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Oabra ATpoueHko

JleBUTaH B KpyTy

CBOMX COBPEMEHHUKOB

TBopueckas cyab0a JleBuTaHa BO MHOIOM HallOMUHAET GUOrpa-
¢pun apyrux BOCIUTAaHHMKOB MOCKOBCKOIO YUMJIMIIA YKUBOIH-
CH, BasiHUSI M 30[14ecTBa. B OONBbIIMHCTBE CBOEM BBIXOJLBI U3
KPECTBSIHCKOTO COCJIOBHSI MJTM PA30PUBLLETr0Cs KyneyecTBa 1 Kpaii-
HE PeJKo JIBOPSIHE, OHU MpUe3Kaau B MOCKBY 13 NPOBUHIMAIb-
HOW TUyOMHKM MpakTUYeCKU Oe3 HeoOXOAMMbIX (PUHAHCOBbIX

CPEACTB, a 3a49aCTYyHO, JIMIIMBUIUCH ponMTeneﬁ.

W.N.JleBuran
Pororpacdus. 1890-¢

Isaac Levitan. 1890s
Photo

Koncranrun Koposun
Benomuuaet... M., 1971,

C. 112 (nanee — Koncrantun
KopoBuH BComiHaer....)

2 Caxaposa E .B. Bacummit
Jmurpuesny Tlosnenos.
TlucbMa, HEBHIKH,
Bocromutanust. M.; J1. 1950.
C. 449 (nanee — Caxaposa.
TTucbMa, JTHeBHUKH,
BOCMOMMHAHHSA).

HepeﬂKo B YYWJIUIIE MX MPUBOINI
CUACTJIUBBINA CIIy4yal: HEOXWUIAHHAsA
BCTpeya ¢ KeM-HMOyIb M3 TpernoaaBaTe-
Jeit (kak, Hanmpumep, y M.B.Hecteposa
¢ uHcnektopom MY2KB3 K.A.TpytoBc-
KHM, OOpaTUBIIIMM BHUMaHME Ha CIIOCO0-
HOCTM IOHOIIIM B PMCOBAaHWM) WM, KakK
B ku3Hu A.E.Apxumnosa u A.I1.Pa0ymiku-
Ha, ¢ OBIBIIIMMY BOCIIUTAHHUKAMM, CYMEB-
LIMMHM 32 KOPOTKUIA CPOK MOJATOTOBUTH MX
K TOCTYIUIEHMIO B MPOCJaBJICHHOE yueO-
Hoe 3aBeneHue. Mcaak JleButan u KoH-
ctaHTUH KOpOBMH 0OKa3aluch B YUUTUIIE
Mo MpUMepy cTapiux OpatbeB. Hecom-
HeHHo, KopoBuH, HectepoB, Apxurios,
Huxkonait YexoB (OpaT mucaresst), — Bce
Te, ¢ KeM JIeBUTaH y4mJIcs, a BIOCICACT-
BUM pa3aeau IpyxkO0y, UMeIu OT MPUpo-
JIbI IPKU M CAMOOBITHBIN TajiaHT. OHAKO
B MOMEHT noctyruieHus: B MY2KB3, korna
OIapeHHBIM OT MPHUPOJIbI FOHOIIIAM OBLIO
1o 13—14 siet, oH1 He MOTJIM OJIECHYTb 3pYy-
TULIMEH, TTOCKOIBKY HE TTOTYYMIN CEPbe3-
HOTO JIOMAIITHEr0 M TMMHa3U4eCKOro 00-
pazoBaHus. KOpoBUH ¢ ropeynto mucain
Briocaenctsuu: «Otell, MaTh HUYYTh HE 3a-
OOTHJIMCH 1aTh MHE KaKoe Obl TO HU OBLIO
HanpaBieHue»'. Jlaxe Hectepos, oOna-
JABIIMI MOIIHBIM WHTEJUIEKTOM, TPHU3-
HaBaJICS, YTO €My IOCTOSIHHO MPUXOAM-
JIOCh 3aHUMAaThCsl caMooOpa3oBaHreM. Tem
He MeHee, TOHMMasl, KaKylo TTOMOIIb OKa-
3pIBAaeT 00pa3oBaHKE B TBOPYECTBE U B 00-
LLIEHUM C JIIOIbMHU, YK€ B 3peJIOM BO3pacTe
OHHU C XaTHOCTbIO MTPUOOPETATN 3HAHMSI.
IMpennpunumatens u meueHat C.U.Ma-
MOHTOB, C MHTEPECOM HaOJIIOMaBIINi 3a
nyxoBHbIM pasButueM D.U.IlansnuHa,
ObLT OYKBaJIbHO TTOTPSICEH TEMU HEBEPO-
SITHBIMU TeMIIaM, KOTOPBIMU TI€BEIl BOC-
TOJTHSUT HEIOCTaTOK B 0Opa30BaHUU.
BesycioBHO, 6OJIBIITYIO POJIb B TIPO-
(eccuoHaIbHOM U TIMYHOCTHOM pOCTe OYy-
JYIIAX U3BECTHBIX XKMBOMHMCIIEB ChIIpaIn
npernoaaBaTeii MOCKOBCKOTO YYWJIMIIA
JKMBOTIMCH BasiHUSI M 30IYECTBA, U CPeau
HUX TJ1aBHas posib npuHamiexkut B. 0. ITo-
JICHOBY. XYIOXHUK U KOJUICKLIMOHED
M.C.OcTpoyxoB Ha3zBaj Macrepa «0oJib-
LM BOCTIUTATEIEM», CUMTAsI, YTO UMEH-
Ho [losieHOB co3Mai ero «XymosKeCTBEeH-
Hy10 Gpu3noHOMMI0»2% O TOM Ke TOBOPH-

JIU U IPYTUC MMOJICHOBCKUEC YUCHUKU.
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Olga Atroshchenko

Isaac Levitan

and His Contemporaries

The life story of Isaac Levitan as an artist is in many respects
similar to the life stories of other graduates of the Moscow
School of Painting, Sculpture and Architecture. Most of them
offspring of peasants or bankrupt merchants, and very few from
noble families, they usually came to Moscow from the remote
provinces practically penniless, and often, after the loss of par-
ents, like Levitan.

N.N. JleBuran
Pororpacus. 1890-¢

Isaac Levitan. 1890s
Photo
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Not unusually, they were brought to the
school by the luck of fate: some acci-
dentally struck up an acquaintance with a
teacher from the school, as did Mikhail
Nesterov with the school’s inspector Kon-
stantin Trutovsky who noticed the lad’s gift
for drawing. Some other students, such as
Abram Arkhipov or Andrei Ryabushkin,
became acquainted with former graduates
who prepared them, over a short period of
time, for the entrance exams. As is well
known, Levitan and Konstantin Korovin
enrolled at the school following in the foot-
steps of their elder brothers. Undoubtedly,
all of these artists with whom Levitan stud-
ied and later became friends — Korovin,
Nesterov, Arkhipov, Nikolai Chekhov (An-
ton Chekhov’s brother) — were naturally
endowed with a brilliant and original talent.

At the time when they entered the
school, however, at the age of 13 or 14, they
were quite unlearned, because none had
received a decent education either at home
or at a regular school. Konstantin Korovin
later wrote with bitterness: “Father and
mother didn’t care to give me even a mod-
icum of direction”'. Even Nesterov, who
was a brilliantly intellectual individual,
avowed that he had to self-educate himself
relentlessly. Yet, aware of the benefit of
knowledge for work in art and contacts
with people, they learned eagerly even
when already grown-ups. Savva Mamon-
tov, who watched with interest Fyodor
Shalyapin’s personal growth, was literally
shaken by the incredible pace of his filling
the gaps in his stock of knowledge.

Undeniably, the professional and
personal development of the renowned
artists in the making was in no small
degree nurtured by teachers at the School,
with Vasily Polenov playing a key role in
that process. The artist Ilya Ostroukhov
called Polenov “a great mentor”, and
believed it was Polenov who shaped his
“creative physiognomy”2. Polenov’s other
students used to say the same.

1 . . L
Konstantin Korovin Reminisces... Moscow, 1971. P. 112
(hereinafter — Konstantin Korovin Reminisces).

2 Sakharova, Yekaterina — Vasily Dmitrievich Polenov. Letters,
Diaries, Memoirs. Moscow-Leningrad, 1950. P. 449 (hereinafter —
Sakharova. Letters, Diaries, Memoirs).

Polenov taught a landscape and still-
life class from 1882 to 1895 — in Levitan’s
words, during that time he “created a
Moscow tradition of painting”.®* As an
educator, he continued to develop the tra-
dition of lyrical mood-centered landscape
initiated by Alexei Savrasov who was, as
Korovin put it, the dearest of those who
revealed to him and Levitan “the unknown
as celestial bliss”*. The initiator of an
Impressionist tradition of painting in the
open air in Russian art, Polenov, like his
predecessor, continued to foster an elevat-
ed, poetic attitude to nature. Besides, as
Ostroukhov aptly put it, the experienced
teacher revealed “to the Russian artist the
mystery of the new power of paints and
encouraged in him such boldness in plying
paints which he had previously never
dreamed of”.® For Polenov, the technolo-
gy of painting was a serious issue — he
studied changes in colour due to changes
in the composition of priming, adhesive,
and lighting. As is well known, Levitan the
teacher to a large extent relied on Polen-
ov’s experience.

One of the few Russian painters to
receive a solid university education,
Polenov was fluent in several foreign lan-
guages and traveled extensively: in 1882 he
brought from Palestine magnificent Ori-
ental sketches astonishing for their novel-
ty and originality. Even Polenov’s appear-
ance made him stand out among the

school’s teachers: always well-groomed,
prim, neatly dressed, and politely address-
ing his students as “mister”, he won over
hearts and minds — in Alexander
Golovin’s words, as “a thoroughly erudite,
cultured, caring and kindly person”®.

In 1888, the Polenov family — his
mother Maria Alexeevna, who had a tal-
ent for painting and literature, his sister
Yelena Polenova, who was a gifted artist,
and his wife Natalya, who dreamed of
becoming a painter too and studied at the
school — settled in a two-storey house
belonging to a Ms. Frolova, on Krivo-
kolenny lane, Moscow. In this home full
of beautiful furniture, paintings on the
walls, a large library and collections of
antiquities put together by the artist’s
father Dmitry Polenov during his time as a
diplomat in Greece, the young artists
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A group of students
from the Moscow
School of Painting,
Sculpture and Architec-
ture — participants

of the first students’
shows (Levitan third
left, standing)

Photo

Department of Manuscripts,
Tretyakov Gallery

Congratulating Vasily Polenov on the 25th anniversary of his creative career, Levitan wrote: “I am

confident that the Moscow art would not have turned out the way it is without you. Thank you for
us and for our art, which I adore.” Quoted from: Sakharova, Yekaterina. Vasily Dmitrievich Polenov.
Yelena Dmitrievna Polenova. A chronicle of the Artist’s Family. Moscow, 1964. P. 603 (hereinafter —

Sakharova. A Chronicle).

~

Konstantin Korovin Reminisces... P. 519.

The book contains Korovin’s very detailed memoir about how he and Levitan made excursions, early in
spring, into Sokolniki and Zvenigorod — “the environs of Moscow, where there are fewer people” — and
following Alexei Savrasov’s advice, learned to paint, and most importantly, to feel nature.

Tretyakov. Moscow, 1909. P. 81.

Ostroukhov, Ilya, and Glagol’, Sergei. Moscow Municipal Picture Gallery of Pavel Tretyakov and Sergei

& Golovin, Alexander. Meetings and Impressions. Leningrad-Moscow, 1960. P. 22.

7 Konstantin Korovin Reminisces... Pp. 158-159.

8 Sakharova. Letters, Diaries, Memoirs. Pp. 449-450.
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found themselves in a world of art and
sublime beauty. “The drawing-room in
Polenov’s home,” wrote Korovin, “was
especially elegantly appointed. There were
old Oriental fabrics hanging, some curious
looking jars, weapons, costumes. He
brought all this from the Orient. All this
looked so much unlike our poverty. And
back in my room in Sushchevo, I could
not but notice the great difference
between here and there.”’” Leonid Paster-
nak also mentioned the distinctive com-
fort in the house, the never-ending engag-
ing conversations proceeding in an atmos-
phere of calm and ease during an evening
tea party at the round table, about the
warm welcome he received. “When [
became friendly with him and was accept-
ed into his family,” recalled Ostroukhov,
“I joined not a group of artists but a fami-
ly of artists, for everyone whom I found
there — both the family members and
those from outside the family — were con-
nected by solid ties of spiritual, artistic
kinship. Somehow 1 too started to feel
myself at once as an equal member; the
same happened to every other companion —
Korovin, Serov, Maria Yakunchikova,
Levitan and others.”®

It was Polenov who first introduced
the young artists to the French Impres-
sionists, showing them photographs of the
works of contemporary Western European
masters, kept in big leather-bound
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albums; it was in Polenov’s home that they
first saw photographs of Vasnetsov’s
murals in the St. Volodymyr’s Cathedral
in Kiev.?

Thanks to Polenov’s recommenda-
tions, they had a chance to see Sergei
Tretyakov’s and Mikhail Botkin’s collec-
tions of Western European art, as well as
landscapes by Jean-Baptiste Camille
Corot, Charles-Frangois Daubigny and
other Barbizon artists, and the refined
compositions of Mariano Fortuny, Jules
Bastien-Lepage’s masterpiece “Rural
Love” (1882, now in the Pushkin Museum
of Fine Arts), and Pascal Dagnan-Bou-
veret’s composition “Blessing of the Young

34 TPETbSAKOBCKASA FANEPEA / THE TRETYAKOV GALLERY

Couple before Marriage” (1880-1881,
Pushkin Museum of Fine Arts), which
astonished viewers with the “unparalleled
rendering of sunlight and reflections in a lit
room”."

In 1884 Polenov introduced his
favourite students Isaac Levitan and Kon-
stantin Korovin to his friend, the patron of
the arts Savva Mamontov. Very respectful
of teamwork and, at the same time, eager
to give his wards an opportunity to earn
some money, he recommended them to
Mamontov as stage designers for the Russ-
ian Private Opera Company. Theatre held
so strong a sway over Korovin that, starting
from the 1900s and up to his departure

#3'2010
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XoncT, Macao

26 x 44,5
My3eii-3anoBeHUK
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Isaac LEVITAN
Entry Road to a
Village. 1884

Study

Oil on canvas

26 x 44.5 cm

Vasily Polenov Museum-
Reserve

N.N.JIEBUTAH
Ocenb. 1880-¢
Beunbnit kadens, macio
20x20x 1.5
Myseii-3amoBeIHUK
B.[.TToneHosa

Isaac LEVITAN
Autumn. 1880s

Qil on white tile

20 x20 x 1.5 cm
Vasily Polenov Museum-
Reserve

from Russia, he served as the head of the
stage design department at the Imperial
Theatres in Moscow and St. Petersburg. In
Levitan’s life, theatre work remained a
fleeting episode of little importance. Hav-
ing created a few independent croquis and
several paintings using as their basis Viktor
Vasnetsov’s sketches for Alexander Dar-
gomyzhsky’s opera “The Mermaid”, the
master of landscape painting never again
returned to theatre work, although the
production was a triumphant success and
the public applauded the sets, for the first
time in the history of opera." Nor did
Levitan become a regular in Mamontov’s
circle of artists, although he was undoubt-
edly fond of the hospitable owners of the
home in Abramtsevo and the new friends
he made there, such as Serov and
Ostroukhov. Probably the reason was his
weak health, with frequent bouts of melan-
choly and depression, which caused him to
prefer isolation. According to Sergei Vino-
gradov, “during the last decade his heart
ailment made him feel strongly
depressed,” and because of this “he
worked no more than two hours per day,
although he never skipped a day”".

Undeniably, the artistic ambiance
with its special “cult of chivalry and beau-
ty” which Polenov and Mamontov nur-
tured around them must have left its
imprint. So, Ostroukhov and Nesterov,
largely emulating Polenov and Mamontov,
put together valuable art collections,
which later formed the basis of muse-
ums.” Thanks to these people, Vino-
gradov refined his artistic tastes to such a
level that he became an essential assistant
and consultant for Mikhail Morozov in his
acquisition of works of contemporary
Western European artists. It was perhaps
partly due to them that Levitan was
regarded by his students as an engaging
and very educated person with aristocratic
manners. And in terms of his appearance,
too, the renowned landscapist, as his con-
temporary Vinogradov remarked, “led a
beautiful life never matched by a single
artist from his generation”".

® A reference to this episode is contained in Sergei Vinogradov’s letter to Yegor Khruslov of January 28,
1891, written in Kharkov, now held at the manuscript department of the State Tretyakov Gallery, fund 9,
item 94, sheet 1. “...At the Polenovs’, I and Abrasha [Abram Arkhipov — 0.A.] saw photographs
(a whole album) of Vasnetsov’s compositions in the Kiev cathedral. We both felt overwhelmed by his
works — awesome, elementary forces unleashed, and the human talent. Would like to see the original?!
Pay attention to the fresco with the saint martyr Catherine, and then tell me about it. Even on photo-

graph, it looks formidable.”

10 Vinogradov, Sergei. Moscow of Yore. A Memoir. Lapidus, Nina, ed. Riga, 2001. P. 76 (hereinafter —

Moscow of Yore).

" Natalya Polenova writes: “Levitan painted landscapes, Alexander Yanov painted ancient homes with
towers, the sketch for the ‘Undersea Kingdom’ was created by Viktor Vasnetsov, and Levitan also
executed the sets. They decided not to cut out trees with meticulously painted leafs, as is customary,
but simply created talented pictures. The oak in the first act, with sharp shadows cast on the tree trunk
by the branches in plain daylight, indeed seemed like nature.” Quoted from: Polenova, Natalya.
Abramtsevo. A Memoir. Moscow, 2006. P. 44.

"2 Moscow of Yore. P. 31.

1:"‘In 1909 Mikhail Nesterov gifted to the city of Ufa, where he was born, a collection of paintings, sketch-
es, drawings of his contemporaries, more than 100 pieces in all. In: Durylin, Sergei. Nesterov in Life

and Art. Moscow, 2004. P. 181.

Ilya Ostroukhov’s unique collection, initially held in his home in Trubnikovsky Pereulok, Moscow, in
1924 was institutionalized into a public museum named after its founder.

" Moscow of Yore. P. 31.

[ToneHoB mpernoaaBai B Kjacce Teii-
3aXa ¥ HaTiopMopTa B 1882—1895 romax,
YCIIEB 3a 3TOT MEPUO, 10 cioBaM JIeBuTa-
Ha, CO31aTh MOCKOBCKYIO IITKOJTY KUBOITH -
cu®. B cBoeil memarornyeckoil aesitesib-
HOCTH OH TIPOJOJIKaJl pa3BUBaTh Tpalu-
LIMY JTUPUYECKOTO Teii3axka HaCTpOeHUs,
3aioxkeHHbIe A.K.CaBpacoBbIM, — caMbIM
noporuM, 1o BbIpaxeHHio KopoBuHa,
YeJIOBEKOM, OTKPBIBIIMM 1Jisi HUX ¢ Jle-
BUTAHOM «HEBEIOMOE, KaK paiickoe 0ya-
JKeHCTBO»*. CTaB OCHOBOITOJOXHUKOM
TUIEH3PHO-UMITPECCUOHUCTUYECKOM Tpa-
IUIIMA B PYCCKOM MCKyccTBe, [ToneHos,
KaK 1 ero mpeaIieCTBEHHUK, MPOI0JIKal
BOCMUTBHIBATh BO3BBIIIEHHOE, MMO3TUYE-
cKoe oTHolleHue K mpupozae. Kpome To-
o, 110 BepHOMY 3aMevaHno OCTpoyXoBa,
OITBITHBIH MeAAroT OTKPBLT «PYCCKOMY Xy-
JNOXHUKY TaiHY HOBOW KPAaCOYHOU CUJIbI
U TIpoOY>Kaasl B HEM CMEJIOCTh TAKOTO 00-
pallleHUs ¢ KPaCKOM, 0 KOTOPOU OH paHb-
e He MoMBbIIUIsI»®. [loJleHOB OYeHb
CepPbe3HO OTHOCUJICS K BOTIPOCAM TEXHO-
JIOTUM XXUBOTIMCH, U3yJall XapaKTep MoBe-
JIEHUST KpacoOK B 3aBUCMMOCTH OT COCTaBa
TPYHTA, CBSI3YIOIIIETO, a TAKXKE CTETICHU OC-
BellleHus1. BriocieacTBuu B cBoeil mena-
TOTMYeCcKOl HesTeIbHOCTH JleBUTaH BO
MHOTOM OTIMPAJICS Ha €T0 OIBIT.

[ToseHOB — OIMH M3 HEMHOTHUX PYC-
CKHUX XMBOITMCIIEB, KTO MMEJ CEPhe3HOE
YHUBEPCUTETCKOE 00pa3oBaHKe, B COBEP-
LIEHCTBE BJIaJesl HECKOJBbKUMU SI3bIKAMM,
MHOrO myTeniectBoBai. B 1882 romy on
BepHyJics u3 [lanecTrHbl, MpUBE3s ¢ co00it
YyIHbIE BOCTOYHBIC 3TIObI, KOTOPHIEC TT0-
TpsicaJii HOBU3HOM 1 CBEXKECThIO XKUBOITH-
cu. Jaxe BHemHe Bacwnmit JiImurpueBuy
BBIICIISUICSL CPeM TperonaBaTelieil yun-
suia. Beerna moaTsiHy ThIi, KOPPEKTHBIN,
OIPSTHO OJETHIN, OOpalIaBLIMICS K yde-
HUKaM Ha «Bbl», — oH, 110 ciioBam A 4. To-
JIOBMHA, pacroyiaraj K cede Kak 4eJOBeK
«BCECTOPOHHE OOpPa30BaHHBIN, KYIBTYp-
HBII, BHUMATEIBHBIN 1 CEPICYHBIN»®.

B 1888-M cembst [TosieHOBa, cOCTOSI-
1masi U3 ero mMarepu Mapum AJieKceeB-
HbI, 00JIaIaBIIIeH XyT0KECTBEHHbBIM U JIU-
TepaTypHBIM JapoM, cecTpbl EjeHbl
JIMUTpUEBHBI — TAJIAHTJIMBOU XyTOKHM-
b, U cynpyru Haraneu BacuibeBHBI,
Takke HaMepeBaBIIIeIiCs CTaTh XKUBOIHC-
1IeM W TIOoCelIaBIIei KacChl YYWIMIIA,
Mmoceanaach B JBYXATaKHOM OCOOHSIKE
®ponoBoit B KprBOKOJEHHOM MepeyIIKe.
B aToM mome ¢ kpacuBoii MebeIblo, pas-
BEIIaHHBIMU Ha CTEHaX KapTUHaMU, 00-
LIMPHOM OMOJUOTEKON M KOJIJICKLIMSIMU
AHTUYHBIX TIPEBHOCTEI, COOpaHHBIMU OT-
uom Bacunusg JImutpuesuua, JIMutpuem
BacunbeBuuem IToeHOBBIM, BO BpeMsl €ro
MpeObIBAHMS HA TUTTIOMATUYECKOM CITyX-
0e B Ipeumu, mononble XymToXKHUKU MO-
Magajid B MUP BO3BBIIICHHOW KpPacOThI
u uckycctBa. «Y IlojgeHoBa B 00JbINOM
KoMHare, — ncan KopoBuH, — ObLIO 0CO-
OeHHO HapsiiHO. Bucenu crapbie BocToY-
HbIe MaTepUM, KaK1e-TO OCOOCHHbIE KyB-
LIWHBI, OpYXHUe, KOCTIOMBI. Bce 310 OH
npuBe3 ¢ BocToka. DTo Bce ObIIO TakK He-
MoxoXxe Ha Hairy 6egHocTh. M korma s

N.N.JEBUTAH
3apocwuii npyo. 1887
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Xoucr, macyo

35 x 51
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Isaac LEVITAN
Overgrown Pond. 1887
Study

Oil on canvas

35 x 51 cm

Vasily Polenov Museum-
Reserve

BO3Bpalllacsl IOMOM, KOHTPACT C MoOeu
KoMmHatoit B Cy1iieBe ObLT BEIMK U PE30K».

OO0 0COOEHHOM YIOTE 3TOrO JI0Ma,
MOCTOSIHHBIX MHTEPECHBIX Oecenax, Impo-
TEKaBIIUX B CITOKOWHOW HENPUHYXKIECH-
HOI1 00CTaHOBKE BO BpeMsI BEUEpHETO Yae-
MMUTHS 38 KPYTJIBIM CTOJIOM, O HAiiIEHHOM
3[IECh IPYXKECKOM PACITONIOKEHUN paccKa-
3piBajl JI.O.IlactepHak. «Korma s 0ke
COIIEJICSI ¢ HAUM U BOIIET B KPYr CEMbU
ero [[Tonenosa], — BcmomuHan OcTpoy-
XOB, — 51 BCTYIIUJ HE B XyT0XXECTBEHHBII
KPYXOK, a B XYIOXECTBEHHYIO CEMbIO,
100 Bce, KOTOo s Hallles TaM... ObLIU CBsI-
3aHbl KPETNKUM JYXOBHBIM, XYHIOXECT-
BEHHBIM poAcTBOM. Kak-To cpa3y mouyB-
CTBOBAJI U §1 ceOsI ee paBHOIIPABHBIM YJie-
HOM; TaK ObUIO U C KaXIbIM TOBAPUIIEM:
K.KoposunsiM, CepoBbiM, M. IKyHUMKO-
Boit, JIeBUTAaHOM U APYrUMU»®.

HMmenHo y [ToneHoBa MHOTHE U3 MO-
JIOABIX XYJAOKHUKOB BIIEPBBIC YCIIBIIIATN

Tosppassist [ToneHoBa ¢ 25-1eTHEM Xy/I0)KeCTBEHHOI JiesiTelibHoCTH, JleBnTaH mucan: «51 yBepe,

YTO MCKYCCTBO MOCKOBCKOE He ObLI0 Obl TaKMM, KAKMM OHO ecTh, He Oy/ib Bac. Cnacu6o Bam u 3a ce6st
1 32 Hallle NCKYCCTBO, KOTopoe 5 6e3yMHO mooumo» (1ut. no: Caxaposa E .B. Bacumii [IMuTpreBny
Tonenos. Enena [Imurpuesna INonenoa. XpoHika ceMbi XyA0KHUKOB. M., 1964. C. 603; nanee —

Caxaposa. XpoHuka).

Koncrantun Koposuu Benomunaer... C. 519. Kopois nojipo6HefiimM 06pazom paccKasbiBaceT,

Kak OHM ¢ JIeBUTaHOM Bble3XKanu paHHeﬂ BECHOIT «B OKPECTHOCTH MockBbl, rjie MeHBbIIIE JIofiei»,
B COKOJILHUKHM U B 3BeHV[l"0p0I{, T/€ no COBETY CaBpﬂCOBa YYMITUCH MMUCATH, A MIABHOE YYBCTBOBATH

npupoy.

5 Ocmpoyxos U.C., [1az0ab C. MockoBcKkas ropojickast Xyjioxecrsennas ranepes I1. u C.M. TpeTbsiko-

BbIX. M., 1909. C. 81

6 Tonosun AS. Berpeun u Bnedarienus. J1.; M., 1960. C. 22.

Koncrautun Koposuu Becnomunaer... C. 158-159.

Caxaposa. Incema, HeBHAKH, BocriomuHauust. C. 449-450.

«Y ToneHoBbIX MbI ¢ AGparueii [A.E. Apxunosbim] cMotpenn (ororpadun (uemblii ans6om)

¢ BacHeloBCKuX pador B Kuesckom coGope. Brieyatnenue owenomiisioniee Ha Hac 060X MPOU3BEIH
PaboTbI €ro, CTPALIHOIL, KAKOI-TO CTUXHE IIPSIMO U YeJI0BEYeCKOIl TATAHTINBOCTBIO. JI0G0NbITHO
Gkl BUjieTh B opuriHazie?! OGpaTi BHIMaHKE, a TTOTOM PAcCKaskelllb MHe Ha (hpecKy, B KOTOPOil ecTh
cB. Myuennia Ekatepnna. 1o uro-To norpsicaiotiee (Ha ororpacpun—ro)» (OP I'TT. ®. 9. Ex. xp. 94.
JI. 1. C.A.Bunorpajio — E.M.Xpyciiosy. 28 sHBaps 1891. XapbKoBs).

1°BMH02[J(1()06 C.A. Ilpexxusist Mocksa. Bocriomunanus / asr.-coct. H.JTarmmyc. Pura, 2001. C. 76 (nanee —

Tpesxusist Mocksa).

HACNEOVE

0 (hpaHIy3CKUX UMIIPECCUOHUCTAX, 103~
HAaKOMIWIKNCh I10 XPaHUBIIUMCSI B GOJIb-
IIMX KOXaHBbIX ajabdoomax (oTtorpadusam
C KapTHHAMU COBPEMEHHBIX 3aI1aIHOEBPO-
MEeCKUX MAaCTEPOB, BACHELIOBCKMMU POC-
micamu Bmagnmupcekoro co6opa B Kuese®.

ITo pexomenmanmu Bacunusg JImu-
TpYeBMYA OHU UMEII BO3MOXHOCTDb YBHU-
IeTh KOJUIEKLUU 3araIHOeBPOIIECKOro
nckyccrBa C.M.TpetbsakoBa u M.I1.boTt-
kuHa, neisaxu Kamwis Kopo, Iapas
JloOuHBM M Apyrux 0apOM30HIIEB, M3bI-
CKaHHbIe npou3BeacHus: Mapuarno doty-
Hu, weaesp Xiwonsa bacrtben-Jlenaxka —
KapTuHy <«/lepeBeHcKkasi Jt0O00Bb» (1882,
I'MHWUN), a takxke monsotHo I[lackans
JanbsaH-BbyBpe «bnarocioBeHue HOBO-
opauHbix» (1880—1881, 'MUWU), mopa-
JKABIIIETO «U3YMUTEIbHBIM 3KUBOITMCHBIM
pelleHueM COJTHEYHOTO cBeTa, pedIeKCoB
B CBETJION KOMHaTe»'.

B 1884 roay IloneHoB 3HAaKOMUT
CBOMX JIIOOMMBIX y4YeHUKOB JleBUTaHa
un KopoBuHa co ceoum apyrom C.M.Ma-
MOHTOBBIM. BBICOKO oOlleHMBasi KOJIEK-
TUBHBIA TPYI U, BMECTE C TeM, XKeJlast 00-
JIETYUTh MaTePUaIbHOE ITOJIOKEHUE CBOUX
BOCIIMTAHHMKOB, OH PEKOMEHIYET MX Me-
LIEHATy B KayecTBe 0(hopMUTEIei s 10~
cTaHOBOK Pycckoii yacTHoii oniepbl. Teatp
HACTOJIbKO 3aBianes KOopoBUHBIM, YTO,
HaurHas ¢ 1900-X rofoB BIUIOTh 10 OThE3-
I1a 3a TPAHMUILY, OH BO3IJIABJISUT XyHIOXKECT-
BEHHYIO 4acThb KIMIepaTopcKux TeaTpoB
B Mockse u Cankrt-IletepOypre. B xu3-
Hu JleBUTaHa 3Ta AESITEAbLHOCTb Oblla
KPaTKUM M HE3HAYUTEbHBIM SIIM30I0M.
Co31aB HECKOJBKO CaMOCTOSITEIbHBIX
9CKM30B UM HamucaB HEKOTOPbIE KapTH-
HbI 110 3¢cku3am B.M.BacHe1oBa k orepe
A.C.laprombikckoro «Pycanka», meiiza-
JKUCT MPAKTUYECKU HE BO3BPALLIAJICS K 9TO-
My IeJ1y, XOTsI TIOCTAHOBKA MMeJia ITOTPsi-
CaIOIIIMIA YCITIeX, BIIEPBhIE 3a BCIO UCTOPUIO
omepbl Iy0JIMKa aryioaMpoBaia MMEHHO
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The lessons in industry and friend-
ship — the qualities cultivated in these fam-
ilies — left their stamp. Yelena Polenova
wrote in one of her letters: “When I and the
others draw and paint when we assemble in
our or Mamontov’s home, it cannot be
called work. In fact, the allure and benefit
of these meetings lies not in what is created
there but in the assembly of people who
share the same occupation. Exchange of
impressions and ideas is more important
than the work itself.”" It is well known that
Polenov, while very severe on himself, was
always heedful and extremely delicate
when passing judgment on his students’
works. He is known to have often told that
he “himself wanted to learn” from Korovin

and Serov. Especially attentive and caring
during the initial period of their independ-
ent careers, their teacher felt great satisfac-
tion when their works met with recognition
and success at exhibitions. One of Polen-
ov’s wife’s letters contains this passage:
“Today [ Vasily], very excited, juried a com-
petition on the Dmitrovka. Anton received
a prize for Verushka’s portrait, and
Korovin, for the ‘“Tea-table’ and a land-
scape. [Vasily| is the happiest of men, his
joy as great as theirs...”"®

Polenov was equally elated when his
young friends started exhibiting at the
shows arranged by the “Peredvizhniki”
(the Wanderers), and then joined that
society. Of all the young artists, Levitan

B.J1.ITOJIEHOB
Jlesuman 6 ooemxcoe
6eoyuna. 1887
Bymara, Tymb, nepo
148 x 14,8
Mys3eii-3amoBe1HUK
B.[.TToneHosa

Vasily POLENOV
Levitan in Bedouin
Clothes. 1887

Ink and quill on paper
148 x 14.8 cm

Vasily Polenov
Museum-Reserve

C.A.BUHOI'PAJIOB
Jlesuman 6 ooemxcoe
6eoyuna. 1887
Kapron, Ty1ib, nepo
20,1 x 12,5
Myseii-3anoBeTHUK
B.[.[Monenosa

Sergei VINOGRADOV
Levitan in Bedouin
Clothes. 1887

Ink and quill on cardboard
20,1 x 12.5cm

Vasily Polenov
Museum-Reserve

N.NJEBUTAH
Cadux 6 Hame.
Kunapucwi. 1886
Bymara Ha xoncre,
macno. 20,4 x 32,3
Mys3eii-3aroBeHUK
B.[.[Monenosa

Isaac LEVITAN
Small Garden in Yalta.
Cypresses. 1886

Oil on paper

mounted on canvas
204 x 323 cm

Vasily Polenov Museum-
Reserve
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was the first to exhibit at a “Peredvizhni-
ki” show — he displayed, in 1884, views of
Zvenigorod. He was granted membership
in the society only in 1891, for a series of
compositions created from sketches made
on the Volga River; Ostroukhov was grant-
ed membership in the same year, after he
accomplished his famous piece “Siverko”
(1891, Tretyakov Gallery).

All the members of the Polenov fam-
ily admired the brilliant and singular gift
of Levitan. Yelena Polenova’s letters con-
tain especially many expressions of admi-
ration: “Today our Sunday meeting was
attended by two new persons: Vasily’s stu-
dents Levitan and Korovin. Levitan is that
[young artist] whose sketches Vasily and
Natasha liked so much. Korovin painted
with oil (while he was alone), and Levitan
made a watercolour — an impromptu — a
sheer delight! And they are so young,
fresh, believing in the future. There was
such a strong whiff of the new and the
good emanating from them.”" One would
assume that Yelena Polenova is writing
about Levitan’s watercolour piece “Jewish
Woman in an Oriental Wrap” — she
shared the sitter with Levitan (both pieces,
from 1884, are now at the Vasily Polenov
Museum-Reserve near Tula). Sometimes
Levitan attended the ceramics Thursdays
that she organized. One of the souvenirs

1SSakharov.a\. A Chronicle. P. 351.

16Natalya Polenova’s letter to Ye.D.Mamontova of December 11,
1888. // In: Sakharova. A Chronicle. P. 404.
Prizes at the Moscow Society of Art Lovers’ competition were
awarded as follows: first prize — to Valentin Serov for the painting
“Girl with Peaches” (1887, Tretyakov Gallery); second prize
was shared between Konstantin Korovin for the painting
“At a Tea-table” (1888, Vasily Polenov Museum-Reserve) and
Isaac Levitan for the landscape “Evening is Falling” (present
whereabouts unknown); third prize went to Konstantin Korovin
for the landscape “Golden Autumn”.

"7 Yelena Polenova’s letter to P.D.Antipova of November 18, 1884. //
In: Sakharova. A Chronicle. P. 347.

nekopauusaMm'. He cran JleButan u 1o-
CTOSTHHBIM Y4aCTHUKOM MaMOHTOBCKOTO
KpYXKa, XOTsI, KOHEYHO, CUMIIaTU3UPO-
BaJl TOCTENPUMMHBIM XO03seBaM abpam-
LIEBCKOTO IoMa ¥ 0OpPEeTeHHBIM 3[€Ch HO-
BbIM 1py3bsiM — B.A.CepoBy u M.C.Oc-
TpoyxoBy. BeposiTHee Bcero, MpUYMHOM
TOMY TOCTYXWJIO ciaboe 3m0poBbe Jle-
BUTaHa, YacThble MPUCTYIHI MEJaHXOJIUN
U JeTnpeccuu, KOTOpble HacTpauBaiu Ha
OIMHOKOE BpeMmsmpenpoBoxaeHue. [lo
cioBam C.A.BuHorpamoBa, «IocienHee
JecSITUIeTHE cepaeuHasi 00Je3Hb OYeHb
MOJABJISIIONIE BAMSIA Ha HErO», 10 3TOM
MPUYKHE OH paboTall «XOTsI eXEIHEBHO,
HO He OOJIbIIE ABYX YacoB» 2.

besycnoBHO, TBopueckasi atMocde-
pa ¢ 0COOBIM «KYJIBTOM PhILIAPCTBA U Kpa-
COTBI», KOTOPYIO CO3[aBaii BOKPYT ce0sl
IToneHoB 1 MaMOHTOB, 0JIarOTBOPHO
BAMsJIa Ha MOJIOABIX XYIOXHUKOB. Tak,
OctpoyxoB 1 HectepoB, BO MHOTOM T10 UX
MpUMeEpY, COOpaIM IICHHbIC XKUBOITMCHBIC
KOJUIEKLIMM, CTaBILIME OCHOBOM OymyLInX
My3eeB". BUHOrpagoB B 3TOM OKPYKEHUU
CyMeJI HacTOJIbKO Pa3BUTh CBOM XymoxKe-
CTBEHHBI BKYC, YTO CTaJl HE3aMEHUMbIM
TTOMOIITHUKOM U KOHCYJIsTaHTOM M.A.Mo-
po3oBa B MIPUOOPETEHUM TPOU3BEACHUI
COBPEMEHHBIX 3aMaTHOEeBPONEHCKUX KU~
BorucieB. [la u B TOM, uTo yueHUku Jle-
BUTaHA BUACIU B MacTepe MHTEPECHYIO
U IIMPOKO 00pa30BaHHYIO JIMYHOCTb, 00-
JIafaBIIyI0 apUCTOKPAaTUYECKUMM MaHe-
pamu, ecThb oTyacTu 3aciayra [lojeHoBa
U ero OKpykeHus1. MI3BeCTHBII Teit3aXkuct
Jaxe BHEILIHE, KaK OTMeYalld ero COBpe-
MEHHMKU, <KW TaK KPACUBO, KaK HUKTO
U3 XyIO0KHUKOB €T0 IMOKOJICHUS» .

He npoiiiy napoM ypoKu TpyaoJio-
Ous U IPYyKObI, 0CO00 KYJIBTUBUPYEMbIE
B nomax [loneHoBa 1 MamonTOBa. B on-
Hom u3 nuceM E.JI.IToneHoBa 3ameTua:
«To, 4TO 1 M ApyrHe pucyeM W TUIIEM,
Korma cobupaemcsl y Hac U1’y MaMoHTO-
BBIX, HEJIb3s1 Ha3BaTh pa0boToii. COOCTBEH-
HO TIpeJieCcTh U MOJb3a 3TUX COOpaHuii
HEe B TOM, YTO Ha HMX MPOU3BOIUTCS,

" «[Teiizaskn macan V.M .Jleuran, Tepema — xyaoxunk A.C.SIHoB,
it “TloysosiHOrO LapeTBa” 3cku3 caenan B.M.Bacheros, a ucron-
HIJT JIeKOpaLuio ToT e cambilit JleBuran. OHu Gpocuimi NPUHATBI
JIOTOIE CIIOCOO BLIPE3HBIX ICPEBLEB € MOJAPOOHO BbIMHCAHHBIMU
JIMCTBSAMU, @ MPOCTO MUCATIN TATIAHT-JIUBLIC KapTUHBI. nyﬁ B niep-
BOI JCKOpauyu, ¢ pe3KUMH COJTHEUHBLIMU TEHSAMM Ha CTBOJIC OT
BETOK, IEPEHOCHJI [ICHCTBUTENBLHO B npupoty» (IToaenosa H.B.
AbpamiieBo: BocriomuHanus. M., 2006. C. 44).

lzﬂpem-mu Mocksa. C. 31.

3B 1909 rofty Hecrepos npusec B jiap Ye, rjie oH poauicst,
coOpaHne KapTHH, 3TIONOB M PUCYHKOB CBOMX COBPEMEHHUKOB,
B KomyecTse cBbiute 100 npoussenennit (em.: Jypouaun C.H.
Hecrepos B sxusuu u TBopuectse. M., 2004 C. 181). YuuxanbHas
KOJIeKuust OCTp()yXOB‘d, HAXO/IUBLLIASACA B €0 MOCKOBCKOM JIOME
B TpyGunkosckom nepeysike, B 1924 rojy Gblia nepeseiena
B CTATyC My3esi, HOCALICTO MMsi CO3JIaTess.

“Hpe)l(l-lﬂﬂ Mocksa. C. 31.

lsllm. no: Caxapoea. Xpounuka. C.351 (E.JI Ilonenosa —
T1.JX. Autunosoit. 17 cepans 1885).

|6TaM ske. C. 404 (H.B.Ionexosa — E..'MamonToBoii. 11 ekaGpsi
1888). TIpemun Ha KOHKypce MOCKOBCKOro 001IecTBa JIH00uTe el
XypoxecTs nomyunnu: nepsyio — B.A.Cepos 3a noprper «Jle-
BouKa ¢ nepcukamu» (1887, I'TT), Bropyto — K.A Koposus 3a
KapTiHy «3a uaitHbiv cTonom» (1888, Myseii-3anoBeiHuk
B .J1.ITonenosa) n M.M .Jleuran 3a neiizaxx «Beuepeer» (MecTo-
HaXOX[IeHNe Hen3BecTHO), TpeThio — K.A Koposus 3a neit3ax
«3onoras oceHb» (1888, MecToHaXOX/IeHHE HEN3BECTHO).

"7 T sxe. C. 347 (E.[1Ionetosa — 1[I Anrrumosoit. 18 nosGps
1884).

a MMEHHO TO, YTO COOMpAlOTCSI BMECTe
JIIOJIV OJTHOM crielaibHOCT. OOMEH BIle-
YaTJCHUI U MBICJICI BaxKHee caMoii pabo-
Tb»". Tl0J€HOB, KPUTUYECKU OTHOCSICh
K cebe, ObLT Bcerma BHUMATENIEH U TIpe-
JIETbHO JEJMKAaTeH B OLIEHKE TMpOu3Bele-
HUI CBOMX y4EeHUKOB. M3BECTHO, UTO OH
YacTO U3BSIBIIS JKeJJaHUE «YUUThCSI CaMO-
my» y KopoBuHa u Ceposa. Ocoboe BHU-
MaHHue U 3a00Ty Teaaror mposiBIsI B Ha-
YaJIbHBIM TIEPUOI CAMOCTOSITEILHOM JIesI-
TETbHOCTH BOCIUTAHHUKOB, MCIIBITHIBAS
OrPOMHOE YIOBJIETBOPEHUE, KOTa Te T0-
JIy4JaJid MpU3HaHKE U YCIIeX Ha BhICTaBKaX.
B omHom u3 mucem cynpyru IloneHoBa
MOXHO mpounTath: «CeroaHs [Bacummii]
B CWJIBHO BO30YKICHHOM COCTOSTHUU TIPU-
HUMaJI yJyacThe B jury [>KIOpH| 10 cllydaro
KOHKypca Ha JIMUTpOBKe. AHTOH MOJTy4T
npemuto 3a Bepyikun noptpet, KopoBuH —
3a “YaitHbIil cTON” M 3a meiizax. YkacHO
CYACT/IUB U PamyeTcsl X pagoCThiO...» "

M.B . HECTEPOB
Jlesuman 6 ooemxcoe
6edyuna. 1887
KapToH, Tyuib, nepo
19%x 11,7
Mys3eii-3anoBe1HUK
B.[.TToneHoBa

Mikhail NESTEROV
Levitan in Bedouin
Clothes. 1887

Ink and quill on
cardboard

19 x 11.7 cm

Vasily Polenov Museum

N.N.JEBUTAH
Heopux 6 Slame. 1886
Bymara Ha xoncre,
macyo. 19,3 x 32
Mys3eii-3armoBeTHUK
B.[.ITonenosa

Isaac LEVITAN
Small Yard in Yalta.
1886

Oil on paper
mounted on canvas
193 x 32 cm

Vasily Polenov Museum-
Reserve

HACIEOVE

Takoe xe uyBcTBO [lOJICHOB HCITBI-
ThIBaJI, KOTJIa €r0 MOJIOJIbIE APY3bsl CTAHO-
BWIMChH KCIIOHEHTaMU, a 3aTeM U pasfe-
JISUIM 4ieHCTBO B ToBapuilecTBe Iepe-
JNIBUKHBIX XYIOXECTBEHHBIX BBICTABOK.
[Ipuyem nmeHHo JleBUTaHY, BHICTABUBILIC-
My B 1884 romay 3BeHUTOPOACKHE TICH3aXkKU,
MEepBOMY TOCYACTIIMBWIIOCH CTaTh Y4acT-
HUKOM TIEPEIBMKHOI BbICTAaBKU. B uie-
Hbl ToBapuiliecTBa OH ObLI M30paH JIUIIb
B 1891-M 3a ceputo KapTHH, CO3MaHHBIX IO
BOJDKCKMM 3TIOJIaM, OqHOBpeMeHHO ¢ Oc-
TPOYXOBBIM, HAITMCABIIIMM CBOE 3HAMEHM-
Toe mosioTHo «CuBepko» (1891, I'TT).

B nosieHOBCKOI1 ceMbe SIpKUii U caMo-
OBITHBIN TajaHT JIeBUTAHA IPUBOIUI BCEX
B BocxuileHrue. Oco0eHHO MHOTO BOCTOP-
TOB B ero aapec 3By4uT B mucbmax E.JI.ITo-
JieHoBOM: «CeroaHs Ha HallleM BOCKpEC-
HOM COOpaHUM OBLIO JBa HOBBIX WJIEHA:
Bacunbunbl yaeHuku JleButan u KopoBuH.
JleBUTaH TOT caMblif, KOTOPOTO 3TIOBI TaK
noHpasuianch Bacuibio n Harame. Kopo-
BMH TTHCaJl MACJITHBIMU KpackaMH (TIOKyaa
OH OfMH), a JIeBUTaH crenan akBapeab —
pPa3oBYIO TOJIOBY, — MpEJeCTb YTO Takoe!
W Ttakue Mmomomble, CBEXHE, BEPYHOIIUE
B Oynyiiee. HoBoii u xopoiiieii cTpyiikoit
MaxHyJIo OT 3TOoro anemeHTa»". [lo Bceit
BeposiTHOCcTH, Enena JIMutpreBHa nMmeeT
B BUJIy JIEBUTAHOBCKYIO akBapesb «EBpeii-
Ka B BOCTOYHOM TOKPBIBaIe», 3Ty MOAETb
OHa Tucana BMecte ¢ JleBuraHom (06e —
1884, Myszeii-zanoBenuuk B.JI.IToneHo-
Ba). MHoraa JleBuTaH MpuUCYTCTBOBaJI Ha
YCTpanBaeMBbIX €10 KepaMUYECKUX YeTBEP-
rax. CBUIAECTEILCTBOM TOMY CITYKUT U3SIIII-
HbIii u3pazelr «OceHb» (1880-¢, My3eii-3a-
nosenHuk B./I.IToneHoBa). Mactep cymen
nepenaTh I'PYCTHYIO TMO33UI0 OCEHHEro
Jjeca U B 3TOI, HOBOI MIs1 ce0sl TEXHUKE
pOCTIUCH TIO dMaJIH.

B03M0OXHO, UIMEHHO C 3TIONOB, MO-
napeHHbIx Jleutanom Enene JImutpuen-
He, poXXaaeTcsl 3amevaTeIbHasT TpaauLvs
oOMeHa MPOM3BEACHUSIMU, O1arogapst Ko-
TOpPOIi MHOTME XYOOXKHMKU CMOTJIM CO-
OpaTh >XMBOIMCHBIE KoOJleKIuu. Tak,

R
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N.N.JEBUTAH
Ocennuii aec. 1886
ITIO]

XodcT, macio

17 x 29
Myz3eii-3anoBeHIK
B.[.TToneHosa

Isaac LEVITAN
Autumn Forest. 1886
Study

Qil on canvas

17 x 29 cm

Vasily Polenov Museum-
Reserve

1x;Yelena Polenova’s letter to
P.D.Antipova of December
29, 1884. // In: Sakharova.
A Chronicle. P. 358.

19 Vasily Polenov’s letter
to Natalya Polenova of
September 8, 1887.//
In: Sakharova. A Chronicle.
P.387.

2 Nesterov, Mikhail. Letters.
Selections. Leningrad, 1988.
P. 66.

Levitan’s features come
through in Korovin’s
unfinished work “Buying

a Dagger” (1899, Tretyakov
Gallery). Perhaps Levitan
posed for his longtime friend
when the latter was finishing
the piece in Moscow.

More about it in: Kiselev,
Mikhail Konstantin Korovin.
Moscow, 2001. P. 10.

2 Shalyapin, Fyodor. Mask
and Soul. My 40 Years in
Theatres. Moscow, 1989.
Pp. 156-157.

2 Nesterov, Mikhail.
Long Bygone Days.
Meetings and Memoirs.
Moscow, 1959. P. 125.

s Grabar, Igor. My Life.
Monograph about Self.
Sketched Reflections about
Artists. Moscow, 2001.
P.177.

left from that period is an elegant picture
on a tile called “Autumn” (1880s, Polenov
Museum-Reserve). Although painting
over enamel was a technique new for the
artist, in this piece, as in the others, he
skillfully conveyed the melancholy poetic
mood of the autumnal forest.

It is also likely that the sketches that
Levitan gifted to the talented lady painter
laid a foundation for the remarkable tradi-
tion of exchanging artwork, due to which
many of the artists put together collections
of pictures. Thus, in one of the letters she
writes: “Today I received two sketches from
Levitan and one from Tretyakov”'. Per-
haps one of the sketches mentioned was
Levitan’s early piece “Entry Road to a Vil-
lage” (1884), displayed at the commemo-
rative exhibition along with other pieces
from the Vasily Polenov Museum-Reserve
near Tula. This museum holds quite a lot of
the master’s works: nine paintings and
three drawings accomplished at the draw-
ing evenings at the Polenovs’.

Levitan presented to Polenov his
magnificent compositions with views of the
Crimea, expressing his gratitude for Polen-
ov’s tireless moral and material support.
The Polenov family believed that Polenov
paid a part of the expenses needed for the
young artist’s visit to the Crimea. Vasily
Polenov was very fond of those sketches,
confident that “neither Aivazovsky, nor
Lagorio, nor Shishkin, nor Myasoedov
have produced images of the Crimea so
truthful and distinctive as Levitan”". In the
last, and most difficult, period of Levitan’s
life the relationship between him and
Polenov became especially close. Polenov
wrote to the terminally ill artist letters full
of words of consolation and encourage-
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ment, and often invited him to his country
house called Borok, in a scenic location
near the Oka river. In 1900, not long before
his death, Levitan presented to his teacher
and friend his last work — a small sketch
“Felled Forest Trees. Log-piles” (1897,
Polenov Museum-Reserve) with a touch-
ing inscription, “from loyal Levitan”.

Isaac Levitan, who was, in Mikhail
Nesterov’s words, “beautiful with a seri-
ous Oriental beauty” was frequently used
as a sitter at the evening drawing sessions
in Polenov’s house. Nearly every partici-
pant of the assemblies had recollections
about “drawing and painting his beautiful
head”. Some of the graphic images of
Levitan in Bedouin clothes, which Polen-
ov brought from Palestine, have survived.
The drawings created by Polenov, Valentin
Serov, Nesterov and Sergei Ivanov in 1887
feature him in a wrap. In Sergei Vino-
gradov’s, Dmitry Shcherbinovsky’s and
Sergei Ivanov’s drawings made in 1889,
Levitan wears a turban. And Polenov’s oil
sketch of Levitan used for the image of
Christ in the painting called “Dreams”
(1894, Radishchev State Art Museum,
Saratov) was probably made in 1887. In
1891 Polenov created a superb portrait of
Levitan (now in a private collection),
often mentioned by Nesterov in a letter to
his family®.

But the best image of Levitan was
produced by Valentin Serov, who por-
trayed the artist in his studio (1893,
Tretyakov Gallery). This portrait matches
a verbal description of Levitan delivered
by another one of the artist’s contempo-
raries, Fyodor Shalyapin. “You had to
look into his eye,” wrote the great singer.
“I believe I have never seen eyes so deep,

dark and pensively sad. Every time I sing
on stage [Anton| Rubinstein’s romance to
Pushkin’s lyrics —

“Did you behold in dark of forest leaf

The bard of love, the singer of his sadness ?”
I nearly always think of Levitan. It is he
who walks in a forest and listens fo sad and
simple sounds of a pipe. It is he the bard of
love, the singer of sadness. It is he who saw
a little church, a trail in a forest, a lonely
arboret, the curve of a river, the wall of a
monastery — but the sad eyes of dear Levi-
tan did not look at it formally. No, he gave
a sigh on the trail, and near the belfry, and
near the lonely arboret, and he gave a sigh
in the clouds too.”*

Mikhail Nesterov, who felt a special
spiritual and artistic affinity with Levitan,
considered that the talented painter
“showed us the humility and the mystery
hidden inside every Russian landscape —
its soul, its charm...”.”? Fyodor Malyavin
too had something interesting to say about
Levitan’s art. As recounted by Igor
Grabar, he said. “Malyavin tried to per-
suade me to stop painting landscapes: ‘but
can’t you understand that no one should
paint landscapes after Levitan. Levitan
painted everything, and he painted it all so
well that neither you nor anyone else can
equal him. The genre of landscape is
exhausted, old fellow. You’re just doing a
stupid thing. You’ve seen those landscapes
at the exhibitions? Nothing but poor imi-
tations of Levitan.”” “No matter how hard
I tried to persuade him,” wrote Grabar,
“that neither landscapes nor portraits nor
any other painting genre can cease to exist
but will grow and evolve, alternatively
moving up and down, he stuck to his guns.
And we parted at that.”?

B ofHOM u3 nuceM [loneHoBa coobiiaer:
«CeromHs mojy4yusia aBa aToaa ot JleBu-
TaHa u oauH TpeThsikoBa»'®. Buaumo, oz
OHUM M3 JIEBUTAHOBCKUX 3TIOJOB MOA-
pasymeBaeTcsl ero paHHsisl paboTa «Bbesn
B IepeBHIO» (1884), mpencrtaBieHHas
BMECTE C JAPYTMMU TMPOU3BEACHUSIMU U3
Mysesi-zanoBeaHuka B.JI.IToneHoBa Ha
BBICTaBKY, MPUYpPOUEHHYIO K 150-1eTuto
CO JIHSI POKIIEHUsI BbIAAIOILIErocs Teiisa-
xucTa. B aToM My3ee cocpeaoToueHo oT-
HOCUTEJIbHO OOJIbIIOE KOJUYECTBO MPO-
U3BeIeHUN MacTepa: Tpu rpadudecKux
JIMCTA, BBITIOJTHEHHBIX Ha TOJEHOBCKUX
PpUCOBAJIbHBIX Beuepax, U AEBSITb KUBO-
MUCHBIX paboT.

3ameuaTebHbIE KPbIMCKUE Teii3a-
XK1 ObLTM mogapeHsl JleButanom [lose-
HOBY B 3HaK MPHU3HATEJIBHOCTU 3a TMPO-
SIBJIEHHYIO K HEMY TOCTOSIHHYIO Cepey-
HyI0 U MaTepuaibHylo 3a00Ty. B more-
HOBCKOI CEeMb€ CUUTAIOCH, YTO MOE3AKa
MoJIofIoTo XynoxHUKa B Kpbim ObL1a ocy-
1LIeCcTBIEHa OTYACTH Ha cpencTBa Bacumus
JmutpueBuda. [loseHOB o4eHb JIOOUIT
9TH 3TIOABI, T0JIarasi, YTo «HU AiiBa30B-
ckuit, Hu Jlaropuo, Hu ILuikuH, H1 Msi-
COEJIOB HE Jajii TaKUX MPaBOWBBIX U Xa-
pakTepHbIX n300pakeHuit Kpbima, kak Jle-
BUTaH»". OCOOCHHO IOBEPUTEIHLHBIMU
OTHOILIEHUST MEXTy HUMU CTAIU B ITOCTE-
HUI, OUeHb TSKEJbI repuo XXu3Hu Jle-
BUTaHa. Besuecku yreinas U moamgepxu-
Basl B TUCbMaX CTPAAaBLIETO OT CMEPTEb-
Hoif Gosne3Hu ToBapuina, [lojeHOB He-
penKo MpUIIallal ero MorocTUTh B CBOIO
ycanbby bopok, pacronoxeHHyIo Ha KU-
BonucHbIX 6eperax Oxu. B 1900 roxy, He-
3a10Jro 10 cMepTH, Mcaak Mabua napur
CBOEMY YYMTETI0 U APYry HeOOoIbLION
aton «CpyOneHHblil jec. [loseHUIb»
(1897, Myseii-zanoBennuk B.J.IToneHo-
Ba) C TpOraTeJIbHOI MOMAIMKUCKHIO «OT Tpe-
naHHoro JleButaHar.

Ilo cnoBam Hecteposa, JleBuTaH,
«KPaCUBBIN CBOEW CEPbE3HOM BOCTOYHOMN
KpacoToii», HEOMHOKPATHO CIIYXWJI MO-
NIebl0 Ha TOJIEHOBCKUX PUCOBATbHBIX
Beuyepax. O TOM, YTO «pHUCOBAIU U MHUCA-
JIA €ro KpacuBYIO TOJIOBY», BCTIOMUHAIN
MOYTH BCE YYACTHUKM DTUX COOpaHUM.
CoxpaHWINCh TaKXe rpaduyecKue JIMc-
Thl, Ha KOTOpbIX JleBUTaH M300pakeH
B olexne OemyrHa, npuBe3eHHoM [Toje-
HoBbIM M3 [lanectunsl. Ha padoTax, BbI-
nosHeHHbIX B.JI.IToneHoBbiM, B.A.Ce-
poBbiM, M.B.HectepoBbsiM, C.B.MBaHO-
BbIM B 1887-M, OH M300paXkeH B TTOKPHI-
Basie. B pucynkax C.A.BuHorpanona,
JI.A.lllepouHoBckoro u C.B.MBaHOBa,
natupoBaHHBIX 1889 ronom, JleBurtan 3a-
rnevatiieH B yaiMe. BepositHo, K 1887-My
cienyeT OTHECTU TMOJEHOBCKUI 3TION,
B KOTopoM JleBUTaH HamucaH B MOBOPOTE

NMN.JEBUTAH Isaac LEVITAN
Kanan 6 Beneuuu Canal in Venice. 1890
1890 Study

Otion Oil on paper mounted
Bymara Ha kapTowne, on cardboard

macio. 32 x 20 32 x 20 cm
Myseii-3anoBeIHIK Vasily Polenov Museum-
B.J1.IToneHoBa Reserve

N.N.JIEBUTAH
Hamypuwux

6 6CHEUUAHCKOM
Kkocmiome. 1887
Bywmara, rpacutHblit
Kapanpaur. 21,7 x 19,1
Mya3eii-3anmoBeIHUK
B.[.TToneHosa

Isaac LEVITAN

A Model in a Venetian
Costume. 1887

Lead pencil on paper
21.7x 19.1 cm

Vasily Polenov Museum-
Reserve

HACIEOVE

TOJIOBbI XpUCTa IJIs1 KapTUHBI «MeuThbl»
(1894, CapatoBckuii rocyqapCTBEHHBIN
XyIOXKECTBEHHbI My3eit um. A.H.Panu-
wesa). B 1891 romy [loneHoB 3akoHumI
3aMevaTeSbHbIN opTpeT JIeBuTaHa (YacT-
Hoe coOpaHKE), O KOTOPOM B THChbME
K poaHbIM yromuHaeT Hectepos?.
OnHaKo JYYIIMI XXKUBOTIMCHBIN 00-
pa3 melizaxucTa O0bu1 co3naH B.A.Cepo-
BbIM (1893, I'TT). OH co3ByueH cioBec-
HOMY TOPTPETY, OCTaBICHHOMY IPYTMM
COBpeMeHHUKOM xynoxHuka — @ .M. 111a-
JISNUHBIM: «Hamo ObLI0 TOCMOTPETh ero
raza. Takux Apyrux riyOOKUX, TEMHBIX,
3ayMYMBO-TPYCTHBIX IJIa3 $, KaXXeTcs,
HUKOTIa He Bunel. Besikuii pas, korna s
Ha 9cTpaie 1ot Ha cioBa [lymikuHa
pomaHc PyouHinTeitHa: “CibIxaau Jib Bbl
3a pouieit rimac HouyHoil / [1eBua n00BH,
meBLa cBoeil mevyanu?” s MOYTU BCeraa
nymaro o JleButaHe. DTO OH XOIUT B JieCcy
U CIIyILIAeT CBUPEJIH 3BYK YHBUIBIN U MPO-
CTOi. DTO OH — TIEeBell JIIOOBHU, TEBell Te-
Yajii. DTO OH YBUIEN KaKylo-HUOYIb 1Iep-
KOBKY, YBUJIEJl KaKylo-HUOYIb TPOITUHKY
B JIeCY, OMMHOKOE NIePEeBIIO, U3TUO PEKH,
MOHACTBIPCKYIO CTEHY, — HO HE MTPOTOKOJIb-
HO B3IJISIHYJIM Ha BCE 3TO TPYCTHBIE I1a3a
muuioro JleBurana. Het, oH B310oXHy 1 Ha
TPONUHKE, U Y KOJIOKOJIbHU, U Yy JiepeBlia
OJIMHOKOTO0, U B 00J1aKax B3IOXHYI»?.
Hectepos, ucnbiThiBaBILIMii K JIeBU-
TaHy OCOOYIO JIIOOOBb UM JYyXOBHOE POJI-
CTBO, CUMTAJ, YTO TAJTAHTJIMBbII SKUBOTIH -
cell «TI0Ka3al HaM TO CKPOMHOE U COKPO-
BEHHOE, YTO TAWTCSl B KaXIOM PYCCKOM
Tei3axe, — ero JyIily, ero ouapoBaHue...»?
He MeHee MHTEpECHYIO XapaKTEPUCTHUKY
TBOpYecTBa MacTepa nan ®.A.MasiBuH.
B nepeckaze N.D.Ipabapst oHa 3ByYMT TaK:
«MansiBUH MeHs1 yoexnan OpoCUTh TH-
caTh neizaxu: “Kax xe Tbl He MOHUMA-
enib, yTo mocie JleButaHa HeNb3sl yxke
nucarsb neiizaxa. JIeBUTaH Bce nepenucan
U TaK Harucal, Kak HU Tebe, HU IpyroMy
HM 3a YTO He Hanucarthb. [1eii3axy, 6aTeHb-
Ka, KpbIlKa. Thl TPOCTO TIIYMOCTh Jejia-
emb. [TocMoTpu, yTO 3a Meitzaxu ceifyac
Ha BbIcTaBKax? ToJIbKO TUI0XUE MOAACTKA
nox JleButaHa”». «Kak s1 eMy HU 10Ka3bI-
BaJ1, — ponosrkaeT [padapb, — 4To HU Teii-
3a, HU TIOPTPET U BOOOIIE HUYTO B XKH-
BOTIMCH HE MOXKET OCTAHOBUTHCSI, a OyIeT
pacTH 1 3BOJTIOLIMOHMPOBATD, TO MTOHMKA-
SICh, TO BHOBb TOBBIILASICh, OH CTOST Ha
cBoeM. Tak MbI Ha TOM M PacCTalIuCh»?,

mllm. no: Caxaposa. Xpouuka. C. 358 (E.[].Ilonenosa —
T1I. AuTunosoii. 29 neka6ps 1884).

19TaM xke. C. 387 (B.J1.Iloneros — H.B.IloneHoBoiI.
8 cenrsops 1887).
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