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TTeiizanc ne umeem yeau, ecau OH MOALKO KPACUS.
B Hem 0oaxcHa 6bimb ucmopus Oyul.

OH Oosxncen ObiMb 36yKOM, OMEEHAIOUGUM
CepOeHHbIM HY6CMEaAM — JMO MPYOHO 6bPaA3UNb
CAOBOM, MO MAK NOXOKHCE HA MY3BIKY' .

B.A.CEPOB
ITopmpem
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Valentin SEROV
Portrait of Isaac
Levitan. 1893
Oil on canvas

82 x 86 cm
Detail

Tretyakov Gallery

Koposun K.A. U3 3amuceit
B paGoueM abooMe.
1888-1891. OP I'TT.
®.97.En. xp. 48. 1. 1.
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Hur. no: U.U. JleBuran.
ITncbMa, OKYMEHTBI,
BOCMOMHHAHMSI / OOLIL. pefl.
A. ®epoposa-JlaBblioBa.
M., 1956. C. 27 (nanee —
HMCbMa. JIOKYMEHTBI,
BOCI'IOMVIHHHVIS{).
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Tam sxe. C. 29.

Tam sxe. C. 61.

Tam sxe. C. 47.

Jugna Uosnesa

K.A .Koposux

O jJ1eBUTAHOBCKOM IICcU3asKe
1 100UJIeliHON’
JIEBUTAHOBCKOU BBICTABKE

B uckyccTBoBeieHUN, PAaBHO KaK U B CO3HAHUUA MHOTUX JIFOJIEN,
VHTEPECYIOLMXCSA UCKYCCTBOM, CYLIECTBYET YCTOMYMUBOE MOHS-
THE — «JIEBUTAHOBCKUU Mei3axK». OH He MOX0X Ha «IIUIIKWH-
CKUI» U 1aKe Ha «CaBPACOBCKUW» WJIM <«IOJICHOBCKUI», XOTS

1 030K K NOCJICJHUM.

HeBHTaHOBCKHﬁ neisax» — 3TO,
<< KaK TMpaBUJIO, MPOCTON TMEeH3axK-
HbIil MOTHUB, MOYTH BCeraa Oe3IOAHBIN:
peyka, JOpOXKa, yXOoAsllue B TIyOUHY
KapTUHBI YyThb [0 AUATOHAJIN, POLIU, e~
peJiecKu B pa3Hble BpeMeHa rojaa (Kpome
3UMBI, CHEXHBIX 3UMHUX neii3axei y Jle-
BUTaHA MPaKTUYECKU HET — BCeraa nepe-
XOIHBIN MEpPUON U, KOHEYHO, JIETO), CU-
HUE JaJIU U BICOKOE OECKOHEUHOE HEOO
CO CBOEI1 0C000Ii, HETTOCTYKMMOI 1T e~
JIOBEKa XU3HbI0. Bee 310 npoHu3aHo riy-
OOYaNILIUM JTMPUYECKUM MEPEXKUBAHUEM,
BCEra C OTTEHKOM IPYCTHU, 1aXKe eCITU Xy-
JIOXKHUK M300paxaeT, Ka3ajloch Obl, JIU-
KYIOIlIEe COCTOSIHWE TMPUPOAbl — SIPKUiA
COJIHEYHBIH CBET U TOJIyOble TEHU Ha MO/~
TasiBiieM cHery («Mapt», 1895, I'TT), 30-
JIOTO OCEHHEl JIMCTBBI U CUHEBY Hebec
(«3onotass ocenb», 1895, I'TT). Ilyw-
KMHCKasi Metadopa «1100J10 s MBIITHOE
MPUPOJIbI YBSIaHbE» ObLIa OUEHb OJIM3Ka
MUPOMOHUMaHUIO JIeBUTaHa, 1a, BO3MOX-
HO, 1 YexoBa, ero 00JbIIOro aApyra. OTo
UX HECOMHEHHO cOImXalo.

U e1e, B MOHATHE «JICBUTAHOBCKUIA
nei3zax» OpraHM4YeCckKr BXOJUT HEKOE Ty~
OMHHOE, TPYAHO BbIPA3UMOE CJIOBaMU,
CTUXUIHO-Tparnyeckoe BOCIPUATHAE Bpe-
MeHu. He Toro ObICTpOTEKYIlIEro moBce-
JTHEBHOTO BPEMEHMU, @ BEYHOCTU, B KOTO-
poii COOCTBEHHO U HET HUKAKOTO BpeMe-
HU. C 1oHbIX JieT JIeBUTaH OCTPO OLy1Iat
U YyTKO pearupoBaJl Ha MPOSIBJISIOLLYIOCS
B Iipupoje (0cobeHHOo) MeTahusuky Bpe-
MeHu u BeuHoctu. B cBoem TBopuecTBe

OH TIOCTOSTHHO «THAJICSI» 3a Hel, a YJIOB-
JIeHHass — OHa OOJIbHO paHWIa MCUXUKY
XYIOXHUKA.

1886 rox. Kpbim. JleBuraHy HET elie
u 26 netr: «Buepa BeuepoM 51 B3oOpalics
Ha CKaJly U C BEPUIMHbBI B3IJISHYJ Ha MO-
pe, U 3HaeTe JIM UTOo, — S 3arllakai, u 3a-
TUTaKaJl HaB3pbII; BOT IJIe BEYHAsl Kpaco-
Ta W BOT /i€ YEJIOBEK YyBCTBYET CBOE IMOJI-
Helflllee HUITOXECTBO!»?

1889 rox. [1epsas noesnka Ha Boory:
«PazouapoBaiics s upesBbluaiiHo. 2Knan
s Bosru, Kak UICTOYHMKA CUJIbHBIX XyHI0-
JKECTBEHHBIX BIIEYATIICHUI, a B3AMEH 3TO-
ro OHa MoKa3ajachb MHE HaCTOJIbKO TOC-
KJIMBOW U MEPTBOU, YTO Y MEHS 3aHBLIO
Cepilie U SBUJIACh MBIC/b, HE yeXaTb JIU
obpatHo? U B camoM jenie, NpencTaBbTe
cebe cieayrolunii OecrpepbIBHBIN Teii-
3aX: TIPaBblil Oeper, HArOPHbI, MOKPHIT
YaxJIbIMU KyCTapHUKaMU U, KaK JUIIas-
MU, oOpbIiBaMU. JIEBBIit... CIUIONIbL 3aJIU-
Thle Jieca. I Hanm BceM aTUM cepoe HebOo
U cwWibHbIN Betep. Hy, mpocTo cmepTs...
Cuxy u 1yMato, 3aueMm s noexan? He mor
s pasBe IeJbHO nopabdortaTh monx Mock-
BOIO U... HE UYYBCTBOBAaThb €01 OMMHOKUM
U C [Jla3a Ha IJ1a3 ¢ TPOMaIHbIM BOIHBIM
MPOCTPAHCTBOM, KOTOPOE MPOCTO YOUTh
MOXET...»*

1896 ron. @uHstHAMSA. JIeBUTaHY HET
eme u 36 jer: «BeuyHocTh, rpo3Has Bed-
HOCTb, B KOTOPOIi MOTOHYJIM MOKOJIEHUS
U TIOTOHYT eiie... Kakoit yxac, Kakoi
crpax! CeroaHsi yrpoM OpoauJ Mo cKa-
JlaM, OHU BCE CIVIZKEHbI, KaK U3BECTHO,

JIEAHUKOBBIM TE€PUOIOM, — 3HAYUT Oec-
YUCJIEHHBI[M| KOJUYECTBOM BEKOB <...>
Benb 5T0 0MH CIUIONIHON yXac, OT KO-
TOporo, ropops cioBamu [amiera, “Tpe-
LINAT Yepert”’»*.

[TonHee Bcero moaoOHbBIE HACTpOE-
HUS WU pa3MbllUieHUs JIeBuTaHa o Beu-
HOCTU U BPEMEHM, KaK U3BECTHO, BbIpa-
3WINCh B KapTuHe «Ham BeYHBIM IMTOKO-
em» (1893—1894, I'TT’), mo moBoIy KOTO-
poit xynoxHuk nucan I1.M.TpeTbsikoBy,
4TO OH B HEH «BECh, CO BCEI CBOEH IICU-
XUKOU M CO BCeM... comepxkaHuem»’. Ho
U B IPYIMX KapTMHAaX MacTepa, ropasio
0oJiee CIIOKOWHBIX U JIMPUYHBIX, HEU3-
MEHHO MPUCYTCTBYET 0co0asi, Mpucyias
eMy «TpyCTUHKa». be3 Hee He cyliecTBy-
€T JIEBUTAHOBCKOI JINPUKU, JI€BUTAHOB-
CKOTO CO3eplLaHusi BEYHOCTU TMPUPOJIbI,
T. €. BEYHOCTU BOOOIIIE, 1aKe B CAMOM Ma-
JIOM, CaMOM CKPOMHOM €€ MPOSIBJICHUU.
B srom, Ha MOWi B3MISiA, U 3aKJIIOYEHO
[JIABHOE OTJIMYME JIEBUTAHOBCKOTO Tei3a-
JKa HACTPOEHMS OT OTKPBITOI Hemocpea-
cTBeHHOCTH Tuprieckux padot A.K.Cas-
pacoBa WU OT 3JIETMYECKU-CITOKOUHBIX
komno3uuuit B.J1.IToneHoBa.

Xorenoch OBl MOAYEPKHYTh, UTO
OTMEUEHHBbIE BBbIllIE OCOOEHHOCTU JIEBU-
TaHOBCKOTO MUPOIIOHUMAHMUS XOTb U Ha-
LIJTM B HAType XYIOXHUKA CKOHLIEHTPU-
POBaHHOE BOILIONICHUE, HE ObLIU TOJIBKO
ero qyxoBHOI rpeporaTtuBoii. B 1880-¢ —
Havasie 1890-x ronos B Poccuu, B ee 3Ko-
HOMUYECKOI, COLMAJIbHOU (B MEHbILEH
CTEIEHU B MOJIUTUYECKOIN) U TYMaHUTap-
HOI cepax XU3HU HACTYNMUJ TMEePUOL
CBOETO POJia «CMEHBI BEX», K UeMy JiesiTe-
JIM UCKYCCTBA OCOOEHHO YyBCTBUTEJIbHBI.
JBa mpumepa: H.A.Hexpacos, ubsi 1oa3us
Oe3pasieibHO Biazena ymamu B 1860-¢
1 ocobeHHo B 1870-¢, ymupaer B 1878 ro-
Iy, ¥ TIpU BCEli ero Bce elle MpoJoIKal-
1Ielicsi OrpOMHOI MOMYJISIPHOCTH, B Ce-
penuHe u B koHIle 1880-x B MOy BXOAUT
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“A landscape serves no purpose if beauty is all it has.

It should contain the life of a soul.

It should be a sound responsive to the stirrings of the heart —
it is hard to put it in words, it is so much like music.”

Lydia Iovleva

Konstantin Korovin

On Levitan’s Landscapes
and the Levitan Exhibition

“Levitan’s landscape” is a term firmly ingrained both in art
scholarship and in the minds of many art lovers. A “Levitan
landscape” is different from an “Ivan Shishkin landscape” or
even landscapes by Alexei Savrasov or Vasily Polenov,
although it is very close to the last ones. Usually, a “Levitan
landscape” is a simple image of an almost always deserted nat-
ural environment — a creek, a narrow pathway, groves rolling on
into the depth of the picture in a somewhat diagonal direction,
or copses. It is set in different seasons, except (largely) winter —
Levitan’s pieces almost never feature images of snowy winter —
and usually depicts a transitional season or summer; there are
blue horizons and a high limitless sky with a distinct life of its
own, beyond the mental grasp of human beings.

Ag this imagery is suffused with the
eepest lyrical emotion, always with a
tinge of sadness, even when the artist
depicts seemingly cheerful states of nature
such as the bright light of the sun and blue
shadows on melting snow (“March”), or
the gold of autumnal leaves and the blue of
the sky (“Golden Autumn”). Alexander
Pushkin’s metaphoric expression “I love
the lavish withering of nature” is very
close to Levitan’s worldview, as it is per-
haps to that of his close friend Anton
Chekhov’s as well. This shared state of
mind undoubtedly was what brought them
together.

Moreover, the concept of “Levitan’s
landscape” naturally includes a profound,
hard to verbalize, and spontaneously tragic
perception of Time — not the swift-flowing
everyday time but time as eternity, in which
there is no time as such. From an early age
Levitan was keenly aware of, and sensitive-
ly alert to, the metaphysics of Time and
Eternity making itself felt (especially
strongly) in nature. In his art, he was forev-
er “chasing after” ecternity, and when
caught, it painfully hurt the artist’s psyche.

In 1886, in the Crimea, Levitan is
not yet 26: “Last evening I climbed up a
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cliff and looked down at the sea from the
top, and you know what — I started to sob,
and sobbed violently; that was eternal
beauty, that was where a human being felt
his own utter nullity!”?

In 1889, on his first trip to the Volga
region: “I’m greatly disappointed. I
expected the Volga would give me power-
ful artistic impressions, but instead it
looked to me so dull and dead that my
heart ached and I thought, maybe I should
go back? And indeed, imagine the endless
landscape like this: the right bank, hills all
along with sickly shrubs and steep slopes
looking like lichen. The left bank... noth-
ing but flooded woodlands. And above all
this — a grey sky and harsh wind. Well,
that’s deathlike... I sit there and think,
why did I come here? Wouldn’t I be better
off working near Moscow and... not feel-
ing lonely face to face with a huge expanse
of water that can simply kill you...”?

In 1896, Finland, Levitan is not yet
36: “Eternity, menacing eternity, where
generations drowned and more genera-
tions will drown... So horrible, so fear-
some! This morning I walked across the
rocks; as everyone knows, they all were
smoothed out in the Ice Age — namely, by

boundless time... Oh horror of horrors —
to use Hamlet’s words, it ‘makes your
bones ache’.”*

As everyone knows, the artist’s senti-

ments, or reflections, about Eternity and

! Korovin, Konstantin. “Selections from Notebook. 1888-1891".
Department of manuscripts, Tretyakov Gallery. Fund 97/48.
Sheet 1.

2 Quoted from: “Isaac Levitan. Letters, Documents, Reminiscences”.
Fedorov-Davydov, Alexei, ed. Moscow, 1956. P. 27 (hereinafter:
“Letters, Documents, Reminiscences™).

% Ibid. P. 29.

“ Ibid. P. 61.

NMJEBUTAH
3oaomas ocenv. 1895
XoucT, Maciio

82 x 126

I'Tr

Isaac LEVITAN
Golden Autumn. 1895
Oil on canvas

82 x 126 cm

Tretyakov Gallery

5

Ibid. P. 47.

Time were most fully conveyed in his pic-
ture  “Eternal Peace” (1893-1894,
Tretyakov Gallery), about which Levitan
wrote to Pavel Tretyakov that, “all of my
personality is in it, all of my psyche and all
of my... content”.® But Levitan’s other, qui-
eter and more lyrical pieces, too, invariably
have his trademark “tinge of sadness”. All
of Levitan’s lyricism, all of his reflection is
marked with it — the Eternity of nature,
that is Eternity in general, even in its small-
est, most modest manifestations.

In this lies the essential difference
between Levitan’s mood-centred land-

scape and the unbridled spontaneity of
Savrasov’s lyrical landscapes, or the ele-
giac and serene lyrical compositions of
Polenov.

That said, it is also worth noting that
although such characteristics of Levitan’s
worldview were reflected in the artist’s
nature in a condensed form, he was not
the sole representative of such a mentality
in his time. In the 1880s and the early
1890s Russia experienced a “change of
signposts” in economic, social (although
not so much in political) and humanitari-
an areas, something to which the arts and

CURRENT EXHIBITIONS
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people of art were especially sensitive. Two
examples illustrate this well: Nikolai
Nekrasov, whose poetry was so popular in
the 1860s and especially in the 1870s, died
in 1878 and although his immense popu-
larity endured after his death, in the mid-
and late-1880s the tide of fashion changed
its course to favour Semyon Nadson,
whose sad muse, like Levitan’s, was
attuned to the themes of transience and
the mortality of human “time”; members
of St. Petersburg’s Partnership of Artists in
the 1860s read aloud at their gatherings
the works of the positivist philosopher and
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NMN.JEBUTAH
Bypsa.doxnob. 1899
XorncT, Macio

154 x 214
CapartoBcKuit
roCy1apCTBEHHBII
XYIOXECTBEHHBIH My3eil
um. A.H.Panuesa

Isaac LEVITAN

The Storm. Rain. 1899
Oil on canvas

154 x 214 cm
Radishchev State Art
Museum, Saratov

anarchist Pierre-Joseph Proudhon, but
artists and the general public in the late
1880s and the 1890s avidly studied the
oeuvre of the philosopher Arthur
Schopenhauer®, with his idealist and pes-
simist perspective.

The group of such interested individu-
als included Levitan: “I lie for days in a for-
est,” he wrote to Sergei Diaghilev, “and read
Schopenhauer...” Levitan was interested in
the writings of the new “intellectual lumi-
naries”. As in Europe, a new trend was
beginning to shape itself in Russia —
Symbolism, with its interest in Ages and
Eternity, with its sense of mortality and the
transience of all living things, with dreams
and day-dreams about an inconceivable ele-
vated Beauty which is identical both to God
and the devil, about lonely Demons who are
fallen angels, and other similar ideas.
Symbolist motifs first took root in Russian

6 Quoted from: “Letters, Documents, Reminiscences”. P. 89.

7 Ibid.

8 Ibid. P. 77.

® Not only artists, but collectors too. It was in the 1890s that Sergei Shchukin and Ivan Morozov
in Moscow started their collections, buying mostly French artists — Impressionists and Post-
Impressionists, including Symbolists.

1oQuoted from: “Letters, Documents, Reminiscences”. P. 96. (Claude Monet, Jean Charles Cazin
and Renard are French Impressionist painters.)

" bid. P. 136.
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poetry and literature, and then in the late
19th century, spread to the visual arts (in the
work of Mikhail Vrubel and others).

All this should not be taken as an
implication of Levitan’s conversion to
Symbolism, or even his incipient
Symbolist leanings. Precisely at this point
the ending of the phrase from his letter to
Diaghilev becomes pertinent: “You prob-
ably think that my future landscapes will
be soaked in pessimism, so to speak?
Don’t worry, I love nature too much.”’

Undoubtedly, Levitan in the late
1890s was at a crossroads: “...apathy, the
gnawing feeling of apathy,” he wrote in
1897, “took hold of me. I’ve almost aban-
doned work, my dissatisfaction with old
forms — so to speak — with the old artistic
understanding of things (I mean painting),
the absence of new points of departure
cause me much suffering.”® Levitan was
thinking things over and experimenting:
the “Peredvizhniki” (the Wanderers, or the
Society for Itinerant Art Exhibitions) were
in deep crisis, the “World of Art” associa-
tion, which Alexander Benois and Sergei
Diaghilev tried to lure him and his fellow
artists to join, was at an early stage, its
direction not yet fully established.
Naturally, young artists, including Levitan,
were looking to the West, analyzing and
focusing most of their attention on the

experience of the French Impressionists.’
“Being among worthy people, in a city like
Paris, where the life of the arts is at a high
point, is all you can dream of,” Levitan
advised his younger friend, the artist
Alexander Sredin. “You cannot fall asleep
here, your mind is always awake, and the
artistic self grows. Seeing so much great
artwork — this alone gives you a better
understanding. You relish Monet, Cazin,
Renard, while we have Makovsky, Volkov,
Dubovskoi, etc.”

It is hard to say how Levitan would
have evolved had he lived longer, but he
died precisely at the turn of the century, in
1900; he chose to keep his loyalties with
the “Peredvizhniki” society that had nur-
tured him, while also taking part in many
Russian and international shows organ-
ized by Diaghilev or Benois, the leaders of
the “World of Art”, although such “dual-
ism” was frowned upon by both groups. As
fate willed, Levitan remained an artist of
the 19th century, his art honourably
rounding off the century’s trajectory, most
of all in the area of Russian landscape
painting. “No one before Levitan has
reached such astonishing simplicity and
clarity of motifs as Levitan has in recent
time, and I don’t know whether anyone
else will in the future,” was the verdict of
Anton Chekhov''.

nevanbHas my3a C.S1.Hamcona, kotopo-
My TaKXXe O4eHb OJiM3Ka TeMaTuKa KpaT-
KOBPEMEHHOCTH, OPEHHOCTU YeJoBeue-
cKOro «BeKa»; B 1880-¢ — 1890-¢ rombr
BMECTO COUYMHeHUi dunocoda no3utu-
Bucra-aHapxucra [1.-2K.TIpynona, koto-
pble YUTaIu XYIOXKHUKM Ha COOpaHMSIX
[Metepbyprckoii apreu B 1860-¢, obiecT-
Bo KoHa 1880-x u 1890-x ¢ yBneueHuneMm
LITYAUPYET TPpyabl punocoda naeanucra-
neccumucta A.lllonenrayspa. JleButaH He
ObUT UCKIIIOUeHUeM: «Jlexy uesnble THU
B Jecy, — rmtiet oH C.I1.JlsruneBy, — v uu-
tato [llonenrayapa...»* §I co3HarenpHO He
TPUBOXY KOHIIA ITOW IMUPOKO U3BECT-
Hoii tutatel. O6 2TOM uyTh HIke. Ceii-
Yyac Ke T HaC BaXXHO caMo MOITBEPXKAe-
HUe (akTa MHTepeca XKUBOIHCIIA K TBOP-
YECTBY HOBBIX «BJIacTUTeJel nym». Beren
3a EBporioii B pycCKOM UCKYCCTBE HAuU-
HaeT (hOopMUPOBATbCS HOBOE HampaBiie-
HUE — CHUMBOJIM3M C €ro oOpauieHuem
K TeMaM BEKOB ¥ BEUHOCTH, ONIyIIIEHUEM
OPEHHOCTU U KPaTKOBPEMEHHOCTH BCETO
CYyIIeTo, C MEUTON M MEUTAaHUSIMU O He-
MOCTUKUMOM HagmupHoii Kpacore, Tox-
necTBeHHON 1 bory, u nbsiBony, 006 oau-
HOKUX IEMOHax — naaiumx aHrenax. [lep-
BOIl CUMMBOJIMCTCKYIO TEMaTWMKy Hauaja
OCBaMBaTh pyccKas M033us U JIUTepary-
pa. 3a Humu B KoHIle XIX Beka mocieno-
BaJIO U U300pa3UTEIbHOE UCKYCCTBO.

Bce ckazaHHOe coBceM He MOATBEpP-
KAaeT Toro, 4yto JIeBUTaH CTajl CUMBOJIU-
CTOM WJIM JaXe 4TO OH JBUTAJICS B €T0
CcTOpoHY. M BOT TyT BaxkeH KOHell (ppa3bl

N.N.JIEBUTAH

Tocae 00xcos. [Taéc. 1889
XoucT, Maciio

80 x 125

I'Tr

WN.N.JIEBUTAH
Byphuui 0enwv. 1897
XoucT, Maciio

82 x 86,5

I'Tr

Isaac LEVITAN

After Rain. Plyos. 1889
Oil on canvas

80 x 125 cm

Tretyakov Gallery

Isaac LEVITAN
Stormy Day. 1897
Oil on canvas

82 x 86.5 cm
Tretyakov Gallery
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u3 mucbMa [dsaruneBy: «Jdymaete, 4To
U Tiefi3aku MOW OTHBIHE, TaK CKa3aTh,
OymyT mpoHu3aHbl Teccumusmom? He
0OIATECH, 5T CIIUIITKOM JTFOOTIO TIPUPOIY»’.

Ha, Jlesutan B koH1e 1890-x ObLT
Ha pacmyTbe. «Tocka, TOCKa TPhI3yIiast 3a-
BJIajieJia MHO#, — rycaJt oH B 1897 romy. —
Hwuuyero nmoutu He paboTtaro, HEIOBOJb-
CTBO cTapoit (popMoii — T[ak]| ckazarb —
CTapbIM XYIOXECTBEHHBIM MTOHUMaHUEeM
Belllell (1 TOBOPIO B CMBICTIE KUBOIIVCH),
OTCYTCTBHE HOBBIX TOUEK OTIIPABICHUSI 3a-
CTaBJISIeT MEHST UYPE3BBIYAITHO CTPATaTh»®.
JleBuTtaH B pa3mymbe, B Toucke: ToBapu-
IECTBO TEPENBUKHUKOB TepeKnUBaeT
JKeCTOUanIlui Kpusuc, « Mup uckyccTBar,
Ky/la €ero ¢ COTOBapUIlaMU YIOPHO <«Ts-
nyt 1 A.H.Benya, u C.I1.Jsrunes, ToJb-
KO-TOJIbKO (hOPMUPYETCS, €T0 HATIPABJICH-
HOCTb ellle He BIoJiHe ompeneneHa. Ec-
TECTBEHHO, MOJIOJIbIE XYTOXHUKM, a B UX
yucie u JleBUTaH, MPUCTAITBHO CMOTPSIT
Ha 3amaja ¥ TpexIe BCero BHUMATETbHO
TIPUTTISABIBAIOTCST M aHAIM3UPYIOT OITBIT
paHITy3cKUX IMIIPECCUOHUCTORB’. «BBITh
cpenu cro[to]mmx Joaei, aa eme B [1a-
prKe, TOpoJie, KUBYIIEM CYJIBHOU XyHIO-
>KECTBEHHO XU3HBIO, — BCE... — HACTAB-
sisieT JIeBUTaH CBOETO MJIAIILIEro TOBapU-
ma A.B.CpenvHa. — 3aCHYTb HeJIb3sI 371eCh,
MBICJIb TIOCTOSIHHO OOAPCTBYET, a XyI0X-
HUK pacTeT. OMHO TO, YTO BUIUTE MHOTO
MPEKPACHBIX TIPOU3BENCHUI, — BOT yXe
poct moHuMaHus. Bbel HacnaxmaeTtech

6
Iur. no: IMucema, gokymenTsl, Bocriomunanust. C. 89.
Tam xe.
Tam xe. C. 77.

U He TONLKO XY/IOKHUKM, HO U KOJLIEKLMOHEPhI. MIMeHHO
B 1890-€ roapl B MocKBe HauMHAlOT (hOPMUPOBATHCS
cobpanns C.U.Ulyknna u M.A. Mopozosa, npuoGpeTasimx
NPENMYIIECTBEHHO PabOThI (DPAHI3CKMX KMBOMUCIEB —
MMINPECCHOHNCTOB M MOCTHMITPECCHOHHCTOB, B TOM YHCIIE
CHMBOJIUCTOB.
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NMJEBUTAH
Mapm. 1895

Xoscr, macno. 60 x 75
I'Tr

Isaac LEVITAN
March. 1895
Oil on canvas
60 x 75 cm
Tretyakov Gallery

12In the summer of 2010, the
exhibition, with a slightly
different assortment of
pictures on show, was
displayed at the Russian
Museum in St. Petersburg.

{ Il"'

The current Levitan exhibition at the
Tretyakov Gallery™ is dedicated to the
150th anniversary of the birth of this out-
standing Russian landscape painter.
Levitan was lucky in some sense — his art
has never been under-appreciated, neither
by his contemporaries nor by the genera-
tions that followed, neither by curators of
major museums nor by private collectors.
Pavel Tretyakov alone bought more than
20 pieces from the artist during his life-
time. The collection of Levitan’s art in the
Tretyakov is among the biggest of individ-
ual artists. Nor has he been lacking in
attention from organizers of exhibitions.
After his memorial exhibition in 1901,
there were several solo shows — in 1938
and in 1960-1961, which usually travelled
to several cities across the Soviet Union,
with Moscow, Leningrad and Kiev among
the most common destinations. There is a
museum dedicated to Levitan in the town
of Plyos near Ivanovo.

Nevertheless, every exhibition was
different in terms of its goals and objectives.
For instance, the 1938 and 1960-1961
shows aimed at similar goals — to bring
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together the maximum quantity of
Levitan’s works, both authentic and of
dubious authorship, in order to sort out his
immense legacy and to separate the impor-
tant from the peripheral. An immense
amount of work went into these projects,
and sometimes there were funny incidents
along the way, such as the one which hap-
pened when the 1960-1961 exhibition was
being put together: the organizers received
a picture with a signature resembling
Levitan’s, which in fact was a creation of
the Tretyakov Gallery’s art restorer, as was
confirmed both by him and the eye-witness
testimonies of his colleagues. The piece was
not a fake — it was initially created as a pic-
ture “in the manner of...”, in the style of
the adored artist, and only later, travelling
from one private collection to another, the
“manner” and “style” materialized into a
signature. The organizers of these exhibi-
tions amassed and processed an enormous
amount of artefacts and information, and
the shows generated a huge bibliography,
perhaps the most extensive bibliography
that any single Russian artist of the 19th
century has earned. Among the numerous

books, albums, and articles devoted to
Levitan’s art, especially noteworthy is the
fundamental research by the distinguished
art scholar Alexei Fedorov-Davydov, on
which, nearly five decades later, all Russian
(and international) Levitan scholars con-
tinue to rely.

The 2010 exhibition does not
attempt to bring together and show every-
thing that is in one way or another related
to Levitan’s art. Such a goal would be
practically impossible to achieve in the
present (economic, political, and other)
circumstances. The exhibition organizers
have chosen to showcase only the best part
of the great landscapist’s legacy, that
which is kept mostly in Russian museums
or museums geographically close to
Russia (like Belarus) and in proven private
collections. Undoubtedly, in spite of the
extensive available literature and the solid
track record of past exhibitions, many
pieces are half-forgotten by art lovers, and
we expect will now be re-discovered by
them. There are real novelties: these
include, first of all, several early pieces by
Levitan, kindly on loan from the Museum

N.N.JEBUTAH

B nacmypuutii Oenw

Ha Boaze. 1890
Xomcr, macno. 30 x 64
CepriyxOBCKHii HCTOPUKO-
XYIOXECTBEHHBIN My3eil

Isaac LEVITAN

Grey Day on

the Volga. 1890

Oil on canvas

30 x 64 cm

Serpukhov History and Art
Museum

TPETbAKOBCKASA FANEPEA

NNJIEBUTAH
Beuepnue menu
1891-1894

Xouic, Macyio. 73 x 125
Taranporckuit
XyIOXXECTBEHHBII My3eit

BbICTABKM

Isaac LEVITAN
Evening Shadows
1891-1894

Oil on canvas

73 x 125 cm
Taganrog Art Museum
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of Israel in Jerusalem — naturally, such
works were 50 years ago hardly known in
the USSR. Even the most sophisticated
art lover is certain to find discoveries in the
section devoted to Levitan’s graphics,
especially among the gorgeous and little
known pastels.

The show is divided into several
major sections, organized around individ-
ual themes suggested by Levitan’s art and
its evolution: his apprenticeship, with
clear influences first from Savrasov, then
from Polenov; his formative years, with
their search for a distinctive landscape
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motif, with his first experiments in plein
air painting. Then on to the massive,
splendid “Volga Suite”. Next follow the
1890s with its explorations, breakthroughs
and stunning diversity — the quest for a
19th-century traditional “pictoriality”,
and the related monumentality and gener-
ality (to the point of “historicity”) of land-
scape imagery, alongside the “cheerful
series” marked by its very subtle lyricism
and artistic revelations, as well as still-lifes
produced at a later stage (Levitan’s
response to the Impressionist separation
of colours and variability of colour

depending on light and air). Finally there
is the grand (in every sense) painting
“Lake. Russia”, which absorbed much of
Levitan’s reflections during the last years
of his life and which, nonetheless, defi-
nitely resolves the dispute as to which age
— the end of the 19th century or the start
of the 20th — can claim Levitan as its own.
The artist made the choice himself: his art
is the highest point in the development of
Russian landscape art of the 19th century,
and the honourable finale of its evolution.

Monet, Cazin, Renard, a y Hac MakoB-
ckuii, Bonkos, Jly0oBCcKOI 1 T.I1.»'°
TpynHo cka3atb, Kak Obl pa3BuUBa-
JIOCH B IajTbHelIIeM TBopuecTBo JleBuTa-
Ha, TIPOXWBU OH JOJIbIIe, HO MacTep
CKOHUAJICS KaK pa3 Ha pyOexe IBYX
BekoB — B 1900 roxy. BrioiHe co3Harenb-
HO COXPaHWB BEPHOCTH B3PACTUBILIEMY
ero ToBapuiecTBy TepeIBUXHUKOB,
JleBrTaH OMHOBPEMEHHO TTPUHUMAJ y4a-
CTHE BO MHOTUX POCCUICKMX U 3apy0ex-
HBIX BBICTaBKaX, OpraHU3yeMbIx Jsrume-
BBIM WM beHya — BeayImuMu nesatesisiMu
«Mmupa wuckyccTBa» (XoTs TomoOHas

NMN.JIEBUTAH
0O3epo. 1899-1900
XoucT, Maciio

149 x 208

I'PM

Isaac LEVITAN
Lake. 1899-1900
Qil on canvas
149 x 208 cm
Russian Museum

JIBOMCTBEHHOCTh COBCEM HE TTOOIIPSIIaCh
HU TeMM, HU JIpyrumu). Bosero cynbpOb
OH Bce-Taku octajicsd B XIX croneruw,
SIBUB CBOMM MCKYCCTBOM JOCTOMHENILIEE
3aBepIIeHNe €ro pa3BUTHS, TIPexkKIe
BCEro, KOHEYHO, B 00JIaCTH PYCCKOI Teti-
3aKHOUN XuBOMUCHU. «[J0 Takoil U3yMuU-
TEJIbHOU TIPOCTOTHI U SICHOCTU MOTHUBA,
IO KOTOPBIX NTOIIET B TIOCTIEIHEE BPEeMsI
JleBuTaH, HUKTO HE TOXOAWI IO HETO, /1a
He 3Halo, JOWIeT JU KTO U TIoCie»
(A.I1.YexoB)".

OTtKpheIBIIAsiCS B TpeThIKOBCKOIA Ta-
Jiepee BbICTaBKa MpousBeneHuit Jlesura-
Ha'? mocssieHa 150-J1eTrio co THS poxk-
NIEHUsT BBIIAIOIIETOCS PYCCKOTO TIeH3aXM-
cra. Mactepy B HEKOTOPOM pojie TIOBe3-
JI0O — ero MCKYCCTBO HUKOTIA He OBUIO
00/IeJIeH0 BHMMaHUEM COBPEMEHHUKOB
U TIOTOMKOB, KaK B OTHOIIIEHUM BBICTa-
BOK, TaK W B TUIaHE TOCTYIICHUST paboT
B KpyIHbIe KoJuteKiuu. OOUH TOJBKO
I1.M.TpeTbsIKOB ellie TPpU XKU3HU XyHTO0X-
HUKa TIprobpesn y Hero 6osee 20 mipous-
BezieHUi. «MoHorpadwus» JleButaHa B co-
opanuu I'TI Obu1a ogHOM U3 cambix 00-
IIUPHBIX CPENU KOJIIEKIINI paboT APYTUx
XyIOXHUKOB. [lepcoHasbHBIE BBICTABKU
JleBTaHa TIOKa3bIBATNCH, KaK MPABUIIO,
B HecKosbkux roponax Poccuu u CCCP,
HoO Jaie Bcero B Mockse, JleHuHrpane,
Kuese. ¥V XymoxHUKa ecTh «ITepCOHAIb-
HbI» My3€ell B 3aMe4YaTeIbHOM BOJIKCKOM
roponke [1néce UBaHOBCKOI 06acTH.

Tem He MeHee Kaxmas BHICTaBKa
OTJIMYAETCST OT NPYTUX CBOMMU IIJISIMU.
B 1938 u 1960/1961 romax ycrpoutenu
CTaBWJIN TIepe] OO0 CXOMHBIE 3a1aun —
co0OpaTh MaKCUMAJIBHOE KOJTMYECTBO TIPO-
WU3BENEHUI XyTOXHUKA, TTOIJTUHHBIX WA
MPUTIACHIBAEMBIX, YTOOBI Pa300paThCs
B €r0 OTPOMHOM HACJIeIUN U OTIETUTD 3eP-
Ha OT TIJIeBeJ. DTO ObLT OTPOMHBII TPYI.
He oGomutoch n 6e3 Kypbe3oB. Tak, Ha
BbIcTaBKYy 1960/1961 romoB moctymuia
KapTUHA C TIONIUCHI0 MacTepa (TIpU TOM
BecbMa MOX0Xell), HO 0Ka3ajiach OHa Kap-
TUHOU CITY>XUBIIETO B TPeThIKOBCKOI ra-
Jiepee pectaBparopa, UTo TOATBEPXKIATN
U caM aBTOp, U €T0 KOJIJIEeTH-OYEBUIIIHI.
D10 OBIJIA HE TTOJIETKA, HO paboTa «B Iy-
Xe», B cTriie oboxkaemoro JleBuraHa, a mo-
TOM yXe B CBOEM ITyTeIIeCTBUU TIO YacT-
HBIM COOpPaHUSIM «IyX» U «CTHJIb» 00pen
BITOJTHE MaTepuabHYyIo rmoaruch. Cobpas
1 00paboTaB OOLIMpPHENIINIT MaTepual,
BBICTaBKU, €CTECTBEHHO, MOPOIUIN OT-
poMHyI0 OubGIMOrpaduio, OBITh MOXKET,
camyio OoJibllyI0 cpeau Oubauorpaduii
Bcex pycckux xynoxxHukon XIX Beka. 13
MHOXECTBa KHUT, aJILOOMOB, CTaTeii, I1o-
CBSIIIICHHBIX TBOpYeCTBY JIeBUTaHa, ciemy-
€T 0CO00 BBHIIEIUTH OCHOBOIIOIATAIOIINE
TPYIbI BHITAIOMIETOCS YIEHOTO-MCKYCCT-
BoBena Tpodeccopa A.A.Demopona-/la-
BBIIOBA, HA KOTOPBIE CITYCTSI TTOYTH TISITh
NECATUIETUI OTIUPAETCS BCE POCCUICKOE
(¥ HE TOJIbKO) JIEBUTAHOBEICHUE.

BricraBka 2010 roma He cTaBUT 3a-
nauyn coOpaTh M TToKa3aTh BCe, UTO TaK WU
WHaue CBSI3aHO C MCKyccTBOM JleBUTaHa.
B HBIHETHMX SKOHOMWYECKUX U TIOJU-

BbICTABKMN

TUYECKUX YCIOBUSX 3TO TMPAKTUISCKU
HEeBO3MOXHO. OpraHu3aTopbl IMPOEKTa
OTPAaHUYMBAIOTCS TTOKA30M JIYdIlel Jac-
TU TBOPYECKOTO HACIIEIUST BETUKOTO Teli-
3aKMCTa, KOTOPOE XPAHWUTCS, TIaBHBIM
o0pa3oM, B POCCUMCKUX WU OJU3KUX
k Poccuu (Bemapych) My3esix 1 IpoBepeH-
HBIX BpPEMEHEM YaCTHBIX KOJUICKIIUSIX.
KoHeuHo, HecMOTpsI Ha OOILIMPHYIO JIUTE-
paTypy ¥ 9acToe SKCIIOHUPOBaHWE, MHO-
TOe YKe ToN[3a0bITO ITyOIUKOIA 1, HaleeM-
csl, CTaHeT IUIs Hee OTKpbiTreM. OmHaKo
€CTh M HACTOSIINE HOBAllMM, HATIPUMED
HECKOJIbKO paHHUX paboT JleBuTaHa, Jito-
0e3HO TIPeIOCTaBIeHHBIX HaM M3paniib-
ckuM My3eeM B Mepycanmme, 0 KOTOPBIX
B CCCP 50 mer Tomy Ha3zag HUYETO He
3Hau. MHOTro HOBOrO Hainmer ais ceds
JaXke UCKYIIEHHBIN TTOCETUTENh B pa3esie
«Ipaduka JleButaHa», 0COOCHHO B BEJIM-
KOJIETTHBIX U MAJIOU3BECTHBIX MACTEJISIX.
Dkcro3unust OymeT eTUThCS Ha
0OJBIIINE TEeMATUIECKIUE TPYIIITHI, TTOJCKa-
3aHHBIE CAMUM TBOPYECTBOM MacTepa,
€ro 2BOJIIOIMEN. YIYeHUIeCTBO C OTYEeT-
JINBO OILITYTUMBIM BiusiHneMm CaBpacoBa,
a BriocyienctBuu [loneHoBa; cTAaHOBIEHME
C TOMCKaMU COOCTBEHHOTO TEi3asKHOTO
MOTHBA, C TIEPBBIMU OTBITAMU B 00JIaCTH
TJICHOPHOU XWBOIMWCH; 3aTeM — OOJb-
mast BeqkosernHas «Bomkekast crontay;
nanee — 1890-e rogbl ¢ MX MUCKAHUSMMU,
MPOPBIBAMU U YIUBUTEIHHO WHTEPEC-
HBIM pa3HOOOpa3ueM, MOMCKaMU TPaIu-
uroHHoU i XIX Beka «KapTUHHOCTU»
U CBSI3AHHBIX C HEl MOHYMEHTAJIBHOC-
Th10, 0000IIEHHOCTbHIO (BILJIOTH 10 «MCTO-
pu3Ma») Mei3akHOro oopasa, a psiioM —
TOHYAWIIUNA [0 JIMPU3MY U KUBOIIUC-
HBIM OTKPOBEHUSM <«MaKOPHBIN IIUKII»
U TIO3IHUE «HOKTIOPHBI» (JIEBUTAHOBCKUIA
OTBET MMITPECCUOHUCTUIECKOMY paslie-
JICHWIO 1IBETOB UM BIIUSTHUIO CBETa M BO3-
JIyXa Ha 1IBET); HaKOHell, (pUHaIbHOE (BO
BceX cMbIciax) mosoTHo «O3epo. Pych»
(1899—1900, TPM), BoGpaBilee B ceOs
MHOTOE U3 TOTO, YTO BOJTHOBAJIO MacTepa
B ITOCJIEIHUE TOJBI €0 XKU3HU U KOTOPOE
TeM He MeHee IMOCTaBWJIO TOUKY B BOTIP-
ce, Kylla OTHECTH UCKYCCTBO JleBuraHa —
K KoHIy XIX win Havdairy XX CTONETHS.
XymOXHUK caM clesiall BBIOOP: ero NCKyc-
CTBO — 3TO BepIUIMHA PAa3BUTHUST PYCCKOM
nei3axHoit xxuponucu XIX Beka.

10
IIur. no: TTnceMa, loKymMeHTbI, BocnomuHanus. C. 96
(Knon Mowe, XKan-1Tapns Kasen, Apu Penap —
(ppaHILy3CKIe XYOKHUKH-UMIPECCHOHNCTBI) .

11
Tam sxe. C. 136.

12
Jlerom 2010 rojia BLICTaBKa B HECKOJIBKO M3MEHEHHOM

cocrage nporia B Pycckom mysee B Cankr-IletepOypre.
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