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! Lur. no: .1 Jleuran.
TlucbMa, IOKYMEHTbI,
BOCTIOMHHAHHS / OO1L,. pefl.
A .®enopoa-JlaBbiioBa.
M., 1956. C. 133 (nanee —
TlucbMa, IOKYMEHTbI,
BOCIIOMUHAHMUSI) .

2
Hur. mo: A.ITl.YexoB B Bocno-

MHHAHUSAX COBPEMEHHHUKOB.
M., 1954. C. 95 (nanee —
YeX0B B BOCTIOMUHAHMUSIX) .

16 TPETbAKOBCKAS TATEPES

. TPETbAKOBCKAA TANEPEA

l'anmna Yypak

HALLW MYBJITMKALUNN

Cynp0ObI CKpeleHbe. ..
YexoB u JleButan

Iepounsi onmyOmvkoBanHoi B 1895 romy moBectn A.Il.Hexosa «Tpu ropma», mocetuB Ha Csroit
HefleJie BMECTE C MY3KEM XY/IO’KECTBEHHYIO BBICTABKY M MEepexofis U3 3aja B 3aJl, «OCTAaHOBUJIACH
nepey HebonbIIMM Tieii3axkeM. .. Ha nepefHem nuaHe peuka, yepe3 Hee OpeBeHYaThblil MOCTHK, Ha
TOM Oepery TpOMNMHKA, MCUe3arollas B TEMHOI TpaBe, MOTOM ClpaBa KyCcOuekK Jieca, OKOJIO HEero
KOCTEP: IOJKHO ObITh HOUHOE CTEpPEryT. A B/IaJi IOrOpaeT BeUepHsisl 3apsl.

Onus BooGpasuna, Kkak oHa cama UEeT M0 MOCTHKY, ITOTOM TPONUHKOM, BCE aJiblIe U Jlajblie,
a Kpyrom THXO, KpU4aT COHHbIE JIeprayu, Baji MUTraeT oroHb. M moueMy-To el cTano Ka3aTbcs,
YTO 3TU camble 06J1auKa, KOTOpbIe MPOTSHYJIUCH MO KPACHOW YacT HeOa, 1 Jiec, U MoJie OHA Bujesa
y>Ke JJABHO M MHOT'O pa3, OHA MOYYBCTBOBAJA Ce0s1 OJMHOKOI, ¥ 3aX0TEJIOCh € UTU, UTU U UTHU 110
TPOMNUHKE; U TaM, I7ie Oblia BeYEpHsisi 3apsl, IOKOUJIOCh OTPASKEHUE YEr0-TO HE3EMHOI0, BEUHOT0».

HI/ICEITCJ'IL OCTaHaBIIBAaET CBOIO Te-
pouHio niepen mneizaxem W.U.Jle-
BUTaHa «Tuxas obutenb». 3AeCh TOUHBI
MHOTHe JeTaiu, Hampumep, Ha CBSTOU
Henene B MOCKOBCKOM YUMJIUIIE KUBO-
MUCHU, BasiHUS M 30[YeCTBa €XEeTrOIHO
MPOXOAWJIM BBICTaBKM ToBapuiecTBa
nepenBIKHUKOB. Ha ouepemnHoil u3 Hux,
19-it mo cuety, oTkpsiBIIeiics B 1891 ro-
Iy, 3pUTEV YBUAETU KapTUHY yXe W3-
BECTHOTO K TOMY BPEMEHU KUBOIIKCIIA,
HO MMEHHO OHa cpasy ciejiajia ero 3Ha-
meHuThIM. [lo moBomy «Tuxoit obure-
mm» YexoB mucain cectpe, uyto «JleButaH
Mpa3aHyeT UMEHUHBI CBOEH BEJIMKOJIETI-

{E TRETYAKOV GALLERY

Hoil My3bl. Ero kapTuHa npou3BOAUT
¢ypop... ycnex y JleButaHa He U3 OOBIK-
HOBeHHBIX»'. B omucanuu meiizaxka Ye-
XOB YXOIWUT OT aOCOJIOTHONH TOYHOCTHU
neraneil, u300pakeHHBIX XYIOXHUKOM,
HO OH YJIMBUTEJIbHO BEPEH B BbIpaxe-
HUU obuieil ero atMocdepbl, COCTOSHUS
MOJIHOTO AYIIEBHOTO CIUSIHUS 4YeJloBEKa
U MPUPO.bI, OJU3KOU U MOHSATHOW emy,
KoTOpast Ojaromapst MacTepCTBY XyIOX-
HUKa JapuT YEJIOBEKY OTPaIHbIE MTHOBE-
HUSI «4€T0-TO HE3EMHOT0, BeYHOro». Ta-
KO€ TOHMMAaHUe MUcaTesieM «IylIn» JIEBU-
TaHOBCKOTO Ieli3aXxa UCXOIUIIO U3 JTI00BU
K MPUPOJE KaXI0TO U3 HUX U B3aUMHO-

ro MOHUMAHUS JIMYHOCTU U TBOPYECTBA
Jpyr npyra.

HemHoro Haiifgercst B pycCKoii iuTe-
patype U M300pa3uTEebHOM HUCKYCCTBE
CTOJIb OJIU3KMX O CTWIMCTUKE W pelie-
HUIO XyJOXECTBEHHBIX 3aJay Mucatesiei
U XXKMBOMUCLIEB, Kak YexoB u JleButan. He-
CJTy4yaiiHO MX UMEHA U B CTIEIIUAJIbHBIX HC-
CJIEIOBAHUSIX, U B TIOMYJIIPHBIX U3JAHUSIX
YACTO CTABSITCS PSIOM.

3HAKOMCTBO MUCATENS U XyJI0XKHUKA
cocrosutoch B 1879-M, B rox npuesna AH-
ToHa [1aBnoBuya B MOCKBY, Iie yxe Xuia
Bcs ero cembsl. OnuH u3 OpaTtheB, Huko-
Jlait, ObUT IpyxeH ¢ JleButaHoM, oHM 00a
yawick B MY2KB3. HaunHatommit xy-
JIOXKHUK U OydyllIMii mucaTtesb BCTpeva-
JIMCH B JICLIEBBIX MEOJMPOBAHHBIX KOMHA-
Tax To Ha CpeTeHke, To Ha TBepckoit, Kyna
YexoB mpuxonui K 6paty roTOBUTHCS K K-
3aMeHaM B YHUBEPCUTET U [ie coOMpaiach
LIIyMHasl, YBJI€YEHHas UCKYCCTBOM MOJIO-
JIEXKb. Yke ¢ Hauana 1880-x, Kak BCTIOMM-
Han B.A.TunsipoBckuii, U 10 KOHIA XKU3HU
«JleBuTaH Bcerma ObUT OKOJIO YeXOBBIX» .
Bce Obuin OenHbl U MoJonwl, JleBurany
u YexoBy eBa UCTIOTHWIOCH 19 jieT (oHU
POIUIUCH B Pa3HbIE MECSILIBI OIHOTO U TO-
ro xe 1860 roxa).

Hacrosiiee ux comixeHue u apyxoa
Hauaimch B 1885-Mm, korma Mcaak Umbnma
BHOBb, KaK U B MpeAbIAyIlee JeTO, 000C-
HOBAJICS [U1s1 pabOThI HA 3TIOAAX MoA 3Be-
HuroporoM 6713 CaBBUHCKOTO MOHAC-
TBIPS, TA€ [0 COCEACTBY, B uMeHUU Kuce-
JieBbIX DaOKWHO, XWja OpYyXHasi CeMbsl
YexoBbIX. Y3HaB, YTO B [TOJIyTOPa BEPCTaXx,
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Ka6uner B [Jome-my3ee
A.Il.YexoBa B Snte

Ha crene — kaptuna
W.N.JleBurana «Peka
Hctpa» (1885)

doto. 2009

Anton Chekhov’s
house-museum in
Yalta. Study.

On the wall — Levitan’s
painting “The River
Istra” (1885)

Photo. 2009

Isaac Levitan. Letters.
Documents. Reminiscences.
(Editor A Fedorov-Davydov).
Moscow, 1956. P. 133.
Hereinafter — Letters.
Documents. Reminiscences.

2 Quoted from: Anton
Chekhov as Remembered
by his Contemporaries.
[Chekhov v vospomi-
naniyakh sovremennikov].
Moscow, 1954. P. 95.
Hereinafter — Chekhov as
remembered.

% Ibid. P.77.
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Crossed Destinies —
Anton Chekhov and Isaac Levitan

When Yulia Sergeievna, the heroine of Anton Chekhov’s 1895 story “Three Years”, and her hus-
band visited an art show in Easter week, making a tour of the rooms, she “stopped before a small
landscape... In the foreground was a stream, over it a little wooden bridge; on the further side a
path that disappeared in the dark grass; a copse on the right; near it a camp fire — no doubt of
watchers by night; and in the distance there was a glow of the evening sunset. Yulia imagined
walking herself along the little bridge, and then along the little path further and further, while all
round was stillness, the drowsy landrails calling and the fire flickering in the distance. And for
some reason she suddenly began to feel that she had seen those very clouds that stretched across
the red part of the sky, and that copse, and that field before, many times before. She felt lonely,
and longed to walk on and on along the path; and there, in the glow of sunset was the calm reflec-
tion of something unearthly, eternal.”

he writer made his heroine stop in

front of Isaac Levitan’s landscape
“Quiet Abode”, and many elements of this
episode reflect reality — every year the
Moscow School of Painting, Sculpture and
Architecture arranged exhibitions of the
“Peredvizhniki” [the Wanderers] in Easter
week. At the 19th such exhibition, in 1891,
viewers saw a picture by an artist who was
already well known — but that new work
would bring him real fame. Chekhov wrote
to his sister about “Quiet Abode”: Levitan
“celebrates his glorious muse’s name day.
His painting has caused a furor... Levitan’s
success is extraordinary.”' Describing the

landscape Chekhov did not communicate
precise details of the image but captured
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with amazing accuracy the general atmos-
phere, the state of complete spiritual fusion
of a human being and nature — the nature
which he felt so close to and understood so
well and which, due to the artist’s crafts-
manship, gifted to viewers the gratifying
moments of “something unearthly and
eternal.” The writer’s vision of the “soul”
of Levitan’s landscape stemmed from their
common love for nature, and their mutual
understanding of each others’ personality
and art.

In Russian literature and visual art,
there are few writer-painter pairings that
are so close in style and approach to artistic
challenges as Chekhov and Levitan, and it
is no coincidence that their names are often

quoted side by side both in specialized liter-
ature and popular writings.

The writer and the painter became
acquainted in 1879, the year in which the
young Anton Chekhov moved to Moscow,
where all of his family was already settled;
one of his brothers, Nikolai, was friends
with Levitan, a fellow student at the
Moscow School of Painting, Sculpture and
Architecture. At first Levitan and Anton
Chekhov met only fleetingly, in cheap
rooming houses on Sretenka or Tverskaya
streets where Nikolai lived, where the
writer-to-be came to prepare for university
examinations, and where a group of some-
times opinionated young art lovers often
met. As Vladimir Gilyarovsky recollected,
from the early 1880s to the end of his life
“Levitan had always been near the
Chekhov family”?. Both were poor and
young — born in different months of the
same year, 1860, they had only just turned
the age of nineteen.

They started to develop a close rela-
tionship in 1885, when Levitan, as he had
the previous summer, moved to Zvenigorod
near the Savvinsky monastery to paint
sketches, and nearby, at the Babkino estate
owned by the Kiselev clan, lived the close-
ly-knit Chekhov family. When the
Chekhovs learned that Levitan was living in
the same neighbourhood, just across the
river, they immediately “relocated” him to
their summer home, and he joined in with
their frolicking and youthful merry-mak-
ing. “What an assorted company it was in
Babkino!” recollected Mikhail Chekhov?.
Their Babkino landlord, Alexei Sergeievich

Kiselev, a nephew of Count Pyotr Kiselev —
an ambassador to France, and a sometime
ruler of Moldavia — was married to Lydia
Vladimirovna, a daughter of the director of
the imperial theatres Vladimir Begichev.

Kiselev invited to his home actors,
musicians, and men of letters from
Moscow, and residents would subscribe to
and read a whole variety of magazines, and
vividly discussed literature and painting. At
night they would play Beethoven, Liszt and
Pyotr Tchaikovsky, “whose fame was yet in
the making then” and who, according to
Mikhail Chekhov, “constantly preoccupied
the minds of the Babkinites”*. The hosts
and their guests enjoyed reading poetry, and
Levitan, who loved poetry and knew it well,
would gladly join in. His poets of choice
were  Yevgeny Baratynsky, Fyodor
Tyutchev, Ivan Nikitin, and Alexei Tolstoy.
“Amazing” stories were traded, some of
which “Antosha Chekhonte” would later
use for his stories.

Babkino played a key role in the for-
mation and development of the talents of
both Chekhov and Levitan, and over the
summers there Chekhov wrote dozens of
stories, while Levitan made dozens of
sketches from nature which he would later
use in his finished landscape pieces. The
young artist and the beginning writer went
through a period of “creative flooding”,
maturing almost in parallel to each other:
Chekhov’s first publications came in 1880,
while Levitan’s first works appeared in the
late 1870s. His painting “Autumn Day.

Sokolniki” (1879), acquired by Pavel
Tretyakov in 1880, gained initial success
and recognition for the young artist.

Chekhov’s early short stories, with
their close attention to the types, charac-
ters, and manners of people, had kinship
with Levitan’s early pieces; working on
them, the artist studied nature just as avid-
ly, watching it at a close range and explor-
ing the subtlest interrelations of colour
tones and the complex interactions of
colour, lighting and air. He was keen on
translating his distinctive lyricism into
landscape imagery, and learning how to
convey his impressions from nature in
vibrant motions. Levitan in the early 1880s
created many intimate, small landscapes
that were “short” like Chekhov’s stories,
and many sketches enlivened by a heartfelt
association with the secret life of nature:
“Springtime in the Forest” (1882), “First
Greenery. May” (1883), “Little Bridge.
Savvinskaya Township” (1884), “The Istra
River” (1885), “By a Church Wall” (1885)
and, finally, “Birchwood”, which was
begun in Babkino in 1885 and finished
later, in 1889, on the Volga.

Exactly as Chekhov carefully weighed
words aiming for precision, pithiness and
expressiveness, Levitan evaluated and “cal-
ibrated” his first impressions in sketches.
This trait of the artist’s creative personality
explains the fact that he often re-used his
favourite motifs, while turning out every
new variation slightly differently. He pro-
duced another version of “First Greenery.

Caseurnckas ca0600a
100 38eHu20p000M
1884

XoucT, Maciio

435 x 67

I'Tr

Savvinskaya Township
near Zvenigorod

1884

Oil on canvas

43.5 x 67 cm
Tretyakov Gallery

“ Ibid. P. 78.

5
Quoted from: Letters.
Documents. Reminiscences.

P. 130.

® Ibid. P. 24.

EXCLUSIVE PUBLICATIONS

e

May”, and created several images of the
Istra with its calm stream and softly undu-
lating banks near Moscow. Levitan present-
ed the first version of the painting to
Chekhov, who would always keep it by his
side — today the piece hangs in the writer’s
study in his home in Yalta.

Chekhov’s room in Babkino over-
looked the Istra and its environs, and he
described this view in a letter to his brother
Mikhail: “It’s six in the morning now... The
stillness is extraordinary ... Only birds
squeak and something scratches under the
wallpaper... I am writing this seated in front
of a big square table in my room... Before
my eyes spreads an incredibly warm, cud-
dly landscape: the little river, the forest in
the distance, Safontievo, a part of the
Kiselevs” house.”® In summer evenings the
Babkino residents often played pranks and
staged performances on a large meadow —
the atmosphere was one full of joking and
youthful energy.

When he fell ill and returned to
Moscow, Levitan could not wait to “see
again this poetic Babkino; this is all I can
think about,” as he wrote to Chekhov®.
However, in Babkino as elsewhere Levitan
suffered bouts of melancholy and severe
depression which had plagued him since
his early youth. Chekhov “aerated” the
artist by taking him out for walks; his calm,
congenial disposition exercised a whole-
some influence over Levitan. At different
periods of their lives Chekhov had to “res-
cue” Levitan “from his own self”. When
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called by the artist or his friends, Chekhov
would come to Levitan in the Vladimir or
Tver provinces, and help him to regain
peace of mind in the most difficult
moments of his life. They would go hunting
together, sometimes spending several days
in a row in the forests. Nature, which both
men loved and understood, assuaged
Levitan’s bouts of constricting anxiety and
enabled him to experience complete
togetherness with it.

Later this feeling translated into the
artist’s landscapes was conveyed in
Chekhov’s prose, for which Levitan had an
expert appreciation. Levitan saw in
Chekhov a master of verbal landscaping.
“Dear Antosha! ... I have carefully re-read
your ‘Motley Tales’ and ‘In the Twilight’
and was impressed by your landscape craft.
I am not even talking about the host of most
interesting thoughts, but the landscapes in
the stories are perfection itself, for instance,
in the story ‘Happiness’ the images of the
steppe, barrows, sheep are astonishing”, he
wrote to Chekhov in June 18917,

“In the bluish distance where the fur-
thest visible hillock melted into the mist
nothing was stirring; the ancient barrows,
once watch-mounds and tombs, which rose
here and there above the horizon and the
boundless steppe had a sullen and death-
like look; there was a feeling of endless time
and utter indifference to man in their
immobility and silence; another thousand
years would pass, myriads of men would
die, while they would still stand as they had
stood, with no regret for the dead nor inter-
est in the living, and no soul would ever
know why they stood there, and what secret
of the steppes was hidden under them.”
Chekhov considered “Happiness”, pub-

Becnoii 6 aecy  Springtime in

1882 the Forest. 1882
Xoncr, macnio  Oil on canvas
434 x 35,7 434 x 357 cm
TTr Tretyakov Gallery
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lished in 1888 with a dedication to Yakov
Polonsky, “the best among my short sto-
ries”.

The transient life of the individual,
who is a grain of dust in the vast universe,
and the interminable, serene life of nature,
which is indifferent to the myriads of peo-
ple who live and die on earth, were at the
core of the story. Similar thoughts and sen-
timents were taking hold of Levitan, who
was prone to self-reflection, often experi-
enced inner tensions, and found “the
divine something” “that cannot even be
named”® only in nature...

“Is there anything more tragic than
sensing the eternal beauty of the reality,
glimpsing the innermost mystery, seeing

Peuxa Hcmpa. 1885
ITIO]

Xouict, Maciio

152 %242

I'Tr

The Istra River. 1885
Study

Oil on canvas

152 %242 cm
Tretyakov Gallery

God in everything and being unable to
express these sublime emotions, aware of
your powerlessness?”?. Such kinds of
“epiphany” became for the artist a source
of profound suffering, which he confided to
Chekhov.

“Eternal Peace” (1894, Tretyakov
Gallery) is the Levitan’s most philosophi-
cal painting, in which Levitan conveyed
with unparalleled effectiveness his reflec-
tions on the meaning of life, eternity and
the place of the human being in the world.
“In this picture all of my self, all of my psy-
che, all that I consist of is laid bare,” he
claimed".

The painting summed up many of the
artist’s impressions. He first appreciated
the immensity of nature while traveling
across the Crimea in 1886, when, from the
top of a rock, he saw the opening expanse,
and suddenly felt that surrounded by this
eternal beauty, “man feels his complete
insignificance”"'. Then there was the Volga
with its boundless vistas and an immense
tract of water “which can simply kill”'? —
these sights called up thoughts about fruit-
less discord with oneself. Several years later,
the artist was to experience again the vast-
ness of nature in relation to the human
being and his emotional state: near the foot
of Mont Blanc, a feeling of the greatness of
mountains sent “shivers” down his spine,
and he had a feeling that one little effort
would suffice “to touch God”. Traveling in
Finland in 1896, he once more experienced
a nearly physical realization of the tragic
meaning of the word “ages”: “This is some-
thing in which billions of people drowned
and will drown, and then will drown again
and again; what a horror, what a woe!”"

Inevitably, Levitan’s moods and states
of mind, about which he told his friend in
letters, became the subject of their conver-
sations, agreements and disagreements
during their frequent subsequent meetings.
In the short story “Lights” (1888), the
reflections of the characters about pes-
simism, about frailty and insignificance,
about the aimlessness of life and unavoid-
able death, the musings that “two thousand
years will pass... and of all those men,
asleep after their hard work, not one grain
of dust will remain. In reality, it’s awful!” —
all of this, too, reflects the thoughts that
Levitan trusted to the writer.

Without sharing Levitan’s pessimism,
Chekhov was keenly receptive to the pre-
vailing attitudes of the age which, in the
writer’s words, were taking hold in the aca-
demic world, literature and politics, and he
was convinced that “it is not for writers of
fiction to solve such questions as that of
God, of pessimism, etc.”. “It is time that
writers, especially those who are artists,
recognized that there is no making out

7 Ibid. Pp. 36-37. " ibid. P.27.
8 Tbid. P. 30. 21bid. . 29.
? Ibid. 1bid. P. 61.
"Olbid. p. 47.

3a pekoi kuBeT JleBuUTaH, ero TyT Xxe
«TIepeceuIn» K cedbe, U OH BKIIIOUMJICS
B TIOJIHYIO JypauecTBa U BeceJibsl 0a0KMH-
CKYI0 XU3Hb. «Jltonu B badkuHO cobpa-
JINCh TOYHO Ha TOA0Op», — BCIIOMUHAI
M.I1.Yexor®. Branenen nmenns A.C.Ku-
cesieB, TUIEMSTHHUK TIApVDKCKOTO TTOCia
u rocynapst Monaasuu rpada I1.J1.Kuce-
JieBa, OBUT XeHAT Ha MOoYepy ITUPEKTOpa
Mmnepatopckux tearpoB B.I1.beruuena.
WX roctaMu ObLIM TIpue3XaBllue U3
MoCKBBI aKkTepbl, MY3bIKaHTHI, IHCaTe-
. B baGkuHe BBINMMCHIBAJIM BCE TOJICTHIE
SKYpHAJTBI, OXWBJIEHHO CTIOPWJIM O JIUTE-
paType 1 KUBOTIMCHU, MY3UITUPOBAJIH: Be-
yepaMu 37iech 3ByJasia My3bika beTxoBe-
Ha, JINCTa U «TOJNBKO ellle BXOIUBIIIETO
B cnaBy» [l.M.YalikoBCKOTo, «CUJIBbHO
3aHUMaBIIeTo 6AOKMHCKUE yMbI»*. [ocTn
U X03sieBa C HACTaXKIEeHUEM YUTAU CTU-
xu. B 270 3aHsATHE C BOOMYIIEBICHUEM
BKITIOUaJIcs 1 JIeBUTaH, XOPOIIIO 3HABIIIUIA
noa3uto. Ero nobumMeiMu aBTOpaMu Obl-
mu  E.A.Bapaterackuit, ®.U.TioTues,
W.C.Huxutun, A.K.Toncroii. Y Kucene-
BBIX PACCKa3bIBATINCD «YIUBUTEIBHBIC» HC-
TOPUM; HEKOTOPBIE M3 HUX BITOCEICTBUY
TTOCITYKVJIA CIOKETaMU paccka3oB AHTO-
1 YexoHrte. baOKMHO ChIrpaio UCKITIO-
YUTEBHYIO POJTb B CTAHOBJIIEHUN U pa3-
BUTUM TaJIaHTa KaK MHCATeIs], TaK U K-
Bonucua. B neTHue mecsiipl 6aOKUHCKOM
KU3HU AHTOH [TaBIoOBUY COUYMHUIT 1E€CSIT-
KU pacckasos, JleBuTaH co3man MHOXe-
CTBO HATYPHBIX 3TIONOB, KOTOPHIE JIETJIN
B OCHOBY 3aBepIlIeHHbIX Mei3axeil. Mo-
JIONOM XYMOXKHWK Y HAYWHAIOIIWI mrca-
TEJTb TIePEKUBAIIN TTOPY «TBOPUECKOTO TI0-
JoBOMbsl». MIX pasBUTHE TPOUCXOIUIIO
TOYTH TTapayiiebHo. YeXxoB Hava meva-
Tatbes B 1880-M; mepBbie paboThl JIeBu-
TaHa OTHOCSATCS K KoHIty 1870-x. Kaptu-
Ha «OceHHMit 1eHb. CoKobHUKM» (1879),
npuobpereHHas [1.M.TpeTbKoBbIM B
1880 romy, mpuHecyia IOHOMY Tei3aXKu-
CTY TIEPBBIif yCIIeX U TiepBoe TTpU3HAHMUE.

Pannue kopotkue pacckassl YexoBa
C BIJISIIBIBAHUEM B TUIIAXW, XapaKTephl,
MOBaJKM JIoJell OJIM3KU paHHUM pabo-
TtaM JleBUTaHa: XyJOXHUK TaK Xe TpHU-
CTAJILHO M3yYaeT MPUPOLY, BCMaTPpUBAET-
cs B TOHYANIIIIe TOHAJIBHBIE COOTHOIIIE-
HUS, B CJIOKHBIE B3aUMOICCTBUS 11BETA,
OCBeIIeHUs, BO3mymHOU cpensl. OH 3a-
HST TeM, YTOOBI BBIPA3UTh CBOMCTBEH-
HBII eMy JIMIPU3M B CO31aBaeMOM ITeii3a-
Xe, HaydnUThCS TIepeaBaTh CBOU BITeUaT-
JIEHWS OT TIPUPOJIBI B (KUBOM JIBUXKEHUU.
V JleButana Havasna 1880-x MHOTO Kamep-
HBIX, «KOPOTKHUX», KaK YEXOBCKME pac-
CKa3bl, KAPTUH U 3TIOIOB, OYILLIEBICHHBIX
CepIeYHBIM TPUKOCHOBEHHEM K ITOTacH-
HOU XW3HU Npupoasl: «BecHoll B 1ecy»
(1882), «IlepBas 3emenn. Maii» (1883),
«Moctuk. CaBBUHCKas cinoboma» (1884),
«Peuka Ucrtpa» (1885), «V mepkoBHOI
crenbl» (1885; Bce — I'TIN) u, HakoHelr,
HayaTasl Takxke B babkuHe «bepe3oBas
porra» (1885, I'TT), KoTOopyIo XymTOXKHUK
3aBepmui Ha Bonre B 1889 romy.

Kak YexoB ObLT TpeOoBaTEIeH K KaX-
TIOMY CJIOBY, CTPEMSICh K TOUHOCTH, KpaT-

Mocmuk. Cassunckasn
ca06o0a. 1884

ITIO]

Xouict, Maciio
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Little Bridge.
Savvinskaya
Township. 1884
Study

Oil on canvas
25 x 29 cm
Tretyakov Gallery
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KOCTHU U BBIPA3UTEJIbHOCTH, TaK U JleBu-
TaH BBIBEPSUT U «YTOUYHSUT» B 9TIONAX CBOU
TepBbIe BIIEUATICHUs. DTUM CBOUCTBOM
TBOPYECKOW WHAUBUIYATBHOCTU OOBSIC-
HSIIOTCS HEOJHOKPATHBbIE BO3BpAILIEHUS
KMBOMUCLA K TOJIOOUBIIEMYCS MOTUBY
U €T0 MMOBTOPEHUS, 3ByYalllue BCIKUI pa3
mo-HoBoMmy. OH moBTopsieT «[lepByio 3e-
JieHb. Maii», HeCKOJIbKO pa3 MUIIET pey-
Ky Hctpy ¢ ee HEOBICTpBIM TeYEeHUEM
U MSITKO BCXOJIMJIEHHBIM ITOJMOCKOBHBIM
neiizaxxeM. [lepBblii BapuaHT KapTUHBI
XYIOXHUK NapuT YexoBy, KOTOpPBIA HU-
KOTIIa He paccTaBajics ¢ Heil. DTa paboTa
U Teriepb BUCUT B KAOMHETE SUITUHCKOTO
JloMa nucaress.

MMeHHO UCTpUHCKUI Tei3ax oT-
KPBIBAJICS M3 OKHA YEXOBCKOW KOMHATBI
B baOGK1HO, 1 ero oH onuchIBajl B MUCbME
K Opary Muxauiy: «Ceituac 6 4acoB yT-
pa... TuimmHa HeoObIvaitHas... [Tonucku-
BalOT TOJIbKO MTULIBI, 1a CKPeOET YTO-TO
3a 000SIMU... fl MUY CUU CTPOKHU, CUISI
nepen OOJBIIMM KBaApPaTHBIM CTOJIOM
y ce0s1 B KoMHare... [lepen Mmoumu rnasa-
MU pACCTUIAETCS HEOOBIKHOBEHHO TeIl-
JIBIA, JJACKAIOIINI TIEN3aX: peuyKa, BIAJIN
nec, CahoHTBEBO, KyCOUEK KHCEIeBCKO-
ro noma...»* B jieTHue Beyepa Ha TIpoO-
CTOPHOM JIYTY 4acTO YCTPauBaIUCh Bece-
JIblE PO3BITPHIIIN U MPEACTABICHUS, IIYT-
KaM 1 MOJIOZIOMY 3a/10py He ObUIO KOHIIA.

Korna JleButan 3a00Je1 U BbIHYX-
JieH Obu1 yexaTb B MockBy, B mucbMe Ye-
XOBY OH MepeaaBaj «IylUIEBHbI MOKJIOH
BceM OAOKMHCKUM XWUTEJISIM» U TIPOCWIT
CKa3aTh, YTO HE MOXET JOXAATbCSI MUHY-
Thl «yBUJIETb OISITh 3TO MO3TUYHOE bab-

HALWW MYBITNKALIMN

KNHO»®, OHAaKO XXUBOIHCEI] HE pa3 Ie-
peXuBall 3MeCh MPUCTYIBI MEJaHXOJIUH,
BMAAasl B TSKETYIO JEMPECCUI0, KOTOPOii
OBIT MTOIBEPXEH C paHHel IOHOCTU. AH-
ToH [laBnoBuY «mporynuBai» apyra u 6Ja-
TOTBOPHO BIIMSUT HA HETO CTIOKOMCTBUEM
U TapMOHUe#l cBoero xapakrtepa. YexoBy
He pa3 MPUXOIUIIOCh «cIacaTh» JleBura-
Ha «OT camoro cebsi». Ilo mpockbe xy-
TTOKHWKA WJTH €TO OJIM3KUX OH TIpUe3sKall
K Hemy To Bo Brnagumupckyio, To B TBep-
CKYIO TYOEpPHUIO U B CaMble KPUTHUYECKIE
MWHYTBl TIOMOTaJl 00pecTH MyIIeBHOE
criokoiictere. OHU BMeCTe YXOOWIN Ha
OXOTY, MHOTZIa TI0 HECKOJIbKY THEH Tpo-
nanas B jecy. [Ipupona, koTopyto J00u-
JIA ¥ TIOHUMAaJTu 00a, cHumasa y Jlesura-
Ha TIPUCTYIIBI NaBSIIEN TOCKM, NaBajia
BO3MOXHOCTb ITOJTHOTO €IUHEHMS C HElO,
HaXONIMBIIIETO 3aTeM BOTUIOIICHUE B Tiei-
3aKax M BeIpaXKeHMe B YeXOBCKOI Tpo3e,
IOCTOMHCTBA KOTOPOU JKUBOIIHMCEI] BbI-
coko 1ieHw1. OH BUjieN B TicaTesie 0im3-
KOro cebe Macrepa CJIOBECHOTO Ieiizaxa.
«[oporoit AHTora!.. s BHUMaTeIbHO TIPO-
yen emre pa3 TBou “Ilectprle pacckasnr”
u “B cymepkax”, ¥ ThI TTOpa3UJI MEHSI KaK
neizaxuct. Sl He TOBOPIO O Macce OYEHb
WHTEPECHBIX MBICJIEH, HO TIE3aK1 B HUX —
3TO BepX COBEPIIIEHCTBA, HAIIPUMeEp, B pac-
ckaze “CuacTbhe” KapTUHBI CTETH, Kypra-
HOB, OBEll MOPAa3UTEbHbl», — MUCAT OH
Yexosy B ntone 1891 rona’.

«Cuactbe» (1888) Anton [1aBmoBuy
CUMTAJ JIYYIIUM CBOMM paccka3oM. CKo-
poTevHast XU3Hb YeJIoBeKa — TeCUMHKUN
B TPOMaJTHOM MWPO3TaHUU — W BeYHas
>KU3HB PUPOJIBI, PABHOMYIITHOM K JIIOMISIM,
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Oil on canvas
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Tretyakov Gallery
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OblTa CTepXKHEM 3TOTO TTOBECTBOBAHUSI:
«B cuneBaToll ganu, rae MOCIeIHUIA BU-
JIUMBII XOJIM CJIMBAETCST C TYMAHOM, HUY-
TO HE IIeBEJUIIOCh, CTOPOKEBBIE U MO-
TWIbHBIE KypraHbl, KOTOPbIE TaM W CSIM
BBICWJIMICH HAll TOPU3OHTOM 1 Ge3rpaHnd -
HOU CTeTblo, TJISIENN CYpOBO U MEPTBO:
B WX HETIOABVDKHOCTH W O€33BYYUM UYB-
CTBOBAJIMUCHh BeKa W TIOJTHOE PaBHOMY-
e K YeJIOBEKY, MPOUIEeT elle ThIcsSJa
JIET, YMPYT MWITUAPIBI JIIOZIEl, a OHU BCe
emie OyIyT CTOSITh, HUMAJIO HE CoXKaJiest
00 yMepIInx, He WHTePEeCysICh XXKUBBIMU,
U HU OfHA JylIa He OyneT 3HaTh, 3a4eM
OHU CTOSIT U KaKyIO CTEITHYIO TaliHy TIpsi-
YyT 10 CO0010»°,

bru3kue MBICTN 1 HACTPOEGHUS OB-
naneBany v JIeBUTAHOM, CKIIOHHBIM K aHa-
JIN3Yy CBOMX MYIIEBHBIX COCTOSIHUM, Yac-
TO TIEpeXWBABIINM BHYTPEHHWIA pa3iaj
U JIUIITH B TIPUPOJIE HAXOIUBIIUM «O0XKe-
CTBEHHOE HEYTO... YTO JaXe W Ha3BaTh
HeJb3sT»°. «MOXeT JIu OBITh YTO Tparmd-
Hee, KaK YyBCTBOBaTh OECKOHEUHYIO Kpa-
COTY OKPYXAIOIIeTo, MOAMevYaTh COKPO-
BEHHYIO TaliHy, BUIETh O0Ta BO BCEM U He
yMeThb, CO3HaBasi CBoe Oeccuiive, BbIpa-
3UTh 3TH OOJIBIINE OLIYIIEHMUS...»'® Takoe
«IIpO3peHue» ISl XYMOXKHUKA CTAaHOBU-
JIOCh UCTOYHUKOM TIIyOOKUX CTpamaHuUiA,
KOTOPBIMU OH AeNuiIcs ¢ YeXOBbIM.

Haubonee mnonHO pa3mblUUIeHUS
0 CMBICTIE XU3HU, BEYHOCTH, MECTE UeJIO-
BeKa B OKpyXatolieM wmupe JleBuTtaH
BOIUIOTWJI B caMOM (PUIIOCOCKOM CBOEM
MPOU3BeICHNU — MOJIOTHE «Haa BeuHbIM
nokoem» (1894, I'TT). «B Heii g Becb, co
BCEi CBOEM MCUXUKOW, CO BCEM MOUM
colepKaHUeM», — YTBepXKIamx oH''.

Kaptuna cymmupoBaia MHOTHE
BIIEUATJIEHUsT XyOOXHUKA. Brepseie
MacIITaOHOCTh TIPUPOILI OH TIePEXKWIT
B KpBIMCKOI Toe3nke 1886 roma, xorma
C BEpIIMHBI CKaJbl B3TJISTHYJ Ha MOpe
U BAPYT OIIYTWII, YTO CPENU ITOU BEUHOU
KpPacoThl «4eJOBEK YyBCTBYET CBOE TTOJI-
Helilllee HUUYTOXECTBO»'?. 3areM ObLTa
Borra ¢ ee HeOXBaTHBIMU JAJISIMU U «TPO-
MaJHBIM BOJHBIM TIPOCTPAHCTBOM, KO-
TOPOE TIPOCTO YOUTh MOXKET»'®, poxKIaB-
UM MBICIK O OecTpepBBIBHOM Oec-
TUIOJHOM pasjiazie ¢ caMuM coboit. [paH-
JIMO3HOCTh TIPUPOABI B COTIOCTaBICHUU
C YeJIOBEKOM U €TO SMOIIMOHATLHBIM CO-
CTOSTHUEM XYTOXHUK ellle pa3 TepesKuI
yepe3 HECKOJIBKO JIET Y TIOMHOXMST MoH-
0J1aHa, KOT/Ia <10 TPEIIeTa» OIIYTHIT BeJIU-
yue rop. EMy mpencraBuiioch Toraa, 4o
JIOCTATOYHO OJTHOTO MaJIEHHKOTO YCUJTHSI,
«¥ TIpOTsIHETIb pyKy Bory». B moesnke mo
OunnssHauu B 1896 romy oH BHOBb 04~
™M (U3NYECKU OULIYTUJI TParnyecKhil
CMBICIT CJTOBa «BeKa». «BeuyHOCTh, Tpo3-
Hasi BEYHOCTh, B KOTOPOIi TIOTOHYJTU TT0-
KOJIEHUS M TIOTOHYT etle... Kakoit yxac,
Kakoit cTpax!»'

CocrosiHus U HacTpoeHus JleButa-
Ha, KOTOPBIMU OH [IEJWJICS B THChbMax
¢ YexoBbIM, CIYXWIN, KOHEUHO, TIpe.-
METOM MX Pa3rOBOPOB, CXOXICHUI U He-
corjlacuii M TIpM YacThIX BCTpedax, Ha-
YyuHas C TepBOoro 0aOKWHCKOTO JeTa.
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anything in this world, as once Socrates
recognized it, and Voltaire, too”. But if an
artist has the courage to speak out about his
spiritual unrest and problems haunting
him, “that alone will be something gained
in the realm of thought and a great step for-
ward”",

Levitan, who was a person in a peren-
nial state of search, and — not a rare case —
dissatisfied with his work, used to “delay-
ing” the completion of his paintings for
several years because he sought to achieve
an utmost clarity, simplicity and pithiness,
was looking in the 1890s for answers to the
difficult questions of the age. For every
piece he tailored a special approach, special
imagery and visual vocabulary. “By the
Millpond” (1892), “Vladimirka” (1892),
and “Eternal Peace” (1894) (Tretyakov
Gallery) make a sort of “triptych” themed
on the anxiety, hardship and bitterness of
human life and on the musings on eternity.

At the time when the artist was work-
ing on these pieces, he went through a seri-
ous internal crisis and a painful rift with
Chekhov, which lasted for three years or so.
Their falling out was caused by the publica-
tion of Chekhov’s short story “The
Grasshopper” (1892), whose characters
and narrative evoked the artist’s relations
with Sofya Kuvshinnikova.

In his letters to Chekhov, Levitan
revealed the most intimate stirrings of his
soul in an unusually confessional mode. Yet
it is gratifying to note that their correspon-
dence had more in it that just despondence
and pessimism — both loved life too much.
The complete acceptance of life, and the
joy of artistic accomplishments and dis-
coveries are vigorously communicated in
Chekhov’s prose and Levitan’s landscapes.
Levitan’s “Quiet Abode” (1890), “Evening
Bells” (1892) (Tretyakov Gallery), the
series of golden autumns and springtime
landscapes from the 1890s, and “March”
(1895, Tretyakov Gallery) show the artist’s
ability to freely and copiously image the
entire diverse range of relations between
human beings and nature. Chekhov wrote
the story “Steppe” (1888), his most consid-
erable work to date, marked by a “massive
infusion of poetry” (in the words of Alexei
Pleshcheyev) and an “unrivaled descrip-
tion of nature”; the short story “The House
with the Mezzanine” (1896) is full of fine
poetic charm and suffused with the spirit of
Turgenev’s prose; “The Darling” (1899),
which Leo Tolstoy counted among
Chekhov’s best works; and many other sto-
ries of different length, are luminous, full of
poetry and of the “Chekhovian mood”
with its slight injection of minor tones.

Characters in Chekhov’s stories often
experience nature and the human being,
his states of mind and perceptions of the
world, in a “Levitanesque” manner: “to
Meliton, brooding on the destruction of the
world, there was a sound in it of something
very depressing and revolting which he
would much rather not have heard. The
highest, shrillest notes, which quivered and
broke, seemed to be weeping disconsolate-
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ly, as though the pipe were sick and fright-
ened, while the lowest notes for some rea-
son reminded him of the mist, the dejected
trees, the grey sky. Such music seemed in
keeping with the weather, the old man and
his sayings” (from “The Pipe”, 1887).

The artist’s letters to Chekhov are
often coloured by humour and marked by a
jovial and ironic intonation — as when
Levitan would ask his friend, “Have you
received the woodcock? Is everyone in
good health? How is the fish? How is the
world view? How many lines?”"

“How do you do, my dear?” the artist
queried Chekhov, “I am dying to see you...
Why don’t you come and stay with us for
several days? It would be a great pleasure to
see your crocodilian snout...”'®; and he
ended up one of the letters with the follow-
ing phrase: “Stay healthy and remember
that there is Levitan who loves you,
scoundrels, very much!”"” Chekhov’s
replies, as well as replies from other of
Levitan’s correspondents, have not sur-
vived — shortly before his death the artist
destroyed his archive. In Chekhov’s large
epistolary legacy, the brief but meaningful
mentions of the artist friend and his works
reveal the writer’s responsiveness, willing-
ness to undertake “healing” of the artist’s
suffering soul and, most essentially, a very
fine understanding of Levitan’s art.

Already in the early days at Babkino,
when the friends so generously opened
their hearts to one another, Chekhov wrote
to their shared friend, the architect Fyodor
Shekhtel: “There is so much air and energy
in nature that one is powerless to describe
it... every little twig is screaming and asking
to be committed to a canvas by Levitan”'®.
Delighted with the sketches Levitan
brought from the Crimea, Chekhov
remarked, “His talent is growing by leaps
and bounds”™. Jocosely, but also with a
touch of pride for his friend, Chekhov
called Levitan “a genius” and noticed that
traces of humour had started to crop up in
his works. After he visited the Salon in Paris
in 1891, Chekhov contentedly wrote to his
sister, “In comparison with the landscape
painters | saw here yesterday Levitan is a
king”?. And later, in 1895 he repeated that
“Levitan is the best Russian landscape
artist”?'.

The writer understood well Levitan’s
individuality. When he traveled down the
Volga (on longer journey to Sakhalin)
aboard the “Alexander Nevsky” steam-
ship, the vast expanse of the river unfolded
before him and he saw “the flood plains,
the monasteries brightly lit by the sun, the
town of Plyos where the languid Levitan
used to live”? — all that the artist depicted.
In the next breath Chekhov added,
“Levitan ought not to live on the Volga. It
lays a weight of gloom on the soul”®.
Chekhov felt that Levitan should have
come to Sakhalin with him. The writer was
astounded by the originality and beauty of
the Siberian landscape, Baikal enthralled
him with its soft warm colours, and the
whole trip endowed him with “such emo-

Bepesosas powa. 1889
Bymara na xorcre,
macio. 28,5 x 50
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Birchwood. 1889
Oil on paper
mounted on canvas
28.5 x 50 cm
Tretyakov Gallery

1I'Quoted from: Anton
Chekhov. Works in
12 volumes. Vol. 6.
Moscow, 1967. Pp. 501-502
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tions” that, as he wrote, “I’ll remember it
forever and ever”?.

Chekhov held in especially high
esteem Levitan’s landscapes, with their
simple themes and imagery of the plain
Russian nature with groves, quiet sunsets,
and peasants’ huts. He wanted to have one
of Levitan’s pictures in this style, “The
Village” — “greyish, seedyish, out in the
remote wilds, ugly, but so unspeakably
charming that you cannot take your eyes
off it: you wish to look on and on at it”%. In
his prose, the writer depicted similar set-
tings, where many of his characters live,
and the descriptions are marked, it can be
said, with a similar Levitanesque simplicity
and insights into the soul of nature: “At a
distance beyond the bank on the dark hill-
side the huts of the village... lay huddling
together like frightened young partridges.
Beyond the hill the afterglow of sunset still
lingered in the sky. One pale crimson streak
was all that was left, and even that began to
be covered by little clouds as a fire with
ash” (from “Agafya”, 1886).

|5]_11/11'. no: Yexos A.IT.
CoGp. cou.B 12 T. T. 6.
M., 1967. C. 501-502
(micemo A.C.CyBopuny.
29 mas 1888).

Paccyxnenus repoeB pacckaza «OrHu»
(1888) o meccummame, OpeHHOCTU Y HUY -
TOXECTBE, OECIEIbHOCTY KU3HU U HEU3-
0€eXHOU CMEpTU, O TOM, UYTO <«IPOMUIYT
TBICSTYM JIBE JIET... U OT BCEX ITUX JIIOMIEH,
KOTOpBIE Terepb CIISIT TOCe TSKEIOTO
Tpy/la, He OCTaHEeTCS WM TIbUIM» TakKXkKe
SIBJISTIOTCSI OTpaXkKeHUeM MBICIIelt, KOTO-
PBIMU IEJTAJICST XYTOKHUK C TTCATEIeM.
He pazmesnsist 1eBUTaHOBCKOTO TIeCCH-
Mu3Ma, YexoB 4yTKO BOCTIpUHUMAT 0011Iee
YMOHACTPOEHME STOXH, OBJIa[IeBaBIIIee, TTO
€ro CJIoBaM, HayKoil, TUTEpaTypoii, IO~
TUKOI. OH ObLT YOEKIIEH, UTO «HE JINTepa-
Typa, He XyITOXKHUKHU TOJDKHBI PeITUTh Ta-
KUe BOTIPOCHI, KaK OOT, TECCUMU3M U T.IL.».
«[Mumymum JroasaM, ocobIuBO Xya0X-
HHKaM, TI0pa Y>Ke CO3HAThCSI, YTO HA TOM
CBeTe HUYeTo He pa3deperib, Kak KOTma-
To co3Haicss CoKpaT M Kak CO3HaBaJCs
Bosbrep...», HO €cu XyIOXHUK PELINATCS
3asIBUTH O CBOEM JYIIEBHOM CMSITCHUM U
MyYarouux ero mpoodseMax, «To yxe 3TO
OIIHO COCTaBUT OOJIbLIIOE 3HAHUE B 00J1a-
CTU MBICJTH ¥ GOJIBIIION IIaT BIIEpe» .

JleBurtaH, Bcerga MILYIINIA, HEYTO-
BJICTBOPEHHBIN CIETaHHBIM, 3aIepPKu-
BaBIIWil 10 HECKOJbKY JIET OKOHYAHUE
TOW WJIM WHOW KapTUHBI, YTOOBI BbICKA-
3aThCsl B HeWl HauboJjiee SICHO, MPOCTO,
JIAKOHWYHO, B pabortax 1890-x romos
MCKaJl OTBET Ha CJIOXKHBIC BOITPOCHI CBOEIA
aroxu. s KaxkIoro Mpou3BeICHUs OH
HaxOIWJI CBOE pEIIeHHEe, CBOM XymdoXe-
CTBEHHBIN 00pa3 M TUIACTUYECKUIA SI3BIK.
«Y omyta» (1892), «Bmamgumupka» (1892),
«Han BeunbiM mokoem» (1894; Bce — I'TT)
COCTaBJISIIOT CBOEOOpA3HBIl TPUITHUX,
CoJiepXKaHWEM KOTOPOTO SIBJISIIOTCSI pa3-
MBILUICHUSI O TOPECTHOM CyIbbe YeaoBe-
Ka M O BEUHOCTH.

Co3znaHue 3TUX TOJIOTEH COBITAJIO
C TSDKEJIBIM BHYTPEHHMM Kpu3sucom Jle-
BUTAaHA M €ro JI0CaaHbIM paszianoM ¢ Ye-
XOBBIM, JUTMBIIMMCSI OKOJIO Tpex JieT. Kak
M3BECTHO, TIPUYMHOM UX CCOPBI CTAJT pac-
cka3 «[TonpeiryHbs» (1892), B reposix 1 060-
CTOSITEJILCTBAX KOTOPOTO XYIOKHUK YBU -
nen HaMmeK Ha cBou otHoteHwst ¢ C.IT.KyB-
IIMHHUKOBOM.

HALL NYBITVKALNN

B nucbmax k YexoBy ¢ penkoit uc-
TMOBEAAIbHOCTBIO JIeBUTaH pacKphIBaeT
caMble COKPOBEHHBIE MBICIU U YYBCTBA.
OTpamHo, YTO HE eIWHBIM YHBIHHUEM U
MeCCUMU3MOM HAaIOJTHEHa WX TIeperc-
ka. W TOT, U Apyroil CIMIIKOM JTIOOMIN
ku3Hb. Ee TonmHOe TpusThe, pamocTh
TBOPYECKUX y/Ia4, OTKPBITUIA TTOJTHOKPOB-
HO TIPOSIBWJIMCH B UYEXOBCKOU TIpo3e U
neiizaxxax JleButana. Kaptunbsl «Tuxasg
obutens» (1890), «BedepHuit 3BOH»
(1892; o6e — I'TT), «30J0TBIE OCEHM»,
«Mapt» (1895, I'TT), cepust BeceHHUX
rietizaxkeii 1890-X TomOB CBUIETETLCTBYIOT
0 BO3MOXHOCTSIX CBOOOTHO U TWIEIPO
BBIpaXXaTh BCIO MHOTOOOPAa3HYyI0 TaMMy
B3aMIMOOTHOIIIEHU YeJI0BeKa ¥ TIPUPOJIBI.
YexoB cosmaer moBecTh «Cterb» (1888),
TepBoe CBOE TIPOU3BelieHUE OOJBIION
¢dopmbl ¢ «Oe3aHol 1oa3un» (A.H.ITne-
1eeB) U ¢ «0ecrnoJoOHbBIM OINMKUCAHUEM
TIPUPOIIBI»; pacckas «JloM ¢ Me30HUHOM»
(1896), MONHBIA TOHKOW MO3TUYECKOM
TIpeyiecT!, TIPOHU3AHHBIN TYpreHEeBCKUM
HacTpoeHneM; «/ymreuky» (1899), koTopyro
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The artist, in turn, was keenly recep-
tive to the writer’s every new publication
and rejoiced at his achievements. In a 1886
missive from Yalta Levitan asked Chekhov
to send him a copy of Dmitry
Grigorovich’s letter where he praised
Chekhov as a person of true talent “that is a
rare endowment”, a person who is destined
to create “excellent”, “truly imaginative
works” without wasting his gift on literary
trifles. Penning his early stories, Chekhov
polished up his craft of story-telling and
emerged from that period with a very spare
style, exclusion of the prolix, and expres-
siveness of the compact descriptions of
people’s individualities as well as land-
scapes, which are included into narratives
as if “in passing”, but are always seamlessly
linked to the person and animated by him:
“The river slept. Some soft, fluffy-petalled
flower on a tall stalk touched my cheek ten-
derly like a child who wants to let one know
it’s awake” (from “Agafya”).

In his descriptions of nature Chekhov
deliberately avoided the beautiful but long
and poetic descriptions in the manner of
Turgenev. They are good but “I feel that
such descriptions are becoming less com-
mon and something different is needed”,
the writer reflected. Tolstoy held in high
esteem the pithiness and expressive poetic
quality of Chekhov’s writing: “Not a single
excessive detail, each one is either called for
or beautiful”?*. Levitan’s landscapes are
likewise simple, terse and often seemingly
understated. The choice of motif and its
very fine visual orchestration were what
mattered the most to the artist. Levitan’s
terseness was a far cry from the elaborate
detail of Ivan Shishkin’s landscapes, or
from the focus on narrative characteristic
for his favorite teacher, Alexei Savrasov.
Poetic perception of nature and an utmost
compactness of creative vocabulary are the
qualities that Chekhov’s prose and
Levitan’s landscape art share in common.

This quality became especially pro-
nounced in the artist’s works of the late
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1890s. Dedication to simplicity of motifs,
maximal terseness of forms and exclusion
of narrative of any sort formed the concep-
tual backbone of his late landscapes. In
those years Levitan created many noctur-
nal, crepuscular landscapes — this justified
and explained the absence of details, which
seem to be hidden under the cover of night.
“Moonlit Night. Village” (1897)
“Moonlit Night. Big Road” (1897-1898)
(Tretyakov Gallery), “Twilight”, “Twilight.
Stacks of Hay” (both of 1899, Tretyakov
Gallery), “Twilight. Moon” (1899, Russian
Museum) — each of these pieces is marked
by a colour palette which, though distinc-
tive, has something in common with the
other paintings’ colour schemes, and by an
overall style showing Levitan’s closeness to
the new, younger generation of painters. In
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Mountain Range.
Mont Blanc. 1897
Study

Oil on cardboard
31.7 x 39.8 cm
Tretyakov Gallery

Yauya 6 Hame. 1886
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A Street in Yalta. 1886
Study

Oil on paper mounted
on cardboard

26.8 x 22.3 cm
Tretyakov Gallery

his “moonlit” landscapes the artist
achieved a level of generalization that grows
not out of simplification but out of an
insight into the essence of nature, which
allows to “monumentalize” the breath of
the earth. Igor Grabar compared the simple
and clear forms of Levitan’s later works
with the “pithiness of Japanese prints”.
One of Chekhov’s contemporaries record-
ed the writer’s opinion about these land-
scapes: “No one before Levitan has
reached such monumental simplicity and
clarity of motifs as Levitan has in recent
time, and I don’t know whether anyone
else will in the future”?.

Visiting the sick Chekhov in Yalta in
January 1900, Levitan, himself mortally ill,
placed on a mantelpiece in the writer’s study
a small landscape “Stacks of Hay on a
Moonlit Night”, which he sketched on the
spot in 30 minutes while talking with his
friend. The landscape was the artist’s
response to Chekhov telling him how he
missed the northern Russian scenery, how
miserable he felt living amidst the evergreen
glossy plants that seemed to be made of tin —
“one gets no joy out of them”. He referred
to hislife in Yalta as “exile for life” and wrote
to his friends: “It’s bad being without Russia
in every way...”? Levitan too was immensely
fond of the nature of central Russia and
missed it when he was far away from it. He
wrote to Chekhov during his first trip to
Yalta: “The nature here astounds you only in
the beginning, and then you feel awfully
bored and want to be back in the North... I
like the North now more than ever, only
now have I appreciated it.”*

The parallels in the art of Levitan and
the art of Chekhov — the similarities in style
and artistic goals they set for themselves,
the affinity of their techniques — to a large
extent can be explained by the age in which
they lived, one that offered its peculiar con-
ditions, and by their consistent patterns of
artistic development. However, the artist
and the writer, in their turn, shaped that age
with their work. Another, no less important
reason for the creative similarities between
Chekhov and Levitan — to the extent it is
possible to talk at all about similarities in
different arts like literature and painting —
is the close association and friendship of
the two great personalities of Russian cul-
ture of the late 19th century.

As Olga Knipper-Chekhov wrote in
her memoir about Chekhov®: “Chekhov,
Levitan and Tchaikovsky are three names
linked by a single bond, and indeed they
were minstrels of the adorable Russian lyri-
cal trend, they were the spokesmen of a
whole period in Russian life”.

szuoted from: Prytkov, V. Chekhov and Levitan. Moscow, 1948.
P. 13. Hereinafter — Prytkov.

27Qu0u=,d from: Letters. Documents. Reminiscences. P. 136.
28

Quoted from: Prytkov. P. 5.
ngumed from: Letters. Documents. Reminiscences. P. 28.

30 Chekhov as Remembered. P. 600.

JI.H.ToncToit OTHOCKI K €ro0 JIy4IlK1M po-
U3BENEHUSIM, a TAKKE MHOKECTBO APYTUX
CBETJIBIX, VCTIOJTHEHHBIX TO33UU U YYTh
MUHOPHOTO <«4eXOBCKOTO» HAaCTPOCHUS
MOBECTEN U pacCKa3oB.

Hepenxo yexoBckue repou BOCIIPH-
HUMAIOT MUP COBCEM <«ITO-JIEBUTAHOB-
CKW». «MenuToHy, TyMaBlIeMy O oruoe-
JI MUPA, CIBIIIAIOCH B UTPE YTO-TO OUYEHD
TOCKJINBOE, YeT0 OBl OH OXOTHO HE CITy-
mayt. CaMmble BBICOKUE TMMCKIIMBBIE HOTHI,
KOTOpBIE JPOKAIU U OOPBIBAINCH, Kaza-
JIOCh, HEYTEITHO TUTAKAJIN, TOYHO CBUPEITb
ObUTa OOJTbHA W WCITyTaHa, a caMble HIK-
HME HOTBHI TOYEMY-TO HATIOMUHATU Ty-
MaH, YHbUIbIE JIepeBbsl, cepoe HeOo. Takas
My3bIKa Ka3a1ach K JIUILY U TIOTOJIe, U CTa-
PUKY, 1 ero pedam» («CBupenb», 1887).

[Mucbma xynoxHuka Kk YexoBy yac-
TO HAITOJTHEHBI JOMOPOM, HAITMCaHEI B Be-
ceno-upoHndeckom ToHe: «[lomyunnu
qu BajpairHena? 1) 3mopoBsl i Bee?
2) Kak psi6a? 3) KakoBo Mupoco3sepiia-
Hue? 4) CKOJIBKO CTPOUYEK?» — CTIpaliun-
Baet JleBuTaH cBoero apyra't. «Kak mo-
>KMBaelTb, MO XOpoIuii? — obpaiaercst
Ncaak Unbna k YexoBy. — CMepTebHO
Xo4eTcsl Te0s1 BUIAETh... MOXET OBITb,
cobeperbest K HaM Ha HECKOJIBKO JTHei?
bri10 6B KpaiiHe pagoCcTHO BUIETH TBOIO
KPOKOAWIBIO (DM3MOHOMMUIO...»"7, a OTHO
U3 TICeM 3aKaHYMBaeT cioBaMu: «Bymb
3MOPOB U TIOMHU, YTO eCcTh JIeBUTaH, KO-
TOPBIN OYeHB JIIOOUT Bac, MOMTBIX!»'® OT-
BeTHBIe TcbMa AHTOHa [1aBmoBuYa, Kak
U IpYyTuX KoppecroHmeHToB JleBuTaHa,
He coxpaHwrch. Hesanonro no cMeptn
KUBOTIMCET] YHUYTOXWUJ CBOM apXuB.
B 00BbeMHOM BMUCTOJSIPHOM Hacjeauu
YexoBa KpaTKue, HO eMKHe YIIOMUHAHUS
0 [IIpyre-XyIOXHUKEe U ero TMpousBele-
HUSIX OOHAPYXMBAIOT YYTKOCTh THCATe-
Jis, TOTOBHOCTH BKJTIOUUTBLCST BO «Bpade-
BaHME» CTpajalolleil IyIiu, a rIaBHOe —
TOHKO€ TIOHMMaHue JIEBUTAHOBCKOTO
HCKYCCTBA.

Euie B paHHUEe «0aOKMHCKUE» TOMBI,
KOTJ]a OHW HIEAPO OTKPBIBAIM IIPYT IPYTY
nyiu, YexoB nmucan ux oo1eMy 3HaKOMO-
my apxutektopy @.O.1lexremo: «B mpu-
poJie CTOJIBKO BO3MyXa U SKCIIPECCUN, UTO
HEeT CWJI omucath... Kaxkmplii cyqdok Kpu-
YUT U TIPOCUTCS, YTOOBI €ro Hamucarn |...|
JleButaH...»"”. Panysach NpUBE3eHHBIM
neizaxucroM u3 Kpeima stionam, Yexon
3aMeyaeT: « TaJlaHT ero pacTeT He T10 THSM,
a 1o yacam»*. LLlyTimBo, HO OMHOBpPEMEH-
HO C TOPAOCTBIO 3a ApPYyra OH Ha3bIBaeT
ero «reHWaabHbIM JleBUTaHOM» U 3aMe-
YaeT, YTO B ero paboTax Hadvaja TOSIB-
nsThes yasioka. [ocetus B [Tapuske Salon
1891 roma, YexoB ¢ ymIOBIETBOPEHHOC-

‘G]_Im". no: ITucema, JoKymeH- 2 Tam xe. C. 133.
TbI, BocriomuHauwsi. C. 23. 2
Tam xe. C. 134.

|7TaM xe. C. 38. 2
18 Tam sxe. C. 132.
Tam sxe. C. 36.
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Twilight. Stacks
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Tretyakov Gallery
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Summer Evening. 1900
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Tretyakov Gallery

ThIO cool1aer cectpe: «B cpaBHeHUU co
3[ICUIHUMU Teii3axucramu... JleBuTan
koponb»?'. U mosxke, B 1895 romy BHOBB
YTBEpXKIAET, 4yTO «JIeBUTaH — 3TO Jyu-
U PYCCKUH TIe3akuCT»?.

[Mucatenb XOpoIIO MOHUMAT OCO-
O0eHHocTU HaTyphl JleButaHa. Korma AH-
ToH [laBmoBuu mo mopore Ha CaxannH
CIyCKaJICsl Ha mapoxole <«AJieKCaHIp
Hesckuii» o Bosre, nepen HUM OTKpbI-
BAJIOCh IIMPOKOE BOJDKCKOE MPOCTPaH-
CTBO, OH BUJIEJ «3aJIMBHbIE JIyTa, 3AJIUThIE
COJIHLIEM MOHACTBIPHU, OeJible LIEPKBHU...
[néc, B kOTOpOM XM TOMHBbII JleBu-
TaH»>, — BCe, YTO CTAHOBWJIOCH TIPEAME-
TOM Mel3axen XynoXKHUKa. YexoB TyT xe

HALL NYBITVKALNN

rnonMevast: «JleBUTaHy HeNb3sl XUTh Ha
Bonre. OHa KiageT Ha Aynry Mpad-
HocTh»?. Tlucarens coxaien, uyro Mcaak
Nnbnu ¢ HuM He moexan. [oper Cubupu
u Enuceit nopaswiu YexoBa cBoeit opu-
TMHAJIBHOCTBIO U KpacoToii. «[Iporynka no
Baiikany, — mucai oH, — BBIIILIA YyIHAs,
BO BEKU BEKOB He 3a0ymy...»*

YexoB 0COOEHHO LEHWI MPOCTbIE
110 MOTUBY Teii3axu JleBurana, nzobpa-
KAOUIME HETPUTI3aTeIbHYI0 PYCCKYIO
MpUpOAY: Mepesecku, TUXUE 3aKaThl,
cenbckue u30bl. EMy xortenoch MMeTh
OJIHYy 13 TaKUX paboT — KapTuHY «/lepes-
HSI» — «CepeHBKYIO, XaJTKOHbKYIO, 3aTe-
PSHHY10, 0€300pa3Hy10, HO TaKOI OT Hee
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Hao seunvim
nokoem. 1894
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150 x 206
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Eternal Peace. 1894
Oil on canvas

150 x 206 cm
Tretyakov Gallery
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BEET HEBBIPA3UMOI MIPEJIECTBIO, UTO OTOP-
BaTbCsl HEJIb3sl: BCce Obl Ha HEe CMOTpEs
u cMmotpen»?. [lomoOHbIe Tieli3axu, cpe-
A KOTOPBIX TIPOTEKAeT KM3Hb MHOTUX
YEXOBCKMX IMEPCOHAXKEM, C TAKOW XKe, MOXK-
HO cKa3aTb, JIEBUTAHOBCKOW TPOCTOTOM
¥ TIOHUMaHUEM YU TPUPOIBI, OH BbI-
BOIUT Ha CTpaHUIAX CBOMX MPOU3BE/C-
Huil: «Jlaneko 3a OeperomM, Ha TEMHOM
Oyrpe, Kak UCITyTaHHbIE MOJIOAbIE KYpO-
MTaTKW, KaJIUCh IPYT K IPYTY U30bI AepeB-
HMU... 32 GYyrpoM Joropasia Be4epHsis 3aps.
OcTanach TOJIBKO OfHa GyieTHO-6arpoBast
MOJIOCKA, a M Ta CTaja MOAEPTruBaThCs
MEJKMUMU O0JIayKaMU, KaK Yrojibsl Tern-
JomM» («Aradbst», 1886).

B cBoto ouepenp XymOXXKHMK YyTKO
BOCIPUHUMAJT KaX/10€ HOBOE MPOU3BEL-
HUE THcateisi, pafoBajcCs €ro ycrexam.
B 1886 romy oH mpocut u3 SaTel, YTOOBI
AnToH [laBnoBry Hamrcan o cofepKaHUuu
nucowma 1. B.Ipuroposuya, B KOTOpOM TOT
npuBeTCTBOBA YexoBa, Kak HACTOSIIUMI
TaJIaHT, «<KOTOPBII TaeTCcs peaKo» U MpU-
3BaH K TOMY, YTOOBI CO3[aTh «IIPEBOCXO/I-
HbIe», «<UCTUHHO XYJOXECTBEHHBIE MPO-
WU3BEJCHUS», HE PA3MEHUBASICh Ha JINTE-
patypHble Mesioud. PaHHSs uyexoBckas
Mpo3a OTTOYWJIa MACTEPCTBO PACCKa3uu-
Ka, BbIpaOOTaB MpeIEIbHYI0 5KOHOMHOCTh
JINTEPATYPHOTO CJI0BA, OTCYTCTBUE JJIUH-
HOT, BBIPA3UTEIHHOCTh KPAaTKUX OIHUCA-
HUii, Oyob TO XapakTep uejaoBeKa WIU
BKJTIOUEHHBIN B TIOBECTBOBAHUE KaK OBI
MEXy IPOYUM Mei3ax, Bceraa 0e301u-
OOYHO TOYHO COEUHSIIOIIUIACS C YETOBEe-
KOM U OITYIIEBICHHBIN UM.

«Peka cnana. Kakoii-to HOuYHO#
MaxpOBbIil 1IIBETOK Ha BBICOKOM cTebJie
HEXHO KOCHYJICS MOEl 1IeKU, Kak pede-
HOK, KOTOPBII XOUeT NaTh MOHSITh, YTO OH
He criuT» («Aradbsi»). B oncanusix mpu-
ponbl YexoB CO3HATENbHO ylIesa OT Ipe-
KPAaCHBIX, HO JUTMHHO-TTO9TUIECKUX «TTeH-
3axeit B mpo3e» TypreHeBa. AHTOH [laB-
JIOBUY TIPU3HABAJ UX BBICOKHE TOCTOUH-
CTBa, HO CYMTAJ, YTO COBPEMEHHOM CJI0-
BECHOCTHU «HY>KHO UTO-TO Jipyroe». Beico-
KO LIEHUJ KPAaTKOCTb U BBbIPA3UTEJIbHYIO
MMO3TUYHOCTh YEXOBCKUX COYMHEHUU
Toncroit: «Hukorna y Hero HeT JULIHUX
noApoOHOCTEN, BCSAKAsl UM HYXHA, WIK
npekpacHa»?. Tak ke TPOCT, HEMHOTO-
CJIOBEH, a 4acTo Kak OyATO U HE JOTOBO-
peH, neiizax Jlepurana. Baxueimmm ajis
Hero Obul BBIOOp MOTHMBA M €r0 TOHYali-
mas KWBOMUCHAsT WHCTPYMEHTOBKa. B
CBOEIl HEMHOTOCJIOBHOCTU KUBOMUCEL]
YXOOUT OT MOAPOOHOI pa3pabOTaHHOCTU
neiizaxeit M.W.1LIumkuHa U MoBecTBO-
BaTeJIbHOCTU CBOETO JIIOOMMOTO yYUTEJIS
A.K.Caspacosa. [Toatndyeckoe BocTpusi-
THE TIPUPOILI M MaKCUMAaJIbHBIN JIaKO-
HU3M XYI0OXXECTBEHHOTO S13bIKa COJIMKAIN
YEXOBCKYIO TMPO3y U MEU3aKHYIO XUBO-
nucsk JleButaHa.

DTO KaueCTBO OCOOEHHO BHISIBUJIOCH
B TIPOU3BEACHUSIX XYIOXHWKA KOHIIA
1890-x romoB. Ompenenstoneii KOHIIET-
LIMell ero Mo3AHUX MPOU3BEIECHUN CTaIO
CTpeMJIeHUE K MPOCTOTE MOTUBA, TIPEEb-
HOMY JIaKOHU3MY (DOpM M UCKITIOUEHUE

HALWW MYBITNKALIMN

U3 HUX BCSIKOW TTOBECTBOBATEITHLHOCTH.
B oTu ronpl JleBUTaH yacTto mucaj HOY-
HBIE, CyMepeUHble Meif3aXu, YTO OTpaB-
NBIBAJIO U OOBSICHSITIO OTCYTCTBUE TIOM-
POGHOCTET, CIIOBHO COKPBHITBIX HOUHOM 3a-
Becoit. «Jlynnast Houb. [lepeBHs» (1897,
I'PM), «JlyHHas HOYb. bonblias nopora»
(1897—1898, I'TT), «Cymepku», «Cymep-
ku. Crora» (06a — 1899, I'TT), «Cymepku.
Jlyna» (1899; TPM) — xaxmelif U3 3THX
nei3aXxen UCTIOJIHEH B CBOEH, HO €TMHOM
1IBETOBOI1 TOMWHAHTE W B OOIIei CTUTN-
cTuKe, conmxawoueit JleButaHa ¢ HO-
BBIM, MOJIOZBIM TTOKOJIEHUEM SKUBOTIUC-
1eB. B «IyHHBIX» Tefizaxkax XymOXHUK
JIOCTUT TOI 000011IEHHOCTU, OCHOBAaHHOM
Ha TTOHUMaHUU CaMOTO0 TJIaBHOTO B TIPU-
polie, YTO TO3BOJSIET «MOHYMEHTATN3HU-
poBaTh» IbIxaHue 3eMin. [1pocTeie u sic-
Hble (PopMBI TIO3MHEN kuBomnvcu JleBu-
taHa U.D.Ipabapb cpaBHUBAI ¢ WJIAKOHU3-
MOM SIITIOHCKOW rpaBiopbl». UMeHHO 00
9TuX padorax YexoB ropopui: «/1o Takoi
U3YMUTETLHOM TIPOCTOTHI U SICHOCTH MO-
THBA, 10 KOTOPBIX JIOIIIEJ B TTOCTIETHEE BPe-
Mst JleBUTaH, HUKTO HE TOXOIWI 10 HETO,
Ila He 3HAIO0, JIOMIET JIN KTO U Tocie»®.

Hagemast 6onpHOro Yexona B fAnte
B stHBape 1900 roma, caM yxke CMepTeTbHO
0oJibHOI, JIeBUTaH MOMeCTHI B KAMUHHYIO
HUIITy B KaOWHETe HAITMCAHHBIN 31eCh XKe
BO BpeMsI pa3roBopa C IpyroM HeOOJIBIION
meiizax «Crora ceHa B JIYHHYIO HOUb».
IMeiizaxk cTay OTBETOM XymOXHUKA Ha
cioBa YexoBa 0 TOM, Kak OH TOCKYeT TIO
CEBEPHOII PYCCKOU TpUpole, KaK JyIie-
BHO TSIKEJIO €My XWBETCSI CPely BEUHO-
3eJIeHBIX TJISTHIIEBBIX PACTEHWI, CIOBHO
CHENTaHHBIX W3 XeCTU, «d HUKAKOW OT
HUX pagocTu». OH Ha3bIBaJI CBOIO XU3Hb
B fliTe «OeccpoyHOl CChUIKOW» U MuUcal
npy3bsiMm: «be3 Poccum Hexopouio Bo
Bcex cMbIcimax»®. JleBUTaH Takxke 0e3-
MEpHO JTIOOUJT CPEeTHEPYCCKYIO TPUPOIY
¥ TOCKOBAJI BIaJIM OT Hee. W3 repBoif sui-
TUHCKOU TIO0€3KY1 OH THCAT: «...lIpUpoaa
371eCh TOJIBKO B Hauajie Mopaxkaert, a 1moc-
Jie CTAHOBUTCS YKaCHO CKYYHO U OUYeHb
Xouercst Ha ceBep <...> 51 ceBep JIOOII0
Ternepb OOJIbIIe, YeM KOTaa-T10o0, s TOJIb-
KO TeTiepb TOHSIT ero...»*

[Mapannenu B xuBomucu JleBurana
u mpo3e YexoBa BO MHOTOM OOBSICHU-
MbI O0OLIEI 3TTOXOM, B KOTOPYIO OHU KU~
JIM ¥ KOTOpast BBIIBUTAJIA CBOU YCIIOBUSI,
001I1e 3aKOHOMEPHOCTU XYIOKECTBEH-
Horo pa3Butus. [leii3axkucT u ucaTenb,
B CBOIO O4Yepelb, BIUSIIA Ha HEe CBOUM
UCKycCTBOM. TBopueckue COIUXEHUs
Yexosa u JleBuTaHa, HACKOJIBKO 3TO BO3-
MOXHO B pa3HBIX BHIIaX NCKYCCTBA, 00b-
SICHUMBI B HE MEHBIIIe Mepe TeCHBIM
IeHEM U IPY>KO0U IBYX BETUKUX TIPE,
CTaBUTENIel PYCCKON XymOXeCTBEHHO
KyJabeTyphl KoHLa XIX cronerus.

«Yexos, JleButan u YalikoBCKuUii —
9TU TPU VUMEHU CBSI3aHBI OHOW HUTHIO,
", TIpaB/ia, OHU OBUIM TTeBIIAMU TTPEKPaC-
HOU PYCCKOI JTMPUKW, OHW OBITU BhIpa-
3UTEJISIMU LIEJION TTOJIOCHI PYCCKOM XKM3-
HW», — 3amnucajla B CBOMX BOCITOMHWHA-
Huax O.J1. Kaunmep-Yexosa®'.
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