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JleBUTaH B Kpyry

CBOUX COBPEMEHHHUKOB

TBopueckas cynp0Oa JIleBuTaHa BO MHOIOM HAIIOMUHAET OUOrpa-
(pumn ppyrux BocnMTaHHMKOB MOCKOBCKOIO yUMJIMILA YKUBOIM-
CH, BasiHAs M 3074ecTBa. B OOJBIIMHCTBE CBOEM BBIXO/UbI U3
KPECTBSIHCKOIO COCJIOBUSI WM PA30PUBLLIETOCS KyIEYeCTBA U Kpai-
HE PE/IKO ABOPSIHE,, OHY MpUE3XKaau B MOCKBY M3 NPOBUHLIMATIb-
HOW NIyOMHKM NPAKTUYECKU 0€3 HEeOOXOAUMBIX (PMHAHCOBBIX
CPEJCTB, 4 3a4acCTyl0, JUIIMBIIUCH POAUTENEH.
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Photo

Koncranun Koposuu
BeromuHaet.... M., 1971.

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

2 Caxaposa E .B. Bacummit
Jmutpuesnu [Tonenos.
ITyucbMa, THEBHUKH,
BocromuHanus. M.; JI. 1950.
C. 449 (nanee — Caxapoea.
Tlucebma, nHeBHUKY,
BOCIIOMHHAHMSA) .

HepenKo B YUYWJIUILE WX TPUBOIMI
CUACTJIMBBIN CITydail: HeoXuaaHHas
BCTpeuya ¢ KeM-HUOYIb U3 TIperioraBare-
Jeit (kak, Hanpumep, y M.B.HecrepoBa
¢ uHcriektopoM MY2KB3 K.A.TpyTtoBc-
KM, 0OpaTUBIINM BHUMaHKE Ha CIIOCO0-
HOCTH IOHOIIM B PUCOBAaHWM) WJIU, KaK
B xku3Hu A.E.ApxuroBa u A.I1.Pg0yiixku-
Ha, C OBIBIIMMY BOCITUTAHHUKAMU, CYMEB-
ITMMU 32 KOPOTKUI CPOK TIOATOTOBUTH UX
K TIOCTYIUICHUIO B TIPOCJIaBJIEHHOE y4eO-
Hoe 3aBeneHue. Mcaak Jlesutan u KoH-
cranTrH KOpoBWH 0OKa3ainch B yIWIIUIIE
Mo TpuMepy crapimx OparbeB. Hecom-
HeHHo, KopoBuH, HecrepoB, Apxurmos,
Huxkonaii YexoB (Opat mucarenst), — Bce
Te, ¢ KeM JleBUTaH yuusics, a BIIOCIIENCT-
BUUW pa3Nevil IpyxkO0y, UM OT TIPUPO-
ITbI IPKVI 1 CAMOOBITHBIH TasiaHT. OHaKO
B MOMeHT noctyruieHust B MY2KB3, korna
OIapEHHBIM OT TIPUPOJIBI IOHOIIAM ObLIO
110 13—14 sieT, oHM He MOTJIN OJIECHYTH 3pYy-
JIALIAEH, TOCKOJIBKY HE MOJyYUIIN CEPbe3-
HOTO JIOMAIITHETO W TMMHA3M4ecKoro 00-
pazoBaHus. KopoBuH ¢ ropedubio mmcat
BriocyencTBUM: «OTell, MaTh HUIYTh He 3a-
OOTWJINCH 1aTh MHE KaKoe Obl TO HU OBLIIO
HampaiieHue»'. Jdaxe Hecrepos, obma-
JABIIUI MOIIHBIM WHTEJIJIEKTOM, TIPU3-
HABaJICSI, UYTO €My TIOCTOSTHHO TIPUXOIM-
JIOCh 3aHUMAThCsT caMooOpazoBaHueM. Tem
He MeHee, TTOHMUMasl, KaKylo TTOMOIIb OKa-
3bIBaeT 00pa30BaHNE B TROPUYECTBE U B 00-
IIEHVH C JIIOIBMU, YK€ B 3pEJIOM BO3pacTe
OHU C XaTHOCTBIO TIPUOOPETAIN 3HAHMSI.
[Mpennpunumarens u mereHar C.1M.Ma-
MOHTOB, C WHTEPECOM HaOIIOmaBIIUil 3a
nyxoBHBIM pazButueMm @.U.1llangnuHa,
OBIT OYKBaJTLHO TIOTPSICEH TEMU HEBEPO-
SITHBIMU TE€MIIaM, KOTOPBIMU TIEBEI] BOC-
TTOJTHSUT HEIOCTaTOK B 00pa30BaHUM.

besyciioBHO, 00bIIIYIO POJIb B TIPO-
deccroHaTbHOM U TMIHOCTHOM POCTeE Oy-
JYIIVX U3BECTHBIX XKUBOITHCIIEB CHITPATTN
nperiogaBateii MOCKOBCKOTO YUWININA
>KWBOTIMCY BastHUS W 30[19€CTBA, U CPEIN
HUX M1aBHas posib puHamiexut B. 0. ITo-
JIEHOBY. XYHOXHUK W KOJUIEKIIMOHEP
N.C.OcTpoyxoB Ha3Baj mactepa «00Jb-
IITUM BOCITUTATEIEM», CIUTas], YTO UMEH-
Ho [lo7IeHOB co3aal ero «XymoXKecTBeH-
Hy10 (pu3noHOMHUI0»2. O TOM Ke TOBOPH-
JIV ¥ IpyTHUE TIOJICHOBCKME YUEHUKU.
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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.

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
Konstantin 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
Mamontov, 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.

! 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
Polenov’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
Oriental sketches astonishing for their
novelty and originality. Even Polenov’s
appearance made him stand out among

the school’s teachers: always well-
groomed, prim, neatly dressed, and
politely addressing his students as “mis-
ter”, he won over hearts and minds — in
Alexander Golovin’s words, as “a thor-
oughly erudite, cultured, caring and kind-
ly 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
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Congratulating Vasily Polenov on the 25th anniversary of his creative career, Levitan wrote: “T 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.

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

Tretyakov. Moscow, 1909. P. 81.

& 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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diplomat in Greece, the young artists
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
Pasternak also mentioned the distinctive
comfort in the house, the never-ending
engaging conversations proceeding in an
atmosphere 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
Impressionists, showing them photo-
graphs of the works of contemporary
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Western European masters, kept in big
leather-bound 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-Francois 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-

Bouveret’s composition “Blessing of the
Young Couple before Marriage” (1880-
1881, Pushkin Museum of Fine Arts),
which astonished viewers with the “unpar-
alleled rendering of sunlight and reflec-
tions in a lit room”."

In 1884 Polenov introduced his
favourite students Isaac Levitan and
Konstantin 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 opportuni-
ty to earn some money, he recommended
them to Mamontov as stage designers for
the Russian Private Opera Company.
Theatre held so strong a sway over Korovin

that, starting from the 1900s and up to his
departure 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 impor-
tance. Having created a few independent
croquis and several paintings using as their
basis Viktor Vasnetsov’s sketches for
Alexander Dargomyzhsky’s opera “The
Mermaid”, the master of landscape paint-
ing 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 undoubtedly 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
melancholy and depression, which caused
him to prefer isolation. According to
N.M.JEBUTAH Sergei Vinogradov, “during the last decade
Buveso 6 oepesnio. 1884 his heart ailment made him feel strongly
Smon depressed,” and because of this “he
XouncT, Macio
26 x 445 worked no more than two hours per day,
although he never skipped a day”'2.

Undeniably, the artistic ambiance
with its special “cult of chivalry and beau-
Entry Road 10 a ty” which Polenov and Mamontov nur-
Village. 1884 tured around them must have left its
Study imprint. So, Ostroukhov and Nesterov,
Oil on canvas largely emulating Polenov and Mamontoyv,
26 x 44.5 cm ’
Vasily Polenov Museum- put together valuable art collections,
Reserve which later formed the basis of muse-
ums.” Thanks to these people,
Vinogradov 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 land-
scapist, as his contemporary Vinogradov
remarked, “led a beautiful life never
matched by a single artist from his gener-
ation”',

Myseii-3anmoBeIHUK
B.d.ITosneHoBa

Isaac LEVITAN

N.N.JEBUTAH
Ocenb. 1880-¢

Benbtit kadenb, macio
20x20x 1,5
Mys3eii-3amoBeIHUK
B.J1.IToneHosa

Isaac LEVITAN
Autumn. 1880s

Oil on white tile

20 x 20 x 1.5 cm
Vasily Polenov Museum-
Reserve

9 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 — O.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.”

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

”Natalyu 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.

"2Moscow of Yore. P. 31.

13In 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.

Y Moscow of Yore. P. 31.

[ToneHoB npenonasai B Kjaacce nei-
3axa u HaTtiopMmopTa B 1882—1895 ropax,
YCIIEB 3a 3TOT MEPUO/, 1o cioBam JleButa-
Ha, CO3[1aTh MOCKOBCKYIO IIKOJTY KUBOITH-
cu®. B cBoell memarornyeckoi nesitelib-
HOCTU OH TpPOJO0JIKaJl pa3BUBATh Tpalu-
LIMU JIMPUYECKOTO Teii3axa HaCTpoeHus,
3aioxkeHHbIe A.K.CaBpacoBbIM, — caMbIM
IOporuM, Mo BbIpaxeHuo KopoBuHa,
YeJI0BEKOM, OTKPBIBILIMM Jisi HUX ¢ Jle-
BUTAHOM «HEBEIOMOE, KaK paiickoe Oya-
XKeHCTBO»*. CTaB OCHOBOITOJIOXKHUKOM
TUIEH3PHO-UMIIPECCUOHUCTUYECKON Tpa-
IUIUMUA B PYCCKOM UcCKyccTBe, [1oneHoB,
KaK 1 ero npeauieCTBeHHUK, MPOIOJIKA
BOCHUTBHIBATh BO3BBILIEHHOE, MMO3TUYE-
cKkoe oTHolleHue K npupoae. Kpome To-
o, 10 BepHOMY 3aMedaHuo OCcTpoyxoBa,
OIBITHBIH MEeAAror OTKPBLIT «PYCCKOMY Xy~
TIOXKHUKY TallHY HOBOW KPAaCOYHOW CHJIBI
U MpoOY>Kaal B HEM CMEJIOCTb TaKOTO 00-
pauieHus ¢ KpacKoii, 0 KOTOPOil OH paHb-
e He TOMBIILIST»®. [lojleHOB OuYeHb
CEpPbE3HO OTHOCWJIC K BOIIPOCAM TEXHO-
JIOTUM XUBOMUCH, U3ydall XapaKTep MoBe-
JIEHUSI KPacOK B 3aBUCUMOCTH OT COCTaBa
TPYHTA, CBS3YIOILIETO, & TAKXKE CTENIEHU OC-
BellleHus1. Briocieactsuu B cBoeil mena-
rOru4eckon aestesbHOCTU JleBUTaH BO
MHOTOM OMUPAJICS Ha €r0 OMBIT.

[ToseHOB — OIMH U3 HEMHOTUX pYC-
CKHUX XWBOIIKCIIEB, KTO UMEJ CEPbE3HOE
YHUBEPCUTETCKOE 00pa30BaHUE, B COBEP-
LLIEHCTBE BJIaJeJl HECKOJIbKUMU SI3bIKAMU,
MHoro ryreiiectBoBaji. B 1882 rogy o
BepHyJicst u3 [lanecTrHbl, mpuBess ¢ codoit
Yy/IHbIE BOCTOYHBIE 3TIOJIbI, KOTOPBIEC TO-
TpsiCaJIi HOBU3HOU U CBEXECThIO XKUBOIH-
cu. Jaxe BHemrHe Bacunuit JimutpueBuy
BBIIEJISUICSL CPEIM TIpernoiaBaTeieil yun-
smia. Beerna noaTsHyThIi, KOPPEKTHBINA,
OIPSITHO ONIEThIA, OOpALLABLIUIACS K y4ye-
HUKaM Ha «Bbe1», — oH, o citoBam A S1.To-
JIOBMHA, pacroyiarai K cede Kak 4eJoBeK
«BCECTOPOHHE OOPAa30BAHHBIN, KYJIBTYp-
HBII, BHUMATEJIbHBIN 1 CEPICYHBIN»®,

B 1888-m cembs [ToneHoBa, cocTos -
1mast u3 ero mMarepu Mapuu AnekceeB-
HbI, 00JIaIaBIIeH Xy10XKECTBEHHBIM U JIU-
TepaTypHbIM J1apoM, cecTpbl EjeHbl
JAMUTPUEBHBI — TAJIAHTJIMBOU XyIOXHU-
ubl, u cynpyru Haranpu BacuiibeBHBI,
Takke HaMepeBaBLIeICs CTaTh XKUBOIUC-
1IeM U TocelllaBUIedl KJacchl YYWIMIIA,
MOCEInIach B JBYXATaXHOM OCOOHSIKE
®poroBoii B KpBOKOJIEHHOM TIepeyJiKe.
B aTOM nome ¢ kpacuBoit Mebesbio, pa3-
BELIAHHBIMU Ha CT€HAaX KapTUHaMU, 00-
IIUPHOW OMOJUOTEKONW M KOJIIEKLIMSIMU
AHTUYHBIX IPEBHOCTEI, COOpaHHBIMU OT-
oM Bacunusa Jimutpuesuua, JIMutpuem
BacunbeBuuem [1osieHOBBIM, BO BpeMsi €ro
MpeObIBAaHUS Ha TUTIOMATUYECKOM CITyX-
0e B [peunu, mosonble XynqoXXHUKU MO-
Majajivu B MUDP BO3BBIIIEHHOW KpPacOThI
u uckyccrba. «Y IloyseHoBa B 00bIION
KoMHare, — nucan KopoBuH, — ObL10 0CO-
OeHHO HapsaHO. Bucenu crapeie BocTou-
Hble MaTepUu, KaKMe-TO OCOOCHHbIE KyB-
LIUHBI, OpYXUeE, KOCTIOMBI. Bce 310 OH
npuBe3 ¢ BocToka. 3To Bce ObLIO TaK He-
noxoxe Ha Haiy oemHocTb. M korma s

WU.M.JIEBUTAH BO3Bpallajacsd JOMOUW, KOHTPAcT C MOEH
Bapocuuii npyo. 1887 KoMHaToi B CyleBe ObLI BEIMK U PE30K».
D07

OO0 0COOEHHOM YIOTE 3TOTO JI0Ma,
XodncT, Macao
35 % 51 MOCTOSIHHBIX MHTEPECHBIX Oecenax, mpo-
TEKaBILIKUX B CMOKOWHOW HEMPUHYXIEH-
HOI1 00CTaHOBKE BO BpeMsI BEUEPHETO Yae-
MUTUS 32 KPYIJIbIM CTOJIOM, O HAIEHHOM
Isaac LEVITAN Py ’ 5
Overgrown Pond. 1887 3[1ECh IPYXKECKOM PACIIONIOXEHUHN paccKa-
Study 3piBajl JI.O.[lactepHak. «Korna s 6vxe
Oil on canvas COILLIEJICA C HUM UM BOILIEI B KPYI' CEMbU
35 x 51 cm
) ero [[ToneHona], — BcriomuHan OcTpoy-
Vasily Polenov Museum- .
XOB, — 51 BCTYIIUJ HE B XyJOXECTBEHHBII
KPYXOK, a B XYIOXECTBEHHYIO CEMbIO,
100 Bce, KOro 51 Halllesl TaM... ObLIU CBSI-
3aHbl KPENKUM JYXOBHBIM, XYAOXECT-
BEHHbIM poAcTBOM. Kak-To cpa3y mouys-
CTBOBAJI U 41 ce0s ee paBHOIPABHBIM YJie-
HOM; TaK OBbUIO U C KaXIbIM TOBAPULIEM:
K.Koposunbim, CepoBbiM, M. AKyHUMKO-
BOIi, JIeBUTAaHOM M IpyTUMU»2.
NmenHo y [oneHoBa MHOTHE U3 MO-
JIOABIX XYJOXHUKOB BIIEPBbIE YCIIbIILIATN

Mys3eii-3aroBeHUK
B.J1.IToneHosa

Reserve

w

Tosppasnsst [onenosa ¢ 25-neTnemM XyaoxKecTBeHHOI fesTenbHocTH, JleBuran mucan: «51 yBepeH,
YTO MCKYCCTBO MOCKOBCKOE He ObLI0 Obl TAKNM, KAKUM OHO ecTb, He Oyb Bac. Ciacuo Bam u 3a ce6st
¥ 32 Hallle NCKYCCTBO, KOTOPOE 51 6e3yMHO 1i001t0» (uuT. n10: Caxaposa E .B. Bacumuit [ImurpueBny
IMonenos. Enena [Imutpuesna [onenosa. Xpouuka cembi Xya0xkHuKoB. M., 1964. C. 603; nanee —
Caxaposa. Xponnka).

Koncrantin Koposuu seriomunaet... C. 519. Koposun nofpo6HeiiimM 06pazoM pacckasbiBaeT,
Kak oHU ¢ JleBUTaHOM BbIe3KaNK pauueﬂ BECHOIT «B OKPECTHOCTH MOCKBbl«, 71 MEHbLLIE .'llOﬂCﬁ>>.

B COKOJILHUKY U B 3BCHHI‘UpULl, IJie no cosery CdBPﬂCUBﬂ YUWINCh MUCATDH, a INIABHOE 1yBCTBOBATH
npuposy.

o

Ocmpoyxoe U.C., [azoab C. Mockosckasi ropojickast XyfoxkecTsenHas ranepes IT. u C.M. TpeTbsiko-
BbIX. M., 1909. C. 81

6 Toaosun AS1. Berpeun u Bnevarnenus. JI.; M., 1960. C. 22.

Kowncrantin KoposuH Benommsaer. .. C. 158-159.

o

Caxaposa. Tlucbma, aHeBHNKH, BocriomuHanust. C. 449-450.

«Y ToneHoBbIx Mbl ¢ AGparueil [A.E. Apxunosbim] cmotpenu (ororpacu (Lensiit ans6om)

¢ BacHeloBCKuX pabot B Kuesckom coGope. Brieuatsenne omenomasiomnee Ha Hac 060MX MPOM3BENN
PaboThI €ro, CTPAIIHON, KAKOH-TO CTUXHEN TPSMO 1 YETOBEYECKOIl TATAHTIMBOCTBIO. JIH0GONBITHO
Ob1 BUAETH B opuriHase?! O6paTi BHUMaHKe, a TOTOM PacCKaKelllb MHe Ha (pecKy, B KOTOPOIl eCTh
cB. Myyenua Exatepuna. D10 yro-To norpsicaoiiee (Ha cororpacun—ro)» (OP I'TL. ®. 9. Ex. xp. 94.
JI. 1. C.A Bunorpapos — E.M.Xpyciosy. 28 siBapst 1891. Xapbkos).

mBuHm/maoe C.A. Ipexusisi Mocksa. Bocniomuuanmst / asr.-coct. H.JTammpyc. Pura, 2001. C. 76 (janee —
Ipesxuss Mocksa).

HACNEQVIE

0 (paHITy3CKUX UMIIPECCUOHNCTAX, TI03-
HAaKOMWINCH TI0 XPaHUBIIUMCST B OOJTb-
IIMX KOXaHBbIX ajbdbomax (oTtorpadusim
C KapTUHAMU COBPEMEHHBIX 3aI1aTHOEBPO-
MeCKNX MacTepPOB, BACHEIIOBCKIMU POC-
micssmu Bimaguvmpcekoro cobopa B Kuese®.

[To pexomennauuu Bacunusa JImu-
TprieBUYa OHU UMENI BO3MOXHOCTD YBHU-
JeTh KOJUIEKIINM 3aIlaJHOeBPOIECKOTO
uckyccrBa C.M.TperbsikoBa u M.I1.bot-
kuHa, nieisaxn Kamwis Kopo, aprs
JoObuHbM U Apyrux 0apOW30HILIEB, U3bI-
CcKaHHbBIe pon3BeneHus Mapuano doty-
Hu, weaesp XK bacrbeH-Jlenaxka —
KapTuHy «JlepeBeHckas J1000Bb» (1882,
I'MUHN), a takxke monotHo I[lackans
HanbsiH-byBpe «bnarocioBeHue HOBO-
opaunbix» (1880—1881, 'MUU), mopa-
JKaBIIETO «U3YMUTETTBHBIM SKUBOITMCHBIM
peleHueM COTHEUHOTO CBeTa, peIeKCcoB
B CBETJION KOMHaTe»'”.

B 1884 rony IloneHOB 3HAaKOMUT
CBOMX JIIOOMMBIX y4eHWKOB JleBuTaHa
u KopoBuHa co cBoum apyrom C.U.Ma-
MOHTOBBIM. BBICOKO OlleHMBasT KOJJIeK-
TUBHBIN TPYI U, BMECTE C TeM, XKeJast 00-
JIETYNUTH MaTepUATbHOE TIOJIOKEHIE CBOMX
BOCIIUTAHHUKOB, OH PEKOMEH/IYeT UX Me-
1IeHaTy B KayecTBe ohopMUTENIel TS 10~
cTaHOBOK Pycckoii yactHoit omiepsl. Teatp
HacTobKO 3aBnanen KopoBWHBIM, dTO,
HauuHas ¢ 1900-X rofoB BIUIOTh 10 OTbE3-
Jla 3a TPAHUILY, OH BO3IJIABJISLT XYIOXECT-
BEHHYIO 4acTh KMmmeparopckux TeaTpoB
B Mockse u Cankr-IlerepOypre. B xu3-
HU JleBUTaHa 3Ta NEATETHLHOCTH ObLTA
KpaTKUM W HE3HAYUTEJLHBIM TTH30[I0M.
Co3maB HECKOJBKO CaMOCTOSITETbHBIX
9CKM30B U HAMMCaB HEKOTOPBIE KapTH-
HbI 110 3cku3aM B.M.BacHewoBa Kk onepe
A.C.[Japrombikckoro «Pycanka», meiiza-
SKUCT TIPAKTUUECKU HEe BO3BPAIIIAJICS K 3TO-
My JIeJTy, XOTSI TIOCTAHOBKA MMeJia TTOTpsI-
CaIOIIIMIA yCTIeX, BIIEPBhIE 3a BCIO UCTOPUIO
omephl TyOJIMKa arioarpoBaia 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
Polenov’s wife’s letters contains this pas-
sage: “Today [Vasily], very excited, juried a
competition 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 8 ooexncoe
6edyuna. 1887
Bywmara, Tyms, nepo
148 x 14,8
Mys3eii-3armoBeTHUK
B.J1.TToneHoBa

Vasily POLENOV
Levitan in Bedouin
Clothes. 1887

Ink and quill on paper
14.8 x 14.8 cm

Vasily Polenov
Museum-Reserve

C.A.BUHOI'PAJJOB
Jlesuman 6 ooexcoe
beoyuna. 1887
Kapton, Tyuis, nepo
20,1 x 12,5
Mys3eii-3anoBeHUK
B.[.TToseHoBa

Sergei VINOGRADOV
Levitan in Bedouin
Clothes. 1887

Ink and quill on cardboard
20,1 x 12.5 cm

Vasily Polenov
Museum-Reserve

N.NJIEBUTAH
Caoux 6 SHame.
Kunapucuwt. 1886
Bywmara Ha xoncre,
macio. 204 x 32,3
Myseii-3anoBesHUK
B.J1.TToneHoBa

Isaac LEVITAN
Small Garden in Yalta.
Cypresses. 1886

Oil on paper

mounted on canvas
204 x 32.3 cm

Vasily Polenov Museum-
Reserve
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was the first to exhibit at a “Peredvizh-
niki” show — he displayed, in 1884, views
of Zvenigorod. He was granted member-
ship in the society only in 1891, for a series
of compositions created from sketches
made on the Volga River; Ostroukhov was
granted 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

nexoparusim''. He cran Jlesutan u 1o-
CTOSTHHBIM YYaCTHUKOM MaMOHTOBCKOTO
KpyXKa, XOTSI, KOHEYHO, CUMIIaTU31PO-
BaJl TOCTETIPUMMHBIM XO3sieBaM abpam-
LIEBCKOTO TIOMa 1 0OPETeHHBIM 371eCh HO-
BbIM Jipy3bsiM — B.A.CepoBy u 1.C.Oc-
TPOyXOBy. BeposiTHee Bcero, MpUUMHON
TOMY TOCITYXWJIO ciiaboe 3mopoBbe Jle-
BUTaHA, YacTbIe MPUCTYIBI MEJTaHXOTNN
U IeTIpeccuyl, KOTOPble HacTpanBaJid Ha
OIIMHOKOE BpeMmsIpenpoBoxaeHue. [lo
cioBaM C.A.BuHorpanosa, «mocienHee
NeCSITUIETHE cepledHass 00Jie3Hb OUYeHb
TIO/IABJISTIONIE BITUSIIA HA HETO», 10 9TOM
MPUYKMHE OH paboTall «XOTsI €XEIHEBHO,
HO He OOJIBIIIE IBYX YacoB»'2

besycioBHO, TBopUeckast aTMoche-
pa c 0COOBIM «KyJTETOM PBILIAPCTBa U Kpa-
COTBI», KOTOPYIO CO3/IaBAI BOKPYT ceOst
[ToneHoB 1 MamoOHTOB, 0JIaTOTBOPHO
BJIMSUIA HAa MOJIOABIX XYTOXHUKOB. Tak,
OctpoyxoB 1 HectepoB, BO MHOTOM TTO X
TpUMepy, cOOPaT TIEHHBIE XKUBOTIMCHBIE
KOJUTEKIIMH, CTAaBIIIE OCHOBOU OYIyIINX
My3eeB". BUHOTpamoB B 3TOM OKPYKeHUN
CyMeJT HacTOJIbKO Pa3BUTh CBOU XyIOXKe-
CTBEHHBI BKYC, UTO CTaJT HE3aMEHUMBIM
TTOMOITHUKOM U KOHCY/IbTaHTOM M.A.Mo-
po3oBa B TPUOOPETEHUM TPOU3BEICHUI
COBPEMEHHBIX 3aITaIHOEBPOTIECKIX K-
BorucleB. Jla u B ToMm, uto yueHuku Jle-
BUTaHA BUJEIU B MacTepe WHTEPECHYIO
U TPOKO 00pa30BaHHYIO JIMIHOCTH, 00-
JIAIABIIYI0 apUCTOKPATMYECKUMU MaHe-
pamm, ecTb oTyactu 3aciyra [lojeHoBa
U €T0 OKpYyXeHUsI. MI3BeCTHBII meii3akucT
Jlake BHEITHe, KaK OTMeYalii ero COBpe-
MEHHUKU, <KW TaK KPACUBO, KaK HUKTO
U3 XYTOXKHUKOB €TO TTOKOJICHUS» .

He mpouum mapom ypoKu TpyIoJTio-
Oust U IpyKObl, 0CO00 KYyJIETUBUPYEMbIE
B nomax [loneHoBa u MamonToBa. B oxn-
HoM u3 nucem E.JI.[ToneHoBa 3ameTuia:
«To, 4TO g W ;Apyrve pucyeM W THUIIEM,
Korga cobupaemcst y Hac u 'y MaMoHTO-
BBIX, HEJIb3s1 Ha3BaTh padoToii. COOCTBEH-
HO TIpeJIECTh W TIOJb3a ITUX COOpaHUt
HEe B TOM, YTO Ha HUX TPOU3BOIUTCS,

' Sakharova. A Chronicle. P. 351.

16Nalal_v(1 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”.

17Yelena Polenova’s letter to P.D.Antipova of November 18, 1884. //
In: Sakharova. A Chronicle. P. 347.

" Deitzaxu mican W.M.Jlesuran, Tepema — xyoxunk A.C Snos,
st “TlopgBoauoro wapersa” acku3 caenan B.M.Bacuenos, a ncnon-
HIJT JIGKOPALMIO TOT e camblit Jlepuran. Onit GPOCKHIN NPUHSITHIN
JIOTOMNE CMOCOO BBIPE3HBIX JIGPEBLEB C MOAPOGHO BBIMHCAHHBIMI
JMCTBSIMH, A IPOCTO MHCAIN TATAHT/INBbIE KapTuHbl. Jly6 B niep-
BOJI IEKOPALNN, C PE3KMMH CONTHEUHBIMU TEHSAMH Ha CTBOJIE OT
BETOK, IEPEHOCIIT ICICTBUTENLHO B IPUpojty» ([Toaenosa H.B.
AGpamueso: Bocriomusanust. M., 2006. C. 44).

12an>KH${ﬁ Mockga. C. 31.

13B 1909 rony Hectepos npusec B jap Ydbe, riie OH pofuiics,
coGpaHue KapThH, 3TIOJI0B 1 PUCYHKOB CBOMX COBPEMEHHHMKOB,
B Kormuectse cBbiite 100 npoussepenuit (em.: Jyporaun C.H.
Hecrepos B skisnn n TBopuectse. M., 2004 C. 181). YunkanbHast
Komnekius OCTpOyXoBa, HAXOMBILASICS B €M0 MOCKOBCKOM JIOME
B TpyGHuKOBCKOM nepeyJike, B 1924 roy Gblia nepesejieHa
B CTaTyC My3est, HOCSLIEr0 M3l CO3IaTeNs.

MHpe)KHsm Mocksa. C. 31.

151.[111'. no: Caxaposa. Xpounka. C.351 (E.JI.IToneHoBa —
I1.0.Antunosoit. 17 deppans 1885).

16’l'am ke. C. 404 (H.B.Ilonexosa — E.I'Mamonrosoit. 11 jeka6pst
1888). ITpemun Ha koHKypce MOCKOBCKOro 00LiecTBa IH00uTe el
XyfoxecTB nosyunnmn: nepeyio — B.A.Cepos 3a noprper «/le-
BouKa ¢ nepcukamm» (1887, I'TT), Bropyto — K.A KoposuH 3a
KapTuHy «3a YaitibiM cTonom» (1888, Myseii-3anoBeiHnk
B .J1.Ilonexosa) u V.1 Jleuran 3a neiizax «Beuepeer» (MecTo-
HAXOX/IeHne HeusBecTHo) , TpeThbio — K.A Koposun 3a nefizax
«3ororasi ocerb» (1888, MecTOHAXOXK/IEHUE HEU3BECTHO).

17T£lM ske. C. 347 (E.J.Ionenosa — I1.JI.AHTHMIOBOIL. 18 HOSIGpst
1884).

a UMEHHO TO, YTO COOMPAIOTCSI BMECTe
JIIOJIY OJHOM crielialibHocT. OOMEH BIie-
YaTIeHU 1 MbICIEl BaxkHee caMoii pabo-
Tel»". [loNIEeHOB, KPUTMUYECKN OTHOCSICh
K cebe, ObUT BCerna BHUMATEJIEH U Tpe-
JIJIbHO JIEJIMKATEH B OLIEHKE MPOU3BEIC-
HUI CBOMX YYEHUKOB. M3BECTHO, 4TO OH
YACTO UBBSIBJISLI KEJIAHUE «YUUThCS CaMO-
my» y KopoBuna u CepoBa. Ocoboe BHU-
MaHHue U 3a00Ty MeJaror mposiB/isl B Ha-
YaJIbHBIN MEPUOJT CAMOCTOSITEJIbHON Nesl-
TEJIbHOCTU BOCIUTAHHUKOB, WCHBITHIBAS
OrPOMHOE YIOBJIETBOPEHUE, KOTJa Te T0-
Jly4aJli PU3HAHKE U YCIIEX HA BHICTABKAX.
B onHom u3 nucem cynpyru [loseHosa
MOXHO npouutaTh: «CeroaHs [Bacunuii]
B CWJIBHO BO30YXXIE€HHOM COCTOSIHUU TIPU-
HUMaJl yJyacTue B jury [Xiopu]| 1o cirydyaro
KOHKypca Ha JIMUTpOBKe. AHTOH MOJTy4rI
npemuto 3a BepyuikuH noptpet, KopoBuH —
3a “YaliHblil cTON” U 3a meiizax. YxxacHo
CYACTJIUB U PayeTcs UX PaloCThIO...» '

M.B.HECTEPOB
Jlesumatn 6 ooencoe
beoyuna. 1887
KapTos, Tyuis, nepo
19 x 11,7
My3eii-3amoBeIHUK
B.J1.TToneHoBa

Mikhail NESTEROV
Levitan in Bedouin
Clothes. 1887

Ink and quill on
cardboard

19x 11.7 cm

Vasily Polenov Museum

N.MN.JIEBUTAH

[ eopuk ¢ Hame. 1886
Bywmara Ha xoncre,
macio. 19,3 x 32
Mys3eii-3aroBeIHUK
B.J1.TToneHoBa

Isaac LEVITAN
Small Yard in Yalta.
1886

Oil on paper
mounted on canvas
19.3 x 32 cm

Vasily Polenov Museum-
Reserve

Takoe xe uyBcTBO I[lOJIEHOB HCIIBI-
TBIBJI, KOTJIAa €T0 MOJIOJIbIE APY3bsl CTAHO-
BWIKCh 9KCIIOHEHTaMU, a 3aTeM U pasje-
JIsi WwieHcTBO B ToBapuiliecTBe Tepe-
JIBUXKHBIX XYIOXECTBEHHBIX BBICTABOK.
[TpuueM meHHO JleBUTaHY, BbICTABUBIIE-
My B 1884 romy 3BeHUTOPOJCKUE Mei3axku,
MEepBOMY TOCYACTIIMBWIOCH CTaTh Y4acT-
HUKOM TIEPEIBUKHOI BBICTABKU. B uie-
Hbl ToBapuiliecTBa OH ObLT U30paH JIUIIb
B 1891-M 3a ceputo KapTHH, CO30aHHBIX IO
BOJDKCKMM 3TIOJaM, OOHOBpeMeHHO ¢ Oc-
TPOYXOBBIM, HATUCABILUM CBOE 3HAMEHU-
Toe 1osioTHo «Cusepko» (1891, I'TT).

B rosieHOBCKOI ceMbe sIpKuii U camo-
OBITHBII TaJIaHT JIeBUTaHA TPUBOJIMIT BCEX
B BocxullleHue. OcoOEHHO MHOTO BOCTOP-
TOB B ero azpec 3By4uT B iucbmax E.J1.TTo-
JIeHOBOM: «CerofiHs Ha HalleM BOCKpec-
HOM cOOpaHuUU ObLIO JBa HOBBIX WICHA:
Bacunbunbl yaenuku Jiesutan u KopoBuH.
JleBuTaH TOT caMblii, KOTOPOT'O 3TIOIbI TAK
noHpasuirch Bacunbio u Harame. Kopo-
BUH NMCaJl MACJIIHBIMU KpackaMmHu (MoKyaa
OH OIMH), a JIeBUTaH crenan akBapeab —
pPa3oBYIO TOJIOBY, — IPEJECTh YTO Takoe!
W Takue mojoaple, CBexue, Bepyrolue
B Oynyiiee. HoBoit u xopotiieit cTpyiikoi
MaxHyJI0 OT 3TOro yMeMeHTa»". [lo Bcei
BeposiTHocTU, Enena JImutpreBHa nmeet
B BUJLY JIEBUTAHOBCKYIO aKkBapeJsib «EBpeii-
Ka B BOCTOUHOM TOKPBIBAJIE», 3TY MOJEb
OHa nucajia BMecte ¢ JleBuraHoMm (obe —
1884, Myseii-zanosegnuk B./.IToneHo-
Ba). MHorna JleButaH mpucyTcTBOBal Ha
YCTPauBAEMBbIX €10 KEpaAMUYECKUX YETBEP-
rax. CBUIETEIbCTBOM TOMY CJTY>KUT U3SIII-
HbIit n3pazer] «OceHb» (1880-e, My3eii-3a-
noBengHuk B.J1.ITonenosa). Mactep cymen
nepenaTb TPYCTHYIO MO33UI0 OCEHHEro
Jjleca U B 3TOI, HOBOW IS ce0sl TeXHUKE
pOCIUCH O M.

Bo3M0OXHO, IMEHHO C 3TIONOB, MO-
napeHHbIX JleButanom Enene JIMutpues-
He, pOXOaeTcsl 3amMevaTesibHast TpaauLus
oOMeHa MPOoU3BeACHUSIMU, Onarogaps Ko-
TOPOii MHOTME XYIOXHUKU CMOIJIU CO-
OpaTh >XUBOMNHUCHBIE KoJleKUuu. Tak,
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N.M.JIEBUTAH
Ocennuii aec. 1886
DTI07]

XoncT, Macio

17 x 29
Myseii-3amoBeIHUK
B./1.TToneHoBa

Isaac LEVITAN
Autumn Forest. 1886
Study

Oil on canvas

17 x 29 cm

Vasily Polenov Museum-
Reserve

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

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

20 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.

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

2aGraban Igor. My Life.
Monograph about Self.
Sketched Reflections about
Artists. Moscow, 2001.
P.177.
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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”',
Perhaps one of the sketches mentioned was
Levitan’s early piece “Entry Road to a
Village” (1884), displayed at the commem-
orative 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 mag-
nificent compositions with views of the
Crimea, expressing his gratitude for
Polenov’s tireless moral and material sup-
port. 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 Aivazov-
sky, nor Lagorio, nor Shishkin, nor Mya-
soedov 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 let-
ters full of words of consolation and encour-

agement, and often invited him to his coun-
try 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 touching
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 Pole-
nov 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 Vinogra-
dov’s, Dmitry Shcherbinovsky’s and Ser-
gei Ivanov’s drawings made in 1889, Levi-
tan 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 apipe. 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
Levitan 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 niuceM [loneHoBa cooOuiaer:
«CeromHs moryaniia nsa 3Tiona ot JleBu-
TaHa 1 onuH TpeThbsikoBax'®. Bunumo, oz
OIHUM W3 JIEBUTAHOBCKHUX 3TIONOB MOMA-
paszymeBaeTcs ero paHHss padora «Bbesn
B aepeBH1o» (1884), mpencraBieHHas
BMECTE C APYTMMU MPOU3BEACHUSIMU U3
Myszes-3anoBennuka B.J.TloneHoBa Ha
BBICTaBKY, MpuypoueHHylo K 150-metuio
CO JTHS POXKJIEHUS BbIIAIOLIErocs nensa-
xucrta. B aToM My3ee cocpeioToueHO OT-
HOCUTEJIBHO OOJIbIIOE KOJIUYECTBO IMPO-
MU3BEICHUII MacTepa: Tpu TpaduyecKux
JINCTA, BBIMOJIHEHHBIX Ha TMOJEHOBCKUX
PUCOBAIbHBIX BeYepax, U NEBATb XUBO-
MUCHBIX padoT.

3amMeyaresibHble KPbIMCKUE TMeii3a-
XU O0bUTM mogapeHsl JleButanom Ilote-
HOBY B 3HaK MPU3HATEJbHOCTU 3a MPO-
SIBJICHHYIO K HEMY IOCTOSIHHYIO Cepey-
HYI0O UM MaTepuasibHylo 3a0oty. B moue-
HOBCKOIi CEMbE CUUTAIOCH, YTO MOE3/IKa
MOJIOZ0TO XyI0XXHUKA B KpbIM ObL1a ocy-
LLIECTBJIEHA OTYACTU Ha cpeicTBa Bacunus
JAmutpueBuya. [loseHOB Oo4eHb JTIOOWI
3TU 3TIOABI, TOJIarasi, 4YTo «HU ABa30B-
ckuit, uu Jlaropuo, Hu IluikuH, HU Msi-
COENIOB He NI TaKUX MPaBIMBBIX U Xa-
pakTepHbIx n300paxkeHuii Kpeima, kak Jle-
BuTaH»'". OCOOEHHO HOBEPUTEIHHBIMU
OTHOLLUEHUS MEXITy HUMU CTIU B TIOCTIE-
HUI, OYEHb TSXKEJbIU nepruo Xu3Hu Jle-
BUTaHa. Beguecku yremas U noaiepxu-
Bas B MMCbMAaX CTPAIABILIETO OT CMEPTESb-
Ho#t Oone3Hu ToBapuiia, [loseHoB He-
penKo MpUIJIalliai ero MNOroCTUTh B CBOIO
ycanb0y bopok, pacronoxeHHyo Ha Xu-
BornucHbIX 6eperax Oku. B 1900 rony, He-
3an0iro 10 cMeptu, Ucaak Minbuyu napur
CBOEMY YYUTENIO U JOpYry HeOOJbLIOH
aTtof, «CpyOseHHbIlt Jiec. [lojeHULIbI»
(1897, Myseii-zanosenHuk B.J1.IToneHo-
Ba) C TPOTaTeJIbHOW MOAMUCHIO «OT Tpe-
JTaHHoro JleBUuTaHa».

[To cnoBam Hecreposa, JleButaH,
«KPaCUBBIN CBOEW CEpbE3HON BOCTOYHON
KpacoToil», HEOMHOKPATHO CIYXUJ MO-
JIEJbI0 Ha TOJEHOBCKUX PUCOBAIBHBIX
Beuepax. O TOM, UTO «pUCOBAIIA U TTHCA-
JIA €T0 KPAaCUBYIO TOJIOBY», BCTIOMUHAIMN
MOYTU BCE YYACTHUKU 3TUX COOpAHUIA.
CoxpaHWINUCh Takxke TpadUyecKue Juc-
Tbl, Ha KOTOpbIX JIeBUTaH M300pakeH
B ofiexxie OegayuHa, npuBe3eHHoi [Toe-
HoBbIM U3 [lanectunsl. Ha paboTax, Bbl-
nonHeHHbIX B.JI.IToneHoBeiM, B.A.Ce-
poBbiM, M.B.HecreposbiM, C.B.MBaHO-
BbIM B 1887-M, OH M300paXxeH B MOKPbI-
Bane. B pucynkax C.A.BuHorpanosa,
J.A.lllepounosckoro u C.B.UBaHOBa,
naTupoBaHHbIX 1889 ronom, JleButaH 3a-
rneyarjieH B yaiMe. BepositHo, K 1887-my
ClIelyeT OTHECTU TMOJICHOBCKUI 3TIOA,
B KOTOpOM JIeBUTaH HamMcaH B IOBOPOTE

N.N.JEBUTAH Isaac LEVITAN
Kanan 6 Beneyuu Canal in Venice. 1890
1890 Study

Do Oil on paper mounted
Bymara Ha KapToHe, on cardboard

macro. 32 x 20 32 x 20 cm

Mys3eit-3anmoBe1HUK Vasily Polenov Museum-

B.[1.I[ToneHoBa Reserve

N.N.JEBUTAH
Hamypujux

8 BCHEUUAHCKOM
xocmiome. 1887
Bymara, rpacutHsIit
Kapanpamr. 21,7 x 19,1
Myz3eii-3anoBeTHUK
B.[.ITonenosa

Isaac LEVITAN

A Model in a Venetian
Costume. 1887

Lead pencil on paper
21.7x19.1 cm

Vasily Polenov Museum-
Reserve

HACNEQVIE

TOJIOBBI XpUCTa JJII KapTUHBI «MeuTbl»
(1894, CaparoBckuil rocynapcTBEHHbIM
XyIOXeCTBeHHbI My3eil um. A.H.Pangu-
wmesa). B 1891 roay [loneHoB 3akoHuYMI
3aMevaTesbHbIN mopTpeT JleBuTaHa (Jact-
Hoe coOpaHue), 0 KOTOpOM B TMHCbME
K pOIHBIM ynioMrHaeT Hectepos®.
OnHaKo JYYIIUA XXUBOIUCHBIN 00-
pa3 mneizaxucra obu1 co3naH B.A.Cepo-
BbIM (1893, I'TT). OH co3ByYeH cioBec-
HOMY TIOPTPETY, OCTaBJICHHOMY JAPYTUM
COBpeMEHHUKOM XynoxxHuka — ®.U.111a-
narmHbBIM: «Hamo 6bu10 TocMOTpeTh ero
rnaza. Takux Opyrux riyOOKWX, TEMHBIX,
3aIyMUYMBO-TPYCTHBIX TJIa3 $, KaxeTcs,
HUKOT/A He Bumen. Beskuit pas, Korna s
Ha acTpame Mmoo Ha cioBa [lymkuHa
pomaHc PyouniTeitHa: “Chbixanu Jib Bbl
3a pouleit rimac HouHoit / [leBa ro0BH,
neBua cBoeil nevyanu?” s MOYTU BCerga
nymarto o JleButaHe. DTO OH XOIUT B JIeCy
U CJTyIIaeT CBUPEJIN 3BYK YHBUIBIN 1 TIPO-
CTOi1. DTO OH — IIeBell JII0OBH, TIeBel] I1e-
Yyajy. DTO OH YBUIE KaKylo-HUOYIb Liep-
KOBKY, YBUJIE KaKylO-HUOYIb TPOTIMHKY
B JieCcy, OMWHOKOE NIEPEeBIIO0, U3TUO peKH,
MOHACTBIPCKYIO CTEHY, — HO HE TIPOTOKOJTb-
HO B3TJISTHYJI Ha BCE 9TO TPYCTHBIE TIa3a
muioro JleBurana. Het, oH B3moxHys 1 Ha
TPOITMHKE, U y KOJIOKOJILHU, U Y JepeBlia
OIMHOKOTO, 1 B 00J1aKax B3IOXHYI»2'.
Hectepos, ucnbiThiBaBIIMii K JIeBu-
TaHy 0OCOOYIO JIIOOOBb U JYXOBHOE POJI-
CTBO, CUMTAJI, YTO TAJTAHTITUBBII KNUBOTIU -
Cell «IT0Ka3aJl HaM TO CKPOMHOE U COKPO-
BEHHOE, YTO TAWUTCS B KaXXJIOM PYCCKOM
Teii3axe, — ero AyIiy, ero 09apoBaHueE. .. »*
He meHee MHTepecHYIO XapaKTepUCTUKY
TBopuecTBa Mactepa fan P.A.MangaBuH.
B nepeckaze U.9.Ipabapsi oHa 3By4UT TaK:
«MansgBuH MeHs1 yoexaan OpoCUThb TH-
catb nenszaxu: “Kak xe Tbl He TOHUMA-
elrb, 4To rocye JleBUTaHa HElb3sl yxke
mcath neiizaxa. JleBuraH Bce miepernucant
U TaK HaIWcall, Kak HU Tebe, HU JIPYTOMYy
HM 3a 9TO He Hamucath. [lelizaxy, 6aTeHb-
Ka, KPBIIIKA. Thl TIPOCTO TIIYTIOCTH JeJia-
emrb. [TocMoTpu, uTO 3a Teii3axu ceiiyac
Ha BbIcTaBKax? TOJNIbKO TUTOXWE TTOMIETKA
non JleButana”». «Kaxk st eMy HU 10Ka3bI-
BaJi, — nponoskaet [padapb, — 4yTo HU Meii-
32K, HM TIOPTPET M BOOOIIE HUYTO B KU~
BOITMCHU HE MOXET OCTAHOBUTKCS, a OyIeT
pacTu U 3BOJIIOLIMOHUPOBATh, TO TOHUXKA-
SICh, TO BHOBb ITOBBIIIASICh, OH CTOSUT Ha
cBoeM. Tak MBI Ha TOM U PacCTaInCh»>,

le,uT. no: Caxapoea. Xpouuka. C. 358 (E.J].ITonenoa —
I1.J1.Artunosoit. 29 nexadps 1884).

19TaM xke. C. 387 (B.JI.ITonenos — H.B.IloneHoBoi1.
8 cenrsops 1887).
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