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Jupus TopcreHceH

BbICTABKU

Macrep nmacrenu

[TacTenbHble MEJKM OYEHb PAHO MOSIBIISIFOTCS B XY/I0°KECTBEHHOM
npakTvke JleButana. VX BO3mylIHbIE MPUKOCHOBEHUSI MOXKHO
OTMETUTH y3Ke B moptperax neBouek Hamm Sxonesoit (1880,
I'PM) u Jlens1 Henapokosoii (1880, I'TT’). OpHako o nogyiuHHOM
pacupeTe TBopuecTBa JleBuTaHa-macTesmMcTa ciefyeT roBOpUTh
TONBKO NpuMeHUTENBbHO K 1890-M ropam. Camasi paHHsS U3 U3-
BECTHbIX Ha CETOJHSILIHUIA JIEHb JATUPOBAHHBIX CAMUM X Y/I03KHU-
koM nacteneit — «llltopm» (1890, yacTHoe cobpanue, MockBa).
C aTOro BpeMeH! BO3HUKAET Yepefia YIMBUTENbHbIX MPOU3Be/e-
HUI1, KOTOPbIE MO3BOJISIIOT Ha3BaTh UX CO3JaTess OIucTaTeNb-
HbIM MacTepoM nactesnu KoHa XIX Beka.

pamuimoHHo matupyetcs 1890 romom
OJIHA U3 CAMBIX TUIEHUTEJIbHBIX [1acTe-
sieii Jlesutana «bnnz bopaurepst Ha cee-
pe WUtanuu». Eii npeaiiiecTBoBal OIU3KUI
10 KOMIMO3ULIUU HEOOJIBIION MAaCsSTHBII

Y pyuvsa. Oxono 1899
KapTon, nactenb

62 x 48

I'Tr

Near a Brook

Circa 1899 aTioa, U3 cobpanust M.C.OctpoyxoBsa, Uc-
Pastel on cardboard .
62 n 43 om TIOJTHEHHBII1 C HATYpBI BO BpeMsI MyTelle-

cTBUS XynoxHuKa 1o ®panimmn u Uranmn
B 1890-M'. MacTep Hales CBOM CIOXeT Ha
OKpauHe CTapMHHOTO IOpOJIKa, TIe KUK
KPECThsiHE U PbIOAKM, M HAIMCall ITIOMN,
st Ha MTannio CKBO3b IPU3MY XYIO-

Tretyakov Gallery

! «Bbmm3 Bopaureps Ha cesepe Mtammn» (ITT).

~

Deoopos-lasvioos A.A. Vicaak Unbiy Jlesuran. [T. 1]. Kusub 1 TBopuectso. M., 1966. C. 131
(nanee — XKusnb 1 TBOpuecTB0) . Pejtopos-/lasbyios nuuer: «Ecim B unrepece Jleurana K MOTHBY
JIOMUKOB MTJIbSHCKOIO CEJIeHUsl U B TOI MCKPEHHEI JIMPUUHOCTH, C KOTOPOIl OHI TPAKTOBAHbI
XYJ0KHUKOM, MOXKHO YCMATPUBATh ClIejibl KAKMX-TO OTEUECTBEHHbIX aCCOLMALINIL, TO B CBOIO OUEPe/lb
paboTa Hajj ITHM MOTHMBOM CKa3ajiach TOIJIa, Korja Jlesnran netom aroro rofa [1890], chosa
oTnpaBmBLINCH Ha Bonry, B moGumom [Tnéce onnchiBas HauaThiit ele padbiie “Berxuit qBopuk”...
BbITh MOXKET, IMEHHO Te MepeKUBaHIs, KOTOPbIe BbI3bIBAIM B HeM oMukn “Bims Bopaureps”,
NoOYIUIIM ero NPeBPaTUTh MPOCTOil ITIO B KapTuny...» (Tam xe. C. 131-132).

3 Tlactens Morna GbITs HcnonHena B Mae 1890 TOJ1a, KOIJIA, BEPHYBLUIUCDH U3 NEPBOTO 3arPAHUIHONO
MYTELIECTBUS, XY/IOKHUK Cpasy oTnpasuncs Ha Boary u xun B [néce. Bechoit 1891-ro Jlesnran
Mor Harncath «LIBeTyimit cajp» B roctsx y AJ1.Yexosa B Anekcnte (Kamysxkckoii ry6eprmn)

i B fiepeste 3atuiube (Teepckoit ry6epunn), B uvetnn H.IT.MManacumna Kyposo-TTokpoBckoe.
Bo3smoxHo, pabora Gblta ucnonsena 6o B 1892 ropy — B nepeste Topopok Ha peke Ilekiue

(1o Mockoscko-Hikeropoyickoii skenesHoit jopore) , 6o B 1893-m — noj Boiunnm Bonoukowm,
6113 03epa Yjiomiist.

‘B 1995 ropy H.K.MapkoBoii Gblsa IpeANpUHSATA TOMBITKA MPOYECTH MI0X0 COXPAHUBIIYIOCS
ABTOPCKYIO HAfIMKCh HA TIACTENIM 1 ONpefesuTh H306pakenHoe Mecto (cM.: Mapkosa H K. HoBble
nocrymienns rpadpuyeckux pador M./ Jlepurana B coopanue Tperbsikosckoit ranepen // CoobLueHus
Tocynapcrsennoit Tperbsikosekoit ranepen. Mickycerso Bropoit mosositbl XIX—XX Beka. Bonpocst
pecraspayu 1 Myseesejienus. M., 1995. C. 57-58). Ee runoresa, 4To Ha macTenu 3aneyaTieH napk
Bunisl Kaprnorra B ropoake KagenaG6usi, Haxopur nojrepskjieHne B Kaptite «Bumna Kapnorra»,
ncnonkerHoi B 1898 rojty amepnkancknm xyaoxkuukom [Ixkonom dyrinacom Byasopiom (John
Douglas Woodward, 1846-1924).

JKECTBEHHBIX BIIEYATJICHUI, CBSI3aHHBIX
¢ HeJaBHUMU TToe3aKaMu Ha Bory. «Bto
OBLT TOT K€ MOTUB ITPUPOIBI B CBSI3U C Ye-
JIOBEUECKOI XMU3HBIO, Ta Xe TeiizaxHas
JIMPUKA TUXOTO OBITHSI, TOJIBKO Ha JIPYTOM,
“3arpaHMYHOM” MaTepuaje»’.

[No3nnee, korma JleButan mmcai mo-
JIIOOUBIIUIICS €MY BUI UTATBTHCKOTO Ce-
JIEHUS B TEXHUKE TIACTEIN, «3arPaHUIHBIN
MaTtepuai» Hadasl oOpeTaTh CUJTy W YUC-
TOTY IIBEeTa, XapaKTePHYIO IS TIPUPOJIBI
10KHOI1 cTpaHbl. be3ycioBHO, 0 cpaBHe-
HUIO C MACIITHBIM 3TIOJOM TIaCTEJIBHBIM
BapMaHT BBIUTPHIBACT 1O 3ByYHOCTU KO-
JIOPUCTUIECCKOM TAMMBI, TT0 SKUBOITUCHOM
KPacOYHOCTH M 3MOLMOHAIBHON BhIpa-
3UTEJTbHOCTH.

EcTp Bce ocHOBaHUS TONIaTaTh, YTO
macrenb «L[Berymmii cam» (1890—1893,
I'TT) Obuta ucnonHeHa Beyen 3a «bop-
nurepoit». Ix coamkaeT KaMepHbIi -
pU3M M300pakeHHBIX MOTHBOB, CKPOM-
HBIX B CBOEU MPOCTOTE M OOBIICHHOCTH,
JIOTIOJTHEHHBIX KaHPOBBIMU TTOAPOOHO-
CTSMU U CIOKCTHBIM TTOBECTBOBAHMEM.

BoamoxHo, «LIBeTymuii cag» — 310
OJIMH U3 PEIKUX IPUMEPOB paboThl JIeBU-
TaHa B TeXHUKe MmacTenu Ha tuieHape’. 1o
CHUX TIOp CPeIV U3BECTHBIX MacTesieil Mac-
Tepa TosbKo «BecHa. bemas cupens (Tep-
paca B cupeHu)» (1894—1895, uacrHoe
cobpaHure, MockBa) MOXET ObITb TaKxe
Ha3BaHa HaTYpHBIM 3TIonoM. Ha 370 yka-

3BIBAET «CKOPOIHCh» MHOTOUYUCIIEHHBIX
SHEPTUIHBIX U PA3HOOOPA3HBIX IITPUXOB,
OpPraHWYHO BITMCAHHBIX B XXUBOIMCHO Ha-
MEUYEHHYIO KOMITO3UIIHIO Tieii3axa. K Ha-
TYPHBIM, TIO-BUIMMOMY, MOHO OTHECTH
U JIBe HaXOJSIIIMeCs B YaCTHBIX COOpaHU-
SIX TIacTeJ U, Ha KOTOPOI U300paXkeHbl Oe-
per o3epa, JIOKA, BUCSIIINE JJIsT TIPOCYIII-
KU CeTH — TO Xe, YTo W Ha kaptuHe «Ha
o3epe» (CapaTOBCKMiI TOCYIapCTBEHHBIN
Xy[IOXECTBEHHbII My3eil um. A.H.Panu-
meBa), McrosHeHHou jietoM 1893 roma
B TBepckoii rydbepHUU.

MHOro1BeTHO aparoleHHON poc-
CBHITIBIO «KapTUHBI-TIacTeNIn» JleBUTaHa
BIIEPBEIE TIPEACTAIN TIepe]T 3PUTEISIMU Ha
BbIcTaBKax B 1893—1894 romax, oryactu
TOTECHUB 3KWBOIVCHBIE TTPOU3BEICHUS
XYIOXHUKA.

OOBIYHO «KapTUHBI-TIACTeN» JIeBu-
TaHa TIPEICTaBJISIOT COOOW HEKUl MTOT
€ro TBOPYECKUX TTOMCKOB, CJIECNICTBUE Ha-
TYpHBIX HAOIONEHWI W BIEYATICHUI,
TepBOHAYATHHO (DUKCUPOBAHHBIX B THOM
MaTepuase U IpYTUMH XyI0KeCTBEHHBIMU
cpenctBamu: «B mecy. Ocenblo» (1894,
Kypckast rocymapcTBeHHas1 KapTUHHas
rasiepesds uM. A.A.JleliHekun), «XMypblii
neHb (Ozepo. Cepslii neHb)», «OceHHUN
neiizax» (oba — 1895, 'PM); «Jlopoxka
(Cepnrit neHb. lopoxka)» (1898, mecTo-
HaXOXJIeHUe HEU3BECTHO), «Y pydbs»
(okosio 1899, I'TT), «Tsara» (1899, mecTo-
HaxoXJeHUe Hen3BeCTHO), «Cephlii NeHb»
(koHerr 1890-x, dwacTHOe coOpaHue,
Kues), «¥ o3epa. JleTHuii Beuep» (KoHeLL
1890-x, I'TT).

[MpuobpereHHas TpeTbIKOBCKOI ra-
nepeeit B 1989 romy mactens «Ha o3epe
Komo. HabepexHasi», cBsI3aHHast CO BTO-
poil T0e3MKOI XyTOXHUKA 3a TPaHUILY
B 1894-M, He MMeeT MPSIMBIX JKUBOTTMCHBIX
aHajioroB. Ha He#t uzo0paxkeHa Habepex-
Has mapka Bujutel Kapiorra B oKpecT-
HocTax roponka KaneHadbbusg Ha osepe
Komo*. OnHako peasbHBIN BUI MECTHO-
CTHU U KaXyIasicst 9TIONHAsT (hparMeHTap-
HOCTb KOMTIO3UIINU HE TOJIKHBI BBOJIUTH
B 3a0myxneHue. [lacrens «Ha ozepe Ko-
mo. HaGepeskHasi» — He HATYpHBIN 3TION,
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Lydia Torstensen

Isaac Levitan:
A Master of Pastel Art

Levitan started using pastel sticks very early on. His youthful pieces such as the images of the lit-
tle girls Nadya Yakovleva (1880, Russian Museum) and Lena Nenarokova (1880, Tretyakov
Gallery) already have delicate pastel inclusions. However, it was not before the 1890s that
Levitan’s pastel explorations truly reached their creative peak. Among the pastels currently known
and dated by the artist himself, “Storm” (1890, private collection, Moscow) is the earliest. From
1890 on Levitan created a number of remarkable pieces which established him as one of the pre-
mier masters of pastel art of the late 19th century.

One of Levitan’s most charming pastels,
“Near Bordighera in the North of
Italy”, has been traditionally dated to 1890.
Before “Bordighera”, during his travel in
France and Italy in 1890, Levitan created
an on-location oil sketch with a cognate
composition that belonged to the collector
Ilya Ostroukhov'. The artist came across
suitable scenery on the outskirts of a small
old town populated by peasants and fisher-
men, and imaged it viewing Italy through
the lens of the creative impressions he had
amassed during his recent pilgrimage
across the Volga region. “That was the same
motif of nature connected to human life,
the same landscape lyricism of undisturbed
existence, only originating from a different,
‘foreign’ material 2.

! “Near Bordighera in the North of Italy” (Tretyakov Gallery).

2 Fedorov-Davydov, Alexei. Isaac Levitan: His Life and Art. Moscow, 1966. V.1. P. 131 (hereinafter —
Life and Art).

Fedorov-Davydov writes: “Whereas in Levitan’s enthusiasm for depicting the modest houses

in Italian villages and the heart-felt lyricism in the way he images them one can discern the traces
of certain Russian influences, the Italian experience, in turn, made itself felt when Levitan, in the
summer [of 1890], returned to the Volga region and, settled in his beloved town of Plyos, was
finishing the ‘Timeworn Little Courtyard’, which he commenced earlier... Perhaps the emotions
stirred in him by the view of the little houses ‘Near Bordighera’ caused him to develop a simple
croquis into a painting...” (Op.cit., pp. 131-132).

3 Levitan could have executed the pastel in May 1890, when, back from his first travel abroad, he
immediately came to the Volga area and stayed there in Plyos. The “Garden in Bloom” may have
been accomplished in the spring of 1891, when he visited Anton Chekhov in Alexin (near Kaluga)
or in the Zatishie village (near Tver), not far from Nikolai Panafidin’s estate Kurovo-Pokrovskoe.
Perhaps the piece was executed either in 1892 in the town of Gorodok on the Peksheya River

(up the Moskovsky-Nizhegorodskaya railroad) or in 1893 near Vyshny Volochek, in the vicinity
of Lake Udomlya.

In 1995 Nina Markova attempted to unscramble the artist’s poorly preserved signature on the pastel
and to identify the area pictured (see: Markova, N.K. Recent acquisition of Isaac Levitan’s graphic
works by the Tretyakov Gallery. / In: Communications of the Tretyakov Gallery. Art of the Second
Half of the 19th Century / 20th Century. Issues in Art Renovation and Museum Studies. Moscow,
1995. Pp. 57-58.

Her hypothesis that the pastel features the park at Villa Carlotta in the town of Cadenabbia is
supported by the imagery of the painting “Villa Carlotta”, executed in 1898 by an American artist
John Douglas Woodward (1846-1924).
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Later, when Levitan was working on a
pastel featuring the image of the Italian
town he was so attracted by, “the foreign
material” began to acquire the forcefulness
and purity of colour characteristic of the
nature of the Southern nation. Undeniably,
in comparison to its oil counterpart, the
pastel piece looks better in terms of the
vibrancy of the palette, the colourfulness of
the image and its emotional impact.

There is every reason to believe that
the pastel “Garden in Bloom” (1890-1893,
Tretyakov Gallery) was accomplished after
“Bordighera”. The similarities between the
two works include the intimate lyricism of
the scenery which is modest in its simplici-
ty and commonness, and infusions of genre
detail and narrative.

Perhaps the “Garden in Bloom” is
one of Levitan’s rare plein air pastel pieces®.
It has been assumed until now that from all
of the artist’s known pastels only “Spring.
White Lilacs (Terrace with Lilacs)” (1894-
1895, in a private collection, Moscow) can
be also called an on-location sketch. Our
guess about the “Garden in Bloom” is
based on the “nimbleness” of the numerous
energetic and varied brushstrokes seamless-
ly blending with the painterly outline of the
landscape’s composition. There also exists
another pastel piece, also from a private
collection, which was probably created in
the open air: the image of a lakeshore, a
boat, fishing nets hung out to dry and small
sheds in the distance — the same scenery
that is represented in the painting “On a
Lake” (Radishchev Art Museum, Saratov),
accomplished in the summer of 1893 near
Tver.

The precious colourful cluster of
Levitan’s pastels was publicly displayed for
the first time at exhibitions in 1893-1894,
eclipsing for a while the artist’s oil paint-
ings.

Most of Levitan’s “pastel paintings”
represent a summation of his creative
explorations, an outgrowth of plein air
observations and impressions the artist
initially captured using different material
and different media: “In a Forest.
Autumn” (1894, Deineka Regional
Picture Gallery, Kursk), “Dark Day
(Lake. Grey Day)”, “Autumnal
Landscape” (both from 1895, Russian
Museum), “A Pathway (Grey Day. A
Pathway)” (1898, present whereabouts
unknown), “Near a Brook” (circa 1899,
Tretyakov Gallery), “Draught” (1899,
present whereabouts unknown), “Grey
Day” (late 1890s, in private collection,
Kiev), and “Near a Lake. Summer
Evening” (late 1890s, Tretyakov Gallery).

The pastel “At Lake Como.
Embankment”, added to the Tretyakov
Gallery’s holdings in 1989, was inspired
by the artist’s second voyage abroad in
1894 and does not have easily identifiable
counterparts among his oil paintings. The
pastel features an embankment in a park
near Villa Carlotta, in the vicinity of the
Cadenabbia community by Lake Como*.
However, the realistic image of the area
and the composition with its seeming
fragmentariness typical for a sketch are
deceptive. The pastel is not an on-location
sketch but a finished, well-rounded and
masterfully executed piece. The spectacle
of the deserted embankment in the old

Baus Bopouzepbl
Ha cesepe Hmaauu
1890

Bymara, nacrenn
49 x 64

I'Tr

Near Bordighera

in the North of Italy
1890

Pastel on paper

49 x 64 cm
Tretyakov Gallery

Leemywuii cao
1890-1893

Bymara Ha kapToHe,

nacrejb
23 x402
I'Tr

Garden in Bloom
1890-1893

Pastel on paper
mounted on canvas
23 x40.2 cm
Tretyakov Gallery
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park in the resort town in rainy weather is
filled with subtle lyricism®.

Levitan’s pastel still-lifes with flowers,
also executed in the first half of the 1890s,
are marked by a similar heightened sensitiv-
ity to the beauty of the surrounding world.
Most of these pieces were created with the
intent of being presented to friends as a
gift — for instance, “Cornflowers (A Bunch
of Cornflowers)” (1894, private collection,
Moscow) was presented in 1894 to Varvara
Turchaninova. The imagery such as a plain
bunch of flowers in an ordinary clay jar is
unassuming. However, Levitan developed
original techniques for capturing the inim-
itable allure of the objects he selected. The
graphic element prevails in the pastel still-
lifes featuring bunches of lilacs (1893-1895,
a private collection, Moscow; Vrubel
Regional Arts Museum, Omsk). In the pas-
tel “Coleus” (1894, Nesterov Art Museum
of Bashkir Republic, Ufa), the pastel-made
hatches, some forceful and clear-cut, others
only holding in check the alteration of the
coloured pastel spots, lend a special expres-
siveness and ornamentality to the image of
the mottle flower leaves spread over a plane.
Levitan’s previously unknown still-lifes
“White Lilacs” (1895) and “Immortelles
(Still-life with Immortelles)” (1894; both at
the Isracl Museum, Jerusalem) belie a quest
for greater painterly effects. Meanwhile, the
composition “Immortelles”, featuring ever-
lastings strewn on a table beside a book, or
maybe a diary or a sketchbook, has a narra-
tive element previously absent from
Levitan’s still-lifes. The symbolism of the
imagery can be related to Russian
Symbolist poetry of the late 19" century®.
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The “Immortelles” foreshadow some of
Levitan’s later paintings marked by
Modernist influences.

Two similarly-named pastels “Autu-
mnal Landscape with a Church” (1893-
1895, Russian Museum; 1893-1895,
Tretyakov Gallery) round off the series of
Levitan’s intimate lyrical pictures. There is
no agreement as to what church is featured
on them. However, to use the words of
Alexander Benois, “Levitan’s paintings are
not mirror images of different locales or an
information log, but Russian nature itself
with its inexplicably refined charm, the
quiet, modest, sweet Russian nature”’.
Taken individually, either version of
“Autumnal Landscape with a Church” can
significantly enrich Levitan’s “autumnal
suite”, gracing it with pure, vibrant pastel
colours and a vivid expressive imagery.

The artist rounded off the enthralling
five-year period of pastel painting with a
series of pictures featuring wide stretches of
open space. The compositions “Flooding”
(1895, Tretyakov Gallery) and “Dark Day”
(1895, Russian Museum) depict expansive
tracts of water, and the composition “River
Valley. Autumn” (1896, Russian Museum)
is a panoramic view of a river flow. Levitan
introduces generalized images of vast
expanses of land and water into neat, lean
compositions without a complex narrative.
The large colour planes superimposed one
over another, with intermediate layers of
rubbed up pastel, convey width and sweep.
Using the entire visual potential of pastel,
Levitan masterfully demonstrated in his
works a novel “painterly” manner. “He
extracted from pastel all that he needed,”

Ha o3epe Komo.
Habepexcnasn. 1894
Bywmara cepas Ha
X0JICTe, MacTesb
745 x 105

I'Tr

At Lake Como.
Embankment. 1894
Pastel on grey paper
mounted on canvas
74.5 x 105 cm
Tretyakov Gallery

remarked Fedorov-Davydov, “and now
pastel for him is only a variety of painting,
oil paint being his medium of choice, pre-
ferred over pastel®.

Indeed, in the second half of the
1890s the artist was using pastel increasing-
ly less frequently, sometimes repeating with
pastel imagery from his oil paintings.
However, if previously Levitan created his
pastels as original and independent pieces
using studies he made with oil paints,
beginning from the mid-1890s on some
occasions he used this medium to tackle
challenges he could not properly address in
oil painting. For instance, as is well known,

% The lyrical tenor of the pastel evokes Dmitry Merezhkovsky’s poem “At Lake Como™:
You, Como, will lull into sound sleep
Those who are familiar with suffering,
And they will understand
Your windless calm.

And on the water, from a distant church,
In poor fishermen’s village,

The doleful moan ‘Ave Maria’

And the sounds of vesper are wafted...

Here hills in fluffy greenery

Cozily eclipse distant horizons,

So that you, Lake Como, sooth the sadness
With your adumbrant waves.

And the promise is so admirable,

The deceptive welcome is so sweet,

That I am again waiting in vain

For something that, I know, does not exist.

& Compare this with Valery Bryusov’s 1894 poem “Dreams About Things Faded Away”, containing these lines:

Dreams about things faded away,

About things gone,

What is the use of you now? Can it be

That a wreath of orange flowers, a wedding wreath

Was interwoven with stemlets of immortelles?

(In: Bryusov, Valery. Works. In two volumes. Moscow, 1987. Vol. 1. P. 35.)

Konstantin Balmont in his early verses often mentioned immortelles as a symbol of immortality.

7 Benois, Alexander. History of Russian Painting in the 19th Century. Moscow, 1999. P. 346.

It seems appropriate to quote here one of Levitan’s pronouncements, as recited by one of his students:

“Give beauty, find God, convey artistic, not documentary, truth. No more imitation, replicas of nature
are not needed.” (Quoted from: Isaac Levitan. Letters, Documents, Memoirs. Fedorov-Davydov,
Alexei, ed. Moscow, 1956. P. 229.

8 Life and Art. P. 234.

a 3aKOHYEHHasl, XOPOIIIOo MPOyMaHHast U
MacTepCKU WCIIOTHeHHasT KapTuHa. Bu
MaJIOJIIOAHOM HabepeXXHOI B CTapoM map-
K& KypOPTHOTO TOPOJAKA B IOXIJIMBYIO
TTOTOly TIPOHUKHYT TOHKUM JIMPUIECKAM
HacTpoeHUeM’.

TaxuMm xxe 060CTPEHHBIM OLLLYILIEHU-
€M KPacoThbl OKPYXKAIOLIETO MUPa OTMEYe-
HBI 1[BETOYHBIE HAaTIOpMOPTHI JleBuTaHa,
WCTIOTHEHHBIE TIACTEThIO B TIEPBOIA ITOJIO-
BuHe 1890-x. OHUM ObUIM HAITMCAHBI, IJIaB-
HBIM 00pa3oM, B TIONAPOK NPY3bsIM, Ha-
npuMmep «Bacunbku (BykeT BacHMIIBKOB)»
(1894, yactHOE coOpaHue, MocKBa), Ipe-
nogHeceHHbie B 1894 rony B.U. Typuanu-
HOBOI1. M300paxeHus NpocThIX OYKETOB
B OOBIYHBIX TJIMHSHBIX TOPIIIKAX HETPU-
Ts3aTebHBI 110 CBoeMy MOTUBY. OmHaKO
JleBrTaH HalIe] CBOM TIPUEMBI TS TTepe-
laYvl HETIOBTOPUMOTO OYapOBaHUS BBIO-
paHHoOIi UM Hatypsl. [padrueckoe Havano
npeobJiamaeT B MacTeIbHBIX HAaTIOPMOP-
Tax ¢ 6yketamu cupeHu (1893—1895, yact-
Hoe cobpanue, Mocksa; OMcKMit 06J1acT-
HOIl My3eil M300pa3uTebHbIX UCKYCCTB
M. M.A.BpyGens). B pabore «Komeyc»
(1894, bamkupcKuii rocyIapCTBEHHBIH Xy-
JIoXecTBeHHbII My3eii uM. M.B.Hectepo-
Ba, Yda) MTPpUXM MacTebHBIX KapaHIa-
e, TO CWIbHBIE U YeKaHHBIE, TO JIUIIIh
CIepXUBAIONINE YepeTOBaHUE IIBETHBIX
MSITeH, BHOCAT B M300paxkeHUe pacruia-
CTaHHBIX Ha IJIOCKOCTU TIECTPHIX JTUCTHEB
1IBETKa 0COOYIO IKCITPECCHIO Y YePThI Kpa-
COUHOU naekopaTBHOCTU. PaHee Heus-
BECTHBIE U HUKOTNA He TTyOTMKOBaBIIe-
cs B COBpeMeHHo Poccru HaTIopMOpTEI
JleButana «benast cupenb» (1895) u «MUm-
moptenu (HaTiopmopt ¢ GeccMepTHUKA-
mu» (1894; oba — M3pamibckuii My3seit,
Hepycanum) oTMeueHbl Mouckamu 06071b-
LIel XUBOMMCHON MIacTUYHOCTU. Bme-
CTe C TeM B KoMTo3umu «VIMMopTenn»,
n3o0paxaroleil 1BeTKu OecCMepTHUKa,
pacchIlTaHHBIE Ha CTOJIE PSIIOM C KHUTOM,
a BOBMOXHO — C THEBHUKOM WJIH alTb00-
MOM, TIPUCYTCTBYET DJIEMEHT CIOKETHOU
TTOBECTBOBATEILHOCTH, paHee He BCTpe-
yaBIIeiicsl B IeBUTAHOBCKUX HATIOPMOP-
tax. OOpa3Has CUMBOJIMKA IPOU3BEJIe-
HUSI MOXET ObITh COOTHECEHA C M033Ueit
pycckux cuMBoIUCTOB KoHIa XIX Beka®.
«MMMopTer» TIpeIBOCXUINAIOT HEKOTO-
pble TO30HKUE XUBOMUCHBIE paboThl Jle-
BUTaHa, OTMEUYEHHBIC BIUSHUEM O3TIOXU
MOJZIepHa.

3aBepIaT UK THTUMHO-Kamep-
HBIX JINPUUYECKUX TTPOM3BEICHUI MacTepa
repBoii TooBrHEI 1890-X 1Be mactenu
Ol OMMHAKOBBIM Ha3BaHUeM «OceHHUI
Teii3ax ¢ epKoBbio» (00e — 1893—1895;
I'PM, I'TT). CyiecTByIOT pa3Hble MHE-
HMSI OTHOCUTEJTHHO TOTO, KaKO XpaM 130-
OpaskeH B 3TUX MpousBeneHusIx. OnHaKo,
kak nucan A.H.beHnya, «kapTuHbl JleBu-
TaHa — He BUJBI MECTHOCTEH, He CITPaBOY-
HBle TOKYMEHTBI, HO caMa pyccKas Tpu-
polia ¢ ee HEeU3bSICHUMO TOHKUM O4Yapo-
BaHUEM, TUXas, CKDOMHASsI, MUJIast PyCcCKast
nipupona»’. Oba Bapuanrta «OCEHHETo meti-
3axa C IepKOBBIO» TI0 CBOEI CaMOCTOsI-
TEJIbHOU 3HAYMMOCTU MOTYT CYIIeCTBEH-

Ocennuii netisan
¢ YepKOBbIO
1893-1895

HO JIOTIOJIHUTh «OCEHHIOK CIOUTY» IPO-
u3BeneHuit JleBuTaHa, oboraiias ee ync-
Bywara wa kaprore, THIMH, 3BOHKUMH LIBETAMH TACTEIN 1 SIp-
nacTen. 50 x 64.3 KOii 00pa3HOM BBIPA3UTEIbHOCTHIO.
rr 3aKJTFOYUTETbHBIM aKKOPIOM TISITH-
JIETHEU yBJIEUEHHOU pabOThl XYJIOXHUKA
ﬁ?f;l”;”gll qu’descap ¢ C TIacTeJIbIO CTajla cepysl TPOM3BEICHUI
1893-1895 C I/I306pa}KeHI/I€M IIPOCTPAHCTBEHHLIX MO-
TuBOB. [LIMpoKKMe BOIHBIE IPOCTOPHI MPE/I-
craBiieHbI B ucTax «Pasmu» (1895, I'TT)
u «XMypblii neHb» (1895, TPM), packu-
HyBIIAsICSl TaHOpaMa PeYHoro nei3axa —
B KoMmmosuiuu «JlonuHa peku. OceHb»
(1896, 'PM). O606111eHHBIE 0Opa3bI IIPO-
CTOPOB, Jayieil JaHbl XyTOXKHUKOM B Jia-
KOHMYHO TPAKTOBAHHBIX KOMITO3UIIUSIX,
JIMIICHHBIX CJIOXHOTO TOBECTBOBAHMUSI.
[IIupoTta U pa3max MPOCTPAHCTBA Tepe-
JTaHbI OOJIBIIIMMHK LIBETOBBIMM ITOBEPXHO-
CTSIMU, TIPOJIOSKEHHBIMU CJIOSIMU PACTYIII -

Pastel on paper
mounted on cardboard
50 x 64.3 cm

Tretyakov Gallery

5 JIupuyecKuil HACTPOIT MACTENH BbI3bIBACT acCOLMALIIO co cTpokamu ctixorBopenus [1.C. Mepex-
KoBckoro «Ha o3epe Komo»:
Komy cmpaoanue snaxomo, | Toeo met caaoko ycomuun,/ Tosy nonamua 6yoem, Komo, /
Teos Geasempennas mub.
H no eo0e, us yepkeu daavHoll, / B ceaenvu 6eOHbIx poibakos,/ Ave Maria — cmon nevaavhbiil, |
Beuephuii 3601 K0.10K0106....
30ectb 20pot 6 3eaenu nywucmoii | Yiomno sacaonuau 0aab,) Imobut 6oanoii ceoeii menucmoi
Tt yoaroxkano nevanw.
H obewanve max npexpacho, | Tak mua o6manyuuebvui npusem,/ Ymo 6om onsmo s 10y Hanpacko, /
Yezo, 7 3HaK0, 6 MUpPE HEM».

Cp. HanmcanHoe B 1894 rojty cruxorsopenne B.J1. BprocoBa «MeuTbl 0 IOMEpKIEM» , B KOTOPOM
€CThb TaKHe CTPOKK: «Meumbl 0 nomepkuem, meumot 0 ovtaom, | K uemy evt menepn? Heyxceau |
C senkom (paépoopaninca, ¢ 6enuarbHbIM 6ernkom, | Cnaeau cmebeabku ummopmenn?»

(Bprocos BJI. Cou. B 2-x . T. 1. M., 1987. C. 35).

B paneit nossun K.J1.BanbMoHTa yacTo BeTpedaeTcest yoMiHaHUE 00 HMMOPTEJISIX KaK CHMBOIE
GeccmepTns.

7 Benya A.H. Vicropust pycckoit skusomucn B XIX Beke. M., 1999. C. 346. K aToMy MOXKHO J00aBHTb
1 BbicKa3biBaHue JleBnTana, KOTOpoe NPUBOJUT OfMIH U3 €ro yyeHnKos: «[laiire Kpacory, Haijure
Gora, epejiaiiTe He JOKYMEHTANbHYIO, HO IIPAB]ly XY/0KECTBEHHYO. [10I0i1 JIOKYMEHTBI, IOPTPEThI
NpUPOfbI He HysKHbD (uuT. mo: M. Jlesnran. ITucbma, JOKYMEHTBI, BOCIOMUHAHMST / OGLL. peft.

A @epoposa-[labiioBa. M., 1956. C. 229).

8 2Kusnb u TBopyectso. C. 234.

BbICTABKM

KU TacTeJIM M HaHCCCHHBIMU OIWH TIO-
Bepx Ipyroro. Mcmob3yst Bce XXUBOITHAC-
HbIE BO3MOXKHOCTH TacTesn, JIeBUTaH BUP-
TYO3HO TIPOJEMOHCTPUPOBAIT B 3TUX TTPO-
WM3BEIICHUSIX HOBYIO «KIBOITHCHYIO0» MaHe-
py. «OH U3BJIEK U3 TIACTEJIX BCE, UTO eMY
ObLTO HYXXHO, — 3ameTin Pemopos-Jla-
BBIIOB, — U TETEPh 3TO TSI HETO TOJBKO
Pa3HOBUAHOCTB XKMBOITMCH, B KOTOPOIA Mac-
JITHasl TEXHUKA YBJIEKaeT ero O0IbIIe»®,

JIeiCTBUTEIBLHO, BO BTOPOW TTOJIOBU -
He 1890-x romos JleBuTaH Bce pexe MpU-
Oeras1 K moMoluM nactenu. MHorma mac-
Tep MO-TIPEXKHEMY ITOBTOPSIT B 3TOM TEeX-
HUKE CBOU XKMBOTIMCHBIC TTPOU3BEICHMUS.
OpmHaKo eclii paHbllle, CO3IaBast «KapTh-
HYy-TacTeJb» IO MPeaBAPUTEIIBHOMY Mac-
JITHOMY 3TIONY, XYHOXHHWK W3HAYaJIBHO
MBICTJI €€ KaK OPUTMHAJIBHOE U CaMo-
CTOSITEJIBHOE IMPOU3BEIICHHE, TO C CEPEIU-
HbI 1890-X B psifie caydaeB OH obpaliaics
K TIACTeJIM MPU PEIICHUM 3a1ad, 3aTpyI-
HSBIIKX €TO0 B XXKuBomucK. Hampumep, n3-
BECTHO, KaK 10Jro padorain JleBuraH Hax
KapTuHoii «OceHb. BOMM3uM apemydero
o6opa» (1895—1898, MecToHaXOXICHME
HEM3BECTHO), KaK HCOTHOKPATHO €¢ Ie-
permchiBas. B macTebHOM BapuaHTe OH
CO3aJT YCTICIITHOE TTPOCTPAHCTBEHHOE Pe-
1LIEHUE TIeH3aKHOM KOMIO3ULIUU 1 TOOWJI-
Csl BBIPA3UTEIbHOM TPAKTOBKU MOJIOIO-
IO «ITO[TeCKa» Ha IMepeTHEM TUIaHe, KOTO-
past ero OOJIBIIIE BCETO HE YAOBICTBOPSIIA
B MacJITHOM BapuaHTe.

BMmecte ¢ TeM mactesu, IMOBTOPSIO-
e KOMITO3UIINIO XXUBOMMCHBIX TTPOU3-
BEACHUI, UCITOTHEHHBIC JIeBUTAHOM B HO-
BOI, «KUBOIMMCHOW» MaHEpe BO BTOPOU
noyiopuHe 1890-x, HEBO3MOXHO Ha3BaTh
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CURRENT EXHIBITIONS

the artist spent a lot of time working on
the painting “Autumn. Near a Thick
Forest” (1895-1898, present whereabouts
unknown), redrafting it again and again. In
the pastel counterpart of the piece, he came
up with fitting spatial arrangements in the
composition and highlighted, as he wished
to, the young “underwood” in the fore-
ground, the image of which caused him his
greatest dissatisfaction in the oil piece.

Yet, it would be incorrect to label the
pastels with the imagery from the oil paint-
ings, which Levitan executed in the new,
“painterly” style in the second half of the
1890s, as author-made copies produced
with the use of a different medium. These
pieces are independent and artistically self-
contained works. Their main distinction
from the oil “prototypes” consists in the
very medium of pastel, whose many-hued
and rich palette enabled Levitan to height-
en the vibrancy and vigor of the colour
scheme. Pastel chalks offered to the con-
summate drawer the opportunities to
enrich the imagery and the emotional con-
tent of his artwork with graphic techniques.
For instance, the pastel “Near a Brook”
(1899, Tretyakov Gallery) features a shrub
delineated with vigorous dark-green diago-
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nal hatching and the grass canopy over the
meadow depicted with tiny light-green
hatches of various hues. The gnarled
diminutive tree trunks depicted in brown
pastel are crafted with a special fineness.
The almost “palpable” motion of pastel
sticks introduces a lively naturalness into
the very simple narrative centered around a
calmly flowing brook. In the pastel
“Pathway” (1898, present whereabouts
unknown) “in our minds, we embrace the
nature while embracing the mastery of the
craft, and we embrace the lyricism of the
imagery while embracing the charm of the
visual forms, and this fusion gives us a spe-
cial pleasure and causes us to linger at this
simplest and nicest picture looking at it
with concentrated attention””.

Similar to these pieces mentioned is
the pastel “Meadow on the Fringe of a
Forest” (1898, Russian Museum), in which
Levitan “crafted the soft palette... of the
poetic intimate landscape”'®, persuasively
demonstrating his consummate skills in the
form in the representation of feathery white
flowers amidst tall grasses on the fringe of a
forest.

Levitan’s late pastels, such as
“Autumnal Day” (late 1890s, Russian

Museum) and “Autumn” (late 1890s, pri-
vate collection, Moscow), belie an appar-
ent striving for spareness of forms and
generalized landscape imagery. Contrasts
between colour spots in the yellow foliage
of birches and dark spruces in the autum-
nal scenery, which formed a harmonious-
ly balanced imagery in the pastels of the
mid-1890s, in these late compositions
look stylized and lacking in depth, and the
visuals on the whole appear to have a
novel, emotional and decorative expres-
siveness. Levitan’s last works belie his new
decorative leanings, and it is hard to tell
how they would have evolved and what
sort of new creative vistas for realizing
these leanings the medium of pastel would
have opened up for the artist.

Levitan’s entire stylistic evolution
spanned only one decade: from the inti-
mate lyricism of the unassuming images of
the first half of the 1890s to the poetic syn-
thesis in the representations of nature in his
late pieces; from graphic design of the
compositions to “painterly” and “pictori-
al” treatment of natural scenery. But all of
the artist’s pastels are marked by the splen-
dor of their colour design and his excellent
command of the craft.

Pazaus. 1895
Bymara, nacrenn
499 x 64

I'Tr

Flooding. 1895
Pastel on paper
49.9 x 64 cm

Tretyakov Gallery

Y o3sepa. Jlemnuii

seuep. Koner 1890-x
Bymara cepast, macrenb

50 x 66
I'Tr

Near a Lake.
Summer Evening
End of 1890s

Pastel on grey paper

50 x 66 cm
Tretyakov Gallery

® Life and Art. P, 243.

108 ife and Art. P. 241.

® Kusub TBOPYECTBO.
C.243.

10 T ke, €. 241,

aBTOPCKUMU KOTIUSIMU, BHITIOJTHEHHBIMU
B MHOM Marepuajie. DT0 — CaMOCTOsI-
TEJTbHBIE W XYIOXECTBEHHO COBEpIICH-
Hble Tpou3BefieHUsI. VX TaBHOE OTIM-
Y€ OT MACJISTHBIX «IIPOTOTUITOB» 3aKJIIO-
YEHO B CaMOU TeXHUKE TIaCcTeJIN, KOTOpast
CBOEM MHOTOLIBETHOM U COYHOW TaJnT-
poii mo3Boutsiia JIeBuTaHy B MHOM, TIOBBI-
MIEHHO-3BYYHOM KJTIOUE PEIaTh KOJIOPH-
CTUYECKUE 3aaui. A TTacTeIbHbIE MEJIKI
B pyKax MacTepa-pUCOBAJIbIINKA OKa3a-
JIUCh TEM CPEICTBOM, C TTOMOIIBIO KOTO-
poro 4ucTo TpadUdecKUMU TpUeMaMu
oboratmiach 3MOILMOHAIBHO-00pa3Hast
BBIPA3UTENILHOCTh TIPOM3BeNeHUN. Tak,
B mactesin «Y pydbsi» (okosio 1899, IT'TT)
TeMIIepaMEHTHO TIPOJIOKEHBI TEMHO-
3eJieHble TUaroOHaJIbHBIE MITPUXU, 0003-
Havalole KyCTapHUK, CBETJIO-3eeHbIe
MHOTOYUCJIEHHBIX OTTEHKOB MeJKue
IITPUIIKY TIEpealoT TPaBSIHOU MMOKPOB
qmyra. OCOOEHHO TOHKO WCITOJIHEH JIU-
HUSIMU KOPWYHEBOUW TACTeNIM PUCYHOK
WCKPUBJIEHHBIX CTBOJIMKOB MOJIONBIX JIe-
peBbeB. [loutu «olryTMMOe» JBVKEHUE
TMacTeIbHBIX KapaHmalieil BHOCUT XH-
BYIO €CTECTBEHHOCTb B TIPENETbHO MPO-

CTOIf CIOXET, B KOTOPOM TJIaBHBIM TIpe[I-
METOM W300paXXeHUsT SIBJISIETCS MEpPHO
nporekarouuii pyyeir. B macrenu «lo-
poxka» (1898, MecToHaxoXIeHUE HEN3-
BECTHO) «CJIMSTHUE B HAIlleM BOCIIPUSTUN
TePeXUBAHUST HATYPHI C TTepeKNBaHUEM
MacCTepCKOW TeXHUKU, JTUPUKU U300pa-
>KEHHOTO C TIPEJIeCThI0 N300pa3nuTEeIbHBIX
dopm mocraisier HaM ocoboe HacTax-
NIEeHWe W 3aCTaBJISIET JOJITO W TPUCTATTh-
HO BCMaTPUBATLCS B 3Ty TaKYIO MPOCTYIO
U TaKylo 3aMevaTeTbHYI0 KAPTUHKY»®.

K mepeurciieHHBIM TIPOU3BEICHUSIM
MPUMBIKaeT macTenb «JIyr Ha omymiKe
seca» (1898, T'PM), B KoTtopoii JleBuran
3aCTaBWI «3a3BYJaTh HEXHYIO IBETOBYIO
raMMy... TIO9TUIECKOTO KaMEPHOTO Tieii3a-
Ka»'’, GIIeCTsIIIe MPOASMOHCTPHUPOBAB BCe
CBOE MacCTePCTBO MaCTeICTa TP M300pa-
KEHUW TIYIIUCTBIX OENTbIX IIBETOB CPEIy
BBICOKOI TPaBBI HA OTIYIIIKE Jieca.

B takux noznHux nacrensix Jleura-
Ha, KakK «OceHHUIi neHb» (KoHel 1890-x,
I'PM) u «Ocenb» (koHer 1890-x, yact-
Hoe cobpanune, MocKkBa), SIpKO BbIpaxke-
HO CTpeMJIEHUE K JJAKOHU3MY B TPAKTOB-
ke hopM, K 000011IeHUIO MEeN3aKHBIX 00-

BbICTABKIW

pa3oB. CTOJIKHOBEHME IIBETOBBIX ITSTCH
B U300paeHUM KEJITON JIUCTBBI Oepe3
1 TEMHBIX eJIeil B OCEHHEM TIeli3axe, rap-
MOHUWYHO 3BYy4YaBlllee B MACTEJISIX CePEeIU-
HbI 1890-X, B JTaHHBIX KOMITO3ULIUSIX TP~
00pesio TIIOCKOCTHOM, CTUIM30BAaHHBIN
BUJI, a Mei3akK B LIEJIOM TOJyYUJT UHYIO,
SKCIPECCUBHYIO U IEKOPATUBHYIO BhIpa-
3UTEJIbHOCTL. B mocienHux pabdorax 3a-
METHBI HOBBIC JICKOPATUBHbBIC YBJICUCHUS
JleBuTaHa, 1 TPyIHO CKa3aTh, KaK pa3BU-
BaJlUCh ObI OHU B HaJIbHEHIIEM, KaKue
HOBBIC BOBMOXKHOCTU OTKPBIJIUCH OBI Xy-
JIOXKHUKY B TEXHUKE TACTENIN I UX yC-
MEITHOTO BOTUTOIICHMS.

Bcero b B 0IHO AECATHIIETHE YK~
JTIAIBIBACTCS CTYJIMCTHUECKAS SBOJIOLIMST
nacrejieil JleBuTaHa: oT KaMepHOTO JIM-
pH3Ma TIPOCTHIX CIOKETOB IEPBOM OO0~
BUHBI 1890-X TOIOB 10 MMO3TUYECKH 0000~
IIEHHBIX 00pa30B TMPUPOIBLI B IO3IHMX
MPOU3BEACHUSX; OT rpadUIeCKOi pa3pa-
0OTKM KOMMO3WLMI K <«KUBOIIMCHO»
U «KAPTUHHOW» TPaKTOBKE TMEN3axen.
Ho Bce macTenmn XymoskHMKa OObeIMHE-
HBI IIBETOBBIM BEJTUKOJICTTMEM M BBICOKOIM
CTETIeHbIO MaCTepCTBA.
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