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ur. no: .1 .Jleuran.
TlucbMma, IOKYMEHTbI,
BOCIIOMUHAHUs1 / OOLL. pefl.
A Denoposa-/labiioBa.
M., 1956. C. 133 (nanee —
TTcbMa, IOKYMEHTBI,
BOCTIOMUHAHNSA).

2
ur. no: A IT1.YexoB B Bocmo-

MMHAHUSIX COBPEMEHHIKOB.
M., 1954. C. 95 (manee —
YeXoB B BOCTIOMUHAHMSIX ).

. TPETbAKOBCKAA MAJIEPEA

l'anmmua Yypak

HALLW MYBITIMKALNN

Cynp0ObI CKpEIeHbe...
YexoB u JleButan

[epounst ony6nukoBanHoi B 1895 romy nosectn A.Il.UexoBa «Tpu ropa», nocetus Ha CBsATOI
HEJIeJIe BMECTE C MYXKEM XY/IO’KECTBEHHYIO BbICTABKY M NEPEXOfisd U3 3aja B 3aJl, «OCTAaHOBUJIACH
nepes; HeOoIbIMM neii3axkeM. .. Ha nepepHeM mnaHe peuka, uepe3 Hee OpeBeHUYaTblil MOCTHK, Ha
TOM Oepery TPOIMHKA, MCUYE3AoLasi B TEMHOI TPaBe, IOTOM CIIpaBa KyCOYEK JIECa, OKOJIO HEro
KOCTEp: IOJDKHO ObITh HOUHOE CTEPEryT. A BJa/IM IOrOPAET BEYEPHSIs 3apsi.

IOnus BooOpasuna, Kak oHa cama UJET M0 MOCTUKY, TOTOM TPONUHKOM, BCE AJbLIE U Jlajble,
a Kpyrom TMXO, KpU4aT COHHbIE JIeprayu, Bajad MUTraeT orolb. M mouemy-To eil cTano Ka3aTbcs,
YTO 3TU CaMble 00JIaUKa, KOTOPbIE MPOTSHYJIUCH MO KPACHOM 4acTH HeOa, U JIEC, U N0JIe OHA BUJIENA
y>K€ JJABHO ¥ MHOT'O pa3, OHA MOYYBCTBOBAJA CE0s1 OMHOKOI, U 3aXOTEJIOCh €1 UTH, UTU U UATHU 110
TPOIMHKE; U TaM, IJie Oblla BEYEPHsst 3apsi, IOKOWJIOCH OTPAXKEHUE YEr0-TO HE3EMHOI'0, BEUHOI0».

anaTenb OCTaHaBJIMBAET CBOIO Te-
pouHio miepen neizaxem WM.M.Jle-
BUTaHa «Tuxas obutenb». 3AeCh TOYHBI
MHOTHE AeTaau, Hampumep, Ha CBsToit
Henene B MOCKOBCKOM YYMJIMIIIE SKUBO-
MUCH, BasiHUSI M 30Q4YECTBa €XKETOIHO
MPOXOAWIN BbICTaBKM ToBapuilecTBa
nepeaBM>KHUKOB. Ha ouepenHoit U3 HuUX,
19-i1 o cueTy, oTkphIBIIeiicsa B 1891 ro-
Iy, 3pUTEIN YBUAEIW KapTUHY YXe U3-
BECTHOTO K TOMY BPEMEHU XKMBOIIMCIIA,
HO MMEHHO OHa cpasy ciejiaja ero 3Ha-
MeHUTbIM. [lo moBomy «Tuxoit obute-
m» YexoB mucan cecrpe, uto «JleBUTaH
Mpa3naHyeT UMEHUHBI CBOCI BEJTMKOJICII-
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Hoit My3bl. Ero kapTuHa MpOM3BOAUT
dypop... ycriex y JleButaHa He U3 OOBIK-
HOBEeHHBIX»'. B onmucanuu meiizaxa Ye-
XOB YXOIMT OT aOCOJIOTHON TOYHOCTH
JeTaneil, U300paXkKeHHBIX XYTOXHUKOM,
HO OH YIMBUTEJbHO BEPEH B BbIpaxKe-
HUM 0O0IIIeit ero aTMOChepbl, COCTOSTHUS
MOJTHOTO AYIIEBHOTO CIUSHUS YeoBeKa
U NpUpPObl, OJM3KON W TOHSATHOW €My,
KoTOpasi Ojaromapsi MacTepCTBY XYdOX-
HUKa JapyuT YeJJOBEKY OTPaaIHbIe MTHOBE-
HUS «4eTr0-TO HE3eMHOI0, BEYHOro». Ta-
KO€ TTOHMMaHUe MHUcaTesIeM «IyITn» JIEBU-
TaHOBCKOTO Teli3aXka UCXOIUIO U3 JTI00BU
K MPUPOJE KaXI0TO U3 HUX U B3aMMHO-

ro MOHUMAaHUS JIUYHOCTU U TBOpPYECTBA
JIPYT 1pyTa.

HewmHoro HaiineTcst B pyccKoii TuTe-
paType W M300pa3uTEIbHOM MCKYCCTBE
CTOJIb OJIM3KUX TIO CTWJIMCTUKE W pelle-
HUIO XyTOXECTBEHHBIX 3a1ay TucaTeiei
M XKUBonucleB, Kak Yexos u JleBuran. He-
CIyJaiiHO MX UMEHA U B CTICIIMATIbHBIX MC-
CJICIOBAHUSX, U B TIOMYJISIPHBIX M3IAHUSIX
YacTo CTaBATCS PSIAOM.

3HaKOMCTBO TIUCATENs U XyIOKHUKA
cocTosiioch B 1879-M, B ron npuesna AH-
ToHa [1aBnoBuya B MOCKBY, Iie yKe XKuia
Bcsl ero cembst. OnuH u3 OpaTheB, Huko-
Jlait, ObUT ApyXeH ¢ JleButaHOM, OHM 00a
yunauck B MY2XKB3. HauuHarommii xy-
JMOXHMK M OydylIMii TiMcaTeslb BCTpeda-
JIMCH B JICIIEBBIX MEOJMPOBAaHHBIX KOMHA-
Tax To Ha CpeTeHkKe, To Ha TBepcKoii, Kyna
YexoB MpUXOIWIT K OpaTy TOTOBUTBCS K K-
3aMeHaM B YHUBEPCUTET U [Ie cCOOMpagach
IIIyMHasl, YBJIeYeHHas UCKYCCTBOM MOJIO-
JeXb. Yxe ¢ Hayana 1880-x, Kak BCIIOMU-
Hast B.A.TvisipoBcKuMit, 1 10 KOHIIA 3KU3HU
«JleButaH Bcerma ObUT OKOJO YexoBbIX»Z.
Bce Oblim GeqHbl M1 Mosonbl, JleBuTaHy
u YexoBy enBa ucnonHuIoch 19 aer (oHu
POIMINCH B pa3HbIE MECSILIBI OTHOTO U TO-
ro xe 1860 roma).

Hacrosiee nx commkeHue v 1pyxoa
Havanuch B 1885-M, korma Mcaak Mibuu
BHOBb, KaK U B MpeAbIAyIlee JeTo, 000C-
HOBAJICS /151 paOOThI Ha 3TIOAAX Mof 3Be-
HuropoaoMm 6yu3 CaBBMHCKOTO MOHAC-
TBIPS, T€ 1O COCEACTBY, B uMeHnM Kuce-
JIeBbIX baOKuHO, Xuiaa IpyXHas CeMbsi
YexoBbIX. Y3HaB, UTO B ITOJIYTOpa BEpCTax,
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Kab6uner B [Tome-my3ee
AIl.YexoBa B SlnTe

Ha crene — kapTuna
N.N.JleBurana «Peka
I/ICTpa» (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. Docu-
ments. Reminiscences.

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

% Tbid. 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
Tyutcheyv, 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.

Caseunckas c10600a
noo 3eenuzopooom
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.

€ Tbid. P. 24.
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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 Kise-
levs’ 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 Levi-
tan’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 necy  Springtime in

1882 the Forest. 1882
Xomncr, Macio Oil on canvas
434 x 35,7 434 x 357 cm
I'Tr 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
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Peuxa HUcmpa. 1885
DTI07]

XoucT, Maciio

152 %242
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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 Ibid. P. 30. 2 1bid. . 29.
® Thid. B bid. P.61.
" Ibid. P. 47.

3a pekoil XuBeT JleBUTaH, €ro TyT ke
«Tepecesmn» K cebe, U OH BKIIIOUMICS
B TIOJIHYIO ypavyecTBa U Becesibsl 0aOKMH-
CKyI0 XU3Hb. «JItomn B babkuHO cobpa-
JIMCh TOYHO Ha MOAOOP», — BCIIOMUHAJ
M.I1.Yexor?®. Bnaneneu umenus A.C.Ku-
cesieB, TUIEMSIHHMK TapuXCKOro Iocia
u rocynapst Monnasum rpacda I1.J1. Kuce-
JieBa, ObLT XEHAT Ha JI0Yepu TUPEKTOpa
umnepaTopckux TearpoB B.I1.bernyesa.
Hx roctamu ObLIM TpHUe3kKaBIIdEe U3
MoOCKBBI aKTepbl, MY3bIKaHTbI, MUCATE-
ni. B BaGKUHO BBITTUCHIBATIN BCE TOJICThIE
JKYPHAJIbl, OXKUBJICHHO CITOPUJIM O JIUTE-
patype U KUBOIUCH, MY3ULIMPOBAJIN: Be-
yepaMHu 37IeCh 3By4ajia My3bika berxoBe-
Ha, JIucTa U «TOJIbKO ellie BXOAMBILETO
B cnaBy» [1.M.YalikoBCKOTO, «CUJIBbHO
3aHUMaBIIEro 6aOKMHCKUE yMbI»*. [ocT
U XO351e€Ba C HACTAXICHUEM YNTATN CTHU-
xu. B 910 3aHsTHE C BOOMYIIEBICHUEM
BKJTIouasics v JIeBUTaH, XOPOIIO 3HABIIMIA
moa3u. Ero moduMbeiMu aBTOpaMu ObI-
mu E.A.Bapatbinckuii, ®.U.Tioryes,
N.C.Huxutun, A.K.Toncroii. Y Kucene-
BBIX PACCKAa3bIBAINCD «YAUBUTEIbHBIC» HC-
TOPUU; HEKOTOPbIC U3 HUX BIIOCJIEACTBUU
TTOCTYXWJIN CIOXKETaMU PACCKa30B AHTO-
mu YexoHTte. BaOKMHO ChIrpago UCKII0-
YUTEBHYIO POJIb B CTAHOBJICHUM U pa3-
BUTHUU TaJaHTA KaK MMUCATENs, TaK U K-
Bonucua. B netHue mecsiibl 6a0KMHCKOM
Ku3HU AHTOH [1aBOBUY COUMHUIT NECsIT-
KM pacckasoB, JIeBUTaH co3ian MHOXe-
CTBO HATYPHBIX 3TIOIOB, KOTOPHIE JICTJIN
B OCHOBY 3aBepIlIeHHBIX Telizaxeil. Mo-
JIONION XYMOKHUK Y HAYMHAIOIINIA TTHca-
TeJIb MEePEKUBAJIU ITOPY «TBOPUECKOTO I10-
JIOBOIbSI». WX pasBuUTHE TPOUCXOIUIIO
MOYTH MapajuiesibHO. YexoB Haval reva-
TaTtbesl B 1880-M; mepBbie paboThl JIeBU-
TaHa OoTHOcATCS K KoHIry 1870-x. Kaptu-
Ha «Ocennuii neHb. CokonbHUKN» (1879),
npuobpereHHast [1.M.TpeTbIKOBBIM B
1880 romy, mpuHecnaa IOHOMY Tel3axKu-
CTY TEPBBIii YCIeX U MepBOe MPU3HAHKE.

PanHue kopoTkue pacckassl Yexosa
C BIUISIIBIBAHUEM B TUIIaXH, XapaKTephl,
MOBAIKU JIOAei OJIM3KM paHHUM pabo-
tam JleBUTaHA: XyIOXHUK TaK e TMpHu-
CTaJIbHO M3Yy4YaeT MPUPOJIY, BCMAaTPUBACT-
cs1 B TOHYAMIIINE TOHAIBHbBIC COOTHOILIE-
HUSI, B CJIOXKHbBIE B3aUMOJECTBUSI 11BETA,
OCBEILEHUsI, BO3AYIIHOM cpenbl. OH 3a-
HSIT TeM, 4YTOOBI BbIPA3UTh CBOMCTBEH-
HBII eMy JIMPU3M B CO3IaBacMOM Tieii3a-
K€, HAyYMThCS TiepeaBaTh CBOU BIeUaT-
JICHUSI OT MPUPOJIbI B KUBOM JIBVKEHUU.
V JleButana Havana 1880-x MHOro Kamep-
HBIX, «KOPOTKUX», KaK YEXOBCKUE Dac-
CKa3bl, KAPTUH U 3TIONIOB, OIYIIEBICHHBIX
CepACYHBIM MPUKOCHOBEHUEM K MOTACH -
HOM XW3HU MpUpojbl: «BecHoii B necy»
(1882), «IlepBast 3eneHb. Maii» (1883),
«Moctuk. CaBBUHCKas cinobona» (1884),
«Peuka Uctpa» (1885), «¥Y uepkoBHOIA
creHbl» (1885; Bce — I'TI") u, HakoHell,
Hauarasi Takke B badkuHo «bepe3oBas
pomia» (1885, I'TT’), KoTopyto XyT0XKHUK
3aBepini Ha Bosre B 1889 rony.

Kak YexoB ObLT TpeOOBaTEICH K KaxkK-
JIOMY CJIOBY, CTPEMsICh K TOUHOCTH, KpaT-

Mocmux. Cassurckas
ca0bo0a. 1884

DTI0]]
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Little Bridge.
Savvinskaya
Township. 1884
Study

Oil on canvas
25 x 29 cm
Tretyakov Gallery
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Iut. no: ITucema, T0KyMeH-
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KOCTHU U BbIPAa3UTEIbHOCTH, TaK U JleBu-
TaH BBIBEPSLT U «yTOUHSL» B 3TIOJIaX CBOU
MepBble BeYaTIeHUsI. DTUM CBOHCTBOM
TBOPUYECKON WMHIUBUAYATBbHOCTU OOBSIC-
HSIIOTCS HEOJHOKpPATHbIE BO3BpAIICHUS
>KMBOMKUCLA K TOMIOOUBILIEMYCS] MOTUBY
U eT0 MOBTOPEHUSI, 3ByUallue BCAKUI pa3
no-HoBomy. OH nosropsieT «[lepByio 3e-
JieHb. Maii», HECKOJIbKO pa3 MUILET ped-
Ky HcTpy ¢ ee HEOBICTpBIM TeYCHUEM
U MSITKO BCXOJIMJIEHHBIM MTOAMOCKOBHBIM
neiizaxkeM. IlepBblii BapMaHT KapTUHBI
XyIOXHUK HapuT YexoBy, KOTOPBIN HU-
KOTIa He paccTaBajics ¢ Heil. DTa paboTa
U TeTepb BUCUT B KaOUHETE SUITUHCKOTO
Jioma mucares.

MMeHHO MCTpUHCKUI Tei3ax oT-
KpBIBAJICS U3 OKHA YEXOBCKON KOMHATBI
B baOKMHO, 11 €ro OH ONnuMCchIBaJ B TUCbME
K 6paty Muxauny: «Ceituac 6 4acoB yT-
pa... TummHa HeoObIvaiiHas... [Tonucku-
BaIOT TOJIbKO MTHULBI, Ja CKPeOeT YTO-TO
32 0005IMU... Sl MUY CUM CTPOKH, CUIS
nepes OOJBUIMM KBaIpaTHBIM CTOJIOM
y ce0s1 B KoMHare... [lepen Mmoumu riasa-
MU PACCTUIAETCS HEOOBIKHOBEHHO TeT-
JIBIM, JJacKaloLMK| nen3ax: peyka, BIajiu
nec, CapoHTHEBO, KyCOUEK KHCEIEBCKO-
ro moma...»* B JleTHMe Beuepa Ha TIpo-
CTOPHOM JIYTY YacTO YCTpauBaJIUCh Bece-
JIbIE PO3BITPHILIN U MPEACTABICHUSI, IIYT-
KaM 1 MOJIOIOMY 3a/10py He ObLIO KOHIIA.

Korma JleButaH 3a00Je1 U BBIHYX-
JIeH ObLT yexaTb B MocCKBY, B mucbMe Ye-
XOBY OH IlepeiaBajl «IyIIeBHbINA MOKJIOH
BceM 0aOKMHCKUM XUTEISIM» U TIPOCUI
cKa3aTh, UYTO HE MOXKET JOXAaThCsI MUHY-
ThI «yBUJIETb OITSITh 3TO MO3TUYHOe bab-

HALL NYBITMKALIMA

= =

KUHO»®. OQHAKO XMBOIKCELl He pa3 Iie-
peXuBall 31eCh MPUCTYIbl MEIaHXOJIUH,
BMaJall B TSKENYIO JeTPeccuio, KOTOpOii
OBLI TIOABEPKEH C PaHHE IOHOCTU. AH-
ToH [1aBoBMY «IIporyIvBajI» Apyra u 61a-
TOTBOPHO BJIMSLT HA HETO CMOKOMCTBUEM
U rapMOHUeil cBoero xapakrepa. YexoBy
He pa3 MPUXOIUJIOCH «cIacaTh» JleBuTa-
Ha «oT camoro cebsi». [lo mpocnbe Xxy-
TOXKHUKA WU €T0 OJIM3KUX OH TMpue3kal
K HeMy To Bo Biamumupckyro, To B TBep-
CKYIO TYOEpPHUIO U B CaMble KPUTUUYECKHE
MUHYTBl TMOMOTal 00pecTH AYLIeBHOE
criokoiictBre. OHU BMeCTe YXOOWIM Ha
OXOTY, MHOTIa TI0 HECKOJIbKY AHEl Mpo-
nanas B jaecy. [Ipupona, KoTopyto 100U~
JIM ¥ IOHUMaJIi 00a, cHuMasia y JleButa-
Ha TPUCTYTBI NaBsIlIel TOCKM, NaBajia
BO3MOXHOCTb MOJTHOTO €IUHEHMUSI C HElO,
HaXOMMBILIETO 3aTeM BOTUIOIIEHUE B Teii-
3aax U BbIpaXKeHME B YeXOBCKOI1 mpo3e,
IOCTOMHCTBA KOTOPOW JKMBOIMCEL] BbI-
coko 1ieHw1. OH BujeN B nucatene 61m3-
KOro cede Macrepa CJIOBECHOIO Ieii3axa.
«[loporoii AHTo1I1a!.. 1 BHUMATEIHHO TTPO-
yen emie pa3 TBou “IlecTpbie pacckasbl”
u “B cymepkax”, ¥ ThI TOpa3uJl MEHS Kak
Meii3axucT. I He TOBOPIO O Macce OUYeHb
WHTEPECHBIX MBICJICH, HO TIE3aX1 B HUX —
9TO BEPX COBEPIIEHCTBA, HAIIPUMep, B pac-
ckaze “CuacTbe” KapTUHBI CTEIH, Kypra-
HOB, OBEIl MOPa3UTEIbHbI», — MUCAT OH
YexoBy B uione 1891 rona’.

«Cuactbe» (1888) AHTOH [1aBnoBUY
CYMTas Jy4IIMM CBOMM paccka3oM. CKo-
poTevHasi XU3Hb YeJoBeKa — MeCUMHKU
B TPOMaJHOM MMPO3JIaHUU — U BEYHAas
>KU3HD MPUPOJIbI, PABHOAYIITHOM K JTIOMSIM,
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OblJIa CTEpKHEM 3TOT0 MOBECTBOBAHUS:
«B cuHeBaTo#t ganu, rae MocjaeaHUu BU-
VMBI XOJIM CIMBAETCS C TYMAHOM, HUY-
TO HE IIEBEJIWIOCH, CTOPOXKEBBIE M MO-
TWJIbHBIE KypraHbl, KOTOpbIE TaM U CSIM
BBICUJIMCH HaJl TOPU30HTOM U Oe3rpaHuy-
HOW CTenblo, MISIAEN CYpOBO U MEPTBO:
B UX HEIMOABUXHOCTH U 0E33BYYMU UYB-
CTBOBAJMCh BeKa U TIOJHOE pPaBHOMY-
1IMe K YeJIOBeKy, MPOMAeT elle Thicsya
JIET, yMPYT MUAJUIMAP/IBI JTIO/ICH, a OHU BCe
ele OyAyT CTOATh, HUMAJIO HE coxKaes
00 yMepIIuX, He MHTEPECYSICh KUBBIMU,
Y HU OJIHA Aylla He OydeT 3HaThb, 3aUeM
OHM CTOSIT U KaKyIO CTEITHYIO TaiiHy TIpsi-
YyT IO, CO00I0»2.

bin3kue MbICIM U HACTPOECHUS OB-
JaneBanu v JIeBUTaHOM, CKIIOHHBIM K aHa-
JIN3Y CBOMX IYIIEBHBIX COCTOSHUIA, Yyac-
TO TIEPEeKMBABIIUM BHYTPEHHMI pasian
Y JIMIIb B MPUPOAE HAXOIUBIIUM «D0OXKe-
CTBEHHOE HEYTO... YTO Jaxke U Ha3BaTh
HeJIb3s1»’. «MOXeT JM ObITb YTO Tparuy-
Hee, KaK YyBCTBOBaTh OECKOHEUHYIO Kpa-
COTY OKpPYXarolIlero, moaMeyaTb COKpO-
BEHHYIO TaliHy, BUIETh O0Ta BO BCEM U HE
yMeTb, CO3HaBasl CBoe Oeccuiue, BbIpa-
3UTh 3TU OOJIbIIIME OIIYIIeHU...» ' Takoe
«IIPO3pEHUE» ISl XYAOKHMKA CTaHOBU-
JIOCh UICTOYHMKOM TJIYOOKHUX CTpagaHMiA,
KOTOPBIMH OH JIeTWICs ¢ YeXOBbIM.

HanbGonee mosHO pasMbllIeHUS
0 CMBICJIC KU3HU, BEYHOCTH, MECTE UeJI0-
BeKa B OKpyXamwiieM mupe JleBuTaH
BOILJIOTWJI B caMOM (PUI0CO(PCKOM CBOEM
MPOU3BENCHUN — MOJOTHE «Hama BeuHbIM
nokoem» (1894, I'TT). «B Heii s Bech, co
BCEW CBOEU ICUXUKOM, CO BCEM MOUM
coaepKaHueM», — YTBepXKaaia oH'.

KaptuHa cymMMupoBaja MHOTHE
BIeYaTJICHUS] XyIOXHUKa. BriepBoie
MacIITaOHOCTb MPUPOABLI OH MEPEXKUT
B KpBIMCKO# Toe3ake 1886 roma, korma
C BEpIIMHBI CKaJlbl B3IJISIHYJ Ha MOpe
Y BAPYT OLLYTWJI, YTO CPEIAU 3TOI BEUHOM
KpPacoOThI «4eJIOBEK YyBCTBYET CBOE I1OJI-
Helilllee HUYTOXECTBO»'2. 3aTreM ObLia
Boura ¢ ee HEOXBaTHBIMU JAJISIMU U «TPO-
MaJHbIM BOJHBIM TMPOCTPAHCTBOM, KO-
TOpOE MPOCTO YOUTb MOXET»'", poxkaaB-
MMM MBICTM O OecrpepBBIBHOM Oec-
IJIOMHOM pasJiafie ¢ caMUM coboit. [paH-
JIMO3HOCTh TPUPOABLI B COMOCTaBICHUU
C YEJIOBEKOM M €T0 SMOLMOHAIBHBIM CO-
CTOSTHUEM XYIOXHHUK eIlle pa3 Mepeskui
yepe3 HeCKOJIbKO JIET Y TOMHOXUST MoH-
OJ1aHa, KOT/Ia <10 TpereTa» OILYTHII BeJI-
yue rop. EMy mpencraBuioch Toraa, uto
JIOCTaTOYHO OJTHOTO MaJICHbKOTO YCUIIUS,
«1 TIpoTsAHelb pyky bory». B moesnke o
@OuunaHauu B 1896 rogy oH BHOBb 104~
™ GU3NYECKU OUIYTUJI TparnyecKuit
CMBICTT CJIOBa «BeKa». «BeuyHOCThb, Ipo3-
Hasi BEYHOCTb, B KOTOPOIi TOTOHYJIH T10-
KOJICHUS M TOTOHYT elie... Kakoit yxac,
Kakoii cTpax!»'

CocTtosiHUsI 1 HacTpoeHusl JleBuTa-
Ha, KOTOPbIMU OH JENWICS B MUCbMax
¢ YexoBbIM, CIYXWIM, KOHEYHO, Tpea-
METOM UX Pa3roBOPOB, CXOXICHUI U He-
corylacuii U TPpU YacThIX BCTpeyax, Ha-
YyyHas C TepBOro 0AOKMHCKOIO JieTa.
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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 Levi-
tan’s correspondents, have not survived —
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, willingness 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 I 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, “Levi-
tan 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 astound-
ed 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 emotions”
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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 Vil-
lage” — “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).

15IIMT. no: Yexos A.II.
Co0Gp. cou. B 12 T. T. 6.
M., 1967. C. 501-502

(mucbmo A.C.CyBopuny.

29 mas 1888).

PaccyxneHnust repoeB pacckaza «OrHU»
(1888) o meccumMmname, OPEeHHOCTU U HUY -
TOXECTBE, OECLIeIbHOCTY KU3HU U HEU3-
0CXXHON CMEpTH, O TOM, UTO <«IIPOUIYT
TBICSYU JIBE JIET... M OT BCEX ATUX JIIOACH,
KOTOpBIE TEIephb CIST MOCE TSKEIO0TO
Tpylda, HE OCTaHETCS W TbUIM» TakKXke
SIBJISTIOTCSI OTpaKeHUEM MBICIIe, KOTO-
PBIMU ACTUICS XyTOXKHUK C ITUCATEIIEM.
He pasnensist 1eBUTaHOBCKOTO TIECCH-
Mu3Ma, YexoB 4yTKO BOCIIPUHUMAT 00111ee
YMOHACTPOCHUE 3TOXM, OBJIaficBaBIlIee, 110
€ro cJIOBaM, HayKOM, JINTEPATYPO, TTOJIH-
TUKOI. OH OBbLT yOEXK/IEH, YTO «HE JIUTepa-
Typa, He XyIOKHUKU TOJIKHBI PEIIUTh Ta-
KV€ BOITPOCHI, KaK OOT, TECCUMU3M U T.IL.».
«[Iumymmum TroasM, o0coOJUBO XYIOX-
HUKaM, 1opa yke CO3HaThCs, YTO Ha 3TOM
CBeTe HUYEro He paszbepelllb, Kak Korma-
To cosHajicsi CokpaT UM KakK CO3HaBajCs
Bosnbrep...», HO eclii XyTOKHUK PEIIUTCS
3asIBUTh O CBOEM AYIIIEBHOM CMSTEHMH U
MyYaloluX ero MmpoodyieMax, «To YKe 3TO
ONTHO COCTaBUT OOJIbIIIOE 3HAHKME B 00Ja-
CTU MBICJIM Y OOJIBLLION 1Iar Briepe» .

JleBuTaH, Bcerma MILYLIMI, HEYIO-
BJICTBOPCHHBIN CIEJaHHBIM, 3adepKU-
BaBIIUI TI0 HECKOJBbKY JEeT OKOHYaHHUE
TOM WM MHOM KapTHUHBI, YTOObI BbICKA-
3aThCsl B Hell Hambosiee SICHO, MPOCTO,
JIJAKOHMYHO, B paborax 1890-x romos
MCKaJl OTBET Ha CJIOXKHBIE BOITPOCHI CBOCHA
anoxu. JIJisi KaXkIoro MpoM3BeIeHUSI OH
HaXOOWJ CBOE pelleHUe, CBOM XymoXe-
CTBEHHBIII 00pa3 U MIACTUYECKUN SI3bIK.
«Y omyta» (1892), «Bramumupka» (1892),
«Han Beunbim mokoem» (1894; Bce — I'TT)
COCTaBJSIOT CBOEOOpa3HbIM TPUNTHUX,
cojiepkaHUEeM KOTOPOTO SIBJISIIOTCSI pa3-
MBIIIJICHUS] O TOPECTHOM Cyab0e YeaoBe-
Ka 1 0 BEYHOCTH.

CosznaHue 3THX TOJIOTEH COBMAJIO
C TSDKEJbIM BHYTPEHHMM Kpusucowm Jle-
BUTaHa U €T0 JOCaTHBIM pasiaaoM ¢ Ye-
XOBBIM, JUIMBIIMMCS OKOJIO TpeX JieT. Kak
M3BECTHO, TPUYMHOM UX CCOPBI CTaJl pac-
cka3 «[TonpeiryHbs» (1892), B reposix 1 00-
CTOSITEILCTBAX KOTOPOTO XyTOXKHUK YBU-
nien Hamek Ha cBou oTHoteHus ¢ C.I1.Kys-
IIIMHHUKOBOW.

HALLI MYBITUKALNN

B nmucemax kK YexoBy ¢ peakoii uc-
MOBEJAILHOCTBIO JIeBUTaH pacKpbIBaeT
camble COKPOBEHHbBIE MBICJIU U UyBCTBA.
OTpagHO, YTO HE EIMHBIM YHBIHUEM W
MECCUMM3MOM HATlOJTHeHa UX Teperuc-
Ka. Ml TOT, 1 Apyroil CIMIIKOM JTHOOWIN
ku3Hb. Ee MosHOoe mpusiTue, pagocTh
TBOPUYECKUX yIa4, OTKPHITUI MTOJTHOKPOB-
HO TIPOSIBWIMCH B UYEXOBCKOUM TMpo3e U
neizaxax Jlesutana. Kaptunel «Tuxas
o6utenp» (1890), «BeuepHuit 3BOH»
(1892; ode — I'TI), «3o10ThICe OCEHM>»,
«Mapt» (1895, I'TT'), cepusi BeceHHUX
nieiizaxeii 1890-x romoB CBUAETETLCTBYIOT
0 BO3MOXKHOCTSIX CBOOOJHO W ILEAPO
BbIpaXXaTb BCIO MHOTOOOpa3HYIO TamMMy
B3aMMOOTHOLICHMIA YeT0BEeKa U MPUPOJIBI.
YexoB cozmaer noBecTh «Ctemnb» (1888),
MepBOe CBOE MPOU3BEIEHUE OOJBIION
dopMbI ¢ «Oe3nHoi Toa3un» (A.H.ITne-
1eeB) U ¢ «0ecrnogoOHBIM ONMUCAaHUEM
MPUPO/IbI»; pacckas «JJoM ¢ Me30HUHOM»
(1896), MONHBIA TOHKOW MO3TUYECKOMN
MPEJIECTH, TPOHU3AHHBINA TYPreHeBCKUM
HacTpoeHueM; «/lymreuky» (1899), koropyro
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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 Grig-
orovich’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 Levi-
tan’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) , “Moon-
lit 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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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 his life 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.

z7Quoled from: Letters. Documents. Reminiscences. P. 136.
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Quoted from: Prytkov. P. 5.
nguoted from: Letters. Documents. Reminiscences. P. 28.

%0 Chekhov as Remembered. P. 600.

JI.H.ToncToit oTHOCH K €r0 JIy4IIMM TTPO-
M3BEIACHUSIM, a TAKXKE MHOXKECTBO IPYTHX
CBETJIBIX, UCITOJIHEHHBIX MO33UU U YYyTh
MMHOPHOTO «4€XOBCKOIO» HAaCTPOEHMUSI
MOBECTEU U pacCKa30B.

Hepenko yexoBckue repou BOCIpU-
HUMAIOT MUP COBCEM <«IIO-JIEBUTAHOB-
CKU». «MenuToHY, TyMaBIIeMy O TTOTuoe-
JIM MUPA, CJIBIIIAJIOCH B UTPE UTO-TO OUEHb
TOCKJIMBOE, Yero Obl OH OXOTHO HE CIy-
man. CaMmble BBICOKME TTMCKJINBBIC HOTHI,
KOTOpBbIE APOXadu U OOpbIBAJIUCH, Ka3a-
JIOCh, HEYTEIITHO TIaKaJld, TOYHO CBUPEIb
ObL1a OOJIbHA M MCITyTaHa, a camble HUX-
HHME HOTHI TOYEMY-TO HAIIOMUHAIU TYy-
MaH, YHBUIBIE IepeBbs, cepoe Hebo. Takast
My3bIKa Ka3aJach K JIMILY 1 TIOTofie, U CTa-
pUKY, 1 ero peyam» («Cupenb», 1887).

[Mucbma xynoxxHuKa K YexoBy yac-
TO HATIOJIHEHBI OMOPOM, HaIlMCaHbI B Be-
cello-upoHnYeckoM ToHe: «[lomyuunm
g BadpamiHena? 1) 3mopoBsl U Bee?
2) Kak pri6a? 3) KakoBo Mupocosepiia-
Hue? 4) CKOIbKO CTPOYEK?» — CIpallu-
BaeT JleButaH cBoero mpyra'. «Kak rmo-
JKMBaelllb, MO XOpoIunii? — obpalaeTcs
Hcaak Unbnu k YexoBy. — CMepTeabHO
Xo4eTcsl TeOs1 BUOAETh... MOXKET OBITb,
cobepellbesi K HaM Ha HECKOJIbKO JTHEi?
Br110 OBI KpaiiHe pagoCTHO BUIETh TBOIO
KPOKOAWIbIO (PU3MOHOMMUIO...»", a OJHO
M3 THCEM 3aKaH4YuBaeT cioBamu: «bymb
3II0pPOB U TIOMHHU, YTO eCTh JIeBUTaH, KO-
TOPBII OYEHB JIIOOUT Bac, MOMLTBIX» ' OT-
BeTHBIE TTCbMa AHTOHa [laBioBuua, Kak
U APYTrUX KoppecnoHAeHTOB JleBuTaHa,
He coxpaHwiuchk. Heszamonro no cmeptu
JKMBOMUCEIl YHUYTOXHUI CBOW apXMB.
B 00BbeMHOM 3MUCTONSIPHOM HacleIuu
YexoBa KpaTKue, HO eMKHE YITOMUHAHUS
0 JIpyre-XyIOoXXHUKE U €ro IMpou3Beie-
HUSX OOHApYXXMBAIOT YYTKOCTh IHcCaTe-
JIsl, TOTOBHOCTb BKJIIOUUTBCSI BO «Bpave-
BaHUE» CTpaJalolleil aylu, a IIaBHOe —
TOHKOE TIOHMMaHHue JIEBUTAHOBCKOTO
HMCKYCCTBA.

Eie B paHHMe «0aOKMHCKUE» TOMIBI,
KOT/Ia OHM IIEIPO OTKPBIBAIM APYT IPYTY
nym, YexoB mrcan ux oodiieMy 3HaKOMO-
my apxutektopy @.0.1llexremo: «B mpu-
polie CTOJIbKO BO3IyXa U 9KCIPECCUH, YTO
HET CUJI OomucaTh... Kaxknplii Cy4yoK KpH-
YUT U MPOCUTCS, YTOOBI ero Hamucaln |[...|
JleButaH...»". Panysach mnpuBe3eHHBIM
neizaxucroM u3 Kpeima ationam, Yexon
3aMeyaeT: «TaJaHT ero pacTeT He I10 THSIM,
a o yacam»®. I1yT11Bo, HO OTHOBPEMEH-
HO C rOpIOCTbIO 3a Apyra OH Ha3bIBACT
€ro «reHuajbHbIM JIeBUTaHOM» U 3aMe-
YaeT, YTO B €ro paboTax Hayvajla MOsiB-
JsThes yabioka. [Tocetus B [Taprske Salon
1891 roma, YexoB c ymOBJIETBOPEHHOC-

IsL[l/rr. no: ITucbma, JJoKyMeH- 2 Tam xe. C. 133.
Tbl, BocrioMuHanust. C. 23. 2
. Tam sxe. C. 134.
Tam sxe. C. 38. 2
" *Tav ke, C. 132,
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ThIO cooO1aer cectpe: «B cpaBHeHUU co
3[ACIIHUMM Tieii3axucrtamu... JleBuTaH
Koponb»?'. Y mosxe, B 1895 romy BHOBb
yIBepXaaeT, 4ro «JleBUTaH — 3TO JIyd-
LU PYCCKUI Tei3aXucT»?.

[Mucarenb XOpoOILIO TOHUMAJ OCO-
O0eHHOCTH HaTyphl JleButana. Korma AH-
ToH [laBnoBuu mo gopore Ha CaxaauH
CIycKaJICsl Ha mapoxole <«AJieKCaHIp
Hesckuit» o Boire, mepen HUM OTKpPBI-
BaJIOCh IIMPOKOE BOJDKCKOE IPOCTpaH-
CTBO, OH BUIEJI «3aJIUBHBIE JIyTra, 3aJIUThIe
COJIHLIEM MOHACTBIPHU, Oejible LIEPKBHU...
IInéc, B KOoTOpOM XU TOMHBINA JleBu-
TaH»®, — BCe, YTO CTAHOBWJIOCH TIPEIME-
TOM Tel3axKel XynoKHUKa. YexoB TyT ke

HALLI MYBITUKALNN

nonMeyas: «JleBUTaHy HeNlb3sl XUTh Ha
Bonre. Ona kimameT Ha aymy Mpay-
HocTe»*. Tlucatens coxaien, uto Mcaak
Wnbny ¢ Hum He noexai. Topel Cudbupu
u Enwuceit nmopaswim YexoBa cBoeit opu-
TMHAJIBHOCTBIO U KpacoToil. «[Iporyska mo
Baiikany, — mucan oH, — BbILILIA YyTHAasI,
BO BEKU BEKOB He 3a0ymy...»”

YexoB 0COOEHHO LIEHWJI TPOCTHIE
1Mo MOTUBY Tielizaxu JleBuraHa, nu3oopa-
JKawIlIe HeNpUTI3aTeIbHYIO PYCCKYIO
MPUPOAY: TMepeaecKu, TUXHUE 3aKaThl,
cenbckue u30bl. EMy XxoTenoch MMeETh
OJIHY U3 TaKuX paboT — KapTuHy «J/lepeB-
HsI» — «CEPEHBKYIO, XaJKOHbKYIO, 3aTe-
PSIHHYI0, 0e300pa3Hyl0, HO TaKOil OT Hee
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Tretyakov Gallery
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BEET HEBBIPA3UMOI MPEIeCThbIO, YTO OTOP-
BaThCsl HEJIb3s: Bce Obl HA Hee CMOTpe
u cMoTpes»®. [TomoOHbIe mei3axu, cpe-
I KOTOPBIX TPOTEKAET XM3Hb MHOTUX
YEXOBCKUX MEPCOHAXKEN, C TAKOI 3Ke, MOX-
HO CKa3aTb, JIEBUTAHOBCKOM MPOCTOTOM
U TIOHUMaHUEM YU MPUPOJIbI, OH BbI-
BOAUT Ha CTPaHUIIAX CBOMX MpPOU3BEle-
Huii: «Jlaneko 3a Geperom, Ha TEMHOM
Oyrpe, Kak UCIyTaHHbIE MOJIOJbIE KypO-
MAaTKU, XaJIMCh APYT K IPYTY U30bI AepeB-
HHU... 32 OyrpoM Joropasia BeUepHsisi 3apsl.
Ocranach TOJIBKO OHA OJieAHO-0arpoBast
MOJIOCKa, Jla U Ta cTajla MOAEepruBaThCs
MEJIKUMM 00JlauKaMu, Kak Yrojibsl Ter-
JoM» («Aradbsi», 1886).

B cBoio ouepenb XymoOXXKHUK YyTKO
BOCIIPUHUMAJ Kax10€ HOBOE MPOU3Beie-
HUE MucaTesisi, pafoBaJiCsl €ro ycrexam.
B 1886 romy oH mpocut u3 SaTel, YTOOBI
AnToH [1aBoBMY Hamucasn o coaepKaHUU
mucbMa J1.B.Ipuroposuya, B KOTOpOM TOT
MpuBeTCTBOBaN YexoBa, KaK HACTOSILLIUN
TaJaHT, «<KOTOPBIN NaeTcsl peiKo» U MpH-
3BaH K TOMY, UYTOOBI CO3/1aTh «ITPEBOCXO/I-
HbI€», <UCTUHHO XYIOXECTBEHHBIE MPO-
U3BEEHUsI», HE Pa3MEHUBAsICh Ha JIUTE-
patypHble Mejouu. PanHsIsT yexoBckast
Mpo3a OTTOUMJIA MAacTepCTBO paccKazyu-
Ka, BbIpaboTaB MpeIeIbHYI0 9 KOHOMHOCTh
JIUTEPaTYPHOTO CJIOBA, OTCYTCTBUE JUTUH-
HOT, BBIPA3UTEJIbHOCTh KPaTKUX OMNHUCA-
HUI, Oyob TO XapakTep uejJoBeKa WJu
BKJIIOUEHHBIN B MOBECTBOBAHUE KaK OBl
MeXIy TIPOUMM Meii3ax, Bceraa 6e30mm-
0OYHO TOUHO COETUHSIIOLIUICS C YeToBe-
KOM U OIIYLIEBIEHHBIN UM.

«Pexa cmana. Kakoii-To HOYHOI
MaxpoBblil 1IBETOK Ha BBICOKOM cTebe
HEXXHO KOCHYJICS MOE I1IeKM, Kak pede-
HOK, KOTOPBIIf XOUYeT JaTh MOHSTh, YTO OH
He cruT» («Aradbsi»). B onrcanusx npu-
ponsl YexoB co3HATENbHO YIIeN OT Tpe-
KPAaCHBIX, HO JJTMHHO-TTO9TUYECKUX «TTeH-
3axeil B mpose» TypreHeBa. AHTOH [laB-
JIOBUY TIPU3HABAI UX BBICOKME JOCTOUH-
CTBa, HO CYUTAJ, YTO COBPEMEHHOI1 Cll0-
BECHOCTHU «HY>KHO UTO-TO Apyroe». Beico-
KO LIEHWJI KPAaTKOCTb U BBIPA3UTEIbHYIO
MOTUYHOCTh YEXOBCKUX COYMHEHUU
Toncroit: «Hukorna y Hero HeT JUIIHUX
MofpOOHOCTEH, BCsIKAash WM HyXXHA, WA
npekpacHa»?. Tak ke MpOCT, HEMHOIO-
CJIOBEH, a YacTo KakK OyATO U He TOTOBO-
peH, nieiizax JleBurana. BaxuHeimmm mist
Hero ObUT BBIOOp MOTHBA M €ro TOHYAM-
1masl KMBOMUCHAsT MHCTPYMEHTOBKa. B
CBOEli HEMHOTOCJIOBHOCTH YMBOTIHCELL
YXOIUT OT MOAPOOHOI pa3pabOTaHHOCTHU
netizaxeit U.U.1uikHa 1 1MoBecTBO-
BaTeJIbHOCTU CBOETO JIOOMMOTO YUUTesI
A.K.CaspacoBa. [loaTnueckoe Bocrpusi-
THE TIPUPOIbl M MaKCUMAaJIbHBIN JIaKo-
HM3M XYIOXXECTBEHHOTO SI3bIKa COMVKAIN
YEXOBCKYIO TPO3y U TEeH3aKHYIO >XKUBO-
nuch JleBuTana.

DTO KaueCTBO OCOOEHHO BBISIBUIIOCH
B TIPOU3BEACHUSIX XYNOXHMKA KOHLA
1890-x ronos. Omnpenensionieil KOHLEI-
1IMei ero Mmo3aAHUX MPOU3BEACHUM CTaJIO
CTpeMJIeHHE K TIPOCTOTEe MOTUBA, MTPEIEIb-
HOMY JIaKOHU3MY (OpM M UCKITIOUYEHUE

TPETbA
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U3 HUX BCSIKOW TTOBECTBOBATEJIbHOCTH.
B otu ronwr JleBuTaH yacTo nucai HOY-
HblE, CyMepeuHble Mei3aXxu, YTO OINpaB-
NBIBAJIO U OOBSICHSITIO OTCYTCTBUE TMOA-
PpOOHOCTEM, CIOBHO COKPBITHIX HOUHO 3a-
Becoii. «JlyHHasa Houb. [lepeBHs» (1897,
I'PM), «JlyHHast Houb. bonbIast nopora»
(1897—1898, I'TI), «Cymepku», «Cymep-
ku. Ctora» (06a — 1899, I'TT"), «Cymepku.
Jlyna» (1899; TPM) — xaxnaplii U3 aTUX
nei3axeil UCIIOJIHEH B CBOE, HO eTMHOM
LIBETOBO TOMUHAHTE U B OOLLEH CTUIIN-
CTUKe, cOmmxkarwuieir JleButaHa ¢ HoO-
BbIM, MOJIOABIM MOKOJIEHUEM KUBOIIHUC-
ueB. B «IyHHBIX» Teiizaxax XymTOXHUK
JIOCTUT TOW OOOOLLIEHHOCTH, OCHOBAHHOM
Ha TOHMMaHUU CaMOro TJIaBHOTO B MPU-
pofie, YTO IMO3BOJISIET «MOHYMEHTATU3HU-
poBaTb» nbixaHue 3eMiu. [IpocTeie u sic-
Hble (OPMBI MO3IHEN kuBonucu JleBu-
TaHa 1.9D.Ipabapb cpaBHUBAJI C « TAKOHU3-
MOM SITIOHCKOI TpaBoOpbl». UMeHHO 00
9TUX padorax YexoB ropopui: «Jlo Takoit
U3YMUTETBHON MPOCTOTHI U SICHOCTU MO-
THBA, 10 KOTOPBIX JOIIIEJ B [TOCIEIHEE Bpe-
Ms JIeBUTaH, HUKTO HE TOXOAMII 10 HETO,
J1a He 3HAalo, JOMAET JIU KTO U Iocie»?.

Hagewas 6onbHOrO Yexona B Anre
B situBape 1900 roza, cam yxe cMepTeIbHO
00J1bHOI, JIeBUTaH MOMECTII B KAMUHHYIO
HUIIly B KAOWHETe HaIlMCAHHBIN 3[eCh ke
BO BpeMsI pa3roBopa ¢ IpyroM HeOOJIbLION
neiizax «CTora ceHa B JYHHYIO HOYb».
[Meiizaxx cTam OTBETOM XyOOXHHMKa Ha
cioBa YexoBa 0 TOM, Kak OH TOCKYeT TIO
CEBEPHOI pycckoil mpupose, Kak Aylie-
BHO TSIXKEJIO €My XXUBETCSI CPeu BEUHO-
3eJIeHbIX TJISTHLEBbIX PACTEHUM, CJIOBHO
CleJaHHbIX M3 XKECTU, «d HUKAKOW OT
HMX pagocTu». OH Ha3bIBaJ CBOIO XU3Hb
B SlnTe «OGeccpoyHOl CChUIKOM» M muca
npy3bsiMm: «be3 Poccum Hexopoiio Bo
Bcex cMbicinax»®. JleButaH Takxe 6e3-
MEpPHO JIIOOUJT CPEeTHEPYCCKYIO MPUPOAY
U TOCKOBAJI BAav OT Hee. W3 repBoii sii-
TUHCKON MOE3IKU OH MUCaT: «...IpUpoaa
3[IeCh TOJILKO B Hayaje Mopaxaert, a 1moc-
Jie CTAHOBUTCS YKAaCHO CKYYHO U OYeHb
XoueTcsl Ha ceBep <...> s ceBep JIoOJII0
Ternepb OoJIbIlIe, YeM Koraa-aubo, s TOlb-
KO Temepb MOHSLT ero...»*

[Mapannenu B xxuBomnucu JleBuTaHa
u mnpo3e YexoBa BO MHOTOM OOBSICHU-
Mbl OO11Ie}i 3MOX0M, B KOTOPYIO OHU KU-
JI ¥ KOTOpasl BbIBUTAJIa CBOU YCJIOBUSI,
001111e 3aKOHOMEPHOCTU XYy OKECTBEH-
Horo pa3Butus. [leii3axuct u nucatens,
B CBOIO OuYe€pellb, BAUSIIA Ha HEE CBOUM
HWCKYCCTBOM. TBOpueckue COJMXKEHUS
Yexosa u JleBuTaHa, HACKOJIBKO 3TO BO3-
MOXHO B pa3HBIX BUIIaX UCKYCCTBA, 00b-
SICHUMBI B HE MEHbIIIei Mepe TeCHBIM 00-
1LIEHUEM U APYXKOO0ii IBYX BEJTMKUX TTPE-
CTaBUTEJEN PYCCKOM XydOXECTBEHHOM
KyasTyphl KoHIIa XIX cToneTtus.

«Yexos, JleButan u YaiikoBckuii —
9TU TPU UMEHU CBSI3aHBl ONHOW HUTHIO,
U, TIpaB/ia, OHU ObUIM MEBLIAMU MPEKpac-
HOW pYCCKOW JUPUKHU, OHU ObLIN BbIpa-
3UTEJISIMU LIEJION TOJIOCHI PYCCKOUW XU3-
HU», — 3amucaja B CBOMX BOCIIOMHWHA-
nusix O.J1. Kuumnmnep-Yexosa®.
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