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GpaLueHne XyA0KHNKOB-CTaHKO-

BUCTOB K BHECTaHKOBbIM obnac-

TAM WCKyCCTBa, BrepBble Mpo-
nsowepwee B abpaMLEBCKOM COAPYXeCT-
Be, NPeACTaB/AI0 Ka4eCTBeHHO HOBOE fB-
NleHNe B XYAOXKEeCTBEHHOW XWU3HW TOro
BpeMeHW. [1oToMy, KOrAa roBopsAT 0 3Haye-
HUKM ABpaMLIeBCKOro Kpy»Ka, BCMOMMHA-
l0T npexze Bcero 06 3701, N0 CyTV peBo-
NIIOUMOHHON, pONn AeATeNbHOCTU €006~
wectBa. Mexay TeM 1 B XXMBOMUCHK y4acT-
HUKOB KpY)KKa MOXHO TaKxe npocneauntb
HOBble TeHAEHLMUW, KaK ABMBLUMECHA pe-
3ynbTaToM 06Lero XyAoXecTBeHHOro
IBVXXEHWA, TaK U BO3HMKLUME Hemocpes:
CTBEHHO B COApY)KecTBe, B ero TBOpyec-
Ko aTMoc(epe 1 XyA0XeCTBEHHOM Mpak-
TVKe, BO B3aMMOAENCTBMM U B3aVIMOBAU-
AHWUM ero y4acTHWUKOB. fipKoe TOMY MOA-
TBEPXK/AeHWe - nei3aKHoe TBOPYECTBO Xy-
LOXHVKOB B ABpamLuese.

B ctonosoit sgoma C.1.MamoHTOBa B Mockse.
doro

In Savva Mamontov's dining room in Moscow
(a photograph).

AneoHopa MacToH
Eleonora Paston

Abpamyesckuli xy0oxecmseHHbIl KpyxoK, obbeduHaswuli 8 1870-1890-e
200b] BOKPY2 CeMbU KPyNHO20 NPOMbIWIEHHUKA U CMPAcmHoz20 Jbumesns uc-
kyccmsa Cassbl MisaHosuya Mamonmosa xydoxHukos W.E.Penuxa, B.[.Mone-
Hosa, B.M. u A.M.BacHeyosbix, M.M.AHmokonbckozo, B.A.Ceposa, K.A.Koposu-
Ha, M.A.Bpyb6ens, E/[.lMoneHosy, M.B.Hecmeposa, UN.C.Ocmpoyxosa u Opyeux,
NOJTy4U WUPOKYIO U3BeCMHoCcMb, 61a200apA pedkocmHoli nio0omsopHocmU 8
PA3/uYHbIX 061aCMAX MBOPYECMNBA ~ 8 XUBONUCU U 2pauKe, meampe U apxu-
meKmype, 0eKOPamMUBHO-NPUKIAOHOM U MOHYMeHMAJ/IbHOM UCKycCmae.

The Abramtsevo circle of artists was formed in the last third of the 19th centu-
ry. It grew up around the wealthy manufacturer and patron of the arts Savva
Mamontov, and came to include such artists as Ilya Repin, Vasily Polenov, Viktor
and Apollinary Vasnetsov, Mark Antokolsky, Valentin Serov, Konstantin Korovin,
Yelena Polenova, Mikhail Nesterov, llya Ostroukhov and Mikhail Vrubel. Active in
many areas such as painting, sculpture and graphic art as well as drama, archi-
tecture, decorative and applied arts, the group received wide acclaim.
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ts members worked in potteries and

carpentry workshops in Moscow and

Abramtsevo, designed sets and cos-
tumes for their own dramatic productions,
as well as those of Mamontov's Private
Russian Opera, and even took part in the
building of the "Spas Nerukotvorny" (Sav-
iour Not Made by Human Hands) church in
Abramtsevo. All this helped them to master
new fechniques which led to the develop-
ment of the neo-Russian style.

Re-thinking the very role of art and
the relationship between art and life, the
Abramtsevo group was the first fo turn to
the decorative arts and crafts. This was a
new phenomenon at the time: seeking new
stylistic solutions, the artists found them
in the creative re-working of popular
motifs and old Russian themes. Paintings
created in Abramtsevo also reflect a num-
ber of new tendencies; these stem from
both the general artistic movement at the
time and from the group itself, the creative
atmosphere it engendered and the inter-
action and mutual influence of its mem-
bers. The landscapes created by the
Abramtsevo artists clearly bear testimony
to both.

The group painfed in the Mamon-
tovs’ comfortable Moscow home as well as
their country residence at Abramtsevo,
near Moscow. The old Abramtsevo estate
had previously been owned by the writer
Sergei Aksakov. Set in a typical "middle
Russian" countryside, Abramtsevo was an
ideal location for landscape painting. Its

picturesque views engaged the artists in
"lively conversat-ions with nature™', inspir-
ing them to paint prolifically. Abramtsevo
came fo be known as the "Russian Bar-
bizon".

Like Barbizon, Abramtsevo was a
constant source of inspiration to those
who painted there and, like Barbizon, it
became famous through their work. Fur-
thermore, it is very likely that Repin and
Polenov, working in France with scholar-
ships in the 1870s, had precisely such a
Barbizon-type artists’ colony in mind when
they accepted Savva Mamontov's invitat-
ion to return to Moscow and form a new
art centre in Moscow and Abramtsevo.

At the same time, the comparison
between Barbizon and Abramtsevo was
never made by Repin, Polenov or Viktor
Vasnetsov - the first artists to come and
paint there. Neither was the parallel drawn
by the artists who followed in the 1880s
and 1890s. Repin affectionately called
Abramtsevo "the best dacha in the world"2,
Besides being aftracted by the natural
beauty of its surroundings, the painters
enjoyed spending time with their hosts
Savva and Elizaveta Mamontov. The cou-
ple’'s Moscow home and country estate
became centres of creative endeavour,
places where ideas were shared, new
methods tested and common interests
developed. The Abramtsevo circle of
artists eventually became known as an
artistic colony "centring around an

estate™.

! Yekaterina Sakharova. «Vasily Dmitrievich Polenov. Yelena Dmitrievna Polenova. Khronika Semyi Khudozhnikow» (Vasily Dmitrievich
Polenov. Yelena Dmitrievna Polenova. The Artists Family Chronicle). Moscow, 1964, p.315.

2 Eleonora Paston, «Abramfsevo. Iskusstvo i Zhizn» (Abramtsevo. Art and Life). Moscow, 2003, p.385.

% From Repin’s letter to Adrian Prakhov, May 1877. Taken from «Repin I.Ye. Khudozhestvennoye Nasledstvo» (llya Repin. An Artistic

Legacy) in 2 vols. Leningrad, Moscow, 1949, vol.2, p.32.

! Caxaposa E.B. Bacvnnit iImutpuesuny MoneHos. Enena [imutpuesHa MoneHosa. XpoHuKa ceMbu xyaoxHukos. M., 1964. C. 315.

2 Macmon 3.B. Abpamueso. MckycetBo v xusHb. M., 2003. C. 385.

*ue Penun - A.B. lMpaxoBy. Mait 1877 r. // W.E. Penun. XyaoxecTBeHHoe HacneacTso. B 2 7. J1; M, 1949.T. 2. C. 32.
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W.E.PENNH

[Mopmpem
C.M.Mamo+Hmosa. 1878
Xonct, macno. 71x58

My3eit-3anoBeaHuK «AGpamiieBo»

llya REPIN
Portrait of Savva
Mamontov. 1878
Qil on canvas.

71 by 58 cm

Abramtsevo Museum

W.E.PENUNH
TNopmpem
E.'Mamo+Hmosol
1874-1879

Xoncrt, macno. 73x59

Myseii-3anoBegHnK «AGpamueBo»

llya REPIN

Portrait of Elizaveta
Mamontova.
1874-79

Qil on canvas.

73 by 59 cm

Abramtsevo Museum

W.E.PENUH

Ha mexe (Bepa
AnekceesHa PenuHa

¢ dembMu udem no
Mexxe). 1879

Xoncer, macno. 61,5x48
rmr

Illya REPIN

The Boundary

(Vera Repina Walking
with her Children)
1879

Oil on canvas

61.5 by 48 cm

State Tretyakov Gallery

WcTopua KpyxKa cknagpiBanacb B
ylOTHOM AoMe MaMoHTOBbIX B MocKBe 1 B
MX MOAMOCKOBHOM MMeHun Abpamueso
COo cTapuHHON Gapckoi ycagbboii, npu-
HaanexasLwel paHee nucatento C.TAkca-
KOBY, C TUMWYHBIMW AN1A CPeAHel nonochbl
Poccun KMBOMUCHBIMU OKPECTHOCTAMM,
rAe MOXHO Oblo BECTU «yBNieKaTe/bHble
Geceabl ¢ npupogoin»'. Mpupopa 3Twx
MecT BJOXHOBAANA XyAOXHWKOB Ha cO-
3/laHMe MHOXeCTBa XMBOMUCHbBIX NPOU3-
BeJeHWiA, KoTopble CHUCKanu ABpamuesy
cnaBy «pycckoro bap6usoHan.

Brnipoyem, Hu PenuiH, Hu [MoneHoB, Hu
BukTtop BacHeu0B - nepBble nocetutenu
MaMOHTOBCKOW ycaabbbl, HU Apyrue Xy-
AOXHUKN, Npuesxaslime K MaMOHTOBbIM
B 1880-1890-e roabl, HUKoOrga He cpas-
HuBann AbpamueBo ¢ bap6usoHom. Mo-
MUMO XUBOMUCHOMW, ryBOKO HauMOoHanb-
HOW MpVpOAbl, ANA Y4aCTHUKOB KpyXKa
nputAratenbHbl 6blM Xx035eBa ycaab0bl
CasBa VBaHoBuY 1 Enusaseta lpuropb-
eBHa MaMOHTOBbI, ymMeBLIKeE Fy6OKO YyB-
CTBOBATb M MOHUMaTb MCKYCCTBO, T€ KOJI-
NIEKTVBHbIE MHTepechbl 1 obLime Xynoxe-
CTBeHHble Ha4YMHaHWA, KOTopble 3axBaTu-
nn nx B Mockse 1 Abpamuese. O4eHb cKo-
PO OHM OKa3sanucb B LieHTpe obwmx gen
COZpYXeCTBa, BMOCNEACTBUM MO3BONB-
WX NpUYMCAUTL AGPaMLEBCKUIA KPYKOK
K XYLOXXECTBEHHbIM KOJIOHUAM «ycazieb-
Horo Tuna»’. Ho A6pamueBo npu 3ToM

BCerga ocCTaBanocb ANA YYaCTHUKOB
Kpy)XKa, no cnosam PenuHa, «nyywen B
Mupe aadven»’. HanucaHHble UM 34ecb B
KoHue 1870-x - Hauane 1880-x rogos

The atmosphere at Abramtsevo was
friendly and relaxed. As well as working
together, artists spent their leisure time in
each others’ company, devising pleasant
and imaginative pastimes such as drama
productions, readings from various
authors and other enfertainments. All this
could not help but influence their painting
and particularly their landscapes.

Repin's late 1870s-early 1880s
works, such as "The Boundary" (1879,
State Tretyakov Gallery) and "Abramtsevo"
(1880, the Polenov Museum), exude the
carefree spirit of country life and artistic
freedom. In these canvases, created in
Abramtsevo, the artist uses open-air paint-
ing techniques acquired in Paris.

The Abramtsevo estate and its surr-
oundings also feature in dozens of land-
scapes and sketches by Vasily Polenov.
The artist's Abramtsevo works are filled
with the same sense of peace, the same
musings on the old way of life as his
famous "Moscow Courtyard” (1878) and
"Grandmother’'s Garden" (1879), both in
the State Tretyakov Gallery. Yet in the
Abramtsevo landscapes, the link between
the artist and nature infensifies, becomes
more intimate; all intermediaries vanish as
people gradually disappear from Polenov's
paintings. Yet the spiritual element so
characteristic of the artist remains: Polen-
oV's landscapes continue to be imbued
with emotfion ("The River Vorya
at Abramtsevo” (1880), "The River Vorya"
(1881), and "The Upper Pond at Abramt-
sevo" (1882), all in the Abramtsevo Muse-
um).

This evolution in Polenov's land-
scape is likewise evident in the artist’s the-
atre work. In his "Atrium" for Apollon
Maikov's "Two Worlds" (1879), Polenov
uses his open-air experience fo create an
ancient courtyard bathed in airy light.
Several years later, in the "Castle Stair-
case" set for Savwva Mamontov's "Red
Rose" (1883), he creates a moonlight

AM. BACHELIOB
Abpamyeso. 1884
3108,

[MlepeBo, macno
31,5%x24,7
Myseii-3anoBeaHnK

«AGpamLeBo»

Apollinary VAS-
NETSOV
Abramtsevo

(a sketch). 1884
Oil on wood
31.5 by 24.7 cm

Abramtsevo Museum

B.M.BACHELIOB
lponoe. 1881
JcKun3 aeKkopaumn
K BeCeHHell cKaske
A.H.OctpoBcKoro
«CHerypouka»
Bymara, akBapenb,
6enuna. 21x28

Myz3eit-3anoBeaHuK «ABGpamieso»

Viktor VASNETSOV
Prologue. 1881
Sketch for a scene
from Ostrovsky's “Sne-
gurochka”
Watercolour and

zinc white on paper
21 by 28 cm

Abramtsevo Museum

KapTuHbl «Ha mexe», «<Ha mocTuKe B nap-
ke» (06e - 1879), «Abpamueso» (1880)
MPOHWKHYTBI OLLyLieHeM Be3MATEXHON
JAyHOM KN3HW, TBOPYECKON CBOOOAbI.

MHorouncneHHbIMM MoTMBaMu ab-
pamueBcKas ycaabba M ee OKpecTHoCTU
BOLL/V B JECATKM NJIEH3PHbIX 3TIOA0B, Ha-
nucaHHbIX 3pecb Bacunuem lNoneHoBbiM.
B Hux Ta e yMMPOTBOPEHHOCTb, Ta Xe Na-
MSATb O CTapOM NaTpuapxabHoM bbiTe, KO-
Topyto Npobyxaana B XyAOKHUKe ObiBLIAsA
aKcaKoBCKas ycaabba, YTo 1 B ero KapTu-
Hax «MockoBckuin asopuk» (1878), «ba-
OywkuH cagy (1879). Ho B abpamLueBcKux
nensaxax NoABUANCH W HOBble MHTUMHO-
JIVpUYeCKne CBA3N XYAOKHUKA W MpUpo-
Obl, pacKpblBatoLmecs yxe 6e3 «nocpea-
HMYecTBa» MepcoHaxei KapTuHbl. Jloan
13 MONEHOBCKUX KapTWH MOCTEMNEHHO M1C-
4e3aloT, HO COXpaHAETCA BbICOKMI AyXOB-
HbI CTPOI Mei3axa, ero 3MoL1oHanbHoe
3ByyaHue - «AbpamueBo. Peuka Bops»
(1880), «Pexka Bops» (1881), «BepxHuii
npyA B Abpamuese» (1882).

B 3Bontouny neinsaxHoro TBOpYe-
crBa [MoneHoBa HeManoe MecTo 3aHNMa-
nn ero TeaTpanbHble paboTbl. Cama Tpak-

TOBKa Nei3axa npetepnesBaeT Ha cLeHe
cyliecTBeHHble M3MeHeHuA. B cBoen
nepBoil AeKopauuoHHoW pabote - «AT-
puym» K «[lBym mupam» A.H.MalikoBa
(1879) - XyAOXHUK, Mcnonb3ys OnNbIT
MNeH3puCTa, J06MBaeTCA OLLyLLEHNA MO~
TPYKEHHOCTV aHTUYHOTO ABOPUKA B CBe-
ToBO3AYWHY0 cpedy. CnycTa HecKonbKo
NeT OH, co3jjaBaf B 3CKM3e JeKopauuu
JIYHHOe ocCBelleHune, NULWeT CBeT U pe-
tdnekcbl 0606LeHHO, ycuaMBas Hachbl-
LeHHOCTb CBeTa U KoHTpacTbl - «Jlect-
HMLUa K 3aMKy» K «Anon pose» C./N.Ma-
mMoHTOBa (1883). MneH3apHbie ¢opMbl
XMBOMUCHK, N3MEHAACH B YCNIOBUAX CLe-
Hbl, TpaHchopMmpytoTes, 06pasys Aeko-
paTUBHYIO MO CBOEW CyTW cucTemy. 3ToT
OMbIT HE MOl He CKa3aTbCA Ha CTaHKO-
BOM TBOPYECTBE XyAOXKHMKA.

Yxe co BTopoi nonoBuHbl 1880-x ro-
70B 3aMeTHbl U3MEHEHWUA B CTUIUCTUKE
«be3nogHbIX» nensaxen. Mx xusonuc-
Hble GopMbl cTaHOBATCA Gonee KpynHbI-
MU 1 0606LLEHHBIMK, XOTA COXpaHATCA
n3nobneHHble 0NEHOBLIM TaMHCTBEH-
Hble POMaHTUYeCKMe «yroaKu», urpa nia-
HOB, 4acTO HarpoMOXAaeMblX OAWH Ha
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apyrovi. CBoe 3aBepLueHue 3TOT TvN nei-
3axa nonyuyun B nonoTHe «OceHb B AB-
pamuese» (1890), pabote, oTanyatoweit-
CA CTPOron [eKopaTMBHO-PUTMUYECKOW
opraHusaumen, TwaTenbHON BblBEPEHHO-
CTbi0 BCEM KOMMO3ULMU U OTAENbHbIX ee
JeTanei, 6oraTcTBOM U pa3Hoobpasumem
KUBOMUCHOTO CTPOA.

AbpamueBckan ycaabba 1 ee oKpe-
CTHOCTU MHOTOYMC/IEHHBIMU MOTMBaMU
BOLWN B COTHW MIEH3PHbIX 3TIOA0B U
ner3saxen y4yacTHUKOB KpyxKa — A.A.Ku-
cenesa u U.C.0ctpoyxoBa, B.M. n A.M.Bac-
HeuoBbix, EJl.MoneHoBon, KA. KopoBuHa,
M.B.HectepoBa. B Hux He HaiTu addeKT-
HbIX BWAOB, MOAYEPKHYTO «KpacuBbIX»
MOTMBOB, HO OHM 06/1aAal0T TeEM 3MOLIMO-
HanbHbIM 3apAA0M, KOTOPbI NepeaaH Xy-
AOXHUKOM, BXMBLUMMCA B NPUPOAY, No-
CTOSIHHO 1 N060BHO HabNOAAOWMM ee
nepeMeHbl U cocToAHUA. MOTUB KaK TaKo-
BOW, CNYXWBLWWWA paHblle npesMeToM
rMaBHbIX MOVCKOB XMBONWcLes, B Abpam-
LieBe yTpaumBaeT CBOI0 Oblyio LEeHHOCTb.

Ha nepBbiin nnaH BbIXOAAT 3MOLMOHANb-
HOe BOCMpUATME XYAOXKHUKOM KapTWHbI
npupoAbl N KUBOMUCHbIE AOCTOMHCTBA
npoussefeHus. B co3faHHbIX 34ecb MHO-
FOYUCIIEHHBIX NMPUYECKMX Men3axax u
3TIoAax 0C06EHHO MHTEHCMBHO pa3BuBa-
NCb Te CBOWCTBA PYCCKOM Nen3axHoun
uBonucy, Kotopble, no cnosam A.A Pe-
nopoBa-[laBblaoBa, «BNOCNeACTBUN CTan
Ha3blBaTb «NpaBAON BUAEHUA» N «HACT-
pOeHVeM» B neisaxer”.

CTpemneHue K nepegaye Henocpea-
CTBEHHOIO BMeYaTNeHns, IBUXKEHUA, U OT-
CloAa K 3TIOAHOCTU, KaK 0CHOBHOWM opme
BblpaXeHWsA 3TOro BMe4YaTieHus, npu-
CTanbHOe BHMMaHwue K Bce Gonee padu-
HVWPOBAHHBIM MJIEH3PHBIM MOMCKaM Npu-
BeZyT K NOABAEHUIO UMMpecCcMoHUCTUYe-
CKMX (hOpPM KMBOMUCU B PyCCKOM UCKYC-
CTBE, APKO NMPOABUBLUMXCA B TBOPYECTBE
Ceposa - «[Mpyauk. Abpamueso», «3uma B

4 ®edopos-/Jasbioos A.A. Pycckuii neiizax koHua XIX - Haua-
na XX Beka. M., 1974.C. 10.
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B.A.CEPOB

3uma 8 Abpamuyese
1886. 3107,

Xonct, macno. 20x15,5
rmr

Valentin SEROV
Winter in Abramtsevo
(a sketch). 1886

Oil on canvas

20 by 15.5 cm

State Tretyakov Gallery

M.B.HECTEPOB »
BudeHue ompoky
Bapgonomero
1889-1890

Xoncrt, Macno. 160x211
rr

Mikhail NESTERQOV »
The Vision of the
Young Bartholomew
1889-1890

Oil on canvas

160 by 211 cm

State Tretyakov Gallery

B.A.MONEHOB »

OceHb 8 Abpamyese
1890

Xonct, macno. 77,5x126
Myz3eit-3anoseanuk B.[l.MoneHosa

Vasily POLENOV »
Autumn in Abramtsevo
1890s

Oil on canvas

77.5 by 126 cm

Vasily Polenov Museum

B.A.NOJIEHOB
JlecmHuya K 3amky. 1883
ScKu3 gekopauun

K nbece C.M.MamoHTOBa
«Anas Po3za».

bymara, akBapenb
25,3x33,8

Myseii-3anoBegHnK «AGpamueBo»

Vasily POLENOV

Castle Staircase. 1883
Sketch for a scene from
Mamontov's “Red Rose”
Watercolour on paper
25.3 by 33.8 cm

Abramtsevo Museum

effect by intensifying light and contrast
with broad light patches and reflec-
tions. Adapting itself to the stage,
Polenov's open-air technique evolves
info a more decorative approach, an
experience reflected in his paintings
and sketches. In the late 1880s, the
style of Polenov’'s "unpeopled” land-
scapes begins fo change: forms grow
and become broader, less detailed,
although the artist still likes to keep a
few little mysterious corners and to
mingle background and foreground.
"Autumn in Abramtsevo" (1890) is the
culmination of this type of landscape.
Rich, decorative and diverse, its rhythm
and composition are highly organised,
each detail precisely in place.

The old house and countryside at
Abramfsevo are repeated in hundreds of
open-air sketches and landscapes by
such artists as Alexander Kiselev, llya
Ostroukhov, Viktor and Apollinary Vas-
netsov, Yelena Polenova, Konst-antin
Korovin and Mikhail Nesterov. These are
not obviously striking views, and there
are no particularly pretty motifs. Yet the
painfings possess an emotional power
which comes from the artists’ tireless
and fond observation of nature, its states
and shifts. The subject itself, which had
used to constitute the painters’ chief
anxiety, gradually began to lose its
importance; instead, the artists’ emotion-
al response to nature and their skill in
expressing this response became para-
mount. The many lyrical sketches and
landscapes created in Abramtsevo saw
the development of qualities which, as
Fyodorov-Davydov notfed, "came fo be
known as ‘truth of vision’ and ‘mood’ in
landscape painting™.

The desire to capture fleeting
impressions and render motion led

4 Alexei Fyodorov-Davydov. “Russky Peizazh Kontsa XIX -
Nachala XX Veka” (‘Russian Landscape of the Late 19th -
early 20th Century”). Moscow, 1974, p.10.

artists to work from life, sometimes hastily
and impulsively, and the constant honing
and refining of open-air painting brought
about the emergence of an Impressionist
element in Russian art. This is clearly evi-
dent in the work of Serov ("Pond at
Abramtsevo” and "Winter in Abramtsevo”
(1886), both in the State Tretyakov
Gallery) and the painfings and theatre
work of Korovin.

In Abramtsevo, the artists were con-
stantly outdoors, contemplating and
exploring nature. Perhaps the Abramtsevo
way of life encouraged another tendency
not uncommon in art at that time - the
mingling of genres. In Abramtsevo, land-
scape elements acquired a new meaning,
an increased emotional significance. The
so-called "landscape-painting” genre was

developed primarily in Abramtsevo. Exam-
ples include Repin's "The Boundary"
(1879, State Tretyakov Gallery), "On the
Park Bridge" (1879, State Museum of Fine
Art, Museum of Private Collections) and
"Abramtsevo”, as well as Polenov's "In a
Boat" (1880, Kiev Museum of Russian
Art). The life of the country estate with its
habits and inhabitants had never before
come under such close scrutiny in Russian
art. Painters sought to portray their
impressions of country life and the subtle
changes that took place in a country
house throughout the day, throughout the
year. Lyrical contemplation, the joy of a
beautiful summer’s day, the elegiac sad-
ness inspired by autumn’s decay, the
advent of winfer - all this was closely
examined and re-considered. Later, the
theme of the country estate would be
taken up by Viktor Borisov-Musatov,

Stanislav Zhukovsky and the "World of
Art" painters. The aesthetics of the past,
the olden days, and life on the Russian
country estate were fo become an impor-
tant motif in that movement.

The local landscape was also reflect-
ed in numerous portraits created in
Abramtsevo. Nature plays an important
part in canvases such as Repin’s "Portrait of
S.Mamontova" (1879), Viktor Vasnetsov's
"Portrait of Vera Mamontova" (1896), both
in the Abramfsevo Museum, and Serov's
"Girl with Peaches" (1887, State Tretyakov
Gallery). Landscape is an integral part of
this famous portrait of Verushka Mamonto-
va, an important elem-ent of its imagery,
and the artist's aim - to render the "fresh-
ness of a first impress-ion" - is akin to the
task of a "mood landscape” painter.

W.E.PENUNH
[lopmpem
C.®.MamoHmosoli
1879

XoncT, Mmacno
89x69

My3eit-3anoseaHuK «AGpamLeso»

llya REPIN

Portrait of S.Mamontova
1879

Oil on canvas

89 by 69 cm

Abramtsevo Museum

Ab6pamuese», «[lom B Abpamuese» (Bce -
1886) - n KopoBuHa, B ero cTaHKOBbIX U
TeaTpanbHbIX paboTax.

YKu13Hb y4aCTHUKOB Kpy»KKa B abpam-
LieBCKoW ycaabbe, NpoxoamBLUIas NOCTOAH-
HO Ha mpupoge, cnocobcTBoBana pasBu-
TUIO eLLe OAHOW TeHAEHLMM, XapaKTepHo
AJ151 KMBOMMUCY 3TOTO BPEMEHM, — B3aUMO-
NPOHMKHOBEHUIO XaHPOB, HOBOMY 3Haye-
HUIO Mei3a)HbIX 31eMeHTOB, NprobpeTato-
WMX B KapTWHax Bce GOMbLIYD 3MOLMO-
HaNbHY U CMbICIIOBYIO Harpy3ky. iMeHHo
34ecb MOMlyyaeT pacrnpocTpaHeHue cBoe-
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06pa3sHbIii aHp - nelsax-KkapTuHa. Peub
naet 06 yxe HasBaHHbIX paboTax PenuHa
«Ha mexe», «Ha MocTuKe B mapke», «A6-
pamueBo», o KapTuHe [ToneHoBa «Ha nog-
ke» (1880). Brepsbie B pycCKOM UCKycCTBE
W3Hb ycaAbObl KaK TaKoBOIA, pa3Hoobpa-
31ie ee MOTVBOB, BreYaTieHne OT HUX, Me-
HAlOLLEeecs B pa3HOe BPEMA rofia U CyTOK,
NOABEPAVCh CTOMb NPUCTaNbHOMY BHUMA-
Huo xyaoxHuKoB. CoctosaHue nupuyec-
KOV1 cO3epLiaTeNbHOCTY, OLUyLLieHWe pafoc-
TV OT MOFOXero NeTHero AHA W aneruyec-
KOW FpycTW, HaBeAHHOM OCEHHWUM YBAAa-
HWeM NpVpozbl, 3UMHAA Nopa — BCe CTaHo-
BUTCA NpeAMeTOM XYAOXeCTBEHHOro 0cC-
MbIC/IEHWA, MpeABOCXMLas MO3TUKY yca-
AebHbIx MoTuBOB B.3.bopucoBa-Mycaro-
Ba, C.H0.XyKoBcKoro, xyaoxHunkoB «Muvpa
MCKYCCTBa», OAHOM U3 [MaBHbIX TeM KOTO-
pbIX CTaNna Xu3Hb PyccKoi ycaabbbl, acTe-
TW3aLMA CTapyHbI.

AKTMBHYIO ponb urpan nemnsax B
nopTpeTax, HanucaHHbix B AGpamuese.

OH eCTeCTBEHHO 1 OPraHUYHO BKIIIOYEH B
Takue pabotel, kak «[opTper C.®.Ma-
moHToBOW» (1879) W.E.PenuHa, «MopTpet
B.C.MamoHToBOI» (1896) B.M.BacHeuo-
Ba, kKapTuHa B.A.CepoBa «[leBouKa ¢ nep-
cukamu» (1887). MNensax B noptpete Be-
pywwKn MamoHToBOI CepoBa cTaHOBUTCA
BaXKHOI cocTaBnsolell B 06pasHoM pe-
WeHWN KapTuHbl Gnarogapsa 6am3octu
MOCTaBNEHHON XyLOXHWUKOM 3ajauu ne-
peAaTb «CBeXecTb NepBOro Breyatne-
HUA», NpobneMaMm, peluaeMbIM B neiizaxe
HacTpoeHUs.

«HacTynneHuve neisaxan, «BblpaboT-
Ka neii3aXHoro nofixoAa Ko BCeM ABNEHU-
AM OKpYXXaloLLero Mupa», «obeccroxeTn-
BaHME» KMBOMMWCK NMOCPEACTBOM «rein3a-
KM3aLMU»® KaHpa - NPoLeCChl, KOTOPbIMU
XapaKTepu30BannCb HOBble TEHAEHLWMN B
PYCCKOM KMBOMUCU NOCIEAHUX AeCATHNe-
Tnin XIX Beka, - wau B AGpamueBe, TakUM
06pa3oM, 0CO6EHHO MHTEHCUBHO.

lMe3ax BTOpraetca Aaxe B CKa304-
Ho-Muonornyecknii xaHp. Buktop Bac-
HeL,0B, NepBbIM CPeAn PYCCKUX XYAOKHU-
KOB MPOHUKLUMIACA MOHMMaHNEM TeCHbIX
CBA3€I NepexuBaHWin YenoBeKa ¢ CoCTo-
AHWEM NPUPOAbI, CBONCTBEHHBIX PYCCKO-
My (ONbKIOpY, MMEHHO B nen3axe OyaeT
MCKaTb XyA0XeCTBeHHble CpeAcTBa ANA
WCTONIKOBAHWA HAapOAHbIX JIereHd U cKa-
30k. Korga B 1881 rogy oH Gyaer pabo-
TaTb HaA KapTUHOM «ANeHyLLKa» Mo MOTH-
BaM pPyCCKOI HApOAHOWN CKa3Ku, To 0bpa-
TWUTCA K abpaMUEeBCKMUM Mei3axHbIM Mo~
TVBaM, nepeAaloWwmM nevanb HaaBuUralo-
wenca oceHu, 4Tobbl CO3AaTb MOSTUY-
Hblil, CKa304HO-0606LeHHbI 06pas3
ropbKOM nevyanu.

5 ®edopos-/[lasbidos A.A. Pycckoe UCKyCCTBO NPOMBbILLNEHHOTO
Kanutanusma. M., 1929.C. 10, 12.

5 Alexei Fyodorov-Davydov. “Russkoye Iskusstvo Promyshlen-
nogo Kapitalisma” (‘Russian Art at the Time of Industrial
Capitalism”). Moscow, 1929, pp. 10, 12.
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B.M.BACHELIOB
Jlybosas powa 8
Abpamyese. 1883
XoncT Ha KapToHe,
macno. 36x60

rr

Viktor VASNETSOV
Oak Grove in Abramt-
sevo. 1883

Oil on cardboard

36 by 60 cm

State Tretyakov Gallery

B.M.BACHELIOB
AneHywWwK1H npya
1881.31i04

Xonct, macno. 48x32

Myseii-3anoBegHnK «AGpamueso»

Viktor VASNETSOV
Alenushka’s Pond
1881. Sketfch

Qil on canvas

48 by 32 cm

Abramtsevo Museum

B.A.CEPOB

Jlesoy4ka c nepcukamu
1887

Xonct, macno. 91x85
rr

Valentin SEROV
Girl with Peaches.
1887

Qil on canvas

91 by 85 cm

In late 19th-century Russian art, the
tendency emerged to treat all subjects as
landscape. The landscape painting
approach took over other genres®, a
process which was particularly active in
Abramtsevo. In illustrating myths and
fairytales, for instance, artists paid partic-
ular attention to landscape. In 1881, Vik-
for Vasnetsov's famous "Alyonushka" (now
in the State Tretyakov Gallery) was creat-
ed in Abramtsevo. Offering his own origi-
nal interpretation of the story of Aly-
onushka and her brother Ivanushka, Vas-
netsov used motifs taken from nature to
create a poetic image of deep sorrow. He
renders the sadness of the year's decline,
the air of autumnal decay pervading the
Abramfsevo countryside.

In 1881, the artist designed the sets
for a staging of Alexander Ostrovsky's
"Snegurochka" (The Snow Maiden) at
Abramfsevo. In the Prologue, the audience
is transported to Berendey's magical king-
dom. A highly stylised view of the local
countryside serves to create a fairytale
world. Later, Vasnetsov was to design the
sets for Rimsky-Korsakov's opera "Snegqu-
rochka" performed by the Mamontov Pri-
vate Russian Opera. For this 1885 produc-
tion he used and refined many of the artis-
tic techniques developed whilst working on
the earlier, domestic staging of "Sne-
gurochka". The "Berendeyevka Village" set,

Mei3axHble MoTuBLI AbpamueBa
MOMOINN XYAOXHWKY W Torpa, Koraa,
odopmMNAA B KpPYXKe [OMAlUHWIA CheK-
Taknb «CHerypoyka» no BeceHHell CKasKe
A.H.OctpoBckoro (1881), B aexkopauuun
«Mponora» oH fomKeH 6bln BBECTW 3pUTe-
neii B CKa304HbIN Mup bepenpeesa uapcr-
Ba. PeanbHbIN nensaxHbI MOTVB 3acHe-
KEHHOTO JNleca, YBUAEHHbIN BacHel0BbIM
B OKpecTHoCTAX ycaabbbl, 6narogaps ctu-
NIM3aUMOHHBIM NpuemMaM npuobpen B ae-
KOpaummn CKa3o4HbIl xapakTep. [lanbHeii-
wee pasBMTME €ro Haxodka Mony4uT B
otdopmneHun cnektakna «CHerypouka»
H.A.Pumckoro-KopcakoBa B Pycckoi ya-
ctHoit onepe C.M.MamoHTOBa (1885).

B 1881 rogy BacHeuoB HaumHaer
nucatb B AbpamueBe «boratbipeit» (1898).
Co3paHHble 3aecb nensaxu - «[onvHa
peukun Bopu y aepeBHn Mytoskm» (1880),
«Menkonecbe (AxTbipka)», «[leisax nog
AbpamueBom» (1881) - oTpaxaloT nomck
XYAOXHWUKOM 06pasHo UAeHTUYHOCTM 60~
raTbIpCKOMY AyXy KapTUHbI.

MocteneHHo B AGpaMmueBe cKnabl-
BAeTCA «MCTOPUYECKOe BOCMPUATUE» Ha-
LMOHANbHOM NpUpoAbI, Halealee Bblpa-
XeHWe B TPAKTOBKeE Mei3axa He CTONbKO
KaK «mopTpeTa», CKONIbKO KaK ©KWBOMMUC-
Horo 3noca»®. ToMy crnocobcTBoBano yr-
nybneHne y4acTHUKOB KPYXKa B WCTOKM
HaLMOHaNbHOW KynbTypbl, KOTOpble Mo~
cflefoBaTeNbHO U3Yy4annCh B HEM.

AbBpaMueBCKMe neli3axHble MOTUBbI
OpraHW4yHO BOMJOTWUAUCH B KapTUHax-fe-
reHpax M.B.HectepoBa «[lycTbIHHMKY»
(1888-1889), «Bupenune otpoxy Bapdo-
nometo» (1889). UcnonHeHHble cosepua-
TEeNbHOCTY, OLWyleHns ryboKon Tuwwu-
Hbl, MOKOS U YMUPOTBOPEHHOCTY, neii3a-
*1 HecTepoBa HuKoraa He 6bin TONbKO
(OHOM ANA ClOXKeTa, HO CYXW/IN OpKecT-
POBKOW TeMbl. XyOXXHMK Nu1can B OJHOM
n3 nucem o6 Abpamuese: «HactpoeHue
TaM Bcerga 6bino BbICOKOrO Ayxa, a npu-
pofia TakoBa, YTO A Mor Bbl TaM MPOXUTb
roabl 6e3Bble3fHO, MOCTOAHHO HaxoAs
ans ceba yto-nnbo MHTepecHoe, NobOU-
Moe, Bbi3biBalollee GECKOHeuHble TeMbl
AN KapTWH, 3CKU30B..»”

OxkpectHocT ABpaMLeBa v CTapuH-
HanA BGapcKkas ycaabba ¢ ee cBoeobpasHbI-
MW MOCTPOMKaMK, UBOMUCHBIM NapKoM,
annesMu U LBETHWKaMW, 3aneyaTieHHble
Ha MHOMOYMCIIEHHbIX aKBapesbHbIX 3THO-
nax Enenbl MoneHoBow, Bownu B ee nnnto-

® Mnomwukos BU. DonbKop 1 pyccKoe nsobpasnTenbHoe Uc-
KyccTBo BTOpoi nonosuHbl XIX Beka. J1, 1987. C. 149.

7 M.B. Hectepos. Mucbma. U3bpanHoe. J1., 1988. C. 306.

8 Viktor Plotnikov. “Folklor i Russkoye Izobrazitelnoye Iskusstvo
Vtoroi Poloviny XIX Veka" (“Russian Folklore and Fine Art in the
Second Half of the 19th Century”. Leningrad, 1987, p.149.

7 Mikhail Nesterov. “Pisma. Izbrannoye” (“Selected Letters”). Len-
ingrad, 1988, p.306.

MN.C.OCTPOYXOB

B abpamyesckom
napke. 1887

Xoncr, macno. 32x46

Myz3eii-3anoseaHuK «AGpamiieso»

llya OSTROUKHOV
In the Park

at Abramtsevo. 1887
0Oil on canvas

32 by 46 cm

Abramtsevo Museum

B.A.MOJIEHOB

Peka Bops. 1881
ITioa

Xoncrt, macno. 43,4x31
My3eii-3anoBeaHnk

«ABpamueso»

Vasily POLENOV
The River Vorya
(a sketch). 1881
0Oil on canvas
43.4by 31 cm

Abramtsevo Museum

for instance, is an ornate and highly
stylised view of a group of wooden huts
decorated with finely traced patterns. In
the foreground, a large sunflower nods.
The lithe, bright and extremely decorative
flower subsequently became a common
motif in Art Nouveau.

In 1881 in Abramfsevo Vasnetsov
began to work on his "Three Bogatyrs"
(Epic Heroes, 1898, State Tretyakov
Gallery). His earlier Abramtsevo land-
scapes "The Vorya Valley near Mutovka"
(1880), "The Woods near Akhtyrka"

(both in the Abramtsevo Museum) and
"Landscape near Abramfsevo" (1881,
State Tretyakov Gallery) reflect the
artist’s search for imagery appropriate to
this subject.

Gradually, Abramtsevo artists had
come to see Russian nature in something
of a historical light. No longer treated as a
portrait, landscape came to be rendered
as epic®.

In Nesterov's "legend-paintings"
"The Hermit" (1888-89) and "The Vision
of the Young Bartholomew" (1889), both
in the State Tretyakov Gallery, the land-
scape appears sfill, calm and peaceful.
These are views which move one to silent
reflection and contemplation. The land-
scapes of Nesterov's paintings are never
merely background material, but instru-
mental in developing and presenting the
main theme of the painfing. The solemn
landscapes pictured in the artist's "leg-
ends" are views of Abramtsevo. In one of
his letters, Nesterov wrote: "The mood
there [in Abramtsevo] was one of constant
elation, and the countryside such, that |
could happily spend years in that place,
forever discovering new and interesting
things, finding more things fo love and
encountering endless themes for my
paintings and sketches..."”

The Abramtsevo countryside and
old estate with its curious buildings, pict-
uresque park, avenues and flowerbeds
appear again and again in Yelena Poleno-
va's numerous watercolour studies and
fairytale illustrations. Stylised and re-
worked, they form a fantastical universe -
a magic world. In her illustrations Poleno-
va strove fo express "the poetic view of
Russian nature held by the Russian peo-
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ple". She wished to clarify, for herself and
others, "in what way the Russian landscape
influenced, and was portrayed in, Russian
folk epic and lyrical poetry". In "The Beast"
(1890s, Abramtsevo Museum), Polenova
fills her canvas in the ornamental manner
typical of Art Nouveau. In Abramtsevo,
the group paid a great deal of attention to
folk art, studying original examples of
popular decorative patterns and their for-
mation and development. Polenova then
built on this knowledge in her work.

In "The Beast", trees and blooms form
a decorative pattern blending natur-ally
with the youthful figure picking flowers as
well as the rounded form of the monster
which, in Polenova’s interpret-ation,
appears almost picturesque. The sketch for
this work had been made in Maria
Yakunchikova-Weber's studio in Paris. Its
subject puts one in mind of the Abramtse-
vo production of Savva Mamontov's "Red
Rose" (1883) and Nikolai Krotkov's opera
"The Red Rose" staged by Mamontov’s Pri-
vate Russian Opera in 1886. Polenova had,
in fact, made the costumes for both pro-
ductions. "The Beast" could be said to pos-
sess two important features of Russian Art
Nouveau: ornamentation and a strongly
theatrical quality®.

Many of the Abramtsevo circle’s
ideas were shared and, indeed, put into
practice by the artist Maria Yakunchiko-

8 ®edopos-flasbioos A.A. Pycckuii neisax koHua XIX - Havana
XX Beka. C.53.

9 M.A. BpyGenb. Mepenucka. BocnomuHakusa o xyaoxHuke. J1;
M. 1963.C.79.

8 Sakharova, 1964, p.373.

® Fyodorov-Davydov, 1974, p.53.

va-Weber. Polenova’'s younger studio
companion, Yakunchikova showed a
strong inferest in ornamentation, which
in the mid-1890s led her to develop the
new fechnique of pokerwork and oil on
wood. According fo her method, the motif
was first burnt info the wood using pok-
erwork. The space within was then filled
with oil paint, as in her 1896 "The Fir and
the Aspen" (State Tretyakov Gallery). Her
closeness to Abramfsevo painters such
as Polenova, Korovin and Vrubel and part-
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M.ABPYBE/Ib
JlexopamusHbili
mMomus ¢ GesbiMu
nunuamu. 1890-e
bymara, Tyb, nepo,
aKsapesnb, 6enuna
21,7x32
Myseit-3anoBeaHnk

«AGpamueBo» .

Mikhail VRUBEL
Decorative Motif with
White Lilies. 1890s
Ink, watercolour and
zinc white on paper
21.7 by 32 cm

Abramtsevo Museum

CTpauMK K cKa3kaM. 3Tioabl LBETOB nepe-
BOMJIOTUANCL B OpPHaMeHTajbHble MOTU-
Bbl, KOTOPbIMA OHa LMPOKO M0Jb30Ba-
nacb U B W3[eNUAX AeKopaTUBHO-MpU-
KNajiHoro xapakTtepa, U B XWBOMUCHBIX
npov3seaeHunnAX.

B kaptuHe «3Bepb» (1890-e) oHu
CTAHOBATCA 4YacTbl (aHTacTM4yecKoro
mupa. MoneHoBa npuberaet 3pech K Xxa-
paKTepHOMY AN MoAepHa npuemy ysop-
HO-OpHaMeHTaIbHOro NOCTPOEHMA NPOCT-
paHcTBa. B cBoeoGpasHblii «nensax» c
OpHaMeHTaNbHbIMU AepeBbAMU U LBETa-
MW OpraHWyYHoO BnuUcbiBaeTcA W GecnioT-
Haa (Urypka IOHOro co3jaHuA, cpbiBato-
Lero LBeTbI, U YyAOBWLLE, OKpyrble $hop-
Mbl KOTOPOro AeKOpUPOBaHbl XWMBOMUC-
HbIMW WTpUXamMun. B croxeTe KapTuHbI
MPOYUTLIBAIOTCA fABHbIE MEPEKNNYKM C
nocraHoskon «Anoi posbi» C.M.Mamoh-
ToBa B AGpamueBcKkoM KpyxkKe (1883), a
Takxe onepoil «Anas posa» H.C.KpoTko-
Ba B Pycckoli yactHoit onepe C.1.MamoH-
ToBa (1886). B ux noarotoBKe XymoxHu-
La npuHMMana ydyacTtve, pyKoBOAA W3ro-
TOBJIEHMEM KOCTIOMOB. Takum o6pa3om, B
KapTuHe MoneHOBOW HaxoAAT OTpaxKeHue
fiBe TEeHAEHLUUW B XMBOMWCU PYCCKOro
MOZepHa — ee OpHaMeHTanmn3auua u Teat-
panusaums’®.

TAroTeHMe K OpHaMeHTanu3auuu
mnagwero Ttoapuia EJl.MoneHoBow no
uexy Mapuu AkyHunkoBoii-Bebep, pasge-
nABWeA MHOrMe uaen yyacTHUKoB AG-
pPaMUEeBCKOro KpyKa W NpUHMMaBLUei
camoe HernocpeAcTBEHHOe yyacTue B UX
OCYLUECTB/IEHWW, MPUBEAET K CO3[aHMIO
eto B cepesnHe 1890-x ronoB HOBOW Tex-
HVUKW — NaHHO Ha AepeBe. PYCcyHOK B HeM
flenaetca BbDKUraHWeM, a NpoCTPaHCTBO
BHYTPY 3aMofIHAETCA MaCNAHOM KpacKown
(«OcuHka n enoyka», 1896). AkyHuMKOBa,
nogonry xuea so ®paHuun 1 NOCTOAHHO
BNWTbIBAaA HOBeNLWMeE BeAHWA 3anajHoe-
BPOMENCKON XMBOMWUCKU, 3TUM OTKPbITU-
eM, 6e3ycnoBHo, Bo MHoroM 06f3aHa
onbITy, NpuobpeteHHoMy Gnarogaps 3Ha-
KomcTBy ¢ TBOpyecTBoM [l.foreHa n mac-
TepoB NMOHT-aBeHCKOM WKonbl. besycnos-
HO TaK¥e 1 TO, YTO B ee CTPEMIIEHWM K Jie-
KOPaTMBHOCTM B XMBOMWCK HeManylo
ponb cbirpanu ee 6113ocTb K abpamues-
CKUM XyaoxHukam - lNMoneHoBol, Kopo-
BUHY, Bpybento - 1 yuactve B xygoxect-
BEHHbIX NPeANpUATUAX KPYXKKa.

M.B.AKYHYNKOBA

OcuHka u enoy4ka. 1896

[lepeBo, BbikuraHue, macno. 60x48,5
rmr

Maria YAKUNCHIKOVA

The Fir and the Aspen. 1896

Oil on wood, pokerwork. 60 by 48.5 cm
State Tretyakov Gallery

E.N.MOJIEHOBA. 3cKku3 opHameHma
Bymara, ryawsb. 30x21,7

Myz3eii-3anoseaHuK «AGpamieso»

Yelena POLENOVA. Sketch for Decorative Pattern
Gouache on paper. 27.4 by 20.7 cm

Abramtsevo Museum

E.[.MONEHOBA
Cka3ka (3seps). 1890-e
Xonct Ha KapToHe, Macno 144x103

My3eii-3anoseaHuK «ABpamueso»

Yelena POLENOVA

Fairytale (The Beast). 1890s

Oil on canvas on cardboard. 144 by 103 cm
Abramtsevo Museum

TBOpYECTBO OJHOMO M3 CaMbIX fesi-
TeNbHbIX y4yacTHMKOB ABpamueBcKoro
coobuectea M.A.Bpybens, pexopatus-
HbliA Aap KOTOPOro fpKO MpOABUICHA B
abpaMLeBCKOM KepaMW4yecKoM Mpous-
BOACTBE U B 0(OPMNEHUUN CreKTaknewn
Pycckoit yactHoit onepbl C.M.MamoHTO-
Ba, Kasanocb, OblI0 HeCOBMeCTMMO ¢
nen3axHbIM TBOpYyecTBOM. Mexay TeM B
Mysee «ABpaMueBO» XpaHUTCA aKBea-
penbHaA paboTa C nei3aXHbIM MOTW-
BoM. OHa BbIMoONHEHa, BepoATHO, B AB-
paMLeBe eCiin He C HaTypbl, TO, BO BCA-
KOM cnyyae, conepxut B cebe Bnevatne-
H/Me OT KapTuHbl Npupoabl. B 3Ton He-
Gonbloi paboTe BMAHA CMNoOCOBHOCTb
XYLLOXKHUKA, OTTalKNBasACb OT peasbHO-
ro BMeYaTNIeHUA, CO3[aBaTb CIOXKHble
taHTacTMyeckne Mupbl. bnarogaps ceo-
eMy JAeKOpaTMBHO-OpPHaMeHTaNbHOMY
CTpOIO, Nen3ax noay4nn HaspaHue «[le-
KOpaTWBHbIA MOTMB ¢ GenbiMU AUAUsA-
mu» (1890-e). «Ceityac A onATb B Abpam-
uese, - nucan Bpy6enb B ogHOM M3 nu-
cem 1891 ropa cectpe, - 1 ONATb MeHA
obpaerT, HeT, He 00AaeT, a C/bIWNTCA MHe
Ta MHTMMHAA HaUMOHaNbHaA HOTKa, KO-
TOpPYIO MHe TaK Xo4eTcA nomaTb Ha Xon-
cTe 1 B OpHaMeHTe»”,

31y HoTy chblwanu B AbGpamuese
MHOTMEe XYAOXHUKW. OHW WCKpeHHo, ¢
TBOPYECKUM 3HTY31a3MOM CTPEMUAUCH
ee nepeaarb, OTTOrO NPUPOAA Ha UX Xon-
CTax, B pUCYHKax M aKBapensx crnocobHa
BbI3bIBaTb OTBETHbIE YYBCTBA Yy 3puUTenei,
c GnarogapHocTblo HasbiBatlowmx Abpam-
LeBo «pycckum bap6rsoHom.

Xota xuBonucb ABpaMueBcKoro
KPY)KKa M He onpefensieTcs Kak «lKona»
B TOM MOHMMaHUW, KaKoo OHa CNoXWnach
B bap6u3oHe, Ho ABpamueBo, 6e3ycnos-
HO, ABWIOCb FPaHAMO3HOW TBOPYECKOW
nabopatopueit, cnyxuslieir cBoeobpas-
HbIM KaTanu3aTopoM HOBbIX MAel U Ho-
BbIX XyLOXeCcTBeHHbIX (OpM B pyccKow
Xuonucu. M B 3TOM cBOEM 3HauyeHuu
KPYKOK CbIrpan KojoccajibHyl poib B
pa3BUTUM PYCCKOrO UCKYCCTBA.

icipation in the group’s creative under-
takings were clearly important in shaping
Yakunchikova's passion for decorative
art.

Mikhail Vrubel was one of the most
prolific members of the Abramtsevo group.
His talent for decoration led him to become
actively involved in the Abramtsevo pottery
and in stage design for Mamontov's Private
Russian Opera. Among his most striking
sets were those designed for Rimsky-Kor-
sakov productions. One does not ordin-
arily associate Vrubel with landscape paint-
ing, yet the Abramtsevo museum boasts a
watercolour clearly painted by Vrubel in
Abramtfsevo from nature or, at the very
least, as a result of observing nature. This is
the "Decorative Motif with White Lilies"
(from the 1890s) - a small work, the paint-
ing nonetheless shows Vrubel's ability to
transform reality through the power of his
imagination. Real impressions develop into
fantastical worlds. "I am now back in
Abramtsevo," Vrubel wrote to his sister in
1891."And once again | am overwhelmed -
nay, not overwhelmed; once more | hear
that intimate national note which | so wish
to capture on canvas and in decoration.""

That "note", it seems, haunted many
artists in Abramtsevo.

One must not forget that the
achievements and discoveries of the
Abramtsevo group were in part made pos-
sible by its patrons, Savva and Elizaveta
Mamontov. Thanks to them, a relaxed,
friendly, homely and at the same time busy
and creative atmosphere reigned there.
The artists were constantly aware of it,
whether sketching and holding their "live-
ly conversations with nature", preparing a
domestic theatre production, working on
the Abramtsevo church or busy in the pott-
ery. Of all their wonderful legacy, however,
itis the landscapes, the poetic views of the
Abramtsevo countryside, which most fully
communicate the group’s sense of free-
dom and exaltation.

Abramtsevo is not referred to as a
school in the same sense as Barbizon.
Nevertheless, it served as a great cre-
ative laboratory, promoting the emer-
gence of new methods and ideas in the
arts and crafts. As such, its role in the
development of Russian art cannot be
overestimated.

10 Mikhail Vrubel. “Perepiska. Vospominaniya o Khudozhnike”
(“Correspondence. Memories of the Artist"). Leningrad,
Moscow, 1976, pp. 79-80.

HACNEAWE = HERITAGE 59



