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« Kmo u3 eac 6e3 epexa
W3 cepun KapTuH
«M3 xu3nm Xpucra»
(Koner 1890-x —
1900-¢)
®parmeHT

a

He That Is Without
Sin Among You
From the series
“Scenes From
Christ’s Life”

(late 1890s-1900s)
Detail

Xpucmoc. 1880-¢.
Orion

Xoict, Maciio
42,5 x 32,7 (oBan)
I'Tr

Christ. 1880s.

A study

Oil on canvas

42.5 x 32.7 cm (oval)
Tretyakov Gallery
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HACIEOVE

Bacuaun llonenos:

<A necxasanno 110610
eBanzeNbCcKoe noBecmeo8anue...»

B okTs10pe aToro roga B TpeThsIKOBCKOI Tajiepee MpoOU30III0 3HaMeHaTeJIbHOE COOBITHE.
B 3ane, nocesinmieHHOM TBOpuecTBY Bacunus JIMutpueBuya [1oseHoBa, 3KCIIOHUPOBAIKCh
JIBa TMOJIOTHA XyJOXHMKa U3 cepuu KaptuH «M3 xu3nu Xpucra» (1890—1900-¢) — «KTto0
u3 Bac 0e3 rpexa» (1908) u «I[loBuneH cmeptu» (1906). OOHapy:KeHHBIE B OTHOM U3 CEBe-
poaMepUKAHCKUX YUYeOHBIX 3aBeCHUI, OHU ObUIM MpeacTaBAeHbl ayKILIMOHHBIM JOMOM
Bonhams Ha npeaBapuTebHOM MOKa3¢e JIOTOB.

03[aHNe LIMKIJIA KapTuH «M3 XU3Hu

Xpucta» [1oeHOB cUUTAI «IJIABHBIM
TPYIIOM CBOEI KU3HU»'. DTO 0OCTOSATEb-
CTBO YXe€ caMo I0 cede MoOyXIaio uccie-
nmoBaTesiell 00paTuTh 0coboe BHUMaHUE
Ha eBaHTEeJIbCKUE TeMBbI B TBOPUYECTBE XY-
noxHuka. OTHAKO 9Ta cepusi B CBOEH 11e-
JIOCTHOCTM W3BECTHA JIUIIb TIO PETpo-
IYKIWSIM B U3MaHHOM [10JIeHOBBIM aJib-
oome «M3 xxu3Hu Xpucra», cTaBIIMM O1O-
JoTpadUIeCcKoi peKOCThIO cpa3y Xe 1o
BBIXOJIE B CBETZ.

Eme B 1994 romy opraHm3aTopbl
TepCcCoOHaNbHOI BhIcTaBKY [loseHoBa, 1Mo-
CBSIIEHHOM ero 150-meTHeMy ro0uelo,
CTPeMWINCH HanboJiee TOJTHO TIpecTa-
BUTH pabOTHI, OTHOCSIIINECS K TUKITY «3
KU3HU XPUCTa», YTOOBI TTOKa3aTh BCE
MHOT000pa3ne TBOpUECTBA XYHIOXKHUKA,
Pa3HOCTOPOHHOCTH €TO TaPOBAHUIT U TTO-
uckoB. Ho cienaTh 3T0 0Ka3anochk CoBceM
HE TPOCTO, TTOCKOIbKY KapTUH U3 ITOI
cepuu, BKItouasiieit B 1909 romy 65 rpo-
WU3BENIEHUI, B POCCUIICKIX MY3€s5IX 1 4acT-

Lut. no: Iosenos B./I. Moe XynoxecTBeHHOE 3aBelaHne
// Bacwmuit Imurpuesud [Monenos: K 150-setuio co aHs
poxnenust: Karanor BeictaBku. M., 1994. C. 25 (nanee —
[Monenos B.JI. Moe Xy10XecTBeHHOE 3aBellaHue).

Ilonenos B. V3 xusun Xpucra: [Ans6om]. [[Ipara, 1912].

TTucemo B Monenosa k C.A. Toncroit. [bopok]. 29 cen-
T516pst 1908 r. Llut. no: Caxaposa E.B. Bacunuit Jimutpue-
Bud [oseHos. Enena JImurpuesna [oneHoBa: XpoHuka
ceMbH XyI0XKHUKOB. M., 1964. C. 661 (nanee — Caxa-

posa E.B. XpoHuka).

Oreu xynoxuuka, /1.B. [Moneros nucan B 1858 roxy:
«Marra (Mapust AnekceeBHa, MaTh XynoxHuka. — 9.11.) ¢
JICTBMU YaCTO XOAUT B AKaZIEMHIO ¢IMHCTBEHHO JUIS Kap-
THHBI MiBaHOBA, 1 IeTH, TO €CTh CTApLINE, 3AMEYAIOT U
CYIST O4eHb NOpsANoYHO. [ToHMMAIOT 1 BOoCXMILAIOTCS»
(Lut. mo: Caxaposa E.B. Tam xe. C. 50).

5 PrAJIW. ®.822.0m. 1. En.xp. 1523. Octpoyxos U.C. O1-
pbIBKY 13 cTathi 0 [loeHoBe.

HBIX KOJUIEKIIUSX COXPAHUJIOCh HE3Ha-
yuTeapHOe KonnuecTBo. Ha robuneiiHoit
BBICTABKE 9KCIIOHUPOBAIUCH JIUIIIb HEKO-
TOpbIE M3 HUX: «XPHUCTOC B TYCTHIHE»
(«BbL1 B TIycTBIHE CO 3BepsiMU») U «[ 0Ji-
roda» («IIpemam myx»), momapeHHBIC
[MonenoBeiM BsiTckoMmy XymoXecTBeH-
HOMY MY3€l0 B TIOpY ero (hopMUpOBaHUST
B 1911 romy, BapuaHT-TIOBTOpeHNE Kap-
TuHBl «MeuTsl» (1894, TMUU um. A.C.
IMymkuna, OTOea TUIHBIX KOJIICKIINIA),
kaptuHbl «Ha T'eHucapeTckoMm o3epe»
(1888) u «Cpenu yuuteseit» (1896, ode —
I'TT), Bomemmne T1oO3Xe B CEpUI0 B
YMEHBILIEHHOM BUJIE, a TAKXKE 3CKU3bI Oy-
nymmx KaptuH — «M 0b11 Tam», «Mapda
MpUHSTIA ero B JOM CBOW», «MakoB m
HMoann» (Bce — 'PM), «BosBpatuiics B
Haszapet», «McnonHsicsa npeMyapoctu»,
«[pusenmu nereit» (Bce — I[TI), «On
yuni» (KpacHomapckuii KpaeBoit Xynoxe-
ctBeHHBIN My3eit M. D.A. KoBaneHko),

TPETbAKOBCKASRA FANEPEA  /

«Tamtnas Beuepsi» (TromeHckuit odaacT-
HOIT My3ell 1300pa3uTeTbHBIX UCKYCCTB)
" IpyTue paboThl.

JnuTeapHOE BpeMs ObITOoBajia Jie-
TeH/Ia O TOM, YTO OCHOBHAsl YacTh TPO-
W3BeIEHUI XyTOKHIKA OblJla BbIBE3eHa B
Coenunennble LLITater AMepuku, U B Ha-
CTOsIIIIee BpeMsT X MECTOHAXOX/IeHUE He-
n3BectHO. OTCIONAa TIOHSITEH W TOT OT-
POMHBII MHTepec K KaptuHaMm «Kto u3
Bac 0e3 rpexa» u «[ToBUHEH cMepTU» U3
BBIIIIEYTIOMSIHYTOM cepru, KOTOPbIE DKC-
TIOHPOBAINCH B TPEThSIKOBCKOI Tasiepee.
DTa BhICTaBKA-TI0KAa3 ayKIITMOHHBIX JIOTOB
noOyauia BHOBb OOpAaTUTLCS K MaTepua-
JlaM, pacKpbIBAIOILIMM UCTOPUIO CO3IAHUS
¥ OBITOBaHUS TTpou3BeeHmit « M3 ku3Hm
Xpucrar.

Uctopusi cosmanus [loneHOBBIM
KapTWH Ha €BaHTEIbCKUE CIOKETHI OXBa-
THIBa€T HECKOJIBKO JECSTKOB JIET TBOPYE-
ckoro mmytu Mactepa. [Ipurnanras Codnro
AnpnpeeBHy TOJICTYIO TIOCETUTH MacTep-
ckyio B MockBe, XyIOXHUK TIAcal eil B
1908 romy: «4 ¢ 6ombIIOIf paTOCTHIO TTO-
Kaxy BaM Mou KapTUHBI U3 XU3HU XpU-
cra, Mol “EBaHTebcKMii KpyT”, KakK 5T MX
HasbiBato. Sl paboTaio Hag HUMU OKOJIO
COpoKa JieT... nonpoiny Bac... B3TIsSHYTh
Ha paboTy, KOTOPOWU 51 TTOCBSTUII TTOYTH
BCIO XKM3Hb»3.

Enre B roHOIIIECKME TOMBI, TIOJT BITe-
YaTJIeHUEM OT TPAHIMO3HOrO MOJIOTHA
Anexcannpa MeaHoBa «fBnenue Xpucra
Hapomy» (1857, I'TT)%, y Hero 3aponunach
MeuTa CTaThb MPOAOJIXKATEeIEM BEJIUMKOTO
XyJOXHUKA U «CO3AaTh XPUCTa HE TOJIbKO
TPSIIYIIETO, HO y3Ke TIPUIIEIIIeTO B MU 1
COBEpIIAIOIIeT0 CBOUW IyTh Cpenu Ha-
pona»s. Ocs3aeMble YepThI ATa Ues TIPHU-
obpesna y IloneHoBa, BocHUTaHHUKA
AxajseMuu Xynoxects, B 1868 rony B 3a-
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Eleonora Paston

Vasily Polenov:
“I love the gospel tales beyond words...”
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In October 2011 the Tretyakov Gallery hosted a remarkable event. In the Kmo us eac He That Is Without

. : 9 : . oOe3 epexa Sin Among You
room featuring Vasily Polenov’s works the museum put on view his two com-  J7%0 - B eries
positions — “He That Is Without Sin Among You” (1908) and “Guilty to (]?3 e (>)<pma» ac?l:?ssrfoy

. . . . . . OHelL -X — rist's Liie
Death” (1906), from his series of paintings “Scenes from Christ’s Life” 1900-¢) (late 1890s-1900s)
(1890s-1900s). Found by chance at a North American educational institution, /5™ N w238 om

the pieces were displayed by Bonhams auction house at a pre-sale exhibition.

- '\-"h-o___ ‘,.._-_-
i.-:-.r""‘" —1--" ok !
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Xpucmoc u epewnuya.
1876

DCKU3 OTHOUMEHHOM
KapTUHbI

(1888, TPM).
JlepeBo, Macjio

22,2 x 34,7

ITr

Christ and the Woman
Taken in Adultery.
1876

A draft of the painting
of the same name
(1888, Russian
Museum)

Qil on wood
22.2x34.7cm
Tretyakov Gallery
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olenov regarded “Scenes from Christ’s

Life” as “the central undertaking of my
life”1. This circumstance alone has made re-
searchers pay special attention to biblical
themes in the artist’s ceuvre. Yet, in its en-
tirety this series is known only from prints in
the album “Scenes from Christ’s Life”,
which was published by Polenov, and be-
came a rarity immediately after release?.

In 1994 organizers of Polenov’s solo
show dedicated to the 150th anniversary of
his birth, eager to showcase the artist’s
work in its full variety, as well as the diver-
sity of his talents and directions, tried to
bring together all of his works from the
“Christ’s Life” series. This proved to be no
easy task since only a handful of pieces
from the series, which numbered 65 works
in 1909, survived in Russia’s museums and
private collections. The organizers of the
memorial show were able to exhibit
“Christ in the Wilderness” (“In the

THE TRETYAKOV GALLERY / #42011
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Wilderness with the Wild Beasts”) and
“Calvary” (“He Gave Up the Ghost”), the
compositions Polenov donated to Vyatka
Art Museum on its opening in 1911; a new
version of the composition “A Dream”
(1894, Museum of Private Collections at
the Pushkin Museum of Fine Arts);
gospel-themed pictures, whose smaller-
sized counterparts were included in
“Christ’s Life”, such as “On Lake Gen-
nesaret” (1888) and “Among the Teach-
ers” (1896, both at the Tretyakov Gallery);
drafts of preparatory compositions — “And
He Was There”, “Martha Received Him
into Her House”, “Jacob and John” (all at
the Russian Museum), “He Returned to
Nazareth”, “Jesus Increased in Wisdom”,
“They Brought Children to Him” (all at
the Tretyakov Gallery), “He Taught”
(Krasnodar Art Museum), “The Last Sup-
per” (Tyumen Picture Gallery), and other
works.

Xapam-su-Ilepudgp. Al-Haram ash-Sharif

Yacmo déopa. 1882 [Noble Sanctuary].
Xouicr, Maciio A Detail
30,5 x 46,5 of the Courtyard. 1882
ITr Qil on canvas

30.5x 46.5cm

Tretyakov Gallery

It was believed that most pictures in
the series had been taken to America and
their present location was unknown.

Considering this, one can easily un-
derstand the excitement caused by the
Tretyakov Gallery’s display of the composi-
tions “He That Is Without Sin Among You”
and “Guilty to Death”, which were parts of
the series “Christ’s Life”. The display in-
spired this researcher to look again into the
materials related to the history of the cre-
ation and subsequent fates of the pieces that
comprised the series.

Polenov spent about 40 years working
on his gospel-themed pictures. In a letter to
Sofia Tolstaya, the artist, inviting her to visit
his studio in Moscow and see his paintings,
wrote: “I will be immensely pleased to show
you my scenes from Christ’s life, my
‘Gospel Cycle’, as I call them. I’ve been
working on them for nearly 40 years... I ask
you... to look at the work to which I have
dedicated nearly all of my life.”3

While still young, impressed by
Alexander Ivanov’s grandiose composition
“The Appearance of Christ to the People”
(1857, Tretyakov Gallery)*, Polenov started
to dream about succeeding him and “creat-
ing a Christ who is not only expected but
who has already come into this world and
making his way among the people”®. Study-
ing at the Academy of Fine Arts, the artist
began to develop this idea in 1868, when he
conceived the composition “Christ and the
Woman Taken in Adultery”. He made initial
drafts and sketches for it in 1872 and 1876,
travelling on a fellowship in Italy and
France. In 1881 Polenov set about working
on the painting, and this work became cen-
tral to his life for the next six years. The most
considerable influence on his interpretation
of the gospel story was Ernest Renan’s “Life
of Jesus” (Vie de Jésus). Regarding Christ,
like Renan, as a historical figure, Polenov

Polenov, Vasily. ‘My Artistic Testament’. In: “Vasily
Dmitrievich Polenov. On the Occasion of His 150th
Anniversary. Catalogue of the Exhibition”. Moscow:
GALART, 1994. P. 25.

Scenes from Christ’s Life. By Vasily Polenov. Prague, 1912.

Vasily Polenov to Sofia Tolstaya. (Borok), September 29
1908. In: Sakharova, Yekaterina. Polenov, Vasily; Polenova,
Yelena. “A Chronicle of the Family of Artists”. Moscow,
1964. P. 661.

Dmitry Polenov, the artist’s father, wrote in 1858: “Masha
[Maria Alexeevna, the artist’s mother. — E. P.] with the chil-
dren often goes to the Academy only to see [Alexander]
Ivanov’s painting, and the children, I mean older children,
grasp and make judgments very competently. They under-
stand and adore.” (Sakharova et al. Op. cit., p. 50).

Ostroukhov, Ilya. Excerpts from an article about Polenov.
Russian State Archive of Literature and Art. Fund 822.
Catalogue 1. Item 1523.



MBICJIEe KAPTUHBI «XPUCTOC U TPEIITHUTIAx.
[TepBble ATIOABI W 3CKU3BI K HEWl OBLTN
caenansl emie B 1872 u 1876 romax Bo
BpeMsI TIEHCUOHEPCKON KOMaHANPOBKY B
Wranuio u @pannuio. B 1881 roxy IMose-
HOB HayaJ HEeTOCPEeICTBEHHYI0 pPaboTy
HaJl KapTUHOM, 3aXBaTUBILIEH €TO B TIOCIIe-
Qylolue 1iecTthb JJetT. Haubombiee Bius-
HUE Ha XYJIOXHUKAa B €ro TPaKTOBKE
€BaHTeJIbCKOTO CIOXeTa oKasajia KHUTa .
Penana «Kusub Mucyca». BocnpuHumas
Xpucra Beyien 3a PeHaHOM Kak nctopuye-
CKYIO TUIHOCTD, [10JI€HOB XOTeT «Touc-
KaThCsl UICTOPUIECKO TIPaBIbl», CUUTAS,
YTO HEOOXOIUMO «HM B MCKYCCTBE NaTh
3TOT XUBOW 00pa3, KaKuM OH ObLI B J€ii-
CTBUTEJIEHOCTH»®.

J1J1s1 BOCCO3IaHMS «[IOCTOBEPHOCTI»
00CTaHOBKM, B KOTOPOU TPOUCXOIVIN
COOBITHS, CBSI3aHHBIC C XU3HBIO U Jes-
HUussMU XpuUCTa, OH NMpeanpuHsI B 1881—
1882 romax mytemectBue B Erwurmer,
Cuputo u [lanectuHy ¢ 3ae310M MO MyTU
B ['peruio. M3yuas Besne xapakTep MecT-
HOCTH, TUTTBI HACETICHWST, aDXUTEKTypHBIE
COOpYKEHUsI, a TAKKe UX CBSI3b C OKPY-
JKalomIe IPUPOIOoit, XyMOKHUK HATTCAT
B TIO€3/IKE MHOTO 3TIONIOB U Tepeal B HUX
CBOE OlllylIeHWe TON CBoeoOpa3HON
CBETO-BO3MYIIHOW cpenbl Ha Boctoke,
KOTOpast OTHBIHE OyIeT MPUCYTCTBOBATH B
€ro KapTuHe U KOTopas OyleT oTMeueHa
€J/IBa JIM He BCEeMMU TTUCABIINMU O Hell Kpu-
tukamMu. [IpuBe3eHHBIE ITIONBI OBUTA
moka3aHbl [10JIeHOBBIM €TMHON KOJUTeK-
nueit Ha 13-i1 [lepenBUKHOI BBICTaBKE B
1885 roay. Mibst OcTpoyxoB BCIOMUHAT:
«DTO OBUIO HEYTO TIOJIHOE MCKPEHHETO
YBJIEUYEHUSI KPACOYHOIO KPacoTol W B
TOKe BpeMsI pa3peliaBiiiee KpacCOUHbIe 3a-
Jlau¥l COBEPIIIEHHO HOBBIM JUISI PyCCKOTO
XyJIOXHWKA U HEOOBIYHBIM MJISI HETo
myTeM. [1oJIeHOB B 9THX ATIOIAX OTKPBIBAT
PYCCKOMY XYIOXKHUKY TaliHy HOBOU Kpa-
COYHO CWJIBI U TIPOOYXKIaT B HEM CMe-
JIOCTh TaKOTO OOpaIlleHusT ¢ Kpackoi, o
KOTOPOI1 OH paHblIe U HE MOMBIILISII» .
Best Komeximst ipsitMo ¢ BBICTaBKY ObLiTa
npuodbpereHa [laBrom MuxaiioBuuem
TpeTbsiKOBBIM.

Mexny TeM paboTa Haja KapTUHOM
mponoyrkanach: 3uMoit 1883/84 roma xy-
NOXHUK X1 B Pume. TaMm oH caenan 6ec-
YHUCJIEHHOE KOJTMYECTBO ICKM30B IS OyIIy-
et cepun «M3 xuzHu Xpucra». 3atem,
B 1885 roay, B ycanwsbe non [logonbckom,
r1ie OH MPOBOAWII JIETO, 3aKOHYMJ YTOJIb-
HBII PUCYHOK Ha XOJICTE B pa3mepe Oymy-
mero nojiotHa. HemocpenactBeHHO camy

6 Caxaposa E.B. Tam xe. C. 619.

7 PrAJIW. ®.822.Om. 1. Ex. xp. 1523. Octpoyxos M.C.
OprIBKV[ u3 cratby o [loneHose.

8 OPTITT. ®. 54. En. xp. 72. J1. 1. Tucemo B.JL. TToseHosa
K B.B. BonHosy.

B karanore ['ocynapctBeHHOTro Pycckoro mysest KapTiHa
IMonenosa onybarkoBaHa ¢ HazBaHueM «Xpucrtoc u I'per-
Huta» («Kto 6e3 rpexa?»). Cum.: F'ocyaapcTBeHHblil Pyc-
ckuit myseit. ZKupormeb XVIII — nauana XX Beka:
Karasor. JI., 1980. C. 233.

10 LuT. no: Caxaposa E.B. Xponuka. C. 393.

Tonosa espes The Head of a Jew
u3 eemmo. 1884 [from the Ghetto. 1884
OTI071 A study

Xosct, Macio Qil on canvas

28,3 x 21,7 28.3x21.7cm

I'Tr Tretyakov Gallery

KapTUHY XYIOXHUK MUCAT Ha MPOTIKE-
HuUM ABYX Jjer, B 1886—1887 romax B
Mockse, B kabuHete CaBBbl MiBaHOBMYa
MawmonrtoBa B ero mome Ha CamnoBoii-
Cnacckoii ynuue. Takum o0pasom, Mexay
MEePBbIMU 3TIOAAMU U OKOHYAHUEM MO-
JIOTHA MPOLLLIO MSATHAALAT JIET.

KaptuHa «Xpucroc u rpeurHuiia»
Obuta mokazaHa Ha 15-i1 [lepenBuxHOI
BbicTaBke B 1887 rony. [lepen 3purensimu
npeacraia ClieHa, B CONepXKaHUU KOTO-
poii, MO YOEXIEHWIO XydOXHHUKA, 3a-
KJTI04asiach Uies 100pa U BCEMPOLIEHMUS.
«KT0 13 Bac 6e3 rpexa, repBblii Opoch Ha
Hee KaMeHb», — cKa3ajl XpUCTOC B OTBET
Ha BOIPOC Pa3rHEBAHHOM TOJIIBI, KaK M0-
CTYUTh C KEHIIMHOW, U300JIMYEHHON B
npeaodonessHuu (1o 3akoHy Mouced ee
CJIEIOBAJIO TIOIBEPTHYTh U30UEHUIO KaM-
Hamu). Kak mnosectByer EBanrenue,
JIIO[U, «00JIMYaeMbl COBECTBIO», ITOCJIE €T0
CJIOB pa3oUTUCh. «[ e TBOM 0OBUHUTETN?
— CIIPOCUJI XPUCTOC KEHIIUHY, — HUKTO
He ocyawi Teos1?» OHa orBeTwiia: «Hukro,
locnmonu». Uucyc ckazan eit: «M A He
0OCy>K/1ato TeOsi; AU U BIIPEAb HE TPELn».

CyliecTBeHHOE 3HaYeHHE XyTOXHIK
NpuaaBal Ha3BaHUIO CBOEU KapTUHBI.
[To3xe OH ¢ oropueHueM nucaja B OJHOM
u3 nuceM: «KaptruHa 3Ta Obl1a Ha3BaHa
MHoOI0 “KTo u3 Bac 6e3 rpexa”. B atom
ObL1 ee cMbIci. Ho 1ieH3ypa He mo3Bosuia
MOCTaBUTh 3THU CJIOBA B KaTajore, pa3pe-
iy “XpUCcToc U rpeurHuiia” »®.

Kaptuny IloseHoBa mpuobpen Ha
[TepenBuxHoit BoicTaBke B [leTepOypre
Anexcanap I1I. [Tosxe, c cornacus ummne-
paTtopa, oHa ObL1a OTIpaBieHa B MoCKBy,
e nepe BbICTaBKOW XYIOXHUK KOE-4TO
JIOpaboTa B HEeld, MocIie Yero nepenpaBul
maty ee cozmaHus Ha 1888 rom. B 1897
TO/ly KapTHHA «XPUCTOC Y TPEITHUTIA» TIO-
CTyNWJIa B YUpexXIeHHbIN Toraa Pycckuit
Mmy3eil wumneparopa Asekcanapa [l
(upiHe — TocymapcTBeHHBIN Pycckuit
My3eit)®.

I'panauosHoe mosnotHo [loneHoBa
MOJIyYUJIO MHOTOUYMCJIEHHBIE OT3bIBBI B
npecce. «K Benaukoit Moeil pagoctu, —
nucan XyIdOXHUK, — MHOTHUE MOHSIU
TO, YUTO 1 XOTeJ CKa3aTb, U OTO3BAIUCH
C COUYBCTBUEM. DTO MHE JaeT CMEJOCTh
TOBOPUTh  €lI€, HACKOJbKO XBaTUT
CUIL...»"0,

Yxe BO BpeMs MOATOTOBUTEIbHOM
paboOTHI HaJl KapTUHOM «XpHUCTOC U TPEIiI-
HuUlla», B 1884 rony B Pume, oH pemnaer
HayaThb paboTy Haj cepueit kKapTuH «U3
KU3HU XPUCTa».

Tonosa espes The Head of a Jew
u3 eemmo. 1884 [from the Ghetto. 1884
D101 A study

XoucT, Macio Qil on canvas

44,3 x 31,1 443 x31.1 cm

I'Tr Tretyakov Gallery
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“sought out the historical truth” believing
that it was necessary “to present his lively
image in visual art, too, to present him such
as he was in reality”®.

To ensure the “authenticity” of the
settings in which Christ lived Polenov trav-
elled in Egypt, Syria and Palestine in 1881-
1882, paying en route a short visit to
Greece. The artist created many sketches
exploring the area and local people, as well
as the architectural heritage and its relation
with the surroundings. He could absorb
and convey in the sketches that uniqueness
of the light and air of the Orient which
would have a natural presence in his paint-
ing, noticed by almost every critic who
would write about it. Polenov exhibited his
sketches as a single set in 1885 at the 13th
exhibition of the “Peredvizhniki” (Wan-
derers) movement. Ilya Ostroukhov wrote
recalling his impressions of the artist’s
works: “This was something full of earnest
admiration for the colourful beauty and at
the same time addressing the problems of
colour in a fashion completely novel and
unusual for a Russian artist. Polenov in
these sketches discovered for Russian
artists the mystery of the new power of
colour and excited them to apply paints in
a manner he never dared before””. The en-
tire set was bought by Pavel Tretyakov di-
rectly at the show.

Work continued: in the winter of
1883-1884 the artist lived in Rome, creat-
ing a great number of sketches of Roman
Jews and polishing his drafts. In 1885, on
the estate near Podolsk where he sum-
mered, Polenov finished a charcoal draw-
ing on a canvas the size of the future
composition. He created the painting itself
during 1886 and 1887 in Moscow, in the
study of Savva Mamontov in his house on
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Sadovaya-Spasskaya street. Thus, 15 years
elapsed between the initial sketches and the
completed composition.

The picture “Christ and the Woman
Taken in Adultery” was shown at the 15th
“Peredvizhniki” exhibition in 1887. View-
ers were presented with a scene whose
message, as the artist perceived it, was
teaching people the ideas of kindness and
forgiveness. “He that is without sin among
you, let him first cast a stone at her,”
Christ said to the angered crowd when
asked how to treat a woman taken in adul-
tery (according to Moses’s command-
ment, she should be stoned). According to
the gospel, people, “convicted by their
conscience”, went out. “Where are those
thine accusers?” Christ asked the woman.
“Hath no man condemned thee?” She
replied, “No man, Lord”. Jesus said unto
her, “Neither do I condemn thee: go, and
sin no more.”

The story at the centre of the compo-
sition allowed Polenov to engage with
moral issues addressed in the gospels that
were important for him — the idea of
Christian love for one’s neighbours and
moral self-improvement — and for this rea-
son the name of the painting was a matter
of great significance for him. Later he
wrote sadly in a letter: “I called this paint-
ing ‘He That Is Without Sin Among You’.
That was its message. But the censor pro-
hibited me from printing these words in the
catalogue — they consented only to ‘Christ
and the Woman Taken in Adultery’.”®

Polenov’s composition was purchased
by Alexander III at the “Peredvizhniki”
show in St. Petersburg, and he subse-
quently allowed the painting to be brought
to Moscow when the exhibition moved
there. In Moscow the artist retouched the
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Xpucmoc painting and put a new date on it — 1888.
u epewnuya. 1885 In 1897 “Christ and the Woman Taken in
Sckus Adultery” was acquired by the Museum of
;(6020:8 Macmto Alexander I1I (the Russian Museum)®.

TTT Polenov’s majestic composition re-

ceived numerous reviews in the press. “To

Christ and the Woman  my great joy,” wrote the artist, “many un-

Taken in Adultery. derstood what I wanted to convey and re-
18.85' Study sponded sympathetically. This encourages
Qil on canvas

26 x 48 cm me to speak up, for as long as my own

strength would suffice.”’® He decided to
start working on the series of pictures
“Scenes from Christ’s Life” during the
preparation for the painting “Christ and the
Woman Taken in Adultery” in 1884.

“I'love the gospel tales beyond words,”
wrote Polenov in 1897 shortly before em-
barking on the project, “I love this naive and
honest story, love this pure and lofty ethics,
love this singular humanity which permeates
the entire teaching, finally, I love this tragic,
horrid but also grandiose finale.”!!

In 1899 Polenov travelled to the Orient
for a second time to gather material. Like
the first visit, the second one yielded mostly
landscape sketches. They were shown in
1903, again at a “Peredvizhniki” exhibition.
The sketches impressed viewers with their

Tretyakov Gallery

S Sakharova Ye. Op. cit., p. 619.

Ostroukhov, Ilya. Excerpts from an article about Polenov. Russian State Archive of Literature
and Art. Fund 822. Catalogue 1. Item 1523.

Vasily Polenov to Vsevolod Voinov. Department of Manuscripts, Tretyakov Gallery. Fund 54.
Item 72. Sheet 1.

Presently the Polenov painting is catalogued at the Russian Museum as “Christ and the
Woman Taken in Adultery (He That Is Without Sin Among You)”. “Russian Museum.
Paintings of the 18th-early 20th century. Catalogue”. Leningrad: Iskusstvo, 1980. P. 233.
1% Sakharova Ye. Op. cit., p. 393.

" Ibid., p. 619.



«$l Hecka3aHHO JIIOOJII0 €BaHIEJb-
ckoe ToBecTBOBaHUe, — ncai [loreHoB
B 1897 romy, B mpemanBepun HEMoOCpe.-
CTBEHHOU pabOThl Hal KapTUHAMU,
JIIOOJTI0 TOT HAWBHBIN, TIPABIUBBIN pac-
cKaz, JIOOJI0 3Ty YKUCTYI0 U BBICOKYIO
9TUKY, JIIOOJIO 3Ty HEOOBIYaITHYIO Yesio-
BEYHOCTh, KOTOPOIl HACKBO3b MPOHUK-
HYTO BCE YYeHHe, HaKOHeIl, 3TOT Tpa-
TUYECKUH, Y>KaCHBIN, HO B TO e BpeMsI 1
TPaHAMO3HBIA KOHELL...»'1.

B 1899 romy IloneHoB coBepun
BTOpYIO Mmoe3nky Ha Bocrtox mist cbopa
Marepuana. OH BHOBb IIPUBE3 U3 ITyTellle-
CTBUSI B OCHOBHOM TI€H3aKHBIE ATIOMBI,
KOTOpbIe ObITN TIoKa3aHbl B 1903 romay Ha
31-it [NepenBwxHoil BhicTaBKe. CBoeit
«CBEXKECThbIO» U «CWJION B KpacKax» OHU
TPOM3BEJIN Ha 3pUTeNiell He MeHee CHJTb-
HOEe BIIeYaTIeHUe, YeM ITPOU3BEIEHMUS,
co3maHHble UM B Hadane 1880-x romos.
Temepb 0cobast poJTb 3TIONOB B €BAHTEIb-
CKOM IIMKJIe KapTWUH CTAaHOBUTCS Oojee
3aMETHOM 10 CpaBHEHUIO C pabOTOM Hax
TOJIOTHOM «XPUCTOC M TpelrHuia». bo-
Jiee TOTO, XyJIOXKHUK ITOPOil Kak ObI CO3Ha-
TEJIBHO CTUPAET Pa3TNIUsI MEXKITY STIONIOM
u KapTuHOii. HemapoM oH Ha3bIBal CBOIA
aTI0AHbII MaTtepuai «[1yts Xpucra B neii-
3axax»'2.

Ha nocnennem stane cBoeii paboThl
[ToneHOB BKITIOUWIT B CEpUIO TIPOU3BEIE-
Huil «M3 xu3Hu Xpucra» BapuaHT-MO-
BTOpeHUE KapTUHBI «XPUCTOC U Tpel-
Huna». OH man eif HaKoHeIl TO TIepBOHA-
YaJlbHOE Ha3BaHWe, KOTOPOE BBIPAXKaso ee
cytb — «KTo u3 Bac 6e3 rpexa» (1908).
NmenHo aTa KapTuHa 1 OblIa TIPEICTaB-
JIeHa B OKTSIOpe Ha BBICTaBKe B TpeTh-
SIKOBCKOI1 rajiepee.

[lenast TOBTOpeHME, XYIOXHUK He
MPOCTO YMEHBIIWII pa3Mep IMOJIOTHA, HO,
0oCTaBUB 6e3 TepeMeHbl OCHOBHOE KOMITO-
3UIMOHHOE TTOCTPOSHUE, UBMEHUIT CTPYK-
Typy OTHETbHBIX YacTeil U IIBETOBYIO
rammy KapTuHbl. O0e ee yacTu — JieBast, ¢
XpUCTOM U TPYIITION YUEHUKOB, U TIpaBasi,
C TOJITION KHIDKHUKOB U (hapucees, Blie-
KYIIUX XEHIIWHY, CTaTi 00jIee KOMIIaKT-
HBIMU. VI3MEHEeHUsT KOCHYJIUCh U IIBETa
ofiexxi Xpucra, ero y9eHUKOB U IPYTUX
mepcoHaxeit. OOLTNIT KOJTOPUT TPUOOPET
TapMOHMIO OoJIee TIPUTITYIIIEHHBIX KPAaCOK.

E1e omHa kapTriHa, 9KCIIOHMPOBAB-
asicst Ha BBICTaBKe B TPEThIKOBCKOI Ta-
nepee — «IToBunen cmepru» (1906), —
TOCBSIIIEHAa OMHOMY M3 JpaMaTHUeCKUX
coObITuil B >ku3HM Mucyca, cyny Ham HUM
cunenpuona. CyJ, COCTOSIINI U3 cTapeii-
IIWH ¥ KHIDKHUKOB, BO3TJIABIISIEMBIif TIep-
BocBsiieHHNKoM Kanadoii u 3acenaBmmit
B €ro B JIoMe, coOpaJicsl, YTOObI HAUTH 00-
BUHEHWUSI IPOTUB XPUCTA.

DIU30/IbI ATOTO COOBITUS TTIOCTIEI0-
BaTeIbHO M3JokeHbl B EBanrenmusix u [des-
HUSIX aTIOCTOJIOB: JDKECBUIETETCTBO, Pa3-
IMPaHUE ONEKIbI TIEPBOCBSIIEHHUKOM 1
pelieHre cuHenproHa — « BuHoBeH u mo-
JXKeH yMepeThb». [IpoTsskeHHbBIe BO Bpeme-
HU, OHU KOMITO3UITMOHHO COEIMHEHBI B
KapTuHe Onaromapsi KPYroBOMY IIBIKeE-
HUI0, HAUMHAIOIIEMYCST U3 TIIYOUHBI CTIpa-

Ba, OT (PUTYPBI JDKECBUIETES K TIEPBOCBS-
LIEHHUKY U Jlajiee K cTapeillinHaM, 00b-
SIBJISTIONIM CBOE pEIIeHUe XKeCTOM TpOo-
TSIHYTOU pyKu. B 3T0 KpyroBoe nBuskeHue,
KaK B BOPOHKY, BTSTHYTHI (DUTYPBI IPYTUX
YJIEHOB CUHEIPUOHA, COIVIACHBIX C IPUHS-
TbIM pelieHreM. B kaptune [loneHosa n3-
JloxeHHoe B EBaHrenusix codbiTue mnpea-
CTaBJIEHO eIMHbBIM ctoxeToM. [locnenoBa-
TEJbHOCTb €r0 3MMU30[0B ObLIa XOPOILIO
W3BECTHA 3pUTeNIsSIM 110 CBSIIIEHHOMY T -
CaHUIO.

[Toka3aHHbIE Ha BBICTABKE KAPTUHBI
«Kto u3 Bac 6e3 rpexa» u «[loBuHeH
CMEpPTU» — YacTb TPAaHAMO3HOIO 3aMbIciia
XyIOXHUKA TIPEICTaBUTh UCTOPUYECKUI
XapaKTep €BaHTeIbCKUX COOBITUH, «10UC-
KaTbCSI MCTOPWYECKOW TIpaBObl», NaTh
«KUBOI 00pa3» XpUcTa, «<KaKUM OH ObLT
B NEUWCTBUTEITLHOCTU», U TIOKa3aTh €To
«BEJINUUE Tyxa»'s,

[ToneHoB OTHOCHWJICA K CO3IaHUIO
nukiaa kaptuH «M3 xusHu Xpucra» Ha-
CTOJIBKO TpereTHo, uTo B 1906 romy, ele
JI0 3aBepUICHUS PAOOThI, HAMTUCAT «Xyd0-
JKECTBEHHOE 3aBelllaHue». B Hem, B yacT-
HOCTU, roBopuiochk: «[Ipubnmxasce Kk
KOHILy TJIaBHOTO Tpylda MOEW XW3HU —
U300paKeHUsI €BAHTEJIbCKON MCTOPUM B
MOCJeI0BATEIbHOM Psiie KAPTUH, HO, HE
OyIy4u yBepeH, UTO MHE yJACTCsl UCTIOJI-
HUTb JAJIbHEIINE, CBA3aHHbIE C HUM MO
HaMepeHus, s oOpallanch K OJMU3KAM
MOUM C MPOCHOOI 3aBEPIIUTh MO TPy
BBITIOJTHEHUEM Clieayloliiero...»'4. Jlanee
CJIENYIOT PACIIOPSIKEHUS 0 MTOBOAY BbI-
CTaBOK, usnaHus pykonucu [loneHosa c
«TE€KCTOM, OTHOCSIIIIMMCSI K €BaHTETbCKOM
ucropun»'® u T.1. B mynkre 12 ynrtaem:
«Moe XynoxecTBeHHOE 3aBelllaHue ObLIO
Obl HEMOJIHO, €CJIU Obl S HE YIOMSIHYJ O
MOUX MY3bIKaJIbHbIX HaOpockax. Paboras
Hall eBaHreJbCKUM KPYroM B o0pase u
CJIOBE, S MbITAJICA MepenaTh MOe HACTpoe-
HUE U 3ByKaMU. PS1oM ¢ 3TM y MeHsI co3-
JTAI0Ch HECKOJIBKO MTPOU3BENCHUIA, KOTO-
pble 1 HaMepeBaIcs cAeaTh TOXE OOIIUM
nocTtosiHueM» ', Takum o6pa3om, B eBaH-
reJIbCKON Cepuu KapTUH B MOJHOW Mepe
BOILUIOTUJICS yHUBepcanu3m [loneHoBa.

B 1908 rony patdora [loneHosa Hax
KapTuHaMu 1ukia «M3 xu3Hu Xpucrta»
OblJIa B OCHOBHOM 3aKOHYeHa. B Tom xe
romy 58 KapTWH 3KCTIOHMpOBasoch B [le-
TepOypre, a yepe3 o B MockBe U IpyTrux
ropojax ObLIM MOKa3aHbl Bce 64 Mpor3Be-
neHus. BoicTaBkam comyTcTBOBal 00Jib-
moit ycriex. Xymoxxuuk JI.O. [MacrepHak
mmucan [ToneroBy B Mae 1909 rona «...ITy6-
nvka (M orpoMHast!) XagHO cMOTpena 1
nepekrBajia BbICOKME MUHYTHI — 5 IaBHO
He BUJaJI TAKOTO CEPbE3HOI0 BHUMAHUS U
uHTepeca»'’.

B 1923 rony IMoneHOBY TipeioXuIn
MNPUHSATH yyacTue B BricTaBke pyccKoro
HUCKYyCCTBa, OpraHu30BaHHO HapoaHbim
KOMHUcCcapuaToM mpocseleHuss B Hplo-
HMopke. Ha Heif TOKHBI OBUTH SKCTIOHH-
pOBaTbCSl OKOJIO ThICSYM paboT cTa
COBPEMEHHBIX XYT0>KHUKOB, TIPEICTAaBIISIB-
LLIAX BCE MHOT0OOpasue pyccKoro n3oodpa-
3UTEJIBHOTO MCKyccTBa KoHla XIX —

Dacad xpama
Ipoba T'ocnoous
1882

Xoict, Macio
30,6 x 24

T

Front of the Church
of the Holy Sepulchre
1882

Oil on canvas

30.6 x 24 cm
Tretyakov Gallery

HACNEOVE

mepBoit ueTBepTr XX Beka. OpraHn3aTophbl
npecjefoBai U KOMMEpPUYECKUEe LEeJu:
TIPEIIONIATaIoch TIPOBECTU TTPONAXy Kap-
THUH. B cembe XylnoXHUKa A0ITO COBellla-
JIUCH O BOBMOXXHOCTH €TO yIacTHsI B TOM
MPOEKTe, Belb TMPEINpPUsITHE Ka3aJloch
puckoBaHHbIM. Ho «rak kak B.JI. [T1one-
HOBY| JaBHO XOTEJIOCh, YTOOBI €ro Kap-
TuHbl «M3 xu3Hu Xpucra» moodbIBad B
AMepuKe... TO U MbI PELLIWIUCH»,'® — K-
cana H.B. IloneHoBa, XeHa XylIOXHUKA.
st oot BeicTaBku [loieHOB mipemocTa-
BWI 12 Ipon3BeNeHUI U3 €BAaHTEITHLCKOTO
nukia. PenieHo ObUIO MocaaTh KAPTUHBL:
«[lomma B HaropHyio ctpaHy», «Cpenn
yunreneit», «Cranm uckatb», «OH yuus»,
«I'pettHuiia», «[loBuHeH cmepTr», «Mo-
JleHue o vaiie», «l'edpcumaHcKuii cany,
«Cmotpenu uzpanu», «Creperim», «CTo-
si1a'y rpoba», «BozBecTuiia raqyimm» 1.

BrictaBka OblTa OTKpbITa § Mapra
1924 ron B HBIO-1IOpKCKOM OTene «[ paH

™ Tam xe. C. 619.

12 Tam xe. C. 783.

13 Cwr.: Mucbmo B.JI. Monenosa k A.A. TopsiuHoBoit. [Mocksa]. 22 mapra [18]97 r. Llut. no:
Caxaposa E.B. Xponuka. C. 618—619.

14 [Tonenos B.JI. Moe xynoxectBeHHoe 3aBelianue. C. 25.

15 06 oroii pykorucu TToneHos nucai JI.H. Tosncromy: «PsiioM ¢ KMBOIMCHO# paboTOM MIEeT y
MEHA ¥ MMCbMEHHAasA, UM JIMTEpaTypHasi; Ha3bIBac€TCA OHa <<]/]!/ICyC w3 Famwien». 1o CBOJI B
OITHO LIEJIOC €BAHTECJIbCKUX TEKCTOB U APYTUX HOBO3aBETHBIX CKa3zaHUuil 0 XpVICTe, CHabXeH-
HBIX MOMMU TipuMedanusMi» (Liut. mo: Caxaposa E.B. Xponuka. C. 667).

18 Tonenos B.JI. Moe xynoxectBeHHoe 3aBelianue. C. 25.

17 Caxaposa E.B. Tam xe. C. 666.

18 OPITT. . 10. En. xp. 5194.J1. 1. TTucsmo H.B. IMonenosoit kK N.C. Octpoyxosy. 12.07.1927 r.

19 Taw xe.
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HERITAGE

“freshness” and “power of colour” as
strongly as Polenov’s works of the early
1880s. The importance of sketches for
paintings was now more visible than had
been the case with “Christ and the Woman
Taken in Adultery”; moreover, the artist
sometimes seems to be consciously destroy-
ing the boundaries between sketch and
painting. Not without reason, he called his
sketches “The Path of Christ in Land-
scapes” 2.

Polenov would include in the
“Scenes” his new version of the “Christ
and the Woman Taken in Adultery”, giv-
ing, finally, to this new image the title epit-
omizing its message — “He That Is Without
Sin Among You” (1908). It was this picture
that the Tretyakov Gallery exhibited in Oc-
tober 2011.

In the new version, the artist not only
used a canvas of a smaller size but, while

Onusa

6 leccumancrkom
cady. 1882
XoJcT, Maciio
30,1 x 23,7

I'Tr

Olive Tree

in Gethsemane. 1882
Oil on canvas

30.1 x 23.7cm
Tretyakov Gallery

12 1bid., p. 783.

13 Gee Vasily Polenov’s letter to Anna Goryainova (Polenov’s second cousin). [Moscow|, March

22, [18]97. Sakharova et al. Op. cit., pp. 618—619.

14 Polenov, Vasily. ‘My Artistic Testament’. In: “Vasily Dmitrievich Polenov. On the Occastion of
His 150th Anniversary. Catalogue of the Exhibition”. Moscow: GALART, 1994. P. 25.

15 Polenov wrote to Leo Tolstoy about that manuscript: “Beside working on a painting, I’m also
working on a piece of writing, or literature; it’s called ‘Jesus From Galilee’. This is a compila-
tion of the stories from the gospels and other New Testament legends about Christ, supplied

with my commentaries.” Sakharova Ye. Op. cit., p. 667.
16 Polenov, Vasily. ‘My Artistic Testament’. Op.cit., p. 25.

7 Sakharova Ye. Op. cit., p. 666.

18 Natalya Polenova to Ilya Ostroukhov. July 12, 1927. Department of Manuscripts, Tretyakov

Gallery. Fund 10. Item 5194. Sheet 1.

19 Ibid. The listing taken from Natalya Polenova’s letter.

20 Grabar, Igor. “Letters: 1917-1941”. Moscow: Nauka, 1977. P. 119.

21 Zemlyakova, Olga; Leonidov, Viktor. ‘Triumph in America’. Russian Art. 2004, No. 1. P. 35.
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leaving the essentials of the composition in-
tact, changed the structure of certain ele-
ments and the palette of the picture. Its two
parts — the left one, with Christ and the
group of his disciples, and the right one,
with the group of scribes and Pharisees drag-
ging the woman — became more compact.
The colours of the garments of Christ, his
disciples and other figures were changed as
well, while the palette acquired a harmony
of more subdued colours.

Another painting on view last year was
“Guilty to Death” (1906), focused on the
drama of the Sanhedrin trial, presided over
by the high priest, with the court composed
of the elders and scribes. The trial took place
in the house of Caiaphas and its purpose was
to incriminate Christ.

The gospels provide a coherent ac-
count of the events during the trial — the
false witnesses, the high priest renting his
clothes, the Sanhedrin’s resolution “Guilty
and must die”. Unfolding gradually in the
text, in the painting the events are compo-
sitionally knit together by to the image’s
circular structure — from the false witness
far off to the right, to the high priest and
then to the elders making their resolution
known with the gesture of a lifted arm. The
figures of the other members of the San-
hedrin agreeing with the resolution are
drawn into this circular motion as into a
whirlpool. Polenov’s picture weaves the
events related in the gospels into a single
narrative: viewers knew the sequence of
events well from the Bible.

Both compositions, “He That Is With-
out Sin Among You” and “Guilty to
Death”, are an element of the grandiose
mission upon which Polenov embarked — to
represent the gospel accounts with historical
authenticity, to “seek out the historical
truth”, to create “a lively image” of Christ
“such as he was in reality”, and to show “the
grandeur of the spirit”!? of this man.

Polenov’s attitude to his work on the
“Scenes” was so reverent that in 1906, even
before completing the project, he wrote an
“Artistic Testament”. In particular, he
wrote: “Now close to a final stage of the
main undertaking of my life — the depic-
tion of the tales from the gospels in a co-
herent set of pictures — but uncertain that
I will succeed in accomplishing my further
plans related to it, I ask people close to me
to bring to completion my enterprise by
fulfilling the following...”'* He continued,
giving instructions about exhibitions, pub-
lication of his manuscript with “the text
related to the story from the gospels”!s,
and so on. In paragraph 12 we read: “My
artistic testament would be incomplete if
I didn’t mention my unfinished pieces
of music. Working on the gospel cycle in
image and in word, I have tried to convey
my mood with sounds as well. From this
were born several of my opera which I in-
tended to make public as well.”'® The
gospel series thus completely reflected
Polenov’s universalism.

In 1908, the series essentially com-
pleted, 58 compositions were shown in St.

Petersburg, and in 1909, 64 works were dis-
played in Moscow and other cities. The ex-
hibitions were a great success. The artist
Leonid Pasternak wrote to Polenov in May
1909: “The public (and a huge one!) looked
avidly and experienced a sublime feeling —
it has been long since I last witnessed atten-
tion and interest so focused”"’.

In 1923 Polenov was invited to take
part in an exhibition of Russian art organ-
ized by the People’s Commissariat of Ed-
ucation (NARKOMPROS) in New York.
The exhibition was expected to present
about 1,000 pieces by 100 contemporary
artists reflecting the entire variety of Russ-
ian visual art of the 1880s-1925. The organ-
izers pursued the goal of financial gain as
well, offering the exhibits for sale. Polenov
loaned for that show 12 pieces from the
“Christ’s Life” series. For a long time the
proposal to participate in the exhibition
was a matter of dispute in the artist’s family,
as the venture seemed risky, but “since
[Polenov] has long dreamed about showing
his ‘Christ’s Life’ pictures in America... we
made up our mind too,”'® wrote Natalya
Polenova, the artist’s wife. It was decided
to send the following paintings: “Mary
Went Into the Hill Country”, “Among the
Teachers”, “Seeking Him”, “He Taught”,
“The Woman Taken in Adultery”, “Guilty
to Death”, “The Agony in the Garden”,
“Gethsemane”, “Looking On Afar Oft”,
“Watching Jesus,”, “Mary Stood at the
Sepulchre”, “Mary Magdalene Told Them
That Had Been With Him, As They
Wept”1e.

The show opened on March 8 1924 in
New York at the Grand Central Palace
hotel, and was on view until April 20. It was
a great success. One of its organizers, Igor
Grabar, wrote: “The unequivocal success of
our exhibition in New York is by far greater
and more sensational than the success of the
famed Diaghilev exhibition at the Salon
d'Automne [Autumn Salon] in 1905. I can
definitely say this because I was deeply in-
volved with the preparation of both.”2°

Commercially, though, the exhibition
fared worse. Its organizers Igor Grabar,
Sergei Vinogradov, Ye. Somov, and Fyodor
Zakharov in their letter to Moscow said that
“despite the success so immense, the show’s
position is very precarious”?'. Contrary to
expectations, Americans were not very in-
terested in buying the Russian artists’ works,
a fact that makes the popularity of Polenov’s
gospel-themed compositions among buyers
all the more astonishing. Four pieces were
bought during the first several days after the
opening.

Mikhail Nesterov wrote about this in
one of his letters: “The week before last my
American friends called on me. One of them
was fresh from New York, after visiting our
exhibition the day before the preview. He
thinks the exhibition is elegant and interest-
ing and believes that it will be a success.
News coming from the exhibition, though,
has not been very encouraging yet: during
the first week, only 21 pieces were sold, out
of 914. Among the sold pieces, four are



Cenrpan [lamac» u nipomokanack a0 20
ampessi. OHa TIPOBOAWIIACH C OOJBIIUM
ycniexom. OnvH W3 ee OpraHU3aTOpPOB
N.D. I'pabapse ucai: «ToT HeCOMHEHHBIM
ycTiex, KOTOpPBIi Hallla BEICTaBKa MMeEeT B
Hrto-Mopke, Topas3no ocTpee 1 myMmHee,
YeM ycriex 3HAMeHUTO [IATnieBCKOil BbI-
craBku B Ocennem Canone 1905 r. 5 ato
WMeIo TIPaBO YTBEPKAATh, MO0 TTPUHUMAT
OJIM3KOE yJacTue B CO3IaHUU 00enx»20.

XyXe CKIIaIbIBATUCh OOCTOSITEIb-
CTBa, CBSI3aHHBIE C KOMMEPUECKOU CTOPO-
HOIi mena. Ycrpoutenu BeicTaBKu KM.D.
I'pabaps, C.A. Bunorpanos, E.1. ComoB,
®.U. 3axapoB B cBoeM TicbMe B MOCKBY
KOHCTaTUPOBAIN, YTO «...HECMOTPSI Ha
CTOJIb ONECTSINI yCIieX, BBICTaBKa B
KpaifHe TSKeJIOM TTOJIOXKEeHU»?2', 3anHTe-
pPECOBaHHOCTh aMEpPUKaHIIeB B TIpruodpe-
TEeHUU pPabOT PYCCKUX XYIOXHUKOB
0Ka3aJiach, BOTIPEKU OXKUIAHUSIM, TOCTa-
TOYHO HU3KOU. Tem Gosiee yIuBUTETbHBIM
ObUT TOT (DMHAHCOBBIN yCTIeX, KOTOPBIA
BBITTANT Ha noiio kaptuH [lomeHoBa Ha
€BaHTETbCKNE CIOXKETHI. YK€ B TIEpPBbIC
IHU TIOCJTIE€ OTKPBITUSI BBICTAaBKU OBLIN
MPUOOPETEHBI YETHIPE eTO PabOTHI.

XynoxHuk M.B. HectepoB nucan B
OTHOM W3 TIMCEM I10 3ToMy TroBoay: «Ha
MO3aMpoNUIoN Henesle MEHS TOCeTWIN
MOU 3HAKOMIIBI — aMepuKaHIlbl. OnuH 13
HIX TOTbKO uTo 113 Helo-Mopka 1 6611 Ha
Halllell BHICTaBKe HaKaHyHe BepHUCcaXa.
Haxonut BbICTaBKy HapsiTHOM, UHTEpeC-
HOU 1 JIyMaeT, 4To yCIieX OHa UMETh OyJIeT.
OTTyna xe, ¢ BBICTaBKU, UIYT BECTH TTOKa
He CIWIIKOM PaJioCTHBIE: 3a TIEPBYIO He-
nemo u3 914 HoMmepoB ObLIa TIpomaHa
BCero JBaIaTh OfHa Belllb. M3 koux ye-
TBIpE MOJIEHOBCKUX (12 T. mOJUTapoB)...
Hapony nHa BepHucaxke OBIIO OKOJIO
BOCBMU THIC., Ha CJIEAYIONINE THU OT CTa
TISITUAECSTH JIO IEBSITUCOT YeJIOBeK... MHe
TOBOPSIT aMEpPUKAHIIbI, YTO Yy HUX €CTh
00bIuail — “XXmIaTh IPecchl’” U TIOTOM yXKe
TMOKYTIATh... TTOCMOTPpUM»22, OTKIIUKU B
rpecce ObITN caMble BOCTOPKeHHBIe. BoI-
CTaBKY XapaKTepPU30BaIN KaK «ITOTPsSICAI0-
mee coObITHE», Oiaromapsi KOTOPOMY
MOXHO «ITO9yBCTBOBAThH HACTOSIIIYIO PyC-
CKylo ayury»23. ['pabapb mucai B 9TO Xe
BpeMmsi: « MBI, Kak TOBOPUTCS B TAKUX CITY-
yasx, UMeeM He TIPOCTO XOPOIIIYIO TIpeccy,
a MIPEBOCXOIHYIO TIPECCY»24.

[Tozxe, B anpene, HecrepoB nucan
A.T1. OctpoymoBoii-Jle6eneBoii: «LleHbl
BooOIlle B AMepuKe ceiluac majble, OT
200—300 mosutapoB JaroT eIlie OXOTHO, YeM
JXe OJIKe K ThICSue, TeM TspKesee W He-
OxOTHee... VI3 MockBuYeil HanOOJIbIINI
ycriex umeet [ToneHoB ¢ 12-10 kapTuHAMU
€BaHTeJIbCKOTO IIUKJIA. 4 M3 HUX TTPOJIaHbI.
[ToneHOB — “TBO3MB” BBICTABKI»2®.

B ormene pykomuceit TpeTbsakoB-
cKoIi rasiepeu, B «Marepuaiax mo opra-
Huzauuu «Pycckoil XymaoXecTBeHHOM
BBICTaBKM» B Hpto-Mopke (28/X1 1924 —
12/X11 1924)» umeetcst «CIMCOK KapTUH,
nponanHbix H.O. [pummkoBckuM?® Ha
PYCCKOM XyIOXECTBEHHOM BBICTABKE»27.
Bort BhImepkka u3 3TOTO CITMCKA, Kacaro-
asicst KaptuH [loneHosa:

HACNEOVE

Hcmounuk

Jeevt Mapuu

6 Hazapeme. 1882
XoucT, Macio
22,7 x 32

I'Tr

Spring of

the Mother of God
in Nazareth. 1882
Oil on canvas
22.7x 32 cm
Tretyakov Gallery

Maprt 1924

Ne 626 Cpedu yuumeneii B. Ilonenosa
Joa. 3000

Ne 637 U on yuun ux — 3500

Ne 632 Cmompenu uzoaru — 3500
Amnpenb 1924

Ne 628 [pewnuya — 3000

Ne 624 [lowna 6 Haeopuyto cmpany —750
Ne 635 Bossecmuana naavyuum — 2000
Maii 1924

No 629 Y Tle¢pcumanuu — 750

Ne 631 [Mosunen cmepmu — 3000

Ne 634 Cmosna y epoba — 2000

Taxkum obpazom, [ToneHoB Ha 3TOM
BBICTaBKE OKa3aJCsl CAMBbIM <«IOPOTHUM»
XyIOXHUKOM. HO camMoMy XymOXHUKY
npucianu B utore jiuiib 6000 1o/u1apos 3a
MepBbie YEThIPE MPOJAHHBIC KAPTHUHBI C
BeIYeTOM 50 TMPOIIEHTOB B TOJIB3Y TOCY-
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Ipabape Y. Tucema. 1917—1941. M., 1977. C. 119.

Semaskosa O., Jleonudos B. Tpuymd B Amepuke // Pycckoe nckycerso. 2004. Nel. C. 35.

Hecmepos M.B. Tlucwma. M3bpannoe. JI., 1988. C. 297.

Semasikosa O., Jleonudos B. Tam xe. C. 35.

Ipabaps U. Tam xe. C. 115.

Hecmepos M.B. Tam xe. C. 298.

Hukomnait Ocunosuy I'puiikosckuit momorani ['pabapro, Bunorpamnoy 1 CoMoBY BO Bpemst
OpraHM3alluy BHICTABKY U ajibHei1ero nokasa kaptuH B CILA. Cwm.: 3emasxosa O., Jleonu-

dog B. Tam xe. C. 33.

OPITI. ®. 11. En. xp. 872.J1. 7.

Tpencenarens Komurera o opraHu3zanny aMepuKaHCKoii BEICTaBKU ¢ HOsIOpst 1924 roza.

OPTITT. ®. 10. Ex. xp. 5194. J1. 2. TTucsmo H.B. IMonenosoii k U.C. Octpoyxosy. 12.07.

1927 1.

B utonie 1927 rona [MoneHOB GbLT 04eHb GOJICH M OCTPO HYXKIAICS B JiedeHUHU. «TsoKesno mory-
YaTh M0Ja4YKM U MIPOCUTH UX, KOT/1a MOIJIM Obl ObITh CBOM TPYIOBbIC ICHBIM, 3apa0OTaHHbIC
JIMYHBIM, GOJIbLIMM TpyoM», — nucaia H.B. TTonenosa (Tawm xe. JI. 3).

TPETbAKOBCKAA FANEPEA /| THE

napctia. [1o okoHYaHUU aMepUKaHCKOM
3MO0MEeU YMOJHOMOUYEHHbIE JIMLA Tepe-
CTajli OTBeYaTh Ha MUCbMa C TpochOaMu
1 TpeOOBAHUSIMU BBITIIATHI IEHET, a TAKKe
BO3BpAIIeHUS IBYX HEMTPOIaHHBIX paboT,
0 KOTOPBIX ObUIO U3BECTHO JIMLIb TO, YTO
oHu BepHynHCh B Poccuio. C Tex mop
cliefibl 3TUX KapTUH notepsuinuck. Korna
[Tonenos 3anpocun y JI.E. lydopoBckoro?®
CBEJIEHUS O TOM KOIJa, KOMY U 3a KaKylo
LIeHY ObUIM MIPOJAHbI €ro KAPTUHBI, TO U3
MOJIyYEHHOrO OTBETa MOXHO ObLIO MO-
HSITh, «4TO CITUCOK MPOJAHHBIX KAPTUH Y
C.A. Bunorpanosa u y JlybpoBckoro He
CXOAUTCS, U BOOOILIE MOJyJYaeTcs KaKoi-
TO Xa0C»29.

BriosiHe BO3MOXHO, YCTPOUTEIH BbI-
CTaBKU, OTBEYABIIIME 32 KOMMEPUECKYIO
YacTh MPOEKTa U 3HaBLIME 00 aOCOJIOT-
HOM OeckopbictTuu [losieHoBa, TocuM-
TaJu, YTO XyJOXXKHUK He OyJeT OTCTauBaTh
CBOMU TpaBa, HECMOTPS Ha BCE JIUIICHUS,
KOTOpPBIE OH U €TO CeMbsI UCITBITHIBAIIA B
3TO BpeMs30.

B 1924 romy, y>xe mociie 3aBepIieHust
BBIcTaBKM B Hplo-Mopke, n3BecTHBII
Bpay, MpeANnpUHUMATEb, HW3aTelb U
crpactHbiil kosutekimonep U.U. Tpos-
HOBCKWI, WHUIIMATOP ATOTO BHICTABOY-
HOTO MPOEKTa, MUCAJ XyJAOKHUKY B CBOEM
mo3apasiennu ¢ 80-netrem: «Kak manexo
TO YyTHOE BPEMsI, KOT/Ia 51, HAUMHAIOTIINA,
HO yX€ CTPaCTHBIN JIIOOUTEJNb, 0J1aroro-
BEHHO M POOKO TPOHYJ 3BOHOK Baiueit
KBapTUPHI, Ipus K Bam, Torma yxxe cias-
HOMY XYIOXHUKY, C COTHEW TPYTOBBIX
rpoileil B KapMmaHe, MOCJe TOIATUX U
MYUYUTEIbHBIX KOJIeOaHu... I MeHst mpu-
HSUI IIPOCTOM, HEPBHBIN, YYTKUM, JTaCKO-
BBI U IEJIUKATHBIN, [TOYTH 3aCTEHUYUBBINA
YyeJ0BeK, KOTOPBIM cpasy Bce MOHI,
000IpWIT MEHSI — W HaJeJWJ COKPOBU-
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ITosunen cmepmu
W3 cepuu kapTHH

«W3 xu3nu Xpucra»

(Koner 1890-x —
1900-¢)

Xouict, Maciio
113 x

Guilty to Death
From the series
“Scenes From
Christ’s Life”
(late 1890s-1900s)
Qil on canvas
113x221 cm

66 TPETBAKOBC

Polenov’s (12,000 dollars). ... About 8,000
people came to the preview, on the following
days the visitors numbered from 150 to
900... I’ve been told by the Americans that
they have a custom of ‘waiting for the news-
papers’ and only then buying... we’ll see.”?2
The press reviews were highly enthusiastic —
the show was characterized as “a stunning
event” giving the chance “to feel the true
Russian soul”23. Grabar wrote at that time:
“As they say in such circumstances, we have
not just good reviews but excellent re-
views”.24

Later, in April Nesterov wrote to
Alexandra Ostroumova-Lebedeva: “Now
the prices in America are low, the buyers

part with 200 or 300 dollars without much
hesitation, but when the sum involved is
more like 1,000, they’re less and less willing
to part with it... Among the Muscovites,
Polenov with his 12 gospel pieces enjoys the
greatest success. Four of them were sold.
Polenov is the ‘hit’ of the exhibition.”?5

The file “Materials relating to the or-
ganization of the Russian Art Exhibition in
New York (November 28-December 12
1924)” at the Tretyakov Gallery’s depart-
ment of manuscripts contains a “Listing of
pictures sold by Nikolai Grishkovsky?® at the
Russian Art Exhibition”?’. Here is an ex-
cerpt from the listing related to Polenov’s
pictures:

Nesterov, Mikhail. “Letters. Selected Writings”. Leningrad:
Iskusstvo, 1988. P. 297.

Zemlyakova, Olga; Leonidov, Viktor. “Triumph in America’.
Russian Art. 2004, No. 1. P. 35.

Grabar, Igor. “Letters: 1917-1941”. Moscow: Nauka, 1977.
P 115.

Nesterov, Mikhail. “Letters. Selected Writings”. Leningrad:
Isk , 1988. P. 298.

Nikolai Grishkovsky helped Grabar, Vinogradov and Somov to
organize the exhibition and further showings of thi intings in

America. See: Zemlyakova, Olga; Leonidov, Viktor. “Triumph in
America’. Russian Art. 2004, No. 1. P. 33.

Department of Manuscripts, Tretyakov Gallery. Fund 11.
Item 872. Sheet 7.




mamu...»3'. Takux cyacTiIMBIEB, KOTO-
pbim [losieHOB poaaBa cBoU pabOTHI MO
MU3EPHBIM LIEHaM (3TO HAITOMUHAJIO CKO-
pee TMOJApOK, 3aMacKUPOBAHHBIA «B
camoii genukatHoi hopme»32), ObUIO 10-
BOJIBHO MHOTO. Yaliie Bcero oH rnornpocrty
JIapWJ1 CBOU MTPOU3BEICHMUS.

Cosnannsiii [1oneHOBBIM My3eli B
ero ycagpbe bopok Ha Oke, cTaBIIWi
«KyJbTYpHBIM  LIEHTPOM I  Bcell
okpyru» (1902) 1 TOCTpOEHHBI B OCHOB-
HOM Ha ero xe cpenctsa Jlom tearpaib-
Horo TmipocBemeHus (1915) Ovun
npelHa3HauyeHbl Uil IUPOKUX HapO-
HBIX Macc. DTU HaAUMHAHUS, KaK W BCe
€ro TBOPYECTBO, ObLIM TPOHU3AHBI el

CITyKeHUS JTIOASIM. DCTETUIeCKOe MUC-
CUOHEPCTBO XyIOXHUKA TOXOAUIO UHO-
rma no kypee3oB. C.A. Bunorpamnos,
yueHuk [loneHoBa u ofHA U3 KITIOYEBBIX
Guryp B opraHu3alliM aMepUKaHCKOM
BBICTaBKU, OMKUCHIBAJI B CBOUX BOCTIOMU-
HaHUAX, 4eM o00OpayMBaIoCh WHOTAA
CTpEMJICHUE XYIOXHUKA «HACTOSILIIEE UC-
KyCCTBO MPUOIU3UTH K HAPOAY, WU Ha-
000pOoT — Hapoa K UCKYCCTBY». «M ObL1
TaKkoOW clyyaii: BBICTAaBUB OOJIBIIYIO
CEpUI0 CBOUX KapTUH, HA3HAUWJI 32 HUX
COBEPILIEHHO CMEIIHbIEC LIEHbI, TOYTU O
CTOMMOCTHU TOJIBKO 3aTPAaYEHHOTO Ha HUX
marepuaa, xesnas ceaarb KapTUHBI 10-
CTYITHBIMU MIPOCTOMY JIIOY. A KapTUHBI

TPETbAKOBCKASA MANEPEA

HACNEOVE

BCE ONTOM CKYMWJI Makjak, a MOTOM
LIEHbl HA3HAUWJI <«IIOJIEHOBCKUE», HOP-
MaJIbHbIE U TI0 HUM TNIPOJIaBajl KAPTUHBI.
3aTest, KOHEUHO, YUCTO OapcKast BBIIIA Y
Bacunug JimutpreBuya U no-6apcku He
TMpaKkTUYHasI»33,

[1pu aToMm «bapckoro» B [loneHose
HUYETO ¥ HUKOTAa He 0b110. OH TOBOPUIT
0 cebe enle B Hayajae CBOEW Kapbepbl
XynoxHuKa, B 1874 romy: «f HuKakmx
JIBOPSTHCKUX KaueCTB B ce0€ HEe UyBCTBYIO.
[TocTosiHHO paboTato, 1a U BbILIE BCETO
m06a0 pabdoty. Beskyio paboty; Ko-
HEYHO, 0O0JblIe BCEro KMBOMUCH. XOTS
noayac 3Ta paboTa OYeHb TSXeJas Win,
ckopee, TpyaHas. biauskue MHe Jitoau Bce
PabOTHUKMN»3,

B KoOH1I€ XX13HU OH JeUIICS B TUChH-
M€ C OJHUM M3 CBOMX Apy3eil: «f Boc-
MOJIb30BAJICS COJIHEUHOU Henelneil, ObL1o
BpOJIE JieTa, HO TT030JI0YEHHOT0, U Hapa-
0OoTaJ1 ATIOAOB “1IeJ10€ KOJUUYECTBO”, KaK
roopuia Hatanbs B oHOCcTU. MHE XO-
YyeTcs Ha eJIKY MOJApPUTh APY3bsIM Ha Ma-
MSTh... Sl Bceraa JoOusl OOJbllie BCETO
paboTy U B pa3HbIX €€ BUJAX — U B OrO-
pole, U B CTOJISIPHOI, U Ha peKe, U B Ma-
crepckoil. [loaTomy MHE TOpOTO OCTaBUTh
NIPY3bsiM KaK OOJIbIINM, TaK U MaJIbIM, 110
KYCOUKY 3TOM pabOThI...»*.

B Coenunennnix LlTtarax [ToneHnon
«OCTaBUJI» BECbMa 3HAUUTEJIbHBIN «KYCOK»
cBoeii padotsl. Ho ero kaptunam «Krto u3
Bac 6e3 rpexa» u «[loBUHEH cMepTH» 0CO-
OeHHO moBe3o. Ha BeIcTaBKe MX TpU-
o0pen Yapnba KpeiiH, KpynmHbIi MPOMBbI-
LIJIEHHUK, BIUSTEIbHbINA OOIIECTBEHHBII
nedTe/lb, U3BECTHBI MelLeHaT, KOJUIeK-
LIMOHEP PycCKOro uckyccTBa. OH ObLT ujie-
HOM OPTaHU3allMOHHOTO KOMUTETA BbIC-
TaBKM U TOXEPTBOBAT 3HAYUTEIbHYIO
CyMMYy [Jil MOKPBITUSI PACXOJOB Ha ee
yctpoiictBo. B Tom xe 1924 rony Kpeita
nogapui 06e KapTUHbI OMHOMY U3 y4eo-
HbIX 3aBelieHuil. [lonrue roasl mpousBee-
Hus [loneHoBa yKkpalliajay CTeHbl CHavaja
Hay4YHOU OMOJIMOTEKHU, & OTOM KapTUH-
HOMH rajepeu, U ObLIN AOCTYIHBI IIUPO-
KOMY aMEpUKAHCKOMY 3pPUTENIO0, KaK TOrO
U XOTEJ XyNOKHHUK.

CrycTst MHOTHE NECATUNIETUST Kap-
tuHbI «KTO 13 Bac 6e3 rpexa» u «[loBuHeH
cMmeptu» TipuBesnn B MockBy. B 3aine,
nocBsleHHOM TBopyecTBy [losieHoBa, nx
CMOTJIM YBUIIETb COTHU TOCETUTENEH.
Y MHOTUX U3 HUX BOZHUKJIO BIIEYATICHUE,
YTO 3TU TOJIOTHA BCEra HAaXOIWJIKUCh
psioM ¢ aApyruMu KaptuHamu [loneHoBa
(«Cpemm yuureneii», «Ha ['eHucaperckom
o3epe», «TaitHasa Beuepsi», «McnonHsi-
csl TIPEMYZIPOCTH»), — TaKoe IeJIbHOe 1

31 Lurt. no: Caxaposa E.B. Xponuka. C. 700.

32 OPITT. ®. 54. En.xp. 2574. J1. 2. BocnoMuHaHust
A.M. Jlaurosoro o B./. IToneHose.

33 Bunoepados C. Ipexuss Mocksa. Bocriomunanusi. Pura,
2001. C. 78.

34 Lut. no: Caxaposa E.B. Tam xe. C. 149.

35 Tam xe. C. 700—701.
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HERITAGE

O0J10%Ka Karajora
BbICTaBKM «Pycckoe

HCKYCCTBO»,
HBI'TI

'HE
RUSSIAN ART
EXHIBITION

March 1924

No. 626 “Among the Teachers”

by V. Polenov $ 3000

No. 637 “And He Taught Them”— 3500

No. 632 “Looking On Afar Off"— 3500

April 1924

No. 628 “The Woman Taken in Adultery” — 3000
No. 624 “Mary Went Into the Hill Country” — 750
No. 635 “Mary Magdalene Told Them That Had
Been With Him, As They Wept”— 2000

May 1924

No. 629 “Near Gethsemane” — 750

No. 631 “Guilty to Death” — 3000

No. 634 “Mary Stood at the Sepulchre” — 2000

Thus, Polenov was the most “priced”
artist at the show. However, ultimately he
was given only $6,000 for the first four pic-
tures sold, with half of the fees withheld for
the benefit of the state. After the end of the
“American epic”, the authorities in charge
stopped answering Polenov’s letters in
which he asked and demanded that they pay
the money owed and return to him the un-
sold pictures, about which no one knew
anything except the fact that they had been
sent back to Russia. The history of these un-
sold works cannot be traced beyond this
stage. Polenov queried D. Dubrovsky?®as to
who, when and at what price had bought his

28 Erom November 1924, chairman of the Committee for Organization of the American Exhibi-

tion.

29 Natalya Polenova to Ilya Ostroukhov. July 12, 1927. Department of Manuscripts, Tretyakov
Gallery. Fund 10. Item 5194. Sheet 2.

30 1y July 1927 Polenov was very sick and urgently needed medical attention. “It’s difficult to ac-
cept handouts and to beg for them when it could have been one’s earned money, money gained
by one’s own hard work,” wrote Natalya Polenova (letter mentioned above, sheet 3).

31 Sakharova Ye. Op. cit., p. 700.

32 Alexei Langovoi’s memoir about Vasily Polenov. Department of Manuscripts, Tretyakov
Gallery. Fund 54. Item 2574. Sheet 2.

33 Vinogradov, Sergei. “Moscow As It Was. A Memoir”. Ed.: Lapidus, Nina. Riga, 2001. P. 78.

34 Sakharova Ye. Op. cit., p. 149.
35 Ibid., pp. 700~701.

36 Ibid., p. 393.
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works, and the latter sent a reply from which
it can be inferred that “Sergei Vinogradov’s
and D. Dubrovsky’s listings of the pictures
sold don’t match, and overall things are
chaotic™?.

Very likely, the show organizers re-
sponsible for commercial questions, aware
of Polenov’s utter lack of self-interest, be-
lieved that the artist would not stand up for
his rights, despite the privations suffered by
him and his family at that time?°.

In 1924, after the end of the show in
New York, Ivan Troyanovsky, a renowned
doctor, entrepreneur and publisher who was
also an enthusiastic art collector and an ini-
tiator of the American exhibition, congrat-
ulated Polenov on his 80th birthday: “How
long gone is that wonderful time when I,
with my incipient but already passionate ad-
miration, reverently and timidly rung the
bell at your door, coming to you, then al-
ready a celebrated master, with a pinch of
hard-earned money, after a long and an-
guished deliberation... And [ was received by
a plain, nervous, sensitive, gentle and deli-
cate, nearly shy man, who understood
everything at once, encouraged me — and
endowed me with treasures.”3' There were
very many similarly fortunate people to
whom Polenov sold his pieces at prices so
low that the sale looked more like a gift dis-
guised “in the most delicate fashion”32.
Even more often he would simply give his
works away as presents.

The mission of serving the people was
the central direction of his artistic pursuits
— this applies to the museum Polenov cre-
ated on his Borok estate, near the Oka River,
which became a “cultural centre for the en-
tire neighbourhood” (in 1902), as well as to
the House of Theatre Education (in 1905),
which he built, mostly with his own funds,
to introduce the masses to art. Polenov’s ac-
tivities as an aesthetic missionary sometimes
led to unexpected results. Sergei Vino-
gradov, Polenov’s student and one of the
main organizers of the American exhibition,
related in his memoir where the artist’s am-
bition “to bring true art closer to the people,
or, the other way round, to bring the people
closer to art” occasionally took him: “This
is what happened once: displaying a large
series of his pictures, he put absolutely
ridiculous price tags on them, barely ex-
ceeding the cost of the needed materials, in
the hopes of making the pictures accessible
to the common folk. The pictures, however,
were bought in bulk by a profiteer who then
re-sold them at the normal ‘Polenov’ prices.
So, Polenov’s experiment was purely a rich
man’s whim, as impractical as rich men’s
whims go.”3?

Polenov never had anything of the rich
man about him, however. He said about
himself as early as the beginning of his artis-
tic career in 1874: “I don’t feel at all [ have
gentlemanly qualities. I constantly work and
I love work above all. Any work; painting
most of all of course. Although sometimes
this is hard work or, rather, toil. The people
close to me are all workers.”34 Late in life he
confided, in a letter, to a friend: “I used this

sunny week — it was like summer, but a
gilded summer — and turned out ‘a great
number’ of sketches, as Natalya used to say
in her youth. I want to have presents to give
to my friends as keepsakes on New Year...
I’ve always loved work more than all other
things, and I loved it in different forms — in
a kitchen garden, in a joinery, on a river, in
a workshop. Because of this I’m so keen to
leave to both my big and small friends pieces
of my work.”35

In America, Polenov “left” quite a big
piece of his work. But the paintings “He
That Is Without Sin Among You” and
“Guilty to Death” were especially fortunate.
They were bought at the exhibition by
Charles Crane, a prominent industrialist
and businessman, an influential public fig-
ure, well-known patron of arts, and collec-
tor of Russian art. He was a member of the
exhibition’s organizing committee and do-
nated a considerable sum to cover its orga-
nizational costs. In the same year — 1924 —
he gifted both pictures to a North American
educational institution. Polenov’s composi-
tions for a long period graced the walls of an
academic library, and later, a picture gallery,
and were accessible to a wide public, as the
artist wished.

Many years later the paintings “He
That Is Without Sin Among You” and
“Guilty to Death” came to Moscow. Hun-
dreds of visitors could see them in the
Polenov room at the gallery. In the opinion
of many viewers, the paintings “He That Is
Without Sin Among You” and “Guilty to
Death”, displayed alongside other Polenov
works — “Among the Teachers”, “On Lake
Gennesaret”, “The Last Supper”, “The
Child Grew Filled With Wisdom” — seemed
to have always been in this room, so well did
they blend in.

In all his creative undertakings
Polenov, a man of singular nobility of mind
and delicacy of soul, always wanted to bring
joy to the people, to make their life a little
happier, brighter and richer through their
encounter with beauty. Not without reason
did he write in 1888, soon after the comple-
tion of “Christ and the Woman Taken in
Adultery”: “I believe that art must give hap-
piness and joy, otherwise it’s worth nothing.
There is so much misery, so much vulgarity
and filth in life that if art drenches you in
horror and villainy, living would become too
difficult.”3¢

The gospel-themed pictures enabled
Polenov to address moral issues woven into
the gospels that were important to him — the
idea of Christian love for one’s neighbours
and moral self-perfection. Guided through-
out his life by the idea of the necessity of ed-
ucating people through art, as well as by the
beauty and harmony to be found in it,
Polenov in the “Scenes from Christ’s Life”
reproduced the imagery of the “patriarchal
golden age” of Galilee and the majestic and
vivid image of Christ, “the Son of Man”.
Perhaps that was the reason why Polenov re-
garded his work on the “Scenes”, to which
he “dedicated nearly all his life”, as “the
main undertaking of his life”.
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MacTepCKOu B
ycanbbe «bopok».
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HACNEOVE

OpraHUYHOE BIEYaTIEHUE TPOU3BEIU OHU
Ha 3pUTeJIei.

Bo Bcex cBOMX TBOpUECKHUX 3aMbICIaX
[ToseHOB, YenOBEK PEAKOCTHOrO Ojaro-
POACTBA U JOYLIEBHOW TOHKOCTH, BCeraa
CTpEMWJICS TIPUHOCUTD JIIOJASIM PagoCThb,
cleaTh UX XU3Hb HEMHOTO cyacTuBee,
CBETJIEE U HACBILLIEHHEE OT COMPUKOCHO-
BeHU4 ¢ NpekpacHbIM. Hemapom oH nucain
B 1888 romy, BCKOpe Tociie OKOHYAHWUS
KapTUHbI «XpUCTOC U TpelIHULA»: «MHe
KaxeTcs, YTO UCKYCCTBO OJKHO JaBaTh
CYACTbhE U PAIOCTh, UHAYE OHO HUYETO HE
CTOUT. B XU3HM TaKk MHOTO TOpsl, TaK
MHOTO MOUUIOCTU U TPsI3U, YTO €CJIU UC-
KyccTBO TeOsi OyneT cruiollb o0aaBaTh
yXacamu 1a 3JI0AeCTBaMU, TO YXKe XUTh
CTAHET CJIMLIKOM TSIKETI0»36,

KapTuHbl Ha eBaHrejabCKue TEMBbI
no3soiwiu [1osieHOBY BbIpa3uTh CBOE OT-
HOILLIEHUE K BaXHBIM JIJIS1 HETO HPABCTBEH-
HBIM TpoOsiemMaM. PyKOBOACTBYSICh BCIO
CBOIO XM3Hb UIIEEil BOCIIUTAHUS JIIOAEH
HWCKYCCTBOM, KPacOTOI U 3aKJIIOYEHHON B
HEV TapMOHME, OH CO3/11aJl B CBOEH cepuu
«M3 xu3nu Xpurcra» 00pas «rarpruapxaib-
HOTO 30JI0TOrO Beka» [ayuiien u Beauye-
CTBEHHBIH, XUBOI1 00pa3 Mucyca, «CpiHa
yesoBeyeckoro». HasepHoe, mostomy pa-
OOTYy HaJ €BaHIEJbCKUM LIMKJIOM, KOTO-
pomy [loJIeHOB «IOCBATWI MOYTU BCIO
KW3Hb», OH CUYUTA] <«IJABHBIM TPYAOM
CBOEW XU3HU».

Polenov in his studio
on Borok estate. 1908

Private collection, Moscow.

36 Lut. no: Caxaposea E.B. Xponuka. C. 393.
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