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TBopueckoe Hacyeque TakKux TMraHTOB OTeyve- Z[nﬂ BCTPEY C «HOBBIM Penmmubim»,
CTBEHHOI KMBomucHU, Kak Bacummit CypukoB «t0BbIM LLIMLIKHHBIM Ik <HOBbIM

’ > BacHelloBbIM» B Hallle BpeMsl CYIIIECTBY-
BukTop Bacueuos, Unbsa Penun, MBan lluin-  er 6raronpusrhas Bosmoxuocts. Anty-

KUH, U3YYEHO, UCCJICIOBAHO M UHTEPIPETUPO- ~ KPAPHPIN PBINOK B TOCICAHNE MOITO-
pa—aBa ICCATUICTUA BBEJT B Xy JO2KECTBCH-

BAaHO, Ka3aJI0Chb 61)1, HACTOJIbKO MCYCPIIBIBAKO-  Hblii 060pOT MHOXECTBO MPOU3BEICHUIA,

1e, 4TO, roBopsi cnosamu IIMIIKIHA, «Bplydpyr  OPITOBABLINX B HACTHBIX KOJICKLUSX, Ipe-
MaBILINX» OO IOPbI 1O BPEMEHU U 2KIAB-

BCE U Y4YUTh Ooublie Heuero». ONHAKO TEM Uy Toro moMeHTa, KODIA UIst HUX HAu-

4 Ileped sepratom. yBJIEKATENIbHA KWU3Hb MY3E€MHOIO HCCIIE[OBA-  HETCS HOBAS KU3HD.
3a umenuem nucoma 6 Cruxus PpbIHKa 1noayac mnperoaHoO-
1870 w5 x50 TCJIAA, YTO OOCTOATCI/ILCTBA BPEMS OT BPEMCHU CHUT FrOpbKUE HEOKUIAHHOCTH C HAMEPEH-
XorcT, Macyo. X
dparmeHT AapAT HEOXKUIAAHHBIC W PAdOCTHBLIC BCTPEUYU S:IMOM (:])aJ;l(:)CI/Id)eMKa(l).lI/(I)HI(\:H/L 1:1 g[o;menKOaMyI
MOTO U HHOTI' BOUCTBA, BBOIA-
Hacrioe cobparine C pa6OTaMI/I H3BCCTHLIX XYOO2KHUKOB, NPOYHO Hp A

HIMMU B 3a6J1y>KﬂeHI/Ie CEPbE3HBIX U OIIBIT-

In Frontof he Mirror.  3aOBITBIMU W 3aTCPSIHHBIMU BO BPEMEHH JIMOO  mbix criensmamictos. Tem otsercrsenice
eading a etter.

Oil on canvas BOBCE HENPHMBBLIUHLIMU JIIi TBOPYECTBA TOrQ  STAMOBHMTCA MOMEHT, KOIAA MPONCXOLMT

58 x 39 cm (detail) BCTpE€Ya C HEBEAOMOM 0 TOU ITOPHI IO~

Private collection WJIM UHOI'O MacTepa. JIMHHOW KapTUHOM M3BECTHOIO MacTepa.
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IVAN SHISHKIN’S OTHER GENRE
The story of a search - and its tindings

The artistic legacy of outstanding Russian
painters such as Vasily Surikov, Viktor Vas-
netsov and Ilya Repin — and another master
from the same tradition, Ivan Shishkin — seems
to have been studied, explored and expounded
so thoroughly that, to use Shishkin’s words,
“everything has been learned, and there is no
more learning to be done”.

However, museum researchers sometimes
enjoy unexpected encounters with works by
these masters that have been long forgotten
and/or believed lost, or have a style unusual for
them and here is the story of our search and
findings.

Y / #1'2010

oday the chances are great that you

may come across a “new Repin”, “new
Shishkin” or “new Vasnetsov”. Over the
last 15-20 years the art market has seen the
appearance of many pieces from private
collections that were “sleeping” before a
certain moment, “biding their time” as
they waited for a new life.

The market can offer unpleasant sur-
prises, too, such as very sophisticated art
frauds and fakes that deceive the most
knowledgeable and reliable experts. That
factor only adds to the importance of the
discovery of a genuine, previously unknown
piece by a well-known painter.

I first saw this small picture signed
“I.Shishkin”, on a computer screen. Much
in it, most of all the subject, was unusual
for Shishkin. Seated in front of a big win-
dow in a room suffused with sunlight, a
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young woman reads a letter. Her dress,
hair style, and the details of the surround-
ings suggested that the piece was set in the
1860s or the early 1870s. The date
inscribed on the painting — 1870 — did not
conflict in the least with the setting and
the young woman’s appearance. And yet,
was the painting really a work by Shishkin,
the landscape artist distinguished for his
forest scenes? I needed to see the real
painting, to hold it, to “finger” it with the
eye, to compare its style and techniques
with those of the master’s proven authen-
tic works, and then to answer the key
question — is it a Shishkin or not? And
then to try to learn how it happened that
the “hymnist of the forest” produced a
“household scene” so unusual for him? It
would have been so easy to brush aside the
picture right away, saying that Shishkin did
not paint household scenes. But profes-
sional curiosity urged this writer to look
into the issue as carefully as possible and
to follow through on it — and to utter con-
fidently the affirmative “yes” or the nega-
tive “no”, only at the end of the journey.

Regrettably, the picture was being
kept outside Moscow, so I could not place
it side by side with and compare it to
Shishkin’s other works, but circumstances
were auspicious and I had a chance to see
and carefully study the picture.

The first overall impression was that
it was authentic. This confidence came
from the warm golden palette of the
household scene which was similar to the
artist’s favorite colour schemes, especially
those he used at the beginning of his
career. The colours evoked a phrase from a
letter Shishkin wrote to his parents in
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Elabuga about his landscape “A View Near
St. Petersburg” (1856, in the Russian
Museum), when he was a student at the
Fine Arts Academy: he “wanted to render
the warmth and translucence of the air,
the impact of the sun on objects”.' Pre-
cisely this quality of the “warmth of the
air” transfiguring a most ordinary house-
hold setting lends very great charm to the
objects depicted and the picture in its
entirety. The image owes much of its
appeal to the figure of the young woman
holding a letter; her face is suffused with
light, which lightens up the dark dress and
casts reflections on the floor. This light, as
well as the modest pieces of furniture, the
pictures on the walls, green plants on a
windowsill, and a shawl crumpled on a
couch give the room a cozy look.
However important, such a first
impression cannot be the sole proof of a
picture’s authorship; an interior scene
with a human figure, this small but
charming piece was unusual for the
notable landscape master’s legacy. This
circumstance complicated the task of
directly comparing the narrative and com-
position of the picture with those of
Shishkin’s similar or kindred pieces. Only
a careful scrutiny of the picture’s visual
techniques could reveal similarities, if
there were any, between the picture and
other paintings. Close study showed that
the brushwork, the application of the
brush along the contours of objects, the
specifics and diversity of the texture were
comparable with and similar to the style of
Shishkin’s authentic works. The layer of
paints had thinned out over the years
exposing, in certain places, the penciled
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Courtyard of

a Peasant’s Home
Late 1860s

Qil on canvas

55 x 77 cm
Russian Museum

! Ivan Ivanovich Shishkin.
Correspondence. Journal.
Memoirs of his contempo-
raries. Leningrad, 1978.

P. 44. Further on referred
to as the Correspondence.
Compiled by Irina Shuvalova.

delineations of a preparatory sketch which
became strongly visible in the folds of the
white curtains, in the general lineaments
of the female figure, and in the details of
the interior setting “built up” by the artist
yet in the early stage of his work.

Landscapes on the walls of the room,
similar in style to Shishkin’s works, were
an important pointer to the authenticity
of the unusual piece — this is especially
true for a large landscape with graceful
pine-trees on a hillock, which was close in
style, format, composition, and the pat-
tern of light spots characteristic to almost
all Shishkin’s landscapes.

Identifying stylistic similarities
between the picture in question and other
authentic pieces by Shishkin was only one
part of the task; another was to find evi-
dence that the artist had indeed tried his
hand at household scenes. When Shishkin
was still a student at the Moscow School
of Painting (1852-1855), studying under
the mentorship of Alexei Venetsianov’s
student Apollon Mokritsky, the beginning
landscape artist painted the interior of his
professor’s home, at the latter’s request.
As is well known, the genre of interior
scenes was one of the cornerstones of
Venetsianov’s teaching method, and his
students often tried their hands at genre
painting leaving a legacy of pictures con-
veying the inimitable atmosphere, meas-
ured pace of life and domestic comfort
characteristic of that living environment
in the mid-19th century. Mokritsky taught
his favorite student a great deal by way of
the tradition of Venetsianov’s school: he
taught him to be thoughtfully observant
and mindful of the simplest things such as
the ordinary living environment of a per-
son, or the life of grass, flowers and trees.

Shishkin's image of his room in his
parents' home in Elabuga from his early
days as an artist (in the Shishkin House
Museum in Elabuga) is well known, as is
his picture "Inside a Peasant's Hut"
(Tretyakov Gallery), an etching "Lobby
of a Country Home" (1890, Tretyakov
Gallery), and an oil sketch "Courtyard of
a Peasant's Home" (from the 1860s, Russ-
ian Museum) featuring an enclosed space.
Finally, Shishkin left remarkable images
of the interior of his studio on Valaam
Island where he worked with his close
friend, the artist Alexander Giné (“Shish-
kin and Giné in Their Studio on Valaam”,
1860, Russian Museum). When they stud-
ied at the Academy, they came to Valaam
every summer. The dates on the picture —
“1858-59-60” — remind us that the studio
was a very much lived-in place and the
artists spent summers there for many
years.

Thus, Shishkin did paint interior
scenes, albeit not very often. Besides,
many of his forest landscapes feature
enclosed outdoor spaces, “forest interior
scenes” of sorts. Throughout his life as an
artist, Shishkin would every now and then
introduce into a “pure” sylvan landscape
a human figure or a whole group of figures,

HeGonbioii X0JACT ¢ MOAMUCHIO
«M.IumkH» MHE cHayaja JI0BeJOCh
YBUIETh JIUILD B 3JIEKTPOHHOM BapUaHTe.
B 310i1 paboTe MHOTOE OBLIO HEOOBIYHBIM
st HIuimkuHa, 1 mpexiae BCEro CIOXeT:
B 3QJIUTOI COJHEYHBIM CBETOM KOMHATe
MPOTUB OOJILIIIOTO OKHA MOJIOAAST XKEHIIIM~
Ha uMTaeT nucbMo. Ee omexna, mpuyec-
Ka, IeTajau 00CTaHOBKYU CBUAETEIbCTBYIOT
0 TOM, YTO IpEACTaBJIECHHAs CLIeHa MO-
KET OTHOCUTHCS K 1860-M min K camoMy
Hauaiy 1870-x ronos. JlaTa Ha KapTUHE —
1870 — HUYYTh HE MPOTUBOPEUUT XapaK-
Tepy MHTEpbepa 1 OOJINKY M300pakKeHHOIA.
W TeM He MeHee HaCKOJIbKO TOCTOBEPHO,
YTO KapTUHA AEMCTBUTEIBHO MCIIOIHEHA
MacTepoM JiecHbIX mneisaxkeit? Heobxo-
MO ObLIO BUIETD €€, AepXKaTh B pyKax,
«IIPOIIYNAaTh» IJIa3aMK, COOTHECTH XKIBO-
MUCHYIO CUCTEMY, IIPUEMbI C TTOUTMHHbI-
MM paboTaMM MacTepa, AJis TOTO YTOObI OT-
BETUTb Ha MNIaBHbII Borpoc: «LntkuH 1
5T0?», @ BCJIE 3a TeM IOHSITh, KaK Y «IIeB-
11a Jieca» MOSIBUJICSI CTOJIb HEOOBIYHBIM JIJIsT
HEro «MHTepbepHbIi» cloxeT. [Tpodeccu-
OHaJIbHasl JII0003HATEILHOCTh MY3€iIIM-
Ka TpeboBajia IPOBECTHU UCCIeI0BaHME KaK
MOXHO TIIaTeIbHEee, TOCTapaThCsl JOBECTU
€ro 70 JJOTUYECKOTO 3aBePIICHUSI U JINIIb
TOIa IMPOU3HECTH C YBEPEHHOCTBIO yT-
BEPIUTEIbHOE «Ia» WIM OTPHUILATEIbHOE
«Het». K coxaneHuio, KapTiHa HaXOIu-
JIach He B MOCKOBCKOM COOpaHMM, a I10-
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66.5 x 96 cm

Russian Museum

! Vian Veanosis Witk
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W .H.llysanosoit. JI. 1978
(Mup xypoxuuka). C. 44
(nanee — INepenmcka).

TOMY HE ObLJIO BO3MOXHOCTH HEIOCpe.-
CTBEHHO COOTHECTHM €€ C TOMJIMHHBIMU
MPOU3BEICHUSIMHU XynoKHUKa. Ho 06¢cTo-
SITeJIbCTBA OJIArONIPUSATCTBOBAIM TOMY,
YTOOBI YBUIETH U TIIATSIBHO U3YYUTD ITY
pabory.

IlepBoe oOlee BrieyaTIieHUE TOMI-
JIMHHOCTY KapTUHBI UCXOAMIIO OT 30JI0TUC-
TO-TETJIOTO KOJIOPUTA, CO3BYYHOT'O KOJIO-
PUCTUYECKUM MPEATIOUTCHUSIM Mei3aKu -
cTa, 0COOCHHO B HaYaJbHYIO MOPY TBOP-
yecTBa. HeBOIbHO BCIOMUHAINCH CIOBa
[lukuHa eltie B OBITHOCTD €r0 YYCHUKOM
HMmnepatopckoit AKaneMuu XyaoKecTB U3
nucbMa poauTteisaMm B Enadyry o neiizaxe
«Bun B okpectHocTsix [TetepOypra» (1856,
I'PM), B KOTOPOM «HYKHO OBLIO BbIpa-
3UTb TETJIOTY BO3MyXa M IIPO3PaYHOCTh €T0,
BJIMSIHME COJTHILIA Ha TIpeIMeThI»'. B uccie-
JlyeMOll KapTHHE MMEHHO 3TO KauyeCTBO
«TETUIOTHI BO3ayXa», TpeodpakaroIieii ca-
MBI OpAMHAPHBIA MHTEPbEP, MPUIACT
00asiHMEe TPOCTHIM TpeAMETaM M BCEMY
M300paXkeHUIO B LieJIoM. B 0ob1I0i cTe-
MeHU 00astHUe UCXOIUT U OT 00JIMKaA MO-
JIONOM XKEHIIMHBI C MUCBMOM B pyKax.
CBeT 3aJIMBAET €€ JINII0, BHICBETIISIET TEM-
HBI TOH TIIaThsl, JTOXKUTCS TMSITHAMM Ha
noJ1. biaromgapst ocBelleHUIO U HEXUTPBIM
MpeaMeTaM 0OCTaHOBKM — KapTMHaM Ha
CTEHax, 3€JCHbIM pacTeHUsSIM, OpOIleH-
HOIl Ha KYIIETKY IIajiu — KOMHaTa Ha-
TOJTHSIETCS YIOTOM.

HALL NYBITUKALNN

IlepBoe BIeuaTieHUE OT KapTUHBI
Ype3BbIYAHO BaXKHO, HO OHO HE MOXET
OBbITb €IMHCTBEHHBIM J10Ka3aTebCTBOM
MOJIMHHOCTU aBTOpCTBa. Benb 3Ta He-
Oosbliasi paboTa MPEACTaBISIET CTOJIb
peaKoe B TBOpYECTBE Iei3axucra oopa-
1LIEHME K XXaHPy UHTepbepa C BKIIOYEHU-
€M MOPTPEeTHOro uzodpaxkeHus. JlaHHoe
00CTOSITENILCTBO OCJIOXHSLIIO TPOBEAECHUE
MPSIMBIX CIOXKETHBIX WJIX KOMITO3ULIMOH-
HBIX aHaJorui. 151 Toro 4ToOkl MO BO3-
MOXHOCTHM HaiTU J0Ka3aTeJbCTBA UACH-
TUYHBIX TIPUEMOB THCbMa, HEOOXOIUMO
ObLIO TPOBECTH TILATEIbHBIN aHATN3 K1~
BOITMCHOI CHUCTEMBI ITpou3BeacHus. [1pu
BHMMATEJIbHOM PACCMOTPEHUU KApTUHBI
Ma30K, ero ABMKEeHUE M0 (hopMe Mpeame-
TOB, (haKTypHBIE OCOOEHHOCTH M UX pa3HO-
00pa3ue 0Ka3aarCh COMOCTaBUMBI U OJIU3-
KU KUBOIMCHOM MaHepe MOJJTMHHBIX PadOT
[lumkuna. McToHuuBIIMiicS 3a MHOTHE
TOJbI KPACOYHBIN CJI0M KapTUHBI OOHAXKUIT
B HEKOTOPBIX MECTaX aBTOPCKUU MOAro-
TOBUTEJIBbHBIA PUCYHOK, KOTOPBIA XOpPO-
110 «ITPOYMUTHIBAJICSI» B CKJIaaKaxX OeNbIX
3aHaBeceu, B OJIeX/Ie, B ACTAISIX UHTEPb-
epa, «BbICTPAauBAEMOI0O» XyJOXKHUKOM Ha
PaHHEU cTaguu.

BaxkHBIM 371eMEHTOM B COMMKEHUM
3TOiI1 HeOObIYHOM PadoThI ¢ UMeHeM LIuii-
KMHA CTajJu M300pak€HHbIE Ha CTEHE
KOMHATbhl KapTUHBbI, CXOJHbIE ¢ paboTra-
MM MacTepa, 0COOeHHO OOJIBILION Meii3ax
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often lending to some the features of a real
person, as he did, for instance, in the
painting “A Walk in the Forest” (1869,
Tretyakov Gallery). Shishkin’s own traits
are recognizable in the young gentleman
leading a lady by the arm.

The scholarship on Shishkin con-
tains references to “The Artist’s Apart-
ment” (oil on canvas, 65 by 54 cm), a piece
unknown to us, which in the 1950s was
held in a private collection in Leningrad.
The Shishkin scholar Ivan Pikulev refer-
ences it in his list of Shishkin’s works.?
Finally, a catalogue compiled by a Czech
art historian Vladimir Fiala “Russian
Paintings in the Collections of Czechoslo-
vakia” references a painting “In Front of
the Mirror” whose description coincides
with the painting in question:

“The corner of a room. To the left, a
long mirror set in a frame adorned with a
flower pattern hangs over a dressing table.
Further along the wall a window is seen,
with white translucent curtains and
houseplants behind them. There is a small
table in the very corner, and a damask-
lined armchair in front of the main wall.
Three paintings hang on the wall: the
biggest one appears to be a forest land-
scape by Shishkin. Between the small
table and the armchair, facing the window,
stands a young woman in a long dress, a
letter in her hands. An unsealed envelope
is at her feet. The picture’s colour scheme
features light hues of yellow, brown and
green; the colours, as well as the artist’s
attention to detail, suggest that the picture
was created in the 1860s. The image of the
interior is distinguished by a skilled ren-
dering of sun light streaming in through
the curtains and casting, from spaces
where the curtains part, bright spots on
the floor.”?

It appeared that the search, having
come full circle, had productively reached
its conclusion. But any doubts regarding
Shishkin’s authorship that remained were
dispelled when this writer discovered, in
Shishkin’s private archive, a list of photo-
graphs of his paintings he held in his stu-
dio, hand-written by the artist himself.
Next to every entry the artist penciled a
little sketch. Entry number two reads
“Genre” and features a sketchy outline of
the painting® which we called “In Front of
the Mirror. Reading a Letter”.

Thus a “new” Shishkin, previously
unknown to us, was discovered.

But I also wanted to learn how the
painting was created, to locate its place
within the artist’s legacy and, finally, to
identify the lady depicted. This writer felt
an enormous temptation to identify her as
Shishkin’s wife, especially since the cir-

2 Ivan Pikulev. Ivan Ivanovich Shishkin. 1832-1898. Moscow, 1955.

P.219.

3 Fiala, Vladimir. Russian Paintings in Czechoslovakian Collections.

Leningrad, 1974. P. 143, No. 461.

4 Russian Academy of Fine Arts, academic archive, fund 39
(I1.Shishkin), folder 1, item 2, sheet 1.

¢ U300paXkeHWEM CTPOIHBIX COCEH Ha MpH-
ropke. OH okazajicsl 6IM30K 10 00IIeMy
3aMbICTy, (hopMaTy, KOMIIO3UILIMU, pacIpe-
JIEJICHUIO CBeTa U TeHU Telizaxam Hur-
KWHA, UCTIOJHSIBIIMMCST UM Ha TIPOTSIKE-
HMU BCEU TBOPYECKOU KU3HU.

ITomuMmo moricka (hopMaJIbHbBIX TTPU-
3HAKOB CXOJICTBA C MOMJIMHHBIMU paboTa-
MU MeN3axKMuCcTa XeaaTeJibHO ObU10 HAUTH
CBUJIETEJILCTBA OOpaIlleHUs XYTOXHUKA
K >KaHpy uHTepbepa. Elle B roasl yueObt
[umkrHa B MOCKOBCKOM YUMJIUIIE KM -
BornucH 1 BastHus (1852—1855) HaumHato-
LUK TIEU3aXKUCT ITMCal UHTePbEePbl KOM-
HaT B JoMe cBoero HacTaBHMKa A.H.Mo-
KpuikKoro, yuyeHuka A.Il.BeHermaHoBa.
M3BecTHO, HACKOJLKO BaxKeH ObLI MH-
Tepbep B Megaroruuyeckoii cucteme Bene-
1IMaHOBA, KaK YacTO €ro BOCIMTaHHUKU
00pallaanuch K TaKOMY POAY KMBOIIMCH,
rnepenaBasi B CBOMX IPOU3BEICHUSIX HE-
TTOBTOPUMOE OIILYIIIeHUE aTMOC(hEPhI, pa3-
MEpPEHHOTO pPUTMa >KU3HU, JOMAIIHETO
yIOTa, B KOTOPOM KIJI YEJTIOBEK CEpEaUHbI
XIX cronetuss. MOKPULIKUIA TTPUBUBAJ
CBOEMY JTIOOMMOMY YYEHUKY MHOTOE U3
TpaauLIMi BEeHELIMAHOBCKOM IKOJIbI, pa3-
BUBaJ y HEro BAYMYMBOCTb, HaOiroma-
TEeJbHOCTh, BHUMATEJIbHOE OTHOIIECHUE
K caMbIM ITPOCTHIM BelllaM, OyIb TO MOB-
CeIHEBHOE OKpYXEHME 4YeJoBeKa WK
JKU3Hb TPaB, LIBETOB, ICPEBbECB.

H3BecteH panHuii pucyHok [luii-
KWHa ¢ U300paXkeHUEeM ero KOMHAThI B PO-
nuteabckoMm aome B Enabyre (dom-my-
3eit U.U.11umkuna, Enadyra), pucyHok
«BHYTpeHHOCTb KPECThSIHCKOM U30bI»
(I'TT), odopt «Cenn» (1890, I'TT), xu-
BOTIUCHBIN 3TION «J/lepeBeHCKUit IBOp»
(xoHerr 1860-x, 'PM) ¢ 3aMKHYTBIM «MH-
TepbepPHBIM» MpOCTpaHCTBOM. HakoHelr,
LIumKkuH ocTaBUI 3aMedaTeIbHOE KU-
BOIMCHOE CBUICTEIbCTBO BUAA U 00CTa-
HOBKM MacTepcKoii Ha Bamaame, rime oH
pabotan ¢ 6au3kuM apyrom A.B.Iune —
«A.N.1umkua u A.B.IuHe B macrep-
cKoii Ha octpoBe Bazaame» (1860, TPM).
Bynyun yueHnkamMmu AkageMuu, OHU TTpH-
e3Kanu Tyaa Kaxmoe Jieto. O6 o6xkuTo-
CTH MacTepCKOI, O TOM, UTO XYIOKHUKHA
W3 rofia B rof MPOBOAWIN 3[eCh JIETHUE
MeCSIIIbl, CBUICTEIbCTBYIOT IaThl, TIOCTaB-
JIeHHble Ha KapTuHe: 1858-59-60. Takum
00pa3oM, MHTEpbEpHBbIC M300pakeHUs,
XOTb U He YacThl y LluikuHa, HO He enu-
HUYHBI. KpoMe Toro, MHOTHE U3 €ro Jjiec-
HBIX Tei3axKei mpeacTaBIsIIoT co00i 3aM-
KHYTbIE TIPUPOHBIE IPOCTPAHCTBA, CBOC-
oOpa3sHble JieCHble MHTepbephl. LInIKuH
HEpPEeIKO BBOIMI B «4UCThIC» JICCHbIE MEii-
3aKM M300paxkeHUs JIOACH WIM LIeJbIX
IpyMI, 3a49acTylo Mepeaanasi opTPETHOE
CXOJICTBO OTIEJIbHBIX MEPCOHAXKEM, KaK 3TO
caenaHo B KapTtuHe «IIporyika B jecy»
(1869, I'TT): B MOJIOIOM MYXXUYMHE, BEIy-
LIEM MO PYKY JaMy, MOXHO y3HaTbh ca-
MOTO aBTOpA.

B nutepatype o [lIuniikuHe BcTpeva-
J0TCSI YIIOMUHAHUSI O HEM3BECTHOW HaMm
pabote «B kBapTHUpe Xym0KHUKa» (XOJICT,
Macio. 65 x 54). B 1950-¢ roasl oHa Haxo-
Juiach B 4aCTHOM coOpaHuu B JIeHMH-

Jopoxcka 8 aecy
1880

XoucT, Maciio
59 x 48

I'PM

A Path in the Forest
1880

Oil on canvas

59 x 48 cm

Russian Museum

Iukyaes Y. ViBau ViBanoBuy
Inmkia. 1832-1898. M.,
1955.C. 219.

w

Duana B. Pycckast KUBOIHUCH
B cobpanmsx YexocnoBakuu.
J1.,1974. C. 143, Ne 461
(nanee — Quana).

Hayyno-6ubmmorpacuyec-
kuit apxus PAX. ®. 39
(MW. Muuikun). Om. 1.
Enxp.2.J1 1.

rpane. Ee BKITIOUMII B CIIMCOK MPOU3BeIe-
Huii IlumkuHa KccaenoBartesib TBOpYe-
ctBa xynoxHuka W.ITukynes®. Hakonelr,
YENICKMI UCTOPUK MCKyccTBa Bramumup
®uana B Katajore «Pycckas XUBOIKCH
B coOpaHusix YexocaoBaKum» MPUBOIUT
onucaHue padbotsl «Ilepen 3epkaaom», co-
OTBETCTBYIOIIIEE KApTUHE, O KOTOPOU UIET
peub: «Yroa komHaTel. ClieBa Hajl TyajeT-
HBIM CTOJIMKOM BMCHUT BBICOKOE 3€pKajio
C paMoOM, yKpalIeHHOW pacTUTEIbHBIM
opHaMeHTOM. [lajee B MepCreKTuBe CTe-
HbI 3aMETHO OKHO, 3aBEIICHHOE OeIBIMU
MPO3payHbIMU 3aHABECSIMU, 32 KOTOPBIMU
BUIHBI KOMHATHbIE pacTeHMsl. B camom
YIJIy CTOUT CTOJIMK, a Tiepea (DpOHTATbHOM
CcTeHO# — mTodHoe Kpecyio. Ha creHe Bu-
CST TPU KapTUHBI: B CAaMOi1 OOJIBIION MOXK-
HO mpeanoarath jecHou neiszax Lni-
KrHa. MeXIy CTOJTMKOM U KPeCIOM — JIU-
1IOM K OKHY — CTOMT MOJIO/asl KeHIIMHA
B JNIMHHOM ILJIaThe, OHA JACPKUT B pyKax

HALL NYBITUKALNN

nucbMo. PacnieyataHHbBINM KOHBEPT JIEKUT
y ee Hor. KapTuHa HamucaHa B CBETJIBIX
TOHAaX XKeJTOro, KOPMYHEBOT'O 1 3¢JIEHOTO;
LIBET4, TaK e KaK 1 TIIATEeIbHOCTD XKUBO-
MICH, 3aCTaBJISIOT OTHECTH ee K 1860-M IT.
B uHTepbepe xopolllo mepeaaH COJIHEY-
HBII CBET, MPOHUKAIOLIUIA CKBO3b 3aHa-
BECKM U SIPKMMM TMSITHAMM MaJalolinii Ha
I10JI Yepe3 pa3phiB MEXIY HUMU»,

Kazamock 0bI, Kpyr McclieaoBaHUs
0JIaromoJlyYHO 3aBEPIIUICS, HO OKOHYA-
TeJbHO COMHEHUSI B aBTOPCTBE XYIO0KHU-
Ka pa3Besiiuch 01aronapst OOHapy>KeHHO-
MY B JIMUHOM apXuBHOM ¢oHzae [umxku-
Ha aBTOrpady XyI0oXKHHMKA C ePEUUCICHU -
eM (dotorpaduii KapTUH, HAXOAWBIIIXCS
B €ro Mactepckoil. Hanmporus Kaxkmoii oT-
CHSITOM pabOThI XyA0XKHUK CAeIaI JIETKUIA
KapaHAalnrHbiii pucyHok. ITox No 2 3Ha-
yurcs «KaHp» U 3apUCOBKa KapTUHBI®,
KOTOpYI0 MbI Ha3Baju «Ilepen 3epkaiom.
3a YTeHUEeM MHUChMar.
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cumstances of his life seemed to call for
such association.

The year when the picture was creat-
ed — 1870 — was quite a lucky one for
Shishkin both as an artist and as a man.
At the very end of 1869 Pavel Tretya-
kov bought his painting “Noon. Near
Moscow”, which laid the foundation for
the collection of Shishkin’s works at the
Gallery. In the spring of 1870 the Society
for Encouragement of Artists awarded
Shishkin a First Prize for the landscape
“A Brook in the Forest” (Odessa Art
Museum).

In the autumn of the same year
the painter became one of the founders
of the “Peredvizhniki” (Wanderers) Exhi-
bition Society. Also, in the mid-summer
Shishkin received an order for a large
album of watercolour views of Nizhny
Novgorod, which was to be presented to
Emperor Alexander I1. To fulfill this com-
mission, the artist left St. Petersburg for
several months.

Comparison of the image of the
young woman reading a letter with photo-
graphs of Shishkin’s wife Yevgenia
Alexandrovna, née Vasilieva, strongly sug-
gests that she is the woman featured in the
painting.

In 1866 Shishkin became close
friends with a young and exceptionally
talented landscape artist Fyodor Vasiliev,
who became his student. Soon Shishkin
was introduced to Vasiliev’s entire family;
Yevgenia was the sister of Shishkin’s gift-
ed student.
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The two wed in October 1868, and in
February next year had a daughter, whom
they named Lydia. As Shishkin’s friends
remembered, “Ivan Ivanovich was a natu-
ral born family man: when he was away
from his family, his mind was never at
peace, he was barely able to work, always
worrying that back home someone could
have fallen ill or something bad could have
happened”.®

As a home-maker, “he was unri-
valed, creating a comfortable and eye-
pleasing environment out of nothing”.
Happy with his family, Shishkin adored
his wife and children for whom “he was
the most affectionate and loving father”.
He spent the few years he was to live with
Yevgenia working quietly and at peace
with himself. And when he was not work-
ing, the Shishkins often received friends
and played games: “Ivan Ivanovich was
the most cordial host and the life of the
party”.®

In the summer months, when
Shishkin left for Valaam, or lived near
Moscow, or visited his parents in Elabuga,
he waited anxiously for letters from “dear
Zhenya”, and worried and fretted when a
letter did not come on time. When, in
1870, he spent the summer in Nizhny
Novgorod, the artist, concerned about his
wife’s health, begged her to write him
more often. An illness had already begun
to afflict her in the first year of their mar-
riage.”

For someone knowing the facts of
Shishkin’s life it seems only natural that

#1'2010

he created the painting “In Front of the
Mirror”, so untypical for a landscape
artist — it could have been a “consolation”
of sorts for the artist himself and for his
“devoted and affectionate” wife Yevgenia.
The painting has very personal and even
intimate overtones.

For many years the picture was held
by the Shishkin family, then by the artist’s
daughter Lydia; in the early 1930s it was
sold to a famous Czech collector Millerov,
and after his death, inherited by the col-
lector’s widow?®.

This thoroughly charming picture is
distinguished by an astonishing combina-
tion of Shishkin’s mentor Mokritsky’s
influences, Venetsianov’s tradition of
household scenes and the even older
impact of the Dutch masters of the 17th-
18th centuries with their love for homely
comfort and a measured pace of life.

Shishkin’s “genre” broadens our
knowledge of the scope of the talent and
artistic interests of the master of powerful
forest landscapes, and adds a new impor-
tant touch to his legacy.

5 Correspondence. P. 311.
Ibid.

Like her younger brother, Yevgenia Shishkina (1847-1874) died
from consumption, surviving Fyodor by one year only. Shishkin
was deeply affected by the demise of his beloved wife and his
dearest friend Fyodor.

See Fiala, p. 143.

Pyueii 6 bepezosom
secy. 1883

XoncT, Macyio

105 x 153

I'PM

A Brook in a Birch
Forest. 1883

Oil on canvas

105 x 153 cm

Russian Museum

OTKpBITUE «HOBOTO», HEBEIOMOTO
HaM paHee HIumkuHa cocrostiock. [pen-
CTOSIJI0O PEKOHCTPYUPOBATh UCTOPHUIO BO3-
HUKHOBEHMSI pabOThI, TTOCTABUTH €€ B OTI-
PEIOEJICHHBIN PALL TIPOU3BEACHUMN XYI0XK-
HUKa 1, HAKOHEII, aTh UMS U300pakeH-
Hoii name. O4YeHb XOTeI0Ch YBUICTh B HEl
keny llumkuHa, TeM 6osiee 4To 00CTOS -
TeJbCTBA XXM3HU MacTepa JaBajlu K 3TO-
MY TOBO/I.

1870 rom, xorma Obljla MCITOJHEHA
KapTHHa, B TBOPYECKON U IUUHOU Ccyab0e
XyIOKHUKA CKJIAIbIBAJICS BITOJHE YAAYHO.
B camom koniie 1869-ro I1.M.TpeTbsikoB
nproope mosoTHo «ITonaeHs. B okpect-
HOCTSIX MOCKBBI», MOJIOXHUBIIIEE HAYaI0
OCHOBATEJIbHOW KOJIJIEKIIUM TTPOU3BEIE-
HUI XyTOXHUKA B TpeThSIKOBCKOI raje-
pee. Becnoit 1870-ro LLnmkuH moayqwn
nepByto ipemuto OOIIeCTBa MOOIIPEHUS
XYIOXXHUKOB 3a mneiizax «Pyueii B 1ecy»
(Onecckuii XymoxKeCTBEHHBIM My3eit),
OCEHBIO CTaj OMHUM U3 yupeauteneit To-
BapuIIIeCTBA MTEPEABUKHBIX XYTOXKECTBEH-
HBIX BBICTaBOK, a €Ille B CEpelUHE JeTa
MOJYYMIT 3aKa3 Ha UCTTOJTHEHHWE OOJIBIIO-
ro aapboma akBapeJbHbIX BUIOB Huk-
Hero HoBropona mist momHeceHust UMIIe-
paropy Anekcanapy 1. B cBasu ¢ atum
3aKa30M TeM3aXKUCT Ha HECKOJIbKO Me-
csiueB yexan u3 [lerepOypra.

CpaBHeHMe U300paxkKeHHOI Ha Kap-
TUHE MOJIOJOM KEHILMHBI ¢ (hoTorpadu-
amu EBrennu AnexcanapoBHbl Llunii-
KMHO# (ypokneHHo#t BacunbeBoii) gaet
MpaBoO YTBEPXKAATh, YTO XyAOXHUK CIe-
JlaJl ee TepOMHEN CBOETO MPOM3BEACHUS.

Kpecmosnka,
cxo0awas

¢ necmuuybt. 1875
TpasseHblil LITPUX,
nporneyaTbIBaHKe,
pynerka. 20,6 x 13,3
I'Tr

A Peasant Woman
Coming Downstairs
1875

Etching, printing press,
ruler. 20.6 x 13.3 cm
Tretyakov Gallery

Cenu. 1890
TpasseHblit ITpUX,
pyJieTKa, akBaTUHTA
30,3 x 204

I'Tr

Lobby of a Country
Home. 1890

Etching, ruler, aquatint
30.3 x 204 cm
Tretyakov Gallery

B 1866 romy oH 6,113K0 COLIEIICS C IOHBIM
U B BBICILICH CTETIEHU TAJIAHTIIMBBIM Teii3a-
xuctoMm D.A.BacuiibeBBIM, KOTOPBIiA CTaT
nepBbIM ero ydeHuKoM. Bekope LnikuH
MO3HAKOMUJICS CO BCcell ceMbeii Bacuib-
€BbIX, B TOM YHCJIE C POAHOI CECTPOM CBO-
ero omapeHHoro apyra. EBreHust Anek-
canapoBHa U MBaH MBaHOBUY 0OBeHYA-
JIMCh B OKTs0pe 1868 roza, B 1870-M y HUX
ponunach 1o4b JIluaus, a B 1871-M — cbIH
Bnagumup. 1o BocrmioMuHaHUSIM OJIUM3KHUX
IIuikuHy JToaei, «I10 CBOEMY XapaKTepy
MBan MBaHOBUY ObUT POXKAEH CEMbSIHU -
HOM; BIJIM OT CBOMX OH HUKOT/IA He ObLI
CITIOKOEH, TMIOYTH HEe MOT paboTaTh, eMy I10-
CTOSTHHO Ka3aJ10Ch, YTO JOMa HETIPeMEeH-
HO KTO-HUOYIb 00JIeH, YTO-HUOYAb CITy-
YUJI0Ch»®. B ycTpoiicTBe moMallIHe Ku3-
HU «OH HE UMEJ COMEePHUKOB, CO3/1aBasl
MOYTU U3 HUYETO YIOOHYIO U KPAaCHBYIO
00cTaHoBKY»®. [IIUIIKKMH ¢ OOJIBIION T~
JIOTOI OTHOCHJICS K JXKEHE W JeTAM, I
KOTOPBIX ObUI HEXHBIM, JIIOOSIILIUM OT-
oM. Henmonrue ronbl xkusuu ¢ EBreHueii
AJekcaHapOBHO MPOILINA B TUXOH U MUP-
HOI1 paboTe, HO B CBOOOIHBIC THU U Be-
yepa B JIOM€ 4acTO COOMpPAIUCh IPY3bs,
ycTpauBaiuch Urpsl, u «MBan MBaHoBuu
OB CaMbIM PaAAYIIHBIM XO3SIMHOM U J1y-
11014 001IIeCTBa»’.

Jletom, yesxas paboTtath Ha Bana-
aM, B OKPeCTHOCTU MOCKBBI, K POTHBIM
B EnaGyry, oH ¢ HeTeprieHMEM KIaj Mu-
ceM OT «MuJI0it 2ZKeHu», cepauiics u nepe-
JKWBaJI, €CIU OHM 3aJepXuBainch. Korma
B 1870 romy LLIMIKuH yexal Ha JeTHUE
mecsubl B Huxauit HoBropon, oH ymo-

5 Tlepermcka. C. 311.
& Tam xe.
7 Tam xe.

8
Egrenust Anexcanipopsa

(1847-1874), kak u ee
MUTajumii 6par, ymeprna or
YAXOTKH. YXOJ U3 KU3HU
9THX GIM3KUX eMy Jojieit
[uiKH rmy6oKo U TAXKEN0
nepekuBal.

C™m. Quana. C. 143,

HALLW MYBIMKALIMN

JISUT JKEHY TIMCaTh Yalie, 0eCIoKOosICh O e
310poBbe. EBreHust AjekcaHapoBHa Ha-
yajla MPUXBapbIBaTh YK€ B TEPBbIN IO
3aMyKecTBa’.

I[TogpoOHOCTU ceMeNHON KU3HU
[umkuHa OOBSICHSIOT €CTeCTBEHHOCTh
MOSIBJICHUSI Y HETO CTOJIb HEOXUIAHHOM
s mei3axkucta pabotel. OHa Moria
OBITh HamuMcaHa KakK CBOeOOpa3HOEe yTe-
LIEHME TSI CAMOTO XYIOKHUKA U €T0 TIpe-
naHHO W mobsmieit cynpyru. Kaptuna
HOCHUT OYEeHb JUYHOCTHBIA M Jdaxe WH-
TUMHBIN XapakTep.

Hcropust ObITOBaHUSI 3TOTO MPOU3-
BEICHMS CBUIECTEILCTBYET O TOM, UTO OHO
MHOTHE TOIbl HaXOAWI0Ch B joMe [luii-
KUHBIX, 3aTeM XpaHujaoch y Jlunuu MBa-
HoBHBbI [InmkuHoit, B Havane 1930-x ro-
JIOB OBLIO MPOJAHO N3BECTHOMY YEIIICKO-
My KOJUIeKIIMOHEepY MUJUIepoBy, a rmocie
€ro CMEepPTHU XPaHUJIOCh Y €r0 BIOBHI®.

B sTOoM motHOM 00astHUSI TTPOU3BE-
JICHUW YIMBUTEIBHBIM 00pa3oM COEIM-
HWINCH YPOKHU, YcBoeHHbIe LLINIIKUHBIM
OT MOKPMIIKOTO, TPaAUIIMY BeHEIIMaHOB-
CKOT0 MHTEPhEPHOTO XXaHpa U ellle 0ojee
JIaBHSS «IMaMSITb» 00 MCKYCCTBE «MaJbIX
TOJUTAH/LIEB» C MX JIIOOOBBIO K TOMAIITHE-
MY YIOTY U pa3MEpPEHHOMY TEUEHUIO K13~
Hu. «XKanp» LluimkuHa pacuumpsieT Ha-
111 MpeACTaBJIeHUEe O TpaHMIaX JapoBa-
HUS, XyI0XKECTBEHHBIX MHTepecax MacTe-
pa MOTYYMX JIECHBIX MEU3aXKeH U BHOCUT
€I1le OJVIH CYILIECTBEHHBINA U BAXHbBIN aK-
LICHT B TBOPYECKOE HacJeaMe BbIIaoIIe-
rocd Neu3axucra.
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