





MannHa Yypak

«KAHP» UIBAHA WWNLWKWHA

[TONCKM 1 HaX0aKW

TBOpYeCcKOe Hacneame TakKuMx rMraHToB oTeye-
CTBEHHOW Xusonucu, Kak Bacunnii Cypukos,
Buktop BacHeuoB, Nnba PenuH, NBaH LWunw-
KWH, N3yUYeHO, UCCNe0BaHO U UHTEPNpPeTnpo-
BaHO, Ka3anocCb 6bl, HACTONbKO MCUYepnblBalo-
e, uTo, ropops cnosamun LU nwKUHA, «Bbly4nn
BCE M YUUTb 60nbwe Heyero». OfHAKO TeEM W
yBNeKaTeNbHa XW3Hb MY3eliHOro uccnegoBa-
Tens, 4To 06CTOATENbCTBA BPEMSA OT BPEMEHU
[apAT HeOoXM[aHHble W PafjoCTHble BCTPeYw
C paboTamMy M3BECTHbIX XYAOXXHWUKOB, MPOYHO
3a6bITbIMM N 3aTEPAHHLIMWU BO BPEMEHM NN60O
BOBCE HENPUBbLIYHLIMUK ANA TBOpPYeCcTBa TOrO
WA MHOTO MacTepa.

N BCTPEY C «HOBbIM PenuHbIM»,
A«HOBMM W MW KUHBIM» UNU KHOBbIM
acHel0BbIM» B Halle BpeMs Cyl ecTBy-
eT 6naronpusaTHas BO3MOXHOCTb. AHTU-
KBapHblii pPbLIHOK B nNocnefHue MNONTO-
pa-ABafjecATuNeTNs BBeN B XY/[OXECTBEH-
Hblii 060POT MHOXECTBO NPOU3BEAEHWUIA,
6bITOBABLINX B YHACTHbIX KONNEKLUAX, «fpe-
MaBWMUX» 4O MOPbl A0 BPEMEHU U XpAaB-
WNX TOFO MOMEHTa, Korfa AN HUX Hay-
HeTCA HOBaf XMW3Hb.
CTUXua pblHKa nogyac nNpenogHo-
CUT ropbKWe HEOXMUAAHHOCTN C HAMEpPEeH -
HbIMU panbcuukaumamm m nognenkamu
CamMOro M30LW PEeHHOro cBolicTBa, BBOAA-
WuMu B3abNyXAeHNe CEPbe3HbIX N ONbIT-
HblX CneunmanncToB. TeM OTBETCTBEHHee
CTAHOBMUTCA MOMEHT, KOTf4a NpoOMCXoauT
BCTpeya C HeBefOMOW A0 TOW Mopbl NoA-
NWHHOW KapTWHOW M3BecTHOro macTtepa.



Galina Churak

The artistic legacy of outstanding Russian
painters such as Vasily Surikov, Viktor Vas-
netsov and llya 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.

oday the chances are great that you
Tmay comeacrossa “new Repin”, “new
Shishkin” or “new Vasnetsov”. Over the
last 15-20 yearsthe 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 fora 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
discoveryofagenuine, previously unknown
piece by a well-known painter.

I first saw this small picture signed
“1.Shishkin”,on acomputerscreen. Much
in it, most of all the subject, was unusual
for Shishkin. Seated in front ofa bigwin-
dow in a room suffused with sunlight, a






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 Ql1the painting—1870-did not
conflict in the least with the setting and
the young woman’s appearance. And yet,
wasthe painting really a work by Shishkin,
the landscape artist distinguished for his
forest scenes? | 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 anay, saying that Shishkin did
not paint household scenes. Bui profes-
sional curiosity urged this writer to look
into the issue as carefully as possible and
to followthrough on it —and to utter con-
fidently the affirmative “yes” or the nega-
tive “no"”, only at the end ofthe journey.

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

The first overall impression was that
it was aulhenlic. 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 coloursevoked a phrase from a
letter Shishkin wrole to his parents in

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 lo 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 Ihe 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

delineations ofa 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 ofthe 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 Ihe 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 ofa per-
son, or the life ofgrass, 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 Gin6 (*Shish-
kinand Gine in Their Sludio 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 lifeasan
artist, Shishkin would every now and then
introduce into a “pure” sylvan landscape
a human figure or awhole group of figures, j



He6onbLLOA XONCT C MOAMUCHIO
«.LLMWKVH» MHe cHavana [0BesioCb
YBUAETH/LLL U3NEKTPOHHOM BapuaHTe.
BaToin paboTte MHOroe 66110 HE0ObIMHBIM
A LLnWKmHa, 1 Npexxae BCEro CHXET:
B 3a/MTON CONIHEYHbIM CBETOM KOMHaTe
MPOTVB BO/BLLION0 OKHA MOJI0fas YKEHLLM-
Ha unTaeT nucbmo. Ee ogexaa, npuyec-
ke, JeTanM 06CTaHOBKY CBULETENBCTBYHOT
0 TOM, YTO MPEeLCTaB/IEHHas CLeHa Mo-
XETOTHOCUTLCA K 1860-M 1imn K camomy
Havary 1870-x rogos. Jara na KapTmHe —
1870 - HWU4yTb He NPOTVMBOPEUNT XapaK-
Tepy MHTEPLEPA U 0B/IMKY M306PaKEHHON.
/ITem He MeHee HACKO/bKO 0CTOBEPHO,
Y4TO KapTVHa AeCTBUTENBHO UCTIONHEHA
MaCTepoM NIeCHbIX Melisakein? Heobxo-
o 6bI10 BUAETH Ce, AepXaTb B pyKax,
«TIPOLLYTIaTL» [/1a3aMu, COOTHECTU YKUBO-
MVCHY!O CUCTEMY, NPUEMbI C MOANHHbI-
M1 paboTaMn MacTepa, /151 TOro YTobbI OT-
BETUTb Ha N1aBHbIV BONPOC: «LLIMLLKWH i

3T0?», & BC/ef, 32 TeM MOHATb, KaK Y «IeB-
Lia/ieca» NOSIBMNCS CTO/Tb HEOOBIYHBINA AN
HEro «MHTEPLEPHb I CHoXET. Mpodeccu-
OHa/lbHast II0B03HATENIBHOCTL MY3eLLy-
KaTpeboBasia MPOBECTU UCCME0BaHNE KakK
MOXHO TLLATE/bHEe, NoCTapaTbCs J0BECTH
€ro 10 I0NMYECKOro 3aBepLLEHNS NNLLb
TOrJa NPOM3HECTU C YBEPEHHOCTBIO YT-
BEPAMTENBHOE «g» UM OTpULATENIbHOE
«HeT. K coxaneHunto, KapTrHa Haxoam-
Nacb He B MOCKOBCKOM CO6paHum, a mno-

TOMY He 6bl/I0 BO3MOXHOCTY HEenocpes-
CTBEHHO COOTHECTW €€ C MOAMHHbLIMM
Npou3BeLEeHNAMM XYL0XKHMKA. Ho 06¢TO-
ATeNbCTBA 61aronpUATCTBOBAIN TOMY,
4TO6bI YBUAET U TLLATENBHO U3YUMUTb 3TY
pacory.

MepBoe obLuee BreyatnieHe Moa-
JIMHHOCTW KapTVHbI UICXOAWNO OT 30/10TUC-
TO-TENoro KosopuTa, CO3BYYHOr0 KOMO-
PUCTUYECKVM NPEANOUTEHUAM Meli3adK-
CTa, 0COGEHHO B HayasibHytO Mopy TBOpP-
yecTBa. HeBOBHO BCNOMWHaMCh C/10Ba
LUnwikuHa eLLie BOLITHOCTb €10 YHEHUKOM
ViMnepaTopckoii AKageMn Xy0XeCTB U3
nmceMa poguTensm B Enabyry o neiszaxe
«Bua B OKpecTHOCTSIX 11eTepOypra» (1856,
'PM), B KOTOPOM «HYXHO 6bI110 BbIpa-
3UTb TEN/IOTY BO3/yXa W NPO3payHOCTb ero,
BAMSHME COMHLA Ha NpeameTb»'. Buccne-
[yemoi KapTUHe VIMEHHO 3TO KayecTBO
«TEMn/IoTbl BO3AyXa», NpeobpakatoLLgeli ca-
Mblii OpPAVHAPHbIA WMHTEpPbep, NpuaaeT
06asHVe NpoCTbIM MpeaMeTam U BCEMY
1306paKeHNIO B LienoM. B6onbLLoi cTe-
neHy 06asiHMe NCXOAWT M 0T 06/IMKa MO-
NOJON JKEHLUMHbI C MNCbMOM B PyKax.
CBeT 3a/1BaeT €€ NLIO, BbICBET/IAET TEM-
Hblli TOH MNaThsl, IOXKWTCA NATHaMK Ha
non. bnarofaps OCBELLEHWIO Y HEXWTPbIM
npegmeTam 06CTAHOBKM - KapTuUHaMm Ha
CTeHax, 3eM1eHbIM pacTeHWsM, OpOLLEeH-
HOW Ha KyLLETKy LUaiu —KOMHaTa Ha-
MOMHSETCA YIOTOM.

NepBoe BreyatieHVe OT KapTvH!
upe3sBblyaliHO BaXKHO, HO OHO He MOXe
ObITb €AVHCTBEHHLIM [0KA3aTe/bCTBO
MOAMMHHOCTU aBTOPCTBAa. Bemb ata He
6onbluas paboTa NpeAcTaBAseT CTON
pefKoe B TBOPYeCTBE MelisaxucTa obpa
LLEHVE K X@HPY MHTepbepa C BKIIHOHEHT
em MOPTPETHOr0 M306paXkeHns. JaHHo
06CTOATENLCTBO OCMOXKHANO MPOBEAEHU
MPAMBIX CHOXKETHBIX WM KOMMO3ULVIOH
MbIX aHaormin. [ns Toro 4Tobbl Mo Bo3
MOXHOCTW HaWTW [JOKa3aTe/bCTsa Wogn
TWYHBIX MPUEMOB NWUCbMA, HEOOXOayM
6b1/10 MPOBECTU TLLATENbHbIV aHA/N3 X
BOMWCHOI CUCTEMbI Npom3seaeHNst. Dpi
BHVMATE/IbHOM PacCMOTPEHUN KapTuH!
Ma30K, ero fivxeHue o chopme rnpeave
TOB. PaKTypHbIe 0COBEHHOCTU U X PasHO
00pasvie OKasa/MCh COMocTaBUMbI 1 B3
KM >KVBOMVCHOW MaHepe Mog/iMHHbIX pabo
LUnwknHa. CTOHUMBLUMIACA 38 MHOTO
rofpbl KPacouHbIVi CIOV KapTVHbI O0HKM,
B HEKOTOPbIX MECTax aBTOPCKWIA Moaro
TOBUTE/bHBIV PUCYHOK, KOTOPbIA XOpO
IO «MPOUMTBLIBANCS» B CKMagKax GerbL:
3aHaBeceil, B OJeX[e, B [eTansax UHTEPb
epa, «BbICTPAVIBAEMOr0» XyLAOXHVKOM H,
paHHeli cTagum.

BaXXHbIM 3/1EMEHTOM B COMMKEHLL
3TOI HEOBLIMHOW PaboTbI ¢ vieHeM LLw
KWHA CTan M300paXKeHHble Ha CTeHe
KOMHaTbl KapTWHbI, CXOfHble C paboTa-
MW MacTepa, 0CO6eHHO 60/IbLLION LigH3axX
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often lending to some the features ofa 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 wes
held in a private collection in Leningrad.
The Shishkin scholar Ivan Pikulev refer-
ences il in his list of Shishkin's works.2
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 ofa 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 isasmall
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 smll
table and the armchair, facingthe window,
stands a young woman in a long dress, a
letter in her hands. An unsealed envelope
isat 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 lhe 1860s. The image ofthe
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.”3

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 hirrself.
Next to every entry the artist penciled a
little sketch. Entry number two reads
“Genre” and features a sketchy oulline of
the painting4which we called "In Front of
the Mirror. Reading a Letter”.

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

Bui 1 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 &
Shishkin’s wife, especially since lhe cir-
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~CW 300pakeHVEM CTPOVHBIX COCEH Ha Mpu-
ropke. OH okasanca 61130k no obLemy
3ambIcry, (hopMaTy, KOMMO3uLIMK, pacnpe-
[eNeHnto CBeTa U TeHW neizaxam LLunww-
KVHa, UCMO/HABLLMMCS MM Ha NPOTsHKe-
HW BCEVi TBOPUECKOI YM3HMW.

MomMymo novcka hopMasbHbIX MPK-
3HAKOB CXOLCTBA C NOAMMHHbIMW paboTa-
MU Neli3axkucTa XenaresibHo 6b110 HalTK
CBMAETENLCTBA 06pALLEHNA XYLOXKHMKA
K>KaHpy WHTepbepa. Eule B rogbl yuedbl
LLinkmHa B MOCKOBCKOM YUMITULLIE XKW~
BOMMCY 11 BasiHWS (1852—4855) HaunHatro-
LA NE3aXKCT Ncan MHTEPbEPbl KOM-
HaT B JOMe CBOero HactasHuka A.H.Mo-
KpuuKoro, ydeHuka A.I".BeHelyaHoBa.
V13BeCTHO, HACKO/IbKO BaXKeH Obl1 WH-
Tepbep BMefarornyeckoli cucteme Bete-
LMaHoBa, Kak 4acTo ero BOCMUTaHHWKN
06paLLaIMCh K TAKOMY POLY >KUBOTMUCK,
nepefaBas B CBOMX MPOW3BEEHMAX He-
MOBTOPMMOE OLLLLLIEHWEe aTMOC(epbI, pas-
MEPEHHOrO pUTMa XXM3HW, LOMaLLHEro
YIOTa, B KOTOPOM XK/ YENOBEK CepeuHbl
XIX cTonetisi. MOKPWUHKWIA npyBmBan
CBOEMY JIFOOMMOMY YUYEHWKY MHOroe u3
TpaavLmii BEHELWIaHOBCKOWA LLKO/bI, Pas-
BMBA/T Y HEro BAYMUMBOCTb, Habnofa-
TeNbHOCTb, BHMMATE/IbHOE OTHOLLEHMWE
K CambIM NPOCTbIM BelliaM, By/b TO No.-
Ce[IHEBHOE OKPY>KEHWE YefioBeKa Wm
YVI3Hb TPaB, LIBETOB, IePeBLEB.

W3BecTeH paHHWin pucyHok LLnww-
KVHa C 306payKeHeM ero KOMHartbl B po-
vtensckom aome B Enabyre (Jom-my-
3ei .. LUnwiknHa, Enabyra), pucyHok
«BHYTPEHHOCTb KPECTbAHCKON 136bi»
(MT), ochopT «CeHn» (1890. ITT), Xu-
BOMMCHbIA 3Tog, «[lepeBeHCKuMiA ABop»
(koHev, 1860-x, M'PM) C 3aMKHYTbIM «WH-
TepbEPHbIMY MPOCTPAHCTBOM. HakoHeL,
LLIMLIKVH OCTaBMN 3ameyaTefilsHoe Xu-
BOMMCHOE CBUAETENbCTBO BUAA 1 06CTa-
HOBKV MacTepckoil Ha Banaawme, rae oH

pabotan ¢ 6m3kum gpyrom AB.MHe —

«<AW.IUnwkvH n AB.I'vHe B MacTep-
CKOVA Ha ocTpoBe Banaame» (i860, MPM).
Byayum yueHnkamn Akagemuu, OHv npu-
eKam Tyga Kaxkgoe neto. 06 06XxumTo-
CTV MAacTepPCKOIA, O TOM, YTO XYAOXKHUKA
V3 rofa B rof, MPOBOAWIVN 3eCh JIeTHUE
MECALbl, CBALETENbCTBYHOT aThl, MOCTaB-
NleHHble Ha KapTuHe: 1858-59-60. Takum
00pa3oM, WHTEPbEPHbIE W300PaKEHNS,
XOTb M He YaCTbl Y LLIMLIKMHA, HO He eAun-
HV4HbI. KpoMe Toro, MHorvie 13 ero fiec-
HbX Mefi3abKeii NPeACTaBAOT coboli 3am-
KHyTble NPUPOLHbIE NMPOCTPaHCTBA, CBOE-
00pasHble NecHble HTepbepbI. LLNLWIKUH
HepeKo BBOAWS B «HUCTbIE» lECHbIE Nei-
31 1306paKEHUS NHOAER WU LENbIX
Ipyrn, 3a4acTyto nepefasas NMOPTPETHOE
CXOACTBO OTAENbHbIX NMEPCOHAXEN, KaK 3TO
CAENaHo B KapTuHe «[porynka B niecy»
(1869, I'TT): B MONOJOM MYXUUHE, BeLy-
LLEM 110Z, PYKY Jamy, MOXHO Y3HaTb Ca-
MOr0 aBTOpa.

Bnutepatype o LUnLIKMHe BCTpeya-
kOTCH YMOMUHAHUSA O HEW3BECTHOW Ham
pabaTe «B KBapTUpe XyA0KHUKa» (XOIICT,
Macro. 65 x54). B 1950-e rofibl OHa Haxo-
Junack B YaCTHOM cobpaHun B J1eHWH-

rpage. Ee BKOUMN BCNMUCOK NPOu3Bese-
Huin LLnwknHa viccnegosaTtenb TBOpUe-
cTBa XyaoxHuka W.IMukynes2 HakoHel,
YELLCKMIA MCTOPUK MCKycCTBa Bnagummp
®uana B Katasiore «Pycckas XMBOMUCb
B COOpaHusAX YexocnoBakun» NpuBoguT
onucaHve paboTsl «[lepes 3epkasiom», Co-
OTBETCTBYHOLLIEE KAPTUHE, O KOTOPO 1aeT
peyb: «¥YTon KoMHatbl. Cresa Haf Tyanet-
HbIM CTO/IMKOM BWCWT BbICOKOE 3epKasio
C pamoii, YKpalUeHHOW pacTUTe/bHbIM
opHameHTOM. [lafiee B nepcnekTuBe cTe-
Hbl 3aMETHO OKHO, 3aBeLLUeHHOe 6efbiMy
Mpo3payHbIMY 3aHaBECAMU, 38 KOTOPbIMM
BMOHbI KOMHATHble pacTeHus. B camom
YIly CTOUT CTO/MK, a Nepes, (hpoHTasIbHO
CTeHON —LUTOHOE Kpecno. HacTeHe Bu-
CAT TPU KapTUHbI: B CaMOii 6O/bLLION MOX-
HO MpeamnosaraTb NECHOM neinsax LLnw-
KuHa. Mex[y CTONMKOM W KPeCc/ioM - fin-
LIOM K OKHY - CTOMUT MOJI0fast YKeHLUMHa
B [/IMHHOM [/1aTbe, OHA JEPXKUT B PyKax

MUCbMO. PacneyaTaHHbIiA KOHBEPT EXUT
y ee Hor. KapruHa HanucaHa B CBET/IbIX
TOHaX >Ke/ITOr0, KOPUYHEBOTO Y1 36MEHOTO;
LIBETI, TaK XKe KaK 1 TLLATENbHOCTb XKMBO-
M1cK, 3aCTaB/IAKOT OTHECTM ee K 1860-m .
B vHTEpbepe XOPOLUO MepedaH CosHeu-
HblA CBET, MPOHMKAOLLMIA CKBO3b 3aHa-
BECKV U APKMMU NATHAMW MajatoLLmnid Ha
Mo/ Yepes paspbIiB MEXLY HAMU»3

Kaszanocb 6bl, Kpyr vccresosaHus
61aronoMy4Ho 3aBepLUICA, HO OKOHYa-
Te/IbHO COMHEHVS B aBTOPCTBE XyAOXHU-
Ka pasBesnuch 6rarogaps 0bHapyXeHHo-
My BJIMYHOM apX1BHOM hoHge LLInLku-
Ha aBTOrpacy XyA0XKHMKA C MepeymCrieHu-
em hoTorpadmii KapTVH, HaXOAMBLLVXCS
B €r0 MacTepcKoii. HanpoTvB Kaxaon oT-
CHATO paboTbl XYAOXKHUK CAEMaH Nerkui
KapaHJallHbIA pucyHok. Mog Ne 2 3Ha-
yutea «KaHp» U 3apuCcOBKa KapTuHbI4
KOTOPYIO Mbl Ha3Ba/n «Iepef 3epkasiom.
3a YTeHMEM nuCbMa».



cumstances of his life seemed to call for
such association.

The yearwhen 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 (he 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 lhe same year
the painter became one of the founders
ofthe “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 11 To fulfill this com-
mission, the artist left St. Petersburg for
several months.

Comparison of the image of the
youngwoman readinga letterwith photo-
graphs of Shishkin’s wife Yevgenia
Alexandrovna, nde Vasilieva, strongly sug-
gests that she isthe woman featured in the
painting.

In 1866 Shishkin became close
friends with a young and exceptionally
talented landscape artist Fyodor \Mrsiliev,
who became his student. Soon Shishkin
was introduced to Vasiliev’s entire family;
Y ia was the sister of Shishkin’s gift-

o g

The two wed in October 1868, and in
February next year had a daughter, whom
they named Lydia. As Shishkin’s friends
remembered, ““Ivan lvanovich was a natu-
ral born family man: when he was anay
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”.5

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 lvanovich 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 onlv natural that

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 himselfand 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.




OTKpbITME «HOBOT0O», HEBEAOMOro
Ham paHee LLnwiknHa coctosnock. MNpes-
CTOSUI0 PEKOHCTPYWPOBATb UCTOPMIO BO3-
HVIKHOBEHUA paboTbl, MOCTaBUTL €€ BOr-
PeLENeHHbIA PAL NPOU3BEAEHNIA XY 0XK-
HVIKA 11, HAKOHeLl, AaTb MS N306paXeH-
Holi game. O4eHb XOTENOCh YBULETL B HEl
MeHy LLnLKmHa, Tem 601ee 4To 06CTOS-
TENbCTBA XKM3HW MacTepa [4aBain K 3To-
My NMOBOL.

1870 rog, Korga Gbina MUCMOMHEHA
KapTVHa, B TBOPYECKON W INYHON Cyapoe
XYLOXHVIKA CK/abIBasICs BOHE YAauHO.
Bcamom koHLe 1869-ro IN. M. TpeTbakos
Mpvobpen NonoTHO «MongeHb. BokpecT-
HOCTSX IMIOCKBbI», MONOXMBLLEE HAYasIo
OCHOBATE/bHOV KONMEKLUMM Npomn3Bese-
HWA Xy[OXHUKa B TPETLAKOBCKON rase-
pee. BecHoin 1870-ro LLUMLWIKWH nonyymnn
nepsyto npemMuito O6LLIECTBA MOOLLPEHMS
Xy[OXHUKOB 32 Meizax «Pyueil B necy»
(Opecckuii XyoOoXKeCTBEHHbI MYy3eid),
OCEHbOCTaN OfHWM U3 yupeauTenein To-
BapVLLECTBA NePeiBKHbIX Xy/40KECTBEH-
HbX BbICTABOK, a eLle B CepefuHe fieTa
MO/yYWN 3aKas3 Ha UCMO/HeHVe 60/bLLO-
ro anbboma akBapesibHbIX BUA0B Hux-
Hero HoBropoga Ans nogHeceHUst uMne-
patopy AnekcaHapy Il. B cBasu ¢ atum
3aKa30M Men3aKUCT Ha HECKO/bKO Me-
CsiLeB yexan u3 [MNeTepbypra.

CpaBHeHVe 1306paXkeHHOI Ha Kap-
TUHE MOJIOAOW YKEHLLMHBI € hoTorpadn-
Avm EBreHum AnekcaHgposHbl  LLivwi-
KvHOV (YpoXkaeHHol BacunbeBoit) gaeT

MpaBo YTBEPXKAATh, UTO XYAOXKHUK Cle-
TN €e TEPOMHEV CBOErO NMPOM3BEAEHMS.

B 1866 rogy OH 6/113K0 COLLESICA C FOHbIM
1 B BbICLLIEVi CTEMEHN Ta/IAHT/IMBbIM Meii3a-
xuctom ®.A.BacuibeBbIM, KOTOPbIN CTan
MepBbIM ero yueHMKoMm. Bekope LLNLWIKKH
MO3HAKOMW/ICA CO BCell cembeli Bacub-
€BbIX, BTOM YWC/Ie C POAHOI CECTPOIA CBO-
€ro oflapeHHoro apyra. EBreHus Auek-
caHgposHa v VeaH VBaHOBMY 06BeHYa-
NnCb BOKTAGpPe 1868 roga, B 1870-M Yy HWX
pogvnack foYs Singua, a B 1871-Mm —€bIH
Bragumup. Mo BOCMOMMHaHMSM 6/IM3KNX
LLIMLWIKMHY NFOAENA, «0 CBOEMY XapaKTepy
VBaH VIBaHOBWY Obl1 POXKAEH CEMbSIHM-
HOM; BAA/M OT CBOMIX OH HMKOTAa He b1
CMOKOEH, MoYTU He Mor paboTaTs, emy Mo-
CTOSIHHO Ka3a40Cb, YTO ;0Ma HeNnpemeH-
HO KTO-HWMOYab 601EH, YTO-HMBY b Cny-
YMnock»5 B yCTPOIACTBE JOMALLIHEN XKI3-
HU «OH HEe MMeN COMEPHUKOB, CO34aBas
MOYTN M3 HUYEro YAOBHYHO N KpacyByto
06CTaHOBKy»6G LLIMLLKMH € 60/1bLLUOI Ten-
NIOTON OTHOCWNCA K XKEHE W AETAM, NS
KOTOPbIX Obl1 HEXHbIM, HO6ALLMM OT-
uom. Hegonrve rogpl XusHu ¢ EBreHuei
AJIEKCaH/IPOBHOI NPOLLM BTVXOI 1 MUP-
HO paboTe, HO B CBOGOAHbIE JHW 1 Be-
yepa B JOMe 4acTo cobmpannch apys3bs,
yCTpanBa/MCh Urpbl, 1 «/BaH V1BaHOBUY
6bl1 caMbIM PafYLLIHLIM XO3AMHOM Y Ly~
LLIOVA 06LLIECTBax»T.

JeTom, ye3xas paboTaTtb Ha Bana-
am, B OKPeCTHOCTM MOCKBbI, K POAHbIM
B Enabyry, OH C HeTepreHveM Xgan nu-
CEM OT «MWOI XKeHu», cepaunncs 1 nepe-
XXMB&J1, €C/IN OHY 3aepXknBanick. Korga
B 1870 rogy LLIMWIKMH yexady Ha neTHue
mecsbl B HxHuiA Hosropog, oH ymo-

NS XKEHY NMCaThb HaLle, 6ecroKosCh O e
3n0poBbe. EBreHus AnekcaHapoBHa Ha-
yasia MpVXBapbIBaTb YXKe B MePBbIi QL
3amy>ectsa8

MoapOBHOCTV  CEMEIMHOM KW3HK
LUnWK1HA OGBACHAKT eCTECTBEHHOCTL
MOSIB/IEHNS Y HETO CTO/b HEOXKWAAHHOM
ana neiisaxucra pabotbl. OHa MOM/Ia
6bITb HanMMcaHa Kak CBOeObpasHoe YTe-
LLIEHME /19 CAMOTO XyA0XKHIKA W ero npe-
JaHHOW 1 ntobswei cynpyrv. KaptuHa
HOCWT OY€Hb SIMYHOCTHBIA 1 Jaxe WH-
TUMHbII XapakTep.

VcTopusi GbITOBaHMS 3TOTO MPOM3-
BEAEHWS CBUAETENLCTBYET O TOM, HTO OHO
MHOr e rofjbl Haxoamnoch B aome LLniu-
KWHbIX, 3aTeM XpaHwunock y Jinaun Vise-
HOBHbI LLIMLLKMHO, B Havane 1930-X ro-
[,0B 6bI710 NPOAAHO M3BECTHOMY YELLICKO-
My KOMNeKLMOoHepy MwniepoBy, a nocrne
€ro CMepTU XPaHW/IOCh Y ero BAOBbI .

B atom nosHoM 06asHKs npovi3se-
LEeHUN yayBUTEbHBIM 00pasom coeaw-
HUWCb YPOKW, YCBOEHHbIE LLIMLLIKAHBIM
0T MOKPULKOr0, TPaAVLMN BEHELIaHOB-
CKOr0 VHTEPLEPHOTO XKaHpa v eLle 6oree
[ABHAA «MamsTb» 06 WCKYCCTBE «MastbIX
roNnaHaLeB» ¢ UX M0B0BbIO K A0MaLLIHe-
My YIOTY 1 pa3MepeHHOMY TEUEHMIO HK3-
HU. «©KaHp» LUMWKNHA paclumpseT Ha-
LLIe MpeLCTaB/eHNe O rpaHMLiax JapoBsa-
HWS, XYAOKECTBEHHbIX MHTEpCCax.MacTe-
pa MOry4mx NeCHbIX Meii3adkeld U BHOCUT
LLe OfINH CYLLECTBEHHbI 1 BaXKHbINi aK-
LIEHT B TBOPYECKOE HaCneayie BbigatoLLe-
rocs nesaxucra.



