B Tpemsnkosckan ranepes | MewayHapoaHas naHopama |

ExkatepunHa CenesHeBa

Jleto

llienespbl
u3 MetpononuteH-my3es
B MapTunm

eTpononnTeH-mysei, a B ero
M nvue 1 Bce MyselHoe coobule-

CTBO 3TON aKuuemn HeABYCMbI-
CNEeHHO Aanu MNoHATb, YTO B Npouclies-
WeM JOCaAHOM MHUUAEHTE HeobXoaMMo
pa3bupaTtbcs npexae BCero poccuit-
ckoin Pemupe, He noxenaswen csoe-
BPeMEHHO paccTaBUTb TOYKW Hag «i» B
nonrosbix o6sa3artenscrteax Poccum (nm
OTCYTCTBUM TaKOBbIX) Nepej NpecnoBy-
To ¢upmoin «Hora», yxe He nepBbIN
pa3 npeTeHAylolein Ha 3axBaT MMylLe-
ctBa Poccuiickoit ®Pepepauun, a, yx

3nb FTPEKO
lMoknoHeHue nacmyxos
Ok. 1610

XoncT, Macno
144,5%x101,3

EL GRECO

The Adoration

of the Shepherds
c. 1610

Oil on canvas
1445 by 101.3 cm
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MpenocraBmB 50 WeAEBPOB 3aNajHOEBPONENCKON KMBOMNU-
cn ans nokasa B ®oHpe Mbepa [kaHanaa, nonb3yoLWNNCS
MUPOBOM CNABOMW HbI-NOPKCKUN MeTpononuteH-my3en
ACHO 1aN NOHATb, YTO CYMUTAET penyTaL Mo N3BECTHOIO LWBEN-
uapckoro ¢oHaa 6e3ynpedyHoinn. MHOrMm ewle namsATHA
[ETEKTMBHAA MCTOPUS CO CYACTIMBLIM KOHLOM 06 apecte
nocne 3KCNOHMPOBaHUA B MapTUHM BbICTaBKM QpaHLy3CKo-
ro UCKyccTBa U3 cobpaHus mockosckoro FMUN um. A.C.Myw-
KuHa. Toraa B PoCCMM HEKOTOPbIE KYPHANUCTbl U My3€iHble
PabOTHMKM BbICKA3aN1Cb BECbMA KAaTeropuyHo OTHOCUTENb-
HO TOT0, YTO LUIBEWLLAPCKMI NAPTHEP HE COOTBETCTBYET PaHry

I'IyLu KWUHCKOro myses.

KoHe4yHo, He TMWU B BbIGope napTHepa
n He ®ongy lMbepa MxaHapaa, nnopo-
TBOPHO COTPYAHMWYAIOLLEMY C Pa3NYHbI-
MW My3elHbIMW OpraHuWsauMAMU BO
BCEM Mupe.
Ha oTKpbITMe BbICTaBKM cbexa-
JINCb MHOTWE M3BECTHble XYAOXHUKW,
MCKyccTBOBebl, My3eliHasA obLiecTBeH-
HOCTb W XXypHanucTbl, npubbina npea-
cTaBUTeNnbHaa KomaHaa u3 Metpo-
nonuTeH-My3esa BO [laBe C reHepalb-
HbIM AupekTopoM ®Pununnom pe MoH-
Te6enno. B cBoeit peun Ha BepHUCcaxe
r-H ge MoHTebenno oTmeTmn, 4To co-
TPYAHNYECTBO My3eA CO LWBeNLapcKuMm
¢oHaoM Hauvanocb B 1989 rogy. Torga
JNeonapp OxaHapna Bnepsble obpatun-
cA B My3el ¢ npocbboii moMoyb B opra-
HU3auuM nokasa npousBeAeHUin U3
cobpaHua YeTbl enbMaH. 3Ta BbicTaBKa
nop Ha3BaHuem «OT MaTtucca go lNukac-
co. N3 konnekuuu XKaka n Hatawwu lenb-
MaH» coctoanack B PoHae xaHaana B
1994 ropy. C nepBbix AHel cOBMeCTHON
paboTbl cOTpyAHMKM MeTpononuten-
My3es Bblnn BOCXMLLEHbl OTBETCTBEHHO-
CTbI0 W TWATENbHOCTbIO NpopaboTKu
KoMaHAoW ¢oHAa Bcex Mo3vuuii, CBS-
3aHHbIX C MOAFOTOBKOI 3TOr0 MpOeKTa.
Mexpay My3zeem u ¢GOHAOM yCTaHOBU-
NUCb AOBepUTEeNbHbIe, APYKECKNE OTHO-
weHnA. lNocne nepBoi BbICTaBKWN B
MapTuHu nocnepoBanu pyrvie Bblaaun
u3 cobpaHua MeTpononuteH-myses:
npousseaeHuns 3ayapaa Mare n Cio3aH-
Hbl BannagoH (B 1996 r.), Mona loreHa
(8 1998 r.), bepTtbl Mopu3zo (B 2002 r),
Mona CuHbaka (B 2003 r.); coctoanock
HecnpeueneHTHOe COTPYAHWYECTBO MO
opraHusaumm B CLIA wn LBeiiuapun
nokKasa peayaliumMx MKOH U PeNKBUM
13 cMHarckoro MoHacTbipa CeaTon Eka-
TepuHbl (B 2004 r.). ®ununn ge MoHTe-
6enno oTmetTun ocobble KayectBa Jleo-
Hapaa [xaHajaa, noMorawowume emy
nobMBaTbCA LMW, — OTKPbITOCTb, Ha-
LeXXHOCTb, BbICTPOTY peaKuuu, ynop-
cTBO U obasAHMe, nepes KOTOpPbIMU He-
BO3MOXHO YCTOATb.
®onp [kaHapsa 6bin ob6pa3soBaH
30 net Ha3aga. LLeapoe noaHoweHne Me-

TPONoNMTEH-My3es Mo chyyato tobunen
wBernapcKoro GoHaa NpoN3BOAUT Bre-
yatneHue. B HacToswee Bpemsa cobpa-
Hue 3anajHOeBpOMNeNCKoN XUBOMUCK
3HaMeHWUTOro HbIO-MOPKCKOro Myses,
oTKpbiBweroca 17 despana 1872 ropa
Konnekumen, coctonaBwen us 174 nono-
TeH, HacuyuTbiBaeT 2200 3KcnoHaToB.
Cpeau Hux - 37 nponsseaeHunn K.MoHe,
21 - MN.Ce3aHHa, npeBoCXojHble paboThbl
[x.B.Tbenono, yHWKanbHble MNoAOTHa
fl.BepMepa 1 gpyrue npousBepeHuUs,
CHUCKaBLIMe MUPOBYIO U3BeCcTHOCTb. OT
BblOpaHHbIX AnA MapTuHu weneBpos 3a-
xBaTbiBaeT Ayx: «[ToKnoHeHNe nacTyxoB»
(ok. 1610) 3nb [lpeko, «ABTOmopTpem
(1621) A. BaH [leiika, nopTtper K. BaH
Boopxoyta (ok.1636-1638) ®.Xanca,
«3HameHocey, (Pnopuc Coon)» (1654)
PembpaHara, «[enuto» (18137?) ®.loiin,
«KeHwuHa, cobupawwan xsBopocm
(1871-1874) K.Kopo, peakuin noptpert
Cepenbl Mynutuep Jlepepep (1899)
['Knumta n mHoroe gpyroe.

Poccuitickum niobutensm dhpaHuys-
CKOW XUBOMWUCK, NOCETUBLLUM BbICTaB-
Ky «llepeBpbl My3es Opce» B TpeTbs-
KOBCKOW ranepee n o6paTuBLINM BHU-
MaHWe Ha yauBuTenbHoe nonotHo K-
®.Munne «BecHa», Gyaer MHTepecHo
y3HaTb, 4TO Jpyras KapTuHa 3TOro
XyAOXHMWKa U3 umkna «Bpemena roga» -
«Ctora: oceHb» (oK. 1874) - celtuac
3KcnoHupyetrca B Maptuhu. lNensax
n3obpaxaet pasHuHy LWaiin: B LeHTpe
BO3BbILLIAIOTCA MOHYMEHTa/IbHble cTora -
)KaTBa 3aKOHYeHa, none 6Ge3nfHo, Ha
HeM MMpHO nacyTcsA 0BLbl, BAaneke BUA-
Hbl Kpblwn bapbusoHa. Kak u B «Bec-
He», B 3TOM KapTWUHe XYAOXHWK mMacTep-
CKM n306paxaet rpo3oBoe Hebo. «OceHb»
Oblna npeactaBiieHa Ha PeTPOCMEKTUB-
HoW BbicTaBke Munne B Napuxe B 1887
roay, rae ee ysugenu n Knog Mowe, 3a-
TEM BOMNOTMBLIMIA B KUBONUCK COO-
CTBEHHble, Bollejline B UCTOPUIO MUPO-
Boro nckyccra «Crora», n Ban Tor, cox-
paHuMBlWIMIA BOCXuleHne paboTamu
MacTepa Ha BCH XWU3Hb. B MapTuHu
nokasaHa ero pabota «[lepBble waru
(no Munne)». BaH lor yacto konupoBan



puvcyHkn Munne. OH nucan 6paty Teo:
«3Haelwb, HaBepHoe Obino Bbl UHTepec-
HO nonpobGoBaTb BOMNOTUTL B XWBO-
nucb pucyHkn Munne.. Kak oHu npe-
KpacHbl, ocobeHHo ero “llepBble waru
pebeHKa’!» XyAOXHMK Ha3biBan CBOM
KOMUM «MMMNPOBU3ALUUAMUY UK «ne-
peBoAamMu», cpaBHMBasA COBCTBEHHble
NonbITKW C TPYAOM My3blKaHTa, Ucnos-
HAIOLero Npou3BeAeHne, COYMHEHHOe
KomnosutopoM. «Takaa paboTa no ero
pVCYHKaM unu Kcunorpaduam - He Npo-
cToe KomupoBaHue. 3To cKopee ne-
peBoj - Ha Apyrow A3bIK, A3bIK LBETa, —
BreyaTneHnin oT cBeTa U TeHW, nepejaH-
HbIX B YepHO-0enoM n3obpaxkeHum», -
o6bsAcHAn BaH Tor. Kaptuha «[epBble
waru» 6b1a co3faHa 3a noaroga Ao
Tparnyeckoin rnbenn XxyfoxHuKa u ot-
npaeneHa 6paTy BMecTe C ApyruMu Ko-
nuamMmn ¢ KaptuH Munne. Teo Hanucan:

PEMBPAHAT
XapmeHc BaH PeiH
3HameHocey
(®nopuc Coon). 1654
Xoncr, macno
140,3x114,9
®dparmeHT

REMBRANDT
Harmenszoon van Rijn
The Standard Bearer
(Floris Soop). 1654

Qil on canvas

140.3 by 114.9 cm
Detail

Tomac JIOYPEHC

Jleou Mapus KoHuHeem
Ok. 1824-1825

XoncT, Macno
92,1x71,8

Sir Thomas LAWRENCE
Lady Maria Conyngham
c. 1824-1825

Qil on canvas

92.1by 71.8 cm

DdpaHc XANC

Knaec [lyiicm

8aH Boopxoym

Ok. 1636-1638
Xoncr, macno. 80,6x66

Frans HALS

Claes Duyst van
Voorhout. c. 1636-1638
Oil on canvas

80.6 by 66 cm

¥

y
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«Konun no Munne, MoxeT 6bITb, CaMoe
npeKpacHoe 13 BCero, YTo Tbl caenan...»

Monaraem, 4to MHOrMM 6bino 6Gbl
TaKXXe MHTEepPEeCHO YBUAETb U nereHaap-
Horo, peako Bocnpoussoaumoro «luTa-
pucta» Spyapaa MaHe. VcnonHeHHbIN
xypoxHukom B 1860 rogy - Ha nuke
MOAbI Ha BCe MCNaHCKoe, 3axBaTuBLLEN
Mapwx 3noxu Btopoin umnepuun, -
«[uTapuecr» npuHec MaHe nepBbIl ycnex
Ha BbicTaBke B CanoHe 1861 ropa. Ho
MaHe co3pan 370 NONOTHO, KOHEYHO, He
13 XenaHuA cnepoBaTb Moje, a NOTOMY
4yTo B 3TOT Mepuof OH Obiin ocobeHHO
BOCXMILEH paboTaMu BenUKMX WChaH-
ueB Benackeca u loin. KaptuHa Hanu-
caHa B MacTtepckoit. Lnsany n 6onepo, B
KOTOpble OJEeT HaTypLIMK, MOXHO YBU-
eTb U B Apyrux npousBegeHnax MaHe.
MoctaHoBOYHBbIN 3ddeKT ycunmBaerca
elle M TeM, 4TO My3blKaHT-neBla Aep-
XKWUT ruTapy B NOJIOXEHWUW ANS Npaslu,
TO eCTb UrpaTb Ha Hel OH He MOXeT.
HecMoTpA Ha HeKoTopykw TeaTpalib-
HoCTb, 3Ta paboTa Bbi3Bana y MHOMMX
XefaHue NNYHO MO3HAKOMUTLCA C ee
aBTopoM. OueHb cKopo MaHe cTan
OAAHMM W3 MPU3HAHHbLIX aBTOPUTETOB
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ANA MONOAbIX XYAOXHUKOB HOBOFO
HanpasfieHUA.

«Mutapuct» 6bIn nogapeH MeTpo-
nonuTeH-my3seto B 1949 rogy ¥.4.0c6op-
HoM, «lNepBble warn» Bax lora - B 1964
ropy yetoin Puyapp, a npekpacHas pabo-
Ta Munne nocrynuna B 1959 rogy no
3aBewaHuto J1.C.TumkeH.

Mys3eit nonofHANCA U NONONHAETCA
BO MHOroM 6Gnarogaps wweapbiM Aapam
YyacTHbIX nnu. BeposiTHo, Kak n TpeTbs-
KOBCKaA ranepes, oueHus B JleoHapae
[J)kaHagaa 3Hepruo 1 AenoByl XBaTKy,
BKyc 1 Gnaropoacteo, MeTpononuTeH-
My3eli TaKXe OXOTHO COTpyAHWYaeT ¢
ero goHAoM, foKa3aBwwum 3a 371 30 ner,
KaK MHOro A5 CBOEro ropoja v cBoem
CTpaHbl MOXeT cAenaTb 4YacTHoe nuLo,
nocTtaBuBliee nepes cobow Gnaropog-
Hyl0 Lefb CO3AaHusA My3esl U MOC/eao-
BaTe/IbHO W ynopHo AobuBatoweecs ee
ocyuiectBneHuns. [lna Tex, KTo 6au3ko
3HAKoOM co cTunem paboTbl 6eccMeHHoO-
ro aupektopa ®oHpa JleoHapaa [xa-
HaAja, HeT HWYero yAMBUTENbHOTO B
TOM, 4YTO 3Ta NOTPACAOLWAA BbIiCTaBKa
«[10CTaNacb» UMEHHO eMy.
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. The Tretyakov Gallery \

Yekaterina Selezneva

Summer
in Switzerland

Masterpieces from
the New York Metropolitan
Museum of Art at Martigny

By lending 50 masterpieces of Western European
art to the Fondation Pierre Gianadda the world-
famous Metropolitan Museum is sending out a
clear message: it trusts the foundation implicitly.
The memory of the mysterious story (with a
happy ending) when the collection of French
paintings from Moscow’s Pushkin Museum of
Fine Arts was arrested after the closure of the
exhibition remains fresh in the minds of many. At
the time, some Russian journalists and museum
officials said in no uncertain terms that the Swiss
partner did not quite live up to the standards of
the Pushkin museum.
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International Panorama \

that it represents are obviously saying

that responsibility for that unfortunate
incident really lies with the Russian govern-
ment, which did not see fit to settle the mat-
ter of Russia’s debts (or lack thereof) to the
infamous Noga company headed by Nessim
Gaon, as it was not the first time the latter
had tried to seize Russian property. Neither
the Pushkin museum’s choice of partner nor
the Fondation Pierre Gianadda, which has
been collaborating with various museum
institutions from all over the world for 30
years, can be blamed for what happened.

The opening of the exhibition was wit-
nessed by numerous renowned arfists, art
historians, the museum community and the
press. Representatives of the Met headed by
its director Philippe de Montebello were also
present. In his speech at the opening Monte-
bello noted that the museum began its col-
laboration with the Swiss foundation in 1989
when Léonard Gianadda first asked the Met
for assistance in the organization of the
Gelman exhibition, fitled “From Matisse to
Picasso, the Jacques and Natasha Gelman
Collection”, and held at the Fondation
Gianadda in 1994. From the very first
moment of their collaboration the Met's offi-
cials were impressed by the foundation’s con-
scientiousness and thoroughness in prepar-
ing that project. The Met and the Fondation
Gianadda established a warm and trusting
relationship. After that first exhibit at
Martigny the Metropolitan Museum confin-
ued to lend works from its collection to exhi-
bitions devoted to Edouard Manet and
Suzanne Valadon (1996), Paul Gauguin
(1998), Berthe Morisot (2002) and Paul

T he Met and the museum community

Tycras KIIUMT a
CepeHa lMynumuyep
Jledepep. 1899
Xoncrt, Macno
190,8x85,4
DparmeHT

Gustav KLIMT
Serena Pulitzer Lederer
1899

Qil on canvas

190.8 by 85.4 cm
Detail

®pancucko ronA

Xoce Kocma-u-boHenc,
no npo3suuwy lMenumo
1813 (?)

XoncT, macno. 105,1x84,5

Francisco de GOYA
Jose Costa y Bonells,
Called Pepito. 1813 (?)
Oil on canvas

105.2 by 84.5 cm

Spyapa MAHE »
Tumapucm. 1860
Xoncr, Macno
147,3x114,3

Edouard MANET »

The Spanish Singer. 1860
Oil on canvas

147.3by 1143 cm

Signac (2003). In 2004 the Metropolitan
Museum and the Fondation Gianadda
together organized an unprecedented show,
held both in the US and Switzerland, featur-
ing the rarest icons and relics from the Holy
Monastery of St. Catherine on Mount Sinai
in Egypt. Philippe de Montebello compli-
mented Léonard Gianadda on the special
talents that account for his success saying
that his openness, reliability, timely reaction,
perseverance and charm are impossible to
resist.

The Fondation Gianadda was estab-
lished 30 years ago, and the Met's generous
gift to the Swiss museum on its 30th birth-
day is quite impressive. Today the famous
Metropolitan Museum - which opened in
February 1872 with a collection of 174
European paintings - boasts more than
2,200 major works. These include 37 by
Monet, 21 by Cezanne, spectacular works
by Tiepolo, unique Vermeer paintings and




Xan ®pancya MUIIJIE
Cmoea: oceHb

Jean-Francois MILLET
Haystacks: Autumn

Ok. 1874 c. 1874
Xonct, Macno Qil on canvas
85,1x110,2 85.1by 110.2 cm

numerous other world-famous works of art.
The paintings selected specifically for the
Martigny exhibit are exquisite: EL Greco's
“The Adoration of the Shepherds” (c. 1610),
Anthony Van Dyke’s “Self-portrait” (1621),
Franz Hals' portrait of Claes Duyst van
Voorhout, Rembrandt's “The Standard
Bearer” (Floris Soop’s portrait, 1654),
Goya’s “Pepito” (c.1813), Camille Corot’s “"A
Woman Gathering Faggots at Ville-d'Avray”,
Gustav Klimt's rare portrait of Serena
Pulitzer Lederer (1899) and many others.
Russian lovers of French painting who
visited the “Masterpieces of the Musée
d'Orsay” exhibition at the Tretyakov Gallery
and noticed the remarkable painting
“Spring” by Jean-Francois Millet will be
happy to know that another painting by this
artist from his “The Four Seasons” cycle is
now on display at Martigny. The landscape
is called “Haystacks: Autumn” (c.1874) and
depicts the Chailly plain. The centre of the
painting is dominated by monumental
haystacks: harvesting has ended, and the
field is empty with sheep grazing peacefully
and the roofs of Barbizon seen in the dis-
fance. Much as with “Spring” the artist
depicts a stormy sky with superb skill.
“Autumn” was displayed at the retrospective
exhibition of Millet's works in Paris in 1887
where it was seen by Claude Monet who
went on to paint his own “Haystacks” which
went down in art history, and by Vincent Van
Gogh who fell in love with the works of the
great master and remained his avid fan for
the rest of his life. The exhibition at Martigny
features Van Gogh's “The First Steps (After
Millet)". The artist often copied Millet's draw-
ings. He wrote fo his brother Theo:
“Wouldn't it be wonderful to try and incar-
nate Millet's drawings...? How beautiful they
are, especially his ‘Baby’s First Steps™” The
artist often called his copies “improvisa-
fions” and “interpretations” comparing his
own attempts to the art of a musician per-
forming a piece written by a composer.
“Such work based on his drawings or xylo-
graphsis not just copying. It's interpretation,
a franslation from one language to another,
the language of colour, of light and shadow
impressions conveyed in black and white
images,” Van Gogh explained. The artist
painted “The First Steps” six months before
his fragic death and sent it to his brother
along with other copies of Millet's paintings.
Theo wrote: “Millet's copies may just be the
most beautiful work you've ever done...”
Many visitors would no doubt also be
interested in seeing the legendary, rarely
reproduced “Le Guitarrero” by Edouard
Manet. Painted in 1860 when all things
Spanish were at the peak of fashion in the
Paris of the Second Empire. “The Spanish
Singer” brought Manet his first success at
the Salon exhibit of 186 1. Naturally Manet
did not create this painting from a desire to

be fashionable but rather because it was a
time when he was especially in awe of
works by such great Spaniards as Velaz-
quez and Goya. The painting was created in
his studio, and the hat and bolero on the
model can also be found in other works by
Manet. The theatrical effect of the painting
is further accentuated by the fact that the
left-handed musician is holding the guitar
in a right-hand position that means that he
can't possibly play it. Notwithstanding the
dramatics of this painfing it made many
artists want to meet its author, and soon
Manet became an acknowledged authority
for many young artists of the new school.
“The Spanish Singer” was a gift to the
Met from William Church Osborn (1949),
while “The First Steps” by Van Gogh was
donated by George N. and Helen M. Richard
in 1964, and Millet's exquisite work was
bequeathed by Lillian S. Timken in 1959.

SR

Knog MOHE

byxkem
nooconHe4yHukos. 1881
Xoncr, Macno
101x81,3

Claude MONET
Bouquet

of Sunflowers. 1881
0Oil on canvas

101 by 81.3 cm

BuHceHT BAH ror
lepsble wazu

(no Musnne). 1890
Xoncr, macno
72,4x91,1

Vincent VAN GOGH
The First Steps
(after Millet). 1890
Oil on canvas
72.4by91.1 cm

International Panorama

The collection of the Metropolitan
Museum of Art has grown and continues
to grow largely thanks to the generous
gifts of various individuals. Most likely
(much like the Tretyakov Gallery) the
Met appreciates Léonard Gianadda's
energy and business falents, his faste
and noble character, explaining why it is
happy to work with his foundation - one
that has proved in the 30 years of its
existence just how much an individual
can do for his hometown and his country
if he sets the noble goal of creating a
museum, and achieves such goals
notwithstanding any obstacles. Those
who are familiar with the work style of
the permanent head of the Fondation,
Léonard Gianadda, will not be surprised
by the fact that it was he who “got” this
fabulous exhibition.
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fonb6eiin B basene

C 1 anpens no 2 wionNA TeKylero roga B
KyHctmy3seyme npoxoauna BbicTaBka laHca
fonbbeitHa Mnaauwero. [1ns ee opraHvsauuu
y 6a3enbLeB ecTb HeMano nosogos. [eno B
TOM, YTO poaMBLIMICA B 1497 (Mnn 1498)
rogy B HemeuKom ropoge Ayrcbypre, [aHc
fonbbeinH BMmecTe co cBoMM 6patom AM6po-
3MyCOM, TOXe XYAOXHWKOM, B 1514 roay
nepeexan B WBenUapckun ropoa basens.
3nech xun Ipa3m Potrepaamckuii, 6bi1 yHU-
BepCuTeT, neyaranmcb NPeBOCXOHbIe KHUTN.

TMopmpem Yunbama
Yopxema, apxuenuckona
Kenmebeputickoeo.
1527

Jly6oBas aocka, Macno
82x67

Portrait of William
Warham, Archbishop

of Cantebury. 1527

Oil on oak. 82 by 67 cm

TMopmpem AHHbI
Knesckoll, xeHbl
Tenpuxa VIII. 1539
MeprameHT Ha xoncrte
65%48

Portrait of Anne

of Cleve, wife of King
Henry Vill. 1539
Vellum applied

to canvas

65 by 48cm

CsAweHHUK

W3 cepun

«MnAckn cMepTu»
[paBlopa Ha aepeBe

Priest
“Dances of the Death”,
Woodcut

Monax

W3 cepun

«MnAckn cMepTu»
[paBlopa Ha aepeBe

Monk
“Dances of the Death”,
Woodcut

€/IMKUI MacTep MHOro U NaoAo-
B TBOpHO paboTan B 3ToM ropoge. OH

oopMNAN KHWUIK, N0 3aKasy n3aa-
Tenss PpobeHa BbINOAHWMA UANIOCTPALMM
Ha MonAx aBTOpCKoro 3k3emnnaApa «llox-
Bana ynoctn», a B 1523 rogy Hanucan
HECKO/IbKO MPEBOCXOAHbIX MOPTPETOB
3pa3ma Pottepaamckoro. fonbbeiiH pac-
nucbiBan aom AKoba doH XepTeHLWTelHa,
tacag 3paHua «Zum Tanz» (Jom TaHueB)
W NpUHAN yyacTue B paboTte Hag dpecka-
mun 3ana bonbworo Cosera 6asenbcKom
patywun. OH TaKKe BbINOMHAN HeMano
3aKa3HbIX NPOW3BEAEHMI; HanucaHHble
MM NOPTPETbI MMEHUTbLIX FOPOXaH BCKOpe
cAenann UMA XyLOXHUKa W3BECTHbIM.
MmenHo B Basene lonbbenH Mnaglumin
BCTYMaeT B MMJIbANIO XXUBOMUCLEB.

Pabotan oH un anA uepksu. «Mept-
Bbli XpUCTOC», HAMUCAHHbIN XYLOXHW-
koM B 1521/1522 roay, obnapaet yamsu-
TeNIbHOM CWUNON N BbIpa3nTeNbHOCTbIO,
ero o6pa3 notpscaet. Xpuctoc y lonbbeir-
Ha ymupaerT YenoBekoM, npowejwunm
yepes TAXenenwme MyKW, NepeHeclinum
YHWXKEHWA, ryMieHua un xyny. Hatypans-
HOCTb B TPaKTOBKE MepPTBOIO, UCTOLLEH-
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Horo nbiTKamu Tena Miucyca, 3akoBaHHO-
ro B BbI3bIBaIOLMIA NPUCTYN KnaycTpogo-
6UN AWK, OTCyTCTBME 000XKECTBAsAOLLEe-

ro, Aawoliero Hajexjay Ha npolieHune
aHTypaxxa nobyaumnn ®Pepopa [ocToes-
CKOro 3aMeTuTb yCTaMWn 0JHOT0 13 CBOWX
repoes, KHA3A MbiwKunHa: «/[la oT 3toin
KapTUHbI Y MHOTO elle BEpa MOXET Mpo-
nacTb.

B 311 rogbl 06pasbl cMepTy ocobeH-
HO 3aHMManu BoobpaxkeHne XyA0XKHUKA.
B 1523-1526 ropax oH co3gan camyio
3HaMEeHUTYI0 Cepuio MUHUATIOPHBIX rpa-
BIOp Ha JjepeBe, MOCBALEHHbIX 3TOMN
Teme, - «[1nAckn cmepTm».

CobbITnsA, CBA3aHHbIE C HacTyne-
Huem Pecdopmauun, Kotopas 6oponach 3a
3anpeT Ha m3obpaxkeHue cBATbIX 06pa-
308B, nobyaunu MaHca lonbbeliHa B nouc-
kax pabotbl oTnpaeuTbea B 1526 rogy B
Axrnuio. C pekoMeHAaTeNbHbIM NMCbMOM
Jpasma Potteppamckoro oH eget B JloH-
[IOH, Tfie ero pajyllHO BCTpeyaloT B CeMbe
Tomaca Mopa. OpgHako B 1528 ropy
XYLOXHWK Bo3BpaliaercA B basens, rae
MHOroe nsmeHwunocb. B cBAsn c HeBo3-
MOXHOCTbIO NONYy4YUTb 3aKa3sbl [onbbeiiH
Mnagwwnin BeiHyxaeH B 1532 roay okoH-

yaTenbHO 060CHOBaTbCcA Ha TyMaHHOM
AnbbroHe. Ho n B BbpuTtaHckoM Kopo-
NeBCTBE MPOUCXOAAT M3MeHeHusA. Mop,
3aHmMaBwmnin ¢ 1529 roga Bbiclunii rocy-
AApCTBEHHBIN NOCT KaHu/epa, nonan B
onany, 3ateM Obl1 KasHeH. [MaBHbIMU
3aKasymKaMyn y XyAOXHWKa CTaHOBATCA
HeMeLlKuMe Kynubl, OH NWLWET MHOro nop-
TPETOB, KOTOpble MMEKT MWCKAUYUTENb
HbI ycrex.

C 1538 roga lonbbenH craHoBuUTCA
npuaBopHbIM xumsonucuem feHpuxa VIII.
OH nuweT npeBOCXOAHble MNOPTPETHI
aHIMNUINCKOrO KOPONA W ero JByX XeH —
AHHbl Knesckoit u [IxxeinH Cenmyp.

Ymep TaHc Tonbbeitn Mnagwwii B
JloHpoHe B 1543 rogy Bo Bpema snuae-
MUM YyMbl.

06 aHMUICKOM NEepuoAe KU3HU
lonbbetHa paccKa)keT 3KCno3uuus B
JNoHpoHe, KoTopas npowiaet ¢ 28 ceHTAL-
ps 2006 no 7 axeapaA 2007 roaa B lane-
pee Tent. Ha BbicTaBke ke B basene
OblIM 3ajeiicTBOBAHbI Mpexje BCero
6orateiiwme ¢oHabl KyHcTMyseyma,
oTHocswmecs K lonbbeiiny Mnaawemy n
ero ceMbe. OHa CKOHLEHTpMpoBanach Ha
TBOpYeCTBe XYAOXHMKa, OXBaTbiBalo-
wem nepuog ¢ 1515 no 1532 ropg, a Tak-
e npejcraBuna npousBedeHus OGpata
laHca lonbbeitHa, AMBpo3suyca, u oTua,
lonbbeiiHa Crapluero, npenoaasLiero Ta-
NaHTMBbLIM CbIHOBbAM OCHOBbI XMBOMMWC-
HOro M NOpTPETHOro MacTepcTBa W CTaB-
Lero 1A HUX NepBbIM W, BEPOATHO, NyY-
LM yymTenem.

LlBenuapcKyto Konnekuuio aomnon-
HUAN NPOU3BESEHNA W3 MHOrMX eBpo-
nefickUX U 3aoKeaHcKkux MmyseeB. OHa
npesoctaBuia MoCeTUTENAM YHUKab-
HYI0 BO3MOXHOCTb YBUAETb, CPaBHUTb U
OLLeHWTb N0 AOCTOMHCTBY MHOrMe co-
OpaHHble BMecTe NMpPOU3BeAEHUA MacTe-
pa, Benuyainlero mopTpeTucTa, nopa-
Katowero rybuHoi ncuxonormsma wu
BUPTYO3HOMW TEXHWKOW, CTaBLero no-

cnegHnM 3HaMeHUTbIM NnpeacTaBuUTeNeM
HeMeLUKOoro BOBpO)KAEHVIFI.




Hans Holbein in Basel

From April 1 to July 2, the Kunstmuseum Basel
hosted an exhibition dedicated to Hans
Holbein the Younger. There are many reasons
why the exhibition occurred in Basel:

Holbein, born

in the German town of

Augsburg in 1497 (or 1498), moved to the
Swiss city-republic of Basel in 1514 with his
brother Ambrosius, who was also a painter.
Erasmus of Rotterdam also lived in Basel; the
city had a university and excellent publishing

houses.

olbein created many of his finest
H works in his time there. He illustrat-

ed books and designed some
sketches for the author’s private copy of
the “Praise of Folly”, commissioned by the
publisher Froben, while in 1523 he accom-
plished a series of excellent portraits of its
author, Erasmus of Rotterdam. He painted
the house of Jacob Hertenstein, decorated
the facade of the “Zum Tanz” (House of
Dance) and participated in painting the
fown-hall of Basel. He also painted quite a
few commissioned works; his portraits of
eminent citizens brought him fame. It was
in Basel that Hans Holbein the Younger
joined the corporation of painters.

Holbein had various commissions
from the Church, with his “Christ”, painted
in 1521-1522, the most affecting. Holbein
painted Christ as a dead man who had
gone through agony, humiliation, mockery
and insult. Jesus’ dead body, enfeebled by
forture and put in a claustrophobic coffin,
is presented in a realistic way; there is no
hope or sign of divine presence in it that
would spark a hope of forgiveness. It
inspired Fyodor Dostoyevsky fo nofe on
behalf of one of his characters Prince

Mopmpem 3Spa3sma
Pommepdamckozo.
1523

[ocka, macno
42x32

Portrait of Erasmus
of Rotterdam. 1523
Qil on panel
42 by 32 cm

Cmapuk

W3 cepun

«lMnsacku cmepTu»
paBtopa Ha aepese

Old Man
“Dances of the Death”,
Woodcut

Myshkin, “Some may even lose faith after
looking at this painting”.

Images of death were haunting
Holbein's imagination at that period; a
series of miniature woodcuts on the sub-
ject “Dan-ces of the Death” created in
1523-1526 serve as another example.

However, the advent of the
Reformation in Basel and the prohibition
of holy images that it brought about
prompted the painter to move temporari-
ly to England around 1526. He came fo
London with a letter of introduction from
Erasmus of Rotterdam and was warmly
welcomed by Thomas More and his fami-
ly. Holbein returned to Basel in 1528
where a lot of changes had taken place.
However, having no commissions, the
painter was forced fo settle down in
England in 1532. The changes that the
country was undergoing affected
Holbein: More, the Chancellor of England
from 1529, was brought down and exe-
cuted. From then onwards, the painter’s
major commissioners were German mer-
chants; he painted many portraits which
achieved exceptional success.

International Panorama

In 1538, Holbein was appointed
court painter to Henry VIIl. He accom-
plished some of the finest portraits of the
English King and his two wives, Anne of
Cleves and Jane Seymour. Holbein died in
London in 1543 during a plague epidemic.

The English period of Holbein’s life
will be covered by an exhibition present-
ed at Tate Britain in London from
September 28 to January 7 2007, while
the exhibition in Basel was built around
the Kunstmuseum's rich collection devot-
ed to Holbein and his family. The show
focused on his works created from 1515
to 1532, and also presented works by his
brother Ambrosius and his father, Hans
Holbein the Elder, who taught painting fo
his talented sons.

Works from various European and
overseas museums complemented the
Swiss collection. The exhibition provided a
unique opportunity fo see, compare and
appraise the works of a great master, an
outstanding portrait painter possessing an
impressive vision and a refined brush-
stroke - the last representative of the
German Renaissance.
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