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CLOTHING TRUNKS
OF THE MUSEUM
WARDROBL

MiKHAIL PIOTROVSKY DURING THE SESSION
OF THE INTERNATIONAL ADVISORY BOARD.
THE STATE HERMITAGE MUSEUM. SEPTEMBER 2018.

@ PHOTO: NATALIA CHASDVITINA, 2018

One of the “blue chips” of the Hermitage clothing and accessories collection, which has already gained popular-
ity, are the Vuillon clothing trunks. These are important not only because of the brand name they carry, but more so
because they were used by the Russian Imperial family. For that reason alone, these chests can’t be considered fo
be some kind of vulgar advertising within our colleclion. The presentation of the opening of the Hermilage’s clothing
and trunk box archives coincided with the opening, in Moscow, of a project for an enormous 2-storied Louis Vuition
clothing chest placed on Red Square. The lalter created a great scandal, and a very well-deserved one at thatl, while
the Hermitlage served as a good example of refined tasle in this tricky siluation. Another example of such refined
taste is the Hermitage’s collaboration with the Louis Vuitton Foundation, in whose immaculate exhibition hall, cre-
aled by Frank Gehry in the Bois de Boulogne, the Hermitage first presented Matisse’s Dance and then, logether with
the State Museum of Fine Arts, held a huge exhibition in memory of Sergei Ivanovich Shchukin. Here the Vuition
Foundation’s name served Sergei Ivanovich as a well-deserved advertisement.

These are just two examples of the many situations in which the Hermitage has not been afraid of openness and
potential difficulty. In each of them the Hermitage has found the opportunity fo make this openness useful and benefi-
cial fo everyone, while at the same time avoiding exposing the museum to attacks from the Hermitage’s ill-wishers,
of which there are more than a few.

The Hermifage’s International Advisory Board is an illustration of the museum’s many years of experience of
such openness. We don’t invite foreigners to be our directors, as Italian museums do, but over the years we have
invited current and former directors of the world’s best museums o come visit us, and we’ve told them about our
problems, and have asked for their advice. Years of work have shown that this kind of transparency is exiremely useful
for the Hermitage, and plays a huge role in creating the museum’s high reputation in the global museum community.
The Advisory Board provides a dialogue between the Hermitage and its friends. In addition, readiness for dialogue
can also be an exhibition principle; this is how the exhibition “Imperial Capifals: Saini-Petersburg — Vienna. Master-
pieces of Museum Collections” was creaied together with the Kunsthistorisches Museum of Vienna. Neither we nor
our Viennese colleagues were afraid of putting art objects of very different levels and periods of history into a single
exhibition, finding unexpecited comparisons between them. This risky approach turned out to be another proof of the
existence of a common world museum space.

The Hermitage is constanily supporting this international museum space with our wide range of types of coop-
eralion. Among such evenis are the exhibition-presentation of the Steve McCurry photography collection, recenily
acquired by the Hermitage and displayed in Moscow, and the many Hermitage Days events held in Russia. This issue
talks about those Hermitage Days that were conducled in Vladivostok and Kazan. The Hermifage Days are not so much
exhibilions of our collections as they are a candid story about the museum ifself and its internal life, its problems and
its little secrets. There are an especially large number of such problems and secrets shared in the master classes
offered by our art restoration staff.

A special form of openness comes from working with private collectors, where tact and good taste must be care-
fully cultivated. Thomas Kaplan’s amazing Leiden Collection, which he created with an eye on the Hermitage, made it
possible to incorporate a dialogue about art collecling principles of the 18th and the 21st centuries. Mark Bashmakov’s
privale collection of livre d’arliste became a working par! of the new formalion Cabinel of Arlists” Books, where the
combination of the museum’s collection and a private colleclion creale a dynamic, living approach to amazing exhibi-
lions and enlightening events. The Dubrovich family’s privaie collection came o the Hermitage by chance, and we’re
looking for the right ways to make this collection’s harmony in our museum info a remembrance of the wonderful
people who it came from. One of these altempts is made by arlist Analoly Belkin on the pages of this issue.

Trunk boxes are both a part of wardrobes, and a lype of furniture. They unite our clothing collection with our
collection from the era of historicism, which is presented in the Manege of Small Hermitage with incredible inten-
sily. We’ve almost learned now how to use this wonderful exhibition space, combining iits sityle and the essence of
the Hermitage together. It seems to me that the authors of the exhibition managed o recreate the almosphere in
which lived Tolstoy, Chekhov, Dostoevsky, Alexander II, and Alexander Il and all those who made up the second half
of 19th-century Russia in a fascinating way. Until recently, these things seemed insignificant, and even more so, they
were marked by the derogalory term eclecticism. Today we all understand how important these things are, and we
understand so especially thanks to the fact that the Hermitage is always open to unexpected topics, unexpected peo-
ple, and unexpected situalions.

It’s possible to win in these situations thanks to the Hermilage Museum’s traditions. These iraditions are the col-
lective intellect, the “artificial intelligence” of the Hermitage, uniling many generations of its curators, visitors, and
inhabitants with its walls, spaces and exhibits.

Mikhail Piotrovsky
Director of The Stale Hermitage Museum
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THE INTERNATIONAL
ADVISORY BOARD

THE |NTERNATIONAL ADVISORY BOARD
WAS SET P [N 1994 THROUGH THE
JOINT EFFORTS OF THE STATE HERMITAGE
AND [JNESCO THE BOARD MEMBERS ARE
REPRESENTATIVES FROM THE FOREMOST
INSTITUTIONS F CULTURE AND ART.

ORAWING (N THEIR | ONG AND VARIED
EXPERIENCE F MANAGEMENT AND \\/ORK
N SUCH [N NSTITUTIONS THE BOARD
MEMBERS SUPPORT THE MANAGEMENT
OF THE STATE HERMITAGE MUSEUM

IN DEVISING AND |[MPLEMENTING
DEVELOPMENT STRATEGIES TO A \WORLD
STANDARD THE BOARD MEETS ANNUALLY
AND THE AGENDA FOR THE MEETING

[S SET BY THE OIRECTOR (F THE STATE

HERMITAGE MUSEUM BETWEEN MEETINGS,

THE DIRECTOR REQUESTS ASSISTANCE
FROM BOARD MEMBERS \WHEN REQUIRED.

MicHAEL BRrAND,

DIrRECTOR OF THE ART GALLERY
oF NEw SouTH WALES,

SYDNEY, AUSTRALIA



A BOARD (JF VERY KNOWLEDGEABLE PEOPLE

MIKHAIL PIOTROVSKY
OIRECTOR OF THE STATE HERMITAGE MUSEUM

For me, as Director of the Hermitage, it has been a great pleasure to meet, over the course of many
years, with directors from the world’'s major museums and to discuss with them the most important
issues concerning the Hermitage's development. It is a great happiness for me that | can consider all
these people my friends.

The members of the Advisory Board always give thoughtful and precise advice, but never put any
pressure on the decision-making process. Together, we are able to create a counselling system, a dialogue
where ideas are born. Some of these ideas are adopted immediately, others we put on hold to return
to later when the time comes.

We also take small but more problematic questions into consideration. For example, the problem
of labelling: when foreign tourists began to stream through the Hermitage, it became apparent that we
needed to change the system of labels. We discussed this
matter several times, and it was eventually decided that the
labels should be in different colours and in two languages
— Russian and English — with the English text written un-
derneath and in a smaller font. This was an ideal solution
and one which was immediately implemented.

The largest project to have been discussed by the
International Advisory Board over the course of many years
was the restoration of the General Staff Building and the
question of what to display in it. After numerous discus- J - y .
sions it was decided to move the Shchukin-Morozov col- . T 33 . ' [
lection to this building. The late Carter Brown, one of the . :
most legendary museum directors in the world, emphasised
two aspects of this decision: the Hermitage's collection of
Impressionist and Post-Impressionist work deserves to be
shown in new, light rooms and, secondly, the fact that visi-
tors who will not want to miss these collections will buy
a second entrance ticket, which is important from the point
of view of the Museum'’s finances. In fact, this was a com-
plex issue and it was very important that in such cases we are able to refer to proposals made by the
Advisory Board as support for the Hermitage's point of view. An extremely important discussion took
place after a theft was discovered at the Hermitage. Incidentally, my colleagues from the Advisory Board
were among the first to find out about this. We discussed to what extent it is or is not possible to trust
museum curatars.

The Board is made up of very knowledgeable people, people with authoritative opinions which
provide valuable support for the Museum'’s viewpaint. In this sense the Advisory Board is a symbol of the
Hermitage's autonomy as a cultural institution.

The main thing is that this is an absolutely wonderful company of people. | derive great pleasure
from the fact that, for so many years, my colleagues have been coming to St Petersburg and doing their
best to attend every single meeting, and | see that they are truly interested — it is really fascinating to
watch one of the most interesting museums in the world evolve over the course of 20 years. And | think
that my colleagues have not simply fallen in love with the Hermitage, but have also spread, throughout
the rest of the world, their love for our Museum, which is the child of Russian and European culture
and thus of world culture in general.

THE STATE HERMITAGE MUSEUM
INTERNATIONAL ADVISORY BOARD |S ONE

OF THE MOST REMARKABLE PHENOMENA

TO ARISE FROM THE CULTURAL RELATIONSHIP
BETWEEN RUSSIA AND THE \WORLD

IN THE POST-SOVIET ERA, |T |S THE |DEAL
EMBODIMENT OF COOPERATION BETWEEN
THE HERMITAGE AND LEADING FIGURES

IN THE FIELD QF CULTURE- AND |T HAS
ENTIRELY JONE AWAY WITH THE FEELING

WE PREVIOUSLY HAD OF BELONGING

TO TWO SEPARATE \WORLDS !,

—

0

'i'; 1§

——

1 Hereinafler from malerials from the book “The State Hermilage Museum International
Advisory Board. 20 years”.

@ PHOTO: NATALIA CHASOVITINA, 2018

WATCHING THE NEW EXHIBITIONS
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SOMETIMES |T |S DIFFICULT
AND ALWAYS |UNEXPECTED

NEIL MACGREGOR
OIRECTOR OF THE BRITISH MUSEUM, LONDON (200¢2-2015)

Due to all the changes occurring in the country there was
a lot that had to be reconstructed in the Hermitage, and
that was very tiring and very difficult. But | think it gave the
Hermitage one huge advantage: you are the only museum
among the great museums of the world that just had to
ask every question again from the beginning. Why do we
do this? Is this really what we want to do? How do we
want to do this? That's why the changes are so important.
The Hermitage is one of the oldest museums in continental
Europe, but it's the only one that has had to find answers
anew, from scratch, to every question in the last 20 years.

I've been a member of the Advisory Board from the
very beginning. At that time, | was a Director at the National
Gallery. Then | moved to the British Museum. Because | had
already spent some years on the Board, | understood the
problems of the British Museum better. From the point of
view of the British Museum the Hermitage is, of course, very
special — it's our oldest partner. In 2014 we celebrated
the 250th anniversary of this friendship. The Hermitage
is one of the oldest museums of continental Europe, and
the British Museum is one of the oldest National museums
in Great Britain. It has always been a special relationship.

Bringing the contemporary into the museum, an insti-
tution which is conservative by its nature, is very important.
One of the great missions of the collections put together
by Shchukin and Morozov is to remind everybody that this
is art that was absolutely contemporary, and these were
the first people in Europe to start collecting it. It was only
the Russians and the Americans that were buying this art.
Nobody in France, Germany, or Britain was buying it. That's
why the contemporary art department is so important.
It makes one great point: all the art in the museum was
once contemporary. And difficult. And it doesn’t matter
whether we are talking about Rembrandt or Matisse. It is
necessary to keep reminding people that all art is contem-
porary. And yes, sometimes it is difficult. And unexpected.

11 STEFANO DE CARO,
GABRIELE FINALDI

21 ALFRED PACQUEMENT,
MikHAIL PIOTROVSKY

@ PHOTO: NATALIA CHASOVITINA, 2018
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IT'S IMPORTANT TO DEAL
WITH PROBLEMS OF QLD ARCHITECTURE

ANNAMARIA PETRIOLI TOFANI
FORMER DIRECTOR OF THE UFFIZI GALLERY, FLORENCE (1387-2005)

A museum is a multidimensional, complex and complicated phenomenon. One
of the significant issues museum specialists have to deal with is the archi-
tecture. A Iot of European museums, including the Hermitage, are situated
in buildings that were not supposed to be museums. These buildings have
a different history — which must be respected because it is part of the cultural
message that the museum conveys to the world. And so, you have to deal with
the problem of old architecture which has to be transformed to meet today’s
needs. There can be no doubt that today’'s museum visitors have needs which
are different from those of people who lived in the Winter Palace a century
ago. And that's not all: there's also the fact that the number of visitors has
swelled tremendously over the last decade — and this has consequences
for the works of art. So you have to adapt the ambience of the old building
to manage this flood of visitors without damaging the artwork.

Then there is the problem of finding a creative approach to the exhibi-
tion inside the museum. You have to understand how the modern audience
will react to the Hermitage's complex collection, given that here you can find
sculpture, pieces of furniture, and every kind of object — and this means

DUAL |DENTITY AS BOTH
MUSEUM AND PALACE

HENRY LOYRETTE
FORMER PRESIODENT AND DIRECTOR OF THE LOUVRE MUSEUM,
PARIS (2001-2012)

In my opinion, the main way in which the Advisory Board of the State Her-
mitage Museum differs from other councils and committees is its members:
of course, they are very different, but they all have experience in managing
museums and they all face the same administrative, financial, and staff
problems. But the main thing is that they have the same “provenance”.
We remain, above all, curators and art historians. And this provenance al-
lows us to speak the same professional language, despite the differences
in terms of native language, education, habits, and geography.

OF course, large museums (large in terms of size, richness of their
collection, and numbers of staff and visitors) and small museums face
different kinds of problems, as | was able to see for myself when | moved
from the Musee d'Orsay to the Louvre. The work essentially remains the
same, but the problems increase tenfold. There are other factors too that
add to the number of problems: @ museum may have a long history or have
opened only recently, may be of national importance, may depend indirectly
on state policy or be a private institution.

| always said that the museum which most resembles the Louvre is
the Hermitage — due to its size, the global scale of its ambitions, and then
because both museums are inextricably bound up with the history of their
countries, but also because they are both situated in palace complexes.
This dual identity as both museum and palace makes them unigue.

31

that the Museum's visitors may have different
interests. You are obliged to keep these differ-
ences in mind and to organise the exhibition
accordingly. Everybody needs to have the best
opportunity to satisfy their own interests.

It's a fact that the Hermitage's Advisory
Board is unique. Several years ago, Mikhail
Piotrovsky felt the need to exchange ideas
with colleagues from all over the waorld, to dis-
cuss important projects before implementing
them. And as we can see now, this proved to
be a great idea. We don't have the power to in-
fluence the decisions that the Hermitage man-
agement makes, but we can give advice and
express our opinions. | think that we, all the
Board Members, are very lucky, that we have
this platform where we can discuss the main
trends and main issues in our field. Besides
this, we all are proud to be a part of the family
of this extraordinary museum. Because, it is
clear, the Hermitage is something very special.

FROM LEFT TO RIGHT
ALFRED DAcQUEMENT, MicHAEL Branp,
Taco DiBBiTS, GABRIELE FINALDI,

Mounir BoucHENAKI, MIKHAIL P1OTROVSKY
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INTEGRATE QUR MUSEUMS
MORE [LOSELY |[NTO SOCIETY

HERMANN PARZINGER
PRESIDENT OF THE STIFTUNG PREUSSISCHER KULTURBESITZ, BERLIN

A huge universal museum like the Hermitage of course has to face enormous challenges,
but the world's outstanding universal museums such as the British Museum in Londaon,
the Louvre in Paris, the Metropaolitan Museum of Art in New York, and the National Mu-
seums of Berlin are similar and different at the same time, due to the way in which each
has developed histarically and the different challenges and opportunities which they face
in the present. OF course, as a Cultural nation, Russia can be proud of the Hermitage.
We in Berlin have to restore our historical buildings and at the same time to create
new spaces for our growing collections and for new institutions. That is how our situation
is similar to the situation you have here in St Petersburg. In addition, we both also had
to think of how to integrate our museums more closely into society, how to open them
up to the city, and how to make the museums' educational work have greater impact,
something which is of crucial importance. | have always found discussions of these issues

most enjoyable and most helpful for my own work too.

RUSSIANS
ARE A HARDWORKING NATION

MICHAEL BRAND
DIRECTOR OF THE ART GALLERY OF NEW SOUTH WALES, SYONEY

Walking through the galleries, which | always do when
| come here, | see they have reproductions of drawings
of what these rooms looked like in the war. The roof falling
in... people growing vegetables... but still they managed to
protect the building and the paintings were moved to be
kept in a safe place. And then, in more recent times, when
the staff weren't getting paid, the museum survived, and
the collection was kept intact. That's very special. Rus-
sians are a hardworking nation and one which is able to
stick it out when things get tough. Working on the Advi-
sory Board is interesting also because we don't have any
financial responsibilities. That means we have much mare
time to discuss issues to do with art and content. In a way
it's a bit of a luxury because normally on boards maost of
the time it's “Where the hell is the money going to come
from?” and “How is the budget going to be cut?” So here
we can just talk about important ideas, such as “How can
you treat contemporary art in museums such as the Hermit-
age?” That's a great question.

| think it's Mikhail Piotrovsky's personality that
makes it such an open experience. It's a genuinely open
discussion, where you can ask, “Why are you doing this?”
or whatever. It's a special sort of institutional type of di-
rector who brings in peers to make comments. It takes
a certain confidence to have your colleagues come in and
open all the cupboards and to say, “Have a look and tell
me what you think.”

The International Advisory Board of the
Hermitage is similar to other advisory boards.
But its most outstanding element is that it in-
cludes the leading museum experts and direc-
tors from all over the world, and everybody
is glad to support the Hermitage's develop-
ment. This is a clear sign of the high regard
in which the Museum and its Director Mikhail
Piotrovsky are held.

| was impressed when | saw how all the
Museum staff, from the Director to the guards,
identified themselves with the Hermitage.
An institution which has such a high degree
of identification among its employees is obvi-
ously well prepared to get through even dif-
ficult periods in its history.

11 ALFRED PAcQuEMENT, STEFANO DE Caro,

NikiTA KoryTIN, Taco DiBBITS, GABRIELE FINALDI

21 MouNIR BoucHENAKI, MICHAEL BRAND,

HERMANN PARZINGER, MARION ACKERMANN

@ PHOTO: NATALIA CHASOVITINA, 2018
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CURRENT MEMBERS
OF THE INTERNATIONAL
ADVISORY BOARD

MARION ACKERMANN
Director General, Staatliche Kunstsammlungen, Oresden

MICHAEL BRAND
Director, Art Gallery of New South Wales, Sydney

MOUNIR BOUCHENAKI
Former Assistant Director-General for Culture,
UNESCO, Paris

TACO DIBBITS
General Director, Rijksmuseum, Amsterdam

STEFAND DE CARD
Special Advisor to the Director-General, ICCROM, Rome

MICHAEL CONFORTI
Former Director, Sterling and Francine Clark Art Institute,
Williamstown, MA

HENRI LOYRETTE
Former President and Director General, the Louvre Museum, Paris

NEIL MACGREGOR
Former Director, The British Museum, London

ALFRED PACQUEMENT
Former Director, Musée national d'art moderne,
Centre Georges Pompidou, Paris

HERMANN PARZINGER
President, Stiftung Preussischer Kulturbesitz, Berlin

MIKHAIL PIDTROVSKY
Directar, The State Hermitage Museum, St. Petersburg

GABRIELE FINALDI
Chairman of the the International Advisory Board;
Director, The National Gallery, London

MAX HOLLEIN
Director, Metropalitan Museum, New Yaork

STUART GIBSON
Secretary to the International Advisory Board,
Former Director, Hermitage UNESCO Project

SVETLANA PHILIPPOVA
Secretary to the International Advisory Board;
Head, Hermitage Friends Office

RETIRED MEMBERS
OF THE INTERNATIONAL
ADVISORY BOARD

REINHOLD BAUMSTARK
Director, Bayerische Staatsgemaldesammlungen, Munich

IRENE BIZOT

Former General Director, The Réunion des Musees Nationaux, Paris

J. CARTER BROWN
Director Emeritus, National Gallery of Art, Washington, DC

PAODLD VITI
Director of Cultural Relations, Palazzo Grassi, Venice

HORST GODICKE
Representative of the Director-General of UNESCO, Paris

JOHANN GEORG PRINZ VON HOHENZOLLERN
General Director, Bayerische Staatsgemaldesammlungen, Munich

ANNE D'HARNONCOURT
Director, Philadelphia Museum of Art, Philadelphia

WOLF-DIETER DUBE
Former Director, Staatliche Museen
zu Staatliche Museen zu Berlin — PreuRischer Kulturbesitz, Berlin

WIM CROUWEL
Former Director, Museum Boijmans van Beuningen, Rotterdam

MICHEL LACLOTTE
Directeur honoré du Musée du Louvre, Paris

RONALD DE LEEUW
Director, Rijksmuseum, Amsterdam

HENK VAN 0S
Former Director, Rijksmuseum, Amsterdam

ANNAMARIA PETRIOLI TOFANI
Former Director, Uffizi, Florence

EDMUND PILLSBURY
Former Director, Kimbell Museum, Fort Worth

FRANCOISE RIVIERE
Assistant Director-General for Culture, UNESCO, Paris

ALBERTO RONCHEY
Former Minister of Culture of Italy, Rome

ALAN HANCOCK
Director, PROCEED, UNESCD, Paris
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EVGENY SINYAVER

THE SPECIAL ENDOWMENT FUND MANAGEMENT FOR THE DEVELOPMENT
OF THE STATE HERMITAGE MUSEUM IS AIMED AT CREATING A NEW SOURCE OF FUNDING
WHICH WOULD PROVIDE THE REQUIRED AUTONOMY,
INDEPENDENCE AND STABILITY FOR THE MUSEUM.

MIKHAIL PIOTROVSKY,
GENERAL DIRECTOR, THE STATE HERMITAGE MUSEUM

THE REVENUE FROM THE FUND IS USED TO AUGMENT THE HERMITAGE'S MUSEUM COLLECTION.
THE LAST ACQUISITION MADE WITH THE FUND SUPPORT WAS ANSELM KIEFER'S PAINTING “AURORA”.
SUPPORT THE HERMITAGE ENDOWMENT — COME TO THE ANNUAL GALA CHARITY BALL
IN THE WINTER PALACE ALWAYS ON THE LAST SATURDAY OF JUNE

FOR FURTHER DETAILES VISIT
WWW.HERMITAGENDOWMENT.RU
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SYONEY

ART GALLERY NEW SOUTH WALES
13 OCTOBER 2018 — 1 FEBRUARY 2018

This exhibition, travelling all the way from the State
Hermitage Museum, Russia, features 65 artworks
created between 1890 and 1920, exemplifying
Modernism’s coming of age as a historic cultural
phenomenon.

11 HENRI MATISSE
Game of Bowls
1908. Oil on canvas
The State Hermitage Museum,
St. Pelersburg

Inv. N@ ['D-9154

21 CLAUDE MONET
Poppy Field
Circa 1890. Oil on canvas
The State Hermitage Museum,
St. Petersburg

Inv. N0 '9-9004

31 HENRI MATISSE
Luxembourg Gardens
Circa 1901. Oil on canvas
The State Hermitage Museum,
Si. Pelersburg

Inv. N ['9-9041

121 WASSILY KANDINSKY
Landscape
1913. Oil on canvas
The State Hermitage Museum,
Sli. Petersburg

Inv. NC I'9-9098

MONET TO MALEVICH:
PIONEERS OF MODERN ART
MASTERPIECES FROM THE HERMITAGE

One section of the show is devoted to those masters who had departed from academic
tradition: the Impressionists; Monet, Pissarro and Sisley. Another section explores Cezanne
and Gauguin who, with their oeuvre, articulated the fundamental principles of new art. One
mare section presents the masters of the Les Nabis art movement, who elaborated on the
coloristic and compositional discoveries of Post-Impressionism. But the show's piece de
résistance are the works by Matisse and Picasso, whose output is to this day perceived
as the apex of 20th-century art.

Matisse, Picasso, Derain, Vlaminck, van Dongen and many other contemporary artists
strove to rejuvenate art, free it from the bondage of perpetually copying nature and blindly
following the academic canon. These artists shaped the early 20th-century avant-garde
movement, emerging in France as a reaction to Impressionism. These masters favoured
strong colours and purposeful colour contrast. They used brusque, ragged brushstrokes,
simplified forms, chiaroscuro with no half-tones or graded transitions. When he saw the
cubist paintings of the young Pablo Picasso, Degas famously remarked, “These young
people are after something greater than art”. Saying this, the wise old master identified
the difference between what art had been when he was a young man, and what it had be-
come in the wake of the art revolution perpetrated by the Impressionists — unrecognised,
ridiculed, castigated and, eventually, victorious.

Art changed at a breakneck pace at the turn of the century. Hot on the heels of the
Fauves, who made a brave statement of previously unknown colour harmony and expres-
siveness in 1905, came Cubism in 1907, re-constructing the Universe through the use of
the most basic forms. Each of these phenomena followed their own inner logic, aspiring
towards ultimate self-expression. And both were immersed in the seething cauldron of
ideas that was Paris at the time, impacting each other as they progressed on their end-
less, ceaseless guest.

The creative dialogue between Matisse and Picasso was central to art in the first
half of the 20th-century, and is the centrepiece of this exhibition. Henri Matisse was the
lynchpin of the group of artists that came to be known as les Fauves (French for “wild
beasts”). This exhibition includes eight of his works. The painting Game of Bowls was
created in Paris in 1908. Despite the understated overall compaosition of the painting,
Matisse uses the inclination of the boys’ heads and their sketchy facial features to convey
the feelings of the players. We observe the ultimate concentration and composure of the
boy aiming to take a shat, anxious anticipation of his standing peer, and the calmness of
the seated figure.

Pablo Picasso’s work is also represented by eight paintings. Picasso painted one
of his definitive works, Farm Woman (half-length) in La Rue du Bois near Paris in 1908.
Depicting the landlady of the house where the artist was staying, this haunting portrait
stands as a vivid, uncompromising reflection on closed-mindedness — a quality firmly
rooted in human nature — characterising a dormant, unenlightened consciousness.

Concluding the exhibition are works by the masters who pursued ideas of new art
away from its acclaimed metropolis, France. Right before the First World War, as new crea-
tive centres of gravity arose and art collaborations began to transcend national frontiers,

@ PHOTO: PS. DEMIDOV, B.S. TEREBENIN. © THE STATE HERMITAGE, ST. PETERSBURG, 2018

modern art stopped being the subject of an inner dialogue of the French school alone. In this part of the exhibition, pride
of place belongs to works by Kandinsky, and Malevich's iconic Black Square.

Wassily Kandinsky was exposed to French avant-garde painting early in his life. The colour epiphanies of Matisse
et al were a powerful inspiration for Kandinsky — at least as powerful as Schénberg’s music. He hears colours in mu-
sic, and his colours sound like music. Kazimir Malevich reduces all the contradictions and philosophical doubts of the
20th-century to the geometrical Absolute. His Black Square signified the apotheosis of non-representation, a state where
nothing in pictorial form is left to destroy, and the object has lost all flesh. This painting epitomised the artist's concep-
tion of “zero form,” the beginning and the end of all things. The “zero” implies all forms and phenomena. Within it, they
peter out and germinate again in limitless, eternal space. The artist repeated his legendary composition — a veritable
art icon of the 20th-century — several times. The version held by the Hermitage is dated circa 1930. It comes from
the Malevich family collection.

The Hermitage's only painting by an Australian master, George W. Lambert's The Mask, has also made it to Australia.
Born in St Petersburg, Russia, into the family of an American engineer, George W. Lambert completed his education in
the art schools of Sydney, Paris and London. Lambert was among the first Australian masters to win international ac-
claim in Europe.

The Hermitage has recently been very vocal on the subject of collectors, and this narrative looks set to continue.
But no single collector can rival a museum when it comes to diversity of exhibits by time, character and inner pitch.
Not a single collector would be able to reconcile militant opposites on a previously undiscovered note of harmony that may
have been, fully or partially, missed by contemporaries, but with the passage of decades became increasingly pronounced
within the walls of an art gallery. And the Hermitage now brings a part of this art universe to Australia.
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VLADIVOSTOK

PRIMORYE STATE ART GALLERY
JUNE-OCTOBER 2018

On June 28, 2018, an exhibition displaying one
masterpiece from the State Hermitage Museum’s
collection opened in a small hall of the Primorye State
Art Gallery. Following the red-figure krater of the
4th-century BC depicting a scene of a sacrifice, which
was on display in 2017, a “touch of Antiquity” continued
with this beautiful marble head of a warrior in a helmet.
Lyudmila Davydova *

Head of Ares

Roman copy of the Greek original of the 420s BC
2N CENTURY. Marble

The State Hermitage Museum, Saini-Pelersburg
Inv. NO I'P-3005

THE FURIOUS SON OF ZEUS.
A HEAD OF ARES

Ivan Shuvalov purchased the sculpture in Italy in 1771. The famous sculptor and restorer
of the 18th-century Bartolomeo Cavaceppi took part in its restoration. The monument is
unique in the way it reveals the achievements of ancient sculptors.

The image of Ares follows the work of Alcamenes, a wonderful sculptor of the
5th-century BC considered the disciple of the great Phidias, under whose supervision
the sculptural decoration of the Parthenon, a temple in honor of Athena the Virgin, had
been created. According to the Greek writer and traveller Pausanius (2nd-century], the
sculpture of Alcamenes’ Ares, stood in the temple of Ares on the ancient agora of Athens.
It can be assumed that it was a bronze statue of a young man in a helmet, with a shield
and a spear or a sword in his hands and a bracelet on his right ankle — a gift to Ares from
his beloved goddess Aphrodite. The Louvre houses the marble statue of Ares, bought by
Napoleon | in Italy from the Borghese family and thus named Ares Borghese, in memory
of the former owners. The Hermitage monument has its origin in this iconographic type,
with the special feature of a helmet with depictions of dogs — the sacred animals of Ares,
the god of cruel and bloody battle. However, when we study the features of his face,
it seems likely that the sculptor sought to convey the noble restraint and masculinity of
Ares rather than his menacing temper.

Many Greek mythological characters, such as Achilles, possessed such traits. That
is why in the export documents permitting the sculpture to be taken out of Italy, it went
under the description, “the head of Achilles, antique”. True, in Greek art, a similar image
of a warrior in @ helmet was more often associated with Achilles of the Trojan War, one
of its most revered heroes. Consequently, there is no wonder that this monument was
registered under this name in the old Hermitage catalogues. Moreover, the name of the
owner became part of the sculpture’s name: “Head of Achilles of Shuvalav”.

Besides the interesting history of its provenance, the sculpture gives rise to discus-
sion about the immortal achievements and ideals of Greek culture. At the exhibition, the
bust of Ares was displayed standing on a grey pedestal, a wedge cutting through the red
obliguely standing shield, which emphasised the expressive character of the hero, whose
numerous epithets were listed in the comments. The design of the hall and the booklet
released for the opening of the exhibition added further depth to supported the Hermit-
age’s exhibit as unique and inimitable, as a real Hermitage masterpiece, but one which
adorned the Primorye Picture Gallery for three months to expand the space of classical
Greek heritage.

Liudmila Davydova — PhD in Aris, Senior Researcher
in the State Hermitage Department of the Classical Antiquily,
custodian of the Hermitage Ancient sculpture, the exhibition curator.

@ PHOTO: © PRIMORYE STATE ART GALLERY
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VIENNA

KUNSTHISTORISCHES MUSEUM
6 JUNE — 2 SEPTEMBER 2018

Fourteen works by old masters from the collection
of the Hermitage enter into a fascinating dialogue
with some of the most prized classical pictures held
in Vienna's Kunsthistorisches Museum.

OLD MASTERS FROM THE HERMITAGE:
MASTERPIECES FROM BOTTICELLI TO VAN DYCK

The exhibition offers a once-in-a-lifetime opportunity to compare works by the same
artists (notably Jacopo Tintoretto, Bernardo Strozzi, Peter Paul Rubens, Frans Hals,
Jan Steen and Nicolas Poussin) from both collections. The paintings by Botticelli, Tin-
toretto, Rembrandt and Van Dyke trace the evolution of Western European painting from
the Renaissance to Early Neoclassicism. The juxtaposition of artworks, which are ar-
ranged in 14 harmonious pairs, affirms the striking connections between the art treasures
of the two great museums.

The canvases by Sandro Botticelli and Albrecht Altdorfer vividly illustrate the dif-
ferences between the North European and Italian Renaissance. Other remarkable pair-
ings include pictures by the Holbein brothers (Hans and Ambrosius) as well as works by
Bartholomeus Spranger and Hans von Aachen.

Italian painting is mainly represented by works of the Venetian school, with compo-
sitions by Nicolas Poussin and Bernardo Strozzi introducing viewers to Roman painting
in the early Barogue style.

The Golden Age of Dutch and Flemish painting can be explored through the legacy
of Rembrandt, Frans Hals, Jan Steen, Rubens and Van Dyck. Works by Thomas Gainsbor-
ough and Philipp Hackert provide excellent examples of British and German art.

In the words of Mikhail Piotrovsky, Director of the State Hermitage, “this unigue and
truly collaborative exhibition is a perfect combination of complexity, academic thinking
and beauty, all embodied in the dialogue between masterpieces. This outstanding cultural
event has opened a new dimension to an important intergovernmental meeting. Vienna

rn

and St Petersburg have become bridges of culture rising above ‘troubled waters' ",

BERNARDO STROZZI
Drophet Elijah and
the Widow of Sareplta
CIrea 16401044

Oil on canvas
Kunsthistorisches Museum,
Vienna

Inv. NO 258

BERNARDO STROZZI

Healing of Tobil
163271635
Oil on canvas

St. Petersburg
Inv. N D 16

The State Hermitage Museum,

The advertising

26-29
September 2019
Marx Halle
Vienna

viennacontemporary

International
Art Fair

www.viennacontemporary.at
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@ PHOTO: © AAD HOOGENDOORN. MUSEUM BOIJMANS VAN BEUNINGEN, ROTTERDAM, 2018.

ROTTERDAM

MUSEUM BOIJMANS VAN BEUNINGEN
8 SEPTEMBER 2018 — 13 JANUARY 2019

Peter Paul Rubens is the most important painter

of oil sketches in the history of European art. He painted
nearly 500 of these preparatory works over the course
of his career. In total, sixty-eight of the most beautiful
sketches from around the world are now on display

in Rotterdam. The sketches are supplemented with

a number of large paintings, drawings and an enormous
tapestry. The artworks were loaned by the world's

top museums: the Louvre, the Hermitage, the Narodni
Gallery in Prague, the Metropolitan Museum and

the Boijmans Van Beuningen Museum.

RUBENS. PAINTER OF SKETCHES

The practice of producing oil sketches in the process of creating a painting originated in
16th-century Italy. Artists such as Polidoro da Caravaggio, Domenico Beccafumi, Federico
Barrocci, Jacopo Tintoretto and Paolo Veronese were the first to make use of painted oil
sketches as vehicles to try out their ideas when conceiving a painting.

Rubens also made sketches to elaborate his ideas on new compositions. He often
painted sketches to show to clients, and he would keep them as a guide for his assistants.
Rubens’ sketches could be very “sketchy” or more elabaorate, small or relatively large. They
differ from the rest of the artist's oeuvre in that they are less detailed and not as elaborate,
the paint layer is thinner and the preparatory layer is frequently visible.

The exhibition includes five small sketches for the ceiling paintings in the Jesuit
church in Antwerp. The finished paintings, created by Van Dyck and other apprentices of
Rubens, were destroyed in a fire in 1718.

The Achilles Series from the Prado’s collection is complemented by an oil sketch
from the Fitzwilliam Museum, Cambridge. It is shown alongside the Prado’s painting
of Achilles Revealed by Ulysses and [Diomedes
by Rubens and his studio, which completes the
series. The six oil sketches from the Eucharist Series
underwent an important restoration in 2014. Rubens
made them in the 1620's as he was preparing to
paint 20 tapestries for Infanta Isabella Clara Eugenia,
sovereign of the Spanish Netherlands.

The main theme of the preparatory sketches far
the ceiling paintings in the Bangueting House of the
Whitehall Palace in London is the celebration of the
reign of James |. These sketches depict nine scenes,
centred around some of the highlights of James I's rule
— the union between England and Scotland.

When Rubens had only four more years to live,
he was commissioned by Philip IV of Spain to paint over
60 mythological scenes for the king's hunting lodge,
Torre de la Parada, on the edge of Madrid. Rubens
painted small oil sketches for all the paintings, but only
completed the few very last ones. The rest had to be
reassigned to other masters.

AT THE VERNISSAGE OF THE EXHIBITION
AT MuseEuM BorymMans VAN BEUNINGEN

@ PHOTO: PS. DEMIDOV, B.S. TEREBENIN. © THE STATE HERMITAGE, ST. PETERSBURG, 2018

VENICE

PALAZZD FORTUNY
14 DECEMBER 2018 — 24 MARCH 2018

Caspar David Friedrich (1774-1840),

a leading German Romantic artist,

is best known for his dreamy, symbalic
landscapes. His paintings are few and
extremely rare in European museums.
The State Hermitage is privileged to own
one of the best of his collections outside
Germany, which comprises nine paintings
and six drawings.

Friedrich’'s landscapes are full of religious
symbolism alluding to a divine presence
in nature. His manner differed from

the traditional style of landscape painting
so dramatically that contemporary critics
failed to do justice to his art.

FUTURUINS

The famous Palazzo Fortuny in Venice is to host an exhibition focusing on ruins in their
many dimensions — architectural, historical and human. The exhibition will be mounted
in collaboration with the State Hermitage Museum and the Hermitage-Italy Centre.

The aesthetic of ruins is a crucial element in the history of Western civilisation:
it symbolises the presence of the past, but at the same time contains within itself the
potential of the fragment. In fact, a ruin is never neutral: caught between nature and
culture, suspended between destruction and reconstruction, it is immersed in the flow of
time while tending towards eternity. It comes from the past, confers a wealth of mean-
ing to the present, and brings awareness to future projects. In order to give an idea
of the historical complexity of the concept, the exhibition will range chronologically over
the centuries, focusing on salient points: from the first mythologies of destruction, the
effect of divine wrath (the Tower of Babel, Sodom and Gomorra, etc.) to the “icono-
clastic terrorism” of Palmyra, while also including ancient Eqypt, Greco-Roman antiquity,
the “instauratio Romae”, the “ruine du Louvre”, 20th-century destruction by war and
the ruins of the Twin Towers. When architecture collapses it evokes the decadence
of the civilisations that produced it, and so the parallel of a building and a body is the
revelatory element that refers to the transience of human life and the disintegration of the
body, while also engaging the concept of cyclicity: the historical alternation between crisis
and rebirth. Even today the contemplation of ruins can be a source of a new awareness
if one considers them from the perspective of both memory and design.

One of the key exhibits is a painting by German artist Caspar David Friedrich
The Oreamer [Ruins of the Oybin] from the State Hermitage Museum.

“For our art critics our German sun, moon, lakes and rivers are not enough.
If the aim is elevated art and beauty, it must all be Italian.”
Laspar David Friedrich

With these bitter words, the painter attributes the prejudiced viewpaint of the critics
to the fact that he chose naot to journey to Italy to learn art, preferring to seek inspiration
in the landscapes of his homeland: Riigen, Rostock, and the country around Dresden.

Caspar Davip FRIEDRICH

(CarL GusTav Carus ?)

Dreamer (Ruins of the Oybin)

Circa 1835. Oil on canvas

The State Hermitage Museum, St. Petersburg
Inv. NO I'D 1360
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MOSCOW

MOSCOW MUSEUM OF MODERN ART
JULY 4 — SEPTEMBER 2, 2018

The exhibition featured over 80 works by the
internationally acclaimed photographer Steve McCurry,
all provided by the Hermitage. The photographs were
complemented by excerpts from the photographer’s
notebooks and maps of the itineraries he followed

in the war zones, providing a valuable insight into
the creative process behind McCurry's famous shots.
In his work, McCurry explores armed conflicts,
endangered peoples, and the clash between ancient
tradition and modernity, but every time he tells

a singular human story.

Steve McCurry first attained international renown in 1985 with his photo
of an Afghan child refugee, a girl with piercing green eyes. The shot, placed
on the cover of National Geagraphic, shocked the world and was reprinted
by hundreds of periodicals worldwide.

“That is one of the 20th-century’s most readily recognised photo-
graphic images,” said the show's curator Dmitry Ozerkov, referring to the
photograph of the Afghan refugee girl. “It has been rightfully described
as the ‘Mona Lisa of the 20th-century'.”

Steve McCurry’s first voyage was to India as a freelance reporter
for a newspaper. All he brought on his trip were some basic clothes and
photographic film. He befriended some refugees who helped him get across
the border to Pakistan, where he ended up in a rebel-controlled area.
McCurry was the first photographer to give worldwide exposure to the atro-
cious living conditions of refugees who had fled the war-torn Afghanistan.
He captured the image of the Afghani girl named Sharbat Gula — the photo-
graph that would bring him instant fame — in a refugee camp in Peshawar,
Pakistan.

One of McCurry's travel journals contains a concise formula for
a successful shot: “you have to get into the water to make good pictures”.
Only when you put yourself in an incredibly challenging and unusual en-
vironment can you come up with a photographic masterpiece. This simple

MEET-THE-ARTIST SESSION WITH
STEVE McCuRrRY AND DiMITRI OZERKOV.
Tue MMOMA, GOGOLEVSKY, 10

STEVE MCCURRY
“UNTOLD STORY"

mantra may sound like a metaphor, but not to McCurry, whose creative
credo is to always be in the swing of things rather than take shots from
the comfortable distance of a detached onlooker. One time, in the middle
of a monsoon rain season, he took pictures standing breast-deep in gooey
water amid floating animal corpses.

McCurry believes it is important to be at the frontline of history.
He says: “There is a drive in some people to want to be in the front line
of a certain story — it compels them to want to witness these stories
firsthand").

As the name of the show suggests, it covers bath McCurry's war
reportage and everyday shots taken during his travels in India, Myanmar,
Indonesia and Sri Lanka. His photographs need no explanation. The un-
told story behind each of them will not fail to resonate with the viewer,
even when they live in a comfortable world far removed from anything
resembling a war. McCurry’s photography connects vastly different worlds.
How does he do it? According to McCurry, it is not a good idea to try to
keep your distance when taking photographs — if you do, you become
nothing maore than a curious tourist. Empathy is the key: you've got to
talk to people, make jokes. If you don't speak the language, use body lan-
guage. In McCurry’s photographs, the depicted person typically looks the
viewer straight in the eye. He is constantly in search of his praotagonist —
the person destined to ‘dialogue’ with the viewer. The untold stories of
McCurry’s photographs exist outside of time and space, connecting differ-
ent civilizations.

“My camera is my passport,” claims McCurry. He brings it everywhere
he goes.

@ PHOTO: IVAN NOVIKOV-DVINSKY © MMOMA, 2018

@ PHOTO: THE HERMITAGE-KAZAN EXHIBITION CENTRE

KAZAN

HERMITAGE-KAZAN CENTRE
b JUNE — 9 SEPTEMBER 2018

The exhibition presented 25 rare and artistically
valuable works by some of the finest European

and Russian jewellers of the 17th—19th century.
Ranging from ceremonial weapons and mantelpiece
clocks to jewels and snuffboxes, the items on display
represented just a small part of official gifts received
by the Russian royalty over three hundred years.

Saltcellar with Lid

with the monogram of Paul I.
Master: Ivan Krag. Russia. Moscow
Ca. 1800. Gold, enamel, silver, diamonds

The State Hermitage Museum, St. Pelersburg
Inv. N@ 5-4256

ROYAL GIFTS FROM THE COLLECTION
OF THE STATE HERMITAGE

One fascinating example of 18th-century diplomatic language is an oval-shaped, gold
snuffbox with a painted enamel medallion depicting Venus and Cupid — a gift to Peter the
Great from Augustus Il. The crystal cup presented by King Frederick William of Prussia to
Peter the Great is the only European stone vessel in the Hermitage collection carrying the
carver's signature [Gaottfried Spiller].

Many of the precious items were acquired during the reign of Empress Anna lo-
annovna. One of the most remarkable exhibits dating from this period is an unusual
low-legged Chinese vessel winecup with two carved handles — a design popular in 17th
and early 18th-century China. The gold lid repeating the shape of the cup bears Anna
loannovna's embossed monogram and silver ornaments representing imperial crowns and
adorned with diamonds. A large (1.7 carat) diamond in the centre of the lid serves as both
an embellishment and a handle.

Russia persevered in establishing closer diplomatic contacts with Europe and Asia
under Empress Elizabeth |, actively exchanging embassies and official gifts. One witness
to these diplomatic victories is an elegant hand mirror with a gold frame and handle cov-
ered in embossed designs; the back of the mirror features an architectural composition.
The mirror is lavishly adorned with rosettes and garlands of diamonds and rubies adding
particular splendour to the object. Executed in a manner typical of English goldsmiths, the
looking-glass is considered to have been presented to Empress Elizabeth | on behalf of
Turkish sultan Osman Ill, judging partly by the crescent-shaped décor at the top.

The enthronement of Catherine Il (Catherine the Great) in 1762 marked a new stage
in jewellery collection. The Royal Gifts exhibition featured an elegant snuffbox by Jean-
Jacques Duke with a medallion carrying the initials “E 1I” and “Z" on the lid. The snuffbox is
believed to have been commissioned by Catherine Il as a present to one of her favourites,
Semen Zorich. The lid hides a miniature depicting Faith, Hope and Loyalty.

Arare and unusual gift, made to Catherine Il by King Stanislaus Il Augustus of Poland
in 1783, was an inkstand in the shape of a sofa, with drawers and bolsters concealing
an inkwell, a sandbox and a quill compartment. The carved and polished heliotrope on
the outside and mother-of-pearl on the inside as well as the exquisite gold embossments
betray extraordinary mastery.

One of the most exceptional objects dating from the early 19th-century is a tasteful
inkwell presented to Tsar Alexander . Austere, elegant and well-proportioned, the inkwell
was made from the first platinum ever to be discovered in Russia.

The royal treasury was replenished through diverse international contacts, includ-
ing visits, treaties, political alliances — and family ties. An unusual casket, created in the
Renaissance style, was gifted to Alexander Il during his sojourn in London in 1874 on the
occasion of marriage of his daughter, Grand Duchess Maria Aleksandrovna, and Albert,
Duke of Edinburgh, the second son of Queen Victoria. The front of the casket carries
a painting on enamel commemorating the reception given by the Corporation of London
to Alexander Il, and has a dedicatory inscription inside.
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JAMAL AL MOUSAWI
OIRECTOR GENERAL
OF THE NATIONAL MUSEUM
OF THE SULTANATE OF OMAN

A PEARL QF THE QRIENT |N THE
LAND QF HOPE

OF OMAN |S THE FIRST OF [TS KIND MUSEUM |N THE MIDOLE EAST,
DEDICATED SOLELY TO ARAB MODERN ART FROM THE 19TH-CENTURY

TO THE PRESENT [AY. THE STATE HERMITAGE JECLARED A NATIONAL
MUSEUM QF OMAN DAY [N JULY 2018, CELEBRATING THE JCCASION WITH
THE QPENING QF THE “OMAN [N THE HERMITAGE” EXHIBITION,

@ PHOTO: © THE NATIONAL MUSEUM OF THE SULTANATE OF OMAN, 2018

The idea for this museum dates back to the early
1970s, when Sultan Qaboos bin Said al Said
came to power in Oman. However, the project
could not be accomplished at the time due to
a lack of specialist staff. A few smaller museums
were crealed instead.

I was appointed Director of the future Na-
tional Museum in 2010. | managed the project
that had led to the Museum’s establishment,

.1 Powder flask (lalahik) overseeing four main lines of work: coordina-

Nothern Oman tion of architectural plans, all aspects of interior
1796 finishing in the exhibilion rooms, development
Latten, silver; forging, of the research programme and adminisirative
embossing, stamping - .. ..
issues, such as hiring staff and advising museum
21 JAMAL AL Mousawi management.
GENERAL DIRECTOR We held an official opening ceremony on
OF THE NATIONAL MusEum 15 December 2015, but the Museum did not
OF THE SULTANATE OF OMAN .
open lo the general public for another seven
51| SCIENTIFIC CONFERENCE months. To all praclical intenls and purposes,
oN THE Day our exhibils had never been on public display

oF THE NATIONAL MusEum before, being in the custody of the Minisiry

OF THE SULTANATE OF OMAN ¢\ nq] Heritage and Cullure of the Sultanate
IN THE STATE HERMITAGE.

ST

tain challenges. There was no real description of
the exhibits. A part of the collection comprised
gifts from various individuals and institutions in
Oman and beyond. The other exhibits — par-
ticularly, old and modern local ariworks — had
been specifically ordered by the Museum. Some
items we purchased at auctions outside Oman,
but quite a few were purchased inside Oman.
The collection was built up concurrently with the
Museum consiruction.

Funding. The new Museum was funded en-
tirely by the stale of Oman. Bul these days the
Museum is funded in a complelely different fash-
ion. The Museum’s public opening in 2016 coin-
cided with the worst economic crisis in 50 years,
caused by a steep drop in oil prices, and we
were sirongly affecled. When something like this
happens, culture always has to bear the bruni.
New museum management praclices were iniro-
duced, which included financial management.

We had planned a set of self-financing
schemes before the crisis, and they all worked.

21 JuLy 2018 of Oman. In terms of restoration and conserva- For example, we received substantial sup-
Tue HERMITAGE THEATRE tion, the condition of the exhibits presented cer- port from a number of privaie sector entities.
‘ Hamad bin Mohammed al Dhoyani, Head of the National Records and Archives Authority

of the Sultanale of Oman, speaking at the opening of the Oman in the Hermitage exhibition

“Established by Royal decree just five years ago, the National Museum of Oman was
the first organisation in absolute monarchy to be granted independent status.

It currently boasts around seven thousand exhibits. The museum is run by a Board
of Truslees, of which Mikhail Piolrovsky is a member.”

@ PHOTO: NATALIA CHASOVITINA, 2018
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“The Museum was founded in 2013, and opened in 2016. It combines historical
exolica with state-of-the-art technology. It is packed with advanced technology,
from HD theatlre to kids’ playgrounds. There is an open art deposilory, learning
cenires, world-class restoration labs and climate conirol systems. The Oman Museum
pioneered the use of Arabic Braille script on its labels in the Middle East. In facl,

all visitors — not only those vision-impaired — are permitted to touch many exhibils

on display. In the fragrance section, there is a device you can use to sample the odour
of the many varielies of frankincense.

In the intangible herilage seclion, you can listen o music and folk legends as you
admire ethnic musical instruments. But all this technology with state-of-the-art
interactive displays does notl have an oppressive effect, and upholds the rigor

of the museum exposition, never interfering with the flow of the spoken narralive,

Mikhail Piotrovsky, speech on the occasion of the opening of the Oman in the Hermilage exhibition

which keeps both adulls and children enthralled.”

We signed a three-year coniract with a major
oil company, which agreed to cover all our learn-
ing cenire cosis. We also did something quite
unusual for Oman and the entire region: we set
different ticket prices for different visitor catego-
ries.

We brought in investors to open a restau-
rant and café on museum grounds, and o open
gift shops inside the Museum and at other loca-
ions, such as at the Sultan Qaboos Port (1his 1s a
major port, where tourists arrive fo visit Muscai),
the Muscat International Airport, and on board
Oman Air.

The Museum'’s first year, 83 to 84% of ils
cosls were covered by the state. Our own pro-
jects coniributed the remaining 16% fo 17%. Our
target for 2018 is to have the siate provide 80 to
82%, and secure the rest by the Museum’s own
efforts. We aim to reduce the government’s share
of funding to 60% over the next five years. Our
plans are working. Thal is why we have been able
lo host the Oman Days at the Hermilage, lo bring
our exhibils and showcase our cullure here.
Approximately 60% of the Museum'’s visitors are
Omani citizens and residents. Oman is a small
couniry, aboul two thirds the size of France or
Ukraine, and with a population of 4.5 million.
Around 60% are Omani, the other 40% are peo-
ple from all over the world.

It is interesting to note that more than 38%
of our visitors are children or young people,
aged five to 25. We place a sirong emphasis on
museum programmes for children. We run a
vigorous educational programme at our learn-
ing cenire, and there are some inieresting pro-
grammes in the galleries proper, which whole
families are welcome to altend. Many of the
artworks produced by children go on display in
designated areas of our Museum rooms. This is

an important part of our work, as we want our
youngsters to develop feelings of pride and con-
fidence.

The Museum’s Board of Truslees is chaired
by His Excellency the Minister of National Herit-
age and Culture of Oman. His deputy is our Min-
ister of Education. We work hand in glove with
the government: this Museum is part of Oman’s
national policy. Our children’s programmes are
not necessarily confined to museum walls. Some
programmes see our staffers travel to remotest
parts of the couniry where they visit villages and
small towns to educate local youngsters. For ils
part, the Ministry of Education of Oman brings
successful studenits from distant parts of the
couniry to Muscal to appreciate the city’s land-
marks and visit the Nalional Museum.

What does the Nalional Museum have lo
offer to international visitors? First of all, the
Museum is unique: there is nothing like if in any
Persian Gulf stales. It is dedicated entirely to the
cultural heritage of Oman. When you visit our
museum and view our exhibils, you experience
the roots of our couniry. Conirary fo the irend
that currently prevails in the Persian Gulf region,
this is not the kind of museum that imports for-
eign cultures for exposure to local audiences.
What we have on display af the National Museum
of Oman cannot be shown anywhere in the world
on the same scale or in iis entirely. You have o
come o Oman fo experience our nature, our
cultural herilage, our landmarks and museum
exhibits.

Our museum is very interaclive. We ex-
ercise greal care and respect in our research
and in the presentation of original artefacts.
We have around 33 interactive projects that are
well received by young audiences, by people in
the West, in China and Japan. Some interactive

@ PHOTO: NATALIA CHASOVITINA, 2018

Case for the letters with the base
The Sultanate of Zanzibar

Silver; casl, engraving, embossing
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objects can even be smelled in our theatre, which
also presents Omani music, dance and poetry
(the infangible culture room covers Omani po-
elry, cuisine and dance).

Our museum tells a lot about Oman’s in-

leraction with the world. Oman was the locus of
one of the oldest civilizalions on earth, emerg-
ing five thousand years ago. Back then, in the
Bronze Age, local people already had lies with
the inhabitanls of modern India, Pakistan, Iran
and Egypl, with the people of Mesopotamia and
East Africa. A greal number of our exhibits are
connected with Oman’s relations with Europe.
Our first contfacts with Europe date back 2,500
years, when the army of Alexander the Great
advanced east. A portion of his army split off
to march along the Oman coasiline. We have
exhibits from that period. Oman cultivated spe-
cial relalions with many couniries in Europe:

the Roman Empire, Poriugal, Holland, Spain,
France, Great Britain and, more recently, with
the Russian Empire. Our exposition tells the
whole story. Oman was the second Arab state
lo officially recognize the Uniled Stales in 1839,
when their first embassy was sent to the Sultan-
ate of Zanzibar. Exhibils pertaining fo the early
stage of Oman’s relations with the US are also
on display in our museum.

Oman also had special relations with Chi-
na, Japan, the Korean Peninsula, Thailand, Indo-
nesia and modern Malaysia. The earliest Omani
merchanis landed in China 1,500 years ago,
a hundred years before Islam arose. Oman
sent ils first embassy to the Emperor of China
1,400 years ago. Evidence of these exchanges
has survived and il is right here, in our museum.

Oman was part of the maritime Silk Road,
shipping frankincense fo India, Iran, Egypt, Con-
stantinople and Jerusalem.

There are many unusual and mysierious
pages in Oman’s history, and this part of our
cultural heritage has also found ils place in
the museum. Little has changed in the national

VIENNA, STYLE

36/44 IMPERIAL CAPITALS: ST. PETERSBURG — VIENNA
s0/62 ART DECO

FRAGMENTS OF THE EXHIBITION
OF THE NATIONAL MUusEum
OF THE SULTANATE OF OMAN

character of Omani people since Biblical fimes.
You can feel this for yourself and experience it
at first hand if you visit Oman and our museum.

Cartier stand at Art Deco jewellery exhibition in 1925 in Paris
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SERGEI ANDROSOV *
@ PHOTO: NATALIA CHASOVITINA, 2018

THE STATE HERMITAGE MUSEUM
AND THE KUNSTHISTORISCHES MUSEUM

RELATIONSHIP, THEY REGULARLY EXCHANGE
EXHIBITIONS AND STAGE JOINT [ISPLAYS,
AS WELL AS EXCHANGE |NDIVIDUAL EXHIBITS.
BOTH MUSEUMS HAVE MUCH [N COMMON
IN TERMS QF THEIR HISTORY ([RIGINALLY
FOUNDED AS PRIVATE ROYAL COLLECTIONS,
THEY WERE BOTH QPENED TO THE PUBLIC
IN THE SECOND HALF OF THE 19TH-CENTURY,
NEVER OSING THEIR VERSATILE
UNIVERSAL CHARACTER.

*

Sergei Androsov — Head of the Department of Western European
Fine Art of the State Hermitage, Doclor of Arts.



“The State Hermitage Museum in St Petersburg and the Kun-
sthistorisches Museum in Vienna are two of the world’s most
important museums of the history of art and culture. Both
institutions are former imperial collections that passed into
state ownership at the end of the First World War. Both muse-
ums are housed in unique architectural buildings that are out-
standing monuments of 18th-century Russian and 19th-century
Austrian architecture respectively. In addition, both are insepa-
rable from their corresponding historic city centres. Finally, both
museums are centres of national schalarship and culture.

Scholarly and cultural exchange has united our two in-
stitutions for many decades: we support each other at ma-
jor exhibitions through significant loans. A recent example is
a large-scale exhibition of works by Peter Paul Rubens in Vi-
enna in 2017/18.

Nonetheless, some time has passed since a more exten-
sive exchange of works took place between our two museums.
In the summer of 1981 an exhibition of Western European
painting with selected works from the Hermitage and the Push-
kin Museum was held in Vienna, following an exhibition in the
autumn of 1980 held at both museums in Russia and showcas-
ing selected works from the Picture Gallery of the Kunsthis-
torisches Museum.

On the whole, this joint exhibition project not only offers
a full survey of the art created in the centuries represented by
our artists but is also one that highlights the quality, variety
and history of the two great museums.”

Mikhail Piotrovsky

General Directar

of the State Hermitage Museum, St Petersburg
Sabine Haag

General Director

of the Kunsthistorisches Museum, Vienna

Fourieen painlings from each museum will form pairs, based
on the affinily to the picture of the other museum, such as the
aliribution to the same author, or the likeness of the theme, or
compositional similarily. The exhibilion conlinues the project
of 2002 in which works from two collections were juxtaposed.
The exposition has fourteen paintings from the Viennese mu-
seum and the same number of paintings from the Hermitage
collection.

This is another project connected with the display of
“paired”, or “lwin” painlings from the two museums, which
will help focus on specific traits of both collections and their
maslerpieces. The exhibition features the most outstanding
painters: Sandro Botticelli, Jacopo Tintoretio, Hans Holbein,
Frans Hals, Rembrandt van Rijn, Nicolas Poussin, and Anloine
Watlteau.

The exhibition opens with the monumental poriraits of
two empresses, executed by Vigilius Ericksen and Anton von
Maron; the empresses who had played such an important role
in the history of both museums. At the exhibition, the visitor
can compare paintings of the same masters from two collec-
tions (lacopo Tinltoretto, Bernardo Strozzi, Peter Paul Rubens,
Frans Hals, Jan Steen, Nikolas Poussin, Anthonis Van Dyck).
Other canvases also have common points, but they are not
so obvious. Thus, the Hermitage Portraif of a Young Man by
Domenico Capriolo, reflecting the influence of Giorgione, is
exhibiled next to the Poriraif of Francesco Maria I della Rovere
aliributed fo this great masier.

The authors of two other poriraits — Giovanni Batllisia
Moroni and Domenico Tintoretto, who created images of Re-
naissance intellectuals, were contemporaries. The brothers
Ambrosius and Hans Holbein, also represenied at the exhibi-
lion with portraits, wenl through the same schooling — that
of their father, a painter. Unfortunately, Ambrosius died at the
age of 25 years. His brother Hans Holbein the Younger worked

long and fruitfully, not only in Germany, but also in England, where he crealed a porirait gallery of his
contemporaries. Bartholoméaus Spranger and Hans von Aachen worked simultaneously at the court
of Emperor Rudolph II. Therefore, stylistic affinily in their paintings is quite noticeable.

Opposition rather than affinity is the basis for comparing other works. St. Jerome by Sandro Bot-
ticelli of Florence is laconic and simple in composition. On the contrary, Albrecht Alidorfer tells about
the torment of St. Catherine in many details and meticulously describes the executioner and spectators.
Two landscapes — English by Thomas Gainsborough and German by Jacob Philipp Chackert — dem-
onsirate a fundamentally different approach to this genre of painting: while Gainsborough is romantic
in his view of nature, Chackert builds his composition according to the sirict laws of Classicism.

Among the paintings from the Kunsthistorisches Museum, there are works of two greal masters
of the 16th-century, not represenied in the Hermitage. This is Albrecht Altdorfer and Hans Holbein
the Younger. Little known in Russia is their younger contemporary Bartholoméaus Spranger. Others, like
Giovanni Battista Moroni, Frans Hals, and Thomas Gainsborough are represented by only a couple

of works each.

ViGiLius ERICKSEN
Dortrait of Catherine Il in front of a Mirror

176271764

Oil on canvas 262.5 x 201.5 cm

The Stale Hermitage Museum, Si. Petersburg
Acquired from the Marble Palace,

in St. Petersburg after 1780s

Inv. NO I'D 1352

ANTON VON MARON

Empress Maria Theresia

with the Sculpture of Peace

Oil on canvas. 287 x 125 cm
Kunsthistorisches Museum, Vienna

Held in Belvedere Gallery (Vienna) since 1789
Inv. N© 6201

ELIZAVETA RENNE

VIGILIUS ERICKSEN
1722, COPENHAGEN — 1782, COPENHAGEN

ANTON \VON MARON
1731, VIENNA - 1808, ROME

Vigilius Ericksen painted remarkable images of the Russian Empress
of the first fen years of her reign, such as Catherine Il in a Coronalion
Dress, Catherine Il Riding in a Guards Uniform, and one of her best
poriraits — Catherine II in front of a Mirror. The Danish artist Vig-
ilius Ericksen arrived in Russia at the end of the rule of the Empress
Elizabeth and found the Grand Duchess Catherine in the prime of her
feminine charm, when her youthful fragility and graceful awkwardness
gave way to a charming femininity. It was at this time that the skeich
for the Porirait in front of a Mirror, now located in Schierensee Manor
in Germany, was made. The final version, that was finished afier the
coronation in 1762, differs from the skeich dramatically: the paint-
ing exudes consciously calculaled solemn coldness and significance.
Facing the audience is not merely a charming, affably smiling lady,
but a full-fledged empress who reigns a huge country. Catherine Il demon-
stratively points her fan at the symbols of power, the crown, the scepire,
and the orb; their reflection gleams in the mirror, as if doubling the force
of their power. The firm, sirong profile of the empress is imprinied in the
mirror, as if minted on a coin. From now on, the art of portraiture will serve
the consolidation of royal authority and promotion of the ideas of the great
Catherine within and outside the country.

By the time of painting the Porirait of Maria Theresia the Austirian artist
Anion von Maron had already forged a brilliant career. He had worked in
Rome for many years and was valued as an oulstanding portraitist, on par
with the famous Pompeo Baloni. Since 1770, he served as court porirait-
ist in Vienna. Maria Theresia is depicted at the age of 46, in a widow’s
black. Her husband, Emperor Franz | Stephen of Lorraine, died suddenly
in Innsbruck in 1765, during the wedding festivilies of their son Leopold. The
Empress had been in mourning for fifteen years. The only decoration of her
black gown in the porirait is a large cross of the Order of Maria Theresia
founded by her. In her left hand, she holds a medallion with the poriraif of
her deceased husband, whom she loved sincerely and faithfully. She points
al the plan of Schénbrunn, positioning herself as a pairon who encourages
building construction and archileclure. The porirait is full of symbols, glori-
fying the sensible rule of the monarch who promotes peace and abundance
and under whose reign science develops. The statue of Peace with a laurel
wreath and cornucopia in the background poinis io thal, and the column
is a symbol of power.

The two prominent European empresses Catherine II and Maria
Theresia lived al the same time. Both were on the throne for more than
30 years. Both received an excellent education, they knew languages, his-
lory, and were well versed in politics. Both enjoyed the pleasure of ruling.
Catherine, having exercised a coup d’éfal, reigned alone. Maria Theresia
was said to be a co-ruler of Franz I Stefan, but in fact, never lost the hold
of the reins. Both carried out significant state reforms, cared about the
advance of sciences and arts. However, Catherine Il adhered to broader
views on religious issues and enthusiastically embraced the French Enlight-
enment, while the zealous Catholic Maria Theresa opposed the new reform-
ist ideas of the 18th-century. Leaders of European states esteemed both
empresses. Friedrich Il of Prussia respected them — though as enemies.
Subsequent generations highly appreciated the historical significance
of the reign of these monarchs.
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MUSEUM
INTERACTION
OF RECENT YEARS:

October - December 1980

Thirty-five paintings from the Viennese Museum
are shown in the Hermitage, and then in the
Pushkin State Museum of Fine Arts in Moscow.
This exhibition boasted a singular level of ar-
tistic quality featuring masterpieces by Titian,
Velasquez, Rubens, Rembrandt, Frans Hals, and
others.

May - August 1981
In the exchange exhibition held in the Kunsthis-
torisches Museum, most of the paintings were
from the Hermitage.

1984

The Hermitage hosted a temporary exhibition
of Western European art, arranged by the Kun-
sthistorisches Museum together with the Austrian
Museum of Applied Arts. Particularly distinguished
exhibits were items made from rock crystal
and smoky guartz, as well as carved stones from
the collection of the Emperor Rudolph II.

December 1988 - January 1989

The exhibition of the Viennese Museum in the
Hermitage showed paintings by Titian, Lotto, Tin-
toretto, Rubens, Rembrandt and other masters.
Simultaneously, the Hermitage demonstrated in
Vienna an archaeological exhibition “Gold of the
Scythians”.

2002
As part of the “Connecting Museums” project,
the Hermitage, jointly with the Solomon Guggen-

heim Museum, New York, had on loan The Vision

of Blessed Herman Joseph by Anthonis Van Oyck.
It was paired with the same artist's Hermitage
painting Rest an the Way to Egypt (also known
as The Madonna with Partridges). At the same
time, the monumental work by Jacopo Tintoretto
The Birth of John the Baptist was displayed in
Vienna.

2007, 2008
The paintings from Vienna are in St Petersburg
as part of the series “Masterpieces of the World

Museums in the Hermitage": Rubens' Medusa
Head in 2007 and Parmigianino’'s Conversion of

Saulin 2008.

MARIA GARLOVA

AMBROSIUS HOLBEIN
CA. 1494, AUGSBURG — CA. 1519, BASEL (7)

HANS HOLBEIN THE YOUNGER
1497/1498, AUGSBURG — 1543, LONDON

Ambrosius Holbein and Hans Holbein the Younger
are the sons of the highly esteemed artist Hans
Holbein the Elder (1463-1524), who held a large
workshop in Augsburg. Both studied from their fa-
ther, and later in search of commissions moved to
Swiizerland, where they shared a studio in Basel.
The brothers had great falent, but the elder, Am-
brosius, died early, leaving only a small number of
works of very high quality. Of these, only the Her-
mitage Porirait of a Young Man has a monogram
of the master — AHB, which for a long time was
hidden under the frame. If stands for Ambrosius
Holbein Baseliensis.

On June 6, 1518, the artist received citizenship in Basel.
He probably painted the portrait in the second half of 1518. This
monogram became a reference point for the definition of other
works by the master. When the portrait found its way info the
Hermitage, before the discovery of the monogram, it was first
aliributed to Albrecht Diirer, then to Hans Holbein the Younger,
which leslifies lo the high artislic merit of this work.

In the engraving study from Basel, there is a silver pencil
drawing signed by Ambrosius Holbein and depicling a young
man. For some fime, the drawing was considered a skelch o
the Hermilage portrail. Yet the person in the piclure has a dif-
ferent appearance. The Hermitage porirait carries the spirit
of the Illalian Renaissance. The young man slands against in-
Iricate, magnificeni, imaginary architecture: an arch with a
coffered ceiling, columns, adornment with cupids and floral
ornament. The background opens a view of a palace and dis-
tant mountains. The viewer sees a man of humanistic culture,
with a thoughtful expression of a noble, handsome face. He
wears a berel and simple, loose clothing: a white shirt, em-
broidered at the collar, and a camisole. His hand grasps the
hilt of a sword. The identity of the model is unknown, although
there were attempts to establish it. The intertwined letters FG
on his berel gave grounds o assume that this was a Basel en-
graver, woodcarver and draughtsman, who signed his works
with these initials. However, nowadays the engraver “FG” has
been identified as F. Gerster (ca. 1490-1535), the son of Hans
Holbein the Younger’s customer, for whom the artist painted
the Solothurn Madonna. However, in 1518, Gerster must have
been 28 years old instead of 20, as indicated in the picture.

Perhaps there was a “twin” porirait, which is confirmed
by the garland that broke at the right edge and could continue
on the pair image.

Hans Holbein the Younger painted the Portraif of Dr. John
Chambers, Personal Physician of King Henry VIII, dean of
St. Stephen’s Church in Westminster, when he was 45, dur-
ing his second slay in London. By that time, he was already
an acclaimed master, and a court painter. This work probably
appeared in connection with a large group portrait dedicaied
to the merger of the guilds of barbers and surgeons, and was
made on the King’s commission. In the picture, you can see
John Chambers, in a bow to the throne of the monarch; Cham-
bers’ facial features are similar to the image on the Viennese
portrail. In addition fo physiognomic similarity, it speaks of an
ouistanding characier. The picture is laconic in ils design and
colour, a penetrating psychological portrait, which represents
a middle-aged man, wise with the experience of many years of
professional and court life. There is no infirmity in him; rather
a strong will and determination are evident. This is a fine ex-
ample of the mature art of Hans Holbein the Younger.

Hans HoLBEIN THE YOUNGER

Dortrait of Dr. John Chambers,

Dersonal Physician of King Henry VIII

Ca. 1541-1542. Oil on panel 58 x 39.7 cm

Inscription “£TATIS « SVE « 88 ¢~

(“Aged 88”) in the background

Kunsthistorisches Museum, Vienna

Acquired from the collection of Archduke Leopold Wilhelm
Inv. N© 882

AmBrosius HoLBEIN

Dortrait of a Young Man

1518. Oil on panel 44 x 32.5 cm

Date and inscription in a cartouche to the left of the column
“ETATIS ¢« SVE ¢ / « XX o / « M« D « XVIII” (“Aged 20, 1518”)
Top right, a shield with monogram AHB,

encircled in a garland

The State Hermitage Museum, St. Petersburg

Acquired in ca. 1773. Inv. N I'D 685
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HANS \/ON AACHEN
1552, COLOGNE — 1615, PRAGUE

BARTHOLOMAUS SPRANGER
1546, ANTWERP — 1611, PRAGUE

Both painlings represent a Irend in the lale Re-
naissance, which was cullivaled to the north of the
Alps, al the court of Emperor Rudolf Il in Prague.
Here, on the periphery of the Catholic world, this
specific secular art was born, art that depicts
ancient gods and heroes. The pictures are often
infused with iniricale symbols and allegories, so
much loved by the Emperor. Sometimes the Em-
peror himself created the scenario for paintings.
Rudolph II invited famous European masters to
his residence who lfalian art school training. The
most significant of them were the Flemish artist
Bartholoméaus Spranger and the Germans Josef
Heinz the Elder and Hans von Aachen.
The work of Bartholoméaus Spranger illusirates in its own
way the maxim of Terentius, a Roman comedy writer, “With-
oul Bacchus and Ceres even in Venus there is no heal.” The
canvas is decorative, full of elegance and cold eroticism. Two
arlsy, elongated figures in the foreground depicited in man-
nerist poses, fill the whole space of the composition. Bacchus,
the god of winemaking, insolenily naked, with only his goat's
tail to cover him, and Ceres, the goddess of agriculture, fruit
and abundance, invilingly looking at Bacchus, leave the god-
dess of love and beauly Venus alone. She is freezing with-
out them and has to warm herself near a fire, the flame of
which is fanned by a small cupid. The figures in the front look
like sculptures against a dark background. They are walking
proudly, openly demonsirating their nakedness. The allegory
in this canvas means thal love rapidly dries up, unless fed
by wine and fruit.

The work of Hans von Aachen follows a similar compo-
sitional tendency: the whole space is occupied by three fe-
male figures. A young woman, who represents the allegory of
DPeace, with an olive branch in her right hand, lies in the cenlre
along the diagonal of the canvas, capluring the viewer’s alten-
lion. She willingly reveals her nakedness, with her legs bent
at the knees a litlle and slightly opened and her arms spread
to the sides. Her cold alabaster-like figure stands out sharply
against the background. She framples on the atiributes of war:
armour, a drum and a pike. In the foreground, with her back to
the viewer, is the figure of the allegory of Abundance holding
a chalice in the left hand and a cornucopia in the right. Behind

‘ Eduard Limonov. 287 poems

MARIA GARLOVA

the personification of Peace we can see a figure around which
signs of fine arts are combined — Painting (palette) and Sculp-
ture (figurine), as well as Sciences (the sphere in the right hand
symbolises Astronomy). These allegories are meant to glorify
the wise rule of the monarch thal ensures peace, promoles sci-
ence and makes arl flourish and abundance reign.

It is interesting to note that eventually the surface layer
of paint gave way lo an underpainiting of a sword in the right
hand of the allegory of Arl. The original depiction of the sword
was laler overpainied with the sphere. The explanation lies in
the change of the political situation. After several victories in
the protracted war against the Turks, a peaceful period start-
ed, which was the reason for turning the allegory of War with
a sword in hand into the allegory of Art and Sciences.

“...as if into a quarantine /Of matchless art / You went to see his paintings, /
You put your feelings into order, / And it was God who led you...”
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BARTHOLOMEUS SPRANGER

Sine Cerere et Baccho friget Venus
(“Without Ceres and Bacchus,
Venus Freezes”)

Ca. 1590. Oil on canvas. 161.5 x 100 cm
Kunsthistorisches Museum, Vienna
Acquired from Kunstkammer of Rudolph I

Inv. NO 2435

HaNs voN AACHEN

Allegory of Peace, Art and Abundance
1602. Oil on canvas. 197 x 142 cm

The Statle Hermitage Museum, St. Petersburg
Acquired in 1764

from the collection of I.E. Golzkowsky in Berlin

Inv. NO I'D 695

ANTHONIS VAN DYCK
1599, ANTWERP — 1641, LONDON

The Hermilage Self-porirail and the Vien-
nese Doriraif of Nicholas Lanier are exam-
ples of the highest skill of Van Dyck, whom
the renowned English painter Joshua Reyn-
olds enthusiastically called “the best por-
trailist that ever existed.” These works be-
long to that part of Van Dyck's legacy that
is famous for the subllety of painting, the
refinement of the colouristic scheme, the
sophistication of characiers created. The
artist painted the canvases at different times
and in different places: the Self-portrait —
in 1622 or 1623 in Rome, and the Dorirait
of Nicholas Lanier — in 1628 in Antwerp. At
that time, Lanier was accompanying the famous Mantua col-
lection, which had belonged to the Dukes of Gonzaga family,
and was bought for Charles I. He was on his way from Milan
to London and happened to stay in Holland. According to his
own story, Lanier posed for Van Dyck for seven days. As said
by conlemporaries, after Charles saw the portrait he inviled
Van Dyck to his court, fo London. At the time when the por-
trait was painted, Lanier held the post of a royal bandmaster;
he was repeatedly sent to Italy in the role of an art agent
for Charles I, and thus he had taken part in assembling the
oufstanding collection of paintings for the British monarch.
Lanier came from a family of musicians with French ancestry,
and possessed a variely of talents. He could sing, he played
several musical insiruments, — loved the lute most of all, —
composed musical pieces, painied pictures, made elchings
and thealrical sels, and, fo top it all, was fond of collecling:
he assembled his own collection of engravings and drawings.
Being a composer and an arlist Lanier painted his Self-por-
fraif (circa 1644, Oxford Universily, music department) with
altributes of his main falenis: in one hand, he holds a palette,
in the other — a brush, and next to him, there lies a sheet with
musical nofation.

Van Dyke, on the conirary, demonsirales his hero without
any indicalion of his diverse abilities. He depicts Lanier in an
elegant salin suif, with a sword on his side, which emphasizes
his slalus as a courlier. His pose is not withoul grace. A black
silk cloak is thrown over the shoulder of the left arm, the hand
cluiching the hilt of the sword. The right arm, bent at the el-
bow, rests on the balcony parapet, from which opens a view of
stone ruins overgrown with grass and shrub, a landscape full
of elegiac mood of the dusk.

It is not known whether it was Van Dyck himself or
Lanier who thought of presenting the portrayed character as
a gentleman and a courtier rather than a musician or paini-
er. True, Van Dyke, like, indeed, Rubens, never painted his
own portraits with the atiributes of his art. In the Hermitage
Self-porirait, the artist shows himself as a slim young man

NATALYA GRITSAY
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with a smooth, aliractive, slightly feminine face and aristo-
cratically slender and agile hands. We see an elegant cavalier
in a smart silk suit depicied in a relaxed, proudly dignified
pose. Not without reason, the compalriots of Van Dyck who
lived in Rome called him no other than il pittore cavalleresco
(franslated from Italian as “gentleman artist, artist-cavalier”)
according to the testimony of Giovanni Pietro Bellori (ca.
1615-1690), the Italian biographer of the artist. The commu-
nity of Duich painters in Rome was irritated by Van Dyck's
aristocratic way of life and the fact that he clearly preferred
the Genoese nobilily fo his compalriots.

ANTHONY VAN Dyck

Self-Portrait

1622—1623. Oil on canvas. 116.5 x 93.5 cm
The State Hermitage Museum, St. Petersburg
Acquired in 1772 from the collection

of L.A. Crozal, Baron de Thiers, Paris

Inv. NO I'D 548

ANTHONY VAN Dyck

Dortrait of Nicolas Lanier (Laniere)
1628. Oil on canvas. 111 x 87.6 cm
Kunsthistorisches Museum, Vienna
Acquired before 1720

Inv. N© 501

It may be assumed that Van Dyck got inspiration for pre-
senting in the picture the pose of a haughty stance, a relaxed
front turn of the figure and a sophisticated silhouetie of the
suit with fluffy sleeves from the Porfrait of a Young Man by
Raphael (before 1945, the Czartoryski Museum, Krakow).
It was from this portrait that Van Dyck made a sketch on a
page of his “Italian Album” (page 109 verso, British Muse-
um, London). The composition type goes back to Venetian
samples, especially to the works of Titian, who sometimes
pictured the model leaning against the pedestal of a column.
True, the crumbling column in Van Dyck’s picture may be a
suggestion of ancient ruins of Rome, where the artist lived for
several months in 1622 and 1623. Some researchers inlerpret
the fragment of the column on the canvas as a sign of death,
justifying this by the fact that Van Dyck received in the end of
1622 news of the death of his father, who died on December
1, 1622 in Antwerp.

The above also confirms the daling of the Hermitage
Self-portrait to 1622 or 1623. This daling does not coniradict
the nature of the surface brushwork of the picture. The thin
layer of paint covering the whole canvas and showing its tex-
ture, al places gives way to thick pastose layers of pigment
mainly in the light, which links the Self-portraif with the works
of Van Dyck of the early years of his sojourn in Italy (for exam-
ple, Portrait of Filippo Cattaneo, 1623, National Gallery of Art,
Washington).
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@ PHOTO: YURI PALMIN

KSENIA MALICH *

Contemporary people appreciate architecture much less than our great-grandparents did. Except for professionals,
of course, we are becoming less cognisant of the complex industrial methods that make architecture at all possible.
Moreover, at the end of the 19th-century, architectural education was combined with training in civil engineering, while
nowadays we witness a division of functions into the creator and the implementer, who knows how to turn the former's
creative ideas into life.

Nowadays, there seem to be no obstacles to bring almost any shape into being, any line generated by the architect,
which makes us ignore both the technical side of any project and the tectonic properties of architecture as such. We lose
awareness of the most important quality that distinguishes architecture from other kinds of art.

In the earliest centuries of its life, St Petersburg failed to develop along the sea shore, remaining a city on the riv-
erbanks; and many architects hoped the capital’s heyday would be linked with the sea (rather than river] embankments.
Dreams about the sea front began to come true only after the war. In 1966, the General Development Plan of Leningrad
designed by Valentin Kamensky, Gennady Buldakov and Alexander Naumov was adopted. A new city center was to appear

@ PHOTO: MIKHAIL ROZANOV

@ PHOTO: MIKHAIL ROZANOV

@ PHOTO: VLADIMIR FRIDKES
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at the end of Balshoy Prospekt on Vasilievsky Island, and later another one in Primorsky District. In 1963, Lakhta was
officially included in the city limits, but the development of these territories started much later, with the enthusiasm of
the 1960s seriously subsiding. The idea of creating a new city center on the site of abandoned sand depots completely
changed the destiny of this place.

The photographs show naked metal skeletons in the midst of a snow-clad field, steel components of many tons
in weight, hundreds of thousands of construction parts that are gradually collected and concentrated in one place and
assembled into one piece, into something grand, very ambitious and salitary.

In these photos, the multiplied sensibility of recurrent, standard elements used in modern construction practice, has
acquired a specific artistic value. The bars of decking, steel consoles, and concrete supports set a restrained, yet intense
rhythm. The intricate geometry of the structures suddenly accords with the landscape pattern, and continues the lines
of the surrounding country, eventually breaking out beyond it. All the more expressive is the combination of contrasting
textures - of steel, concrete and glazed surfaces - against the backdrop of the boundless expanse of the sea and the sky.

*

Ksenia Malich —

PhD in Arts,
Architectual

Historian, Curator

of the Architectural
Programme of the State
Hermifage Museum.
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GEORGE DARBIER
Maurice de Guérin
“Drose poems”
éaiiéciion

of M.I. Bashmakov

ART DECO

FRENCH.,
BOOKISH

THE HERMITAGE EXHIBITION IS THE FIRST
OF ITS KIND IN RUSSIA (AND A RARE OC-
CURRENCE WORLDWIDE) TO ATTEMPT
TO SHOW A WIDE SPECTRUM OF DPUBLI-
CATIONS REPRESENTING ART DECO IN
FRENCH BOOKS. IT CONTINUES THE SERIES
OF EXHIBITIONS STARTED IN 2013 WITH
WORKS FROM THE COLLECTION OF THE
ST. PETERSBURG SCHOLAR AND COLLEC-
TOR MARK IVANOVICH BASHMAKOV. AS IN
PREVIOUS CASES, BOOKS FROM BASHMA-
KOV’S RICH COLLECTION FORM THE CORE
OF THE DISPLAY, AND ARE SUPPLEMENTED
BY PUBLICATIONS FROM THE HERMITAGE’S
OWN STOCKS.

AVEC LES FILLES DES ELEMENTS OU DES MORTELS.
AELLO DESCENDAIT DE LA SCYTHIE, OU ELLE SETAIT
ELEVEE JUSQU'AUX SOMMETS DES MONTS RIPHEES, ET
SE REPANDAIT DANS LA GRECE, AGITANT DE TOUTES
PARTS LES MYSTERES ET PORTANT SES CLAMEURS SUR

@ PHOTO: A. KOKSHAROV © M. BASHMAKOV, 2018
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Livre d’arfiste (“Artist’s book”)
— rare publications with
illusirations by famous artisls.
The Hermitage collection

of works in this genre was
formed in the 1960s-1980s.
Recenlly it was joined

by book masterpieces from
Mark Bashmakov’s collection.

The numerous publicalions devoted to Art Deco deal above all
with applied art, fashion and costume, architecture, posters,
painting and sculpture. Illustrated books, as a rule, occupy
a fairly modest place within these publications. This seems
surprising when one considers that a separate pavilion was
devoied fo Book Art at the Exposition Internationale des Arts
Décoralifs et Indusiriels Modernes held in Paris in 1925, from
which the term “Art Deco” originated.

Mark Bashmakov
in an interview for “Nation Magazine” (2017)

d

“Qraphic arts, to some degree, existed independent-
ly from the texi. Lel’s take one such book — Goethe’s
‘Faust” — published in 1828 in Paris. It contains litho-
graphs and original works by Eugene Delacroix to
illusirate the story. Now you understand what kinds
of books we're talking aboul. I became very interest-
ed in this lopic, because I undersiood just how little
people understand about these books. At the same,
books illustrated by important artists are considered
fo be works of art all around the world.”

The exhibition aimed to emphasise the variety of individ-
ual approaches and principles employed in the design of Art
Deco books and also to put the phenomenon into a broader
context, presenting its pre-history, surroundings and the con-
linualion of its fraditions. The exhibils are divided into five main
groups. The introductory section contains books with designs
that demonsirate the principles of Art Nouveau (the forerunner
of Art Deco) — works by Eugene Grasset, Maurice Denis and
Auguste-Louis Lepére. The second part comprises magazines,
albums and almanacs illusirated in the 1910s and early 1920s
by exponenis of the nascent Art Deco — the Gazette du Bon
Ton, Feuillets d’art and Modes et maniéres d’aujourd’hui.

The main block of exhibils includes both generally ac-
knowledged examples of Art Deco and works by arlists who do
not belong quite so obviously 1o this tendency. The chief place
is occupied by the books by George Barbier, Francois-Louis
Schmied, Sylvain Sauvage and Jean-Emile Laboureur. One
more group is formed by 1920s publications closely related
to Art Deco. This includes books by around a dozen artists,
among which it is possible lo single out works by Fernand
Leger, Juan Gris, André Lhote, Kees van Dongen and Anifoine
Bourdelle.

The final section brings together several publications
from the 1930-50s (books by Henri Malisse, André Derain,
Raoul Dufy and Antoni Clavé) and raises the question of the
extent fo which the legacy of the Art Deco book manifested itself
in the livre d’artiste of the mid-20th-century.

@ PHOTO: © THE STATE HERMITAGE,
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Innovation in France has never meant a break with traditions. In Verlaine's
poetry, you can hear Villon's intonation. Stendhal was one of the crea-
tors of the modern novel, and said that he would be understood only in
the 20th-century, but | often find echoes of Helvétius and Montesquieu
in his books. Aragon is an innovator throughout his entire approach, but
he revived the art of the sonnet, and in his “Parisian Peasant” there is
something that brings the author closer to the stylists of the 18th-century.
We can never stop the passing of time. The peasants living in the De-
partment of Indre know that, as do French writers. France knows this.
Knowledge gives strength, but it can bring a certain sadness as well. There
is such a sadness in cheerful France, which loves light and a good joke.
France's most fun-loving songs never turn into a joyful roar. The colours
of France's palette are light, but there is no brightness in them.

Some people feel awkward in a new suit. <...> Of course, France, in
the era of her Great Revolution, put on its liberty cap like some new outfit,
but surprisingly, this cap immediately seemed to everyone to be France’s
usual headdress, as if she had worn it for many centuries in a row. In years
of turmoil, France is astonishing for its commitment to thousands of little
habits from a long-established lifestyle. In years of silence, of histaorical
calm, shadows wander on France's face, and there is anxiety and anger in
her that can erupt in a thunderstorm that comes unexpected to everyone,
but not for the French themselves. <...>

| don’t by any means want to say that modern-day France hasn't
created anything worthy of admiration. | repeat — you can't judge art in
the short run. Art, in the wise words of the ancient Romans, is “long”. And
furthermore, we're biased judges: many things prevent us from seeing the
passions of the day. | know many books by contemporary French writers
that seem to me to be important and valuable, full of genuine intelligence
for the future. The sacial problems in these books are organically connected
to formal searches — after all, a Frenchman does not separate content from
form, either in everyday life or in art. Averse to metaphysics and abstract
formulas, he sees in the landscape both the image of nature that is so dear
to him, and the picturesque revelation of the world.

llya Ehrenburg. “French Notebooks (1955-1957)"

THREE WORLDS MERGED TOGETHER

The guestion that arises is why does the book
leave the public or home library for a hall
in the museum? The answer is quite simple.
It happens when the book is more than a book.
It becomes a work of art. This phenomenan,
which occurred in many countries, goes back
to the end of the 18th-century. At that time,
books became a major vehicle for artistic self-
expression.

When we look at a livre d'artiste we
examine it from three points of view: as a de-
served representative of the waorld of litera-
ture, the world of graphic art, and the world
of fine printing.

Here are the main features of a livre d'artiste.

1. The book contains original graphic art ex-
ecuted and printed under the artist's supervi-
sion, created in different techniques such as
lithography, engravings on wood, and various
types of etching.

2. The book is an outstanding example of mas-
terly merged text, graphics and technical tools
in one ensemble. <...>

3. The illustrations, instead of being a method
of revealing the text content, become a paral-
lel accompaniment. The artist does not want
to be a “slave of the text”, and creates a new
“plastic equivalent of the poem” (Matisse).

Mark Bashmakav.
“The Artist and the Book” [2015]

11 GEORGE DARBIER
Albert Flamand.
Personnages de Comédie. 1922
Collection of M.I. Bashmakov

21 FrRaANGgoOI1s-Lours ScHMIED
AND GusTAVE MIKLOS
La Création. 1928
Collection of M.I. Bashmakov

51| GEORGE BARBIER
Maurice de Guérin.
DProse poems. 1928
Collection of M.I. Bashmakov.

21 THE OPENING OF THE EXHIBITION
“ART DECO. BOOKS FROM
MARK BasHMAKoOV'S COLLECTION”.
Tae State HERMITAGE MUuseum,
JunE 2018
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EXQUISITE. GEOMETRY

VIENNESE MASTERS" TEXFILES/IN'WOMEN'S (LURESS
OF THE 1910-1930s

MARINA BLUMIN

@ THE ILLUSTRATIONS ARE REPRODUCED FROM THE BOOK
ANGELA VOLKER. TEXTILES OF THE WIENER WERKSTATTE. 1910-1932.
THAMES & HUDSON © 1990, 1394 AND 2004 CHRISTIAN BRANDSTATTER, VIENNA

WE CAN [ONCLUDE THAT TEXTILE [ESIGN STARTED TO PLAY A MORE SIGNIFICANT ROLE

IN DRESS ADORNMENT [OMPARED TO THE PREVIOUS PERIOD [JRESSMAKERS STARTED
PLACING SPECIAL EMPHASIS N THE PATTERNS (JF THE BEAUTIFUL AND [RIGINAL TEXTILES
LJSED |N VARIOUS GARMENTS AND ACCESSORIES

11 DAGOBERT PECHE
HESPERIDENFRUCHT

Fabric sample
and (insef) pyjamas
Photo: d’Ora, 1920

21 JosEF HoFFmaN
APOLLO
1910—1911
Fabric samples

Many patterns demonsirated a new
approach lo textile ornamentation
and extensive application of the lat-
est advances in fine arts in repeat
palterns, in the ways the image was
represented and in the use of colour.
Innovalive palierns played a special
role in women’s coals, blouses,
skirts and dresses, making the gar-
menls sland oul and conlribuling lo
the further evolution of fashion.
Texliles manufactured by the Wiener Werkslatte
and used by the artists of the alliance for dress-
making, serve as a particularly good example to
show how imporiani fexlile ornamenialion was
for women’s fashion in the 1910-1930s.

The early 20th-century wilnessed the appari-
lion of a whole range of production communities
which sirived to further develop applied arts. The
Wiener Werkslalte design studio founded in 1903
by the architect Josef Hoffmann, the artist Kolo-
man Moser and the industrialist Friiz Waerndor-
fer was a pioneer in this field.! In 1903-1910 the
associalion was aclively involved in archileciural
design and Gesamtkunsiwerk (total work of arf)
interior design, producing their own furniture,
metal ilems, leather goods, glassware, and ce-
ramics. Even though there was no dedicated tex-
tile department in the first years of operation, the

artists paid special aliention to designing decora-
tive palterns, which we can see in the photos of
the Sanatorium Purkersdorf (Austria)? and the
Palais Stoclet (Belgium)?.

Seven years after the Wiener Werkstéatte
was founded it was decided to open two new de-
parimenis — Textile and Fashion — to make the
associalion more commercially successful. They
were opened in lale 1910 — early 1911. The fex-
tile depariment was headed by Josef Hoffmann
himself, while one of his students, Eduard Josef
Wimmer-Wisgrill, was appointed head of the
fashion department.* He designed various items
of women’s clothing using fabrics from the texiile
depariment.

The fabrics manufactured by the associa-
tion were of excellent quality and of great artistic
value, and their contemporaries were amazed at
their variely and original palterns. These were
primarily hand-printed onto linen, cotton and silk.
Laler, in the second half of the 1920s, the Wiener
Werkslalie also started using stencils. These tech-
niques made it possible to create all soris of de-
signs, even very iniricale ones. Some designs, for
example, required the use of 24 printing blocks.
It should also be noted that the Wiener Werkstatte
would sfill somelimes use the same fabrics for
both decorative purposes and for dress-making.
The association’s artists gradually moved away
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Epuarp J.
WIMMER-WISGRILL
AMEISE

1910—1911

Fabric sample

MARIA LIKARZ
IRILLAND

1910—1913

JosErF HoFFMmaN
JAGDFALKE

1910—1911

Fabric sample

from this practice, lypical of the previous cenlu-
ries, and slarted crealing patlerns especially for
clothing, dislinguishing malerials depending on
their use.

The Wiener Werkslalie designers followed
the main frends of French fashion, which in the
period preceding WWI explored Neo-Classicism
in women'’s clothing, and after the war, saw the
advent of a new, significanily simplified silhou-
elte in costume design. Thus, the use of textiles
with new, original pallerns became a distinclive
feature of the Wiener Werkstatte fashion depart-
ment, which gave their dresses, blouses, skirts,
and coals an exiravagant look and appealed
greally o their clienlele.

One of the co-founders of the associa-
tion and the head of the texiile depariment, Jo-
sef Hoffmann, was a leading texlile designer.®
He was one of the initiators of the key ornamenta-
tion frends of the Wiener Werkstatte, including
geomelric and folk patterns.

The blouse featuring the Biene (“Bee”) fabric
and a pinafore dress featuring the Cypren (“Cyp-
rus”) fabric show a particular type of geometric
ornamentation in Wiener Werkstatle designs,
which is the next step in a strand of the Modern-
ist style which leaned towards geomelric shapes
and ornamenlal solulions. Wiener Werkslalle
designers were greally influenced by the Scot-
tish architect Charles Rennie Mackintosh whose
works most consistently develop the “constructive
ornament” system.® The “Bee” and “Cyprus” pat-
terns (designed by Josef Hoffmann) bring together
geomelric shapes and wavy elements. Rounded,
spiral, iniricale palierns can be found in the Luchs
(“Lynx”) design (Josef Hoffmann) and “Marina”
design (Dagobert Peche). Their flowing lines and
small spirals immedialely evoked the myslical
spirit of the Modernist slyle. A photograph from a
1913 fashion album pictures a long-sleeved round
neck blouse which looks very original thanks o
the particular rhythm of the “Lynx” design. The
renowned Austrian artist Gustav Klimt greatly ap-
preciated the “Marina” design produced by the
Wiener Werkslatie in a variety of colour combi-
nations. It is a dress with the “Marina” pattern
that Friederike Maria Beer-Monti is wearing in her
famous full-size portrait by Gustav Klimi.

However, the Wiener Werkstatte artists grew
out of the Modernist ornamental patterns. They
proceeded to further geomeirization of vegetal

pallerns which were cleverly used in several piec-
es of clothing. For example, Moser’s “Mouniain-
eer” design with ifs slylised long-stemmed flow-
ers was used for making a shori-sleeved Empire
dress. Iis bollom was made of fabric fealuring
a black print against a dark background, while its
middle part and a rectangular insert at the chest
were made of the same fabric but with a black
print against a while background. The black fop
and the white sleeves of the underdress created
one of the most beauliful women’s oulfits. I be-
came the signature creation of the Wiener Werk-
statte fashion department, and a drawing by Mela
Kohler was used to make advertising postcards
with this dress.

Wimmer-Wisgrill created an original textile
design known as “Ant” which featured a geome-
tricized picture of red and pink flowers arranged
in staggered rows beiween aliernating wide and
narrow black siripes. This design was very popu-
lar with contemporaries. Photographs of the Wie-
ner Werkstatte’s main cusiomers, Sonja Knips
and Friederike Maria Beer-Monti, show them in a
variety of dresses with the “Ant” design. A picture
from a 1911 lookbook shows a stunning evening
gown in the same fabric with a small train, and
preserved skeiches by Wimmer-Wisgrill show
that this fabric was oflen used for conlrast finish
of the collar, sleeves, jackets” hems and coats.

Ugo Zovetli created another geomelric de-
sign, “Fronl page”, where vegelal shapes are al-
mos! unrecognisable. The rhylhm of the repeat
paltern was more complex. This fabric was used
al the Wiener Werkstatte to make a lace-frimmed
house robe. Moser’s “Blackbird” fabric marked
the final move to crealing absiract compositions
outl of geomelric elements, which demonstrates
a clear influence of avani-garde arls on orna-
menlal textile designs at the Wiener Werkslalie.
The “Blackbird” fabric was also produced in
a range of colour combinations. The fashion
department used the black-and-white version
to make a dress combining, as was common at
the time, plain and patterned fabric to highlight
the original geomelric pattern.

In 1908, Josef Hoffmann created the “Mon-
tesuma” texiile design which brings forward
friangular and diamond shapes inscribed with
squares and rectangles. Carl Otto Czeschka used
the same design for his women’s costumes in his
illusiration of The Nibelungen.

11 GusTav KLimMT
DPortrait of
Friederike Beer-Monti,
wearing a dress
featuring MARINA
Oil on canvas. 1916

21 DAGOBERT PECHE
MARINA
1911—1912

Colour proof on paper

s1 GQusTAv KLIMT
IN THE VILLA PRIMAVESI,
WINKELSDORF,
WEARING

A DRESSING GOWN
FEATURING CZESCHKA'S
WALDIDYLL

Wiener Werkstatte
photograph album 137

21 CARL OTTO CZESCHKA
WALDIDILL. 1910-1911

Fabric sample

Geomelric pallerns look an important place
in the lexlile produclion al the Wiener Werkslalie
throughou! the associalion’s operation. Hofl-
mann’s designs oflen fealured siripes — he used
the conlrast of the colours of the vertical siripes
including varying the length of separate siripe
fragmenits in the repeal. The pattern acquired
a special rhythm through this approach to the or-
nament. Sometimes the artist would fill the space
between the siripes with fine geomelric shapes,
making the design more exquisite.

Maria Likarz, a talenied studeni of Hoff-
mann’s, created one of the most original designs,
called “Ireland”. I consisted of various geomet-
ric shapes dominated by constructivist straight
lines. In 1915, Wimmer-Wisgrill designed a blouse
decorated with the “Ireland” fabric. In the 1920s
Likarz developed a lot of textile designs influ-
enced by simultaneous drawings by Sonia Delau-
nay and the constructivists. A skeich of the “Ebro”
dress (designed by Maria Likarz) demonsirated a
new slyle of consiructive compositions which was
most suited for 1920s clothing slyles (ua. 15). Max
Snischek, the author of constructivist “Papagena”
and “Manissa” designs was working in the same
direction. Straight lines and zigzags prevailed. He
placed special emphasis on the partficular rhythm
of the joints and disruptions of various elements
and also the colour combinalion. Skeiches for
dresses featuring these patterns show that in the
1920s the Wiener Werkstéatte fashion department
continued fo create women'’s clothes which were
in line with the latest trends.

Aparl from geomelric designs, which were
evidenily heavily influenced by avani-garde art,
the artists of the associalion came up with new
textile palterns based on folk tradition. Large
vegelal ornamenis drawn in a rather naive and
primilive style and in vivid colours, were widely
used for different garments and slyles.

The first naive textile designs date back to
1910-1911. Despite his love for geomelric shapes,
Josef Hoffmann created few remarkable designs
in this style. Thus, the “Apollo” design was made
of red and orange bell-flowers with large black
leaves drawn in a special primilive style. Mela
Kohler pictured an entire oulfit with the main
accent on a blouse featuring the “Apollo” fabric
in an advertising posicard.

On 15 April 1911 the fashion department
made the first shawl out of the “Yellowbird” fabric
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(designed by Josef Hoffmann), as stated in an en-
try in their regisiry book). The pattern was made
by infentionally superimposing different colours
over the oulline of a flower drawn in a primilive
slyle, which was to suggest a folk tradition. The
Jagdfalke fabric (designed by Josef Hoffmann)
was used in a variely of garments and slyles, with
ils pattern made up of large tulips and bluebells
with leaves. Wimmer-Wisgrill used if fo make an
elegant jacket which was called “Francaise”.
Carl Otto Czeschka stands oul among the
artists who coniributed to developing folklore-in-
spired ornaments. He is the author of a few origi-
nal patterns which were used in different types
of clothing. The Waldidyll (“Forest Idyll”) design
featuring stylised planis, flowers and lying deer
was used lo make a house coat for Gustav Klimt.
Another pattern, called “Bavaria” was made of
large flat flowers and leaves against a dark back-
ground; the fashion depariment used this fabric

Large vegetal palierns inspired by folk ira-
ditions greally impressed the French designer
DPaul Poirel. After visiling Vienna, he founded
La Petite Usine (“The Small Factory”), which
made block-prinied fabrics, and invited the avani-
garde artist Raoul Dufy who was familiar with the
folk fradition to work with him. Some of the Petite
Usine fabrics demonsirated a clear influence of
the Austrian association.” Just like the fashion
department of the Wiener Werkstatte, Paul Poiret
used his own fabrics to make clothes emphasis-
ing large primilive-siyle vegelal patterns. These
made the French designer even more famous.

The Wiener Werkslalle made a significant
coniribution to the evolution of textile ornamenta-
lion, enriching decorative and dress fabrics with
new pallerns and considerably influencing the
fashion of the first quarter of the 20th-century.

RU.CARTIER.COM
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to make an exiravagant fur-trimmed coat. u-: g

Another remarkable artist of the associa- The study of avant-garde art has now reached a stage where it is possible :
tion, Dagobert Peche, made this movement more to do more extensive research of its various movements and manifesta-
decorative. He was the author of a large number tions, including in textiles. In recent years, new findings and evidence have .
of patterns for decorative and dress fabrics in the readjusted the idea of the artistic life in Western Europe and Russia, show- .1* &
late 1910s — early 1920s and significantly influ- ing how avant-garde movements influenced ornamental patterns in textiles :
enced his colleagues. Peche’s “Pan” and “Apple of the 1910-1930s. Detailed research of this multi-faceted phenomenon i
of the Hesperides”, for example, were used by revealed that its main vectors which were largely defined by the waorks
the fashion department o make women'’s jackels. of avant-garde painters (Raoul Dufy, Sonia Oelaunay, Kazimir Malevich,
While some of them were particularly elegant, Lyubov Popova and Varvara Stepanova), the production communities of
others looked rather unusual and had a revolu- artists (the Wiener Werkstatte), as well as graduates of art and design
tionary cut, which was clearly ahead of its time.  schools (Bauhaus, Vkhutemas). »

- .
F
4

1 See: Q. Far-Bekker Iskussivo Moderna [Modernist Arf]. Koln, 1996. P. 361.
2 Josef Hoffmann and other artists of the alliance were commissioned to design the interior of the Sanatorium Purkersdorf,
near Vienna, in 1904.
3 The interior of the Palais Stoclet in Brussels was designed by the Wiener Werkstatte between 1905 and 1911
under the supervision of Josef Hoffmann.
4 Eduard Josef Wimmer-Wisgrill headed the Fashion department in 1910-1922, and in 1922 he was replaced by Max Snischek.
5 See: Samuels C. Arf Deco Textiles. London, 2003. P. 7.
6 D.V. Sarabianov. Modern. Isforia stilia. [Modernist movement: History of the style] Moscow, 2001. P. 147. \l-
7 See: Volker A. Textiles of the Wiener Werkstdtte: 1910-1932. London, 2004. P. 203.
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Bracelet

Cartier, New York. 1925

Platinum, brilliant — and single — cal diamonds,
emerald and ruby, cabochons, onyx.

2.56 x 19.1 x 0.28 cm

ARKADY IZVEKOV *
@ THE PICTURES ARE PROVIDED BY THE AUTHOR

Provenance: Louis Graverael Caufman. Carlier collection. © Cartier

A PURE EXAMPLE QF ART

PROJECTED |NTO THE FUTURE

THE QRIGIN OQF ART DECO |S OETEN MISTAKENLY ATTRIBUTED
TO 1925, WHEN PARIS HOSTED THE PHANTASMAGORICAL
INTERNATIONAL EXHIBITION QF CONTEMPORARY [JECORATIVE
AND [NDUSTRIAL ARTS, THIS WAS THE FIRST TIME THE NAME
"ART DECO" WAS USED, HOWEVER, THE HISTORY QF THIS STYLE
IS RATHER COMPLICATED CONFUSING AND MYSTERIOUS,

n fact, Europe of the early 20th-Century celebrated Modern Art or Art Nouveau
(in Russian: “new style”, Modern). One of iis forerunners, William Morris, chose to revive
medieval aesthetics, taking up the ideas of Carlyle and Ruskin. He blended romanti-
cism and pragmatlism, giving birth fo a grandiose aesthetic Chimera, which eventually
brought European culture lo its decline. Morris was not the first fo cherish the dream
of “neohistorical” philosophy and the “neo-Gothic” style, but he was the one who created
the English Modern Style, which started as a medieval socialist ulopia and ended up as
a flamboyant style.

The moralistic stalement of Morris was to observe medieval art and praise feudal
sociely. As a resull, aesthelical and social ulopias merged inlo one, while the expected
“holistic environment” based on ufilitarian and artistic equalily did not appear. Neverthe-
less, the following decade in Europe was defined by the “new style”, which was exquisitely
beauliful and elegant, though artificial. For centuries lo come, if has remained a testimony
lo the ineffable longing for the lost harmony of life in limes of crisis.

Berirand Russell warns us: “lo absorb those imperious forces, the toys of which we
are — death and loss, the impossibility of the past and the helplessness of man fossed
from one vanily to another by the blind chance of the Universe — o feel and learn
these things means lo win over them. That is why the past has such fragic appeal fo us.
The beautiful poised paintings bring the memories of the enchanifed spell in the late
autumn before the first gusts of wind tear the leaves off the branches. The past can-
not change or even aspire to do so; it sleeps soundly
after the convulsion and fever of life. Petty and fran-
sienf things once desired and sirived for have lost their
appeal, whereas beautiful and eternal things have *
turned inlo stars shining from the distance. For the ig- Arkady Izvekov —
norant souls the beauly of the pasl may be unbearable; the General Direclor

of the Cartier House
but for those taking control of their destiny it might be in S. Pelersburg
the source of spirituality.”

(Berirand Russell, Why I am not a Christian, 1927).
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Morris lost his course fo fale. While facilifaling the inlegration inio the
arlificial aesthetic environment of things made in the “single medieval style”,
from wallpaper and curlains lo furnilure and cosiume, he crealed his own
theatre of life, erasing the line between arf and realily. Performances on and
off stage replaced life itself. Spiritual gave way lo sympathelic, fragic gave
way lo touching. Eventually, all of this was also abandoned. The aesthetic
movement, which lost touch with ever-changing life, was overshadowed
by other trends.

Long before the decline of the “new style“, the recognised genius
of jewellery Louis Cartier iried to take the thriving style in a new direction.
He had never been interesied in the aesthetics of the iransformed past.
On the contrary, he looked forward to the future envisioning something that
no one else could even imagine. Although the definition had not been coined
yet, the style of his works could be called Art Deco.

The first sketches in the new style created by Cartier designers in 1902—
1904 were siriking. Their patterns resembled the “garland” style created by
Alfred Cartier at the end of the 19th-Century. The exquisite ornament outlined
jewellery. The two now legendary brooches were ingenuous for the time.

© Carlier

CRAZY YEARS

An excerpt from an article
in the catalogue of the exhibition
at the State Hermitage Museum in 1994:

On the 11th of November, 1918 the First
World War ended. A truce was signed in
Rotunda. France won in the war. The price
was terribly high! It amounted to 1.4 mil-
lion dead, 600,000 disabled, seven percent
of the territory ruined, the industry exhaust-
ed, huge public debts...

However, the euphoria of the vic-
tory helped forget the horrors of death and
destruction. After adversity and hardship,
there was a great desire to enjoy life. This
strong thirst for life sought to find new
ways of satisfaction. After all, everything
had to change now. It was necessary to
free the bodies and souls from the con-
ventions of a hypaocritical and limited so-
ciety held responsible for the catastrophe.
The bourgeois France took the lead.
The new trends in literature and art —
Oadaism and then surrealism — manifested
the critical position spiced with irony and
a wish to cross all the boundaries.

Those were crazy years! Like in the
time of the Second Empire, all eyes were
fixed on Paris with Josephine Baker, Mau-
rice Chevalier, Paul Poiret, Kees van Don-
gen, and the Russian ballet of Diaghilev
in the spotlight. Diaghilev was quite over-
whelming! He invited all the great talents
to collaborate: Picasso, Larionov, DOerain,
Goncharova, Matisse, Brague, Max Ernst,
Stravinsky, Auric, Milhaud, Poulenc, Erik
Satie, Cocteau.. After being reformers
of traditional aesthetics in 1905-1910
they became intellectual leaders in the af-
termath of the war. The artistic avant-garde
was flourishing thanks to the psychological
and social upheavals caused by the world
war. This helped France to recover from
the historical crisis.

Fashion also marked a correla-
tion between post-war societal develop-
ment and the avant-garde movement.
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They had nothing of the past, and resembled nothing that had been iried
before. They became a sheer example of art projected into the future.

The most siriking phenomenon was thal innovations in jewellery, deco-
ralive in nature, laid a foundation for the great architectural and artistic
style, as well as the age itself. This is a fruly unique case. For example, both
the exterior and interior of the United States-Chrysler building, one of the
Art Deco landmarks built in 1930, is reminiscent of Cartier miniature works
created almost 30 years earlier.

By the end of the 1920s, Art Deco had acquired a set of distinctive
features, which included a cult of refinement, a synthesised approach, ex-
ofic motifs, ultra-new materials and techniques, and the latest trends in
art. This fusion resulted in outstanding works of art. The works of Cartier
masters rendered all these fealures. The molives of Ancien! India, Egypl,
and China’s arlislic heritage were combined with sophislicaled animalislic
themes. The most unexpected combinalion of malerials — platinum, emer-
alds, diamonds, onyx, coral — was also a novelty. Meanwhile, all of this was
finalised thanks fo the perfection and artisiry of jewellery making.

Another reason why Art Deco became the main achievement of
20th-Century art was that it combined classics and innovation, monumen-
tality and sublime lighiness, angular geomelry and fluidity of lines, bright
colours and steel brilliance, elegance and exiravagance. At the same time,
Art Deco could meet the bourgeois demand for luxury and exclusivily in
a delicale way.

11 Pendant brooch 21 Brooch s1 Pendant brooch
Cartlier, Paris. 1914 Cartlier, Paris. 1913 Cartier, Paris. 1913
14.7 x 8.7 cm Gold, platinum, 12 x 5.2 cm
Cartier Paris Archives sapphire cabochons, Cartier Paris Archives
© Cartier while and green enamel © Cartier

5.5x2x0.5cm
Provenance:

Countess of Hohenfelsen.
Cartlier collection
© Cartier

The women were taking on new roles.
Having replaced men on the factory floor
and in the office, widowed or doomed to
loneliness, they learned to rely on them-
selves. Many of them appreciated the ad-
vantages of emancipation. Paul Poiret, the
acclaimed head of Parisian designers of the
pre-war period, recognised this trend and
suggested further liberation in clothes to
women who were already freed from the
shackles of their own spirit. He helped them
out of a tight corset and gave them simple
straight dresses made of light fabrics, which
emphasised mobility and swiftness, rather
than femininity.

Coco Chanel, Patou and Lelong fol-
lowed in his footsteps. The dress did
not mean a mother of the family and the
sustainable well-being of social status;
it symbolised a new independent life Full
of joy. Hairstyles became shorter, and so did
skirts. Her legs could move to the rhythm
of Charleston. An emancipated woman,
thin and flat-chested, became a companion
of men in work and entertainment.

Women loved work, sport, driving
and dancing. Fashion reflected this meta-
morphosis and contributed to it. The same
was true for the art of jewellery.

Jewellers lost interest in both dia-
mond garlands loved by the rich bour-
geoisie and the intricate graphics of Art
Nouveau favoured by demonic women.
Vertical lines dominated: long chains with
light dresses, long hanging earrings with
short haircuts. Narrow or broad bracelets
covered bare arms. Brooches were at-
tached here and there: on the shoulder,
on the chest or on the belt. The watch, the
symbol of a business woman, was worn
on the wrist. Women were wearing new
make-up, such as white powder, bright
red lipstick, and black eyeliner. The final
touches to this new female image were
a cigarette and an elegant handbag,
where everything was stored.

Tombstone of Count Siconulf. Limestone. 57.0 x 92.0 x 13.0 cm

Provincial Museum of Campania, Capua
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A FINE MANNER
OF DIALOGUL

THE ERA OJF REMBRANDT AND VERMEER EXHIBITION
MASTERPIECES FROM THE | EIDEN COLLECTION
PRESENTS 17TH-CENTURY MASTERPIECES
BY THE DQUTCH QLD MASTERS FROM (NE
OF THE WORLD'S MOST CELEBRATED PRIVATE
COLLECTIONS * NAMED AFTER REMBRANDT'S
HOMETOWN |N THE NETHERLANDS ALONGSIDE
LEIDEN SCHOOL ARTWORKS FROM
THE STATE HERMITAGE COLLECTION
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The Leiden Colleclion, assembled in 2003

by Thomas S. Kaplan and his wife, Daphne
Recanali Kaplan, lists some 250 painlings and
drawings. The Collection was first unveiled

to the world at the Louvre in 2017. If was
subsequently exhibited with great success at
the Nalional Museum of China in Beijing and

the Long Museum in Shanghai, China. In 2018,

Russia will be welcoming the maslerpieces
from the Leiden Colleclion atl the Alexander
Pushkin Art Museum in Moscow and the State
Hermitage in St. Petersburg.

GERRIT Dou

Herring Seller

Ca 1670-1675. Oil on wood
The State Hermitage Museum,
Sti. Petersburg

Inv. NO I'D 890

@ PHOTO: NATALIA CHASOVITINA, 2018



THE EXHIBITION FEATURES 82 ARTWORKS FROM THE LEIDEN COLLECTION: 12 REMBRANDT PAINTINGS, A NUMBER OF PAINTINGS BY
FRANS HALS AND JAN VERMEER, AND A FEW WORKS BY REMBRANDT'S PUPILS GERRIT DOU, FERDINAND BOL AND GOVERT FLINCK.
THERE ARE ALSO TWO DRAWINGS ON SHOW: YOUNG LION RESTING BY REMBRANDT AND HEAD OF A BEAR BY LEONARDO DA VINCI.

IRINA SOKOLOVA AT THE STATE HERMITAGE'S
LABORATORY FOR SCIENTIFIC RESTORATION

oF EASEL PAINTINGS INTRODUCES

THE MEDIA TO THE HERMITAGE'S 4 ARTWORKS
BY DurtcH OLD MASTERS, INCLUDED

IN THE CURRENT EXPOSITION:

JaN LieEVENs “PoRrTRAIT OF AN OLD MAN”,
JacoB VREL “AN OLD WoMAN BY A FIREPLACE”,
ADRIAEN VAN DER WERFF “SARAH PRESENTING
HaGAR TO ABRAHAM”, AND GERRIT Dou
“HERRING SELLER”.

THERE ARE EIGHT HERMITAGE MASTERPIECES ON DISPLAY. THESE “FINE MANNER" LEIDEN SCHOOL PAINTINGS RESONATE WITH
THE PAINTINGS FROM THE LEIDEN COLLECTION. SOME WORKS ARE DIFFERENT ITERATIONS OF THE SAME THEME, SUCH AS JACOB
VREL'S PORTRAIT OF AN OLD WOMAN BY THE FIREPLACE OR GERRIT DOU’S HERRING SELLER. AND SOME PAINTINGS EVEN SUGGEST
PAIRS: THE HERMITAGE PAINTING, THE BROKEN EGG BY FRANS VAN MIERIS THE ELDER, WHICH SHOWS A YOUNG PEASANT WOMAN,
WAS POSSIBLY PAIRED UP WITH VAN MIERIS' THE TRAVELLER AT REST FROM THE LEIDEN COLLECTION AT SOME POINT IN TIME.

@ PHOTO: NATALIA CHASDVITINA, 2018

Representing Rembrandl’s early, “Leiden” pe-
riod, the masterpieces on display include his se-
ries of allegories of the senses: Sfone Operation
(Allegory of Touch), Three Singers (Allegory of
Hcaring), and the most recent discovery, Uncon-
scious Patient (Allegory of Smell), the lalter being
the earliest work bearing the arlist’s autograph.
The mature period of Rembrandi’s oeuvre, associ-
ated with his lengthy and highly prolific sojourn in
Amsterdam, is exemplified by Portrait of a Man
Wearing a Red Doublet, Portrait of a Girl Wear-
ing a Gold-Trimmed Cloak, and Self-Portrait with

PIETER LAsSTMAN

David and Uriah

1619. Oil on wood

The Leiden Collection, New York

Shaded Eyes. The iconic Minerva, a signature
painling from that period, signifies the apex of
a succession of kindred historical painlings cre-
ated by Rembrand! in the mid-1630s, which de-
picted women-heroes of ancient times (his Flora,
also in the Hermilage, also belongs in this series
of monumental mythological female images).
This is a unique opportunity o admire one of
the 36 known paintings of Johannes Vermeer van
Delft: Young Woman Seated at a Virginal. This
late work by Vermeer is assumed o have been
painted on a piece of canvas taken from the same
roll that was used for one of his other works, The
Lacemaker, on permanent display at the Louvre.
Other paintings at this exhibition include
Dortrait of Samuel Ampzing and Portrait of Con-
radus Vietor by Frans Hals, a painter from Haar-
lem, known primarily for his masterful portraits.
A special seclion of the show is devoted to
the painiers of the Leiden School of fijnschilders,
or “fine manner painters.” These small-size works,
painied on wood or copper, distinguished by their
exceplional virtuosity of technique and purily of
colour, were always highly sought-after by col-
lectors. The paintings on display cover a broad
gamut of genres current in 17th-century Dulch art.
Along with hislorical scenes, porirails and genre
painitings, a few charming animalistic paintings
are also presenl. All these chefs d’oeuvre are
exiremely well preserved, giving the viewer a
chance to appreciale the perfection of technique,
the miraculous brushwork of the Duich masters.
Further on display are painlings by Gerrif
Dou, Frans van Mieris the Elder, Gerard ter Borch
and Gabriel Metsu. The unique painling, Hagar
and the Angel by Carel Fabritius, is one of only
16 works by this artist extant today.

‘ Mikhail Piotrovsky

@ PHOTO: © HERMITAGE XXI CENTURY FOUNDATION, 2018

AuUuGuUST 2018.

“Our idea was to show the two collections in dialogue.
It is amazing that someone has put together such an
exceptional collection in our time, and it connects so
well with the Museum'’s collections of old. The choice
of paintings in the Leiden Collection resembles our own
art selection from the 18th-century for a reason: these
masters were in high demand among collectors in the
18th-century (this is particularly true for Rembrandt
and his circle, the Leiden School masters and the fine
manner painters). Small-size paintings always had this
special appeal. They netted the highest price on the
antiques market, and art connoisseurs were mad about
them. All these paintings ended up in most distinguished
collections as early as the 18th-century.

Eight artworks from our stocks happen to be eli-
gible for a ‘dialogue’ with their counterparts from the
Leiden Collection. | believe that this modest and re-
spectful method of presenting two collections at once,
to highlight new aspects of both in order to gain new
insights from the 21st-century collection, bespeaks the
fact that the market is not yet exhausted, and that peo-
ple endowed with good taste, the financial wherewithal
and true passion for art are able to build @ matchless
collection even in this day and age.

The Hermitage paintings come in gold-trimmed
frames to distinguish them from the 18th-century black
frames of the Leiden Collection, deriving from the ebony
frames that were widespread in the Netherlands at the
time.”

Irina Sokolova, Chief Research Associate,
Department of Western European Art,
Dutch Art Custodian of the State Hermitage

“The Leiden Collection connects with our own paintings from the Dutch Golden Age

in a multitude of ways. The Hermitage collection began with the Frans Hals’. The two Frans
Hals painlings, together with our own ones, give rise o a mesmerising symphony

of the masterful siroke, the powerful brushwork, and the mysilerious sheen of the painl.
The exquisite ‘fijnschilders” masterpieces of the Leiden Collection go so well with our

own Gerrit Dous and Frans van Mieris that they seem to have always been here.

But the Jan Steens of the Leiden Collection are very different. Ours are coarser, more

reminiscent of the Holland of Peler the Greal.”




THOMAS KAPLAN !

1

Thomas Kaplan

(born 1962) —
Businessman and
Collector (USA).

The owner of the biggest
private collection of Dutch
Art of the 17th-Century —
the Leiden Collection.

2

The Leiden Collection

belongs to Thomas Kaplan
and his wife
Dafna Recanali Kaplan.

ABOUT THE EXHIBITION IN THE STATE HERMITAGE.

| brought my family to the Hermitage four years ago, which we called
a pilgrimage. The joint exhibition of Leiden Collection together with the
paintings of the Hermitage is on display for the first time since we showed
the collection in the Louvre. And we are thrilled. We are extremely hon-
oured. The elegant way in which Irina Sokolova has chosen paintings that
are in many ways directly related to paintings that we are showing here,
has been extremely gratifying. It is a unique honour to be exhibiting in the
Hermitage. As I've said on many occasions, if Amsterdam is the Mecca for
Rembrandt, then surely St Petersburg is Medina.

ABOUT COLLECTING AND CATHERINE THE GREAT

I've been in love with the art of Rembrandt for nearly 50 years, since | was
six years old. Even when we began to collect 15 years ago, | truly did not
believe that we would ever own one Rembrandt. For the first five years of
our collecting we were able to acquire on average one painting per week.
This could not be done again. Rembrandt or Gerard Dou, or Frans van
Mieris, we have over 40% of the paintings by these artists in private hands.
And of course we have unique pieces like Vermeer and Carel Fabritius.
We were lucky, truly lucky, that what we loved was available and that the
people who might have competed with us were focused in other places
and so we were able to take advantage of that moment. We were so active
that the comparison which the dealers made was with Catherine the Great.
And they said: “You know, you collect like a Russian empress”. And | said:
“Well, thank you, that's very flattering”. They asked me “When will we know
to stop offering you paintings?”, and | said “That’s not a question far you
to ask. | will tell you. We are still buying.”

VISITORS AT THE EXHIBITION,
THE ERA OR REMBRANDT

AND VERMEER. MASTERPIECES
FROM THE LEIDEN COLLECTION
TaE STATE HERMITAGE MUSEUM,
ST. PETERSBURG. OCTOBER 2018

FROM THE VERY BEGINNING \WE MADE A CONSCIOUS DECISION THAT WE WOULD
NOT KEEP THE PAINTINGS AT HOME AND NOT A SINGLE ONE OQF QUR MORE
THAN 200 PAINTINGS HAS BECOME AN EXCEPTION, QUR BELIEF WAS THAT
THROUGH QUR PASSION WE HAD THE QPPORTUNITY TO CREATE A COLLECTION
THAT \WOULD BECOME A LENDING | IBRARY TO MUSEUMS.

AND [NDEED FOR THE FIRST 15 YEARS OQF QUR COLLECTING WE WERE
ANONYMOUS BUT AT THE SAME TIME WE WERE ALREADY THE MOST PROLIFIC
LENDER OF THE LD MASTERS TO 40 MUSEUMS AROUND THE WORLD,
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ABOUT THE COLLECTION

The collection is large. Each painting has a story about how it was acquired, or they have stories in their
provenance of what happened to them, what they saw hanging from the wall. But when | look at the
Minerva, for example, | am always astonished to believe that we can have such an important masterpiece
in a private collection. I'm astonished that we have Vermeer, Carel Fabrizius, “The boy with a turban”
by Lievens — these are iconic items. | could spend hours with you on that subject.

Clearly we have not been afraid to swim against the tide, either by collecting, or by lending to
museums. It's not our business how aother people form and use their collections. We are very respectful
of free choice. Sharing art — this warks for us, in fact it's the only way that we could have been caollec-
tors, | believe. It is unimaginable to me that the paintings shouldn’t be seen by the public. | remember
the reaction of a young girl and boy at the Getty museum — this inspired me to say to my wife: “What do
you think about just committing to lending all of our paintings?”. And she said “I couldn’t agree maore”.
It was obvious for both of us.

We have acquired several Rembrandts in the last year. As long as we can still take advantage
of people’s complacency, why not?

The State Hermitage Museum

ABOUT OBJECTIVES
From the beginning, the mission was to share. It was inspired
by a guotation by Tolstay: “joy comes from having a purpose
bigger than oneself and being of service and having a purpose
beyond one’s own self-interest”. And so, when we lend, we do
so because we think that this is a great opportunity to share
the paintings.

What has changed is that we are no longer anonymous 2.
We can use the focus on Rembrandt to promate the values
that we believe are desperately in need of propagating. We
are not cynical people. We believe that at this moment any
opportunity to create avenues of mutual respect and toler-
ance should be taken. We believe that this is the time to build
bridges between people and not burn bridges. And we consider
Rembrandt to be the most universal of artists because of the
influence that he had on so many of the greatest artists that
followed him. This is a wonderful tool that we have. So the
attributes that we have are our passion and Rembrandt as
a wonderful unique calling card.

The reception that we've had far this message during
the display of our collection in France, China and now Rus-
sia has been absolutely extraordinary. And we look forward

SPECIALLY FOR VISION-IMPAIRED VISITORS, to continuing this mission next year in the heart of the Middle
SPECIALISTS OF THE STATE HERMITAGE East in Abu Dhahi.

CREATED PAINTING COPIES,

WHICH YOU CAN “SEE WITH YOUR HANDS” .

The State Hermitage Museum, St. Petersburg. 2018

@ PHOTO: @ HERMITAGE XXI CENTURY FOUNDATION, 2018

THE WAY FORWARD

| make no assumptions. | have some great passions in my life. Rembrandt is one of them.
But you would be surprised to know that wild life conservation is at least as important to
me. The protection of big cats — tigers, leopards, snow leopards — a lot of the cats that are
also found in Russia. But | make no assumption that my children will follow my passions.
| want them to follow their own. So what happens will happen. | don't know. Most likely
whatever we decide to do with our collection will be decided during my lifetime.
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MIKHAIL PIOTROVSKY *

REMBRANDT.
BIBLE
STORIES

@ PHOTO: PS. DEMIDOV, B.S. TEREBENIN © THE STATE HERMITAGE, ST. PETERSBURG, 2018

REMBRANDT AND THE QLD TESTAMENT
IS A COMPLEX |SSUE THAT HAS BEEN
THE FOCUS QF MANY BOOKS
AND ART EXHIBITIONS 2 THIS |S ONE

INTO MUSEUMS AND MUSEUM STUDIES
AND |NSPIRES A DISCUSSION

OF DIFFERENT ASPECTS OF MUSEUM LIFE
AND MUSEUM ATTRIBUTIONS
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ReEMBRANDT HARMENSZ vAN RN
Haman Recognizes His Fale
Ca. 1665 . Oil on canvas. 127 x 116 cm
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ere we see an oriental noble-
man from the Old Testament, adorned with jewels.
He’s walking away from another very important
person with a crown over his turban: obviously,
the king, the ruler. The man walking away press-
es his hand 1o this chest: this is clearly a sign of
humilily and submission. There’s another figure
as well — an old man who is judging the main
characler.

There are several interpretations of the paint-
ing. One explanation (from the second half of the
20th-century, originating from The Hermitage),
is thal the painiing shows David and Uriah. David,
the King of Israel, saw the beautiful woman Bath-
sheba, and lay with her. Bathsheba’s husband,
Uriah the Hittite, was a soldier. David sent Uriah
with a letler fo the army general, ordering Uriah
to be sent to the front lines of the batile, and tell-
ing the general there was no need to spare Uriah.
And indeed, Uriah was killed in batile. One of the
theories is that Rembrandt!’s painting shows the
scene when David sends Uriah to his death, and
Uriah understands thal this will be his end. In this
interpretation, the third character in the painting
is the prophet Nathan, who, as we know, called
upon David to repenl. That said, Nathan did this
only laler, after everything had already happened,
so nol everything in this interprelation fits with the
painting. This is only one explanalion.

There are other possible explanalions of the
painling as well. One of them is that the painting
shows King Saul sending his son Jonathan away.
Another explanalion, which exisls alongside the
subject of David and Uriah, and which is accepled
by many as even more reliable, is thal the painting
shows the moment when Haman recognizes his
fale. This subject comes from the famous Book
of Esther.® The selting is the Persian capital of
Susa, ruled by King Ahasuerus (Xerxes). A large
number of Jews are living in Susa (Shushan), in-
cluding Esther, the new young wife of King Xerxes.
The King has a viceroy named Haman: a rude,
angry, arrogant person. It happens thal Morde-
chai — a Jewish sage who raised Esther — refuses
to bow down to Haman. This infuriates Haman,
who decides to desiroy Mordechai and all other
Jews in the empire. Haman gets permission from
Ahasuerus to do so. Once before this, Mordechal
had seen a prophecy and discovered a plot to
assassinate Ahasuerus, and Mordechai’s service

to the King was recorded, bul Xerxes has forgot-
ten aboul this. Esther finds a way to remind the
King aboutl this past event, and turns the wheel
of history completely around: instead of killing
all Jews, Xerxes orders Haman o be hanged.

This story comes from the Bible. The Bible
is an eternal book relevant to all nations. Many
people, particularly in 17th-century Holland, per-
ceived the Bible as relating to their country’s his-
tory, as a symbol of Duich patriotism. The new
young nation of the Netherlands was inspired by
the Bible. They had just fought and won liberation
from Spain, and felt like a kind of chosen people:
Dutch, Protestant, Calvinists. The story of Esther,
distanced from her ethnic roots, was very popular.
It demonsiratied that a people favoured by God
would be saved in the most difficult situations.
The Duich felt this way about themselves.* Thus,
women who were important to Dulch history were
then called “new Esthers,” and plays were staged
based on this plot. In Holland of the golden age, in
Rembrandt’s era, Esther’s story was a stereotype,
a model story of the siruggle for one’s people.®

Here’s another museum story: in 2006, when
the whole world was celebrating the 400-year an-
niversary of Rembrandt’s birth, the Musée d’Art
el d’Hisltoire du Judaisme in Paris asked us for
Haman Recognizes His Fale.® We rarely lend
works by Rembrandi, since these are our main
Ireasures — the exhibilions musi be very impor-
tant. At first it seemed o me, as the Museum Di-
rector, that this exhibition was not exaclly one to
which we could send such an imporiant painting,
but highly repulable people in the French muse-
um communily began persuading me to lend the
painting to Paris. These people were specialists
with whom we work, who advise us frequently,
and who are on our Advisory Board. They con-
vinced me that this would be a very serious exhi-
bition, and thal’s exactly how it was.” We lent the
painting, and a wonderful book was published
that allows us o undersiand a great deal about
this work. There were many mentions of the exhi-
bition in the press as well.

All of this is part of the discussions “Rem-
brandt and the Jews”, and “Rembrandt and the
Old Testament”, which take part constanily in
art history. We know that Rembrandt! lived in the
Jewish quarter of Amsterdam and painted many
biblical subjects. In the 19th-century there was

=
=
w
o
w
o
w
=
vi
-]
=
o
=
=
i
=]
wi
o
]
=
o
I
o

©
i
(=]
~
L)
o
=]
=]
%l
o=
[¥¥)
—
w
o
=
w
wl
]
<
=
=
o
wl
ES
wl
=
<
=
wm
w
T
—

a charming legend that Rembrand! was an ex-
traordinary Judophile, that for him Jewish culture
was the most important and the most interesting,
that he mainly porirayed Jews, and used Jews as
his model when painting Christ. Recently, another
theory has emerged that in fact the opposite was
true, and that Rembrandi, as a proper Calvinist,
didn’t like Jews very much, but he met a lot of
Jews in Amsierdam because he lived near them.
In fact, there’s a happy medium, and the French
exhibition followed this route: it showed that Jews
occupied an imporlant part in the cultural life of
Amslerdam of the golden age, bul not the mosl
imporlant one. Rembrandi speaks first and fore-
most about the Old Testamenti, and about Jews as
a source of knowledge about the Old Testament,
which was exiremely important for Prolestant
Holland (remember, the essence of Protestantism
is an appeal lo the Old Testament, with deep in-
sight info its ethics and aesthetics).

Amsterdam of the 17th-century, where Jews
from Portugal settled, was a place of great toler-
ance for others. There were a lot of Jewish mi-
granis in Amsterdam, living in the Jewish quarier,
and they built new synagogues (the Jewish com-
munily of Amsterdam is very large fo this day).
All Jews in Portugal (or Sephardi Jews in Spain)
were converled fo Christianity, and only began to
return o Judaism in Holland. To do this, they had
to invite rabbis and teachers from North Africa,
from Muslim couniries, to Holland, because unlike
in Europe, Muslim countries did not force Jews to
convert to Islam, and so there were still Judaic

PIETER LASTMAN
Abraham on the Road to Canaan
1614. Oil on canvas. 72 x 122 cm

Received in 1938. Purchased from a privale seller
The Stale Hermitage Museum, St. Pelersburg
Inv. NO I'D 8306

communities and teachers there. Thus the Dulch
Jews of the lime had a great interest in the realities
of ancient life, as reflected in the Old Testament,
and in the defails presenied in the Old Testament.
This knowledge was in demand by Calvinisis as
well. The Calvinists were tough, intolerant people
(although even more intolerant of themselves than
of olhers), but their movement to the Old Testa-
ment made them slighily more lolerant.

REMBRANDT, AS AN ARTIST WHO MADE HISTORICAL PAINTINGS,

WAS FASCINATED BY BOTH JEWISH AND OLD TESTAMENT SUBJECTS.
HE OBVIOUSLY DREW AN ENORMOUS AMOUNT OF MATERIAL

FROM THIS ENVIRONMENT, AND TALKED WITH THE JEWS FREQUENTLY,
ASKING THEM QUESTIONS AND LEARNING FROM THEM.

It’s important to undersiand that biblical
stories came to Dulch artists not only from the
Bible. Flavius Josephus’ “Antiquilies of the Jews”
was very widespread in the Protestant environ-
ment. 8 Biblical scenes were retold by Josephus in
a slighily unique way.

The Hermitage has a painting by Dieler Last-
man, Rembrand}’s teacher, dedicated to Abraham
entering the land of Canaan.

There are two conceptions about Abraham:
one is the Jewish view, where he is an ordinary
person, with emotions and faith in one God. But
there is also Josephus’ conception, for whom
Abraham is a scientist, a sage, who praclically
calculaled the fruth thal God is one. Lasiman
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11 REMBRANDT HARMENSZ VAN RN
David’s Farewell to Jonathan
1642. Oil on canvas. 73 x 61.5 cm
Enitered in 1882 from the Monplaisir Palace
at Peterhof. Purchased in 1716;
Formerly in the colleclion of Jan van Beuningen
The State Hermitage Museum, St. Petersburg
Inv. N0 I'D 713

21 REMBRANDT HARMENSZ vAN RN
Sacrifice of Isaac
1635. Oil on canvas. 193 x 132 cm
Received in 1779. Purchased from the collection
of Sir. Robert Walpole at Houghton Hall Castle, England
The State Hermitage Museum, St. Petersburg

Inv. N I'D 727

depicls just such a sage: in Abraham’s basketl,
carried by a mule, there is an asirolabe and
a book. Abraham is a scholar who came to Pal-
esline, nol a shepherd and Irader from Mesopo-
tamia.

Rembrand!i also falls under the influence
of Josephus’ interpretation of Abraham.

Rembrandl’s David and Jonathan is the most
famous of the paintings that were bought for Peler
the Great’s art colleclion. The painting’s subject
was inlerpreted in different ways for many years.
Modern scholars associate Rembrandt’s idea for
the painting with the biblical story from the First
Book of Kings.

David, who killed Goliath, became a military
commander under Saul, and, in essence, made
Saul the ruler over all of Israel. He became very
friendly with Saul’s son, Jonathan. But Saul start-
ed envying David, and decided fo kill him. David
had amassed too much fame for Saul. Jonathan,
al David's request, found out the truth, and came
to David fo tell him that his father wanted to kill
him, and asked him to hide. They bid each other
farewell: David clung to the breast of Jonathan,
and he had a sword and a cloak that Jonathan
gave him. According to the biblical story, David
prosiraled himself, and bowed at the feet of Jona-
than, while Flavius Josephus says they had a dis-
creet, brotherly farewell. Such small details are
very important for art history studies, although
perhaps they are nol so significant fo a person
who simply looks atl the painling and enjoys it.

Another subject concerning Rembrand! is
the presence of Hebrew inscripfions in his painl-
ings. Rembrand! iried very hard to follow the re-
ality of the Old Testament: for example, nowhere
else do we see such precise Oriental costumes
as those painted by Rembrandi. Nowhere else
do we see Rembrandl’s Oriental admiration of
precious stones. Look at Haman’s turban, look
al Abraham’s dagger — all painted by Rembrand!
al different limes in his life (Abraham is a charac-
ter in his early painting, while Hanan comes in a
late work). Just look at the brilliance of the biblical
gems in the painiling David and Jonathan! And
Flora also has many elemenis of Old Testament
clothing in the old traditions. Rembrandt looked
for all this, studied it, and became full of the ideas
of Jewish mysticism, which were also very well-
developed in Rembrand!’s time.

Spinoza — one of the most important figures
in Amsterdam life — was living in Amsierdam
atl the same lime as Rembrandi. The mystical
light of the perception of antiquity, and the mys-
terious letters, which were interesting not only

lo Rembrandl, but o all Calvinists, was a part of
their culture. This was not a borrowing, but the
development of their own Protestant cullure, for
which the Old Testament was very, very important.
Of course, the New Testament was important too,
but the priority direction, if I may say so, was to
go backwards: Prolestantism at that fime acted
as a kind of fundamentalism in Christianily.

European arlists ofien depicted inscrip-
lions from ancient history in their painlings, and
wrole them in Lalin lellers, and transcribed them.
But Rembrandt! iried to make them look like the
original. We can see various examples of how
Rembrandi imitated Jewish inscriptions at dif-
ferent times: sometimes they appeared in mir-
ror-wriling; there are inscriptions which can be
recognised, and there is the inscription on the
famous painting Belshazzar’s Feast from the
National Gallery in London.

The last Babylonian king, Belshazzar, is
feasting in the palace, awailing the arrival of the
Dersians, who will overthrow and destroy him. The
guests are drinking from silver and gold vessels
taken from the Temple of Jerusalem, and suddenly
a hand appears on the wall, writing the mysterious
words: “Mene, mene, tekel, upharsin” — (“num—
bered, numbered, weighed, divided“). Only the
prophet Daniel was able fo interpret these terrible
words: that his kingdom had been numbered and
weighed, and would be divided and destroyed.®

This ancient Hebrew inscription is depicted
by Rembrandt in beautiful Hebrew letters. Rem-
brand! does not use lines from right o left, as
Hebrew is wrilien, bul rather columns — the
method used in wise old Jewish books for magi-
cal purposes. We can recreate how this inscrip-
lion appeared in the painting: apparently, Rem-
brand! first asked some expert to wrile the phrase.
An X-ray of the painting shows the original form
of the inscripfion. If’s noliceable thal Rembrand}!
changed if: he moved the hand a lillle and rewrote
the last lelier, crealing an error: by moving the
hand, Rembrand! slighily extended the letter for
aesthetic purposes and changed it — a 1 (zayin)
instead of a final 1 (nun).
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THE HERMITAGE HAS ANOTHER A PAINTING WITH

A "REMBRANDT INSCRIPTION", WHICH IS NOT FULLY
PROVEN: IN SACRIFICE OF ISAAC, THE WHITE CLOTH
THAT ISAAC IS LYING ON HAS THE NAME YAHWEH
(THE NAME OF GOD) AND THREE LETTERS —

PART OF THE HEBREW PHRASE “YAHWEH THY GOD".

THIS SAME INSCRIPTION IS FOUND IN OTHER WORKS
BY REMBRANDT AS WELL.

God ordered Abraham to sacrifice his son Isaac as a test
of his faith (Genesis, 2¢: 1-13). Rembrandt made this paint-
ing in the mid-1630s. The heightened dramatism, monumen-
tal form, turbulent movement, and sharp contrasts of light
and shade are typical of Rembrandt’s works of the 1630s
and reflect the features of the Baroque style. Doomed Isaac,
with his hands tied behind his back, lies on the place where
the sacrificial fire will be lit at any moment. Abraham’s hand
covers his son's upturned face. With this gesture, Rem-
brandt conveys Abraham’s desperate determination and his
immense pity for his son, who isn't supposed to see the hand
that kills him. The central figure of the painting is Abraham,
who is turned towards the angel-redeemer. The angel stays
Abraham'’s hand just as he is about to sink the knife into his
son’s body.
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A study of the New Testament led Protestants
to a new, critical approach to the Bible: it was
the Profestants who first began fo pick apart the
biblical fexts, o divide the biblical books into dif-
fereni paris, and inlo differen! authors. Such an
analylical approach was the resull of Proleslants’
admiration for the Bible. This was the normal life
of Dutch sociely of the time, with ils desire and
ability fo collect everything possible, in order
o creale a new cullure — a golden culture.

Let’s go back to the painling Haman
Recognizes His Fate. There’s another interest-
ing hypothesis about this painting too: that what
we see is not just a historical, biblical scene, but
rather a play being performed. At that time plays
became popular in the Netherlands, coming from
the Jewish iradition in which the “Story of Esther”
was slaged on Purim. Following the Jews, the
Dutch and later the French, started performing
plays aboul Esther’s siory. These plays were al-
ready more absiract, and were updaled to suil the
time they were performed in. Updating, in which
ancien! history, ancieni itraditions, and ancient
books are transferred to a different, new time,
is an inferesting topic.

One more general consideration about the
subject of Rembrandt’s work is that we don’t
need fo look for special details in his late work.
Late Rembrand! is philosophical paintings, with
no direct division intfo good and evil, black and
white, victory and defeat. There is only melan-

choly, which encompasses various ideas about
how a person learns his fate, to which he must
submil.

Another essenlial aspect is the fact that Old
Testament culture, the culilure of Judaism, and
the culture of Proiesiantism, are all permeated
with iconoclasm. They all follow, and must follow,
the commandment “You Shall Not Make for Your-
self an Idol.” They all reject sacred images. This
is a well-known aspect of Judaism. Islam also re-
jecls sacred images, and 16th-century Prolestants
are famous for destroying sculptures in churches.
If we look at early paintings that depict Profestant
churches, there are almost no crosses, and cer-
tainly no paintings in them.

But this iconoclasm could not be absolute,
and never was absolule. This is parficularly visible
in Holland of the Golden Age: both proiestants
and Jews collecled painlings, and made paint-
ings. Arlisls created their painlings within the en-
vironment of tough Protestant resirictions, out of
a love for painting, and the need to have art in
their lives. It wasn’t just for social reasons that
people decorated their walls — this inherent need
of artists and other people for art overcame all
bans imposed by religion. This is an important
lesson that we learn from the history of art, from
the study of things. People have a need, an urgent
need, o draw, write, look at pictures, and creale
new worlds. In spite of everything, we all want
lo be a lillle like God.

From the television show Rembrandt and the Old Testament from the My Hermitage series.

Some recent exhibitions of works by Rembrand!: “Rembrandt, His Predecessors and Followers” (2006, Pushkin Stale Museum

of Fine Arts, Moscow), “From Rembrand! fo Vermeer” (2009, Pinacothéque de Paris), “Rembrandt: The Late Works” (2014-2015,
London National Gallery), “Late Rembrandt” (2015, Rijksmuseum, Amslerdam), “Rembrand!” (2016-2017, Musée Jacquemart-André,
Daris), “Masterpieces of the Leiden Collection. The Age of Rembrandt” (2017, Louvre, Daris), “Dutch Masters from the Hermitage.
Treasures of the Tsars” (2017, Hermilage Amsterdam).

The Book of Esther is the 34th part of the Tanakh, the eighth book of Ketuvim, and one of the books of the Old Testament.

4 Asaresull of the 40-year war for liberafion from the Spanish Empire, after the proclamation of the Union of Ulrecht in 1579, people
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of any natlionality were allowed fo live in Holland, and respect for other traditions and religions, not just for Catholicism, was declared.
Dulch artists of the 17th-cenlury repeatedly used images from the Book of Esther: Esther before Ahasuerus was a subject used by both
PP. Rubens and J. Steen. The lalter also painted The Wrath of Ahasuerus (1660); Rembrand! crealed the painting Ahasveros and Haman
al the Feast of Esther (1660).

The Musée d’Art et d’Histoire du Judaisme opened in 1998.

The exhibilion was enfilled “Rembrand! and the New Jerusalem: Jews and Chrislians in the Golden Age of Amslerdam” (“Rembrandt

et la Nouvelle Jérusalem, Juifs et Chrétiens a Amsterdam au Siécle d’or”) at the Musée d’Art et d’Histoire du Judaisme. Paris, 2007).
Flavius Josephus (circa 37 AD — circa 100 AD), Jewish Anfiquifies (on the history of the Jews from the creation of the world

to the Jewish War).

“This is the inlerpretfation of the thing: MENE: God hath numbered thy kingdom, and finished it. TEKEL: Thou art weighed in the balances,
and found wanting. PERES: Thy kingdom is divided, and given lo the Medes and Persians”. (Daniel 5:26-28).

THE COLOURS
OF REMBRANDT

THE COLOUR PALETTE REMBRANDT EMPLOYED \VAS
PERFECTLY |N KEEPING WITH THE [ODE F PRACTICE
0OF 17TH-CENTURY QUTCH ART |T \WAS COMPOSED

OF THE [OLOURING [NGREDIENTS \WIDELY AVAILABLE

AT THE TIME THE (JUALITY AND THE FLAWS (F \WHICH
WERE WELL KNOWN HOLLAND \N/AS THE [NDUSTRIAL
HUB FOR THE PRODUCTION OF ART-GRADE PIGMENTS

IN THE 17TH-CENTURY AND POSSESSED THE KNOWHOW
TO PRODUCE STANDARDISED PRODUCTS.

Lead white, cinnabar, smalt and lead-tin yellow, all of which frequently occur in Rem-
brandt’s paintings, were produced on a mass scale, so artists in Holland and beyond could
easily afford to use high, even exclusive quality paints. Where any raw materials were
lacking for the production of paints in Holland, colouring ingredient suppliers from Italy
or elsewhere would pick up the slack.

HOW TO MAKE YELLOW OCHRE

Use a dessert spoon of yellow ochre pigment

A teaspoon of linseed oil

The linseed to pigment ratio will vary. Some pigments require more oil than others. The
natural (earth) pigments, for instance, need much more oil than their mineral counterparts.
Glass board sized approximately 30 x 40 cm, about 8 mm thick

Glass pestle (Rembrandt used stone pestles)

Art knife (and be serious about selecting your art knife!]

1. Place a small mound of pigment (about a spoonful]) on the glass board and make
a small pit in it.

. Pour some 20 drops of linseed oil in the pit.

3. Mix up the oil and the pigment using your art knife (in Rembrandt’s time, they would
let the ochre or siena mixture sit for a day].

4. Using your glass pestle, grind the paint in circular movements, do not apply pressure.

5. The intended output is aily paint. To check if it is ready, pull some vertical ‘stalagmites’
up from the mass with your knife. The stalagmites should retain their shape.

b. Add a few drops of turpentine. Now your paint is ready to use.

UMBER

Dark-brown to black

= Natural pigment with an admixture
of earthy minerals

= Anywhere in the world

SIENA

Yellow or red

= Natural pigment with an admixture
of earthy minerals

m [taly

OCHRE

Yellow, orange, brown or red

= Natural pigment with an admixture
of earthy minerals

= Mainly France and Italy

CASSEL EARTH (CASSEL BROWN])
Dark-brown
= Natural mineral pigment
with organic admixtures (e.g. peat)
= Jifferent places, but mainly around Cassel
and Cologne, Germany

Rembrandt uses the natural earth pigments —
ochre, siena, umber and cassel earth — for both
the very bottom and the very top strata of his
paintings. These pigments are different shades
of red, yellow, orange and brown.

Natural pigments were ground in varnish-grind-
ing machines. In his studio, the artist would use
a mortar and stone pestle.
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LEAD WHITE

Rembrandt used the white pigment more than any other on account of its tight tex-
ture, which allowed for the brushstrokes to remain clearly visible. It fitted perfectly with
Rembrandt's vibrant painting style. White was expensive, so artists often mixed it with

other materials, such as chalk. The addition of chalk increased the volume of the paint.
Rembrandt did use chalk, but not solely to save money. He also used this grainy mix de-
liberately, to depict the texture of fabrics.

The traditional Dutch method of lead white preparation was the following. Thin
sheets of lead, rolled into a spiral, were placed inside an earthen pot, which was glazed
on the inside. Then a small quantity of acetic acid was poured into the pot. The pots would
be covered with sheets of lead, placed on top of each other in several tiers, and buried
inside a heap of horse manure. The carbon dioxide produced by the rotting of the manure
would mix with the acetic acid on the bottom of the pots, whereby the metallic lead would
transform into subcarbonate, and the lead sheets would develop a thick coat of white
residue. Then this residue would be scraped off, dried and ground.

There is one downside to this pigment: it is extremely toxic. The sale of lead white
is currently prohibited in Europe and Russia.

SMALT

This blue pigment is made from glass ground into dust. Rembrandt used it not just for
its colour: a paint that contains smalt will dry quicker. Rembrandt also used this pigment
to make his paint thicker.

CARMINE RED
This red pigment is probably the most exotic of all the pigments Rembrandt used.
It is produced from cochineal, the extract of the processed chitin of certain plant insects
occurring in Central and South America. The bright red colour is obtained from carminic
acid, which is produced by female plant lice for protection from other insects and birds.
The production of carmine is hard work. The insects have to be picked off of plants manu-
ally. Then they are dried, ground and filtered. It takes a million and a half of these insects
to produce a kilogram of pigment.

Carmine plays a particularly prominent role in Rembrandt's later works. The artist
uses it to create a superb red glow in his paintings. Being transparent, carmine allows
the red or reddish-brown base layers of the painting to shine through.

BONE CHAR

This intense, deep-black pigment is produced through a long process, where animal bones
or ivory are heated without the access of oxygen. Rembrandt uses large quantities of this
material in pure form, when he paints garments or makes sketches for a painting, but he
also mixes bone black with other calours.

AZURITE (AZURE COPPER ORE)

Light blue when ground finely,

or dark blue when coarsely crushed

= Mineral

= Hungary was the main source befare
occupied by Turkey in the 17th-century

LEAD WHITE

White

= Made from lead

= | ead ore from different parts of Europe

LEAD TIN YELLOW

Dark to bright yellow

= Made from lead and tin

m L ead and tin ore from different parts
of Europe

VERMILLION RED
Reddish-orange
m Metal (cinnabar),
or made from mercury and sulphur
= Cinnabar from any part of the world,

notably Almadena, Spain, and Idria, Slovenia

SMALT

Blue

m [5lass containing cobalt and sand
= Silver mines in Saxony

CARMINE RED
Carmine red (‘blue’ red)
m Chitin of insects
= Central and South America,
mainly the region of Oaxaca, Mexico

MADDER LAKE (KRAPP)

Purple-blue

= Plant: root of madder
(mallow, Rubia tinctorum)

= (riginally from Asia, also cultivated
in New Zealand

BONE CHAR

Black

= Made from animal bones
= Anywhere in the world

@ PHOTO: © HERMITAGE XXI CENTURY FOUNDATION, 2018
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Forum Ware-type jugs
Crypla Balbi, Rome;

Basilica San Lorenzo Maggiore,

Naples

91 y. Glazed ceramics.
bi,

National Museum of Rome;

Museum of the Basilica

San Lorenzo Maggiore, Naples
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Faolf’s Signet Ring
L’Arcisa, Chiusi. 7ra-cENTURY. Gold. Disc diameter: 1.9 cm
National Museum of Bargello, Florence

@ PHOTO: NATALIA CHASOVITINA, 2018

No
27




>
[r1}
>
%)
<
o
o |
[
w
>
w
—
<t
[}
=
<t
>
x
wv
>
o
[2
—
o
o
o
jun }
>
>
m

@ PHOTO: NATALIA CHASOVITINA, 2018

THE LANGODBARDS:
A RUSSIAN PREMIERE

AND ARTWORKS, CULLED FROM DOZENS QF MUSEUMS
INSTITUTIONS MONASTERIES AND [IBRARIES ACROSS |TALY,

The beginning of Italian medieval culture, and its integration into the broader
context of the European civilisation of the Dark Ages, are closely tied to the
Langobards’ migration to the Apennine Peninsula (in 568) and their conquest
of Ifaly, which previously belonged entirely to the Eastern Roman Empire.
The numerous archaeological landmarks left behind by the Langobards practi-
cally in every corner of the peninsula sirikingly illusirate the collapse of the Ro-
man imperial heritage, the decay of a once highly advanced economy and of the
most formidable artistic cultures of the ancient world. But on the ruins of imperial
grandeur, slowly and subily a new historical phenomenon germinated. This new
cultural sapling which centuries later would give the world the gift of the Italian
Renaissance had its roots in the time of Langobardic rule over lialy.

Vincenzo De Luca
President, Region of Campania

“This is a cultural highlight of international significance. Italy’s northern
and southern regions have joined forces to put together this exhibition,
the biggest ever devoted 1o this topic.”

11 EXHIBITION OPENING
AT THE MANEGE
OF THE SMALL HERMITAGE,
May 2018

21 FRAGMENT
OF CERAMICS DISPLAY
San Vincenzo al Volturno
9T CENTURY. National
Archaeological Museum
of Venafro, Isernia

“The Langobardic legacy is firmly integrated into the culture
of Lombardy. The very name of this Italian region, along with
numerous place-names and many colloquial expressions, retains
the memory of the Langobards. But more substantial evidence
of the Langobards' sojourn in Lombardy also abounds. Some
towns and localities evoking the memories of that ancient peo-
ple are included on the UNESCO World Heritage List, and they
are all among the finest, most memorable places in Italy, such
as Castelseprio, Brescia, Monza and Pavia. To recreate the history
of Langobardic rule means gaining a highly detailed insight into
a large stratum of Lombardy's culture as we know it today.”

Cristina Cappellini
Minister for Culture, Identity and Autonomy, Region of Lombardy

5| GENERAL VIEW 11 Sword
AT THE EXPOSITION Tomb 1, Nocera Umbra, Perugia
AT THE MANEGE LATE 67u- EARLY 7T CENTURIES
OF THE SMALL HERMITAGE, Iron, gold, almandines, paste
2018 Length 91.0 cm, blade width 5.0 cm

The National Museum
of the Early Middle Ages, Rome
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‘ Paolo Giulierini
Director, National Archaeological Museum of Naples

“This is the first time that the National Archaeological Museum
of Naples has slaged a show shedding light on the period thal
followed the disintegration of the Roman Empire. Until recent-
ly, the pull of Pompeii and Herculaneum was simply too sirong
fo iry and delve deeply inlo an era which was perceived as
a lime of a clean break with the classical period. I feel truly in-
debted to Maurizio Cecconi and Federico Marazzi, who inspired
me lo consider taking a broader view of these events from our
distant pasl. Indeed, the Langobards left an indelible mark on
the history of Campania. It is sufficient to mention Capua and
Benevento, formerly the two major capilal cities of Langobardia
Minor. It is also interesting to explore the relationship between
the inner peninsular regions and the traditionally ‘Byzantine’
Naples.

The meticulous studies that accompanied the ongoing drill-
ing operations for a new Metro line, covering several parts of
town including the cenire, have yielded cerlain evidence that
appears to erode cullural boundaries even further. Bul most
importantly, this is a greatl opportunily to resume our compre-
hensive study of silver ilems, epigraphic landmarks and arte-
facts from the early Middle Ages, which have remained in our
vaults since ‘time immemorial’. When the temporary exhibition
phase is over, the findings of our in-depth study will inform
a permanent exposition of these artefacts, now given a new
lease of life, and will fully illuminate everything that took place
in and around this town for many cenluries after the water-
shed year 476. With this exhibition, the National Archaeological
Museum of Naples becomes the starting point of an exciling
cultural journey, which is set to take in a number of towns

in Campania that are linked to the Langobardic legacy, and
so cover the entire region.”

FRAGMENTS OF THE EXHIBITION Two plates with the images
“THE LANGOBARDS. of Pegasus and winged horses
A PropLE wHO CHANGED HisTORY” Marble. 11r1-CENTURY

AT THE MANEGE Correale di Terranova Museum,

OF THE SMALL HERMITAGE, 2018 Sorrenio

FRAGMENTS OF THE EXHIBITION
“THE LANGOBARDS.

A PeopLE wHO CHANGED HisTORY”
AT THE MANEGE

OF THE SMALL HERMITAGE, 2018

Art Basel

The advertising

Photograph taken at Asia Society Hong Kong Center
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CAPITAL*

L Rl
. vivep

8 T T
o R R
) ) ; g

Tombstone of Count Siconulf
SECOND HALF OF THE 10TH-CENTURY
Limestone. 57.0 x 92.0 x 13.0 cm
Provincial Museum of Campania, Capua

SUSANNA ZATTI

Dreviously, the Osirogeths had made Pavia their second capital
(Ravenna was their figst), enriching its skyline with the majestic
architectural complexes of their public buildings. Pavia would
remain the political, [économic and adminisirative cenire of
gravily in the Lombard Kingdom for another two centuries.

Apart from the writings of Paul the Deacon, there is little
substantive evidenceffo remind us of that distant chapier of
our history. However, il is important fo bear in mind that all this
i mulgation of the Edict of Rothari to the
recovery of the relics of St. Augustine, and from the Saracens
to the founding of large monasteries with cenotaphs of kings
and queens, has left iis irace in the customs, legends, local
lore and place names.

It is o be regretted that the brilliant image of Pavia, the
capital of the Lombard Kingdom, fits in poorly with the current
state of its landmarks. Their condition is so poor that UNESCO
declined to add the town o its World Heritage List along with
Italy’s other Langobardic landmarks. I believe there is good
reason to treat Pavia, like Romanini, as a “beautiful sunken
Aflantis.” Who knows whal art freasures lie hidden in its subler-
ranean crypls, underneath the more recent strata, or immured
in building walls and foundations, waiting o be unearthed and
discovered...

Not only wars and fires were the chief coniributing factors
lo the annihilation of material evidence from the Langobards’
era. Much of il fell prey lo the thriving Romance arl al the
beginning of the new millennium, as people sought to clear
more space and exiracl valuable building malerials for new
consliruction. This was followed by a prolraclied period when
“barbaric” manifestations in art were despised as aesthetical-
ly offensive, lasting at least until the advent of Romanticism.
In the meantime, the local nobility and intellectuals, observing
the waning splendour of the former capital, took to mythologis-
ing ifs image, yielding a series of incorrect and disconnected
reminiscences thal survive lo this day. I was only owing lo
the ad-hoc rare finds from the foregoing centuries, combined
with the finds of more recent, off-and-on excavalions, that the
architectural and sculptural elemenis, decorations, tomb-
stones and epitaphs currently on display at Pavia’s Casiello
Visconli saw the light of day. These incredibly exquisite and
original artefacts of a malerial culture long gone may at least
partially make up for the loss of more substantial monuments
of that epoch. These items, dedicaied fo the affirmation and

*  Onthe local museums’ collection and the history
of the Langobard seclion in Pavia.

‘ Saverio Lomartire. “The Irretrievable Past. Pavia in the Epoch
of Langobard Rule and After the Kingdom’s Dissolution.”

“When you look at the history of Pavia (Ticinum, Papia) during the Langobardic
period, it is difficultl 1o tell fact from fantasy even today. The researcher wanders
in a maze of documentary accounts and myth, scatltered material evidence
and local lore — all the things that constitule a fown’s historical memory.”

glorification of the power of the kings, as well as the fragments of church and palace interiors on display, have either found their
way info museums from privale anlique collections, or were accidentally discovered during consiruction or home improvement
operations. The only reason they have survived is that they were put to use as doorjambs, thresholds or well lids.

DPavia owes whal evidence of ils past royal grandeur that has been salvaged from ruin and oblivion to Marquis Luigi
Malaspina di Sannazzaro, an enlightened collector of lfalian art from the Middle Ages fo Neoclassicism, discerning connoisseur
of local art landmarks, and generous patron of Pavia’s museums. It was Malaspina who saved and preserved the headsiones
of Lombard kings and queens from the churches that were desiroyed in the late 1700s.

In addition to the elegant epigraphic material and magnificent carved bas-reliefs from Malaspina’s collection, which were
added to the local Museum of Italian History in 1896, the Museum continued to receive various ilems accidentally unearthed
during consiruction or repair projects. These exhibits included finds from the women’s burial site near St. Eusebio, bas-relief
tombstones from Si. Tommaso, fragments of some inscriptions, an epitaph and a baluster from Basilica di San Pietro in Ciel
d’Oro, a small column with a foundation and a cap from Borgo San Giovanni, and others.

When the old temples were destroyed, which bore elements of ancient art in their décor, many people realised how impor-
tant it is to conserve a valuable historical and cultural legacy. As scholars developed a system of scientific criteria to assess the
value of archaeological finds, privaie collectors realised it was time to open their collections to the general public. By the mid-
20th-century, the town’s private collections had been consolidated at the Castello, with a special section dedicaied to Lombard-
era artefacts, which had plenty of room to admit and display new exhibits. When an ancient tower collapsed in Pavia in 1989,

some artefacts, mosily epigraphic fragmenis and sculptural
elements of décor, were found inside its masonry. The other
major addilion to the Museum came when 16 Langobardic
lombstones were purchased from the Agnelli family in the late
1970s. The stones, originating from the Sant’Agata al Monie
cloister, founded by the Langobard king Perktfarit, had been
repealedly recycled in the many re-buildings of the church in
the Romance slyle. The sizeable increase in volume (the col-
lection currently contains 271 exhibits), coupled with the desire
lo resiore Pavia lo ils ersiwhile glory as the Lombard capital,
al least in the museum dimension, promoted a reorganisation
and updating of the exposition, which was compleied in 2003.

Today the exhibition, “The Langobards. A Nation that
Changed the Course of Hislory,” offers an opportunity to take
a fresh look at the Langobardic exhibiis and appreciate the irue
worth of this museum legacy.

“The region of the north, in proportion as it is removed from the
heat of the sun and is chilled with snow and frost, is so much the
more healthful to the bodies of men and fitted for the propagation of
nations, just as, on the other hand, every southern region, the nearer
it is to the heat of the sun, the more it abounds in diseases and is
less fitted for the bringing up of the human race. From this it happens
that such great multitudes of peoples spring up in the north, and that
that entire region from the Tanais (Don] to the west (although single
places in it are designated by their own names] yet the whaole is not
improperly called by the general name of Germany. The Romans,
however, when they occupied those parts, called the two provinces
beyond the Rhine, Upper and Lower Germany. From this teeming
Germany then, innumerable troops of captives are often led away
and sold for gain to the people of the South. And for the reason that
it brings forth so many human beings that it can scarcely nourish
them, there have frequently emigrated from it many nations that have
indeed become the scourge of portions of Asia, but especially of the
parts of Europe which lie next to it. Everywhere ruined cities through-
out all lllyria and Gaul testify to this, but most of all in unhappy ltaly
which has felt the cruel rage of nearly all these nations. The Goths
indeed, and the Wandals, the Rugii, Heroli, and Turcilingi, and also
other fierce and barbarous nations have come from Germany. In like
manner also the race of Winnili, that is, of Langobards, which after-
wards ruled prosperously in Italy, deducing its origin from the German
peoples, came from the island which is called Scandinavia, although
other causes of their emigration are also alleged.”
Paulus Diaconus.
(Histaria Langobardorum, before 796, 1st edition — Paris, 1514)
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OTHING SEEMS TO WORK EXCEPT THE HERMITAGE. THE JNLY ENTERPRISE THAT PRODUCES

\WHAT |T PRODUCES |S THIS EPHEMERAL THING CALLED ‘CULTURE '

IS THE HERMITAGE_ A

THE HERMITAGE |S QUR | OCAL MAINSTAY. [N A SENSE ST. PETERSBURG |S A SINGLE-ENTERPRISE TOWN
ANYTHIN

BECAUSE

THE HERMITAGE

I had a long childhood. I must have been about
four when I first set fool inside the Hermitage.
My mother practically lived there. You have no
idea how many art exhibitions I went to at the Her-
mifage as a child. | was there for the debut show
of the French Impressionists, no less. As students,
we went to the Hermitage for free with our student
IDs. Instead of hiding out in the back alleys drink-
ing booze, like many of our peers, we went o the
Hermitage, it was the cool thing to do. Some of
the best parties in my life were at the Hermitage
in the early 1990s. The Hermitage’s female secu-
rity guards welcomed us as friends.

BENVENUTO CELLINI

WOULD TAKE CENTRE-STAGE ON INSTAGRAM
The 2007 production of the Hector Berlioz opera
Benvenuto Cellini, directed by Vasily Barkhatov,
was revived on the Mariinsky Concert Stage in
October 2017. Sergey Shnurov plays the old man,
Benvenuto Cellini himself. It is a speaking role.

Cellini,! a forerunner of some very modern art,
made a myth out of his own biography. Salvador
Dali would do something like this cenluries laler.
It is not advisable fo take Cellini’'s memoirs af face
value: the memoirs per se are genius, but the myth
is conirived.

We have much in common. I foo tend to
mythologise myself. | make up fanker-loads of
alcohol thal I allegedly consume. No living per-
son could drink thal much, not even an artist.
What is it about Cellini that resonates so much
with us today? He was a media man. He was
constanily present in the public domain, crealing
or fabricaling news. He was a news-maker, he
would fake cenire-stage on Instagram. He was
pitching hype, not caiching it. He abandoned his
“coins’ 2 for grand-size sculptures. Let’s view him
as a big company. A big company sirives to get
bigger, further expanding its market. Like The
Coca-Cola Company, which had started out with
30 cratefuls of Coke, Cellini had started with
small things.

Any actor, first and foremost, plays himself.
Cellini comes naturally to me. In my rendition, his
memoirs sound like my own. I'm so glad [ got the
role. Now [ get to wear all these weird clothes

on a regular basis — but no iransformation

occurs, only a litlle bif of elation. And this sword...

[ really miss it in modern life!
The 1838 Paris premiere of Berlioz’s opera
Benvenuto Cellini was a flop. Many years later, in
1852, the opera was staged again in Weimar, re-
vived by Franz Liszt, and this time was a success.
This edition of the opera came to be known as the
“Weimar Edition”. In Russia, the opera was first
staged at the Modest Mussorgsky Opera and Ballet
Theatre (formerly Maly Opera and Ballet Theatre] in
1969. The opera Benvenuto Cellini played — for the
first time since 1838 — in its original edition (with
dialogues) at Covent Garden in 1966 (directed by
John Dexter, conducted by John Pritchard).

BRAND REALISM, THE DOMAIN OF SIMULATION
As happenstance would have i, | set up a show
with the provocative name of Brand Realism,
a Relrospective.’ As if Brand Realism has existed
for a thousand years and merits a retrospective.
Essentially, they are my reflections on Pop Art,
and even an altempt o go beyond it and gener-
alise the whole thing. I iry to couch the brand as
something bigger than a symbol — a universal
concepl. Being is a brand. Everything is a brand.
I do not know how well I have made my poinl.
The show is currenily on lour. We plan lo fake il fo
Germany. But I think my show needs an update.
By definition, Brand Realism, as befils Pop Artl, re-
quires a seasonal restocking. The past season is
oul. About 20 years from now, the exhibits will be
good to go on display, like Valentino dresses. This
is akin fo “fashion” (in quolalion marks) and fash-
ion shows (“luxury” and “VIPs” in quolation marks).
All this simulation of aristocratism is fun. [ am trying
lo make my mark in the domain of simulation.
“The central idea of Brand Realism is that people
in the 21st-century live in an environment of artifi-
cially generated product-brands, naively assuming
that all these manifestations, these products of hu-
man labour and progress, constitute real life.
Not only basic consumer goods are perceived as
brands. So are politicians and diplomats, higher
education institutions and corporations, popular
restaurants and travel destinations.”
Exhibition: “Sergey Shnurov. Brand Realism,
a Retrospective” // KynbTypa.ru

1
Sergey Shnurov discusses
his performance in the role
of Benvenuto Cellini

in the Heclor Berlioz opera
Benvenuto Cellini (Mariinsky
Thealre, 2017-2018; libretto
by Léon de Wailly and Henri
Augusle Barbier, based

on Benvenuto Cellini’s
aulobiography).

2
“...I will say that Benvenuto
Cellini, a Florentine cilizen,
now a sculplor, even when
he was a young man who
applied himself to jewellery-
making, had no rival in this
vocation, and he would
have not one rival in the
long years that he would
pursue this crafl thereafler,
crealing superb spherical
images and bas-reliefs

and such other ariefacts

as are proper to the craft”
(Giorgio Vasari, Le vite

de’ piu eccellenti pittori,
scultori e architettori: nelle
redazioni del 1550 et 1568.
Benvenuto Cellini)

3
Moscow Museum of Modern
Art (Moscow); Erarta
Museum (St. Pelersburg).
2017.
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5 OCTOBER — 11 NOVEMBER <2018
MMOMA (MOSCOW MUSEUM OF MODERN ART)

DAEMONS |N THE MACHINE

THoMAs FEUERSTEIN (AUSTRIA)
Dark Room

Part of the installation, Tea for Kirillov
Art project crealed exclusively for
LABORATORIA Ari&Science Foundation
with the support of Kaspersky Lab

Hoatgad ki Mr

Curator: Daria Parkhomenko

Artists: Memo Akten (UK), Dmitry Kavarga (Russia),
Egor Kraft (Russia), Where Dogs Run (Russia),

Jon McCormack [Australia), Lena Nikonole (Russia),
Thomas Feuerstein [Austria), Justine Emard (France),
-vtol:: (Russia)

The exhibit revolves around so-called new “daemonology”,
the artistic interpretation of artificial intelligence, the myths
and ghosts of the era of autonomous machines. Are neural
networks inaugurating novel yet unknown ways of exist-
ence? Are they capable of thinking, and what does think-
ing mean in their case? Most of the works created for the
project by Russian, British, Austrian and Australian artists
jointly with researchers from iPavlov, Moscow Institute of
Physics and Technology (MIPT) and the Kurchatov Institute
are being shown to the public for the first time.

Daemons in the Machine explores cutting-edge in-
formation technologies whose potential is still little under-
stood by developers and scientists, including artificial intel-
ligence, blockchain or computer viruses. Seeking to unravel
the ethical and futuristic aspects of modern technologies,
the artists work with emerging art forms such as robotic
installations, self-developing objects, digital interventions
and neural installations.

Exhibition visitors are met at the entrance by an arti-
ficial neural network which attempts to make sense of eve-
rything it sees travelling in front of it through surveillance
cameras. Created by Memo Akten, (UK] the neural installa-
tion “Learning to See” is trained on pre-existing datasets
including images from the Hubble Telescope and carries on
learning in real time from each viewer it encounters.

The interactive installation The Day After Tomor-
row by art studio Where Dogs Run hails blockchain as
a new religion, a quest for the Perfect Number. The num-
ber is generated by an electronic circuit which converts
the chirping of incubator chickens into a digital format.
The viewers contribute to this process by receiving warn-
ings or revelations from a live sculpture which continu-
ously translates into the language of electronic circuits
Dante's Divine Comedy — a literary work preoccupied by
life beyond human experience.

11 WHERE DoGs Run (Russia)
The Day After Tomorrow
2018. Inieractive installation,
metfal, wood, plastic, synthelic resin
bonded paper, elecironic components,
eleciromechanical components,
casselte slide projectors, computer,
brooder, chickens

The project was made possible

by the support from “Garage”

Modern Art Museum, NCO AO “National
Settlement Depository” and LABORATORIA
Ari&Science Foundation

21 JoN McCoRMACK (AUSTRALIA)

Swarm of Robols,
consiructing Eco-Niches,
Robotic installation

Laboratoria Art&Science Foundalion
with the support of the Australian Embassy

in the Russian Federation

The three-part interactive installation Tea for Kirillov
created specially for the exhibition by Thomas Feuerstein,
(Austria) is the exhibition's real centrepiece. The first part
brings the audience face to (invisible] face with the ghost
of engineer Kirillov from Dostoevsky's novel “The Devils”,
who puts his theories about free will to the test. The ghost
can be felt but remains unseen until the viewer discov-
ers his image on the CCTV camera. The second part liter-
ally exposes the public to the inner life of the netwaork.
The viewers find themselves in a maze composed of hun-
dreds of wires which link abstract objects made up of
control panels, regulators and monitors. The maonitoring
systems designed by Kaspersky Laboratory (partner of
Daemans in the Machine) track cyberattacks, botnets and
virus activities and breathe life into objects, which start to
vibrate making deep bass naoises. The third part of the in-
stallation transports the viewers into the future, where they
will be met by the sinister Borgy & Bes — two robatised
antique surgery lamps which are engaged in a meaningful

@ PHOTO: O MMOMA PRESS OFFICE

dialogue, discussing the latest news from the Internet in
the language of the 19th-century. The characters’ “brains”
are neural networks trained by iPavlov (MIPT] on the basis
of Dostoevsky's books.

The Art&Science Incubator immerses the viewers into
collaboration between a scientist and an artist. The exhibits
include documentation pertaining to the development of the
artworks and the recording of a conference held in the run-
up to the project. The Incubator will feature drawings by
robots designed by Jon McCormack (Australia), and hybrid
sculptures by Egor Kraft of Content Aware Studies. Neural
networks trained on the basis of digitised masterpieces
of classical antiquity selected by the artist recreate lost
fragments of ancient Greek sculptures of daemons.

Daemaons in the Machine is held in celebration of the
10th anniversary of the Laboratoria Art&Science Founda-
tion, a centre aiming to provide platforms for interdisci-
plinary dialogue between contemporary art and scientific
research.

@ PHOTO: B MMOMA PRESS OFFICE
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BORIS MANNER *

NOSFERATU

The concept of Nosferatu, with which the
vampire in this novel is also indicated, was
probably borrowed by Stoker from Emily
Gerard. The English wife of an Austrian-
Hungarian cavalry officer Miecials de Las-
zwoski stationed in Temesvar wrote books
and essays, which are unjustly forgotten
today, about Transylvanian folk life.? In a
text that was widely read at the time, she
distinguishes the general concept of a re-
turning dead person in the form of a ghost
with the concept of Nosferatu... “These
restless spirits, called Strigoi, are not mali-
cious, but their appearance bodes no good,
and may be regarded as omens of sickness
or misfortune. More decidedly evil, however,
is the vampire, or Nosferatu, in whom every
Romanian peasant believes as firmly as he
does in heaven or hell.” The reason why the
producers of the film chose the name Nos-
feratu was that they had no license from
Bram Stoker's widow to film the novel.
Whether we now call him Dracula,
Nosferatu or the Vampire, the figure of the
blood-sucking Transylvanian count created
by Bram Stoker is the closing point of a
literary tradition that began around 1800,
and left traces in almost the entire litera-
ture of Europe. At any rate, it was not the
book but the film of 1922 that made the
concept of Nosferatu popular, and we can
find it again in the remake of the original
film by Werner Herzog and in the opera of
the same name by Dmitri Kourliandski. Most

recently, the album “Amour chien fou” by
the French singer Arthur H. featured a song
with the title “Nosferatu”.

But who is this Nosferatu, who in the
brilliant “Symphony of Horror” in 1922 was
first introduced to a wider audience? Albin
Grau, who produced the film with Enrico
Dieckmann and was able to secure Murnau
as director, was a colourful personality. Be-
sides his work as film producer, he worked
as a graphic artist, and in WWII was a tech-
nical artist for the German army. But first
and foremost, he was an active occultist
who knew Aleister Crowley, and was the
head of the Berlin lodge of “Pansophia”
He personally took on artistic direction in
“Nosferatu” and designed most of the cos-
tumes and scenery. During WWI he was a
soldier, and it was during this time that he
was inspired to produce the film. He said
that in the winter of 1916 a Serbian farmer
told him that his father had been a vampire
and “undead”. This remarkable story leads
us into a region where 200 years earlier
a similar event led to one of the greatest
medical and literary debates of the 18th-
century.

In 1725, a Viennese official received
a note from the imperial civil servant From-
bald, who reported an unknown epidemic
in the village of Kisolova in occupied North
Bosnia (present-day Serbia). A subject by
the name of Peter Plogojowiz appeared
to many villagers in their dreams after his

THE NAME QF NOSFERATU \WILL PROBABLY ALWAYS
BE CONNECTED WITH THE FILM QF THE SAME NAME

BY THE DIRECTOR FW. MURNAU. |T WAS PREMIERED

IN 1922 AND |S AN ADAPTATION OF THE BRAM STOKER'S
NOVEL “DRACULA” PUBLISHED [N 1897,

SPREAD OF THE BOOK
4

NEwWLY OPENED WORLD
AND STATE THEATRUM”

FrRIEDRICH
WILHELM
Murnau

@ PHOTO: © WALTER OLEKSY / ALAMY.COM

death, at their own admission, and had lain
on them, strangled them and killed them.
When these people “they call them Vam-
pires” were buried, their bodies did not rot
in their coffins, and their hair, beards and
nails continued to grow. Frombald had gone
to the village, viewed the exhumed body
of Peter Plogojowiz and established that
the body was fresh, the hair and beard has
grown, and that fresh blood was seen in the
mouth of the deceased. The enraged vil-
lagers had driven a wooden stake through
the heart of the “undead”, and then burnt
the body to ashes. This incident did not,
however, have any consequences be-
sides an article in a Viennese newspaper.
Seven years later, in 1732, a similar case
took place, again on the military border
of occupied North Serbia, in the village of
Medwegya. This case, in which 13 people
were Killed, launched the most intensive
period of discussions about vampires in the
18th-century. The imperial court in Vienna
learned of the strange disease and de-
manded reports from various German uni-
versities about these cases. A flood of pub-
lications from the scholarly world swamped
the book market. This discourse continued
until the 1760s. Also worthy of mention is
the treatise by the French clergyman Calmet
published in 1748, which summarised the
entire discussion and played a significant
role in the subsequent literary reception of
the phenomenon. Vampirism in this context
was a confrontation with an unknown dis-
ease, with its description taken from the
protocols of the military bureaucracy. Vam-
pirism was the symptom of a peculiar epi-
demic, but the belief in vampires itself was
not admitted into scholarly investigations.
In the second half of the 18th-century, the
disease of vampirism disappears, and the
article written by Jaucourt for the Encyclo-
paedia in 1765 classifies the vampire in the
history of superstition.

The parallels of these initiations are
obvious. Serbian farmers reported that rela-
tives had returned as undead. For Grau, this
happens in no man’s land on the frontlines

Lajos GuLAcsy
The magician’s garden (Magic)
1906-1907. Oil on canvas

Szépmiivészeti Mazeum /
Museum of Fine Arls, Budapest

The Viennese Secession was founded in 1897 by Viennese artists

who broke with conservatism and traditional concepts in art, oriented
towards histaricism, which prevailed at the House of Artists in Vienna.
The Secession is characterised by whimsical compositions, bright
colours and stylised forms, and also the concept of “art for art’s sake.”
Members of the Secession used all forms of decorative and graphic art,
from painting and sculpture to ceramics and interior design.

Their achievements are wonderfully shown by the paintings

in the Hungarian National Gallery, the ceramic items of the Zsolnay
Factory and Budapest architecture of the late 19th-early 20th-century.

@ PHOTO: MESTER TIBOR. @ SZEPMUVESZETI MUZEUM / MUSEUM OF FINE ARTS, BUDAPEST, 2018
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VIENNA AND BUDAPEST AT THE TURN OF THE CENTURY. 1870-1920s.
WORKS FROM AUSTRIAN, HUNGARIAN AND RUSSIAN COLLECTIONS

In the autumn of 2005, an exhibition of over 500 works opened at the State Hermitage,
devoted to the most striking period in the history of the joint existence of two peoples,
the Hungarians and the Austrians, which began with the establishment of the Austro-
Hungarian monarchy in 1867.

The exhibition was organized by the State Hermitage together with the Art and History
Museum (Vienna), the Hungarian National Gallery (Budapest), with the participation of the
Museum of Vienna, the Austrian Theatre Museum, the Austrian Belvedere Gallery (Vienna),
the Budapest History Museum, and the Museum of Applied Art (Budapest).

The exhibition was opened by art works from the era of Historicism: paintings, items
of decorative and applied art and architectural plans, sketches of frescoes. The industrial
design that arose in the late 13th-century was represented by items of glass and metal in
the modern style, specimens of furniture and the world-famous ceramics from the Zsolnay
Factory. The trends of European painting of the turn of the century were reflected in the
work of Austrian and Hungarian masters of plein air landscape, and artists of the Seces-
sion. Applied art of this time was represented by posters, ceramics, costumes, fabric rugs
from famous Viennese waorkshops, and referring to folk matifs, items by Hungarians from
weaving workshops from the colony in Godoll6. A separate section of the exhibition was
devoted to the world of theatre, music and literature.

of WWI in the Balkans, for the Austrian of-
ficials and soldiers it takes place in the no
man’s land of the Austrian military border of
the Ottoman Empire of the 18th-century. In
both cases, this involves ex-territorial spac-
es which permanently changed their rulers.
A region in which Orthodoxy, Catholicism
and Islam enter into rivalry and intimacy.
The figure of Nosferatu ar the vampire is a
product of cultural and psychological com-
ponents. This was noticed by the renowned
Czech scholar JJ. Hanus in his essay on
“The Vampire” of 1859. As a linguist, he
could nat classify the name vampire in any
specific language class. Wilhelm Mannhardt
refers in his essay “0On Vampirism” to an or-
thodox source of a significant quality of the
vampire. In the Greek Church, the belief was
widespread that people who were excom-

municated could not decay after death, and
that the devil had access to their bodies.
The so-called “burkolakken” were driven
out on to the streets by the devil at night,
and called out the names of the living. Any-
one who replied died immediately. If a “New
Greek” deviated from the devout way ta the
church, then these fiends would meet him
and seek to do him harm. The only remedy
against them was a priest, who with the
help of an “alaphostratos”i.e. a person with
knowledge, could see the spirits, identify
the grave of the cursed, to bring him to rest
through prayers and “Solomon’s seal”.

The figure of Nosferatu, as it was
conceived by Stoker and Grau, is an amal-
gam of all of these different concepts. It
also has a historical dimension. Viad lll,
ruler of Walachei, was the central source of
inspiration for Bram Stoker. Vlad Ill, with his
nickname Dracul knew how to manoeuvre
as territarial ruler of his dukedom between
the hostile forces of the Hungarian crown
and the expanding Ottoman empire, and to
maintain his independence. He owed his
success not least of all to the extremely
cruel warfare, in which prisoners of war
were impaled as a means of terrifying the
enemy. This practice was publicised during
his lifetime and later in early printed books
of the 16th-century, giving rise to the bi-
zarre popularity of this ruler. The Esterhazy
family, after its meteoric rise to the ruling
magnate family in Hungary in the 17th-
century, was presented a full-figure portrait
of Vlad lll as one of their forbears in the
fantastic ancestral gallery at Forchtenstein
Castle. One remarkable detail is that the
portrait had bath of his eyes scratched out
in the 13th-century.

The figure of Nosferatu or the vam-
pire strangely mingles elements from the
depths of human psychology and anthropol-
ogy, constantly appealing to our repressed
fears and desires.

Boris Manner is a curalor and lecturer at the Viennese University

of Applied Arts.

DPresent-day Timisoara (Romania).

Banguette. Russia, St. Petersburg. 183¢2. Designed by A. de Mantferrand

The State Hermitage Museum, St. Petersburg. Inv. NG 3PMB-705
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IN RUSSIA THE AGE OF HISTORICISM SPANNED
THE REIGNS OF THREE EMPERORS: NICHOLAS |,
ALEXANDER || AND ALEXANDER |||. OF THESE
THREE |T WAS UNDOUBTEDLY NICHOLAS |
WHO HAD THE STRONGEST |[NFLUENCE [N THIS
NEW ROMANTIC VIEW QF HISTORY.

Using Antiquily which had inspired arlisis for over 60 years as the sole reference point suddenly seemed boring and unimagi-
nalive. New passions ook Russia by storm, giving rise o a whole new range of artlislic styles which were given rather nominal
labels: “Neo-Grec”, “Renaissance”, “Second Rococo”, “Gothic Revival”, “Moresque”, “Neo-Pompeian” and so on.

This infatuation with the past, which in high society manifesied itself in ‘historical’ masquerade balls, arguably influenced
decorative and applied arts most of all. Furniture, as the key element of the universe of “things” surrounding an individual, played
a leading role here. As one of the characlers of Dostoyevsky’s “The Brothers Karamazov” said, “There were many sofas and
couches, seltees, fables, large and small. There were pictures on the walls, vases and lamps on the lables, masses of flowers...”

A variely of shapes and decoralive ornamenis were in fashion during the age of Historicism. This also concerned materi-
als used lo decorale furniture: in addition to the usual mahogany and “natural look” poplar, crafismen staried using ebonised
poplar, amaranth (purpleheart), walnut, lemonwood or curly grey maple, complimented now and then with silvered and gilded
elements. They studied the legacy of the past and simulianeously sirived to surpass their predecessors, inventing new techniques
and materials.

The vast range of construction and decorative techniques developed during this period is hard to describe in plain words.
Certain ferms for pieces of furniture are no longer in use or have come o mean something completely differeni. Meanwhile,
when we read our favourite literary works of the time we often fail to realise that the mere mention of a “bergére” or “Gambs
armchairs” revealed a great deal about the characlers’ socio-economic status, their taste and level of income o contemporary
readers.

A considerable part of 19th-century daily life is now hidden behind a veil of oblivion. And this exhibition strives to lift this
velil, to tell and most importanily fo show the setting in which the stories told by Tolstoy, Dostoevsky, Goncharov and Turgenev

11 Chair
Mahogany, fabrik; carvi'r'i'cj'. """"""""
Entered the Hermilage in 1941;
handed over from the Russian Museum
of Ethnography; before — Sheremetev palace
The State Hermitage Museum, St. Petersburg
Inv. N0 5PM5-366/1

Writing desk

Workshop of H. D. Gambs
Mahogany, metal, woollen cloth; lath work.

Transferred to the Hermitage from the Winler Palace.

The State Hermitage Museum, St. Petersburg
Inv. N0 DPMg-1734

Armchair with the stairs

Imperial Court Workshops
Mahogany, leather, woollen cloth, metal; carving.
Transferred to the Hermitage from the Winler Palace.
The State Hermitage Museum, St. Petersburg
Inv. N© DPMg-1692

21 Armchair, bedside cabinel,
Fireplace Screen
Workshop of the Gambs Brothers
Wood, heavy silk, metal, fringe;
painting in boulle technique, carving, gilding
Transferred fo the Hermilage from the Winler Palace
The State Hermitage Museum, Si. Petersburg
Inv. N0 9PM6-492/1, DPM6-2262, IPM6-810

s1 Armchair
Oak, leather; carving
Transferred to the Hermitage from the Winler Palace
The State Hermitage Museum, St. Petersburg
Inv. N© DPMg5-2180

Armchair

‘Walnutl, velvet; carving

Entered the Hermitage in 1946; handed over
from the former Depariment of History

of the Museum of Ethnography

The State Hermitage Museum, St. Pelersburg

100/1 07

During the Historicism period, which from
the point of view of modern historians,
was a single, large-scale and all-embracing
phenomenon which lasted for decades,
several styles or branches evolved simul-
taneously. OF these, “Gothic”, “Pompeian”,
“Neo-Grec”, “Rococo”, “Renaissance”,
“Oriental” and “Russo-Byzantine” were
particularly popular. These terms, coined
by 19th-century artists and critics them-
selves were largely nominal. They implied
a certain number of decorative means and

Inv. N0 5PM6-416/1

techniques, dominated by recognisable ref-
erences (or even direct quotes) from a par-
ticular period of the past. By 1850, when
earlier romantic fashion had already crys-
tallised into relatively customary “stylistic”
forms, this terminology (“a-1a”, “in a certain
fashion”) became almost colloquial, which
facilitated communication and interaction
between clients and contractors, buyers
and vendors.

While masters increasingly tried, as
Bestuzhev-Marlinsky said in 1830, to “make
paths between the ruins in the darkness of
the Middle Ages which brought Romanti-
cism into Europe where it finally settled”,
objects that were made “like in the olden
days”, became part of everyday life even
for middle-class people.

@ PHOTO: O HERMITAGE XXI CENTURY FOUNDATION, 2018

unravelled. The title of the exhibition, “Furniture of a Body’s Every Whim”, is a quote from “Masquerade Ball”, an
1839 novella by N. Pavlov, who was rather well-known at the time. The words “whimsical”, “quainit” and “exquisiie”
were in fashion during the age of Hisloricism and were applied lo all soris of ideas and objecls, which were always
special, infricate and refined.

Exhibits which were part of the original inferiors of the Winler Palace are of exceplional significance,
since they were silent wilnesses of the Tsars’ daily life for several decades. Pieces of furniture from the cham-
bers of the Winter Palace, many of which are depicted in walercolour paintings of the interiors, form a leitmotif
running through every section of the exhibilion on particular movementis of the 1820-1890s. Judging by these
walercolours, in addition o traditional sofas, armchairs and chairs, there were quile a few secretary desks,
writing desks, or chest of drawers, tables, and especially standing desks in the Winter Palace. One could find
them not only in the Emperor’s studies but in practically all drawing rooms, libraries and even bedrooms of the
DPalace. The interiors of the principal imperial residence, designed by leading architects of the time, was seen
by contemporaries as a fashion reference, as a demonstration of the latest trends in the world of art and design.
Drawings and sketches of talented architects and designers who created the palace interiors were used for the
production of furniture in the workshops of the leading studios of the capital — Gambs brothers, Vasily Babkov,
Konrad Gut, Adolf Emsen and others — who then included them with minor changes in their own ranges, delight-
ing their customers with items derived from the furnishing of the palatial halls of “His Majesty the Emperor”.
It was always prestigious to have your home decoraied in a similar fashion to the royal residence, although exact
copies were generally avoided.
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ALEXANDER KoLB

Interiors of the Small Hermitage 11 Armchair
Mip-19tH CENTURY. Watercolour Russia, St. Pelersburg. 1830. Designed by A. de Montferrand

The Slale Hermilage Museum, SI. Pelersburg Workshop of the Gambs Brolhers. Wood, silk; carving, gilding
Inv. N© OP-14397 Transferred o the Hermitage from the Winler Palace
The State Hermitage Museum, St. Petersburg

Inv. N OPM6-370/1

Banquette

Workshop of the Gambs Brothers

Wood, silk; carving, gilding

Transferred fo the Hermitage from the Winler Palace

The State Hermitage Museum, Si. Petersburg. Inv. N0 9PM6-705

Foolstool

Designed by A. Slackcnschnelder(’/’)

Wood, silk; carving, gilding

Transferred fo the Hermilage from the Winter Palace

FU R N IT U R E E M P E R D R The State Hermitage Museum, St. Petersburglnv. N© 9PMg-2174
I

21 Tabouret, Chair, Box for firewood

ND RUSSIAN LITERATURE Russia,S. Pelersburg. 130 1030
Designed by A. Bryulov. Workshop of the Gambs Brothers
I

Wood, siraw, fabric; painled in enamel, finted and carved
Transferred to the Hermilage from the Winler Palace

The State Hermitage Museum, Saint-Petersburg

Inv. N DPMG-732, IPMG-728, DPMG-738

@ PHOTO: © HERMITAGE XXI CENTURY FOUNDATION, 2018
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MIKHAIL PIDTROVSKY

“Ekleklika” in Russian, meaning the use and combination of
various hislorical slyles, has long been a pejoralive lerm in
journalism. The variant “elektizm” — eclecticism — seems more
dignified and respeciful. The Hermilage has long been using
the serious term Historicism and holds frequent exhibitions
under this banner. The lalest exhibilion presenis Russian furni-
ture whose slyles are associaled not only chronologically but
also aesthetically with Emperor Nicholas I, with his fastes and
arlistic predilections. His name can be attached not only to a ) /i y Ly
particular variely of the Empire style, but also to the Nicholas P 2 F izl -.,;“ﬂ-,; i
Gothic, and lo Romanlicism, and lo the Russian Rococo. The : \-.:;,:. '-.ﬁ&%w
celebrated “Russian slyle” also has its origins in Nicholas I's - it
tastes. The Emperor deliberately aliempled to determine the
direction of cultural development, to specify particular patterns
and fo bring them into general use. One can criticize such ef-
forts and policies as much as one likes, but it is this policy that
led to the transformation of the Hermitage into a public mu-
seum and the construction of an architectural masterpiece for
it (the New Hermitage). In other spheres, the standardization
of high aesthetics had both positive and negative aspects. The
negative ones, including the infamous “Orthodoxy, Autocracy
and Nalionality”, are widely known. People need to be remind-
ed aboul the posilive ones, which the Hermitage does regularly.

@ PHOTO: © HERMITAGE XXI CENTURY FOUNDATION, 2018

@ PHOTO: PS. DEMIDOV, V.S. TEREBENIN © THE STATE HERMITAGE, ST. PETERSBURG, 2018
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Armchair (photo on the left)
Russia, St. Petersburg. 1820-1830s
Workshop of the Gambs Brothers
Mahogany, pasle, leather;

carving, gilding

Entered the Hermitage in 1941;
before — Sheremetev palace

The State Hermitage Museum,

Si. Pelersburg. Inv. N© 9PM6-350/2

Armchair (photo on the righf)
Russia, St. Pelersburg. 1820-1830s
‘Workshop of the Gambs Brothers
Walnut; carving, gilding

Eniered the Hermitage in 1941;
before — Sheremetev palace

The State Hermitage Museum,

Sli. Pelersburg. Inv. N© 9PM6-327

Armchair

(photo in the middle slightly behind)
Russia, St. Pelersburg. 1820-1830s
Workshop of the Gambs Brothers
Mahogany, leather; carving
Transferred fo the Hermitage

from the Winter Palace

The Stale Hermilage Museum,

Si. Petersburg. Inv. NO 9PMg-1486

The Emperor, and consequentily sociely as a whole, was
guided by Hisloricism, a love for different historical styles, and
included their elemenis and archetypes in the 19th century Rus-
sia’s day-fo-day life. This passion for history in general, but
mos! importanily western world history, made the ruling and
middle classes of Russia more connected with the cenluries-
long aesthetic fradition. I is as though through Hisloricism we
had embraced the Middle Ages, the Gothic siyle, the Renais-
sance, the age of Louis XVI, Rococo, Turkish and Chinese styles.
Of course, all of this was secondary and inauthentic and prob-
ably quite righily evoked ridicule from the following generations,
and sometimes even among contemporaries. Slill, it did enrich
life and it was this very process that by way of a reaction evoked
an interest in our own, Russian fradilions and the introduction
of them into the realm of artistic creation and production. His-
toricism is akin fo the Post-Modernism that we ourselves lived
through quite recently. It also engaged in stylised imitations of
past eras and styles, but did so already with emphalic irony,
replacing delight and admiration with ridicule and poking fun.

In both cases, however, we are dealing with the important
process of assimilating cultural heritage in forms appropriaie
not only fo palaces, but also to private homes. Our exhibition,
lo a large extent connected with the traditions of the Winier
Dalace, shows these two worlds — the court and society — well.
The new rituals and traditions affected both major and minor
things. Palalial style is grand, ceremonial and not very conveni-
ent; home living clearly leaned towards cosiness. It is no coinci-
dence that the most popular and diverse objects of this period
are various lypes of sofas, couches, oltomans and pouffes...
The title of the exhibition is a quotation, somewhat ingenu-
ous, but reflecling the essence. Slyle changes. Sometimes for
Alexandrine Classicism to become the cosiness of Nicholas’s
lime il was enough o embellish auslere mahogany furniture
with “gold” ornaments made of bronze or even papier-maché.
Another popular object was the standing desk. Bureaucracy tried to appear elegani.

When, many years ago, an exhibilion about European Historicism was held in the
Nicholas Hall, the idea came o mind as one looked al the exhibits that these were also
the surroundings in which the Impressionists lived! Such was the daily existence of the
people who revolutionized our view of the world. Furniture like that which is now on dis-
play in the Manege of the Small Hermitage surrounded Turgenev, Dostoyevsky, Tolstoy,
Gogol, Leskov and the characlers in their works. The words and the objects each make
it possible to understand the other, and also the peculiarities of the Russian mentality and
the spirit of Russian classical literature.

The symbols of that time are St Isaac’s Cathedral, the Alexander Column and the
Collage Palace in Peterhof, as well as the following names: Montferrand, Stakenschnei-
der, Thon, Gambs. It is a new interpretation of Antiquity, the Middle Ages, the Gothic style,
French courlliness, Chinese self-assurance, Oftoman and Persian luxury. It is a search
for Russian roots.

All this and more is captured not only in the ilems on display during this exhibition,
but also in the halls and in the architecture of the Winter Palace and the Hermitage. Our
museum, which was born out of the ashes of the 1837 fire, is the most sublime monument
from the age of Historicism.

It is nol surprising that il is the Hermitage that is once again reminding people to-
day of the charm of things that were forgotten and considered unnecessary for further
development.

@ PHOTO: © HERMITAGE XXI CENTURY FOUNDATION, 2018
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support the project

The Art Studio of the charity
‘Perspektivy’ is an artistic
space, situated in the state
psycho-neurological
residential care institution
N23 in Peterhof, Russia.
The Studio has an archive
with more than 3000 works
created between 2001 and
2018. This archive could be
understood as a significant
value in itself that contains
the potential to question
normative definitions of
aesthetic production and
appreciation.

The

Studio

has

exhibited

widely, both in

Russia and

internationally. Over the
past 17 years, it has
organized more than 50
exhibitions, including at the
Anna Akhmatova Museum
(2005, 2017, 2018), Loft
Project ETAGI (2008, 2013),
the ‘Mitki’ apartment museum
(2009), the Moscow’s Gorky
Park (2016) and Die
Schlumper gallery in
Hambourg (2015),

St. Petersburg Street-Art
Museum (2017, 2018),
International Media Art
Festival Cyfest (2018).

In 2014, the ‘Perspektivy’
Art Studio took part in the
European Biennial of
Contemporary Art
MANIFESTA 10 with the
project ‘Art for the Cats’.

The artworks are represented,
among others, in the
collections of the Museum of
Everything (London) as well as
in private collections
worldwide.

Vasiliy Olenev, ‘Time phantoms’, 2004

DONATE.PERSPEKTIVY.RU




A LONGCASE [LOCK BY JEAN-PIERRE | ATZ.

MARKING THE END OQF THE RESTORATION

ON 25 MAY 2018 — “A LONGCASE [LOCK BY JEAN-PIERRE | ATZ,
MARKING THE END OF THE RESTORATION” — SHOWCASED

THE MOVEMENT AND THE HOUSING QF THE CLOCK SEPARATELY,
THIS |S NOT SOMETHING YOU CAN QBSERVE WHEN THE CLOCK

IS IN ONE PIECE,

This regulateur longcase clock was crafted in France in
the middle of the 18th-century. The stand and housing
of the clock, with their fanciful Rococo silhouettes are at-
tributed to the eminent French cabinet-maker Jean-Pierre
Latz (1691-1754).

Latz, an ébéniste of distinction, specialised in fine
furniture and clock housings, which he crafted from a mix
of valuable timbers or using the Boulle marquetry tech-
nigue, encrusted with tortoiseshell, brass and mother-of-
pearl, adding sumptuous gilt-bronze décor. Some of these
features characterise the Latz clock in the Hermitage
Collection.

The Hermitage boasts the largest collection of historical watches and
clocks in Russia, and one of the best in the world. It numbers close to
three thousand mechanical watches and clocks of all kinds: from pocket
watches to tower clocks. A watch is a complex object, a technical and ar-
tistic cultural memento at the same time. The greatest artists and sculptors
of their epoch contributed to the making of clock housings, while the move-
ments incorporated the latest achievements in science and technology. In-
terior decoration clocks — longcase clocks, wall clocks, mantelpiece clocks,
and other varieties — were always regarded as status symbols, attesting
to the affluence and education of their owners.

Veneered with Hungarian ash-wood, the clock’s hous-
ing is densely covered with raised bronze plates. The top
of the housing is rimmed with Rococo scroll flowers, in
the midst of which two small dragon images are laced in.
The crowning figure atop the clock is the lustrous Phoe-
bus, god of sunlight, an alias of Apollo. Reclining on the
clouds underneath the dial is Oiana, the hunting goddess,
personification of the Moon in the ancient Greek pantheon.
In Latz's conception, the bronze décor on the clock is meant
as an allegoric depiction of Day and Night.

The Hermitage obtained this clock in the aftermath
of the 1917 Revolution. It comes from the house of II-
larion Ivanovich Vorontsov-Dashkov (1837-1916) on the
English Embankment (Angliyskaya Naberezhnaya 10;
Galernaya Ulitsa 9). As the clock was nationalised and
sent to the Hermitage, its original 18th-century move-
ment and dial went missing. In the early 1930s, all items
arriving at the Museum were sorted and passed on ac-
cording to appearance alone. For example, the housing of
a longcase clock would go to the furniture stocks, while
the innards of the clock — its movement, weights and
ticker — would be classified as “metal” and allocated ac-
cordingly. This resulted in numerous “orphaned” parts
wandering around: housings with no mechanism inside,
mechanisms without housings, sundry weights and tick-
ers. Whenever an effort was made to put clocks back
together again, a situation they called a “mismatched

@ PHOTO: NATALIA CHASOVITINA, 2018

WATCHCASE

AFTER THE RESTORATION
Jean-Pierre Laiz

MIDDLE OF THE 181H CENTURY

The State Hermitage Museum,
St. Pelersburg

THE DISPLAY OF THE EXHIBITION
a

A Lonccase CrLock
BY JEAN-PIERRE LaTzZ.

MARKING THE END OF THE RESTORATION” .

The State Hermitage Museum,
St. Petersburg
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marriage” would arise — the pairing-up of housings and
mechanisms from different clocks. And that was exactly
what, in due time, happened to this French longcase clock:
it ended up with a solid, but patently English early 1800s
clock movement inside its luxurious housing.

In a bid to redress the injustice, the Scientific Res-
toration Laboratory for Clocks and Musical Mechanisms
searched around and found a movement from a French
longcase clock. Judging by the autograph on the clock-
face — Barbier Lejeune / Paris — the clock was crafted
by a well-known French clock-maker, who was awarded
the rank of “master” in 1770. The curious nuance about
this movement is that the ticker is suspended not be-
hind, but in front — between the movement and the dial.
An “orphaned” ticker was not hard to find, which had the
right aperture for the clock hands' axis. The bulky and
heavy ticker lens was a perfect match for the massive, sol-
idly reliable movement while its polished face suggested
a large aperture on the clock fagade. The movement Ffit
right in, and the whole clock machinery clicked into place
like a puzzle neatly solved. The cold, white enamelled dial
looked fairly modest. Composite enamelled dials had gone
out of fashion by the mid-1700s, while large, solid ones
were still a tall order to make. Clock dials painted to look
like enamel filled in the gap for a while.

The delicate job of dial restoration was entrusted
to the staff of the Scientific Restoration Laboratory for
Easel Paintings. Having examined the clock housing and
researched similar historical specimens, they decided
to manufacture a mount for the clock housing, reconstruct
the missing top part of the back wall of the housing, and
make an oak bench, on which the selected clock move-
ment would stand. Furthermore, they planned to remove
the door hinge and reconstruct the original fastener, and to
fully restore the frame, veneer and varnish of the housing.
The latter job was carried out by the Scientific Restora-
tion Laboratary for Furniture. It is notewaorthy that, in the
restoration of this clock, as in the original making thereaf,
masters of different crafts collaborated.

No clock is a complete work of art without its move-
ment, for it is the movement — the mechanical life within
— that distinguishes a clock from the common run of
museum exhibits. Manifestations of life from the clock’s
movement — the progress of the hands, the measured os-
cillation of the ticker, the ringing of the bell — contribute
to the shaping of a full-blown image of the clock, along
with its appearance. Thus the museum space, customarily
focused on visual perception, gets an additional, acoustic
dimension.
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The advertising

THE INTERNATIONAL HERMITAGE
FRIENDS’ CLUD

ESTABLISHED OVER 20 YEARS AGO,

THE INTERNATIONAL HERMITAGE FRIENDS’ CLUB BRINGS TOGETHER

HERMITAGE FRIENDS FROM ALL AROUND THE WORLD

Foundation Hermitage Friends

in the Netherlands

PO. box 11675, 1001 GR Amsterdam
The Netherlands

Tel. (+31 20) 530 87 55
www.hermitage.nl

Hermitage Museum Foundation (USA)
57 West 57th Street, 4th Floor

New York, NY 10019 USA

Tel. (+1 646) 416 7887
www.hermitagemuseumfoundation.org

The State Hermitage Museum
Foundation of Canada Inc.
900 Greenbank Road, Suit # 616
Ottawa, Ontario, Canada K2J 4P6
Tel. (+1 613) 489 0734

Fax (+1 613) 489 0835
www.hermitagemuseum.ca

THE STATE HERMITAGE MUSEUM INVITES ALL THOSE WHO CARE
ABOUT THE FUTURE OF THIS GREAT MUSEUM TO BECOME

ITS FRIENDS. YOUR PARTICIPATION WILL HELP US PRESERVE

THE HERMITAGE AND ITS TREASURES FOR FUTURE GENERATIONS!

Hermitage Foundation (UK)
Pushkin House, 5a Bloomsbury Sq.
London WC1A 2TA

Tel. (+44 20) 7404 7780
www.hermitagefoundation.co.uk

Association of the Friends

of the Hermitage Museum (Italy)
Palazzo Guicciardini, Via de Guicciardini, 15
50125 Firenze, Italia

Tel. (+39 055) 5387819
www.amiciermitage.it

Hermitage Museum

Foundation Israel

65 Derech Menachem Begin St., 4" Floor
Tel Aviv 67138, Israel

Tel. +972 (0) 3 6526557
www.hermitagefoundation.com

Hermitage Friends’ Club in Finland ry

Koukkuniementie 21 I, 02230 Espoo, Finland

Tel. +358 (0) 468119811

e Interested in art?

« Love the Hermitage?

 Would like to visit the museum more often,
but have no time fo queue?

JOIN THE HERMITAGE FRIENDS’ CLUB!

By joining the Internalional Hermitage
Friends’ Club loday, you will be coniributing
to the preservation and development

of one of the most unique museums

in the world. You will take an active part

in preserving the priceless freasures which
form the Hermitage’s legacy for future
generations, becoming involved in more than
two centuries-long history of the Museum.

YOU CAN ALWAYS FIND US IN THE FRIENDS' OFFICE

AT THE KDMENDANTSKY ENTRANCE

TO THE WINTER PALACE (from Palace square)

Tel. +7 (812) 710 8005 / www.hermitagemuseum.org

Office hours:

Tuesday — Friday 10.30 — 17.00
On Monday the Museum is closed
Please call for appointment

ONE OF THE MANY EXHIBITS

oF THE HERMITAGE RESTORED
WITH THE SUPPORT

OoF THE FRIENDS oF THE HERMITAGE

“Negroes carrying the Turk” dressing fable
Paris. 1710s

Wood, bronze, ivory,

gold, rubies, emeralds, diamonds,

pearls, glass, molding, carving, chasing
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ALEXEY TARKHANOV

AMONG MANY PRE-1917 OBJECTS, THE STATE HERMITAGE MUSEUM'S

AND CLOTHES TO WATCHES AND PERFUMES BUT ALSO PUBLISHES
BOOKS, SUPPORTS [ONTEMPORARY ART, JPENS MUSEUMS AND HOSTS
EXHIBITIONS QF GLOBAL SIGNIFICANCE |NITIALLY, HOWEVER |TS

BUSINESS \WAS LIMITED TO THE PRODUCTION OF HARD-SIDED TRUNKS —
A STAPLE OF EARLY 20TH-CENTURY TRAVEL

t was a truly momentous invention. Two centuries ago, luggage used
fo be packed by specialised servanis and carried by porters. The num-
ber of the trunks was unlimiled. When acliress Sarah Bernhard! went on
tour, her luggage consisted of 75 crates of clothes. Luggage sizes started
fo dwindle with the development of car and air iraffic, when travellers
were expecled to carry their paraphernalia atl least as far as the gangway.
The advent of wheeled suilcases calalysed a further revolution in pack-
ing solutions as well as social relations. The porter disappeared as an
occupalion.

A son of a Franche-Comtié farmer, Louis Vuilion arrived in Paris on
fool al the age of 14. In 1854, he opened his first Paris shop; from 1885
onwards, Vuillon’s irunks became almost de rigeur with celebrilies wishing
lo prolect their valuable belongings. If was luggage which reinvenied
tfravel.

Travel trunks by Vuitton were “soft inside and hard outside”. The
body, covered in leather or canvas, had wooden slals to proiect the frunk
surface from scratches and help the trunks slide more smoothly on to lug-
gage racks. The metal corners shielded the most vulnerable elemenis of
the wooden siructure from damage. The thick embossed vachetta cowhide
was marked with a monogram designed by Louis Vuition’s son Georges in
1896, when competitors started counterfeiting Vuitton luggage. Inside, the
light wood was upholsiered in silk, salin or velvel. The impregnable mono-
lith of a shell hid a complex architectural structure of wood and textile.!

The House of Louis Vuitton still remains faithful to its manufacturing
practices that originated at the turn of the 20th-century. This is particu-
larly true of the special orders atelier in Asniéres-sur-Seine, a fown near
Paris where the Vuitton factory has operated since 1859 in an Eiffel-style
building. I have visited the facility several times to observe the working

@ PHOTO: © HERMITAGE XXI CENTURY FOUNDATION, 2018

@ PHOTO: O HERMITAGE XXI CENTURY FOUNDATION, 2018

112413

Tae Trunks BY Loius Vurrron
IN THE CosTuME GALLERY

(The Staraya Derevnya

Restoration and Storage Cenire)

Travel Trunk Louis Vuitton (on the lefi)
EARLY 20mi-CENTURY

Wood, leather, silk fabric, cotton fabric,
frimming, mefal; hand and machine work

The State Hermitage Museum, St. Petersburg

Travel Trunk Louis Vuitton (on the righl)
EARLY 20mi-CENTURY

Wood, leather, silk fabric, cotton fabric,
frimming, mefal; hand and machine work

The State Hermitage Museum, Saini-Petersburg
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procedures. The frame of the frunks is assembled from wooden parts fixed
with glue using the fradifional lechnique. The thin frame-ribs and fine light
wood plates resemble the longerons of early aircraft. The wood generally
comes from Africa; the leather, however, is imporied from Germany or
Northern Italy. Each hide must be flawless, and free from even the small-
est defects such as scraiches or insect bites which would downgrade
the leather qualily.

The leather workshop is as impeccably clean as a walchmaker’s, with
the temperature maintained at exactly +23 Celsius, and humidity at 70 per
cenl. This is where the wooden frames are sheathed in leather, canvas or
a selection of conlemporary malerials. The crafispeople altach wooden
slats, install locks and work on the upholstery. The leather is reinforced
with 700 to 1,000 brass nails — a standard religiously adhered to by the
company. Each of the artisans has their own hammering pace and slyle:
nails can be driven in consecutively or at intervals, and then filled in with
more studs.

In the early 20th-century, handmade Vuitton trunks were failor-made,
yet manufactured by the hundreds of thousands. Each of the items and
locks was assigned an individual number to make it easier o replicate
the key in case the original was losi. The locks were believed to be so reli-
able that Harry Houdini, whose most famous act involved escaping from
a locked trunk secured with chains and placed under water, did not risk
performing this trick with Vuitton locks. Each frunk had ils own separate
key, unless the customer requesied a master key to all their luggage.

The trunks currently stored in the State Hermitage Museum, which
appear to have belonged to the same owner, carry the initials D.C. in the
Didot typeface stencilled at the Vuitton alelier during the sale. The neoclas-
sical serif foni, named after the Didot printing family, enjoyed popularity in
France and was frequently used by the House of Louis Vuitton. According
to Vuitton’s customer records, one of the trunks (No. 158562) was made in
1908, and the other (No. 189518) in 1914.

The 1914 irunk can be classified as women’s luggage. This 80 cenli-
melre piece is among the smallest of ladies’ frunks manufactured by Vuil-
lon and was inlended for shirls and lingerie; dresses normally iravelled
in larger boxes measuring 110-130 cenlimelres. The locks inslalled on the
Irunk were of the lype common before the 1910s; laler, the label slaried
manufacturing frunks with slide laiches, somewhat similar o those used

@ PHOTO: ALEXEY TARKHANOV

@ PHOTO: ALEXEY TARKHANOV

11 THE LIBRARY TRUNK DESIGNED

._ PHOTO: ALEXEY TARKHANOV
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BY GasToN-Lours VurTToN IN 1936 —
as the adverlisement said “with a very
limiled amount of space, it can not only fit

a few books from your library, bul also

a typewriter, dossier and card register

in special retractable drawers”.

(Exhibition Volez, Voguez, Voyagez —

Louis Vuitton, Grand Palais, Paris, 2015)

For transatlantic journeys, the Vuittons
invenied not only Wardrobe Trunks for men
and women, which became real wardrobes

in the cabin, but also special leather laundry bags.

(Exhibition Volez, Voguez, Voyagez —
Louis Vuitton, Grand Palais, Paris, 2015)

GENTLEMAN TRUNKS

could save cylinders, gloves, spats

and canes during the journey
(Exhibition Volez, Voguez, Voyagez —
Louis Vuitton, Grand Palais, Paris, 2015)

on plywood suitcases in the USSR. The locks are branded with the name
of the manufacturer and shop address (1 Rue Scribe, Opera District).
The inside belis have patented buckles, iniroduced by the House of Vuit-
lon 1o replace the iraditional safety pins. The ouler leather sitrips which
provided additional reinforcement carry the “IV” monogram.

The Hermitage trunk dating from 1908 was intended for millinery.
Its interior consisted of a textile-covered cage known as Paradis to which
hats used to be fastened with ribbons; the cage kept the delicate acces-
sories from crushing.

Ladies’ hats were notoriously difficult to transport. Their shapes could
be so unpredictable that conventional round hat boxes (which were also
manufactured by Louis Vuitton) did not always serve the purpose. Whereas
genilemen’s hals were compact and much less varied in siyle and design

1

See Léonforté P, Pujalet-Plaa E. Louis
Vuitton, 100 malles de légende. Paris,
2010 on the artistic aspects of Louis Vuitton
luggage.

2

See Kamenskaia E.N. Aleksandre lakovleff
— khudozhnik-puleshesivennik. Rozhdenie
obraza // Aktualnye problemy teorii i
istorii iskusstva: sb. nauch. st. Vol. 4. St.
Detersburg., 2014.
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@ PHOTO: ALEXEY TARKHANOV

Tue LaApY's WARDROBE TRUNK
CONTAINED ALL THE ITEMS
NECESSARY FOR A SHORT TRIP
(Exhibition Volez, Voguez, Voyagez —
Louis Vuitton, Grand Palais, Paris, 2015)

(the only available options being the top hat, the bowler and the boater),
the number, dimensions and outlines of women’s headpieces knew virtu-
ally no limits apart from the customers’ budget and the milliners’ creative
imaginalion. “Your hals are precious!” the ads cried, inviting ladies to
cage their bird-of-paradise headwear in Vuitton luggage. The hat frunks
were available in eight sizes, the smallest of which could hold four hats
and the largest accommodated sixieen.

Unfortunately, the owner of the trunks held by the Hermitage remains
unknown, unlike the possessors of personalized irunks, some of which
graced the high-profile exhibition “Volez, Voguez, Voyagez” — Louis Vuil-
ton held at the Grand Palais in Paris on 4 December 2015 — 21 February
2016. The items that look cenire stage included a frunk crafted for artist
Henri Matisse, who kept his art equipmen! and canvases there, and one
made for fashion designer Paul Poiret, who used it fo fransport clothes.
Another celebrity client of the Vuitton label was musician Ignacy Jan Pa-
derewski (1860-1941), who was born in the Russian Empire and became
the Prime Minister of Poland. Nicknamed “the Lion” because of his ebul-
lient hair, Paderewski ordered himself a Vuitton irunk to accommodate his
collection of combs and makeup.

Some of the most famous Vuitton articles craftied in Paris included
trunks for geographical expeditions. The trunks were carefully protected
against being stolen by natives — or desiroyed by termites; they were also
waler-tight, had a secure locking system and were covered in zinc instead
of leather. The interior was made from camphor wood which served as a
natural insect repellent. This type of frunk was used by travellers who em-
barked on car journeys across Africa (Croisiére Noir) and Asia (Croisiére
Jaune) in the 1930s. The expeditions were vividly captured by the Russian
artist Alexandre lakovleff, whose African works were presenied at the 2017
arl show curaled by Elena Kamenskaya al the Kournikova Gallery, Moscow.?

Count Pierre Savorgnan de Brazza (1852-1905), a famous explorer
of Congo, used a custom-made Vuitlon camp bed trunk during his African
expedilions. This model, which came lo be known as the Belgian bed,
remained popular with cusiomers for many years. Another luggage item
commissioned by de Brazza was a copper-sheathed trunk desk which
had a secret compariment for documentis. De Brazza died in Dakar on a
special inspeclion mission he undertook on request of the French govern-
menl. Afier de Brazza’s belongings were delivered lo Paris, officials al the
Foreign Affairs Minisiry had lo conlact Georges Vuillon o help them find
and unlock the concealed drawer with the explorer’s reports.

Yes, Louis Vuillon can cerfainly keep a secret. However, we hope that
the original owner of the frunks from the Hermitage Museum will be identi-
fied someday. The company is no siranger fo such amazing discoveries.

In 1956 Charles Rilz informed Ernest Hemingway that the author’s
library irunk made by Vuilion had been stored among other non-reclaimed
luggage ilems in the basement of The Riiz hotel in Paris since 1929. The
leather-covered fime capsule confained Hemingway’s nolepads and his
long-lost manuscript of the novel “A Moveable Feast”, which was published
in 1964 after the writer’s death.

Anataly Belkin. A Lady Holding a Glass of Wine [The Queen of Salntsedar). Fragment

The State Hermitage Museum, St. Petersburg. Inv. NG 3PX 3366
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PRIVATE [OLLECTIONS OQF QLD MASTERS:
A NEW LIFE [N ENGLAND

ALINA DAVEY * Historically, the great museums of the future started as private projects or private initiatives by pas-
sionate collectors, such as the Neue Galerie in New York and Tate Britain. For decades, art collectors
globally have donated their collections to state museums which devoted time in preserving and doing
further research of their art works, curating exhibitions and continuing the legacy of private collectors.

In recent years, discourse on the approach to understanding Art History has been broadened to
include Museology and Heritage, and concerns itself with the meanings of objects and their function in
the context of a museum. The research into art collecting, and an understanding of the social practice
through which there is the creation of a self-identity in the form of a private museum, is a crucial facet
in the contemporary development of museum practice globally.

The availability of funds and an increasing interest in the arts have fuelled an interest in private collecting in the last
decade. 53% of all private museums globally were founded between 2000 and 2010. Nearly one fifth of these private
spaces were built during the period 2010-2015. Just two private museums were established before 1960. 12% of all
private museums globally were founded between 1970 and 1990, 16% — in the 1990s. The statistics indicate a large
trend of private exhibition space opening after the millennium. Nevertheless, the UK is not among the top 10 countries
with the greatest number of new private art museums. The leaders are South Korea, the US, Germany in the first three
places with 45 new art museums each, compared to only 4 new private art museums founded in the UK since 2000.

The director of the Blenheim Art Foundation, Michael Frahm, has suggested that people in the
UK tend to be a bit more iraditional and reserved in terms of supporling the aris. He compares the
British model with a situation in the US, where a lot of the large museums are funded by private dona-
lions. His opinion seems to indicate that the readiness of private individuals to donate funding remains
a question of societal outlook on the aris. Crucially, Frahm believes the UK’s more conservative outlook
is one that should change for the greater good of the arts.

For example, in England it is worth noting some examples of privately-owned houses which

N have been inherited through the generations, namely Chaisworth and Blenheim Palace. Lord Edward
Alina Davey — Spencer-Churchill, the brother of the current 12th Duke of Marlborough, decided to exhibit a contem-
Senior Director porary arl programme and in 2016 he founded the Blenheim Palace Heritage Foundation. It is a charily,

ggﬁ:ﬁ gﬁﬁ?e’by,s, which safeguards the hisioric site which has also been an UNESCO World Herilage site since 1987,

London. and focuses on exposing new audiences to contemporary art by showcasing the most important artists
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AT SOTHEBY'S WE OFTEN MEET PRIVATE ART [OLLECTORS WHO

PHILANTHROPIC AMBITION WHICH GENERATES SOCIAL CHANGE,Z SOME

TO EXISTING MUSEUMS AND SOME FIND NEW MUSEUM

DEVELOP THEIR COLLECTING HOBBY |NTO A SERIOUS
INDIVIDUALS MAY DONATE PART QF THEIR COLLECTION

~ INSTITUTIONS OR MANAGE THEIR FAMILY ART COLLECTIONS,

RicHaArp Hubson

Tear

Garden of Chatsworth House, United Kingdom
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working today. Since the charily’s foundation in 2016, Jenny Holzer is the fourth coniemporary artist
lo exhibit at Blenheim Palace, following exhibitions by Ai Weiwei, Lawrence Weiner and Michelangelo
Dislolello. These new art initialives encourage a wider communicalion with new audiences and bring
more visitors. The palace attraclts almost one million visitors a year.

A significani national privale museum and Old Maslers Colleclion which is owned and managed
by a private family, is Chatsworth, the house and park, of the Dukes of Devonshire, and offers an ex-
lensive programme of exhibilions and visilor engagement. The house was buill in 1550 by Sir William
Cavendish, and was later re-buill, with the addition of the grand gardens designed by Joseph Paxion
in the 1830s. The 6th Duke of Devonshire, a liberal man, was known for permitting visitors to his resi-
dence all year round, and Chatsworth was one of the first houses to admit the public and remained
the most visited house in England throughout the nineteenth century. Iis art collection included works
by contemporary artisis of every generation of the family.

In the introduction fo his book about the greatest British collectors, James Stourton also noted
that until 1939 collectors were unenthusiastic about exhibiting works from their private collections in
public museums, with private collections remaining sirictly private. Collecting works of art for these
people was rather “la douceur de vivre”. This confirms that the case of Chatsworth House was one of
the early examples of a strategic approach to the management of a private house and a museum. The
progressive thinking shown by the nineteenth century owners of Chatsworth House, in acknowledging
the increasing public interest in the Chatsworth estale, can be viewed as the foundation upon which
the estate’s success in managing their current art collection and attracting a stable number of visitors
of 625,000 in 2015 and 622,000 in 2016 is based. The House offers many opporiunities to engage
with the public. Chatsworth has one of the largest couniry house archives that is publicly accessible
and regularly consulied and is a its resources are that is of great value to historians and students. The
Devonshire art collection is further made accessible to a wider audience through an extensive pro-
gramme of loans to other institutions, — Valentine de Boulogne’s, Three Musicians, for example, was
loaned to the National Gallery, London for their “Beyond Caravaggio” exhibition in October 2016 to
January 2017. In 2017 Sotheby’s celebraied its 10th year of “Beyond Limits” — a monumental sculpture
exhibition insfalled across the grounds of the Chalsworth estale.

The role of privale museums is much debaled because of the influence a museum owner and
his/her personal funds have on the curatorial programme with scholars arguing that money should
nol inlerfere with the arls or confaminale il. Arjo Klamer, professor in Cullural Economics al Erasmus
Universily in Rolierdam, and leading French Sociologist Pierre Bourdieu, have proposed an oppos-
ing theory, claiming thal although money plays a significani role within the arts, the involved parlies
should not pay much attention to it and focus should be shifted instead {o how the money is spent and
iIs original source.

The availabilily of funds and an increasing interest in the arts have fuelled an inlerest in privaie
collecling in the last decade. New instifutions have appeared in Los Angeles, Venice, Moscow, Bei-
jing and London. The BMW 2013 art guide confirms that 167 privale museums were founded between
2000-2013 in comparison to 25 in 1990-2000. Private museums are the most popular museum model
within the current international museum landscape, as shown by recent additions to the category of
privale museum: The Broad Museum in LA which opened in 2014; the Mexican Soumaya Museum,
owned by Carlos Slim opened in 2011, and the Garage Museum of Contemporary Art was opened in
Moscow in 2008. This development can also be seen in the Middle East and Asia, with the Budi Tek
Yuz Foundation being a notable example.

As a cultural phenomenon, the museums have had o evolve over lime; shaped by the political,
economic and cultural contexts, its societal role has also had to shift. In the last few decades, with the
rise of the internet and the introduction of new methods for researching and presenting information,
our understanding of the museum’s mission and practices has been transformed. The museum move-
ment has now touched almost every part of the world and new museum initiatives, appropriate for
the digital age, are being developed. Increasingly, it is private museums that are setting the standards
and frends, with public museums having to adapt fo this new tendency. New approaches and private

inilialives are becoming an indispensable elemen! of museum life and this allows museums the free-
dom fo visualise and implement the creation of new experiences.

Another project in England of parlicular inleres! is the Auckland Project. Compared o other re-
cenl privale inslitulions focusing on Conlemporary Arli, the exhibilions al Auckland Caslle, in Durham
in the North of England, are devoled o Old Masters. The collection of Spanish paintings, with their
religious context, is at the core of the Auckland Project, whose dominating religious topic allows an
exploration info Britain’s history through “objects of faith and religion”. In 2010, estate commissioners
for the Church of England decided that Auckland Castle in Durham, one of Europe’s grand palaces,
and the primary residence of the Bishop of Durham, a historically significani seat of English power,
was loo expensive to maintain and preserve. They concluded that it should be sold, along with iis series
of 13 canvases by Spanish artist Francisco de Zurbaran depicling Jacob and his sons. The Auckland
Castle possesses today twelve out of thirteen original paintings and one exact copy by the prominent
artist Arthur Pond, which was commissioned by the Bishop of Durham afier he was outbid in 1756 for
the original of the 13th painting.

The caplivaling history of the Castle’s heritage and the story of the acquisition of the Zurbaran
paintings by Bishop Trevor may well have been known to Jonathan Ruffer, a highly successful banker
and enthusiastic collector, who, in 2011, was moved to save the heritage site and its art collection for
the nation. In numerous interviews following his acquisition of the Castle and the Zurbaran paintings,
Mr Ruffer, a collector of Spanish Old Master works for 15 years, commented: “I said to the Church
Commissioners, Francisco de Zurbaran’s works are rare in British galleries but visitors familiar with
his paintings at the Prado in Madrid will have been knocked sideways by this baroque 17th-century
Spanish artist, one of the greatest painters in the world.”

The case of the Auckland Project is an example of the changes taking place in the 21st-century
in the museum environment: the increase of new museums worldwide, the globalization of museum
practice, new communication technologies (in particular, social media and mobile technologies), po-
litical and economic changes globally and locally, the use of private donations and funds in museum
developmenlt, the growth of international fourism and a rise in professional museum fraining at all
levels. Each year the number of museum visitors increases, thus fuelling an interest in museum work,
and, in turn, encouraging the opening of new museums around the world.

For example, according to a report by AMMA (Art Market Monitor of Artron) in 2016 there were
317 privately founded contemporary art museums in the world with over 70% of private museums
founded after 2000. In professional circles specialists argue about issues concerning qualily versus
quantity, museum sustfainability, private funding and the influence of individuals on the museum prac-
tice. Indeed, museums internationally share common needs and face challenges of limited financial
resources.

However, according to the same report by AMMA only three new privale art museums were
founded in England after 2000: Inilial Access, an exhibition space opened in 2017 by Frank Cohen at
an indusirial park near Wolverhampton, DRAF founded by David Roberts in 2007, and The Zabludo-
wicz Collection which was crealed also in 2007. The Saalchi Gallery is a private art institution which
opened in 1985, and is therefore not included.

Compared fo other new museum instifutions, The Auckland Project is a unique development since
the core of the collection is focused on exhibiling and preserving Old Masters. In addition, Mr Ruffer
and The Auckland Trust are working on developing other activilies, including the Spanish Gallery,
Mining Art Gallery, and the Auckland Tower with a viewing platform, which they hope will bring more
than 400,000 visitors a year o the north-east region of the UK, and create full-fime employment, di-
recily or indirectly, for 1,000 people. Mr Ruffer mentioned that the prospect of the sale of Zurbaran’s
work was perceived as deeply disuniting and of great discouragement to local people. The acquisition
of these paintings and the creation of a new identity fo the heritage site in the north of England was
a symbol of his dedication to his native region.

According fo Rd. Guy Clausse, the vice-president Nosira Europa, the European organisation on
protecting the cultural herifage, there is a need to find new approaches of private funding for heritage
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sites, such as through funding by privale owners’ resources. The approach is even more persuasive
when one looks into a situation whereby ancient or even modern monuments slowly become neglected
and al risk of getling lost. If something is nol done from the funding provided to preserve and restore
them, it implies thal communities risk losing their art hislory and part of their heritage. This means
thal private funding has a direcl impacl on the economic and cullural benefils of a couniry, both
at local and regional levels

For Mr Ruffer, who was already a famous colleclor of Spanish Art by the time of the creation of
Auckland Project, the acquisilion seemed lo bring logether his wish fo boos! the North East region
of England, where he grew up, with the conviclion that he should be using his fortune for the benefit
of others.

Jonathan Ruffer hopes that the acquisition of the paintings and the Auckland Castle would of-
fer people in the North of England a new inspirational cultural activity. Dr Richard Chartres, acl-
ing Chair of the Church commissioners said: “Jonathan Ruffer’s generosity has made that rarest
of scenarios possible. There is now an opportunily fo create a leading arts and heritage cenire
in the North East”. The former bishop’s palace is now being ifransformed into a world-class mu-
seum heritage cenire. The temporary closing of the castle
or renovation has made possible the presentations of the Zur-
baran series at the Meadows Museum, Dallas and The Frick
Collection in New York. The paintings underwent deep techni-
cal analysis at the Kimbell Art Museum, Fort Worth (Texas).
Zurbaran’s works are rarely exhibited in British galleries and
are mainly housed at the Museo del Prado in Madrid. Schol-
ars José Pedro Pérez-Llorca, Chairman of the Royal Board of
Truslees of the Museo del Prado, and Miguel Zugaza, Director
of the Museo del Prado, have described the series of thirteen
canvases of life size figures depicting Jacob and his sons in
Spanish farm-worker dress as being the highest qualily art-
works by the artist found in Britain today.

Moreover, National Trus! authorities and leading inter-
nalional museums like the Prado in Madrid and the Nation-
al Gallery of London have acknowledged the importance of
a privale patron like Mr Ruffer in illuminating the need for the
support and rescue of nalional heritage siles like castles and
stately homes.

Among the artworks due to feature in the inaugural ex-
hibition is El Greco’s remarkable depiction of “Christ on the
Cross”, recenily purchased with the aid of a grant from the
Art Fund. Further details of the full display will be announced
closer to the Spanish Gallery’s opening which is scheduled
for 2019, but pieces by the most significant 17th-century Span-
ish artists, including Giuseppe de Ribera, are already con-
firmed.

11 THE Duke AND DucHESS
OoF DEVONSHIRE

IN THE GARDEN

oF CHATSWORTH HousEe
(ON THE LEFT — FRAGMENT
OF A SCULPTURE

BY ROBERT INDIANA)

21 THE GRAND STAIRCASE
CuHAaTsworTH House

The history of Auckland Castlle is the former private palace
of the Prince Bishops of Durham with a history dating back
900 years. The Bishop of Durham, England’s only Prince-Bish-
op, was granited unique authorities by Norman Kings in 1075
and remained the practical ruler in the disirict right up to the
19th-century.

Privale museums have been actively reinterpreting them-
selves in the last few decades. During this time, a lot of experi-
ence relating to the creation and development of collections
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The story of the series by Spanish artist
Francisco de Zurbaran of Jacab and his
twelve sons is unusual. It includes the
paintings of old Jacab, grey-bearded and
bent over his staff, Joseph in his stu-
pendous coat, and Levi the priest with a
quizzical sideways glance over his shoul-
der. The story of the creation of this se-
ries is also astonishing. Specialists say
that Zurbaran was commissioned to cre-
ate the works possibly by Latin American
commissioners, and the paintings were
sent to Mexico in the mid-seventeenth
century to promote Catholicism among
the native population. This interest in
promating Christianity in Mexico could
be linked to a wider belief that the Az-
tecs were one of the lost tribes of Israel.
The paintings were seized by English pi-
rates and later found in the collection of
a London merchant, James Mendez, a
Portuguese Jew. In 1756, Mendez sold
them for £124 to Bishop Trevor of Dur-
ham, one of the prince-bishops. Trevar
had supported the 1753 “Jew Bill”, and
was also a forceful campaigner for the
recognition of Judaism's role in the his-
tory of Christianity. “God's dispersal of
the Jews”, he declared, “demands our
most awful and religious Regard [..]
in Earnest of His future greater Dispen-
sations towards them”.

For Bishop Trevar, the acquisition
of Zurbaran's paintings became a symbol
of his campaign for tolerance and better
understanding between religions. It was
the Bishop's intention for the guests
to be overlooked by the sons of Israel.
Bishop Trevor displayed the paintings
in the Long Dining Room at Auckland
Castle, which the architect, James Wyatt,
had redesigned in the late-seventeenth
century for the purpose of hosting din-
ners in a room which surrounded guests
with these images of Jacab and his sons.
Thus, the history of Auckland Castle, rich
in its complexity, is bound up with the
history of Zurbaran's paintings.
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Sotheby’s :

has been accumulated, but it is only in recent years that special demands have been made of museums
relating fo their performance, aliractiveness to financial supporters and engagement with their audi-
ences. The demands have nol been merely lisls of guidelines for the proper funclioning of museums
as cultural instifutions in foday’s world, but also, significanily, requesis made by the museum manage-
menl, professional museum audiences and visilors themselves.

Private museums experience the challenge of providing quality conient, audience engagement
and effective forms of presenialion of colleclions, while faking into account all historically approved
standards and expeclalions from the visitors and the professional community, as well as modern
lechnological frends.

At Sotheby’s our job is 1o facilitate art collecling and the research process. An increased interest
in art collecling has led o private collectors expressing an ambition in exhibiling their collections
publicly, and in some cases lending their works fo open public museums. I is necessary o nole loday’s
key global museums, such as The Tate, the Metropolitan Museum, the Guggenheim and the National
Gallery in London all started on the basis of privale collections. For example, Solomon Guggenheim
introduced the public to the art of new contemporary artists, like Kandinsky, through his private col-
lection. In the past ten years privale art museums have been set up globally.

Sotheby’s supporis the development of museum initiatives by offering participation in the
Sotheby’s Museum Network platform and through the Sotheby’s Prize, set up in 2017 to help fund
ground-breaking museum exhibitions and cultural initiatives. These initiatives at Sotheby’s also confirm
increasing atlenlion being directed lowards a private individual’s coniribulion o the social change
through art collecting. Indeed, the curreni cullural landscape is experiencing a renewed interest
in the future development of new economic and cultural cenires through private art institutions.
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TURNING
THE CORNER

FRAGMENT FROM THE BOOK

BY GERALDINE NORMAN “[JYNASTIC RULE:
MIKHAIL PIOTROVSKY AND THE HERMITAGE"

It is difficult to pinpoint when Mikhail’s struggle
with the many acute problems that arose from the
perestroika era began to be resolved, giving way
to the far happier challenge of building a world
museum. The first signals of light at the end of the
tunnel came in 1996. They were also an indication
of how the Hermitage would find ifs way in the fu-
ture — through sfate support rather than reliance
on sponsorship. And how Mikhail himself would
choose 1o operale, becoming involved in polilics
though never becoming a “politician”.

The highlight of 1996 was a much pub-
licised, pre-election visit to the Hermitage by
President Yelisin in search of the cullure vole.
It was the first time that a leader of the couniry
had paid an official visit to the museum since the
hurried departure of the last Tsar, Nicholas II,
and it took the combined efforts of Mikhail and
George Vilinbakhov to get him there. Yeltsin was
running a campaign for re-election as President
after a series of heart aitacks, and there were
suspicions of an addiction to the vodka bottle...
He staried oul an obvious loser in a battle with
the Communist Party leader Gennady Zyuganov.
But he had appointed a canny campaign man-

ager, Anatoly Chubais, who was also in charge
of his privalisation programme, and by the fime
of the election on 16 June, he was a nose ahead.
In a run-off on 3 July he won 53.8% of the vote to
Zyuganov’s 40.3%.

Yeltsin visited the Hermitage on 12 June, just
days before the election. Mikhail had pointed
out to his campaign managers that the visit, an
exlraordinary first, would swing the vole of art
lovers and the cullured section of the population
behind him. “I know some people in St. Peters-
burg who went o vote just because they had seen
that he visiled the Hermitage”, he says. And there
mus!t have been many more who were encour-
aged by this sign of civilised faste on the part of
the President.

Mikhail and George were not content with
a mere visit. They wanted a concrete commitment
to the museum’s cause. The Presidential Decree
of 12 June 1996 provided this in spades.

The museum was faken under the direct
protection of the President and allotted a sepa-
rate line in the state budgel. This meant that the
Minisiry of Culture could not remove the mu-
seum’s gran! and spend it on something else.

| AM VERY HONOURED TO HAVE A FRAGMENT OF MY
BOOK REPRODUCED IN THE HERMITAGE MAGAZINE.
TITLED ‘DYNASTIC RULE’ IN ENGLISH AND ‘PIOTROVSKIE:
KHRANITELI KOVCHEGA' IN RUSSIAN, IT WAS CONCEIVED
AS A BIOGRAPHY OF MIKHAIL BORISOVICH PIOTROVSKY
BUT QUICKLY BECAME A JOINT BIOGRAPHY OF MIKHAIL
BORISOVICH AND HIS FATHER, BORIS BORISOVICH
PIOTROVSKY. YOU CAN'T HAVE ONE WITHOUT THE OTHER!

IT IS UNIQUE IN THE HISTORY OF MUSEUMS FOR HAVING
ONE LONG-RUNNING DIRECTOR — BORIS BORISOVICH
HELD THE POST FROM 1964 UNTIL HIS DEATH IN 1990 AT
THE AGE OF 82 — TO BE FOLLOWED BY HIS SON. MIKHAIL
BORISOVICH HAS ALREADY NOTCHED UP 26 YEARS IN
CHARGE AND LOOKS SET FOR MANY MORE! HIS PROUDEST
BOAST IS THAT BY 2014 HE HAD FULFILLED IS FATHER'S
PLANS FOR THE MUSEUM, DRAWN UP WITH THE BACKING
OF THE GOVERNOR OF ST PETERSBURG, IN 1985.

IT WAS DIFFICULT TO CHOOSE WHICH SECTION OF THE
BOOK SHOULD BE REPRODUCED HERE. BUT | THINK THAT
THE STRUGGLES OF 1996-1998 AND THE MANNER IN
WHICH THEY WERE SOLVED MAKES A STRIKING CONTRAST
WITH THE SMOOTH RUNNING OF THE MUSEUM TODAY.
NOT EVERYTHING IS GOING PERFECTLY, OF COURSE, AND
THERE IS ALWAYS A SHORTFALL OF FUNDS, BUT MIKHAIL
BORISOVICH IS THE MASTER OF A SPECTACULARLY
SUCCESSFUL AND INTERNATIONALLY RESPECTED
MUSEUM.

GERALDINE NORMAN
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(The Ministry has frequently sought to cancel this
commitment, so far without success.) The muse-
um was promised 20 billion roubles (E5m) for
acquisitions. In addition, money was to be made
available to cancel part of the museum’s debfs to
the Finnish coniractors building the new storage
facility and 10 billion (£2.5m) per month was fo
be made available {o coniinue the consiruction.
Finally, the government was to pay the grant for
maintenance of the museum promised in the Fed-
eral Budget for the second half of the year.

The museum was in dire sirails at the time,
bul if came as no surprise that Yelisin’s prom-
ises were only partly realised — the Minisiry of
Culture helped itself to part of the money. As for
the funding of acquisitions, it was for the follow-
ing year and depended on Yelisin’s re-election.
No-one really believed that the money would be
forthcoming, but when Putin took charge of the
President’s Property Managemeni Department
two years later and was responsible for seeing
that the President’s promises were realised, he
saw lo if that the money for acquisitions was paid.

Mikhail and his curators then had the great
pleasure of spending £5m on art. They bought
19th- and 20th-century art to fill gaps in the col-
lection — a good Boudin seascape, a Souline, a
Maillol sculpiure and works by Uirillo, Rouault
and Dufy. They also bought the museum its first
examples of Chinese ritual bronze vessels, a ku
of the 5th to 4th-century BC and a yan of the 11th
to 10th. These handsome vessels with moulded
decoration were only just starting lo be unearthed
in 1917 and had thus escaped the museum so far.
There was also a 17th-century Chinese kesi tapes-
iry panel in dazzling colours which had belonged
lo Peter the Great and a miscellany of other paint-
ings and arlefacts. However, acquisitions apart,
the museum was left with a large funding short-
fall. In a coruscaling challenge to the govern-
ment, Mikhail drew the public’s attention to this
in his infroduction to the museum’s annual report
for 1998:

“The Museum’s financial standing remained
desperate. Even government funding that had

already been approved was reduced. This resuli-
ed in the accumulation of multiple debts. The Mu-
seum was on the verge of closing several fimes as
it was unable to pay for basic ulilities, fire safety
services and security. Payments from the federal
budget for mainienance of the Museum stabilised
slighily at the end of 1998.

‘However, federal shorifalls remain disas-
frous fo the Museum’s major reconsiruction pro-
ject, the building of the Cenire for Restoration
and Conservalion in the Staraya Derevnya area
of St Petersburg. Now that the first phase of work
(a depository for art holdings and an engineering
block) is nearly complete, it is especially disap-
pointing that, as many times before, consiruction
will likely be suspended again. The Decree of the
President of the Russian Federation ordering the
payment of the budget debt for the depository
was issued in 1996, but has not been made.”

Yeltsin’s visit to the Hermitage was never-
theless a turning point. It placed the Hermitage
under the direct protection of the President — not
just Yelisin, any subsequent President — thus rais-
ing it head and shoulders above the other muse-
ums of Russia. And it got the museum a separate
line in the budgetl. It also marked Mikhail’s emer-
gence onto the polilical stage. He was no longer
just a scholar and a museum director, he was
also a player.

This had, of course, taken place gradually.
By the time of his appoiniment in 1992, at the
start of the Yelisin period, the post of Director
of the Hermitage was already being recognised
as important. “My father was never invited to the
highest level receptions in Moscow. After I was
appointed, Yellsin made it customary. I was not
only invited, I was put on the first or second fable
with the judges of the highest court and repre-
sentatives of the President from the Regions. And
then if became more a iradition to invile the man
of ‘culture’, the man from the Hermitage.”

In 1995 the Prime Minister, Vikior Cherno-
myrdin, founded a political party, “Our Home
— Russia” to rally young men of a liberal, tech-
nocratic inclination. The idea atl the time was o
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have a two-parly system, like the Unifed States,
and this was to be one of them. They had some
frouble recruiting a culiural figure — those in-
volved in the aris tended to guard jealously what
they saw as their independence and freedom and
were not interested in politics. The young men
who were running the Ministry of Culture turned
o Mikhail to ask for his help, “so [ became one of
the founders of the parly. It was quite a nice politi-
cal organisation. The idea was that it would be
the party of the government, but then the govern-
ment changed and it had nothing to do, except
have meetings from time to time.”

Involvement in “Our Home — Russia”
exposed Mikhail to the world of power poli-
tics. Chernomyrdin had been the chairman of
Gazprom and his parly atiracted members of the
ruling elite, together with bankers and oligarchs.
In March 1998, when the couniry was effectively
bankrupt, Chernomyrdin was dismissed from
office, and thereafler the parly began to peter
out. After a poor showing in the 1999 election, it
merged with the United Russia party and Mikhail
resigned.

In 1996 he had been offered the post of Min-
ister of Culture but turned it down. The job held
no allractions for him. It would have meani serv-
ing for a year or itwo, and then being left oul in
the cold. As Direclor of the Hermitage he could,
with luck, go on for ever. So far he has proved fo
be immune lo the changes and swapping around
that affect ordinary polilicians, but he frequently
makes the point that, if the Minister of Culture so
wished, he could be out of a job in five minules.

In 2000 Yelisin finally resigned as President
and nominalted Vladimir Pulin, his Prime Minis-
ter, fo succeed him. Putin and Mikhail were old
acquaintances — Mikhail’s wife had worked for
Putin — and he asked Mikhalil fo act as a dover-
ennoe litso (“frusted person”), one of his 500 or
so agenls or representatives during the election
campaign. The role of such representatives is to
speak for the candidate in all circumstances, on
hustings and off. Mikhail’s special responsibility
was lo spread the word iniernationally. This he

was particularly well-placed fo do. By the year
2000 he was planning satellite Hermitage exhi-
bition spaces in the Netherlands, the UK and the
USA. As a resull, he had met many leading politi-
cians and citizens in all these couniries and in
numerous others through travelling exhibilions.

The first sign of Putin’s favour — or maybe
the first task for which Mikhail could be useful —
was the reconsiruction of the Constantine Palace
at Strelna on the outskirts of St Petersburg. It had
to be completed in eighteen months so that Presi-
dent Putin could entertain 45 heads of state there
for the celebrations in 2003 of St Pelersburg’s
300th anniversary. The charitable irust estab-
lished to fund the reconstruction was run by the
head of the President’s Office, Vladimir Kozhin,
who set out to find sponsors in the business com-
munity: “The hearts and minds of many people
were slirred by the idea that the reconsiruction
and conservation of the Constaniine Palace
would facilitate the process of reform which is
so vital for our couniry and our people”, Kozhin
explained. However, it’s more likely that this was
an ideal means to suck up fo the President and
get special support for particular projects.

A tender for the reconsiruction was won
in June 2001 by a consorlium of specialist firms
brought together by the Architectural Departiment
of the Hermilage and for a while il operaled like
another branch of the Hermitage. Archaeologists
and architectural historians from the Hermitage
wenl o work, studying the building and the park
and advising on how if could be most faithfully
reconsliructed.

The Constantine Palace was the very es-
sence of the picturesque in the mid-1990s —
aruined palace with a park siretiching down to the
sea, inhabited only by cats and wild birds. It had
a long and complicated history. Begun by Peter
the Greal, it was left unfinished at his death. His
daughter, Empress Elizabeth, ook a brief interest
but it was in 1797 that it really came to life when
Paul [ gave it to his third son Constantine. Then,
after a brief period of glory, it was destroyed by
fire. It took its final shape in 1847 when Nicholas

I gave it o his son, another Constantine, and it
continued in imperial hands until the Revolution
in 1917. It was occupied by the Germans during
the Second World War, then in the 1980s, it was
destroyed by fire and abandoned.

The reconslruction was completed, as speci-
fied, in eighteen months with builders working
night and day lo get if ready on lime. In a series
of museum spaces, the Hermitage mounted a her-
aldry display — flags, uniforms, medals. Peterhof
Dalace and Park Museum Reserve provided a re-
construction of the family’s private living quar-
ters, and the Naval Museum mounied a special
display commemorating Peler the Great’s love
of the sea. Eventually, however, a museum collec-
lion of its own was formed for the Palace by the
purchase of art works from the collection of the
cellist and conductor Mstislav Rostropovich and
others. After that, they had no need of the Hermit-
age and the umbilical cord was cut.

Another, more lasting task also fell to Mikhail
and the Hermitage at this time — the preservation
of the porcelain museum at the Imperial Porce-
lain Factory. Initiated by Nicholas I, the idea of the
museum was to provide the factory’s designers
with examples of excellence to copy from, adapt
or be inspired by. He bought examples from all
the greal European factories, Meissen, Seévres,
Chelsea, and so on; thereafter particularly good
examples of the faclory’s own work were added
lo the collection.

When ifs operation was privatised, vouch-
ers were issued lo all 3,000 of the workforce,
giving them control. If was an admirable, ideal-
istic idea, repeated in factories all over Russia,
but the employees quickly discovered the market
value of the vouchers. They were first snapped
up by canny Russian investiors who then sold
them on to foreigners. The American company
KKR (Kohlberg, Kravis, Roberts) gradually built
up a conirolling interest. On discovering this,
the management and staff were ouiraged and
quite literally locked them out. They then furned
to the courts arguing that KKR were only after the
museum which they would sell off to the highest

bidder. The arbitration court ruled that the priva-
lisation was invalid, but in January 2000 that de-
cision was reversed. The government meanwhile
had ruled thal the museum colleclion constituled
a “nalional freasure”. It must remain state prop-
erly and could not be sold with the factory.

That left the question of where the collection
should be housed and who should look after it.
Mikhail came up with a simple proposition which
saved the day. He suggesied that the collection
should belong to the Hermitage and be looked af-
ter by them but that it should remain at the factory
— thus continuing tfo perform its traditional inspi-
ralional role. The plan pleased all parlies and in
February 2001 the Ministry of Culture announced
that the Hermitage would manage the collection
while the new owners agreed thal they would
continue to house it at the factory. By this time
KKR had sold ifs controlling interest to Nikolay
Tsvetkov, President of Uralsib, one of the largest
financial corporations in Russia. In November
2002 he gave it to his wife, Galina, who loved
Russian porcelain and the battles over foreign
ownership were no more. The museum galleries
were refurbished by the new company in refurn
for permission to make replicas of the museum
ilems. All was sweelness and light.
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LEAVING |TS COMFORT 7ONE:
PHASE TWO.
OPPORTUNITIES FOR GROWTH.

THE HERMITAGE SHOPS — HERMITAGE.BERLIN —
BIKINI BERLIN — CHARLOTTENBURG

Bikini Berlin is the city's perfect venue for a start-
up pop-up before further transformation into its
next business model. Having benefited from the
six months granted by the Concept Mall manage-
ment for original projects, the Hermitage shops
have now maved from the Bikini Center to the
stylish Charlottenburg.

This relocation to the district of theat-
ers, museums, fine restaurants, well-groomed
parks as well as street art, vintage, music shops
and cozy cafes inspired the Project's founders
to capitalise on the cultural potential of both
Charlottenburg and the Hermitage.

This has initiated a new concept for Open
Space hermitage.berlin. , which sees the combina-
tion of the book and museum shops with an open
cultural and educational platform.

Light modern design, plenty of air and
the aroma of coffee — there is a small coffee
shop where you can read a book while you enjoy
a delicious hot drink; or sit outside in the warm
weather observing the charismatic and cultured
Windscheidstrasse with your friends.

This venue not only features typical activi-
ties, such as selling books, canvases and high-
quality museum products, but also hosts lectures
and seminars, exhibitionsof photographs or mod-
ern painting, as well as film screenings for resi-
dents and visitors.

The founders of the Hermitage shops —
hermitage.berlin. project are seeking opportuni-
ties for further growth, future projects, and a new
vision.

You are all welcome to visit
16 Windscheidstrasse,
10627 Berlin, Germany.
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BOOKS BY THE HERMITAGE

ST. PETERSBURG IMPERIAL

TAPESTRY FACTORY. ON THE OCCASION
OF ITS 300th ANNIVERSARY

TT. Korshunova

State Hermitage — SPb: State Hermitage
Publishing, 2018. — 168 pages: illustrated

NETEPG
MMITEFATE

It is impossible to discuss the art

of tapestry weaving in Russia separately
from the history of the St. Petersburg
Imperial Tapestry Factory. And yet this
business, which continued for a century
and a half, remains under-researched

in the history of Russian arts and crafts.
Our study of museum exhibits, print
sources and archives has informed

a more comprehensive presentation

of the factory's histary.

There is ample documentary evidence
of the factory's business from the

early 1700s. Evidence pertaining to the
second half of that century, when the
business thrived, is much scarcer. How-
ever, in different stock categories of the
Museum, we have located a substantial
amount of material, which is sufficient
to form a general idea of how the fac-
tory fared in the nearly 150 years that
it remained in business.

Russian tapestries appeared in palace
inventories, museum catalogues and
catalogues of private collections

in the late 1800s through early 1900s.
Despite their occasional inaccuracies
and false attributions, these publica-
tions are valuable sources of data.

No serious publication on the St. Peters-
burg Imperial Tapestry Factory appeared
until 1903.

GLASS THAT WAS ADMIRED.
16th—20th-CENTURY

GLASS MASTERPIECES

AT THE STATE HERMITAGE

Exhibition Catalogue

State Hermitage. — SPh: State Hermitage
Publishing, 2018 — 228 pages: illustrated

This book introduces the reader to
specimens of glass art from Western
Europe and Russia. The 90 plus exhibits
on display — Venetian glass, massive
German wine-bowls, artfully engraved
goblets and chalices crafted in Europe
and Russia, vases, items with glass
inlays, inlaid pictures — exemplify the
successive stages of evolution of the
glass-making industry in Europe and
Russia.

These fragile, delicate vessels demaon-
strate the supreme craftsmanship

of the glass-blowers, engravers and
painters who created them. Not only
are they the silent witnesses of techno-
logical progress in the industry; to the
inguisitive eye, they will reveal volumes
about the changing aesthetic tastes
and etiquette of their epoch.
Tableware items make up the bulk

of this exhibition. In Europe’s dining
etiquette, glass tableware became
compulsory from the late 15th century
on. During the Renaissance, elegant
glass artefacts were admired on a par
with vessels of gold and silver, except
for just one considerable drawback:
fragility.

FIRST CATALOGUE

OF THE HERMITAGE ART GALLERY
State Hermitage — SPb: State Hermitage
Publishing, 2018. — 472 pages: illustrated

The history of the Hermitage art gallery
abounds in curious episodes and tragic
coincidences, fascinating mysteries and
inadvertent discoveries, funny stories
and amazing transformations. Much has
been written about all this, but books
and articles are not the primary source
of information; but rather the Museum's
internal accounting documents such as
inventaries, lists, catalogues, memos,
certificates and condition descriptions.
As pieces of historical evidence in their
own right, they require research and
cataloguing as well as caring custody,
but most of all they need to be treated
with respect. At the very top of this

list of historical documents we find the
early handwritten “Catalogue”, compiled
by Count Ernst Johann von Munich
(1707-1788) on the instructions of
Catherine Il in 1773-1785.

The Catalogue lists upwards of 2,650
paintings, representing the sum total

of the collection at the end of Catherine
[I's reign. Munich included information
about the artist and subject-matter of
each painting, as well as a brief descrip-
tion and indication of the painting's size
(in histaorical Russian measures: arshin
and vershok]). In some cases he would
append his own opinion as to the merits
or demerits of the painting, or the likeli-
hood of a false attribution.

GARAGE NMUSEUM OF CONTENIPORARY ART

TO FEBRUARY 3, 2019
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THE QUBROVICH FAMILY |[SLAND

ANATOLY BELKIN, VLADLEN GAVRILCHIK

IN ANATOLY BELKIN'S sTUDIO

IN YAKUBOVICH STREET, LENINGRAD, 1979
PHOTO FROM ANATOLY BELKIN'S ARCHIVE

| SLEPT POORLY THAT NIGHT, THE DAY BEFORE,
A STRANGE COUPLE HAD COME TGO MY STUDIO

IN YAKUBOVICH STREET AND ANNOUNCED FROM
THE DOORWAY THAT THEY WANTED TO PURCHASE
MY PAINTING: A PORTRAIT JF A YOUNG \WOMAN
HOLDING A GLASS OF RED WINE, THE COUPLE HAD
SEEN THE PIECE AT AN EXHIBITION [N THE GAZ
PALACE QF CULTURE, |T WAS DECEMBER 1974,
AND SEVERAL [JAYS HAD PASSED SINCE QUR FIRST

JUST FOUR AYS!) HAD ENDED,

he couple was inleresied in a work
[ had painted with oil paints on fiberboard. Sasha
Arefiev called the painting “The Queen of Solni-
sedar” in honor of the cheap and exiremely dis-
gusting wine of the same name thal was popular
among the most marginal drunkards in the mid-
1970s. Al the same lime, [ wasn’t yel spoiled with
altention from any art collectors, and these kinds
of people, who wanted o pay money for a piece
of cardboard on which an unknown artist had
porirayed an unknown woman, seemed lo me like
exolic characters from some Hemingway novel,
and anything but people from the Leningrad of the
Grigory Romanov era.

The couple was very siriking. The tfall man
with dark, burning eyes and chestnui-colored wavy
hair was Nikita. The miniature blond who kept bat-
ling her mascara-covered eyelashes, in an unthink-
ably stylish plaid cardigan and heels in December,
was Irina — Nikila’s wife.

Irina (Ira) was in charge of the negotiations.
She cul right to the point, foregoing any politesses
or wordy introductions.

— “We like your piece very much, and would
like to buy it... How much?”

I had not even thought of how much my paini-
ing could have cost, and | was so embarrassed
that I bluried oul a huge sum:

— “400 rubles!”

As soon as | said if, | was terrified by such an
enormous figure. An engineer at the lime received
110 rubles a month! Irina batted her eyelashes, and
Nikila chimed in immedialely:

— “We’re buying il.”

— “Yes,” — added Irina, — “we have space
for it... Can we take it with us right now? The faxi is
already ouiside wailing for us. Come to our place
lomorrow evening at 7:00. The address is 12, Ple-
khanov Street, apariment 36.”

They grabbed the painiing and disappeared,
leaving behind them the light aroma of some kind
of foreign perfume or skin cream. [ was left stand-
ing alone in shock in my studio.

Al exaclly seven the next evening I rang the
doorbell lo a typical Leningrad building eniryway,
buzzing the only bell there was (so it’s not a com-
munal apartment, I thoughi), to apartment 36.

ANATOLY BELKIN

The door was opened by a red cocker spaniel,
and the dog quickly turned around and rushed
back inlo the aparimenl. Nikita appeared behind
the spaniel and gave me a jovial handshake. The
incredible smell of roasted meat and some other
delicacies told me I had come to the right place.
The apariment stunned me right off. The coat clos-
et was made of fire-red cherry, and had clearly
been built before the Revolution. There was an in-
credible assortment of all kinds of vases made of
glass and porcelain. There were figurines made
of bone, wood, and bronze, and dishes with light
blue pastoral scenes and windmills, and cloisonné
enamel dragons, and cachepols with irises and
lilies (in perfect Art Nouveau style), and console fa-
bles made in sirict Empire style with marble tops,
lacquered jewelry boxes with mother of pearl, and
a silver refrigerator for champagne with a nymph
for a handle... And all of this looked so harmoni-
ous logether, all of the items lived in symbiosis,
there were live flowers on the windowsills, and a
large monstera plant in a wooden planter hanging
over the oftoman, which was covered in something
very colorful and beautiful. And there were paint-
ings all over the walls... painlings of all different
sorts, and all very well done (I noticed that imme-
diately). But the largest item in the room was the
lable covered in a white tablecloth sel with six or
seven covers, a row of bollles in the center, and
cloth napkins in rings. My artwork was already
hanging on the main wall, above an oak desk with
a green felt writing mat. The desk was covered in
books written in English, and various letters, and
all kinds of sirange charts and tables. I fell like a
real artist for the first time! Only one guest had
arrived before me. He was a golden-haired young
man, who seemed very shy o me. His name was
Sergey Rytkheu, son of the famous writer Yuri Ryl-
kheu. Furthermore, he wasn’t a guesl, but rather
lived in the same apartment (I was wrong, and
the apariment really was a communal apariment,
formally speaking!). His room was across from the
kilchen, where Irina was taking the roasted leg of
lamb out of the oven. The doorbell rang, and two
more couples came in. Thal’s how I got to meel
Valery Popov and his wife Nona, as well as Niko-
dim Gippius and his wife Tanya that evening.
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I was the newcomer, both in this group of
friends, and at the dinner table. Also, everyone
else was much older than I was. They all spoke to
me very politely, but kept their distance. They were
feeling me out...

We drank only red wine, and this was another
parlicularily of the house. Anyone who wanled lo
drink vodka had o bring i themselves. We hadn’}
even laken our first sip when there was a sudden
beating of wings, and a small lemon-colored par-
rol with pink cheeks landed right on Nikila’s shoul-
der. The bird began pecking al Nikila’s ear genily.
Everybody at the fable just kept talking like nothing
had happened. Then the parrol, shuffling iis claws,
started descending Nikita’s arm down fo the fable.
When the bird reached the dinner table, it climbed
up Nikila’s fingers holding the glass of wine,
jumped quite elegantly onto the rim of the wine
glass, looked up at Nikila, and, upon receiving si-
lent approval, bent over and sipped some wine with
his beak. | saw myself how the parrot took two or
three sips and, spreading its wings, dropped dead
onio the lablecloth, hilling the salad bowl on his
way down. [ was terrified! The dead bird, hooking
ils legs, laid on iis back, which was now covered in
mayonnaise. lis eyes rolled up into its head... Nikila
carefully pushed the bird away from the dish hold-
ing the leg of lamb, as Irina was already working
with a big knife culting off pieces of meal.

— “I wish we could do the same! Two gulps
and we’re already in Nirvana!” pronounced Niko-
dim Gippius.

— “Yes...” replied Nikita, “what can you do
about him, the litile boozer!”

Then the conversation shifted to modern art,
and the names of new arlisls from Moscow and
Leningrad started flying across the fable. Every-
thing was so lasty and marvelous! And thal’s when
[ remembered my money!

Right al this moment the bird gol convulsions,
Iried iwice lo get up on iis legs, and managed lo
do so on the second Iry, teetering over lo the edge
of the lable and looking down. Apparentily, the
parrol got dizzy from such heights, and decided
lo go back 1o ifs owner’s firm shoulder. The par-
rol climbed onto Nikita again, this time ascending
ifs owner’s arm, rubbing ils head against Nikita's
cheek along the way, then sat down, pushed off,
and flew across the room fowards the huge leaves
of the monstera plant... The parrot was named Vo-
vka, in honor of Vladimir Lenin’s nickname, but un-
like Lenin, the bird drank like a typical proletarial.

[ found out only much later what Ira and Ni-
kita did for a living. Ira was one of the best si-
mulfaneous interpreters from Italian to Russian in
all of Leningrad. There wasn’t a single important
meeling or high-level function that could get by
without her. But the most important thing was that
her work gave her the opportunily o iravel outside

the Soviet Union. She went on frips abroad with
official delegations quite frequently. This was the
main privilege of her profession. Not many peo-
ple had such luxury! She knew lfaly like her own
apartmeni, and thal’s where she got all of the in-
credible vases, and plates, and marvelous silver
knick-knacks. She also flew to Japan, France, and
other places foo. And when she came home, she
would have yel another new piece o add lo her ari
collection. The only crileria she used to choose the
items was: “I just love the way if looks!” The artistic,
historic, or money value of the piece were nof al
all the mos! important thing to her!

Nikila lurned oul o be a well-known scientis}.
He was a hydromeleorologisl. He did his research
on the structures of some kind of special clouds,
or maybe it was on special forms of ordinary
clouds... Whatever the case, he had already pub-
lished many research articles, and was now work-
ing on his doctorate. He could write and speak flu-
enily in English and French, and yel he absolutely
did not fit the stereotypical image of an academic.
Moreover, fogether with Valery Popov, he wrole the
screenplays to a never-ending, highly successful
children’s TV show, the name of which I've forgot-
ten (someihing like “Turn of the Sun”, or “The Turn
from the Gales”). Apart from personal satisfaction,
this writing gave Nikita and Valery quite a gener-
ous income as well. During the Soviet period, an
artist who published illustrations in a children’s
book by Delgiz Publishing House could easily live
on that income for half a year. But for artists like
me, the “oulsiders”, it was almost impossible to
get such work. Only Misha Belomlinsky, the editor-
in-chief of “Campfire” children’s magazine, gave
me the opportunily to create two or three pictures
once every three months, keeping me afloal.

Nikita was an art collector too. Amazingly,
he and Ira never fought about anything. They both
had a very good eye and an excellent feeling for
art. But it was Nikita who made the transifion from
decoralive art lo paintings in the Dubrovich family.
Thanks to him, they started o accumulate works
by Gavrilchik, Sacharow-Ross, Rukhin, Goryunov,
and other arlisis, as well as my own painiings. In
just a few years, the walls in their apariment be-
came completely covered in new Soviet works,
and they would have bought my large watercolor
as well, which they really liked, but they didn’t
have any place left to hang it. The Dubrovich fam-
ily didn’t have any portfolio cases stashed away
in the closel holding excess art works. They didn’t
have any reserve pieces with which io rotate their
art displays on a regular basis. They wanled to see
the pieces they loved every day, and lo live in and
among these freasures!

There are very few people who are so bright,
so falented, so paradoxical, and so full of life as
the Dubroviches were. Irina and Nikita were truly

@ PHOTO: I.LE. REGENTOVA, S.V. POKROVSKY © THE STATE HERMITAGE, ST. PETERSBURG, 2018

11 ANATOLY BELKIN

A Lady Holding a Glass of Wine
(The Queen of Solnisedar)

The State Hermitage Museum, Si. Petersburg
Inv. NO OP)K 3366

21 ANATOLY BELKIN IN HIS STUDIO

IN YAKUBOVICH STREET, LENINGRAD, 1979.

PHOTO FROM ANATOLY BELKIN'S ARCHIVE

one of a kind. Their home was a lofal miracle con-
trasted with the backdrop of very grey Leningrad
of the beginning of the end of Brezhnev’s rule.

On thal very first evening 1 spent al their
place, after we finished tea, they brought me an
incredibly beauliful, black, soft leather wallet. | had
a hunch that my money was inside, but [ wasn’t sure
if it was acceplable to open the wallel and lake a
peek inside or not. No one ever before, or since,
for thal malter, gave me my royallies in a porie
monnaie! The alcohol and delicious food numbed
my apprehension for a while. Then, when I went
oulside al the end of the night, I fook the wallet out
immediately and... Oh horror! There was no money
inside! [ can remember 1o this day how completely
bewildered I fell. They had lost the money, or forget
o put il inside, or iricked me, or gave me a wal-
let instead of money... Should I go back and ask?
Should I take the painting back? No, it was impos-
sible... I was as poor as a church mouse. I could
have lived half a year on the money they owed me!
Of course, [ found the money later, sitting in a hid-
den pocketl inside that incredible wallel. This was
yet another piece of Dubrovich trickery.

We were friends for a long time. Their col-
lection kept growing in size, and their apartment
had less and less bare wall space. Al the same
time, the rooms seemed o get larger in size, to get
more full of air than less. I've seen this sirange ef-
fect of art many times since in other art collectors’
homes. The Dubrovich apartment was a very spe-
cial, completely unique home, with its own unwrit-
ten rules, with its own guests, with whom the Du-
broviches passed years of friendship. These people
had an incredible passion for everything creative
and non-conformist, for everything made with tal-
enl. The arlist was forgiven praclically everything,
while dweebs and conformisis weren’t forgiven a
thing! Bul the lalier almost never gol into this home
anyway, and then disappeared from it forever after.

The first fo pass away, in a Iragic and ab-
surd way, was Nikita. Ira just couldn’t recover from
this shock. She started drinking... About a year or
two later they found her in her own bathtub — with
a fractured skull. Apparently, she slipped and lost
CONSCIOUSNESS...

Thal’s how this wondrous world on Plekh-
anov Sireet ceased to be — in the Leningrad of
the period of decrepit general secretaries. But our
memories of such unique people help us under-
stand that a completely different counter-life exist-
ed even at that time, too. And it was an incredible
stroke of luck that I got the privilege of knowing
these people. Of course, serendipily often plays
the most important role in an artist’s life.

DS. The Nikita and Irina Dubrovich art col-
lection is currenily held in the State Hermitage
Museum.
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IN THE 18 MONTHS THAT
FOLLOWED ITS EXTENSIVE
RENOVATION,

MANEGE CENTRAL
EXHIBITION HALL HAS
HOSTED 40 EXHIBITION
PROJECTS, SIX OF WHICH
HAVE RESULTED FROM
MAJOR INTERNATIONAL
COLLABORATIONS.

An additional programme designed for
adults and children encompassed over
120 events, among them 20 concerts,
7 film screenings, and 12 large-scale out-
door exhibitions. We have been actively
exploring the capacities of our venue,
improving teamwork, searching for new
points of contact with the audience,
reaching beyond conventional exhibition
spaces and shaping Manege as a new
cultural institution.

Our current goal is to integrate into
a global art context, while remaining part
of St. Petersburg culture. We are equally
interested in high-profile shows and in
projects by aspiring artists. The Manege
of today is multidimensional and can
serve as an exhibition space, a cinema,
an educational centre and a music and
theatre venue. We keep developing in-
novative event formats and new ways of
engaging our audiences.

Manege has no art director; every project
is a statement made by an individual cu-
rator, and no two projects are the same.
The recent history of the Manege has
been shaped by the Board of Trustees
where Mikhail Piotrovsky holds member-
ship. We are infinitely grateful to him and
all the other members of the Board for
their commitment to the Manege and for
their invaluable contribution to the de-
velopment of our project.

PAVEL PRIGARA,
Director of Manege
Central Exhibition Hall
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QATAR CONTEMPORARY:

ART AND PHOTOGRAPHY

The exhibition featuring 150 works by
50 young Qatar artists marks the Qatar-
Russia 2018 Year of Culture. The project
was born from the collaboration with
Qatar Museums, an organization which
brings together the country’s leading cul-
tural institutions.

When: 19 November — 10 December 2018

LIFE AFTER LIFE

Aesthetic contemplations on death and
immortality by artists representing the
St. Petersburg (Leningrad) art tradition.
With contributions from over 20 museums,
including the State Hermitage.

When: spring 2019

PUSHKIN MUSEUM. PART 2

As part of the close partnership between
Manege and Russia’s prominent exhi-
bition spaces, in summer 2019 Manege
will «transform» into the Pushkin State
Museum of Fine Arts.

When: summer 2019

MANEGE MUSIC SPACE:

“OPEN ORCHESTRA!

AND “20TH CENTURY*MUSIC,

THE GREAT AND THE TERRIBLE"”

The Open Orchestra Project offers its audi-
ences a unique immersive experience: the
listeners are seated among the orchestra
musicians and appreciate the concert pro-
gramme in the dimmed light.

Open Orchestra is a joint project between
Manege and Tavrichesky Symphony Or-
chestra conducted by Mikhail Golikov.

20th Century Music, the Great and the
Terrible is a series of concerts by St. Pe-
tersburg Symphony Orchestra (conducted
by Sergey Stadler) presenting some of the
most complex music classics created over
the previous century:.

When: 4 times a year

EXHIBITION COMMEMORATING

THE 120™ ANNIVERSARY

OF ALEKSANDR DEYNEKA

The spectacular tribute to Soviet classic
will be organized in partnership with the
ROSIZO State Museum and Exhibition
Centre and feature exhibits from 18 state
museums in Russia and the former Soviet
Union. The project is curated by Sem'yon
Mikhailovsky, Chairman of the Manege's
Board of Trustees.

When: autumn 2019

BREAKFASTS IN MANEGE

Breakfasts in Manege is a series of pro-
fessional meetings with representatives
of cultural institutions, art critics and
journalists, which provides a 'platform
for open communication and exchange
of experience in art and culture. The pro-
gramme has the active support of the
Friends of Manege Club.

When: 8—-10 times a year

MANEGE OUTDOOR PUBLIC ART

AT MANEGE SQUARE

Manege continues to explore art in the
open urban environment. Since 2016, the
centre has staged several outdoor exhibi-
tions on the square adjacent to its west
facade, where a large outdoor installation
by Recycle Art Group will be shown in sum-
mer 2019.

When: July—-August 2019

MANEGE

DOCUMENTARY PROGRAMME

The programme features documentary film
screenings and meetings with filmmakers.
In May 2018 Manege hosted the premiere
of “The Greenaway Alphabet” presented
by its director, Dutch media artist Saskia
Boddeke. Manege plans to foster partner-
ships with Europe’s foremost documentary
film festivals.

When: 3—4 times a year
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