CONTENITORE 1 - MUSEI - | GIORNO

1.
Quali sono le attribuzioni e le competenze richieste al Direttore di un museo, anche a partire dal
Codice Deontologico ICOM e dai documenti ICOM sulle professioni museali?

2,
Che cosa si intende per “accessibilita” in un museo?

3
Quali tra i musei civici videro la propria nascita nella Genova ottocentesca e con quali diverse
caratteristiche?

4. ;
La figura di Franco Albini é stata decisiva nella storia dei musei genovesi. Quali allestimenti realizzo
e perché ancora oggi sono considerati rilevanti?

5.
Che cosa si intende per “stakeholder” di un museo?

6.
Un museo non € soltanto un percorso espositivo. Quali sono gli spazi “necessari” e quali quelli
“auspicabili” per un museo?
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7.
Perché Palazzo Bianco puo essere definito I'origine del sistema museale civico e quali caratteristiche
aveva ai suoi inizi?

8.
Che cosa si puo intendere per “sostenibilita” per un museo contemporaneo e in che modo/con quali
modelli si puo ricercare?

9.
Quali sono le modalita attraverso le quali un museo garantisce la conservazione delle proprie
raccolte?

10.
Perché lo Statuto o il Regolamento di un museo sono da considerarsi elementi fondamentali della
sua attivita?

aqu
Che cosa si intende per Carta dei Servizi di un museo e quali ambiti disciplina?

12,
La comunicazione di un museo in questi ultimi anni & cambiata. Provi a spiegare quale impatto
possono avere i social media nella comunicazione di un museo.
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CONTENITORE 2 — LEGISLAZIONE BB.CC. — 1 GIORNO

1.

Negli istituti e nei luoghi della cultura indicati all'articolo 101del Codice dei Beni Culturali e del
Paesaggio (D. Lgs 42/2004), possono essere istituiti servizi di assistenza culturale e di ospitalita per
il pubblico. Quali sono questi servizi? Perché sono importanti e rappresentano un progresso
rispetto al passato?

2
Che cosa ¢ il Sistema Museale Nazionale? Da chi & costituito e come si viene a farne parte? Che
cosa e, in questo senso, I'accreditamento?

3.
Che cos’é I’Art Bonus e quali sono le possibilita che offre a un museo?

4.

Il D. Lgs. 112/1998 "Conferimento di funzioni e compiti amministrativi dello Stato alle regioni ed agli
enti locali” all’art. 150 prevede l'individuazione dei “musei o altri beni culturali statali la cui gestione
rimane allo Stato e quelli per i quali essa & trasferita, secondo il principio di sussidiariet3, alle regioni,
alle province o ai comuni”. A seguito di ci0o, con quale atto amministrativo il Ministero intendera
garantire adeguati e uniformi livelli di fruizione collettiva, sicurezza e prevenzione dei rischi dei beni
trasferiti? :

5; ‘
Il D. Lgs 42/2004 art. 115, quali tipologie di forme di gestione possibili individua per le attivita di
valorizzazione dei beni culturali ad iniziativa pubblica?

6.
Il D. Lgs 42/2004 art. 117 individua le tipologie di “servizi aggiuntivi” negli istituti e nei luoghi della
cultura. Di cosa si tratta e quali forme di gestione sono previste (art. 115)?



7.
In quale decreto il Ministero della Cultura detta i criteri per I'accreditamento dei musei non statali
al Sistema Museale Nazionale? Descriva in quali ambiti si articola questo documento.

8.
In quali ambiti della vita e gestione dei musei il Decreto Ministeriale n. 113 del 21 febbraio 2018
interviene definendo standard minimi e obiettivi di miglioramento?

9.

Sia il D.M. 10 maggio 2001 sia il D.M. 113/2018 inseriscono quale ambito di indagine, a conclusione
delle proprie linee guida, i Rapporti dei musei con il territorio. In quale modo questo legame viene
esplicitato, tra standard minimi e obiettivi di miglioramento?

10.

Nel D.M. 10 maggio 2001 si individuano, nell’ambito della gestione e cura delle collezioni, linee guida
per la registrazione, documentazione e catalogazione delle collezioni. Quali sono le indicazioni di
massima per queste attivita?

11,
Quali sono gli elementi che & opportuno siano presenti all'interno di uno statuto e/o regolamento
museale, sottolineati dal D.M. 10 maggio 2001?

12.

Quali differenze ci sono nell’assetto finanziario di un museo a seconda che si tratti di un museo di
proprieta dello Stato dotato di autonomia come da Riforma Franceschini (2014) e di un museo di
ente locale?




. Debiti fuori bilancio

. Procedimento e provvedimento amministrativo
. Cosa si intende per “gerarchia delle fonti”

. Fasi gestionali delle entrate in un ente pubblico
. La r'ichiestz?'a di accesso agli atti

. Fasi gestionali delle spese in un ente pubblico
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7. Pantouflage

8. Varie tipologie di permessi retribuiti ai sensi del CCNL del
20.5.2018

9. Tipologie di provvedimenti amministrativi

10. Peculato

11. Concussione

12. Garante della privacy: definizione e funzioni




1) CHI STABILISCE L'ORGANIZZAZIONE LOGICA DEI FILE IN DIRECTORY O SOTTO DIRECTORY?

2) COSA SI INTENDE PER BYTE

3) DEFINIZIONE DI BROWSER E RELATIVA FUNZIONI

4) DEFINIZIONE E FUNZIONI DI UN DATA BASE

5) WIFI E WIRELESS

6) COSA Sl INTENDE PER OPERAZIONE DI OUTPUT

7) MEN!ORIA FISSA, PERIFERICA E CLOUD

‘ ?) INTERNET E IN;I'RANET

9) COSA SI INTENDE PER UPLOAD

10) REALTA’_VIRTUALE E REALTA’ AUMENTATA -

11) STRUMENTI DI CONDIVISIONE FILE
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12) STRUMENTI PER INVIARE FILE “PESANTI”




Rubens painted the piece depicting Venus and ‘
} Cupid with a mirror after a work by Tirian, which
was held in the Spanish royal collection, housed
' in the Alcdzar in Madrid during the seventeenth
..'ccntury.‘ The canvas has been’ associated with
Rubens’s second stay in the Spanish capital, when
he arrived on a diplomatic mission in 1628 to
initiate peace nego:iafions between Spain and
Engl:and.. Francisco Pacheco described Rubens’s
visit, noting that while the artist paid every atten-
tion to his official duties, and despite being ill for
some days with an attack of gout, he painted por-’
traits and “copied all the pictures by Titian be-
longing to the King [Philip IV]: amongst others
Europa, Adonis and Venus, Venus and Cupid,
Adam and Eve, and many others ...} praising the
Flemish artists skill and virtuosity. During the
time he spent in Madrid, Rubens got acquainted
and made friends with Velizquez, with whom he ,
visited El Escorial, according to Pacheco’s rccbrdsé-;j}a‘
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)y 1872 Degas had begun to special-
; 1 Jize in genre scenes of women at
work, especially music hall performers
and ballet.dancers. In his paintings of.
these ‘subjecr_t; he often included back-
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ground figures pausing from tedious
labors to stretch or yawn, as if to under-
line his goal of capturing unedited
glimpses of ‘daily life. It has been
suggested that the Kimbell drawing
might have originated as a study for a
never-realized detail in one of these
multifigured paintings.

Degas, who signed works only when
he sold or exhibited them (and rarely did
either), never signed this particular draw-
ing. But the executors of his estate I
stamped imitation signatures in red ink |

* on all the works left in his studio, and
Dancer Stretching was among them.|

! . . .

rriving in Paris in 1785, Louis-

A Léopold Boilly was witness to the
ollapse of the French monarchy, the
truggle for modern republicanism, and
e rise and fall of Napoleon’s empire.
though he was denourced for the
egedly corrupt monality of his works
1794, he sirvived the Revolﬁ!:ion

fand went on to become the most gifted :
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! In preparation for the Holy Year of 1600, Cardinal Paolo Camillo

Sfondrato had the interior of the church of Santa Cecilia in
Trastevere meticulously renovated.! He hoped that the works
would uncover the grave of the church’s patron saint, and his wish
Came to pass in'the autumn of 1599, when a coffin ;:ontaining the
body of the early Christian martyr St Cecilia was revealed.? In his |

Historia passionis beatae Ceciliae, published a year later, the

antiquarian Antonio Bosio described the event in detail: ’ i
C ¢ : _ tail: ‘In thi
coffin _la_y the body of the blessed virgin Cecilia, covered by a ’
dark silk clo.th, and beneath thjs cloth shone the golden dress |
spattered with virgin blood. .| ' : |

Fro ica and America- a.ri

5 ?

}an van Kessel was borﬁ in Antwerp, where he
also lived throughout his life. His series of the four
" parts of the world is an outstanding examiple of

g

his work as a painter specialised in still lifes and
scenes with animals and landscapes. The series .
shows distant cityscapes and sceneries of the four
continents known 'in the seventeenth century — |
Europe, Asia, Africa, and America —accompanied
in the foreground by motives of the local fauna as
conceived during the period. The plates were orig-
inally mounted as a single work. The scenes can i
be convincingly identified through comparison
with Kessel's painting series executed between'
1664 and 1666, depicting the four continents and b
bearing the names of the locations on the -FIEH‘}C

(Alte Pinakothek, Munich).\!
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The painting held in the Viennese collection ex-
emplifies how Rubens adapted and transformed
compositions and motifs by other artists in his
own works. On completing his apprenticeship,
Rubens travelled to Italy to advance his skills, as
did many other artists from Northern Europe.
He stayed in Italy for eight years' (1600-1608).

During this period, he studied at various places
in the country, focusing on the art of classical

antiquity and. the Italian Renaissance. He com-

/

BARTOLOMEO FAZIO
ON JAN VAN EYICK

Ome of the earliest literary references to Jan van Eyck? was
penned by Bartolomeo Fazio (1400/10-1457), originally from
La Spezia in Liguria, who was a historian and humanist active
at the court of Alfonso V-of Aragon in Naples. It consists of a
passage in the chapter ‘De pictoribus’ of his treatise De viris
illustribus (1456), the most reliable text of which can be found
in a fifteenth-century manuscript in the Vatican.? There are

. two reasons why he treated painters as a separate category of-

‘illustrious men’, alongside poets, orators, physicians, jurists
and princes, among others: following the example of the Greek

‘ philosopher Plutarch, Fazio viewed a painting as a poem with-
1 -out words (pictura neque enim aliud quam poema tacitum).
‘ He stated, moreover, that what went for painting also applied
to sculpture or architecture, but that the practitioners of the L
latter two were indebted to painting and were thus obliged |
to have a knowledge (ratio) of it. S

piled a set of studies that served as important
sources for his works later on. Although Rubens
appropriated these models in unique ways, the -

| hgencess

origin of the motifs remained easily discernible.

The year?ozo marks the centenary of the reunification o}f
Hubert and Jan van Eyck’s Ghent Altarpiece at St Bavo’s
.Cathedral under the terms of the Treaty of Versailles. After
the region’s occupation by revolutionary France, the pa}nels
"had been separated and dispersed among several c.ollecnons.
" The anniversary adds an extra dimension to both the
exhibition “Van Eyck: An Optical Revolution’ at the queum
voor Schone Kunsten (Msk) in Ghent and the completion of
the new visitor centre for the polyptych at St Bavo’s Cathedral:
two landmark events in the year-long, city-wide cultural and
touristic programme ‘OMG! Van Eyck Was He:gj ;

RV S I |

g? A surprising answer to this question — and
ar-reaching implications fo_r art and the |
heory of art in the early modern era —‘Was: suppl‘led. by LetljnEi I
o Alberti in his treatise on painting: ‘For this reason | say |
o friends that Narcissus who-was changed into a f!ower, |
e to the poets, was the inventor of painting. Since’ :
;c;f:o_rdm'g already the flower of every art, the story of Narcissus

o amtlngtts the point. What else can you call painting but a similar
Isn:r;;tzir?g with art of what is presented on the surface of the

! 1

water in the fpunt_aini?i‘f

f\lho'invenied paintin
yne that was to have f

ﬁlw& ng_ -_Philip II transfeired sovereign@ over the Spanish Netherlands to his daughtér, Isabella, and her hus-
b;Lnd, Archduke Albert of Austri_‘:a.‘ Their reign was relatively peaceful and prosperous for the cities of Flanders. Political
life was bas;ed in Brussels, while ‘IA.IIIIWCI-.'P became fh_e leading centre of the arts. Following the iconoclastic destruction
of the late sixteenth century, many churches were constructed or reconstructed in the spiritAof the Counter-Reformation,
and earlier altarpieces were ‘repléce’d with new works that reflected contemporary tastes. The most prominent figure in
the art world at the time was Peter Paul Rubens, Qho was not only a versatile artist, but also performed diplomaric
services in the ruling courts of Europe. Besides the archducal couple, Rubens also worked for the duke of Mantua,
the English Ro.'yal -Famiiy, and Marie de’ Medici, queen of France. Building on his knowledge of ancient and Iralian

Renaissance works, and incorporating the lessons of his Flemish forebears, Rubens created his own unique, passionate

and spectacular baroqué éryle. %‘ i
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For many people, the Renaissance is rooted in the

notion of a rebirth of civilization in Europe and the
outset of our modern age. Consider these words and
phrases from srudies, readings, and exhibition-expe-
riences: the discovery of antiquity, man-centred world
view, the Iralian genius: Botticelli, Leonardo, and
Michelangelo; the sonnets of Petrarch and the plays -
of Shakespeare; the courage of the navigator Colum-
bus and the astronomical revolution of Copernicus;
humanist scholarship and witchcraft trials; splendour,
courtly culture, high life; Reformation, puritanism,
religious wars. It is a true if simplified picture: the
Renaissance was all this and much more - and equally,
it should continue to have a more significant mean- -

ing for us today.

e —

The success of the Ttalian Renaissance was rooted in

the economic profit and social dynamism of the pre-

ceding médieval period, a siiccess story that emerged
from tragcdy.'. After the fall of the Western Roman
Empire circa 476 CE, the economy of Iraly decayed,
the cities were depopulated. The population of Rome,

for example, fell frotn two million inhabitants at the
time of the first emperors, to 90,000 by the accession
of Pope Gregory the Great (590 CE), and a mere
35,000 by the twelfth centu:;-y. When Petrarch first
visited Rome in 1337, he was appalled by the degen--
eration and destruction of what had been the greatest
city on Earth.

Mediterranean commerce, which was sdill a prof-
itable enterprise, came to be dominated by Byzantine
Greelé and Arab merchants. The great urban centres
of the early Middle Ages were the cities of Constan-
tinople, Alexandria, Cérdoba, Baghdad and Damascus.
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{ The painting held in the Viennese collection ex-
" emplifies how Rubens adapted and transformed
compositions and motifs by other artists in his
own works. On completing his apprenticeship, |
Rubens travelled to Italy to advance his skills, as
did many other artists from Northern Europe.

|
BARTOLOMEO FAZIO
ON JAN VAN EYCK

One of the earliest literary references to Jan van Eyck? was
penned by Bartolomeo Fazio (1400/10-1457), originally from
La Spezia in Liguria, who was a historian and humanist active
at the court of Alfonso V-of Aragon in Naples. It consists of a
passage in the chapter ‘De pictoribus’ of his treatise De viris
illustribus (1456), the most reliable text of which can be found

He stayed in Iraly for eight years  (1600-1608). in a fifteenth-century manuscript in the Vatican.? There are

y _ two reasons why he treated painters as a separate category of*

' ‘illustrious men’, alongside poets, orators, physicians, jurists
antiquity and- the Tralian Renaissance. He com- | an(_:'l princes, among others.: fol.lowing th_e_ ex_ample of the GrFek

1od 2 set of studies thi 4 as i s l philosopher P}utarch,’Fazm v%eweci! a painting asa poem_wnh—
Pt b SPEVEC A lipoT | out words (pictura neque enim aliud quam poema tacitum).
He stated, moreover, that what went for painting also applied
to sculpture or architecture, but that the practitioners of the
latter two were indebted to painting and were thus obliged
to have a knowledge (ratio) of it.
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During this period, he studied at various places
in the country, focusing on the art of classical

sources for his works later on. Although Rubens
appropriated these models in unique ways, the -
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origin of the motifs remained easily discernible. |

e
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E%;In 1598,7 Kjlg P-}lilip II transfe'rréd sovereign& over the Spanish Netherlands to his daughter, Isabella, and her hu
bﬁnd, Archduke Albert of A;;jstria.r Their reign was relatively peaceful and prosperous for the cities of Flanders. Politic:
life was baséd in Brussels, while Antwefp became the leading centre of the arts. Following the iconoclastic destructio
of the late sixteenth century, many churches were constructed or reconstructed in the Spirit‘of the Counter-Reformatio
and earlier altarpieces were replaced with new works that reflected contemporary tastes. The most prominent figure i
the art world at the time was Peter Paul Rubens, who was not only a versatile artist, but also performed diplomar
services in the ruling courts of Europe. Besides the archducal couple, Rubens also worked for the duke of Mantt
the English Royal -Famﬂy, and Marie de’ Medici, queen of France. Building on his knowledge of ancient and Italic

Renaissance works, and incorporating the lessons of his Flemish forebears, Rubens created his own unique, passiona
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Diirer war hier - Eine Reise wird Legende: Albrecht
Diirer besuchte Aachen zweimal, im Oktober 1520, um
die Krénung Karls V. aus nichster Nihe mitzuerleben,
und im Juli 1521 auf dem Riickweg nach Niirnberg. Er
tauchte in die Stadt ein, genoss die Heilquellen, trank und
wiirfelte mit seinen Freunden in der Herberge Der Spiegel
und bewunderte das Innere und AuRere des Doms und
andere Sehenswiirdigkeiten, darunter den Krénungssaal
des Rathauses. Mit seinem magischen Silberstift hielt er
Katschhof, Dom und Rathaus fest und er unternahm Aus-
fliige nach Linnich, Jillich und Diiren. Nach 500 Jahren
ist die Erinnerung an seinen Besuch in unserer Stadt nur
mit einer Ausstellung méglich, die die gesamte Kunstwelt
begeistert und sehen will. Albrecht Diirer hitte es fiir
selbstverstindlich gehalten,

Q ﬁ\ ey Daseins und der richtigen
: Luther als groRem Herausfordere

- Genua war Anfang des 17. Jahrhunderrs kaum a5

nen nach Genug, s kam seipn chemaliger hervorra-
mg&.nn Schiiler aufgrung der Maglichkeiten, die die
<mnr5m:=mmu zwischen den beiden Hafenstidren bo-
ten. Van Dyck besuchte dje Zentren italienischer
Kunst Rom, Florenz, Venedig und Palermo verbrach-
te nrnﬁ.&._m. einige Zeit in Frankreich, Voq 1621 bis



-Ltra.bajo en otro tipo de soportes, como la madera, el cobre o la piedra, e incluso algunos tan sin-
- qulares como la obsidiana®. En el caso de los lienzos, utilizé indistintamente telas de tafetan de
igamento simple y telas de disefio, sargas compuestas que también se pueden conocer como
mantelillos venecianos o alemaniscos. Las fibras mas frecuentes en los soportes de pintura eran
de lino o cafiamo. Ha sido dificil reconocer los tipos de tejido de las.obras participantes en la
exposicion, porque en su mayoria estan reenteladas y carecen de estudios especificos. Los que
se han identificado, lo han sido mediante la observacion del anverso con luz rasante —y de los
bordes originales en algunas obras— o bien consultando los informes técnicos de conservacion '
o restauracion o los estudios con rayos X facilitados por las instituciones que disponian de ellos.
De todas las obras que participan en la exposicion, se ha confirmado que diecisiete estén reali-
zadas sobre tejido tipo tafetan de moderado a grueso y muy desigual por las diferencias entre las
densidades de sus hilos, pues encontramos ligamentos muy cerrados y otros muy abiertos, posi—‘
blemente por la fabricacion manual en los telares. Como denominador comin, se observa una
_hilatura tosca, en la que incluso encontramos con frecuencia marras, por las diferencias de gro-

sor de los hilos, lo que Palomino denominaba «nudos y canillas por defecto del tisajen™.

Para la realizacién de este trabajo, se han estudiado en profundidad las obras del Museo de
Bellas Artes de Sevilla que participan en esta exposicion: Estigmatizacion de San Francisco
[cat. 39] y San Jerdnimo penitente [cat. 38]. Del total de las casi cincuenta obras que también se
. exponen, se ha podido estudiar documentacion técnica de catorce, que incluye desde radiogra-
' fias o analisis de pigmentos a informacion relativa al soporte o a las capas de pintura o de pre-

paracion®. Esta informacion se ha contrastado con la obtenida del examen técnico de la impor-

tante coleccién de obras de Murillo que conserva el Museo de Bellas Artes de Sevilla,
compuesta de un total de veinticinco pinturas, en la que se puede contemplar la produccion ini-
cial del artista y obras también relativamente tempranas —como la fnmaculada (La Colosal), de

la iglesia del convento de San Francisco de Sevilla—, asi como su periodo de madurez, del que .

el espléndido conjunto de dieciséis pinturas realizado para la iglesia del convento de capuchi-
' nos de Sevilla, o fas tres de la iglesia del convento de San Agustin de la misma ciudad, son un
espléndido ejempln La maycrla de estas obras se han estudiado con ayuda del examen de rayos
X, ¥ los andlisis estrangraflcos de las micromuestras de las pinturas han sido realizados con
, ‘microscopia.optica, electromca MEB y EDX, difraccion de rayos Xy espectrometna de masas
_con pirdlisis". :
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Por la fama y el éxito de que gozaba tras regresar a Amberes a finales

PINTAR COMO RUBENS

de 1608, Rubens era la figura que légicamente debia emular todo jo-
. ven artista de talento: pintar como Rubens y pintar para Rubens solo
podian conducir al éxito. A finales de 1616 o en 1617, al ser elegido
para formar parte del equipo que ayudé a Rubens en el ciclo de Decio
Mus, la motivacién de Van Dyck para pintar como el maestro se hizo
ya muy concreta. Es probable que a partir de ese momento pintara
simultineamente de dos maneras distintas, con obras independientes
" de un estilo préximo al de Rubens, y al mismo tiempo también en el
taller del maestro. La estrécha relacién con él se mantuvo hasta que
marchd a Italia en octubre de 1621, pero su colaboracién en el taller no
estd documentada después de su viaje a Inglaterra en octubre de 1620.
Por esas fechas, como hemos visto, su estilo era ya méds personal: le
interesaba menos la tridimensionalidad de los voliimenes, y tendfa a
arrastrar la pincelada y estilizar las formas.
En Cristo con la cruz a cuestas (cat. 21)7" se combinan elementos del
lenguaje pictérico mis personal de Van Dyck con otros tomados de

. Rubens.-l{

REALIDAD Y FICCION EN LA VIDA DE VAN DYCK DE 1599 A 1621

El primer retrato de Van Dyck que conocemos, que pinté cuando
contaba 14 afios, revela un dominio tal que no puede ser su primer
intento en el manejo del éleo (fig. 1). Cuando en 1621, a los 22, dejé
su Amberes natal para ir a Italia, ya tenfa tras de s una obra que a
otros artistas les habrfa ocupado toda su vida. Parece por tanto que
tiene una base real lo que le dijo al banquero y coleccionista francés
Everard Jabach: en los comienzos de su carrera “habfa trabajado mu-
cho y con gran esfuerzo para ganarse una reputacién, y para apren-
der a pintar deprisa™. La abundante produccién que se conserva
de esos afios ~mds de 150 obras’— contrasta radicalmente con los
pocos documentos de ese periodo en los que se menciona su nom-
bre?. Para conocer mejor su etapa juvenil hemos de acudir por tanto
a las biografias, que empezaron a aparecer ya en la segunda mitad
del siglo xvir. El flamenco Cornelis de Bie fue el primero en escri-
bir una vida de Van Dyck que estd incluida en Her gulden cabinet van
de edel vry schilder const (1661). Le siguieron Giovanni Pietro Bellori
(1672), Raffaele Soprani (1674), Joachim von Sandrart (1675), Isaac
Bullart (1682), André Félibien (1685), Florent Le Comte y Roger
de Piles (los dos iltimos en 1699). Todos ellos obtuvieron sus datos de
informantes en su mayorfa anénimos que habian conocido personal-
mente a Van Dyck o tenfan noticias de él a través de terceros®.
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A l'occasion de sa 6éme saison, la Petite Galerie propose un voyage dans le temps et autour du
monde avec |'exposition "Venus d'ailleurs. Matériaux et objets voyageurs". -

La Petite Galerie accompagne ainsi le cycle d'expositions que le musée du Louvre consacre aux
découvertes et explorations de contrées proches et lointaines : "Paris-Athénes. Naissance de la
Gréce moderne 1675-1919" en septembre et "Pharaon des deux terres. L'Epopée africaine des
rois de Napata" au printemps. '

A travers les matériaux et les objets, elle se propose d'évoquer les échanges entre des mondes
lointains, échanges plus anciens que les explorations. Depuis la plus haute Antiquite, la cornaline,
le lapis-lazuli, I'ébéne ou encore l'ivoire circulent le long des routes du commerce : ces matériaux
sont précieux aussi parce qu'ils viennent de loin. : '

Cette fascination s’enrichit des mythes qui entourent leur origine. Aux pierres, coquillages et
plantes s'ajoutent les animaux vivants, qui voyagent entre les continents, souvent au gré de la
politique : les foules comme les artistes découvrent autruches, girafes et éléphants. Les objets
fabriqués par I'homme suivent les mémes routes et, au-dela de I'engouement bien connu des
Européens pour I'exotisme, ces multiples aller-retour tissent une histoire plus complexe : formes,
techniques, thémes s’entremélent pour créer des objets nouveaux qui reflétent toute la complexité
de notre monde telle qu’elle pouvait &tre pergue en Europe depuis la fin du Moyen Age.




Cette exposition réunit une centaine de feuilles provenant de 'un des plus importants fonds de
dessins d’habits de spectacle, celui des volumes de Costumes de fétes, de ballets et de theéatre au
temps de Louis XIV offerts par le baron Edmond de Rothschild (1845-1934) au musée du Louvre.

Leur richesse permet de dévoiler la diversité d'invention des artistes (le Primatice, Jacques
Bellange, Daniel Rabel, Henri Gissey et Jean Berain notamment) qui habillerent les
divertissements montés a la cour de France et de Lorraine du milieu du 16e siécle a l'aube du 18e
siecle. Les véritables ouvrages textiles ayant disparu pour la plupart, ces dessins sont des sources
inestimables pour I'histoire du costume, de la danse, de la musique et des spectacles en France
durant cette période.

Divisée en quatre sections, cette exposition consacre une premiéere salle a I'atelier du dessinateur
de costumes qui entend explorer la transmission de modéles entre les différentes générations
d'artistes et les spécificités techniques propres a ce type de dessin. Le parcours propose ensuite
au visiteur de suivre les principaux genres de spectacles représentés dans ces recueils : les
divertissements équestres, les bals, ballets et mascarades, ainsi que les opéras de Jean-Baptiste
Lully. '
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La @,intkuteﬁgse_genre I

L'une des catégories les plug importantes de I'oeuvre de Ribot est la peinture de
‘ i X genre, qui‘ met‘l'accent sur des thémes reflétant la vie tmotidienne ou sur des
," dictons populaires transmis par la tradition orale ou les gravures, En ¢ela, Ribot a satisfait ay principe essentie]

Parfois, les modéles de Ribot étaient Ppeints d'une maniére qui satisfaisait & la foig la mission de la peinture de
genre et celle du portrait. Iis étaient célébrés d'une maniére particuliére, non seulement en tant qu'individus,
mais aussi en tant qu'individus en action. '
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Qui était Théodule Ribot ?

ﬂ.x Artiste solitaire, il préférait représenter sa famille, ses amis et ses collégues, mettant T'accent sur la per-

fisance rénale, Ribot travaillait avec difficulté en raison de ses problémes de santé,

sonnalité du modéle. Certains critiques admiraient la simplicité de ses natures mortes, et particuliérement
5a capacité a révéler le potentiel tactile des objets en céramigue?, D'autres louaient sa fagon de traiter la
lumiére, souvent subtilement dramatique mais n’autorisant aucune théitralité dans la construction mcnumum
et la composition. Comme il portait mo.m attention a I'étude de leur caractére, les modéles de Ribot restent
pour beaucoup anonymes. Des questions m,m Dboserit : qui sont-ils ? Qu'ont-ils fait 7 Quelle était leur relation
avec le peintre ? §'agit-il de membres de;sa famille élargie ou d'habitants des villages ot il a vécy ? Ribot
a rarement portraituré des personnes riches ou célébres, il est resté un peintre des gens du peuple, qui
comprenait leurs problémes. Peignant sans se soucier de réussite matérielle, Ribot était cependant conti-
nuellement sous pression, & la recherche de fonds. 11 plagait son indépendance au-dessus de on_ une
qualité admirée par ses collégues artistes, Souffrant de maladies cardiaques et, & la fin de sa vie, d'insuf-
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les idées qui se sont imposées ces derniers temps avec plus de force dans le monde des études sur
| Caravage (avec la complicité des célébrations des quatre cents ans de la mort de Caravage en 2010) et
. sur ce qui est considéré comme le cercle de ses émules, les caravagesques. En ce qui les concerne, il
sera cependant nécessaire d'établir certaines distinctions. ;
Nous commencerons dornc par mettre 'accent sur le véritable culte qui depuis des décennies
(et plus encore ces derniers temps) est voué a la personnalité et au parcours humain et artistique
de Caravage, mais nous en examinerons également les conséquences. Pendant la seule année 2010,

cinq monographies plus ou moins marquantes consacrées au Lombard ont été publiées. Tattention

portée par les éditeurs 2 des romans sur le peintre surprend pourtant encore davantage, au point

que je me suis souvent demandé qui pouvait les acheter et les lire étant donné que ces romans ne
peuvent pas compter sur le genre d'événements dont se nourrissent les livres de Dan Brown. Le flot
de publications ne tarit toujours pas, signe évident d'un intérét désormais fétichiste pour le peintre

qui n'a pas d’égal dans toute I'histoire de I'art, ou mieux encore, dans I'édition liée a I'histoire de l'art

ainsi que dans I'ame populaire. - v
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rofite de I'opportunité offerte par cette belle exposition et ce catalogue pour réfléchir a la fois sur



