CONTENITORE 1 - MUSEI - I GIORNO

1.
Che cosa si intende per “museologia”?

2.
Che cosa si intende per “museografia”?

3.
Quali sono le linee guida del restauro moderno, accettate in Italia, a partire dai principi enunciati da
Cesare Brandi?

4. .

Quale & I'attuale definizione di museo comunemente accettata, a partire da quella approvata da
ICOM (Assemblea Generale di Vienna, 2007) e sviluppata in dettaglio nel proprio Codice
Deontologico?

5 ;
Enrico d’Albertis, Edoardo Chiossone, Giacomo Doria sono figure importanti nella storia delle
collezioni e dei musei genovesi, in quale modo hanno indirizzato le loro collezioni?

6.
Maria Brignole-Sale De Ferrari, duchessa di Galliera, perché ha avuto un ruolo fondamentale nella
creazione delle collezioni artistiche della citta di Genova e nella storia dello stesso sistema museale
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Che cosa si intende per “Mission/Missione” di un museo? Come viene declinata a seconda della
tipologia e della storia di un istituto?

8.
Che cosa s’intende per “curatore” o “conservatore” di un museo? E quali sono i suoi compiti, sia in
ambito scientifico che in ambito gestionale?

9
La corretta catalogazione & uno dei compiti fondamentali all'interno di un museo. Con quali criteri
deve essere condotta?

10.
Il concetto di museo negli anni & cambiato. Provi a descrivere in quali direzioni si sta evolvendo il
museo contemporaneo e quali nuovi ruoli pud assumere nei confronti della societa.

11.

Il concetto di “sicurezza” in un museo, a che cosa puo essere riferito e con quali strumenti deve
essere garantita?

12.
Che cosa si intende per “stakeholder” di un museo?




CONTENITORE 2 — LEGISLAZIONE BB.CC. — Il GIORNO

1.
L'atto di indirizzo D.M. 10 maggio 2001 in quali ambiti fornisce linee guide per I'attivita e il
funzionamento di un museo? '

2,

L'atto di indirizzo D.M. 10 maggio 2001 riguarda otto ambiti di riferimento. Sette di questi
corrispondono a quelli previsti odal Codice Deontologico dell'lCOM, ma l'ottavo & una particolarita
italiana ed & “i rapporti con il territorio”: Perché questi sono stati ritenuti cosi importanti?

3.
Perché I'adozione di uno statuto o regolamento costituisce un requisito minimo per un museo e
quali ambiti dovrebbe disciplinare?

4,
Cosa si intende per “bilancio sociale” di un museo?

5.

’ambito IV del D.M. 10 maggio 2001 fornisce una serie di prescrizioni/ indicazioni per quanto
riguarda le diverse figure professionali operanti in un museo: quali sono queste figure e qualii
propri ambiti di competenza?

6.
Come si declina la “sicurezza” in museo? Secondo il candidato, quando si parla di sicurezza, quali
diversi ambiti devono essere presi in considerazione?

7 . .
L’ambito VI del D.M. 10 maggio 2001 & dedicato alla “gestione e cura delle collezioni”. In questo

caso I'estensore indica 5 articoli diversi, ad altrettanti argomenti. Ricorda, il candidato, qualcuno di
questi argomenti?




8.
I’atto di indirizzo D.M. 10 maggio 2001, per accennare alla relazione che esiste tra il museo e il
territorio, fa riferimento alla metafora del “Museo Italia”. Spieghi, il candidato, cosa s’intende per
questa metafora e perché i rapporti tra il museo e il territorio, in un museo contemporaneo, sono
imprescindibili.

9.
Che cosa s’'intende per “patrimonio culturale immateriale e per la protezione e la promozione
delle diversita culturali”? Ed esistono delle convenzioni internazionali che lo salvaguardino?

10.

Qual & la definizione di “bene culturale” che da il Codice dei Beni Culturali e del Paesaggio (Art. 10
del D. Lgs 42/2004)? Secondo il candidato, & una definizione restrittiva o eccessivamente
allargata?

11.

“La conservazione del patrimonio culturale & assicurata mediante una coerente, coordinata e
programmata attivita di studio, prevenzione, manutenzione e restauro” (Art. 29 del Codice dei
Beni Culturali e del Paesaggio, D. Lgs 42/2004). Questo enunciato, secondo il Candidato, che
ricadute ha sull’attivita di un museo?

12.
Quali sono gli elementi che & opportuno siano presenti all'interno di uno statuto e/o regolamento
museale, sottolineati dal D.M. 10 maggio 2001?
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. DUVRI e DVR

. GDPR: cos’e e cosa prevede

. DPO: chi e e che funzioni ha

. Quali sono i principali obblighi di comportamento del dipendente
a contatto con il pubblico previsti dal DPR 62/2013

. Le incompétibilité di rapporto di lavoro pubblico

. Modalita di accesso al rapporto di lavoro pubblico
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7. Differenza tra appalto e concessione

8. Affidamento diretto di fornitura di beni o servizi

9. Cos’é e come avviene il soccorso istruttorio

10. Cosa sono i residui passivi e i residui attivi

11. Chie I’agente contabile e suoi adempimenti

12. Ruolo e funzioni del Segretario Generale




. Cos’ei

. Cos’e I'URL e a cosa serve

. PEC e firma digitale cosa sono e loro funzioni

. Rete intranet cos’é e a cosa serve

Ill

phishing” e come si riconosce

. Cosa si intende per estensione di un file e quali sono le estensioni

pill conosciute

. Cos’e lo SPID e a cosa serve
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7. Software e hardware

8. Definizione di browser

9. Cos’é un link e a cosa serve

10. SPAM
11. Definizione di Sistema Operativo
12. Strumenti di condivisione file
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The art of Caravaggio, who served

his apprénticesbjp in Milan, is grounded
in the realist traditions of northern [taly.
Upon arriving in Rome in the early

1590s, Caravaggio painted a range of °

works, most notably still lifes and genre |

pictures, including The Cam‘:hmps:
VAccordi'.ng to the artist’s earliest biogra-

J

gostino Busti, known as Bambaia,

was an important Lombard sculptor,

notable for his refined technique and
innovative classicism. First mentioned in
1512 in the workshop of Milan Cathe-
dral, Bambaia created a' number of major
tomb and altar commissions, often in
collaboration with other sculptors such

type, and the sweet and lyrical expression
of the face was inspired by the work of |
Leonardo da Vinci, with whom Bambaia }f
apparently traveled to Rome in 151'_’3;&: :

o

phers, Cardinal Francesco Maria del
Monte purchased this work from 2 dealer

\

'; as Cristoforo Lombardo. The two marble
and then invited Caravaggio to live and '1

!

sculptures in the Kimbell collection”
represent Virtues: one, wearing a classical
robe draped. over one s_ho_uldcr, is identifi-
able as Fortitude by her attribute, the
colamn; the other figure is without an
atiribute and cannot be positively identi-
fied, but the exquisite sweep of its
diaphanous drapery, with close pleats
and rippling edges, exemplifies Bambaia’s
; virtuoso carving technique. Its pose
derives from the ancient Venus Genetrix

work in his palace; Del Monte subse-
quently became one of Caravaggio’s

most important patrons. Spared from i
his former hand-to-mouth existence, i
Caravaggio thereby came to the attention |
of a circle of prominent clients, and . !
soon recéived coveted commissions

-

Al

for altarpieces. i o

= hL J * It is important to remember that during the 1590s, private galleries were
| still a novel and fairly uncommon addition to domestic spaces. Since the late
3 fourteenth century, the interior spaces of wealthy Italian households had
been filling up with all manner of furnishings and luxury objects;” however,
' " paintings typically fulfilled a function: as devotional images that could be

found in almost any room of the residence; as portrait displays of family

members, ancestors, historical, and contemporary personages in public halls;
as intellectual devices in private studies; and, as religious and moralizing

images for private chambers that were often incorporated into the furnishings
themselves.ﬂ
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§ a young artist, Francesco Mazzola,
better known as Parmigianino, left -
_ his native Parma, where he had worked
alongside Correggio at the monastery
church of San Giovanni Evangelista, to
seek his fortune in Rome. Hailed as the
new Raphael, he was to become one of
the most influential artists of the sixteent]
century, cultivating a mannered graceful-
ness of pose and physiognomy combined
with new and dramatic coloristic effects
that transformed the classicism of his
Reenaissance predecessors. In his Lives of
 the Artists (1568), Giorgio Vasari observed
that Parmigianino “gave to his figures . . .
: a certain loveliness, sweetness, and charm
- in their attitudes which were particularly
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ICHELANGELO MERISI DA CARAVAGGIO 1§ the most

contemporary-seeming of the Old Masters, and an exhibition on his -

gacy needs no justification. Caravaggio and His Followers in Rome exploi‘es

e creation of a new style of painting, a set of common practices and

ferences derived from the master’s art. It also reveals the individual voices

“the painters who adopted this common language. This is an exhibition

erally about looking: first, about Caravaggio’s engagement with the world,

e product of his practice of painting after the life. Second, it is about the

tentive, sustained engagement of other painters with his work and, thanks -

his example, with the world. The Caravaggisti have for too long been

smissed as mere followers, not the sophisticated viewers and makers of art

ey were. They are our precursors, the first interpreters of Caravaggio’s work. |
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ore than any other artist, it was

] Gianlorenzo Bernini, the leading

sculptor of Baroque Italy; who reshaped
the ancient city of Rome in a series of
brilliant architectural and sculptural pro-

jects that affirmed its identity as the seat of

the Roman Catholic Church. In 1667,
Pope Clement X appointed Betnini to
supervise the renovation of the Ponte
Sant'Angelo, the ancient bridge linking
the city of Rome to the Vatican. Bernini
designed ten angels, each carrying an
instrument of Christ’s Passion, to alight on

_the bridge’s balustrades and guide the pil-
grims’ approach, physicaﬂy and spiritually, -
toward Saint Peter’s. Eight of the over-life-
size angels were assigned to other sculp-

' tofs, while the master 'himse]fmﬁe two:
Angel with the Superscription and Angel with
the Crown of Thormns. The pope deemed that
the angels carved by the septuagenarian
Bernini with his own hand were too

beautiful to be exposed to the elements,

and copies were created for the bridge, . i
o

omenichiné, who is reriowned for
his large-scale frescoes, history paint-
gs, and altarpieces, became [taly’s leading
assical painter in the first half of the
enteenth century. Trained at the
Carracci Academy in his native city of

- Bologna, Domenichino came to Rome in

&
o

11602 to work under Annibale Carracci at

Bl

gthe Farnese Palace. Abraham Leading saac to

* Sacrifice, which appears in the January 1603

inventory of the collection of Cardinal
Pietro Aldobrandini, the powerful nephew

of Pope Clement VIIL, was inspired by the |
naturalistic and carefully constructed land-

scapes of Annibale. Its composition and
refined technique also recall the panoramic
landscapes of Flemish artists like Paul Bril,
who had settled in Rome a generation
earlier, and anticipate the classical land-

7 scapes of masters like Claude Lotrain and

Nicolas Poussin. Landscapes, largely
painted for sophisticated patrons who

‘valued the concept of nature as a blissful,

Arcadian retreat, formed a small but sig-
nificant part of Domenichino’ oeuvre.
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In his lifetime Jacopo Bassano was one
of the most famous and influential
masters of the late Renaissance in [taly,
admired for his luminous color and sensi-
tively observed incidents from everyday
life. Trained by his father in the north
Italiap town of Bassano del Grappa, he
- worked in neighboring Venice in the early
1530s. His youthful works reflect the
influence of Titian and other north Italian
‘masters, alonig with artists ranging from
Raphael to Diirer, whose compositioﬁs he
knew through prints. Already by the late
1530s his powers of invention rivaled

those of his contemporaries Tintoretto
and Veronese.




o

€ seventeenth century, history painting was considered the highest of all genres, depicting biblical, mythological

V' and ranc.ierrlt historical scenes. According to the French architect and theorist André Félibien (1619-1695), “... he who
paints fine [landscapes] is above him who only paints fruits, flowers or shells. He who paints living animals is more to
be regarded than he who only represents dead and motionless things; and as the figure of a mén is the most perfect work
of God upon Earth, it is also certain that he who imitates God in painting human figures is by far more excellent than
all others. Moreover, though it be no small matter to make the picture of a man appear as if it were alive, and to give
the aépearance of motion to that which has none; one who can only draw portraits has not yet attained to this high
perfection of art, and cannot pretend to the same honour with abler painters. He must for that end advance from rep-

resenting one single ﬁgure to several together; he must paint History and Fable..” |
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i Wﬂhelﬁt wrote to his brother, the emperor, that, in |
comparison with Brussels, he was having more luck .‘
with the purchase of pictures in this city and that he |
intended to buy 29 pictures.”® In his correspondence
with his brother, Leopold Wilhelm mentioned, along- |
side Rubens, Tintoretto, Michelangelo, Caravaggio, i
and Guido Reni, the Netherlandish painters Herri |
met de Bles and Paul Bril, from whom he wished to
buy ?ictures, as well as Snyders, one of whose works
he Had seen. * In one case, namely a picture attributed |
to Herri met de Bles (whom he calls by his nickname
Civetta), which he believed, however, to be a work by
Hans Bol or by Brueghel, the archdyke demonstrates his

connoisseurship of Netherlandish landscape painting?®

Leopold Wilhelm’s artistic advisor was Jan van | .} 1 2 -
den Hoecke,?" a native of Antwerp who had trained in | §
: ] [
Rubens’s workshgg;! g . o

) BARTOLQMEO FAZIO
o 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
in a fifteenth-century manuscnpt in the Vatican.? There are
TWO reasons why he treated painters as a separate eategory of -
~ “illustrious men’, alongside poets, orators, physicians, jurists
~ A and princes, among others: following the example of the Greek
philosopher Plutarch, Fazio viewed a painting as a poem with-
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
/M " latter two were indebted to painting and were thus obhge i:
to have a knowledge (ratio) of it. fd,
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L'activité de Reynartest prodigieuse dans tous les domaines de 'art. La pein-
ture bien siir: le nombre d’ceuvres passe de 188 en 1841 4 715 en 1875, essentiel-
lement des éléments de qualité, Les recherches du conservateur s’étendent &
bien d’autres secteurs, Achats, donations ou envois de I'Etat nécessitent |'ou-
verture de sections nouvelles, dotées d’autant de commissions'administratives
spécialisées : Médailles (1824), Ethnologie (donation Moillet, 1849), Céramique
(1863), Archéologie et Numismatique (1860), Antiques et Archéologie (1882),
Arts décoratifs (1884), Sculpture, Gravure (1887).
L'importance de ces collections nécessite leur transfert dans un espace
beaucoup plus vaste : le deuxieme étage de I'h6tel de ville édifié selon les plans
de Benvignat sur les ruines de I'ancien palais Rihour. Le déménagement s’ef-
fectue en plusieurs fois de 1848 A 1860. La qualité des nouveaux aménagements
et de la présentation fait 'objet du trés ¢logieux rapport publié en 1853 par le '1
directeur des Musées nationaux Phﬂigge; ieﬁémr:‘g‘g;‘

Le musée Jacquemart-André célébre le génie créatif de Sandro Botticelli (1445 - 1510) et I'activité

de son atelier, en exposant une quarantaine d’ceuvres de ce peintre raffiné accompagnées de

quelques peintures de ses contemporains florentins sur lesquels Botticelli eut une influence

particuliére. La carriére de Botticelli, devenu I'un des plus grands artistes de Florence, témoigne
~du rayonnement et des changements profonds qui transforment la cité sous les Médicis.

Botticelli est sans doute I'un des peintres les plus connus de la Renaissance italienne malgré la
part de mystére qui entoure toujours sa vie et I'activité de son atelier. Sans relache, il a alterné
création unique et production en série achevée par ses nombreux assistants. L'exposition montre
I'importance de cette pratique d'atelier, laboratoire foisonnant d’idées et de formation, typique de
la Renaissance italienne. Elle présente Botticelli dans son réole de créateur, mais également

. d’entrepreneur et de formateur.

_2 En suivant un ordre chronologique et thématique, le parcours illustre le développement
stylistique personnel de Botticellj, les liens entre son ceuvre et la culture de son temps, ainsi que
l'influence qu'il a lui-méme exercée sur les artistes florentins du Quattrocento. L’exposition

bénéficie de préts d'institutions prestigieuses

P —— e —————————
3 En 1727, le traité de muséographie de Caspar B Neickel modernise le .
cabinet de curiosités. En Angleterre, le Parlement achéte en 1753 les collec-
tions du Docteur Sloane qui forment l'origine du British Museum. En 1769 3
Florence, les collections des Médicis deviennent les Offices. Les monastéres
se font musées et méme centres culturels, Simultanément, les classements et
les aménagements muséographiques font leur apparition. Afin d’orienter les
visiteurs, la présentation chronologique s'impose progressivement tandis que
pour favoriser le principe de I'exemple pour les artistes, la notion d’école et
ses caractéres stylistiques I'emportent sur le milieu de production, au risque
des simplifications. Daris ce méme mouvement surgissent a partir des années
1740 des écoles de dessin qui, selon le modéle des académies de |a Renaissance,
conjuguent I'apprentissage et la collection comme autant de réserves et de
modéles selon I'Antique.

einture

a

L'une des patégories les plus iiﬁportantes de I'ceuvre de Ribot est la peinture dé

T e, e e oK met I'accent sur des thémes reflétant la vie duotidienne ou sur des
dictons populaires transmis pa'i'}"}a_gagil:_ipn orale ou les gravures. En cela, Ribot a satisfait au principe essentiel
des réalistes : immortaliser leurs contemporains, principalement, les moins fortunés et les travailleurs. Ribot n'est |
pas le seul peintre 4 se consacrer 4 la représentation de ses semblables : de nombreux artistes estimaient que |

U

; faire le portrait x_:les membres riches et prospéres dela société était dépassé et inadapté 4 la sensibilité moderne,

: Parfois, les modales de Ribot étaient peints d'une maniére qui satisfaisait 4 Ia fois la mission de la peinture de |

: genre et celle du portrait. Tls &taient célébrés dune manidre particuliére, non seulement en té.nt qu'individus, ‘
mais aussi en tant qu'individus en action, ' i T E

E Ribot prit conscience d'un engagement fort des artistes dans la peinture de genre & partir cleg années 1860. De

k nombreux peintres, dont beaucoup de réalistes, produisirent des ceuvres de gemé-_guﬂgwggg‘cgﬂques comme

. CasEagI}aIyﬁ t_:_c_:pfﬂ%{qient comme capitales par rapport: aux autres catégories
: ' ) M 1 — % -y 3 & S A LS e M
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