AnekcaHgp PoxuH

OauH cpean paBHbIX

MepcoHanbHaa BbICTaBKA MNPOM3BEAEHUN
Makca bekmaHa (1884-1950), AEMOHCTPU-
poBaBLwascsa B Crapon HaumoHanbHowm rane-
pee bepnvHa ¢ gekabpsa 2005 no MapT 2006
roaa, ANAa MHOTUX 3puTefien 3aHOBO OTKPbINa
TBOPYECTBO 3TOrO fpyanliero npeacraBute-
N HEMELKOWN XyAOXEeCTBEHHOW KynbTypbl
nepBoun NONOBUHbI XX BeKa.

poxeHel, Jlednuura, OH NOAYYMN  flepceil. 1941
npodeccuoHansHoe obpasoBaHue  Tpuntix
B Beiimapckoin Bbicwen xypoxe- — Xonct macno

CTBEHHOI LWKONe, rae BCTPeTWsl CBOero 1:8:22'150’”10'
eVHOMbILLIeHHNKA U CAYTHULY KNU3HMW,

CTaBIUY0 BCKOpe ero cynpyroi, MuHHy

Tiobe. OaHoit M3 ocobeHHocTeln BepanH- ;ﬁ;ﬁfé’; 1941

CKOil 3KCMosuumm paboT mactepa Obut oo "
O[iHOBPEMEHHbIN MOKa3 U Manou3BeCT- 150 by 55 150 by 110,
HbiX nonoteH MuHHbl BekmaH-TioGe, 150 by55cm
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obnajaBslueil He3aypAAHbIMK CNOCOBHO-
CTAMU WU ABNABLWIEeNCcA NobMMON MoO-
Llenbio XuBonucua.

Ye B 1903 rogy oponeBaembiin
CTPEM/IEHMEM K paclIMpeHuto CBOEro
TBOpYecKoro Kpyrosopa Makc BbekmaH
npeanpuHAn nytewectsue B [lapux, a
3ateM B XeHeBy. lNocne 3Toi noesaku
OH nocensetcA B bepnuHe u akTMBHO
y4yacTByeT B XY[0XKECTBEHHOW MMU3HU
cronuubl fepMaHnn, 3HaKOMUTCA C BUA-
HbIMU leATENAMU KyNbTYypbl, co3jaTens-
mMu GepnnHckoro CeueccmoHa Makcom
Jin6epmanom un Jlosucom KopuHTom,
MacTepamu, OKa3aBLVMUN 3Ha4YMTeNbHOe
B/NAHWE Ha ero paHHee TBopyecTBo. Ha
BekmaHa obpalialoT BHYMaHWe, OH CTa-
HOBWUTCA 3aMeTHON (Urypon B HeMmel-
KoM muckyccree. B 1906 roay monogow
aBTOp BblpasunTesbHbIX, BO MHOTOM CeH-
TUMEHTaNbHbIX MOPTPETOB, MCMOJHEH-
HbIX »KWBOFO YYBCTBA W BHYTPEHHEro
LBUXEHUA nein3axen Obln yaocToeH
npemun «Bunna-PomaHa» un nonyuun

cTvneHanio ana noesakn Bo ®nopen-
unto. B 1910 roay ero nsbupatoT une-
HoM npaBneHuna GepaunHckoro Ceuec-
cuoHa. B 310 e BpemsA ycTpauBaertcA
nepBas BbiCTaBKa paboT XyAOXHWKa U
nsgaerca MoHorpadua o ero TBopue-
ctBe. Ho BekmaHy ctaHoBMTCA TecHO B
paMKax wu3xuBawouwero ceba cTuns,
MacTepa HacTuraet pa3oyapoBaHue 1 B
CcBOMX HeaaBHUX Kymupax. B 1911 rogy
OH BbIXOAUT M3 NpaBfieHns 6epanHcKo-
ro CeueccnoHa. XXusonucel, nocreneH-
HO ocBobOXAaeTcA U3 MaeHa poMaHTU-
YeCKUX rpe3 1 CeHTUMeHTaNIbHbIX U=
3uin. B ero paboTax nosiBnsetca obecno-
KOEHHOCTb, HanpsXeHue, Bubpauus
ueta. Ewe He AcHble npeauvyBcTBUA
MEHAIOT OTHOLIEHWNE XYL0XKHMNKA K OKpY-
Xatowen gencteutenbHoctu. MNocrenen-
HO yXOAAT W3 ero nonsA 3peHusA ujea-
nnctnyeckne obpasbl. Mbl BUAMM 3Tu
n3MeHeHMA B aBTonoptpetax bekmaHa,
TOHKO nepejaLMX CMeHy HaCTPOeHUN
aBTopa. OyeBnAHO, 4YTO onpefeneHHble

pa3oy4yapoBaHuA U TPEBOTY UCTbITbIBAIOT
B 3TO BPeMA MHOrve ero ToBapulM no
uexy. 3To ocobeHHO 3aMeTHO B TBOpYe-
CTBE PpOAOHAYalbHUKOB HEMELKOro
aKcnpeccuoHnsma - 3pHcta Jlioasura
KunpxHepa, Kapna Wmuara Potnydda,
Opuxa Xekens, Makca [lexwTeiiHa -
ocHoBaresiert rpynnbl «<MocT», y Xyn0x-
HWUKOB, BXOAMUBLWMWX B 0ObefuHeHMe
«CvHUI  BCcajHUK», cpean nuiepos
KoToporo 6binn pycckue mactepa Bacu-
nmii KavamHckuii, MapuaHHa Bepes-
KuHa, Anekcen fiBneHckun. Havano XX
CTONEeTUS 03HAaMeHOBaHO LITYpPMOM
«3UAOWNX BbICOT» NUCKYCCTBa MPOLLIO-
ro. Ky6uctbl 1 GoBUCTbI, 3KCNPECCUOHN-
CTbl M (yTypUCTbl CO3AaBann HoBble
npov3BefeHNA, B KOTOPbIX FNaBHbIM
6bIN BblpaXeHWe WHAMBUAYANbHOIO
nepexvBaHUA N OLyLLEeHUA, CaMoCTOs-
Te/lbHasA CYLWHOCTb TBOPYECKO paboThl,
a He 3epKajibHOe, BHellHee NojpaxaHue
HaType.

Hapsgy c apyrumm HemeuKummn
XYAOXHUKaMn bekmaH HaxoauT HoBble
TeMbl 1 06pasbl B Kanengockone npoTu-
BOPEYMBbIX ABJIEHUI COBPEMEHHOMN
KM3HM GONbLIOro ropoja, 0 YeM CBUAe-
TeNbCTBYIOT MOKa3aHHble Ha 6epauH-
CKOI BbICTaBKe MOJIOTHA, Ha KOTOPbIX
npescTaBfieHbl CLEHbl U CIOXeTbl, 0Tpa-
Kalolme N3MeHeHUA OTHOLEHNA MacTe-
pa K AeicTBUTenbHOCTU, 0BOCTpeHHoe
owlyleHne BpeMeHu, ero AUHaMUKW.
ApKUM NpYMEpPOM 3TOro CTanv KapTuHbI
«Ynuua TayeHumeH» n «Ynuua HoOYblOY,
HanucaHHble B 1913 rogy.

[lepBaa MupoBas BolHa pa3pywu-
Nna NpexHuUin MUp XyaoxHuKa. bekmaH,
KaK 1 MHOrMe ero ToBapuln No MCKyc-
cTBy, 6bi1 nNpu3BaH B apmuio. ®.Mapk,
A.Makke, A.Baiicrepbepr norubam Ha
¢dpoHTe, a J1.KupxHep, O.[lukc, 3.Xekenb,
Tpoc, M.bekmaH BO3BpaLwaTCA ¢ No-
Neil CpakeHU COBepLeHHO ApYyrumu
noabmu. [lylwieBHble NOTPACEHUA BOEH-
HbIX NIeT BHEC/N B UX TBOPYECTBO Apa-
MaTM3M U capKa3M, HOBble cojepxa-
Te/IbHble JOMWHaHTbI, 06HaXWnn Bcio
rnybuHy 4YenoBeyeckux CTpajaHuii u
MYK, BCIO HU3MEHHOCTb 1 anbub. Bbip-
BaBLUUCb U3 3TOr0 aaa, bekmaH, oanH 13
HEeMHOrnX, NPoAoXKaeT aKTMBHO pabo-
TaTb. OH nepepaet cBoe oulylieHUe u
MoHVMMaHWe NepexuToro B ocoboil rpo-
TeckHol (opme. Ewle B pasrap BoIHbI, B
anpene 1915 roga, mactep nuuwert: «f
HWKOrAa He CTaHOBWJCA Ha KONeHW ne-
pea borom unu euie keM-HUBYAb, 4TOGbI
A06UTbCA ycrexa, Ho A MPOTUCHYCA Bbl
CKBO3b BCE K/J0aKu MUpa, BbiTepnen bbl
YHWXKeHUsA 1 No30p, N1b Bbl pUcoBaTh...
MpencraBneHne o dopMe, KOTOpoe Xu-
BET BO MHe, A0JIKHO BbIATW U3 MeHA A0
nocnegHen KanenbKu...»

OaHUM 13 APKMX NpOABIEHUN
HOBOrO OTHOLUEHMA K MUPY, MOHUMaHUA
TBOpPYECKUX 3ajay ABWUIIOCH MOJOTHO
«Houb», co3panHoe B 1918-1919 rogax,
HblHe XpaHsLeecs B cobpaHumn Xyaoxe-
cTBeHHOro Mysea 3emnu CeBepHbIit

Pein-Bectdanus, B Jioccenbpopde. Ha
3TOM KapTWMHe >XMBOMUCel BbIpasun
CBOe MpejCcTaBleHne 0 Hacunuu, 3Bep-
CTBe W KeCTOKOCTU, NPUCYLUNX Najwemy
yenoseky. KoMnosuums ee noctpoeHa u3
KECTKMUX TFeOMEeTPUYECKUX YNEHEHUN,
¢duryp v npeameToB, 06pa3syroLMX AyLie-
pasaupatolyo cueHy BaHAanusma, B
KOTOpPOW rvnepTpodupoBaHHO MNojyep-
KHYTO oLLyllleH1e amopanbHOCTH, pusn-
yecKow 60511 1 ypoACTBa Nponcxoasile-
ro. MepcoHaxn OyATO Bblpe3aHbl KOH-
TpacTaMy LBeTa M3 MAOCKOCTU XOJCTa,
obpa3ys HeKoe nopobue cpeHEBEKOBO-

[Mopmpem MuHHbI
Bbekman-Tiobe. 1924
Xoncet, macno. 140x69,5

Portrait of Minna
Beckmann-Tube. 1924
Qil on canvas

140 by 69.5 cm

CuHazoza. 1919
Xoncet, macno. 90x 140

Synagogue. 1919
Oil on canvas
90 by 140 cm
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ro penbeda. Tyro, HanpAXeHHbIN pucy-
HOK npujaeT n3obpaxkeHNI0 3K3anbTu-
poBaHHbIN Xxapaktep. bnnsok no Boc-
NPUATUIO K 3TON KapTUHe HanMCaHHbI B
1919 ropy nensax «CuHarora» u3 rane-
pen lUTepeneBcKoro XxyaoxecTBeHHOroO
nHcTUTyTa Bo ®PpaHkdypTe-Ha-MaiiHe.

3Tn npousBeAeHWs - npejocTepe-
XeHWA, CUMBOJbI YesloBeYecKoW Tpare-
ann, 6e3bICXOAHOCTU CTPAHHOTO U TauH-
CTBEHHOIO MMpa, CO3A4aHHOr0 BOCMaNeH-
HbiM BooOpaxeHnem bekmaHa. OH Bce
ele MoIoH COMHEHW, Ayl eBHbIX nepe-
XVBaHWI, HeonpegeneHHocTn. B ero na-
MATW HaBCerja 3aneyaTeNcCb yxachbl
ra3oBbIX aTaK, HepBHble MOTPACEHUA He
OCTaB/IAT XyAOXKHUKA B NMOKOE, My4aioT
Kolwmapamu cHoBuaeHun. XKmesa ¢ 1917
no 1933 rog Bo ®paHkdypTe-Ha-Maii-
He, XuBoOMucel, aKTUBHO W LieneycTpe-
MJeHHO npojomKaeT paboTaTb, 3aHMMa-
eTcA npenojaBaTeNbCKOW AeATebHO-
CTblO, y4acTBYeT B HaLMOHA/bHbIX U MexX-
[LYHapOoAHbIX BbiCTaBKax. YacTto 3uMHUI
nepuoa oH npoBoauT B Mapuke.

B cepeanHe 20-x ronoB B ero TBOp-
yecTBe MNOABAAITCA ABHble MPU3HAKK
€BpOMeriCKoro HeoKnaccuumusma, Ho He
OHV onpeaenAloT rNaBHOe Hanpas/ieHue
nckyccrtsa bekmaHa, a MUCTUKO-MpPOHU-
YyecKue, rpoTeCKHble MMMPOBU3ALUY Ha
aKTyasibHble TeMbl 3KCTPanonspHoI Kap-
TWHbI 6bITA. OH paspywaeT Mud o rap-
MOHWUW MUPO3AaHNA, NPOTUBOMNOCTaBNAA
eMy peanuu cypoBoi, 6Ge3KanocTHOMn
nenctButenbHocT. PaboTbl XyAoXHMKa
CTaHOBATCA MOAOGHBIMU MpUTYaM, Tpe-
BOXKaT Agywy, Gysopaxat BoobOpaxeHue,
BbI3bIBAOT C/IOXHble, NMPOTUBOPEYMBbIE
yyBcTBa. OHM TO NOAOOHBI BUTpaXaM, To
roTM4yeckum penbedam, CO3BYYHbI MOLL-
HbIM aKKOpPAaM OpraHHOM My3bIKU.

3a HeopAWHapHOCTb, CaMOBbITHOCTb
XMBOMUCHO-NMNACTUYECKOW CUCTEMbI U
MCUXON0TMU3M XYAOXKHUK Obin yaocToeH
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Alexander Rozhin

Engaged with Modernity

A personal exhibition of Max Beckmann (1884-1950), on show in the Old
National Gallery in Berlin from December 2005 to March 2006, allowed
many visitors to rediscover the universe of one of the brightest represent-

atives of German art of the first half of the 20th century.

orn in Leipzig, Beckmann studied
B at the Weimar Art Academy where

he met Minna Tube, a kindred spir-
it and soul mate, who soon became his
wife. One of the features of the exhibition
in Berlin was to present the lesser-known
works of Minna Beckmann-Tube, herself
a ftalented painter and Beckmann’s
favourite model.

In 1903, wishing fo broaden his
horizons, Max Beckmann went on a trip
fo Paris and then to Geneva. After his
return, he settled down in Berlin and par-
ficipated actively in the art life of the Ger-
man capital, becoming acquainted with
such key figures as Max Liebermann and
Lovis Corinth, founders of the Berlin
Secession movement who influenced
many of his early works. Beckmann was
noticed and soon became well-known in
German art circles. In 1906, Beckmann,
the painter of expressive and to a certain
degree sentimental portraits and of vivid
and lively landscapes, was awarded the
Villa-Romana prize and a scholarship to
fravel to Florence. In 1910, he was elect-
ed fo the executive board of the Berlin
Secession. At about the same time, Beck-
mann’s first exhibition was organised and
a monograph devoted to his work was
published. However, Beckmann felt the
limitations of the declining style and
became disappointed in those whom he
had recently admired, and in 1911 he
resigned from the board of the Berlin
Secession. The artist gradually rejected
romantic dreams and sentimental illu-
sions, and his works of the period betray
anxiety, tension and colour vibration.
Visions of a future, though yet unclear,
changed his aftitude towards the world
around him: idealistic images steadily dis-
appeared from his works, a factor well
illustrated by Beckmann’s self-portraits
presented at the exhibition. It seems that
many artists of the period experienced
similar disappointment and anxiety.
These emotions are noticeable in the
works of Ernst Ludwig Kirchner, Karl Sch-
midt-Rottluff, Erich Heckel and Max
Pechstein, founders of German expres-
sionism and the “Bridge” group, as well as
in the art of the “Blue Rider” painters,
among whom were such Russian artists
as Vasily Kandinsky, Marianne von Were-

fkin, and Alexei von Jawlensky. The early
20th century was marked by a vigorous
rejection of the ideals of the past. Cubists,
fauvists, expressionists and futurists
were creating new works of art empha-
sizing the personal feelings and individu-
ality of artists whose aim was to create
their individual universe and not simply
to reproduce past models.

Like other German painters, Beck-
mann found new themes and images in
the kaleidoscope of contradictory events
of modern urban life. Many paintings dis-
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Hamiopmopm ¢ mpems
cmakaHamu. 1944
Xoncr, Mmacno

95x56

Still-life with Three
Glasses. 1944

Oil on canvas

95 by 56 cm

played at the Berlin exhibition illustrate
the artist's changing attitude towards the
world around him and his acute sense of
time and change, for example “Tauenzien
Street” and the “Street at Night” from
1913.

World War | ruined the world of
which the painter was a part. Beckmann,
like many artists, had to join the army.
Franz Marc, August Macke and Alfred
Weissgerberg were killed at the front,
while Kirchner, Otto Dix, Erich Heckel,
George Grosz and Beckmann himself
returned home changed by the battle-
fields. Deeply affected by the war years,
they introduced dramatic and sarcastic
motives to their art, filling it with new
dominant meaning, unmasking baseness,
hypocrisy and the depths of human suf-
fering. Back from hell, Beckmann, unlike
others, continued to work hard. He tried
to share his feelings and experience
through a sense of the grotesque. In
1915, in the middle of the war, he wrote:
“I have never kneeled before God or any-
body else to achieve success, but | would
go through cesspits, humiliation and
shame to continue to paint ... The ideas of
the form that lives inside me should go
out to the very last drop ...”

One of the characteristic examples
of this new attitude to life and art
is “Night”, created in 1918-1919 and
belonging to the Kunstsammlung Nor-
drhein-Westfalen in Disseldorf. The
painting represents the artist’s vision of
violence, bestiality and cruelty proper to
fallen man. Its composition consists of
geometrical lines, figures and objects
that together depict a harrowing scene
of vandalism and emphasise the feeling
of tragedy, physical pain and ugliness.
Because of its contrasting colours, the
characters are distinguished and seem
to be cut out against the surface of the
canvas and resemble medieval reliefs.
Intense drawing adds to the tension.
“Synagogue”, a landscape painfed in
1919 and displayed in the Stadel Art
Institute in Frankfurt, creates the same
effect.

These works serve as a warning
and provide symbols of human tragedy;
the strange and mysterious universe
created by Beckmann'’s horrified imagi-
nation has no exit. His paintings betray
his doubts, anxiety and unease. The
artist remembered the horror of the gas
aftacks, suffered a nervous breakdown
and had nightmares. Living in Frankfurt
from 1917 to 1933, he continued to
work hard, taught art and participated

npemun ®oHaa KapHeru B 1929 rogy. He
6yAyyn couManbHO aHTraXMpoBaHHbIM,
nckyccteo bekmaHa oTmeueHo obueye-
NnoBeyecKkoW 3HauymmocTblo 6narogaps
OCTPOMY YyBCTBY COMPUYACTHOCTM MacTe-
pa Ko BceMy, YTO 3aTparvBaeT VHTepechl
KaK OTAeNbHOM IMYHOCTY, TaK 1 obLecTBa

B LLeJIOM, K TOMY, YTO C HaMV MPOUCXOANT.
Mocne npuxopa K BnacT HauMcToB
B 1933 roay v nocnepoBaBLiero 3a aTMM
yBonbHeHuA u3 LlteneneBckoi LKonbI,
rae, 6yayun npocdeccopoM, oH MHorue
roabl paboTan, MacTep HeHafoNro nepe-
6upaetca B bepavH. B 1937 roay ns-3a
npecnenoBaHuit bekMaH BbIHYXAeH 6bin
aMurpmpoBatb B HuaepnaHapl.
OcraBasncb BEpHbIM CBOUM NMPUHLMN-
nam, MacTep He OTCTynaeT OT HUX Noj, yAa-
pamu cyabb6bl. Ero nonoTtHa craHoBATCA
Bce Gonee NPOH3UTENbHbIMK, HaMoHSA-
Acb 0c06bIM MeTahOpUYECKNM CMbICSIOM.
B 370 BpemAa 1M HanucaH «ABTONOpTpeT B
yepHOM GepeTe» U 0AHa M3 3HAKOBbIX
kaptnH «lllapmanwwmk». B 1939 rogy
XYAOXHUKY MNPUCYXKAAIOT MepByrl0 npe-
mMuto MexayHapogHol BbicTaBku B Cah-
®paHumcko. CKpbiBasach 0T (aLINCTCKNX
penpeccuii B AMcTepaaMe, OH HaxoAuUTCA
TaM (paKTUYecKn Ha HenerajbHOM M0J0-
YKEHUW [0 CaMOro KOoHLLa BOVHbI. A cnycTA
ABa rona Makc bekmaHn nonyyaer npurna-
weHue n3 CLUA Ha npenopaBaTenbcKyto
paboTy, BHauyane B XyAOXXECTBEHHOW
wkone B CaH-Jlyn, a 3ateM B xypoxe-
CTBEHHOW LWKone bpyknnHcKoro mysea B
Hbto-Mopke. Mocne nepeesga B AMepuiKy
ero TBopYecKasa AesATenbHOCTb Obina
OTMeyeHa elle OAHOWN NepBon nNpemmen —
nHcTMTyTa KapHeru, noyeTHbIM 3BaHuWeM

/Jlse xeHwuHbl. 1940
Xonct, Macno
81x61

Two Women. 1940
Oil on canvas
81by61cm

Ynuya Hoybro. 1913
Xoncet, Macno
91x71

Street at Night. 1913
Oil on canvas
91by71cm

Cnawas. 1924
Xonct, Macno
83,5x125

Sleeping Woman. 1924

Oil on canvas
83.5 by 125 cm

JoKTopa BawwnHrToHcKoro yHMBepcuTeTa.
B KoOHUe *W3HW OH Bbin yaocToeH [pak-
npv BeHeuuanckoit 6ueHHane 1950 roaa.

B amepukaHckuin nepuos Bekma-
HOM Dbl CO3AaHbl TaKMe 3HaYUTeNbHbIe,
HbIHE LUIMPOKO N3BECTHbIe NPON3BeAeHus,
Kak Tpuntux «lepcen», KapTuHa «[iBe
KeHLWMHbI», nofoTHo «TaHro (Pym6a)»,
HaTIOPMOPT C TpeMA CTakaHamu, paboTa
«KeHLKMHa co 3Meein», HakoHel, «Havano
puTMa», rae Mactep obpallaerca K Tpaau-
UMAM apUKaHCKON KyNbTypbl, K 3THUYe-
CKUM ee KOpHAM, n361pas /1A CIOXKeTHON
MOTMBaLUMM M300paxeHna ocobblii pa-
Kypc, ycunvBalowmin 6pytanbHble WUHTO-
Hauuun ero xwusonucu. OHM BneyatnAlT
MacwWTabHOCTbIO MbILLEHUSA, MHOTr0acco-
LUMaTUBHOCTbIO COAEpPXKaHWUA, MOHYMeH-
TaNbHOCTbIO (POPM U aKTMBHOCTbIO KOJO-
pPUCTUYECKOW NapTUTYpbl.

MckycetBo Makca BekmaHa, 6yay-
um no ceoemy 060cobeHHbIM, TMYy6oKO
WHANBUAYaNbHbIM, BCerga ocTaBanoch B
pycne 6onblMX TPaaULMIn HeMeLKoro
3KCNpeccuoHn3Ma; pasBUBaACb, OHO
oboralano XyA0XeCTBEHHYIO KynbTypy
XX BeKka HOBbIMM 06pa3HbIMU KpacKamu,
tdunocodcKoi ry6UHON OTHOLWEHUS K
OKpYy»KatoLemMy mMupy.

BepnuHckaa peTtpocnekTMBa Ha-
cneAvs BeNMKOro macrepa rnokasana
C/I0XKHYI0 3BOJIIOLMIO TBOpPYECTBa, 06pas-
HOro MbllWEHUA, CTWUAA, BblCBETUNA
XapaKTepHble CTOPOHbI MHOrOrpaHHoOro
TanaHta bekmaHa. B npescraBneHHbIX Ha
BbICTaBKe aBTOMOPTpeTax XyAOXHMKa
3pUTeNN MOMIM NOYYBCTBOBATb N MOHATL
3MOLMOHaNbHYI0, AYXOBHYI TpaHcgop-
Mauuio ero B3rMAAOB — OT IOHOLLECKOW,
pPOMaHTUYeCKOM 03apeHHOCTU W WAWA-
JINYHOCTU A0 YMYAPEHHOW OMbITOM 3pe-
NOCTW, ACHOCTU BO33PEHMWIN NMOANNHHOIO
MblCiTena WM npopoka. Ero KapTuHbl,
rpaduyeckne nuctol Bobpanu B cebs

MespayHapoaHas naHopama

ApaMaTuyecKkne npoTMBOpEYUs Lenom
3MN0XW, NpefoCTepeeHns 1 TpeBory 3a
cyabbbl Hawei uymeunmsaumm. Ceoum

3HepreTMyecKk MOLLHbIM TBOPYECTBOM,
XMBOMUCHO NAacTUyecKMMu 1 obpasHbl-
MK OTKpbITUAMK Makc bekmaH B yeM-To
NpeABOCXUTU HOBOE MOHUMaHWe aKTy-
anbHOCTU M COLMANbHON 3HAYMMOCTU

COBPEMEHHOro MCKyccTBa. Y Hero ocra-
Nocb HeMano rnocnepoBatenenl, cpeau
KOTOpPbIX Mbl MPEXAe BCEro Ha3sbiBaem
leopra basenuua n bepHxapaa Xaisura,
OJHOTO M3 NIMAEPOB CEerofHALIHero nocr-
3KCMpeccroHn3Ma.

Bo ®pankdypte, B LUnpH KyHet-
xanne ¢ 3 mapta no 28 Masa OTKpbITa
BbICTaBKa aKkBapenen u nacrenen Mak-
ca bekmaHa, 3HaunTeNbHO paclnpAto-
LasA HalWK npeAcTaBNeHnA 0 TBOPHECKOM
Anana3oHe MacTepa.
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in national and infernational exhibi-
fions. He often spent winters in Paris. In
the mid-1920s, the tendencies of Euro-
pean neoclassicism appeared in his
works. However, they do not dominate
Beckmann'’s art in which mystical, ironi-
cal and groftesque improvisations on
important issues of human existence
prevail. Beckmann shatters the myth
that harmony reigns in the world, juxta-
posing it with severe and pitiless reality.
The artist's works can be read as dis-
turbing parables which haunt the imagi-
nation and inspire complex and contra-
dictory feelings. They resemble stained
glass windows or gothic reliefs, and
might even be compared to the power of
organ music.

For his originality, unique artistic
techniques and psychological insight the
artist was awarded the Carnegie Prize in
1929. Without being socially engaged,
Beckman'’s art poses questions of general

importance for humanity; the painter is
inferested in what happens to the individ-
ual and to society as a whole.

After the Nazis came to power in
1933, Beckman, having been forced to
resign his position at the Stadel Art
School where he had faught as a profes-
sor for many years, moved fo Berlin. In
1937, he had to emigrate to Holland.

True tfo his principles, Beckman did
not renounce them even in hard times.
His paintings became even more striking
and acquired new metaphorical meaning.
At that time, he painted the “Self-portrait
in a Black Beret” and the “Organ-
grinder”. In 1939, the painter was award-
ed the first prize at the San Francisco
international exhibition. Up until the end
of World War Il, he was in hiding from the
fascists in Amsterdam. Two years later, he
was invited fo the USA to teach art, first
in St. Louis and then at the Brooklyn
University Art School in New York. He
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was once again awarded the Carnegie
Prize as well as an honorary doctorate by
Washington University in St. Louis, and a
Grand Prix at the Venice Biennale in
1950.

During his American period, Beck-
mann created such important and well-
known paintings as the “Perseus” trip-
tych, “Two Women”, “Tango (Rumba)”,
“Still-life with Three Glasses”, “Woman
with a Snake” and “Beginning of the
Rhythm”, exploring in the latter the tradi-
tions of African culture and its ethnic
roots, choosing a perspective that
emphasizes the brutal motives of his
painting. All these works impress by their
global vision, multiple allusions and rich
colour scheme.

Max Beckmann’'s works, though
unique and highly individual, reflect the
main tendencies of German expression-
ism. It enriched 20th century art with
new images and colours as well as with a
deep philosophical attitude to the sur-
rounding world.

The Berlin retrospective of Beck-
mann’s work illustrated the complex
evolution of his art, imagery and style,
and helped to rediscover the character-
istic traits of his multi-faceted talent.
The self-portraits presented at the exhi-
bition helped viewers to understand the
emotional and spiritual changes that the
artist went through - from the early
romantic enthusiasm and idealism tfo
the experienced maturity of a true
thinker and prophet. His paintings and
graphics reflect the dramatic contradic-
tions of the whole epoch and betray
warnings and anxiety for the future of
our civilisation. In his energetic and
forceful works, artistic search and dis-
coveries Max Beckmann is a precursor
of a new understanding of the social
importance of modern art.

Beckmann had many followers
among whom we can name Bernhard
Heisig, one of the leaders of modern post-
expressionism.



