MeXxpyHapopgHas naHopama

JABapA

MYHK:

«...COJIHLe
cagunocb

®PAHK XEMOEAT

«KPUK» 34BAPOA MYHKA - NCTUHHOE BOTIJTOWEHWE COBPEMEHHOTIO HEJTO-
BEKA, EABA TN HE CAMASA M3BECTHASA KAPTUHA B MNPE, 3HAKOBOE MPOW3BE-
OEHWE SKCMPECCMOHN3MA. 3TA KAPTUHA — XXKNBOMMNCHOE OTPAXEHWE
XPYNKOCTN N TPATN3MA YETOBEYECKOTI O CYLLECTBOBAHWA.

MHOIM OBA3AHHbIN B TBOPYECKOM MAAHE BUHCEHTY BAH IOy U NOJKO
FOrEHY, MYHK (1863-1944) CTPEMW/ICA K HOBOMY, ITMTYBOKOMY W MOAJINH-
HOMY NCKYCCTBY. CETOAHA EIFO «KPUK» MPEBPATNICA B O NH N3 CAMbIX 13-
BECTHbIX OBPA3OB — 3TO YACTb HAPOAHOW KY/IbTYPbl M OAHOBPEMEHHO
MPOHWUYECKAS «AMPOMNPUALMSA» MOCTMOAEPHM3MA. OBE 3TV KPAMHOCTU
AKTYAJTIbHbI ANA MTOHUMAHWA KOHTEKCTA, B KOTOPOM ®UTYPUPYET BMEYAT-
NAWASA LEHA 40 120 MTH. AONAPOB, YNJIAYEHHAS BECHOW 2012 FTOAA 3A
MACTE/IbHYHO BEPCUIO STOW KAPTUHbI. CNTABA «KPUKA» MPEB3OLLMIA C/TABY EE
ABTOPA, XOTA HA BOJIbLLUVX MEXAYHAPOAHbBLIX BbICTABKAX, I'AE MYBJINKA
OOCTATOYHO XOPOLWO 3HAKOMA C TBOPYHECKNM HACITEANEM MYHKA, T1O-
OOBHOTI O PA3PLIBA, MO-BUANMOMY, HE BO3HUNKAET. HAUBOJEE PAHANO3-
HAA MPE3SEHTALNA PABOT MYHKA COCTOATACL JIETOM 2013 TOAA B OCJ10 MO
CNYYAKO 150-/ TOAOBLUMHbI CO AHA POXAEHWSA XYAOXKHWKA.
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KPUK.1910 (?) »

Jocka, macno. 83, 5x 66
Mys3en 3aBapaa MyHka, Ocno
(MepBas Bepc1s 1893)

THE SCREAM. 1910 (?) »
Oilon board
83.5x66Cm

The Munch Museum

(First version1893)

>

MyHK Bbipoc B cTonuue HopBerun XpuctnaHuu (B AanbHenLiem
Kpunctnanms, c 1925 roga Ocno). Ero otew, BOEHHbIV Bpay, 6bia ray-
60KO pennrrnoseH. MaTb (Ha 20 1IeT MOIOXKE My>a) CKOHYaNacb OT Ty-
6epkynesa, koraa 3aBapay 66110 NsaTh NeT. Ero cectpa Codu ymepna
OT TOM ke 60one3Hn B BO3pacTe 15 /1eT; y MAaALLIen cecTpbl Jlaypbl B
paHHeM Bo3pacTe AMarHoCTMpoBanm AyllieBHoe 3aboneBaHune. bpat
AHpeac CKOH4Yancs oT NHEBMOHWM B BO3pacTe 30 /1eT. [la n 3aBapg, ¢
MOIO0CTM He OT/INYaNCs Kpenkmm 340pOoBbeM. 3Ha4YMMOCTb BCeX
3TUX 06CTOATENLCTB /151 TBOPYeCTBa MyHKa He MOXET CHMTaTbhCs bec-
CMNOPHOW, OHAKO OH AENCTBUTENbLHO 0bpallancs — B HacTHOCTH, B
1890-X rofiax — K neyasibHbIM BOCMOMMHAHMAM CBOEro AeTCTBa Kak B
IKCMPECCUBHbIX M306PaXKEHUSX, TAK U B MOITUYECKUX CTPOKAX: «b0o-
Nne3Hb, 6esymue 1 cMepTb 6biIN YepHbIMU aHrenaMm y Moem Kosbl-
6envnt. Mpur BCEM NMPY TOM HeJb3s HE MPU3HATL: CEMbSI C TOTOBHOCTbIO
noaAep>mBana ero Ky/bTypHble ycTpemaeHus. B mae 1884 roga ero
cecTpa Jlaypa 3anuncbiBaeT B CBOEM JHEBHMKE, YTO OHa OTNpaBuIach
B 6UbAnoTeKy U NnpuHecna 3aboneslemy 6paTty nbecy MeHpuka N6-
ceHa «Kecapb v FanunesHuH» — Npom3BefeHne A0CTaTOYHO Cepbes-

HOE 1 CIOXHOE 415 BOCNPUATUA ABAALATUIETHErO IOHOLW W2,

«Pyccknm» nepunop,
MyHK CyMes1 BOCMOo/1b30BaTbCA TeEMU BE€CbMa OrpaHNYeHHbIMK BO3MOXK-
HOCTSIMW, KOTOPble TOrAallHag Hopsernsa npefocrasnsia Ha4nmHaro-

WMM XyOOXKHMKAM, B 4YaCTHOCTH, becnaaTHbIM XyA0>XXeCTBEHHbLIM
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ABTOIOPTPET. 1886

XONCT, Macno. 33 x 24,5

HauwnoHanoHas ranepes, Ocno

SELF-PORTRAIT. 1886
Oil on canvas. 33 x24.5cm

National Gallery, Oslo
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obpasoBaHveM. Ero npenogasatenieM okasancs yoexxaeHHbIN peannct
Kpuctnan Kpor — B paHHUX paboTax MyHKa 3T0 BAUSIHWE AOBO/IbHO
oLy TUMO. B 1885 roay MyHK BbIXOANT Ha HOBbIN YPOBEHb TBOPYECTBA,
C034aB KapTUHY «bobHAs AeBOYKa», —3TO OblN PELUNTENIbHbIV PA3pbiB
C A3bIKOM peanu3ma. BcnomumHas csoto cectpy Codu, OH pacckasbisan,
KaK MblTancs BO3POAUTL «MEPBOE BNeYaTIeHner, Kak Nckas npueme-
MbIV SKXMBOMMNCHbIV 3KBMUBANEHT 60/1€3HEHHBIM JIMYHbBIM BOCMIOMMUHA-
HMAM®, OTKa3aBLUMCb OT MePCNeKTUBbLI U OT MOAENNPOBaHMS 06bema,
OH MpULLen K KOMMNO3MLMOHHOM hopMe, 6IM3KON K MKOHE; B CaMOoWn
dakType paboTbl ABCTBEHHO 3aMeTHbI C/1efbl 4ONTOr0 1 TPYyA0EMKOro
pabouero npouecca. OdpuLmanbHble KPUTUKN He MPUHSAK paboTy, fo-
BO/IbHO XKECTKO OTO3BABLUNCL O HEeW, Tak 4TO nocae 3Toro MyHk ctan
cBoero pofa enfant terrible B niesge Monoabix XyA0XKHUKOB.
CepefnHa 1880-X rof40B 03HAMEHOBa/1aCb Cepbe3HbIM NOBOPO-
TOM B €r0 XXM13HW 1 B XY40XKECTBEHHbIX BO33peHMsX. B 370 Bpems MyHK
Hayvan 06LaTbCs C KOMMNAHWEN paanKanabHbIX RHAPXUCTOB U3 XpUcTmna-
HWUW — HAA0 NPU3HATb, OHW BbINK He 6onee Yem 61eAHOM TEHBIO X CO-
BPEMEHHUKOB, HUTMAUCTOB U3 CaHKT-MeTepbypra’. Pycckas nutepa-
Typa B TO BpeMs 3aBO€Ba/1a OrPOMHbLIV aBTOPUTET, 1 NOTOMY He yan-
BMTE/NbHO, 4TO B 1883 rofy Ha HOPBEXCKWNI A3blK MepeBenv poMaH
.M. JlocToeBcKoro «lpecTynieHne 1 HakasaHuer. NpeanpuHsAToe B
KHWre nccnepgoBaHve rnybuH YenoBeqeckomn NCUxonorum cpasy npu-
B/IEK]I0 BHUMaHMe MyHKa: «HekoTopble CTpaHWLbl NpeACTaBASioT
cobor camocToaTe/bHble MPOU3BEAEHNS UCKYCCTBAY, — HAMULLET OH B
nucbme K apyrys. Mo3xe, ornaabiBasich Ha 1880-e rofbl, OH 334aCT BO-
npoc: «Korga KTo-H1byAb CMOXET onuncaTh Te BpemeHa? HyxeH [lo-
CTOEBCKWI UK XOTs 6bl cMech Kpora, Merepa 1, BO3MOXHO, MeHs
CaMoro Ans Toro, 4Tobbl CTONb Xe ybeanTenbHO, Kak 3T0 yAanoch Jlo-
CTOEBCKOMY Ha MpuMepe pycckoro cMbupckoro ropoga, onucaTb
npo3ssbaHue B KpUCTUAHUM — HEe TONIbKO TOTAA, HO 1 cenyac».® B Xpu-
CTMaHUM XaHc Merep 6bin KIKHeBOR GUrypoin 6oreMbl, ero Aaxe npu-
rOBOPW/IV K TFOPEMHOMY 3aK/TFOYEH IO 338 MPOBOKATMBHbIM roman a clef
N3 KWN3HW TOV XKe 6oreMbl. MyHK He TONIbKO Hanuncan B1889 roay nopT-
pet Vlerepa, HO W, BAOXHOB/IEHHbIN NPOrPaAMMHbLIM TPE60BAHMEM «Tbl

A0JDKEeH ONMKMCbIBATb CBOKD XKM3Hb», CTa/l BECTU I'IO,EI,DOSHI:IE 3anncn.

®paHumsa

Mocne 60bLWOM NEPCOHANBLHOW BbICTaBKM B 1889 roay MyHKy 6bina
Ha3HayeHa rocyJapCTBeHHas CTUnenams 41 3aseplueHns obpasosa-
HKs 3a pybexxom. CnegytoLme Tpy 3MMbl OH NpoBea Bo PpaHumu. Tam
OH CTaJi CBMAETENeM NOCTUMMPECCUOHNCTUYECKOro NPopbiBa U pas-
HOO6Pa3HbIX 3KCMEPUMEHTOB, Hanpas/IeHHbIX MPOTUB C/IENOTrO C/e-
[lOBaHWS HaType, 4YTO MOMOrI0O €My TO4YyBCTBOBaTbL cCebs
packpenoLeHHbIM: «doToannapaT He MOXeT COMepHUYaTb C KUCTbIO
N NanUTPom, M60 He MOXET NCMO/b30BATLCS HW B aZly, HW B paton’.

B pabote «Ho4yb B CeH-Kny» ognHokas ¢urypa B 3aTeMHEHHOM
MHTepbepe, nepefaHHas B TEMHO-CMHUX TOHaX, HanoMuHaeT rapmo-
HWIO HOKTIOPHOB [KerMca Ynctaepa — 3To OTK/IMK Ha NOAyYeHHOe B
HosIbpe n3BecTne 0 CKOPOMOCTUXKHOWM KOHYMHE OTLA. 34eCh OLlyLla-
eTcsa ABCTBEHHas nepeksinyka ¢ AHeBHUKOBbLIMW 3aMeTKaMn MyHKa,
CAENAHHbLIMW B NEpBbIA Neprog ero npebbiBaHMs 3a rpaHuLLen, B KO-
TOPbIX HACTOMYMBO 3BYYaT yrpbi3eHNs cOBeCTU. He BaaBasch B 61o-
rpaduyeckue getanu, KpUTUKMU APY>KHO COOTHECIN KapTUHY MyHKa
C MOHATMEM «AeKagaHca» pybexxa BeKoB.

B uM306paxkeHUM NapwKCKMx 6ynbBapoB W yauubl Kapna
fOxaHa — ueHTpasibHOM MarncTpany B KpuctmaHum — MyHK Havan
NPUMEHATb UMMPECCUOHNCTUYECKME N NMYAHTUANCTCKME XXMBOMUC-
Hble npreMbl, a GpaHLYy3CcKon PuBbepe L0CTANACh BCS YYBCTBEHHAS

KpacoTa, A40CTynHaa ero naamTpe.
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YAUUA NADAMET. 1891
XOACT, Macno. 92 x73

HauunoHanbHas ranepes, Ocio

RUE LAFAYETTE. 1891
Oil on canvas. 92 x73cm

National Gallery, Oslo

B nepBbIt nepuof npebbiBaHUs BO PpaHuMmn MyHK Hanucan

61aropoAHbIN 1N aCKETUYHbIV MOPTPET CBOEK CecTpbl VIHrep, a Takxke
OCHOBHOW 06pa3 «loLenysa» N MpavyHOBATLIN «Beyep Ha yanue Kapna
tOxaHa» — noxanyu, BTOpyto CBOK paboTy, B KOTOPOW BMOJIHE YeTKO
nposiBNSeTCs CABUI OT peann3ma K CUMBOIM3MY: «CUMBOIN3M — 3TO
npypoAa, BbieneHHas COCTOSIHUEM AyWwm»e. TnaBHas yamua Hop-
BEXKCKOWM CTOMMLbI NPEBPALLAETCA B YCTPALLAIOLLYIO AeKopaL Mo Ans
0TOBpaXKeHMS TPArM4eckoro HaCTpOeHUs, CBOMCTBEHHOIO COBPEMEH-
HOW FrOPOACKOM XM3HMN.

Mof06HbIM MUPOOLLYLLEEHVNEM MPOHUKHYT U MOAYHUBLLUMIA LLIN-
POKYIO M3BECTHOCTb POMaH «[0104», MPUHAAEXALLMI Nepy OAHOrO
XopoLuero 3HakoMoro MyHka, nucatens KHyta FaMcyHa — OHM TeCHO
B3aMMOAENCTBOBANN B 1890-X rOAax. [aMcyH TakKe 6b11 601bLLnM
NMOKNOHHWKOM TBOpYeCTBa [J0CTOEBCKOro; KpUTUKM MbiTaNnCb 06BK-
HUTL FaMCyHa B maarmaTe nocsie nybMKkaunm ero paHHero pacckasa
«A3apT» (1889), ycMaTpuBas B HeM onpefesieHHble napanienu c po-
MaHOM [loCcToeBCKOro «Mrpok». B1892 rogy MyHK npeanpuvHumaet (B
Ka3nHo MoHTe-Kap/io) nonbITKy 3apUKCMpoBaTh MTPOMAHWIO U B BU-

3yanbHbIx 06pasax, v B csioBax®.
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bepnviH
B 1892 rogy MyHK nony4aeT HeoXXuaaHHOe NpeAsoXKeHme BbICTaBUTL
CBOW KapTWHbI B BepanHe. CneayeT rpaHAMO3HbIN CkaHaan, nocie
KOTOpOro nMsa MyHka nprobpeno onpefeneHHyto N3BeCTHOCTb B rep-
MaHCKOM cToNuLe. PelunB 3a4epXKaTbCs B 3TOM ropoAe, OH MpUMbl-
KaeT K ,OBO/IbHO 3HAMEHNTOMY B TO BPeMS KPY>XXKY XyA0XHUKOB U
WHTeNNeKTyanoB, KoTopble cobupanunch B kKade «Y YepHOro nopo-
CeHKa» — CpeAn ero 3ascergartaes 6bU1v, K IpUMepy, LWBeACKUIA Apa-
MaTypr ABryct CTpuHAGepr v nonbCckur nucatens CraHucnas
MWnBbILLEBCKNIA. B 3TOM TBOpPYECKOM OKpY>XeHWUn MyHK pa3BuBaeT
COBCTBEHHYIO IMHUIO 3KCMPECCUMBHOIO CMMBOM3MA U CO34aeT paj
TaKMUX NOAYHYMUBLUMX BNOCAEACTBUN M3BECTHOCTb MPOM3BEAEHWNN, KaK
«3Be3Has HOYb», «[0noC», «CMepTb 60/IbHOrON, WKeHLWwMHay, «Tpe-
BOra» 1 «Bamnup». Bocnponseoas oka3aBLUMNCS MOBPEXAEHHbIM
opurmnHan, MyHK nuLIeT ABe HOBble Bepcum «IlybepTat» — KApTUHbI,
1306pakatoLLen IoHYI0 06HAXKEHHYIO AeBYLLKY, CUASLLYIO IULLOM K
3pUTENIIO Ha KpaeLlKe NocTe/iv U NPUKPbLIBAOLLYIO NaOHAMYK CBOU
reHnuTanuK, Torgaa Kak 3a ee CMHOM BCTaeT 3710BeLLas TeMHas TeHb. X0
Knaccmueckas Bepcus «Kpukan Takxke 6bi1a HanucaHa B bep-
NIVHe. 30ecb Uc4esatoT Kakne-nmbo cnefbl peannsma: nensax npe-
BpaLlaeTcsi B NJ10CKOCTHOE COMOJIOXKEHWe OTTEHKOB LiBeTa, BOJIHO-
06pasHble IMHUN INLWAIOT MPOCTPAHCTBO BCAKOMO HyBCTBA CTabub-
HOCTU, a rnaBHas purypa npespalleHa B NpUMUTUBHbIN 3HAK, Npef-
CTaloWMI nepes 3puTeneM CMMBOJIOM NepBOOLITHOrO yxaca. o
npumepy 6enbix CTUXOB, KOTOPbIe MUCaN ero Apy3bs-1MTepaTopbl B
KpuctnaHunm, MyHK conpoBoAna KapTUHY COOTBETCTBYIOLW MM TeKC-
TOM, OMMCBIBAS MEPEXMUTBI UM OMbIT — UMEHHO 3aKaT NOCAYXMA AN8
HEero CTUMY/IOM K NyratoLiemMy OTKPOBEHMIO: «S Len C ABYMS Apy3b-
AMU BAONb OPOrM — COMHLE CaANNO0CH... S MOYYBCTBOBASI, KaK Npu-
poAy C/I0BHO MPOH3UA MOLLUHbIN, 6ECKOHEYHbLIN Kpuk».tt Camas,
noxanywu, nseecTHas pabora MyHka 06pocnia BeIMK1M MHOXXeCTBOM
KOMMEHTapu1eB 1 MHTeprpeTaLunn; npy BCeM pasHoobpasnm Bo3spe-
HWI CYLWHOCTb UX B TOM, YTO F/1IaBHOE B KapTUHE — ee CNOCOBHOCTb
BbI3BaTb Y 3pUTeNs rnybokoe nMyHoe nepexveaHmne’?. «Kpuk» 6bin
BKJ/IIOYEH B TeMaTUYeCcKyto ceputo «/11060Bb», MpeaLlecTBOBABLLYIO
LMKy «®pur3 Kn3Hm». B1895 roay 6osbLuas BbiCTaBka B KpyctuaHmm
nopoAmnaa HacToAWMIM CKaHAAN BNAOTb 0 TOrO, 4YTO BbiN0 NOCTaB-
JIEHO NoJ, BOMPOC AyLleBHOe 34,0p0oBbe XyA0XHMKA. CTpacTHO 3alum-
wan MyHka ero apyr nosT CurbbépH ObcTdenaep. Koraa BbiCTaBky
NnoceTus1, BbIpasmns TeM CaMbIM CBOIO CUMMATUIO U MOAAEPIKKY XyA0XK-
HWUKY, ApamaTypr FeHpuK M6ceH, yke 06peTwnii Toraa M1poBYIO 13-
BECTHOCTb, 3TO MPOM3BE/O rNybokoe BneyaTeHne Ha MyHka. Mo3xe
MyHK ByAeT yTBepXAaTb, YTO ero KapTuHa wKeHLwmHa» (1894) nocny-
KMNA UCTOYHUKOM BAOXHOBEHWUS A/ nocnefHen nbechbl MbceHa
«Korpa Mbl, MepTBble, Mpoby>aaemcan. HaumoHanbHasa ranepes npu-
obpena «ABTOMOPTPET C CMrapeTom» — Ty camyto paboTy, 4To Nopo-
onna OUCKYCCUM O MCUXMYECKOM 340poBbe MyHKa; 3TO He
YAVBUTENbHO, MO0 Ha KapTUHe N306paXkeH BO3HMKAIOLMI U3 TaUH-
CTBEHHOrO CMHEro TyMaHa apmcToKpaTUYHbI MONOLON YenoBek, B
V3ALLHOW pyKe KOTOPOro curapeTa CIOBHO B3[iparnBaeT OT CBepX4yB-
CTBUTENbHOCTM U CBEPXYYBCTBEHHOCTU. B LLeHTpe CropoB BOKPYT Bbl-
CTaBKM oOKkasanacb KeHWMHA B 3KCTase», WAM 3HamMeHuTas
«MapoHHa». «JIyHHbI CBET CKONb3UT MO TBOEMY NNLY — MOJHOMY
3eMHOM KpacoTbl n 601u, — nuweT MyHK B COMPOBOANTENLHOM
TekcTe. — 60 CMepTh NpoTArmBaeT pyky XXMU3HW — TakoBa Lienb, CBSI-
3bIBAOLLASN ThICAYM YLLEALNX NOKOMEHNIN C ThiCSHaMM NOKONEHNN,
YTO eLe NpuayT. «Ang MmeHs ero «MafgoHHa» eCTb CaMO BOM/OLLEHME
ero NCcKyccTBa, — KOMMeHTuposan ObcTdenaep. — Ha mow B3rnag,
nofo6Hoe rnyboKo peIMrmo3Hoe BOCMPUSTUE XXEHLLMHbI, Takoe BOC-



MOZE/b B MACTEPCKOWM MYHKA
B BEPJIMHE. 1902

®doTo: Da8apa MyHK

Mysein 3aBapaa MyHka, Ocno

MODEL IN MUNCH'S STUDIO
IN BERLIN. 1902
Photo: Edvard Munch

The Munch Museum

cnaBneHune KpacoTbl CTpaAaHMsA MOXKHO HaWTN MWL B pyCCKOPI nn-

Tepatypents.

paBtopbl 1 MNapux
«MagoHHa» 6bina nepeeefieHa B1895 rofy B IMTOrpaduio, Tak xe Kak
n «Kpui». ELle oaHa M3BeCTHas AnTorpadus 6epanHCKoro nepnoaa
— 3TO «ABTOMOPTPET C pyKoW ckenetan. Kpyrnbi 6eblil BOPOTHUK-
CTOMKa ¥ roNoBa, SIPKO Bblgenstolascs Ha 6apxaTHo-4epHoMm GoHe,
npuAaaloT n3obpakaeMoMy CXOACTBO CO CBSLLEHHUKOM. MMS 1 rog,
BMMCAHHbIe CBEPXY, MPOYUTLIBAIOTCS Kak annuTadus, Tem bonee 4To
3TO BMOJIHE Nepek/IMKaeTcs C Mpa4HOBaTbIM Memento Mori — pyKown
cKeneTa B HKHeM YacTu paboTbl. Hepeako noayepkmBanv hpopmasns-
HOe CXOACTBO AAHHOW IMTorpadum C kcmnorpadpuren Weenuapckoro
XyLoXKHMKa Penvkca BannoTToHa — v 370 BPAA M NPOCTOe coBnaze-
Hue, Tem 6onee 4To paboTta BannoTroHa — nopTpeT LoCTOEBCKOro.
MepBble onbiTbl MyHKa B me4yaTHOW rpaduke npencTaBnsnm
COBOM MHTaNNM Ha CIOXKETbI ero Xe >XMBOMUCHbIX NPOV3BELEHUN.
Bckope oH obpaTuica k amtorpadum, Tem 6onee 4To No npuesse B
MapwxX B Havase 1896 rofa OH MoayyYua AOCTYN K IyHLWNM rnevyaTHU-
Kam ¥ neyaTHbIM CTaHKaM TOro BpeMeHK. Co3aasast HOBYHO XKMBOMUC-
Hyl0 Bepcuio  «bONbHOM [AeBOYKM» MO  3aKasy HOPBEXCKOro
KonnekumoHepa, MyHK 0fHOBpeMeHHO BbIMOTHWUA C Hee eLe v INTOo-
rpaduio, orpaHMYNBLLKNCH U306paXkeHNneM ronoBbl AeBOYKN B MPo-
dunnb. PaboTa neyatanach B pasiMyHbIX LLBETOBbLIX KOMBUHALMAX U
BeCbMa BbICOKO KOTUPYeTCs B Hacieamm MyHka. TBOpYeckn moAonas
K TeXHMKe Kcunorpadum, oH pacnmuamBan AOCKKU C TeM, 4TObbI neya-
TaTb OJHOBPEMEHHO B HECKONbKMX LiBETAX, — MOAO6HLIM MpUemMom
nonb3oBanca v Monb Forex. MprUMepoM MOTYT CYXKUTb MHOFOYMC-
NleHHble BapuaHTbl paboTbl «K necy», HECKO/IbKO pasfiMyatoLimecs
Mexay cobom, Npu 3TOM MX MOXHO CMesIo Ha3BaTb He TOJIbKO TOY-
HBIMW 1 BbIPa3UTeNbHbLIMU, HO N HEOBLIKHOBEHHO TOHKMMMU C 3CTETU-

YECKOW TOYKM 3peHund.
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B Mapwie MyHK co3gaeT rpaduyeckme NnopTpeThl HECKONbKUX
3HaKOMbIX MO3TOB, a TaKXKe apuLLKN 1 NPOrpamMMKKM A8 ABYX NOCTa-
HOBOK MbceHa B TeaTpe «TBopyecTBO» (Théatre de I'Oeuvre), a BoT
3aKkas Ha MoAroTOBKY WAMOCTPaunn K «LiBetam 3na» Lapns boanepa
TaK W He NPOABUHYCA Aa/bLLe CBOEN Ha4YanbHOW cTaammn. B1897 roay
Ceprew Jarunes, 3HaMEHUTbLIN MMMPECAPUO U «NOBUBASTbHAA 6abKar
COBPEMEHHOr0 MCKYCCTBA, OpraHmn3oBasl BbICTaBKY CKaHAWHABCKOro
nekycctea B CaHkT-MeTepbypre. OHa BK/lO4ana M aBTonopTper
MyHKa 1895 roga. B nucbme K MyHKy 4ruies NnpocuT O BKIOYEHUN B
3KCMO3MUMIO eLLLe N HOBOW BEPCMM «BONIbHON AEBOUKMN 4. «KTO TaKown
3TOT [AArnneB, HAKTO €ro He 3HAeT» — TaKOW KOMMEHTapUIA MOSIBUICS
B BeayLlen rasete KpuctmaHum «Aftenposten» — KOMMeHTapuii IBHO
CKeNTMYEeCKNI B OTHOLLIEHMW CTPAHHOIO PyCCKOrO M ero He MeHee
CcTpaHHoro nopbopa pabot. Asarunes BbibUpaeT M3 BCEro HOBOro
camoe HOBOE: «MOXKHO CKasaTb, eLlie He3aBepLUeHHoe», — CeTyeT Kpu-
TVIK, MOBTOPSS HEPeAKO NOSBASBLUMECS B «Aftenposten» KpuTuyeckme

OLEeHKN paboT MyHKa*S.

Ha py6exe BekoB

Ha pybesxxe XIX 1 XX BeKOB — BpeMeHu becnpecTaHHbIX 3KCNepuMeH-
ToB — MyHK yaenset Bce 60/bLue Cu1 MPoeKTy «PPr3 XKMU3HU» 1 CO3-
faeT pan 60NbWKX AeKOPaTUBHbLIX NOMOTeH. OAHO M3 HUX —
«MeTabonm3m» — 6b110 BepBble MpeAcTaBaeHo NybavKe Noa Has3sa-
Huem «Anam 1 EBay, YTO HeABYCMbICIEHHO CBUAETENLCTBYET O TOM,
CKOJIb BAXKHOE MeCTO 3aHUMan bubnencknim Mmd o rpexonageHmnm ve-
noseka B (POPMWPOBAHUM MNECCUMWUCTUYECKOro B3rasga (ecau
yrogHo, dunocodurm) MyHka Ha nto60Bb. HazBaHWs «[ycTon KpecT»
nnu «ronrogar (0ba npomsseaeHNs Co3aaHbl 0KOI0 1900 roaa), CBU-
[leTeNbCTBYIOT Kak O Pe/IUrMO3HOM BOCMUTaHUK, MONyYeHHOM MyH-
KOM B [eTCTBe, Tak M 06 OAHOW W3 rNaBHbIX MeTadU3an4eckmx
TeHAEHUNI, XapaKTepHbIX 415 nocaeaHero gecsatunetunsa XIX seka.
«TaHeL, XXM3HW» NpeACcTaBaseT cobon Aep3Kyio 1 ryboKo MHAMBUAYA-
NIM3NPOBaHHYI0 TpaHChOpMaLMO MYHKOM CUHTETUYECKOro CTUAS
HabucToB, a BMecTe C TeM — BO3BPAT K ero CO6CTBEHHOM paboTe Lie-
CTUNeTHeN AaBHOCTN WKeHLLMHa». HanncaHHas UM Ha pybeske BekoB
cepwus nemsaxen Kpuctmanma-pbLopaa, AeKoOpaTUBHbLIX U OAHOBpe-
MEHHO YyBCTBEHHbIX, SIBASIET COOOM BEPLUNHY CKAHANHABCKOrO CUM-
Bonusma. Cnegyowmm netom MyHK HanuvweT B OcropacTpaHHe
XpeCcTOMaTUMHY paboTy «[leByLIKW Ha MOCTY» — MOXanyin, CBON

CaMbl THOBUMbIN CHOXKET.

Ycnex n Kpusuc

B nepBble rosibl HOBOro CTONETUS Kapbepa MyHKa pa3B1BaeTCs BNosHe
YCMeLHo, OH Np1obpeTaeT onpeseneHHy N3BECTHOCTb B FepMaHmu.
Ha BbicTaBKke 6epnnHcKoro CelleCCMOHa B 1902 rOAY OH BMEpPBbIe Bbl-
CTaBNseT NONHbIA «Dpun3n: «PoxxaeHMe NbBU», «PacuBeT 1 3akaT
O6BU», «CTPax KM3HU» U «CMepTb»*. 3HAUNTENbHOE MECTO B 3TOT MNe-
pVOA ero TBOpPYeCTBa 3aHMMAOT MOPTPETbI, YTO MPUHOCUT XYLA0KHUKY
HEeKOTOPYH GUHAHCOBYIO CTABUILHOCTb. «CbIHOBLS OKTOPA JINHAE»
npeacTaBaseT cobom Wweaesp COBPEMEHHOM MOPTPETHOM XMBOMUCU.
ST1a paboTa bbina 3akasaHa C Liesbio 0KasaTb NoAAEPKKY XYLA0KHUKY
— XKeCT MOUCTUHe 6ecLieHHbIN. OAHAKO XyA0XeCTBEHHbIe yCnexmn co-
NPOBOXAA/IMCb BHYTPEHHMMMW NPOTUBOpEYnsiIMU: MyHK cTpagan ot
nocaeACTBMM BeCbMa APaMaTUYHOM IIO60BHOM CBS3M, KOTOpas 3aKOH-
4Ynnach B 1902 rofy XKecTokon CCOPOM N CIy4aMHbLIM OFHECTPebHbIM
paHeHneM, Nocse Yero oAMH M3 NasbLEeB ero 1eBOM PyKN HaBceraa
OCTancs nckanevyeHHoIM. TpaBMuMpytoLme ero NCUXMKy HaBa34mBble

MbICNT XYOO0KHUK FaCchi afikoronem.



VYINVJOHYL BYHTOJYHAIKIN / (6€) €102 .2 BIJIUVI BYMOEOMKILIdL

TPW BO3PACTA XEHLLMHbI
(COUHKC). 1894

XyAOoXKeCTBEHHbIN My3el, bepreH

WOMAN IN THREE STAGES
(THE SPHINX). 1894

Bergen Art Museum

B 1906 roay nocne cmepTtn MeHpumka MNb6ceHa MyHK noayyumn
3aKas Ha Cepuio 3CK130B A1 MOCTaHOBKM MakcoMm PenHxapaTom nb-
ceHoBcKkumx «MpuBuaeHni» B Hemeukom Teatpe (Deutsches Theater)
B bepanHe. HanMcaHHbIM B TOM e roAy caMmopa3obnaynTenbHbIN
«ABTOMOPTPET C OYTbIIKOW BUHA» IBCTBEHHO YKa3bIBAET HA CXOACTBO
MyHKa c OcBanbAoOM, rMaBHbLIM NepCcoHaXxeM M6CeHOBCKOM Apambl. K
TOMY BPEMEHU U3BECTHOCTb XyAOXKHMKA CTana [OCTaTO4HOW ANA
TOro, 4Tobbl UCTOPMK MCKyccTBa MNycTaB LLndnep 3aHsncsa coctasne-
Huem kaTanora rpadunyeckmx paboT BOCXOAALLEN 3Be34bl, CaM Xe
MyHK npoBoAWA BCe 60/1bLLE BPEMEHW B KYPOPTHbLIX FOPOAKaX TIOPUH-
T, NbITasiCb NO6OPOTbL ANKOrOAN3M M CMPABUTLCS C HEPBHbLIM pac-
CTPOMCTBOM.

JleTHMe ce30Hbl B 1907 1 1908 rogax MyHK nposen B BapHe-
MIOHAE Ha nobepexbe banTUnckoro Mops. Tam bbi1 pean3oBaH Bax-
HbI  ANs Hero npoekT «Kynanbwmkm» — MpPOBOKATUBHOE
M306paXkeHre My>KCKOM CUAbl. PaboTa Bbiia BbIMOSHEHA B KOHCTPYK-
TVMBHOW C€3aHHOBCKOW MaHepe. OfHAKO ero IMYHbLIN KPU3NC [OCTUR
B 3TO BpeMS KPUTUYECKOW TOYKM, U MyHK Bbia BbIHYXAEH corna-
CUTbCS MPONTW NIeYeHMe B KIIMHKKe B KomeHrareHe, rae OH NpoBes BO-

ceMb MmecaLeB.
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Bo3BpalueHue
B 1909 roay, B KOHLe KOHL,0B BepHYBLIMCb B HopBerunio, MyHkK 06-

OCHOBasCs B NpnbpexxHom ropogke Kparepé. TBopyecku conpukaca-
ACb C OKpY>KaloLlen ero peasbHOCTbIO, MyHK CMENo 1 3HEepPru4HoO
nepeHOCU Ha CBOM NMOOTHA OTKPbIBAIOLLMECS €r0 B30pY M3pe3aHHble
6epera n cocHoBble nieca. HaunoHanbHas ranepes B Kpuctmanumm
nprobpena 3HaunTeNbHOe KOJIMYEeCTBO ero paboT, 03HaMeHOBaB TeM
caMbIM 3an03/anoe NpM3HaHMe Ha poanHe.

B 1912 rogy BbiCTaBKka «30HAepbyHA» B KENbHe siBUachL Nepeou
Hambonee NOSIHOM AEMOHCTPaL el 4OCTUXXEHNIA eBPOMENCKOro Mo-
fepHu3Ma. MyHK ya0oCTONACS H4eCTn NONy4UTbL A8 CBOMUX paboT oT-
fenbHbI 3an. CnycTs ABa AecsaTunetus nocne 6epanHCKOro
cKaHAana oH 6611 NOCTaBeH Ha OANH YPOBEHbL C TAKMMU MMOHEpaMu
COBPEMEHHOro MCKyccTBa, kak BaH ror, FroreH nam CesaHH. OH npo-
[O/KAeT IKCNepPUMEHTMPOBATL U pacLlLUMpsATh Kpyr CBOMX NepcoHa-
SKeWn: Cpeaun HUX B 3TOT NepMoj, NoSBASIOTCSA KynanbLMKu, Gepmepel,
pabouve, HepefKku TakKe N306paXkKeHNs XXMBOTHbIX. M0C/1e OTKPbLITUS
0pOPMIEHHOr0 MM akTOBOro 3asa B yHMBepcuTeTe KpucTraHum
MyHK nprobpeTaeT ycapbby Dxenv Hemoaaneky oT CTONMLbI U nepe-
e3xaeT Tyaa.

B BbileaLlen B 2008 rofy YeTbipexTOMHOM MOHOrpadun «34-
BapA MyHk: cobpaHue paboT» (aBTop Gerd Woll) npeactasieHo He-
Mano npouv3BefeHUM MO34Hero nepmoaa: NOPTPeTbl Apy3en u

KONNeKLMNOHEePOB, CeNnbCkne nemsaxm, Ho. Hosoe nposB/ieHME Hallla



TAHELL XKU3HW. 1925
XOACT, Mac0.126 x190,5
Myser DaBapaa MyHka, Ocno
(MepBas Bepcms 1899—-1900)

THE DANCE OF LIFE. 1925
Oil on canvas. 126 x 190.5 cm
The Munch Museum

(First version 1899-1900)
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M HUKOrAa He ocnabeBaBlias B HEM MPUBEPXKEHHOCTb TBOPYECTBY
FeHpvka MbceHa: 3HaYNTENbHOE YMCA0 PUCYHKOB CBA3aHO C «[lep
TOHTOM», KCunorpadpum — ¢ «kbopbbor 3a NpecTos», a Lenbiv psg pu-
CYHKOB, MPOM3BEAEHNIN NevaTHOW rpaduKm U KMBOMUCHLIX paboT
60/1€e UM MeHee 3KCMTMLUTHO CBA3aHbI C Mbecon «MyH Fabpuanb
BopkmMaH». ELLie 0ANH 3aMeTHbIN UnKa paboT MyHKa — N03gHWe aBTo-
nopTpeTbl. B coBcem HenapagHOM W CPAaBHUTEIbHO MaION3BECTHOM
«ABTOMOPTPETE B NaILTO U LWIAMNE» BCE BHUMAHME MPUB/IEYEHO K IKC-
npeccmmn nmua. MHoro net MyHK paboTtan Haj, MOHYMeHTasbHbIM Mo-
noTHoM «K cBeTy», unm «Yenosedveckas ropar. Komnosuums
BO3BpaLLlaeT HaC K CUMBOIM3MY 1890-X FOA0B, YTO MOATBEPXKAAIOT Ha-
nMcaHHble MyHKOM CONpOBOXAAOLLME TEKCTbI: «Moe NCKYCCTBO Npu-
[ano MOEeW >XM3HW CMbICI. Yepe3 Hero § CTpeMWNCS K CBETYy U1

YyBCTBOBA/, HTO MOTY MPUHECTU CBET APYrumM»t’.

ABTOMNOPTPET

C BYTbIJIKOW BUHA. 1906
XONCT, MaC/0.110,5 x120,5
Myser DaBapaa MyHka, Ocno

SELF-PORTRAIT WITH
A BOTTLE OF WINE. 1906
Qil on canvas. 110.5 x 120.5 cm

The Munch Museum

3CKM3 K MAHHO «MCTOPUSA»
B MACTEPCKOW MYHKA

HA OTKPbITOM BO3AYXE

B UMEHWU CKPIOBBEH

B KPATEPE. 1910

My3en daBapaa MyHka, Ocno

DRAFT FOR «HISTORY»

IN MUNCH’'S OUTDOOR STUDIO
AT SKRUBBEN IN KRAGER®@. 1910
Photo: A.F.Johansen

The Munch Museum
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ABTOMOPTPET MEXAY YACAMU
N KPOBATbIO. 1940-1942
XONCT, Macs10.149,5x120,5

Mysen 3a8apaa MyHka, Ocno

SELF-PORTRAIT

BETWEEN THE CLOCK
AND THE BED. 1940-1942
Qilon canvas. 149.5 x120.5 cm
The Munch Museum

MHOroneTH1n apyr MyHKa UCTOpPUK MCKyccTBa MeHc Tumc
onybanKoBan K ero 70-1eTuo MOHYMeHTasIbHY0 61orpadumio XyaoxK-
HMKa. «[LOCTOeBCKMN bl BaXKeH AJ151 MEHS CBEPX BCSIKOW Mepbl. bonee
4YeM MHOrme ocTasnbHble, JaXKe BMeCTe B3saTble, — nogyepkunsan MyHK
B nucbme Tuncy. — MbceH 1 [loCTOeBCKMIA: nonarato, OHM Bbin Bax-
Hee Bcex»'®. HeCMOTpS HAa OTHOCUTE/IbHOE 3aTBOPHMYECTBO Ha CKJTOHE
net, y MyHKa, Mo C4acTblo, COXPAaHUINCL APY3bs, pasfenstoLime ero
CTPacTb K pycCKOMy nucaTento. «[pectyrnieHne 1 HakasaHue» 6bi10
[N HEro UCTOYHUKOM BAOXHOBEHMS elle C KOHLA 1880-X roAoBt?;
MYHK HeOJHOKPATHO yroMMHan 0 CBoeM HeocslabeBatoLLeM NHTepece
K «BpaTbaMm KapamasoBbiM»; CaMble ryBUMHHbIE CTPYHbI, OAHAKO, 3a-
TPOHY/ B HEM KHA3b MbILLKKH («ManoT»)?°. «Djaevlene» — naTckoe 13-
[aHune «becoBy» — 1exasno Ha ero NpMKpoOBaTHOM CTO/IMKE B MOMEHT
cMepTn?t,

B npowanbHOM «ABTOMOPTPeTe MexX Ay YacaMu U KpOBATBLION Xy-
[OXHWK CTOUT BO3/1e 60/1bLUMX AeA0BCKMX HAMObHbIX YacoB be3 cTpe-
NIOK, C/IOBHO 0603Hayas OKOHYaTesIbHbIA 0TX0/ OT BCEro MUPCKOTO.
MocTenb CUMBOIMYECKM CBS3aHA ACCOLMALMSMU C BAXKHENLLIMMU MO-
MEHTaMW XXM3HEHHOTO LMKNA: poxaeHnem, 60ne3Hbto, 060BbI0 U
CMepTbio. B KOMHaTe 3a CNMHOWM CTaporo XyA0XHMKA — ero paboTsl,
OHW 03apAKTCS 30/10TbIM CBETOM. Haz KpoBaTbio BUCUT 3T O6Ha-
XKEHHOW HaTypbl B roflybbix TOHax; Ta e durypa nsobpaxeHa —
B bl — HA MOAMYTY BBEPX MO CKJIOHY FOPbl B MPOrpamMMHO paboTe
«K cBeTy»?2, DTa paboTa AENCTBUTENbHO BMUCeNa Hajg KpoBaTbio

MyHKa, oHa nosy4una HasBaHue «KpoTkas» no nosectun [JocTtoes-

cKoro?s.
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Myz3en 3. MyHka (ganee MM). IHB. Ne 2759. /1. 3 06.
ApxuB MM. IHeBHWK Jlaypbl MyHK. Mait1884.

Edvard Munch. Livsfrisens tilblivelse. Oslo,
1928, C. 9-10.

O6pas pycckMX HUFMAUCTOB B TOM BMAE, B KAKOM ero nepeaasan
HOpBeXCcKue cpeacTea MaccoBow MH¢0DM3LI,I/IVI, 6bI/1 He NINLLEeH
pomaHTUYeckoro o4apoBaHus. Cm.: Heifedt, Frank. The Kristiania
Bohemia reflected in the art of the young Edvard Munch // Edvard
Munch. An Anthology (Ed. Erik Megrstad). Oslo, 2006.

Mucbmo MyHka Ynasy MaynbCeHy, Apyry XyA0XKHMKA,
AaTvpoBaHHoe 11 MapTa 1884 roaa (konus B MM).

LnT. no: Stang, Ragna. Edvard Munch. Men-nesket og kunstneren.
Oslo, 1982. P. 51.

Adopusm MyHka. CM.: MM. MHB. N2 570.
W3 anbboma ans 3apmcoBok. 1890-1894. MM. WHB. Ne T127.

Moapo6bHee o cBA3M Mexay pomaHom ®.M. [locToeBCKoro

W TeKCTaMmu U XXMBOMUCHLIMW NpOU3BEAEHNAMN M\/Hl(a CM..
Morehead, Allison. «Are there bacteria in the rooms of Monte
Carlo? The Roulette Paintings 1891-93 // Munch becoming «Munch»
(catalogue). Munch Museum, 2008, C.121.

My3ein MyHKa npeacTasun BbICTaBKy, KOHLENTYabHO CBA3aHHYIO
C Bepcven kapTuHbl «My6eprtam. Cm.: Edvard Munch. Pubertet //
Puberty. Munch Museum, 2012.

MM. UHB. Ne T 2760-56r.

Cpeavi BO3MOXHbIX IMTEPaTYPHbIX BUSHWIA HA3bIBAIOT PabOThI
Dpuapuxa Huuwe, CépeHa Kbepkeropa v brubnuio, a Take o6pas
PoavoHa PackonbHukosa B poMmaHe ®.M. [J0CTOeBCKOro
«MpecTynneHune n HakasaHuer. O nocnesHem cM.: Eggum, Arne.
Livsfrisen fra maleri til grafikk. Oslo, 1990. P. 234-235.

Obstfelder, Sigbjern. Edvard Munch. Et forseg. Samtiden, 1896.

Mucbmo (He gatuposaHo) ot Cepres Asrunesa MyHky («Joporon
MyHK...») HaNMcaHo Ha 6naxke «OTens Buktopus, Kpuctuanusy
(xpaHuTCs B MM). FOTOBS BbICTABKY, [Asirnnes netom 1897 roaa
nocetun ctonunuy Hopservu.

Skandinavisk Udstilling i St. Petersburg // Aftenposten (Aften),
28.10.1897.

®pu3 MyHka «Eiene Reihe von Lebensbildern» 6bin npeacTaBneH Ha
6EDI'II/IHCKOI;I BbICTaBKe Moj 3TUMMN YeTbIpbMS HAa3BaAHUAMU.

MM. NHB. N 539.
MM. NHB. Ne 539.

YepHOBWK NMcbMa (He AaTMpPoBaH) K MeHcy Tumcy (0kono 1932 roaa).
CM.: MM. VIHB. N2 2094.

B 1891 roay MyHK NOAY4UA KHUTY OT CBOEro pyra — AaTckoro
noaTta. OH co06LaeT, YTO KHUIa 3aHsi1a OCTOMHOE MECTO B €ro
«ManeHbKom 6ubanoTeken, cocTosei 13 «bubnnm, Xarca Merepa
1 PackonbHUKOBa». CM. NUCbMO MyHKa SMMaHy3/1i0 TONACTanHY,
AatupoBaHHoe 2 dpespans 1892 roga (MM, nHB. Ne 3034). O6 3TOM
coobLaet aBTop B paboTe: Dedekam, Hans. Edvard Munch.
Kristiania, 1909. P. 24. J/leyawwmin Bpa4 MyHka npodeccop

K.E. LpaiiHep v KOc Péae noaTeepxaatoT B kHure: Edvard Munch
som vi kjente ham (cMm. cHocky 21).

Cm.: Johs Roede. Spredte erindringer om Edvard Munch // "Edvard
Munch som vi kjente ham. Vennene forteller”, Oslo, 1946, p. 52;
Martin Nag. Dostojevskij og Munch // "Kunst og Kultur"1993, no.1,
notet, p. 54.

Vmeetcs doTorpadus (MM, UHB. B 3245), nogTBepXAAtoLLAs, 4TO
rony6as «Hio» 6bina B KAKOW-TO MOMEHT NpUKpenaeHa K 60bLoMy
xoncty. Cm.: Collected Paintings. Vol. I11. P. 847.

MosecTb [locToeBckoro «KpoTkasy 6bina ony6amMkosaHa B
Hopseruu B 1885 roaly; B 1926 rofly BbiLLIO HOBOE U3[aHWe MO
3aronoekom «Skriftemal» («/icnosegpb»). Apyr 1 topuct MyHka Foc
Péne coobLuaeT, YTO MMEHHO OH NPeANOXUA Ha3BaHWe «KpoTkas,
a MyHK 0,06pv 3T0 npeaiodeHve. CM. yKa3aHHbI Bbille
MCTOYHMK: Johs Roede (1946), p. 53.



International Panorama

Edvard
Munch
“..The Sun

Was
Setting”

FRANK HGIFGDT

EDVARD MUNCH'S ICONIC IMAGE OF MODERN MAN “THE SCREAM" — THE BEST-
KNOWN PICTURE IN THE WORLD AND THE SEMINAL WORK OF EXPRESSIONISM
— CAPTURES THE VULNERABILITY AND TRAGICASPECT OF HUMAN EXISTENCE.
INDEBTED TO VINCENT VAN GOGH AND PAUL GAUGUIN, MUNCH (1863-1944)
SEARCHED FORANEW ART OF DEPTH AND AUTHENTICITY. TODAY,“THE SCREAM"
HAS BECOME AN UBIQUITOUS IMAGE OF POPULAR CULTURE, SIMULTANEOUSLY
“APPROPRIATED" BY AN IRONIC POSTMODERNITY. BOTH EXTREMES SEEM RELE-
VANT IN UNDERSTANDING THE CONTEXT OF THE SPECTACULAR PRICE OF $120
MILLION THAT WAS PAID FOR A PASTEL VERSION OF THE IMAGE IN SPRING 2012.
THE FAME OF "THE SCREAM" HAS COME TO EXCEED THE FAME OF THE ARTIST:
THIS DISCREPANCY SEEMS TO BE DIMINISHING, HOWEVER, AS LARGE INTERNA-
TIONAL EXHIBITIONS MAKE VIEWERS MORE FAMILIAR WITH THE BROADER AS-
PECTS OF MUNCH'S ART AND LEGACY. CELEBRATINGTHE 150TH ANNIVERSARY OF
THEARTIST'S BIRTH, THE MUNCH MUSEUM AND THE NATIONAL GALLERY IN OSLO
GIVE A VAST, JOINT PRESENTATION OF THE ARTIST'S WORK THIS SUMMER AND
AUTUMN.
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COTBMC. 2012 »
doTo

SOTHEBY'S. 2012 »
Photo:

Oli Scarff//

Getty Images

Munch grew up in Norway's capital Christiania (later Kristiania, from
1925 Oslo). His father was a deeply religious army doctor. His mother, 20
years her husband’s junior, died of tuberculosis when Edvard was five.
His sister Sophie died of the same disease at the age of 15; Laura, a yo-
unger sister, was diagnosed with mental illness at an early age. His brot-
her Andreas died of pneumonia at the age of 30, and Edvard’s own
delicate health was anissue from the start. The relevance of these facts
toanappreciation of Munch's art may be disputed; however, in the 1890s
especially, he exploited sombre memories from his childhood in both his
expressive images and poetic words: “lliness, Insanity and Death were
the black angels that stood by my cradle™. At the same time, it cannot
be denied that his family was utterly supportive and culturally stimula-
ting. In May 1884, his sister Laura records in her diary that she has been
sent to the library to borrow Henrik Ibsen’s play “Emperor and Galilean”
for her bed-ridden brother Edvard — demanding reading for a 20-year-
old.?

The"“Russian Period”

Munch was able to take advantage of the limited opportunities that
Norway offered to an aspiring artist, including free instruction by the de-
dicated realist Christian Krohg; the influence of his mentor is visible in
Munch'’s early works. In1885, Munch took his art to a new level with“The
Sick Child", a radical break with the realistic idiom. Refering to his sister

Sophie, he described how he struggled to revive“the first impression”in
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MAPMXXCKASI OBHAXKEHHAS. 1896
XoncT, Macno. 80,5 x 60,5

HauunoHanbHas ranepes, Ocno

PARIS NUDE. 1896
Qil on canvas. 80.5 x 60.5 cm

National Gallery, Oslo

BbICTABKA MYHKA
B EQUITABLE PALAST
B BEPJIMHE. 1892-1893

MUNCH'’S EXHIBITION
AT EQUITABLE PALAST
IN BERLIN.1892-1893
Photo: Max Marschalk

search of a valid painterly equivalent to a painful, personal memory.3 Re-
nouncing perspective and plastic form, he arrived at a composition for-
mula reminiscent of an icon, the coarse texture of the surface clearly
revealing all the signs of a lengthy and laborious working process. Official
critics were harsh, and Munch was soon branded the enfant terrible
among young artists.

The mid-1880s were marked by a turning point both in his life and
his understanding of art; at the time, Munch socialized with a gang of
radical anarchists in Kristiania, who were admittedly a pale shadow of
the contemporary nihilistsin St. Petersburg?. By then, Russian literature
had earned the highest esteem, so it was not surprising that in 1883 Do-
stoyevsky's novel “Crime and Punishment” was translated into Norwe-
gian. It immediately caught Munch’s attention for its fathoming the
depths of the human psyche."Some pages are works of art in their own
right," he asserted in a letter to a friend®. Late in his life, looking back at
the 1880s, he pondered: “When will there be someone to portray these
times? It would have to be a Dostoyevsky, or a mixture of Krohg, Jaeger
and perhaps myself, capable of portraying this Russian period in the Si-
berian city of the Kristiania that was then, and by the way, is still now."®
Hans Jaeger was the chief figure of the"Kristiania Bohemians’, who was
even sentenced to imprisonment for a provocative roman d clef. Not only
did Munch paint Jaeger's portrait in 1889, but also, encouraged by the
Bohemians' programme, “Thou shalt write thy life", Munch started wri-

ting intensively.

France
Alarge one-man-show in 1889 earned Munch a state scholarship to com-
plete his training abroad, and he spent the following three winters in
France. The post-impressionist breakthrough and various anti-naturalist
experiments had a liberating effect: “The camera cannot compete with
the brush and palette solong asit cannot be used in helland in heaven™.
“Nightin Saint-Cloud” echoes the remorseful sentiment of Munch'’s
notes from his first winter abroad: in November he had received the
news of his father's sudden death. The image of a lonely figure in a dark
interior is rendered in deep blue tones, reminiscent of James McNeill
Whistler's nocturnal harmonies. The critics associated the work with the
fin de siecle concept of “decadence”. Munch began investigating impres-
sionist and pointillist idioms in his scenes from Parisian boulevards and
Kristiania's Karl Johan Street, and his brush captured the French Riviera
in all its sensuous beauty. In this first French period, Munch painted a
noble and austere portrait of his sister“Inger”, as well as the key image
of "“The Kiss", and the eerie"Evening on Karl Johan". The latter clearlyillu-
strates the current shift from realism to symbolism:“Symbolism — nature
moulded by one’s state of mind"®. The main street of the Norwegian ca-
pitalis turned into a nightmarish setting for a tragic mood of urban mo-
dernity. A similaratmosphere is to be found in the famous breakthrough
novel"Hunger” (1890) by one of Munch's acquaintances in the1890s, the
writer Knut Hamsun. Hamsun was also a great admirer of Dostoyevsky;
with his early novel"Hazard" (1889), he was even accused of plagiarising
Dostoyevsky's novel “The Gambler”. In 1892, Munch would capture the
gambling mania at the casino in Monte Carlo in both words and images.®

Berlin

In 1892, quite unexpectedly, Munch received an invitation to exhibit in
Berlin. A formidable scandal ensued, creating a name for Munch in the
German capital. Deciding to remain in the city, he became part of an il-
lustrious circle of artists and intellectuals who gathered at"The Black Pig-
let”, which included the Swedish dramatist August Strindberg and the

Polish writer Stanislaw Przybyszewski. In this stimulating environment,
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he developed his own brand of expressive symbolism, creating some of

"o "o

his most famous images, like"Starry Night”,"The Voice”,"Death in the Sic-
kroom”,"Woman","Anxiety”, and“Vampire”. Making up for a ruined origi-
nal, Munch painted two new versions of “Puberty”, the captivating image
of a naked young girl sitting on the edge of a bed: confronting the viewer,
she protectively covers her genitalia, an ominous dark shadow rising be-
hind her.2®

The iconic version of “The Scream” was also painted in Berlin. All
traces of realism are gone, the landscape is turned into a flat patchwork
of colours, while wavy lines suspend all sense of stability, and the main
figureisturned into a primitive sign confronting the viewer as primordial
terror. Like the prose poems produced by his literary friends in Kristiania,
Munch provided the image with a corresponding text, describing an ex-
perience where a sunset seems to trigger a terrifying revelation: "l was
walking along the road with two friends — the sun was setting ... | felt as
though avast, endless scream passed through nature* Commentsand
interpretations of this arguably best known of his works abound; not-
withstanding a variety of opinions, there is concensus on the crucial
aspect of the image — its unique capacity to elicit a deeply personal res-
ponse.*? “The Scream”was included in a thematic series“Love”, a precur-
sor to Munch’s Frieze of Life.

In 1895, a large exhibition in Kristiania created a real stir. Munch'’s
poet friend Sigbjern Obstfelder passionately defended him when his
mental sanity was questioned in a debate. It also made a deep impres-
sion on Munch when the dramatist Henrik Ibsen, now an international
celebrity, visited his exhibition, offering his sympathy and encourage-
ment. Later, Munch would contend that his painting“Woman" (1894) had
been a source of inspiration for Ibsens's last play, “When We Dead Awa-
ken”. The National Gallery acquired his “Self-portrait with a Cigarette”,
the veryimage that had prompted the discussion on Munch's sanity: the
delicate hand holding the cigarette indeed seems to tremble from the
hypersensitivity of this aristocratic mortal, emerging from a mysterious
blue mist. The centre of controversy in the exhibition was“Woman Ma-
king Love”, the iconic"Madonna”."Moonlight glides over Your Face — full
of Worldly Beauty and Pain,” Munch wrote inan accompanying text, “For
itis Death offering its Hand to Life —a Chain linking the thousand Gene-
rations that are dead to the thousand Generations to come."“To me his
Madonna picture is the very embodiment of his art,” Obstfelder com-
mented,"| believe one would have to go to Russian literature to find such
a religious perception of woman, such a glorification of the beauty of

pain.t®
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Prints and Paris

“Madonna” was turned into a lithograph in 1895, as was “The Scream”.
Another significant lithograph from the Berlin period is “Self-Portrait
with a Skeleton Arm”, in which the round collar lends a priest-like quality
to the head, luminescent against the velvety black background. The
name and year inscribed in the upper part reads like an epitaph, in kee-
ping with the sombre memento mori of the skeleton arm at the bottom.
Aformal likeness with a particular woodcut by the Swiss artist Felix Val-
lotton has often been pointed out — moreover, it's hardly coincidental
that Valloton’s print is a portrait of Dostoyevsky.

Munch's first attempts with graphics were intaglio prints based on
some of his painted subjects. He soon turned to lithography; moving to
Paris in early 1896, he had access to the best printers in the trade. While
painting a new version of “The Sick Child” for a Norwegian collector,
Munch also created a lithograph of the subject, singling out the girl's pro-
file head. It was executed in a variety of subtle colour combinations, and
ranks high in Munch's oeuvre. In a creative take on his woodcuts, he
would partition the blocks with a fretsaw in order to print several colours
simultaneously, akin to procedures used by Paul Gauguin. A good exam-
pleis provided by Munch’s many individual, slightly different versions of
“Towards the Forest”, which are as simple and evocative as they are sin-
gularily aesthetically subtle. In Paris, he made graphic portraits of several
poets and programme posters for two Ibsen productions at the Théatre
de LOeuvre, while a commission to illustrate Baudelaire’s“Les Fleurs du
Mal” did not go beyond its initial stages. In 1897, Sergei Diaghilev, the fa-
mous impresario and “mid-wife” of modern art, staged an exhibition of
Scandivanian art in St. Petersburg, including Munch's self-portrait from
1895. In a letter to Munch, Diaghilev implores the artist to also support
the inclusion of the new version of “The Sick Child” in the exhibition.*4
"Who this Diaghilev is, nobody seems to know," writes"Aftenposten”, the
leading newspaper in Kristiania, clearly sceptical of this strange Russian
and his self-willed choice of artworks. Diaghilev favoured the newest of
the new —"one is tempted to say, the unfinished,” laments the critic, re-
peating “"Aftenposten™s recurring critique of Munch's art.*®

Turn of the Century

At the turn of the century, a time of restless experimentation, Munch
was increasingly preoccupied with his Frieze of Life project, producing a
number of large and decorative canvases.“Metabolism", provided with a
wooden frame with carved reliefs, was first exhibited as"Adam and Eve”,
testifying to the important role that the biblical myth of the fall of man
played in Munch'’s pessimistic philosophy of love. Echoing his pietistic
upbringing, titles such as“The Empty Cross” and“Golgotha” (both c. 1900)
also reflect metaphysical currents of the late 1890s. Munch’s"The Dance
of Life"isa daring and deeply personal take on the synthetist style of the
Nabis, as well as a revitalized version of his own“Woman"from six years
earlier. Painted at the very turn of the century, a series of landscapes from
the Kristiania fjord, decorative and sensitive studies of nature, represent
highlights of Nordic symbolism. The following summer, in Asgardstrand,
Munch painted the classic and suggestive “The Girls on the Bridge” - his
most beloved motif.

Success and Crisis

In the early years of the new century, Munch’s career was gradually be-
coming established in Germany. Exhibiting at the Berlin Secession in1902,
he presented a“"complete” Frieze for the first time:“Seeds of Love”,"Love’s
Blossom and Decay”,“Life’s Anxiety” and“Death”.*® Portraits now compri-
sed a significant part of his output, bringing the artist some financial sta-

bility. The group portrait“Dr. Linde's Sons” is a masterpiece of modern
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portraiture, commissioned by a truly invaluable supporter. But such ar-
tistic success was accompanied by personal discord: Munch was suffering
the after-effects of a traumatic love affair that had ended with an acci-
dental shooting in 1902, after which one finger on his left hand was per-
manently crippled. His obsessive thoughts were quieted by alcohol.
In1906, following the death of Henrik Ibsen, Munch was commis-
sioned to make set designs or“mood sketches” for Max Reinhardt’s pro-
duction of"Ghosts” at the Deutsches Theater in Berlin. Munch'’s revealing
“Self-Portrait with a Bottle of Wine” from this period clearly suggests a
kinship with Osvald, the main character in Ibsen’s drama. While Gustav
Schiefler was busy cataloguing the graphic works of the rising star,
Munch himself was spending more and more time at various spas in Thu-
ringia trying to come to grips with his alcoholism and deal with his ner-
vous condition. The summers of 1907 and 1908 were spent in
Warnemtuinde on the German Baltic coast, where Munch’s momentous
project was "Bathing Men", a provocative vision of masculine strength
painted in a constructive, Cézanne-like fashion. His personal crisis reac-
hed a critical point, however, and Munch was eventually forced to admit

himself for eight months' treatment at a Copenhagen clinic.
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Return

Finally returning to Norway in 1909, Munch settled in the coastal town
of Kragere. The National Gallery in Kristiania acquired a considerable
number of his works, confirming his belated recognition in his native
land. With his creative approach to external reality, Munch translated
the rugged coast and pine forests into paintings with a new boldness
and vitality.

The 1912 Sonderbund exhibition in Cologne was the first compre-
hensive presentation of European modernism, and Munch was hono-
ured with a room of his own there; 20 years after the scandal in Berlin,
he was raised to the level of Van Gogh, Gauguin and Cézanne as one of
the pioneers of modern art. At home, he continued to experiment and
to expand his range of subject matter; sunbathers, farmers, workers and
animals were prominent subjects for some time. When his decorations
at the University’s festival hall were inaugurated, Munch purchased the
estate of Ekely on the rural outskirts of the capital and moved there. The
four volume publication“Edvard Munch: Collected Paintings I-IV" (Gerd
Woll, 2008) reveal the vast body of works from this late period: portraits

of friends and collectors, rural landscapes, and nudes. His fascination
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with Henrik Ibsen never waned: a large number of drawings are related
to“Peer Gynt”, woodcuts to “The Pretenders”, while quite a number of
drawings, graphic works and paintings are more or less explicitly related
to“John Gabriel Borkman”. Another significant category is his late self-
portraits. In the entirely casual looking and comparatively lesser-known
“Self-Portrait in Hat and Coat” all attention is drawn to the detailed and
expressive face. The monumental “Towards the Light”, or“The Human
Mountain” preoccupied Munch for many years; the composition harks
back to the symbolism of the 1890s and echoes his written statements:
“My art gave meaning to my life. Through it | searched for the light and |
felt | could bring light to others.""

For Munch’s 7oth birthday his lifelong friend, the art historian Jens
Thiis, published a monumental biography of the artist. "“Dostoyevsky's
importance to me has been beyond measure. More than many others
put together,” Munch pointed out emphatically in a letter to Thiis.“Ibsen
and Dostoyevsky, | believe they were the mostimportant® Living in re-
lative seclusion late in life, Munch was lucky to have friends who shared
his passion for the Russian writer. “Crime and Punishment” had been a
continuous inspiration since the 1880s*°, and on numerous occasions
Munch expressed his affection for“The Brothers Karamazov”; however,
“Prince Myshkin” (The Idiot) seems to have struck the deepest chord.?®
“Djaevlene”, a Danish edition of “The Devils” (The Possessed) was on his
bedside table when he died.?*
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In the ceremonial “Self-portrait Between the Clock and the Bed",
the artist stands upright beside the grandfather-clock, depicted without
hands, as if to signal his final retreat from this world. The conspicuous
bed becomes charged with references to the pivotal moments in the
cycle of life: birth, sickness, love, and death. In the room behind the old
artist, his artworks are bathed in a golden light. Over the bed, behind
the door, hangs the bluish study of a nude; the humble figure is also de-
picted — twice! - half-way up the mountain in the programmatic “To-
wards the Light".?> Munch actually had this painting hanging over his
bed; it was given the title"Krotkaja”, after a short story by Dostoyevsky.3

1 Munch Museum (subsequently MM) N 2759, 3r

2 The diary of Laura Munch, May 1884, MM archive

3 Edvard Munch: “Livsfrisens tilblivelse”, Oslo 1928, pp. 9-10

4 The image of the Russian nihilists given by Norwegian media was not without an element of
romantic fascination. See Frank Hgifedt: ‘The Kristiania Bohemia reflected in the art of the
young Edvard Munch’, in"Edvard Munch. An Anthology” (ed. Erik Merstad), Oslo 2006.

5 Letter from Munch to his friend Olav Paulsen, dated March 111884. Copy in MM

6 Quoted from Ragna Stang: “Edvard Munch. Mennesket og kunstneren”, Oslo 1982, p. 51.

7 Munch's aphorism, formulated e.g. in MM N 570

8 From sketchbook dated 1890-1894: MM T 127

2 More on the relationship between Dostoyevsky's novel and Munch's texts and images in Allison
Morehead: “Are there bacteria in the rooms of Monte Carlo? The Roulette Paintings 1891-93", in
“Munch becoming'Munch” (cat.), Munch Museum 2008, pp. 121

19 The Munch Museum presented an exhibition centred around their version of “Puberty”. See"Ed-
vard Munch. Pubertet/Puberty”, Munch Museum 2012

LogmT 2760-561

12 Suggested literary inspiration include Nietzsche, Sgren Kierkegaard, the Bible —and Raskol-
nikov. For the latter, see Arne Eggum: "Livsfrisen fra maleri til grafikk’, Oslo 1990, pp. 234-235

13 Sigbjern Obstfelder: “Edvard Munch. Et forseg”, Samtiden, 1896.

14 Undated letter from"Serge Diaghilew” to Munch (“Mon cher Munch .."), written on stationery
marked“Victoria Hotel, Kristiania”, MM. Preparing for his exhibition, Diaghilev visited the Nor-
wegian capital in summer1897.

15 “sKandinavisk Udstilling i St. Petersburg”, in“Aftenposten” (Aften), October 281897

16 Munch's Frieze ("Eiene Reihe von Leben-sbildern”) was presented under these four headings at
the exhibition in Berlin.

T MM N 539

18 Undated draft of letter to Jens Thiis (c.1932), MM N 2094

998 1891, Munch received a book from a Danish poet friend. He informs him that the book is
included in his“little library”, consisting of “the Bible, Hans Jaeger and Raskolnikow".

Letter from Munch to Emanuel Goldstein, dated Feruary 21892 (MM N 3034).

20 stated in Hans Dedekam: “Edvard Munch”, Kristiania 1909, p. 24, and confirmed in“Edvard
Munch som vi kjente ham” (see next note), by Professor K. E. Schreiner, Munch’s doctor, and
Johs Roede.

21 See)ohs Roede:'Spredte erindringer om Edvard Munch’, in“Edvard Munch som vi kjente ham.
Vennene forteller”, Osl0 1946, p. 52. See also Martin Nag: 'Dostojevskij og Munch’in“Kunst og
Kultur”1993, no.1, note1, p. 54.

22 A photograph (B 3245) confirms that the blue nude was attached to the huge canvas at some
point. See"Collected Paintings”, Vol IIl, p. 847.

23

Dostoyevsky's story“Krotkaja” was published in Norway in 1885; a new edition was published in
1926, with the title“Skriftemal” (Confession). According to Munch's friend and lawyer Johs
Roede, he was the one to suggest the title"Krotkaja” for the painting, approved by Munch. See
above: Johs Roede (1946), p. 53.
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