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LOVELY LADIES STROKING STRINGS:

DEPICTIONS OFHUQIN IN CHINESE EXPORTWATERCOLOURS

COLINHUEHNS

Royal Academy of Music, London

Comparatively little is known about the evolution of the Chinese family of bowed instruments known
collectively as huqin. The sources from which their history could be constructed include representations of
them in the visual arts, references in literature and theoretical treatises, and surviving examples themselves.
This paper focuses on one genre of art, namely, Chinese export watercolours, which is particularly rich in
depictions of huqin, and discusses how far our knowledge of both these instruments and this type of art is
informed by this examination. Its structure is as follows: firstly, a brief description of huqin and the technique
used for playing them; secondly, a general account of their depiction in the visual arts; thirdly, an introduc­
tion to export watercolours; fourthly, detailed treatment of a series of these paintings depicting huqin; and,
finally, conclusions. Reproductions of the vast majority of the pictures included here have, as far as I am
aware, never been published before still less so the connection between them observed and their importance
in illuminating the history of huqin discussed, in sources either in English or Chinese.

THE INSTRUMENTS OFTHEHUQIN FAMILY. HuQIN. Nowadays, huqin is a generic term for the principal
family ofChinese bowed instruments.' Their unique distinguishing characteristic is that the bow-hair is inser­
ted between the strings- usually two- one ofwhich is stroked by the inner face of the bow-hair and the other
by the outer.2 A diagram of the modern erhu, at present the most widely played member of the family, is
given in figure 1, and it is also shown in action in the author's hands in figure 2.

Briefly, huqin are constructed with a small sound-box - usually cylindrical or hemispherical- overwhich,
at one end, either a snakeskin or wooden plate has been fixed. A spike passes through this sound-box and
extends vertically upwards, and two or more tuning pegs, depending on the number of strings, are inserted
into its upper end. The strings run from these pegs, usually through a restraining loop or qianjin, over a small
bridge placed on the snakeskin or wooden plate, and are attached to the lower end of the spike as it emerges
from the sound-box at the base of the instrument. Most huqin are held vertically on the left hip and bowed
horizontally with a bamboo and horsehair bow.

Nowadays, there are perhaps forty variants of huqin played in different parts of China, and others are
also to be found amongst the indigenous peoples of Mongolia, Korea, Japan and southeast Asia, regions
where the influence of Chinese culture has always been strong. The principal modern Chinese members of
the clan are the erhu, gaohu, zhonghu, banhu, jinghu and sih; however, of these, only the gaohu, banhu and
jillgllllwill be described in detail here as only these appear in export watercolours.

GAOHu. Until the early twentieth century, erhu and gaolwere indistinguishable, and it is only in their
evolution in the period subsequent to the 1920s and the reforms of Liu Tianhua (1895-1932)' and his collea­
gues that they have developed into their modern separate identities; even so, differences between them are
still slight. Both are snakeskin-fronted and employ a cylindrical wooden sound-box. Because the modern
gaohis associated with repertories from south China, which is where most export watercolours were pur­
chased, all the depictions of snakeskin-fronted huqin of this type included herewill be categorised as "gaohu".



• ··tie ofHuqin in Chinese Export WatercoloursColin Huehns, Lovely Ladies Stroking Strings: Depictions o)

snakeskin (qinp)

1. Diagram of the modern erhu.

When played, the modem er/111 is always wedged firmly on the left hip bone. The snakeskin membrane
of the instrument points squarely towards the player's right in order that the bow-hair, when stroked horizon­
tally, cuts the string at an angle perpendicular to the front face; the more exact this perpendicular is, the better
the tone. Fixing the sound-box directly on the hip bone ensures that it is held as securely as possible - itself
a prerequisite for good string playing of whatever instrument or culture - and allowing it to drift down the
thigh is poor technique which will be sternly corrected by any competent teacher. The torso is held erect and
the spike vertical. When in action, mostmodem players do not cross their legs as this restricts freedom ofmo­
vement, though this technique is used by some.

The modern gaohis also usually wedged on the left hip in the same manner as the erh. A minority of
players, however, adopt the more traditional posture of gripping it between the knees, as is shown in figure
3. This has little effect on overall technique, and good players can use either method; however, most still
prefer to hold all their huqin in the same way - fixed on the left hip- as this avoids unnecessary adjustment
when changing between members of the family; in addition, placing the instrument between the knees forces
the back to lean slightly forward, which can be uncomfortable for long periods of time; and, as it is gripped
more firmly in this position, its vibrations are reduced, and its sound can be slightly muffled. To reduce the
latter problem, many modem gao/111, such as that shown in figure 3, are equipped with a protective wooden
plate which can be screwed to the front rim of the sound-box if this playing position is to be adopted.

The modern erhu is very much an invention of the period since the 1920s. Responding to the demand for
an instrumentwith a louder sound which could dominate the concertstage and flourishwith its new concerto
repertoire, a number of important innovations were made to huqin design. In fact, because the modern erht
repertoire has all been composed with the contemporary version in mind and contains no examples ofmusic
which pre-date the reforms of Liu Tianhua, very few older specimens are still in regular use in mainland
China, though some still survive inmuseum collections there as well as elsewhere.'This means that the music
played by the instrumentalists shown in the watercolours reproduced here is, and probably will always re­
main, largely a mystery.
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2-3. The author playing the erhu (left) and the moderngaohin the traditional manner inserted between the knees (right).

Figure 4 presents two typical instruments side by side - a modem reformed model (left) and an earlier
example (right) - in order to illustrate the differences between them.' The former, that also shown being
played in figure 2, is the one I normally use when performing and teaching, and is a fine specimen from the
workshop of Lil Jiehua in Beijing, made from the heavy, close-grained tropical hardwood padouk. The latter
is from the Edinburgh University Collection of Historic Musical Instruments, probably dates from the late
eighteenth or early nineteenth centuries, and is made from a much lighter, open-grained oak-type wood.7 It
has a smaller sound-box, shorter spike, and pegs which are not perpendicular to the spike but instead point
slightly towards each other, which compares with the Lu Jiehua's model where- as with virtually all recent
huqin - the pegs are inserted at right angles. In addition, like all old examples, it lacks the supporting stand
attached to the base of the sound-box found on the vast majority of modem versions. As is common practice
today, Lu Jiehua's erhu shown here is supplied with metal strings, whereas the older has remnants of the ori­
ginal silk strings still attached to it. Silk strings were replaced by metal strings in the period from about 1900
onwards and have long since fallen completely out of use." More than any other factor, string type affects the
timbre of an instrument: silk makes for a deeper, more mellow, but more muffled sound, whereas that of
metal is brighter, louder and more vibrant, and the strings are also much less prone to snapping and going
out of tune.

J
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4-5. From left to right, a modern erhu (workshop of LU Jiehua, Beijing); a late-18th- or early-19th-century gaoh(Edin­
burgh University Collection of Musical Instruments, inv. no. 439); a mid-19th-century mid-voiced banh (Edinburgh
University Collection of Musical Instruments, inv. no. 435); a late-18th- or early-19th-century high-voiced banh
(Edinburgh University Collection of Musical Instruments, inv. no. 434); and a modern high-voiced banh (Lu Jiehua).

Although a comparatively modern invention, and not depicted in album paintings, for the sake of com­
pleteness, briefmention should be made here of the zl1011g/111,' a snakeskin-frontedmember of the clan slightly
larger than the erhu, which is tuned lower pitches and thus more-or-less the "viola" of the family, and now
associated mainly with Mongolian repertories.

BANHu. Cousins to the erhu and gaohu are the banh. There are two main modern versions of this instru­
ment: mid- and high-voiced; figure 6 shows the author playing the latter. They differ from the erlm and gaolm
simply because they employ a wooden sound-board instead of a snakeskin membrane," which makes for a
less mellow, sharper and more penetrating tone. This plate is usually made from an untreated, light-coloured
close-grained piece ofwood which can be clearly differentiated from the darker hues of the rest of the instru­
ment. In addition, the orthodox modern banhu sound-box is not normally made from wood, as it is with the
erhu and gaohu, but rather from a hollowed gourd or coconut shell on to which the wooden face has been
fixed, and thus it is usually hemispherical in shape, not cylindrical.

In order to help produce the banht's typically brighter sound, its bow-stick is usually made from thicker
and more robust bamboo than those of the snakeskin members of the family. It also has a shorter spike, into
which its pegs are normally inserted laterally from the left side (as viewed from the front), pointing sideways
towards the player's face, by contrast with which, erhu, gaoht andjinghu pegs all point backwards, parallel
to the cylindrical sound-box. Onmany modern banhu, such as that shown being played in figure 6, the strings
are each wound on to a metal screw thread mechanism drilled into the end of the spike. By comparison with
snakeskin-frontedhuqin, thiscauses the string angle relative to thespike to be altered, thus making the restraining
loop or qianjin redundant, and this is normally replaced by a small wooden "nut" which performs the same
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6. The author playing the modem high-voiced banhu.

function, that of stopping the strings. On modern instruments, this nut is normally considerably lower on the
spike than the qianjin on the erhu orgaohu, thus making the vibrating area of the strings much shorter, however,
like them, the banhu is still held wedged on the lefthip with its face angled towards the player's right and bowed
horizontally.

Figure 5 contrasts three banhu: on the right is the same high-voiced model as that shown being played in
figure 6 and, like my erhu and gaohu, also a fine instrument from the Lil Jiehua workshop which I regularly
use; those in the middle and on the left are high- and mid-voiced banhu from the Edinburgh collection and
date from the late eighteenth or early nineteenth andmid-nineteenth centuries respectively." Again, themost
strikingcontrast is between the darker, heavierwood of themodern example and the lighterwood of the older
Edinburgh specimen. The pegs of the latter, as with those of the Edinburgh gaohshown above in figure 4,
arenot inserted perpendicularly to the spike but instead point slightly towards each other. The later Edinburgh
mid-voiced banhu, with its darker colouring, more closely resembles the modern instrument in general
appearance, though it should be noted here that its violin-type pegs and bridge are almost certainly in­
authentic. Nonetheless, the pegs of all these banhu - both modern and old - are all inserted from the left side,
as is the case on virtually all surviving banhu of whatever age.

Neither of the Edinburgh banhu in figure 5 possesses metal screw thread mechanisms on to which the
strings have beenwound, and instead, on both, a groove has been gouged from front to back through the end
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7. A late-18th- or early-19th-century jinghu (Edinburgh University Collec­
tion of Musical Instruments, inv. no. 441).

of the spike, and the strings are wound on to the pegs as they pass through this groove. Just below the pegs,
the wooden nut over which the strings pass still survives on the Edinburgh high-voiced ba11/111, placed much
higher on the spike than it is on the modem instrument.

Also important in figure 5 is the S-shaped Edinburgh bow, with its highly arched curve, most acute at
the point, tapered towards the heel, a contour typical of early huqin." As a rule of thumb, the older the bow,
the more convex it is, and surviving examples from the late eighteenth century- probably the oldest still in
existence today - tend to have this sort of more marked curve. Over the next two centuries this arc has gra­
dually flattened to produce the virtually straight or even slightly concave sticks of today. In fact, this trend
is consistent enough to be extremely helpful in dating old huqin.

ffNGHU.The vastmajority of the exportwatercolours I have found during the course of this research depict
either the gaohu or banhu; only one includes a jinghu [fig. 31], a special member of the huqin family nowadays
used almost exclusively as an accompanying instrument for BeijingOpera."The smallestmember of the clan,
it employs a snakeskin membrane, and the modem sound-box is a hollowed bamboo tube, as is the spike.
Because it is small and can be easily controlled by the left hand, it is normally balanced on the left thigh rather
than wedged on the hip bone. Figure 7 shows a late-eighteenth or early-nineteenth-century jinghu from the
Edinburgh collection, whose spike, like those ofmost olderexamples, is made ofwood, not the bamboo more

10
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8. Close-up of the modern er/111 bow-hold; the author's hand.

prevalent today. Its bow evinces a marked arc similar to that of the Edinburgh bow in figure 5, and, like most
old huqin, its pegs are not perpendicular to the spike but instead point slightly towards each other. Like the
Edinburghgaohu and high-voiced banhu shown in figures 4 and 5respectively, the tip ofits spike is also colour­
ed a lighter brown than the rest of the instrument, indicating, along with other features, that these three speci­
mens belong to a set and have a similar provenance, unlike the mid-voiced banhu in figure 5, which is a later
addition to the collection.

OTI-!ERHUQIN. Although they do not appear in the export watercolours under discussion in this paper,
for the sake ofcompleteness, briefmentionwill bemade here ofsome of the other members of the huqin family.
One of the most interesting of these is the four-stringed sil," old examples of which dating from the late
eighteenth century onwards still survive in severalmuseumcollections, including that in Edinburgh."Nowa­
days, the si/111 is almost exclusively connected with the music of the Mongol national minority of the Autono­
mous Region of Inner Mongolia; however, the evidence from depictions in the visual arts other than those
discussed here and surviving examples in museum collections strongly suggests that it was once more wide­
spread across China than it is today, though perhaps it was still rare or non-existent in Canton - many hun­
dreds ofmiles away from its Mongolian heartland - the city where most export watercolours were produced
and purchased.

Othermodern huqin include various regional types, for example, leihu fromTianjinand zhihu from Zheng­
zhou in Henan province, 17 both ofwhich are larger snakeskin-fronted members of the family. Some local ope­
ras use their own versions, for example, in Wawanqiang of Shaanxi province, the erxianzi,"a kind of banht,
is found in the accompanying ensemble. Modern experimental types include the snakeskin-fronted three-­
stringed sanhu," and, in addition, there are numerous variants played by the national minorities of China,
as well as others found in Japan, Korea and Southeast Asia.

MODERNHUQINTECHNIQUE. A summary of this as I studied it from the renowned virtuoso JinWei, pro­
fessor of erhat the Xi'an Conservatory, is included here for the sake of providing a modern yardstick against
which to measure the depictions in the export watercolours. The work of Liu Tianhua and others has helped
systematisehuqin - and most specifically erh -- technique into its modern form. Nowadays, these playing prac-

II
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- 1 - t - b k"lledteachersusinganarrayofetudesandpieces,andarestandardisedtices are taught in conservatoIres y sK f .:±, •

th I - f aded examinations, which means that, as a result, there are many ewer variations inrougn a senes o gr , . . . d f h .
this respect than pertain to the violin in the Western Classical tradition. This is partly a pro uct o t e restric-
tions created by huqin themselves - with the bow-hair between the strings, there are only a limited number
of ways that they can be successfully played in order to be effective as sound-producing apparatuses - but
is also a by-product of political and cultural centralisation. For these reasons, the technique described here
is very much the modem "Classical" way of playing as itis widely accepted to be and represents a consistency
which contrasts markedly to the situation prior to Liu Tianhua, when huqin lore was simply passed on from
master to pupil, resulting in a plethora of performance practices; it is primarily by usmg depictions in the vi­
sual arts that these older styles can successfully be reconstructed.

Figures 2,3 and 6 present respectively erhu, gaohu and banhu in performance; figure 8 is a close-up of the
main modern huqin bow-hold;" reference to these four pictures should be made in order to understand the
description ofhuqin technique given below. Thankfully, this technique is virtually identical on most members
of the family, and experienced players can exchange freely between models with ease - when giving recitals,
1 frequently use a series of different instruments in order to present the timbres and repertories pertaining
to each variant, and this is common practice. Although the description given here covers erhu, gaol and banh,
slight modifications are required for jinghu, sihu and some other huqin, but these are not discussed here as I
have not found any examples of export watercolours which depict thesemembers of the clan in performance. 21

A description of the posture required to play huqin has been touched on above. Briefly, er/,11, gao/111 and
banht are normally wedged on the left hip bone with the spike held vertically and the face of the instrument
pointing to the player's right. He himself should sit on the front edge of his chair with left leg slightly further
forward than right, though with the soles of both feet flat, or virtually so, on the floor. His spine should be
held erect, and eyes look forward; bending over the instrument is poor technique, though inevitable some­
times, and most players will occasionally succumb to this temptation- aswith all bowed instruments, the eyes
are often drawn to the contact point of bow with string, but this can cause the back to droop and should be
avoided.

The shoulders and neck are loosely supported. The action of bowing huqin should include the sensation
of opening and closing the muscles of the entire thorax with every stroke. The bow is stroked horizontally
with its stick resting on the body of the instrument, which means that it always cuts the strings at the same
point, and that, following the downward cylindrical curve of the sound-box, the stick will always be lower
than the hair. Even slightdeviation from a perpendicular anglebetween string and bowwill result in impurity
in the tone and must be avoided at all costs. Likewise, the bow-hair should cut the string perpendicularly to
the snakeskin in order to produce vibrations on the bridge which transmit themselves vertically into it, and
the more accurate this angle, the fuller and richer the tone.

Smoothness ofbow-speed is essential on all bowed instruments, and huqin are no exception. This can only
be obtained if all joints in the body are loose and interacting correctly, and, for this reason, the huqin bow-arm
IS kept as relaxed as possible. The forearm is supported horizontally, and the bow held loosely with the first
(index) finger curled around the stick and fingers two and three pressing the bow-hair in order that they can
regulate its tension during performance; the thumb rests on the stick, and the little finger has no function.

Good huqin technique requires bow-strokes to be led from the wrist. Fi, 2 3 d 6 II th h •ttin th tr' . id-tr k fi • 'gures , an a present e air
cu g e stung mn mu4-stroke; gure 8 shows the grip when the bow is at this position. However, at both
heel and point, the angle of thewrist alters significantly, always with thewristle di ·+4 b k ·
and changing direction before the hand and fingers. vrstuea mg e ow-stro e, movmg

In order that a fluentwrist vibrato and smooth position ch • I
ed - both essential features of mode techri th angngalong the spikecan beeasily accomplish­
than the elbow and hand. Infigu';[""""""e-'e erlu left arm is held with the wrist marginally higher, perhaps even very slightly t hi±hf .
posed pictures - and is at an angle most commonly encou t d . oo ug! tor normal playing - these were
along the strings has just been completed; that inf, ,""" immediately after a downward" glissando

· Igu is more suitable for ordinary usage
The strings of erhu, gaoht and banhu are all pressed with thefin« , •

along the length of the fingertip pad and not across it." e gertips, tl1estring passing as far as possible

12
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IN SEARCH OF DEPICTIONS OFHUQIN IN THE VISUAL ARTS. As a player and teacher of huqin, my interest
has naturally turned to examining their history. Because the modern erh began with Liu Tianhua and his
colleagues in the 1920s, since no music earlier than this date is in the repertoire today, and older instruments
no longer used, research into the earlier evolution ofhuqin relies mainly on sources other than those currently
employed as part of the modern tradition of playing. In other words, a thorough knowledge of this tradition
will not inform as to the history of huqin prior to Liu Tianhua, and in order to explore this the scholar must
turn elsewhere.

These other sources could include depictions in the visual arts, old photographs and moving image
footage, mentions in old novels and theoretical treatises, as well as surviving examples of the instruments
themselves. Of these, the first has always yielded the most fruitful results; there is, after all, a great deal of
Chinese art, stretching back for thousands ofyears, much of it easily accessible through books and in museum
collections, whereas old photographs and moving image footage can only inform on a more recent history."
Men lions in old novels, theoretical treatises and other printed material can be helpful, butwritten description
is no substitute for depiction when it comes to the study of physical objects and how they are employed, so
their use in the absence of accompanying illustrations is often limited, notwithstanding the problems of finding
such mentions in the first place. Surviving instruments are also important, but divorced from their original
setting and usually of questionable age and provenance, they often reveal little about playing technique, per­
formance contexts and repertories.26 In other words, from the outset it has seemed clear to me that only a com­
prehensive set of depictions of huqin in the visual arts could illuminate their history. Enthused with the pros­
pect, I set about the task of finding such a sequence with gusto.

Previously, as a violinist searching for equivalent material in Western art, I had embarked on a similar
quest and was quickly rewarded with many examples. For instance, medieval illuminated manuscripts fre­
quently yield musicians playing various sorts of fiddles amongst the decorative figures found in the margins
lo the main text; likewise, gargoyles on Gothic cathedrals were a fertile hunting ground. In fact, from the
Middle Ages to the present day, bowed instruments have been a common subject for depiction in the visual
arts of all kinds. Naively, I expected that a cursory glance at a few randomly selected books on Chinese art
would yield a similar crop, but I was sorely disappointed - I found nothing; Chinese instruments of all other
sorts were represented with great frequency, but not huqin.

Thankfully, at this point, I discovered literature on the subject in both English and Chinese which might
help me," and the depictions mentioned or reproduced in these texts did furnish me with the bones of a series
of pictures illustrating the history ofhuqin. Inspired, I delved once more into Chinese art hoping to find many
more similar examples, but again my expectations were not met. For instance, frequent mention is made of
the Yuan dynasty (1271-1368) mural in the tenth cave at Yulin which includes a huqin," so, taking this as a
starting point, I searched through every volume I could find of reproductions of similar "thousand Buddha"
cavemurals in search ofmore. There are many such books"most packed with hundreds of pages of illustra­
tions, often including representation ofmusical instruments of some sort, but, other than the aforementioned
example, only a mere handful ofquestionable instances ofhuqin. I began to realise thatmy guiding texts were
not showing the" tip of the iceberg", but instead were reproducing and discussing most or all the depictions
they could find and extrapolating data from them.

Curiously, the commonness of instances ofother sorts ofChinese traditional instruments in art of all kinds
and the relative paucity of representations of huqin stood in stark contrast to the post-1949 situation where
huqin are regularly depicted, and theerhu is probably themost importantChinese traditional instrument play­
ed, performed and taught. It seemed to me that there were a number of possible explanations for this state
of affairs. (1) Prior to Liu Tianhua, huqin were simply extremely scarce. In many cultures, because both the
technology employed to make bowed instruments and the technique required to play them are complex, they
are often much rarer than plucked ones;" perhaps this situation also pertained to Imperial China. (2) Noticing
the formulaic nature ofmuch ofChineseart, perhaps huqin had simply not entered into the rhetoric ofsymbols
which tradition dictated could be employed. In other words, there were plenty around, but it was simply not
the custom to depict them. But why? (3)Huqin carried with them cultural associations with the rural poor or
the dispossessed in society, and, for this reason, rich patrons did not want to view them on the art they com­
missioned, preferring instead other instruments, most particularly theguqin, the seven-stringed plucked zither
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redolentwith the Confucian notions of the scholar at leisure making music in order to commune with nature.
A combination of both the first and second explanations could certainly be deployed to account for the lack
of depictions of huqin in art in general, but if the third is also applied, the solution to my inabilityto find new
representations of huqin was obvious: I was simply looking in all the wrong places. I was searching through
"establishment" Chinese art- cave murals, scroll paintings, jade and ivory carvings, porcelain, vertical scroll
paintings and encyclopedias - when I should have been examining th': art of the underclass, that which
depicted ordinary life, and which by implication was less under the stultifying cultural and political control
of the elite. And when I did this, 1 started making my own discoveries of depictions of huqin -still few in num­
ber compared with the other Chinese traditional instruments - but discoveries nonetheless, and the richest
and most interesting crop of these was in export watercolour albums."

These volumes were produced for foreign consumption, so were untainted by any requirements that Chi­
nese patrons might make. The genre also forced artists to search around for material - if an album depicting
musicians playing instruments was to have maximum impact and sell for a premium price, then it had to have
as varied and as large a selection of pictures in it as possible. Therefore, no instrument could be omitted, and
huqin could also be included; the foreigner, after all, was unlikely to have thewit to regard this as unorthodox.

Other areas in the visual arts have also produced rich seams. In Chinese eyes, Western visitors lo China
formed part of this underclass, whilst European artists were also not constrained by the conventions ofChinese
art. I have collected a series of more than twenty examples of Western depictions of Chinese bowed instru­
ments- the vast majority of them huqin -which spans a period from the fourteenth to the micl-nineleenlh cen­
turies." The illustrated lithographed periodicals Dianshizhai and Feiyinggewere produced in the late nineteenth
century as light relief reading for the Chinese literati and, because of their deliberately risque content, also
represent huqin with relative frequency (about thirty times in all),33 as do a number of other contemporary
satirical magazines and journals." A few examples have come from illustrated Chinese printed books, espe­
cially erotic novels," andQing dynasty (1644-1911) horizontal scroll paintings and books showing street scenes
and processions. Export wallpapers and oil paintings also include some, but for reasons of space, these are
not discussed in this paper; I have found none on export porcelain. The most common association in all of
these - as evinced typically by exportwatercolours - is between huqin and the erotic: the musician in question
is usually a lady, oftenbeautiful and highly made-up. Nonetheless, in all cases, huqin are still represented much
more rarely than the other Chinese traditional instruments.

When theCommunists took power in 1949, the dispossessed became the ruling elite, and with them their
instrument- huqin - has also prospered and become dominant, now commonly painted, played and enjoyed
by all levels of the "new" society.

EXPORT ALBUMWATERCOLOURS were produced from the late eighteenth to the end of the nineteenth
century, mainly in Canton. A more comprehensive account of the genre is best left to those more versed in
the field,and this paper will restrict itself to a few observations pertinent to the depiction of huqin.

Export watercolours are particularly abundant inUKmuseum collections and often conspicuous by their
absence elsewhere. With Britain as China's main trading partner at the time, this should come as no surprise;
nonetheless, the disparity can be startling and may reflect different tastes both then and now. The British Mu­
seum alone possesses over four hundred Chinese albums, about a quarter of which are of the export water­
colour type, and other sizeable deposits are also to be found in the British Library, Victoria and Albert Muse­
um, Royal Museum in Edinburgh, FitzwilliamMuseum, CambridgeUniversity Library AshmoleanMuseum,
Bodleian Library, David Rylands Library in Manchester, and Hong Kong" Museum of Art.

Inmany cases, they languish forgotten in reserve collections, often uncatalogued, rarely, if ever, displayed
to the public. Some are ma poor state of repair, shoddily bound and damaged by mould." For some reason,
it would seem, exportwatercolours are often regarded as second-class, notworthy of display, by comparison
with porcelain of the same period which often fills many rooms in the various museums. I find this a great
pity, because these albums are gifted with a particularly human touch, the life they portray is that of the ordi­
nary person, and, as such, they engage the viewer in a manner which is direct and personal, and which, to
my mind, many other objects and artefactsoften fail to do. Perhaps that is why they so attracted their original
purchasers: they offer invaluable insight into China as it was a world which h · 1 d f II
recognition. " 1as since change out o a
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Export albums are usually themed according to their subjectmatter; "musicians" or"musical instruments"
are fairly common categories, and it is from these volumes that the examples depicting huqin reproduced here
have mostly been drawn; others include" trades and occupations","pedlars","costumes","shop signs","room
interiors" and "boats". One of the most recurrent is "punishments", usually painted with a particularly gory
verisimilitude, even if the unfortunate victim is often portrayed smiling as ifenjoying his gruesome experience.
Thestandard of theworkmanship varies greatly, and whilstmostof the pictures reproduced here are of a high
artistic quality, in some, the brushwork can be extremely crude. Usually, they were mass-produced in studios,
and several examples of each painting were often made, as can be seen here by comparing figures 9 and 10
with 26, 11 with 12, and 19 with 252

With a conspicuous absence of supporting data or signatures ofartists on the pictures themselves normally
the case, dating export watercolours can be problematic, though some can be ascribed to particular studios
or decades on stylistic grounds. For this reason, such information given here in this respect is simply a combi­
nation ofdetails found in museumcatalogues and my own guesswork buttressed by the results of consultation
with experts in the field, and is presented as plausible and nothing more. However, for the purposes of this
paper, this problem is a minor issue, and much more important is whatthe paintings actually show; after all,
they all fall well before the watershed in hqin history of the 1920s and Liu Tianhua's reforms. Thus, export
albums are, by and large, considered here to be a corpus of work as a whole originating from a particular
period.

Little is known about how the paintings under discussion here were acquired in the first place, but one
assumes that many were originally bought as souvenirs by visitors to the Orient. They are occasionally men­
tioned in contemporary accounts of the China trade, for example, Andre Everard van Braam I-Iouckgeest's
An Authentic Account of the Embassy of the Dutch East-India Company to the Court of the Emperor ofChina in the
Years 1794 and 1795" includes a lengthy Notice ofa Collection ofChinese Drawings, in the Possession ofM. Van
Braam, Author of this Work attached to the end of volume 2 of this book as a quasi-appendix. Amidst the many
export albums listed, on page 312, is one given as "a volume inwhich thirty-threecoloured drawings represent
a like number of women playing upon different musical instruments. From this volume we get a knowledge
of those instruments, and a good idea of the female dresses." This description points directly to the type of
album discussed in this paper, and, furthermore, it may notbe overly romantic to suppose that this quote may
actually refer to one of the volumes whose leaves are reproduced here.

In order to satisfyWestern tastes, Chinese painters mademanymodifications to conventional indigenous
watercolour techniques. The romantic hues of traditional "shanshui" [mountain-water] landscapes were re­
placed by a much cleaner, sharper and more objective style. Influenced byWestern portraiture, particular im­
portance was placed on moulding the "three-dimensionality" of the human form, most commonly through
careful attention to the folds in drapery and clothing [figs. 9 & 10]. Perspective in aWestern sense is sometimes
employed, for example, in figures 24-26, where the straight lines do indeed converge towards a vanishing
point; however, as will be discussed in more detail later, the carefully moulded figures depicted therein often
perch uncomfortably inside the landscape as a whole. Nonetheless, all the paintings included here exhibit a
certain finesse, a particular delicacy and fluency of brushwork which, to my mind, is still unmistakably Chi­
nese, and this remains their hallmark.

EXPORTWATERCOLOURS DEPICTINGHUQIN. Figures 9-31 present 23 examples of this genre of painting
which represent huqin, a sequence which includes most of those I have been able to find, and is the result of
an extensive search." Of these, thirteen adhere to a portrait style and depict only one or two people - mostly
ladies - usually without any background [figs. 9-21], though sometimes an item of furniture is also present,
a technique which concentrates the viewer's attention on the musicians in question but also causes them to
appear to hang in mid-air on the page. Two more adopt a similar attitude to perspective and composition,
though both include more people in the picture [figs. 22 & 23]. Three place ensembles of instrumentalists
against a fully-furnished background laid outmeticulously according toWestern concepts of perspective [figs.
24-26], but inside which the musicians are still the same carefully moulded exquisite shapes familiar from
figures 9-21, and, as a result, seem a little incongruous inside the overall geometric design. In subject matter,
figures 27and 28 are anomalous: the first represents a procession and is in the conventional, brightly-coloured
exportstyle, whilst the second presents an ensemble ofmusicians inside a boat and employs themore subdued
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9. A lady playing the gaohu accompanied by another on the wood-block.
Chinese exportwatercolour, early 19th century. Victoria and Albert Muse­
um, Far Eastern Department, 02253.1885. ©Victoria and Albert Museum.

hues of ink outline andwatercolour"wash".Figures 29-31 depict only instruments, meticulously and accurate­
ly, and adhere to an"encyclopedic" format reminiscent of the numerous albums which consist of sequences
of flowers, insects, fish, plants and so on. Figure 32 - still an export watercolour - includes a representation
of a bowed instrumentwhich is of aCentral Asian type and does notbelong to the Chinese huqin family,whilst
figure 33 is a contemporary photograph of an ensemblewhich contains an example of this kind of instrument
in performance.

Figures 9-33 are now each examined in turn. In particular, discussion will centre on how far they can be
regarded as accurate historical documents in themselves and towhat extentveracity may have been sacrificed
for the sake of aesthetic demands for beauty in art. In other words, what do they tell us about the history of
huqin and how far does this understanding inform our knowledge of the export watercolour style?

FIGURES 9 &10.These two leaves are examples of the same picture found in two different albums of ladies
playing musical instruments, one in the Victoria and Albert Museum, the other in the British Museum. The
design consists of a lady playing a gaohu accompanied by another striking a wood-block. Both are exquisite
fine examples of the early export watercolour style, lucidly painted, delicately shaded and expressively con­
ceived, yet still somehowunderstated -witness thevirtually expressionless faces. However, as with any dupli­
cates produced by master craftsmen, slight discrepancies between them serve to preserve the integrity of the
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10. A lady playing the gaohu accompanied by another on the wood-block. Chi­
nese export watercolour, early 19th century. British Museum, Department of
Oriental Antiquities, 1877,7-14,919. British Museum.

individuality ofeach album leaf, differenceswhich evince themselvesmost obviously in thecolours employed,
though are also evident in details of folds, moulding and shading on the ladies' dresses.

As with all the lovely women represented here playingmusical instruments, one can safely assume they
were practitioners ofwhatmighteuphemistically be called the"entertainment" industry."Those playinggao/111
in figure 9 and 10 would seem at first glance to be finely clothed, but compared to musicians found on other
leaves of both of the albums fromwhich these pictures have been taken, their dress and hairstyle are relatively
plain. As always with all Chinese ladies of the pre-Republican era, looking at the feet reveals most: those of
the gaohu player are normal-sized, unlike her partner striking the wood-block who has had them bound, and
they are rather small ones at that. As a rule of thumb, thesmaller the feet, the higher the status, whether prosti­
tute or not, unless the lady is of the rulingManzu race, whose women did not bind their feet, or one of several
other minorities similarly enlightened. In Canton in south China, where the vast majority ofalbum paintings
were bought, it can safely be assumed that there were very few Manzu ladies around, far away from their
distant heartland in the north, other than the wives of very high officials, who would certainly not have been
depicted holding a huqin. Therefore, the normal size of the feet found on the gaohu player in figures 9 and 10
confirms the association of huqin with the unwashed poor.
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11. A lady playing the gaohu. Chinese export watercolour, 1850-1870. Victoria and Albert
Museum, Far Eastern Department, 9168:3.Victoria and Albert Museum.

As with most watercolours representing huqin, here the artist has crafted a peculiar mix of the elegantly
beautiful with accurate depiction, usually in harmony, occasionally in conflict. The gao/111 itself looks very
similar to the contemporary model shown in figure 4: both are made with the same snakeskin face, thin, ele­
gant spike curving backwards towards a lightly-coloured tip and two pegs pointing backwards parallel to
a cylindrical wooden sound-box. The curve of thebow is similar to theScurve of the old huqin bows in figures
5 and 7, whilst the angle of the pegs to the spike even resembles the non-perpendicular insertion found in fi­
gures 4, 5 and 7.°

Two strings can be clearly seen, both painted white - the normal colour for the silk strings used on older
huqin - but there is no evidence of a qianjin (the loop which gathers the strings above the playing area on the
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12. A lady playing the gaohu. Chinese export watercolour, 1850-1870.
Ilfracombe Museum, ILFCM.8822. Ilfracombe Museum.

way from pegs to bridge). Its absence is a feature which will be noticed onmany of the instruments depicted
here, and whilst this may be an oversight on the part of the painter, it could also indicate that they were not
always employed. After all, there are to this day respectable traditions ofhuqin playingwhich do notuse them,
though they areoutside themainstream." None of thewatercolours ofhuqin players in performance reproduc­
ed here includes depiction of a qianjin, but figures 29 and31, which are simply detailed diagrams of the instru­
ments, do. Judging by the rarity of modern traditions without qianjin, the common survival of remnants of
themon old examples inmodernmuseumcollections, and themuchmore plausible construction ofhuqinwith
them than without, I am convinced that, in the vast majority, if not in all cases, their absence is simply an
oversight on the part of the artist.
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The lady sits well enough, with her back erect, left foot slightly in front of the right, and eyes looking for­
ward; however, her muscles seem curiously disengaged from the process of playing, expressing a casual,
almost disinterested mood, as can also be found on many of the paintings included here. These women may
be lovely to look at, and may be consummate artists, butwe sometimes feel a lack ofa sense ofmusical passion,
of physical commitment, in their playing: their arms seem to hang passively, rather than exuding a muscular
feeling of active alertness.

The gno/111 itself is not held on the left hip bone, as it should be according to modern technique as shown
in figure 2, and is painted only half-pointing to the player's right, less so than it would be today. Here, unsup­
ported by the block which is attached to the modem instrument, it is placed more-or-less between the thighs,
but not wedged, as itis in figure 3. In fact, if a gaohu were to be held as it is in figures 9 and 10, it would simply
fall off the legs, as there is nothing actually holding it in place. Again, we have a beautifully elegant picture,
but not an entirely accurate representation of performing practice. By comparison, the left hand fingers are
more precisely drawn and appear to be actually pressing the strings; however, once more, there are problems
- from a modern technical point of view, the left wrist is far too low. Keeping it at this angle produces a much
smaller, less passionate vibrato and precludes any significant degree of position changing along the spike (the
wider, more throbbing modemvibrato and frequent position changes are said to be products of the evolution
of huqin technique since the 1920s). This low left wrist is a feature which will be noticed on most of the album
paintings included here, which strongly suggests that it was once characteristic ofcontemporary performance
practice. However, even so, the situation is still less than clear-cut although many early photographs also in­
clude this feature, when asked to sit for a painter, or for the long exposure time required for early photographs,
a player might well allow his wrist to droop naturally, simply because he is not actually moving; when alert
and in action, his wrist is raised in the modem manner.

The bow-hair cuts the string perpendicularly just above the sound-box, at the same point and at an
identical angle as itwould for themodemplayer; however, given the construction and mechanics of the instru­
ment itself, this is probably the only place possible - gravity will always make it most efficient for the hair
to be positioned here when it is in contact with the string. The stick rests on the sound-box, which also concurs
with modem technique, and although the actual bow-hold is difficult to ascertain, it would seem also to be
identical [fig. 8]. The index finger has released itself from the stick, a technical quirk which sometimes happens
naturally just after bow direction has changed from a down- to an up-bow at the point, all of which is well
observed by the artist. In fact, the gentle poise of the bow-arm, with the forearm lifted but not the elbow upper
arm or shoulder, gives the impression of the fluency of a master player, if not an especially passionate one,
and comprises a gentleness of depiction which in itself is part of the export watercolour style.

FIGURES11 &12. Like figures 9 and 10, these two leaves are also two versions of the same design; however,
this time, the differences between them- dress, colour, face, hairstyle- are more evident. Figure 11 is the finer
version - the decoration on the clothing is richer and the moulding more sensuous - nonetheless both ladies
a"or%""v""%1et- Byway of background, both include a tabie positioned to the player's right, on which
IS p ace. a vase of lowers. The problems dealing with perspective experienced b some ex ort album artists
are particularly evident when examining the angles and straight r f th" y p ct
crude by comparison with the· t tic , Ines ot is table, which seem clumsy anIntense poetic concentration on the musician' f fi 11 d th e
expressively anxious look in figure 12; b t th" tofi stace m tigure an he mor
album style and is also part of its cha:m.u is sor o mcongruous superimposition is typical of the export

Like a Madonna bent over a baby Jesus, she strokes her belo .. .
a player in action drawn to look downwards at the iv st«, ved huqin, the angle of her head typical of

emnst ument by an irr • tibl • • tithe lady in figures 9 and 10, here we have mu h th . . es1s e magnetism. Less static ian
cI more e impression of mus' kG. :Her legs are crossed Eve th h II . .a. sIc-making in progress.• n oug a smai minority of modern I t

majoritypreferthephysicalfreedomwhichuncross di Payers employ this technique, the vas
h. I . . . e egs encourages· how • II if I I ,er crosseshis legs, it is with the left crossed over the right, the il ever,mall cases,1;a modern pl}

and makes it easier to wedge the instrument on 4??""""Pae other way around, as this raises the left thigh
have experimented with this position and simply 2,"p,P"pg,Jersos has her right crossed over her left. I
th rtist "±dth <cannot make itwork. AIlthib th 44e artist noticed that huqin players sat with crossed le b s, " Mus egs the question as to whether
or was he depicting anotl1er contemporary techni u:~ht~sunply mistook which was crossed over which,

q ich has since fallen into disuse? Figures 17, 20 and

20



Music in Art XXVIII/1-2 (2003)

13, A pedlar selling huqin and flutes. Chinese export watrercolour, c.1790. Bri­
tish Museum, Department of Oriental Antiquities, 1962,12-31,08.19. British
Museum.

24 also present huqin players seatedwith crossed legs, and in all three cases it is also the rightwhich is crossed
over the left; in none of the pictures included here is the reverse to be found; however, old photographs and
other depictions in the visual arts reveal either way to be possible, all ofwhich means that we have no reason
to discount the painters of export watercolours as inaccurate in this respect.

Her instrument is snakeskin-fronted and similar to the gaohu of figure4; however here, not only is it placed
between the legs, but itis also angled with its face pointing forwards away from the player's body. This posi­
tion is common in export watercolours, often found elsewhere in the visual arts, and even more difficult for
the modern player to understand: angling the sound-box facing outwards but still bowing horizontally across
the body parallel to the snakeskin produces a weird and undesirably unpleasant sound, as the only possibility
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14. A pedlar selling huqin and flutes. Chinese export watercolour, c.1790. David
Rylands Library, Chinese album 52/29. David Rylands Library, University of
Manchester.

when instrument and bow-hair are so placed is for both strings to be stroked simultaneously - playing either
independently of the other is not feasible. It is a simple fact that the instrument functions best when its face
points to the player's right and the angle of the bow cutting the strings is perpendicular to the snakeskin face
or wooden plate, stroking either the inner or outer string. Surely, in this case, the enthusiasm of the artist to
display the front of the sound-box for the purposes of revealing its playingmechanism has allowed his repre­
sentation to become somewhat divorced from reality.

A closer examination of the sound-box reveals another aspect where the artist has depicted with a lack
of accuracy. On all modern and old gaohu I have ever played or examined, the spike is inserted into the cylin­
der near the snakeskin face and not at the other end, but in figure 12, it is clearly positioned towards the back
end; in figure 11 less so, but it is still inserted too far away from the snakeskin.
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15. A pedlar selling huqin and flutes. Chinese export watercolour, c.1790. British Museum,
Department of Oriental Antiquities, 1877,7-14,939. British Museum.

Once more, the left wrist is lower than it would be today; however, the left hand is positioned with the
first (index) finger raised and the other three pressing thestring, adopting a position typical formany different
sorts of idiomatic "pressure" glissandos, these only possible because huqin, unlike instruments of the violin
family, possess no fingerboard; this is well-observed by the artist.

Although not completely clear, the bow-hold in figure 11 is similar to the modern version, and, as with
the lady in figures 9 and 10, the angle of the wristsuggests that she hasjustcompleted adown-bow and started
anup-bow. Her rightarm is loose, and its shape, with elbowpointing close towards the body, is also that most
suitable for the beginning of a bow-stroke in this direction, as is confirmed by her lowered right shoulder and
angle ofher head leaningslightly towards the right. For all these reasons, this picture embodies a greater sense
of muscular movement and musical involvement than figures 9 and 10.
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16. A lady playing the gaohu. Chinese export watrercolour,
mid-19th century. Fitzwilliam Museum, University of Cam­
bridge, uncatalogued.Fitzwilliam Museum.

In respect of her bow, the lady in figure 12 is also painted with less accuracy than that in figure 11. In the
latter, as with virtually all pre-twentieth century depictions or photographs of huqin of any type, some of the
fingers of the right hand press the bow-hair in order to regulate its tension during performance; here, also,
the first finger has released itself naturally from the stick. However, the bow-hair in figure 12 is shownjoined
to the stick at the heel well out of reach of the player's fingers, and,what is more, the grip looks cramped, with
all four fingers and thumb curled around the stick, all ofwhich means that she cannot press the bow-hair du
ring performance, an extremely unlikely scenario given the many advantages in being able to do so- the tone
is much improved, and the bow-hair catches the stringswith greater reliability. Also, no survivinghuqin bows
of the period which I have encountered have the bow-hair attached at the heel so far away from the end of
the stick, and instead all presuppose, by their construction, that the righthand fingers press the hair and regu­
late its tension whilst playing. Therefore, it seems reasonable to conclude that the artist's representation of
this aspect of his subject, along with other problems already discussed, is inaccurate.

FIGURES13, 14&15. Although these pictures are three individual designs, they are grouped together here
because their subjectmatter is identical. In all, the player is a male streethawker, no longer a female prostitute,
and the images come fromalbums depictingsequences ofpedlars selling theirwares. Dressed simply, as befits
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17. A lady playing the gaohu. Chinese export watercolour, c.1850. Hong
Kong Museum of Art, AH 1988.44.Hong Kong Museum of Art.

a man of his lowly social rank, the man is playing the flute [figs. 13 & 14] or a huqin [fig. 15]. Various sorts of
these, but none of the other Chinese traditional instruments, are hung up for sale next to him on a portable
rack. With huqinmost commonly associated with the underclass towhich the pedlar and his customers belong­
ed, and theClassical instruments such as theguqin (zither) or bells carryingwith themConfucian connotations
of the ruling elite, this is what one would expect, to say nothing of the fact that huqin and flute are the most
easily portable. Unlike huqin, however, flutes inChinese art tend not be class-specific and are found depicted
inmany different social contexts, making their presencehere also not surprisingas they are easy to make, learn
and play - in their initial stages at least- and would certainly find a ready market.

The differentiation of the snakeskin-fronted gao/111 from the wooden-fronted ba11/rn is evident in figure 13
as both types are hung up next to each other on the rack, the former (left) recognisable by its small face made
from snakeskin and characteristic cylindrical tube, th~ftter (right) by its largerwooden front plate and hemi­
spherical sound-box. All the bows in the three waterc lours evince the typical S-curve of early examples. The
first definite instances of huqin bridges in the export watercolours presented in this paper can be seen here,
most clearly evident on figures 14 and 15, where tl{e are mainly correctly placed near the centre of the front
face.°
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18. A lady playing the banhu accompanied by a man playing clappers. Chinese export watercolour, c.1820. British
Museum, Department of Oriental Antiquities, 1962,12-31,08 (16). British Museum.

In figure 15, the huqin is played standing, whereas nowadays seated is normal because, freed from the
burden of supporting the spike, it makes possible the frequent left-hand position changes that are an intrinsic
part of modern technique. All other huqin players shown in this article are seated, with the exception of that
in figure 27 who is walking as part of a procession. Prior to the twentieth century, although most depictions
and old photographs have the players conforming to modern practice in this respect, occasionally they are
shown standing simply because the settingwhere they were required to play demanded it. Such performance
contexts are not normally encountered today, and, as a result, this technique is no longer part of the ordinary
expectations of what a player might be asked to do.

When standing, the instrument is still wedged on the left hip as it would be when seated, so that it can
be kept still when bowed - a fundamental prerequisite- and also in order that the right hand has maximum
amplitude to complete each bow-stroke; however, the huqin in figures 15 and 27 both have their sound-boxes
drawn opposite the right hip. The laws of gravity mean that, unless attached to the body in some way, any
instrumentheld like thiswould swing naturally downwards until the spike is vertical, but there is no evidence
in either picture of any belt or suchlike apparatus which could be used to hold it in place; what is more, with
the sound-box positioned here, the right hand would find it difficult to play at the point of the bow and still
maintain contactwith the string. Again, we are left wondering what contemporary playing practices actually
were, and inevitably find ourselves questioning the accuracy of the depiction. In this case, I find it hard to
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19. A lady playing the banht watched by another lady. Chinese export water­
colour, early 19th century. British Museum, Department of Oriental Antiqui­
ties, 1877,7-14,888. British Museum.

believe thatan instrumentwas ever played as illustrated and regard positioning next to the lefthip as the most
likely contemporary performance practice. In fact, with the bow-hair cutting the string high above the sound­
box, cramped rightarm, elbow touching the torso,wrist adjacent to the stick and first finger pointlessly exten­
ded, this pedlar looks more like a adept salesman than a skilled performer.

FIGURE 16. This image is one of very few reproduced here not from a volume containing a series of pain­
tings all on a similar theme, and instead has been inserted into an albumofmiscellaneous subjectmatter, most­
ly including pictures of plants and flowers. Although finely executed, it too has its implausible elements: de­
murely, the lady's head is bent leftwards as she plays, an uncomfortable angle for a serious player; like so
many of the other watercolours discussed here, the instrument- a gaohu - is placed between the legs with the
snakeskin facing outwards; and, although she is sensitively captured as if executing an up-bow, by modern
standards her left wrist is low, perhaps weighed down by her voluminous sleeves. No qianjin is indicated,
but two white silk strings are clearly evident.

Playing with her second finger stopping the string, she has allowed her first and fourth to become raised
in order to generate the effort required. I suspect that she is placing a particularly fine and well-sculptured
vibrato on this note, which may explain her captivating smile and the leftward slantofher head in appreciation
of her own efforts.
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20. A man playing the banhu. Chinese export watercolour. Oriental Art Mu­
seum, University of Durham, 1977,97,3.Oriental Art Museum, University of
Durham.

FIGURE 17. This picture is less finely executed than most included here: both the flow of the folds in the
dress and the accuracy and sensitivity with which the gao/111 is represented fall well below the standard set
by the album leaves examined thus far. As with the lady in figures 11 and 12, here the player has her right
leg crossed over her left. Her left wrist is also low. Most curiously, as is clearly indicated by the strings, the
sound-box is positioned with its face directed towards the player's abdomen, which means that the pegs point
away from her. Even so, the bow-hair is still interlaced between the strings with its stick further away from
the player's body than the hair, in the same way as if she were playing with the front pointing to the player's
right, as would be normal practice today, all of which presents yet another conundrum which is difficult to
resolve. By far the most probable is that the painter has simply confused how huqin are played; but it is still
not entirely impossible, if extremely unlikely, that there was once a playing tradition which used this method
and has since fallen into disuse, and I have found a handful of depictions which support this theory, however
implausible it may seem."
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21. A lady playing the gaolzu. Chinese export watercolour. Oriental Art Muse­
um, University of Durham, 1977,97,41. © Oriental Art Museum, University of
Durham.

FIGURES18&19. Both the huqin in these pictures are played employing yet another posture not encounter­
ed today; here, the left leg is bent and placed sideways on the chair on which the player is sitting, though in
figure 18, the sound-box is wedged in a much more central aspect than that in figure 19, where it is balanced
on her left thigh. I have experimentedwith both positions and found that they work quite well, providing that
not too much effort is made when bowing, otherwise the instrument is liable to fall off the leg.

The lady huqin player in figure 18 is accompanied by a man playing clappers, whilst that in figure 19 is
watched by a female onlooker. Figure 18 is less finely painted than figure 19, which is of the earlier, more deli­
cate style and comes from the same album as figure 10. In both figures 18 and 19, the huqin players have little
feet - those sported in figure 19 are particularly small!

Both pictures present a clear view of the front face of the instrument - again, the artist has felt obliged
to show this to the viewer. That in figure 19 is made from wood, and the body is hemispherical in shape, thus
confirming that it is a banhu. Its spike is much longer than that of its modern counterpart [fig. 6], and its pegs
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22. A group of musicians accompanying a dancer. Chinese export watercolour, c.1780 ("pre-1794). David Rylands Lib­
rary, Chinese album 27/2.David Rylands Library, University of Manchester.

point to the right, not leftwards towards the player's face as do those on the modern version, but, nonetheless,
itstill possesses the all-importantwooden facewhich defines banhu fromother huqin.The instrument in figure
18 also seems to share this characteristic, even though the sound-box is tube-shaped like that of a gaohu,which
makes it difficult to be sure whether or not ii really is a banhu. Both huqin in figures 18 and 19,however, place
the bridge clearly in the middle of the front face, whereas, as discussed in note 45, that of the modern banht
is normally positioned towards the top rim.

The bow in figure 18 is not painted clearly, though its presence is undoubtedly implied; that in figure 19
has the elegant arc typical of many early examples [figs. 5 & 7]. Both players have low left wrists; however,
the sleeve falling down from the left hand towards the elbow in figure 19 in a naturalistic manner suggests
that this painter may well have captured his subject more precisely than most in this respect. Certainly, the
right hand fingers are positioned in almost exactly the same way as they would be in the modern bow-hold,
the hair cuts the string just above the sound-box - exactly as it should - and the bow itself is stroked at an
almost exactly perpendicular angle to the string with the stick resting on the body of the instrument, all of
which also implies an artist accurately observing his subject. Her face, whilst still virtually emotionless, is none-
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23. The decline ofan opium smoker. Chinese export watercolour, c.1860. Martyn Gregory Gallery, London.

theless less winsomely lovely than many of the other ladies depicted here, and, compared with her younger
and more exquisitely featured onlooker, she exudes a cooler and more concentrated air ofmaturity- perhaps
she is also a better player!

FIGURES 20 & 21. These two watercolours, painted in a completely different style from those thus far en­
countered, illustrate once more the distinction between banhu [fig. 20] and gaohu [fig. 21]. The former is played
by a man, which contrasts stronglywith the ladies portrayed onmostof the album leaves included here. Com­
pared with the more overtly sexual overtones in many, both of these leaves exude a more wholesome feeling
- the lady is less softly sophisticated and seductively sultry, and instead more freshly flirtatious and innocently
lovely.

The man's eyes are intensely and firmly fixed on his bow-hand - huqin players often do this - whilst the
string is stopped by his first finger, as if just about to execute the type of upward" glissando played with a
flick of the wrist now commonly found in many regional repertories, making this the only example here of
a leftwrist held at an angle possible for, and with a sense of the active alertness expected of, the modern play­
er. His right leg is crossed over his left, and the front plate angled outwards towards his left. The bow-hair
cuts the string just above the sound-box, on which the stick rests.

The lady is the only one here whose instrument is directed unequivocally to the player's right in the mo­
dern manner. Her eyes are sweetly and innocently - apparently - looking up into the air. Her bow has a curi­
ous curve: the tapered end of the stick should be in her hand, the arched end at the point, but the opposite
is true here. As no bow could function in this way - the distance between hair and stick at the tip is simply
too small for the player to be able to transmit enough energy into the hair for effective contact to be made with
the string - this is simply a mistake on the part of the artist.
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24. A group of musicians playing in front of an altar. Chinese export watercolour, early 19th century.
British Museum, Department of Oriental Antiquities, 1877,7-14.1073. © British Museum.

FIGURE 22. Since it includes examples of all their main families, this picture is particularly important as
a documentof contemporaryChinese traditional instruments - only theyangqin (dulcimer) andsuona(shawm)
are absent. As such, it also suggests a possible ensemble formation and provides crucial information as to con­
temporary performance practice. The instruments present are as follows: back row: verticalguzheng (zither),
drum, yazheng (struck zither), struck gong, bell tree, flute, antique cymbals, cymbals, sheng (mouth organ with
pipes); front row: ruan (plucked), banhu, pipa (plucked), sanxian (plucked), drum and clappers, struck gong,
guqin (zither). All are played by male musicians and give accompaniment to a female dancer.

A sense of fraternity between the musicians should be noted: there is no conductor or soloist, and all seem
to be contributing equally to the musical process. The huqin player has both arms extended as if fully engaged
in the activity, but remains loose and flowing, the entire muscles of his upper body involved in the effort,
which contrasts markedly to most of the ladies already discussed, whose playing is much less uninhibited
and instead more concentrated and introverted, belonging to the close-knit, constrained fantasy of the female
musician-entertainer, worlds away from this exuberant ensemble.

The huqin in figure 22 is clearly a banhu, its bow of the markedly arched early type, its spike held at a noti­
ceable angle to the vertical, well away from the player's body, though its pegs still point sideways towards
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25. A lady playing the banh and another a four-stringed plucked instrument in front of a lotus pool with servants in
attendance. Chinese exportwatercolour, early 19th century. British Museum, Department ofOriental Antiquities, 1877,7-
14.1284. British Museum.

his head, as do those of the modern instrument. The left hand is located high up the spike in a manner which
contrasts sharplywith that of today's technique, as shown in figure 6, where the left hand is operating as high
up on the spike as the fingered area of the string permits."This strongly suggests that, on the banhu in figure
22, the block replacing the qianjin is placed extremely near the pegs, a notion confirmed by the old high-voiced
banhu almost contemporary to this picture shown in figure 5 (the middle instrument), which actually has this
attachment still fixed to the spike in this position.

FIGURE 23. This picture is the first of a series of twelve narrating the decline of an opium smoker, and con­
firms the corrupting influence of huqin playing. Each leaf has a text printed below it, that relevant to this one
being: "(1) This is the first step towards the vice of opium smoking accompanied by women, music and
singing." Our miscreant hero lounges on a raised platform surrounded by various temptations, including a
man stroking a gao/111 accompanied by a lady plucking a pipa. In subsequent pictures, the woeful tale of how
opium smoking seduced, corrupted and destroyed him is portrayed in graphic detail.

As with so many of the examples included here, the gaoht is inserted between the legs with its face point­
ing outwards. The player has the whole of his torso bent forwards, a necessary function of holding the instru­
ment in this position, and which can be compared to the photograph of the modern version in performance
given here as figure 3. His left hand is loose and pliant- as it should be - even if his wrist is once again a little
low, whilst his right has the index finger extended, a feature already noted in the context of figures 9, 10, 11
and 15. His bow cuts the string at a nicely exact perpendicular angle, and the stick rests on the sound-box.
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26. Ensemble of musicians including a lady playing a gaolm. Chinese export watercolour, early 19th century.
British Museum, Department of Oriental Antiquities, 1877,7-14.1295. British Museum.

FIGURES 24,25 &26. These three pictures, all painted with a full background, include huqin players as part
of ensembles of musicians. Figure 24 presents five male instrumentalists in front of an altar inside a temple,
holding [from left to right] clappers, end-blown flute, banhu, gaoland sanxian. Unusually, the mood conveyed
here has not even the faintest whiff of sensuality about it, and instead is serious and scholarly, with the three
non-performing onlookers seemingly engaged in educated discourse. Both huqin are inserted between the legs
facing outwards, though the banhu player has his legs crossed, right over left. Their left hands are both
operating high up on their respective spikes, themselves slanted ata noticeable angle to the vertical in a similar
way to that in figure 22,which is also held by a man. However, in other respects, their postures exhibitpleasing
variations, their shoulders and heads are placed at different angles from each other, all of which gives each
an important sense of individuality and adds to the liveliness of the picture as a whole.

Figures 25 and 26 both present ensembles of lady instrumentalists which include a huqin player: in the
former, a particularly languorous and sensuous picture, two beauties - playing sanxian and banhu - sit in front
of a lotus pond, attended by two female onlookers; in the latter, four women - playing sanxian, ran, wood­
block and gaohu - are inside a house. We should recognise these huqin players: that of figure 25 we met before
in figure 19, and that of figure 26 in figures 9 and 10. Here, they have simply been transferred into their new
surroundings and, as such, stand out somewhat incongruously against the converging straight lines of the
background, painted rigorously according to the requirements of Western concepts of perspective.
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27. Group of musicians in procession. Chinese export watercolour, early 19th century.
British Museum, Department of Oriental Antiquities, 1944,11-20.06 (8). British Museum.

FIGURE 27. This picture comprises a procession of uniformed young scholars belonging to the Imperial
scholarly academy, the "Hanlin" college."The lead instrumentalist is holding a banhand is followed by others
playing respectively flute, sanxian, drum and clappers, bell tree, plucked instrument and sheng. These elegant
youngmen exude a sober impression worlds away from the sensuous images of ladyhqin performers which
have constituted the majority of the watercolours examined thus far. Whilst in some circles, hqin may have
carried strong overtones of sensuality and even debauchery, this picture gives them another role, that of a
leisure activity suitable for the respectable young scholar. Here, the bm1l111 is played freely, with shoulders,
arms and legs all loose and fluent. Its pegs point sideways towards the player's face in the same way as do
those of the modern instrument.

FIGURE28.This watercolour is taken from an albumcontaining a series ofpictures of boats. In it, sheltered
inside the craft, a lady is playing an instrument of the huqin family, probably a gaoha. Two other members
of the ensemble can also be perceived: opposite is a sanxian and adjacent a flute player. The setting recalls Zhu
Ziqing's celebrated essay Jiangsheng Dengying li de Qinhai He (The Qinhuai River amid the gentle swish of
oars and the shadows of flickering lamps) - mentioned in note 42- which describes a scene taking place in
1923, admittedly a little later than the period spanned by exportwatercolour albums, in which groups of pros­
titutes on boats are playing huqin in order to entice customers.
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28. Chinese boat. Chinese export watercolour.
British Museum, Department of Oriental Antiquities, 1877,7-14,0961. British Museum.

FIGURES 29, 30 & 31. These three album pages are of the encyclopedic type and, as such, designed to pro­
vide an accurate record ofChinese musical instruments for a foreignpublic eager for knowledge of the exotic.
Figures 29 and 30 are from the same album, figure 31 from another; the level of accuracy and detail in the first
volume is very high, making figures 29 and 30 extremely important documents in the history of huqin: the
former depicts agaohu alongwith a four-stringed plucked instrumentnow obsolete, the latter a banht together
with a sanxian; figure 31, from an album of a lower standard of workmanship, includes a jinghu and banhu,
and also a wooden-fronted sanxian, the jinghu, the only example of this variant I have found in any album
painting, clearly recognisable here by its much shorter spike and bamboo sound-box.

Both the huqin in figures 29 and 30 are labeled in English by a Western hand, the former "yee yin" or"ajee
yin" - the handwriting is not entirely legible- and the latter "Tai cum" .Small captions in Chinese are also in­
cluded with both album leaves, the first two characters ofwhich indicate the instruments in question: the gaolm
in figure 29 is called an "erxian", the ban/min figure 30 a "liqin". As mentioned in note 1, the nomenclature
of huqin prior to the May 4th movement of 1919 is a complex matter beyond the scope of this paper, which
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is why theequivalentmodern names for these instruments have been used throughout here; nonetheless, both
of these terms are common enough words used to denote huqin in indigenous pre-Liu Tianhua sources."? AL­
though reasonably fluent inmodern andClassical Chinese, I find the remainder of these captions unintelligible,
presuming them perhaps to be a weird and indecipherable phonetic rendering of English or a Chinese dialect.

Much light is shed on the mystery of the lack of qianjin on the instruments in the album paintings thus
far discussed by the presence of such an appliance on the huqin in both figures 29 and 31. In my opinion, this
confirms their normal existence on old snakeskin-fronted huqin and theiromission in album paintings as most
likely an oversight on the part of the artist. However, the situation with regard to the two ba11/111, one each in
figures 30 and31,is more complex. As discussed above, the stringqianjin on snakeskin-fronted huqin is usually
replaced on banh by a wooden block over which the strings pass. This seems to be present on both the banht
here but is not as clearly depicted as the string qianjin on the snakeskin-fronted huqin. Judgement may still
need to be reserved in this case, but, to my mind, we still have enough to confirm the existence of this wooden
block on early banh - after all, it still survives on the old high-voiced banhu shown in figure 5 (the second in­
struments from the right). Probably, such playing traditions as may have existed without qianjin or wooden
block were as rare then as they are now- in the vast majority of cases, hqin rely on these components to
function effectively.

The gaolin figure 29 has an uncanny resemblance to the contemporary version shown in figure 4: both
share the same tip coloured a whiter shade, fluted pegs, spike made of a lighter-coloured oak-type wood and
black sound-box. The bows in figures 5 and 7 evince remarkably similar curves to those of figures 29 and 30,
a closeness of design evident even down to the presence on all these examples of small metal clasps at the heel
to attach hair to stick. By comparison with thegao/111, the /,a11/111 in figure 30 is less close to its Edinburgh coun­
terpart (the middle instrument in figure 5): it shares a similar lighter tip, peg-box design and pegs shaped by
shaving strips along their length, but the sound-box is different in both cases, being smaller and deeper on
figure 30 whilst flatter and larger on figure 5. The banhin figure 30 also possesses an extension to the spike
protruding some considerable distance from the base of the sound-box, whereas that of the equivalent instru­
ment in figure 5, like most old huqin, simply emerges as a small stump.

Although I cannot interpret which Chinese characters the label for the gaoh in figure 29 written, none
too legibly, as "yee yin" or "ajee yin" are supposed to represent, interestingly, the banht in figure 30 is clearly
named as a "Taicum",this presumably the Cantonese pronunciation of"da qin",the "da" meaning "big" and
the "qin" the same as that of "huqin" denoting "stringed instrument" . Intriguingly this "cum" also occurs on
a label stuck to the gaohu shown in figure 4, this time as "ee woocun" (meaning "er" ["two"]"huqin"), found
inside the rim at the rear of the sound-box. This unusual recurrence of an obscure Cantonese romanisation
of a Chinese character is certainly too thin a basis to suggest a direct connection between the old gaol and
high-voiced banhu in figures 4 and 5 and those drawn in figures 29 and 30, but it would certainly seem to in­
dicate a commonality of provenance between them, as has already been hinted al by similarities in their
appearance?

FIGURES32 &33. The first of these two is an example of an album watercolour which represents a bowed
instrument not of the huqin type, the only such picture I have been able to find, and one which confirms the
existence of this sort of instrument on Chinese territory at the time. In fact, it is Central Asian, as is also indi­
cated by the dress, hats, boots, beards and horse also depicted. Although, like huqin, it is bowed, it cannot be
considered to be of this type, simply because its bow-hair is not inserted between the strings; for this to be
so, it must cut them just above the sound-box in order lo produce the perpendicular angle required to be able
to stroke both inner and outer strings independently, and this is clearly not the case here, as it intersects them
midway down the sound-box. In other words, like all other families of bowed instruments other than huqin,
this bow is loose from the strings. In addition, this example has three pegs, not the two, or occasionally four,
normal for huqin, and a drop-shaped, wooden-fronted sound-box typical ofmany Central Asian stringed in­
struments, plucked or bowed."

The painting itself is labelled as from "Jinzhou" and is one leafofan album illustrating peoples from diffe­
rent regions ofChina. I have been unable to ascertain themodernplace name for"Jinzhou",but the instrument
in question most closely resembles themodern satarof theTurkic Uighur people of the Xinjiang Autonomous
Region. Figure 33 reproduces a photograph taken by the British expedition to Yarkund in southern Xinjiang
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29. Two Chinese instruments, including a gaohu (right). Chinese export watercolour, c.1780
("pre-1794"). David Rylands Library, Chinese album 27/9. David Rylands Library,
University of Manchester.

in 1873-74, only a few decades at most after this watercolour was painted, which includes an example of a
similar instrument being played as part of a group of musicians."

The ensemble of musicians in figure 32 includes a suona (shawm), cymbals and drum, as well as the man
holding the satar. He himself is bowing lustily, with arms and shoulders free and loose, in a posture similar
to that adopted by the banhu player in figure 22. Significantly, he is seated on the ground, whereas all the seat­
ed huqin players shownhere, and virtually all in Chinese art of any sort, are perched on a chair or stool of some
kind.
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30. Two Chinese instruments, including a gaohu (right). Chinese export watercolour, c.1780
("pre-1794). David Rylands Library, Chinese album 27/14. David Rylands Library,
University of Manchester.

CONCLUSIONS. The connection between huqin players and the sensual is confirmed by the many water­
colours discussed here showing lovely ladies stroking their instruments. Depicted with varying degrees of
finesse and accuracy, most are finely executed, butothers aremore crudeand homely. Insome, the instrument
is placed in its modern playing position, however, more typically, it is positioned between the legs with the
snakeskin membrane facing outwards. Arm,wrist and fingers are found atvarious differentangles, sometimes
in accordancewithmodern performancepractice, atothers not. However, takenas awhole, thissequencedoes
give us an important window into the huqin world as it was, as well as a fleeting impression of the context
where the music was produced, a sound that is now lost.
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31.Three Chinese instruments, including a banhu (top left) andjinghu (top right). Chinese exportwatercolour, 1840-1850.
David Rylands Library, Chinese album 26/11. © David Rylands Library, University of Manchester.

When the Communists took power in mainland China in 1949, the fortunes of huqin were transformed.
Instructed by Mao Zedong's ideology to seek inspiration from the masses, musicians turned readily to the
previously outcast huqin as the instrumentmost redolentwith socialist values in order to satisfy the demand
for a new proletariat aesthetic in art. Formerly perceived as belonging to the underclass, now itwas espoused
by the revolutionary political elite resplendent inmastery. A new repertoirewaswritten, reforms to instrument
design instituted and a whole respectable structure ofconservatoires, examinations and teachers created. The
album paintings reproduced here give as complete a picture aswemay ever have as towhathuqin were before
this transformation was enacted. We should treasure them a lasting and lovely reminder of a world which
has long gone.

NOTES

• The author would like to thank the British Academy for
theirgenerosity inassistingwith thecostsofpreparing thisarticle
for publication.

' The term"huqin" has acquired this definition inthe period
since theMay 4thMovement0f1919,whenClassicalChinesewas
replaced by the spoken language as the medium for literary ex­
pression, and this is now the standardmodemMandarinusage.

40

"Hu" means"Western barbarian","qin" "stringed instrument",
therefore"lmqill" inits totalitymeans"stringed instrumentsofthe
Westernbarbarians",whichnowadays is takenasdenoting only
those that are bowed, though previously also included plucked
ones. The nomenclature of huqin prior to 1919 is an extremely
complex matter and largely beyond the scope of this paper, but
itwillbe touchedonat times; for the sake ofconsistency, modem
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32. Group of musicians from Central Asia. Chinese export watercolour, early 19th century. British Museum, Department
of Oriental Antiquities, 1877,7-14,1312. British Museum.

usagesaremaintained throughouthere. Thesame"1111' of"lmqill"
is also the second character ofmost of themodem two-character
names for members of this family -erhu, banh,jinglu and so on.
The notion of huqin as originating in Central Asia is alsoan issue
outside the remit of this article; suffice it to say that by the late
eighteenth and nineteenth centuries - the period when export
watercolours were produced - huqin had already been fully ab­
sorbed into the Chinesemusical mainstreamfor severalhundred
years, and this association was by then in name only.

Members of the Jmqi11 family also include the four-stringed
silt and three-stringed sanhu, both of which are played with a
bowequippedwith two sheavesofhair, in the caseof the former,
one inserted between each pair of strings, whilst the la tier has a
yet more complex arrangement of hair and strings, which is be­
yond the scope of this paper lo describe but is fully explored in
my "Experimental andTraditionalHuqin: the Sanht and Erxian­
zi", The Galpin Society Journal LVI (2003), 19-26 [9-12]; however,
as I have not found any examples of either depicted in export
watercolours, they need not be dwelt on here.
'The"er" of"erl"means "two"which denotes that this in­

strument is the"Im" with two strings; the "gad" of"gaol" trans­
lates as "high" - themodern gaolt is pitched several degrees of
the scale higher than the erhu.

' There are many accounts of Liu Tianhua in the literature
on Chinese music; for me, the best are in the notes to the CD re­
cording: Centenary Commemoration ofthe Birth ofLiu Tianha(1895--
1995) (Beijing: ROI Productions Limited, 1994).

Some of these are discussed in my "Dating Old Huqin:
New Research on Examples of pre-1949 Instruments in Three
Major British Collections", Joumal of the American Musical
Instrument Society XXVIII (2002), 118-173.

6 I have discussed these differences in more detail in "The
'Early Music' Erhut",The Galpin Society Joural LIV (2001), 56-61.

7 For a fuller discussion of thehqin in thiscollection, see the
aforementioned "Dating OldHuqin".

8 I base this assessment on examinationofnumerous depic­
tions in the visual arts, including the watercolours reproduced
here, aswell as the severalhundredoldhuqin I have encountered,
the vast majority ofwhichare fittedwithsilkstrings. Of these, the
earliest examplewithametal string-probablyoriginal-is ajing­
hu in the PittRiversMuseum, University ofOxford (inv. no. 1938.
34.613), which first came to the UK in 1905; however, WilliamB.
Langdonin "TenThousand Things Chinese";ADescriptive Catalogue
of tire Chinese Collection (London: "printed for the proprietor,
1842), amongst a list of the contents of "Case XXXII; Musical In­
struments" (pp. 78-79), notes"The Chinese do not employ catgut
instringing theirinstruments, but substitute silkandwire," which
suggests that metal huqin strings have a longer history than is
sometimes assumed.

" Here, "zhong" means "middle".
" Here, "ban" means "board of wood".
n Their inventory numbers are: high-voiced: 434; mid­

voiced: 435.
There is no survivingbowspecific to theEdinburghgao/m

showninfigure4.Thatshownin figure5 hasnoparticularassociation
withanyof the five olderhuqin in thiscollection andcould therefore
be used with either this gaohu or the two bm1/m in figure 5.

" The"jing" of"jinghut" is the same as that of "Beijing" and
means"capital city" or, in this case, "the typeofopera performed
in the capital city".

11 This set also includes the sihlisted in note 16.
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33. The"Dadhkwahs" band, Yarkund. From: Sir T.D. Forsyth's Mission to Yarkund, 1873--1874 (Calcutta: Foreign Depart­
ment, Press, 1875), fig. 89. Photo by Henry Trotter, The British Library, OIOC, photograph 997/89. ©The British Library.

"» Here, "si" means "four".
Museuminventoryno.: 438.Thisinstrument isalmost identical

to the Edinburgh gnolm shO\min figure 4, except that it has four
pegs instead of two.

17 Theetymologyof"leihul" and":hill" is obscureandbeyond
the scope of thispaper to explore; nonetheless, both arestill types
of "ht".

" The"er" is the sameas that of"erlt" meaning"two","xian"
is"string[ed}", "zi" adiminutive suffix.commonly usedinmodem
Chinese; hence, in its totality,"erianzi" means"a little two-stringed
fiddle".

" Here, "san" means "three".
:?JThisgeneralisedgrip isapplicable tovirtually allhuqinexcept

the two-sheavedshandsanhu, forwhichdifferentonesareemployed.
" Thejinghin figure31 is dcpictedasanirutrurnentinitself

and is not being played.
pownward in pitch, upward in direction.

:u But not sori/mstrings, whichare stoppedby the fingerpad
between the first and second joints in order that pairs of unison
stringsstrokedsimultaneouslyarccul to the same lengthandsound
to thesamepitch-employing the roundedfingertip for thispurpose
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will inevitably produce slightly different string lengths and thus
undesirable small variations in pitch between the strings.

21 I havea sizeableandgrowingcollectionofsuchphotographs
dating from the1850sonwards, aperiodwhich.overlapswith that
roveredbylheexportwalercoloursindudedhere,andhaveprepared
an article discussing them entitled Six Strings and a Cn11 a/Com;
Thirty Early Photographs of Huqin which has been submitted for
publication elsewhere. Many such pictures are also collected in:
TuoXiaotang, ed., Zliongguo Jiusu [OldcustomsofOlina] (Beijing:
Zhongguo Shudian, 1997). There is moving image footage from
the1920sonwardsinseveralarchivesinEuropeand theUS. Although
all these have a bearing on the history of huqin, a full discussion
of them lies outside the remit of this paper.

li These include the well-known treatise Yue Sim [Book on
music] by Chen Yang, first produced in Kaifeng in 1101, which
includes the first known depiction of an instrument of the huqin
family, an illustration reproduced on page 125 of: Liu Ling, ed,
Zhongguo Yinyueshi Tujian [Ahistory ofChinesemusic inpictures],
(Beijing: RenminYinyueChubanshe, 1988). Y11e Sim remained the
standard textbookonmusical instrumentsuntil the endof theQing
dynasty (1644-1911) and underwentmany reprints; for example,
oneof1876 survivesin theCambridgeUniversityLibrary. However,
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other than Chen Yang's important work. such mentions are extremely
rare - I have only located a handful of them. Although all these
have a bearing on the history of huqin, a full discussion of them
lies beyond the scope of this article.

it. Discussed inmy aforementioned "The'Ear ly Music' Er/111"
and "Dating Old Huqin".

" Including: Jonathan Stock, "A Historical Account of the
Chinese Two-Stringed Fiddle Erht",The Galpin Society JoumalXLVI
(1993), 83-113; the aforementioned Zhongguo YinyueshTujian [A
history ofChinese music in pictures]; Han Bingetal., ed., Zhonggnuo
Yinye enwu Daxi [An encyclopedic compendium of artefacts
related to the history of Chinese music] (Zhengzhou: Daxiang
Chubanshe, 1999-). This last text is produced in many volumes,
eventually to include one for each Chinese province, and is a project
still in progress.

" Reproduced on page 126 of Zhongguo Yinyeshi Tujian [A
history of Chinese music in pictures].

" Te British Library, the School ofOriental and AfricanStudies
in London University, the Department of East Asian Art at the
Ashmolean Museum in Oxford and the University Library in
Cambridge all have extensive collections of books on Chinese art
both in Oriental and Western languages, including many volumes
of reproductions of "thousand Buddha" murals.

"Tisis a phenomenonwhich first I noticed whils t on fieldwork
formy PhD thesisMusic inNorthemPakistan (Universi ty ofCambridge,
1992). Whilst in the region, I encountered several dozen excellent
sitar masters but only one player of the local bowed instrument
(known as ajargmn), and his performance was of a comparatively
poor standard.

31 I am especially grateful to Ming Wilson, Curator in the Far
Eas tern Department at the Victoria and Albert Museum, for direc ting
me towards Chin ese export albums. The example from this collection
reproduced here as figure 11 was the first such representation of
hqin which I encountered, and one she first put in front of me.

32 I have prepared an article discussing these entitled "The
Instrument I Leamt On"; Depictions ofHuqin by Wester Visitors to
China which has been submitted for publication elsewhere

" As discu ssed in my "Depictions ofHuqinin theDianshi:hai",
Journal ofAsian History XXXVI (2002), 74-98.

" For example, the infamous ShanghaiSketch (ShanghaiManha),
produced in the interwar years.

" Most notable of these is the sixteenth-century novel Jiu Ping
Mei.

" For example: Crai g CCunas , ChineseExportWatercolours(London:
Victoria and Albert Museum, 1984); Carl L. Crossman, The China
Tmrlc (Prin ceton: Pyne Press , 1972 ); Margaret Jourdain and R.Soam e
Jenyns, Chinese Export Art (London: Country Life Limited, 1950).

" Now no longer a British Colony.
l& The British Museum is gradually restoring and remounting

its Chinese albums, and this is a welcome step.
" Similarly, on pages 50-53 0fhis ChineseExportWatercolours,

Craig Clunas reproduces two pictures , each painted in two versions,
though these do not depict huqin.

" London: R. Phillips, 1798.
Those few exampies found but not presen ted here are omitted

because, for various reasons, it has not been possible to obtain
satisfactory photography of them. These include: a huqin player
on one of the twelve leaves of an album depicting musicians , now
held in the New York Public Library for the Performing Arts, Music
Division (inv.no.: Mus Res "MK++),a black-and-white reproduction
of which is lo be found on page 877 ofAsia 29 (November 1929),
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along with five other pictures from this volume, as illustrations
to an article on pages 876877 by Liu Tien-yin, translated by Arthur
Waley, entitled "The Singing Girl";on page 9 of Instrumentenkunde
by Wilhelm Heinitz (Wildpark-Potsdam: Akademische Verlagsge­
sellschaftAthenai on M. B.H., 1929) is a rather gra iny black-and-white
photograph of an export watercolour showing a lady playing a
gaol, the original of which, because it is given as in a "private
collection", has proved impossi ble to trace;The Metropolitan Museum
of Art in New York has an album, inventory no.: 1990.289.1-21,
comprising 21 leaves, including one depicting a J111qi11 player, whid1
is blessed with a frontisp iece stating "The gift ofJohn Howel, August
23, 1797"; I have identified two albums ofmusicians in the Museum
filrVOlkerJ...-undein Hamburg which I would expect to contain pictures
ofhqin but which are currently unavailable for examination, one
without a museum number, and the other no.: 49.62:4; one of the
volumes in theBritish Museum, 1877,0714, 0.601-6 21, which contains
a leaf (609) showing a wedding processionincluding!111qi11 players,
comprises simply ink drawings, is probably a watercolour album
acquired before it was completed in full colour, and for this reason
is not reproduced here.

Zhu Ziqing's famous essay JiangshengDengyinglideQinhai
He [The Qinhuai River amid the gentle swish ofoarsand theshadows
of flickering lamps] describes a scene which takes place in 1923,
admittedly a couple of decades later than the period spanned by
export watercolour albums, in which groups of prostitutes on boats
are playing huqin in order to entice customers. His elegant and
seductive prose provides a literary confirmation of the link between
these instruments and sensuality. As far as I am aware, this essay
has never been translated into English; I read it in Chinese in a
collection entitled: Mingjia Jingdian Sanwen Xuan [Aselection of
classic essays by famous writers] (Xi'an: Xi'an Chubanshe), 68-73.

u Excepting the old mid-voiced banhin figure 5 (the instrument
on the left) whose pegs are, as given already above, almost certainly
inauthentic.

" Forexample, thatofSun Wenmin g (1928- 1962 ), a folk musician
of the pre-1949 mould.

Aswith bowed instruments ofany culture , bridge placement
is crucialtohqin tone colour. on modem versions, thosewithsnakeskin
membranes have theirs positioned as near lo the centre of the face
aspossible in order to obtain the desired "flat" frequency response
over the entire pitch range, whilst banht usually have theirs put
near the upper rim, which makes the frequency response less"nat'',
and instead more biased towards certain notes, though still much
less prone to peaks and troughs than the equivalent curve across
the range ofnotes available to the violinis t This flatnessis an importan t
partof the erhu aesthetic, forcing the player to create all the expressi on
in his music solely by the dexterousness of his techni que- he gets
very little help from the instrum ent, which contras ts markedly with
the situation pertaining to the violin, where, to a much greater extent,
techni que and music interact with the strengths and weaknesses
of the resonances produced by the instrument itself for the sake
of musical expression.

~
6 For example, an article: G. Knosp, "Mission Officielle d'

etudemusicale en Indochin e",IterationalesArchivfurEthnographie
XXI (1913), 217-249, includes a reproduction (on page 244) of an
indigenous drawing of a Vietnamese hqin player whose instrument
is placed on a table and played with its face pointing towards him
in a similar manner to that adopted in figure 17. Unfortunately,
no more information is given in this essay as to the provenance
of this drawing,

" Upward in pitch, downward in direction.
u This playing area extends from the wooden block , which,

on banhu, has replaced the qianjin (in figure 6, obscured by the left
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hand), to the bridge.
" The characters telling us lhisarewrilhmon thesecond paper

l,mlem hrlc.l preceding the musicians. Those on the first indicate
that Uwmusicians nre representatives of anorgan of government
of some sort

!,(] Smu.i1111 nrc normally sn.ikeskin•fronted.
•prian" has the samecharacters as the "erianz" described

above in note 16 but with thc":i" omitted; the "ti" of"tiqin"means
"held {in thehand]",the "qi" is thesame as that of"huuqin" denoting
"stringed instrument". lnlcl'l.">Stingly,now.1days, theWesternviolin
is knownas"xaatiqin",the"xino" meaning"small", lhe viola and
cello as"zhongtiqin" and "datiqin" respectively, the "zhong" and
"da" respectively "middle" and "big".

:.z This strand linkswith a possiblerommonatity ofprovenance
of theEdinburgh instruments with a late--eighleenth-ccnturydrawing
(not of the "export" type) of Chinese musical instruments found
on 12v and 13r of the British Library manuscript add. 33931. This

connection, based on UH! recurrence of the word "woornm" as a
label for huqin on this manuscript, is discussed in more detail in
my aforementioned "Dating Old Huqfo". The relevant section of
the illustration in add.33931 is also reproduced wiU, this text [fig.
20].

s) The thret...stringed sanhu mentioned above isa modemex­
perimental instrumentsodesigned toincreasethe pitchrange available,
and has not achievedwidecurrency. Formoreon this variant, sec
my "Experimental and Traditional Huqin.

• Bowed instruments of this type are occasionally found in
other art representing China, for instance, one such example can
beseeninanengravmg illustrating theTatarconquestsof theEmperor
Qianlong, no. 8 of Suite de 24 Estanpes Representant des Conqutes
del't•mpereurde Clii11c,m>eclc11rexplicafio11 [A series of24 plates, from
the originaldrawingsby theJesuit missionariesJ.D. AttireI, Joannes
Damscenus a Sanctissima Conceptione and others], engraved by
1.5.1-1. Helman (Paris, 1788).
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GLOSSARY OF CHINESEWORDS USED IN THE TEXT
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CONCERNING THE ORIGIN AND DISSEMINATION OF THE
MESOAMERICAN SLIT-DRUM

MARK HOWELL

The City University of New York Graduate Center

The Mesoamerican slit-drum is one of a few quintessential pre-Columbian New World musical instru­
ments [fig. 1].' (Others in this elite group would include Andean panpipes and the conch-shell trumpet.) The
musicologistRobertStevenson called theMexican slit-drum, teponaztli, the "omega" ofAztec instruments and
paired it with its "alpha" partner, the waist-high skin-drum, huehuetl. Stevenson's designation agrees with
long-standing reverence for the instrument held by Amerindians who continue to use it in Mexico and Cen­
tral America. Early in the twentieth century, in the Sierras north of Mexico City, a shaman entrusted with a
teponaztli, wrapped it in human clothes, gave it a human name, and kept it under the church altar.' Today in
Zinacantan, Chiapas, the slit-drum t'ent'en, is played only during the festival ofSan Sebastian.' When itis sto­
red, not only the instrument, but the mallets used to strike it, the tumpline that secures it in processions, and
the bows and arrows borne by the bearer and beater are all given daily offerings of candles and incense.5

The slit-drum possesses qualities that make it a particularly revealing object for studies of the ancient
music of the Americas. It can be investigated in archaeological contexts, examined through the documentation
of its uses since the sixteenth century, observed in contemporary indigenous Latin-American communities,
and analyzed acoustically. Much written in the past about the idiophone is accurate (such as the veneration
in which it was held outside of its sound-making role), but some assumptions need reexamination, in par­
ticular, the instrument's origin and paths of dissemination. The first part of this essay reviews the earliest evi­
dence for the slit-drum in Mesoamerica; the second examines indigenous concepts of time and the ritualized
nature of trade, factors thatinfluenced both the real and the imagined emergence of the instrument in Middle­
American societies.

DESCRIPTION. TheMesoamerican slit-drum is a log hollowed out by fire and cutting tools (a construction
method also used for dugout canoes)." A rectangle, cutout of the bottom to accommodate the removal of the
interior wood, is sometimes glued back. Incisions, generally resembling the letter "H" turned sideways, are
chiseled from the surface to the hollow section, yielding two tongues, with pitches determined by variation
in thickness. (In addition to the tongues, the drum body is sometimes struck, producing an additional tone
or tones.) Mexican and Central American slit-drums include those constructed from the wood of the passion
fruit, Spanish cedar, black cherry, walnut, chicozapote, oak, and hormigo trees.' The sticks used as beaters are
most often tipped with rubber derived from various tree types indigenous to low-altitude regions of tropical
America.

EVIDENCE FOR THE SLIT-DRUM INMESOAMERICA. The slit-drum spread throughout the landmass of mo­
dern Mexico and Central America during pre-Hispanic times.9The instrument's wide dissemination coupled
with the retention of its unique stylistic traits are the reasons some organologists have proposed it as origi­
nating and spreading from a single source. Archaeologist Norman Hammond attributes its invention to
northern powers like the Toltec (beginning in the early Postclassic era, around 900 A.D.), and explains its
introduction to southern Mesoamerica through migration, trade, or invasion."

45



Mark Howell, Concerning the Origin and Dissemination of the Mesoamerican Slit-Drum

1. Aztec teponaztli. American Museum of Natural History, New York, inv. no. 30.2.1972. Reproduced courtesy of the
American Museum of Natural History Library.

During the 1960s, in San Pedro Jicora, Durango, musicologist Elsa Ziehm observed a large, house-beam­
sized slit-drum (160cm long by 60 and 40 cmhigh) that she termed a"prototype teponaztli" .Normally serving
as a headrest for sleeping dignitaries, during the maize festival it was used as a platform for dancing. The
dance movements consisted ofjumping upon the two sections of the beam, a pattern of kinetic activity yield­
ing two tones matched by chanting singers."Thirty years earlier, organologist Karl Izikowitz cited examples
of large hollow logs (without slits) played in similar fashion by Californian Amerindians." A performance
technique like the ones Ziehm and Izikowitz observed inMexico and California respectively currently exists
in the four comers region (Arizona, Colorado, New Mexico, Utah), where Pueblo Amerindians play log­
drums set into kiva floors using their feet. Floor grooves in ancient Mimbres pit structures channeled to re­
ceive such logs suggest this practice as beginning before 1000 A.D." Related practices were widespread as
well as longstanding, with variations on a log-drum tradition known for ethnic groups up and down the Ca­
nadian and United States Western coasts.14 However, none of the North American percussive-logs appear
deliberately cut so as to create tongues or other shapes that would yield pitch differences.

Presumably because the log-drum Ziehm observed in Durango produced two pitches is why she advoca­
tes a north Mexican source for the Mesoamerican slit-drum. The corollary is that the instrument evolved into
its modern version as it was carried south by migrating Uto-Aztecan speakers (the language spoken at San
Pedro Jicora). Ziehm's supposition is reinforced by the many Colonial-era reports that detailed the wides­
pread use of the teponaztli in northern and centralMexico. Moreover, indigenousCentral Americanswho con­
template a source for the drum, presume it to be an ancestral object or one introduced by Preconquest Me­
xicans." In spite of the tantalizing nature of this supposition an excavation in Guatemala led by Alfred Kid­
der, in the early 1940s, casts doubt on Uta-Aztecan-speaking Mexicans as inventors of the instrument."
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2. KaminaljuyU anthropomorphic incense censer. Museo Na­
cional de Arqueologia deGuatemala, AOVI, 20. Author's pen­
cil and charcoal drawing.

Kidder excavating Kaminaljuyu (in the western corporate limits of present-day Guatemala City) found in a
tombensconced inEarly-to-Middle-Classic erastratigraphy levels (250-600 A.D.)- and at least threehundred
years before theUto-AztecanToltec- a ceramic-incense-censer-lid featuringa figure playing asquare-shaped
slit-drum [fig. 2].

On the incense censer, the represented slit-drummer's sculpted clothing and accessories were the same
as those worn by the elite at Kaminaljuyu, implying that the individual depictedwas an historical person im­
portant in that society. In addition to the rich vestments the body was painted red, a color symbolizing super­
natural power."The red paint found in amortuary contextassociatedwith an animated figure, his movement
captured in clay, may mean that the character represented a person who had died symbolically in order to
be spiritually reborn. If so, the sculpturemay depict a shaman or someother individual capable of communi­
catingwith occult forces. Perhaps the slit-drumwas partof the paraphernalia used by this individual for such
communication. Mesoamerican artworks that include slit-drummers often also include shamanistic elements
such as themes of transformation and rebirth.

The Kaminaljuyu ceramic drummer is sculpted showing thick arm andwristbands, enormous earspools,
and a heavy double-beaded necklace. Two components are especially prominent, an elaborate hat covering
an oversized head and a long goatee, the beard curling up at its end. The large head - made more conspi-
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3. Miniature teponaztlis with affixed (rubber) mallets excavated at Calle Escalerillas, Mexico City. From:
Daniel Castaneda and Vincent T. Mendoza, Instrumental precortesiano (Mexico: Publicaciones del Museo
Nacional, 1933), appendix photo 1.

cuous by the hat and goatee - seems out of proportion to the small slit-drum that the figure is ready to play."
The instrument's size is further diminished in that the drummer is using only his right hand to stnke it. In
contrast, his left one is palm up, posed so that an object can rest on it (perhaps an offering), but no item
suitable for this purpose has been discovered in the tomb. The hand making the sound(s) is shaped into a fist
that could hold the handle of a sculpted drumstick, but as with the missing component assumed for the left
hand, no object that could be inserted into the fist opening has been found.

Despite its discovery at Kaminaljuyu, this type of large ceramic incense censer is more characteristic of
Teotihuacan, a vastmetropolis located in the Central Valley ofMexico, overlO00 km north ofGuatemala. But
regardless of the distance separating the two, Teotihuacan, the dominant Mesoamerican power during the
Early-to-Middle-Classicperiod (250-600A.D.), establishedclose relationswithKaminaljuyu, primarily because
of the latter's proximity to valuable jadeite deposits located in the vicinity of the nearby Motagua River."

Cultural components sharedbetween the two citiesmay hold answers formusic archaeologists as anAztec
myth concerning the creation of both the teponaztli and its instrument companion, huehetl, invokes ancient
Teotihuacan.Thismyth, relayed to theFranciscanGeronimo deMendieta in the sixteenth century, begins with
the sacrifice of the old gods in order to appease a newborn sun god, lord of our current age. After the old gods
were sacrificed, two priests wandered the country in grief. One eventually proceeded to the court of the new
sun and soughtmusical instruments to allay his sorrow. The petitioned deity refused and forbade his retinue
to listen to the man's supplications. Nevertheless, two of the god's servants disobeyed and in so doing were
moved to sympathyby the priest's pleas, sungas sad songs. These twoservants, namedTeponaztli andHuehuetl,
were consequently banished and transformed into the musical instruments that now bear their names."

There is no discernible written language and thus no recorded history attributable to Teotihuacan, but
its diagnostic traits, like "thinorangepottery" and talud tableromotifs" dispersed throughoutmuch ofMesoamerica,
attest to the city's widespread influence.Teotihuacan religious concepts, like the cult of the" feathered serpent",
were similarly distributed. In fact, Teotihuacan-intrusive ideas often dominated or transformed societies that
their emissaries contacted. For instance, theMayansystemofwar changed after their Lowland city-stateTikal
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came under the influence of Teotihuacan in 379 A.D"Kaminaljuya, like
Tikal, was similarly dominated early in its history, but by the beginning
of the Middle-Classic era (approximately400A.D.) itemerged asTeotihua­
can's nearequal southern trading partner in a pan-Mesoamerican exchange
network, exporting among other items cacao, rubber, sea shells, animal
skins, feathers, cotton, jadeite, and perhaps the slit-drum.

Unlike the instrument sculpted on the incense-censer-lid found at
Kaminaljuyu, no solid evidence for a slit-drum has been recovered from
the site ofTeotihuacan itself. Castaneda andMendoza's 1933 Instrumental
precortesianos includes a photograph of a miniature stone version of the
instrument, which was then in the possession of the local Teotihuacan
museum, but the authors do notexplain the archaeological circumstances
of its discovery; in particular whether this drum-modelwas found during
controlled excavations at, or near, Teotihuacan."

Additional early evidence for the instrument can possibly be ascribed
to Remojadas (in modemVeracruz), located on an easternspur of theTeo­
tihuacan-Kaminaljuyu trade routes. Attributed to this site - which is also
important in music archaeology for its acoustically complex flutes - is a
clay figurine slit-drummer (Shein Collection). The Remojadas ceramic
drummer is nude except for a feline-shaped skullcap. This costume fea­
ture, the cap could indicate supernatural interaction, as is presumed for
the red paint on the lid of the Kaminaljuyu incense censer. This individual,
again perhaps a shaman, could be transforming into his nagual, or animal­
spirit. Diagnostically, he wears the perplexing grin that characterizes
Remojadas "smiling face" sculptures, and is posed positioning a pair ofmallets in adolescent abandon above
a barrel-shaped slit-drum resting between his outstretched legs." The drumming technique demonstrated
by this musician, who appears ready to strike the object with both beaters at the same time, differs from the
less dramatic technique shown on the Kaminaljuya censer. The Remojadas instrument is also larger in scale,
more prominent, and more like known Mesoamerican slit-drums. And unlike the Kaminaljuyu musician­
shaman, the one from Remojadas seems solely concerned with striking his drum.

According to organologistJose Franco, no pre-Hispanic slit-drums have been found in theVeracruz (mid­
dle Gulf Coast) region, although several figurine representations exist.25 Despite this claim, the Remojadas
example and possible Olmec ones discussed later are the only slit-drum figurines or related freestandingsculp­
tures attributable to this area that I have thus far come across. Moreover, like many portable objects ascribed
to pre-Columbian cultures, the Remojadas sculpture lacks a verifiable archaeological context. Assuming that
the sculpture is fromClassic-periodVeracruz (400-900A.D.), togetherwith theKaminaljuyu censer, itsuggests
slit-drum use among provinces involved in the Teotihuacan trade network. Excavations at other sites located
on these routes will help to verify this theory."

RUBBER-TIPPED MALLETS. One way to conceive Mesoamerican idiophones is as a set of components: the
instrumentand the strikingobject. Pre-Hispanic andColonial-era records concerningMesoamericanslit-drums
indicate that rubber-tipped drumsticks were most often used as beaters. (Analogous to the union of the
teponaztli with rubber-tipped sticks is the coupling of tortoise-shell idiophones with deer antlers.)

No rubber-tipped drumbeaters havebeen found inarchaeological contexts but there is good circumstantial
evidence for their use in pre-Hispanic times. Such evidence is found at El Tajin, a large site located a few
hundred kilometers north of Remojadas, which filled the power vacuum in northeastern Mesoamerica fol­
lowing the decline of Teotihuacan after 600 A.D" On the southwest panel of its South Ball Court a relief­
sculpture shows an importantperson (wearing an elaborateheaddress and sandals) using a drumstick to beat
a small, oblong, elbow-cradled slit-drum. The beater is shown as a short, narrow stick, topped with a conspi­
cuously drawn ball, probably representing rubber. Also, a diorama-like scene on a terra-cotta piece in theKarl
Stavenhagen collection (attributed to the Classic-era Pacific Coast Colima culture), has been interpreted by
ethnomusicologist Samuel Marti as a shaman-led ceremony involving a three-piece instrumental ensemble:
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5. Top and bottom view of Taino slit-drum, from Gonzalo Fernandez de Oviedo (1851).

slit-drummer, valveless trumpeter, and container-rattle player. While awaiting direction from the shar1;;n,
the slit-drummer brandishes two large ball-ended mallets with molded round tips that suggest rubber. In
addition to these Classic-era coast-culture artworks, a Postclassic Aztec votive offering of several miniature
clay teponaztlis, sculpted with comparably sized pairs of ball-ended drumsticks molded onto the slits of each
drum, was discovered in excavations under theMexico City street, Escalerillas [fig. 3]. The ends of these small
mallets are incised with cross-hatching, sometimes used to denote rubber balls in depictions concerning the
Mesoamerican ball game."

Ethnohistoric reports provide additional evidence of a relationship between rubber-tipped mallets and
the Mesoamerican slit-drum. The Titulo C'oyoi, an indigenous Guatemalan text written in the early-Colonial
era, contains the phrase" (x) quik'oj quic", which Mayan document specialist Robert Carmack translates as:
"They played the drum with rubber-tipped sticks."I seventeenth-century Guatemala Fuentes y Guzman
wrote that the tepunaguastle (a corruption of teponaztli)was"toca a golpe de unas baquetillas demadera solida,
calzadas por las extremos de le, que es una materia resinoso." An even earlier (mid-sixteenth-century)
account by Landa from the Yucatan included a description ofMayan slit-drum performance technique: "This
(slit-drum) they hit with a longish stick at the end ofwhich is a ball of a certain gum that exudes from a tree.""

The principal source for Landa's gum is the rubber tree (Castilla elastica) found in the American tropics
at altitudes of700meters or less, the typical environment ofGulfofMexico, Caribbean, and southern Mesoame­
rican Pacific coastal zones." In the past, the Gulf Coast was particularly important for rubber production. In
fact, olli (Fuentes y Guzman's ule), theNahuatl name for rubber, is the root of theword olmec,which in Nahuatl
means "the rubber people". ThePre-ClassicOlmecheartland bordered themiddle and southernGulfofMexico,
and the earliest examples of extracted rubber, some molded into balls and associated with offerings, were
recovered from a spring at the Early-Formative-Era Olmec site, El Manati, located on the Gulf Coastal plain,
not far south of Remojadas? EI Manati rubber samples have been carbon 14 dated at 1200 B.C.:is

In his book, lnstn1111e11tos 11111sicales precortesianos,Marti briefly comments on a pair of artifacts representing
slit-drummers sculpted in Olmec style, kept at the Museo Nacional de Antropologia e Historia." These scul­
ptures are probably the same as those shown in photograph number 112 in Castaneda and Mendoza's Instr­
mental precortesianos. In the photograph, two crouching Olmec-style figures are shown hitting large oblong
objects cradled in their left arms with beaters held in their right hands. The stone sculptures (likely carved
from basalt) have weathered badly, and their appearance is too grainy to allow for a true determination of
the nature of the object or the activity engaged in. Nonetheless, the Olmec-style figures closely resemble the
slit-drummer sculpted on the South Ball Court at EI Tajin [fig. 4]. In each case the sculpted subjects cradle an
oblong object in the crook of an elbow while striking the respective objectwith a beater held in the other hand.

Based on the limited evidence available, I posit the Mesoamerican slit-drum (hollowed out from the
bottom and with an "H"incised into its top) as having been initially developed on the east or west coast of
Mexico or Central America (most likely the Gulf of Mexico), and at least by the Middle-Classic period (600
A.D.) but probably much earlier. There are three primary reasons for this proposition The first concerns the
fact that the inventors were probably from a land that had an abundance of rivers - indicating a need for
dugout canoes - and an awareness of the woodworking techniques used in slit-drum manufacture. (The lar­
gest concentration of rivers inMesoamerica drains the Gulf coastal plain, and these flood plains had copious
wood supplies during most of the pre-Hispanic past.) Second, rubber used for slit-drum beaters grew wild
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in the Gulf and southern Pacific Coastwoods. People living in those regions would more likely have been fa­
miliarwith this resinous substance than their neighbors in other parts ofMesoamerica. And third, the earliest,
albeitminimal, documented evidence for slit-drums themselves comes fromKaminaljuyu near the Pacific and
El Taj in near the Gulf ofMexico. The Remojadas and Olmec examples, if they are truly pre-Hispanic, further
substantiate Mexican Gulf Coast invention.

CYCLING TIME. Having given some evidence for the Mesoamerican slit-drum as originating in a coastal
region (most likely the Mexican Gulf Coast), in the second part of this essay I hypothesize why its invention
has more often been associated with cultures located further inland. This exposition involves two aspects of
Mesoamerican life that would at first appear only marginal to music. The first is a pan-Mesoamerican belief
in the cycling nature of time, and the second is the complex reciprocal relationships involving the exchange
of objects and cultural concepts between Highland and Lowland societies (sometimes called Cold and Hot
Lands), which is referred to here as "cultural brokerage" (a term borrowed from Eric Wolf)?

I begin with the concept of cycling time. Indigenous calendars were in use from the earliest periods of
pre-Hispanic Middle-American civilization. They charted solar and planetary movements, and a 260-day
cycle of twenty, 13-daymonths, possibly representinghuman gestation periods or corngrowing cycles. These
calendars were intended to revolve simultaneously, and the initial day name and day number of the 260-day
calendar matched up with the initial month name andmonth number of the 365-day solar calendar only once
every 52-years."' Auspicious dates within this and other cycling periods were noted by timekeepers andmajor
events such as a city or dynasty founding could be situated so as to occur on important dates. These manipu­
lations affected perceptions of chronology and the interpretation of history. Consequently time-cycles and
the events andmyths that sprangup to corroborate important dates within themcame to be viewed byMeso­
american populations as parts of a grand plan of predestination.

To illustrate how this viewwas manifest I relate one of the better-knownstories concerningQuetzalcoatl,
the anthropomorphic Mexican god who challenged traditional systems of belief, such as human sacrifice.
After confrontations with a rival, Quetzalcoatl departed from the GulfCoast in a year 13-Reed (according to
the Aztec version of the 260-day calendar). He vowed to return from the opposite direction on the same date
of the cycle to rule a prophesied future age. When Cortes landed at Veracruz in a subsequent 13-Reed year
(coinciding with the Gregorian date 1519), the Spaniard was initially presumed by the presiding Aztec king
Moctezuma II to be the returning Quetzalcoatl. Cortes learned about this assumption and used it to win over
allies and to gain an audience with Moctezuma II, two factors, whichwere crucial in his conquest of Mexico.
Moctezuma H's belief in an inherent power attributable to specific dates, a power thatwas expected to return
when a date recurred in a calendar cycle, conditioned his acceptance of the inevitability of the unfolding
events leading to Conquest. And although the Mexican king finally realized that Cortes was no god, the
destruction the conquistador had by then wrought did end an old way of life and ushered in a new one. As
did Moctezuma II, during that epoch other indigenous Mesoamericans abided by cyclical time systems and
for them history - in essence - repeated.

As revealed in the first section of this essay, prior to Spain's arrival in the New World various ethnic
groups from what is nowmodemMexico intruded into southern Mesoamerica. These groups and the dates
of their entrances include the Olmecs (1000 A.D.), Teotihuacanos (250 A.D.), Toltecs (900 A.D.), Gulf Coast
Mexicanized-Mayans (1200 A.D.), and Aztecs (1450 A.D.)." Northern intrusion into southern areas was
endemic and probably perceived by locals as cyclical, with each new occasion being a repetition of the first,
or a prior one. Although somenorth-to-south incursionshave been dated archaeologically, local oral histories
often confuse(d) such specifics as which ethnic group intruded and when. For instance, for sixteenth-century
K'iche' Mayans, the fifteenth-centuryAztec takeover ofXoconochco at thesouthwestern border ofGuatemala
was probably perceived as analogous to the Teotihuacan intrusion into Kaminaljuya which occurred over
a thousand years earlier. And though as Ziehm and Hammond assert, the slit-drum may have been intro­
duced into southern Mesoamerica from the north by one of theseMexican groups, its introduction there un­
doubtedly took place prior to Uta-Aztecan presence in the region.

HIGHLAND-LOWLAND RELATIONSHIPS. Evidence in Mesoamerican etymology and imagery points to ex­
changes of objects and cultural concepts, like language and artistic aesthetics, amongpeople in Highland and
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L land communities."A cursory study of themultiplemeanings ofcertain GuatemalanMayanwords helps
j,4 Ne correspondences among some of these relationships. The K'iche' word tum has alternately been
defined as "trumpet","twisted rope",and "maguey cactus".'The latter two definitions are related because
Mayans sometimes used fibers from the maguey cactus to make rope. Since the plant was particularly pre­
valent in the Highlands of central Mexico, maguey imagery is presumed to have stood for cultural concepts
developed there." In Mesoamerica, the use of rope for binding objects is associated with domination rituals.
It is a message transmitted through the imagery sometimes included on slit-drums, and is in fact a rather
common decorative motif on those instruments.

The correspondence among these specific elements is best demonstrated in the sculptured images on the
South Ball Court at El Tajin (previously described regarding its inclusion of a slit-drum). On the ball-court
wall an important figure, Lord Thirteen-Rabbit, is shown in several scenes near maguey cactus, and in one
he is engaged in a sacrifice-related accession rite partly symbolized by a captive bound-up in rope. An inter­
pretation of this sculpture's meaning is that Mexican Highland powers, portrayed at Lowland EI Tajin by an
image of the non-localmaguey plant," had helped confer the authority ofRulership on Lord Thirteen-Rabbit.
According to this explanation the dominant Highland culture's influence on the Lowland one is shown
through the use of symbols representing objects understood by both cultures as associated with the former.

CULTURAL BROKERAGE. The Aztec merchant class, pochteca, organized as a caste, often preceded large­
scale trading or military incursions into foreign territories. Because of their familiarity with the customs and
languages ofdifferent groups, professional merchants were used by host polities to broker exchanges among
groups living in different geographical and social environments." The Mayan equivalent of the pochteca was
known as p'olomand it is known that organized trade was a pan-Mesoamerican tradition that reached back
at least to Teotihuacan and more likely Olmec times."

Outside of the Valley of Mexico, the pochteca probably deferred only to powerful kings and then only
when that deference served their own agenda. As the society they lived in was predominately theocratic, it
is possible that the powerwielded by these merchants was perceived as partly derived from the will of a god,
or gods, who was familiar, or made familiar, to the approached groups. The deity Yacatecuhtli protected the
pochtecha and therefore may have been perceived by all engaged in the exchange network as the authority
that granted them their power. (If so, Yacatcuhtli functioned as a kind of patron saint for merchants).

RITUALIZED EXCHANGES. AnthropologistNancy Farriss has presented evidence that in the period imme­
diately after Conquest, a few pre-Columbian trade routes continued to be used. On one of these, Tabasco
cacao was brought to Chicbul, Campeche, where it was purchased using a currency of objects given value
by their associationwith the patron saint ofChicbul. Tabascan cacao growers agreed to this mode of exchange
because Chicbul, the Chontal (Putun Mayan) Colonial-era political-religious center, was considered the Post­
hispanicsuccessor to theLate-PostclassicChontal capital, Xicalango. Catholic images fromChicbul conferred
power on their acquirers as the representations of pre-Columbian Xicalango deities apparently had for Ma­
yans of the Late Postclassic era." Some of this power was affirmed in the rituals associated with the delivery
of merchandise. One can extrapolate that merchant movement along old Mayan trade routes evolved into
modem saint day processions, characterized by office holders in cofradias (lay brotherhoods) who solemnly
parade through important streets of a community holding aloft staffs topped with Christian icons and the
symbolically charged images of patron saints. Included in the entourages of contemporary saint-day
processions are the instrumentalists, like slit-drummers, who play the official music on these occasions. A
question is did musicians playing similar instruments also accompany pre-Columbian merchants?

Pre-Hispanic relationships amongHighlandandLowlandsocieties possiblymirrored the ritualized commodity
exchanges in Colonial-era Campeche and Tabasco, but on a grander scale. In fact, Farriss argues that the early
success of the Spanish Christianizing enterprise, and the cofradiasystem's persistence into modem times, pre­
supposes a pre-Columbian tradition underlying it. She suggests thatoriginally many of the elite functionaries
involved in these fraternities belonged to, by then, the defunctpre-Hispanicmerchantclasses. I take this suggestion
one step further by proposing that music-making functions attached to pre- and early-Posthispanic trade at
least partially accounts for the spread and acceptance of instruments, like the slit-drum.

Evidence indicating the extent of Highland and Lowland correspondence can be found in the names for
a few objects from the pre-Columbian West Indies. There, paraphernalia used for the ball game along with
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the slit-drum - both theorized as Lowland inventions - constitute the only major culture-related object types
shared betweenMeso and Caribbean America; with the name used for the idiophone indicating its perceived
association with Mesoamerican Highland iconographical concepts.

Inhis studyofsixteenth-centuryCaribbeanculturesDominican friar Gonzalo FernandezdeOviedo yValdes
included two drawings of a West Indian slit-drum, one showing the instrument's top, with an H-cut, and the
second, the bottom,with a largesquareaccess cutout, provingMesoamerican influence on design [fig. 5]. Cuban
folklorist, RhynaMoldes states that the name for this Caribbeanslit-drumwas mayohuacan" andRamon Pane,
who translated the 1571 New World account of Alfonso Ulloa, listed Ulloa's name for a Taino (Caribbean)
slit-drumas maiohava."Thesemay be differentnames for the same sound-producingobject or the sameword
spelled differently, but in both cases the name(s) also means "maguey cactus".A Caribbean name used for
both themaguey cactus and the slit-drumpresupposes a correspondence between the two objects thatmirrors
their association as sculpted on theElTajin ball courtwall,with its implicationofLowland-HighlandMesoamerican
relationships. (This suggests that Middle-American contact with west Indian cultures may have been a pan­
Mesoamerican endeavor.)

ONTHEASSOCIATIONOFOBJECTSTO CULTURES. CentralMexican diagnostics like Teotihaucan "thin orange
pottery" and Toltec "plumbate ware" were manufactured elsewhere (Puebla orVeracruz for the former and
the Chiapas-Guatemala border region for the latter), but to theancientpeoplewho used orknew of these ceramics,
the pottery types represented the aesthetics and ideals of the respectiveMexicancultures disseminating them,
and not thosewhichmade them. AssignmentofMesoamerican objects to distributingcultures helps to reconcile
the conflict between the slit-drum's associationwithClassic-eraHighlandconcepts (the fall of theoldTeotihuacan
gods, maguey cactus, maguey rope, and domination and accession rituals) with the lack of the instrument
or its imagery at Classic-era Highland centers."

With the demise of theOlmeccivilization (after300 B.C.), subsequentGulfCoastand Pacific coastLowland
cultures devolved into tribute states, beholden tomorepolitically, economically, andmilitarily-powerfulcultures,
which from that time forward were generally centered in the Mexican Highlands. Nevertheless, the eastern
Gulf-Coastal zone became fixed in the collective consciousness of Mesoamerica, as the home of the sun and
even of civilization itself. Material objects associated with the Lowland - cacao, rubber, the ball game, and
possibly the slit-drum - became imbuedwith pan-Mesoamerican religio-political power, which was used by
Highland cultures to enhance their dominance.
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THE ICONOGRAPHYOF THE ORGAN:

CHANGE IN JEWISHTHOUGHT ANDMUSICAL LIFE

JOACHIM BRAUN

The organ and the lute - two musical instruments with negative associations in Jewish history of music
mainly due to their strong pagan, secular (the lute) and Christian (the organ) affiliations- exemplify the pro­
cesses of change in Jewish musical thought and practice. Since I have discussed the case of the lute in detail
at another place,' we will concentrate here on the organ, a musical instrument for many centuries much dis­
puted in Jewish-Christian religious circles.' Let us take a brief look at the transformation in the meaning and
semantics of the instrument from its invention in the Hellenistic time (Egypt, middle of the 3rd century B.C.)
to the time of the Jewish Emancipation in Europe (18th century), and examine the part which iconography
played in this process.

Some time ago the FreiburgerRundbriefe (1998:4) published an article on the organ in Jewish synagogues
of the nineteenth century by the noted musicologist Walter Salmen. This latest informative contribution lo
the history of this instrument in Jewish musical life, reflects two stereotypes in the discussion of the subject:
(a) the organ was probably used in the Jerusalem Temple, and (b) in European Jewish communities the his­
tory of the organ did not start before the eighteenth century. Both conclusions are misleading. The history of
the organ in Jewish culture and Jewish thought, being a highly perplexed problem, appears to be a "musical"
reflection of Jewish intercultural acculturation.

The term 'ugav, which in contemporaryHebrew denotes the organ, appears four times in the OldTesta­
ment: in the mythological story ofGen. 4:21,as instrument of the godless Gob. 21:12),metaphorically as "voice
of mourners" (Job. 30:31), and in the doxology of the Ps. 150:4. The root of the word 'ugav points to the He­
brew-Arabic 'agavah (sensuality, lust, lasciviousness; comp. Ezekiel 23:5). ln the apocryphal Ps. 151 (probably,
first century) an image of an orpheic-Christian David appears as builder of musical instruments and here
chronologically the interpretation of the 'ugav (in the Hebrew version) as organ is a possibility.

The word 'ugav is rendered inconsistently already in the Septuaginta: kithara (Gen. 4:21) and psalmos (Job
21:12, 30.31) may be interpreted as string instruments, and organon (Ps. 150:4) could be a wind instrument or
just any instrument whatsoever. The Peshitta (Syriac translation of the Bible, 1st-2nd century) follows the
translation of the Septuaginta; the Targum (Aramaic translation, 2nd-7th century), however, consequently
translates 'ugav as abbuba (the pipes of the Roman ambubaiae-girls, musician-harlots), and in the Vulgata it is
organumconsistently all four times. While in theTargum is clearly meant a mono- or double-pipe read instru­
ment, the interpretation of the Vulgata is uncertain: at the time whenJerome translated the Hebrew Bible (ca.
347-420), organum may have meant both a music instrument in general or an organ.3 Jerome's contemporary
St. Augustin (early 5th century) gives us the following comments on the understanding of the word organum:
"Organum is the general term used of all musical instruments, although nowadays it is customary to apply
the word organum to those which operate by bellows..."
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1. Terra-cotta oil lamp (3rd-4th century). Ein Hashofet, Israel. Israel
Antiquity Authority 71.5080.

It is quite obvious that the translators of the biblical text were not familiar with the real meaning of the
word 'ugav, which probably was lost long before. We also can not avoid the feeling of a camouflaged repug
nance - probably because of its amorous affiliation - towards the mentioned instrument by both the writers
of the original text and the translators. Contemporary musicology interprets the biblical 'ugav as a flute-type
instrument- the etymology and love symbolism, similar to all ancient and contemporary Near Eastern flute
instruments, suggests a ma't (Egypt), or nay (Israel/Palestine, Turkey) type instrument.'

Although sources are not unambiguous, we may suggest that the identification of the biblical 'ugav with
the organ transpired at the time of the completion of theTalmud (4th-6th century). In the treatises TBArakhin
10b and TJ Sukkah 55c we find the terms ardablis, adrabalin, hardolis, ardablis - all distorted forms of the Greek
hydraulus (water organ)." In the TJ (Sukkah 55c) it says unequivocally: "Rabbi Simeon ben Lakish said: 'ugau
- is anardablis".And RabbiShimon benGamliel adds to the same passage that therewas not such an instrument
in the Temple, because its sound"disturbed the melody" (TB Arakhin 10b, TJ Sukkah 55c). There is also no
Greek or other evidence of an organ in the Temple or on the territory of Israel/Palestine. We believe in this
argumentumex silentio: such an unusual instrument as the organcertainly would be noticed andbroadly attested
by the Greek-Roman writers, as was the organ somewhat north, in Syria (see below). Jewish sources of this
period, however, never display an outspoken repugnance towards the organ, and we have to note, that the
unsuitability of this instrument for the Temple service was thought to be of a purely aesthetic nature.

56



Music in Art XXVIII/1-2 (2003)

2. The mosaic of Hama (the last quarter of the 4th century A.D.).

In the Mischnah (second century) and somewhat later in the Talmud is mentioned another sound tool
- the magrephah. Rabbi bar Shila claimed that "there was a magrephah in the Temple" (TJ Arakhin 10b). The
descriptions and function of this tool are quite confusing and contradictory in the Talmud, and later years
brought about different interpretations.' Rashi (1040-1105), the great commentator of theTalmud, and some
later authorities stressed three main functions of the magrephah: to sweep together the ashes from the altar
after burning the offerings (Hebr. garaph, to scoopup); to produce a strong alarm sound for the priests by hurling
the instrument, and to produce musical sounds similar to the hydrmilis.8 The well-knownRenaissance scholar
Abraham Portaleone (Mantua, 1542-1612), was probably the first to claim that this instrumenthadpipes.'The
discussions about the magrephah went on till the second half of the twentieth century without reaching any
definitive opinion." The musicologist and expert in Jewish studies Joseph Yasser claimed in the 1960s that
the magrephahwas nota musical instrument in the modern sense, and even less so an organ, but in older times
(2nd-1st century B.C.) was a shovel to scoop away the ashes of the burned offerings, and later (1st century
B.C.-1st century C.A.) a shovel-shaped sound tool.' Yasser suggests that the magrephah was built possibly
by some of the famous Alexandrian craftsmen who used to be invited to Jerusalem for repairs of sound tools
(TB Arakhin 10b) and that its strong sound-like sound of uncontrolled pitch was activated by a stream of air
and a number ofpipes. Its ritual soundingmay haveserved as symbolic remainder of the impendingjudgment
of God.

Be this as itmay, we have good reasons to claim thatduring the pre-Christian and first Christiancenturies
the Jewish communities were acquainted with both - some kind of a Temple sound tool (magrephah) and the
hydraulic or pneumatic organ. The last one is attested also by archaeological finds: a group of terra-cotta oil
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3. A representation of the Talmudic magrephnli in the Second Kennicot Bible (1366
-1382). Oxford, Bodleian Library, Ms. Kenn. 2, fol. lv. An outline of the drawing
is provided below it (see note 23).
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4. Farhi Bible (1366-1382). Sassoon Collection, Jerusalem, Ms. 1, 368 (6), fol. 186r.

lamps were discovered on the territory of ancient Palestine, which have on their front relief depictions of a
framed row ofsevenorgan pipes and two pairs ofcrotala. The artifacts are dated into the third or fourth century
and attributed to the Samaritan culture [fig. 1). 12 Thus, a Roman Palestine community, in constant and close
contactwith theJewishpopulation (and sharing a related religion),waswell acquainted with theorgan, depicting
it as a Temple implement and used possibly also for liturgical purpose. Another use of the organ in this Near
Eastern area was documented in Harna (Syria), some 200 km north from Samaria, where a most remarkable
mosaic from the third century shows its use in everyday music-making. Themosaic depicts a group of female
performerswithmusical instruments and among theman organplayer [fig.2]."Compared to the known third-century
organ iconography, this instrument has remarkably developed features."

Already from the time of theMishnah (1st-2nd century) music in general and instrumental, particularly,
was rejected by theJewish clergy. Singing"ceased after the Sanhedrin",and the erous (wedding drum or bell)
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5. Kaufmann Haggadah (late 14th century). Budapest, Magyar Tudo­
manyos Akademia Konyvtara, Kaufmann Coll., Ms. A 422, fol. 3v.

was forbidden (Sotah 9,11 and 14). Some two centuries later, the language in the Talmud changed fiercely:
"The ear which listens to song should be torn off' and "Rabba said: when there is song in the house there 1s
destruction on its threshold" (TB Sotah 48a). Rabbi ]ohananwarns in the same passagewith reference to Jesaja
5:11: kinnor, nebel, toph, halil and wine makes you forget God (TB Sotah48a-b). Especially strong is the censure
of women's singing."Samuel said: the women's voice is unchaste, sexual incitement" (TB Berakhot 24a).
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The prohibition ofmusic and particularly organ wasnot less severe by theChurch Fathers. From the beginning
on, this was not for aesthetic reasons, but rather because of the enticementofmusical instruments. In this regard
the depraving effect of the organa (the organ, or musical instruments in general) was stressed, especially for
women: in his Epistle to Ps. 107 Jerome warns: "Let her be deaf to organa, let her not know why the tibia, lyre
and cithara are made"."?

Regardless of this, history went its own way. The situation is best described by Jean Perrot: "...we may
never know the truth of the matter, since atpresent there is no knownofficial text among the pontifical archives
which authorizes the use of the instrument in church.""And therewas a good reason for it although considering
all instrumental music suspicious, the clergy turned a blind eye when the small portable organ was used at
the service to accompany the singing of Ute faithful. From the eleventh to thirteenth century a dual attitude
toward the organ was apparent. While the Synod of Milan in 1287 declared organ music an important part
of the service, the General Chapter of Ferrara (1290) ruled a strongprohibitio of the instrument. 17 Many clerics,
however, "succumbed to the charm of the new instrument and were attracted by its sustained sound, which
was to some extent religious in character. ... And so the organ, though never officially acknowledged in the
pontifical decrees, and tolerated rather than accepted by the hierarchy, gradually established itself until, by
the fourteenth century, it was the established servant of Christian worship"."

A similar process look place in Jewish thought. There is no known written text, or rabbinical p'saq halaha
(rabbinical ruling), which did forbid or denounce the use oforgan ina more severe way then any othermusical
instrument. A classical rabbinical sentence, the ResponsumbyHayya benSerira (939-1038, Ga'onofPumbedita,
Babylonia), is one of the basic preserved documents on music of the post-Talmudic literature. Ben Serira's
answer to an inquiry from Tunisia whether music is allowed atweddings ("here, at the houses of the bridegroom
and the bride it is the custom to play the drum and dance, and goyim (gentiles) are brought in with nebel and
kinorand 'ugav to be merry")," contains a permission for songs and laudations in honor ofGod and on occasions
such as weddings, but strictly prohibits love songs, such as the Arab "songs of love".Regarding instruments,
only drums are permitted to accompany dance at pure women's gatherings, while instruments such as"nebalim
and kinnorot, instruments with strings, 'ugavim and halilim" should be avoided, because "a prostitute is she
who will use them"." We cannot be sure that in this context the word 'ugav denotes the organ, although this
should be quite probable considering Ute date of the document, Uteaffiliation of the instruments with non-Jewish
musicians and the clear reference to a wind instrument.

From now onJewish habits changed rapidly. Quite a number ofpreserved texts from Ute twelfth to fourteenth
century deal with the importance in Judaism of both vocal and instrumental music, while the attitude to the
'ugav is ambivalent. Joseph b. Jehuda ibn 'Aqnin (Spain, ca. 1150-1220), for example, mentions in a positive
way the "ugav with cymbals"" (the typical ensemble of the late Middle Ages and Renaissance), while Moses
ibn Ezra (Spain, ca. 1055-1135) reminds his readers of the relationship between instrumentand the"sir 'ugavin"
(lovesongs, see Ezechiel 23:5 and 32),warning also about thehasoserah (trumpet), toph (drum) and halil (pipe).
The greatestJewish authority of this timeMoses benMaimonides (Cordova, 1135-Egypt, 1204) in hisResponsum
on music surprisingly does not mention the 'ugav at all.

The very beginning of the process which may be designated as full legitimization of the organ can be traced
back to iconographic sources from the late thirteenth and early fourteenth century. A representation of the
Talmudic magrephah appears in Hebrew sources for the first time as an illustration in the famousSecond Kennicot
Bible (Bodleian Library, Kenn. 2; fig. 3-3a).23 Written and decorated in Soria (Spain) in 1306 by one of the most
prominentJewish scholars and manuscript authors Joshua ibnGa'on (or his scribes), the manuscript presents
on fol. 1v and 2r a detailed plan of the Temple, signed by Joshua himself. In the upper right corner of fol. 1v
may be seen a fantasy drawing of a guitar-shaped body with a short, wide neck, ending in a double-faced eagle
and accompanied by the inscription"a magrephah(was in theTemple) and it had ten holes, each ofwhich produced
a hundred kinds of songs amounting to Ute whole to one thousand kinds of songs" (TB Arakhin 11a)."Three
lines (strings?) are drawn across its body, five round holes are placed on each side of Ute lines and the borders
of the upper part are studded with dots.

Jewish writers who mention the magrephah, such as Ibn 'Aqnin (12th-13th century)," consider that Ute
above quoted Talmud passages refers to Ute numberofpipes (TJ Sukkah 55c andTB Arakhin 10c/11a), identifying
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6. Arba'ah Turim (1435). Biblioteca Apostolica Vaticana, Cod. Rossiani 555, fol. 292/293.

the instrument as some kind of musical instrument, possibly organ. In Arabic sources of the eleventh and twelfth
centuries," however, there are also interpretations of the magrephah as string instrument which could explain
the presence of strings on the Kennicot instrument. Joshua ibn Ga' on seemed to strive in his drawing for all
a this time existing interpretations of the magreplzah- as a wind instrument (organ), a string instrument (nra'azif
type), and an instrument in the form of a shovel (see footnote 7). Nevertheless, there is notaslightestorganological
or any other reason to interpret this drawing as anything but a fantasy, grown out of the Talmudic passages
and oral traditions about the 111agrep/1al1. It is certain that Joshua ibn Ga'on regarded themagrep/ra/r as a musical
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7. Siddur (early 15th century). Oxford, Bodleian Library, Opp. 776, fol. 79v.

instrument, but it is as well certain that he did not have the slightest idea what kind of musical instrument
the magrephah was.

Starting with the thirteenth century several Christianmanuscripts depictKingDavid as an organ player
(Belvoir Castle Psalter, Solomon Glossary) and even call him organist?"This Christian David-iconography
and the Kennicot Bible, produced by a great Jewish authority, probably stimulated a century or so later the
penetrationof theorgan intoHebrewmanuscript illuminations. Theoldestandbestexample is the Farhi Bible
(Spain, 1366-1382; fig. 4): the illustration on fol.186v under theheading"m'y klei sir b'mah s'haju mesorerim
haleviim" (Hebr.,somemusical instrumentswhichwereplayedby theLevites) shows at thebottom theJerusalem
Temple and above it two trumpets with the inscription "hasoserot". In the center is a large vessel (the "jar
ofmanna"), surrounded by two shofars, two lutes, two psalteries, and a portative organwith eight pipes and
some kind of pneumatic arrangement consisting of bellows and a tube.

This almost official acceptance of the organ as aTemple instrument, similar to the lute,"made it possible
for the organ to be reproduced in many other manuscripts. From the mid-fourteenth and fifteenth century
the depictions of organs appear at least in three other manuscripts - first in a Sephardic, and several decades
later in twoAshkenazi manuscripts. In theSpanishmanuscripts the organ is depicted in a biblical contextonly
as a Temple implement, while in the Ashkenazi paintings is evident a secular approach to the instrument.

An illustration in the Kaufmann Haggadah (Spain, late 14th century, fig. 5) shows a group of women,
three of them playing the drum, lute and organ, and eight maidens below, depicted as a choir, rather then
in a dancemovementas the traditionof this topos requires. A portative organ hassevenor eight pipes, placed
probably in two ranks, with a lowest pipe nearly twice as long as the shortest pipe, indicating a rather low
sound (asimilar instrument is depictedon theBelvoirCastlePsalter').Theorganplayer isshownat theperformance,
actually pressing the organ keys.

In the VaticanArba'ah Turim (a codex of halahik rulings, first half of the 14th century, North Italy; fig. 6),
on thewide frame of an illuminated page is depicted in a pure secularmanner, as part of the ornamentation,
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an organ player surrounded by musicians holding instruments. An illustration in the Oxford Siddur (prayer
book, early 15th century, Germany; fig. 7)shows a musicianwithaportative organamongagroupofmusicians
with avarietyofinstruments (lute, harp, fiddle, bagpipe,S-shape trumpet, shawm,vertical flute). Itis impossible
not to notice the close parallels of this illustration and the one in the French Bible from 1411 (British Library,
Royal 19.D.iii, fol. 458; fig. 8)" However, regardless of the relationship (the composition, the placmg of each
musician in an ornamental frame of leafs), the differences are obvious: all direct Christian images and some
musicians (Joseph, Mariawith child, musicianswith psaltery and naqqara) aremissing, others (musicians with
portativeorgan [!], bagpipeand lute) are addedor slightlychanged. Itseemsquite certain, that thebasic elements
of the illuminationwere transferred from onemanuscript to the other. At present, the exact date of theJewish
manuscript is not known and this prevents us to drawmore definitive conclusions on the genesis of this item.
It is this presence of the organ in biblical manuscripts, that paved the way for the instrument to be accepted
into some synagogues, paraliturgical literature and extra-religious levels of Jewish social life.

The organ, similarly to the lute, migrated fromWest toEastofEurope, fromtheSephardic to the Ashkenazi
communities and, just as the lute, first appeared in the iconography of theHolyScripture and religious literature,
only somewhat later entering Jewish musical life as a result of the written affirmation, "purified" and even
as "sanctified" Temple implement.

Towards the second half of the fifteenth century intellectuals and partly the leadership of the European
Jewish community accepted the organ as eligible musical instrument of high artistic esteem. Acknowledged
as Temple instrument in Jewish art, and merged with the concept of the ancient Levite music's elite nature,
Jewish Rabbis and scholars, such as IbnSahula (13th century), AnonymousMilan (15th century), JacobFarissol
(early 15th century), Judah ben Samuel Archivolti (1515-1611)" came to consider the organ as a suitable, in
fact preferablemusical instrument. TheJewish-Italian philosopher and biblical exegete Joahanan Allemanno
(15th century) wrote in a most enraptured manner about the performance of the famous blind organist from
Germany, Konrad Paumann at the Mantua court (ca. 1470).32 A century later, also in Mantua, the prominent
Rabbi, preacherand scholarJudahbenJosephMoscato (1530-1590)"discusses the theological aspects ofmusic
in one of his sermons: menwere created according to musical proportions; the biblical kinor, interpreted by
Moscato as organ, is compared to the human soul and affiliated to KingDavid's"spiritual kinnor" (= organ).
Just as the ki111wr (= organ) player has to master his art to obtain perfect harmony, so the human soul has to
act in accordance with the laws of harmony."

This way of thinkingwas developed by the Venice Rabbi and scholar Leon Modena (1571-1648), who in
the earlyseventeenth century introduced choral chantandmusical instruments in the synagogue"TheModena
Rabbi AbrahamSolomonGraziani (d.1684) permitted in themiddle of the seventeenth century the use of the
organ in the synagogue."

The reforms of the rabbis came to meet the requirements of the Italian Jewish communities, their musical
taste and social behavior. In this context the testimony by Giulio Marosini (former Samuel Nahmias [1612-
1683], a convertedJew) is quiet indicative. In hismemoirs he recalls a visit to aVenice synagogue in1628:"Tra
gl mstrumenti fu portatio in inagoga anche l'Organo, il qual per0 non fu permesso da I Rabbini, che si sonasse
per esseremstrumento che par ordinariosisuonanellenostrechiese. Mache?Tuttoqusto fu un fuocodi paglai,
duro poco I'Accademia... "37

During the next century changes occurred in the attitude to the organalso in some otherEuropean Jewish
communities. Johann Jacob Schudt in his Jidische Merckwiirdigkeiten (Frankfurt/Leipzig, 1714), for example,
tells us about Amsterdam... Jews (who) quite frequently visited churches to enjoy for hours organ music"

The firstevidence about the presence of the organ in a Prague synagogue is an iconographic source from
as early as 1494.Thedrawing inLobkovitzPrayer Book [fig. 9]"showsanorgan inaPraguesynagogue, which
is, surprisingly, depicted ma rare ensemble together with neqqara (small kettle drums) and a Rauschpfeife.

In the oldest synagogue of Prague - the Pinkas synagogue - built according to some sources at the end
of the thirteenth century, a portative organ was used already before the fire of 1689 and rebuilt after it.'° In
theAlt-nee Synagoge in Prague the organwas played at least from 1714, although only "for the Friday-Night
Shabbat-welcoming prayer. Organ music was part ofJewish festivities and ceremonies, as for example, in
the 1678 procession of the Jews of Prague honoring the coronation of the Emperor Leopold I of Austria, or
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8. French Bible (1411). London, The British Library, MS Royal 19.D.iii, fol. 458.

the Frcudw-Fcsl on the occasion of the birth of the Crown-Prince in 1716 in Frankfurt, where the organs were
carried by two boys in front of the Torah."

Recalling the first depiction of the organ with crola/11111 on Samaritan clay oil lamps, it is notwithoutsurprise
that we find the tradition of this ensemble not only in the late Renaissance, but also in eighteenth-century Prague.
The traveler d'Abraham Levi (Ben Menahem Tall), who visited Prague between 1718 and 1724 describes in
his memoirs that on a Sabbat day he listened in a synagogue the perfom1ance ofOrgelpfeife/1with the accompaniment
of klappeu-zy111bcls or klappcy111be/s."Witl1out hesita lion we can clain1 that the first is an organ and the klappencybels
are cymbals or crota/11111 (forked cymbals), rather than "tympanons" or "clavicymbals" as thought by some
modern musicologists. Theprofessionofa "klapzymbalist'' was known in the early Prague Jewish community,
as attested by epitaphs from 1636 at the old Prague cemetery." We may suppose that this name was used for
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9. Lobkovitz Prayer Book (1494). Prague, Klemenlinium Universitni
Knihovna, Ms. xxm F202.

Jewish musicians/klezmorimin general and not only for cymbal players. In the following centuries, with the
JewishReformmovement, theorganbecame awidely used instrument in the reformed synagogue. This,however,
is a new chapter in the history of Jewish musical culture.

I will limit myself here to the suggestion that the organ, similar to the lute, is a musical instrument that
has changed its function, meaning, and symbolism in Jewish musical thought and musical reality as resul
of change or rathermisinterpretation inJewishvisual arts. Itseems that theprohibition inChristian communities
was dictated by theological-practical reasons and the permission acceptedby estheticalconsiderations; in the
Jewishworld itwas the theological aspectwhich ruledboth prohibition and acceptancewhile the changewas
provokedbyextra-musical factors.Wewitness here a uniquephenomenonofmusicalculture-change inmusical
life resulting from change in theological written and visual sources.
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9a. Outline of the illustration in the Lobkovitz Prayer Book
shown in fig. 9
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ORGAN IC0N0GRAPHY IN HEBREWMANUSCRIPTS

Manuscript Location Folio Origin Date Topos

Farhi Bible Jerusalem 186r Spain 1366-1382 Temple Instruments:
Sassoon Coll., 2trumpets,
Ms. 1, 368 (6) 2 shofars, psaltery, gittern,

fide! (?), organ

Haggadah Budapest 3v Spain late 14th century Miriam with maidens:
Kaufmann Coll., drum, lute, organ
A422

Arba'ah Vatican 292-293 Northern 1435 Court scene:
Turim Bibl. Apostolica Italy among others, lute and organ

Cod. Rossiani 555

Siddur Oxford 79v Germany early 15th century Folk musicians (?):
Bodleian Library among others lute
Opp. 776 and organ
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SOUNDS OF THE PSALTER:

ORALITY AND MUSICAL SYMBOLISM IN THE LUTTRELL PSALTER

ROSINABUCKLAND

Institute of Fine Arts, New York University

Sing aloud to God our strength; shout for joy to the god of Jacob.
Raise a song, sound the tambourine, the sweet lyre with the harp.

Blow the trumpet at the new moon, at the full moon on our festal day.
[Psalm 80 (81)]

One of the major themes in the psalms is sound, that is to say making supplication or giving thanks to
God through the raised voice or music-making. The fourteenth-century English manuscript known as the
Luttrell Psalter echoes and reinforces this message through the prominence within it of sounds and rhythms,
the voice and music. The orality of the verbal composition and its performance is not lost through conversion
into a textual form, as might be expected, but rather is maintained by means of the textuality of the written
and illuminated codex. I shall begin by considering the nature of the psalms as poems, and the formal qua­
lities of the visual schema employed in this particular psalter. I thenmove into an extended discussion of the
role of music and its symbolism in the Luttrell Psalter, and finish with a brief consideration of how text and
image on the page stand ultimately only as signs of the actual performance of the psalms.

The Luttrell Psalter (36 24.5 cm, British Library, Add.42130) was produced over a number ofyears some
time between 1325 and the early 1340s.1 This time frame and precise knowledge of its patron can be obtained
thanks to the inscription above the dedication miniature on f.202v, "Dns Galfridus louterell me fieri fecit"
(Lord Geoffrey Luttrell caused me to bemade). Sir Geoffrey Luttrell, born 1276,was a knightwhose principal
property was at Irnham in Lincolnshire, in the region of East Anglia.

Although the text of the psalms was done in full and by one hand, the illumination was executed in a
number of stages, and was not completed in a consistent manner. Only fourteen gatherings out of a total of
twenty-sixwere given full illumination. Gatherings 2 through 9 (ff. 13-108) contain decorative surrounds and
marginal depictions ofNewTestament scenes, saints and contemporary activities, while gatherings 13-18 (ff.
145-214) were completed as aunit, with foliate decoration,secular activities and a remarkablenumberof ima­
ginative creations executed in vivid colors. Michael Camille suggests that the production of the Psalter was
halted for a few years, and was given over to the so-called "Luttrell master" for completion, which, however,
the latterwas unable to carry out.The calendar and only two pages in the final gatherings later received has­
ty attention. Although after the psalms there follow canticles, a litany and musical notation for the Office of
the Dead, the last breaks off part-way through.'

The fragmented process of creation of the Luttrell Psalter has been reflected in its study. A full facsimile
has never been published, and the 1932 black-and-white partial reproduction includes out of the 288 pages
before the "master's section" only fifteen full pages, with only details from the others and one full page from
after this section. Further, Camille critiques the plundering of the manuscript for supposedly "authentic"
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representations of everyday fourteenth-century life, and this holds too forhow the images of instruments also
have been taken out of context'

The Psalter was one of the most frequently illustrated texts in the Middle Ages, and expenditure in order
to commission a lavish volume could serve as anexpression of pious devotion. In addition to its lihlrgical em­
ployment, however, the Psalter also came to be the prime devotional text, as the hymns of praise, the laments
and the personalised appeals provided an ideal form for the individual to interpret on a personal level and
employ in self-guided worship. It is for this reason that we see a relatively large number of luxury Psalters
being produced for wealthy patrons during the thirteenth and fourteenth centuries.
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la. Luttrell Psalter, f.13r. Initial B of Psalm 1. King David tuning his
harp.

STRUCTURE AND RHYTHM OF THE PSALMS AS POETIC FORMS. The Hebrew Tehillim, or Songs of Praise,
consist of one-hundred-and-fifty sacred poems designed originally to be sung to musical accompaniment.
Though authorship was traditionally ascribed to King David by St. Augustine (354-430) among others, the
collection as a whole dates from various periods in the history of Israel. Study of the psalms has produced
a variety of classificatory systems, but they can be divided broadly into eight types: hymns, laments, songs
of trust, of thanksgiving, of sacred history, royal psalms, wisdom psalms, and liturgies.' Medieval writers
saw the psalms as "the direct record of David's own thoughts and feelings, manifested repeatedly through
the complementary postures ofpraise and penance". The presence of such artistically beguiling formswithin
the Bible was used by poets as justification for writing verses in the face of injunctions from the Church
Fathers.' The psalms are characterized by theirrhythmicstructure and parallelism. The basic rhythmdepends
on the expression of a single thought in a single line, with the initial part usually followed by a restatement,
a contrast, or an expansion of the idea.7 Each verse of a psalm is generally comprised of two such parts, and
when performed in a liturgical context the psalm came to take the form of line and response (known as anti­
phon) alternating between two groups ofsingers." As Owain Tudor Edwards explains, "the parallelism is en­
hanced musically through the inconclusive nature of the midway resting point, and by the finality of the
ending".' The text of the Luttrell Psalter has clear punctuation indicating these divisions: each verse begins
with a one-line high decorated initial, and a colon separates the two parts.
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Connections are also made among the psalms themselves, with repeated phrases and ideas, examples
being "Dominus regnavit" commencing Psalms 92 (93), 96 (97), and 98 (99); and the phrase "Laetentur coeli
et exultet terra" (Let the heavens be glad, and let the earth rejoice) appearing towards the end of Psa~ 94

(95), with"exultet terra: laetentur insulae multae" (Let the earth rejoice, let the many islands be glad) III the
very first line of Psalm 95 (96). In this way a rhythm of repetition and reiteration is established through the
Psalter as a whole, reinforcing the messages contained therein and sustaining a momentum.
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2a. Luttrell Psalter, f.149r. Initial E to Psalm 80. King David playing the psaltery.

Although we view the Luttrell Psalter today in the form of awritten text, it is important to remember that
the psalms were experienced primarily in an oral form. Edwards stresses the dynamic and dramatic quality
of the medieval liturgy, listing" the ambience, the kind of actions, the subject matter and the kind of music,
all of which constitute a literary/liturgical creation affording aesthetic satisfaction". He stresses the need
when studying medieval liturgical texts for the reader to develop "his inner ear" "

Around 526 A.D. St. Benedict had prescribed in the Rule for his ownmonastic community the complete
performance of the psalms over the course ofaweek, and this practice came to bewidely adopted inbothmo­
nasteries and churches. 11 The psalms were sung in monophonic chant, and when recited during an indivi­
dual's devotions they would have been read aloud, if only sotto voce, constituting another kind of oral perfor­
mance. As van Dijk explains, "themedieval reader understood by listening to himself. Hence inhis mind the
differences between legere and can tare, in so far as the voice was concerned, were only differences of degree,
i.e. of vocal intensity and intonation" .12 Even today when read off a printed page silently, as poetic forms
structured by stanzas, lines, andphrases, the psalmsnecessitate a particular kind ofrhythmicreading in order
to be intelligible.

FORMALRHYTHM S ONTHEPAGE. The appearance of the text itselfin the Luttrell Psalter isworthy ofremark.
Completed by a single scribe in lower-case letters as was standard by this time, it is beautifully written in a
bold, extremely regular "precissa" script, with delicate curled rising embellishments on nearly every line."
A number of contemporary Psalters share the same format of single-column text, decorated initials for each
verseopening, and line-fillers; for example theRamsey Psalter (Lavanthal), theBarlowPsalterof1321-38 (Bodleian
Library, Oxford), and theTenison Psalter (British Library)."There is extreme clarity and boldness in the lines
of text in the LuttrellPsalter, whichcanperhaps be seenas theequivalentof the raisedvoiceused in the recitation
of the psalms. Although the marginal decoration is indeed profuse, it never threatens to overwhelm the text
proportionately. The multiple line-fillers on every page contribute to the impression of a solid block of text,
which is reminiscent of staves of music, a form of notation that was in use from the thirteenth century."
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Knowledge of the psalms, aswe have seen, was gained through both oral and textual channels, and when
we consider the illustration of an early fourteenth-century manuscriptwe must bear this in mind. In what rs
unanimously considered to be the finest sectionof themanuscript, ff.145r-214v,with marginal imagery executed
by the illuminator termed"themaster", thebasic decorationconsists of amixture ofmore geometricalmargwal
"bars" and the curlicue foliate borders, for example the opening ff. 172v-173r. The illuminator supplements
the richness of sound that the psalms themselves create by providing luscious natural growth around three
sides of the text. Only the pages where the main divisions of the Psalter fall have a more rectilinear, enclosed
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4. Luttrell Psalter, the bottom section of f.87v.

border design. Although such foliage is to be seen earlier in the Psalter, it is often thinner and less elaborate,
such as in f.62v. In the "master's section" on the other hand itis insistent and, we may say, rhythmical in its
repeated patterning, as forexample in theopening(f.178v-179r.The outermargins, as is customary, are always
wider, allowing space for the endlessly diverse and fantastical "babewyns",or hybrid creatures, fromwhose
body parts the plant forms often originate. The inner margins have narrower detailing, which nonetheless
retains the sense of a rhythmic progression down the page, and catches the eye as it reaches the end of each
line. The rhythms of the line-spacing andof the foliage as it tumbles down the page are sometimes very closely
aligned, as for example in ff. 181v-182r, the famous carriage depiction, where in thevery leftmargin the spacing
of the blossoms and the lines of text concur.

Randall, in her landmark 1966 study of marginalia, spoke of the effect produced when repeated motifs
occur through a coherent program of illumination by a single artist, likening it to "a reiterated musical note
giving unity and alleviating uniformity"." Carruthers, loo, explains that "movement within and through a
literary or visual piece is performed, as it is in music""?

The overall impression of the appearance of the folios in this section by the master, then, regarding text
and images as an integral whole, is one of structure, consistency, and order, as in a well-performed musical
composition. An illuminatorwould have been familiarwith the rhythmic and musical qualities of the psalms,
and I suggest there are parallels between the structure of the textpassages, and thatof themarginal decoration.

MUSICINTHEMIDDLEAGES. TheLuttrell Psalter, in commonwith other examples of the period, contains
many representations ofmusic-making. Millar lists in his index a total of seventeen different types ofmusical
instruments."Themarginal images ofmusic-making in theLuttrellPsalterusuallyappearin response to relevant
words in the psalms,but the instruments portrayed arenotnecessarily thesame ones as arementioned. Although,
as Christopher Page details, there was interest on the part of medieval scholars in gaining a more accurate
understanding of biblical instruments, the music-makingwe see here is neither a historical rendering of the
performance of the psalms from the time of their composition nor a depiction ofcontemporary performance
from the periodwhen thePsalterwasproduced."AsTillmanSeebass expresses it, the instruments help represent
"the idea of music where its symbolic power has clearly reached beyond the musical reality of the time"
We must acknowledge the marginal images as iconographic forms within both religious and social contexts,
and investigate the messages they contain.

These choices of imagery do not constitute neutral renderings, either, as the instruments carry a variety
ofmeanings, according to their associations ofsocial rank, their evaluation in learned thought, thesymbolism
of their formal appearance, the etymology of their name, their appearance in or absence from the Bible, and
their worth in exegesis.21

The relationshipbetweenmusicandChristianbeliefswasnot a simpleone during the first halfofthe fourteenth
century. Clerical attitudes towards music in the laterMiddleAges saw two distinct levels of engagement. On
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5. Luttrell Psalter, f.174v.

a conceptual, theoretical level, scholars regarded music as a science, having a place among the liberal arts.
It was believed that a study of the numerical proportions of harmonies could reveal truths about the order
and structure of the cosmos. "Musica" thus held an important place within medieval philosophy as well as
theology, offering ameansofcomprehendingGod's creation. Theseprinciples, ofGreekorigin and attribut_ed
ultimately to Pythagoras,werecodified and recordedbyBoethius (470?-525) inhis treatiseDe i11stih1tio11e nws,cn,
whichprovided the main source for later interpretations.22 Such esoteric considerationswere a Jongway fron>

78



Music in Art XXVIII/1-2 (2003)

6. Luttrell Psalter, f.40r. Initial E to Psalm 19. King David in
prayer; at the top of the initial is a man playing a shawm.

the practical performance of music, which was relegated to an inferior position. Religious doctrine went so
far as to condemn instrumental music and minstrelsy in general as lewd and corrupting, and a social stigma
attached to actors, singers, instrumentalists and jongleurs." A sharp distinction could be drawn between the
cantor who performed music for his own and others' sensual enjoyment, and the musicus, who understood
the philosophical basis of such pleasure."

Themetaphysical underpinnings ofmusic, however, legitimized it as a suitable form inwhich to worship
God, and it therefore played an essential role in the liturgy. Musicwas mainly found in the form ofplainchant,
unaccompanied singing, but there has been much dispute among scholars over whether and to what extent
musical instruments were employed in the medieval service.

TheearlyChurchFathers opposedinstrumentation for its associationswith paganism, and theircondemnation
has been cited as the guiding factor in medieval opposition. Upon hearing psalmody, that is the singing of
psalms, St. Augustine in his Confessions described himself as being "firmly entangled and subdued [by the]
delights of the ear".He stated it were safer if" the reader of the psalm utter it with so slight inflection ofvoice,
that itwas nearer speaking than singing" His warning against the dangers of the sensuous enticements of
music influenced thought throughout theMiddleAges. WithinChristian doctrine theWord had absolute priority,
and therefore text-driven music (song) was valued over text-less (instrumental) forms."

EdmundBowles asserts that the prohibitions remained inplaceand that theywere in themain part observed,
with instruments being excluded fromservices. RichardPestell, on the other hand, is amongseveralwho argue
that" the frequent occurrence of texts condemning the use of instruments in church can really only be taken
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asevidence of theirprevalence".71 RichardRastallquotesseveral instances ofminstrelsperformingin churches
explaining thathere and inmonasteries themusicwas justified asbeing a realenactmentonearth of th~div,~;
minstrelsy of the angels: "Instrumentalmusicwas symbolicofdivineorderandhence ofGod's kingdom itself.
In a similarway thechurchwasable to condonemusicianswhoperformedChristian songs, and pieces in pra_,se
of saints and heroes. Pestell points out that "the distinction ... is not between two different types of mus1C1•'.

1

but between two different types of activity of the same performer, one acceptable to God and the other not',;
The questionofcontextwascrucial indecidingwhether instruments carriedpositive or negative associabans.
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Bowles suggests (quotingSmoeck) that the performance ofmusic during theMiddle Ages can be divided
into four types: religious, ceremonial, courtly, and popular, eachwith its associated instruments." He asserts
thatjust as there was a belief in a divinely ordained social structure, there was also a hierarchy of musical in­
struments, wherein each type was limited to a specific class of players, be it noble, clerical or common, and
had fixed status associations. Althoughmany instruments found favor in a varietyofcontexts anddo notadmit
of such fixed classification, the use of some was indeed regulated.

These associations were based largely on a division of instruments according to volume and therefore
context, a classification that supposedly arrived with the older forms of the instruments themselves as they
were brought from theMiddle East. Wind instruments such as horns, reed pipes, trumpets, bagpipes, together
with drumsand cymbalswere'loud' orhigh(haut), andwere used outofdoors, inprocessions and onceremonial
occasions. Stringed (harp, lute, psaltery, rebec, hurdy-gurdy, rote) or keyboard instruments, as well as flutes,
flageolets and crumhorns, on the otherhand,were 'soft' or low(bas), and suitable for smaller, indoorensembles.
McGowan stresses that the distinction went beyond questions of mere volume, with the spatial and class
associationsproviding a means whereby the powerful could reinforce theexistinghierarchies of rank. As Bowles
points out, however, sociological associations cut across both groups, for while trumpets might be restricted
to aristocratic, heraldic use, the bagpipeswerea lowly instrument. Similarly, the harp and psaltery had biblical
and courtly associations, but the rebecandhurdy-gurdywere the province ofminstrels andjo11glwrs." Although
instruments ofboth categories could befound insomecontexts, such as mystery plays, the divisionwas generally
maintained according to grandeur/extravagance, or intimacy/ solemnity.
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9. Luttrell Psalter, £.171v.

TEXTUALMENTIONOFMUSICALINSTRUMENTS INTHEPSALMS. TheBookofPsalms containsmany references
to instruments and music, and places great emphasis on the need to praise God with song and a variety of
instruments. The Latin word psalterium can refer to both the stringed instrument, the psaltery, as well as to
the Psalter itself, giving an etymological indication of the historical basis of the psalms as hymns of praise.
There are repealed exhortations such as "Praise the Lord with the lyre (cithara), make a melody to him with
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theharp of tenstrings (psalteri11111 decemchordarum) [Psalm32 (33)1. These two instruments occur themost frequently,
butPsalm 150 invokes trumpet, lute, harp, tambourine, dance, strings, pipe, and cymbals as forms ofworship.
Fifteen psalms in all make mention of musical instruments, in addition to the frequent commands ofpsnllitc,
exultnfe, or jubilnfe, all of which can translate to song or praise.

In their assiduous study and interpretation of the scriptures, medieval commentatorswere forced to confront
this biblical approbation of instrumental music thatwas apparently at odds with their own carefully worked
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11. Luttrell Psalter, the bottom section of f.lOlv.

out beliefs. Complex forms of biblical exegesis had developed since the early centuries and the writings of
the Church Fathers, which understood and explained the contents of the Old Testament as foreshadowings
of Christian truths. For example, King David was generally interpreted as a prefigurement of Christ (fgura
Christi), whose words and actions were indicative of events that were to occur in the life of Jesus. For many,
such allegorical interpretations held the clue to understanding the musical references also. McKinnon gives
as an example the explanation of Pseudo-Athanasius, that in the verse"Awake psalterium and cithara" the
former represents the soul and the latter the body: the cruciform cithara symbolized the Passion and therefore
the human nature of Christ, whereas the psaltery stood for the divine nature of Christ and the spirit trying
to raise itself upwards because the descant had the most resonance."

These allegoricalexplanationswere established relatively early in theChurch's history, andwere transmitted
in their basic forms unchanged down to theMiddleAges." McKinnon points out that the symbolism ofmusical
instruments worked out in the psalm commentaries bore little relationship to the practicalmedieval hierarchy
of instruments, which depended rather on the sociological associations of their employment."'

Although the textual references to music-makingmeetwithneither literal rendering in contemporary perfor­
mance of thepsalms, notwith directpictorial representation in the illuminations, they nonetheless are an important
means by which music remains present in the psalter, even if only on a metaphorical or symbolic level.

MUSICAL SYMBOLISM. Having examined as background the attitudes towards music during the Middle
Ages, we cannow tum to the actual depictions in the Psalterunder examination. Althoughmusic was viewed
as a potentially seductive and corrupting force, we shall see how itwas co-opted in order to transmit a doctri­
nal message. As Moller states, "musical instruments were not addedas a random detail in a decorativewhole.
They are as important as other ingredients in the overall images, and require an explanation" McKinnon
asserts that"virtually all medieval references to instruments can be classifiedwithinwell-defined literary and
iconographical categories" However, rather than examining individualmotifs in isolation from each other,
it is only by taking a folio as awhole, by considering its parts in their inter-relationship that the religious sym­
bolism becomes clear.

At the very beginning of the psalms we find in the historiated B of 'Beatus",the first word of Psalm 1,a
representation of King David tuning a harp [fig. 1-la). Authorship of the psalms was customarily ascribed
to David, and the psalmist's voice is in many cases understood to be his. David is described in the Old Testa­
ment as having played music himself and directed musical performances, and the practice of portraying him
with an instrument began as far back as the eighth century, and lasted throughout theMiddle Ages. Teviotdale
suggests the motif may well ultimately reflect the ancient topos of the poet accompanying himself on a
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12. Luttrell Psalter, the bottom section of f.55r.

stringed instrument".The figureofDavid with theharp notonly presents himas poetand singerof the Psalms,
constituting a kind of author-portrait, but also contains a symbolism deriving from biblical exegesis."

As mentioned above, KingDavid was understoodwithin exegetical interpretations as the prefigurement
ofChrist, and the eventssurroundinghimwere likewise regarded as prophecies ofChristian truths. This asso­
ciation may well be alluded to by the inclusion in the bas-de-page of f.13r of an image of the Virgin holding
the Christ-child." Based on the biblical text of I Samuel 16:23, where David is described as playing the harp
to calmSaul's angry spirit, hewas believed to perform the harmonious arrangementofmusic, which equated
in contemporary theology with the ordering of the cosmos, and in this he foreshadowed Christ. The Beatus
initial which shows David with a harp resting on his knee, his left hand holding the tuning key and his right
plucking the strings, can thus be interpreted as symbolic of this imposition of harmony on the whole of
creation. VanSchaikpoints out that thevertical placementof the tuning peg is erroneous forharps of the time,
and argues that it "serves exclusively to clarify the tuning symbolism"?

Butwe also find on this page another representation ofmusic, the youngman in the oppositemarginwho
plays a bagpipe as he dances, and this is no chance'decorative' element. In their postures the two figures face
each other, and the positions of their arms are somewhat mirrored. Psalm 1 contrasts the blessed man "who
walks not in the counsel of the wicked" with the wicked and the sinners, and the two types of music on f.13r
can be seen as reflecting this opposition of the righteous and the godless. The harp was one of the instruments
that could be used to demonstrate the mathematical theory ofmusic which revealed the harmony of the cos­
mos, andwas thussuitable for praising the Lord. The bagpipe, on the otherhand, lacked regularity and served
only sensual performance. Wind instruments ingeneral (fistula) hadnegative connotations in the laterMiddle
Ages, being absent in any form from the Psalter, and among them bagpipes were "the devil's instrumentpar
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13. Luttrell Psalter, the bottom section of f.75v.

excellence", having clear phallic associations and being reminiscent of the fool's bauble, as seen in the initia
on f.98v. The crowned head at the top of the chanter on the bagpipe here is a common feature of the instru
ment, but there is also a suggestion of the perversion of the real crowned head -- of King David - at the left,
a form of appropriation and inversion commonly employed to suggest demonic forms. Just as Hammerstein
traces through a series of Beatus initials, there is here too an opposition established between the liturgical
sphere of King David within the initial and the devilish world of players outside." The distinction between
the two is thus presented clearly at the very top of the very first page of the psalms, emphasizing the sacred
nature of the Word that exists within the borders of the illumination, and the profanity of the world outside.

Van Schaik explains that the trio of initials for Psalms 1, 80, and 97 almost universally featured music -
originally KingDavid playing harp (cithara), chime-bells (cymbala), and organ (organum) - in a schema which
reflected themedieval classification into stringed, percussion, andwind instruments. These three instruments
were associated respectively with the concepts ofmeasure, number, andweight throughwhich the proportions
ofmusical intervals could beunderstood." In time, singingofclericswas substituted by the organ (the human
voice also being acknowledged by the eleventh century as possessing the necessary properties), and on f.1491
of the Luttrell Psalter King David is depicted with a psaltery instead of chime-bells [fig. 2-2a]. He holds it on
his lap, plucking the strings with his fingers, in the only instance where an instrument actually mentioned
inthe psalm is pictured. Although the psaltery does not fitwithin the schemaexplained above, itwas invested
with symbolic meaning, the triangular shape seen here being regarded as expressive of the Trinity.

The same symbolism seems to be present here as on the opposite side of the page from King David in the
initial there IS a hybrid playing a rebec. This stringed bowed instrument with a rounded back, was closely
associated withminstrels and lower-class music." Fittingly, in all the instances of this dynamic musical juxta
position of sacred and profane occurring within the master-illuminator's section, the players of the unholy
music take the form of babewyns.
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14. Luttrell Psalter, the bottom section of 1.164v.

In the Luttrell Psalter the third initial in this trio, that ofPsalm97 on f.174r, portrays a group of fivemonks
singing before a book on an eagle lectern [fig. 3]. The words "Cantate domino canticum novum" (Sing to the
Lord a newsong), which occur frequently in the psalms,maywell have directly inspired this theme. According
to Christopher Page, this iconography began in the second half of the twelfth century and was used till 1500.
He goes on to explain how the words and notation visible on the roll of music in the Psalm 97 initial in the
fourteenth-century Howard Psalter (British Museum) are from a motet, one type of the polyphony that was
gaining ground at the time, and they therefore represent the "canticumnovum" of the first line." The notation
in the book on the lecternmay similarly represent the newpolyphonic song, and the monk at the left is cupping
his hand to his ear perhaps in order to establish the intonation.

Against this sacred singing a profane version is again achieved on this folio by the inclusion ofa hooded
hybrid supported at the top of the margin by the curling foliage, who plays a double pipe. The sound of this
strident, "loud" instrument is to be understood as an unholy cacophony compared with the holy chant of the
monks below. We see the same instrument earlier in the psalter in an associative rather than symbolic form.
In the bas-de-page of f.87r where the angel announces the Nativity each shepherd has a double pipe slung
from his waist, and over the Page (£.87v, fig. 4) when the Magi appear, one shepherd plays his pipe. There
was a long tradition linking shepherds with music, and the pipe here is used as a symbol of their identity.

The composition on f.174r can be analyzed structurally in three divisions: the chanters of the holy music
are confined within the rather claustrophobic space of the initial, and around them on three sides there is the
Word, but beyond this the margins are filled with an unholy jangle of visual interruptions such as the piper­
babewyn discussed, the creature in the top-left comer who is either emitting or consuming a strand of foliage,
and the lozenges at the bottom that echo the heraldic motifs on f.203r. Camille, in his Image on the Edge, argues
that neither center nor margin exists independently but rather that the two are inextricably linked and must
be considered as an integral unit." Perhaps, then, we can conceive of the surrounding embroidery of foliage
and creatures as the mental detritus that has been siphoned off from the text. Profane elements that conflict
with themessage ofholy scripture and present the opposite are pushed to the edges, but are never completely
excluded, in a combined acknowledgment of their continued existence and abject status. TheNewTestament
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15. Luttrell Psalter, the bottom section of f.161v.

teaches that theWord was made flesh, but that this is an inherently fallen state given towards sin. In this con­
text the lines of text form the bare bones of spirituality, which however cannot exist without the fallen flesh­
liness of the luxuriant imagery, just as religious belief cannotexist in isolation, but is embedded within aworld
or corporeal experience.

The continuation of the musical theme in Psalm 97 (98) appears to have prompted the imagery on the
following page (f.174v), where vv5-6 read "Sing praises to the Lord with the lyre, with the lyre and the sound
of the melody. With trumpets and the sound of the horn make a joyful noise before the king, the Lord".Next
to these lines a small seated figure plucks a harp, and a man standing on the back of a serpentine babewyn
raises a trumpet up the left-hand margin [fig. 5]. Again in the top-right corner there is a hybrid form with fo­
liage sprouting from his mouth. He holds the stem as if it were a trumpet, and maybe produces his own res­
ponse to the sounds of the figures in the opposite margin.

On f.40r a perversion of the sacred forms occurs through echoes in the formal structure of the illuminated
initial [fig. 6). In the initial to Psalm 19(20), which begins "The Lord answer you in the day of trouble!",and
continues on the Lord responding to cries for help, a man is kneeling in prayer. Standing on the form of the
historiated initial, meanwhile, and toweringmore than three lines high, is a figure playing a shawm, a conical
double-reed instrument. His position as he holds up his fingers to the holes of the instrument echoes that of
theman below, but rather than being engaged in communicationwithGod, he is producing music on a "loud"
wind instrument strongly associated with dance and therefore sensuous enjoyment."

This theme of the sacred music-making which is an expression of praise to God set against the worldly
music which delivers sensual pleasure can be found at least twice more. On f.61r, Psalm 32 (33), v2 reads
"Praise the Lord with the lyre, make melody to him with the ten-stringed psaltery", and as the Latin cithara
is translated in pictorial terms in the initial E into a type of lyre known as a rote, being played by a seated lady
[fig.7]. Contrasted with this demure and tiny figure of amaiden producingmusic on a"rational" instrument,
across the page there IS a towering woman, with the flying head-dress that Camille finds symbolic of wan­
tonness." She beats a timbrel (a type of tambourine), and sways to her own licentious rhythm.
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16. Luttrell Psalter, f.176r.

The final, and perhaps most imaginative, example of this perversion through echoed forms appears on
£.185v [fig. 8]. Psalm 104 (105) begins "Confitemini domino" (Confess to the Lord), and in the initial Christ
hears the confession of the man knelt before him. The placement of their heads, faces turned towards each
other, finds a twisted parallel, however, in themusic-making monster in the bas-de-page, where the faces are
inverted and turned away from each other. Just as the figures in the initial are joined through the touching
of hands, the musical mouths are joined into one monstrous babewyn. According to Camille, this hybrid
"sounds his own anti-confession ... from both ends of his body""
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17. Luttrell Psalter, f.161r.

FURTHER INSTANCESOFMUSIC-MAKING.There is one more instance of liturgical singing, on £.171v, where
Psalm 95 (96) again begins with the words, "Sing to the Lord a new song" [fig. 9]. In the initial Care depicted
three monks standing and singing from a scroll bearing illegible musical notation."

One final initial containsmusical instruments, on f.170vwhere twomensound trumpets to illustratePsalm
94 (95), "Come, let us praise the Lord, let us make a joyful noise to the God of our salvation" [fig. 10]. The
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18. Luttrell Psalter, f.59r.

trumpet was the instrument ofchoice to make loud proclamations and to herald events, and is mentioned in
Psalm 150 being used in this way. Although employed at court rather than in religious contexts, there are re-­
cords of it being used to announce the elevation of the host during the Mass."

Trumpets are played for the same reasons by the angelic hostwho declare the glory ofGod, orspecifically
by angels who announce the LastJudgement. On f.l0lv three angels sound trumpets above the heads of the
group of naked souls they are escorting to the final verdict [fig. 11].
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19. Luttrell Psalter, 1.121v.

The only instrument to gain official acceptancewithin religious service was the organ, which by the thir
teenth century was in wide use during the liturgy."' Church authorities acknowledged the sacred character
of its music, and singled it out as the only instrument permissible for use in services." On f.55r of the Luttrell
Psalter a man is shown seated at a positive organ [fig. 12]. Smaller than the church organ but larger than the
portativeorgan, this instrument couldbemovedwith relative ease andwas suitable for bothchurch and court.
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An assistant worked the bellows so that the player could use both hands." Its presence here may be due to
association with the abbot in the center of the bas-de-page.

The penetrating sound of the long trumpet had made it suitable to accompany armies onto the battlefield,
and it developed associations with proclamations and fanfares, and its primary use was ceremonial. It came
to be limited to the nobility and as official heralds the trumpet players had a higher position than other
musicians and formed their own guild. 'Due to its official nature, a banner was attached bearing the coat-of­
arms of the lord in order to emphasize his power and prestige, and it appears in this way in most instances
in the Luttrell Psalter. On f.75v [fig. 13] we see the trumpet in the courtly context, being sounded by a lady
from the top of the castle of love, perhaps to send out a summons to the knights. In the scene of a group of
garlandedmen dancing theirway outof the citywalls on f.164v [fig. 14], the event is heralded by two trumpets
emerging from the gate which bear the Luttrell and Sutton arms. The pipe-and-tabor and shawm played by
two figures who dance ahead were the standard accompaniment for dances from the thirteenth century on.
The heads of soldiers in chain-mail and the twobowmenpositioned in the castles of the ship in the bas-de-page
of f.161v [fig. 15] make it clear that this is a warship and that the trumpets here are used for battle cries.

Psalm 150, the last in the Book of Psalms and one which drew much attention from medieval commen­
tators, is wholly concerned with praise-giving through music, and one might understandably expect some
accompanying imagery of instruments and music-making, but in the Luttrell Psalter it falls within the gathe­
rings that were completed hastily at a later date, and contains no marginalia.

WORD ILLUSTRATION. The remaining instances of musical representations can be explained partially by
their direct reference to the content of the psalm, a connection made either by the actual illuminator (which
suggests he or she was literate) or by someone else directing the project. Mary Carruthers discusses this in
terms of imagines verborun, mnemonic images (either mental or on the page) of the narrative content of the
text. She cites theUtrechtPsalter as thebest-known and mostdetailed example of this, where large illustrations
precede the text of the psalm and visualize much of the content. Although the approach to illumination in
the Luttrell Psalter is not of the same direct nature, there are still many places where there is apparently a
connection between a word and a neighboring marginal image."

Psalm 99 (100) contains many invocations to praise the Lord - Exultate... adorate, Jubilate, and Laudate all
occur on f.176r - although it contains no specific references to musical instruments [fig. 16]. Nevertheless,
the portrayal of music-making here is the fullest in the entire manuscript. At the top a hybrid form sprouts
from the line-filler and rings a pair ofhand-bells, and in the rightmargin one mansings as he plays a portative
organ. Beneath him another plays a bagpipe as he strides towards the text. In the bas-de-pagea hunched figure
plays a hurdy-gurdy (symphonia or chifonie) as he walks, and another bangs nakers suspended at his waist as
he dances. It is also interesting to note that this is one of only three psalms in the so-called "master's section"
that does not have an illuminated initial.55 Without the opposition to the content of the initial, it is difficult
to theorize what significance these figures could have. InCamille's interpretation they represent theminstrels
who play for an "earthly lord", and stand as a critique of the excesses at court" It seems equally plausible,
however, to understand them rather as representations of the sort ofmusicians Sir Geoffrey would have had
in his own household. There is also a certain ambiguity in the selection illustrated: the hand-bells and organ
are instruments legitimized through mention in the psalms, but the others are of the loud, outdoors variety
that was used in popular festivities and entertainments, and not appropriate for holy worship of any kind.
Neither are all five suitable to form an ensemble, and they thus appear to representmore of a cumulative idea
of instrumental music.

Camille finds in the Luttrell Psalter many elements to connect itwith contemporary mumming plays and
other theatrical performances, citing the emphasis on elaborate costumes and the frequent mask-like appea­
rance of the babewyns in particular. He goes so far as to suggest that the master-illuminator"must have had
experience designingmasks and costumes for festivals'.: This is an interesting suggestion in light of the mu­
sical depictions, and it is possible that some of the choices ofinstruments to be depicted were inspired by such
practices. Further, Bowles points out that although the details ofmusical imagerymighthave little or nothing
to do with use in the liturgy itself, they do draw on liturgical dramas, or mystery plays.

Another example ofword-illustration appears on f.161rwhen Psalm 88 (89), v24 reads "in my name shall
his horn (cor) be exalted" [fig. 17]. A coru was a Roman curved trumpet, but the word in medieval Latin
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not meanings directly but the words ("voces") which are the signs of meaning"."

The visual presentation of the Luttrell Psalter can thus be seen holistically, with the inscribed text and
painted imagery both merely an indication of the actual performance, either the recitation of the psalms by
Sir Geoffrey or the singing by his friars. This parole and the painture on the page which facilitates it together
form a "carefully fabricated aural-visual synaesthesia" • Camille concurs in this respect, stating that both
word and image "would have been thought of as conventional and secondary representations, external to,
but always referring back to, the spontaneous springs of speech" .63

CONCLUSION. We have seen how important is the nature of the psalms as poetry and song in determining
their performance and reception, and how even the appearance of the text and illumination on the page is
influenced by their spoken and sung rhythms. The elements of orality retained in the Luttrell Psalter extend
beyond this, with the frequent depiction of instruments helping to create a pervasive presence ofmusic. This
instrumental music, however, does not provide a direct link to the daily enactment by the patron (and his
clerics), but instead transmits through symbolic oppositions a lesson concerning the diametrical forms inwhich
music and sound can appear: the rational and liturgical vs. devilish and corrupting. In this way the idea and
representation of music is employed to express a profound ontological and religious truth about the choices
that confront the Christian.

In such an area ofshifting signification as the margins, however, it is perhaps toohasty tomake so clear-cut
a distinction between the two realms of holy vs. unholy. The portrayals that crowd the edges of the page with
their cacophony of instruments and embodied utterances incorporate elementswhich, as wehave seen,would
have featured in the entertainment of the lord and thus are symbols ofhis wealth. Do they therefore constitute
an acknowledgment that a temporal lord, because he is unable to abandon his attachment to worldly posses­
sions and pleasures, can neverin fact attain a truly holy state? If so, whatwe seehere is an attempt to discipline
their unholy power by recruiting them in the service of a higher ideal, whereby the morally suspect secular
music-making IS transformed by its presence within the pages of the Psalter into a form of sacred praise.
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TANZEN IM 15. JAHRHUNDERT

DER REIGEN IN DEUTSCHLAND: REALITAT ODER IMAGINATION?

IRMGARD JUNGMANN

Heilbronn

»KommetzumfrohlichenReigenherbei!«sohei~tesnochheute imdeutschsprachigen, sogenanntenVolksliedgut
»Jauchzen die Geigen, spielen zum Reigen, drehet Euch im Kreis nach der alien Weis ...«. Texte solcher und
ahnlicherArt finden sich zahlreich in deutschenLiederbuchern. Meistgehtes dabeiumFrohlichkeit angesichts
des Friihlings, des Sommers, um Lebenslust und Frohsinn. Eine BefragungderSingenden, welche Tanzweise
mandennmitdemBegriff »Reigen« eigentlichverbinde, zeigtjedoch, dass dieAntworten durchaus divergierende
Vorstellungenbeinhalten. Ubereinstimmungscheint zumindest dariiberzu bestehen, dassessichumgemeinschaftliche
Tanze imKreis handelt und dass dieTanze irgendwann»fruher« einmal, vielleicht imMittelalter, ganz besonders
van der einfachen, landlichen Beviilkerung getanzt wurden.

Woher stammtdieseAuffassung?Walter Salmen konnte aufzeigen,wie schonNietzsche denReigentanz
als ein zentrales Bild fur Lebensfreude, Freiheit und Glorifizierung des menschlichen Korpers gebrauchte,
wiedieWandervogel- undJugendbewegungdas kommunikativeMomentimReigentanzbetonte, wie darstellende
Kiinstler eben der Zeit, nicht nur im Jugendstil, den Reigenlanz als ausdrucksstarkes Sujetwahlten und wie
Gedichte, aber auch Kompositionen diese Tanze zum Thema erhoben.1

Soverwundertes nicht, dass auchFranzM. Bohme 1886 indemerstenwissenschaftlichenWerkzurGeschichte
des Tanzes inDeutschlanddenReigen --»dieuralte Lieblingsbelustigung tanzenderBauer«-wieselbstverstandlich
als Urform des Tanzes in Deutschland beschrieb, sogar aus germanischer Zeit stammend. Im wesentlichen
hatsich in derTanzforschungbis heute andieserAuffassung nichtviel geandert. Hier einigeZitale: 1994schreibt
BirgitFassbender: »ImMittelalter stellte der Reigenfur die MenschenallerGesellschaftsschichten die beliebteste
Tanzform dar.«3 DergeschlosseneKreisreigen habevermutlich denAnfangderEntwicklung des menschlichen
Tanzens gebildet. Ebenso formuliertWalterSalmen 1995:»Der Reigenmitseinen vielfii.ltigenChoreographien
wardas gesamteMittelalter hindurchliberal! inEuropavanderantikenTraditionherdiedominanteTanzformation.«'

DieseThese konnteSalmen ikonographisch insoweitstiitzen, als man ingriillerer Zahl zumindestseit dem
14. Jahrhundert bildliche Reigendarstellungen besonders aus dem franzosischen, italienischen und flamischen
Raum fand, die gleichgeschlechtlicheebensowie gemischtgeschlechtliche Reigentanze zeigen, aufdenenman
sich gegenseitig an den Handenhalt. Einige vereinzelte Zeugnisse aus voranliegenderZeitwie beispielsweise
diespanischeDarstellung der sundhaften Freude desTanzes des Meisters Ermengol aus dem 14.Jahrhundert
scheinen zusatzlich den Befund zu untermauern [Abb. 1].

Das 15. Jahrhundert gilt bislang in der Tanzforschung als der Zeitraum, van dem man annimmt, es habe
sich ein bedeutungsvollerWandel in derTanzformation vollzogen. »MitBeginnder Friihrenaissancewurden
zunachst beiHofe, spater auch imBiirgertumsowiebei der Landbevolkerungdie getretenen odergesprungenen
Reigen abgel6st durch Paartanze. Anstelle der Aktion Aller oder Vieler in der Gruppe trat die Prasentation
einzelnerPaarevorZuschauem. Gleichzeitigdamitwurdedievielerorts ublichgeweseneTrennung derGeschlechter
imTanzaufgegeben. DieserProze~der Individuierungwurdewesentlichvan Italien aus befordert.«5Talsachlich
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Meister Ermengol, Breviarim der Liebe (14. Jahrhunderl). El Escorial, Real monasterio de San
Lorenzo, 5.1.3, fol. 215v.

finden sich ikonographische Zeugnisse hofischen Paartanzes imwesentlichen seitderMitte des 15.Jahrhunderts
in ltalien und Frankreich, doch ist es nicht leicht einsehbar, warum hier vom Prozess einer lndividuierung
gesprochen wird, da essichdoch niemals umeinzelne Paare,sondem um Gruppentanze handelt, d. h. immer
umTanzpaare, diewie in einerProzessionhintereinanderher tanzen. Parallel zu dieserTanzweise bestimmen
jedoch nach wievor bis weitins 16.Jahrhundert hinein in Italien, Frankreich und im Fliimischen der landliche
ebenso wie auch der hofische Reigen die Tanzikonographie. Anhand der bildlichen Darstellungen lasst sich
verfolgen, dass sich spatestens zur Mitte des 15. Jahrhunderts hin in diesen Landern zusatzlich zum Reigen
der Paartanz als Prozessionsaufzug einfiihrte, dort aber ausschlie~lich als Tanz der hofischen Gesellschaft
dokumentiert ist. Hier also hat nachweislich eine Wende des Tanzverhaltens stattgefunden.

DieThese, derPaartanzhabesich von Italien aus ins ubrige Europa
hin verbreitet, wurde besonders von der Uberlieferung der ersten
Tanzbiicher italienischer Tanzmeister gestutzt. Hatte doch Antonio
Comazano (ca. 1430-1484) in den 60iger Jahren des 15.Jahrhunderts
schondieBassa Danza, Sa.ltarello undQuatemaria ais speziellePaartanze
der gesellschaftlichen Oberschicht beschrieben. So lag es nahe, die
europaische Tanzkultur im wesentlichen in zwei unterschiedliche
Tanztypen einzuteilen: einerseits in die Reigentanze, andererseits in
dieTanze in einemAufzug Paar hinter Paar, die man insgesamtdem
Typ der hofischen Basse Danse zurechnete.

Im Rahmen einer musiksoziologischen Arbeit zum Tanz im 15.
und 16. Jahrhundert, die die Tanzzeugnisse der deutschsprachigen
Gebiete nordlich der Alpen gesondert betrachtete, ergaben sich nun
Befunde, die nicht in das Bild der bisherigen Auffassung derTanzent­
wicklung passen.6Die ikonographischenQuelten deutscherProvenienz
erbrachten namlichdas erstaunlicheResultat, dass es fiir das 15.Jahrhun­
dert keinerleiNachweiseinesReigentanzesgibt. Es konntekeinebildliche
Darstellung gefundenwerden, auf der gemischtgeschlechtlichHand
inHand getanztwordenware.' Aufalien bildhaften Zeugnissen tanzen

---- .- Paare hintereinander entsprechend der Abbildi 2.Da tellt ist2. Peter Drach, Spiegel menschlicher Behal!- 1e , tung:. )argestel. 1
nisse (Augsgabe von 1492), f. 156 r. Wa Ier das Gleichnis vom Verlorenen Sohn: »Hie tantz der verlorn sun
tembergische Landesbibliothek, Stuttgak Yd vertut sein gutmit frawen vnd mit pfeiffen vnd trumeten«. Drei
Incun. 14938. Paare tanzen imKreis hintereinander. An der eingezauntenTanzflache
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3. Frankische Dekaloghandschrift (um 1460). Staatsbibliothek zu Berlin, Preu~ischer Kulturbe­
sitz, MS germ. fol. 565, f. 148v.

spielen drei Musikanten zum Tanze auf. Einer der Tanzer halt seinen Arm erhoben, wohl als Zeichen, dass
er den Tanz anfiihrt. Es scheint sich bei den Tanzenden gema~ ihrer Kleidung sowie gema~ des Tanzortes
umdie durchschnittlichestadtische oder landlieheBevolkerungzu handeln, keinesfalls tanzthier die hofische
Gesellschaft.

4-5. Neidhart Fuchs (Druck zwischen 1491 und 1497 in Augsburg), Hamburg, Staats- und Universitits-Bibliothek, In
Scrinio 229c, f. 6v und 15v.
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6. HerzogHerpin, anonymer Schreiber (um 1475). Heidelberg, Universitiits­
Bibliolhek, Cod. Pal. germ. 152, f. 234r.

Inmeiner genanntenUntersuchung konntebesonders anhand von bildlichen Darstellungen zu denZehn
Geboten, dem Dekalog, gezeigt werden, dass bereits in der erste Halfte des 15. Jahrhunderts im landlichen
Bereich dievonmir jetzt»Prozessionstanz« genannteTanzformation tiblichwar. Aus den in derVeroffentlichung
abgedrucktenWandmalereienundGlasfenstemistersichtlich, dass geradenichtnur diehohereGesellschaftsschicht
den Prozessionstanz pflegte, sondern dieser auch auf dem Lande ublich war. Den Dekalogbeispielen kann
ubrigens hier eineweitereZeichnung zumThema der ZehnGebotehinzugeftigtwerden, die in einer frankischen
Dekaloghandschrift zu finden war (Abb. 3].

DieMiniaturversinnbildlicht das dritteGebot: »Du sollst denSabbatheiligen«.Wie aufzahlreichenbildlichen
Dekalogen tiblichzeigtdieZeichnung dasvonderKirchegeforderteTunund andererseits das sundhafteVerhalten.
Zur Linken feiert der Priester den Gottesdienst am Altar und halt die Sonntagspredigt vor den andachtigen
Glaubigen, wahrend auf der rechten Bildhalfte zwei Paare munter zur Schalmei tanzen, der Vortanzer hoch
springend. DerNarr im Hintergrund unterstreichtdieStindhaftigkeit desTanzvergntigenszurZeit des sonntaglichen
Gottesdienstes.

Es ist also besonders augenfallig, dass nicht nur die hofische Gesellschaft die Tanzformation Paar hinter
Paar ausftihrt, sondern dass in Deutschland offensichtlich auch schon im 15. Jahrhundert in der landlichen
und unterenstadtischen Bevolkerung der Prozessionstanzdie gangigeTanzpraxis war. Seit derVertiffentlichung
meines Bucheswares moglich, weitere ikonographischeTanzquellen ausfindig zu machen, die meinesWissens
bislang der Tanzforschung noch nicht zuganglich waren, den Befund aber nochmals unterstreichen, dass wir
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7. Pontus und Sidonia, anonymer Schreiber (um 1475), Heidelberg,
Universitats-Bibliothek, Pal.germ. 142, f. 16r.

in der deutschsprachigen Region nordlich der Alpenvoneiner anderenTanzentwicklung ausgehen mussen,
als dies fur Italien, Frankreich und im Flamischen gilt.

Aus der Fulle der deutschen, mittlerweile auf uber fiinfzig bildlicheTanzdarstellungen angewachsenen
Sammlung des 15. Jahrhunderts solien die teilweise neu »entdeckten«ZeichnungenundHolzschnitte zeitlich
rucklaufig vorgestellt werden, da ja weiterhin die Frage der Beantwortung harrt, seit wann es in Deutschland
den Prozessionstanz gegeben haben mag.

ZunachstzeigenzweiHolzschnittevomEnde des 15. Jahrhunderts, wie in gleicherWeiseeinmal in hofischen
Kreisen, einmal im baurischen Leben der Prozessionstanz ausgefiihrt wurde. Die Holzschnitte illustrieren
zwei Szenen aus dem »Neidhart-Fuchs« [Abb. 4-5].

Einmal geht es um die beruhmte »Veilchen«-Geschichte, bei der der Ritter Neidhart fur seine Herzogin
das erste Veilchen des Jahres auf derWiese gefunden hatund es mitseinem Hut abdeckt, um es spater seiner
verehrten Dame zeigen zu konnen. Ein Bauer, der ihn dabei beobachtet und ihm schaden will, »schei~t« auf
das Bliimchen und deckt es seinerseits wieder ab. Als die Herzogin und ihr Gefolge mit Musik und Tanz auf
dieWieseziehen, um denFruhlingzu begru~en, dannauch denHut luftet, fuhltsie sich vonNeidhartgekrankt
und in ihrer Ehreverletzt. Es handeltsich bei demHolzschnitt also umdieDarstellung eines hofischenTanzes.
ZweiTanzpaare schreitenhintereinanderher, auchhierwieder istderVortanzer ander erhobenenHanderkennbar.
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8. Pontus und Sidonia, anonymer Schreiber (um 1475). Heidelberg, Universitats­
Bibliothek, Pal.germ. 142, f. 101r.

Kleine Unterschiede in der Kleidung, z. B. der Stiefel und der I-Iaartracht illustrieren dagegen den Tanz
der Bauem, an denenNeidhart Raehe nimmt, indem er ihnen beimTanzeinen Bienenkorboffnet, um sie damit
erfolgreich in die Flucht zu schlagen. Auch sie bewegen sich in der Formation des Prozessionstanzes.

Eine Zeichnung hofischenTanzes habenwir einerHandschrift zu verdanken, die dieHistorie vomHerzog
Herpin erzahlt, einemRoman, in demderHauptakteurseinenMut inzahlreichenkriegerischenAuseinandersetzungen
beweist, daneben aber auch hofische Reprasentation zum Ausdruck kommt. DasManuskript wurdemit 260
Illustrationen von einem Zeichner ausgestattet, der der Werkstatt des Ludwig Hennfflin zugerechnet wird
[Abb. 6]"

Im stadtischenTanzsaal schreiten drei herrschaftlichePaarehintereinander her. MitTrompeten und Pommer
wird ihnenzumTanz aufgespielt. Der einzelneMannhatwahrscheinlichclie Funktiondes »Aufsehers« ubernommen,
der fiir die angemessene Reihenfolge derPaarezusorgenhat, wiesie ihrergesellschaftlichen Stellung entspricht.'

Yorn selben Schreiber und vermutlich auch vom selben Illustrator und darnit aus der selben Zeit stammt
eine weitere Handschrift, die die Geschichte von Pontus und Sidonia beinhaltet. Der um 1400 in Frankreich
verfasste Ritterromanwurde in der zweitenJahrhunderthalftemehrmals insDeutsche iibersetzt und inverschiedenen
Dialekten aufgeschrieben. Nur eine der Handschriften enthalt auch Zeichnungen. Das Blatt16r illustriert, »Wie
die kunigin Pontus an der hende nam vnd in in den sal zu dern dantze firet« [Abb. 7].

Und noch ein zweites Mal wird in dieser Geschichte getanzt, als der Ritter Pontus heiratet. Das Bild ist
uberschrieben »Wie her Pontus ein grosse hochzit halt mil dantzen vnd ander kurtzwile«. In beiden Fallen
findet die Tanzveranstaltung in prachtigen Raumlichkeiten statt [Abb. 8].
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9. Apokaly pse-Handschrift (zweites Viertel des 15. Jahrhunderts), London, Wellcome
Institute for the History of Medicine, MS 49, f. 12v.

In einem besonders seltenen Zusammenhang steht eine weitere Tanzzeichnung, deren Entstehungszeit
auf das zweite Viertel des 15. Jahrhunderts datiert wird." Es handelt sich dabei um eine deutschsprachige
illustrierte Apokalypse-Handschrift, die Offenbarung des Johannes.

Die sehrwe! tlich-realistisch dargestellteSzenenfolge zurVita desAntichristenthaltdie folgendeZeichnung,
dieGertrudSchiller als »DerTod derZeugenundTriumphzug«tituliert. Ahnlichwie auch aufden umgebenden
Bildern sind mehrere Vorgange gleichzeitig ins Bild gesetzt: Hier findet auf der linken Seite die Enthauptung
der »Zeugen«statt, wahrendderso genannteTriumphzugsich offensichtlich als Tanzerweist. Drei Paarebewegen
sich zur Blasmusik, die Frauen jeweils beim Manne untergehakt. Der Vortanzer erhebt seinen linken Arm.
Die Kreisformation wird durch die zwei nur von hinten sichtbaren Kopfe eines Tanzpaares ins Bild gesetzt.
Es fallt nicht leichtzu entscheiden, ob der Zeichner hierbei eher an die »durchschnittliche«Gesellschaft seiner
Zeit oder an hofische Kreise dachte, zumal die tanzenden Personen auf deutschen Abbildungen fast immer
»herausgeputzt« anzutreffen sind. Die zwei Musikanten jedoch entsprechen aufgrund der Kopfbedeckung
und ihrer Korperhaltung weit eher dem Genre bauerlichen Tanzes.

Eine gro~e hier vorzustellendeTanzbildfolge entstammtder SchriftDer Renner des Hugo von Trimberg.
Diese in Versform gehaltene, um das Jahr 1300 geschriebene Dichtung gehorl zu den meist tiberlieferten
mittelhochdeutschenDichtungen tiberhaupt. Der aus Schweinfurt stammendeTrimberg veroffentlichte sein
Werk in Bamberg. Es ist Sundenklage, Bu~predigt, Sittenlehre und popularisierendes Wissenskompendium
ineinem. EinAbschnittdarinhandelt»wvon tantzenvnd springens, worinsich derAutor inder inden katechetischen
Texten damals tiblichenWeise Uber dieUngebuhrlichkeit, UnkeuschheitundSundhaftigkeitdesTanzes auslisst.
Es kommt derTanzforschungzugute, dass in neunHandschriften derTextzumTanz illustriertwurde. Besonclers
wertvoll sind die Handschriften aber, weilsie sich tatsachlich uber das ganze 15. Jahrhundert hin erstrecken,
in verschiedenen Mundarten verfasst und somit trotz der benutzten Textvorlage fast als eigenes »Original«
gelten konnen, was ganz besonders fur die Zeichnungen gilt, die nur in wenigen Attributen der Tanzenden
Ahnlichkeiten aufweisen. Damit stellen sie gerade ftir die erste Halfte des Jahrhunderts, einer Zeit, in der die
ikonographischenTanzzeugnisse noch relativ rar gestreutsind,wichtigeQuellen zurTanzgeschichte dar. StammI
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10.Der Renner(1472). Darmstadt, Hessische Landes-u. Hoch­
schulbibliothek, od. 2J79, f. 186r.

doch die fruheste Renner-Handschrift mit reicher Illustration schon aus dem Jahre 1400, die folgenden aus
den Jahren 1402, 1411/13 und 1419.

Der Text befasst sich mit dem Tanz der durchschnittlichen Bevolkerung. Es gibt keinerlei Andeutung,
dassHugo vonTrimbergmit seinen moralischenVorhaltungen die gesellschaftlicheOberschicht gemeinthatte.
Ganz imGegenteil: DerAutor beklagtsich, wie die jungenLeutezumTeilschonzurGottesdienstzeitzusammenlaufen
wurden, um in der Nahe der Kirche zu tanzen, dabei wurde der Blaserklang bis zum Altar hin dringen und
die Andachtigen storen. Ausgiebigwirdvon denVerfuhrungskunstenderjungenMadchen und Frauen gehandelt,
die sich mit besonders prachtigen Kleidern und falschen Haaren herausputzen wurden, dabei all ihreScham
und Tugend vergessend. Das Springen und Laufen beim Tanze wird mit Pferden und Kalbern verglichen.
Eswird daherwohlmitRechtdavon auszugehensein, dass auchdieZeichnungeneher denTanzder durchschnittlichen
Bevolkerung als den hofischen Tanz illustrieren wollten.
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11a. Der Renner (1468). Cologny-Geneve, Bibliotheca Bodmeriana, Cod.
Bodmer, 91 fol. 103v.

1 lb. DerRemzcr(1468), Cologny-Geneve, Bibliotheca Bodmeriana, Cod, Bodmer. 91,f. I04r.
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12. Der Renner (um 1460). New York, The Pierpont Morgan Library, MS M 763, f. 145v-146r.

Hier nunsollen dieTanzzeichnungen der Renner-Handschriftenwiederum in ruckwartig chronologischer
Reihenfolge vorgestellt werden.11

1. Handschrift aus demjahre 1472 (Darmstadt, Hessische Landes- undHochschulbibliothek, Cod. 2779). Als
Schreiber und Zeichner wird der Osterreicher Seyfrid von Puch genannt [Abb. 10].

Vier Tanzpaare bewegen sich auf dem mitSteinen gepflasterten Platz voreinem Haus, aufdessen Balkon3 Blaser
aufspielen. Die Prozessionstanzweise, bei derdie Paare im Kreise herumlaufen, istdeutlich erkennbar. Die Frauen
mil ihren Iangen Rockschleppen haben sich offensichtlich zum Tanz herausgeputzt, auch die Kopfbedeckung
des einen Mannes scheintein besonderer Kopfschmuck zu sein. Der Vortanzer streckt seinen Arm in die HOhe.

2. Handschriftaus demJahre1468 (Cologny-Geneve, BibliothecaBodmeriana, Cod. Bodmer. 91)[Abb. 11a-b].
Die Handschriftentstand in Sudtirol, der Zeichner blieb anonym. Das bauerliche Genre falltin dieser Handschrift
geradezu ins Auge. Man tanzt auf der Wiese. Auf der Darstellung fallt die »Fassung« der Paare auf: Sie halten
sich nicht an den Handen, sondern an ihren Gewandern.

3. Handschrift aus der Zeit um 1460 (NewYork, The PierpontMorgan Library, MSM 763). Die Herkunftder
Handschrift ist ungewiss. Schreiber und Buchmaler blieben unbekannt [Abb. 12].

Die mil langen Kleidem, mit Haarputz, Hillen und Kranzen »fein« gemachte Gesellschaft ist doch von Habitus
und Korperhaltung her als landlich-stadtische Bevolkerung zu erkennen, was zusatzlich von den 3 auf einer
Bank sitzenden, einfach gekleideten Musikanten unterstrichen wird. Die Tanzordnung scheint nur sehr lose
zu sein, dennoch ist auch hier wieder die Kreisformation <lurch den Halbkreis angedeutet.

4. Handschrift aus derZeit um 1450 (Miinchen, BayrischeStaatsbibliothek, Cod. Germ.Monac. 7375).Schreiber
und Buchmaler unbekannt [Abb. 13].

Dieauch hier ublicherweise in zweiEinzelbilder zerlegte Darstellung von Tanzern und Musikanten Iasst wiederum
gerade durch 1-laltung und Kleidung der Spielleute aufdie landliche Bev6lkerung ruckschlie~en. Auch hier tanzt
man im Freien und fasst sich nicht bei der Hand. Trotzdem ist die Paarzugehorigkeit bei naherem Hinschauen
erkenntlich. Die zwei dem Betrachter zugewandten Frauen fassen mit dem linken Arm ihre Partner am Rucken
an. Das Paar, das sich nach hinten zu wenden scheint, deutet wiederum die Kreisbewegung an.
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13a-b. Der Rener (um 1450). Milnchen, Bayerische Staatsbibliolhek, Cod. Germ. Monac. 7375, f. 66v-67r.

5. Handschriftvon 1446 (FrankfurtamMain, Stadt- undUniversiliits-Bibliothek,MSGerm. quart. 6). DieSprache
des Schreibers ist schwabisch [Abb. 14].

Diese Zeichnung falltdurchdie Einfachheitund Schlichtheit derGestaltungaus dem Rahmen deranderen illustrierten
Handschriften. Sie zeigt zwei im Freien hintereinander herschreitende Paare. Gleichwohl verdeutlichen auch
hier die Iangen Rocke der Frauen sowie der Uberwurf des vorderen Mannes, wie man sich zum Tanze extra
herausgeputzt hat.

6. Handschriftvon 1419 (Leipzig, Universitats-Bibliothek, MS Rep. II 21). DasManuskriptwurde in ostmittel­
deutscherMundartgeschrieben. DerZeichnerwird einerelsassischen. SchreiberwerkstatteinHagenau zugerechnet
[Abb.15].

In der Darstellung fallen die Musikanten besonders auf. Dass ein Trompeteninstrumenl mit einem Wimpel ge
schmilckt ist, ist uns eher aus Abbildungen stadtisch angestellter Stadtmusikanten sowie aus Veranstaltungen
hofischer Art bekannt: vonTumierveranstaltungen, von Umzilgen, feierlichen Einzilgen und nali.irlich bei den
filrstlichen Heerestrompetem. Sollte daraus abzuleiten sein, <lass es sich bei diesem Vergnugen um Personen
der oberen Gesellschaftsschicht handelt? Dafur sprichtauch die Kleidungdes vorderenTanzpaares, wo die Frau
mit ihren langen, verzierten Armelbahnen und derMannmitseinenebenfalls weitgeschwungenen, stoffreichen,
herunterhilngenden Armelstoffen den Eindruck von Wohlstand vermitteln.

7. Handschrift von 1411/13 (Innsbruck, Universitatsbibliothek, Cod Nr. 900). Die Mundart der Handschrift
gilt als tirolisch [Abb. 16].

Hier lauftderVortanzermiterhobener Linkerdem Prozessionszug voran. Beim folgenden Paar haktsichdiesmal
der Mann bei der Frau unter. Das zweite Paar, <las von hinten in leichter Seitwartsdrehung zu sehen isl, deutet
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14. Der Renner (1446). Frankfurt am Main, Stadt- und Universitats-Biblio­
thek, MS Germ. quart. 6, f. 111v.

wiederum in ublicherWeise die Kreisforrnation an. Trompeter und Pommerspieler lassen einen bewegten Tanz
vermuten. Wieder isl die Kleidung der Teilnehmenden viel schlichter gehalten, die Frauen tragen keinen
Kopfschmuck, die Hute der Manner sind schwer bestimmbar.

8. Handschriftvon 1402 (Leiden, BibliotheekderRijksuniversiteit, Cod. Voss. Germ. F.4). Der Schreiber dieser
Handschrift ist der Augsburger Notar Michael Althaymer. Die Mundart ist bayerisch (Abb. 17]. .

Der auf zwei Blatter verteilte Tanzzug zeigt diesmal zur Rechten die Musikantengruppe, wahrend drei Paare
untergehakt hintereinander herschreiten. Auch diese frilhe Zeichnung am Beginn des 15. Jahrhundert:s illustriert
also schon den Prozessionstanz, sie allerdings lasst eher darauf schlie~en, betrachtet man die uppigen Gewander
und die Haar- und Barttracht besonders des hinteren Mannes, dass der Zeichner beiseiner Darstellung die obere
Gesellschaftsschicht im Blick hatte.

9. Handschrift von 1400 (Stockholm, Kungliga Biblioteket, Cod. Holm. V. u.74). Der Schreiber ist wiederum
Michael Althaymer (vgl. Handschrift von 1402), der Buchmaler aber ist unbekannt [Abb. 18].
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15. Der Renner (1419). Leipzig, Universitats-Bibliothek, Mscr. Rep.II 21, f. 97r.

Die zierliche, kolorierte Federzeichnung der altesten illustrierten Renner-Handschrift stellt die Kleidung der
Tanzenden in einer Uppigkeit zur Schau, wie sie sich in keiner der spateren Handschriften mehr finden solite.
Die Manner tragen Uber ihren kurzen Scheeken weitarmelige lange Ubermantel mit reich gemusterten Stoffen
und aufgenahten Absatzen, wahrend auch die Damenmode der Zeitmit ihren langen, unterder Brust geschnilrten
Kleidemmithohem Kragen und weitnach unten hangenden Armeln im Detail illustriert wurde. Der weitkrempige
Hutder Frau, die Mutzen der Manner, die schwungvoll fliegende Haarschleife, die in der LeidenerHandschrift
offensichtlich nachempfunden wurde, sowie die ilberlangen spitzen Schnabelschuhe, all das deutet auf Luxus
und hohe Betonung einer vom Aulor dochso verachteten Zurschaustellung von Au~erlichkeiten hin, dass sich
schon die Frage stellt, ob moglicherweise diese Tanzenden nicht als Karikatur, zumindest als Mahnung unniltzer
Putzsucht gemeintsind. Deutet doch das spottisch formulierte Schriftband (Ieider istnur derAnfangstext erhalten)
zwischen Blaser und Tanzenden wiederurn darauf hin, wie hier zu silndigem Tun aufgefordert wird: »Pfeiff
? Jazz vns tantzen Vnd froleich vmb...« Fur die Interpretation der Zeichnung muss man allerdings wissen, dass
die Miniaturen allesamt in diesem Stil gehalten sind, selbstdie Allegorien von Geiz, Habsucht usw. werden als
Darnen in feinster, zierlicher Kleidung dargesteIJt.

DieRener-Handschriftenvon1400und 1402sindeuropaweitwohldie frUhestenbislangbekanntgewor-denen
Belege furdieExistenzdesProzessionstanzes, unabhangigdavon, obwirsiealshofischen oder landlich-bauerlichen
Tanzinterpretieren. Sie zeigen ineindrucksvollerWeise, dass im deulschsprachigenRaumeine andereTanzkultur
Uhlich war als in den umgebenden Landern.

Gleichwohl wurde in der Tanzforschung immer wieder darauf verwiesen, dass ja schon terminologisch
einUnterschiedzwischen »tanzen«einerseits und »reyen«andererseits bestandenhabe. DochgibtdieBegrifflichkeit
desWortes»reyen«- ganzimGegensatz zur allgemeinenUberzeugung- keinerleiHinweis aufeine reigenma~ige
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16a-b. Der Renner (1411-13), Innsbruck Universitatsbibliothek, Cod. Nr. 900, f. 95v-96v.

Tanzformation. Schon Kurt Sachs hatte in seiner Weltgeschichte des Tanzes 1933 zurecht festgestellt, »da~ das
14. Jahrhundert die Namen nichtmehr scharf auseinanderhielt«." Eine linguistische Untersuchung von Ann
Harding aus den 70iger Jahren, 13 in der sie diemittelhochdeutsche Literatur aufalle vorkommendenTanzzitate
hin untersuchte, kam sogar zu demErgebnis, dass es nichterstim 14. sondemauch schon in den vorangehenden
Jahrhunderten literarisch keineHinweise dafur gibt, dassman ineiner Reigenformation getanzthatte, sondern
dass dieorte»tanzen«,»springen« und »reyen«synonymbenutztwurden. Zur Illustration, dass zumindest
im 15. Jahrhundert mit »reyen«der Prozessionstanzgemeintwar, magals einBeispiel von vielenein oberdeutscher
Totentanz von ca. 1465 dienen. Er zeigt einen in eine Vielzahl von Holzschnitten zerlegten Prozessionstanz,
bei dem die Toten jeweils mit einem Menschen als Paar in die gleiche Richtung tanzen.

Text von Abb.19:
),Her keyser euch hilft nicht <las swert
Czeplir vnd trone sint hy nicht wert.
Ich habe euch bey der hand genomen
Ir must an meynen reyen komen.«

Text von Abb. 20
»Springit offmit ewrem roten hutt
her cardinal der tantz yst gutt.
Ir hat gesegnet wol die Ieyen
Vnd must nu mit dem tode reyen«"

Wenn die Toten den Kaiser und den Kardinal zum Tanze »bitten«, dann sprechen sie mal vom Tanzen,
mal vom Springen, mal vom Reien, und doch isl immer der gleiche Tanz gemeint. In eben dieser allgemeinen
und unspezifischen Weise, so A. Harding, haben offensichtlich schon die mittelhochdeutschen Dichter die
Begriffe gebraucht - ein haufig genanntes Thema war der Tanz gerade bei Neidhartvon Reuenthal (Anfang
des 13. Jahrhunderts) und seinen Nachahmem.

Uber 100 Jahre lang, das ganze 15. Jahrhundert hindurch, scheint der Reigentanz in deutschsprachigen
Llindem ntirdlich der Alpen keine Rolle gespielt zu haben. Zumindest lasst sich das aus dem vtilligen Fehlen
entsprechender ikonographischer Zeugnisse entnehmen. Angesichts einer sich doch in diesem Jahrhundert
entwickelnden Drucktechnik und der damit verbundenen rasanten Zunahme erhaltener Illustrationen ist es
wohl nicht unberechtigt davon zu sprechen, dass im landlich-bauerlichen ebenso wie im stadtischen Tanz,
beimTanz der Patrizier ebenso wie amHofe der Prozessiontanz die Tanzform uberhaupt gewesen sein muss.
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17a-b. Der Renner (1402). Leiden, Bibliolheek der Rijksuniversiteil, Cod. Voss. Germ. F.4, f.142v-143r.

Samitkanndie Prozessionslanzweisenichterst als ein Import italienischerTanzmanier imZugederObemahme
hofischer Basse Danse verstanden werden, sondern muss als ein Tanz begriffen werden, der tatsachlich von
»jedermann« getanzt wurde. Wissen wir doch gleichzeitig, dass sich italienische Tanzweisen an deutschen
Hofen friihestenszumEnde des 15. Jahrhunderts einfiihrten, wie unsverschiedeneBerichte der Zeitnahelegen,
wobei derVorgang, <lass man hierauf»welsche«, d. h. italienischeArtzu tanzen Jemie, eigens als Besonderheit
hervorgehobenwurde."Es ist also nichtgerechtfertigt und ergibt keinenSinn, jedeTanzabbildung deutscher
Provenienz, die eine Prozessionstanzformation zeigt, als Basse Danse zu bezeichnen.

Interessantsind in diesemZusammenhangeinigeAussagen des folgenden 16. Jahrhunderts, die den Pro­
zessionstanz als »den teutschen tanz« beschreiben.

In JohannvonMunster's Ein gotseliger Tractat von demvngotseligen Tantz von 1594 beschreibt derwestfalische
Autor die Eigenarten derTanzweisenverschiedenerLander. Da behandelterdenTanzderSchotten undEnglander:

»Welch ein narrisch vmblaufen / das einer gan~/ welcher der kopf gedrehet ist / vnd noch auff dererden ligt
zappeln / nicht sehr vngleich ist«, den der Friesen, die »seltzame geberden vnd worte gebrauchen«, den Tanz
der Franzosen, ihren gaillard, »insonderheit aber istvnter jhnen ein vnfletigerTantz / La volte geheissen... das
ist / in einen wirbel herurnb fliegen ... dass der tantzer mit der tantzerinnen nichtwider zur erden komen konne
/ sie haben dann beyde halse vnd beine zubrochen.«

IndiesemStil istsein ganzerTraktatgehalten, eineweitschweifige Auslassung zurUngebiihrlichkeitund
Siindhaftigkeitdes Tanzes, nichtnur in deutschen, sondern auch in fremden Landen. Speziell den deutschen
Tanz beschreibt er nun folgenderma8en:

»Des Teutschen allgemeinenTantzes form bestehet hierinnen/ dass / nachdem bey den jetztgedachten pfeiffern
oderspielleuten derTantzzuvor bestellet ist/ der tantzer aufs zierlichste / hoflichste/ prechtigste vnd hoffertigste
herfur trette / vnd au~allen alda gegenwertigen jungkfrawen vnd frawen eine tantzerinne / zu welcher er eine
besondere affection tregt/ jhme erwehlet.«
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18. Der Renner (1400). Stockholm, Kungliga Biblioteket, Cod. Holm. V. u.74, f. 10lv-102r.

Dann folgt die karikierend insmoralisch-Verwerfliche iiberzogeneBeschreibung des Prozessionstanzes.
»Wann aber die person bewilligethat / denTantz mit dem tantzer zu halten / tretten sie beyde herfur / geben
einander die hende / vnd vmbfangen vnd kussen sich nach gelegenheit des Landes/ auch wol recht auff den
mund / vnd erzeigen sich sonsten mit worten vnd geberden / die freundschaft die sie vor !anger oder kurtzer
zeit gewundschethaben/ einander zuerzeigen... Dill aber haben sie gemein / beyde derVortantzvnd derNachtantz
/ da~ die tantzer / wann sie zum end des gemachs / in welchem sie tantzen / kommensind / widervmbkehren
/ vnd sich zu beyden seyten / zur rechten vnd zur lineken/ so langwenden vnd treiben / vorgehen vnd folgen
milssen / bi~ der pfeiffer auffhoret zu spielen ...«"

Fiir typisch deutsch erklart der Autor also das paarweise»folgen«mitdemUmkehren amEndedesRaumes,
wohl eine Beschreibung der Kreisformation.

Schon sechzig Jahre zuvor hatte JacobRatz, Pfarrer des schwabischen StadtchensNeuenstadt amKocher,
in seinemTanztraktat den Prozessionstanz als typisch deutscheTanzweise bezeichnet:»...doMannund Fraw
neben und miteinander Tantzen wie wir Teutschen thunt."

Umso auffa!liger ist darum, dass im 16. Jahrhundert der Reigen in einigen, wenn auch vergleichsweise
sehr wenigen ikonographischen Zeugnissen erscheint. Jetztnimmter - abseits der htifischenTanzhierarchien
- offensichtlich eine Spie!funktion innerhalb des hofischen Freizeitvergniigens ein. So verwundert es auch
nicht, dass die ersten dieser Bildzeugnisse vom kaiserlichenMummenschanzundvonMaskentanzen stammen.
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19-20. Oberdeutscher Totentanz: Kaiser und Kardinal (um 1465). Heidelberg, Universitats­
bibliothek, Cod. Pal. germ.438. Aus H.F. Massmann, Atlas z dem Werke »Die Baseler Todtentanze«
(Leipzig, 1847).

Kaiser Maximilian hatte den »Freydal«, eines seiner autobiographischen Werke, groBtenteils selber diktiert
rnit der Absicht, darnit der Nachwelt lebendig zu bleiben. Er beschrieb darin seine Turnierveranstaltungen,
Wettkampfe,MaskentanzeundMurnrnereien. Erhaltenhabensich nurvorbereitendeTexteund finfHolzschnitte,
unter ihnenauch ein reigenformigerMaskentanz, dessenUrheberschaft nichtsicher ist, bevorzugtaberAlbrecht
Durerzugeschriebenwird."UtaHenning veroffentlichte daruber hinaus 1987einen gro~en Teil von255 Feder­
und Pinselzeichnungen, die als Vorentwurfe fur den »Freydal« gedacht waren. Der oder die Maler blieben
anonyrn. In Hennings Auswahl gibt es 51 Tanzbilder, die die unterschiedlichsten gernischt- oder auch
gleichgeschlechtlichen Maskentanze zeigen. Dabei treten die VorfUhrenden in phantasiereichen Kostumen
auf, als Riesen, Mohren, Bauern, als Narren, Muselrnane und Gaukler. Vorrangig tanzen die Verkleideten,
wenn sie als Mann und Frau auftreten, in der Prozessionstanzforrnation. Nur bei drei Abbildungen tanzen
die maskierten Paare einen Reigen Hand in Hand, wie auf Abb. 21.

Die Interpretation !iegt nahe, dass man irn Maskentanz der hofischen Eingebundenheit in hierarchische
Ordnungsprinzipienweitgehendenthobenwar, sornithatte der Reigen als verspielteTanzforrneinen rnarginalen
Raum. Die Reigenformationwird ja in hofischen Kreisen angesichts der Internationalitat hofischer Lebensweisen
bekanntgewesen sein, muss abermehroderminderals originelle, weil fremdlandische Einlage gegolten haben.

Ganz ahnlich wird wohl auch das dreifache Erscheinen eines bildlichen Reigentanzes zu interpretieren
sein. In engster zeitlicherAufeinanderfolgeexistieren da ein 1-Iolzschnittvon Hans Sebald Beham aus derZeit
urn 1530, ein weiterer Holzschnitt van Erhard Schon von 153419 und ein Tafelbild von Wilhelm Ziegeler von
1538.%

Auf alien drei Abbildungen werden die Lustbarkeiten und Vergnugen der patrizischen oder hofischen
Gesellschaft zur Schau gestellt. Bei Beharn's 1-Iolzschnitt handelt es sich urn das biblische Fest der 1-Ierodias.
Mutter und Tochter sind dabei, Herodes den Kopf des Johannes zu uberbringen. Die Gesellschaft hingegen
vergnugt sich frontal rniteinem Prozessionstanz, dahinter tanzteineGruppe einen Reigen. 1st der Reigen hier
uberhauptnoch alsTanz gedacht, oder handeltes sich uberhauptumein Reigenspiel, da dieMusikanten fehlen?
Die Reigengruppe hat auf allen drei Abbildungen eine so gro~e Ahnlichkeit miteinander, dass es naheliegt
anzunehmen, dass BeharnsReigen den anderen beidenKunstlern zurVorlage diente, zumal die Kunstler allesamt
inenger lokalerNahe ihrenWirkungskreis hatten (NilrnbergundRotl1enburgo.d.Tauber). Die Kopfbedeckungen
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21. Anonyme Vorzeichnung zum Freydal (um 1500). Osterreichische
Nationalbibliothek, Wien. Aus U. Henning, Musica Maximiliana (Neu­
Ulm: Stegmiller, 1987), Taf. 55.

der jeweiligen Personen, die Aufteilung von Mann-Frau, das Schwert, das ein Tanzer umhangen hat - alles
deutet darauf hin, dass das gleiche Reigenmotiv den Kiinstlern Anlass zu ihren verschiedenen »Aussagen«
gab. Walter Salmen wies sogar darauf hin, dass moglicherweise sogar auch Beham's Holzschnitt seinerseits
einer Vorlage nachempfunden wurde: einem italienischen Gemalde des Bonifacio Veronese?'

Bei Behamwird der biblischeKontextdurch die in derArt des 16. Jahrhunderts iippig gekleidetenGeladenen
deroberstenGesellschaftin die damalige Zeitversetztund versinnbildlichtdie »vergangliche Freud undWollust
dieserWelt«, denn derSensenmann, derTod hatschon eine Frau amSchleier ergriffen. »Die eytel vergenklich
Freud! vnd wollust dieser welt« ist gerade auch der Holzschnitt von Erhard Schon betitelt. Er illustriert ein
Gedicht, das dem Bild unterlegt isl. Darin geht es um den Traum des Dichters, der von einer schonen Frau
durch einTor in einenwunderbaren, fiirstlichenGarten gefiihrtwird, weer denReichtumund dieVergniigungen
der fiirstlichen Gesellschaft bestaunen kann. Unter anderem tanzt eine Gruppe einen Reigen. Dazu hei~t es
im Text

»Auff stundt die Adeliche schar
Anfieng ein schonen Welschen tantz.«

Bezeichnenderweise wird der Reigen hier also als »welscher«, d. h. italienischer Tanz bezeichnet. Damit
bestatigt sich die Annahme, dass der Reigen nicht als deutscherTanz, sondern nur als hofischer »Import aus
Italien oder Frankreich« einzustufen isl.

Alie Reigenabbildungen des 16. Jahrhunderts, ganz besonders die Zeichnungen zum Freydal, von denen
angenommen wird, dass sie in realistischerWeise tatsachlicheVorgange des kaiserlichen Hoflebens schildern
sollten, legen nahe, dass man Anfang des 16. Jahrhunderts bei Hofe den Reigen als marginale Besonderheit,
als zusatzliche Beigabe zumeigentlichen, zum standarclisiertenProzessionstanz gebrauchte. Siegalten offensichtlich
als wwelsche« Traditionen, die man hier aufnahm. Daruber hinaus ist wohl irn 16. Jahrhundert der Reigen in
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22. Hans Sebald Beham, Fest der Herodias (linke Bildhalfte, um 1530).

der tibrigen Bevolkerungnichtgetanztwarden. Die indiesemJahrhundertwieeine Flutwellehereinbrechenden
Darstellungen bauerlichenTanzens geben keinenHinweis mehr aufReigenformationen,22 ganz imGegensatz
zu den benachbarten Liindern Frankreich und Niederlande. Gerade fliimische Maler verbanden bis weit ins
17. Jahrhundert hinein die Reigentanze immer wieder milder Zurschaustellung dorflichen Lebens.

Signalisiertmoglicherweise das bekannte Bild des LucasCranach aus der ersteHalfte des 16. Jahrhunderts
ein neues Verstandnis des ReigensalsAllegorie? LucasCranachs Bild des »GartenEden«"schildertdenReigen
als Symbol des vollkommenen Gluckes. Hier nun tanzen die Gluckseligen im paradiesischen Urzustand den
Reigen. Die glucklichen, weil unschuldigenMenschen tanzen nackt, ohneBekleidung um einen Baumherum
ihren Reigentanz. Immerhin wechseln auch hierManner und Frauen inschonerRegelmaBigkeitab, trotzdem
scheint in idealisierter Weise gerade <lurch die Nacktheit die Sexualitat ausgeschaltet zu sein. Der Tanz im
Paradies, wo alle Menschen gleich, wo alle Menschen unschuldig, wo alle Menschen glucklich sind.
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Gleichwohl l,leibt auch der allegorische Reigen trolz der zunehmenden Internationalitat europaischer
Malerei ein nur selten bcnutztes Sujct clcr Darstellenclen Kunst im Deutschlancl der folgenden Jahrhunderte,
erstim 19. uncl 20. J,1hrhundertsollte elem Reigentanz neue Bedeutung zukommen, wenn auch unter anderem
Vorzeichen.

Angesichts des hier vorgelegten Ergebnisses werden weitere Nachforschungen in zwei Richtungen van
Intcresse sein: Wann und wie konntesich das eingangsskizzierte Reigenverstandnis als»Urform des Tanzes«,
gernde als Form des bauerlichenTanzes inDeutschland etablieren? Gleichzeitig wird nach Belegenzu suchen
sein, die uns Aussagen Uber dieTanzweiseim deutschsprachigen Raum vor1400er!auben. Einige bereits hierzu
publizierteQuelien spreehen bei obernachlicher Betrachtungwohl fur die Existenzdes Reigens im 14. Jahrhundert,
jedoch wird die Interpretation immer schwieriger, je weiter die Nachweise zurUckliegen, nicht zuletzt auch
aufgrund der Bildqualitat der auf uns Uberkommenen ikonographischen Zeugnisse.
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IL FREGIO CON ANGELI MUSICANTI DI TRINIDAD
E LAMUSICA NELLEMISSIONI GESUITICHE DEL PARAGUAy

CRISTINA SANTARELLI

lstituto per i Beni Musicali in Piemonte, Torino

in nessun altro luogo de] Nuovo Mondo come in Paraguay l'opera dei Gesuiti si rivelo tanto intensa sotto
ii profilo organizzativo. In un'area decisamente piu vasta di quella attuale, situata su ambedue le sponde del
Parand inferiore e comprendente ampie zone dell'odierno Brasile e dell'Argentina, essi condussero infatti un
singolare esperimento socio-economico, dando vita a una serie di comunita autosufficienti, chiamate "re­
ducciones",incui gliindios Guarani (che avevano cercato rifugio nelle foreste per non essere costrettia subire
le vessazioni degIi"encomenderos" spagnoli) ebbero l'opportunita di entrare in contatto con i diversi aspetti
della cultura europea, imparando inoltre nuovi mestieri e tecniche di coltivazione. La guida spirituale e tem­
porale di tali istituzioni era affidata a due padri missionari, i quali pianificavano i vari momenti della vita
quotidiana grazie al sostegno di una rete di funzionari la cui autorita era stabilita dalle "Leyes de lndias". Gli
indigeni disponevano di alcuni giorni la settimana per curare le proprieta private e provvedere cosi al so­
stentamento minimo delle famiglie; nel tempo restante la loroforza-lavoroveniva impiegata a vantaggio della
collettivita: il ricavato dell'impresa comunitaria (consistente nell'aratura dei terreni pubblici, nella colti­
vazione di prodotti esportabili come ii mate o la canna da zucchero e nella fabbricazione di candele, rosari
eaItri manufatti) serviva amantenere inullatenenti, i lavoratori specializzati e, almeno parzialmente, glistessi
religiosi e ad acquistare utensili necessari per ii villaggio e l'arredo deIla chiesa.

I principali insediamenti gesuitici in territorio Guarani furono San Ignacio Mini, San Ignacio Guazu, Tri­
nidad, Jesus deTavarangue, SanMiguel Arcangel, Nuestra Senora de los ReyesMagos a Yapeya, Loreto, San
Cosme y Damian, Santa Rosa; alcuni di essi sono stati dichiarati di recente Patrimonio dell'Umanita dall'
UNESCO. Le rovine di Trinidad (Itapua), situate nei pressi di Encarnacion e tuttora oggetto di restauro, figu­
rano senz'altro tra le piu interessanti e suggestive. Fondata da indios provenienti da San Carlos (attualmente
in territorio argentino), la missione venne progettata nel 1706 dall'italianoGiovanni Battista PrimoIi e da] por­
toghese Jose Grimau e ultimata soltanto nel 1760, anche se gia nel 1728 poteva vantare una popolazione di
pi di 4000 individui. Padre Jaime Oliver, che conobbe tutte le "reducciones" nel momenta dell'espulsione
dei Gesuiti dal paese (1767), descrisse la chiesa di Trinidad come "la maggiore, e la migliore, di tutte le Missi­
oni ...opera senza eguali in tutta I'America e degna d'invidia anche nelle principali citta d'Europa". Accanto
alla chiesa si trovava ii collegio dei religiosi con la biblioteca, i dormitori, ii refettorio, la cucina e la dispensa
della comunita; in modo analogo era strutturato l'edificio che si innalzava all'estremita opposta de! nucleo
principale, dove erano ubicati le officine e i laboratori destinati alle varie attivita, le case degli indigeni, la
scuola e ii cimitero. Dal nostro punto di vista, desta particolare curiosita il fregio che corre all'interno della
chiesa nel transetto, decorato con una teoria di angeli musicanti, deliziosi nella loro grazia un po'naif, ritratti
nell'atto di suonare ii clavicembalo, J'organo, ii fagotto, !'oboe, ii flauto, ii cornetto, ii violino, l'arpa e ii liuto.
L'interesse che essi suscitano none tanto di tipo organologico, quanta piuttosto documentario, dal momenta
che Ia scelta degli strumenti sembra riflettere le consuetudini musicali dell'epoca: come era gia avvenuto al-
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1. Trinidad (Itapua), Fregio con angeli musicanti.

trove, infatti, i Gesuiti importarono a Trinidad l'artigianato e l'industria e la missione divenne famosa, oltre
che per le sue esecuzioni musicali di cui purtroppo non resta traccia, anche per la produzione di campane,
organi, arpe e statue destinate al culto.

Introdotta ufficialmente nel Cono Sur dal Padre Provinciale Diego de Torres fin dal 1609, I'educazione
musicale sirivelo un efficace strumento di catechesi nei confronti delie popolazioni locali, naturalmente dota­
te per l'arte dei suoni. Tra i primi Gesuiti che insegnarono tale disciplina in Paraguay sul finire de! Cinque­
cento vanno ricordati Juan Gabriel Lezcano e Rodrigo de Melgarejo; ad essi seguirono il napoletano Pietro
Comentale, che intorno al 1620 organizzo una scuola di musica presso la missione di San Ignacio Guazu; il
francese Louis Berger, "pittore, medico, argentiere, musico, ballerino",anch'egli attivo a San Ignacio dal 1616
e in seguito trasferito a Cordoba; lo svizzeroMartin Schmid, inviato nella regione dei Chiquitos de! Paraguay;
infine il belga Jean Vaisseau, rnusicista alla carte di CarloV, cui la storiografia assegna un ruolo preponderan­
te nella formazione delle scuole di canto corale negli insediamenti gesuitici. Circa l'attivita svolta da quest'
ultimo, riferisce Jose Manuel Peramas: "Tra i Guarani la rnusica era eccellente, dal momenta che venivano
scelti numerosi bambini e giovani che, avendo appreso a leggere le note, cantavano e suonavano la lira,
I' organo, la cetera e il violino, inoltre padroneggiavano ii flauto, il clarino e la tromba. II primo che Ii istrui
in quest' arte fu Juan Vaseo, ii quale, secondo quanta si dice, fu rnusico dell'imperatore Carlo Ve, pur avendo
messo da parte denaro sufficiente per vivere, vi rinuncio spontaneamente e attraverso I'oceano, disposto ad
ammansire con la sua musica, novella Orfeo, i selvaggi". Non sappiamo con esattezza quale tipo di musica
introdussero questi pionieri nelle" reducciones" ; possiamo ipotizzare tuttavia che essa si fondasse sulla tradi­
zione polifonica franco-fiamminga e spagnola del XVI secolo, anche se notevolmente semplificata. Una svolta
importante si ebbe con l'arrivo, nel 1691, de! gesuita tirolese Anton Sepp, cui si deve ii trapianto in
Sudamerica delle tecniche compositive fiorite in Europa durante ii periodo barocco; considerando ii con-
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trappunto rinascimentale ormai antiquato ("alcuni Padri olandesi ... insegnarono a cantare agli indios, e di
certo con grande sforzo e impegno, dal momenta che dalle loro composizioni si deduce che non erano mu­
sicisti professionisti, ma che crearono unicamentecon la loro fantasia. II poco che sapevano lo ripeterono cosi
tante volte agli indios con grande sforzo e impegno, fino ache non entro nelle loro teste dure e cosi profon­
damente, che ancor oggi uomini e donne cantano per traditionemquesta melodia in coro misto le domeniche
in chiesa. Dopa gli olandesi, venne un Padre spagnolo, che sapeva qualcosa di piu, e promosse lo sviluppo
della musica, componendomesse, vespri, offertori e litanie") egli introdusse nel repertorio delle cappelle deIle
missioni, accanto a composizioni scritte di proprio pugno, messe, vespri brevi, litanie e mottetti di Melchior
Gletle e di Johann Kaspar Kerl!, accanto a brani strumentali di Schmelzer, Biber e Treubner. Tra i musicisti
che lavorarono per le"reducciones" il pill importante fu senza dubbio Domenico Zipoli: entrato come novizio
nella Compagnia di Gesu nel 1716, nello stesso anno si imbarco alla volta del Paraguay stabilendosi a Cor­
doba, dove studio filosofia e teologia e fu organista e maestro di cappella presso ilColegio Maximo. In seguito
all'espulsione dei Gesuiti dall'impero spagnolo, le opere da luiscritte inAmerica andarono perdute o vennero
rubate: solo in anni recenti e stata ritrovata a Sucre (Bolivia) la copia di unamessa commissionatagli dal vicere
di Lima; altre partiture recanti ii suo name ma di dubbia autenticita si conservano negli archivi di Chiquitos
e Mojos.

Nurnerosi passi dell'epistolario di Sepp sottolineano il talento spontaneo degIi indigeni, sebbene lascino
intravedere alcune carenze nella ricezione degli insegnamenti impartiti: "Nella musica vocale e strumentale
rivelano una facilita di apprendimento e di perfezionamento maggiore rispetto agli europei; ma non avendo
idee, ricordi, immaginazione o fantasia, non sono capaci di inventare nulla di nuovo e di metterlo per iscritto,
in sostanza, non servono per comporre musica ...Imparano in fretta qualsiasi strumento, tromba e simili, or­
gano, arpa, chitarra, liuto, tiorba, salterio, ... pifferi, flauti, cialamelli, fagotti ocornetti, ... viola contralto, teno-
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re e basso ... Ho nella nuova riduzione di San Juan Bautista un bambino di dodici anni, che senza fare errori
ne perdersi suona sempre con il sorriso sulle labbra con l'arpa qualsiasi aria, anche la piu difficile, e chiede
continuamenle di apprendere altra musica" . Osservazioni sulla didaltica vengono espresse anche dal padre
Jose Cardiel: "Imparano questa disciplina con facilita. II loro modo di apprendere ... non avviene di solilo
attraverso regole o spiegazioni: ii maestro sta davanti al discepolo e lo colpisce ogni vol ta che sbaglia, cosi
come si fa quando si insegna qualcosa a un cagnolino. Per cui, se ii Prete non si preoccupa di visilare di
frequente questa scuola, essi imparano a cantare solo per imitazione grazie all'esercizio continua: in questo
modo cantano, e neppure male, tutti i Vespri, i Salmi e i testi che possiedono; ma se egli Ii prende sotto le sue
cure, essi imparano a cantare come professionisti e qualsiasi composizione musicale si metla loro davanti,
benche difficile, dopo averla Jetta due o tre volte sono in grado di eseguirla". Ancora Sepp: "Cantano abba­
stanza bene e senza stonare, anche se le loro voci non sono cosi pure come le nostre, soprattutto ii soprano
e il basso, forse per colpa dell'acqua piu o meno pulita e leggera che bevono nei loro villaggi". Viceversa,
secondo Ludovico Antonio Muratori proprio l'acqua sarebbe la principale responsabile della bellezza del
timbro vocale dei nativi: "E' incredibile l'inclinazione naturale, che tengono que' popoli all'armonia; del che
profittarono non poco nel principio alcuni di quegli accorti ministri di Dio .. .In ta! guisa si e stabilita in
ciascuna delie riduzioni una cappella dimusici oltimamente ammaestrati e concordinel canto fermo semplice
e nel figurato...Hanno ottime voci, concorrendo a renderle tali ed anche piu armoniose che in altri paesi le
acque dei fiumi Parana ed Uruguai, siccome ancor noi osserviamo piu melodiose quelle di parecchi abitanti
delle montagne, perche non bevono se non acqua, purche acqua sana e pura. Pertanto sogliono con particolar
cura i saggi Missionari scegliere que' fanciulli che da' primi anni si conoscono forniti di miglior metallo di
voce, ed istruendoli ne formano si sperti musici e cosi inlendenti delle note e del tempo, che le lor sacre
musiche non men delle europee piacciono e ricreano."
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Gli allievi dotati di maggiore talento venivano mandati a Yapeyu, dove esisteva una specie di conserva­
torio; un viaggiatore europeo che lo visito, Mateus Strobl, ebbe a scrivere: "... cantano con tanta grazia e arte,
che chi non Ii stesse guardando crederebbe di trovarsi davanti a musici delle migliori cattedrali d'Europa;
inoltre leggono la musica e rispettano ii ritrno con maggior precisione deglieuropei".Sovente essi erano anche
abilissimi costruttori di strumenti di vario genere: interessante, a tale proposito, la testimonianza di Sepp
riguardo a un ragazzo indio di nome Ignacio Paica, che "era musico e suonava ii cornetto, strumento che era
anche in grado di fabbricare; inoltre era trombettista, costruiva trombe, cantava nel coro, era un perfetto ar­
maiolo, vasaio, calderaio, stagnino, confezionava arnesiecampanelli che usano i miei ballerini, comeho detto
sopra, fondeva caraffe d'argento per ii vino deIla messa, adornandole con i piu bei grappoli d'uva, con spighe
di grano e fiori di ogni tipo che sapeva incidere magistralmente. E lo stesso Ignacio Paica fabbricava sfere ar­
millari e altri strumenti astronomici e ha imparato altresl, pochi giorni fa, a fabbricare fucili, cosa estrema­
mente importante per noi in Paracuaria, giacche i mammalucchi brasiliani si sono impadroniti delle nostre
reducciones solo perche eravamo inpossesso di poche armi da fuoco ... In quasi tutte le riduzioni visono uno
o pill artisti come lui e sono sempre, al tempo stesso, musici." Sepp sicimento in prima persona nella costru
zione di strumenti: realizzo infatti un organo con canne di legno dotato di pedaliera e un'arpa a doppie corde
che puo essere considerala a giusto titolo I'antenato diretto dello strumento nazionale di queste terre, l'arpa
paraguayana. L'attitudine dei nativi a suonare e a realizzare strumenti musicali ci viene confermata dal Mu­
ratori: "Quel che e piu mirabile, non v'ha forse strumento musicale in Europa che non sia introdotto fra que'
buoni Indiani, e nonsisuonida loro come organo, chitarra, arpa, spinetta, leuto, violino, violoncello, tromba,
cornetto, oboe, e simili. E tali strumenti non solo si toccano pulitamente da essi, ma sono anche fabbricati
oggidi la maggior parte dalle loro mani. Pi d'uno che in passando per quelle parti giunse ad udir quelle mu­
siche si ben concertate, confess) il suo stupore, asserendo d'averle trovate non inferiori a quelle di Spagna".
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La vita musicale nelle missioni gesuitiche fu dunque il risultato della dialettica tra la politica culturale
europea e la risposta spontanea delle popolazioni indigene. La perdita delle biblioteche di Guarani ci priva
purtroppo della conoscenza diretta de! repertorio liturgico di quella zona; dagli inventari degli archiviannessi
alle cappelle delle singole provincie missionarie si desume tuttavia che le messe, eseguite coralmente, erano
accompagnate dall'organo e talvolta da una compagine orchestrale fondata su un nutrito gruppo di strumenti
da continuo e sui fiati, ripartiti in sezioni omogenee. Dai documenti superstiti apprendiamo che intorno al
1640 la missione di Loreto acquisto un organo, un'arpa, una viola, varie chitarre, una cetera, un liuto e una
tiorba, inoltre un gruppo di oboi e fagotti e un trio di flauti; che Yapeyu disponeva di otto soprani, sei con­
tralti, numerosi tenori, otto suonatori di bombarda, quattro di clarino, quattro di tromba, sei arpisti, un liutista
e quattro organisti; che a Mocobisi utilizzavano dieci cantori, otto violini, due violoni, un violoncello, un'arpa
e una tromba marina; che la cappella di Santa Ana de Chiquitos era costituita da corn a quattro voci, quattor­
dici violini o piu, tre o quattro violoni, flauti, clarini, arpa, un contrabbasso e uno o due organi. Procedendo
verso ii Settecento, gli archi si vanno imponendo in qualita di conduttori de! discorso musicale; nell'ultimo
periodo della colonizzazione gesuitica essi si standardizzano in un organico basato su violini primi, violini
secondi e continuo, con la partecipazione consueta di un paio di flautie di trombe, piu raramente di tromboni
e cornetti. Pur mantenendosi a lungo l'uso de! liuto e di strumenti consimili, Ia pratica de! continuo tende
ormai a incentrarsi sugli strumenti a tastiera (organo e clavicembalo), sull'arpa diatonica e sul violone; cio­
nondimeno, nella regione che ci interessa, si segnala la persistenza per un periodo relativamente lungo di
ance e di cornetti, fatto, questo, imputabile forse alle peculiari condizioni delle cappelle locali. Anche se non
possediamo indicazioni piu precise circa la missione di Trinidad, possiamo ipotizzare pertanto che le
consuetudini musicali in essa vigenti non fossero cosl lontane da quelle delle "reducciones" limitrofe e la
varieta degli strumenti riprodotti in mano agli angeli de! fregio sembrerebbe confermarlo.
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ADOLPHMENZELS »FLbTENKONZERTFRIEDRICHSDES GROBEN INSANSSOUCI«

EIN VERTRAUTES GEMALDE, 150 JAHRE NACH SEINER FERTIGSTELLUNG

NEU GESEHEN'

GABRIELE BUSCH-SALMEN

Kirchzarten / Freiburg

'.'Aber trotz all diesemAerger, Friedrich Uber alles. Mich hat nicht so bald was so ergriffen. Der Stoff
ist so reich, so mteressant, so grollartig, woriiber Sie zwar den Kopf schiitteln werden, wenn mans
genauer kermen lernt, so malerisch, dall ich bloll einmal so glilcklich werdenmtichte, aus dieser Zeit
einen Cyklus groller historischer Bilder malen zu konnen«.'

Das schrieb Adolph Menzel am 28. August 1840 an seinen Freund Wilhelm Puhlmann, in dem Jahr, in
elem die von vielenSchwierigkeiten begleitete Publikation von Franz Kuglers Geschichte Friedrichs des Grossen
zu erscheinen begann, deren Illustration er iibernommen hatte. Es sollte einige Jahre dauern, bis sich der Ma­
ler den in seinem Brief geau~ertenWunsch, einen »Cyklus« daraus zu malen, erfiillen konnte. Erst im Herbst
des Revolutionsjahres 1848 konzipierte er, zuniichst olme Auftrag, acht grollformatige Friedrich-Bilder, die
er bis in Details ihrer angemessenen Rahmung ausftihrte. Bis heute hat das Interesse an dieser eigenwilligen
Friedrich-Apologese nichtnachgelassen, derenvielschichtige politische Botschaft im Kontext zur reaktionaren
Regierungszeit Konig Friedrich Wilhelm IV. nach wie vor kontrovers diskutiert wird. Dem Maler gelang es
offenkundig nachhaltig, dem unwiderruflichen Ende der liberalen Reforrnperiode die Visualisierung einer
ldentifikationsfigur entgegenzusetzen, mit der er den nervus rerum des Geschichtsbildes der 1840er und
1850er Jahre ernpfindlich traf und nach der Reichsgriindung zum Vorboten der nationalen Einheit wurde.

»Das Flotenkonzert« gilt nach der »Bittschrift« von 1849' und der »Tafelrunde« von 1849/50° als das
dritte Gemalde der Bildfolge. Nach seiner Fertigstellung imJahr 1852, erst recht aber seit seiner Ausstellung
zur Eroffnung der Berliner Nationalgalerie im Marz 1876, wurde es geradezu zum Synonym fur das ver­
meintlich aufgeklarte Musik - und Geistesleben am Hofe Friedrichs II. und gehort - erneut nach der spekta­
kularenMenzel-Retrospektive der Jahre 1996-1997zu den amhaufigsten reproduziertenKunstwerken uber­
haupt [Abb. 1]. Schon der Ankauf des Gemaldes aus dem Besitz des Bankiers Magnus Herrmann durch den
ktinstlerischen Direktor der Berliner Nationalgalerie, Max Jordan, der sich in den 1870er Jahren fiir die Uber­
filhrung des Menzelschen Gesamtuvres in Staatsbesitz einsetzte, wurde vor dem Ministerium mit dem
Argument verteidigt, da~ die Nationalgalerie als Ort der kunstlerischen Selbstdarstellung »nicht mit Ehren
eroffnet werden« konne »ohne dieses Bild«.'

GeradediesemGemalde, das selbstscharfenKritikern alsgenial galt" war also eineau~ergewohnliche
Aufmerksamkeit gezollt worden. Das auch der exzeptionellen Kenntnis Menzels und seiner daruber stadt­
bekannt gewordenen kauzigen Identifikationmit demGegenstand wegen. VondemKinstler, dessen person­
liches Geschick sich mitdem »fritzischen« in besonderer Weise zu mischen begonnen hatte schien man einen
authentischen, in die Tiefe lotenden Einblick in die privateSphire des Preuenkonigs zuerwarten. die Fried­
rich II bekannterma~en sorgfltig unter Verschlu~ hielt. Vermittelten die spirlichen zeitggenssischen Dar­
stellungen oder anekdotischen Schilderunen, die zu Friedrichs Zeit mehr zutalliyg als gezieltan die Ottent-
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1. Adolph Menzel, Das Flotenkonzert Friedrichs des Gro~en in Sanssouci (1850-52). Ol auf Leinwand, 142 x 205 cm.
Berlin, Nationalga!erie (A I 206).

lichkeit gelangt waren, nur verschwommene Vorstellungen, so suchte Menzel diesem Manko eine Synthese
aus Realismus und kritischemGeschichtsverstandnis entgegenzusetzen. Nach der Fertigstellung des »Floten­
konzerts« beschaftigte sich denn auch die Kritik - etwa im Deutschen Kunstblatt - vor allem mit der ent­
standenen Vermischung der Genres. Dem Bild wurde bescheinigt, »durchaus von jedem sogenannten histo­
rischen Style fern gehalten« zu sein; es sei »mehr, sozusagen, der Reflex eines Historienbildes oder Keim zu
einem solchen [ ... ], weil man dem Ganzen [ ...] anmerkt, dass die Scene die augenblickliche und kurze
Mussestunde eines Mannes schildert, welcher mehr versteht, als die Fl6te zu blasen«. Menzel habe »den Vor­
gang in lebendigster und drastisch effektvollster Wahrheit zur Darstellung gebracht« und sei »mit sich wie
von selbst verstehender Treue« zu einem »gesunden Realismus« gelangt." Damit waren alle damals heftig
diskutierten gattungskritischen Stichworte formuliertund wurde dem Menzelschen Realismus jene »hiihere
Idealitat« bescheinigt, die durch die Kreuzung von Bildgattungen sogar eine neue Darstellungsperspektive
versprach. 10

Die Rezeplion namentlich des »Flotenkonzertes« zeigt jedoch, da~ es rasch zu einer liebgewonnenen
Gewohnheitwurde, in dem Werk Weniger diese doppelbiidige Hintergriindigkeit zu erkennen, als vielmehr
den »gesunden Realismus«, der uns die Qualitat einer schier unverzichtbar gewordenen Quelle suggeriert­
Folgerichtig dient das Gemalde vorzugsweise als Illustration der Privatsphare des Preu~enkonigs, der nach
seinem Einzug in das Schlo~ Sanssouci bei Potsdam im Jahr 1747 die knapp bemessene Zeit seines dortigen
Residierens nutzte, um allabendlich seine »Herrn Kapellisten« zum »Abendconcerte« um sich zu versan­
meln. 11 Dem Klischee van diesem kunstsinnigen, wenn nicht gar geselligen Umgang Friedrichs kann offen-
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2. Peter Haas, Friedrich der Gro~e in den Stunden der Mu~e (um 1786). Radierung, 11,7 x 8 cm, Neudruck in: Friedrich
Forster, Leben und Thaten Friedrichs des Groen: Ein vaterlandisches Geschichtsbuch, Bd. 5, Abb. 2 (Mei~en 1840).

kundig auch die Tatsache wenig anhaben, da~ es anschauliche Schilderungen gibt, die uns eine andere Rea­
litat vorfuhren." Zwar wachte der Konig als geubter Musiker uber seinem Privileg, aktiv am furstlich musi­
kalischen Divertissement teilzunehmen, Gaste wurden indessen, wenn uberhaupt, dann nur unter gro~ten
Restriktionen zugelassen. Der Ehrgeiz, mit dem gewohnlich Fursten und Fiirstinnen ihren Anteil an schon­
geistigen Fragen als Zeichen herrscherlicherHumanitas nach au~en demonstrierten und von ihren Hofmalern
festhalten lie~en, fand bei Friedrich unter Ausschlu~jederOffentlichkeit statt. Dieeinzige bekanntgewordene
zeitgentissische bildliche DarstellungseinerexklusivenMusizierstunden, eine ins Todesjahr des Konigs 1786
datierte, in zweileicht voneinander abweichenden Versionen veroffentlichte Radierung von PeterHaas, ver­
mittelt uns einen desillusionierend niichternen Eindruck vom Hergang der Konzerte [Ab. 2]" Ein weiteres
authentisches Bildzeugnis ist die Vignette des dem Konig nahestehenden Kupferstechers Georg Friedrich
Schmidt, die Johann JoachimQuantz 1752 an den Schluss seines dem Konig gewidmeten Traktats: Versuch
einer Anweisung die Flote traversiere zu spielen stellte [Abb. 3]." Unter dem programmatisch die Absicht des
Lehrwerkes zusammenfassenden Spruchband: »Executio anima compositionis« (DieAusftihrung ist dieSeele
der Kornposition), gibtderStich eine bewegt rokokoeskeMusizierszene mit vier um ein Cembalo gruppierten
Streichernwieder, die einen Sanger und einen Traversflotisten begleiten. Mit dem angedeutelen Raum konnte
das lichte Konzertzimmer vonSchlo~Sanssouci gemeint sein. Da~ sich Quantz als Flotist verewigen lie8, auf
dessen zweiklappige Flote im Schmuckrahmen ausdrucklich verwiesen ist, liegt nahe. In dem Sanger ist
moglicherweise der KastratGiovanniColi zu sehen, der zur taglichen Kammermusikgehorte. Der Umstand,
da~ diese Vignette in spiiterenDrucklegungen des Werkes nuchternen Randleisten wich, legt die Vermutung
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3. Georg Friedrich Schmidt, "Executio anima compositionis". Kupfer. Johann Joachim
Quantz: VersucheinerAnweisung die Fote traversierezspielen (Berlin 1752), Schlussvignette.

einer exklusiven Illustration fur die Erstauflage nahe. Schmidt war 1744 in ktiniglichen Dienst getreten und
wurde 1750 mit der Illustration des Erstdruckes seinesEuvres du philosophe de Sanssouci betraut, durfte mithin
zu den wenigen gehtirt haben, die die Gewohnheiten des Konigs aus perstinlichem Umgang kannten."

Ebenfalls zu den Zeugnissen der nachsten Umgebung Friedrichs II. gehort das 1739 nach dem Entwurf
seiner Lieblingsschwester, der Markgrafin Wilhelmine von Bayreuth, angefertigte Gemalde auf der Platte
eines »kleinenTischchens«, das als Gru~ fur den Rheinsberger »Musiksaal«gedachtwar. Es ist inAnspielung
au! Wilhelmines Begleitbrief als »Baireuther Parna~« in die Literatur eingegangen und halt die Musikerin
Wilhelmine am Cembalo im Kreis ihrer Hofkapelle und einiger Bediensteten in der damals iiblichen Aufstel­
lung fest [Abb. 4]." Geleuchtet wird in eine Musiziersituation im prunkvollen Musikzimmer des Markgra­
finnenfliigels im AltenSchlo~Eremitage. Die livrierte Kapelle besteht aus einer neben dem Flti tis ten Friedrich
Christian Dobbert (2) stehenden Sangerin, funf hinter dem Cembalo postierten Streichern und einer mit drei
Fagotten, Violoncello und Violone au8ergewtihnlich stark besetzten Bassgruppe. Diese von Wilhelmine als
»arme«, weil »sehr luckenhaft gewordene« Kapelle bezeichnete Besetzung, zu der am linken Bildrand noch
zwei zuhtirende Herren, rechts drei Darnen und ein Kammerdiener gehoren, offnet sich dem Beschauer 1n
einem Halbkreis und dokumentiert unpratentios die damals ubliche Musizieranordnung."

An diesem Gemalde wird besonders evident, in welchen gravierenden Details sich Menzel im »Fltiten­
konzert« zu einer abweichenden Disposition entschlossen hat. Da der Vergleich mit zeitgenssischen Kon­
zertszenarien wie dieser und ein Blick auf seine zahlreichen musikbezogenen Arbeiten deutlich macht, auf
welch au~ergewohnliche Weise Menzel mil einem vertrauten Topos umgegangen ist, sei im Folgenden der
Versuch unternommen, die Vielschichtigkeit seiner Schilderung freizulegen."
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4. »Baireuther Parna~«, Anonymes Gemalde auf einer Tischplatte (Bayreuth 1739). Berlin, ehem.
Hohenzollernmuseum Schlo.ls Monbijou (verschollen).

Als Menzel 1839 mit den Vorbereitungen zur Illustration der »Geschichte Friedrichs des Grossen« be­
gann, fur deren imJubiliiumsjahr 1840 bis 1842 in zwanzig Lieferungen herausgegebene ersteAuflage es gait,
etwa 398 Holzstiche anzufertigen, konnte er sich nur auf unbedeutende Ansatze zu einer friderizianischen
Ikonographie berufen. Wie bereits angedeutet, beschrankten sich die Insbildsetzungen des Konigs zumeist
aufWiedergaben von Friedrich -Anekdoten, die furAlmanache oderGeschichtsbucher in c!erNachfolge Da­
niel Chodowieckis entstanden waren. 19 Differenzierte Detailschilderungen, patriotische Historiendarstel­
lungen oder posthumeVerherrlichungen Friedrichs des Gro~en hatte man sich-vonAusnahmen abgesehen
- aus vielerlei Grunden bis in dieJahre um dieJahrhundertwende, versagt. Manschiensich aufeine lapidare
Nuchternheit der Kolportage in erster Linie der militarischen Leistungen und Niederlagen des »Alten Fritz«
eingestellt zu haben, die man eines Monarchen fur angemessen hielt um den sich rasch die Legende gebildet
hatte, der erste Diener seines Staates zu sein. Diese nuchterne Bilanz konnte 1799weder <lurch wiederholte
Aufrufe Friedrich Wilhelms III. an die Berliner Kunstlerschaft korrigiert werden, sich patriotischen Themen
zuzuwenden, noch <lurch die unter FriedrichWilhelm IV. im Jahre 1835 aufgegriffeneDiskussion umein Rei­
terstandbild, das an reprasentativer Stelle vor dem Opernhaus, Unter den Linden, plaziert werden sollte.
Wenn der Auftrag auch an Christian Daniel Rauch ging, so loste die Gestaltung des Denkmals jedoch grund­
siitzliche Debatten aus. UnterHinzuziehung von Menzel als Gutachter wurde schlie~lich einem Entwurf zu­
gestimmt, der Friedrich als einen unangefochten, auf die Armee gegrundeten Monarchen verherrlicht. Um
diesemZielzu geniigen, warRauch genotigt, seinSockelprogrammmehrfach zu andern. Im zur Ausfiihrung
gelangten Konzept erschienen schlie~lich die »Kunste« und »Wissenschaften« in einem Relieffeld auf der
Nordseite. Die Gestalt des flotespielenden Konigs, auf die imKonzept nicht verzichtet werden konnte, geriet
zu einem uberhohenden Sinnbild, denn in der Denkschrift zur Enthiillung am 31. Mai 1851 wird sie mit den
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5. Christian Daniel Rausch, Denkmal Friedrichs des Gro~en, Reliefausschnitt der Nordseite d.°s Piedestalsp851): »Der
Konig, einsam die Flote spielend«. Reproduziert nach, Denkmal Konig Friedrichs desgro~en Enthllt am31.Mai 1851 (Berlin
1851), 10.

Worten interpretiert: »Das zweite [Bild] zeigt den Konig, einsam die Flote spielend, die Musen schweben her­
bei, ihren Liebling im heiteren Spiele kraftigend und zu Gedanken hoher Thaten anregend« [Ab. 5]. Wenn
man sich auch entschlofl, Kapellmeister Carl Heinrich Graun zu verewigen, der zusammen nut Carl Wilhelm
Ramler, Gotthold Ephraim Lessing, Immanuel Kantund Christian Fiirchtegott Gellert, dem Akadem1epras1-
denten Pierre de Maupertuis, Johann Winckelmann und Hofmaler Antoine Pesne eine Gruppe bildet, Uber
der »der Genius des Friedens und der Landeswohlfahrt (Felicitas publicae) vom Siege hereingefuhrt«
schwebt, so fallt doch auf, da~ im Bildprogramm weder weitere dem Konig nahestehende Musiker einen
Platz fanden, noch der wichtigste philosophische Partner des Knigs, der Aufklarer Voltaire."

Kam es hier also zu einer protokollgetreuen, ideologisch iiberformten Auslese, so suchte Menzel mit
seiner Visualisierung der Personlichkeit Friedrichs II. andere Akzentuierungen. Dabei sah er sich vor der auf
dem Gebiet der Hofdokumentation ungewohnlichen Situation einer einseitigen Bildiiberlieferung oder flug
blattartigen Kupferstichen, dievomehmlich der Propaganda gedienthatten. Die nach dem Regierungsantritt
1740 in Umlauf gelangten Konigsbildnisse etwa, die noel, lange zu Zwecken der Gunstbeweise oder als Aus­
zeichnungen benutztwurden, waren Repliken des letzten, vor 1740 entstandenen ad vivum -- Portrats. Vom
Konig war bekannt, da~ er nach derThronbesteigung mit der sonst iiblichen Konvention bei Hofe gebrochen
hatte, durch die Verbreitung von Bildem gezielt fur die Reprasentation der Hofhaltung nach Au~en zu sor­
gen. Die »Bootspartie des Kronprinzen«, ein Gemalde des von Antoine Pesne in der Malerei unterwiesenen
Baumeisters Georg Wenzeslaus von Knobelsdorff, <las mit Friedrich im Zentrum, der seine Flote in Handen
halt, und dem Blick auf die Schlo8anlage Rheinsberg, die ausgelassene Hofgesellschaftwahrend einer Boots­
partie auf dem See wiedergibt, gehortzu denwenigen wennauch idealisch geschonten privatenDokumenten
der unbeschwerten Kronprinzenzeit." Weder umgab er sich in seinen Schlossem mit Huldigungen, wie sie
die Gemacher seines Vaters bestimmt hatten, noch lie~ er, von wenigen Ausnahmen abgesehen, Portrats der
ihn umgebenden Personlichkeiten, schon garnichtseines Environs oder privaten Lebens anfertigen. Erselbst
gewahrte nur noch einmal, 1763, dem hannoverschen Hofmaler Johann Georg Ziesenis, Sitzungen fiir eine
Bildnisstudie, die wohl fur seine Schwester Philippine Charlotte von Braunschweig bestimmt war."

. Franz Kugler wu~te freilich um diese Ausgangslageund hatteseinemVerleger Johann JakobWeber 1839
nicht ohne Grund den Jungen Menzel als Illustrator seiner Biographie empfohlen. In ihm sah er alle notigen
Voraussetzungen fur die anstehenden, miihevollen Recherchen: »Reichtum der Phantasie, [ ... ] Sicherheit in
alien Elementen kunstlerischer Darstellung«, vor allem aber »grundliche wissenschaftlich (namentlich histo­
rische) Bildung, eine belebende poetische Kraft, wie alles dies vereinigt, nur sehr selten gefunden werden
durfte«. 'Und in der Tatsturzte sich Menzel mit gro~em Ehrgeiz in die Materie, um wie er mehrfach betonte,
seiner Arbeit »gr6~tmoglichste Authenticitat zu geben«. Schlielich rechtfertigte er den Aufwand, den er bei
der Detailermittlung trieb, mit der wiederholt an den ungeduldigen Verleger gerichteten Versicherung: »Es
will alles gehorig studirt und gearbeitet sein!e"
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6. Adolph Menzel, Abendmusik im Concertzimmer des Koniglichen Schlosses zu
Potsdam. Holzstich (1839). Illustration zu Franz Kugler, Geschichte Friedrichs des Gr0fen
(Berlin 1856), 227.

»Studirt«, das bedeutete fur ihn auch und vor allem die Gewinnung eines eigenen Standpunktes, um zu
Zeiten eines verschwommenen Friedrichbildes seinen Sujets aus der Sicht eines liberal burgerlichen Malers
und unter Yerzicht auf die vordem iiblichen Ktinstlichkeiten des Arrangements, die Kraft des reflektierten
Eingedenkens zu verleihen. Er wolle, wieer an den Yerleger schrieb »den Fursten darstellen, den die Fursten
ha~ten, und die Volker verehrten«. Dies sei das »Ergebnis dessen, was Er war, mit einem Wort den alten
Fritz, der im Volke lebt. Dies schien mir die fiir ein Volksbuch passendste Auffassung.« Friedrichs ausge­
pragte geistigewiemusikalischeInteressen hatten in seinem lllustrationskonzeptmithin einenhohenStellen­
wert undwurdengewi~ nicht absichtslos zu gezielt positioniertenGegenwelten, zu denen die Kriegsillustra­
tionen in einen um so drastischeren Kontrast gerieten.

In seinen beiden Konzertdarstellungen gelingt es Menzel, den Beginn und das nahende Ende der Regie­
rungszeit des Konigs einzufangen [Abb. 6 &7]. Siewirken als psychologische Brennspiegel um so eindruckli­
cher, je genauer man sie imKontextzumgesamten lllustrationskonzept betrachtet. Zwischen denDarstellun­
gen liegen die immer diisterer werdenden Schlachtenschilderungen und drohenden Trommlervignetten.
Friedrichs Griff zu seiner »Principessa«, wie er die Flte nannte, wandelt sich daruber augenfallig von der
geselligen Unterhaltung als einer adeligenTugend, der er sich im Kreise angeregt plaudernder Giste hingab,
zu einer festgeschriebenen, von Isolation und immer gleicher Routine begleiteten Ubung. Mit der heiteren
Gelassenheit, wie sie Baron Jacob Friedrich de Bielfeld in seinen »Vertraulichen Briefen« vor allem aus
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7. Adolph Menzel, Musikzimmer im Potsdamer Schlosse, in welchem jener
Flugel und Notenpulte noch befindlich. Holzstich (1839 f.). Illustration zu
Franz Kugler, Geschichte Friedrichs des Gr0~en (Berlin 1856), 489.

Rheinsberg schildert, hatte die zweite Konzertdarstellung, die von dem alt und krank gewordenen Konzert­
meister Franz Benda im Vordergrund dominiertwird, nichts mehr zu tun." Menzel gruppiert das Geschehen
auf dem ersten Bild, das mit der »Tafelrunde« das 22. Kapitel: »Der Philosoph von Sanssouci« illustriert, um
den Konig als Mittelpunkt und gibt ihm auf dem zweiten, das in <las 43. Kapitel: »Friedrich's hausliches Le­
ben im Alter« gestellt ist, fast die Rolle einer Nebenfigur. Die Personenkonstellation spielt auf ein Ere1gms
im September des Jahres 1770 im Potsdamer Stadtschlo~ an und zeigt neben Franz Benda den ebenfalls via·
linspielenden Erbprinzen van Braunschweig, den nur schwer erkennbaren Prinzen von Preu8en als Violoncel­
listen sowie die am Cembalo sitzende komponierendeKurfurstin Maria Antonia vonSachsen. Menzel drang
die Szene in den unteren Teil des Bildes, so dass durch den hohen leeren Raumeine mudeVerlassenheit spur­
bar wird, die auch die Grundstimmung der sich daran anschlie8enden Illustrationenbleibt, etwa die entfrem­
dete Begegnung Friedrichs mil seiner Gemahlin oder des Konigs einsamer Gang durch seine Gemaldegalerie.

Das entsprach durchaus der Realitat der 1760er und 1770er Jahre in der Garnisonsstadt Potsdam, deren
»todte Ungeselligkeit« nicht nur dem gerade zum Hofkapellmeister berufenen jungen Johann Friedrich Rei·
chardt auffiel" Das Ambiente in der unmittelbaren Nahe des Konigs wird auch von Charles Burney, eben­
falls einem derwenigen perstinlichen Zeugen, im 3. Band seines »Tagebuches«mit folgenden Worten geschil
dert: »lch ward nach einem innern Zimmer des Pallastes gefuhrt, worin die Herrn von des Konigs Kapelle
auf seinen Befehl warteten. Dieses Zimmer war dicht an dem Concertgemache, in welchem ich Se. Majestat
ganz deutlich Solfeggi spielen und sich so lange mitschweren Passagien uben horen konnte, bis Sie die Musik
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8. Adolph Menzel, Lageplan zum FIOtenkonzert mit Parketlskizzen. Bleistift, 13,8 x 8,1 cm. Staatliche Museen zu
Berlin, Kupferstichkabinett, Kat. 1631.

hereinzutreten befohlen. Hier traf ich Herrn Benda an, der so gut war, mich mit Herrn Quantz bekannt zu
machen[...]. Wir geriethenbald inein musikalischesGespriich; er sagtemir, seinkniglicher Herr undScholar
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9. Adolph Menzel, Situationsplan zum Flotenkonzert. Bleistift, 26 x 39,8 cm. Staatliche Museen zu Berlin, Kupferstich­
kabinett, Kat. 665 .

spielte keine andre Concerte, als die er ausdrucklich fur ihn gesetzt hatte, deren Anzahl sich auf dreyhundert
erstreckte, und diese spielte er nach der Reihe[ ...]. Herr Quantz hatte bey dem Concert heute Abend nichts
zu thun, als bey dem Anfange eines jeden Satzes mit einer kleinen Bewegung der Hand denTackt anzugeben,
ausser dall er zuweilen am Ende der Solosatze und Cadenzen Br av o! rief; welches ein Privilegium zu seyn
scheint, dessen sich die iibrigen Herrn Virtuosen von der Kapelle nicht zu erfreuen haben«.28 Diese an
Stereotypie grenzende »Regelma~igkeit« des abendlichen Musizierens hatte zu diesem Zeitpunkt viele der
friiher in Friedrichs Diensten stehenden Musiker, etwa den »Accompagnisten« Carl Philipp Emanuel Bach,
vertrieben, die ihre Aufgaben in liberaleren Wirkungsstatten suchten.

Das durchaus gewagt sezierende Illustrationskonzept Menzels und die daftir von ihm entwickelte tech­
nische Realisation stie~en freilich nicht nur auf Wohlwollen, sondern auch auf heftige Kritik. So holte etwa
der damalige Direktor der Berliner Koniglichen Akademie der Kiinste, Gottfried von Schadow, in den Ber­
linischen Nachrichten von Staats- und gelehrten Sachen zu einer Philippika mit barschenVerurteilungen aus. Die
ihm vorliegendenersten Lieferungen des Werkes nannteer»Ausartungen, die man Griffonagen oder Kritze­
leien nennen kann«. Sie wi.irden eine »demuthigende Stimmung« erzeugen und seien ungeeignet, der neuen
Generation ein wwurdiges Denkmal« zu sein?°

Von diesem Urteil abgesehen, miissen Autor wie Verleger vom kiinstlerischen Gesamtergebnis jedoch
so sehr beeindruckt gewesen sein, dass man sich entschlo~, dem Vorschlag Menzels nachzukommen, de
angeregt hatte, »im Interesse des gro~en Publikums selbst einen Nachweis in kurzen Notizen uber manch
Einzelheiten, Portratfiguren u.s.w ., die in den verschiedenen Darstellungen enthalten sind, und wovon doch
im Text wegen Enge des Raumes nicht die Rede ist, aufzusetzen, den Sie alsdann wohl die Giite Mitten, ge-
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10. Adolph Menzel, Cembalostudien. Bleisti/t, 35 x 25,7 cm. Staatliche Museen zu Berlin,
Preullischer Kulturbesitz, Kupferstichkabinett, Kat. 688.

druckt zur Halfte der 10ten Lieferung oder ganz dem vollstandigen Werke einzulegen." Unter dem Titel
HistorischerNachweis zur Verstandigung einigerIllustrationen finden sich auch die ErJauterungen zu denbeiden
Konzertszenen. Sie milssen ihm so essentiell gewesen sein, dall er sie deutlich ins Blickfeld gerilckt wissen
wollte. Zurn ersten der Bilder hei~t es: »Abendmusik im Concertzimmer des Koniglichen Schlosses zu Pots-
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11. Adolph Menzel, Fl6tenkonzent (1848). Skizze, QI uber Federzeichnung, 31,5x 43,8 cm. Berlin, Nationalgalerie (A III
504).

dam. Dasselbe nach der Natur gezeichnet. In der Mitte Friedrich; das Costum anlangend, ist zu bemerken,
da~ Friedrich nochwahrend dieser erstenHalfte seiner Regierungszeit bei ofterenGelegenheiten in eleganten
Modekleidern von den heitersten Farben erschien. Im I·lintergrunde lehntQuantz, Friedrich's alter Floten­
lehrer, am Pfeiler; neben ihm steht Kapellmeister Graun, derComponist des bekanntenOratoriums der Tod
Jesu«? Verhaltener hei~t es im Kommentar zum zweiten Stich: »Das Local ist das Musikzimmer im
Potsdamer Schlosse, in welchem jener Fliigel und Notenpulte noch befindlich. Der vorderste Violinspieler
ist Friedrich's Concertmeister Franz Benda, neben ihm der Erbprinz von Braunschweig, hinter diesem der
Prinz von Preu~en. Beide erstere gleichfalls nach alten Portrats«"

In dieser durch Menzel wesentlich mitgeformten Phase der Aufbereitung einer Friedrichikonographie,
war es ihm also offenkundig ein Anliegen, dem Leser mit der Beteuerung, »nach der Natur gezeichnet« zu
haben, zu suggerieren, in der Auswahl der Szenen lebensnahe Abbildlichkeiten vorliegen zu haben. Sie
zielten auf den biirgerlich liberalen Leser, der lange Zeit an der Vorstellung festhielt, in der Person Friedrich
Wilhelms IV., der den preu~ischen Thron in Jahre 1840, genau 100 Jahre nach Friedrich dem Gro~en, bestieg
eine geistige Nahe zu seinem Vorfahren zu erkennen. Der Zeitpunkt des Erscheinens der Kuglerschen Fried­
rich-Biographie in diesem Jahr war mithin sorgfaltig gewahlt. Da~ die Prasenz des flotespielenden Philoso­
phen van Sanssouci zu einem so popularen wie willkommenen Detail wurde, das sich schnell in die allge­
meine Vorstellung grub, zeigen die zahlreichen Adaptionen dieses Motivs, etwa die anonyme Radierung in
der Baderschen Bilderbibliothek der neueren deutschen Geschichte von 1846 oder Leon Luis Chapon's»Frederic,
II musicien« von 1865%
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12. Adolph Menzel, Traversfltendetails mit Ma~- und Texturangaben. Bleistift, 14,1 28,3 cm. Staatliche Museen zu
Berlin, Kupfcrslichkabinelt, Kat. 689.

II

Als Menzel elf Jahre nach der Herausgabe des Kugler und wenige Monate nach der Enthtillung des
Rauch'schen Reiterstandbildes mit dessen so eindeutiger Botschaft seinen Freund Carl Heinrich Arnold in
einem Brief vom 26. Dezember 1851 wissen laflt, dafl er endlich an einem »fruher angefangenen Bild« mit
dem Gegenstand »ein Abendkonzert Friedrichs des Groen auf Sanssouci [ ... ] vor einer ausgewahlten
Zuhorerschaft unter Beglei tungseinermusikalischen Notabilitaten die Flote handhabend« weiterarbeite, war
das Interesse, einem ihm mittlerweile lieb gewordenen Blickwinkel auf den Konig noch mehr Glanz zu ver­
leihen, gewi~ nur eine der ihn bewegenden Absichten." Angesichts der zurtickliegenden enttauschenden
politischen Ereignisse, die in der Marzrevolution des Jahres 1848 ihren Hohepunkt erreichten, und seit 1846
beschaftigt mit der Illustration der akademischen Neuausgabe desEuvres de Frederic le Grand, scheint er in
der Konzeption seines Friedrichzyklus geradezu demonstrativ Zuflucht gesucht zu haben. Seinem Freund
Ottmar Beta soil er bekannt haben, es sei ihm um ein gleichfalls subtil wie januskopfiges Gegenbild »von
zwingender Gewalt«, gegangen,35 Gewohnt lapidar deutet er ihm an: »ich darf wohl sagen, ich habe mir
meinenStoff nie leichtgemacht, aber einesolcheAufgabe habe ichmir noch nie gestellt, und zwar (abgesehen
von Allem andern) durch die geforderte Beleuchtung: Kerzenlicht von alien Seiten und von oben. Bis Ende
Oktober habe ich mit Ausnahme eines 8tagigen Ausflugs nach Rugen im August fast jeden Abend bis
Mitternacht Modell exerzirt.«

Hinter diesen fur den Menzelschen Briefstil typischen, lediglich die Bilddisposition und seinen eigenen,
bis an denRand der Erschopfung gehenden akribischen Einsatz betreffendenZeilen, verbarg sich, da~ es ihm
mit dem »Flotenkonzert«, um ein Sujetgegangen sein mu~te, dessen vzwingende Gewalt«in der Mehrschich­
tigkeit lag. Im Aktionsbild einer Konzertsituation mit der Moglichkeit, den Solisten buchstablich zu einem
die Szene beherrschenden Mittelpunkt zu exponieren, boten sich ihm besonders schillernde Erzahlebenen.
Wie sehr personenreiche musikalischeGesellschaftsszenen in derMitte des 19. Jahrhunderts zu Dokumenten
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werden konnten, in denen sich die opulenten Unterhaltungsinteressen des gehobenen Burgertums wieder­
spiegeln, hatte etwa im Jahr 1850 nicht ohne Zeitkritik der Dusseldorfer Johann Peter Hasenclever in seiner
gro~formatigen Teestunde«vorgefuhrt, eine Komposition, die durch die im Mittelpunkt stehende Dar.
bietung einer Sangerin ebenso an Menzels Bildanlageerinnert, wie die in Kerzenlicht getauchte »Musikalische
Abendunterhaltung« von Karl Friedrich Moritz Muller oder die »Musikalische Soiree in einem danischen
Burgerhaus« von Wilhelm Marstrand." Menzel entschied sich also mit Bedacht fur ein Konzertszenario, das
vielschichtig behandelbar war, und zu dem er als enthusiastischer Musikhorer uberdies einen besonderen
Bezug hatte.

Musik war ihm ,,wenn nichl vielleichl die erste Kunst, so <loch unstreitig die am unmittelbarsten aufs
Herz wirkendeZeit seines Lebens nahm er lebhaft am Berliner Opem- und Konzertleben Anteil, pflegte
den freundschaftlichen Umgang mil Musikem und war daher mit Fragen der Musikausiibung vertraut.
Regelma~ige Besuche der Symphoniesoireen der koniglichenKapelle, derQuarletlabende des ihm spater be­
freundetenjoseph Joachim und seines Quarteltes in der Singakademie oder der 1-Jausmusiken seiner Kunst­
lerkollegen gehiirten, abgesehen von den musikalischen Aktivitaten in seinen eigenen Wohnungen, zu den
Vergniigen, dieeine gro!le Faszination auf ihn ausiibten. Sie inspirierten ihn zu zahllosen ad hoc angefertigten
Skizzen und gro~eren zeichnerischen oder malerischen Arbeilen. Dabei fesselle ihn, entgegen der Mehrzahl
der damaligen Konzerldarstellungen, die Atmosphare des Raumes und die individualisierte Charakterisie­
rung der Zuhiirer oder Akteure als Spiegel des Geschehens oft mehr als die Darbietung selbst. So entstand
parallel zur Arbeit am »Flotenkonzert« das in gedeckte Brauntone getauchte Bild »Salonkonzert«, das im
»Deutschen Kunstblatt« 1851 mil den bezeichnenden Satzen gewurdigt wurde: " [ ... ] Wir sehen darin ein
Stuck Gesellschaft im Concertsaal var dem Beginn der Musik. Das Bild isl van den Lustspielen des Genres
das feine Conversationsstiick. Ganz absichtslos scheint es der Betrachtung nur die lebendig aufgefaflten
Gruppen vorzuftihren, denen wir immer zu begegnen pflegen, wo sich unter der Sonne des Kronleuchters
die schiine Welt zum heiteren Genu~ versammelt, um zu horen, zu sehen- und gesehen zu werden. [ ... ] Den
Kunstfreund ergotzt die feine Beobachtungsgabe, der er auch in einem gelegentlichen Unterhaltungsstiick
desjenigen Kilnstlers gem begegnet, von dem er gewohnl isl, sie in den emsleren Werken oft in so frap­
pirender Weise zu Tage gelegt zu finden.«

Ein »Stuck Gesellschaft« festzuhalten, mil diesen Worten war treffend charakterisiert, was Menzel bei
seinen Situationsmalereien bis hin zur spaleren ungeschiintenAbschilderung des gedrangten, geselligen Mil­
einanders in seinen drei Ballgemalden »Die Ballpause« (1871), »Das Ballsouper« (1878) und »Hofball im
Wei~en Saal des Berliner Schlosses« (1888) vor allem bewegte."

In diesen Arbeiten wird deutlich, da~ seine Liebe zur Episodenschilderung bis zur ganzlichen Ausblen­
dung des Anlasses aus dem Bildgeschehen gehen konnte. Weder sind im »Salonkonzert« Instrumente oder
Ausfilhrende sichtbar, noch wird uns in den drei Ballszenen ein Blick auf die Tanzflache gewahrt. Thema­
tisiertwird im ersteren vielmehr die erwartungsvolle Stimmungeinervomehmund selbstbewufll agierenden
Gruppe Geladener vor dem Beginn eines Konzertes; ins Halbdunkel eines Kronleuchters getauchte, festlich
gekleidete Menschen, die damit beschaftigtsind, sich in lockerenGruppen zusammenzufinden, um an einem
privaten Konzert teilzuhaben. Der Vergleich mil diesen Werken machl deutlich, da~ es in seinem »emsteren
Werk«, dem »Flotenkonzert«, um die Verschrankung zweier Ebenen gegangen sein mu~.

. Abweichend von alien voraufgegangenen und nachfolgenden musikbezogenen Aktionsbildern," ab­
weichend aber auch vonseinen beiden, bereits beschriebenen Illustrationen von 1840 auf denen der Einzelne
aktiv integrierter Teil eines Gesamten blieb und Menzel sogar a la Watteau auf die »eleganten Modekleider«
Friedrichs, mit denen er sich zu zeigen pflegte und damit auf die an Frankreich orientierte Hofhaltung an­
spielte, entschied sich Menzel im »Flotenkonzert« von 1852nicht fur die Abbildung eines »sorgenfreien« Mit­
emanders emer hofischen Gesellschaft, die sich der Konversation und dem Musizieren als der Verbindung
von prodesse und delectare fernab der Staatsgeschafte zur reinen Vergnilgung hingab. Angesichts der bereits
vielfach von ihm bewiesenenVirtuositat im Umgang mithistorischenTatsachen, suchte Menzel im Gegenteil
das Sujet durch subtile perspektivische Veriinderungen fastunmerklich zu verfremden Durch die Verflech­
tung der Motive, die zum traditionellen Konversationsstuck gehorten, mit denen eines Herrscherportrats
machte er die Beziehungen um so sichtbarer, in denen sich alle Dargestellten, die Zuhorenden wie die Hofka­
pelhsten, zum flotespielenden Konig befanden.
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Uber der Szene liegt feierlicher Ernst. Das vom Konig mit gro~ A f d •tzi: ·it: rt, is ld Wa sem utwanc ausgestattete heitere Kon-
zert zmmmer, mut zartgrun-gol tenen /andvertafelungen, hohen Spiegeln und Stukkaturen, die iede Schwere
des Raumes aufheben sollten, wird nahezu ausgeblendet. Die Olbilder zur Thematik der Ovidschen Meta­
morphosen von seinen Hofmalern Antoine PesneundJohannMichael 1-loppenhaupt, treten im Kerzenschein
schemenhaft in den Hmtergrund. Die im Stil Antoine Watteaus gemalten »fetes galantes« Nicolas Lancrets
oder Jean-Baptiste-Joseph Paters Darstellungen des unbeschwerten hofischen Lebens in naturlicher Umge­
bung verschwimmen und lassen ahnen, da~ der Konig in diesem Refugium nach 1760 zunehmend verein­
samte. "

Die von Menzel angelegten Lageplane, Skizzen und Bleistiftstudien verraten nicht nur die selbstverstand­
liche Kennll1is all dieser_Details, sie zeigen vor allem, da~ der endgultigen Bildversion Uberlegungen voraus­
gegangen sind, die in eine andere Richtung als die endgultig durchgefuhrte weisen."

Zweivon ihm ma~stabgetreu, als Draufsicht angefertigteRaumplanemitMaterialangaben sind in diesern
Zusammenhang von besonderer Bedeutung. Menzel vergegenwartigte sich darin das Verhaltnis der darzu­
stellenden Personen und ihrer proportionalen Ste!lung zueinander [Abb. 8 & 9]". Auf beiden Zeichnungen
entwatf erAnordnungsvarianten der Personengruppen, deren Stellung er <lurch Fullrnarkierungen festlegte.
Halle er auf der ersten die Aufstellung des »Silberrnannischen Claviers« im Raum skizziert, wie er sie wohl
bei einer Degehung vor Ort vorfand, nach der der Spieler den Bildbetrachter, der zweiten Kuglerschen Kon­
zertdarstel!lung vergleichbar, angeschaut hatte, so nahm er auf der zweiten Lageskizze eine Drehung des In­
struments um 180° vor. Sie filhrte notwendig dazu, da~ der Accompagnist (Carl Philipp Emanuel Bach) und
der Cont-inuocellist in der Rilckenansicht wiedergegebenwurden. Diese insgesamtunrealistischeAufstellung,
in der der Gambist nach rechts verlagert wurde und dadurch notwendig die Streicher mit Franz Benda als
Violinisten in eine falsche Anordnung gebracht wurden, bot dem Maler die Moglichkeit, die rechte von der
linken Bildhalfte entschiedener zu trennen, als eres urspr!inglich geplant hatte. Da auch die vor Ort entstan­
denen ,Cembalostudien' noel, von einer anderen Perspektive ausgingen [Abb. 10], mull sich Menzel bewullt
gewesen sein, da~ mit der Drehung des Tasteninstruments ein zusatzlicher Realitatsverlust fur die Gesamt­
konzeption des Bildes verbunden war, den es <lurch die Personenkonstellation ohnehin gab.

Dall Menzel trotz der seitenverkehrten Blickrichtung derMusiker wie des Solisten, ursprilnglich rnit einer
bewegteren geselligen Situation experimentierte, wird in der 17 statt der endgilltigen, 16 Personen
abbildenden, Olskizze deutlich [Abb. 11]. Die Szene schien sich andeutungsweise sogar an die Grundstirn­
mung seines ersten Konzertblattes filr Kugler anlehnen zu wollen. Um Lebhaftigkeit zu erreichen und den
Konig in beide Personengruppen einzubinden, hatte er nicht nur eine Hofdame stehend so ins Bild geselzt,
da~ zwischen den Zuhorenden und den Musikern eine optische Brucke entstand, sondern auch den Hofka­
pellrneister Carl Heinrich Craun dern rechts an der Wand lehnenden Quanlz zugesellt. Was den Maler dazu
bewog, die Hofdame zu eliminieren, istnicht bekannl. DieWirkung der Umgruppierung istjedochfrappant:
der Konig wird zum beherrschenden Bildmittelpunkt, der der erlauchten Zuhorerschaft den Rucken zuwen­
det und vor dem prunkvollen »Pult von Schildpatte«" auf die Ballseite des ilberdies geschlossenen Tasten­
instrumentes steht, an jenerSeite, an der gewiihnlich dieTuttipulte der Ripienisten ihren Platz hatten. Bei auf­
rnerksamer Betrachtungwird mitdieser Konstellation eine eigenwillige Isolation desSolisten erzeugt. Menzel
rnachte den Bildtopos von irn Kreise ihrer Musiker rnusizierenden Herrscherpersiinlichkeiten als Zeichen
ihrer am Musischen geschulten herrscherlichen Tugend fast zu einem »Als ob«und nutzte sie schlielich, um
unter Einbeziehung des Betrachters eine urn so zwingendere zentrierte Aufmerksamkeit zu erzeugen. Im
Schnittpunktaller Betrachtenden stehtder in sein Flotenspiel vertiefte Konig als allein Agierender, vom Licht
des Kronleuchters und <lessen Widerschein im ruckwartigen Spiegel uberstrahlt. Zuhorer und Musiker sind
auch durch den Schatten, in den sie getaucht werden, in spurbare Distanz zum Konig geruckt, der in einen
einfachen Uniformrock mit roten Aufschlagen gekleidet ist, mit dem man die knigliche Erscheinung spate­
stens seit der verheerendsten Schlacht des Siebenjahrigen Krieges am 12. August 1759 in Kunersdorf asso­
ziierte." Bar seiner Herrscherattribute steht er, die Untertanen vor und die ihm nahestehenden Mitglieder
seines Hofstaates und seiner Familie hinter sich, ebenso widersprilchlich aus dem Kontext gelost da, wie auf
dem Sockelrelief Rauchs. verweisen die rauchschen Genien auf die Inspiratio und Fama, so scheint hinter
Menzels Verzicht auf konigliche Scharpe, Degen und Dreispilz die Einltisung seiner Absicht zu stehen, jenen
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_ _ der auch ohne die Boten der Felicitas Publica auskam. Kom-
absolutistischen Monarche.n ms Bild zu setze~, ht er jedoch auch die kiihle Entfernung fuhlbar, in
promi~loser als auf den anderen Fnedr,ch-Bildem,Mmalc mochte sie durch die Lektiire der gesammelten

- - I u kt sind Dem a er -die alle im Bild Versamme ten ger c • It Epitres familieres«, die er zur Zeit des Entstehens
l• 1 d" d • nthatenen» 'Schrifte_ n des Konigs, namentlich tie tarn e . h A n gestanden haben." Aus den die engsten Ver-

·11 • h tie besonders plastisct vor uge .des Bildes zu 1 ustneren a , 0 . M Id" eigenwi!lige Personenkonstellation und die
d K -· - bed k den Episteln mochte [enzel uetraute.n es omgs en en ... be enhaben DamitgewinntauchdieDatierung

Charakterisierung ihrerjeweiligen Beziehungwm@!"";, wdeunit im Leben Friedrichs mar-
. . d d k Grdi- Jahr 1750 an Gewicht, asemen

dessen»arums 4as 4en"","]$;",, ·ae Antontt Voltairs an seinem Hof, sondern auch der einzige
iert. t die Mite diesesJ9!17"""""%"",jgatnwahetine von Bayreuth in sanssoui at»statueie
Besuch den ihm seine Lie mgssc wes er, 1 d r· d
D~r H;f sollle sich mit Festivitiiten, Opern-, Schauspielauffiihrungen und Konzerten von erg anzen sten

- · · GI d bek tlich nicht lange wahrte. Hatte Menzel in der »Tafelrunde« den engerenSeite zeigen, ein anz, er ann .1 • .. r·· ..
Gcsprachskrcis mil dessen Mittelpunkt Voltaire festgehalten, so fie! dieWahl der Zuhorenden ur das »Fl-
lenkonzert« mit Baron Jakob Friedrich de Bielfeld, demOpernintendantenGrafGustav Adolf van Gotter und
dem Akademieprasidenten Pierre de Maupertuis, die sich um die beiden Schwestern Anna Amalie und Wil­
helmine gruppieren, ungeachtet ihrer personlichen Nahbeziehung zum Konig vergleichsweise offiziell und
durchaus zufollig aus. Der Anordnung der ins Bild gesetzten Personen haftet sogar eme fur Menzel untypi­
scheTableauhaftigkeit, wenn nicht Leblosigkeit an. Trotz der sorgsam mszemerten Beleuchtung, der gro~en
Roben und der livrierten Hofmusiker vermiedMenzel jedeAnspielung auf hiifisches Vergniigen: JohannJoa­
chim Quantz ist im Halbdunkel in einsames Sinnieren versunken, der Cembalist verstummt, die Musiker
warten auf ihren Einsatz und die auf der linken Bildhalfte der Realitat fernen Zuhiirer reagieren mit einer
zwischen lnteresse und Gleichgiiltigkeit changierenden Aufmerksamkeitebenso ausschlie~lich auf den Ko­
nig, wie der Bildbetrachter."

Weder das Ideal einer kurzweiligenaristokratischenMusiziergesellschaft istins Bild gesetzt worden, die
sich, den zahlreichenSchilderungen und bildlichenDarstellungen vergleichbarer Szenen des 18. Jahrhunderts
zufolge nur dann vergnugte, wenn sie ausgelassene Konversation und Brettspiele mit musikalischen Ge­
ntissen verbunden wu~te," noch ein Solokonzert des Kiinigs. Beides hatte der aktiven Anteilnahme aller im
Bild Vereinigler nach ArldererstenHolzstichversion derSzenevon 1840 bedurft, den von Friedrich mil aller
Finesse fiirdiese Zwecke zugerichteten heiterenRaum einbeziehen undsich dem Griff zu den Requisiten der
Genremalerei enthalten mtissen, mit deren Licht-Schatten-Ausleuchtung var allem der Musikanschauung
einer »res severa«des 19. Jahrhunderts Rechnung getragen wurde. Diese Stimmungsdichle aber war und ist
es, die eine so einmiitige Zustimmung erzeugl, dall weder die szenischen Ungereimtheiten, noch die inten­
dierte Herrscherdarstellung als Problem, geschweige denn als subtile Kritik Menze.ls erkannt wurden. Das
um soweniger, als be.ides mit den Mitteln einer geradezu wissenschaftlichen Dokumentation erreicht wurde,
an deren Authentizitiit kein Zweifel zu bestehen schien.

Die Sicht auf das Bild ist nicht zuletzt durch den ersten kommentierten Ausslellungskatalog des (Euvres
von Menzel, der nach dessenTod un Jahr 1905 erschien, mil Respekt vor dem grollen Schilderer preullischer
Geschichte festgelegtworden. Unter derNr. 8 heilltes dort: »In demmit Pesneschen Panneaux geschmiickten
Konzertsaal spielt der Konig in kleinem Hofzirkel die Flote. Am Klavier Philipp Emanuel Bach rechts Franz
Benda milder Bratsche [sic!], an der Wand Quanz, des Konigs Lehrer,

a.7.".";",,"":; @.do«asszeton« as At«we ads.noes
1en an emner von ihm mit 24 Zoll Gesamtlan b .. q1. •klappigenTraversflote ging [Abb. 12], kritis :h d k nge angege enen vierteiligen, emn-

gesetzte Utopie zu deuten D1·e G.renze' n 1sc un liso~textuell zu befragen und das Gemiilde als eine ins Bild
·nemnes real stischen Zugriffs f di hi s. +lbtirgerlichen Hintergrund im Blick sucht f bl IItIs au! tie istorische Szene und Menze s, e er au ver Uffende Weis d ,n • -· ·einabendlichesKonzertdesKonigsabzub"ld y· 1 h 1. . e un gewits mit Kalkul also nicht nur

u 1en. 'elmehrlie~er jenenM d Ko ·hi 1deiner Solokadenz, erstarren, in dem sich der Solist um in ·ed . . oment des. onzertes, etwawa ren
ubung notwendigen sozialenKontextes undderK ']er Hinsicht zu bnlheren, des fur seine Kunst-r ommunikation nichtbedi diSummederDetailsgelangesdennoch denBildeind k. . e 1enl,sondernentledigt. Durch ie
zu halten, vor allem aber den schein der ta,,,"""?"""erSchwebe zwischen sin- undAildIichkeit.. ·1anuschen. :hon ·'<tikei+ »]immer wieder hatte blenden !assen. Erst die genaue Betrachtun g~15 g e1t zu wahren, von der sich Menze

g zeigl also, dall es um das Portriil eines Herr-
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schers geht, der sich die Abgebildeten Hingst zu Statisten gemacht hat, iiber die er aus seiner »stillen Einsam­
keit« wie aus einem »Bollwerk«, einer »Wehr und Turm«, wie er in einer dem Marquis d'Argens 1747 gewid­
meten Epistel uber »Sanssouci« schreibt, uneingeschrankt verfugen konnte?

Wie eingangs skizziert, wurde das »Flotenkonzert« vor allem ab den 1870er Jahren mit zahlreichen
NachstichenundWurdigungen popular, auch weil sich dasHausHohenzollern nach der Proklamation Konig
Wilhelm I. zum deutschen Kaiser eines gestarkten Selbstbewu~tseins erfreute, das dringend der bildlichen
Reprasentation und Befestigung seiner historischen Identitat bedurfte, was man sich mil dem Ankauf des
Menzelschen Gesamtoeuvres fiir die neugegriindete Berliner Nationalgalerie versprach. Der mit dem
Fl6tenkonzert« so einpragsame wie scheinbar harmlose Zugriff auf Friedrich den Grollen, erzeugte also
spontane Sympathie. Da~ sich Menzel dariiber der Gegenwart zugewandt hatte und seine Erhohung zum
nationalen Kiinstler par excellence auf seine Weise beantwortete, hatzu eigenwilligen schrulligen Episoden
gefuhrt. Paul Meyerheim etwa schildert in seinen Erinnerungen, dais Menzel wiederholt sein Bedauern dar­
uber ausgedruckt habe, imStadiumseiner ausgedehnten »Fltenkonzert« Recherchen keine Erlaubnis erhal­
ten zu haben, das Konzertzimmer bei Dunkelheit mit brennendem Kronleuchter zu studieren, um des­
sentwillen er das Bild eigentlich gemalt habe und fahrt fort: »Der junge Kaiser nahm Notiz davon und lud
den Kiinstler eines Abends nach Potsdam ein. Als er am Schloll abstieg und die Treppe hinaufgehen wollte,
cmpflng ihn ein Offizier aus der friderizianischen Zeit. Menzel, der geistesgegenwartig genug war, um zu
sehen, da~ dies der Kaiser selbst war, bemerkte, auf die Uniform deutend: ,Ich habe doch wohl die Ehre rnit
dem Hauptmann R.R. aus dem und dem Regiment.' Der Kaiser fiihrte den Gast in den Musiksaal auf einen
fiir ihn bestimmten Platz, und nun sah er mit staunenden Augen sein Flotenkonzert leibhaftig mit Beleuch­
lung in die Erscheinung treten. Meister Joachim sail am Violinpultund dieKaiserin im Zopfkostiim unterden
Zuschauern.«"

Diese Szene sollte sich wahrend des glanzenden Staatsaktes anla~lich des 70. Geburtstags des Kiinstlers
und einer eingerichteten Menzel-Stiftung der Berliner Akademie noch einmal wiederholen. Das Fest, das am
12. Dezember 1885 in den Raumen der Philharmonie stattfand, endete unter »rauschendem Beifall« mit
lebenden Bildern, und die »Vossische Zeitung wullte zu berichten, da~ das »Flotenkonzert« mit dem Konig
am Notenpult unter den Kliingen eines »Andante« aus einer Sinfonie Carl Philipp Emanuel Bachs der
»Hohepunkt des Festes« gewesen sei."

Aus autorisierter Feder war ein neues, offenkundig hochwillkommenes, viele Generationen pragendes
Klischeebild entstanden, das bemerkenswerterweise keine Nachahmer gefunden hat, abgesehen von der
Tatsache, dafl man sich keinen der zahlreichen musizierenden Potentaten des 17. oder 18. Jahrhunderts in
einer auch nur anniihernd vergleichbaren Form vergegenwiirtigte.

Angesichts dieser Wirkung begab sich Menzel irritiert in Distanz. Sein Freund und Vertrauter, Axel
Delmar, halt in seinen Erinnerungen eine Episode fest, die die Skepsis des Maiers verdeuthcht. Be, der
Betrachtung einer der Flotenkonzertreproduktionen habe Menzel mil ernstem Gesicht gemurmelt: »Da
betrachten Sie sich mal den Konig! Hm- es ist mir auch nicht gelungen! Der Konig steht da wie ein Kommis
der sonntags Muttern was vorflotet! Da ist er doch noch jung und stolz! Der dickeGotter gehort gar nicht ins
Bild und die iibrigen sehen auch so hineingefabelt aus, um das gro~e Zimmer zu fiillen. Uberhaupt habe ich's
blo~ gemalt des Kronleuchters wegen. In der ,Tafelrunde' brennt er nicht - hier brennt er! - Manchmal reut's
mich, da~ ich's gemalt habe: enfin bestand die Halfte meines Lebens aus Reue.«

ANMERKUNGEN

'Neufassung des Aufsatzes»Adolph Menzels Flutenkonze­
rt in Sanssouci, Hcrrschcrportrat, Gcsellschaflssttick und/ oder
kritisches Aktionsbild«,Musikbefragt-Muskverittelt: PeterRun­
menholler zum 60. Gebrtstag, hrsg. von Thomas Ott (Augsburg:
Willner, 1996), 359-379.

Hans Wolff und Oskar Bie (Hrsg.), Adolph Men:els Brefe
(Berlin: J. Bard, 1914), 49.

'Vgl. die grundlegenden Studien von Ursula Ellwart, Men­
:els Friedrichbilder (1849-1860): Untersuchmng zu hrer zeitgenossi­
schen Rezeption (Diss. Unuversitit T@bingen, 1985) und Hubertus
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Gabriele Busch-Salmen, Adolph Me11zels »F/dte11ko11zerl Friedrichs des Groj1e11 in Sn11sso11ci«

Kohle, Adolph Menzels Fedrch-Bilder: Theore und Praxis der Ge­
schichtsmalere n Berlin der 1850er Jahre (Munchen: Deutscher
Ku.rutvcrbg, 2001).

' 6l ,1uf Leinwand, Privalbcsitz, Tschudi 60.
s KDnig Friedrich 11. in Sanssouci (Die Tafelrunde), Ol auf

Lctmw,md, cl,c.mals Berlin, Nationalgalcnc [vcrschollcn], Tschud1
6i.

Ausstellungskatalog Claude Keisch und Marie Ursula Ri_e­
mann-Reyher, Adolph Menzel, 1815-1905: Das Labyrinth der Wir­
Uid1J.dl, Alie Notionalg,1lerieund Kupforst:ichkabmett (Koln: Du­
monl, 1996)

7 \fgl. Max Jordan, ,,Menzel unddic Nat:ionalgnlcric«, Exz_l'l­
lenz lass mn bitten: Ernnerungen an Adolph Menzel. Reclam-Biblio­
thck 1-135 (Leipzig: Rcclam, 1992), 265. DasFIOtcnkonzcrt wurdc
18i5 filr die ,,u&rgewOhnlich hohc Anschaffungssummc von
95.000 Mnrk erworbm. Daz.u ausfilhrlich in C. Kcisch und M.U.
Ricmann-Rcyht•r (Hrsg.), Adolp/, Mrn:d... , 539 f.

Zur Aufnahme des Bildes sichc C. Keisch und M.U. Rie­
m<mn-Rcyhcr (Hrsg.), Adolph Mrn:d ... , 149. Mcnzels sch:irfsler
Kritikcr Max Schasler hielt dns FIOtenkonz.crt for ,.Jns schOnsle
und gcnialstr Bild des KUnstlers".

'' Deutschts K1111stblatt 3 (1352), 338. Vgl. auch U. Ellwart,
Mrn:ds Friedriclisbildt"r, 37

"vgl dazu ausfilhrlich Hubertus Kahle in scinem Kapilcl
»Thcorctischc Zus.,mmenh!ingc, kuns thistorischc Kontcxte und
Einflussliniens, in seiner Studie Adolp/1 Mrn:cls Fricdric/1-Bildu.
Milnchcncr Univcrsit.itsschriften des lnslituts Hlr Kunstgcsch ich­
tc 1 (Milnchen: Deutscher Kunslverlag, 2001), 123 ff.

" Die Rczcption des Bildcs reicht bis in programmatisch e
Kompositionen wic etwa das ncobarocke Orchestcnverk ,,Die
F!Otc von Sanssouci«, op. 88, van Paul Graencr. In den
Vcrfilmungen der Biographie Fricdrid1s II. der 1930er Jahrc
wurde das Bild wie kaum ein andcn.-s instrumentalisiert,
unlerstiitzl von dcr nationalsozialistischen Prcssc, ctwa der
Reichszeitung der deutschen Erzicher, in der im November 1936 ein
hymnischer Aufsatz von Kurt Walther erschien. Vgl. Das
Flotenkonzert Friedrichs des Groilcn im Bil de«, Reichszeitungder
deutschen Erzicher11 (Novcmber1936 ),23•25. Von den cinschliigi•
gen Lex.ika, m dencn cs mil Ausnahme dcr Enzyklopiidic Dir
~,f11sik i11?·srhicl1/c 1111dGt>grnwarl (Kass el: Barenrciler, 1949-1951)
in versch iedenen Zusammenhangen als Illustration dicnt (in Bd.
l, Sp. 1623 wird eine dcr spiller zu intcrprcticrcndcn Musizier•
szcnen m Kuglcrs ~sd1id1te [...} (1840) hcrangczogen), sci: Tiu:
New Grove Dictionary ofMusic and Musicas. Hrsg. von Stanley
Sadie (London, Macmillan; New York: Grove Dictionaries, 1980)
Bd. 1, 846 genann t. AlsFlute concert at Sans Souci« illuslriert
das Gem5.. lde die Abhandlung Uber Carl Philipp Emanuel Bad,.
Ungeachtet der in vielen Details wenig treffenden Portrutierung
Carl Phihpps, kommt man namentlich in Pubhkationen ilb<.'r ihn
kaum ohne dieses Bild aus. Mehr oder weniger kommentiert
zert es nahezu jede Arbeit bis hin zu einem kurzen Aufsatz von
Reinhard Brandt:Der Konig und sein ZuhOrer,,, in: Carl Philipp
Emanuel Bach: Beitrage zu Leben nd Werk. Hrsg. von Heinrich
Poos (Mainz: B. Schott, 1993). In dcr Studie Music at Court von
Chris topher Hogwood (London: Folio Soc iety, 1977) dicnt das
Gem.aide s~gar als au~enlisch e Illustration (Abb. 56) und wird
ohne ausreichende Hintergrundinformation neben zeitgenssi­
sches Bildmaterial gestellt. Demgegenuber entlarvt Peter Rum­
menhOller in seiner Arbeit Die musikalische Vorklassik: Kultr.
historische und musikgeschichtliche Grundrisse zur Musk im 18.
Jahrhunder zwischen Barock und Klassik (Kassel: Barenrciter;
Milnchen: DeutscherTasch cnbucl1, 1983), 591£., die hunauflOsburc
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Verquickung von Unrech t und Schonheit« in dieser Darstellung
als ,,den schOncn Schein«. Einschligig exponiert und ohne
krilischc Anmcrkungcn ersch icn <las Bild im »Flute issue« des
EarlyMusic XXfll/1 (1995), 6-7.Zur Neuortung des _Bild cs in dcr
F!Otrnikonographic vgl. das Kap. "Die F!Olc in Dichtung und
bildendcr Kunst,,, in Gabriele Busd,-Sa. lmcn und Adelheid Krau­
se-Pichler (Hrsg.), HandbuchQuerfote: Instrument, Lehrwerke, Af­
Jii1mmgspm:ris, M11sik, At1sbild1111g, Ber11f (Kassel: Bi.irenrciter,
1999). Selbst die beiden Monographien zu dem Gcmiildc: Paul
Ortwin Rave, AdolphMe11zl.'I: Dns Fl6feuko11zert Friedrichs des GroJJ­
rn. Werkmonographien zur Bildendcn Kunst 5 (Stuttgart: Re.
dam, 1956) undJost Hennand, Adolpll Mrnzd, Das Fltite11ko11z,:rt
in Stmsso11ci: Ei11 n:nlislisclt getraumtes Pre~enbild (Frankfurt am
Main: Fischer Taschenbuch, 1985), enthallcn sich einer verglei­
chendcn kritischcn Einordnung.

"vgl. Charles Burney, 1i1gebucl, sci11crM11sikalisc/!JI/ Reisc11.
Ill: Durch Bolen, Sachsen, Brandenburg, Hamburg uw! Holland
(Hamburg 1773; FaksimilC9Ncudruck Kassel: 8tircnn'1lcr, 1959),
104 ff. Der cnglischc Gcsandlc Burney gchOrlc z.u den wcnigen
Zeugcn. Wichlig in diescm Zusammenhang auch dicSchildcrun•
gen vonJohann Friedrich Reichardt, in: Britjc cillt'5 m1J111,:rksn111c11
Reisenden die Musik brtreffend (Frankfurt; Leipzig ·177-!. Reprint
Hildesheim: G. Olms, 1977). Auch die Abendkonzerte beschrieb
J.F. Reichardt ausfilhrlich. Siehc seine Aulobiographh.. Neu aus­
gabchrsg. von Walter Salmen: E/ll lflsligaPnssngia: F:r;°1: 1cn111gt•11
cilles Musikers und Literaten (Berlin: Aufbau-Verlag, 2002).

" Die Radierung »Friedrich der GroBc in den Stundcn der
Mu8c,, gehOrt zu c.incr Illustrationsrolgc, die in Friedrich For·
sters, L-bc111111dTlmfe11 Fri1:dricl1sdesGroj1rn: Ei11 valcrliiwliscl1es Gc­
schichtsbuch, 5 Bde. (Mci8en, 1840), dorl Bd. 5, Abb. 2 erschien.
Die z.wei Vcrsionen der Darstcllung differieren au~er in dcr Dc­
tailausft1hrung dcr Kleidung des Monarchcn in der Gcstaltung
dcr linkcn Bildh5.lftc. Stall cinerGruppe von fiinf ZuhUrem wur•
den die beiden Windspiele des KOnigs ins Bild gcsetzt. In diescr
Varian le fund der Stich Eingang in das FOrslcrsche )\Geschichls•
buch«. Zur Gesamtbeurleilung der Fricdrid1- Ikonographie vgl.
Helmut BOrsch- Supan, Nachleben im Bld: Wirklichkeit und Le­
gende, in: Friedrich Benninghoven, Helmut BOrsd1..Supan, lsclin
Gundermann, Friedrich derGrosse: Ausstellungdes Geheimen Staat­
sarchivs Pre~sches Kultrbesitz anlasslchdes 200. Todestages Konig
Fnedrichs II. von Pre~en (Berlin: Das Staatsard1iv, 1986), xv f.

11 Vgl. den Reprint nach cinem Exemplar der Ausgabc Ber·
Jin 1752, Leipzig 1983, 334.

" Vgl. Gustav Berthold Vol (Hrsg.), Ausgewiililte Wcrkc
Friedrichs des Gro~en, in deutscher Ubersetung. I: Historsche und
Militarische Schrifen (Berlin: R. Hobbing, 1916), 265.

1924 noch im Besitz Friedrichs II. im Hohenzollem•Mu·
scum, SchloB Monbijou, Berlin (jctzt vcrsd10llen). Sichc Gustav
Berthold Volz (Hrsg.), Friedrich der Grope und Wilhelmine von
Bairenth: E: Jugendbriefe (Leipzig: K.F. Koehler, 1924), 424 If. WII­
helmine kundigte ihrem Bruder das »kleine Tischchen« am 23.
Oktober 1739mit den Worten an: »Der Enlwurf stammt von mir,
und cs sicht rccht ~10bsch aus. Ich habc den kleinen hicsigen
Pama~ darauf anbnngcn lasscn, obwohl er dicses Namens noch
rucht wUrdig ist [...]«

.
17

lndemFIOlistcni-.tauchdcrGaue Wilhclmines, derf10lL'-"2,32,"; ,2"mot ms@na ctn or4es., sass sow«or-

" Ionographisches Vcrglcichsmatcrial bci Walter Salmen,
Hanus- und Knmmmm,sik. Musikgeschichte in Bildem IV/3 (Lcip·
zig: VEB Deutscher Verlag far Mus1k, 1969).

. . Vgl. die Ausfilhrungen von Helmut BOrsch-Supan, »Die
Bildnissc des KOnigs«, Frietlricli tierGrosse: Ausstellng, xii-xiv. Im



Euvre Daniel Chodowieckis befmndet sich eine Tuschzeichnung
mit dcm Tttel .. Konzert bei Hofe .. , chc von D. eyel nachgesto­
chcn viclfochc Vcrbrcitung gefundcn haltc.

" Vgl. Denkmal Konig Friedrichs des Grojli.'11 E11/11iillt 11111 31
/vf11i 1851, Reprint JcrOriginalausgabL•, mit cincm Nachworl von
BngitlL' Schmitz uncl cincr Obcrsichl: Dargestellte Personen der
1111/flm:11 Sockt'l:0111· (Leipzig: Zcnlralantiquanat tier DDR. 1987),
14f.

11 Vgl. Abb. u.a. m Georg Holmsten, Fricdrir/1 II. i11 Sdlist­
zeugnissen und Bilddokunenten. Rowohlts Monographien 159
(Rcinbck: Rowohlt, 1969), 33.

i: VgL 11. BC\rsch-Supan, ,,Die B1ldnissc Jes KOnigs,,, Fri('ff­
rich der Gress: Asstellung, xiii.

=1 Z1l. nach J-1. Vhilff und 0. Bic (1-Irsg.), Adol11lr uo11 Mc11:ds
/Jn.:fi•, 2-12 f

:: 7'.!ene! an J.J. Weber, ;un 14. t-.·Hirz 1839, zit. nach H.
\,Volff w· ... , ,._-"' Bil! (1-lrsg.), A,folp/1 uo11 !vli-11:efs Britfr, 2.J

"E»4 72
.·i1 Fnt•clrich de Bielfold, L..·ttrl·s Jn1111fih.·s d 1111/rcs, 2

Ude:.(! 1' ,,.1g, li63), Obcrsclzungills: Vatmulirlzi.• 11nt'fi.•,2Bde.
{D~•n I l , , r;u3), ,111sfiihrlich zilierl von Franz Kugler, Geschuchte
Fnnf • - G,osSt'II (Leipzig 1840). Im 11. Kapitel, 5.117: i,Dcr
Aufd:'1 ,.: 111 Rhcinsbcrg,, hcWt cs mil den Worten Dielfolds:
Die Abendesind der Musk gewidmet. Der Prinz hiilt in sl'incm
Salon inert, wozu man eingeladen sein muG. Einc solchc Ein­
laduny; 4st immer eine besondere Gnadenbezeigung. Der Prinz
spielt gewolmnlich die FIOlt'. Er behandelt das lnslrumenl mil
hkchster Vol!kommenheit; sen Ansatz sowie seine Finergeliu­
figh•1t und scm Vortrag sind cinzig.«

u Johilnn Friedrich Reid1ardt, Zchnt<.>r Brit,f, in: Uri('fi.' t·i11rs
aufmerksamen Reisenden deMusik betreffend. Erster Theil (Frank­
furl am Main, 177-1), 173 f. Vgl. auch Reichanlls ab 1805 edierlc
Autobiogrilphie, mW. Salmen (J-lrsg.), Da/ristigi.' P11ssngia. Zur
BevO\kerungsslruklur Potsdams vgl. \>\1. Wolf, "Gilmison und
Bevolkerung Potsdams besonders in der 2. Hiilflc des 18. Jahr­
hundcrls«, lJcilrt1gi.' zur l'olsdm11a Grschid1lr (Potsdilm: Bezirks­
heimatmuseum, 1969). Weitcre Details in Ver,1 Grillzner, »Zum
Wirken Karl Friedrich Filschs in Potsdam«, Karl Fri1.'drich Chris•
li1111 Ft1scl1 (1736-1BOO): lkricl1l iib,·r ,lie 1111sSc?11sclwftlicl1t' Ko11fi'rm:
in labs/ am 16. 111ul 17. April 1988m1s A11ltisstf1•s 300. Gd111rlst,1gr·s
i1011 Jolrm111 Fnnlricl1 Fascl1 (1688-1758). StuJien zur Auffohrungs­
praxis und lnll!rprcliltion der Musik des 18. JahrhunJerls •11 (Mi­
chaelstein/ Blankenburg: Kultur- und Forschungsstatte Michael­
stein, 1989), 25 ff.

" c. Burney, Tagebuchi, 108 und 110 f.
perlinischeNncl,ricl1ll'II von Staats- undgelehrten Sachen (26.

Milrz 1840).
Jo Menzel an J.J. Weber, zit. nach H Wolff und 0. Bil'

(Hrsg.), A,lolph von Menzels Briefe, 58
11 Zit. nach dcr Ausg,1be Leipzig 1856, Kapitcl XII, 227.
}~ Zit. ebd. Kapitcl XV, 489.
.\J Anonym, Radienmg in Josef Bader, Frh·rlricl, da Grojl,·:

Bilderbibliothek der neueren deutschen Geschchte. E Bandchen mit 24
Slal,lslichm (Karlsruhe.•, 1846), Bremen, Sammlung Dr. Gerhard
Knoll, Abbildung bci H Kohh.•, Adolph Mcnzt?ls Fricdricl1•B1ldc.r,
Abb. 43, Das Blatt isl wie auch Chapons Illuslrat10n in: 1~· Rltm
Allemandet L'Alemagne du Nord, nach Menzels Vorgabe (1. Kon­
zertilluslration im Kugler) cin personenreiches Konversations­
stilck mil dem nutcspielcndcn KOnig im Mittelpunkt, vier Musi­
kem und einer mehrkOpfigcn ZuhBrerschaft links. Sic isl um. Jie
sich in heller Gcwandung abhebcnde LieblingsschwcstL'r FneJ-
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richs,_ die M,ukgrMin \Vilhelmine vein Bayreuth grupp1erl. Die
\rbeiten nehmen also ,mf den Bc.!.uch Wilhelmines in Potsdam
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THE MUSICIAN IN ICONOGRAPHY FROM THE 1830S AND 1840s:

THE FORMATION OF NEWVISUAL TYPES·

ALAN DAVISON

University of Otago, Dunedin

Ihis seminal study Painting and Experience in Fifteenth-Century ItalyMichael Baxandall stressed the need
to develop a "period eye" when examining art from the quattrocento.1 By period eye Baxandall meant an un­
derstanding of, and resulting sensitivity to, various aspects of the visual practices and skills of the society
within which the image was created. While he successfully applied the notion of the period eye to fifteenth­
century Italian painting, it is equally pertinent to images from the nineteenth century or indeed any period
distant to our current sensibilities. The development of a period eye is arguably more fundamental than the
recognition of styles and genres, for potentially it can identify broader undercurrents common to social
practices and artistic movements and styles that could otherwise be missed. This is particularly so with nine­
teenth-century art, where a plethora of genres and styles exist side-by-side: high-art portraits in a variety of
styles, popular prints and caricatures, for example. In this paper, the concept of the period eye is linked to
prevalent eighteenth- and nineteenth-century beliefs regarding human appearance and demeanour, namely
physiognomy and pathognomy.3

It is difficult to consider what underlying themes may be present in portraits of musicians even when
considering oil paintings alone, for within this medium there are portraits in the neo-classical tradition,
emerging realism and the vibrant canvasses ofEugeneDelacroix (1798-1863). Althoughwide cultural themes
may be identified, such as the social status of the artist, they do not necessarily relate directly - in a putative
cause-and-effect sense - to the visual practices embedded in the image itself. The application of the period
eye, however, may enable the identification of nexus points between the social and visual as manifested in
the images.

Several new and significant themes in the iconography of the musician were established in the second
quarter of the nineteenth centurywhich, broadly speaking, reflect the artists' attempts to represent the musi­
cian within the changing background of Romanticism's view of the place of the musician within society. One
of the main consequences was a change in pictorial style amongst much of the iconography: an emphasis
upon the physiognomic rather than the pathognomic. This physiognomic emphasis could be via a variety of
means and degrees of sophistication. For example, on a surface level, the physical features of the face could
be manipulated to create a more appropriate physical type. Or, more subtly, a manipulation of lighting and
posture could imbue a quality of stillness and remoteness on to the sitter. Whatever the case, the resulting
emphasis reflects an attempt to highlight the "inherent" qualities of the musician rather than their emotional,
and merely reactive, slate at any given time.

This emphasis, whatever its exact realisation, unites an otherwise disparate iconography, ranging from
Neoclassical and Romantic "high-art" oil portraits, to popular lithographic prints. It is not so much that a
particular image may lack "animation" of its subject, but rather the animation (if present) is represented as
coming from within the sitter, not through the overtly "external" language of gesture and expression. One
paradoxical result of this emphasis is that musicians notable for their passion and expression in actual per­
formance - or, indeed life itself - could be represented as rather passive and immobile.
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1. Anonymous, Joseph Haydn (18th century). Oil on canvas. Bologna, Civico
Museo Bibliografico. Civico Museo Bibliografico/Art Resource, NY.

We must first establish a context for nineteenth-century portraiture by reviewing some typical features
of eighteenth-century portraiture. If any aspect of eighteenth-century portraiture can be seen as typical, it is
the sense of the sitter's engagementwith the viewer and/or the outside world more generally. Inotherwords,
the source of inspiration for the creative type is external to themselves. Within this general sense of engage
ment, several differing subtypes of portraiture occur, for example: the sitter pleasantly faces the viewer, as
a respected or even esteemed member of society; the sitter is seen in the throes of inspiration; finally, the sitter
is shown in a deep meditative state. The latter two types are the typical home sensible of the late eighteenth
century. Commonly found in all types mentioned is the presence of "tools of the trade",such as pen and
paper, brush and canvas, music manuscript or instruments (be they musical or scientific).
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2. Elisabeth Louise Vigee-LeBrun (1755-1842), Giovanni Paisiello (1791). Oil on can­
vas, 130 x 100 cm. Milan, Museo Teatrale alla Scala. Scala/Art Resource, NY.

PATHOGNOMY. Fundamental to representing thesitter's inspiration was use of a long-established vocabu­
lary of gestures and expressions grounded in the discipline of pathognomy. The reliance of these portraits
upon pathognomic assumptions requires a briefdiscussion of the importance of pathognomy. The study and
representation of facial and bodily expression, "pathognomy" (signes pathetiques), in the eighteenth and
nineteenth centuries was considered a fundamental tool in the artists' ability to express the passions.' In
practice, pathognomy was the "definition of character from dynamic, yet often habitual gestures and facial
expression".5 This was only a means to an end, however, for these gestures and expressions enabled artists
to "create a narrative art which qualified, like poetry, as a liberal art in its ability to instruct, to move, and to
delight"."
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• + in visual art have been an aim of artists for centuries.' The most
Standards for the expression of emotions' ,(1619-1690), with his Conference sur l'expression generale

influential figure in this quest was Charles Le Brun_ h'ch ,~ere illustrated throughout his lectures, and
"LeB1 fo ·dupon facial expressions,Ict /Jilrtiwlicr.:. run ocusse H th ferred to Le Brun's book as "the common draw-be widely used that agar re " tothese models were to ecome so w tl ht that the face was a "window of the soul . As

ing book".' As had Descartes before him, Le !Brun 10ugti' 1 that· the beholder should recognise the particu-
LeBn belie red that"It was essentaLinda Walsh explains, runi uev de·t mntee narrative clarity, or the clear depiction of the

1 • ted on a figure's face in orderto guara1 h ..ar emotion representee o, although the basis of his treatise may have involved some theorising,
psychological effectsof events. So,i ' 3tons unambiguously in their painting, and thus make
the aim was pragmatic- to enable artists to express emo
their intentions clearer. . . °f I I

Even thou h Le Brun's influence faded, and was rejected either on aesthetic or scientitic grounds, there
had been a long established set of signs denoting very specific emotions. As Alistair Smart writes: y the

• g th h' · t h d developed a whole vocabulary of gesture and expression whicheighteenth century e 1story-pam er a . . . [ ] ""
has now largely passed out of currency. It was a language remarkable for its precrs1on • • • •

During the eighteenth century, particularly in France, Le Brun's stereotyped expressions were countered
by an interest in more reserved or "absorbed" expressions. Walsh notes the perceived limitations ofL run's
facial types, and that the visual examples he used were not being varied by subsequent artists, largely
because:

it was difficult for artists to perceive and adapt their underlying principles. There was, further, little room for
subtlety in Le Brun's illustrations, as theywere intended as prototypes. They represent extreme emotional states
and very fewof them relate to tranquil feelings. Many were intendedfor battle scenes in which figureswould
tum their faces towards the viewer so that these faces could scream fear, grief, violence and so on.

Another significant challenge to Le Brun's thesis came from the emerging style ofNeoclassicism. Johann
Winckelmann (1717-1768), the crucial figure in establishing Neoclassicism, argued that expression"changes
the lines of the face, and the stance of the body; it alters the forms that constitute beauty, and the greater this
alteration, the more prejudicial it is to beauty.""

The absence of "extreme" expression in many portraits of musicians in the decades discussed was not
only due to changing tastes regarding expression in art. Rather, there was a shift in the fundamental mode
of visual expression, from the pathognomic to the physiognomic. Moreover, intense expressions are found
throughout the nineteenth century, for it was clearly acceptable to show emotion in relation to musical or arti­
stic passion. The aim of the artist was still clearly to show that the musician was a creative type, but for many
artists the means of expression had changed.

The interest in depicting the passions was carried into the nineteenth century by artists who received
training in the late eighteenth century.'; As Wilson observes, however, there was an overall decline in the
"academic" depiction of the passions in the nineteenth century:

Younger history painters, trained in the early years of the nineteenth century, fell heir to the academic painting
of the passions. Significantly however, this heritage was more limited and isolated than with those painters of
the 1770's through the 1790's who were exposed to a widespread, flexible pedagogy concerning the passions."

Wilson notes, nonetheless, that painters such as Theodore Gericault (1791-1824) and Delacroix made use of
academic facial expressions, but with a new level of realism. The continuing influence of the academic
painting of the passions occurred for various reasons:

The interest in painting the passions these nineteenth century figures drew from the eighteenth century assisted
them in their various goals. Earlier in the century the goal may have been to generate emotion for the romantic
artist. Later it may have been, as with Degas, to attain a heightened realism of sense of modem life.17

Attempts to find new models of expression did not die out in the nineteenth century; various "scientific"
studies renewed the push towards lmkmg art and expression. A study ofhumanexpression by FrancisWarner
from as late as 1885 suggested that art of the period should be judged according to previous writers' work:

Ancient art has recorded indelibly in sculpture and on pottery the modes of expression seen in former times;
""""""8· of[Pieter] Camper, Johann Caspar] Lavater, and Le Brun have taught much as to expression: and
we shal inquire presently how far modern and contemporaneous art complies with the hiph requirements of
the principles of expression in illustrating conditions of the body and the mind.ts g q
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PHYSIOGNOMY. The theory and practice of physiognom d ·1s 1 ·
shape of the skull as an indicator of personality or mental ab·i{' ,)an I re ative phrenology (the study of the
E d A · t t t I d ' 11 Y permeated the culture of nineteenth-centuryurope an merca to an extent har to appreciate now. At the root of both 3j, :
was the assumption that inward qualities, such as morality and I t ~ ys10gnomy and phrenology
aspects of the face and body. 19 c ,arac er, are reflected in the outward, physical

Physiognomy dates back to Classical times with the earliest treati th Pl • · • •' d Ar le Ph · .:. ·a 1se, e hystognomonica, traditionallyattribute to ristotle. ysiognomists gave particular parts of the face ifi • if · .
d I " Tl · if' f. e speci c s1gm ICance accordmg to size

an shape. he most significantfigure, the mastermind and founder of the fin l ha foh ·"
he Protestant Swiss minister Johann caspar Lavater(@7n1-1801).34, ,""""""P"""""PY8/98nomy,was· f I d • • • ccor mg o vater, he acewas a pre-
sentation ot morai an spiritual truth, and he believed that the science of h • h d I I ·· . I I 1 P ys,ognomy a a roe to play in
helping people learn the truth as well as love each other. Lavater defined physiognomy as "the science or
knowledge of the correspondence between the external and internal man, the visible superficies and the
invisible contents. Although his Fragmente received varied reactions, it was widely reviewed in journals,
to the exert that it was well known throughout Europe even before translationsweremade. Translations and
more ed''• ~.s _soon followed; its popularity could be measured by the fact that over 57 versions had been
publish six languages by 1810.

As iwef sys rem, physiognomy emphasised the inner aspect of a person being revealed through external
charactu ·sics. This paralleled perfectly, and was indeed part of, the Romantic vision of the artist as hero. In
saying t,i.. . tnere was a move away from the pathognomic to the physiognomic, this can be taken quite broadly.
The pres nature of this emphasis varied, but it incorporated elements in the representation of the sitter that
can be grouped under the rubric of "physiognomic". For example, lighting, physiognomic manipulation,
emphasising features and so forth. Models derived from both physiognomy and pathognomy could, and did,
work well together in the visual arts. But Lavater himself stressed that a person's physiognomy could be
"disturbed by the ebb and flow of accident, and passion." Thus, the expression of strong passion could
distort the "true" character of a face and thus provide incorrect information regarding his or her true
physiognomy.

The tendency ofmany Romantic portraits of musicians to show their features as static, rather than mobile,
may well have several explanations. As already mentioned, the aesthetics ofNeoclassicism certainly impacted
upon the use of extreme expressions, but this in itself does not explain the development of a new iconography
of the musician that was not restricted to the Neoclassical style. Instead, a "physiognomic" mind-set more
generally, even if not directly linked to Lavaterian physiognomy per se, provides an explanation for the
emergence and endurance of the new visual type.

Lavater's physiognomic writings can be seen as both a part of, and a catalyst for, the pre-Romantic move
towards individualisation approaching theend of theeighteenth century. In France, for example, he provided
a framework for artists to depict caractere rather than mere fleeting passion. A clear example of this is the great
French artist Anne-Louis Girodet (1767-1824). Girodet's means of expressing the psychology of his subjects
through their body changed from the 1780s to the 1790s. George Levitine has shown how the psychological
meaning ofGirodet's figures developed in sophistication from rather simpleLe Brun-like pathognomicmodels
of facial expressions and armgestures, to more complex realisations of individual characters through effective
use of physiognomic-type features and models."

As Levi tine notes "towards the end of the eighteenth century, painters seemed to become increasingly
aware of the importance of depicting the caractere of their personages."" More specifically, Lavater, with his
emphasis upon the uniqueness of the individual and his "fatalistic insistence on the inescapable interdepen­
dence of man's body and mind, and its pseudoscientific subtleties of observations, appeared to offer a new
method, which could be usefully combined with the Theorie du geste to convey caractere more strikingly and
truthfully."" .

These changing views on the importance of the physiognomy of the face lead to an emphasis on the
features, rather than the gesture or posture, of the sitter. Indeed, according to Lavater's system, physical
appearance could be "clouded" by passion, Urns distorted. This naturally led to an interest in faces at rest,
even in death.
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3. HenriCharles Lehmann(1814-1882), FranzLiszt(1839). Oiloncanvas. Paris,Musee
Carnavalet. Reunion des Musees Nationaux/ Art Resource, NY.

THE ROMANTIC ARTIST AS AN IDEALTYPE. Also essential to an understanding of portraits of musicians
areearly nineteenth-centuryconcepts of theRomantic artist. At thecentre of theRomantic ethicwas the notion
of the artist as an ideal type, and with thiscame the image of the artist serving as a"model for character and
behavior""7 This new ideal type of the artist, characterised by imagination and genius, differed markedly
fromprevious constructions, namely thatofawell-manneredmember ofsociety." Instead, theRomantic artist
was seen as superior to thenorm, one not only free from the constraintsofsociety, but at oddswith it. Maunce
Shroder identifies two main issues associated with the Romantic artist: a conviction of difference and hyper­
sensitivity. Of the latter attribute, he writes that it was thought of as:
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4. Eugene Delacroix (1798-1863), Frederic Chopin (1838). Oil on canvas. Paris, Musee
du Louvre. Reunion des Musees Nationaux/Art Resource, NY.

a mark of superiority, a blessing to the man or women distinguished by it, but it is also a curse. The individual
gifted with a refined sensibility is proud ofhis gift, proud ofwhat distinguishes him as an individual. He cannot
help displaying his superiority; even if he wished lo do otherwise, he could not conceal his sensitive nature.
But in so displaying his sensibility [... ] he must necessarily awaken a hostile response in society,"

. This has consequences for the treatment of the Romantic artist, for it creates a society "jealous of the supe-
rior man, envious of his finer nature, and [which] refuses to accept him for who he is." As a result of the Ro­
mantic artist's inability and unwillingness to conform, "society persecutes the Romantic hero: he is in some
cases a pariah, in others an exile, in still others a martyr - he is always the victim of a jealous and malicious
society."30 These elements led to significant consequences, central to the image of the Romantic artist: that
ofpersecution, and the resultingwithdrawal fromsociety, and the identification of thesegifts as both a blessing
and a curse.
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_ _ _ odels of the Romantic artist in the nineteenth century were
The most notable individuals to serve as m d v· t Hugo Although there are many others, these. :. »Lord Byron an 'actor • fperhaps the famous literary figures O r . Composers such as FranzLiszt or example,r :hfthe ide lofthe Romanticman.' • ,­hrnwritersencapsulatedmuc o ei ea . d d, fhis early compositions (Les Cloches deG...., 1835)

clearly felt an affinity for the poet. Indeed, Liszt headed,, 4 I become Portion of that around me."?
' Child H »ld:"I live not in mysen,with a quote from Byron s 11 'e aro • t typeof the physically beautiful, brooding,. . . .. ·idc mples of Byron as a protot 'pe , . .BritishRomantic paintings provide exa! ~finti »f the tragic,self-destructive artist. Liszt's identi-

inspired artist. Hewas a "fallen angel",the personitrcatone'_ BettinaEisler notes in her recent biography of
fication with Byron was far from unique among musicians,
the poet: . h db d k secrets and forbidden loves, defying the laws of God

The Byronic hero, a doomed aristocratnaunte4 J"",4, have been 750 compositions based on Byron's
• •vd ers of music in every torm: ere

and man, inspirec compost . ct· I f II . the poet's his writings were sacred text: symphonies,
poetry. To the musical generation immedie"Y""""",",,lsouread forth from composers' pens,giving new
oratorios, and operas, program pieces, an mnnumera
life lo the poetry." . . .
• • »bs that": life rtrait does Byron appear with the previously stock-in-!rade penDavid Piper o serves a m no 1. e por . . .

and paper of the writer- a significant development with great importance for underst_andmgmany :-0rtra1ts
ofmusicians from the nineteenth century." Itwas enoughmerely to show the dreamy, inspired gaze;tire poet,
as an individual, was central, and so tools of the trade were no longer required.

THE ICONOGRAPHYOFTHEROMANTICARTIST. Nineteenth-century portraiture, including self-portrai tu re,
displayed discerable departures from eighteenth-century style. Themost notable feature of early Romantic
portraiture was the expression of the new relationship of the sitter to the external world. The sharp contrast
between this and the older style of portraiture is summarisedbyJoanSiegfried, in her examination of portraits
of Romantic artists:

The eighteenth-century person who sat for a portrait was painted gazing out at the natural world, observing
it. and dominating it because of his perception. Often he was accompanied by attributes of his social or intellec­
tual life, and his ideas or sentiments could be further amplified by the surroundings, such as his study or his
garden."

This portrait type conforms to the image of the artist as esteemedyet personable, and variations upon thebasic
scheme are found in countless other examples of both musicians and non-musicians. However, in many Ro­
mantic portraits, while the subject

may still gaze out of the picture, he no longer seems to be looking at the actual world. Moreover, the surround­
ings, whichmay eitherserve to isolate his figure or to encroach upon it, serve rather to point up his individuality
than to convey an idea of the universality of man's nature."

The specific visual devices used in representations of the Romantic artist were already well established
through the genre of the self-portrait by the time musicians such as Franz Liszt (1811-1886) were portrayed.
It was through the use of specific visual motifs that portraitists of the nineteenth century loaded their depic­
tions with subtle and not so subtle references to the Romantic ideal. In her study of the visual representation
of artists in France at the turn of the nineteenth century, Joanna Stein outlines several stylistic factors typical
of artists' portraits. She notes that, after 1800:

Artist's portraits all have in common an organisation aimed at drawing out the character and emotional nature
of the sitter by manipulating the medium rather than the subject or setting. Emphasis is on brushwork, light
and shadow contrast, [and} sophisticated variations in paint texture.37

Added to these deviceswas the fact that subjects were often presented with anexpressionless, or perhaps
sullen ormelancholic face- they rarely smiled. Perhaps most interesting is the subtleway inwhich the subjects
somehow effect an "evasion" of the viewer. Stein describes this as follows:

It is difficult to characterise this evasion precisely, but it is a core feature, nonetheless. Unlike profile portraits,
where there is no possibility of eye contactwith a viewer, the line of visual communication is presumed in these
portraits, which are usually full or three-quarter face, but this communication is avoided, broken or undercut
by manipulating the figure or facial expression.
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This manipulation of figure or expression was achieved b d .
the eyes, a mask-like depiction of the face, or turnin/the{

0
;v1;:asuch as U,e use of heavy shadow around

would become standard motifs in the depiction of th ti t ih . Y from the viewer. These visual devices
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THEMUSICIAN IN EIGHTEENTH-CENTURYICONOGRAPIY.Two examples of late eighteenth-centur ortraits
of musicians will suffice as examples of recurring visual types in the period. "P
na.osmous late eighteenth-century portrait of Joseph Haydn (1732-1809) is a good example of the

contemphsive sitter [fig. 1]. Haydn is at a keyboard, apparently in the very act of composing. His left hand
is on the ?es, but his right hand is poised with a quill, ready to put down some idea. An inkpot stands at the
ready. The expression is one of contemplation and consideration at, perhaps, a moment of receiving inspira­
tion. Musical inspiration is certainly intimated in typical guise - the prominently placed lyre just behind
Haydn, at lhe left of the painting.

A portrait of the noted opera composer Giovanni Paisiello (1740-1816) by Elizabeth Vigee-Lebrun (1755
-1842), from1791, is an excellent example of the inspired type [fig. 2). The composer is seated at the keyboard,
fingers playing, but his head IS turned away and his eyes uplifted. Here the expression, captured in a moment,
is one of inspiration: eyes uplifted, mouth open. Note the implication of an external source of this inspiration,
with the eyes seeking the object of the mind's passion. Vigee-Lebrun also uses deft lighting to highlight the
inspired face and the realisation of this inspiration into the hands.

This inspired expression could almost have been taken directly from the works of Le Brun, namely his
model of "Rapture". Le Brun's description of Rapture is worth quoting at length:

But if the Wonder is caused by some object which [is] far above the comprehension of the soul, such as the power
and greatness of God, then the movements of Wonder and Veneration will be different from those described
above, for the head will incline towards the side of the heart, the eyebrows will be raised, and the pupil also
lifted up. The head, bowed as I have described, seems to show the humility and powerlessness of the soul. It
is for this same reason that neither the eyes nor the eyebrows are drawn towards the [pineal] gland, but raised
towards heaven, on which they seem to be concentrated as if to discover there what the soul cannot conceive.
The mouth is partly open with the corners slightly raised up, expressing a sort of ecstasy."

Two types ofemotion were typically displayed in "traditional" portraitureofmusicians: either "inspiration"
of a rather religious type, or; "reflection", based on a long tradition of representing deep contemplation. It
is not surprising in itself that these emotions are seen as representative of the appropriate response to music.
These long-established traditions of gesture and expression would be subverted in caricature, challenged by
artists, or foundwantingwhen applied tonewmedia, such as photography, yet therewas nosimpleevolutionary
and linear move away from them, and they remained significant throughout the nineteenth century.

THEMUSICIAN IN ICONOGRAPHYFROMTHE1830SAND1840s. TheHungarian pianist and composer Franz
Liszt is arguably one of the most important figures in the evolving image of the Romantic musician. Due to
his fame, notoriety and longevity, his iconography is vast. Also, Liszt's relatively long life spanned dramatic
developments in nineteenth-century visual media, most obviously thewidespread application of lithography
and photography. Therefore, this paperwill focus upon Liszt especially and examine oil portraits ofhun from
the 1830s and 1840s. These portraits exhibit, each in different ways an? to different extents, the infusion of
Romantic ideals of the creative artist into the pictorial sphere. Othermusicians, notably Frederic Chopin (1810
-1849), will then be discussed, in somewhat less depth.
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5. Ary Scheffer (1795-1858), Frederic Chopin (ca. 1846). Oil on canvas, 60.5 x 51 cm.
Versailles, Chateaux deVersailles et deTrianon. Reunion des Musees Nationaux/
Art Resource, NY.

Lisztmixed with many of the leading figures in the Romantic movement in Paris in the years around the
July Revolution. The Revolution was, as Liszt biographer Alan Walker describes, "like a catalyst on French
creative thought". Within this great social upheaval, a "Who'sWho" of Romantic figures were active in Pans
in the 1830s:

Writers, painters, musicians, and social reformers converged onParis, and the capital fairly teemed with artistic
and intellectual activity. Among the writers and poets who lived and worked there were Sainte-Beuve, Victor
Hugo, George Sand, and Heine. The painters included Delacroix, Deveria, and Ary Scheffer.'

Liszt's published writings demonstrate utter familiarity with many of the tenets of Romanticism in the
1830s. His writings, as Charles Sultani observes, display an unshakable "belief that animated and supported
all that he had to say; it was that music or, in a broader sense, Art had a divinely inspired cultural mission
in his world, the aim of which was nothing less than the Betterment of Mankind."" The precise authorship
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6. Gustave Courbet (1819-1877), Hector Berlioz (ca. 1850). Oil on canvas, 61 48 cm.
Paris, Musee d'Orsay. Reunion des Musees Nationaux/Art Resource, NY.

ofmuch of Liszt's published writings has been disputed, but the consensus is now that he "bears the full res­
ponsibility for his writings; the basic ideas they represent and discuss are his."" Moreover, in accord with
literaryfashionof the time,hiswritings are often verbose but this shouldnotdivert attention from thesignificance
of the ideas expressed."
. In addition to the general Romantic community in which he mixed, Liszt was taken particularly by two
influences: theSaint-Simoniansand theAbbeFelicite deLamennias.TheSaint-Simonianmovementwasestablished
following the death ofClaude Henri de Rouvroy, Comte deSaint-Simon (1760-1825). Saint-Simon combined
the radical aims of social and industrial reform with Christian ethics, and his followers continued to develop
and refine his vision after his death. Although initially concerned with social reform through technological
development and industrial productivity, the Saint-Simonians became more interested, in the late 1820s, in
the "processes by which society could be inspired and persuaded to work towards these goals"." one of the
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-- _....,...asa significant figure in society's development,. articulated thenotionof the art5group's members, EmileBarrault.
as a leader of humanity." . tedi itaround1830, and attended and even played

·edthe hebecame interest mn1ta . d t .While Liszt never join egroup, fro the late1830sonwards, butcontinue o remam,
at meetings. Hedistancedhimselfpubily from th"P"S,',uat as early as 1832Liszt "had absorbed de·. the" ·aws. Ralph enotat least privately, sympathetic to eu vie _- anins iredbeingwho is unappreciated and even mistreated
Saint-Simonianconcepbonofthemodemartis_tas pltr cted to theSaint-Simonians by their humanitarian

h• hh 1· "" Ltsztwasa aby the 'critical' society in which elves. 3l fth rtisti society. The group viewed the artist asfi II b the" views on the role ot ear . . .views and more specifically ay er',,«tisztwasfilled with a senseofmission, an urge to find a fulfilling
a priestly mediator and, according to Locke,"Lisa , I s a consumer good and status symbol"."

• • • ty that had come to trea ar a
new role for the artist in a societ Artis 1 the influence of the AbbeLamennais• Li :t'sl ·termdevelopmentasanar was

Perhapsmore1mportantm tsz song- . l ref d the church, Lamennais offered strong prescriptions
(1782-1854)." Apart from his views on social7""","";iruespirit", preparing for the second coming.°
for the role of the artist. Artists, he claimed, were' P,, ~a'future casts its first glimmers of light on• h • I • d licit· "The re 1gmn oMoreover, this prophetic role is made exp . • . 1 be th phel of the future."51 Suttoni notesh d its future destmy. The artist must epro
an expectant uman race an . . h t ·hil still in his early twenties. One reason for the zeal with whichthat Liszt took this apostolic mission toheart while . th hich

• h. • • • lained by Perenyi, as Lamennais offered Liszt some ung w ICLiszt took on board this new mission is expl 'v' , ,,_. th. d hi

the Saint-Simonians could not the same social mission, but infused with a religious appeal that made his
enlightened views more readily acceptable." According to Perenyi, the influence ofLamennais was profound
and enduring, with the young musician adopting the abb!'s teachings "root and branch and receiving his
vocation as a composer while staying with Lamennais in 1834._ , s ..

The first portrait of Liszt I would like to discuss is by Ary Scheffer (1795-1858), dating from 1837. This
portrait suggests someof theemerging traits in portraitureofmusicians. Schefferwas a Dutch artistwho became
a French citizen in 1850, after living in Paris from 1811. After movmg to France, where he became involved
with the Paris Salon, his workswere initially in theNeoclassical tradition. He later turned away from thatstyle
to become a leading figure in theRomantic school.Scheffer was an active portraitist, painting or drawing over
five hundred portraits ofover three hundred sitters. Hewas particularly busy during the JulyMonarchy, where
the well-to-do bourgeois were clamouring to be immortalised through his portraits. Scheffer's portraits are
notable for their variationof structure and format, butanoverallsenseof simplicity in treatment is apparent."
The half-length portrait was the most popular format chosen by sitters, being a good compromise between
cost and ability lo show attributes."

Scheffer was on friendly termswithmanymusicians, and painted portraits ofChopin, Gioacchino Rossini
(1792-1868) and Charles Gounod (1818-1893), as well as Liszt. Liszt was acquainted with Scheffer from as
early as 1825, and remained in contactwith him for over twenty years. Liszt had a high regard for the painter,
as his letters reveal. In this particular half-length portrait, Liszt is shownwith his arms folded across his chest,
body turned lo a right angle from the front. Through lighting Scheffer accentuates the forehead, a common
device for indicating intellect and creativity. Liszt's gaze is slightly averted, he is looking somewhat past the
viewer, and his facial expression, while not disagreeable, is far from animated. Despite the folded arms, the
ends of the fingers ofhis righthand arevisible; they are slimand tapering, quite unlikeLiszt's true finger-shape.

The careful composition of the portrait, as evidenced in the placement of the arms, angle of the body and
lighting'. are typical ofScheffer' s concentration on composition in his portraits. In particular, he placed careful
emphasis upon parallel and contrasting lines, through the folded arms and lines of the torso, creating a closed
structure as the basis of the painting. The isolation of the head from the background, and from the body (via
the black coat) brings this portrait close to the typical artist's self-portrait. In fact, Scheffer had depicted himself
in just such a manner in one of his self-portraits.

Another portrait of Liszt, this time by Henri Lehmann (1814-1882), shows unmistakable moves towards
a new imagery of the musician [fig.3]. Lehmannwas a French artist ofGermanbackgroundwho, after studying
with his father, became a student of Ingres in 1831. His well-known oil portrait of Liszt from late in 1839, one
of two from the same year, was exhibited at the Paris Salon in 1840 with great success.

. Lehmann's portrait of Liszt is one of the most striking portraits of the young pianist. 11 contrasts stronglywith Ary Scheffer's depiction in that it exhibits an excellent physiognomic likeness to Liszt, even down to the
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careful depiction of the hand. However, there are similarities between the two portraits, most notably in Liszt's
pose (the Lehmann could well be based upon the Scheffer in this respect). As with the Scheffer, there is no
direct allusion tomusic; Liszt is alone, although thistime against a bare backdrop rather than a vaguely rendered
natural setting. Lehmann's expert use of lighting is seen to great effect in this portrait, as is the Neoclassical
sense of starkness in gesture and setting.

This portrait exemplifies several sophisticated motifs used for portraying the isolation and otherness of
the Romantic artist. The use of light and shade, especially the shadow formed across the face is notable. The
unsmiling expression is again typical of the genre. The eyes confront the viewer, and yet the sense ofengagement
is undermined by the remoteness of the expression and use of shadow. The starkness of Liszt's dark figure
against the slightly backlit background implies separation and difference. Interestingly, Lehmann is accurate
phys1ognom1Cally (m terms of facial angle and proportions of the head), so his aims are not achieved through
actual physiognomic manipulation of the features. Lehmann, unlikeScheffer, shows the true spatulate fingers
of the pianist.

An extract fromLiszt's published letter to GeorgeSand of 1837 is worth quoting at length, for it demonstrates
how Liszt absorbed some fundamental tenets of the artistic and intellectual reformers he moved within:

The artist lives alone, and when circumstances throw him into themiddle ofsociety, he, in themidst ofdiscordant
distractions, creates an impenetrable solitudewithin his soul that no human voice can breach. Vanity, ambition,
greed, jealousy, and love itself, all the passions that arousemankind, remainoutside themagic circle he has drawn
about his ideas. There, as though in a sanctuary, he contemplates and worships the ideal that his entire being
will seek to reproduce. There he can envision divine, incredible forms and the colours that the most gorgeous
flowers in the brilliance of springtime have never presented to his eyes. There he hears the eternal, harmonious
music whose cadence regulates the universe, and all the voices of creation are united for him in a marvellous
concert. A burning fever then seizes him, his blood courses impetuously through his veins, filling his brain with
a thousand compelling concepts from which there is no escape except by the holy labour of art.5;

Here, Liszt recites the Romantic view of the isolation, difference, inspiration from nature and the divine and
mystical elements that make up the artist's world. The theme of genius as blessing and curse is also implied.
He is clearly attempting to articulate and develop his position as a musician within the broader context of the
Romantic movement. !tis interesting that, amongst all the talk of "burning fevers",Liszt is not being represented
in portraiture with such passions evident.

Interestingly, later in the essay, Liszt appears to address the vexing issue of his great public success as
a virtuoso conflicting with the image of the otherworldly and distant artist. I-le complams:

How many times [... ] must he prostitute himself to an unresponsive audience, must he scoff at his own most
intimate feelings and toss his soul out, so to speak, to stir up some applause from the inattentive crowd.

Liszt may well have been overstating the point here, for he undoubtedly gained some pleasure from the fame
that surrounded him.

Eugene Delacroix (1798-1863), himself a fine violinist, would leave for posterity two of the most famous
images ofRomantic musicians: Niccolo Paganini (1782-1840)andChopin. Delacroix s Portrait ofChopin, painted
in 1838, remains perhaps the definitive portrait of the composer [fig. 4]. Originally a portrait of both Chopm
and George Sand (1804-1876), the painting was later cut. It shows Chopin's face in the throes of creativity,
brightly cast against the darker surrounds. Although there is much sense of movement" in the portrait- the
rough brush-strokes and vibrant lines of the head - there is no distinctive and recognisable expression in the
pathognomical sense.

A th tr- it fCh in (from1847), this timebyAryScheffer, shows themusician's face in three-quarter
w.131.os»sis@rs»sue n.so"gp"±pg2pg

, ind sensitive mouth are emphasise Iue to he angle
the canvas towards the viewer. Chopin s strong nose a . :. ·iki represented through Scheffer's use
and dramatic lighting. The sense of the composer's isolation is striking!Y ?P
of chiaroscuro, for the musician's head is remarkably disembodied from its surrounds.

ists take the theme of isolating the head of the sitter further.
LATER PORTRAITS OFMUSICIANS. Later artists a",, «nted und 1850, is oneof the finest examples

Th <SfHe ·Bli ·by'G stave Courbet(1819-18 ), pamntea arot "eportrait of lectorlerltozyoust -kit the viewer from under deeply-shadowed brows. His
of Romantic portraiture [fig. 6]. Berlioz stares back a
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head is isolated from the background through the use of strong chiaroscuro. The composer's lips are firmly
closed, and the expression is contemplative, butwithout the typical eighteenth-century gestures accompanying
such a mood. The intellectual and creative powers of Berlioz are suggested through the highlighted forehead.

A portrait of Edvard Grieg (1843-1907) by Hans von Lenbach (1836-1906) shows the same fundamental
characteristics of the disembodied head. The roughly figured torso merges with the similarly darkened hues
of the background. Attention is focused upon the face, which stands out dramatically from its surrounds. An
impression of great intensity emanates from Grieg's face, yet his expression is without animation, as he stares
slightly to the left of the viewer.

CONCLUSION. Many nineteenth-century oil portraits of musicians mark a clear departure from previous
norms ofvocabulary drawn frompathognomic expression, although" traditional" styles of portraiture remained
prevalent." The specific visual devices used in representations of the Romantic musician artist were already
well established through the genre of the self-portrait by the 1830s. It was through the use of specific visual
motifs that portraitists of the nineteenth century loaded their depictions with subtle and not so subtle references
to the Romantic ideals of the creative artist. Musicians were thus often represented with an expressionless,
or perhaps sullen or melancholic, face." There is no suggestion, however, that responding emotionally to music,
or reacting to the inspiration for it, is being denied in the portraits discussed." Rather, the focus of the artists
has changed towards emphasising the internal qualities of their subjects. The most appropriate way to do this,
according to the visual practices of the time, was through highlighting physiognomic qualities rather than
pathognomic.

Many artists therefore rejected well-established means of portraying the creative type in the nineteenth
century, and yet they still faced the challenge of how to represent their subject so as to portray their essential
qualities aswell as their membership toa group or type. In many ways the issue of fidelity to the sitters' likeness
becomes a secondary one, for a portrait can be interrogated with more than the simple question of whether
it is a good likeness of the individual it purports to represent. There are other areas of interest, as Paul Zanker
describes in relation to representations of Plato:

What is of interest for our inquiry is not the often-asked but unanswerable question of how true to life the portrait
is, but rather how specific intellectual traits are indicated. In other words, does this portrait characterise Plato
in any way whatsoever as a philosopher, or simply as a mature Athenian citizen conforming to the expectations
of the polis?"

The question of how and why a musician might have been represented as an artistic type is Urns of interest
in itself, quite apart from questions of likeness and verisimilitude.
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(Dordrecht Dordrecht Museum, 1995), 41.

9 Ibid, 35.
lliul., 35.

Liszt letter to George Sand, 30 Apnl 1837, published in
GazetteMusicale 16 July 1837, translated in Franz Liszt, An Artist's
Jourey: Lettres d'un bachelier es musique, 1835-1841, trans. and
annoL by Charles Suttoni (Chicago: University ofChicago Press,
1989) 28-29.

>1 Cmcatures of Liszt from the 18305 and 1840s reflect the
shallow, performing side of the virtuoso. Conversely, oil portraits
sugg5t a deliberate attempt to align himwith the contemporary
ccmstrucboru o! the artist-as-hero.

~ F. LtSzt. letlcr, Artist's Journey 31.
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"Anoteofwaming should beexpressed regarding the rec.
gnitionand interpretationofdiscrete signs of expression and ges.
ture. A portrait is more than the sumof its parts, and themereuse
of certain well-established visual cues by the portraitists should
not invite a naiveand reduclmnist readingof a portrait. These cu ,
are part of the artist's rcsourc~ of visual materi.ils, contributi~~
to pictorial style, but their parhcufor usage and context takes th ,
overall result beyond the identif-icalionofmere thematic allusions.

tit This is lessoften the case with represenl'al"ionsof themusi­
cianin prints. In popular lithographic prints composers weremore
often presented with distorted physiognomies - in line with
expectationsofwhat anartistic type should look like-rather than
sullen expressions. (The differing nature of prints was no doubt
due to several factors, including their market, traditions of the
medium and techniques used.) The nature of physiognomic
emphasis thusdiffersm itsmanifestabonhornmany oil portraits,
theundcrlymg theme is the same: highlighting inherent difference
rather than reactive sensibility. Physiognomic distortion of the
crude type would fade rapidly after the middle of the nineteenth
centurywith the development of popularphotographicportraiturt>,
but wasprevalent inprinted portraitsprior to this.SeeA. Davison,
"High-brow types".

"2 Paradoxically in the case of Liszt, he was famous for his
excessively emotmnal gestures and facial expression while he
played - certainly something that could not be gleaned from the
portraits represented here.

" Paul Zanker, TheMask ofSocrates: The Imageofthe Intellectual
in Antiquity, trans. AlanShapiro (Berkeley: Univcrs1tyofCalifomia
Press, 1995), 42.
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FARB-KLANGE UND KLANG-FARBEN IM WERK VON O1 MLIVIER ESSIAEN

MONIKA FINK

lnstitut filr Musikwissenschaft, Universitat Innsbruck

»Wenn ich Musik hore, sehe ich innerlich Farbkomplexe, die den Tonkomplexen entsprechen«, bekannte
Olivier Messiaen.' Messiaen zahlt zu jenen Komponisten, die die Fiihigkcit zur Kopplung verschiedener
Sinneseindrucke besa~en und m deren Werk Farb-Ton-Analogien eine bedeutende Rolle spielen. Aus ge­
schichtlicher Distanz betrachtet stellt der Bereich der Synasthesie sowie ihrTeilgebiet des Farbenhorens, der
chromatischen Synopsie, ein asthetisches Durcheinander dar, in dem theosophischerMystizismus, subjektive
Schwarmerei und naturwissenschaftliche Objektivitat bedenkenlos addiert werdcn. Der Subjektivitat und
Willkiir der Zuordnungen, vonJean-Jacques Rousseau an immer wieder heftig kritisiert,' stehen keineswegs
dilettantischeKunstprodukte entgegen. Ein konsistentes Farbe-Ton-Systemexistiert auch im 20. Jahrhundert
nicht, und selbst da, wo sich Korrespondenzen konstruieren Iassen, beruhen sie auf ganzlich anderen Vor­
aussetzungen. Die verschiedenen von Komponisten entwickelten Systeme sind nicht kompatibel. Sie unter­
scheiden sich nicht nur im Hinblick auf die Zuordnungen von akustischen und optischen Eindriicken,' son­
dern sind nicht einmal in der Zahl der Elemente gleich.' Im folgenden sei nun versucht, die Bedeutung dcr
chromatischen Synopsie bei Olivier Messiaen darzulegen und dies an Beispielen aus seinen Werken, insbe­
sondere anhand seiner Preludes, zu illustrieren.

Die gleichzeitigeWahrnehmungvon verschiedenenSinneseindriicken fiihrteMessiaen zu der Erke.nntnis,
da~ sich in verschiedenen Phanomenen gleiche Ordnungsprinzipien finden. Messiaen dachte in Analogien
und assoziierte sein System der Modi mit Farben, die auch als Gleichnis des Transzendenten aufzufassen
sind. So stelltetwa der imWerk von Messiaen vielfach angesprochene Regenbogen als Widerschein der Far­
ben ein Zeichen der Yerbindung von Himmel und Erde dar, wie z.B. in dem 7. Satz des Quatuor pour la Fin
du Temps.'

Farben haben in der kompositorischen Arbeit vonMessiaen einen hohen funktionalen und symbolischen
Wert.Sie erlauben ein harmonisehes Denkenjenseits der traditionellenTonalitat. Sie ermoglichenDreiklangs­
Passagen, diegema~demPrinzip derKomplementaritat einenAusschnitt aus demchromatischenUniversum
reprisentieren. Die Korrespondenz zwischen Farbe undTon beruht bei Messiaen auf einer kosmologischen
Klangvorstellung. Themen, Rhythmen und Formen gehen aus Farben hervor, die der Rezipient nicht wahr­
nehmenmu~. Aus elem Denken in Farbe-Ton-Korrespondenzen resultierteine rational konstruktive, abstrak­
te Kompositionstechnik.

Messiaen stellte bei seiner Aufschlusselung der Probleme von Klingen und Farben niemals die' spezifi­
sche Materialhaftigkeit in Frage. Seine synisthetischen Modelle sind - uber ihre subjektiv-privaten Intentio­
nen hinausgehend _ im Sinne Theodor w. Adornos zu verstehen, der darauf verwies, da~ die Kunste nicht
konvergieren, indem sie sich imitieren, sondern nur dann aufeinander zukommen, wenn sie sich den ihnen
eigenen Impulsen und Tendenzen konsequent und vorbehaltlos uberlassen.' Die Rezeptionskategorie der
Synasthesie setzt demnach eine absoluteTrennungder Kunste und derSinnevoraus, um diese materiale und
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objektive Differenzierung aufder Ebene derWahmehmung sodann rezeptiv zu synthetisieren. Sie istvor den
Hintergrund der Freisetzung von Zeit und Farbe in der Kunst des 20. Jahrhunderts zu begreifen. Das in Mu.
sik wie in bildender Kunst herrschende Prinzip der Abstraktion und Konstruktion bedingt eine Abkehr vn
sprachlichen, auditiven oder visuellen Zeichen. Darin unterscheiden sich die avantgardistischen Versuche
einer Verklanglichung und Musikalisierung der Bilder' oder auch der Musikalisierung der Sprache von den
Konzepten des 19. Jahrhunderts, wie etwa Programmusik oder Gesamtkunstwerk, die ein Synthesemodell
der Kunste und Medien profilieren.

Bei der fiir Messiaen charakteristischen Verbindung von rationalem, abstraktem Konstrukt und sinnlicher
Wirkung bildetdie RationalitatdieTiefenstruktur, und die fur die Wahrnehmung entscheidende Sinnlichkeit
erhiiltdurch sein Farbenhoren ihren besonderen Charakter. »Ohne da~ man dteselben Farben sehen mu~ wie
ich glaube ich, daB man, wenn man meine Musik hart, eine Farbempfindung haben mu~... Wenn ich in mei­
ner Musik einen Akkord habe, habe ich hinzugefugte Obertone und au~erdem eine Art Untertone. Das be­
deutet, ich habe zwolf Tone, aber nicht als Reihe, nicht als Cluster, sondern wie einen gleichzeitigen Gegen­
satz der Farben, mit einer wirklichen Farbe und mit einer anderen, die man dariiber oder darunter hort, wie
eine Flamme von unten oder von oben.«" Zu dem hier angesprochenen gleichzeitigen Gcgensatz wurde
Messiaen durch den »contrast simultane« von Robert Delaunay (1885-1941) inspiriert, einer der bildenden
Kiinstler, die er besonders schatzte," Weitere Einfliisse sind bei dem Schweizer Maler und Musiker Charles
Blanc-Gatti (1890-1966) zu finden," der sich ab ca. 1930 mitmusikalischen Transpositionen - optischen Um­
setzungen von Musikwerken - befa~te und 1933 sein »orchestre chromophonique« patentieren lie~,' weiters
bei Mikolajus Konstantinas Ciurlionis (1875-1911)sowie moglicherweise beim synasthetischen Kunstbegriff
des in Paris wirkenden russischen Komponisten Ivan Vynegradskij (1893-1979)." Wahrend Vysnegradskij
als Nicht-Synasthetiker sein Farbsystem einem konventionalisierten Kontext entnimmt, namlich dem Malkas­
tensystem, und die Farben den Einzeltonen zuordnet, erfolgt bei Messiaen die Zuschreibung in sehr subjek­
tiver Weise zu Skalen und Kliingen. Mil Farbtheorien befa~te er sich nicht.

Die Assoziation von K.liingen und Farben isl nur dann moglich, wenn sich ein Kompositionsverfahren
an abstrakten Ordnungsprinzipien orientiert und nicht an das Medium des Akustischen gebunden ist. Ge­
eignet sind hiebei serielle Verfahren - permutativ sich wandelnde Muster wie auch Ostinali oder das Kom­
ponieren mil Pattern, die visuelle und akustische Realisierungen zulassen. Messiaens Modi, die unter Einflu~
von Alexander Skrjabin sowie des russischen Musiktheoretikers Boleslav Jarworski entstanden, ergeben eine
in sich stimmige Ordnung, die musikalisch abstrakt isl und somit auch mil visuellen Bedeutungen assoziiert
werden kann. Seine Farbassoziationen konnen monochrom sein, aus zwei miteinander vermischten oder in­
einandergleitenden Farben oder aus unterschiedlich komplexen Farbgruppen gebildet werden. Anhand
seiner mit Textenversehenen Werke sowie seiner SchriftMusique et couleur lassen sich die Farbbezeichnungen
der Modi mit begrenzterTranspositionsmoglichkeit leicht nachweisen."Sie erscheinenje nach Transposition
in anderen Farbwerten, lediglich die Ganztonleiter des ersten Modus sowie die Modi funf und sieben sind
ohne Farbassoziationen:

2 (1. Transposition): bleu-violet
2 (2): or et brun (in der Hohe mauve et rose)
2 (3): vert
3 (1): orange-blanc-laiteux
3 (2): gris et mauve
3 (3): bleu et vert
4 (3): jaune et violet
4 (4): violet-poupre
6 (1): rouge-carmin-poupre
6 (3): jaune
6 (4): jaune- violet-noir"

Indirekt konnten jedoch auch die Modi funf und sieben auf Farben bezogen werden, da es sich hiebei um
Unter- oder Ubergruppen der ubrigen Modi handelt. Der funfte Modus ist gema~ der Pitch-Class-Set­
Iheorie«- ein auf Intervallbeziehungen ausgewahlterTongruppen oderAkkorde beruhendes Analyseverfah-
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ren" - eine Untergruppe der Modi vier und sechs, der siebte Modus als 10-Ton-Gru e cine Uber ru edes
ersten, zweiten, vierten, funften und sechsten Modus. Ob allerdings ·ithiltea.,',,, 'PPF b . • · f·· . . .. mu ae Ier 'itch- lass-Set-Theorie dasFehlenvon ar assoziationen urd1eMod1funfundsiebenplausibelc kl'" t d k -bleiben. ' r ar wer en ·ann, mull dahmgeslellt

Messiaens bevorzugte Farbe war- wie ilbrigens auch fur Claude D b · 1 "d' ... ·1." A • 1 . .. e ussy - v10 ett, team wemgsten
gehebte ge • ngesichts der Komplexitat mancher Farbempfindungen ist es nicht verwunderlich, da~
Messiaen selbst an deren Realisierbarkeit zweifelte." Hiezu seiennun einige Farbbeschreibungen detaillierter
angefuhrt. Fur den zweiten Modus in der ersten Transposition definierte Messiaen folgende Farbskala: »Ro­
chers bleu-violet, parsemes de petits cubes gris, bleu de cobalt, bleu de Prusse fonce, avec quelques reflets
pourpre violace, or, rouge, rubis, et des etoiles mauves, noires, blanches. La dominante est: bleu-violet."
Bei demselben Modus in der zweiten Transposition sind die Farbangaben vllig verschieden: »Spirales d'or
et d argent, sur fond de bandes verticales brunes et rouge rubis. Dominanle: or et brun." Fur zweiten Modus
in der dritten Transposition: Feuillages vert clair et vert prairie, avec des taches de bleu, d'argent et d'orange
rougeatre. Dominante: vert."

Fir den dritten Modus, der viermal transponierbar ist, dessen beste Transposition fur Messiaen aber die
zweite war, schrieb er: »Bandes horizontales etagees: de bas en haut, gris fence, mauve, gris clair, et blanc a
reflets mauve et jaune pale - avec des lettres d'or flamboyantes, d'une ecriture inconnue, et une quantite de
petits arcs rouges ou bleus, tres minces, tres fins, a peine visibles. Dominante: gris et rnauvef(,ll Durch die be­
grenzte Transponierbarkeit der Modi und die ihnen eigene tonale Vieldeutigkeit ist das harmonische Farb­
reservoire dieser Skalen besonders reich. Bemerkenswert ist der dunkel-hell-Verlauf van unten nach oben.
Er enlspricht dem van Messiaen beschriebenen Umstand, dall ein Klangkomplex bei Oktav- oder Lagenver­
setzung seine Farbeigenschaften behalt, sich diese jedoch dem Schwarz (Tiefe) respektive dem Wei~ (Hohe)
annahern." Tonhohenlagen werden also mit dem Phinomen der 1-Ielligkeit assoziiert, welches, den Ergeb­
nissen der Synasthesieforschung folgend, eine der intermodalen Qualitaten synasthetischer Wahrnehmung
darstellt. Schon 1892 hatte Alfred Binet die Beobachtung formuliert, dall hohe Tone eher mit klaren, hellen
und tiefe Tone mit dunklen Farben in Verbindung gebracht werden." Bei der chromatischen Transposition
des Klangkomplexes verandern sich die Farben jedoch, sodall Messiaen filr jeden Klang zwolf verschiedene
Farbkombinationen erkennt, die mit jedem der zwolf 1-Ialbtone wechseln.16 In der praktischen Anwendung
war Messiaen beztiglich der Zuordnungen der Modi zu Farben jedoch nicht immer konsequent. So finden
sich beispielsweise bei den folgenden in der zweiten Transposition des zweiten Modus stehenden Kompo­
sitionen unterschiedliche Farbangaben: PreludesNr. 1: violett; Vingt RegardsNr. 13: gold und braun; Vingt Re­
gards Nr. 17: rose und malve."

Wie oben erwahnt, nahm Messiaen nicht nur Skalen, sondern auch deren jeweils typische Akkorde als
Ausgang fur seine Farbtiberlegungen." So vermerkte er beispielsweise im Vorwort zu Trois petites Liturgies
de la Presence divine (1944), dall ein einfaches Grun mit dem Akkord h-d-fis-a verbunden ist und das trans­
zendentale Blau ein reines A-Dur sein kann. C-Dur wurde mit der Farbe Weill verbunden, Fis-Dur als Kom­
plementarfarbe (= Tritonus) zu C-Dur mit einem Funkeln in allen moglichen Farben. Die fur Messiaen mit
Fis-Dur verbundene Lichtsymbolik bringt in Werken wie Vingt Regards sur I'Enfant Jesus Gottlichkeit zum
Ausdruck und lost damit C-Dur als Quelle des Lichtes - wie es noch van Richard Wagner verwendet wurde
- ab. G-Dur verband Messiaen mit der van ihm ungeliebten Farbe Gelb, ein Grund fur die Seltenheit dieser
Tonart in MessiaensWerk."Aufgrund der Dberlagerungund Mischungvon Modi und herkommlichen Ton­
arten ist jedoch die zuordnung van Farben zu Harmonien oft nur schwer zu enlschlusseln.

Ober das Orchesterwerk Hyeau Saint Sacrement (1932) schrieb Messiaen: »Cette oeuvre se caracterise
surtout par ses effets de couleur." Hierin werden Farbfolgen angegeben, die sich mit dem zweiten Thema
verbinden. AuchTitel derWerke, wie z. B. Chronochromie (1959/60)oder Couleurs de la Cite celeste (1963), 'ver­
weisen auf den zusammenhangzwischen Farbe und Klang." Farbvorstellungen konnenmchtnur an harmo­
nischen Vorgangen abgelesen werden, sondem sind auch als musikalisches ?.rdnungssystem zu verstehen.
So haben bei den Farbabstufungen orange-rot beide »Klangfarben« sechs 1 one gemem. Das Prinzip der
Komplementaritat ergibt sich fur Messiaen zwischen den »Tonen« grun und rot.

Bei der in der zweiten, ersten und drittenTransposition des zweitenModus stehenden Stelle »Il est parti,
I B- - ;, - db - d ten vier Akkorden als dommanle Farben gold und braune 1en-A1me, C'est pour nouscc sm e1 en ers
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vertreten, die Akkorde funf und sechs sind blauviolett, der elfte Akkord vor der Wiederholung hat als domi­
nante Farbe grtin.

Der Zusammenhang zwischen visuellem und klanglichem kann sich auch in formaler Hinsicht ergeben:
A-Dur als Farbe Blau ist im ganzen zweiten Satz (»antique divin«) der Trois petites Liturgies de la Presence Di.
vine vorgeschrieben. Auch im Text ist nur die Farbe Blau erwahnt: »Trompette bleue qui prolonge le jour«.
Messiaen formuliert den Sch lull des Satzes, der durch ein crescendo mit Fermate und Trillern hinausgescho­
ben wird, offen. Der mit »himmlischem Blau« assoziierte A-Dur Dreiklang erscheint immer dann, wenn von
der Liebe Gottes die Rede ist.

Mit einer »Rosette aus flammenden und unsichtbaren Farben« hat Messiaen die 1963 komponierten Cou­
leurs de la Cite celeste verglichen." Die in der Offenbarung des Johannes genannten (Halb)edelsteine, die den
Mauern des himmlischen Jerusalem als Grundsteine dienen, werden in reichenObertonakkorden dargestellt.
In keinem anderen Werk sind die Farbbereiche derart exakt bezeichnet: zwischen den Partiturseiten sieben
und vierzehn kehren smaragdgrun und amethystviolettin derselben Akkordfolge wieder, die Dauern jedoch
andern sich, was den Farben ein modifiziertes Profil verleiht.

Auf relativ knappem Raum werden in den Coleurs de la Cite celeste die wesentlichen Elemente des
Messiaen-Stiles vereint: Farbklange, griechische Versfu~e, indische Deci-Talas, Vogelstimmen und religiose
Inspiration - hier musikalisch zusiitzlich prasent in modifizierten Zita ten gregorianischer Themen.

Im folgenden sei nun auf das 1928 entstandene Fruhwerk und erstes veroffentlichtes Opus Preludes ein­
gegangen, eine Komposition, die nicht nur in den Titeln der einzelnen Stucke an Claude Debussy gemahnt."
Auch wenn Messiaen die rhythmische Raffinesse Debussyszur Entstehungszeit der Preludes noch nicht besa~,
so gelang es ihm <loch, den Eindruck der Zeitlosigkeit, den die Werke Debussys vermitteln, auch in seinen
Preludes entstehen zu lassen.

In seinen eigenen kurzen Angaben zu den Preludes, die lediglich Farbhinweise enthalten, schrieb Mes­
siaen: »Au moyen de modes harmoniques, transposables seulement uncertain nombre de fois et tirant de ce
fait leurs coloris particuliers, j'etais arrive a opposer des disques de couleurs, a entrelacer des arcs-en-ciel, a
trouver en musique des couleurs complementaires«« Solche Experimente mit Farbscheiben wurden in den
zwanzigster Jahren oft von Malern unternommen, um Mischungen zu erkunden."

DieHauptfarben der Preludes sind violett und orange, der haufigste Modus istder zweite. Bevor die Farb
-Klange, deren Klanggestaltung und Harmonik naher analysiert werden, seien die Parameter Form, Rhyth­
mus und Satztechnik etc. iiberblicksartig beleuchtet: Generell sind die acht Preludes homophon gesetzt, Bei­
spiele fur kurze Kanons finden sich in allen Stucken mit Ausnahme der Nummern eins und acht. Die Melo­
die, der Messiaen stets die Vorherrschaft zukommen la~t," liegt iiberwiegend in der oberen Halfte der Klavia­
tur. Die Dynamik ist fast durchwegs graduell angelegt. Die rhythmischen Verfahren sind in den Preludes
noch konventionell, allerdings finden sich schon einige Charakteristiken seines spateren Stils, wie beispiels­
weise ein nichtumkehrbarer Rhythmus in Nr. 4 (T.1) sowie hinzugefugte Werte in Nr. 1(T4-6), Nr. 4 (T.9)
und Nr. 6 (T.1). In noch sehr allgemeiner Version isl in der Nr. 4 die Idee der »personnages rhythmiques«
entwickelt: Das Material des ersten Teiles zieht sich bei jedem Erscheinen zusammen, wahrend sich das des
zweiten (T.23ff.) ausweitet.

Neben Rondo-Form (Nr. 4) und Sonaten-Form (Nr. 8) weisen die Stucke eine einfache Zwei- oder Drei­
teiligkeit auf. Wie haufig bei Messiaen, ist auch fur die formale Gestaltung ein religioser Hintergrund mitbe­
slimmend: Das symmetrische Triptychon derNr. 2 beispielsweise, deren drei Teile ausjeweils drei Elementen
bestehen, stellt eine fruhe Hommage an die Dreifaltigkeit dar."

In allen Preludes wird die nicht mehr im Sinne der Funktions-Harmonik verwendete Dur-Moll-Tonalitat
mit der Modalitat gemischt- ein wesentlicher Faktor fiir die ungemein reizvolle Klanglichkeit dieses Werkes.

Von den von Messiaen bevorzugten Akkorden finden sich Dreiklange mit hinzugefiigter Quart, hinzu­
gefiigter Sext sowie Resonanzakkorde.

Die Farben des ersten, zweiteiligen Prelude La Colombe sind orange mil violetter Maserung; die Grund­
tonart ist E-Dur, die mit dem zweiten Modus in der zweiten Transposition verbunden wird. Hier zeigt sich
bereits die lnkonsequenz Messiaens, da die vorherrschenden Farben fiir diesen Modus, wie oben ausgefuhrt,
gold und braun sein mu~ten. In den Takten 1-2 (Notenbeispiel 1) und 11-12 findet sich ein sog. »Groupe-
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Pedal«, Pedalgruppen in Parallelakkorden. Die Kette ineinanderklin d . . .. . .
einer Halbton-Ganzton-Skala bilden (=zweiter Modus, zn .,_ ender Dreiklinge, die die Melodie in

I 11 d .. b .. . »,zwerte ransposition) enth It d •bevorzugteInterval ler uberma~igenQuart. AbT.3folgen drei Takte im u . . ~ _en as von Messiaen
Sechzehntel und Achtel in klassischer Vergro~erung, punktierteAch+a,, ""onomit hinzugefugten Werten:
Viertel (unter Hmzufiigungeines Drittels des Wertes) lnsg , (unter Hinzufugung des Punkies) und

A h
• esam ewegtstchdas5tucki1 T ·k D •Muster mil usna me zweier harmonischer Sequenzen (T 6 d m /om1ka-Dominant­

hinzugefugte Resonanz. • un 16 ). Der Schlu~akkord enthalt eine

Bei der au~erst polytonalen Nummer Nr. 2(Chant d'Extase dans un Pausawe t • ) . . .
wandtschaft zu dem Prelude in Pelt&as et Melisande (Thema von c,,,"""")"!die thematische Ver-

If be · d d I • 0 au von e ussy offenkund1g Die
Haup ar n sm grau un ma ve- die Farben der zweiten Transpositi d d • M . •h · t · d ( · I pt.d • 1 . 1 on es ntten I odus. Dieser Modus
scheint jedoch im gesamten 'relude nicht auf. Hingegen ist der haufigste Modus der zweite in der ersten
Transposition, der mit derGrundtonart fis-Moll - im Mittelteil Fis-Dur - und polytonalen Akkorden verbun­
den wird: Die Takte 1 bis 12 sind in fis-Moll, mit Modulationen in T. 12 nach c-Moll und e-Moll, endend mit
einem Neapoletanischen Sextakkord bet T. 17. Das Tonmaterial der Takte T.12-16 (Notenbeispiel 2) und
T.25-28 ist dem »farblosen« siebten Modus entnommen, wobei die Skalen immer unvollstandig sind. Ein
fruhes Beispiel fur einen »Kommentar« findet sich in Takt 33.

. Der symmetrische Dreiteiligkeit dieses Stuckes (A: T.1-24, B: 25-48, A: T.49-63, Coda) entspricht Mes­
siaens Ideal der nicht umkehrbaren Form m Korrespondenz zu den nichtumkehrbaren Rhythmen."

Auch die Nr. 3(Le Nombre leger) istein Beispiel fiir die lnkonsequenz der Farbzuordnungen bei Messiaen.
AlsHauptfarbe wird orange mit violett angegeben, der bestimmende Modus ist jedoch der zweite in seiner
zweiten Transposition, der mit der Tonart E-Dur verbunden wird. Insgesamt isl die Harmonik des Stiickes
ausTonika-Dominat-Beziehungen mil alterierten, aus dem zweiten Modus abgeleiteten Akkorden gestaltet.
Chromatische Sequenzen findensich in T.17 uncl 30 mil klanglichen Reminiszenzen an Chopins opus 19 Nr.
3. Kommentare zu den einzelnen Phrasen finden sich in den Takten 12, 17, 25 und 30-34. Der rhythmische
Flull des dreiteiligen Sttickes wird nur in T.13 und 25 unterbrochen.

In seinem Stimmungsgehalt an Debussys Des pas sur la neige aus Children's Comer und in seiner statischen
Harmonik an Debussys Danseuses de Delphes aus Preludes (Heft I) erinnertdie Nummer vier (111s/m1/s dJfimts),
die milder Farbangabe grau und malve mil griinen Reflexionen versehen ist. Der an sich »farblose« Modus
sieben tragt die Melodie und formI, in verschiedenen Transpositionen, die eine Basis, die zweite bildet die
Tonart d-Moll. Akkorde mil hinzugefiigterQuart(T.2), hinzugefugter Sext (T.9 und 19; Notenbeispiel 3) und
Pedalgruppen in T.25 sind bereits typische Merkmale der harmonischenGestaltung spaterer Werke. Dervon
Messiaen so geschatzteTritonus bildet die intervallische Zelle des Basses und der Begleitung. Im zweiten Tei!
(f.23ff.) iibernimmt ein Kanon die Bewegung in umgekehrter Richtung.

Das von Messiaen selbst bevorzugte Prelude stellt die Nummer fiinf dar, Les sons impalpable dn rive," das
mil einem Groupe-Pedal in der rechten Hand beginnt. Messiaen hat die Farben des Prelude 1972 folgender­
ma~en angegeben:" Blau-orange mil oslinato in Akkord-Kaskaden in violett-purpur.

In einem BriefMessiaens des Jahres 1987hingegen" werden die Farbassoziationen folgenderma~en gean­
dert: das eriiffnende Ostinato der rechten Hand (dritter Modus in der dritten Transposition) isl blau und
grun, das Hauptthema in der linken Hand (zweiter Modus in der ersten Transposition) ist blau, rot und vio­
let!. In diesem Prelude findet sich somit erstmals im Werk von Messiaen eine Uberlagerung von zwei Modi
(=zwei Farben). Die Transpositionen der Modi drei und zwei sind so gewahlt, da beide Hinde sechs Noten
gemein haben; von ihnen bilden vier den ersten Akkord in der linken Hand und stellen auch den Bezug zur
Gundtonalitiit des Sttickes, A-Dur, her. In den Takten 16 und 22 findetsich der sechste Modus, in Takt 22 der
funfte Modus, jeweils in der vierten Transposition.

Die Form isl streng dreiteilig (A T.1-21 mit einem Kommentar in den Takten 7 bis 8, BT.22-43, in sich
zweiteilig: 1. Teil von 23-32, 2. Teil von 33-43, A T.44-63, Coda T.65/f.). Der letzte Akkord enthalt alle Nolen
des dritten Modus und stellt einen »accord de resonance« dar (T. 66-67; Notenbeispiel ).

Die starke Anklange an Ravels Le Gibe/ aufweisende Nr. 6 (Cloches d'angoisse et lares d'adieu) hat als
Hauptfarben purpur, orange und violett.
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Das Stuck tragt den Schlussel der c-Moll-Tonart, die in der Folge mit den Modi zwei, drei und sechs ver­
bunden wird. Anklange an die Tonarten b-Moll (T.21-26) und B-Dur (T.27-39) erganzen die Vielfalt des
Klangfeldes. Insgesamt werden die Modi zwei, drei und sechs inunterschiedlichen Transpositionen verwen­
det: Modus zwei in der zweiten Transposition bei Takt 2, Modus sechs fur die oberen Akkorde, Modus zwei
fiir die Akkorde in mittleren Bereich bis T.5, dritte Transposition des zweiten Modus bei T.14, Modus drei
in seiner zweiten Transposition bei T.22 und T.28, dritte Transposition des zweiten Modus bei T.29, vierte
Transposition des dritten Modus bei T.39, erste Transposition des zweiten Modus bei T.51. Zu dieser harmo­
nischen Unruhe kommen noch die zahlreichen Wechsel des Metrums, das sich bei 74 Takten insgesamt 56
mal andert. Im ersten Takt verwendet Messiaen - ungewhnlich fur sein Fruhwerk - einen additiven Rhyth­
mus (Notenbeispiel 5). Kommentare stellen die Takte 11-13, 26, 32-38 und 49 dar. Taki 73 weist einen ein
Resonanzakkord auf.

Wie bei Nummer 4 finden sich bei Nr 7 (Plain te calme) die Farben Grau mitGrUn und Ma Ive. Der farblose
siebte Modus in seiner ersten Transposition bestimmt das gesamte Stuck mit Ausnahme eines Abschnittes
in b-Moll des ersten (T.1-14) und des letzten Teiles (T.24ff.). Auch hier wechselt, wie in Nr. 6, sehr oft das
Metrum. Ein »harmonischer Kommentar« findet sich in den T.17-18, ein Kommentar in den T.20-24 (Noten­
beispiel 6).

Die Farben des letzten Prelude (Nr. 8: Un reflet dans le vent) werden fur die Takte 1-32 mit orange-grin
und einigen schwarzen Punkten angegeben, dieT.33-74 mit blau-orange, ihreWiederholung bei T.109ff. mil
orange-grau. Die harmonische Gestaltung hiezu: T.1-32 in D-Dur, T.33-74 A-Dur, T.75-79 b-Moll, T.80-90
h-Moll, T.91-96 Fis-Dur, T.97-108 E-Dur, die Schlu~takte D-Dur. Zu diesen Tonarten wird bis Takt 74 der
dritte Modus kombiniert:Takt1-32inseinerviertenTransposition, 2. Thema (T.33-74) in seiner drittenTrans­
position; ab T.75 finden sich der funfte und sechste Modus. Harmonische Litaneien wiesen die Takte 9 und
25 im ersten Thema auf. Das zweite Thema (T.33; Notenbeispiel 7) wurde vermutlich durch Edvard Griegs
Lied an Solveig aus Peer Gynt inspiriert.

In Anbetracht der sehr subjektiv, willkilrlich und zuweilen widerspriichlich erscheinendenZuordnungen
von Farbkonstellationen zu Klangkomplexen und Modierscheintes fraglich, ob man bei Messiaen iiberhaupt
von einem Farbsystem sprechen kann. Filr seinen KompositionsprozeB bildete die Farbe eine objektive Kate­
gorie, die er ebenso wie seine harmonischen und rhythmischen Verfahren verwendete. Seine Bemiihungen
jedoch, sein synasthetisches Erleben in Aussagen und Abhandlungen als intersubjektiv kommunizierbares
System darzustellen, fiihren zu keinemErgebnis. Auch hier erweistsich, da~ das Farbenhiiren ein sehr indivi­
duelles, sich jeglichem Regelsystem entziehendes Phanomen ist. Die Fiille an unterschiedlichen Oaten hiezu
zeigt- wie schon Francis Gal ton 1883 ausfuhrte - da~ das Synasthesiephanomen ein weiterer Beleg dafiir sei,
an die »Einzigartigkeit jedes Menschen zu glauben.«"

Da keineeigentliche Farbsystematisierungerkennbar ist, scheintes angemessen, nach einer symbolischen
oder auch theologischen Bedeutung der Farben zu fragen. Da Messiaen zeit seines Lebens tiefglaubiger Ka­
tholik war, konnten fur ihn Farben auch religiose Bedeutungstrager gewesen sein. Dies ist sowohl fiir den
Regenbogen, dessen Bild, wie eingangs erwahnt, in Messiaens Werk immer wieder aufscheint, als auch fur
die von ihm so bevorzugte Farbe Violett eine miigliche Annahme." Von Messiaen selbst gibt es zu einer all­
falligen symbolischen Bedeutung der Farben jedoch keinerlei Angaben.

Sehr wohl kommt er hingegen in seiner am 4. Dezember 1977 in Notre-Dame de Paris gehaltenen Rede
auf den eigentlichen Funktionsgehalt des Farbklanges, des »son-couleur«, zu sprechen: »Die Farbenmusii
aber bewirkt, was die Glasfenster und Rosetten des Mittelalters bewirken. Sie filhrt uns zum Geblendetsein.
Sie spricht unsere vornehmsten Sinne an, das Gehor und das Auge, und sie bewegt zugleich unsere Sensibi­
litat, reizt unsere Vorstellungskraft, steigert unsere Intelligenz und Jeitetuns an, unsere Begriffswelt zu uber­
winden, uns dem zu nahern, das iiber dem logischen Denken und der Intuition angesiedelt ist, namlich dem
Glauben.« Mit diesen Worten, deren Gehalt auch den Schlu~ seiner Oper Saint Francois d'Assise bestimmt,
wird die hochste Bedeutung der Musik Messiaens offenbar: <lurch die Schiinheit der Farbe dem von Men·
schenhand gebildeten Kunstwerk die Nahe Gottes zu verleihen.
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MUSIC ONMONEY: STATE LEGITIMATION AND CUL RTURAL 'EPRESENTATION

MARIN MARIAN-BALASA

Institutul de Etnografie si Folclor "Constantin Brailoiu", Bucuresti

This essay follows the cultural filigree inscribed on late-twentieth-century paper money, focusing on
both currencies of West European countries before they abolished their national currencies in favor of the
euro and some East European countries not yet members of the European Union; and surveys the grounds
on which the state, as the owner of money, ceased promoting itself exclusively through the symbols of
power, leaving the room for the representations of civil values and cultural symbols. This article is a part of
a triptych written in summer 2001 and for a wider context should be related to other independent paper
(Marian-Balasa 2001 & Marian-Balasa [forthcoming]). Focus and perspectives differ in each essay, but they
have in common the idea that the state is an absolute owner of banknotes, and that through the agency of
money the state promotes itself and its narratives in accordance with its own character, interests, require­
ments, and conditions. The didactic role of images placed on money is less important, central or efficient,
whereas their politically informative role is sovereign.

Until now banknotes were studied only with concern to messages written by casual users (Mugnaini
1994). In the pages to follow I investigate the cultural filigree inscribed on twentieth-century paper money,
trying to identify the political, social-cultural, and anthropological meanings of the presence of this"cultural
filigree". Hence, my attempt is to decode cultural significations and political gestures that lay behind and
are revealed by the official decision of designing/printing/ issuing banknotes with heraldic and cultural
symbols. Moreover, noticing that banknotes bear musical (i.e., cultural in general) marks, and analyzing the
presence ofmusic (portraits ofmusicians and instruments) on banknotes, this essay investigates the relation­
ships between state and its culture. Also it is interesting to investigate the attitude with and the grounds on
which the state itself, as money owner, ceased promoting itself through power symbols only, left room for
the illustration ofcivil values (culture), and eventually had chosen to promote itself through arts and culture.

Money has never beenjust a financial instrument. Marks and symbols molded on coins have transmitted
and imposed an authority; the circulation and use ofmoney led to the expansion of that authority. The story
of Jesus who, upon seeing a coin and noticing the imperial effigy marked on it, said "Give Cesar what be­
longs to Cesar", speaks of possession through imprinting. A portrait, name, sign, or signature stamped on
an object somehow confiscates that object, making it dependent to the person or name they represent.

Money has always belonged to the state and carried the trace and symbols of political power. Ruling
bodies appealed to cultural symbols quite late in history, and only in democratic European countries did the
state understand to provide the space for culture, allowing as well as requesting that culture represent its
own attributes. From the perspective of a cultural study, it is important to understand why would the state
choose to reflect and to promote itself through culture, and why it would put the power and politics proper
aside, representing and promoting culture instead. Of course, in the end, the state power and politics will
identify themselves through culture, an appropriation that will revise and refme not only the idea of repre-
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sentation, legitimation, but also of identity. Another topic is the way how states did or do this. Some bank­
notes delicately or discretely show a portrait of a musician or a musical instrument, while others exaggera­
tedly stress cultural aspects, showing numerous signs and symbols telling about the life and work of a spe.
cific composer. Who are the musicians to be eligible for being imprinted on money? How is the selection
made from the national musical repository. How do money designers decide which images are acceptable
fornationalcurrencies? WhyAmerican banknotes will never have_cultural personalities n~printed? All these
and many other questions constitute incentives for a comprehensive systematizing of the intellectual, critical
/hermeneutic questioning and answering, for hypothesis and suggestions that generate a cultural study.

LIKE MONEY, LIKE STATE. The portrait on a banknote identifies not only the banknote itself but also at­
tempts to represent the very (idea of a) strong and stable state. In contrast to European currencies, which
often change design, imagery, and cultural personalities, the banknotes of the United States bear a similar
design and the same images almost from their inception. In countries with the high value inflation and fluc­
tuation, it is necessary to make frequent changes of banknote design. Thus, it sometimes became almost im­
possible to arrive at a solid, clear, and complete acknowledgment of the state's symbolic identity based on
iconography shown on the currency. Designs, patterns, and polychromatic shades have changed there too
often for people to truly assimilate them and make a mental identification between a particular amount and
the illustrated persons symbolizing that amount. An interesting symptom is reflected in the fact that cultural
personalities depicted on currencies have left enormously little impression on its users. Almost nowhere in
Europe people identify in colloquial speech a sum with the name of the person illustrated on the banknote.
Rather, for the expressive naming of the currency is preferred lubricous, kinky, and juicy repertoire of names
coming from town outskirts or jail slang. Thus, for example, French people say pognon, while Romanians
have generalized terms such as malai (corn), or the Gypsy-Turkish-like lovele, mardei, and bistari. This means
that time, mentality, and economics should pass until one would hear on the European territory famous
names instead of precise finances. In fact, cultural personalities and elements posted on banknotes represent
a policy and attempt at education, made by state itself. The idea and objective are noble, but their limits -
equally in time and in the profundity of people's mentality- are significant.

!tis very important, even crucial, that European countries have departed from insignia and images repre­
senting the strongest signification for the state, nation, political protection, power, and stability- which was
a repertoire iconographically dominated by kings and totems, presidents and more or less war-like events
- and arrived at the spiritual altitude where they offer the public space of money to culture. I call this gesture
the refinement, or higher spiritual altitude. On the one hand, this is a direct consequence of liberalism and
democracy, reflecting the acceptance of governments to be transient, without imposing by all means their
perpetuation. On the other hand, giving up subordination of the idea of state, fatherland/motherland, na­
tion, power, dignity to the theme of governing (imperialism, monarchy, presidency), giving up representing
a nation, a state and an economy through authority effigies - this reflects a proof of superior mentality, and
not only political but also spiritual maturity. Thus, representing the state and nation with cultural legacies
and artistic personalities reflects not only democracy in itself, but the liberalism, maturity, refinement, and
spiritualization of democracy.

Money and state belonged in the past to various tyrants, kings, and political leaders featured on coins
and banknotes. Referring to those times, we could paraphrase Jesus and say thatmoney belonged to the one
who sealed hissignature or molded his portrait on it. Such a thing cannot be said about the present-day
money beanng cultural portraits and symbols. In public consciousness - as well as subconsciousness - mo­
ney does not belong to scientists represented on it, such as Gauss, Freud, or Curie, and even Jess to musi­
cians, such as Bach, Mozart, Chopin, Enescu, Bellini, or Debussy. In contrast to past warriors and politicians,
present-day heroes who regularize people's life and savings, are artists who have nothing in common with
money. Appropriating certain artists, the state issuing- and thus owning- the money projects an image of
being more human, and man apparent selfless gesture and for the community's benefit, promotes its culture
making its artists compulsorily better known. At the same time, such a selection aims at serving state's own
interest, justifying and legitimizing itself, promoting itself on a superior, modern level, and recommending
itself as a moral patron and value owner.
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,,:, ±lishbz 1artopostaland philatelic stamps of theUnited Kingdom

anditsdominions, English anknotes (and to some extentScottish orNorth Irish) . . . . . g
of thequeen. The handsome and virile face ofSpain's king did not cede a I )maintain invariably likeness

th h d N d. h' Pace ogreatSpamshpersonahtiesOntheot er hanu, ordic monarchies and other smaller states, keepa lowe file +d, G •

I · try h h ha ·er pro 1ue an remain more generousIn Belgium, coun w ere monarc y as become more of a cultural tradition ti b k t f 2000 •
d Ad I h S th · f . , 1e an no e ol francsshowe tolphe ax, e inventor o the mstrument dominating jazz music.

Aparticular political situationwas illustrated bytheobverse of all coinsof the Republicof Ireland. Althoughthe Irish currency was still dependent on the British financial system and wealth, the idea of political
independence was softly forwarded by the substitution of the queen's likenesswith the harp, the Irish national
andnationalist symbol. In 1926, the fresh Insh FreeState appointed a commission, chaired by William Butler
Yeats, todecide about the design ofcurrency, and hence oneshould presume that the poet favored themusical
instrument not somuchbecause hewas a romantic poet, trusting the valueofmusical reverie and of rhapsodic
feeling, but rather because the apparently poetical symbol of the Irish harp was an old-established emblem
of political differentiation, identity, legitimation, independence, and abstract territoriality. For outsiders to
the Ireland's inner politics, the harp (i.e., music) mighthave appeared as a neutral symbol. Indeed, music does
suggestbothdependence and independence, obedience and subversion, awakening consciousness and dormant
temper; music can symbolize all these (and many other) ambiguous features in acceptable and harmonized
measures. Yet, Irish people saw in the harp something more sounding than music itself: an eternal nationalist
emblem of the past and desired statehood.

TAKINGHOLD OF CULTURE. Money bears not only symbols of warfare and power but also imagery of
loveand charm. In the past, fearsomeheraldic insignia wereaccompanied or doubled by maternal silhouettes
and female virginal faces, since states wanted to be appreciated, having in mind that coercion and dominance
canbealso exercised through a seduction (see Marian Biila~a [forthcoming]). Whatwere the reasons that such
ideas have disappeared in the second halfof the twentieth century and what kind of new power, new image,
expansion and, eventually, legitimation states strived to obtain by abandoning such symbols? What kind of
politics, support, and promotion had the state intended to inspire, to enact, or to put forward? What was the
gain for culture, achieved through this representational game? Was this representation of money as culture
bearer instrumental? Has it achieved any social cultural, educational, or political goals? Has it increased and
enriched people's ideas and feelings aboutstate, nation, social security, culture, arts, welfare, fulfillment, or
happiness? Has it launched new messages, new ideas, new symbols, and has it aimed at establishing higher
awareness and effective consciousness?

In the past, design ofmoney has usually never been a subject to democratic referendum, but rather a small
group of people would decide, mostly in secrecy, on the design and on images and symbols that national
currencies would bear and illustrate. People were just supposed to accept them. And so people did, without
questioningwhoorwhy certain imageswere selected and imprinted on theirmoney. Oneof theconsequences
was that people usually ignored the design of their banknotes, quickly forgetting about its details, Paying
attention exclusively to figure amounts. Possible communication about culture, ideas, and extra financial
information was easily forgotten.

In less democratic countries the most popular images on banknotes usually represent (a) war and heroic
paraphernalia· (b) political symbols effigies, and personalities; (c) highest political leaders, occasionally religious

' ' ,, fthe people;and (d) monuments related to historypersonalities or situations significant for collectivememory or , 1 11toe, na sermon tor i-gnaws«socs.rig9mmmp;"%";_2."?
d . f ti f th • banknotes musical items an compo • 'emocratic states requen y feature on elf . . . 1 bl tradition and when asked
an ti t ti u +l Th litical personalities remain an unchangeat ue "excep. on o us rule. ere, pot ,, ith st t and financial instruments, answers would be
the question why culture proper is not associated with state a ,q {au

. . . 'ting a Jack of cultura tra I on.variegated, either laying stress on patriotism or cit th stbe 1tifuls SYMBOLS. Artistically speaking, among t e mos eau u
MUSICAL BANKNOTES: MEANING,TARGETS, 3£100 rka, devoted to Jan Sibelius (1865-1957).

cur ·" ftur :.... • the Finnish banknote o wnr ,rencies feat ring musicians Is , -, the composer's portrait, and on the reverse has flying
Dominated by green color, on the obverse it carries 1e p
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swans. There is nothing else to emphasize the status of the musician, composer, or illustrious man. Since Sibelius
is a well-known Finnish national symbol, almost equal to the state flag, such imagery is sufficient, and an
absence of extra- or overloaded visual message invokes modesty, civilization, and simplicity.

The banknote of Danish 100 kroner has similar characteristics, evoking music with not more than three
elements. On the obverse of an elegant banknote is a portrait of the composer Karl Nielsen (1865-1931), witu
his namewritten in small print below his face, and two sixteenth-notes. In the filigree one can notice the image
of the old-aged composer, without the hat worn on the portrait shown on the averse. Nothing else suggests
music. The fantastic rooster beneath the background cross, which is printed on the reverse, could easily function
next to other symbols, profiles, careers or names. The discretion of the Danish banknote seems elegant.

In contrast, tile discretion of the 20 Frenchfrancs, with Debussy's face on both sides accompanied with
hisname (without life dates) seems austere and banal. There are no musical elements included. The background
depicts a romantic landscape, almost unremarkable, and not a symbolist or impressionist one. On the reverse
we see the sea, reminding us of Debussy's favorite site, and his La mer. But only musicologists and fans of
Debussy's music can make this (musical) connection. Notiling surpasses tile discretion of the Hungarian 1000
forint bill, issued in the late 1980s, with the profile of Bela Bart6k (1881-1945)shown on the obverse, and without
anything else suggesting his profession, career, and musicality. Hence, what does this simplicity or austerity
signify? Does it represent tile modesty, in the sense that the French or tile Hungarian spirit permits everyone
tile liberty to ignore who Debussy or Bartok, respectively, were? Or in tile contrary, tile pride of presuming
that everybody should know something, even prior to touching tile respective banknote, about tile great
composers.

The banknote of 100 markwas the most widely used large-amount German banknote during tile 1990s.
It shows a portrait of Clara Wieck Schuman (1819-1896) with her name and dates of life, and a drawing of
a large lyraguitarre, overlaid over tile silver form of a smaller lyre. (A fragment of a lyre comes in tile security
mark at least three times). On tile reverse one sees a large picture of tile piano centrally placed on the banknote,
tile facade of tile Hochsche Konservatorium in Frankfurt am Main in tile background, and several tuning
forks. It is unclear whether tile image represents only one fork shown in a vibrating position, or five of them.
The German narrative is, thus, clear, unequivocal, and overly emphasized. Yet, tile lyraguitarre was not an
instrument played by tile famous pianist, and very few commoners know that instrumentwas quite popular
in the Romantic nineteenth century. To many of us, that lyra is an element of Greekness, which still plays
forth as a symbol of any Romantic epoch and character- again to tile connoisseurs. And tile facades of buildings
shown in tile background are known to few Germans, not to mention tile infallible infinitesimal percentage
of oilier Europeans.

The Italian banknote of 5000 lire with Vincenzo Bellini (1801-1835) was almost boringly classic, as was
Austrian 5000 Schillingwith the likeness of Mozart. The imagery of these banknotes brings nothing that the
viewer already does not know abouteach composer, and the pictures ofLaScala and theStaatsoper, respectively,
suggest nothing besides tile fact that opera is a national asset and a national contribution of Italy or Austria
to the world culture. Since these images restate obvious facts, their informative and educative role is weakened.
An opera house - the Paliasvili opera house in Tbilisi, named after tile featured Zaharij Petrovi Paliasvili
(1871-1933)-is also reproduced onGeorgia's 2lari. The portrait of the national composer and folklorist, together
with the two-staff musical quotations from his opera Abesalomda Eteri, make the design simple and elegant.
Elegantsimplicity also characterizes the Slovenian 200 1olarjev,where the building of the Slovenska Filharmonija
in Ljubljana is counterposed by a facsimile of a page from an edition of a composition by Jacobus Gallus
(1550-1591), whose portrait is reproduced on the obverse. On these banknotes musical scores as well as
buildings seem just to balance and complement, in a decorative-ornamental manner, the portraits. At the same
time, tile Yugoslav 50 dinara - portrait of Stevan Mokranjac (1856-1914), a few notes, a fragment of a piano
keyboard, a photo of the composer in standing position, and two short fragments of a staff- is not overwhelmed
by symbols, has a chromatic elegance and modernity that take after the style of the Swiss banknote, and thus
chase simplicity away. The moderate modernity of the banknote's design is somehow in contrast with the
folkloristic/ pastoral/romantic character of the Serbian composer's musical (mostly choral) style.
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There is classic simplicity also on Estonia's 50 krooni, beariny o ti b .
and conductor Rudolf Tobias (1873-1918), with ar ,,,""he obverse a portrait of the composermnorgan in the backgr d dand ballet hall Estonia, opened in 1913 with perform f, rouna, an on the reverse the opera
The banknote has the austerity which is somen,,"""""S""works by Tobias, under his conducing.
countries. It is made with a simplicity hat ts n,',,,,$""""""iconography of Protestant-Scandinavian
Ukrainian 20 grivei (portrait, opera house, and e»tens#,"""?n 100.0oo ryber (opera house), or the
obverseofBellini's Italian 5000 fire, the reverse of the Mozart' onStic ecorations), and also simpler then the
50 kronor, or the reverse of the Georgian 2lar. ('sAustrian 5000shilling, the reverse of the Swedish

TheArmenian50dramhasontheobverseadrawnportraitofA H c •
house (which also has a concerthalt nameaHaaurai)int+,,",];$"2?ran(d999-1978)an4the oPena
h Id

. d ti • , on hereverse a allet dancing couple
o mg swords, he image of the Ararat Mountain an outline f th Ir II

th I f
. , , o e vrn m scro , and a notated fragment

from e Sabre Dance fromHa'aturian's balletGayane. Theexcessive realist fth ki' :h d •
I d th b

• mo! he itschy lancers is balanced
and salvage(on ebanknote by the hand-etched portraitof the composer; d • II th • •• b · • • . . ana, especially, emusical quotation
which .nngs a little bit of nonfigurativeness. In fact, labeling these designs as (resulting in/ from) dull, the
matter should be discussed from the pointofview ofan art critic. Realistic buildings usually look dull because
they representand obey a common, facile, less imaginative iconographic repertoire. Yet, from the perspective
of a social and political analyst, such monuments belong to the world of old-fashioned, sentimental
representation: they connect with the specific place, culture, nation, and therefore nationalism, more easily
than composers faces. Whereas elements such as musical quotations, regardlesswhether they are suggestive
fragments or legiblemusical texts, function like abstract and modern graphics, which is more in conformityto contemporary artistic trends. From this perspective, the case of theSwedish 50kronor is unique: its reverse
IS spectacularly modern and still, it displays a folk instrumentwith musicologically correct pitches, registers,
and scales resulting out of its tuning, keys and strings. There is also there a polychromatic explosion of notes
(actually an artistic/ pictural score, belonging to the contemporary composer Sven-David Sandstrom). This
score complements that scholarly demonstration with an impressive, vanguard-futurist graphism. The
contrasting obverse is classic (singer's face, aria fragment, opera hall), demonstrating that the banknote was
conceived by two very different designers.

However, the symbolism provided by musical buildings should be tackled also with the speculative
instruments of a cultural anthropologist. Thus, within the representational imagery and imagination, the heavy
and impressive opera buildings function not only as a sign for national consecration and bourgeois luxury.
They are impressive yet celebratory homes, massive yet affordable, grandiose yet secret, public yet intimate.
Theirphysically objective and opulent space is also the receptacle and presenter of the hidden delights actualized
or achieved through music. The rocky Sphinx was replaced on the Romanian banknote by the Atheneum
because a natural element, wild altitude, tourist attraction, as well as an only doubtful historical speculation,
are "less human" than a house of cultural, personal, and civic-social delights. Themountain megalite appears
too natural, primitive, and cultureless. Whereas musical buildings are institutions in which the secular state
perform its lubricious liturgies. They encapsulate poetry, daydreams, sentimentalism, and ecstasy provided
by music and allowed or sponsored by state power as a reward, gratification, and freedom.

The English banknote of 20 pounds is modern and interesting, sober and playful, nice and elegant, and
froman informational point ofview,well balanced. A portrait ofSirEdward Elgar (1857-1934) is accompanied
byWorcester Cathedral viewed from thewest, St. Cecilia holding a portativeorgan, a heralding angel blowing
the trumpet, subtle musical keys in the background, and rains or rays of falling-flying round notes and flats.
The Worcester Cathedral is a place where Sir Edward's musical pieces were premiered and performed, and
any English musicologist can tell plenty about the connections between the composer and the establishment,
monarchy included. In another paper (Marian Balasa 2001) I discussed in more detail the English banknote,
revealing several contrasting or parallel issues with the Romanian 50,000 lei. Now, it might be closer to the
presentapproach and topic, orat least interestingwithin the presentcontext, to say that during my interviews,
which focused on theopportunity and choice for a particular composer, the discussion on Su Edward banknote
proved to cause one of the most suggestive and effective brainstorming sessions.The first and only musicians
on English money, Sir Edward was chosen because only a few local/ national composers gained a significant
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. th uch as Purcell or Byrd, are still less known to the general public.
reputation and fame. O""PP"";]a nanaia" -1as told by a gay musicologist, who dGutted
"Britten was homosexual, an us mug . d ify if h .

. . . 1 be I d tofeature on national banknotes. Then, in order to ver! :suchamattitudethatBritten mightever' ·accepte torea 'Or ·kr • that Britt
would bear hold, I asked another musicologist (Jeremy Montagu):"Onceknowing' at tten was gay, would

till I f hi t f ature on a banknote?" The elder British organologist replied: What has that got
9"%,2 2;"""""",","}",""5posere so was covsk. so ts ma@ctr or he ars esashment." Andliento o w1 1 us qua I o a co • • h. (d · •
I asked him again: "Do you think those in chargewith issuing banknoteswould accepthim despite this appurte-
nance of him)?" he just said: "The Queen conferred the Order of Menton him.

WHAT AND HOW MUCH CAN ONE LEARN FROM MONEY'? A few European banknotes are excessively
redundant in their iconography, having toomany elements strengthening the idea ofprofession, characteristics,
and cultural heritage left by the person shown on them. And this is the case with Romanian contemporary
currency. On the 50,000 lei banknote, besides the portrait of George Enescu (1881-1955), on the obverse are
shown a profile of the violin engraved in pink color; a three-dimensional violin in the maroon bronze color,
the triple f-sign, 128th notes, with staves and notes as the background. On the reverse is shown a long and
swinging staffwith a fragment fromEnescu's music, theviolin profile, a reversed triple f-sign, and innumerable
G clefs in the background. Actually, the Enescu banknote had two slightly differentversions. The first, issued
and released in the fall of 1996, had on the obverse two pairs of 128th-note values. On the second version,
released in 2000, the pair of 128th note appears only once, but the violin shape doubles. From this design one
learns that Enescu was not only a virtuoso violinist, but also a complex composer. However, the most difficult
aspect of the banknote to understand is the presence of a natural rock, shaped with a human face, known
to Romanians asTheSphinx, which is located in thehigh BucegiMountains in Romania. This monolith image
makes the banknote speculative and almost philosophical.

My attempts at finding outwhat people involved in designing this banknote actually had in mind failed.
The National Bank invoked the confidentiality imposed by the law and contracts. The author of this design,
the professional engraverwho made all designs for the Romanian banknotes of the 1990s, refused to cooperate
on equally self-protecting and contractual grounds. It is certain that he collaborated with a musicologist or
a musician in designing the currency, but I was not able to identify that person either. Apparently, the music
advisor was not a very good, since a better choice for the music fragment inserted in the staff waving above
the rockwould have been the "Man'smotive" or the "Sphinx'smotive" in their most typical interval constructions
(as they were identified in Cosma 1967 and theorized inMarian 1991). This melodic motive appears in various
interval hypostasis- fromdescending semitone plus augmented second to semitone plus minor or major third,
perfect fourth, and especially augmented fourth- and characterizes not only Enescu's Oedipe opera, but also
his other mature works. The persons deciding on what symbols should be featured on money did make a
connection between the Sphinx (La Sphinge), the central character in Enescu's opera, and the Romanian
homonymousmountain rock, but they did not go up theverymusicological and philosophical end of connecting
these two elements with the musical motive which identifies the Sphinx, the Fate, and the Man as the victor
over the Sphinx, which is that cell of a semitone plus (most often and clearly) augmentedfourth. It is possible
that the designer picked up this fragment of the staff from somewhere in Oedipe score, treating it exclusively
as a graphic ornament. There ison the banknote present a hint about Enescu's complex opera, with a plenty
of fourths defining his compositional style and expansive/heroic melody. Yet, it is not the "Man's motive"
(semitone and augmented fourth), although the Sphinx Rock in Bucegi is also very close to The Man Peak of
the same mountains. Consequently, the attempt for musicological and philosophical completeness is stopped
inits way and, however, all these and such connections and philosophic joys are far beyond the grasp ofcommon
money bearers. In fact, the narrative of this banknote is excessive, and difficult to understand even for my
colleagues. From eight professional musicologists I interviewed about this currency, none remembered or
mentioned Oedipe, Enescu's leitmotivic music, or the character ofSphinx; and all of them thought the Carpathian
rock was pointing only atEnescu's majesty and importance in the history of Romanian artmusic. This means
that too many intellectual elements and messages end by missing the intended cultural and didactic targets.

In September 2001,I read several analytical, critical, and amusing pages about the cultural signification
of Enescu's presence on paper money (Marian-Balasa 2001) at an international symposium devoted to the
celebration of Enescu, not knowing that exactly at that time another ·u fth p b k beingr version o e same an note was
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conceived. Because of the generalization of the polymer banknotes, as well as of the need for multi I in
the security elements, the Romanian National Bank had to issue a new editior fth E; b k p y

• ff" • I· 0 graph t k no 1e ·nescu an note, andtheartist ot tmnanc1at1cono pny took an opportunity to renew his design as well. This edition was raduall
disseminated during 2002, yet preserving 2001 as its release year The iconog l · h "• I d th. · . . • rapmuc changes lemonstrate
that the artist consu tec is time a musicologist. (The questionnaire I sent him 2000, ·h I · 1 · d

b · • t • ·ithhi ··ahth; l yd, mn ,when vainly trie
too tam an interviewwn um,mugl 1ave P aye a role too.) On the obverse, the two notes with excessively
numerous flags have now become reasonable thirty-seconds; instead of the triple f appeared a neoclassic­
romantic lyre; and next to Enescu's portrait there is now included a large violin. On the reverse, transformation
was more radical: the Sphmx rock in the Bucegi Mountains was substituted by the Romanian Atheneum,
a culturally and architecturally prestigious building in Bucharest and a "musical temple" par excellence. The
same lyre penetrates the plastic foil mstead of the formerfff; and on the right-hand side is included a picture
of a short piano from the Enescu Museum, which belonged to Enescu. The flying/swinging musical staff,
initially taken almost randomly from an Enescu score, is now replaced by a perfectly horizontal staff with
the melodic incipit of Enescu's opera Oedipe. This is indeed great, except that musicologists (or, perhaps
Enescologists only) get now more upset than ever. The superb, unique, impressive phrase of that melodic
initial, the one which generate leitrnotives and music-dramatic moments of a colossal discursive importance,
has several critical mistakes. The engraver treated the staff like an artistic ornament rather then a specific text,
and instead ofB in the key signature, the illustration shows Ab; F# is changed to Fl; the noteC is changed
to a kind of E having the tail traversed by a short line, that "cut" representing the E line, although the head
(black/ round) of the note is placed in the C's space. Obviously, there was an intention to represent the pitch
and note of that profound C, only that the engraver did not know what is the role of the E's line above the
note. As all Romanian musicologists and all international Enescologists know, this short melody represents
the musical name and definition of Oedipus, which Enescu - who often declared Oedipe c'est moi! - used as
his intimate signature. Bymutilating themelody and the musical definition ofOedipus-Enescu, the designer
of theRomanian national banknote produced an icon and text that turns Enescu's name into a sort of common
noun. Thus, heminimized Enescu's originality and uniqueness, and again motivated the Romanians' complex
of being internationally marginalized. In fact,a good intention behind selecting Enescu for the banknote, just
as in Brancusi's case, got slightly compromised.

In addition to whatwas communicated by the earlier paper banknote of 50,000 lei, its plastic edition adds
to Enescu his qualification as a pianist and composer who used the piano for composing. To think that this
iconographic portrait will present him also as an accompanist, as he also was, would be too much to expect.
Through the openingmelodic statementofOedipe and its leitmotiv which generates thewholeopera, the latest
b nkn t ks I I b tOedie.It illustrates theAtheneum, which is the site known to all Romaniansa o espea morecearya ou c 1p • , ) Th • d. bitbl like 1es
as a bastion of symphonic music (where the organ was boughtwith Enescu's money). em u i_ a. e I ·en s
of the violin and other violin-like shapes demonstrate that Enescu was also a world famous violinist. Since
itseems that the transformation ofRomanian banknotes has became a financial tradition (though money wasting),

· · h Jd t lvcorrectEnescu's signaturemotive, but alsothe next design of thesuperficial/official engraver shou no on Y . d d
d teEnescu'squality as a conductor. An.onewonders,

add a conductor's baton, in order to recuperate andpromo ±nted culturalpersonality, what symbol
since the idea of Romanian money IS to tell everything about represer P
might be used for also suggesting Enescu's teaching career?

• . • I and elements are not unique to Romanian currency.
A dense narrative and the multiplicity of symbols a! chas possible) on thesmallest and most

some oher states also have a tendency to tell0us6ve"""<,",",his nos on theoverse two portraits
popular public space, such as the currency. The Swiss ba, . ti - ppercorner a likeness of thecomposer
f I I upportra1tan ,in 1eu 'o ArthurHonegger (1892-1955): a argec os': 1 th . keys. Of course, the composer's face can
writing on a music sheet while his left hand fingers touch eP"%""' ,neestaves ofchordal sixteenth-notes,
be . . . . On the reversearesown .seen also as a filigree in the opposing corner. . . d t et pistons. Similar to the Romanian Enescu
piano keys, wheels of the famous locomotive Pacific 231,an rU"!_.al, and thus the musical education is
banknote, the information here is excessive, the redundancy is max Ma+

forcefully inflicted.
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In contrast to the symbolically overloaded banknotes, such as the 50,000 Romanian lei and the 20 Swiss
francs - where musical information is far beyond the grasp and knowledge of an average person- stand the
French 20 francs and the Hungarian 1000frint with Debussy and Bartok respectively laying in a broad
informational self-sufficiency and pictorial solitude. Somewhere in the middle should be set the Brazilian
banknotes with their musical symbols balanced, legible, and ostentatiousless. Classifying appearance of bank­
notes we find at least four levels of informational substantiation: (1) a small and suggestive one (Hungarian
and French banknotes); (2) a clear but still soft one (Finnish and Danish banknotes); (3) middling but thick
one (German, Austrian, and Italian banknotes); and (4) the ultimate strongest and intensive one (Swiss and
Romanian banknotes). The musicologically significant 50 Swedish kronor (with the analytic image of a string
instrument), and even philosophic suggestions of the 50,000 Romanian lei (the Sphinx in stone and its motif
from the opera score), together with the overloaded design of Swiss banknotes, communicate perhaps too
much to their users. Consequently, the contents of these latter banknotes (1) fail to reach the larger audience
in what it was presumed to project subtler and higher; (2) fail at popularizing the most intelligent ideas and
symbols; and (3) fail to educate people through what images are containing at their best.

NATIONALINSTRUMENTS-NATIONALPROFILEANDPROMINENCE.Many nations have a particular musical
instrument which was, or still is, most popular with a large population, and can, to some extent, symbolize
national culture. Such instruments are the sitar for Indians, didjeridu for Australians, mbira for several African
peoples, steel-pm, for Trinidad andTobago,kantele for Finns, bandura for Ukrainians, or panpipe for Romanians,
and not at all about jew's harp for Jews, which reflects a confusion that still goes on among a few musicians
and evenmusicologists. Similar identifications can be established for some nations in regard to dance (mazurka
is Polish, menuet is French,jig is Irish, tarantella is south Italian,flamenco is Andalusian), and to musical styles
or genres. Thus, doina is evoked as something typical to Romanians, dumy to Ukrainians, sevdalinka to Bosnians,
Ui11dler to Austrians and southern Germans, arabesque to Turks, overtone singing to Tuvans and Mongolians;
jojk is uniquely to Samish, and yodel is unique to Alps' people.

Although relying, at the beginning, on Great Britain's treasury and bank stocks, the Irish money took
the harp as a substitute for monarchic leadership, and thus emphasized the country's autonomy through the
symbol of peace. In this particular case, music provided a medium of dispelling discord. The Irish harp was
indeed a national symbol even prior to the state independence, but then, on the national currency, it worked
also as an undeniable and efficient political agent.

With the Romanian panpipe the story is somewhat strange, because the instrumentwas never a genuine
Romanian brand, and it should be more accurately related to, let us say, Latin-American or even Chinese
musical cultures. The panpipe has acquired its popularity in Romania relatively recently, and it has never
been a rural, pastoral, and wide-spread musical tool. However, the instrument became associated with natio­
nalism (Mesnil 1990), and- by the connection to the famous panpipestarGheorgheZamfirwith the nationalist
party in the 1990s - even with extreme nationalism, racism, and xenophobia. Thus, taking into account the
compromised status of folklore and panpipes in Romania, although they brought substantial, worldwide
fame to this country, there is no way for it to be acknowledged by democratic forces as a national instrument
or to be put on a banknote.

The reverse of the Kyrgyz 1 som banknote features the traditional string instruments komuz and kyaks.
Surprisingly or not, the Swedes did it, too. Artistically speaking, a very beautiful image of the nykelharpa adorns
one face of their 50 kronor banknote. Since the late 1960s this instrument has entered a phase of intense and
influential revival, and its popularity has led to its national consecration. The image of the instrument on the
banknote is realistic, shown against a fantastic and highly picturesque background, of an avant-garde musical
score. Swedish musicologists confirmed that the tuning system, featured on the staff is accurate. This design
successfully marries imaginative fine art with competent musicology. In contrast to the daringly modern,
organologically informative obverse, the reverse is totally conformist and classic. As mentioned, it appears
as the banknotewas designed bytwo different artists; the first, a modem, daring, visually imaginative, scholarly
well informed and inspired painter, and the second, a more traditional, classic/ conservative draftsman/
engraver.
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The very Finnish kantele found its way on the banknote of 500 markka, although +f , ,
accompanying the portrait of Elias Lonnrot (1802-1884), the father ofth 4,,, 'G"only in the background

bt ls fr nenational epic Kalevala. Music instru
ments can e also seen on paper moneyfrom non-European countries, such as the 100francs issued in 1973
by the Institute d'emission d'Outre-Mer of the French Republic (Tahiti; ·« I 1 . 1 .
anion or 1oooouguiya fromMauritania vented women plajinesri4~,,]"P"""}E"",won the 1972

e, 4a#pa fr rumentanc igdrum), or the 1983
edition of 1000 ariary/francs from Madagascar (peasant blowing a short six-holed flute).

HOWCANGREATCULTURALFIGURESDIEAGAIN.The first new banknote issued in post-communist Romania
wasone of 500 lei, and representsConstantin Brancusi (1876-1957), chosen for both cultural and political reasons.
Romania's governmental officials wanted to rehabilitate the great sculptor in several ways. First of all, they
wanted to wash away the shame inflicted in the early 1950s, when ignorant communist leaders denied to
give back to the artisthisRomanian citizenship and consequently hechanged his mind and refused to donate
his works and art studio to Romania. For Romania and Romanians is a big loss that Brancusi's legacy became
the property of France, and thathe is still usually known as the French and not Romanian artist. Local political
factors decided, therefore, to fight for his renaturalization and renationalization by including his portrait and
hisworks on the first new and mostvaluable Romanian banknote. A well-designed 500 lei banknotewas issued
in 1991, but obscure reasons lead to its withdrawal and substitution with theonewhich was poorer in design.
However, Brancu~i was still featured on it, projecting the message that- despite the fact that captions in many
museum in the world listed him as the French artist- hewas also, or primarily Romanian. The next banknote,
of1000lei,was dedicated toMihai Eminescu (1850-1889), themost popular poet to all Romanians and identified
as the national symbol. Because of the high inflation, both Brancusi and Eminescu banknotes quickly became
deprived in value and substituted by coins. Brancusi disappeared already in 1995, and Eminescu lasting a
little bit longer. The story of the two banknotes clearly speaks about the Romanian political incompetence:
TheRomanian economy went until 2000 frombad toworse, politics wasmore than disappointing, and cultural
attempts to demonstrate national value went hand in hand with it.

In the 1990s, inflation also expelled the composer Dobri Hristov (1875-1941)from the Bulgarian currency
of 500 Iron; as it did in Brazil with Heitor Villa-Lobos (1887-1959) and Carlos Gomes (1836-1896) from the
500cruzados and 5000cruzeiros, respectively. Due to bad economics, thesemusicians featured for the first time
on national banknotes did not survive for a long on the papers representing their countries and nations. Bela
Bartok was also dropped from the Hungarian national banknote: His bill of 1000forint survived until 1997,
when,surprisingly or not, the musicianwas substituted by the Renaissance kingMatthiasCorvinus (1440-1490),
the raven king, whose symbolism and outfit are those of a terrificwarner. Was Bart6k s message too modest,
faded, and peaceful? Indeed, a mother breast-feeding her baby on the reverse of that banknotewas somehow
advancing a too softmessage,while thewarring kingcorresponded perhaps tomuch more intensified political
ideas and actions.

Whilesome states and nations succeeded or failed in consecrating and imposing their musicians on bank­
notes, someother acted in a completely differentway. Lithuania, for instance, planed to feature thecomposer

d · · · . Cr ·Ii • (1875-1911) on its most precious banknote of 1000 Illas, butan painter Mikolajus Konstantinas ruriuon1s . f d tin th, " mni ue European
oncethecountrywasinvitedtofullyjointheEuropeanUmon,thequestiono a op. g de Hu q th

:. +di • the banknotewas terminated. Iowever, anot er
currency" came in and the process ofdesigning and 1ssum' + ·i rt and one proposition was
h · · • b th d • n of the new Lil uanian passporope was arising when it came a out e esig 11 • and art to blur the politics
to include Ciurlionis's portrait as a security watermark, and hence to a owmusic '
or to turn music and art into a political ornament. th • ti 11 b longed to nations or at least carry eu par cu ar

HOWMUSICALCANBETHEEURO?Cultures alwaysPe"_,- aonalist, and even the highly universal
ks. Folk · ifb d d d II d world music, isalways nat ni •mar . ol music,even len e an calea 5a,lobalization, bears treats ofparticular cultures.

symphonicmusic, in spite of sincerely or snobbishly assumed8"" ,orting, and balancing all particular
The iuropean Union has to taint tie detcate task of"P","$querity.hero has to star from
differences of its constituent states, while assuming_ non; . 1 ew stance formulticulturalism. Its design
any form ofparticular and overtnationalism, and itis de mite y, an ised European culture will have to cut
tells that since particular (national) cultures are somehow:mpmr.ct t~ advance into artificiality.
ties with history and invent a new (union's) culture; and us, m '
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Des ·t th f tth t the 1eralization of the singleEuropean currency would have theadvantage ofenlarg-ptet etact 1at egene ·th id f"« iltur 1l 1bol"b
ingthecirculationareaofculturalsymbolsrepresentedonit,thefactthat ei _eao cu ra sym ~ ecame
transnational and abstract has undermined the old idea of cultural symbolizing and representation. There
will be no cultural knowledge, learning, communication, exchange, butsimple, anti-sentimentaland non-geogra­
phical marking, the celebration of an order through no actual story (i.e., myths), the celebration of a superior
governance and administration through architectural formalism, lines, calculations, and figures. People's curiosity
for particular, which was a taskof the former currency-making system, isdismissed in favor ofpeople's passive
acceptance of universals. Among the so many consequences,no one will ever get the possibility of identifying
an exact financial amount with a particular human face (which, in the past, both humanized the money and
created the opportunity for people to ridicule the establishment). Thus, the language itself changes, and the
mentality loses a motif of its playfulness and joy. Not even on the territory of one single nation or state there
will be created a possibility that an ideological and imagological element equalize the monetary value of a
banknote, because money and banknotes have now the same identities all over Europe, and a universal com­
munication is possible only through the arithmetical figure. In fact, there is no longer any cultural and/or edu­
cational impact of the image on banknotes. Asmy inquires, interviews, and questionnaires have demonstrated,
the more and varied banknotes circulated through people's hands, the less people paid attention to the images,
names, and symbols banknotes carried and bore. The state cultural/ artistic show-offmight have been perfect,
but its educational aim was missed. However, prior to the euro, at least that educational aim was possible.
Nowadays, this is no more.

How cultural is the currency of the European Union? Obviously, if compared with the political narrative
of the former banknotes, the euro has no cultural/educational purpose. The euro says nothing beyond itself.
The confederation of European states is striving to construct its identity by going beyond the very idea of nation
(perhaps hoping that this implies the end of nationalism), as well as beyond the very idea of a "concert of
nations".Concert, consonance, harmony- all musical references or associations (whether formal or metaphoric)
- suffice no more to the New, future Europe. In fact, that entire musical/musicological language transferred
into the political discoursewas formalized during outdated/ outworn times and political systems. The imperialist
imagological discourse, based on illusionary and pretended idea of harmony and symphony ofdifferent nations
- well illustrated on the early-twentieth-century Austro-Hungarian banknotes, that addressed themselves
in all languages of its constitute nations - was typical to historically dated forms of state (Marian-Balasa
[forthcoming]). It seems that a democratic union of states has to avoid references to individual nations, because
(among other rationales) nationswere actually never formulated, identified, and counted correctly, and because
ethnic groups that have never been given the status of nation should be no longer marginalized or excluded.
For such ideological problems of theEuropeanUnion, H.R.Wicker's book (1997) is an intellectual feast. However,
my concern here is the pictorial (self-)representationofstate on papermoney, so thatwe have to navigate through
political ideas with much more flexibility and speculative risks than if having to deal only with printed texts
and official declarations. However, fact is that, in order to avoid anynegative feeling, competition or (mis)repre­
sentation coming from linguistic or ethno-cultural groups, the EuropeanUnion decided to leave aside national
images or symbols, reason for which its banknotes have no identifiable national, regional, or individual image.
Definitely, the presence, role, and representative power of culture are minimized and expelled. As well it is
dismissed the psychologically working capacity of icons and heroes. Instead, we have this cryptography of
theoretic bridges, windows, and gates, which, both theoretically and by design, are indeed nice. In fact, they
are much nicer than many banal facades'. unattractive portraits, common instruments, that, on old money,
were individually dull, together composing nostalgic/ sentimental stories. Now, on the contemporary euro
there JS no more story or discourse, lecturing or propaganda, as well as carnal representation. This shift from
visual concreteness to a sort ofabstraction represents a mentalmaturity which is desired, whereas all ethnological,
anthropological and cultural studies witness for a man that is still under the spell and need of visual repre­
sentations and fantasies.

. If we were to find a musical equivalent to the drawings on euros, this would be the universal and cosmo­
politan avant-garde music of the twentieth century, the music that is universal and cosmopolitan because
it avoids any rhapsodic-descriptive figurativeness. Abstract as avant-garde symphonism really is, this music
also excels in non-emotional, rational or arithmetical conception. Over the last decades of the twentieth century,

182



Music in Art XXVIIl/1-2 (2003)

modemartmusicwas representedonmoneyonly through the nineteenth-century-born composers, who were
responsible for nursing and launching 'national schools" and national musical idioms. They were
founding-fathers of different formsofmusically expressed nationalisms, of those competing nationalismswhich
failed tobrmgcomplete social and political peaceand cooperation.Since drawingsoneuro do not recall a specific
name or place, but a nowhere which can be everywhere, the euro says that the time has come for the peoples
and states to surpass localism or nationalism and find the universal/cosmopolitan/global language of
modernism. Thus, the euro is really tuned with the new, twentieth-century-born symphonism.

In fact, to the popular imagination, the eurd's bridges, gates and windows are exactly what the musical
staffs (on Polish, Romanian, Georgian, Armenian, Slovene, Swedish, Swiss, and Yugoslav banknotes) were:
strictly decorative graffiti. Musical scripts tell nothing to common folks, because nobody reads on them any
particular (musical/audible) text. Rows oflines and little notes, keys, bars,chords, accidentals,are to commoners
just abstract ornaments. Their exclusively graphic/decorative value correlates to the exclusivity
graphical/ ornamentalqualityof the "universal" symbols invented for theeurooutof nonsensorial, impalpable,
mental representations. There is no history, memory, or emotions there. Like on a musical transcription, the
emotion is not actualized, communicated, butonly presumed. And as there is just a tiny elite capable of reading
and taking pleasure out of the graphical visualization of a musical fragment, there is also a very tiny group
of visually and philosophically initiated who can find satisfaction in purely artistic drawings such as those
on the euro. Euro is, definitely, an elitistdesign, either representing a desired imaginary and representational
maturity, or forcing European populace to be all spiritual and intellectual elites.

One could also interpret, thatwith the euro, the formerly talkative money is silent, in the sense that there
is less speech and definitely nomusic coming from its iconography. Why? Perhaps becausemusicwas always
nothing but invented differentiation and created struggle, emotional stirringup and mental shake, rambling
and fantasy, meant to end up in a peace or happiness or tranquility that practically lasts just until the sudden
noisy applause, and is remembered as an elusive/illusory past. By giving up music, the futunstic design of
euro pleads for either constant, eternal music, or silence.

I thankhere a ainJerem Montagu, JonathanStock, and RaziaSultanova (UK),ClaireLevy (Bulgaria), MauriceMengel (Germany),
smwet AnauoastdMenezes Bastos (Brazil), Margaret Beissmger, Dan Bora, and Zdravko Blazekovi (USA), Ana Soares
@sos.en»@sr«ii.rsiosier.oiisr@es«iv@fzEgg,2,,2"2"!72.1..222
(Armenia) for helping me with information and answering my questto~naues c~nccminged images of one or two sides of Particular
Lechner (Aastrio) vadmuro cantalsPpi duly) and pan t.ante9")"",";" cots was handed over to me y
banknotes. Morn soles usA) gave me he initial in0n",,"2,,h"layts«sessence on Ros»nion sooi»
Auste Nakiene (Lithuania) - thus their use here is due to then• . L d Nucu Tcodorcanu answered questions and
lei, Luiza Popa, Nora Andrei, Steluja Popa, Mihaela Nubert-Chean, Marian upascu an
sharedwith me their subjective impressions.
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20 Frenchfrancs
Claude Debussy

100 German marks
Clara Wieck Schumann

5000 Italian lira
Vincenzo Bellini
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Arthur Honegger
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500 Brazilian cruzados
Heitor Villa-Lobos

500

5000 Brazilian cruzados
Carlos Gomes

5000 Polish zA:>ti
Fryderyk Chopin
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50 Estonian krooni
Rudolf Tobias

50 Armenian dram
Aram Hacaturian

2 Georgian Zari
Zaharij Petrovic Palia§vili
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INTERPRETATIONS

THREE PAINTINGS FROMTHENARODNA GALERIJA SLOVENIJE, LJUBLJANA
Judgement ofMidas by Abraham Janssens
Musical Instruments and a Celestial Globe by Bartolomeo Bettera
A Shepherd Playing the Flute by Giacomo Francesco Cipper (II Todeschini)

by Darja K0TER
Akademija za glasbo, Ljubljana

In 1999 the Narodna Galerija in Ljubljana organized
a series of lectures focused on the interpretation of paint­
ings in its collection.' Among the motifs discussed were
still-life paintings as a premise for researching the food
and nutrition habits from the 17th to the 19th century,
mythological paintings with Diana, motifs related to car­
tography, and motifs which included music-making and
instruments.' About a dozen of 17th- and 18th-century
European paintings in the collection contain musical mo­
tifs and instruments: Abraham )anssens (ca. 1575-1632),
Judgement ofMidas (oil on canvas, 115 x 168 cm, no. 3051);
Matteo Ghidoni, known as Matteo de' Pitocchi (ca. 1626
-1689), PublicMerrymaking (oil on canvas, 72 x 126,5 cm,
no. 2102); Bartolomeo Bettera (1639-after 1688), Musical
Instruments and Celestial Globe (oil on canvas, 95.5 x 141.5
cm, no. 1500); Almanach (active 1667-1680), Still Lifewith
Skull and Violin (oil on canvas, no. 3062); Antonio Calza
(1653-1725), Battle with the Turks (oil on canvas, 67 x69.5
cm, no. 983) and Battle with the Turks infront the CityWalls
(oil on canvas, 93 x 122.5 cm, deposited at the Academija
Umetnosti, Ljubljana); Giacomo Francesco Cipper, known
as II Todeschini (1664-1736), A Shepherd Playing the Flute
(oil on canvas, 75 x 60 cm, no. 982); Johann Josef Karl
Henrici (1737-1823); Concert at the Oriental Court (oil on
canvas, 68 x96 cm, at the Akademija za Glasbo, Ljubljana)
and Concert with the Lute Player (oil on canvas, 68 x 96cm,
at the Akademija za Glasbo, Ljubljana); Gino Severini
(1883-1966), Still Life (tempera on cardboard, 35 x 59 cm,
no. 1995). For an analysis in this essay are selected the
mythological scene Judgement ofMidas (early-17th-century
copy of Abraham)anssens); a still-life painting by Bartolo­
meo BetteraMusical Instruments and Celestial Globe (second
half of the 17th century); and the genre painting Shepherd
Playing the Flute attributed to Giacomo Francesco Cipper
(first third of the 18th century).'

The Flemish painter Abraham Janssens, known as
Janssens van Nuyssen (Antwerp, ca. 1575-Antwerp,

1632), was first an apprentice ofJan Snellinck in his native
town and then, between 1598 and 1601, studied in Rome
with the Dutch painter Willem van Nieulandt I. At that
time he expressed great interest in ancient and Renais­
sance sculpture, what strongly influence his work.'
Around 1602 Janssens returned from Rome and became a
master in the Guild of St. Luke, the most important asso­
ciation of artists in Antwerp.Janssens was one of the most
important painters, greatly influencing the development
of Flemish art before Rubens. His works are mostly large­
scale paintings with historical, religious, andmythological
subjects, and also portraits modeled after Michelangelo
and Raphael. His work has the characteristics of the late
Dutch Mannerism and the Bolognese school, and was
highly esteemed in Antwerp but later suffered in the
comparison with Rubens, his brilliant contemporary and
rival? Abraham Janssens was the father of the painter
Abraham II and the father-in-law of Jan Breughl jr.

Janssens's compostion Judgement ofMidas, dated to ca.
1601/02, immediately after the painter returned from
Rome to Antwerp, has its roots in the late Dutch Manner­
ism typical of Abraham Bloemaert (1566-1651) and Hend­
rick Goltzius (1558-1617), and stylistically belongs to his
early period. Many ofJanssens's paintings had been copi­
ed already in the seventeenth century, especially after
1620, and the work in Ljubljana is the oldest known copy
of Judgement ofMidas, which Joost van der Auwer cred­
ited to Janssens's workshop. The original Janssens's work
was auctioned at Sotheby's in London (9 March 1983; lot
number 61) and its present location is unknown.

The mythological iconographical program represent­
ed in the painting was well known at the time, and in·
cluded in canonical works like Ripa's Iconologia (1593,
1603) or Ovid'sMetamorphoses (XE85-193)' where it was
connected with the idea of perpetual renewal, alteration,
and transformation. The painting at the Narodna Galerija
depicts the part of story in which Tmolus, the old god of
the mountains, wearing a wreath ofoak leaves around his
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1. Abraham Janssens (ca. 1575-1632), Judgement ofMidas (a copy made by a workshop, beginning of 17th century). Oil on canvas, 11
x 168 cm. Ljubljana, Narodna galerija, inv. no. 3051.

grey hair and temples, is sitting on a rock, judging the
competition between Apollo and Pan in the presence of
the nymphs, king Midas, and the mortals. The model for
Janssens's original is not known, but the Ljubljana copy
indicates that he followed sources frequently used at the
time. It was his characteristic that he modified and adap­
ted a chosen artistic model in a loose, at times profession­
ally inadequate manner, transposing it into a new organic
unity. This was Janssens's fundamental weakness in com­
parison to Rubens, who was well known for his connois­
seurship of the literary source material. His best work
Janssens produced when he could rely on the composi­
tions of illustrious predecessors, often the art of Raphael.'

The figures in the painting are organized in three
groups: in the foreground are five nymphs in a conversa­
tion; Apollo, Tmolus, and Pan are centrally positioned on
an elevated rock; and behind them in a shade is a group
which includes king Midas, and a man and a woman re­
presenting the mortals. The motif is set in a mountainous,
rocky landscape, overgrown with a dark forest, leaving
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just a partial view to the distance. The composition of the
painting is divided in two; both halves separate the scene
horizontally and semantically. Following the tradition of
Dutch compositions, the central object - King Midas- 15

almost hidden in the background between Tmolus and
Pan. His figure is markedly shaded, and under the crown
are visible his ass's ears, which he received from Apollo
as a reward for his misjudgement of the music played on
the panpipes and denial of Apollo's superiority m smgrng
and playing. Next to him are included the brightly ht
heads of a male and female, symbolizing the mortals. In
depicting main figures in this way, the painter wanted to
create a complex intersection of groups and show off the
inventive talents. However, he did observe the req""f
ments of a balanced composition in which the painter s
interpretation conforms to inventive art as if it oppose~
nature. Art had made nature beautiful, ennobled, an
dramatic, what was particularly characteristic for the late
international Mannerism, includingJanssens's older car
temporaries Abraham Bloemaert (1564-1651)and Corne""?



Cornelisz van Haarlem (1562-1638)." I his allegories,
Jenssens lengthened figure s limbs and bodies covered
with heavy and rich garments. Such feature, typical of
Mannerism, resulted in the distortion of perspective,
although in more accomplished works of Rubens, this dis­
tortion remains unnoticeable.11 In some of Jansens's later
works- bearing in mind thatJanssens's original Judgement
ofMidas was produced in 1601/02 - like Scaldis and Ant­
werpia (Antwerp, Koninklijk Museum voor Schone Kun­
sten) from 1610, or Peace and Plenty Binding the Arrows of
War (Wolverhampton Art Gallery), created in 1614, the
draperies seem less ponderous, but that indicates perhaps
a graduation of certain characteristics in his later period.

The composition of Judgement ofMidas seems to be
characteristic of Janssens's style. He merged here the mo­
tifs of the musical competition of Apollo and Pan, Tmo­
lus's arbitration in Apollo's favor, and Midas's disagree­
ment with the verdict. An unusual figure dominating a
large section of the composition on the right-hand side
requires a special attention. The figure depicts a mighty,
grey-haired Silenus with sharp facial features, goat's legs,
pointed ears, and a raised finger, which can be under­
stood as a symbol of verdict and decision. Perhaps it is a
symbol, connected to the wisdom of Socrates and his
search for definitions (What is courage? What is justice?),
and inner values; without them - as he believes - real
cognition is not attainable. Socrates was depicted several
times in antiquity transfigured onto Silenus, and the re­
semblance between both the face and head is striking also
in this painting. Mutual characteristics are visible also in
the discordance between their outer appearance and inner
wisdom." Socrates was aware of human double nature
and called attention to the purifying rituals of transforma­
tion through which a person's ugly outer appearance is
removed to reveal the beauty of the inner self.13 As such,
the depiction of the Silenus is logical and semantically
completes the symbols of the ancient myth.

Despite the dominating nymphs in the foreground of
the painting, the scene is defined by the figures set in the
background. There is Tmolus, depicted as the old man,
with a long, grey beard and a wreathed head. His right
hand, with the index finger slightly pointed, is extended
towards the winner, while his left hand rests on his lap
covered by purple fabric. His head is turned in the direc­
tion of Pan, as if telling him to show inclination to "lyre",
according to Ovid's words. The look on the god of the
mountains is not decisive, nor triumphant, but rather
piteous and gentle, reflecting the eternal dilemma of
choosing the bestmusician or showing compassion for the
loser. Pan has already moved the pipes from his lips, his
head is lowered. and in contrast to his nature, his face is
expressing the resignation and peace. He holds in his
hands an instrument in the form of a curved raft with
seven pipes of graduated lengths. The painter has slightly
modified the ancient instrument, adding holes in the
upper part of the pipes, which were characteristic for a
duct flute. Such a stroke was probably not a reflection o
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his imagination; but rather looks as if he has modeled the
Instrument after the contemporaneous recorder, spoiling
the image of the ancient instrument.

Apollo, dressed in an ancient garment and with a
Phrygian hairstyle (of all the figures the most distinct in
terms of style), is standing on Tmolus's right side. He is
already decorated with a laurel wrath. His juvenile face is
impersonating a youthful, yet mature male beauty and
moral purity. His vestment outlines the body of a musi­
cian playing in ecstasy. His lira da braccio has rather
small body, consistent with the late sixteenth century and
the time of the original painting. Apollo's left hand is
placed on the neck of the instrument, and in his right
hand he holds a short arched bow. His eyes are focused
on the playing, and he has his mouth open like a poet
singing and accompanying himself on the lira. It seems
that the painter followed the Renaissance performance
practice, confirmed by the organological characteristic of
the instrument." According to the classification of liras by
Sterling Scott Jones, Apollo's instrument is an example of
the body shape of the violin with four comers (type A);"
yet its body is shorter, and its size and f-holes make it
comparable to a violin. As pictorial sources attest, the way
of holding the instrument is much closer to the violin
performance practice: Apollo holds it in a breast position,
the pegbox is slightly raised, which is seldom found in the
presented in iconographic sources." These elements are
consistent with the period when the playing techniques
were changing, gradually becoming more similar to the
violin playing, and firmly established in the seventeenth
century. According to Winternitz, sources relating to the
instrument appeared as late as in the time of Caravaggio
(1573-1610)" Compared to other sources, the clover-leaf
pegbox, with its five (rather then seven) vertically placed
pegs, seems quite exceptional. On the fingerboard there
are four strings (not five), and one bourdon string (not
two). The bridge is slightly curved and set below f-holes.
The body ends with the tailpiece and a visible button. The
slightly arched bow is placed on the strings near the
bridge. The frog, hidden in the grip of Apollo's hand, is
not visible. The instrument on the copy ofJanssens's pain­
ting is an example of the late-Renaissance lira da braccio,
with a few exceptions: while the body shape is closer to
that of the early-sixteenth-century instruments, its size, f­
holes, and the playing position can be compared to a
violin and performance practice from ca. 1600 and the
seventeenth century, which brought the painter closer to
the actual musical practice of his time. Particular elements
f the composition support the theory that the painting

{and perhaps its model) came into bei~g at the. end of the
sixteenth century, what makes it consistent with charac­
teristics of the instrument and performance practice.

The biography of Bartholomeo Bettcm (Bergamo,
1639-after 1688) is only partially known. It has been pro­
ven that in 1687 he dwelled in Milan and afterwards mov­
ed to Rome. Some of Bettera's signed paintings are pre-
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Interpretations: Darja Koter, Three Paintings

2. Bartolomeo Bettera (1639-after 1688), Musical Instruments and Celestial Globe (the second half of 17th century). Oil on canvas,
95.5141.5 cm. Ljubljana, Narodnagalerija, inv. no. 1500.

served in collections of Vienna, Prague, and Moscow."
His still-life paintings follow the style of Evaristo Basche­
nis (1617-1677) , the most distinguished representative of
the seventeenth-century Bergamo school, and the succes­
sor of Caravaggio's style. Among the common motifs
found in Baschenis's still lives are realistically depicted
musical and scientific instruments, books, flowers, fruits,
and other objectssouranded by richly arranged draperies.
These artworks represent not only a song of praise to the
aesthetics of musical instruments; but above all, they
express various symbolic meanings."

Still-life paintings symbolize nostalgia for the lost life,
as certain melancholic atmosphere radiates from the rea­
listic depictions of nature. The genre was developed in the
works of seventeenth-century Dutch and Flemish painters
and became, with some adjustments, favored in other
European artistic circles of the period. That vivacious time
of "dead" images produced a line of still-life paintings
with various titles, realistically depicting objects - such as
books, scientific and musical instruments, flowers, fruits,
and dead animals - in a harmonious composition of rich
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colors, highlighted by the exchange of light and shadow.
All of these paintings shared a number of common featur­
es: the lack of allegory on the evanescent nature of life, yet
a joy about the beauty of nature expressed in details; a
more or less revealed sensuality or a wish for the ever­
lasting existence of everything beautiful. The paintings are
filled with symbolic meanings, reflecting a variety of sen·
timents: from pleasant and warm to threatening an

d

monstrous." Zeri and Rozman describe Bettera's Musical
Instruments and Celestial Globe as an excellent example of
he Bergamo sill life from the second halt of the"%",
teenth century. lt is supposed that the paintingo,,
an unknown pendant of similar composition, but WI a
terrestrial globe."

On Bettera's painting, musical instruments, scor
books, and the globe are laid on a table covered by a viva­
ciously ornamented Oriental carpet. The composition
rounded by a red and golden brocade curtain. The inst
ments include four lutes, a shawm, a guitar, a violin, an
a double bass.



One lute is placed on an elevated stand in the back­
ground to the right. It is laid with its soundboard facing
down. Its pear-shaped body is obscured in the darkness,
and only a ray of light, shining from an invisible source in
the left comer, is emphasizing the ribbed shape of its
belly. Its fingerboard is hardly visible in the dark, and the
pegbox hidden behind the globe. The instrument has the
shape of an Italian Baroque lute with narrow ribs, which
are hardly distinguishable in the dark. On the right-hand
side of the composition are placed three more lutes; two
on the table and one on a stand in the background. Their
shapes emphasize the roundness of the lute's body made
of narrow ribs, and confirming instrument's emergence in
the Baroque period. The fingerboard of the closest lute has
no frets. On its body are traces of dust, as if fingers have
wiped it off (the instruments were silent for a long time).
The lute behind, placed at the edge of the table, has a
visible rose (although its pattern is not recognizable), a
few strings, and part of the neck. The body is gravitating
downwards, and its alternating white and dark ribs are
painted sheer. The lute behind, set on the top of a small
narrow cabinet, has in the view only its body made of
numerous narrow ribs. The fretted fingerboard and peg­
box are left intentionally unfinished without details. In all
depicted lutes, the painter has either neglected the parts
of the instruments important for recognition or subordi­
nated them to symbolism. Bettera, just as his role model
Baschenis, was attracted to the roundness of the lute's
body and other different shapes of stringed instruments.
His liras, lutes, guitars, and a variety of other stringed in­
struments were expressing the harmony of the universe
according to established symbolic meanings. The Greeks
considered the kithara a heart, the strings as senses, mu­
sicians as reason and stringed instrument as divine me­
mory.22 The strings respond to the point of the compas,
the body of the instrument, closed on one side and visible
on the other presents the correlation of the universe and
Earth, which relates to the story of Hermes, who stole a
bovine from Apollo. Hermes used the animal's skin to
cover the turtle's carapace and set the strings over it.
Vibrating strings have stimulated the sky to fertili;e the
Earth and the bellies of the females became round. The
Christian tradition has not departed much from the
Pythagorean view of the world: musica caelestis corre­
sponds to the harmony of the stars, the musica humana de­
mands the harmony of body and soul, whilemusica instnu­
mentalis gives the order to cosmos, humans, and instru­
ments."

The painting includes two bowed instruments, both
having visible their upper soundboards. Due to the re­
quirements of the perspective, the larger instrument has
its body somewhat distorted what makes its identification
difficult. The instrument appears to be a kind of these­
venteenth-century double bass, with the body little bigger
than the cello. Its f-holes and four strings also similar
with the cello. The bow is stuck between the fingerboard
and the bridge. The depiction of the violin is more detai~
led. The instrument has a well-proportioned body, fou
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strings, the pegs, bridge and even the button with tail­
piece is depicted, but only one soundhole. The finger­
board with the neck is turned from the natural axis that
indicates distortion in perspective.

In the center of Bettera's composition is the guitar,
which has vaulted back. Pegs on the flat pagbox indicates
lo be a five-course guitar, characteristic for the Baroque
period, but the number of strings is unclear since they are
schematically depicted very close together, and they con­
siderably outnumber the pegs. Instrument's soundboard
is adorned with a rose, highlighted in color. The strings
run off the soundhole axis, what can be once more ex­
plained by the distortion implemented for the perspective
reasons. Guitar's pegbox and neck are depicted in detail
and brightly illuminated. Their white color could indicate
that the instrument is decorated with ivory, common in
the seventeenth century on lavishly adorned precious in­
struments. This however is not entirely convincing since
the outline of the pagbox is made in turquoise color,
matching the carpet covering the table. The white color
also used to signify, both in the Orient and in Europe, the
death and mourning. It was attributed to the one who is
doomed and who overcomes the temptation, who rises up
and creates order amongst disorder, but also the evanes­
cence, rebirth, and regeneration of life." Such guitars are
known from numerous artworks as well as some pre­
served instruments which have the body coated with
ivory or mother-of-pearl.26

The shawm is the only woodwind instrument on the
painting and somehow distorts the homogeneity of the
group of stringed instruments. Its body has no finger­
holes, because the instrument is either depicted from the
back, or the painter simply did not care to depict them, as
he did not include the f-hole and other details on the
violin.

In accordance with the features of still-life genre, the
instruments on the painting are silent. Some argue that
the still-life painters were attracted only to the shapes of
instruments. Norbert Schneider says that Baschenis was
commissioned to paint for wealthy families who consid­
ered instruments from famous Cremona workshops a cus­
tomary possession. They were depicted as valuable ob­
• Is that the family was especially proud of. In his Std/
ilfe Willi lnslmmenls (Pinacoteca dell'Aca~emia Ca':a~a
in Bergamo), Baschenis is said to have depicted the violin
made by Amati." Some of his paintings give us the im­
pression of real portraits of the instruments, others indica­
te neglect of perspective and omission of details. Conse­
quently, a still-life painting can give the impression of ag-
ressiveness. It seems as though the objects are falling

~awards the observer. This line of thought IS supported by
ostensible disorder, created by the casual arrangement of
the instruments, while the composition is submitted to its
own rinciples and symbolism, therefore the musical in­
struJents can often be found m 1llog1cal positions.°:" the

h +d, the painter aspirated to the homogeneity of
other""",, +'s painting prevail reddish-brown tim-colors. On ie'eras «
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3. Giacomo Francesco Cipper (1664-1736), Shepherd-boy Playing the Flute. Oil on can­
vas, 75 x 60 cm. Ljubljana, Narodna galerija, inv. no. 982.

bres ofwood, which is synchronizedwith the color of the
carpet and drapery; the same feature can be seen in the
majority of the paintings of Baschenis. Still lives with in­
struments are often considered as a tribute to the high
artistic skills of violinmakers fromCremona, yet there is
a great deal of symbolism concealed in them. One of the
explanations alludes to the return to the ancient musical
theory of Pythagoras and lo the harmony of theuniverse.
According to medieval theory, music has a therapeutic
role: it has sacred power and is miraculous attributes, es­
pecially where melancholy is concerned."

The instruments and the globe clearly express the
cosmological and music-therapeutic aspects: music sym­
bolizesthe harmony of the worldwhile the globecould be
seen as a symbol for the perpetuity, stability, moral
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strength, and eternal cycle of life.29 The position of the
globe in the center of the composition is parallel to thepo­
sition of the guitar. Bettera supposedly depicted here the
celestial globe, although this cannot be proven with cer­
tainty. The ring of the stand separates the globe into the
upper and lower sections. The lower section has no ide
if5able object, while on the better illuminated uPP"?°,
tion are visible five human beings, shownwith the nake
bodies of the desperate trying to save themselves from a
disaster. Number five can be connected with the five con·
inens foundering inwater, or wahhe noodwh"""
bolizes the sinsand moral defections ofhuman km i, a
determined by the human conscience but rather YHike bap­highersphere, the flood purifies and regenerates '. d ,o
tism; sins are reabsorbed generating a new mankin •



The painting Shepherd Playing the Flute, attributed to
Giacomo Francesco Cipper (known as "ii Todescini";
Feldkirchen, 1664-Milan, 1736), is dated to the first third
of the eighteenth century. His comparable motifs are
Drinker and Smoker, kept at the Pinacoteca Ambrosiana in
Milan. Cipper worked in Lombardy and painted in the
Lombard local style. In his youth, he was producing
primarily still-life compositions but later devoted his
attention to the genre scenes that made him famous. He
preferred to depict people from the lower classes {peas­
ants, craftsmen, old men, beggars) and often grotesque
scenes from their life. Some of his works indicate that he
was acquainted with the work of the Danish painter
Eberhart Keilhau (Monsu Bernard)"

The painting in Ljubljana shows a young adolescent
boy sitting against a neutral background. He is dressed in
a simple shepherd's (or beggar's) garment, with a bag
around his shoulders, and wearing a hat. Several attrib­
utes defining the boy as a shepherd: he is young, carrying
a bag (with a loaf of bread inside), has a long stick and
holds a simple pipe in his hand. His clothes, worn out and
ragged, are also consistent with the shepherd outfit.

The wooden instrument is a kind of home-made duct
flute of the medium size. The bore of the pipe is narrow
and cylindrical (contracting slightly towards its foot) with
at least five finger-holes. The pipe has a rigid sharp edge
or lip. The shepherd is softly holding the instrument
against his lower lip, slightly toward the comer. The
position of fingers on the pipe does not indicate that he is
actually playing it. Three fingers of his right hand hold
the instrument in an illogical way, while his left hand is in
a position more natural for playing. But the reversed
position of hands indicate that the painter transposed the
image on the canvas from a print. Boy's eyes confirm that
he is not playing; the musician usually follows playing
with his eyes, while he is here gazing in the other direc­
tion. His posture denies the possibility that he is prepar­
ing to start, or that he has just finished playing. Rather,
the instrument has some kind of symbolic meaning.

The characteristics of the painting indicate that Cip­
per followed the model of Dutch art, which often infused
double meaning into what seems to be a simple genre
scene. The depicted persons sometimes reveal the mental
or emotional disposition of individuals or society, and it
seems that in this case the painting is not just the illustra­
tion of a person, but that it expresses the spiritual life and
mental state ofhumankind. Hidden meanings in genre art
are generally anticipated in the gestures or glances of the

NOTES

1 The collection ofEuropean paintings at theNarodna Gale­
rija in Ljubljana, containing around 150artworks, was researched
by Federico Zeni (1921-1998) and Ksenija Rozman (b.1935), the
curator of the Narodna Galerija. They produced a catalogue of

Music in Art XXVlll/1-2 (2003)

depicted person and th II .
complement ea+,,,,""orical and sensorial meaning
drur le , 1er 'Some attributes are like conun­
a.3,"?",""e to dttercent soi@tons. Te p»intone othe
b p er oes not appear to represent a musical event12$,,"Pe»proton4ssos.mer«tore.
p,, eboy with the flute seems quite unambiguous
,"",""rmation from toy to man is perhaps indicated
y e co ors of his clothes, predominantly in brown

shades, while his short trousers and a section of his left
sleeve are bright red. The red of fire and blood generally
stands for the fundamental symbol of the principle of life;
in brighter tones it symbolizes manhood and defiance.
His faceand the look are especially expressive. Behind the
young man's melancholic, forlorn, and sorrowful look
could be hidden a manly cupidity, confirmed by his stick
and the flute. The woodwind instruments often symbolize
lust and passion, with their shape representing an erotic
signification of the phallus and symbolizing the soul sepa­
rated from the divine source, and longing for return. This
is the reason for the boy's sorrowful look" The stick has
multiple meanings too, among others symbolizing unsa­
tisfied male desire" The loaf of bread sticking out from
the boy's bag can be also explained in different ways. The
bread in this case is a symbol of spiritual food and trans­
formation, as well as purity and suffering for self-sacri­
fice." The attempt to analyze and interpret Cipper's Shep­
herd Playing the Flute is therefore an example which,
among others, can effect the naming of the motif and title
of the work. Although the title "Shepherd-Boy with the
Flute" would have been the most simplistic solution, this
title would not reflect the message of the painting. It is
possible that this painting was a part of an undetermined
series including "The desire".

The presentation of paintings featuring musical in­
struments, kept at the collection of European painters of
the Narodna Galerija in Ljubljana, has the purpose lo
focus the attention of the professionals engaged in the
study of music iconography on the heritage of paintings
from past centuries kept in Slovenia. The presented
paintings, works of various painters and workshops, de­
picting motifs from ancient mythology, still-life painting
and genre painting in their various forms, are proof that
the paintings with depictions ofmusical instruments pre­
served in Slovenia represent a significant part of Euro­
pean heritage, which is crying out for interdisciplinary
research.

Translated by Irena Bezjak

the collection (see note 6) and organized exhibitions of European
aintings from themuseum's collections in 1983, 1989, 1993, and

{9. I that process they evaluated the artworks and placed
them in their artistic context. The catalogues of the exhibitions
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contain elementary information about each work, while the
interpretation of works has been left for further research.

The lectures were published in Lldija Tavtar, ed., Zgovor­
nost podob: Pogled iz dnugega zomega kota. Knjiinica Narodne gale­
nje: Studijski zvezki 10 (Ljubljana: Narodna Galenja, 2002).

' Thi: earlier, Jess exhaustive, version of this article deals
with the paintings by B. Bettera, G.F. Cipper and J.J.K. Henrid.
Cf. Darja Koter, "Glasbila na slikah cvropskih slikarjev iz Narod­
ne galerijc v Ljubljani", ibid., 10-17.

'Fora selection of the most important bibliography see: The
Groe Dictionary ofArt. Ed. by Jane Turner (London: Macmillan,
I 996), XVIE3-6.

Joost van der Auwcra, "Janssens, Abraham", The Grove
Dictionary ofArt XVII: 3-6.

" The information about the original and copy of Judgement
ofMidas was discussed in a letter fromJoost van der Auwera to
Ksenija Rozman. CI. F. Zeri & K. Rozman, European Painters: Ca­
talogm·ofPcmmnr11t Exhibitio11 (Ljubljana: Narodnagalerija, 1997),
107.

7 J. van der Auwera, op. cit., 3.
The figure depicted on Jansens's painting is, without

doubt, Pan. Allor themost frequentlydepictedcharacteristicsare
there. The story about king Midas tells or musical competition
between Apollo and Marsyas, however, at the end of the 16th
century and evenmore often in the 17thcentury the figureofPan
replaced Marsyas. Therefore, it seems that the painter took this
from a graphic model that came into being at the time of trans­
formation of the motif at the end of the 16th century, which ta­
king into account someother characteristics, such as the shapeof
Apollo's instrument, strongly indicates painter's acquaintance
with current contemporary literature and his use of modem
iconographic programs.

' J. van der Auwera, op. dt., 5.
10 M.C. Howatson, ed., Antika. Translation of The Oxford

Companion to Classical Literature, by K. Dolinar (Ljubljana: Can­
karjeva zaloiba, 1998), 508; 518-519.

" Edgar Wind, Pagan Mysteries in Renaissance (London,
1968), 171-176; JureMikuz, "Melzingerjevi sliki svetegaJemeja",
hsopis za zgodovino in narodopisje LXXII/1-2 (2001), 54.

" RH. Fuchs, Dutch Painting (London: Thames & Hudson,
1978), 23-24.

u Ibid., 4.
Emanuel Wintemitz, "Lira da braccio", Die Musik in Ge­

schichte und Gegenwart. Ed. by Friedrich Blume (Kassel: Baren­
reiter, 1%0), Vlll:935; Howard Mayer Brown & Sterling Scott
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Jones, "Lira da braccio", The New Grove Dictionary ofMusic and
Musicians. Ed. byStanleySadie (London: Macmillian; NewYork:
The NewGrove Dictionaries, 2001), XIV:742- 745.

" sterling Scott Jones, The Lira da braccio (Bloomington: In-
diana University Press, 1995), 16.

" E. Winternitz, op. cit., 947.
" [bid.
1 See the preface to F. Zeri & K. Rozman, ibid., 14-16.
" NorbertSchneider, Stilleben: Realitt und Symbolik derDi.

ge: Die Stillebenmalerei der Frthen Neuzeit (Koln: Taschen Verlag,
1989), 172-175; F. Zeni & K. Rozman, Evropska tiloatja iz slo­
venskih zbirk (Ljubljana: Narodna galerija, 1989), 24.

N. Schneider, ibid.; James Hall, Rjenik tema i simbola 11
umjetnosti. Transl. by Marko Gr&i¢ (Zagreb: August Cesarec,
1991); LucMenaSe,Holn11dsko sliknrstvo (Ljubljana: Mladinska knj­
iga, 1960); FedericoZeri, Tuji slikarji (Ljubljana: Narodna galerija,
1983); F. Zcri & K. Rozman, Evropskn trhoitljn, 1989.

F. Zeni, Tuji slikarji, 31; F. Zeri & K. Rozman, Evropskn
tihoztja, 36; F. Zcri & K. Rozman, Evropski sli!mrji, 58.

" JeanChevalier & Alain Gheerbrant, Slovr simbolov- mit,
sanje, liki obi&aji, barve, Steviln. Transl. by S. Ivane (Ljubljana: Mla­
dinska knjiga, 1993), 231, 318-319.

n Ibid., 231.
" Ibid., 149-150.
" Ibid., 52-54.
" Ibid., 52-54.
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[id.
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ford: Oxford University Press, 1974), 175.
lll J. Chevalier & A. Gheerbrant, op. cit., 152, 280-283,
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For biography cf., Ln pittura in ltnlin: Settece11to, 2 vols.
(Milano: Electa, 1990, biographyVillorioCaprara); Rossana Bos­
saglia & Valerio Rerraroli (eds.), Settecento Lombardo (Milano:
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A SCHUBERT ICONOGRAPHY:
pAINTERS, SCULPTORS LITHOGRAPHERS I' , ILLUSTRATORS,

SILHOUETTISTS, ENGRAVERS AND OTHERS KNOWN S' OR AID TO HAVE
PRODUCED A LIKENESS OF FRANZ SCHUBERT

JANET I. WASSERMAN

New York

While iconography is defined as the study and interpretation of portraits, iconology is defined more
broadly as the study of the meaning of pictorial motifs within their cultural and historical context. However,
the term iconography is used here to cover both areas and meanings. The history of Schubert images would,
it is hoped, lead toward analyzing the images in their historical and cultural contexts, that is, as an iconology.
This catalogue is, therefore, only part of an exploration to that end. Before the analysis can begin, the acquisi­
tion of examples is critical. This iconography is both a practical research and reference tool for those seeking
artists who have produced an image of Franz Schubert and a historical document tracing the scale of art pro­
duction centered around an enduring cultural figure. It can serve as a template denoting the social, cultural,
and musical influences on art production over a period of 180 years, and to trace this figure as expressed in
the fine and popular arts at all levels of society. The trajectory of image production moves from the early­
nineteenth-century mediums ofwatercolor on paper and oil on canvas to the digitized, computer-generated
and computer-manipulated image of the twenty-first century.

Between canvas and computer lie postage stamps, postcards, medals, film posters, coins, paper currency,
medallions, plaques, cigar boxes, buttons, greeting cards, drinking glasses, character jugs. By looking at the
various images produced over the span of years, we note how Schubert still appears to look the same and yet
howhe no longer resembles the images produced by his living admirers and artist friends. Therefore, the vital
juncture is the image, and its authentication. To find the images, we must identify and authenticate the
creators of the images. Only then can an iconological analysis begin. This lexicon JS the first step toward the
larger project. . .

Franz Schubert is quite possibly the most famous of all ofVienna's composers; certainly he JS among the
most beloved One of the greatest collectors of Schubertiana, Nicolaus Dumba (1830-1900), was honored for
his dedication to Schubert with the exhibit Nicolaus Dmba: Portrait eines Miens - a showing of his coll""""
·«aswerr soar-on«too«ewe«-ass«sop21222%",2"",zz".,
m a4at«on to the sch«tert autographs on eh«tit. he oat%"€,"""2,",hhperonenone«ete­
otsch»tertana ttenas weretcid&a. ouerervaen«e0f,",,$"di.iasicier+zooore.mt»
bratingSchubert's fame, however posthumous, she19%£f2,oeeoutseio thekitsch. Beyond these inva-
270-page catalogue is another rich source orschubertian",, aaea schubert likenesses and yet
luable guides is the World Wide Web as another source zE. On the Internet kitsch marches
more evidence that Schubert is as unforgettable to-nz25 his Biedermeier attire, complete with
on. Here the researcher can find a Japanese-produced Sc: ;~ ~ sculpted entirely of pieces from a child's
curly hair and spectacles but no facial features, or a""""iasiein, one of schibert's most beloved
Lego set, or a musical Franz Schubert Teddy Bear that P", srte, published by the International Franz
songs. Leafing through the pages of the journal Schubert durch te mu ,
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Schubert Institute (IFSI) in Vienna, one finds innumerable fascinating drawings, cartoons, old engravings,
ks d · tu f Schubert To make the pornI of Vienna s musical battles between traditionalistspostmar an cancat reso • . . S z · f7 A ·1

and early-twentieth-century modernists, a cartoon appeared in Die 5omntags eit of \pril 1913 (reprinted
in Malcolm Hayes, Anton von Weber, London: Phaidon, 1995, p. 107), caricaturing the uproar during one of
Schoenberg's "scandalous" concerts. So contentious and awful was the fighting among the audience that poor
Schubert was seen in the cartoon's foreground, pushed to his knees. Thus, tradition was embodied in the
guise of the long dead composer. One startling example is of Schubert, like a burlesque comic, who drops his
trousers and exposes his buttocks to the audience. Citing this caricature from a festival poster as reaching the
limits of good taste, IFSI reprinted it in Schubert durch die Brille, June 1997, page 146. Perhaps the single-most
unsettling conjunction of an artist who created a Schubert image is that of Richard Klem (see below) who
painted a portrait of Adolf Hitler.

What is instructive about the vast historical array of Schubert images is the way in which they vary. How
did Rieder's, Kupelwieser's, Teltscher's, and Schwind's portraits ofSchubert (evenwhen produced years after
Schubert's death, as with the famous Schwind portrait done from his excellentvisual memory) metamorphose
over the course of a century into some of the most distant and disagreeable likenesses of the composer? One
should not fail to mention those others in the circle of Schubert's friends such as Kriehuber and Schober who
used their varying artistic talents to make images of Schubert. The researcher is confronted with the artist's
own dilemma, that of the post-Schubert era artist being able to find what he or she regards as the most
authentic likeness available from which to produce a later image. If Schubert's death mask (or life mask as
is also claimed) is any guide to a truer contemporary resemblance of the man, a re-evaluation of all post-1821
images of Schubert is overdue. Perhaps what is needed is a critical Neue Ausgabe of Schubert Bildnisse. A re­
newed look at Schubert image production would find some historical changes in Schubert image reception.
These range from the contemporaneous 1820s single portraits and sketches of Schubert and the joyous group
portrayals of the Schubertiads and outings to the 1897 centenary homage for the late master. The 1897 cele­
bration occurred at or near the height of the very popular mass market for commercially produced, inex­
pensive items bearing fanciful images of a highly romanticized and unrealistic Schwammerl, Viennese dialect
for a little mushroom, the nickname teasingly and affectionately given to the short, squat Schubert by his
friends. This consumer market continued to flourish up to the equally celebratory centenaries of 1928 and
1997, which in the late twentieth century included images of an erotic and sexually charged Schubert. Today,
in the 21st century, Franz Schubert still dwells in people's memories and lives - his image as well as his music.

In the absence of a national identifier in an entry, assume the artist is Austrian. Non-Austrian artists are
designated by national origin. The exception applies to artists about whom no such biographical information
is available, therefore, there may be the absence of life years and/ or national origin. However, images of
Schubert have transcended national boundaries. The artist's country of origin, while a significant indicator
of the local cultural impact, is of less importance than the fact that the image is shared everywhere. Because
of the lack of biographical information in some instances, and the inability to find every image of Schubert
attributed to these artists, this list should be used with caution. The Schubert 200 Jahre is broad-based in its
depictions of Schubert, including film, postage stamps, postcards, medals, plaques, and a variety of everyday
household. and personal items such as drinking glasses and candy boxes. While it is not often that the name
of the designer of a Schubert image on a drinking glass, character jug or other domestic item is known,
auction catalogues may provide the name especially if the designer was associated with a well-known manu­
facturer of the item. One such entry was included for a character jug of Schubert. Also, there are numerous
items beanng the image of Schubert such as boxes, ceramic busts, plaques, commemorative plates, film
posters, and so on, the names of whose artists will remain forever unknown or anonymous.

The section in Schubert 200 Jahre for postage stamps provides the name of the stamp designer and/or en­
graver mn some entries and, in a few instances, the model likeness used for the Schubert portrait. However,
no attempt was made to find biographical information for all stamp designers and engravers. Similarly, not
all of the coin and medal designers and engravers were researched. The exception to this is Paul Niggl's Musi­
ker-Medaillen, up to its year of publication in 1965 one of the most comprehensive compilations of medallic
production, by sculptors and engravers, relating exclusively to musicians. Because Niggl is considered to be
authoritative, all of his named entries under Schubert are included in this list. Nigg! is weak on technical
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details and has few birth and death years for his medalist tr' If
lexicons, they are authenticated here. In any event th entries. the dates are available in standard artist

. . , ese specialties have a id foll .Internet, with numerous web sites. The researcher is adv· d t tu very wIte tollowing on the. d . , 'Ise to rntotheextensiv ·aliz yd • •philatelic, and me allic literature - both online and in print - for bioera . . ive,spec,a 1ze numISmatic,
and designers. Where a stamp does not bear an original. d . g bphtcal information about these artists

· · · mmage lesign ut ts one on which th ta, ·' d •ner used pre-existing art, as in the case of the 1978 one-rupee · f Ind es mp s es,g-. issue rom ia where the • d •ped Rieder 1875 portrait, the researcher is easily able to trace th d . image use Is a crop-
e lesigners image source.

Fmcorns, stamps, and medals, see: Thomas Aigner, "Schubert in Numismatik und Ph. . ,,
drch die Brille 5 June 1990), 65-67; Numismatische Zeitsclrift wen at <www ,,P"ha"elie", Schubert
E M d !Cl b t< w.umv1e.ac.at umISmatik>· the
uropean 1edal tu!vat www.europeanmedalclub.com>; and the Federation Internationale de la Medaille

(FIDEM) at <www.fidem-medals.org>. The British Art Medal Society ha f h r k
worldwide at <www.bams.orguk>. According to the Austrian Mi 4$P"}YP"3"8"9"P°

1 . h • . · o r engravers Ii not a ways IOcu-
ment whicl images were used in the design of a coin. Designs are archived in the Austrian Mint, except for
old designs archived in Vienna's Kunsthistorisches Museum.

For postcards, in addition to Schubert 200 Jahre, another very productive source of popular images is the
1997 exhibit catalogue Schubert a la carte: Postkartenmotive. Beyond the innumerable images ofSchubert produ­
ced since his lifetime, there came into being yet another field of interest for the Schubertian who desired some
Schubert-~;.,ociated reprnsenta_tion while not necessarily an image of the composer. This interest gave rise
to the production of a unique Viennese genre: views of the composer's birthplace and monuments, churches
in Vienna associated with him, his cemetery memorials, the places he visited, the houses he lived in and their
interiors, the Stadtkonvikt he attended as a young choir boy and musician, and so on. These best-selling place
representations appeared most frequently on greeting cards and on postcards, as did Schubert's image. Other
sources of images are song cards which consisted of a variety of formats and contained a piece of Schubert's
music; trade cards - cards with a Schubert image or place scene packaged with a retail item; bookmarks;
calendars; and, reward cards given by music teachers to students who did well in their music studies. In our
modem era, Schubert images are found on refrigerator magnets and telephone cards.

Many, if not most, Schubert vignettes portrayed on postcards are pure inventions. One such example is
the Dreimaderlhaus scene in an operetta about Schubert based on a highly romanticized novel, that was
among the most popular of themes although an utter fiction. Despite the rather kitsch flavor of much of this
late- 19th- and 20th-century postal artwork, these cards were highly favored by the Viennese public and are
today valuable collectors' items. One of the best online sources of Schubert cards, with authoritative
information about their history, is a commercial web site specializing in Schubertiana found at <www.
halftimesscores.co.uk/postcard/schart.htm>. Where a Schubert image appeared on a postcard, the intent is
to list the artist, if known, in this iconography and to provide some authentication, if possible. While this ico­
nography specifically covers only art production that bears an image of Schubert, the very popular
'Schwammerl places' genre should not go unmentioned or unnoticed.

Also requiring mention are the numerous postcards bearing photographs of Schubert and of the places
and memorials. Obviously photography has had an impact on commercial postcard production, from the

· ' · h d th rinting press combined to add their jointearliest days when the two technologies of photograp Y an e P . . k
rod«cation to he mass consumerset. reioeriiwyeye twerp"l"3,2,"%%22.,"."2z.72

· h · · JI f h tographandcra ttopro ucean ar ere •oritmay avebeenusedmacreativeco ageo PO d k b therethesearchtoauthen-
he names othe photographer and/or the rsitisherofheP9"";""$;m"" r reterenee aahomies.
ticate a late-nineteenth- or early-twentieth-century photo"%¥ _ ±eicdis, the listofartists including
S h be ·tl I d th f hotographers from its,instterverzet 'cter d a carte exclu es enameso P I h. forhisphotographintheM0111111ie11ln
that ofOtto Erich Deutsch the Urvater ofmodern Schubert scholarshp,' _
} ' t d (Sak #A11/2, page 25 •

photographica Austriae, which was used on a postcar r hildr +'sb ksaboutthelifeandwork. . . fromillustratedc rens oo
An interesting subgenre ofSchuberttmages arISes . E lish Italian, French, and American illustrators.

ofSchubert. The entries are provided for German, Aus"""",""1,{stations themselves may be original
These books vary from ages four years to high school stu. b earlier well-known artists of Schubert.
or the illustrator may have modified easily identifiable images y
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The twentieth century gave rise to the mass consumer market in phonograph records and, more recently,
ct d. ks (CDs) The number of recorded Schubert compositions IS vast; the number of recordings of h;compa IS • • th • f h' d . lSWinterreise song cycle alone is astonishing. Record companies use 1e services o graphuc tesigners to create

attractive and often original artwork for record sleeves and CD covers. One striking example of original CD
cover artshowsSchubert in formal concert attire seated on the back of a giant troutwith the composer holding
the reins in one hand. Schubert has his free arm high in the air, every inch the rodeo cowboy riding the leaping
trout, linking the composer in a most amusing way to his famous piano quintet, Die Forelle (The Trout).
Phonograph and CD cover art has become a new and fascinating subgenre of Schubert image production.
Unfortunately, it is nearly impossible to know the names of these artists despite the high quality of the work
produced. A survey of these covers, whether seeing them in record stores or viewing them online, shows a
naturally limited range of design ideas almost always central to which IS an image ofFranz Schubert. Usually
the source of these Schubert cover images has been the modern stock photo agency, which is licensed by
institutions owning the original art (and the copyright) to provide the image to the graphic designer for a single
use or for a limited time on a license fee or royalty basis. The graphic designer may use the rented image in
its original state or may manipulate or incorporate the original image into a visually arresting collage that is
the unique product of the designer. While craft remains critical to the designer's role, he is also helped by the
computer in design creation. Given the recent availability of powerful desktop photo software, computer
creation and manipulation of art has become a new design standard. One cover image of Schubert shows a
known, much older portrait of the composer with the graphic designer's single and only addition of a halo.
Ergo, a digitized, sanctified Schwammerl. A witty example of a Schubert image rendered through computer
graphic design is the hallmark portrait used on its festival program and stationery by the Schubertiade of
Schwarzenberg, Austria. The festival's Franz Schubert is a head-and-shoulders pointillist composition after
Rieder's 1875 portrait. Viewed from a distance, the 8x9.5 cm image appears to be a fuzzy pen and ink
drawing. When seen close up, every black dot is a note of music. Schubert's face and head were manipulated
by computer using musical notation to paint the portrait and to link amusingly visual art with aural art while
maintaining a semblance of the composer's features.

Several artists in this catalogue who have made images of Schubert have also created a set of represen­
tations, in a variety of mediums, based on the poems by WilhelmMuller and set by Schubert as his Winterreise
cycle of twenty-four songs. There are other artists who have not produced a Schubert image but who have
producedWinterreise-inspired art. The additional names expand the group ofWinterreise artists to over fourty,
including that of the legendary Lotte Lehmann (1888-1976), the great singer and teacher whose Schubert
interpretations are still alive today thanks to her recordings and books; she produced a Winterreise series of
her own. While these Winterreise artists do not meet the definition of this article's premise - an artist who
produced an image of Franz Schubert - they were profoundly influenced by Schubert and have produced
significantWinterreise artwork. This song cycle seems to have a specific resonance for the contemporary visual
artist. Nearly all of the artists in this group were born in the twentieth century, with some works produced
around the time of the Schubert 1997 birth bicentenary, and others before 1997 and since. The list of these
Winterreise artists follows additional literature discussing Schubert iconography .

Anote on using this catalogue: Differentiating brackets appear within each entry containing sources used
to identify the artist's image, to authenticate the artist's name, and to verify dates. The reference to Schubert
200 Jahre appears first, enclosed within braces as (Schubert200 Jahre, page 155, #190), indicating that the artist
appeared in this exhibit catalogue, with the page number followed by the catalogue entry number. Other
information from the exhibit catalogue will also be enclosed within braces. Additional abbreviated citations
in square brackets[]-see Key to So ·Citati "di: ifyurceat ions-indicate further research was done by the author to ver! r

complete, and/or authenticate an artist wherever found. In a few instances, literature about an artist, and
occasionally a brief description, has been included to assist further research. Many artists who have created
a Schubert image appear for the first time in this iconography.

last~=:~~muSt be added regarding the inclusion of Internet addresses: web addresses were checked the
2002, and since then may no longer be in use, may have changed, or may be temporarily suspended.
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KEY TO SOURCE CITATIONS AND ABBREVIATIONS

ABME:Artist BiographiesMaster Index (Detroit: Gale Research Co.,
1986).

AKL: Allgemeines Kinstlerlexikon (Muncher: K.G. Saur, 1992-). [As
of 2002, the volumes with complete artist entries are volume
I (A) to XXXII (Eimbke). For the remainder of the alphabet,
Eimbreck-Z, use the AKL B-8 (see below), which provides
only basic information.]

AKL B-B: Allgemeines Kinstlerlexikon; Bio-Bibliographischer Index
(Munchen: K. G. Saur, 1997-2000). [A-Zin 10 vols.]

Andorfc.r: Karl Andorfer& Richard Epslein,cds., M11sica ill Num­
mis: Beschreibendes Verzeichis vonMedailleurarbeiten afMusi.
ker (Kompensten, Virtuosen, Musikschriflsteller, Instrumenten­
macher, etc.), ferer Sanger und Sangerin vom XV. Jhrlunder
bis aufdie heutige cit, mit neun Lichtdrucktafeln (Wien: Gil­
hofcr & Ranschburg, 1907).

Ausstellung: Ernst Hilmar & Otto Brusatti, eds., Franz Schubert:
Ausstellung der Wiener Stadt- und Landesbibliothek zm 150.
Todestag des Komponisten (Wien: Universal, 1978).

Benezit: Emmanuel Benezit, Dictionnaire critique et documentaire
des peintres sculpteurs dessinateurs et graveurs de tous les temps
et de tous les pays par un grope d'ecrivains specialistesfrancais
etetrangers, Nouvelle Edition entierement rfondue sous la direc­
tion de Jacques BUSSE (Paris: Grilnd, 1999-).

Biedermeier: Robert Waissenberger, ed., Vienna in the Biedereier
Em 1815-1848 (New York: Mallard, 1986).

Boe tticher: Friedrich von Boetticher, Malerwerke des neunzelten
Jahrhunderts (Dresden: 1891-1901), 2 vols. in 4.

Brown: Maurice J.E. Brown, Essays on Schubert (London: Macmil­
lan, 1966). Notable are the chapters "Schubert's Portraits",
p.139-154, and "Schwind's 'Schubert-Abend beiJosefvon
Spaun'," p. 155-168. Brown cites Oita Erich Deutsch, Franz
Schubert: Sein Leben in Bildem (Milnchen; Leipzig: Georg
Millier, 1913).

Bryan's: Michael Bryan, Bryan's Dictionary ofPainters and Engrav­
ers. Rev. and ed. by George C. Williams (London: Bell; New
York: Macmillan, 1903).

Busse : Joachim Busse, Iterationales Handbuch aller Maler und
Bildhauer des 19. Jahrhunderts (Wiesbaden: 1977) .

Clive: Peter Clive, Schubert audHis World:A Biographical Dictiona­
ry (Oxford: Clarendon Press, 1997).

DBE: Deutsche Biographisclte E11zyklopiidie (Milnchcn: K.G. Saur,
1995-2000), 12 vols. in 14.

Deutsch -Bildem: Otto Erich Deutsch , ed., Franz Schubert, Die
Dokumente seines Lebens undSchaffens. III: Sein Leben in Bildem
(Milnchen; Leipzig: Georg Millier, 1913).

Deu tsch -Bildnisse: Otto Erich Deutsch , Die historischen Bildnisse
Franz Schuberts in getreuen Nachbildungen (Wien; Leipzig:
Karl KOnig, 1922).

Deutsch -Reader. Otto Erich Deutsch , The Schubert Reader. A Lift!
ofFranz Schubert in Letters andDocuments, trans. by Eric Blom
(New York: Norton, 1947). See iconography in appendix I,
p. 926- 928.

Forrer. L[eonard] S. Forrer, Biographical Dictionary ofMedalists,
vols. 1-8 (London:Spink & Son Ltd., 1904-30;reprinted New
York: Burt Frankl in, 1970; reprinted London: A H Baldwin
Ltd., ca. 1980); index volume published by the Royal Nunus­
matic Soc iety/ British Ari Medal Soc iety, 1987.
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FFOFrick Research catalogue ontne, Fie Ar Reterencc
trary, New York.

Fu~Bm.: H~inrich. Fuchs, Dieiislemichiscl~ Dild11ismi11iaturuon
en Anfangen bis zur Gegenwant (Wien: Fuchs, 1981), 2 vols.

Fuchs 19: Heinrich Fuchs, Die iislemichiscl1e11 M11ler des 19.
Jahrlunders (Wien: Fuchs, 1972-1974), 4 vols.

Fuchs 19.E: Heinrich Fuchs, Dieiislerreicl1iscl1i:11 Malades 19. Jnlir­
"""Ts rs@swgsand 1-2 we: Fuchs, 1978- 1979)2

Fuchs 19.G: Heinrich Fuchs, Dit· Oslmvicl,isclu.·11 Ma!ertlerGcb11rfs­
jnl1rgii11ge 1881-1900 (Wien: Fuchs, 1976-1977) , 2 vols.

Fuchs 20.: Heinrich Fuchs, Die osterreichischen Maler des 20. Jahr­
lumder/s (Wien: Fuchs, 1985-1986), 4 vols.

Gallica: Gallica; La bibliotheque numerique, Bibliotheque natio­
nale de France. Online at <http:// gallica.bnf.h>.

GRI: Getty Research Ins ti tu le Vocabulary Program, Union Lis! of
Artists Names/ULAN Name Record. [online at <www.get
ty .edu/ research/ tools/vocabulary/ulan/index.html>]

Grosse: Das GrosseMiinzle:rikou (Pirm asens : Milnzen versandhaus
Reppa, 1996). Online version 1.0, 1999 .

Grove entry : Artist has full biographical entry in The Grove Dic­
tionary ofAri, ed. by Jane Turner (London; New York: Mac­
millan Publishers, 1999), 34 vols; Grove Art Onlin e.

Grove mention: Artist is mentioned in a subject article or in ano­
ther artist's biography, but has no biographical entry of his/
her own in The Grove Dictionary ofArt; Grove Art Onlin e.

Hilmar: Ernst Hilmar, Schubert (Graz: Akademische Druck- u.
Verlagsanslalt, 1989).

HMSW Restitution Art: The His torisch es Museum derStadt Wien
maintains a list of artists whose works are owned by the mu­
seum but have been designa ted as restitution art {meaning
art stolen from the rightful owners during the 1934-1939 era
of the Nazi regime in Germany and then during wartime in
other countries]. The museum further identifies theseac:qui­
sitions as 'Dorotheumsanka ufe 1938- 1945. The artists in
this inventory who appear on the museum's list are identi­
fied by 'HMSW Restitution Art'.

Hommage: Homage a Franz Schubert 1797-1828 (Wien: Tu.sch ,
1978). Original signed and numbered prints in color, 67 x51
cm, limited edition of 125. Homage in an entry above indi­
cates this artis t was one of the seven included in this edition.

HTS : Half Time Scores at <www.halftimescores.eo.uk/post
card>. Dealer in Schubertiana.

ICB: Jl/ustralors 0J01ildnm's Books (Boston: The Hom Book, issued
1947, 1958, 1968, 1978, 1967-1976).

fFSI: International Franz Schubert Institute, Vienna; the publisher
of joumal Schubert durch die Brillc.

JF: Jaume Figueras, Barcelona, maintains a personal Schubert ico­
nography research database based on secondary sources
and the web site of a Spanish Franz Schubert society 'Der
Wanderer" (languages are Spanish and Catalan) al. <www.
geoci ties.com/sch ubertiades/>
Gallery ofSchubert Images, sec: <www.geoci ties.com/schu
bertiades/galeria.htm?> •
Brief Lexicon of Schubert Images [artist names with birth/
death years and reference source ), see: <www.geoci ties.com
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/schubertiades/ gal_lexikon.htm?- . usuall followed
Lc: Lunary otcongressName Authont Fl','(line]

by an 8-digt ID number as indicated in the te • . .
MO. A. Loehr & E. Dworschak, De Medalle in Osterreich (Wien:

KunsthistorischesMuseum, 193?). Taurus:
Net Pol Ngel. Moser-Med«ten Hofe "?"

Fnednch Hofmeister, 1965). Schubert, Franz
198-203 entries #1787-1856.

NOB. Nee Os±erreichsche Biographic, 1815: Grosse Ostereicher
(Wien: Amalthea Verlag, 1923-), vols. 1-22-

NYPL: New York Public Library. . ed
owe or«on«a.en»asae.1,"?±"

under the auspices of the Osterreiduschen - I 1-11
Wissens«chaften (Graz: H. Bhlaus Nachf., 1957-), vol. •
Online at <www.oeaw.ac.at/oebl/?

O-Lexikon: Ostemeh-Lexikon. [online]
NB-BA: Osterreichische Nationalbtbbothek. Bildalchiv. .
Online auction results: onlinesearchofauctions foundbiographi-

cal information about the artist.
Online search: Refers to results obtained via online search

through major search engines for data not cited elsewhere
in the standard literature.

Pre-Modem: LeonBotstein&LindaWeintraub, eds., Pre-Modem
Ant ofVienna, 1848-1898 (Annandale-on-Hudson,NY:Edith
c. Blum Art Institute, Bard College, 1987). Exhibition cata­
logue with essays.

Rimbault Edward R. Rimbault, Gallery of Geran Composers. A
Series ofPortraits Engraved on Steel, from Oil Paintings by Pro­
fssorCarl Jager (NewYork StroeferandKirchner, 1873; and
another edition: Boston: James R. Osgood&. Co., 1881).

RM or RM/SIUK: Richard Morris, London; affiliated with The
Schubert Institute (UK}, is a colleclor of Schubertiana and
postcards.

Rudo: Composer portrait medallions from the Stephen I. Rudo collec­
tion [realia] ca. 1837-ca. 1947.In thePerforming ArtsCollec­
tion.MusicDivision, The NewYorkPublic library. Among
the artists listedwho produced an imageof FranzSchubert
are Karl Goetz, Hans Schaefer (b.1875), and Franz Stiasny

(b.11181). .
Shubert a la ante; Postkartenotive (Bregenz:Gemeindemuse­

Salc: umSchwarzenberg/ Vorarlbcrger Lande~museum, 1997).
From this iconography are excluded arhsts who arc not
shown to have produced an image of Franz Schubert.

Schubert 200 Jahre: Shubert 200 Jahre: Schubert im Spiegel der
Naclwelt. Ausstellung im SchlossAchberg und imStadtmusem
Lindau, 3. Mai - 7. September 1997 (Heidelberg: Editions
8 1997) Many of the individuals identifiedwith thekey
,:Obert 200 Jahre' had not studied in a fine arts academy
but had trained in a school of arts and crafts (Kunstgewerbe­
sclndr).Some namesare incomplete; many cannot be identi-
fied in any source at present. _ _

SIUK: The Schubert Institute (UK). [onlinc and print version of
the quarterly SIUK Newsletter, The Schubertian]

S-Lexikon: Ernst Hilmar&Margret Jestremski, eds., Schubert-Le­
xikon (Graz: Akademische Druck- u. Verlaganstalt, 1997).

Sotheby's: Sotheby's. [artwork and biographical information
about the artist found onhne at this site)

Sotriffer. Kristian Sotriffer, Modem Austrian Art, trans. by Alisa
Jaffa (New York: Praeger, 1965).

Thieme-Becker. Ulrich Thieme&: Felix Becker et al, eds., Allge­
meines Lexikon derbildenden Kinstlervon derAntike bis zrGe­
genwart (Engelmann, 1907-1950), 37 vols. Reissued and
updated (MInchen: K. G. Saur, 1992-).

Varnedoe: KirkVamedoe, Vienna 1900, Art Architecture&Design
(New York: Museumof Modem Art, 1986).

Vergo: Peter Vergo, Art in Vienna 1898-1918; Klint Kokoschka
Schiele and their contemporaries (London: Phaidon, 1975).

Vollmer: HansVollmer,Allgemeines Lexikon derbildenden Kinstler
des XX. Jahrhunderts. (Leipzig: E.A. Seemann, 1953-1962), 6
vols.

WWAA:.Who's Who in AmericanArt, 1999-2000(NewProvidence,
N.j.: Marquis Who's Who, 1999).

WWWAA: Who Was Who in American Art (Madison, Conn.:
Soundview Press, 1982). Compiled from the original thirty·
four volumes of American Art Anal; Who's Who in Ari,
1898-1947.
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Flora, Austria; Robert Hammerstiel Austria; GaryHickling, Lotte
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SCHUBERT ICONOGRAPHY: AUTIIENTICATED ENTRIES

ABEL, JOSEF (1761- I 818). Painter and etcher. Early portraitist of
PSwhosepainting may havebeenmisattributed to someone else.
ISllJl(; GRI; LC 89015714; Thieme-Becker, I, 19; B<'n~zit, I, 25;
Al(L, I, 116-117; Fuchs 19., I, K9; Grove entry; 5-Lexikon; JFJ

Rita Stehlin, Ein 1111bckm111/cs fn"ihcs Sclmbert-Portriif? Franz
Schubert und der Maler Josef Abel (futzing: H. Schneider,
1992), 52 pages, a publication of U1e Intemationales Franz
Schubert Institut (IFSJ). In her essay Stehlin presents
evidence that the 1816 (?) portrait of a young man by Abel
isSchubert, shown at the Vienna Kunsthistorisches Museum.
ElmarWorgull, "Ein repr~sentatives Jugendbild.nis Schu­
berts ", Schubert durch die Briffc 12 January 1994), 55-8 9.
A large reproduction of this portrait (21 x 29 cm) is found
inHeritage ofMusic. Il: The Romantic Era; ed. by M. Raebum
& A. Kendal.I (New York: Oxford University Press, 1989), 74.
Reproduced at the beginning of the chapter on Franz Schu­
bert. The plate is annotated as being a recently discovered
portrait of Schubert by an unknown artist.

AITCHISO N, IAN (British). lllustralor. FS image. [RM; online
search] No further information available.

IanWoodward, Ladybird: Lives ofthe Gren/ Composers (Lough­
borough: Wills & Hepworth, 1969).

ALB IN,J. Pain ter, graphic artist, and watercolorist. May be Johan
Albin Jememan (1868-1953; Swedish) a/k/a Albin Jememan.
ISdtubert 200 Jahre: Schubert-Kopf, aquarelle, 17 15.5 cm, 1928,
page212, #346 , signed 'J. Albin'J. [Onlinesearch; AKLB-B, V,301;
JohanAlbin Jememan in Svenskt Konstnarslexikon: Totusen svenska
konstnarers liv och verk (Malmo: Allhems Filrlag, 1952- 1967),
III:2T7].
AllMA YER,HANs. Silhouettist. Sill1ouefle - Hilmar, page 11, plate
7. ISc::h ubert 200 Jahre: Schubert bei Nacht vor einerMahle, silhou­
etle, 23 17cm, 1917, page 213, #355J. Hans, though mentioned
Indaughter Josefine'sentry, has no entry of his own in either AKL
or Fuchs ; see below: Josefine Allmayer. {5-Lexikon, see 'Postkar ­
ten']
ALLMA YER, JOSEFINE (1904-1977) . Silhouellisl. Am Brunen vor
dem Thore . Postkarte nach einem Entwurfvon Josefine Allmeyer [sic},
n.d. - Hilmar, page 188, p1ate316 (Schubert is indarksilhouetlc-­
like profile.) Shubert vor derMuehle, silhouette, 1920s, 12.3 ¥ 20.2
an (unfTamed), soldat Solhebys, #1867426543 (19October2002).
An exhibition dedicated to her work was shown on the occasion
of her 25th death anniversary, at the Stift Klostemeuberg
Museum, in cooperation with the Kierlinger Heimatmuseum (l
May to 17 November 2002), see <www.stift-k.lostemeuburg.at/
museum. htm>, {Sale, silhouettes, song illustration on a postcard
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M.J. Mott, U.K; MarieleNeudeck.e u

Germany; Liane Presich.p,, erUK;Julia Prejmerean Aston,
Publishers; Rudolf Staid c_tuelh, Austna; Tim Rollins; Parketl
rot». vises, 12",","ass. »s,
Belgium; Jutta Walosch ek. Tes; Jan Van Mechelen,
Roland Wirtz g ek, Austrai; Odin Wiesinger, Austria;
Gerony, </"{",""v» P woou, u.x, Dons is«entonger.
Wiener Pint±am,"";'"many; Nicholas Ardizohe, U.x;

andimage ofFS,B12/1-B12/4, pages 43-44, #C73, page56;AKL,
II, 544, has entry forJosefine Allmayer (1904-2), daughter of Hans
who was also a silhouettist and her leacher; onlinc is found her
silhouette postcard Die Brunnenszene; Fuchs 20., 1, Kl7; online
search; 5-Lexikon, see 'Poslkarten']

AMADEUS-DIER, ERHARD (1893-1969) a/k/ a ERHARD AMADEUS
DIER. Painter and illustrator. {Schubert 200 Jahre: Schubert De­
tsche Tanze, etching, 9.5 + 15.5 on, 1922, page 212, #341) -- Not
in Sclmbert 200 Jahre is "Shubert and His Friends Take a Wall",re­
production by H.J. Wesseling. Amstcrdam. lB~nl>zit, IV, 570; GR!;
0-Lexikon; AKL, Ill, 51; Fuchs 19.G, I, Kl2; RM notes that a
Deutsche Tt111z by Amadeus-Dier appeared in the lffttstrierte Z£i­
t1111g Leipzig (15 November 1928))
AMBROSI, GUSTINUS or GUSTINO (1893-1975). Scu lptor, graphic
artist, and writer. His 1963 bronze bust of FS is based on
Sch wind's portrait; also did a Schubert bust for the WienerSchu­
bcrlbund's 1975 centennial. There is a Gustin us Ambrosi Museum
dedicated to his art. He was awarded the 1949 Vienna Prize for
Fine Arts (sculpture). {Schubert 200 Jahre: Fm11z Scl111bcrl Biisle,
bronze , no dimensions, 1963, page 188, #251; discussion on page
182) [O-Le»ikon; AKL, III, 158-159, GRI]
ANGELO, ROBERT W. (b.1955; American). Wrote a narrative
biography ("to be read aloud") of Robert Schumann in 1985, The
Poet Speaks: Tlie Life ofRobert Sclmmmm, illustrated with his own
line drawings based on images found in standard secondary
sources. Pencil,3 5in (7.6 x 12.7 cm), file card stock, 1985. The
FS images in his Schumann biography were copied from Peggy
Woodford, Schubert: His Life and Times (New York: Hippocrene
Books, 1983), pages 46 &87. The artist published the book and. its
drawings online al <www.roan gelo.net/schumann/>. [onlme
search; personal communication to the author]
ANGERER, VIKTOR(l839-189-l).Pholographcrandengrave;, Pr<r
duccda photographof FS, 19.5x17cm, ca. 1890, based on Kupel­
wieser's 1821 aquarelle {Gallica; onhne search}

Maren Groning, Schatten des imaginaren Museums; Die Alber­
tina unddie Fotografie im 19. Jahrlundert at: <www.albcrtina .
at/media/forsch cn/publ/Grocning.pdf>

ARDIZZONE,EDWARDJ.1.(1900- 1979;bominfren_chlnd~
later British citizen). Artist, illustrator, author, designer, lithogra­
her, watercolorist, and etcher. Wrote and illustrated children's

P " a, ed British Official War artist and achieved wideo°:,,"iswwuss tontne ssort: mies-el.t.
,%$,,,rs.rs,tc.a«anions wet site dsteated to the
«at by his son at <members.aol.com/ tedar dizz/ homeea.

htm>; personal communication from the artists sonJ
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CatherineGough, Boyhoods ofGreat Composers, illus. by Ed­
ward Ardizzone (London: Oxford University Press, 1960,
1972) Contains section on FranzSchubert, with images.

ARNO, PETER [Curtis Arnoux Peters, Jr.] (1904-1968; American).
Illustrator andcartoonist. Cartoonist for TheNeuYorkerfrom 1925
to 1968. [RM; online search; AKL V, 202-203]

Herbert F. Peyser, Shubert and His Iorks, illus. by Peter
Amo (2nd edition; New York Grosset & Dunlap, 1950).
Cover drawing after Schwind's Schubertiade.

BACCHI,CESARE (1891-1939; Italian). Painter andsculptor. Painl­
ed oil portrait Shubert am Shreibtisch beim Komponieren, 1929.
Shown at the Paris Salon, 1929. -- Hilmar, page 89, plate 137,
'Carlo Bacchi'. More likely this isCesare Bacchi whoexhibited at
the ParisSalon between 1911 and 1939. [Salc, Schubert am Kompo­
meren, postcard of 1929 oil painting. 'C(arlo) [si] Bacchi, 1931,
+C3/1, page 65; JF; Ben&zit, 1, 600, AKL, VI, 120]
BACHER,R{UDOLF) (1862-1945). Painter, scu.lplor, and illustrator.
(Schuk,crt 2iXlJ.ih.re: song illustration, 1897, page217, #376; unccr­
tain if imageproduced] [Sotnffer,Varnedoe; Pre-Modem; Benezit,
L, 606; O-Lexikon; AKL, VI, 144; Fuchs 19., I, K24; Fuchs 19.E, I
K27; Grove entry]
BANKEL,JOHANN (1837-1906). Artist, copper engraver, and print­
maker. Portraits of composers including FS after Jiiger, may refer
toCarl Jager, seebelow. (GR!; online research; AKL,Vl,582; Rim­
bault)
BARBIER, Luc (French). JUustrator. [RM; onlinesearch] No further
information available.

ReneeTramond, Schubert, illus. by Luc Barbier (Lyon: Editi­
ons el Jmprimeries du Sud-Est, 1955; 1960).

BARTOLOMEY, ERNST (a/k/a Bartolo) (1943-1996). Musician,
writer, painter, and caricaturist. Joined theWienerStaatsoper in
1964, and the Wiener Philharmonikcr in 1966 becoming second
violinist.rote ahistory oftheWienerStaatsopcr. Used 'Bartolo'
lo sign his drawings. Unable to locate his caricature image of FS
[JF; Sak, 'Ernest Bartolo', 1'\1ir11erBirdrnnrier, colorpostcardofpen
and inkdrawing, n.d., #03/2, page79; Fuchs20., I, K47-K48; per­
sonal communication to the author fromtheWienerPhilharmoni­
ker]
BAUER,KARLPainter, lithographer, andgraphic artist. (Schubert
200 Jahre: Schubert, charcoal drawing, 21 19cm, n.d., page 212,
#347} (Vergo;Salc has (b.1905 in Graz), b/w photograph ofpor­
trait, n.d., #C43, page 53; entry inAKL, VII, 550-551 is for a pain­
ter and graphic artist born inGraz (1905-?) while~~zit, J, 878,
has an entry for German painter and lithographer Karl Conrad
Friedrich Bauer (1868-1942), who was a member of the Stefan
George circle; Fuchs 20., 1, K54-K55; FRESCOshows (1868-1932);
JF; DBE, I, 327 (1868-19-12))
BAUER, NA.RN. lllustralor. Reproduction of etching, The Elude
(March 1928), page 191. (HTS] No further information available.
BENESOl,C. (Sale, Drcim1idcrlhaus postcard series, n.d., #C12/4
-C12/5,page72.Seeentry forKarl Benesch(flourished1840). Still
life painter, AKL, IX, 41, uncertain if the sameartist; Karl Benesch
in Fuchs 19.E, J, K46)
BENESCHL,JOSEFFERDINAND(1875-1954). Lithographerandpaint­
er. Composer Fra11z Srlwberl, oil on cardboard, 32x26.5 cm, n.d.,
Sotheby's, lot 2CIT(25 October 2000). (AKL, IX, 41; Fuchs 19 J
K31; Fuchs I 9.E, I, K46) ., '
BERGER, JULIUS VIKTOR (1850-1902), Schubert Denkmnal von Kar
Kundmann im Wiener Stadtpark, Tuschzeichnung, n.d. [ONB-BA]
BERNT, RUD(OLF) (1844-1914). Watercolorist and illustrator.
[Schubert 200 Jahrc: song iUustration, 1897, page 217, #376; has
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first nameabbreviationas'Aud.' but thismay bea typographical
cnor( (May be Rud. for Rudolf Bernt in AKL, IX'. 625; Fuchs 19.,
I, K34; <www.icollector.com> lists three of his aquarelles at
auction, June 2001; RMnotes drawmgofSchubertdcnkmal in the
Stadtpark on a Ballspende card for the 1897 Ball der Stadt Wien]
During the 1890s, Bernt drew the interior of the "Golden Rose"
Synagogue in L'viv (built in 1582), destroyed in WWII.

Die osterreichisch-ungarischeMonarchie in Wort und Bild, illus.
by Rudolf Bernt.

BEYER, JOSEF (18432-19172 or 1861-1933?). Sculptor and medal
engraver. Plaque, 1913, celebrating the Schube.rtbund's 50 years
in Vienna, 100 70 mm; Schubert fountain, 1914 {Schubert 200
Jahre: mention in Theodor Stundl, Scl111bcrt-Bnm11e11, page 187,
#248) (Niggl; AKL, X, 339; Fuchs 19., I, K35 has Josef Beyer
(1861-1), a landscapeand portrait painter; Fuchs19.E,1, K54 (died
1933); Entwrf cines Schubert-Brunnen, photo, Deutsch-Bilder,
page 83 bottom]
BIRCSAK,THEODOR(E). Signed silhouette of FS al keyboard. Mo­
dified silhouette appeared later, as part of picture titled Zum 100
jalringen [sic] Todestage Franz Schuberts (19. Nov. 1828), in an un­
identifiedmagazineandattributed to LeopoldWachtler. (RM] No
further information available.
BITHORN,WILLI. Schubert silhouette. [Hilmar, page 14, plate 11;
mention in 5-Lexikon asWilly Bilhom, see 'Postkarten'; Hilmar,
('Willi'), 14; Sak, print of silhouette by W.B, n.d., IIC72, page 56
(not illustrated); JF; silhouetteofRichardWagner by 'W. Bithom'
onlineal <www.plochberger.net/NcwFiles/groupportrait.html>;
silhouette of Richard Strauss and Hugo von Hofmannsthal by
'Wilhelm Bithom', 1914 at <www.bka.gv.at/bk.:t/servicc/
publikationen/oeslerreich_allgemein/musik._in._ocsterrcid1. pdf>
BLAHA, HANS. Watercolorist and vedut:a artist. [Sale, active 1900
-1917,color print of portrait, 1925 or 19282, #C54, page 54; Hans
Oohann) Blaha (active 1900-1908), AKL, XI, 342]
BOHLER,OITo (1847-1913). Silhouettist andminiaturist. Bohler's
1897silhouette Die Feier von Schubert's 100. Geburtstag im Himel
appears in many biographies of FS. This silhouette is in Hilmar,
page 205, plate 349, without anartist attribution, but it is clearly
Bohler's famous work. SilhoueHe images ofSchubert are in two
other ofBohler's silhouettes, celebrating theascension ofBrahms
and Bruckner inloheaven. In these two instances, FS is among the
gr~ters. 80hler'ssilhouettes arequite frequently used to this day
inbiographiesof themanycomposerswhowere gently lampoon­
edby the silhouette artist. (AKL,Xll, 129;SIUK; Pre-Modern;GRI;
SLexikon,see'Postkarten';JF; Schubert imHimmel:Huldigungzum
100. Gecburtstag, 1897, Deutsch-Bildern, page 30; RM]
f The Schubert Institute (UK) Newsletter [later re-named The

Schubertian] 12 (November 1995), page 8, silhouette repro­
duction ofDie Feer von Schubert's 100. Gebrtstag imHimmel.
Original is owned by the Wiener Schubertbund.
AlcssandraComini, "TheVisual Brahms: Idols and Images",
Arts Magazine (October 1979), 123-129, which includes
Bhler's famous, amusing full-figure silhouette of Brahms
followedby a red hedgehog, symbolizing the composer on
his way to his favorite pub, Zum rote Igel.

BOHM/BOEHM, JOSEF EDGAR. Sculptor and medal engraver.
Sourcessay that the 37 mmmedal by Joseph Daniel Bhm (1794
-1865), struck in 1852 (but not dated), was by his English son, Sir
Josef (orJoseph) EdgarBoehm (1834-1890), whospelledhisname
differently, and uponwhoma knighthoodwasconferred in later
years after he left to live in England. [Andorfer; Nigg!; AKL, XII,
143-144; GRI entry forJoscphEdgarBoehm; FRESCOentry forJo­
seph EdgarBoehm;Groveentry forJoseph Edgar Boehm;S-Lexi-



11111,Jf;1852medaLDeutsch-Bildem, page85;Troslsays lhel852
medalwasbyJosef Edgar Bohm, page 11, nl]

Mark Stocker, Royalist and Realist: Tiu: Lifi· ofSir Joseph Edgar
Boehm (New York: Garland, 1988).

BOLLHAMMER,SUSI. [Sale, portrait medallionson postcard, 1928,
wC21/3,page76]. Bollhammercannotbeidentified. Thereisartist
MathaB)aschke-Pollhammcr(1878-1971), Fuchs19.E, I, K60. She
producedan engraving of Katharina Lasczny-Buchwieser or
Liszny-Buchwieser, a smger known to Schubert. The engraving
II reproduced in Harry Goldschmidt, Franz Schubert: Ein Lbens
Bild(Berlin:Henschelverlag,1954), plateopp. page241. Blaschke­
Pollhammer is also identified by Werner J. Schweiger online at:
<www.onb.ac.at/ariadne/vfb/bLfk__malschulen. him>, but ii is
ancertain if she produced an image of FS.
BONELL,GOTTHARD (b.1953; I talian). Singerandartist. (1) Portrait
ofSchubert, graphic [elching?], 16x24 cm, 1993; in the artist's
possession. Based on various pre-existing portraits ofSchubert.
(:Q lrrlic/11.tr; Vnrinlionrn Zit Williclm Millers und Franz Schuberts
Wbdn7riS(; (Rn,lienwgJ 25 images of varying dimensions, 1997
(l:nnsbruck:Haymon-Verlag,ca.1997). -Text is accompaniedby
CDwithGotthard Boncll, baritone, and NormanSheller, piano.
[Cl'lline search; personal communication to the author, AKL,
XJl,508].
BOREHAM, JUDY (British). Artist and illustrator. FS at the piano,
4,5 • 4.5in(11.43x11.43 cm), pen and ink on paper?, 1999. The
cartoonFSis sitting al the piano; the panel hasa balloon with the
tentence: "These are my miniature operas." [online search;
author's copy] No further information available.

DuncanHeathand JudyBoreham, l11trod11cli11g Roma11ticis111
(Cambridge: IconBooksLid., 1999), "RomanticSong," page
140 (reduced version on title page).

BOTTGER, KLAUS (1942-1992; German). Painter and engraver.
Franz Schubert, aquatin I etching, 32.6 x 24.8 cm, 1989, Amo Win­
lorberg, Heidelberg, lol 1770 (10 October 1992). (Schubert 200
Jahre:Schubert-Kompositionen mit zwei Schubert-Portrats und Caro­
lineEsterhizy, aquatinI etching, 33 x25cm, 1989, page 219, #397}
[Benbit, II, 611; GRI cites birth year as 1946; <www.icollcctor.
com> cites death year; AKL, XII, 211 dies 1992as death year]
BOYE, MERETE (b.1971; Danish). Thcclogian and artist. Comic
strip done with ballpoint pen on paper, two sheets of AS paper,
14.821 cm, 1994. Published in Spiloppen,monthly journal of the
ArhusMusikskole as one in the series Great Men of Music. With
TinaSteenJensen(seebelow), createdanFScomicstripandother
historicallyaccuratedrawings done in anai'.vcmannerwithwitty
modemtext Jensen did the bulk of thecomicstrip drawingwith
Boyeresponsible for a panel basedonSchwind, showing Johann
MichaelVoglsittingnext to FSat the piano. In this comicversion,
Voglis wondering what's for dessert. In an early panel, FSwas
almost named Fred at birth. (online search; <www.merete land.
elk/ts/fsl.html>; personal communication to the author]
BREITWIESER,THEODOR (1847-1930). Portrait and genre painter.
framedminiature watercolor of FS, on paper in oval frame,7
9an, n.d., Solhcby's, lot 27PL (11 October 2000), and again, lot
418M (23February2001). [AKL, XIV, 93;Thieme-Becker, IV, ~74;
Ben@zit, IL, 776; GR!; Fuchs 19., I, K45; Fuchs 19.E, I, K69-K70.
Alsofound as Brcidwiser and Breihvieder]

Breitwieserstudied at the Vienna Academy in the studio of
Eduard von Engerth; he won interational acclaim"""
largebattlefield panoramasandgenrecompositions. In 1
theartist worked inAmericawherehe paintedcowboysand
folk scenes.
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BREND'AMOUR, (ROBERTFRA,i,.;
RICHARD (1831-1915).,, 'SOS)RICARDor(FRANZROERr)
soon«ion»we i..2,2%p"kn.goo
ggye«as."7•11.

asedon Schubert drawing by H. Mete (see below), 32 24a
ca. 1885, page 211, #336) [Ben&zit, II, 780; AKL, XIV, 108; Grove
mention in article: 'Wood-engraving, history'] ,
BROCH, A. Dreimdderlhaus S:ene. Keloriere Post~ante nach einem
!5""fvoA.rod, n.a., Hulmoar, p»ge 187.pate31. (shat«rt

Jahre: Vier Postkarten z Liedem as dem Dreimaderlhaus nah
Geml«den vonA. Broch page229, #464(a); plate on page229) [Sulc,
~on!dlustrahon on a postcard, B13/1-13/6, page 44, Dreim&-
~r ausp~slcards, #Cl0/7-ClO/IO, page 71; several postcards

by Brochwith FS appear onJF website, with JF suggesting in his
database that the first name may be Alois after a book illustrator
(ca. 1914) of that era; 5-Lexikon, see 'Postkarten']
BROWN, BARBARA (British). Illustrator. (RM; online search) No
further information available.

Peggy Woodford, Schubert (London:]. GametMiller, 1969).
BRZEZINSKI, ANTON (b.1946; American). Artist. The Composer
Franz Sclwbert,oil painting, 12x24 in (35 x 70cm). Done incubist
style as a CDcover for a Danish label, but never used by the re­
cord company. [online at: www.eBay.com, item #901545557 (27
August 2002)1
BRZEZOWSKY, GRETE. Illustrator. FS appears in six of her eight
illustrations in AnionHerget, DerUetferfiirst Fm11z Scl111bat (Leip­
zig; Vienna; Prague: Haase, 1915). {RM/SIUK]. Also illustrated
Herget's JosefHaydn (Leipzig; Wien; Praha: Haase, ca. 1914)
DUROA,J. (1825-after 1886). Painter. {Schubert 200Jahre: Schubert
im Schulhof, oil on canvas, 50 47 cm, n.d., page 212, #340} 1'-fa)'
be Josef Burda, painter, portraitist, and lithographer. Burda did
many portraits of Vienna's aristocracy. [AKL B-B, II, 337; AKL,
XV, 187-188; Fuchs 19.E, I, K78-K79 (born ca. 1827)}
CASTELLSMARTl,)OAN (1906-1980; Spanish/Catalan). Engraver
and painter. Painted FS portrait on wood. [JF; AKL, xvn, 215J
CLAROT, JOHANNBArT1ST (1797or 1798-18540r 1855). Lithogra­
pher. (Schubert 200 Jahre, Franz Shubert, lithograph for music
publisher Artaria after Rieder, 34.7 24.3 cm, ca. 1826, page 154,
#187} (GR!; AKL, XIX, 419-420, has entry for Johann Baptist
Claret (1798-1855). Painter and lithographer; Fuchs 19.,L, K56
(1797-1854); online search produced dates as 1797-1854)
COE,THOMAS]. (1919-1999; American). University professor,
botanist, botanical illustrator, and portraitist. Using his scientific
and artistic expertise, he created nearly one thousand signature
portraitsofcomposers for universitymusicprogramsour""
the portraits were drawn frommaterial inpublic library collec­
tionsand from the American music publisherTheodore Presser
Company. The portraits were donated by the artist to form the
ThomasCobbeCollectionofComposer Portraits at the University
fCincinnati, GomoMemorial MusicLibrary.Theportraits inthe
nteionare freeofcopyright andmay beusedbyanyonewith­
ut restriction. Two Schubert images are in the collection. The
_aits have been digitized for viewing online at <www.
p du/hbraries_CCM/cobbc/cobbc.asp/>. [onhne se.m:h]
uc.e (b.1954; American). Painter, printmaker, and
COLLEY, OO~ALD. : l illustration of fS after Rieder's 1825
testator. P""789"$],««t»sue tu«torsionand graphic
:.3..av«r

viewa ,, Painted image of FS on ceramic plate,
CONDELLI (Italian).. [RMI No further information available.
+co.16a»-a""""%$,Gos.nester sn4 enc±over. Fs
cossMANN, ALFR ( 905 on a bookplate for Karl Andorfcr,
image engraved ca. 1
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Deutsch-Bldem.page31. [JF, Ben&zit, III,931;AKL, XXL, 413-/%
onhn<search· a 2-.SdnllingAustrianstampwithCossmannspor
trait was released in 1970. He produceda noted portrait etching
of Mozart ca. 1900]
OlOCKFOaD,J.J.Ouldren.sbook illustrator. Illustratedan;m.,:
of books by Kitty Bame and another author. (RM; onlin• I
No further information available.

Kitty Bame, Introducing Shubert, illus. by J.]. Crockford
(NewYork: Roy Publishers, [1957)). Originallinedrawings.

CzOERNIG, HERTA a/k/a C2OERNIG-GOMANZ and CZOERNIG,
HERTHADOROTHEA (1886-1970). Landscapeartist andetcher. Did
a seresofSchubert aquarelles. Best knownforMusicians'Homes
series consisting of twenty-eight etchings of the birthplacesand
residences of famous Viennese musicians and composers, with
incipits. Beforeherdeath, she wascommissionedby theAlbertina
to produce an etching of the museum. OF; online date of birth as
1896; AKL.xxm. 317-318 (1886-1970): Fuchs 19.G, 1, K40 (1886-
1970); seeonline biography at <www. meadowcreek.com/bios/
hczoemig. html>; RM cites 'Goerrug' in Schubert 200 Jahre as a
misreading for Hert>Czocmig;Schubert200Jahre, Schubert-Denk­
mal im Stadt-Park von Karl Kundmann, aquarelle, 37.5 30.5 cm,
1943, page 187, 247]
DAFFINGER,MORITZMICHAEL (1790-1849). Painter, miniaturist,
and watercolonst. Did a watercolor drawing or FS, n.d., (but
possibly mud-1820s], Schubert: Aquarellierte Zeichung vonMoritz
Michael Daffinger?), Hilmar, page 39, plate 50, Deutsch-Bilder
page 22. He came intocontact with the Frohlich sisters - Barbara
FrOhlichwas his painting student for a short time - and with FS
through his friendship with Grillparzcr, which slarted in 1820.
{Hi.~ entries inSchubert 200Jahre include his imagesorGrillpar­
zer and of the FrOhlich sisters, Barbara and Katharina, on pages
156-157, #193, #19-1, #195. Hisimageof FSisnot in5chubert200
Jahrej.Oaffinger isperhapsbetter knownfor hispaintingLisztam
Klavier. [JF; GRI; Ben&zit, IV, 178; AKL, XXIII, 381-382; Fuchs 19.,
I, K59; Grove entry; Deutsch-Reader, S-Lexikon]
DARRACOTT, lNGRID (Brilish). llluslralor. (RM;online search] No
further information available.

Richard igmore, Schubert; The Complete Song Texts, illus.
by Ingrid Darracott (London:Gollancz, 1988). Cover image
ofFS.

DAUTERT, KARL (1875-1944; German?). Medal, 90 mm, cast me­
tal, 1928. {Nigg!; AKL, XXIV, 400 has German porlrail artist,
sculptor, and plaque arlisl (1875-19-14)1
DAVID,GEORG {Sale, print after a portrait by David 19-13, a£ter a
painting by Novak (sir], n.d., #C56, page 54; Fuchs 20., I, K151-
152hasPaul GeorgDawid (b.1923). Painterandgraphicartist. No
other similar name has been found)
DEBLOIS, CHARLES-ALPHONSE (1822-ca.1883; French). Small en­
graving of FS, 24 16 cm, 1867. [JFE; AKLB-B, III, 57; Ben&zit, IV,
318; Gallica]
DEININGER,WUNIMALD(1879-1963). Archilecl {Schubert200Jah­
re: Sclmbtrt-Portrlit, redchalkdrawing,40 30cm, 1922,page212,
#345); {AKL, XXV, 280-28l;Thiemo-Becker, VIII, 561-562;0-Lexi­
kon]

Schubert durch die Brlle 6 (January 1991), p. 110.OriginalRo­
telzeichnung, 1922, von D. {sir] Deininger.

DELELOlS, C. (French). Engraver? (Schubert 200 Jahre: Francois
Schubert, steelpoint engraving, 11 x 10 cm, 1867, page205, 317).

%::%2.."mo
EgonKomorzynski [1878-1963], Genus zwischen zwe iVelten:
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Ein Schubert-Roman, illus. by G. Deman(Berlin: Hesses Ver­
lag, 1944).

D ER, JOSEF ALDIS (1797-1846). Sculptor and painter. Dialer
~uced a bust afler a Schwemminger (see below) design, n.d.,
Hilmar, page48, plate65. Amould for the bust atWiihringceme­
tery, Ausstetlung, page 98. The German text has 1829 for the
mouldwhile the English text has 1830. {Schubert 200Jahre: Sch­
bents erste Grabstatte afden Wahringer Fredhof,bronze, nodimen­
sions, 1830, page 180, #231; Schubert-Bi«ste, 1830 nach JosefAlois
Dialer, bronze, 30 x 10 17.5 cm, 1830, page 183, #233 and #234)
(Thieme-Becker, IX, 202; Biedermeier; Brown; Benezit, IV, 544;
AKL, )()(VII, 63; 5-1.exikon; JF; Sak, b/w photograph of bronze
bust '1829', #C90, page 59. In 1829 the slate of the bust was a plas­
ter cast; the agreeddale the bust was cast in bronze seems to be
1830; Sclmbrrt-Bilste, bronze, 1829, Dcutsch-Bildem, page 18]
DIER,ERHARD AMADEUS, see Amadeus-Dier, Erhard
DIET, LEO originally DIETMANN, LEOPOLD (1857-1942; Austro­
Czech}. Painter, illustrator, andetcher. Produced a silhouette after
Schwind, Deutsch-Bildem, page 32. Schubert in der Uniform der
Hofsangerknaben, aquarelle, n.d., Hilmar, page 9, plate 4; in Aus­
stellung, page 15. It is not known for certain that this uniformed
choirboy isSchuberL OF; online search:Bcn~zil, IV, 572-573; AKL,
XXVJJ, 280-281; Fuchs 19., I, K65]
DIETHOR, JOSEF (b.1919). Sculptor. Bronze busl of FS for the
opening of the Schubertsaal in Steyr, 550 x 400 mm, 1970._ [AKL,
XXVII, 289; online search; image or bust at <http://auktmn.al.
net/defaultl.a,p?C=OfferDetails&IDOffer=S541831 > (28Novem­
ber 2002)]
DIETRICH, ANTON (1799-1872). Sculptor. Portrait bust of F5 in
ViennaStaatsoper online at <http://1vbecthovcn.com/Lieux/
AutricheVienneOperaBusleBietrich.html> [Online searchproduc­
ed questionabledates of (1833-1904), but this may be foranother
artist by the same name; AKL, XXVII, 295-296 (between 1795 and
1797-1872). Sculptor, artist. Schubert bust in Vienna Opera}

Eva Ba.dura-Skoda, "Erhaltene Portr:it-Bilsten Schuberts,"
Sclrub<rt d11rc/1 die Brill, 16-17 January 1996), p. 147-157. On
page 146 is a photograph of the bust captioned Zeitge11655i­
sche anonyme Schubert-Biiste (von Anton Dietrich?) (Photogra­
phie aus dem Bildarchiv der Osterreichische Nationalbibliothek.)
Eva Badura-Skoda & Peter Branscombe, eds., Schubert Stu­
dies: ProblemsofStyle andChronology (Cambridge: Cambridge
University Press, 1982), p. 186, for a photograph of the por­
trait bust as possibly done by Dietrich, ca.1830, in a private
collection.

DtlTR.Iot, ANGELIKA. Her caricatures appear in the pages of
Schubert durch die Brille 21 June 1998), pages 144, 162; 23 June
1999), pages143, 189, 26 (January2001), page166. Thisartist bears
the same name as the second wife of Johann Strauss, junior. The
artist'scopyrightyearsarecontemporaneouswith thepublication
dates of SddB. No further information available.
DOL, GEORGES (pseud. for EDMOND VERNIER; 1872-1950;
French}. Painter, lithographer, graphic designer, and illustrator.
Noted for operetta posters which are still collected. Image of FS
after Otto Nowak drawing for the score of Das Dreimaderlhaus
publishedbyDoblinger-Verlag.TheDola rendering isona poster
for the operetta Chanson d'amour, 47 31 in (120 79 cm), lithe­
graph, 1936. The Frenchoperetta isbased onDns Dreimiider/lmus.
[RM; online search; AKL, XXVJJ, 301 I
DUNN,HARVEYTHoMAS (1884-1952; American). IllusIrator and
Painter. Schubert Composing the Earl-King, colorportrait, 9.5 6.2
in (24•13 x 15.875 on), 1918. Dunnwas earlier commissioned by
Steinway & Sons to produce four-color, double page ads in Ute



Saturday Evening Post, a highly popular, mass circulation Ame­
ricanmagazine; secRichard K. Lieberman,Steimuay&50115 (New
Haven: Yale University Press, 1995), page 144. IGRI; online
search;AKL B-B, Ill: 343; Ben&zit, IV, 865; FRESCO; ABMI, 236;
WWAA,176; AriErmoyan, Famous American Illustrators (Lon.
don:Quantum, 2002), pages 72-73]

James (G.J Huneker, The Steinway Collection of Paintings by
American Artists Together With Prose Portraits ofthe Great Cam­
posers (!NewYork]: Steinway & Sons, 1919).
RobertF. Karolevitz,Where Your Heart ls: The Story ofHarvey
Dunn, Artist (Aberdeen, S.D.: North Plams Press, 1970).

l)UrllE (ORDUPRE), Pre (Haitian). Woodcarver. Carved bust of
f'S, 16%in/ 42.22 cmhigh, on pedestal 11.75 x 9.75 in (30 x 25
cm),ca.1960s. [Onlinesearchat<www.tias.com>, bust shownby
J{eslinger Antiques, Lakeland, Florida, USA] No further infor­
mation available.
OUSt.ANOllEA{MARIA) (b.1961).Joumalist, writer, graphicartist,
and caricaturist. [Schubert 200 Jahre: Andreas [sic} Dusi, Franzi,
der alte Flotist, caricature in Fnller(May 1997), 13.5 x 24 an, page
253, #639} Du!iol's opinion columns, drawings, and sketches
appear monlhly in lhe Viennese magazine Falter under the pen
name Comandantina Dusilova [online search; Dusi web site at
<WWW.geocities.com/Pentagon/4404/>]
EA.ALE, NIGEL (British). Illustrator. Cards, posters, and art prints
with images of composers andmusic. F'S imageon an assortment
ofcards. [RM; online search] No further information available.
ErL [Schubert 200 Jahre: Schubert-Karkatur, caricature, 28 x 22
cm, title page, Proftl (7 November 1978), no. 45, page 253, #635).
EICHHORN, LEOBERNHARD (1872-1938). Genre painter. OF; Sale
hasBernhard Leo and LeoP., print and photograph of portraits
ofFSon a postcard, #C27-C28, page 51; Ben&zit, V, 66; AKLB-B,
lll, 424 (1872-1957); Fuchs 19., !, K77; Fuchs 19.E, I, K102; RM
notesEichhom's large output of composerand musician portrait
postcards as derivative, relying on well-known portraits and
photographs]
E.lsENBURGER,DORIS (b.1966; German). Graphicartist, watercolo­
rist, and children's book illustrator. FS images, watercolor on
paper, 70x 40cm, 1996. Schubert book cover image can be? seen
onlineat<www.eiscnburger•illus.de/musikerbucher.htm>. [RM;
online search; personal communication to the author]

Ernst A.Ekker&DorisEi.senburger, Franz Scl111berl: Ei11 musi·
kalisches Bilderbuch (Wien; Milnchen: Annette Betz Verlag,
1996).

EISLER, GEORG (1928-1998). Painter and printmaker. He was
awarded the 1971 Vienna Prize for Fine Arts (Painting and Gra­
phics). HisSchubert is in print edition Homage, see Key. [Schu­
bert 200Jahre: Schubert nm Kltroicr, colored etching, 60 50 cm,
1978, page 218, #387) ISotriffer; Bonezil, V, 78; GRI; 0-Lexikon;
AKL B-B, Ill, 430; Fuchs 20., I, K187-K188)
ENDER,JOHANNNEPOMUK (1793-1854). Historical painter,water­
colorist,andportraitist. Schubert drawing,ca. 1817, Hilmar, page
8, plate 3. OF; GR!; O-Lexikon; BoMzit, V, 117; AKLB-B, Ill, 460;
Fuchs19., !, K80; FRESCO; Scfmbert-Porlriil, lithograph, Ender(?),
n.d., Deutsch-Bildem, page 25]

Gedenkausstellung Johann Neponk Ender(1793-1854), Thomas
Ender (1793-1875) (Budapest: MagyarTudomanyos Akade­
mia,2001).

ESCHER,ROLF (b.1936; German). Artist, illustrator, and printma­
ker. Schubert, dry point etching, 18 x 27 cm, 1984, in the artist's
personal collection. Main image sources used wereKupelwieser
(1821), Teltscher (1821), and Schwind. (GR!; ABM!, 187, online
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search; personal communication lo the author]
Escher's Shubert appears inTheodorAdorno, Schubert (Neu-
lsenbcrg: Edition Tiessen, 1984).

f Schubert drch die Brlle 6 (June 1991), page 130.
EYL (or EYEL or EIBL), FRANZ (1806-1880). Portrait and genre
painter. Disputed 1827 oil portrait in Hilmar, page 37, plate 48.
[Schubert 200Jahre: Franz Schubert, oil oncanvas, nodimensions,
1827, page 135, #154, plate? on page 141, attribution to Eybl is not
yet authenticated since Willibrord Josef Mahler {sec below) was
earlier thought to be the artist of this portrait of FS without his
~pcctades) (Bussc;Thieme-Bccker,XI, 126--129; Bocttkher, I. 1, 299,
O-Lexikon; Bryan's, 136; Bicdermeier; Brown; B~nCzit, V, 228;
GRI; AKLB-B, III,533;Fuchs 19., I, K86-K87;Groveentry; HMSW
Restitution Ari}

Elmar Worgull, "Schubert ohne Brille; Schuberts Gesichts­
maskc als Vorbild filr das Gemalde in der Gesellschaft der
Musikfreunde inWien," Schubert durch die Brlle 20 (January
1998), pages 133-142. ["unbezcichnetcs und undatierle," oil
painting, 56 44cm, in the Gesellschaft der Musikfreunde,
possibly by Eybl.)

FEITH,GUSTAV (1875-1951). Painter, watercolorist, lithographer,
landscapepainter, flower painter, and graphicartist. /11 Memorinm
Franz Schubert,watercolor, 21 x 15 cm, 1926,SoU,cby's, lot 29RA,
17 October 2000; and again, Widnng an Franz Schubert, Doro­
thcum, lot 254, 20 March 2001; thought to be preparatory study
fora postcard. Produceda postcard Schubert-Hofofthecourtyard
to the FS birth house, with an image of FS [AKL 8-8, III, 599;
Fuchs 19., I, K89; JF; S-Lcxikon, sec 'Postkarten'; Sak, #A7/2,
page 21, song illustration on a postcard with portrait medallion
of FS, #B15/1, page 45, #815/2, page 46; RM cites Feith's song
illustration postcards and one? wiU1 FS composing outside the
Holdrichsmilhle)
FENDI,PETER (1796-1842). Historical and genre painter, portrait­
isl, engraver, and sculptor. Sdmberl-Portriil, oil painting, 1820,
signed "Peter Fendi", Deutsch-Bildem, page 2-1. Schubert oil
portrait, "signiert und daliert 1827 (!)", Hilmar, page 29, plate36.
OF; GRI; Bon~zit, V, 371; AKL B-B, Ill, 607; Fuchs 19., I, K90-K91;
FRESCO; Grove entry]

Walter Koschatzky, Peter Fendi (1796-1842): Kinstler, Lehrer
und Litbild, mit Beitragen von Hubert Adolph und Alfred
Ben1lmrd Walcllrr (Salzburg: ResidenzVerlag, ca.1995).

FERENCIIICH, G.v. Illustrator, graphic and genre artist. Cover
illustration of texts of Franz Lehar's works, 1922; onhne posters
of his genrework, from1900to 1910. {Sak, series of popularope­
retta song,1918, #CHI/1-CI1/3, page71; online search; RMowns
score of Hanerl (sequel to Das Dreimaderlhaus) on the cover of
which isG. v. Ferenchich'sdrawingof bust ofSchubert. ca. 19l8j
No further information available. Could this be Gabor von
Fercnchich (18?-191)?
FISCHER, FRIEDRICH. Engraver. Ca.st metal plaque, 256x 157mm,
1901. !Nigg!) . . .
F PAUL (b.1922). Painter, printmaker, illustrator, caricaturst,
~,east. tis senor ts reran«to toms;e"
Key. HisartworkhasappearedonAustrianstamps. [Schubert2O
ahre: Winterreise, etching, 60 x 50 an, 1978, page 218, #388; un­
J produced) [sotriffer probably refers to the illus-2"%Sas. v.sos cit.o«sis.at.ss..
703; Fuchs 20, I, K.209 (1922-1963 (sic));<www.paulf1ora.com>;

online search] VON 1797-1863). Architect. His ideas were
FoRsrR, LUIGI_',Ringstrasse, and he was a noted
influentlill m thecn.:att~no .

0
Vienn.i He worked \\;th Franz

designer of apartment ouses i •.
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Janet I. Wasserman, A Scl,ubert Iconography

Schoberon the designof the FSmemorial in theWahringer Fried­
hof. (Schubert 200Jahre: Schuberts erste Grabstatteufdenahrin­
ger Fredhof, photograph, page 180, #231} (AKL8-8, Ill, 711 has
(1797 or 1799-186.1); JF has (1797-1863); Scl111N'rtserstr Grnbstlille
auf dem Wahrnger Fredhof, photo, Dcutsch-Bildem, page 63;
Grove entry (li99-1863)]
FOSS[L. MARTA ELISABET or MARTHA ELISABETH (1880-1965).
Painter, book illustrator, and graphic artist. Etching o! FS by
"M.E. Fossel," Hilmar, page 24, plate 29. (AKL 8-8, Ill, 745; JF;
Fuchs 19., I, K98; Fuchs 19.E, I, K117}
FRANCK,HEINRICH. Lithographer. (Schuber! 200Jahre: Schubert­
Porlrr'it, chalk lithograph, 23x15 cm, n.d., page 218, #383; Sclm­
brrt-Porlriit, e.ngrnving, 17.5 x 13.5 cm, n.d., page 218, #384)
FRANKE, V. Genre artist. Postcard portrait of FS. [HTS; Sale has
'V. Franke' on color print of portrait on a poslcilrd, 1918, #C47,
page 53; RM notes that Franke postcard of Schubert in a laurel
frame is clearly signed "V Franke"].
FRA.ss,WILHELM (1886-1968). Sculptor. Bronzerelief inSt. POiien,
1912, Dcutsch•Bildem, page 78 top. [JF; online search; AKL B-B,
111, 785; S-Lcxikon, see 'Denkmal' -Willy Frass; O-Lexikon;Grove
mention in·Austria. Sculpture. After c.1900']

Hubert Adolph, "WilhelmFrass: Ein BeitragzumVerstand­
nis seines kilnstlerischenSchaHens,"Mi1tei/1mge11 derOstrr­
reichischen Galere 59 (1971).

FROHNER,ADOLF Or ADOLPH (b.1934). Painter, printmaker, pho­
tographer, and sculptor. HisSchubert is inprint editionHommage,
see Key. Awarded the 1980 Vienna Pnze for Fine Arts {Painting
and Graphics). His workhas appeared onAustrianstamps. (On­
hne search; GRI; 0-Lexikon; AKLB-B, III, 822; Fuchs 20., 1, K222-
K223; Grovemention in 'Vienna, Art. Life andOrganization.1897
and after']
GABEL, FRIEDRICH (1901-1974; Gcnnan). Illustrator andcaricatur­
ist. Famous for the 1,000drawingshe did for the Brrli11rr Zeihmg,
including a drawingof FSon31 January 1953as"Zeichnungnach
2e1tgenDss1schen Darstellungen" which appears to be after Krie­
huber. (RM; online search; Berliner Zeitung online; AKL B--8 JV2] , , ,

GAREIS, FRITZ(1872-1925). Artist andcartoonist. Producedpatri­
otic propaganda posters during World War I as well a.s a
propaganda trading stamp. Did a postcard portrait of FS.
Produced a comic strip in the Viennese satirical weekly DrrGiitz
von Bcr1ic11111g,·11, from 1919 to his death, about the crazed
encounters and daily trials and tribulations of the Family
Riebeisel. Even after his death, the publisher, using the Gareis
style, continued this popular comic strip. A large collection of
Gareis's Riebeisel stripswasproducedin1934. [HTS; JF; AKLBB,
IV, 54; Fuchs 19., II, K9; Fuchs 19.E, I, K!25; Wiener Stadt- und
Landesbibliothekcollection ofWorld War I propaganda posters·
onlme search] '
GAUERMANN, FRIEDRICH (1807-1862). Painter, landscape artist,
ammaher, and graphic artist. A Gauermann-Museum is in Mie­
senbach-Scheuchenstein, Austria. Schubert als Zuhorer bei einer
Quartettproduktion u Musiksalon von Johann Steiger v. Amstein,
pencil drawingn.d., Hilmar, page79, plate 121. [GRI;O-Lexikon;
onlmesearch; AKLB-8, IV, ii;Fuchs19., 11, KlJ • FRESCO·Gentry; JF] 'v. w'»rove

Rupert Feuchtmuller, Friedrich Gauerann, 1807-1862, der
Tier und Landschaftmaler des Ostereichischen Biedereier
(Wien: Osterreichischen Staatsdruckerei, 1962).
Franz Schabert und seine Zeit, exhibitionat the Archiv derGe.
scllschaft der Musikfreunde in Wien (l7 October - 22
December 1978, catalogue by Otto Biba (Wien: Gescllschaft
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derMusikfreunde, 1978); page 25: catalogue# 59, "Streich­
quartett-Produktion in einemWienerSalon" (JohannSteiger
vonAmstein?), undatierle Ble1stif':,e1chnung (28.2 x 43cm),
auf der ROckseite von alter Hand 1837 und 1838". Franz
Schubert appears in the right-hand side of the sketch.
UlrikeJenni, Friedrich Gauermann (1807-1862): O1ski::en nd
Zeichungen imKupfersticdkabinett:ZurArbeitsmethodedesMa­
ler (Wien: Kupferstichkabinet der Akademie der bildenden
Kunste, 1987).

GEIGER,KARLJOSEF (1822-1905). Artist. Illustration zden "Mt­
lerliedem" mit Baste von Franz Schubert. [online search;NB-BA]
GIANNELLI, ARNALDO (1907-1992; Italian). Sculptor. Small bust
of Schubert, alabaster, 30 cm high, 1966. The original 1966
alabaster bust was kept as the prototype for the subsequent
production of the figurine in "synthetic stone" (a composition of
alabaster powder and resin). The image mode! of FS was found
in a publication not otherwise identified. Produced a bust of
President Dwight D. Eisenhower as well as other notables. Firm
still in existence under the ownership of the artist's son Alfo
Giannelli as Egregia di Alfo Giannelli, Volterra, producing many
synthetic stone figurines from the designs of his father. [RM;
online search; personal communication to the author]
GtESSEL,WILHELMF. (1869-1938). Genre painter. {Schubert 200
Jahre: Painteda reducedcopy inoil ofSchmid's Ein Schubertabend
in einem Wiener Bfirgerlumse, 80 110 cm, 1897?, page 210, #330)
[Online search; AKL 8-8, IV, 163; Fuchs 19., II, K18 has Giesel
(Gisel), WilhelmF., painter, nodates; Fuchs 19.E, I, K132, correct­
ed to Gicssel (Gisel)]
GILLIGAN, PAUL (b.1965; Canadian). Illustrator, cnrtoonist, and
designer. Former illustrator for The Ottmun Citizen and other pe­
nodtcals. FS caricature in black ink and pencil, dale uncertain,
created for the National Arts Centre web site Arlsnli11c.cn at:
<w,vw.artsalive.ca/en/atiantictour/FranzSchubert.dm>. [onlinc
search; National Arts Centre, Canada; personal communication
lo the author!
GOERNIG, H. Painter {Schubert 200 Jahre: Schubert-Denkmal im
Stadt-Park von Karl Kundmann, aquarelle, 37.5 30.5 cm, 1943,
page 187, #2471 [RM cites Goemig as a misreading for Czoemig.
Herta, sec above)
GOETZ, KARL (1875-1950 or 1952; German). Sculptor and medal
engraver. Medal, 3 versions; e = 71 mm; 60 mm; and 36 mm
stlve!, 19:8, [Nigg!; online search; Grosse; AKL B-B, IV, 248 has
(1875-1950);Groveentry forKarl XaverGoetz (1875-1950; Rudo]
;"""2";MM. Mont.osnoose9 o.19mo, Ameren». cat-
ns k author and illustrator, watercolorist pen and ink

artist, and clay sculptor. [RM/SIUK; online search; ABM!, 235;
!CB, IV, 1967-1976edition, 122-123]
f ALittle Schubert,musicarr. by RichardWoitach (NewYork

Harper& Row, 1972; paperback reprint Boston- David Go-
dine, 1984). • "e in Tiu- New York Times. Best Illustrated Children's

oks, 1972

"chard Moris, "The Collector's Guide to Schubert Books
$?}; /"> Gotten: A ue scanter, me saner«on +

ar 1999), p. 10.
GOLDEN,CHARLESO (1899lithograph • . -1976;American).Painter,illustrator,
cover of TI e~~~e(rcolorut, and landscapeartist. Portrait ofFSon
seara, e,,,"{,{""gusts«Noveter 194. trrs; omtune
Goss:. 0, I, 236; AKL B-8, IV, 253]
engna"""" Wnuur (ass1-1966). sculptor, medalist, and

• as metal Plaque, 300x 250mm, 1930. [Nigg!; AKLB-



B, IV, 246 entry as Wilhelm Gosser (1881-1966)· Grov .
in entry for 'Gudrun Baudisch'J ' e mention

GRANER: ERNST (1865-1943or 1945). Portraitist, urban landscape
and architecture painter, and watercolorist. Postcard image({±
[IF has (1865-1943),Salc, #A6/1, page 21, has (1865-1945), #A7;4
page 22, +A13/4,page26;GRI; Ben&zt, VI, 374; AKLB-B,IV,325,
Fuchs 19., 11, K24; Historisches Museum der Stadt Wien has (186S
-1943). HMSW Restitution Art)

GRATH, ANTON (1881-1956). Scu lptor and medal engraver. Me­
dal, undated, before 1940, two versions; e = 60 mm and e = 33mm. [Niggl; AKL B-B, IV, 333; in the collection of the Kunsthis­
torisches Museum, Vienna; 5-Lexikon, see 'Numismatik']
<?REENWALT,MARY(fl.1930sand 1940s, last mention 1949· A
ncan). Children's book illustrator. Illustrated a number ofho::
by Opal Wheeler in a musician's series. fonline search; author's
PP?PP'Neary Friends; RM/SIUKJ No further intoration ava-

Opal !heeler and Sybil Deucher, Franz Schubert and His
Merry l·ric11rls, illus. by Mary Greenwalt (New York: E.P.
Dul ton & Co., 1939).

Opal Wheeler & Sybil Deucher, Curtain Callsfor Fran: Sch­
bert, illus. by Mary Greenwalt (New York: EP. Dutlon&Co,,
}2"),3y tor aware on4 companion book to Merry

GRIEUAUER (Schubert 200 Jahre) [May refer to Edwin Gricnaucr,
see below]

GRIEBLEI, MARTHA. Artist and graphic designer. {Schubert 200
Jahre: "Da Wmufcrer". Sclmbcrt-Porlriit, pencil drawing, 50 55
cm, 1995, page 220, #399, Handschriftlicher Briefvom 9. Aug. 1996
mit Schubert-Kopf und Anette Kolb-Zeichung, page 220, #400}
[Websiteof Prin cipalityofliech tcnslein <www.liechtenstein.li>;
online search] No further information available. In addition lo her
drawings noted in Schubert 200 Jahre, an online search shows
among her designs a drawing in profile of Franz Schubert done
for a 70-rappen postage stamp, Franz Schubert und Liechtenstein,
issued in 1997 by the Principality of Liechtenstein for which she
has designed many stamps. A number of her Schubert drawings
were exhibited at the Feldkirch (Auslria) Schuberliade.
GRIENAUER, EDWIN (1893-1964). Sculptor and medalist. Designed
1928 silver "Double-Schilling" 12g, 0=29 mm. (Schubert 200
Jahre: Scl111bert-Mii11zeunclt Schwind, 1928,2-Sch illingsilverSchu­
bert coin for Austrian Mint, modeled after Schwind, e = 2.5 cm,
1928, page 242, 519, entry is "Griebauer") Nigg}; AKL 8-B, IV,
361; 5-Lexikon, see 'Numismatik' - "N. Griebauer"J
GRILLICH, L. [Sale, photograph of Weigl's Schubert statue on a
postcard (see Robert Weigl), 1914, #C94, page 59; onlinc search
found L(udwig) Grillich and his pholoofSigmund Freud siltting
in a chair, 1907, which appears to be a studio portrait, and his
studio portrait of Johann Strau8 jun., n.d. Also a reference to his
1892 photograph ofJohannes Brahms. Grill i ch was a professional
photographer in Vienna; RM notes Grillich's postcards of the
Schubert birthhouse museum, and his photograph of the Sclm­
bertzimmer in lhe Hislorisches Museum der Stadt Wien]
GRONER [Sale, design for etching on Jaffe postcard, n.d., #C17/4,
page 74; could this be Ludwig GrOneror Wilhelm Heinrich Lud­
wig Gruner or Grilner (1801-1882); online search; GRI; BCnCzit,
vr, 499 (1801-1882)1
HABERLE, JOHN (1856-1933; American). Painter. Music, oil on
canvas, 66 x 81.3 cm, ca. 1896. A recently localed lost painting by
a well-known trompe d'ail artist, done in this style. Within the
painting, a "carved" wood border is depicted with the likenesses
of famous composers, including that ofSchubert. [Sotheby's New
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York, lot # 54, sale 1309, 4Den, v.64; AKL ., 44.",22"her zoo, wh tot notes.
Vollmer, u, 34cRt» ots sa4 "WAA, II, 1412-1413;

' Jg'aberle, Haine: Raroseee Eshutu«en, January 7
rough 28, 1962. New Britain Museum ofArt (New Britain

Conn.: The Museum, 1962). '

The Reminiscent Object: Paintings by lliamMichael Hamett
John Frederik Peto and John Haberle, [exhibition] La Molla
Museum of Art, 11 July-19 September 1965, Santa Barbara
Museum of Ant, 28 September-31 October 1965. La Jolla
Calif.: The Museum [19652] (sun Diego, Calif.: Conklin
Litograph).

University of Califomia, Berkeley. University Art Museum,
The Reality ofAppearance: The Trompe l'Oeil Tradition mAme­
rican Painting by Alfred Frankenstein, published by New
York Graphic Society for exhibition organized by University
Art Museum, in conjunction with National gallery of Art
[and others) (New York: NcwYorkGraphicSoc iety, [19701).
Gertrude Grace Sill, John Haberle, Master ofIllusion, exhibition
held at Museum of Fine Arts, 16 June-11 August 1985, at
Whitney Museum of American Art, Fairfield Country, 10
Scptembcr-11 August 1985, and at Amor Cuter Museum,
29 November 1985-19 January 1986 (Springfield, Mass.:
Museum of Fine Arts, ca. 1985).

GSUR, H. F/K. F. (1871-1939) {Schubert 200 Jahre: uses both sets
of initials; song illustration, 1897, page 217, #376; Sclmbcrl-Portriit,
etching, 37 31 cm, 1928, page 240, #507} [May be painter and
watercolorist Karl Friedrich Gsur(J871-l 939) in BCnezit, VJ, 508;
see O-Lexikon under "Sch0nburg-Hartenstcin, Alois Furst" for
its 1915 portrait of the Prince byGsur; Gsur also produced a series
of lithographs depicting the daily life of the emperor, including
a signed lithograph of the Austrian emperor, 1908; GRI; AKL B-B,
IV, 410; Fuchs 19., II, K32; Fuchs 19.E, I, Kl41]
HACKL,F. Or HACKL LUDWIGF. Schabert-Portrat. aus Fett, Hilmar,
n.d., page 189, plate 318. )Hackl, Friedrich (b.1944) in AKL 8-B,
IV, 488; Fuchs 20., rr, K34 ]
HADER,ERNST(1866-1930). Portrait painter. [Sa.le, print after por­
trait by E.H. on a postcard, 1903, #03, page 52; AKL B-B, IV, 489;
first mention in 1866, last mention before 1922; FRESCO shows
(1866-1930)]
HAMMERSTIEL, ROBERT (b.1933). Painter and woodcut artist.
[Schubert 200 Jahre: Fran: Schubert, woodcut, 32 x 27 cm, 1996,
page 220, #401] [Ben&zit, VI, 7I8; AKL B-B, IV, 536; Fuchs 20., IL,
K40; 5-Lexikon, sec 'llluslrationcn'J

Robert Hammerstiel, Franz Schubert. interreise. (Wien:
Chris tian Brandst:itterVerlag, 1997). The book's format is29
x 20.2cm, in which Wilhelm Muller's poems arc illustrated
in 25 drawings of lhe song cycle. [Uncertain ifinterreise has
FSimagc]

HANISCH, G. {Schubert 200 Jahre: Schubert-Plakette, 1928, copper,
0 = 3cm, 1928, page 241, #516} (NiggllistsEduardHansHanisch ­
Cong&e, 1928 medal for the Wiener Musiklehrerschaft, s = 30
mm]
HANNICH, RUDOLF (d.1965; Austrian). Bmstbiltl tks l.fr'.!t'rfiirs!m
Franz Schubert. Acquarell. Sign. Aufn. E.JEKEL-Wicn. [ONB-BA)
HANNY, KARL (1879-1972; Swiss). Scu lptor, painter, watercolorist,
etcher, woodcutter, and plaque artist. Drawing of FS alter
Schwind drawing, Hilmar, page 13, plate 10. [JF; Ben&zit, VI, 731;
AKL 8-B, IV, 494]
HARRACH, MAX (1874-1924; German). History and landscape
painter, etcher, and illustrator. Schubert am Klaver. Nach einem
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Gemalde vn MaxHarrach, Hilmar, page 166, plate 276. [JFE; AKL
B-B, IV, 574]
HAR.TIG, ARNOLD (1878-1972). Medalist, sculptor, and engraver.
Did many medals of FS in the 1920s, including a well-known
Schubert medallion the head for which was sculpted in 1928 for
thecentenary. ThemedalJionwent throughsubsequent~~gs.
Plaque, 1928, Hilmar, page 45, plate 59 [later produced in 1957].
[SlUK; AKLB-B, XVI, 72; online search;S-Lexikon,see'Numisma­
tik'; entry in MO]

!Schubert 200 Jahre:
"Fm11: Scl111bat''-Mrdaillr mil Portr/it-Hnlbrdicf, 1927, bronre,
e7.5 cm, 1927, page 241, #512(a);
"Fran:. Sd111ber1"-Mcdaillcmit Portriil-Halbrclief, 1928, bronze,

4 cm, 1928, page 241, #512(b);
Schubert-Kopfvan Wienansicht, 1928,brass-boundwoodoval,
oval5x8 cm, wood 11x15cm, 1928,page241,#512(c)I
See Nigg!·
192-1 medal: e= 75 mm; 40 mm; 25mm; and a cast medal, e
240 mm.

1928 medal: o = 75 mm; 40 mm, 25 mm.
1928 oval, 80 x 52 mm.
1957 gold medal: s 25mm, 14g;022.5 mm, 8g.

HAUSLEITHNER, RUDOLF (1840-1918). Portraitist, historical and
genrepainter. [JF; Salc has (1840-1918), poslcard, 1928, #C2/11,
Page65; Benezit, VI, 805; AKLB-B, IV, 607; Fuchs19., 11,K47 (also
Hauslcibler)]
HAUSNER. RUDOLF (1914-1995). Painter and graphic artist. He
was awarded the 1969 VicnnaPrize for Fine Arts (Painting and
Graphics). HisSchubert isinprint editionHommage, secKey. His
workhasappearedonAustrianslamps. {Schubert 200Jahre:Drei­
maderlhausMolto Vivace, color lithograph, 60 50 cm,1978; un­
certain if image produced, page 219, #390] [Sotriffer; Ben&zit, VI,
807; GRI; O-Lexikon; AKL B-B, IV, 6fJ7 ; Fuchs 20., 11, K52-K54;
Grove entry; onlinc search]
HELLARD, SUSAN (b.19-19; British). Children's book illustralor.
Watercolor and line withwash [personal communication from
artist's representative: "The artist used no formal pre-existing
image of FS, so she'just drew a boy.'"; author's copy}

AnnRachlinandTonyHart, Famous Cl1ildrr11: Sclmbcrt, illus.
by Susan Hellard (Hauppauge, NY: Barrons Educational
Series, Inc./Barrons Juveniles, 1994).

HERRMANN, NORBERT (b.1947; German). Painler, graphic desig­
ner, and photographer. Caricature, 1999, of FSwildly playing an
electric guitar, with the amplifier jumping into the air, Schubert
durch die Brlle 26 (January 2001), page 158. [onlinesearch; artist's
website at <www.fcrien-tip.de/hemnann/>]
HERRMANN, RUDOLF (18i0-1962 or1886-1964; two artists with
identical name?). Artist and caricaturist. Engraving of FS after
Krehuber, 1924,nodimensions. Dozensofpenandinkdrawings
by Rudolf Herrmann for the period 1914-1919 are listed as
HMSWRestitutionArt.Most areportraitsofnotables, diplomats,
reigningmonarchs, academics, industrialists, etc. [RM;JF;HMSW
Restitution Ari; Dates are (1S86-1964) at <www.worldbook
dealers.com/>]
f RudolfHerrmann, Sammlung von 143 Original:eichuungen des

""""itist«nun4Kankatursten (Wien:ca. 1910-19381945/

HEUMANN, HUGO [Salc, b/w photograph ofportrait, n.d. #C45
page 53] "
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HINDERKS-KUTSCHER, ROTRAUT (b.1908, fl 1930s-1950s;
German). Painter, children's book author and illustrator. Wrote
and illustrated children's books about great composers. [RM;
online search; AKL B-B, IV, 755]

RotrautHinderks-Kutscher,Franzlaus demHimmelpfortgnund
(Stul'tgart: Franckh'scheVerlagsbuchhandlung, 1955). Black
/white line drawings by the author and cover image of FS
in color.

HOFBAUER,LOUIS (1889-1932;Russian-born). Painter of religious
scenesand portraitist. [JF; Salc, #A16/1, page 29 (1889-1932); B&­
n~zil, Vil, 102; AKL B-B, V, 14 (b.1888 or 1889)1
HOFFMANN,RUDOLF (1820-1882). Lithographerandminiaturist.
LithographicportraitofFS, 54x34cm, ca. 1860, Hilmar, page 38,
plate 49; "um 1850'', Deutsch-Bildem, page 28. He made a series
about famouspeople for F. Paternopublishersand a large numlx.-r
of lithographic copies of the works of famous painters. [JF; B­
n&zit, VII, 110; Fuchs 19., II, K70; Gallica]
HOFMANN,E.A. Painter. {Schubert 200Jahre: Sclmbcrl ill 11111si:z:ic­
render Gesellschaft beiemer Landpartie aufdemLeopolds?erg mit Blick
aufDonaundWien, oil on canvas, 89117cm, ca.1920, page212,
#342) [See entry for Egon Hofmann (1884-1972) m Uenezil, VII,
113; GRJ; AKLB-8, V, 24 and Fuchs 19.G, I, K106 have variant E.
Hofmann-Linz]
HOFNER,Orro (1879-1946). Medal engraver. Two-Schil lingcoin,
"Double Schilling'', e=29mm, 1928, for Auslrian Mint. !Nigg!;
AKL B-B, V, 26 has (1879-1946)1
HOCER,RUDOLFALFRED (18672, 18772-19282, 1930?, 1931 ?). Franz
Schubert im Heurigengarten. Oil on canvas, sign. Aufn. E. JEKEL,
no date, image reproduction in the Bildarchiv of the Osterreichi­
scheNationalbibliothek. SeveralofHoger'soil paintingsofbattle
scenes from World War I are in the Dculschcs Hislorischc
Museum, Berlin. Some of his landscape or genre paintings may
have been published as postcards. fonline search, ONB-BA;
Deutsches Historische Museum, Berlin; AKL B-B V,4]
HRDLICKA, ALFRED (b.1928). Painter, sculptor, and printmaker.
Schubert sculpture in bronze with brown patina, 15 x 19 x 125
cm, 1996[injouma1Atdieras 19x18x14cm, seebelow]. He was
awarded the 1967 Vienna Prize for Fine Arts (Sculpture).
Completed approximately forty drawings of Schubert for his
1982-83 Schubert cycle, some erotic: see Wolgemeinschaft
Schubert undSchober andDreimaderlhaus II, aswellas several other
untitled erotic drawings fromHrdlicka'sSchubert cycle. Schubert
zieht wider einmal um. Zeichung aus dem Schubert-Zyklus, 1982,
Htlmar, page 199, plate 338. Hrdlicka started work on a new
Schubert series in 1996, in conjunction with the 1997 Schubert
centenary {mention in Schubert 200 Jahre, page 197} [Sale,
poslcards from the 1982Schubert cycle, n.d., #D5/1-D5/4, page
i9; ll<!nezil, Vil, 212;GRI; -Lexikon; online search; AKL B-B, V,
97; FRESCO; Grove entry; 5-1...cxikon, see 'Karikatur'· Fuchs 20.,
II, K93-K94] '

Klaus Kemp&PeterWeiermair, eds.,Alfred Hrdlickn; Sallp­
tures, Drawings, Prints 1945-1997, exhibition catalogue
Frankfurter Kunstvercinand the Sttidtisc.heGalerie, Frank·
furt amMain, theViennaKilnstlerhaus, and the St:idtische
Galerie Klagenfurt (1997), (Kilchberg; Zurich: Stemmle AG,
1997).
Schubert: Dreimdderlhaus, 1997, plate on page 46 [sculpture,
no dimensions].
Schubert: Wohgemeinschaft Schubert-Schober, 1997, plate on
page 47 [sculpture, no dimensions].
Schabertnd Schober planen eine Oper, Zyklus Schuber, 1982,
plate on page 108 [print, no dimensions].



Schubert im Gefingnis, Zyklus Schuber, 1983, plat
109 (print, no dimensions]. ' ' a eon page

Alfred Hrdlicka, "Franz Schubert. Meine erste Begegnung
mit Schubert, in Alfred Hrdlicka: Franz Schubert, exhibition
catalogue (Vienna: Hilger, 1982). The exhibit catalogue con­
tains many of the erotic drawings of FS noted in the biogra­
phical entry above. [listed in Kemp, page 186]

Eva ~etrnv.1, "Alfred Hrdlicka oFranziSchubcrtovi" [Alfred
Hrdlicka About Franz Schubert], review of sculptures and
drawings ofinterreise, exhibition at Prague Gallery Oskar
Kokoschk,1 (22 Apnl -6 June 1997), Atelier: Forlmglllly Jour­
nal ofContemporary Art (12 June 1997}, page 6. Three photos
of the small bronzes in the exhibit appearon page 6. (English
summary page 15)

Gust.iv Erhart, "Zivot Franze Schuberta v pfedstav.1ch Al­
freda Hrdlicky" [Franz Schubert's hife according to Alfred
Hrdlicka], review of graphic works and drawings, exhibi­
tion., Prague, Gallery Oskar Kokoschka (22 April - 6 June
1997) Ate!er: Fortnightly JournalofContemporaryArt (12June
1997) page 6. (English summary page 15)

HUCKSTADI,F ERHARD (b.1936; German). Portraitist, landscape
and still life artist. Oil, watercolor, charcoal, pastel, and chalk.
Portrait ofFranz Schubert, 25.5 x 19.5 in/ 65 50 cm, watercolor,
charcoal, and pastel on paper, 2002. [online search; Galerie Peer­
lings'. Ge.rmany; The Hart Gallery, Chicago; GRI; personal com­
munication to the author]

Eberhard Hucks tadt, Gem«lde, Aquarelle, Zeichungen, Frank­
furt (OrJcr): Galerie)unge Kurut-Ausstcllungskabinet, 1975;
Gem;iJdegalerieneucMeisler-Albertinum,StaaUicheKWl'i t­
sammlungcn, 1976-77.

H. Jessen, Eberhard Huckstadt. Aquarelle, Katalog (Eutin­
Fissau: Galerie Schwedenkatc, 1990).

HUGUENIN (Medailleurs, Le Locle,Switzerland). [Nigg); AKLB-B,
V, 121 has several entries for Huguenin at Le Loc le: [recte] Fritz
H-Jacot, medalist and engraver(1845-1914), and [rate] Henri H.,
medallic artist, (1879-1920); Huguenin website at <www.
huguenin .ch>; online search]

See Niggl:
Undated medal in eight versions: o = 150 mm; 100 mm; 50
mm; 40 mm; 30 mm; 25 mm; 20 mm; 16 mm.
Undated plaque: 53 37 mm; 30 24 mm.

HUMPOLETZ, PAUL (1889-1972; Austrian, later British). Painler,
illustrator, car toonist, and caricaturis t. Contributor toDieMuskete.
After the end of WW J, he became the chief cartoonist ofDas kleine
Blatt in Vienna. Caricature An11er Sclmbcrl, shows a confused FS
peering over the many products and businesses bearing his name
beca use of his popularity, Hilma:, page 203, plate347,as "N. [sic]
Humpoletz." [JF; AKLB-B, V, 133;5-Lexikon,see 'Karikatuf-"N.
Humpoletz"; Fuchs 19.G, I, K113; HMSW Restitution Art; Mu­
seum of Jewish Heritage, New York; Aufbanu (21 June 2001)
<www .aufbauonlin e.com/2001/issue13/ pages13/12.html>]

Schubert durch die Brlle 10 (June 1993), page5; N. [sic] Hum-
poletz caricature An11er Sclwberl from Vienna's Das kleine
Blalt (10 April 1928). The caricature appears also in Andreas
Mayer, Franz Schubert. Eine historische Phantasie (Wien:
Turia+Kant, 1997), page 75.

HUNDT, JOHANN BAPTISTHERMANN (1894-1974; German). Pain­
ter and sculplor. Original etching after Kriehuber's lithograph.
[IFSI; AKL B-B, V, 133 has "Hermann Baptist Hundt"; Werner J.
Schweiger, Mitteilungen aus dem Kunstarchiv at <www.kuns t
arch iv.at>]
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ISNENGIII, T. Medal engraver Medal. E

Theodor lsnenghi (182-19» , ,e50mm, 1928. May be
the medal collection,,{"His 1912bronze Mahler plaque is in
t&neti Muzeum, B, "TA Zenetudomanyi Int&zetZenetor­
bronzepl4. ","Udapest. "Th. Isnenghi' produced ca. 1925 a
search] p 1ueo Austnan01anccllorlgnazScipcl. lNiggl; onlinc

JAGER, CARL (1833-1887; German). Printmaker, enraver. and
Pr- Portrait otrs oner Keet.ts, na. Hun,is,i
,,,,"lithograph ot rs appears on a greeting card,a. ti6sos

-century photograph by Friedrich Bruckmann of a Jiige;
portrait can be seen online at JF. [Sak, prints and photographs of
portraits by and after Juger on a postcard, #C22-C26, pages 50-51,
#C60, Page 54; Rimbault; GRI; AKL B-B, V, 239 (b.1833 ); HTS;)F;
FRE.SCO shows (1838-1887); RM notes Jiger's engraving of Schu­
bert as probably havmg been first published in Eduard Hans lick.
GallereDeutscher Tendichter, Brustbilder nach Origina l-Gemilden
von Prof. Carl Jager, Mit biographischem Text von Dr. Ed. Han.s­
lick (2. Aufl., Milnchen; Berlin: Friedr. Bruckmanns Verlag.,0..)
See also Carl Jager, Gallerie deutscher Tondicher, Photographien
nad1 Ongmal-Gemaldcn. Biographischcr Text van Ed. Hanslick
(Milnchcn, Bruckmann, o.J. [before 1883)). 4. Mit 12 Tafeln mit
aufgezogenen Original-Fotograficn lllustriertes und gcpr5gtcs
Original-Leinen]

}AGOOITS, CAROLYN LEE (b.1935; American). Illustrator. Black/
white line drawings for children's book about FS. [RM; online
search] No further information available.
, Brother Roy Nash, Franz Schubert, illus. by Carolyn Lee Jago­

dits (South Bend, Ind.: Dujaric Press, 1967). Dujaric Press
specialized in Catholic children's books and affiliated with
University of Notre Dame; Jagodits illustrated other books
for Dujarie.

JANSSEN, HORST (1929-1995; German). Painter, printmaker, and
engravcr. JSchubcrt 200 Jahre: Fran:l, etching, 29 21 an, 1983,
page 219, #396) [Benrzit, VII, 477; GRI; online sean:h; AKL B-B,
V, 265; FRESCO entry shows Horst-Janssen-Museum Oldenburg;
Grove entry; DBE, V, 303]
JELLIFFE, RAY (British). Illustrator and cartoonist. Cari cature of FS
on greeting card, ca. 1992 for Camden Graphics. !RM] No further
information available.

Terrance Dicks , A Riot ofWriters: A Romp Throught English
Literature, illus. by Ray Jelliffe (London: Piccadilly Press, 1992 ).

JENSEN, TINA STEEN (b.1971 ; Danish). Actress and artist. Cornie
strip done with ballpoint pen on paper, two sheets of AS paper,
14.8x21 cm, 1994 . Published in Spiloppen, monthly journal of the
ArimsM11sikskole, as one in the series Great Men of Music. With
Meretc Boye (see above) created an FS comic strip and other
historically accurate drawings done in a naive manner but with
witty modem text. Jensen did the bulk of the comic strip drawing
with Boye responsible for a panel based on Schwind, showing
Johann Michael Vogl sitting next lo FS at the piano. In this contic
version, Vogl is wondering what's for dessert. In an early panel,
FS was almost named Fred at birth. [online search ; <www.mere
teland.dk/ts/fsl.html>; personal communication to the author]
JESSEL, RENATE (active 1950s to 1970s; German). Book illustrator.
[RM; online search] No further information available

Kurt David, Der Spielmann von Himelfortgrund, illus. by
Renate Jesse l (Eas t Berlin: Kinderbuchverlag, (1968?])

JUNG,JOSEPHC. Self-taught postcard artist and versifier of FS. His
imaginative cards and unusual Viennese dialect verses wcrepro­
duccdfrom 1928 toca.19-IOs. !Schubert200Jilhre, Obmrwllr Scl111-
bert-Karten, 1928 bis 1940er Jahre, pages 230-232, plates of FS
images on page 232, #471(a), #-171(1)}
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JNGERMANN,WILLI Medal engraver. Medal, e = 45mmand
mm, n.J [Nigg!) .
JUNK.RUDOLF(1880-1943). PillJlter, graphicartist, andcaricatur-
1st, Designeda 1922 Austrian stampofFranz Schubert. Junkas
also a significant designer of Austrian bank notes and goveT
mcntbond notes. [AustrianPost; onlinesearch; Fuchs 19., 11, K93,
Fuchs 19.E, 1, K176]
KANITZ,WALTER 1929 drawing "Schubert als 'praktizierender
Musiker' in Lichtental." Shukertdurch die Brille 23 (June 1999), p.
22; Der 'Wanderer' Schubert im Krise seiner Schuler, 1929, Schubert
durch de Bnlle 22 (January 1999), p. 133. No further information
available.
KARTELLUS, ADOLF (1869-1919). Portraitist, landscape, still life
and genrepainter, poster artist, and postcard illustrator. Produ­
ced prolific quantity of postcards with Schubert themes, 1.c.,
Schwammerl places and a few actual portraits of the composer.
DunngWorld War I, produced numerous posters andpostcards
for the war <'ffort. OF; Sak has (1869-1919), song illustration on
a postcard, signedAK. K.arpcllusmay have signed joint work by
usmg only his initials duringhiscollaboration with Ernst Kutzer
(sec below) from 1911 to 1916, B4/1, 4/2, 4/4, 4/6, 4/8-4/12,
4/14,4/15, B5/1-B5/3-B5/6, B6/1-B6/6, pages34-38, caricature
on a postcard, n.d., #C1/7, page63, Schubert amKomponicren,
postcard, 1917, #C3/3, page 65, Dreimaderlhaus postcard series,
+C12/1-C12/2page71; Ben&zit, VII, 702; AKLB-B,V, 444; Fuchs
19., II, K99-K100; Fuchs 19.E, I, KI82; bBL, III, 248;onlinesearch)

The useof the initials"AK" on a supposed collaborative ef­
fort between Karpellus and Kulzer and alsoKarpcllus and
Schiltzhasbeen called into qucstion.JF, a collectorofSchu­
bertiana, suspects the possibility that the initials AK may
stand for a different word or phrase, for example, the Ger­
manwordAnsichts-Karte orAnsichtskarte. AmongGerman­
speakingpostcardcollectors, the use of theAKabbreviation
for a postcard is quite the usual practice. RM accepts the
attributions usedby the editor of Sale as reasonable.

KELLER,ALFRED (1875-1945). Portrait painter, illustrator, and cari­
caturist. Not determined if he did caricature of FS and Johann
Michael Vogl but he did the illustrations for a best-selling 1912
novelby RudolfHansBartschaboutFS, Sdmmmmerl: fin Scl111bert­
Roman, which became the basis for the operetta Das Dreimaderl­
haus. The front coverof the first editionhasasilhouette of FS, but
it is uncertain if Keller produced it. {Schubert 200Jahrehas entry
for Bartschnovel, page 223, #407, but no mentionofKeller; AKL
B-B, V, 480; online search; Fuchs19., II, KID4-K105; Fuchs 19.E,
I, K185;coverofBartschnovel reproducedinRobertWerba, Franz
Schubert: Ein volkstiimlicher Unbekannter in den Augen der Naclwelt
(\'\'ien: Pichler Verlag, 1997), p. 88; RM cites pictureby Kcllerof
Vogl and Schubert in the Bartsch novel!
KETTNER, FERDINANDROBERT (1779-1834). Miniaturist andwa­
tercolorist. Deutsch-Reader, page 928, cites Kettner's 1816 oil
portrait ofFS, auctioned atGraz in1934,asan"allegedportrait";
theallegation is interpretedbyRM tomeanthatDeutschdoubted
that the portrait wasofSchubert. [Thieme-Becker, XX, 223; OBL,
III, 409-410, Busse; Bryan's, 131; Ben&zit, VII, 774; AKL B-B, V,
,09; Fuchs 19., II, KJOS)
KIITz.GUSTAV (18240r1826-1908;German). Architect andsculp­
tor. Schubert-Denkmal im Garten der Liederhalle zu Stuttgart, 1878,
bust, Deutsch-Bilder, page71. [JF hasGustav AdolfKictz; AKL
B-B, V, ~21; Grove mention in entry for 'Erst Rietschel', and
shows Kietz as (1824-1908); S-Lexikon; see 'Denkmal': DBE v
536 (1824-1908)) ' ' '
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KLEIN, RICHARD (1890-1967; German). Painter, sculptor, and
medal engraver. FS image on glass medal (in possibly as many
as ten colors), 35 30mm, ca. 1941. [N1ggl; AKLB-B, V, 563 has
medalist, painter, and sculptor (1890-1967); Benezil, VII, 843;
DBE, V, 578 slates he painted a portrait of Adolf Hitler; RM cites
Klein glass medals with composers, politicians, and Hitler}
KLEMM, WALTHER or WALTER (1883-1957). Painter, animalier,
lithographer, woodcut artist, and illustrator. Noted for animal
illustrationsanderotica. {Schubert 200 Jahre: original lithographs
inJosef FriedrichPcrkonig,Schubert, Hendl undder Birnbaum: Eine
Shubert-Novelle (Leipzig, 1925), page 224, #416) )life years also
givenas (1883-1952); GR! hasWalther Klemm(1883-1957); online
search (1883-1957); Grove mention in 'Bergmann-Michel, Ella';
DBE,V,580(1883-1957)hasAustriannationality; AKLB-B, V,567
has German nationality (1883-1957)]

Walther Scheidig, Walther Klemm als Graphiker (Dresden:
Verlag der Kunst, 1959).

KLIMT, GUSTAV (1862-1918). Painter and portraitist. Design for
Sclmbi!rt nm Klavicr,Hilmar, page46, plate61; Scl111bal nm Klauicr,
oil painting, 1899, Hilmar, page 46, plate 62. [Schubert 200Jahre.
Schubert am Klavier, submitted winning entry for the 1897 Schu­
bertcentenarycompetition, mentionpage206; plate onpage211;
destroyed by fire, 1945} [Fritz Novotny, Gustav Kliml, Willi a Ca­
talogue Raisone ofHis Paintings (NewYork: Praeger, 1968); GRI;
Sotriffer; Vergo; Vamnedoe; Pre-Moder; Ben&zit, VII, 853-856,0-
Lcxikon; Sotheby's; FRESCO; Grove entry; 5-Lexikon; Fuchs 19.,
II, Kl16; HMSWRestilution Art)

Still popular is K.limt's 1897 Schubert nm Klauier whichW.15

submit led lo theCentenaryExhibitcompetition alongwithJulius
Schmid's whose entry won, noted in Schubert 200 Jahre. Another
painting isdated 1899asacommissionforNicolausDumba'smu­
sic room, tilled Sclmbcrt am Kltroicr II. Klimt's 1897 oil painting
was destroyedby fire in 1945.The original 1896crayonandpencil
sketches that he used as studies for the painting are still in exis­
tence. They havebeenauthenticated for inclusion in theAlbertina
catalogue raisonne. Onesuch itemwasoffered atSotheby'sauction
in 2001, Klavier spielender Mann nach links, pencil on paper, ca.
1896,44.5 x 31.5cm, lot 199, sale L01002, 6 February 2001. In this
study the facial featuresare nol Schubert's while the figure is po­
sitioned as is Schubert in the final oil painting.

Threemore studies for Sclmbcrt am Klavierwere on display
in 2001, at the National Gallery of Canada's exhibitGustav
Klimt:Modemismin theMaking (15June-16September2001).
The first study, owned by the Hislorisches Museum dcr
Stadt Wien, is in black crayon, 45.2 31.8 cm. The second,
lent by the MoravskaGalerie in Brno is in graphite, 45.7 x
31.0cm.The third, inblackcrayonwithwhile highlights, 44
x 21 cm, wasonloanfromtheOberBsterreichisches Landes­
muscum, Linz. These three drawings are dated 1897-98 in
theNational Gallery's catalogue and noted as done for the
Dumba music room.
In early 2002, aKlimt study for Sclmbert nm Klauier II (1699),
of a standing womanholding sheet music while she sings,
was offered for sale bySotheby's: 46.4 x 30.5 cm, pencil on
paper, lot 81, sale NO7767, 21 February 2002.

KLINGSBOGL, RUDOLF alsoKLINGSBOGEL (1881-1943). Painter.
UF cites Klingsbogl illustrations in Addie Funk, Vienna's Musical
Sites and Landmarks (Wien: Knoch's, 1927), which contains a
sectiononSchubert; RM notes that someof thecomposer portraits
in Funk, including Schubert, were also produced as postcards;
~~c, rolor pnnt after portrait on a postcard, n.d., #C49, page 53;

LB-B,V,576; HTS; S-Leikon,see'Postkarlen'; onlinecitation
ofhis genreoil painting;RM notes that Klingsbogl's Dreimiderl-



haus picture is tipped onto the cover of Dolf Six, Lh·derf,irst Fmuz
5rh111xrt 1111d W,c111828-1928 (Wien: Knoch , 1928)]

KOLB, C. (first mention before 1875-last mention before 19l2).
Illustrator and master draughtsman. Engraving of Schubert dated
1890. [JF; AKL B-B, V, 635)

KOLLARZ, FRANZ (Frantilek Kolar; 1825 or 1829-1894; Austro­
Czech ). Lithographer, master draughtsman, illustrator, and wood­
cut artis t. Engraving of Schubertdenkmal in the Vienna Stadtpark
descri bed as "Originalzeidmung von F. KoUarz". Olher works are
dated in 1870s and 1880s. [RM; online search; AKL B-B, V, 638)
KONWALINKA, CAMILLO (Or CAMILLA?). Painter and etcher. Wa­
tercolor of FS as the figure bearing good wishes on a congratula­
tory caret. (Schubert 200 Jahre: Schubert alsGlkwunschbringermit
Blumenstrauss, 1919, aquarelle, 20.5x 16cm, 1919, page 248, #581)
[AKL B-8, V, 650 lists "Camilla L.", la.st mention ca. 1953; Fuchs
20., II, K166 has "Camilla active around 1953"]

KORAB, KARL (b.1937). Painter and printmaker. His Schubert is
in print edition Ho111111agt·, sec Key. His work has appeared on
Austrian slamps !Schubert 200 Jahre: Stillebrn mit Musikalien,
color print, 60 50cm, 1978, page 219, #391; uncertain if image
produced] [Ben@zit, VII, 945; GRI; O-Lexikon; AKL B-B, V, 656,
Fuchs 20., II, K167-K168)

KORANYI, FELICITAS [FRAU GABOR ERDELY]. Medal engraver.
Medal, e 280 mm, 1928. (Nigg!)

KOURI,MICHAEL. Sculptor. BustofFS. [RM] No further informa­
tion available.

l<RAn , CORA (1896-!ast mention before 1962). Graphic artist.
[Sale, b/wphotograph of portrait, n.d., #C44, page 53; AKL B-B,
V, 683 ; produced portrait of Franz Liszt phologmphed for post­
card production; onlinc search; RM has postcard with head and
shoulder portrait of FSJ

f Grimm Brothers, Sieben alte Marchen, gereimt von Gerhard
Reinhold. Bilder von Cora Kraft (n.p: 1923). Text and illustra­
tions entirely cut and blockprinted by Cora Kraft.

KRAM ER, KURT. Cartoon for commercial music retailer, Schubert
durch die Brillc 18 (June 1997) page 159. (SddB cartoon appears
stylistical ly from the 1920s/1930s; Kurt Kramer(b.1945). Painter
and graphic artist, (uncertain if German or Austrian) in AKL B-B,
V, 687; Fuchs 20., II, K172 (b.1945)]

KRATKY, RICHARD (1877-1944). Painter and etcher. Postcard
image of FS at the piano with two young women. OF; Sak, Sc/111-
bert am Klavier, color postcard, n.d., #CS/3, page 68; AKL B-8, V,
69!;HTS J

KRAUS, (JOHANN) WENZEL (1791-1849). Artist and mini aturist.
Mini ature aquareUe of FS, 45 x 60 mm . [IFS!; GR!; Fuchs Bm., I,
113]

Em.s t Hilmar, "ZurSchubert-Ikonographic;cine unbekann le
AquarelJ-Miniatur," Schubert durch die Brille 5 June 1990)
pages 3 (color plate), 42.

KRIEHUBER,JOSEF D, A. (1800-1876; death year also cited as 1870).
Portrai tist, landscape painter, and lithographer. Two lithographs
ofFS, 1846 . Llthograph, 1846, Hilmar, page 29, plate35; Deutsch ­
BUdem,page 27. Color lithograph with the publisher C.A. Spina'5
dedica tion to Franz Liszt, Hilmar, page 31, plate39; print after K
lithograph, n.d., Hilmar, page 36, plate 46 (Schubert 200 Jahre:
men tion on page 197; Schubert-Portrat nach Kriehlber, 54 x51.5cm,
1846, pages 204-205, #314; 6-Sch illing-Marken (nach Kriehuber),
1979, page 251, #616, #620(g), #620(h) and #622} )Thieme-Beck er,
XX1 , 535-53 9, 0BL IV, 273-274; 6-Lexikon; Biedermeier, Brown;
Ben&zit, VIII, 48; GRI; AKL B-B, V, 707; Fuchs 19,, 11, K140 has
(1801-1876); Fuchs Bm., I, 115-116; FRESCO; Grove mention in
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'Lithography, 1818-89' 'L· h
r@ vi, ct,e,"$"""2%".toss«so., kosec, as­
prints, and photographs f,,'i>Lexikon; Sulc, engravings,
C18, page i,«cs, .,,,,"pennon on a postcard, C13-
« 0age 5; ;HMSW Restitution Ar]
• SelmaKr,1S.1,/ose/Krid111ber 1800 1

Epoche (Wien: Christi; B ' +-1876: Der Portraitist einer
• 15 ian randsliitlcr Verlag.198i).

Margret Jestremski, "Josef Kriehubers Schubert-Lithora
Phte", Slaten artderte 16-17 January 199 ,,,,
173-180; plates on pages 172,176,177. , p g

KRUMMEL-LAARTZ, ILSE-LO (b .
and artist c . 1 . RE 1964, German). Musicologist
cm, 4,",Sated an FS image for Birenreiter-Verlag, 14 14.8
Published in 1997. FS image is a collage based on the Rieder

portrait and on musical notation in an FS autograph and from a
contemporary FSedition. The image can be found ona card prin­
led by the artist: Homage a Shaben (1995), published by Edition
Krummel 1996 (Nr. 303). (Sal, Hononage a st«tent, postcard,
99:,, #D3/3, page t9;onlme search; personal communication to

the author}

KRUMPEL,HELMUT (b.1941). Painter and graphic artist. His Schu­
bert is in print edition Homage, see Key. {Schubert 200 Jahre:
Schuberts Nachlass, etching, 60 x 50 cm, 1978, page 219, #392;
uncertain if image produced! fAKL B-B, V, 723; Fuchs 20. I[
K187-K!88J , ,

f Helmut Krumpel, Helt Krmnpel:Mappenwerke, Bilder, Ob-
jekte, 1968 bis 1995, Nie<lcrtlstcrrcichisches L,ndcsmuscum
Wien (7 February-7 April 1996).

KULAS,J..Schubert in Frilling. Vignette, n.d., Hilmar, page 190,
plate 319. (online search has postcards ca. 1900 and 1922; AKL B­
B, V, 743 has Josef von Kulas (first mention after 1904-1.:ist menti­
on before 1914). Painter, graphic artist, and illustrator]
KUNDMANN. Medal engraver. Medal in gold and silver, e = 187
mm, n.d. [Andorfcr; NigglJ May be Karl Kundmann, see below.
KUNDMANN, KARL or CARL (1838-1919). Scu lptor. His Schubert
memorials are in Vienna's Zentralfri edhof, c.a.1890, and lheStadt­
park, 1872. He also created two Schubert fountains and several
small busts of Schubert. {OBL, IV, 349~350;Thicme-Becker, XXII,
103-104; 6-Lcxikon; GRI; Brown; BCnCzit, VIII, 81; AKL B-B, V,
747; Grove entry; JF; Sale, photographs on postcards of the Schu­
bert Stadtpark Dcnkmal, #001-016, pages 60-62, #001 plate
on page 94; Forrer, Ill, 247; HMSW Restitution Art (sec below))

(Schubert 200 Jahrc):
Schubert-Denkmal, um 1866/70, plaster design, 100 74x68
cm, page186, #241;
Schubert-Baste, um 1870, marble, 70 x 45 x 30 cm, page 186,
#242;
Schubert-Biiste, um 1870, plaster, 2518 cm, page 186, #243
wilhplate;
Entwrffir Schuberts Grabaufdem Zentralfriedhof, um 1888/
90, alabaster, 39x41 x40cm, pages 186-187, #245, plate on

page 185)
Olhcr sources:
Sclwberls Grabmal aufdem Wiener Zentralfriedhof(um 1890),
photo, Deutsch-Bildem, page 67.
SclmbalsDenkmal i11 Wie11t.'rStadlpnrk. 1S72, photo, Dcutsch ­

Bildcm, page 69.
Entnurffireinen Schubert-Bruen,Deutsch -Bilder, page 82-
Shuter-Plakette, s = 187 mm, Deutsch -Bilder, page 86.

Madere Wiener Grabdenkmdler die Kunsterische Aus­
",,Jaearweer Frease (wens shrol 1, 1891). plate
<kapoocrorh otxondinar's s-hater«memoral
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with the inscription: "Seinem Andenken der Wiener Man­
nergesangverein". The sculpture is of the muse of mus
holdmga lyre inonehand, crowning a bust ofSchubertwith
a laurel wreath while a putto stands beneath the bust with
more wreaths.
HMSW Restitution Art: Portratbuste, Franz Schubert, 18%3,
sign. u. dat., lcbensgrolJ, Carraramarmor, l-l0he 67 cm.

KUFELWIESER or KUFPELWIESER, LEOPOLD (1796-1862). Painter.
[Thieme-Becker, XXII, 121-123; OBL. IV, 359-360; Busse; Boetti­
cher, 1.1, 825-827; Deutsch-Reader, 954;GRI; O-Lexikon; Bryan s,
156-157; Biedereier; Brown; Bneat, VIII, 86; AKL B-B, V, 751;
Galhca; FRESCO; Grove entryas Kuppelwieser,S-LexikonSale;
JF; Fuchs 19.. 11, K146-KH7)

!Schubert 200 Jahre}:
Gesellschafsspiel der Schubertianer in At:enbrugg, aquarelle,
23.2 x 30.3cm, 1821, page 119, #127, plate on page 157; also
in Ausstellung, page 22-1, right (full page in color).
Landpartie der Schubertianer zur Aumthle Atzenbrugg, aquarel­
le, 19.1 • 32.2an, 1820, page 119, #128, plate on page 125;
alsoinDeutsch-Bildnisse, plate4; Hilmar, page80, plate 125;
print from the aquarclle in Ausstellung. page 51.
Bfrislift:l'irl11mg, 1821, pencil drawing. original dimensions
not given, page 128, #151, plate on page 142; Deutsch-Bild­
nisse, plate 5.
Other sources:
Detail of the aquarelle shows the portraitofFS,Hilmar, page
20, plate 22, taken from plate on page 124.
Seventeen-year-old Schubert, chalk drawing, n.d., Hilmar,
page 20, plate 2.3; in Ausstcllung. page 28. [If drawn from
life, the drawing would be dated ca. 1820.}
Bildnis des jngen Schubert, b/w photograph on a postcard,
1928, 0f the chalk drawing {the attribution of the drawing
to L.K. is still in doubt), #Cl, page 48.
Schubert 1821, b/w photograph of the 1821 pencil drawing
on a postcard, n.d., Sak, #C2 page 48.
Portrtil:cirl1mmg, signedbySchubert"10.July.1821",Hilmar,
page 25, plate 30.
"Der Sundenfall": Gesellschafsspiel der Schubertianer in At:en­
bnugg, aquarelle, 1821, Hilmar, page 80, plate 124.
Contemporarycoffeecup, 1822,with imageofSchubertmo­
de.led after a pencil drawing made in 1821, in Ausstellung,
plate 316.
Oto Biba, "Es hat mich noch Weniges so entzikt": Johannes
Brahms und Franz Schubert. Ausstellung im Archiv der Gesell­
schaft der Musikfreunde in Wien. Katalog (Wien: Cesellschafl
der Musikfreunde, 1997), p. 68-69.
Rupert FeuchtmUller, Leopold Kupelwieser und die osterreichi­
schen Spatromantk (Wien, 1970).
Rupert Feuchtrnilller and Wilhelm Mrazek, Bicdenncier i,i
0sterreich (Wien: ForumVerlag, 1962) plate25 of L. Kupel­
wieser's Vertreibung aus dem Paradies (Scharade) 1821.
El.marWorgull, "SchuberlsunbekanntenNachbar inKupel­
wiesers Aquarell 'DerSundenfal!'," Schubert durch die Brille
26 (January 2001), p.101-108.
Universal-Editionpublished a sepia versionof theCharade
atAtzcnbrugg (1821),911.5mm, initspocketscoreof the
1824 Schubert StringQuartet, Aminor [D.804], frontispiece.
Thispublication, Universal s PhilharmoniaPartiturenseries
no. 351, iswithout a publication dateor thework's Deutsch
number, andappears lohavebeenpublishedwell before the
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appearance of the Deutsch catalogue.
Gesellschafsspiel der Schubertianer, Der Sundenfall, detail on

1928 postcard, Sale, #A19/5, page 31; #A19/9, Page 32
(apparently the complete work).
Landpartie der Schubertianer zur Amthle At:enbrugg,Deutsch
-Bildem, page 2
Gesellschafsspiel der Schubertianer in At:enbrugg, Deutsch-
Bildem, page 3.
Blcistiftuiclnmg, 1821, Deut.sch•Bildem, page 7.
Kreidezeichung (2), 1813, Deutsch-Bilder, page 19.

KUTZER. ERNST (1880-1965; bornGermany, lived and worked in
Vienna). Illustrator and graphic artist. Prolific illustrator of
children's books. Postcard portrait of FS writing, with his birth
houseshownin thebackground. OF; Sale has (b.1896), song illus­
trationona postcard, #B4/1-4/15, page.s34-37,all in conjunction
with Adolf Karpellus, Schubert am Komponieren, postcard, 1911,
#C3/2, page 65; AKL B-B, V, 758; HTS; S-Lexikon, 'Postkarten';
online search has (1880-1965); brief autobiographical entry by
Ernst Kutzer (b.1880) in Bertha E. Mahony and Elinor Whitney,
Contempornry ll111slrators ofO,ildreu's Books, Boston: Bookshop for
Boys andGirls,Women's Educational and Industrial Union, 1930,
pages 44-45, 86.J
LAMOTTE, ALPHONSE {1844-1914; French). Copper engraver. Por­
trait of FS, 12x¥8.5 cm. OF; Callica dates the portrait between ca.
1865 and 1914, which coincides with the artist's active pro­
fessional life; AKL-BB, VI, 36)
I.ARWIN, JOHANN (HANS) (1873-1938). Genre, landscape and
portrait artist. FranzSchubert onhisway to school accompanied
by his father, 20thcentury, private collection. [online search; The
BridgemanArt Library; Roger-Viollet, Paris; AKLB-B, VI, 82; B¢­
nezit, VIII, 298; Vollmer, XX1-XII, 402]
LAUER, LUDWIGCHRISTIAN {1817-1873). Medalist and engraver.
[Andorfcr; online search;Grosse; AKLB-8, VI, 93; 5-l.exikon, sec
'Numismatik' - "Lier"; Forrer, Ill, 324, mention of medal only]

Nigg!:
Plaque, gold and silver, 55 x 37 nun, n.d.
Medal, gold and silver, e= 50 mm, n.d.
Medal, gold and silver, e=27 mm, n.d., also in Deut.sch­
Bildem, page 85.
Jeton, gold and silver, 0 a:: 14 mm, n.d.

LAUFBERGER,FERDINANDJULIUSWILHELM (1829-1881). Histori­
cal, landscape, and genrepainter, designer, etcher, lithographer,
and fresco artist. Design drawing for a Schubert memorial, n.d.,
Hilmar, page 17, plate 16. OF; GRI; Ben&zit, VIII, 322; AKL B-B,
VI, 93; Fuchs 19., III, K14; OBL, V, 49; Grove mention in 'Klimt,
Gustav']
I.Ax, JOSEF (1851-1909). Sculptor. Schubert-Standbild aufdem Ru­
dolft1111~n i11 Prag, designafter Lax photographedbyMichael Fran­
stein « Co., Vienna(no date), Deutsch-Bildem, page 72. 1ax
. d the portrait medallions in the cupola ofVienna'sNaturhisto­
risches Museum, opened in 1889; completed casting, in 1899, of
thehorsesculpturesat theParliamentbuilding. OF; AKLB-B, VI,
111; online search; S-Lexikon, see 'Dcnkmal'J
:'OINE,AUGUSTECHARLES (1822-1869; French). Lithographer.

ubert lithograph after Rieder, ca.1860; Hilmar, page 34, plate
44• [Brown; Ben&zit, VIII, 498; AKL B-B, VI, 182; JF; Sale, b/w
photographofportrait onapostcard, n.d., #C40, page52; Callica]
1 ::UppolyteBarbad~He, Fra11z Scli11bert, snvie, scsreuvre~, illus.
Jtuguste Lemome (Paris: Heugel, 1866). [Frontispiece of



LEONARDO, F. {Schubert 200 Jahre: Schubert und Hannerle, nach
einem Gemlde von F. Leonardo in Sels Postkarten zum Singspiel
'Hannerl', n.d., page 230, #468()]
LEROUX,AUMONTOr ARMAND (ca.1880-1960; French). Lithogra­
pher. Two images of Francois Schubert: (1) 24 x 17.5 cmphotome.
chanical reproduction, and (2) 35.5 28cmlithograph produced
between ca. 1840 and 1900 from a Paris printer. (Gallica; JF]
LEROUX,DUMONT(ca.1840-1900; French). Fran,ois Schubert, litho­
graph, ca. 1860: L-A. Bourgault-Ducoudray, Sclmbert, illus. after
lithograph by Dumont Leroux (Paris: Librairie Renouard, 1903)
[Gallica; JF]

The above Leroux entries may be the same artist/engraver
or engraving firm. No further information available.

LEVINE,DAVID (b.1926; American). Artist, illustrator,andcarica­
turist. Pen and inkonpaper, 1977,3.75 x 10instripcontainingca­
ricatures ofSchuberl, Schumann, Wagner, Liszt, and Stravinsky.
The original strip drawingwas producedon11x8 instock paper
and was reduced in print production to 3.75 10 in. In the re­
duced state, Schubert's caricature, on the far left-hand sideof the
strip, measures approximately 2.25 x 3.25 in. The artist's image
sources for Schubert were based on stock photos of Schubert
paintingsand lithographsby earlier artistsselectedand provided
by the arl :, taffof the commissioningpublication. [First published
in The Nr.•w York i{euiL'ill ofBooks (1977), and againon21 June 2001,
page 29, personal communication to the author from the artist's
representative; AKL B-B, VI, 224; GR!; WWAA, 731; ABMl,369]
LIEDER, FHIEDRICHjOHANNGOITLIEB (1780-1859). Painter. [Thie­
me-Becker, XXIII, 203-204; DBL, V, 208; GR! has (1807- 1884);
Erickson cites Liederas portraitist ofSchubert inRaymondErick­
son, Scl111lierl 's Vie111m (NewHaven: Yale University Press, 1997),
pages58 and 250, page251 plate A.4; Ben&zit, VIII, 650, AKLB-B,
VJ, 247 has (German) painter (1780-1850 or 1859), as well as a se­
condentry for a Friedrich Lieder (1807-1884), portraitpainlerand
portrait miniaturist; 5-Lexikon; Salc, b/wphotograph of 1827
portrait on a postcard, n.d., #C3, page 48;BL, V, 208 has (1780
-1859); Fuchs 19., Ill, 1<24 has Friedrich Lieder (1807-1884), son
of F.J.G. Lieder)

RitaSteblin, "FriedrichLiedersSchubert-Portrat von1827,"
Schubert durch die Brille 12 (January 1994), p. 93-100; plates
on pages 92, 95

LOEDERER, RICHARD A. (1894-1947; Austrian, later American).
Painter, illustrator, cartoonist, woodcut artist, author, and book
illustrator. Portraits of FS. [RM; online search; AKL B-B VI,311]

Richard A. Loederer, Immorlnl Men ofMusic: A Gallery ofthe
World's Twelve Great Composers (New York: The Master
Prints Publishing Co., 1940). 38 x29 cm.
RichardA. Loederer, ImmortalMen ofMusicMiniatures [seri­
es of 22; place and publisher unknown], undated, but ca.
1940s. 4x5in (10.8 x 14.6 cm).

LORBER,FERDINAND (1883-1957). Stampdesigner and engraver,
painter, and master draughtsman. Speciahzed m portraits for
Austrianstamps. Designedandengraved1947AustrianSchubert
stamp, after Rieder. [AustrianPost; online search; S-Lexikon, see
'Philatelie' - Lorbeer [sic]; AKLB-B, VI, 342]
lUCCHESI,A. (1860-1924 or 1925). Sculptor. !Schuber:21J<!_Jahre:
Schubert-Halbrelief, half-relief on a pewter casting, 6.5 55 cm,
n.d., page 245, #556} (Online search; may be Andrea Carlo
Lucchesi (1860-1924 or 1925), London-bom son of an Italian
sculptor; AKL B-B, VI, 369[
LUGERTH, F. (1855-1915). Engraver. Medal, 59 mm, 1927•
(Schubert 200Jahre: Schubert-Plakette, copper plaque, e<2cm
1927, page190, #260} [Online search: may be sculptorFerdman
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Lugerth (1855-1915); Niggl]
LUPAS, LOUIS a/k/a LUIGI LUPAS (1898-1985; American, ne
Pasamanick). Portraitist and horse artist. Worked almost
exclusively in charcoal and pastels. Portrait of FS, charcoal and
white pastel, n.d., in Great Composers: Twenty-four Original
Charcoal and Pastel Drawings by Louis Lupas With Biographical
Sketches by Nathan Broder (Boston; Pleasing Arts Ltd., 1953)
Lupas'smusician portraits also appeared inHelen L. Kaufmann
& EvavB. Hans),Artists inMusic ofToday (NewYork: Grosset &&
Dunlap, ca.1933). Asignificant numberofportraitswerecommis­
stoned to accompany the text of LoweU Thomas, TJu• Vital Spark
101 011tstm1di11g Lives, ports. by Louis Lupas (Garden City, NY:
Doubleday, 1959). Lupas was trained in Italy where he changed
his last name. Upon his return lo New York, Lupas did sketch
artwork for the New York Herald Tribune theater pages, Playbill
magazine, Tile New York Times, and many other publications
Lupas is known for his portrait of J.S. Bach based on a Hauss­
mann portrait and engraving, and for his very popular 1962
portrait from life of President John F. Kennedy. He also did
notable portraits from life of Presidents Dwight D. Eisenhower,
RichardM. Nixon, and LyndonB.Johnson,and ofapproximately
fortyUnitedSt.atesSenators. Olhermusic-related portraits, which
number in the hundreds, include Ignaz Padercwski on lhe cover
of The Elude magazine, Vladimir Horowitz, Frydcrck Chopin,
Sergei Rachmaninoff, and a formal portrait of ArturoToscanini
surrounded by a number of the maestro's conducting poses.
Lupas made a series of lhe ballerinas with the Sadler's Wells
Balle! and was commissioned to do portraits of numerous film
and stage figures. Late in his career he became noted for many
fine limited print editions, in charcoal and in pastel using color
washes, of horses and of horseracing action scenes. Many of the
ext.ant Lupas works, except for the Schubert and Bad, portraits,
are in the possession ofhis nephew inNewYork. OF; RM/SIUK;
online search; FRESCO; personalcommunication from theartist's
nephew]
MAHLER,WILLIBRORDJOSEF OrJOSEFWILLIBRORD (1778-1860).
Portraitist. Painted portraits of composers, possibly including
Schubert, for the Gesellschaft der Musikfreunde, Vienna.
Disputed 1827 oil portrait in Hilmar, page 37, plate 48; also in
Ausstellung, page 89 right, full page in color; Deutsch-Btldem,
page 13. {Schubert 200 Jahre: Franz Sclwbat, oil on canvas, no
dimensions, 1827, page 135, #154, also discusses problem of
attribution toMahler orEybl (see above)] [Thieme-Becker, XXIII,
540; Biedenneier; GRI; See discussion of attribution in Brown,
149-150; AKL B-B, VI, 443; S-Lexikon; JF; Fuchs 19., Ill, K32]

Franz Schubert undseine Zeit, Exhibitionat theArchivderGe­
sellschaft derMusikfreunde, Wien(170ctober to22Decem­
ber 1978), catalogue by Otto Biba (Wien: Gesellschaft der
Musikfreunde, 1978); page23: "FranzSchubert,Olbd~emes
unbekannten Malers, woh] 1827. AusJoseph Sonnleithners
Sammlung vonMusiker-Portraits. Fraher falschlichJoseph
Mahler zugeschrieben."

MAJON,JOHANN (1821-1898). Landscapeandgenrepainter. Cari­
cature by N. [sic] Majon, Schabert durch die Brlle 7 June 1991),
age118. [Sulc has' Major' ('MajonJohann' in Kinstlerverzeichis),

~ri~t afler pen and ink drawing on a postcard, n.d., ,#C:>8, page
54; AKLBB, VI, 468; Ben&zit, IX, 83; Fuchs 19., III, K34]
MANN SANDRA(b.1964; Australian). Pianist, flautist, harpist, and

itch artist. Cross stitch portrait of FS based on a design
""",",4a sens mt oits cross st& Reams +
chart PP qtchSchubert portrait wascreatedby the
January2000).A4cro?"are±n ttes.Te 18 count cross- half
artist for the iconograPY' ed White Aida Cloth with
cross- and backstitching are wor e on
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Id II thread Stilchil>gblack, copper metallic, and gol metal,, s Bnlle
dimensions are 5,25 x3in (unframed). Schubert s amo lor in
coastsorrow«ois @vs4-"""2",2
vs nno- sispt.es"""
be a real miniature pair [ online search; per
lo the author]. See also entry for: NoyeP a a marble
MAUER, HANS (1879-1%2). Scu lptor. Prod u
sculpture for he 1907 schuberude in Graz, Deutsch-Bd"
page 78 bottom. [Thieme-Becker, XXIV, 274; Busse ; BenezaI v

382; AKL. B-B, VI, 6.17; JFJ
MAURITIUS,NORBERT (0.1950,German). Music academy le""""
painter, landscape artist, and portraitist. Portrait of ES, oil o
canvas, 120 1so,2000, in a prvate cote«ton. Sped@l"",
composer portraits, many ofwhich can be seenon hisweb .
<www.norbert-mauntius.de/> including his Schubert. {onhne
search; personal rommunic,1tion lo the author)
MAcRou,PAUL(A848-1931, French). Painter. etcher. lithogaP"
poster artist, and illustrator._ His portrait of FS is described
photomechanical reproduction, 14 x 10 cm, n.d. [JF; Gallica has
Fran-: Schubert, lithograph, 21 15.5 cm, between ca, 1865 anJ
1931; l!enczit, IX, 392; AKL B-B, VI, 6-13]
MAUST {Schubert 200 Jahre: Franz Shubert, etching, 16 1l cm,
n.d., page. 212, #348; Schubert-Portrat mit Wienansicht vom Belve­
dere, etching, 23 17 cm, 1928, page 240, #506)
MAYER&.WILHEL\f PRAGEANSTALT. Founders or Mayer &il­
helmPriigeanstall, Stuttgart: Mayer,Wilhelm (German). Sculplor
and engraver. Wilhelm, Frantz (German). Engraver [Forrer, III,
639, 645, mention of FS medal betw. 1867 and 1892]

Niggl:
Plaque, gold and silver, 50.5 39 mm, ca. 1905.
Plaque, 70 x 50 nun, 1928.

MAYER, R. (18-16-1916; Gennan). Sculplor and medalist
{"Professor R. Mayer of Carlsruhe" in Andorfer; "Professor
Rudolf Mayer, Karlsruhe" in Nigg!; GRI; AKL B-B, VI, 653 has
Rudolf; Grove entry; "Rudolph" in Forrer, Ill, 630-638; Benezit,
IX,406]

Nigg!:
Medal, gold and silver, 1906 : o =60mm; 50 mm; 40 mm; 34
mm; 28.5 mm; 20 mm;16 mm;13 mm; 9 mm.
Medal, n.d.: o = 20 mm; 16mm, 9 mm.

MAYE.RHOFERorMAYEROFER,THEODOR (1855-1941). Painterand
illustrator. Print after a drawing, n.d., Hilmar, page 33, plate 42,
as"Mayerhofer" .[JF; Ben&zit, DX, 407; Mayerhofer inAKLB-B, VI,
65-l; Mayc.rhofcr in Fuchs 19., III, K45; Mayerhofer in Fuchs19.E,
IL, K34]
MELEGH, GABOR or GABRIEL (1801-1832 or 1835; Hungarian).
Portraitist, genre painter, and printmaker. Schubert oil portrait
signedanddated1827, Hilmar, page40, plate53. [Busse; Thieme­
Becker, XXIV, 360; GRI; Fuchs19., III, K48Gabriel M. (1801-1832),
attributed to Melegh: Franz Schubert bei der Jause, mitAusblick auf
Kahlenberg undLopoldsberg; "signiert und 1837 (!). datiert"; Ben&­
zit, IX, 459; AKL8-8, VI, 710; 5-Lcxikon article onMelegh notes
1827 date as problematical but that a recent attribution cites the
work as authentic; JF; online search; Portrait of a Man (Franz
Schubert), oil on canvas, 60 • 48 cm, Magyar Nemzeti Gillcria]
MENDELSON, STEVE (1958-1995; American). Artist, writer, and
book illustrator. Illustrated.children's books, whichhealsowrote.
Worked forT/ieWaslii11glo11 Post. Produced FScaric.atureforAme­
rican festival organization "Schubert, Schubert and Schubert'',
held annually in Washington, D.C.The caricature isnow usedas
the festival's permanent symbol, and can be seen online at:

<www.stompingground.com/schubert/sieve.html>. [online

search] .
HA s Genre artist. {Schubert 200 Jahre: Franz Scl111bert rn%";;;is «er ore«r tons«asoia we Mao«er«

:cil,,rnd, 111111885, woodcut by Brend'amour (see above). based
on Merte, 32x 24 cm, ca. 1885, page 211, #336} [AKL B-B, VI, 744
has Heinrich Merte (1838-1917; German). Genre painter,
draughtsman, illustrator; Ben&zit, (b.1838), 1X, 515]

EinAbendin derGartenlaube amGoethe'schen Haus inWeimar',
Hol7.stich 1879, nach einer Zeichnung von Heinrich Merte.
AusDas BucltfiirAlie XIV/1 (Stutlgart: H. Schtinlem, 1879),
5 5· :uere Kolorierung (Foto: AKG Berlin), at:
a.drenzentren-hessen.de/kompetenz/Fachbe

reiche/%C4sthetische%20Bildung/rechts.htm>
MEZULLANIK, PAUL (b.1921; Austrian, later English). lllustrat~r
and pianist. Illustratedchildren'sbooks; did 32gouaches for a life
ofSchubert; 271 + 342 mm, Bonham's, n.d., lot 643, listed in cata­
logue archives, search done on 16 June 2001. Mezulanik origi­
nally produced theSchubert images for educational filmstrips for
children in a series of the lives of greatcomposcrs. l-lc studied the
Teltscher and Rieder portraits of FS, among others, for a true
likeness. [online search; Bonham's at <www.icollcctor.com>;
personal communication to the author) .
MICHALEK,LUDWIG (1859-1942). Portraitist, landscapeartist, pas­
tcllisl, printmaker, copper engraver, and etcher. [Schubert 200
Jahrc: Schubert-Portrat nach A.W. Rieder, photoengraving, 1914
cm,n.d., page204, #311; Scli11bert, 111111880, (nach Rieder), 2015
cm, etching on paper, page 204, #312) [GRI; <icolleclor.com>;
AKLB-B,VI, 779has (1859-1942); Fuchs 19,, Ill, KSO; HMSWRes­
titution Art}
MtOIEL, J.M. Medalist and engraver. Medal, undated, but ca.
1927, in the collection of the Kunsthistorisches Museum, Vienna.
UFJ
MtCHELl,AUREUO (b.1835; llalian) (Sale, b/wphotograph of bust
onapostcard, 1909, #C91, page59; AKLB-B,Vll, 6, Sculptor (ftrst
mentionbefore1860-lastmentionbefore 1870); JF; onhnc search]
MICHL.FERDINAND (1877-1951). Portrait and landscape painter,
watercolorist, etcher, andwoodcutter. {Schubert 200Jahre: Sclw­
brrl-Portriil, title page for youth journal Ich diene, no dimensions,
1928, page 243, #531I (AKL B-B, Vll, 8; Fuchs 19,, Ill, KSO;
FRESCO; Ben&zit, 1X, 598]

FerdinandMichl, Exposition d'eaux-fortcs, des monotypeset des
gravures sur bois, 1907-1908. Galerie d'art decoratif, Paris
(Paris: La Galerie, 1907).

MOHN, LUDWIG (1797-1857). Landscape artist and etcher. Pro­
duced1823etchingafterSchober's drawingof the BallgameatAt­
zenbrugg:Deutsch-Bildnisse,plate2;Hilmar, page 124, plale205;
AU55lellung, page 309. [Thieme-Becker, XXV, 19; Busse; Clive,
135; Brown;B<!n~zil, IX, 700; AKLB-B, Vll, 77; Fuchs19., Ill, K53;
5-Lexikon; Sale, #A19/7, page 31; JF; Trost has dimensions of
Alu11bmgg Fest as 9.5 17 cm, page Bl

Otto Biba, "Es hat mich noch Weniges so entziikt": Johannes
Bra11ms 1md Fra11z Sclmbert. Exhibition at the Archiv der Ge­
scllschaft derMusikfreunde inWien(Wien: Gesellschaft der
Musikfreunde, 1997), p. 91, #109, plate of the Ballgame al
Atzcnbrugg is on page 88.
Otto Biba, Franz Schubert und seine Zeit. Exhibition at theGe­
sellschaft derMusik.freunde inWien(Wien: Gesellschaftder
Musikfreunde, 1978), page 37, #87, plate on page 39 is
Mohn's color etching after Schwind's drawing.
Mohn's designof the portrait of Schubert was used on a la­
bel affixed lo a glass goblet, ca. 1900.
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MOSER, LOUIS (Swiss?). Painted miniature portrait of FS facing
right in a browncoat, buff-coloured waistcoast and blue cravat,
wearingspectacles, signed'LouisMoser', rcclangularwood frame
oval. 3 in (76mm) high, Christie's, lot 62, sale 9394, 28 May 2002.
[onlinesearch;SCIPIO- anonlineunioncatalogue listingauction
catalogues; in 1943, Louis Moser of Vienna painted a picture
of the miracle of San Gerardo for a church in the Italian village
ofCapodigianoal <wcb.tiscah.11/lin.>o_murolucano/licro/capo
digiano.htm] No further information available.
MOSHAGE,HEINRICH (1896-1938; German). Wood sculptor, pla­
que art-isl of the iron foundry in l.auchhammcr. Iron plaque, 120
120mm. 1928. (N,ggl; AKL B-8, Vil, 167; Ben/,zit, IX, 890J

NAUMANN, ARNO (1887-1959?; Czech}. Painter, landscape and
graphic artist. Graduate of the N.i.rodni Galeri in Prague, he
studied in Paris in the 1920s and is considered a follower of the
Barbizon School. l'orlmit ofFranz Schubert, mixed technique on
canvas laid down on cardboard, 43 x61 cm, early 20th century,
Sotheby's, lot 56B6, 28 March 2001. (AKL B-B, Vil, 266, has two
entries spelleddifferently with the samebirthplaceandbirth year
but different death years: for AmoNauman {12.7.1887-1959)and
Amo Naumann (12.7.l/387-1939); response to author's inquiry
from the N.i.rodni Galcri in Prague cites him as Naumann, and
states that he died sometime in his "sixties," making 1959 the
more plausible death year; his portrait of Beethoven is onlinc]
NAUMANN,CAHI.or KARLFRIEDRICH (1813-1859;Gcrman). Wa­
tercolorist and miniaturist. Painted Schubert in watercolor after
Teltschcr, ca. 18-10-1859. [Thieme-Becker, XXV, 361-362; Ben&zit,
X, 115; GRI; AKL 6-B, Vil, 266; JFJ
f Rita Stcblin, "Schubert undderMalerJosefTeltscher'', Sclm­

bert durch die IJriflc 11 Qune 1993), pages 119-132.
Richard Morris and Roger Neighbour, "A New Schubert
Portrait'', Tire Sc/111bcrlin11 Quly 2000), pages 16-17.
The acquisition is reported, and the new portrait is repro­
duced in Schubert durch die Brille 27 June 2001), page 208.

NAUMANN, EDITH. Pen and inkartist. {Schubert 200 Jalm~: Sc/111-
bert KlavierspielendvorStephansdom, 11.5x13.5 cm, n.d., page210,
#332; Sdmbert Klaver spielend vor Stephansdom, 12 x 13 cm, n.d.,
page 211, #333. Uncertain if these contain images of FSJ No
further infonnation available.
NEUBERGER, RUDOLF (1861-1916). Plaque, 65 x 50 mm, 1911.
(Schubert 200 Jahre: Sclmbcrl-Rclicf11acl1 Kriclmber, 1911, bronze,
6x5 cm, 1911, page 190, #256; also Schubert-Plakete, 1911, Hil­
mar, page 18, plate 19; Oeutsch-Bildem, 54x50mm, 1911, page
86) [Thieme-Becker, XXV, Rudolf Neuberger (1861-1916), a me­
dalist who worked in the Vienna mini; online search produced
dates as 1872-1922; Nigg!; AKLB-8, Vil, 293 shows RudolfNeu­
berger(1861-1916) asmedalist; 1911 medal in thecollectionof the
KwuthistorischesMuseum,Vienna; 5-Lcxikon,sec'Nunusmatik
- 'Neuburger' (sic]; JF]
NEUMANN, AUGUST. Artist. {Schuber! 200 Jahre: Franz Sclwbi.•rt,
um 1870, woodcut, 22.5 x 25cm, ca, 1870, page 205, #318) Known
to have done 1312 cmwoodcut portraits of German astrono­
mersaccompanying article inDe11tscltc J11gcmlVII (1889). (Onhnc
search]
NEWLAND,PAUL.Children'sbook illustrator. Illustratedanumber
ofbooksbyPercyM. Young. [RM/SIUK] No further information
available.

Percy M. Young, Masters ofMusic: Schubert, illus. by Paul
Newland (New York: David White; London: EmeSt Denn
Ltd., 1970). Newland created line drawings of FS from fa­
mouscontemporary images of thecomposer's era, whichare
easily identifiable.

Music in Art XXVIIJ/1-2 (2003)

NISENSON,SAMUEL (1905-1968; American). Writer, desirer. and
,",2",,"stons»-o.is#..,
.$222z;sorcerers.no.tsvo fee
Ce Helen L. Kaufmann, Minute Sketches of Great
omposers (New York: Grosset & Dunlap, 1932). The book is

appropriate for young readers interested in music or for young
music students. Th~ prolifJC artist exemplifies those who
produced composer illustrations for a variety of books. The
arltst s source of the composer's image is unknown. (Online
search; New York Times Historical Database; author's copy;
AmI, 453, has anentry for Niscnson inMartha E. Ward and Do­
rothy A. Marquardt, lllr1s/m/ors ofBooks for Young Rmders (Me­
tuchen: ScarecrowPress, 1975)1 No furtherinformationavailable.
NITZSCHE, PETER (German). Graphic artist and stamp designer.
Designer of 100-Pfenmg German commemorative stamp "200.
Geburtstag Franz Schubert'', 35 x 35mm, 1997. Useddetail from
Kupelwieser's Shubertianer in At:enbrugg. [Online search; Deu­
tschePost website <www.deutschepost.de>; personal communi­
cation to the author!
Noll, ALI'IIONSE LEON a/k/a LEON NO~L (1807-1884; French).
Artist and lithographer. Schubert lithograph after Rlcder, 27.5 x
21.5 cm, Pans, 1834, Hilmar, page 16, plate 14; Deutsch-Bildem,
page26. (Brown;GRI; LC97862838; Ben/zit, X, 216; AKLB-B, VII,
352; JF; GallicaJ
NOLTE,Uoo (b.1950;German). Painter, iUustralor, watercolorist,
etcher, designer. Schubert image, an etching designed foronline
site of the lntemalionalcrSchubert Wcttbewerb filr Klavier. Nolte
specializes inmusicand graphicdesignsformusic and television
catalogues and programs, andCDcovers andbooklets. Produces
designs for the Deutsche Grammophon label. (Artist's online
home pageal <www.udo-nolte.de>;onlinesearch; lntcmationaler
Schubert Weltbewerb filr Klavier web site at <www.Schubert­
compelition.de/main.asp>; personal communication to the
author]
NOSEK, N. Postcard portrait of FS (HTS; Sak has 'J.' and 'N.'
Nosek - 'J. Nosek,' Sclmhcrl als Wanderer, n.d., #0/9, page 64;
online has illustration titled "Schubert Walking by a Tree"]
NOWAK(NOVAK),OTTOROBERT (1874 or 1875-1945). Genreand
portrait painter. Numerous images of FS. Scl111bert mul Tlttrcse
Grob, etching. n.d., HHmar, page 14, plate 1; Shubert auf dem
Lichtentaler Marktplat:. Anonyme Zeiclung nach dem OIbild von
Olio Nowak, n.d., Hilmar, page 186, plate 309; Scliuberl I selsknb
udeufor t.'I /ws, oil on canvas,65 65 cm, n.d., Bukowskis, Copen­
hagen, lot 42, 18September1990; Shubert in einerWinterlandschaft,
oil oncardboard, 5072.5cm, n.d., framed. DorotheumWien,lot
59, 28 January 2003. !Schubert 200 Jahre: pages 213-216, 358
#359, #360, #361, #362, #363, 364, #365, #366, +367, #368, +370,
page 219, +599, «600) [Thieme-Becker, XX,528: Bn&nit,292
AKL B-B, Vil, 381; HTS; Fuchs 19., 111, K68 (1874-1945); S-Le­
xikon· Sale has (1874-1945), song illustration, #B9/6, page 41,
color prnt after portrait, n.d., IK48, page 53, Sclmbert als Wm,~
drer, ostcard, 1911, C2/1, 1902, #C2/2,n.d., plateon page91,
Sy»e st.cno. re 66. sat&rate sin AK
[Adolt Karpelius?), color postcard, n.d., #C3/A, page 68, en!e
na1 ostcard, 1928, #Cl.0/3, page 75; JF; RM notes that Nowak
tr orswiener sRioter"umndl

Nowak,astudentofJuliusSchmid,smgle-handedly became
Sci, bcrt image factory with twelveart works, three post­

a: nu -+ear boxes listed inSchubert 200Jahre. His
cards, and two@"",,,tut his works listed in Schubert
«tum;"",""tor rant, an4neat.no toss
200Jhv8""";:.gangs shertae dear amis dms we
wooilonca 'hp,, ashtent dominant Sal:berg, 59
rue, 120x 181 cm, n.4» an
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Janet J. Wasserman. A Sdmbert Iconography

59cm, nd. 4221 (lune 1998).
Schubert durch de Bntle 5 (June 1990), p.
p.3• Created design

o»cs. pi @rs, Aosoms!%,2"E;"orosari
chart for cross-stitch portrait of FS,55' ' .Readj.To-Use
«as a copych-nsvdss to«nunotG"""j,•
Classirnl J\lus,r 11/m,tmt1oni, Dover Chp-Arl~ 1,11:.s Cross
Dover, 1990). [online search; chant appear>' ,icationtothe
StitchBeading 41 January 2000); personal comm
author] ·it,id
ooao«ones.nos«pg;"?2""Gt
genre painter. fmu: Sclmb;;rt, ml on boar • E. ll K-17]
Sotheby's, lot 3FNMW, 19 December 2001. [Fuchs 19.1

ODEBRECIIT, RUD(OLF) (Sale. Dr. (Rud.). Odebrechl, "Da:,::r
UCtl" Sdmbat mil Violmr,silhouctteonposk'ardafterOd~ ~
1920, +CA/1, page 66, plate on page 67, Sclmbrrt. Sclrwmd/'1
Baron Schober, silhouette on a postcard, 1921, #C4/7, page 7J

RudolfOdebrecht (b.1883), Kleesphilosophischesortcerbuch;
Erklarung der Gnundiegnffe der Phlosophie (Berlin: Hilfe,
1909). The last mention of this name is in 1942, as theeditor
of a philosophy text. It is possible that this author did some
postc-~1rd arlwork. but it is not certain.

OLBRICH, VICTOR or VIKTOR (1887-1960). Artist. (Sak, postcard
with Schubcrl medallion after Olbrich, 1928, #01/2, page 76,
plate on page 76; Fuchs 19.G, JI, K31)
Orrrz, FRANZ Bronze head of Schubert, 1912, Deutsch-Bildem,
page S-1 OF; may be FerdinandOpitz (1885-1960). AKL B-B, VU,
462 has 'Sculptor'; Ben&zit, X, 388]
PASCHKO, MICHAEL (b.1960; Gcnnan). Designer and graphic
artist. Using photographic software on a computer, an existing
image of FSwearing his spectacles is altered to tum the Brillt into
a pair of sunglasses. [online search; personal communication lo
the author; image seen at <www.kattenhoefer.de/bilder/fame/
schuberL!ame.jpg>J
PASSINI, JOHANNNETOMUK (1798-1874). Painter, engraver, and
printmaker. Engravingafter Rieder, 1825, Hilmar, page29, plate
34; Deut:sch-Bildem, p.ige 10. !Schubert 200Jahre: Fra11: Scl111~rl,
copperplate after Riedet's 1825 watercolor, 24.5 20.7 cm, ca.
1828, pages 175-176, #228) (Fuchs 19., lll, K74; Thieme-Becker,
XXV1, 286; DBL, VU, 335-336; GRI; Biedenneier; Brown;~n~zit,
X, 622; AKL B-B, VU, 592; 5-Lexikon; Sale; JF]

Johann Nepomk Passini, 1798-1874, Gemalde und Grafl,
exhibition 23 July-28 August 1983 (Graz: Neue Galerie am
LandesmuseumJoanncum; StadtmuseumGraz, 1983}.
Otto Biba, "Es hat mich noch Weniges so entzukt": Johannes
Brahms und Franz Sclmbtrt, exhibition at the Archiv dcr Ge­
sellschaft der Musikhcunde inWien(Wien:Gesellschaftder
Mu.sikfrcunde, 1997), page 69, #82, plate on page 70.

PAYA,ULY (b.1970, born inSouthAfrica, livesinVienna). Painter.
(Schubert 200Jahre: oil oncanvas, Aussere Innenansicht von Franz
Schubert, 110 • 80 an, 1997, page 220, #4021 {Online search· see
artist's homepageat <www.artland.at> Franz Schubert komponier.
end, oil on wood, 1997, Wimer Miinnergcsangvcrein.)

Produceda three-quarter seated frontalnudeportrait,"Inte.
riorView From theOutsideof FranzSchubert". Theportrait
is not shownmSchuberl 200Jahrebut canbe seenonlineat
<www.art1~d.at/ova1/Uly/210.html>. This painting is a
travesty of Rieder's 1875 portrait of Schubert. Like Rieder
Payahas Schubertholdinga quillpen inhis righthand,with
his right elbow resting on a table on which sits a sheet of
music, while his left hand restsonhis thigh.Schubert's head
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is tumed to his right-in theopposite direction from the RR.
der portrait. Like Rieder's fully dressed Schubert, Paya's
Schubert, although nude, is wearing his famous spectacles.
ERNST (1862-1937). Genre, portrait, and landscapepainter$,' oinocanoe ts4. cdsrcsol andvs ehsik on gr

r, 34_6, '15.7 cm, early 20th century, Solheby s, lot P3Z2. 15
l:i"~ember 2001. (AKL B-B, VU, 618; Fuchs 19., Ill, K76; Fuchs
19.E, IL, KS-I; GR! cites German artist (b.1863)]
Pcnu,W. (German). Engraver, painter, and graphic artist. Pre­
sentedat auctionwere sixteen original signed etchings, 9.511.5

f composers including Schubert, done ca. 1900. This artist
':: ced a postcard of an "athlete inmotion with shot-put" for
'{ji Dresden gymnastics competition. Friedrich der Grope en-
aving after the portrait by A. Graff, nd, 12 10 cm, signed tn
~cil "W. Pech." [online search;may beWilhelm Pech, active in
the first half of the 20th century; see <www.icollector.com> for
Chopin. Portrat; sec eBay onlinc, 21 June 2002, and <www.artnet
com> for auction results between 1991 and 2001]
PErlCOLl, N. (Italian). Caricaturist. Caricature appeared in L'
espresso (17 September 1989). [S-Lexikon, sec 'Karikatur'J No
further informabon available.
PERL, KARL (1876-1965). Medal engraver. Medal, o= 90 mm,
1928. (Schubert 200 Jahre: Schubert-Medaille, 1928, bronze, a = 9
cm, I928, page 241, #514} (Nigg!; AKLB-B, VU, 679 has (1876- be­
fore 1956; German). Sculptor, mcdahst; two 1928 medals m tl_~e
collectionof the KunsthistorischesMuseum, Vienna; entry in MO,
DBE, Vll,601 (1876-1965)]
PERLBERG,CHRISTIANorCHRISTIANJOHANNGEORGorJOHANN
CHRISTIAN GEORG (1806-1884; German). Genre and historical
painter. Das Schubert-Denkmal in Wiener Stadtpark: Stahlstich nach
Entwurfvon Christan Johann Georg Perlberg, n.d., Hilmar, page206,
plate 350. [RM owns Perlberg engraving titled Das Schubertdenk­
mal im Sladtpark - in Wien; JFE; Benezit, X, 753, brother of Georgl
PILCH, ADELBERT (BERTL} (b.1917). Painter, stamp designer and
engraver, graphic and portrait artist, caricaturist and book illus­
trator. Designed 1978 Austrian Schubert 6-Schilling stamp, after
Kriehuber. He was a prolific producer of engravings for Lhe
AustrianPost. (0-Lexikon; AustrianPost; AKLB-B, VIII, 2; Fuchs
20., lll, K177]
PtLOTY,J. (Sale, silhouetteona postcard, 19'15, #C77, page 57] No
further information available.
PINDER,BRIAN (British). Drawing ofFS after Rieder, The Sc/111/Jcrl
Institute (UK) Newsletter 10 (1995), page 12, 23 x 16.5 cm. Bicente­
nary medallion for The Schubert lnslilule (UK), o = 2in, 1997,
after Rieder. {RM; HlS) No further information available.
l'ING,FltEDERICK(FREDDIE) (1902-1977; British). Mastermodeler
o( toy soldiersand historical figurines. A prolific and highly res­
pected artist and designer. Created and painted figurines of En·
glish actors of the 19th century, including one of English actor­
manager Sir John Hare (1844-1921) as FranzSchuber!; possibly
oncommission for a collector of theatrical memorabilia, the late
English actorSir Peter Cushing. A photograph of Sir John Hare
doesnot showany physical resemblance to thecomposer. Assort·
ed actors by Frederick Ping, early 19th century, including Sir John
Hare as Franz Schubert (G) (10), Phillips, London, 1ot 4b, sale
1000775,1 July 1996. {online search, with excerpt below; George
RR Martin in personal communication to the author, and at
<www.georgerrmartincom>]

Frederick Ping, withRichardCourtenay, made many ofhis
ownmedieval figures.CourtenaychosePing to takeover 1_
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moldsupon his death in 1963. Ping was one of the most in·
credible makers of 54 mm figures, working in the French



style of building each figure from layers of lead, on a simple
lead figure. Pmg kept the molds from 1963, until Peter
Greenh ill purchased the Courtenay molds in 1978 and con­
tinues to market nuru atures under Courtenay and Greenhill.
<www.locksley.com/loysoldier/toyknigt. htm>

PIRZER,WILHELM (WILLIE) (b.1949;_German). Lawyer, municipal
government legal administrator, singer, pen and ink artist, and
waterco lorist. Created FS image in color on a greeting card, ink
andaquarc lle, lO x 14cm, ca. 1997 or1998. This image design was
later used by German tenor Dieter Wagner for the cover of his
2000 CD of Die Schone Mullerin. The CD cover can be seen at
Wagner's web site <www .dieter-wagner.com/Aufnahmen/CD­
Cover.JPG>. Anotl1crexample of a composer portrait in the same
medium by Pirzer is Domenico Scarlatti at <www.scarlattisli.
de>. [online search; personal communication to the authorJ
Pu.CHY, FRANZ (active ca. 1923-1928). Portrait and poster arlist,
drawings. Ohl,, '11 ·rco!orillustrationsfornewspapers. {Schubert
200Jahre: Franz rt. Zu seinemhundertsten Todestag, newspa­
per cultmg, 3022cm, 18 November 1928; page 252, #62; 1928
drawing, Sch11I, 1/ •fMc/1 die Brillc 23 Oune 1999). Frmiz Sclmbat:
Zu seinem 140. Gedrtstag, newspaper cutting, 24x22 cm, 31
January 1937, rJb'-' 252, #630; uncertain if image included) (first
mcntionca.1923, AKL B-B, Vlll,34; Fuchs 19.G, II, K47; HMSW
Restitution J\rlj

Schubert durch die Brille 2 (1989), page 41, for drawing of FS.
Plachy i.s not identified as the artist but his signature on the
drawing is legible.
James Gordon, Story from Vienna, illus. by Franz Plachy
(Wien: Urban, 1946).

POCK, HANS (b.1855). Genre painter. Portrait ofFranz Schubert, oil
on board; rondo, 0 = 25.5 cm, signed and dated 1934, Sotheby's,
lot 7fHM, 3 August 2001. [Sotheby's: "Hans Pock (sic] was a well
known Austrian Painter who was active in the middle 193D's";
~n~zil, XI, 72; AKL B-B, VIII, 56; Fuchs 19., 111, K91)
POCL, JOSEF (1867-1945). Landscape and veduta artist. (Sale,
active 1900 to after 1921,Schubert am Klm,ier, postcard, n.d.,C3/9,
page66; AKL B-B, VIII, 56; Fuchs 19., III, K91; Fuchs 19.E, 11, K62)
POKORNY, RICHARD (1907-1997). Painter and graphic artist. Por­
trai t of FS, aquatint-ctching, 34x28 cm, n.d. (AKL B-8, VIII, 65;
Fuchs20., 111 ; image online at <http:/ /cgi.eBay.atfws/ eBaylSA­
PI. dll?Viewltem&ilem= 925814032>)
POlZER,,Jos. [Sale, photograph ofWiener Mannergesang-Verein's
Schubert medal on a postcard, 1924, #C82, page 58]
POPISCHIL, WILHELM ALEXANDER. Illustrator. Schubert model in
a Schubert-Glicksspielautomat, book illustration. (RMJ No further
information available.

Rober! Werba, Sclmbert 1111d di,: Wiener; dervolksliimliclu: Un­
bekannte (Wien: Jugend und Volk, 1978).
Robert Werba, Franz Schubert: Ein volkstiimlicher Unbekannter
in den Augen der Nncliwelt (Wien: Pichler, 1997). (reissue of
the 1978 edition]

POrt. RUDOLF (1861-last mention 1923). Painter and illustrator.
Sclmbcrt-Portriil, oil painting, n.d., Schubert durch die Bnlle 24 Ja­
nuary 2000 ), page 183. (AKL B-B, VIII, 57; B~~zit, XI, 142
(b.1861); Fuchs 19., 111, K92; Fuchs 19.E, II, K63)
POWERS, LAURA (b.1958; American). Singer, reco rding artist, com­
pose r, and painter. Commissioned to copy Klimt's Sclmbat nm
Klavier, 50 x 40 in/ 127 x 101 cm, oil on linen, 1995. Model used
Was double-page reproduction in a book, not further identified,
from which a small preliminary study in oil was made. The pam•
ting and the study are in Ute private collection of the patron who
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commissioned the work. The final ve .
<www.laurapowers com/L . . man can be seen onhne at
search; personal co • -Panting8Schubert. 1.html>, fonline
PRAsr,onrop,vnication to the author]

·»cf$d",,23/roars
PREOITI,MtOIAELM,\TII IAS(bl</7_,;- .
caricaturist, book illustrator,,''Tman). Painter, ceramist
Schuberts Vision derForet..' cut and graphic artist. Fran:
in book)in.Mn4, , 'IV,aquarelle, 21.525.5cm(image formata,,""?""!Mhiwas Pecht, pan&natre. antesuet­

WU!rgeschichte des Abendlandes, Direr-Suite, Kopf und Ge­
sichter, Offentliche Bilder, Bilder:umLesen, ed. by Christoph Stolzel
t-l~nchen: C.J. Bucher, ca. 1968), p,1ge 59 (Sale, Fm11z Sclmberts
,,"%"""Foree, color oscard of squ»retie, 1ws, «ps/1,pg«e

; LB-B, VIII, 133; 'Michael Mathias Prechtl; Der Witz der
fr@hen Jahre' ,Der Tagesspiegel (24 March 2001 (on his 75th birth­
day); onlme search; GRI]

Michael Mathias PrL>chtl, Mid1nd Mat/iiiis l'n·cllll: Das lillio­
gmpl1iscl1i.' Wak 1952 bis 1973 (Ntimbcrg: Huns Carl Verlag,
1974).

Michael Mathias Prechtl, MichaelMathias Prechtl: Zeiclan­
gen, Aquarelle, Goachen, Lithographenaus den Jahren 1955 bis
1970 (Milnchcn: H. Moos, 1970).
Michael Mathias Prechll, MichaelMathias Prechtl: Bilder und
Zcicl1111111ge11, 1956-1981. Exhibition at the KunsthalleNilm­
berg am Marientor, 27 November 1981-21 February 1982
(Frankfurt am Main: BilchergildeGulcnbcrg, 1981).

PRINZ, HANS (1865-1925). !Schubert 200 Jahre: Koforicrte Zeic/1-
rungeinerShubert-LandpartieamFussedes Leopoldsbergs in: Wiener
Modi.', no dimensions, n.d., page 253, #634 ; uncertain if FS image
produced) [AKL, B-B VIII, 150, has entry for Hans Printz (1865-
1925). Illustrator, genre and portrait painter; online search pro­
duced 1865-1925; Fuchs 19., Ill , K98 and Fuchs 19.E, II, K67 have
Printz (d.1925); birth year has been cited in sources as 1865 and
1885; RM cites Hans Printz, Schubert Kalendarfir 1911 with cover
of Schubert composing ona bench and twelve song illustrations;
JF notes Schubert, F., Schubert-Kalenderftr 1909.12 Lieder. Mit12
tlw. farb. lllustralionen vonH. PrintzaufTafoln und tlw. goldge­
hoh. Buchschmuck]
PRINZ, J. Medalist and engraver. (Schubert 200 Jahre: Sclmbtrt­
Plakctte, 1927, cas t metal, 325 cm oval, 1927, page 190, #2391
[Onl ine search found this name without dates; two medals dated
1911 in the collection of the Kunsthistorisches Museum, Vienna]
QUINNELL, C.W. (CECIL WATSON] (1868-1932; English, born
India). Artist, miniaturist, and illustrator. Produced notable por­
traits in postcard series, Men of Letters (English and American)
{Sale, color print after portrait on a postcard, 1911, #CS?Page 54,
AKL B-B, VJII, 201; online search; BCn~z1t, XI, 358)
RACHY, F. Portrait drawing after Schwind, n.d., J-lilmar, page 41,

plate 54.
R,\DNTTZJ,,.'Y, C. (1818-1901 ). Medal engraver. Electroplated medal,
gold and silver, e = 199mm, n.d. His work is in the medal collec­
tion of the MTA Zenetudomanyi Int&zet Zenet0rteneti M@zeum,
Budapest. Josef Radnitzky, Schubert-Plakette, galvanoplasfii,
Deutsch-Bilder, page 84 bottom. [Andorfer; Nigg}; AK B-B,
VIII, 217; online search; S-Lexikon, see'Numismatik';JF; Benezit,
XI JS3; Forrer, v, ll-16, FS medal, 1878; entry m MO]
R;INELT. Postcard portrait of FS at the piano. {!-ITS )
RIOFER, S. Medal engraver. Medal: s = 58mm: 34mm, 1928.
~k~a; s-Lesko. sees 'Namusmask' -'A. Reinhofer' (ill
RENE. Miniature in oil - copy of Rieder? (HTS]

Te sdtertian 29 (July 2000 ), p. 17.
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RENNER,KALMAN. Medal engraver. Cast metal plaque, 200130
mm, 1950. [Ng/]
RrSrOLD,Wun (flourished in the first halt of the 20th ""
tury; German. Silhouette artist and book illustrator. Josep
AugustLux, Franz Schubert: Fin Lebensbild aus deutscher Vergang"-
1,rit (Berlin: Flc.mmingu. Wiskoll, 1922). The books coverhas an
onginal drawing of FS, nol a silhouette [online search; author's
copy]
RICHARDS, WALTER DUBOIS (b.1907; Amcnc,.m). Painte~ ~nd
11lustr.1tor. Pmnted im<1ge of FS in a series of composer, mu51aan,
and conductor portraits forMagnavoxmagazineadvertisements
in the 19-I0s. In that era, Magnavox was an Amcncan manufac­
turer of rndios and record players. The portraits were later
produced in a set known as the "Art Reproductions from the
MagnavoxCollection."Hedesigned 37U.S. postagestamps. [RM;
online search; AKL B-B, VIII, 369)
RIEDER,WIUIEL\I AUGUST (1796-1680). Historical, portrait and
genre pa.inter. Produced a lithograph, a sepia drawing, and an
1825aquarcllewhichhas been used as an imagemodel. Also pro­
duced one of the most famous oil portraits of Schubert in 1875,
which inspired many olher artists to copy, in several mediums.
(Thie.ml'--Bcc.kcr, XXVlll, 322; Busse; BoC'tticher, 11.1, 429; Clive,
165-166; Deutsch-Reader, 956; Bryan's, 232-233; GR.I; Biedcrmeier;
Brown; Ben&zit, XI, 688; Yekakompozytorow: Portrety - Najwybitniez
szych tworcow od XVIwick do uwspokzsnych 64 rotograwiury (War­
szawa:. Polskie Wydawnictwo Muzyczne), 1 seria, #5; AKL B-8,
VIII, 385;Musiker-Bildniss«e as der Sammnlung IlhelmHeyer in Kol
(Berlin: Henrici & Liepmannssohn, 1927}, page -12, plate 526, ori­
ginal 1825 Rieder lithograph; FRESCO; Deulsch-Bildnisse, plate
7; 5-Lexikon; Sale; Fuchs 19.. 111, Kl21; ONB-BAJ

(Schubert 2(Xl Jahre}:
Frn11: Sclwbrrl (Rieder's drawing), 18.8x 24 cm, 1825, page
135, #152.
Fra11:Sd111l,rr/ (Clarot's lithograph),34.711 24.3an,ca.1826,
page 1 :">., # 187.
Franz Schubert (Pas.sini's cngr,wing), 24.5 x 20.7 an, after
1828, pages 175~176, #228.
Fron: Sclwbrrt 1875 (Rieder's oil portrait), no dimensions,
1875, page 20J, #307, plalc on page 205.
Other sources:
Sepia-Zeichung, signed by Schubert and Rieder, Hilmar,
page 26, plate 31; Ausstellung, page 73.
Aquarelle, signed Schubert and. Rieder, 1825, Hilmar, page
43, plate 56; Ausstellung, page 193 right; Dcutsch-Bildcm,
page 9.
Other anonymous works after Rieder: lithograph, Hilmar,
page 36, plate 47.
Portrait medullion after Rieder on a 1928 postcard, Sak,
#A16/3, page 29, #Cl7/5, pagc74; prints and photographs
ofRiede.r's portraits onapos\card, Sak, #CS-Cll, pages48-
-1~; photograph 0£ painted Gcdenktafel with portrait afler
Riederona postcard, Sale, #C87, page 58;Schubcrt Portrait,
Sak, #C7, plate on page 81.
Fra11: Sclmberl 1875, oil portrait, Deutsch-Bildem, page 29.
Original lithograph, Deutsch-Bildem, page 11.
TheRieder1825aquarcllewasreproduccd inKunst dem Volk
(1940}.
Koschatzky, page 80, for his discussion of Ricder's 1825
aquarelle of Schubert, which he praises as theSchubert por­
trait with the most vivid immediacy.
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RIEDL [RIEDEL], FELIX (1878-1950). Landscape and veduta artist.
[Schubert 200 Jahre: Schubert mit den Tsch@llmaderln in Vier Post­
karten mit S:enen aus demDreimaderlhaus, n.d., page 230, #467(b)l
OF; HTS; Sale has (1878-1950), postcard, n.d., #C2/12, page 65,
series of Drcim:iderU1aus postcards, #Cl0/1.-C10/6, page 70,
#00/5 plate on page 87. Schubert's portrait is on the wall as a
framed painting in the scene depicted; AKL 8-B, VIII, 385; S-Lc­
xikon, sec 'Postkarten' - 'Riedel' [sic]; Fuchs 19.E, 11, K81]
RISCHAR,SIEGFRIED (b.1924;German). Artist, watercolorist, illus­
trator. Works in pen and ink, pencil, pastel, and oil. Double por­
trait of Franz Schubert and Wilhelm Millier, colored-pencil dra­
wing, 70x85cm, 1995. (GRl;onlinescarch; personal communica­
tion to the author]

Siegfried Rischar, Die Winterreise (Berlin: Galcric Ars Viva!,
1984). VVhile Rischar's twenty-four representations of the
Wi11lrrrei51..•cycleconlainno images of FS, Risclrn.r's imageof
FS after Rieder on the book's cover has also been used as a
CD cover.
SiegfriedRischarandGuntherMahal, Die W111!crrdse: Bilder
zuWilhelmMillers von Franz Schubert vertontemGedichtzyklus
"Die Wintereise" mit einem Essay von Ginther Mahal "Die
Wintereise" -drei Zugange zueinemThema (Munchen: TAL38
Galerie Edition, 1995). ThevolumecontainsRischar' sdouble
portrait of MUiler and Schubert.
Siegfried Rischar, Malerd, Zeiclm,mg, 1984-199.J, cxhibilion
catalogue, 3 July-7 August, 1994 (Aschaffcnburg: Jcsuitcn­
kirchc, Galerie dcr St-adt Aschaffenburg, and Kunslhallc
Dannstadt and the Kunstverein Darmstadt e.V., 1995).

ROHLING, CARL (1849-1920 or 1922; German). Historical painter
and illustrator. Schubert in Kreis seiner Freunde, photographic re­
production afterdrawingbyC.R., n.d., Hilmar, page 63, plate 92.
OF; ll<'n~zit, XI, 842; AKL B-B, Vlll, 466; DBE, VIII, 350 (1849-
1920)1
ROMANOVSKAJA,M. (Russian)Sculplor. MedallionofSchubert's
head. c/>p1111; Wy6qm1, 1979-1828, bronze medal, Russian Mint,
1973, e = 2.75 in. (RM; collection of Nicholas Rast, UK; online
search]
ROSENTHAL,CONSTAl'i"TlNDAVID(1820-1850). FS image included
inacomposer series. [RM; (Constantin) DavidRosenthal (Hunga­
rian). Figureand genrepainter, sculptor (1820-1850) inAKL-B-B,
VIII, 523; GRI entry (1820-1851); Grove entry; online auction;
Korutantin Rosenthal (1820-1851) in Benezit, XI, 9151

Constantin David Rosenthal, Sew11 Composers: Scl,11bcrt,
smallest sheet: 10 3/4x8 in (273.05 203.2 mm); largest
sheet: 14 x 10 in (355.6 254 mm), seven etchings and
mezzo-tints printedonwove paper, six signed inpencil, un­
framed. Auction at Butterficlds, Los Angeles, 10 February
2002; lot 7183, sale 7306T.

ROSS,GORDON (1872or1873-1946; American). Painter and illus­
trator. Original sketch of FS inHenryThomasand Dana LeeTho­
mas, L_wmg B1ogr~pl1irs o/Gr,:nt Composers (GardenCity, NY: Gar­
den City PublishingCompany, 1940); in later edition called Blue
Ribbon Books, 1946, opp. page 89. [AKL B-B, Vlll, 528; online
search; FRESCO; ABM1, 533 (1873-1946); WWWAA, 530, 1CB,
1947 ed., 435; author's copy]
Roni, KARL (b.1900, Geran). Sculptor, painter, and medal en·
graver. Medal, silver, = 36 mm, 24g., 1928. [Nigg!; AKL B-B,
k"";;Z?";9sno, ms4ois. riseris sore@
1 lesign of the five Deutschmark commemoratwe com9""" centenary of the Geranisches Nationalmuseum,
mt ·rg, 1952; S-Lexikon, see 'Numismatik']



ROTHA UG, ALEXANDER (1870-1946). Painter and illustrator.Spe­
ialized in mythological scenes. Also known for decorations of
auditonums and theatre sets. Signed portrait of FS, mixed tech­
nique on paper, 2335cm, n.d., Dorolhcum, lot 221, 19 Novem­
ber 1997. [Benez1t, XI, 9,1; GR!; AKL B-B, Vlll,544 ; Fuchs 19. Ill
K128] " "

ROTII ENBURGER, ADOLF (1883- last mention before 1935 ). Scu lptor
and medal engraver. Cast metal plaque, 160 x 120 mm, 1928.
[Nigg!; AKL 8-B, VIII, 545; Ben&zit, XI, 953)

ROZNSKL KURT VON (1861-1908; German). Painter. Postcard. [IE;
~nl!z1t, XII, 65; AKL B-8, VIII, :,69; online search; Sale, Schubert
am K/m,ier, color postcard, n.d., #C3/10, page 66]

RUMPE, FRIEDRICH (FRITZ) HEINRICH (1856-1927; Gcnnan). Genre,
architecture, and landscape painter, etcher, and writer on art.
Composer port-rail series includes Schubert after Jager? UF; BC!ne­
zit, XII, 99; 1\KL B-8, VIII, 593)

RUMPF, FRrrL (tS88-1958). Si!houettist. [AKL B-8, VIII, 593; JF)
[Is this Friedrich Carl Georg Rumpf, son of Friedrich (Fritz)
Heinrich Rumpf?]

A Rumpf portrait of FS appears on a postcard; uncertain
which Rumpf produced it. SecSalc, b/w photograph on a
postcard, one card dated 1909, #06-08, pages 52, 105. Ad­
vertisig posters by Fritz Rumpf, ca. 1913 and 1914 in Max
Gallo, The Poster in History, trans. by Alfred and Bruni Mayer
([NewYork]: New American library, 1975), page 61. Uncer­
tain which of the above Rumpfs is the artist.

SAHLIGER, EMIL. Veneerist? !Schubert 200 Jahre: Schubert am Kln­
viermil S1lllga1111rlZ11lion·ri11, wood inlay, 12 x 11.5 cm, 1926, page
211, #335}
SANDOR, MAX a/k/a SANDOR-DUSCHINITZ, MAX (1897-1945).
Painter. Postcard portraits of FS: one strumming a guitar, and
another of FS strolling outside Vienna with a walking stick, 14x
9 cm, between ca. 1880 and 1911. OF; Sale, color print, n.d., and
b/w photograph, 1928, of portrait on a postcard, #C53, page 54,
composition with Totenmaske after M.S., n.d., I/C92, page 59,
Schuberts letzteStunde,n.d., #Cl/1, page 63, Schubert lsWanderer,
n.d., #C2/8-C2/9, page 64, Schubert mil Gilnm·, postcard after
M.S., n.d., #C3/7, page 66; AKL B-B, VIII, 681 (1897-1942); Gal­
lica; HTS; online search; Fuchs 20., 82, K75 (1897-1942); 5-Le­
xikon, see 'Poslkarten']
SCHAEFER, HANS (1875-last mention before 1935). Sculptor, meda­
list, and engraver. Medal, e = 70 mm, 1909. The 1909 FS silver
medal is in the medal coUc-ction of the MTA ZeneludomAnyi In­
tl!zet ZenelOrt~neli Mllzeum, Budapest. {Schubert 200 Jahre:
Sclmbert-Mednille, 1909, 0= 7 cm, bronzc,silver, a.nd pewter, 1909 ,
page190, #255; Schubert amKlaver, von singendenMaderln umgcben,
bronze half-relief, o = 30cm, 1909, page 246, #559; uses Schaefer's
1909 design on reverse! (AKL B-8, VIII, 735; Nigg! has photo of
1909 medal, obverse and reverse; online search; S-Lexikon, sec
'Numismatik' - "SchJ.fcr''; Sale has 'H Schaeffer', print of
photograph of relief on a postcard, n.d., #C86, page 58; medal,e
= 70 mm, 1905 , Dcutsch-Bildem, page 86; Ben&zit, XII, 363 (1875-
after 1919 in US); Forrer, V, 353 entry for Schubcrtiadc; Forrer,
VIII, 190 entry for FS medal for Schubcrtbund; Rudo]
SCHANK, GABIOrGABY (b.1953; Luxemburger). Sculptor. Created
bust of FS for website of the pianist Marc Bettendorff. [onlme
search; personal communication to the author from Marc
Bettcndorff; bust can be seen at <www.schubcrtiade.org/ schubcr
tiade/slartdir/home.htm>] No further information available.
SCHARFF, ANTON (1845-1903). Medal engraver. Medal, 0 = 5_□
mm, n.d. Worked for the Vienna mint. Plaque, Hilmar, page 45,
plate 58. [Nigg!; online search; Grosse; AKL B-B, VIII, 746 has
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?""ff(18s5-1903 ) .M«as1usGrove mention in'Meats, His
,,2)tur'.med»tot«etion ot he MTA zenet«do#'
1$2"""Z,"zoo.odors.«ocoots+ow»-

1 eum, Vienna; JF says plaque is 210 mm; Deutsch-
B1ldcm, page 86;:, entries in MO; HMSW Resbtution Art]

::;IAUkAt, HANS (l900-l 981). Genre artist. Caricature from Die
",","" ( December 192s), mn seater auraate nate 2o tansy

7
8' page 7• [possibly Johann Wolfgang van Schaukal a/k/a

Wolfgang Hans von Schaukal (1900-1981) AKL B-8 VIII 748·
Fuchs 19.,G, 11, K79) ' ' '
SC!IEFFER, ROBERT (1859-1934). landscape, genre and portrait
artist. Postcard of FS with stick and hat in a room with two girls
admiring his buttonhole. (RM; AKL B-D, Vffl, i52; BCnlizit, XII,
391; Tlucme-Beckcr, XXX, 6; Fuchs 19.: IV, Kl-l)

SCHIFF, N. 1928 drawing of FS as a schoolmaster, Schubert durch
die Brille 23 (June 1999), page 131.

SCHINDLER, H. Original engraving after 1900 , Sch11bcrt tf11rcJ1 di.:
Bnllc 9 Oune 1992), page 156.

SCHIRNBOCK, FERDINAND ( 1849 or 1859-1930). Stamp, bank note
and copper engraver. En.gr.wed Austrian 1922 Schubert stamp.
Noted for his collaboration with Koloman Moser for., series of
stamps in 1906 and later. Schirnbck and Moser also noted for
their joint work on a famous postcard celebrating Emperor Franz
Joseph's 60th jubilee. Sch imbtkk is famed for his international
production of stamp designs for many countries in South Ame­
rica, Europe, and Asia. [onlinc search; AKL B-B, IX, 3 (1859-
1930); Ben&zit, XII, 434; 0BL, X, 163)

Maria Rennhofer, KalomanMoser:Master ofVienneseMeder­
nism(London: Thames & Hudson, 2002). Cites Moser's colla­
boration with SchimbOck in producing striking new designs.

SCHLIESSMANN, HANS (1852-1920). Silhoue.llist. \Schubert 200
Jahre [listed as 'Franz']: Schubert am Klavier, silhouette, 21.5 18
cm, 1902, page 213, #353]. Schubert begleitet die Schwestem Frohlich
nm K/nuier,drawing. Hilmar, page 56, plate 79.SchubertamKlavier,
pen and ink drawing. n.d., Hlmar, page 188, plate 314; Derjunge
Schubert am Klaver, drawing, n.d., Hilmar, page 198, plate 337;
Die Forelle": Imagination, n.d., 1-lilmar, page 199, plate 339. Sil­
houette, Sclmbatd11rcl1die Bri/11.' 14 Qanuary1995), page 140. {GRI
lisls Hans Schlicssma.nn; AKL B-8, IX, 10, (1852-1920), carica­
lurist, watercolorist, woodcutter, artist, and i!Juslrator, who also
did silhouettes; 0-Lcxikon, d. 1920, Fuchs 19., IV, K21 (Hans S.);
onlinc search (1852-1920); S-Lexikon, see 'Karikatur' and 'Post­
kartcn';Salc, silhouette on a postcard, C74-C75, pagcs56--57;JF;
BcnC,dt, XII, 4-17 (worked for millly satirical journals))
SCHLOESSER or SCHLOSSER, C\RL BERNHARD (1832-aflcr 191-J?;
German). Etcher, figure, porlrait,intcrior, and genre painter. Two
signed lithographs: a portrait of FS dated 1928, and a view of the
composer's home. These lithographs are in the Harold Bauer
Collection, U.S. Library of Congress, Special Collections, Music
Division. (The 1928 date was not verified and should be used with
caution). [online auction; AKL B-B, IX, 11; Thieme-Becker, XXX,
114; Benezit, XII, 446-149; GR!; FRESCO has (b.1636)}
SCHMID, JULIUS (1854-1935 ). Historical, portrait, and genre pain­
ter. {Schubert 200 Jahre: discussion page 206; £111 Sclmlh'rt11L'i?11ri 111

emnem Wiener Burgerhause, aquarelle on paper, 25.3 x 36 cm, n.d.,
page 20s, +322, plate on page 207;Fas sh«tent udif
-iertes Modell, oil on canvas, 53.5 64.5m, n.d, page?08»??%
Ein Schubertabend, photograph,77 126cm, n.d., page 208, 326;
additional discussion on page 210}. Shubert-Abend ineinem'Wiener
Birgerhause, preliminary study, charcoal drawingHilmar, page
3j 93. tin sdbenatent in ein«em wienerrsgerhaus, oil
siting, n.d., Hlmar, page 193, plate 324. The Sd«tertatend
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appears in a recent volume of juvenile literature to illustrate the
section on FranzSchubert: 11ie Story ofM11s1c. II: Classicnl Mime:
RomanttoModem (Danbury, Conn.: Grolier Educational, 2001).
Franz Schubert mt sechs Freunden beim Heunigen, oil painting
[photo in CNS-BAJ. [Busse; Fuchs 19., JV, K22; Bentzit, XU, 457;
Thieme-Becker,XX, 156--157; GR!; 6BL, X, 2i9-280; AKLB-8, IX,
17; 5-Lexikon; JF; DBE, VIII, 70-l]

Fuchs, lV, K22: ''Filr scin Gcmtildc 'Schubertabcnd in cincm
Wiener Bilrgcrhausc' wurdc er im Jahrc 1894 in Berlin mit
der Goldmed,1illc ausgczcichncl." This statement, if accu­
rate, calls into question the date the painting was done and
lhe reason.

In a personal communication from Sc:hmid's great-grandson, he
re-confirmed that there are several versionsof the Schubertabend,
in \licnnn. These are the 1897 oil painting submitted to the Schu­
bcrl cenlenninl competition, Ein Schubertabend in einem Wiener
IUirg.1rlw11s., 172 x 255 cm, owned by theWienerMiinncrgesang­
Vc.rein, o. gift fromMarie Dumba, thewidowofNicolaus Dumba,
and another version which is owned by the City of Vienna and
is in the Rathaus.
Sc.hmid painted four known likenesses of FranzSchubert: in the
Sd111l1rrtahn1d (five, if both versions ofSclml,crtabrndare counted
separately); in a ceiling lunclte in U1e Kn111111mm1sihaal and in a
medallonengrisaille in the Stefaniensaal, bothconcert venueswith­
in the GrazerCongress; and lastly, ina small watercolor, 1900, 14.5
x 9 an , of Schubert alone at the piano, apparently after his own
Schubertabend.

De Steierarkische Sparkasse 1825-1925. Eine denkschrift an­
lasslich hues hundertjahrigen Bestandes uber veranlassung des
Kurnloriw11s vrrfnssf 11011 Dr. Wilhelm Kaiserfeld und Dr. Hein­
rich Poschacher (Graz, 1925). An exhaustivecommcmorntive
history of lhis bank, and of the conception, financing, con­
struchon, and cost of what is known today as the GrazCon­
vention Center, located in Graz Altstadt. Particularly rele­
v,mt are pagesl 14-120, 202-203,324-352, whichmention lhe
buiJding's interior design and decor, including Schm.id's
wall and ceiling paintings.
Rupert Feuchtmtiller and Wilhelm Mrazek, Kunst in Oster­
rich 1860-1918 (Wien: ForumVerlag,1964); page67: "Julius
Sc.hmid (1854-1935) wahlte mit seinen musikalischenThe­
"2"},,Schubert»bend oder 'Haydnquarett' historische

"Anstaltsgebdudc und Kom.cr!Siilc dcr Steierrnarkischen
5parkasse", Stadterweiterung von Graz: Grinder:zeit, ed. by
WilhelmSteinbock (Graz; Wien: Leykam-Verlag, 1979), vol.
II, 143-147. Publikationsreihe des Grazer Stadtmuseums.
This volume includes a brief historical review of the
construct-ion of the building known today as the Grazer
Congress. There is mention ofJuliusSchmid's interior d&:-or
- the medai/lo11s of famous composers - in the Stcfauirnsnnl.
MaxMayr, "EinslolzerTag filrdasKunsthandwerk'', Kll'iuc
Zeitng [Graz] (17 September 1980), page 19. A newspaper
article about the Graz painters and art restorers, Ferdinand
Fladischer and EmmerichMohapp, who did the restoration
work on lhe Schmid ceiling lunet1es, with dose-up photos
of the lunettes and of the restorers. Schmid worked in one
of !us favorite mediums - dry fresco (seccomalere) - which
has a tendency to flake thus requiring restoration.
Erikil Kaufmann, ed., 175 Jal,re M11sikvcrri11 Jiir Steicnnnrk
Gra:, 1815-1990 (Gr,n: Musikvercin ftlr Steicnnark 1990)
Pages 168-170includecloser photos of the restored Kammer.
musksaal ceiling and its three lunettes, including the
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Schubert lunette.
Wiltraud Resch el al., Die Krmstdeukmiilcr dcr Sindt Grnz: die
Projimn11b1111te11 des I. Bezirkes, Altstndl (Wien: Schroll, 1997),
35-l-358. In fivepages, the authors present a modem though
brief history of the building and later renovation of theGra­
zer Congress in Graz. Altstadt. This includes interior decora­
tion of the Stefaniensaal (the fourteen medaillons en grisaille)
and of U1e Knmmm1111siksnnl ceiling with Schmid's three lu­
nettes ofMozart (withHaydn inonecomer), Beethoven, and
Schubert.

SCHMIDHAMMER,ARPAD (1857-1921;German). llluslralor, paint­
er,caricaturist, and art designer. Wrote and illustrated children's
books as well as illustrating children's books by other authors
After 1896,contributed drawings lo the periodical Die f11grnd, in­
cluding one of FS. Produced a World War I patriotic poster in
Germany, 1914,and illustratedmany patrioticwar books forchiJ­
dren, one ofwhich is known to have been re-publishrd in Berlin,
1944. [GR[;AKLB-B,IX, 19;onlinesearch; BCOCzit, Xll,439, work­
ed for journals and newspapers; DBE, VIII, 708]
SCHMIDL, W. SecWAEHNER, TRUDE 5CH1'-HDL
SCHMIDT, BOTJ-10 (German). Schubert, nach einer Lithographic von
Botho Schmidt. Als Vorlage hat Kupelwiesers Schubert-Pertat gedient,
no dimensions, n.d; Hilmar, page 185, plate 308. His n,unc is on
the expanded 1913 membership list of Die Bri'ickt.·. In 19.<IO,
Schmidt wasanonymously denounced to the Gestapo for alleged
anti-Naz.i remarks regarding art. He was not one of the so-called
'degenerate artists'. OF; online search}

Paul Ilg, Ein glickliches Paar. Erz:ahlung. Zeichungen von
Botha Schmidt (Zilrid,: Filssli, 1924).

SCHMIDT, RUDOLF (1894-1980). Sculptor and medal engraver.
Medal, 1965. (Nigg!; AKL B-8, IX, 28; online search; BCnCzit, XII,
468; DBE, IX, 19]
SCHOBER, FRANZ (ADOLF FRIEDRICH) VON (1796-1882; born in
SwedenofAustrianparents).Miclmcl VoglundFranz Schubert zieh­
en aus Zll KampfundSieg, Hilmar, page21, plate24; Johann Michael
Vogl und Franz Schubert anus zu Kampfund Sieg. Erster Entwrfder
Bleistifskarkaturvon Franz von Schober, Hilmar, page 59, plate 83,
Deutsch-Bilder, page6; Endfassung von Schobers Bleistifkarikatur,
Hilmar, page 59 plate 84; also in Ausstellung, page 16t; Schubert
in 17. Lebensjahre, Bleistifzechung, Lichtdruck, Deutsch-Bildem,
page 20. {Schubert 200 Jahre; Miclmcl Vogl und Franz Schubert zie­
hen anus zu Kamfund Sieg, original drawing "allegedly" [sicJ by
Schober, 1814, photoengravingoforiginal pencil sketch, orig. 19.6

14.7a, page 136, #157) [Thieme-Becker, XXX, 211; Busse;
Chve, 187-192;_Deutsch-Reader, 957; Boetticher, 699-717;OBL, X,""2?1;GR; 0-Les4kor; Bedereier, Brown; enet, XI1, 492

B-B, IX, 46; Deutsch-Bildnisse, plate 6; S-Lexikon; Sale,
#A19/7, page 31; JF]

"""?"""E"governs+re" as7a-1ss. rower.soot
P rtist, andcaricaturist.Served as a reservecaptain in the
,2""",""""py drys nuswoaa woe. Ass rsiv. as rs-
' e the satirical subject of much of his genre work. In1905, he foundeda satirical journalDieMuskete to whichheconti­
ed to contribute until publication was halted in 1941. He pro-
uccd a 1923political poster for theanti-Semitic Christian Sociill

Party, and painted racehorses to which he was dedicated as an
ac~~~ nder. The Historisc.hes Museum der Stadt Wien had an
1""","$3yo»cordso.No«a toronogets
kete [s.,,,ncatureofGustavMahler on the coverofDieMus-
te. 2xikon, see 'Karikatur'; GR[ has Fritz S. (1873-1951);

onlmc se_arch; Fntz SchOnpflug (1873-1951). Commercial artist
genre painter, AKL B-B, IX, 54; Fritz Schonpflug (1873-1948) in



~nl'zit, XII, 511; DBE, IX, 99 has (1873-1951); Grove mention in
'Kempf-Hartenkampf, Gottlieb Thoodorvon'; Fuchs 19. IV .
Fuchs 19.E, II, KJOS; HMSW Reslitulion Arl] ' ,K3I,

Der Postkartenmaler. Frt: Schonpflug (1873-1951). Leporello
mit 10 Ansichtskarten zum Abtrenncn. Exhibition at the
Histonsches Museum der Stadt Wien (28 March 1996 _ 16February 1997).

Roda Roda, Roda Roda crziihlt, illus. by Fritz Schon nu,
(Wien: P. Zsolnay, ca. 1990). p g

SCHIONWALD, RUDOLF (b.1928). Painter and graphic artist. Award­
ed the 1976 Vienna Prize for Fine Arts (Painting and Graphics).
His Schubert is inprint edition Homage; see Key. [Schubert 200
Jahre: Schur4ndien, color etching,60 50cm, 1978, page219,
#393) [GR!; AKL B-B, IX, 54; Fuchs 20., JV, K47]

~0-IRA,-.f.\l •;r SCJ llt,.\i\·I, ALOIS HANS (1864-1919). Painter, mur,l•
hst, and scu.~)IOr. {In Schubert 200 Jahrc identified as submitting
an entry for +he 1897 Schubert competition, page 206} His reputa­
tion has been revived recently via the Internet because of a widely
popular p,.., ... , r of lus genre painting The Last Days of 511111mer
(BCn(•;,.it, Xl1 523; GRI; AKLB--8, JX,66has5chrnm; Fuchs19., JV;
K33, botl, '>pdimgs; online search; Grove mention of Schram in
article 'Mura!, Europe, 1810-1930'; 6BLonlinc; I-IMSW Restitu­
tion Ari]

SCHROEDTER or SCIIRODTER or SCHROETER, ALWINE nee Heuser
(1820-1892). Painter and flower artist. Chromolithograph portrait
of FS as book illustration, large quarto, in a group of ten great
artists, wnte.rs and composers in Penafen, illus. by A. Schroedter
(Dusscldorf: Breidenbach & Co., 1871), Bloomsbury Doak Aucti­
ons, sale no. BBA 379, lot no. 250, 21 September 2000. [Ben&zit,
XU, 535; onlinc search found M11sii11s, Volksmiircl1e11 daDeutschrn,
3. illustrierte Prachtausgabe von 1842 l-lolzschnitte nach Onginal­
zeichnungen von L Richter, R. Jordan, G. Ostenvald, A. Schr0d­
tcr; AKL B-B, IX, 75; personal communication from Bloomsbury
Book Auctions]

SCHRODER, ANNY (1898-1972). Silhouettist, painter, woodcut
artist, and illus Ira tor. Her designs were used by the Wiener Werk­
std.tte. 1932 Austrian State Prize for Graphic Ari. {Schubert 200
Jahre: Scliubcrt, Scherensclmill, silhouellc, o = 22 cm, page 213,
#356) [AKL B--B, IX, 72 lists Anny SchrOdcr-Ehrenfcst; online
search produced dales as (1898-1972); Fuchs 19.G, II, K90]
SCHROTT, F. {Schubert 200 Jahrc: Ich hart' ein Bachlein rauschen,
tinted photoengraving, 3224 on, n.d., page 212, #343) [Could
be Eugen Schrott orSchroU1 (1862-1945). Genre painter, AKL 8-B,
IX, 76; Painted many members of the Royal family; OBL online
(1862-1945); Fuchs 19.E, II, KIOB-K109 has Eugen Schroth (1862
-1945)]

SCHUBERT, (FMNZ) CARL (or KARL) (1795-1855). Landscape
artist, etcher, and lithographer. BroU,cr of Franz Schubert.
Ausstellung, drawing, family portrait with FS on left, ca. 1822,
page 66, plate right. (Schubert 200 Jahre: Sclmbcrt-JJ/akt!ttr, cast
bronze bas-relief plaque, 0 = 12 cm, n.d., page 191, #268}.
Schubert 200 Jahre lists this entry on page 191 as 'Carl Schubert'
but it could more correctly be attributed to Karl Rudolf Anton
Schubert {sec below). UF; Bfoezit,Xll,540; AKLB-B, IX, 78; Fuchs
19., IV, K37; 5-Lexikon; 0BL online)
SCHUBERT, HEINRICH KARL (1827-1897). Painter. Nephew of FS,
son ofSchubert's brother Franz Karl Schubert (1795-1855 ). Copied
Riedct's 1825aquarelle. [Brown; Ben&zit, XJJ, 540; GRJ; AKL B-B,
IX, 78; Fud1s 19., IV, 1<37, has Heinrich Carl S. as son of Carl and
brother of Ferdinand; BL online; RM reminds that FS had two
nephews who were painters, one the son of brother Karl/ C.1rl
and the other the son of brother Ferdinand]
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There is much confusion about Sch be
refer to the Schubert fa qq Hut:rt genealogy. Please
er tstote (ck, ,""? "oaths w«et st«e of he seh«­
schubert/tn..·e/treeO.html>.p./ /mywcb.t1scal1.co.uk/fr.1nz

SCHUBERT Huco (1874 1913) p

pg-Gisi$s%.'2,1%,..
as a schoolteacher early '0lh ' ' • • .r 0
postcard, used j, " 'century; Fan: Shatent als Lehrer,
i922,c«/.&,}, "see HTS. JFE, site. postcard sen«es. co

.""/6Page68, #C6/2,fr0: shterats timer, plate
"#zg.gs.so.s.no...lG.

. I goSchu~rl postrnrd of FrnnzSchubcrt meet­
mg the Tscholl sisters as part of ,1 composer series}

SCJIUBERT,_l<ARL RUDOLF ANTON (1884-1945). Metal worker
Great grand-nephew of FS and great-grandson of Franz Schu­
bert's brother, Ferdinand Lukas Schubert (1794-1859). Plaster cast
after original' death mask, l-hlmar, page 44, plate 57. !Schubert
200 Jahre: Franz Schubert Lebend- der Tetenasle, bronze, 24 22
cm,2+40g1,"1925/3O,pae 172, +223. plate on p»e 177, n£.
ner mit Schubert-Kopf, um 1925, ['Carl Schubert'] bronze letter
opener, 26x4cm, ca. 1925, page2.:18, # 589 [S-Lexikon, see To­
""""ke'; Sale, /w photograph, Tot«enasde, 1928, #C89, page

Photographs of the so-called death mask actually seem quite
hfc:hke, without evidence in the features of the eleven-day
period before Schubert died, when he was unable to cat or
retain fluids.Onemight t•xpcct that an eleven-day starvation
would have left some pathological or structural changes in
facial tissue. Thal the mask was made from the head of
Franz Schubert is not an issue. The mask is of a stout, relax­
ed man, and whether is it a hfo or death mnsk is still open
to question.

Eva Badura-Skoda, " Eine authentische Portrat-Plastik Schu­
berts," Oslt'rmcl1iscl1eM11sikuitscl1rifl XXXIll/11 (1978),578-
595.
Rita Steblin, "Neue Gedanken zu Schuberts 'Toten-Maske',"
Sclmfo:rl d11rcl1 die Brillc 6 (January 1991), pages 66-70.

SCHICLE, G(OTTHILF) FRIEDRICH) (1902-1968). Landscape veduta,
and genre painter. (HTS; JF has "Professor"; Sale, postcard, 1928,
#Cl 9/1-Cl 9/4, page 75; AKL 8-B, IX, BO; Fuchs 20., JV, K56 (born
1901); RMnotes that of Schule's six cards in an official folder in
1928 for the tenth Deutsch es S..'ingerbundesfcst in Vienna only one
is of FS, and that Schille is called 'Professor" on the postcard
folder)
SCHULTHEISS, C\RL (fv\RL) MAX (1885-1961; born in Germany.
emigrated to USA in 1940). Painter, 11Iustr.itor,cngra\•er, printrru­
kcr, and richer. Children's book illustrator. [online search;
WWWAA, 1,552;GRI; AKL B-B, IX, 76; Vollmer, IV, 229; author's
copy;RM)

Madeleine Goss, Unfmushed Symphony: The Story of Franz
Schubert, illus. by Karl M. Schultheiss (New York: Henry
Holl & Co., [c,. 19-11)).

SCIIWEMMINCER,HEINRICll (1803-188-1). Historical painler and
portraitist. Painted single and family portraits of Schubert's bro­
ther and descendents. Son of Anion and brother of Joseph
Schwemminger. Schubert-Baste vwn JosefAleis Dialer nachder Ent­
wurf von Heinrich Shvemmnger, Hilmar, page 48, plate 65. [IF;
BCnl'zit, Xll, 58-1; AKL B-B, IX, 111; Fuchs 19., IV, K-1-1; onlme
search; SIUK; GRI; S-Lexikon; QBL online]

Painted portrait of Karl Schubert with his family. Karl's son,
Heinrich Kar! Schubert (see above) was apprenticed to his
uncle, Heinrich Schwemminger. Therese Schwemminger
(1799-bcfore 1855), daughter of Anton Schwcmnunger,
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Janet I. Wasserman, A Schubert 1c:onog,tqthJ_

marriedFranzSchubert'sbrotherFranzKalSchubert(17-
1855) in 1823; their ,on was HeinrichKarl Schubert.
There is much confusionabout Schubertgenealogy.Peas
refer to the Schubert family treeat the web site of heSchu­
bert Institute (UK) at <myweb.tuscali.co.uk/franzschubert
/tree/tree0. html>

5c:HWENJNCER.KAJu. or (AJlLD,J. (1854-1913).Genrepainterand
sculptor Portraitof FS, b/wandcolor, .,.,.,£twl, (April1909and
March 1917). [Online search has (1854-1912); AKI.B-8, IX. 112;
Benet, xnt, sis: rahs19,1, xis (ssi-1sos».Hrs. GR!"9
for Karl Schweninger n (German) (1854-1903);OBL~.
(1854-1912); Fuchs 19.E, 2, K114, comct,dto'bom1913, Sl<J
SCHWERTHNER OrSCHWERTNER orSCHWERDTNER, JOHANN[D.A.]
(1834-19092 or 19201). Medalist DesignedgoldandsilverSchu­
bcrt medals, o = 46.5 mm, 1901. Shubert-Medail le der Witrltr·
SchubertbundesndWienerManergesang- Vereins, byN. Schwert­
ner [s], 1863,Hilmar, page 2:1, plate28;JohannSchwerdtnersen.,
medal, e = 46 mm, 1888, Deul5ch-8ildem, page 85; medal,e
46.5 mm, 1901, Deutsch-Bilder, page 85. (Schubert 200 Jahre:
Schubert-Medaille, 1888, bronze, e = 4.5 cm,1888, page 19(), #254}
[May be JohannSchwerdtncr (1834-1909) in Forrer, V, 441-443;
Andorfer; Nigg~ AKL8-8, IX, 113, show, Schwerdtner, Johann
(1834-1920). Medali,t;S.Lexikon,see'Numismalik'-"J.Schwer­
dtner"; JF; Schwerdtner (1834-1920) inBen&zi t,XII,586; RMnotes
medallion for the Tescl1t11 Md11nergtsangvtritn [sici whichis the
,pelling RM found on the item)
5cHWERnK(or5c:HWERCZAK) KARL (1848-1919).Sculptor. Noted
classicalsculptoroffamousRomans.Shubert-Denkmal in Teschen,
bust onpedestal,19()1, photo, Deutsch-Bildem,page74. (mentton
inSchubert200Jame, page 182; JF;AKI.8-8, IX, 113 (1848-1919);
onlinesearch;S-Lexikon, see 'Denkmal' ; Ben@zit, XII, 587 (1848-
1919); OBL online (1848-1918)1
5cHwINoorSCIIWIND-GROSS,CHRISTLVON(1913-2002). Paint­
er, graphic artist,masterdraughtsman,illwtrator, andsilhouette
artist. Trainedat the predecessor ofVienna's Hochschule faran­
gewandte Kunst. She establisheda reputationasanillustrator of
children's books, which areslill in publicationandwidely sold.
She IS especially noted for herportrait,, landscapes, andanimal
illustrations.Hermorerecentworkinsilhouettes,including those
ofSchubert (1992) ina note and postcardseriesofpopularVien­
nesecomposers, is found on sale in bookstoresinVienna today.
(ChrisUSchwind~Grossmarriedagreat-nephewolMoritzvon
Schwind, and lived in Vienna. Source: Gabriele Eder, Vienna.
2001) DF;Salc, 5ilhouetteseriesona postcard includingFS l992,
#D4/1-D4/S, page 79; AKI. 8-8, IX. 114· Fuchs 20 IV, K69·FRESCO] ' ., ,

Michael Martischnig,01ristlvon Schwi11d.Cross: Kunst
«on cast er zete tie Roos«erneon«roew,22$2?"
chischer Kunst- und Kulturverlag, 19%).

SCHWIND,MORITZVON (1804-1871). Hisloricalpainterandill
trator. (Schubert200Jahre,pages20!-203:#302,#303 #304 us­
seeenbies below) (Thieme-Becker XXX, ' • #305,
as.ti.sii»sarans.1.2z"gt
55; GRI; O-Lexik.on; Biedermeier, Pre-Mo ." Bryans,
vi.sis».st ss.no#,%2.gg,gges
entry;S.LeXikon,andseealso'Lachner-Rolle'· , ,Grove
31; #Al9/8, page32; #A19/10and1sj, iSl+A19/7,page

[Schubert200Jahrel: »Page 320Lonie]
EnterfzurLinette 'Franz Schubert' imFo rd
1865, 1622cm,page 200, 30,, _Poyer ·Wiener0per,
on page 199. ' ,oounag,ofFSinplat, 301

BildnisstudirozuFranzScJruL-.. M'd
aert ,+ tuchael Voglund Therese CL.
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ltm, nm 1865/68, pencil drawing, 23.S x 20.4 cm, Page 201
1302 with plate. '
Ein Schubert-Abend bei Ritter von Span, um 1865/68, oil
canvas, 74 x 119 cm, page 201, #303, plate on page 203
Ein Schubert-Abend bei Spaun, um 1865/68, sepia chawing, 11
x 74 cm, page 202, #304 and plate.
Schuberts Kopf im Profil nach rechts, 1870, pencil on plast
16.9 x 17.8 x 3.3 an, page 203, #305, plate on page 201. s:~
also: Hilmar, page 12, plate 8.

OtherSchwind images inReinhardGoltL, Franz SchubertndM
ritz von Schwind. Freundschaft imBiedereier (Munchen:Nymphen
burger Verlag, 1989):

Franz Schubert, portrait sketch ca. 1868, page 101, plate 1
1.Aclmer-Rolle, pen and ink drawing, 1862, page 132, plate
32 and 33 (details).
Schubert und Vogl, pen and ink drawing, 1868, page 1
plate 40.
Schubert-Linette fresco, 1866, page 133, plate 34. The lunet!
does not appear to contain an image of FS

lnHilmar.
Bleistiftuicl1111111g, ca. 1825, Hilmar, page 29, plate 37.
Sclmbcrt am Klavier, colored drawing, n.d., Hilmar, pagc-L
plate 55.
Memorialdesign (sepia drawing), Hilmar, page47, plate(,
Drawing design for Ein Schubert-Abend bei Joseph von Spa
Hilmar, page 55, plate 76. (See also page 90)
Der SpaziergangvordemStadttor, lithograph, Hilmar, Page
plate 82.
Ein Schubert-Abend in Wien, incomplete oil painting,ca.186
Hilmar, page 61, plate 89.
Ein Schubert-Abend bei Joseph von Spa 1111, sepia drawing, 186$
Hilmar, page 62, plate 90.
]agdgesellsclmft in Ebensweyerbei Gmnden, penand inkdraw­
ing, n.d., Hilmar, page 78, plate 120.
Two sections from Lnc/mer-Rolle, 1862, Hilmar, page 79,
plates 122 and 123; a section is in Ausstellung, page 206
Schubert und Johann Michael Vogl am Klavier, pen and ink
drawing, 1868, Hilrnar, page 160, plate 267.
Anonymous drawing after Lnclmer-Ro/le, Hilmar, page 189,
plate 317.
Other sources:
Medallion, Schubertdurch die Brille 8 (January 1992), page5°
Ballspiel in Atzenbmgg, engraving, 9.8 x 16.7 cm, 1821
Deul5ch-Bildnis,e, plate 2; Deutsch-Bildem, page 5.
Schubert, original drawing, Ausstellung, page 49.
Sclinbert at age 17, Ausstellung, page 28.
Geschichte eines Liebespaares, aquarelle, n.d., Deutsch-BildeT
page42
Kaffeetasse, portrait, Deutsch-Bildem, page 54.
Schubert-Bruen, design, pen and ink drawing, 18
Deutsch-Bilder, page 80.
Musikerbmnunnen, design, n.d., Deutsch-Bilder, page 8l
Symphanie, oil painting, 1852 inDie Musik in derMaler"
trod. byCurtMoreckauan±in: G. Hnrksvetag%""}
Pge 135; 4can, Deutsch-Bilder, age 33; Me"",
mind. 31 metstfrige Bider. Teat oon Hirata asd!$,""$,
teinimTaunus:Langcwiesche-Bilcherei-VerlagKarl Ro
angewiesche, n.d.), page 25.



Schuberts Kopf im Profil nach rechts, 1870, pencil on plaster,
Deutsch-Bildem, page 40.
Franz Schubert, portrait sketch, ca. 1868, Deutsch-Bildcrn,
page 39.
Laclrner-Rolle (selections), Deutsch-Bildem, pages 34, 35, 36
Sclmbert und Vogl, pen and ink drawing, 1868, Deutsch­
Bildem, page 37
Widmungslatt zu Eduard von Bauemfelds 70. Geburtstag
(1872), sepia drawing (1870), Deutsch-Bildem, page 41.
Der Spaziergang vor dem Stadttore, lithograph, Deutsch-Bil­
dem, page 14.
Ein Schubert-Abend in Wien, incompleteoil painting, ca.1868,
Deutsch-Bildern, page 38.
Ein Schubert-Abend bei Joseph von Spa 1111, sepiadrawing,1868,
Deutsch-Bikkrn, page 38.
Jagdgesellschaft in Ebensweyer beiGmunden, penand inkdraw­
ing, Deutsch Bildem, page 8.
Schubert und Johann Michael Vogl am Kltwicr, pen and ink
drawing, '1868, Dcutsch-Bildem, page 37.
Silho11eflc, appeilrs on Grazer Schubert-Fest poster, 1907,
Duetsch-Bildcm, page 32.
Vogl und Schubert, drawing, n.d., Deulsch-Bildem, page 37
bottom.
RitaSteblin, "Schwinds Portratsskizze 'Schubert amKiavi­
et'," Schubert d11rch die Brille 10 Oanuary 1993), pages45-52;
plates on pages 46, 48, 49.
Franz Schubert an Klavicr. Bleistiftzeichnung (Skizzezu dem
Bild: EinKonzert beiRitterv. Spaun). InPassepartout [ONB­
BAJ.
L. zus. mil Frm,z Sclwbcrt ... 11. Eduard v. Ba11er11fdd ... bcim
Abendschoppen in GrinzigerWeinlaube (Wien: Heuriger) sit:end.
Druck, ehvas koloriert, nach Zeichnung v. Moritz v.
Schwind, erschienen im Kunstverlag Franz Hanfstaengl,
Milnchen [ONB-BAJ.

SELIGMANN, ADALBERT FRANZ a/k/a A.F. SELIGMANN (1862-
1945). Painter, illustrator, teacher, andwriter. Work is inSchubert
Museum, Vienna. Schloss Zseliz und Schuberts Wolmzimmer ill
Schloss wdhre11d seiner A11Je11JJ,11Itcs 1824, aquarelle, n.d., Hilmar,
page 121, plate 199; '1897', Deutsch-Bildem, page 258. Was art
critic of the Vienna newspaper Nee Freie Pressc, see <www.
proarte.co.a(/schweiger/schweiger.htm>. Also known for his
painting of famous surgeon Dr. Theodor Billroth in a medical
lectw-ehall,ca.1880,at<www.aeiou.at/aeiou.encyclop.cp_nght.
image.b/b485169a.htm> [RM; JF; B~ezit, Xll, 675; AKLB-B, IX,
150; Fuchs 19., IV, K48-K49; online search]
f WendyThompson, Franz Schubert (NewYork: Viking,1991),

page 19, shows the panel with the Junette ofSchubert at the
Piano with two women singing and two men lookin"

SEWOLL (Schubert 200 Jahre: Scl111bert•Porfrilt, charcoal, :i8
cm, 1%9, page 218, #386} [AKL B-B, IX, 180 has Waldemar Se­
Wohl (1887-1976; German) Landscapepainter;GRIentry!orWal­
demarSewohl (b.1887); online search has (1887-1976); Benezit,
XII, 719 (0.1887) AKL B-BJ
sos, c. Meal engraver. Meas1, rsons, ·- 6%,%;,"",
[Nigg]; SalehasGustavSimonproducingaphoto~aph .
burgbeiSL POiien" witha Schubert relief after wlucha print was
Produced, possibly ca. 1915,Salc,A9/3,page24.Se:Gustav7
mon (aueentar5), Portraitist in Ben,it, s22- P","",
trait of Emperor Ferdinand I (in Salzburg). May not be
person}
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SIMPSON TOM (British) p •
sion, 199i.(iij 4,"ter- Olportrait ot rso commus-

o ur er information available.
SLEIGH, BERNARD (BARNY) (1872-1954, British). Painter, illus­
trator, woodcut and stained glass artist, decorator, andmuralist
Imageof FSm frontispieceof book noled below: "Drawnand en­
graved on wood from the Gravestone in the Central cemetery
Vienna." [RM; online search; AKL B-B, IX, 277} '

Eva Mary Grew, Franz Shubert: A Sequence of Sonnets and a
Prose Anthology, illus. by Berard Sleigh (Birmingham: Br­
tish Musiaan Office, 1928).

SOKOL,ERICH(b.1933). Cartoonist, graphicartist, and caricaturist
Schubert-Karikatur, 1978, Hilmar, page 200, plate 341. His
cancature of FS, in Biedermeier attire, as a disk jockey sitting al
a turntable with control switches. He was awarded the 1977
Vienna Prize for Fine Arts (Applied Arts). !Schubert 200 Jahre:
Schubert "mit Schober und Vogl in At:enbrugg", 1990, caricature,
50 x 43 cm, 1990, page 253, #638} {Online search; AKL B-8, IX,
323; 5-Lcxikon, see 'Karikatur'; JFJ
SOLYi\lARIWALKO, LASZLO (1908-1984; Hungarian). Medal en­
graver, marbleartist, modeller, and painter. Medal, cast process,
o=85 mm, 1955. (Nigg!; online search at the MTA Zenetudoma­
nyi IntCzet Zenetortcneti MUzeum, Budapest. Made traditional
one-sided medals onmusical themes; AKL B--8, IX, 336 {b.1909)]
STALH. Postcard reproduction of miniature oil portrait of FS, ca.
1875, signed "slalh", 9x¥7 in (22.86 x 17.78 an). [HTS; JFJ No
further information available.

Fuchs 19.E, II, K122has LouisevonStahl, ne<!GrafinvonAl­
massy, portrait artist, active before and after 1873.

STAUDIGL, FnANZ.1908 bust, Schubert durch die Brille26 Qanuary
2001), photoofbustonpage3. [Franz5tau~igl_(1885.-19-M_). Figu­
re painter, graphicartist, landscape and still hfe painter, inAKL
B-B, IX, 423 (but not a sculptor); Fudts 19.G, II, K105]
STEINRUCKER, LEOPOLD (1801-last mention 1848). Portrait
ainler. Cristine an Schuberts Grab (Illustration zeiner Novelle).
star en tuopold Beyer nad Steinmuker [si] (1836). UF; AKL B-B,
IX, 448; online search has (1801-1879)1
STASNY, E. (b.1881). Medal engraver. Also designed medal for
Kant's 200th birthday, 22 Apnl 1924. Franz Stiasny (1881-?). in
themedalcollectionofthe MTAZenetudomanyi Intezet Zenetr­
teneti Muzeum, Budapest [Niggl; onhnc search; Rudo]

SeeNiggl:
Medal, e = 90 mm, n.d.
Casi medal, 0 = 144 mm, n.d.
Cast plaque, 65 x62mm, ca. 1910.
Oval plaque, 90 x 75 mm, 1916.

1' Cast plaque, 64 x 57mm, n.d. . ..
MICHAEL (1813-1881).Watcrcolonst, portraitist, and litho-

STOHL, . d Rieder's 1825 aquarclle. {Brown; Ben~z1t, XIII,
grapher. Cop_1e h· AKL B-8 IX 490; Fuchs 19., IV, K72j
267· GRI • onhne scare , ' '

, , 1879 1961) Painter and illustrator. {Schubert 200
STREYc, J. (A ' ,3.,4an EIfn ndnan:-flechtendemMad­
Jahre: Schubert mit nus"""",' a3y Alfred Eduard Forschne-
a,1924avdp,,"%?"'Sasusso«ins, »vars:
nus±. Nee Marg,""_,kaasunctcintarn'ssots"Dr
Auenkoter[190)-""?"jisraorJostsreyesrej) tebtevon
osereichichg'or2as+i: AkL B-, ix. 5i6 tsts Josef
1879 bis 196l. [Sa ' . terand illustrator; with altemattve spcll­
Strejz (1879-1961_). Pai:' h· Fuchs l9.E, 11, K130 has Streyc, Josef
ing asStrcyc; onhne scare ,
(1879-1961)1
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Janet I. Wasserman, A Sc/ruberl lconogrnp/ry

srso. Torsos as7s-193 sor an4"""8"""";
shater 20 1hre sch.tvnt-non. phaser "";",a,
heads adomung the Schubert Fountain, Vienna, 70' qBB
1928, page 187, 248; plate of one head ison page 187) [AK d
.ssises4ion. s«'ntor.sate.roger""D,""?
of fountain scultpure, n.d., #Cl:J/2 page 73, onhnc
Schubert Memorial Places at: <www.composcrsmusic.com/mu
ziekgeschiedenis/ schubert_gedenken_e.html>]
TABACCO MARIO. Painter. {Schubert 200Jahre: Die Liebe hat gelo­
so, ot mas.so» 70a, 1997.p»cs 220-221,9.p"""
page 221) His 1997 painting is not a portrait but a skull, pr
mably Schubert's, next lo whichrest the famousSchubertrcading
spectacles.
TAUTENHAYN,JOSEF•A. (137-1911). Sculptor andmedal engra­
ver. Medal, gold and silver, 64 mm, 1872. The 1872 silver medal
is in themedal collectionof theMTAZenetudomanyi IntezetZe­
netrteneti Muzeum, Budapest. The 1872medals were created in
conjunction with the unveiling of the Schubert memorial in
Vienna. Medal,64mm, 1872,Deutsch-Bilder, page85. {Schu­
bent 200 Jahre: Schubert-Medaille, 1872, bronze, silver, e 6 cm,
1872, page 189, #252; Sclml1trl-Mrd11ille, 1872,silverandwood, no
dimensions, 1872, page 189, #253) [Online search; AKL B-B, 1,
629; Forrer, VI, 35-40; Andorfer;Niggl; S-Lexikon, see 'Numisma­
tik';JF; FSmedal,64mm, 18i2,Forrer, VI,37; 2cntries inMO;
Enthallung der Schubertdenkmals in Wien, 15/; AV, 60mm,n.d., in
A. R. v. Loehr, 11\finirr Mrdaillcurc (Wien: Anton Scholl & Co.,
1899), page 14 and plate]
TAUTENHAYN, (JOHANN) JOSEF D.J. (!S68-1962). Sculptor.
[Schubert 200 Jahre: Franz Schubert-Plakette, 1912, plaque, e = 4
cm, 1912, page 190, 257 [for opening ofSchubert Museum]; An­
steknadel mit Schubert-Halbrelief, 1928, pin,copper,43cm, 1928,
page 2-l2, #5201 [0-Lcxlkon;onlinc search; AKLB-8, IX, 629; For­
rer, Vl, 40-11; Niggl; 1912and 1928medals in the collection of the
KunsthistorischesMuseum,Vienna; S-Lexikon, see'Numismatik';
Sale, photograph of Schubert plaque on a poslcard, n.d., #C83,
page 5S; JF; Schubert medal, Forrer, VIII, 232; Grove mention in
'Wittig, Edward'}

SeeNiggl:
Plaque, o :::: 50 mm, 1928.
Plaque: hollow, 40 x 30mm, 1928; cast, 157 x 117mm, 1928.
[same design]
Medal: e = 40mm;e= 23mm, n.d; '1912', Deutsch-Bildem,
page 86.
Medal, e = 25 mm, n.d.

TA1LOR,STANLEYJAMES (British). Designer andmodellist. Creat­
eda largecharacter jugofSchubert for Royal Doullon, itemnum­
ber D7056, 1996, 17.lcmhigh. [Onlineauctionresults;Taylorwas
a freelance designer at the time thisSchubert mug was done, ac­
cording to Royal Daulton in response to theauthor's inquiry. Tay­
lor hasbeenproducingdesignsforRoyal Doulton since the 1970s]
Online description at a commercial sile: "Di056 SCHUBERT
CHARACTERJUG -This fine character jugwasdesigned by the
renownedStanley JamesTaylor, wasproduced ina limitedediti­
on being part of the Composers series. It depicts the famouscom­
poser and the handle cleverly incorporates a music rack and an
exce.rpl from the"CradlcSong" .Supe.rbly detailed..Thischaracter
jug stands 7 inches high and is now retired." The image of the
mug is at<http://worldtraders.nf/images/38SchuberLjug. JPG>
TELTSCHER,JOSEFEDUARD (1801-1837). Painterand lithographer.
(Thieme-Becker, XXXIl, 513; Busse; Clive, 237-238;Deutsch-Reader,
960; Brown; !J<;n~zit, XIII, 522-523;GR!; AKL6-B, IX, 647has (1801
or 1802-1837 or 1838); Fuchs19., JV, K87; Gallica; 5-Lexikon; JFl
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{Schubert 200 Jahre}:
Jenger, Huttenbrenner und Schubert, lithographafter his 1827
color drawing,15.9 x 20.6cm, 1828, pages155-156, #190, plate
on page 155.
Franz Schubert, um 1897, anonymouswoodcut afterTel tscher,
26, 21.5 cm, 1S97, page 205, #316}
InHilmar.
Colored portrait drawing, n.d., Hilmar, page 19, plate 20.
Pen and ink drawing, Hilmar, page 27, plate 32.
Lithograph, 1826, Hilmar, page 28, plate 33.
Schubert inTcltscher's atelier, colored pencil drawing. ca.
l827, Hilmar, page 52, plate 70.
Jt'llger, Hiilteubwwer 1111d Sclmlxrt, colorprint after the aqua­
relle, ca. 1827, Hilmar, page 52, plate 71.

Other sources:
Jenger, Huttenbrenner und Schubert,colordrawing, 20616.2
cm, ca.1827, Deut.sch-Bildnisse, plate 9; Auss\el\ung, page
311; Deutsch-Bildem, page 15.
Schuberts Frende, engravingaftera plateof the aquarelle [enger,
HuttenbrennerundSchubert,postcard, 1928,Slc, #A19/2,page
31; postcard print after the aquarelle, n.d.,Sal, #A19/6, page
31; Schubert 1825/26, b/w photograph of lithograph on a
postcard, Salc, #CA, page 48.
Lithograph, 1S26, Doutsch-Bildom, poge 12.
Aquarelle, n.d., Deutsch-Bildem, page 16.
RitaStcblin,"SchulX'rtund derMalcrJosefTcllschcr," Scf111bcrt
durch die Brill, 11 June 1993), pages 119-132.

TEMPLE, HANS (1857-1931). Portraitist and genre painter. Oil
painting of FS, 3138cm, date uncertain. Ein Schubert-Abend bei
Spmm,oilpainting,Hilmar, page62, plate91. !Schubert 200 Jahre:
Emn Schubertabendbei Rittervon Spaun, um 1890,woodcut afterTem­
ple, 31 x 38 cm, page 210, #329; mention on page 210 as having
madeanoil painting in1890on theSchubert-Abend themewhich
was the same theme used for thelater 1897centennial competition}
[GRI; Sotheby's; onlinesearch;AKLB-B, IX, 648alsohas (1857-1931);
Fuchs 19., IV, KS7 (!S57-1931); JF; Bcn~zil XIII, 524)
lllEER,ROBERT (1808-1863). Portraitist, miniaturist, andlithogra­
pher. Schubert miniature, 1829,Deutsch-Reader, page 92, cites the
miniature quality (then in the Kestner Museum, Hanover) as an
"allegedportrait" ofSchubert; Hilmar, page30, plate38. [Thieme­
Becker, XXXII, 5S7; Busse; Boetticher, 11.2, SSl; GR!; B~nczit, XIII,
566; AKLB-B, DX, 671 has (lSOSor1815-1863); Fuchs19, IV, K90-K91;
FRESCO; JF;Grovemention in'Daffinger, MoritzMichael'; Fuchs
19.E, 11, K134 correctsyoarofbirth to 1815;HMSWRestitutionArt)
llllEOE,OSKAR {1879-1961). Sculptorandmedalengraver. Award
modal, e =75 mm, 1928. [Nigg!; online search; AKL6-B, IX, 679)
THUL, SISTERMARYGRACE,OP (b.l9'l5; American). Painter, sculp­
tor,woodcarver, andprintmaker. Monoprint, 5.5 x 10.75 in (13.97
27.3 cm), 1997, for article on Schubert's 200thbirth centenary,
first published inCrisis (Septemberl997). TheSchubert imagewas
also displayed online at the journal's website but has appeared
nowhere else. [Shedidnot herselfselect the source images forher
renderingofSchubert but usedimages selected by theart director
of Crisis-personalcommunication to theauthor. Thispreparatory
unageselectionprocess-by someoneother thantheartist-appears
tohavebecomestandard incontemporarymagazine publishing.]
TILGNER, VIKTOR OSKAR (1844-1896). Sculptor. Gedenktafel am
Schellmanhause in Steyr:Manoreliefvan Vktor Tilgner (1890),photo,
Deutsch-81ldem, page 77 Ieft. UF; AKLB-B, IX, 724; GRI; Grove
entry)



TORff, E. Sculptor and medal engraver. Medal, e = 60 mm 1907
[Niggl online search found Emil Torff, creator of a two-sided bro
medal of J6zsef Joachim, violinist and composer, in the MTA
Zenetudomanyi Intezet Zenetorteneti MUzeum, Budapest, medal
coUcction at <www.zli.hu/museurn/rooml/roomlmedal. htm>)
TORGGLER, HERMANN (1878-1939). Portraitist. Oil portrait of
Schubert, ca, 1910; same on a postcard? [JF; Sale has (1878-1939),
colorpnnt of portrait on a postcard, n.d., #C50, page 53; BCO(!zit
XIII, 725 ; AKL 8-B, IX, 768; IFSI; Fuchs 19., IV, K97;5-I..cxikon,,..;
'Postkarten')

Mathieu Schneider, "Sdmbcrt wircl Portrtltiert", Schubert durcli
die Brilfc 24 Oanuary 2000), pages 155-157; plate on page 3.

TOTH , RUDOLF. Artist and stamp engraver. Engraved 1978 Austri;m
6-5chillin g Schubert stamp after Kriehulx>r. Was one of the important
restorers of Vienna's Stephansdom, which was partly destroyed
by bombs in World War II. [online search]

TRAUTZL,JULIUS (b.1859). Sculptor and medalist. Schubert-Denkmal
ill Gablonz a.d. Neisse (1900), photo, Deutsch-Bild em, page73. UF;
AKL B-B, X, 21; mc.nlrnn in Schubert 200 Jahre, puge 182; 5-Lcxikon,
sec 'Denkmal'; online search]

TRENHOLM,ZACIJ tb.1961; American}. Caricaturist and illustrator.
Produced a Schubert caricature used by an online clussicul music
w~bsite. His med111n1 is "wholly digital". [Onlineseurch; urtist's
website<www.r,1th:renholm.com>; pe.rsonalcommunication to
the author; one of hi ·caricature portraits appears in The Readerville
/01m1al (Septemlwr-Oclober 2002), page 16]
TRUMM, PETER ( 188-1966; German). Portrait, landscape, flower
and woodcut artist, illustrator, and etcher. Schubert alsSchlgehilfe,
drawing, n.d., J-lilnw, page 190, plate 320. UF; B<'n<'zil, XIII, 829;
AKL B-B, X, 49; onlim:- search)

TUSlYNSKI, L\DJSLAUS (1876-1943). Commercial ;;utist, news
illustralor, and painter. 1928 caricature of Schuber! duncing with
Ameri can dancer and singer Josephine Baker. Schubert mitderNeger­
sangerin Josephine Baker. Karikatur, 1928, Hilmur, page 201, plate
342. May be the animution artist for a 1932 silent film short, Die
Abenteuerdes Herr A II ti-Marx (4 ') produced for the Austrian Soci al
Democratic Party as anti-Fascist propaganda. UF; AKLB-B1 X, 72;
online search; 5-Lexikon, see 'Karikatur'; Fuchs 19.E, II, K140]
l'YllEE,C. Silhouettist. Silhouette of FS, 1940. [RM) No further in­
forma tion avui]able.

ULUIIANN,ROBERT(19ffi.. 1966 ). Sculplor and designer. Dida marble
relief on a commemorative tablet, 1928. Awarded the 1953 VieMil
Prize for Fine Arts (Scu lpture). (AKL B-B, X, 92, ha,Robert Ullmann
(1903-?) Sculptor; online search )
ULREICH,FRITZI (1865-1936). Painter. Franz Schubert an dieGitarre.
Postkarte 11acl1 ei11cmOlbild von Friederike Ullreicl1, n.d., Hilmur, page
187, plate 313. {Schubert 200 Jahre : Sclmlxrt am Klavier inDamenbglei­
hrng bei Kerzenlicht, chromolithograph, 80x 100cm, ca. 1912, page
210, #331; FmuzScl111berl, chromolithograph after Rieder puinting.
37 x 48 cm, n.d., page 212, #349} (AKL 8-B, X, 93; online search
hasher active ca. 1900; a/k/ a Friederike Ullreich/ Ullrid1; Sak,
Franz Schubert lauscht den Glocken der Lichtenthalerkirche, plate of
her signed oil painting on a postcard, which has a legible printed
attribution "Fr. Ullreich, pin[xit]" which may be the publisher's
typo, n.d., #C3/6, page 66, plate on page 66, Schubert am Klavier,
COiorpos tcard, 1927, #C5/1, page68;JFhas19th-ccntwy poslcard
J>Ortrai t of Schubert strumming a guitar after her oil portrait of FS;
her cover portrait of FS at piano with female, Th,• Elude (March
l9!2); FucilS 19.E, II, K140)

Evelyn Kain, "Stephanie Hollenstein: Painter, Patriot, Para­
dox," Woman's Art Joumnl (spring-summer 2001), 27-33.
Exce rpts below from onlinc article at <www.ripon.edu/

Music in Art XXVIII/1-2 (2003)

faculty/ kuine/00-102.Steffi.html>· .. . .
press corps ["art squadron"] • This unit of the military
artists in public relations and ~ngagcd enlisted _professional
wureffort and included an OCUmcntary achvities for the
Writers, among u,cm Kok~~cr of well k~own c1rlists and
(S~ndor Friedrich Rosenfeld ti, BcrUmid lnfflcr, Roda Rod,1
winers raw uwsaa!";,"" "eoher some. we
nl2: ,. According lo Plilkolm F • /
Ulreich, who was hew4,""Sthuber, Kinstlerinen, 181,
eneral, in spite«r. 'an officer and daughter of a major

iweyes.ii,"""""phys«corona«or. spent
Ulric!" . Sc b' e asa il orerunderthename'Tricdrich

1 mn ·ria and on the Romanian front."
Sabine Plakolm-F ll b k . . .
1897-1938,Ma., ""Stuber, «inst!ernnen in 0stermeich
199-t? /1995?/1~~?;las/1k, Archrft•klllr (Wien: Picus Verlag,

UNGER, LUDWIG [S-Leikon, see'Kanikatur' (first mention ca, 1925
Genre painter and portraitist, AKL B-B, X, 99; Fuchs ekj
"T EUA(as562r18382-1925). Painter, muralist, anautus-

(
• tor. He painted the auditorium ceiling of the Municipa!The,1trc
1907), Prugue, renamed in 1990 the Antonin Dvoi.ikThcatre Un
Schubert 200 Jahre identified as submitting an entry for the 1897
Schubert Centenary competition, page 206; song illustration, 1897,
page 217, "31~} (Vergo; Ben<'zil, XIV, 91; GRI; i\KL B-8, X, 198;
Fuci1519., IV, K106; Fuchs19.E, II, K142;onlinesearch (1856-1925)·
HMSW Restitution Art} '

VENTURA, MARCO (b.1963; Italian). Artist, designer, and illustrulor.
Schubert portrait, 34.5 in (7.6 x 11.4 cm), oil on gessocd F.-ibriano
paper, 1988, in the artist's collection. Modeled his image after a
pc riod portrait ofSchubert not otherwise identified. Created portrait
of FS and a scene with FS in the courtyurd of what appears to be
Schubert's birth house, fora chil<lrcn's book of famous musicians,
in Picro Ventura, Great Composers, trans. by Maureen Casey (New
York: G.P. Putnam'sSons, 1989), page 56. [onlincsearch; author's
copy; personal communication to the author]
VIAJATEM, FR.\NZ. ISchubcrt 200 Juhrc: Sclmb.rt-Zcic/1111111g. title
page of M. Rosenau, Die schonen Finkerln (Wien, 1925), page 22➔,
#415}
VOAKE, CHARLOTTE (b.1957; British). Illustrator. F5 image inchil­
dren's book. (Ri'11; onlincscarchJ No further information available.

Puul de Boud,et and Charlotte Voake, Franz Schubert, illus.
by Churloltc Voake (Paris: Err,1to;GallimardJcuncsse , 1999 ).

VOGT , ERNST [Silk, Seimbat als Liedbegliter, color pos tcard, signed
with AK (Adolf Karpellus'), n.d., #C5/2, page 68}
WACJK, FRANZ (1883-1938). Painter, designer, etcher, illustrator,
and decorator. Images in Hilmar arc from the Kirch! book cited
in full below; Schubert im Spitale, aufdem Krankenlager an seinen
'Millerliedem'arbeitend (drawing of FS in the hospital working on
his Die SchoneMuller), Hilmar, page 17, plate 15. Shubertiade in
At:enlmugg, drawing of FSplaying guitar, n.d, Hilmar, page 131

J tc 219 !Schubert 200 Jahre: Fran: Grllpar:er, Wien/ Prag no
"; 'a,aces.«sirons+ \Vaok unages in Kirch! include
#.Si<roturtuaoasis@etmts
Shubert mt Vogl am Klaviere [after Sch wind Schubertabendll OF,,xv, 3S0-361; AKL B-8, X, 353 ; Fuchs19.G, II, K13-l ; HMSW

Restitution Ari; RM]
A. Kirchl, Franz Schabert [also titled Otereicls Ruhueshall'
,a,idsha-a vets±ntangseel. taus.»y E. wail
(Pra.ha Haase, 1915) Cover has silhouette of BS

DE SCOLIDL(1900- 1979 ). Painter and woodcut artist
WEHNER, TRU 'W Schnudl' Sclwbat•Porfriif, n.--d chJ!k
{Schubert 200 Jahre .15 d ""18 #381 Scl111Lvrl Por/ro/, penal
dragn11aw"·P;] ,sijtx .s, x. 35i, and
drawing, 11 9cam , n., page- "
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AKL B-B, IX, 19; Fuchs 19.G, II, Kl35-K1J6. 'W. SchnuJJ' l5 most
likely TrudeSchmid!-Wachner a/k/aTrude\\lachncr (1900-1979)
Painter,onlinesearch;GalerieSt Etiennewebsite; signed herworks
as TS \\I .md T.S. \VAEHNERJ

In 1938, TrudeWachnerwent to the>USA; much later she le.ft
for 11.,ly .md Fr,mcc. fa..hibited intematonally, including 1955
soloexhibitionof portraits and watercolors atNeueGalerie,
Vienna. A website dedicated to Trude Waehner is at
<www.trudewaehner.at>
Trude acher: La Resstenzadella Crea:ione, xilografe, ed. by
Franco Patruno (Castel Maggiore: Book, 2000).

WAHNER, 1-ICRBERT (b.1961 ). Arlist, sculptor, and coin designer.
Dcs1gncd 500-Sdulling commemorative goldcoin, o =22mm, for
199iSchubert bicentenary, issued by the AustrianMini. Obverse
is portmit of FS after Kupelwieser's 1821 sketch; reverse is based
on Schwind's Ein Schubert-Abend bei Ritter von Spaun. [Austrian
~hntwebsite <www.austnan-mint.com>; responsefromAustrian
Mint, 2002, to the author also confirms Kupe:lwiL-scr as source of
obverse image onlinc research; RM notes that in 1997 Wahner
produced designs for lhc Austrian edition of5and 25 Euroccnts,
,,·ilh Wlihncr's name clearly shown on reverse)
WAIL,WILHELM. Cartoonist. \Vorked inVienna in collaboration
with various newspapers and journals. Vi,·111111 Composas, 1909;
unframed drawing. black ink on paper, 26.7 x 18.5 cm, 1909,
Sotheby's, lot 28XR, 15Oclobcr2000. Thecarloonhas fivccompo·
scrs, nnd shows FranzSchubert with a top hnl, cigar ,mdwalking
stick, wearing his famous spectacles, strolling at the sideof Franz
Liszt, with analarmed-lookingcat in foreground. Theother com­
posers appear to be Bruckner, Wagner, and Beethoven. (onlmc
search]
WALDMLLER, FERDINANDGEORG (1i93-1865). PainlC!r, portraitist,
and lnndscnpc nrtist. {Schubert 200 Jahre: Fmm: Srlmb,:rt im
Freundeskreis, pencil drawing, 18.1 12.2cm,1827,pagc 159, #199,
plate on page 159; also Hilmar, page 51, plate 69). Hausmusik.
Bleisliftzcichnungaus dc.m Skiz.zcnbuchmil 49 Blfittemaus dem
jahrc 1827. [ONB-BA]. [TheMetropolitanMuseumofArt library;
BenCzit, XIV, 402-403; LC; Thieme-Becker,XXXV, 74-77; NOB, XIV,
54-61;GRI;O-Lexikon; Beidermeier; Pre-Modem;AKLB-B, X, 375
has (1783? or1793?-1865); Fuchs 19., IV, K115; FRESCO; Grove
entry; Waldmilller'sportrait appearsona3-SchillingAustrianstamp;
JFJ

Fran: Schubert und seine Zent. Exhibition at the Archiv der
Gesellschaft der Musikfrcunde in Wien (17 October to 22
December 1978), cataloguebyOtto Biba (Wien: Gcsellschaft
der Musikfreunde, 1978), pages 28-30.
FerdinandGeorgaldmllerzm200. Geburtstag, Herke imBesit:
des Historischen Museums der Stadt Wirn. Exhibition at the
H_islorisches Museum der Stadt Wien, catalogue by Hans
Bisanz (Wien: Muscen der Stadt Wien, 1993).
ElmarWorgull,"FerdinandGeorgWaldmullerskizzicrtFranz
Schubert imFrcundcskrcis: Ikonographische und kompositori­
schcSpczifika eine unikaten Bilddokwncnts," Schubertdurch
",,","0ans»y 19m.co 10-12.us on r»ts

WALTER, OTIO{KAR) (1853-1904). Portraitist and horse painter.
Engraving after a lithograph by Kriehuber, Hilmar, page 35, plate
4:>. OF; Sale has (1853-1904), original engraving of portrait on a
postcard, IIC64, page 55; GRI; B(?n~zil, XIV,422; AKLB--B, X, 392;
Fuchs_!9., IV, Kil7-K! 18; onlinesearchhasOttokarW. (1853-190!);
S-Lexikon, see 'Postkarten']
WASCH~'IANN,C. (1848-1905). Engraver.Medal, cast, goldand silver,
e223mm, n.d. [Andorfer; Nigg!; AKL B--B, X, 413 has Karl W.
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(1848-1905). Medalist; Forrc.r, VI,379, has Carl Waschmann, but
nomcntionofFSmcdal; Forrer, VI,379alsohasJ. vonWaschmann
with portrait-plaque of FS]
WECKBECKER,AllGllST(1888-bcfore1961 ?). Scu1ptor. Sd111h!rl-8iistc,
nd., Hilnur, page 202. plate 346.JF; AKLB-B, X, 437; onlinescarchj

Karl Busch, Augustekbeker 1888-1933 (Munchen; Zurich:
Schnell u. Steiner, 1963).

WEGER, AUGUST (1823-1892; German). Engraver. Der Wmulerer,
portrait of FS, 28 x 19 cm, between ca. 1840 and ca. 1900. UF cites
the portrait in F. Schubert Vocal Album 1, ed. by Pauer (London.
Augener & Co., n.d.); Gallica; AKL S.-8, X, 443; onlmc search)
'{ Weger, f'rojils/11dic des Schriflslellcrs Otto L11dwig (Leipzig:

AJb,1ch jun., 1884) portraits: 10.4 cm in page format of 19.9
x15 cm.
A(ugust) Weger,Hans Christian Andersen (Leipzig: ca. 1880).
Illustrations: ca. 11.517 cm.
A[ugust] Weger,National-DenkmalaufdemNiederwald (Leipzig:
H. Bokelmann, n.d.) picture 1223 cm in page format 22
31cm.

WEIGAND,EMIL (1837-1906;German). Medalist. lSalc, Dreimtidcrl­
hauspostcard series, afterWeigand, 1918, #C12/3, page 71; AKL
B-B, X, 449; DBE, X, 385. Medailleur (1837-1906))
WEIGL, FRANZ (1810-1846). Painter and illustrator. Photograph
ofa lostaquarellc, Ricder's portrait asamodel, detail, Hilmar, page
32, plate 40; Teilphotographie, Deutsch-Bilder, page 17. [JF cites
O.E. Deutsch, Franz Schubert:DieDokumenten seines Leben. HI, 1913,
page 17, which dates the aquarellc "um1829''; GRI; B~nezit, XIV,
510; Fuchs 19., IV, K121 (last mention 1842); AKL B-B, X, 450
(1810-1846). Portrait and genre painter and illustrator]
WEIGL.ROBERT(l851-1902). Sculptor. Slatuctle, Hilmar, page48,
plate64. ScalptureofComposerFranzSch«bent (1797-1828) afterRobert
Weigl(1851-1902) [afterWeigl's monument in Vienna'sSchubert
Muscwnj,miniaturebronze, 17anhigh, 1928, Sotheby's, lot 3P6KL.
23 April 2002. {Schubert 200 Jahre, FS bronze statuette, 16.5 cm
highnd,signedR.Weigl, page246, #561] [JF; Ben&zit, XIV,510-511;
AKL B-B, X, 450; Sale, photograph by Grillich (see above) on a
postcard, 1914, #C94, page 59)
WEINBERGER,ANTONRUDOLF (1879-1942). Medalengraver. [Nigg!;
GR! hsts AntonWeinberger, German (1843-1912); AKL B-B, V,
453has (1879-19-12;German). Sculptor andmedalist; medal in the
collection of the Kunsthistorischcs Museum, Vienna; S.Lexikon,
sec 'Numismatik']

Sec Nigg!:
Plaque, 50 x 40 mm, 1928.
Medal. 60 • 57 mm,1928.
Medal, o ::: 35 mm, n.d.

WEISSENBERGER,FRANZXAVER(1819-1875). Designformemorial,
n.d., in Hilmar, page 45, plate 60. {Schubert 200 Jahre: Schubert·
Dwkmafwhu11:J. 1850, painted plastermodel of FSsiltingwithhis
!cfI elbow resting onhis Liederbuch, as anentry in the competition
for the..Schubert memorial in the WienerStadtpark, 28 x 15 x 22
cm, !850, page 183, #235; plateon page 183} [AKLB-B, X, 466 has
Franz Xavcr Weissenberger (1819- 1875). Sculptor; JF]
WEISZ, MAXM. [Sale, signed b/w photograph of a portrait on a
postcard, 1927/ I928, #C21, page50, b/wphotograph ofunknown
portratl on a postcard, #C32, page S2; JF]
"""-Fssr@7s-1ss7. Arust. (schuterzooJahre: unsis­
or 'II· bt·m•,clnmg, aquarellc after Kupelwieser's Unsinniade, 30
"3}cm-18r»es s2-s, vs7, plate on pagc83; an image of FS
,,"g,""dhsssci«Sotao± a ins gosiinns

ppears to be the sixth figure from the left, except that



!his figure is quite tall and slim} [GR! (1788-1857); AKL B-B, X,
410 has Landscape painter; Fuchs 19., IV, K124]

WEST, FRANZ (b.1946 or 19-17). Painterandsculplor. He was awarded
the 1988 Vienna Prize for Fine Arts (Sculpture). Sclmlwt tra/lkdlu:riJt·u
rm Mai (ucn1111tlicl1), 1826, 1982,mixed tc.tlmiqueonncwsprinl,40.2
57.3 cm, 1982, Dorothcum, lot 53, 2001. [Benezit, XIV, 560-561;
GR!; online search; AKL B-B, X, 493 has (b.19-16}; Fuchs 20., IV,
1<252 (b.19-16); Grove enlry (b.1947)}

WHITTEMORE, (RUBY) MARGARETEVELYN (1897-1983; American).
Illustrator, painter, printmaker, landsc.:ipcand woodcutartist,and
lithographer. [RM/SIUK; onlinescarch; NYPL; Phil Kovinickand
Marian Yoshiki-Kovinick, An Encyclopedia ofWomen Artists ofthe
American st (Austin: University of Texas Press, 1998), pages 328-
329; WWWAA, 677; WVVAA, 85; AKL B-B, X, 517]

Cecil Whitaker-Wilson, Frn11z Schubert, Mnu and Composa:
The Strm;o/11 Mn11 WhoNmaWnsted Time, portraits and illus­
trntion..., by Ruby Margaret \'Vhillcmorc [a/k/a Margaret Evelyn
\ Vhit l-i.!mort•?}, London: William Reeves Ltd., 19"...8, frontispil'CC,
and pages 24, 61, 104. The portraits and silhouettes of FS, says
,1ulhor 10 intrnduclion, were based by the illustrator on well­
known images of FS [but the author docs not say who the
original creators were.]

WIDUCZKA or WJOLICKA, LEOPOLD (18i0-l 924). Portraitist, land­
scape, and still life artist. Photomechanical reproduction of FS, al
the piano with two young women standing and listening, 8x8
cm, between ca 1880 and 1911. [JF; Ben&zit, XIV, 592; AKL B-B,
X, 525; Gallica (Widlicka); Fuchsl9., IV, Kl28; Fuchs 19.E, II, K155]
WIMMER,GEORG. Coin and medal engraver. {Schubert 200Jahre:
Sd111bf!ft-Prtig1t11g, 1972, stamping, 11x16 cm, 1972, page 191, II
264, Schubert-Medaillon nit SzenenausLeder, 1928, medallion,40.5
x 33 cm, 1928, page 240, #508; uncertain if image produced} (AKL
B-B, X, 57.J has two entries: (l)Georg Wimmer (1916-1977). Painter
and bookplate artisl, (2) Georg Wimmer (1892-before 1961 ). Copper
engraver and engraver of maps and charts; Fuchs 20., IV, K260
(1916-1977); Benezil, XIV, 643 (b.1892); RM noles proof copies by
'Wimmer', possibly first initial 'G', who was a stamp engraver and
whose design for a Schubert stamp was never issued; Austrian Post
did not identify Georg Wimmer but did identify another engraver,
Prof. Huber! Woyty-Wimmer(1901-1972)]
WOOLF, Pir (b.1954; British). Artis t line drawing of FSaflcrSchwind
in Pip Woolf, Robert Lloyd and Julius Drake, Winterreise: Inter­
pretations Across Two Centuries ofA Winter's Joumey. From Franz
Schubert& WilhelmMuller to Robert Lloyd, Julius Drake& PipWoolf
(Bridgend, Wales: Seren; Poetry Wales Press Ltd., 1999), with CD
ofDie Winterreise by Robert Lloyd, bass, and Julius Drake, piano,
with facsimile of Robert Lloyd's working score. Aside from the
FS image, Woolf's twenty-three book illustrations are her repre'­
senlations of Winterreise; the original Winterreiseoil paintings are
owned by the University of Texas Southwestemn Medical Center
in Dallas, [online search; RM/ SIUK; personal communication to
the author; University of Texas Southwestem Medical Center at
Dallas; for information about theartistand the book sconcepllon
see <www.era21.eo.uk/meander/pip.htm>]
WORGULL, ELMAR (b.1949; German). Artist and art historian.
(Schubert 200 Jahre: OsterlicheSchubertiade 1997, felt pen draw~g,
29.6 21 m, 1997page 253, +640) (Online search ; artist's web""}
at <www.art-worgull.de> with citations to: Elmar B.W. Worg
in Who's Wlo in the Arts (Ottobrunn, 1975), vol. 2, p. 201; Elmar
Worgull in Lexikon Pfal:erPersonlichketen, ed. by ViktorCarl(2nd
ed., Edenkobcn: 1998), p. 775ij
CJ Bmar WorguU, "Ein reprisentatives Jugendbldnis Schuberts",

Schubert durch de Brille 12 Qanuary 199.J), pages 55-83.
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Elmar Worgull, "Zwei Fehlzuschreibungen in der Schubert­
"""P?he,shat«nan«anterte tsno 19».n.

Elmar Worgull, "Franz Schuber ls Cesichlsma.ske und ihre
Vorbildfunklion in Z.Cidmungcn Moritz von Schwinds," Bei­
triig;: ZII Buch, Bibliothek und Schrift (Wien: Osterreichischen
Nalionalbibliothck, 1997), 345-388.

ElmarWorgull, "lkonogr.1ph1c", Sc/111b:rt-L·:n/..011, ed. by Erns t
Hilmarand Margret Jestremski (Graz: Akademische Druck­
u. Verlagsa.nstalt, 1997), 206-209.
ElmarWorgull, "SchubC'rt ohnc Bnlle; Schuberts Gesichtsmaske
als Vorbild ftlrdas Gcmiildc in der Gesellschaft der Musik­
freunde in Wien", Schubert durch die Brlle 20 (January 1998),
pages 133-149; plates on pages 143-149.
Elmar Worgull, "Kunsthistorische Untersuchungsmethoden
als ein interdis:,j pliniircr Aspck t in dcr Schu bC'rt-lkonographic",
Schubert und seine Freunde, ed. by Eva Badura-Skoda, G.W,
Gruber, W. Litschauer, C. Ottner (Wien: Bohlau, 1999), 3-13-360.

WUERTENBERGER, ERNST (1868-193-t; Swiss, lived in Germany).
Portraitist, draughtsman, lithographer, and illustrator. Drawing
of FS, head and shoulders, described asan allegory for inspiration.
The composer sits out of doors beneath a shade tree with his chin
in hand, leaning on his elbow. Above his head hoverputtiplaying
instruments. The drawing. dated 1902, is in Robert Werba, Franz
Schubert. Ein volkstiimlicher Unbekanter in den Augen derNaclelt
(Wien: Pichler Verlag, 1997), page 58. [AKL B-B, X, 6-15; online
scarch;RM]

Ernst Wuertenberger, EineDarstellung seiner Forund seiner
Lehre (Basel, 1925).
Ulrich Braeker,DerareMann inTockenburg. Lebensgeschichte
imd 1111Uir/icl1e Abm//1e11u (Zilrich: Morgartcn-Verlag, n.d.),
with original woodcuts by Ernst Wilrtcnbcrgcr.

WULF,M. !Schubert 200Jahrc: Scl111bert11111 Kltiuier, tillepicturc for
ViktorTrautzl, Frn11z Sclmbertsldztt· Ud1c.· (Rcutlingen, 1928), page
224, #4241 [may be Max Wulff (18n-t913;Ccm1an). P.ilntcr,artist,
and illustrator, AKL B-B, X, 647]
WUNDERLIOI,MAxJuuus (1878-1966). Sculptor, genre and land­
scape painter, etcher, and watercolorist. Lifesize engraving. n.d.,
Hilmar, page 39, plate 51. (Schubert 200 Jahrc: Brrtl1a:"lt'11S 1111dScJ:11-
bents erste Grabstatten am Wahrnger Friedhof, um 1920, aquatint
clching, 16.3 23.8cm,ca. 1920, page 180, #232) [AKL B-B, X,6-19,
has entry for Max Julius Wunderlich (1878-1966) onhnesearch
produced first name Maximilian; JF; Fuchs 19., IV, KH2; Fuchs
19.E, II, K162}
ZADRAZIL, FRANZ (b.1942). Painter and graphic artist. Awarded
th 2000 Vienna Prize for Fine Arts (Pam ting and Graphics). His
~ubcrt is in print edition Homage.See Key. (Schubert 200 Jahre:
Klavierhaus Fichtenbauer, color etching, 60 50a, 1978, page219%
#395· una.·rtain if image produced) [GRI; -Lexikon; online sc::uch;
AKL 8-8, X, 691; Fuchs 20., IV, K282-K283 ]

Exhibited in Wien-Bilder, 196S-1993,al the Historisches Mu­
scumderStadt Wicn(25 November 1993-13 February 1994).
The museum's exhibit catalogue con.sis ts of twenty-four de­
achable postcards of the artist's illustrations.

zse.nooo(Turon ass2-1zy.0tr2",2",,";
and illustrator. shit-rt-Karat«r, n.d, HilmarP_,'![,,,

Schuber 200Jahre: caricatures on page 232, #624, 625,-'
334.{S ubert ,353,#637;song illustration, 1897,page217,
joke illustration, page' j it ;AKL BB, X, 7S; Fuchs
376) [en&zit, XIV, 852; GRI"·or: " "
19., IV, KI46; S-Lexikon, see'Karikatur': Jl
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Janet I. Wasserman, A Schubert /conograplry

zss. nwct.194)Panter andzoptic art sen"P""""?'
DeInterese:Graphkzykhus nach Fnan: Schuber,2518cm, ?

In some of the twenty-four prints, images of FS are found; often
notSchubert's facebut Schubert's spectaclesarea leitmotivwithin
n prnt. [Onlineauction; AKLB-B, X,72, Fuchs20,IV,K290-K291;
Ingnd Acebal. Panta Rhei Galena & Libros de Arte, Madrid,
provided a copy of Herwig Zens, Die Winterese. Graphuizykl#us
nach Franz Shubert (Wien: Kunstverlag Wolfrum, 1996).]
ZIERLER, ALFRED (b.1933). Master engraver of the Vienna Mint.
[Schubert20Jahre.Shubert-Munz nach Krehber, 1978, 50-Schulling

silver coin for the 150th death anniversary,- 3 cm, 1978, page
91, 265) (Online search; Austrian Mint, 2002, says there is no
eniaiion specifying the imagesource byAlfredZierlerwho

rehred several yearsago)
ZIMERMANN,CARLFRIEDRICH (1796-1820). Painterandprintma­
ker. (Schubert 200Jahre: Viwat! Es lebe Blasius Leks, aquarelle from
Kupelwieser's"Unsinniade",28.536cm,1818, page83, 38, plate
on page 85; the character in the center of the picture appears to
beES, witha shockofhairandwearing the famousspectacles) [GRI;
AKL B-B, X, 746 has (German). Lithographer]

SCHUBERT ICONOGRAPHY: UNAUTHENTICATED ENTRIES

The following list includes artists to whom (1) an image of FS is misattributed; (2) an image is associated with
a FSrepresentation (such as a 'Schwammerl place') but it is nothis portra,t;(3) an image IS known from literature
but has not yet been located; or, (4) the artist cannot be authenticated.

BERNHARDT, JOSEPH also BERNHARDT, JOSEF NEPOMUK (1805-
188.5;Gcrman).Portrait painter. [JF; GRI;Ben'zit, 1I, 188-189,Thieme­
Becker, III-IV, 457; AKL, IX, 594-595; FRESCO.S-Lexikon (J. Berm­
hard), 'Postkarten'; DBE, I, 470; perhapsbetterknown forhis 1868
portr.111 of RichardWagner, whichwasusedlater loprodureWagner
images]
BOEHM, AD(OLPH) (1861-1927). lllustralor. {Schubert 200 Jahre:
song illustration, 1897, page 217, #376; uncertain if FSimage pro­
duced) [Sotnffer refers loAdolph Boehm asa member of the Se­
cession andprofessorofdecorative and appliedart al lhe Vienna
Kunst@gewerbeschule; Vergo; Vamedoe; AKL, XII, 131-132; GRI;
O-Lexikon; Fuchs 19, I, K41]

AdoUBoehm (\\1icn1861-19"-7Kloslemeuburg). BlaueBlume,
monogrammiert, datiert AB.18.7.1900, Bleistift, Aquarell auf
Papier, Passep.-Ausschnitt 27,3 x 17,7 cm, ger. (K). Online
Katalog Kunst des 20. Jahrhunderts 16 April 2002. Dorolheurn
Wien.
VillaWagner I, Hucltelbcrgstrasse, 1886-1888. Windowsby
Adolf Boehm. {May be seen online at <www.topicfineart.
com/P246-028.HTM>]

CZERMAK,HANS {Sale, song illustrationonapostcard (ca. 1929?),
#B14/J-B14/7, page45]
DANHAUSER, JOSEPH (1605-1845).Graphicartist, historyandgenre
painter. Alsoanoted designerofBiedermcier furniture fora Dan­
hausc.r family business. DespiteDanhauscr'scontactswithinthe
Schubert circle, there is no knownSchubert portrait attributed lo
him. Theartist is famous forhis Liszt at the Pano (1840) whichcan
beviewed onlineal: <http://mheffley.wcb.wesleyan.cdu/alma
texts/almamusicology/germanchaps2-4/largeimg1 .htm> andin
print in James Parakilas, et al., Piano Roles: ThreeHundred Years of
Lifewith thePiano (NewHaven: YaleUniversityPress, 1999), pages
256-257. In1822.Danhau.sermade the inlaid floorsintheAlbertina's
StateApartments. Hemade Beethoven'sdeathmask inplasteron
themorning ofBeethoven's death, 26March18Z7. Danhauserwas
honoredbyAustriawithaportrait stampin1935. DF;GRJ;~~zit,
IV, '227; AKL, XXIV, 118·120; Fuchs 19., I, K60; Grove entry; S­
Lexikon]

Joseph Danhauser, Beethoven aufdem Sterbebett. Lithografie
nacheinereigenen2'.cidmung,um18Z7Beethoven-HausBonn.
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Thedrawingandmaskmay beseenonlincat: <www.aski.org
/kb_ 202/ kb202beethoven.htm>.

DOLBIN, BENEDIKTFRED (pseud. Ben Bindel; 1883-1971). Artist,
caricaturist, musician,andjournalist; born inVienna where he first
worked. Went to Berlin; thenlater lo theUSA. He also worked as
anengineer. Studiedmusical compositionwithAmoldSchonberg
andartwithEgonSchiele.Heproducedapproximately5,000original
pencil and pen-and-ink drawings of American and European
musicians, write.rs and public figures between 1922 and 1969 to
accompany his articles in Aufbau, a New York German emigre
newspaper, and inMusical America. No FS image is kept in U.S.
finding list in the State University of New York at Albany, and
it isuncertainif imagcofFScouldbefound inGermancollections.
Thereare fifteen entriesabout and by Dolbin in thecatalogof the
New York Public Library. His drawings arc also in the State
UniversityofNewYorkalAlbanySpecialCollectionsand Archives
at <www.library.albany.edu /spcccoll/findaids/ger012htm>.
Dolbin's remaining personal papers and drawings at the library
of the lnstitut filrZcitungsforschung in Dortmund. NoSchubert
imagehasbeen located inhisNachla~at Dortmund. Asaworking
newspaper illustrator, he may have produced images of living
personsonly.Somc.ofhisletters arcat Deutschc.s Literaturachiv,
MarbachamNeckar,at <www.dla-marbach.de/>. Prof. JohnSpalek,
who was responsible for acquiring the SUNY Albany collection,
alsodoubtstheexistenceofanFS imagebyDolbin. [onlincsearch;
GRJ; WWW AA, 168; Fuchs19.G, I, K47. AKL, XVIII, 304-305.]

Shubert durch die Brille 21 (June1998), page 83, for his sketch
of AntonWebern.
"Benedikt FredDolbin,dcrPortraitist eineshalbenJahrhun­
derts",Deutsche Publizistik imExit 1933 bis 1945. Pcrso11e11, Posi·
tionen, Perspektiven:FestscdriftfurUrsula E. Koch, ed. byMarkus
~er. Kommunikationsgcschichte11 (MOnster. 2000), 134-

EDER,MATHILDE. Portraitist and miniaturist. Aquarellcs of FS
memonal places; uncertain if she did an FS image. {Schubert 200
?"""sterr-sou«e, nan1916, squarentes.»ge 19,0282
udesthe firstmemorial inWahringerFriedhof; 15Schubert-Stat­

ten-Briefinarken, 1928, afterEderaquarelles, 5.5x50cm, 1928, page
194, #Z83) (May be Mathilde Eder-Daubck (1868-1914) in AKL



B-B, IL, 801; Fuchs 19., I, K74; Sale, #A17/l-A18/4, page 30, no
images of FS indicated in these 8 postcards; JFJ
EDA {Sak, collotype of portrait on a postcard, nd, #C81, page
57. Unable to identify this name]

ELSNER,OTTO (1893-1956). Landscape artist,watercolors and oil
pain ting. He was an active member of U1c M0dlingcrkilnstlcrbund.
[JF; Sak, song illustration on a postcard, after Elsner designs , #B8/1-
88/ 6, page s0, plate of B8/4on page 84; 5-1..cxikon, see 'Postkarten';
Fuchs 19.G, I, K53-K54]

FISCHER-DIESKAU,DIETRICH (b.1925; German). Painter and waler­
rolorisl. {Schubert 200 Jahre: various mediums, ElfG:milldcw v\hkt•n
vo11 Frau: Sclmliert, no dimensions, page 230, #398; uncertain ifFS
image produccdJ !online research; pcrsonalcommuniu1tion to the
author]

The German baritone and conductor has had a third career
as an artist in oil, watercolor, pen and ink, and pastels. He
h.is abo wri I ten extensively of the biographical basis ofSchu­
berts Lieder. Fischer-Dieskau is well acquainted with the
career of Schubert's champion and early performer of his
Lieder, Austrian baritone Johann Michael Vogl.
DietrichFischer-Dieskau, Schubert's Songs:A Biographical Study,
trans. by Kenneth 5. Whillon (New York: Limelight Editions,
198-1).

GEIGER, CARL (KARL) JOSEPH (1822-1905). Painter, iliuslralor,ena­
mclist, and etcher. [Sotheby's; O-Lexikon; GRJ; AKL B-B, IV, 98;
Fuchs I 9., II, K13]

Painter of religious art - scenes ofChristian allegories. Com­
missioned by the emperor and members of the Austrianarisler
cracy to paint genre scenes and illustrate songbooks of famous
composers such as Schubert, Mozart, Haydn, Weber, and
others. However, ii is not yet absolutely certain that he produc­
ed an image of Schubert.
"Cul Joseph Geiger (Vienna 1822-1905), A designforacurtain
for the Theateran derWien, Vienna. Old Master Drawings, Prints
before 1900, Watercolours & Miniatures, Dorotheum, 1 0.:tobcr
2002."
"Carl Joseph Geiger (Austrian, 1822-1905), Mo:ant directing
imaginaryactorsfromthe operas 'Don Giovanni'and 'TheMagic
Flute' inscribed 'Karl Geiger Nachlass' (on the stretcher), oil
on canvas, 195/8x 28in (5071 an),Ouistie's, 19th-Century
European Art Including Orientalist Pictures, London, South
Kensington, 21 November 2002, lot #54, sale# 9513."

HANSEN, THEOPHIL (THEOPHILUS) EDVARD VON (1813-1891;
Oanish).ArchitecL Pedestal of Schubert's grave monument in
Vienna'sZmtml!riedhof,ca. 1890. OF; GR!; AKL B-B,IV, 556; Grove
entry]

Hansen did not himself produce an image of FS but he was
obviously important to the design of the Denkmal.

HARTMANN,A. Postrarcl illustralor. Kolorierle Poslknrlt', n.d., Hilmar,
page 193, plate 325. May be Adolf Hartmann (1900-1972;German).
Painter, graphic and decorative artist. [JF; Salc, Dreimiderlhaus
postcard series (with Adol/Karpe!lus?), nd, #Cl 2/1, page 71; GR!;
AKL B-8, IV,585; Fuchs 19.E, I, K148 has Anton Hartmann, Land­
scape artist, active ca. 1900]

There is the painter Adolf Hartmann whose portrait of com­
poserKarlAmadeus Hartmann appeared on CD coverofK.A.
Hartmann, The Eight Symphonies &Gesangs-S:ene (1935 -63)
Bavarian Radio SO, Wergo WER60187-90-.S0.

HAss , FRrrz (1864-1930; German).Painter, illuslr.ltor, and engraver.
{Schubert 200Jahrc: song illustrations, 1902, page 217, #376;_~­
certain if FS image produced) [Ben&zit, VI, 792; AKL B-B, IV, 595;

Music in Art XXVlll/1-2 (2003)

JF]

HEY, PAUL (1867-1952; German). Genre and landscape painter
watercolorist, etcher, and illustrator. Uncertain if ES image produced.
Hey was well known for his work on poslcards, folksong cards,
and cigarette cards, and painted an extensive collection of scene,
depicting different aspects of life in Bavaria from the 1890s to the
1930s; hus illustrations on cards are still popular. Hey illustrated
many children's books including the Grimm Marchen, one in the
popular Heidi book series by Swiss author Johanna Spyri, and a
book ofGerman children's popular folk songs collected by Engelbert
Humperdinck. [JF; Ben&zit, VII, 24; AKL B-B, IV, 731; FRE.SCO;
online search; eBay.de; DBE, V, 15]

,. Berth~ E. Mahony and Elinor Whitney, Co11tc111pomn;1/lmtmlors
ofCl11ldm1's Hooks, Boston: Bookshop for Boys and Girls,
Women's Educational and Industrial Union, 1930, page 8,
for mention of Hey's Marhen illustrations.

HOLZAPFEL, ANTON (1792-1868). A silhouette of FS inscribed by
Holzapfel was posUrnmously discovered, but his authorship is
uncertain. Holzapfel was a fellow student of FS at theStndtkonvikt.
(Brown; Deutsch-Reader; Clive; S-Lcxikon)
JAFFE (or JAFFE), MAX (1845-1939). [Salc, etching after design by
Gruner, nd, #Cl7/4, page 7-J; OBL, Ill, 59; online search)

Kunstanstalt Max Jam was a Viennese art and book publisher,
as well as a postcard publisher, from late 19th to the 20th
century.Jaffe, who started his career asa photographer, was
noted for the many technological innovations he developed
in printing and photographic reproduction. Regarding the
Schubert image in Sak, it is more probable that Jaffe was the
printer of the image, not the artist
MarenGroning, Schatten des imaginarenMuseums; DieAlertina
unddie Fotografe im 19. Jahrhundert at <www.albertina. at/­
mcdia/forschen/publ/Grocning.pdf>
Arthur Jaffe and Margaret A. Fellows, The House ofJaffe, Its
DiamondJubilee, 1875-1950 {Max Jaffe Kunstanstall und Verlag,
Wien], (NewYork: privately printed [by the Arthur Jaffe He­
liochrome Company, New York), 1951)
From the Lexikon Sat:, Druck und Papier, "Max Jaffe, Maler
und Fotograf, gelangen 1877 erste R,isteraufnahmen Qaffe­
typie), die Halbtone im Buchdruck moglich machten", at
<www.mcdiasun de/satz.dru ck/mdex.php4?action=c&:i=791>

KOHL, PAUL (1850-1913). Painter and sculptor. G.·denktnfda111.Atu11-
braggerSchloss: Bron:ereliefvonPal Koh (1908), Deutsch-Bilder,
page 77 right. Uncertain if FS image produced. [JF; AKL B-B, V,
629; Sale, print after photograph by Kohl of the Gedenktafel, 1908,
IIC85, page 58; Fuchs 19., II, K124; Fuchs 19.E, I, K193]
KOPALLIK,FRANZ(1860-1931). Muralist, watercolorist, veduta and
architecture painter. An example of his work is an aquarelle of
Schubert's birthplace, in Ausslellung, page 5. Uncertain ifFS image
produced. OF; GR!; Ben~!, VII, 9-12; Fuchs 19., II, K12B; Fuchs 19.E,
I, K194; AKL B-B, V, 652]
LEFLER, H(EIRICH) (1 863-1919). Painter and illustrator. [Schubert
200 Jahre: song illustration, 1897, page 217, #376; uncertain if Ts
image produced! [Sotriffer; Vergo; Varnedoe; Bl>n&1..1t, VIII, .J:>t
GRI; O-Lexikor; AKLB-B, VI, 155; Fud1S19., Ill, K17; Grove entry;

OBL, V, 90]
Franz Karl Gin2key, Eswareinal, illus. by Weiland Heinrich
Lefller(Wien: Buchschmuck Bernd Sterner, Munk,o.J., (19221)

LENZ, MAX (IMILLAN)/MAX IMILLAN O (1860-1948). Painter, sculptor,
tihographer and illustrator. Member of the Vienna Secess ion. Pro­],"!{iiiwort war tom posters. (sch@ter 20o Jhre: song
j4so, 1s97,pe 21,376 uneersinitrsimage producedl
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Janet I. Wasserman, A Schutert Iconography

{\'ergo, \'am<Joc . Bl,n(-at VIII, S20,GRl;1oa1,01==
date as 1918; 0nline search cons istently produced ,Renton
B-B, VI, 192 Fuchs 19,, III, K20, OBL V, 139-140, Grove
in 'Secession. Vienna '] Licht

Hella ocher-.Komer. Manto. an"$,1",,1,
so.crosspg"spg"""or
ngcpassten (Ph.D. diss ; Universi tatKa"',non.­
Kulturwissenschaften; Insti tut far PhilosophieundorPP"

dvnamk, 2001).

tor. toe ass-1uosnot.glsm"""";"
curator,andJesigncr . \\luk- thedestgner isunknoWn. around th
the Lobmeyr firm produced a fine crystal glass , 10 cm, wit a
silhouette medallion of Schubert. [O-Lexikor; ABML, 376; online
auchon catalogue; Grove entry for 'J. & L Lobmeyr' ]

For photos of the interior of Lobmeyr's house in Viennaco
taunung the crystal he collect ed, seeOtarlotteKreuzmayr , Lud­
wig Lobmeyr, Persnliche Einblicke," Parass, Sond erheft:
Histonsmus 12 {1996 ) 80-86 .

LORENZ, CARL (1871-1945). Landscape artist and theatrical decor.
OF; 5.;ilc, song illustration on a pos tcard, nd., +B3/5, page 34; Be­
rent, VIII, 795; AKLB-B, VI,'.>14 ; Fuchs 19.lll,K29;alsoCarllorenz
(1860- 1968 ;German ). Taught drawing andmodclmg;onbneswdl)
MASTROIANNI, DoMEN ICO (187(,-1962; ltalian ).5cul ptor. Worked
for a time in Vienna . Developed a techni que in Paris of rapid mo­
deling in clay, which models were then sometimes photographed
for commercia l production. such as pos tcards. llusmay be the case
with a Schubert pos tcard thought lo have a photographic image
of a,culpturecrea tcd by Mastroianni. This rechni queisquitesimilar
to what has been termed "sculptography." This techni que and the
creation of a Schubert image by ?-,fastroianni is only provisionall y
ackno wledged. It has yet to be identified and authen tica ted althou gh
uruubstantiated informa tion says that a Schubert ",culptogra phy"
resembles the left and right profiles on Schubert medals in the
Gcsdlschaft der Musikfreunde, Vienna . The Mastroianni fanul y
of sculptors and artists, which has a web site (see bracke ts below)
is well regarded in Italy. Umberto Mastroianni , who was trained
asasculptorbyhisundeDomcnico ,hasanintcma tional reputation.
[IE;Grove mention in 'Mas troianni, Umberto '; <www .fondazioneum
ber tomastroianni.it/page/ musro . htm>; mention in article on
'Umlx•rlo Mastroianni ' in Di:ionario enciclopedico dei pittori e degli
incisor italiani: dall' XI alXX srro/o(Milano :Monda dori.1981-1990 ),
VII, 274]

Jesse Lyman Hurlbut,Hurlbut's Story ofthe Biblefor young and
old: A continuous narrative of the scriptures told in one hundred
sirty-cigl,t stories, full-color illus. by Robert Leinweber and
three-dimensional reproductions by Domenico Mastroianni;
text drawings in two colors by Steele Savage (Ph iladelphia :
John C. W,nston, c1952).

MOSER, KoLOMAN (1868-1918). lllustralor, designer , and pain ter.
{Schuber t 200Jahre: song illustration, 1897, page 217, #376; W'Cl?rtain
if FS image produced ] [Sotriffer, Vergo; Varnedoe; Ben&zit, DX,
888; GRI; O-Lexikon; AKL 8-B, VII, 166;Fuchs 19., lll, K57;Grove
entry]

Maria Rennh ofer, Koloma,1 Moser:MaskTo/Vicm1eseModemism
(London: Thames & Hudson, 2002).

MULLNER, JOSEF (1879-1968 ).Sculptor and meda list. "Trout Foun­
tun, .1910. UncertamifFSimageproduced. {Schubert200Jahre:
mention page 182; mention in entry for Theodor Stundl, Schuber.
Brunnen, 1928, page 187, #2481 OF; Sale; AKL 8-B, VII, 202; S­
Lexikon, see 'Denkmal '; Ben&zit, X, 8; Grove mention in'Austria
Scu lpture. Afterc.1900' ]
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NAUER,LUD1G (1888- 1965 ; German). Genre painter and muralist.
()n]lnecitations to his portraits of Johann Strauss , Anton Bruckner,
Jacques Offenbach, and Arturo Tosca ruru . [JF; Ben&zit, X, 113, AKL
B-B, VIL, 26,S; FRESC O; onlin e search ; S.Lexikon, see 'Postkarten']

NEATY,WILLLAMJAMES (1860- 1910, English). Watercolorist, pain.
ter, archi tect, and designer. Four color plates of his paintings in
)heSchubertsection illustrate selected Schuber I Lieder 10 May Byron.
Days with the Great Composers, First Sen·es. Beethave 11, Me11dclssolm,
Sc/ad,m(Lon don; New York: Hodder&Staughton, 191 ?), unpaged.
Neatby's paintings are titled with the songs' names, along_ with
a fewlines from the poets, in: "Good-Night" (Millier); "The Miller's
Flowers (MOiler); "The Erl King" (Goethe); "The Fishermaiden"
(Heine). No portra it of Schubert by this artist has yet been found.
{GRI ; <www.icollector.com>; author's copy; BcnCz1t, X, 127; Grove
men tion as wallpaper designer in 'John Linc & Sons, Ltd.'; AKL
8-B, VII, 272; ABM!, -147)

Scott Anderson, William James Ncatby, Artist and Designer
J860-19JO(Ph.D. disse rtation, De Montfort University, 2000 ).

NOVAK, SEPP [Salc, song illustration in a series of photographic
collages, #B18/1-Bl8/6, page 47)
NOWAK, WILLI (WILHELM, VtLEM) (1886-1977; Austro-Czech).
Figure andportrait pain ter. OF;~~zit, X, 292; AKL B-B, VII, 381;
FRESC O; Grove mention]
•NOWAK,WtLUorWtLLY(1868-1945).UF; Fuchsl 9.E, II, K46and
AKLB-B, Vll,381 have a Willi (Wilhelm) Nowak (1868-1945))

No differentiation between Willi Nowaks has yet been made
to determin e the postcard artist with this name.
Wilhelm Nowak, Johannes Brahms Wohung in Wien: Biblio­
thekzimmer etwa 1904 , aquarclle.

OUTZKt,JOE {Sale, prinlof drawing on a postcard, n.d., #C39,page
52; early 20th century graphic artist; JF; online search] Olitzki's
pos lcard portrai to(Bee lhovenisonlineat <www.lvbec thovcn.com/
Portraits/Galle,yPostcards. hbnl>
PAETZOLD, ARTHUR (1870-1920; German). Painter and designer.
[JF; Ben&zit, X, 488; AKL B-B, VII, 519]
PAIH. No verification for this name has been found; the name itself
may be a typographical error, or it could be 'Pair'. Extensive
searchin g has not found this name ora variant. ["Paih: Great Com·
posers Etchings, eightfromthe series, including Liszt, Mozart, Hayden,
[sic] Beethoven, Bach, Schubert, Brahms and Schumann, on wove, cach
signed and entitled in pencil, 205 x 160 mm", Phillips at <www.
icollector.com>, search date 16 June 2001]

PANTORBA, BERNARDINO DE [pseud. of LOPEZ JIMENEZ, JOSE]
(1896-1990 ; Spanish). Landscape painter_ OF; GR! (1896-1987);
Ben&zi t, X, 5-16; AKL 8-B, VI, 340; FRESC O)

Unafamilia de pintores sevillanos: Legado de Bemado de Pantorba:
Sala VIiiasis (Sev illa: Fundaci6n El Monte, 1998).
Bernar dino de Pantorba,Mozart: Semblanza (Madrid: Antonio
Carmona, l<J.17).

PATZELT, ANDREAS (1896-19807). Portrait and still life artist, illus­
trator. Worked in collaboration with Erns t Kutzer(sceabove). {Sale,
songillustrationonapostcard, #B4/7, page36; AKL 8-B, Vil, 604;
Fuchs 19.G, IL, K35 ;JFhas death year; Opcnisii11gen"11 Esther Relh!J,
portrait by Patzelt, n.d., in the possess ion of the Osterreichische
Galerie - its ownership after 12 March 1938 is in dispute; online
search)

PERLERG, GEORG (1807-1884; German). Genre and landscape
painter. [JF; GRI; Bn&zit, X, 754, has Johann Georg Perlberg
(lll06- !884 ) as brother of Christian)

~~~ 1Schubert200Jahre : Sclmbert-Relief, 1993,cas l pewter,
• .cm, 1993 , page 239, #489, plate on page 238) [Bn&zit,



x,840, AKL- B,-8, VII, 737 has closest entry with Friedrich Pfleiderer
(1869-1920) listed as painter and restorer. Not possible to say if
Selbert -Relief is an older design or a newone;it was used for the
t!iOlh anniversary of the Wiener Mannergesang-Verein in 1993)

IIJUAND,AUCUSTE (1797-1859; French). Animalier and landscape
pe1nter. OF; Ben~z,t, XI, 852; AKL B-B, Vlll,490;online search also
refen to him as an architect]

Mame de Metz, Paysages et Paysagistes de Moselle 1830J 191 o
_ Le Printemps des Muses (April 2001). Rolland at: <www.
mairie-metz.fr:8080/METZ/MUSEES/EXPOS/0001/
PAYSAGE.502. html>

ROSSLER,RUDOLF (1861-1934). Genre painter. OF;~czit,XI, 938;
AICL ~B, VIII, -:173; S.LI'xikon, see 'Postkarten'; Sale has "Rudolf
Roes51er," #Cl/5, Cl/6, page63; Fuchs19., Ill, K125;Fuchs19.E,

ILKB4]
Rudolf RC)s.'ilcr (Gahlenz 1864-1934 Vienna), A portrait of a
girl, watercolour and pencil on paper, [no dimensions] (1
Octobe r 2002), Old Masler Drawings, Prints before 1900, Water­
colours & Miniatures, Palais Dorolheumat <http://pholos
.icollector .com/ 1 isl:ing/ dorolheum1889.html>.

SOINEJDER, EMIL [Emil Phil. Aug.] (1873-1947 orl948; French?
German ?). Portraitist, genre and landscape pain Ier, and lithographer.
[JF; Ben~zit, XII, .J83-.J84 (1873-19?) German; AKL B-B, IX, 39
(d.1948);GRI entry for Emile Philippe AugusleSchneider(Frcnch;
1873-1947)]
ScllNORR VON C.\ROI.SFELD, LUDWIG FERDINAND (1788-1853).
Historical pain ter and illustrator. Firstcuralorof Vienna's Belvedere
Gallery . [Deutsch-Reader, 957; Cancvas-Abende; Thieme-Becker,
XXX,708-709; GRJ; 0-Lcxikon; B~nczil, XII, 491; AKL 8-B, IX, 45
has four possible birth dales: two in 1788 and two in 1789; Fuchs
19,IV,K27; Grove entry;S-Lexikon; )F; Fuchs 19.E, II, K103 (b.1789)]

Oive, page 187, says that a portrait of FS by Schnorr van
Caro lsfeld may have existed, according lo an earlier secondary
source, bu! is lost.

SCllulER.T, HERRMANN. [S-Lexikon, see 'Postkarten'; possibly
Hemnann 5chuberl(1831-1917;German).Sculptor,AKLB-B,IX,
78;~~ XII, 540]
SorusnR.KARLMARIA (1871-1953). Painter and illustrator. jSchu­
bert 200 Jahre: song illustration, 1897, page 217, #376; uncertain
ifPSimageproduced) [Biedermeier; B~n~zit,Xll, 562; GRI;online
ll!IICh;AKL B-B, IX, 96; Fuchs 19., IV, K41]
5cHusTEa,RUDOLF (1848-1902; German). Landscape artist'. illus­
trator, and engraver. [RM/SIUK; online search; Rudolf Hemnch
Schuster in AKL B-B, IX, 96]

Die sc/Jo11c Miiflcri11. Pmchtmtsgabe, engravings by Rudolf
Schuster (Stuttgart & Leipzig: EduardHallberger [ca. 1875)).
Book contains Schusler's engraved song illuslrations but
uncertain if FS image produced.

SCH0Tz, ERICH. Illustrator. {Schubert200Jahre: Liedillustrationen,
1921,songillustrations, 1921, page 218, #379; uncertain if FS image
produced). [Online search produced Erich Schutz with works ca.
193>and 1927;Salc, produced alone and incollaborallon with Adolf
Karpe uus (?), from 1912 to 1916, #B5/2, B5/4, B5/5, B6/1-B6/,4,
llil/6,pages37-38, #B9/1, B9/5, page 41, #9/8, B9/9, page42; AKL
B-B,DX,82, has genre painter (first mention 1920-last mention 1~!•
JPnotes postcards and book illustrations in "Songs of Schube~t •
12colored plates, 1921;5-Lexikon, see'Postkarten' and'Illustration
en'; Fuchs 19.G, II, K92) .
f Heinrich Heine, Buch dcr Lieder, with illustrations by Erich

Schutz (Leipzig: A. Woll, 1919).
EduardMrike, Historie von der schonen Lat, illuslralionsand
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hookdt'COrahonsbyEri hSchU
1922). c lz(-lthed., Wien: Artur Wolf,

50RRIEU,FR£o1111c(J807 1865 F
trator. No known ESima, French). Lithographer and illus­
o(Schubert'swon,,"?" Produced; he artist illustrated many
109, plate 178 d put lished in France. Lithographs, Hilmar, page

, : '.an page 110, plate 180. {Schubcrt200 Jahrc: 0f'11u,;s
fomplctes di· fr1111(ois Sr/111/lat, song illustrations paj'e 216 1137.J·
isted elsewhere as 'P. Soren') [nit, XIII, 45;cfE, 4KL B.B
IX,350;JFJ ' ' ' •" • ,

rRAUB, GUSTAV (1885-1955;G_emian). L1ndsc.1pcpaintcr, book
llustrator, postcard and graphic artist, and caricaturist. [JF; AKL
B-B, X, 20; onlme search]

TRENTIN, ANGELO (1850-1912). Genre pmnter, portraitist, and
Illustrator. {Sch~berl 200 Jahre: songi!lustr,tlions, 1897, page 217,
#376; uncertain if FS image produced I {BfoCzi I, Xlll, 787; AKL B-B,
X, 28; Fuchs 19, IV, K99J

1 Carl Rabis and Cul Seidl, Uadia<.·1. -12 Kunsttafoln. Ed. by
WicncrR.ldfahr-Oub"Ktinstlerh,1ll<' (Wien:Gerl.:ick&Schenk,
1897). Includes illus Ira lions by" A. Trentin" .

VELIM, ANTON(1892-1954). Landscape, genre, still lift,, and portrait
pamter. 1954 Vienna Prize for Fine Arts. [JF believes he may be
postcard artist' Anton Vlim' as shown in Sale, #A16/l, page 29,
and either Vclim or Vilim, #87, page 38; song illustr,1tion on a
postcard, #B7/1-B7/3, 87/7, 87/10, pagcs39-l0; AKL B-B,X, 20-1;
online search; Fuchs 19.G, 11, K130 has reproduction of artist's
signature, clearly shown as 'Velim']
VOLKSHOFEn,A.D.J. (Sale, song illustration on a postcard, #B14/ 8,
Page 45; JF has Volkhofen; online search has A. Volkhofen jun.)
No further information available.
WANKE,]OIIANNES (b.19l3). P.iinler, woodcut and graphic artist.
Did a series of twenty woodcuts for a Schubert cycle, 1976. His
Schubert is in prnt edition Homage, see Key; uncertain if FSimage
produced. !Schubert 200 Jahre: Lichtentaler Kirche, woodcut, 60
50cm, 1978, page 219, #394} [AKLB-8, X,402; Fuchs20., IV, 1<226,
artist's web sileat <www.johanneswankc.al>]

Johannes Wanke, Jolw1111es l-\1n11k Hol:sdmille, 1948-1991,
exhibition catalogue, 25 November 1992-31 January 1993
(Wien: Graphische Sammlung Albertina, 1992?).
Otto Breicha, [ch.[annes] Wanke : Landschafen zMusk: Kompo­
nistenzyken 1975 bis 1988 (Salzburg: Salzburgcr Landes­
sammlung Rupertinum, c1988).

WEDER,A(NDREAS)PAUL0893-1980;Germ:i n).Masterdraughlslron,
woodcutter, painter, illustrator, and lithographer. U~cerlam if~
image produced. [JF; online search; GRI; AKLB-8, X,430; web site
dedicated to"A Paul Weber' at <www.wcbcr-muscum.de/leben/>;
FRESCO; DBE, X, 3-19-350)

Ono Monsheimer, A. PalWber (Hamburg; A. Boysen. 19%)
Andres Pal weber, 10o Auslitas"ids
nt Lithographien (Muncher: Bruckmann, !)-
Andreas Paul Weber, A. PalWer.Hand:eichuungen. Litho-

1. ,1939-1978:Rtr0spektie:um5. Gebrtstag. Exhibition
gwpm {4Li 4Lidesmuseum Bonn, 260toter1978
cal""""Guns,ans tunas»so tar Kans
"..G.soc.sacra-anus
979 (Kot; Rheinland-Verlag, 1978).1 r ,,qwBe ,A. Pa!Weber, dasgraphiscke rk 1930

Andreas Paul e! • . i/dtll(Milnchen:Schirm cr·
_1978:Hand:echungen unLithograpl U

Mosel, 1%),,, Hand:eclungen 1933-1976 (&onr
Andreas Paul e ·o

B crKunsthaus,cI983). . . , k
H~:iut Schumacher, A. !11111I Wd1er: Das il!ustnerl<' tr\,•r ,
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Janet I. Wasserman, A Schubert Iconography

1911-1980 (Lubeck: Lucifer-Verlag im Kunsthaus Lubeck,

c1984). »hi (Lubeck:
« APaul Weber.Werlerzichsder Gebrauchsgraph "

Kunsthaus Liibeck, 1991.l).
Klaus]. Dorsch, A. PalWeber: IWerkerzechis der Lithographien
(Lubeck: Kunsthaus Lubeck, 1991) .
Paul Weber, 1893-1980: Hand:zechmngen nd Lithographien
(Stuttgart: G. Hatje, 1993).

WELZLVONWELLENHEI,APOLLONLAn&e DEBARBIER (1801-1882).
lmagcof FS? OF; Sak has'T. Wcl7.l',song1llustrationonapostc~.
ca.1909, #RJ/3, p3ge3-l, song illustrationonaposlc.ll'daftcrdes:
of'A.Welz!', (unsigned), #B16/1-B16/3, page46 (may not ,
sue persor) cRias Paulinevonwentenhei,ca. 1840,1"""""
XIV, 53-l; AKLB-B, X,-175; Fuchs 19., IV, K124, Flowerandstill­
painter, bom Freiin [Freifrau] vonBarbier (no dates); Fuchs 19.E,
I1, K152]
WISINGER-FLORIAN, OLGA (1844-1926). Landscape and flower
painter. [O-Lexikon;GRE; AKLB-B, X, 593; 0nlineauction search;
Fuchs 19., IV, K136; FRESCO; HMSW Restitution Art]

Shewas from 1S68 to 18i3 apianist withapromisingmusical
career. Achronichandcondition ledher togiveup thepiano,
consequently she turnedto art,and studiedwith E.J. Schindler
who was also Lhc teacher of Carl Moll and Marie Egner.
Painted scenes on gilt glasswasapopularmediumformiddle
class buyers of decorative pieces in post-1900Vienna. See:
Brigitte Hamann, Hitler's Vienna: A Dictator's Apprenticeship
(New York: Oxford University Press, 1999), page 186: 'A
music.a.I scene with Franz Schubert, also made of gilt glass,
bore the signature of "Wiesinger-F. {sic} This referred to the
painterOlga'singer-Florian,whosestyleHanisch[Reinhold

Hanisch, Hitler's artist friend from his Vienna days] also
imitated in flowerpaintingshe soldasHitler originals. There
is no evidence that Wisinger-Flonan worked on gilt glass,
but her name would have encouraged buyers.
Barbel Holaus, "0lgaWisinger-Florian (1844-1926). Aran­
emcnt mit dem'Mannlichen' in derKunst",Jahrhundert derk,a. vom Impressionisms zur Gegenwart; Osterreich 1870

bis heute, ed. by lngried Brugger (Wien: Kunslforum, 1999),
tl-1-103.

WrrrRISCH orWITTRICH, ILONA GABRIELE (1879-1946). Painter,
commercialandbookplate artist, lithographer, andetcher. {Schubert
200 Jahre: Ilona Wittnsch, Schuberts Gebrtshaus, silhouette and
lined notepaper, hand-colored etching, 15x9 cm, n.d., pu~c 194,
#294; uncertain if FS imageproduced) UF; AKL B-B, X, 602, Fuchs
l9.G'. II, K157; Fuchs 19.E, II, K159]
WOLLER, ATTILA. Illustrator. [Schubert 200 Jahre: 19th century,
song illustration, 1897, page217, #376; uncertain tf FS image pro­
duced)
ZA HANS (1859-1945). Genre and figure painter - religious
2anucategories. UrcR.eris,krv.ss2-s5A.
B-B,X,709 (1854-1945); Fuchs19., IV,K147; onlinesearch; S-Lexikon,
sce'Postkarten'; Fuchs 19.E, II, K164]

Judith0rschler, DerWienerMaler Hans Zatzka und de Kunst
fiir allr m der ersten Halfte unseres Jahrhunderts (Ph.D. dtss.,
Universitiit Wilrzburg, 2001).

ZECKENOORF, A. [Sak, postcard, two versions, 1916 and 1928,
#0/13, page65] [Could thisbeOskar Zeckendorf {Austro-Czcch}
painter, AKLB-B, X, 713 (1877-1942);JF; Fuchs19., IV, K1A7; Fuchs
19.E, IL, K164]

ADDITIONAL LITIRATIJREDISCUSSING SCHUBERT ICONOGRAPHY

Aus Heliopolis-Nachtviolen-Wasserfluth. Schubert 97. Die besondere
Ausstellung 200. Geburtstag Franz Shuberts im Historischen
Museum der Stadt Wien (Wien: BohlauVerlag, 1997).Sccpage
87, reproduction of cover of 1826 commercially produced
piano music, Modeme Licbes=Walzerfur das Piano forte, on
which the man of the dancing couple resembles FS, wilh
curly hair, sideburns, and Brillc. Unlike Schubert, this man
is tall and slender. An 1827 color reproduction appears in
Hilmnr, page 80, plate 127; also in Aussie.Hung, page 228.

BAKER, Richard, Schubert: A Life iii Words and Pictures (London:
Little, Brown, 1999).

B,\LD,\SSARRE, Antonio, "The Iconographic Schubert: The
Reception of Schubert in the Mirror of his Time", RldlM/
RCMI N,wslelkr XXll/2 (faU 1997), p. 39-52

Cntalogue ofa Choice Collection ofPortraits, llluslrnlivc ofMusicand
the Drama, Including Composers, Musicians, Singers, 6Actors,
31March1879 (l....ondon:Sollwby;Wilkinson&Hodge, 18i9),
page 71, #679 "Schubert (Franz), great Composer, half­
length, seated, lith. By W. Basler."

The Etude Magazine, Schubert Number (May 1900).
The journal was published in Philadelphia by Thoodor
Presser. In 2002, theTheodor PresserCompany gave a large
part of its early archives to lhe Music Division of the US.
Library of Congress. These items arc awaiting cataloguing
and are unavailable to the public.

236

GAMMOND, Peter, Classical Composers (NewYork:Crescent, 1994).
Biographies of a:..mposers with reproductionsof drawings,
paintings, andphotographsof thecomposersandreproduc•
lions of paintings contemporary with the events in the
composer's lifetime. Schmid's Schubertabend is in the center
of the book's cover, surrounded by likenesses of the other
'great composers'. BothSchmid's Scl111bertabe11d and Klimt' s
Sclmbt•rt am Kl«vicr are reproduced in fullwithin the section
devoted toSchubert. Alsoreproduced are Rieder'sSchubcrt
portrait in oil, and Teltscher's Schubert wilil his Friwds.

GIBBS, Christopher H., ed., The Final Sclmbertiade at the 92Street
& Tisclt Cc11tcr for Ilic Arts: Schubert's Final Years, Marclt
26-April JO, 1997 (NewYork: 92nd Street &TischCenter for
the Arts, 1997), 86 p.
Aprogrambookwithintroductory es.say andprogramnotes
by the editor and additional notes by other Schubert
scholars.Whilenot containingany original Schubert images,
the program book contains a small but selective array of
images includingRieder, the discreditedMahlerattribution
of young Schubert without his famous spectacles, BOhler's
100th5chubert birthday silhouette, theDialer bust, and the
design !or the gravestone in the Wahring Cemetery.

GoM8R1a-1, E.H., "FranzSchubert and the Vienna of his Time.
Addresscelebrating the 150thanniversaryof the composer's
death", TIU' Essential Gombrich: Selected Writings on Art and



,"""",,-y Rich»ra wosateta tonuorotao1oos,

Combrich briefly mentions the traditions th t. f
early artists who painted Schubert. In this rea a~do;;ned lhe
to be alone among _art historians whoeng g_ th· c_~eems
cross-disciplinary iconography. agcm 15kmdof

HILMAR Erst, "Neues zur Schubert-Ikonographie; EineSchubert
Mtruatur', Schubert durch die Brille 7 Oun, 1991)
(plate: "signiert mil 'J.K."'), pages 4243_ ' ' page 3

Hl5f0Rl.SCI-IES MUSEUM DER STADT WIEN, Restitution Art from
D_orotheumsanktiufo 1938-1945: Franz Schubertnd seine Zeit
Bildersammlung von Porlrats, Ansichten, Szenen, etc. (Re­
produktionen aus BOch_em, Katalogen, Zeitungen etc. auf
Karton geklebt und teilweise beschrieben), in 6 blauen
Leinenmappen mit Einschligen, 35 x 25 cm.

HOLLE!:\', H.ms, a.nd Catherine COOKE, eds., Viemm Dream and
Real:ty, Architectural Design Profile 61, Architectural Design
LV/I1-12(1986), A Celebration of the Hollein Installations
for the Exhibition Traum und Wirklihkeit 1870-1930 in the
Ktimllerhaus Vienna".

KLATTE, W!helm (1870-1930) Fran: Schubert mitfiunf:elVollbit­
dem und zwanzig Faksimiles (Berlin: Marquadt & Co., 1907).
Wiener Minnergesang-Verein.

KosoJATZKY, Walter, Viennese Watercolors of the Nineteenth Cen­
tury (New York: Harry N. Abrams, Inc., 1988).

LITSCHAUER, Walburga, "Neues zur Schubert-Jkonographie;
Marginalie zur Schubcrt-Ikonographie", Schubert durch die
Bnllc 7 (June 1991), pages 43-44.

LITSCHAUER, Walburga, ed., Nee Dokumente zum Franz Schubert:
us Briefen und Tagebiuchem seiner Freunde vol.1 (Wien: Mu­

sikwissenschaftlicher Verlag, 1986). On page 71, the caption
to the Schubert mask is "Franz Schubert: Totenmaske (?)".

MORECK, Curt [pseud. Konrad Haemmerling), Die Musik ill der
Malerei, in trod. by Curt Moreek {Milnchen: C. HirUl's Verlag,
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l1924)).

PAUMGARTNI:R, Bernhard o·, . .
ii.cs.";"22%g
Wiener Harmonischer Verlag, 1928). o ell ign ,·11 (Wien:

PErLOLDT,Richard,Fm11zSc/111bc 11797 .
(Leipzig· VEB BB '' 7-1828:scant&ten in ttd-em

PHILLIPS "ographisches Institut, 1953).
,2"g""Musi in An Trang the Ages (Manche; Ne
3],""},3""sssari«iivsons"ks.
oint.oah2.";",per»pies»sis»

chert am Klaver.
Schubert. Bilder_n11s 5'.'i11eu1 U'be11 (Stuttgart, 1969). Published in

collaboration of the Kultusministerium Baden-Wurtenber
"Jh the Ostereichische Nation.atbbtiothek, Hstons±
i uscum dcr Stadt Wien, and the Wiener St,1dtbiblJothek.

Tm.tAN, Rolf, ed., Viemw: Art nud Ard1ilecl11r,• (Koin· K"1999). ~ • vnemann,

The book contairu an cxteruive bibliography and several
photographs of images of Schubert:

Page 267: "Kar~ Kundmann, Monument lo Franz Schubert,
Marble, muniopal park"

Page 366: "Gustav Klimt, Schubert at the Piano, 1899". The
text quotes Hermann Bahr, from the Fourth Secession,"2""" "he moststoatears ser rs«aw »

TRCST, AJois, Franz Sclwbert's Bi/d11isse (Wien: Druck von Kohler
& Hamburger, 1898). An elever-page compilation, with very
few images, ma bnef iconographic and historical summary
of Schubert images up to Trost's era.

W,\SSF.RMAN,Janel I., "FranzSc:hubertasP.tinlcd byGust.:iv Klimt
andJuliusSchmid," The Sc/mberlln11 OuJy 2001), Pages 14-20.

WEJNGARTI\'ER, Felix, Franz Schubert und sein Kreis (Zilrich; Leip­
zig: Orc!J Filssli Verlag, 1929).

* * * * * *

ARTISTS WHO HAVE PRODUCED WORK INSPIRED BY SCHUBERT'S WJNTERREISE

The list below includes the names of artists found in the main entries (indicated with the abbreviation m/e).
All the artists on the list below have created Wi11lerreise art inspired by Schubert. Abbreviations in square
brackets are found above in the Key to Source Citations and Abbreviations.

BEIJK, ARNOLD ADRIAAN (b.1955; Dutch). Artist. Wi11tardse,
mixed media on panel, 40 x 81 cm, 2001. Part of a series by the
artist caUed "horizontal investigations", 2001-2002 His Wi11lerrei­
se is associated with Schubert, and one he tenns a "reimaginati•
on". [online search; personal communication to the author]
BOHLER, FRITZ (German) Artist. DieWintem·ise vo11 Fmnz Sch11bert.
Aquarelle von Fritz Bohlerz dem Gedichtzyklus in vierundzwan:zig
Lredem vo11 WilhelmMr11/er,24 watcrcolors(Freiburgin Br.: Eulen­
Verlag, 1996) [online search; SIUK]. No further information
available.

Die Winterreisevon Franz Schubert von Fritz Btlhlcr: "Peter
Hartling schrieb an den Maler Frilz Bohler: "Die Bilder
dieser Winterreise becindrucken mich schr - sic schlcppcn
die frostigc Fremde mit."'

DONELL, GOTTHARD {m/c.') (b.1953; Italian). Singer and arlist.
Irlchter, Variationen zu WilhelmMillers und Franz Schuberts Win­
tem:ise; {RadimmgJ, twenty-five images of varying dimensions,
1997 (Innsbruck: Haymon-Verlag, ca. 1997) . [online.scarch; AKL,
XII, 508; personal communication to the authorJ
BROOKSGERLOFF,JANET (b.19-17; American, living in Germany).
Artis!. Janet Brooks Gerloff, Ulrich SchUttc u.nd Michael Gees,
Wiult·rrl'ix·, exhibition catalogue+ CD of the Schubert song cycle
by UlrichSchOlte, bass baritone,J.nd ~·fichaclGees, piano Qilli~:
Forschungszcntrum Jillich, 2001). The CD reflects the concert in
conjunction with Ute t.•xhibit at the Forschungszentrum Julich,
2001, to form an integral presentation. The twenty-nine indi­
vidually tilled paintings are oil on canvu.s, acrylic on board, and
acrylic and pencil on bo,ud with dimensions that vary from 50
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Janet I. Wasserman.A 5dllll,trt~

aeaho 199s 2000. The
60cm to 140x.200cm. anadwere""Aae ight grey.and
dominant colors mn he pamntn"",orsareiprivate
frostyblue, bordered by ochre . MOIi)' '!llt ........ ....
«ea-sis6"",2"CC'axv.sirs
text is tled Winter'· Journey. (onllno
soralcommunication to theauthor] ,photogre
cos.cons«ms.srang;gg""...4
per. anastrotor. andperfommwar""""&;_'[,,a +ewas co-founder
the ViennaActionismmovement , akerdienerei­
andleadingexponent rantasenmud"r"""","},oueumWier.
sshirt.sooth-0>31"3"";incornet»-
6December 1990. Uncertainif FS imageP"" 5gs.587]
Grove entry; Fuchs20.. 1. Kllb-K117; AKI.XIV, und ca.

Gunter Brus, Die gute alte Zit (Sllzblllg:Jung Jm,g.
2002). [autobiography] 16
toroomsor@zaoco«sorry.MM"pg""8";
Octoher-12 December 1999), Kunsthalle Tu
Januarr-21 March 2000), Kunslhalle Kiel; (13 April-4 June
2000),NeueGaleriederStadlUnz(Kln:DuMont,ca. 1999)

• JohannaSchwanberg. "Dichlblldungen.CDnler8nll:Vom
AktionistenzumBildilichler,• PanifflXVJl/2(M,y-August
1997), 60-65.

• JohannaSchwanberg. "lmVollbesilzderSd\wldle:Zum60.
Ceburtstag vonGOnler Brus" in Gunkr Bras:Wmr.., dn
SammlungEssl 1960-1997, exlubitimcalalogu,.Kloo1aneU­
burg: SchOn,er-Haus, 30 Seplember-31 Da:l!mbor1998.
JohannaSchwanberg. Pamll<linnONhontn. DieBild-Dichtun­
genonGenter Bms (Ph.D. Ois.s.. UniversitatWien,Institut
filr Germaoistik, 2001).
"Fantasien und Variationen uberdieWintereisetJOIIScln,bm".
MISchlechnik aul Papier, aus einerSeriemil 9 Blatt, gesmt·
melt in einer Pappmappe. Diese monogr . u. dal (19)78
[ONB-BA].
Monika Faber, Gunter Brus: Werkumlreisung. Katalog exh.
Albertina. 7 November 2003-8 February2004. &I.by Klaus
Albrecht SchrOder (Wieo; Graz; Zug; Bologna: Albertina
Wien, 2003-05).

CHAN,CLEMENTINI(b.1967; Chinese, livinginHong Kong). Art­
ist. W111lenriSf, oiloncanvas,51 • 66cm,2000. Theworkisinthe
artl5t' s colkction. [online search;personalcommunicationto the
author]
COHEN, BRIAN D. (b.1959; American). Artist, printmaker, and
etcher. Wmtrm•ist, twenty-one etchings printed with a silver
surface roll onMagnaniPescia, varyingdimensionsfrom45in.
to 8x9in. {10• 12cm 1020 x 22an) (\\'estminslerStation.Ver.
mont Bridge Press, 2001, limiled edition of lif1een). Couplets
fromMOiier, poemsare includedwithanEnglishtranslatimby
Holiday Eames. Accompanying the book IS lhe 196'!Winltnrur
CDby DietrichFIScher-Dieskau,barilone,andJargDemus,piano.
lonlinc search; personal communication lo lhe aulhorJ
DELEHANn, LEE (b.1948; American, living inTheNetherlands).
Arti5t.Wmlerl"rtn1t'fer,oilonlinen,50• 100cm,ca.1995,subdued
blue and grey. While Ibis painting was inspired by lhemusicof
Schubert's 1-'\'inttm"iseas the artistwas listening,it isanimaginary
portra.1t of a youngman.[onlinesearch;personalcommunication
to the author}
FLORA, PAUL )111/,J (b.1922;Austrian). Painter, prinbnaker, illu­
trator, cancaturist, and graphic artist. Hisartworkhasappeared
on Austrianstamps.interreise, etching,60 50cm, 1978inF.S
Hommagr,:i Franz Sclrubi·rt 1797-J828(Wien:Tusch,1978). {Sch~
bert 200 Jahre, page 218, #388; Solriffer probably refers to lhe
illustrator, born 1922; B<'n~,,t V, 526;GRJ;0-Lexikon;AKLB-B,
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,m-fuchs20., l, 1(21)9 (1922-1983 (sic]); online search; AB~ll
:.;~emention; personal co~unica_hon to th~ authorj. '
GLEESON, JAMES (b.1915; Australian). Artist and writer. Win4.
rise abstract, 1993, oil on canvas 133 x 178.::> cm, gift of ~c artist
theUniversity of Sydney, 1999. The curator of the Uruvcrsity'sas Art Collection describes the work as: "Surrealist

Landscapebackgroundwithorganic, surreal forms through centee
middle of unage; central motif of white with yellow and pink

tade--orintestine-like forms; prcdonunantcolors ofdeep cold
ten Prm,sianbluesand yellow/white". [online search; AKLB-B.
~225-~t,VI, 210; GRI; Grove entry; personal cornmunic.:i-
~to.theauthor from University of Sydney art curator]

Bernard Smith, Australian Painting 1788-1960 {Melbourne:
Oxford Univer.;ily Press, 1962).
Robert Hughes, Tiu, Art of A11stralin (Melbourne, Pelican,
1966).
LouKlepac, James Glceso11: Umdscapcs 011I ofNatitre (Sydney:
The Beagle Press, 1987).
Renee free, James Gleeson: Images from the Shadows (East
Roseville, NSW; New York: Craftsman House, 1993).
Alan McCulloch, The Encyclopedia ofAustralian Art (Sydney­
Allen&: Unwin, 1994).
NevillDrury &: Anna Voigt, Fire mul Shadow: Spirituality i11
Contemporary Australian Art (Sydney: Craftsman House,
1996).

GRAE-BRAUN,KARIN a/k/a Kamahc (German-born, living and
working in Austria). Artist, photographer, wriler, lilerary critic,
andpoet.PhotoseriesWintereise Venedig [onlinesearch; personal
communication to the author1
Gauna, EsnlER (English). lllustralor. Twenty-four pencil (')
drawings. black, grey, and white; image size 16.5 x 225 cm on
page size 22 • 33 cm, 1997. Wilhelm MOiler, The Song Cycles:
Milltr Songs& Poems and Winter Journey. Die Schone Mullerin and
OitWinfnnoise, English versionsbyMiriam Scott and John Rath,
inbod.bySusanYouer,s, illus. by Eslher Gruber, lelleringby John
Heocheo (Woonlon Almeley, U.K., Logaston Press, 1997), 136
pages. (Onlinesearch] No further information available.
HAMMEllSTIEl. ROBERT 1111/c] (b.1933; Austrian). Painter and
woodcul arlisl ]online search]

Robert Hammerstiel, Franz. Schubert. Winterreise (Wien
Christian BrandsllillerVerlag. 1997). ln the book, 29 • 20.2
cm, illustrated are Wilhelm Muller's poems in twcnty-hvc
drawings of lhe song cycle.

IIA\'Elllt,lsABEUE(b.1%9;Canadian).Digital photographer and
videoartist. Voyage d'hiver, 3:15 color videowithbctacamspecial
effects, lWl. (online search} No further information available.

"Voyage d'hiver s'inspire deWinterreise, le cycle de Lieders
romantiquesetexaltesdeFranzSchubert. Cettebandevideo
viseA faire sentir combien le lien traditionnellement etabl
entre l'homme et le monde est dCsormais transformC. Elle
tm.oigne de la d~realisation de notre regard fascinC par la
natwequ'entraincnt les technologies post industriellcs. Par
la recuperationdeprisesdevue touristiques amateures,P
sesetfets speciaux, Voyage d'hiver souligne le caract""""?"
tancit!i de notre relation a ce qui nous cntourc. Isab
Hayeur .

HEFFNER, FRIEDRICH (FRITZ) (1917-2002; Austrian). Neurosur
eon, professor ofmedicine, and vice-president of the Musik_ve:
rein, Gra2). Eine Strasse muss ich gehen: Graphiken z Schuber"
"Winterreise", nit einem Essay von Hans Weigel (Graz: Sty%$"
l990). Black/whilegraphics inbook formal, 25 x 33cm, 1989• Th



originals are in a private collection in Graz. [online sea h·
penonaI communication from the artist's son} re '
HRDLICKA,ALFRED [m/e] (b.1928; Austrian). Paintcr,sculptor,and
printmaker.

Eva Petro.v.1, "Alfred Hrdlicka o Franzi Schubertovi," [Al­
fredHrdhcka abou.t Fran~Schubert}, review of sculptures,
anddrawingsofWinterreise, exh. PragueGalleryOskar Ko­
l<oschka (22April-6June, 1997), inAlc/ier-Fort11iglllly /ollmn/
o/Conlcmpomry Art, 12 June 1997, page 6. Three photos of
the small bronzes in the exhibit appear on page 6. [online
search]

KATASE, KAZUO (b.1947; Japanese, living in Germany). Installa­
tion artist, stage designer, and photographer. Winterrl'ix·,
mstallation at the Ovcrbeck-Gesellschaft in Lilbeck, 1998, lwo
roomsdescribed as follows: First room: oneburnt woodwall (250
,c 8 ,c 3m), whitewax panels, black shoeswith shoelaces (23 x 1.2
x.1m), onewax-pollerbefore thewall;Second room: whitehouse,
woodand gypswnpaintedwhile (2.8 x 2.51.25m), one swing,
aeesaw, white wax floor, white felt windows, green-blue lighl
filters,milk-white transparent cloth. Kalase's idea for theWin­
lamJt iratallation was inspired by the artist's repealed listening
to the CD of the Lieder cycle, especially as sung by Matthias
Goemewith Graham Johnson at the piano. [online search; AKL
8--B, V, 454: Bcnl!z.it, VII, 710; personal communication to the
author)

KazuoKatase, Umsicht. Wilhelm-Hack-Museum, Ludwigshafen
am Rhein, exh. c~talogue (KOln: Wienand Verlag, 1999).

KLEE, PAUL (1879-19-10; Swiss born; German citizen). Painter,
master draughtsman, and etcher. Wi11lemist/Wi11fa /oumcy,
watercolor and ITansferrcd printing inkon laid paper bordered
with black ink, mounted on light cardboard, 39.3 27.9cm, 1921.
[onlinesearch; AKL B-B,V, 559; B~n~zil, VII, 836-840; GRI, Grove
entry)

SabineRewald, Paul Klee: The Berggren Klee Collection in The
Metropolitan Museum ofArt (New York: The Metropolitan
Museum of Art; Harry N. Abrams, Inc., 1988).

KOERNER, HENRY (1915-1991; Austrian born, later American
citizen). Painter, master draughtsman, and graphic artist. Die
tvixftmotst/Wiuter /011mcy, oil on fifteen masonite panels, 203.2
203.2 cm (total), 1951-1952. The work consists of fourteen
individual scenes on small panels surrounding a larger central
.-.eL- described as an epic statement about homelessness,
wandering, and nostalgia based on Schubert's Winterreise.
Individualpanels are related to the songs in the cycle titled The
Raven, Benumbed, The Post, Good Night, The Linden Tree, The
Wayside hn, Spriug Dreams, Ou the Riuer, Lookillg BacJ..ward, Tiu:
Guidepost, MockSuns, and the Organ Grinder. The scenesof these
llalp are said to represent the loneliness and beauty of early
195lllIDlal1townAmerican life. Koerner was musically trained
••lmorwithprofessionalaspirationsand Schubert'sLiederand
hisWinterreise were central lo Koemer's repertoire. Along with
lie artist's musical background, which was important to the
o.&:.t of this art, critical to the conception of this work were
Koemer's lifeexperience as an emigre expelled from Vienna in
1938, he murder of his parents by the Nazis, and his artistic
lilpon., to the bus journey he made to Nebraska and various
regions ot the USA in 1947, a journey ultimately ending in

PittsburghwhereKoerner finally settled. Thework is in a private
-..;.,InNewYork. [onlinesearch; AKLB-B, V, 625; Benezit,

; ABMI, 343; WWWAA, II, 1884; GR!; FRESCO; personal
lion to the author from the artist's son}

GailStavitsky, From Vienna to Pittsburgh: The Art ofHenry

Music iu Ari XXVIII/l-Z (Z003)

Komer, intro. by Henry Ad N
national muttsiiz, 1s{3""cork ton tne­
the Camegie Institute Mu , • o, cxh1b1hon catalogue 31 of
Assn4er to.a,];""or.mnso. 1soy
«retrospective eaitus.4a,,"""ea to the u.s.A. -
Selected wons 19301,,,,"?arelors, at dnaegs.
test try Ate»on4erEr$,,"?±.1986, AcAcaIes,
Rubm.o;tein (New York, 1986r. Leo Koerner, Betty Rogers

,"""Y Komer, untetuts nenate Henry kor, 19Is-
, mtro. by Joseph Leo Ke (w; '

Galerie Belvedere, 1997). oemer Vien: Osterreichische

Z2"sor, oner » September 2003 9
"""Yr 200) 1e mi A« Hisor«ct cu«er, mi.urg , 'ennsylvania.

LEHMANN, LOTTE (1888-1976; German, later American citizen)
Smger and artist. Wintereise, watercolor [no dimensions!, ca:
1948.Theongmul twenty-four paintingsare in theLotteLehmann
Archives at the University ofCalifornia at Santa Barbara. [online
search, Lotte Lehmann FoundntionJ
MA~QUEZ, P.\ULO (b.1957; Spanish). Artist. Wmtcm-iSi·, 2001
[online search; Ingrid Acebal, Panta Rhei Gallery, Madrid]

Marquez Sanchez, Pablo, Dccionario de pintores y escltores
espaiioles del siglo XX (Madrid: ForumArts, 199.J) VIII. 2-156.

M_ETZ, Uuucn (b.1958; German). Pholo journalist. EillL" Wi11ta­
reise, photos for theater pi('('eMdrlr111grrWi11tari.'i5t', Theater Lin­
dcnhof in Mclchingen, based on work by Peter Hartling. [online
search; personal communication to the author]
Morr, M. (MIRANO.\)J. (British). Artist, print maker, illustrator,
wood engraver, and etcher. Trnined at the ByamShawSchool of
Art andat theRoyal AcademySchools in London. Member of the
Print MakersCouncil (1981-1986), the SocietyofWood Engravers
(from1991), 12PM (Twelve Print Makers) and the Gainsborough
Print Makers; chairmanofGainsborough'sHousePrint Work.shop
from 19i9 when it opened, until 1982. Die Wintereise, linocut
printed with three "blocks" on top of each other: grey-blue,
graded red/ green, and black on top, 47 x -12 cm, 1995, in a
limited edition. The image is reproduced by the urtisl on a 1-1,5
21 cm, imagesize is 12 )( 16cm.The workwasdirectly influenc­
ed by FS through Ute artist's mother, Lieder singer and voice
teacher Helg,1 Mott. After the death of Helga Mott, this artwork
was created as a memorial lo her and her devotion to Schubert.
(onlinc search; personal communicJlion to the author]. See :
www.mjmolt.co.uk
NEUDECKER, M.\RIELE (b.1965; German, living and working in
England). Artist, sculptor, film and video installation artist­
interreise, film commissioned by Leed s City Art Gallery (U.K)
in association with Opera North, as "visual environment for
presentation with a recital of the song cycle. The work has been
defined as "a filmic response toSchubert's song cycle Mn!T"
A Winter's Joumey). The film .. [is] a reflection of Wilhelm
~lilller's text. Maricle [Neudecker] has madea filmfor eachof the
twenty-four movements using locations based on h"""""
akin«av@er.nsics»2";
sins.rs«.cos.o».sf,$. a2"
.toe.new/ wvs/""". tee sso+av

erg2z.2.1iSis
Grove en"7", 36roar(as7us 1s73-1945.Austrians,
NOWAK(NOVA+)'__ Shukert in einerinterandschaft, oil
cares4Pr"E""",a,host orobs sen.
on cardboard, ,a-Beker, XX, 528; Ben&zit 292,
59 (28 January .003). fTh III K6S (IS74-1945); S-Lexikon; JF;
AKL B-B, Vll,381; Fuchs 19., '

239



Janet I. Wasserman, A Sc/111/Jcrl Iconography

RM, who also notes that Nowak was a member of the Wiener
Sc:hubcrtbund; Busse, 913 (1874-1945); online search]

Nowak, a student of JuhusSchmid (1854-1935), single-han­
dedly becamea SchulX"rt image factory with numerous art­
works oncanvas and cardboard, on postcards, and evenon
cigar boxes. Hismediumwas primarily oil but hisworks in­
clude watercolor, print, and pencil. It is not definitively
known if this Schubert in einerinterlandschaft derives from
the \1\lmtrm-15" song cycle, but the mood and style or this
painting is significantly different from that of the typical
happy Schubert surroundedby pretty girlsofNowak'sother
andearlierSchubert works. Schubert ineinerWinterlandschaft
is a descriptive title assigned to the portrait by theDorothe­
um auction house. Reproductions of this portrait on
postcards sometimes bore the titleintereise. In thiswork,
Schubert is alone, looking back quizzically over his left
shoulder toward theviewerwhilewalking alone inabarren
and drab winter landscape. The original date of the por­
trait's work is unknown; it was reproduced ca. 1910s on
postcards by an unidentified publisher under the title
"interreise".

PORAT, JACO (B.1935 in Poland; Israeli). Artist and printmaker,
oil, mixed media, pencil drawings, woodculs, linocuts. Two
works reflecting the winter journey theme areWinterreise, print­
making linoleum 19x 28 cm, 1989; and ll\1i11fer, no dimensions,
1991. {onlim.• search; postal communication to the author)
The works may be seen onlinc at:

www.artporal.eo.il/\'\1ood[Wintc.rreisc).htm
www.artporat.co.il/inter.htm
www.geocitics/comjporat9

PREJMEREAN-ASTON, JULLA (b,1952; German). Artist; Winterreise,
mixed technique (oil temperaand chalk) oncanvas, 150x 105cm,
1996. [online search; personal communication lo the author)
PRESICH-PETUELLL,LIANE (b.1925; Austrian). Silhouette and gra­
phic artist, concert pianist, teacher, and writer. Twenty-four ab­
stract silhouettes in black, white. and a different color for each
illustration, image size 8.512 cmon page size 225x15.5 cm,
1997. The song illustrationshavebeen reproducedonglossycolor
postcards measuring 10.5x14.75cm. The original work is in the
artist's collection. The black/white/gray print reproductions of
the abstract series appear in Petra Sela/WilhelmMuller, Winter­
reise damals - heute, music FranzSchubert, Haiku/text reduction
Petra Sela (Wien: Edition Doppclpunkl, 1997, [108] pages). The
artist frequently accompanies singers on the piano in Schubert
Lieder, including the song cycles. [online search; personal
communication to the author)
RISCHAR, SIEGFRIED[/e] (b.1924;German). Artist, watercolorist,
illustrator. Works inpenand ink,pencil, pastel, and oil. Siegfried
Rischar, Dieinterreise (Berlin: GalerieArsViva!, 1984). Siegfried
Rischar and Gilnther Mahal, Die Wintereise. Bilder :u Wilhelm
Mullers von Fran: Schubert vertontem Gedichtzyklus "Die Winterrei­
se" mit einem Essay von Ginther Mahal "Die Winterreise" - Drei
Zugange zueinemThema (Muncher:TAL38GalerieEdition, 1995).
[online search; personal communication to the author)
ROLLINS, TIM+ K.0.S. (b.1955; American). Artist. Winterreise­
Wasserfluth, acrylic andmicaand offset print, onmusic sheets, on
linen, on wood panels, each 129in. (30.5 x22.9 cm), overall 12
in 58 ft 2 in (30.5 cm )( 17.5 m), 1988-1989. [online search;
Bcn~zil, XI, 855, sec under "Tim Rollins+ K.05.";WWAA, 1007;
GRI (b.1953); personal communication to the author]

Collaborations: Tu Rollins + K.O.S., (New York: Parkett
Publishers, ParketlEdilion #20, 1989) pages59,61-62,72, 73,
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Note: K.0.5. stands for Kids of Survival, the name given to
the group by the students themselves. This group of stu­
dents, with educational and emotional disabilities, created
art from their new understanding of music and literature,
often their first introduction to reading this literature and
listening to the music. Rollinsworked with them as a high
school art and special education teacher inThe Bronx, New
York. Rollins's students" immersed themselves inSchubcrt's
Winterreise" with the result - a "page as pale as the snow -
a signof conciliation and a gathering of new strength."The
page mentioned is the first page of the vocal score of
Wasserfluth faded a stark white to near illegibility with the
musical notation a barely visible gray. The students had
listened to the entireWinterreise songcycle; Wasserflth was
the songchosen to typify their feelings aboutSchubert in its
relation to his art and his life. By engaging Rollms' students
inadialogueaboutSchubert and abouthis song cycle, about
art and the situation or the outsider - the alienation of the
artist - these K.0.5. students identified with Schubert and
saw themselves as outsiders as well Their self-description
wasinagreementwith their perception that theartist (visual
and musical) is by his very nature and commitment an
outsider in society. Rollins's K.O.S. concept has spread
internationally and has generated art by young students
based on literary and musical texts.

Ross, BJORN (b.1957; Swedish, living in Denmark). Artist. Win­
terreise, ca. 1992/1993 [online search]
RurrERT-TRIBAN,HELGA (b.1919; German). Artist, collagist, and
illustrator. Wintereise. 24 Collagen nach dem Lieder-Zyklus op. 89
von Franz Schubert. Texte von WilhelmMiller, overall book format
is 21.5 21.5 cm, the reproductions of the collages on colored
paper are of varying dimensions (Wien; Milnchen; New York:
Verlag Fritz Moldem, 1980). (online search; AKL B-B, VIII, 597;
personal communication to the author]
f Theartist'scollageDerWegweiser, fromherinterreise series,

appears on the cover of Yorick Spiegel and Peter Kutter,
Kreuzwege. Theologische und psychoanalytische Zug@nge zur
Passion Jesu (Stuttgart: W. Kohlhammcr, 1997).
DerWegweiserwas also used for the program of Hans Zen­
der's production ofWinterreise by the Ensemble Modemeat
the 1993 Frankfurt Feste.

STALDER, RUDOLF (b.1946; Swiss and American, living in USA).
Artist. Winterwalk, eleven pen and ink drawings on paper, 21 )(
28 cm, 1997. Winter countryside inspired by Schubert's Winter­
reise. [online search; personal communication to the author)
STRAEDE, MORTEN (b.1956; Danish). Sculptor. Created three
sculptures with the name (1) Winterreise/Bitterfeld, wood and
polyester, 1989, in the collection of the Esbjerg Museum of Art,
Denmark; (2) Winterreise/Tonn,wood and polyester, 1989, in the
artist's collection; (3) Winterreise/Schlusschor, polyester, wood,
acrylic, 160 cmhigh, 1992, in the collection of the Dansk Biblio­
teks Center. The titles and concepts of these sculptures draw on
several sources: Schubert'sWinterreise,HeinrichHeine'sDeutsch­
land, ein Winterarchen, andonEuropeansources whichemerged
dunng the collapse of the IronCwtain, hence the sculptor's two
1989 works. [online search; AKL 8--8, IX, 506; personal commu­
nication to the author)
TALBOT, KATRIN ). (b.1959; Australian born, American). Violist
and photographer. Black and white photographs in Schubert's
Winterresie:. A Winter Journey in Poetry, Image, and Song -- Franz
Schubert and Wilhelm Miller (Madison: University of Wisconsin
Press, 2003). [onlinc. search; personal communication to the
author)



VANMECHELEN,JAN (b.1954; Belgian). Painteranddraghtsma
interreise in the Faces series, mixedmedia on pa 30 3 •a.zoo2-2003, «ah teaty searisewound.,'
ses senes, nuxedmedia onpaper, 150x 95cm, 2002.-2003. [onlie
search; personal commurucation to the author]
WALosCHEK,JUTTA a/k/a"iutta maria de lasmanos" (b.1931 in
Germany; Austrian). Artist and illustrator; watercolor and oil
painting, drawing, bookillustration, textiledesigning,and textile
collage. Maintainsateliers in Buenos Aires, where she spent her
early years, and in Vianna. Twenty-four pen and black ink
drawings on A4 paper inPetra Sela, A braada Weg wauns scheibt.
Winterreiseweanarisch- mit CD (WienEditionDoppelpunkt, 1990),
80pages + CD. The ongmal drawmgs arcin theartist's collection
in Vienna. The book is an adaptation, rather than a translation
ofWilhelm Muller's Winterreise poem into weanerisch (Viennese
d1alcct). The book tells of the sufferings of a Viennese in the
milieu of the old and trueVienna; with aCDof the text as recited
and sung by Gerhard Hufnagel to the accompaniment or an
instrumeni described as a "knee.harp". A sample of the text in
dialect is found at the publisher's site www.doppclpunkt.at
(online scard1; personal communication lo the author] See:
www.iuttawaloschek. com
WIESINGER, ODIN (b.1961; Austrian}. Artist and sculptor.Winter­
reise, oil on canvas, 70 x 50 cm, 1996. Produced for1997Schubcrt

ARTISTS EXHIBITEDUNDERTHETITLE W!NTERREISE

Hartwig Hammer andJoJastramwereexhibiting togetherat the
German gallery Neues Kunsthaus Ahrenshoop, 30 November
2002 - 25 February 2003, under the title ofWinterreise. The title
may have been created by the gallery and not by the artists. See:
www.neues-kunsthaus-arhrenshoop.de/winterreise.html
HAMER,HARTWIG (b.1943; German). Painter, graphic artist, and
illustrator [ onlinesearch; personal communication to theauthor)
"Lehre zum Schrift- und Plakatmaler, 1962-1966 Studium der
Germanistik und Kunsterziehung in Erfurt, scitdem Lehrer in
Lalendorf und Schwerin, Begegnungen mil Hans Theo Richter
undGerhardMarcks, EinzelausstellungenundBeteiligungenseit
1973, Iebt und arbeitet in Schwerin (Source: Neues Kunsthaus­
Ahrenshoop). - The artist said that his paintings anddrawings
in this exhibition did not refer primarily toSchubcrt'ssongcyde
but that critics frequently found that his workshowed a relation­
ship to music and sound, including his landscapes.
'Ii Harhvig Hamer ct al., Himmel Erde Horizonte (Janus Press,

1999).
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;ntenary. (onlincsearch; pe.rsonalcommunic.ition lo lhcauthorJ

.,""22z;g.cs» m-sen«. n.so«-
·pre ex I its:(l)TheVicmino/Fm11zSrl111berl 1997/98

a senes centered whereSchubert com d 1 . . • '
pees«is.ts...3".7%22

2,";"2",2""gs4so@oworries4so»
mu «e the images selected. [online search; personal

~::1umcat10n lo theauthor; Marfa-Anna Alp, Alp Gallery, New

PY'oo+,Pr te).1954, Bntish). Arist. seePp woolu, Rober
oyd and Julius Drake, Winterreise: Interpretations Across Two

C@tunes ofA Winter's Joumey (Bridgend, ales: Seren/Poetry
Wales Press Ltd., 1999). Woolf's twenty-three book illustr,1tions
are her representationsof Wintereise; the original Winterreise oil
paintings areownedby the UniversityofTexasSouthwestemMe­
dical Center in Dallas. [online search; personal communic.,tion
lo the author)
ZENS, HERWIG (b.19.JJ; Austrian). Painter and graphic artist.
Senes of twenty-four prints, Die Wintereise. Graphikzyklus nach
Franz Schubert,2518cm, papersize in4834cm, 1996. Herwig
Zens, Die Wintereise. Graphikzyklus nach Franz Schubert (Wien:
Kunstverlag Wolfrum, 1996) 21 x14.5cmformat. (onlinc search;
AKL B-B, X, 726; Fuchs 20., IV, K290-K291)

JASTR01\l,JO{ACIIIM) (b.1928;German). Sadplorand artist [online
search, AKL B-B, V, 275, GRIJ No further information available.
- "Faschschule filr Holzkunst Empfcrtshausen und Studium in
Dresden und Berlin bci Walter Arnold un Heinrich Drake, seit
1956 freischaffcnd in Restock, 1980-1986 Lehraufttrag an der
Kunslhochschule Bcrlin-Weissenscc, z..thlreichc Arbeiten im
0ffentlichenRaumund inprivalen und offenthcheSammlungen
undMuseen, Jebt undarbeitet inKneesebeiRostock." - (Source:
Neucs KunsthausAhrcnshoop).

WINTERREISEARTISTWITHOUTAUTHENTICATION

Artists found listed online but the author has been
unable to contact them for this project in order to
verify that their Winterreise artwork derives from
Schubert's song cycle.
STEINLE, D. (German). Artist. Ski::en :r Wintererse, ca. 2001/
2002, graphic work exh. Anna-Blum-Haus (Heidelberg, 2002).
[online search) No further information available.
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Joaquim IBORRA, Eva SoLANS, A11/011i Bo.fill, Fotografs de! Lie 3 Burc zoo2), 135 pages. 133 /w illustrations. 1sN si.sh.2."%Gan Teare au tu«es tare«on,

following monographs dedicated to Antoni Pelegri
and Antoni Ras Rigau, the third book in the series presenting
worksofphotographers at theGran Teatre del Liceu ofBarce­
lona,offers photographs by Antoni Bofill, thecurrentphoto­
grapher of the theater. This pictorial memorial of a great
artiltic value, on one hand offers intrinsic photographs of
operaperformances, singers, and conductor, and on the other
documents Liceu's history during the last quarter of the
twentieth century

Antoni Bofill works for the Gran Teatredel Liceusince
19'17 and in his professional career, spanning the longest
timeamong photographers working for the theater, has wit­
nessed some of the most important changes in theater's
history. In 1977 the theatre was still privately managed. Then,
following the crisis of 1980 it became mixed private and
public institution (with public management). On 31 January
19!.Madisastrous fire destroyed almost entire theater. During
the reconstruction of the Liceu, artistic activities continued
uninterrupted although reduced in theirnumberand held
in different theatres and concert halls around Barcelona.
Finally, in October 1999 the new Liceu was inaugurated with
the motto "El Liceu de tots" (Everyone's Liceu) which
suggested theater's new public guidance.

'Throughout this period Bofill remained loyal to his main
interest, capturing the greatness of opera singers on the slage.
Beingaware that the photography is unable to capture the
excellence of their singing, he focused his attention to capture
the gesture, expression, and feelings inherited in operatic
drama.Thismakes his photographs a manifestation of the

acting abilities of singers, where one can find emblematic
:omen ts which occurred on the Liccu stri"e since ·1977
mong the singers included in the volume are Montserrat

Caballe, Josep Carreras, Placido Domingo, Jaume Aragall,
Edita Gruberova, Mirella Freni, Eva Marton, Jose van Dam,
Renata Scotto, Cecilia Bartoli, llc,m.i Cotrubas, and more
recently Maria Bayo, Dolora Zajick, Deborah Polaski. In these
portraits dominate singers' expressions, feelings, and reac­
tions, while set designs remained somewhat secondary and,
for example, Calixto Bieito's polemic sets for LUballo it ms­
chema and Don Giovanni; Peter Konwitchny's sets for Lohengrin;
or the modernist production of La Fura dels Baus's multime­
dial opera D.Q. Don Qijote en Barcelona are presented in
a very similar manner as Gilbert Deflo's classical sets for
Pikovaja dana.Originally in color, the photographs are pre­
sentcd here in their black and white version in order to
achieve "coherence with the other books of this same col­
lection" (introduction to the volume). Although this might
help to penetrate the artistic expression of singers, it creates
a certain uniformity among the presented operas, making
the book a catalogue of beautifully presented divas perfor­
ming at the Liceu in our days. Bofill's photographs do not
show here changes which occurred in the aesthetics of ope­
rntic productions during the hardest period of the Liceu
history, but they project a certain desire for normalcy during
the period of Liceu's difficult times.

AURELIA PESARRODONA

I H 1 • nl st11dy (Zagreb· Golden Marketing,
RaJkaDoBRONIC-MAZZONI The Etemnl Hnrp: A Musical andCult«mat 1

s!0,912-i06-4.
2002), 181 pages. 160 illustrations, bibliography, index of names. ISBN 90 - - •

The volume chronologically presents a historical de-
o men! of the harp from the musical bow as the fore­

vel p f tJ harp to the electro-acoustic blue harp of the
.lice«snoots«g

P +vandnotes. The text is concise, and accompanv
bibliograP"!' ,qua-and-white illustrations which give
ymayo""",i many atterent yes of hrP
a good imp", atractive. A particular attention in
making the boo " +.European Renaissance and

b k"·paidtot,esou. . . Ithe 00k 15 ·3), dthe rococo harps witha sin/
Baroqueh.irps(chapter an
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Mer three earlier volumes on the harp (Hnrfn, 1963;
Knjigaoharf5, 1983; and TheHarp, 1989), the Croatian harpist
Rajka Dobronic-Mazzoni broughtouta new volume, present­
ing the long and interesting development of the instrument
thathas Uthe most complex history of all the musical instru­
ftlents" (p. 9). ln eight chapters are depicted individual pe­
riodsin the developmentof the harp, and presented characte-
11atlcdetails from life and work of selected players and com­
posers , accompanied by quotes of opinions about th~ ha~r
In order that "the reader can draw his own conclusions •
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de ,maybe interestingpcdalacl!on(chapter6).Tomostrea er.; d

ls6 heMa«its«son of he develormen«ofheh+T"""],]
the world" (pp. 147-155), which considers harps'
America, Africa, and Asia.

UnfortunJte.lv the infom,dtion about ancient and me­
dieval harps is less precise and complete. For example, the
rocl.. drawing of the well-l..nown ~ IC'g1ddo harp1Slm anaen~
Israel (figure 10) is incorrectly dated in the book to"aroun
5~-5000 B.C.", instead or 3300-3000 B.C.' Another Po:;:1
of discussion is author's use of the terminology for e
instruments. The triangular harp of theCyclades is referred
lo with the Latin tC'rm lngonum which is, according to the
caption or figure 12, obviously a translation of the Greek
term tngoon. However, the name trigonon first appears about
2000 years later, infragments from plays ofSophocles and
his contemporaries in the second half of the fifth century
B.C. and it is still nol dear whether the term referred to a
particular kind of the harp, or was merely a generic name
used to describe any Greek harp of the lime.

Medieval depictions are also not always dealt with in
the appropriate manner. The caption for figure 4 (p. 12),
showing the ninth-century Folchart Psalter of the Abbey
of St Gall, reads'' King David holds a harp". However, the
instrument shown is not a harp, but rathera triangularharp­
psaltery where the sound-box is placed under the strings,
obstructing a view through them. The meaning of images
showing biblical King David - the mostoften depicted harp
player or the Middle Ages - playing and tuning the harp
is not considered at all. Not a single word is found about
his symbolic role concerning the order of the micro- and
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the macrocosm. Errors and omissions like this indicate
author's lack of experience in working with iconographic

sources.
The general bibliography al the end of the book are

missin some important iconographical references, not only
g. the medieval harp,' but also regarding lhe

concerning
Cvcladic harp figurines.'It is not easy to draw correclcon-
fsions about author's aims here, and the reader should
considertheinformahon in these chapters with the caution.
In spite of this, the book is of interest to readers interested
to have a general iconographic survey of harps history.

MARTIN VAN 5cHAIK

'See Joachim Braun,Music in Ancient Israel/Palestine:Archaeo­
logical, Written, and Comparative Sources (Grand Rapids, Michigan;
Cambridge, U.K.: Ecrdmans Publishing 20.02), :>9.

l For example, Tilmann Seebass, Musikdarstellung und Psal­
terillustration imfrtheren Mittelalter: Studien ausgehend vociner lko­
nologie derHandschrf Paris Bibliotheque Nationale Fonds Latin 1118
(8cm: Francke Verlag 1973); and Martin van Schaik, The Har 111

llu•Middk Ag,·s: TIit Symbolism ofa Musial Instrument (Amsterdam;
Atlanla: Rodopi 1992).

1 E.g. Martha Maas and Jane McIntosh Snyder, Stringed
Juslnun,•111so/Aucirnl Gnyn.•(NcwHaven; London: Yale Umvcrs1ty
Press, 1989); and Martin van Schaik, TheMarble Harp Playersfrom
the Cyclades (Utrecht: Dutch Study Group on Music Archaeology,
1998).

PARIS

Figures de la passion. Musee de la Musique, Cite de la Musique, Paris (23Octobre2001-20 Janvier 2002). Com­
missariat Frederic DAS5AS, EmmanuelCOQUERY,Christine LALOUE, AnnePIEJUS etMichel VERSCHAEVE; editonale
du catalogue: Emmamnuel COQUERYet Anne PIEJUS; preface by Frederic DASSAS (Paris: Reunion des Musees
nationaux, 2001), 288 p. ISBN 2-7118-4282-7. 45 €

L'invention du sentiment. Aux sources du romantisme. Musee de la Musique, Cite de la Musique, Paris (2 Avril
- 30 Juin 2002). Commissariat: Frederic DASSAS, Dominique de FONT-REAULX, et Barthelemy)OBERT; editoriale
du catalogue: Marion CHALLIER et BernadetteCAILLE; prefaces par Laurent BAYLE et Frederic DASSAS (Paris:
Reunion des Musees nationaux, 2002), 288 p. ISBN 2-7118-4452-8. 50 €

Depuis son ouverturecn 1997 le Musee de la Musique
de Paris developpe une politique d'expositions thematiques
qui a porte tout d'abord sur l'instrument de musique (Les
harpes Zande, 1998; Les instruments de la Chine, 1999; La
recherche scienlifique autour de la coUcction instrumentale,
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2000). Le diplyque donl nous rendons compte ici conslitue
sans doule la premiere experience veritablement pluridiscipli­
naire a !'occasion de laquelle la rnusique (el non les instru­
ments) est interrogee dans ses rapports aux beaux-arts, a
la philosophic et a la littCrature. Les lecteurs de Music in



Art ne doivent pas pour autant s'attendre a trouver dans
ces deux volumes une reflexion et des sources portant a pro­
prement parler sur I'iconograplue musicale. Sans doute du
fait d'un parti pris, une seule ceuvre d'art a sujet musical
a figure dans la premiere exposition eta peine une vingtaine
sur quatre vingt dix dans la seconde.

Ces deux expositions etaient concues comme pendants
et leurcontenu intellectuel, leur museographie, leur catalogue
et les activites culturelles (concerts, forum, collogue) qui
les ont accompagnees, I'ont largementmontre. Elles n'etaient
cependant pas voulues avec un exact enchainement histo­
rique. En effet, la premiere, consacree a la representation
des passions en France a l'age baroque, s'ouvraitautour
des annee.51630avecSimon Vouet, s'atlachaitessentielJement
au regne de Louis Xrv, et donnait quelques jalons pour le
XVIIIe siE'cle (!es plus avancees etant le tableau de Jean
Raoux, Mlle Prevost en bacchante, 1723 et les Observations sur
otre instinct pour la musiqe de Jean-Philippe Rameau, 1754).
La seconde, centree sur I'expression du sentiment, ouvrit
la demonstration egalement a I'Angleterreet a I'AI!emagne,
reunit des cuvres picturales realisees entre 1760 a 1830et
s'attacha plus largement aux cuvres litteraires.

Au premier regard, le visiteur pulse demander s'iln'y
avait pas erreur sur Ia destination: !es Cl!UVres «exposees»
auraient pu l'Ctre dans n'importe quel musee d'art, relies
concernant la musique (8 manuscrits et impressions musicales
seulement et pas d'iconographie musicale pour la premiere
exposition; 3 manuscrits aulographes, dix projets de decors
d'opera etdix port-rails de musiciens pour la seconde)Ctant
minorit-aires. Mais l'originalitC du projet consistait en la
presence d'un programmemusical de grandequalite propose
tout le long du parcours grace a un systeme d'ecoute indi­
viduelle. Le visiteur etait invite a sCleclionner l'un des vingt
ex traits sonores a un moment determine du parcours, el
a Jes &:outer soit (ace aux ceuvres visuelles en rapport, soil
dans differents petits salons d'ecoute semi ouverts, places
en qualTe points du parcours, legerement a l'ecart du flux
de la visite. En realite le promeneurauditeur avait par force
(en raison de la longueur pourtant toute relalivedesextraits)
un rythmesi different du promeneur spectateur qu'il etait
difficile de conserver une reelle adequation entre le parcours
visuel et le parcours sonore. Comment en effet adapter le
temps d'ecoute avec tel groupe d'ceuvres visuelles? Bien
souvent le visiteur etait deja clans une autre secl'ion de
!'exposition sans s'en etre tout a fait rendu compte; plus
encore, une concentration equivalente sur le sonore et le
visuelsembla quasi impossible (pour des raisons cognitives
crayons-nous), surtout en position debout, a moins de
considerer les extraits musicaux comme un «fonds sonore»
et non comme ceuvres en soi. Peut-on d'ailleurs analyser
de maniere vraiment concomitante une reuvre visuelle et
une cruvre musicale? Peut-on en meme temps el avec la
meme densHe «contempleretecouten,? Levisileurvraiment
«consciencieu» finit souvent par decouvrir chaque theme
au plan des cruvres visuelles, puis par s'asseoir pour s'im-
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pregner avec la meme concentration des extraits sonores
au demeurant remarquablement choisis. Nos habitudes
quotidiennes de «consommationculturelle» peuvent-ell@s
elre ~-ransposees clans une exposition mult-ithCmatiquc ct
mulhsensorielleayant un contenu aussi riche et complexe?

Autre surprise, autre questionnement: la faible ma tiere
musicale a analyser par le regard et la lecture. L'ecriture
musicale a ete eneffet veritablement sous-representee dans
ces deux exposilions. S'agissait-il al ors d' expositions d'art,
avec ".accompagnement musirnJi,? On eut pu avoir cette
sensation et la frequentation par le public habitue des exposi­
tions d'art parisiennes pouvait renforcer cette impression
Mais heureusement !es deux passionnants ouvrages resti­
tuentavec une bien plus grandecohl'fence Jes enjeux multi­
fonnes du double projet. lls demontrent en effet brillamment
I'objectif intellectuel commu n aux d ifft?rents commissaires,
chacun porteur, clans ce dialogue des arts, de disciplines
complementaires: I'histoire de !'art, la musicologie, l.,1 philo­
sophieet la litterature. Regrettons, d'ailleurs, que le premier
volume ne precise pas htres et fonction des auteurs.

Chacun des deux ouvrages est compose d'une partie
«etudes» et d'une partie veritablement catalogue refletant
lecontenu de I' expositionseloncinq sections donl le propos
est chaque fois intrnduit. Huit etudcs apporlent done une
reflexion sur les questions posees par Frederic Dassas clans
son «Introduction» au premier volume: !es passions tra­
duisent-elles une dependance de l'ame a regard des
faiblesses du corps? Comment sont-elles suscitees, et com­
ment se traduisent-elles? Comment ensuile lesarts les «repre­
sentent-elles» et suscitent-ils les mouvements de l'.ime en
provoquant leur reception? Remarquantque «la coincidence
enlre l'elaboration d'une doctrine esthetiqueet la constitution
d'un systl?me politique,. est nrnnifeste sous le regne du roi
Soleil, F. Dassas montre que l'adequation enln~ tht?orie et
pratiqueartist:iqueamE'nent plus frequemment a une impasse.
llconclut aussi que des la fin du Grand siecle emerge «I'hy­
pothE'se d'une unite des passions sous la banniere de
l'amoun,.

Philippe Malgouyres, conservateur aux departements
des Sculptures etObjets d'Art du musee du Louvre, montre
tout·d'abord cornbien, depuis I'Antiquite, la connaissance
de l'hommeetdeses passionss'appuie sur la physiognomo­
nie, mais prend encompteaussi «la consequence de la Chute,
du peche d'Adam», Jes passions etant alors considerees
comme des maladies de l'ame, comme «un mouvement de
I'Ame contre la Raison". Soulignant que le contr6le de soi
est une vertu primordiale pour !es puissants (!es prologues
des tragedies lyriques de Lully ne disent habilement pas
autre chose a l'adresse du Roi), ii montre combien !es
passions maitrisees peuvent ouvrir sur une theorie de la
perception, La realite de l'emotion du spectateur devient
alors le signe incontestable de la qualite de l'euvre.

Anne Piejus, chercheur a l'Institut de recherche sur le
patrimoine musical en France, specialiste du theatre musical
au XVlie siecle, met en rapport theorie des passions et dis-
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cours sur la musique. Elle considereque «la reflexion domi­
J1Jnle sernnccntrPnulourdu pou\·oirc,presstf de la musique
etde sa capacite a integrer eta transposer les figures du dis­
course. La musique estalors «inf@odeea la langueetl'auto­
nomie de la forme musicale ne viendra que plus tard. Elle
rappellecombien la dimension interpretative de la musique
l'isoled'a11\eurs diff1cilcment des effels de la vue, lech,mteur,
comme lorateur, etant perudans la globalite de sa presence:
phonique, mais aussi gestuelle et visuelle (en tantqu'interpf'e-­
te, Michel Verschaeve en souligne d'ailleurs d'experience
toute l'imporrancc dans ce meme volume). L'ou"ien'est done
pas seule en jeu, meme dans la musique lilurgique. Mais
al ors que le rapport a la rhetorique parait tres organise, elle
constate que plusieurs definitions des passions coexistent.
Comment, alors, dresser une typologie des modes, des danses
ou des pieces liturgiques, voire des timbres instrument-aux,
si la nature des passions n'est pas connue?

L'Academie de peinture, en rev,mche, propose un
discours beaucoup plus univoque: la vraie peinture est relie
qui raconte l'histoire selon un mod@le litteraire. L'expression
est done du cote de l'imi@tion et ii ya equivalence enl're
expression e.l passion. Emmanuel Coquery, historien d'art
et conservateur au Louvre, montre combien Le Brun el Jes
fondateurs de l'Academie considerent la peinlure comme
une science (la connaissance des regles de l'anatomie, de
la physiologie des mouvements passionnels) qui retablit
un lien «entre les apparences el la profondeur des etres».
Isabelle Olivo-Poindron en detaille d'ailleurs la codification
(formes corporelles et lcurs mouvemenlc;). Tout lerorps doit
contribuer a une meme fin expressive. La notion centrale
de «convenances» (la qua lite du personnage passionne doit
etre prise en comple, mais aussi I' intensite de ses passions
et la variete de ses expressions) voil progressivement
I'e:xpressivitc.'> s'attachernon seulementa la figure humaine,
mais aussi au paysage ou a l'atmosphere lumineuse. Peu
a peu, la perte du «sujetheroique»,l'emotion, les scenes de
genre et le portrait, lenal"urelet le culte de lnsensualite clans
I'art, amenent au tournant du siecle a une rhetorique galanle
et romanesque bien differenle.

La representation des passions dereglees est ensuite
etudiee par Georges Forestierdans la tragedie de Corneille
et Racine, le tragique provenant du conflit surgit de la
pu1ssante opposition entre devoir et passion, enlre «caracte­
re» (moral, il est lie au sexe, au rang, a l'age) et passion. La
traged1e est alors plus destinee a instruire qu'a emouvoir
Elle estl'art de representer, de fac;on rt'.>glee, ledereglemenl:
Elle doit suggerer le trouble de l'esprit sans troubler la
comprehension du discours. Plus que tout autre art, elle
utilise de facon appropriee et variee les figures de la
rhetorique. Celle du chant sacre est ensuite consider@e par
Momque Bruhn. Les cntCrcs de convenance sont celte (ois
«la verite» et la «justesse. La simplicite doit permettre un
plaisir raisonnable tout en touchant le ccur. Entre ls
sublimes motets de Charpentier et ceu:x plus simples de
Nivers, cette «vocalitede la priere chr@tienne devient un
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lieu «d'enchantement» du texte, un «transport»s'effectuant
du chantre aux creatures cClestes.

Une derniere etude est consacree par Christine Laloue,
conservateur au musee de la Musique, au «chant des
instruments». Son survol de l'evolution des insl'ruments
de musique pendant la periode consideree souligne la re­
fCrence constante a la voix puis considCre Jes instruments
d'harmonie et ceux de melodie. Ne follait-il pas plutot
envisager une veritable approche sonore, allant- d'une
anthropologie du timbre a la recherche d'une nouvelle
expressivite des instruments, appuyee sur la recherche
vraiment individualiseedes facteurs d'insl'ruments, sur le
discours des met:hodes, sur Jes innovations presentees devant
l'Academie des Sciences el sur les cruvres inst"rumentales?
Les parlihons autographes de Rameau, genie du «coloris
instrumental>,, annotCes de ses prescript·ions pour lei ou
tel pupitre de l'orchestre de l'Opera, n'auraient-elles pas
revele beaucoup plus sur l'expression inslrumenlale des
passions?Oncomprend mal la finalite de ce texte d'autant
plus que !'instrument de musique est tolalemenl absent des
a>uvresdonneescl voirdans )'exposition (mais heureuscment
pas du si pertinent choix d'cruvres musicales cl Ccoul'er).
Les quelques allusions ii l'iconographie musicale masquent
mal combiences deux aspeels du sujet(les moyens expressi(s
de )'instrument et les «representations» de la musique clans
!es arts visuels avec nolammenl la symbolique des inst"ru­
ments de musique) ont ete «contournes», pour ne pas dire
ignores de la demonstrahon. On se demande en quoi, dia­
Ioguant avec !es aspects precedemment developpes, ils
l'auraienl affoiblie. Le paradoxe n'en parnitque plus forte­
ment alors que cette exposition temporaire fut organisee
aupres de la prestigieuse collection inslrumentale du Musee
de la Musique.

L'invention du sentiment proposa quelques mois plus
tard uneconstructionegalement tres dense et demonstrative.
Comme l'indique F. Dassas en tetede ce deuxieme ouvrage,
ii dessine «la carte d'un nouveau concert des nations beau­
coup moins attentif a la partie francaise». L' Angleterre,
comme centremodele, et la reception e:xceptionnelle de I' uni­
vers germanique en (eront toute la nouveaute. Cette fois,
le sentiment, s'eloignant du monde des sensations pour
rejoindre celui des intuitions, sera le fondement d'une
nouvelle philosophiede la connaissance. Pour Diderot, une
<ruvre morale ne peut pas ne pas etre une reuvre sincere.
Et a la sincerite de l'artiste repond l'attendrissement du
specl'ateur. Latendresse fait place au plaisireta la terreur.
Une nouvelle figure de !'artiste emerge, le genie comme le
virtuose, alors que !es codes de representation sont remis
en question. Science et creation artistiques s'opposent, la
hierarchie des genres est bouleversee le drame bourgeois
I'emporle sur l'histoire antique. Le fantastique touche parfois
au morbide, le mal au pervers, et comme le paysage se foit
cl autre part histoire, le mysticisme s'incame clans la con·
emplation de la nature et-le sentiment dans un nouvel infini.
En raison de ces nouvelles esthCtiques, souvent forteloignees



de notre sensibilite, certains groupes d'c:euvres exposees
ont pu paraitre difficiles d'acces au public d'aujourd'hui.

Dans l'ouvrage, Fran<;ois Calori de1aille Ionguement
les elements du complexed@bat philosophique. Jean Mon­
gredien, musicologue ayant consacre tant de travaux au
goilt musical entre Revolution et Premier Empire, rappelle
que la periode consideree presente une «evolution sans
revolution», demontrecombien la musique inslrumentale
devientalors degagee de toutes references au reel, comment
melancolie du temps et nostalgie d'un absolu inspirent le
theatre musical, une nouvelle poCt-iquede la mortseprojetant
dans des cruvres ant&rieures en !es marquant parfois d'une
«sensibilite parfois exacerbeejusqu'au delire». Charles Rosen
et Henri Zerner montrent ensuite comment on assiste a la
creation d'un nouveau langage degage de la parole, langage
des sons musicaux, des couleurs el des lignes liberees de
la representation, mais pourquoi decefoit l'alliancedesarts
devint un leurre. L'historien d'art Barthelemy Jobert insiste
sur le role precurseurde la Grande--Bretagnect de I'Allema­
gne dans I'etablissemenl d'un pre-romantisme europeen
ou l'artiste peintre «affronte desormais directement, et avec
la liberte formelle la plus grande, l'histoire contemporaine».
Dominique de Font-Reaulx s'attarde sur Jes objeclifs des
critiques d'art, qu'ils soient hommes de lettres ou de theatre:
ii s'agit d'emouvoir et d'elever, les arts ayant une mission
esthetique, morale, voire politique alors que poinle une
remise en cause de la monarchic. La critique de Diderotsur
le theatre vaut pour la peintureel le philosophedevientquasi
metteur en scene du tableau grace a I' emotion que l'cruvre
a suscite en lui. De la meme facon, chez Winckelmann,
I'emotion la plus grande est provoquCe par la maitrise du
sentiment et non parsa violence. II introduilaussi la notion
d'individualite etcelle de «grace qui plait en raison». Lessing
plaide, quanta lui, pour une separation complete des arts
et considere que la peinture ne peut rendre qu'un instant,
figeant une attitude clans une beaute eternelle. Enfin si
l'«emphathie» est interdite a l'artiste, elle est au ccrur de
la critique de celui qui regarde, !'emotion est celle du
spectateur. L'art des David, Guerin et Delaroche est tour
a tour analyse a la lumiere de cette grille devenue inapplica­
ble a la violence des heros desesperes de Gericault.

Julie Ramos, explique ensuite comment le paysage, clans
!'art allernand et anglais, devient sanctuaire d'un possible
contactavec le divin. Lameditation religieuse estainsi trans­
feree au paysage et l'homrne participe alors a sa connaissance
au travers d'une veritable «consonance». AdrienGoetz pro­
pose finalement la lecture de textes litteraires et distingue
lTois moments: uon passe de la serie des sentiments desor­
donnes a la sensation unique, celle qui est reservee a l'artiste.
Les ecrivains peignent le peril de l'ame authentiquemen
senlimentale. L'incornmunicabilitedans laquelles'enferme
le heres le mure alors clans son genie. On peut s'interroger
finalement sur l'absence d'une etude sur la recherche
d'expressivite dans Ia facture instrumentale durant cette
periode si rkhe en innovations: I'entree clans I' orchestre
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de la clarinette, du cor, de la harpe n'aurnit-elle pils mCntf'
une reflexion? Les innombrables tentatives pour donner
dynamique et variete de timbre au clavecin et aux premiers
claviers a m&canismes frappes n'auraient-elles pas contribue
;:) ce tableau d'une nouvelle sensibilitt'?

Les c:euvrcssC'lectionn(>es pour l'exposition avaient ete
ordonneessclon cmq thematiques, explicit6esdans des textes
restes malheureusement anonymes (contrairement ace qui
avait ete fait pour Fgures de la passon). La section intitulee
«La rhetorique des larmes et la vertu des heros» proposait
ainsi une galerie descenes familiales, de tableaux moralisants
cleGreuze ou heroiques de Peyron, Angelika Kauffmann,
Hartmann, David, Danloux et Vafflard, a l'esthetique fort
eloignee de notre sensibilite actuelle. Lesesquisses sculpt&es
contrebalancaient avantageusement la sensation d'ennui
qui risquail de se degager de eel ensemble. Pour la section
consacree a «La scene», Nicole Wild analysades projcts de
decors proposes par paires. Organises au tour de la figure
dominante de Ciceri, ils permettaient d'entrevoir le
changementd'inspiration qui s'inslaure deGluckAuber:
chez Belanger qui forma ce peintre de paysage, les decors
pour Alceste de Gluck (1776) concentrent le drame de cet
amour conjugal dans une architecture neo-antique ou
colonnes et temples dominent encore; en 1799, pour Elsca
ol'amour matemel de Gretry, les jeunes archilectes Percier,
Thibault et Fontaine se documentent au pres des savants
de la Bibliotheque nationale pour donner un air de verite
a leurs paysages exotiques si recherches au mememoment
par Josephine a Malmaison; par sa mailrise des puysages
ou l'utilisation fantastiquede la lumiere, Ciceri est le premier
a proposersurscene un drame aussi interiorise.Son projet
de decor pour Gustave III est un sornmet du genre que ses
elves, tel Cambon, ne rCussissent pas a egaler.

Parcours riche en decouvertes (notamment !es c:euvres
sculptees de la premiere exposition, Jes dessins allemands
de la seconde), moment de delectation en raison de la qualitC
des uvres visuelles et musicales, ces deux expositions
rcst.aient pourtant deroutantes a bien des egards. L'impressi­
on de flottemenl et de desequilibre dans la demonstration
venait peut-Ctre d'une structuration d'abord intellectuelle,
au tour de laquclle des ceuvres ont ete assemblees dans un
second temps. Peut-etrequ'une reflexion partant veritable­
ment des cuvres (qu' elles soient visuelles, musicales, de
focture instrumcntale) aura it mis en relief avec plus d'vi­
dence Jes clements de la demonstration. L'exiguite et la
complexite des espaces du musee devolus aces deux exposi­
tions n'ont pas facilite la tache des concepteurs (Jes grands
formats Ctaient par principe exclus) nice lie du scenographe
(Vincen Cornu) qui a euvre sur !es deux expositmns. Une
mise en espace au partitres sobre et raffine, s'effacantdevant
Jes c:euvres, veillant au confort et a l'agrement du visiteur
a cependant pennis de surmonter avec elegance ces
cont"raintes.

FLORENCE GETREAU
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Paisajes sonoros en el Madrid del s. XVIII: la tonadilla escenica. Museo de San Isidro (May to July 2003).
Catalogue by Begona L.OLO, Andres AMOROS, German LABRADOR LOPEZ DEAZCONA, et al. (Madrid: Museo
de San Isidro; Ayuntamiento de Madrid, 2003), 247 pages. 175 color illustrations. ISBN 84-7812-562-0. 24 €.

Exhibition accompanied by CD recording El maestro de baile y otras tonadillas: Musica en los teatros de Madrid
d11n111t.· d szglo XVlll, which includes works by Luis Mis6n, Antonio Rosales, Pablo Esteve, Blas de Laserna,
Pablo del Moral. Performed by Cecilia LAl'ILLABERGANZA, soprano;Olga PITARCH, soprano; Salvador PARRON,
tenor and the Ensemble Elyma. Conducted by Gabriel GARRIDO.

The tenadllaescinica' - a brief theater play, lasting less
than twenty minutes, based on musical numbers developing
a funny, light, and entertaining humoristic plot - belongs
to a vanel'y of genres in Spanish theater between approxi­
mately 1750and 1815. The tenadillas escenicas were performed
in the intermissions of comedies by the performers partici­
pating in main play.

The exhibition was initiated by Begona Lolo, the
professor at the Univeridad Autonoma de Madrid and the
head of the research group Musica Madrid which has been
during the recent years involved with the research and re­
vival of tenadllas found mainly at the Biblioteca Historica
Municipal de Madrid, containing archives of the Teatro del
Principe and Teatro de la Cruz of Madrid. Inaneasy,attractive,
and understanding manner, the exhibition reveals the results
of this research, presenting sources for the history of the
lowuli/ln in Madrid and its social environment featured in
plots of tenadllas.

The first part of the exhibition,'' Los comicos y compo­
sitores'' (Actors and composers) presents original scores
of tonadllas composed by Luis Mison, Jose Palomino, and
FC!ix ~vt;iximo L6pez for important actors, such as Maria
Antonia Fernandez "La Caramba" and Jose Espejo. This
section also includes drawings and engravings of portrails
of lo11nd1lln performers, in particular Lorenza Correa (accom­
panied with a text describing her career and fame), Miguel
Garrido, and Luisa Todi (along with a sonnet dedicated to
her). There are also here drawings showing actors in cos­
tumes during performances: Miguel Garrido "en traje de
gitano' (in Gipsy clothes), Maria Ladvenant, and Gabriel
Lopez"Chinita" in the role of" c6mico ridicule en elsainete
de Manolo" (ridiculous actor in the sainete of Manolo') by
Manuel de la Cruz Cano Olmedilla.

The section " Vida, modos y costumbres en el Madrid
de! sigloA'VJU" (life, manners and customs in Madrid during
the eighteenth century) demonstrated the context of the
tonadllas presented in pictures and drawings. The tonadillas
we': frequenlly a kind of caricatures of the contemporaneous
society and people, and therefore any document depict-in
the society of this period may be useful in approaching uel,
theatrical world. This section included some remarkable
pictures of places and situations inMadrid (Lafera deMadrid
en la Plaza de la Ccbda by Manuel de la Cruz Cano de
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Olmedilla,Abrmicvsy rosas by Ramon Bayeu, Ciegodc romances
y unas mujeres by Eugenio Jimenez de Cisneros), showing
also ciego de romances (blind singers of ballads) and other
typical characters of the most popular tonadillas. Interesting
were also Marcos Tellez Villar's drawings of performances
of typical dances, such as segudillas bolems, which appeared
toward the tonadillas and were performed either independ­
ently in intermissions of comedies or sometimes appeared
toward the end of lanadillas. This section of the exhibition
presented many typical charncters of lonndillas (leclwg11i11os,
mm,tucos, petimeln!s/ majcs5) alongwith Miguel Cam borino's
series of typical craftsmen and salesmen appearing in tona­
dillas, such as La maja limonera by Pedro Aranaz. The most
attractive seclion in the exhibition is dedicated to objects
and costumes, which includes authentic props of porcelain
(bottles and little statues of majos and majas in Madrilenian
style of clothes, produced with a curious mixture of rococo
refinement). Theexhibited clothes (shoes of petimetre, clothes
of majo), provided courtesy of theMuseo Nacional de Antro­
pologia, gave a genuine impression about productions. How­
ever, one misses in the exhibition Goya's pictures of tapes­
tries, reflecting this same world. Eduardo Salas Vazquez,
lhe head of the Musco de San Isidro, in the bookletaccom­
panying the exhibition justifies this absence arguing that
these pictures would eclipsed the attention on other objects
related to tonadillas and therefore they were intentionally
avoided.

The third section, "La mllsica de la tonadilla enel teatro"
(The music of the tonadilla in the theater) presents original
documents related to theater activities in Madrid (the plans
of the two theaters in the city, lists of theater companies).
The final section, "De la exaltaci6n a la decadencia de la
tonadilla escenica" (From the exaltation to the decadence
of the tonadilla escenica) displays documents revealing crucial
moments in lhedevelopmentof the tonadilla escenica; images
and worksof two among the greatest Spanish intellectuals
of this period, Tomas de Iriarte, who exalted the tonadlla
in lus poem La msica, and the neoclassicist Leandro Fernan­
dez de Moratin, who slandered the tonadilla in his La comedia
eva (both works are exhibited in early editions). Also

exhibited was in this section the score of the only known
tonadilla based on textwritten by a woman: La Anita by Blas
de Laserna, perhaps the greatest composerof tonadillas, based



on the text by Joaquina Comella. Another interesting exhibit
was the score of the tonadilla La venida de Muoio: (Coming
of Munoz), whose tex_t illustrates the decline of the genre
at the time when tonadillas became influenced by the Italian
opera and the aesthetics of neoclassicism. The examples of
arbcles published m contemporaneous newspapers demon­
strated the influence of tonadlla outside of the theilter.6This
section also included objects related to the Cofradia de la
Novena (Brotherhood of the Ninth), the patron of the guild
of actors.

The section closes will1exhibits related to "la tonadilla
enelsiglo XX" (the tonadilla during the 20th century),among
which were displayed the designs of costumes creiltcd by
Helena Kriskova fortheperformanceofL1sema's to11adillas
in I heTheater Valle Incl.in in Madrid in the year 2000. One
o( the most renrnrkable features of these designs is the rococo
and Madrilenian aesthetic mixed with the style borrowed
from cabarel. It might have been also interesting to include
in this sect-ion references to the rediscovery of the musical
spirit of tonadllas in works by composers like Enrique
Granados' or Frncisco Asenjo Barbieri;8 or references to the
research about tonadllas in late 19th nnd 20th century, as
Felip Pedrell and particularly JoseSubir.i, the great inves­
tigator of the genre from the 1930s lo 1960s and the early
1970s."

Without any doubt, the most attractive part of the
exhibition is a scale model of the Teatro de la Cruz, in which
the public rnn see a hologram with a representation of El
maestro de bale (The tencher of dancing) by Luis Mis6n.
Viewers can imagine here a typical set of a lowuli/lfl, along
with its music, theater and comic clements.

The exhibition has been accompanied by a conferences,
a compact disc with recording of previously unperformed
to,zndillas, and a series of concerts" ?villsica en la Biblioteca
J-list6rica Municipal: Tonadillas y mllsicas escenicas del Ma­
drid castizo", organized by U,eCentroCullural Conde Duque
in April 2002.

The exhibit-ion, which brought closer to us the genre
of /011adilla, and its historical and social context, was
intereslingand comprehensive. The" profane" visitor could
have in the exhibition imagined ll1eambient of eighteenth­
century Madrid and, above all, its theater world. One might
miss here a more ll1oroughconsideration of tondilla music,
but there are presently very few recordings of tonadills and
many musical issues are still lefl to be explored.

AURELIA PESARRODONA

Notes

'JoseSubira, the main researcherof this genre, distinguishes
between tonnditfa and tonadlla escenica: the first bemga bnef song

Music in Art XXVIIltl-2 (2003)

included mn larger works (such asentremeses or vllanacos), and the
Sl'COnd the particular form of music.ti iht',1ll'r. Neverthek•s..-. the
common name in the conlemporary literalurc remains l011rui,1t11

i TI1c lo,uulilfaand U1cs:1111i'l,•5 (one-act comedy) havcscvcra;
common elements regarding the characters, plots, and function.
The tonadllas could be also compared with Italian itvre::, in
spite of differences emanated from the characteristic Spanish flavor
in plots and music. According to Subira, the disappearance of the
tenadillaesceniais directly related to the influence of Italian music,
nlthough more recent studies consider also relation between the
tound1tla and neocl,1ssirnl ide,1s in theater plays
'A famous sainete by Ramon de /,1 Cruz.
1
All these_ terms (lechugnuino, aurmutaco and petetre) had a

similar mmning m Ute 18Ut century, dt•.'>Cribmg persons who adopted
wry elegant manners from (often French) fashion. The term
"petimetre" is a derivation of the French expression "petit mitre.

Common people whose clothes and manners reflect liberty
and bravery In some lo111ufi/las and 5aim:l,'s, through their ··sp;mish
pride" they represented the opposite side of the 11,·t11m•t,,•5.

"Orgen y progresos de las tonadillas que se c.mt,m en los
Colisl'os Je t•sta Corte" (Begning and progn!Ss of the tonadllas
that are sung in the Coliseums of this Corth), M,,morw/ f1ta11rio,
i11slmctivo ycurioso de laCorte deMadridXLVl/2 (5'.optembcr Ii87),
p. 169-180.111edocumenl is located al the Hemero!(..'("a i-.lunicipal
de Madrid, AH 7/1-2 (1321).

7 EnriqueGrnnacloscomposed a S(.'ries of to11ndif/as reflL'("ling
the spirit of the 18th-century form but without its lhc,itricnlcontext.

' The composer Francisco Asenio B.ub1eri greatly admired
the tonadllas, and made several copies of manuscripts keptat the
Bibliott'Cil Hist6rica Municipal de Madrid, located in the Biblioteca
Nacional of Mildrid. Barbieri though that the tonadlla had to be
thcsl.trling point of a Spanish n.1tional music theater The musical
and thl.'illrical influence of fo1111dillnsin Barbieri is evident inzarzuelas
like El /mrbm/lo de Lavapies.

" Following Barbicn, the musicologist ;md composer Fclip
Pc<lre\l defended at any cost lhe to11mlilla lih• a nahonal product,
as we can see in his Tl'ulro LfrirOl'5JJt1iiol ,mt.•rior11I siglo XIX (Lll
Corui\a: Canuto Berea y comp,1i\la, 1897) and Cancicnero musical
11op11lar l'Spmiof (4th ed., Barcelona: Boileau, 1958).

iu The mainSubira's study, and starting point of all future
studiesaboul this subject, is Ln to111rdilfnmrf11im (Madrid: Tipograffa
dcarchivosOl6z.1gn, 1928·1930), 3 vols., and its one-volume digest
of the s,1mc title (B,ucclona: Ed1!orial L1bor, 1933). Another
interesting Subird's study is Tonadillas teatrales in&ditas (Madrid:
Tipografia de archivos 016zaga, 1928).

The catalogue of Pnisfljcs so11oroso1 t'I Mmlnd de/ 5. XVIII: l.J1
/o11ndil/11 t'SCl'mm includes the fo\lowingcontribulions: Bcgoi\..1 L.oi..O,
Itinerarios musicales en la tenadillaesma(p. 1-1-31); Andr\"'-s A.\10!-'Cs.
El 1111111do de la tenadilla (p. 32-37); Genn;\n L1br::iclor U)!'EZ DE
AZCONA, Una mirada scbre la tenadlla: mista, texto e interprets al
servicio de un nevo ideal escenico (p. 38-l7); Emilio MORENO,
Reflt·.rio,itstf,• 1111 i11tbpn•ft'nctunlmll,·,,f T'c/A:rtorio towzd1/!ao (p. -18-5_9);
Maria Jose RUIZ MAYORDOMO, EI papel de la danza en la tonadlla
es&nica (p. 60-71); Amalia DESCALzO, Costumres y vestmentss en
el Madrid de la tonadlla (p. 72-91), Ascension AGUERRIMARTINEZ,
La celeccn de misia y teatro en la Bibliotea Hist&rcaMunicipal de
Madrid: Apntes para su cstdo (p, 92-107) Petra Vega HERR
and s..,lv;nlor QurnoC\SffiO, Vitllly sarn·tf.zd ene!Madmld!lA1111g110
R,"simm (p. 108-130).

249



Reviews

NEWYORK
. I wish Museum, New York (24 October 2003 to 12 February

Schoenberg,Kandinsky, and theBlueRider.The e
2004).

ds Schoenberg, Kandinsky, and the Blue Rider. Foreword by
Esther de Costa MEYER and Fred WASSERMAN"""""{3don: Scala, 2003), 208 p. illus., compact disk. ISBN
Joan R GENBAUM (New York: The Jewish Museum; "
1-85759-312-X.

Compared to other exhibitions about the Blue Rideror
Expressionism, the exhibition Schoenberg, Kandmnsky, ai
the Blue Ruder at the Jewish Museum in New York focused
less on an overall description of its topic and more on the
relationship between Schoenberg and Kandinsky - thus,
the time from 1911 to 1922 marked by an expressionistic
attitude.Of course, due to the historic circumstances of the
tune, this friendship has been amply documented up to
World War I. Besides photographs, letters, musical pieces,
and other archival sources, the exhibition contained draw­
ings and pictures by Schoenberg and Kandinsky as well
as of other artists closely associated with the Blui! Rider: to
mention just a fewhere, there was Gabriele Munter's Jaw­
lensky and Were~in (1909)' and Kandinsky at Tea (1910)°
Alexei von Jawlensky's Yellow Sand (1908)'and Egyptian
Gui (1913),' as well as Franz Mare's Yellow Coe (1911)'
August Macke's Colored Fors I(1913)," and Albert Bloch's
Hr,1d (1911 ).~ Of course, the wealth of objects is one thing,
the structuring ol the exhibit is another. As usual with ex­
hibitions at the Jewish Museum, the setting was dignified
rather than stylish, the Parcours, however, was well
thought out and is as educational as it is clearly structured.

As is known, Schoenberg and Kandinsky were engag­
ed inactive communication between 191I and 1914, mostly
in the form or letters.' It was Kandinsky who, following a
concert at the Munich Jahreszeitensaal on 2 January 1911,
contacted Schoenberg. (Time and again it was Kandinsky
who made an effort to keep the relationship going - a
circumstance which the exhibition hardly takes into
account). This concert in which participated the acclaimed
singer Marie Gutheil-Schoder, pianist Etta'erndorff, and
the legendary Rose-Quartet comprised exclusively Schoen­
berg's pieces." Kandinsky was deeply moved by these
pieces as expressed in his oil painting Improvisation III
(Concert), preceded by two charcoal drawings, as well as
in his 8 January 1911 letter to Schoenberg. In this letter,
Kandinsky expressed that he and Schoenberg have" a lot
in common' as regards their" ambitions" as well as their
"entire thinking and feeling" ." Schoenberg, for his part,
confirmed this inner connection in his reply on 24 January
1911 with the following words: "Surely, among the best
st:rivine today, there are secret relationships, commonali­
ties, which are probably not coincidcntal."11

Both artists sensed that their encounter, however
fateful il may have been, was a necessity. It was obvious
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that they would embrace each other - metaphorically
speaking. Aside from a few important dates, the exhibition
provided only minimal information about these early
events. Arter all, both artists had finished their ground­
breaking art theoretical essays prior. to their meeting
(Schoenberg's Theory ofHarmony, Kandinsky's essay Con­
ceming the Spiritual in Ar)' Thus, with huge artistic and
partially systematic effort, both artists - coming from dif­
ferent directions - had been going towards Modernism se­
veral years prior to their meeting. It is unfortunate that
neither the events prior to the meeting between Kandinsky
and Schoenberg nor the break in their relationship in 1923
are emphasized by the exhibition. This criticism, however,
not only affects the attitude of this exhibition, but also a
large part of the scholarly debate about this "historic en­
counter" as subtitled by a 1997 collection of essays about
Schoenberg and Kandinsky. u In facl, there is still, among
today's broad spectrum of research literature, astoundingly
minimal systematic research about the reasons for the en­
counter as well as subsequent break between them."

However, the Jewish Museum's effort to take a closer
look at the relationship between the two most remarkable
and influential artists of the first half of the twentieth
century reflects the recent trend in museum exhibition
offerings which emphasize the cultural landscape of Ger­
many, especially the expressionistic period, mirroring cor­
responding movements in the international arts and music
market" Furthermore, the exhibition supports the recent
increase in interest in Schoenberg, as demonstrated by an
extensive amount of publications."0n the other hand, the
fact that the New York exhibition down to its very sub­
stance is a revival of the exhibition Schonberg, Kandinsky,
Blauer Reiter und die Russische Avantgarde, exhibited at the
Vienna Arnold Schonberg Center from 9 March through
28 May 2000," strongly suggests that the subject matter is
no longer controversial, at least for as long as no additional
documents are uncovered. Such discoveries require time
and patience, rarely abiding by the rules of an arts and
music market functioning largely according to economic
principles. However, the beautifully created exhibition
catalogue, edited by Ester de Costa Meyer and Fred Was­
serman, including insightful contributions by the editors
as well as by Magdalena Dabrowski, Christopher Hailey,
and Reinhold Heller, is an excellent addition to the litera­
ture regarding these artists.



Overall, the numerous exhibits offer the general
audience a differentiated picture of the relationship
between Kandinsky and Schoenberg as well as their extra­
ordinary significance for the development of the European
art in the twentieth century. The visitor who gets involved
in this relationship and the artistic achievements of these
important personalities will be enchanted by the size of(f
historic moment this exhibit captures. One becomes wit­
ness to a period - which is retrospectively known as "Mo­
dernism" - making its first steps. What seems obvious
today, namely artwhich is free of conventions," began just
prior to Schoenberg and Kandinsky's meeting. Painting
frees itself from the constraints of the central perspective
and the mimetic descriptive mode while in music, the
regulating force of triadic harmony is increasingly opened.
In this development, the ideologically embellished idea of
the total piece of art, as defined from the more egocentric
Wagnerian perspective, is overcome.

The close union of the arts which was forced by
Schoenberg and Kandinsky during the first two decades
of the twentieth century follows the principle of extending
the means of expression while the artistic means arc
reduced. Both Schoenberg and Kandinsky had the ten­
dency to extend the possibilities of their artistic means of
expression during this time. Between 1907 and 1912,
Schoenberg created a large part of his sculptural works
while between 1908 and 1912, Kandinsky experimented
with so-called stage compositions in which the synaesthetic
melting together of color, sound, word, and movement
played a central role. Yet, their works show a reduction of
means. In his own words, Kandinsky was on his way to
the "purely artistic composition"" around 1910, because
he started to freely utilize the painting-specific means color
and shape attending to the requirements of perspective.
Likewise Schoenberg introduced with his Clum1l,a Sym­
phony op. 9 of 1906 a kind of "tendency to compression""
which eventually led to his atonal experiments, for
example Three Piano Pieces op.11 of 1909. This developmenl
was motivated by an inwardly directed movement or the
discovery of the inner subject as the source of the artistic
doing which followed a kind of "logic of expression"
(Expressionslogi). Ernst Bloch first used this terminology
regarding Schoenberg's free atonality.21 This also caused
the idea of a close union of the arts to turn towards the
primarily human, towards the place where the artists as
human beings tell their real stories out ofan i1111cr necessity,
the central concept of the time, instead of attempting to
convince with an excess ofartistic means and an obtrusive­
ness of the Semper Idem. Not only Schoenberg's music -
which the visitor may listen lo while walking through the
exhibition using an audio-guide free of charge - but also
his portraits, self portraits, and so called "Augenbilder'
including the famous Red Gaze of 1910," the equally
famous portrait of Alban Berg,"and the Blue St·lf-Porlrml
of1910,H his stage drawings for the monodrama in one act,
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reartung op. 17 (1909), and the drama with music Die
glicklche Hand op. 18 (1910-1913), all create a lasting
11npress10n of this movement.

The Kandinsky exhibits follow the principle of inner
necessity which was the overall leitmotifof his work. This
principle stands for no less than the conviction that a work
of art must be detached from outside guidelines such as the
model nature, because for Kandinsky any form of mimetic
strictness in art resulted in the oversimplification o(
feelings and thus an art without a soul." According to
Kandinsky in his epoch-making essay Conceming the
Spiritual in Art, the inner voice of the artist is the deciding
factor during the creation process of a picture. Arnone
other things he states: "In writing these books [i.e. pro­
found books about art] they [i.e. the academics] remove the
barriers over which art has most recently stepped and set
up new ones which are to remain for ever in the places
they have chosen. They do not notice that they are busy
erecting barriers, not in front of art but behind it. And if
they do notice this, on the morrow they merely write fresh
books and hastily set their barriers a little further on. This
performance will go on unaltered until it is realized that
the most extreme principle of aesthetic can never be of
value to the future but only to the past. No such theory of
principle can be laid down for those things which lie
beyond, in the realm of the immaterial. That which has no
material existence cannot be subjected to a material
classification. That which belongs lo the spirit of the future
can only be realized in feeling and to this feeling the talent
of the artist is the only road."After having enthusiasti­
rally read about two thirds of Kandinsky's work, Schoen­
berg slates in a letter lo Kandinsky on 14 December19l'l,
"I do not quite agree with a few little points. Particularly
not with the point, if I understand you correctly, that you
would rather have provided a precise theory. I do not think
this is necessary now. Weare searching and still searching
(just like you said) with our emotions. let us try not to lose
these emotions to a theory!""

As promising the title of the New York exhibition may
be, it only partially fulfills the expectations that were
awakened. Not much new information beyond the facts
that are already known about Kandinsky and the other
representatives of the Blue Rida is provided. At the center
of the exhibition stands Arnold Schoenberg and his
pictorial and musical work of the first two decades of the
twentieth century, his so called "Expressionist Years".This
becomes apparent through the wealth of his displayed
pictures and drawings compared to which the exhibits of
Kandinsky and other aforementioned artists associated
with the Bhtl' Rider simply seem like an artful decoration.
Besides his name being mentioned in the exhibition title,
astonishingly few of Kandinsky's pictures are displayed
in the exhibition. Among them are the "symbolic" oil
painting Impression III (Concert) which he painted - as
mentioned above - after listening to Schoenberg s music

251



Reviews

for the first time,"and his Little Panting with Yellow (Impre­
vsaton) of 1914. Similar to Kandinsky's extrusion from
the perspeclh'C', Tllf Blu,• Ruin project initiated by Franz
Mare and Kandinsky also shps into the background. This
is somewhat justified, perhaps, by measuring the signifi­
cance tht~ Bfut Ruler, as the tttle of both an exhibition and
an art almanac,had for Schoenberg. Schoenberg's invol­
vement with the Blur Rider ,,·as fairly insignificant. For
example, it required lengthy deliberations before he de­
cided to provide his composition Herzgewachse op. 20 and
his essay Das Verhaltnis zum Text to the almanac.

Paradoxically, the strengths of the New York exhibi­
tion lie within its shortcoming: According to its title and
PR announcements, it claims to thematize the nehvork
betweenSchoenberg. Kandinsky, and the Blue Ridl!r.How­
ever, this claim is only partially fu1£illed. In contrast. the
exhibition provides explicit proof of the fact that during the
time from 1907 to I 912, Schoenberg's pictorial and musical
works - which fascinated Kandinsky - were related so
closely that they do not simply complement eachother but
affect one another in an interdisciplinary manner. Drawing
nnd painting had a significant place inSchoenberg's artistic
works. In this context, a separation between his sculptural
and musical works seems forced and unconvincing. For
Schoenberg, the substance' of painting and music always
had a comparable status as is evident in a statement given
in an inlen•iew in 19-19,'1 even though his sculph.lral work
had t•nded for themost part prior toWorld War I. After the
Vienna exhibition in 2000, the New York exhibition has
emphatically renewed the request to both art history and
musicology to take seriously Schoenberg's sculptural work
as a significant part of his artistic output. However, this
debate should avoid the old question of stah.ls or quality
such as was the case during the recently conducted sym­
posium Der Maler Amold Schonberg (Schonberg Center
Vienna, 11-13 September 2003). Jean Dubuffet's concept
of "Art brut", has rendered invalid such distinctions
betweenartist, dilettante, and amateur is rendered invalid.
Perhaps the Schoenberg retrospective planned for 2005 at
theVienna SchonbergCenter will set new standards in this
regard. After all, the much awaited publication of the ca­
talogue raisonne of Schoenberg's pich.lres is planned for
that time.

ANTONIO BALDASSARRE

' Oil on cardboard, 32.7 x 44.5 cm (12x 17in.), Staid­
tische Galerie im U'nl>achhaus, Munich

Oil on canvas, 68 x 47 cm (26 %x 18 ½ in.), The Israel
Museum, Jerusalem.
n,,""cords»r4, 3 x +45 (@3 17#) Pnvae

1
Oil on cardboard, mounted on wood, 53.3 x49.5cm (21 x

252

191~ in.}, The Samt Louis Art Museum, Bequest ofMorlon D. May.
olon canvas, 1-10.5 x 189.2cm (55%74in.), Solomon

R. Guggenheim Museum, New York
• Otl on pasteboard, mounted on wood, 53.1 38.5 cm (20

+15in.), Westfalisches Landesmuseum fur Kunst und Kul­
turgi.'.SChichtc, Milnsler, pem,ancnt loan from private collection.

; Oil on canvas, 48.4 45.2 cm (19 /.x 17"/, in.), The
Albert Bloch Foundation, Lawrence, Kansas.

Cf. Amold Schonberg -assly Kandinsky:rife, Bilder und
Dekumente einer au~ergewollichen Begegnung. Ed. by Jelena Hahl.
Koch (Salzburg; Wien: ResidenzVerlag, 1980). English translation
Amold Schoenberg-assily Kandinsky: Letters, Pictures, Documents
(London: Faber & Faber, 1994); Vassily Kandinsky und Armold
Sclionbag: Der Bnc'fim.•cl1sd. Ed. by Jelena Hahl-Koch (Stuttgart:
1-lJ~C', 1993);http://www.schoenberg.at/4_cxlubits/ asc/ Kandin
sky/lcllcrs.htm [11/30/2003].

~ Naml'l)', the string quartets op. 7 and op. 10, the Ord
K./nvirrsll/ck1;op. l l,as well as the songs Erwartung op.2no. 1 and
Verlassen, Am egrand, Madchelied, and Der Wanderer op. 6 no.
4, 6, 3, and 8.

Letter from Kandinsky to Schoenberg from 18 January
1911, in: Vassily Kandinsky und Amold Schonberg: Der Briefechsel
(as in note 1J. If not otherwise specified, the English translations
of c.xccrpts horn letters of Schoenberg and Kandinsky were ren­
dered by the aulhor.

" Letter from Kandinsky to Schoenberg from 24 January
1911, in: Wassily Kandinsky und Arnold Schonberg. Der Briefwechsel
(as in nole 1].
' C£ Arnold Schonberg, Harmonielehre (1911). Jubiltiums­

Sonderausgalx.-(\·\lien: Universal Edition, 2001) English translation
as Tl1,·on1 of Hnn11011y (1911/1922). Translated by Roy E. Carter
(Berkeley; Los Angeles: University of California Press, 1983). In
1909, Kandinsky had finished the manuscript of his essay
Conceming the Spritual in Art, the printed essay however, was not
published by theMunid, publishing housePiper until 1912, which
was probably due to the arrangements and tactical negotiations
of Franz Marc. Cf. Wassily Kandinsky, Ober das Geistige mu der
Kunst (1912). (10th ed., Bern: Bemtli Verlag, 1952). English
translation as Coneming the Spiritual in Art. Translated and with
an inlroduction by Michael T. H. Sadler (New York: Dover
Publications, 1977).

" Schonberg and Kandinsky: An Histone Encounter. Ed. by
Konrad Boehmer (Amsterdam: Harwood Academic Publishers,
1997).

11 It was this desideratum, amongother things,which caused
me lo look at the relationship between Kandinsky andSchoenberg
from the direction of these angles; cf. Antonio Baldassarre, »The
Kandinksij-5chocnberg connection reconsidered«. In:Music inArt
(200-l-2005), forthcoming.

" This fact is not only illustrated by this latest New York
exhibition but also by several other exhibitions of recent years,
among them: Exprt>ssiu!, Fondation Beyehir, Riehennear Basel (20
March -10 August 2003) following the German Expressionism
of the 19th century and its effects on artistic developments in the
twentieth century (Catalogue: Expressro! Fondation Beyeler,
Ri~hen/Bascl. Ostfildem: I-lalje-Cantz-Verlag, 2003) <> Der Blue
Reiter. Avantgarde und Volkskunst. Kunsthalle Bielefeld (5 October
2003-11 January2004), which focused on the relationships of the
Blue Rider to some of its founders (Catalogue: Der Blaue Reiter.
Avantgarde und Volkskunst. Kunsthalle Bielefeld. Bielefeld: Kerbcr­
Verlag, 2003) <> Der Blane Reiter. Die Befreiung der Farbe, Wilhelm-



Hack-Museum Ludwigshafen (11 November 2003 - 29 February
200), which introduces the entire Mumch group of painters Der
Blaue Reiter in its breadth (Catalogue: Der Blae Renter. Wilhelm­
Hack-Museum Ludwigshafen. Ostfldem: Hatje-Cant-Verlag,
2003) <> Kandinsky e l'avventura astratta, a co-production of the
Peggy Guggenheim Collection and the Regione Autonoma Friuli­
Venezia Giulia (VillaMann Passariano, 29 March -27 July 2003),
which focused on Kandinsky s mfluence on other centrally
important artists of the 20th century (Catalogue: Kandinsky e
l'avwentura astratta. Villa Manin Passariano (Udine). Passariano:
Provincia di Udine, 2003) <> Die Sndmroffs. Zwd TiillZt'r nus tkm
Umkrevs deslaen Reiters, which took place from Seplember2002
through June 2003 m Bremen (Paula ~fodcrsohn-Bec:kerMuseum
29 September - 1 December 2002), Cologne (Deutsches Tan.
archiv, 10 December 2002 - 23 February 2003) ,md in Munich
(:-.l11.s~um V1lb Stuck, 27 March -22June 2003) and re-introduced
two important icons ofmor..lem,cxpressionisticr..lancl• -Alexander
Sacharoff and his wife Clothlde von Derp - to the broad public
(Catalogue: Die Sacharoffs. Zwei Tanzeraus demUmkrers des Blauen
Rntrrs. Paula lvlodl'rsohn-Becker Museum, Bremen, Deutsches
Tanzarchiv Cologne, Museum Villa Stuck, l\fonich. Cologne:
ienand Verlag, 2002),

" Conceming these publicillions I would like to menhon at
least the following recently published book: Alexander L. Ringer,
ArnoldSd1611hi.·rg. D115 Lt:l1rn imWak.Stuttgart .:ind Kassel: Metzler
and Btirenreiter, 2002; Amold Sclio11bi'rg. flllerpri.'l11tio111'1l sd11er
Wak.:. 2 vols. Ed. by Gerold W. Gruber (Laaber: Laaber-Verlag,
2002); Allen Shawn,Amo/tiSrl101:11bt·rg's /011ml'y (New York: Farrar,
Straus and Giroux, 2002).

" c. Schonberg, Kandinsky, Blaer Reiter 11ml tfit.• lfossisclu.'
Avnntgarrk. Die Kunst geh@rt dem Unbew~ten.Sonderausstellung.
Arnold Schonberg Center, \<Vien. Jo1mwl of tin• Amold Sc/Jo11bcrg
Center I (2000),

1
~ It was no less a person than Theodor W. Adorno who in

his thoughts about Schoenberg's Die gliicklid1c Hand determined
the "liberation from the conventional" to be one of the most im­
portant characlerislics of expressionistic art around 1910; cf.
Theodor W. Adorno, "Die Musik zur ,GlOcklichen Hand'".
Gesammelte Schriften, vol. 18. Eel. by Rolf Tiedemann ct al. (Frank•
furl am Main, 1997), 408-410 (p. 409).

1'1 With these words, Kandinsky describes his own develop­
ment around 1910; cf. Kandinsky, Co11ca11i11g /he Spirillmf i11 Art
las in note 12], 28.

20 With the phrase ulcndency to compression« (German as
»Tendenz zur Verdid1tung«), Schoenberg described his own
compnsilion-technical development since the Chm11baSy111pl1011y
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$9,"4 Amo4 shoo«, ,,Analyse der Kammcr:,ymphonie,
~ _-19), In. SIil 1111d G1·dn11~e. A11fsfll::t• wr i\fos1k. 1-Jrsg. v. Ivan
vi!ech. Frankfurt am Main: s. Fischer, 1976, -l•l0-1-15 {p. -1-10).

. Erns t Bloch, Geist der Utopie (1918; 1921). (Frankfort ,un
Main: Suhrkamp Taschenbuch, 1985), 162. English translation as
The Spirit of Utopm. Translated by Anthony A. N,1ssar (St,1ford·
Stanford Univ(•rsity Press , 2000). •

" ol on rnrdboard, 28 • 22 cm (1 I • 8 % in.), Arnold
Schonberg Center, Vienna

2..1 ?ilon
1
canvas, 175.5 x 85cm (69 33in.), Museender

Stadt Wien. Not dated, created between 1909 anll 1910.

Oil on wood, 31 x 22 m (12 8'/, in.), Amold
Schonberg Ct•nlL'r, Vienna.

" See Kandinsky, Conceming the Sprital in Art [as in note
12), 8

12
. i., Kandinsky, Co11umi11g llw Spiritu11! 111 rt [as in nolc 12/,

" Letter of Schoenberg lo Kn.nclinsky from I4 December
1911;1: Vassily Kandinsky undAreld Schonberg. Der Brefwechsel
(.:is in note IJ.

" OII on canvas, 77.5 x 100 cm (30 ½ x 39 % in.), Stilcltische
Galerie im U'nb,ichhaus, r,.,funich.

N Oil on canvas, 78./x 100.6cm (31 ){ 39%in.), Philadelphi.1
Museum of Art, The Louise and Waller Arcnsbcrg Collt-ction.

JO As is commonly known, the name The Blue Ridais the title
for the almanac as well as for the 1911 exhibition organized by
Franz Marc and Kandinsky, cf. Kl.ms Lankheit, "Die Geschicht,;:
dt•s Almanachs". In: Dt·r IJ/mrt' Ut"ila. Ed. by Wassily Kandinsky
and Franz Marc, 1912. Documentary new edilmn by Klaus Lank­
heit fl'aschcnbuchausgabe. Munich; Zurich: Piper Verlag, 198-1),
253-306.

see Schoenberg as a painter: Interview with Halsey Stevens
(Rl'cording:Summcr 19-19). AmoldSchol'nbcrg Exposition. -I CDs.
Sony Classical, SM 623€>-I, 1996.

The cat.iloguc includes the following essays: Fred WASSERMAN,
Schoenberg and Kandinsky in concert <> Esther da Costa MEYER,
Schoenberg's echo: the composeras pinter <> Reinhold HELLER, Tl:t
Ble Rider <> Magdalena DABROWSKI, K11111f111sky n11d Sc/1ot'llb.-rg:
Abs/roclio11 as II visual metaphor of emancipated dissonance <>
Chnstopher HAILEY, First loyalties: Schoenbergand Vim,w' s classirnf
/mdilio11. - Chronologies of Arnold Schoenberg and Wassilr
Kandinsky (p.165-175)and bibliographicrderences(p. 165-197).

BELGRADE

Heliofo11ija - kosmike vizije (Heliophonia - Cosmic visions), multimedia exhibition curated by Svetlana
JOVANOVIC. LegatSlavenskog&Muzicki informativnicentar, Belgrade(9 December2003 to31 January 200-l).

On the occasion of the twentieth anniversary of the
Legat Josi pa Slavenskog, the memorial museum/archives
of the composer Josip StolcerSiavenski (Cakovec, Croatia
1896-Belgrade, 1955), the Music Information Cen_ter from
Belgrade organized a multimedia exhibition dedicated to

the composer's life and works. The large part of com­
poser's archives, documents, and other composer's items
has been preserved after Slavenski's death at the Savez
orgnizacijacompozitora Yugoslavije, whi~h in.1983esttb­
lished this memorial museum, housed smce 1997 at the
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Music Information Center. The Legat has a task to promote
3lavenski's music through organizing concerts, musto­
logical conferences, and releasing recordings on his mus
on CDs.

The exhibition Heliophonia - named after one ol
Slavenski's orchestral compositions - documented the
composer's career and personality. The journey through
Slavenski's life started in the exhibition with about one
hundred photographs, illustrating his moments with the
family and friends (in addition to photographs from the
opening ceremony of the Lcg,1t), programs and announce­
ment for his concerts; his large collection of instruments
(gusle, violin, tambourin, African instruments), books
(Franjo Ksaver Kuhad's collection of South-Slavic folk
songs, Arab-French dictionary, Lachmann's book on the
Orient), and objects that were once significant to him, such
as his telescope, or the state award for his contribution to
the culture and arts.

The next section of the exhibition included Slavenski's
compositions, both manuscripts and scores issued by Yu­
goslav publishers and by B. Schott's Shne from Mainz.
They were presented chronologically, starting with his
orchestral overture op, 1 and Fuga quasi Pome symphonique
op.5 (1917-18), bolh \\'rilten in black ink. The latter manu­
script is interesting since in addition to the original title,
originally written in Roman script, about twenty years later
(1939) he added in red ink and Cyrillic scrip! that "this
fugue is an experiment in the spirit or European music and,
for that reason, I do not allow its public performance".
Among these early works were also shown composer's
transcriptions of folk tunes from his native Medimurje and
their arrangements.

The mosl numerous and significant in the exhibition
were compositions from the period between the two world
wars, when Slavenski gained his creative maturity. These
works are interesting from both author's ideological and
poetical stands: while his ideological context was deter­
mined by the idea of union of Slavs, or in other words Yu­
goslavia as a country of South Slavic people, poetical one
was dominated by the investigation of cosmic phenomena,
related to archaic sound rooted in folk music intonations,
and the problem of partial overtones (apparent from his
composition Chaos, represented in the exhibition with the
manuscript from 1919-1930, and score published in 1937).

In 1937 Slavenski wrote: "Bach was persistently
struggling in search of the tempered system, Maha in
search of the quarter-tone one, and I am struggling for the
natural tone-system, which I am experiencing since my
youth and particularly now being more mature". For the
festival of the International Society of Contemporary Musk
in London in 1938 Slavenski composed Musicfor natural­
tone-systemfor electronic mustrments for Bosanquet (acoustic
harmonium with approximately 53 tones in an octave _
which was, as Slaveski indicated on the score - invented
in 1875 and since then been shown at a London museum),
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four trautoniums, and three kettle-drums. The score or this
work includes a preface in English and French, where
Slavenski anticipated that" natural tone-system and electric
instruments have great future".

Another group of Slavenski's works is signified for
echoing folk music, such as Balkanophona op. 10 (1926-
1927) and Simfo11ijn Orijc:11/n (1933-1934). Both works were
represented with manuscripts, interesting also for their
visual appearance: the first page of Balkanophonia is written
in black and purple ink, both in Roman and Cyrillic alpha­
bets, with the table of contents written in different lan­
guages corresponding with titles of the movements (Alba­
nian, Yiddish, Romanian, Bulgarian, in addition to French).
Thus people of the Balkans are represented through music
intonations as well as their languages. Great international
success of these compositions was documented by a
postcard that Slavenski received from his close friend, the
Slovenian composer Slavko Oslerc (Ljubljana, 23 March
1934), regarding performance of the Simfonija Orijenta and
its review published in Nee Zurcher Zeitung (21 March
193-1). On display were also less famouscomposihons, such
as the stage music for the drama KraljevieMarko (1937).

A separate section in the exhibit showed also Slaven­
ski's other interests: manuscripls and drawings related to
astronomy and physics, including a beaut:iful celestial map
made in different colors, with a graphic representation of
stars passing in cosmos through different temperature
cycles. Slavenski's correspondence, consisting of 1099
letters in eleven languages, documents his communication
with a variety of institutions, such as the Olimpiadc
Internationale de Musique in Salzburg, the International
Society for Contemporary Music, BBC, or the Berliner
Philharmonisches Ochester. The Berlin Philharmonics
mentioned in one letter the possibility to perform his
Balkanofonija (13May 1936) on their concert. The Udruzenje
kompozitora Jugoslavije asked Slavenski to allow them
distribution or his compositions to performers in Italy,
France, Great Britain, Czechoslovakia, Poland. Letters from
Slavko Oster, the ethnomusicologist Vinko Zganec, and
the violinist Zlatko Balokovidisplayed in the exhibition
are only a sample of his exquisitely rich correspondence.

Multimedia! aspect of this exhibition was provided by
the sounds of Heliophonia, produced with computer
animation by the Belgrade composer Predrag ?vlilojkoviC
(b.1969) who visualized the cosmos on the computer
monitor. The visualization involved a metamorphosis or
differently colored geometric figures which MilojkoviC
produced following the outline of Slavenski's creative
world. In the exhibition was also shown the feature film
Zivot tede dalje (Life is going on; after the screen play by the
architect V.J. Dryak) for which Slavenski composed the
sound track.

. . As a person highly knowledgeable about several dis·
ciplines, with wide scientific curiosity, original creativity,
and deep dedication to his music, Josip Slavenski was one



of the most significant composers active in Serbia around
the middle of the century. "From my earliest childhood -
he once wrote- Ihad an overwhelming curiosity forevery­
thing happening around me, for eternal questions why
something is like this and not like that. This accidentally
aroused my perstslent experimental spirit eager to learn
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the truth and understand laws ofNa lure, and an enormous
love for the art and science".

TATJANA MARKOVI¢

Paris chante Montand. Salon d'Accueil, Hotel de Ville, Paris (30 May to 30 October 2002), sponsored by the
Institut National de l'Audiovisuel and Universal Pictures; curated by Francois LEVY.

Paris chante Montand: Catalogue publie a l'occasion de l'exposition, edited by Francois LEVY, preface by Bertrand
DELANOE, tribute by Jorge SEMPRUN (Paris: Paris Mus@es, 2002), 111 pages. ISBN 2-879006-09-0. 20€.

With Yves Montand, France came closest to having a
media star on the scale of Frank Sinatra. Like his American
near-contemporary, Montand was first and foremost a
popular singer, but he was a successful movie star, an nil­
around entertainer, a dabbler in politics, and last but not
least a sex-symbol to legions of fans as well. The two stars'
sex-appeal proved to overlap more than symbolically for
at least one woman - herself a sex-symbol - Marilyn
Monroe.

Montand was born in 1921 in Tuscany and had it not
been for Italian fascism, which prompted his family's fhght
to Marseilles in 1924, he might have become celebrated
under his real name, Iva Livi. Instead, he made his debut
at the Marseilles Alcazar at the age of eighteen, and by
1944 he was singing with Edith Piaf at the Moulin Rouge
in Paris. A series of successful cabaret engagements were
to follow, and in 1946 he landed his first major movie role
in Les Portes de la mdt.

Montand's courtship and marriage with the actress
Simone Signoret proved to be tabloid-worthy from the
moment they met in Saint-Paul-de-Vence in 1949. Indeed,
the couple's frequent return to their favorite haunt there,
the Colombe d'Or, put that hotel, as well as the town itself,
permanently on the map of international art tourism.

Between 1945 and 1963, Montand became one of the
most celebrated stars of Parisian music-halls. Following
Piaf's example, he took the band out of the pit and placed
it behind himself on stage, emphasizing intense personal
contact with the musicians and the audience. He worked
hard on his scenography - eventually separating himself
from the musicians with a translucent scrim - and ulti­
mately each song became inseparable from its particular
mise-en-scene.

From the early 1950s, Montand's leftist political en­
agement was as much a part of his life and career as I!
was a factor in the French intellectual political milieu.

Although not formally a member of the Parti Communiste
Francaise, Montand was an ardent supporter. His inclusion
of the pacifistQandun soldat (by Francis Lemarque) in his
repertoire displeased the French government, which -
deeply embroiled in the Indochinese War-banned it from
the radio. Montand further irritated the establishment by
comparing the song in interviews to the World War II anti­
Nazi anthem C'est a l'aube.

In spite of his left-wing sympathies - confirmed by a
controversial lour of Eastern Europe in the wake of the
crushing of the 1956 Hungarian uprising by the Soviet
Union- rvlontand's international breakthrough was to take
place in NewYork, during a seven-week run on Broadway
in 1959 with An Evening with Yves Montand, a one-man
show. A Fox promptly followed, with George Cukor's Let's
make love as his Hollywood debut, co-starring Marilyn
Monroe.

By the mid-1960s, Montand practically abandoned his
singing career in favor of making movies. Nonetheless, his
political activity did not diminish. Through a series of six
European films made with the politically committed Greek
director Costa Gavras, Montand was able to fuse his
personal politics and public career. In 1974, he staged a
benefit concert for Chilean refugees, in 1979 he cam­
paigned with Jean-Paul Sartre and Raymond Aron, aiming
to alert public opinion to the plight of Southeast-Asian boat
people, and in the 1980s he steadfastly supported Lech
Walesa's Solidarity movement. In the meanwhile, Montand
at last came to the realization that his denunciation or the
dictatorial policies of the Soviet Union were long overdue,
and he expressed his condemnation in several celebrated
long interviews on French television.

Montand's inevitable comeback as a singer took place
at the most notable of Parisian music-halls, the Olympm,
in 1981. The unqualified triumph was followed by an
unprecedented - no other pop singer had appeared there
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before - performance at the Metropolitan Opera in New
York. Bv this time, he had become so respected a public
figure in France that he was being seriously encouraged
to run for president. Apparently, however - though he
remained active for any number of causes to the end -
Montand did not share Ronald Reagan's grand ambitions:
he never became the acting president of France. He died
while shooting a movie in 1991.

The exhibition and its handsome accompanying cc1la·
logue bring together images virtually each of which is
emblematic of the "French scene" during the middle
decades of the 20th century. The venue, the City Hall of
Paris, could not he more appropriate for an artist who- in
spite of his Italian origins- embodied Pnnsimm,·ss through•
out his career.

NEW YORK: DALI'S MUSICAL ROUNDABOUTS

As for the comparison with Frank Sinatra, the record
is mum on whether Montand indeed saw the American
singer as his rival. One suspects that he was satisfied with
the moniker that was affixed to him upon his smash
Broadway debut and which accompanied him throughout
his tours in the United States: "The Idol of Pans." And if
he did give the Montand-Sinatra rivalry a thought, he need
only to have recalled the words of The New York Post,
published the day after his opening night at the Henry
Miller Theatre on 22 September 1959: 'All our singers,
including Mr. Sinatra, could sit at his feel.

ANDRE BALOG

The essay accompanying the exhibition Salvador Dali: Dream of Venus. Queens Museum of Art, New York
(22 June to 28 September 2003).

Dali needs a stage with greater urgency
than he needs an art gallery.

The New York Ties (1944)

Those familiar with Salvador Dali's contradictory
nature as well as his propensity to mask his own thoughts
will not be surprised to learn that, publicly, he despised
music, though obviously that was not the case at all. In
fact, many witnesses say - Amanda Lear, for one- he was
actually quite musical and, time and again, he could be
caught off guard singing or humming Catalan folk songs,
sardanas, zarzuelas, and cuples - all folksy, kitschy, and,
by most accounts, tacky popular songs. Dali, however,
went to a great length to conceal this spontaneous love for
the simple, uncomplicated folk and popular music of his
rural Catalan upbringing. Indeed, his many (mis)adventur­
es in the field of music could be seen as attempts to obscure
the persistence of his musical memory.

As the son of a relatively wealthy notary, Dali grew
up in an atmosphere in which the arts were ever-present.
Dali's uncle Anselm Domenec, for example, owned a
bookstore across from the Liceu opera theater in Barcelona.
The store was a hub for Wagnerian intellectuals, artists,
and musicinnsand their lerl1ilies (gatherings) included the
composers Amadeus Vives and Lluis Millet, as well as
other members of the choral association Orfeo Catala.
Furthermore, early on, Dali, Miro, the architect Josep Lluis
Serl and the serialist Catalan composer Robert Gerhard
founded an artistic group called Associacio d'Amics de l'Art
Noto advocate new art and music. Later on in his career,
Dali kept up his connections in the music world, including
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his friendship with the Italian composer Giacinto Scelzi
and Sol Hurok, the famous New York concert manager.
To the artist's delight, Hurok once arranged a sort of
cultural exchange with the Soviet Union, including
performances by Victoria de los Angeles and Andres
Segovia, as well as one of Dali's canvasses from the
impresario's private collection. Dali spoke of the painting
as "reuniting" with its origins.

'Nithout a doubt, one of the earliest musical influences
on Dali was the Pitxot (or Pichot) family. They summered
in Cadaques and they frequently held musical soirees. On
nights of full moon, for example, they would set a grand
piano on a boat from which music was performed. The
fishermen and seasonal residents of the area would sit on
the rocks along the shoreline to listen and see the musical
boat smoothly drifting by. The brothers Ricard (Pau
Casals's student and friend) and Liu is Pitxot played the
cello and the violin and, with Lluis Bonaterra, formed the
Trio Hispania, an ensemble that toured Spain and Europe
during many years. It was also during his early years that
Dali became familiar with the weekly concerts by the
Figueres regiment's marching band on the town's Rambla,
playing, among other things, excerpts from popular
zarzuelas. Many years later, Dali would sing on television
a song from one of the most popular zarzuelas, the cam PY
La corte del Faraon.

When the artist moved to Madrid, he became a
member of the Residencia de Estudiantes, an elitist artistic
center and university dorm that gathered the creme de la
creme of the Spanish intelligentsia. There, he met Garcia
Lorca, Bui\uel and the composer and critic Adolfo Salazar.



During those years, many European composers and
performers came to present their music to the "Resi," as it
was called including: Falla, Milhaud, Stravinsky, Poulenc,
Segovia, Vines, and Landowska. But Dali, instead, became
a jazz fan and, by many accounts, spent a large part of his
allowance buying recordings of jazz. In Madrid, he
attended performances of the Jackson Brothers and, taken
by the Charleston crazeit was, in the end, the roaring
1920sbegan dance lessons {earlier, in Catalonia, he also had
mastered the tango). Around the same time, a Catalan art
critic compared Dali's art to the music of the Southern
Syncopated Orchestra, a band that had just performed in
Barcelona. Dali loved the comparison and wrote: "One
of my greatest loves [is] jazz, that fantastic, anti-artistic
music... and industrial object."

:\s soon as Dali moved to Paris, many composers,
writers, and stage directors requested his collaboration in
he design of sets and costumes for theater, ballet, and
opera productions. Whereas a 1949 collaboration with
Peter Brook for Wilde's Salome in England was considered
scandalous and had to be withdrawn, his relationship with
the ballet was more successful. In 1939, he designed a
backdrop for the ballet Bacchanale for the Metropolitan
Opera ofNew York (it had originally been designed for the
Ballet Russes de Monte Carlo). The premiere coincided
with his Dreamof Venus pavilion for the 1939 World's Fair
in Queens. Other ballets followed: Babala(unperformed),
Tristan fou (1944), EI cafe de Chinitas (1944), Ballet de Gala
(1941), based on the Scarlatti opera The Spanish Lady and Ilic
Roman Chevalier), and Sentimental Colloquy (1944).

Based on a Verlaine poem from his Files Galantes, the
music for Sentimental Colloquywas written by Paul Bowles
and Andre Eglevesky created the choreography. Dali's
work was apparently disappointing. The New York T1111es
took a dim view (see the quotation that heads this essay)
and Poul Bowles pronounced himself "royally duped,"
while Dali's wealthy patrons, the Spanish Marques de
Cuevas and his Rothschild wife, seemed indifferent. Dali's
backdrop represented some familiar surrealistic imagery
echoing the iconography of Bufuel's Un chien andalous.
The stage set depicted a group of cyclists covered in
wedding veils and shrouds sliding backwards and
forwards past a piano whose interior box is a pool with a
gushing pipe.
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Dali made plans for many other ballets. In his infa­
mous diary, for example, he describes his intentions of
writing a ballet called Millet's Angelus. The music, he says,
will be from Bizet's L'Arlisie1111cancl Niclzsche'scomposi­
tions. Also in the diary we learn about more plans for a
musical film to be titled The Fies// Whed-811rrd. The story,
which the artist describes in gruesome detail, includes a
scene in which a group of gypsies kill and cut up an ele­
phant and "in spite of their savage frenzy, do not for one
moment stop singing flamenco...." Another scene was to
include Nietzsche, Freud, Ludwig II of Bavaria, and Marx
"singing their doctrines with incomparable virtuosity,
answering each other antiphonally, to some music of
Bizet."

In 1972, Dali finally realized one of his megalomaniac
projects, the "opera-poem" To be God (Etre Die). The
respected writer Manuel Vazquez Montalban wrote the
libretto and Igor Wakhevitch set it to music (CD, Distri­
bucions d'Art Surrealista, Barcelona DCD-50001-3). Written
primarily in French, it features bursts of English, Spanish
and what seemed to becoming back to him as an unavoid­
able memory- snatches of Catalan bawdy folk songs and
childhood twisters. In fact, folk songs kept cropping up
in his public appearances. In a 1966 BBC documentary
about Lorca, for example, Dali was interviewed and on a
whim started singing theGranada popular song Elzorengo
gitano that he had learned from the poet. It is also a me­
lody Albeniz and Falla used in their compositions (most
ostensibly in the latter's Nights in the Gardens ofSpain). On
another documentary he sings on camera "La filla del
marxant," again, a Catalan folk song.

An any rate, it seems that, in his old age, Dali went
back to the musical origins that he had worked so hard to
deny. It did not come as a surprise, for instance, when, on
his deathbed he requested no Nietzsche, Wagner, Stravin­
sky, Gerhard or Scarlatti, not even Bizet, but Toselli's
Serenata, also known as Rinpianto (a nostalgic, sugary me­
lody very much in tune with French fin-de-siecle aesthet­
ics) as well as a few light-hearted tangos and cuples - in­
deed, the same music he grew up with and that had per­
sisted in his memory. The circle had been completed.

ANTONI PIZA
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ICONOGRAPHIC COLLECTIONS INTRODUCE THEMSELVES. V

Ti IE CYPRIOT COLLECTION OF THE MUSEO DI ANTICH ITA, TURIN

by Cristina SA. TARELLI

Because of its geographical position, the island of
Cyprus has acted as an intermediary in commercial and
cultural exchanges between Asia and Europe since anti­
quity. In the late Bronze Age (1600-1050 B.C.), it was un­
der the influence of the Mycenaean culture, with its main
cities Kition and Kourion on the south coast and Enkomi
on the Cd st coast. At the end of the thirteenth century 8.C.,
the first Achaeans fleeing from Asia Minor settled in Cyp­
rus, giving rise to new cities, such as Sinda and Palaipa­
phos. Other Ach,1ean populations driven from the conti­
nent by the Dorians arrived between the twelve and
eleventh century B.C., reinforcing the predominance of
Greek elements in the local art. After Enkomi was aban­
doned (around 1000 B.C.), the city of Salamina gradually
gained importance; according lo tradition, it was founded
by Teukros and was the site or the cull or Zeus. It was in
close contact with Greece in both the "Cypro-Geometric"
perod (1050-700 B.C.) and the "Cypro-Archaic" period
(700-475 B.C.). Palaipaphos, founded by Agapenor and
site or the cult or Aphrodite, had a similar development.
A sanctuary dedicated to Apollo Hylates (protector of
forests) was built at Kourion in the eight century. Around
800 B.C,a large temple dedicated to Hercules was erected
at Kition, and it was assimilated by the local Phoenicians
to the God Melquart; the first stone sculptures come from
there. Clay votive statuettes (like those from the rural
sanctuary of Agia lrini) and monumental statues in pain­
ted limestone (influenced by archaic Ionic sculpture)
appeared toward the end or the sixth century and the
beginning of the seventh century.

The ruins of the temples of Kourion, Kition and lda­
lion, as well as many tombs from different epochs, were
discovered around 1845-1850. Assembling or several pri­
vate collections was begun as a result or these discoveries,
some or them later becoming part of public collections.
The first among them was established in the Musco di
Antichita of the Royal University or Turin in March 1847,
thanks to the donation by Marcello Cerruti, consul or the
King of Sardinia in Cyprus, It consisted or about one
hundred objects (vases, sculptures, terra-cottas) discov­
ered at Kilian and ldalion. Other specimens from various
sanctuaries and necropolises were added between 1870
and 1877, donated by the Piedmontese Luigi Palma di
Cesnola. After emigrating to the United Stales in 1865, he
became American consul in Cyprus, where he carried out
excavations for more than a decade, aimed exclusively at
acqumng matenal to sell on the antiquities market. His
personal collection or more than thirty-five thousand
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1. Female statuette, Cypro-Geometric Period (1050-700
B.C.).



pieces was almost entirely acquired by the Metropolitan
Museum of New York in 1873, while another large group
of objects had previously gone lo the Louvre. The items
that arrived in Turin thanks lo his brother Alessandro
range in time from the Geometric to the late Hellenistic
period; detailed comparisons can be made with similar
pieces of the American collection, part of which is now in
the Stanford University Museum.

The production of terra-cotta figurines was flourish­
ing in the late Bronze Age (1400-1050 B.C.), characterized
by evident Mycenaean influences.' It continued at the be­
ginning of the Iron Age, corresponding to the Cypro-Geo­
metric period. The earliest sanctuaries on the island date
from this period. They were the "temenos" type, consist­
ing of an open enclosure in the center of which stood the
altar, where the rites were performed and the votive offers
were collected. This was the form of the sanctuary of
gios Jakovos and, in their earliest phase, the sanctuaries
of Agia Irini and ldalion, the origin of some Turin sta­
tuettes. They are mostly roughly made anthropomorphic
images, which were set in the temple as votive offerings.
They port-ray people praying or dancing, playing the lyre,
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aulos, or timbrel. The human forms of both sexes are hand
modeled and have a certain plastic vigor, characteristic by
a very elementary, almost childish, manner. In fact, the
technique used to make them is classified as "snowman".
The bodies usually have a full or empty cylindrical form,
either tubular or bell-shaped, on which the arms and legs
were later applied by hand: polychromy was commonly
used to emphasize details of the face and clothing. One of
the most interesting pieces in this collection is a cu nous
three-faced figure (cat. 312)' with three sets of rudimen­
tary arms bent al the chest in the act of holding and play­
ing three flat timbrels; the object's tree-like form resembles
the terra-cotta sacred trees used in the cult of Astarte­
Aphrodite and Tanit-Artemis in Syria and Phoenicia.
Similar figures are often found at the centre of pottery
Ring-Dance groups, collected in large numbers during the
first archaeological excavations. An aulos player (in
several specimens from the temenos of Aphrodite at Soloi
and the Lapithos necropolis) or a tympanon player (from
the rural sanctuary of Khytoi) is almost always present
inside the choral group (usually three people). In the pre­
sent case, the triple structure seems to express, in an

2. Female statuette, Cypro-Archaic Period (700-475 B.C.).
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almost abstract language, the synthesis or sacred tree and
ritual music, acting at the same time as a pendant with the
three female dancers probably lost. Two figures ordouble­
flute players (cat. 320and 321)are typologically similar lo
the various Ring-Dance groups: in the first one, the
instrument appears to be fixed to the face of the performer
by the well-known system of leather straps {a horizontal
one crossing a vertical one passing around the head); in
the second one, the musician's arms are raised in the act
of playing and he seems to be without straps. Two
timpanists (cat. 317 and 318) can also be referred lo the
Cypro-Geometric period: the first has his arms together
on his chest holding flat a timbrel; the second one has a
similar position hut the timbrel is completely worn away.
Another two female musicians (cat. 322 and 323) hold the
instrument in profile with their arms stretched forward.

During the Cy pro-Archaic period, the island was
influenced by the political events in the Near East, includ­
ing the rise and fall of Assyrian domination (in 612 B.C.)
and the Egyptian conquest in the second half of the sixth
century. This marked the beginning of growing commer­
cial activity not only with Egypt but also with Syria and
Anatolia, as well as increasing relations with Rhodes, the
Greek mainland and the Greek colony of Naukratis in the
Nile delta. In addition to the development of ceramics, co­
roplasty and sculpture, there were many innovations in
religious architecture during this period: with respect to
the previous period, the shape of the sanctuary became
more complex with the erection of square constructions
on one side of the tcmenos for the cult's priests, as at Agia
lrini, Tamassos, and Achna. Another type of sacred build­
ing had a free sacellum, not communicating with the
courtyard or the enclosure, as al gios Jakovos, while a
more evolved model, deriving from the combination of
temenos and sacellum with the addition of further rooms
appears at Vouni, Kition, ldalion and Kourion.

A peculiar characteristic of the sanctuaries of the
Archaic period is the constant presence of small terra­
cottas beside the large ones. They are mostly moulded or
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wheel-made statuettes of females portrayed in different
attitudes, dressed in heavy chitons and adorned with rich
Oriental-style jewels. Some of them have musical fea tu res.
For example, there are various models of a lyre or zither:
rectangular (cat. 343), square (cal. 345 and 346), hybrid
shape (cat. 325; in this case a man plays the instrument
with a plectrum in his right hand, and a strap for the
plectrum seems to hang from the instrument). Timbrels
are portrayed frontally, held allusively with the arms bent
forward (cat. 324), or in profile, held with the left hand
and played with the right(cat.341). A very well preserved
limestone statue (cat. 407) shows the timpanist using a
technique still employed by Maghreb populations in the
Mediterranean basin: the open right hand bents the skin,
while the left hand holds the instrument from below with
the thumb held against it. The usual Ring-Dance figures
(cat. 352 and 353) are still present, with their arms (often
broken) outstretched at the sides of their bodies; they arc
characterized by clear Ionic influences.

Noles

'Luigi Palma di Cesnola, Antiquits chypriotes provenant des
follesfaites en 1868 parM. di Cesnola (Paris, 1870); Idem, Cyprus.
Its Ancient Cities, Tombs and Temples (London, 1877; new edition
by Stuart Swiny, Limassol, J. Bendon, 1991); Alessandro Palma
di Cesnola, The Lawrence-Cesnola Collection: Cyprus Antiquities Er­
ratedby Alessandro Pala di Cesnola 1876-1879 (London, 1881),
Luigi Palma di Cesnola, A Descriptive Atlas of the Cesnola Collec­
ton ofCypriote Antiquities in the Metropolitan Museum ofArt, New
l o~k, 1-111 {Boston; New York, 1885-1903); J.L. Myres, The Metro­
potan Museum ofArt: Handbook of the Cesnola Collection ofAnti­
g"is foCyrus (New York, 1914) ). Roger DavisT.BL
ebster, 'Cesnola Terracottas in the Stanford University Mu­
seum", Studies in Mediterranean Archaeology XVI (1961), 2-28.

'The numbers refer to the catalogue by Felice Gino Lo Por­
to, La collezione cipriota delMuseo di Antichita di Torino. Archaeolo­
gica 61 (Roma: Giorgio Bretschneider, 1986).
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Joachim BRAUN, The Iconography of the Organ: Change
in Jewish Thought and Musical Life.

The organ, a musical instrument with negative attnbutes in
Jewish history of music mainly due lo the Clmstian affiliation,
exemplifies the processes of change in Jewish musical thought
and practice. \ Vhi!l· c\l'Jr arclrncological evidence of the organ in
ancient Palestine appears in a Samaritan-Jewish context (3rd-4th
century), the biblical and post-biblical terminology ('ugav, arda­
bals, hardels, magrephal) shows great uncertainty, even mix-up.
The central source of this in the Renaissance seems lo bc the
drawing of a magrepiah as Temple instrument in Joshua ibn
Ga'on'smanuscript(13th-14th century). Later manuscripts of the
rabbinic literature show the organ as part of the Jewish synago­
gue service, which has paved the way for the instrument into Je­
wish muscal life in later centuries. Accompanied by the Chris­
liiln lr,1Jition of liturgical organ perfornrnnce, the inslnmwnt was
accepted in certain Jewish communities. This is a unique pheno­
menon of change in musical life resulting from change m
iconography.

Rosina BUCKLAND, Sounds of tlze Psalter: Orality and
Musical Symbolism in the Luttrell Psalter.

The Luttrell Psalter (British Library, MS add. 42130) is a
richly decorated manuscript produced for a knight of Lincoln­
shire some time between l325 and the early 1340s. On many of
the folios, in the marginalia and the hustoriated initials, there are
representations of people and hybrid creatures engaged in music­
making. Originating; as poems and hymns, the psalms were recit­
ed aloud or sung as an expression of individual devotion or
within the Mass. Their oral quality is re0ected in this Psalter in
both the formal appearance of text and illuminalion, and in the
use of specific musical iconography. The Psalter thereby serves
as a physical embodiment, a memory, and a sign of the actual
performance. In lhe fourteenth century, theological ottitudcs to­
ward music made distinctions according to instrumcnl, use, and
context. As a result, the musical imagery within the Psalter can­
not be read simply as a transparent representation of practice but
rather possesses symbolic possibilities. The combinations and
juxtapositions of images of music-making of the Luttrell Psalter
constitute a deliberate mcssJ.ge concerning the radically opposed
forms in which music can appear, the rational and liturgical vs.
the devilish and corrupting. In perhaps an acknowledgment of
the impossibility ofcontrolling the latter type, the Psallcr demon­
strates instead an atlempt to co-opt it into the service of the
sacred.

Gabriele BUSCf-1-SALMEN, Ado/pi, Mettzefs »F/6/e11-
konzert Friedrichs des Gro~en in Sanssouci«: Ein ver­
trautes Gemlde, 150 Jahre nach seiner Fertigstellung
neu gesehen [AdolphMenzel's "FlotenkonzertFried­
richs des Grof3en in Sanssouci": A trusted painting,
newly seen 150 years after its creation].
Since 1852, when Adolph Menzel finished painting his ''Fl0lcn­
konzert in Sanssouci", the work remained one or the main docu-
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ments demonstrating musical interests of Frederic the Great. The
composition with sixteen figures, shows the king playing the
flu le, placed in lhccenl'r,11 posit10n, but without any visible con­
tact to the audience and his court musicians. MC'.nzel was well
aware of the divertissement practice in courtly life, and he pur­
posely isolated the king to emphasize his significance as a sove­
reign monarch: the fortepiano is closed, his accompanist Carl
Philipp Emanual Bach sits in the wrong posil'ion, and the string
players are waiting. The study of the painting examines the histo­
ric and portrait genres, numerous Menzel's preparatory sketches,
and his early ideas and illustration concepts found in Franz Kug­
lers Geschichte Friedrichs des Grossen (1840-12).

Alan DAVISON, The Musician in Iconographyfrom t/ze
1830s and 1840s: The Formation ofNew Visual Types.

Several new and significant themes in the iconography of
the musician were established in the second quarter of the nine­
teenth century. Broadly speaking, these themes reflect attempts
lo represent the musician within the context of Romantic beliefs
on the musician and their place in society. One of the main con­
sequences for the iconography was a change in pictorial style
that resulted in a new emphasis upon the physiognomic rather
than the pathognomic aspects of the subject.

This physiognomic emphasis could be achieved via a varie­
ty of means and be of various degrees of soplustication, ranging
from the manipulation of the sitter's physiognomy or expression
to the mantpulation of lighting and background. Whatever the
case, the resulting emphasis reflected an attempt to highlight the
"inherent" qualities of the musician rather than their emotional
- and therefore merely reactive - state at any given moment in
time. This physiognomicemphasis unites an otherwise disparate
iconography, ranging from neoclassical and Romantic "high­
art" oil portraits lo mass-market popular lithographic prints.

Monika FINK, Farb-Klinge und Klang-Farben im Werk
von OlivierMessiaen [Color-sounds and sound-colors
in the work of Olivier Messiaen].

Olivier Messiaen belongs to those composers who have the
potential to combine different sensory impressions and in whose
work the color-tone analogy is imporl'ant. This essay explores the
imporlance of color in Messiaen's creative process, his U1tnking
in analogies, and the association of colors and sounds or modes,
drawing on examples from his works, especially the early work
Pn:ludcs,

Mark HOELL, Concerning the Origin and Dissenina­
tion of the Mesoamerican Slit-Drum.

The slit-drum indigenous to ancient Mesoamerica (which
includes much or modemMexico and Central America) is distin­
guished by stylistic characteristics, such as H-shaped slits and a

261



Music in Mt XXVlll/1-2 (2003)

bottom cutout. It is known from the archaeological record and
versions have been used through Colonial-to-modem times.
Possible sources for the instrument are examined, including the
ongm of the rubber-tipped mallets used to .-,trike 1l (the beater
and the idiophone possibly considered equal components of the
sound maker) The slit-drum appears to be one among several
Mesoamencan objects that have associations with Lowland and
Highland cultural areas. It developed in the Lowlands but that
its dissemination followed Highland epans1on If so, an under­
standing of this association may not only reveal theorigin for tlw
instruml'.nt but also provide information conct'rningMcsoam<'n­
c1n l'j'bt,•mology.

Colin 1-]UEHNS, Lovely Ladies Strokiug Strings: Depic­
tions ofH11qi11 i11 Clzi11esc Export VVntcrcolours.

The essay attempts to plug some of the gaping holes in our
patchy knowledge of the history of the principal family of Chi·
nese bowed instruments known collectively as huqn. Because,
prior to the rdorms r,f Liu Ti.i.nhua in the 1920s and l930s, these
instruments were most normally playedby the lower ranksof so­
ciety - bcgi;,1rs, llw;1tnr.1l l'nlrrt,1ini..'rs, prostitutes, till' rural poor
anJ Llw like - depictions of tJwm in the visual arts patronised by
the Chinese political establishment are extremely rare, thus deny­
mnyg the modem scholar pl!rh,1ps potentially the most import.mt
source documenting their early cvoluhon. However, Chinese ex­
port watercolors produced in the late eighteenth and nineteenth
cenhmc~, lx:-causc thi.!)' \\'NC' painted for a Western audience lar­
ely ignorant of such social connot,11ions, contain a relatively
large amount of such pictures, tlw lmqin played mainly by ladies,
pri:!Sunmbly of the "entertainment" irnJustry. Most arc detailed
portr;lits, and as such reveal much concerning instrumt.'.nl con­
structon and playmng technique, ns well as dress, social status
and sometmws 1e'ns(•mbll' context - in fact, they may well be llw
richest n.nd most accurnll'contcmporary source to have survived.
A sequence of 25 such album leaves arc discusses in detail, and
tilt' information they show is related to an nccount of modern
playing practices.

Irmgard JUNGMANN, Tanzen im 15. Jahrhundert -
Der Reigen in Deutschland: Realitdt oder Imagination?
[Dancing in the 15th century - The round dance in
Germany: Reality or imagination?].

Dance rese.irchers worked until recently on thepremise that
throughout the Middle Ages and well into the 15th century,
people m Gcrman-spcakmg rnuntrics, just as m the rest o( Eu­
rope, danced the round dann.' fomting a line holding each other
by hand nmi pmgrcssing eiUter like a snake or in a circle. It was
assumed that the bnsse danse spread from Italy and France to
nC'1ghboringcounlries during the 15U, century. However, a closer
inspection of the Janee situation inGcm,any produced evidence
that the historical dC'velopment herewasdifferent. There isno in­
dication that the round dance was performed during the 15th
CL'nlury among dancers ofany social class. The iconographical re-
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ferences in particular show that in Germany only the proces­
sional formation was performed where pairs moved in a Circle
one behind the other. II must be assumed, therefore, that for both
the rural and urban folk as well as for the courtly socirty, the
processional formation represented a specific dance form, which
must have existed in German-speaking countries long before the
spread of tht• basse danSl'. Iconographic sou~ces, \~1hich have not
yet been interpreted inmusical context, provide evidence that the
processional formation was customary inGermany from nt least
1400.

MarinMARIAN-BALASA,Music on Money.: Stale Legiti­
mation and Cultural Representation.

Following the filigree inscribed on 20th-century paper
money (thl' most popular posters and adwrtising means, that
b:mknotes are), one can nol'ice how slates, as the owners of mo­
ney, ceased promoting themse!VL'S exclusively through power
symbols,and were gradually introducingilluslrahonsofcivil va­
lut..!S and cultural symbols. With images emphasizing mitiunnl
culture, states promote their liberal aspects and genrrosily. In
this rnnlt•xL music can charm and soften the idea of submission
- which is what the supreme .secular power expects from people.
The example of euro is used lo investigated the political struggle
between nationalism and cosmopolitanism, between local sym­
bol and federative policy, where both music and its lnck tell a
critical, ambiguous discourse.

Cristina SANTARELLI, I/ fregio con angel usicanti di
Tri11idnd e la musica nelle 111issio11i ges11itic/,e de/ Parn­
gay [The freeze with angel musicians at Trinidad
and music of Jesuit missions in Paraguay].

Upon arriving to Paraguay in 1588, Jesuit missionaries
founded many utopian conununihes (the so-called "rcduccio­
nes"), that became eloquent l'cslimonics of the highly organized
and spiritually motivated lives of their Indian residents. From
dawn to dark, the church bell rang marking the daily division of
work nnd study, prayer and recreation. Not surprisingly, the
churchformed the physical and spiritual heart of Lhc community,
mspt~nganoutpouringof art'istic and architectural productivity
previously unknown among the natives. Expelling the Jesuits
from America m 1767, kmgCharles Ill of Spain abruptly brought
to an end one of the most daring and successful social experi­
ments in the New World. Today, after 200 years of neglecting,
the ruins of the missions are being rescued from the ravages of
time, and remainsof 30 buildings are prl'served in Paraguay, Bo­
hvm, Brasil, and Argentina. The frieze decorating the apse of till'
Church ofTrinidad (Itapud) is taken here as a starting point in an
cxammat10n of musical hfc m Jesuit missions in the territory o(
heGuaranies during the Baroque era. The anonymous 18lh-ccn­
tury bass-relief shows a series of angel musicians playing diffe­
,,"",",""1""seed»»reseter4. sore.ts.soi.oes.ts

, rumpet, lrad1honal m hturgical music of the period.
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1861-1900
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Usully considered as a period oftransition for Italian Melodrama, the ls
forty yeans of the nineteenth-century, in ters of music, arc largely
unexplored where, apart from Giuscppc Verdi and other equally famous
composers. many otht·n struggle to achieve a position m the opcr.ttlc worl~
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A11i del Cenegno di studi (fori110, 28-291101/fmb,c 2001)

A CURA DI ALESSANDRO PONTREMOLI

The theme ofcountenances and their role in con\'eying alfrcrion ll considered
from various pomt1 of ,,ew: in philosophical spheres, with 1he ineviuble
allusion toNeoplatonism and Ficino; in artistic literature where a physiognomic
conccpc ofportr.11t11s crcJtcd; 111 court fmivitics or religious celebrationswhere
the spectacular style ofcommunication hs a grcati:r impact chan the cxprcssivc
tr.uts of th,: actors, dancers and musicians themselves.

Biblio1rc::a drll' "Arc:hivum Romanicum... Serie I, ,·ol. Jtl
2003, I 17 Xx24, 314 pp. con 14 tJ\'V. ft.€ 31,00 [ISBN 88 u2 5256 XJ
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