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CUVANT INAINTE

Vizitarea muzeelor, a expozitiilor, apropierea de opera de arta, chiar si
acum, in secolul vietii super-tehnologizate siinformatizate, este o experienta
cultural-artistica puternica. Aceasta te face partas la intelegerea continutului
ideatic si, mai ales, emotional al creatiei. Publicul de azi se asteaptd sa
gaseascd in muzeu piese valoroase, dar — mai ales — ,,interesante”, intr-un
spatiu si o atmosfera specifice, deosebite, o alternativa competitiva pentru
un anume mod de petrecere a timpului liber.

Muzeul National Brukenthal, prin patrimoniul exceptional pe care il detine
si prin faima Tntemeietorului sdu, atrage vizitatorii de mai bine de doud
secole. La inceput (in anul 1790), deschis doar pentru cunoscatorii privati,
vizitatori ai guvernatorului Transilvaniei (intre 1777-1787), baronul Samuel
von Brukenthal, devine muzeu public in 1817. Este cel mai vechi muzeu public
din Romadnia si unul dintre cele mai vechi muzee de acest fel din Europa.

Aprecierea pe care o avem pentru oaspetii nostri, mereu mai bine
pregatiti si mai pretentiosi, a generat modificari majore si o modernizare
fundamentala in modul de a gandi muzeul, de la tematica expozitionala
la oferta de publicatii de specialitate si / sau de popularizare, precum si la
modalitatile de colaborare si comunicare cu publicul. In cadrul acestui proces
complex de reorganizare si restructurare din ultimii ani s-a creat cadrul
propice desfasurdrii activitatilor de valorificare stiintifica si expozitionald
a patrimoniului, au fost create spatii noi care au permis cresterea si
diversificarea substantiald a lucrarilor din colectii oferite publicului si a
modalitatilor de prezentare a acestora.

Galeria de Artd Romadneascd este una dintre sectiile Muzeului National
Brukenthal complet restructurate. Tn ansamblul patrimoniului muzeal,
colectia de pictura romaneasca se distinge prin originalitate si numarul
semnificativ al lucrarilor de valoare. Amenajarea unui spatiu nou pentru
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Arta romdneascd a devenit necesara odata cu instalarea colectiei de pictura
europeana din mostenirea baronului Brukenthal in sdlile ambelor etaje ale
Palatului. Prezenta cladirii Casei Albastre, in proximitateaacestuia, si existenta
unei cdi de acces intre cele douad edificii, a creat posibilitatea utilizarii sale
ca spatiu expozitional si de depozitare. Amplele lucrari de restaurare si
reabilitare ale cladirii au fost urmate de amenajarea salilor la cele mai nalte
standarde muzeistice. S-au realizat dotari cu sisteme moderne de etalare,
protejare si depozitare a lucrdrilor. Sdlile au fost gandite la nivelul tematicii
si al spatiului de expunere, astfel incat sa creeze vizitatorilor — mai mult sau
mai putin initiati, precum si specialistilor — o ambianta cat mai placuta, o
atmosfera intimad si confortabila Tn care sa poata savura lucrarile expuse, sa
aiba o comunicare deplina cu opera de artg, sa se informeze, sa se educe si,
in acelasi timp, sd se relaxeze.

Inpofida,,concurentei” pe care o reprezinta Colectia de picturd europeand,
vizitatorii romaniisi doresc sa vada si pictura romaneasca atunci cand intrain
muzeu, iar calitatea si confortul expunerii din Casa Albastra fi farmeca pe toti
si fi opresc timp Tndelungat in salile galeriei. Pentru publicul local, expozitia
este o posibilitate de a cunoaste maibineistoria culturald a comunitatii locale
sia,,trdi” in mijlocul oamenilor si locului din secole trecute, prin intermediul
imaginii. Pentru elevi, ea constituie un excelent cadru de educatie neoficial,
implicit mai atractiv si mai relaxant. Familiarizarea lor cu experientele de tip
cognitiv oferite prin expozitia de artd romaneasca permite, printr-ointelegere
estetica si stiintificd, o constientizare a patrimoniului cultural local, national
si universal si a apartenentei la o identitate locala. Mai mult chiar, copiii sunt
fascinati in salile luminoase si intime, le sunt stimulate fantezia, imaginatia,
sensibilitatea, li se cultiva sentimentul de respect si admiratie fatd de adevar
si perfectiune.

Din experienta anilor trecuti, stim cd vizitatorii din strdindtate doresc,
de cele mai multe ori, sa vada Arta romdneascd in primul rand. Este o cale
eleganta si profundd de a intelege mai bine tara pe care o viziteazd, iar
conceptul expozitiei noastre permanente le ofera posibilitatea de a observa
contingentele cu pictura europeana, precum si originalitatea artei noastre
nationale.

6

GALERIA DE ARTA ROMANEASCA
THE ROMANIAN ART GALLERY



Pe simezele noii expozitii permanente sunt prezentate aproximativ 200 de
tablouriilustrative pentru evolutia picturii din Romania, in perioada cuprinsa
intre secolele XVIII-XX. Vizitatorii sunt invitati sa descopere fermecatoarele
opere ale artei romanesti. Tablouri aflate acum in expozitie au reprezentat
Romania si la manifestari expozitionale internationale. Printre acestea se
numara Casele la Vitré, a lui Nicolae Grigorescu (la Expozitia Bdncii Federale
din Washington, 2005), tablouri ale lui Heinrich Trenk, Misu Popp, Arthur
Coulin, Octavian Smigelschi, Gheorghe Petrascu, Theodor Pallady admirate
la Expozitia de artd romdneascd de la Anvers din 1995, sau Compozitia XX
participanta la fabuloasa retrospectiva Mattis-Teutsch si Cdldretul Albastru
din Muzeul de Arte Frumoase din Budapesta si din Haus der Kunst din
Miinchen in 2002-2003, precum si multe altele. Aveti prilejul sa vizionati
riguroasele portrete ale artistilor de secol XVIII, tablourile aflate sub
influenta Biedermeier-ului, elegantele portrete ale lui Gheorghe Tattarescu
sau bine-cunoscutul Autoportret al lui Theodor Aman. Expunerea continud
cu lucrdrile lui Nicolae Grigorescu, cu melancolia florilor lui Stefan Luchian
si a peisajelor lui loan Andreescu. Reprezentantii avangardei din Romania
va vor conduce in miezul fenomenului artistic european prin operele lui
Corneliu Mihadilescu, Mattis-Teutsch, Hans Eder, Grete Csaki-Copony sau
Hermann Max Maxy. Perioada interbelica este ilustrata de cativa dintre cei
mai importanti reprezentanti: Theodor Pallady, Gheorghe Petrascu, pictorii
,Grupul celor patru”’, urmati de Alexandru Ciucurencu, Corneliu Baba si lon
Tuculescu (precum si alti mari pictori romani).

V& invitam, asadar, sa trditi o adevdrata experienta de cunoastere,
spiritualitate si frumusete, in Galeria de Artda Romaneasca a Muzeului
National Brukenthal.

Prof.univ.dr. Sabin Adrian LUCA
Manager al Muzeului National Brukenthal
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FOREWORD

Visiting museums and exhibitions, understanding a work of art is, even
today, in the era of computers and super-technology, a powerful cultural
experience. One becomes a partaker of its ideational and emotional
content. The present time public expects to find valuable, but especially
“interesting” exhibits in a specific, special, atmosphere and space, a
competitive alternative to spending spare time.

The Brukenthal National Museum, with its rich and exceptional collections,
has been constantly rising into public notice in the past two centuries, thus
establishing its undisputable reputation. Opened in 1790 to connoisseurs,
private guests of Baron Samuel von Brukenthal, Governor of Transylvania
(between 1777-1787), it became a public museum in 1817. It is the oldest
public museum in Romania and one of the three oldest in Europe.

The high regard in which we hold our constantly better grounded and
more exigent visitors has brought forth major changes in the way the
museum is organized, in the exhibition conception and presentation, in the
specialized publications on offer, in the collaboration and communication
with the public. The past few years have witnessed significant changes, new
considerations now govern the spaces and the display of a great diversity of
exhibits.

The Romanian Art Gallery is one of the departments which have been
completely restructured. The collection of Romanian paintings consists of
a large number of works renowned for their originality and artistic value.
The creation of a new space became necessary after Baron Brukenthal’s
collection was displayed on both floors of the Palace. The adjoining Blue

House became its new exhibition medium. The building was refurbished and
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the rooms were supplied with modern equipment destined to house and to
protect the paintings. The environment of the exhibition is meant to display
the collection to good effect, to the benefit of the visitor who is encouraged
to enjoy the paintings, to build a relationship with the work of art, to learn
about it and last but not least, to relax.

Although the Collection of European Painting is a serious “competitor,”
Romanian visitors specifically wish to see the national collection of paintings.
The spatial disposition of the collection creates an impact on the visitor who,
charmed by the paintings and by the atmosphere, tends to linger before
leaving the gallery. Local visitors are provided with the possibility to learn
more about the history of their community while the images take them back
to a time they know little about. For pupils and students it is another milieu,
more attractive and more relaxing for learning than the traditional ones.
The experience they gain by learning about Romanian art allows them to
understand and to appreciate the importance and the value of their cultural
heritage, to understand that it is an important and unique component
of world patrimony, to find and to define their own identity. Moreover,
children are fascinated by the brightness and the intimacy of the rooms,
their imagination and their sensitivity are stimulated, and they understand
the meaning of such words as truth and perfection, for which they begin to

manifest respect and admiration.

Past experience has taught us that foreign visitors are especially
interested in learning about Romanian art. This is an elegant and profound
manner in which they come to understand the country they visit. The
concept of our permanent exhibition provides them with the possibility to
observe the originality of Romanian art as well as the connections between

Romanian and European art.

There are about 200 works on display in our permanent exhibition,
illustrative of the evolution of national painting between the 18" and the
20t centuries and the visitors are invited to discover their charm. Many of
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them have represented Romania in numerous international art exhibitions.
Among them Houses at Vitré, by Nicolae Grigorescu (at the Exhibition at
the Federal Reserve System in Washington, 2005), paintings by Heinrich
Trenk, Misu Popp, Arthur Coulin, Octavian Smigelschi, Gheorghe Petrascu,
Theodor Pallady admired at the Romanian Art Exhibition in Anvers in 1995, or
Composition XX, displayed at the fabulous Mattis-Teutsch and The Blue Rider
Retrospective housed by the Museum of Fine Arts in Budapest and at the
Haus der Kunst in Munich in 2002-2003, not to mention many others. You
will have the possibility to admire the rigorous portraits of the 18" century
artists, the paintings executed under the Biedermeier influence, Gheorghe
Tattarescu’s elegant portraits or Theodor Aman’s well known Self Portrait,
followed by some of Nicolae Grigorescu’s oeuvres, by Stefan Luchian’s
melancholic flowers and lon Andreescu’s landscapes. The representatives of
the Romanian Avant-garde, Corneliu Mihdilescu, Mattis-Teutsch, Hans Eder,
Grete Csaki-Copony or Hermann Max Maxy will lead you to the very core of
this European artistic phenomenon. The inter-war period is also illustrated
by major representatives: Theodor Pallady, Gheorghe Petrascu, the artists
who made up ,,The Group of Four” etc., followed by Alexandru Ciucurencu,

Corneliu Baba, lon Tuculescu and others.

We invite you, therefore, to encounter and experience knowledge, spirit
and beauty in the Romanian Art Gallery of the Brukenthal National Museum.

Professor Sabin Adrian LUCA

General Director
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INTRODUCERE

Colectia de artd romaneascd a Muzeului
National Brukenthal s-a constituit ca
unul dintre cele mai originale si mai
reprezentative fonduri de acest fel din tara.
Peste 1600 de lucrdri, inegale valoric, dar
cuprinzand si unicate precum si lucrdri de
mare expresivitate artisticd, din perioada
cuprinsd intre secolele XVI — XX, ilustreaza
evolutia picturii din Romania, cu specificul pe
care aceasta |-a avut in diferite zone ale tarii.

Rezultat al unui fenomen istoric complex
si indelungat care s-a desfdsurat pe parcursul
a aproape doud secole, colectia are azi
capacitatea de a reflecta aspecte importante
legate de mostenirea spirituald a acestui
spatiu geo-cultural: curente, stiluri, maniere
sau tendinte artistice, felul in care ele au fost
asimilate si prelucrate, moda diferitelor etape,
influenta asupra artei locale si a gustului
public, comanda sociald, gandirea curatorialg,
politica culturald si succesiunea oranduirilor
care s-au perindat peste acest areal cultural,
cu crizele sau etapele de bunastare.

Cercetarea modului in care s-a inchegat
colectia — a principiilor care au stat la baza
formdrii ei, a provenientei pieselor si a felului
n care ele au intrat in muzeu, a ,,politicii de
achizitii” etc. — a probat faptul ca acest proces
a parcurs mai multe etape distincte, de la
fnceputuri pand in prezent, conferindu-i astfel
un caracter complex, national si multietnic.

Originalitatea acestui fond patrimonial
o constituie prezenta — alaturi de lucrari ale
celor mai importanti pictori romani — a unui
numar insemnat de tablouri (cca. 800 de
piese) ilustrative pentru evolutia fenome-
nului artistic transilvdnean, cu deosebire
a celui din sudul provinciei. Din punct de
vedere etnic acest fenomen a avut un aspect
eterogen, care a inclus, alaturi de romani,
germani, maghiari si un numar important de
artisti din diferite zone ale Europei centrale.
Asimilarea lor sau a tendintelor artistice
fnnoitoare pe care le-auimplementat deseori,
se explica prin fenomenul ,,artistilor cdlatori”
sau ,itineranti”, caracteristic pentru viata
artisticd a secolului al XIX-lea.

PREFACE

The collection of Romanian art belonging
to the Brukenthal National Museum
is one of the most original and most
representative of its kind in Romania.
More than 1600 creations, of unequal
value, but comprising works of great
artistic expressiveness, dated between
the 16" and the 20 centuries, illustrate
the evolution of Romanian painting with
its regional characteristics.

The result of a complex historical
phenomenon which lasted more than two
centuries, the present day collection reflects
important aspects of the spiritual heritage
of this geo-cultural space: currents, styles,
artistic manners and tendencies, the way
they were assimilated and transformed,
the fashion which characterized each
stage, the influence on local art and public
taste, the social commissions, the thinking
of the curators, the cultural policy and the
succession of social orders with the periods
of depression or prosperity they brought
upon it.

Researching the becoming of the
collection - the principles on which it was
based, the origin of each piece and the way
it became part of it — led to the conclusion
that the whole process knew several distinct
stages which give it a complex national and
multiethnic character.

The originality of this collection
is given by the presence not only of
works belonging to the most renowned
Romanian painters, but also by a large
number of paintings (approximately 800
works) which illustrate the evolution of
the artistic phenomenon in Transylvania,
especially in its southern part. Ethnically, this
phenomenon is heterogeneous, including
not only Romanian, German and Hungarian
artists, but also artists coming from Central
European areas. Their assimilation or the
innovating artistic tendencies they often
implemented are explained by the presence
of “travelling artists” characteristic of the
19* century.

INTRODUCERE
PREFACE
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Primele lucrari intrate in colectie sunt
legate (indirect), de activitatea de colectionar
antemeietorului cunoscutului muzeu, baronul
Samuel von Brukenthal. Acesta, concepand si
constituind o colectie de picturd europeana de
mare prestigiu, areusit sa creeze la Sibiu 0,,nisa
culturald” prin care sa pund orasul in legatura
cu evolutia gandirii artistice din marile centre
culturale ale continentului. Numarul lucrdrilor
care provin din asa numitul ,,fond vechi” este
foarte mic, deoarece baronul Brukenthal si-a
indreptat atentia asupra principalelor scoli
de pictura europeand. Asociate cu numele
fondatorului muzeului, lucrari ale lui Johann
Martin Stock, Franz Neuhauser s.a. (artisti care
au activat in preajma baronului, intrand sub
influenta modelului cultural pe care acesta I-a
impus la Sibiu) au fost dintre primele lucrari
donate si achizitionate pentru colectie.

Pana in a doua jumatate a secolului al
XIX-lea nu putem vorbi de o colectionare
propriu-zisa, ci mai degraba de achizitii si
donatii sporadice. Pe parcursul deceniilor
care au urmat, faima Muzeului Brukenthal a
fost unimpuls important pentru imbogdtirea
colectiei si conturarea profilului ei, generand
o miscare sustinutd de donatii care (e drept
mai firav) se prelungeste pana astazi.

Unul dintre cele mai timpurii momentele
n care s-a pus problema achizitionarii de piese
de artd locala este legat de Prima Expozitie
de Arta de la Sibiu din anul 1887, eveniment
de anvergurd europeana, cand, aldturi de
creatiile unor artisti contemporani europeni,
s-au cumpdrat silucrdri de arta transilvdneana.

Michael Csaki, custode al galeriei intre
1892-1927, cel care a reusit sa facd cunoscutd in
Europa valoroasa colectie de artd europeand a
Palatului Brukenthal, in catalogul sau din 1893
(Fuhrer durch die Gemdldegalerie), inregistreaza
separat lucrarile transilvanene in asa numita
Heimische Kunst, care cuprindea 40 de pozitii.
In anul 1901, in cadrul ,,scolii locale” erau
nregistrate 120 de lucrdri, care erau expuse
n continuarea colectiei de arta europeans, la
etajul al doilea al Palatului Brukenthal.

Modernizarea societatii transilvanene, la
Tnceputul secolului al XX-lea, aduce modificari
importante siin atitudinea fata de fenomenul

With the first works acquired when he
started his collection, Baron Samuel von
Brukenthal set the basis of a prestigious
collection of European painting and
created a “cultural niche” that set Sibiu
in connection with the great European
cultural centres which were the melting
pot of artistic thinking. The number of
works belonging to the so called “old
patrimony” is very small because the
Baron focused his attention on the most
important European schools of painting.
Yet, true to the educational side of the
“Brukenthal model”, he was a patron of
local art, supporting its development.
Johann Martin Stock, Franz Neuhauser
(two artists involved in the conservation,
restoring and systematizing the works
belonging to European schools of
painting), but also other artists who were
active in Sibiu in the second half of the 18t
century, were influenced by the Baron’s
cultural model. Their works, associated
with the name of the founder of the
museum, were the first to be donated, or
purchased, for the collection.

Before the first half of the 19" century
we cannot speak of an organized activity
of collecting, but only of acquisitions
and donations. In the following decades,
however, the fame of the Brukenthal
Museum stimulated, even determined, the
enriching of the collection outlining its profile
and generating a succession of donations
which (although timidly) continues until
today.

In 1887, when the first Art Exhibition
was organised in Sibiu, the opportunity
presented itself for the acquisition of
creations belonging to local artists. Works
by Romanian and European artists, of an
already established fame were displayed
alongside. A jury announced the criteria for
the purchasing of a painting: artistic value,
popularity, importance of the artist and, alas,
price.

Michael Csaki, custodian of the gallery
between 1892 and 1927, who made the
collection famous in Europe, in his 1893

14
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artistic, al cdrui rol pe plan social devine
tot mai important. In acest cadru, Muzeul
Brukenthal, sustinut de Asociatia Sebastian
Hann, infiintatd in anul 1905, se implicd tot
mai mult Tn sprijinirea artei locale, una dintre
modalitati fiind cresterea numadrului de
achizitii din creatia artistilor locali.

In entuziasmul preocuparilor de imbo-
gatire a colectiei, In anul 1911, pentru
cresterea fondurilor necesare investitiilor in
arta contemporand, a aparut chiar varianta
vinderii uneia dintre cele mai valoroase
lucrdri de picturd europeand ale colectiei,
Omul cu tichia albastrd a lui Jan van Eyck,
pentru care se primise oferta de 1.000.000 de
florini. Propunerea, sustinuta de un grup de
tineri artisti din Brasov si Sibiu, a fost aspru
amendata de sustindtorii pastrdrii integritatii
mostenirii Brukenthal, in frunte cu custodele
Michael Csaki.

Registrele curatoriale din anii urmatori
atestd achizitionarea de lucrari ale unor
artisti locali la preturi stimulative. Constiinta
valorilor pe care le detine muzeul si a
standardului fnalt pe care acesta il impune,
determina o atitudine riguroasa si selectiva
in politica de achizitii.

Dificultatile financiare cu care institutia
se confrunta in deceniile patru-cinci ale
secolului trecut duc la diminuarea achizitiilor,
situatie compensatd intr-o mica madsurg,
ce-i drept, prin acte de donatii (ca cel al
directorului muzeului, Emil Sigerus - 14
lucrari de picturd, in anul 1935). Oferite mai
cu seamd de cdtre locuitorii orasului Sibiu,
donatiile implica Tntelegerea faptului ca
muzeul este cartea de vizita a orasului si
poate servi oricand drept model cultural.

Politicadeachizitiidin perioadainterbelica
se axeaza pe o viziune mai complexa si
diversificata a fenomenului artistic din sudul
Transilvaniei si chiar al intregii provincii.
Dintr-o colectie de artd sdseasca ea devine o
colectie de artd transilvdneana, edificatoare
pentru sudul provinciei, ce oferea si repere
artistice pentru intreaga regiune.

Caracterul transilvanean preponderent
sasesc suferd o puternica infuzie de arta
transilvaneana romaneasca, la Tnceputul

catalogue (Flhrer durch die Gemdldegalerie),
decides to register the Transylvanian
paintings separately: there are 40 of them in
the so called Heimische Kunst. The preface of
the catalogue republished in 1889 mentions
that, between 1886 and 1889, 38 paintings
and drawings, part of them donated by the
German professor Carl Dorschlag (1832-
1917), who had settled in Sibiu, became part
of the collection. In 1901, the rooms on the
second floor of the Brukenthal Palace housed
120 paintings belonging to the “local school”.

The modernization of Transylvanian
society at the beginning of the 20" century
brings about a change in the attitude towards
the artistic phenomenon, whose role in
society becomes more and more important.
This gives the Brukenthal Museum,
backed by the Sebastian Hann Association,
the opportunity to become even more
involved in supporting local art, especially
by means of purchasing a larger number of
valuable paintings by local artists. Such was
the enthusiasm which accompanied the
enrichment of the collection that, in 1911,
in order to invest in contemporary art, the
idea of selling Jan van Eyck’s Man in Blue
Cap, for which the museum had been offered
1,000,000 florins, was put forward. This idea,
supported by a group of young artists from
Brasov and Sibiu was, however, strongly
criticized and rejected by the custodian
Michael Csaki and by all those who were in
favour of maintaining the integrity of the
Brukenthal legacy.

For the following years, the registers
prove that the curators were extremely
receptive to the new tendencies in cultural
life. Numerous entries attest that paintings
were bought from local artists for very
stimulating prices. Awareness of the values
the collection comprised as well as the high
standards that such values set, determined
a rigorous and very selective attitude in the
policy of acquisitions. Creations considered
to be works of art were bought for significant
sums of money. For instance, for his painting
Cisnddioara, Carl Dorschlag was paid 600
crowns.

INTRODUCERE
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deceniului sase al secolului trecut, prin
asimilarea colectiei Muzeului,,ASTRA”, abuziv
desfiintat de noul regim instalat in 1947.

Programul de sustinere a culturii
romanesti al Asociatiunii transilvane pentru
literatura romana si cultura poporului roman
,»ASTRA” (infiintatd Tn anul 1861) cuprindea
si preocupdri pentru constituirea unei colectii
de artd plastica romaneasca, prima initiativa
de acest gen din provincia intracarpatica.
Tnceputurile colectiei s-au realizat prin actiuni
de donatii facute de membrii ,,ASTREI” de pe
intreg teritoriul Transilvaniei, pentru ca ulterior
sd se elaboreze un program sistematic de
colectionare. Fondurile necesare au provenit
n principal din contributiile intelectualilor
romani, dar si din partea comunitatilor
rurale. Prima donatie de lucrdri de arta
plasticd, 15 ,tablouri istorice”, mentionata
n documentele ASTREI, dateaza din anul
1904. in timp, probabil fird s3 fie strdind
de existenta in oras a unui alt mare muzeu,
se naste ideea ca aceste obiecte doar
colectionate si depozitate nu fsi indeplinesc
intru totul menirea, conturandu-se ideea
infiintarii unui muzeu. Acesta ar fi reusit sa
ndeplineascad si scopul de ridicare culturala a
maselor, care figura in programul Asociatiunii.
La inaugurarea Muzeului ,, ASTREI” din
august 1905, In expunere se afla si un numar
important de portrete ale unor personalitati
istorice romanesti, ca George Barit, Vasile I.
Popp, lacob Bologa, Emanoil Gojdu, Vasile
Alecsandri etc. Colectia cuprindea la acea
datd si lucrdri ale lui Constantin Georgescu,
loan Costande, Sava Hentia, Misu Popp, artisti
romani cu contributii notabile in evolutia
artelor plastice romanesti.

Inregistrarile din anii urmatori dovedesc
o crestere constanta a colectiei, prin aceleasi
cai (achizitii si donatii), fie de la particulari,
fie prin intermediul unor alte institutii
sustindtoare ale activitdtii ,,ASTREI”. n
acest spirit pictorii Aurel Popp, Dumitru
D. Cabadaieff, Ilie Chidu doneaza lucrari
muzeului.

Obtinerea ,lasdamantului artistic” al lui
Octavian Smigelschi determind o crestere
considerabild a numarului si valorii fondului

In the 1930s and in the 1940s, the
Museum faces serious financial difficulties
and only donations come to enrich its
patrimony. In 1935, Emil Sigerus donates
14 paintings. Others followed his example,
especially in the years after World War 1I.
Such an attitude, coming from the people
of Sibiu, proves that they understood the
significance of this institution, that they saw
it as an emblem of the city, as a permanent
cultural model.

In the inter-war years the policy of
acquisitions was based on the complex
and diversified artistic phenomenon in the
southern part of Transylvania and, indeed, in
the whole of the province. Once a collection
of Saxon art, it now becomes a collection of
Transylvanian art.

In 1947, when the new regime abusively
closes down the ASTRA Museum, the Saxon
character of the collection receives an
infusion of Romanian art by the assimilation
of its collection.

The Transylvanian Association for
Romanian Literature and Culture, “ASTRA,”
had been founded in 1861 with the
purpose of supporting Romanian culture
in Transylvania. Among other projects,
it was set on establishing a collection of
Romanian paintings, the fist initiative of this
kind in Transylvania. Before a systematic
plan was devised, the first paintings were
donated by ASTRA members from all
over Transylvania. Romanian intellectuals
and rural communities also contributed
with sums of money destined for the
acquisition of paintings. One of the ASTRA
documents, today in the State Archives
in Sibiu, mentions that in 1904, Mrs. lulia
Patita donated 14 ‘“historical paintings.”
The programme of the Association was to
educate the masses and so, in time, the
idea that this collection, in order to fulfil
its mission, should be in a museum, began
to take shape. The ASTRA museum was
inaugurated in August 1905 with, among
other creations, a significant number of
portraits of personalities, such as George
Barit, Vasile I. Popp, lacob Bologa, Emanoail
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de artd plastica. Printre tablourile intrate Tn
colectie cu aceasta ocazie se numdra: Copil
citind, Portret de tdran, Tdrani dublu portret,
aflate in prezent in expunerea permanenta a
Galeriei de Arta Romaneascd.

in anul 1950, fondul de artd plastica
ajunsese la numadrul considerabil de 450
de piese. Este anul desfiintarii Muzeului
»ASTREI” si cuprinderii acestuia in colectiile
Muzeului Brukenthal. In pofida arbitrariului
acestei actiuni, in timp, unirea colectiilor de
arta nationale si imbogdtirea lor cu opere
reprezentative si pentru celelalte regiuni
ale tdrii s-au dovedit benefice in constituirea
unei colectii solide, unitare si cu o importanta
componenta de originalitate.Dintre achizitiile
care au mbogdtit fondul de picturd fin
urmdtoarele decenii se remarca prin numar
si valoare, cea provenita in 1959-1960, din
colectia pasionatului curator Julius Bielz.

Achizitionarea unui numdr tot mai mare
de piese n anii ‘60, duce la formarea unei
importante colectii de picturd romaneasca
moderna si interbelica. O contributie
importantd, continud sa fie cea din partea
artistilor care fsi doneazd, cel mai des,
propriile lucrari (Maria Cabadaieff, Else Roth,
Nicolae Brana, Trude Schullerus, Constantin
llea, Dan Bdjenaru etc.).

in anii urmatori, de mare insemnétate
in conturarea unei colectii coerente de arta
nationald, au fost lucrdrile de renovare facute
de Ministerul Culturii, Tncepand cu deceniul
sase, pand in anii 70 ai secolului trecut. Tn
spatiul nou amenajat, prin Oficiul National
de Artda de la Bucuresti, au intrat apoi n
colectie piese semnate de cativa dintre
cei mai de seamd artisti romani: Theodor
Aman, Nicolae Grigorescu, loan Grigorescu,
Stefan Luchian, Gheorghe Petrascu, Vasile
Popescu etc. Aceste contributii confera
colectiei o complexitate, diversitate si
valoare deosebite, precum si posibilitatea
de a ilustra cuprinzdtor si pertinent evolutia
vietii artistice din Romania. Tn Ghidul Galeriei
de Arta editat Tn anul 1967, Theodor lonescu,
seful sectiei preciza ca vizitatorii aveau acum
prilejul sa admire n expunere si ,lucrdri de
artd romaneasca modernad si contemporand”.

Gojdu, Vasile Alecsandri etc. The collection
also comprised paintings by Constantin
Georgescu, loan Costande, Sava Hentia, Misu
Popp, artists with important contributions to
the evolution of Romanian art.

Entries made in the following years
prove a constant enrichment of the
collection through either private donations
and acquisitions, or from institutions who
support the activity of the Association.
Painters like Aurel Popp, Dumitru D.
Cabadaieff, llie Chidu donate some of their
works.

Octavian Smighelschi’s “artistic heritage”
will be a most valuable addition to the
collection, for which ASTRA will organize
fund raisers. Among the paintings that
became part of the collection were Boy
Reading, Portrait of a Peasant, Peasants —
Double Portrait, which are now on permanent
display in the Romanian Art Gallery.

In 1950, the year ASTRA was closed down
by the authorities of the new regime, the
collection comprised 450 pieces. Although
the decision was arbitrary, the fact that the
collection of paintings was added to the
collection the Brukenthal Museum already
possessed, proved to be beneficial: the new
collection is solid, homogenous and original.

Between 1959 and 1960, the museum
purchased the collection which had belonged
to the passionate curator Julius Bielz. In the
1960s a large number of paintings which
reflect the evolution of modern and inter-war
Romanian painting were also purchased. The
exhibition of Romanian art occupied half the
space destined for the Art Gallery situated
on the second floor of the Palace (while the
ethnographic collection was housed on the
first floor).

A significant contribution was also
brought by such artists as Maria Cabadaieff,
Else Roth, Nicolae Brana, Trude Schullerus,
Constantin llea, Dan Bajenaru etc., who
often donated some of their works.

In the 1960s and in the 1970s The
Ministry of Culture also contributed to
the value of the collection. The National
Office for Art supported the organizing
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Tn deceniile urmatoare, o parte a colectiei
a fost valorificatda expozitional n sistem
permanent pe jumatate din traseul etajului
doi al Palatului Brukenthal, pentru ca din anul
1990, la despartirea de sectia de etnografie,
artei nationale sd i se ofere un numar variabil
de sali ale etajului Intai.

In cadrul amplului proces de reorganizare
si restructurare a muzeului, noua expozitie
permanentd de artd romaneascd este
deschisa n sdlile etajului Il al Casei Albastre
(foste depozite de etnografie, relativ
recent reamenajate). Deschiderea Galeriei
de Arta Romaneascd a Muzeului National
Brukenthal, in 25 noiembrie 2008, s-a impus
ca un eveniment de o importanta deosebita
pentru viata culturald a orasului si a tdrii.
Dupd mai bine de doi ani de cand vizitatorii
Muzeului asteaptd sa se delecteze si cu
lucrari ale colectiei de pictura romaneasca,
arta nationald se etaleazd cu elegantd si
distinctie Tn spatiile vechi de secole, dar
functionand la Tnalte standarde europene,
ale Casei Albastre. Structura colectiei a
generat un concept tematic care sa ii puna
n evidentd valoarea si originalitatea, atat
pentru colectiainsasi cat si pentru fenomenul
artistic din Romania. O larga actiune de
conservare-restaurare  a patrimoniului
existent si o riguroasd selectie valorica au
creat posibilitatea expunerii unor piese de
referinta ale colectiei. Expozitia ilustreazd,
prin lucrari reprezentative, evolutia picturii
din Romania n perioada cuprinsa intre
secolele XVIII-XX. Opere valoroase si celebre
ale celor mai reprezentativi maestri ai artei
nationale, jaloneaza coerent si stralucitor
fenomenul artistic al acestui spatiu
geo-cultural, proband in egala masurd,
specificul local precum si contactele cu
arta europeand, modul in care influentele
din acest areal au fost preluate si asimilate.
Structuratd pe principiile cronologic, stilistic,
comparativ si integrator, expunerea are in
vedere si criteriile de spectaculos, atractiv
sau pitoresc, creand o ambianta in care
vizitatorii se informeaza si petrec momente
de satisfactie esteticd In egald masura.

Grefandu-se pe structura expozitiei

of a space for paintings belonging to
such artists as Theodor Aman, Nicolae
Grigorescu, loan Grigorescu, Stefan Luchian,
Gheorghe Petrascu, Vasile Popescu etc.
These contributions add to the complexity,
diversity and value of the collection and
illustrate the evolution of artistic life in
Romania. The collection became part of the
circuit of exhibitions, so that in the Guide
to the Art Gallery edited in 1967, Theodor
lonescu, former director of the museum,
wrote that the visitors had the possibility to
admire “masterpieces of Romanian modern
and contemporary art.”

In the decades to follow, part of the
collection was on permanent display in the
Palace, on the second floor galleries and, in
1990, when the ethnographic collection was
transferred, national art was given more
space.

Following an ample process of
reorganization and restructuring of the
museum, the new permanent exhibition of
Romanianartis openintheroomssituatedon
the second of the Blue House (former storage
facility for the ethnographic patrimony of the
museum). The opening of the Gallery, on 25
November 2008, was a major event in the
cultural life of Sibiu and, indeed, of Romania.
The visitors finally have the opportunity to
enjoy the elegant collection of Romanian
painting exhibited in the century old, yet
completely refurbished and supplied with
modern equipment, environment of the
Blue House. The structure of the collection
generated a thematic concept meant to
enhance both the value, and the originality
of the collection itself and of the Romanian
artistic phenomenon. An ample activity of
restoration and conservation of the existing
patrimony and a rigorous selection created
the possibility for the most valuable pieces of
the collection to be displayed. The exhibition
illustrates the evolution of Romanian
painting in a period of time between the
18" and the 20" centuries. Renowned
creations belonging to famous masters
reveal the coherence and the brightness of
the evolution of the artistic phenomenon
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si tratand individual cele sapte segmente
ordonate n sapte sdli, Ghidul pe care il
prezentam fin continuare, se doreste in
primul réand un findreptar de orientare
al vizitatorilor, dar si un instrument de
informare, de deschidere a apetitului pentru
vizitare si revenire. Informatiile pe care le
contine, inlesnesc intelegerea fenomenului
artistic din Romania in ansamblul sdu, ofera
coordonate esentiale ale biografiei fiecdrui
artist si o prezentare si comentare sintetica
a lucrarilor din expunere.

Marea majoritate a operelor prezentate
aici se regdsesc pe simeza expozitiei, cu
exceptia situatiilor in care acestea sunt
inlocuite, datorita activitatii permanente
de conservare restaurare sau ca urmare a
participarii lor la expozitii temporare interne
si/sau internationale.

Ghidul nu se doreste exhaustiv, dar
prezintd un comentariu de istoria artei
asupra tablourilor si autorilor din expozitie,
intr-o formd eseistica si oarecum didactics,
intr-o expunere ce Tmpleteste analiza si
sinteza discursului de specialitate, cu textul
simplificat si accesibil de popularizare. Cu
nddejdea ca acest ghid va fi un instrument
de orientare instruire si (de ce nu?) de
delectare a amatorului de artd ce paseste n
sdlile expozitiei noastre, dorim tuturor celor
care fl citesc in preajma tablourilor sau (dupa
vizitare) pastrandu-le in memorie, vizionare
si lectura placute.

Dr. lulia Mesea

in this geo-cultural space, its originality
and the contacts with European art, the
way various influences were assimilated.
Structured  chronologically,  stylistically
and comparatively, the organizers also
enhanced the spectacular, the attractive and
the picturesque by creating an ambiance
in which visitors improve their knowledge
while experiencing aesthetic satisfaction.

Grafted on the structure of the exhibition
and approaching each of the seven segments
individually, the present brochureis intended
both to guide the visitors through the seven
rooms which house the exhibits, to inform
them and to stimulate them to visit the
exhibition time and again. The information
it contains helps them to understand the
Romanian artistic phenomenon as a whole,
gives them biographical details on the artists
and comments on each exhibit.

The great majority of the paintings
presented in the brochure are on display with
the exception of those which are undergoing
restoration or which are on displayin national
or international temporary exhibitions.

The present guide is but a brief essay
on the history of art, on the paintings and
their authors. Without lacking scientific
rigour, the text is accessible to the public.
In the hope that it will be considered
indispensable by all the art lovers who visit
our exhibition, we wish them all a pleasant
artistic experience.

Dr. lulia Mesea
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CASA ALBASTRA —
SCURT ISTORIC

Galeria de Arta Romaneasca a Muzeului
National Brukenthal este situata la etajul al
doilea al Casei Albastre, una dintre cele mai
reprezentative si spectaculoase cladiri din
Piata Mare, aldturata Palatului Brukenthal.
Cladirea dateaza din secolul al XV-lea,
dar aspectul actual s-a definitivat de-a lungul
timpului,'n mare masurdin secolulal XVlll-lea,
asa cum probeaza elementele arhitectonice
ce apartin Barocului tarziu. Fatada este
organizatd pe indltimea a doud etaje, cu
un portal principal carosabil, semicircular,
iar In partea superioard, deasupra cornisei,
cu un atic triunghiular decorat cu stema
orasului Sibiu, aplicata aici in deceniul al
doilea al secolului al XVlll-lea, drept semn al
apartenenteila patrimoniul orasului. Cladirea
este formata din cinci corpuri, cel mai vechi,
avand planul in forma literei U, cu bratele
inegale indreptate spre curte. Cel de-al doilea
etaj dateaza de la inceputul secolului al XIX-
lea, accesul fiind posibil prin cele doud case
ale scarilor, una alipita corpului principal in

e
Casa Albastrg, curtea interioara / The Blue House - the inner courtyard

THE BLUE HOUSE -
SHORT HISTORY

The Romanian Art Gallery is located on the
second floor of the Blue House, one of the
most spectacular and most representative
buildings which surround the Big Square,
situated right next to the Brukenthal Palace.
The building dates back to the 15
century, but the present day aspect is the
result of centuries of transformations; in the
18% century elements of Late Baroque were
added. The facade unfolds on both floors, it
has a semi-circular portal and, on the second
floor, just above the cornice, a triangular attic
is decorated with the coat of arms of Sibiu;
added in the 18" century, it is a testimony
to the fact that the building was part of the
patrimony of the town of Sibiu. The Blue
House consists, in fact, of five parts; the oldest
one opensits u-shaped unequal wings towards
the courtyard. The second floor was added in
the 19* century; two staircases, one on the
left of the main building, the other one, amore
recent addition, on the right, allow access
to both floors, while the doors of the rooms

CASA ALBASTRA - SCURT ISTORIC
THE BLUE HOUSE - HISTORICAL DATA
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Decapitarea comitelui Johann Zacharias Sachs von Harteneck in 1703 /
The Beheading of Comes Johann Zacharias Sachs von Harteneck in 1703

partea dinspre curte, In stanga, iar cea de-a
doua, mai recentd, in partea din spate a
curtii, In dreapta. Patrunderea in incaperile
celor doud etaje se face prin galeria portantd,
un coridor extern dinspre curte.

Datorita restaurdrilor neadecvate desfa-
surateinadouajumatateasecoluluial XIX-lea
sin anii 70-80 ai secolului trecut, elementele
arhitectonice specifice diverselor stiluri ale
secolelor anterioare s-au pierdut in mare
madsurd. Prin cercetarile arheologice s-au
identificat doud ancadramente din perioada
goticului tarziu, incastrate in zid, unul in
peretele din stanga, in pasajul boltit de la
intrareain curte, celalalt aflat in casa scarilor,
la trecerea spre primul etaj. La subsol si
n interiorul incdperilor de la parter, sunt
vizibile boltile semi-cilindrice cu penetratii si
n cruce, care dateaza din secolele XVII-XVIII.

Cea mai veche reprezentare a Pietei Mari
si a cladirii Casei Albastre, pastratd in Cabinetul
de stampe al Muzeului Brukenthal apartine
unui artist anonim si reprezinta decapitarea

open to a gallery overlooking the courtyard.

Inadequate restoration works carried
out in the 19" century, and also in the eight
decade of the 20" century, destroyed elements
characteristic of various architectural styles.
Archaeological research led to the discovery of
two late Gothic cross vaults, one included in the
left wall of the entrance gangway, the other one
on the staircase leading to the first floor. On the
groundfloorandinthe basement otherelements
are visible: cross vaults with penetrations, again
dating from the 17*-18" centuries.

We owe the oldest representation of the
Blue House to an anonymous artist; it depicts
the beheading, in 1703, of comes Johann
Zacharias Sachs von Harteneck. The minute
drawing shows the one-storey building on the
western side of the Big Square. The second
floor can be identified in a drawing by Theodor
Glatz, representing the funerary cortege of
Bishop Moga, in 1845.

Towards the middle of the 19* century,
the House belonged to a pharmacist, Georg

22

GALERIA DE ARTA ROMANEASCA
THE ROMANIAN ART GALLERY



Adam Slowikowski, Piata Mare din Sibiu pe la 1880 / The Big Square in Sibiu, cca. 1880

comitelui Johann Zacharias Sachs von
Harteneck, din anul 1703. in aceast3 lucrare
realizata cu un desen minutios, clddirea,
vizibila pe latura vestica a Pietei Mari, in fundal,
avea doar un etaj. Nivelul al doilea poate fi
identificat intr-un desen din 1845, semnat de
artistul Theodor Glatz, ce reprezinta Cortegiul
funerar al Episcopului Moga, in Piata Mare.

Pe la mijlocul secolului al XVIl-lea, cladirea
apartinea farmacistul Georg Vette, de la care
a cumparat-o baronul Lambert von Méringer.
Transformarile in stil baroc sunt vizibile pe un
plan al casei din anul 1783, care se gdseste la
Arhivele Statului din Sibiu. Tn corpul din spate
al casei, baronul Méringer a amenajat o sala
de spectacole, care dispunea de un parter
incapator, balcon, galerie si o loja tapetata
cu picturi. Tn iarna anului 1769, magistratul
orasului a autorizat deschiderea unei noi
iesiri din sala de teatru, spre strada din spate,
numita sugestiv ,,Ulita Balului” (azi str.
Xenopol), pentru facilitarea accesul in aceasta
sala. Trupa de teatru a impresarului Livio Cinti
a dat aici numeroase reprezentatii, insd dupa
ce afacerea Iui a dat faliment, intregul fond
teatral a fost cumparat pentru 600 de guldeni
de catre contele Lerchenfeld care, devenind
el insusi impresar, a inchiriat, pe langa aceasta
cladire, intregul parter al casei, pe o perioada

Theodor Glatz, Cortegiu funerar in Piata Mare, 1845/
Funeral Ceremony in the Big Square, 1845

Vette, who had bought it from Baron Lambert
von Méringer. A plan of the house, drawn
in 1783 and kept today at the State Archives
in Sibiu, reveals the Baroque changes. The
back of the house was turned into a place
for entertainment, namely for theatrical
representations. It had a large ground floor,
a balcony, a gallery and a painted loge. In
the winter of 1769, the town magistrate
authorised the opening of another entrance

CASA ALBASTRE - SCURT ISTORIC
THE BLUE HOUSE - HISTORICAL DATA
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de trei ani, pentru a amenaja o cafenea, o
vindrie si o sald de biliard. Balerina Barbara
Bodenburg, renumita pentru frumusetea ei si
scandalurile pe care le provoca, a fost prezenta
n spectacole pe aceastd sceng, iar aventurile
ei au ramas consemnate in cronica orasului
ca istorioare nostime, dupa cum povesteste
istoricul Emil Sigerus. Dobandind un un rol tot
mai important in viata sociala a orasului, in anul
1787 teatrul s-a mutat intr-un edificiu special
construit, pe strada Cetatii.

Cladirea Casei Albastre a intrat 1n
proprietatea orasului Tn anul 1810, cand
a fost achizitionatd de magistrat, de la
mostenitorii  baronului  Mdringer, pentru
suma de 30.000 de guldeni. Aceasta este
perioada din care dateazd denumirea actuald
(Casa Albastra, 1819). Municipalitatea a dat
diferite Tntrebuintdri acestor spatii, astfel, din
1844, la primul etaj a functionat Academia de
Drept, apoi, din 1854 pana in anul 1862, mai
multe incaperi ale casei au addpostit colectiile
Asociatiei de Stiinte Naturale, Tntemeiata
n 1848. Tot In aceasta perioadd, spatiul din
stanga intrdrii adapostea magaziul de confectii
,La ducele de Reichstadt”, a carui firma
pictatd pe o tabla de lemn, infdtisa portretul
fiului lui Bonaparte, lucrare care se afld acum
n colectia muzeului Brukenthal. Mai tarziu,
cladirea a adapostit si un internat de fete, iar
n timpul celui de-al doilea razboi mondial aici a
fost sediul Gestapoului.

in anii 50 ai secolului trecut, cladirea a
fost repartizata Muzeului Brukenthal pentru
a addposti Laboratorul Zonal de Restaurare
(care se afla si in prezent in acest spatiu) si
Oficiul Judetean pentru Patrimoniul Cultural
National, acum institutie de sine statatoare.

Etajul al doilea al Casei Albastre a fost
repartizat Galeriei de Arta Romaneascd in
cadrul procesuluiderestaurare, restructurare
si reorganizare a Muzeului National
Brukenthal. In vederea expunerii, silile au
fost amenajate din punct de vedere al etaldrii
si conditiilor de securitate si conservare, cu
echipament si dotdri de ultima generatie.
Actuala expozitie permanenta Galeriei de
Arta Romaneascd a fost deschisa publicului
n noiembrie 2008.

which opened on what was called “Ball Street”
(today Xenopol Street). It was here that
Livio Cinti, impresario, organised numerous
representations of his theatrical company.
But, eventually, the business went bankrupt
and everything was bought for 600 guldens by
Count Lerchenfeld who rented the building for
a period of three years turning part of it into a
coffee house, a pub and a billiard room. Barbara
Bodenburg, a ballerina famous not only for her
beauty, but also for her scandalous life, written
for posterity by Emil Sigerus — town chronicler
and historian - performed quite often on this
stage. But, in time, theatre representations
became very important in the life of the city, so
they needed a proper building, which was built
on Cetatii Street.

The Blue House (name given in 1819)
became the property of the municipality in
1810whenitwasbought fromthe descendants
of Baron Méringer for the sum total of 30.000
guldens. It had several destinations: in 1844
the first floor housed the Law Academy;
between 1854 and 1862, the collections of the
Association for Natural Sciences (founded in
1848) were on display in some of the rooms. In
the same period of time, in the space situated
on the left of the entrance people could buy
ready-made clothes: a painted board depicting
the portrait of Napoleon Bonaparte’s son
announced the customers that they were
entering the shop called “At the Duke of
Reichstadt”. Decades later it was a boarding
house for girls and, during the Second World
War it was the Gestapo headquarters.

In the sixth decade of the 20" century, the
building was given to the Brukenthal Museum
and the Restoration Laboratory has been
functioning here ever since. It also housed the
County Office for National Patrimony, now a
separate institution.

In an ample process of restoration and
reorganisation, the second floor of the Blue
House was destined to the Romanian Art
Gallery. In order for the paintings to be properly
displayed and protected, it was fitted with state
of the art equipment. The present permanent
exhibition of the Romanian Art Gallery was
opened to the public in November 2008.
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PLANUL EXPOZITIEI

SALA 1 PORTRETUL IN SECOLUL AL XVIII-
LEA

SALA 2 SECOLUL AL XIX-LEA-EVOLUTIA
GENULUI PORTRETISTIC, APARITIA SI
EVOLUTIA PEISAJULUI

SALA3 SFARSITUL SECOLULUI AL XIX-
LEA-INCEPUTUL SECOLULUI AL XX-LEA
— PICTURA DIN TRANSILVANIA INTRE
TRADITIE SI INNOIRE

SALA 4 CLASICII PICTURII ROMANESTI
MODERNE

SALA 5 AVANGARDA
SALA 6 PICTORII INTERBELICI
SALA 7 NOI DIRECTII ALE PICTURII

ROMANESTI LA MIJLOCUL SECOLULUI
AL XX-LEA

EXHIBITION PLAN

ROOM 1 THE PORTRAIT IN THE 18TH
CENTURY

ROOM 2 THE EVOLUTION OF PORTRAIT
PAINTING AND THE BURST OF
LANDSCAPE AS A GENRE - 19TH C.

ROOM 3 PANTING IN TRANSYLVANIA

BETWEEN TRADITION AND MODERNITY -
END 19TH C- BEG. 20TH C.
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PORTRETUL iN SECOLUL AL XVIII-LEA

olectia Muzeului National Brukenthal detfine un fond Tnsemnat de

lucrdrri ce dateazd din secolul al XVlll-lea, apartinénd unor artisti

activi in special in Transilvania, cu predilectie Tn centrele din sudul
provinciei. Acestea probeazd o viata artisticd bogatd in zond, aflatd sub
influenta artei central-europene, in mod special a celei austriece. Genul
predominant este portretul, in a cdrui tratare se pune accent pe aspectele
ce tin de latura descriptiv-decorativa si pe elementele care subliniazd
importanta sociald a personajului reprezentat. Lucrdrile, cele mai multe
apartinénd unor artisti anonimi, sunt elocvente din punct de vedere stilistic
pentru ,imprumuturile” pe care pictorii locali le-au fdcut din arta scolii
austriece, grefandu-le pe fondul portretisticii traditionale.



THE PORTRAIT IN THE 18TH CENTURY

he collection of the Brukenthal National Museum amounts to a large
number of 18" century paintings by artists active in Transylvania,
mostly in the South of the province. They bear testimony to the
richness of the artistic life in the area, under the influence of the Central
— European, especially Austrian art. The portrait is the prevalent genre,

emphasizing the social position of the character and the descriptive-
decorative elements. Belonging mostly to anonymous artists, the works
confirm the stylistic “loans” from the Austrian painting implemented on the
local traditional portrait painting.




Anonim, secolul al XVlil-lea,
Femeia cu floarea de iasomie (datat: 1725)

Portretul o reprezinta pe Agnetha Czekelius
von Rosenfeld, sotia lui Michael Czekelius
von Rosenfeld, secretar gubernial si primar
al Sibiului, Intre anii 1730-1739. Femeia este
portretizatd la varsta de 36 de ani, dupa
cum aflam din inscriptia de pe verso, unde
apare si datarea. Preocuparea artistului
pentru modelarea fizionomiei se asociaza
cu folosirea simbolisticii florale, aluzie la
puritatea, la feminitatea modelului, dar
si la frumusetea efemerd, simbolisticd de
influenta europeana intalnitd in portretele de
acest fel pana spre sfarsitul secolului al XVIII-
lea. Frumusetea lucrdrii rezida in priceperea
si minutiozitatea cu care artistul reda
costumul de patriciana, cu toate accesoriile
decorative, cu danteldrile si broderiile
elegante, cingdtoarea, platca inchizdtoare
de corset si bijuteriile de aur sau argint
Tmpodobite cu perle si pietre pretioase.

Anonim, secolul al XVlll-lea,
Portretul comitelui Andreas Teutsch (cca.
1725-1730)

Dr. med. Andreas Teutsch (1669-1730), o
personalitate a epocii sale a fost primar al
orasului Sibiu intre anii 1704-1711 i comite
al sasilor intre 1710-1730. Personajul este
reprezentat cu o serie de atribute ale pozitiei
sale Tn societate. Lucrarea dovedeste ca
artistul, la fel ca si confratii sdi de meserie
activi in Transilvania secolului al XVIlI-lea, era
receptiv la tendintele portretisticii baroce
austriece, In care accentul era pus pe detaliul
decorativ. In dreapta sus, este notatd varsta
comitelui, 56 sianul 1725 si sub blazon, varsta
de 61 deanisianul 1730, anul mortii sale, ceea
ce permite datarea aproximativa a lucrdrii.
Analogiile stilistice si cromatice ale acestui
tablou, cu cel anterior prezentat (Femeia cu
floarea de iasomie) dau certitudinea faptului
ca ele sunt operele aceluiasi artist anonim.

Anonymous artist, 18" c.,
Woman with a Jasmine Flower (dated: 1725)

The portrait represents Agnetha Czekelius von
Rosenfeld, the wife of Michael Czekelius von
Rosenfeld, who was governmental secretary
and mayor of the town of Sibiu between 1730
and 1739. The inscription on the back of the
painting reveals the age of the model (36)
and mentions the date when it was finished.
Besides a true rendering of the model, the
artist is interested in characterising the
woman through floral symbols (frequently
used in European women portraits till the
end of the 18" century); they hint to one of
the features most appreciated in women,
purity, as well as to the ephemeralness of
their beauty. The artist treats every little
detail of the rich apparel - befitting her social
status — all the details, with punctiliousness:
the lacework, the elegant embroideries, the
girdle, the stays, the jewellery, all gold and
silver with precious stones and pearls.

Anonymous artist, 18" c.,
The Portrait of Comes Andreas Teutsch (c.
1725-1730)

Dr. med. Andreas Teutsch (1669-1730)
mayor of Sibiu between 1710-1730 and
“Comes Saxorum” between 1710-1730 was
a true personality of his time. The painting
proves the openness of the artist towards
the tendencies of the Austrian Baroque
painting, with an accent on the decorative
detail. Two inscriptions allow for the dating
of this portrait: 56, the age of the model, and
the year, 1725 (upperright), and 61and 1730,
the age and the year of his death. Stylisticand
chromatic analogies between this painting
and the one representing Agnetha Czekelius
von Rosenfeld suggest that they may be the
works of the same anonymous artist.
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Anonim, sec. al XVlll-lea | Anonymous artist, 18" c.,
Femeia cu floare de iasomie / Woman with a Jasmine Flower
ulei pe panza / oil on canvas, 94 x 71 cm

Anonim, sec. al XVlll-lea/ Anonim, sec. al XVlll-lea/ Anonim, sec. al XVlll-lea/
Anonymous artist, 18" c., Anonymous artist, 18" c., Anonymous artist, 18" c.,
Comitele Andreas Teutsch/ Portretul Agnethei Dobosi / Portretul lui Samuel Dobosi/
The Portrait of Comes Andreas Teutsch  The Portrait of Agnetha Dobosi The Portrait of Samuel Dobosi

ulei pe panza/ oil on canvas, 101x81cm  ulei pe panza/ oil on canvas, 93 x74cm  ulei pe panza/ oil on canvas, 95 x 77 cm
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Anonim, secolul al XVlil-lea,
Portretul lui Samuel Dobosi (cca. 1740)

Ndscut la Bratislava, Samuel Dobosi (1693-
1759) s-a stabilit la Sibiu, fiind cunoscut
ca mare negustor, comerciant si consilier
comercial. Personajul este reprezentat
ntr-un interior sumar schitat, dar cu cateva
elemente de mobilier baroc fastuos. Artistul
1l prezintd, dupd gustul comanditarului, intr-o
tinutd eleganta, dupd moda ordseneasca a
epocii, cu nasturi aurii, jabou si dantele, cu
peruca aristocraticd, tinand mana pe o carte,
probabil Biblia, ca semn al onoarei si cinstei
ce-l caracterizeaza.

Anonim, secolul al XVlll-lea,
Portretul Agnethei Dobosi (cca. 1740)

intr-un portret compozitional pandant,
este reprezentata Agnetha Dobosi, sotia
lui Samuel Dobosi ndscutd Vankhel von
Seeberg (1708-1791). Lucrarea completeaza
ca un adevdrat ornament portretul sotului.
Accentul este pus pe stralucirea si bogatia
tinutei, dovada a bundstdrii familiei,
nefiind ignorate nici trasaturile delicate
ale modelului, gratia intima si distinctia sa.
Prestanta, eleganta si sensibilitatea feminina,
acordurile cromatice armonioase pornind de
larozul palid al carnatiei pand la griul perlat al
bijuteriilor si contrastul elegant de alb-negru
din vestimentatie sunt dovezi ale talentului
acestui artist aflat sub influenta barocului
german si austriac al epocii. Gesturile raman
artificiale, dar sunt pitoresti, conferind
tabloului un farmec aparte. Vestimentatia,
bijuteriile i accesoriile demonstreaza
adoptarea de catre patriciatul transilvdnean
a unor elemente ale modei rococo in
Transilvania sfarsitului de secol XVIII.

Nicolaus Miiller, secolul al XVlil-lea,
Femeia cu porumbelul (cca. 1750)

Ca urmare a unor analogii stilistice si
cronologice, lucrarea afost atribuita pictorului

Anonymous artist, 18" c.,
The Portrait of Samuel Dobosi (c. 1740)

Born in Bratislava, Samuel Dobosi (1693-
1759) settled in Sibiu as a merchant,
tradesman and commercial councillor.
The character is represented in a slightly
suggested interior with just a few elements
of Baroque pompous furniture. According
to his own taste, the model is depicted in
a stylish urban attire, with golden buttons,
frill and lace, and with an aristocratic wig.
He holds the Bible, as sign of dignity and
honesty.

Anonymous artist, 18" c.,
The Portrait of Agnetha Dobosi (c. 1740)

Samuel Dobosi commissioned the portrait of
his wife, Agnetha, born Vankhel von Seeberg
(1708-1791). It is a pendant portrait as well
as a display of pride. The artist dwells on
the richness of the apparel, proof of the
status of the family, but also underlines the
delicate features of the model, her grace
and her elegance. Impressive appearance
and feminine sensitiveness, the harmony of
the colours — the pale pink of her carnation
and the pearl grey of her jewels and the
elegant white-black contrast of her gown are
a display of talent: the artist was obviously
under the influence of German and Austrian
Baroque. Though artificial, the picturesque
gestures bestow a certain charm on the
painting. For historians, this portrait is also
important: the clothing, the jewels and
the ornaments show elements of Rococo
fashion were extremely popular with 18®
century Transylvanian bourgeoisie.

Nicolaus Miiller, 18* c.,
Woman with a Pigeon (c. 1750)

The stylistic and chronological analogies
allowed for this painting to be attributed to
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Nicolaus Miiller, activ in Transilvania si Banat,
pe la mijlocul si a doua jumatate a secolului al
XVllHea. Tn jurul anului 1740, Miiller era elev
al maestrului francez Antoine Pesne, la Berlin.
Studiul sub indrumarea lui Pesne, director al
Academiei de Arte prusace, se regdseste in
creatia artistului printr-o serie de influente
ale fastului din portretistica de reprezentare
a barocului tarziu precum si ale elegantei
si gratiei expresive specifice rococoului.
Lucrarea colectiei, ineditd compozitional si ca
tratare pentru Transilvania mijlocului de secol
XVIII, se remarca prin eleganta si naturaletea
expresiei si a tratdrii, si prin simbolul inedit
in acest spatiu. Porumbelul este investit
in pictura barocului cu multiple valente,
reprezentand mai ales dragostea, fiind n
felul acesta, un atribut firesc al unui portret
de fatd. ,,Citirea” simbolului poate merge
mai departe, ca atribut al feminitatii, chiar al
maternitatii, mesager al dragostei sau al unei
cereri in cdsdtorie. Tabloul a avut probabil
ca sursa de inspiratie, lucrarea lui Antoine
Pesne, intitulata Tandrd cu porumbei, care se
afla la Galeria de Arta din Dresda. Tnnoirile
pe care Nicolaus Miller le propune prin arta
sa la nivelul complexitdtii compozitionale,
din punct de vedere stilistic si al continutului,
probeaza depasirea traditionalismului
portretisticii locale. Evolutia picturii n
deceniile urmatoare, demonstreaza ca opera
sa nu a fost cu adevarat receptata de artistii
locali si nu a facut ,,scoala”.

JOHANN MARTIN STOCK
1734 Sibiu - 1800 Sibiu

Johann Martin Stock este cunoscut in
istoria artei ca cel mai important portretist
din Transilvania de la sfarsitul secolului al
XVlll-lea, lucrarile sale dovedind capacitatea
sa de a se forma in cadrele curentelor in
vogd, de a asimila i prelucra elemente ale
barocul austriac. Modul de compunere si
interpretarea artistica din creatia pictorului
sibian au fost influentate de profesorul sau
de la Academia de Artd din Viena, faimosul
portretist austriac Martin Meytens (1695-

Nicolaus Miiller, painteractive in Transylvania
and Banat at the middle and in the second
half of the 18 century. Mdiller was Antoine
Pesne’s pupil, in Berlin around 1740, and
the influence of the master is perceptible
in the creations of the pupil: Nicolaus
Miiller assimilated a series of elements
of late Baroque (a certain splendour in
representational portraiture) as well as
the elegance and grace which characterize
the Rococo. New in composition, in the
approach of the subject and in symbolic
for the Transylvanian mid 18" century
portrait painting, the work in our collection
distinguishes itself through the elegance and
naturalness of the expression and treatment.
In Baroque portrait painting the pigeon
comprises multiple values, representing
feminity, motherhood, marriage, mostly
love | messenger of love [ thus becoming a
suitable attribute for a feminine portrait.
The painting might have been inspired
from Antoine Pesne’s work Young Woman
with Pigeons, now in the Dresden State Art
Collections.

The artist brings innovation in painting
in the complexity of the composition, in
style and in content and moves away from
the traditionalism which burdened local
portraiture. However, the evolution of
painting in the decades to come proved that
his art was never truly assimilated by local
artists.

JOHANN MARTIN STOCK
1734 Sibiu - 1800 Sibiu

In the national art history, Johann Martin
Stock is known as the most important
portrait painter in Transylvania in the second
half of the 18" century. His creation proves
his capacity to integrate into the trends
of the epoch, to assimilate and process
the influences of the Austrian Baroque.
His entire creation shows the influence of
Martin Meytens (1695-1770), the famous
Austrian portrait painter, his teacher at
the Viennese Art Academy. After having
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1770). Dupad o perioadad in care se stabileste
la Bratislava, Stock se intoarce la Sibiu si
intra in servicile baronului Samuel von
Brukenthal, addaugand activitatilor sale de
pictor si gravor si pe cele de restaurator si
consilier artistic al baronului. Tn aceastd din
urma atributie, Stock frecventeaza galeriile,
negustorii de arta si colectionarii din Viena,
avand sarcina sa achizitioneze opere de
arta de pe piata vienezd, pentru colectia
Brukenthal. Urmand cererea pietei si moda
vieneza, cu abilitatea unui artist dotat cu real
talent, Stock si-a ancorat creatia portretistica
la interferenta dintre barocul aristocratic
si cel burghez. Aceastd diversitate stilistica
si capacitate de adaptare, evidentiaza o
personalitate artistica dinamicd, ce reuseste
sa depdseasca rigiditatea canoanelor artei
locale, improspatand pictura transilvdneand,
pregatind o etapda noua a evolutiei sale,
marcand esential genul portretistic si
inlesnind afirmarea genului peisagistic.

Annd Maria von Huttern (datat: 1787) era
un personaj de marca al orasului Sibiu, sotia
primarului Michael von Huttern. Asa cum
aflam din inscriptia de pe placa de piatra din
stanga jos a lucrarii: ,,Bey meiner Abreise
nach Klausenburg 1787”, ea este ,,surprinsa”
la plecarea intr-o calatorie spre Cluj. Tanara
femeie este asezatd central, intr-o eleganta
rochie de brocart dupa moda vieneza a epocii,
decoratd cu dantele pretioase si nelipsitul
buchetel de flori Atitudinea aristocratica
este atenuata de zambetul retinut si privirea
incantatd de pldcerea cdlatoriei. Desi artistul
pastreaza tipul de redare a peisajului clasicist
(incadrarea intre cele doua laterale marcate
de arbori, succesiunea planurilor colorate in
adancime pentru redarea perspectivei etc.), el
doreste sd reproduca un peisaj real pentru a
surprinde momentul, clipa, in care tanara sotie
de primar pdraseste orasul. Cateva elemente
topografice si de arhitectura ale peisajului
de fundal, fac recognoscibil satul Gusterita,
de la marginea Sibiului. Efectele luminii
filtrate printre nori deschid puternic peisajul
inspre ultimul plan, accentuand senzatia de
adancime, asa cum se intampld in compozitia
deschisa specifica barocului. Impresia cautata

worked for a few years in Bratislava, Stock
returns to Sibiu and activates not only as a
painter and engraver, but also as a restorer
and artistic councillor for Baron Samuel
von Brukenthal. This position kept Stock
in close contact with galleries, art dealers
and collectors in Viena with the purpose of
purchasing works of art for Brukenthal’s
collections. Following the Viennese fashion
and art market, gifted with undeniable
talent, Stock anchored his creation at the
interference between aristocratic and
bourgeois Baroque. His capacity to adapt to
tendencies and circumstances, as well as the
stylistic diversity of his creation point out his
dynamic, artistic personality, that had the
ability to surpass the rigid rules of local art,
refreshing Transylvanian painting, preparing
it for anew stage of evolution, fundamentally
marking the portrait genre and preparing
the background for the emergence of a new
genre, the landscape.

When an artist is commissioned to
paint the portrait of a lady of substance
and position, he endeavours to render
not only her beauty, but also to reflect her
importance. This was the case with Anna
Maria von Huttern, wife of the mayor of Sibiu,
whose portrait Johann Martin Stock painted
(dated: 1787). And we know exactly when
it was painted since on a stone slab placed
bottom left we have an inscription: ,,Bey
meiner Abreise nach Klausenburg 1787”. The
inscription also explains the delicate smile
and the happiness in her eyes: she was about
to embark on a journey to Cluj and she was
obviously looking forward to it. Dressed in
a stylish brocade dress of Viennese fashion
adorned with precious lace and with the
ever present bunch of flowers, she poses in
an aristocratic attitude. Although in painting
the landscape the artist is still tributary to a
classicist approach (rows of trees on either
side of it, a succession of coloured levels to
enhance the perspective), he introduces
topographic and architectural elements
from the village of Gusterita situated on the
outskirts of Sibiu. In the background, the
effects of light filtered through the clouds
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de intinderea nelimitatd, este potentata de
ritmica bine punctata a zonelor de lumina
si umbra. Tncadrandu-se prin spirit si creatie
tendintelor Barocului, J.M. Stock subliniaza
fn aceasta lucrare una dintre caracteristicile

acesteiideologii: placerea de a trai momentul.

Anna Maria Hutter von Huttern este
portretizatd mai conventional, totusi cu o
fermecdtoare notd descriptiva prin exploatarea
valorilor decorative ale vestimentatiei, n
lucrarea [ui FRANZ ANTON BERGMANN
(17502- 1816), pictor de formatie austriaca,
activ in Transilvania, la Sibiu si la Cluj intre 1762-
1816. Intr-un portret pandant, mai sobru, este

Johann Martin Stock,

Johann Gottlieb Fabritius / Portrait of the
Lutheran Priest Johann Gottlieb Fabritius
ulei pe metal / oil on metal, 56,5 x 37,5 cm

Nicolaus Miiller,

Femeie cu porumbel /| Woman with a
Pigeon

ulei pe panza / oil on canvas, 41 x 33 cm

open the landscape and enhance the depth
of the composition - a line characteristic of
the Baroque. There is a rhythmical succession
of light and shadow which enhances the
impression of unlimited vastness. The
composition is also an expression of the
Baroque philosophy: the pleasure of seizing
the moment.

Educated in the spirit of Austrian
painting, FRANZ ANTON BERGMANN
(1750?-1816), painter active in Transylvania
in Sibiu and Cluj between 1762 and 1816, also
portrayed Anna Maria von Huttern. Though
more conventional, this work also contains
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Johann Martin Stock,
Anna Maria von Huttern,
ulei pe cupru / oil on copper, 44 x 34 cm
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Johann Martin Stock,

Portret de bdrbat (Autoportret?) /
Portrait of a Man (Selfportrait?)

ulei pe panza/ oil on canvas, 57 x 75,5 cm

reprezentat sotul ei, primarul Michael Hutter
von Huttern.

Portretul  preotului  luteran  Johann
Gottlieb Fabritius (datat: 1796) se incadreaza
portretisticii neoficiale - preferatda de
comunitatea sasilor transilvaneni — prezentand
unele afinitati stilistice cu portretistica austriaca
de tip burghez a epocii, in special cu portretele
lui Ch. Seybold, Johann Kupetzky sau G.
Auerbach. Mailiber in reprezentarea modelului,
artistul dovedeste o abordare mai sobr4, lipsita
de pretiozitati si artificii.

Franz Anton Bergmann,
Ana Maria von Huttern
ulei pe panza / oil on canvas, 89 x 74 xm

a certain charm especially due to the minute
rendering of the decorative values of her
garments and adornments.

The Portrait of the Lutheran Priest Johann
Gottlieb Fabritius (dated: 1796) also belongs
to unofficial portrait painting — favoured
by the community of the Transylvanian
Saxons. It shows similarities with the
Austrian bourgeois portrait painting of the
epoch, especially with Ch. Seybold’s, Johann
Kupetzky’s or G. Auerbach’s creations.
Approaching his model in a freer, more sober
manner, J. M. Stock forgoes artificialities
and affectation, emphasizing in return the
psychological aspect.
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SECOLUL AL XIX-LEA — EVOLUTIA GENULUI PORTRETISTIC, APARITIA
S1 EVOLUTIA PEISAJULUI

e parcursul secolului al XIX-lea, modernizarea societdtii atrage
dupd sine o accelerare a ritmului de innoire a artei locale, atat
la nord, cét si la sud de Carpati. Viata artistica este asiguratd de
artisti locali, care se indreaptd tot mai frecvent spre marile centre cultural-
artistice ale Europei — intre care Viena, cu faimoasa Academie de Artd
va juca un rol major — si de artistii calatori. Acestia din urmd sunt fie in
trecere, fie se stabilescin centrele culturale importante, aducénd contributii
fnsemnate la cresterea numdrului si calitatii productiei artistice.
Genul preferat rdméne portretul, datorita cererilor de reprezentare ale
protipendadei, dar Tsi face aparitia si se dezvoltd si genul peisagistic.
Catre jumatatea secolului al XIX-leq, pictura academistd, care pe plan
european era deja contestatd de promotorii noilor curente, reprezintd
incd, pentru acest spativ, o tendintd de modernizare si racordare la
fenomenul artistic european. Datoritd faptului cd receptarea noutdtilor nu
se face treptat, ci accelerat, si de aceea in formule eterogene, influentele
stilurilor Biedermeier si romantic vor fi asimilate in general superficial,
grefate pe vechile traditii.



THE EVOLUTION OF PORTRAIT PAINTING AND THE BURST OF
LANDSCAPE AS A GENRE — 19TH C.

leads to an accelerated renewal of local art, both North and South
of the Carpathians. Artistic life flourishes stimulated by local artists,
who make their way to the great cultural and artistic centres, such as

I n the 19" century, society undergoes a process of modernization which

the renowned Viennese Academy of Art, and to traveller artists who are
either just passing, or decide to make the important cultural centres they
visit, their home.

Although portraiture remains the best represented genre, due especially
to the commissions coming for the local aristocracy, landscaping timidly
begins to make its way.

Towards the middle of the 19™ century, academic painting, already
contested elsewhere in Europe, was still considered a means of modernizing
and of connecting with the European artistic phenomenon. Novelty is not
assimilated gradually, but with great speed, and so the influences of the
Biedermeier and Romantic styles will often be superficial and grafted on
old traditions.



FRANZ NEUHAUSER
1763 Viena — 1836 Sibiu

Franz Neuhauser s-a initiat Tn desen si pictura
cu tatal sau, pictorul vienez Franz Adam
Neuhauser (1734-1785), apoi a urmat un
an la Academia de Artd din Viena. Familia
Neuhauser se stabileste la Sibiu Tn anul 1783,
remarcandu-se prin contributia de mare
importanta la evolutia picturii locale. Aidi,
destinul lui Franz Neuhauser a fost puternic
marcat de activitatea In preajma baronului
Samuel von Brukenthal, care se afla in
perioada de apogeu a carierei, activitatea
sa pliindu-se, In mare mdsura, pe modelul
cultural de esenta iluminista acreditat de
acestala Sibiu. Pe langd activitatea de ingrijire
a colectiei de pictura europeand a baronului
— contribuie, alaturi de Stock, la intocmirea
primului catalog al colectiei de pictura -
Neuhauser desfdsoara o intensa activitate
pedagogica. impartasind pasiunea baronului
de a colectiona, si formeaza propria colectie
de arta care va fi achizitionata de Muzeul
Brukenthal Th anul 1834.

In creatia portretistici, Neuhauser
dovedeste capacitatea de a depasi maniera
traditionala a barocului transilvanean
provincial, adoptand caracteristicile
portretului neoclasic. Portretul oratorului
Johann Georg Bayer (datat: 1811) si Portretul
senatorului Anton Filek (datat: 1818), oameni
de vaza ai comunitdtii sibiene, sunt realizate
intr-un desen sigur si un limbaj cromatic
rafinat. Artistul reuseste sd contureze
personalitatile celor reprezentati si le
integreazd admirabil fondului neutru prin
rapeluri cromatice bine armonizate.

Contributia principald pe care artistul
de origine vienezd a avut-o la dezvoltarea
artei locale este cea din domeniul peisajului.
Neuhauser poate fi considerat initiatorul
genului in Transilvania, n creatia sa fiind
prezente toate tipurile de peisaj din care
acesta va evolua si se va ramifica: de la cel
abia schitat ca fundal al unei scene de gen
sau al unui portret (de inspiratie austriaca in
genul lui Johann Christian Brand, Max. Josef
Schinnagel, Johann Lauterer sau Joseph

FRANZ NEUHAUSER
1763 Vienna - 1836 Sibiu

Franz Neuhauser began drawing and painting
underthe guidance of his father, the Viennese
painter Franz Adam Neuhauser (1734-1785),
and later studied at the Academy of Art
in Vienna. In 1783, the Neuhauser family
settled in Sibiu and their contribution to the
evolution of local painting proved extremely
important. In Sibiu, Neuhauser’s destiny was
marked by Baron Samuel von Brukenthal
who was at the height of his career, and by
the Baron’s cultural model deeply rooted
in the Enlightenment. The Baron trusted
him with his art collection. Thus, Neuhauser
worked in organizing, systematizing and
preserving the European art collection, and
also contributed, together with Johann
Martin Stock, to the elaboration of the first
manuscript catalogue. His contribution to
the development of local art was completed
by his pedagogical activity. Sharing the
Baron’s passion for collecting, he started his
own collection, which, in 1834, became part
of the Brukenthal Museum.

In his portraits, Neuhauser moves past
the traditional manner of Transylvanian
Baroque and adopts characteristics of Neo-
classicist portraiture. The portraits of The
Orator Johann Georg Bayer (dated: 1811)
and of The Senator Anton Filek (dated: 1818),
both of them prominent members of the
local community, show a firmness in drawing
and a refined chromatic. The artist renders
the personality of his models and, with well
harmonized chromatic touches, integrates
them perfectly in the neutral background.

The main contribution that this artist of
Viennese origin bringsis in landscaping. Franz
Neuhauser can be considered the initiator of
this genre in Transylvania. In his creation we
find all types of landscapes which will evolve
and diversify: the barely sketched landscape
intended as the background of a genre scene
or of a portrait (of Austrian inspiration, in
the style of Johann Christian Brand, Max.
Josef Schinnagel, Johann Lauterer or Joseph
Orient), the pre-Romantic landscape and
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Franz Neuhauser,

Intrarea unui preot sas in parohie, iarna / Entrance of a Saxon Priest in his New Parish, in Winter

ulei pe panza |/ oil on canvas, 110 x 190 cm

Franz Neuhauser,
Intrarea unui preot sas in parohie, vara / Entrance of a Saxon Priest in his New Parish, in Summer
ulei pe panza/ oil on canvas, 110 x 190 cm

Orient), la peisajul de factura pre-romantica
si la peisajul de sine statator, intr-o viziune
plasticd bazatd pe observarea directa a
naturii.

Intrarea unui preot sas in parohia sa,
iarna (datat: 1833) combina interesant
fundalul de peisaj citadin in care apare
Sibiul, cu un peisaj de iarni. Tn aceasta

the landscape in itself in an artistic vision
based on direct study of nature.

The Entrance of a Saxon Priest in his
New Parish, in Winter (dated: 1833) is an
interesting combination of cityscape, with
Sibiu depicted in the background, and winter-
scape. It is structured in three ample parts in
which the artist combines his taste for the
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lucrare structurata pe trei registre ample,
artistul cumuleaza gustul pentru realizarea
de vedute, observarea directa a motivului
ales si reprezentarea scenelor de gen in
maniera peisajului flamand de secol XVII,
pe care il cunoscuse n colectia de pictura a
baronului. Copacii care flancheaza scena si
alte cateva palcuri desfasurate intre primul
plan si peisajul citadin, domina ansamblul,
datorita efectelor de alb, gri, albastru ale
cerului, norilor si zapezii. Bine proportionate
n raport cu peisajul, personajele din convoiul
care da titlul tabloului, ce Thainteaza dinspre
planul median si grupurile din dreapta si
stanga compozitiei care se odihnesc sau sunt
antrenate Tn activitati specifice sezonului
hibernal, se integreaza firesc in cadrul
natural, ceea ce confera mai multa coerenta
ansamblului lucrdrii. Pe fundalul Muntilor
Fagdras, cetatea Sibiului fisi desfdsoard
mandra zidurile, turnurile de apdrare si
turlele bisericilor. Tn opozitie cu scena de
gen din primul plan, un moment cotidian,
trecator, orasul din registrul secund fsi
afirmd soliditatea si forta in confruntarea cu
timpul. Pandantul acestui tablou, Intrarea
unui preot sas in parohia sa, vara (datat: 1833)
este o lucrare de factura romantica prin
formula compozitionald si cromaticd, fiind
mai apropiatd ca si conceptie de Curcubeul,
un tablou realizat Tn anul 1817. Natura este
principal protagonist, dar scena de gen
concentrata n primul plan are aici un rol
mai important sub aspect compozitional
si cromatic. Artistul abordeaza motivul
din natura tot ca pe un peisaj realist, este
evident Tnsd efortul de a crea atmosfera
prin alaturarea unor elemente apartindtoare
arsenalului romantic si paginarea care
permite desfasurarea largii perspective spre
Podisul Transilvaniei. Contrastele folosite
(intre formele de relief inalte si abrupte si
cele joase si domoale, intre zonele luminoase
si cele intunecate), contribuie esential la
efectele de facturd romantica ce domina
atmosfera tabloului.

veduta, the close study of the chosen motif
and the depiction of genre scenes in the style
of the 17" century Flemish landscape that he
had encountered in the Baron’s collection.
The trees on either side of the scene and a
few clusters of trees scattered between the
foreground and the cityscape dominate the
ensemble with their hues of white, grey and
blue of the sky, the clouds and the snow. The
characters in the suite which comes from
the middle (and which gives the painting its
title) and the groups on both sides of the
composition, resting or involved in typical
winter activities, are naturally integrated
in the natural frame, which gives this work
even more coherence. The city of Sibiu
proudly unfolds its walls, steeples and
towers, in the background. In opposition
with the genre scene in the foreground,
ordinary and short-lived, the city, forever
under the siege of time, asserts its solidity
and force. The pendant of this painting, The
Entrance of a Saxon Priest in his New Parish, in
Summer (dated: 1833) is, in its compositional
and chromatic formula, a romantic work,
reminding of The Rainbow painted in 1817.
Nature is the main protagonist, but the
genre scene placed in the foreground plays
a more important part from the point of
view of composition and of the chromatic.
The artist approaches the motif as he would
a realistic landscape, but with an obvious
effort to create atmosphere through
elements belonging to the romantic battery
and through a broad paging which allows for
the wide perspective of the Transylvanian
Plateau to unfold. The contrasts (high, steep
and abrupt or low, gently sloping relief;
bright and dark areas), bring an essential
contribution to the romantic accessories
which rise above the atmosphere of the
painting.
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MIKLOS BARABAS

1810 Marcusa, Covasna — 1898 Budapesta

Miklds Barabds este considerat cel mai mare
portretist maghiar al timpului sau. Creatia sa
este legatd de Transilvania Tn special intr-o
prima etapa, cand activeazd la Cluj, Targu-
Mures si Sibiu. Intre anii 1827-1828, la Sibiu,
a lucrat in Institutul Litografic cu Michael
Bielz si a luat lectii de desen cu profesorul
Franz Neuhauser, apoi a frecventat cursuri
de picturd istoricd la Viena. Timp de doi
ani, a activat la Bucuresti, unde a executat
numeroase portrete ale familiilor boieresti
si ofiterilor rusi, iar din 1840, s-a stabilit la
Pesta unde, recunoastere a valorii sale, a
fost ales membru al Academiei Maghiare de
Stiinta. Artist deosebit de prolific, a lucrat
picturd, desen, acuarels, litografie, numarul
lucrarilor sale depdsind 3000 de piese,

Miklés Barabas,
Portret de bdrbat / Portrait of a Man
ulei pe panza [ oil on canvas, 90 x 72 cm

MIKLOS BARABAS

1810 Marcusa, Covasna — 1898 Budapest

Miklés Barabds is considered to be the
most important Hungarian portrait painter
of his time. His creation is, especially in its
early stage, when he was active in Cluj,
Targu-Mures and Sibiu, strongly connected
to Transylvania. Between 1827 and 1828,
he worked in Sibiu at the Lithographic
Institute with Michael Bielz, studied drawing
with Franz Neuhauser, and then attended
lectures on historical painting in Vienna.
For two years he was active in Bucharest,
where he was commissioned to paint
portraits by the Romanian aristocracy and
also by Russian officers. In 1840, he settled
in Pest where, in recognition of his value,
he became a member of the Hungarian
Academy of Science. A very prolific artist,

Miklés Barabas,

Tdrani sdlisteni in drum spre targ /

Peasants from Saliste Village Going to the Fair
ulei pe panza / oil on canvas, 46,8 x 36,3 cm
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opere de o incontestabila valoare artistica si
documentara.

Lucrarea Tdrani sdlisteni in drum spre
targ (cca. 1850) plaseazd o familie de
tdrani romani, pictata cu atentie pentru
detaliu (indeosebi pentru cel etnografic), in
peisajul transilvanean. Modelul feminin al
acestui tablou, este lucrarea Fatd grecoaicd,
a lui Johann Ender, pictor cu care Barabas
studiase la Viena. Barabas realizeaza o prima
varianta a tabloului in anul 1844, considerata
de contemporani o adevdratd capodopers,
cea mai frumoasa scend de gen inspirata din
viata satului, urmata de alte cinci replici. Una
dintre ele, la dimensiunile celei de la Galeria
Nationald Maghiard din Budapesta, se afld
n Muzeul Tdrii Crisurilor din Oradea, cea
din Muzeul Brukenthal fiind de dimensiuni
reduse.

Scena de gen a fost preferata de
artistul maghiar, care a avut Tnsa reusite
remarcabile si in genul portretistic. Tn
tabloul Portret de bdrbat din colectia
Muzeului, atentia este concentrata in
intregime asupra descrierii fizionomiei, in
vreme ce restul compozitiei este tratat
sumar. Portretele lui Barabas de la sfarsitul
anilor ’30 si din anii ’40 (Portret de preot,
cca. 1837) se caracterizeaza printr-o anume
maturitate, prin atentia acordata calitatii
materialelor si redarii detaliilor. Desi fsi
idealizeaza fintrucatva modelele, artistul
inregistreaza cu corectitudine varsta si
trdsaturile de caracter, in regdsirea acelui
deziderat al verosimilitatii promovat de
stilul lui Georg F. Waldmiller, la Viena.

THEODOR GLATZ
1818 Viena - 1871 Sibiu

Fenomenul artistilor itineranti / calatori a
cunoscut mare amploare in secolul al XIX-
lea. Deseori peisaje neobisnuite, frapante,
monumente, ruine cu iz romantic sau
personaje cu aer exotic i-au determinat sa
surprindd fugar motivul ales, in lucrari de
grafica sau picturd in care valoarea artistica
este dublatd de cea de document cu continut

his legacy consists of oil paintings, drawings,
watercolours, lithographies, in all 3000
works of art of an undisputed artistic and
documentary value.

With minute care for detail his work
Peasants from Sdliste Village Going to the
Fair (ca. 1850) places a family of Romanian
peasants in the Transylvanian landscape. The
feminine model of this painting was inspired
by Johann Ender’s Greek Girl, which is not at
all surprising considering that Barabds had
studied in Vienna with Johann Ender. A first
version painted in 1844 is considered by his
contemporaries a true work of art, the most
beautiful genre scene inspired by rural life,
and it was followed by five other replicas.
One of these replicas the same size as the
one in the National Hungarian Gallery in
Budapest is now at The Cris County Museum
Oradea (Muzeul Tarii Crisurilor), while the
one in the Brukenthal collection, is smaller
in size.

The genre scene was preferred by the
Hungarian artist; nevertheless, his portraits
are also remarkable. In Portrait of a Man, his
entire attention is focused on rendering the
physiognomy of his model, while the rest of
the composition is summarily treated. The
portraits he painted at the end of the 30’s
and the 40’s (Portrait of a Priest, ca. 1837) are
characterized by a certain maturity, by the
attention given to details and by the manner
of depicting different textures. Though
slightly idealized, the models are treated in
the idea of a true rendering promoted by
G.F. Waldmdiller in Vienna.

THEODOR GLATZ
1818 Vienna - 1871 Sibiu

In the 19 century there were numerous
travellingartists. Startling sceneries, romantic
ruins or exotic characters inspired them and
the result was a number of works in which
artistic and documentary value complete
each other to become archaeological,
ethnographic, anthropological, historical or
architectural testimonies.
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arheologic, etnografic, antropologic, istoric
sau arhitectonic.

Dupa studiile la Academia de Arte din
Viena, Theodor Glatz cdlatoreste mult in
Imperiu, timp in care lucreaza cu predilectie
peisaje. Stabilit la Sibiu Tn anul 1843, Glatz
se implica n viata artisticd locala, devenind
liderul grupului de artisti prezenti in oras,
important si prolific nucleu artistic. Artistul
se dovedeste adevdrat reporter pentru zone
mai putin cunoscute din Imperiu, colaborand
cu ziare si reviste austriece carora le trimite
imagini din Transilvania (o parte din desenele
care au ilustrat reportaje despre provincia
intracarpatica n Illustrierte Zeitung din
Leipzig se pdstreaza in colectia de stampe a
muzeului).

Prin peisaje detipullucrarii Capelddelanga
Cluj (datat: 1843), artistul vienez — aldturi
de Heinrich Trenk - aduce in Transilvania
peisajul structurat pe grila clasicista, cu
elemente rezultate din observatia directa
si infuziuni romantice, care se practica in
Europa Centrald cu mult succes de catre
Josef Fischer, Josef Rebell, Carl Agricola,
Franz Steinfeld sau Jakob Alt. Compozitia
se realizeaza pe verticala asigurata central
de cladirea capelei ce se profileaza pe cerul
n nuante de griuri si albastruri. Primul si
ultimul plan se desfasoara pe orizontald,
echilibrand ansamblul. Registrul inferior este
animat de personaje/stafaj de dimensiuni
reduse, intr-un fel de scend de gen ce
aminteste de maniera pictorilor flamanzi
din secolul al XVll-lea. Linia orizontului este
foarte jos, astfel incat cladirea capelei se
deseneaza impundtor pe cerul in nuante
de albastru cu interventiile de alburi ale
norilor. O lumina calda fnvdluie intreaga
compozitie, iar clddirea in ruinad din dreapta
lucrarii aduce acea nota de romantism draga
artistilor de la mijlocul secolului al XiX-lea.
Prin prospetimea abordarii motivului, acest
tablou este o evidentd incercare de depdsire
a constrangerilor academismului si de
exprimare n limbaj nnoitor.

After having studied at the Art Academy
in Vienna, Theodor Glatz enjoyed travelling
though different regions of the Habsburg
Empire and discovered his taste for
depicting landscapes. Once settled in Sibiu,
in 1843, he becomes the leader of a group
of artists active in the city, a prolific artistic
nucleus. The artist will become a reporter
who brings to public attention parts of the
Empire which were less known: images of
Transylvania sent by him are published in
Austrian newspapers and magazines (some
of the drawings which illustrated articles
on the province published in Leipzig by
lllustrierte Zeitung are now in the engraving
collection of the museum).

With landscapes such as Chapel near Cluj
(dated: 1843) and following in the footsteps
of Heinrich Trenk, the artist brings the
landscape structured on a classicist frame
combined with elements resulting from
direct observation and romantic touches
characteristic of Central Europe where
it was successfully approached by Josef
Fischer, Josef Rebell, Carl Agricola, Franz
Steinfeld and Jakob Alt, to Transylvania.
The composition focuses on the vertical line
established by the chapel depicted against
the grey and blue hues of the sky.

The foreground and the background
unfold horizontally thus balancing the
composition. The lower part is animated
by tiny staffage characters in a sort of
genre scene which reminds of the manner
characteristic to 17%"" century Flemish
painters. The horizon is very low, so the
chapel towers against the blue of the sky and
the greyish white of the clouds. A warm light
seems to envelop the whole composition and
the building in ruins on the right brings that
certain touch of Romanticism so dear to mid
19* century artists. The fresh approach of
the motif turns this painting into an obvious
attempt made by the artist to overcome and
abandon the limits of Academism in favour
of new means of expression.
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HEINRICH TRENK

1818 Zug, Elvetia — 1892 Bucuresti

Cu studii la Academia de Arta din Dusseldorf,
Heinrich Trenk a activat in Transilvania (1845-
1856) apoi s-a stabilit la Bucuresti (1856-1892).
La Sibiu lucreazd ca profesor de desen si
executa un numar semnificativ de portrete ale
notabilitatilor locale si peisaje in ulei, acuarela
sau cdrbune, iar in 1887, participa la ,,Prima
expozitie internationald de arta”. La Bucuresti
se va face cunoscut mai ales ca pictor si
desenator documentarist, domeniu in care a
colaborat cu Alexandru Odobescu.
Creatiasaseinscriein maremdsurdinarta
documentarista (tabloul Biserica Evanghelicd
din Sibiu este un bun exemplu in acest sens),
dar o serie de lucrdri dovedesc sensibilitatea
artistului in redarea naturii, capacitatea sa de
a exprima sentimentul de admiratie in fata
madretiei peisajului natural, deseori in grila
clasicista impregnata de sugestii romantice.
Urmand modelul clasicist, lucrarea Intrare
in Cheile Turzii (datata: 1846) esteincadratd, pe
ambele laturi, de masive muntoase. Aproape
central, flancata de arbori, este plasatd o
moard, pelangd careiese suvoiul vijelios al unui
parau, motiv de mare popularitate in peisajul
artistilor perioadei. Blocand ultimul plan cu
un masiv muntos complet lipsit de vegetatie,
artistul accentueaza verticala compozitiei
sporindu-i monumentalitatea. Scena de gen
miniaturala din primul plan, ce aminteste de
tablourile peisagistilor flamanzi de secol XVII,
e menitd sa sublinieze contrastul intre mdretia
si vesnicia naturii si cotidianul trecdtor,
efemer, al grupului uman. Artistul realizeaza
armonizarea cromaticd prin trecerile graduale
ale culorilor, de la verzuri si brunuri in primele
planuri, la griurile si albastrurile luminoase
ale cerului. Atmosfera naturii mdrete este
asiguratd in primul rand prin motivul ales, si
apoi prin efectele de eclerajin rosu si violaceu,
ale apusului de soare care se reflectd pe
peretele abrupt al muntelui, moment al zilei
valorificat in numeroase peisaje ale epocii. De
observat este cd pictorul elvetian pare atras
si in Transilvania de aspectele spectaculoase
ale peisajului montan, care-i aduceau aminte

HEINRICH TRENK

1818 Zug, Switzerland — 1892 Bucharest

After having studied at the Academy of
Art in Disseldorf, Heinrich Trenk was
active in Transylvania (1845-1856) and
then in Bucharest (1856-1892). In Sibiu he
taught drawing, painted a few portraits
commissioned by local notabilities, oil
landscapes and watercolours. Also, as a
result of his creative years in Sibiu we have
a number of carbon drawings. In 1887 he
was present at “The First International Art
Exhibition”. In Bucharest he made his name
as a painter and a documentarian (working
with Alexandru Odobescu). His painting
The Lutheran Church in Sibiu proves him a
documentarian, but many of his creations
show that he had great admiration for
nature and a sensible way of depicting its
greatness in a manner which is classicist
but, in the same time, touched by romantic
suggestions.

Following a classicist model The Turda
Pass (dated: 1846) is bordered on either
side by mountains. Almost in the middle,
surrounded by trees a watermill pours out a
tumultuous stream of water, motif of great
popularity among the artists of the time.
Blocking the background with a massive,
completely barren cliff, the artist enhances
the vertical of the composition rendering
it even more monumental. The miniature
genre scene in the foreground, reminding
of the 17" century Flemish landscapists is
meant to underline the contrast between
the greatness and permanence of nature
and human ephemeralness. Chromatic
harmonies achieved by a gradual change of
the colours from hues of green and brown
in the foreground to the luminous hues of
white and blue of the sky in the background.
A certain greatness is given not only by the
motif but also by the effects of the red and
purple éclairage of the sunset reflected on
the steep slopes, moment of the day often
approached by the painters of the time.
Perhaps the Swiss painter was so partial to
the Transylvanian mountain-scapes because
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Heinrich Trenk,
Intrarea in Cheile Turzii / The Turda Pass
ulei pe panzd / oil on canvas, 40 x 40 cm

de Inzdpezitele creste ale Alpilor din tara de
obarsie.

Portretul lui Julius Sigerus (cca. 1850) —
membru al unei familii sibiene pentru care
Trenk a executat mai multe tablouri — este
o lucrare realizatd cu multa sensibilitate
si eleganta in desen si culoare, manierd
tipica Biedermeier-ului vienez. Aceleiasi
abordari stilistice i apartin atmosfera
intimistd, placerea amanuntului decorativ
si pensulatia lisa. Este tipul de portret
practicat cu mare succes la Viena, de F.G.
Waldmiiller si portretistii din preajma sa,
foarte bine receptat si in Transilvania si la
sud de Carpati.

Theodor Glatz,
Capeld langd Cluj / Chapel near Cluj
ulei pe panza [ oil on canvas, 31 x 23 cm

Heinrich Trenk,
Portretul lui Julius Sigerus, copil / Portrait of Julius Sigerus
ulei pe panzd / oil on canvas, 68 x 53 cm

the image of the snowy peaks of the Alps in
his country of origin was still a dear memory.

The Portrait of Julius Sigerus (ca. 1850)
depicts a member of a family in Sibiu who
had commissioned Trenk to paint several
portraits. It is depicted with a sensitivity and
elegance in drawing and colour characteristic
of the Viennese Biedermeier. The same
stylistic approach results in an atmosphere
of intimacy, in the pleasure of the decorative
detail and in the flat brushstrokes. This type
of approach was made extremely popular
in Vienna by F.G. Waldmiiller and his group
and was well received in Transylvania and
Wallachia.
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JOHANN BOBEL
1824 Sibiu — 1887 Sibiu

ActivlaSibiu, Johann Bdbel s-aocupataproape
exclusiv de peisajul citadin, accentuand latura
sa figurativ documentarista. El reprezinta un
caz mai deosebit, In conditiile in care, in pofida
unei pregatiri sumare, mai mult autodidacte,
a reusit sa creeze lucrari care, pe langd nota
marcat documentara cu care autorul le-a
investit chiar in momentul realizarii, contin
si valoare artisticd, rezultat al emotiei si
sensibilitatii pe care le incorporeaza.

in primul plan al Peisajului din Sibiu (datat:
1864-1870), se desfasoara o animatd scend
de gen, in care doamnele de vaza ale orasului
stau la taifas sau fsi plimba copiii, domnii cu
joben si baston schimba impresiile de peste
zi, negustorii, negustoresele se intorc dupa o
zi de targ la casele lor, iar taranii se pregatesc
sd pdraseascd orasul, cu carele cu boi.
Planul median, este ocupat de ,,locuitorii de

Heinrich Trenk,
Biserica Evanghelicd din Sibiu / The Lutheran Church in Sibiu
ulei pe panza / oil on canvas, 60 x 41 cm

JOHANN BOBEL
1824 Sibiu — 1887 Sibiu

Active in Sibiu, Johann Bobel was almost
exclusively a painter of cityscapes,
highlighting their figurative-documentarian
aspect. He was somewhat unusual in that he
was a self made artist, without solid studies;
still, he is the author of a number of works
which are not only important documents,
but which, as a result of the emotions and
sensitiveness they incorporate, also have
artistic value.

An animated genre scene in which well
to do ladies of the city chat or walk their
children, and distinguished gentlemen in top
hats debate the issues of the day, in which
merchants and their wives return to their
homes while peasants and their ox-carts
are about to leave the city, is unfolding in
the foreground of View of Sibiu (dated:
1864-1870). In the middle a row of houses,

Johann Bébel,
Peisaj din Sibiu / View of Sibiu (dated: 1864-1870)
ulei pe panzd / oil on canvas, 104 x 81 cm
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piatra” ai orasului: sirul de case de pe strada
Gusteritei si intrarea pe strada Turnului,
nspre Orasul de Sus. Viata pasnica a cetdtii se
desfdsoara sub semnul Bisericii evanghelice,
care domina impunatoare ultimul plan,
profilandu-se masiva pe albastrul cerului.
in dreapta si stanga ei, se naltd alte doua
fnsemne devenite simbol ale orasului: turnul
Bisericii catolice si Turnul Sfatului.

THEODOR BENEDIKT SOCKL
1815 Viena - 1861 Sibiu

Portretistul cel mai talentat al cercului de la
Sibiu este vienezul Theodor Benedikt Sockl
care a reusit sa marcheze o noud etapa in
viziunea generala asupra portretului, prin
capacitatea de individualizare a modelului,
abilitatea de a realiza o compozitie in care
personajele se Tncadreaza cu naturalete si
cromatica eleganta.

Sockl a urmat cursurile Academiei de Arte
din Viena, stabilindu-se la Sibiu in anul 1846,
activand ca pictor, fotograf si restaurator in
Muzeul Brukenthal. Situatia financiara precara
datorata comenzilor putine, il obliga sa
calatoreasca mult, astfel ca a executat lucrari
la comanda si la Ordstie, Brasov, Bucuresti,
in Banat, la Graz si Viena. Pasionat de noua
tehnica de reproducere, cea fotograficd, a
lucrat ca fotograf la Sibiu si la Viena.

Portretul Clarei Soterius von Sachsenheim
(datat: 1851) reprezentand-o pe sotia naltului
functionar in justitie Friedrich Soterius von
Sachsenheim (in tabloul pandant), probeaza
nu doar talentul artistului de a reda calitatea
materialelor, ci si capacitatea de aindividualiza
personajulsideacreaoatmosferadeintimitate
si confort. Lucrarea a intrat in colectie printr-o
donatie facuta de familia artistului, in anul
1934, prin intermediul societatii ,,Prietenii
Muzeului”. Din aceeasi sursa provine tabloul
n care Sockl o portretizeaza pe soacra lui:
Justine Soterius von Sachsenheim, nascuta
Conrad (1792-1868). Sosit la Sibiu in speranta
gasirii unei clientele numeroase, Sockl intrase
in grupul de artisti condus de Theodor Glatz.
Aici 0 cunoaste pe tanara cu aspiratii artistice

Gusterita Street and, leading the inhabitants
towards the Upper Town, Turnului Street.
The peace of the city is guarded by the
Evangelic Church which depicted against the
blue of the sky towers the background. On
either side of the church, two other symbols
of the city: the steeple of the Catholic Church
and the City Hall Tower.

THEODOR BENEDIKT SOCKL
1815 Vienna - 1861 Sibiu

The most talented portrait painter of the
group of artists active in Sibiu, Theodor
Benedikt Sockl opened a new era in the
way portraiture was viewed: the model is
individualized, the characters fit naturally
into the composition and the elegant
chromatic often displays hues of great
finesse.

Sockl studied at the Academy of Art
in Vienna and, in 1846, he settled in Sibiu
where, beside painting, he worked as a
photographer and as a restorer for the
Brukenthal Museum. A precarious financial
situation forced him to travel to Orastie,
Brasov, Bucuresti, in Banat, to Graz and to
Viena and paint on commissions.

The Portrait of Clara Soterius von
Sachsenheim (dated: 1851) depicts the wife
of Friedrich Soterius von Sachsenheim, (in
the pendant portrait) who held an important
position in the judicial system of Sibiu. It is
a measure of the artist’s talent in rendering
the quality of the fabrics, as well as in his
capacity of individualizing the character
and in creating an atmosphere of intimacy
and comfort. The painting became part of
the collection in 1934 as a donation of the
artist’s family through the good office of the
Friends of the Museum Society. The portrait
of his mother-in-law, Justine Soterius von
Sachsenheim, née Conrad (1792-1868)
was also part of the 1934 donation. Sockl
had come to Sibiu with the hope of finding
a rich clientele and had joined the group
of artists led by Theodor Glatz. He met the
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Theodor B. Sockl,

Portretul lui Friedrich Soterius von Sachsenheim /
Portrait of Friedrich Soterius von Sachsenheim
ulei pe panzad / oil on canvas, 57 x 46 cm

Clara Soterius von Sachsenheim, care i va
deveni sotie si-i va fi alaturi pana la sfarsitul
prematur, cdci atat pictorul cat si sotia sa se
sting din viata in anul 1861.

In  Portretul Justinei Soterius von
Sachsenheim, artistul isi plaseaza modelul
ntr-un interior - redat sumar, dar sugerat
fastuos —, sezand intr-un fotoliu. Sockl acorda
importanta egala portretizarii in sine, redarii
corecte si delicate a trasaturilor personajului,
a privirii, a carnatiei, cat si tinutei vestimentare
elegante care dd un plus de prestanta celei
reprezentate.

JOHANN (JANOS) AGOTHA
1808 Turda — 1880 Sibiu

Johann Agotha a beneficiat de studii de
artd sumare, constand Tn mai putin de un an
la Academia din Viena si o perioada destul
de scurta la Budapesta, unde a lucrat sub
ndrumarea lui Miklés Barabas. Este activ ca
portretist si profesor de desen in Transilvania,
la Targu Mures si Sibiu.

Personalitate marcantd a orasului Sibiu,
Ludwig Neugeboren (1806 - 1887) a fost

Theodor B. Sockl,

Portretul lui Clara Soterius von Sachsenheim /
Portrait of Clara Soterius von Sachsenheim
ulei pe panza / oil on canvas, 57 x 46 cm

young aspiring artist Clara Soterius von
Sachsenheim who became his wife (both
artists died at a young age in 1861).

In the Portrait of Justina Soterius von
Sachsenheim the artist places his model in a
scarcely depicted but luxuriously suggested
interior sitting in an armchair. Sockl pays
equal importance to portraiture in itself
and to the correct but delicate rendering
of the character’s facial expression, glance,
carnation and elegant apparel which adds to
the posture of the model.

JOHANN (JANOS) AGOTHA
1808 Turda — 1880 Sibiu

Johann Agotha spent less than a year at
the Academy of Art in Vienna and an even
shorter period of time in Budapest where
he worked under the guidance of Miklds
Barabds. He was an active portrait painter
and art teacher in Transylvania both in Tg.
Mures and in Sibiu.

Prominent  personality of  Sibiu,
evangelic priest, naturalist, custodian of the
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preot evanghelic, naturalist, custode al
Muzeului Brukenthal si unul dintre fondatorii
,,Societatii Transilvanene de $tiintele Naturii”.
Naturalist de talie europeand, precursor
al micropaleontologiei si unul dintre primii
cercetdtori din Europa in acest domeniu,
Neugeboren a fost membru corespondent
al mai multor academii si al unor importante
societdti stiintifice europene. Agotha 1l
reprezinta intr-un interior, sezand, cu mana
rezematd de o masa de lucru. Pentru o
caracterizare complexd, artistul foloseste
elemente care fac aluzie la preocuparile
personajului reprezentat: tocul de scris,
microscopul. Alma, sotia sa, este infatisata
intr-o lucrare (datatd: 1848) de mai mare
intimitate, vizibil influentatd de pictura
Biedermeier, in conformitate cu rolul femeii, in
societatea secolului al XIX-lea: acela de mama
si de sustindtoare a sotului. Spre deosebire de
portretul barbatului structurat pe linii frante,
dublul portret al Almei si al copilului urmeaza
curbe domoale, gratioase, accentuandu-i nota
de feminitate si efectul de tandrete.

Johann Agotha,

Portretul Almei Neugeboren cu copilul /
Portrait of Alma Neugeboren and her Child
ulei pe panza / oil on canvas, 92 x 75 cm

Brukenthal Museum, one of the founders
of the Transylvanian Society for Natural
Sciences, precursor of micro-paleonthology
and member of several European academies
and scientific societies, Ludwig Neugeboren
(1806-1887) has his portrait painted by
Johann Agotha. The artist placed him in an
interior, sitting, his hand resting on a desk. In
order to achieve a complex characterization
of the model, the artist employs certain
auxiliary elements which hint to the interests
of the model: a pen and a microscope.

His wife, Alma Neugeboren is depicted
(the painting is dated: 1848) in a more
intimate atmosphere visibly under the
influence of Biedermeier painting, in
accordance with her position: a mid-19*
century devoted wife and mother. Unlike the
portrait of her husband which is structured
on sharp angles, the double portrait of Alma
and her child follows soft gracious curves
enhancing the feminin and tender touch.

Johann Agotha,

Portretul lui Ludwig Neugeboren /
Portrait of Ludwig Neugeboren

ulei pe panza / oil on canvas, 93 x 75 cm
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CAROL POPP DE SZATHMARY

1812 Satu Mare? Cluj? — 1888 Bucuresti

Descendent al unei familii de intelectuali
si teologi transilvaneni, Carol Popp de
Szathmdry a ramas in istoria artei romanesti
ca o personalitate complexa, plurivalenta a
secolului al XIX-lea: a fost pictor, desenator,
documentarist, scriitor si unul dintre primii
fotografi din Europa. Sclipitor si temerar,
Carol Popp de Szathmary a trdit in preajma
unor personalitati politice si culturale ale
epocii si a luat parte la evenimente cruciale
- a calatorit n toatd Europa, in Orientul
Indepartat, iar in timpul Razboiului Crimeii a
realizat primul reportaj de razboi din lume-,
pe care le-a surprins cu minutiozitatea,
verva si spontaneitatea care il caracterizau,
n schite in creion, acuareld sau ulei. Alaturi
de H. Trenk, Szathmdry este considerat,
prin ,,reactiunea impotriva academismului”,
artistul curol de mare importantaininnoirea
picturii de peisaj din Tara Romaneascd.

In lucrarile sale descoperim motivul
calatoriei romantice, pitorescul exotic si
tentatia orientalismului specifice picturii
romantice a epocii. Deseori limbajul de
influenta romantica este temperat de educatia
clasicd si nuantat de elemente de observatie
analitica a realitatii. O parte a lucrdrilor sale
marturisesc capacitatea de a lucra in acord
cu noua modd propusd de scoala francezg,
aceea a,,plein air”’-ului, importanta inovatie in
istoria artei romanesti. Gustul pentru pitoresc
si etnografie aduce in creatia sa cunoscutele
scene de targ, plasate in cadru peisagistic.
Lucrarea Tdrg la munte (cca. 1860) grupeaza
personajele din primul plan intr-o ampla
desfdsurare pe orizontala. Interesul artistului
nu se opreste asupra figurilor, ci asupra
diversitatii lor din punct de vedere social si
etnic, asupra notei de pitoresc care 1i permite
valorificarea gustului sdu pentru elementul
etnografic si pentru minutioase descrieri
decorative. Eclerajul puternic al primului plan
evidentiaza scena de gen, lasand pe plan
secund peisajul de fundal, care capdta totusi
amploare prin plasarea liniei orizontului cat de
jos permite relieful montan. Intr-o inscriptie

CAROL POPP DE SZATHMARY

1812 Satu Mare? Cluj? — 1888 Bucharest

Descendant of a family of Transylvanian
intellectuals and theologians, Carol Popp
de Szathmdry, complex personality of
the 19* century, painter, documentarist,
writer and one of the first photographers
in Europe, is an important name in the
history of Romanian art. Bright and daring,
he lived in the entourage of famous cultural
and political personalities of his time, took
part in some of the crucial events of the
century, travelled in Europe and the Far
East and, during the Crimean war, he was
the first war reporter to send detailed
reports to a world which was surprised by
the minuteness, vividness and spontaneity
of his carbon sketches, watercolours and
oil paintings. Szathmary together with H.
Trenk is considered to have played a major
part in the renewal of landscape painting in
Wallachia.

In his creations we discover the motif of
the romantic voyage, the exotic picturesque
and the lure of the Orient which characterize
Romantic painting. Often, the language is
tempered by the author’s classic education
and nuanced by elements of an analytical
observation of reality. Some of his paintings
are a testimony to his adaptability to work
in accordance with the new tendencies
coming from the French school of the “plein
air”, important innovation in the history of
Romanian art. The paintings in which he
depicts people at the fair reveal his taste
for the picturesque and for ethnography.
In Fair in the Mountains (ca. 1860), in the
foreground, he unfolds the characters in
ample horizontal. His interest does not
linger on the faces, but insists on their
ethnic and social diversity, on the touch of
picturesque which allows him to show his
taste for ethnographic elements and for
minute decorative descriptions. The strong
eclairage of the foreground enhances
the genre scene sending the landscape in
the background on a secondary position,
although by placing the line of the horizon
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Carol Popp de Szathmary,
Targ la munte / Fair in the Mountains
ulei pe panza/ oil on canvas, 63 x 105,5 cm

din 1910 (stanga jos), fiul artistului, pictorul
Alexandru Szatmari autentifica si dateaza
tabloul ,,pe la 1860”.

GUSTAYV ALBERT SCHIEVERT
(SCHIVERT)
1826 Sibiu - 1881 Graz-Waltendorf

Dupa studiile la Academia de Arte de la Viena,
Schievert a activat ca pictor si desenator la
Sibiu, lasi si Viena. Contemporanii au vazut
n el un ,tandr genial”, cum l-a numit St.
Ludwig Roth, In 1847. Cu prilejul ,,Primei
Expozitii de Arta de la Sibiu”, din 1887, Adolf
von Stock il considera ,,un mare talent”,
care din pdcate nu s-a manifestat deplin.
Intr-adevar, evolutia sa ca pictor a fost in
mare parte opritd Tn momentul in care si-a
deschis un atelier fotografic, domeniu in care
a obtinut rezultate remarcabile. Lucrarile
sale, realizate in stilul academismului vienez,
se disting prin corectitudinea, siguranta si
eleganta executiei. Intre anii 1879-1880,

as low as the mountains allow, the artist
gives it a certain majesty. In an inscription
he made in 1910, the artist’s son, dates the
painting “around 1860”.

GUSTAV ALBERT SCHIEVERT
(SCHIVERT)
1826 Sibiu — 1881 Graz-Waltendorf

After finishing his studies at the Academy
of Art in Vienna, Schievert was active in
Sibiu, lasi and Vienna. His contemporaries
considered him extremely talented and, in
1847, St. Ludwig Roth said that he was “a
young man of genius” who, unfortunately,
had not yet given the full measure of his
talent. Indeed, his artistic evolution almost
came to a complete halt when he opened
a photographic studio with which he
achieved remarkable results. His works in
the manner of the Viennese academism
are a model of correctness, steadiness and
elegant execution. Between 1879 and 1880,
Schievert painted the portraits of Joseph
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Schievert a executat portretele baronilor
Joseph I, Karl si Hermann von Brukenthal -
cel din urma fiind ultimul descendent pe linie
masculing, cu drept de mostenire asupra
averii |dsate de ntemeietorul muzeului -
care se pdstreaza in colectia noastra.

Calitdtile de bun portretist ale lui
Schievert, de mare acuratete in executie,
se evidentiaza 1n Portretul Baronului
Andrei Saguna, lucrare care reuseste sd
pund in valoare puternica personalitate
a Mitropolitului Ortodox al Ardealului,
unul dintre cei mai de seamd apdratori ai
romanismului din Transilvania. Andrei Saguna
a fost si primul presedinte al Asociatiei
Transilvane pentru Cultura Poporului Roman,
intre 1861-1867 si a jucat un rol de mare
fnsemndtate in organizarea invatamantului
romanesc din Transilvania.

CONSTANTIN LECCA

1807 Brasov — 1887 Bucuresti

Constantin Lecca a fost unul dintre primii
artisti  romani formati Tn strdindtate,
ramanand nume de referintd pentru pictura
istoricd si portretistica romaneascd. In
preajma grupului de patrioti romani aflati la
Budapesta 1n deceniul patru al secolului al
XIX-lea, arta lui Lecca debuteaza sub semnul
istoriei si al valorilor morale promovate de
urmasii Scolii Ardelene. Tn aceasta perioads,
colaboreaza la revista Biblioteca romdneasca
editata de Zaharia Carcalechi, pentru care
executa o adevaratd galerie de portrete
de domnitori si scene istorice. Permeabil la
noutatile din arta timpului, Lecca asimileaza
sporadic si elemente ale stilului Biedermeier
n vogd si ale curentului romantic. Atitudinea
de esenta romantica poate fi deja detectata
n albumul de cdlatorie cu peisaje ,,cu ruine”
din Transilvania, din 1830-1831. Preferinta
pentru atmosfera intimistd, caracteristica
stilului burghez al Biedermeier-ului se
vor regdsi Tn portrete ale anilor urmatori,
dominate de sentimentul de gratie naturala
si confort. Din anul 1833 se stabileste pentru
15 ani la Craiova, activand ca profesor la

I, Karl and Hermann, barons of Brukenthal
today part of the Brukenthal collection. A
mention should be made regarding Baron
Hermann von Brukenthal who was the last
male descendent of the founder of the
collection and the last heir of the estate.

The Portrait of Baron Andrei Saguna
proves Schievert’s qualities of portraitist. The
Baron, leader of the Transylvanian Orthodox
Church, one of the mostimportant defenders
of the rights of the Romanian population in
Transylvania, the first president (1861-1867)
of the Transylvanian Romanian Cultural
Association, organizer of the Romanian
educational system in the province, had
a very strong personality which the artist
manages to convey.

CONSTANTIN LECCA

1807 Brasov — 1887 Bucharest

Constantin Lecca, one of the first Romanian
artists to be schooled in Budapest and
Vienna, is one of the most important
painters of historical scenes and of portraits.
Part of a group of Romanian patriots active
in Budapest in the fourth decade of the 19
century, he made his debut under the sign
of the historical and moral values promoted
by this group. Commissioned by Zaharia
Carcalechi, editor of the magazine “The
Romanian Library,” he executed a gallery
of portraits of Romanian princes and of
historical scenes. Open to the numerous
novelties present in the artistic life of his
time, Lecca also assimilates elements of
the Biedermeier style, extremely popular
at the time, as well as of Romanticism.
His attitude is detectable in the album of
Transylvanian landscapes “with ruins” dated
1830-1831. In the portraits he painted in the
years to follow, he revealed his bias for an
atmosphere of intimacy, characteristic of
the bourgeois Biedermeier. A feeling of
comfort and natural grace dominates these
portraits. In 1833, he moved to Craiova,
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Gustav A. Schievert,

Portretul Baronului Andrei Saguna, Mitropolitul Ardealului /
Portrait of Baron Andrei Saguna

ulei pe panza |/ oil on canvas, 76,5 x 58 cm

Constantin Lecca, Constantin Lecca,

Doamna Alexandrina Vlddoianu / Portret de bdrbat /

Portrait of Alexandrina Vlddoianu Portrait of a Man

ulei pe panza / oil on canvas, 99 x 73 cm ulei pe panza/ oil on canvas, 102,2 x 79 cm

Scoala Centrald, portretist, pictor de biserici  where he spent the next 15 years teaching
- considerat primul care a executat pictura at the Central School, painting portraits
bisericeasca ,,in stil occidental” - si editor. and also painting church interiors (he is
Ajunge, n perioada urmatoare, la Roma considered to have been the first painter
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si la Paris, unde viziteaza muzee, executd
copii si respird aerul modern al celor doua
mari capitale artistice europene. Primeste
comenzi din tard si executd icoane si tampla
Bisericii Sf. Nicolae din Scheii Brasovului, se
stabileste apoi la Bucuresti, ca profesor la
Liceul Sf. Sava.

Printre numeroasele portrete pe
care le realizeaza Tn aceasta perioada se
numard si cel al Alexandrinei Vlddoianu
(datat: 1850). Artistul cunoscuse familia
Vladoianu cu ani in urma la Craiova, poate
de aceea e mai putin crispat, eliberandu-si
talentul si dezbdrandu-se de o anume
rigiditate. Dupd moda care se bucura deja
de succes la publicul romanesc, Lecca Tsi
plaseazd modelul feminin pe un fundal
peisagist, tratat sumar, intr-o cromatica
de griuri colorate si ocruri diluate, care
permit evidentierea sa pregnanta. Tandra,
fnvesmantata intr-o eleganta rochie de moda
occidentald, pozeaza cu gratie. Artistul nu
reuseste sa surprindd cu adevarat expresia,
dar privirea vioaie si zambetul retinut usor
dau cdldura si dragdlasenie chipului feminin.
Spectaculozitatea lucrdrii constd in redarea
priceputa a calitatii si texturii materialelor
vestimentatiei si bijuteriilor si in contrastul
decorativ dintre verdele rochiei, albul salului
si rozul din fundd, din podoaba pdrului
si din carnatie. Tabloul se distinge intre
operele artistului prin calitdtile de culoare si
plasticitatea modelajului.

MISU POPP

1827 Brasov — 1892 Brasov

Misu Popp studiase la Academia de Artd
din Viena, Tncepand cu anul 1845, intr-o
perioada in care aici incd se resimteau ecourile
clasicismului academic de nuanta prerafaelita,
abia pdtrundeau elemente ale romantismului
german si mai vag chiar, ale realismului francez.
Artistul aavut sansa sd studieze cu cateva dintre
celebritatile capitaleiimperiale: F.G. Waldmiiller,
Joseph von Fiihrich si Fr. von Amerling, datorita
carora asimileaza o buna lectie academica,

who adopted the “Western style” in church
painting. Later, he also travelled to Rome
and Paris where he visited museums, made
copies of famous paintings and took in the
air of those two major European capitals of
art. Back in Wallachia, he was commissioned
to paint icons and the altar screen of St.
Nicolas Church in Brasov. He was also, for
a time, teacher at the St. Sava College in
Bucharest.

The Portrait of Alexandrina Vlddoianu
(dated: 1850) is one of the numerous
portraits he painted. The artist had known
the VIddoianu family in Craiova, so that he
was less tense and rigid and could release
all his talent. Following the trend of the
time, Lecca placed his model against the
background of a landscape, in shades of
coloured greys and diluted ochres which
allow for a good enhancing. The young
woman, dressed in a very elegant, stylish
gown, poses gracefully. The artist fails to
render her expressiveness, but a pair of vivid
eyes and a delicate smile warm her face.
However, it is truly a spectacular creation in
which the artist gives the full measure of his
talent in depicting the quality and texture
of the fabric and of the jewellery, in the
contrast between the green of her dress,
the white of her scarf, the pink of her bow,
of the accessories in her hair and of her
carnation. The quality of the chromatic and
the plasticity of the model individualize this
painting among the artist’s works.

MISU POPP

1827 Brasov — 1892 Brasov

Misu Popp began his studies at the Academy
of Art in Vienna in 1845. The echoes of the
academic classicism of pre-raphaelite nuance
had not yet died out, while the elements of
German and French Romanticism were only
beginning to assert their presence. The artist
had the opportunity to study with some of
the Viennese celebrities of the time, F.G.
Waldmidiller, Joseph von Fiihrich and Fr. von
Amerling, who helped him assimilate lessons
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Misu Popp,

Fatain albastru/ Girl in Blue
ulei pe panzd/ oil on canvas,
95x74cm

asezonatd — e drept cu retinerile provincialului -
cu elemente romantice si Biedermeier.

Petrece perioada 1850-1864 in Principate,
pictand numeroase portrete si biserici
(impreuna cu Constantin Lecca), jucand un rol
important in regenerarea picturii romanesti
din deceniile cinci si sase. Revenit la Brasov,
isi deschide un atelier in Schei, este tratat ca
0 ,,glorie locald”, chemat sa picteze bisericile
din apropiere, iar din 1890 este profesor de
desen la Liceul Roman. Primeste numeroase
comenzi de lucrdri portretistice, cdci in
conditiile in care Brasovul devine spre mijlocul
secolului al XIX-lea cel mai important nucleu
al burgheziei romane transilvanene, era firesc
ca principalul gen sa fie portretul, chemat

of academism seasoned with romantic and
Biedermeier elements.

Between 1850 and 1864 we find him
in the Principalities, painting portraits and
(together with Constantin Lecca) church
interiors and playing a significant part in the
regeneration of Romanian painting. Back in
Brasov, where he was considered a “local
glory”, he opened his own studio in Schei.
He was asked to decorate churches and,
in 1890, to teach art at the Romanian High
School. The local bourgeoisie, in full ascent,
commissioned him to paint numerous
portraits.

The Brukenthal Museum preserves in its
collection a significant part of his creation:
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Misu Popp,
Portret de femeie / Portrait of a Woman
ulei pe panza [ oil on canvas, 140 x 105,2 cm

Misu Popp, Misu Popp,
Italianca / Italian Peasant Woman Cdlugdr / Monk
ulei pe panzd / oil on canvas, 71 x 56 cm ulei pe panza / oil on canvas, 58 x 46 cm
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sa raspunda necesitatilor de reprezentare si
confirmare ale acestei clase sociale.

Muzeul Brukenthal pastreaza cea
mai mare mostenire din creatia artistului,
numeroase portrete, precum si scene
mitologice si alegorice, dovezi ale amplorii si
calitatii operei sale. Modelul tabloului Fata in
albastru (datat: 1868) este tandra bragoveanca
Elena Costea. intreaga tratare a lucrarii este de
factura academistd, artistul reusind sa aducd
o nota de cdldurd prin plasarea modelului
intr-un interior, ce e drept, sumar redat, si
delicata tratare a personajului. Figura ei este
bine realizata, dar usor inexpresivd, in acea
maniera blands, calda, calma si impersonala
a portretisticii Biedermeier. Chipul fetei si
distinsa ei tinuta vestimentard sunt pictate cu
stiinta redarii calitatii materialului, a efectelor
picturale. Portretele de femei din pictura
romaneascd a secolului al XIXlea contin
de multe ori acest gen de elemente anexe,
accesorii, atribute, care pot defini personajul.
Florile prinse in pdr sau tinute in mand sunt
simboluri consacrate ale dragostei.

Cromatica nuantatd, compozitia ampla
si amdnuntele legate de interiorul in care
este plasat personajul dau Portretului de
femeie un plus de elegantd si rafinament.
Asezarea modelului in apropierea unei
oglinzi si redarea sticlutelor de parfum de pe
mdsuta de toaleta, alaturi de descrierea atat
de minutioasd a elegantei rochii fac referire
la mondenitatea si bunastarea personajului.
Fructul delanga oglindd poate juca un simplu
rol de accent de culoare, dar nu excludem
posibilitatea ca Misu Popp, autor de pictura
religioasd si de scene mitologice si alegorice,
sa intentioneze aici o aluzie la ispitd, pacatul
originar, vanitate.

Lucrarea Tdrancd italiand, remarcabild
prin transpunerea delicata a detaliilor
fizionomice si prospetimea figurii, este
probabil pictata dupd o gravura a lui Leopold
R. Nevez sau Claude-Marie Dubufe, care
Tntre anii 1830-1840, au realizat multe lucrari
cu subiecte italienizante, de mare circulatie
n versiune gravatad.

portraits, mythological and allegorical
scenes, which prove his talent and the
importance and quality of his work. The
model who posed for Girl in Blue (dated:
1868) is a young girl from Brasov, Elena
Costea. The artist approaches his model
delicately; he places her in a scarcely
rendered interior, thus adding warmth
to this academic composition. Her figure
reveals the gentle, warm, serene and
impersonal manner of the Biedermeier
portraiture. Her face and her distinguished
apparel are painted with “a sense of matter
and sensitiveness towards the effects of the
light falling on the fabric, on the carnation
of the model, on her hair and on her
jewels”. The 19* century feminine portraits
often contain these elements, accessories,
attributes which help define the character.
Flowers in their hair or held by delicate
hands are a symbol of love.

The chromatic, the amplitude of
the composition and the details of the
interior in which he placed the model
add to the elegance and refinement of
his Portrait of a Woman. By placing the
model in the proximity of a mirror, by
carefully depicting the bottles of perfume
on her dressing table and by the minute
description of her gown, he gives us a hint
as to her social and economic status. A
fruit by the mirror may have been placed
there in order to enhance the chromatic,
although the artist could have hinted
to the Biblical episode of Eve tempting
Adam.

In Italian Peasant Woman, probably a
copy of an engraving by either Leopold
Robert Nevez or Claude-Marie Dubufe,
artists whose works of Italian inspiration
were very popular in the 1830s and 1840s,
the delicate rendering of the physiognomy
and the freshness of the figure are quite
remarkable.
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GHEORGHE TATTARESCU

1820 Focsani — 1894 Bucuresti

Crescut n spiritul dragostei pentru artd, de
catre un unchi care era ,,zugrav’”’ de meserie,
Tattarescu s-a format apoi in spiritul picturii
academice in timpul studiilor de la Roma.
Sub influenta idealurilor revolutiilor de la
1848, realizeaza tabloul alegoric Desteptarea
Romadniei, atragand astfel atentia publicului
italian asupra evenimentelor petrecute fin
Principate. Tn anii urmatori, c3latoreste in
Europa(Franta, Anglia, Tarilede Jos, Germania)
si se opreste la Paris (1851), alaturandu-se
grupului de revolutionari romani n exil.
Impartasirea acelorasi idealuri revolutionare
se reflectd in operele sale cu subiect istoric
sau alegoric si numeroasele portrete ale unor
personalitati istorice ale acelor ani. Insarcinat
sa fintocmeascda un Album national al
privelistilor si monumentelor istorice din tard,
isi dezvolta si gustul pentru pictura de peisaj,
pe care o abordeazd pigmentand-o cu accente
romantice. O mare parte din activitatea sa
artistica a fost consacratd picturii religioase,
practicate intr-un stil personal, de certa
apartenentd neoclasica. Aldturi de Theodor
Aman, Tattarescu a jucat un rol important
n asigurarea unui cadru institutional vietii
artistice romanesti, sustinand finfiintarea
pinacotecilor, organizarea expozitiilor anuale
si fondarea unei scoli romanesti de arte
frumoase.

Cele douad portrete pandant din colectia
Brukenthal, Portret de bdrbat si Portret de
femeie (datate: 1870) sunt relevante pentru
portretistica Iui Tattarescu. Ele confirma
meticulozitatea sa academica formata fn
anii de studiu la Accademia di San Luca,
precum si exercitile din muzee dupa arta
marilor maestri. Artistul reda cu pricepere
transparenta dantelelor care cad pe umerii
tinerei doamne, umbrele delicate la intalnirea
materialului cu pielea catifelatd, caldura
carnatiei bratelor si bustului in contrast cu
stralucirea rece a atlasului din rochie si a
bijuteriilor. Barbatului ii este reliefata fruntea
fnaltd, luminoasa, privirea agerd si atitudinea
demna. Cartea ca atribut, se refera la statutul

GHEORGHE TATTARESCU

1820 Focsani — 1894 Bucharest

Brought up by an uncle whose trade was
painting and who instilled in him a profound
love for art, Tattarescu completed his academic
studies in Rome. He shared the ideals of the
1848 revolution and this inspired the allegorical
painting Romania’s Awaking, which brought the
situation of the Romanian Principalities to the
attention of the Italian public. In the years to
follow, the artist travelled throughout Europe
(France, England, The Low Countries, Germany)
and, in 1851, settled in Paris where he joined the
group of exiled Romanian revolutionaries. The
revolutionary ideas are profoundly reflected in
his allegorical or historical works as well as in
the numerous portraits of personalities of the
time. Entrusted with the mission of editing a
National Album of Romanian landscapes and
historical monuments, Tattarescu developed
his taste for landscape painting in a quasi
Romantic approach. He dedicated animportant
part of his artistic activity to religious painting
executed in a personal style of certain Neo-
classical source. Together with Theodor Aman,
Tattarescu contributed to the canalizing of the
Romanian artistic life in a proper institutional
frame, supporting the establishment of a
Pinacotheca, of a school of fine arts and the
organization of annual exhibitions.

Portrait of a Man and Portrait of a Woman
(dated: 1870)in the collection of the Brukenthal
Museum are relevant for the manner in which
Tattarescu approaches portrait painting. They
confirm his meticulous academic formation,
result of his years of study at the Accademia di
San Luca and of the hours spent in museums
sketching the works of great masters. The
artist skilfully renders the transparency of lace
on the shoulders of the young woman, the
delicate shadows where textures touch her
soft skin, the warmth of her carnation revealed
by the cleavage and by the delicate short
sleeves which reveal her arms contrasting
the cold brightness of the silk and jewellery.
A broad luminous forehead, quick eyes and
a respectable attitude are underlined in the
Portrait of a Man while the book hints to the
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Gheorghe Tattarescu,

Dublu portret, tatdl si fiul /
Double Portrait, Father and Son
ulei pe panza / oil on canvas,
109 x 88 cm

Gheorghe Tattarescu,
Portret de femeie /

Portrait of a Woman

ulei pe panza / oil on canvas,
98 x 74 cm

Gheorghe Tattarescu,
Portret de barbat /

Portrait of a Man

ulei pe panza / oil on canvas,
98 x74 cm

intelectual al celui portretizat. Pictorul nu intellectual condition of the model. The painter
reuseste sa depaseasca conventionalismul cannot move past conventionalism in this
acestui tip de portret, dar are talentul sa ii type of approach, but his talent gives enough
confere stralucire si elegantd si sa fi induca o brightness and elegance so as to induce a
subtila notd de comunicare cu modelul. subtle hint of communication with the model.
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SFAR$ITUL SECOLULUI AL XIX-LEA — INCEPUTUL SECOLULUI AL XX-LEA
— PICTURA DIN TRANSILVANIA TINTRE TRADITIE $I INNOIRE

farsitul secolului al XIX-lea si inceputul celui urmdtor aduc un moment

de efervescentd in viata artisticd a Transilvaniei. Noile conceptii

filozofice si marile schimbdri din gandirea epocii se reflectd pe
plan artistic prin diversificarea mijloacelor de exprimare artisticd. Artistii,
formati in mediile artistice ale oraselor central-europene, educati n
academii — cei mai multi la Academia de Artd din Minchen — aduc in arta
locald elemente innoitoare, adapténdu-si inséd maniera la gustul publicului.
Aspectul particular al picturii locale constd intr-o mixturd de elemente
stilistice ale unor curente in vogad — ,,plein air”-ism, impresionism, simbolism,
Arta 1900 — grefate pe fondul traditional. Orasele Sibiu si Brasov au
jucat un rol important in evolutia artei de la sfarsitul secolului al XIX-lea
si inceputul secolului al XX-lea, reprezentéind un nucleu important al vietii
artistice din Transilvania. Tnﬁin!orea Scolii de Arte Frumoase la Cluj, prima
institutie cu profil academic din provincia intracarpaticd, a reprezentat un
moment major Tn procesul de modernizare a structurilor vietii artistice.
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PANTING IN TRANSYLVANIA BETWEEN TRADITION AND MODERNITY
— END 19TH C- BEG. 20TH C.

he end of the 19™ century brings effervescence to the artistic life of
TTronsyIvonia. New philosophical concepts and the great changes which

take place in thinking are reflected artistically by a diversification of
the means of artistic expression. The artists, formed in the environment of
the Central-European cities, schooled in academies — most of them in the
Academy of Art in Munich — bring elements of novelty which they combine
with local art adapting them to the taste of the public. What characterizes
local art is a mixture of stylistic elements belonging to currents en vogue —
“Plein air”, Impressionism, Symbolism, Art 1900 — grafted on tradition. The
cities of Brasov and Sibiu played an important part in the evolution of art
at the end of the 19" century and at the beginning of the 20™ century. Of
major importance in the process of modernization was the founding of the
School of Fine Arts in Cluj, the first of its kind in Transylvania.




CARL DORSCHLAG

1837 Hochen Lukow, Germania — 1917 Sibiu

La cativa ani dupa incheierea studiilor la
Academia Regala din Berlin si in atelierul
pictorului de compozitii Julius Schrader, Carl
DorschlagsestabilesteinTransilvania(1862).
Lucreaza ca profesor de desen la Reghin, la
Medias si, din 1871, la gimnaziul evanghelic
din Sibiu. Asimilat si integrandu-se total
spiritului locului, Carl Dérschlag a devenit,
prin activitatea de artist, pedagog si om de
cultura, o personalitate de primda marime
in viata locala. Afirmandu-se in primul rand
ca portretist, Dérschlag realizeaza un mare
numadr de lucrdri in maniera unui academism
strict si conventional care stau dovada
nu numai pentru stilul sdu din aceastd
perioads, ci si pentru comanda sociald din
Transilvania sfarsitului de secol. Interesul
pentru genul peisagistic este relativ tarziu si,
Tn mare madsurd, este rezultatul contactului
cu conceptii mai moderne din evolutia
picturii europene. Maniera in care sunt
realizate peisajele lui Dorschlag, reflecta
etapele parcurse de evolutia genului la
sfarsitul secolului al XIX-lea, de la peisajul
clasicist-academist, la ,,plein air”-ism si
impresionism.

Tabloul Cisnddioara (datat: 1883) este
madsurasa de peisagistinviziuneaacademistd,
devenita piesa de referinta pentru pictura
transilvaneand a finalului de secol XIX. Prin
spectaculozitatea amplasarii, cetatea din
Cisnadioara a constituit un motiv frecvent
n creatia pictorilor care au activat in sudul
Transilvaniei. Prima atestare documentard a
localitatii dateaza din anul 1204 si este legata
de asezarea pe actuala vatrd a colonistilor
sasi, care au edificat nca din secolul al XllI-
lea biserica romanica, transformata ulterior
n biserica fortificatd. Conceputa dupa rigorile
clasicismului-academist, lucrarea se remarca
prin amploarea compozitiei, succesiunea
ritmurilor orizontale si eleganta cromatica.
Peisajul se dezvoltd complex sub aspect
compozitional si spatial. Orizontalitatea
ansamblului e echilibrata cu grija, prin dealul
cu cetatuia si biserica, prin verticala puternica

CARL DORSCHLAG
1837 Hochen Lukow, Germany - 1917 Sibiu

In 1862, a few years after having finished his
studies at the Royal Academy in Berlin and in
the study of Julius Schrader, Carl Dérschlag
settles in Transylvania. He teaches drawing
in Reghin and Medias, and, from 1871, at
the Evangelical Secondary School in Sibiu.
Perfectly integrated in the local spirit, he
received recognition for his activity as an
artist, a teacher and a man of culture and
was considered a prominent personality in
Transylvania. Known first and foremost for
his portraiture, Dorschlag created a large
number of works in a strict and conventional
academist manner which characterized both
the style in which he painted at the time, and
the preference of those who commissioned
him. His interest in landscapes developed
rather late and was the result of the modern
conceptions in the evolution of European
painting he came in contact with. The
manner in which he approaches landscape
painting reflects the stages in the evolution
of the genre at the end of the 19" century,
from the classicist-academic landscape, to
“plein air” and Impressionism.

The painting Cisnddioara (dated: 1883)
gives the full measure of his talent as
landscapist: his academist vision becomes
a reference of Transylvanian painting at the
end of the 19 century.

Erected in a spectacular environment the
Cisnddioara citadel was a frequent motif for
painters active in the area. It was attested
as early as 1204 in connection with the
settlement of the Saxon colonists. Originally
a Romanic church it was soon turned into a
fortification. Approached according to the
demands of the academist classicism, the
painting displays an ample composition,
a succession of horizontal rhythms and
chromatic elements. The artist allows for the
landscape to develop in a complex spatial
and compositional structure. The hill, the
fortress and the village church carefully
balance the horizontal with the firm steeple
of the church and with the bold vertical peaks
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Carl Dérschlag,
Ruine / Ruins
ulei pe carton / oil on cardboard, 66 x 72 cm

Carl Dérschlag,
Autoportret / Self-portrait
ulei pe panza / oil on canvas, 78 x 60 cm

Carl Dorschlag,
Cisnddioara / Cisndadioara
ulei pe panza [ oil on canvas, 54 x 79 cm
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a turnului bisericii din sat, iar in fundal de
scurtele salturi verticale ale varfului Suru si
a celorlalte piscuri din jurul lui. Desfdsurarea
cromatica si folosirea luminii, sunt alte reusite
ale pictorului Tn acest tablou. Culorile calde
apar in armonii luminoase, fiindca fundalul
muntos si cerul in culori reci, ecraneaza si
subliniaza centrul si prim-planul, care sunt
punctul de interes al peisajului. Lucrarea
a fost achizitionatd de Muzeul Brukenthal
imediat dupa ce a fost terminata.

Tabloul Ruine (datat: 1910) reprezintd
urmele unei pivnite din stanci, din Bia, o mica
localitate langa Budapesta. Peisajul se reduce
la cateva reddri de vegetatie si un,,petec” de
cer, dar ciudata constructie cu zidul masiv
din piatra si portalul cu arc in plin cintru
din dreapta, inchipuind un fel de addpost
de sihastru, pdrasit si ruinat, instaureaza o
anume contemplativitate vibrant romantica,
ncdrcatd de melancolie si visare pesimista,
cu discrete trimiteri la alegoria vanitatii, a
inexorabilei treceri a timpului distrugator.

Spre deosebire de multi alti colegi de
breasld, Carl Dérschlag s-a auto-portretizat
arareori. Lucrarea colectiei Brukenthal
(Autoportret, datat: 1891) este singura de
acest fel din perioada de maturitate. Se
mai cunosc doar un autoportret in ulei, de
pe la 1854 si unul din timpul studentiei la
Academia din Miinchen, ambele Tn detinere
privata. Avand deja o varsta respectabila
si o pozitie importanta in viata comunitatii
sibiene, profesorul Dérschlag se reprezinta
ntr-o postura impozantd, in costum nobiliar
german de secol XVI, intr-o manierd ce
aminteste prin cromatica, atmosferd si
ecleraj de portretistica barocului. Privirea
adanca, fruntea fnaltd, figura luminoass,
caracterizeaza un barbat puternic, cu
o personalitate bine individualizata. In
randurile pe care i le dedica revista ,,Die
Karpathen”, din 1908, se apreciazd cd
aceasta ,,redarein costum de poet medieval”’
aminteste de picturalui Rembrandt. Lucrarea
a fost donata de autor Muzeului Brukenthal
n anul 1904.

of the mountains. The festival of colours and
the light are also major achievements of the
painting. The warm colours are depicted in
bright harmonies against the cold chromatic
of the mountainous background and screen
and enhance the middle and the foreground
of the composition which are the focal
point of the landscape. As soon as it was
finished the painting was purchased by the
Brukenthal Museum.

The remains of a cave in the rocks of
Bia, a small village near Budapest, inspired
the Ruins (dated: 1910). The landscape is
reduced to scarcely sketched vegetation
and a corner of blue sky, but the strange
building with its massive stone wall and its
arched portico which looks like the abode of
a hermit, cause the viewer to feel a certain
pessimistic melancholy of romantic essence
discreetly making him slip into contemplating
the inexorable passage of time.

Unlike other fellow artists, he seldom
painted self portraits. The Self portrait
(dated: 1891), painted in his mature years,
is the only one of this kind in the Brukenthal
collection. Only two others, one dated
around 1854 and the other one painted while
he was studying in Munich, today in private
collections, are known. Having reached a
respectable age and holding an important
position in Sibiu, Dérschlag depicts himself
in an imposing posture, dressed in the attire
of a 16™ century aristocrat, in a manner
reminding of the chromatic, atmosphere
and eclairage of Baroque portraiture. Deep
eyes, tall forehead, luminous face and a
thick beard characterize a man with a strong
personality. A short description published
in the Karpathen Magazine in November
1908 appreciates that his choice of costume
reminds of Rembrandt. The author himself
donated his work to the Brukenthal Museum
in 1904.
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LUDWIG SCHULLER

1826 Feffernitz, Germania - 1906 Sighisoara

Ludwig Schullerlucreazdin aceeasi grila clasicist-
academista ca si Carl Dorschlag, contribuind
la ,,instalarea” unui stil academist de buna
calitate in pictura din Transilvania. Originar din
Germania, cu studii la Academiile de Arte din
Venetia, Viena si Paris, soseste in Transilvania
in 1857, ca profesor de desen la gimnaziul din
Sighisoara. Schuller desfdsoard o activitate
artistica bogata — de pictor, desenator, litograf,
fotograf -, secondata de cea de pedagog.
Lucrdrile sale, de preferinta portrete si peisaje,
sunt executate in limitele unui academism
riguros. Sighisoara (datat: 1883) este un tablou
similar, ca facturd, compozitiei Iui Dorschlag,
Cisnddioara. Perspectiva panoramica, oferd o
imagine de ansamblu asupra asezarii.

ROBERT WELLMANN

1866 Miercurea Sibiului — 1946 Pecs, Ungaria

Robert Wellmann a fnceput studiile de arta
sub indrumarea profesorului Carl Dorschlag, la
Sibiu. A urmat apoi, cursurile Scolii de desen de
la Budapesta, cu profesorul Székely Bertalan
si ale Academiei de Arta din Minchen. S-a
stabilit pentru o perioada la Cervara di Roma,
iar atelierul sau din Muntii Sabini a devenit
adevarat loc de pelerinaj pentru artistii
transilvaneni care doreau sd lucreze n Italia. Cu
o mare mobilitate si initiative inedite Tn planul
educatiei artistice, Robert Wellmann a deschis
la Budapesta,inanul 1907, o Scoald de arta dupa
criterii moderne, accesibila din punct de vedere
financiar, iar in 1918, a pus bazele unei Scoli de
desen la Berlin, care insa nu a fost viabila. Artist
talentat, cu contacte in lumea cultural-artistica
europeana, Wellmann si-a sustinut permanent
colegii de breasla, fiind un adevdrat impresar
al artistilor sibieni. Lucrdrile sale se pastreaza
in colectii particulare in special in Germania,
la Galeria Nationala din Budapesta si la Neue
Pinakothek din Miinchen.

Creatia de tinerete se fIncadreaza
normelor academiste, pentru ca experienta
italiana, n special pictura nazareenilor

LUDWIG SCHULLER
1826, Feffernitz, Germany -1906 Sighisoara

Like Carl Ddrschlag, Ludwig Schuller embraced
the same classicist academist style, contributing
totheenforcementofagood qualityacademism
in Transylvanian painting. Of German origin,
with studies completed in Venice, Vienna
and Paris, he arrives in Transylvania in 1857
and takes up the position of drawing teacher
in the secondary school in Sighisoara. He is
not only an appreciated teacher, but also a
very busy painter, drawer, lithographer and
photographer. He favours portraiture and
landscape painting executed within the limits
of a rigorous academism. Sighisoara (dated:
1883) is similar in composition to Dorschlag’s
Cisnddioara. The panoramic perspective offers a
bird’s eye view of the town.

ROBERT WELLMANN

1866 Miercurea Sibiului — 1946 Pecs, Hungary

Robert Wellmann began his art studies in Sibiu
under the guidance of Carl Dorschlag, then he
studied in Budapest with Professor Székely
Bertalan and at the Academy of Art in Munich.
He spent a longer period of time in Cervara
di Roma and his workshop in the mountains
of Italy became a place of pilgrimage for
Transylvanian artists interested in studying in
Italy. Possessing a great mobility and original
initiatives in the field of artistic education, in
1907, in Budapest, Wellmann opened an Art
School organized on modern criteria, financially
accessible and, in 1918, he established a School
of Drawing in Berlin which unfortunately did
not prove viable. Talented artist, with multiple
links in the European cultural and artistic milieu,
Wellmann continuously supported his fellow
artists especially those coming from Sibiu. His
works are now in private collections especially
in Germany, at the Hungarian National Gallery
in Budapest and in Munich in the Neue
Pinakothek.

The creations of his early years are
academist, but the Italian experience,
especially the painting of the Nazarenes
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Ludwig Schuller,
Sighisoara,
ulei pe panza [ oil on canvas, 58 x 86 cm

Robert Wellmann,

Gdtirea unei tinere sdsoaice /
Adornment of a Saxon Girl

ulei pe panza / oil on canvas,
175 x127 cm
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preluata prin interpretarile mai tarzii ale
germanilor de la Roma, sa o marcheze in
sensul unei facturi pregnant decorative.

Tabloul Gdtirea unei tinere sdsoaice
(datat: 1890), a fost oferit de autor Muzeului
Brukenthal, in anul 1891, printr-o scrisoare
trimisa de la Roma, la pretul de 750 de florini,
artistul argumentand ca baronul Samuel
von Brukenthal a ldsat capitalul si pentru
sprijinirea tinerilor artisti. Compozitia - din
perioada naturalistd —, de mari dimensiuni,
bine  echilibratd, impresioneaza  prin
monumentalitate si decorativism. Artistul
aduce n prim plan figurile a doud sdsoaice,
mama si fiicd, pe fundalul unui interior sasesc.
Momentul ales este acela al Tmpodobirii
pentru nuntd a unei tinere de catre mama ei,
prilej de minutioase descrieri ale costumului
de sdrbdtoare. Elementele sumare ale
interiorului in care este plasata scena de gen
- o lada de zestre pictatd, atribut important
al momentului, masa acoperita cu un covor
anatolian, dovada a bunastdrii familiei, si vaza
de flori de pe masa — si contrastul cromatic
concentreaza intreaga atentie asupra celor
doua personaje si costumelor lor, cu vdlitura
de cap specifica prinsd cu ace de aur sau
argint, paftaua si cingatoarea de secol XVIII
impodobite cu perle si pietre pretioase,
pieptarul de piele tivit cu blang, rochia de atlas
si sortul brodate cu fir de aur, panglicile de
catifea etc.

ARTHUR COULIN
1869 Sibiu - 1912 Heidelberg

Arthur Coulin s-a decis sa urmeze o cariera
artisticdinatmosferade emulatieartisticd creata
la Sibiu de profesorul Carl Dérschlag. Este coleg
cu O. Smigelschi, R. Wellmann si F. Schullerus,
iar destinele lor se vor intersecta mereu, n
beneficiul vietii artistice din sudul Transilvaniei
si al creatiei fiecdruia dintre ei. Coulin a studiat
la Scoala Stiriana de Arte si Meserii de la Graz
si la Academia Regala de Arte Frumoase din
Miinchen. Calatoriile de studiu din perioada
urmatoare, in acea atmosfera de interferente
ale modalitatilor de expresie traditionale cu

assimilated through the late interpretations
of the Germans of Rome left a mark in the
sense of a mainly decorative manner.

The Adornment of a Saxon Girl (dated:
1890) was offered to the Brukenthal Museum
by the author himself and was accompanied
by a letter sent from Rome mentioning the
price of 750 florins and adding that Baron
Samuel von Brukenthal had left substantial
sums of money destined also for the support
of young artists.

The large composition of naturalist
essenceiswellbalancedanditsmonumentality
and decorativeness are impressive. Against
the background of a Saxon interior, the
artist places two Saxon women, mother and
daughter. They are depicted in the important
moment when mother adorns daughter on
her wedding day which gives the author the
opportunity to describe in detail the opulent
costume. The characters are surrounded by a
painted dowry chest essential attribute of the
moment, a table covered with an Anatolian
rug, symbol of a well to do family and a flower
vase; the chromatic contrast focuses the
attention on the two characters and their
costumes, on the characteristic head dress
fastened with golden and silver pins, on the
18™ century girdle adorned with pearls and
precious stones, on the leather vest with
fur lining on the silk embroidered dress and
apron, on the velvet bows etc.

ARTHUR COULIN
1869 Sibiu - 1912 Heidelberg

Stimulated by the artistic emulation
created in Sibiu by Professor Carl
Dérschlag, Arthur Coulin decided to take
up the career of a painter. He studied
and worked alongside O. Smigelschi, R.
Wellmann and F. Schullerus and their
destinies frequently crossed paths to
the advantage of each of them and to
the benefit of the artistic life in southern
Transylvania. He studied in Graz and at
the Royal Academy of Fine Arts in Munich.
Voyages took him to places which were
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experientele fnnoitoare, ii marcheaza stilul si
personalitatea, in sensul unei complexitati tipice
pentru viata artistica la cumpana dintre secole.
Marii artisti ai scolii miincheneze din aceasta
perioada, Leibl si Feuerbach i-au fost modele
pe tot parcursul activitatii, desi experientele
dobandite n colonia de pictura de la Baia
Mare si In cdldtoriile de studiu sau legate de
manifestari expozitionale la Budapesta, Viena,
Berlin si in mod deosebit n Italia, i-au marcat
simtitor gandirea artisticd, fixandu-i orizontul
creativ In perimetrul unui modernism moderat.
in paralel cu activitatea de creatie, Arthur
Coulin s-a implicat in activitatea de organizare
a vietii culturale locale, fiind principalul
fondator al Asociatiei Sebastian Hann, alaturi
de Victor Kl6ss si Emil Neugeboren, menita sa
modernizeze viata cultural-artistica locald. Cea
mai mare parte a lucrarilor sale se pastreaza
la Muzeul National Brukenthal, la Galeria
Nationald Maghiara din Budapesta, la Muzeul
Transilvdnean din Gundelsheim si in colectii
particulare din Romania, Ungaria, Germania si
Austria.

Tabloul Tdrdnci din Tara Bdrsei (datat:
1903) - dintr-o prima etapa de creatie — o are
n prim plan pe sotia artistului. Compozitia
perfect echilibrata atat la nivelul formelor
cat si al cromaticii, frumusetea costumului
popular redat intr-un decorativism stralucitor,
portretizarea delicatd a celor doua personaje,
lumina de o puritate aproape ireald care
fnvdluie ntreaga compozitie, scriitura fing,
caligraficd sau subtilitatea modelajului obtinut
prin diferentierea cu mare subtilitate a valorilor
de ton fac din acest tablou o adevdrata
capodopera a creatiei lui Coulin si a artei epocii.

Olga Coulin, datorita cdreia artistul Tsi
defineste centrul de interes al tematicii
intregii creatii in jurul frumusetii feminine, este
portretizata si in tabloul Violonista (cca. 1907).
Pe violonista Olga Fogarascher o cunoscuse
la Budapesta, In 1894. Inteligentd, sensibild,
puternicd, ea avut o mare influenta asupra
vietii si creatiei artistului, mai ales dupa 1897,
anul cand cei doi s-au cdsatorit. Pe langa
redarea trasdturilor fizice, artistul pune in
evidenta cateva dintre trdsdturile de caracter
ale femeii: fermitate, elegantd, sensibilitate,

veritable melting pots of traditional means
of expression and innovating experiences
typical of the artistic life at the turn of
the century, and completed his studies.
Leibl and Feuerbach, prominent artists of
the Munich school of the time, were his
models throughout his activity, although
the experience he accumulated in the
colony of painters in Baia Mare, in his
voyages and while attending exhibitions
in Budapest, Vienna, Berlin and especially
in Italy, marked his artistic thinking
and placed his creative horizon in the
perimeter of a moderate modernity. In his
capacity of founder of the Sebastian Hann
Association, together with Victor Kl&ss
and Emil Neugeboren, Arthur Coulin was
involved in organizing and modernizing
artistic and cultural life in this region.
Most of his works are in the Brukenthal
National Museum, in The Gundelsheim
Transylvanian Museum and in private
collections in Romania, Hungary, Germany
and Austria.

In the foreground of Peasant Women
from Tara Bdrsei (Bdrsa County), dated:
1903, a creation of his early years, the artist
places his wife. The composition is perfectly
balanced, both in shapes and in colours, and
the beautiful traditional costumes depicted
in detail, the delicate portraits of the two
women, the almost wunreal brightness
of the light which envelopes the entire
composition, the subtle differentiation of the
hues turn this painting into a masterpiece of
Coulin’s creation.

Olga Coulin, who inspires the artist to
focus the entire thematic of his creation
on feminine beauty, is also portrayed in
The Violin Player (ca. 1907). The artist had
met Olga Fogarascher in 1894 in Budapest.
Intelligent, sensitive and strong, she had
a profound influence on him, especially
after their marriage in 1897. In a balanced
composition in  which the drawing
accurately renders every little detail guiding
the attention of the viewer towards the
chromatic harmonies and towards the
surprising areas of decorative contrast,
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Arthur Coulin,
In pddurea de madslini / In the Olive Orchard
ulei pe panza / oil on canvas, 69 x 51 cm

Arthur Coulin,
Italianca / Italian Woman
ulei pe panza / oil on canvas, 61 x 48 cm

Arthur Coulin,
Violonista / Violin Player
ulei pe panza / oil on canvas, 133 x 81 cm
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intr-o compozitie echilibrata, in care desenul
corect se opreste asupra fiecarui detaliu, fara
sa devind obositor, dimpotrivd conducand
atentia spectatoruluiin descoperirea armoniilor
create la nivel cromatic si surprinzand cu zonele
de contraste decorative. Tabloul a participat
la Tnceputul anului 1908 la o expozitie la
Budapesta, unde a trezit entuziasmul publicului
si a fost declarat de presd,,simfonie in galben”.

Dupa anul 1908, cand se stabileste la Roma,
se constata o serie de schimbari Tn maniera de
lucru alui Arthur Coulin, dovada a permeabilitatii
sale lainnoirile artei tipului sdu. Bine evidentiata
in compozitia de interior Italianca (La sobd),
constructia volumelor demonstreaza ca artistul
a preluat din lectia impresionista numai acele
sugestii necesare integrdrii formelor ntr-un
regim coloristic unitar. Contururile se Incarca
de luming, dar nu sunt pulverizate, nu fsi pierd
consistenta, astfel incat lumina nu estompeaza,
ci sustine constructia volumelor.

Lucrarea In pdduricea de mdslini (datat:
1911) a fost achizitionata de Muzeul Brukenthal
cu prilejul expozitiei retrospective din anul
1913. Férd a se desfasurain profunzime, peisajul
constituie un suport decorativ sugerand
prezenta fireascd a omului in naturd, mijloc
de contopire, de integrare si de cunoastere
a armoniei si unitatii universului. Lucrarea
prezinta o compozitie simpla, cu un prim-plan
impus atentiei prin personaje si o dezvoltare
spatiala sugerata de planurile ce se succed
spre fundal. in dreapta, nudul vazut din spate,
marcheazd verticala, iar peisajul se desfasoara
mai mult cromatic spre fundal. Cu pozitia ei
ciudatd, femeia asezata langa copac, putin
inclinata spre stanga, are un rol compozitional
deosebit, armonizand prin diagonala bratului
sdu, verticala nudului din dreapta si ,,legand”
in partea inferioara a scenei, prim-planul de
perspectiva deschisa spre fundal. Peisajul are
si 0 unitate cromatica bine dozatd, pana si
tonalitatile nudului par a cdpdta nuantele si
reverberatiile cromatice ale copacilor. Nudul e
oarecum lipsit de senzualitate, iar chipul femeii
nu e de fapt portretizat, ceea ce face ca peisajul
inconjurator sd apard mult mai pregnant si
mai luminos, ca si cum personajele ar fi pictate
ulterior si doar pentru a-l popula si evidentia.

he conveys the attributes of the woman
whose face he paints: firmness, elegance,
sensitiveness. Exhibited in Budapest in 1908,
the painting was enthusiastically received
by the public while the press declared it a
“veritable symphony in yellow”.

After he moves to Rome, his manner
undergoes a series of changes triggered by
the elements of novelty of the time. Well
underlined in his composition, Italian Woman
(By the Fireplace), the construction of
volumes proved that the Impressionist lesson
taught him only those aspects necessary for
the integration of forms in a unity of colours.
The contours are filled with light, but are not
pulverized, do not lose consistency so that
the light supports the construction of the
volumes.

The painting In the Olive Orchard (dated:
1911), was purchased by the Brukenthal
Museum at the 1913 Retrospective. Lacking
in amplitude, the landscape constitutes
a decorative support which suggests the
presence of manin nature, a means of fusion,
of integration and of getting to know the
harmony and the unity of the Universe. The
composition is simple, with the foreground
brought to the attention of the viewer by the
presence of the two characters, and a spatial
development suggested by the succession of
levels towards the background. Seated near
the tree in a strange position, slightly leaning
to the left, the woman is very important for
the composition balancing with the diagonal
of herarmthe vertical of the nude ontheright
and “tying” in the lower part of the scene
the foreground and the perspective opened
towards the background. The colours are
well balanced and the hues of the nude seem
to borrow the shades and the chromatic
reverberations of the trees. The nude seems
to lack in sensuality, and the face is barely
sketched which makes the landscape appear
even brighter, as if the characters had been
painted later and with the sole purpose of
populating and highlighting it.
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Arthur Coulin,
Tdrdnci din Tara Barsei / Peasant Women from Tara Barsei (Barsa County)
ulei pe panza / oil on canvas, 86 x 60,5 cm
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OCTAVIAN SMIGELSCHI
1866 Ludus — 1912 Budapesta

Dotat cu o energie inepuizabilg, inventiv,
cu mare disponibilitate pentru innoire si, in
acelasi timp, cu o incredere de nezdruncinat
fn adevdrul si valoarea artei populare
romanesti ca sursa de inspiratie pentru arta
modernd, Octavian Smigelschi s-a impus ca
unul dintre cei mai importanti artisti romani
din Transilvania sfarsitului de secolul XIX si
Tnceputului de secolul XX.

Siguranta desenului si vointa constructiva
fn transpunerea motivului l-au afirmat ca
pe un artist talentat si promitdtor inca
din perioada studiilor la Budapesta, cu
profesorii Székely Bertalan si Stefan Groh.
Profilul sdu artistic se definitiveaza in timpul
calatoriilor de studiu la Viena, Miinchen si
Dresda, la Venetia, Ravena si Florenta si la
Cervara di Roma. Tn atmosfera de extrema
diversitate a curentelor si directiilor epocii,
stilul lui Smigelschi se defineste sub forma
unui naturalism temperat, care a alunecat
deseori spre simbolismul cu ascendentd in
romantismul german in maniera Bocklin,
Klinger, Hans Thoma si, de ce nu, inspirat de
operele literare ale lui Slavici, llarie Chendi sau
lon Agarbiceanu. Prima etapd a creatiei sale
se caracterizeaza printr-o mare diversitate
a genurilor, cu oarecare preferinta pentru
peisaj, pentru ca ulterior, talentul sau sa se
manifeste plenar in pictura monumentala (a
realizat pictura Catedralei Mitropolitane din
Sibiu), iar in cea de sevalet, in compozitii pe
teme rurale, simboliste siTn genul portretistic.

Compozitia Ingerul mortii (cca. 1898)
provine dintr-o drama personala: disparitia
prematura a fratelui sdu Cornel, experienta
care se grefeaza pe asimildrile teoretice si
stilistice din perioadele de studii. Felul in care
interpreteaza si construieste acest motiv de
sorginte simbolistd, aminteste de optiunea
pentru teme morbide a lui Gustave Doré
sau Bocklin si se poate revendica formal si
compozitional din pictura lui Hans Makart
sau Max Klinger. Motivul apare in creatia sa
imediat dupa 1892 si cunoaste mai multe
variante compozitionale.

OCTAVIAN SMIGELSCHI
1866 Ludus — 1912 Budapest

Energetic, inventive and always open to
innovation, with an indestructible faith in
the truth and in the value of the Romanian
popular art as a source of inspiration for
modern art, Octavian Smigelschi was one of
the most important Transylvanian artists at
the end of the 19" century and the beginning
of the 20" century.

A firm drawing and a constructive will
in rendering the motif asserted him as a
talented and promising artist while still a
student in Budapest, where he worked with
Székely Bertalan and Stefan Gréh. His artistic
profile will be completed during his voyages
toVienna, Munich, Dresden, Venice, Ravenna,
Florence and Cervara di Roma. Under the
influence of a great diversity of trends, the
Smigelschi style will come to be defined as
moderately naturalistic, sometimes leaning
towards a symbolism of German Romantic
ascent encountered in the creations of
Bocklin, Klinger, Hans Thoma and, possibly,
inspired by the literary works of lon Slavici,
llarie Chendi and lon Agarbiceanu. The
characteristic of the first stage of his creation
is a great diversity of genres, with a certain
bias for landscapes, while later in his career
his talent found fulflment in monumental
painting (he painted the interior of the
Romanian Orthodox Cathedral in Sibiu),
as well as in themes of rural and symbolist
inspiration and in portraiture.

A personal drama, the premature
death of his brother Cornel, inspired him
to paint The Angel of Death (ca. 1898). The
tragic episode is grafted on the theoretic
and stylistic conceptions he assimilated
during his studies. The way he interprets
and builds this motif of symbolist origin
reminds of Gustave Doré’s or Bo&cklin’s
bias for such morbid themes and can be
formally and compositionally connected to
Hans Makart’s or Max Klinger’s painting.
First employed immediately after 1892, it
will later reappear in several compositional
variants.
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Octavian Smigelschi,
Siesta / Young Man Reading
ulei pe panza / oil on canvas, 65 x 75 cm

Octavian Smigelschi, Octavian Smigelschi,

Dublu portret de tdrani/ Autoportret/

Double Portrait — Peasants Self-portrait

ulei pe carton / oil on cardboard, 97 x 55 cm ulei pe panza / oil on canvas, 42 x 34 cm
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incd de la primele incercari artistice,
Octavian Smigelschi face o serie de portrete
membrilor familiei sale. Lucrarea Tandr citind
(Siesta, datata: 1892), in care il reprezintd pe
fratele sdu citind, intins pe canapea - realizata
n 1892, la cativa ani dupa moartea tanarului,
tragedie familiala care a afectat profund
sensibilitatea artistului - este una dintre
cele mai frumoase de aceasta factura, fiind
una dintre foarte putinele scene de gen in
interior din creatia artistului. Scena simpld de
mare intimitate, este plasata intr-un interior
cu o placutd ambiantd decorativa. Tn culori
calde, o lumind blanda cade pe hainele de
pat si pe cdmasa alba, pretext pentru redarea
reflexelor luminii pe fond alb, concentrand
atentia privitorului asupra sentimentului pe
care doreste sa-l transmitd.

Tn Autoportret, artistul evidentiazd figura
printr-un ecran ocru auriu si prin gulerul alb al
camasii, ignorand partile mai putin expresive
ale bustului. Lucrarea este realizata intr-o
gamd cromaticd restransa, In care eleganta
este obtinuta prin armonizari  subtile.
Autoportretizarea probeaza o anume detasare,
dar pozitia capului si mai ales privirea strecurata
printre pleoapele usor l3sate, creeazd o
atmosfera de taing, de lucruri nespuse.

Intentia lui Octavian Smigelschi de a
eterniza figura si viata taranului roman, asa cum
Mihaly Munkdcsy a facut-o in pictura maghiara
si Nicolae Grigorescu la sud de Carpati, de a
identifica ceea ce i este specific, definitoriu,
profund, se concretizeaza in alegerea unor
teme nationale: Portita, Strana, Boboteza,
Miruitul etc. in Dublu portret: Tdranii (cca.
1892) — studiu pregdtitor pentru compozitia
Strana - artistul subliniaza monumentalitatea
personajelor prin accentuarea prim-planului,
proiectarea siluetelor pe un panou-fundal
- eliminand astfel planul median - si usorul
racursiu de jos in sus. Contururile sunt ferme,
robustetea fizica implicand-o si pe cea morala.
Figurile sunt severe, iar mainile mari, puternice,
usor supradimensionate, cu fntreaga lor
ncdrcaturd de semnificatii legate de viata
dusd in trudd, sunt tratate cu multd atentie.
Lucrarea se remarcd prin forta de expresie,
autenticitatea viziunii si sobrietatea cromatica.

With his very first artistic endeavours
Octavian Smigelschi chooses members of his
family to be models for him. The Young Man
Reading (dated: 1892) is his brother depicted
while lying on the couch, reading. Painted a
few years after the death of the young man it
became one of the most beautiful paintings
of its kind, one of the very few interior
genre scenes of his creation. The simple,
very private scene takes place in a pleasant
decorative ambiance barely suggested.
Warm colours and a gentle light fall on the
sheets and on the young man’s white shirt,
a pretext for rendering the way the light
reflects on the white focusing the attention
of the viewer on the emotion it intends to
convey.

In a frame of golden ochre highlighted
by the white collar of the shirt and ignoring
less expressive parts of the bust the artist
depicts himself in the Self-portrait. Although
the palette is not spectacular the subtle
harmonies give it elegance. The position of
the head and a subtle glance filtered through
half closed eyes induce an atmosphere of
secrecy and untold things, of messages
impossible to decipher, nevertheless the
attitude of the artist is one of detachment.

Intention to preserve the portrait and
the life of the Romanian peasant for the
posterity, to identify what specifically and
profoundly defines him results in the choice
of national themes such as The Gate, The Pew,
The Baptism, The Anointment, The Funeral.

In Double Portrait — Peasants (ca. 1892)
a sketch for the large composition The Pew,
the artist underlines the monumentality of
the characters by enhancing the foreground,
by projecting the silhouettes against the
background thus eliminating the plane and
by the slight raccourci. The contours firmly
depict physical robustness and suggest
moral strength. The faces are stern and the
big strong slightly oversized hands signify
a life of hard labour. A force of expression,
an authentic vision and the sobriety of the
chromatic outline the work.

74

GALERIA DE ARTA ROMANEASCA
THE ROMANIAN ART GALLERY



FRITZ SCHULLERUS
1866 Fagaras — 1898 Cincu, Fagaras

Sensibilitatea nativa a lui Fritz Schullerus
este puternic influentatd de mediul
preotesc sasesc in care creste si se dezvolta.
Considerat, cu prilejul ,,Primei Expozitii de
Arta din Sibiu”, ,,sperantd a artei locale”,
Schullerus va deveni in cativa ani, artistul
care face diferenta In evolutia peisajului
din sudul Transilvaniei la sfarsitul secolului
al XIX-lea. Plecat la Viena pentru a studia
arhitectura, isi descopera adevarata vocatie
n atelierul pictorului Noltsch. Dupa Scoala
de desen de la Budapesta urmeaza, firesc,
desi cu mari eforturi materiale, pregatirea la
Academia de Arta bavareza, vizitele in marile
muzee din Miinchen, in atelierele celor mai
renumiti artisti ai vremii si n expozitiile
artistilor contemporani.

Initial sub influenta academismului,
creatia sa se imbogdteste in scurt timp cu
valori ale simbolismului si ale peisajului de
atmosfera. Tabloul Gard de nuiele (cca. 1892-
1895) — motiv din gradina casei parintesti
de la Cincu -, mai pastreaza ceva din
intimismul peisajului transilvanean din prima
jumdtate si mijlocul secolului al XIX-lea, dar
recunoastem Tn primul rand receptarea
influentelor picturii lui Bastien-Lepage, ale
naturalismului preluat prin intermediul lui
Johann Sperl, Carl Schuch si alti membri ai
cercului lui W. Leibl. Simplitatea compozitiei
si a recuzitei peisagere contribuie mult la
poezia senin-melancolicd a imaginii, la nota
pitoresc-rurald a peisajului-fragment in care
copacul din prim-plan capata alura siluetei
unui personaj. Schullerus foloseste cadrajul
de apropiere, facandu-ne padrtasi senzorial
la reinvierea naturii intr-o frumoasd zi de
primdvara. Verdele crud al ierbii, albastrul
intens al cerului, atmosfera limpede,
contrastele cromatice curajoase, culorile
stralucitoare, lumina prinsd in pastd apartin
noii aborddri a naturii. Linia joacd un rol
important in reprezentare, culoarea aducand
si un fior senzualist, prin tusele proaspete,
primavaratice, ce vin dinspre tehnicile
impresioniste.

FRITZ SCHULLERUS
1866 Fagaras — 1898 Cincu, Fagaras

The personality of a very sensitive Fritz
Schullerus is strongly influenced by his
upbringing and evolution in the family of a
Saxon priest. While participating in The First
Art Exhibition in Sibiu, he was proclaimed
an aspiring talent of local art. In a few years
time he would become the artist who made
the difference in the evolution of landscape
painting in southern Transylvania at the end
of the 19" century. In Vienna where he had
gone to study architecture, he found his
true vocation in the workshop of professor
Noltsch. After the years spent at the Drawing
School for Teachers in Budapest, overcoming
tremendous financial difficulties he managed
to attend the Bavarian Academy of Art, to
visit museums in Munich, workshops of
the renowned artists of the time and art
exhibitions.

Initially under the influence of
academism, he will soon assimilate values
of the Symbolism and Stimmungslandschaft.
The Wattle Fence (ca. 1892-1895) inspired
by the garden of his parents’ house in Cincu
still preserves some characteristics of the
intimacy of Transylvanian painting in the
middle of the 19*" century, but we can also
identify influences coming from Bastien-
Lepage, of naturalism adapted from Johann
Sperl, Carl Schuch and other members of the
W. Leibl circle. The simple composition of the
landscape adds to the serene melancholy of
the image, to the rural-picturesque of the
landscape in which the tree in the foreground
resembles a human silhouette. A skilful use of
paging transforms the viewer into a partaker
of the revival of nature on a beautiful spring
day. The fresh green of the grass, the deep
blue of the sky, the clear atmosphere, the
bold chromatic contrasts, the bright colours,
the light captured in the paint belong to this
new approach of nature. The line plays an
important part in representation, while the
colour, with the fresh touches originating in
the techniques of the impressionists, induces
a sensual shiver.
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Fritz Schullerus, Fritz Schullerus,
Gard de nuiele / Wattle Fence Autoportret / Self-portrait
ulei pe panza / oil on canvas, 57,7 x 44 cm ulei pe panza / oil on canvas, 41 x 31,5 cm

Fritz Schullerus, Fritz Schullerus,
Interior de bisericd / Interior of a Church Tiganca / Gipsy Woman
ulei pe panza / oil on canvas, 69 x 56 cm ulei pe panza / oil on canvas, 46 x 35 cm
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Realizat la un an dupdincheierea studiilor
academice, Autoportret (datat: 1891), cu
privirea trista, melancolicd, misterioasa sub
umbra pdlariei cu boruri largi, aminteste
de atmosfera creatiei lui Hans von Marée,
Adolph von Mentzel sau Wilhelm Triibner.
1l recunoastem aici pe artistul cu firea de o
sensibilitate extrema, maladiva chiar, care a
optat pentru o viata boemd de indata ce a
fost destul de matur pentru a decide asupra
viitorului. Structura sa psihicd constituie un
adevdrat model pentru artistul framantat de
la sfarsitul secolului al XIX-lea.

FRIEDRICH MIESS
1854 Brasov - 1935 Brasov

Tn contextul artistic transilvinean de la
sfarsitul secolului al XIX-lea si Tnceputul
secolului al XX-lea, Friedrich Miess s-a impus
ca o personalitate puternica, de prestigiu
fntre confrati si cu succes la public. Efortul
sau s-a indreptat spre impunerea unei arte
in concordanta cu normele academiilor
europene la care studiase, care sd inglobeze
elemente ce corespundeau tendintelor de
modernizare si n acelasi timp sa satisfaca
gustul si asteptarile publicului. Face studiiin
prestigioasele academii de arta ale epodcii,
de la Viena, apoi la Miinchen. La Cervara di
Roma, in atelierul pictorului R. Wellmann,
se preocupa de redarea efectelor luminii
si a felului In care ea poate fi relationata
la culoare. Revenit la Brasov, Miess Tsi
deschide un atelier de pictura care devine,
in scurt timp, locul de intalnire al multor
artisti activi la Brasov, cu convingeri foarte
diferite, care vor juca un rol important Tn
viata artistica a zonei si a tarii.

In Peisajul din Brasov, donat Muzeului
Brukenthal fn anul 1935, din mostenirea
artistului, Miess reda zidul vechi al cetatii
Brasovului si unul dintre turnurile de aparare.
Istoria este aici cucerita de natura, devenind
componenta a acesteia, este parte a peisajului
natural. Peste zidul cetatii, departe, Biserica
Neagrd fsi fnaltd falnica turnurile, intr-o
reprezentare atentd, confirmare a faptului cg,

Painted a year after finishing his studies,
in 1897, the Self portrait shows an artist with
a sad, mysterious glance shadowed by the
wide brim of his hat and reveals the extreme,
even sickly melancholy which haunted him,
the artist who opted for a bohemian life
style as soon as he was mature enough to
take life into his own hands. He is the very
image of the troubled artist, characteristic
of the end of the 19" century. It reminds of
the creations of Hans von Marée, Adolph von
Mentzel or Wilhelm Triibner.

FRIEDRICH MIESS
1854 Brasov - 1935 Brasov

Active in Transylvania at the turn of the
century, Friedrich Miess, artist with a strong
personality, secured his prestige among his
fellow artists as well as in the preferences of
the public. He devoted his efforts towards
an artistic endeavour of undisputable quality
in accordance with the norms set by the
European academies where he had studied
without ignoring the elements of modernity
and with great respect for the public taste.
He completed his studies at the academies
in Vienna and Munich and then spent time
in Cervara di Roma in Robert Wellman’s
workshop, focusing on depicting the effects
of light and on the connection between
light and colour. Back in Brasov, he opened
his own workshop which soon became the
meeting place of all the artists active in town,
artists with different beliefs who will play an
important part in the artistic life of the city
and of Romania.

View of Brasov, part of the artist’s legacy,
was donated to the Brukenthal Museum in
1935. It represents the medieval wall and
one of the towers which once protected the
city but which surrendered to the siege of
nature. In the distance, beyond the wall, the
steeple of the Black Church stands proudly
erect, carefully depicted in all its architectural
details, firm proof that, regardless of the
style and technique of each artist, the motifs
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Friedrich Miess,
Toamna / Autumn
ulei pe panza/ oil on canvas, 73 x 118 cm

indiferent de stilul sau tehnica abordata de
un artist, motivele desprinse din arhitectura
cetatilor transilvanene rdman repere solide,
redate cu concretete si realism. Miess
foloseste ,,cadrajul panoramic” prin care
compozitia capatd amploare in largime, fara
sd renunte la redarea profunzimii spatiului.
Lucrarea Toamna a fost achizitionata
la expozitia personala a artistului din 1932.
Tabloul este pictat cu dragoste pentru
efect, cu preferinta pentru armoniile calde si
culoarea saturatd, specifice reprezentantilor
scolii romantice. Lumina joacd un rol
important si chiar perspectiva este sugerata
printr-o succesiune de pete de lumina care
conduc privirea pe o linie de fugd spre fundalul
tabloului, marturii ale felului in care Miess
intelege si aplicd regulile peisagisticii moderne.
Din perioada petrecuta in Italia, dateaza
Peisajul din Cervara. Peisajul pare usor ireal,
fnvaluit ntr-un halou de lumina filtrata ce-i
conferd un aspect de imagine de poveste.
Contururile sunt discrete, desi motivul

inspired by Transylvanian architecture are
solid landmarks in their creations. Miess
employs a panoramic view thus giving the
composition width without affecting the
profoundness of space.

Autumn was purchased at the 1932
artist’s personal exhibition. The landscape
was painted with loving care for the effect,
a bias for warm harmonies and for the
saturated colours, characteristic of the
representatives of Romanticism. Light plays
an important part and even the perspective
is suggested through a succession of spots of
light which lead the viewer’s glance towards
the background - a testimony to the way
Miess understands and applies the rules of
modern landscape painting.

Dating from the years he spent in Italy,
Landscape at Cervara appears slightly unreal,
enveloped in a halo of filtered light which
leaves the viewer with the impression that
it is a fairy tale image. The contours are
discreet, yet the motif is easily “read”. The
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Friedrich Miess,
Peisaj din Brasov / View of Bragov
ulei pe panza / oil on canvas, 73 x 118 cm

Friedrich Miess,

Peisaj din Cervara/

Landscape at Cervara

ulei pe panza | oil on canvas, 53 x 41cm
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poate fi ,,citit" cu usurintda. Lumina dizolva
usor formele si injecteaza forta tuselor de
culoare, devenind principiul fundamental
al unui spatiu descris minutios si, mai putin
obisnuit pentru Miess, cu cadraj ingust.

ALEXANDRU POPP

1868 Dieci, jud. Arad — 1949 Timisoara

Tn anul 1925 s-a infiintat la Cluj Scoala de Arte
Frumoase, prima institutie cu profil academic
din provincia intracarpaticd, moment important
fn procesul de modernizare a structurilor
vietii artistice din Romania care a generat o
crestere substantiald a numdrului artistilor in
perioada interbelicd, a calitatii creatiilor lor
care, mai mult decat pana la acea dats, vor
sintetiza elementele traditiei locale cu nnoirile
modernitatii europene. Alexandru Popp, a
cdrui activitate de creatie a fost permanent
insotita de o intensa activitate didactica - a
fost profesor al Academiei de Arte Decorative
din Budapesta, a deschis o Scoala libera de
picturd la Cluj impreund cu Acs Ferenc - a facut
parte din conducerea noii Scoli superioare
alaturi de Catul Bogdan, Aurel Ciupe, Romul
Ladea, Pericle Capidan. Si-a inceput pregatirea
artisticd la Scoala de desen dupa model din
Budapesta, apoi la Scoala practicantilor n
pictura a lui Kdroly Lotz. Dupa studiile de la
Paris, la Academia Julian si de la Miinchen, cu
Franz Lenbach si Wilhelm Leibl, primeste mai
multe oferte de colaborare din partea fostului
sdu profesor, Kéroly Lotz. Aldturi de acesta, va
desfasura o intensd si apreciata activitate de
pictor monumentalist, contribuind la realizarea
decoratiilor interioare ale Parlamentului si
Palatului de Justitie din Budapesta, respectiv la
pictarea tavanul Teatrului din Praga. A participat
la expozitiile oficiale de la Budapesta, Viena,
Miinchen, Praga, Milano, Paris, Cluj, Bucuresti,
Timisoara si Baia Mare. In acest ultim mentionat
centru artistic, s-a implicat in ndrumarea
tinerilor studenti clujeni si timisoreni, aldturi de
care a lucrat efectiv in cadrul coloniilor de vara.

Studiile la Academiile din Miinchen si
Paris, i-au Tnlesnit contactul cu tendintele
Tnnoitoare din pictura perioadei. Pictorul si-a

light has a dissolving effect on the shapes
and gives force to the touches of colour thus
becoming the main principle of a minutely
described space, rather unusual for Miess.

ALEXANDRU POPP

1868 Dieci, County Arad — 1949 Timisoara

In 1925 the School of Fine Arts was founded
in Cluj. It was the first institution of this kind
in Transylvania and it represented a crucial
moment in modernizing artistic structures
in Romania. As a result, the province
witnessed the activity of a large number
of artists who produced works of quality,
who blended elements of local tradition
and innovating European ideas. Alexandru
Popp, who was not only an active artist, but
also a dedicated teacher — he taught at the
Academy of Decorative Arts in Budapest and
later opened a School of Free Painting in Cluj,
together with Acs Ferenc - was on the staff
of the newly opened school together with
Catul Bogdan, Aurel Ciupe, Romul Ladea
and Pericle Capidan. He began his art studies
at the Drawing School in Budapest, then
he worked with Kéroly Lotz, in his Painting
School. Shortly after he finished his studies
in Paris and Munich (with Franz Lenbach and
Wilhelm Leibl), he was approached by his
former professor, Karoly Lotz and the two
worked together for a period of time. They
will contribute to the interior decoration of
the Parliament and of the Palace of Justice
in Budapest and will paint the ceiling of the
Theatre in Prague. He was present at the
official art exhibitions in Budapest, Vienna,
Munich, Prague, Milan, Paris, Cluj, Bucharest,
Timisoara and Baia Mare. In Baia Mare he
actively supported the education of young
students from Cluj and Timisoara working
with them in summer colonies.

The years he spent studying in Munich
and Paris facilitated his contact with the
innovating tendencies of the time. He
created his own free artistic language
bringing discrete changes especially in
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Alexandru Popp,
Peisaj de pe Somes / The Banks of the Somes River
ulei pe carton / oil on cardboard, 30 x 50 cm

r
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Alexandru Popp,
Peisaj / Landscape
ulei pe carton / oil on cardboard, 49,2 x 34,5 cm

SALA 3 SFRRSITUL SECOLULUI AL XIX-LEA — INCEPUTUL SECOLULUI AL XX-LEA — PICTURA DIN TRANSILVANIA INTRE TRADITIE S| NNOIRE 81
ROOM 3 PANTING IN TRANSYLVANIA BETWEEN TRADITION AND MODERNITY — END 19TH C- BEG. 20TH C.



elaborat un limbaj plastic mai liber, aducand
discrete Tnnoiri, mai ales in genul peisagistic.
Unul dintre locurile preferate de Alexandru
Popp care l-au inspirat in realizarea a
numeroase compozitii peisagiste, au fost
cele de pe malul Somesului. Lucrarile Peisaj
de pe Somes si Peisaj dovedesc sensibilitatea
artistuluiin fata motivului din naturd, lucratin
plein-air, chiar dacain elaborarea compozitiei
echilibrate sirealizarea riguroasa a volumelor
urmeazd norme academice. Perspectiva
cromatica este dublata de aceea a vibratiei
culorilor, a cdror intensitate se estompeaza
spre orizont. Tusa mai viguroasa, cu culoarea
asternuta Tn strat mai gros, e menita sa
confere un plus de vitalitate naturii si un
aspect dinamic ansamblului.

DIMITRIE CABADAIEF
1877, Burgas? Vosilico?, Bulgaria — 1934, Sibiu

Dimitrie Cabadaeif (al cdrui nume apare
si sub formele: Cabadaeff, Cabadaiev sau
Cabadaieff) urmeaza in pregdtirea artistica
un traseu diferit decat ale altor artisti
care au lucrat la noi, si anume Academiile
de Artd din Sofia si Venetia. Obligat sd fsi
paraseasca tara natala, s-a stabilit la Craiova
n anul 1904, devenind o prezenta activa la
manifestarile expozitionale organizate de
Societatea Artistica ,,Theodor Aman”. Se
mutd apoi In Transilvania si continud sa aiba
numeroase participdri la Saloanele Oficiale
si ale ,,Tinerimii Artistice” din Bucuresti, la
Sibiu, Cluj, Brasov, Craiova si Baia Mare, unde
lucreazd fintre anii 1921-1928. Cabadaief
a manifestat un interes constant pentru
pictura monumentald, pictand peste treizeci
de biserici din Transilvania.

In Peisajul din Sibiu artistul se opreste
asupra unei stradute inguste dinspre Orasul
de Jos, mdrginita de cladirile vechi construite
pe langa zidul cetatii, strada Centumvirilor.
Recunoastem preocuparea artistului pentru
redarea motivului citadin ntr-un stil de un
realism viguros, cu respectarea fideld a
datelor realitatii. Soliditatea cladirilor vechii
cetati si a strazilor pietruite este realizatd n

landscape painting. One of his favourite
places for painting, which inspired numerous
compositions, was on the banks of the
Somes River. The Banks of the Somes River
and Landscape prove him a sensitive
artist, impressed by nature. Painted in
“plein air”, the balanced composition and
the rigorousness of volumes remind of
the norms of academism. The chromatic
perspective is doubled by the vibration of
the colours which fade towards the horizon.
The vigorous touch, with thick layers of
colour, enhances the vitality of nature and
gives dynamism to the painting.

DIMITRIE CABADAIEF
1877, Burgas? Vosilico?, Bulgaria — 1934, Sibiu

Dimitrie Cabadaeif (whose name is also
written as: Cabadaeff, Cabadaiev or
Cabadaieff) is unlike other artists active in
Romania at the beginning of the 20" century.
Bornin Bulgaria, he spent his formative years
studying at the Art Academies in Sophia and
Venice. In 1904 he had to flee his country
and once settled in Craiova he participated
in all exhibitions organized by the “Theodor
Aman” Art Society. After a few years he
moved to Transylvania but continued to be
just as active with creations exhibited in
official exhibitions of the “Artistic Youth”
in Bucharest, in Sibiu, as well as in Brasov,
Craiova and Baia Mare. His constant
interest in monumental painting led him to
paint the interior of over thirty churches in
Transylvania.

View of Sibiu shows a narrow street
coming from the Old City, lined with old
buildings erected against the medieval
fortification wall. The urban motif underlines
the artist’s preoccupation for a vigorous
realism and for an accurate rendering of
the detail. The solidity of the old buildings,
the cobbled streets are set in contrast with
the green of the vegetation and the blue
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Dimitrie Cabadaieff,
Vedere din Sibiu / View of Sibiu
ulei pe carton / oil on cardboard, 70,5 x 48,5 cm

contrast cu verdele vegetatiei, albastrul si
alburile colorate ale cerului. Modalitatea in
care aplica culoarea madrturiseste intentia sa
de a-si innoi mijloacele de expresie picturala
prin efectele obtinute din aplicarea tusei
mdrunte specificad facturii pointiliste care a
caracterizat ultima etapd a creatiei sale.

and white hues of the sky. The touches
he employs in applying the colour bring
testimony to the artist’s intention of
renewing his artistic means by the use of
tiny pointillist brush strokes, technique he
favoured in the final period of his career.
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7

CLASICII PICTURII ROMi\NESTI MODERNE

ictura romdéneascd modernd se caracterizeazd prin contributia

wtriadei de aur”: Grigorescu, Luchian, Andreescu, artistii care au

integrat arta romdéneasca in marea miscare artisticd a vremii.
Sfarsitul secolului al XIX-lea si primii ani ai celui urmdtor, marcheazd
trecerea picturii romdnesti de la academism la ,,plein air”, la valorificarea
cuceririlor impresionismului si ale Artei 1900. Sub impulsul artei occidentale,
n special al picturii franceze, eforturile promotorilor picturii roménesti
moderne se indreaptd cdtre gdsirea unei noi formule artistice care s&
reflecte sensibilitatea nationald, specificul national. Creatia lui Theodor
Aman, sintezd a artei roménesti de pdnd in acel moment, este urmatd de
momentul Grigorescu care impune ,,plein air”-ul in scoala roméneascd de
picturd si se manifestd in diverse genuri cu o autoritate care se va prelungi
mult n deceniile urmdtoare. Influenta sa covérsitoare nu s-a exercitat
doar asupra contemporanilor, ci a marcat si evolutia generatiei ce i-a
urmat. Luchian, prin modernitatea creatiei sale, face legdtura intre clasicii
Grigorescu si Andreescu si grupul artistilor interbelici.



THE CLASSICS OF ROMANIAN MODERN PAINTING

odern Romanian painting would not be the same without the

contribution of the “Golden Triad”, Grigorescu, Andreescu,

Luchian. At the turn of the century, Romanian painting shifted
from academism to “plein air”, and turned to good account the conquests
of Impressionism and of Art 1900. Stimulated by Western art, especially
by French painting, the efforts of the artists focused on a new artistic
formula which would reflect the traditional, authentic features. Theodor
Aman, whose oeuvre is a synthesis of what Romanian art had given up until
then, was followed by Grigorescu who approached a variety of genres
with masterfulness and skill which lasted well into the next decades. It was
his contribution that secured “plein air” a significant place in the Romanian
school of painting. His overwhelming contribution did not only touch his
contemporaries, but also the next generation of painters. Luchian with the
modernity of his creation was the bridge between the classic painters
Grigorescu and Andreescu and the group of inter-war artists.



SAVA HENTIA
1848 Sebesel, Alba — 1904 Bucuresti

Contemporan cu pictorii care au fnnoit
fundamental artaromaneasca, cu o pregdtire
artisticd complexa parcursa la Bucuresti,
Roma si Paris, Sava Hentia se arata tentat de
reteteleinnoitoare,darnuaredisponibilitatea
de a le asimila si prelucra pe deplin. Lucrdrile
sale se apropie uneori de viziunea artistica
a lui Nicolae Grigorescu, dar o parte a artei
sale ramane conventionald si sentimentala,
anacronicd uneori, raportata la generatia
careia ii apartine. Istoria artei romanesti fi
recunoaste activitatea artisticd complexa si
multilaterala — contributia remarcabila la arta
documentard, disponibilitatea de abordare
a tuturor genurilor picturii de sevalet:
portret, peisaj, natura staticd, scend de gen,
religioasd, mitologica sau istorica — spiritul
de observatie de mare acuitate, talentul de
desenator si colorist si, mai ales, viziunea

realistd, fntrucatva singulard fin cadrul
general al artei romanesti a epocii.
Printre lucrdrile colectiei muzeului,

se evidentiaza Psyche si Amor, un tablou
reprezentativ din perioada sa academistd,
compozitie care s-a bucurat de mare
succes la Salonul Oficial din Paris din 1973.
Tabloul reprezinta o scenda din legenda
care povesteste dragostea dintre Psyche
(reprezentata de obicei n iconografia
subiectului ca un fluture), o pdmanteana de o
frumusete neasemuita si Amor sau Eros, fiul
zeitei Venus. Geloasa pe frumusetea fetei,
zeita il trimite pe fiul ei sa o vrajeascd pentru
a se Indragosti de prima creatura intalnita.
Amor isi greseste tinta si se Tndragosteste
chiar el. Momentul ales de Hentia pentru
acest tablou este cel in care Amor, cu arcul in
mana, se apropie in zbor de fata. Este prilej
de a realiza o compozitie de mare amploare;
n primul plan artistul plaseaza un nud culcat,
realizat dupa regulile clasice, In nuante de
ocru. Momentul crepuscular este oportun
efectelor de ecleraj, de dirijare a luminii pe
corpul fetei, aflat astfel in contrast puternic
cu Intunericul care invaluie amplul peisaj din
fundal. Tntreaga lucrare degajd o atmosfera

SAVA HENTIA
1848 Sebesel, Alba — 1904 Bucharest

Contemporary with the painters who are
responsible for the profound renewal of the
Romanian art, beneficiary of a sound artistic
formation completed in Bucharest, Rome
and Paris, Sava Hentia was tempted by the
recipesforrenewal, butlacked the availability
to assimilate them. His works sometimes
came close to Nicolae Grigorescu’s artistic
vision, but he remained mostly conventional,
sentimental and, sometimes, anachronistic.
Romanian art historians acknowledge
his complex and multilateral creation, his
remarkable contribution to documentary
art, his willingness to approach every genre:
portraiture, landscape, still life, genre scene,
religious, mythological or historical, his
genius of observation, his talent for drawing
and his chromatic talent and, especially, his
accurate depiction of reality, somewhat
unique at the time.

He is present in the collection of
the museum with Psyche and Amor,
representative for his academist years,
which won him a scholarship in Paris. The
painting tells the love story between Psyche
(the iconography usually depicts her as a
butterfly), a beautiful earthling, and Amor
or Eros, son of Venus, the Roman Goddess
of love and beauty. Jealous of the girl’s
beauty, Venus sends her son to use his bow
and arrow on the girl and make her fall in
love with the first creature she sets eyes on.
The arrow misses its target and Eros himself
falls in love with her. For his painting, Hentia
chose the moment when, bow and arrow in
hand, Eros approaches the girl. This gives
him the opportunity to create an ample
composition: in the foreground he places
a nude, recumbent, painted according to
the classical rules in elegant hues of ochre.
He also chose the best moment of the day,
the twilight, for the effects of eclairage; the
light is directed towards the girl’s body in
contrast with the darkness which envelopes
the landscape in the background. The
entire composition seems to ooze out an
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Sava Hentia,
Peisaj / Landscape
ulei pe panzad / oil on canvas,19,5 x 44, 6 cm

Sava Hentia,
Flori/ Flowers
ulei pe panzad / oil on canvas, 78 x 51 cm

Sava Hentia,
Psyche si Amor / Psyche and Amor
ulei pe panza |/ oil on canvas, 99 x 160 cm

de mister, dar o anume artificialitate anuleaza

potentiala senzualitate a subiectului.
Revenitin tard, dupd pelerinajul de studii,

Hentia renunta la subiectele mitologice

si alegorice, dedicandu-se 1in special
portretisticii, peisajului si naturii moarte,
precum si scenelor de gen inspirate din viata
taranilor. Sava Hentia se exprimad cu pldcere
n pictura de flori (Flori, datate: 1902); sunt
buchete savante, asezate in vaze de ceramica

atmosphere of mystery, but any touch of
sensuality is repelled by a certain artificiality
of the subject.

Back in Romania, Hentia abandons
mythological and allegorical themes and
dedicates his creative efforts towards
portraiture, landscapes, still lifes and genre
scenes inspired by rural life. When he
approaches still life, he finds joy in painting
flowers (Flowers, dated: 1902). He gives
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de culoare inchisd, carora pictorul stie sa le
insufle prospetime si vitalitate cromatica.
Aceste lucrdri dovedesc capacitatea sa de a
surprinde cu spontaneitate si talent aspecte
ale realitatii, precum si palidele tentative de a
valorifica trasdturi ale tehnicii impresioniste.
Peisajul din colectia Brukenthal e dovada
faptului ca Hentia reuseste uneori sa
depaseascd pictura conventionala si sa
creeze lucrdri Tncantatoare ce cuceresc prin
prospetime si atmosfera, pictate cu o tusa
liberd, de o incontestabila picturalitate.

THEODOR AMAN
1831 Campulung Muscel - 1891 Bucuresti

Theodor Aman este considerat artistul
care a reusit sa sintetizeze pe plan superior
realizarile si  cautdrile  predecesorilor,
»pdrinte al picturii romanesti moderne”.
Fidel formatiei clasicist-academice (a studiat
la Paris cu Michel Martin Drolling si Frangois
Edouard Picot, considerati pontifi ai artei
oficiale, discipoli ai lui J. L David), Aman
realizeazd o creatie de mare amploare,
n care asezoneazd sporadic influente ale
romantismului, ale ,plein air’-ismului si
chiar ale impresionismului. Artistul nu imita,
ci asimileaza multiplele sugestii cu care vine
n contact, elaborand o maniera personald in
cadrul cdreia lumina a jucat un rol important,
evoluand de la functia de a asigura echilibrul
compozitional, pand la cea a noii viziuni
plastice in care lumina si culoarea sunt
principalele elemente structurale ale imaginii
si ideii picturale. Personalitate complexa si
profundd, artist multilateral, pictor, sculptor,
arhitect, gravor, colectionar de artd pasionat,
Aman a jucat un rol esential si in dezvoltarea
fnvdatamantului artistic romanesc, infiintand,
aldturi de Gheorghe Tattarescu, Scoala
Nationald de Arte Frumoase din Bucuresti,
institutie cu rol hotdrator Tn asezarea bazelor
unei vieti artisticc moderne in Principatele
romane. Format in spiritul pasoptismului,
Theodor Aman, in conceptia cdruia idealul
estetic trebuia sa aiba o finalitate educativ-
patriotica, a aratat un interes aparte pentru

freshness and chromatic vitality to elaborate
bouquets in dark coloured ceramic vases.
These are a proof of the spontaneity and
talent with which he manages to capture
reality, but also a pale attempt to put to
value characteristics of the impressionistic
technique. The Landscape, also part of
the Brukenthal Collection, shows that,
sometimes, Hentia manages to move past
conventionalism and to create charming,
fresh works, painted in light strokes, with
splits of light in the darkness.

THEODOR AMAN
1831 Campulung Muscel - 1891 Bucharest

Theodor Aman is “the father of modern
Romanian painting”, the artist who
synthesized the achievements and the
pursuits of his predecessors. He studied
in Paris with Michel Martin Drolling and
Francois Edouard Picot, disciples of J.L.
David, and pontiffs of the official art and
remained, throughout his career, a classicist-
academist. His creation is vast and embraces
influences of Romanticism, “plein air” and
even Impressionism. The artist does not
copy, he assimilates multiple suggestions
and creates his own personal manner in
which light plays the major part: it balances
the composition and it helps build a new
artistic vision in which light and colour
are the main structural elements of the
image and of the artistic idea. Complex and
profound personality, multilateral artist,
painter, sculptor, architect, engraver and
passionate art collector, Aman also played
an essential part in creating and developing
Romanian artistic education; together with
Gheorghe Tattarescu he was the founder of
the National School of Fine Arts in Bucharest,
institution which contributed to setting the
foundations for a modern artistic life in the
Principalities. Educated in the spirit of the
1848 revolutionaries, who believed that the
aesthetic ideal should have an educational
and a patriotic finality, Aman was partial to
historical painting, genre which brought him
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Theodor Aman,

Portretul domnitorului Mihai Racovitd /
Portrait of Prince Mihai

ulei pe panzd / oil on canvas, 116 x 90 cm

pictura istorica, gen care i-a adus, de fapt,
celebritatea, ilustrativ pentru intelegerea
artistului si a exceptionalelor sale calitati Tn
,,nararea” evenimentelor din istoria nationala.
Din portretistica reprezentativa face parte
Portretul  domnitorului ~ Mihai  Racovitd
(datat: 1863), tablou comandat de doctorul
Carol Davila pentru o galerie a portretelor
fondatorilor spitalelor din Bucuresti. Aman
realizeazd, dupa o stampd de epocd (Mihai
Racovita a fost domnitor de trei oriin Moldova
si de doua ori in Tara Romaneascg, in prima
jumdtate a secolului al XVlll-lea), o lucrare
academista cdreia ii conferd maiestuozitate
prin dimensiuni, prin tinuta personajului,
prin eleganta aristocraticd a prezentarii si
finetea descriptiva a costumului de epoca din
catifea rosie, ornat cu nasturi si fireturi aurii,
cu brau decorat si impodobit cu un pumnal
ornamentat cu pietre pretioase, pelerina
alba cu guler de blana, prinsa cu o brosa cu
briliante si smarald si cusma domneasca cu
pana de strut prinsa intr-o brosa cu diamante.

Excelent portretist, Aman lucreaza dupd
ilustratii sau fotografii, plasandu-si modelul

Theodor Aman,
Autoportret / Self-portrait
ulei pe lemn / oil on wood, 30 x 21,6 cm

fame and whichillustrated his understanding
and his capacity of narrating historical
events. The Portrait of Prince Mihai Racovitd
(dated: 1863), commissioned by Carol Davila
for a gallery of the founders of hospitals in
Bucharest is one of the most representative
for his creation. In the first half of the 18"
century, Prince Mihai Racovita ruled three
times in Moldavia and twice in Wallachia, and
Aman painted this portrait, in an academist
manner, after an engraving. Not only do the
size of the painting and the posture of the
model, his aristocratic elegance impress the
viewers. The artist depicts the prince’s red
velvet attire — with gold buttons and golden
embroideries - in a refined manner. He also
pays special attention to the richly ornate
girdle and to the dagger set in jewels, to
the white cape with fur collar fastened with
a diamond and emerald brooch, and to the
high fur cap with an ostrich feather and a
diamond brooch.

lllustrations and photographs often
serve as models for this remarkably talented
portrait painter. He usually places his model

SALA 4 CLASICII PICTURII ROMANESTI MODERNE
ROOM 4 THE CLASSICS OF ROMANIAN MODERN PAINTING

89



Theodor Aman,
Naturd staticd cu cirese / Still-life with Cherries
ulei/panzd/carton, 38 x 46 cm

Theodor Aman,
Parc/ Park
ulei pe lemn / oil on wood, 15 x 24 cm

pe un fond inchis si utilizand clar-obscurul,
fncercand uneori sd exprime caracterul sau
ceva dintr-un gest spontan al modelului.
Autoportretul din colectia muzeului se numdra
printre lucrarile reprezentative ale genului
din creatia sa, dovedind capacitatea artistului
de a se marturisi, de a-si exprima prin culoare
spiritul, idealul de viata si idealul artistic.

Theodor Aman,
Odaliscd / Odalisque
ulei pe panza / oil on canvas, 35 x 50 cm

against a dark background and using the
chiaroscuro he tries to render his character
or a spontaneous gesture. Representative
for his creation is the Self-portrait: it is a
confession, an avowal, it reveals his spirit, his
ideals, both as a man and as an artist.
Coming from an aristocratic family from
Oltenia, he had, unlike many of his fellow
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Theodor Aman facea o figura aparte
printre artistii romani din acea perioada.
Provenind dintr-o familie boiereasca din
Oltenia, pictorul aavut prilejul sa cdlatoreasca
mult, ajungand si la Constantinopol, invitat
de sultan. El trdieste ca un occidental, dar
stie sa se adapteze cererilor pietei de artd.
Scenele orientale (Odaliscd, datata: 1887),
subiecte la mare moda in epoca probeaza
disponibilitatea de a raspunde solicitdrilor
publicului si de aaborda orice gen. ,,Orientul”
re-creat pe panza are o nota de artificialitate
care nsd nu anuleaza senzualitatea cdutatd a
personajelor feminine, placerea travestiului,
fastul costumelor si pitorescul exotic al
acestei lumi fascinante si seducdtoare.

Membru al elitei bucurestene, Aman a
realizat si compozitii peisagiste, inspirate de
terasele de la Sinaia, unde se relaxa deseori,
de la mosiile din apropierea Bucurestilor sau
chiar din parcurile si gradinile capitalei. Cele
mai multe dintre aceste tablouri de mici
dimensiuni (Parc), de fapt scene de viata
mondena in peisaj, fac dovada capacitatii
sale de a se detasa de factura de atelier si de
a se apropia de problemele de atmosferd ale
picturii n aer liber.

Efortul de modernizare facut de Theodor
Aman va fi urmat si implinit de generatia
marilor clasici ai picturii romanesti: Nicolae
Grigorescu, Stefan Luchian, loan Andreescu.

NICOLAE GRIGORESCU
1838 Pitaru — 1907 Campina

Nicolae Grigorescu este artistul roman care
sparge ambianta si formulele invechite ale
academismului, primul din ,triada de aur”
a fondatorilor picturii romanesti moderne.
Tnceputurile sale artistice, ca pictor deicoanessi
biserici, sunt sustinute de Mihail Kogalniceanu,
la a carui interventie primeste o bursa de
studii la Paris. Tn atelierul lui Sebastien Cornu
este coleg cu Renoir. Grigorescu nu ramane
doarin capitald, cilucreaza sila Barbizon, locul
unde se contura noul limbaj al artei europene,
avand revelatia noilor perspective care se
deschideau picturii. Tn mediul efervescent,

artists, the means to travel far and wide,
and even to be the Sultan’s personal guest
in Constantinople. He is a Westerner, but
does not lack adaptability: he knows the
taste of his contemporaries. The Oriental
scenes (Odalisque, dated: 1887), extremely
popular at the time, prove that he is open
to what the public desires and capable
of approaching any genre. The “Orient”
re-created on canvas is rather artificial, but
this does not annul the intended sensuality
of the feminine characters, the pleasure of
disguise, the splendour of the costumes and
the exotic picturesque of this fascinating and
seductive world.

Though not his best known, Aman also
depicted landscapes mostly inspired by the
terraces at Sinaia, by the estates around
Bucharest or even by the parks and gardens
of the capital city, where the elite, the artist
himself amember, used to relax (Park). These
works are usually genre scenes depicting the
worldly society in open air. Though mostly of
small size, they certify the artist’s capacity to
approach and properly treat the problems of
“plein air” painting.

Aman’s efforts towards modernization
will be continued and fulfilled by the classics
of Romanian painting, Nicolae Grigorescu,
Stefan Luchian, lon Andreescu.

NICOLAE GRIGORESCU
1838 Pitaru — 1907 Campina

Nicolae Grigorescu, one of the founders of
modern Romanian painting, broke with the
ambiance and with the obsolete formulas
of academism. He began his career by
painting religious icons and churches, but
the man of culture and politician Mihail
Kogdlniceanu, impressed by his talent,
supported him to obtain a scholarship.
Thus, he began his studies in Paris and in
Sebastian Cornu’s studio he met Renoir.
Grigorescu did not study only in Paris, he
spent a lot of time in Barbizon, the melting
pot of the new language of European
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asimileaza influentele unor artisti ca Millet,
Corot, Courbet sau Theodor Rousseau.
Preocuparile sale se indreapta acum inspre
fnsusirea unui limbaj artistic nnoitor, de
esentd ,,plein air’-ista, ce il va face receptiv
si la sugestiile impresionismului. Talentul si
simtirea sunt esentiale pentru felul in care
artistul asimileaza acele influente care se pliau
pe expresivitatea traditionald romaneasca.

Cu prilejul Expozitiei Universale de la
Paris din 1867, imp&ratul Napoleon Il fi
cumpara un tablou, un Portret de tigancd,
ceea ce probabil i-a asigurat participarea
la Saloanele oficiale din urmatorii doi ani.
Trei ani mai tarziu, la Expozitia artistilor
n viatd, are sansa de a fi descoperit de
viitoarea regind a Romaniei, Elisabeta, care fi
achizitioneaza cateva lucrari, atradgand astfel
atentia asupra tandrului pictor.

Convocat pe front, Grigorescu devine
reporter de rdzboi, ceea ce va aduce in opera
sa tema rdzboiului si a soldatului roman,
abordate si in opere ale anilor urmatori.

intre 1879-1890, lucreazd mai mult in
Franta pastrand legatura cu cele mai fierbinti
puncte ale Europei artistice a epocii. Participa
la numeroase expozitii in Franta siin tara, care
1l fac celebru, dovedindu-se extrem de prolific
si expunand, doar la personala de la Bucuresti
din 1881, peste doua sute de tablouri,
care dovedesc acum, stdpanirea tehnicii si
limbajului impresionist. Perioadele petrecute
n tara aduc Tn creatia sa o serie de teme
tipic romanesti, devenite apoi multd vreme
»clasice” — portretele de tardncute, tdrani,
ciobanasi si care cu boi - prin care Grigorescu,
solar, vital, optimist, devine un simbol pentru
spiritualitatea romaneasca.

Calatoriile de documentare si de studiu, il
poarta prin Europa, cel mai adesea in Franta,
unde revine pentru sederi de fiecare datd mai
lungi, cu predilectie la Vitré, ,mic targusor
medieval din Bretania, ordsel cu ulite stramte,
prinseintre cladirivechi,cuacoperisurileascutite
ca o glugd, cu o populatie rdmasa la traditiile
patriarhale” — cuml descrie Zambaccian -, fiind
primul pictor roman care imortalizeazd aceasta
localitate pitoreasca. Atras indeosebi de peisaj,
Grigorescu realizeaza adevarate capodopere

painting, where he had the epiphany of
the new perspectives. He assimilated the
influences of artists like Millet, Corot,
Courbet and Theodor Rousseau. Seeking
an innovative artistic language he was open
to impressionistic suggestions which, with
talent and sensitiveness, he engrafted on
the traditional Romanian expressiveness.

At the 1867 Paris Universal Exhibition,
Emperor Napoleon IIl bought one of his
paintings, Gypsy Woman. This was probably
his ticket to all the official salons in the
following two years. Three years later,
at the Exhibition of Living Artists, he was
discovered by Elizabeth, future Queen
of Romania, who purchased some of his
paintings thus bringing him even more to
the public eye.

Summoned to do his duty as a soldier,
Grigorescu became a war reporter; which
would bring the theme of the war and of
the Romanian soldier in his creation in the
years to come.

Between 1879 and 1890, he worked
more in France than anywhere else, and
permanently kept in contact with the
effervescent artistic centres of Europe. A
very prolific artist, his paintings were seenin
many exhibitions in France and in Romania
and he became even more popular and
famous. In 1881, in Bucharest he displayed
200 works in a personal exhibition. They
were solid proof of his command of the
impressionistic technique and language.
Typical Romanian themes, portraits of
young peasants and peasant women, ox
carts - which will become very popular -,
often appear in his creation as a result of
the time he spent in Romania. With them,
Grigorescu, solar, vital, optimistic, becomes
a symbol for the Romanian spirituality.

While in France, he spent long periods
of time in Vitré, “a small medieval town
in Brittany, where the narrow streets
are stranded between old buildings
with sharp, hood-like roofs, while the
people themselves are stranded in their
ancient, patriarchal traditions” - as
Zambaccian describes it. The picturesque
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Nicolae Grigorescu,
La Vitré / Vitré
ulei pe panza / oil on canvas, 65 x 53 cm

ale genului. Peisajul devine, sub penelul sdu,
un echivalent vizual al privelistii, in fata cdruia
emotia pictorului se manifesta cu sinceritate.
Picteaza o diversitate de motive: strada, casele,
oamenii din sate si orase bretone, colturi de
naturd; ceea ce impresioneaza in lucrdrile
acestei etape este felul in care reuseste sa
surprinda specificul locurilor, atat de greu de
redat in imagine. Tn tabloul Case la Vitré (cca.
1876-1886), preocuparea artistului se indreapta
inspre exploatarea valorilor luminii si aerului,
reprezentarea lor in acea anvelopd atmosferica
care se interpune intre obiectele redate si ochii
privitorului, realizata prin utilizarea unei variate
game de griuri. Lumina modeleaza formele,
punand in evidenta corporalitatea caselor grele
de piatrd fatd de frunzisul diafan sitransparenta
atmosfericd. Lucrarea a participat la expozitia
de pictura romaneascd organizatd la Banca
,,Federal Reserve System”, din Washington, in
anul 2004, aldturi de alte piese reprezentative
ale artei romanesti.

Este lesnicioasd identificarea motivului
ales de Grigorescu pentru tabloul Peisaj de

Nicolae Grigorescu,
Case la Vitré / Houses at Vitré
ulei pe lemn / oil on wood, 22 x 35 cm

town fascinated Grigorescu who thus
became the first Romanian painter to
have immortalized it. And on canvas,
this fascination was translated into a
series of masterpieces. The brushstrokes
transformed the landscape which became
a visual equivalent of the sight which
stirred up the painter’s deepest, most
sincere emotions. He painted everything:
streets, houses, people, villages, towns,
nature; what seems difficult to render
on canvas - the specific features of the
places — came with ease, flowed naturally,
under his touch. Houses at Vitré (ca. 1879-
1886) shows the artist’s preoccupation
to exploit the values of light and air, to
capture and render them in such a manner
that the objects, in a variety of hues of
grey, interpose the eyes of the viewer. In
2004, it was one of the paintings on display
at the exhibition organized in Washington
by the ,Federal Reserve System” Bank
- next to other representative works of
Romanian painting.
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Nicolae Grigorescu,
Alexandrina Filionescu / Portrait of Alexandrina Filionescu
ulei pe carton/lemn, oil on cardboard/wood, 23 x 30 cm

toamnd. Cu toate acestea, nu vom gasi linie
sau contur care sa ne ghideze, doar pete de
culoare. Aceasta este una dintre lucrdrile in
care artistul da autonomie tusei si o ridica
la rangul de ,,semn”, ,,semn al unei expresii
subiective a realitatii”’. Artistul reuseste astfel sa
fundamenteze transpunerea formei din natura
n ,,vocabule plastice autonome”, care reusesc
sd transmita mai deplin si mai profund senzatiile
trdite la intalnirea cu natura, decat simpla ei
imitare. Ceea ce vedem aici este mai mult decat
un ,,peisaj de toamna”, este emotia artistului
in fata spectacolului naturii, a miracolului de
culoare pe careil-arevelat o zi de toamna.
Peisajul de pddure este un amestec
indraznet de culoare si atmosferd. Lucrarea
este realizata probabil Tn apropiere de
Campina unde artistul fisi cumparase o
casd, in 1890. Lumina pdtrunde prin frunzis
inundandu-l si facand sa vibreze fiecare
element n parte si compozitia in ansamblul
ei. Tusa mdrunta, viguroasd, se apropie de
cea a tehnicii impresioniste, dar tonalitatile

Nicolae Grigorescu,
Portret de femeie / Portrait of a Woman
ulei pe panzd / oil on canvas, 24 x 17 cm

It is not difficult to identify the motif
chosen for Autumn Landscape. And yet we
do not find a line or a contour to guide us,
we have nothing but colour. It is one of the
paintings in which the artist gives autonomy
to his brushstrokes and elevates them to
the rank of “sign of a subjective expression
of reality”. Thus, he substantiates
the transposition of the shape into
“autonomous plastic words” which render
even more profoundly the sensations we
feel at the encounter with nature, than a
mere imitation would. What we have here is
more thanjusta“landscape”,itis the artist’s
emotion brought out by the greatness of
nature, by the miracle of colours revealed
by an autumn day.

Wood Landscape, a bold mixture of
colour and atmosphere was probably
painted, somewhere near Campina, where
the artist had bought a house in 1890. The
light filters through the foliage, flooding
it and setting each element, as well as the
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Nicolae Grigorescu,
Peisaj de pddure / Wood Landscape
ulei pe panzd / oil on canvas, 27 x 18 cm
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Nicolae Grigorescu,
Car cu o pereche de boi/ Oxen cart
ulei pe lemn / oil on wood, 24,5 x 44 cm

subtile confera lucrarii o atmosfera poetica.

Tema carului cu boi (Car cu o pereche
de boi) a fost foarte des abordatd de artist
datorita succesul extraordinar de public pe

entire composition, in vibration. The tiny,
but vigorous, brushstrokes remind us of
the impressionists, but there is a poetic
atmosphere in the subtle hues.

Nicolae Grigorescu,
Tdrancd cu furca / Peasant Woman with Distaff
ulei pe panza | oil on canvas, 65 x 47,6 cm

Nicolae Grigorescu,
Cap de tigancd / Gipsy Girl
ulei pe panzd / oil on canvas, 25 x 17 cm
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care l-a avut, astfel incat a devenit aproape
emblematica pentru pictura romaneasca cu
tema rurald. Lucrarea din colectie, una dintre
numeroasele variante autografe, este o
reluare tarzie a motivului din perioada in care
pictorul reduce precizia desenului si a detaliilor,
rezumd peisajul de fundal, fapt ce evidentiaza
n prim plan truditorii vigurosi si obositi, efortul
urnirii carului greu si incdrcat. Tusa impastata,
viguroasd, formand aproape un relief pe panza,
contribuie esential la sublinierea trudei vitelor.
Identificdm aici acel efort al artistului de a
suprapune individualitatea tusei cu configuratia
formei. Compozitia este asemdndtoare cu
lucrarea Dimineata dupd ploaie, doar momentul
zilei este diferit. Impresioneazd si de aceasta
datd, felul in care elementele motivului se
supun miscarii, luminii crepusculare si spatiului,
articulandu-se si prinzand viatd chiar in fata
noastrd, pe masurd ce le identificam. Totul
sugereazd miscare, totul palpitd Tn lumina
incerta a diminetii. Stapan pe tehnica sa,
artistul nu apeleaza la transparente pentru a
sugera urmele ploii si umiditatea atmosferica,
ci la impastari, astfel incat materia picturala fsi
evidentiazd intreaga capacitate plastica.

Cu aceeasi naturalete si placere cu care
lucreaza in peisaj, Grigorescu abordeaza si
genul portretistic, dovedindu-se un observator
atent care stie sa utilizeze efectele de lumina
pentru a conferi catifelare si strdlucire pielii, sa
surprinda zambete tainice, tristeti duioase sau
sclipiri jucduse n ochii modelelor (Portretul
Alexandrinei Filionescu). Tn istoria artei se
mentioneaza preocuparea sa timpurie de a
opune umbra luminii intr-un mod nou, modern,
de sorginte impresionistd, dar in interpretare
personald, asa cum se poate observa si in
acest portret: umbra generald, transparentd,
este patrunsa de ,,difuziunea reflectata a
luminii”’, care devine generalizata. Umbra are
astfel acelasi grad de deschidere ca si lumina,
fiind identificabild doar prin compozitia
cromaticd. Grigorescu nu are nevoie de contur
pentru a capta forma. Stapanirea unei tehnici
exceptionale, capacitatea de a reda modelul
in cateva tuse rapide, sintetice, confera
lucrarilor sale un aer de cuceritoare simplitate
si franchete. Cap de tigancd probeaza

The artist often approached the theme
of the ox cart, so popular that it became
emblematic in Romanian painting. The
variant found in our collection, one of the
numerous autographed ones, dates from
his late years, when the precision of the
drawing and of the details are reduced -
and so is the landscape in the background;
this makes the effort of pulling the heavy,
loaded cart in the foreground appear
even more evident. The thick, vigorous
brushstrokes visible on the canvas underline
the tremendous effort of the oxen. The
artist clearly overlaps shapes and the
individuality of strokes. The composition
resembles Morning after the Rain, only the
moment in the day is different. Again we are
impressed by the way the elements of the
motif yield to movement, to the dusky light
and to space, articulating and coming to life
in front of our very eyes just as we identify
them. Everything is movement, everything
throbs in the undefined morning light. A
complete master of his technique, the artist
does not resort to transparencies for the
traces of rain and for the humidity in the air,
but to thick layers of paint which allow the
matter to enhance the effect.

A master landscapist, Grigorescu also
approaches portraiture with the same
naturalness. A keen observer, he knows
how to use the effects of light to make the
skin smooth and glowing, to unveil secret
smiles, playful glances or just sadness in the
eyes of his models (Portrait of Alexandrina
Filionescu). Art historians mention that
already in his early years he was trying to find
the best way to contrast the shade of light
in an innovative manner of impressionistic
origin and this is visible in this portrait: the
general, transparent shade is penetrated by
the “reflected diffusion of light”. Thus, the
shade has the same openness as the light
and only the colours allow us to identify
it. Grigorescu does not need contours to
capture shapes. The exquisite technique
and the ability to depict the model in just a
few quick brushstrokes give his creations an
air of simplicity and honesty. Gipsy Woman
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genialitatea sa de portretist, capacitatea de
a intui ,,sufletul” modelului sdu, stiinta de a-l
surprinde in past3 si pe panza. in acest portret
realizat pentru o viitoare lucrare de dimensiuni
mai mari, artistul surprinde inefabilul unei clipe
de poezie, in ochii adanci, duiosi, magistral
umbriti, ai fetei. Lucrarea este o dovada a
talentului artistului de a realiza uimitoare
armonii cromatice.

,Perioada albd” este ilustrata prin
compozitia: Tdrancd cu furca unde, cum se
intampla Tn multe tablouri ale acestei etape
de creatie, artistul surprinde prin lumina pe
care reuseste sd o capteze fn pastd pentru
a o raspandi apoi in intreaga compozitie
si prin contrastul dintre redarea sumara a
elementelor de peisaj si insistenta delicatd cu
care portretizeaza tandra femeie. Folosirea
culorii albe, pare uneori un exces al dorintei
de reprezentare a luminii prin intermediul
acesteia. Astfel, in structura cromaticd a
reprezentdrii luminii, Grigorescu favorizeaza
albul, in detrimentul altor culori.

Nicolae Grigorescu a exploatat remarcabil
valorile luminii si culorii, ale materiei picturale,
asa cum erau ele intelese de pictura modernd,
fard a adopta formule extreme, optand
pentru realismul care nu deformeaza natura.
In anul 1899, N. Grigorescu este numit
membru de onoare al Academiei Romane,
ca recunoastere a rolului covarsitor pe
care l-a avut in evolutia picturii romanesti si
racordarea ei la cea europeana.

IOAN ANDREESCU
1850 Bucuresti — 1889 Bucuresti

Necesitatea de a se exprima prin
pictura izbucneste, n cazul pictorului
loan Andreescu, neanuntat, furtunos
si rascolitor, probabil sub presimtirea
destinului implacabil care il va rapune, la
fel de neasteptat, la doar 39 de ani. Cu mari
eforturi materiale, Andreescu urmeaza
Scoala de Arte Frumoase condusa de
Theodor Aman, devenind, in 1872, profesor
la Buzdu. Aici se descoperd ca om si ca
artist, familiarizandu-se si cu cateva teme

is another proof of his genius. He intuits
the “soul” of his model and unfolds it on
canvas. He painted this portrait of a young
gipsy woman with the intention of later
using it in an ample composition. There is
poetry in the deep, soft, masterfully shaded
eyes of the girl and he unveils it. It is also
an astonishing demonstration of the artist’s
talent in achieving chromatic harmonies.

“The white period”, a late stage in his
creation, is illustrated by the composition
Peasant Woman with Distaff. The artist
captures the light in the paint and spreads
it all over the canvas. The contrast between
the barely sketched elements of landscape
and the delicate touches that dwell upon
the young woman also bring light. White
is the colour Grigorescu favours to the
detriment of other colours in his endeavour
to turn it into a means of rendering light.

Nicolae Grigorescu had a remarkable
ability to explore the values of light
and colour as they were understood by
modern painting, choosing a realism
which does not distort nature rather than
resorting to extreme formulas. In 1899,
Nicolae Grigorescu was made Honorary
Member of the Romanian Academy. It
was an expression of gratitude for his
overwhelming contribution to the evolution
of Romanian painting and its connection to
the European artistic movement.

IOAN ANDREESCU
1850 Bucharest — 1889 Bucharest

lon Andreescu’s painting erupted in Romanian
art. Nothing seemed to announce the need
to convey his feelings through painting.
Perhaps he had the premonition of his early
death (he died unexpectedly at the age of
39) and he needed to let out his talent and
his vision. Surpassing tremendous financial
difficulties, he studied at the School of Fine
Arts and, in 1872, he became a school teacher
in Buzdu. There he found himself as an artist;
there he painted several themes which will
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care 1i vor deveni dragi: peisaje de pddure,
peisaje rurale. Pleaca apoi la Paris, in anul
1878, si frecventeaza cursurile Academiei
libere Julian, iar verile picteaza in naturg, la
Barbizon, unde se reintalneste cu Nicolae
Grigorescu, pe care il cunoscuse cu prilejul
Expozitiei Amicilor Belle-Artelor din anul
1873, de la Bucuresti. Mai putin Tncantat
de studiul la academie, Andreescu se arata
pasionat de cuceririle impresionistilor, pe
care 1i simte aproape de propriile instincte
artistice. Perioada petrecutd la Barbizon
este consideratd cea mai fertild si cu
realizarile artistice cele mai semnificative Tn
ansamblul creatiei sale. Artistul participa la
Salonul parizian din 1881 si castiga admiratia
publicului, fiind remarcat siin presa franceza.
Revenind in tard in anul 1889, cu constiinta
bolii implacabile, organizeaza o expozitie
in biserica Stavropoleos, o adevarata
retrospectiva cu 60 de lucrdri, dar nu
obtine reactia meritata, probabil datoritd
modernitdtii si rafinamentului sdu, pe care
publicul roman nu era inca pregatit sa le
inteleaga.

Peisajele Iui loan Andreescu ne
fntampina cu discretie, dar si cu forta,
melancolic si poetic. Expunerea acestora
in proximitatea lucrdrilor Iui Nicolae
Grigorescu, demonstreaza felul n care,
adanc impresionat de forta plasticitatii
maestrului Grigorescu, tanarul Andreescu
a folosit opera acestuia ca model pentru
creatia lui ulterioara, dar a stiut sa o
depaseasca prin elaborarea unei formule
personale, de incontestabild originalitate.
Personalitate aparte, artistul a simtit, a trait
si a redat natura altfel decat Grigorescu.
Peisajele sale se impun prin plenitudinea si
universalitatea expresiei, rod al unei fericite
fmbinari dintre sensibilitatea si vointa
artistului, care sintetizeaza stilul de mare
profunzime a trairii, care il va individualiza.
Andreescu savureaza frumusetile naturii
si reuseste sa creeze si privitorului, prin
lirismul sdu contemplativ, o stare de
apartenentd la spatiul natural (Drum fin
pddure, Peisaj). in lucrarea Femeie in péddure,
pddurea este redata Tn monumentalitatea

be recurrent in his creation: the forest, the
village. In 1878, he went to Paris and attended
the Julian Academy. The long summer days
he spent painting at Barbizon, where he
worked alongside Nicolae Grigorescu whom
he had met at the 1873 exhibition “Friends
of the Fine Arts” in Bucharest. He was not
very happy with his studies at the Julian Free
Academy, but was extremely passionate
about the innovations brought forth by
the impressionists and felt very close to
their artistic solutions. The time he spent at
Barbizon was significant and very fertile for his
artistic personality. In 1881 he contributed to
the Parisian Salon and both the press and the
visitors were impressed. In 1889 he returned
to Romania and, fully aware of his terrible
illness, he organized an exhibition housed by
the Stavropoleos Church. Unfortunately, the
60 paintings he exhibited did not cause the
well deserved and much needed recognition
and appreciation: he was too modern, too
refined and the Romanian public was not able
to fully understand him.

There is melancholy and poetry in
loan Andreescu’s landscapes, exhibited
in the proximity of Nicolae Grigorescu’s
paintings. Impressed by Grigorescu, he used
his creation as a model but managed to
elaborate an original style. He lived, he felt,
he understood and he depicted nature in a
different, very personal manner. There is a
perfect combination of sensitiveness and will
which is a synthesis of his profound feelings.
Andreescu relishes the beauties of nature
and he makes the onlooker feel part of it (A
Path in the Woods, Landscape). In the painting
Woman in the forest the forest is a cathedral,
monumental, solemn, solitary, while the
human presence is not important, even
unwonted. The feeling of majesty is enhanced
by the deep perspective with rows of trees
on either side. Hues of green and brown unite
the chromatic, come together in harmony
and suggest a deep tranquillity. The enigmatic
character in the foreground, a woman, is
essential for the composition she is the link
between the onlooker and the landscape; she
appears to ignore the onlooker, but, in fact,
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loan Andreescu,
Drum in pddure / A Path in the Woods
ulei pe panzad / oil on canvas, 30 x 37 cm

ei de ,catedrald” sdlbaticd si solitara, Tn
care prezenta umana din primul plan apare
insolita. La sentimentul de amploare si
maretie contribuie mult perspectiva adanca
flancata de sirurile copacilor maiestuosi.
Verdele si brunul, dominante ce dau
unitate cromatica imaginii, se amesteca si
se armonizeazd, contribuind esential si la
sugerarea atmosferei de liniste profunda
a naturii. Enigmaticul personaj din prim-
plan are un rol esential in compunere si in
rafinatul mesaj al lucrarii. Femeia devine
mediator ntre privitor si peisaj, aparent
ignorandu-l, de fapt invitandu-l sa admire
peisajul la care tocmai priveste si ea, sa
patrunda in misteriosul spatiu silvestru.
Anume realizatd Tn contrast cromatic cu
fundalul, prezenta umana devine astfel
un important element de modernitate n
constructia imaginii.

she invites him to admire the landscape, to
move deeper inside the mysterious space of
the forest. The chromatic contrast between
the background and human presence brings
an element of modernity in the construction
of the image.

loan Andreescu,
Peisaj/ Landscape
ulei pe lemn / oil on wood, 26 x 35 cm
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loan Andreescu,
Femeie in pddure / Woman in the Forest
ulei pe panzad / oil on canvas, 95,5 x 65,5 cm
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STEFAN LUCHIAN

1868 Stefanesti, Botosani — 1916 Bucuresti

Stefan Luchian, considerat de unii istorici
de artd cel mai original artist al Romaniei
moderne, aduce prin opera sa o atmosferd
impregnata de elanul vital, de sinceritate si
energie. Personalitate aflata sub semnul unei
sensibilitati multiple si al unei capacitati de
exprimare foarte largi — muzicd, literaturd,
picturd, grafica — Luchian revolutioneaza arta
timpului sdu, creand cadrele de afirmare ale
miscdrii avangardiste.

Dupa studile de la Scoala de Arte
Frumoase din Bucuresti, Luchian invatd la
Academia din Miinchen, pentru a parcurge
apoi experienta pariziand. In ciutarea unei
expresii personale, tanarul dovedeste
interes pentru toate noutdtile aduse de arta
impresionista. Expune sporadic la Paris, apoi
la Bucuresti, trdieste ca un boem, dar si ca
un rdzvratit Tmpotriva unui sistem greoi si
a unei arte intepenite Tn structuri depasite.
Reactia sa este organizarea primei Expozitii a
artistilor independenti (1896) si intemeierea
societatii ,,lleana”, menita sd deschida noi
orizonturi picturii romanesti.

Dupa indepartarea de  maniera
grigoresciana, artistul cocheteaza cu linia
unduioasd si farmecul formelor decorative
specifice Artei 1900, pentru a trece apoi la
postimpresionismul care 1i ofera cu adevarat
noi posibilitati de exprimare a intelegerii sale
profunde, sensibile si atat de personale a
lumii. Tulburat de farmecul naturii, Luchian
suprapune vitalitatii acesteia, , fragilitatea
sa afectiva” si aplica neabatut crezul sau:
»Natura nu trebuie sa o imiti si nici sd o
copiezi. Trebuie sd lucrezi in felul ei (...) si
sa o rogi sa te primeasca langa ea”. Pictorul
nu cautd nici grandiosul, nici pitorescul
motivului, el nu povesteste, ci ne face partasi
la poezia naturii. In peisajul Casd perspectiva
e doar cromatica, artistul utilizand alternarea
planurilor colorate si modulatia tentelor.
Artistul lucreaza Tn viteza, asternand tuse
madrunte, rapide, afirmand suprematia
culorii, dar fara sa distruga forma de dragul
acordului. Verdele ,,pur” copleseste aproape

STEFAN LUCHIAN

1868 Stefanesti, Botosani — 1916 Bucharest

Some art historians consider Stefan Luchian
to be the most original Romanian painter.
In his creation there is vitality, honesty and
energy. His personality bears the mark of
sensitivity which he expressed in music,
literature, painting and engravings. He
revolutionized the art of his time and opened
the door to avant-gardism.

After his studies in Bucharest at the
Academy of Fine Arts and in Munich he was
ready for the Parisian experience. In search
of his own personal expression, he was
interested in the novelty brought forth by
Impressionism. On occasions, he was present
in exhibitions in Paris, and Bucharest. He lived
like a Bohemian and he rebelled against an
unwieldy system, against an obsolete form
of art stuck in anachronistic structures. He
reacted by organizing the first Exhibition of
Independent Artists (1896) and by founding
the “lleana” Society which was meant to
help Romanian art to find new horizons.

After abandoning the manner of
painting which he had borrowed from
Grigorescu, he toyed with the wavy curves
and with the charm of the decorative shapes
characteristic of Art 1900 and then shifted
to Post-Impressionism which offered him
new opportunities to express his profound
and original understanding of the world.
Emotionally stirred by the charm of nature,
Luchian completed his “affective fragility”
with the vitality of nature and followed his
credo: “One must neither imitate nor copy
nature. In your work your must follow the
ways of Nature, you must yield (...) and
ask her to accept you”. He seeks neither
grandeur nor picturesque in nature, he does
not narrate; through his creations we are
partakers of the poetry of nature. There
is no other perspective in House, than the
one suggested by the alternation of the
modulation of shades and of the colours.
His brushstrokes are quick and assert the
supremacy of colour without destroying
the shape for the sake of colour effects. The
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imaginea, fiind si principalul element care
creeazd atmosfera de primavara pe care
o inspird fintregul peisaj. Armonizarea
cromatica a verzurilor, brunurilor, alburilor
nuantate sugereazd convingdtor simbioza
dintre natura si uman, cu un grad in plus
acordat naturii care ,imbratiseazd” i
inglobeaza firesc elementele ce marcheaza
prezenta omului.

La marginea pddurii artistul este chiar
mai aproape de folosirea curajoasa a culorii
din pictura postimpresionista. in perioadele
petrecute n Franta pictorul descoperise
cu entuziasm arta impresionistilor (Degas,
Manet etc.), precum si noile tendinte ale
expozantilor din Saloanele Independentilor:
Van Gogh, Toulouse-Lautrec, pictorii
nabisti. Astfel, a ajuns Luchian la utilizarea
acestor exuberante cromatice Tn alaturari
indraznete. Lumina violet se strecoara de
dupa pddure printre copaci, pentru a se
regasi in nuante mai vii in frunzisul vested,
n brunul violaceu al trunchiurilor si in rozul
laptos al pamantului. Culoarea explodeazadla
ntalnirea cu verdele si galbenul frunzisului,
in aceasta ,,poezie simbolistd”. Materia
picturald consistenta are capacitatea de a
ncorpora si de a restitui stralucirea luminii.

O anume delicatete si o dozd de
senzualitate  caracterizeaza  portretele
feminine ale lui Luchian. Portretul de fatd
(cca. 1912) o reprezintd pe Lica, fetita
sdarmanad aflatd in grija prietenilor (si rudelor)
artistului, familia Cocea. Cu privirea pierduta
si cu buzele rasfrante a tristete alintata, cu
nasucul ,,invant”, profilul copilei se reliefeaza
pregnant si armonios in simfonia de rosuri
violente, tandre ale fundalului si ale parului ei
roscat. Adevdrata partitura de virtuozitate,
lucrarea surprinde prin infinitatea de nuante,
prin vigoarea versus delicatetea tuselor,
totul exaltat de albul intens al basmalei.

Atmosfera de melancolie dominad si
nudurile de femei, realizate in curbe fugare,
voluptuoase, ce amintesc fntrucatva de
linia Artei 1900. Cu privirea plecatd sau
capul intors, ele par sa fsi afirme dreptul la
intimitate (Nud de femeie in peisaj, Nud de
femeie).

“pure” green almost overwhelms the image
and it is the element which creates the
atmosphere of spring in the landscape. The
harmony of greens, browns and nuanced
whites suggests the symbiosis between
nature and man, where nature embraces
and includes the elements which mark the
presence of man.

In Wood Side he is even closer to using
the colours as boldly as they were used by
the post-impressionists. While in France, he
had discovered the impressionists (Degas,
Manet) and the tendencies of his fellow
artists who contributed to the Salons of the
Independents: Van Gogh, Toulouse-Lautrec,
the Nabis. It was this encounter that led him
to these chromatic exuberances. The colours
explode at the encounter of the green and of
the yellow of the foliage, an explosion which
is, in fact, a “Symbolistical poetry”.

There is tenderness and also sensuality
in the feminine portraits he paints. His model
for Portrait of a Girl was Lica, the poor girl
who was under the protection of the Cocea
family, friends of the artist. In the symphony
of violet reds (her scarf) and red (her hair),
the girl’s profile — wrapped in thought, her
mouth pouted in spoiled sadness, with
the tip of her nose slightly turned up - is
conspicuous and harmonious. The onlooker
is taken aback by the infinity of nuances, by
the vigorous, yet delicate touches enhanced
by the deep white of her headkerchief.

Melancholy is also present in the
nudes he paints. The curves are swift and
voluptuous, reminding of the line of Art
1900. With heads turned and eyes dropped,
they seem to claim their right to privacy.
(Woman Nude in a Landscape).

Impressed by human suffering, Luchian
also approached social themes. When he
chose a Beggar for a model, the intention was
not to paint a picturesque character; in doing
so, he revealed another one of his features:
without trying to be pathetic, he expressed
his compassion and his helplessness in the
presence of injustice and of the tragedies of life.

In his last years, tortured by illness
(the first signs of a terrible disease of the
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Stefan Luchian,
Case / Houses
ulei pe panzd / oil on canvas, 35 x 64 cm

Abordarea lucrarilor cu tematica socialg,
dezvdluie o alta latura a personalitatii lui
Luchian, legata de sensibilitatea sa in fata
suferinteiumane. In Cersetor, artistul nu cautd
pitorescul personajului, ci comunica, fard
patetism, sentimentul sdu de compasiune si
neputintd in fata nedreptatilor sortii.

Lucrdrile sale cele mai semnificative
dateaza din ultimii ani de viatd, marcati de
boala necrutdtoare si de imoblizarea intre
peretii atelierului (in anul 1900 aparusera
deja primele manifestari ale unei afectiuni ale
maduvei spindrii, maladie fdra sperantd de
vindecare, care |-a rdpus in plind maturitate
creatoare). Suferinta si exprimarea exclusiv
prin artd, confera un dramatism nestdpanit
lucrarilor sale, chiar daca subiectele sunt
dintre cele mai diafane. Pictura de flori este
astfel rezultatul suferintei care il forteazd sa
isi restranga orizontul tematic. Florile devin un
seismograf al infinitatii de nuante pe care le
imbraca sensibilitatea sa, bucuria nemarginita
fn constientizarea miracolului existentei. Ca
si in pictura de peisaj, culoarea e puternica,
cu valoratii subtile, tusele sunt indraznete,
nervoase, vibrante.

Garoafele au fost unul dintre motivele
florale cele mai frecvente ale anilor 1906-

Stefan Luchian,
Cersetor / Beggar
ulei pe panza | oil on canvas, 38,5 x 22 cm
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Stefan Luchian,
La marginea pddurii / Wood Side
ulei pe carton / oil on cardboard, 50 x 29 cm

Stefan Luchian,
Lica, Portret de fatd / Portrait of a Girl
ulei pe panza | oil on canvas, 55 x 45 cm

spinal marrow appeared as early as 1900)
and immobilized in his studio he continued
to paint and to create masterpieces. Their
dramatism is uncontrolled since he can
only express his pain and terrible torment
through painting but the subjects are of
great fineness. The flowers on the canvas
were born out of the suffering which forced
him to reduce his thematic horizon. They are
a seismograph of the infinite nuances of his
sensitivity, the joy with which he celebrated
the miracle of life. The colours are strong,
their values subtle, the brushstrokes bold,
nervous, vibrant.

Between 1906 and 1908 carnations
were his favourite floral motif — a chronicler
even called him “le peintre aux oeillets”
(“the carnations painter”). In the painting
belonging to our collection (Carnations) the
flowers are not an accessory: the artist looks
at his motif “with the eyes of a landscapist”.
Against a neutral but valued ochre
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Stefan Luchian,
Garoafe / Carnations
ulei pe carton / oil on cardboard, 35 x 47 cm

1908, ceea ce l-a determinat pe un cronicar
sa 1l numeasca ,le peintre aux oeillets”
(,,pictorul garoafelor”). Tn lucrarea colectiei
noastre (Garoafe), ca in multe alte tablouri
cu flori, Luchian priveste motivul ,,cu ochi de
peisagist”, florile nefiind aici o recuzitd de
naturd moarta. Pe fundalul neutru in ocru,
dar valorat, florile se reliefeazd pregnant
prin culoare si luming, stralucind cu toatd
puritatea, ca adevarati mesageri ai naturii,
fiind Tn acelasi timp, personajele principale
ale lucrarii, atent ,,portretizate”. Tot pentru
a sugera apropierea de naturd, Luchian
foloseste ulcele de pamant, spatiul rural fiind
prin excelenta un loc deplin integrat naturii, in
perfecta convietuire cu aceasta.

De prin anul 1905, si mai mult chiar, Tn
ultimii ani de viata, dintr-o necesitate tot mai
acutd de a creste viteza de lucru, dar si din

jeftina si comoda — Luchian trece si in pictura

background, the flowers set off in colour
and light with shining purity, messengers
of nature, carefully “portrayed” stars of the
painting. To suggest closeness to nature,
Luchian resorts to small clay pots - rural life
is in perfect harmony with nature.

After 1905, driven by sickness and
poverty, but also by the desire to work
faster, Luchian turned to pastel - a much
cheaper and more comfortable technique.
It is, however, true that pastel can express
some of his motifs and his emotions better as
it allows for more translucent/pale contours
and for more subtle hues. In an almost
infinite range of colours, chrysanthemums,
roses, snapdragons or wildflowers bloom
on canvas (Chrysanthemums, Blue Flowers,
Vase with Chrysanthemums). Flowers helped
him convey his own emotions as well as the
infinity of nuances he took in as a result of his
interaction with the world.

106

GALERIA DE ARTA ROMANEASCA
THE ROMANIAN ART GALLERY



Stefan Luchian, Stefan Luchian,
Flori albastre / Blue Flowers Peisaj cu plopi/ Landscape with poplars
pastel pe carton / pastel on cardboard, 33 x 48 cm pastel pe carton / pastel on cardboard, 37 x 50 cm

de peisaj sin cea de flori, la tehnica pastelului.
In acelasi timp, pastelul exprimd mai bine
unele dintre motivele sale si emotia artistului
in fata lor, cdci permite contururi mai diafane
sinuante mai subtile. in gama infinit de tonuri
pe care tehnica in pastel o oferd, Luchian face
adevdrate portrete de crizanteme, trandafiri,
gura-leului sau flori de camp (Crizanteme,
Flori albastre, Vas cu crizanteme), cucerind nu
doar prin modernitatea limbajului, ci, mai ales,
prin capacitatea de comunicare, rezultatd din
necesitatea sa acutd de marturisire a propriilor
vibratii sufletesti si a infinitdtii de nuante pe
care le-a receptat din relatia cu lumea.

Stefan Luchian,
Vas cu crizanteme / Vase with Chrysanthemums
pastel pe carton / pastel on cardboard, 50 x 53 cm

Stefan Luchian,
Nud culcat / Lying Nude
pastel pe hartie lipita pe carton / pastel on paper affixed on cardboard, 46,5 x 60 cm
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AVANGARDA

vangarda romdéneascd s-a conturat din angajarea in actiuni

expozitionale comune sau participarea la reviste literare ale unor

artisti care apartineau unor orientdri stilistice si ideologice diferite:
expresionisti, cubisti, constructivisti sau suprarealisti. Spiritul european
e mai evident decdt oriunde altundeva in aceastd etapd de perfectd
sincronizare a artei roménesti cu cea europeand. Reprezentantii grupului
»Contimporanul” Marcel lancu, Max Herman Maxy, Corneliv Mihdilescu,
precum si Hans Mattis-Teutsch, Hans Eder, Grete Csaki-Copony sunt nume
care apartin in egala masurd Europei artistice si Romaniei. Lucrdrile lor
dovedesc tendintele de rigoare compozitionald, de simplificare a formei,
cel mai ades in descendentd cubistd, abstractizantd sau expresionistd.
Este interesant de observat c& experienta expresionistilor transilvéneni se
prelungeste si peste perioada dintre cele doud rézboaie mondiale.



T N\ “

THE AVANT-GARDE

ringing together various stylistic and ideological directions —

Expressionism, Cubism, Constructivism and Surrealism —the Romanian

Avant-garde emerged from common exhibitional manifestations or
participation and from the contributions brought to the literary magazines
of the time. The European spirit dominates this perfect synchronization of
Romanian art with the European artistic movement.

Marcel lancu, Max Herman Maxy, Corneliu Mihdilescu, representatives
of the ‘Contimporanul’ group, as well as Hans Mattis-Teutsch, Hans Eder
and Grete Csaki-Copony are artistic personalities that belong both to the
European and Romanian artistic lives. A special note should be made on
the Transylvanian expressionist experience which lasted well into the inter-
war period.



CORNELIU MIHAILESCU

1887 Bucuresti — 1965 Bucuresti

Prin pictura pregnant cerebralda pe care
a practicat-o, Corneliu Mihdilescu s-a
plasat n contradictie cu traditia de esenta
predominant lirica a picturii romanesti care
l-a precedat. Studiile aprofundate de drept
si filozofie au deschis largi orizonturi de
cunoastereviitoruluiartist. Eleaufosturmate
de absolvirea Academiei de Arte Frumoase
din Bucuresti, intre 1908-1912, si de cursul
de gravura si acvaforte de la Academia de
Bele Arte din Florenta. Tn timpul calitoriei de
»initiere” artistul se opreste la Zirich, unde
i cunoaste pe Tristan Tzara si pe Marcel
lancu. Tn anul 1920, participd la expozitia
grupului independentilor de la Florenta, apoi
la Expozitia Nationald de Arta de la Roma.
intors in tard, Mihailescu se aldturd miscarii
de avangarda din Romania si, alaturi de
Maxy si Victor Brauner fondeazad in anul 1925
revista Integral. Optiunea pentru principiile
avangardei se regdaseste si in participarea
sa la expozitia colectiva organizatd de ziarul
Facla in cinstea pictorului futurist Marinetti.
Disponibilitatea pentru experimentari aduce
n creatia sa elemente ale suprarealismului,
fncepand cu anul 1930, iar nevoia de
clarificari il determind sa publice articole si
sd sustind conferinte prin care promoveaza
principiile avangardei. Marcat de probleme
psihice, Corneliu Mihdilescu se retrage la
Baneasa, apoi la Cernica, unde ramane pana
la sfarsitul vietii, participand sporadic la
activitatile expozitionale din capitald.

Parcurgand unitinerariu care a continut
experimente  cubiste, constructiviste,
onirice si chiar suprarealiste, lucrarile lui
Mihdilescu probeaza dorinta de sinteza
a pluralitatii stilurilor in voga n arta
occidentala. Viziunea sa a avut ca punct
de plecare cubismul, in speta cubismul
sintetic, practicat in lucrarile de nceput
ale lui Picasso sau Braque, aspect evident
n Natura staticd cu sticle. Artistul Tsi
organizeazd volumelein corpurigeometrice
angajate In ritmuri atent dirijate care contin
si o subtila tendintd decorativa.

CORNELIU MIHAILESCU

1887 Bucharest — 1965 Bucharest

Corneliu Mihailescu comes in contradiction
with what Romanian painting was before
him. He studied law and philosophy
which not only gave him a new vision of
the future, but also steered him towards
a conspicuously cerebral approach of
painting. Between 1908 and 1912 he
completed his studied at the Academy of
Fine Arts, in Bucharest and also in Florence,
where he studied engraving and etching.
His “voyage of initiation” took him to Zurich
where Providence favoured his encounter
with Tristan Tzara and Marcel lancu. In
1920 he contributed to the Exhibition of
Independent Artists in Florence and then
to the National Art Exhibition in Rome. The
paintings from this stage of creation avow
the influence of Cubism and Futurism picked
up in Italy. Back in Romania, Mihailescu
joined the Romanian Avant-garde and, in
1925, together with Maxy and Victor Brauner
established a new magazine, “Integral”. He
also contributed to the collective exhibition
organized by the ‘“Facla” magazine in
honour of the Futurist painter, Marinetti
asserting, once again, his option for the
principles of the Avant-garde. After 1930 his
availability to experiment brought elements
of Surrealism in his creation and, in need
of clarifications, he published a series of
articles and lectured on the principles of the
Avant-garde. Tormented by mental disease,
he retired first to Bdneasa, then to Cernica
where he remained for the rest of his days
sporadically contributing to exhibitions
organized in Bucharest.

Synthesis of the plurality of styles
in vogue in Western Europe, Corneliu
Mihailescu’s oeuvre covers an itinerary that
comprises cubist, constructivist, oniric,
and even surrealistic experiments. The
painting Still life with Bottles proves that his
vision develops from the synthetic Cubism
as practiced by Picasso and Braque. The
volumes are organized in geometrical figures
attentively arranged in carefully directed
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Corneliu Mihdilescu,
Pazitorii castelului / Guardians of the Castle
ulei pe carton / oil on cardboard, 65 x 71 cm

Corneliu Mihdilescu,
Statui/ The Artist’s Studio (Statues)
ulei pe carton / oil on cardboard, 39 x 36 cm

Corneliu Mihdilescu,
Naturd staticd cu sticle / Still-life with Bottles
ulei pe carton / oil on cardboard, 46 x 57 cm
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Pdzitorii castelului, una dintre cele mai
apreciate lucrdri ale avangardei romanesti,
a fost premiata la Salonul Oficial din 1924. Tn
aceastd compozitie, plasta de unii critici Tn
proximitatea creatiei lui Giorgio de Chirico,
Mihdilescu pare sd facd oincursiuneintr-olume
fantastica, apeland la o tratare a formei de
factura cubista: piticul si cainele sunt pazitorii
cu puteri miraculoase ai unui castel vrdjit,
eroi ai unei legende necunoscute. Aspectul
de pdpusi mecanice a dus la interpretarea
celor doud personaje fie ca asemanandu-se
celor din Spdrgdtorul de nuci, fie simbolizand
instinctele primare, distructive. Tabloul a
participat la expozitia Culorile Avangardei. Arta
in Romdnia 1890-1950, organizata sub egida
Institutului Cultural Roman, itinerata in mai
multe muzee din tard, debutand cu Muzeul
National Brukenthal in cadrul Programului
Sibiu Capitald Culturala Europeana 2007, apoi
n 2008, la Lisabona si Praga.

Motivul tablouluiInterior de atelier (Statui)
este reprezentat de propriile sale lucrdri de
sculpturd constructivista. Utilizandu-le n
acest fel, artistul se citeaza facand trimitere la
motivul tabloului Tn tablou. Tema se fnrudeste
prin tratare cu un al motiv drag modernitatii
si anume acela al jocului care permite si
jonglarea cu elemente suprarealiste.

MAX HERMANN MAXY
1895 Braila — 1971 Bucuresti

Tnscris miscarii avangardiste, Max Hermann
Maxy a fost pictor, grafician, scenograf si
director al Muzeului National de Artd al
Romaniei, pentru mai bine de doudzeci de
ani. Intre studiile de la Academia de Arte
Frumoase din Bucuresti, cu Fr. Storck si Camil
Ressu si cele de la Berlin, sub indrumarea
lui Arthur Segal, Maxy trecuse, ca si C.
Mihdilescu, prin experienta cutremurdtoare
a participdrii la primul razboi mondial.
Experientele traite au marcat creatia sain
sensul unei predilectii pentru tematica sociala.
Prin intermediul lui Segal, pictorul are sansa
sd 1l cunoasca pe Herwarth Walden, capul de
afis al avangardei berlineze care, cucerit de

rhythms, also embodying a subtle decorative
tendency.

The Guardians of the Castle is one of the
most famous works of the Romanian Avant-
garde. It took part in the exhibition “Colours
of the Avant-garde” organized under the
aegis of the Romanian Cultural Institute
in the Brukenthal National Museum in the
frames of the program ““Sibiu Cultural Capital
of Europe 2007” and itinerated to Lisbon
and Prague. Some critics place this work, in
which forms are treated in a cubist manner,
under the influence of Giorgio de Chirico.
Entering a fantastic world, Mihdilescu invests
his characters with miraculous powers:
the dwarf and the dog are supernatural
guardians of a spellbound castle, heroes
of an unknown legend. The appearance
of mechanic dolls suggested these two
characters to be interpreted either as similar
to those of The Nutcracker or as symbols of
the primary destructive instincts.

In The Artist’s Studio (Statues) the motif
consists of his own constructivist sculptures
which are thus quoted with a suggestion
of the motif ‘painting in painting’. The
interpretation of the subject connects the
work with the modern motif of game which
allows juggling with surrealist elements.

MAX HERMANN MAXY
1895 Brdila — 1971 Bucharest

Representative of the Romanian Avant-
garde, Max Hermann Maxy was a painter,
drawer, engravor, scenographer, and held
the position of director of the National
Museum of Art in Bucharest for more than
twenty years. His education at the Fine Arts
Academy in Bucharest with Fr. Storck and
Camil Ressu and then in Berlin with Arthur
Segal was tragically interrupted by the
experience of the First World War. The bias
for social themes was the result of these
experiences.

Maxy was open to those trends and
ideologies that fit his lucid and cerebral
personality: Expressionism, Cubism and
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calitatea picturii sale, accepta sd i organizeze
o expozitie personald in Galeria Der Sturm,
unde expusese, printre alte nume celebre,
si Picasso. Personalitate lucida si cerebrald,
Maxy va fipermeabil influentelor exercitate de
curentele de facturd rationala: expresionism,

cubism si constructivism. Devine astfel,
membru al gruparii berlineze November,
initiaza prima expozitie a Contimporanului,
este Tntemeietorul revistei Integral - la care
vor contribui Brunea-Fox, lon Cdlugaru, llarie
Voronca, B. Fondane si Mattis Teutsch - si
colaboreaza la revista constructivista Punct.
Creatia sa de tinerete sta sub semnul
constructivismului, dar deja din anul 1929,

H. Max Maxy,
Portretul unui prieten / Portrait of a Friend
ulei pe carton / oil on cardboard, 51 x 73 cm

H. Max Maxy,
Liana
ulei pe panza / oil on canvas, 60 x 34,3 cm

Constructivism.  Through Arthur  Segal,
he providentially met Herwarth Walden,
the leader of the Berlin Avant-garde and
became a member of “November Group”.
Impressed by Maxy’s painting Walden
accepted to organize his personal exhibition
in “Der Sturm” Gallery, the place were
many celebrities of the time exhibited their
works, Picasso among them. In Bucharest,
Maxy organizes the first exhibition of
“Contimporanul”, cooperates with the
constructivist magazine “Punct”, and sets
the bases of the Magazine “Integral”, also
supported by Brunea-Fox, lon Calugaru, llarie
Voronca, B. Fondane and Mattis Teutsch.
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poate fi semnalata orientarea spre un
modernism moderat. Portretul unui prieten
(datat: 1926) si Liana (datat: 1928) ilustreaza
optiunea sa pentru un cubism in factura
picturii lui Georges Braque, Tn care volumele
sunt reprezentate in desfasurarea lor spatiald
fireascd, fard safie faramitatein componentele
lor interne. Cromatica grava, sumbra chiar,
apare in cea de-a doua lucrare mentionata,
fiind specifica creatiei lui Maxy, in vreme ce in
Portretul unui prieten, artistul si ia libertatea
sa dinamizeze, sa ritmeze compozitia si la
nivel cromatic, realizand o savanta organizare
a culorii cu caracter decorativ.

MARCEL IANCU

1895 Bucuresti — 1984 Ein Hod, Israel

Personalitate complexd, Marcel lancu a
activat ca pictor, arhitect si eseist, designer
de interior si de mobilier. Incd din perioada
studiilor de liceu, artistul ilustreaza revista
Simbol, condusa de lon Vinea si Tristan Tzara,
apoi s-a format si a activat in preajma catorva
dintre cei mai de seama reprezentanti ai
avangardei europene. Mare admirator al
arhitectului renascentist Leon Batista Alberti,
n anul 1915, Marcel lancu incepe sa studieze
arhitectura la Institutul Politehnic din Zirich,
unde, de asemenea, frecventeazd grupdrile
artistice de la Cabaret Voltaire, participand
la initierea miscarii dadaiste aldturi de
Tristan Tzara si Hans Arp. impreund cu Arp
si Alberto Giacometti va infiinta la Basel
grupul Artistii Radicali. Din aceasta perioadd
dateaza celebrul afis pentru expozitia DADA,
a cubismului si artei negre, de la Galeria lui
Han Corray. Revenit in Romania, Marcel
lancu sustine miscarea de avangarda din
jurul gruparilor Contimporanul, Arta Noud,
Grupul de Artd si Criterion si devine arhitect
al modernitatii urbanistice, proiectand peste
40 de clidiri in doar 15 ani. In anul 1941, se
stabileste 1n Palestina, deschizand peste
30 de expozitii la Tel Aviv, Haifa, New York,
Paris, Zurich, Basel si Milano.

in ciutarea unei arte ferm desprinse

de traditie, Marcel lancu abordeaza

His youth creations are under the sign
of Constructivism, while after 1929 a new
orientation of moderate modernism can be
identified.

Portrait of a Friend (dated: 1926) and
Liana (dated: 1928) certify his option for the
Cubism in the manner of Georges Braques,
with volumes represented in their natural
spatial form not broken into their inner
components. The dark, sombre colours that
dominate the painting Liana defines Maxy’s
creation, while Portrait of a Friend asserts a
certain dynamic, a decorative rhythm of the
composition and of the chromatic.

MARCEL IANCU

1895 Bucharest — 1984 Ein Hod, Israel

Personality of great complexity, Marcel lancu
was active as a painter, architect, designerand
he also was an essayist. As a high-school pupil,
he drew the illustration for the magazine
“Symbol”, lead by lon Vinea and Tristan Tzara.
Later on he was educated in the proximity of
some of the most important representatives
of the European Avant-garde. Influenced by
his admiration for the Renaissance architect
Leon Baptista Alberti, he started studying
architecture at the Poly-technique Institute, in
Zurich, in 1915. There he became member of
the artistic groups that used to attend Cabaret
Voltaire, and took part in establishing the
Dadaist movement, next to Tzara and Hans
Arp. He conceived the famous placard for the
exhibition of DADA, “Cubism and Black Arts”
at Han Corray Gallery in January 1917. It was in
1919 that Marcel lancu, Hans Arp and Alberto
Giacometti founded the group “Radical
Artists”. Back in Romania, he supported the
Avant-garde movement developed around
the groups “Contimporanul”, “Arta Noua“
(New Art), “Grupul de Arta” (The Art Group)
and “Criterion” through which he promoted
his ideas and beliefs. He became the architect
of urban modernism, designing over forty
buildings in less than fifteen years. He decided
to move to Palestine in 1941 and in the
following years he opened more than thirty
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Marcel lancu,
Fructele pdmantului/ Fruits of Earth
ulei pe carton / oil on cardboard, 42 x 40 cm

frecvent genul portretistic influentat de
expresionismul german, utilizand simplificdri
violente si agresiuni cromatice. Ulterior
acestei etape, In creatia sa se va cristaliza
un decorativism expresiv interferat cu
elemente folclorice multinationale. Catre
anul 1930, Marcel lancu creeaza in spiritul
unui cubism analitic de factura Pablo Picasso
asa cum probeaza si lucrarea colectiei
noastre, intitulatd Fructele pdmantului
(datata: 1926), pentru ca etapa urmdtoare
sa fie marcata de o viziune halucinanta de
inspiratie suprarealista. Apreciind vitalitatea

exhibitions in Tel Aviv, Haifa, New York, Paris,
Zurich, Basel, Milan.

Marcel lancu declared himself a “radical
artist” exploring an art which firmly broke with
tradition, rejecting sterile conservatism and
cheap avant-gardism. Portraiture approached
under the influence of German expressionism
with violent simplification of forms and
aggressive colours dominated his early years.
Later on his style clarified under the sign of
an expressive decorativism interfered with
multinational folkloric elements. Fruits of Earth,
the work in our collection belongs to the stage
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si prospetimea artei lui Marcel lancu, Jean
Arp descifreazd in elementele si formele
compozitiilor sale ,imense pasari colibri
cu trompe de elefant, lucruri pretioase,
scanteietoare, ochi artificiali, schelete de
animale si alte obiecte rare”, incadrand-o din
punct de vedere stilistic ,,lumii fantastice a
dadaismului”.

HANS MATTIS-TEUTSCH

1884 Brasov — 1960 Brasov

Valoarea operei, originalitatea creatiei si in
acelasitimp europenitateademersuluiteoretic
si creator, precum si deplina sincronizare
cu miscarea artistica a epocii 1l situeaza pe
Hans Mattis-Teutsch n proximitatea celor
mai de seama promotori ai avangardei
europene. Hans Mattis-Teutsch a participat
intens la activitatea grupurilor de avangarda
din Ungaria, Germania si Romania, fiind
revendicat de toate cele trei spatii culturale.
Academia de Arta din Minchen, pe care o
urmeaza intre 1902-1905, nu fi ingradeste
spiritul Tn sensul rigorilor academiste, caci
ceea ce 1l influenteaza cel mai mult este
»Zeitgeist”-ul acelor ani si contactul cu cele
mai curajoase experimente ale timpului.
»Fascinanta alchimie a creatiei sale”
este rezultatul parcurgerii unor experiente
complexe la confluenta dintre ,,activismul”
din arta maghiara, miscarea miincheneza
Der Blaue Reiter, cea berlinezd Der Sturm si
avangarda romaneasca. In stabilirea de filiatii,
descendente, contacte, influente teoretice
si stilistice, numele lui Mattis-Teutsch este
alaturat celorale lui Franz Marc, Macke, Kupka,
Kandinsky etc. La fel ca acesta din urmg,
Mattis-Teutsch tinde spre ,,0 arta care sa fie
numai miscare organica si culoare, o arta pur
sufleteasca care sa nu mai aiba nevoie de nici
un sprijin exterior si care sa se impotriveasca
chiar naturii”’, dupa cum caracteriza criticul
de arta Oscar Walter Cisek, creatiile celor
doi pictori avangardisti, cu prilejul Expozitiei
Internationale a Revistei Contimporanul din

of analytic cubism that developed in the stylistic
evolution of the artist in the late 20’s. The next
stage was to be marked by a hallucinating
vision of surrealist inspiration. Placing Marcel
lancu’s art into the ‘“fantastic Dadaist world’,
Hans Arp appreciated its vitality and freshness
and discovered through the elements of his
compositions “huge colibri birds with elephant
trunks, sparkling precious things, artificial eyes,
animal skeletons and other rare objects”.

HANS MATTIS-TEUTSCH
1884 Brasov — 1960 Brasov

Artistic value, originality, European essence
of the theoretical and creative approach as
well as the perfect synchronisation with the
artistic movement of the time are traits that
place Hans Mattis-Teutsch in the proximity
of the most important promoters of the
European Avant-garde. Active member of the
Avant-garde groups in Hungary, Germany and
Romania, Mattis-Teutsch is claimed by all three
cultures. Attending the Academy of Fine Artsin
Munich between 1902 and 1905, his thoughts
and ideas were not limited by academic rigour
as the ‘Zeitgeist’ of the time and the contact
with the most courageous experiments of the
time really influenced him.

“The fascinating alchemy of his creation”
is the result of the complex experiment he
underwent at the confluence of Hungarian
‘activism’, with the ‘Balue Reiter’ movement
in Munich, “Der Sturm” in Berlin and the
Romanian Avant-garde. On the attempt to
ascertainstylisticand theoretical convergences,
influences and contacts, critics placed his
name near those of Franz Marc, Macke,
Kupka, Kandinsky etc. On the occasion of the
international exhibition of “Contimporanul” in
1924, where Teutsch exhibited next to Brancusi,
Klee, Hans Arp, Kassak Lajos, Arthur Segal, M.
H. Maxy, Marcel lancu etc., the art critic Oskar
Walter Cisek characterised Mattis-Teutsch’s
works as related to Kandinsky’s creation in
the endeavour for “an art made of organic
movement and colour, a pure art of the soul
with no exterior touch not even from nature”.
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Mattis Teutsch,
Compozitie XX / Flowers of
the Soul (Composition XX) |
ulei pe panzd / oil on canvas,
120x90 cm

1924, unde Mattis-Teutsch expunea aldturi de
Brancusi, Klee, Hans Arp, Kassdk Lajos, Arthur
Segal, M. H. Maxy, Marcel lancu s.a.

Motivele naturale dispar din creatia lui
Mattis-Teutsch, Tncepand cu anii 19181919
cand, odatd cu aderarea la Der Sturm, tendinta
de abstractizare se accentueaza. Formele
peisajului se concentreaza de la o lucrare la
alta, inspre o versiune tot mai abstractd, mai
esentializatd, In cdutarea armoniei naturii si
a armoniei cu natura, a ritmului divin care o
guverneazd. Acum se contureaza ciclul definit
ca ,,expresionism muzical”, Florile sufletesti
(Compozitie XX, cca. 1919-1920), al cdror
mesaj este pus n legatura cu speranta de a

His stylistic itinerary evolved from Jugendstil
forms towards a musical expressionism and
then to abstract painting, using an extremely
original artistic vocabulary and aiming to a
universal artistic ideal.

Natural motifs already melt into abstract
forms in his works beginning with 1918-1919,
when the artist joined “Der Sturm” group.
Natural forms of landscapes essentialize from
one work to another towards an ever more
abstract version in search of the harmony
of nature, the harmony with nature, and its
divine rhythm. The painting Flowers of the
Soul (Composition XX) belongs to the musical
expressionist cycle. The message of this work
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fi fericit, care i se deschide artistului cand,
dupa tragedia pierderii primei sotii, are forta
de a iubi din nou. Ritmica si repetitia joaca rol
de incantatie, creand un spatiu si un timp Tn
care miracolul se poate produce. Lucrarea a
participat lamarea retrospectiva organizatd in
2002-2003, la Galeria Nationald Maghiard din
Budapesta si la Haus der Kunst din Miinchen.

HANS EDER
1883 Brasov — 1955 Brasov

Biografia Iui Hans Eder se structureaza pe
o retea ce cuprinde noduri dintre cele mai
fierbinti ale vietii culturale si social-politice
a Europei din prima jumatate a secolului al
XX-lea: studiul la Minchen, Paris, Bruges,
sederile, expozitiile si cdlatoriile la Brasov,
Sibiu, Viena, Budapesta, Salzburg, Disseldorf,
Bruxelles, Bucuresti, Constantinopol, sudul
Frantei, Balcic; vizitarea marilor muzee
europene; prieteniile cu Kokoschka, Vogeler-
Worpswede, Erich  Mihsam, Heinrich
Mann, Felix A. Harta, Adolf Meschendorfer,
Heinrich Zillich, Oskar Walter Cisek, Jean A.
Steriadi etc.. Evenimentele vietii fi vor marca
creatia la nivel ideatic si formal, generand
profilul unui artist complex, perfect integrat
»Zeitgeist”-ului acelei epoci de transformari
radicale la nivel social-politic, filozofic si
cultural-artistic.

O parte a peisajelor sale din perioada de
debut si chiar mai tarzii, poartd amprenta post-
impresionismului  cézannian.  Portretistica,
compozitiile religioase si naturile statice stau
fnsa, mai degraba, sub semnul expresionis-
mului, osciland Tnspre sugestiile vangoghiene
si cele germane.

in Portretul lui Fritz Kimm (datat: 1925),
intuim, n spatele violentelor de factura
expresionistd de la deformarile formale,
la exacerbdrile cromatice, efortul profund
al artistului de a stabili echilibrul corect
intre emotie si luciditate. Pozitia capului si
accentuarea fruntiisi a barbiei, plasarea mainilor
n prim plan sfidator si sublinierea formelor lor
sunt menite sa aduca un plus de caracterizare

is considered to be connected with the artist’s
hope to love and be loved again after the
tragic loss of his first wife. A space and time
for miracles is created through rhythms and
incantatory repetitions. The work took part in
the Retrospective exhibition organized at the
Hungarian National Gallery in Budapest and at
the House of Arts (Haus der Kunst) in Munich
in 2002 and 2003.

HANS EDER
1883 Bragov — 1955 Brasov

Hans Eder’s biography is structured on
a network comprising some of the most
important European socio-political and
cultural centres of the first half of the 20"
century. He studied in Munich, Paris and
Bruges, he exhibited and travelled to and
from Brasov, Sibiu, Budapest, Vienna,
Salzburg, Diisseldorf, Brussels, Bucharest,
Constantinople, southern France, Balcic;
he visited the most important museums
and made friends with Kokoschka, Vogeler-
Worpswede, Erich Miihsam, Heinrich Mann,
Felix A. Harta, Adolf Meschendorfer, Heinrich
Zillich, Oskar Walter Cisek, Jean A. Steriadi
etc. Hans Eder was perfectly integrated in
the ‘Zeitgeist’ of this epoch characterized
by huge socio-political, philosophical,
cultural and artistic transformations, which
profoundly influenced his creation.

Most of his early stage landscapes are
under the influence of post-impressionism,
while his portraiture, religious compositions
and still lifes are closer to an expressionist
formal language, oscillating between
Vangogh-ian and German suggestions.

Beside the expressionist ‘violence’ in the
colour exacerbation and form distortions, in
the Portrait of the Painter Fritz Kimm, there is
a profound effort of the artist to state true
equilibrium between emotion and lucidity.
The position of the head, the prominence
of the forehead, the emphasised form
of the hands, their aggressive placement
in the foreground are meant to bring
further emotion and arguments in the
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Hans Eder,
Naturd moarta / Still-life
ulei pe panza / oil on canvas, 57 x 65,7 cm

Hans Eder,
Pictorul Fritz Kimm / Portrait of the Painter Fritz Kimm
ulei pe placaj / oil on plywood, 77 x 63 cm

= L Talia

Grete Csaki-Copony,
Peisaj urban cu Hanul ,,Zum Léwen” / Landscape with ,,Zum Léwen” Inn
ulei pe panza/ oil on canvas, 63 x 79,2 cm

SALA 5 AVANGARDA 119
ROOM 5 THE AVANT-GARDE



colegului sau de breasla, pictorul Fritz Kimm,
intelectual rasat si artist de mare talent.

Genul naturii moarte este abordat tot din
perspectiva modernitatii (Naturd moartd).
Combinand-o cu peisajul, artistul realizeaza o
lucrare de tipul ,,tablou in tablou”, valorificand
si ,,motivul ferestrei” nu doar ca vedere
asupra lumii, ci si ca loc de trecere intre doua
lumi, Tntre doud universuri: cel personal si cel
exterior. Cele doud spatii (reale sau virtuale),
sunt despartite de obiecte derizorii (o cang,
o floare, un pahar, o carte), dar granita dintre
lumi pare insurmontabila. Aceastd formuld
compozitionald (motiv din locuinta artistului din
Brasov) cunoaste numeroase variante, lucrari
ce se gasesc in colectii muzeale si particulare
din tard, din Ungaria, Austria, Germania, etc.

GRETE CSAKI-COPONY
1893 Brasov — 1990 Berlin

Nascutd intr-o familie instarita, Grete Csaki-
Copony are posibilitatea sa calatoreasca
mult, studiind cu ntreruperi la scoli
particulare de pictura sau academii de arta
din Budapesta, Dresda, Minchen, Berlin
si Paris. Stabilind contacte permanente cu
miscarea artistica din Germania, patrunde Tn
mediile artistice feminine germane si devine
membra a Asociatiei artistelor din Berlin.
Activitatea sa se desfasoara in preajma
catorva dintre cele mai reprezentative nume
ale expresionismului german — printre care
Kathe Kollwitz, Gabrielle Minter, Paula
Modersohn-Becker si Arthur Segal - ceea
ce se regaseste in opera sa sub formd de
preludri, asimilari si prelucrdri Tn maniera
uneori originald, alteori directa a acestor
modele. Tn 1918, cand deschide prima
expozitie personald la Muzeul Brukenthal,
artista socheaza prin noutatea limbajului
plastic. La adresa artei sale se foloseste
pentru prima data in presa transilvdneana
termenul ,,expresionist” referitor la un artist
local. Dupa modelul grupurilor de artisti
care doresc sd stearga limita dintre arta si
viata, facand tot mai mult din arta parte a
cotidianului, Grete Csaki-Copony participa la

characterisation of his fellow and friend Fritz
Kimm who was a sophisticated intellectual
and a talented artist.

Still life is approached from the same
modern perspective. In the painting Still
life, the artist combines this genre with a
landscape, accomplishing a composition
of the type ‘painting in painting’. He also
exploits the motif of the window, not only
as a view towards the world, but also as a
passage between the inner and the outer
universes. The two spaces (real or virtual)
are separated by insignificant objects (a
jug, a flower, a glass, a book), nevertheless
the border between the two worlds seems
insuperable.

GRETE CSAKI-COPONY
1893 Brasov - 1990 Berlin

Born in a well-to-do family, Grete Csaki-
Copony travelled a lot and studied at several
private painting schools or art academies
in Budapest, Dresden, Munich, Berlin and
Paris. Permanently connected to the artistic
movement in Germany, she frequented
the German feminine artistic milieus and
became a member of the ‘Association of
the Women Artists’ in Berlin. Her activity
developed in the proximity of some of the
most representative personalities of German
Expressionism, among which we mention
only Kathe Kollwitz, Gabrielle Miinter, Paula
Mondersohn-Becker and Arthur Segal. These
contacts are reflected in her work in various
influences and assimilations, in either direct
or originally interpreted motifs. In 1918
the artist opened her first exhibition in the
Brukenthal Museum. The novelty of the
plastic language of the exhibited works had a
real shocking impact on the local public, and
brought in the artistic chronicle the first use
of the term ‘expressionist’ referring to alocal
artist. Following the model of the groups of
artists who intended to diminish and annul
the limits between art and life, Grete Csaki-
Copony made art more and more a part of
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colonia de picturd de la Orlat (langa Sibiu),
alaturi de Ernestine Kronner-Konnerth, Trude
Schullerus si pictorul berlinez Oskar Gawell.

Peisaj cu ,,Hanul Zum Léwen” este una
dintre cele mai reusite lucrdri din creatia
transilvdneand a artistei. n realizarea
compozitiei, ea foloseste un cadraj de
apropiere care fi permite obtinerea unei
pozitiondri aproape de nivelul solului. Vazute
foarte de aproape, clddirile par sa nu incapa
in imagine, parte a acoperisului nefiind
cuprinsd in cadru. in felul acesta arhitectura
cladirilor copleseste vizual. Personajele sunt
intru totul anonime, aproape absorbite in
peisajul stradal al Sibiului. Artista reuseste
un excelent echilibru intre simtul formei si
potentialul energetic si expresiv al culorii.
Rosul dominant asternut fin suprafete
mari, aprinde lucrarea si este potentat de
suprafetele violet, albastre, verzi si de negrul
de contur, obtinand ,,zone de liniste adanca
sau tensiune extrema”, un efect dramatic
tipic peisajelor expresioniste.

ERNST HONIGBERGER
1885 Brasov — 1974 Berlin

Ernst Honigberger a preferat pictura unei
cariere muzicale spre care incercase sa-I
indrepte familia, dar cunostintele Tn acest
domeniu si influenta mediului familial
impregnat de armonii s-au pastrat in arta
lui sub forma unei,,picturi muzicale”.
Tncepe s& picteze lucrand in atelierul

pictorilor Miess si Coulin, apoi va
urma Academia de Arta din Berlin. La
Minchen urmeaza Scoala Heymann

si Academia de Arta unde studiaza cu
profesorul Carl Marr de la care va retine
importanta acordata desenului si gustul
pentru monumentalitate. Experientele
traumatizante ale razboiului fi marcheaza
puternic personalitatea. La fincheierea
conflagratiei revine la Brasov si activeaza
n viata culturald a spatiului transilvanean
cu speranta intr-o transformare a lumii prin
arta. Colaboreaza la revistele de cultura si
arta Die Karpathen, Klingsor si Ostland si

her life and took part in the art colony at
Orlat (near Sibiu), together with Ernestine
Kronner-Konnerth, Trude Schullerus and the
German painter Oskar Gawell.

One of the most important works
from the Transylvanian period is Landscape
with ,,Zum Léwen” Inn. The artist brings
the buildings very near the viewer so
that the roofs seem to remain out of the
composition. The buildings appear too
large for the image and the architecture
becomes visually overwhelming. The
characters, completely anonymous are
almost absorbed in the street-scape. The
artist wonderfully equilibrates the sense
of form with the energetic and expressive
potential of colours. Dominant red is laid in
large surfaces putting the painting ablaze. It
is strengthened by the violet, blue and green
surfaces and by the black contour creating
a dramatic effect specific for expressionist
landscapes dominated by “deep quietness
and extreme tension”.

ERNST HONIGBERGER
1885 Brasov — 1974 Berlin

Ernst Honigberger’s parents guided their
child towards a musical education, but he
finally chose to be a painter; nevertheless,
his knowledge of music and the familial
milieu imbued with musical harmonies was
preserved in his art in the form of a ,musical
painting’.

He started to learn painting with
Miess and Coulin in their studio in Brasov
then he continued his studies at the Art
Academy in Berlin. Later on he attended
Heymann School. At the Art Academy in
Munich, Professor Carl Marr taught him
the importance of drawing and the taste
for monumentality. The traumatizing expe-
riences of the war profoundly marked his
personality. At the end of the conflagration
he returned to Brasov with the hope that
world could be changed through art and
became very active in Transylvanian cultural
life. He cooperated in editing the art and
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Ernst Honigberger,
Femei la culesul merelor / Women Harvesting Apples
ulei pe panza /[ oil on canvas, 64 x 70 cm
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apoi editeazd, alaturi de fratele sau Emil
Honigberger, revistele Das Ziel si Das Neue
Ziel, care doresc promovarea artei locale
in sincronizare cu arta europeand, ,,prin
actiune, fndrdzneald, schimbare, arta,
puritate, dreptate”. Din anul 1920, pleacd
la Berlin si se integreazd miscarii artistice
germane, pastrand o perioada legdturi mai
stranse, apoi tot mai firave cu tara.

Tn lucrarea Femei la culesul merelor
(datata:  1934), remarcdm aspiratia
spre constructia masiva, spre echilibrul
volumelor si spre crearea unui ritm
larg al suprafetelor. Tn primul plan este
plasat un grup de trei femei, asemdnator
compunerilor din pictura clasica: una
dintre ele sade Tn stanga lucrarii, cu spatele
spre privitor, in dreapta alta se apleaca sa
adune cateva mere cazute. Peisajul este
tratat Tn viguroase stilizari geometrice
de factura constructivistd. Lucrarea este
structuratd compozitional si simbolic pe
curbe si cercuri, simboluri ale feminitatii
si fertilitatii. Merele, picioarele si bratele
goale, busturile aproape dezgolite,
cosurile, cuplul din planul secund, intreaga
ritmare domoald si senzuald, aduc mai
degraba cu o scena de relaxare, decat
cu o zi de munca. Auster prin echilibru,
masivitate si soliditate compozitionala,
tabloul dobandeste conotatii senzuale
prin simbolica si armonie. Cu acest gen
de lucrari artistul se situeaza pe directia
Realismului magic, varianta a Noii
obiectivitati.

culture magazines Die Karpathen, Klingsor
and Ostland then, together with his brother
Emil Honigberger, edited Das Ziel and Das
Neue Ziel magazines which promoted the
idea of necessary synchronization with the
European art “through action, boldness,
change, purity, justice”. In 1920 he moved
to Berlin and became part of the German
artistic movement; in the first years he kept
in close contact with his country of origin,
but later these contacts faded.

In the painting Women Harvesting
Apples the artist uses his preference for
massive constructions, for the equilibrium
of forms and a large rhythm of the
surfaces. The group of three women in
the foreground is composed according
to classical rules. Another woman, on
the right side is bending to pick up some
apples. The landscape is treated in vigorous
constructivist geometrical stylisations. The
painting is compositionally and symbolically
structured on curves and circles, symbols
of feminity and fertility. The apples, the
bare legs, arms and almost naked busts,
the baskets, the couple in the foreground
the slow sensual rhythm of all lines and
forms suggest more a relaxation scene
than a working day. Through equilibrium,
massive forms and compositional solidity
austere, the painting is imbued with
sensual connotations through symbolic
and harmony. This kind of works places the
artist on the direction of ‘Magic Realism’, a
variant of the New Objectivity.
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PICTORII INTERBELICI

erioada interbelicd, cu pluralitatea de opfiuni stilistice, multiplele influente,

asimilari si preludri prin filtire” de incontestabild originalitate, este ilustratd

prin lucrdri ale celor mai de seama reprezentanti. Grupul de pictorite care au
experimentat in creatia lor sugestii ale avangardei, fac legdtura cu sala anterioard
(E. Popea, M. Radulescu, M. Eleutheriade). Un spativ amplu este acordat , intélnirii
scanteietoare” dintre Th. Pallady si Gh. Petrascu, cei mai de seama pictori ai perioadei.
Aldturarea artistilor ,,Grupului celor patru” (Tonitza, Dimitrescu, Sirato si O. Han)
evidentiazd similitudini la nivel stilistic si tematic, precum si originalitatea fiecdruia.
Pictorii Balcicului si peisagistii / coloristii (J.A. Steriadi, D&réscu, M. Bunescu, V. Popescu,
etc.) sunt urmati de artistii care au cdutat valorificarea specificului national roménesc
din perspectiva modernitdtii (Theodorescu-Sion, lorgulescu-Yor, S. Popp, etc.).

O privire de ansamblu asupra picturii roménesti a acestei perioade
demonstreazd situarea sa in limitele unui ,,modernism moderat”. Predilectia
pictorilor interbelici roméani pentru pictura de peisaj (cu o oarecare deplasare
spre motivul urban, fard ca aceasta sd insemne abandonarea celui rural si a celui
natural), este ilustratd printr-un numdr semnificativ de lucrdri. Pictura romdaneascda
interbelica suferd de asemenea o mutatie importantd la nivelul iconografiei, prin
noua conceptie asupra genului portretistic (tipuri de portret: tipologic, simbolic,
monden, cultural si autoportretul), in vreme ce natura moartd isi pdstreazd
importanta pe care a avut-o si in perioada anterioard, avéind doud surse de
inspiratie majore: arta populard si obiecte ale recuzitei cotidianului ordsenesc.



A A'A

THE INTER-WAR PAINTING

he interwar years with the variety of stylistic options, multiple influences and

assimilations on local original layers are illustrated with works belonging to the

most renowned representatives. The group of paintresses which experimented
with elements of the avant-garde (E. Popea, M. Rd&dulescu, M. Eleutheriade)
establishes the link with the works on display in the previous room. An ample space
was dedicated to the sparkling encounter between Th. Pallady and Gh. Petrascu,
illustrious names of the time. The presence of Tonitza, Dimitrescu, Sirato and O.
Han known as the “Group of Four” underlines stylistic and thematic similitude as
well as individual originality. J.A. Steriadi, Dar&scu, M. Bunescu, V. Popescu etc.,
who favoured Balcic for an important part of their creation and who were mostly
landscapists are followed by such artists as Theodorescu-Sion, lorgulescu-Yor, S.
Popp, etc. who sought to put to value the authentic Romanian spirituality as seen from
a modern perspective. If we consider Romanian painting of the time as a whole, we
can place it within the limits of “moderate modernity”. Many painters of the time
favoured landscape painting, bias which is illustrated by a significant number of
works. There is a certain shift of the genre towards the urban motif, which does not,
however mean that the rural and natural motifs so popular in a previous stage are
abandoned. Portraiture undergoes an important change in the level of iconography
(types of portraits: typological, symbolical, mundane, cultural and self-portrait),
while still-life preserves not only its success but also its sources of inspiration: popular
art and the everyday paraphernalia of the city dweller.



MAGDALENA RADULESCU

1899 Bucuresti — 1972 Paris

Numele Magdalenei Radulescu era intalnit
in  mediile avangardei romanesti, dar
lucrarile sale au fost rar vazute in expozitiile
din Bucuresti, cdci pictorita a expus mai
mult in straindtate. Studiase la Tnceput la
Minchen, apoi la Paris, centrul marilor
experimente artistice, unde se intalneau si se
Infruntau stiluri, formule, sugestii si curente
de extrema modernitate si ametitoare
diversitate (cubism, primitivism, futurism,
abstractie), alaturand traditia modernitatii.
Dupa o calatorie la New York, participa la o
serie de manifestari expozitionale la Ateneu,
la Cadminul Artei, la Salonul Oficial, dar se
bucura de succes si traieste mult in afara tarii,

Magdalena Réadulescu,
Nuntd tdtdreascd / Tartar Wedding
ulei pe lemn / oil on wood, 54 x 65 cm

MAGDALENA RADULESCU
1899 Bucharest — 1972 Paris

MagdalenaRadulescuwasaconstant presence
in the Romanian avant-garde and yet her
works were rarely displayed in exhibitions in
Bucharest for she chose to attend exhibitions
abroad. She began studying in Munich and
thenin Paris, centre of great artistic experience
where styles, formulas, suggestions and
trends of extreme and dazzling modernity
(Cubism,  Primitivism, Futurism, abstract
painting) met and clashed, bringing together
the old and the new. Following a voyage in
New York, she exhibited in Bucharest, but
she also enjoyed success in Paris, Nice, Lyon,
Milan, Rome, London and Lausanne, since she
lived most of her life abroad. The iconography
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la Paris, Nisa, Lyon, Milano, Roma, Londra
sau Lausanne. Iconografia lucrdrilor sale —
intrucatva asemanatoare cu a Margaretei
Sterian - Tnmanuncheaza motive din viata
spectacolului, a circului, a carnavalului mai
ales, dar si de inspiratie folcloricd, obiceiuri,
traditii etc. Se remarca in creatia sa miscarea
ametitoare, coloritul viu, delicatetea si forta,
contemplatia si exuberanta.

Nota ludic-melancolicd ce-i caracteri-
zeazd o0 mare parte a creatiei, nu este
total absenta nici din lucrarea Nunta
tdtdrascd (datata: 1945), dar descoperim
aici mai ales delicatetea cu care artista
noteaza detaliul, decorativismul subtil cu
care introduce elementele etnografice,
cromatica rafinatd si provocarea pe care o
lanseaza prinfelulin carelucreaza, aproape
exclusiv in alburi colorate. intr-o lucrare
de mici dimensiuni, artista construieste o
scena de anvergura, in care personajele
dispuse Intr-o compozitie piramidala par
sa fie partase la un ritual stravechi.

MICAELA ELEUTHERIADE

1900 Bucuresti — 1982 Bucuresti

Cu o creatie cvasi-sofisticatd, Micaela
Eleutheriade a fost unul dintre numele uitate
de critica de arta a anilor 50-70, revenind intr-o
oarecare masura 1n atentia istoricilor, precum
si a pietei de arta in ultimele doua decenii.
Elementele de modernitate pregnantd sunt
moderate Tn opera sa, cu toate acestea,
artista a facut parte din grupul care a sustinut
gruparile avangardiste Contimporanul si
Integral, find de asemenea una dintre
personalitdtile cele mai apreciate de criticul
Alexandru Busuioceanu, pentru merituoasele
eforturi de fnnoire, cu prilejul Expozitiei
internationale de la Paris, din 1937.

Nepoatd a  pictorului  Gheorghe
Tattarescu, Micaela Eleutheriade a studiat
la Scoala de Arte Frumoase din Bucuresti si
la Academia Ranson din Paris, in atelierul lui
Roger Bissiére (1924-1927). Mediul artistic
parizian i-a oferit pictoritei Tntalnirea cu
muzica lui Claude Debussy a carei frumusete

of her creation somehow reminding of
Margareta Sterian, brings together motifs
taken from the show world, the world of the
circus and the intriguing world of the carnival,
as well as motifs from the folklore, customs
and traditions. Her compositions are alive with
colours, delicate and yet strong, exuberant
and contemplative and sometimes dazzlingly
dynamic.

A significant part of her creation is
characterized by a melancholic playfulness
and Tartar Wedding (dated: 1945) makes
no exception. The paintress is delicate
in her touch, in her details, in the subtle
decorativeness with which she introduces
ethnographic elements and elegant colours.
Her approach and the almost exclusive use
of coloured whites are indeed daring. In a
creation of small dimensions she manages to
build an ample scene in which the characters
arranged pyramidally appear to be part of an
ancient ritual.

MICAELA ELEUTHERIADE

1900 Bucharest — 1982 Bucharest

Theartcritics of the 1950s and the 1960s almost
forgot the name of Micaela Eleutheriade and
her sophisticated creation. It is only in the
last two decades that they started analysing
and mentioning her again. Although she was
one of those who supported the avant-garde
groups “Contimporanul” and “Integral”, in
her work the elements of modernity arerather
moderate. Alexandru Busuioceanu was the
critic who appreciated her most, especially at
the 1937 Paris international exhibition where
she displayed paintings which showed her
efforts towards renewal.

Granddaughter of the renowned painter
Gheorghe Tattarescu, she studied at the
School of Fine Arts in Bucharest, at the Ranson
Academy in Paris and spent two years (1924-
1927) in Roger Bissiére’s studio. The French
artistic milieu offered her the possibility to
encounter Claude Debussy’s music whose
beauty leads her into the experiences of
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o apropie de experientele sinesteziei.
Calatoriile de studiu 1n Italia, URSS,
Cehoslovacia, Franta i intregesc orizontul
cultural artistic si capacitatea de asimilare
si decantare a influentelor diverselor stiluri
in voga. In anul 1926, debuteaza la Salon
des Independents la Paris si la Salonul
de primdvara din Bucuresti. Lucreaza cu
placere in vila de la Balcic si participa la
numeroase expozitii de grup (Criterion,
Grupul nostru, Femeile pictore) si personale,
n tara siin straindtate (la Stockholm, Berna,
Zirich, Budapesta, Helsinki, Viena, Praga,
Tel Aviv, Beirut, Torino).

Micaela Eleutheriade abordeazd toate
genurile, dar preferd sa se exprime prin
intermediul peisajului. Lucrarile colectiei,
Peisaj, Curte din Paris sunt realizate cu acea
tusa vioaie si cu sentimentul de prospetime
obtinut prin desenul copildresc si culoarea
luminoasa, care 1i sunt atat de caracteristice.
Remarcdm  spontaneitatea  demersului
artistic, atmosfera ludica, placerea gestului
creator, dar si atmosfera intimd, odihnitoare,
firescul reprezentdrii, talentul cu care
traduce n limbaj plastic elementele cele mai
simple ale cotidianului.

ELENA POPEA

1879 Brasov — 1941 Bucuresti

Muzeul National Brukenthal este detinatorul
unuia dintre cele mai bogate fonduri de lucrari
apartinand pictoritei Elena Popea. Nascuta la
Brasov, intr-o familie de intelectuali romani care
i-au asigurat o educatie in cele mai prestigioase
centre artistice ale timpului, pictorita si-a
nceput anii de studiu in cadrul Academiei de
Artd Feminind de la Miinchen, apoi a invdtat
la Paris cu Lucien Simon si André Lhote.
Elena Popea se nscrie n randul pictorilor cu
aplecare spre modernitate si experimentele
plastice originale, fiind receptivd la noutate,
pe care se straduieste sa o asimileze in viziune
personala. Plecand de la figurativul ,,cuminte”
de Academie, ea trece prin receptarea
cromaticii impresioniste si a influentelor post-
impresioniste, reusind sa transmitd lucrarilor

synaesthesia. Her cultural and artistic horizon,
as well as her capacity to assimilate and sieve
the influence of the various styles “en vogue”
at the time were broadened by her visits to
Italy, the USSR, Czechoslovakia and France.
She makes her debut in 1926 at the ‘Salon
des Independents’ in Paris and at the ‘Spring
Salon’ in Bucharest. She enjoys working in her
villa in Balcic and exhibits in numerous group
exhibitions (,,Criterion”, ,,Grupul nostru”/ Our
Group, ,,Femeile pictore”/ Paintresses) and
in personal exhibitions in Romania as well as
abroad (Stockholm, Bern, Zirich, Budapest,
Helsinki, Vienna, Prague, Tel Aviv, Beirut, Turin).

With Micaela Eleutheriade no genre was left
unapproached but landscape is her favourite
playground. In Landscape and Courtyard in
Paris the strokes are vivid, the childish drawing
induces a feeling of freshness and the colours
are bright characteristics which will accompany
her entire oeuvre. The artistic endeavour is
spontaneous, the atmosphere is playful, yet
intimate and relaxing; there is pleasure in the
creative gesture, naturalness in representation,
talent in translating into artistic language even
the simplest elements of daily life.

ELENA POPEA
1879 Brasov — 1941 Bucharest

A significant part of Elena Popea’s creation
is part of the collection of the Brukenthal
Museum. Born in Brasov, in a family of
Romanian intellectuals, she was educated in
the most prestigious artistic centres of the
time. She began her studies at the Academy
of Feminine Art in Munich and then she
studied in Paris with Lucien Simon and André
Lhote. She was also partial to modernity and
original plastic experiments, open to novelty
which she assimilates in a personal manner.
If in her years at the Academy she was
considered moderate she will later assimilate
the colours of the impressionists and the
influences of the post-impressionists,
rendering an expressiveness originating in
a process from which hazard is eliminated
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Elena Popea, Elena Popea,
Case vechi din Olanda / Old Houses in Holland Tdrancd cu donite / Peasant Woman with Wooden Pail
ulei pe carton / oil on cardboard, 59,6 x 47,3 cm ulei pe panza / oil on canvas, 79,5 x 60,8 cm

Michaela Eleutheriade,
Peisaj/ Landscape

ulei pe carton/ oil on cardboard,
55x60cm
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sale o expresivitate rezultata dintr-un proces
de epurare a accidentalului si de esentializare,
generand experientaacelui,,cubismimblanzit”,
o evolutie ce o plaseazd la un moment dat in
prima linie a avangardismului romanesc.

Perioadele bretone se caracterizeaza
printr-o serie de lucrari avand ca subiect
procesiunile, a caror aglomerare de personaje
patrunse de un sentiment religios aflat n
vecindtatea exaltarii mistice au exercitat o
impresie puternica asupra pictoritei romance.

Compozitia Ceremonie religioasd alatura o
serie de contraste la nivel formal si cromatic,
creand un efect de puternic dramatism. Diludrile
culorii ntr-o maniera asemdndtoare tehnicii
acuarelei nu afecteazd soliditatea constructiei
si forta expresiei, fiind sustinute de un grafism
puternic ce fragmenteazd suprafetele colorate
impunandu-le forme clare.

Pentru perioada ,,cubista” din creatia sa
sunt semnificative doud lucrari din colectia
Muzeului Brukenthal: Tdrancd cu donite si
Munteancd. Compozitia este simpla in tabloul
Munteancad: central este plasata o taranca pe
un cal, coborand din munte. Figura femeii e in
umbra si aproape ,,caricaturata” 3 la Picasso,
jar culoarea are alternante de umbra-lumina
(alburi) ce se desfasoara ritmic pe orizontalg,
cvasi-paralel, fapt ce confera ansamblului
exact acel caracter de imagine reconstruita
din fragmentarea recuzitei initiale. Redarea
reliefului montan de fundal reia si amplifica
liniile frante, formele angulare in conformatie
cristaling.

ALEXANDRU PHOEBUS

1899 Bucuresti — 1954 Bucuresti

Mereu sincer cu sine fnsusi, Alexandru
Phoebus a stiut sa gdseascd un mod fericit
de a-si exprima personalitatea de mare
forta, dinamica, printr-o picturd de esentd
constructivd, fintr-o viziune integratoare
coerenta. Fire voluntard, activ inca de foarte
tanar in miscare artistica, studentul lui G.D.
Mirea la Scoala de Belle-Arte din Bucuresti,
Phoebus intemeiaza, impreuna cu alti colegi
Academia libera de Arta - unde se invata

and the experience of a moderate cubism is
generated, evolution which places her in the
front line of the Romanian avant-garde.

The years she spent in Brittany resulted
in a series of compositions inspired by
processions; crowds of characters in an
almost mystical-religious ecstasy impressed
her deeply.

In her Religious Ceremony a series of
contrasts in the formal chromatic level are
associated to create a dramatic effect. She
dilutes the colour in a manner borrowed
from watercolour, but this does not affect
the solidity of the construction and the
force of expression which are supported
by a strong graphism which fragments the
coloured surfaces into clear shapes.

Two works part of the Brukenthal
collection are significant for her cubist
stage: Peasant Woman with Wooden Pail and
Peasant Woman from a Mountain Village. The
composition in the latter is simple, with a
peasant woman on horseback descending
from the mountains placed in the middle.
Her face is shaded and caricatured in a
manner reminding of Picasso and the colours
alternate from shade to light (whites) and
have a rhythmic, horizontal, almost parallel
direction, suggesting the reconstructing of
the initial image from fragments. Broken
lines and angles are employed for the
mountains in the background.

ALEXANDRU PHOEBUS

1899 Bucharest — 1954 Bucharest

Honest with himself throughout his
life, Alexandru Phoebus knew how to
find the best way to express his strong
personality in constructive creations, in a
coherent vision. Strong willed, very active
and involved in the artistic life from his
formative years, which he spent studying
with G.D. Mirea at the School of Fine Arts in
Bucharest, Phoebus, together with some of
his colleagues, founded the “Free Academy
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Alexandru Phoebus,
Portrete din Fagdrag / Portraits from Fagdras
ulei pe lemn / o0il on wood, 59,5 x 44 cm

si se lucra sub findrumarea profesorilor
Arthur Verona, Gheorghe Petrascu, Jean Al.
Steriadi — frecventeazad colonia artistica de
la Baia Mare, participa la expozitii de grup,
la Saloanele oficiale (unde debuteaza, n
1925), la expozitiile Tinerimii artistice si la
cele ale Grupului Nostru. In scurtul popas
parizian din 1927, Phoebus urmeaza cursurile
Academiei Julian si lucreaza n atelierul de la
Grande Chaumiére, perioada in urma careia
pictura sa castiga in claritate si profunzime si
asimileaza principalul reper al creatiei viitoare:
mostenirea cézanniand  prelucrata  prin
cubism, intr-o viziune constructiv-simbolica.
Tabloul Portrete din Fdgdras face parte
dintr-o serie de lucrdri cu subiecte inspirate
din viata taranilor romani din satele Tarii
Fagarasului. Realizate ntr-o maniera monu-
mentald, acestea capdta valori programatice,
chiar daca descoperim cu usurintd si placerea
consemnadrii elementelor etnografice. Lucra-
rea este realizata dupa o schitd sumard

of Art”, where renowned professors -
Arthur Verona, Gheorghe Petrascu, Jean
Al. Steriadi — guided the aspiring artists.
He also spent time in the colony of artists
in Baia Mare, attended group exhibitions at
the official salons (where he made his debut
in 1925), and in exhibitions organized by
the “Artistic Youth” and by “Grupul Nostru/
Our Group”. A short stay in Paris enabled
him to attend the Julian Academy and to
work in the Grande Chaumiére studio. His
painting improves in clarity and profusion
and he assimilates the cubist manner of
interpretation of the art of Cézanne in a
constructive symbolic vision.

Portraits from Fagdras is part of a
series of works for which the artist found
inspiration in the life of the peasants from
the Fagaras area. Monumental in manner,
these paintings have programmatic values,
though we can easily discover that the artist
find pleasure in depicting ethnographic
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executatd la Dragus n anul 1945, in care grupul
de tarani cuprindea sase personaje, plasate in
fata unei case. In lucrarea final, peisajul este
mult schematizat, iar personajele dobandesc
dimensiuni exacerbate. Neasteptatele defor-
madri ale proportiilor si perspectivei creeaza
un efect de distantare fatd de motiv specific
Neo-obiectivismului, dar si un dinamic,
neasteptat ritm plastic interior. Cu toate
acestea, surprinderea iscusitd a caracterelor
personajelor si apropierea dintre artist si
modelele sale, aduc o atmosfera de esenta
liricd ce se insinueaza delicat atenuand
asprimea din tratarea volumelor, simplitatea
formelor si sentimentul tragicului vietii. Exacer-
barea volumelor nu este secondatd de efectele
cromatice, acestea din urmd amintind de
policromia icoanelor pe sticla din acest spatiu
geo-cultural. Pe fondul de ocruri si griuri
colorate, accentele de culoare sunt distribuite
cu parcimonie, fiind subordonate ansamblului
compozitional.

Alexandru Phoebus a fost, in primul
rand pictor de peisaje, fie ele inspirate de
universul citadin, fie de cel rural. Peisajul din
Paris este o lucrare de factura constructivista
in care formele sunt epurate intr-o tendinta
de geometrizare a limbajului plastic. Motivul
strazii parasite, cu subtilele jocuri temporale
pe care le permite, era un subiect destul de
frecventin pictura de peisajurban a perioadei
interbelice. Peisajul este, In aceste cazuri,
rezultatul adevdratului raport intre viata
interioara a artistului si lumea exterioara.

GHEORGHE PETRASCU

1872 Tecuci - 1949 Bucuresti

Sintetizand n creatia sa profunzimi ale
stravechii arte romanesti si Thnoiri ale picturii
europene a secolului al XX-ea, Gheorghe
Petrascu s-a impus in istoria artei romanesti
ca adevarat intemeietor de traditie artistica.
Abordand lumea sub aspectul ei clasic,
apolinic, Petrascu induce artei sale vocatia
permanentei, astfel incat pictura sa este ,,un
elogiu adus concretului”, intr-o viziune frustd,
coerentd, unitara. Lucrarile sale 1i dezvaluie

elements. The painting was preceded by a
sketch executed in Dragus village in 1945.
In this sketch, the group of six peasants
is schematized and the dimensions of the
characters are exacerbated. The unexpected
deformation of the proportions and of the
perspective creates a distancing from the
motif (characteristic of Neo-objectivism),
and also an unexpected rhythm. Yet the
skilful depiction of the characters, the
closeness between the artist and his models
induce alyrical atmosphere which attenuates
a certain sharpness of the volumes, the
simplicity of shapes and the tragedy of life.
The exacerbation of volumesis not supported
by chromatic effects, which remind of the
polychromatic of the glass icons. On a
foundation of coloured ochres and greys,
the accents of colours are parsimoniously
distributed and are subordinated to the
whole of the composition.

Alexandru Phoebus was first of all a
landscapist. He found inspiration in both the
urban and the rural world. View from Paris
was executed in a constructivist manner. The
colours, flat, without modulations, mainly
hues of grey, lack brightness. The motif of
the deserted street is quite often employed
in the cityscapes painted in the inter-war
years. The landscape is the result of the
relationship between the artist’s inner world
and the world around him.

GHEORGHE PETRASCU

1872 Tecuci — 1949 Bucharest

A true founder of artistic tradition, in his
creation Gheorghe Petrascu synthesized
elements of traditional Romanian art and
the elements of novelty brought by 20"
century painting. His approach was classical
and he induced the vocation of permanence,
“a praise to the concrete” in a coherent
vision. He was an introvert and his creations
showed it. But they also showed that he
was constantly tempted to explore new
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Gheorghe Petrascu,

Naturd moartd cu mere /
Still-life with Apples

ulei pe panza [ oil on canvas,
27,5x46,5cm

Gheorghe Petrascu,
Casd veche / Old House
ulei pe panza / oil on canvas, 39 x 55 cm

caracterul introvertit, dar marturisesc totodata
permanenta sa tentatie de explorare a noi
teritorii artistice si experimentare a noi viziuni
plastice. Artistul stie sa utilizeze posibilitdtile
expresive ale culorii si tinde spre afirmarea
unei viziuni constructive a formei. A participat,
bucuréndu-se de succes, la numeroase
manifestari expozitionale, in tara si strdindtate
(Saloanele Oficiale din Bucuresti, Bienala de la
Venetia etc.). La Expozitia Universala de la Paris,

artistic territories and to experiment with
new visions. He was skilled in using the
colours and had a tendency to assert a new
constructive vision of shapes.

The works dating from his early years
were strongly influenced by Nicolae
Grigorescu and reveal a preference for
landscapes. Petrascu studied at the Julian
Academy in Paris, then travelled to Brittany,
Italy and Spain. Those voyages, as well as
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din 1937, a obtinut Marele Premiu. Intre anii
1929-1941, a fost director al Pinacotecii de Stat.

Preferinta pentru peisaj, in etapa de
tinerete, reiese din operele primelor expozitii, in
care se resimte influenta lui Nicolae Grigorescu.
Dupa studiile la Paris, la Academia Julian,
cdlatoriile in Bretania, Italia, Spania, precum
si vacantele petrecute in tard, la Nicoresti,
Agapia, Constanta, Bucuresti, Vifordta sunt
importante surse de inspiratie. Unul dintre
subiectele sale cele mai cunoscute este cel al
caselor de tard, demne si majestuoase prin
tacutele lor vieti si istorii. In compozitia Casd
veche, Petrascu defineste volumele din pasta
bogatd, cu minunate efecte de picturalitate.
Artistul plaseaza in centrul compozitiei ecranul
alb al zidului vechii case — element care revine

Gheorghe Petrascu,
Interior cu femeie / Woman in an Interior
ulei pe panza / oil on canvas, 46 x 38 cm

Gheorghe Petrascu,
Naturd moartd cu pensule / Still-life with Brushes
ulei pe panzd / oil on canvas, 42 x 55 cm

Gheorghe Petrascu,
Clopotnitd la Targoviste / Belfry in Targoviste
ulei pe panza / oil on canvas, 30 x 46 cm

Gheorghe Petrascu,
Interior de atelier / The Artist’s Studio
ulei pe panza / oil on canvas, 46 x 38,5 cm
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fn multe dintre peisajele sale — pe care il lasa in
intreaga sa simplitate, refuzandu-i orice vibratii
cromatice. De altfel, pictorul foloseste albul si
negrul ca si culori, integrandu-le compozitiei
cromatice a lucrdrii. Perspectiva montanta,
usoarele deformari perspectivale, confera
monumentalitate si soliditate constructiei
fmpovarate de ani.

in maturizarea stilului siu, cromatica se
lumineaza si capatd acele efecte de smalt atat
de usor recognoscibile. Tn timpul razboiului,
casa de la Nicoresti, unde artistul lucra deseori,
este distrusa. Tn cdutarea unui loc al tihnei
necesare unui creator, Petrascu se opreste la
Targoviste, unde fsi construieste o locuintd in
care isiamenajeaza si un atelier. Aici iau nastere
compozitiile inspirate de Curtea Domneasca,
peisajele cu case vechi din localitate, clopotnite,
imaginile din natura lucrate in plein-air, de prin
imprejurimile Targovistei. Tn tabloul Clopotnitd
la Targoviste, motiv pe care artistul I-a reluat in
multiple variante, lumina are parca consistentd
materiald, subliniind soliditatea formelor.

De mare succes s-au bucurat la expozitiile
din timpul vietii tablourile cu interioare
care se ordoneaza intr-un adevdrat ciclu:
interioare simple, amenajate cu piese de
mobilier obisnuite pentru casele orasenesti ale
epocii. Atelierul artistului (datat: 1936) este o
lucrare de deplind maturitate. Interiorul de la
parterul casei din Targoviste, este redat intr-o
compozitie clasica. Canapeaua cu multe perne
si peretele ,,tapetat” cu tablouri, scoartele sau
covoarele orientale care acoperd podeaua,
peretii sau patul, mobilierul de mare simplitate
evoca ritmul existentei, reusind sa umple
incdperea de atmosfera, sa evoce prezenta
celor care 1n acel moment nu sunt acolo,
creand o intimitate profundd, fiind autentice
declaratii despre un anumit mod de-a trdi,
de-a locui, de-a te simti ,,acasa”. Contururile
pregnante, accentuate cu negru si ritmul creat
prin succesiunea tablourilor de pe peretele
atelierului creeaza un efect melodic decorativ,
a carui desfasurare este invaluita intr-o lumina
aurie. Primele reprezentari ale atelierului
dateaza de prin 1929, iar ultimele catre 1940.

Descoperirea universului casnic sub
forma naturilor statice (si a interioarelor)

the holidays spent in Romania, in Nicoresti,
Agapia, Constanta, Bucharest and Viforata
were a source of inspiration. One of the
well known themes is that of the country
house, dignified, and majestic, silent but rich
in history. In Old House, Petrascu applied a
thick layer of paste to define volumes and
to obtain a wonderful pictorial effect. In
the middle of the composition, he placed
the white wall of the old house - recurrent
in many of his paintings — and added no
other colours. Black and white were used
as colours and were integrated in the
chromatic composition. The perspective of
the mountains, slightly deformed, gave the
old building monumentality and solidity.

When his style matured, the chromatic
became brighter and its effects were easily
recognizable. During the war, the house in
Nicoresti, where he had often worked, was
destroyed. In search of a place that would
give the much desired peace, Petrascu
stopped in Targoviste where he built a house
with a studio. It was there that he painted his
compositions inspired by the residence of
the princes of Wallachia, old houses, belfries
and landscapes. In Belfry in Targoviste, motif
which appears in several variants, the light
seems to have consistency underlining the
solidity of shapes.

The paintings in which he depicted
interiors were very popular whenever
displayed in exhibitions. The interiors are
simple, typical for most city houses of the
time. The Artist’s Studio (dated: 1936),
dates from his mature years. There were
few pieces of furniture in the room on the
ground floor of his house in Targoviste and
he depicted them in a classical composition.
The couch with many cushions on it, the wall
covered with paintings, the carpets and the
Oriental rugs which cover the floor, the bed,
the furniture, speak about the rhythm of the
existence and manage to fill the room with
life, to evoke the presence of those who are
not there, and to create a genuine intimacy;
it is a statement about a certain way of life,
about what it means “to feel at home”.
The black contours and the succession
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a dus la cateva dintre cele mai realizate
tablouri ale lui Gheorghe Petrascu. in Naturd
moartd cu mere (datat: 1936), carourile fetei
de masa creeaza un efect dinamic controlat,
care parcd da viatd obiectelor. Artistul stie
sd redea tactilitatea, materialitatea si sa
confere o anume expresivitate obiectelor
alese, inchegand compozitii solide, ce contin
preocupdri constructive de descendentd
cézanniana. Selectand elemente din realitatea
fnconjurdtoare, pictorul pare sd desluseasca
viata secreta a obiectelor pe care le picteaza
- mere, carte, toc — le scoate din conditia lor
modestd, innobilandu-le.

in Natura moartd cu pensule (datat&: 1931)
recunoastem cromatica ce se revendica din
structura pamantului, din minerale, pasta
suculenta si pensulatia supld cu care culoarea
e asezatd cu sigurantd in juxtapuneri de tonuri
valorate si contraste. Chiar si in naturile moarte
cu flori descoperim esente minerale, ca un
ecou al studiilor de la Facultatea de Stiinte
Naturale absolvite de pictor in paralel cu cele
de arta. In Naturd moartd cu flori (datata: 1925)
acestea par sa fie glazurate sau cristalizate, iar
cromatica lor strélucitoare e aceea din smaltul
ulcelelor populare romanesti.

Autoportretul din colectia noastra sinteti-
zeaza caracteristicile definitorii ale personalittii
artistului. Petrascu — omul: calm, bonom,
echilibrat, prin trasdturile molcome si modestia
atitudinii si Petrascu — artistul: care isi trdieste
intens conditia de neastampdr in descifrarea
permanentelor lumii.

THEODOR PALLADY

1871 lasi — 1956 Bucuresti

La sfatul profesorului Erwin Oehme de la care
lua lectii de pictura in timpul studiilor de la
Facultatea Politehnica din Dresda, Pallady
pleaca la Paris unde lucreaza la inceput in
atelierul lui Arman Jean, apoila Scoala de Arte
Frumoase si, din 1892, in atelierul lui Gustave
Moreau - unde i cunoaste si ii are colegi pe
Matisse (care ramane prietenul sau de-o viata,
cu care poartd o corespondentd sustinuta
pe teme de arta), Marquet, Guerin, Rouault,

of paintings on the wall create a musical
effect enveloped in a golden light. Between
1929 and 1940 the artist painted several
representations of his studio.

The discovery of the domestic universe
inspired the artist to paint still lifes and
interiors. In Still Life with Apples (dated:
1936), the geometric shapes of the table
cloth create a controlled dynamic effect
which seems to give life to objects. One can
almost feel the touch of the objects which
are full of expressiveness and which unite
the composition and reveal the influence
of Cézanne. Selecting elements from the
surrounding reality for a still life, the artist
seems to decipher the secret life of the
objects he paints: apples, a book, a pen,
elevating them from their humble condition.
In Still Life with Brushes (dated: 1931), we
find the colours of the earth, of minerals
applied with firm, succulent, supple strokes
in juxtapositions of valorised tonalities and
contrasts. We find mineral essences even in
his still lifes with flowers, echoes of his nature
studies. In Still Life with Flowers (dated: 1925)
they appear crystallized and glazed and the
bright colours seem to have been borrowed
from the enamel of Romanian pottery.

The Self Portrait we have in our collection
synthesizes the personality of the artist.
Petrascu the man: calm, jolly, modest and
Petrascu the artist who lives his restlessness
to the full in his search of the eternal.

THEODOR PALLADY
1871 lassy — 1956 Bucharest

Following the advice of Erwin Oehme, the
professor who gave him painting lessons
while he was studying to become an engineer
at the University of Dresden, Pallady went
to Paris and, in 1892, started working in the
studio of Gustave Moreau, where he met
Matisse (who will be his life long friend),
Marquet, Guerin, Rouault, Manguin. He
also attended the lectures given by Puvis
de Chavannes, who was a distant relative.
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Manguin. Urmeazain paralel si cursurile tinute
de Puvis de Chavannes, cu care era inrudit
prin aliantd. Mentine legdtura cu Parisul,
unde deschide mai multe expozitii personale,
chiar si dupa ce ncepe sd se bucure de succes
la Bucuresti, prin participdrile de la Salonul
Oficial, Tinerimea Artisticd si Arta Romana.

Incercarea de definire a stilului lui Pallady
aduce 1n discutie multitudinea de influente
la a cdror intersectie s-a situat pregatirea
si activitatea sa artistica: simbolismul
german si cel francez, decorativismul Artei
1900, fovismul si chiar expresionismul.
Mentionarea lor in preajma creatiei artistului
roman, evidentiazd faptul ca Pallady nu se
integreaza cu adevarat nici unuia dintre ele,
datorita nivelului profund spiritual la care
acestea au fost prelucrate si sintetizate.
Artistul realizeaza o operd care transcende
imediatul si, chiar daca creatia sa probeaza
fncorporarea unei dimensiuni decorativ-
estetizante si a uneia simboliste, ceea ce o
caracterizeaza in primul rand este cdutarea
unei ordini interioare, specifice clasicului, a
unui hieratism si a unei asceze a spiritului,
care permit apropierea de arta bizantina.

In creatia portretistica a ,,boierului-
pictor” remarcam frecventa autoportretelor,
afirmdri raspicate ale personalitdtii sale ce
nu-si reprima un orgoliu aristocratic. La nivel
stilistic si conceptual acestea sunt o esentd a
crezului sdu artistic. Spiritul rational determind
primatul desenului in fata culorii, prin calitatile
sale de a introduce rigoare, forma si ritm,
evidente si In Autoportretul de la Sibiu. Cu
catevaliniiabrupte, nervoase, artistul reuseste
sa compund figura si in acelasi timp un profil
psihologic: cerebral, cinic, elegant, sever cu
lumea, cu sine insusi, cu opera sa si intrucatva
vulnerabil in intransigenta sa. Hieratismul
imaginii este completat de cromatica sobra,
austera, retinuta, partial chiar eliminata.

Una dintre trdsaturile definitorii ale
intregii creatii a lui Pallady, ce-i accentueaza
modernitatea si gradul de coerenta, este
apartenenta la universul citadin. Peisaje,
portrete, naturi moarte sau scene de
interior sunt toate inspirate din ambianta
cotidiana urband. Absenta narativului este

He remained in close contact with Paris,
where he had several personal exhibitions
even after his contributions to the Official
Salon, to events organized by the “Artistic
Youth” and by “Romanian Art” began to be
appreciated.

An attempt to define Pallady’s style
brings into discussion the multitude of
influences which marked his formative
years and his entire creation: French and
German Symbolism, Modern Art, Fauvism
and even Expressionism. He absorbed
them, processed and synthesized them
without actually belonging to any of them.
His creations transcend the present and,
although they incorporate decorative and
symbolist dimensions, they are, first of all,
characterized by the search for order, for a
certain hieratic, for a spiritual austerity which
allow for a closeness to Byzantine art.

In Pallady’s portraiture there are many
self-portraits which are not a display of
aristocratic pride, but a means of asserting
his personality, an essence of his artistic
credo. Drawing rules over colour and brings
rigour, shape and rhythm, visible in the Self-
portrait belonging to our collection. With
a few abrupt lines, the artist builds the
face and the psychological profile: cynical,
elegant, strict with people, with himself,
with his creation and somewhat vulnerable
in his intransigence. The solemnity of the
image is completed by the austere, partially
eliminated chromatic.

One of the characteristics of his entire
creation, which underlines its modernity and
its coherence, is that it belongs to the urban
universe. Landscapes, portraits, still-lifes,
interiors are all inspired by the daily life of
city dwellers. The Baudelairian atmosphere,
the rhythm, the repetitions and the
resuming of certain themes make up for the
absence of the narrative. He left us a cycle
of nudes, women depicted in the intimacy of
their homes, some of which are part of our
collection: Odalisque, Woman in an Armchair,
Nude, Woman Nude. The feminine body is
not a literary theme, an exercise of defining
shape, of rendering the flesh tint or the glow
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suplinita in interiorul operei prin atmosfera
(baudelaireiana), ritmare, iar la nivel tematic,
prin repetitii si reludri. Din ciclul nudului sau
al femeii in interior, se pdstreaza in colectia
muzeului: Odaliscd, Femeie in fotoliu, Nud,
Nud de femeie. Corpul feminin nu este, in
creatia lui Pallady, subiect literar, exercitiu
de definire a formei sau prilej de redare a
carnatiei. In Femeie pe canapea trupul femeii
este conturat cu aceeasi linie severa, abrupta,
simplificatd ca oricare element al lucrarilor
sale, acordand putina importanta fizionomiei.
Artistul obtine, cu toate acestea, o nota
de senzualitate extrem de fing, aproape
perversa prin absenta vreunei urme de
frivolitate. Contrastele create de proiectarea
personajului pe fundalul decorativ, aldturarea
complementarelor, fixeaza centrul de interes
al compozitiei. Masuta (piesa de mobilier
este frecvent singulard) si fructiera (in alte
compozitiidinacest cicluflorile, ceasul, cartea)
cu semnificatie simbolica si rol decorativ, sunt
Tnvaluite de o lumina caldd, facand atmosfera
sa vibreze de un erotism retinut la extrem.
Pallady afirma ca pictura ,,e jurnalul
existentei mele cotidiene. Un jurnal intim
in care se desfdsoara pulsul vietii mele, cu
variatiile lui fatale.” Genul pe care artistul l-a
considerat cel mai potrivit pentru a se confesa
este natura moartd, o alegere similara cu a
wrivalului” sdu, Gheorghe Petrascu, dar tratat
intr-o maniera diferitd. Deosebirea porneste
chiar de la obiectele care alcatuiesc compozitia:
din inventarul unei gospodarii obisnuite,
chiar tdranesti la Petrascu, dintr-o recuzita
mondena, exclusiv citadind, portelanuri, fructe
exotice de esente, continut si culori greu de
definit, la Pallady. Citita prin simbolurile pe care
le contine, Natura staticd cu flori rosii este o
declaratie de dragoste sau de iubire pierduta.
Compozitia aldtura simboluri ale feminitdtii
(fructul, farfuria, portretul de pe carte) si ale
masculinitatii (cutitul de pe marginea farfuriei),
ale vietii si efemeritatii ei (florile, rodia). Rodia,
numitd si,,fructul luilisus”, este simbol al virtutii,
dar si al fertilitatii. Cu un nvelis banal, taiata
ea dezvdluie o lume de poveste, un continut
de culoare nobild si samburi de nestemate,
asemdnatoare unei inimi care pulseaza.

of the skin. He gives contour to the body of
Woman on the Couch with the same abrupt,
hard lines, simplified like any other element
of his works, giving little importance to
physiognomy. And yet, there is a touch of
discreet voluptuousness, almost vicious in
the absence of any hint of frivolousness.
The contrast between the character placed
against an intensely chromatic background
and the use of complementary colours setthe
centre of the composition. The table (often
the only piece of furniture depicted) and the
fruit dish (replaced in other compositions
by flowers, a clock, a book), both symbols
and decorative elements, are enveloped
in a warm light causing the atmosphere to
vibrate with refrained eroticism.

Pallady used to say that painting “is the
diary of my everyday life. A personal diary
which unfolds the pulse of my life, with its
fatal variations.” The artist considered that
still life was the genre which best allowed for
confession. Gheorghe Petrascu, his “rival”
had made the same choice, but his approach
was different. The difference is obvious in
the objects which make up the composition.
Petrascu chooses objects usually found in a
peasant house, while Pallady opts for urban
props: China, exotic fruits with colours and
essences which are difficult to define. The
symbols in Still-life with Red Flowers, are
declaration of love, or of love lost. There
are feminine symbols (the fruit, the plate,
the portrait on the book) and masculine
ones (the knife on the plate), symbols of
life and of its ephemeralness (the flowers,
the pomegranate). The pomegranate, also
known as ‘“the fruit of Jesus” is a symbol
of virtue, but also a symbol of fertility. If
you look at it, it is ordinary, but cut it and
you have a different story, a noble colour,
seeds like gems in the shape of throbbing
hearts. It symbolizes the passage of time
as it is coded in the legend of Proserpine,
and the succession of seasons. The symbols
are enhanced by the colours, dominated by
the bright yellow and the explosion of red.
Pallady has no hesitation in placing burning
colours in angular contours, but he uses the
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Theodor Pallady,
Odaliscd / Odalisque
ulei pe carton/ oil on cardboard, 41 x 60 cm

Theodor Pallady,

Naturd staticd cu flori rosii /

Still-life with Red Flowers

ulei pe panza / oil on canvas, 62 x 50 cm

Theodor Pallady,
Femeie sezdnd / Woman in an Armchair
ulei pe carton/ oil on cardboard, 45 x 33 cm
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Simbolistica ei include, ca si cea a florilor, ideea
de scurgere inexorabild a timpului, asa cum
este ea codificatd n legenda Proserpinei si
succesiunea anotimpurilor. Continutul simbolic
este amplificat prin cromatica dominatd de
stralucirea galbenului si explozia rosului.
Aseazd fara retinere culori fierbinti in contururi

Theodor Pallady,
Boules de neige in vas alb / Boules de Neige in a White Vase
ulei pe panza | oil on canvas, 51 x 63 cm

Theodor Pallady,
Autoportret / Self-portrait
ulei pe carton / oil on cardboard, 41 x 34 cm

Theodor Pallady,
Femeie sezdnd pe canapea / Woman on a Couch
ulei pe carton / oil on cardboard, 38 x 45 cm
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angulare, dar le armonizeaza folosind lumina
pentru a le integra Intr-o vibratie cromatica
unitara.

Intensitatea decorativului este tinutd
in frau si in Boules de neige in vas alb, atat
prin folosirea anvelopei luminoase cat si
prin culoarea specifica creatiei palladyene:
mata, fara strdluciri, fara efecte, asternuta
in suprafete ample, intr-un strat diafan si
tonalitati rafinate. Contururile vagi, tusele
libere, aldturarea culorilor complementare,
induc un efect de usoara vibratie, accentuand
fragilitatea florilor. Prezenta fructului intreg
si a celui Tnceput, fanat, a canilor goale,
a cartii, a florilor (albe si violet) amintesc
de perioada sa simbolista, sugerand ideea
de nastere (aparitie) | disparitie, peren |
efemer, fortd / fragilitate. Continutul naturilor
statice este ambivalent, caci fiecare obiect,
dobandeste o semnificatie atemporala
fiind in acelasi timp expresia unui moment
tranzitoriu, a unei mdrturisiri de viatd. Savanta
si luminoasd, arta lui Pallady te surprinde prin
claritatea exprimarii, pentru a te tulbura apoi
prin profunzimea, ambiguitatea sau chiar
metafizica mesajului.

IOSIF ISER

1881 Bucuresti — 1958 Bucuresti

Valorificdnd motive de mare succes in epoca
(arlechini, dansatoare, odalisce), lucrdrile
lui losif Iser din perioada 1920-1940 au fost
expuse in galerii celebre din Paris (Bernheim,
Druet), unele constituind chiar afisele pentru
Expozitiile universale din marea capitala a
artelor. n timpul studiilor la Academia de Art&
din Minchen, Iser colaboreaza la cunoscuta
revista satiricd Simplizissimus, activitate care
se repercuteaza asupra moduluiin care tanarul
artist va intelege forma in desen, concizia si
expresivitatea liniei. Viziunea ,,Jugendstil”-
ului international si-a pus acum amprenta
asupra stilului artistului roman pentru mai bine
de un deceniu. Activitatea de caricaturist cu
tematica sociald va continua intre 1910-1914,
cand lucreaza in tard pentru presa socialistd, la
Facla si Adevdrul. La Paris, studiaza la Academia

light to soften them, to harmonize them,
to integrate them into a single chromatic
vibration.

Light and the colours which characterize
Pallady’s creations (flat, no brightness,
no effects, spread on ample surfaces,
translucent and subtle) control the intense
decorativeness in Boules de Neige in a White
Vase, one of the paintings in our collection.
Vague contours, free brushstrokes, the
closeness of complementary colours induce
a light vibration enhancing the fragility of
the flowers. The fruit, the half fruit, the
empty cups, the book, the white and the
violet flowers remind of his symbolist stage
and induce the idea of birth (appearance) /
disappearance, perennial / ephemeral, force
[ frailty. Still-lifes are ambivalent, each object
acquiring a significance without relation to
time, each object being both the expression
of a transitory moment as well as the artist’s
confession. Profound and luminous, the
clarity of Pallady’s oeuvre takes us by surprise
while its depth, its ambiguity, its mystery and
the metaphysical message trouble us.

IOSIF ISER

1881 Bucharest — 1958 Bucharest

Between 1920 and 1940, losif Iser
approached the popular motifs of the
time: harlequins, ballerinas, odalisques. All
these creations were exhibited in famous
galleries in Paris (Bernheim, Druet). Some
of them were even used to advertise the
Paris Universal Exhibitions. He studied at the
Academy of Art in Munich and contributed
to the famous satirical magazine,
Simplizissimus. These contributions reflected
on the manner in which the artist later
understood shape in drawing, the concision
and the expressiveness of lines. For over a
decade, he was influenced by “Jugendstil”.
Between 1910 and 1914 he contributed
with caricatures to the Bucharest socialist
newspapers Facla and Adevdrul. In Paris he
studied at the Ranson Academy and at Othon
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Ranson sila Academia liberd a Iui Othon Friesz,
se apropie de cele mai moderne experimente
ale artei momentului si lucreazd in preajma
unora dintre cei mai mari artisti ai timpului.
Prietenia cu Othon Friesz, Derain, Dufy se
regaseste in opera sa prin influente la nivel
iconografic.

Urmand exemplul lui Gauguin, cdlatoreste
neobosit in Tunisia, Algeria, Maroc, China si
Japonia, pentru ca in 1913, aldturi de Tonitza
si Dimitrescu, sa descopere exotismul ,,de
acasa”, de pe tarmul Marii Negre. Iser gaseste
astfel, o exceptionald sursa de inspiratie in
lumea Dobrogei, unde peisajul natural si cel
uman stau sub semnul unui exotism cum nu
mai era nicaieriin tard. Lucreaza verile la Balcic,
fascinat de lumina, culorile, de expresivitatea
si varietatea peisajului. Ca si turcii dobrogeni
sau hamalii de port ai lui Steriadi, tataroaicele
lui Iser sunt figuri pitoresti concepute
tipologic. In Interior cu doud tdtdroaice,
artistul surprinde un moment de savuratd
odihna si nemarturisite asteptari. Tinerele Tn
atitudini lejere sunt descrise cu un desen fluid,
suplu, in care tonalitdtile de verde, brunuri si
violet evoca o lume exoticd, plina de pasiuni.
Autorul cautd ritmarea compozitionald prin
pozitionarea celor doua femei, domolind-o
apoi prin inscrierea intr-o structura piramidala.
Ceasca de cafea, ca atribut, vine sd confirme
autenticitatea scenei, n conformitate cu
stereotipul  aplicat universului oriental.
Fervoarea pentru culoare, si exploatarea
potentelor nuantdrii unei culori par sa fie
ratiunea insdsi de a fi a tabloului. Lucrarea se
remarcd prin efectele de ecleraj rafinate care
conferd interiorului o nota usor ezoterica.

In Balerind si Dansatoare spaniold, lucrari
n care elementul constructiv principal este
desenul viguros, descoperim franturi de
viziune expresionistd. Trupul dansatoarei cu
musculatura proeminenta, ca si figura ei, par
sa fie atinse de oboseala varstei sau a efortului,
desi continud sd pozeze, istovitd, oarecum
ridicola, provocand un zambet amar in loc de
admiratie. Rigiditatea contururilor si severitatea
formelor genereaza o tensiune emotionald.

Dintre motivele iconografice care ajung
emblematice pentru creatia lui Iser, remarcam

Friesz’s Free Academy, became familiar with
the modern artistic experiments and worked
with the most renowned artists of the time.
The friendship with Othon Friesz, Derain
and Dufy influenced the iconography of his
creations.

Following in the footsteps of Gauguin,
he travelled through Tunisia, Algiers,
Morocco, China and Japan. In 1913, together
with Tonitza and Dimitrescu he discovered
the exotic beauty of the Black Sea Coast.
In Dobrudja he found exceptional sources
of inspiration because there, landscape and
peoplewerelike nowhere elsein Romania. He
spent summers working in Balcic, fascinated
by the light, the colours, the variety and
the expressiveness of the landscape. The
Tartar women he portrayed are, much
like Steriadi’s Turks and longshoremen,
typological, picturesque figures. In Two
Tartar Women in an Interior, the artist
captures a moment of leisure and secret
longings. The young women are drawn in
fluid, lissom lines, with hues of green, brown
and violet evocative of an exotic world, full
of passion. The rhythm of the composition
is softened by its pyramidal structure. The
cup of coffee - a stereotype of the Oriental
world - brings authenticity to the scene and
captures the eye with its precious shades of
pink. The artist’s enthusiasm for colours and
the manner in which he values and enhances
a certain colour seem to be the very reason
which guided his brushstrokes. The refined
eclairage gives an esoteric trace to the
interior.

In Ballerina and in Spanish Dancer, where
the vigorous drawing is the main element of
construction, we find jots of expressionistic
vision. The body of the dancer, her jutting
muscles as well as her face are marked by
fatigue and by age. Yet she continues to
pose, exhausted, somewhat ridiculous,
raising bitter smiles, rather than admiration.
Emotional tensionis generated by the rigidity
of the contours and by the austere shapes.

The motif which has become the
emblem of Iser’s creation is the harlequin.
But his harlequins have lost some of the
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losif Iser,
Interior cu doud tdtdroaice / Two Tartar Women in an Interior
ulei pe carton / oil on cardboard, 41 x 33,5 cm

losif Iser,
Arlechin si spaniold / Harlequin and Spanish Dancer
ulei pe carton / oil on cardboard, 60 x 45 cm

losif Iser,
Arlechin / Harlequin
ulei pe carton / oil on cardboard, 61 x 50 cm

portretele de arlechini, specifice repertoriului
simbolist expresionist, dar cu conotatiile
simboliste mult diminuate fatd de cele din arta
occidentala. Arlechin, Arlechin si spaniold, la fel
ca si clovnii lui Tonitza sau Corneliu Mihailescu,
dansatoarele si actorii Margaretei Sterian
si ai Magdalenei Radulescu sunt lucrdri ce
pdstreaza un anume continut emotional, care
exprimd atat conditia umand in general, cat
si insingurarea artistului marginalizat intr-o
lume care nu-i poate accepta ,diferenta”.
Ambivalenta  caracterului  tragi-comic  al
acestui personaj al comediei dell’ arte permite
interpretadri psihologice dintre cele maivariate si
contradictorii, obligand la efortul de a intelege
de ce o imagine aparent ludica poate induce un

symbolic connotations found in Western art.
Much like the clowns Tonitza and Corneliu
Mihailescu painted, or like the dancers and
the actors painted by Margareta Sterian and
by Magdalena Radulescu, Iser’s Harlequin
and Harlequin and Dancer have emotions
which express not only the human condition
but also the loneliness of the actor, not
understood, hypersensitive, pushed aside
by a world which cannot accept that he is
“different”. Theambivalence of this character
of the ‘commedia dell’ arte’ allows for
numerous and contradictory interpretations
forcing us to make the effort to understand
why an apparently ludicrous image can
induce a feeling of sadness. The faces of
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sentiment de tristete. Figurile acestor personaje
sunt desenate aproape caricatural, fiind mai
mult expresie concentrata decat descriere.
Vestimentatia lor oferd prilejul unor exacerbari,
chiar frivolitati cromatice, In contrast izbitor
cu figurile personajelor si pozitia lor: cu umerii
lasati, capul plecat a resemnare, semne ale unei
oboseli fizice si sufletesti.

NICOLAE TONITZA
1886 Barlad — 1940 Bucuresti

Cu o exceptionala capacitate de a surprinde
esenta, excelent desenator, colorist elegant
si de mare fortd, in acelasi timp, stapan
pe finchegarea unor compozitii solide,
echilibrate, activ si In domeniul criticii de
arta, profesor eminent, Nicolae Tonitza
reprezinta una dintre cele mai proeminente
personalitati ale vietii cultural-artistice din
prima jumatate a secolului al XX-lea.

Dupa studiile la Scoala Nationala de Belle
Arte din lasi, artistul cunoaste Italia, Tn cadrul
unei excursii a studentilor de la Arheologie
din Bucuresti, condusa de profesorul Grigore
Tocilescu. Invata apoi la Academia de Arte din
Miinchen si la Paris, dovedindu-se receptiv
la cele mai puternice influente ale curentelor
epocii, de la impresionism, la cuceririle post-
impresionistilor si ale Artei 1900, pe care stie sa
le filtreze sisale decanteze n acord cu propria
personalitate, dand astfel nastere unej creatii
de mare originalitate si profunzime.

Dupd razboi se stabileste la Bucuresti,
unde - alaturi de participarile la expozitii si
ilustrari de carti — colaboreaza la publicatii
de orientare socialista cu desene si cronici
artistice. in anul 1925, impreuna cu Francisc
Sirato, Oscar Han si Stefan Dimitrescu,
ntemeiaza ,,Grupul celor patru”, iar ca
fondator al Sindicatului artistilor se implica
intens Tn organizarea vietii artistice din
Romania.

Creatia lui Tonitza se situeaza pe directia
liricd a clasicilor picturii romanesti, pe filiatia
lui Luchian. Lucrdrile unei etape timpurii ce
se prelungeste panad spre sfarsitul deceniului
trei, sunt marcate de un interes profund

these characters are almost caricaturized,
they are an expression of concentration,
rather than a description. Their costumes
allow the artist to resort to exacerbations,
even to a frivolous chromatic in contrast
with their faces and the postures: drooping
shoulders, heads bent in resignation — signs
of fatigue and sadness.

NICOLAE TONITZA
1886 Barlad — 1940 Bucharest

Nicolae Tonitza was one of the most
remarkable personalities of the first half
of the 20" century. He was an excellent
sketcher, an elegant colourist and had
an extraordinary capacity to capture
the essence of things in solid, balanced
compositions. He was also an active art
critic and a very appreciated professor.

At the end of his studies at the
Academy of Fine Arts in lassy, together
with a group of archaeology students led
by professor Grigore Tocilescu, he visited
Italy for the first time. Later he studied at
the Academy of Fine Arts in Munich, then
in Paris. Tonitza was extremely receptive
to the strong influences and trends of the
time, Impressionism, Post-impressionism,
Art 1900, which he decanted, processed
and tuned in with his personality. And the
result was an ample, profound and original
oeuvre.

After the war, he settled in Bucharest
where he contributed to exhibitions,
illustrated books and published drawings
and caricatures in socialist magazines. In
1925, together with Francisc Sirato, Oscar
Han and S$tefan Dimitrescu, he founded
the “Group of Four”. He was also one of
the founders of the Artists’ Union, which
allowed him to be actively involved in
organizing the Romanian artistic life.

Tonitza’s entire creation places him
among the classics of Romanian painting, a
direct descendant of Luchian. Already in his
early years, he was partial to social themes.
This predisposition, rooted not only in the
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Nicolae Tonitza,
Cafeneaua din Mangalia / Small Coffee House in Mangalia
ulei pe carton / oil on cardboard, 70 x 50 cm

Nicolae Tonitza,
Peisaj / Landscape
ulei pe carton / oil on cardboard, 55 x 43 cm

Nicolae Tonitza,
Carciuma pescarului / The Fisherman’s Tavern
ulei pe carton / oil on cardboard, 45 x 35 cm

Nicolae Tonitza,
Vas cu flori/ Vase with Flowers
ulei pe panza [ oil on canvas, 41 x 50 cm
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Nicolae Tonitza, Nicolae Tonitza,
Cap de fetitd / Portrait of a Girl Cap de tdtdroaicd / Tartar Woman
ulei pe carton / oil on cardboard, 56 x 38,5 cm ulei pe carton / oil on cardboard, 59 x 48,5 cm

Nicolae Tonitza,
Femeie cu doi copii / Woman with Two Children
ulei pe carton / oil on cardboard, 49,3 x 59,2 cm
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pentru tematica sociala. Una dintre sursele
acesteia este razboiul, cealaltd este constiinta
existentei si chiar a apartenentei ca artist la o
lume marginalizata. Cu imagini de prizonieri
de razboi, femei la cimitir, cersetori, personaje
din lumea circului etc., Tonitza contureaza un
repertoriu iconografic profund semnificativ,
pe linia expresionismului de descendentd
vangoghiana. Aici se incadreazd lucrarea
Femeie cu doi copii.

Fascinat de peisajul dobrogean, Tonitza
picteazd motive din Mangalia si din Balcic
intr-o ,,ploaie de lumina caldad”, atent la nota
aparte, multicolora a pitorescului acestor
locuri. Fizionomiile specifice locuitorilor (Cap
de tdtdroaicd) i dau prilejul sa le exploateze
nota de exotismin lucrari emblematice pentru
acest spatiu. In Cafeneaua micd din Mangalia,
centrul de interes cu cafeneaua si grupul de
casute este plasat n planul median, lasand
liber primul plan. De aici pornesc cele doud
diagonale scurte pe care se structureaza
peisajul. Compozitia se desfasoara pe
verticala, construindu-se din oblicele ritmice
ale acoperisurilorindltate sidomolite totodata
de turlele bisericilor. Paleta este restransd
la culori calde care incorporeaza si emana
lumina. Galbenurile si ocrurile sunt inviorate
de interventiile fugare de verde si albastru.
Pasta este asternutd in tuse largi ce confera
vigoare formelor.

Inspirata tot de peisajul dobrogean,
Carciuma pescarului este realizata printr-un
cadraj de apropiere, astfel incat compozitia
se naste din ritmicitatea decorativa a
numeroaselor obiecte de o mare simplitate
din interiorul ncaperii. Amintind de modelul
compozitional ~al  stampei  japoneze,
constructia tabloului este tratata cu rigoare
aproape geometrica, iar din punct de vedere
cromatic, suprafetelor tratate cvasi-uniform
n tonuri calde, deschise li se opun tonurile
inchise ale formelor contrastante.

Tonitza este unul dintre putinii artisti
romani care nu au exclus din creatia lor de
maturitate stilismul decorativ al Art Nouveau-
ului. Influenta acestuia, atat prin continutul
simbolic, cat si prin decorativism se regasesc
intr-un alt Peisaj (cu doud siluete) din colectia

tragedies of World War 1, but also in the
fact that, as an artist, he belonged to the
category of the socially neglected, of the
ignored, caused these themes to recur even
in the 1920s. With his images of prisoners
of war, women in cemeteries, beggars,
characters from the circus world, etc.,
Tonitza created a profoundly significant
iconographic repertoire of expressionistic
essence, in which the influence of Van Gogh
is evident. Woman with Two Children is part
of this category.

Fascinated by Dobrudja, Tonitza
painted motifs from Mangalia and Balcic in
a “rain of warm light”. He showed almost
no interest in seascapes, but in the special,
multicoloured, picturesque features of the
shores, of the tiny villages which lined the
coast, places where time seemed to have
stopped. The characteristic physiognomies
of the villagers (Tartar Woman) allowed him
to explore the exotic charm of the place in
remarkable creations. In Small Coffee House
in Mangalia, he places the coffee house and
the small group of houses in the middle of
the composition. Starting in the foreground,
two short diagonals give the landscape
structure. The composition unfolds
vertically and is built on the rhythm of the
sloping roofs and on the church steeples
towering above them. The chromatic is
restricted to only a few warm colours which
incorporate and ooze out light. The yellows
and the ochres are freshened by hasty
interventions of green and blue.

In The Fisherman’s Tavern the simple
objects in the interior appear close and the
composition comes from their decorative
rhythm. The construction of the painting,
which reminds of a Japanese engraving,
is almost rigorously geometric, while
surfaces covered with warm colours are
in opposition with the dark shades of the
contrasting shapes.

Tonitza is one of the few artists
who, in their mature years, did not
exclude the decorative stylism of Art
Nouveau. Its influence, both in symbols
and in decorations, is present in another
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muzeului. Compozitia este inchegata
din planuri mari, unite de trunchiurile si
coroanele caligrafiate ale copacilor, in culori
contrastante. Dramatismul pe care lucrarea il
respira se naste atat din prezenta celor doua
siluete, niste umbre fara chip, desi in prim
plan, indurerate, anonime, cat si din expresia
sugerata de urzeala incalcita si spasmodica
a elementelor grafice ce se intretes pe
verticald.

Colectia muzeului pdstreaza cateva
portrete care se incadreaza ciclului de ,,capete
de copii”, cu care Tonitza s-a bucurat de mare
succes 1n timpul vietii si s-a impus Tn constiinta
publicului peste timp, ca cel mai reprezentativ
pictor al portretelor de copii. Figurile, in special
de fetite, reluate in multiple ipostaze, de la
capul de papusa la chipul de adolescenta
formeaza laolalta un portret multiplu al
inocentei, al nelinistilor in fata necunoscutului
si al sperantei in existenta puritdtii sufletesti.
Tema debutase n creatia sa timpuriu, de
prin 1912 si s-a amplificat dupa 1921, cand
pictorul, impreund cu familia — avea trei copii
-, se stabileste la Valenii de Munte. Capul de
copil, usor inclinat, se contureaza pregnant pe
fundalul cu ornamente vegetale caligrafiate
fugar. Linia este delicatd, de o marcatd
tendintd decorativd, iar suprafetele colorate
sunt vibrate prin modulatie, accentuand gratia
chipului. Din caligrame fugare ce amintesc de
arta orientald se contureaza o figura fragila
ce pare sa-si revendice dreptul la inocenta.
Referindu-se la aceste portrete Barbu
Brezianu spunea ca ar reprezenta mai degraba
emotia interioard a artistului ,,decat faptura
lor”. Poate de aceea inocenta ochilor mari,
rotunzi si expresivi sau cu pleoapele lasate
timid, este insotitd de o amard melancolie. Tn
Cap de fetitd, dincolo de exotismul fizionomiei,
pictorul isi domina tendintele decorativiste
in favoarea interiorizarii trasaturilor specifice
ale personajului, ldsand sda pdtrunda un
substrat de melancolie cu care simpatizeaza
si se identificd. Ochii adanci, ochii copiilor lui
Tonitza, sunt calea de acces inspre sufletul
acestui copil aflat in pragul adolescentei, care
priveste nu cu incredere si sperantd, ci cu
neliniste si teamad spre lumea ce i se deschide.

Landscape (where the artist included two
silhouettes), part of our collection. The
composition is structured on large levels
united by the calligraphed trunks and
crowns of the trees depicted in constant
colours. The two silhouettes, anonymous,
grieved shadows without a face, and the
spasmodic tangle of the interwoven vertical
graphic elements give dramatism to the
painting.

In the collection we have a few of
Tonitza’s portraits of children which
made him famous and for which, the
public remembers and recognizes him.
The faces, especially of girls, appear in
various hypostases: the doll face, the
face of a teenager etc. They are portraits
of innocence, images of wonder and
of the anxiety caused by the unknown,
expressions of hope and faith in the
innocence of a pure soul. He approached
the theme already in 1912 and gave it
even more importance after 1921 when,
together with his family — he was the father
of three - he settled in Valenii de Munte.
Portrait of a Child slightly bent appears
vigorously shaped in a background with
hastily calligraphed floral motifs. The line is
delicate, intentionally decorative, while the
modulation of the coloured surfaces causes
vibration, thus enhancing the charm of the
face. Hasty calligraphs, reminding of an
Oriental form of art, create the fragile face
which seems to claim its right to innocence.
Referring to these portraits, Barbu Brezianu
said that they seem to represent the
artist’s deep emotions, rather than “their
being”. Perhaps this is why there is bitter
melancholy in the innocence of those big,
round, expressive eyes, with eyelids timidly
lowered. In Portrait of a Girl although we
have an exotic physiognomy, we notice
that the artist controls his decorative urges
in favour of introverting the features of the
model allowing for a certain melancholy
with which he empathizes. The deep eyes,
the eyes which characterize Tonitza’s
children, are the door to the soul of this
child about to become a teenager who
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Nicolae Tonitza,
Cap de copil / Portrait of a Child
ulei pe carton / oil on cardboard, 39,5 x 33,5 cm
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Preferinta lui Nicolae Tonitza pentru pictura
de flori, este o marturie deschisa, sincerd, a
filiatiei luchienesti. Perspectiva plonjantd din
care este abordat Vasul cu flori galbene face din
acest buchet de flori in glastra un simplu motiv
pictural, pentru care legdtura cu realitatea
din care a fost decupat dispare. Este un prilej
de exercitii decorative in care contururile
sunt caligrafiate cu eleganta si delicatete, iar
culoarea devine lumind, este o explozie de
soare si cdldurd prinsd in petalele efemere.

FRANCISC SIRATO

1877 Craiova — 1953 Bucuresti

Aldturat [ui Nicolae Tonitza, in amplele analize
critice efectuate asupra fenomenului artistic
romanesc interbelic si a contingentelor sale
cu experimentele artei europene ale epocii,
Francisc Sirato apare ca unul dintre cei mai
profunzi si pertinenti cunoscatori ai acestuia.
In perioada in care a invitat la Scoala
Nationala de Arte Frumoase din Bucuresti,
si-a castigat existenta din executarea de
afise, desenand si litografiind icoane in culori.
Dovedind find intuitie critica si exprimare
artistica elegantad, Sirato a reusit sa gdseasca
prin arta sa o formuld moderna, originala, de
reprezentare a valorilor specific romanesti.
in teoriile sale, artistul elaboreaza principiile
unei picturi ,,absolute”, caracterizatd de
unitate, forta si echilibru, care are ca punct
de plecare teoriile cézanniene, intr-o viziune
bazatd pe obiectivitate si pe asimildri din arta
populard romaneasca.

in Peisgj din Colentina, artistul urmeaza
tendinta de esentializare prin eliminarea
detaliilor si mentinerea catorva elemente
de baza in compunerea imaginii. Coborarea
pronuntatd a liniei orizontului evidentiaza
formele arborilor si creeaza senzatia de spatiu
nesfarsit. Fascinatia pentru retinerea pe panza
a structurilor evanescente ale atmosferei,
proprie multor artisti europeni de la inceputul
secolului al XX-lea, se regdseste in alegerea
momentului crepusculului sau al diminetii. E
lumina care construieste fnvaluind volumele si
dandu-le o frumusete aproape ireala ce induce

looks upon the world not with hope and
trust, but with fear and anxiety.

His bias for flower painting affiliates him
with Luchian. The descending perspective
turns the bunch of flowers into a simple
motif. Thus, Vase with Yellow Flowers is an
opportunity for decorative exercises in
which the contours are elegant and delicate,
the colours become light and everything is an
explosion of sun and warmth caught in the
delicate petals.

FRANCISC SIRATO
1877 Craiova — 1953 Bucharest

In the ample critical analysis of the
Romanian inter-war artistic phenomenon
and of its connections with the artistic
experiments that occurred in Europe at the
time, Francisc Sirato is considered to be
one of the most profound and authorized
voices. To make a living, while he was
studying at the National School of Fine
Arts in Bucharest, he was commissioned to
execute posters by various printing houses,
and he drew and lithographed icons. With
his subtle intuition and elegant artistic
means of expression, Sirato managed to
find a modern, innovative, original formula
of representing Romanian values.

In Landscape at Colentina, Francisc
Sirato simplifies and removes details
in order to essentialize. He preserves
but a few elements which compose the
image, lowers the line of the horizon and
enhances the shapes of the trees to create
the illusion of endless space. Fascinated,
like many artists at the beginning of the
20" century, by the idea of conveying the
evanescent structures of the atmosphere,
he chooses either dawn or twilight when
the light shimmers on the surface of
things. It is not the shape-breaking light
of the impressionists, but a light which
builds and envelopes volumes giving
them an almost unreal beauty which, in
turn, induces a certain charm of the daily
occurrence they belong to.
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Francisc Sirato, Francisc Sirato,
Inserare la Colentina / Landscape at Colentina Minaret / Minaret
ulei pe carton / oil on cardboard, 40 x 52 cm ulei pe carton/ oil on cardboard, 54,5 x 45,5 cm

Francisc Sirato,
Naturd staticd cu raci si carafd / Still-life with Crabs and Carafe
ulei pe carton / oil on cardboard, 45 x 55 cm
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un anume farmec al cotidianului. Peisajul
este conceput intr-o viziune echilibratd, n
care spontanul sau efemerul sunt ocolite in
favoarea valorilor permanentei si durabilitatii.

Modalitatea in care Sirato utilizeaza
uleiul, sub forma unor diluari care spulbera,
dar si reconstituie formele integrandu-le
armonios unitdtii compozitiei, este tehnica
intalnitd n Femeie sezdnd (datata: 1935),
Naturd moartd cu raci si carafd sau Minaret,
adoptata de artist de prin 1928. Formele se
contureaza si se dizolva totodatd una din sin
raport cu cealaltd, dintr-o materie vaporoasa,
aproape transparentd, unificate de vibratia
fluida a atmosferei. ,,Plinul de soare spulbera
forma si decoloreaza culoarea locala in sensul
pictural al cuvantului, difuzdnd umbra”,
spunea artistul. In Naturd moartd cu raci si
carafd atmosfera de intimitate este potentata
de selectia obiectelor cu forme circulare,
creandu-ne impresia ca suntem acceptati
ntr-un spatiu privilegiat.

STEFAN DIMITRESCU
1886 Husi— 1959 lasi

fnsusirea fundamentald a artei lui Stefan
Dimitrescu este interiorizarea, trasatura
care i-a caracterizat si temperamentul si
viata. Dovedind talent la desen, calitate
mostenitd, probabil, de la tatal sau care
desena cu placere, Stefan Dimitrescu
urmeaza cursurile Scolii de Arte Frumoase
din lasi - fiind coleg cu Nicolae Tonitza, cu
care se imprieteneste —, studiazd la Paris la
Grande Chaumiere si face caldtorii de studii
in Italia. in timpul razboiului este mobilizat in
echipa de artisti plastici de pe langa Marele
Cartier General al Armatei impreund cu C.
Ressu, N. Darascu, I. Theodorescu-Sion, I.
Jalea, C. Medreasi O. Han, in scopul de a crea
lucrari destinate unui viitor muzeu militar,
perioada care a generat o accentuare a
continutului dramatic al lucrarilor sale. Dupa
razboi, este alaturi de artistii care intemeiaza
gruparea Arta Romana (C. Ressu, Tonitza,
Theodorescu-Sion, Oscar Han) si este
membru fondator al ,,Grupului celor patru”,

Francisc Sirato uses a diluted colour
which dissipates and reorganizes shapes
harmoniously integrating them in the
composition. He adopted this technique he
resorts to in most of the works belonging
to the collection of the Brukenthal Museum
- Woman Sitting (dated: 1935) Still-life with
Crabs and Carafe or Minaret. The shapes
skeletonize and melt into one another and
from one anotherin aninstability of contours
born out of a vapoury, almost transparent
matter unified by the fluid shimmer of the
atmosphere. “The abundance of sun dispels
the shape and discolours the local colour in
a pictorial sense, diffusing the shadow” the
artist used to say.

In another painting of our collection,
Still-life with Crabs and Carafe, the selection
of round objects enhances the atmosphere
of intimacy giving us the impression that
we are accepted in a privileged space.

STEFAN DIMITRESCU
1886 Husi — 1959 lassy

Stefan Dimitrescu was an introvert and
this characterized not only his life and
his temperament, but also his creation. A
talented draftsman, he attended the School
of Fine Arts in lassy — where he met and
established a life long friendship with Nicolae
Tonitza - studied in France, at La Grande
Chaumiere, and he considered every voyage
he took to Italy another opportunity to study
and learn. During the war he was mobilized
and formed part of the team of artists (C.
Ressu, N. Darascu, |. Theodorescu-Sion, I.
Jalea, C. Medrea and O. Han) who were
working at the Army General Headquarters.
Their mission was to create works which
would later be displayed in a future military
museum. The time he spent working there
added to the dramatic force of his paintings.
After the war, with a group of artists (C.
Ressu, Tonitza, Theodorescu-Sion, Oscar
Han) he founded the “Group of Four”,
which organized numerous exhibitions. He
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fmpreund cu care organizeaza numeroase
expozitii. Perioada de profesorat la licee din
Bucuresti si la Scoala de Arte Frumoase din
lasi, este incununata cu numirea in functia
de rector al Academiei.

Atras de genul peisagistic, Dimitrescu
este interesat findeosebi de redarea
atmosferei, lasand pe plan secund
reprezentarea obiectivdi a motivului. In
compozitia larna, intensitatea sentimentului
este sustinutd de simplitatea structurii
compozitionale. Ritmarea suprafetelor
geometrizate in manierda cézanniana prin
culoaresilinie este domolitd sicapata nuante
decorative prin arabescurile verticale ale
ramurilor care acoperd aproape fintreaga
suprafatd. Prezenta copacilor desfrunziti
are un rol bine gandit siin transmiterea unui
sentiment melancolic-paseist, ce aminteste
de poezia lui Minulescu si Bacovia. Tabloul
se remarcd prin rafinamentul cromatic
mentinut Tn  dominante restranse, fn

Stefan Dimitrescu,
larna / Winter
ulei pe panza / oil on canvas, 54,5 x 69 cm

Stefan Dimitrescu,
Interior tdrdnesc / Peasants in an Interior
ulei pe carton / oil on cardboard, 60,2 x 74,1 cm

taught in high schools in Bucharest, then at
the School of Fine Arts in lassy and he was
appointed rector of the Academy.

Attracted by landscapes, Dimitrescu
was especially preoccupied to render the
atmosphere and left the actual representation
of the motif to take second place. In Winter
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tonalitati stinse, ca o simfonie de griuri
colorate.

Preocuparea lui Stefan Dimitrescu pentru
o0 artd a specificului national se concretizeaza
n tematica inspiratd de viata taranilor si
o preluare-adaptare a modalitdtilor de
stilizare specifice artei populare, exprimata
n formule stilistice Tnrudite cu orientarea
Noii Obiectivitati. Alaturand obiecte de o
extrema simplitate in Tncaperea modesta
cu peretii varuiti in alb, Dimitrescu reuseste
sa recreeze In compozitia Interior tdrdnesc
o atmosfera de intimitate si o specifica
poezie a casei tdranului roman, intr-o
structura severa sustinuta de o orchestratie
cromatica grava. Dimitrescu patrunde
n spatiul de locuit surprinzandu-i datele
esentiale, trasaturile fundamentale, intr-o
abordare asemdndtoare naturii statice. Cum
procedeaza si in alte lucrari cu tematica
similara, artistul utilizeaza game nuantate
de alb ca fundal al unei suite restranse de
culori calde, in cateva acorduri, ce descriu
o parte a pieselor inventarului gospoddresc
si a vestimentatiei. Pe tenta monocroma a
fundalului, personajele se contureaza net,
monumental, fara sa frizeze grandilocventa,
pastrandu-si  dimensiunea  fireasca  si
atitudinea omenoasd ce i caracterizeaza.

ION THEODORESCU-SION

1882 lanca, langa Brdila — 1939 Bucuresti

in istoria picturii romanesti interbelice, lon
Theodorescu-Sion este - aldturi de Camil
Ressu - reprezentantul picturii peisagiste
rural folclorice, fiind apreciat de catre cei
mai importanti critici de artd, O.W. Cisek,
Lucian Blaga, Tudor Vianu, Al. Busuioceanu,
nca din anii 20, ca cel mai de seama pictor
al  specificului  national. Temperament
vulcanic, capricios, dinamic, cu intuitii fine
si disponibilitatea de a intelege si asimila
fnnoirile propuse de arta europeana lon
Theodorescu-Sion si-a Tnceput studiile
la Scoala de Belle Arte din Bucuresti sub
directia lui George Demetrescu Mirea si

the intense feeling is supported by the
simplicity of the compositional structure.
Colour and line give it a Cézannian rhythm
tempered and nuanced by the vertical
arabesques of the branches which cover the
entire surface. The barren trees are meant
to convey the same feeling of melancholy
encountered in the poems of Minulescu and
Bacovia. The symphony of coloured greys
gives the painting a unique elegance.

Stefan Dimitrescu was also inspired by
rural life and he adapted the means of stylizing
which characterize folk art to formulas derived
from the trends set by the New Objectivity.
In a modest room, with whitewashed walls,
he brings together the simplest of objects
to recreate the simple atmosphere and that
certain poetry which characterize the homes
of Romanian peasants. It is in Peasants in
an Interior, a composition with an austere
structure, supported by stern colours that
Dimitrescu captures the essence of the
peasant home, its main features. He resorts
to hues of white for the background and
to a limited suite of warm colours for the
household items and for the costumes.
Against the monochrome background, the
characters take shape. Monumental, but not
grandiloquent, they preserve the humane
attitude which characterizes them.

ION THEODORESCU-SION

1882 lanca, near Brdila — 1939 Bucharest

In the history of Romanian inter-war painting,
lon Theodorescu-Sion is, together with
Camil Ressu, a representative of landscapes
inspired by rural life and folklore. The most
important art critics O.W. Cisek, Lucian Blaga,
Tudor Vianu, Al. Busuioceanu considered him,
already in the 1920’, to be the most important
painter of national features. Fiery, capricious
and dynamic, capable of subtle intuitions and
open to the innovations of European art, lon
Theodorescu Sion began his studies at the
School of Fine Arts in Bucharest under the
guidance of George Demetrescu Mirea and
Ipolit Strambu. A grant from the Ministry
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Ipolit Strambu, apoi cu o bursd acordata de
Ministerul de Razboi, a studiat la Academia
de Arte Frumoase din Paris. La fel ca ceilalti
artisti ai generatiei sale, lon Theodorescu-
Sion face cdlatorii de studii in Anglia, Belgia,
Algeria, Olanda, ltalia, Franta etc., rastimp
in care publicd desene satirice Tn revistele
Furnica, Zavera si Nea Ghitd.

Experienta de la malul Marii Negre,
de reald Tnsemndtate pentru creatia sa,
se petrece in preajma altor nume mari ale
vietii artistice romanesti, printre care Marius
Bunescu si Krikor Zambaccian. Lucrdrile
cu subiect dobrogean se caracterizeaza
prin contrast si monumentalitate, prin
rafinamentul cu care artistul converteste
pitorescul n purd picturalitate. Peisajul de
la Balcic se Tnscrie intre aceste coordonate:
constructia ~ compozitionala  riguroass,
importanta majora a desenului prin
contururile subliniate energic si delimitarea
clara a volumelor, dar si prin eleganta
utilizare a luminii care permite modularea
rafinatd a culorilor. Desi perspectiva este
plonjanta, orizontul inalt apropie motivul de
privitor. Registrele se succed rapid, conduse
de diagonalele scurte ale acoperisurilor pana
fnspre linia orizontului, unde relieful opreste
fnaintarea privirii. Turnul geamiei are rol
important in cadrul compozitiei, centrand-o
si inaltand-o, in acelasi timp.

Lucrarea Ghiveci cu muscatd apartine
unei perioade timpurii, Tn care artistul
este influentat de stilistica Jugendstil-ului,
evidentiatd prin desenul nervos si efectele
decorative cdutate atat la nivelul formei (linia
curba, meandrica), cat si al cromaticii, fondul
intunecat ce reliefeazd pregnant raportul
dintre rosu si albastru.

in pericada de maturitate, genul
naturii moarte 1i oferd posibilitatea de a
evoca materia, dar mai ales de a ordona
expresiv motivul plastic. In tabloul Naturd
staticd specificul national este subliniat prin
selectarea unor obiecte cu specific folcloric
- cani, ulcioare, tesaturi — cat si prin selectia
culorilor si tonurilor (brunuri, caramiziu,
ocru, galben, verde, alb), dovezi ale bogatiei
si expresivitatii armoniilor cromatice ale artei

of War allowed him to study in Paris, at the
Academy of Fine Arts. Like the other artists
of his time, he travelled to England, Belgium,
Algiers, Holland, Italy, France. Satirical
magazines, Furnica, Zavera and Nea Ghitd,
published his drawings.

He spent time on the Black Sea Coast
working alongside Marius Bunescu, Krikor
Zambaccian and other personalities of
the Romanian artistic life. Contrast and
monumentality, and the subtlety with which he
converts picturesque into picture characterize
these paintings. Landscape at Balcic has a
rigorous compositional construction, firm
contours and a clear delimitation of volumes.
The light is elegant, which allows for a subtle
modulation of the colours. Although the
perspective is descending, the horizon brings
the motif closer to us. The short diagonals
lead the quick levels towards the horizon,
where the relief blocks the view. The minaret
is also important in the composition: it holds it
together and it gives it height.

Flowerpot with Pelargonium belongs
to the artist’s early stage of creation.
The vigorous drawing, the intentional
decorativeness of the meandering curves
and the colours - the relation between the
red and the blue against the dark background
- speak of the time when the artist was
influenced by Jugendstil.

In his mature years, still lifes offered him
the possibility to evoke matter and to give
the motif an expressive arrangement. In Still
Life, he chooses certain objects (mugs, jars,
pots, textiles) and certain colours (browns,
ochre, yellow, green, white) to underline
the national features, the richness and the
chromatic expressiveness of popular art, the
rhythmic arrangement of motifs of folkloric
inspiration. This is, in fact, part of Sion’s
programme to define the Romanian features
through painting, to retrieve tradition from
a modern perspective. In this context, rural
themes become the core of a theoretical
programme of analysis and artistic
expression, although there are, still, many
influences coming from European painting -
mostly from Cézanne and André Derain.
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populare si conceptia organizdrii ritmice a
motivelorinspirate dinarta populara. Aceasta
face parte din programul lui Sion care, in
efortul de definire a unei picturi a specificului
romanesc, fsi propune o recuperare a
traditiei din perspectiva modernitatii,
context Tn care tema tardneascd devine
nucleul unui adevarat program teoretic de
analizd si formulare plastica, desi limbajul
pictural la care recurge pastreazd mult din
sugestiile picturii europene, in speta din arta
lui Cézanne si a lui André Derain.

Colectia de pictura romaneascd a
Muzeului National Brukenthal detine un
numadr semnificativ de lucrdri din creatia
lui lon Theodorescu-Sion, multe dintre ele
dovedind influenta receptata din directia
Artei 1900.

lon Theodorescu-Sion,
Peisaj din Balcic / Landscape at Balcic
ulei pe panza / oil on canvas, 80 x 62 cm

lon Theodorescu-Sion,
Ghiveci cu muscatd / Flowerpot with Pelargonium
ulei pe carton / oil on cardboard, 54 x 45 cm
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PETRE IORGULESCU-YOR

1890 Bucuresti — 1939 Bucuresti

Nostalgic iremediabil, cum 1l caracteriza
prietena sa, pictorita Lucia Dem. Bdldcescu,
Petre lorgulescu-Yor este unul dintre artistii
nuitati” ai perioadei interbelice. Firea
navalnica i-a guvernat existenta agitata si
a generat o arta temperamentald, care s-a
dovedit o formuld personala de cdutare a
exprimarii esentelor. Pregatindu-se initial
pentru o carierd juridica (a absolvit Facultatea
de Drept la lasi, in 1914), Petre lorgulescu-Yor
decide s& se dedice pasiunii sale, pictura. Tn
1919 seinscrie la Academia Julian, undefnvata
sub indrumarea profesorilor Othon Friesz si
Maurice Denis. Debuteaza in 1920, la Maison
d’Art, iar in anii urmadtori expune la Saloanele
Oficiale, la Tinerimea artistica, Grupul nostru

Petre lorgulescu-Yor,
Piatd din Bucurestii vechi/ Market in Old Bucharest
ulei pe carton / oil on cardboard, 61,7 x 84,5 cm

PETRE IORGULESCU-YOR
1890 Bucharest — 1939 Bucharest

Petre lorgulesc-Yor was, in the words of his
friend the paintress Lucia Dem. Baldcescu,
an incurable nostalgic. He is one of the
“forgotten” artists of the inter-war years.
Impetuousness governed his life and
generated a temperamental art, an original
formula of expressing the essential. Although
in 1914 he graduated from the Faculty of Law
in lassy, he decided to pursue his passion for
painting. In 1919 he began studying at the
Julian Academy under the guidance of Othon
Friesz and Maurice Denis. His debut was in
1920 at the Maison d’Art and in the following
years he contributed to the Official Salons,
and to exhibitions organized by the Artistic
Youth, by Our Group and by Criterion but he
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si Criterion, precum si In expozitii personale.
Tn anul 1927, lorgulescu-Yor a pictat impreuna
cu prietenul sau, pictorul Vasile Popescu, in
satul Faraoani de pe malul Siretului, urmand
acea tendintd a epocii de cautare a specificului
romanesc, definindu-si preferintapentrugenul
peisagist. Temperamentul sdu se regaseste in
modalitdtile de expresie tipice fovilor Matisse,
Marquet, Braque, Dufy, Derain, Vlaminck sau
Othon Friesz. Artistul preia principiile acestui
curent, dar le adapteaza personalitatii sale,
conferindu-le o interpretare personala. intr-o
prima etapa, aceste influente se manifesta
prin exprimdri cromatice violente, aglomerare
de culori puternic contrastante si disonante
de tonuri.

In Piatd din Bucurestii vechi artistul
apeleaza la o exprimare de tip sintetic.
Motivul dintr-un cartier bucurestean mdrginas
ia nastere din valorificarea acuzata a liniei.
Elementele de arhitecturd domina si inchid
ultimul plan, in vreme ce prim planul se
desfasoara mult pe orizontald. Personajele,
lipsite de individualitate, au rol de ritmare
atat la nivelul formelor, cat si al cromaticii.
Compozitia se structureaza in jurul copacului
care unificd planurile ample, Intrerupe ritmul
egal al dispunerii pe orizontald, purtand si
0 fIncdrcaturd simbolica. Contururile sunt
accentuate, creand un efect decorativ sustinut
si prin contrastele de culoare.

SABIN POPP

1898 Bucuresti — 1928 Bucuresti

Sintagma ,,recuperarea traditiei” deseori
utilizatd de istoria de arta actuald cu
referire la creatia lui Francisc Sirato sau lon
Theodorescu-Sion, poate fi aplicata si artei
lui Sabin Popp. Traditia artistica nationalad
tdrdneascd, identificata pregnant ca una
dintre cele mai importante surse ale picturii
romanesti interbelice, este dublatd fn
creatia acestuia de cea medievald, ambele
fiind interpretate si prelucrate prin viziunea
modernitatii.

Studiile ncepute timpuriu (cand avea
doar 16 ani) la Scoala de Arte Frumoase din

also had a few personal exhibitions. In 1927,
lorgulescu-Yor and his friend Vasile Popescu,
painted in Faraoani, a village on the banks
of the Siret River, following that tendency
of the time which sent painters in search
of the specific Romanian features. This
experience also helped him define his choice
for landscapes. His temperament brought
him close to the means of expressions of
the fauvists Matisse, Marquet, Braque, Dufy,
Derain, Vlaminck and Othon Friesz. Violent
colours, a congestion of contrasting colours
and a dissonance of tones appear as a result
of the fauvist principles he adopted and
adapted.

In Market in Old Bucharest, the artist
resorts to a synthetic means of expression.
Lines give birth to the motif inspired by
life in the suburbs of the capital city. The
elements of architecture dominate and
close the background, while the foreground
unfolds horizontally. The characters, lacking
individuality, give rhythm both to the shapes
and to the colours. The composition is
structured around the tree which brings
the ample levels together, breaks the equal
rhythm of horizontality and is loaded with
symbols. The enhanced contours and the
contrast of colours create a decorative
effect.

SABIN POPP

1898 Bucharest — 1928 Bucharest

When they speak of the “recovering of
tradition”, the art historians usually refer to
the creation of such artists as Francisc Sirato
and Theodorescu-Sion. But the same could
be said about Sabin Popp. The national,
folkloric tradition, identified as one of the
most important sources of inter-war art, is
doubled in his creation by medieval sources
assimilated and processed in a modern
vision.

He was only sixteen when he began
studying at the Academy of Fine Arts in
Bucharest. After the war, he took his voyage
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Sabin Popp,
Peisaj in Deltd (Bdrci la Vilcov) / Boats at Valcov
ulei pe carton/ oil on cardboard, 75 x 69 cm

gl iy
Sabin Popp,
larna la Brasov / Winter in Brasov
ulei pe carton / oil on cardboard, 72 x 83 cm
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Bucurestile continua dupa razboi, cu cdlatoria
»initiatica” din Italia. Dupa etapa anilor 1920-
21,n care utilizeaza clar-obscurul pentruacrea
o atmosfera de mister de nuantd romantics,
artistul acorda importanta dezvoltarii si
exploatarii valorilor decorative ale imaginii,
provenite din valorificarea artei vechi
romanesti. Acestia sunt anii in care expune
alaturi de Tonitza, Iser, Dimitrescu, Marius
Bunescu, cu a caror creatie se Tnrudeste prin
tendinta spre monumentalitate, accentuarea
volumelor mari si limpezirea imaginii prin
claritatea constructiei, precum si apelareala o
cromaticd inspiratd de arta populara.

Lucrdrile colectiei noastre dateaza din
etapa stilului considerat ,,matur” - pentru
artistul disparut la doar 32 de ani - cristalizat
la mijlocul deceniului al treilea.

in peisajul Bdrci la Valcov (datat: 1925)
Sabin Popp exploateaza valorile decorative ale
imaginii, acordand un rol important desenului,
liniei, delimitand formele cu siguranta in
contrast cu fundalul luminos, n cadrul unei
compozitii unitare. Detaliile superflue sau
accidentale sunt eludate n favoarea celor
esentiale, fundamentale. De dimensiuni
medii, lucrarea creeazad impresia unei opere
monumentale, In care aspectul decorativ este
accentuat de dublarea formelor (barcilor,
copacilor, casei) prin reflectarea apei.
Elementul acvatic este determinant Tn cadrul
compozitiei, iar o anume diluare a culorilor
creeaza senzatia de atmosferd incdrcata de
umiditate si cdldura. Gama cromaticd este
sobra, retinuta in tonuri delicate de verzuri si
brunuri, cu transparente incdrcate de lumind.
Motivul este reluat de mai multe ori de artist,
ntr-o serie de lucrdri aflate in diferite colectii,
la muzee din lasi, Bucuresti si Constanta.

Aceeasi concentrare sinteticd a elemente-
lor constitutive, cu tendinta accentuata spre
echilibru si simetrie, domind si peisajul larna la
Brasov, motiv abordat Tn mai multe ipostaze
de Sabin Popp. Intr-o tratare ce tinde spre
bidimensionalitate, linia orizontului dispare,
iar planurile devin registre suprapuse pe
verticald. Imaginea are astfel o densitate
egala pe toatd suprafata ce capdta aspect de
tesatura. Cromatica Tn alburi colorate trist si

of “initiation” to Italy. If in 1920-1921 he
resorted to the chiaroscuro in order to create
an atmosphere of mystery and romance, he
later turned to traditional Romanian art,
using and developing the decorative values
of the image. Those were the years when he
contributed to exhibitions alongside Tonitza,
Iser, Dimitrescu, Marius Bunescu. The
tendency for monumentality, the enhancing
of large volumes, the construction which
clears the image, the colours of folkloric
inspiration are all elements which prove that
his creation is related to that of his fellow
artists.

The paintings we have in our collection
belong to what we call the “mature” years
of creation of this artist who died at the
age of 32. In Boats at Valcov, (dated: 1925),
Sabin Popp exploits the decorative values of
the image and gives the drawing, the line,
an important part in defining the shapes in
contrast with the luminous background in
a closely knit composition. The superfluous
or accidental details are evaded in favour
of the essential ones. Although of medium
size, the painting gives the impression of
monumentality. The decorative aspect is
enhanced by the doubling of shapes (boats,
trees, the house) and by reflecting water.
Water is ever present in the composition and
a certain dilution of the colours creates the
impression of humidity and heat. The colours
are temperate, in delicate, transparent
shades of green and brown. The artist
approached the same motif several times
in paintings belonging to museums in lassy,
Bucharest and Constanta.

The same synthetic concentration
of elements meant to give balance and
symmetry, dominates Winter in Brasov, a
motif often approached by Sabin Popp.
In a bi-dimensional approach, the line of
the horizon disappears and the grounds
overlap vertically. Thus, the image has an
equal density and the surface acquires the
aspect of a fabric. Sad whites and greys are
filled even more with grief by the black tree
trunks which fragment the composition
vertically. The narrow streak of sky and the
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cenusiuri este indoliata de negrul trunchiurilor
care fragmenteaza compozitia pe verticald.
Fasia Tngusta de cer si compozitia inchisa
concentreaza atentia asupra centrului lucrdrii
n care predomind un sentimentul dureros de
insingurare.

Cuasapicturd,,ameditatiei sia simbolului”,
Sabin Popp s-a sincronizat cu tendinta de
esentializare ce caracteriza in acel moment
marea miscare artisticd europeand, dar a
stapanit si stiinta de a-si organiza impresiile in
structuri care sd exprime propria personalitate.

MARIUS BUNESCU
1881 Caracal — 1971 Bucuresti

Creatia lui Marius Bunescu se defineste prin
sobrietate si conciziune, prin echilibru si
armonie. Genul sau preferat este peisajul
n care descoperd, dincolo de efectele
efemere ale formelor si culorilor, siguranta
si stabilitate. Indiferent ca valorificd motive
ale naturii, ale satului sau ale orasului,
tablourile sale sunt stapanite de consistenta
formelor si un sentiment contemplativ
clar exprimat. Educatia artistica in atelierul
pictorului Dimitrie Harlescu din Constanta,
n atelierul particular al germanului Hermann
Groeber si la Academia Regald de Arte
Frumoase din Miinchen, este completata cu
calatoriile de studiu din Italia, Franta, Belgia,
Olanda, Germania etc. Stabilit in anul 1913 la
Constanta, Bunescu are revelatia peisajului
Dobrogei stralucind de lumina si culoare, pe
care 1l vede prin ochiul artistului familiarizat
cu limbajul impresionist.

Dramele familiale de la sfarsitul razboiului,
se regdsesc in creatia anilor ‘20 prin atmosfera
peisajelor de o poezie dezolantd, obtinuta
prin desenul constiincios, stilizarea cu
tendinta decorativa si, mai ales, prin matitatea
rece a culorii. Anul 1929 marcheaza inceputul
perioadei de maturitate creatoare, cand au loc
ldrgirea ariei tematice si rafinarea mijloacelor
de expresie.

Terasa Otetelesanu (cca. 1930), faimoasa
cafenea literara, a ramas legendard in istoria
Bucurestilor ca loc de intalnire al protipendadei

closed composition focus the attention of
the onlooker to the centre of the painting
dominated by a painful feeling of loneliness.
Painter of “meditation and symbols”,
Sabin Popp tuned in with the tendency
to essentialize which characterized the
European artistic movement, but he also
mastered the science of organizing his
impressions in structures which were an
expression of his own personality.

MARIUS BUNESCU
1881 Caracal - 1971 Bucharest

Marius Bunescu’s creationis austere, concise,
balanced and harmonious. Landscape was
his favourite genre and in it, beyond the
ephemeralness of shapes and colours, he
discovers safety and stability. Whether he
chooses his subject in nature, in the city or
in the rural area, his paintings are controlled
by a consistency of shapes and by a clearly
expressed feeling of contemplation. His
formation, in the studio of Dimitrie Harlescu
in Constanta, in that of the German artist
Hermann Groeber and at the Royal Academy
of Fine Arts in Munich, is completed by the
voyages he took to Italy, France, Belgium,
Holland and Germany. In 1913, when he
settled in Constanta, the sights of Dobrudja,
with their brightness and colours which
he looked at through the eyes of the artist
familiar with the language of Impressionism,
charmed him. The tragedies which befell his
family at the end of the war still appeared
in his creation in the 1920s. A very accurate
drawing the stylizing intended to be
decorative and the cold, dull colours create
an atmosphere of desolation. His mature
years begin in 1929, when he broadens
his thematic and his means of expression
become more refined.

The Otetelesanu Café (cca. 1930),
was the place where famous writers,
journalists, columnists, critics and actors
of the time met and launched equally
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artistice bucurestene, local frecventat de
gazetari, cronicari, oameni de litere si mai ales
actori ai Teatrului National, prilej de a savura
0 ceasca de cafea si poate un trabuc, dar mai
ales prilej de discutii inflacdrate. Bunescu
nu o infatiseazd Tnsa cu figurile ei mondene,
pitoresti, cu veselia si conversatia savuroasd,
ci cu tristetea presimtirii viitoarei demoldri
care a avut loc n anul 1930. Lucrarea este
tipica pentru aceasta etapa de creatie in care
artistul reda motivele fie in lumina rece a iernii,
fie in cea incertd a amurgului. Starea de liniste
melancolica este obtinuta si de cromatica
dominata de griuriintristate de violetul cenusiu,
astfel incat emotia pare prinsa in culoare.
Lucrarea a facut parte din expozitia personala
deschisd la Muzeul Simu in anul 1932.

Griurile colorate se regdsesc si n peisajul
care reprezintd un alt loc al istoriei vechi a
Bucurestilor: hanul din Serban Vodd (Hanul
Dracului, datat: 1945). Aici insd artistul
fnvioreaza intens lucrarea prin aldturarea
verzurilor calde si reci cu rosul sangeriu al
cladirii. Perspectiva montantd si profilarea
hanului pe fundalul in nuante de albastru
al cerului, ca si contrastele asigurate de
alaturarea complementarelor fixeaza centrul
de interes al compozitiei. Acelasi rol il joacd in
ansamblul general, jalonarea clddirii principale
cu sirurile de arbori realizate in verzuri intense.
Recunoastem si in aceasta lucrare preferinta
lui Bunescu pentru staticul artei clasice, iar in
cromatica, pentru gama rece, sobra in care
albastrul ocupa un loc central.

STEFAN POPESCU

1872 Fintesti, Buzau - 1947 Bucuresti

Stefan Popescuincepe sd picteze caautodidact
siva ajunge sd faca parte din elita lumii artistice
romanesti si europene: fondator al Tinerimii
Artistice, membru al grupdrii miincheneze
Sezession si Kiinstlergenossenschaft, membru
asociat al Salonului Scolii Nationale de Arte
Frumoase din Paris, etc. Succesul de care se
bucurd se regdseste in faptul ca este unul
dintre putinii artisti romani ale caror lucrdri au
fost achizitionate de muzee din straindtate.

famous artistic and literary debates while
enjoying their coffee and cigars. However,
Bunescu did not immortalize the mundane,
picturesque characters, the joyous, sparkling
conversation; there is sadness in his painting,
the premonition of the future demolition of
the café, which occurred in 1930. The work
is typical of this stage of his creation when
his motifs are depicted eitherin a cold winter
light, or in the undefined light of dusk.
The state of melancholy is induced by the
sad shades of grey and by a greyish violet
which seems to have captured emotion.
The painting was exhibited in 1932 in the
personal exhibition housed by the Simu
Museum.

Coloured greys are also present in
another painting which immortalizes yet
another historical site in Bucharest: the
Serban Voda Inn (The Devil’s Inn, dated:
1945). But here, the artist revigorates the
composition with warm and cold greens,
and with the blood-red of the building. The
rising perspective, the inn placed against the
background of the blue sky, as well as the
contrasts created by the complementaries
mark the focal point of the composition.
The rows of trees on either side of the main
building, in intense hues of green, play the
same part in the whole of the ensemble. We
see here Bunescu’s bias for the static of the
classical art and for the cold, austere colours,
especially for blue.

STEFAN POPESCU

1872 Fintesti, Buzau — 1947 Bucharest

Stefan Popescu began as a self-taught
painter only to become part of the elite of
Romanian and European painting. He was
one of the founders of the Artistic Youth, he
was an active member of the Sezession and
Kinstlergenossenschaft group in Munich
and a member of the Salon of the School
of Fine Arts in Paris. He was so successful
because he was one of the few Romanian
artists whose creations were purchased by
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Marius Bunescu,

Hanul Dracului/ The Devil’s Inn
ulei pe panzad / oil on canvas,
47 x 56 cm

Stefan Popescu,
Case in soare / Houses in the Sun
ulei pe panzd / oil on canvas, 50 x 65 cm
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Astfel, Tn 1919, directorul muzeului din Vitré fi
cumpara un tablou, iar la Bienala de la Venetia
din 1924 guvernul francez ii achizitioneazad un
Peisaj pe malul Dundrii, si guvernul italian o
Naturd moartd cu flori.

Se decide sa urmeze studii academice de
picturd in 1893, cand pleaca la Miinchen, apoi
la Paris, in anul 1900, unde invata si lucreazd in
proximitatea artistilor de la Société Nationale
des Artistes Frangais, apropiindu-se mai ales
de L. Simon, Ch. Cottet si E. Carriére. Artistul
nu e atras de motivele urbane, preferand sa
se aldture pictorilor care lucrau in Bretania, cu
farmecul ei aparte, cu locurile stranii care au
facut-o atat de cunoscuta, dovedindu-se astfel
o adevarata ispita geografica pentru pictorii
care se aflau in cautarea surselor originare ale
arteiinlocurinealteratedecivilizatiaindustriala.
Astfel din 1901 el lucreaza la Ploumanach, cu
Petrascu, si la Paimpol, deschizandu-si prima
expozitie personala la Bucuresti in noiembrie
1901. A devenit apoi o prezenta obisnuita in
expozitiile din tard (personale si participari la
cele ale ,, Tinerimii artistice””), precum siin cele
de la Paris, Berlin, Miinchen, Venetia, Berna,
Stocholm, Barcelona.

Perpetuu provocat de tentatia altor
geografii (Franta, Elvetia, Italia, Grecia, Turcia,
Maroc, Algeria), St. Popescu stie sa descopere
in peisajul strain mister si frumusete, frust si
insolit, sub o aura de un anume romantism.
in peisajul Case in soare, recunoastem linia
decorativda a Artei 1900, dar si de cea a
stampelor orientale si tehnica de factura
impresionista cu preocuparea pentru lumind
si efectele acesteia. Remarcdm aici insistenta
artistului asupra detaliului pitoresc si asupra
elementului decorativ exterior, in vreme ce
recursul la o abordare de tip emotional este
dominat de o monumentalitate clasicizanta.
Redata n alburi colorate, cladirea, personajul
principal al acestei lucrari, este plasata central.
Ea constituie nucleul unor elemente care o
»strajuiesc” concentric: zidul si componentele
naturale. Straturile de flori din primul plan,
copacii cu danteldria de crengi au rol decorativ
si Tmpreuna cu lumina blanda ce o invaluie,
construiesc un spatiu de mare intimitate, un
loc al unei vieti molcome si fericite.

many famous European museums. In 1919,
the director of the Museum of Vitré bought
one of his paintings, and in 1924, at the
Biennale in Venice, the French Government
bought Landscape on the Banks of the Danube,
while the Italian Government bought Still-life
with Flowers. It was in 1893 that he decided
to study painting and he went first to Munich
and then, in 1900, to Paris where he studied
and worked with artists from the Société
Nationale des Artistes Francais, especially with
L. Simon, Ch. Cottet and E. Carriére. He was not
attracted by Parisian motifs. Instead, he joined
the painters who worked in Brittany attracted
by the charm of this unique province, a true
geographic temptation for artists in search of
the origins of art in places which had not been
altered by industrialization. He was attracted
by the strange, arid, often foggy landscape,
by the massive architecture, by the unleashed
force of the billows. In 1901 he worked in
Ploumanach, with Petrascu, then in Paimpol
and, in November, he opened his first personal
exhibition in Bucharest. He contributed to
numerous exhibitions in Romania as well as in
Paris, Berlin, Munich, Venice, Bern, Stockholm,
Barcelona.

Passionate traveller, always challenged
by new sights (France, Switzerland, Italy,
Greece, Turkey, Marocco, Algiers) Popescu
knew how and where to find mystery,
beauty, singularity and a certain romanticism.
In Houses in the Sun, we recognize the
decorativeness of Art 1900, of the Oriental
engravings, but also the Impressionists’
preoccupation for light and for its effects. The
artist lingers over the picturesque details, on
the elements of decoration of the exterior,
while the emotional approach is dominated by
monumentality. Painted in coloured whites,
the building, the main “character” of the
composition is placed in the middle. It is the
nucleus of elements which appear to stand
guard: the wall and natural components.
The rows of flowers in the foreground, the
trees, the lace of twigs play a decorative role
and, together with the gentle light which
envelopes them, create a space of intimacy,
the space of a tranquil and happy life.
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JEAN AL. STERIADI

1880 Bucuresti — 1956 Bucuresti

Personalitate complexa si controversata
a epocii, Jean Al. Steriadi a dovedit prin
activitatea siopera sa tentatia experimentdrilor,
pertinenta Tn  abordarea  problematicii
rolului imaginii si operei de arta, precum si
profunzimea in rezolvarea problemelor de
limbaj grafic si pictural. Steriadi a inceput
explorarea domeniului artei la Scoala de Arte
Frumoase din Bucuresti (1897-1901), apoi
si-a continuat studiile la Academia de Arte din
Minchen (1901-1903) si la Paris la Academia
Julian, frecventand si studioul Iui Lucien
Simon. Rolul important pe care l-a jucat in viata
cultural-artisticd a Bucurestiului interbelic -
presedinte al Societatii Tinerimea Artisticd,
director al Muzeului Kalinderu, profesor
de picturd, desen, grafica la Scoala de Arte
Frumoase si membru al Academiei —, i-a adus
in preajmd numeroase personalitdti pe care,
cu acuta putere de introspectie si capacitate
de a sintetiza trasaturile definitorii in portret,
le-a imortalizat in numeroase lucrari. Printre cei
portretizati s-au aflat lon Minulescu, N. Tonitza,
Al. Macedonski, Al. Vlahuta, St. Luchian, Th.
Pallady, Gheorghe Bratianu, George Oprescu,
K. Zambaccian s.a.

Limbajul impresionist se instaleazd n
panzele sale la inceputul deceniului patru,
perioadad in care critica de arta il aseaza alaturi
de Monet si Sisley, si de colegii de generatie
Ddrdscu si Mitzner. Stiind sa trdiascd natura
»cu dragoste si cu inteligentd” — cum se
exprima losif Iser — Steriadi fsi alege motive
din locuri aflate sub dominanta solarg,
explorand mereu valentele luminii. Pe litoralul
Mdrii Negre, el da frau liber cautdrii celor
mai potrivite modalitati de surprindere a
jocului luminii pe formele naturii — a felului
n care aceasta ,,aprinde” pamantul sau
da strdlucire metalica apei, a luminii care
limpezeste atmosfera deschizand orizonturi
indepdrtate, ca in Peisajul cu salupd si case si
Coastd de mare cu bdrci. Tn Dobrogea artistul
are prilejul sa-si demonstreze vocatia de
portretist prin redarea diversitdtii de tipuri
pitoresti intalnite. Portretul hamalului Osman

JEAN AL. STERIADI
1880 Bucharest — 1956 Bucharest

Complex and controversial personality
of his time, Jean Al Steriadi displayed
temptation for experimenting, pertinence
in approaching the issue of the importance
of the image and of the work of art as well
as profoundness in dealing with problems
of graphic and artistic language. He started
exploring the world of art at the School of
Fine Arts in Bucharest (1897-1901), then
he studied in Munich, at the Academy of
Arts (1901-1903) and in Paris, at the Julian
Academy and in the studio of Lucien Simon.
He played a major part in the artistic life of
inter-war Bucharest - he was president of
the “Artistic Group”, he was the director
of the Kalinderu Museum, he taught at the
School of Fine Arts and he became a member
of the Academy. Steriadi moved in the circle
of the major personalities of the time and he
immortalized them in portraits which show
his talent for introspection and ability to
synthesize the major features of each model.
Among those who were his models were lon
Minulescu, N. Tonitza, Al. Macedonski, Al.
Vlahutd, $t. Luchian, Th. Pallady, Gheorghe
Bratianu, George Oprescu, K. Zambaccian.

At the beginning of the fourth decade, he
adopted the language of Impressionism and
the critics placed him near the French painters
Monet and Sisley and near his Romanian
fellow artists, Darascu and Mitzner. He lived
nature with “love and intelligence” (in the
words of losif Iser) and so he knew how to
choose his motifs in places dominated by sun,
always exploring light and the way it dissolves
shapes in the shimmering heat of a summer’s
day. On the Black Sea Coast he sought for the
best ways to capture the way light plays, the
way in which it appears to set the ground on
fire, in which it gives water a metallic gleam,
in which the heat melts shapes or, in which it
clears the atmosphere opening far horizons
where everything is clearly shaped in line and
colour. Landscape with Boat and Houses, and
Boats on the Shore stand proof for his optimist
and invigorating attitude.
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Jean Al. Steriadi,
Peisaj cu salupe si case / Landscape with Boat and Houses
ulei pe carton / oil on cardboard, 48,5 x 60,5 cm

Jean Al Steriadi,
Coastd de mare cu bdrci/ Boats on the Shore
ulei pe panzd / oil on canvas, 43 x 53,2 cm

Jean Al Steriadi,
Portretul lui Osman / Portrait of Osman, the Porter
ulei pe panza / oil on canvas, 99 x 69 cm
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emand un anume sentimentalism chiar prin
selectia modelului, un personaj de la marginea
societatii, a carui prezentd, fireasca in peisajul
uman al porturilor, induce si o nota anecdotica.
Apeland cu nonsalanta la categoria esteticd a
»uratului”, Steriadi fereste acest gen de lucrari
de pericolul sentimentalismului ieftin. Turcul
Osman era iubit de toti pictorii Balcicului pentru
intelepciunea lui, dar i-a pozat doar Iui Steriadi,
artistul de care se simtea mai apropiat.

NICOLAE DARASCU
1883 Giurgiu — 1959 Bucuresti

Peisagist prin vocatie si formare, Nicolae
Ddrdscu se alatura artistilor a caror existenta se
desfasoara in ritmul calatoriilor: Franta, Italia
in primul rand, dar si Anglia si Spania, carora li
se adauga cateva locuri de mare inspiratie din
tara: capitala, mosia cunoscutului colectionar
Alexandru Bogdan-Pitesti de la Vlaici, Balcicul,
Mangalia, Tulcea. Dupd anii petrecuti la Scoala
Nationala de Arte Frumoase din Bucuresti
(1902-1906) si acomodarea cu viata artistica
a capitalei unde aveau loc expozitiile Luchian,
Petrascu si Grigorescu, Dardscu pleaca cu o
bursala Paris (1906), unde studiazala Academia
Julian si la Academia Artelor Frumoase. in anul
1908 caldtoreste in sudul Frantei, la Toulon
si St. Tropez, unde se stabilise si Paul Signac,
a cdrui influentd se recunoaste imediat in
panzele pictorului roman lucrate cu tuse
divizate. Citeste cu nesat cartea lui Signac De
la Delacroix la neo-impresionism, apoi studiaza
in profunzime legile optice care determina
raporturile dintre culori, prin lectura textelor
lui Chevreul si d’Helmholz, astfel incat lucrarile
primei sale expoziti din 1913 dovedesc
stapanirea tehnicii tuselor fragmentate.
Calatoria la Venetia din anul 1909
marcheaza decisiv aspectul creatiei sale.
Lumina si culorile Venetiei, pldcerea de a
surprinde mobilitatea colorata a marii, bucuria
solard in fata peisajului il impun ca cel mai
fervent pictor roman al fascinantului oras
italian. Cu tablouri ca Marind - Venetia, Venetia,
Santa Maria della Salute Venetia, Canal-Grande,
Ddrascu aduce in arta romaneasca o viziune cu

In Dobrudja, where he finds a diversity
of physiognomies, the artist has the
opportunity to show his vocation for
portraiture. For Portrait of Osman, the Porter
he chooses his model from the lowest walk
of life. There is a touch of sentimentality, but
something anecdotal as well. Nonchalantly,
he resorts to the aesthetic “of the ugly” thus
avoiding cheap sentimentalism.

NICOLAE DARASCU
1883 Giurgiu — 1959 Bucharest

Landscapist by nature and by formation,
Nicolae Darascu joins the artists whose lives
unfold in the rhythm of the voyages they
take. He travelled to France and Italy, but also
to England and Spain and had a few favourite
and inspiring destinations in Romania:
Bucharest, Vlaici(the estate of the famous art
collector Alexandru Bogdan-Pitesti), Balcic,
Mangalia, Tulcea. He spent four years at the
Academy of Fine Arts in Bucharest (1902-
1904) and then he familiarized himself with
the artistic life of the capital, where Luchian,
Petrascu and Grigorescu often displayed
their creations. In 1906 a grant he received
allowed him to go to Paris and study at the
Julian Academy and at the Academy of Fine
Arts. In 1908 he travelled to Toulon and St.
Tropez, where Paul Signac had settled. The
influence of Signac is evident in the divided
strokes which the Romanian artist will resort
to in his paintings. He reads Signac’s book
From Delacroix to Neo-impressionism, and
then dedicates his time reading the texts
written by Chevreul and d’Helmholz on the
laws of optics which govern the relationship
between colours. His first exhibition, in 1913,
proves him a master of the technique of
fragmented strokes.

The 1909 trip to Venice definitely
established the aspect of his creation. The
light and the colours of Venice, the pleasure
of capturing the movement of the sea, the
solar joy of the landscape, make him one of
the most fervent Romanian artists to paint

SALA 6 PICTORII INTERBELICI
ROOM 6 THE INTER-WAR PAINTING

167



Nicolae Darascu,
Venetia / Venice
ulei pe panza / oil on canvas, 61 x 50 cm

Nicolae Dardscu, Nicolae Darascu,
Valcovul / Landscape at Vélcov Marind-Venetia / Venice, Santa Maria della Salute
ulei pe panza / oil on canvas, 65 x 54,2 cm ulei pe panzad / oil on canvas, 49,5 x 60,2 cm
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totul aparte, scildatd in luming si culoare. In
scopul exacerbarii exprimarii plastice, artistul
reduce paleta la culorile principale si utilizeaza
amestecul optic in tonuri pure ,tusd langa
tusa”, suprapunand tuse de diverse marimi. In
acea lume de fluiditati si sclipiri, Darascu stie
sd gaseascd si sd pastreze coerenta formei,
exprimata uneori in contururi aspre si adancite
sau in compozitii cu adevarat constructive. In
anii 1927-1928 organizeaza o serie de expozitii
personale, intitulate Venetia.

Celdlalt subiect definitoriu este Balcicul.
In Vedere panoramicd a Balcicului se remarcd
preocupdrile  pentru ecleraj si vibratia
atmosferei. Aceasta nu a insemnat o cadere
in rigiditatea preceptelor impresionismului,
ci doar un castig al picturii, in luminozitate
si transparentd, fdra renuntarea la forma,
constructia pastrandu-si soliditatea.

VASILE POPESCU

1894 Bucuresti — 1944 Bucuresti

Participarea la expozitia Grupului Plastic
alaturi de H. Maxy, C. Mihdilescu si Marcel
lancu, Tn anul 1934, madrturiseste tentatia
lui Vasile Popescu de a se situa pe teritoriul
experimentelor  avangardei.  Pregnant
fnnoitoare, pictura sa reprezintd o varianta
personald, strdlucitoare si exuberanta, de
receptare si integrare in imagine a inovatiilor
modernitdtii occidentale.

Fiind in mare masura autodidact, de mare
importanta in formarea sa o au perioadele
n care lucreazd in preajma unor artisti ca
Tonitza, Steriadi, L. Grigorescu sau Sirato
alaturi de care picteaza la Balcic. Peisajul
natural si contextul uman al Dobrogei care-|
ajuta sa descopere pldcerea constructiei
picturale si bucuria culorii va ramane o
constanta In tematica operelor sale.

Subiectele lucrdrilor lui Vasile Popescu
se situeazd, de cele mai multe ori, in sfera
citadinului, genurile preferate fiind peisajul
- abordat nsa si ca peisaj natural —, natura
moartd si, mai rar, scenele orientale. Peisaj
cu pod rupt pe lalomita si Stanjenul de
lemne sunt dovezi ale distantdrii pictorului

this maghnificent Italian city. Marindg - Venetia,
Venetia, Santa Maria della Salute Venetia, Canal-
Grande, bring a new, unique vision flooded by
light and colour, to Romanian art. The artist
is not interested in the picturesque sights,
but in the evocative capacity of the colours.
He reduces his palette and uses pure hues
in  “brush-to-brush” strokes, superposing
touches of different lengths in order to
enhance the artistic expression. In this world
of fluidity and lustre, Dardscu knows how to
find and keep the coherence of shape.

The other theme which defines the
artist’s creation is Balcic. In Panoramic View
of Balcic, he is absorbed by the eclairage, by
the changes that a certain light bring about in
nature. He did not fall under the rigid laws of
the Impressionism, he gained in luminosity and
transparency without abandoning the shape.

VASILE POPESCU
1894 Bucharest — 1944 Bucharest

The paintings he contributed to the 1934
exhibition of the Artistic Group, where
artists like H. Maxy, C. Mihdilescu and Marcel
lancu also exhibited, show Vasile Popescu’s
temptation to adopt the experiments of
the Avant-garde. Profoundly innovating, his
creationis a personal, brilliant and exuberant
manner of receiving and integrating the
novelties of Western modernity without
actually subscribing to any form of
modernism. All these characteristics can
be found in the rather numerous paintings
belonging to the Brukenthal collection.

He does not complete his studies,
but working alongside artists like Tonitza,
Steriadi, L. Grigorescu or Sirato contributed
to his formation. Landscapes and faces he
discovered in Dobrudja helped him discover
the pleasure to picture, the delight of colours
and were a permanence of his creation.

In his creation, Vasile Popescu favours
cityscapes, still-lifes and, occasionally,
Oriental scenes. Broken Bridge on lalomita
River and The Wood Fathom show that
the artist distances himself from the
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de figurativ si atentiei cu care selecteaza si
rezumd elementele peisajului natural, astfel
Tncat motivul real ramane doar pretextul
unor constructii si exuberante cromatice.
Tn cele doud compoziti se accentueazi
expresivitatea formelor, a cdror vigoare este
sustinuta si de lumina. Asociatiile cromatice
contrastante sunt surprinzatoare - verde
acid, albastru intens, alb strdlucitor, galben
luminos - antagonice chiar cu atmosfera
paseistd a motivului.

Selectand obiectele ce vor alcatui
compozitile de naturi moarte, Vasile
Popescu se situeaza alaturi de Pallady si
Lucian Grigorescu, grupului restrans de
artisti, ce prefera in acest gen obiecte din
universul vietii citadine, care s-ar putea defini
prin atributele: sofisticat, rafinat, exotic.
Vas cu pdsdri si Naturd moartd cu serviciu de
ceai evidentiaza gustul pentru compozitia
eleganta si o viziune de ansamblu, de o
spontaneitate aparentd. Linia, folosita cu
rolul ei decorativ, contureazd cu gratie
meandrele si arabescurile formelor, in vreme
ce culoarea luminoasd are o anume fluiditate
si usoara transparenta. Artistul nu-si retine
tendinta spre decorativ, spre ornament,
spre grafism, care este pusa in legatura cu
influenta exercitatd asupra sa de pictura
francezad, in spetd cea a lui Raoul Dufy, Henri
Matisse si Marquet. In Naturd moartd cu
serviciu de ceai perspectiva este plonjanta,
pictorul utilizand si efectul vizual al deformarii
obiectelor. Planul masutei rotunde este
nclinat Tnspre privitor creand o impresie de
instabilitate. Echilibrul precar poate fi, nu
doar un efect cautat, cisi o aluzie la existenta
efemerd subliniata si de prezenta ceasului.
Tncercarea omului de a invinge timpul si
inutilitatea demersului sau pare a fi mesajul
Vasului cu pdsdri (datat: 1942). Compozitia
are o tendintd ascensionala in mod straniu
anihilata de penajul arcuit al porumbeilor,
contrazisd, la randul ei de oblicele din pozitia
pasarilor care induc ideea de zbor.

figurative and pays careful attention to
selecting and summing up the elements
of nature so that the actual motif is but an
excuse for constructions and chromatic
exuberances. The two compositions
underline concentration, expressiveness,
clarity and the scanning of shapes whose
vigour is supported by light. Contrasting and
astonishing chromatic associations - acid
green, deep blue, bright white, luminous
yellow — antagonize the very atmosphere of
the motif.

Selecting the objects he would include
in his still-lifes, Vasile Popescu, like Pallady
and Lucian Grigorescu, is part of a small
group of artists who favour urban props
with such attributes as sophistication,
style, exotism. China with Birds and Still-
life with tea set show his taste for elegant
compositions and a spontaneous general
view. The line gracefully contours the
meanders and the arabesques of shapes,
while the luminous colour has a certain
fluidity and transparency. The artist does
not hold back on his partiality to decoration,
ornaments, graphism, which can be traced
back to the influence of such French painters
as Raoul Dufy, Henri Matisse and Marquet.
In Still-life with tea set, the perspective is
descending and the artist uses the visual
effect of deforming objects. The round table
is leaning slightly giving an impression of
instability. The precarious balance may be
not just intentional, it may be a hint to the
ephemerality of existence, also enhanced
by the clock. The objects are carefully
drawn, and the decoration on the China set
and the black/white contrast complete the
general decorativism without assimilating
the atmosphere of intimacy. Man’s attempt
to defeat time and the uselessness of such
an action are the message of China with Birds
(dated: 1942). The arched plumage of the
pigeons is contradicted by the position of
the birds about to fly. We are, again, in the
presence of metaphors of aspirations, hope,
time (perennial/versus ephemeral).
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Vasile Popescu,
Naturd moartd cu serviciu de ceai/ Still-life with Tea Set
ulei/placaj, 51 x 70 cm

Vasile Popescu,
Vas cu pdsdri / China with Birds
ulei pe carton / oil on cardboard, 61 x 50 cm

Vasile Popescu,
Stanjenul de lemne / The Wood Fathom
ulei pe carton / oil on cardboard, 50 x 61 cm
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NOI DIRECTII ALE PICTURII ROMANE§TI
LA MIJLOCUL SECOLULUI AL XX-LEA

ucrdri reprezentative din creatia lui Corneliv Baba, Al. Ciucurency,

Lucian Grigorescu, Dumitru Ghiatd, Eustatiu Stoenescu, R. Schweitzer-

Cumpdna si lon Tuculescu incheie strdlucitor traseul expozitiei de
artd roméneascd. Acestia sunt continuatori ai directiilor deja afirmate n
perioada interbelicd, dar continuatori rebeli, personalitati puternice cu
profiluri artistice usor de identificat in contextul artei romdanesti. Pictura
acestei etape se caracterizeazd printr-o mare diversitate atat din punct
de vedere tematic, cat si al disponibilitatii pentru experimentdri ale
limbajului plastic.

Existenta sectiei de artd contemporand, intr-o cladire separatd care
beneficiazd de un generos spativ in care se va amenaja o expozitie
permanentd de artd romdneascd contemporand, face ca demersul
expozitional al Galeriei de Artd Romdneascd sa se incheie cu lucrdrile
pictorilor considerati fondatorii directiilor principale din pictura roméneasca
contemporand.



NEW DIRECTIONS IN ROMANIAN PAINTING -
MIDDLE OF THE 20TH CENTURY

Grigorescu, Dumitru Ghiatd, Eustativ Stoenescu, R. Schweitzer-

Cumpdna and lon Tuculescu brightly end the itinerary of the Romanian
Art Gallery. They are followers of the direction already established in
Romanian art, but they are also rebellious, strong personalities which make
them easily recognizable in the context of Romanian art. Thematic diversity
and enthusiasm for experiments and innovation of the plastic language
characterize this stage in the evolution of Romanian painting.

This room comprising works by the painters considered the founders of
the main direction of contemporary art in Romania closes the Romanian Art
Gallery as the more recent creations are going to be shown in the building
that houses the department of Romanian Contemporary Art Gallery which
will organize in its ample rooms a permanent exhibition.

Represenfoﬁve works by Corneliuv Baba, Al. Ciucurencu, Lucian



LUCIAN GRIGORESCU
1894 Medgidia — 1965 Bucuresti

Relatia pe care Lucian Grigorescu o stabileste
cu natura, modul de perceptie si sentimentul
peisagistic il plaseazd in continuarea tipului
de sensibilitate al ilustrului sdu fnaintas,
Nicolae Grigorescu, intr-un echilibru bine
stapanit intre traditie si modernitate.

La o primd privire, creatia sa poate fi
plasatd sub semnul impresionismului fie n
sensul continutului, fie doar ca modalitate
tehnica. La o analiza mai atentda ea dezvaluie
aspecte ce pot fi incadrate expresionismului
abstract, parand chiar anarhica prin libertatea
imprevizibila a tusei, atragand dificultati
de incadrare stilisticd, ceea ce a generat
termenul permisiv. de post-impresionism.
Maniera moderat impresionista de a
surprinde pe panza vibratiile atmosferice si
felul in care lumina defineste formele, s-a
conturat Tn timpul perioadelor petrecute
la Balcic. Studiile la Roma, apoi la Paris,
pozitionarea fatd de problematica artistica
cea mai actuald, aduce o pictura a valorilor
mai acuzat plastice si aderarea la ,,noul cult
international al formei”, apoi din 1925 pana
prin 1930-32, artistul descoperd fascinatia
peisajului nsorit din sudul Frantei (la Cassis-
sur-Mer), unde pictasera cu putin timp in urma
Matisse, Derain, Picasso, Othon Friesz si multi
altii. Aceastd perioada numitd de criticii sai
»eonstructiva” sau ,,cézanniand” se defineste
prin principii plastice deliberat rationale,
prin compozitia solid articulatd a formelor,
consistenta volumelor si claritate cromatica.
Dupa 1930, stilul lui Grigorescu se limpezeste
si se maturizeaza Tn sensul intoarcerii la un
Hlirism pictural”, la problematica culorii si
picturalitatii, aspirand Tnspre o sinteza ideala
ntre culoare, luming si forma.

Peisajele sale amintesc de post-
impresionismul lui Pierre Bonnard, in care
trdirea naturii si a luminii se plaseaza sub
semnul echilibrului si seninatatii. L. Grigorescu
reprezintd realitatea sub forma unei trdiri
subiective, Intr-un joc de lumini, o densitate
coloristica speciala sau n adevarate explozii
cromatice, care i-au adus calificativele de

LUCIAN GRIGORESCU
1894 Medgidia — 1965 Bucharest

In a well balanced equilibrium between
tradition and modernity, Lucian Grigorescu
proves a follower of Nicolae Grigorescu’s
art, due to his personal perception of the
landscape mood and the manner in which he
approaches nature.

A superficial study could place his work
within the borders of Impressionism, either
as content or as technique. A deeper analysis
discovers features that belong to abstract
expressionism. There is that unpredictable
freedom of the brush that makes a stylistic
labelling difficult, and so the permissive term
of post-impressionism has been chosen to
characterize his work. The impressionist
manner in capturing the atmospheric
vibrations and the way it defines forms was
characteristic for the periods spent in Balcic.
His studies in Rome, then in Paris determined
a new attitude towards the artistic issues of
the time generating a painting in which the
plastic values are stronger and his adherence
to the “new cult for form” can be identified.
From 1925 to 1930-32 the artist discovers
the fascination of the sunny landscape
of southern France (at Cassis sur Mere),
where Matisse, Derain, Picasso, Othon
Friesz and many others used to paint some
years before. This stage called by his critics
‘constructivist’ or ‘cézanniane” is defined by
rational plastic principles, by solid forms and
compositions, firm volumes and chromatic
clarity. Lucian Grigorescu’s style becomes
clearer and more mature after 1930. The
artist revaluates a ‘pictorial lyricism’, the joy
for colour and the urge for an ideal synthesis
of colour, light and form.

His landscapes remind of Pierre
Bonnard’s  post-impressionism  whose
way of approaching nature and light is
placed under the sign of serenity and
equilibrium. L. Grigorescu depicts reality as a
subjective mood, in a play of light, a special
colouristic density or chromatic explosions
that generated the title of ‘exclusive’,
‘incorrigible’ painter or ‘the painter’. The
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Lucian Grigorescu,
Peisaj cu case / Landscape with Houses
ulei pe panza / oil on canvas, 80,2 x 100 cm

Lucian Grigorescu,
Naturd statica/ Still-life
ulei pe panza / oil on canvas, 49 x 60 cm

Lucian Grigorescu,
Peisaj din lasi / View of lasi
ulei pe carton / oil on cardboard, 44 x 52 cm

Lucian Grigorescu,
Vechi cartier din Bucuresti/ Old District in Bucharest
ulei pe panza / oil on canvas, 59 x 80 cm

SALA 7 NOI DIRECTII ALE PICTURII RUMKNE$TI LA MIJLOCUL SECOLULUI AL XX-LEA
ROOM 7 NEW DIRECTIONS IN ROMANIAN PAINTING - MIDDLE OF THE 20TH CENTURY




pictor ,,exclusiv”’, ,,incorigibil” sau ,,pictorul
cel mai pictor”. Pasta opulentd, asezata pe
panza in nuantdri modulate de un rafinament
extrem, naste peisaje n egala mdsura diafane
si senzuale. Vechi cartier din Bucuresti, Peisaj
din lasi, Peisaj din Piata Unirii, Peisaj cu case,
lucrari din perioada de maturitate, prilejuiesc
ntadlnirea cu muzicalitatea elevata si exploziva
a artei lui Lucian Grigorescu. Efemerul si
permanenta se intdlnesc in aceste panze
n care, intr-o viziune sintetica, culoarea se
construieste pe sine, asigurand arhitectura
interioard a tabloului. Tn Vechi cartier din
Bucuresti, primul plan este amplu, aproape vid,
marcat doar de cateva verticale fragile trasate
n centrul compozitiei care reduc impresia de
spatiu gol si fac trecerea spre planul secund.
Sirul de case aliniate ocupa intreg planul
median, Tnghesuindu-se, in forme a cdror
consistenta si ritmicitate se revendica din
mostenirea cézanniang, profilandu-se aproape
uniform pe suprafata cerului. Prim planul este
aproape la fel de amplu si in Peisajul din lasi,
dar aici trecerea spre cel secund se face pe o
suprafata curbatd, ce inchide mult composzitia,
creand un spatiu intim. Orizontul se inchide
apoi cu sirul de case dublat de arborii inalti ale
caror coroane obtureaza fundalul imaginii. O
panza de aer fierbinte pare sa topeasca toate
formele, fluidizandu-le, facandu-le sa alunece
una in cealalta, dar cromatica ramane sa
sustina senzatia de prospetime si vitalitate.
Natura moartd cu mere are aspectul unei
tapiserii cu fir de aur in culori care pulseaza
de energie. Stralucirea si vibratia pastei, a
luminii incorporate si a culorilor nu clarificg, di,
dimpotriva, ncarcd imaginea de voluptate si
mister. Dinamismul imaginii este obtinut prin
aldturarea planurilor asezate angular unul fata
de celalalt si prin perspectiva usor plonjanta.
Cele trei suprafete orizontale (cele doua mese
si scaunul) pozitionate la inaltimi si adancimi
diferite se individualizeaza si la nivel cromatic.
Verva cromatica obtinutd mai ales la intalnirea
dintre rosul vermillon cu verdele smarald,
potentate de albul mesei din ultimul plan, este
rezultatul simfonizarii culorilor si trdirii actului
creatiei picturale cu fervoare siincantare.

diaphanous but also sensual landscapes
are painted with opulent colour, laid on the
canvas in modulate nuances of extreme
refinement. Old District in Bucharest, View of
lassy, Houses in Unirii Square and Landscape
with Houses are paintings from the mature
period that reveal the sophisticated and
explosive musicality of Lucian Grigorescu’s
art. Ephemeralness and permanence meet
in these canvases where colour builds itself
in a synthetic vision providing the inner
architecture of the painting. In Old District in
Bucharest, the foreground is large and void,
slightly marked by some fragile verticals
in the centre of the composition which
diminish the emptiness and support the
passing towards the background. The row
of houses dominates the median line of the
composition.

The same width of the foreground
characterises the View of lassy, but a
curved surface takes the viewer’s eye to
the background intimately closing the
composition. A row of houses doubled with
tall large crown trees close the horizon and
the background. A hot screen seems to melt
the forms that fluidly glide and fuse, allowing
the colours alone to support the freshness
and vitality of the image.

Still life with Apples seems to be atapestry
woveninthread of gold and colours pulsating
energy. Shapes and volumes melt in the haze
of colour. The bright paint throbs while the
light and the colours blend together to add
to the mystery and to the voluptuousness
of the image. The angular placement of
surfaces and the plunging perspective
bestow dynamic on the image. The three
horizontal surfaces (of the two tables and
the chair) positioned at different heights and
depths are also chromatically individualized.
The vitality of the colours at the touch of
vermillion and emerald enhanced by the
white of the table in the background is not
violent but symphonically melodious, result
of the ardent and enchanted act of creation.
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HENRI H. CATARGI

1894 Bucuresti — 1976 Bucuresti

Henri Catargi a studiat dreptul la Paris,
fiind licentiat la Sorbona, urmand in acelasi
timp cursurile Academiilor Julian si Ranson,
unde a luat lectii de picturd de la artistii
grupului nabistilor: Maurice Denis, Pierre
Bonnard, Edouard Vuillard, Paul Serusier,
Felix Vallotton si Roger Bissie si lucrand in
atelierele conduse de André Lhote si Marcel
Gromaire.

Dupa stagiul parizian, Catargi revine Tn
tara si invatd la Academia Libera de pictura
din Bucuresti, cu profesorii Gheorghe
Petrascu si Jean Alexandru Steriadi.
Deschizandu-si prima sa expozitie personala
la Paris Tn 1922, el calatoreste mult in Italia,
in Grecia, Spania, Portugalia (1935-1936)
si la Balcic. A facut parte dintre fondatorii
grupului Criterion si ai Grupului Plastic 1934
(1932-1934), fiind o prezenta consecventa
la manifestdrile lor expozitionale. Dupa
1947, artistul pare sd faca o concesie noii
comenzi sociale, prin abordarea unor
subiecte inspirate din ,,noua realitate”, cu
seria de peisaje industriale si a portretelor
de muncitori, compromisul fiind nsa doar la
nivelul aparentei, al tematicii.

in peisajul Se lasd seara la Vdratic,
descoperim atentia pentru aspectele de
constructie si culoare, care dovedeste
experienta modernitatii dobandita Tn
preajma nabistilor.

Interesul pentru lumea obiectelor se
regdseste 1n naturile moarte. Lucrarea
reprezentativa din colectie care se inscrie
genului — Natura moartd (datatd: 1957)
- marturiseste pldcerea cu care artistul
exploreaza cele mai umile lucruri din preajma
sa si voluptatea cu care stie sa exploateze
aceste imagini, rdmanand consecvent
principiilor picturalitatii. Viziunea concisg,
laconicd, puterea de sugestie si efortul de
sinteza cromatica si constructivda aminteste
de lectia dobandita mai ales in atelierul lui
André Lhote.

HENRI H. CATARGI
1894 Bucharest — 1976 Bucharest

Henri Catargi studied law in Paris and got his
degree at the Sorbonne. But aware that his
talent lay elsewhere, he also attended the
Julian and the Ranson Academies where he
learned painting from and with the group
of Nabi: Maurice Denis, Pierre Bonnard,
Edouard Vuillard, Paul Serusier, Felix
Vallotton and Roger Bissie. Then he spent
hours working with André Lhote and Marcel
Gromaire in their studios.

After the French stage, back in Romania
he continued to study, this time at the Free
Painting Academy, studying with Gheorghe
Petrascu and Jean Alexandru Steriadi.
He opened his first one man exhibition in
Paris, in 1922, then travelled a lot through
Italy, Greece, Spain, Portugal (1935-1936),
and also to Balcic. He was a founder of the
group “Criterion” and of the “Plastic Group
1934” (1932-1934) and took part in their
exhibitional events. After 1947, the artist
seemed to accept the social command of the
new regime. In fact it was just a deceiving
compromise at the level of the subjects and
titles of his paintings: industrial landscapes,
worker portraits etc.

The painting in our collection, Twighlight
at Vdratic unveils his attention for the
elements of construction, obviously coming
from the experience acquired in the
proximity of the Nabis.

In his still lifes we discover his fascination
for the world of objects. In this respect,
the painting Still Life (dated: 1954) is
representative, revealing this fascination:
the artist finds deep pleasure in exploiting
and exploring the humblest of objects
around him without abdicating the principles
of picturiality. His concise, laconic vision, his
power of suggestion and the constructive
effort and chromatic synthesis remind of the
lessons tought by André Lhote.
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Henri Catargi,
Naturd moartd / Still-life
ulei pe panza / oil on canvas, 74 x 98,5 cm

Eustatiu Stoenescu,

Portret de femeie / Portrait of a Woman
ulei pe panza / oil on canvas,
71x61,5cm
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EUSTATIU STOENESCU
1884 Craiova — 1957 New York

Membru al cercurilor mondene ale Romaniei
interbelice, personalitate romanticd cu o
aura de mister si o elegantd poeticd, Eustatiu
Stoenescu a fost o prezentd efemera in viata
artistica a epocii, In pofida incontestabilului
sdu talent. A plecat la Paris foarte tanar, la
doar 16 ani, Tmpreund cu Nicolae Titulescu
— viitorul ministru de externe al Romaniei,
n acea vreme student la drept — pentru a
urma cursurile Academiei Julian si ale Scolii
Nationale de Arte Frumoase. Caelevallui Jean-
Paul Laurens, Stoenescu este coleg cu Camil
Ressu, Jean Al. Steriadi, S. Mitzner, Nicolae
Dardscu s.a. Ndscut fntr-o familie boiereasca,
obisnuit cu viata lipsitd de griji materiale si
avand un impecabil comportament social,
pictorul se formeaza usor, firesc in climatul
artistic sever formalizat, care cultiva excesiva
obedientd fata de normele si de canoanele
academiste. Dublul debut din 1905 de la
Salonul Societé des Artistes Frangais din Paris
si de la Expozitia Societatii Artistice ,,Theodor
Aman” din Craiova, este un real succes, astfel
fncat artistul se va bucura in continuare de
o buna primire in capitala francezd, unde Tsi
acrediteaza calitatea de talentat portretist,
fiind evidentiat printr-o serie de premii si
distinctii. Prezenta in cercuri selecte aduce
n creatia sa portretele unui mare numar de
personalitati din diverse domenii: profesorul
Jean Paul Laurens, pictorul Stefan Popescu,
arhitecta H. Delavrancea-Gibory, profesorul
Stefan  Minovici, profesorul  Papillot,
scriitorul Panait Istrati s.a., dar si marile
figuri ale Curtii regale si ale aristocratiei
romanesti si europene: Regele Ferdinand,
Regina Maria, Regele Mihai, politicianul I.C.
Bratianu, Principele Ghica, scriitoarea Elena
Vacarescu, etc. Bogata sa activitate artistica
s-a materializat prin numeroase expozitii
personale la Paris la Galeria Charpentier,
la Bucuresti la Sala ,,lleana”, apoi in SUA la
Chicago, New York si San Fracisco.

Portretul de femeie din colectia muzeului
demonstreaza ca portretistica sa se
caracterizeaza prin poza modelului si prin

EUSTATIU STOENESCU
1884 Craiova — 1957 New York

Eustatiu Stoenescu was but an ephemeral
presence in the artistic milieu of inter-
war Romania. A member of the social
elite, with an aura of mystery and a poetic
elegance which enveloped him, he became
a remarkable portrait painter whose models
were personalities of the time. Aged only
sixteen, he left for Paris together with
Nicolae Titulescu, the future minister of
foreign affairs, who, at that time, was
studying law in Paris. Stoenescu attended
the Julien Academy and the National School
of Fine Arts, where Camil Ressu, Jean Al
Steriadi, S. Mitzner, Nicolae Darascu were
his colleagues and Jean-Paul Laurens his
teacher. His aristocratic background and his
perfect education helped him adapt to the
severe formal climate and the academist
norms and rules. He made his debut both in
Paris, at ,,Societé des Artistes Frangais”, and
in Craiova at the Exhibition of the Artistic
Society “Theodor Aman”. This huge success
opened the doors to a career in the capital of
France were his talent, especially as a portrait
painter, was rewarded with several prizes. It
is now that he begins to paint the portraits
of many cultural, artistic and political
personalities, such as: professor Jean Paul
Laurens, the painter Stefan Popescu, the
architect H. Delavrancea-Gibory, professor
Stefan Minovici, professor Papillot, the
writer Panait Istrati, the actress Andronescu,
King Ferdinand, Queen Mary, King Michael,
the politician I.C. Brdtianu, Princess A.
Cantacuzino, Prince Ghica, Princess Clara
Mavrocordat, the writer Elena Vacdrescu,
Count Chesingne and many others. He
opened several exhibitions at Charpentier
Gallery in Paris, at “lleana” in Bucharest,
then in the USA in Chicago, New York and
San Francisco.

In our collection we have Portrait of a
Woman which proves that his portraiture is
characterized by the pose of his models and
by the extremely refined, although reduced
chromatic. Only a few hues show the artist
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cromatica deosebit de rafinata. Pe fundalul
neutru, figura se evidentiaza prin eclerajul
puternic la nivelul chipului si al mainilor,
fnvaluind tandra femeie intr-o aura de mister
si o frumusete lduntricd. Eustatiu Stoenescu
se dovedeste un virtuoz al penelului, capabil
sa surprindd esentialul folosind o exprimare
laconica si o paleta cromatica restransa, de
factura clasicd, dar atitudinea sa ramane
distantd si solemnd. Chiar daca nu este lipsita
de expresivitate, lumea portretelor sale
ramane aceea a uneiiluzii a linistei si fericirii.

RUDOLF SCHWEITZER-CUMPANA
1886 Pitesti — 1975 Bucuresti

Creatia lui Schweitzer-Cumpdna se finscrie
directiei realismului expresiv, prin viziunea
artisticd, expresia picturala a formelor
si gravitatea expresiei plastice careia i
se suprapune o sensibilitate de esentd
romantica. Pe traseul pregatirii sale artistice
s-au fTnscris Academia Regala de Arte
Plastice din Berlin si cdlatoriile de studiu de
la Constantinopol, Atena, Salonic, Paris, din
Italia si Germania.

Pictorul a abordat toate genurile
artistice, manifestdnd inhsa o adevarata
fascinatie pentru portret, socotit expresia
maximd a talentului si a seriozitatii, marturia

incontestabila a unei fnalte maiestrii
profesionale. De egala importantd fn
ansamblul creatiei sale sunt subiectele

inspirate din viata tdraneascd, ce alcdtuiesc
de altfel capitolul cel mai bogat in semnificatii
din intreaga lui creatie plastica.

Portretul de tdran, figurda autentica
de o deosebita fortd plastica, redat intr-o
atmosfera de reculegere, meditatie, este
modelul somatic si moral in jurul cdruia
se coaguleaza intreaga lume rurala din
pictura sa. Fdra sa insiste asupra detaliilor
fizionomice, artistul construieste din forme
fruste, cu umbre si lumini atent dirijate, cu
contraste cromatice puternice si o pensulatie
energicd, o figura expresiva, convingdtoare.
Gustul pentru elementul etnografic, chiar
daca artistul cauta mai degraba o anume

somewhat indifferent towards the emotions
of his model. Against a neutre background,
the figure is highlighted by the eclairage of
the face and hands which shrouds her in
mystery and reveals her inner beauty. The
artist is a virtuoso, he captures the essence
with his laconicism, with few colours and
with a distant, grave attitude. The world
of his portraits is a world of tranquility and
happiness which does not, however, lack
expressiveness.

RUDOLF SCHWEITZER-CUMPANA
1886 Pitesti — 1975 Bucharest

The artistic vision, the pictural expression of
forms and gravity of the plastic expression
together with a sensitivity of romantic
essence place Rudolf Schweitzer-Cumpdna’s
oeuvre in the category of expressive realism.
His studies take him from the Royal Fine
Arts Academy in Berlin, to Constantinople,
Athens, Tessalonik, Paris, Italy and Germany
destinations that were important steps in his
artistic education.

The painter gladly approached all
the artistic genres, but he showed a real
fascination for portrait painting, which he
considered the full expression of his talent,
the real proof of the professional skilfulness.
The works with subjects inspired from rural
life represent the most suggestive chapter of
his plastic creation.

The Portrait of a Peasant, authentic
figure of special plastic force depicted in
a melancholic atmosphere of meditation
is the somatic and moral model of the
rural world as represented in his creation.
The expressive, authentic portrait is built
up in genuine shapes, with attentively
arranged lights and shadows, with
chromatic contrasts, energetic brush, with
little attention for physiognomic details.
The taste for ethnographical elements is
present in Peasant Women, though the
artist enhances a certain atmosphere of the
moment more than a detailed depiction. The
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B * [
Schweitzer Cumpéna,
Stradd din Sibiu / Street in Sibiu

ulei pe carton / oil on cardboard, 58 x 48 cm

Schweitzer Cumpana,
Tdrdnci/ Peasant Women
ulei pe carton / oil on cardboard, 91 x 97 cm
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atmosfera decat o descriere
razbate din lucrarea Tdrdnci.
Lucrarile Case din Sibiu, Stradd din Sibiu,
Targ la Sibiu din colectia muzeului sunt
dovada faptului cd in peisagistica Schweitzer-
Cumpadna incearcd sa surprinda si sa redea
spiritul ascuns al unui loc, sd ,,portretizeze”
atmosfera unui anumit spatiu. Prin forme
contorsionate, contraste de lumini si umbre,
dar printr-o cromaticd predominant calda si o
certd angajare afectivd, artistul se preocupa
de conturarea profilului atat de personal
al arhitecturii si atmosferei vechii cetati
medievale. $i aici, ca in toate tablourile sale
indiferent de subiectul abordat, imaginea
se realizeazd intr-o tehnicd cu efecte de
sculpturalitate a suprafetelor si volumelor,
unitara de-a lungul intregii creatii, fapt care
le face usor recognoscibile. Ele dovedesc
preocuparea sa de a prinde lumina Tn pastd,
fntr-o maniera specificd impresionismului
practicat in pictura germand (de pilda de Max
Liebermann), cdruia i adauga cateva efecte
expresioniste n redarea fizionomiilor. Pasta
bogatd este asezatd in straturi suprapuse,
iar efectele cromatice sunt obtinute prin
contrastele puternice ale eclerajului.

riguroasa,

DUMITRU GHIATA

1888, Colibasi, judetul Mehedinti — 1972, Bucuresti

in 1924, Dumitru Ghiata, pictor a carui
pregatire artisticd nu urmase etapele
firesc acreditate, este selectat sa
reprezinte Romania la Bienala de la
Venetia si apoi, Tn anul urmator, la
Expozitia de arta romaneascd veche si
modernd de la Paris. Ghiata se impusese
in mediul artistic romanesc ca figura
aparte, picantd si frustd, tipica pentru
artistul naiv, artistul popular sau cel
primitiv din cercuri artistice europene.
Aprecierile facute la adresa artei sale,
de tipul ,esteticd a autenticitatii si
sinceritatii”, o fincadreaza valorilor
modernitdtii. Stangaciile si simplificarile
din peisajele dobrogene si bucurestene
cu care debuteaza sunt astfel

image is accomplished in a technique with
sculptural effects of surfaces and volumes.
This technique which defines his entire work
makes the authenticity of his signature easy
to recognise. His interest in catching the light
inthe coloured paste comes from the manner
specific to Impressionism as practiced by the
German painters, such as Max Liebermann.
To this preoccupation he adds expressionist
effects in rendering the physiognomies. The
thick paste is laid in superposed strata, while
the chromatic effects are obtained through
strong contrasts of the éclairage.

The paintings in the Brukenthal
Museum, Houses in Sibiu, Street in Sibiu,
Fair at Sibiu, prove Schweitzer-Cumpana’s
originality in landscape painting: he suggests
the atmosphere, catches the spirit of a
place rather than depicting a certain motif.
Contorted forms, contrasts of lights and
shadows, warm colours, a certain emotional
vibration define the original profile of the
architecture and the specific atmosphere of
the old medieval city. The rich paste in thick
layers and interest for catching light in his
colours like in Max Liebermann’s works are
characteristics of his style.

DUMITRU GHIATA
1888 Colibasi, county Mehedinti — 1972 Bucharest

Dumitru Ghiatd, who did not follow the
usual steps in academic art education, was
nevertheless chosen in 1924, to represent
Romania at the Venice Biennale and next
year at the Romanian Old and Modern Art
Exhibition in Paris. Ghiatd had been accepted
in the Romanian artistic milieu as the
unconformable, racy, rough figure typical for
the naive, popular or primitive artist of the
European art circles. His art belongs to “an
aesthetic of authenticity and sincerity” as the
critics of the time appreciated, considering it
a manifestation of the values of modernity.
The awkwardness and artistic inabilities of his
early works — landscapes from the Dobrudja
and Bucharest - were assimilated to the
concept of primitivism, so that the Romanian
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Dumitru Ghiata,

Flori in vas romanesc /
Still-life with Flowers
ulei pe panzd /

oil on canvas,

60 x 50 cm

asimilate conceptului de primitivism,
stilul artistului roman fiind asezat fn
proximitatea lui Maurice Utrillo.

Talentul si pasiunea pentru artd i-au fost
descoperite si sustinute de doctorul lon
Cantacuzino si prietenul acestuia, pictorul
Artur Verona. Cei trei ani petrecuti sub
fndrumarea acestuia din urma se continua
cu o bursd de studiu la Paris, unde Tnvata la
Academiile Ranson si Delecluze, perioada
n care recepteaza limbajul plastic post-
impresionist intr-o manierd personala lipsitd
de constrangeri sau inhibitii. Din etapa
pariziana retine doar predilectia pentru

Dumitru Ghiata,
Tdrdnci la sfat / Peasant Women Chatting
ulei pe carton / oil on cardboard, 49,5 x 61 cm
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peisaj si 0 anume utilizare a culorii, cu rol in
crearea atmosferei.

Lucrdrile inspirate din universul rural
apar abia la Tnceputul deceniului patru,
dintr-o necesitate interioard, nu dintr-o
aliniere la vreun program artistic, fntr-un
momentin care ,,arta specificului national”
intrase intr-un con de umbra. Tn Tdrdnci la
sfat recunoastem alegerea pe care artistul
o face In cazul unor astfel de reprezentari,
preferand temelor campenesti, pe cele
in care tdranul apare in atitudini mai
degajate: la targ, la carciumd, la horsg,
mergand la biserica sau taifasuind. Ghiata
isi mentine gustul pentru reprezentari cu
efect monumental: grupul de personaje
este plasat Tn prim plan, iar proportiile
in care ele sunt redate reduc mult
cadrul peisagistic. Femeia din centrul
compozitiei pare ca intoarce cu nepdsare
spatele privitorului, creand o senzatie de
spontaneitate a surprinderii momentului si
obligand la o ,,evaluare” a compozitiei in
ansamblul ei.

Dumitru Ghiata reuseste sd aseze la
baza creatiei sale un sentiment autentic,
lipsit de pretiozitdti sau tendinta de
idealizare, care suprapune observatiei
realiste o viziune simplificatd, hieratica,
de inspiratie populard. Acest sentiment
frust se degaja si din naturile statice,
cele mai multe inspirate tot din universul
tdranesc. Natura moartd cu flori poarta
amprenta poeziei simplitdtii si adevdrului
folclorului romanesc, dovedind rafinata
sa interpretare a lumii, Tnruditd cu cea
din arta populard. Desenul stilizat asigura
o structura solida, fiind bine echilibrat
n cadrul compozitiei de vigoarea culorii
asternuta in tuse mdrunte. Vasul cu flori
asezat pe un stergar tardnesc ocupd
primul plan in intregime, intr-o constructie
piramidala, ritmata prin valoratia culorilor.
Cromatica elementelor primare, pamant
si apd, din registrul inferior, explodeaza
policrom in buchetul de flori, captand
atentia privitorului.

artist was included in the group of primitive
artists next to Maurice Utrillo. Doctor lon
Cantacuzino and his friend, the painter Arthur
Verona discovered and supported his talent
and passion for art. Verona even became
involved in his education. Three years later
Ghiatd left for Paris and attended the Ranson
and Delecluze Academies approaching the
post-impressionistic plastic language in a
very personal manner, totally free from any
restrictions or inhibitions. This French period
left few traces in his style, just a preference
for landscapes and a certain use of colour
capable of creating atmosphere.

The interest in subjects inspired by the
rural world manifests at the beginning of
the fourth decade, not as a consequence
of his enrolling into an artistic programme
or direction - in fact the art of the national
specific had been decaying at that time -, but
as an inner urge. The choice of these subjects
does not follow the popular traditional
approach with peasants working, usually in
the field, but with scenes of relaxing moments
at the fair, at the inn, dancing ‘hora’, going to
the church or chatting. In the painting Peasant
Women Chatting, we also notice Ghiatd’s
preference for monumental representations:
the large size of the characters in the
foreground substantially diminishes the
landscape representation in the background.
The woman in the centre of the composition
appears to carelessly turn her back to the
viewer, in a spontaneous gesture, forcing him
to evaluate the entire composition.

Dumitru Ghiata superposes a simplified
hieratical vision of popular inspiration to the
realist observation, grounding his oeuvre on
an authentic, genuine, counterfeit emotion.
This sincere feeling also emanates from his
still lives. Still-life with Flowers is a poetry of
truth an simplicity, thus witnessing the artist’s
refined understanding of the world, related to
the approach specific to folk art. The pyramidal
composition comprises a certain rhythm also
resulting from the disposition of the chromatic:
the colours of elements (earth and water) in
the pot, plate and background explode in the
bunch of flowers captivating the viewer.
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ALEXANDRU CIUCURENCU

1903 Tulcea — 1977 Bucuresti

Aldturi de Stefan Luchian si Theodor
Pallady, Alexandru Ciucurencu a fost unul
dintre cei mai reprezentativi coloristi ai
picturii romanesti. Dupa studiile la Scoala
de Arte Frumoase din Bucuresti unde i-a
avut ca profesorii pe George Dem. Mirea si
Camil Ressu, Ciucurencu lucreaza in cadrul
grupului pictorilor reuniti in Scoala de la Baia
Mare. Plecat apoi la Paris, petrece scurt timp
la Academia Julian, hotarandu-se pentru
Academia de pictura a lui André Lhote, care
ii deschide orizonturi de larga intelegere
artistica. Experienta pariziana a fost decisiva
pentru optiunile stilistice ale lui Ciucurencu,
care 1si declard admiratia pentru creatia lui
Cézanne si a lui Matisse.

Naturile moarte, indeosebi cele cu flori,
n care pictorul retine cu predilectie impresia
cromaticd, au reprezentat subiectul sdu
preferat. In lirismul tablourilor cu aceast3
temd din deceniul patru, recunoastem
influenta nabistului Pierre Bonnard, a cdrui
creatie suprapune rigorii cézanniene o
delicata spontaneitate si o aura poetica.
Compozitiile dau putina importanta rigorilor
formale, devenind simple pretexte pentru
jocuri cromatice surprinzatoare. Obiectele
au contururi vagi, pierdute, domoale,
pictorul fiind mai interesat de redarea
zonelor de transparentd si de lumina filtrata.
In Naturd moartd cu flori (datatd: 1944),
incertitudinea fundalului induce o anume
mobilitate, iar atentia este total atrasd de
centrul compozitiei. Griurile colorate au
o limpezime ce aminteste de diafanele
transparente ale lui Bonnard. Mici pete
intense cromatic se constituie Tn repere
ale organizarii compozitionale, vitalizand
imaginea. Lumina este integratd in structura
pastei, iar culoarea este element constructiv.
Tusele sunt inegale, asternute nervos, doar
galbenul intens al florilor da stabilitate
compozitiei. Tn Naturd moartd cu pansele
(datatd: 1943), artistul pune accent mai
mare pe formd, conferind greutate spatiului
prin vigoarea cromaticd. Florile isi pastreaza

ALEXANDRU CIUCURENCU
1903 Tulcea — 1977 Bucharest

Stefan Luchian, Theodor Pallady and
Alexandru Ciucurencu have excelled in the
use of colours. Alexandru Ciucurencu studied
in Bucharest at the School of Fine Arts, with
George Dem. Mircea and Camil Ressu, he
worked with the group of painters active at
the “Baia Mare School of Painting” and then
went to Paris. After an interlude at the Julian
Academy, he decided for the André Lhote
Academy of Painting, where he felt that
he would really broaden his horizons and
deepen his understanding of what art really
was. The Parisian experience determined his
stylistic options and he openly declared his
admiration for Cézanne and Matisse.

In his creation he favoured still-lifes,
especially still-lifes with flowers. In the
paintings dating from the fourth decade of
the 20™ century we clearly see the influence
of Pierre Bonnard whose creation was a
blend of rigorousness that he had picked up
from Cézanne, but we also see spontaneity
and poetry. The compositions become
pretexts for surprising chromatic games.
The contours of the objects are vague, lost,
gentle; the artist is far more interested in
the areas of transparency and filtered light.
In Still-life with Flowers (dated: 1944), the
background is vague, which induces a certain
mobility, while attention is drawn towards
the centre of the composition. The coloured
greys have a transparency which once again
leads to Bonnard. Tiny spots of chromatic
intensity organize the composition and
bring the image to life. The light comes
from within the structure of the paint and
the colour is an element of creation. The
touches are uneven, nervous and only the
intense yellow of the flowers gives stability
to the whole of the composition. In Still-life
with Pansies (dated: 1943), the artist focuses
a little more on the shape and, through
chromatic vigourousness, space becomes
more important. The flowers preserve their
inconsistency, they are but spots of coloured
poetry, vaguely defined by touches of black.
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inconsistenta materiald, fiind adevarate pete
de poezie coloratd, doar accentele de negru
le dau o oarecare concretete. Ritmarea
compozitionald se realizeaza prin alaturarea
formelor angulare de dimensiuni diferite
(masa, cartile, cdlimara) cu cele circulare
(merele, ulcica, florile) si prin contrastele
culorilor complementare.

Alexandru Ciucurencu,
Naturd moartd cu pansele / Still-life with Pansies
ulei pe carton / oil on cardboard, 31,2 x 44,2 cm

Alexandru Ciucurencu,
Jucdtori de sah/Sah in familie / The Chess Players
ulei pe carton / oil on cardboard, 69 x 91 cm

Alexandru Ciucurencu,
Mama / Mother
ulei pe panzd / oil on canvas, 61 x 49,5 cm
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Jucdtorii de sah, o tema ce se inscrie
modernitatii, compozitie insolitd in cadrul
creatiei sale, face parte dintr-o etapa in care
Ciucurencu fsi elibereazd temperamentul
pasionat care se exprimd Tn culori intense si
contrast de tentd: ton cald langa ton rece.
Structurate pe diagonale compozitionale,
formele curbe (trupul femeii, bratele,
picioarele masutei) se opun celor angulare
(corpul barbatului, tdblia mesei, tabla de
sah), intr-o dublare a confruntdrii ,,fortelor”
feminin - masculin, din fata tablei de sah.
Figurile sunt tratate sumar-sugestiv, gestual,
compozitia parand mai degraba un pretext
pentru o voluptuoasa experienta cromatica.

Realizat in anul 1940, Mama este un
tablou de referintd din creatia Iui Ciucurencu.
Genul portretistic nu prezentase un interes
deosebit pentru artist, dar la maturitate artistul
oferd, prin cateva lucrdri, dovada capacitdtii
sale de a realiza capodopere ale acestui gen.
Femeia este redata frontal, sezand, cu capul
usor inclinat si privirea plecatd. Umerii sunt
aplecati de povara anilor, colturile gurii sunt
Iasate a tristete. Intreaga atitudine este aceea
a unui om resemnat, obosit de incercarile
vietii. Simbolice pentru ansamblul intregii
lucrari sunt mainile, plasate intr-un prim plan
usor supradimensionat. Aspre, noduroase,
muncite, ele sunt centrul de interes al tabloului
si principalul element de caracterizare al
acestei femei. Expus in anul in care a fost
realizat, tabloul a creat senzatie, fiind apreciat
de George Oprescu ca una dintre cele mai de
seama realizari ale picturii romanesti din epoca.

CORNELIU BABA

1906 Craiova — 1997 Bucuresti

Conturarea personalitatii artistice a lui
Corneliu Baba a Tnceput sub Tndrumarea
tatalui sdu, pictor de biserici, apoi in cadrul
Academiei de Arte din Bucuresti — urmatd
n paralel cu Facultatea de litere si filozofie
- si al Academiei de Arte Frumoase din lasi.
Valoarea impresionanta a operei sale a fost
recunoscutad relativ timpuriu, Baba devenind
din 1941 asistent la Academia ieseana, iar in

Angular shapes of various sizes (the table,
the books, the inkpot) and the contrast of
complementary colours give rhythm to the
composition.

The Chess Players is a modern theme,
an unusual composition, approached by
Ciucurencu in one of the stages in which he
unleashes his passionate temper transposing
it in intense colours and contrasts: warm
colours placed near cold ones. Structured
on compositional diagonals, the curves (the
woman’s body, the arms, the legs of the
table) oppose the angles (the man’s body,
the table, the chess board) suggestive of the
“clash” of forces (feminine-masculine) on
the chess board. The composition is more
like a pretext for a voluptuous chromatic
experience, than for anything else.

Ciucurencu was never really into
portraiture and yet, in his mature years, he
did paint several portraits, which are proof of
his skillfulness in approaching this genre. In
1940 he painted Mother. The womanis sitting,
facing the onlookers. Her head is slightly
bent, the corners of her mouth show sadness
and her stooping shoulders bear the burden
of her age. She is meek and tired. Her hands,
in the foreground, are slightly oversized.
They are the main element employed by
the artist to characterize her: rough and
weathered they are the hands of a toiler.
Displayed shortly after it was finished, the
portrait caused sensation. The art historian
George Oprescu appreciated that it was one
of the most remarkable creations of the time.

CORNELIU BABA
1906 Craiova — 1997 Bucharest

Corneliu Baba is one of the most important
representatives of contemporary Romanian
painting. His father, a church painter, began
shaping his personality at an early age.
Later, Baba studied at the Academies of Fine
Arts, in Bucharest (where he also studied
philosophy) and lassy. The critics and the
public did not take long to acknowledge the
impressive value of his creation. Already in
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anul 1948, director al Pinacotecii din urbea
moldava. Tn anul 1962, este distins cu titlul
de ,,Artist al Poporului”, iar anul urmdtor
este numit membru de onoare al Academiei
de Arta din Rusia si membru al Academiei
Romane, apoi in 1964 al Academiei de
Arta din Berlin, Tn 1970 fiind ales membru
al Academiei ,,Tommaso Campanella” din

Corneliu Baba,
Naturd moartd cu fazani/ Still-life with Pheasants
ulei pe panza / oil on canvas, 80 x 59,2 cm

Corneliu Baba,
Portret de bdrbat / Portrait of a Man
ulei pe panza / oil on canvas, 89 x 71 cm

Corneliu Baba,
Portret de tdran/ Portrait of a Peasant
ulei pe carton/ oil on cardboard, 34 x 28 cm

1941 he was an assistant professor at the
Academy of Fine Arts in lassy and in 1948 he
became the director of the lassy Pinacotheca.
In 1962 he was awarded the distinction and
the title “Artist of the People”. In the years
to come he became a member of prestigious
Romanian and foreign academies — Russian,
German and Italian. In 1973, he was awarded
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Roma, iar ca profesor al Institutului de Artd
Plastica din Bucuresti, este distins, In 1973,
cu titlul de Profesor Emerit.

Recunoastem 1in opera Iui Baba,
un limbaj artistic aflat la confluenta
dintre Tnnoirile deceniilor 4-6 din pictura
europeand, precum si raportarea directa la
valorile traditiei din arta romaneasca. Intr-o
epoca Tn care coexistau expresionismul,
avangarda, Art Nouveau-ul, Baba asimileaza
selectiv din continutul si formulele plastice
ale acestor curente, pentru a opta n cele
din urma, pentru un tip foarte personal de
realism monumental cu elemente de un
expresionism acuzat. Compozitiile solide,
echilibrate, in care artistul isi structureaza
temele de mare diversitate, de la scenele cu
tdrani, la peisaje, apeleazd la valorile marii
traditii a picturii europene, revendicandu-se
din cea renascentista si post-renascentista.

Preferinta pentru soliditate, fortd, echilibru
proprie intregii creatii a lui C. Baba se manifesta
si in peisajele inspirate din drumurile in Italia si
Spania - arii de cultura ce-l fascineaza si pe care
le surprinde in numeroase lucrari.

Profund cunoscdtor si subtil cercetator
al sufletului uman, C. Baba si-a manifestat
talentul intr-un mod exceptional in portrete,
fie in compozitiile cu personaje, fie in portrete
individuale, adevdrate portrete emblem3,
care accentueazd trasdturile definitorii ale
personajului reprezentat. Mihail Sadoveanu,
K.H. Zambaccian, Lucia Sturdza-Bulandra,
George Enescu, Tudor Arghezi si alte
personalitdti ale timpului, au fost modelele
maestrului Baba. Critica de arta considera
ca opera sa respira acelasi aer cu marea
picturd occidentala, pe filiera artei de facturd
dramaticd, influentatda de Goya, El Greco si
Rembrandt si, in acelasi timp, cu hieratismul si
tendinta esentializanta a artei bizantine.

In Portret de tdran (datat: 1954), se
impune stiinta si forta cu care Corneliu Baba
reuseste sa ridice umanul la ,,indltimea
tipologiei sacre”, aducand in acelasi timp
spiritualitatea, austeritatea si hieratismul
unor modele absolute la scard umana.
Cautand autenticul rural in expresia sa cea
mai profundd, Baba apeleaza la sugerarea

the title Professor Emeritus by the Institute
of Fine Arts in Bucharest.

In Baba’s oeuvre we find an artistic
language which blends the innovations of the
mid 20t century European painting with the
values of Romanian artistic traditions. It was
a time when Expressionism, the Avant-garde

and Art Nouveau coexisted and he selectively

assimilated some of their plastic formulas
and elements of content. But, in the end, he
opted for a personal type of monumental
realism with elements of expressionism. His
compositions are strong and balanced and
he structures his extremely diverse themes
—rural scenes, landscapes, etc., on traditions
that lead back to the values of Renaissance
and Post-renaissance. Fascinated by Italian
and Spanish culture, he travelled, painted
and brought back landscapes which, again,
show his preference for strength and
balance.

His deep knowledge of the soul and
his unique talent are reflected in individual
portraits as well as in compositions where
he depicts a variety of characters. Mihail

Sadoveanu, K.H. Zambaccian, Lucia Sturdza-

Bulandra, George Enescu, Tudor Arghezi and
other major personalities of the time were his
models. The art critic Pavel Susard believes
that Corneliu Baba’s oeuvre breathes the
same air as the great Western painting and
evolves under the same dramatic force
which has been influenced by Goya, El Greco

and Rembrandt but, that it is also under

the sign of the Byzantinian art, hieratic and
with a tendency to distill the essence. “(...)
Shutting out the superficial, the unstable
and the deceptive, the artist recreates, on
a secular scale, the authority of the image
which does not only give itself, but sanctions
the model. Integrated in the traditional spirit
of the icon and shaped in the atmosphere

of the academies, the artist manages one of
the most surprising synthesis in the history

of Romanian art.”

In Peasant (dated: 1954), he elevates
humanity to the ‘loftiness of sacred
typology” and brings spiritual, austere
and hieratic models to a human scale. In
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sau exprimarea directd a unei problematici
sociale de domeniul trecutului. Intoarcerea
de la muncd (datata: 1943) cu figurile de
tdrani demne, darze, mai degrabd resemnate
decat incrancenate de soarta aspr4, ridicate
parca monumental din pdmantul pe care
fl muncesc, este un tablou de referinta al
tematicii taranesti, construit cu vigoare
realistd cdreia i se suprapune o tensiune de
esenta expresionista.

Portretul de bdrbat cu joben apare ca o
picaturd din ,,esenta” destinului si a dramei
umane. Absenta amdnuntelor caracteriale
ale personajului, trezeste o stare de
neliniste si mister. Barbatul straniu, intr-o
tinutd ce nu fsi gdseste justificare n alte
elemente ale compozitiei, pare un trimis al
sortii, evocand o atitudine ce apartine mai
degraba tragicului, ori lumii suprarealismului.
Tabloul este probabil o lucrare preliminara
compozitiei Scend de gen (din anul 1973) care
se afld la Muzeul de Arta Timisoara.

Natura moartd cu fazani, realizata n anul
1954, lucrare emblematica pentru abordarea
genului de cdtre maestrul Baba, evoca
multiplele sugestii ale artei marilor maestri
care stau la temelia elaborarii stilului de mare
originalitate si de extrema expresivitate a lui
Corneliu Baba. ,,Citatul” din pictura flamanda
cuprinde fintreaga savoare descriptiva si
verva cromatica a artei secolului de aur,
prelucrate magistral si impregnate cu acuta
expresivitate.

ION TUCULESCU
1910 Craiova - 1962 Bucuresti

lon Tuculescu a fost unul dintre cele mai
tulburatoare si energice temperamente
artistice ale primei jumatati a secolului al
XX-lea. Artistul care a Tncercat sa cuprinda in
creatia sa esentele profunde ale existentei
umane, a alternat si a ingemanat de-a lungul
vietii sale pasiunea pentru arta cu cea pentru
stiinta. Tuculescu a fost absolventul Facultatii
de Stiintele Naturii si a celei de Medicina din
Bucuresti activand ca cercetator stiintific la
Academia Romana si ca medic, sef de lucrdri,

search of the authenticity of the rural world,
Baba either suggests or expresses social
problems of the past. Returning from Work
(dated: 1943) depicts proud, hard, resistant,
peasants who have come to terms with
their condition rather than fight it, rising
monumentally from the land they toil. Built
with realistic strength and expressionistic
tension, it is one of the most remarkable
compositions inspired by rural life.

Portrait of a Man with a top hat is a drop
in the ‘“essence” of human destiny and
drama. There are no details to characterize
the man, and this induces mystery and a
state of uneasiness. The strange character,
whose attire does not resonate with the
other elements of the composition, could be
a hearld of fate. His tragic attitude belongs
to the world of surrealism. The painting
may have been a prelininary sketch of the
composition Genre Scene (1973), today at
the Art Museum in Timisoara.

Still life with Pheasants, painted in 1945,
is emblematic for Baba’s approach of the
genre and it evokes multiple suggestions
coming from the masters who contributed
to his original and expressive style. The
“fragment” of Flemmish painting is a
masterly processing of the descriptive
spice and chromatic zest of the art of the
golden century, impregnated with an accute
expressiveness.

ION TUCULESCU
1910 Craiova — 1962 Bucharest

lon Tuculescu was one of the most moving
and energetic artistic temperaments of the
first half of the 20t century. In his creation,
the artist tried to comprise the profound
essences of human existence and, all his life,
he oscillated between his passion for art and
his passion for science, trying to blend them.
Tuculescu had a degree in Nature Studies and
was also a medical doctor. Although he never
studied art, his complex and original creation
has a well deserved place in Romanian art.

190

GALERIA DE ARTA ROMANEASCA
THE ROMANIAN ART GALLERY



lon Tuculescu,
Interior tdrdnesc,
ulei pe panza [ oil on canvas, 62 x 52 cm

lon Tuculescu,
Cercuri/ Circles
ulei pe panzd / oil on canvas,55 x 45 cm

lon Tuculescu,
Peisaj animat / Animated Landscape
ulei pe panza / oil on canvas, 48 x 55 cm

lon Tuculescu,
Ritmuri colorate / Coloured Rhythms
ulei pe hartie / oil on paper, 78 x 38,5 cm
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la Spitalul Brancovenesc din Bucuresti. In
pofida faptului cd nu a urmat cursurile unei
academii de artd, creatia sa se vddeste a fi
una dintre cele mai complexe si mai originale
din peisajul artistic romanesc.

La trecerea sa prin Paris si Ziirich,
viata artisticd Tnregistra experimentele
suprarealismului  si  abstractionismului
tarziu, dar Tuculescu gaseste marea
revelatie Tn muzee si expozitii: pictura
lui Van Gogh, a carui viziune 1i va marca
puternic arta din etapa imediat urmatoare.
Influentelor stilistice ale modernitatii
europene li se aldtura inspiratia din arta
populard romaneascd, mai precis din aceea
a scoartelor oltenesti si, intr-o alta etapa
de creatie, din arta totemurilor africane,
pentru a rezulta intr-o sinteza originala
spectaculoasa, de un puternic dramatism,
uneori cu note de abstractionism liric.

Natura moarta reprezintda un gen mai
rar abordat, la care Tuculescu renuntd pe
la sfarsitul deceniului cinci. Lucrarea din
colectia noastrd, Naturd moartd cu fazani
si raci este una dintre operele care permit
apropieriintre creatia sa si cea a lui Gheorghe
Petrascu, prin forta interioard si printr-o
intelegere speciala a concretetii si esentei
materiei, prin fermitatea cu care pasta
groasd, de esentd minerald, este asezata
pe panzd. Forta dramaticd a acestei naturi
moarte rezidd in conflictul cromatic, perfect
stdpanit la intalnirea dintre rosu si verde,
potentate de negru, intr-un limbaj ce-si
revendicd certele afinitati expresioniste.

Peisajul, exprimat in formule non-
conformiste, constituie cel mai important
motiv al universului plastic al lui lon
Tuculescu. Peisajul cu arbusti galbeni, Portul
din Grecia si Insula Volo — datate 1937 - provin
dintr-o prima etapa de creatie (perioada
n care artistul a cdlatorit Tmpreuna cu
Gala Galaction in Grecia, Egipt, Palestina,
etc.) dominatd de un sentiment pregnant
contemplativ si de armonie interioara.

Interioarele tdrdnesti apartin unei etape-
preludiu la ,,perioada folclorica” a creatiei
sale. Elaborate intr-o adevdrata serie,
acestea au fost prima data expuse cu prilejul

He visited Paris and Zirich at a time
when artistic life was going through
the experiments of surrealism and late
abstractionism, but it was mostly in museums
and exhibitions that he found revelation: Van
Gogh’s vision will influence him in the next
stage of creation. He also found inspiration in
Romanian folk art — as had many artists active
in the fourth and in the fifth decades of the
20" century. He was especially inspired by
the rugs woven in Oltenia. Later, in another
stage of creation, African totems inspired
him in the creation of works which were an
original, spectacular, dramatic synthesys
with touches of lyrical abstractionism.

We have in our collection one of his still-
lifes, genre he did not approach often (in
fact, he abandoned it altogether at the end
of the fifth decade): Still-life with Pheasants
and Crabs. It proves a special understanding
of the materiality and of the essence of
matter (revealed by the thick paint, firmly
applied on the canvas) bringing the artist
close to the creation of Gheorghe Petrascu.

In his landscapes, the artist is a non-
conformist. Landscape with Yellow Shrubs,
Port in Greece and The Isle of Volo - all dated
1937, are a result of the voyages he took to
Greece, Egipt and Palestine, when he was
still in his early stage of creation dominated
by contemplation and interior harmony. In
successive stages, the artist destroys the
traditional  post-impressionistic  formula,
which was prevalent at the time, and offers a
different vision, in which the natural motif is
still present, but only as a support for intense
subjective feelings.

Personal impulses make him follow the
course of European modernity, make him pry
into the depth of folk art and make him try to
dig deep down to reach that common layer of
archaic culture. Uncoding the ancient motifs of
the traditional rugs from Oltenia, of the pottery
and of glass painting, Tuculescu re-creates the
cosmic cycles. His paintings depicting peasants
homes are a prelude to the “folkloric stage” of
his creation. They were first displayed in 1943
in an exhibition. Starting with the privacy of the
rural homes, with their traditional decorative
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expozitiei din 1943. Demersul artistului
porneste acum de la specificul decorativ al
spatiului intim rural si se exprimd printr-o
vitalitate extrema rezultata din ritmari
formale si coloristice, surprinzdtoare prin
explozia cromaticd. In ciutarea ,,misterului
divin”, artistul invoca ochi magici, totemuri,
suflete In forma de pasdre, spirite si duhuri,
stalpi ai mortilor si oameni papusi sau oameni
sub forma de vase-figurine.

Dupa un model de citire a imaginii
de esenta naturalista, Tuculescu confera
elementului decorativ popular o noua functie
expresivd care impune o noua configuratie
plasticd. In lucrarea Peisaj animat motivele
folclorice depdsesc nivelul de simple
elemente plastice, motivul natural devine
mai estompat, iar ,,semnele” artei populare
substituie formele peisajului natural, astfel
fncat realitatea se exprima direct prin
elementul folcloric. Sistemul vizual al artei
populare romanesti devine, consonant
cu programele estetice generale ale artei
moderne, modalitatea Tnnoirii si imbogatirii
semantice a structurilor sifunctiilor expresive
ale imaginii.

Ritmurile ~ colorate si Cercurile fac
parte dintr-o ultima etapa de creatie
(perioada ,,totemica”), aceea a semnelor
si simbolurilor, in care are loc o purificare a
limbajului plastic, tendinta de abstractizare
este dominatoare, imaginea devenind
»proiectia imaginard a eului creator”, iar
arta ,,un joc magic”. intr-un limbaj vizual
nou, imaginea este compusa in intregime din
motive decorative de sine statatoare, care se
fnlantuie ntr-un ritm ametitor al formelor,
accentuat de explozia cromatica, obtinand
o tensiune interioard care emana energie
vitala si creeaza o lume a lor, substituindu-se
naturii. Exprimandu-se printr-o gestualitate
liberd, spontand, artistul se afla acum fin
cautarea adevarurilor celor mai profunde ale
existentului. Pentru arta romaneascd etapa
marcatd prin creatia lui lon Tuculescu are
semnificatia primei racordari la spiritualitatea
europeana din perioada postbelica.

motifs, the artist bursts into a rhythm of
shapes and colours, a veritable explosion of
vitality. In search of the “divine mystery” the
artist invokes magic eyes, totems, souls in
the shape of birds spirits, pillars of the dead,
dolls, people in the shape of clay figurines.
Folk art is re-invented and the images have
a new meaning, they have individuality. The
chromatic, rich, bright, provocative, a sign of
the objective reality dominated by passion
is, in itself a ritual, an incantation, something
out of the ordinary, something which takes
us beyond the visible, towards a world of
universal spirituality. Following the naturalistic
pattern of reading the image, Tuculescu gives
a new expressive function to the folkloric
decorative motif which, in turn, causes a new
plastic configuration. In Animated Landscape,
the folkloric motifs are more than just simple
artistic elements, the natural motifs are blurred
and the “signs” of popular art substitute the
shapes of nature so that reality is expressed
directly through the elements of folklore.
The visual system of Romanian popular art
becomes a means by which the structures
and the expressive functions of the image are
renewed and enriched.

Coloured Rhythms and Circles belong
to a final stage of creation (the “totemic”
stage). It is a stage of signs and symbols,
in which the plastic language is cleansed,
the tendency to abstract holds sway, the
image becomes the “imaginary projection
of the creative ego” while art is a “magical
game”. In an innovative visual language,
the image consists entirely of independent
decorative motifs linked with one another in
an astounding rhythm of shapes enhanced
by the chromatic explosion and creating
an inner tension which oozes out vital
energy and creates a world of its own which
substitutes nature. The gestures are free,
spontaneous and the artist is in search of
the most profound truths of existence.
For Romanian art, lon Tuculescu’s creation
signifies the first connection with post war
European spirituality.
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