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Art around 1900 in Central Europe

In this popular culture series we will examine one of the most
inspiring moments in the history of European culture.

The turn of the 19th and 20th century was a special period
for the art of Central Europe, with various artistic trends
occurring in a short time and an intensified cultural exchange
between countries politically connected with the
Austro-Hungarian Empire.

We will deal with paintings, architecture and sculpture, but
also other important cultural phenomena, such as
international exhibitions and art collections. We present a
panorama of the Belle Epoque by comparing artists from

Central European countries.
Hede von Trapp (AT), illustration inspired by
Ludovico Ariosto’s (IT) works, 1914, MAK —
1 /64 Museum of Applied Arts, Vienna




Pre 19th-century

In the earlier centuries, few women had the
opportunity to pursue an artistic career. Artistic
work was mainly undertaken by the daughters, wives
or sisters of artists, as they could be educated in family
studios.

An example of noted Italian artists at the turn of the
16th and 17th centuries who were painters' daughters,
are Lavinia Fontana and Artemisia Gentileschi. The
work of many other women, however, was not widely
known and is difficult for us to distinguish today.
They remain an anonymous legacy of the father's or

husband's workshop.

Artemisia Gentileschi (I'T), Self-portrait as the
allegory of painting, 1638-1639, Royal Collection




The Enlightenment

The Age of Enlightenment brought great
changes to education and culture. Learning to
draw, play an instrument or embroider had
become an obligatory part of a lady’s salon
education.

Talented amateurs drew portraits of their
loved ones or sketched landscapes they saw
during their travels; collectors increased
private art collections; aristocrats designed
picturesque garden layouts.

Angelika Kauffmann (CH),
Self-portrait, circa 1770-1775,
National Portrait Gallery




During this time, the careers of many
respected female painters began
developing, including the Swiss Angelika
Kauffmann, Elisabeth Vigée-Lebrun
from France and Anna Rajecka, the first
Polish professional artist.

Anna Rajecka (PL), Girl with a dove,
1789-1790, National Museum in Warsaw
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Fine arts studies e

Paradoxically, the development of
the art education system had a
negative impact towards women.
Less formal studies with selected
masters were replaced by
academies of fine arts (see previous
presentations).

In the 19th century, universities in
the overwhelming majority, did
not admit female students. Thus,
professional art studies became
inaccessible to women.

e

Cyprian Dylezyniski (PL), Drawing classes in School of Fine
Arts in Warsaw, 1856, National Museum in Warsaw



Moreover, working with the
naked model was considered
inappropriate for women
and inconsistent with
convention — as previously
discussed, drawing the
human body was a key

academic activities.

Jefferson David Chalfant (US),
Bouguerean's atelier at the Académie Julian,
Paris, 1891, Fine Arts Museums of San
Francisco




Private schools

Private art schools that accepted
candidates of both sexes became
the only alternative. Although they
did not fully replace prestigious
academies, they allowed women to
continue a high-level education.

Schools were more modern and
allowed for more artistic freedom —
at the end of the 19th century,
female students were permitted to
draw nudes.

: ’P» | :.J ﬁ(

Vilmos Perlrott Csaba (HU), School of painters,
1907, Hungarian National Gallery, Budapest



Female students of Académie
Julien in Paris, circa 18831885,
Jagiellonian Library in Cracow

Anna Biliiska (PL)




Most schools (around 20) operated
in Paris. Many foreigners, both
men and women, for whom the
Académie des beaux-arts was
inaccessible, studied there.

The classes were not mixed gender,
but included the same curriculum
for female and male students.

Académie Julian, where Alphonse
Mucha studied, was one of the most
famous and respected painting
schools. Among other important
schools attended by women was the
Académie Colarossi.

JUVRE GALLERY, PARIS.—D;

Art-students and copyists in the Lonvre Gallery, Paris
(from “Harper's Weekly”), after Winslow Homer (US), 1868,

The Metropolitan Museum of Art, New York



Besides American, German and British women,
artists from Central Europe, mainly Polish,
Ukrainian and Russian women studied at the
Académie Julian.

About 20 Polish female artists graduated from
this school — among others, the painter Anna
Biliriska, the graphic artist Zofia Stankiewicz, and
the sculptor Teofila Certowicz.

Among the students, we could also find women
from Croatia. Académie Julian taught Antonija
Krasnik (the first Croatian artist specializing in
applied arts) and Vera Nikoli¢ Podrinska.

Portrait of Antonija Krasnik (HR),
unknown painter, 1907, Museum of

Arts and Crafts, Zagreb




Female students of
Académie Julien in Paris,
circa 1883-1885,
Jagiellonian Library in
Cracow

E
Anna Bilifiska (PL) ‘“

J// 3 < P / y/@ P ///’f/(/’(m;;;"‘)(ﬁﬁmﬁ%J -t am . LA




Marie Bashkirtseft, In the studio
[In the Académie Julian in Paris],

1881, Dnipropetrovsk Museum
of Art, Ukraine




Artists on the Rue de Baigmeux
in Montparnasse, Paris,
1881-1882, Finnish Heritage
Agency

Marianne Stokes (AT)




Inequality

Although private schools attracted artists of both
sexes and were often distinguished by excellent
standards, they did not compensate for the inequality
of accessibility to the academies of fine arts.

Women tried to change this by writing petitions to
university authorities, in which they demanded
admission.

Zofia Stryjeniska followed a different tactic. In 1911,
she began studying at the Academy of Fine Arts in
Munich disguised as her brother. However, when her
true identity was revealed, she returned to Krakow.

Académie Vitti, 1905,
Casa Museo Académie Vitti, Atina




Zofia Stryjeriska, 1930s, National
Digital Archives, Warsaw
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Zofia Stryjeriska (PL)
as her brother Tadeusz
Grzymata Lubariski
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Students of Munich Art Academy,
circa 1911-1912, Stryjeriski family archives



Schools in other cities

A trip to a foreign school was not
always possible due to financial reasons
or the familial situations of young women.

A growing interest in studies, alongside
slogans for emancipation meant that at
the end of the 19th century, courses at
private schools were opened to women in
other cities as well.

Often, they were just the beginning stage
of education, and were eventually

supplemented by studying abroad.

Istvin Réti (HU) and his students in |
Nagybdnya (today Baia Mare), circa |
1916-1917, Museum of Fine Arts, Budapest



At this time, painting schools for
women were founded in
Munich, Berlin and Vienna.

Sometimes drawing courses were
only one element of a broader
program offered by the school,
as in the case of the School of
Higher Courses for Women in
Cracow.

It also happened that in private
art schools, like the Wojciech
Gerson school in Warsaw,
separate classes were organized
for women.

Wojciech Gerson (PL) and his students, circa
1882, Adam Mickiewicz Museum of
Literature, Warsaw



Women’s schools — for women

It was often those female artists who
had education abroad that wanted to
open a school for women in their
hometown after they returned.

Not only did they see a great need to
create such institutions, but they also
knew from experience how difficult,
expensive and inaccessible it could be
to study in Paris or take private
lessons from renowned painters.

School of Fine Arts for Women of Maria
Niedzielska (PL) in Cracow, photo published in

magazine “Swiat”, 1912, Warsaw Public Library




In 1897, the Kunstschule fiir Frauen und
Midchen (later Wiener Frauenakademie)
was founded in Vienna by three Austrian
artists: Tina Blau, Olga Prager and Rosa
Mayreder. Among the alumni was
Croatian artist Nasta Rojc.

In 1908, Maria Niedzielska opened the
School of Painting for Women in
Krakow. Niedzielska herself studied at
the private school of Hungarian artist,
Simon Hollésy, in Munich, and then at
the Académie Colarossi in Paris.
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1 A SURVEY OF THE
Emancipated women AN PROBLEM
At that time, equal access to education was one of the o THY CERMEAN R

main postulates of emancipated women. It is not ROBA MAXREDES

surprising then, that feminist activists were among
artists who wanted to establish schools for women.

Br HERMAN SCHEFFAUER

Rosa Mayreder was active in women's organizations and
y g
published feminist texts.

After her return from Paris, Maria Dulebianka, a
graduate of Académie Julian, dreamed of establishing a
painting school in Warsaw. Ultimately, her plans did not
come into fruition as over time her emancipatory activity

. . . NEW YORK MCMXIII
dominated her artistic career. GEORGE H. DORAN COMPANY

English edition cover of Rosa Mayreder’s 4 Survey of the ’

g

Woman Problem, 1913, University of California Libraries |
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Women’s groups and exhibitions

Female artists had limited opportunity to grow within official
institutions, which is why many of them began to form their
own associations and organize exhibitions presenting only
women's works.

At the World’s Fair (19th and early 20th centuries) there were
often separate pavilions devoted to women's creativity or general
women's achievements. More on this in following presentations.

On the one hand, it allowed female artists to join forces, but on
the other, it separated their activity and output from the male
dominated mainstream.
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Invitation for fair in
Kunstschule fiir Frauen und
Midchen, 1923, MAK -
Museum of Applied Arts,
Vienna
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Catalogue cover of exhibition of Women's Art Club in
Zagreb, 1932, Croatian Academy of Sciences and Arts
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Elda Piséunec: Parabola

1ZLOZBOM RUKOVODI ODBOR GOSPODA [ KLUB HRVATSKIH
KNJIZEVNINA [ UMJETNIKA U OSIJEKU
TISAK F. KITTERA



International Exhibition
of Women Artists in
Warsaw, 1934, National
Digital Archives, Warsaw




Various fields

For women, the possibilities of artistic
development were shaped depending on

a given field.

Sculptors needed a separate studio, while the
creation of monumental works depended on
public procurement (i.e. for a monument

design).

Drawing and painting did not require much
space and was more socially acceptable (as
education for young ladies).

Elza Kalmdr de Koveshdzi (HU), Saznt Elisabeth,
circa 1912, Hungarian National Gallery, Budapest



Applied arts and fashion

Typically, women had no difficulty in
accessing applied arts and craft courses.
Some types of crafts were considered
traditionally “feminine” (i.e. related
to weaving or embroidery).

However, interest in applied arts in the
late 19th century — headed by the Arts
and Crafts movement — was more
modern in nature.

Vase designed by Antonija Krasnik (HR),
E. Bakalowits und Sohne Glassworks,
Vienna, 1902-1905, Museum of Arts and
Crafts, Zagreb




The Kunstgewerbeschule (est. 1863), now the University
of Applied Arts Vienna, admitted both men and
women. Among noted alumni: Fanny
Harlfinger-Zakucka (painter, designer and graphic
artist), Felice Rix-Ueno and Heddi Hirsch (fabric
designers and illustrators), Croatian designer Antonija
Krasnik, and most noted, Gustav Klimt and Oskar
Kokoschka.

The situation was similar at the Hungarian Royal
National School of Arts and Crafts (est. 1880) in
Budapest (now the Moholy-Nagy University of Art and
Design). Among graduates was Laura Kriesch.

Dress designed by Heddi Hirsch (AT), Wiener
Werkstitte (Austria), circa 1919, MAK - Museum of
Applied Arts, Vienna

© © MAK - Museum fur angewandte Kunst
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Felice Rix-Ueno (AT), circa
1925, MAK - Museum of
Applied Arts, Vienna
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© MAK - Museum fur angewandte Kunst

Moosblumen (Moss Flowers), textile designed by Felice
Rix-Ueno (AT), Wiener Werkstitte (Austria), 1924,
MAK - Museum of Applied Arts, Vienna

© MAK - Museum fur angewandte Kuns
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Architecture

Technical fields were difficult to access for women.
Painting or crafts could be self-taught, however, in the
case of architecture, the lack of access to public
education blocked the way to a professional career.

It was only in 1921 that Ella Baumfeld became the first
professionally trained female architect in Austria. She
was not accepted to the Vienna University of
Technology, so she graduated from the Technical
University of Munich.

Similarly, in 1922, Jadwiga Dobrzyriska became the first
female architectural graduate of the Warsaw University

of Technology.

Photo of Jadwiga Dobrzyriska (PL) published |
in women's magazine “Kobieta Wspdtczesna”, 1927, P. J. Dobrzyriska.
Nicolaus Copernicus University Library .



Tuberculosis sanatorium for children in Istebna, Poland,
designed by Jadwiga Dobrzyniska (PL) and Zygmunt Eoboda
(PL), 1937, National Digital Archives, Warsaw

Photo of “Frankfurt kitchen” designed by Margarete
SChﬁttC-LihOtZky (AT), pubhshed in rnagazine “Das neue Bild 34 : FRANKFURTER KUCHE
Frankfurt”, 1926/1927, Heidelberg University Library



Portraits and autoportraits

The limitations faced by women were reflected
in the most common painting styles. Female
artists rarely created large-scale historical or
mythological paintings that required academic
nude studies and a large studio.

On the other hand, many female painters
specialized in portraiture — a more personal
genre often associated with female art (i.e.
amateurs used to draw their immediate family).
Vilma Lwoff-Parlaghy and Josefine Swoboda
famously dealt with portraits.

Helena Emingerova (CZ), Portrait of painter Olga
Boznariska (PL), 1899, National Gallery Prague
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Josefine Swoboda (AT),  Vilma Lwoff-Parlaghy (HU)

, Blue Portrait of Nikola Tesla, 1913,
Queen Victoria, 1893, Royal Collection

NordseeMuseum Husum, Germany




Olga Boznariska (PL) in
her studio in Munich, circa
1896-1898, National
Museum in Warsaw

Nasta Rojc (HR) portraiting Alexander I
of Yugoslavia, 1931, Croatian Academy of
Sciences and Arts
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Ernestin Lohwag (HU), Dame in white lace
dress, early 20th century, Hungarian National
Museum, Budapest

Frida Konstantin (HU), Portrait of M. A. Czobelova,
1913, Slovak National Gallery, Bratislava

Zséfia Strébl (HU), Lady in Red, betore 1903,
Hungarian National Gallery, Budapest




The self-portrait, however, was special. It
was an important topic for many painters.

On the one hand, it is very intimate, on the
other, it allows for a way to show your
deepest self and confront those images with
your viewers.

Anna Biliriska, Nasta Rojc and Olga

Boznariska excelled at self-portraiture.

Ivana Kobilca (SI), Self-portrait in ,
white, circa 1900, National Gallery \
of Slovenia, Ljubljana f#




Anna Bilifiska (PL),
Self-portrait (unfinished),
1892, National Museum

in Warsaw

Anna Biliiska (PL), Self-portrait with
a palette, 1887, National Museum in Cracow




Olga Boznarnska (PL),
Self-portrait, circa 1906,
National Museum in Warsaw

Olga Boznariska (PL), Self-portrait with flowers,
circa 1909, National Museum in Cracow




Nasta Rojc (HR), Self-portrait with
a horse, 1922, Modern Gallery, Zagreb

Nasta Rojc (HR), Self-portrait in the |
bunting suit, 1912, Modern Gallery, Zagreb




Pepa Matdkova (CZ),
Self-portrait with her fatber,
1896, National Gallery Prague




Artistic diversity

Despite these obstacles, we can find women's names among
creators of every important trend at the turn of the 19th
and 20th centuries.

The works of female artists were influenced by realism (Ivana
Kobilca), impressionism (Slava Raskaj), symbolism and
pre-Raphaelism (Marianne Stokes), avant-garde trends (Mela
Muter; the first Croatian cubist Jelena Dorotka) and interest
in landscape painting (Emilie Mediz-Pelikan, Michalina
Krzyzanowska ).

Often, female artists were active in several areas. For example,
Anna Lesznai and Hede von Trapp combined painting and
illustration with literary work.

Zofia Stankiewicz (PL), Stazrs of Warsaw Old
Town, 1922, National Museum in Warsaw
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Emilie Mediz-Pelikan (AT), High Tauern, 1901,
Albertina, Vienna

Zdenka Braunerovad (CZ), 4 quiet valley at
Roztoky, circa 1886, National Gallery Prague




Elise Ransonnet-Villez (AT),
Two little cats, 1886,
Osterreichische Galerie
Belvedere, Vienna

© via Belvedere Wien

Ivana Kobilca (SI), Summer, 1889-1890,
National Gallery of Slovenia, Ljubljana
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© MAK - Museum fir angewandte Kunst

Hede von Trapp (AT), Summer, circa 1914, MAK -
Museum of Applied Arts, Vienna

Marianne Stokes (AT), Aucassin and Nicolette, late
19th century, private collection
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Slava Raskaj (HR), Water lilies 1, 1899,
Modern Gallery, Zagreb

© via Belvedere Wien

Olga Wisinger-Florian (AT), Duck pond, circa
1900, Osterreichische Galerie Belvedere, Vienna




Mela Muter (PL), S#zl/ life with tomatoes, circa
1905, National Museum in Warsaw
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Broncia Koller-Pinell (AT), Harvest, 1908,
Osterreichische Galerie Belvedere, Vienna



Frida Konstantin (HU),
Village Farm, 1908-1913,
Slovak National Gallery, Bratislava

Michalina Krzyzanowska (PL), Two lakes, circa
1931, National Museum in Warsaw



In some spheres, it was women who paved
the way. Dora Kallmus was a pioneer of
fashion photography, and Emilie Louise
Floge and her sister founded a fashion house
in Vienna in 1904, several years ahead of the
opening of the Coco Chanel boutique in
Paris.

We discuss this topic further it the
presentations dealing with artistic travels
and the most important artistic trends of

this period.

Emilie Floge (AT), photo by Atelier d'Ora-Benda,
1909, Austrian National Library

© Osterreichische Nationalbibliothek'
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Photo by Dora Kallmus (AT),
1913, Austrian National Library

Wiener Werkstitte, photo by Dora |
Kallmus (AT), 1920, Austrian | A ' 1
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National lerary © Osterreichische Nationalbibliothek




Artistic couples

Popular at this time was for artists to become involved
with one another.

Such marriages were, for example, Fanny
Harlfinger-Zakucka and Richard Harlfinger, Valéria Dénes
and Sdndor Galimberti, Nasta Rojc and Branimir Senoa,
Laura Kriesch and Sdndor Nagy, Marianne Stokes (née
Preindelsberger) and Adrian Stokes, Emilie Mediz-Pelikan
and Karl Mediz.

Sometimes it was a master-student relationship that
turned romantic. This was the case for Marie Chytilovd and
Alphonse Mucha, Michalina and Konrad Krzyzanowski,

and Irena and WOJ ciech Weiss. Sdndor Nagya and Laura Kriesch (HU) § A

with their daughter, early 20th century, ,".. b




Marie Chytilovd in Mucha's Studio, Konrad Krzyzanowski (PL), Portrait of the artist’s Wojciech Weiss (PL), Portrait of the
Rue du Val-de-Grice, Paris(CZ), photo  wife [painter Michalina Krzyzanowska] with a dog, artist’s wife [painter Irena Weiss] in the

by Alphonse Mucha (CZ), 1903, J. Paul 1911, National Museum in Wroclaw garden, 1917, National Museum in
Getty Museum Warsaw



The aforementioned
fashion designer Emilie

Louise Floge was Gustav
Klimt's muse and life
partner. The couple also
had an affinity between
their families: Floge’s sister

married the brother of
Klimt.

Gustav Klimt (AT) and Emilie Floge ; L e
(AT), 1909, Austrian National Library B e

Gustav Klimt (AT), Portrait of Emilie Louise Floge,
1902, Vienna Museum




A private partnership could intertwine
with the artistic work of the individuals.

For example, the relationship between the
painter Helena Kottler Vurnik
(specializing in architectural decorations)
and the architect Ivan Vurnik, who
worked together on many projects.

Quite often marriages between architects
became professional partnerships. For
example; Jadwiga Dobrzyriska and
Zygmunt Loboda, Barbara and Stanistaw
Brukalski, or Helena and Szymon Syrkus.

Ivan Vurnik (SI) and Helena Kottler
Vurnik (SI), early 20th century, Kranj
City Library, Slovenia



Cooperative Business
Bank Building,
Ljubljana, interior
wall paintings
designed by Heleny
Kottler Vurnik (SI)
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Cooperative Business Bank Building,
Ljubljana, designed by Ivan Vurnik (SI)
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PAINTED BY

ADRIAN & MARIANNE STOKES

.
DESCRIBED BY

ADRIAN STOKES

LONDON
ADAM AND CHARLES BLACK
1909

Adrian Stokes (GB) & Marianne Stokes (AT), Hungary,
London 1909, University of Toronto; selected illustrations:

Slovak girl in sunday attive, Hungarian baby,
An engaged couple (Misko and Maruska at Menguszfalva)



International careers

Many female artists stayed abroad for longer
periods of time — or simply never returned home.
Paris attracted many artists from the all over the
world because of its prestigious exhibitions,
colourful artistic environment, and developed art
market.

Mela Muter belonged to the Parisian intellectual
and artistic elite. The works of Tamara Lempicka
enjoyed international fame — and huge
popularity among customers.

Tamara Eempicka (PL),
Self-portrait (Tamara in a Green
Bugatti), 1929, private collection




The works of the most outstanding female
artists of this period were displayed at
world exhibitions. Anna Bilifiska was
awarded a silver medal at the Paris
Universal Exposition of 1889, and Slava
Raskaj's works were presented at the Paris
Exposition of 1900.

Paintings by Marianne Stokes (Austrian
women associated with England) and
Vilma Lwoff-Parlaghy (a respected
portraitist working, among others, in New
York) were displayed at the 1893 World's

Columbian Exposition in Chicago.

Mela Muter (PL) portraiting French architect Auguste
Perret, circa 1930, University Museum in Toruni
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Among the portraits we have Vilma Parlarghi's well- Lnown
and admirable picture of herself in a charming .costume of white ART AND HAN D | CBAFT
satin. Near by hangs a portrait of the famous poet and painter

b ' IN THE

WONAN'S BUILDING

Cover and details of catalogue Art and
Handicrafts in the Woman's Building,

World's Columbian Exposition in
Chicago, 1893, Smithsonian Libraries

pu blished by GOUPIL & Co.., (5005500, YALADN & C.., Suce™, PARIS and NEW YORK.

PORTRAIT. VILMA PARLARGHY. GERMANY.




Political changes after 1918

The situation of women clearly changed in the
interwar period. First, the war forced society to
allow women to take on new jobs and redefined
traditional social roles.

Second, political changes led to a new division
of Europe, including the collapse of the
Austro-Hungarian Empire and Poland regaining
its independence.

New constitutions considered women's voting
rights and guaranteed equality for all citizens.
Successive universities — not only artistic ones —
began to admit female students.

Students of Warsaw School of Fine Arts,
1920s, National Digital Archives, Warsaw



First female students

Following the political and social changes, women
were finally allowed to study at academies of fine
arts, incl. Prague (1918), Krakow (1920) and
Vienna (1920/1921).

Universities, which were formed only at the
beginning of the 20th century, were slightly faster
in following this trend. The School of Fine Arts in
Warsaw, which was shut down following the
January Uprising in 1864, was reopened in 1904 —
and allowed women to study from the very start.

First female student at Cracow Academy of Fine Arts, Zofia
Baltarowicz-Dzieliriska (PL) in her studio in Lviv, 1931,
National Digital Archives, Warsaw




Students and professors of "
Warsaw School of Fine §&

Arts, 1904, National
Library in Warsaw \



The situation was similar in Zagreb, at
the School of Arts and Crafts (est.
1970, later turned into an Academy).
The new institution was based on
private art schools operating in the

city, and these were already attended by
women.

The generation born around 1900
was thus given equal chance of
attending higher education
institutions.

However, it was only after World War
I that women would appear in greater
numbers, also as staff members of art
schools.

Students during the classes at Cracow Academy of Fine
Art, 1933, National Digital Archives, Warsaw
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