





the style of how one had dressed became particularly important, just as the presentation of visual elements,
which had mainly been characteristic for artists from different fields.

The definition of the term clothing culture in its widest sense defines the generally accepted point of exterior
cultural forms ranging from the life style, customs, and also clothes.* The clothing appearance of individuals
encompasses everything that is to be counted to a person’s external appearance: clothes, headgears, foot-
wear, clothing accessories, hair styles, and physical cleanliness and personal hygiene.> Clothing fashion as an
universal cultural principle does not only encompass and transform the entire human body but also all of its
ways of expression.® Franz Liszt had embodied a genuinely special style and way of presentation of visual ele-
ments. According to numerous accounts, his appearance had been truly exceptional. He was described as tall
and very skinny; his face was small and pale; his forehead high. His long hair fell onto his shoulders and when
he had gotten distresses his hair covered his entire face. Liszt’s appearance was a bit messy, his coat loosely
covering his shirt with a straight collar. He was lively and dramatic.’

Hans Christian Andersen described Liszt as follows: “When Liszt entered a room, one got the feeling as if you
were struck by an electric shock. It were predominantly the ladies who had blossomed as if the sun would
shine on their cheeks; the divine soul shined out of his eyes, with every of his moves he became an even
greater object of admiration,...”® Andersen’s description reveals a small part of the phenomenon, the so-
called Lisztomania. Liszt’s visual presentation was very carefully and plentiful documented in many art works,
drawings, caricatures, and photographs.

Image 1, Josef Kriehuber, Portrait of Franz Liszt, litograph,
1839, Liszt Ferenc Academy of Music, Liszt Ferenc Memo-
rial Museum and Research Centre, Budapest.

Liszt had very highly valuated fashion and taste. He was very attentive in regards to his physical appearance,
especially during his most successful period. His visual spectacle at the piano was of essential meaning and
had been a carefully planned dimension of his performing.®

“ KYBALOVA, L. 1966, p. 19.
5BAS, A. 1987, p. 7.

6 KONIG, R. 1982, p. 25.

7 WILLIAMS, A. 1990, p. 96.
¢ |bid., p. 96.

° GIBBS, C.H. 2006, p. 541.
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In the first decades of the 19'" century, the aristocratic male look had still been the reflection of his status and
role in society. The image of the aristocratic fashion of the 18" century had still not vanished completely. We
witnessed the emergence of exaggerated elegance in male dressing and behaviour, which is known under
the name dandyism. The colours and patterns were rich, whereby the hairstyles and a slim figure had been
of greater importance. The main piece of clothing in the first half of the 19'" century was the tailcoat and also
various other long jackets. The waistcoats had a fairly high neck line and buttoned up high. The cut of the
pants was also high. Around their necks, the men wore neckerchiefs or jabots.°

Franz Liszt was no stranger to the fashion trend of that time. His fitted buttoned up braided coat ended at his
neck in a wide flat-laid collar and the characteristic fashionable bow, a scarf-like tie. (Image 1)

In the course of the 19% century, the male silhouette was very simplified and became less decorative. From
the year 1830, Liszt also took over the new fashion, the modern, clean, with pastel colours and fitted cuts.
The new fashion required long pants, a shirt, a waistcoat, a tailcoat, and a tie or bow, which had been tied
at the neck. (Image 2) The colours were mainly reduced to darker shades and black; the colour to which the
well-heeled bourgeois had resorted in order to accentuate their wealth.!

Image 2, Louis Frisch, Franz Liszt, photography,
1861, Liszt Ferenc Academy of Music, Liszt Ferenc
Memorial Museum and Research Centre, Budapest.

Franz Liszt did not only express his status with his clothes but what is more, his national pride with the Hun-
garian national costume. When he had entered the service of the church in his late years; which was some-
thing he had been already thinking about in his youth, he also got new clothes which came with his new role.
Thus Liszt always articulated his roles through visual language.*?

10 yRISER, A. 2004, p. 213.
1 GIBBS, C. H. 2006, p. 541.
2 QUEEN, E. 2014, p. 267.
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FRANZ LISZT AND VISUAL POETRY: THE SYNERGY BETWEEN VIRTUOSITY AND VISUALITY

Franz Liszt was one of the most depicted — sketched, drawn, painted, and photographed artists of the 19t
century. The composer Robert Schuman said that if Liszt had played behind the stage, a great part of poetry
would have been lost.*

The term visual poetry, which denoted the great virtuoso, developed from numerous accounts regarding his
genius and the extraordinary way in which he performed and played. Liszt’s musical spectacle turned in to a
proper visual, theatrical experience, which was intertwined with technical perfection and sexual magnetism;
with the synergy between virtuosity and visuality.'*

During the years 1830 and 1840, Franz Liszt had become a musician who impressed the mass public. Despite
the fact that the musicians, including Liszt himself, had strived for music to achieve an art status, it was him
who had managed to put it on a pedestal of popularity and entertainment as well. Liszt merged his virtuosity
with his entire body; theatricality, rhetoric, resulting in immense desirability. Mendelssohn described Liszt as
an everlasting contrasting game between scandal and apotheosis.?®

Robert Schumann described the virtuoso when Liszt had performed Weber’s concert stating that the art-
ist started to play full of vim, with greatness and power as he would mount an attack on the battlefield; his
power increased becoming the leader of the orchestra, which he led to triumph. He slipped into the role of
the grand commander — Napoleon, with whom he had been compared visually, and found such an expressive
applause as if people were shouting “Vive |'Empereur!”®* The music event transformed into a spectacular
visual event, a real epic tableau vivant. The power of music and performance was, despite its implicitness,
a truly visual experience. But even though Schumann had admired Liszt’s performances, he was also aware
of his great narcissistic and self-displaying nature, which he considered being excessive. Chopin had a similar
opinion sensing vulgarity and exhibitionism in Liszt.}” Within the world of culture, the opinions regarding
Liszt’s image had been divided. He was compared to an exotic earthly paradise or the primitive African jungle.
Literary grotesques, satirical depictions, and numerous caricatures had emerged.*®

Charles Halle described Liszt’s playing as a visual triumph that exceeds all boundaries and the light of which is
infatuating. But that did not hinder him to be fascinated with the artist’s performance, which Halle described
as crystal clear, practically infallible even in those passages that were impossible and utterly demanding.®

. -_ Image 3, Borsszem
— S Jankod, lllustrated we-
ekly humor Magazine,

6" of April, 1873, p. 5.

3 KRAMER, L. 2002, p. 71.
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When Franz Liszt performed, his image unified with the sound. When he sat at the piano, he repeatedly
ran his fingers through his hair to push it back and then started to improvise on the piano. It was quite of-
ten that his playing became powerful and wild like a storm; then here and there a gentle passage followed,
which scented like a rose, a blessing that calmed one’s mind for a while, but made evoked an even greater
feeling of unease at the same time.?° (Image 3)

Liszt’s repetitive “hair combing” before and during the concert become his trademark. Something from which the
entire process of his divine improvisation originated. This gesture became recognisable and was often imitated.?*

In the 19* century, the virtuoso Paganini and later also Franz Liszt were famous after their longer hair, with
which they tried to conjure up the romantic, sexual wilderness into their playing. Already in the past artist
had helped themselves with feminine elements when it came to their appearance. In this way, they projected
the image of an ironically fears man of that time.??

The French critic Ernest Legouvé denoted Liszt’s manner as a visual access which represents the source of hiss
ambivalence. According to Legouvé’s opinion, Liszt’s relationship with the piano resembled a python. His constant
“hair combing”, the shivering of his lips, and flaring of his nostrils had, again and again, becharmed the crowd in the
auditorium. He had some comic tricks, but he was no comedian, he was a Hungarian: a Magyar and a Tzigane at
the same time. A true son of the game which danced to the sounds of the spurs. Liszt’s identity was constituted by
the connection between visuality and music. The professor of musicology and author of the publication The sight of
sound Richard Leppert argues that the creation of social meaning of music is just as important as the music itself.?

The German romantic poet Heinrich Heine had described Liszt in detail on numerous occasions. According
to his notes, Liszt was regularly overflowed with bouquets of flowers while he had been on stage. There
was one occasion when he pulled a red camellia out of the bouquet and pinned it onto the lapel of his
jacket. The red camellia reminded Heine of the heroic blood of soldiers, a sort of stain on the battlefield of
vision of Liszt’s visual performance.*

When Liszt played, a bound between appearance and music was weaved; a sort of sound image emerged.
In the year 1870, his student Amy Fay described him very precisely. She had the feeling as if that to which
she had been listening to was not music, but some spirit, image that breaths in front of your face and eyes.
She described his facial expression, while he was playing, as a synergy between the change of every single
modulation and change of his facial expression. Liszt looked exactly like he played. A Parisian critique, which
was published around the year 1840, stated that Mr Liszt is not only a piano player but a true actor — because
everything he plays is reflected in his face.?

Liszt’s facial expression and rhetoric were extremely charismatic and appealing. Eduard Hanslick, a Ger-
man music critic of that time, who described Liszt’s symphonic poems as a true promotion of visuality,
wrote about his playing stating that people do not only listen to him with breathless attention, but also
observe it in every fine line of his face.?®

When Liszt played for the young English writer Marian Evans in the year 1854; she described him as follows:
| sat close to him so | could see both his hands and face. For the first time in my life | heard real inspiration
— for the first time | heard the true tones of the piano. He played one of his own compositions, one of a se-
ries of religious fantasies. There was nothing strange or excessive about his manner. His manipulation of the
instrument was quiet and easy, and his face was simply grand — the lips compressed and the head thrown a

20 URL: http://www.heinrich-heine-denkmal.de/heine-texte/fr-buehne10.shtml (quoted 24. 3. 2016)
21 KRAMER, L. 2002, p. 73.

2 MCLEOD, K. 2011, p. 121.

3 LEPPERT, R. 1993, p. 218.

2 EWEN, F. 1948, p. 634.

% KRAMER, L. 2002, p. 76.

26 KRAMER, L. 2002, p. 76.
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little backward. When the music expressed quiet rapture or devotion, a sweet smile flitted over his features;
when it was triumphant, the nostrils dilated.”?’

The sound of his tones became real when it was revised by the look of his face.?® Hans Christian Andersen viv-
idly described Liszt in the year 1840. Andersen’s first impression regarding Liszt’s personality was connected
to the great passion which had prevailed over his pale face. When he lunged at the piano and propelled the
piano keys, so they were flying, the sounds stemmed from his blood, his thoughts. Andersen had the feeling
that Liszt had turned into a demon, which feeds its soul with playing. As if he were tortured, his blood flowed,
and his nerves trembled. A divine image shined from his eyes, and every aspect of him grew into handsome-
ness. According to Andersen’s description, Liszt’s image created a synergy between the pale face of the vir-
tuoso and the floating sounds, then transforming itself into a true allegorical image.?*

Naturally, Liszt’s provocative visuality which arose while he was playing had annoyed quite a few listen-
ers. To those who cherished music above all other things, Liszt presented the symbol of anti-music. The
German writer J. W. Goethe shared this belief. According to his opinion, true music which is performed
at oratorios and concerts is intended exclusively for the ears. His stand point was that the voice is the
most universal means in music. And the one who gives priority to his eyes instead to his ears ruins this
effect of universality.?°

Goethe was convinced that musicians should be hidden as much as possible because the emotions of the listeners
are too diffused and confused due to the musicians’ weird gestures and technical difficulties.?* According to this
conviction, the music performed by a virtuoso is only a mask and most of all the medium of collective veneration.

The phenomenon of the musician — virtuoso, who hides his insanity, was also described by the German Thomas
Mann in his short story Buddenbrooks: “Christian sat down at a little harmonium that stood in the dining room
and imitated a piano virtuoso. He pretended to toss back his hair, rubbed his hands, and looked around the
room; then, without a sound...he bent quite over and began to belabor the bass, played unbelievable passages,
threw himself back in ecstasy at the ceiling, and banged the key-board in a triumphant finale.”*?

It is without any doubt that this show describes Liszt and caricatures his masterly performance, but at the
same time, he is given the image of a deranged musician — a charlatan. The German music critic of that
time Eduard Hanslick forgave Liszt’s dramatically performance when the artist was performing his own
musical works. But when he performed symphonic music, which demanded to be a respected musical
art, Liszt contaminated it with his visual and literary “tools”. Visuality that leads into theatricality was re-
proached of being anti-music.*

According to the German philosopher Friederich Nietzsche, the emergence of the “actor” in music during
the 19%" century threatens to turn music into an art of lying. Nietzsche believed that music should comprise
an independent symbolic value and cultural authority; the solo artists or charismatic performers take com-
plete control over the audience and most of all their emotion. Thus music becomes connected to visuality,
uncanniness, and physicality.?*

Liszt was accused of being a kind of thief regarding both the performances and composing. Music was sup-
posed to be a fragile symbolic medium and is degraded when it gets mixed with other mediums as visual-
ity, narration, and theatricality.*”

27 WATSON, D. 1989, p. 100.
8 KRAMER, L. 2002, p. 77.
2 WALKER, A. 1983, p. 290.
% KRAMER, L. 2002, p. 79.
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LISZTOMANIA

After years of social and economic misery, many celebrations occurred in the 19* century, especially the
revival of carnivals, which soon transformed into public balls. People stemming from different social classes
have gathered at the balls, which were meant exclusively for pleasure. One of the dances was also the Can-
can, an erotic dance which represented the celebration of life. The renowned Philippe Musard is one of the
popular composers from the middle of the 19" century, who lead thousands of people into an ecstasy of
dance with his orchestra. People danced with passion as if they were fighting on the battlefield; his music was
described as orgasmic-insane.*®

Similar descriptions surfaced about Liszt’s concerts. The concert of the virtuoso was the combination of a
ceremony and carnival. It demanded discipline on one hand and offered the audience the pleasure of the
virtuoso spectacle and physical rhetoric, with which the people have identified, on the other hand.

In a way, the merit for Liszt’s legendary impact on the ladies from the audience and their untamed sexuality
is to be ascribed to the Bals Musard. During Liszt’s concerts, the cheeks of the ladies were glowing, they were
winded, the rhythm of the music was synchronous with their excitement. Liszt’s facial rhetoric and his long
hair were his striking attributes, the means of his personal magnetism and the objects of desire.

In the course of the 19* century, hair and the exchange of locks represented a substitute for physical intimacy. The
ladies of that era wore heavy and uncomfortable clothes that were regimented by specific rules; their hair was tied
back. Men also admired Liszt’s hair, but the ladies wanted to have a lock of his hair as a souvenir. They snapped up
his gloves, handkerchiefs, and snuff boxes, which he had discarded. They also wore the broken strings of his piano as
fashion accessories in the form of bracelets, and even scavenged the coffee dregs, and collected his cigarette butts.*’

This mass frenzy and mystical ecstasy of the public at Liszt’s concerts, called Lisztomania, was described by
Heinrich Heine in his critique after visiting one of his concert in Paris in the year 1844.%®
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LISZTOVA VIZUALNA POEZIJA

Maja Hren Brvar, Pokrajinski muzej Maribor, Slovenija

Strokovni ¢lanek (1.04)

IZVLECEK

Franz Liszt, pianist virtuoz, je s svojo karizmati¢no prezenco, magnetizmom in unikatno glasbeno interpretacijo
vsaki¢ znova presunil publiko in postal prava glasbena zvezda 19. stoletja. Namen prispevka je opredeliti feno-
men lisztomanije in pojem vizualne poezije, ki je oznaceval Franza Liszta. Cilj prispevka je usmerjen v iskanje in
razumevanje sinergije virtuoznosti in vizualnosti.

POVZETEK

19. stoletje je stoletje velikih sprememb v zahodnih druzbah, ki so moc¢no vplivale tudi na Zivljenje glasbenikov.
Nova umetniska estetika je idealizirala Zivljenje navadnega ¢loveka in v umetnosti poudarjala pomen Custev. Glas-
benik se je lahko preZivljal sam, koncertiral je v velikih gledalis¢ih ali komornih salonih. Francoska revolucija je
spremenila celotno evropsko druzbo in posledi¢no vplivala na razli¢ne aspekte Zivljenja, predvsem tudi na aspekt
vizualnosti. Preplet vizualnosti, mode in glasbe je poosebljal virtuoz Franz Liszt. Bil je eden najveckrat upodobljenih
— skiciranih, narisanih, naslikanih in fotografiranih umetnikov 19. stoletja. Pojem vizualne poezije, ki ga je oznace-
val, se je razvil iz Stevilnih pri¢evanj o njegovi genialnosti in svojevrstnem nacinu nastopanja in igranja. Lisztov glas-
beni spektakel se je spremenil v pravo vizualno teatralno dozZivetje, ki je bilo prepleteno s tehni¢no dovrSenostjo in
seksualnim magnetizmom, s sinergijo virtuoznosti in vizualnosti. Lizstova obrazna mimika in njegovi dolgi lasje so
bili orodje njegovega osebnega magnetizma in objekt poZelenja. Na njegovih koncertih sta vladali mnoZi¢na histe-
rija in misti¢na ekstaza publike, ki jo je v kritiki leta 1844 slikovito opisal nemski romanti¢ni pesnik Heinrich Heine.
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ROGASKA SLATINA: THE DRESS CODES OF ITS GUESTS AND
RESIDENTS AT THE TIME OF FRANZ LISZT

Katarina Srimpf, PhD, Ethnologist and Cultural Anthropologist, Assistant Researcher, Research Centre of
the Slovenian Academy of Sciences and Arts, Institute of Slovenian Ethnology, Novi trg 2, 1000 Ljubljana,
Slovenia, katarina.srimpf@zrc-sazu.si

Short scientific article (1.03)

ABSTRACT

Rogaska Slatina had already been a well-known spa resort in the 19t century. Due to this fact, it was also
an interesting motive for painters and graphic artists. In the numerous prints that are part of the graphic art
collection of Kurt Miuller, we could mostly see spa architecture complemented by genre scenes with strollers.
Although the images did not have the role of presentation of fashion, today they have a documentary value
for researching of clothing culture of that time of tourists as well of local inhabitants.

KEY WORDS
Rogaska Slatina, graphic collection, graphics, spa resort, fashion, clothing culture, 19t century

Rogaska Slatina is a place with rich history. The rise of the town started in the 19t century when it became
a well-known spa resort where the eminent guests from all over Europe came for their retreat. Because the
place enjoyed the reputation of a spa resort for the European aristocracy and wealthy people,’ it was also
attractive for painters and other artists that came to Rogaska Slatina to capture its images or to perform for
their guests as did Franz Liszt.

The majority of the hitherto known images of Rogaska Slatina originating from the 19*" century is part of a
graphicart collection that was donated to the Zdravilis¢e, the company, which carried spa activities in the
town, in 1985. The graphic art collection which contained approximately 40,000 pieces originating from the
16 to the 19*" century, was donated by the regular guest of the spa, Kurt Miiller.2 In 1995 the collection was
declared as a monument of local importance. The fact that in 1996 Kurt Muller had been awarded the Order
of Freedom of the Republic Slovenia for the deeds regarding the good of Slovenia what also proves the sig-
nificant value of the collection concerned.

The greatness of the collection is also illustrated by the fact that it contains graphic sheets, covering around
240 different thematic areas ranging from nature, landscapes, agriculture, medicine, crafts to fashion sheets,
and portraits. The original or facsimile prints of world famous graphic masters such as Diirer, Holbein, Daum-
ier and others are part of the collection as well.> Nowadays, the part of the collection that includes depic-
tions of Rogaska Slatina can be seen in the permanent exhibition at the cultural-tourist centre Anin Dvor in
Rogaska Slatina.*

Most of the paintings of the landscapes with depictions of Rogaska Slatina, which are part of the collection,

1 The fact that the place was popular among the aristocracy and the rich is also indicated by guest books and visit reports. For more
look: CVELFAR, B. 2002.

2 Little is known about Kurt Miiller. He was born in 1920 and was living in the Swiss place Emmen, which is near Lake Lucerne. He
studied art history and archaeology and became an art dealer. In 1957 he devoted himself exclusively to the trade with paintings.
First, he wanted to collect paintings of Dutch painters, but this desire could not be realised due to financial reasons. Therefore, he
started to collect prints. He had his own art gallery in Zurich. GORJANC, R. 1985, p. 8.

3 FERJANIC-FRIC, E. 1992.

4 Anin Dvor is a multipurpose building in Rogagka Slatina where one can see a few permanent exhibitions, touching the history of
Rogaska Slatina (glass and a local history exhibition). One of the exhibitions that could be seen is also an exhibition of graphic prints
depicting Rogaska Slatina originating from the 19" century which are part of the Kurt Miiller collection. The permanent exhibition
of graphic sheets includes about 50 prints from the collection.
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were created in the first half of the 19" century when the landscape painting reached its peak. It will come
as no surprise that the collection includes around 80 prints depicting the town concerned, created by a vari-
ety of authors and publishers, and issued from the 1830s to the beginning of the 20%" century; since Rogaska
Slatina had at that time already been established as a tourist destination as well as due to the growth of new-
and cheaper painting techniques (lithography, steel engraving).®

The paintings in question represent the romantic interest in nature, and the peculiarities of the local landscape, and
are complemented by genre scenes depicting people with strollers. These prints are also ascribed a great documen-
tary value, due to the realistic tendencies within the visual arts of that time.® The prints concerned are not considered
as solely valuable documentary material regarding the history of the town. They also contain other data, such as
clothing images of depicted people and based on these we could undertake the research of fashion history.”

TOURISM AND VISUAL REPRESENTATIONS

The Romantic Movement in the early 19" century motivated the interest in nature and unusual natural
phenomena, and thereby generated resorts and beach tourism. The concern for health and the desire to
withdraw from the increasingly industrialised cities of Europe had encouraged wealthy people of that time
to seek relaxation in the spas.® This trend was also noticed by publishers including the printer and publisher
from Graz, Joseph Franz Kaiser.? Kaiser was one of the first who started to publish prints of a small size, which
were purchased by tourists as a souvenir of their stay at the spa. This collection of prints is now known as the
New Kaiser Suite. The sheets, whose size was not much bigger than the half of present-day postcards, depict-
ing local Styrian spas with their natatoria as well as the surrounding sites that were popular with the guests
during their holidays or treatments, dominate within this collection. The New Kaiser Suite comprises more
than 80 tinted or secondary illuminated lithographs; some of them also depicting the spa of Rogaska Slatina.
These graphic images, which were created in the 40’s and 50’s of the 19 century,*® are the first of numerous
depictions of this Styrian spa town.

In the early 1860s, the Kaiser prints were replaced with tinted lithographs by the Austrian painter, Carl Reichert.!
The Reichert graphics that were printed by the publisher from Graz Anton Burger'? and are preserved in the graphic
collection of Kurt Muller predominantly depict the spa buildings such as hotels, natatoria, and a covered walkway.

The construction of the Southern Railway has changed the way of travel. Some of the places that were important
at that time were pushed to the periphery; while other were put into the foreground, making them interesting for
tourism. The set of thematical landscape memory albums devoted to the Southern Railway even includes some
younger albums containing illustrations of the Slovenian spas. One of these albums is also a small album of the
painter from Ptuj, Josef Reiterer,'® entitled Sauerbrun bei Rohitsch - Rogaska Slatina. It contains 24 lithographs of a
small size which were printed between 1855 and 1860 by the Publisher Leykam's Erben from Graz.**

5 GLOBOCNIK, D. 2012, p. 639.

¢ lbid.

7 The usage of image resources in the study of clothing culture is constant both abroad as well as in Slovenia. However, we also
need to be aware of the author's artistic freedom and the ideals of artistic creativity of the time. BAS, A. 1987; MAKAROVIC, M.
1971; VRISER, A. 2006; BURKE, P. 2001, pp. 81, 84-87, ZUELOW, E. 2015, pp. 44-68.

8 ZUELOW, E. 2015, pp. 44-68.

° Joseph Franz Kaiser (1786—1859) was landscape painter and publisher from Graz who had published tiny lithographic images of
the Styrian tourist destinations. STOPAR, 1. 2013, pp. 234-235.

10 STOPAR, I. 2013, pp. 19-20.

1 Carl Reichert (1836—1918) was an Austrian painter who mainly painted animals, genres, and landscapes. For Slovenia, the impor-
tance is attached to his Suites (Burger and Reichert Suite), in which the landscapes and images of health resorts of Slovenia had
been published. STOPAR, I. 2013, p. 242; GSODAM, G. 2013-2015.

12STOPAR, I. 2013, pp. 19-20.

13 Josef Reiterer (1821-1895), painter and lithographer. His works, which relate to the Styrian villages, are of particular importance
for the study of park architecture of the 19" century. Unfortunately, his works are nowadays extremely rare and therefore less
known. STOPAR, I. 2013, p. 243; GSODAM, G. 2013-2015.

14 STOPAR, I. 2013, p. 22.
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Images of Rogaska Slatina were also published in print folders of the same publisher, Leykam's Erben, and were
entitled Ansichten aus den Heilbddern Steiermarksmit erkldrendem Texte — Images of Styrian spas with accom-
panying texts. The prints for this collection were made by Johann Nepomuk Passini,*> a painter from Graz, who
had a special reputation because of his landscape prints of spa towns based on their own field drawings.®

Commemorative prints with images of Rogaska Slatina were still popular in the last quarter of the 19% cen-
tury, despite the popularization of photography. Thus, the graphic art collection of Kurt Mdller contains print
sheets with images of this well-known spa town that originate from the 1830s to the 1900s.'” The origin of
these prints coincides with the time when the so-called picturesque tourism was popular.® Therefore, tour-
ism played an important role in popularising prints with landscape theme, which were among others also
intended for the promotion of tourist destinations; Rogaska Slatina certainly being one of them.*

APERANCES OF TOURISTS

Since the graphics had been designed for the bourgeoisie and aristocrats who were able to afford a visit to
trendy resorts like Rogaska Slatina, it is not surprising that the vast majority of genre scenes, which comple-
ment the depicted buildings, mainly portray guests. This way we can now follow the changes in bourgeois
fashion throughout the most of the 19" century.

The first depiction of Rogaska Slatina in the 19t century was made by the Austrian painter, Karl Russ in 1811.
Even though there are other known prints stemming from the beginning of the century concerned,? the old-
est print depicting Rogaska Slatina, which is comprised in the graphic collection of Kurt Miller dates back to
the year 1835. Due to the small size of the prints, the details are not depicted, but the prints still show the
general features of fashion of that time.

The clothing of people depicted in the oldest prints of the collection indicates Biedermeier fashion. The men
are depicted in frock coats and long coats called redingote or riding coat.?* Both coat types were quite similar
in their upper parts, but differed in their bottom parts; that is in the cut of their tails. During the Biedermeier
period, as today, the tail of the frock had been extended just at the back; while the tail of the redingote or
riding coat had also been extended at the front. The coats were so long that they provided the men, who had
worn them, with an hourglass silhouette; a silhouette which had also been popular among women.*

Basic menswear was also long and consisted of narrowly cut trousers called pantaloons usually worn in bright colours,
vests, white shirts that were worn under vests, and ties which served as accessories.” Because the prints concerned
solely depict outdoor scenes, we can also observe other fashionable accessories such as hats and walking sticks.?*

15 STOPAR, I. 2013, pp. 240-241; SCHONY 2013-2015.

16 STOPAR, 1. 2013, p. 22. During the reviewing of the material in the Mdiller's collection so far no graphics of this author have been
detected.

17 Most graphics in the collection that have been issued in the late 19* or early 20t century were published by the publisher Alex-
ander Kaiser from Graz, the son of Franz Joseph Kaiser.

18 Picturesque travels or picturesque tourism was a form of travel with the aim of searching for rural idyll and the natural beauty;
which had been the opposite of the developing industry in the late 18" and early 19 centuries. The interest of the bourgeoisie
and aristocracy in picturesque natural phenomena (such as rivers, mountains) and idealised rural life has encouraged mass tourism
which included the health and spa tourism. ANDREWS, M. 1989; ZUELOW, E. 2015, pp. 30-32.

19 GLOBOCNIK, D. 2012; STOPAR, |. 2013, pp. 19-20; Zuelow, E. 2015, p. 41.

2 For more see REZEK, A. 1964.

21 Both coat types, the tail coat as well as the redingote represented the fashionable clothing throughout the entire Biedermeier
period. Over the years, naturally, some changes occurred (the form of the sleeves at the shoulders, collars, and flaps) which are
unfortunately not visible in the graphics. VRISER, A. 2006, p. 29.

22 This silhouette was achieved, both by men and women, by wearing a corset and with closely tailored upper parts with wide
sleeves. BOEHN, M. 1976, p. 205; KRASOVEC-POGORELCNIK, M. 1997, p. 154.

2 The larger articles of clothing such as pants, jackets and vests are clearly visible in the prints, while the smaller accessories such
as ties and collars are only implied and therefore their forms cannot be inferred from the depictions.

24 BOEHN, M. 1976, p. 208; VRISER, A. 2006, pp. 33-34.
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Similar menswear, without such a strongly emphasised silhouette, can also be seen in the prints that were
released in the period between the 1850s and the 1880s. Still, a lot of men were painted wearing tailcoats
and redingotes, while a few of shorter coats already started to appear.” The period defined above offers a
greater number of prints,?® which made it possible to discern the generalised colour- and pattern scheme
of men’s clothing. So it appears that the jackets and coats were of darker colours, while the pants and vests
were still mostly held in brighter colours than the jackets. The top hat was still a popular head covering, but
we also come across hats with round crowns and slightly wider brims.

In regards to the study of clothing culture, particular interest is to be ascribed to three prints from the Miil-
ler’s collection, where some more details could be evidenced. The style of the Biedermeier period is the
prevalent fashion style which can be seen in the first print.?” The silhouettes of the depicted men are nar-
rowed at the waistline, and the long redingotes and tail coats are prevailing. The pants are streaked and
mostly of brighter colours than the coats. Top hats are the most represented among head covers, but we also
encounter some depictions of hats with rounded crowns; probably bowler hats, which are a hat type that
became popular at that time.?

Image 1: At the Tempel
(Brunnen Tempel), A. Kaiser
- by drawing of T. Schneider,
EMPEL VON ROBITSCH. 1850, Anin dvor, Zdravilisce
Verlag des 1. Kaise Rogaska d.d.

The second print® is particularly interesting because of the colours of the garments. It gives an insight into
the colour scheme of clothes so that we can see the classic combination of menswear of that time; black or
dark brown coat and bright, beige or light brown trousers, a red waistcoat, as well as the rarely seen combi-
nation of a light beige jacket combined with slightly darker pants. We can also see a coat that resembles the
Havelock coat.?® Some of the depicted hats are interesting because of their form. They remind of top hats but
are illustrated with a slightly upward tapered conical header. This form was known as the Turf or the Paris Beau.

25 These shorter coats later developed into the so-called Lounge jackets. VRISER, A. 2006, p. 59.
26 More than 20 prints from the collection were published during this period.

27 At the Fountain Temple (Brunnen Tempel), A. Kaiser - a drawing of T. Schneider, 1850. Displayed on the wall of Anin Dvor as the
third graphic. See image 1.

28 The bowler hat was first introduced by a London hatter in 1850. It was a less formal head cover than the top hat. LENIUS, O.
2010, p. 164.

2% Fountain Temple at the Old Mineral Spring (Brunnen-Tempel in Sauerbrunn bei Rohitsch), J. Passini, 1855. GZKM number 243.
See image 3.

30 The Havelock is a type of men's coat, which was usually worn with a cape. It was named after the British General Havelock.
(1795-1857). VRISER, A. 20086, p. 60.
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The third print3! already shows some changes in men’s fashion. The jackets are shorter and, as the trousers,
of darker colours, and combined with bright vests. In this graphic, the clothes of two gentlemen stand out,
because they are depicted wearing long jackets called the surka.?? Caps with cords complement their entire
ensemble. This graphic also depicts several hats with a lower crown and broader brims, which, in the 2" half
of the 19% century, started to slowly displace then very popular top hats.*

The prints originating from the 1830s, which are part of the graphic art collection, also show features of
women’s fashion of the Biedermeier style; wide sleeves and bell-shaped skirts that accentuated the slimness
of the waist, resulting in an hourglass silhouette which had been fashionable among men as well.3* But the
colors of women's clothes were much more colorful. The prints show pastel-coloured dresses, green, blue,
red, purple, and white coloured skirts, some of which were trimmed on the bottom. At that time, the sleeves
of the dresses were extremely broad, thus given the names like gigots, wether legs or elephant ears.?® The
women’s headgear of that time was the bonnet with a large brim which extended over the face and therefore
enclosed it completely.3®

Image 2: Interior view of the
covered promenade (Innere
Ansicht der Wandelbahn), C.
Reichert, colour lithography,
1864, Anin dvor, Zdravilisce
Rogaska d.d.

Nech der Natur ges wlithv JohPafsin

The closed bonnet, full-skirtedgown, and tippets or shawls are considered as the three elements that were
characteristic for the women’s appearances in the course of the next decades®” which can also be seen in the
prints. Almost all women depicted in the prints originating from the period between the 1840s and 1880s are
portrayed in the ensemble consisting of the elements mentioned above.

The three selected prints are also interesting for the research of women’s fashion, because they show us
their apperances with more details. The first black and white graphic depicts fashionable ladies who are
wearing skirts which are already a bit fuller, but the sleeves of the dresses are not visible because the women

31 Interior of the covered promenade (Innere Ansicht der Wandelbahn), C. Reichert, colour lithograph, 1864. Displayed on the wall
of Anin Dvor as the seventeenth graphic. See image 2.

32 The surka was a jacket trimmed with decorative strings that were similar to the trimmings on the hussar uniform. This type of jacket
was also known by Hungarians, Croats, Czechs, and Slovaks. In Slovenia, it had been particularly popular during the lllyrian movement.
Its recognition was achieved via the uniforms of the Sokol gymnastic association. VRISER, A. 2006, pp. 32—33; VRISER, S. 1990.

33 7AGAR, J. 2004, pp. 122-123.

34 BOUCHER, F. 2004, p. 367.

35 KRASOVEC-POGORELENIK, M. 1997, pp. 154-155; BOUCHER, F. 2004, p. 367.
36 BOUCHER, F. 2004, p. 368; BAS, A. 1987, p. 148.

37 BOUCHER, F. 2004, pp. 380-383.
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of that time wore the then fashionable shawls,?® or because their portrayals are undersized. But we can see
the way in which the poke bonnet had been constructed; consisting of a small crown at the top and a wide,
rounded front brim.*

The second print shows a similar clothing image of the women depicted, but in this, we can also see some colours.
The depicted skirts, where darker colours such as black, grey, and dark red prevail are hence not in the same pastel
colours as those depicted in the graphic originating from the 1830s. It is also interesting that every depicted wom-
an is wearing a cashmere shawl or a jacket which, at that time, had various shapes and names such as mantelet or
paredussus. The headgears of these ladies are still bonnets which have slightly smaller brims.

In the third print, we can sense the quantity of fabric that had been used for women’s skirts. With the fashion
of the Second Rococo, the wastefulness of material usage had returned, which once again allowed a clear
distinction between social classes.*”® The hooped crinoline, which was introduced in the 1850s, allowed much
wider skirts and because of that, a larger quantity of material had been needed for their manufacture.

Because the purpose of these prints was not to present the fashion of that time, the dresses are depicted
only in outlines and without details. Therefore we cannot see the rapid changes in fashion. Such as tournure
fashion which was already present in the 1870s,%* but cannot be observed in the prints of that time.*? But the
print sheets from the Kurt Miiller graphic art collection still show some changes of the forms and colours of
the clothing originating from the period between the 1830s and 1880s.

THE IMAGES OF LOCAL PEOPLE

Very detailed depictions of local people arose when Archduke John of Austria visited Rogaska Slatina and
brought with him the painter Karl Russ. During his first visit in 1810, Russ painted the supposedly oldest
known painting of Rogaska Slatina.*® A year later, when the painter had again returned to the resort, the four
representations of the local population occurred.*

The descriptions of local people which stem from the nearby market town of Rogatec* and which comple-
ment Russ’ aquarelles, originate from the same year as the paintings made by the painter concerned. From
these records we can learn that the farmer of that time wore: »a flat and felted hat and, during the winter
time, a green and fur-lined cap underneath; a woollen neckcloth; a shirt made of fine linen; a cotton waist-
coat; a short jacket with sleeves. The walthier farmers had worn a brown knee-length coat made of cloth,
which had buttoned down only to the waist, short black leather pants, all equipped with bright metal but-
tons, woollen cloth socks, boots, and a wide woollen belt«.*® We learn that, during the weekdays, men wore
old worn out garments and clothes which were made of the same sewing pattern as the festive clothing, with
the only difference being that they were made from less valuable materials.*” Regarding the female clothing,
we learn the following:

»his wife wears a bonnet of fine linen lace,* a two to three fingers wide front strap made of black velvet un-

38 Cashmere shawls returned into fashion in the 1840s and were considered as outerwear, due to their large dimensions. BOUCH-
ER, F. 2004, p. 367.

39 pICKEN, M. B. 1999, p. 27.

0 The new wastefulness of materials has prompted the French Empress Eugenia, who was a lover of fashion. 450 metres of thin
tulle were used for one of her evening gowns, whereby its skirt had been embellished with 103 valances. WEBER-KELLERMANN,
1. 1998, pp. 135-136.

41 WEBER-KELLERMANN, 1. 1998, p. 136.

42 skirts with pronounced tails are visible only in the prints issued around 1900.
43 REZEK, A. 1964, p. 34.

4 MAUTNER, K. & GERAMB, V. 1988, pp. 226-229.

% The records are from the extensive collection of topographic data generated by questionnaires of Archduke John (1811) and George
Gotha (1842). The copies of the responses to the questionnaires are also kept at the Institute of Slovenian Ethnology ZRC SAZU.

46 BAS, A. 1984, p. 46.
47 BAS, A. 1984, p.47.
8 These typ of bonnet is called avba.
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derneath it, and a white headscarf made of fine linen or even muslin over it; then a shirt from fine linen with
light buttons at the neck and wrists, a silk scarf around her neck, a long woollen skirt, on which the bodice
from another fabric is sewn, white socks from thread or wool, shoes with heels and metal buckles or black
leather boots«.* Peasant women wore garments made from less valuable materials on weekdays. In the
summer, women did not wear head and neck scarves, and long woollen skirts, instead of that, they wore a
garment called prsnik over the chest.>®

Despite the fact that the prints from the Mdller collection mainly portray tourists, some graphics still show
people whose clothing differs from the rest of the depicted persons. Given the fact that these people are
often painted when carrying out various works such as selling bottles of mineral water, driving harnesses, etc.
and that they are placed in the background of the scene, we can conclude that it is likely that they are locals.

Although some reports from surrounding places state that the peasant population had started to be inspired
by the fashion of the bourgeoisie by no later than the mid-19* century,®* the prints originating from the
same period show us a somewhat different picture.>> Local women like those illustrated in eight prints> are

Image 3: Mineral Spring Tempel in Rogaska
Slatina (Brunnen-Tempel in Sauerbrunn

, = : bei Rohitsch), J. Passini, 1855, Anin dvor,

dressed in skirts with bodices. The skirts are painted a somewhat shorter than in Russ’ aquarelles®* and in white,
red, and brown colours, while the bodies are painted in darker shades. Shirts with wide sleeves are depicted
beneath the dresses. Almost all portrayed women have white aprons, except those depicted on the black and
white graphics, those are dark, which could indicate that we are dealing with coloured aprons. In the prints, we
can also see some white neck scarfs and a white headscarf, a type of headwear, called peca. The boots are the
footwear of the depicted women.

The depicted men are dressed as it is also shown by other similar data. They wear tightly tailored trousers, a
red vest, white shirt, and boots. We can even see long coats, most likely coats of the Havelock type, and wide-

49 BAS, A. 1984, p. 46.
S0 BAS, A. 1984, p. 47. Prsnik is a garment similar to a bodice which women wore on top of the shirt MAKAROVIC, M. 2004, p. 481.
51 see the reports from the parishes of Smarije pri Jel$ah, Sladka Gora, and Sentvid pri Ponikvi. BAS, A. 1984, p.47.

52 Due to the obvious class distinction of the people depicted, the authors of the prints probably deliberately portrayed locals wear-
ing clothes of older forms, which are clearly different from the cuts of clothes worn by the town’s people. Even though the reports
speak of an approximation of peasant clothing to the outfits of the bourgeois class in the middle of the 19" century, the similarities
were not yet as significant due to a preservation of regional clothing images MAKAROVIC, M. 1971, pp. 88-93.

53 Five prints are exhibited in Anin dvor under numbers 3, 10, 11, 15, 21. Other prints are still in the depo and can be found under
the numbers 23 or 65, 47 and 243.

54 Skirts with pronounced tails are visible only in the prints issued around 1900.
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brimmed hats with a round crown. One image stands out; it is a depiction of a man who is dressed in white
pants and shirt, and a dark waistcoat, which was otherwise characteristic for the Pannonian area.

Depending on the prints which only show the outlines of the clothing image of the locals, they do not essentially
differ from written and other image sources from that time. These graphics are interesting because they are
showing a mixture of Alpine and Pannonian influence on the dressing, about which other sources do not report.

CONCLUSION

Since the discussed prints have had the role of promoting the spa town of Rogaska Slatina, the small scenes
that complement the representations of architecture, give us a much-generalized insight into the fashion of
that time. Although the images did not have the role of a detailed presentation of fashion, they have a docu-
mentary value for clothing culture of that time. They provide us with information regarding general garment
ensembles, their length, colour, and general form. They also introduce us with outdoor garments and acces-
sories such as coats, jackets, hats, bonnets, and parasols.

However, the greater value of these prints is seen in connection with the research of the clothing image of
local people. Due to the small number of sources which inform us about this image, these prints are consid-
ered as important sources.
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ROGASKA SLATINA: MODNE ZAPOVEDI GOSTOV IN
PREBIVALCEV V CASU FRANZA LISZTA

dr. Katarina Srimpf, Znanstvenoraziskovalni center Slovenske akademije znanosti in umetnosti, Institut za
slovensko narodopisje, Slovenija

Kratek znanstveni ¢lanek (1.03)

1IZVLECEK

Rogaska Slatina je bila v 19. stoletju Ze znano zdraviliS¢e, zaradi Cesar je bila kot kraj tudi zanimiv motiv za
slikarje in grafike. Med Stevilnimi grafikami, ki so del grafi¢ne zbirke Kurta Miillerja, lahko opazujemo pred-
vsem zdravilisko arhitekturo, pogosto dopolnjeno z Zanrskimi prizori s sprehajalci. Ceprav te grafike niso im-
ele vloge predstavljanja mode, jim lahko danes vseeno pripiSemo dokumentarno vrednost za raziskovanje
oblacilne kulture tistega ¢asa tako turistov kot tudi domacinov.

POVZETEK

Rogaska Slatina je zdravilisCe, ki sodi z vecstoletno tradicijo med starejSa in pomembnejsa zdravilis¢a v Slove-
niji in Evropi. Kraj se je zaCel uveljavljati v 19. stoletju, ko je postal prostor oddiha za eminentne goste. Zaradi
svojega slovesa kot zdraviliS¢a za evropsko aristokracijo in premoZzne mescéane je postal zanimiv tudi za slikar-
je in druge umetnike, ki so prihajali v Rogasko Slatino, da bi tam ustvarjali ali nastopali za goste, kot na primer
pianist Franz Liszt, slikar Karl Ruf$ in drugi.

Vecina doslej znanih upodobitev Rogaske Slatine iz 19. stoletja je del graficne zbirke, ki je bila leta 1985 po-
darjena Zdravilis¢u, podjetju, ki je takrat izvajalo turisti¢cno in zdraviliSko dejavnost v kraju. Grafi¢no zbirko, ki
je obsegala priblizno 40.000 kosov grafik, nastalih od 16. do 19. stoletja, je podaril dolgoletni gost Kurt Miiller.
Zaradi realisti¢nih teZenj v vizualni umetnosti 19. stoletja imajo danes grafike z motivom kraja veliko doku-
mentarno vrednost. Niso le pomemben dokument za zgodovino kraja, ampak vsebujejo tudi druge podatke,
kot je na primer oblacilna podoba naslikanih ljudi. Te grafike so imele predvsem vlogo promocije in oglaseva-
nja kraja, zato nam majhni prizori, ki dopolnjujejo predstavitev arhitekture, dajejo posplosen vpogled v modo
tistega Casa: Ceprav niso imele vloge predstavljanja mode v podrobnosti, nas vseeno informirajo o splosnih
oblacilnih kosih, njihovi obliki, barvi in dolZini. Na upodobitvah lahko vidimo tudi oblacila za zunaj in nekatere
dodatke, kot so tedaj modni plasci, jakne, klobuki, kape, ¢epice in soncniki.

Zaradi manjSega Stevila virov, ki govorijo o oblacenju lokalnega prebivalstva, so te grafike Se posebej pomem-
ben vir. Upodobitve domacinov na njih pokazejo tudi mesSanje alpskih in panonskih vplivov v oblacenju na
tem obmocdju, ¢esar drugi socasni viri ne omenjajo. Prav zaradi navedenega je njihov pomen za raziskovanje
te teme toliko vedji kot za raziskovanje visoke mode.
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BEAKERS WITH TOWNSCAPES AND SPA GLASSES FROM THE
CITIES ON THE LISZT CONCERT TOUR IN THE YEAR 1846

GRAZ, MARIBOR, ROGASKA SLATINA, ZAGREB

Valentina Bevc Varl, PhD, Art Historian, Museum Adyviser, Regional Museum Maribor, Grajska ulica 2,
2000 Maribor, Slovenia, tina.varl@maribor.si

Original scientific article (1.01)

ABSTRACT

The 19t century was marked by the rapid development of the glazier’s craft. In those times, we witness the
emergence of a significant number of new types of glasses that were made from new kinds of glass and
decorated with different decoration techniques. The beakers with townscapes and spa glasses, which are
especially characteristic of the Biedermeier period and were made for the spas with thermal water, are also
to be counted among these new glasses. The paper particularly aims to discuss the beakers with townscapes
of the cities Graz, Maribor, Zagreb, and Rogaska Slatina that were visited by Franz Liszt within the scope of his
concert tour in the year 1846.

KEY WORDS
glazier’s craft, Biedermeier period, beakers with townscapes, spa glasses, Rogaska Slatina

INTRODUCTION

The 19t century was marked by the rapid development of the glazier’s craft. In those times, we witness the
emergence of a significant number of new types of glasses that were made from new kinds of glass and deco-
rated with different decoration techniques. The beakers with townscapes and spa glasses, which are especially
characteristic of the Biedermeier period and were made for the spas with thermal water, are also to be counted
among these new glasses. The spas were the main touristic destinations of the nobility and well-heeled bour-
geoisie, which in this way also expressed their social status. In the present paper, | have tried to establish the
number of preserved beakers with townscapes and spa glasses originating from the cities of Graz, Maribor,
Rogaska Slatina, and Zagreb; as well as to answer the questions regarding the forms and quality of the glassware
concerned. The glassware in question had also been ascribed the character of a souvenir. Therefore, it testifies
to the importance of the mentioned cities as tourist cities. In the process of gathering data regarding the glass-
ware, | have limited my search to the museums from Slovenia, Austria, and Croatia, thus those places where
one would expect to find such material.! But, | can state with certainty that the mentioned objects are also to
be found in private collections, while the spa glasses from Rogaska Slatina are still present on the art market.

GLASSWARE IN THE TIME OF THE BIEDERMEIER PERIOD

The Biedermeier period is earmarked by the Central-European bourgeoisie culture from the first half of the
19% century. In a narrower sense, the period concerned is limited by the years 1815 (Congress of Vienna) and
1848 (March Revolution). The period reflects the values of the well-heeled bourgeoisie (patriarchal family,
friendship, decency, amiability, charitableness, etc.). The Biedermeier had predominantly developed in Aus-
tria and Germany, as well as Bohemia where it was particularly expressed in the field of the glazier’s craft.?

1 On the data regarding the glassware preserved in the museum collections, | would like to thank: Dr Mateja Kos (Narodni muzej Sloveni-
je/National Museum of Slovenia), JoZe Rataj (Pokrajinski muzej Celje/Celje Regional Museum), Mag Branko Vnuk (Pokrajinski muzej Ptuj-
Ormoz/Regional Museum Ptuj-Ormoz), Aleksandra Cas, Alenka Verdinek (Koroski muzej Slovenj Gradec/Carinthian Regional Museum),
Lucija Zoren¢, (Kozjanski park Podsreda/Kozjanska Park Podsreda), Nani Poljanec, Ljudski muzej Rogaska Slatina/Folk Museum Rogaska
Slatina, Dr Ulrich Becker (Universalmuseum Joanneum, Graz), Dr Nela Tabuk (Muzej za umjetnost i obrt, Zagreb/Museum of Arts and
Crafts, Zagreb), Jelena Borosak-Marijanovi¢ (Hrvatski Povijesni muzej, Zagreb/Croatian History Museum, Zagreb), Marina Perica Krapl-
janov (Muzej grada Zagreba/Zagreb City Museum), Lada Ratkovi¢ Bukovéan (Muzej Mimara, Zagreb/Mimara Museum, Zagreb), Radmila
Biondi¢ (Muzej Slavonije, Osijek/Museum of Slavonia, Osijek), Ljerka Simunji¢ (Muzej grada VaraZdina/Gradski muzej Varazdin/VaraZdin
City Museum), Masa Hrustek Soboc¢an (Muzej Medimurja/Medimurje County Museum, Cakovec), Dr Martin Czermin (DeZelni muzej
Gradis¢anskega/Regional Museum Burgenland), Dr Zsuzsanna Domokos (Liszt Ferenc Zenem(ivészeti Egyetem/Liszt Ferenc Emlékmuze-
um és Kutatokdzpont/Liszt Ferenc Academy of Music/Liszt Ferenc Memorial Museum and Research Centre).

2 BROZOVA, J. 1995, p. 75.
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The main territories where glass had been manufactured were more or less the same as in the 18" century,
whereby Bohemia asserted the central role. In Bohemia, the glass was made in different places. The areas of
Novy Bor (Haida) and Kamenicky Senov (Steinschénau), which are located in the north of Bohemia, as well as
the glass workshops that were in possession of Count of Buquoy in the south of Bohemia, were considered
as important centres.? Important centres of the glazier’s craft were also located in Germany, Austria, France,
Belgium, Russia, and elsewhere.*

The greatest progress which the glazier’s craft witnessed in those times was within the field of technological
development of different kinds of glass. In the wish to imitate gemstones, recipes for various coloured glass,
which had been transparent and opaque, were invented. Either the glass was already coloured in its glass com-
position, or decoloured transparent glass was coated with a layer of coloured glass. The transparent glass was
also coloured with transparent glazes (pink, green, blue, purple). A special kind of glass was also the Hyalith
glass, which had been patented during the years 1803 and 1816 in the glass workshops of Francois de Longueval
count Buquoy who possessed glass workshops in the territory of Nove Hrady (Neuwelt) in the south of Bohe-
mia. Friedrich Egermann (1777-1864) patented the Lithyalin glass which resembled the Hyalith glass.® Since the
1820s, different kinds of Opaline glass in soft pastel shades, pink-shaded glass, green glass, and yellow Uranium
glass was manufactured in France.® In those times the surface of the coloured glass was also often coated with
a layer of white enamel and then grinded which resulted in interesting and intricate patterns.’

In the first half of the 19t century, a significant number of new forms of glass objects have evolved, which were
decorated with different decoration techniques: grinding, engraving, and painting with transparent enamel col-
ours. The latter method was the result of experimentations which were carried out by Samuel Mohn (1762-1815)
in his own atelier. Mohn otherwise busied himself with porcelain painting, but he had also painted many glass
objects. After the vivid transparent colours had been applied on the glass surface, they were also “burnt-in” to
achieve a particularly attractive gloss.® The colours were combined with gold painting and also Schwarzlot (a
sepia enamel); opaque enamel colours were also used. The glass painting technique for glasses with vivid trans-
parent enamel colours was also carried on in Vienna by Samuel’s son, Gottlob Mohn (1789-1825); and brought
to its perfection by the Viennese porcelain and glass painter Anton Kothgasser (1769-1851).

In the Biedermeier period, Bohemia, in particular, manufactured large amounts of grinded glass. The dynam-
ics of the decorations composed of complex combinations of different grinded elements (relief rings, medal-
lions, buttons, etc.) was characteristic.’

MEMENTO GLASSWARE

At the beginning of the 19* century, in the times of the Empire style (1800-1830) and later in the Bieder-
meier period (1815-1848), glass objects decorated with depictions of hunting scenes or animals, as well as
mythological scenes have enjoyed great popularity among the nobility and well-heeled bourgeoisie. The
so-called memento glasses (Andenkengldser), also came to the fore. The glasses concerned were adorned
with motifs which symbolised fidelity, love, and friendship. A particular type of memento glassware are
the beakers with townscapes and spa glasses. In his fundamental work on glasses dating from the Empire
and Biedermeier periods,'* Pazaurek writes that the glassware of greatest interest and quality originating
from the mentioned period is that which had been bestowed on special holidays, as well as that which was
manufactured as a souvenir of travels, especially to spa towns. Such glasses were often decorated with
the inscription Zum Andenken (In memory of), depictions of coats of arms or with engraved initials of their
owners. Numerous of these glasses were made to order.*?

3 PAZAUREK, G. E. 1976, p. 4.

4 PAZAUREK, G. E. 1976, pp. 4-12.

s BROZOVA, J. 1995, p. 75; see also: BROZOVA, J. 1995, pp. 145-153; BUQUOY, M. von, 1995, pp. 164-179.
 HOLLISTER, P. 1991, p. 191, in: TAIT, H. (ed.) 1991.

7 BROZOVA, J. 1995, p. 76.

8 SPIEGL W. 1995, p. 58.

s BROZOVA, J. 1995, p. 75.

10 MARKO, E. 1993, p. 24.

1 PAZAUREK, G. E. 1976.

12 pAZAUREK, G. E. 1976, pp. 12, 13.
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BEAKERS WITH TOWNSCAPES

Beakers with depictions of townscapes enjoyed great popularity in the Biedermeier period. The town-
scape, regarded as a motif which originates from the landscape, witnessed its heyday in the 17™ and
18" century. It is a detailed depiction of a town or individual buildings in painting, graphic, and drawing
technique.®® The merit for the quick spread of townscapes is to be ascribed to the graphic technique.
These townscapes were depicted in topographical-historical publications and graphic series that were
published in Europe. In the course of the 17%, 18, and 19* centuries, the motif of the townscape had
also asserted itself as a décor piece which appeared on objects of applied arts — objects made by gold-
smiths and silversmiths, furniture, ceramics, and glass. The mentioned graphical depictions served as
templates for the making townscapes.*

The townscapes which decorated glassware in the course of the late 17" and 18" century were usually
made in the engraving technique, which coincides with the invention of the hard, impeccably clear, and
brilliant potassium-lime glass in the 1770s.'> The most important centre of the early period was Nirn-
berg, while Bohemia and Silesia came to the fore in the middle of the 18 century.® In the Biedermeier
period, the precious pieces with engraved townscapes were also grinded. The greatest master in the
field of engraved glass was the Bohemian engraver Dominik Biemann (1800-1857). Apart from numer-
ous different motifs, he also decorated glassware with townscapes. The beaker with the depiction of
the Ulm Cathedral and two goblets adorned with the depictions of the Mainz Cathedral are some of the
objects originating from the period during the years 1835 and 1838,'” while the goblet with engraved
depictions of buildings in Munich originates from the period during the years 1842 and 1845.% It the
same time of the manufacture of high-quality artistic objects, we also witness the mass production
of cheaper memorabilia which can be defined as souvenirs for tourists. The growing industrialisation
caused the decline in quality of the products, which became more inexpensive and also more accessible
due to the new transport connections.

But, the engraving of townscapes was not the only decoration technique which had been used, since, at the
same time, we witness the emergence of glassware decorated with townscapes that were painted with vivid
transparent colours. The products of the already mentioned Samuel Mohn and his son Gottlob Mohn are
typical exemplars of such glassware. In the year 1811, Samuel Mohn offered beakers with the townscapes
of Rome, Berlin, Pillnitz, Meissen, Weimar, and Dresden, where he lived.*® His son, Gottlob came to fame
in Vienna and earned his keep with the painting of townscapes of the Imperial city on glassware.?® Gottlob
was also closely connected to the Viennese porcelain and glass painter Anton Kothgasser, who worked as a
porcelain painter at the Imperial Vienna Porcelain Factory for fifty six years (1784-1840).%! In the year 1813,
Kothgasser also opened a studio in Vienna where he worked as an independent porcelain painter with a
group of assistants.?? Just as Gottlob Mohn, he too manufactured a great number of beakers with townscapes
which depicted different Viennese buildings.??

The characteristic shape of a Biedermeier beaker is the so-called rimmed beaker (Ranftbecher), a glass with
a concave body and a solid shallow foot that is usually grooved on the outer edge. The townscapes depicting
the motifs of Viennese buildings (St. Stephen’s Cathedral, Karlskirche, etc.) were at most times painted par-
ticularly on this type of glassware. The most popular motif was that of the St. Stephen’s Cathedral.*

13 JAHN, 1966, pp. 717, 718.

14 STULAR, H. 1973, p. 125.

15 |bid., pp. 125-127.

16 |bid., p. 126.

V7 | ICHTENBERG, P. 2004, pp. 93-96, Cat. 67.-69.
18 SPIEGL, W. 1995, Cat. 11.179.

19 |bid., pp. 58-61, Cat. I1.65, 166, 11.68.

2 |bid., pp. 58, I1.69.

21 PAZAUREK, G. E. 1976, p. 184.

22 | |EFKES R. (ed.) 1997, pp. 77,78.

2 PAZAUREK, G. E. 1976, pp. 187-191, Fig. 166-171.
2 |bid., p. 187.
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BEAKERS WITH TOWNSCAPES OF GRAZ, MARIBOR, ZAGREB, AND ROGASKA SLATINA

Graz

In the first half of the 19" century, Graz played two important roles; it was the political capital of Styria as well
as the capital of cultural life which strengthened the then still prevalent regional awareness. The central char-
acter was Archduke John of Austria, who encouraged the development, contributed to the construction of
the Southern Railway, which connected Vienna with Trieste, and also founded the Landesmuseum Joanneum
and the Graz University of Technology (1811). As the capital of Styria, Graz was also the central educational
centre with the university on hand which had already been founded in the year 1585.

We can supose that in the times of the 19t century Graz, just like other larger cities, also sold memento
glass beakers with townscapes. Sadly, a much smaller number of these beakers were preserved as one
would expect.?® The central museum Universalmuseum Joanneum in Graz (formerly known as the Landes-
museum Joanneum) preserves the cylindrical beaker with the townscape of Graz dating from the year
1830.2° The beaker is made of decoloured blown glass and is decorated with a deep engraving. In the cen-
tre of the composition that is on the walls of the beaker, we see the depiction of a townscape surrounded
with five city district’s coats of arms which were granted judicial and market rights. The engraving is made
after a lithographic template by Wachtl (1778-1839) from the year 1822. This object is a product which
had been manufactured in Styrian glass workshops.?’

We know of a preserved beaker originating from the immediate proximity of Graz decorated with the
townscape of St. Leonhard near Graz.? Pilgrimage beakers from the most important Austrian pilgrimage
centre, Mariazell®® have also been preserved. Eventhough Mariazell lies in the north of Styria; it is still
more than 100 kilometres away from Graz. Thus, these beakers have served solely as souvenir glasses
which reminded of the pilgrimage to Mariazell.

In the course of the 19 century, the glazier's craft in Styria witnessed its heyday. Therefore, the reasons
regarding the absence of suchlike glass beakers adorned with the townscapes of the city of Graz cannot be
associated with the lack of the required knowledge and glassware in general. Glass workshops that were lo-
cated in the west of Styria already operated since the 14" century, whereas they have truly flourished in the
19t century which was in accordance with the spirit of the industrialisation. It was until the beginning of the
20™ century that these workshops had withstood the general demise of the glazier's craft at the end of the
19t century.3 But south of Graz, there was another important centre of the glazier's craft located in the ter-
ritory of the mountain range of Pohorje. Since the beginning of the 17™ and until the 20" century there were
at least 16 glass workshops that operated on the mountain range of Pohorje and its immediate proximity.
These workshops reached their climax in the second quarter of the 19" century.>!

Maribor

In the 19" century, Maribor was considered as the second most important city of Syria; immediately af-
ter Graz. The development of Maribor was additionally furthered by the construction of the railway, which
reached Maribor in the year 1846. That was also the year in which Franz Liszt held a concert at the Knights’
Hall of the Maribor castle. It was Liszt’s friend, Eduard von Lannoy who had invited him to Maribor. Every year,
Lannoy would spend the summer months at his manor house Viltu$ (Wildhaus) in the vicinity of Maribor.

Even though, Maribor had been the centre of South Styria; we actually do not have any souvenir beak-

% With the exception of the Universalmuseum Joanneum, we cannot find the beakers with townscapes of Graz in any of the mu-
seum collections which have been mentioned at the beginning of the present paper. See: Ref. 1 of this paper.

% |Inventory Book, Universalmuseum Joenneum, Inv. No. 2553. Until the closing of this paper | was not able to research the entire
Glass Collection of the Universalmuseum Joannem.

7 MARKO, E. 1993, p. 28.

2 |nventory Book, Universalmuseum Joenneum, Inv. No. 25300.

2 Inventory Book, Universalmuseum Joenneum, Inv. No. 16304, Inv. No. 17185; Inventory Book, Regional Museum Maribor, Inv.
No. N. 006584.

30 On the glazier's craft in West Styria see: ROTH, W. P. 1976.

31 On the glazier's craft on Pohorje see: VARL, V. 2006.
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ers with the townscape from the Biedermeier period of the city concerned.*? The only preserved specimen
originates from the end of the 19' or the beginning of the 20" century. The octagonal beaker is made of
decoloured glass with the townscape of the Maribor castle painted on its walls.>* Under the depiction of the
castle lies the inscription Gruss aus Marburg (Greetings from Marburg). The beaker is a serial product which
had been manufactured with the help of mould-blowing into an octagonal mould. The mouth of the beaker
is grinded, while the bottom is massive. The image near the mouth is additionally decorated with a gold line
and was probably executed with colorized screen-printing using a paste-like enamel colour. The object is
considered a simple product with the character of a souvenir.

The collection of the Regional Museum Maribor preserves a mid-19t-century beaker that is characteristic of
the Biedermeier period with the inscription Andenken an Meran (Memories of Meran).?* The beaker com-
memorates the visit of the Merano estate, which had been in possession of Archduke John of Austria and is
located only a couple of kilometres from Maribor in the settlement Pekre. The collection also comprises a
group of memento glass objects which are connected with Archduke John of Austria. The group is represent-
ed by glasses, goblets, and flasks adorned with the portrait of Archduke John of Austria and farming symbols
made of glass which had been pressed into a metal relief mould. The objects were manufactured around the
year 1840 in the glass workshop Langersvald owned by Benedikt Vivat.®

The Glass workshops from Pohorje also manufactured memento glasses that commemorated the visit of the
pilgrimage church the Holy Name of Mary Church in Ruse.*® These glasses are solely a humble representation
of a decoration technique (painting with transparent colours) that was applied in the Biedermeier period.*’

Zagreb

It almost seems impossible that the most important museums in Croatia, Slovenia, and the Austrian city Graz, which
hold collections of glass, do not preserve glass beakers with the townscape of Zagreb. The glazier’s craft in Croatia
had been well developed in the course of the 19%" century in as much there were more than ten glass workshops that
had operated since the beginning of the 19" century and until the year 1926. The glass workshop from the settle-
ment Osredek near Samobor (founded in the year 1839 and abandoned in the year 1904), in particular, followed all
trends of that time and manufactured high-quality Biedermeier glass. Beside many other objects the workshop also
produced souvenirs with patriotic inscriptions, the Croatian coat of arms, lllyrian emblemes, etc. At its foundation, the
workshop had exclusively employed Bohemian glassmakers from Karlovy Vary (Karlsbad). The glass workshop from
Zvecevo (founded in the year 1842 and abandoned in the year 1904) could also pride itself with high-quality products.
Until the year 1857, the workshop was in the ownership of the renown Viennese family Lobmeyr.®

Rogaska Slatina

If we are to compare it to the cities which have already been mentioned in the present paper, Rogaska Slatina
is to be considered a small town. But it was already in the year 1803 when we witness the foundation of a
spa. That is precisely the reason why souvenir glasses with townscapes of the Rogaska Slatina spa buildings
were preserved. These glasses are classified as spa glasses to which this paper devotes a whole chapter.

SPA GLASSES

Spa glasses are a special category of glassware, which had evolved out of the need of the spa towns. In a
general sense, the spa glasses are divided into two groups. The first group consists of glasses which have
served as drinking glassware for the drinking of mineral water. The second group consists of glasses, which
have served as memento glasses. The need for glasses for the consumption of mineral water had emerged

32 We do not dispose of any information about the glass workshops from Pohorje that were located in the immediate proximity of
Maribor regarding their manufacture of beakers with townscapes of Maribor or any other city. We also do not come across suchlike
products in the collections of any of the museums which have been mentioned at the beginning of the present paper. See: Ref. 1
of this paper.

3 Inventory Book, Regional Museum Maribor, Inv. No. N. 004576.

3 Inventory Book, Regional Museum Maribor, Inv. No. N. 009466.

3 VARL, V. 2006, pp. 98-103, Fig. 52, 54.

% VARL, V. 2005, Vol. 2, Cat. 91-94.

37 Cf: VARL. V. 2006, pp. 90-97, Cat. 45, 46.

38 RATKOVIC-BUKOVCAN, L. 2013, in: TRANSPARENTNA LJEPOTA, 2013, pp. 112-114.
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in the 18™ century when the drinking of mineral water had been attributed a therapeutic purpose. In the
year 1835, four different sizes of glasses were introduced in Rogaska Slatina. The glasses have also differed
regarding their shapes since the mineral water had been drunk cold, warm, and hot. Glass mugs were used
for the drinking of hot and warm mineral water. The shape of these mugs has its source from the already
asserted glasses that were intended for the drinking of warm beverages, with the only difference being
that spa mugs were additionally decorated with depictions of spa buildings and inscriptions. The glasses
which were intended for the drinking of cold mineral water were in the shape of ordinary water glasses
without handles but had also been decorated.*

One of the unique categories is represented by spa glasses of a commemorative character. They served as
souvenirs or gifts. They were decorated with engravings or paintings and gilding; sometimes the decoration
techniques were also combined. Some guests also had their initials engraved on their glasses.*® The spending
of leisure time at the spas was not solely considered to have a beneficial effect on one's health but was also
a way to express one's social status.*

Various museum and private collections preserve a lot of engraved glasses with depictions of Bohemian,
Silesian, Austrian, and German spas. One of the widely known spas was located in Karlovy Vary (Carlsbad)
in Bohemia. The spa town was provided with glasses which were manufactured in the then very successful
Bohemian glass workshops. Since the 1830s, every year the merchants of glassware and souvenirs, who
were working in Bohemian spa towns, would offer new collections of spa glasses which were always made
in new fashionable colours.*

It is quite fascinating that the high-quality engraved glassware was best sold and reached the highest
prices in spa towns and not elsewhere; like for example in capital cities as one would expect. The demand
for spa glasses must have been great, which is also supported by the fact that some glass artists (glass
painters, glass grinders, glass engravers) have settled in the spas where they decorated the glassware. A
proper centre for the decoration of glassware had formed itself in Karlovy Vary, where several acclaimed
glass cutters were active. Beside the townscapes, the craftsmen also made engravings depicting hunting
scenes and equestrians upon requests of prestige spa guests.*® Between the years 1826 and 1847, the
already mentioned Dominik Biemann worked in the spa town FrantiSkovy Lazné (Franzensbad) during the
summer months, where he had reached fame with portrait miniatures of spa guests that were engraved
on glassware.* It was already in the year 1811 when Samuel Mohn also offered glasses with painted town-
scapes of spa towns Bad Schandau and Teplitz in Bohemia.*

SPA GLASSES FROM ROGASKA SLATINA

Spa glasses were also manufactured in the territory of South Styria, where the glasses were made to popu-
larize the spa towns Rogaska Slatina, Lasko, Rimske Toplice, and Dobrna, which were founded at the begin-
ning of the 19*" century. In the first half of the 19 century, the glass workshops from Croatia and Styria also
flourished. The latter mentioned operated on the mountain range of Pohorje and its immediate vicinity, as
well as in the region of Kozjansko. We can safely conclude that Rogaska Slatina was provided with glasses
by surrounding glass workshops. Some of these workshops also disposed of their own glass grinding shops
and decorated the glass with paintings and engravings. It is, of course, also possible that in Rogaska Slatina
we only come across glass decorators who have busied themselves solely with the decorating of glasses. As
it was already mentioned, the glass workshop in Osredek near Samobor had initially employed exclusively
Bohemian glassmakers from Karlovy Vary, who were undoubtedly familiar with spa glasses. But because back
then the shapes of Styrian and Croatian glass had been similar, we cannot claim with certainty which glass
workshops had provided the spa with glassware.

3 $TULAR, H. 1977, pp. 183, 184.
©3TULAR, H. 1977, p. 184.

41 MARKO, E. 1993, p. 30.

42 | |CHTENBERG, P. 2004, p. 14.

4 BROZOVA, J. 1995, p. 77.

% LICHTENBERG, P. 2004, pp. 20-21.
% SPIEGL, W. 1994, p. 58.

239



The spa glasses from Rogaska Slatina were preserved in various museum and private collections in Slovenia,
Croatia, and Austria. The number of the preserved pieces and their presence on the art market testify to
the fact that they were manufactured in large quantities. The pieces differ according to the type of glasses
and the types and quality of the decorations. In his monograph devoted to Rogaska Slatina,** Adolf Rezek
mentioned the existence of a private collection in Rogaska Slatina in the year 1952. This collection comprised
thirty spa glasses which were decorated with the townscapes of Rogaska Slatina.*’

SPA GLASSES WITH HANDLES

For the main part, the function of the spa glasses had been their practicability. The National Museum of Slove-
nia preserves one spa glass with a handle that originates from the middle of the 19' century.*® The glass has a
characteristic Biedermeier shape with a slightly concave body. It is made of light green mould-blown glass. We
find a shallow engraving of a tendril under its mouth. Its walls had been decorated with the depiction, which
lies in a rectangular field, of the Temple Spring enclosed on both sides by trees and the inscription Sauerbrun.*

The spa glass with one handle that is preserved at the Regional Museum Maribor and originates from the
time during the years 1830 and 1840 resembles the aforementioned spa glass.*® It is made of decoloured
mould-blown glass. The body of the glass is bell-shaped and adorned with a shallow and very easily made en-
graving of the Temple Spring. The inscription: Sauerbrun bei Rohitsch Turin lies beneath the engraved motif.
(Image 1) The spa glass with a handle that is preserved by the Universalmuseum Joanneum in Graz is made
of high-quality decoloured glass.** The body is bell-shaped and has a wider mouth. The walls of the body are
decorated with three rectangular fields with scraped edges and coated with a layer of red lustre paint. Within
the fields, we can see shallow engravings of spa buildings and the inscriptions mentioning them.

Image 1: Spa glass with one handle, transparent
glass, grinded, engraved, 1830-1840, Regional Mu-
seum Maribor (photograph by Marjan Laznik).

% REZEK, A. 1964.

47 REZEK, A. 1964, p. 86, NB II.

8 Inventory Book, National Museum of Slovenia, Inv. No. N 4543, height: 10 cm.
4 STULAR, H. 1977, p. 185.

0 Inventory Book, Regional Museum Maribor, Inv. No. N. 006554, height: 11 cm.
1 Inventory Book, Universal Museum Joanneum, Inv. No. 19688.
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The footed beaker with a handle that is preserved at the National Museum of Slovenia®? originates from
the middle of the 19' century. It is made of decoloured transparent mould-blown glass. The bell-shaped
body is decorated with a shallow engraving of a grape vine which encircles three medallions with town-
scapes of spa buildings in Rogaska Slatina. The medallions were coated with a burnt-in layer of red lustre
paint and then engraved. The first field is decorated with the inscription Andenken von Sauerbrunn bei
Rohitsch (Memories of Sauerbrunn bei Rohitsch); the second field contains the inscription Brunnentem-
pel (Temple Spring) and the depiction of the spa temple; the inscription Wandelbahn and the depiction
of the covered promenade are to be seen in the third field. The spa glass with a handle that is made of
decoloured mould-blown glass coated with a burnt-in layer of blue colour and is preserved at the Folk
Museum Rogaska Slatina>® is also an interesting piece. Its body is of conical shape and ends in a shallow
foot at the bottom. The foot is decorated with an engraved pattern of olives. Three grinded round fields,
in two of which we see the townscapes of the Temple Spring (with the inscription Tempelbrunn) and the
covered promenade (with the inscription Wandelbahn) are placed on the body. Within the third field we
see a heart with the inscription Andenken / von [/ Sauerbrunn / bei / Rohitsch (Memories / of / Sauerbrunn
/ bei / Rohitsch). The townscapes were made in gold painting; the inscriptions had been engraved. The
mentioned three fields are enclosed by a pattern of grinded smaller circles that were also decorated with
gold rings. The band at the mouth is gilded.

FOOTED SPA GLASSES

A specimen of a very beautiful Biedermeier glass is the footed spa glass originating from around the year
1840 from the National Museum of Slovenia.> It is made of decoloured transparent mould-blown glass. The
lower portion of the bell-shaped cup is polygonally abraded and flows over a rounded ring into a massive
foot. The rimis abraded in such a way that it is bevelled. The bottom of the foot is decorated with star-shaped
grooves. The walls of the glass are adorned with four oval medallions which were coloured with a burnt-in
red glazing paint and then opaque engraved. The inscription Badhaus (Bathhouse) and the depiction of the
bathhouse that was built during the years 1842 and 1843 can be seen in the first field. The inscription Neu-
gebdude (new building) and the depiction of the building, which was built during the years 1838 and 1839,
is placed in the second field. The third field contains the inscription Triestinerhaus in Rohitsch (Trieste House
in Rogaska) and the depiction of the TrZaski dom (Trieste House) that was constructed in the year 1834 and
renovated during the years 1840 and 1841. The fourth area is decorated with the inscription AG. It is most
probable that these were the initials of the owner. This product cannot be categorised solely as an object of
utility used for the drinking of mineral water but as a souvenir as well.>> The same museum also preserves yet
another footed spa glass which originates from the second half of the 19* century.*® It is made of decoloured
transparent mould-blown glass. The bell-shaped cup flows over a rounded ring abraded with a sequence of
oval olives into a massive round rounded foot. The walls of the body are decorated with a rectangular field
with scraped edges and coated with a burnt-in layer of red lustre paint. In the fields, there are engraved de-
pictions of the townscapes of Rogaska Slatina as well as the inscriptions.

The footed spa glass that is preserved at the Celje Regional Museum®’ is also decorated with a simple
shallow engraving. A depiction of the Temple Spring lies in the oval medallion. The medallion is enclosed
by two flower branches. The body is also decorated with the inscription Andenken / von / Sauerbrunn
(Memories / of / Sauerbrunn). The same museum holds also a particularly interesting footed spa glass
that was decorated with grinding, engraving, and gold painting.®® The glass stands on a round grinded foot
which flows into a conical body. On the body, we can see six oval grinded medaillons into the gilding of
which the townscapes of the spa buildings and the following inscriptions were engraved: Andenken / von /
Rohitsch / bei /Sauerbrunnn (Memories / of / Rogaska Slatina) in the first field; the depiction of the Temple

52 Inventory Book, National Museum of Slovenia, Inv. No. N 4768, height: 12 cm.

3 Folk Museum Rogaska Slatina; the object is exhibited within the exhibition at the cultural-tourist centre Anin Dvor in Rogaska
Slatina.

* Inventory Book, National Museum of Slovenia, Inv. No. N 2982.

55 STULAR, H. 1977, p. 186, 187.

*¢ Inventory Book, National Museum of Slovenia, Inv. No. N 4614, height: 13,5 cm.

7 Inventory Book, Celje Regional Museum, Inv. No. KZ 52, height: 11,5 cm.

8 Inventory Book, Celje Regional Museum, Inv. No. KZ 1845, height: 13,5 cm.

241



Spring and the inscription Tempelbrun in the second field; the depiction of the residential building and the
inscription Wohngebdude / N 5. These decorations are then followed by medallions with the depictions
of the hall and the inscription Saalgebdude / N 13, the bathhouse and the inscription Badehaus / N 2, and
the promenade and the inscription Wandelbahn. The medallions are enclosed by ornamental paintings of
a gilded grape vine. The band at the mouth and the foot are also adorned with gold painting. The footed
spa glass from the collection of the Folk Museum Rogaska Slatina® is made of decoloured transparent
glass. The conical cup is polygonally abraded and flows into a stepped polygonal massive foot. The body is
coated with red glaze into which the townscape of the Temple Spring with the inscription Andenken / von
/ Rohitsch Sauerbrunnn (Memories / of / Rogaska Slatina) and the townscape of the Styrian Spring with
the inscription Styriaquelle were engraved. The Museum of Slavonia preserves a footed spa glass made
of decoloured transparent mould-blown glass.®® The body of the glass is decorated with three rectangular
fields with cropped edges that were coated with a layer of yellow glazing paint. The fields are also adorned
with engravings of the townscapes of Rogaska Slatina and the following inscriptions: Temepelbrunn, Wan-
delbahn, Andeken an Sauerbrunn bei Rochitsch.

BEAKERS

A specimen of a very beautiful Biedermeier beaker with a concave body and expanded bottom and mouth
is preserved at the Regional Museum Ptuj-Ormoz® It is made of transparent glass and coated with a layer of
opaqgue white glass. The body is decorated with an abraded olive pattern that encloses three round grinded
medallions into which the two townscapes of Rogaska Slatina are engraved and coated with a red glaze. In
the medallions also the inscriptions | P Andenken von Sauerbrunn bei Rochitsch, Brunnentempel & Wandel-
bahn are to be found. The beaker originates from the middle of the 19* century. (Image 2)

Image 2: Beaker, transparent decoloured glass, coat-
ed with a layer of opaque white glass, grinded, en-
graved, middle of the 19*" century, Regional Museum
Ptuj-Ormoz (photograph by Boris Faric).

The beaker made of massive decoloured grinded glass from the collection of the Folk Museum Rogaska Slati-
na® has a slightly concave conical shape. The body is decorated with a rectangular field with scraped edges,
coated with a red glaze and an engraving of the bathhouse in Rogaska Slatina. The inscription Badhaus b. Ro-

% Folk Museum Rogaska Slatina; the object is exhibited within the exhibition at the cultural-tourist centre Anin Dvor in Rogaska Slatina.
60 Zbirka stakla Muzeja Slavonije, Cat. 24.

%1 Inventory Book, Regional Museum Ptuj-OrmozZ, Inv. No. UO 349s, height: 1,1 cm.

52 Folk Museum Rogaska Slatina; the object is exhibited within the exhibition at the cultural-tourist centre Anin Dvor in Rogaska Slatina.
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hitsch is to be found bellow the mentioned field. The same collection in Rogaska Slatina® also holds a beaker
which is of a similar shape than the one mentioned above, but with the difference that this one is made of
transparent red glass. The exterior is covered with an ornament of flowers and rocaille of a white paste-like
colour and gilding. The inscription Souvenir / de / Rohitsch is placed into a rectangular frame. The spa glass
of a smaller format that is to be found at the National Museum of Slovenia originates from the second half
of the 19% century.®® It is made of decoloured transparent mould-blown glass. The body is slightly concave
and flows into a much narrower, shallow rounded foot. The body is decorated with a rectangular field with
scraped edges in which we find the inscription Tempelbrunn b(ei) Rohitsch and the depiction of the Temple
Spring in Rogaska Slatina, both of which had been shallowly engraved into a layer of gilding.

A group of polygonal beakers that originate from the second half of the 19% century was also preserved.
The beaker decorated with three townscapes of the buildings in Rogaska Slatina is preserved at the Re-
gional Museum Ptuj-Ormoz.®® It is made of decoloured transparent glass which was pressed into a nonago-
nal mould. The body is decorated with four rectangular fields with scraped edges in which we find inscrip-
tions and the townscapes of the spa buildings in Rogaska Slatina. The inscription Andenken an Sauerbrunn
bei Rohitsch (Memories of Rogaska Slatina) is to be found in the first field. The inscription Wandelbahn and
the depiction of the covered promenade, which was built during the years 1842 and 1843 lies within the
second field. The third field contains the inscription Saalgebdude (Building with a hall) and the depiction
of the second accommodation facility that was built during the years 1844 and 1859 and burnt down in
the year 1910. The inscription Tempelbrunn and the depiction of the Temple Spring are positioned within
the fourth field. According to the data regarding the end of building constructions of the buildings that are
depicted on the beaker, we can assume that it was manufactured after the year 1859.%° A spa glass with
three townscapes of the buildings in Rogaska Slatina is also being preserved at the Medimurje County Mu-
seum in Cakovec.®” It is made of decoloured transparent glass which was pressed into an octagonal mould.
The body is decorated with four rectangular fields that are framed by shallow tapered arches, painted with
motifs of the spa buildings in Rogaska Slatina, and provided with inscriptions. The first field contains the
inscription Andenken / von [/ Sauerbrunn / bei / Rohitsch which is placed in front of a gold background. The
inscripton Tempelbrunn and the depiction of the Temple Spring are to be found within the second field.
The third field contains the inscription Saalgebdude and the depiction of the second accommodation facil-
ity, as well as the inscription No. 13, which is placed in the right corner. The fourth field contains the in-
scription Wandelbahn and the depiction of the covered promenade. The mouth of the beaker is decorated
with a gold rim.% The Celje Regional Museum preserves an octagonal beaker which is made of decoloured
mould-blown glass and decorated with the townscape of the Temple Spring.®® The engraving is placed into
a rectangular frame with scraped edges. Beneath the engraving, we can see the inscription Sauerbrunn de
Rohitsch. A specimen of an octagonal beaker decorated with the inscription Andenken / von / Sauerbrunn
/ bei / Rohitsch and the townscapes of the spa buildings in Rogaska Slatina is preserved at the Universalm-
ueum Joanneum in Graz.”® The central part of its body is coated with blue glaze paint that forms a contrast
to the engraved depictions of the buildings.

TRAVEL GLASSES

The flat — pocket or travel spa glasses form a special group of glasses. They are usually decorated solely with
inscriptions or modest decorations. One specimen of such pocket spa glasses that originate from the first
half of the 19t century is being preserved at the National Museum of Slovenia.”® It is made of decoloured

8 Folk Museum Rogaska Slatina; the object is exhibited within the exhibition at the cultural-tourist centre Anin Dvor in Rogaska Slatina.
% Inventory Book, National Museum of Slovenia, Inv. No. N 3113, height: 8,6 cm.

% Inventory Book, Regional Museum Ptuj- Ormoz, Inv. No. UO-249/1-S, height: 13,8 cm.

6 STULAR, H. 1977, pp. 185, 186.

% Inventory Book, Medimurje County Museum, Cakovec, Inv. No. 6221, height: 11 cm.

% TRANSPARENTNA LIJEPOTA, 2013, p. 147 (cat. 178). Within the exhibition catalogue, Austria is stated as the provenance of the
described spa glass; the dating is determined between the years 1815 and 1845. In regard to the dating of the glass, which is deco-
rated with identical depictions of spa buildings, from the Regional Museum Ptuj-Ormoz we are allowed to date this glass to the
same time after the year 1859.

% Inventory Book, Celje Regional Museum, Inv. No. KZ 2558, height: 11,8 cm.

% Inventory Book, Universalmuseum Joanneum, Inv. No. 18493.

1 Inventory Book, National Museum of Slovenia, Inv. No. N 3497, height: 12 cm.
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transparent mould-blown glass. The walls of the glass are decorated with the inscription Tempelbrunn and an
engraved depiction of the Temple Spring in Rogaska Slatina. A travel spa glass that originates from the begin-
ning of the 20" century is also being preserved at the Folk Museum Rogaska Slatina.”

GLASS SETS

The glass collection of the Kozjansko park Podsreda comprises a preserved beaker and bottle with stopper;
both made of opaque white glass, originating from the time around the year 1860.” The bottle has a bulbous
body, a slightly concave neck, and an expanded mouth. The stopper has a flattened handle and is decorated
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st Image 3: Bottle and beaker, opaque white glass,

around the year 1860, Kozjansko Park Podsreda
(photograph by Izidor Kotnik).

with a gilded ring. The walls of the bottle are painted with three rings and a pattern of 8-petalled blossoms
and dots in gild painting. An oval medallion contains the inscription Andrenken / v. / Sauerbriin / b. / Rohitsch.
The mouth of the cylindrical glass with a narrower bottom is decorated with a gilded ring. The walls are
adorned with the same floral pattern as the bottle.

Beakers with townscapes of spa buildings and inscriptions were still popular in the last quarter of the 19t
century, but in the 20™ century as well. Over time, the quality of these bakers declined substantially. In this
sense, we can only speak of mass produced souvenirs. These beakers are preserved at the Folk Museum
Rogaska Slatina, Celje Regional Museum, and the National Museum of Slovenia.

CONCLUSION

Only very few glass beakers with townscapes of the cities Graz, Maribor, Zagreb, and Rogaska Slatina that
were visited by Franz Liszt within the scope of his concert tour in the year 1846 have been preserved. Rogaska
Slatina stands out among the mentioned cities, which had been much smaller if compared to the rest, but
enjoyed the reputation of a spa town. So it came to pass that the numerous spa glasses provided with in-
scriptions and townscapes of spa buildings emerged due to the need of the spa tourism in Rogaska Slatina.
The glasses were attributed a value in terms of being objects of utility as well as souvenirs. They were made
of decoloured transparent glass; some of them were additionally decorated with a layer of coloured glass
or coated with glazes. As regards the shapes of these glasses, they can be categorized into several groups,
which are characteristic of the first as well as the second half of the 19*" century. They were decorated with
shallow engravings, abrasions, gildings, but we do not come across paintings with vivid transparent colours
which are characteristic of that time. The most often inscription that appears on the bodies of the glasses is
Andenken an Rochitsch Sauerbrunn. The 19' century is also the time when we witness the flowering of the

2 Folk Museum Rogaska Slatina; the object is exhibited within the exhibition at the cultural-tourist centre Anin Dvor in Rogaska Slatina.
3 Inventory Book, Kozjansko Park Podsreda, Inv. No. S 500, height of the bottle: 18,5 cm; Inv. No. S 501, height of the glass: 9,2 cm;
RATAJ, J. 2012, p. 35.
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native glass production in the region of Kozjansko and on the mountain range of Pohorje, as well as in the
neighbouring West-Styria and Croatia. We can safely conclude that the spa in Rogaska Slatina was provided
with spa glasses which were manufactured and decorated in these glass workshops. A more deepened ex-
amination is required in order to attain a more detailed determination regarding the origin of the glassware
concerned. According to the quality of their decorations, the presented spa glasses cannot be compared to
the coeval products of Bohemian masters, but their presence alone confirms that the local glass workshops
also followed the trends in the field of spa glasses of that time.
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KOZARCI Z VEDUTAMI IN ZDRAVILISKI KOZARCI IZ MEST

NA LISZTOVI KONCERTNI TURNEJI LETA 1846 (GRADEC
MARIBOR, ROGASKA SLATINA, ZAGREB

dr. Valentina Bevc Varl, Pokrajinski muzej Maribor, Slovenija

lzvirni znanstveni ¢lanek (1.01)

1IZVLECEK

19. stoletje je bilo obdobje naglega razvoja na podrocju steklarstva. V tem ¢asu so nastali Stevilni novi tipi stekle-
nih kozarcey, izdelani iz novih vrst stekel in okraseni z razli¢nimi krasilnimi tehnikami. Mednje sodijo tudi kozarci
z vedutami in zdraviliski kozarci, znacilni zlasti za obdobje bidermaijerja, ki so jih izdelovali za potrebe zdraviliS¢ s
termalno vodo. V prispevku so izpostavljeni kozarci z vedutami mest, v katerih je na svoji koncertni turneji leta
1846 igral Franz Liszt (Gradec, Maribor, Rogaska Slatina, Zagreb). Med njimi po Stevilu in raznolikosti oblik in
dekoracij izstopajo zdraviliski kozarci, izdelani za zdraviliS¢e v Rogaski Slatini.

POVZETEK

Prvo polovico 19. stoletja zaznamuje v nasih krajih obdobje bidermajerja, katerega vplivi so k nam prihajali z Du-
naja. V oZjem smislu ga omejujemo z letnicama 1815 (dunajski kongres) in 1848 (mar¢na revolucija). Na podrocju
steklarske stroke v tem ¢asu zasledimo Stevilne nove tendence, ki se kaZejo tako v tehnologiji izdelave razli¢nih no-
vih vrst stekel, kot v novih oblikah steklenih predmetov. Za ta ¢as so znacilne krasilne tehnike graviranje, brusenje
in poslikave s prosojnimi pisanimi emajlnimi barvami.

V pomembnih steklarskih sredi¢ih na obmogju Ceske, Avstrije in Nemcije so zraven drugih predmetov, izdelovali
tudi za ta ¢as znacilne spominski kozarce. Nekateri so imeli zasebni znacaj in so bili izdelani po narocilu, veliko pa jih
je bilo izdelanih za potrebe prebujajoce se narodne zavesti in turizma. Mednje sodijo tudi zelo priljubljeni in dobro
prodajani kozarci z graviranimi ali naslikanimi vedutami in zdraviliski kozarci. Slednji so na ostenju imeli upodoblje-
ne vedute ali stavbe zdravilisSkih mest. Namenjeni so bili prestiznim gostom zdravilisc.

Iz mest, kjer se je na svoji koncertni turneji leta 1846 ustavil Franc Liszt — Gradca, Maribora, Rogaske Slatine in
Zagreba — se je ohranilo zelo malo steklenih kozarcev z vedutami. Med njimi izstopa Rogaska Slatina, ki je bila v
primerjavi z ostalimi mesti mnogo manjsi kraj, ki pa je slovel po zdravilis¢u. S svojimi zdravilnimi vrelci je privabljal
Stevilne prestizne goste iz monarhije, ki so na svojem oddihu z veseljem prisluhnili koncertu virtuoza in domov od-
nesli spominski steklen kozarec. Za potrebe zdraviliSkega turizma v Rogaski Slatini so tako nastali Stevilni zdraviliSki
kozarci, opremljeni z napisi in upodobitvami zdraviliskih stavb. Imeli so uporabno in spominsko vrednost. Iz njih so
pili hladno, toplo ali vro¢o mineralno vodo, bogato okraseni gravirani kosi, pogosto opremljeni z napisom "Anden-
ken an Rochitsch Sauerbrunn", pa so sluzili predvsem kot spominki. 19. stoletje je tudi ¢as, ko je cvetela domaca
proizvodnja stekla na Kozjanskem in Pohorju, pa tudi na avstrijskem Stajerskem in na Hrvaskem. Sklepati smemo,
da so zdraviliske kozarce za potrebe zdravilis¢a v Rogaski Slatini izdelali in okrasili prav v teh steklarnah.
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