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MEMBRES DE LA FIDEM
INMEMORIAM

La FIDEM annonce avec regret le décés des membres suivants:

Mireille Mosser, France
John Cooke, Great Britain
Karl Schulz, Austria

Alla Kosareva, Russia
Alain Schecorco, Russia
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MEDAILLE DE LA DELEGATION USA
THE MEDAL OF THE US DELEGATION

The American medal to commemorate the FIDEM
congress in Weimar was published in connection
with the congrass.

In the following James Malone-Beach, the sculptor,
tells us about the medal in more detail.

“When | started with the medal | distinctly had an
idea: | wanted to use the 21* century materials
and techniques and so | used laser elching. |
found a place that literally has a laser thal culs
these shapes and we initially cut them aut in
plastic to mark them and also used photocopies
as part of the medal. A recessad araa
corresponds to the concept of Weimar standing
out in Germany in year 2000. In addition I had a
couple of pictures of the people like Goethe and
Schiller, which | liked. When | initially played with
the shape of Germany, it was like a square and it
just did not wark. So, | elongated it, which, | think
made it imperceplible to the Germans in
Germany.

And yet, it was still Germany and to be honest |
initially thought of it in bronze but | did not have
enough money o make it in that material. So, we
decided that part of it could be in pewter, which | did
not like. | wanted to have it in plastic because itis a
21 gentury material which is said to last as long as
bronze. And if we threw a piece of bronze and a
piece of plastic in a dump and dug it up after a
thousand years we are more likely to have that
piece of plastic than bronze in good shape. So |

again liked the idea of using 21 century matarial
because that was what the theme of the congress
was about.

On the reverse side of the medal | used the bar code
because again it seams to me the way
comrmunication is going: very fast and very
effectively. | looked around for a bar code for
Weimar, Germany and they did nol have any.
Because otharwise | would literally have used the
bar code of Weimar. When | then found about what
the bar code was and that the world of business buy
bar codes and then introduce the information they
need tor that particular bar code | realisad that the
code does not mean anything until it interacts with
materials fed into the computer. In other words, |
could make my own bar code and that would work
for Weimar and that's what | did.

We could have fed all that informationinto a
computer and then have a ticket to Weimar, which |
liked. If | could have | would have had people have to
get into the party wilh these tickets.

| was also aware that some people might gel very
disenchanted with a plastic medal instead a bronze
ane. When | did these | thought of the possibility of
using cold cast, which | did not want to do because
that kind of gives you the promise of branze and
then it's a disappointment when you pick up. | just
wantad to have them look like plastic and give the
promise of plastic,

Imterviewar llkka Voionmaa




OPENING OF THE XXVII CONGRESS OF FIDEM
CEREMONIE D'OUVERTURE

Welcoming Address

In Weimar, Goethe-Nationalmuseum from the 20th to the 23rd
September 2000, My most cordial welcome to all participants in the 27th
Congress of the International Medal Society for which | have gladly
assumed the patronage. For the first time a reunited Germany is this
year host to medallists, producers, collectors and scholars from all over
the world. Following Congresses in London, Budapest, Neuchatel and
The Hague over the last ten years, the choice fell on Weimnar in the heart
of Thuringia and in the middle of Germany and Europa. For your coming,
the city owes thanks not least to its most famous medal collector:
Johann Wolfgang von Goethe.

Surely the choice fell on Weimar because this city, as no other in
Germany, mirrars Germany's lriumphs and tragedies and in a reunited
country can serve as an example. In the words of the former Bundes-
president Roman Herzog: "Weimar, that is Germany in nuce”.

Goethe said: “Collectors are happy peopla!” One reflects how happy he
must himself have been, How many different things gathered together by
him are {o be found in the Goethe collection 87 the spectrum of which
extends from minerals to Greek and Roman sculpture, from plants and
books to coins and medals. The astonishing quantity and guality of his
medal collection is especially impressive. On the occasion of this
Congress they will be widely publicised and presented at the exhibition
in the Goethe-Nationalmuseum.

My very best wishes 1o all participants in the 27th Congress of the
Fédération Internationale de la Médaille. Every success to the
organisers. | wish you all hours and days ef fulfilment throughout your
stay with us in Thuringia.

D, Bermnhard Vogel,
Ministerpresident of Thuringia
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GRUBWORT

Sehr geehrte Damen und Herren, lishe Fréunds
und Fardarer der Medaillenkunst|

Sie sind von Kanada bis Australien, von
Morwegen bis Israel nach Waimar zum ersten
FIDEM-Kongress im neusn Jahriausend
gekammen. Im Narmen der Dautschen
Gesellschalt 10r Medaillenkunst und des
rationalen Vorbareitungskomitees heille ich Sie
herzlich willkommen.

Die Entscheidung, den 27. Kongress in der
Geschichte der Internationalen Medaillen-
geselischall FIDEM Im Jahre 2000 in
Deutzchland auszunchten, fiel vor sechs Jahren
auf dem Kongress in Budapest. Es war for mich
ein bewegender Augenblick, die Einladung in der
Hauptstadt Ungarns aussprechen zu dirten, in
dem Land, das lir die Offinung der Mauer in Berlin
und die Vereinigung Deutschlands viel gatan hal
Wenn wir in wenigen Tagen, am 3, Oktober, dan
zehnten Jahrestag der Deutschen Einheit
begehen, erinnern wir mit Dankbarkeit auch an
die Entwickiung, die idr die Medaillankunst in
Daulsehiand n dem zuricklisgenden Zeitraum
méaglich geworden st

Die Wah! aul Weimar als Kongressstadt fiel 1296
auf einem Kolloguium zur guropdischen
Medaillenkunst im benachbarten Gotha, wo wir
morgen ging grofie Retrospektive zur
Medaillenkunst in Deutschland erdifinen werden.

Waimar, in der Mitte Deutschiands gelegen. isl
die Stadi der Musik und der Dichtkunst, Johann
Sehaslian Bach wirkte mahrare Jahre in der
damals kleinen sachsischen Residenzsladt als
Organist und Komponisl. Nach thm schufen
Johann Wallgang von Geoethe und Friedrich
Schiller weltberihmte Werke in disser Stadt, Hier
starh genau vor 100 Jahren der Philosoph
Friedrich Niatzscha,

n Weimar wurde-am 6. Februar 1919 im
tansnaltheater die junge deutsche Republlk
uzasrufen, Weimar = und nicht die
Aelchshauptsiadl Berlin — war die Tagungsstitte
aer Dauischen Mationalversammiung, Waimar ist
durch das Konzentrationslager Buchenwald auf
zem nanean Ettarsberg jedoch auch mit dem
furkalizten Kapitel in der deutschen Geschichle,

LR

Opening Session

mit der Zeit des Natignalsozialismus verbunden.

Dig Chancen und Grenzen der Medaille als Mittler
zwischen Kunst und Geschichle, Politik und
Kommerz Kritisch zu erértern und kreativ 2u
befordarn, ist eing Aufgabe unserer Zail, Dafirist
Waimar ein besonders geeigneter Ort. Das
Thema dieses Kongresses heiBt: "Patranage of
the medal - Medaillenfdrderung in Vergangenhei
und Gegenwarl”,

Jahann Walfgang Goethe war selbst Sammler,
Férdererund Anrager.

Wir dirten ein wenig stolz sein, Ihnen zum
Kongress Medalllenausstellungan in Weimar und
in Gatha mit drei gewichhigen Publikationen
prasantieren zu kdnnen. Da ist natGrlich zuerst
der Katalog zur FIDEM-Biennale zu nennen, die
wirunter dan Titel "Internationale Medaillenkunst
20007 gestallt haben und heute abend erdfinen
werden, Der Katalog ist eine grofe
Gamainschaltsleistung von FIDEM-Delagiarten
und Madalllenspezialistan aus den 31 betailigten
Léndern. Vergessan sind die Anstrengungen und
Aufregungen, da aush die Nachtrage noch in
letzter Minute in die beraits taufenden
Druckmaschinen eingearbeilat werden konnten.
Wirdanken lhnen allen fir Kooperation und
Yerstandnis,

Zur gleichzeitigen Kabinetiaussteliung mit
Zimellen aus Gosthes Medaillensammlung wird
heule abend der Zweibandige Bestandskatalog
von Dr. Jochen Kiaul. der uns im Anschiuss mit
Goethe als Medalllensammier bekanntmachan
wird, vargestellt.

Die Ausstellung im Schiossmuseum Gotha zur
“Medaille und Gedenkminze das 20.
Jahrhunderts in Deutschland” aus den
Sammlungen des Minzkabinetts der Staatlichen
wiuseen zu Berlin unter Einbazishung von
Laihgaben gibt einan reprasentativen Uberblick
zum deutschen Anteil der eurcpdischen
Medaillenkunst des vorigen Jahrhunderts. Das
dazu gehorige Handbuch ist von mehreren
Spezialisten erarbeitet worden,

Ein spezieller workshop zur praktischen
Medaillenarbeit wird in den niachsten Tagen mehr
als 30 Kdnstler in den Ateliers der Bauhaus-



Lniversitat vereginen. Die Ergebnisse wollen wir
Ihnen am Sochnabendvormitiag gelegentlich der
Medaillanmesss im Schillermusaum
prasertierarn.

Es war fir uns begluckend zu erieben, wie zehn
Jahre nach der Deutschen Einheit dieser
Kengress in ganz Deutschland partnarschaftiich
vorbaraitet wordan ist. Dis Stadienamen Weimar,
Betlin und Gotha, Minchen und Dresden, Halle
und Plorzheim steben fur engagiertes Wirken im
naticnalen Verbereitungskomitee, in dem
Kinstler, Sammler, Wissenschaftler, und nicht
zuletzt Harsteller — wia dis renommierte
Mlnzpragstatt Monchen als lechnischer
Organisator = ihr Bestes gaban.

Lieba Medaillenfreunde aus aller Welt. Es ist
unsere Hotfnung und Zuversichl, dass die
Medaille auch im neuen Jahrtausend ihre Vitalitat
und kunstlerische Kraft behall. Gradmesser wird
sein, in welchem MafRe sie von der Gesellschaft
als Medium gebraucht und darum getardert
werden wird. Der Kongrass kann dafir die
Wegleitung liefern.

Cr Woltgang Steguweit

Vorsilzender der Deulschen Geseallschatt
fir Medaillenkunsi

President of the German Art Medal Society

Es isl unser Wunsch, dass Sie aus Weimar,
der Kuliurstadt Europas des Jahres 1992 mit
reichen Eindricken nach Hause zurlickkehren,
bestarkt in dem Gefihl, das ich = frei nach
Goetha - so umschreiben méchte: Die Medaille
ist nicht das wichtigsie im Leben, aber ohne die
Medaille ist das Leben weniger wart.

In digsem Sinne winsche ich Ihnen im Namen
der Deutschen Gesellschafl fur Medaillenkunst
ginen erfolgreichen Kongress, schang
Begegnungen und nachhaltige Eindriicke.

Der Bildhauermedaillzur Eberhard Linka hatim
Hahmen eines grofien nalionalen Wetlbewerbs
zum Thama "Arche 2000" eine Ehrenmedaille flir
unseren Kongress geschaffen. Im Namen des
Vorbereilungskomitees darf ich die beiden ersten
Exemplare den Vertretern des "Genius logci”
Uberreichen, die als Prasident der Stiftung
Weimarer Klassik nacheinander seit Den Haag
1998 uns die Gewissheit gegeben haben: Weimar
ist ein wirdiger FIDEM-Ort. Es sind Herr Dr.
Jirgen Seifert und Herr Bernd Kauffmann,
Herzlichen Dank Ihnen firvieitaltige
Unterstilzung.

Eberhard Linke, Die Ehrenmeadaille,

13
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Opening Session

GOETHE ALS SAMMLER UND FORDERER DER

MEDAILLENKUNST

Dr Jochen Klaui

Die bisherigen FIDEM-Kongresse fanden Zumeist
in eurgpdischen Hauptstadten statt. Dan der 27,
Kongral® Weimar 2000 hier in der vergleichsweise
kleinen thiringischen Residenzstadt durchgefuhrt
wird, hat mit dem Titel Européische Kulturstadt
1999° und mit dam 250. Geburtstag Goelhes zu
fun.

Bevor ich mich dem Thema ,Goethe als Sammlear
und Fardaerer der Medaillenkunst” zuwende,
gestalten Jie zwei Vorbemerkungen zur
Persdnlichkeit Goethes.

1. Unter Verzichl auf die Bestimmung eines
Genigbegriffes darf gesagt werden, dai Goethe
dber hochentwickelte Gaben des Sehens und
Begreitens, des Schauans und Erfindens, des
Denkens und Dichtens verflgte. Frith schon
entwickelt sich daraus ein hohes Maf an Selbst-
bewuBRtheit und Selbsthewultsein, das an seinar
Umwelt heraus bastatigt wurde. Dies wiedarum
flhrt schon beim jungen Goethe zur Fixierung
eines individugllen Lebenspragramms, an dem
Goethe, im wesentlichen, stets festgehalten und
das erin den verschiedenen Lebensspharen
verwirklicht hat. Dieses Programm lautete: die
gigeneg Persdnlichkeil soweit @5 geht zu
entwickeln, Selbstvervoll-kommnung und
Selbsibewahrung -im Wortsinne- auf die Spitze®
zu treiben,

21 jahrig schreilt er keinen Tag, ohne etwas zu
sammeln, vorbeigehen (zu) lassen”.

25 jahrig nennt er sich den, der immer in sich
lebend, strebend und arbeitend, (...} immer gleich
ging Stufe héher sleigt.”

31 jahrig postuliert er: Diese Begierde, die
Pyramide meines Daseins, deren Besitz mir
angegeban und gegrindet ist, so hoch als
méglich in die Luft zu spitzen, dberwiegt alles
andere...”

MNoch 83 jéhrig beschwart er: ,Die Organe des
Menschen durch Ubung, Lehre, Nachdenken,
Gelingen, Milingen, Fardernis und Widerstand
und immer wisder Nachdenken verknopfen (...)
Ich habe nichts angelegentlicher zu tun, als
dasjenige, was an mir ist und geblieben ist, wo
mglich Zu steigern.”

Vervollkammnung seiner selbst war das erste
Geselz seines Lebensganges, ja mehr noch:
Dieser Lebansgang selbst wurde zum Kunstwerk
stilisiert.

Was heiBt das im Kontext meines Themas?

Ein Mensch mit diesem unbedingten Anspruch
bleibt nicht auf der Stufe des passiven Sammelns
stehen; er will mehr, er mul mehr wollen kraft
seines Wesens: Er will gestalten.

2. Als fast 23jahriger schreibt Goethe an Herder:
Drain greifen, packen ist das Wesen jeder
Meisterschaft. lhr habt das der Bildhauerei
vindicirt und ich tinde, dal? jeder Kanstler, so
lange seine Hande nicht plastisch arbeiten, nicht
ist.” Goelthes lebenslange Affinitat zur bildenden
Kunst, zum Zeichnen und Malen ist sallsam
bekannt. Noch in der Mitte =eines Lebens.
wihrend seines Aufent-haltes in Rom 1786/87,
verfolgte er hartnackig das Ziel, sich zum
bildenden Kinstler zu qualifizieren. Das ist
gigentlich grotesk: Der Mann, der allein mit dem
Brigfroman ,Die Leiden des jungen Werther” als
2djahriger einen literarischen Welterfolg, einen
klassischen Bestseller schraibt, frdumt mit fast
40 Jahran immer noch davon, bildendar Klnstler
zu werden, [talien heiltihn davon. Als er 1788
nach Deulschland zurdckkenrt, ist er
Schriftsteller, Maturwissenschaftler und Sammler.

Was heilt das im Kontext meines Themas?
Ein Mensch mit dieser Vorgeschichte” kann
nicht auf der Stufe des Zusammentragens, des
Sammelns, stehenbleiben. Er will gestalten.

In dem kleinen Aufsatz Denkmale” linden sich
tolgende Satze, mit denen ich zu meinem Thema
Oberleiten méchte: _Das beste Monument des
Menschen aber ist der Mensch. Eine gute Biliste
in Marmor ist mehr wert als alles
Architektonische, was man jemanden zu Ehren
und Andenken aufstellen kann; ferner ist eine
Medaille, von einem grindlichen Kinstler nach
einer Biste oder nach dem Leben gearbeitet, ein
schénes Denkmal, das mehrere Freunde besitzen
konnen und das auf die spateste Nachwelt
abergeht.” (WA 1 48, 141)

Wie kam Goethe zur Medaille?



Minzen und Medaillen haben Goethe bis zum
Beginn der italignischen Reise 1786 kaum
interessien. Entsprechend wenig verstand er von
beider Geschichte und Wesen. Ende 1786
schrisb er an die Herders aus Rom: Nun fangen
an mich ramische Altertiimer zu freusn, Inschrift,
Minzen pp., von denen ich sonst gar nichts
wissen mochte...”, Anfang 1787 schreibt er, .nun
auch dber diese Trimmern (sich) ausbreiten” zu
willen und bei der Besichtigung einiger groRer
Sammlungen in Sizilien half er sich .an jenem
dauerhaften inckelmannischen Faden, der uns
durch die ver-schiedenen Kunstepochen
durchleitet, so ziemhich hin.” Noch 1794
bamearkte Goethas Freund Johann Heinrich
Meyer, dai ihm die antiken Minzen wie .ein
versiegelter Brunnen” vorkamen, .unzugdnglich flir
jeden, der nicht Geister beschwdren kann.”
Goethe war in seinem Verstindnis dieses Kunst-
genres keinen Schritt weiter. Das entscheidende
Jahr, da sich Goethe der Medaillen zuzuanden
beginnt, ist das Jahr 1796, und &s ist barzeich-
nenderwvaise sain uraigenstes kinstlerisches
Medium, die Schrifistellersi, Gber das er sich der
Medaille ndhert. Mit dem Freunde Meyer war seit
Anfang der 90er Jahre der gigantische Plan ent-
standen, aine umfangliche kulturgeschichtliche
Italien-Enzyklopadie zu verfassen, die die
mehrtausendjihrige Kunst- und Kultur-
entwicklung, erwachsen aus geografischen,
klimatischen und gesellschafilichen
Bedingungen, in einem Zuge darstellen sollle.
Wahrend Meyer 1796 zu diesem Berufe ameaut
nach llalien aufbrach, um kunst-geschichtliche
Studien vor Ort anzustellen, blieh Goelhe
Zunachst zurdck, um kKonspekte, Exzerpte,
Literaturstudian zu traiban. Er wollte Meyer
falgen, kriegerische Ereignisse in Norditalien
verhinderten immer wieder seinen Reiseantrilt.

Im Rahmen dieses grofien gemeinsamean Planes
begann Goethe im Februar 1796 mit der dber-
setzung der Autobiografie des italienischan Gald-
schmieds, Bildhauars und Meadailleurs Benvenuto
Cellini, im Frihjahr 1803 erschien das Buch bei
Cotta. Da Cellini sich in seiner Autobiografie sehr
detailliert auch Uber das Technische von Minz-
und Madaillenherstellung gedulert hatte, kam
Goelhe in echle Gewissensndte. In den .Tag- und
Jahresheften” von 1803 bekannta er:

.Da ich mich in meinem Leben vor nichts so sehr
als vor leeren Warten gehutet, und mir gine
Phrase, wobei nichls gedacht oder empfundean
war, an andern unertraglich, an mir unmaglich
gchien, so littich bei der Ubersetzung des
Cellini, wozu durchaus unmittelbare Ansicht
gefordert wird,. wirkliche Pein. Ich bedauare
herzlich, daf ich meine arste Durchreise, meinen
Zweiten Aufenthalt zu Florenz nicht besser
genutzl, mir von der Kunst neuerar Zeit nicht ain
eindringlicheras Anschauen verschatft hatte,

Freund Meyer, der in den Jahren 1796 und 1797
sich daselbst die grindlichsten Kenntnisse
erworben hatte, half mir maglichst aus, doch
sehnt' ich mich immer nach dem sigenen, nicht
mehr gegénnten Anblick.

lch kam daher auf den Gedanken, ob nicht
wenigstens Cellnische Minzen, auf die er sich so
viel zu Gute thut, noch zu finden sein mochten,
ob nicht anderes was mich in jene Zeiten
versetzen konnte noch zu haben ware .”

(WA |35, 158).

Damit war der Impuls zum Sammeln gegeben,
der Mame ,Cellini* fortan ein Zavberwort, das for
die Medaille schlechthin synonym stand. Der
Zulall wollle es, dai wenige Monate, nachdem
das gedruckie Werk  Leben des Benvenuto
Cellini* erschienan war, in Nirnberg eine grole
Sammlung von Medaillen versteiger! wurde, an
der sich Goathe bateiligte. Es gelang ihm, 1000
Medaillen aus dem 15, bis 18. Jahrhundert zu
ersteigern. Der Grundstock der Kollektion - 50%
des spateren Gesamibestandes - war mit einem
Schlage in seinen Handen. Nicht ohne Stolz
resimierte der Dichter, der spatestens ab jelzt,
ab 1803, ein Sammler genannt zu werden
verdiente: Die Originalfolge von Papsten, sait
Martin dem V bis auf Clemens X1, also bigs zum
ersten Viertel des achtzehnten Jahrhunderts,
wurde mir nicht allein zu eigen, sondern auch
dazwischen Cardinale und Priester, Philosophen,
Gelehrte, Kunstler, merkwlrdige Frauen, in
scharfen unbeschadiglen Exemplaren, theils
gegossen, theils gepragt, aber verwundersam und
bedaverich: unter 30 manchen Hunderten Kein
Cellini. Aufgeregt war man nun auch hier das
Geschichtliche zu studieren; man forschite nach
Bonnanni, Mazzuchelli und andern, und legte so
den Grund zu ganz neuer Balehrung.” (WA | 35,
159) Erst 1808/07 gelang es ihm, die ersten
Loellini® in seine Kollektion einzulegan.

Goethes Medaillensammilung, ab 1796 ziel-
qgerichlet angelegt und 1803 durch einen
einzigartigen Glicksiall explosionsartig ver-
grofert, flgte sich von Anfang an in den
bedeutenden Weimarer Sammel-schatz
arganisch gin: Zum ginen existierte die
herzagliche Sammiung, die vor allem die
sachsisch-thiringischen Minzen und Medaillen
des Hauses Weltin seit dem 16. Jahrhundert, seit
Beginn der Talérpragung, in teils prachtvollen und
seltenen Exemplaren enthiell. Zum zweaiten
verflgte Goethes Freund und Ministerkollege,
Christian Gotllob von Voigt, Ober gine Privat-
sammlung von antiken griechischen und
romischen Kaiser- und Familienminzen. Da
beide Minister - Voigt und Goethe - seit 17897
gameinsam mit der Leitung der Weimarer und
Jenenser Biblictheken und des dazu gehbrigen
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herzoglichen bzw. universitdren Minz-kabinetts
beauftragt waren, wurde aine sinnvolle und sich
ergdnzende Ankaufpolitik fir alle drei
Sammlungen eingetlihrt. Auch eina rege Tausch-
tatigkeit zwischen Goethe und Voigl spielle sich
ab. Von Anbeginn an sahen die Sammler Herzog
Carl August, Voigt und Goethe ihre Bestande als
Teil einer gemeinsamen, einheitlichen, der
Offentlichkeit und der Wissenschaft spiter
zuganglichen Kunst-sammlungen an. Habe ich
damil die Frage zu beantworten gesucht, wie
Goethe zum Sammeln von Medaillen kam, so ist
nun noch darzutun, wie er sich - dariber
hinausgehend - zu ginem bedeutenden Forderer
der zeilgendssischen Medaillenkunst entwickelle,
Die seit 1796 intansiv betriebena Beschéaftigung
speziell mit Medaillen - ausgeldst durch die
Ubersaetzung der Autobiografie Benvenuto Cellinis
- sowie dig ausgiebige, jahrelange Lektlre von
Medaillenliteratur und der besonders 1803
heftigst wachsende Sammelschatz brachten dem
Weimarer Dichterflirsten bald den Ruf exzellenter
Kennerschaft ein, dies um so mehr, als er
zahlreiche seiner Korrespondenzpartner seit der
Jahrhundertwende gezielt immer wiader bat und
aufforderte, ihn bei der Vervollstindigung seiner
Medaillensammiung zu unterstitzen. Einige
Beispiele seien genannt: Diesbezlgliche Bitten
ergingen an die Familie Humboldt nach Rem, an
Schillers Schwager Wolzogen, der in Sachen
weimarischer Heiratspolitik nach Petersburg und
Moskau reiste, an Wiener Verehrer wig Marianne
von Evbenberg oder Berliner Freunde wie Zelter,
der ihm dann dia Bakanntschaft und
nachiolgends Tauschpartnerschaft solch
bedeutender Sammier wie Benoni Friedlander
vermittelt. Als Goelhe Ende des Jahres 1803 -
also in einer Phase intensivar Medaillen-
heschaftigung - von Ferdinand von Lamezan,
einem ehemals kurpfalzischen Beamten,
schriftlich gebeten wurde, an der [dee aines
Denkmals fur Karl Theodor von Dalberg
mitzuarbeiten, lenkte der Weimarer Sammlar und
Kenner die Initiatoren sofort auf eine Medaille, Im
Rahmen dieser Korrespondenz formulierts
Goethe bereits 1804 folgende Satze, die bis zum
heutigen Tage ihre Galtigkeit behalten haben:
LEine Medaille hat, durch ibhre magliche
Verbreitung, durch ihre Dauer, durch Uberlieferung
der Persdnlichkeit in einem kleinen Raum, durch
Dokumentierung allgemein anerkannter
Vardienste, durch Kunst- und Metallwert, so viel
Vorzigliches, dald man, besonders in unsern
Faoiten, Ursache hat, sie allen andern
Monumenten vorzuziehen.*

(WA IV 17, 551}

Da nach Goethes Verstandnis eine gute Medaille
nach einer gelungenen Bilste oder nach dem

Leben gearbeitet werden mul3te, stand far ihn der
enge und engste Zusammenhang von Bildhauerei
und Medaillen aulBer Frage, An Zelter schrieb er
am 28. Februar 1811: |Ich besilze eine sehr
sehine Medaillensammlung meist in Bronze, von
der Halfte des 15. Jahrhunderts an bis auf unser
Zeil. Sie ist hauptsachlich gesammlet, um den
Gang der Kunst im Plastischen, dessen
Widerschein man immer in den Medaillen sieht,
dem Freund und Kenner vor Augen zu bringen.
{...) Auch gibt gine solche Sammiung
Gelegenheit zu sehr interessanten
Betrachtungen, so gut als die Suiten griechischer
und rémischer Minzen, ja sie erganzt den
Begrill, den uns jane geben, und IaBt ihn bis auf
diz neueren Zeiten verfolgen.” (WA IV 22, 51)

Die Medaille - als Form des Ralisfs - vollzag dia
stilistische Entwicklung der Bildhauerkunst als
kleineres Geschwisterkind mit und war durch
Handlichkeit, Waohlfzilheit und Kunstfertigkeit als
Studienobjekt geradezu pradestiniert. Auch wenn
die Medaille auf Dalberg nicht zustandekam, hat
Goethe hier doch zum erstenmal in seinem
Leben in dieser Weitlaufigkeit und Grandlichkeit
an der geistigen Entstehung einer ehrenden
Personen-Medaille mitgewirkt: Seing Vorschlage
batrafen den Prageort (Rom), den
Stempelschneider (Mercandetti), umfaBten
technische und dkonomische Details, so z.8. die
GriRe, das Portral und die darzustellende
Kleidung, die Umschriften und die
Rickseitenallegorie. Goethe und Meyer, die mit
den Preisaufgaben fir bildende Kinstler seit
1799 auf die deutsche Kunstpraxis einzuwirken
und eine Erneugrung der Inhalte durch antike
Stoffe zu initiiaren suchten, waren damit auf
wenig Resonanz, dafir auf zunehmenden
Widerstand gestofen. Wie eng sich die |deen zur
geplanten Dalberg-Medaille 1804 an die Visionen
der , Preisaufgaben” anlehnen, verrat deutlich
falgende Passage aus Goethes Brief an den
Fraiherr von Lamezan; .Die Rickseite betreffend
bemerke ich folgendes: Vorerst wiinschle ich
delhalb mit denen Kdnstlern, welche mir schon
bekannt sind, privatim zu conferiren. Die
Preisaufgaben, in so ferne sie die Kunst sich
selbst Uberlassen und noch im allgemeinen
halten, mégen wohl, wie uns eine finfjahrige
Erfahrung gelehrt hat, nicht ohne Mutzen firs
Ganze seyn; allein fir ganz besondere Zwecke,
wie der gegenwdrtige, ist davon wenig zu heffen
und ich wiirde dagagan mich lisbar erbigten,
durch Privatcerrespondenz mit Kanstlern, deren
Erfindungsvermaégen und

Denkwaise mir bekannt ist, mich zu benehmen.
Ein zweckmiBiges Circular soll sogleich verfait
weardan,

Um vaorldufig auch hieriber meine Gedanken
mitzutheilen, so sage ich, dan mir die



Darstellung des Moses, der an den Felsen
schlagt (nicht historisch mit dem ganzen
Israalitischen Volke, sondern symbolisch und
plastisch mit wenigen schipfenden)
uniberreffbar scheint, weil hier von Seiten des
Gedankens alles gegeben ist und der Kunst die
héchste Freyheit bleibt,

Allgin vielleicht ist s mdglich aus der Bibel
Gberhaupt, besonders aus dem alten Testamenle,
irgend ein Factum zu finden, das sich dem
genannten in Ausdruck und Simplicitédt an die
Seite stellan dirfte, welches wir denn erwarlen
wollen.

Diel widmelen wir der Verehrung eines solchen
Mannes, wo der speciale Fall zugleich im
allgemeinen begriffen ware. Wollte man das
Specialers aussprechen, so wirde eine zweyte
Rickseile mit Schrift, (es ist von ja har die
Gewohnheit zu einer gelungenan Portraitsaite
mehrara Rickseiten schneiden zu lassen) keinen
graBen Aufwand machen.”

(WA IV 17, 581f.}

Dem Kenner untar Ihnen nallrlich bereits
autgefallen, welchem ldeal Gosthe bei dem
Vorschlag fir das Motiv der Rickseite der
geplanten Dalberg-Medaille folgte: Moses, der
Wasser aus dam Felsen schlagt, ist der
Ruckseita einer berlhmten Medaille Benvenulo
Cellinis entlehnt, die dieser 1534 fir Papst
Clemens VIl. schuf mit dem bekannten
Ruckseitenmaotto: Ut bibat populus.”

Goethe hat seit der Jahrhundertweande an (ber
dreiflig zeitgendssichen Medaillenschdpfungen
praktischen Anteil genommen, sei es mit
eiganhandigen Zeichnungean, kritischen
Hinweisen, kinstlerischen ldeen, technischen
oder dkonomischen Faklen. Unter den Mamen der
K.unstler, die er dabei anregte oder beeinfluBte,
sind heute weitgehend vergessene wie der des
Berliner Kinstlers Paul Merker oder der der
Weimarar GelbgieRer, der Gebrider Slraube,
Aber es sind darunter auch Namen, die aus dar
Kunstgeschichte des 18. und 19. Jahrhunderts
nicht wegzudenken sind, und speziell die
Entwicklung der Medaillenkunst in der Zeit
mafgeblich mit beeinfluBten. Dazu zahlen
dewische Kinstler wie z.B. Abraham Abramson,
Christian Friedrich Tieck, Johann Gottfried
Schadow oder Daniel Friedrich Loos. Hiar
gehdren aber auch hedeutende Schweizer und
franzosische Kinstler genannt, wie z.B. Antoine
Bovy. Henri Francois Erandt, Bertrand Andrieu,
JeanJacques Barre und Pierre Jean David d°
Angers. Die Medailleurin Angelika Bellonate
Facius wurde von Goethe direkt gefdrdert, sowohl
finanziall Gber ein grofherzoglichas Stipendium

als auch Ober die Empfehlung und Vermittlung an
Berliner Kinstler wie Schadow. Goethe arbeitete
u.a. mit bei den Medaillen auf die Jahrhundert-
wende 1800, auf die Wiedererrichtung des
Weimarer Schlosses, fUr Zelter und Voigt, for das
grofiherzogliche Paar Carl August und Louise,
nicht zuletzt bei seinen sigenen Portratmadaillen
von Schadow, Bovy und Brandt. Einflisse
Goethes hinsichtlich zeitgendssischer
Medaillenpraduktion sind, mehr oder minder
deutlich, bis Paris und Rom, bis Berlin und Gent
nachweisbar, Goethes Ruf als kunstreicher
Kenner und sdkularer Sammler war in den
europaischen Medaillenzentren bekannt, sein Hal
und sein Urteil waran gesucht. Wenig mehr als
zwill Monate vor seinem Tode, am 4.2.1831,
schrieb Goethe dem Berliner Freund Zelter, dem
er gerade dessen Medaille in akribischer
Feinarbeait entworfen und varbereitet hatte: Dal3
die Medaille gelinge, ist mein eifrigster Wunsch;
dags Medaillenwesen ist nach und nach so trivial
geworden, dafl man sich gar nicht mehr gesteht,
wie lablich und wichtig dergleichen immer
gewesean sei und bleibe. Frailich ist der grofe
plastische Ernst, womil man diese Angelegenheit
in froherer Zeit behandelt, so gut wie
verschwunden, indessen die Technik immer an
Fertigkeit zunimmt {...) Ubersile die Sache nicht,
aber lal sie nicht stocken und denke dabei, dai
die Medaille langer aushélt, als man denken mag.
In einer abgelegenan Wald- und Talkneipe in
Thiringen fand sich ein Pfennig aufm Tische, den
der Betller nicht méchte; es war indessan eine
Minze von Licinius Licinianus, dem Schwager
Konstanting des Grofien, eine Weile sein
Mitregent, dann ein Opfer seinar Politi.”

{WA IV 48, 112-115)

Diesem Bekenninis zur Medaille steht
gleichrangig jene vielzitierte Goethesche Sentanz
an der Seite, die Kanzler von Moller unter dem
30. Mai 1814 Oberlieferte und die den Bogen
wieder schlielft zu aktiven, sein Leben selbst
schapferisch gestaltendan Menschen, als den ich
Goethe eingangs zu skizzieren varsuchte:
{Goethe] JDer Mansch mache sich nur irgend
gine wilrdige Gewchnheit zu gigen, an der er sich
die Lust an heitren Tagen erhdhen und in triben
Tagen aufrichten kénne. Er gewshne sich 2.B.
taglich in der Bibel oder im Homer zu lesen, oder
Medaillen oder schdne Bilder zu schauen, oder
gute Musik zu héren, Aber es mul® etwas
Treffliches, Wirdiges sein, woran ar sich so
gewdhne, damit ihm stets und in jeder Lage der
Respeakl dafir bleibe."
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THE EVOLUTION
FACTOR OF PUB
COLLECTOR'S

Carlos Baptista da Silva

Ladies and Gentlemen,

| beligve that this is not the appropriate venue for
a conference designed to suit a university or
academic formal, adopting a scholarly approach
closer to erudition than to empiricism. | trust that
it will be more significant to stress out assential
views on important key ideas, justified and
presented clearly and with simplicity. Thesa
ideas will give those who are listening and those
that may eventually read me in the future, a
precise historic and analytical insight on the
thema | wish to focus on.

| consider it indispensable to show you some
images, using state of the art technology, since
medals are to be seen and touched, althaugh in
this session this will not be possible. The
international exhibition opening this afternoon will
allow you the first but not the second possibility.

Since Anliquity medals have attracted the
attention of pacple with artistic sensibility,
whether they had or had not the financial means
to collect them, as well those people who had the
adequate cultural background. The ilems that
reached us now reflact the artistic talent of thair
makers most of them sculptors who were
respected names in their time and who enjoyed
great prastige. My priarily goes to medal art
although | also include here the art of coins, both
produced by Western culture. | am not
considaring in this category the items produced
in the East ar in the Middle East, because in
their genesis did not have a specific artistic
purpose but revealed a high degree of aesthetic

Left; Greek coin, Pargamo
ca. 270 a.c. Anv. Seleuco 1%
portrait. Silver, cast.

Right: Greek coin, Elis

ca. 430 a.c. Rev Mike on the
steps of the altar. Silver, cast.

Opaning Session

EDAL ART AS A DETERMINING
INTEREST AND OF

guality.

In Antiquity medals {and coins) had great artistic
guality, especially in Greece and in Rome, not to
mention the production by other Mediterranean
civilisatlions. In those times they were part of
collections and object gathering belonging to
important families or to individual collectors. | am
particularly thinking of medals whose purpose
was to distinguish or to award, i.e. the winners of
major sport events. They representad a great
henour for anyone who received them.

The “rebirth” of the medal as a work of art and as
an original technology happened in ltaly, namely
in Tuscany (Florence) during the Renaissance,
thanks o the genius of artists as important as
Pisanella. Then, as later on in history, the medal
enjoyed particular public interest because for one
hand it was used by the dominant social classes
to mark important commemaorations as well as
political, historical, religious or sport related
events, and for ancther they helped to perpetuate
the effigy of notoricus public figures. The
aesthetic quality of the medals ran along side
with the importance of subject matter, Particular
altention was given to the sculptural treatment of
thea medal surface, as well ag to casting and
strucking technigues, to dies and patina. In the
18th century the gathering of medals that one
may leday call “collections” became comman
practice. However, medals remained the “poor
parent” whan compared to numismatic collections
with which they were often identified with.




9570 mm.

A5x70 mm.

In the 20th century medal collecting becomes
independent and more specialised, mainly from
the twenties’ enwards and after the 2nd World
War, becoming waorld spread during the fiftias. Il
is then that medals acquire a wider theme
quality, freeing themselves from the orthodox
figurative representation connectad ta com-
memoralive events, prizes and portraits. Several
sculptors and designers courageously started
producing freg-theme medals using new
mediums in parallel with traditicnal materials
such as bronze, copper, silver and geld, Medals
made of wood, plaslic, glass or stone see the
light of day. These new materials allow artisis to
achigve amazing effects, while transforming the
medal into to a multiple that could be sold at
more reasanable prices than if it had remained
an original single non-reproducible object. The
medal is democratised, It becomas more
widespread and easier lo get. Hence, medals
reach a greater number of people who actually
buy them. They no longer belong exclusively to
highaer privilege social classes with higher
purchasing capacity. The firsl madal-objects and
medal-irophies are produced. Traditional theme
and shape-focused medals conlinue to exist, but
1hey come out with new references,

Different paths were followed in order lo creale

and 1o widen public tasta in general as well as
the specific madal consumers in particular.

1958-2000

Left: Helder Baptista Plana
fora "Concerto”. 1998

Bronze, struck
Right: Helder Baptista, A
Tooth of a Though. 1998

Bronze, struck

Left: Josa Aurélio Open
Medal Soponata 25
years, 1972,

diameter 80 mm
Bronze, struck

Right: Joad Duare

A state of mind

Irrequilar form Bronze,
silver, acrylic, hand
made fabrication

Competitions have been carried out, open to all,
or by seleclion of a given number of arlisls
accarding to spacific eriteria. These compstitions
are usually for commemorative medals, and the
prizes awarded (not always in money) motivate
authors/artists by giving them the possibility to
transter their prototypes into definite materials or
by making their work more widely known.

Another way of promoting the madal closer to
collecting has been followsd by differant

entities with business market parspectives taking
advantage of the medal as a product, or
merchandise. | refer to the launching of theme-
series that, just like book editions, audio CDs,
videos, CD-ROM and other media and com-
munication technology goods dare 1o take a
chance with this type of objects. | recall such
aditions as those devoted to navigators. poets,
architectural buildings, signs of the zodiac, and
the list carries on. The imagination shows that
there are no limits. Besides the business-like
targets, medal editions are often promaoted by
using precious metals. The services rendered 10
madal art are sometimas good other limes bad.
They often touch poor qualily standards besides
making ambiguous works of arl look banal.

For several decades the market has been invaded
with bad quality highly suspicious so-called
arlistic medals, making collectors weary, uneasy
and confused, The causas for this state of affairs
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are connected 1o the lack, at important cultural
and art centres, of museums devoted to medal art
(or even to coins and numismatics), thal are
essenlial reference venues for setting up quality
standards. It is therefore particularly important to
have specialised museums devated to coins and
medals.

With present multimedia technology these
museums have their work made easier since they
can show the visitor virtual images of items which
they do not have in their collections. This kind of
mugeum has education, historic, artistic and
technalogical aims. They have no particular
eoncern about the number of items on show,
Greater importance Is given to showing, on a
permanent basis, the essential about the coins
and the medals, while témporary theme-
exhibilions following curator options deal with the
bulk of the collections and loans,

Art schools and Colleges are becoming aware of
the importance of introducing medal creativity and
technology (or coins) in their syllabuses. This
allows students to explore medal art, attracting
them to this sculpture reflated technology. Young
artists/students have found this a vehicle to have
their works known. It seems that the future of the
medal may follow this path without excluding the

Grika Laimdota (Latvia)

Paortrail; actor Evalds Vallers

{symbol of the inde-pendence of the country)
1987

110x110x17 mm

Bronze, cast

self-exploratory artistic road.

The support given by medal manufacturers should
neverbe undarestimated or lgnored.

Without them, espacially the enterprises dealing
with struck medals, medal art would not survive
nowadays. They should be supported and their
public interest recognised for their part as
important agents in the promotion of arlistic
production.

The manufactured medal is also important. | refer
to the medal made in the studio by the
artist/author. It is an aesthetic form of crealive
revelation and a chamber for higher

experimental flights that point towards innovativa
proposals,

Finally, | would also like 1o stress the role that
medals play in terms of werld culture as
testimony of history and of the times of their very
own creation. Collecting has played a very
signiticant part through acquisitions and
commissions that allow artists to go on
producing they work, fréely expressing with their
talent the shape of their art.

Joana Trolkowez
{Sweden/Poland)
Trattic Light

19949

125x100 mm
Bronze, concrata
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The Grand Prix
Tibor Budahelyi, Hungary
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Irene Gunston, Britain

The Young Artist at Weimar
Viktor Pucsek

An interview with Tibor Budahelyi
- You won the grand prize of the 27th FIDEM

show in Weimar on Seplember 20 this year. This
prestigious international award is not anly the
acknowledgement of your personality and work
but also the recognition of contemporary
Hungarian medallic arl. Earlier Maria Lugossy
was honoured with the same prize in London in
1892. | think these two prizes might reintorce the
most modern trends in Hungarian medallic art.
How did you start, what path have you walked so
far?

- | took up drawing in 1966, then tried my hand at

painting. As | had ne chance to attend the
academy, | read immensely much, Hungarian and
world literature, artists' biographies,

While reading, | envisaged all in the books, | lived
through what | read. | guess my creativity im-
proved a lot by reading. It also helped a lot that |
was trained as an engine fitter, which determined
my knowledge of materials and tricks of metal-
waorking.

- Who was your master?

- Remaining with medallic art, | met Tibor Csiky
by chance, at the artists’ colony in Tokaj in 1976.
He encouraged me to give up drawing and
painting and get into sculpture. | started with
small sculpture, and made my first medals in
1982.

- Where did you debut with your medals?

- At the National Biennial of Madal Art, Sopron in

1883. | immediately earned an award, which
gave me great impetus. It egged me on to make
medals, small and monumental sculpture. |

was first involved in a FIDEM exhibition in 1983
and the British Museum purchased cne of

my medals. This event also confirmed thal | was
an the right track.

- Everyone knows you have never made a

traditional medal. Was it Tibor Csiky’s influence
or your industrial background?

- | started by instinct. | had the manufacturing
background, | could turn my pieces on the
machine and use other technical procedures. |
sliced the raw material from hot rolled steel and
warked it with hand toals. | cut in vertically and
horizantally with the saw to created a

lamellar structure. Flicking these lamellae with
my nails, they gave out sounds. That was an
additional asset.

- Sp it happened that you made medals and
small sculpture on musical themes between 1982
and 1990. Just to mention a few: Dampened
Sound 1, 11(1982), Divided Sound (1983), Track
of a Sound (1984}, Controlled Sound (1984),
Twisted Sound (1885), Sound Tress I, 11(1985),
The Third Side of the Medal |, 11{1986),

Resounding Note 1, 11, 11l (1888), Debussy: La mer
I, 11, 1l (1989-1990). What made you create these
pieces?

- | made more than a hundred of them over the
gight years. Just as in music a motif has a set of
variations, the same may lake place in visual art.
While working, an idea may generate another
ore. | never wanted to repeat things. | mainly
worked with steel, tanned and chromatic steel,
My small-scale and monumental public works
were all conceived in the same formal idiom
parallel with the medals.

- Debussy: Clair de lune 111l (1989) and Requiem
for Tibor Csiky -1l (1289) signify some

change. The Debussy medals are not far removed
from the Bartdk medals you have made

since 1995,

- | left behind lamellation in these warks. | cut the

forms into the pieces with the milling

machine, which made them even more exact. |
treated the surface of Clair de luna -1l with
heat o colaur them, This procedure was taken
further in the Bartok medals later.

- After the musical medals, triangular Female

torsos ensued of an erotic charactar in 1982-93.
There is a carefully selecled series of 14 lorsos
in the workshop displayed in a showcase.

What do you ascribe this change of themes to?
- It's paying homage to the female sex. Besides
baing triangular, they are strongly lyrical. |

think they are really finely wrought works. Their
material is wood, heat-trealed steel, bronze
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with branze chips, copper and gilt bronze. | syn-
thesized the possibilities of the use of materials
and variety of forms. The series conslitute one
unit, even the showcase in which | fixed the med-
als is my work.

- How did the Oeuvre series arise?
- In 1995 | turned fitty and | thought I'd look back

upeon the road | had covered. As regards

the use of materials and the realm of forms |
moved in, the 12 pieces summarize again my
achievermnents, otherwise they are similar to the
famale torsos.

- And in 1995 you returned to the topic of music.

The Museum of Music History at the Institute

for Musicology staged an exhibition with the title
Bartdk in arl on the 50th anniversary of the
composer's death. The exhibils were chiefly
earlier works, bul some painters, sculptors and
medallists were asked to make new works for the
occasion. You replied to the call and have

been preocccupied with this theme to this day.
Why?

- | like classical music a lot and it was a great

honour to be asked to creale something. It gave
me energies and creative impulse o reformulate
my musical inspiration. The weorld-famous

composer inspired these works, | identified with

Bartak's extraordinary precision, trying to
become similar to him in this regard, What | have
created so far reached its peak in this series,
both in the selection of materials and their
treatment. | have edited a cycle from the pieces
and wauld gladly have it exhibited somewhere.

- You have adhered to the triangular fermat, Why?
- Itis the form of instruments, and signs of sound

could also be composed in this farmat. The
signs of plasticity, the colour effects achieved
through heat treatment and the mobilisation of
the triangular plane constitute a coherant unit.
My sculpted works are increasingly more exact
and constructiva. Since the '80s | think | have
been a lyrical constructivist, | am more lyrical
with the medal, possibly because of its intimacy.
Dealing with such kindly little things, cne

might as well take them for poems.

You are also acknowledged as a successiul
sculptor. Which acknowledgemeant

da you feal to be maest honaouring?

- This year | won the first prize in a competition of
millenary public sculpture. This September

The Waorld War [l monument | made was unveiled
in Budapest. Let me also mention that | do
photography and glasswaorks as well.

Anna Baranyi

Grand Prix: Tibor Budahelyi, A string piece by Banidk 1, 2 and 3, 1583. 145 x 110 mm



The bast patina: Irgne Gunston, Undisturbed night, 1998. Cas! bronze, 90 mm

The Young Artist al FIDEM, Weimar: Victor Pucsek, Ratlle,
1999, Mixed media. 70 x 45 mm
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THE MYSTERIOUS MEDALS OF JEAN DE FRANCE,
DUC DE BERRY: PROBING THE MIND OF A GREAT

PATRON

Stephen K. Scher, the LISA

Jean de France, duc de Berry, was one of the most
active and famous collectors and patrons in the
history of art, and, perhaps inadvertently, played a
xey role in the development of the commemarative
medal. He was born into the House of Valois on the
307 Movember 1340 in the chateau of Vincennes
and died on the 15" of June, 1416 at the hatel de
Nesles in Paris, having attained the venerable age of
seventy-six and a half." His life spanned most of the
Hundred Years War (1338-1453) and was thus
bracketed by the military disasters of Crécy (1348)
and Agincourt (1415). In 1350, Barry's father, Jean
II. le Bon, ascended the throne of France, and six
years later, a truce with England having been
oroken, the war recommenced anly to end, once
again, in disaster with the defeal of the Frenchin
1356 at the battle of Poitiers, where the king and his
youngest son, Philippe, were taken prisoner, while
thi heir to the throne, the Dauphin Charles, and his
orather, Jean, fled the battlefield.

n the Treaty of Bretigny of 1360, the county of
Poitou, which Jean had ariginally received in
zppanage from his father, was ceded o the English.
2z compensation Jean was given the duchies of
Serry and Auvergne, which he held thereafter uniil
nis death. The treaty also fixed an enormous
rznsom for the release of the king, who was allowed
to return to France in exchange for his brother and
rwao sons, including Jean de Berry, as hostages. For
saven years, with occasional safe-conducts granted
for a return o France, the duc de Berry resided in
London, where his father, who had returned as a
prisoner, died in 1364,

Jzan le Bon was succeeded by Charles V le Sage,
whose circumspection, astute management, and
wary maneuvering against the English overa
sixteen-year reign, led to a paeriod of relative
succass in the war and soma stability in the realm.
Charles also kept in check as much as possible the
ambitions and extravagances of his three brothers,
Anjou, Berry, and Burgundy, channeling their
enargies toward the conduct of the war.

Charles’s untimely death in 1380 left the realm in
e hands of his twealve-yaar-old son, Charles VI, le
Fol, who was, at lirst, subject to the regency of his
royal uncles, including the dug de Berry. There is no
need here to recite at length the horrors of the years
stwaen Charles VI's accession and his death in
1422, Civil war, sporadic revolls by varous

segments of the population, betrayals and
assassinations, the Great Schism of the papacy,
economic instability, and the intermittent madness
of the king beginning in 1382, are only a few of the
factors making up a sad picture of France at the end
of the fourteenth and beginning of the fiteenth
centuries, leading to another disastrous defeat on
the field of Agincourt in 1415, Yel despite these
misfortunes, France continued to reprasent the
highest levels of wastarn culture, challanged only by
[taly,

Jean de Berry, oullasting his brothers, became the
senior mamber of the house of Valois and certainly
played a not insignificant role in most of the dreary
evants of this pericd. As a result, history has not
treated him kindly, presenting us with the picture of
a man who was ruthlessly greedy, lotally self-
interested, and incompetent, His uncertain
reputation must nonetheless be balanced against
his incomparable taste, his insatiable appetite to
possess beautiful objects, and his continuous and
generous patronage of artists.®

True portraiture in western art begins in the
fourteenth century, and we are thus left in no doubt
about the physical characteristice of the duke
thraughout his long life. Representations arg
encountered in many media; somea are idealized,
others crude or generalized, but the finest give us a
clear idea of his features. Although we possess
representations from the earlier part of his lite that
show him as a slender young man with long, wawy
hair, mustache, and forked beard, the most
individualized and memaorahle portraits occur in his
later years and reveal to us a nchly dressed, portly,
clean-shaven man with a pudagy face, a snub nose,
short, wavy hair receding from the forehead, a small
mouth above a bulous chin, and deep-set eyes
beneath heavy brows and surrounded by wrinkles.
The duke was a prolific builder, constructing ar
rebuilding seventean chateaux, palaces, and smaller
dwellings. Maost of these have disappeared or arg in
ruins, although significant portions of some, such as
the great halls of the palaces in Bourges and
Paoitiers and the Sainte-Chapelle in Riom have
survived. In addition the duke constructed a Sainte-
Chapelle in Baurges, the capital of Berry, and
commissionad wark for the cathedral of that city.
Some of his palaces, such as the magnificent
chateau at Mehun-gur-Yévre, near Bourges, were
famous throughout Europe, and many of them were,
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Herman de Limbaourg (atlr. ). The
Templations of Chnst. Trés Riches
Heures, c. 1411-1416, fol, 161w,
Chantilly, Musée Condé.
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Jaan da Cambral. Tomb effigy of
Jean de France, duc de Berry, datail,
head. Marble, c. 1416, Formerly in
ihe Sainte-Chapelle (destroyed),
Bourges: now in the erypl of
Bourges Cathadral, (photo, 5.k,
Scher)




fortunately for us, recorded pictorially by the
Limbourg Brothers as backgraund elements in the
calendar pages of the Trés Riches Heures, The
representation in that glonous manuscript of the
chateau at Mehun-sur-Yévre is particularly
meaningful, since it is used as the setting for the
Temptation of Ghrist. Knowing of the close and
warm relationship that existed between the duke
and this paricular group of artist brothers, who had
once presented their patron with a fake manuscrigt
made out of waod, do we detect here a sly and
scarcely disguised wry comment on the
propensities of their master?

To fill and embellish these many splandid dwallings,
the duke purchased or commissionad lapestries
and embroideries, panel paintings, lurniture,
sculpture, precious and exotic objects, rich plate,
avish garments, jewels, books, and, of course, the
sxquisite illuminated manuscripts. Once again, the
calendar pages of the Trés Riches Heures,
especially those of January, April, May, and August,
provide us with a glimpse of that fantastic world of
uxury and elegance, of romance and chivalry that
continued to exist in the midst of the horrors of war,
famine, disease, and death, of political instability
and social unrest.

All of these riches as well as the sculpture that
adormed the buildings suffered not only from the
sagaries of time and changing tastes, but also from
ine furor of revolution. The Sainte-Chapelle in
Eourges was particularly rich in sculptural
decoration and stained glass and housed the tomb
of the duke, but was eventually razed to the ground
over along period of time, beginning in 1757, The
fragmants of sculpture and glass that have survived
1estify to the extraordinary quality of the work, (See

next page)

Three inventories survive of the possessions of the
duc de Berry, dated respectively 1401, 1413, and
1416.7 The most detailed and most important of the
nventories, and the only one that has a logical
classification of articles from beginning to end, is
that of 1413; also, most of the objects listad in this
nventory remained in the duke's collection until his
Zzath, thus making it the truest measure of his
aciual possessions. It contains 1251 items
comprising precious objects, jewelry, and boaks,
out itis the “jewelry for the person of Monseigneur le
Juc” that has the greatest significance for us.
Amaong the many articles in this category we
sncounter an intriguing group of objects, listed more
or less together in the inventory that has never
z=ased 1o generate controversy and speculation
=mong scholars.® These were comprised of gight
gold discs with persons or scenes in relief, usually
2n both sides and richly mounted in jeweled frames,
zll of them intended to be wom around the neck
gither as a collar or at the end of a chain.

The first to be listed showed the visage of Julius
Caesar taken from life (“contrefait au vif") and
describad as a “gold denier of heavy weight” (“denier
d'arbien pesant™).® There appears 1o have been no
legend, nor is a reverse indicated, and the value is
givan as 112 livres 10 sous tournois. The use of the
word “denier” has a numismatic implication, though
no such coin of Julius Caesar existed in antiguity,
and the term is not applied to the other pieces under
discussion here. It would be interasting, as well, to
know what is meant by the phrase “au vil”, a
condition certainly not verifiable by the author of the
inventory and, once again, not applhiad to the other
objects that follow.

Mext is listed “a small round gold jewel" with tha
face of Tiberius, as he is described in the legend, on
one side and, on the reverse, a seated woman
named in the inscription, Phaustina.® This jewel was
valued at 200 livres tournois and was purchased on
1% March, 1401, from a Michiel de Paxi, a merchant
living in Paris and probably Italian,

There follows “another round gold jewel” with the
face of “Octavianus Cesar Augustus."” The reverse
once again displays a female figure, standing and
holding a star and a whip and idenlified as “Lilia"
{sic). This, too, was purchased from the same
merchant and valued at 200 livres toumeis. Both of
these portraits and the two that follow are described
as being of "haulte taille,” which appears to reter, not
to the dimensions of the piece, itself, but either to
the size of the portrait or the height of the relief,

Bayond these bare descriplions, however, we know
wvirtually nothing more about these pieces, since
they have not survived. They correspend to no
known coins from antiquity and are probably late
medieval pastiches meant 1o be taken as antique; in
other words, forgeries. The fact that two of them
were purchasged from an ltalian merchant is
significant, since il raises the possibility that these
baubles were made in Italy. They are also indicative
of a keen fascination with ancient remains.

Chne very curious and related instance of such an
interest surfaces in the inventories where, under tha
heading "Other Objects from the said Inventories,
which are of No or Little Value” we find the following
entry: “ltem, an impression in lead, where is found
the portrait of Francesco da Garrara on ane side,
and on the other the sign of Padua.™ This is none
other than a copy in lead of the famous medal of
Francesco |, da Carrara, lord of Padua and Trevisa,
or of his son, Francesco I, Novello, who
commissioned twa portrait medals all'antica to
commemarate the expulsion of the Milanese from
Padua in 1390." How and why did such a seemingly
ingignificant chject find its way into the vast riches
of the ducal collections? It must have caught the
fancy of the duke and responded to an intarest that
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Artizl unknown, Apostia
formarly from thie Sainte-
Chapells, Bourges, stained
glass, ¢, 1400. Bourges
Cathedral, crypl. (photo,
5.K. Boher)
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Andrd Beauneveu (atlr. to).
Prophet probably from the
Sainte-Chapelle, Bourges,

c. 1351-1387, Bourges, Muséa
de Berry, (photo, 5.K. Scher)




Michelet Saulmon (attr.
ta). Medal of Emperor
Constantine the Great
(308-337 A.D.). Silver,
¢. 1400, London,
Brifish Musaum,
(Phote Jehn Bigelow
Taylar.)

he held in common with Italian humanists.
Continuing our examination of the 1413 inventory,
we encounter two more imperial representations in
gold with jeweled mounts and hung from chains.
When the duke's inventories were published in
1894, these jewels were immediately identified with
the Constanting and Heraclius medallions, well
known since the fifteenth century. Regarding the so-
called medal of Constantine I, the Great, the
inventory is quile precise in reporting that it was
purchased at Bourges on the 11" November, 1402
fram Antoing Manchin, or Mancini, a Florentine
mearchant living in Parns, and was valued at 400
ivres tourncis,'® There are no such helpful details
given for the Heraclius medal, which is larger in
size, is therefore valued at 500 livres tournais, and
nas a different mounting and chain.™

For some reason, which will remain forever cbscure,
Jean de Berry then ordered one copy each lo be
made in gold of the Constantine and Heraclius
jewels, but without any mounting or chain. They are
still catalogued as jewelry and are valued,
respectively, at 60 and B0 livres tournois,

Hone of the originals of these four pieces survived for
vary long. It was customary to use the precious
objects in princely collections either as collateral for
oans or as a sourge of gold to meel the constant
debts incurred by these gentlemen. It is regrattable
that so many beautiful creations that must have
nvolved the extraordinary skills of a small army of
zriisans were destroyed so often to satisfy financial
ocbligations. Much of the duka’s jewelry was meant

Michelat Saulmon {attr.
12). Madal of Emperor
Heraclius (reignad
210-541 A.D.). Bronze,
1400. London,
British Musaum.
Prnoto John Bigelow

Tavlor.)

o go to his two daughters, Bonne and Marie, while
anather group of objects, including the original
Heraclius and Tiberius jeweals, were bequeathed lo
an important member of the duke's court.' Charles
W, however, desperate for funds to continue the war
against the English, seized most of the pracious
abjects in his late uncle’s treasury and melled them
down for coinage or sold them at an auction that is
recorded in an account, dated 1417, now inthe
Bibliothégue nationale, Paris.

What remain to us are many copies from diverse
periods in various metals, but primarily in silver and
bronze, of the medals of Constantine and Heraclius,
which gained immeadiate fame and were widely
circulated. They exerted a powertul influence on the
Limbaurg Brothers, who drew upon them as a
source of imagery in their manuscripts, notably in
the scene of the Meeting of the Three Magi in the
Tres Riches Heures, where Constantine bacame the
model for the Magus on the left.'® They weare known
in Italy by 1498, where they were reproduced in
large size in marble on the socle of the Cenosa da
Pavia, but at a much earlier date they clearly had a
profound influence on the invention of the ltalian
Renaissance portrait medal.'®

Both the Constantine and Heraclius medals as we
know them are not only very similar in style,
attributable to the same hand, but that style is
clearly Franco-Flemish, the so-called International
Style Gothic. The criginal mounted medals,
however, may not have been in this style and may,

29




Herman de Limbourg (?). Meeting of the Magi. Trés Riches Heures, c. 14111416, fol. 51v. Chantilly, Musée
Condé.
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that have ever been known since the fifteenth
century, as far as we can tell, and that, until the
peginning of the seventeenth century were thought
10 be ancient, are undoubtedly replicas of the gold
copies made for the duke.

Beyond their original importance as seemingly
precious artifacts from ancient Rome, the entire
aroup of imperial portraits also appeared to have a
common Christian iconographic theme, excluding
the “denier” of Julius Caesar, which seems to be
unrelated to the others except insofar as it purported
io be ancient. The duke purchased the Tiberius and
Octavian in March of 1401, and one year and eight
months later acquired the Constantine and probably
‘ne Heraclius. They are, therefore, not linked
chronologically, nor do they appear to have been
oroduced as a homogeneous set. Yet one can make
= strong case that they are closely related
‘nematically, for, as has often been pointed out, all
zrz linked to key dates in the life of Christ, to the
nstory of the True Cross, and to the liturgy.

/e know that the duc de Berry placed great
mportance on the acquisition of relics of the
—zssion, namely a piece of the True Cross and a
orn from the Crown of Thorns. It would be
_nderstandable, therefore, that he would jump at the
cnance to acquire allegedly authentic portraits in
zold of those Roman emperors who had been
zssociated with some of the most significant events
7 the New Testament: Augustus, who is vouchsafed
oy both the Cumaen and Tiburtine Sibyls a vision of
e birth of Christ, which occurs during his reign and
vnich is alluded to in an inscription on a small gold
=olet placed above the medal, taken from Virgil's
“ourth Eclogue, the famous Messianic Eclogue'”;
T oerius, who is emperor at the time of the
rucifixion; Constantine, who ostensibly converts to
ristianity and whose vision of the Cross is
rumental in his gaining undisputed possession of
mperial throne, who establishes Christianity as
official religion of the Empire, and whose mother,
—=zlena, in 326 A.D., discovers the True Cross,

nich was buried on the Mount of Golgotha; and
“~zlly Heraclius, a great Christian hero, who
=covers the True Cross from the Persians in 629
= D. and returns it to Jerusalem.
/{nereas the types found on the Augustus and
"~ oerius pieces are fairly straightforward in imitation
=7 2ncient coins, what is depicted on both sides of
= Constantine and Heraclius medals is far more
~~ginaland complex, being devoted to the

=neration of the Holy Cross and specifically to two
zstdays in the Roman calendar: The Finding of
= Holy Cross on May 3 and the Exaltation of the
—2'y Cross on September 14, two of the oldest and
—ostholy chservances inthe Church. These are, in
.. linked with the Adoratio Crucis section of the
=2'emn Afternoon Liturgy of Good Friday and the
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Although Constantine precedes Heraclius
chronologically, his medal is more obscure in its
meaning, leading us to place it last in our
discussion. Heraclius was, without question, one of
the greatest of the Byzantine emperors, an
outstanding figure in military and political history,
and a shining hero for medieval Christianity. In the
year 614, during his reign, the Persians took and
sacked Jerusalem and carried away to Ctesiphon
the most holy of relics, the True Cross. A series of
defeats threatened the existence of the entire
Byzantine Empire until Heraclius gathered a
substantial army and began a campaign against the
Persians that took on the character of a crusade.

At the beginning of December, 627 the Byzantine
forces drew up before ancient Nineveh and there
delivered a blow that brought the enemy to his
knees. Heraclius continued to advance during 628,
but in the spring of that year the Persian king,
Chosroes Il, was deposed and murdered. His son,
Kavadh-Siroe, succeeded him and quickly came to
terms. These restored all of its former territories to
Byzantium, and delivered the Holy Cross into the
emperor's hands.

Heraclius returned in triumph to Constantinople in
628, carrying with him the holy wood, and in 630
journeyed to Jerusalem, restoring the True Cross to
its rightful place. Contemporary accounts describe
this event without referring to any unusual
occurrence, but the storytellers of the later Middle
Ages had a slightly different version, which was told
in connection with the Feast of the Exaltation of the
Holy Cross.™ In this account, Heraclius approached
the gates of the holy city carrying the cross and
dressed in great splendor. Suddenly the gates
swung shut or, in some versions, collapsed, barring
the way to the emperor. An angel appeared
admonishing the monarch and contrasting his
demeanor with the humble appearance of Christ
when he followed the same route on the way to
Calvary. Suitably chastened, the emperor
descended from his horse or cart, divested himself
of his rich garments, took up the Cross again and
approached the gates a second time, whereupon
they were restored or opened, allowing him to enter,
all of this being a sharp lesson in Christian humility.
The medal shows Heraclius on the obverse, ringed
by his formal titles based on the formula used for a
fourteenth, not a seventh, century emperor, The
remaining inscriptions are all taken from the
aforementioned liturgy and indicate the challenge
Heraclius faces in defeating the Persians. On the
reverse, this has been accomplished, and we are
shown the emperor in triumph wearing lavish robes,
seated in a richly decorated carpentum and carrying
the True Cross. It is the dramatic moment when he
is denied entry, as we can see by the turning motion
of the horses and the consternation of the groom,
whao looks back. seekina instructions from his
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Jean and Herman () de Limbourg. Heraclius Retums the Trua Cross to Jarusalem. Belles Heures, ¢ 14081409,
fol. 156, New York, The Cloisters.
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master, That we are in a holy place is indicated by
tha row of sanctuary lamps strung along the top of
the medal. This entire series of events was also
llustrated by the Limbourg Brothers in the Belles
Heures of the duc de Berry, now in the Cloisters,
New York, the scene of the approach to the gates of
Jerusalem being copied from the medal.

The iconography of the Heraclius medal, then,
raises few questions either in the images or in the
nscriptions. The Constantine medal is a different
story, however. It, too, is devoted to a great Christian
nero, who appears in triumph on the obverse, in
2ress similar to Heraclius and with the same titles

n the inscription.

fthere is no problem in understanding the cbverse,
when we turn to the reverse, we encounter an
nvalved and often obscure allegorical representation
hat has stimulated wide speculation, but has naot
vat been completaly and satisfactorily explained,
We should point out that even the fines! casts of
ooth medals do not date from before the late
fifteanth or early sixteenth century,

The essential connection, as in the Heraclius
meadal, is with the histary of the True Cross. In the
center the Cross as the Tree of Life rises from
dense vegetation. This is the wood upon which the
Lord gave up His life in order to redeem mankind
from original sin brought about by ancther tree, that
of the Knowladge of Good and Evil. Such
uxtapositions and dicholomies lie at tha heart of
much of Christian imagery and are utilized on
saveral levels on the medal.

The entire Cross/Tree of Life rises from a fountain,
which is, of course, the Fountain of Life, the waters
of baptism fed by the Four Rivers of Paradise
representing the Four Evangelists. All of these ara
zlluded to in small details decorating both the Cross
znd the Fountain. The triumph over evil is seen in
e serpent that winds around the base of the cross,
znd the inclusion of Christological symbols, such as
Hercules strangling the serpents and a striding lion,
2ll contribute to the demonstration of the powers of
zalvation contained within the True Cross and

ntone Pisano called
izanello (c. 1395-
155). Medal of
cmperor John Vil
“zlegclogus (reigned,
1425-1448). Bronze, C.
1438, London British
Museum. {Photo John
Sigelow Taylor.)

1=+ D 1=

administered by Holy Church.

So far, except for a few annoyingly elusive details,
the meaning of the reverse is clear, but what of the
two women who flank the fountain? If we keep in
mind the basic theme of both medals, the liturgies
from which they are indisputably derived, and the
medieval love of philosophical and dogmatic
confrontation and resolution, we arrive at a fairly
complele and consistent explanation of the imagery.
It seems clear that the two women represent
opposing beliefs or moralities, On the left, a richly
clothed and apparently older woman looks up at the
Cross and points to it with her right hand, while her
left grasps an unidentifiable portion of the central
construction. Opposite her sits an exquisitely
modeled, half-naked young woman, her face turmed
away from the cross, her right hand grasping a
falconry lure &nd leash that passes through the
hand, behind her body, through the fingers of the left
hand, and down 1o & bird of prey standing upon a
block beside a perch attached to the seat. A
corresponding bird stands beside the older woman,
who does not appear to be holding a leash. The lelt
foot of the young woman is placed upon the back of
asmall animal. There is here an unmistakable and
very deliperate allusion 1o falconry with the birds,
which may be eagles, probably symbolizing hurman
souls related to the two forms of belief represented
by the women.

Given the liturgical connections and the relationship
between the two medals, the older woman can only
represent the True Faith, Divine Love, Holy Church,
and the Mew Testament in the guise of St. Helena,
the mother of Constantine and the discoverar of the
True Cross, while the younger woman stands for her
counterpart, the Old Law, Synagogue, perhaps
Earthly Lave, refusing to acknawledge the presence
and power of the Holy Cross and Fountain, Such an
explanation has not satisfied all scholars, and the
mystery remains, accompanied by a multitude of
varying thearies.

Whatever the explanations, these two madals are
magnificent objects of great beauty, and, althaugh
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Michalat Saulmon {attr. ta), Virgin and Child
beneath & Canogy. Bronze, ¢, 1415-1416.
Barlin. Staafliche Musean, Skulpturengalers,
Inv, na. 2181

Paul and Jean da Limbourg. January (detail).
Tres Riches Houres, ¢, 141114186, fol. 1w
Chantilly, Musée Condé,

Artist unknown, Seal of Jean de Fran-
ce, duc de Berry (1340-1416), end of
fhe 1dth centuny. Pans, Archives
nalionales
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we cannot find a direct connection, they must have
been an inspiration to the father of all medals,
Antenio Pisang, whose first creation in this form, the
medal of the Byzanting emperor, John VI
Paleologus, of 1438, seems quite consciously to
continue nat anly the tradition of the
commemaoration of the imperial line, reaching back
through the Berry medals to the long, unbraken
series of portraits on Roman coins, but, once again
and mora specifically, to the veneration of the
Cross.'®

In a very real sense, therefore, itis appropriate for
an association of contemporary madalists to recall
ihiz impressive and memorable beginning in the
court of a French prince, who was, perhaps, even
mora closely involved in the invention of the portrait
medal than we might crdinarily suspect. What are
we 1o make of the following itam in the 1416
imventory?: Concerning a round gold jewal, not
embellished, for which there is on one side the
irmage of Our Lady holding her child and four angals
carrying a canopy over the said image, and on the
other side there is a half-length image, madea to
resemble Monseigneur, holding in his hand a gold
tablet; ... which jewel Monseigneur purchased from
Michelet Saulmon, his painter ..."*® We have what is
certainly a replica of the obvarse of this fascinating
object in a plaguette in Berlin, which, if it is actually
by Saulmon, as well as being purchased from him,
is very close in style to the Constantine and
Heraclius medals, which have also, understandably,

' The primary source of information for the life of Jean
de Berry is Frangoise Lehoux, Jean de France, duc de
Barry: Sa Vie, Son Action Politique (1340-1418). 4 vols.,
Paris, 1966-1968.

* A brief, but useful, account of Jean de Berry's
activities as both a collector and patron of ant may be
found in Millard Meiss, French Painting in the Time of
Jean de Berry: The Late Fourteenth Gentury and the
Patronage of the Duke, London and Mew York, 1967,
chapter Ill, Jean de Berry as Patran, pp. 36-67,

! The most imporant source of knowladge about the
duke's pegsessions is, of course, Jules Guitfrey,
Inventaires de Jean, duc de Berry (1401-1418), 2 vols.,
Paris, 1884-1808.

“ 1 have deall with this subject in @ number of other
places, beginning with an exhaustive treatment in my
Master's thesis for The Institute of Fine Arts, Mew York
Unmiversity, The Medals in the Collection of the Duke of
Berry, 1961, and, most recently, in the catalogue for the
axhibition, The Currency of Fame: Portrait Medals of the
Renaissance, New York, 1594, pp. 32-37, 375:
Prototypes: The Medals of the Duks of Berry. This
catalogue also containg a full bibliography on tha
subject,

F Guiffrey, |, 1894, p. 70, no. 195,

# |bid.. pp. 70-71, no. 197,

" Ibid.. pp. T1-72, no. 198,

lbid., p. 153, no. 580; also vol. I, p. 41, no. 287; p. 285,
no. 1251,

been attributed by some to the Limbourg Brothers.®
(fig. 10 The ravarsa is lost, but from the description
ane might conclude that it must have functioned as
a sort of portrait medal.

We can only guess at the appearance of this
reverse, but several possibilities come to mind. One
rather fanciful suggestion can be found in the
January page of the Trés Riches Heures, where the
duke is seated at table in profile bators a large,
round wicker fire screen, approximating the typical
format of a portrait medal.* (fig. 11) A much more
likely possibility may be found in an area that is
often neglected by all but the specialist: the seal.
One of the duke of Berry's seals, dating to the end
of the fourteenth century and similar to tha
compaosition of the Berlin plaquetts, shows him
above the battlements of a castle, facing in hall-
length and holding a sword, approximating the
description in the inventory.® {fig. 12) Should we
then consider the possibility that at such an early
date a Morthern prince, interested in supposedly
ancient objects of medallic form and in possession
of one of the Carrara medals, commissioned a
portrait medal of himself, thereby anticipating the
appearance of such a form in Italy? We shall never
be able to answer this gquestion, but it certainly adds
a further dimension to our understanding of a
complex and fascinating man active in an equally
complex and fascinating epoch.

* For a further discussion of the Carrara medals see
S.K. Scher, “Immortalitas in Murmmis: the Qrigins of the
Italian Renaigsance Medal®, Trésors Monataires,
supplement 2, Paris, 1989, pp. 1-18, pls. |-1X. For a
recent study of the related “medals” or coples of
ancient coing by the Sesto family of Venice in the late
fourteenth century see Alan M. Stahl and Louis
Waldman, “The Eadiest Known Medalisis: The Sasto
Brothers of Venice”, American Journal of Numismatics,
Second Series, 5-6 (1993-1984), Mew York, 1995, pp.
167-188, pls. 19-21.

" Guiffrey, |, 1884, pg. 72, ne. 199,

" Ibid., pp. 72-73, no. 204.

2 lbid., p. 73, nos. 201, 202,

*Jean de Montaigu, seignaur de Marcoussis, vidame
de Laonnois, grand maitre de 'hitel and secretary o
the king, executed in 1408,

'* Bib. nat. ms. Fr. No. 6747, It is reproduced in pan by
Guitfrey, op. cit., 1896, no. 11, pp. 339-344,

' Trés Riches Heuras, 1413-1416, Musée Condé,
Chantilly, fol. 51v. When this lecture was deliverad at
FIDEM 2000 in Weimar, a question was raised from the
audience guestioning the chronology proposed here, a
chronology that has been, guite legitimately, accepted
by most scholars for the following reasons. The
abjection to the accepted chronology was based on
several misconceptions and on an incomplate
knowledge of the documents. Two arguments were
propoged: The first was based on the peculiar
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harmess. i.e., reins and bridla, displayed on
Constantine's horse in both in the medal and the
miniature of the Meeting of the Three Magi. It was
stated that this could only be a harness for a horse that
was led by a groom, who is present in the miniature,
but ebsant in the medal, proving, 5o he speaker
maintained, that the madal could anly have lollowed the
painting. A similar argument was proposed for the
Heraclius medal and its relationship to the miniature in
the Belles Heures (The Cloisters, The Metropolitan
Museumn of Art, New Yark, fol. 156) of the same subjsct,
namely that in the miniature the actions of the horses
are kegical since the closed gate of Jerusalem before
which Heraclius's carpentum is stopped is porlrayed,
thus explaining why the horses furm back, Since the
gate is not shown on the medal, the argument was
offered that the actions of the horses were inexplicable,
onca again proving that the medal copied the
miniaturaihere being no room for the gate.

Althaugh thase observations have no bearing on the
point of his paper, | felt it necessary, nonetheless, to
present a rebuttal, Regarding chronology, we know
framn the inventary that the original Constantine medal
wag purchased by the duke in 1402 and must,
therefore, have been made before then. Although we do
not have a similar entry for the Haracliug, there is litle
daoubt that it, faa, must have been made araund the
game lime. The two copies ordared by the duke must
have followed soon after,

It is accepted that the Limbourg Brothers painted both
the Belles Heuras and the Trés Riches Heures. It is not
necessary here to identify the various hands at work in
both manuseripts, In 1399 two of the three brothers, at
least, were described as “jonnes enfans”, in this case
meaning teen-agers. Early in the same year, they wara
apprenticed to a Parisian goldsmith. By around 1402,
the year the duke of Berry purchased the Constantine,
and probably the Heraclius, medals, the brothers were
working for the duke of Burgundy, Philippe le Hardi,
who died in 1404, The fellowing year the painters went
to work for Jean de Berry. The medals, tharefore, must
pre-date the employment by Berry of the Limbourgs.
From documentary evidence, we can be almost certain
that the Belles Heures, containing the story of
Heraclius, was completed in 1408 or early 1408, and
was therafore probably begun around 1408, The Trés
Riches Heures, with the mirnature of the Mesting of the
Magi and the porirayal of a person in a ¢art based on
Heraclius at the top of the calendar pages, was left
incomplate at the duke's death in 1418, which is also
the year tha the Limbourg Brothers died, This
manuscript is usually dated ¢, 1411-1418; again well
after the purchase of the medals.

On a chronological basis alone, therglore, the medals
could not passibly be copied from the manuscripts.
Regarding the harness of Constanting’s horse, such
an arrangemant of bit and reins is not intended only for
a horsae that is being led. 11 is, in fact, & very ancient and
common type of harmess called “draw reins” (my
thanks 1o Walter Liedtke, Meatropolitan Musaum of Art,
for this information.), which were used to exerl greater
conirol over horsas, especially those used in war. None

of the other horses in the miniature, or in the other
miniatures, has such a harmess, which argues even
mare strangly in faver of the medal being the maodel for
the painting.

As for Heraclivs, it cerfainly makes more sense to see
the gates of Jerusalem to explain why the horses turn
back and why the groom looks to Herachius, but since
we know from the chronology that the miniature must
follow the medal, there is no reason why the medal
should not be based on the story in the Goldan
Legend, there being no room for the gate on the medal.
In addition, the circular shape of the medal would
almost require that the composition of the horses be
as it is.

" Ses, for example, Scher. op. ¢il., 1989, pp. 1-19; alse,
S.K. Scher, *The Cabinet of a Prince and the Origins of
the Renaiszance Porrait Medal®, Cahiers
d'Archéciogie et d'Histoire du Berry: Mélanges Jean-
Yves Ribault, Hors-Série, Novembre, 1998, pp. 309-
316,

" The tull story also invelves the Cumaen sibyl, who
was, for the Ramans, the most important of the
prophelesses. Her cave, sacred 1o Apolio, was located
al the head of the Bay of Naples. In the Aeneid, Bk, VI,
Aeneas visils the sibyl and is told of his destiny in
relation to the city he will found. In the famous Fourth
Eclogue, the Cumaen sibyl appears again and
prophesizes that there will ba a “new progeny from
heaven” leading to a “return of the Golden Age;” this
was held 1o refer to the coming of Christ. The legend of
the Emperor Augustus and the Tiburting sibyl is
assantially a medieval construction, ona version of
which is found in the Mirabilia Urbis Romae: When the
Senate approached Augustus with tha suggestion thal
he be worshipped ag a divinity, he deferred until he
could consult the Tiburtine sibyl. Upon daing so, she
raplied that a king would come from heaven. At that
proncuncemeant, the heavens opaned in a burst of
glory, and the emperor beheald in the sky a virgin
slanding over an altar and holding a child in her arms.
A voice then announced, “Thig ig the altar of the Son of
God,” upan which the Emperar fell to his knees in
aderalion. For a brief treatment of this subject with
further bibliegraphy see Charles L. Stinger, The
Renaissance in Rome, Indiana University Press,
Bloomington, 1985, 1988, pp. 308-308-311.312,

" The slory can be found in Jacobus de Voragine, The
Golden Legend, (¢. 1275) trans. by William Casxton,
from the edition of 1900, London. AMS Prass, Mew
York, 1873, pp. 125-136, esp. 128-129.

" See Scher, 1994, pp, 4446, 376,

# Guiffrey, op. cit., |1, p. 227, o, 234.

* Berlin, Staatliche Museen, Skulpturengalerie, imv. No.
2181, cf. Ex Aers Solido: Bronzen von der Antike bis zur
Gegenwart, Berlin, 1983, pp. 97-100, no. 54,

“ Chantilly, Musée Candé, fol. 1v.

“ Paris. Archives nationals: cf. Frangois Eygun,
Sigillographie du Pailou jusqu'en 1515, Poitiers, 1838,
pl. 11, no. 23; see also, Jean-Bemard de Vaivra, “La
Grand Sceau de Jean Duc de Berry”, Gazette des
Beaux-Ars, VI* péricde, tome XCVII, novembre 1981,
pp. 141-144.



Lections

Pisanello et les médailles pour les Estensi de Ferrara a la

moitié du Xéme siecle
Elena Corradini, Italy

La culture humaniste pendant le XV sigcle favorise
a diffusion, en particulier chez les cours de
souverains et de princes, de deux moyens
d'expression artistique qui, pour les caracteristiques
des formats et des supports, pouvaient étre gardés,
mantrés et méme transportés facilement:
premigrement les médailles, qui permettaient a
princes et souverains de associer
incontestablement sur le rond metallique leur nom a
lgur portrait au droit, auguel on pouvait lier au revers
las images allegoriques de leurs devises
personnelles, et deuxiémement les enluminures, qui
enrichissaient las texts manuscripts sur papier au
parchemin les quels, écrils pour eux oU & eux
dediés, dtaient conservés dans leurs bibliothégues
et dans leurs studioli, ou pétits éludes, pour
accompagner leurs moments de méditation et de
dévotion.

Surtout les médailles, qui pouvaient &tre produites
en nombreux exemplaires, ataient un moyen de
communication exceptional qui, avant la diffusion de
[imprimerie, pouvaient transmettre, a travers ses
images, au drait le portrait avec le nom et au revers
les allegories, nombreux messages politiques et
sociales, comme on falt & nos jours a travers les
images video de propagande poliique ou de
publicita.

Les médailles qui pouvaient circular partout,
pouvaisnt élre appreciées non seulemeant par les
aristocrates, les hommes de lettres, les artistes,
mais aussi par lout ceux qui pouvaient reconnaitre
el faire reconnaitre, associé au portrait du droit, les
images allegorigues et simboligues du revers meme
& ceux qui ne savaient pas déchifirer les légendes.
La médaille, une des plus apprecige expression
artistique a l'ancienne de I'Humanisme, permettait
une propagande personnelle beaucoup plus libre de
la propagande que princes et souverains faisaient
depuis longtemps sur les monnaies qui, comme
mayens officiels de payement, étaient émises sous
le control officiel du souverain qui était garant de leur
valeur..

Le modelé d'une médaille du XV siécle, obtenu non
par limpression d'un coin et d'un poingon gravés,
comme on faisait dans les ateliers pour les
monnaies, mais du metal fondu qui, coulé dans un
modéle en cire qui se perdait & mesure gue le metal
en prenait la forme, permettait a l'artiste d'expnmer,
avec la delicatesse de reliefs haut et bas, en plus
grandes dimensions gue dans la monnaie et avec

majeure lierté, les traits méme particuliers des
figures en dennant une singuliére visibilité au portrait
des individus au reverse.

Les bas-reliefs des médailles permettaient de
réveler 'habilité d'un artiste qui savail réaliseren
petites dimensions une oeuvre qui était “a la meitie
parmi lé plan des peintures et le rond des statues”
comme rappella & la moitié du XV sigcle Paolo
Giovio, polygrafe et historien d'origine comasque,
dans une lettre envoyée le 12 du mois de novembre
1551 & Cosima de’ Medici, & propos de Antonio di
Puccio Pisano detto Pisanello (1395-1455)(1).
Ce fOt merci & Pisanello gue I'art de la medaille
devint, autour de la moitié du XVme siécle,un
moyen d'expression arlistique que fut trés apprecie
par ses contemporains: Porcellio dans une poasie
In laudem Pisani pictoris, écrite avant le mois d'aclt
1448, écrivait que Pisanello avec e bronze fondu
pouvail donner immontalité aux effigies humaines(2).
Des six médailles que Pisanello crea pour Leonello
d'Este (né en 1407, seigneur de Ferrara du 1441
jusqu'a sa mort en 1450), trois ont sur le droit
seulement le titre de Marchio Estensis, marguis
d'Este, prés du nom de Leonello el autour de son
portrait, Sans documents spécifiquas sur ces
medailles, on peut penser gu'elles ont élé realisées
peu de temps avant la succession de Leonello &
son pére Nicold 1l (né en 1384, seigneur de Ferrara
du 1393 au 1441), aprés sa mort le 26 décembrea
1441 (3), comme une sorte de propagande politique
voulue par le méme Nicold qui chaisit d'indiguer
officialement 50N SUCcesSeUr en commissionant un
portrait officiel de Leonella & travers un singulier
concours de peinture parmi Pisansllo et Jacopo
Bellini qui eut lieu dans le premier semestre du
1441; en choisissan le portrait officiel Nicold, qui
élail le juge du concours, aurait publiquemeant
légitimé Leonello comme son successeur (4).
Méme si vaingueur du concours de peinture fut
Bellini parce que, comme rappelle le poéte Ulisse
Aleotti dans son sennet Pro insigni certamine, con
I'ahilita di un “summao pictore,/ novelo Fidia al nostro
ziecho monda,/ che la sua vera effigie feze viva/ala
sentencia del paterno amore”, “peintre trés grand,
nouveau Phidias, dans monde encore aveugle [aux
grands talents), le quel a rendu avec vie la véritable
image de Lionello, comme en jugea l'amour paternel
[de Nicolé Il d'Este] (5).

Toutefois Leonello, comme nas informe Angelo
Decembrio dans son dialogue De Politia Litteraria
imprimé a Augusta Vindelicorum en 1540 LXVIIN (8],
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reussi, sl méme avec fatigue, & réconcelier
Pisanelle et Bellini, qui avaient réprasanté son
visage avec de caracteristigues differentes.
Piganello avec plus de vigueur et de realisme en
avait souligné les caractéres somatigues, tandis
que Bellini, d'une facon plus scademique &
I'ancienne, avait préferé utiliser plus délicates
tonalités de couleur (7).

Le méme Decembrio, en se réferant aux
caracteristiques de la peinture des deuy artistes,
avait utilise deux termes qui ont &1& reconnus
comme des réferences métaphoriques au style des
deux artistes: “vehemens”, ¢'esl a dire vigoureux,
richemant orng celui de Pisanello; “gracilis”, ¢'esl a
dire plus simple, depourvy d'ornemants, pur, claire,
celui de Bellini (8).

Dans le portrait, que Pisanello avait peint sur le
bois, qui paut étre identifié avec le tableau qui se
trouve dans 'Accademia Carrara di Bergamao,
Leonello devait avoir apprecié la répresantation
sculptural de son visage de profil, qui rehaussait sur
le long cou, avec les cheveux traités en boucles
serres dans une elegante coiffure, qui, rappel de la
mode bourguignenne pour simuler une
dolichocéphalie du marquis avec des signifids
simboliques que serait interessant pouveir dechiffrer.
Le portrait peint devint 'officiel gue Pisanello
proposa de nouveau avec les mémes
caracteristigues somatique, de fagon qu'on pouvait
incontéstablemeant le reconnaitre, méme quine
reussit pas a lire le nom dans le bandeau circulaire
autour de lui, sur ce nouveau support qui &lait la
médaille, qui en permettait une ample diffusion,
ainsi comme les anciens souverains grecs et
Romains avaient fait.

L'harmonieux equilibre de lignes et I'elegance du
modelé du portrait de Leonallo devaient rappeler
Iamabilité et l'affabilité avec lesquelles le marquis
voulait étre transmis & la posterilé, soulignés par
Daecembrio dans son diglogue eate da Decembrio

nel suo dialogo De politia litteraria: “¢'era molta cura
& gentilezza nel suo modo di parlare. |l suo volto era
calmo ma i suoi occhi risplendevano di vitalita,
Fisicamente era assai ben coordinato e
particolarmente notevale éra la grazia con la quale
usava le braccia e le gambe™: il y avait beaucoup de
soin et de gentillesse dans sa fagon de parler. Son
visage éfait calme et ses yeux brillaient de vitalita,
Phisiquement il &tait trés bien coordonné et
particuliérement remarquable était la grace avecla
quelle il se servait des bras et des jambes (10).
Avec beaucoup de finesse et d'elegance a la moilig
du XV siécle Pisanello realisa six medailles pour le
marquis de Ferrara Leonello d' Este sur les quelles,
a550ci€ au portrait officiel du droit, il representa au
revers les devises du marquis avec ses complexes
messages figurés sans aucun mot, a part le nom de
l'artiste peintre qui voulut signer ses nouvelles
oeuvres d'ar en les rappelant comme Opus Pisani
Pictoris. Dans ces oeuvres singuliéres, ol il avait
donneé epreuve de sa grande habilité de dessinateur,
il voulait transmeitre aux contemporains et & la
posterité son nom assoclé 4 la celebration de
limpaorntant personnage figuré au droit, qui en
particulier dans le cas de Lionello devint seigneur de
Ferrara.

A travers les médailles pouvaient &tre transmis des
symboles ou des allegories & Iui intimement lides,
ses devises, les mémes qui étaient réproduites sur
d'autres supports pour les celebration officielles du
margquis.

Comme on lit en fait dans des documents
conservés dans I'Archivio di Stato di Modena,
Camera Ducale Estense, le 28 dicembre 1441, pau
de jours aprés la morte di Nicold 111, “Maistro lusto
rechamadore” | brodeur, fut payé pour avoir brodé
avec du fil d'or et d'argent, quatre devises de
Leonello, chacune survingt drapeaux de soie avec
frange, qui devaient substituer les devises de son
pere et predecesseur Nicold, sur "uno sparvero de
tela de renso”, un pavillon de lit de toile de lin, "al

Antanio di Puccio Pisano dit Pisanello (1395-1455), Médaille de Leonello d'Este né en 1407, seigneur
de Ferrara du 1441 jusqu'a sa mort en 1450) D/ Buste & dreite R/ Téte 4 treis visages Modena, Medagliere

Eslense, cat. n. 422, inv. n, BB4B



lovo zervero” ou lynx, “el bochals” ou vase & deux
anses brode sur soie blanche, “el zinochiale” ou
genouillére d'armure brodée sur soie verte, “la
ventoxa chom la novola de sopra”, c'est a dir une
petite coupe en verre avec couvercle, pareille aux
petitas coupas qu'on appliquail sur la peau pour
resucer le sang, sur laguelle il y a un nuage duquel
tombent des gouttes de pluie, brodée sur soie rouge
(11).

Les images allegorigques qu'on reconnaissait
comme devises du seigneur, qui étaient réproduites,
comme on lit dans d'autres documents de la
Camera Ducale Estense, conservés dans I'Archivio
di Stato de Modena, sur differents supports,
malheursusament aujourd hui perdus, ou parce que
nlus détériorables du metal, comme les tissus ou
23 bois, ou parce gque objects du mobilier plus sujet
2 |a dispersion, dtalent.

Aussi enluminés sur les manuscripts, dans lesquels
a vivacité des couleurs assumait un particulier &clat
mergi & la sage capacité des artistes,

La painture des eluminures facilite la lecture des
mages allegoriques, la complexe interpretation
szsguelles pourrait peut-tre aussi étre facilitée par
svantuglles liaisons parmi le texte etla choix des
~ages et aussi par une vérification de leur
zuccession d interieur des manuscripts et de leur
sasition dans la page.

Dans un petit livre d'heures, Cfficium Beatae Mariae
Jirginis conserve dans la Biblioteca Estense
Jniversilaria de Modena (Lat.B56 = alfa.G.9.24), on
rzirouve enlumings les mémaes qualtre devises
orincipales de Leonello et en plus uns cinguigéme qui
o=ut étre reconnue dans un mat gui retient une voile
sonflée: le lynx avec une escharpe sur les yeux a
=z 6re 210r dans le bas de page; le vase avec
z=ux anses avec chaines et ancres fixées dans le
~oc dans la marge droite & oc. 16v (fig. 9) et 100r
=213 le bas de page, a c. 210r dans la marge droit

¢ & ¢ 187r (fig. 11) deux fois en position

matrique par rapport au centre du bas de page ol
¥ & un mét qui retient une voile gonflée; la
senouillére d'armure d'armatura a c.19v dans le bas
2= page; la petite coupe en verre avec le nuage &t la
cisiz & ¢ 22rdans la marge droite et & 56r dans le
o=s de page: les enluminures pour le style
~=turzliste et minutieux des pariculiers pourraiant
=2 réferds 4 ung production realisée sous directe
~“uznce de Pisanello (12).

W B

=z recents études sur la production artistique de
sangllo ont souligné l'influence par lui éxércitée

w7 |3 production artistique de Ferrare, en particulier
=275 les enluminuires des manuscripts, pour la
Im=arnita vigoureuse réprise par le gotigue lardif
=rilien, gqui bien s'adaptait & quelcongue
=crasantation: élres humaines, animaux, objects et
S=corations.

La genculllére d'armure, Officium Beatae Mariae
Virginis, Modena, Biblioteca Estense Universitaria,
Lal.858 = alfa.(G.9.24, ¢. 18v

Les dessins de Pisanello étaient un riche repertoire
d'images aux quelles les artistes de la cour de
Farrare pouvient se réferer et auquel puisaignt non
pas seulement les médailleurs, mais aussi ceux qui
voulaient réaliser ceuvres de valeur artistique et en
particulier les enlumineurs.

Dans les revers di deux des six médailles faites par
Pizanallo pour Leonello les répresentation de deux
des qualres devises sont doublées, dans una
position non en premier plan et en dimensions plus
réduites par rapport & limage central, sur le
diamétre horizantal: 1 “zinochiale” ou ganouillére
d'armure, aux deux cotés d'une 1&le & trois visages
at la petite coupe avec couvercle avec dessous une
nuage delaguelle descedant des goutles de pluie,
aux cotés de deux hommes nus, un jeune &t un
plus vieux, qui portent des lourdes corbeilles sur
s&5 épaules.

On pourrait panser que ces raffinées compositions
picturales avaient été faites dans I'année 1441,
avant que Leonello pouvail montrer avec ostantation
en publigue ses devises parce qu'il n'etait pas
encore succede au pére dans le gouvernemeant de
I'Etal estense, comme serait confirme par le seul
titre de marchio estensis, marguis d'Este, surle
ruban épigraphique circulaire, prés de son nom. Sur
le revers de la médaille avec la téte & trois visages
les genouilléras d'armure élaient accrochées a des
rameaux de génévrier (fig. 2) (13), la méme plante
qui etait figurée sur le portrail feminin peint par
Pisanallo qui & &té identifié, parmi les autres
femmes de la famille de Leonello, méme avac
Margherita Gonzaga, fille de Gianfrancesco
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Gonzaga, seigneur de Mantova et femme de di
Leonello d’Este, qui fut sa premiére femme du 1435
au 1439 (14).

Le marquis, qui aimait I'art e la culture, préferait
abandonner guelcongue exercice d'arme pour se
dédier a son enrichissiment interieur et & ses
affections familiéres quiil voulait indiquer comme
prioritaires,

Avec benne probabilité méme la téte & trois visages,
au centre du revers de la médaille, de la quelle nous
reste un dessin sur papier de Pisanello (15), aux
dela de plus complexes signifiés lies aux trois faces
de la Prudence, c'est & dire mémoire, intelligence et
prévoyance, qui regardent le passé, le présent et
I'avenir, comme Hill avait suggéred, ou aux lrois
visages de la philosophie, éligue, logigue et
phisique, pouvait etre un message liée 4 sa famille
(16). Une couronne & trois visage est décrite sur la
tete de Calliope, la Muse qui cccupe la place plus
haute de la hiérarchie harmonigue, par Guaring
Veronese dans sa lettre sur les Muses addressée 4
Lecnelle d'Este le 5 novembre 1447 et la méme
CoUronne a trois visages ast sculptée sur la téte de
la philosophie dans un ralief de Agosting di Duecio
dans le tample Malatestiano de Rimini (17).

On peut supposer gu'il g'agissail d'un messags
addressé 4 son pére Nicold pour le rassurer en lui
signifiant son union, dans une uniformité de pensées
et de sentiments avec ges deux fréres, Borso (né en
1413, selgneur de Ferrara du 1450 et du 1452 duc de
Ferrara, Modena e Reggio jusqu'a sa mort en 1471),
son vrai frére, qui comme Iui était fils de Stella
dell Assassino, né en 1413, et Ercole (1431, duc de
Ferrara en 1471, mourut en 1505), qui &lait le fils
legitime de Nicold et de sa troisiéme femme Ricciarda
de Saluzzo, né le 26 octobre 1431, encore jeune, mais
qui aurait du étre le successeur legitime (18],

Avec latéte a trois visages, a laguells Leonello

voulut donner une particuliére visibilité en la faisant
peindre plusieurs fois dans un sakon qu'il fit
surélever dans son Palais Schifancia & Ferrara, qui
avait été bati dans le siécle pracedent (19).

Atravers les devises étaient exaltées les vertus du
marquis: il y avaient beaucoup de signifiés qui
pouvaient &tre rappelés par limage de la “ventosa”,
la petite coupe en verre répresentée sur le revers de
la deuxieme médaille avec deux anses et couvarcle
et le nuage au dessous de la quelle attire la pluie
qui tombait dessus ainsi comme la ventouse, si
appuyée surla peau humaine, attire le sang. Au
signifié de la devise on paut associer celui des deux
hommes nus ave de corbeilles sur les épaules sur
un sol rocheux et mouvementé, dans un contexte
allegoriques avec de contenus complexas, qui
devait completer |a representation et la celebration
du personnage au droit dans une caracterisation
efique-philosophigue (20).

Les deux hommes nus sont répresentés avec un
prégnant rézalisme: le vieux, & gauche, ast
caracterisé par la poitrine creuse el par le ventre
mou et renflé et par le fessier caduc, tandis que le
jeune & droite, qu'on voit par I'arrigre, se presente
avet un corps plus harmonieux dans lequel ont
majeurs evidence les fessiers bien proéminents.
Selon Himmelmann leur opposition voudrair signifier
laur connaissance de soi (21), théme qui devait étre
cher a Lecnelle, auguel Leon Battista Albarti dans
ces annés avait dédié un dialague, le Theogenius,
dans lequel on traite de la vertu stoigue avec
laguella 'homme doit affronter les difficultés de la vie
publique et privée {une copie manuscripte st
conserve dans la Biblioteca Estense Univarsitaria di
Modena, ms. it. 26 = alfa P.9.24). A limage de la
medaille on peut lier la narration, de part du
protagoniste Theogenio, d'une discussion sur la
felicité et la fortune parmi un vieux sage, Genipatro,
etun jeune orgueilleux el arrogant, Tichipedo. Et

Amtonio di Puecio Pisano dil Pisanello (1395-1455), Médaille de Lecnello d'Este(né en 1407, seignaur de
Ferrara du 1441 jusqu'a sa mort en 1450) O/ Buste & gauche R/ Deux hammes nus avec des corbeilles sur
les épaules; a droite et & gauche deux petites coupes avec des gouttes qui descenden! d'une nuage aux
dessous. Modena, Medagliere Estense, cat. n. 422, inv. n. 8848




La petile coupe en verre avec
l2 nuage et la plule, Officium
Beatae Mariae Virginis,
Maodena, Bibliotesa Eslense
Universitaria, La1.856 =

alfa G.9.24, ¢. 22r e 56r

Ty

Cawmem

zetie liaison devienne encore plus significative si on
considere gue la medaille fut faite pau de mois avant
= mort de Micold et le dialogue de Alberti pey de
'=Mps apres, sil devait aider le marguis Leonelloa
zuperer la douleur pour la pere du pare, comme on
* 2n fait dans la dédicace de l'auteur: "Né credo a
% homo savio chosa da me altra pari possa essare
2rzta quanto vederti amato per tue virtd. . tanto
tatfarmao io scrissi questi mottetti non ad altriche a
e per consolare me stesso in mie diverse
foriune...Piacemi a chasi tugi passati in obitu
carentis mandarteli™, je ne crois pas que peut
=xister pour loi, homme sage, une chosa
zarelllement agréable de ma parl comms te voir
2me pour tes verlus. . et je Faffirme que | ai écrit
=25 petits molts non pas pour des autres gue pour
i pour conseler mel-méme dans mes diffarants
225, Dans le Dialogue Theogenio oppose le vieuy
Sanipatra quivit, qui *vive philosophande huomo per
=ta ben vivuta peruso di molte varie cose utilissime
= vivere per cognition di molte lettere e optime arti
crudentissimo e saplentissime” (o 7 v, viten
chalosophant homme pour age bien vecue pour la
oratique de beaucoup de choses varices trés utiles
24 vivre pour cognition de beaucoup de lettres et de
irés bonnes arts, Irés prudent at trés sage, au jeune

Tichipedo che "per troppa sua seconda et prospera
fortuna lato insolente astentava le gieme luceali
indosso la seta fe perle el le piclure facte ad ago et
arrogante agitandesi in molti modi mostrava
insclentia et odiosa alteraga” (2. 9r), pour trop de
florissanie et prospére forfune vaniteux, insolent,
montrait aves ostentation les pierres précieuses,
brillait sur lui la soi, les perles et las peintures faites
avec I'aguille et arragant, en s'agitant en plusieurs
fagon il montrait insolence et odisusa fiené.

La differance parm| las deux est grande, comme fait
relever le vieux Genipatro: “Tu, o Tichipedo, giovane
farmo st robusto, io vecchierello debole languido, tu
riccho habbiente danari, massaritie, armenti, prati,
boschi, orti, ville, possessioni entro e fuori della
terra. lo povera nudo. A te, padre optimo procurators
delle tue fortung, a te figluoli, a le fratelli temuli et
reverenti, io solo. Tu la tua patria fra | primi
administratori delle cosse noto et nominata, o in
axilio ignobile. Difformita tra noi grandissima, Ma
quale stimi tu direbbe un savio Huomo pil fusse di
noi due beato” (¢, 10r): tu, o Tichipedo, jeune ferme
at robuste, mai petit vieille faible languissant, tol
niche qui as de l'argent, meubles, bosuls, pres,
bois, jarding, villes, proprieté dedans et dehors de la

Antonie di Puccio Pisano dit Pisanelle (1335-1455), Médallie de Leonelio d'Este(né en 1407, seigneur de Ferrara
Tu 1441 jusgu'a sa mort en 1450) OV Buste 4 gauche R/ Deux hommes nus assis a gauche et 4 droite d'un mat
24 refient une voile gonlflée par le vant Milano, Castella Sforzesco, Civiche Raccolte Numismatiche, inv. .

09555
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terra. Moi pauvre et nu. A" toi un pere trés bon
procurateur de tres fortunes, & toi des lils, a toi des
fréres craint et respactueux, moi seul. Toi, ta patrie
parmi les premiers administrateurs des choses
fameux et nommé, moi en exile ignoble. Parmi nous
il'y a une grande difference. Mais lequel panses tu
gu'un homme sage dirait gu'il esl plus heuraux
parmi nos deux?

Sans aucun doute le sage Genipatro résulte plus
heursux parce qu'il peut faire pan de sa richasse
interieure aux autres en abtenant son personal
accroissemenl, & la difference du superbe Tichipedo
qui ne peut pas copartager avec les autres sa
richesse inlerieure sans s'en priver et les enlevant 2
50 méme.

Avant d'arriver a celte conclusion Theogenio formule
un claire éloge a qui, comme Genipalro, se dédie a
une vie laborieuse en se faisant devenir les mains
“‘calleuses pour la pratique de la cultivation du
jardin”. Cet éloge peut &re lié a l'image allegangue
des deux hommaes qui, nus, dans les coroeilles
pleins d'elives quils soutiennent sur 5es épaules,
portent les fruits de ses fatigues, preferable a
I'mstentation de quelcongue bijou ou autre richesse.
Genipatro affirme en fait que “challi come signi di
qualche industria cosi pill accomodati a felicita che
tuite le gemme con quali ormamenti spesso gl
ambitiosi sogliono ostentare sue ricchezze” (c. 9v),
les cals comme signes de quelgue savoir-faire ainsi
plus aples a leliciié que toutes les piermes avec
lesquels ornements souvent les ambitieux sont
habitués & ostenter ses richasses. Le revers de la
médaille voulait transmetire un messagea rassurant
gue le jeune marquis Leonello addrassait au pére
MNicold, en le soutenant dans la conduite de I'état el
en partageant avec lui le lourd fardeau du
gouvernemeant qu'il était bien disposer & se charger
sur ses dpaules.

La méme suggestion on pourrait individuer dans le
revers de la troisieme medaille qui a le seul titre de
marchio astensis, marquis d'Este, sur le ruban
gpigraphique circulaire, prés du nem de Leonello, oo
on voit deux hommes nus assis ai lati d'une mét qui
ratient une voile gonflée (22), Comme dansla
precedanta le vieux de face est & gauche et le jeune
a droite du mét qui, solidement implanté sur le sol
mouvementg, mantient, merci & deux poulies, la
voile amplemeant ganfliée. Cette fois les deux
hommes ne sont pas activement ocoupés: ils nous
rappellent encore une fois le vieux philosophe
Genipatro qui invite le jeune a reflechir comment
merci & une bonne connaissance de sgi on peut
suivir et controler, avec une salde patience, la
rapidité des événements hurmaines et politiques
(23], Cette devise devait étra la plus riche de
signifi®s que de la vie privée pouvaient étre
transferés a la sureté de la vie publique &t palitique
du gouvernement de I'état: en effet avec ce signifié

trouva place sur le droit, la face principale de la
monnaie plus preciguse emise sous la souverainatsd
del Leonelle, le droit del ducato en or de Leonello
(24).

Avec cette devise, qui devait &tre 1a plus riche
d'implicaticns politigues, avec toute probabilité
Leonello voulail suggérer una sorte de continuité
dynastigue, comme avec son vieux pére Nicold, avec
son petit fils, né en 1438 de son marrage avec
Margherita Gonzaga, au quel il avail donné, comme
manifestation d'affection et d'une fagon evidemmeant
simbolique, le nom de son pére Nicold. La proposition
dlinterpreter la voile retenue par un mat comme uneg
devise lide au fils da Nicold pourrait &tre confirmée
merme par la narration d'une tentative de soulévemeant
arrivé dans lannée 1476, aprés la morte de Borsa,
pendant le quel le méme Nicold incitait “le peuple. . .en
criant ‘voile voile®, en s'opposant au cri de “diamant
diamant”, qui &lait la devise d'Ercole, le frére dei Borso
qui serait succéda a lui dans le gouvernement de
Ferrara.

On peut méme observer que le mat avec la voile
gonflée par le vent est enluming & la c. 187r sur le
petit Officium de la Biblioteca Estense Universitaria
de Modena dans le bas de page parmi deux vases
avec la pance percée par des racines, un autre des
quatre devisas officielles de Lecnsllg, le *bochale”
{fig. 7) (25).

Catte devise occupe la partie superiaure d'une des
deux médailles au droit de laquelle Laoneallo st
rappeld, en plus de marguis estense, aussi commae
seigneur de Ferrara, Modena e Reggio. Elles
auraient été faites aprés sa succession & Micold,
trés probablement pour |a celebrer: en effat sur le
revers acquérissent majeure visibilite les autres
deux divises officielles du marquis.

Antanio di Puccio Pisano dit Pisanello (1:395-1458),
Médaille de Lecnelly d'Este(né en 1407, seigneur de
Ferara du 1441 jusqu'a sa mort en 1450) [V Buste a
droita R Un homme nus en bas sur un rocher; en
haut un vase & deux anses aves chaines fixée dans le
roc: la chaine & droite est casséahModena, Medagliare
Estanse, cat, n. 419, inv, n. 83844



Al “bochale”, un vase avec deux anses contenant
des chardons, la panse craveée par des racines, esl
reservée la partie superieure du revers de la medaille
qui dans la moitié inferieure a répresenta un homme
nu allpngé vers la droite sur un sol rocheux en bas
=t en haut un vase a panse ef avec deux anses (26),
tandis gue le “lupo cerviers su oriera” ou linx assis
sur un coussin occupe ['infier reverse de la
cnguiéme médaille realisée par Pisanello pour
Leonella (27).

Limage du “bochale”, e vase, avec les deux anses
retenues par deux chaines avec deux ancras
appuyées surle tarrain, considerge une réferance a
a surété et & la paix qui eut Ferrare au temps de
Leonello, pourle particulier de la chalne a droite
origée, pourrail, d'une fagon allusive, se réterer ala
mort de Margherita, qui seulement deux années
=vant, en 1439, avaitirémediablement dechiré leur
:alzon fermament ancré & celte vie sur la terre: la
méme image avail en fait 418 peinta, en premier
olan, surla manche du portrait feminin peint par
Pisanello, conserve au Musée du Louvre de Paris,
qui pourrait &re identifié avec la méme Margheria
Z8).

L2 presence de 'homme nu dans le premier plan
Zu'on voit dans la partie inferieure de la quatriéme
miédaille de Pizanello est un rappel de la fragilité et
23 la faiblesse de la vie de I'nomme qui, malgré

imporiaance de sa mission, ne peur pas aviter les
z-ueils de la vie, méme 5'il semble avair firmité et
stabilité,

Cans le cas de Leonello, et en Hason avac la devise
3u pochale en haut qui rappellerail sa femme
Wargherila, on pourrait penser que meéme message
== |a partie inferieure soil lié a la vie familiere de
Lzanglla: 'image de lhomme nu dans la partie
~farigura de la médaille étalt une allusion & soi
meme, gqui, aprés la morte de 2a temme, resta
==mme depourvu de tout dans ce monde arde ot

infécond comme e nude rocher gui lentoure et sur
lequel il est eouché. La nudité traduit la renonce &
guelcongue ostentation matarislls qui conduit
humilité et emméne & a connaissance de sol mais
c'est 'achevément ef le repos aprés un long
parcours exemplaire (28).

Dang la cinguiéme médaille [image du lynx avec les
orailles rebattues en avant, assis de profil & gauche
sur coussin en tissus a chevrons avec
passamanarie, qui non saulement cocupe lentier
reverae de la cinguiéme madaille, mais sort au
dehors du ruban epigraphique circulaire avec
I'écharpe flottant en volutes qui bande les yeux da
I'animal, devait étre la devise personelle plus aimée
par Leonsllo pour les plusieurs message qu’”lle
signifiait, liés en particulier & la perspicacité et la
capacité de chacun, et surtout de qui gouverne, de
tout savoir meme 5'il ne voit rien en se réterant aux
capacita alle virtl che venivano riconosciute au lynx
qui, habiiué a chasser pandant la nuit, peut le faire
meme avec les yeux bandés (30).

_= vase avec deux anses avet chaines el ancres fixdss dans le roc dans la marge dreite, Officum Beatae Mariae
rginia, Modena, Bibliotaca Estense Universitaria, Lat.856 = alla.3.8.24, cc 16w, 100r 210r
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L'image du linx eut une grande diffusion al tempi di
Laonelio, come si legge in documenti conservati
nella Camera Ducale Estense dell'Archivio di Stato
di Modena;: en 1446 fut reproduit sur trentesept
bannigres de Loile azure (31).

La dernigre médaille da Pisanello pour Leonallo fut
pour celebrer ses nocas avec Maria o Aragona,
comme an lit dans la legende en haut au droit GE R
AR, qui rappelle gue Lecnello était devenu le gendre
du roj de Maples Alfonso V d'Aragona. Dansle
revers, avec la date du mariage sur un pilier au
centre de la médaille, il y a des images liges & una
sereine tranguillité, tout bonnement égayée par la
musigue de la partition gue le Genig allé tiens dans
sas mains et mantre au lion qui, en face de lui, est
an premier plan dans la medsille et qui est una
claire allusion & Leonello (32). Méme sur cetls
médaille Il y a l'imade d'une volle retenue par Un mat
qui aviat été réprasentée par Pisanello au centra de
la troisieme medallle faite avant sa succession au
gowvernement (33). Uinsertion de cette image dans
la médaille qui celebralt son marlage voulail trés

Antonio di Puccio Pisano dit Pisanello (13595-1455),
Médaille de Leonalle d'Este(ng en 1407, seigneur de
Ferrara du 1441 jusqu'a sa mort en 1450) D Buste &
gaucheModena, Medagliere Estense, cat, n. 416, inv, n.
BB41

o —

Antenio di Puccio Pisana dit Pisanello (1385-1455), Médaills de Leonsallo d'Esteiné en 1407, seigneur de Ferrara
du 1441 jusqu'a sa mort en 1450) OF Buste & gauche R/ Un lian et un Genie aild en face qui tient dans ses mains
une partition de musique Milano, Castelio Sforzesco, Civiche Raccolle Numismatiche, Inv. n, M.0.9.554

probablement rappeler & sa femme Maria d'Aragona
que de sa neuve famille faisait partie son fils favor
Micalé,

La devise favorite de Lecnelio, le lynx avae un ruban
TOUQe assis sur un coussin, qui faisail aliusion 4 sa
perspicacité el 4 sa capacité de entendre, méme
s'alle ne pouvait voir tout & tous, réproduite sur le
revers d'une des deux médailles qui auraien! eté
laites aprés sa succession & Nicold (34), avail é1é
répreseniés méme sur une autre médallle surla
quelie on lit, sur le ruban épigraphique circulaire du
revers, le nom de l'orfévre Amadio da Milano {actif &
Ferrare, documenté de 1442 4 1471) et sur le droit
delaguelle Leohello & rappelé seulemeant avec le titre
de Dominus Marchio Ferrandae, seigneur marguis de
Ferrara (35).

Sipour le portrait du droit || semblerait inévitable se
reterer au porirait tracé par Pisanello, pour le revers
Vimage du lynx semble avoir é1é fajte aves un
mineur soin des détails par rapport & 'mage de Is
medaille et aux imeges enluminées dans le petit
Cificium de la Biblioteca Estense Universitaria di
Modena (cc. 6re 209r) (figg. 14-15) (36), sauf que
pour e ruban flottant derriére, plus volumineus et
qu'on peut comparer au ruban qui est répresentd
dans une autre meédaille de Leonelio signée par
Micholaus (37).

On pourral penser gue l'orfévra Amadio, trés actif
dans la cour des Estensi & Ferrara, en particuliar
pendant la souveraineté de Nicolo et de Leonello,
comme c'est temoigné dans besucoup de
documents conserve dans I'Archivio di Stato di
Modena (38), in consideration du succes obtenu par
les médailles de Pisanello, voulait reproposar non
seulement le portrait ufficiel du marquis au droit,
mais surtout, méme si dans une fagons moins
elegante par rappor & Pisanello, la devise favorite
du linx au revers,

Une autre médaille qui a sur la revers la signature
de 'orfévre Amadio da Milano est.



Le lynx avee ung escharpe sur les yeux, Officium
Bealae Mariae Virginis, Modena, Biblicteca Estense
Universitaria, Lal.856 = alfa.G.9.24, co. 210r et 6r

Dediée au frere de Lecnello, Borso, gul est
réprasenté au droit encore jeune, avec de longs
cheveux (39), On peut rapprocher ce portrait a deux
dessing que les études recents de Cardeliier ont
trinués & Plsanello (40) et correspond au portrait
sfficiel de Borso qui dans le ruban circulaire du droit
3 seulement le nom de Marchic Estensis, marguis
1'Este, avant 3a succession a Leonello, comme on
peul voir dans la médallle enluminée dans la
Genealogia Estense, quile répresents parmi les fils
2z Micold, en face au frare Leonalla (41).

Oin pourrail penser que Amadio avait realise les
J=ux médailles presque en mama temps que les
médailles de Pizanello, et trés probablemeant avant
= maort de Nicold, non pas seulement pour faire
oialsir & lui et au méme Leonello, s0n successaur

designé. mais peut-gtre aussi pour suggerer que la
ligne dynastique aurait du continuer avec son frere
Baorso (42).

Surle revers de la médaille est répresenté un flaur
parmi deux longues feuilles au centre duguel ity a
une langue barre, probablement un marteau quia
I'extremilé inferieure a une 18te de dragon. Celte
image.

Déja par Venturi identifiée dans la "chiavadura
todesca”, serrure allemands, de difficile
interprétation avait été referée a Borso parce que
representée, outre que plusieurs fois dans la Bibbia,
aussi dans le Messale du méme Barso (c. 7r} et
dans le Libro del Salvatore de Candido Bontempi a
Iui dédié (. 7r) (43), et reférée ala réserve etala
prudence de Borso(44), Toutetols cette image ne
risulte pas éire citée dans les documents conserves
a rArchivio de Stato de Modena, transcripls par
Franceschini, parmi les devises officielles des
sceux que le méme Amadio avail réalises dans
lannée 1450 pour Borso en substitution des sceaux
de Leonello (45)auquel il &tait succede: la devise ast
plutét rappelés dans un document du 1470 pour
avoir élé brodée sur des bas at sur un vétement en
soie comme devise de Nicolo d'Este, fils de
Leonello. On pourrait alors penser que Borso l'avait
insérée dans ses manuscripts avec les images de
ses devises.

En ze referant au fils de son predecesseur gui.
puisqu'il était fils legitime, faisait partie de la famille
des Estensi, comme son frére Ercole: en se referant
a lui plisieurs fois dans la Bibbia avait été figurée
une de ses devises, lanneau avec diamant(48).
Méme pour le portrait officiel de Nicold 1, reproduit
dans la Genaalogia Estense (47), qui parait suruna
autre médaille qui pourrail élre retenue ceuvre du
méme Amadio, on pourrait se rélerer, comme
recemment a dit le méme Cordeliier,  une (spiration
par un dessin de Pisanslio (48). Au méme Leonello
pouvait Atre référée la realisation de la médaille pour

smadio da Milano (actif 4 Ferrare, documents de 1442 & 1471), Médaille de Borso d'Este (né en 1413, seigneur
-2 Farrara du 1450 et du 1452 duc de Farrara, Modena e Reggio jusqu'a sa mort en 1471)
0/ T&te 4 gauche R/ La “chiavadura lodesca” ou semure allemande, peut élre la plus ancienne devise de Borso

Firanzé, Museo delBargello, inv. n, 5823
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le pére Micold, etfectuée probablement aprés la
maort, pour la guelle il devait 8'étre addressé &
Amadio, orfévre trés actif dans la cour de Ferrara qui
pour le portrait du droit se réfera au dessin de
Pisanelio,

Les armoiries des Este figurées surle revers de la
médaille de Nicold, le bouclier samnite commun,
plusiaurs fois reproduits par le méme Amadio sur
des sceauy, peul &tre rapproché aux armaoires
enluminées avec grande finesse el soin dans la
répresentation des particuliers dans la Bibbia
frangoise di Belbello de Pavia, actuallement
conservée dans la Biblioteca Vaticana (Barb. Lat.
613, ce. 1 2 514), & la réalisation des quelles, qu'on
peut dater dans les premigras années trente du
Xvme siecle, selon Giordana Mariani Canova, ne
devait pas avoir été étranger Leonello (49).

L'attention particuligre dedige par Leonello aux
armoiras des Estansi, adoptés par le pére, serait
témoignée in particulier par trois enluminuras qu'on
peut voir dans trois autres manuscripts faits pour le
méme Leonello: en premier lieu dans la troisiéme
decade du De Belle Punico de Tita Livig, &crite par
Giovanni de Magonza en 1449, dans la guelle avec
les armaires il y a méme une inscription avec le
nom du commettant et la date: llustris Princeps
Dominus Dns (Dominus) Leansllus Marchio
Estensis 1450, l'illustre prince seigneur Leonella
marquis des Estensi 1450. Pour sa réalisation fut
payé Marco dell’Avogaro gue reproduil méme deus
des devises officielles de Leonsllo, le vase avec
deux anses et le vase avec couvercke sur lequel il y
a un nuage de laguelle tombent de gouttes de pluie:
le style naturaliste, minutieux dans le dessin et
vibrant de lumiére peut &tre rapproché & Pisansllo
(50).

Autres deux armoires de raffing tecnique
d'éxecution sont dans deux manuscripls conservés
dans la Biblioteca Estense Universitaria de Modena
les pramigres dans le Theagenius de Leon Battista
Alberti conservé (ltal.26=alfa.P.9.24), que fut
présente a leonello apres la mort de Nicolo(51). Les

NOTE

1) O, Cordellier, Documenti e fordi su Pisanello (1335-1581
circa), dans “Verona illustrala”™, n. & 1955, p. 202, doc. 102:
“coslul fu ancora prestantissimo nell'opera de’ bassirilievi,
stimati difficilissimi da gli artefici perché song il mezo tra il pia-
na defle pitture @ il tondo delle statue”: il 1 encore trés hable
dans l'oguwre des bas-reliels, jugés tris difficiles par las
artistes parce qu'ils sont & la moitié parmi le plan des
peinbures ab le rond des Slatues,

2) D. Cordellier, Documenti @ fonti su Pisanello (13861581
circa), 1995, ¢it. & la nple n. 1, p, 62, doc, 39 e p. 147, dec
&4: ‘gfligles humanas aers reluse’ non hic mortales mona
cararafacit?”, las effigies humaines aved la bronze fandu non

deuxiemes dans le Liber de causis cognitione ac
fine instantis scismatis ac tribulationum futurarum di
Telesforo da Cosenza avec les Vaticinia Pontificum
diJoachim de Flore (Lat. 223= alfa 5.27) dans la
decoration duguel (¢. 12r) la Toniolo reléve une sorte
de reprise du linearisme, d'une fagon pareille a
Giovanni da Modena, qui était répandu in Emilia et &
Ferrare, avec des élégances qui pourraient rappeler
Pisanello, comme un raffiné naturalisme et un
amaour pour les belles formes a l'ancienne de
Pisanello: pour ces considerations elle tribue le
frontespice du manuscript, 4 titre hypothétique, &
Marco dell' Avogaro (52),

C'esl Irés interessant observer que & Ferrara, sous
la souveraineté de Leonello, pour le raffing
davelopment de la culture artistique, devail &tre
determinante l'influence exercée par Pisanello aveva
assistenti e allievi che lo seguivano e altri che
reclutava sul posto, come dimostrerebbe il gran
numero di disegni a lui attribuiti (53): ca
development des arts decoratives était soutenu par
une apprafondie cullure humanistigue; le textes
etaient en fait nombreux et on peut assister 4 un
grand proliférar de textes surtout latins,
commissionaés par le marguis qui avail une
axcellente connaissence de la langue latine, apprise
surtaut merci aux inseignements de Guarino da
Verona. L'Ecole ferraraise avait rejoint une
considerable grandeur comme les manuscripts
enluminés témoignent (54).

Je veux remercier pour la disponibilité le dott.
Ernesto Milano directeur della Biblicleca Estense
Universitaria et la dotl. Paola di Pietro; le dott.
Angelo Spaggiari directeur dell Archivio di Stato di
Medena et dotl. Giuseppe Tranti at tous mas
collegus, en particulier Antonello Lamberti de la
Soprintendenza per il patrimonio storico-artistico e
demoantropologico de Modena. Un remerciement
speciel & Liliana Ansaloni,

igi il sait rendre immorteles?. Voir aussi D. V. Juran, La

fartune crtique de Pisanelo médaillaur (XV-XIX secolo) in
Pisanello. Actes du Collogue. |, Paris 1958, pp. 430 e 446, nota
14 e p. 467 J. Woods-Marsdan, Pisanalo & moi: la naissance
de l'autoportrait aulonome, in Pisanello, |, ibidem, Paris 1898, p.
267; P Burke, Lart de la propagande  l'epogue de Pisanalio, in
Fisanello, |, ibidern, Parig 1908, pp, 253-262, pp. 256-257; A
Schmitt, Piganello et 'ar du porrait, in Pisanalia |, ibidam, Paris
1998, pp. 350-352 & p. 370, fig. 18

3} D. Friedlander, Die italianischen Schadmunzen des
fontzehnten Jahrhunders (1420-1530}, Barlin 1882, p. 25 a p.
33 n. 9, 181 & trois visagas au revers; p. 34 n 11, deux

———



nommes nues avec corbeille aw révers; p. 3 n, 10, deux
nommes nus assis au pied d'vn mit qui retient une volle
gondiéa, au revers; p. 35 n. 13, un hommea nu alfongd vere la
drofle sur un 20l rochaux en bas el an haul un vase a panse
&l aved dewx anses, au raversi po 35 n, 15, un lynx de profil &
gauche assis sur un coussing au revers; pp. 9, 13 25 e p. 34
m, 12, un lon deboud de profil & droite faca 4 un amour, de
profil & gauche, qui déroule devant s un documant, au revers
2n retrouve un avis contraire dans A, Vaalud, Il Pisanelio a
Farrara, dans “Archivio Veneio®, XXX_ I, 1885, pp. 414, Vair
auss E. Cowadini, Medallic portrasits of the Este: effigies ad
vivum axprassas, in The image of ihe individual, Colioguium
Acies , The Warburg Instue, The British Museurm, London
1905, London 1088, pp. 22-39, E. Corragini, Effingare vullug: la
prima medagiie dogll Estensi. in Gl Estensi. La corte o Ferrara,
0. | Modena 1997, pp. 357-378

4) Loonoiio, fiis naturel de Nicokh @1 de Stalla dalFAssassing,
avalt éé legitimeé par l& pope Mardin Y en 1428 &1 quatre
anmges plus tard, en 1433, fol nommé chevaler par I'empareur
Sigismond: pour son porralt officiel réprodul de profd dans un
rond doré, resend auv souveraing, pared au porbrail quion vaoit
dans les médailles de Pisanelio, voir Genealogia dol principi
o'Egte. Binlioteca Nazionale Centrale df Foma. Vitt, Em, 203 |
Siboteca Estonse Univarsitaria & Modana, fal, 720=alla.
L5186, &dition an lacsimila par bes soins de E_ Milano

21 M. Bini, Modena 1996, ¢ B du fragmant romain et E.
Milene, Genaalegia dal Principi d'Esta. dans Gl Estenss, La
corta di Ferrara, p. | Modena 1997, pp. 130-131 Voir aussl F.
Taniglo dans Le Muse e || principe . Ane di cora nel
Ainascimaento padano. Catalogo. Modena 1991, Madens 1991,
£-51. La Gansalogia, realisee parmi Fannde 1474 et lannde
1479, coshlue une sarfe de unicum pour cette épogue 15 dany
‘g production fakenne. n volt v réproduils cantenixantonouf
oortrats de princes of parents de la famile d'Este, de Albaro
Azro, prevmar vicano de Ferrara (1085), 3 Ercole | dEste
11471}, Les portrans, pour la majeura parlie da prodil, racas
avec un stylat et puis paints, son dedans des ronds qui pour
las acuvaraing ot ke foend dord et sonl disposeés en nombre de
neut pour page, dans de files de frois; comme s'ds dtaient des
migdalles placés sur aulanl de pelis lableaux: les panas
initiafes et finakes sont consérves dans la Biblicleca Estenze
Umversitana di Modena, me. Il 720=alta.L.5.16; la paniz
cantrale dans la Bibkoteca Nazionale & Roma. Fando Vittogio
Emanusle, n, 193,

5} O. Cordelfier, Documanti @ tonti su Pisanello (1396-1581
circa), 1995, Gl & la nota n, 17, p 61, doo. n. 38; vair Auasi;
M. Baxandall. A dislogue on Ant lrom the Sourd of Leanelio
d'Este: Angebo Dacembrio's "Da Pobita Lilterarts” Pars LXVINL
dans “Journal of tha Warburg and Courtauld Instiude” XXV
1883, p. 314 M. MNawale, Lo studialo'dl Betfiors: un carers
ancora aperio, dans Le Muse & | principe. | Galalogo, of. &l
note n 4, Modena 1991, p. 18; L. Cheles, Il riratio & corta a
Farrara e nelle alire coni centro-setientrional, dans Le Muse o
i pringipa, Arte di code nel Rinascimento padang, Saogi.
Modena 1991, pp. 14:15

£} Pour 3 valms consené & Ferara dans la Biblicleca
Comunabe Arlostea (0 16 5.8) voir C. Badin, Angsalo
Cracamirio, De palita literarna, dans Le Muse @ il principe,
Catalogo. Modana 1931, cit. a la note n. 4, pp. 1624164, n. 38

T) Deams be tewte e Dacembrio on It avesse aggrinto
magrezza al suo pallere @ che Pisanafio 'avesse ralligurato
froppo pallido. non irepps Mmagea: “memmislis nuper Pisanum
Venatumgue optimos gevi nostr pictores in mal vultug
gecriplione vana dissenslsse: cum altar macilentiam candor
maa vahementioram adiecent, alter pallidicram amanlicat non
graciiicrem yultum effingerst, vingue precibus meis
reconciliatos”; vous avez rappeld il v a pau de termps que
Piaanslia e ks Vanéle étawmt différontement en disaccond &
oropos de la decrdption de mon visage parce que |'vyn ajouta
une maclignce rop vigoureuse a ma Mancheur, I'autre
reprekenta mon visage trég blane non pas trop delicat, et &
oeing s ont ébé reconciiié par mes prigres”; 0. Condaliar,
Document @ foni su Pisanella (1396-1581 circa), 1995, ot a

Ia mote . 1, pp. 120-122. doe. 52 & D Gasparotio, Pisanells e
le origini delta medaglia dnascimentale, dans Pisanellc a cura di
Pagla Marini, Milare 1996, pp. 362 =8,

8) Onne paut méme identifiar l& portrait peinl par Bellin avec |e
portrait de prolil quion yoil & la gawcne du tableau de 'arfiste
qul represanta [a Vierge aves I'Enfant aved un homme an
priera, qui & trouve au Musée du Louvre de Pans,
premigrement parce qul sagit d'une ceuvre ge devotion dans
|agquelie le portrai ococupa ung position en douxiemea plan, mass
SOUTOU parce que, & ka suile dune comparaison avec les
porrails gu'on voit sur la Genealogia dei principi d'Este, on
devrail identifier le portrali avec un des freres de Lecnello,
Mediaduse ou Ugd, &l plus waisemblement aves o dermer
qu'on voil & c. Br. pour les caracteristiqgues de 'oeil plus ronda
&l du profil du neZ plus droit voir a la nole n. 4

9} F.2en & F. Rossi, La raccolta BMoreli nell' Accademia Carara,
Milano 1886, p. 207

10PWLL Gundersbmimer. Ferrara estense. o stile del potere,
Modena 1988, p. 48. Pour 'oawvre de Decembeio voir & 6 note
n. g

A Frangeschin, Afist a Ferrara dans ela umanistica e
rinascimeniake, Testimonianze archivistiche, Pane | dal 1341 al
1471, Farvara 1995, p. 223, n 481, p.223, w

Archivia di Stato 9l Modena, Camera Ducale Estanse,
Guardaroba, 4. conto dei debiton B (1442), c.228, 28 dicembre
* Malstro lusto rechamadors de avere adi XXV de dezembre
per sver rechamado venti frape de zendale chom franza
attamo fale ala devixa del el lovo zenero, dhora ik, chom
una novola de seda de sopra, late & 1ule sue spexe de
zendale, horo filalo, arzento 2 seta o falura, oo (e quale of dito
domandava soédl franta I'una, e Galioto de [Asassing ge ha
tanssa soldl vinte Zinque de I'una, manta in i, LY

E de avers per aver rechamato & [ato & e SUe SpiXe chome
& deto oo so0ra altre vuente frape de zandale biancho fate ala
deviza de &l bochale, fatn de horo & de

arzento, de be qual & dito domandava soldi frenta de I'vna e
Galicto ge ha tanssa soidl vinte Zingue de funa, manta in tuts
LXKV

E de avers per aver rechamado e fate & sue spexe chomo de
gopra-aitre vinte frape de zendale verde a la devixa de el
zinochiale, cum una novola de seda de sopea, fate & lule sue
s, de le gqual el dite domandava goldi vinte zingue de 'una,
& Galioto ge ha fanssa soldi vinte de Funa, monia L.XX

E de aver per aver rachamate & fate a ule sus spexe choma
de aopra vintiuna lrapa de zendale rosse fate a la devixa de la
venloxa, chom la novola de sopra, dele qual ¢f ditg
domardava saldl vinlezingue de l'una. 8 Gakoto dé 'Asassing
ge ha lanzsa sobdl vinde de l'una, e qual tute dite frape ave
mamire Nicold da Sam Severim per meter suso uno spander
de tela de rensso, suxo bo gual

g& ira fraps & le devize de lo llustro holim Nostro Signore, ma
s & tolte via e se gé poste quells, monta_. L.XXI

Maitra luste Brodaur dedt avair ie jour 27 de decembre pour
aviur brodé vingt feuilages de sobe avec frange lout autour
{aifes a la devize du Yovo 2ervers” ou lyne an or fissu, aves
urig nuage de 50 au dessous, Taites entierement 3 sas
depenses de soio. or 1550, argent ol soie of facture de la
quille e dit demandait rente sous, e Gakolo de FAsassing a
au sous vingt cing chagune, || 8'agd au iofal L 25

Et pour avor brodé of Tl enlidremen 4 sos depenses comme
on a dir au desscus d'autres vingt feulllages da soie blanche
fafles & la devise du "Dochale” fan en or ou argent desguelles
ke it demandait renfe s0us chacune ot Galloto de FAzassing a
eu sows vingl cing chacune, |l 3'agit au fotal L. 25

E1 il doit aveir poy aveir brogs 21 fsites 4 seg depenses
comme dessous d'autros vingl faullages de soie verte & la
devise de “el zinochiale”, la génoulllere, avec une nusgs de
soie Ay dessous, failes Wules & ses depenses de I3 guello e
dit demardait vingt cing sous chacura, et Galicle da
I'Asassing a eu sous vingt chacune, (| &agit au total L 20

Et pour avorr brodé ef faites entidrement 4 25 depences
comme au desscus vingt of une feulliages de soie rouge faite
a la devise de la “ventoxa, cham la nevila de sopra”. coupe
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AVG uNg NUADe au dessous, des guelies e dit demandaif
sous vingt cing chacune, e loutes fes diles teullages a le
maitre MNicold de Sam Saverim pour maltrs au dessous un
pavithan de it de loile de in, sous leqeal on metlra leullages
aux devises de Tillusire un termps Notre Seignewr, mals i les a
enlevéas gt il a mis les autre, il 'agit L2

12) F. Tonlalo, Un fibra d'ose di Nicolé di Leonello 'Este, dans
“Musel Farrargsi™, 19001991 17, pp. 77-81- I palif offichum
{Bibliatecs Estense Univarsitana, Lat. 856 = alfa. (.9.24) & éte
refere @ Nicodd, fils de Leonello, pour la présence de Saint
Micold, sepresente dans le frise & ¢ 1007 ¢ pour Nimags de la
wvoile lige au mét (¢, 187v), qui gelon ia Tonicke, pout ére
réleroe au meme prnce. qui dans Fannés 1476, dans la
sousgvement organisée contre Ercole pour la succession &
Berzo, incitatt le pouple avec leg mots 'vella vella”, ot encora
pour ldentitication du méme Nicedt aver limages du jpune
hammea nu agenouilis en lace di la Vierge & ta c. 227y qui est
Compand aves be portrait du méme Micold gui est dans la
Geneakagia Estense par las soins da E. Milana et M. Bini,
Mians 1995, & la ¢. Tvevoir au dessous & la note n. 4 &l E.
Milana, Gensalogia dei Principi d Este, dans G Estensi, p. 1,
Modena 1997, cil., pp. 136-137 &t & la ¢. 1v du De vera
Republica. manuscript dédié a Neald &t conservé & Modana
dans la Biblicteca Esienss Ureversitara (Lal. 114 = alla
WEB),

Sur les devises a la cour des Eslens de Farara vair M,
Mantecchi, | libro nel Rinascimanto, Saggl di bibticlogia, Milano
1944, pp, 22-25; A, Batlinl, La cultura a corne nel secoli XV &
X0 attraverse | Bhn dadicati, in Gl Eatéans, La coné di Ferara
Modena 1997, ail. & k& nole n. 3. pp. 275-345: P. DI Pietro
Lombardi, Le imprese estansi come rifratio emblematico del
principa. in Gh Eslensi, imidem, Modensa 1997, pp, 183-231,

13) E. Corradini, dans Le Muse & il Frincipe. ., Catalogo, Milano
1991, cit, & ka note n. 4, pp. 84-85, n. 5 5. de Turckhaim Pay,
dans Pisanello la peintre aux sepl verlues, Paris 1996 al. & la
nole . 8, pp. 383-384, ri, 261; R. Augolo. Medaglie, dans
Pisana®o una postica dellinatieso, Mitana 1926, pp. 151-183, n
B: L. Syson, Opus Pisani Pictoris las médalllas de Pizanallo et
son alelier. ... Pans 1888, cit. & la note n. B, pp. 383 & 417 fig.
1

14) D. Cordelier, = Pisanslio o peintre aux sept vertues, Paris
195886, cit & la note n. B, pp. 187 e 188-150, n. 105, Pour s
ponrail fEminin de Pisanelio conservé au Musée du Louvre de
Pans volr A, Ventun, La scoperta di un ftratto estenss ded
Pizanello, dans *Archivio Storico defl'Ane”, ||, 1880, fasc, 3-4,
P 185 D, Cordalor dang Pisanello le paintre sux sept vertuzs,
Parig 1906, pp. 187-780; Wem, La princesse au brin de
genavrier, Paris 1985, pp. B-10; T. Franco, Plzanello una
poatica dell'inaltese. Milano 1998, pp, 9082 n. 7.

Le portrail lamenin 3 #1@ interpretd comme Ginevre d'Este. life de
Nicodd 1l el larmme de Sigiamondo Pandolio Malatesia pamilannéa
1434 & lannda 1440 G F Hill, Pizganello, London 1205, plus
récemment Cordalfier 'a mberprete comme Lucia J'Este, soaur
jumeau da Genevra af du 1437 &l pour peu da mais femme de
Carlo Gonzaga, en landant ce recannaissace sur une
comparaisen aves leg effigies des divers membres oa la famille
enluminées sur les fewlles de la Genealogla Estanse. Encore, 4
partic de Gruyer (G Gruyer, Lan ferraras a Mapoque des Princes
d'Este, veoll. 2, Ferrara 1887), dans le porlrait feminin.a é@
reconnue Margharita, file de Glantrancesco Gonzaga, sagnaur
i Mantiwa, of femme de Leonallo d'Este: celie interpretation a
&lg proposéa de nouveau d'une mansére convaincante par Tiziana
Franco qui panse que e portrail pawl dlre dxecute apres 1a mars
de la princesse, parmi be 1439 &1 (o 1440, an faisant relevar
comme Ul a suggerd Andrea de Marchi, que “les cheveux
racugilis a serrés par un ruban ne sembden pas une coiffure de
répresentalion, mais s semblenl avor &8 preparés pour le
“balzo™, une sore dé voil,

15) Limage est visible dans le verso d'un dessin conserve au
Departemert des Arts graphiques du Musée du Louvre da
Paris: D Cordellier in Pisangilo le paitre aux sop varluaes, Pars
1996, cit. & la note m, B, pp. 157 & 162-163. n, BT,

16} Voir & ce propos le texie de Corradini cité & la note n, 12,

174 La l2lire est consenvée & Cesena dang |a Biblicteca
Malaleshiana, ms. 5. XX 19 A, Tissoni Benvenuil, dans Le
Musa a il Principe.. ., Catalogo, Mitano 1991, ¢it, @ la nolo n, 4,
n, 37, pp. 158-167 at A & Loranza, Guaring Veronsse Lebler
a Lacnalio dEste sulle Muse, dans Le Muse & il Principe.
Saggl, Milang 1897, ¢it. @ f2 nole n, 5, pp. 322-323

18) ASMa, Cronica farrarsss t Fra' Paolo da Ligrags, . 321v
e & Spaggiari, Slemmi di concessione estense, dans
Bresures, augmenatons Al changamsnts o armaires,
Academia Internationals dhemsidique, Bruxclles 1988, pp. 281
55.

1) R, Varesa, Atante di Schifancia, Modena 1289, p. 167,

20) E Comadini, dans Le Muse e il Princpe. ., Calalogo, Mitano
1997, cit. ala note n. 4, p, 62, n, 4; 5. de Turckheim:-Pey, in
Pisanatla ls pesnbre aux sept verues. Panrs 1986, cit, & la note
n. B. pp. 386 e 382393 n. 264; 0. Gasparolin, Pisanslio e la
ongini della medaglia rinascimantale. il lanote n 7. p. 384,
n. B5. Vair aussi man texta recant dans le catalogue de
Tmxpogition sur l'art Hallanne an Japon

211 N, Himmedmann, Mudith ideale dans Memaria dellanfico
riall’are italiana, 11, I gener & i temi rtroval, Torino 1985, pp.
102-103.

22) Dk Heiss et Hill avaient interpreté ta voile comme une
alegorie de la ned de la vie qu resisle au soufile des vents e
par consequencs comme une alusion 4 la suréte montrde par
Leansllo pandant son gouvemement. A Haiss Les madadieurs
de la Renaissance, vol, |, Pars 1881, p. 18; GF Hill. Pisanelio,
London 1905, p g,

Pour la médaille gqui a-au revers Seux Rommes mis assis au
pied d'un mét qui retient yoe voile genfide, vedi E. Corradini,
dans Le bMusa ¢ 1l Principe._Catalogo, Milang 1991, ci. a la
feate n. 4, cit p. 60 0. 3; 5. de Turekhaim Pey, dans Pisanallo ks
peinire A Sept verues, ol A 18 note n, 8 Paris 1996, p. 382,
n. 263; D. Gasparoito, Pieanalio e le orgini della medaghia
fimascimentale, cit, & la note n. 7. p. 383, . B4; B. Rugola,
Medagiie. in Plsanelo una postica dellmatiess. Milano 1986 cit
alanole n. 13, pp, 150-151, n. 5, L. Syson, Opus. Pisani
Pictodis les médailles de Plsanoio e son aalier.... cit. 4 1a nola
n. 8, Paris 1998, pp. 384-385 & p. 407 0 1,

23) E Wind, Pagan Mysteries in the Renaissance. London
1958, p. 90,

24) CNIIX, p. 425, n. 1, taw. XXX, 21; Zocca ol Ferrara,
“Bolleting di Mumismatica”™ 1987, p. B0, n. 63 E. Corradini,
Catalogo, Zecca di Farrara, dans “Bollottino di Numsmalica”.
30:31, 1998, Le monete dello Stato estense due secoll di
conigtione netta Zecca di Modena 1598-1796, 0. 289, n. 7 A
Saccoccl, Aspatti artistel della monataziona itlakana del
Rinascimanto n A lesta ocroce. Immagini d'arte nalie monate
& nelie medaglie del Rinascimentn. Esempd dalle collezioni del
Museo Bottacin, Padova 1991, pp. 11-65; téja Saccocei avait
SUppost que pour ['mage de la voile lice au mal o'etait
Pisaralo qui avait toum| image, voir en panicufies pp. 46-47

25) Voir la note n. 12

26) L'image du vase avec deux anses avail 08js &t lide par
Vanturi, gui avait prapass d'identifier la jeuns file avee une
s hildes de Nicold I, & uneg note de paiement de Fannds 1441
redative a la brodera dune “zomea carmexing a bochali, rami,
raglici et ancore™. un habit avec vases, Fameaux, rasines et
ancres: A Venturi, La scopena di un riratio estense dal
P:sa.nelu. dans “Archivio Stonico dell' Are”, 1, 1889, 34, p.
185,

Pour la madaie aui a au revars un homme nu allangé vars la
droite sur unaal rochews en bas voir E. Corradini, dans Le
Muge o il Principe,.. Catalogo, Miano 1991, ¢it. & la note n, 4,
pn. G6-67. 0. 6: 5. da Turckhaim Pey, dans Pisanalla e pemins
aux sept vertues, cit. &la nole n, B, pp, 393354, n. 265; D,



Gasparotlo, Fisanolio @ la origind della medaglia
rinascimantale..., cit. 3 ia note n, 7, p. 384, n, 86; R, Rugolp,
Medaglie, in Pisanelio una postica dellinatteso, Miano 1996, cil,
4 lanole n, 13, pp. 156-157, n, 8,

27) Pour 1a medaile qui 8 au revars @ lynx sur coussm voir E
Comadini, dans Le Muse e 4 Pringipa...Catalogo, Milana 18981,
cit, & la note n. 4, pp. 67-68, n. 7; 5. de Turckhaim Pey, dans
Pisanells ke peintre aux sopl veruas, cit ala nota n. 8, pp. 388
al 395, nn. 266-267; D. Gasparotio, Pisansllo e le ongini della
medaglia rinascimentale.... cit. a ka note n. 7, p. 385 n. 81; A
Augato. Medaglie, in Pisanalls una poetica dellinatteso, Milano
1996, ¢l & la nate n. 13, pp. 154-155.n. 7.

28) Pour Ie portrail feminin de Pisanelio voir la note n. 14 en
paniculier © A.Helss, Les medailleyrs de la Renaissance, vol, |,
Paris 1881, p. 20. Avac cetta inferpretation Veniun n'elall pas
daccord; il faisair réléver quiune des deux ancres est
delachée de la chalne: A Ventun, Le Vite d' pil ecoallenti
piftoni, =eulion e architatll, scritte da Giorgio Vasarni. - Gentlle
da Fabrianao a il Pisarssllo, Firenze 1896, p. 78.

A ce propos c'est signdeald rappeler que la devise, qu'on
ol voir trots lofs molda dans ke pelit Officium de la Biblioteca
Estenss Universiana de Modena (voir @ la note n. 12; o vase
awac deux anses avec chaings el ancres fikees dans le roc
dars la marge droite & eo. 16v et 100r dans la bas de page. a
£ 210¢ dans 1a marge droil el & o 1877 deus fols an position
SyMEUE par rapeort au centrg gy bae de page ol Ly aun
ik gu rlienl une

urse woile gondléa par & vent), la quatriéme fols, doublée
symétriquarnent aux cotés du mat qui retiant une waile gonfléa
qun rappeliarait mame son fils Nicold, pourrall justemant
rappalar sa mane Marghernla qui devait la proteger enligrement
an la dafandant de loute cotés, de gauche comme de droile
3. Pard:, Lionedio d'Esle kMarchese di Fomara, Bologna 1904, p,
53, suivi par L Chiappind, Gli Estensi, Varess 1967, pp. 105 &1
142143 ot par Federica Tonklo, & propos de la méme devise
anluminga par Mareo dell Avogaro dans ta prémiere page d'un
manuserpt commissione par Laonedle, Oe Bello Punice Libn
Decem, éoril dans Fannee 1449 par Giovanni di Magonza voir
F. Toniolo dans Le Muse e il Principe....Cafalogo, Mitano 1881,
it & la note n. 4, p. 132, n 30, La mime image du vase avec
dELx ANSES an voit sur une maodaille déjb tibeas par HI a8 un
médaiieur qui s appeliait Micholaws (GF. Hill, Pisanello, London
1805, 0, 76; 3. de Turckheim-Pay, dans Pizangllo ke peintre aux
sapl vertues, cil. & i note n. 8, pp. 388 g 305, rn, 288-260;
1996 nn. 268-259)qul auralt signé une medalile qui a sus le
ravers le lynx avec une bande sur les YaLX sur un COUSSin
Iais plus reogmment, pour e soin de la rdpresentation du
porrait of da [image de la devise avoc ke vase avec deux
anaes sur le revers. @ &1 rélerde par Syson & un project de
Piganalio qui auralt pu 8ire réalise par un aubm rmédadieus: L
Syaon, Opus Pisani Piclors, dans Pisanado, | Pans 1998, cil. &
la note n. B, pp. 392-303 e fig 13: S de Turckhaim-Pay, in
Piganeiio le peintre aux sepl verees. ., Pans 1986, ol & la
nole n, 8, pp. 396397, n. 27 l'ancre de drodle avec la chaine
briséa: ci catail voudrait demantrar quiil ne §agil pas de la
surelé renfoncé par le gouvernsmen! de Leonalio,

29) La Davitt Asmus avail interpralé [a mudisd comme sobridls
el abanden de faux étalage: U, Davitt Asmus, Corpus quasl
vas. Beitrage zur Ikonographia der Halienische Ranaissance.
Berlin 1977, pp. 18, 2021, 24. 28, 30, Luomo nudo sdraimlo &
ayviginabile ad Adamo scolpito sul campanile di Firenze: N,
Himmelmann, Mudia weale, Toring 1985, cit. a 1a nole 0. 21, p.
280,

30) Un autre des fils da Leonelld, Francescs, avet oulg
probabilllé adopta la devise de son pére. au revers de son
porrait peint par Rogie: van der Weiden et conservé au
Matropolitan Museum de Mew Yo an voil fe lynx avec la mot
voir fout el les armes dea Esta: M, Nalale. Lo siudioln di
Belfiore: un canters ancora aperto, dans Le Muse & il
principe. ., Cataloge, oif, & ia note n, 4, Modena 1881, p. 14,
figy. 16 & 17.

31} A Franceschini, Aristi a Ferrara dans 'ald umansica &

rinascenentale, Tastimanianze archivistiche, Parta [ dal 1341 al
1471, Ferara 1385, cit, & la nota n, 10, p.266:

ASio, Camera Ducale Estense, guardasoba 14. conto de
debitur 8 cradiluri (1446)

o134, 31 decembee

Maistia lacomo Sagramoro ¢ conpagn dipintun e avere lire
sesantauna de marchesani per sua fatura @ spexe de avere
dipinta penoni trentasele de tela azura tali cum &l zimiro dea
lupe zenving cun l'arma de lo Sgnore da trameda lati. fati golo
de colur, de le nirascripte longeze, e posti a I predi
infrascriph de comigione de Galioto..

Le maitre lacomo Sagramors 81 585 compagnons painfres doil
avoir scixanioune oo ‘marchasant pour sa realisation el ses
depenses pour aveir paint tronte sept bannkbres de fofe azure
faits avec le cimiér du “lupoe canvigra” au lynx aves les
bannibres du Seigreur sur le droit @1 ur @ ravers, lanes
seifement de coulturs o 2 od longueur, &1 places aux prix au
dessous soripls poust commission o Galeoto

M.582, p.275, n 583

ASMo; Camers Dugale Estense, computistena, mandati in
volumea, B (1447), p.279, n, 562

i G, 128, b 5 octobre

lllustro nostro Signore &l capliclo di panni d'oro, de sela, de
lana & pii altre cosse de dare adi V de octobro lie sedece,
soldi quindexe marchesani, per lui 3 maistro lacomo
Sagramorm e compagni dipintusl per s0a ladiga & magistends &
spaxa da havers dipinto due cimier de lovo armero cum Farma
det prefalo postro Signore @ con e le divive soe, ¢ por
dipingere ofo penuni a I'2rma $0& par ka monitione de Castalo
vechin.,, LXVILXV

Lillstre polre Seignaur au chapiire de draps en or, de soi, de
Iaine et en plus dautres choses il doll donner le jour 5 de
octobre fines selze, sous quinze marchesand, de part de lui au
maire lacome Sagramong af companions peintres pour 38
fatigise ot maitrse et depanse pour ol peint deux cimiers de
“lovd armens”. cest @ dine lyny. avec l8s armaoirgs du predil
notre Saigneur et avec loutes ses devisos, M pour peindra
hailt banmigres avec ees armoires paur la defense du veux
chateau lirg 16,15

Lo ynx comme les autres deux divises de la voile relonua par
mél

&l l'opposition de Fhomme ancian & Chomme jeune rappeliaienl
symboliquamant wn maot gui, comme aapliouat Erasme dans
ges Adagia, devint la maxime préfaréde dans la Renaissanco,
ce losting lente, depacha-1oi lentement qui voulail indgquer ung
sorte de strategie de vie salon (3 quebie on pouval réjoindre la
maturite 4 travers n accroissement de lorce dans laquel
rapiditg ot farmetd se deviloppalent ensemble: E. Wind, Pagan
Mysteres in the Renaissance, London 1958, pp.122-123,

La maxime dait derivée des Noctes Alhcae de Aule Gellio que
I'avait rétorée & limparaur Auguste: Foeuvre de Gellio devail
&tra trés apprecide dans la cour des Estens! de Ferara sia
['dcole de Chumaniste Guanng Veronese on sludiall le
manuscript et le méme Decembrio alfimait d'écrirg son
dialogue De Polifla Literaria en imiant les Noctes Allicas do
Gelli: H. Bason, Aulus Gellug in the Renalssance and a
manuscripd fram tha achool of Guaring, in “Studies in
Philotogy”, XLWIL 1851 pp. 107125 & voir s nofes nn. 5 el &

321 Pour la médaille qis & au révars le lon valr E. Corradini,
dans Le Muse e il Principe. , Catalago, Milano 1881, cit. & la
nolen. 4. pp. BA-B7, n. 6; 5. de Turckhalm Pay. dans Pisanelio
la paintre aux sepl veriues, cit. & la note n. 8, pp. 383-384, n.
265; [, Gasparotie, Pisanelio & l2 paigini della medaglia
ninascimentals. ., <t & la nole n. 7, p. 366-367, n. 86, R
Rugodo. Medaglie, in Pisarelo una poetica dell'inatteso, Milana
19086, cit. & la nota 0. 13, pp. 157-158, n, &

Pour lss mémes medailles de Leansilo volr aussn L. Syson,
Opies Pisani Pictons les medaiies de Pisanaio et son atelier, in
Piaanalle, |, Pars 1998, cit & fanole n. 8. gp. S85-387, 397
po. 407, ligg, ¥-2 p 410, fig. &

33) Voir la nete n, 20
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34) Voie I note n, 27

A5} E Corradind, Le pil antiche medaglie degh Estenst, dans |l
tempo di Micold 1. Gl affreschi del castaiio Ji Vignela g la
pittura tardogaotica nei domini estensi, hModena 1968, pp. 174-
175, n, 42,

36)Voir la nate n. 12
A7) Moir la note n, 28

38) Pour yna transcription des documents voir: E. Corradini,
Madaglie quatirocentesche prasso gli Estensi o Farrara: par
una lethura delle immaglinl, dars “Ait del 8 Convegna
internazionale ¢ studio sull'ane della madagla ‘Le slagioni delia
medaglia italiang’. 7a Triennals italiana dells meaagia o ane nel
nomia di Piglro Giampaoli, Udine 1928,

38) 5. de Turckheim-Pay. dans Pizanallo le peinire aux sept
vertues, Paris 1296, cil. 4 la nate n. B, p. 380, . 257

40) D, Cordellier dans Pisanello ke peintre aux sept vertues,
Paris 1996 il & & note n. B, pp. 377 &8, nn, 255-256
Précedemment cerans studioux avalent fait Mypothése que
les dessins élalent seni & Pisanello pour realiser
pessonelemant una médatle. aujpurd i perdue, pour ke méme
Borsg, comme seralt temoignd pas Viaser: G de Lorenzi,
Medlaglhe o Pisanslio e della sua cerchia, Firenze, Museo
Mazionale del Bargedio, 1933, pp- 41-42, nn. 19-20. Drautres
stukaux, puisgque ilg reconnaissaient ie lien an paniculier parmi
la médailie et e deuxiéme &t plus complet dassin, lavakant
refene & Amadeo: L. Syson, Cpus Pisani Pictons les médailles
de Piganelio et son alelier. in Pisanalio, I, cit., Paris 1998, pp.
J80-281

41)Voir la Genealogia Estense par les soing de E. Milano 1 M,

Biri, Modena 1985 4 la ¢ By voir au dessous 3 la nofe n_ 4 et
E. Miano, Genealogia dai Principl o’ Este, dans Gl Estensi, p. |,
Modena 1937, cit., p. 130,

42} Borso elail succédd & Leonelo & la suits de sa mon dans
l'annde 1450 o towdedois avani 'années 1452, comme g5t
témoigne par [nscription au droit dans laguelle Borso ast
rapald avec le seul titre de marchio: le 24 janvier 1452 tur gn
fan conféré par l'emparoyus Federco 111 b tite de due de
Madena ot Reggio aves lequel # 231 rappelé dans la2s medalfies
de Lixignolo e Petrecing qui onl ka date 1460; E. Corradini, dans
Le Musa ¢ @ Principa. . Catalogo. Migne 1991, ot & la note n. 4,
pp. B1-85, n. 6 5. do

43) La Bibbia et I Mossale de Boarso som consanvés danas la
Bitdipteca Estensas Universitaria di Modeana, comme |l libro del
Sahvatore de Candido Bontempl, pour lagqual voir F, Toniclo
dans Le Muse e § Principa...Catalogo, Miano 1291, cit. & la
noten. A pp. 7680, n, 11,

44) P. Di Piatro Lombard:, Le imprese estensi come ntratto
emblematica del principe, In Gl Estensl, Modena 1937, cit & la
note n. 12, pp. 200-210

4534 Franceschini, Arigti & Ferrare dans ('sld umanistica &
rinagcimentake, Testimonianze archivistche, Para | dal 1341 al

1471, Farrara 1995, cit. & la nate n. 10, p.341, N84T Aschivio
de Stalo de Madana, Camera Ducale Eslense, guardaroba, 27,
dobitan & cregiton L (14501,

GOLXXII, cate varie

Amadio orevexs (e avere..adi XV de novemnbra per fatura
e avere refato suziell otto pizinini & soldi 15 l'ung, fati ale
deving. 208 licorna, bataximo, paraduro @ Fama a qusrting
par uxe dell renerali fatun,. L1

Dates diverses

Amadio oriévre doil avair., Bujourd hul k2 16 de novembre pour
avalr ratfail huil petits sceaux A sous 15 chacun, cast  dve
uricome, baplisme at las armoines pour les facleurs generaux
L&

4E) P, Di Piatro Lombardi, Le imprese estensi come ritratto
amilematico del principe, in Qi Estensi. Modena 1987 cit. ala
note 12, pp. 218.220,

47} Genealogia del pringipl o Este. par les soing de E. Milana el
I, Bini, Modona 1986, © &, cil. 3 anote n.4 1 E. Milano,
Genealogia del Principi o' Este, dans Gl Estens, La core &
Ferrara, p. |, Modena 1297, pp. 130-131.

48] Le portrait dir Nicold auralt é1é idantifid avec la buste dun
personnahe masoulin qu'en voll siir 8 recto d'un dessin
consane dans la Département des Ars Graphigues del
Louvrs & Pans: vedi D, Cordellier, in Pisanalio ka paintre aux
gepd venlus, Paris 1906, cil. & ta nole n. 8, pp, 128-129, n. 68;
G. Mariani Caneva, La mindatura a Famara, in La ministura 2
Farrara dal tempo di Cosmé Tura all'eradita di Ercale De'
Roberl, Modana 1998, p. 17

48)Le Muse e il Principe. . Cataloge. Milano 1991, cit. 4 la note
mod, po21, g & A Spaggian- G. Trentk, Gl stemmi eslenzi e
augiro-estensl, Modena 1985, 1av. Il m, 3,

500 45)A. Franceschini, Ariisti a Ferrars dans Fath umanistica
@ rinascimentzle, Testimonianze archivistiche, Pare | dal 1341
al 1471, Ferrara 1995, cit. & la note 0, 10, app. 250

Marco dall Avogars fit des Irses o1 do lotires ‘allantiga”, a
lantique: en effet (e frontespice du manuscrpt prresentr une
frize &t la lettre infielle A bianchi giran®, & blanches volutes,
decoration qui eut una grande diffusion dans ta peninsula 4
partic dos annés cinquante di Xvme siacle.

31} F. Toniodo, dans Le muss & il principe, Miano 1981, it ala
note n. &4, pp A70-171, o 41, fig, 124

52} F. Tonsolo, in l Muse & ¥ Principe. Milane 1921, oit. & la note
n.4, p 138, fig, 102; Eadem, dans La miniatura @ Ferrara. ...
Modena 1908, ot & la note n. 44, cat. n. 5.

£3) Sur e prebléme des collaborateurs de PisanaBio voir en
particulier kss conclusions da Cordellier dans les actes du
CONGrés o8 Pans du 1998; D. Cordelier, Conclusion. in
Pisana®o I, Parig 1988, st 4 la nole n. 2, pp. 760-766

54) F Toniolo, Lenlumingie & la cour dee Exte de Pisanelio &
Mamnagna (1441-1461), in Pisanello, |, Pars 1998, cit. & i note
. 8. p. B25: Marco dell Avogaro eul un gran prestige et il sa
merida les appedlatits de “clarissimus, nobdlissimug”, trag
fameux, fres noble,




MEDALS OF LOUIS XIV

Mark Jones, Graat Britain

Louis X1V and his greatest enamy William 111,
Very different in feature, but strikingly similar in
mode of representation. A demonstration of the
mmense power thal Louis’ portrait had gained
zven over those who hated him maost.

The partrait of Cagsar is Cassar. This was the
conclusion of Antoine Arnaud and Pierre Micale in
Logic or the Art of Thinking. The partrait of the
“ing is the King. Louis X1V's great equestrian
statue, inaugurated in the Place des Vietoires in
1699 was treated with the same marks of respect
a5 the King himself. As an unfriendly Protastant
abserver wrote, addressing Louis himself,

Que cet insensé duc avec sa téta tolle
Téléve un manument, qu'il térige en idole,
Qu'un bronze inanimé soit aux yeux des
cassants
Gravement harangue d'un prévét des
marchands. ..

The meaning and reception of portraiture was, in
short, very different three hundred years ago — it
i5 difficult to imagine people now bowing to a
partrait of the Queen though we could well make
sense of the statement 'the image of Tony Blair is
Tony Blair.”

In this paper | want to try and understand the
medallic portraiture of Louis XIV ag partof a
represantational pregramme of unparalleled
ambition, originating in an absolute determination
12 gcreate order through the imposition of royal
authority alter a century of intermittent chaos and
civil war that culminated in Louis’ own formative
experience of the indignities and dangers of the
Fronde.

The outlines of the programme were developed by
Colbert in the first years of Louis’ parsonal raign.
As Charles Perrault recalled in his memoirs

Ha thought that he would need to work not anly
1o finish the Louvre ... but also to erect numerous
menuments to the glory of the king like Triumphal
Arches, obelisks, Pyramids, mausolea because
there was nothing grand cr magnificent which he
did nat propose to undertake. He thought that it
would be necessary to have large quantities of
medals struck to consecrate to posterity the
memary of the great actions which the King had
already done and which he foresaw aught to be
fallowed by others, even greater and more
considerable and that all these great exploits

Lections

ought o be mixed with entertainments warthy of
the Prince, festivals, masquerades, carrousels
and other similar recreations and that all these
should be described and engraved with spirit and
understanding that they would pass into foreign
countries, where the manner in which they were
represented would bring almost as much honour
as the events themselves’

A small academy was established, with Perrault
as its secretary, and began work on every aspect
of the representation of Louis' reign. His
conception of their role was recalled by Perrault

You may judge messieurs the esteem that | have
for you from the fact that | have entrusted you
with that which is most precious ta me in the
world, my Glaire, | am sure that you will do
marvels. For my part | will try to furnish matter
worthy of people as able as yourselves.

Az | have emphasised the Academy, at least until
it pecamea saparated from the Surintendance des
batiments at Louvois' death in 1684, advised on
many aspects of the representation of the Sun
King and his reign, and it is important to
remember that the rigorous order created in the
grounds and interior of Versailles were as much
part of thal representation as painted or sculpted
portraits. Thereafter, though madals were the
principal preoccupation of what had come to be
known as the Royal Academy of Medals and
Inscriptions, and it is on them that | will focus
today.

Let us look briefly at some of the visual evidence.
Heara is Louis, aged about 10 shooting at a
papinjay in 1643, Here is one of the first of the
piecas in the medallic history ordered by Colbert
from Jean Warin in 1662, And some others from
the same series by the same artist. You will see
that Louis is represented sometimes in classical
and sometimes in contemporary armour and that
when in contempaorary armour he wears a lace
cravat, On the reverses he is seen the clothes
that he would in fact have warn lor exercise, then
in cergmonial robes for a ceremonial occasion,
and allegorically as the sun, not unequal to
saveral (worlds). So far so straightforward. But
even al this stage representation of the King was
controversial. The rejection of Bermini's
equestrian partrait of Louis and its humiliating
destiny, reworked by Girardon, as a garden
statue of Marcus Curtius has someawhat
ovarshadowed the controversy that surrounded
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hiz portrait bust of the King. One can see in the
French response to Bernini's baregue virtuosity, a
bust by Warin that was destined to dominate the
Ambassador's staircase, a marked preference for
the classical over the modern, for order in
preference to energy. And if we look al a range of
medallic portraits dating from the 16805 and 80s
we can see the continuing influence of the portrait
style established by Warin.

What is going on here? From the beginning
modern medals had been considered appropriate
for the same kind of people that could be
portrayed in paint, even at half lengthoras a
head. That is to say that alongside princes, great
aristocrats, prelates and general you would find
the occasional echalar and artist. Here for
example is Abraham Dupré’s portrait of Jacques
Boiceaw. But after the death of Mazarin no-one
outside the immediate roval family and from the
late 1660s only Louis himself might be portrayed
on the obverse of a medal. Medals like equestrian
statues, or the right to coin, had come (o be seen
as a ruler's preragative. We can undearstand this
best by reference to the French constitutional
theary, warmly espoused by Louis that Kings of
France were emperors in their own domain,
inferiar to nene and responsible only to God.
Triumphal arches, like the Porte Saint-Denis,
equestrian statues and medals were all intended
to underline the King's imperial status. Hence the
invariable use of profile portraits — the republican
Dutch were inclined to three-quarters or even full
facing images — hence alse the preference for
Latin and for classical drapery and armour.

But this approach was not uncontested. The
Academy in its effort to represent Louis and his
reign were right at the heart of the controversy
known as the quarrel or quérelle between
Ancients and Moderns. Charles Perrault was in
fact a leading Modern and after his ejection from
the Academy by Louvois it came to be dominated
by Ancients like Boileau-Déspreaux and Racine.
Yat not even the most obdurate of the Ancients
would have denied that they were living under a
great king, so titled from 1672, in the Grand
Siacle, widely so-called from the mid 1670s
onwards. La Chapelle expressed this
consciousness of the exceplional nature of the
time when he adressed the Académie Frangaise
in 1699.

‘On dirait gquiil y a une sorte de fatalité ou, pour
parler mieux, un ardre saint de la Providence qui
fixe dans tous les arts, chez tous les peuples du
monde , un point d"excellence qui ne s'avance ni
ne s'étend jamais. Ce méme ordre immuakble
déterming un nombre certain d'hommes illustres,
qui naissent, fleurissent, se trouvent ensemble
dans un court espace de lemps, ol ils sont

séparés du reste des hommes communs gue les
autres temps produisent, et comme enfermés
dans un cercle, hors duqusl il n'y a rien qui ne
tignne ou de l'imperfection de ce qui commence,
ou de la corruption de ce qui vieillit

The very nature of the enterprise on which they
were embarked, justified by the grandeur of their
subject, undermined the Ancients’ case. As
clagsical scholars they knew well that no Roman
Empergr had ever had a medallic series so
extensive, so comprehensive, so technically
accomplished and so clearly explained. And the,
admittedly suppressed, introduction to the
medallic history makes their pride in this
abundantly clear,

When it came to the delinitive edition of the
medallic histary, begun all over again undear
Fontchartrain and his nephew the Abbé Bignon in
1694 and published in 1702 the issue was
avoided. The King could not be deprived of his
wig. Without it he would be unrecognisable. With
it he was unclassical. So he appears head only,
but naked where in life he would have been
clothed: neither ancient nor modern. Equally
problematic was his titleature. Was he to be Rex
Franciae or Rex Francorum, King of France or
King of the French, King that is of the Frankish
nobility that had subjugated Gaul or ultimate
proprietor of the land, The Abbé Renaudot
argued, rather curigusly the kings of England
called themselves kings of France, but
recognised the King as King of the French. In the
end the academy took refuge in ambiguily hera
too, abbreviating the inscription to FR. and
leaving its termination unrasolved.

Louis was of course represented not only on the
obverses but also on the reverses of the medals
which make up the medallic history and it is to
these that | will now turn. | have mentioned the
strong desire for order that guided Louis and that
guided the spirit of those invalved in the craation
of the madallic history. They were determined to
uncover rules and to enunciate them in their
preface to the history. They were determined that
nothing significant was to be left out and Racine,
the Histariographer Royal, created and reviewed
subject lists accordingly. They were anxious to
include nothing inappropriate or embarrassing
and received instruction from Pontchartrain on
this point. They went to endless trouble to avoid
variations in style (Coypel was requirad to radraw
every one of 286 medals to avoid this) or in size,
mistakes of fact or errors of taste. You can
almost hear their displeasure and distaste when
poor Sebastien Leclerc submitted for their
approval a drawing which showed Louis X11| drawn
upwards through the clouds by La Gloire,
something which appeared to them ‘une chose




tout a fait contre |a Bienséance'

The only recognisable individuals to appear are
those whose presence directly contributes (o the
zlory of the king, because they have come from
afar to pay their respects, because they are
raceiving arders or seeking help or paying
homage, or those who contribute indirectly
cecause they are members of the family of which
Louis was head. His wite appears on a double-
neaded medal to celebrate their wedding (it is of
courge her side that bears the burden of
commemoration and so defines itself as his
reverse) and on the occasion of her formal entry
1o Paris. The Duke of Orleans, the King's brather
: allowed a single appsarance as victor at
Cassel. Itis interesting to see how small he
z2ems beside his brother, Direct descendants are
more generously treated. The birth{&8) and
marriage(180,181) of the Dauphin, the royal
family (215), the Dauphin’s successful campaign
n Germany (223). Towards the end of the reign
Louis” pride in his grandehildren is evident. His
grandsan, tha Duke of Burgundy instructed in the
zrts of war and married to a princess of Savoy.
=is second grandson’'s accession lo the Spanish
rone permitted representation of even higher
status. Philip is not only shown as his
grandfather's near equal on anciher two headsd
medal but also on horseback in exactly the pose
of Girardon's equestrian statue and in the pose of
Varin Desjardin’s proposed statue for Aix as the
actor of Luzara (1702 — 289)[belore or after Louig’
z2ath?]. Other monarchs may be represented
the King of Spain, shown slightly bowed and
srasping his robe, beside the upright figure of the
younger king, the Queen of Sweden in axile,
James Vil and Il seeking refuge. The dukes of
Lorraing are represented when they pay homage.
~mbassadors come 1o seek the hand of a French
orincess or drawn by Louis’ reputation, to excuse
memaelves orto renew an alliance.

n these medals Louis is represented more or
233 in contemporary dress. This is, in part
bacause he is representad in relationship to real
oezople ina more or less real situation. Though
ane should certainly not take these
represantations too literally — the reception of the
ambassadors of Siam has been meditied to
smphasise the height of the throne and the
zbasement of the ambassadors and Louis’
orominence has been increased by removing all
those who surrounded him, This plausible thaugh
neorrect representation of the first creation of
Anights of Saint Louis in 1693 is distant from the
medallic representation of the same avent which
fzcuses on the presance of the King and
abolishes the setting in which the actual event
took place in favour of an evocation of the
zervices in which the officers concerned had won

their recognition. Itis in part because the viewer
needs to read the status of those involved through
their dress. The King wears a hat so that we may
see that he remains covered while others go bare
headed. The King's chair has to be represented
50 that the viewer is aware that he remains
seated while others stand or kneel, or in the case
of the Papal Legate, who is coverad and seated,
that his chair is the smaller of the two,
Contemporaries would have been conscicusly
aware of such distinctions. They may have been
only subliminally aware that despite an apparent
respect lor the conventions of Western
perspective draughtsmen and engravers ansured
that Louis, who was not a particularly large man
was almaost always the tallest and biggest person
in the picture,

The Academy, wedded as it was to Antiguity was
unenthusiastic about the representation of reality,
however modified. They regarded such medals as
‘simple” and comparead them unfavourably, both in
terms of appearance and in terms of the
intellectual pleasure to be gained from them, to
metapharical or mixed medals. When identifiable
contemporaries were not present they never
represented the King in everyday dress unless
the point of the event was that he was therg in
person — as when he visited the trenches under
firg or drilled thée troops himself. Some avents
required the King to be shown in ceremonial
robes, for example when dispensing justice, bul
the action and its intended recipients could be
reprasented allegorically.

The Academy were happiest when they could
represent their King as a Roman emperor, drawing
on classical coin types for their compositions
whanever possible. Father of his country, antering
his capital city, ever victorious, accessible to his
pecple and determined in his extirpation of
heresy. Real events were condensed and
simplified to convey the message of King as
hero. In Van der Meulen’s brilliant representation
of the crossing of the Rhine the light is used to
ensure that it is the King who draws our aye, who
is the hero of the scene, But the awkward fact
that it is others who are actually crossing the
river is evident to those who study the
background. In the medal all that has been
dispensed with. The King Is miraculously on the
far bank, the river lies behind him, defeated and
Victory hovers overhaad.

This is the portrait of the King. And yet there is a
stage beyond this when the King transcends
imperial status and himself becomes a god. Not
God of course, though Bossuet preached that the
royal throne is not the throne of a man but the
thrane of God himself' (Apostolides pBS), but one
of the ancient deities, Apollo. They avoided
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identifying the King with heroes or deities that
had represented others. Hercules, who had
reprasented Henry IV remained Hercules even
when representing the restoration of public order
{81). On a medal celebrating French naval might
itis France that is shown as Neptune not Louis.
The bombardment of Genoa is affected by Jupiter
repregenting Louis’ power, not by Louis as
Jupiter. The only personification of the king which
the Academy permitted was as Apollo. We have
already seen him as the sun itself. The beginning
of his parsanal reign is marked by a medal an
which he is explicitly represented as Apollo
sealed on a globe representing France and thera
are many other occasions on which he is
explicitly ar implicitly present in this form. Apollo

promises crder and harmony, but above all, as
the sun he spreads his beneficence everywhere.
And this is the phenomenon, noled by
contemporaries, that as the image of the King
spread and became abstract lhe parson of the
King began to disappear. The extracrdinary
project of which this medallic history is part, the
projection of Louis X1V as the greatest of Kings in
a new Augustan age - the Grand Siécle — was
explicitly intended to impress contemporaries
and record the glory that was France, for
posterity. But it is of course, and above all, a
mirror. Its intended, and actual, reader was Louis
himself and it is Louis’ image of himsell and his
reign the mirror reflects to us.



Leclions

THE MEDAL IN SWEDEN DURING THE REIGN OF THE
FIRST BERNADOTTE, CHARLES XIV JOHN (1810/1818-

1844)

2y Lars O. Lagergvist, Sweden

The French Revolution and the following

MNapoleonic period (1789-1815) were imes of

Jreat upheavals and changes. As regards the

medal, one can easily agree with Jean Babealon
La médaille et les médailleurs):

“...la medaille connut un regain de popularité. On
=n congeit les raisons, D'abord, elle était un
zxcellent instrument de diffusion pour les idées
~ouvelles et pour la glorification des événemenls
710UTs gui se succedaient. De plus, 'idéologie du
tzmps, le godt du symbole et de l'allégorie, que

mitation de l'antique avait mis a la mode,
trouvait 1a un domaine de choix et qui semblait
réserveé d'avance.”

A revolution and a change of dynasty

In Sweden, the medal had lost some of its

mportance after the murder of Gustavus |||

1792}, who had embarked upon his own Histoire
mafalligus, in imitation of the French kings; this
zarias of medals soon came to a halt. But afler
e loss of Finland, his son, the fanatic enemy of
“apoleon, was deposed by the army and the
~igher civil servants (1809). The canstitution was
rzwritten and the ex-king's uncle bacame king as
Charles X111 {1809-1818), having accepted the (at
at time not compleat) loss of power. Bul he
w2z decrepit and childless. The Danish prince
Tat was elected as successor soon died from a
s1roke during an inspection of the troops (1810)
znd when the coffin was drawn through the
zreets of Stockholm, a rumaour had deliberately
222n spread, namely thal he had been poisoned
oy count Axel von Fersen (yes, the man who
sved Marie Anloinette) and his followers. Thus
e Marshall of the Realm was dragged out of his
zzrriage and brutally murdered. The outbreak of a
r=volution seemed to be clase.

The king, the government and the riksdag

carliament) - avoiding the dangerous capital -

convened at Orebro (western Sweden) in the
summer af 1810, Here they elected a French
marechal, Jean Baptisle Bernadotle (bornin 1763
in Pau of parents belonging to the lower middle
class), to become the heir to the Swadish throne.
How they came to this astonishing choice is not
the subject of this lecture - lel us only point out,
that he was married, had a son and, of course,
belonged o the entourage of the famous
Mapoleon |, Emperor of the French, and thus was
expected to take back Finland from Russia
{which he never did) and help Sweden to a belter
understanding with France (instead he made an
alliance with our teared ex-enemy, Russia).
Bernadotte, who arrived to Sweden late in 1810,
was adopted by the old king and immediately
became the man whao governed his new country.
Soon he helped the Allies to conguer Napolecn in
the campaign of 1813-1814. He also forced
MNorway into a dynastic union with Sweden, that
was o last until 1905,

The new ruler and the Royal Mint in
Stockholm

Bernadotle was 47 years of age whan he came
to Sweden. Essentially he remained a
Frenchman all his life - it was too late for him to
change his lile-style. He never learnad Swadish
and thus became dependant on those of the
upper classes who could speak French. Although
eszentially a man without hobbies, he knew what
was expected of him as heir to the throne and,
fram 1818, as king of Sweden and Norway, and
he thus promoted the arts. Before he came to
Scandinavia there had already been struck
medals with his portrait - neither he, nor his
successors would neglect that medium, be it for
propaganda purposes or in order to honour
individuals. Napoleon’'s Histoire métaliigue is, as
we all know, prolific.

The main sourge for struck medals (cast ones
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Fig. 1. Count Axel von Farsen jir (murdared by the mob in Stockholm in 1810), Lord Chamberlain, Chancsllar of
Uppsala University. The madal was orderad by the Universily in 1808, parly engraved by Lars Grandel, chietf
engraver al the Royal Minl in Steckhelm, and then complated by his successar Ludvig Persson Lundgren, and
finally struck in 1836. Silver, Sven Svensson Collection, Royal Coin Cabinet. Photo Nils Lagargran, ATA
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Fig. 2. Sweden. Charles XIV John, the first Bernadotte on the Swedish throne, ordared a large statue of his
adoptive father, king Charlas XlI, to be erected in Slockholm nol {ar from the Reyal Palace, in tha Royal Garden
Park. Medelled by a Swede, E.G. Gathe, it was cast in Paris and inaugurated by the new king, surroundsd by
parading troops, in 1821, The medal was ordered in Paris and engraved by J. J. Barra (later graveur général at the
Faris Mint). The postament has never gol the inscription thal we see on the medal. Silver. The Royal Coin Cabingt.
Photo Nils Lagergrean, ATA,

Fig. 3. Charles XIV John. The weastarn part of Gota Canal - the enormous project since 1808, which should make it
possible for sleamers o pass from Golhenburg by way of & canal (with many locks!) and the big lakes all the way
to the Baitic, avoiding the long route via the Sound - was ready in 1822, when it was inauguraled by the king
Rimself. (It was finally completad in 1832, when the Baftic was raached. Seon |t became outmoded, being too
narraw 1or moedem ships and Dagides replaced by railways.) The medal was engraved in 1824 by H. Gube in
Barlin and struck by G. Loos. Silver, Pholo Mils Lagergren, ATA.



wara rara) was the Royal Mint, Kungliga Myntetin
Swedish, situated in Steckheolm. The chief
ngraver was normally appointed Kenglig
lzdailleur, i..e. Medallist Royal, and ha in his
wurn empoyed his assistants. On Bernadotte s
zrrival the medaillist royal since 1798 was the
=rofessor at the Roval Academy of Fine Arts,
_ars Grandel. As a young radical in the mid-
1720's, Grandel had been thrown into a Papal
orison in Rome and there he sufferad a slight
troke. As a result, he worked rather slowly
cernaps it also felt odd for a convinced
republican to engrave so many coins and medals
with portraits of kings and princes!). Still, he did
~ot retire until 1830. Some of the madals he had
z2gun to engrave had to be compleated by his
successor (Fig. 1). His slowness gave room for
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frea-lance madallists.

t has never been easy for a medallist to earn
~ig living in a country like Sweden, which was
sparsely populated and and, at that, could show
very few rich men or women with cultural
nterests and still less rich companies, except
ose that specialized in mining, iron works and
wood products. Since Grandel was 50 slow a few
=ngravers felt that life had become a little easier
and that they even could gel official
commissions, e.q. from the roval academies.
One can mention Carl Enhdérning, who had begun
=z carrierin the 1780s, and Mauritz Frumerie.
_udvig Persson Lundgren had started as a
‘zncing master, but in 1820 he became Grandel's

assistant at the Royal Mint and in 1830 his
successor, having learnt his new profession from
his father-in-law, the Jewish engraver Semmy
Salmson. (Lundgren was succeeded in 1853 by
his daughter, Mrs. Lea Ahlborn, the first state-
employed woman in Sweden and, as faras |
know, the first female graveur géngralin the
world.)

Rayal Medal Portraits - and others

Far official portraits of Charles Jahn the
engravers at the Mint had to use the only one
that he had accepted, made in 1810/11 by the
great sculptor Johan Tobias Sergel (who died in
1814}. Bath the king and queen Désirée (who had
finally left hare beloved Paris and settled in
Sweden in 1823) seemed somewhat suspicious
of Lundgren’s talents, at least to begin with. They
ordered some medals in Paris - using the skills of
J.J. Barre, later French graveur génédral- and
some in Barlin, then engraved by Gube. Here we
can look at two examples (Figs. 2 - 3). When
Barra much later isgued his famous medal on the
reigning Orléans family, his colleague at the Mint
in Stockholm saw it and made his own - on the
EBernadotte family (Fig. 4). Charles John was
mosl impressed and bought &8 large quantity in
the early 1840% to be used as gifts - Lundgren
had bean acceptad!

smaller medals were not always struck at the
Mint. A captain-engineer Apelguist issued medals

='g. 4. This medal by tha chiat engraver of the Royal Mint in Stockholm, Ludvig Persson Lundgren, was

3TrUCK In 1841 It was insprired by the dynastic medal on Louis Philippe, King of the French, and his family.

—&ré wa find the king and his quean Desirée on the obverse, their son Oscar with his spouse Josephine
#nd their children (among them two future kKings) on the reverse. The king liked the medal vary much and
zought a large number, some of which he presented to frignds with an inscription around the edge. Silver.
Tne Aoyal Coin Cabinet, Stockhelm. Photo Gunnel Jansson, ATA.
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I SLOCKITTOIHT I s Own WO[KS”UD TOr sOome ormne
free-lance medallists, particularly Enhérning, but
became bankruptin the 1810s. (Enh&rning made
medals of famous people, not only Swedes, but
f.e. with portraits of Marie Antoinette, Charlotte
Corday, Robespierre, general Bonaparte etc.).
Jetons were also made by some button-makers,
out of which later on a few of the independant
éditeurs of Sweden developed, such as Sporrong
Inc., still existing.

Of course the royal family stood for quite a
large section of the medals that were made, both
those that were struck to celebrate events of
importance, and those that were made as
awards, that is to be worn in a ribbon orin a
chain. Sweden already had a tradition of half a
century on this field. But many institutions - not
only the academies (Fig. 4) - ordered medals,
and we will demonstrate one of those that were
struck to honour the king in 1843 - when he
celebrated his 25th anniversary as reigning
monarch. One of them is unusually large; the
king’s own specimen in 23 carat gold weighs no
less that 500 gr! The next year the old king died,
at the age of 81.

Non-royals on medals, how to sell, and
exhibitions.

We shall not forget the number of non-royals
that were portrayed on medals in the first half of
the century. A series of Swedish authors were

engravea as a private undertaking and sold to the
public, to give only one example. Even the Mint
took part in these speculations. But how were
they sold? The Mint was situated in the Old City
until 1850, and had no difficulties in receiving
visitors - but others? They could putin
advertisements, but they had other choices,
particularly if they struck a deal with the often
quite small bookshops that grew up in Stockholm
and in many other towns.

A fashion for (mostly cast) iron medals was
characteristic for the early 19th century. They
were also rather common in Sweden. These, as
well as other medals, were often shown at the
exhibitions arranged by the Royal Academy of
Fine Arts, and could be obtained by collectors,
just as paintings, engravings and statues. A
series of iron medals, originally cast at Finspong
Iron Works, can still be obtained, but from
another manufacturer.

The early 1800s were perhaps a prolific
period for the medal art, but not a great one. The
medals suffered from an academic stiffness and
lack of originality. The exceptions are mostly to
be found among the cast medals - in France and
in Germany. But some of the portraits are good
and the historian often finds subjects that
interests him. And Bernadotte’s descendants still
rule in Sweden, and their portraits can be found
on many, many medals and coins!

Fig. 5. Charles XIV John - his Silver Jubilee as king in 1843. One of several medals presented to him, all in
gold. This one was struck at the Royal Mint by the eight Royal Academies - all seen as goddesses &

I'antigue on the reverse. The models were made by Professor C. Qvarnstrém of the Royal Academy of Fine

Arts, the engraving by Pehr Lundgren, a son of L. P. Lundgren. Gold, Collection of H. M. The King of Sweden.
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- DREAM OR REALITY

<xa Voionmaa, Finland

“ne members of FIDEM represent most
zontinents of the world. In the course of years
=very co-ordinating naticnal organ of medallic art
~zs adopted new ways of performing its functions
nd further enhance them, which has also been a
curce of wealth, inspiration and strength to the
wnole of FIDEM.

soonsering of medallic artis our common

~terest. Sponsoring for us is means supporting
=nd promoting this form of art, which is an
~ternational, social, economic and a most
ntellectual activity. The basic idea of The Guild of
Yzdallic Artin Finland, founded in 1965, is to
“_nction as a uniting body for collectors,

scholars, producers, sponsors and artists as well
=3 for museums, art museums and art
=zcademies. There may be less idealism in
‘oday’s world than, say, thirty-five years ago, and
vstthe goal is the same: to support the making
27 art medals of high standard, which also
means providing our projects with sufficient ways
znd means. In order to arouse people’s interest in
=7t medals this genre had to have a lot to offer,

~3 Ms Leena Passi, PhD, points out in her thesis
on Finnish cast medals of the 1860's our medals
2'd possess something new and innovative, which
“ose interested in sculpture could see and read
zoout as soon as The Guild started.

“ne most traditional annual project of the Guild

s nce 1965 has been the year medal competition,
wnose importance to medal artists seems to have
ozen essential. The number of entries varies: a
competition for a struck year medal has some 60
=niries, whereas one for a cast year medal may
~ave as many as 120 entries. Cast medal
competitions are in the majority since 30 out of
27 times the year medal has been cast. It may
o2 added that the competiticn is always followed

Pertti Kukkonen,
Elena and Nicolage,
year medal 1990
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by an exhibition with all the entries and that the
prize money has so far been tax-free, which is an
extra incentive.

The late sixties kept our medal artists going: both
year medal competition winners and many others
became interested mainly in non-commissioned
cast medals. It can be said that in about a
decade Finnish medallic art had experienced a
new renaissance with lots of new ideas and
enthusiasm. Exhibitions were arranged in Finland
and abroad and sponsors became interested. The
timing was almost perfect. Both some private
persons and companies had medals struck or
cast; new casting methods were developed, and
new machines made it possible for some mints to
strike a relief of almost any height.

Since the mid sixties the Guild has had several
art medal projects of its own and in co-operation
with a lot of organizations, companies and some
governmental bodies. In 1967 the Guild released
the first medal of the Guild’s series of the
presidents of Finland, the latest of which came
out in 2000. This series of struck two-sided
medals, every one of which is by a different artist,
now consists of eleven presidents.

A typical joint project has been the medals to
commemorate the independence of Finland.
Finland has been an independent country since
1917 and with the permission of the government
and in co-operation with our war veterans we were
able to make the project a success. An example
of this was 1992 when men and women from the
respective organizations practically went from
door to door and provided their peers with either
the silver or bronze version of Terho Sakki's
medal of excellent quality. 1985 on the other
hand, was the year to celebrate Kalevala and




Raijo Paavilainern,
leehockay
Championships 1887 in
Halsinki, struck, 75 mm

Tarho Sakki:
Finland 75 years
independant.
1992, Struck
bronze. 75 mm.

Matli Peltokangas,
Prasident Tarja
Halonen, 2000, struck
brenze. 72 mm.

Raima Heina, FAC
- World foodday
1986, struck, 50
mm
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tolklore with "Fike's teeth” by Pekka Pitkanen,
An international project took place in 1986 when
Raimo Heino's medal won the competition we
arranged with FAQ to commemorate the Food
Day in Cctober.

The projects are also exemplified with a few
medals from the late nineties: lcehockey
championships in 1987, the City of Helsinki 450
yaars and the Jubileum year of Christian
Churches all had their struck medals after a
medal competition . Another example of
commissioned art meadals where the Guild has
had a say was the medal moulded by Kauko
Rasanen for Fiskars, the oldest Finnish
entarprisa in the field of ironworks, which
celebrated its 350% anniversary in 1998,
Rasanen’s medal had won the compatition
arranged by Fiskars and the Guild.

The Guild has also done its best to take care of
young madal artisls. The first competition aimed
al the young was arranged in 1998. The
competilion gave us valuable information on the
position of medallic art in the Finnish academy of
art, art schools, polytechnics and institules of
sculptorial art. Together with our most active
partners we have brought about two international
medal symposiums from artists from sevaral
Eurgpean countries and there will be another in
Turku in 2001,

In arder to spread information on medallic art the
Guild's principle is to be seen and heard both in
Finland and abroad. The Mitali magazine,
published since 1987 (the magazine will be a
year book in 2000) is an example of this. The
assets of a magazine are most evident: pecple
interested in medals will always be within the
reach of printed word. Every issue of the

Toiva Jaatinen,
Mother Teresa,
1980, |l prize in
year medal
compettion, cast,
100 mm

magazine has had over a hundred pictures on
medals, which may help any reader to get an up-
to-date picture of what's going on in the world of
Finnish medallic art today. The magazine/
yearbook has also been subscribed by a few
museums, art museums and libraries in Finland
and abroad.

The medal exhibitions arranged in co-operation
with museums, art galleries, banks, the
Sculptors’ Union, libraries and even
kindergartens have introduced either Finnish
medallic art in general or the chosen works of a
chosen group of artists. In order to keep up
people’s that is sponsors’ interest in medallic art
the exhibitions must have a touch of local
colouring: the works of local artists preferably on
local people, institutions and motifs. Giving new
impressions to exhibition-goers is nat a "Ding an
sich” and yet | still remember the FIDEM in
Holland where we visited the museum in Leiden
and queued up in front of a computer screen in
order to desiagn and decorate a medal-like piclure
of ourselves.

Our exhibitions abroad {other than FIDEM), in
eountries such as Sweden, China, the Baltic. the
USA, Russia, Holland have provided us with a
chance 1o give a broad view on our medallic art,
its artists and high technical level.

Finally, some wards about finding financial
support for an art medal society today. It is a fact
that only a fractional part of our budget can be
covered by membership fees, the annual
contribution from the ministry of education or by
mare direct support of the world of business. All
the rest has to be fought for as hard as we fight
to maintain the high standard of madal artin
Finland.

&1
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Lections

COLLECTIONNEURS DE MEDAILLES, MECENES ET
EDITEURS ESPAGNOLS ENTRE XIXEME ET XXEME
SIECLE: SON INFLUENCE SUR LART DE LA MEDAILLE

Javier Gimeno, spain

Le réle des collections d'art dans I'histoire est un
sujet important de recherche au stade actuel. Celui
de la collection de médailles comme facteur de la
réalisation de celles-ci offre des perspectives bien
intéressantes pour mieux comprendre certains de
ses aspects. Depuis 'humanisme, cette affection
y aurait contribué, soit de fagon directe, soit comme
récolte d'un matériel précieux gui a &té une source
de documentation.

Les exemples en Espagne, bien que pas nombreux
ou pas bien connus encore, téamoignent d'une
activité du mains percevable. Une origing illustre a
&té toujours recherchée, méme récemment, dans
la figure du roi Philippe 11", mais, en ce qui concerne
la médaille &n s0i, rien ne parmet da déduire de
facon cerlaine un éventuegl godt pour la collection
gt moins encore pour I'encouragement de sa
réalisation en Espagne. Plus nette serait, comme
pracedent, au XVIlléme sigcle, la figure du graveur
géneral Tomas Francisco Prieto, dont la collection,
congue sur un principe didactique visant la formation
des médailleurs, est mieux documentée® .

Moins connue est, cependant, l'activité
collectionneuse ou, plus généralement, le godt pour
la médaille comme cbjet, au long du XIXéme siécle.
Une période qui s'avére essentielle en ce qui
concame aussi bien I'évolution de I'art de la medaille
gue la systématisalion des connaissances sur
I'histoire de art. Une période aussi dont MNévalution
génerale est marquée par la progression subtile
d'une conscience de la collection privée ou, mieux,
de la délimitation des sphéres publique et privée
en ce gui concerne la collection mais aussi toutes
les initiatives connexes, de 'encouragement de la

Wicolds Fernandez
de la Qliva. La
Sociedad
Mumismatica
Matritense aux
victimes du 2 mai
1808, 1838 (Madrid,
MAN)

collection elle-méme aux différentes formes de
mécenal,

Cette Iransformation, inscrite dans la prograasion
générale du XIXéme siécle, a aussi différents
versants. La collection congue comme trésor de
curiosités, comme reflet d'un monde au but
didactique tactuel, laisse la place a une conception
fondée plutdl sur 'érudition positiviste, dont I'un des
principes essentiels repose sur la classilication.
D'autre part, un certain non-conformisme émerge
face a 'evelution du monde académigue, héritage
des structures savantes du XVilléame siécle
représenta surtout, en ce qui concerne la médallle,
par le Departamento de Grabado de la Casa de la
Moneda, instauré en 1804, dont, paradoxalement,
I'ambition d'exclusivité connait par la suite des
difficultés importantes d’'adaptation et de mise &
jour contredisant méme les principes de son
axistence.

Le phénoméne collectionneur est développé, en ce
cantaxta, moins par 'évidente formation de
caollections privées, dont la signification serait & elle
seule limitée, que par I'instauration d'associations
qui, méme ayant des buts différents, ont la
collection, et parfois la collection de médailles,
parmi ses éléments d'activité, voire de cohésion.
Ces associations jouent, dans le contexte de la vie
artistigue el intellectuelle du pays, un rile trés
important pour la prograssion soit de la recherche,
soit des autres manifestations liées & 'art et
I'histoire, en offrant un moyen de relation at
d'échange.

La médaille est un élément important de cette
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dynamigue. Vers la moitié du XIXéme siécle, la
recherche d'une alternative plus indépendante ot
arlistiqgue pour sa réalisation rejoint les positions
artistiques confrontées aux académismes. La
collection de medailles, et cela de fagon inattendue,
jouerait encore un réle important en ce sans-la.

Le but de ce travail est de suivre les traces de celte
présence et son incidence sur la réalisalion de
medailles et I'évolution de 'art de la médaille.
L'intérét portera, en premier lieu, sur ces
associations; par la suite, sur les collections
individuelles issues de ce contexte qui sont
parvenues & engendrer une activité de mécénat
influengant la médaille; finalemant, sur le rapport
de celui-ci avec d'autres formes de mécénat,
natamment celui des éditeurs.

Un précédent; la Sociedad Numismatica Matritense

La périade qui a suivi les guerres napoléoniennes
est en Espagne une étape de régression de la
medaille, prolongée, si 'on veut, jusqu'en 18607,
Elle serait marquée, en général, par I'échec
progressit du systéme de prépondérance exclusive
du Departamento de Grabado de Madrid en ce qui
concerne la formation de médailleurs et la
réalisation de médailles, face a 'évolution des faits
artistigues mais aussi politiques et administratifs.
En cette période, et done en ce contexte, est
fondée, en 1837, la Sociedad Mumismatica
Matritense, premier précédent direct de 'activité
objet de ce travail. Bien qu'elle aurait comme but
principal l1a premaotion de l'archéologie et de la
numismatique, I'on constate, parmi ses aclivités,
I'édition d'un ensemble de médailles d'une fagon
originale a cetle epogue-la et impliquant pour la
premiére fois un cart par rapport aux struclures
institutionnelles.

Cette initiative, de méme que la nature de
l'association et ses orisntations, ne serait comprise
que par la personnalité de ses fondateurs et surtout
de son principal promoteur, Basilic Sebastian
Castellanos. Curieux personnage, dont la figure a
&té valorisée en date récente’, aurait a ce qu'il parait
une formidable érudition, acquise en Espagne &t
en ltalie, concrétisde, dans les grandes lignes, par

une farte disposition pour 'archéclogie et les
matiéres connexes el aussi pour le monde de
I'enseignament. Soutenu par I'Eglise, puis par la
reine lsabelle I, il aurait développs une action trés
poussée en faveur d'une pédagogie el une
conception rénovées de l'archéclogie et la
numismatique, fondées trés spécialameant sur la
classification et la collection. Ayant eu un cerlain
echo auprés de certains carcles érudits, il aurait
participé, bien plus tard, & la configuration du
systéme des musées nationaux et du Museo
Arguecldgico Nacional. Ces penchants auraisnt
cependant leur origine dans un rappon primitif aves
des milieux ecclésiastigues et libéraux & l'existence
difficile qui &taient en lout cas écartés des milisux
académiques, détenteurs officiels du savoir.

La fondation de la Sociedad Numismalica
Matritense sinscrit parfaitement dans cet esprit.
Castellanos, en 1837, est le chercheur enthousiaste
qui affirme ses idées de systématisation lace au
monde académique, el les co-fondateurs répondent
au patron hétérogéne des connaisseurs et
amateurs sentant ce besgin dans un souci entre
intellectuel et patriotique: Francisco Bermidez de
Sotomayor, persaonnage ayant aussi une vaste
erudition universelle qui suivrait les pas de
Castellanos; Pedro Gonzalez Mate, comédien: at
Minolas Femandez de la Oliva, sculpteur qui & cette
époque-la commengait ses interventions dans la
decoration de quelgues monuments de Madrid, qui
tournirait un lien important avec la Academia de
Bellas Artes de San Fernando® et gui,
apparamment, aurait influencé les orientations
artistiques de la Sociedad.

Malheureusement, les documents connus
n'éclaircissent pas les raisons qui ont donné lieu A
I'adition de médailles. 1l faul distinguer deux
premiares médailles, datant de 1838-1839, el un
ensemble, pas trés nombreux, de médailles
anonymes, réalisées entre 1839 et 1840,
consacrées a des personnages ayant trall soit &
I'histaire espagnole, soit au progrés de son épogue.
Les deux premiéres permettent d'approcher
l'entourage de ces realisations. |l s'agit,
respectivement, du portrait de Castellanos, offert
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en hommage par les co-fondateurs et membres de
la Sociedad, et de la commémoration du monument
aux victimes du 2 mai 1808 & Madrid, inauguré en
1839. L'auteur de cette derniére est précisément
Nicolas Fernandez de la Oliva, et celui de la
premiére peut étre identifié avec un sculpteur aussi,
Francisco Pérez del Valle. L'affection de Castallanos
et la participation de Ferndndez de la Qliva
apparaissent dongc comme un facteur important a
I'origine des réalisations.

Ces medailles, la deuxiéme en particulier, se
rapportent en outre au processus de construction
du monument funéraire érige aux victimes de la
répression napoléonienne du 2 mai 1808. En effet,
décidée la méme année 1808, ayant subi par la
suite les conséquences des fortes contraintes
pelitigues et economigques de catte péricde, cette
construction trainait encore an 1838 &t ne fut
achevée gu'en 1839. Le retard avait éveillé les
réactions de plusieurs collactivités pousséas par
le ferveur patriotique propre a I'époque. Parmi
celles-ci, la Sociedad Numismatica Matritense
récemment fondée aurait décidé de réaliser la
médaille en hommage aux heros et au monument
pour son inauguration. A noter gu'une présence
symbolique de la médaille comme objet avait été
constatée en rapport & celui-ci pour la cérémonie
de la pose de la premiére pierre, le 2 mai 1821%,
Celle de 1839, & ce gu'il parait, était vendue, lors
de chague anniversaire du 2 mai, au profit des
familles des victimes”, ce gui est un indice de
I'esprit qui a inspiré son édition.

L'hypothése du rapport de ce manument aves les
premiers temps de la Sociedad est renforcée par
deux faits, En premier lisu, la conformation du sujet
matériel de celui-1a sur le médaillon central, dont
l'auteur ast le sculpteur Diego Hermoso mais dont,
vraisemblablement, las portraits de Daoiz et Velarde
répondent au méme modéle que celui de l'avers de
|a médaille de Fernandez de la Qliva. En deuxiame
liey, la présence de Francisco Pérez del Valle parmi
les sculpteurs qui en 1838 en accomplissent la
décoration, auteur de la statue axiale du
Patriotisme. L'ensemble des réalisations -médailles
et monumenits- semble done évoluer autour d'un
méme cercle d'activité artistigue qui doit étre
rapproché au conlexle de la Academia de San
Fernando, de laquelle Pérez del Valle, originaire
des Asturies et qui serait en ces annéas en train
d’'obtenir une reconnaissance a Madrid, devient
meambre la méme année 1838%, Les rapports
éventuels avtour du monument offre, en groupant
Castellanos, la Sociedad Numismatica Matritense
el la Academia de San Fernando, un contexte
valable pour interpréter la réalisation des médailles.

Les caractéristiques de ces médailles -ainsi que
de celles éditées en 1839 el 1840- sont aussi
révélatrices. Du point de vue technigue, elles sont
fondues® -ce gui les rapproche, malgré les
différences, aux exemplas développés en France

en cette période-, et réalisdes par des sculpteurs
provenants de la Acadermia de San Fernando, ce
qui représente une innovation importante & un
mament ou la réalisation de médailles et la
formation des médailleurs est officiellement la
compétence exclusive du Departamento de Grabado
de la Casa de la Moneda. On pourrait percevoir
méme un soucl de ces sculpleurs envers une
discipline gui leur aurait été enlevée d'aprés
l'ordonnance de 1804, el cela ne serait pas sans
rapport avec la position de Castellanos face au
monde académique. Les sujets des médailles sonl
aussi significatifs. D'un cété la dédicace explicite
d'une assocciation privée, dautre la présence,
comme sujet de I'hommage, d'un personnage
comme Castellanos, & I'écart de ce qui était 'univers
de la médaille institutionnelle, représentaient en
1838 une nouveauté, En ¢e sens, compte tenu des
possibles destinataires des médailles, on ne serait
pas loin de percevoir un principe de promoetion de
la collection, mieux précisé par les réalisations de
1839 et 1840. Malheureusement, celles-ci sont
anocnymes et pas d'une trés bonne qualité quant 4
sa finition technique, mais elles reviennent sur la
dedicace explicite at ses sujets semblent suggérer
une intention en ce sens adressée aux membras
de la Sociedad. Dans son ensemble, ces
réalisations auraient donc I'intérét d'étre les
premiers tlémoins d'un rapport de la médallle avec
[univers des beaux-arts et de chercher une voie de
réalisation, exprimée par la fonte, alternative & celle
academique qui, d'ailleurs, semble en ces anndeas
traverser une crise importante™,

La Sociedad Mumismatica Matritense a eu une vie
éphémére. Ayant connu un rapide succés, elle est
transformée, dés 1844, en Academia Espafiola de
Arqueclogia avec le soutien royal et, dés 1863, en
Real Academia de Argueclogia y Geografia del
Principe Alfonso™ . Elle gagne donc en importance
du point de vue académique, mais elle perd son
allure remantigue du début. On n'y retrouve plus
I'hétérogénéité des membres, et, sans raison
apparente, |'édition de médailles disparait. Mais
linitiative n'a pas été vaine. Quelques ans aprés,
en 1854, sont institudes les Exposiciones
Wacionales de Bellas Artes, et, dans ce contexte,
encore un sculpteur provenant de la Academia de
San Fernando, Eduarde Fernandez Pescador,
semble prendre le reléve et développer une action
importante en faveur de la médaille en deux sens:
la realisation des médailles commémorant les
expositions et la présence de la médaille arlistique
dans celles-ci'?. Fernandez Pescador -dont un
eventuel rapport avec les précédents de Fernandez
de la Oliva ou Pérez del Valle n'est pas établi-
maontre depuis trés jeune un forl intérét pour la
m&daille artistique et obtient une bourse pour Paris,
Disciple d'Eugéne Oudiné de 1854 & 1B58,
conservant un lien constant avec celui-ci et avec la
capitale frangaise, au point d'obtenir un prix pour
madaille a I'Exposition Universelle de 1867, il a été




a Madrid le protagoniste du tournant du
néoclassicisme vers le portrait aux traits personnels
propre au réalisme et, enseignant 4 la Academia
de San Fernando, il aurait assuré une continuité
de la farmation de sculpteurs médailleurs dans cette
ligne jusqu'a la fin du sigécle'. Ces précédents
suggérent donc une sorte de fil qui, bien gue
subtilement, aurait agi lors de la période cruciale
du dernier tiers du XIXeme sigcle, qui, en ce gui
concerne |a collection, voit la systématisation des
collections publiques dans les musées
d'archéologie et de beaux-arts.

Les sociétés érudites a la fin du siecle; la Sociedad
Espanola de Excursiones

La fin du sidéele, momenl de splendeur de la
meédaille d'art en toute N'Europe et mament aussi
de progrés des connaissances sur l'archéologie et
I'histoire de 'art, voil renaitre la passion pour la
collection et 'apparition des associations érudites
ayant trait & celle-ci. Parmi ces associations, la
Sociedad Espafiola de Excursiones et la
Asociacidon Espancla de Coleccionistas
developpent un penchant important pour la collection
de médailles entrainant un rile de macénat dont la
portée est significative.

La Sociedad Espafiola de Excursiones a son origine
dans les commemaorations qui, en 1892, célébrant
la quatriéme centenaire de la découverte de
I'Amérique. Ces commémarations ont réuni un
volume important de piéces artistiques alors inédites
qui aurait, par la suite, soulevé un besoin de
cataloguer et d'explorer certaines sphéres encare
inconnuas du patrimoine artistique espagnol. Clast
sur cetta base que lannée suivante, 1893, trois
personnalilés entre les organisateurs, Enrigue
Serrano Fatigatti, Adolfo Herrera el Jerdnimo Lépez
de Ayala, Conde de Cedillo, ont fondé la Sociedad,
dans le but -d'ici son nom- d'organiser des voyages
et visites artistiques dans les provinces d'Espagne,
afin d’aider a répertorier, étudiar et diffuser les
monumeants et toule sorte d'objets & intérét
artistique. Ceas visites comprenaient tant les
monuments que les collections, publigues et
privées, et etaient minutieusement publiées dans
l2 Boletin, édité avec une périodicité trimestrialla’™.

TAAMN)

A gauche: Eduardo
Femndndez Pescador.
Francisco Martinez de la
Rosa. 1862 (Madrid,

A draite: Aniceto Marinas.
La Sociedad Esparcla
de Excursiones a Diego
Velazquez. 1894 (Barcelo-
na, MNAC-GNC)

Cetle approche a attirg la participation active des
grands collectionneurs de I'époque, qui ont été des
animateurs enthousiastes de la Sociedad, et cella-
ci est devenue un milieu d'échange efficace entre
les collectionneurs, laristocratie et la bourgeoisie
érudite, les artistes, les intellectuels et les
institutions, la participation ayant &té importante
an tous ces niveaux.

Le penchant pour la meédaille peut &tre expliqus,
bien sdr, par l'influence de I'essor général de celle-
ci, mais, an particulier, par la présence de
personnages ayant un rapport avec elle. Adolfo
Herrera est une figure clé de la recherche sur la
meadaille espagnole, collectionnaur et auteur
d'ouvrages essentiels'=. Parmi les membres, ont
un rapport avec la médaille des collectionneurs
connus, tels Pablo Bosch et José Lazaro Galdiano
-dont la signification sera analysée ci aprés-, mais
aussi Victor Balaguer, le Marqués de Cerralbo ou
le Conde de Valencia de Don Juan'®; des
chercheurs, comme Antonic Vives, auteur aussi
d'ouvrages essentiels'™; ou des artistes
médailleurs, surtout Aniceto Marinas. Donc, au
maoins une partie représantative de la Sociedad est
& considérer bien intéressée pour la médaille.

La Sociedad Espaiola de Excursiones a entrepris,
dés 1834, I'edition d'une série de médailles fondues,
appelées expliciterment “medallas artisticas”, ce qui
constitue son action la plus remarguable de méacénat
et d'encouragement de la collection. Elles sont
fondues, de grand module, et concernent des
portraits de personnages historiques espagnols -
sujet cher a l'idéclogie de 'épogque et au penchant
historiciste des membres de la Scciedad-, et, par
dérivation, d'autres personnages contemporains.
Dans un certain sens, I'on rétrouve la principe qui
aurait inspiré autrefois la Sociedad Numismatica
Matritense. Cependant, un certain courant
revendigue déja & cetle époque & Madrid la
ranovation de la médaille et la renaissance de la
médaille artistigue, ce qui octroie & la nouvelle
action un sens plus explicite que celui de son
antécadant.

La qualité artistique des médailles est variable. La
premiére, le portrait de Francisco Jiménez de
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Antoni Parera. La
Sociedad Espanola
da Excursiones a
Francisco Gova,
1886 (Barcelona,
MMNAC-GING)

Cisneros, date de 1894 et son auteur est Anicelo
Marinas qui, par aprés, aurait réalisé aussidans la
méme série ceux de Diego Velazguez la méme
année, Cesareo Fernandez Duro en 1202 et Raman
de Maeszonero Romanos en 1905. L'influence
artistique de Marinas depuis le début de la Sociedad
est probablement trés importante au sein de celle-
ci, et, en ce sens, il laut tenir compte de sa position
slrictement contraire aux tendances novatrices de
I"&rt Mouveau et ancrée sur les pestulats du réalisme
et de 'historicisma’™. Les autres auteurs seraient,
par contre, des jeunes sculpteurs, provenant en
général de I'Ecole de Beaux-Arts de Barcelone -
“Llotja“-, an pleine effervescence en ces anngas,
qui ont trouvé probablement & une apportunité et
qui, par apres, auraient suivi des tendances proches
& I'Art Mouveau ou méme & des mouvements
ultérieurs. Antoni Parera est l'auteur des portraits
de Lope de Vega en 1894, Goya en 1896 et Alvarez
de Castro la méme annéa, Antonl Alsina réalise
aussi an 1894 |2 portrait remarquable de Cosme
Damian Churruca, réinterprétation valable de celui
pictural conservé au Museo Naval de Madrid.
Joaquim Vancells, an 1906, celul de son maitre le
sculpleur Jerdnimo Sufol, auteur, & son tour, de
nombreux monuments et quelque medaillon'® .

Mis a part les considérations d'ordre esthétique,
I'édition de cette série de madailles constitue une
action privilégiée d'encouragement de la médaille
d'art et de la collection de médailles au sin d'un
milieu social qui groupait des membraes d'activité
bien différente. La procédure était la suscription,
annoncée aux dernieéres pages du BoletingG gui
publiait avssi régulidrement les noms des
souscripteurs. Malheureusement, les motivations
de 'initiative n'ont jamais été publiées de fagen
explicite. Elle a connu un remarquable succes de
1894 4 1896, période qui a vu la réalisation de cing
médailles. Mais, par la suite, I'on constate un
ralentissement et probablement des problémes pour
I'edition des dernigres meédailles, qui ont paru de
fagon bien irréguliére jusqu'a son exlinction,
probablement en 1906, A noler gue 'association a
conlinué & exister jusqu'aux anneées 1940, mais
jamais n'a repris une initiative pareille en faveur de
la médaille.

La Asociacidn Espafola de Coleccionistas

Catlte deuxieme association, plus récente, dale de
1913, &t n'a pas le but érudit de |a Sociedad
Espafola de Excursiones. Elle vise, plus en
particulier, I'encouragement de la collection, et elle
groupe, avant tout, des collectionneurs -
“coleccionistas y curiosos'-. La nouvelle
association édite aussi son  bulletin,
Coleccionismo, dont les pages offrent bien de
détails sur ses activités,

Quant & ses liens avec la médaille, il faut remarquer,
parmi ses directeurs, la présence encore de Antonio
Vives. La publication réguligre sur le bulletin
d'articles concamant la médaille, dus notamment
au travail inlassable de Luis de Garitagoitia®®, et la
venle et échange de méadailles -pas d'autres objels
de callection- & travers 'association et l2 bulletin,
temoignent d'un godt particulier et de
I'encouragement direct de la collection de
medailles, essentiellement historiques a déduire
des listes publiges. L'édition, par contre, ne semble
pas avoir été cultivée, La participation, en 1917, au
concours et la réalisation de la médaille en
hoemmage au Dr. Thebussem, dont l'auteur esl
Josep Ortells, est la seule action documentée en
ce sanst’,

L'activité de mécénat de la Asociacion Espafiola
de Coleccionistas envers la medaille serait dong
maindre par rapport & celle de la Sociedad Espanola
de Excursiones. Dans un cerlain sens, elle peul
étre considérée comme complémentaire, 2 un autre
niveau, de celle-ci. Elle développe une action
importante en ce qui concerne la collection et aussi,
a travers le bulletin, la critique sur les perspectives
gt les tendances de la médaille contemporaine,
Cette ligne serait reprise par une autre revue, Vell i
Mou, barcelonaise celle-ci, explicitement origntée
vers la réflexion et la critique de I'art contemporain,
ol Feliu Elias a publig différents travaux sur la
meédaille, tributaires dans un certain sens des
travaux de Roger Marx de 1900 mais aussi des
articles de Garitagoitia®. Quoi qu'il en soit, ces
reviues onl largement contribué & la connaissance
systématique de la médaille.



Jeaguim Vancells. La
Sociedad Espanola de
Sxcursiones a Jerdnimo
Suriol. 1906 (Madrid,
LLAN)

_=z collectionnaurs individuels: Pablo Bosch et
José Lazaro

L=z associations, surtout la Sociedad Espafiola de
Zxcursiones, comptaient parmi s&s membres des
sollectionneurs qui sont devenus des grandes
Soures de la recharche et de 'encouragement, voire
= meceénat, des études de I'histoire de I'art et de
2 medaille. Pablo Bosch (1842-1915) est
crobablement le meilleur exemple en ce sens. Sa
sographie nest pas bien connue; financier établi &
Lzdrid, provenant de Barcelone, il a é1é toujours
zttire envers loules les queslions ayant rapport a
= cultura, lart et l'éducation. Entre autres, il a
zoutenu la Institucion Libre de Ensefianza, il a é1é
—embre du patronat du Museo del Prado et a
carlicipé en nombreuses commissions de |'Etat
concarnant des questions artistiques et
ntellectuelles®.

Zrand passicnné de l'art, Bosch a investi sa fortuna
=n objets d'art, mais pas n'importe quel objet. Sa
collection étail spécialisée, composée de peintura,
== gquelgues monnaies hispaniques anciennes et
2z meédailles, gque sa formation lui a permis de trier
solgneusement, de maniére & établir une collection
o'en organisée du point de vue hislorigue et mame
sidactique. A difference d'autres exemples, la
medaille devient protagoniste de la collection,
zomme objet envers lequel le collectionneur est
oariiculierement attire. C'est dans ce sens que sa
“gure revetici un intérét exceptionnal.

2 sa mort, Bosch a fait donation de sa collection
Je medailles au musée du Prado. Elle a été
sspartoriée & cet effel par Vives et, grace a cela, il
zxiste aujourd'hui une documentation précieuse qui
carmet de mieux approcher les lendances de son
Stulaire™ . La donation compte 889 médailles, pour
z plupart ayant trait & I'histoire espagnole, mais
comprenant aussi une belle représentation de
médaille contemporaine, surtout francaise et
=spagnole. Comme simple indication quantitative
3z l'impaortance de cette derniére, on peut compler,
sur hase d'une distribution théarique par siécles,
22 pigces du XXéme siécle -c'est-a-dire de 1900 a
1815, ¢e qui représente 85,.29%. contre un

pourcentage du groupe le plus nombreux -XV1&me
sigcle- de 24,36% pour tout le sigécle, valeur qui,
extrapolé sur une période de 15 annéas, ne donne
gue 3,63%.

L'activilé de Bosch n'est pas limitée & la callection
en soi. Au conlraire, celle-ci lui a servi comme base
pour développer un travail intense de recherche,
diffusion et promotion, et c'est la qu'il manifeste sa
vraie dimension. Personnalité remarguable dans e
monde de la cullure espagnole, il aurait commeancé
a déorire une histoire de la meadaille.
malheursusement inachevée au moment de sa mort
et inedite, et aurait prononce plusieurs conférences
et cours, quelques uns recensés par les revues de
I'époque®. A souligner, & partir de ses
commentaires, ses idées avancées sur la médaille
et calle, qu'il partageait avec enthousiasme, de son
renouveau a partir de Roty et de Chaplain. Par le
biais de ces manifestations, il exergait aussi une
activilé importante d’encouragement an faisant
connaitre et apprécier, dans les milieux culturels
et artistiques, les medailleurs espagnols de
"époque, dont les piéces figuraient dans sa
collection: Marinas et Maura, bien sdr, mais aussi
des sculpteurs alignés sur les courants de ['Art
MNouveau comme Arnau, Llimona, Coullaut Valera
ou, spécialement, Blay.

Les conditions de la donation au Prado sont un
bon témein de 'esprit de Bosch, En effet, il I&égue,
d'une part, les tableaux anciens -“jusqu’a Goya“-,
d'autre les médailles. Le choix du Prado doit &tre
expliqué par les forts liens de Bosch, mais une
volonté concernant la valeur artistique vivante de la
médaille qu'il a toujours soutenu de loutes ses
forces serait aussi envisageable, face a la
conception de musée archéologique®®. La
documentation disponible naffirme rien en ce sens.
Mais, quoi gu'il en soit, quelques eléments du
testament de Bosch peuvent offrir des éléments
intéressants. Bosch détermine expliciterment que,
tant les tableaux que les médailles dignes de figurer
a la collection du Prado, devaient &tre choisis par
des specialistes et, pour les médailles, il a désigné
a cet effet Antonio Vives, avec linstruction trés
précise d'éliminer toutes celles qui ne seraient pas
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scrupuleusement authentiques. En outre, la
donation comprenait les médailles, les vitrines qui
les contenaient et les monographies et revues
spécialisées sur l'art et la medaille; pour terminer,
il eédait un montant de 25.000 pesetas de 'époque
afin que la musde avait les moyens d'exposer le
tout avec la dignité voulue, comme c'était le cas
de différents musées en Europe, et un caritére
cohérant du point de vua historique. Le Patronat du
Prado a acceplé la donation dans sa séance du 23
deécembre 1915,

Parmi les actions ponctuelles de mécénat de
Bosch, la plus remarguable an ce gui concerne la
médaille est sans doute I'édition de celle en
hommage & Emilio Castelar & I'oceasion de son
décés en 1899, Atin de rendre hommage au
politicien, Bosch décide de convoquer un concours
de sculpteurs, de sa propre initiative, en posant
comme condition gue la médaille devait étre fondue
-rappelons a cet égard la trajectoire des édilions
de la Sociedad Espaficla de Excursiones- et
réalisée & la maniére, soit de la Renaissance, soit
de la madaille frangaize contemporaine, et cela afin
de lui oclroyer une vraie valeur artistique. Le
gagnant du concours a &lé le sculpteur barcelonais
Eusebi Arnau, et la médaille a &té fondue a l'atelier
de Masrigra & Barcelone® .

La figure de José LAzaro Galdiano (1862-1947)
rejoint et complémente celle de Bosch. Les deux
collectionneurs ont en effet bien de points en
commun, mais d'autres différent essentiellement.
Personnage ambitieux, LAzaro a commance das
trézs jeune & réunir une impressionnante collection
d'objets d'art. A noter que le premier d'entre eux a
été précisément une médaille, ce qui a contribué 2
développer en lui un penchant trés pronocnce de
nature émotionnelle pour la médaille qu'il a conserve
toule sa vie. Son objet était 1a collection par alla-
meme. Donc, a difiérence de la spécialisation de
Bosch, elle était universalle, comme aussi, a
différence de Bosch qui avait une allure plus
“studieuse”, Lazaro semblait aimer la vie de la
grande société mondaine de Madrid, & laguelle a
consacré une grande partie de son effort, C'est peut-
&tre pour cette raison que sa lournure intellectuelle

Eusebi Arnau. Pablo
Bosch a Emilio
Castelar. 1859 (Madrid,
MAN)

est origntés vers des actions culturalles d'éclat.
Lazaro a écrit de nombreux articles, mais, plutét
que la recherche, ils concernent des sujets actuals,
voire polémiques, d'art &t de culture, prenant
toujours la défense ardente de 12l ou tel sujet, soit
asthétique, scit politigue-culturel, Il a méme fondé
une revue, puis une éditoriale, tlous les deux du
nom de La Espafia modarna, qui ont réuni bien des
ecrils des penseurs progressisles espagnals de
'époguess,

Lazaro a fait aussi donation de sa collaction & |'Etat
espagnol. A difiérence de Bosch, il a légué sa
collection compléte ainsi gue 'hétel guil avait fait
construire a la calle Serrano de Madrid entre 1803
et 1809, Villa Florido, aujourd'hui sidge du museée
et la tondation qui portent son nom. La collection
de médailles compte prés de 300 pigéces, parmi
lzsquelles bien d'exemplaires exceptionnels®,
Mais elle n'est pas une fin en soi-méme nia un but
didactique. Elle témoigne bien cependant de la
sensibilité de Lazaro et de son appréciation de la
meadaille d'art et la médaille contemporaing,
L'acquisition de la médaille de mariage de Roty, &
I'occasion de son mariage avec Paula Florido en
1903, serait un bon indice &n ce S&ns; Mais surtout,
il faut mentionner le fait le fait davaoir fait réaliser,
probablement par la méme occasion, son porlrail
en médaille, avec son épouse, par Jules-Clament
Chaplain. Mais, contrairement a Bosch, Lazaro ne
semble pas avoir exercé des actions particuliéres
de mécénat.

Le mécénat des éditeurs

Cet apercu du méceénat sur base de la colleation
de meadailles ne serait pas complet sans une
appréciation conjointe avec le mécénat provenant
d'autres secteurs, notamment les éditeurs qui, en
celte épogue, et surtout & Barcelone, ont &té un
facteur essantiel de la réalisation de médailles. Le
réle joué en ce sens a été &voqué dans un travail
précédent, ainsi que la réalisation en 1859 de la
médaille an hommage & Castelar par Masriera,
manifestation peul-étre exceptionnalle du rapporn
gntre les diftérents facteurs? . Barcelone était, en
cette épogue, une ville industrielle ol 'edition privée




de médailles progressait depuis 1880, surtout sur
une bhase des graveurs provenant de la Casadela
Moneda locale aprés sa fermeture et des anciens
orfévras industrialisées qui, a travers plusieurs
générations, sont devenus des grandes familles
d'editeurs dont les différents membres exercaient
les différentes laches, financiéres ou artistiques,
propras das entreprises.

Masriera esl sans doute 'exemple le plus
ramargquable en ce sens. Etabli & Barcelone en
1840, il a rapidement progressé. Trente ans plus
tard, des membres de la famille sont éléves & I'Ecole
des Beaux-Arts en peinture ou orfévraria, et, vers
le tournant du siécle, des Masriera deviennent des
figures clé de 'argenterie et la bijouterie da |'Art
MNouveau catalan® . Celte activité leur a permis de
rejoindre le mondae de l'art et d'une certaine
intellectualité bourgesise barcelonaise, et
d'atteindre un réle de mécénat qui offrail aux
artistes un mayen &t un cadre pour orienter leur
axpression, Ce réle aurail bien été affirmé surtout
par Frederic Masriera®. Jusgu'au point que, en
1882, ils ont fait construire & Barcelona un nouvel
atelier, gui aurail la forme et I'aspect d'un temple
romain, réalisé par architecte Josep Vilaseca, dans
le bul d'étre, outre atelier, un centre de réunion des
artistes et de discussion des sujets concernant
I'art*

A Barcelone, en rapport avec des cercles comme
Els quatre gals oule Cau Ferral, 'atelier de Masriera
avail d'autres orientations idéologigues el aussi
esthétiguas, mieux apparentés 4 des associations
comme le Cercle de Sant Llug, dont certains des
participants y trouvaient un soutien en rapport avec
certaines tendances de I'Art Nouveay. Amau faisait
partie de ce groupe. Quant & la médaille, comme
dans d'autres branches, 'activité des Masriera offre
'exemple d'un épancuissement du monde
bourgeois et industriel barcelonais vers le monde
artistique, qui lui aurait fourni le moyen de connaitre
les inguidtudes de fagon directe et d'exercer un
mécénat particuliar, cette fois-ci ne provenant pas
de la collection. Cependant, par le biais de la tiche
éditrice, il aurait rejoint l'inguistude des inlellectuels
comme Pablo Bosch, probablement a travers la
figure d'Arnaw qui, déja en 1896, avait réalisé chez
Masrigra la medaille en hommage au juriste Manuel
Duran i Bas. Il faut rappeler en ce point que ces
deux médailles, Duran | Bas et Castelar,
représentent le tournant dans la lrajectoire d Arnau
qui aboutil a la médaille du plein modernisme a
Barcelona. La médaille dédicaloire de Masriera au
roi Alphonse X en 1902, date de sa visite &
Barcelone, ceuvre aussi d'Armau, veut aussi &tre la
reallirmation de ce role et I'exaltation du génie qui
reprasantait e batiment-temple™

L'atelier de Vallmitjana, plus modeste, offre
I'exemple d'una trajectoire homologue, bien
guinverse, Provenant a l'origine d'une famille de
sculpteurs qui, a la moitié du XIXéme siécle,

détenait I'enseignement de la sculpture & I'Ecole
des Beaux-Arts dans les tendances du réalisme,
guelgues uns de ses membres ont par la suite déniveé
vers l'industrie et ont fondé la société éditrice gui,
a son tour, a réalisé un bon nombre de madailles
artistiques du debut du XXéme siécle.

Ces exemples sont importants. D'autres éditeurs,
comme par exemple Feu & Madrid, n'auraient pas
exercé un réle équivalent. En ce sens, I'édition de
la médaille de Castelar constitue un élément de
rapport intéressant. Mais, tout comple fait, il reste
isolé. Il est difficile d'établir un vrai assemblage entre
Iactivité des collectionneurs et des éditeurs, qui,
en outre, il na faut pas 'oublier, réalizsent avant tout
des médailles de commande, parfois médailles
artistiques, mais rarement médailles qui puissent
vraiment promouvoir la collection de fagon pareille
aux tentatives des associations comme la Sociedad
Espanola de Excursiones. Celles-ci, précisement,
font toujours recours & la médaille fondue. Lintention
de Bosch, voire d'Arnau, en ce qui concarne la
méadaille de Castelar, serait donc une action
importante qui aurait pu étre un bon précédent,
mais ne samble pas avaoir eu uneg suite.

Une évaluation de 'activité des collectionneurs, de
son rapport avec le mécénat et des résultats en ce
qui concerne l'art de la médaille est, au moins,
complexe. Pour les collections muséographigques
aspagnoles, e bilan est sans doute excellent. Four
ce qui est de l'encouragement de la médaille, la
question s'avérs plus difficile. Une vision d'ensemble
laisserait reconnaitre, & partir de la Sociedad
Mumismatica Malritense, une succession de
tentatives, plus ou moins ephéméres, orientées vers
celte impulsion qui, du moins dans certains milieusx,
semhble &tre pergue comme nécessaire, el cela
peut-&tre en rapport aves I'atlitude académique et
'evolution en ces années. Mais, d'autre part, on
aurait aussi 'imprassion que, malgré tous les
efforts, el malgré qu'une base solide soit toujours
percevable comme un fil de continuité, les résultats

Jules Clément Chaplain. José Lazaro Galdiano
et Paula Florido. 1203 (Madrid, Museo Lazaro
Galdianc)
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sont toujours plus faibles que ceux attendus.

Les raisons peuvent étre aussi complexes el
subtiles. Il ne taut pas oublier énarme expansion,
A cette épogue, de la médaille commeémoralive de
tradition académique, laguelle, surtoul & partir du
renauveau de 1860, compte sur une base de
graveurs d'une gualité technigue formidable et sur
des moyens puissants, publics et privés. En outre,
catte médaille traditionnelle atait celle qui malgré
tout était pergue socialement comme méadaille.
Méme lorsque le graveur Maura, déja au débul du
X¥éme sigcle, pargait I'air du changement, il n'est
pas vraiment en mesure d'y parvenir. Le souci de la
Sociedad Espafola de Excursiones d'appeler
explicitemant ses éditions comme "medallas
artisticas® est donc révélateur an ce sens. Mais la
tche etait difficile.

L'effort de la Sociedad Espafiola de Excursionss a
&l& important, et bien intéressant du point de vue
de ce travail puisgu'elle a voulu stimuler la
réaligsation de meédailles d'arl moyennani
lencouragement de la collection. Elle aurait eu le
bon sens de réunir das figures & "allure trés
différente convergeant sur l'intérét pour la medaille,
ce qui aurail facilité l'initiative de I'édition. Une
initiative qui, sur ces bases, et en comptant sur le
recours & des jeunes sculpteurs formas, en théorie,
dans les tendances actuelles des écoles de beaux-
arts, avait toutes les chances de réussir.
Cependant, lenthousiasme n'a duré que deux ans,
suivi d'abord par une relaxation du rythme t, patit
& petit, sa disparition.

A ce sujet, la série a été criliquée depuis les pages,
précisément, de Coleccionismo. L'argurnent allégué
était que, pour parvenir 4 lancer la medaille, il fallait
laisser épanouir les tendances arlisligues
contemporaines au lieu de présenter une simple
galerie de portraits illustres de I'histoire®. Ces
criliques avaient probablement raison. Mais, d'autre
part, la pensée profonde de la Sociedad pouvait
difficilement envisager une autre ligne. On a souligne
4 ce propos la possible influence artistique de
Marinas et son attitude farouchament contraire aux
tendances de I'Art Nouveau. |l faut reconnailre en

Eusebi Arnau.
L'éditeur Masriera
au roi Alphonse X1
18902 (Barcelone,
Masriera)

revanche |'aspect positif du recours aux sculpteurs,
y compris Marinas, qui ont probablement au
l'occasion de rencontrer la médaille, de développer
la golt pour &lle et d'en réaliser. Sur le plan des
résullats, si quelgues uns de ces sculpteurs,
comme Alsina cu Vancells, auraient par la suite
abandonnég la médaille, d'autres, comme Parera,
ont développé ultérieuremant une aclivité trés
féconde de réalisation de médallles jusqu’aux
années 30. Mais, malgré tout, 'absence de cerlains
sculpteurs médaillaurs dans tout |e contexta
analysé ne manque pas de surprendra. Le cas le
plus saillant serait celui de Mariano Benlliure, l'una
des figures les plus remarqguables, si non la plus
remargquable, du renouveau de la médaille & Madrid
de la part des sculpteurs. || y aurait peut-gtre la un
facteur de décalage chronologique -a I'époque ol
Benlliure ou autres sculpteurs auraient pu influencer
la médaille, la série était daja en déclin-. Mais, quoi
gu'il en soit, et bien gu'a partir d'ici les observations
soient des conjectures, I'on peut envisager des
différentes positions et tendances dans le monde
des sculpteurs, qui pouvaient se traduire en
lacceptation ou non de certains faits ou principes,

Cela méne & d'autres réflexions. En effet, si pour
la plupart, en Europe, les médailleurs sont
exclusivement ou préférablement medailleurs, quelle
gue soit leur formation d'origine, en Espagne les
sculpteurs protagonistes de la rénovation de la
médaille sont avant tout des sculpteurs, el leur
altachement & la médaille n'est gue partielle ou
secondaire. Seul Arnau, a4 Barcelone, peul &lre
considéré pleinement comme méadaillaur en sens
stricte, el méme lui a réalisé de nombreuses
sculptures monumentales ou décoratives. On
pourrait de ce fail envisager que les mémes “agents”
de lNimpulsion de la medaille aient congidéré calle-
ci en deuxiéme posilion par rappoert a la sculpture
monumentala.

C'est par celle raison gue la collection redouble sa
valeur commae slimulatrice de la médaille. Si la série
de la Sociedad Espanola de Excursiones a eu ses
défauls -et ses verlus-, les collections individuelles
assocides 4 son contexte ont pu parvenir & combler




‘sues lacunes et impulser la diffusion, élément
=ritiel, surtout par des figures comme Herrera
surtout Bosch, Qulre Benlliure, les noms de
== oteurs comme Blay, Gargallo, Coullaut Valera
zutras, auteurs de belles madailles, ne sont
z2nts, dans ce contexle, gue dans les travaux
_ 'z collection de Bosch, qui a toujours assayé
= iajre ponnaitre ces réalisations de l'art de son
M.
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= ja5 facteurs pour el conlre, 'évaluation semble
- rejoindre un point neutra 4 la fin, mais dont
zifsis ne sonl pas negatifs, tout au contraire.
fzit, 8'lls ne sont pas ceux gu'on pourrait
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B ), Gimene, “Influences: perapectives & horizons de |a
miéciallle espagnole au debul du Xxéme siécle”, Médailos
1999, p, 120-131.

M P Valez, Jowes Masriera: 200 anys d'histora, Barcelona
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£ Fraderc Masriera | Manavans®, Bulileti dels Museus dAn
ds Barcalona 3, 1833, p. 8384,

3 L, Perma, “El faller Masniera, un lemple per a i religio de
fan, Barcalona 23, 1982, p. 145-148

# ) Gimene, “Eusebéo Arnau y 13 madalis en Barcelona an 1a
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Lections

NEW CONTEMPORARY ATTITUDES OF MEDAL
PRODUCTION IN PORTUGAL

Maria Jodo Ferreira, Portugal
Patricia Bile, Portugal

The Portuguese medallic sculpture starts (o
affirm itself in the XIX century, observing assthetic
influences from artistic tendencies of the French
and the lalian medals, according to the coins of
the same period |, with a trend to the necclassic
and romanlic art. The meadals were
commemaorative and specially ordered, almaost
always made of quality bronze, copper and silver
{patina} with restricted editions and limited
distribution.

These medals showed the profile of personalities,
inauguration of constructions, commemaration of
special avents, all about the life and history of
Fortugal.

In the first decade of 1900 appearad the madals of
sculptor Jodo da Silva. They were strucked in Paris,
where he worked and studied during 18 years.

He made medals with a great peise of composition,
and with perfect and delicate details, which made
him the pioneer of modern Portuguese medallic
sculpture,

Joao da Silva,
commemarative meadal made
for the 100 years annivarsary
of the Academia Nacional de
Balas Artes in 1938, struck in
bronza with a diameter of 80
mm.

Martins Correla, Juventude,
Quem canta seus males
espanta, 1985. Struck in
bronze and painted.
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It is possible to observe the choice of allegoric
motives in the art, defining the appearance of a tirst
and a second plan, and with a quality and delicacy
of details as a result of rigorous plasters and coing.
Until the end of the fifties the Portuguese Slate
developed a policy on commission of medals and
support to the sculptors individual creation.

Exhibitions were held (Exposigdo do Mundo
Portugueés) with commission of commemorative
medals from the Mew State. In 1851 the engraver
Morte de Almeida developad the process of making
strucked medals, while he was the master engraver
of the Portuguese mint, developing the medals
through knowledge obtainad fram the french mint
in Paris.

Talking about factors of modernity from the same

pariod, we can mantion the sculptor Martins Correia
{1910). This sculptor made unexpected cuts in the
figures, obtaining the balance of volumes and ways
of composition with innovation of colours, painting
over the bronze, warking the surface, asifitwas a




peinting.
The turning point in the sixties

iz in the sixties that we gee the rupture with the
rzditional ways of realizing the medallic
sculplure.

Analogously the artists did not ignore the
~tlugnces from the earlier generations and
zizried to produce medals indicating a
~stitutional rupture threugh new formal and
tzcnological designs.

n this connection we can paoint out the sculpter
{zsa Aurélio (1938), who marked the turning point
! the Porluguese contemporaansous medal
sraugh his medal made for the inauguration of
2 main building of the Gulbankian Museum and
e commemaoration ¢l the hundredth anniversary
=f "Calouste Gulbenkian”.

15 important to point oul another craator, the
sculptor Helder Batista (1932}, former leacher of
madallic sculpture — “Faculdade de Belas Artes”
=i Lisbon. He was Lhe crealor who won most

Joee Aurélio,
—ammemarative medal
mzde for inauguration of the
—ain building ol the
zulbankian Musaum in

1084, Melted medal with
rreqular shape: It is a medal
with formal ambiguity and
=aztile structura. The
=scription carriad out with a
sunch and with great
sriginalily,

~0a0 Duarte,
sommemaorative medal
far the Nacional
Commemarations of
the Policia de
Saguranga Publica,
oronze, 1997,

international prizes of medals.

He made a research within the area of medallic
sculpture, innovating formal richness and
agsthetic proposals. Formally the area of the
medallic sculpture is created from the art of
concavo-convex. His designs have little
ramarkable graphic expression, taking the
observer on a trip, becoming protagonist betwaen
the obyverse and the reverse,

With the Revolution of 26" of April 1874, the
emigsion of struck medals increased
gxtraordinary, losing some artistic guality, due to
the enormous production to mark the activities of
political adherents, On the other hand the medals
appeaared free from all conditionalism. The medals
stand for autonomous works of art, besides the
limitated commission or the commemeoration of
tha imposed theme,

Two special magazines came out on the
market an that time, The magazine

"A madalha” founded in 1972 and the magazine
"Moeda” founded in 1873, |t was also at that time
that 8 Fortuguess medallists for the first fime
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prasented their work at the FIDEM Congress in
1871 (in the city Coldnia in Germany}. This evenl
was the beginning to a continuous participation of
Portuguess artists at the FIDEM congresses.

The Portuguese mint — the official arganization
editing medals, followed the renewing
understanding for the Portuguese medal, both
through public concurses and through direct
commission of madals.

Parallelly, the “Faculdade de Belas Artes da
Universidade de Lisbaa” with its programme of
the medallic sculpture, developed with its new
generation, an investigation wark and the
divulgation of medallic sculpture. The group
constituted of five artists {Helder Batista, Joao
Duarte, José Simdn, Paula Lourenga and Vitar
Sanlos) and was named “Grupo Anverso -
Reverso Medalha Conlemporanea”. This group
created space of dialogue tor the Portuguasa
medal, through creation of both national and
international exhibitions, executed sevearal
workshops, always trying to find new ways of
understanding the shape, structure and material
of the medal. Without denying the influenscas from
the earlier generalions, they started to produce
medals pointing to an institutional rupture,
through new designs, and In a certain way
ignaring the immaobility in tecnological terms and

Jodo Duarte, After the
rain, bronze and
acrylic, 1988,

Maria Jodo
Ferreira, Seqreds |,
acrylle, brass
plate, 1999,

the garlier used materials,

We consider that the members of the group
"Grupo Anverso — Reverso Medalha
Conmemporanea” transformed the modern
Portuguese medal and would like to show you
some examples.

In 1987, the present teacher of medallic sculpture
althe " Faculdade de Belas Artes da
Universidade de Lisbog", the sculptor Jodo
Duarte, lounded the project * Projecta Voite Face
- Medalha Contemporanea” together with his
students, teaching the technical and practical
studies Irom principal goals, implicating the
problems of the study of medals and
numismatics when drawn up in ling with design
and space in three dimension, developing ways of
research from the already mantioned traditional
techniques lo the experimental field, and in this
way crealing a leeling of possible application in
the saciety, Integrating ones individual educative
and cultural part. Another goal is to promota the
guality and presentation of the medallic
sculpture, like a piace of art, allowing ths
realization of interchange batwasn several
Universities, namaly with the University of the
Arts, Philadelphia, through the "Medialia ... Rack
and Hamper Gallery”, in Naw York, with Director
the sculptor Mre. Mashiko Makashima.




N2 would herby like to present examples of
=xoerimental medals from the project * Projecto
voite Face -~ Medalha Contemporanea”.

Tre vision of each individual artist, resulted in a

reat variety of realizations coancarming

cression, and a progressive change inthe

—edals shape and traditional function, Tha
zzzibilities of expression increase, and the

orid of significance becomes richer with the
cosarance of new perspectives. New materials
r2 used, olher conclusions are made concerning
= medal, and new production methods are

Some students put more inlerest in the grafic
possibilities, others add mobility, mechanism,
sounds, spaces of three dimension, and others
create based on objects, or they imitate the
traditional extent of the madallic sculpture.

Like this it is nowadays difficult to delimitate the
boundary of the Porluguese medal.

September 2000

Projecto Volte Face - Medalha Contemporénea
Faculdade de Balas Artes Universidade de Lisboa
Lisbon - Portugal

Maria Joao Ferraira,
Segredo 11, acrylic,
brass plate, 1999,
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Lections

THE MEDALS IN THE ROYAL COLLECTION OF COINS
AND MEDALS (COPENHAGEN) - A PERSONAL VIEW

Jergen Steen Jensen, Denmark

The collection in Copenhagen is one of the ald
European collections, it is not especially hard lo
find specimens in the trays which may be
identified with medals menticned in the oldest
inventary of the Kunstkammer from 1674. Since
then it has grown in size and importance, but |
should like to underling that today the collection
first and foremost is of national importance.
Whatever research was made, was normally
made fram a national point of view. This is true
both as regards my illustricus predecessor Georg
Galster,” and this is also true for the research
which was made by my late colleague Mrs,
Kirsten Bendixen. It is also true as tar as
regards my own research from later years, when |
started to cccupy myself maore seriously with this
part of cur collection. The only difference is,
perhaps, that | have tried to underling the
international connactions of the medallists,
underlining their travels, thair inspirations, both
people coming from abroad to Denmark, and
peaple leaving Denmark to work at other placas.
My own research has mostly been connected
with the revised edilion of the lexicon of Danish
artisls, Weilbach, the fourth edition of which is
now completed, the ninth and final volume being
published in the autumn of the year 2000, *
Thanks to our Society of Friends the Copenhagen
Collection was able to make some notable
acquisilions in later years, mostly at German
auctions, as we realize that we still are lacking
important pieces of national interest, even if they
may be outside the national series.

Im general, | should say, we have a nice and quite
good collection, which we try o make complete
as o Denmark, Norway (up to 1814) and the
Duchiss of Slesvig-Holstein {up to 1864}, The
holdings of the collection should be described as
important as far as regards North Weslern
Europe, Germany and France, and lam
sometimes surprized at the comparative richness
of our Papal madals as well as Russia and the
United States of the 18" and early 18" century.

Fart of the medal collection is still preserved in
the original wooden cabinets of the late 18"
century, made by the architect and sculpturer
Johannes Wiedewelt.? Our knowledge of the
aldest holdings are founded at the inventories,
e.g. of the Royal Gold Collection from 1621 as
well as on the printed catalogue, the Musaum
Regium from 1696. The Museum Regium is

actually an inventory of the Royal callection,
maostly the numismatic parts of it, but it was
supplemented from a few important private
collections. This was still more Lhe case, when
2nd and enlarged edition was published in 1711,
| should like to underlineg that impartant
showpieces as the unigue enamelled medal given
as a token of recognition to one of the King 's
generals in the war against Sweden 1568 and
probably made by Elisaeus Liberts from Antwerp
was only acguired in the middle of the 18
century (1739}, when the King bought an
important private collection.. The medal in
question was recently discussed both by Or. Luc
Smolderen and by myself.?

Many of the Danish medallist of the 17th century
were of foreign origin, e.g. from Germany. Among
the more famous ones, | should like to mention
Jeremias Herclus, who contributed a lot to the
medal art in Denmark in the 1660 s and

1670 °es, he died 1689, Another artist of greal
international renown was Anton Maybusch, wha
probably was of German arigin and who made
important contributions both in Sweden and
France, but who finished his career and life in
Denmark (in 1702).

Amang the medalists of the 18" century, | should
like to mention two of the minor ones. Mikkel Reg
slarted his career in Denmark, but wanted greater
horizons and went to Paris. But he had the
misfartune that Louis XIV, who had asked him 1o
come, died while on his way (1715). Reg had the
cpportunity to show his abilities in Paris, even
making en face medals, but in the end he was
maostly employed by the Paris mint for reparing -
or recutting - old dies, Another Dane, Anton
Schultz also tried to find his luck abroad, he
went to Eastern Europe, to Russia)., whera he
made a medal of the young tsar Piotr I,
commemerating his coronation 1728, He even got
amost handsome yearly salary from the imperial
court. The rumous went, of course, and the next
person trying his luck, first in Paris , then in
Copenhagen and finally in Peterburg, Russia, was
Patar Christian Winslow,whao, however, had litlle
succes and died in misery. *

The 20% century had perhaps not 50 many
Danish artists in medallic art, but first and
faremaost | should like to mention Harald Salomon
{1900-1990), who was the object of an exposé by




Else Rasmussen some years ago - a monograph
by my colleague is expected shortly . ® Salomon
was in many ways in incorporation of the happy
part of the century, but his family background
forced him to flee Nazi cccupied Denmark in an
autumn night in a small boat, crossing the Sund
from Denmark to Sweden. In memory of this he
made a cast medal in hommage of the Israal
statesman David Ben Gurion

.One of the cldest medals at all is the Heraclius
meadal from early 15" century - this specimen is
found in Holstein in the early 19" century and
entered the collections as some sort of Danafs,”
just as the medal depicting el gran Gapitan,
Gonzalo de Cordova, which twice was found at
Greenland, and probably was taken to Greenland
by Dutch sailor/merchants, being enchanted by
the name ‘the great captain’, not knowing that it
meant something else in Spanish than in Dutch.?

Finally | should like to talk of some little-known
highlights of the collection. King Christian VI,
the last absolutist king of Denmark {who died in
1848). was a greal admiror and collector of
classical Greek ceramics and coins, but also a
great collector of revolutionary medals (both
French and Belgian revolution). His first French
medals ware a personal gift from Napoleon, as

was discoverad not so many years ago. When
Lowig Philippe in 1846 had the statesmand
Decasez bring Christian VI a collection, he
slarted with Napoleonic medals (Jena, Friedland),
but mastly concentrated on his own medals.
Parhaps not exactly flattering, and certainly not
charming, but at a very high technical level. The
exacution and the masterhand are at the highest
possible level, We racently had an exhibition ot a
selection of these medals. They probably never
were exhibited lo such a degree previously, as
the King died one and a half vear after he
received the donation. When the collection was
taken over by the state, times had changed,
Louig Philippe was living as a refugee in England,
and , as far as | know, it is anly now this strange
collection has been brough to light. The
strangesl medal of all of them is the railway
medal, on accasion of the introductionof a
railway law 1842, The King got it immediataly
afterwards, and was duly impressed by it. as he
mentioned in his diary.®

.This ig, indeed, a rather personal view about
medals and medallists, which | have come across
in recent years, and which in some way ara
connected with the Copenhagen collection. It is
far, very farindeed, from being a paper which even
pretends to be exhaustive.

The wooden
cabinets of the
Royal Collection of
Coins and Medals,
designed by

Johannes
Wiedarwall in 1781,
Conlemporary

angraving.
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1 Georg Galster, Danske og Morske Medailler og
Jelons ¢.1533-c.1788, Copenhagen 1836,

2 Weilbach, Dansk Kunstnarleksikan, 4.ed., vol.i-
9, edited by Sys Hartmann and others, c. 4,600 pp.,
Copenhagen 19%4-2000.

3 The aldest story of the Cabinet was deall with by
the present writer in a paper ‘Del kgl. Ment- og
Medaillecabinet fra 1652 til 18327, in: 0. Morkholm
{ed.), Den kongelige Mant- og Medaillesamling
1781-1981, Copenhagen pp. 3-122.

4 Luc Smolderen, Orfévres et médailleurs
anversois au service des rois de Danemark:
Eliseus Libaerts, Hans Raadt &t Abraham van MNuys,
Revue des Archéclogues et Histeriens d'an de
Louvain, vol.32 (Teny Hackens in mermariam},
Louvain-la-Meuva 1998 pp. 113-123; J. Steen
Jensen, Eliseus Libaarts - medailleur hos Frederik
Il af Danmark-Morge og skaber af "Daniel Ranlzaus
kontrale”, Mordisk Numismatisk Arsskrift 1992-
19493 (1997), pp.88-97.

5 Mikkel Reg was the object of a papar, presented

at the |V Congresso Nacional de Numismatiza,
Lisboa, Actas, Lishoa 1998, pp. 441-444, while
Anton Schultz and P.C. Winzlaw were discussed at
the 7.Rossijskaya Mumizmaticeskaja Konlerantsija,
St Peterburg 1987,

& Else Basmussan, Harald Salomon - en dansk
medaljer og billadhugger, Mationalmuseet,
Copenhagen 2001 (in press).

7 Miels Breitenstein, En Heraclius-Medaille fundet i
Helsten 1818, Nerdisk Numismatisk Arsskrift 1948,
pp.85-100.

8 A Spanish version of my first publication was
published in Gaceta Mumismalica 1938, Barcelona
1975, pp.58.64.

9 The numismatic interast of the King in
revalutionary coing and medals was dealt with in a
paper, King Christian VIII. as a numismatist. His
collections of coins and medals, Christian VIl &
The National Museum. Antiguities. Coins Medals,
ad. by Bodil Bundgaard Rasmussen and others,
Cepanhagen 2000, pp. 56-73.



Lections

JETTONS OF IMPERIAL RUSSIA AS THE WORKS OF
MEDALIC ART AND JEWELLERY

Dr.Lidia Dobrovolskaya, Russia

Jetions having been struck in Russia
for the first time in 1724 to the latter half of the
19" — the beginning of the 20th cent. occupied
an eminent place in the system of signs of
Imperial Russia.

There are more than 1000 of such
objects in the collection of badges and medals
of the State Hermitage Museum,

Itis necessary to note that in the
Sussian language the word “Jetton” applies to
various materials in different categaries. In
European languagses we use special terms for
such categories: medal, counter, token and so
on.

Until recently these miniature
memarials were not given sufficient scientific

mpartance. The explanation can be found in
the shape, manner of production and wearing
of these objects. Accordingly, they may also
oe approached as works of medallic art and
jewellery and that's why they were studied by
researchers of different fields of science.

Because of the short time of their
sxistence, jettons of Imperial Russia didn't
oecome the objects of interest to collectors
and researchers.

However, some famous researchers
and collectors understood the importance of
ine value of these sometimes not very artistic
objects as the elements typical of their epoch.

n connection with that it is necessary to
mention the jetlon collections of Count lvan

A Griliches/M.Gabe the prize jetton of St.Petersburg
Yacht Club

Tolstoi and Alexai lljin, now in the Hermitage
Museum.

Aftar the Revolution of 1817 the main
part of these memaorials together with badges
practically couldn’t be studied because of the
monarchic symbols used in their
compositions. But at the end of the "50's — at
the beginning of the '80's they entered the field
of interest of falerists - researches of badges
and decorations, and from that time their
gradual study has begun, It was stimulaled by
the exhibition of Russian and foreign
decarations, organized in State Hermitage
Museum in 1958 by the group of keepers under
the guidance of Dr.8passky. From that time
Mumismatic Department of Hermitage became
one of the main centres for the research of
these objects.

The detailed research of the process of
tha appearance and formation of the Jettons
institute in the Russian Empire, conducted by
the author of this text in her doctoral work,
gave an opportunity to arrive at a conclusion
that Russian jeltons are situated at the
maating of three branches of science Faleristic
fscience, studying badges and decorations/,
Medal art and NMumismatic.’

As it was mentioned earlier the
commemaorative jettons were struck in Russia for
the first time in 1724 when they were used during
the coronation ceremaony of Catherine 1.7 From
that time anwards coronation jettons existed in
our country till the last reign,

In the 18" century some artistic jettons
{in farm of small medals) wers struck together
with large medals on different cccasions and
usually they had the same authors as the large
ones.

In the 1870's the place, role and
significance of the main part of jettons changed
radically, The explanation of that can be found in
the political and economical changes evoked by
the abolition of serfdom and the reforms that
followed, Democratization of social life entailed
the increase of numbers of organizations of
differant types. Undoubledly, their members
wanted to have their own signs, which identified
their belonging to the group of adherents. The
graduates from different schools and institutes,
colleagues in the Army, Navy and civil
establishments had the same idea of
corporation. Jeltons became one of the types of
such a sign. Soon they occupied an eminent
place in all fields of life — professional, social and




MGriliches. Jettons with poriraits of printing pioneers
|.Fedaroroy and Guttenberg,

personal.

Fram that time onwards practically all
fields of lite of the whole of society reflactad in
jettons just like in the mirror and for individual
persons (it mainly touches jellons carrying the
names of their owners). These miniature
memaorials give the reseachar an opportunity to
undarstand and to study the different moments of
Russian history, and help to feel the spirit of the
epoch.

In our country great attention was paid to
the establishment of jetlons. Sometimes it took
place on high govermental level and because of
that some jettons together with decorations were
included in the Russian Codex of Law.? Gradually
these types of jettons created their own group
which was siluated on the next lavel after
badges.

Al times the shape of some jettons were
more complicated and they became the product
of jewellers. In their works masters used
precious metals and sometimes stones in
cambination with coloured enamals. These
objects as a rule carried the names of their
owners and a menlion of the events they were
devoted lo. The issues of such jettons wera very
small (sometimes only a few abjects).

The existence of such highly artistic and

somelimes very expensive jettons were typical of
Russia. The explanation of that can be found in
the mentality of the Russian people, their love of
differegnt distinguishing features. Besides, there
were a lot of natural materials: gold, silver,
stones, which were relatively inexpensive. The
existence of a great number of warkshops
manufacturing gold and silver crafts was also one
of the reasons of wide distribution of such objects
in Russia. These workshops together with large
firms formed the industrial basis for the
production of the whole stream of jewellery
jettons,

Amang the mast famaous firms,
manufacturing such production were Faberge,
Eduard, Kertman, Gan and others.

A considerable part of Russian jettons
are of great interest as works of medallic art and
jewellery. Some of them, espacially in the shapes
of medals, were struck at the Mint and in private
factories. The issues of such jettons were large
enough because they were made with the help of
machine. In the well-known publication by
Smirnov more than 40 such items struck at the
Mint are mentioned.?

A lot of tamous medalists, sculptors and artists
took part in the creation of these jettons.

At the end of the 19" and the beginning of
the 20™ century the mast prolific medalists of
St.Petersburg Mint were the Grilliches — Avenirs,
father and son [1822-1305/ and Avraam /1849-
1912/, Alang with medals their works included
some jettons. Among them were the Coronation
jetton of Alexander Il and Maria Feodorovna and
the obverse of the prize jetton of S1.Petersburg
Yacht Club made by Griliches father.? Some
items, also struck at the Mint, were made by
Griliches Son including two jettons with the same
compositions of portraits of Pater the Great and
Micolas the Il commemaorating the 200th
anniversary of two Russian Infantry regiments -
64" Kazan and 81* Apsheron, jetlons of
St.Petersburg Skating and Falconars Societies
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Above lefl: 1,Ginsburg. Jetton with portrait of Lev
Tolstoi.

Above right: Commemarative jetton on the 200 th
annivgrsary of Pollavskaya, 1808,

S1.K. V. Ostrovsky. Jetton on the 100th anniversary of
Pushkin birth.



Jetton of  St-PelersburgGrammer school of Mai,

and some others.® Some of Griliches's jettons
were manufactured by private workshops, and
among them there is one of the most elegant of
creations of this medalist - the jetton of X
nternational Navigation Congress. Its obverse
depicted the beautiful comer of St.Petersburg,
situated near the monument of Pelar the Great.’
In the Hermilage collection there are also some
1ams by this medalist which are not mentioned
n the book by Zvi Griliches and E.S.Shchuking,
Jevoted to father and son Griliches. They are
jgttons with the partrait of Russian fabulist
Hrilav, printing pioneers |.Fedororov and
Guttenberg, and jetton struck to commemorate
the death of P.Chaikovsky.

Amang the highly professional engravers
who also warked for the Mint was M. Gabe /1842-
1208/. He is the author of reverse of the earlier
mantionad jetton of SPb Yacht Club and the
whole saries of jettons, devoted to different
anniversaries of service of graduates of College of
Mines, ordered by their collegues.

At the beginning of the 20" century some
sculptors began to take part in the creation of
medals and jettcns. Among them was llia
Sinsburg - the auther of the commemaoralive
jzttons devoled to the lamous Russian llia
Ginsburg and Viadimir Stasov, the critic.

Along with such well-known maslers it is
necessary lo mention some other not so famous
names. Sometimes their works are not very
artistic, but they are interasting, because of the
signs of their authors. For example, it is a group
of jettons made by the Polish medalist Stanislav
Hazimir Vazlav Ostrovsky (1879-1947). All of
them marked the 100" anniversary of Pushin's
birth.

Az it was said earlier, a lot of jettons
were manufactured by the jewellery firms. Their
sketches were made by customers or by the
firm’s artists. Sometimes members of the royal

family took part in their creation. As it follows
fram the Archives materials the Russian Empress
Alexandra Feodorvna personally participated in
the wark on the jetlon For the Service of the
Imperial train. This object was manufactured in
the workshop that belonged to Tileman. This
warkshop worked by the order of the Faberge
firm on badges and jettons.” Pne more object
produced by the Faberge firm is the Jetton of
Blue eross of National Society of Aid to firamen.
This jetton came from the Royal Collection itseli.
Also by the Faberge firm were manufacturers: the
jetton commemaorating the 25-year palronage of
the Empress Maria Feodorovna of Horseguard
Regiment, Jetton of the Tsarevich and Grand
Duke Alexei Nikolaevich International Exhibition
of the latest inventions, 18908, the jaetton of the
guardianship of the help for workers, patronized
by the Empress Alexandra Fedorovna, and jetton
of the 50" anniversary of the Naobel Mechanical
works ?

Alat of jewellery firms produced jettons
tar ditferent societies, civil, military, education
and other establishments. Sometimes we know
the names of their producers, sometimes we have
anly the stamps of their masters, but sometimes
they are still unknown. Among them are: Jettons
of Bucharskaya and Kolchyginskaya railways,
presantad to Nicolas the |l. The first repeats by
its design the Order of Bochara, the latter has the
shape of a piece of coal, because the railway
Was situated in the coal-mining area in Siberia.

A lot of jettons were manufactored for
graduates of different educational establishmant.
Among them are the graduation jétons of Tha
Imperial Russian Universities, of the Imperial
Alexander's Lyzeum in Tsarskoe Selo and a great
number of jettons of grammar and trade
schools."

Sometimes one person was the owner of
several jettons. Forinstance we can mention a
group of such cbjects, received by architect

Felix Rasymny. Prize jatton of skaling
competition
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Cezar Kavos. Two of them marked his
participation in the construction of St.Petersburg,
tha item with the platinum skate is one of the
earliest sporting jettons and the last ane with the
horse head is the jetton of S1.Petersburg Horse-
tramway.

Besides such highly artislic jetons, a great
number of public jettons were manufactured,
commemorating the most important events in the
life of our country. Sometimas they were struck
instead of official medals. Among them are the
jettons commemarating the 200" anniversary of
St.Petersburg, the 200 anniversary of
Poltavskaya battle and the 300" anniversary of
the reign of the House of the Romanovs.

Along with tha jsttons of our own
Russian production our country made use of
jettons manufactured by several foreign firms,
sometimes very famous such as Huguenin
Freres, A.Duseaux, Johnzon, Tittany and so on,
Usually there was empty room for these objects

latar including the taxt that was needed. Inthe
Hermitage collection some sporting jettons of
foreign production are represented, Three
representing football and race competitions were
struck by the well-known Swiss firm Huguenin
Freres, the latter of the skating competition were
manufacturad by the French firm Desaux by the
project ol Felix Rasymny famous French medalist
Russian by birth.!"

In conclusion, it is necessary to say
that after the revolution of 1917 several jettons
continued with their existence for some time.
They mainly concerned educational and sporting
types. Later their place was occupied by badges.
The traditian of production of jewellery jeftons
was practically destroyed in the Soviet years but
it beqins to revive just now. Unfartunately, some
professional skills were lost. That's why madern
masters leel a need for studying the best
creations of their predecessors kept in the
museum collections.,

Jettons of Bucharskaya and Kolchyginskaya

1 Dorovolskaya L. Otechestvennie petoni kak iplenie russkel
istorii konza XIX- natala XX v Avtoreferat digsertazii.
SPb,, 1097/Russian jettons as phenomengn of Aussian
History of the end of XIX — the baginning of xx cant.
Abstract of Docteral dissertations; Mnogolikii jeton £/Fakti |
versii. Vip 1. 5Pb,2000 P.59-66 /Many-sides jetton /Facls
and versions

¢ Berhgolz F. Onevnik kamer-junkera Barholza, vedenmmim v
Roesii v zarstvovanle Petra Velikogo s 1721 po 1725 g. M.,
1860, ©.238 / Berhgolz F. The Diary of gentleman of the
bedchamber Berhgolz, leaging him in Rissia during the reign
of Peter the Great from 1721 4l 1725, M., 1860. P.238.

Y PSZ. Sobr3-e . O 1%, SPb., 1889, '6502; 0.50 5PL.,
1902, * 18506. /Full Code of Law, Ed.3. VX, NES02, V. X
¥, M 1850&

1 Bmirmoy V. Dpisanie russkich medalei SEb,, 1908, /The
Dascription of Aussian Medals SPb., 1908/

5 Smimov V. NET4, 954; Zvi Griliches and E.S.Shchukina
The Griliches Engravers, Falher and Son (Russian
Mumismatic Seciely, 1999. P. 38, 38,

¢ Smimov W/ M 1220, 1204, 1367, 1368, 206 Zvi Griliches
and E.5. Shchukina, 1399, P.46, 48, 43.

7 Zvi Griliches and E.S.Shchukina, 1939 P49,

“ Dobrovolskaya L. Neizvastnes kleimo mastera firmi Faber-
ge A Tezisi saminara Uvelirmos iskusstvo | materialnaya kultura
SPb., 1995 P.13 /The unknown mark of the craftman of the
firm of Faberga /Abstracts of the Seminar Jewwelary Ar
and Materigl Culture’; Monogrammi | kleima masterskih S-

railways, presented to Nicolas the 1l

Patarzburga //Miniatura 1994 M 23 / Monagrame and marks
of workshops of St-Petersburg!

* Dobrovelskaya M. Znaki, jetoni | petati firmi Faberge v
sobranii Cidela Mumismatiki Gosudarsivennogo Ermitagal
Tezisi seminara Uvelimoe iskusstvo | materialnaya kullura
&Fb., 1996 F.14-16 /Badges, jettons and seals of Faberge
firms in the collection of the Mumlsmstic Deparlment of State
Hermitage fAbstracis of fhe Seminar Jewwslary Art and
Material Culture/;

" ljim A, Pamjatnii jetoni Impetatorskogo Alexsandrovskogo
Lizgja. SPb., 1811, [Commemaorative jettons of the Imperial
Alexanders Lyceumn: Dobrovolskaya L. Universily Graduation
Tokens, /fJournal of the Russian Numismatic Society.
Alexandria, 1996, '60, £.39-44; Znaki | jetoni 5-
Petersburgskogo Universitela (/Ocherki po istorii SpbGUY
$FD.. 2000. F.142-145 /Badges and Jettons of Si-Petersburg
University/ Studies in the history of SPb Universily:
Dobrovalskaya M., Dobrovolskaya L. Mi vse uchilis
ponemnogy... Mo gde? & Russki juvelic ' 2.3 (7-8), 1998
PA4-67 MNVe all studied a little at a time... but whara?
Russian Jeweller

' Forrer L, Biographical Dictionary of Medallists, L., 1812,
V.5 33-35; Deobrovolskaya L. Medalevidnie jetoni
proizvodelva inostrannin firm iz sobraniya ONGE i Shornik
0N, posvyacsennii B0-1a1iy V.M. Potina. SPb.. 1958 P.107-
111, Jettons in the shape of medals struck by the foreign
from thia Hermitage collection & Caoblection of the Numismatic
Department, develed 1o the 80th annlversary of V.Potin




HOERT DOCH WUNDER IM JAHRE MDCC

WUSTEN DIE LEUTHE NICHT WIE ALT SIE WAREN

Leections

CALENDAR AND NEW YEAR'S MEDALS FROM THE
LANDESMUNZKABINETT SACHSEN-ANHALT IN THE
STATE GALLERY MORITZBURG, HALLE

EvaWipplinger, Germany

The above-mentioned inscription {“Listen a
wonder, in the year MDCC people could not tell
now old they were”) (See pic. 1) can be read at a
New Year's medal, a satirical medal made of
bronze, now in the collection of the
Landesminzkabinell Sachsen-Anhall. About
1700 it had bacoma fashionable to sall or give
medals for present at the beginning of the year,
There are, of course, earlier examples. However,
25 the material preserved in the collection shows,
the start of the new century was given special
attention by manifold emissions of medals. In the
year 1799, forinstance, medals referred to the
gnd of the century, in 1801 to the start of the new
ong, and in 1800/1801 to the turn of the century.
The detailed, narrative, and in respect to
contemparary history particularly interesting
calendar and New Year's medals made of silver,
oronze, tin, aluminium, clay and other materials
constitute enly a part ameng others of the medal
zzahinet in the State Gallery Moritzburg, Halle.

Apart from the New Year's medals there are
czlender medals at which daily - like at printed
czlendars - the date could be read. The smart
medallist at the court of Gotha, Christian
Wermuth (1661-1739), already well-known during
nisg lifetime, created a “calendarium perpetuum” of
zilded bronze in 1684, He is also the author of
e above-mentioned satirical medal. To the
=iovable and perpatual calendar “instruclions”
were attached and sold with it. These additionally
zantained metereclogical rules, descriptions of
strange countries, of curiosilies etc. They were a
sought after, cheap means of information, often

Crrigtian Warmuth, listen a
wonder, 1700, 32 mm

the only kind of book existing in homes, apart
from the Bible. The collection comprises maore
calendar madals of divers type and made by
different medallists. Like other medallists in the
18th century, Christian Wermuth was in the
sarvice of a court. At the same tima howaver, -
and this is known of other medallists and stamp-
cutters too - he also worked as medallist and
publisher far his own. He preferred to sell his
products and those of other medallists and literati
at Leipzig fair. Moreover, he also offered his skills
to princes and rulers as well as to other
financially potent consumers, as a New Year's
medal issued in 1701 during the reign of Carl-
August of Anhalt-Zerbst (1652-1718) with the
charming representation of an arising bear
shows. (See pic. 2, )

The collection containg not anly many New
Year's medals created by Christian Wermuth but
also by other 18th-century medallists like
Christian Reich {1740-1814) or Daniel Friedrich
Loos (1736-1811) who worked in Berlin. From
1801, there are "Hamburger Portugaleser” by
Abraham Abramson (1754-1811) and by Christian
Joseph Kriger (1752-1840), Dresden, who
designed a fine medal commemorating the end of
the year 1800. Displaying allegories, aphorisms
and good wishes for the new year the medals
were readily selling small works of art much used
as presents and mirroring contemporary events
and prevailing taste.

The position of sevearal states redefined in the
course of the 19th century and the documentation
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pic 2: Christian
Warmuth, Carl Wilhelm,
1701, 52 mm

Pie 3; Rudolph
Mayer, Madal on the
world exhibition in
Pariz 1900, 78 mm

Left: Pic 4, W. Bayenbach mint,
Wiesbaden, Medal on the turn of
tha century, 1800, 38 mm, oby
Right: Ple 5, Rudoiph Meyer,
Happy new year 1931, 80 x 40 mm

Lefl: Pic G, Willried
Fitzenreiter, Have a good
time, 48 mm

Right: Pig 7. Wiltried
Fitzenreiter, Forward In
heart, 1972, 57 mm.




of important social and economical evants is
reflected by a medal commemerating the new
century. This is a silverplated bronze medal by
Rudalf Mayer (1846-1916) raferring to the new
century and the world's fair at Paris. An
enthroned female figure represents the French
republic. She is wellcoming Germania standing in
front ef her to the exhibition at thal time
fascinating the world. At the revers, a nude youth
putting out & torch looks at the rising sun. The
inscription reads: IN DIE NACHTE DER ZEITEN
TAUCHT EIN MUDES JAHRHUMDERT
MORGENFRISCH WIE DAS LICHT KUNDET EIN
WEUES SICH AN (While a tired century dives into
the darkness of ages a new one announces itself
brightly like the light).

The expanded range of materials as shown by the
medal of aluminium issued in 1900 by the
company Bayenbach, Wiesbaden, and cel-
abrating the new century is as remarkable as the
reproduction in large numbers of medals com-
memarating the turn of the century by companies
and mints. A good example is a silver medal for
the turn of the century 1900 produced by the mint
Lauer, Nirnberg, There are more New Year's
medals issued by Lauer, Oertel Berlin and other
mints in the collection,

From the twenties and thirties, apart from the
cast square New Year's medals from Lauch-
hammaer, some nice medals referring to the
important librarian and local historian Hanns
Freydank {1822-1971) should be mentionad,
These medals were issued by the metal waras
company Mayer, Stuttgart, and display at the
reverse the engraved inscription “DR. HANNS
FREYDAMK",

Every larger and comprehensive coin and medal
collection also contains Mew Year's and calendar
medals. The Landesminzkabinett Sachsen-
Anhalt, however, owns a group of New Year's
medals which makes it possible (as probably no
other collection can do) to obtain a general view
of Mew Year's medals designed in the German
Democratic Republic (1945-1990). These are
medals created during a pericd of undemocratic

54 mm.

Left: Pic 8, Wilfried
Fitzenreitar, Go an, 1973,

Right: Pic 8, Wilfried
Fitzenreiter, Bon Appetit,
1974, 57 mm.

government when so-called “niches” - including
Mew Yaear's madals as means of parsonal
expression and communication - gained special
importance for artists, collectors and non-
confarmists. From that period, there are charming
MNew Year's medals of high quality, of bronze and
clay. Theirimages and inscriptions illustrate how
dissenl was expressed by minar details even,
and that vitality and variety of dasign could not be
subjected to regulations. Wilfried Fitzenreiter
(barn 1932, living in Berlin), for instance,
designed the medal "WIEL SPASS 1970" (Have a
good time in 1970) cast in bronze that would not
need the legend to convey its message because
of the couple represented wildly dancing. It was
tha time when the "Lipsi”, a rather boring dance,
was officially promoted. The artist also gave a
one-sided cast bronze medal inscribed *“MUNTER
FURBASS" {Forward in heart) for the New Year
1972 to his friends.

Whereas his Mew Year's medal of 19732 - egually
of cast bronze and one sided - stimulates to
continue ("“WEITERMACHEN"), “GUTEM
APPETIT" is recommended for 1874, For the
latter, the artist used the subject of the drinking
Silenus as represented at the coins of Naxos
480-440 B.C. in a slightly modified version. The
unbridled earthiness of the model figure was
preserved in a convinging manner. A nude man
jumping into the water combinad with the
ingcription *HIMEIN" (Just go in} encourages to
starl the year 1876 showing that foreshortening
and uncommaon views can be mastered in small
format too.

Aparl from this selection of bronze madals by
Wilfriad Fitzenraitar there is also a rich collection
of clay medals by Herbert Naumann {barn 1918,
living in Dresden) partly given as presents by the
artist. Already in 19684 he encouraged by "AUF
MUNTEREMN WELLENM ZU ERGIEBIGEN
QUELLEN" (On frisky waves to abounding
sources), and in 1965 he showed big fishas and
small fishes swimming into the new year without
taking recourse to the criteria of sccialist realism
as promaoted at that time. The reverse inscriplion
“GGAOSSE FISCHE KLEINE FISCHE GEFISCHT
I KLAREN UND IM TRUBEN - DAS NELUE
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Pic 11, Herbert Naumann,
One frisci waves to
abounding sources, 1964,
105 x 103 mm, oby

Pic 15, Joachim Liebscher,
Fawer producing more, 1882,
10 x 65 mm.

Pic 10, Willried Fitzenralte,
Jumping in, 1976, 56mm.

Fic 12, Herbart Naumann,
Big fish, small fish. 1885,
105 x 103, oby.

Pic 14, Eckhard Bauchsl,

Lots of energy, 1935, 85
% 67 mm



JAHR GANZ NACH BELIEBEN" (Big fishes small
fry fished in clear and troubled waters - the new
year just as you like il) direclly reminded the
racipients of problems with bottlenacks of supply
which had to be overcome by private initialive in a
way now hardly imaginable. Gunther Kaden (born
1841, working in Wendischhagen) wished
*FROHES SCHAFFEN 19797 (Happily set to work
197%) at a clay medal, and Eckhard Beuchel
recommended for 1285 “*VIEL ELAN" (Lots of
energy} at a medal cast of tin and represanting a
child potted up. Both the medals shaw how much
subtle interpretation could be inspired by such
individual designs.

In 1995 an article by Michael Olshausen titled
“Gedenken an Ostdeutschland” appeared in The
Contemporary Review published in Washington.
Al page 1 the author writes about Joachim
Lisbscher (1924-1995)"Jeweils am
Silvesterabend versammelte Joachim Liebscher in
den Jahren 1971 - 1884 saine engsten Freunde in
seinem Waltersdorfer Atelier (Sachsen) und
ubergab jedem eine Plakette aus gebranntem
roten Ton, um damit das offizielle politische Motto
oder Thema das abgelaufenan Jahres zu ehren,
das heilft natlrlich, wie es Liebscher sah,
Liebscher, der ganz offen die weibliche Figur
bewunderte, stellte auf jedar Plakette auch ginen
waiblichen Akt dar.” - “Die Form fiir jede Plakette,
jedes Jahr nach Liebschers Geburtstag am 22,
Dezember gefertigt, wurde jeweils zur
Silvesterfeier ein Jahr und gine Woche danach
beseitigt. Waollte man eine Plakette wahrend des
Jahres, mufite man Liebscher zu Hause
aufsuchen - dies war die Grundragel.” His medals
were rarities far collectors; more than 120 copies
were never produced. Joachim Ligbscher was
aware that he was watched although he - as the
author carefully proves - “keinen Graoll gegen die
DOR hegte und geradezu als Musterbiirger gelten
kann.” By the medal “WENIGER PRODUZIEREN
MEHR" (Fewar producing more) of 1982 he
characterized - as Michael Olshausen writes -
the political and economical problems of the
GDR. The artist contrasts the official slogan
propagating the production of mass products
which often remained unused, actually, by

Left: Pic 16, Gerhard
Lichtenfeld, Exit, 1978, 67 mm.
Right: Pic 17, Wolfram
Brenner, Calender medal
1880, 12 x 10 mm, obwv.

countless workers with the correct idea "Weniger
produzieren mehr”.

Itis due to the curator of the
Landesminzkabinett Sachsen-Anhalt, UIf Drager,
having tracked down these meadals. New
discoveries are possible even in the field of New
Year's medals. The collection of those medals in
the Moritzburg Halle will surely be enlarged in the
future by examples of medals creatad by
madallists from north and south Germany so far
not {(adequately) reprasentad in the cabinet.

A medal designed in 1978 by Gerhard Lichtenfeld
(1920-1978) and named by himself "ABGANG"
{exit) does never fail touching us. As if being
presentient the artist much esteemed by younger
sculptures and medallists did not hail the new
year but the exit of the ald ane, the yaar of his
death, represented by a female figure passing a
Qate.

The collection contains only a few New Year's
medals issued by companies and institutions,
One, however, issued by Staatliche Museen zu
Berlin in 1980 in 1000 copies is really
remarkable. The design by Wolfram Brenner was
translated into plastic art by Hubert Petras,
Halle, and struck as tombak medal by the
Staatliche Minze Berlin, Conceming occasion
and issuing institution the calendar medal for the
yvear 1980 shows restraint in design avoiding any
propagating exaggeration. With particular
pleasure the Mew Year's medal by Peler Gtz
Glttler (born 1939, warking in Dresden) is
annually received by the collection. In 1990, he
had created an impressive testimany of our time
with a New Year's medal cast in white metal and
representing the goddess of freedom following the
picture by Eugene Delacroix. At the reverse the
medal has the proper and pregnant message
“VORWARTS UND NICHT(S) VERGESSEN"
(Forward, and don't forget [anything]). He also
recommends to keep balance (*\DIE BALANCE
HALTEN") after January, 1st, 2000, because it is
a matter of “SEIN ODER MICHT(S) SEIN" (To be
or not to be [to be nathing]). Like other madals by
Poter Gotz Gittler this one too proves his wealth
of ideas and mastery of difficile design.
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SCHOLARS' GOLD

Lections

HONORARY MEDAL COMMISSIONS FOR SCIENTISTS
IN19TH CENTURY GERMANY

Markus Wesche, Germany

Scholars commissioning medals seem to be an
unfamiliar concept: according to popular opinion
men of learning are truely dedicated to research,
frugal in the necessaries of life and awkward in
pacuniary matlers — in a word: ideal recipients of
substantial prize medals. Yet scholars actively
commissioning prize medals on behall of their
collegues can be seen with rising frequency in the
world of German science afler 1800. How these
medal commissions were organised in the 13th
century, the golden age of natural sciences in
Germany, will be shown by some striking examples.

At the beginning of the century the level of scientific
research was far behind that of Westarn Eurcpa -
for want of research institutes and personnel. The
protessorial class was not numergus: in 1798 it
amounted to ca. 650, about 20 per university; in
1864 it had increased to 725, about 30 per
university, some of which had meanwhile ceased
to exist.! The rapid flow of innovations on the othar
hand brought a substantial change in the 1830s
and 1840s. Since 1830 German scientists had a
higher share in discoveries in the field of medical
research than any other nation and since 1836 also
in the theary of heal, electricity and magnetism and
in optics.” Since the 18205 there is also an increase
of medals praising the protagonists of sciantific
progress.

1828: A Reception Medal for Alexander von
Hurmbolet

One of the early examples is a medal on Alexander
von Humbeldt (1789-1858) who returned to Berlin
in 1827 after having lived in Paris for nearly 20 years.
Humboldt intreduced himself to the learmed warld

Alexander von Humboldt,
Subscription medal on
the .Kosmos® Lectures
1828 by Henri Francois
Brandt, bronze, 63mm.
Private collection,

of Berlin by a series of lectures on .physical
geography” at the university, the so-called Kosmos-
Vortrdge®, a modern cosmology based on the latest
results of scientific research in France and Great
Britain. The great success called for a second series
for the general public, Jfor the King as well as the
mason™, in the near-by recently opened
Singakademia which took place from December &th
1827 to March 27th 1828, Sixtean lectures were
given each Thursday, admission was free * The
audience of approximately 1000 listeners among
which were the luminaries of art and science, the
crown pringe Friedrich Wilhelm (1Y) {1840-1861)
and for the first time also many ladies of rank
decided very scon to dedicate a meadal to Humbeldt
a5 a token of gratitude. Wae are informed about the
procedure by a letter the sculptor and medallist
Christian Daniel Rauch (1777-1857) sent to Johann
Wolfgang von Goethe (January 16th 1828):
[Ammediately after the start of Herrn Alexander von
Humboldt's lectures at the Singakademis there was
the unanimous wish among the audience of the
highast and of each ¢lass lo honour and fix the
memory of this marvelous teaching, of the delight
it gave and of the celebrated man in a dignified
manner, and they decided to present to Herrn von
Humbeldt at the end of the lecture series a large
gold medal for which | finished the sketch (the small
madel} for the use of the medallist Herrn Brandt
[the court medallist Henri Frangois Brandt, 1789-
1845] some days ago, and my friend Tieck [the
sculptor Christian Friedrich Tieck, 1776-1851] will
design the portrait after life and according to my
bust. Professor Levezov has designed the
inscription and the programme. [...] The said
honorary medal in bronze will be given to the
contributing audience on the same occasgion, later




Professor Lichtenstein will organise the sale of the
medal to whomsoever would like it. [...]*¥ It becomes
svident from Rauch's letter that the medal
commission was in the air from the beginning, there
was just a month's time between the start of the
lectures and the fimishing of Rauch's reverse model.
In this pericd of time a committee had been
arganised consisting of Duke Karl of Mecklanburg,
the king's adjutant-general and future minister of
war Karl Ernst von Witzleben (1783-1837), the
geologist Leopold von Buch (1774-1853), the
archaeologist Lewezow who elaborated the
programme, the artists Rauch, Tieck and Schinkel
and others®, the medal's programme had been
designed, the court medallist Henri Frangois Brandt
had been commissioned to cut the dies and the
reverse model had been ready. The result was ong
of the mosl ambitious medals of the time?, a
hazardous enterprise of minting technique with a
diameter of 63 mm: the portrait relief rises 6 mm
payond the medal ground which offerad a good
apportunity to mint a huge quantity of gold.
Alexander von Humboldt who had passed the
university far mining technology at Freiberg and was
well acguainted with metallurgical problems
appreciatad the technical quality of the medal in a
siter to Rauch: ,The portrait is also very beaultiful,
but certainly very difficult to mintin such a relief."®
This reception® medal is the only public medal
commission Humboldt was honoured with in his
fetime. The next honorary medal was given to him
25 a personal present by the Prussian king Friedrich
Wilhelm IV when the second volume of Humboldt's
monumeanltal Kosmos” appeared in 1847,

1863/64: A Medallic Cﬂmpelition for Carl Friedrich
von Martius

35 years later, in 1863, the enormous material loss
caused by the Napoleonic wars was overcomea and
the constant prograss of science had occasioned
an international scientific community. The Bavarian
Academy of Science in Munich was about to
celebrale the doctoral jubilee of one of its most
crominent members, of the botanist Carl Friedrich
son Martius (1794-1868)." On December 10th the
Academy's president, the chemist Justus von Liebig

Carl  Friedrich wvon
Martius, Medal on his
docloral jubiles 1884
dedicated by the
Bavarian Academy of
Science {Munich) by
Alois  Stanger, obwv.
bronze, 48mm, 5§22 g,
Private collection.

(1803-1873), applied to the authorities to grant the
sum of 660 Gulden from the previous year's budgel
far a medal in gold and bronze to Martius” honour,
There was not much time left to produce the medal:
the gold medal was to be presented lo Martius on
the celebration of the 105th anniversary of the
Academy's foundation on March 30th 1864, On
January 18th 1864 the petition was finally granted
by the government. The dedicatory inscription had
already been fixed and included in the petition, sa
the medallist Alois Stanger (1836-1870) from the
Bavarian Hauptminzamt who also did the medallic
portrait could start immediately, and the gold medal
was ready on the 105th anniversary.

Whereas the Academy had lost much time before
coming 1o a decision in favour of an honarary medal
a private initiative had far more succeeded, an
initiative which showed the affect of the glabal
spread of science and new forms of organising
collective medallic patronage.’ In November 1863
three professors from Bavarian universities had
called for the subscription of a gold medal; they
had proposed a minimum of 2 Thaler Courant. The
circular letter was accompaniad by an impressive
list of money-fram Melbourne, New Haven and
Klausenburg in Transsilvania - even the telegraph
lines will not have easied the subscription very much.
In hig final report Haidinger justly charactensed the
enterprise as a . world adress® which had united
maora than 420 contributors from 100 cities all aver
the waorld. Another difficulty is not immediately
abvious: the different gold and silver currencies
which came up to 2444 Austrian Gulden and the
difficult transfer demanded a new financial
organisation; the collectors. Te minimise the loss
caused by the exchange of small sums of monay
ca. 50 scholarg collected, exchanged and
dispatched the subscribed sums 1o Vienna. Still
encugh foreign silver coins came in which were
melted down in the Vienna mint for 10 silver pieces
thus avoiding a loss by exchange discount
considering the minute difference between the
currencies and tha silver valua,

The enterprise came to a successiul end. The lirst
medals were finished on March 26th. Martius was
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Carl Friadrich wvon
Martius, Medal on his
doctoral jubilee 1864
(subscription medal) by
CGarl Radnilzky, bronze,
FOmm, 1455 g. Private
caollection

presentad a case containing a gold medal worth
348 fl 87 kr, a silver medal of 19 fl and a bronze one
at the cost of 1 fl 80 kr; the last amount being
slightly more than half the minimum subseription.
400 bronze medals were dispatched to the
subscribers till May 1st.

The medal had been created by Carl Radnitzky
(1818-1901}, protessor of coin design in Vienna; it
is a masterpiece and ranges far above the common
medal production. It was paid much attention by
the press, and Martius himself preferred 1o give it
as a present, much more than the smaller mare
conventional academy medal.

1869: Justus von Liebig's Honorary Medal

Five years later Justus von Liebig who had initiated
Martius’ academic medal became himself the object
ol an honorary medal. Since his arrival in Munich in
1852 Liebig had especially promotad the practical
application of organic chemistry, had studied the
interdependance of flora and fauna and developed
the nitrogen fertilizer. JLiebig's extract of meat® was
an invention which made the full exploitation of the
enormaous South American cow herds possible and
contributed substantially to Liebig's wealth,

Liebig’s reputation as an  application-minded”
chemist — as we might say today — was so great
that in 1865 an assambly of  practical agriculturists®
(.praktische Landwirte®) at Géttingan appealed to
the agriculturists in Germany and Austria lo honour
Liebig's achievement by presenting an allegorical

Justus von Liebig,
Subseription madal
1870 by Heinrich
Frigdrich Brehmaer,
bronze, TOmm,
171,7 g. Staalliche
Midnzsammliung
Minchan.

marble sculpture to him; the money that would be
over was 1o be used for a foundation.” Liebig who
was consulted confidentially about this plan strongly
rejected the idea of a marble group, instead he
wanled the whole sum of 9.885 talers which had
been brought together by more than 2.000
contributors to be used for the projected foundation,
10 honour excellent achievements on the field of
agricullure” {,Zur Belohnung hervorragender
Leistungen im Gebiet der Landwirtschaft” - as the
inscription says) a gold medal worth 300 talers was
to be awarded as well as sums of money together
with a silver or bronze medal.'? The first recipient
of the gold medal worth 850 Mark was of course
Liebig himself; it was handed over to him on his
&71h birthday on May 12th 1870,

The medal had been made by the Hanoverian
medallist Heinrich Friedrich Brehmer (1815-1889)
who had come himself to Munich to take Liebig's
portrait; the allegerical reverse had been designed
by a renowned painter from Munich, Professor
Ludwig Thiersch {1825-1908). The medal exceads
the familiar medallic dimensions: it has a diameter
of 70mm and even in bronze it weighs 172g. The
next two years wo more medals were awarded,
and in August 1873, shortly alter Liebig's death,
the foundation was granted royal protection. The
trustee led by the president of the Bavarian
Academy of Science gave out the medals and
issued prize-compelitions for the improvement of
agricultura,

1881: Rudolf Virchow's 70th Birthday




The maost extraordinary honorary medal was
produced on the occasion of Rudolf Virchow's
{1821-1802) 70th birthday, the famous pathologist
from Berlin. Virchow's cellular pathology had
revolutionized all branches of medical science, and
he had become a man of world-wide fame. On March
189th 1880 a convent met in Berlin to organise the
birthday celebration on Octaber 13th 1881, nineteen
months later. The assembly decided .to commission
a great cast medal, if possible in gold“.** A
committee was formed consisting of 123
personalities mainly from the fields of medical
sciences, anthropology and ethnology coming from
all over the German-speaking Europe, even from
Klausenburg in Transsilvania. Amaong the few non-
scientists were the banker and numismatist Adolph
Meyer (Gedanensis), the orientalist Albert von Le
Cog, who in 1904 was to lead the Turfan expedition
on behalf of the Berlin museurns, and Dr. Heinrich
Schliemann from Athens. The committee chose the
best medallist available - as they thought: Anton
Scharff (1845-1903), court medallist from Vienna
(K. und k. Kammer-Medailleur®), a true virtuoso on
the field and a master of the historistic style
appreciated before the renaissance of the medal in
Germany. The reverse design - overdone and
slightly old-fashioned - by the Karl Waschmann
{1848-1805), professor at the Vienna Academy,
would demand a treatment of its own and may be
laft apart, but the sheer technical data of the medal
are breathtaking: a diameter of 177mm and 2,3kg
of fine gald. The massive gold medal which had the
torm of a double convex lens was cast, the silver
medal for Mrs. Virchow probably as well whereas
the bronze versions were hollow and possibly
produced as alectrotypes. More than 2,100 admircrs
of Virchow from all over the world had sent their
contributions but they could not count an a medallic
souvenir; so the organising committee decided to
send at least one bronze copy to each contribuling
country, 60 pieces in all. The subscription had

Rudolt  Virchow,
Subscription medal
on his 70th bithday
1891 by Anton
Scharff, bronze,
177mm, 620,5 g.
Staatliche
Manzsammlung
Minehen.

brought the encrmous sum of 42.311,14 Mark
including the interest which had accumulated during
the subscription time, 20.622,80 Mark had been
spent on one gold and one silver medal and on 68
bronze medals intended as honorary presents for
the contributing countries and the Virchow family.
Among the items were also 800 Mark for a beautiful
iron-wrought case to keep the gold medal and 130
Mark for a short hand writer, The rest of 16.563,70
Mark which made up the core of the Virchow
Foundation was invested in German 3% govermnment
loans (Deutsche 3% Reichsanleihe) = one of tha
numerous German foundations annihilated twenty
years later by the Great War.

Summary

The exymoron of scholar and patron of medals in
tha 19th century calls for a revision. The cases
discussed here yield a surprising result. The
energy of the organising committees and the
enthusiasm of hundrads of contributors who all
gave but small sums demanded new solutions
from the part of the medallists; plenty of gold had
to find an appropriate form, Brandt's madal for
Humbaldt with a diameter of 63mm and an
extremely high relief was sensational at its time;
Radnitzky's Martius madal with a diameter of
70mm, a high partrait and & concave raverse o
facilitate the difficult minting process did not only
contain a huge guantity of gold, but its dies ware
also apt to produce more than 400 copies.
Erehmer's Liebig medal was as big, and the
Virchow medal is unigue in any aspect. The
Martius medal shows the limits of a subseription
which tries to guarantes a medallic souvenir to
each subscriber; the Liebig and Virchow medals
were intended as unigue presents for the
honoured scholars but the high number of
subscribers would have made any further
participation impossible. — Scholars as patrons of
medals: an exceptionally effective team.
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Lections

LISZT AND BARTOK CENTENARY MEDALS
ART PATRONAGE IN 1911 AND 1981

Anna Baranyi, Hungary

| am going to cutline various forms and changes in
the function of art patronage in connection with the
centenary celebrations of two ocutstanding
Hungarian composers, Ferenc Liszt and Béla
Bartok.

In 1911, the 100" anniversary of Feranc Liszt's birth
was celebrated with a wide variety of programs. The
Coranation Mass was performed in the Matthias
Church and the 3t Elizabeth oratorio in the Royal
Opera House. Liszt piano recitals were given in the
Music Academy by noted pianists. An orchestral
concert was held in the Opera House, Liszt's pupils
gathered in Budapest on the anniversary. The
commemorative Liszt museum was opened in the
composer's birthplace at Doborjan. A major
exhibition of Liszt memaorabilia was organized at
the Mational Museum. The museum’s collection ol
medals was also invalved, presenting the medals
and plagues in the collection and the recently
obtained Hungarian and foreign examples made
expressly for the centenary.’

Several hundred portraits were made of Liszt in his
lifetime by foreign and Hungarian artists. Medals,
howsever, ware only made abroad, since in Hungary
there were no medallists yet. The best known foreign
examples were produced by Anteine Bovy (1837,
1840), Conrad Lange (1848), and Carl Radnitzky
(1873). The Hungarian medal not emerging before
the end of the 19" century, the first medals were
only made after Liszt's death. Prior to the centenary,
Karoly Gerl made a plague upon the composer’s
anniversary (1891}, Vilmgs Fémes Beck made one
for the 20" anniversary of the composer's death
{1908) and Jend Mester designed one without an
accasion (1208).

Hungarian medallists also celebrated Liszt's
centenary. By then the art of the medal that arouse

Fllop Beck:
Ligzt, plague
1911

Bronze, cast

around the turn of the cenlury had gained popularity
with several noted artists being attracted to the
medal as an independent genre. The tasks and
patronage of medallic art had also been clarified. In
1905, the Society of the Friends of the Medal was
founded to support and promote the medal.
Competitions were launched to design medals for
varicus occasions. There were lots of official and
private commissions to be satisfied by the artists.
In actual fact, however, there was only one artist
who prepared for the centenary with great artistic
commitment and made a contribution truly
outstanding and significant in several respects:
Fulép O, Beck.

In 1811, Folgp ©. Beck was in the prime of his
arlistic career as an internationally acknowledged
medallist. He studied in Budapest and Paris. In
Munich he became acquainted with the Jugend
movemeant. After his study tours of Italy, he went o
Munich where he came into contact with the circle
of Hildebrand. With this medals shown in the
Museum of Applied Ars in Pestin 1898 he launched
the modern Hungarian medal on its course.

On the occasion of the jubllee, the greatest
Hungarian medallist of the age received no
commission, In spite of that, he was the artist to
make the most important Liszt compasition in the
field of the medals in 1911 In Back's autohiographic
writing several notable facts can be read about the
genesis of the plague.

.| designed a plague for the centenary of Ferenc
Liszl's birth, too. | had been preoccupied by the
idea for a year or so, ever | had visited Alajos Strobl
and been given a Liszt masque as a present. |1
must have been a copy of the one Strobl had made
after the model and was the basis for all the
subsequent variants. | wanted to create something
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Fleg Beck
Liszt, plagua, verso varant
Woman with a triangle and founiain

Fillop Beok
Liszt, plague, verso vanant
A femalo nude playing the harp

Fllop Beck
Liszt, plague, verso variant
Putti with violin and triangle

Fllop Beck
Lisz1, plague, verso variant
Male nude playing the violin

Lajos Bardn, Liszt, plague
1811, bronze, struck, obverse




worthy of that piece, so | got down to it after long
preparations, and many designs of the back.
Eventually, | made it using a novel technique, carving
it in plaster in reliel similarly to round reliefs, going
from surface plane inwards. This became one of
the most interasting works of its kind which | have
gver made.™

The recto of the plague 60 x 63 mm in size shows
Liszt's head in left profile, inspired by the death
masgue he had received from the sculptor Alajos
Strabl, Below it is a vertical inscription: LISZT. The
verso features a male nude playing the viola da
braccio by a fountain extending the full length of
the plaque. The representation of Apello with viola
da braccio was typical in the renaissance era.” On
top is the vertical legend: MVSICA INFINITA,

As the artist wrote, he got down to the medal after
many sketches for the back. The moderm age had
not crystallized its new symbols yet. Besides, what
the medallist was looking for was not an allegory of
Farenc Liszt as a person or symbals of his music,
but the expression of music as such, the infinity
and eternal revival of music a branch of the arts
that was placed highest amang the arls of his age.*
Four verso variants survive from 1911,

1. Pulti with violin and triangle. Twao putti facing
each ather fill the figld, The one on the |left holds
a viclin, the other plays the triangle. Thea lower
part of the bhackground is filled with clouds.
Below middle the date 1181 - a mistake in carving
for 1811 = is shown. It is cast in silver.

2. Woman with a triangle and fountain. The same
female nude standing by a fountain, playing the
triangle held above the fountain. Cast bronze.

3. Male nude playing the violin. A seated figure
shown in right profile, playing the violin, with a
music stand in frant of him. Cast branze.

4_A female nude playing the harp. A female
extending the length of the medal, her head
leaned back, is playing a triangular harp. Gasl
bronze.

The plague carved in the negative was cast in
gilver and bronze by a firm in Vienna. Later (as
he was not satisfied with the Viena cast) Beck
entrusted a German firm with the casting. He
also contracted this firm to reproduce and sell
the plagque for some years.® It can be presumed
that the Liszt plaque was popular among
collectors in Western Eurcope both for its artistic
meril and because of the popularity of Liszt's
music. It is clear why the plague, made with
such deep commitment, high level of
craftsmanship and artistic talent, found ita way
into museums and private collectors.

The Liszt plague also earned Beck professional
recognition. The MiOnz kabinet in Vienna
purchased a series of his works added to

occasions. Dr. Karl Domanig wrote an article
about his work in Mitteilungan dar
Ossterreichischen Gesallschaft fur Minz- und
Medaillenkunde.®

Vilmos Fémes Beck's article .On contemporary
medallic art"™ was also published in 1911, in the
periodical A Haz. He wrote about technical
problems, notably the drawbacks or réduction.
At the end of the article he presented some
reproductions. One page contained the madals
Pissano, Greek medals, Roman ¢oing and the
front and back of Fllép O. Beck's Liszl plague.
The comparison is mast revealing.

Two artists had produced works for the centenary
an commission: Alajos Rigele and Lajos Berdn.

The Liszt jubilee was organized by a commitles
headed by count Géza Zichy. Géza Zichy,
pianist, composer and writer, was a pupil and
friend of Liszt, A sculptor from Pozsony (i.e.
Pressburg, today Bratislava}, Alajos Rigele
{1879-1931) made the official medal of the
centenary — also used as the badge of the
organizing committes,

Alajos Rigele studied in Vienna and Italy. Prior
to 1911, a few of his public statues erected in
Pozsony were well known ?

Today it cannot be traced why it was Rigele who
received the distinction of making the official
medal. He did not belong to the high echelon of
medallists, for medallic art had a secondary role
in his wark,

His medal is a 30 mm struck silver piece also cast
in bronze with a diameter of 120 mm. The front
shows a portrait of Liszt's old age in right profile.
The model was a half-length photo of Liszt made in
Kozich's atelier in Pressburg®

Oin the back, a stylized lyra can be seen in front of
a wreath of laurels, with the legend LISZT /JUBILEE
in place of the strings. The lower part features the
dates of the Liszt centenary: 1811 1811, In the left
corner of the lyra can be seen the logo of the
Schneider company, in the right corner the silver
hall-mark. The medal had a ring with a nbbon of the
national tricolor.

Theare were 300 silver copies cast of the medal in
the Schneider mint,

The most elegant casino of Budapast — that in
Lipdtvaros {Leopaldstadt) — had a centenary plagque
of its own made by Lajos Beran of Budapest. Beran
studied in Budapest and Vienna, and toured Eurcpe
in 1904=1907. From 1202 he exhibited medals made
for private commissions or for institutions,

2 his one-sided plaque, Beran displayed a portrait
of the mature Liszt. He composgead the bust (in left
profile) in an oval, deepened field. A threea-line
legend below the portrait names the occasion
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{UPON THE LISZT CENTENARY / OCTOBER 23,
1811) and the commissioner (THE LIPOTVAROS
CASING). Silver and branze versions of the struck
plague measuring 81 x B5 mm were made. Similarly
lo Rigele’'s, Beran's work was also struck in
Schneider's mint.

In sum, one can conclude about art patronage at
the time of the Liszt cenlenary that official
commissioning was only one form of the promotion
of medals. Filép O. Beck, who made a medal of
great artistic guality, found the channels to promaote
his medal and gain professional recognition privately.
The artistic merit of a medal was far more important
far collectors, In this case, to judge, was easy as
the plague is a real masterpiece.

The centenary of Béla Bartok birth in 1981 was a
signal moment for Hungarian culture, Bartdk's three
stage works (Blubeard's Castle, the Wooden Prince
and the Miraculous Mandarin) were given in the Erkel
Theatre. An exhibition was staged in the regpened
Bartok Memorial House where an international
symposium of musicology was also held. In co-
operation with British UNITEL TV, Hungarian
Television made and broadcast a film version of
Bluebeard's Castle, with Sir George Solti
conducting the London Philharmonic. An exhibition
of fine arts was put on in the Hungarian National
Gallery (also shown abroad, in Brusseles and
Duisburg ).

In UNESCQO's programme, the Bartok anniversany
was a high-priority event.'® The Ministry of Culture
organized jubilee celebrations in 21 countries.,
Exhibitions, lectures and concerts were held. The
collection put on display was composed of works
submitted to recent compatitions and borrowed from
museums. The Ministry of Culture invited artists to
enter a competition with the participation of painters
, ScuUlptors and medallists. Of the latter, Tamas
Asszonyi, Antal Czinder, GAbor Gati, Tamas
Kérdsényi, Erika Ligeti and Endre Andréds Tornay
enterad. The ministry purchased all the submitted
works. Some of these are presented in more datail
below.

Tamas Asszonyi: Homage a Barték (Plastic work

Erika Ligeti:
Bartok, madal,
1981, bronze,

cast

for gentle forms, edges and rastar) |-1V, 95 mm. A
set was purchased by the Liszt Ferenc Musem in
Sopron. Later he installed this series on a box with
drawers and exhibited it under the title Four Bartok
Paraphrases. This version is on a display in the
permanent exhibition entitied In Bartok's Workshop
at the Institute for Musicology, The series consists
of a total of sixteen round, semicircular and
rectangular cast bronze elements. They can be
assembled and dissembled by certain rules. There
is a series of possible variations for the elements,
bringing about different medallic compositions. The
artist was inspired by Bartok's music and tried to
grasp the eternal variability and incessant renawal
of music.

Erika Ligeti: Béla Bartak, cast bronze medal. The
medal consisls of two shells turning towards each
other, standing as if on a base. There are five strings
between the two shells signifying the musical stave.
The outer side of one shell features a portrait of
Bartok, with the mark LE 81 at the bottorn. The
outer side of the other shell displays C {(Roman
numeral for 100) on the right and the inscription
BARTOK / BELA on the left.

Erika Ligeti's aim was to make both sides of the
medal visible. There is another lendency of
presenting the two sides of the medal in a
compositional unity as well."

Endre Andras Tornay: Thoughls on the music of
Bartdk, 1=VIl, cast bronze, diameter 100 and 80
mm. This set of seven medals of subtle plasticity
was inspired by Barldk's personality, his music and
his attachment to folklore. Toray created sculptural
elements derived from details of instruments, music-
related objects and folklore motifs, and used them
as tools o convey his artistic message. The set
was bought by the Ferenc Liszt Museum in Sopron.
The theme absorbed him for a long period in which
he made several sculptures, some being in private
collections.

To design the jubilee medal, the Ministry of Culture
commissionad two artists, the sculptors Andras
Kiss Nagy and Tamas Vigh.™

The jury eventually approved of Tamas Vigh's work




Tamas Vigh: Bartok,
medal, 1981,
bronze, cast

as the official commemaorative medal of centanary.
The cast bronze medal is 92 mm in diametar and
unusually tall, 22 mm. The recto shows the bust of
Bartok turned slightly to the right. The head and
the right shoulder protrude massively from the
irregular circular surface of gentle undulation, The
edge of the medal is somewhat conical, which also
enhances the powerful conlrasts of the medal. To
the right of the portrait the legend BARTOK / BELA
— 1881/ 1245 can be read. It is highly characteristic
of the madal that viewed from diffarent angles the
portrait displays different characters, as if the
intention of the artist had been the creation of a
series of portraits,

The similar plasticity of the back features the
inscription FOR THE 100™ ANNIVERSARY OF
BELA BARTOK'S BIRTH / BARTOK
COMMEMORATIVE COMMITTEE. An animated
and harmonic composition of letters has been
achieved via the diverse size and inlricate
intarrelations of the latters.

The medal was produced in 300 copies — similarly
to the Liszt jubilee medal in 1911, It was awarded
to artists and scholars in international and
Hungarian music and dance for outstanding
achievement.

Tamds Vigh's other medal also submitted 1o the
compatition, entitled Bartdk the Pianist, was also
purchased by the Ministry. It was exhibited at the
FIDEM exhibition and ssveral other Hungarian
exhibitions and went first of all to museum
collections.

Vigh's Bartak the Pianist is double-sided cast medal
107 mm in diameter. The tormal idiom and plastic
approach are similar to the previous madal. On the
right of the recto a half-length portrait of Barték at
the pianc can be seen. Top right are four interlacing
lines teaturing BARTOK / BELA / 1881/ 1945, On
the verso, left side shown from below is a
monumental stocky column ending in a heart-shape
on top. Reminiscent of folk architecture the column
bears the inscription: ON THE 10QQ™
ANNIVERSARY OF BELA BARTOK'S BIRTH.
One of the cenftral themes that year of the most
notable medal exhibition in Hungary, the Sopron
Biennial was Béla Banok: 12 of the 49 participaling

artists displayed Bartdk madals, Tamas Asszonyi,
Laszla Kutas, Endre Andras Tornay and Tamas Vigh
exhibited their works made for the Ministry's
competitions.

The following artists showed medals that were not
made for any competition: Gyula Hadik, Viktor
Kallg, Erika Ligeti, LAszl4 Marasan, Odan Metky,
Eszter Mird, Ivan Szabd, lIdikd Varnagy. Let us
eternize lldiko Varnagy's set.

lidike Varnagy's set of ten plagues - objets - entitled
«Thinking of Bartok” is displayed in the Bartdk
collection in the Museum of Music History. ,The
pieces are single-sided welded and painted iron
plagues. They are an expression of his life and
ceuvra, As thae artist declares, Barok was not just
a single persan but the gquintessence of a century,
a millennium. All this cannot be condensed in a
single portrait. Mor can it be realized in a series of
portraits aligned to stages in a life-course. And
Bartok cannot be expressed by showing the body.
Bartdk was a beautiful man in all respect, There is
a contrast between his beauty, delicacy, erudition
and tolerance on the one hand, and on the other
the formidable power, instinctiveness and ancient
roots, and al the same modernity of his music.
Each piece in this set is a symbol connected to
the whole. At the beginning and the end, the pieces
are small and larger in betwean, Meither their sizes
nor their outlines are identical but have an undulation
as lite has. Underlying the apparent
constructiveness is a living range. Their forms are
hard, matching Bartok’s character and world, which
is why they are conslructivist , paying homage to
personality and wark of Bartdk."'?

In another form of patronage, the State Mint and
the Hungarian Mational Bank asked 25 artists to
design a commemorative Bartok coin. Eight of the
invited artists submitted works. After same
modifications, the jury recommended Gydrgy
Bognar's recto design and Laszlo Kutas's verso to
be minted. The front of the commemaorative silver
500 forint coin displays a traditional carved grave
post and two music staves | the inscriplion around
the edge reads HUNGARIAN PEOPLE'S
REPUBLIC, with 500 Ft in a vertical line. On the
back is a portrait of Bartok in left profile, wearing a
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hat, with a map ot a warld partly covered behind
him. The legend reads: BELA BARTOK 1881-1945.
This annivarsary was a signal cpportunity for
medallists, for several reasons, First, they had the
opportunity at last to pay the debt generations owed
to Bartok's works, secondly, thers wers many official
compelilions, and thirdly, the jubiles celebrations

Endre Andrias Tornay:
Thoughts en the music
of Bartok, medal, 1981,
bronze, casl

Tamds Asszonyi:
Homage of Bartok,
medal, 1981,
bronze, £ast

28

had a direct inspiring eflect.

To conclude one may say, comparing the wo
jubllees, one at the beginning and one al the end of
thie 20" century, that the form, intensity, and arlistic
influence of patronage are fundamentally
determined by the social slimate and mentality of
the given period,
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THE SAMUEL FRIEDENBERG PROJECT: A PRIVATELY
COMMISSIONED MEDALLIC JEWISH HALL OF FAME

C.1940

Ira Rezak, the USA

The physical medal itself - images, texts,
plasticity, colors, shadows - are the viewer's
immediate focus when a medal is first addressed.
Bul, as our eyes and minds begin to engage the
object more comprehensively, we are drawn,
consciously or not, into a nuanced
communicative context, Evenas we react to it
subjectively we begin to wonder, try to deduce
when and why the medal was made and,
gradually are drawn into wider circles of
circumspection. Among the many ruminations
which may enrich the appreciation of a specific
medal is what might be called a consideration of
ts “life”, its trajectory, the history of how it came
nto being, of its function, of how it came to be
discussed or illustrated or, if one is the owner,
possessed here and now, perhaps far from the
medal's ariginal locus or intended purpose. How
has this medal, or group of medals, ended up in
my hand, or under my view, stimulating my
particular train of thought. Surely, every medal
becomes, in some very real sensa, just what the
eye and mind of its immediate beholder makes ot

Thus one may, beyond simply looking at the
particular medal per se, become intrigued by the
many people instrumantal in its “life” or history:
for inslance, the person or group that conceived
or stimulated its development, the patron whao
actually impelled its creation, the medal's
designer, sculptor, engraver, manufacturar,
publisher, its marketer or recipient; its later
purchaser, collector, connoisseur, curator, critic,
There is profit in considering what the medal has
meant to each person on this considerable list of
tacilitators of the “life” and hence of the various
meanings of the medal. The roles of the original
patron and of the later connoisseur or collector
are often made to seem quite far apart. The
present paper, however, illustrates a case where
patronage and collecting, the impulse toward the
creation of medals, and that toward their
assembling and display, may be intimately and
fruitfully related.

The focus here is upon a remarkable though little
known medallic series, the result of a grand if not
grandiose episode of patronage which has few if
any parallels: the project of Samuel Friedenberg
far a comprehensive medallic Jewish “Hall of
Fame", In the years 1940-1942, during thal
darkest of all epochs for his fellow-Jews

throughout Europe and particularly in his own
birthplace, Poland, Samuel Friedenberg of Mew
Yaork caused to be designed and cast inte bronze
more than 500 plagues and medals portraying
Jewish persons whaom he believed had “played
important paris in every field of endeavor’
throughout the world. In sheer axtent and scope
Friedenberg's project bears comparigon with
earlier programs which had been the exclusive
province of kings and governments, Why and how
this private collector achieved his goal, and in the
incredibly brief span of three years at that, is a
slory worth recounting.

Samuel Friedenberg (1886-1957) was born in
Szrensk, a small Polish (then Russian) village
north of Warsaw, which at that time was just a
few kilometers south of the Frussian border, not
far from the famous World War | battlefield of
Tannenberg. Following the earlier immigration of
his father, Friedenberg came to New York as a
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Maxim Litvinofl (1879 - 1957). Soviet Foreign Minister
and Ambassador. Cast bronre plaque by lvan Sors,
18941, 135 x 90 mm

child in 1893, part of the great migration of Jews
from the Russian Empire to the West, and
especially to Amearica, Inthat period. He recelved
a public school education up to the age of fifteen
and then became a businessman, By thirty he
had become wealthy as a manufacturer of thread
colored by imported German analine dyestuffs.
Aftarward he want into the construction business
and built several oflice towers in the Wall Street
araa of New Yaork City, Beyond business and
philanthropy Mr. Friedenberg also developed an
interest in American coins as he approached
middle age. His focus as a collector, however,
changed suddenly and dramatically in 1935 when
ha was approached by a Jewish rafugee from
Garmany who needad money and was compealled
to sall his family’s collection of medals, among
tham items of great rarity which illuminated
Jewish history. Friedenberg's collecting instinet

and great energy were placed, from this point and

until the end of his life, at the sarvice of a new
Impulse - tha acquisition and display of medals
which recorded the cultural contributions of the
Jewish people, whose history was then coming
under intense derrogation and attack in Nazi
Germany. From the vary beginning of this new
enthusiasm, marked by many more purchases,
often of historical medals whose sale was
prompted by the persecution of his fellow-Jews in
Garmany, Austria, Czechoslovakia and Hungary,
Friedenberg concelved of his collection as
destined for public purposes, for donation 1o the
Jewish Musgum in Mew York. In fact, to jump
ahead a bit, he ultimalely donated his entire
holding to that institution in the late 1940's. By
then it cansisted of some 1500 Jewish coins,
medals and plagues and undoubtedly was the
greatest Jewish numismatic collection ever
formed, a status it competes for even today,
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thanks to the subsequent curatorship and support
of the donor's son, the distinguished author,
Dianiel M. Friedenberg.

Samuel Friedenberg in his public addresses and
in his private correspondence exprassed
repeatedly not only his fascination with, indeed
awe of, those medals, both of Jewish and non-
Jewish origin, which reflected, as he put it, the
history, "accomplishmeants and contributions of
our people”, but also, his appreciation for the
artists who had created these memarials, and his
raspact for the scholars who helped him to
identify and to undarstand their significance. Ha
decided that the public display of such concrete
avidence of the Jewish contribution to Western
culture would be valuable for Jewish morale ata
time when their status was insecure and under
attack. Above all he was affected, desply
touched, by the actuality of the medals he was
collecting, by the palpable fact that the medals
themselves had become a parl of Jewish history,
by the circumstances that had impelled their
recent owners to transport and sell them, and by
the late he foresaw for Jewish medals in Europe
in the political climate of the late 1930's and in
the torthcoming war. He therefore underiook a
personal journey from June through August 1939
to Frankfurl-on-Main, Vienna, Danzig and other
Central European citles where acquire, to collect,
as he saw it to preserve, not only such privale
collections as might be avallable, but also some
of those impounded by the Nazi government, for
instance, an important grouping which had been
in the Frankfurl Jewish Museum for which he

Grigory Evauvich Zinovieff (1883 - 19368), Soviel Minister.
Cast bronze plague by van Sors, 1942, 120 % 115 mm



persanally attempted to negotiate with the
Gestapo. He returned to New Yaork in mid-August
1939, relatively empty-handed and not a little
discouraged and frightened by his experiences.

It appears that it was at this point, after he had
largely exhausted conventional sources for
enhancing his medallic exhibit of Jewish history
that he determined upon the specific project to
which we now turn, Frustrated not only by the
inaccessibility of known or published historical
specimens, but also by the apparent absence of
medallic representations of many distinguished
Jewish contributors to Western civilisation,
Friedanberg now decided that if need be he
himsell would commission the medals that were
needed to enlarge, as he saw it to complete, his
collectien. His geal thus changed in 1339 from
the usual aspiration of the collector, to gather as
comprehensive a selection of extant materials as
possible, to the novel idea of designing and
commissioning a more or less definitive series of
Jewish medallic portraits. Superseding his status
as collector, he became a patron. He was a
reasonably wealthy man so for him the immediate
question now was how to determine whom to
include in his planned medallic portrait series.

Hierarchies and committees had been set in
place to decide the subject matter for the
extensive medallic series produced by Louis X1V
in France, Catherine the Great in Russia, and
other 18th Century monarchs, to aggrandise their
personal and dynastic hegemaony. Such series
were also intended to be struck and distributed in
large numbers. By contrast, the subjects of David
D°Angers’ lang series of contemporary portrails
seem to have been both chosen and executed by
the artist himself and cast only in those modest
guantities the market reguired. In modern timas
govarnmental and commercial imitations of such
such models have have been plentiful.

Samuel Friedenberg's approach to the selection
process, both of artists and of subjects is not
fully documented, but we do have some idea of
how he proceeded. As a collector of historical
medals Mr. Friedenberg had already grown
accustomed to poring over standard historical
sources (such as Max L. Margolis and Alexander
Marx's 1827 "History of the Jewish People”, and
the 1804 “Jewish Encyclopaedia™ in search of
the names of persons who might be Jewish, so
that if he encountered madals honouring them in
the market place he would be preparad to buy
them. In 1839 he expanded his lists through his
own research (into a wide variety of sources
including, for instance, an un-named Mazi Anti-
Semetic encyclopaedia kept under lock and key
at the Jewish Theological Seminary in New York
during the 1230's!) and had the lists reviewed by
several recognised academic scholars (e.q. Dr.

Abraham A Neuman, President of Dropsie
College in Philadelphia; Dr. Julian Morganstern,
President of the Habrew Union college in
Cincinnati; Harry Schneiderman, editor of the
American Jawish Yearbook; above all Professor
Alexander Marx, the Librarian of the Jewish
Theological Seminary in New York), Such review
not only focused on who was important enough to
warranl commemoration, but also on who might
be considarad Jewish.

A question, necessary in the present context, is:
What or who is a Jew? Jewish theclogical
sources offer a simple traditional answer: a Jew
is the child of a Jewish mother, irrespective of the
father's religion. The converse would also be true,
the child of a nen-Jewish mother and a Jewish
father would not traditionally have been
considerad Jewish. The Nazi's “racial” definition
of Jewishness in the 1930's and 40's was
different; in general, someone with one or more
grandparent who had been Jewish, irrespective of
subsequent religious choices, was to be
considered a Jew. Thus, Edith Stein, a convert to
Roman Cathelicism and a cloistered nun, was
killed as a Jew. Samuel Friedenbarg and his
advisors in 1939-40 used the traditional religious
definition but may also have had some tendancy
toward claiming as Jews persons whose
achigvements they considered significant. Such
choices are routinely faced by others generating
similar comprehensive lists for historical or
artistic or other identity-formation purposas.
Mationalistic pride, historical scholarship,
consensus, persenal opinion and, not least,
guesswork, all play roles in such “factual”
decisions. In the present series, for inslance,
Friedenberg included both Karl Marx, converted
to Christianity in his childhood but actually
irreligious, and Karl Landsteiner, a convert in his
adulthood. He also had a medal made of Fritz
Kreisler in the mistaken belief, not corrected by
his consultants, that Kreisler was Jewish. Charlie
Chaplin threatened to sue Friedenberg if a medal
of him were included and shown as part of the
collection! In general, though, cut of some 500
medals and plaques prepared for Friedenberg's
series all but two or three persons were borm and
could be identified as Jews according to the
Jewish traditional definition.

Turning now to the medals and plagues
themselves, all 500 | have been able to trace are
bronze casts made from original plaster models
prepared by a remarkably small number of
artists. The great majority of the works were
made by a single person, Ivan Sors (Stein), 1895-
1950, who was Jewish and Hungarian by birth but
worked as a graphic illustrator in Prague and
Paris befare fleeing to Mew York in 1840, Sors,
whose fortes were the sketch and caricalure,
often depicting world political leaders, apparently
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David Cppenhaim
(1664 - 1736). Garman
rabbi and bibliophile.
Casl bronze plague by
Ivan Sors, 1942 120 x
115 mm
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Joseph David Sinzheim (1745 -
1812). French rabbi and Sanhednn
Fresident. Cast bronze plague by
Ivan Sors, 1942 240 x 130 mm

Sclomon Schechter (1850 - 1915}, Rumanian -
Anglo - American scholar, President of the
Jewish Theclogical Seminar, New Yok, Cast
and silvered bronze medallion by Wera Manteal,
1941, 133 mm
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made few indeed no other medals either before
and after his work on this series. It is therefare
astonishing to find that he was responsible for
some 338 different medallic portrails for the
Friedenberg gallery, apparently all but a very few
modelled in tha lwo year period, 1941-42_ |t has
not pessible to ascertain how he accomplished
this feat, what he charged for his services, or who
cast his medals. Like all the artists who worked
for Friedenberg, Sors executed some porlraits
from actual sittings, whara the subject was both
alive and accessible, as with Alexandar Marx, on
the basis of recent photo portraits for
geographically remote subjects, such as Lion
Feuchtwanger, Max Reinhardt, Maxim Litvinoy,
and Leo Baeck, or on the basis of other archival
malterials where the subject was dead, as with
Rabbi David Sinzheim, Captain Alfred Drayfus, or
the only recently executad Soviet official, Grigory
Zinoviev.

When an honouree had actually sat tor his
portrait, Friedenberg generally arranged for a
duplicate bronze cast to be presented lo the
dignitary. Several letters of appraciation
confirming this practice survive, one from Prof.
Marx dated July 1942, on receipt of his own
undated portrait plagua. In general, however, for
those portraits based upon photos or archival
matarials, typically only a single copy was cast,
or at most two or three, before the original madel
was destroyed. It is clear that Sors was assigned
to portray a great many persons of the remote
past, such as Rabbi Sinzheim, president of the
Sanhedrin, the council of Jews convenad at the
command of Mapoleon in 1808, and David
Ricardg, the 18th Century English egonomic
thearist. Quite possibly because most of his
career was as painter, cartoonist, and sketcher of
personalities on paper from lite, Sors only
infrequently chase the traditional round medallic
outling for his plagues, preferring rectangles,
avals or entirely irregular formats.

Anather artist who contributed many works to tha
series was Frederick J. Kormis, 1887-1886, who
was born and apparently trained as wall in
Frankfurt/M, but came to London in the Hitler
period. As with Sors, the earliest madallic work
we have from him is dated 1339, but unlike Sars,
he clearly continued to work in England as a
medalist well into the 1980°s, independantly of
and long after the completion of the project under
discussion. Kormis (who was recommended to
Friedenberg by another Frankfurt refugee, Dr.
Felix Ettinghausen) primarily sculpted portraits of
Jews from England and the British Empire. Harold
Laski, Ihe English political scientist and Cecil
Roth, a pioneer in the scholarship of Jewish
History and Fine Arts at Oxford, are among the
many who sat for Kormis, but he clearly was also

asked to work from archival materials in
portraying such past figures as Rabbi David
fewale Schift and Sir John Monash, Many of
Kaormis® productions are undated, so it is not
always possible to learn when the work was
done, but two letters make clear that his wark for
the Friedenberg portrait gallery continued even
after the end of World War Il. A 1950 letter from
David ben Gurion, the first Prime Minister of
Isragl thanks Mr. Friedenberg for the gift of his
recently received portrait medal, dated 1948,
Correspondancea in 1951 between Kormis and the
Jewish Museum in Mew York, by then the actual
possassor of the Friedenberg Collection including
all of the commissioned plaques, makes clear
that a particular portrait of a rabbi living in
America, which had been made by Kormis on tha
basis of a photo he'd received was
unsatisfactory since it didn't sufficiently
“resemble the still living subject” whom everyone
knew. In the event, the rabbi sent another photo
and a satisfactory medal was sent from England
vary soon thereafter. Fradaerick Kormis made at
least 78 medals for the present series, the last
dated one being marked 1948.

Several other artists were commissioned to make
portraits for the Friedenbarg project, though none
ol them was as prolific in this contaxt as Sors or
Formis. Adam Eisenberg, a sculptar in New York
from the mid 1920's onward, made 28 plaques for
Friedenberg, many in the traditional round format
such as that of Mathan Straus, a prominent
philanthrapist and owner of New York's largest
department store, R. H. Macy's. Wera Mantel, 2

lvan Sors (Stein) 1BRS - 1850). Hungarian - American
painter, graphic arrtist and medalist. Salf-portrait, no
date. 136 x 112 mm.
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sculptress from Berlin and apparently alsoc a
1930's refugee, made some 26 plagues and
medals for the series including that of Sclomon
Schechter a schelar at Cambridge, who later
came to New York as Prasident of the Jewish
Theolagical Seminary, the parent institution of the
Jewish Museum. Cartaino Paolo and Edmondo
Cuattrocehi, both Halian-borm but American-
trained sculptors with national reputations,
between them made 11 medals for the series.
Joseph Hovell, Russian born and trained but later
an American citizen resident in New York, did 13.
While there were saveral other minor contributors
to the series it again bears emphasis that of the
500 plaques in all, Sors” 338 and Kormis' 78
alone accounted far mora than four-fifths of the
total output.

Thera is, unfortunately, no definite infermation
available on how Samuel Friedenberg came to
select the medalists he employed. But it is
obvious that he did not turn to well established
artists of whom there were many in the Eastern
United Stales at that time, the majority of them of
American or Western European stock; apparently
he did not see himself as a patron of
contemporary art. It is noteworthy that all the
arlists chosen by Frisdenberg were immigrants,
maost of them recent Jewish refugees. This choice
of course corresponds to the sense the patron
had of his project as a validation of that parlicular
group, his own people, who in his view were
wrongfully being denied the national and social
status they deserved.

Apart from the fact that Kermis in London clearly
rendered a higher proportion of his British
subjects from life, | have been unable to discern a
specific pallern for the distribution of artistic
assignments. In any case it seems that the vast
majority of all the portraits ware done from
photographic images, albeit often with the co-
operation of living honourees. | estimate thal
about 125, that is one guarter of the entire group,
were alive ¢.1940 when they were selected for
inclusion in the series, bul that portraits done
fraom life weare relatively rare, perhaps as few as
30-40 in toto. While every single plague is signed
by an artist, only 250, one half of the total series,
are dated. Remarkably, all but 10 of the dated
plagues bear the dates 1841 (74) or 1942 (166),
Thus it is clear that the project itsell was
conceived in mid 1939, the lists must have been
constructad by 1940, and the large majority of
the portrait plaques actually were executed within
a two year period. Very few new commissions
were given and medals produced in the
succeeding years of the 1940's; the last daled
itemn is from 1950.

Samuel Friedenberg's larger goal was, according
to historian Cecil Roth, the acquisition of actual
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Cecil Roth (1899

14971). English scholar and art
historian. Cast bronze medallion by Frederick J.
Kormis, 1842, 127 mm.

medals “signalizing persons of great significance
in Jewish history” and, where none such yat
existed, representing those Jews who had
contributed to civilization, filling in the gaps. So
far as | can tell there are no objective standards
for the concepts of fame, historical importance or
significant contributions to civilization, though a
great many authars in fact make such
judgements, even as Friedanbarg and his
advisers did. The choices historians and
encyclopedists make however are nol binding on
future observers, but do give us aninsight into
their own values, especially when, as in the
present instance, the intention of their effort is
made plain. Thosa selected for this gallery
include rabbinic and secular scholars, jurists and
political leaders, scientisls and physicians,
literary and musical artists, even notewarthy
business entrepreneurs, but no film stars or
popular performers, no athletic figures and none
who owed their fame to mere social prominence.
The perspective of the patron of this project, and
of his advisors, was serious but it favored
culturally established values, those of the
academy rather than of the avant garde.

Samuel Friedenberg announced two purposeas in
constructing his hall of fame: First, o gaingay
Mazi propaganda which held that the Jewish
pecple had made no positive contribution to
civilization as a whole, that indeed they ware a
malign force in Europe and elsewhere. This Nazi
position, of course, is taday so tharoughly
discradited almost everywhere that it seems
rather strange, even a bit embarraging to
contemplale retrospectively the desirability of
such propaganda on behalf of *Jewish fame” in
medallic or any other form. Friedenberg's secaond
purpose, closely related to the lirst, was to
enhancs the pride Jews might have in themselves
and in their heritage at a tima when they wera in



fact unwelcome in many countries and social
strata, even outside of Germany. He hoped “that
the trail of our people to the museum (housing his
collection) will be endless, that the exhibition of
these pieces will cause many who come to take
inventary of themselves. . _proud of being members
of the living organism that contributed so much to
the world, and will continua to contribute as we
did in the past to everything worthwhile”.

Can medals achieve such effects as he desired?
Did hig? Well, one would be hard pressed to
answer thase queslions objectively, to prove the
answers on the basis of sociological or
paychological analysis. But the mere lack of
proof does not diminish the importance of the
questions - espacially if those interested in
medals are ta conceive such artifacts as
meaningful in society and in history, We do know
that, at least in the United States and in lsrael,
there was a recrudescence of Jewish identity and
pride during the years following Warld War 11, It is
spaculative, thaugh nat actually improbable, to
suggest that vigits to New York's Jewish Museum
with its medallic Jewish *hall of fame” (and
traditional displays of historical,

artistic and ritual objects) contributed to this
spirit of national revival in the aftermath of the
crushing and humiliating experiences of the
Jewish people between 1933 and 1945, One must
also note, however, that tha usefulness of this
medallic display was perceivad as transient- at
least by tha curatorial staff of the museum in
which it was housed- for within 20-25 years the
display of the plagues being discussed was
drastically reduced and the large majority were
consigned to long-term storage.

Perhaps one ought to consider another aspect of
Samuel Frisdenberg's concept, seeing the
plagues produced not as individual “works of art”,
but as a single opus, a series of medals per se.

Those who collect, care for, handle medals, even
those who without special training in their context
receive them as an award or gift, all generally
sense, even remark on, the closeness of observer
to object, and to its contant, by virtue of holding it
in the hand. That palpable intimacy, possession
at least for the while,

momeéentary exclusion of other things from our ling
of sight, all make the single medal in hand guite
different as an experience and a medium of
communication than most other graphic arts. The
medal in serigs, however, especially the uniface
plague which is distanced from the touch on an
easel or on a wall, is more likely to seem to us
part of our larger social environment.
Furthermore, art works seen in serigs lorce the
viewer to think of the group as a whole, to focus
on the interdependence of the objects, here
medallic plagues, and their subjects, here
individuals identified as Jews, Obsarvars, aware
of this larger context even while looking at a
particular personage understand, with John
Donne, that “no man is an island entire of itself”,
That the contemplation of a medal or plague in
series momentarily de-emphasizes individuality
and sensitizes us to community is, | think, an
important part of the experience and message
inherent in this medium.

T'he patron who undéertook this project, first
collecting and valuing the old, then thoughtfully
supplementing it by newly commissioned
objects, understood, | believe, that pride, bothin
the past itself and in his own achisvement as a
collector and as a patron, were merely means to
a future yet lo be wrilten. For an amateur, a man
of the warld rather than an academic scholar,
Samuel Friedenberg did rather well in grasping
the capacity and scope of serial medallic
portraiture for promaoting communitarian pride,
and for creating through his patronage a concept
and resource for the benefit of others.

Left: Erngt Bloch {1688 -
1958). Swiss composer.
Cast bronze plagque by
Ivan Sors, 1942, 160 x
129 mm.

Right: Felix Warburg
[1871 - 1937). German-
American banker,
philanthrapist and
supporter of the Jewish
Museum in Mew York,
Cast bronze plague by
Ivan Sors, 1941, 177 x
127 mm.




Bight: Nathan Strauss (1848 - 1931).
American merchant and philanthropist.
Cast bronze medaliion by Adam
Eisenberg, no date. 154 mm,
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bronze medallion by lvan Sors,
1842,
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Appandix:

A list of medals and plagues commissioned by Samuel
Friedenberg for his

Jewigh “Hall of Fame™ project (1940-1850).compiled by Ira
Rezak in 2000

and based on specimens in The Jewish Museum, New
York, and the collections

of Daniel M. Frisdenberg and the author.

KMedal dimensions are given in millimeters.

Aboab, Isaac da Fonseca (1605-1693) 1211102 Sors 1941
Dutch Sephardi writer

Abrahamson,Abraham (1754-1811) 107 3ors

German medalist and mintmastar

Abrahams, |sragl (1858-1825) 1052127 Kormis

Editar J.Quarterly Review.founder,J Hist Soc (England)
Abramowitsch, Salomeon (1836-1917) 290x227 Eisenberg
1936

{Mendele Mocher Slorim) Russian Yiddish and Hebrew
Author

Abravanel lsaac (1437-1508) 106389 Sors

Treasurar to King of Portugal scholar

Adler, Alfred (1870-1937) 160x127 Sors

Austrian psychoanalyst

Adlar, Cyrus (1853-1840) 113128 Mantel 1940

US communal leadar

Adler Elkan (1851-1846) 113 Karmis 1941

Englizh lawyer and collector

Adler, Felix (1851-1833) 132x80 Sors 1841

US founder of Ethical Cultura movemant

Adler, Rabbi Herman (1838-1811) 112 Kormis

Chiei Rabhi of British Empire

Adler, Jacob (1855-1926) 1514120 Sors

Russian Yiddish actor

Adler, Nathan Marcus (1203-1820) 83x113 Kormis
Chief Rabbi of England

Aguilar, Grace (1816-1847) 143x85 HKormis 71947
English poat

Ahad HaAm (Asher Ginzberg 1856-1827) 137%105 Sors
Russian writer

Alatri, Samuel (1805-1889) 1182110 Sors 1941

Papal financier

Algxander, Moses (1853-1932) 1252112 Sors

First Jawish USA governor {ldaha)

Alexander, Mark 135157 Sors

Algxander,Samuel {1858-1938) 110 Kormis 71938
English philosophar

Altman, Benjamin (1840-18913) 135«85 Sors 1941
US marchant,collector,philanthropist

Antokaolski, Mark (1842-1902) 127594 Sors 15842
Russian sculplor

Asch, Sholom (1880-1857) 132x79 Newman 1941
Paolish Yiddish author

Ascoli, Graziado |saia (1829-1907) 140:100 Sors
Italian philologist

Ashkenazi,Zvi Hirsch ban Jacob (1858-1718)118x85
Mantal 1942

Chief Rabbi of Amsterdam

Auer,Leopold (1845.1930) 120x85 Sors

Hungarian violinist

Auarbach Berthold {1812-1882) 133x111 Mantal 1942
German writer and politician

Auspliz, Rudolf (1827-1906) 95 Sors

Austrian dermatologist

Aylion, Solomon be Jacob (1664-1728) 140x107 Mantel
Rabbi in London and Amsterdam

Bacher, Wiliam (1850-1813) 1252115 Sors 1942
Hungarian literary historian and lexicographer

Baeck Leo (1873-1956) 132%121 Sors 1941

Rabbi in Berlin

Baerwald,Paul {1871-1561) 112x105 Sors 1942
Garman banker

Bakst,Leon (1868-1924) 124x81 Sors

Hussian stage designer

Ballin, Albert (1857-1918) 111x95 Sors

German financiér, Hamburg-America Line
Bamberger, Ludwig (1823-1899) 127x102 Sors
German economist

Bamberger Siman (1847-1926) 122x100 Sors
Governor of Uah

Barnay,Ludwig ((1847-1926) 122x112 Sors 1842
German aclor

Baruch,Bernard (1870-1965) 141x81 Sors

US financier,political advisor

Baruch, Siman (1840-1921) 72¢107 Sors 1841
UE physician

Bearstead.Lord Samuel Marcus (1853-1927)107x85 Sars
Industrialist Lord Mayer of London
Belasco,David (1858-1831) 122x178 Elsenberg
US theatre impressario

Bendavid Lazarus (1762-1832) 1056 Sors 1941
German philosopher

Bandemann,Edward (1811-188%) 125x100 Sors
German painter

Benedict Julius {(1804-1885) 115 Kormis
German/English compoger and conductor
Benadikt,Mariz (1849-1920) 125X85 Sors 1942
Austrian editor and publishear

Benediki,Moriz {1B43-1820) 1552110 Sors
Austrign editor and publisher

Benet,Mordechai (1753-1829) 120x80 Sorg 1942
Rabbi in Moravia

Benfey Thaodor (1809-1881) 120x90 Sors 1942
German Sanskrit scholar (convert)

Ben Gurion,David {1886-1874) 119 Kormis 1950
Igraeli statesman

Benjamin, Judah (1811-1884) T0x98 Sors
Confederate States olficial

Bentwich,Morman de Matios (1883-1871) 130 Kormis 1944
English lawyer,prolessor zionist

Ben-Twi lsaac (1884-1963) 127x103 Kormis
Pregident of Israel

Bergner Elisabetn (1900- ) 140x115 Sors 1942
Austrian/English actress

Berlin, Irving (1888-1988) 102x60 Sors 1942

US song writer

Berlin Moses (1821-1868) 125x85 Sors 1942
Russian communal worker

EorlinerAbraham (1833-1818) 102x83 Sors 18942
Gearman historlan and theslogian

Berlingr, Emil (1861-1929) 160x115 Sors

LS inventor

Berpard, Tristan (1866-1947) 133x81 Sors 1842
French dramatisi and novelist

Bernays.lsgac (1792.1848) 195x120 Sors 1942
Rabbi in Hamburg

Bernigld, Simon (1850-1940) 150x115 Sors
Galician raboi

Bernstein,Henri (1876-1953) 137x98 Sors
French playwright

Besredhka Alexander (1870-1840) 133x100 Sors
Russian, Pasteur Institute

Bialik, Chaim Machman (1873-1934) 2102125 Sors 1941
Russian Hebrew Poet

Blach, Ernest (1888-1959) 160x128 Sors 1842
Swiss composer

Bloch, Marcus Eliezer (1723-1799) 140x105 Sors
Garman physician and icthyologist

Blumenthal George (1858-1841) 170x110 Sors 1947
U5 banker, philanthropist

Boas, Franz (1858-1942) 145x132 Sors
German/US anthropolagist

Bodansky, Artur (1877-1338) 150x105 Sors 1941
Austrian/US conductor

Boerne, Ludwig (1786-1837) 120x110 Philip 1341
German physician writer

Bohr,Migls {(1885-1562) 125295 Sors

Danish physicist

Bonheur Rose {1822-1893)

French painter

Braham, John (1774-1856) 140x100 Sors 1942
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Engligh tenar

Brandeiz, Louis {1856-1841) 170x140 Eisenberg
S Suprema Court judge

Brandes Georg (1842-1927) TOx81 Kormis
Danish critic

ErealMichasl (1832-1915) 130x110 Sors
French philologist

Brenner,Victor (1871-1824) 140x100 Sars
Lithuanian/Us medalist

Brod.Max (1884-1968) 143x130 Sors

Czaech author

Brodelsky, Selg (1888-1954) Kot!'n'ua_ 1841
Russian/English mathamatician, zionis

Bruell lgnaz (1846-1907) 110x100 Sors 1342
Austrian pianist and composer

Bruell Mahamiah (1843-1891) 165x125 Paslo
Moravian encyclopediat

Brunschvig Leon (186%-1944) 105290 Sors 1942
French philosopher

Buber,Martin {1878-1965) 164x103 Sors
Garman philosopher

Buber.Solomen (1827-1906) 115285 Sors 1542
Polish borm rabbinic scholar

Buachler Adolph (1887-1033) 112x100 Kormis
Hungarian/English talmudist

Buarger,Leo (1879-1943) 1252100 Sors 1942
Austrian/US physician

Cahan,Abraham {1880-1851) 125 Eisenberg
Polish/US socialist.aditar

Cantor.Georg {1845-1918) 165x105 Pacle
Gaarman mathematician

Cantor Moritz (1829-1920) 125x105 Sors
German mathematician

Cardoro, Benjamin (1870-1938) 1492186 Mantel
VS Supreme Court judge

Cara Hainrich (1834-1910) 123298 Sos
Garman chamisi

Cassel,David (1818-1833) 105 Sors 1942
Garman theologian and historian

Cassel Sir Ernst (1852-1921) 125 Kormis
German/English banker

Castro,Henry {1786-1885) 155x125 Sors 18942
Texas pionesr

Chagall Mare (1887-1988) 158 Quattracchi
Russian/French painter

Chajes, Zwi Hirsch ben Meir (1805-1855) 84125 Sors
1842

Galician rabbi and 1almudist

Chaplin,Charles (1885-1977) Sors 1942
EnghshilIS comedian

Chwolson,Danisl (1819-1910} 1152100 Sors 1942
Russian orignialist

Cohn, Albart (1814-1877) 105 Sors 1942

French philosopher and almoner for Baran Rothachild
Cohn, Fardinand Julius (1828-1098) 155x123 Paolo
German botanist and bacteriologist

Cohn Hermann L (1838-1906) Sors

German ophthalmologist

GCohn Tabias (1852-1729) 100 Sors 1842

Polish born physician and ancyclopadist
daCosiaJacoh M (183B-1800) 115295 Sors
West Indian/US physiclan

Costa,Sir Michael (1801-1884) 115x100 Kormis
Italian/English composer and conductor
Cowen,Sir Frederic (1852.1932) 86x116 Kormis
English composar and conductor

Damrosch, Laopald (1832-1885) 133295 Sors 1841
Palish borm US conductor
D'Ancona,Allessandro (1835-1914) 118295 Sors 1941
Italian scholar

Darmsieter, Arsene (1846-1588) 100 Sors 1945
Franch philalogist

Darmslater. James {(1849-1894) 118281 Sors
French orienialist

David, Ferdinand (1810-1873) 110x80 Sors 1842
Garman vislinist

Davidson, lsrael (1870-1939) Mantel 1241
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Lithuanian/US talmudist medieval scholar
Delmedigo.Joseph Solomon (1581-1655) 1555125 Sors
1542

Sephardic physician

Cerenbourg,Hartwig (1844-1906) 115280 Sors
French arientalist

Derenbourg, Joseph (1811-1895) 85x80 Sors 1942
French grientalist

DaSola Abraham {1825-18582) 150%125 Sors
English/Canadian rabbi professor

Dessoin,Ludwig (1810-1874) 1M0x110 Sors
PalishiFranch Shakespeare scholar
Diesendrock, Zevi (1890-1940) Hovell 1941
Austrian/US philosophy Professor

DVisraelilsaac {1766-1848) 125x10 Sorg 1942
English essayist and critic

Dreyius Alfred (1842-1935) 146x00 Sors

Franch anmy caplain

DropsieMoses Aaron (1821-1905) 134294 Mantel
US lawyer and philanthropist

Dubnow,Simen {1860-1941) 113x86 Sors 1942
Fusaian historian

Dukas,Paul {1865-1835) 130x100 Sors 1942
Franch composer

Durkheim,Emile (1858-1315) 89189 Sors 1942
French socialogist

EgarAkiva (1761-183T) 133x88 Sors 1842

Polish rabbi

Einhworn, David (1808-1879) 155x130 Sors
German/US rabbi

Einsgtein Albgrt (1879-1955) 150 Elsenberg1841
German/US physicistNobel Prize

Eisner,Kurt (1867-1919) 145x115 Sors 1942
Bavarian palitician

Elkus Abram [(1867-1247} 150x100 Sors 1942

U5 ambassador to Turkey

Elman,Mizcha (1891-1967) 146 Eisenberg
Fuzsian/US violinist

Emin Pasha (1840-1892} 130x100 Sors 1942
[Eduard Schnitzer] GermanPolish Physician,explarer and
administrator

Enelaw Hyman Gerson (1877-1934) 140x110 Philip
Rabbl, Termple Emmanuel, New York

Epstein,Jacob (1880-1959) 184x138 Eisenberg
US/English sculptar

Eybaschuiz Jonathan (1690-1764) 132x84 Sors 1842
Polish rabbi and cabbalist

Ezeklel, Moses Jacob (1844-1917) 130x115 Sors
Amaerican Sculptar

Falk Chaim Samuel Jacob (1708-1T82) 110 Korms
Polish/English rabbi, “Ba'al Shem Tov"
Faudel-Phillips, Sir Gaorge {1840-1922) 105 Kormis
Lord Mayar of London

Ferper,Edna {1887-1968) 143x100 Sors 1941

U5 novalist and playwright

Feuchlwanger Lion (1884-1958) 1532114 Sors
GEarman novelist

Filene,Edward {1860-1937) 1802125 Sors 1941
Merchant in Baatan

Firkowitsch, Abraharn (1785-1874) 122x100 Sors 1242
Russian Karaite author and collector
Fleg,Edmand (1874-1963) 100475 Sors 1942
French playwright

Flgigchar,Max (1841-1905) 140x100 Hovell 1541
German architect

Flexner,Abraham (1886-19393) 127x35 Sors

US aducator and reformar

Flaxner,Simon (1863-1946) 129x89 Sors 1941

US research scienlist

Franck, Adolphe (1808-1883) 172x122 Sors 1942
French philogaphear

Franck.Jamas (1882-1964) Sora

German/US Physiclat;Nobel Prize

Frank, Jacob {1726-1781) 1702120 Paclo

False messiah

Frankel Zacharias (1801-1875) 127x28 Sors
German theglegian




Frankfurier.Felix (1882-19685) 140 Eisenberg1941
LS Suprema Court judge

Frankl,Ludwig (1810-1884) 130100 Sors 1942
Austrian poet and Jewish communal worker
Franks,David Salisbury (17201733} 130x100 Sors
Amearican Rev.War officer

Franks,lsaac (1759-1822) 125x103 Sors
American Rav.War colonel

Fraiman, Archibald (1880-1944) Sors

Canadian marchant and zisnist

Fried Alfred Harman (1864-1821) Sors
Austrian/German pacifist;MNobel Prize

Friedland_ Abraham (1892-1939) B7x128 Mantel 1341
American educator and zionist

Friedlander, David (1750-1834) 120110 Sors 1942
German religious leader

Frigdlandar,Michag! (1833-1811) 85 Sors 1842
Principal of Jew's College.London

Friedsam, Michagl (1858-1831) 150x110 Sors 1842
US merchant,pariner of B Altman

Frohman,Daniel (1853-1939) 180x130 Eisenberg1941
American theatrical producer

Fulda,Ludwig (1862-1939) 95 Sors 1942

German author

Funk,Casimir {1884-1367) 1472105 Sors

Qlish/US hiochemist discoverer of vitamins
Furtado Abraham (1756-1816) 1682127 Sors 1942
Pras, Franch Assembly of Notables

Gans,Eduard (1796-1839) 110X80 Sors

German jurist and educator

Gaon of Vilna,Elija b.Solomon (1720-1737)157x105 Soars
1942

Lithuanian rabbi

Gaster,Mozes (1856-1930) 105 Kormig
Romanian/English rabbi,zionist

Geiger.Abraham (1810-1874) 172x133 Faolo
Garman historian and theglogian

Gershwin, George (1898-1937} 126x153 Eisenberg1941
American composer

Gimbel Adam {1817-1826) 146 Mantel 1942
American Merchant

Gimbel.Jacob (1852-1822) 125x85 Mantel 1941
American marchant

Ginzberg, Asher,"Ahad Ha-Am™ (1856-1827) 137105 Sors
1941

Rusgian®alastine Hebrew author

Ginzberg Lovis (1873-1983) 1306111 Sore
Talmudist al Jew, Theological Seminary

Glicenstain, Enrico (1870-1942) 152105 Sors
Palish sculptor

Godowsky, Lecpald (1870-1238) 1708135 Sors
Polish/Austnian pianist and composar
Goldbarger.Joseph (1874-1929) 160x120 Sors
US physicianestablished cause of pellagra
Goldfaden, Abraham (1840-1908)} 160x135 Eisenberg 1943
Russian/US Yiddish theatrical leader

Golding, Louis {1895-1958) 115 Kormis

English novelist

Goodman,Edwin (1878-1956) 146 Hovell 1342
American banker

Goldgchmidt, Henrietta {1825-1920) 135120 Sors
Garman suffragist

Goldschmidt, Meir Aaron (1819-1887) 117 Sors
Danish physician and author

Goldsrmid Abraham (17561810} 105x87 Kormis
English banker

Goldsmid, Benjamin (1755-1808) 11095 Kormis
English financier and philanthropist

Galdsmid, Sir Francis (1808-1878) 110x116 Kormis
English politician

Goldsmid, Sir Isaac Lyon {1778-1858) 135x85 Kormis
English financier,founder Londan Link
Goldsmid, Sir Julian (1838-1896) 100 Kormis
Deputy Speaker,House of Commons

Gaoldstein, Orlsrael (1896- ) 107 Kormis

American rabbi and Zienist

Goldziher Ignaz {(1850-1821) 115285 Sors 1842

Hungarian erientalist

Gollanze,Sir Israel (1863-1930) 95 Kormis
Secy.British Acadamyedilor

Gompears, Samuel (1850-1924) 130 Eisenberg
American labor leadar

Gordin,Jacob (1853-1909) 2051124 Eisenberg 1941
Russian Yiddish playwright

Gordon,Aaron David (1856-1822) 1324100 Sors 1342
Russian/Palasting labor leader

Gottheil, Richard (1662-1936) 140x115 Mantel 1841
English/US orlentalist, zionist

Graetz. Heinrich (1817-1881) 153x118 Sors 1841
Garman histonan

Gratz,Hyman {1776-1857) 100 Sors

Amarican philanthropist

Gralz,Bebecca [1781-1869) 130x98 Mantal 1941
Amarican social leader

Gruening, Ermesat {(1887-1974) 127x02 Sorg 1042
Alaskan senalor

Guedalla,Philip (188%-1544) 117 Karmis

British biographer and historian

Guggenheim,Daniel (1856-1930) 12580 Sers 1942
American business magnate

Guggenheim, Simon (1867-1841) 125x85 Sors 1842
American, financier and senator

Gunzberg, Baron Horage (1833-1908) 105x80 Sors
Russian philanthropist

Haber,Fritz (1868-1934) 141 Sois

German chemist;Mobel Prize

Hatfkine, Waldamar {1860-1930) 130x100 Sors 1942
Russian/British bacteriologist

Ha-Kohen, Shabbetai ban Meir{1621-1662) 1402100 Sors
1842

Palish talrmudist

Halberstam_ Solomon Joachim (1832-1900) 100 Sors 1942
Hebrew scholar

Halevy,Jacques {1799-1862) 116 Hovell 1341
French compaser

HalevyJoseph (1827-1917) 100 Sors

Franch semitic scholar

Harden, Maximilian (1861-1927) 1409x84 Sors 1542
Germen essayist and polemicist

Harkavy Albert (1839-1919) 130x100 Sors

Russian orientalist

Harkavy Alexandar (1863-1939) 140x80 Mantel 1941
Russian lexicographer

Har, Aaron (1670-1756) 120x95 Kormis

First Ashkenazi Chief Rabbi London

Hartmann Moritz {1821-1872) 120x100 Sors
Austrian edilar

Hartog, Sir Fhilip (1864-1847) 120 Kormis 1843
Engligh educalor

Heilprin,Michael (1823-1888) 120 Sors

US encyclopedia editor

Henle, Friedrich G.J.(1800-1885) 105x85 Sors
Garman anatomist/pathologist

Harschel, Sir William (1738-1822) 95x79 Kormis
English astronomer

Hertz, Heinrich {1857-1894) 129x94 Sors 1942
German physicist {not Jewish)

Herz Henrietta (1764-1847) 1585x115 Sors 1942
German social and intellectual leadar

Herzog lsaac (1888-1953) 140x98 Kormis

Rabbl in Ireland and Palesting

Hess, Allred Fablan (1875-1933) 140x100 Sors 1542
UE physician

Hess Mosas (1812-1875) 116x102 Sars 1842
German philogopher and zionist

Hildasheimer,lsragl (1820-1899) 1452100 Sors 1942
German rabbi

Hillar,Ferdinand (1811-1885) 150x110 Hovell 1841
Garman musical profassor

Hillman Sidney {(1887-1946) 123 Eisenberg 1941

US labor leader

Hillquit,Marris {1869-1933) 1452120 Eisenberg 1941
LS gocialist

Hirsch.Emil G. (1852-1923) 110x20 Sors 1242
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US reform rabbi

Hirsch,Baron Maurice de (1831-1836) 137x58 Sors
Austrian banker and philanthropist

Hirsch, Samson Raphael (1808-1889) 122x83 Sors
German orthodox rabbi

Hofimansthal, Hugo v (1874-1829) 132x84 Sors 1942
Ausirian poat and playwright

Heldheim, Samuel (1808-18&0) 100 Sors 1942
Garman reform laader

Haore-Balisha Leslie (1893-1957) 108 Kormis 1941
Brtish Secy of atate for War

Haormer Henry (1878-1940) 160 Hovell 1841
Governor of lllinois

Houdinl Harry (1874-1826) 114x81 Sars 1942
Theatrical magician

Hubermann Bronislaw {1882-1847) 132140 Sors 1942
Polish violinist

Hurst, Fannia {1889-1363) 112x140 Eisenberg 1947
Us navelist

Husik,lsaac (1876-1939) 121x133 Mantel 1941
Russian‘Aamernican philogophar

Husserl,Edmund (1859-1938) 133x82 Sors
Garman philosopher

leaacs Sir |saac Alfred (1855-1948) 120x35 Sors
Australian soldier and stal@sman

|grael, Menasseh ben (1604-1657) 130x110 Kormis
Dustch schalar

IsraplsJoseph (1824-1811) 181x148 Sors 1942
Duteh paintar

Ittleson, Henry (1900-1875) Hovall

WS financier

Jabotinsky, Viadimir {(1880-1940) 157x111 Sors 1841
Russian/Palestinian statesman

Jacobi Abraham (1830-1518) 140100 Sors 1942
Garman/S physician

Jacobs Joseph {1854-1216) 140x100 Sors 1942
Australian writer

Jacobsohn,Israel (German raform leader) 1400110 Sors
1542

Garman reform leader

Jacoby Johann (108-1877) 115110 Sors 1842
German statesman

Jastrow,Marcus (1829-1903) 1200120 Sors 1942
LS orthodox rabbi

Jessel Sir George (1824-1883) 111295 Kormis
English jurist

Joseph, Sir Samuel [1888-1944) 120 Kormis 1942
Lord Mayar of London

Kaempt, Saul Isaac (1818-1892) 95 Sors 1942
Prague rabbi and origntalist

Kahn Aloert {1869-1942) 130295 Sors 1942

US architagt

Kann,Julius H {1861-1524) 140x110 Newman 1541
US Congress reprasentative

Kahn,Otto H (1867-1934) 154x108 Sors 1942

US pbanker and pairon of opera

Kahn,Zadoc (1838-1805) 130110 Sors

French chiel rabbi

Kalisch.Bertha (1874-193%) 1902135 Eisenberg
Polish actress

Kaligch, David {1820-1872) 120x90 Sors

German playwright and humorist

Kaligchar, Zvi Hirsch {1785-1874) 120110 Sors
German rabbi and prote Zionist

Kaplan.Merdechai (1881-1984) 185x150 Jors 1942
US rabbl founder of Reconstruclionism

Kapasi Maritz (1837-1802) 35 Sors 1542
Hungarian dermatalogist

Karigel Raphael Haim (1733-1777) 18900130 Sors
Palestinlan rabbi and emissary to US

Kampeles, Gustav {1848-1908) 100x95 Sorg 1942
German literary Risionan

Kaufman,Davia (1852-1803) 140 Paolo

Hungarian scholar and coll@ctor

Katznalzon.Berl (1887-1944) 105 Karmis
Palestinian jounalist and labor leader
Klausnar,Joseph (1874-1958) 150x120 Sors
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FAussian/Palestinian Hebraist and histonan
Kohler.Raufman (1843-1926) 130x98 Mantel 1842
US retorrm rabbi

Kohler.Max J (1871-1834} 150x105 Hovell 1241
US lawyer,scholar and civic leader

Kohut Alexander (1842-18240 115x85 Sors 1942
Hungarnan/U3 rabbl and scholar

Kohut, Rebekah (1864-1951) 135x85 Sors

L8 educator and community worker

Kook, Abraham | (1865-1935) 135x85 Sors 1942
Latvian/Palesting Chiel rabhi

Krauskopf.Joseph (1858-1823) 115 Howvell
German/US reform rabbi

Kresler,Fritz (Mot Jewishl} Sors 1842

Austrian vialinist

Kun,Bala (1886-1938) 125x88 Sors

Hungarian révolutionary palitician

Kuranda,lgnaz (1812-1884) 145x110 Sors 1842
Austria Jewish |l2ader

Landau,Ezekiel ben Judah {1713-1783) 180x140 Sors
1842

Prague rabbi and falmudist

Landsleiner, Karl (1888-1943) 160x120 Sors
Ausirian pathologist;Nobel Prize {(convern)
LaskerAlbert D (1880-1952) 130x85 Sors

US advertising executive

LaskerEduard (1822-1884) 130x105 Sors
German libaral statesman

Lasker Emmanuel (1868-1941} 140130 Sors
German chess mastar

Laski, Harold Joseph (1883-1850) 120 Kormis 1241
English political economist

Laski,Neville J {1820-1263) 122 Karmis 1541
English judge and communal leadar

Lassale, Ferdinand (1825-1864) 127125 Sore
German founder of socialism

Lazarus, Emma (1849-1287) 115 Mantel 1541

US post

Lazarus, Moriiz (1824-1903) 130110 Philip 1841
Gearman anti-zionist philosopher

Lebensohn, Abraham Dov (1784-1878) 140x100 Sora
Russian Hebrew post

Lee Sir Sidney (1859-1226) 130x105 Kormis
English biographer and schalar

Lehman,Hearbart (1878-1963) 182 Hovell 1950
Mew York governor and senator

Lahman,lrving (1378-1945) 141x105 Sors 1941
US jurist and financier

Lehmann Marews {1831-1280) 110xB5 Sors
German rabbi

Levl,David {(1742-1801) 1302105 Sors

First nafive Anglo-Jewish scholar

Levl lsragl (1856-1938) 1352105 Sors

French rabbi and scholar

Lewi, Bylvain [1863-1935) 1152100 Sars

Franch orientalist

Levi-Civita, Tullio {1873-1942) 115195 Sors
Italkan mathematician

Levin Hirschal (1721-1800} 125100 Kormis
Galician rabbi

Levin, Shmaryahu (1867-1935) 93 Sors

Russian Hebrewiddish writer

Levinsohn, lsaac Baer (1788-1860) 115x100 Sors
Russian writer and Hebraist

Lewy, Uriah P {1792-1862) 95 Philip

US naval afficer

Lewvy-Bruhl, Luclen (1837-1939) 108x85 Sors 1942
Franch sociologist

Lewisohn Adolph [1849-1938) 1330108 Sors
LS mining execulive and philanthrogist
Lowisohn,Ludwig (1883-1955) 127x88 Sors
Garman wriler

Libman, Emanueal {1872-1948) 155x110 Sors 1942
US Prafessor of Chmcal Medicing

Ligberman, Carl T {(1842-1814) 10755 Sors 1842
German chemist

Ligbreich,Oscar (1839-1308) 1052100 Sors 1942




German pharmacologist

Lillienblum Moses Lesb {1843-1810) 1152100 Sors
Aussian Hebrew poet and zionist

Lipman Jacch G (1874-1939) 120x95 Sors

US sail chamist

Lipsky.Louis (1876-1963) 185x135 Eisenberg 1341
Vice-Pres. American Jewish Congress
Littauer.Lucius (1859-1944) 110x85 Sors
Amgrican litgrary patron

Litwinov. Maxim (1878-1851) 135280 Sors 1941
Soviet Forelgn Minlster

Locker.Berl (1887-1872) 130 Kormis 1541
Pallsh-born labor zionlsi

Loeb, Isidor {1838-1882) 123x105 Sors 1242
French orientalisl

Loswe, Louis {1809-1888) 120 Kormis

British arientaliat

Loowi,Otta (1873-1961) Sors

Garman/Us bicchemist;Mobal Prize

Logwy,Moritz (1833-1907) 130x125 Sors
AugtrianFrench astronomaer

Lombroso,Cesare (1834-1908) 105 Sors 1942
Italian psychiatrist

Lopez, Aaron {1731-1782) 1332105 Sors

IS merchant and philantbropist
LoewiLipot),Leopold (1811-1875) 105x90 Sors
Hungarnan rabln and relarmer

Lubin,David (1845-1819) 1432110 Sors 1942

LS agrarian ralarmer

Ludwig,Emil (1881-1948} 156x114 Sers 1941
Garman biographer

Luzzatto, Samuel David (1800-1885) 132x95 Sors 1942
Italian rabbinic scholar

Magnes,Judah Leon (1877-1948) 118 Karmis

US rabii,Pres. Hebrew University

Malmon, Solomen ben Joshua (1754-1800) 1112895 Sors
German philosopher

Maimonides, Moses (1135-1204) 159x121 Sorg 1942
Spamsh rabbiphilosopher, physician

Mandal Georgas (1885-1844) 1352105 Sors
French statesman

Mandelstam Max Emanuel {(1838-1912) 115230 Sors 1942
Russian ophthalmologist and zienist

Mapu Abraham (1808-1867) 120x90 Sors 1942
Lithuanian Hebrew novelist

Marcus Siegiried [(1831-1898) 11000 Sors 1942
German invantor

Margolis, Max Leopold (1866-1332) 122 Mantel 1941
Lithuanian rabbi and scholar

Marmorek Alexander (1865-1923) 110x85 Sors
French bactericlogist

Marghall Louis [1856-1929) 120 Mantel

US jurist and cemmunal leadar

Marx, Alexander (1879-1954) 157133 Sors
Garman/Us histerian and lisrarian

Marx Karl (1818-1883) 160:120 Sors 1941
German/English soclal philosopher (convert)
Masliansky,Zvi Hirsch (1856-1943) 1750130 Sors
Russian/US preacher

Medgr, Julivs [1874-1937) 1252100 Sors

Governor of Oragon

Melchett.Henry Mond,Lord {1858-1543) 120 Kormis 1941
British industrialist

Mendelsohn, Erich {1887-1853) 130x178 Simon
Garman architest

Mendes, Catulle (1841-1909) 140x100 Sers
Franch post and playwright

Mendes, Henry Peredra [1852-1937) 133x125 Mantel 1941
US rabbi and zionist

Mankaen, Adah | (1813-1868) 1552105 Sorg

US actress and poet

Menuhin, Yehudi (18916-1998) 1452120 Sorg

US violinist

Meyer Adolph {1542-1208) 115292 Sors
Confedorate officer and congressman
Meyver,Euganeg (1875-1959) 120:100 Sors

US banker and publisher

Michelson Albert Abraham (1852-1931) Sors

US physicisi;Nobel Prize

Minkovsky Hermann (1884-1909) 1352105 Sors
Lithuanian mathematician

Mocatta, Frederc David (1828-1902) 92 Kormis
English philanthropist and bibliophile

Mohilovar, Samuel (1824-1898) 105x100 Sors 1942
FPaolish rabbi and zionist

Moise,Edwin warren {1832-1902) 125x100 Sors
Confaderate patriod

Maolnar,Ferencz (1872-1852) 1112102 Sors 1942
Hungarian novelist and playwright

Monash, Sir John (1865-1831) Kormis 1841
Auvstralian general

Mond, Alfred Moritz {1868-1330) 12% Kormis
British industrialist and statesman

Montagu, Edwin Samuel (1873-1924) 81 Kormis
Enghsh anti-zromist stalesman

Montagu Lilian Helen (1873-1964) 130 Kormis
Founder of English liberal Judaism

Maorais, Sabato (1823-1897) 146 Sors 1942
Italian/US rabbifounder of Jew Theol Seminary
Morgenstern Julian (1881- ) 150x115 Sorg

LIS biblical scholar

Morgenthau, Henry M (1856-1946) 166x114 Sors
US diplomat

Mescheles Ignaz (1794-1870) 1152115 Sors 1942
Bohemian pianist and composer

Mosenthal, Salomon H (1821-1877) 123x07 Sors 1942
German dramatist

Mosse Rudalf (1843-1920) 1152085 Sors 1942
German publisher and philanthrapist

Munk. Saloman (1803-1867) 106x87 Sors 1942
French orientaist

Munkacy,Michasl (1844-1000) 141x113 Sors
Hungnrian pninlﬂr

Munsterberg,Hugo (1863-1816) 140x105 Sors
German/US psychologist

Mamier, 5ir Lewis Bernstein (18088-1960) 124 Kormis 1841
Polish/English historian

Mathan, Harry Lowis Lord (1888-1962) 132 Kormis 1945
British politician

Mathan Sir Matthew [1882-1939) 115 Kormis
British colenial administratar

Meubauer, Adolph (1831-1907) 135x105 Sors 1942
Hungarian biblisgrapher

Meuman Abraham (1820-1970) 1972157 Sors

LIS rabbi and higtorian

MNewman.Louis | (18%3-1972) 235x170 Sors

New York rabbi and zionist

Nieto,David (1654-1728) 130x100 Kormis
Venetian/Engligh rabbl and physician
Noah.Mordechai Manuel (1TB5-1851) 127x79 Sors
LS diplomal

Nordau[Suedfeld) Max (1848-1823) 108x55 Sors 1942
Hungarian authar and zionist

Ochs Adolph 5. (1858-1935) 133x21 Maniel 1942
NY Times publisher

Offenbach.Jacques (1819-1880} 130 Hovell
French composar

Cppanhaim,David {1664-1736) 1206115 Sors 1043
Garman rabbi and bibliophile

Oppenheimar, Samuel (1630-1703) 1272121 Sors 1042
Austrian hofjude and philanthropist

Oppert Julas (1825-1805) 100 Sors 1842

German born French onentalist

Ottolengui Givsappe (1838-1904) Sors

lHahan genaral and War Minister

Falgrave.Sir Francig [1788-1861) 120 Kormia
British historian

Pasta, Giudina (1798-1865) 153x117 Soe

Italian diva

Pargire, Emile (1800-18758) 110100 Sors 1842
Franch financiar

Paraire, lsaac (1808-1880) 125x85 Sors 1942
French financier

Peretz_ lgaac Leib (1852-1815) 184x121 Eisenberg 1841



Folish Yiddish and Habrew post and writer

Philip, Sir Banjamin Kormis

Eﬂgﬁsh |!.IHE.'I

Philipsan, Ludwig (1811-1883) 115285 Sors 1842
Geman rabbi and sohotar

Pinsker, Judah Logh (1821-1881} 28 Sors 1942
Russian zienist

Pissarro. Camilla (1830-1903) 110x85 Sors 1942
Franch paintar

Passar.Emst von (1541-1521) 110485 Saors 1942
Garman agtor

Frrsuss, Hugo (THEG0-1825) 1202100 Sors

Garman slatesman

Eringsheim. Mathanisl (1823-1894) 115290 Sors 1942
Polish barn German hotanist

Fullizer, Joseph (1247-1911) 154x105 Sors 1942
Hunganan bofn US publisher

Rabinovicz, Raphasl Nathan [1835-1838) 120290 Sors
1942

Russian tafmudist

Harsa, Aoza (1893- | 150x125 Elsanberg 1941

ngra slngﬁr

Aapoport. Solomon Judah (1780-1867) 180x130 Faclo
Polizh born rabbi and scholar

Rawidowice, Simen (1897-1957) 110 Kormis 1530
Paligh/English philosopher

Rayner Isidor (1B50-1812) 132120 Sors 1942
Senator fram Maryland

Reggio.lsaac samuel (1784-1855) 115285 Sors 1942
Itahan mathamatician

ReinachJeseph {1856-1521) 143 Paolo

Frepch politician

Aeinach. Solomon (18581932} 141x102 Sors
French archeologist

Rainach, Theodore {(1880-1828) 110x95 Sors 1942
French historian and numismalist

Reinhardl Max ($1873-1943) 118286 Sors 1042
German imprassanc

Retss, Philpp (1834-1874) Sors

Reuter Paul Jullus (1816-1899) 160x110 Sors 1942
German news sgrvice loundar

Ricardo, David (1772-1823) Sors 1842

English ecanomis

Ricg, lsaac Leopold (1850-1932) 135x105 Sors
Garman/US indusicialist

Rickover Hyman (1900-1525) 148 Havell

LIS admiral

Bresser Gabrigl (1808-18583) 180x120 Paclo
German jurlst

Hormanofl, Paul (1898-1943) 235x170 Sors

MY Jewish Museum curator

Aosenbach Abraham SW. (1876 1852) 130x57 Sors 1942

US bibliophie

Aosendale, Simon Walle (1842-1937) 105x85 Manied 1841

US lawyar

Rosenwald Jullus (1662-18532) 199x133 Sors

S merchant aned philanthropist

Roth Cecll (18991871} 127 Kormis 1842

English historian

Rothschild Jamas (1782-1868) 130 Hovell 1948
German/Franch banker

Rethschild Karl {1788-1855) 130x110 Sors 1942
Garman/Meapolitan bankar

Rothschild, Mayer Amgehal (1743-1813) 12085 Sors
1842

German Danker

Rubin,lsaac C (1883- ) 1752135 Sors

US physgician

Auppin, Arthar (1876-1542) 130x105 Sors

Garman born Zlonst

RAuthenberg.Pinhas (1878-1942) 125 Kormis
Russian/Palestintan zionist

Salaman, Radcliffe Nathan (1874-1255) 128 Kormis
English seential

Salaman, Charies Kensington {1814-1201) 111 Kormis
Engiish planist and eomposar
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Saloman,Haym (1740-1783) 155%110 Sors 1942
US revolutisnary war patriet

Salamans, Sir David (1797-1873) 110 Komis
English banker and politician

Samuel Harberl Louis Lord (1870-1963} 108 Koarmis
British statesman

Sandars,Daniel (1818-1887) 105 Sors 1942
Garman laxicographe:

Sassoon, Sir Alberl (1782-1864) 1132143 Kermis
Irpgi banker and: philanthropist

Schatz,Boris {1887-1832) 185x135 Sors
Russian/Paléstinian artist

Schochter, Solomon (1850-1915) 133 Mantal 1541
Rumanian/US schalar

Schick Bela (1877-1967) 153x114 Sorg
Hungarian/Us immunalogist

Schitt, David Tewale [1705-1792) Kormis
German/English rabbi

Schifl Jacob Henry [1847-1920) 148297 Sors 1941
German/L5 banker ard philambropist

Schiff Moritz (1823-1898) 105x85 Sors 1942
German bialogist

Sehildkraut, Rudolph (1862-1930) 155 Eisenberg
German/US actor

Sehnitzlar, Arthur (1862-1231) 137x81 Sors 1942
Austrian physician and playwright

Sehocken Simon (1874-1928) BE

German depanment store founder

Schamberg, Sir Alexander (1716-1804) 140x105 Kormig
British naval othicer

Schoenberg Armold (1874-1851) 124xB1 Sors 1942
Gearman composer

Schraiber Moaes [1763-1838) 93x85 Sors 1942
German rabbi

Schuster,Bir arthur (1851-1834) 1352107 Kormis
Engiish asirophysizist

Sohwab, Loaw [1704-1857) 125x105 Sors 19432
Moravian rabbi and revolutionary

Sehwarz, David (1845-18087) 155x102 Sars
Austrian difigibla Invanior

Schwarls Maurice (1688-1860) 1402125 Eisenberg 1241
S actor and impressario

Seixas Gersham Mondes (1745-1816) 1452121 Seors 194
LS rabbi and patriot

Saligman Arthur {1873-1933) 180140 Sors

US public official

Sharett(Shertak), Moshe (1894-1965) 1412113 Kormis 1948

Isragl stalesman

Shiplacofl, Abraham [1877-1934) 112 Eisenbarg
RussiarvLI3 joumalist and politician

Sitver Abba Hillel {1893-1963) 113 Kormis

U5 rabbi and zionis

Simon, Sir John (1818-1837) 1122580 Kormis

British lawyer and communal leader

Simon.Joseph [(1B51-1835) 1601120 Sars

LS public afficial

Sinzheim.Joseph David (1745-1812) 240x130 Sorg 1942
Frangh rabbi of Sanhadrin

Sionimskl Chaim Selig (1810-1904) 130x98 Sois 1942
Russian mathematician and aditor

Smolangkin, Paratz (1842-1885) 135x110 Sors
Ruesian Hebralst and zionst

Solis-Cohen,J.daSilva {1838-1927) 135281 Maniel

US laryngologist

Solomon, Solomon J (1860-1827) 125285 Kormes
English ariisl

Eofomon, Vaiben 5 (1853-1006) 122 Kormis

South Austrahia Prime RMinister

Solomons. Adolphus Simeon (1826-1910) 140x110 Sors
US founder of Red Cross

Solomeng, Levy (1720-1792) 143285 Sors

Canadian Indian trader

Sors{Sein) lvan (1895-1950) 136x112 Sors
Hungarian/Czech/LUS artist and medalist

Spaktor, leage Elbanan (1817-1886) 130x35 Sors 1942
Russlan rabbl

Spielman.Sir Isudore (1854-1825) 120 Kormis




English communal official

Spire,Andre (1868-1965) 1402105 Sors

French poet and zienist

Stahl,Friedrich Julius (1802-1861) 115x83 Sors 1942
German furist and academician

Stein, Gartrude [1874-1946) 159 Quattrocchi

US wrilar

Stain,Ludwig (1858-1830) 135x100 Sors
German philosopher and sociologist
Steinschneider,Maritz (1816-1907) 140110 Sors 1542
German Hebrew bibliographer

Steinthal, Herman (1823-1899) 1152105 Sors 1942
German philologist and philosopher
Stern,Abraham (1768-1842) 100 Sors 1942
Polish Mathematiclan and inventor

Stern, Horace (1878-1969) 146x98 Mantal 1941
S judge

Straus,Mathan (1848-1931) 154 Eisenbarg

US merchant and philanthropist

Straus, Oscar (1845-1926) 162 Eisenberg

US ambassador

Struck Harmann (1876-1944) 127x79 Sors 1942
German engraver and painter

Sulzoerger,Mayer (1843-1923) 85x130 Mantel 1942
US judge and communal leader

Sulzar,Solomon (1804-1890) 95 Sars

Austrian cantor and composer
Swaythling,[Samuel MontagujLord (1832-1911)110 Kormis
Enghsh banker

Sylvesier,Jacob Joseph (1814-1857) 105 Kormis
English/US mathematician

Szold, Henrietta (1860-1945) 108 Kormig

U zionist and communal leadar
Thomashelsky,Boris (1866-1838) 180 Eisenbarg 1841
Russian/US actor,playwright.impressario
Tourg,Judah (1775-1854) 149x121 Sors 1942
US merchant and philanthropist

Traube Ludwig 31818-1876) 115x25 Sors
German pathologist

Trotsky,Leon (1879-1840) 146x130 Sors 1341
Russian political leadear

Tuck, Gustave (1857-1942) 105885 Kormis 1941
English publisher

Ullstein, Leopold (1826-1899) 95 Sors 1942
Garman publisher

Ury,Lesser (1261-1831) 1232100 Sors 1942
Garman painter

Ussishkin, Menacham Mendel {1863-1841) Kormis
Russian zionisl

Vamberi Armin (1832-1813) 120x85 Sors
Hungarian arigntalist and travelar

Viadack {B.Charney) (1886-1939) 145 Eisenberg
Russian'US labor leader and journalist

Volterra, Vite (1860-1840) 155x120 Sors

ltalian physicist mathematician senator

Wald. Lillian (1867-1840) 127x85 Sors 1942

US socal workar

Wallach,Otto (1847-1831) Sors

German chamist;Mobel Prize

Walter, Bruno {1878-1262) 1402112 Sors
German orcheslra conductar

Warburg,Felix (1871-1937) 177x127 Sors 1941
German/US banker and philanthrepist

Warburg, Ollo (1853-1338) 1152100 Sors 1942
German botanist and zionist execulive

Wasserman, August ven (1866-1925) 1685x130 Sors 1842
German bacteriologist and immunolegist
Wasserman,Jakob (1873-1834) 1752122 Sors 18411
German novalist

Wasserman,Oscar (1863-1234) 105 Sors

German banker and communal leader

Weber,Max (1881-1961) 1492103 Sors

Russian/US painter

Welss,Isaac Hirsch (1815-1905) 115x105 Sors 1842
Meoravian talmudist and historian

Weitzman, Chaim (1874-1852) 106 Kormig 1941
Polish born chermist and statesman

Werfel Franz (1890-1945) 162x127 Sors 1942
GCzech author

Wartheimer, Samsaon (1858-1724) 140 Sors

Austrian rabbi and panker

Wessely, Harlwig Herz (1725-1805) 135x97 Seors 1942
German Hebraist

Weyl.Julius Stern (1871-1833) 118288 Mantel 1341
US merchant

Wise, Stephen Samuel (1874-1949) 165x124 Sors
US rabi and zionist

Walk, Lucien {1857-1931) Kormis

Wall, Simon (1836-1923) 1332107 Sors

US communal leadar

Walff, Bernhard (1811-1879) 100 Sors 1942
German naws agency founder

Wollf,Josaph {1795-1862) 170x130 Sors
English explorer/missicnary (cenvert)
Wollsgohn, David (1856-1814) 1302103 Sors
Garman zionist

Yellin,David {1864-1841) 85 Sors 1942
Palesiine scholar

Yulee,David Lavy (1810-1886) 115x80 Sors
US senator from Florida

Fangwill Israel (1864-1926) 134101 Kormis
English wrilr

Zvi.Shabbethai (1626-1676) 150x120 Sorg 1942
Pseudo-messiah

Zhitlowski Chaim (1865-1843) 123x106 Sors
Russian philoscpher, revolutionary

Zimbalist, Efrerm (1889-19 } 1532118 Sors 1942
Russian/US violinist

Zinoviev.Grigory Eveuvick (1883-1936) 180x160 Sors
Soviet Minister

Zondek,Bernhard {1891-1986) 127 Kormis
Garman/Palastinian gynecologist
Zuckerman Max (1859-1032) 58x40 Eisenberg
US labor leader

Zunz,Leopold (1794-1886) 125x95 Sors 1842
German hislorian

Zwaig, Arnold (1B887-1868) 156x119 Sors
Garman/Us author

Zweig, Slelan (1881-1842) 84 Sors 1942
Gaerman author, playwright
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Lactians

COMMISSIONS - ARTISTS - MEDALS

Ewa Qlszewska-Borys, Poland

{From the secrets of the medallist’s workmanship
in the context of set-subject tasks, or relations
between the medal-commissioning body and the
arlist, and the influence of these on the final
shape and exprassion of the commissioned work)
A prevailing majority of works of art surviving to
this day were done an commission. We look at
them in galleries and museums; they embellish
palace and church interiors, and excite our
admiration for their makers' creative invent-
iveness, in which we are not in the least
disturbed by the way in which they were called
into being. This is so because there is no basic
difference {in any case there should be no
difference) between a work born of an inner in-
centive and a commissionad wark if they come
from the same artist. Art has always been
autonomous, and will remain such, because
genuine creativity is governed by its own laws
and gives rise to its own ethic norms. If this were
not the case, we would anly be left with crafts-
men's articles.

Though there are no criteria by which strictly to
define the concept of art, it is distinct in virtue of
the human baings inborn sensitivity to beauty, a
quality commen to all humans despite individual
differences. An individuals spontaneous reaction
to a work of arl that he/she sees for the firsl ime
is always genuine and more reliable than
philosophical reflactions on the subject. | have a
feeling that if societies were not so slavish lo the
successive fashions and trands, there would be
no artists condemned to eblivion by their
contempaoraries, and thera would be no Salans of
the Rejected.

Mg one can substitute for the artist in Ihe process
of ereation, which is why the profession should
command special respect. Regrettably, artistic

In mamory of
Joseph Conrad.
1884, cast bronze,
100 % 100 mm.
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creation has not always been acknowledged. The
excellent sighteenth-century English painter and
arl theorist Joshua Reynaolds wrote a dozen-odd
treatises on art in order to make the public aware
of the higher status of artists who deserved
recognition nat hecause of their perfect command
of workmanship but above all because they were
thinkers. This is true. Creative work is a
challenge that has to be faced; it is a problem to
be solved with full intellectual and emotional
involvement so that the work to be bom could be
the artist's genuine expression up to his/her
ambitions and aesthetic standards, and al the
same time meet the expectations of the ana who
has commissioned the work it the work has been
commissicned,

The problem put forward by Reynalds is still
topical especially as contemporary arts
expression is very laconic, hasty, and often quite
careless so that it seems exceedingly sasy to
execute and imitate, The above applies to
medallic art as well, Thus, for instance, those
commissioning a medal may have an imprassion
that the concept they have outlined is a ready-
made work, which anly has to be fashionad in
some material.

The customer pays, the customer has demands.
Yet we pay a doctor for a visit, but we do not
instruct him how we expect (o be treated. It
would be a good thing if the same principles hald
for medallic works done on commission. s the
problem of free arlistic expression compatible
with the expectations of those commissioning a
work of art, however? We should nol be loo
pessimistic, for it happens . though rather
infrequently - that an artist making a madal on
commission enjoys full freedom as lar as the
choice of the subject goes. Commissions of the




Medal for the
Chopin Institite
I Warsaw, 1984,
cast bronze, 100
x 110 mm

Grand Prix du Diggue
Frederic Chopin, 1985,
1987 1890, 1995, 2000,
cast bronze, 117 x 117
mm

Fredernc Chopin
Intemational Piang
Competition, Warsaw
1995, struck bronze,
diameter 70 mm

Stanislaw Sliwinsky,
1988, casi bronze,
M x 117 mm
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British Art Medal Society (BAMS) are a case in
point. This is certainly part of a deliberate - and
much needed -programme aiming to stimulate tha
art of the small relief. Yet, with so much of the
much desired freadom, combined with an
awaraness of working on commission, the artist's
task is by no means an easy one. It is perhaps
even more difficult than it may seem at first
glance, bacause it requiras full concentration.
The artists sense ol responsibility is much higher
than usual: not only has he/she to sculpt a good
medal, but propose an interesting subject gither.
Working in these peculiar circumstances on my
Joseph Conrad medal, | experiencead guite unigque
emaotians, and the whole experience was really
supark.

Another example of equally congenial
circumstances is when the medal-commissioning
individual ar institution knows and appreciates a
given artist's work and, having every confidence in
him/her, commissions a medal that is to be
issued for this or other reason. Though the
subject of the work is strictly defined, the artist is
laft full freedam of intarpretation. Along these
lines, | have several timas made meadals for the
Chopin Institute in Warsaw, the organiser of,
among olher things, the Frederic Chopin
International Piano Competitions held once every
five years. The Institute has also founded an
international prize for record-publishing firms,
known as the Grand Prix du Disgue F. Chopin, in
the form of a medal, of which | am the author. The
consecutive editions of the madal differ only in
virtue of the date inscribed. Sculpting this
particular medal, | carried into effact my own
concept, with which no one had interfered, and
thaugh it was far from stereotype, it was
accepted. A series of medals on the saventieth
anniversary of the Polish Theatre in Warsaw,
commemearating the outstanding stage designers
Sliwifiski, Drabik and Frycz, a medal awarded in
acknowledgement of the contribution o the
rebuilding of the National Theatre in Warsaw, and
many cthers, are a similar case.

The creation of a medal is of equal interest 1o

Mational Theatre in
Warsaw, 1907, struck
tombak, silvered,
diameter 70 mm
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those commissioning a medal and the arlist. The
former want it first and foremaost to convey a
definile message while the lalter wants to make a
good madal. If the medal is to be good, the
compatence of both sides has to be well defined.
Those commissioning a work are often unaware
of their stepping beyond their compelence
because for them contant is more impertant than
form. Thus it is the artists responsibility, as the
only parson in charge of the final shape of the
waork, to restore balanca in the relations between
the customer and him/herself, which requires
quite considerable diplomatic skills.

Medallic art dilfers from applied art, such as
jewellery, for instance, in that it is a carrier of
ideas. The power of its expression depends on
how simply the arlistic statement is formulated.
The witty observation that “a madal is a pocket-
gize monument” hits the mark because a medal
i5 often monumental in its contant and form.

Taken together, content and torm have to be
monolithic. If the content gains the upper hand of
the form, if the main message of a work of art can
hardly be distinguished among the wealth of
motits, what we are dealing with may ba a
decorated object rather than a medal. Therelore
the artist should not be uncritical in his/her
submission to the customer. Artists should be
capable of thinking in synthetic terms, and if the
range of their means of expression is wide
enough, and if they employ them in their peculiar
way, the result may be an autonomous work of
art.

In some cases, however, the arlist has to accept
a degree of compromise and includea in his
medallic compositions elements on which the
cuslomer insists, or ones indispensable to the
full articulation of the message as envisaged by
the customer, even though those elements are
nat really in keeping with the ariginal artistic
concept. Several years ago, | had a problem of
this kind in connection with a medal
commissionad by the Slefan Czarniecki Grammar
Schoel in Chelm. Czarniecki, a great military




Stefan Czarngcki
Grammar School in
Chelm, 1895, struck
tombak, silvared,
diametar 70 mm

commander who distinguished himself in the wars
waged by Poland in the seventesnth century, was
avery picluresque and inspiring parsonage. | was
given freedom unlimited as far as the
interpretation of the portrait went. Thare were
preblems with the reverse of the meadal, hawever.
The monotonous neo-classical facade of the
school building, an elongated rectangle with a
small cupola at the top as the only attraction to
the eye, would call for a definite kind of
compaosition, but at the same time give it a
certain tone of peace and dignity. Yet my
intentions were upset by the intlexibility of those
commissioning the medal who insisted on me
placing an the reverse an image of the rathar
absurd, crane, a contemporary sculpture
decorating the yard, plus the emblem of the
grammar schoaol, very banal in form. | gave in and
could not be satisfied with the effect of my work
Sports medals, of which | have sculptured vary
many, have made it possible for me o tackle the
problem of movement. Though static by nature, a
work of art can produce an illusion of maotion by
reprasenting an cbject thrown off its natural
halance. | wanted to go a bit further and use
space, 1o which | give material form in my
medals, as a medium. Iz motion not a shill of
mattar in space? Thus | sculptured my athletes

Medal for Sportmen, 1987,
cast branze, 110 x 105mm

ta visualise haw their bodies overcome the
resistance of the matter of space, how they force
their way through it, leaving evasive traces of
their-presence much like those in the seaside
sand. Unfortunataly, these were mostly medals
awarded as prizes, to be attached to a band that
goes round the prize-winning athlete's neck All of
them have been commissioned by sports unions
who demanded that their emblem be included on
oné side of the medal, and this was a graphic
sign which did not always have an interesting
form. That was the only shortcoming of these,
otherwise interesting commissions.

Are there difficult subjects in medal-making? |
think there are, for instance, portraiture, Though it
is a leading subject in this art discipling, it is not
necessarily the most popular with artists these
days, A competent portrait depends on
compeatent warkmanship, but it is also a matter of
certain predilections that not all have. A com-
petent portrait does not only amount to rendering
the superficial anatomical likeness. It depends on
conveying the truth of the person portrayed, his/
haer personality, emolional state and the like. Itis
a guestion of bringing out and fixing in the
material used the non-physical structures of
human natura. This is why portraiture is so
difficult. Im order to make a portrait medal, we
have to enter the third dimension. Hence the
importance of the iconographic material per-
mitiing the medallist to visualise the shape of the
porlrayed person’s head. This is the basic
condition of a good likeness. Yet sometimes the
only thing we have at gur disposal is just ong
phaotograph. Il happened o me when the
amployeeas of the Huguenin Meadailleurs la Locle
decided to issue a medal in celebration of Faul
Huguenin's seventy-fifth birthday. The anly thing |
could rely on was a newspaper cutting with a
faded snapshot. To this day, | find it hard to
beligve that | was able (o cope with the task,
Excepl the portrait, | found the reverse a dilficult
problem. The medal was to convey the
employeea’s gratitude to Paul Huguenin, the heacd
of the firm and at the same time an outstanding
minting technologist. | conveyed this peculiar
message in my medal through mental
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abbreviation.

If the task amounts to more than just rendering
likeness in a portrait, no documentation, however
perfact, is likely to make it any easier. When |
was to design a medal in celebration of Albert
and Christiana Van Dorpe's golden wedding, 1
received a great deal of photos and information.
The medal was to be pointed with a metaphaor
originating in the myth of the love of Philemon
and Baucis whom Jupiter turned into trees with
intertwining roots. My task consisted in trans-
lating the metaphor into the language of con-
temporary realities. Ovid's Metamorp/wses, and
especially the tale of Philemon and Baucis, was
Albert Van Dorpe's favourite literary work, one
that he has even translated for pleasurs, | was to
convey something as evasive as feeling palpable
visual form. | was to show the essence of
conjugal love and its timeless significance. Thus
the obverse of my medal represents a couple as
if grown into one, so close to each other, and at
the same lime $o distinct in their individualitins:
she, caring, delicate, tendar; he, severe,
powerful, decisive. The reverse shows the lasl
two avtumn leaves of an oak and a lime tree, and
at the top of the branches, small but firm buds to
testify to the vitality of the Van Dorpe family tree.
The family home in the far distance also has
melaphorical significance.

Cluite often the message of a medal ariginates in
the world of abstraction, of concepts that are
sometimes exceedingly difficult to convey in lucid
sculptural torm. | have been commissioned
several times to make medals for the prize-
winners of the Biennials of Religious Artin
Gorzaw, Paland. Sculpting the medals, | kepl
asking myself the same guestion each time,
namely: what is sacrum? | did so hoping to be
able to answer it with a different visual form each
time, The medals for the Polish Radioand for the
Palish Gastroenterology Foundation, awarded as

tokens of gratilude, were a similar case. The
hands on the reverse of the latter medal are
shown extending towards a luminous polished
disc where the dedication is to be engraved.

| baligve that an untypical medal subject is
conducive to overcoming some intellactual
sterectypes, much rooted in the consciousness
of both the artist and the public, which may lead
o a more prolound understanding of the essence
of the medal by both. The contemporary artist
and those issuing medals most ollen disagree
aboul rather irrelevant formal issues. What is
fixed in the customer's mind is often rejected by
the artist who shuns imitation of composition
schemes overexploited aver the centuries. Yet
neither side questions the very idea and point of
medallic art which is quite unigue and does not in
any way clash with the concept of madernity. For
what is permeated by the spirit of its time, has to
be modern. Let us think for a while about the
circle, from which medallic art is seeking 5o
much to move away. Has it become a thing of the
past, is it no longer needed, has it ceased to
exist? Still our world, our universe, the animate
and inanimate matter, physical phenomena are all
centrally controlled. Whenever | look in sincere
admiration at the warks of our Fortuguase and
Finnish colleagues, so often based on the circle
form, and so innovative, Professor Zofia
Demkowska's words come alive in my mind. She
said: “thare are no traits of originality or
maodernity in the very shape of a circle, in tha
metal disc. The form has survived unchanged
since the very beginning of medallic art, i.e. for
centuries. The secret of its attractiveness or
unigueness lies in itself, and probably consists in
the wisdom of the form of a small sculptured
metal circle, a form universal and infinitely
inspiring as it turns out, perfect in its universal
and lasting guality.”

Filtered through the artist's imaginalion, every

Madals awarded as prizes for young athletes, 1286, 1987, struck tombak, diameter 60 mm
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Paul Huguamnin, 1987,
struck bronze, 70 mm

Albert and Chnstiane
Van Dorpe lde, 1993,
gfruck bronze, 70 mm

Sacrum 2000,
Garzow, cast
bronze, 76 % 88 mm

Medal for the Polish
Radio, 1995, struck
tombak, 65 x 65 mm
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subject acquires a new meaning. For artists
impress a mark af their persenality on all their
creations providing they are unhampered in their
undertakings. If, al the customer's demand, we
begin to sculpture in a convention different from
ours, the chances for the creation of a waork of art
are vary slim. For genuine creation is all aboul
discovery aven if we rely on the experience of our
predecessors.

Making a medal on commission, we are aware
that it has to be subordinated to some discipling
embracing the subject, technigue and the like.
The work being the ultimate goal of our
undertakings, we shauld first and foremost
preserve our artistic identity. On this cendition
only can we produce an autonomous work of art,
one at the sight of which we are naot likely to feel
embarrassed later on. What we have to do, i5to
convince those commissioning the work thal we
are right.

In our negotialions with the customar we should
be cautious about the deadline for, if possible, we
should have some lime far reworking our medal it
necessary. This certainly depends on the
individual case, for some people can only put
forth their energies under pressure when the
deadline is no subject to negotiatians.

The customers like lo be the decision-makers.
This is why they expact the artist to provide a
number of propesals, most often in drawing, of
which to choose the variant they find right. Yel
thera is some danger in the procedure. Artistic
creation in the visual arts consists in giving
material shape to abstraction, to what we call
vision. We are emetionally engaged in creative
process: an idea has occurred to us, and we

summen all our powers to be able to carry it into
effecl. Yel this comes as a result of an
intellectual effort which is the real starting point
of the incubation of our work, We consider
various solutions, but the adrenaline bagins to
work only when our subconscious tells us that
this is the right moment, that this particular
concepl is the best, On the other hand, if we
lizten o the customer’'s promptings, we are
losing our grip. It is as if we left the decision
about the choice of our spouse to a third party.
Since the obverse and the reverse of a medal are
integrally connected with each other, we design
one and tha other so as to make them match
from a formal and artistic standpoint. And yel
soma customears choose the obverse of one
madal design, and the reverse of another, and
leave the artist responsible for making them into
a matching whaole. To avoid such cases, we
should present just one proposal unless we are
asked to make a series of medals, which is when
we can give the reins to cur imagination.

The evalution of the contemparary medallic form
may give rise 1o some anxiety in the average
member of the public, which happens when it
steps beyand the limits of his/her tolerance. How
is one to respond to a medal which consists of
Inose elements that cannot be assembled to
make a meaningful whale, or to a medal that
cannot be pecketed because of its monstrous
size, weight, elc? Many mare examples could be
given. The customer is not sensitive to the assets
of a medal as an exhibil. So speaking about
medals on commission, we may ba sure that, for
practical reasons, those commissioning a medal
will opt for one if not necessarily

round, then certainly small.

PARVA NE PEREANT. Small things are lasling.

Medal far the Palish Gastroenlerology Foundation, 1998, cast bronze, 75 x 80 mm
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SWANSONG

Dora Pedery-Hunt, Canada

The swan - illustrated here - is not an ordinary swan.
This one is representing me today at my last days -
after 35years - as a FIDEM Delegate to Canada.
Although swans are supposed to sing betore their
demise, | promised that | would not sing, and | will
still be with FIDEM as a member of the FIDEM
Family for years to come.

In Hungary when somebody seemad to be a long-
winded talker, he or she was notified in time that
“please do not start at Adam and Eve!” | will not
start with the creation and | will keep my 20 minutes
allowance seriously.

If | consider my rather long lite (87 by now), it seems
to me that it is somehow made up of two parts.
before FIDEM and after FIDEM. These two parts are
not even similar!

The first part had a good siart. | was born! Not as
important as Adam and Eve, bul an evenl worthwhile
to mention. The circumstances were rather paculiar,
and | do not think that anybody would like to or
could duplicate it!

My cheerful young mother, in the midst of an
elegant party, suddenly felt that something was
happening. And it did. Right there, although | was
not expected for a couple of months later, | arrived
and naturally and successfully ruined the whole
party. A shoebox was found; they put me in it and
quickly fetched my father from his usual Sunday
Opera Evening. He just peeked into the box and
declared that if | survived, my name should be
Dorothea the Gift of Gods.

It was a very good start but only for me. For the
whole world, it did not prove to be too cheearful. With
two World Wars, some three to four Revolutions,
Spanish Influenza, etc. came changes in
everybody’s life.

In mine too, To leave one's home, change countries,
learn new languages, meet new people, adjustto
seemingly strange customs 97 yes, this has not
been aasy for anybody.

| settled in Canada in 1948 in an entirely new world.
At my arrival, the young man who registered me
asked about my “trade”. | said innocently that | am a
sculptor. The young man stopped and after some
hasitation, lumned his eyes to me and asked, 93How
do you spell it, please?84 He had never even heard
this ward and | knew right away that it would not be
very asy to build up my life again as a sculptor,
Once | started to count how many jobs | had before |

Leclions

became an art teacher, but | could not remember;
there were so many. Finally, after ten years, | was
teaching at an ant school and it became quile
certain that | would not have to give up my real
profession.

| believe that everybody has a 93lurning pointd4 in
life, and mine came with a young Dutchman
showing up at my door. “Yoos von Weiler is my
name” he said. He heard that | am a Hungarian and
therefore | certainly can make medals. His father,
von Weiler Sr., is one of the organizers of an
exhibition and Congress 97 called FIDEM! [t will ba
in the Hague and he would like to know whether |
would like 1o take part in it.

Al that moment | knew that a new period would start
in my life: Medals! And | slarted right away. It was
known that “Dora always does the impossible” and
this became true again. Being born two months
ahead of my time in the midst of an elegant party,
baptized in a shoebox, and called the 93Gift of
Gods? Sure, | could do it again!

Firat of all, | had to tell everybody whal a medal is.
MWow this was impossible. Nobody Knew or was even
interestad to know what a medal is. So | had to
teach them. Mot an easy task. Foundries,
equipment, and materials for making medals did not
exist, Medals could not be entered into exhibitions
because 1294 were their lower limit for sculptures.

After | managed to change all this, | still needed the
artists who would make medals. Help arrived, after
the Hungarian Fevolution in 1956. A great number of
very good medallic artists came to Toronto. |
contacted them and as a resull | was able to send
13 medals to the 1963 FIDEM exhibition. This was
our firgt Canadian contingent. Also, only because |
was thera at hand, | became the Canadian Delegate!

From this time on, FIDEM became the centrepoint
of my life. With it came sleepless nights,
headaches, innumerable letters written, phone calls
ta the lazy ones, collecting the medals, labeling and
documanting them, insuring, packing, and shipping,
and in addition, answering not too friendly letters or
calls from those artists whose work could not be
included. No matter how, we still managed to lake
part in all FIDEM Congresses up to now. No wonder
that after

35 years | do feel that the swan should arrive and
sing!

FIDEM gave me some important presents;’ the
friendship of other medallic artists, the chance to
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sea their work, 1o learn, to compare and to
compete. With FIDEM | had the good fortune to
travel, to see parts of the world | would not otherwise
wisit. | still call this pariod of my life the most
enjoyable one.

In the meantime, medallic art was introduced o
Canada, | gave innumerable (free) leclures,
demonstrations, and exhibitions all over Canada
from "Sea to Sea “{which means several thousand
miles). | found this enjoyable too because now |
know Canada this vast country pretty well. | am not

a stranger anymore anywhers,

tow | can say that medallic art in Canada is
accepted as “fine art”. The National Gallery of
Canada (Ottaws) has a fair collections of medals,
commissions are not rare —nd medal exhibitions ara
well attended. The real success is that there is now
in Ihe making a Medallic Art Sociaty that will be run
properly and be well organized.,

And all this because a young Dutchman showed up
at my doorstep in 1960, Thank you FIDEM
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Lections

RELIEF IS IN SIGHT...SOME THOUGHTS ON THE
BUSINESS OF LIVING AS A MEDALLIST

Michael Meszaros, Australia

The manual on the business of living as a
medallist began at the Mauchatel congress in
1996 when concern was raised at the fact that
few young artists were taking up medals, | made
the point that perhaps the lack of knowledge
about how to live as a medallist might be part of
the problem and that some instruction about that
might help. The response was that this was a
good idea and that | should wrile it. After 4 years
and some negoliations, this is it.

When the theme of this congress was
annocunced as ‘sponsorship’, my immediate
feeling was that this manual is directly related 1o
that subject. Any sponsor who deals with an
arlist will expect an ability to handle the business
part of & project. Sponsorship is concerned with
money and image. Good business and procedure
by the artist will help ensure that the sponsorship
is warthwhile to the sponsor on both accounts.
The spensor will be able to deal with the artist
and the two will be able to reach decisions and
implement them.

My qualification for writing it is that | grew up
as the son of a sculptor/medallist, watching my
father's wing and losses his triumphs and failures
and observing his business praclices and
dealings with clients. | have lived for over 30
years as a sculptor and medallist, following the
processes | learnt from my father. | also qualified
as architect and architacture shares many
characteristics with art from the business and
procedural point of view.

While nobody can claim to have seen it all, |
do claim to have experienced a wide range of
situations invelving the design, modelling and
production of medals, dealing with clients,
exhibitions etc. eto.

Itis important to realise that good business
practice will not make you a better artist, If you
are a good artist, it will help you survive, [f you
are not such a good artist, it will help you make
the most of whalever ability you have,

Traditionally, art and business is an uncom-
fortable mixture. Artists are concerned with their
art and do not want lo be worried aboul money,
deadlines and the requirements of difficult clients.
The public perception of the typical artist is still
closely related to the French Impressionists and
Vincent van Gogh, and indeed some artists still
see themselves in the same mould,

For artisls with financial backing — family
monay, rich patrons, this may be the case, but
far most of us, the reality is rather different. We
have to deal with the real world as wall as dealing

with our imagination and the real world means
money, deadlines, client requirements, sub-
contractors, co-ordination, quotations and
exhibitions, as well as producing good works of
arl.

All over the world, the problem of artists
dealing with business matters exists, and in
thase times when business, money, economic
rationalism and the ‘bottom ling” are 5o important
the prob-lem is even greater. While the artist
wanls lo concentrate on art, there are people all
around the artist who are just as much concerned
with everything else and who expect the artist to
be concernad as well.

To those artists who say, ‘I'm an artist, nol a
businessman’ | reply ‘Do you put a price an your
waork?” They say “Yes™ and then | say, “Then you
are in business, whether you like it or not." The
act of putting a price on a piece of work means
that the artist has made an estimate of the
money value of time, idea, materials, sub-
contractors and averheads and has cometoa
conclusion which reflacts all these consider-
ations. Thig is the first part of what we call
‘business’.

It follows that if you are in business, you
should understand your business and know how
to handle it. It also follows that il you handle the
business parl of your work well, you will get it
settled quickly and correclly and you can then
put all your energy inlo your work, with the
knowledge that the essential financial and
organisational elements of your work are under
control.

If an artist does not want to have to think
about these matters he must use an agent. This
is often done, but the artist must either trust the
agent absolutely, which is rare, or he must
understand enough of the business to be able to
keep track of the agent’s administration. And, of
course, the agent costs part of the artist's
income. While there are some good agents,
there are also many who are less than trust-
worthy. There are endless stories of artists
lzsing money and work to dubious operators.

In almaost every situation the artist neads to
understand the substance and implications of his
business, its logic and its procedures. This
manual sets aut to give some practical advice on
how to manage the basics of the buginess part of
a medallist’s professional lite.

How an artist uses it is up to the individual.
Some may use it as it is written. Others can use
it as a checklist ta remind them to consider
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various matters. Others may refer to a particular
chapter to help with a particular problem. Some
will concentrate on the selling part, some on the
commission section.

| wrote it ta give an overall picture of how | see
an artist handling the main areas of a medallist's
aclivity. | do not pretend to cover all possibilities,
but in addressing the main issues | have tried to
present some principles which | hope will help an
artist to cope with his particular problems.

Every artist works differently, in different
places, in different styles, for different clients and
with different laws and customs. However,
business considerations are much maore uniform
worldwide than artistic matters and a manual like
this has a chance of being useful in most parts of
the world to some extent.

If an artist is working with a mint = the mint
will expect the artist to have a grasp of technical
details, scheduling and financial matters
including such things as royalties, progress
payments and laking speculative risks on
medallic ventures,

The manual starts with commissions since
this is the most common avenue for making a
living as a medallist. Making work for sale is a
high-risk venture since what will sell or not is
hard to predict, and much hard work can produce
little income. Commissions, however, once the
job is secured, mean that whatever work you do
will be paid for and will be used for a work, which
maostly will get public exposure.

This chapter deals with preliminary estimates
and developing a brief for a work as well as the
design and production processes. Iis underlying
theme is how you lead a client through the
various stages of a job from the first tentative
inquiry to final delivery. Definition of the job in
terms of what it needs to achieve, what form it
will take, whal size, technigue, numbers, finish
and presentation will be dealt with. The notion of
the artist as consultant, leading the client
through the series of alternatives and choices,
which are usually involved in a medal project, is a
constant element in all these stages.

The client usually has not done this before
and needs to be guided. A client who has done it
before may need to be led to a different end result
because of a different set of needs. Itis the
artist's job to manage the relationship between
the client’s requiremants and the final end
produst.

There is some comment an how to develop a
design in co-operation with a client and how to
make a formal agreemaent confirming the
commission and setting out the basic terms of
the job. Documentation like this is essential so
that both parties have a firm record of what was
agread in terms of fees, dates qualities,
materials, finishes and presentation. Verbal
agreements are mistakenly remembered and

imAarAauaikla  Hawinas it ia Blaals and aikita Arsusants

most arguments and going through a list serves
as a reminder to make sure that all basic points
are covered.

Far from intimidating a client, such an
agreement usually impresses him and reassures
him that you are aware of the essential elements
of the job,

An important overtone in all of this is the need
for the artist to maintain control over his own
work and how it is conducted. This control
enables the artist to work in the manner that
suits him and therefore helps produce the best
quality end result. Good business practice and
control gives the artist protection against a client
hijacking the procedure and forcing the artist into
an unsatisiaclory situation. Knowing the right
way to run a job will enable the artist to
recognise when a job is going the wrong way in
terms of procedure and fee structure.

This leads to the next chapter on
Professionalism. | define this as fully
understanding one’s job and deing it to
specification, on time, within the budget and to
the salisfaction of yourself and the client. It
means being able to deal with clients, sub-
contractors and others invelved in a project. It
means being able to deal with a gallery, produce
an exhibition, deliver sold works, handle the
media and explain your work. |t means doing all
this and remaining a sympathetic and perceptive
human being.

It deals with the importance of running a job
so that you can do your best work, maintaining
control over each aspect of it and providing
service to the client by delivering a work, which is
finished in every respect. A fully professional
approach means that in controlling your own wark
you not only fulfil your client's requirements to
your own salisfaction, but that the work is
presented publicly in a way which protects and
enhances your own reputation.

In producing any medal, unless you cast your
own, you will have to deal with subcontractors to
achieve a finished work. The next chapter
addresses the relationship between artist and
mint, foundry or other trade or craft associated
with a job. These relationships are vitalto a
medallist's career. They are long term and
developing a good understanding of each
subcontractor's work is essential to maintaining a
good rapport and co-operation with them.

Understanding their situation will help you to
plan within their capacities and limitations and
will help your relationships with them. Working
with a sub-contractor means talking to him at
every stage of a job. If you get an inquiry for a
new project, ask your foundry for a rough quote
straight away and whether he has time to do the
job. Work out when the work would be ready for
casting or striking and if the timing is difficult try
to organise batches that the foundry can handle.
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encourage a sub-contractor 1o be helpful and to
make an effert on your behalf while a difficult and
authoritarian client may be told that his job can’t
be done.

Acknowledgment of your craftsmen costs
nothing and tells them that you value them.
Giving instructions, drawing details, checking
quality and palina are all part of the relationship.
Knowing how ta da itin a co-oparative manner is
important to make sure you achieve the desired
end product.

A sense of humour will get you a long way by
keeping yourself and your work in perspective. If
you don't take yourself too serigusly, others will
take more notice of you. A balanced personality
helps create a balanced career. Being able to
laugh al your or othars mistakes while finding a
solution will get you a lot of humanily points,
Above all be a good payer of accounts — an time,
as arranged, in full. Good payment shows
respect for the work and will encourage the
craftsman to work for you again. Negotiate
prices sympathetically and fairly. The craftsman
has to live and he won't do your work it it’s not
waorth his while financially.

Dealing with sub-contractors is one thing.
Dealing with your peers, or fellow artists is
another and the next chapter deals with this.
Many of them will play at being bohemian and
look down on you for being competent in
business. They will also ask you for advice when
they get into trouble when they don't know what
to charge for a work or when they are trying to
make an agreement with a client,

If you are conflident of your business
practices, you can ignare the attitude that you
are not artistic enough. You are the one who has
the hest chance of survival. You may also come
to realise that being confident of your ability to
conduct your business may also encourage you
to be more independent and individual in your art.
Being an artist is very much connected with
being independent. Handling your business well
gives you a greater opportunity to do your art the
way you think it ought to be.

When we get to ‘quating and estimating’ we
are at one of tha central points of business and
one of many artists’ weakest points. This
chapter goes through the elements which musl
be considered when making a quotation, bearing
in mind that once you give a price, it is very hard
to change it unless the client changes the job
specificalion. As soon as you change a price
without real reason, you tend to lose credibility
and a client may start to doubl your competance,
It pays to be very careful and systematic in
making up your prices and once you have arrived
at a raasonable figure for a particular type of
wark, you should be consistent in your prices for
other similar works. Clients can meet and talk
and big variations in prices can cause upseis.

Basically, a price is made up of:

1. The artist's time

2. Thevalue of the idea

3. Production costs, including overheads

Overheads sound awfully industrial but it is
surprising how much it costs to keep a one-
person studio running and an artist needs to
understand these cosls.

There is guidance on how to calculate the
waorth of a work, both commissionad and for sale.
It tries to answer the quastion | am most often
asked which is “How much should | charge for
this work?”

The answer is made up of an objective
analysis of what you need to charge to make a
work financially worth doing, and a subjective
judgement of whether this is a reasonable price
that buyers will accept.

Having set prices, you need to present them
and your work to the buying and commissioning
public. The chapter on client psychology makes
suggestions about how to handle a client who is
interasted in your work. Showing your work is, in
itself a technigue 1o develop so that you present
it in a manner which makes it attractive, but also
lzaves the client room to decide not to buy
anything.

It is vital not to make a client feel pressured,
The best advertisement is a client who proudly
shows off his latest acquisition of your work. The
worst advertisement is the client who leels he
has been forced into a purchase he ragrats.

The avenues by which clients come to you
are varied and unpredictable and so you should
not neglect or discount anybody who expresses
interast in your work. You never know what the
next client will buy or order or how he finds you.
However they come to you and whatever they
want, you need to understand the best ways of
conducting & commission or presenting your work
for sale.

In negotiating commissions, a systematic
approach gives the best chance of finding a
relevant design and of convincing the client that it
is a good solution, Firstly you must do enough
research to be educated in the subject. Then
you must understand what central aspect of the
subject needs to be expressed. This gives a
philosophic conclusion, which needs to be
conveyed through a design. | regard the artist as
a ‘contract philosopher’ up to this point. Some
artists may not be so analytic and may approach
a design in a mare instinctive or emotional
manner. The strength of the analytic approach is
that it gives a basis of logic, which a client can
understand and can use to present the work
publicly, The more emotive approach may be
harder to justity regardless of its quality
artistically.

In the end, the logic gives the client
eonfidence and this allows the artist te run the
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work the way he thinks is best. This chapter
goes into these matters in some detail, as |
believe that understanding the process of working
wilh a client is absolutely central to making &
living on your wark.

Far the arlist who is perhaps less interested
in commissions and prefers to make work as he
feels like it, exhibitions will be ane of the main
avenues for selling work, The way in exhibition is
conducted is vital to its financial success and
therefore is vital to enabling the artist to make
new work. Getting the business arrangements in
order at the outset will help the show run
smoathly and will allow the artist to concentrate
on the most important matter — doing the best
work possible for the show.

Exhibitions are not only about selling in the
short term. They are also a means for building a
long tarm reputation, putting your name and work
befare the public so that at a later date you may
sell, get a commission or be invited to show your
work at other venues, Again, making sure the
show runs smoothly improves these avenues.

The chapter deals with assessing and
choosing a venue for the exhibition whether itis a
gallery or other type of place. There are many
possible venues each with advantages and
disadvantages.

Pgints to consider ara the exhibiting
condilions — stands, display cases, lighting and
insurance. The percentage commission laken by
a gallery is vital. Prices must ba set to allow for
commission and still give the arlist a reasonable
return. Some galleries charge a flat rent and no
commission. Some use a combination.

& separate arrangement needs to be made in
case a gallery arranges a commissionad work,
This should carry a much smaller percentage feg
than for a sale.

Proper information about the work is important
to make sales and to compile an accurate
catalogue.

Megotiating who pays for what is crucial and a
written statement confirming all expenditure by
both artist and gallery needs to be worked oul at
the beginning if disputes later on are to be
avoided. This may form part of a contract and
should be worked out very carefully. A contract
should alsa define how and when the artist gels
paid for sales.

Other matters include gallery layout and
decaration, mailing lists and advertising.

Local or national artists organisalions can
draw up standard contracts in co-operation with
local galleries to standardise procedures. This
can save much time and expense and en-
courages a maximum level of performance by
bath galleries and artists.

In all artistic matters, the issue of copyright
frequently becomes an issue either when clients
buy work and want to reproduce it or if somebaody
wants to use if in print. Every country has its
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own laws and customs and an artist needs 1o
understand them. Some contracts and com-
petition conditions claim copyright in all
submissions and entries.

There are ways of keeping your copyright, of
transferring it and maintaining contral of how the
work is used. Itis most important to understand
how these conditions work and what is bestin a
parlicular situation. In general any transfar of
copyright or rights to use a design should be
negoliated very carefully. Remember that in most
countries an artist owns copyright automatically
when the work is produced and any change
means a loss of copyright for the artist.

There is a seclion on matters affecting arlists
doing persoenal or non-gommissioned wark for
sale. Many of these matlers are different from
those in a commissioned situation,

Hera an artist is doing work derived fram his
own feelings and exparience ralher than
analysing somebody else's needs. While it may
seam to give much freedom you still have to sell
some work, 50 what subjects you choose and
how you express and present them are vital to
your existence. The pressures induced by the
need to make a living, can be just as com-
promising as those of commissioned work |
unless you know how to handle them.

Subjects, style, size, one or two sides and
methods of display are all matters for decision.
There are dangers in following a tashionable style
rather than doing your own natural style.

Ultimately good art comes down 1o having
your own perceptions and expressing them in
your own way. Every artist does it in a different
way, which is really the essence of art, but it is
always hard to predict what will sell and what
won't and il can be easy to be seduced by seeing
another artist sell well and to copy his style.

If an artist needs to do contract work purely to
slay alive, there needs to be a clear philasophic
division between this work and the arl the artist
really wants to make. This can be dilficult to
maintain under the pressuras of staying alive.
However, contract modelling can be a valuable
training exercise for developing an artist in tarms
of madelling skill, quoting and maeting deadlines.

Finding suitable exhibition spaces canbe a
preblem as many gallery owners are not very
familiar with medals as art. There are a range of
possible alternatives which can be explored.

Critics are one of the terrors of exhibiting.
Good art critics are rare and those who un-
derstand medals are even rarer. To survive bad or
malicious criticism you need to believe in yoursell
and your work, Ifit has good ideas, expression,
technigue and presentation you can take comfort
from the fact that today’s crit wraps tomorrow's
rubbish.

Competitions and competitive tendering
processas can ba both apportunities and a wasle
of time. Many arganisers of competitive



processes do not understand what is needed for
a fair set of conditions and do not know the
difference betwean an cpen competition, a
competition by invitation and a competitive
tendering process, Bad conditions often maan
that artists must do large amounts of work for
nathing, lose copyright for little or no fee or have
their designs subject to change, modelling by
somebody else and production outside their
control.

Artists should refuse to enter such com-
patitions and the organisers should be made to
realise that the hardest part of the process is
getting the idea, which is the parl they most
commenly do not want to pay for,

Sometimes a mint or entrepreneur will ask
you to do designs and modelling for no fee ora
part fee until a commercial project staris 1o make
monay. This is a potentially dangerous situation
which must be viewed carefully with the risks of
no paymeant for much work a distinct possibility.
Your knowledge of the client can be vital in
assassing the risk.

Competitions for the best work also need to
ha checked caralully tor proper conditions, proper
judges and protaction against misuse of your
design. Make sure you understand the form of
the submission, the prizes and whether it is
acruisitive or not.

The last chapter is about partraits, which can
be a significant part of a madallist’s output and
income, Clients can come from many sources
and portraits can be used in many situations.
Medal portraits have some distinct advantages
over ather portrait forms in terms of relative
cheapness, original reproduction, resistance to
damage, portability and ease of display.

As with other art forms, each artist will do a
partrait in his own way, However there are some
matters which will attect all portrails regardless of
style or method. Selting up a silling, with good
daylight and a comfortable modelling position is
vital. Keeping a subject animated and relaxed

will lead to a more livaly and characteristic result.

Doing a portrait trom life is best. Warking
fram photoes should only be done if the subjecl is
dead or completely inaccessible. Photos
mislead because they calch people at an instant
which is often uncharacteristic, such as smiling
tfor the photo. A true portrait is the result of
waltching a persons face tor a long time and
arriving at that person’s individual average
expression. You mostly cannot get this from
photos,

There is some discussion of the conduct of
sittings, profile, full face or 3, inscriptions and
spectacles, all matters of importance in getting a
good result.

One of the impertant observations that came
to me while wriling this is that in every situation
the matters of procedure and business form an
integral part of the cutcome of your work and the
way it is used. If you have a good grasp of these
matters most situations can be analysed and a
reasonable course of action decided upon. The
maore ignarant you are the more difficult each
situation will be, adding strass to your life and
affecting your artistic cutcome. | can enly repeat
that the batter you can manage your business
and procedures, the better chance you will have
of living an your work and the mare energy you
will have for making your art, which is what most
artists would wani.

Being good at business does not reduce your
artistic ahility. There is no percentage in trying to
be bahemian to fulfil a romantic notion of what an
artist should be like and starving like the
bohemians of past times. For young artists
starting out, there may be lew opportunities.
When ane comes he should be equipped to make
the most of it, which means knowing how to fulfil
the professional requirements of a project as well
as making a good work of art.

It is my hope thal this manual will give some
help and guidance in achieving this aim.
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GLYPTIC MEDALS

Prof. Jiri Harcuba, the Czech Republic

Glyptic means the technigue of engraving in
precious stane, in madal or glass. This

expression is mostly used for gem-engraving or
intaglic-carving. All the coins since ancient times to
the 19" century are made from carved dies.

My slides show Assyrian engraved seal-
eylinders, engraved precious stones from Ancient
Greek and coins of the ancient time, byzanting
peariod, through the Middle ages to our time as
well as the big (monumenial) form coming from
the shapes of the tools. The engraving wheels
and olher carving tools, the strokes, the cuts
turns the image into specific abstract shapes and
even more abstract while the engravar is imitating
the picture as we can see it in the Celtic copy of
the Tetradrachma of Philip the Second from the
second century B.C.

Excellent examples of glyptic art are ceins from
Ancient Greek and Aoman time. While the
bronze medallion of Caligula is made in classical
style based on the anatomy of the head, the
Tatradrachma with Arethusa shows more of the
engraving and stylisation. Also the Denar of
Aulus Plautius is closer 1o the Assyrian
engravings. In the time of the Byzantine empire
and also later in the medieval times the glyptic
technique was used to create coins which means
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for our time the greatest inspiration in that field of
art. In Great Moravia we can see the influence of
Byzantine in the Denars of Bela the Second and
Third and Andreas the second of Hungary {lith
cantury).

Thea renaissance turned the attention back o
classical Greek and Rome and we still live from that
heritage. The last great classical epoch was
“Empira". Tha late ,.Empire in Central Europe is
called “Biedenmeier”, In this period was born the
greatest glass-engraver Daminik Biman (1800-
1857}.He is famous for his engraved portraits. He
achieved an absclute harmony of the big glyptic
farm and marks of the wheals in details. His
engravings are technically perfect and yet not
overworked,

From plaster castings of his engravings already in
his time have been cast also bronze medals.

The Dominik Biman school was established in his
hometown to honour thal oulstanding artist. The first
session of that international school was from 7 to 25
of May 2001 in Harrachov — Czech Republic. Tha
school will teach carving and engraving in glass and
also steel-engraving and the art of medals. It will be
the firstinternational schogl for glyplic arts Lecture
at the FIDEM Conference 2000 in Weimar.

Lefl: Jiri Harcuba: “Dominik Biman®, Cast bronze
medal. Diametar 13 cm, 1975

Above: Dominik Biman: “Count Caspar Sternberg’
Cast iron. Diameter 5 cm. 1932
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.IN THE CIRCLE OF CULTURE OF THE FIRST
SECOND AND ITS DURATION”

Prof. Helmut Zobl, Auslria

I would like to say something about my
situation and surroundings, after which | will
examine the time of some thirly years which |
have spent on creative activity,

On this occasion, | will give pricrity to my
enthusiasm, longing and vision combined with
the magic word “art”, which is a mystery to
solve - and yet, the driving force of my daily
commitment.

Attracted as | am lo beauty and to intensilying
form, considering antique coins and medals in
particular, I think it is my duty, as an artist

and artisan with creative imagination to object

to superficial and indiflerent statemeants.

Obviously unaffacted by the negative reviews
in a Viennese paper concerning FIDEM meadal
exhibition in Vienna in 1959 many medal
artists, studying medal art under the quidance
of Prof Ferdinand Welz, the principal of the
Academy of Fine Arts, developed medallic art
and aspired to have it accepted equally amaong
other pictorial arts such as painting, graphic
art and sculpture. During this time (1960/61)
my tirst work was born but | was not aware of
the fact that medallic art was not equally
treated in the cultural industry of Vienna.
Terms such as the “stepchild of sculpture” ar
the “folk song” of sculpture came into
existence and are still commenly used.

Fram the paint of view of society this form of
art was not relevant enough- the exception
proves the rule. In this contradictory situation
and thanks to the critical attitude towards this
form of art, the Viennese medal artists

1968,

1:1,

Left: Tank Tracks', cast,
Dm 70 mm, ralating to
the incidents in Prague

Right: 50-5-coin,
Viennese international
Gardan =Exhib,, WIG 74,

developed even stricter artistic criteria. The
idea was to to give art medals an almost
elitistic position in the international medallic
world - not forgetting to mention the
comparison between “non-commissioned
meadals” and "commissionad medals” and
*commissioned medals” with populistic
tendency. In this connection it is not
unimpaortant to mention the general emeargence
of culture together with the new definition of
art, which was of great importance after 1545
and for “neutral Austria” in 1955, In other
countries this kind remarkable change took
place about 1990.

Originally, centurias ago, madals wera
communicative objects because of the non-
existing photographic technigues , whereas
nowadays they are not connected with the
mechanism of society.

The artist could now concentrate on studying
art only and politically independently. To put it
mare concretely: moulding of medals never
functioned as a ventilatar for the
establishment, Some medals - to put it
humarously = which were small and
meaningless, did not have to be decorated with
hidden symbols, hints and they were not
usually shown to a jury or board before an
internaticnal exhibition. The meaning of a
critical evaluation was only to be convinced of
the artistic quality of the medal

My previous creation of medal contains about
500 two-sided struck medals and about 70
cast medals. The number of my dies is aboul
1088, which corresponds o the length of a
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“Zyklus Sidtzungen am Weyg (Supports Near the Way), 2000, & medals, Dm &0 mm. struck in silver and
creatad befere and during the Kosova —conflict)

FIFA, 1903, silver, struck, a stadion sean
from eye view- with about 15.000 heads,
tcotballlans; the Austrian Foofball
Association, OFB, Dm &5 mm, Bronze

"Seven Rows of
Peopla”, 1982, silver
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steal cylinder (Dm 60 mm) of 54 metres. The
number of the struck medals so far including
the officially struck coins (20-5 coin),
Viennese International Garden Exhibilion,
1874, Olympia lll, ...) equals the distance of 27
km { by bike half an hour). These detailzs may
seem absurd but they are comprehensible and
measurable, On the other hand the themes and
artistic featuras of my medals are much mora
difficult to describe,

One one hand medals are an expression of
contemporary artistic and historical
statements, solutions of formal and social
questions and development starting fram the
human figure, man as the artistic concern -
these are the main points of my work.

On the other hand, commissioned works in
steel, realized in a way in which | did not have
te relinquish my personal world of expression
and so they form a part of my free work and
personal recognition, To mention some of my
clients: the World-Foot-Ball- Association
(FIFA) =

Since 1965 “Die Minze Osterreich” (former
Hauptminzamt Wien) struck most of my
medals under the sponsorship of Béhler-Stahl,
Medallic art as a contemporary wilness
requires integration in culture as a whole as
well as Sponsor-ship. It is always a big event,
unique delight and a substantial aspect of
culture when a person interasted in art buys a
piece art from an artist; It is success. Here
takes place eguation and transter, here the
artist gets personal attention aimed at him
personally and at his work.

Collectors should not buy a piece of as an acl
of mercy, they are responsible for the culture of

Eurg/ 1 Eurgpa” for
the Fidam-Exhibition
2000, with the fitle *
One Europe”

the country, like patrons who do not necas-
garily expectto have a service in return. They
do have their proper place in art history and in
the hierarchy of the world of art.

Thanks to all who support artists without the
intention of making profit.

But it is also necessary that the authorities are
aware of the duty to share the responsibility to
subsidize and help a vanishing branch of
culture to survive.

I'm and have always been lucky to have met
people who appreciate my work.

Finally | would like to present the latest Zobl-
Warldthaler 3, which to represent for the
FIDEM 2000 here in Weimar is a personal
important matter of concern, Struck in silver
with an edition of 333. And to buy here...

Fram all my experience, observations and
realisation | always come to the point that an
artist, medallists all around the world have one
thing in common: They create culture from the
first second onwards and care for art, which is
to find more ahead, independent of financial
sugcess. They unite, in one person, the artist,
the collector, the patron, publisher and
sponsor. This achievement requires maore
atlention,

These artists are those who stimulate the
landscape of cultural economy and its industry
and get their living from it,- but it's they who
are the coloured tlopping flags who represent
an axhibition,

| would like to finish with a quotation from
Goethe " Viele Seelen wohnen, ach in meiner
und in deiner Brust™,
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"Mozaritaler 7991° as a
result of an intensive
prapcoupation with
Waozart for a pergonal
adition, as a raaction to
many Mazan-Kitsch-
medals,

Laft: "Hecognicing-
Confessing”, Av,,
RV, created for my
awarding, 1998
Right: Support
holding together

Worldthaler 2

Av'[lie Bertihrung deas Zoitlnsen”, (“The
Towech of Timeless™), for the exhibition in
Mimberg 1994 or cultural recogmilion for
special achisvements [no prize whitout
Zobl), or az a special presant.
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NOT UND TUGEND DER KLEINEN KUNST

Anna Franziska Schwarzbach, Germany

Ladies and Geantlemen| Dear anists!

Let us speak about the trouble of small ART,
Ernst Fischer, the old philosopher of anl, spoke
about the "necessity” of arl, But we are very far
away from this. In these computer-timas we
forget to document our feslings with a stable
malerial like bronze, iron or stone. So, | will take
this opporiunity to speak aboul ane "Art-Dinos-
Life”, like mysell. | am going to describe a
catalogue which Berlin artists wanted to edit. We
called it: "Holder Mammon oder die schone
Kunsl, anstindiges Gald zu machen” (In English
something like: "levely mamman ar the baautiful
art of making decent money”) . | am sarry to say
S0 but wa had no manay.

It | discuss coins and medals with artists
they smile at me and say that's nothing, rubbish!
But | like these little things and =0 | try lo
complete sculpture with medallic art, distance
with somathing near by, extensive and narrow.

The problem with the "big arts" lies in their
arrogance and showing off and that's a big
misery.

I 'want to go Tor a walk through the artist's life
with pictures.

Whal iz an artist like me daing all day?

The artist saves the guard-towers of the Berlin
Wall.{pic 1)

The artist rakes the Todesstreiten” (pic2)
- The artist arganises round-lable meetings

-The artist dumps the ideas 1o create
communication

-The artist is at home

~The artist draws her husband and the artist
draws her daughter

-The artist medels an old friend, who is a
sculptor, like hersell

<The artist draws a blind Russian woman

-The arist shapes, mouldars, models, draws and
behaves like a squirrel all day long in a quarry
and the artist at night, sitting completely knocked
out in her studio, taking it 2 little easily, with
necessary alcohol, listening to music and trying
lo forgel that the artist is happy.

-5he is doing nothing reasonable (“toot-money’),
nothing helpful (“time goas backwards”, drawing)

~The artist is playing with ideas as the Good Lord
is playing with himsel!f and the world, "God is
having a tease with the old snake” as the Bible
says
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The artist tries to install &8 monument
for the victims of NS-committed
crimes, which nobody wants{pic3)

-This tima | do not want to see any art | | cover all
the art, but it iz also the lime for the Devil to
come out

- This “lassie-dallar” for the town of “Magdeburg”,
a joke in Garman only

- | say, the medal is a work of sculptura, but for
the sculptor there is no money he could earn; he
is unemployed and lives crumbs of bread, “brot-
los™ &8 we say It in German, thal's the way, you
can't live by making art because an artistis like
& moneybag without any money,

- That's how the idea 1o invent an artist's own
currency becomes reality so, we called the Berlin
artists and asked them to make “artists’ own
money” and we created the exhibition “Lovely
Lure and the Nice Art of Making beautiful,

She is drawing nonsense “approach
to Europa”, drawing a medal {picd)

Decent Money”. This exnibition was taken 1o five
different towns, Qur exhibition, “Kunst oder Geld,
das funfte Element” in the Art Hall Dusseldorf in
May 2000, was like an “art train”. We looked for
the richness of the place. The richness, wealth or
abundance you will never see if you only think
about monay, We wanted to make people feal
that money is only an equivalent.

-The intention of our exhibition was to let it take
place in a famous location, to ask the artisis of
the area to have a look at interasting things in the
museum of the town.

The exhibition in Halle was very preductive,
because we could work with My LIf Drager from
the "Staatlichen Galerie Moritzburg”.

The individual exhibitions differad Irom place to
place. They ware and unique at the same time,

18 Sha is kneading something useless (“layers of history, plles of medals”)
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reflecting the atmosphere, the "genius loci”, of
the place. It is a pily and & shame, too that we
can never show that our work is equivalent to
rmoney, a substitule of money. We artisls do not
cash bouncing chegques, it is our work that is the
equivalent of money or our chegue.

This is how | would like to present a new flea-like
idea:

| want to invite you to a "medal symposium®, The
idea is o create sameathing like “a hermitage of
international artists” where we could philosophize
an "“Mammaon” without a lack of time or the

The Devil? The meadal! like this
*Einstein-medal” {pic 5)

pressure of ime and create “artizis’ own
currancy”, I want to guide you in the beautiful
northern part of Berlin. 1115 a fact that we have
what is called *“Prenziauer Berg" a small foundry
tor bronze and cast iren in central Berlin, The
same place also houses a lamous gallery.
However, it s necassary for me to know “if” and
“how many” arlists are interested in such a
project. Therefore, | will give you a prepared list
for your address. | will then give there lists to the
“Deulzchen Gesellschaft fir Madaillankunst™ in
order to ask tor further suppaort.
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SPECIAL PROBLEMS IN SUPPORT OF EAST-
EUROPEAN ARTISTS AFTER COLLAPSE OF THE

SOCIALIST SYSTEM

Richard Peterhansel, Germany

Since the late seventies | have often visited
the "communist® countries in Eastern Europe.
There wera no sarious problems in East-Germany
at that time. The problems in the former USSR,
Poland, Czechoslovakia, Hungary or Rumania
and East-Germany ("German Democratic
Republic”) in normal life were the same ( with
only small differences). Solhad good
connactions with artists and cellectors in these
countries.

In my lecture | will try to clear up
misconceptions which have arisen because we
do not meel so many people (artists or
collectors) from Eastern Europe at FIDEM
congresses compared to the number of people
from the west.

After the collapse of the Communist regimeas
in Eastern Europe, and after the reunion of
Germany, differences between Germany and the
other countries increased enormously and yat
relations with good Iriends in these countries
were still alive.

| again started to visit St Petersburg, Kiev
and Riga (Russia, Ukraine, Latvia). Bul what a
difference now. Suddenly | neaeded visas for my
visits. | got over those hurdles and saw a new
situation in these countries, Formerly, medal
artists {like most people) had a good living, but
now | saw poverty, There was a fight going on for
one's survival.

I will not write about the big differences in
infrastructure or about the guality of hotels or
gastronomy. We are two worlds apart. We live in
a "Cockaigne” (a land of luxury) — the point of
view of the other side; and they live in misery —
aur point of view. Both ar wrong. But the
explanation of this is a stary of its own.

It is cartain that people do not have enough
money. The artisis lost their lucrative public
commissions, and collectors losl their jobs or
were forced to sell their collections to survive.
The average incoma of people in these countries
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ig ana-third of that of residents in the European
Community, while prices are the same as in the
E.C.

The question for me was: how can | { and the
peaple from the wastarn countries) help?

First, wa must maintain intensive contacts.
We must overcome fraontiers (political, spatial,
economic, cultural, linquistic and humanj. YWe
must visit and cemmunicate with one another . It
is relatively easy for us to go to the East. But,
the other way round? | have invited artists and
collectors from the former USSR to my home in
Germany a few times, | can speak for hours
about the bursausracy of "ALIENS AUTHORITY"
in Germany and also about that of German
diplomatic representations in fareign countries! |
had to start applying for an invitation permit 3-4
months before the visits, | had to give "FORMAL
OBLIGATION", | had to reveal my income tax
return; | had to take out special insurances, |
had to give explanations about my living
conditions and so on. If averything was "0OK",
then | got permission to invite my friends, for
which | had to pay. The German invitation parmit
was three pages long (size Ad).

But this was the end of difficulties. The
permil had to be sent to Kiev of 5t Petersburg.
What is the safest way? For the invitation
permits it was unsealed envelopes ("IMPRIME).
The same problem arises with the transfer of mo-
ney.

To summarize: we need to do a lot of things
to change the political and econcmic relations
betwaan East and Wast. My strong conviction is:
We must take the first step!

The FIDEM congress of Weimar has shown
that it is possible ta live in peace in our world.
The meestings were attended by people from East
and West, North and South, by Christians, Jews
and Muslims, people with different political views,
rich and poor, monolinguaals and polyglots — and
yet everybody understood aach othar.
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SUMMARIES

Karl Asmund Rudolphi, em Naturwissenschaftler und
Medaillensammler in Berlin.

Lore Bomer

"Sie wissen, mein verehrter Freund, dass der Appetit beim Essen kemmt”, so schreibt Rudalphi an
seinen Berliner Freund Benoni Friedlander und meint damit sein Interesse und seine Leidenschaft firs
Medaillensammein. Angeregl durch ein einzelnes Stick, die Medaille aul J. G, Walter von A,
Abramson, hat er in den letzten anderthalb Jahrzehnten seines Lebens eine Kollektion von tiber 9000
Medaillen zusammengetragen.

Karl Asmund Rudolphi (1771-1832), in Stockhalm geboren, in Stralsund und Greifswald tatig
gewesen, folgte 1810 einer Berufung an die Berliner Universitat als Direktor des anatomischen
Instituts, seine wissenschafllichen Arbeiten befassten sich auch mit Botanik, Zoologie und
Physiologie - er war also ein Nalurwissenschaftler, aus dem in den “missigen Nebenstunden” gin
engagierter, leidenschaftlicher Medaillenfreund wurde. Anfénglich spezialisierte er sich auf
Portratsticke von Arzten und Naturwissenschattlern, aber schon bald war sein Interesse an allen
Bildnismedaillen erwacht, wobei er firstliche Medaillen aussparte und sich auf Privatpersonen aller
Lander und Zeiten konzentrierte. Besonders freute er sich, wenn ihm der Erwerb von Arbeiten der
italienischen und deutschen Renaissance gelang.

Rudaiphi pflegte schriftlichen Austausch mit vielen Miinz- und Medaillenkundlern seiner

Zgit, so beispielsweise mit K.F.W. Erbstein, Ch.J. Goetz, Chr, Binder, seine Kontakte reichten
u.a. nach ltalien. Niederlande, Schweden, Frankreich, wo er Fraunde und Agenten hatte, die
ihn durch Tausch oder Kauf mit neuem Material versorgten. Es ging Rudelphi aber nicht nur
um den Besitz, er beschiftigte sich auch intensiv mit den dargestellten Personen und den
Schapfern der Medaillen, katalogisierte sie und veréffentlichte den Teil, der Arzte und Matur-
wissenschaftler betriflt zwischen 1823 und 1829 in drei jeweils erweiterten Auflagen. Am
Gesamitkatalog der Sammlung arbeitete er bis kurz vor seinem Tod. Er blieb unvollstindig und
unverdttentlicht, ist aber als Manuskript erhalten geblieben. Rudolphis Medaillen wurden 1833 fiir das
Berliner Munzkabinett erworben und bilden einen nicht unwesentlichen Tail im Komplex der
Privatmedaillen.

Es werden Medaillen mit dem Bildnis Rudolphis, sowie ginige Exemplare aus seinam
Sammilungsbastand vorgastelit.

Die Medaillen der Deutschen Akademie der Naturforscher

Leopoldina in Halle
LIF Drdiger

Die Akademie der Maturforscher Leopeldina wurde im Jahr 1652 in Schweinfurt gegrindet. Sie zihlt zu
den dltesten ununlerbrochen bestehenden Gelehrtengesellschaiten der Welt und ist die erste
Akademie des deutschen Sprachraumes. Seit 1878 hat sie ihren Sitz in Halle und widmet sich der
naturwissen-schaftlichen und medizinischen Forschung getreu dem Metlo “die Natur zu erforschen
zum Wohle der Menschheit”. Trotz der schwigrigen politischen Umstande im 20. Jahrhundert konnte
sich die Akademie ihre von Kaiser Leopald |. 1687 bestétigte Unabhangigkeit wahren.

£U den typisohen Aktivitaten wissenschafilicher Akademien im 18. und 19. Jahrhundert gehéirte die
Ausschreibung von Preisaufgaben. Fir die Leopoldina stiftete der Leibarzt Friedrich des Grossen von
Preussen, Christian Andreas von Cothenius (1708-1789) 1000 Taler mit der Bestimmung, alle zwei
Jahre aus den Zinsen eine Medaille itn Wert von 60 Talern fir “die beste Bearbeitung einer Preistrage
aus dem Gebiel der praktischen Medizin™ zu verleihen, die seit 1792 vergeben wird. Zu den
Preistragern gehortan Christoph Wilhelm Hufeland {1795), Ernst Haeckel (1864) und Rudolf Virchow
(1901). Seit 1954 wird diese Medaille an einen hervorragenden Farscher fir em grosses Lebenswerk
als hichste Auszeichnung der Akademie neben der Ehrenmitgliedschaft vergeben. Im Jahr 1864 wurde
die Carl-Guatav-Carus-Medaille fir
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hervarragende naturwissenschaitliche Forschungen gestiftet, die seit 1938 kontinuierlich verliehen
wurde, Mit der 1955 von Gustay Weidanz gestalteten Medaille auf Matthias Jacob Schleiden werden
in der Regel alle drei Jahre Bolaniker und Zoologen fir bedeutende Leistungen auf dem Gebiet dar
Zellfarschung ausgezeichnel. 1959 schuf derselbe Bildhauer die Charles-Darwin-Plakelle, Seit 1961
verlieh die Leopoldina Medaillen mit dem personlichen Partrat filr besondere Verdienste um die
Akademie. So entwarf Gustay Waidanz 1962 eine Medaille auf den Vizeprasidenten Erwin
Reichenbach, Gerhard Lichlenfeld gestaliete 1971 die Medaille auf den Generalsekretdr Horst Hanson
und Bernd Gobel schuf 1987 eine Medaille auf Carl Friedrich von Weizsdcker.

Mit diesen und weiteren Meadailleneditionan forderte die Akademie die Medaillenkunst in Halle
besonders im 20. Jahrhundart, die hier vorwiegend durch die Lehrer der Plastikklasse an der
Kunsthochachule Burg Giebichenstein getragen wurde,

Die Medaillen des Daniel Brendel von Homburg, Erzbischof und
Kurfiirst von Mainz (1 555-1 582)

Gisela Forschner

Dem Sammier O.Feldmann aus Dautz (bei Kdln) verdanken wir den Hinweis, dass sich in sainer
Sammlung ein dem Bildnis der Madaille entsprechendes grosses Portraitmedaillon befindet, von dern
er annimmt, dass es “zweilelhalt (1st), ob gleichzeitig entstanden oder Kunstkammerarbeit”. Es lohnt
sich immer, den Mitteilungen von Sammlern nachzugehen, besonders wenn sie in dem Standardwerk
von G.Habich "Die deutschen Schauminzen des XV, Jahrhunderts” - soweit sich die Medaillen
Kunstlern oder Kinstlergruppen zuweisen lassan - enthalten sind.

G. Habich ordnet die Medaillen des Daniel dem Monogrammisten HK - Mittelrhein um 1570 ein und
weist den Weg. 1559 gibt es einen Anstellungsvertrag von Daniel fir einen "Blchsenmacher” Hans
Kurtz aus Nirnberg und 1566 eine Glocke im Bergfried des Aschaffenburger Schlosses, das zeitweise
Daniel als Residenz gadient hat.

Die kinstlerisch verzierte Sturmglocke trigt an der Schuller einen Reim: 1566 IN DER EHER S
MARTIMIBIEMN ICH GFLOSSEM HANS KURCZ HAT MICH GOSSEN. Dis Namensnennung erfolgt ein
zweites Mal. Uber der Glockeninschrift wurden vier Bundplaketten eingegossen. Mythologische
Szenen werden in raumfdllender Darstellungsweise gezeigt. Ein weiteres Charakteristicum disses
Meisters Hans Kurtz ist die Laubrandeinfassung.

Habich verweist weiterhin auf ein Miniatur-Epitaph von 1568 in Stein mil dem Monogramm HE.
Nirnberger Medailleure des 16.Jh. bevorzugten Stein flr ihre Modelle. Als nun - wie bishar
angenommen wurde - im letzlen Viertel des 16.Jh. (ab 1575) Gnadenpfennige aulkommen, was jedoch
sait Daniel berelts zZu belegen ist {seit 1568), kidnnen wir sclche auch dem Kinstlar.

Hans Kurtz zuweisen. Es gibt zwel Typen nach dem Bestand des Minzkabinells im Mainzer
Stadtarchiv, Signiert, datiert und mit kleinerem Bildnis und breiter angelegtem des Daniel. Ein dritter
Typ von 1570 und flacher Kappe sei lediglich der Vollstdndigkeit halbar arwahnt, Aber das grosse Bildn
is, eingangs gezeigh, stellt sich zwischen die beiden Typen von Daniel als Klammaer,

Dar Name des Kinstlars HE ist mehrfach nachgewigsen, sein Wirkungsbereich ist der Mittelrhain, er
stammt aus Mirnberg, wo er die Kunst des Steinschnitts gelernt hat und in der Kleinplastik und als
Medailleur hervorragendes geleistet hal. Ein Bildhauer und Bildschnitzer aus der Epitaphbildhauerei -
nicht em Goldschmied - stellt sein Konnen in der Medaillenkunst unter Beweis.

Medaillenlob. Nachrichten in deutschen Queflen aus den
Jahrzehnten urn 1700

Hermann Maué

Seit jeher hat sich die Medaillenkunde damit beschaftigt, die Viten von Medailleuren zu erfarschen und
ihr Wark zusammenzustellen: ausserdem hat man die dargestellten Personen oder das geschichtliche
Umfeld identifiziert.

Spater kamen dis Beschaftigung mit der Ikonographie und mit Emblemen hinzu sowie weitere gher
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kulturgeschichtlich ausgerichtete Fragen nach Intentionen der Auftraggeber, etwa politische Absichten
oder Formen der Reprisentation. Diese Themen behandein nahezu ausschliesslich den Kinstler und
den Auftraggeber, wahrend die Rolle des Rezipienten - des Beschenkten oder des Sammiers -
weitgehend unberiicksichtigt blieb. Weiche Anforderungen steilten Kéufer und Sammler an Medaillen,
nach welchen Kriterien beurteilten sie deren kiinstlerischen Rang und welcher Sprache und Begriffe
bedienten sie sich? Was bewegte Sammler von Medaillen?

Zu Beginn des 18. Jahrhunderts wurde eine umfangreiche Literatur zur Minz- und Medaillenkunde
verlegt, die - hiiufig zwischen den Zeilen - Antworten auf diese Fragen bergithalt. Nach dem Vorworl
seines Verkauiskatalogas von 1742 sah sich der Nirnberger Medaillenverleger Caspar Gottlieb Lauffar
in der Rolle eines Mazen, der, ein in seiner Zeit durchaus patrictischer Gedanke, die Kenntnis
geschichtlicher

Ereignisse vertiefen und den Ruhm verdienter Personen befordern wollte. Grossen Werl legte er auf
wissenschaftlich karrekle Medaillenentwiirfe. Ausserdem verweist er auf die welte Verbreitung und
grosse Bestandigkeit von Medaillen, wie sis kein anderes Monument erreichen kann. Andere Autoren
sahen ainen padagogischdidaktischen Aspekt der Medaillen und schlugen var, der Jugend anhand von
Medaillen die Kenntnis der Historie zu vermitteln.

Auch die kiinstierische Qualitat von Medaille wurde durchaus gesehen, doch beschrankte sich deren
Benennung weitgshend auf Begriffe wie “Ahnlichkeit”, “Lieblichkeit’, “Geschicklichkeit”, “nette
Zeichnung” oder , Liebe zur Kunst34. Kontrovers dagegen wird die Frage nach dem geeignetsten
Metall flir Medaillen behandelt. Wahrend man anerkennt, dass es einem Flrsten gut ansteht, eine
Medaille in edlem Metall zu verschenken, sieht man zugleich die Gefahr des umgehenden
Einschmelzens, wihrend Medaillen aus Kupler grossere Chancen haben zu dberdauern,

Schliesslich wird betont, dass erst die wissenschaftliche Bearbeitung Medaillen éinem grosseren
Kreis erschliesst: sie vermag auch denen, die sich die entsprechenden Medaillen nicht kaufen kénnen,
deren Bolschaften zu vermittein.

Die miinz- und medaillenkundliche Literatur der Jahrzehnte um 1700 St fir das Bild vom Rezipienten
der Medaillen bei weitem noch nicht ausgeschapft.

Die Medaille im Umfeld Arnold Bocklins (1827-1901)

Beatrice Schdrli

Der bekannte, aus Basel stammende Kianstler Arnold Bécklin erhielt zum 70. Geburistag eine von
Hans Sandreuter {1850-1901) gestaltete und von der Basler Regierung gestiftete goldene Medaille. Im
\orbereitungskomitee sass unter andern der von 1893 bis 1901 an der Baster Universitat lehrende
Heinrich WélHlin (1864-1945)! Backlin hatte in fruberen Jahren seinerseits eine Geburistagsmedaille
gestaltet und zwar anlasslich seiner Zircher Jahre fir den mit ihm befreundeten Schrifisteller Gotifried
Keller (1819-1890).

Neoklassizismus in den Niederlanden
Marlan Scharioo

Frans Hemsterhuis (1721 - 1790} und Petrus Camper (1722 - 1783}, 2wel gelehrte und kreative
Fraunda, schufen am Ende des 18. Jahrhunderts zusammen mit dem Medailleur und Steinschneider
Johann Heinrich Schepp einige Medaillen im rein klassizistisohen Stil.

Hemsterhuis war vor allem Philosoph, Camper Professor in der Medizin, Als Kinder inrer Zait
beschifligten sie sich mit allen Konsten und Wissenschaften. Sie sammelten, untersuchten,
entwarfen, schrieben Abhandlungen und korrespondierten mit vielen ausléndischen Gleichgesinnten.

Johann Walfgang von Goethe kannle die beiden Freunde und ihre Tatigkeiten gut. Sowohl Hemeterhuis
als auch Camper haben ihn besucht,

Die Medaillenentwirfe zeigen sine enge Beziehung zur rbmischen und griechischen Kunst, innen

lisgen die philosophischen Ideale der Schénheit des Klassizismus zugrunde. Die interessanteste
Medaille im rein griechischen Stil ist ihrer Freundschaft gewidmet,
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Die beiden Freunde verdanken die Herausgabe der Medaillen ihren politischen und gesellschaftlichen
Eeziehungen zu den wichtigsien staatlichen Instilutionen der Republik.

Der Tod der beiden Freunde brachte die faszinierende Entwicklung dieses Medaillenstiles in der
Republik véllig zum Abschluss.

Die Sammlung von Luders und deren Schicksal in Russland (auf

Grund der Medaillensammlung der Ermitage)
Evgania Scukina

Die numismatische Sammlung der Ermitage hat in den zwei Jahrhunderten ihres Bestehens zahlreiche
Privatkollektionen russischer und framder Sammler aufgenammen, darunter die friihesten und
wertvollsten die fiir die Kunstkammer Peters des Grossen bestimmie das Cabinel des Hamburger
Sammler Georg Luders, von diesem in der zweiten Hallle des 17 Jh. zusammeangestellt.

Leider haben die Versuche, Naheres iber die Person des Sammlers zu erfahren, zu nichts geflhrt.
Bekannt ist nur, dass Luders em Hamburger Kaufmann und ein begeisterter Minzsammler war. Im
\Viorwort zum handgeschriebenan Katalog seines Cabinets wird er von Martin Vogal (1634-1675) auf
folgende Weise charakterisiert: “... dieser Mann, der seine Sammlung in nordischer Region angelegl
hatte, ohne eine hihere

Schulbildung, legte bereits in der Jugend sine solche innere, ihm angeborene Leidenschaltlichkeit an
den Tag, die ihn zu Studien von Miinzen anregte, Dabei halte er sich solche Kenntnisse erworben, wie
sie selbst bei gelehrten Leuten kaum zu finden sind.”

Luders teilte das Schicksal vieler bageisterter Sammler. er machte Bankrott und em Tell seiner
Sammiung wurde ven seinen Glaubigern geptandet. Die strenge Ordnung der Sammiung, Bisher in finf
Abteilungen eines resigen Schrankes auf 148 Schubladen angeordnel, wurde varnichtet, die Minzen
kamen in Sacke.

Dier Hamburgsr Forscher Rudalf Kappel (1635-1684) gibt die genaue Anzahl des Cabinets an: unler
den insgesamt B492 Sticken gab es 565 goldene, 5328 silberne und 2589 kupferne Minzen. Der
Grossteil davon- 891 Stack - sind antike Minzen, 1804 - neus Minzen “nummi recenti”’, unter denen
es - gemass der damals herrschenden Systematisierungsweise - eine betrachtliche Anzahl {ungefahr
ein Viertal) von Gedenkminzen gab.

1721 wurde der erste Teil der Luderssammlung auf Betreiben Peters des Grossen von J. Schumacher,
Binlisthakar der Akademie der Wissenschaft fiir BDOO Taler fir die Kunstkammer erworben. Im Januar
1738 begannen die Verhandlungen Gber die Erwerbung des resllichen Teils der Sammiung fr
Russland: dieser Tell konnte seinerzeit bel den Erben von Luders nicht angekauft werden wegen des
zu hohen Preises von 12000 Talern. Im September 1738 wurde dieser Teil - fir den neuen Preis - 4300
Taler auf dem Seewag nach Petersburg gebracht in 4 Kisten mit dem Gesamigewicht von 25 und einen
halben Pud (Uber 400 kg).

Das Luders-Cabinet bildete den Grundstock des Minzkabinells der Kunstkammer; seine
Beschreibung findet sich im 2. Band des Katalogs der ersten Museum in Russland "Musei Imperialis
Petropolitani”, 1745. Das Minzkabinett der Kunstkammer, das im Laufe elnes Jahrhunderis stark
erweiterl wurde, wurde ab Mitte des 19. Jn. nach der Ermitage (ibergeben.

Die Bekanntschaft mit den Unterlagen des Akademie-Archivs in St. Petersburg, die Berlcksichtigung
der Werke Vogels und Kappels, sowie der Medaillensammlung der Ermitage haben gehollen, eing
Beihe wahrer Meisterwerke der Medaillenkunst des 16.-17. Jh. aus Luders-Cabinet festzustellen.
Darunter sind solche schéne Exemplare zu nennen wie die silbernen Medaillen Philipp Melanchthon
von F. Hagenauer und Kénigin Maria von Ungarn von L. Neufahrer, die grosse goldene Medaille von G
F.Travani mit dem Bildnis der Christina von Schweden, eine Reihe prachtvoller goldener

s Judenmaedaillen”. Bamerkensweart sind auch Sellenheiten ven Hamburger Herkunft: die barihmte
Medailla 16836 ven S. Dadler mit dem Stadtplan Hamburgs, eine durch ihre Herstellungstachnik
sigenartige Medaille zu Ehren des Blrgermeisters Berthold Maller, sowie der Scharfrichtersplenning,
der 1671 dem Friederich Hartkenn Uberreichl wurde.
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In der Luders- Sammlung sind viele hervarragende Medailleure aus mehreren Landern Europas
vertreten -G, Cavino, C. de Bloc, J. Warin, S, Dadler, J. H&hn, J. Blum, F. van Abesle, P. H. Mlller und
mehrere andere, Heute bilden die Meisterwerke der Medaillenkunst, vor mehr als drei Jahrhunderten
von einem begeisterten Hamburger Sammler zusammengetragen, wahre Glanzstiicke der
Medaillensammlung der Ermitage.

A propos de I'Histoire métallique de Louis XV: la médaille du

Marquis de Bonnac, ambassadeur 1724.
Sylvie de Turckheim Fey

Louis XV qul a eu le souci d'achever la série métalligue du Grand Rol, n'a pas montré le méme
enthousiasme pour edifier de ,.tels Monuments”. C'est en partie & 'initiative du duc d'Antin, directeur
des Batiments de Rol, que I'Académie royale des médailles et inscriptions a repris ses lravaux pour
ponctuer les événements officiels ou non dont les bénéficiaires sont autant les artistes que les grands
serviteurs du roi. La mise en oeuvre de la médaille pour honorer la politique étrangére du marquis de
Bonnac en est lillustration.

WEIMAR 2000 IN SOME FIGURES

7 million people from all over the world visit Weimar
every year

285 FIDEM minded people from

28 countries participated in the XXVII FIDEM congress

782 medals were displayed in the exhibition by

488 medal artists whose works and lives were studied on the

30 pages of the exhibition catalogue (without pictures) and on the

464 pages of the exhibition catalogue with

716 pictures on madals

28 lectures were hald on

4 successive weekdays,

1 workshop was held,

27 people from

g different countries and speaking

10 different languages participated in the post-congress tour,

1 pages in the Abstract book and program of the congress

51 the number of pages in "Relief is in sight” - some thoughts on the business of living as a
medallist (Michael Meszaros, Australia)

72 pages in"Art Medal in Germany” (ARCHE) , a publication by Deutsche Gesellschaft fir
Medaillenkunst, the host of the congress
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FIDEM WORKSHOP

i Drager

As the host of the artists’ workshop of the FIDEM
congress in Weimar the well-known Bauhaus
Universitat had invited artists o FIDEM workshop,
For three days 33 artists from 19 countries had their
domicile of art in the so-called small Van de Velde
building. Because medal artists do not need large
studios for their work everybody was able te find
enough space at the tables put together for the
occasion, Being close o each other not only
inspired them to work harder but also arouse
enthuastic discussions. A commen goal ususlly
makes birds of a feather flock together and it also
unites the participants for a longer time, is a well-
known fact, This tendency was to be seen clearly in
the ocutcome of the workshap, which could almast
have been predicled.

The idea that Bernd Gobel and | had bafore the
congress was to have one joint work of art<ina
suitable frame in which all the participating artists
could have a say. The idea of the head of Goethe
was lirst introduced by Bernd Gobel. The realization
of Goethe's profile, put together from different
plastic forms and themes like a mosaic appealed 10
us more and more as time passed. And so we left
the idea for a while. At that time the workshop
already had some 35 paricipants. Therefore, the
plaster plate had to be equally large so that we
could saw the profile of Goethe aut of it with a guitar
string. This plate was then divided into 37 pieces of

A portrait of the participants
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approximately the same size. Every piece was
numbered at the back to make it easier for the
participants to put the mosaic logether afterwards.

Atthe beginning of the workshop every participant
then chose the piece of plaster they liked best,
which naither gave a handicap to anybody nor set
limitations of form with one exception: nobody was
allowed to change the contours of the separate
piecas, Because it was obvious that Ihese pieces
balongad to a puzzle everybody was most curious
about the outcome, At first it was regarded as a
secrat. Each artist should be unaware of it in ordar
to be able to cut his/her own intuititions and ideas
into the plaster.

On the day of the medal fair at Schillerhaus the
work was to be displayed for the firsttime. The
surprise and the following pasitive response toa
totally new Goethe were equally great. | think that a
beautiful and artistic object had been created. And
doas it not reflect — suraly in a more beautiful way -
Goethe's well-known comparisonof apartanda
whole,

Furthermore, before the end of the congress, the
Mint of Bavaria told us that they could reduce and
slrike tha objact, We are excited. | would also like
o meel Goethe some day, cast in the original size
in the Goathe museum in Weimar.

The final Goethe.



CATALOGUE

FIDEM IN WEIMAR
Or. Walfgang Steguweit

To the participants in the XXVIl Congress
of the International Medal Society FIDEM wha
have comea to Weimar from five continents
Thuringia presents a rich cultural landscape.
Mestling within this on a line drawn through the
cities of Eisenach, Gotha, Erfurt and Jena lies
the classic city of Weimar which, like most of the
larger cities of the region was formerly a royal
geat. As a consequence of their experience
during the Thirly Years War (1618-1648) the
dukes of the Ernestiner House of Saxon
promoted art and culture. They left politics to the
central Eurgpean slates and the territorial dukes
struggling for power,

The art of coin and medal making
benefitad especially from this concentration of
ideal values. In the seventeanth and eighteenth
centuries up to ten centres producing coinage
were working in Thuringia. Thase satisfied the
commissions of their patrons with the production
of coins and at the same time supported arlists
and the training of talent. Where coins and
medals were produced, collections were to be
found not far away. The coin cabinet at
Friedenstein Castle in Gotha has existed since
171 2 as an independent princely institute for
collection and research. It attracted the interest
of the rulers of Saxony-Golha-Ahenburg to these
small artistic forms which represented a sort of
microcasm and story-telling in metal. Under such
fertile conditions it was possible, for example, for
Christian Wermuth (1861-1739) to develop into
oneg of the most famous baroque medal makers,

Creating and collecting medals inspired
rasearch. At the same time as the Duke of Gotha
Frederick Il (1691-(1732) enthusiastically
collected coins and medels and Christian
Wermuth cut more than a thousand coinage dies
the schaolar and paly-historian Wilhelm Ernst
Tentzel (1653-1707) founded the first medal-
based collection of a great German dynasly - the
“Saxonia Mumismatica”.

“Mexl-door”, in Weimar, the princely
Saxon relatives also started the coin cabinet that
the “Poet Prince” Johann Wolfgang von Goethe
was able to study together with the famous
callection in Gotha a hundred yvears later, “To
every love belongs a collection” the twenty-one
year old confessed,

Sarious interast and creative collection developed
ideally into patronage, oftan in the inferaction
betwean demand and support. Goethe, too, had

numerous  contacls with conlemporary medal
artists, among whom Leecnard Posch and Henri
Frangeis Brandt were the most distinguished. He
discovarad the talant of Angelika Facius as a young
medal maker and supporied her artistic career.

Since thal classical time almost two
hundred years have passed. Once again the medal
friendly city of Weimar is the focus of interest. The
Congress of Ihe Intermational Medal Society
{FIDEM]) is meeting in Goethe's residence - (today
the Mational Goethe Musaum) to examine the
conditiens and opportunitiss affecting meadal
premation on the threshold of the new century. A
large comprehensive festival of contemporary
medals almost a thousand in number fram thirty-one
countries arganised by the Deutsche Gesellschaft
fur Medaillen-Kunst and the Stiftung Vieimarer
Klassik enables a faking stock of contemporary ant
in small format as well as enjoying it assthetically,

The work, selected on a national basis
within the proportional framework for participating
countries, is provided by competent academics and
experienced artists from each country, with an
introduction that emphasises trends and exceptional
qualities. The extensive material for the exhibition
and the catalogue was structured in the
Miinzkahinett of the Staatliche Museen Berlin. It
was first sought to establish an almost unifarm level
of attainment. The citation and verification of the
medals hopefully brings some amelioration of the
compulsory form produced by the reduction in size.
Almaost all national contributions were submitted by
the deadline so that copies could be made using a
uniform digital technigue. Regrattably occasional
differing standards in the quality of reproduction
arose from late delivery.

The editor and those preparing the
catalogue and exhibition were deeply impressed
and sometimes surprised by the guality (and
occasionally by the heterogeneity) of the small
works of art, varying from a conventional madal
ralief and the diverse metamorphoses to
soulpture, to jewellery through to the finished
piece. The variety of contemporary artistic
concepts is bewilderingly beautiful and in their
tetality have the effect of a metaphor for plurality
and liperality. To the observer the guestion occurs
imperceptibly of how “tolerantly” the form of the
medal should currently be treated and in the
future and where its genre-specific limits may lie.
These abjects undoubtedly widen the framework
of the fine arts, The art of the medal, however,
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maintains it central inherited role. The question
may be allowed as to whether in the future tha
drawing-up of limits is desirable or even makas
sense. Perhaps their charm ligs in their
facilitating the coming together and the mixing of
varied art forms. Might a medal as an “objectina
dimension of two-and-a-half times” only be
acceptable in a manageable size? The Weimar
Exhibitian also includes some “breakers of
boundaries™.

Sceplicism over such a view is
parceptible. Nevertheless, it should be
emphasised that there are numerous national
contributions and works from many artists of
wonderful originality and quality. The shape
enables the content. The exhibilion is over and
over a paean lo great art in small format. Great
Eritain. Portugal and the Netherlands - to take
only a tew examples - impress by the breaking of
the medal's boundaries. The "Medal countries”
from Eastern Europe - Poland, The Czech and

PATRONAGE OF MEDALS

by Mark Jones, Great Britain

“There are lags commissions for medals
now that at any time since the filleenth century”.
Probably this is not strictly true, if only because
the number of countries in which medals are
cammissioned has grown anormously since 1
500. But that is how it eften feels.

There are a number of reasons for this
teeling The nature of patronage itself has
changed. Less of it is private and more is public.
And whereas private patrons and even monarchs
were often attracted by media which posited an
intimate relationship belween patron, artist and
observer the modern public client cannot be.
Expenditure of taxation can be best justified by
work which makes an obvicus impact on large
numbers of people; and that tend to mean work
on a large scale in a public place. Medals are
difficult for public patrons. They have a reputalion
tor being elitist. And the most obvious counter-
example, the medals struck in encrmous
numbers for great events or campaigns are
seldom the quality to attract a modarn patron.

Cultural cirgumstances have changed.
Medals traditionally derived their form and status
from links to the Ancient World; from a general
understanding that the correct way of
commemaralting an individual or event and of
ensuring its or their immaortality was to follow the
precedent set by the large bronze coins of the
Roman Emperors. But in the Twentieth Century
there was major discontinuity in Western cullura,
The dominant myths. classical and biblical,
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Slovak Republics and, of course Hungary belong
to the leading group. The host country Germany
makes a contribution too.

With the concentralion by the Congress
on the past and a glance at current conditions
affecting the art of the madal, artists and
collecting patrons, history is drawn into the
present. Through the endeavours of taday's medal
creatars and producers, collactors and
academics to ensure the artistic and social
stimulation of the medal including the endeavours
to preserve it and at the same time seeking new
ways forward, taking into account the
achievements of the past, we attain the standard
for today's activities. The door stands open for
the renewal and stimulation of this endearing art
farm which has remained socially important for
five and a half centuries. An impulse will go out
trom Weimar.

Article from the FIDEM XXVl catalogue

gradually lost currency. They ceased to be the
comman source on which people drew for
established codes with which to convey meaning,
A person who sees a medal today is not
irresistibly remindead of the classical tradition or
of the reputation of the great figures of antiquity.
Maost people know little or nothing of either,

Medals have servad as portraits, Bul lor
many now it is the camera and the camcorder
which are the preferred tools for recording
likeness and lor commamoaorating events, In short,
medals, like the visual arts in genaral, have
ceased to be required for their traditional
purpoeses and are having lo reinvent themselves
to survive.

Can they do this? | believe they can. In
London this year the year 2000 has been
celebrated by the araction of a giant Dome. It
cost an enormous amaount of money, More than 1
billion euros, The structure is impressive in size,
a5 was the speed with which it was erected, but
the content is vacuous and meadiocra: a failure on
a grand scale. The relevance of this is that the
Dome represants, in painful and pathetic farm,
the urge to commemorate and the absence of a
language in which to do it.

Within the great Dome was a small one. A
work by the Amarican artist James Tyrrell, The
great Dome was full of stuff, but empty of
meaning. The small one was empty, bul
resonant, The one was draining and dispiriting,
the other affirming and enhancing. That is to say



Millenium - Dome 20K}

that art, having lost soma of the abvious functions
of representation and record, has been freed o
become a purer vehicle for the poetic and the
polemic and can draw on a wider range of
intervention in visual and emolional experisnce.,

So if marking 2000 with 2 Dome was an
error, we could ask for no clearer demonstration
that the impulse which has historically motivated
medallic patronage is alive and flourishing. If only,
thoze involved may well reflect, they had relied
more on artists and less on commitlees for
content and ideas. Their last commission was in
fact for three medals, and these seam to have
been a great success. Perhaps they will be
treasured long after the Dome has disappearad.

Another recent event commemorated by a
medal was the opening of the new Scottish
Farliament., Done al the last moment, with little
apparent thaught, the medals concerned were
presented to new members of the Scottish
Parliament, and babies born on the auspicious
day. Again the urge 1o commemarate was there,
but it was not properly developed or channelled
and so produced a poor result. The medal was
widely ridiculed in the Press and those who
commissionead it had no obvious defence.

Times, in short, have changead but human

nature has not. People feel as they have always
falt, an urge to commemaorate the signiticant in
their own and their various communities' lives. If
medals demaonstrate vigour as an art form,
providing dalight and enlightenment, opening the
way 1o feelings and perceptions that have lain
latent, exploring and cherishing techniques and
matearials, then patrons public and private can be
drawn to commission them. We can explain that
a good medal is a good thing. A thing that can
create meaning for the moment and transmil it to
others; that can forge links betwean creator and
client and from them to a whole network of
recipients who over time will value and revisit and
enlarge the meaning first perceived, i.e. the
receipt of the medal and the massages which it
COnvays.

MNobody needs a medal Nobody needs art
ar music or myth, Mobody needs the stones on a
beach or birdsong. It is the useless things that
make lite worthwhile. The act of commissioning a
medal is a challenging one. It implies an intention
to mark significance and make meaning through
human talent; it is
an act of faith in the future and of community with
those that will enjoy the outcame, Why not try it for
yourself?
Artigle from the FIDEM XXV catalogue

See also Michael Meszaros' arficle FIDEM 2000, The International Exhibition of Conternporary Medals

at Weimar, The Medal, Spring 2001.
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POST-CONGRESS TOUR

Day 1. Sunday 24 September -Departura from Weimar to Bad Kdsen. The historic winary of Kloster Pforta.
Then to Naumburg and & visil to Naumburger Dom from the 12% century. Arrival in Dresden, the capital of

Saxony.

Day 2. Menday. By coach o Elbsandsleingebirge — The Nalionalpark "Sachsiche Schweiz™ to see the
landseapa and sandstone formalions, A visit to the fortress of Kdnigstein on a reck above a small town. Then
to Basler with a view over the Elbe vallay. Opening of Ludek Havelka's Meda! Exhibition in Dresden.

Day 3. Tuesday. A walk in the cenira of Dresden, seeinf the main sights: the Zwinger, the Semperopar, the
Firstenzug, lhe Brahische Terasse and the building activities of Fravenkirche. A visit lo the Grine
Gewwdlbe — home of imvaluabla treasures, with its Minzkabinett with a large eain collaction. A visit o
Meissen along the river Elbe and seeing the world famous poreaiain manufacturing.

Day 4. Wednosday. Back home.

FROM MR BEN P. INDICK'S DIARY:

"Somae of us, about 25, opted for a three-day post-
congress tour 10 Dresden. | am certain none of us
regretted the decision, for it was interesting and
sometimes delightiul. The comfortable bus stopped
to pick up passengers at both the Dorint and Hiltan
Hotels, We drive south, through Thuringia, the state
in which Weimar is, into Saxony, a mara
mountainous and calourful area, One could zay the
colour of Bad Kosen, our first stop en route, was
purpe, for ils deliciously sweet grapes. This is wine
country, and we were treated to a verilable tasting
fest, liberal portions of three wines, plus
ghampagne, and then comfortable in the wine
caverns of the firm, a very tasty bowl of hot
"goulash”. Have | said samething about eating on
this trip?

We continuad to Naumberg., where there is another
"dom”, actually a tarm for a cathedral, not
necessarily for a large dome. The Dome of
Maumberg has several small domes and is

Winetasting in Kloster
Pforta. Ms. Leena
Linkegalmi and Dr.
Leana Passi from
Finland.
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exceedingly charming as well as ancient, with much
beautiful art. The town is pretly and Nietzsche had a
home hera. Unfortunately, we did not have time to
vigil the home of this fine and misundarstood
philogopher whose fage wore that splendid bushy
moustache.

Wa left this area for autobahns and flat country and
proceaded to Dresden. This ancient Cily was a gem
ot Baraque architecture, an artwark in itself, and an
undefended city in WWII. Shortly boefaore the war
ended, It was subjected o a devastating
firebembing at Churchill's behest, in an ostensible
effort o shorten the war with an enemy unwilling to
admit deteat. Whether il helped or not, the lown was
destroyaed. | cannol griticize the great British leader's
decision, It might have saved lives. In addition, the
MWazi's had ruthlessly bombed British towns, and
regularly visited London with irresponsible
destruction. In any event, Dresden was gone forever.
The buildings were replaced for the most part with




undistinguished modern structures, mostly, If at all,
by the Communist government. Today, the lown is a
hive of cranes and activity, The magnificent Zwinger
and Albertinum Palaces, brilliant Baroque structures
and museums, have been restored, and the beloved
church, symbol of tha city, the Frauankirche, is bging
carefully rebuilt in the original manner, with a
scaftolding 3¢ densely buill around it one cannot
sea the interior space at all. This is a craltman's
job, not & steel-and glass structure, Howaver, we
would not be visiting the old town's center for a faw
days.

Dresden is much larger than Walmar, a city of half a
millien, including many tall, slim beautitul young
woman with hair dyed bright red, such as Nature
never colored i, wath henna, a wniform fad in
Dresden bul ong we observed nowhera alsa in
Germany. We ate out as a graup in a réstaurant, a
geod meal, no choice oplion, and {axied back 1o the
Darint, Breakiast was ts usuval ample buffet, a true
treat. We spent the day in the mountain area known
as Saxonische Schweaiz, the Saxon Swilzedand. Mo
one could confuse the two, but if it makes the
Germans happy to call it that, | have ng objections.
Wea stopped at a popular site, & fertress called
Kanigstein, and hen to the Bastel, an unusual
mountain area. The hills are nice, with the Elbe river
winding below, and wa admired Interesting stone
pinnacle tormalions, In the early evening we
attended the apening of a medallist show al the
Czach Center, for lwo Czech artists, one of them

alive and present, and listened, standing, lor mara
than hall an hour to @ laydatory and pedagogic
speech, in German, by a directar of Albertinum. The
embarrassed arfist afterward simply told us, in
English, "Let the art speak for itself”, We would run
Ime him the naxt day, and when we teld him we were
frequently in Mew Yark City, ha asked us to talk to the
Czach Center there and help him arranga a show
We shall do 50 too. Afterwards we ale oul again, as
a group. The third day we walked o Zwinger, whara
mast of the group visited the "Grunnes Gewolben®,
the Green Maull, but we chose o see the galleries of
marvelous classical art, paintings by greal names
including Raphael, Rubens, Rembrandt and a
breathtaking Vermear, Wa still had time to see the
Graen Vault, which iz a sort of a marvellous
collgction of not Just coins, but pracious stones and
many objects made as minaitures of various sites. It
wis all organized by Augustus the Strong who was
g0 rich from silver mines he could do it without pain,
It was liek g vast loyshop, We continued to the
Albertinum, which had a good showing of modem
German art of the earlier par of the cantury

We then bussed 1o Meissen, the workshap of the
famaus porcelain makers. Artisans showed us how
il was done, but it did nof convince my wife, who
digtikes hig finicky porcelain. The town was,
howaver, a prefly posteard itself of an era gone by.
After dining oul as a group again, we said our
Farewslis for a very happy a fullilling time. Most went
home. but Janet and | fook the train tor faur nighst in
Berlin.

Mr Klaus Selinheimo and
Aimo Linkosalmi from
Fintand having a good ook
at Ludek Havelka's an
medalz at Reizech center

A wisit to Meissen
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PEOPLE AND EVENTS IN WEIMAR

Dr. Lars ©. Lagergvist,
honorary Fresident of
FIDEM

Al dinner. Fram tha right: M. Carlos
Baptista da Siva, Mme. Rosa Figugiredo
Portugal, and M. Aima Viitala, Finland.

Reviseur de comples, M
Claude Arthus-Baertrand

Mme. Mariangela Johnson, Vice-
Fresident of FIDEM, ltaly

Giving speeches and the “difficully” of interprating In Waimar. From the right: M. B Mayer {in English), Dr. V.
Garmer(in Garman), and M. P, Zanchi(in French),
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O, W. Steguweit, our host giving a Or R. Peterhansel giving a lecture
speech in Gotha.

Mme. Cory Gitlilland and M. Jamas Malone- CHieuging to ses the FIDEM exhibilion
Beach, our American hosts at the reception

The art of selling medals in the British To buy or not to buy. Dr. G Sievers
way, Mme F. Simmons in action. speculating on art madals,
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APPENDIX

LIST OF PARTICIPANTS

ALSTHALLS
Meészaros, Michael

ALSTRIA
Emmerig, Hubart
SBchulz, Karl
Zonl, Helmut

BELGIUM

Dupont., Marie-Luisa
Faes, Willy

Faes, Mare-Therese
Gilson, Marcel
Huyhrechts, Paul
Peeters, Denise
Wuyts, Eva

CANADA

die Pedery-Hunt, Dara
Drava, Uga

Maas, Geert

Maas, Elly

Mirvish, Anng
Mewbigging, Del

SWITZERLAMND
Gaillard, Bernhard
Lindau, Christian
Lindaw, Grazyna
Perrat, Gilles
Scharli, Beatrice
Sehifferdecker, André
Vuillgmin, Odile
Zanchi, Pierre A.
Zanchi, Marting

CZECH REFUBLIC
Alzksandrovskij, Andrej
Krizova, Alena
Osetrova, Galina

GERMANY

Bakkar, Gerd
Bamer, Lore
Brozatus, Klaus-Peter
Brumme, Peter
Coch, Hamut
Cunz, Reiner
Dighn, Thomas
Dorfstecher, Digtrich
Emmrich, Helmut
Fischer, Dieter
Fischer, Christa
Fitzanraiter, Wilfried
Fléren, Reinhard
Floren, Gerda Marna
Farschner, Gisela
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Gericke, A
Gobel, Bernd
Gdbel, Eva
Grund, Rainer

Guttler, Peter-GotzHardagan, Lucia

(& Arnold}

Hetdemann, Martin
Héhn, Heidrun

Hoop, lise

Hoop, Andreas

Hayer, Heinz

Jenle, Helmut

Jente, lrane

Kill, Agatha
Klgde-Holfmann, Silvia
Knigriemen, Reinhard
Krauss, Dirks
Krausg-Wenzkat, Susanne
Lautan, Reinhard
Laufen, Gertrud

Linke, Eberhardt
Mann, Friedrich-Karl
Mau, Harmann

Mayer, Bernhard

Miiller, Heinz-W.

Miller,

Owerbeck, Bernhard
Peterhansel, Richard
Preissler, Josel

Prifer, Olaf

Rein, Gerhard Dr.
Russewa-Hoyar, Sneschana
Schetiler, Kurt

Schiiter, Heinrich
Schidter, Christiane
Schulten, Peter
Schulze, Manfrad
Sertas, Halmut

Serfas,

Steguweil, Woligang
Thieme, Klaus

Traeger, Burkhard
Ulonska, Hans-Juergen
von Pilgrim, Huberius
Wagner-Kerkhof, Heidi
Wegner, Kurt

Weasche, Markus
Ampah, Famaranond
Charuvan, Chanlimapong
Srirat, Wattanalumleard
Vacharei, Charoensumrit

DEMMARK

Hoy, Trine Maria
Jengen, Jorgen-Steen
Rasmussen, Else

SPRAIN

Requena Lage, Susana
Gimeno, Javier

Windal y Sanz, Mu-uR

FRANCE

De Turkhelm-Pey, Sylvie
Cromard, Marting
Fagot, Danigle
Gimenez, Jaagquin
Mannick, Maire
Richiardi, Michal
Saliau, Francoise

FIMNLAND

Astram, Marcus
Eklund, Annu
Honkanen, Mauno
Honkanen, Paula
Jaatinen, Baimo
Kannosto, Erkki
Kannosto, Sakan
Kukkongn, Partti
Linkosalmi, Aime
Linkasalmi, Leena
Léttymiemi, Vieikko
Léyttyniemi, Leena
Madekivi, Assi
Makinen, Enk
Mantynen, Tarn
Passi, Leenaz
Rasanen, Kauka
Selinheimo, Klaus
Sievers, Gunnel
Timiglarvi, Mikko
Vaalas, Kari
Viitala, Aimo
Voionmaa, likka

BRITAIM

Altwood, Philip
Boume, Edward
Boumne - Leavitt, Marcy
Brodie, David
Brodie, Diana
Day, John

Duttan, Ran
Duttan, Leila
Jones, Mark
Powell, Felicity
Simmons, Frances
Bemdi, Frances

GREECE
Chariatis, Irene



HUMGEARY
Asztalos, Zsuzsanna
Baranyi, Anna
Cseri, Lajos
Kalmar, Janos
Keszihelyi, Katalin
Kovasznai, Vikteria
Ez0llGssy, Enikd
Tath, Bertalan

ITALY

Borghese, Alasia

Dal Prato, Alessandro
Giampaoli, Simona
Johnson, Marleangela

ISRAEL
Krinsky, Dana
Serbar, Alexeij

JAPAM

Hanada, Yukie
Igarashi, Masahany
Kakitsubo, Masaharu
Yamada, Toshiaki
Yoshioka, Hiro
Makaji, Chizuko

LLXEMBOURG
Reinar, Francois

LATVIA
Strupulis, Janis
Zemile, Gunta

MORWAY
Bira-Say, Katalin
Rige, Ingrid Austlid
Skaare, Kolbjém

THE METHERLAMNDS
Beek, Jakob v.d.

Boonstra, Ger

Dijkhuizen, Klaas
Hellegers, Gustaf
Hellegers. Marion

Jonker, Pieter
Kloastarman, Elles

Pagse Binkhorst, Frans X,
Peese Binkhorst, Lideke M.M.
Perdyk, Arjen
Pol-Tyszkiewicz, Jadwiga
Scharloo, Marjan

Soudijn, K. &,
Soudijn-Cox, | H.

Van dar Wal, Watza

van Miguwenhuizen, Pietar
Vis, Willern

Vroom, Dymph
Wessels, Kyra
Witteveen, Han

NEW ZEALAMND
Purvis, Louise

PORTUGAL

Baplista da Silva, Carlos
Batista, Helder

Batista, Maria

Bile Vasce, Patrizia Maria
Duarte, Joao

Duarte, Gracietta Rosa
Ferreira, Maria Joao
Figuairedo, Maria Rosa
Lawreiro, Coralia
Meves, Olga Maria
Portugal L Costa, Rita
Re, Teresa

Santos, Llitor

Santos, Terasa

Simao, Josa

Tanabe, Takelsugu
Vicente de Brlo, Davina

POLAND

Bylicki, Tomasz

Cukiar, Stanislaw
Kalinowski, Adam
Krawcayk, Tadeusz

Leski, Pawal

Lesniak, Magdalena
Mowakowska, Roussana
Oisrewska-Borys, Hanryk
Olszewska-Borys, Ewa
Filitowska, Aleksandra
Pilitowski, Janusz
Podgarska, Joanna

RLUMAMIA
Zamfirescu, Taodor
Zamfirescy, Radu

RUSSIA
Alexandrowa, Fossana
Archipow, Alexeij
Bolshakow, Viadimir
Chernousoy, Andrei
Dobrovolskaya, Lidia
Groshev, E.M.
Parfyanow, Alexe
Patrav, Sergei]
Fostnikow, Geogij
Posyado, Nina
Pravotorov, Gennady
Seuking, Or. Eugenia
Shkourko, Alla
Zozulya, Mark

SWEDEMN

Halmen, Bengl
Holmen, Rut
Jacobson, Kerstin
Kjellbarg-Jacobson, Kerstein
Lagerqvist, Lars O.
MNardin, Emst
Mardlind, Ul

Olzgson, Karl-Axal
Thelander, Péar Gunnar
Thorén, Bo
Treikowicz, Joanna
Voisin, Marig Astrid
Wirsan, Chrstian
Wirsén, Carn

Wirsén,

Wirzan, lan

SLOVAKIA
Gaspdrovd-lllésovd,
Gabriele

Hamann, Bermhard
Polonsky, Marian
Valach, Pater

THE UMITED STATES
Malone Beach, James
Mazze, Inving

Mazze, Bovarly

Rezak, Ira

Bolley, Andrea
Deering, Anne-Lise
Finke, Leonda

Finke, Armald
Friadenberg, Danigl
Gillilland, Thomas
Gillilland, Cory
Haiderzad, Amanullah
Indick, Ben

Indick, Janet

Lillo, Teresa

Martin, Patricia
Makashima, Mashika
Perle, Sylvia

Pollack, Jason S.
Pollack, Ann Shaper
Rochette, Edward C.
Rochette, Mary Ann
Scher, Stephen K.
Shagin, Alexander
Sheshan, Thomas
Shaahan, Dorothy
Sollmann, Philip
Sollmann , Jeannea
Fomogyi, Marika
Sonnenschein, Ralph R.
Sonnanschein, Patricia
Werlheim, E. Bud
Werdheim, Marlene
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MEETING OF THE EXECUTIVE COMMITTEE OF FIDEM

held atthe Goethe Mational Museum, Weimar, at 11 a.m., on 19th September 2000

The Executive Commitlee meeting registered the presence of 10 members:

Pierre Zanchi, Aimo Viitala. llkka Vieionmaa, Lars Lagergvist. Wolfgang Steguweit, Danigle Fagot, Ewa
Borys, Mark Jones, Carlos Baptista da Silva and Marjan Scharloo.

The minutes were laken down by Mme Maria Rosa Figueiredo, Portugal,

According to the Agenda, the following matters were discussed:

1.

3
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The President Mark Jones introduced the meeting and proposed to discuss the amandments to the
stalutes, prasented by the appointed committee constituted by Claude-Arthus Bertrand, Aimo Viitala
and Carlos Baptista da Silva, with the aim of renewing and reinforcing FIDEM. Although Viitala
would rather see only one vice-president, Carlos Baptista da Silva explained that with two Vice-
Presidents the work of FIDEM would be more efficient and productive. Pierre Zanchi noted that the
article 5, when it reads “who formed the office of the Executive Commiltee” this part of the sentance
should be omitted. (“qui forment le burgau” in the French versian).

Daniéle Fagot proposed that FIDEM social headguarters instead of a PO Box could be 11, Quai de
Conti, & proposal welcomed by all the members prasent in the meeting. All agreed that this amendment
didn't need to be approved by the General Assembly and the statules should read “The headguarters
in Paris will be located according to the Executive Council®, In the President’s opinion some
grammatical correclions were necessary. He would do these in English and Danigle Fagot would do
the French corraclions.

Besides these small changes, the Executive Commillee approved the proposed ameandments to the
Statutes of FIDEM and congratulated the Committee for the good work they did. The project will be
presented to the General Assembly for discussion and approval.

The Treasurer presented the Financial Report where both expenses and gains were balanced. However
there were still some expenses to be made in the currant financial year, such as the payment of the
autumn issue of The Medal. The increase in publishing expenses risked 10 jecpardize other FIDEM
initiatives, such as study grants and other new projects: To face such a situation the increase of
FIDEM feas was compulsory accarding to the Treasurer. On the other hand she felt the need of the
homogenization of cerlain categories of pay members, to make subscriptions collection easier.
Some mambers were choked by her letters of remind. She could seize this opportunity to send
members other FIDEM information.

According to Baptista da Silva it should be the responsibility of the General Secretary to send
infermation to the FIDEM members and not the Treasurer's. The information channel should be General
secrelary - delegates - members. This was not agreed by many members present who walcomed the
idea of extra information supplied by the Treasurer. Baptista da Silva read the accountant's report
and the financial report was acceptad with thanks.

Baptista da Silva reminded of article 13 of the Statutes where delegates are responsible for lransmitting

information to members regarding subscriptions. This should be made in coordination with the General
Sacretary and the Treasurer.
Regarding subscriptions and the proposed homogenization a new calegory ol student member was
proposed and accepted, paying F.F. 100 (20 esuros). Ordinary members should pay F.F. 200 (35
euros). Libraries, museums and other associations (with fewar than 500 members) - F.F. 500 (80
guros). Mints - F.F. B00 {140 euros). Associations (with more than 500 members) - FF. 1500 (250
eurps). Patronage - F.F. 4500 (750 euros).

Mark Jones presented the following new members of the Executive Committes: Carlos Baptista da
Silva - President; Mariangala Johnson Pasqualetti and Pierre André Zanchi - Vice-Presidents; llkka
Voionmaa — General Secrelary; Daniéle Fagot - Treasurer, who will be present to the General Assembly
for election.

. Considering that the Consultants Committee mandate would last only four years, Pierre

Zanchi proposed that this could be renewed, with the agreement of all those present, Considering



the age of the auditor, Mr. Claude-Arthus Bertrand, Pierre Zanchi proposed the nomination
of anather auditar to second Mr. Bertrand. It should be a French member, to be located in
the vicinity of FIDEM headquarters. All agreed to give this suggestian a second thought.

6. Mark Jones introduced the problem of the next FIDEM convention, to be held in France and the
problem of having a delegate to organize the Congress. The French delegate, Madame Martine Dremard
, being not present in this meeting and due to the absolute need of having a delegate Lo deal with all
relevant issues concerning the congress, it was decided to elect Mme. Daniéle Fagot, the FIDEM
Treasurer, to deal exclusively with the issues relating to the Paris convention. Since she is part of the
staff of the Paris Mint, where the Congress will be located, she would be the right person for this task.
Mme. Martine Dromard will pursue her task of coordinating information among French members and
other responsibilities according her quality of FIDEM's delegate for France. Mara Rosa Figueiredo
{Portugal), Cory Gillilland and Jeanne Stevens-Sollman (USA) and Mr. Veikko Loyttyniemi (Finland)
were accepted as new delegates of their respective countries.

7. The Executive Commillee decided to buy 40 copies of Michael Meszaros’ book, Relief is in Sight. ..
Some Thoughts on the business of living as a Medallist, to be distributed among members during the
Waeimar Congress, since the publication was considered of great interest.

8. The edition of the “Médailles” Journal, should be, according to Baptista da Silva, the responsibility of
the country organizing the Congress. However, it was decided that Finland (the country of the new
appointed General Secretary) would coordinate all materials for printing, although the distribution
should be made by the Faris Mint.

8. The next FIDEM Congress will be held in Paris in 2002, hosted by the Paris Mint. Mme, Saliou, its
Director, will make the official invitation at the Official Opening of the 27" Congress of FIDEM, the 207
Seplember at 10.00. As to the FIDEM Meeting in 2004, Pierre Zanchi informed that Lausanne is
interested in hosting it. However, since there was a recent meeting in Mewchalel (1996), he would
consider more advisable another venue for the convention. If no other country proposes, Lausanne
ithe Olympic Museum ) will be a solution. The proposition was generally accepted. The assembly
evoked those deceased since the last meeting, whose names should be mentioned during the
delegates’ meeting in the afternoon and on the occasion of the general assembly. These were:
Mirgille Mosser, John Cooke, Karl Schulz and Alain Schorco. The former Russian curator of the
Pushkin Museum, Mme Alla Kosareva was forgotten in this list of the deceased) .

MEETING OF THE DELEGATES OF FIDEM

held at the Goethe National Museum, Weimar, at 2 p.m., an 19th Seplember 2000,
26 members were present. The minutes were taken down by Mme Maria Rosa Figueiredo,

According to the Agenda the following matters were discussed:
1. Welcome by the President Mark Jonas.

2. Financial report by the Treasurar, 1998 and 1999 receipls were inexcess over expenses. Now balanced.
Report of the accounts auditor read by General Secretary: the accounts were examined and are in
due order, The Auditor, Mr. Claude-Arthus Bertrand, is not present for the first time since 1951,
thedate of the FIDEM meeting in Madrid, The meeting was proposed and agreed to send a telegram
to Mr. Claude (telephone call because at Waimar it was nol possible to send a telegramy).

The discussion about this report led to the following conclusions: membership fess should be translated
to Euros; the new category of student membaers pay less than ardinary members: 100 F.F. fyear (20
euros). Ordinary members should pay F.F. 200 (35 euras). Libraries, museums and other associations
{with fewer than 500 members) - F.F. 500 (80 euros). Mints, Editors - F.F. B0O (140 suros). Associations
{with more than 500 members) - F.F. 1500 (250 euros). Patronage - F.F. 4300 (730 euros).

3. The ravision commiltee for the amendment of the Stalutes, constituted by Claude-Arthus Bertrand,
Aime Viitala and Carlos Baptista da Silva, worked with the aim of revitalizing FIDEM, by attracting
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10,

the new generations of medallists, and by working with new mass media. Baptista da Silva explained
that the consultant committee should be mare active in the future, supporting other members of the
Executive Council and easing the work of delegates. Delegates should make their best efforts to
recruit new members lor the federation. Delegates are the link between members and FIDEM.
Payments should be made by international money crder instead of checks. The proposilion to use
Visa was discarded. FIDEM is small and Visa turns out to be very expensive for small organizations.

Pending the agreement of the Genearal Assembly, the proposition for the new Executive Commitles
was accepted as follows: Carlos Baplista da Silva = President, Mariangela Johnson Pasgualetti and
Pierre André Zanchi - Vice-Presidents, lIkka Voionmaa - Ganeral Secretary, Daniéle Fagot - Treasurer.

According to the revised Statutes, the Consultant Committee is constituted by 5 to 8 members
{article IX). They will be: Ewa Olszewska-Borys, Cory Gillilland, Mark Powell Jones, Lars Lagergvist,
Barnard Mayer, Marjan Scharloo, Enike Szollossy and Aimo Viitala. This Committee will be rectified
by the General Assembly.

Mew delegates from Finland, USA (two), Portugal, were accepled. Lack of delegates from Thailand
{cancelled visit to Weimar), Russia (Alla Kosareva and Alain Scheorco died), Brazil,

Carlos Baplista da Silva produced four issues of Médailles. Now the new General Secretary agreed
to produce the nextissue. Médailles is the compte-rendu of FIDEM Conventions, containing all the
papers presanted at the meeling.

Mext Congress will be held in Paris, hosted by the French Mint. Far this purpose, that is exclusively
for the organisation of our meeling, Madame Daniéle Fagot, FIDEM Treasurer, was nominated 2%
delegate for France, Medal Exhibitions will take place at the French Mint, or the Louvre Musaum, of
the Museum of Orsay. The delegates meeting in 2001 will take place in Paris, the most convenient
placa. Other possibilities for the next Congress include Lausanne, Ukraine, Colorado 3prings in
UshA.

Deceased members including Mireille Mosser, John Cooke, Karl Schulz, Alla Kosareva and Alain
Seheorco were rémambered.

The edition of Michael Meszaros, manual with his 50 pages of experience of a life as Medallist was
advised to all delegates. The FIDEM contribution for the printing costs is part of the new policy for
FIDEM renewal.

Part of the policy is alse FIDEM wabsite developed by Mark Jones. All delegales are requestad to
send Mark any relevant news concerning FIDEM in their own countries 1o be announced in the site.

The delegates' meeling had the presence of 26 members,

GENERAL ASSEMBLY OF FIDEM

held at the Hilton Hotel, Weimar, at 2 p.m., on 23" September 2000.
78 members of FIDEM were prezent. The minutes were taken down by Mme Maria Rosa Figueiredo.

According to the Agenda, the following matters were discussed:

1.

2.
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Opening speech by the President Mark Jones.

One minute of silence was kept for the deceased members: Mireille Mosser, John Gooke, Karl Schulz,
Alla Kosareva and Alain Scheoorco.

The Treasurer presented the Financial Report, with the proposal of creating a special fee for students
{100 F.F. - 20 suros). The fees for the other categories of members were as follows: ordinary members
- 200 FF (35 euros); museums { libraries /toundations - 500 FF (80 euros); editors, mints - 800 FF
{140 euros); associlions with more than 500 members - FF 1500 (250 euros); donors - 4500 FF (750
suros). Both documents the auditor's letler and the rapport of the accounts was read by the General



10.

1.

Secretary. The accounts and the proposal of new fees were approved by the assembly.

Mark Jones in English and Baptista da Silva in Franch explained the projected amendments to the
Statutes of FIDEM. The essential role to be played by the Consultant Committee, the need of having
an active Executive Committae, able to open FIDEM to the new generations and hence the utility of
the two Vice-Presidents. On the other hand the democracy of the whole system reducing the number
af years of duly to one mandate, with the exception of the Consultanl Committee. Baptista da Silva
promised to sand the new version of the statutes approved in that General Assembly, to every member
of FIDEM. In the arlicle 13, § 4 the expression medal arl was corrected to medallic art. The proposal
of adding the curators and the art histarians to the list of members of FIDEM was approved. It was
also concluded that the expression “other intarested persons” would be appropriate, at the and of
the articla 3. The proposed amendments to the Slatutes were approved by the Assembly.

The new Executive Committee was elected and Mark Jones handed-over 1o Carlos Baptista da Silva,
the new President. The new Executive Committee is composed as follows: Carlos Baptista da Silva
- President; Mariangela Johnson Pasqualetti and Pierre André Zanchi — Vice-Presidents; llkka
Voionmaa - General Secretary; Daniéle Fagot - Treasurer.

The Consultants Committee is conlirmed and is composed by the following 8 members: Ewa
Qlszewska-Borys, Cory Gillilland, Mark Powell Jones, Lars Lagerqvist, Barnard Mayer, Marjan
Scharloo, Eniko Szollossy and Aimo Viitala,.

New delegates from Portugal, USA, Finland, Canada and Luxembourg were accepted. A new delegale
was chosen for France with the express purpose of organising the next FIDEM Congress in 2002,
The initial delegate will maintain her former functions as an element of liaison among the French
members. The new President explained the need of having a Russian delegate (the formers died). He
had talks with the Russian members in Weimar who promised to choose a delagate among membars
of their country. The problem of Amanulah Haiderzad as a saelf proposed dalegate of the Afghanistan,
living in Mew York and having also american nationality. His point of view is that his country was
devastated, the museums were emptied and all the artists live outside the country. Some members
put the problem that this new situation could constilute a precedent. The President thought it will
betler to give to the proposal a second thinking and suggested that it could be appreciated again in
the next meetings in Paris during 2001.

The next issue of the “Medailles” journal (with all the papers presented in the Weimar Congress) will
be printed in Finland under tha supervision of the new General Secretary. Accordingly, all the papers
presented should be sent directly to him. The articles shoul be either in English or French, FIDEM's
official languages. Mo paper in German is accepted.

The next FIDEM Congress will be held in Paris 2002, hosted by La Maison de la Monnaie. . In 2004
Lausanne is a candidate, if no other opportunity emerges. Kiev (Ukrania) and Colorads Springs
(U.8.A.) showed interest in being hosts.

Gifts to the Chairmen of the different sessions of the Congress were presented by Dr. Rainer Grurd
fram Dresden.

It was suggested that FIDEM could publish guidelines for competitions, using its accumulated
experience. International applications for a medal award competition organised by North America are
welcomed. The final decision will be taken in next August. Pierre Zanchi annaunced that since the
accounts of the Meuchalel Congrass were slightly positive, they decided to attribute a special prize
to Mrs. Irina Subarava from Russia, of 1.000 Swiss Francs.
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RAPPORT FINANCIER

Situation au 31 mars 2001

EXERCICE 1938
du 1* janvier au 31 décembre 1998

EXERCICE 1999
du 1% janvier au 31 décembre 1999

EXERCICE 2000
du 17 janvier au 31 décembre 2000

EXERCICE 2001
du 1" janvier au 31 mars 2001

TOTAL 1998-1999-2000-2001

TOTALDES PRINCIPALES DEPENSES:
REVUES THE MEDAL (de 1998 & 2001}
COMGRES LAHAYE 13598:

PRIX et BOLURSES LAHAYE 1995

CATALOGUE LAHAYE 1998 (paye en 2000);

REUNION LISBONNE 1989
CONGRES WEIMAR 2000:

PRIX et BOURSES WEIMAR 2000:
SITE INTERMET {de 1998 & 2000):

Receties

127 818,21 FRF

131727, 79 FRF

109 836,59 FRF

37 836,54 FRF

406 918,13 FRF

445 948,07 FRF
282 610,20 FRF
2 136,49 FRF
34 179,95 FRF
69 200,00 FRF
4 573,82 FRF

2 300,00 FRF
40 000,00 FRF
10 845,61 FRF

o [+

Recettes

EXERCICE 1998 du 1% janvier au 31 décembre

-Revue "The Madal” (31) / diffusion

“The Medal” (32) / impression et diffusion
<The Madal” (33)/impression

-Bourses & 10 artistes {La Haye):

-Prix de la FIDEM & Joanna Troikowicz
(La Haye)

-Rappert financier (La Haye)

-Site Internet

-Achal d'un calalogue (La Haye)

-Frais gestion comptes, encaissemant chégques

-Affranchissement courrier
-Fourniture papeterie

-Cotisations encaissées
-Produit financiers /intérets "La Poste”

TOTAL

117143 24 FRF
10 475,29 FRF

127 618,53 FRF

Depenses

115014,21 FAF

50181,36 FRF

226 808,84 FRF

60 941,37 FRF

452 945,78 FRF

Dépenses

17 583,84 FRF
34 352,85 FRF
20096,48 FRF
241789,95 FRF

10 000,00 FRF
1 859,00 FRF
2 527.36 FRF

215,49 FRF
2380,24 FRF
1 747,00 FRF

62,00 FRF

11501421 FAF



EXERCICE 1929
Operalions elfectuees du 1 janvier au 31 decembre

-Frais postaux

-Frais bancaires sur virements étrangers
-Frais postaux sur virements étrangers

-Site internet
“The Medal” (34)
-"The Medal” (33) / diffusion

-Frais de gestion (secrétariat+Fleurs décés)

-Réunion Lishanne mai 1999

-Colisalions encassées
-Intérets capitalisés sur Livrat A

TOTAL

Situation comptable du 1* janvier
au 31 decambre 1959

Placement sur LIVRET A
Compte C.C.F

Compte bancaire BL.C.S
Caizsse

TOTAL general au 31 decembre 1999

=] o

EXERCICE 2000
Operalions effectuses du 1% janvier au 31 decembra

FRF

-Frais bancaires

-Frais postaux

-Site internet

-Paiement a British Art Madal Trust
-Catalogue "Medailles™ (La Haye)
-Bourses Weimar 2000
-Assemblée génerale Weirnar 2000
-Prix FIDEM Weimar 2000

- Intérats capitalisés sur Livret &
-Cotisations

TOTAL

Situations comptable du
1* janvier au 31 decembre 2000

Placement sur LIVRET A
Compte C.C.FP.

Compte bancaire B.L.C.S.
Caisse

TOTAL general au decembre 2000

Recetles

121 252,50 FRF
10 475,29 FRF

131 727,79 FRF

Montant
377 200,07 FRF
34 084,47 FRF
2 693,56 FRF
265,40 FRF

414 252 50 FRF

[#]

Recettes

2819,53 FRF
100 116,06 FRF

108 235,59 FRF

Montant

249 328,62 FRF
31 969,29 FRF
7 683,94 FRF
350,00 FRF

280 331,00 FRF

Dépenses

1 339,00 FRF
961,72 FRF
308,00 FRF

6 568,25 FRF
20 098,89 FRF
15 358,08 FRF
973,60 FRF

4 573.82 FRF

50 181,36 FRF

Diépenses

905,18 FRF
434,00 FRAF

1 850,00 FRF
115 069,66 FRF
69 200,00 FRF
28 500.00 FRF
850,00 FRF

10 000,00 FRF

226 808,84
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FEDERATION INTERNATIONALE DE LA MEDAILLE (FIDEM)
CONSTITUTION

I AIMS AND MEMBERSHIP OF THE ASSQCIATION

ARTICLEI

The Association known as the ‘Imernational Medal Federation (abbreviated as FIDEM} has as its aim the
international promotion of medallic art by:

1. Making the medal known and assuring its place among the arts,

2. Increasing the knowledge of the ar, technolegy and histary of the medal through publications, publicity,
the media, and multimedia,

4. Organising internatiaonal competitions, with the aim of assuringaxchanges belween anists and making
their works known.

4, Giving patronage to the organisation of a Congress and an International Exhibition of Medallic Art
normally avary two years.

5. Contributing to the research of madal ant and to the exchange of medal art experts belween the member
countries.

6. Contributing to the defence of the rights of artists and publishers. The Associalion will ba of indefinite
duration.

ARTICLEI

FIDEM brings together publicly recognised national crganisaticns concermned with medallic art. It works for
tha craation of such arganisatiens in ¢ountries where none exist. It also brings together olher arganisations
and private individuals interasted in madallic art.

ARTICLE NI

FIDEM has four principal categaries of membears:

1. Corporate

{a) recognised nalienal organisations of artisls

{b} other national or regional arganisations such as Guilds or
Frignds of the Medal and Artists Asseciations.

c) Mints

2. Institutions

a) museums b} foundations

3. Editors

a) medal aditors b} private enterprises

o} arl galleries (that edit medals)
4. Individual members

a) artisis b) collectors
¢ arl galleries dy art and history teachers
&) curators Iy art critics

g) arl students
And other inlerestad persons.

ADMINISTRATION

ARTICLE IV
Assembly General

The Assambly General is composed ¢f ¢

1. representalives of publicly recegnised national organisations: 3 parsons nominated by the national
arganisalion. Experts can make up the delagation.

2. represantatives of ather nalional or regional organisations: 2 pergons nominaled by the organisation in
quashon;

. reprasentatives of institutions {an. 111 2.

. aditors (art. 111 3.)

. the Execulive Commiltes

. the Auditori(s)

the mambers of the Consultants Committes

. individual membears (art. |1l 4.},

ARTICLE WV
Executive Commiliee
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The Executive Committes is composed of the President, two Vice Presidents, the Secretary General and the
Treasurer. Care will be taken 10 ensure the representation of diffarent types of members.

Meetings of the Executive Committee can be called at laast once a ysar by the Prasidant or on the requast of
half the members of the Committee. The Executive Committee administers FIDEM. It takes decisions by
majority vote. The President has a casting vote,

ARTICLE VI

All members of the Executive Committes are elected for four years and may be re-glected once. The
Treasurar is electad for four years, renewable,

The delegate of the Mational Commiltee organising the next Congress may be given non-voting
meambership of the Executive Caommittea,

The Exacutive Committes is responsible for the execution of the programme laid down by the General
Assambly.

ARTICLE VI

The Executive Cemmittee has the power to decide whether to admit regional or national artists'
asseciations or individual members to membership. The admission of national crganisations is decided by
a two-thirds majority of the Executive Committee after an enguiry.

MNational organisations can resign from FIDEM by giving notice to the Secratary General four months balore
the end of the current year. A national erganisation ceases to be a member of FIDEM if the Assembly
General so decides by a majority of two-thirds of the membears present, or represented, al the mesling

Vaoting rights

Corporate members have votes proportional lo the number of members lor which they have paid
subscriptions to FIDEM in the preceding year:

Up to 50 members 1 vote, S0 to 150 members ? votes, over 150 members 3 votes

Institutions, editors and individual members have one vote. They may exercise a proxy vote on behalf of
another member from the same country.

Meetings
Qrdinary General Assemblies will 1ake place at each Congress. They will be called by the Prasident.
An Extraordinary Assembly can be called by one-third of the Mational Committees.

Decisions
Taken by an absolute majority of the vote.

Nominations

The Ganaeral Assambly appoinls the Executive Committee and the Auditoris).

The President and the two Vice-Presidents that should not be of the same nationality and should if possible
represent different categories of members,

Tha General Aszembly upon proposal of the Executive Committes, supported on the mation of the
delegales’ meeling, is responsible for choosing the site of the next Assembly and of the Gongress during
which the ordinary General Assembly takes place. It can set up commissions to carry out particular fasks.

It fixes subscriptions on the basis of proposals laid before it by the Executive Committes,

The General Assembly ratifies the Consultanis Committee astablished by the Executive Committee,

ARTICLE vIN
FIDEM is controlled by the General Assembly and administered by the Executive Committee.

ARTICLE IX

Consultants Commillee

The Executive Committee proposes to establish a Consultants Committes that by the experience and
services rendered to the FIDEM by its members may assist the Executive Commiltee in carrying out its
tasks. The Conzultanls Commillee comprises five to eighl members from different countries. The
mambers of the Consultants Committes are appointed for 4 year lerms, renewable once,

ARTICLE X

The Prasident

The President calls and presides over the General Assembly and the Executive Committee.

Helshe commits FIDEM by his‘her signature, in conjunction with those of the Secrelary General and the
Traasurar.

In case of absence, death or resignation the senior Vice-President assumes the President’s functions. until
the electian of a new Prasident which may lake place at an extraordinary Assembly General, upon request of
theExeculive Commillee.
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ARTICLE XI

The Secretary Genaral

The General Assembly appoints the Secretary Genaral upon propesal of the Exacutive Committee.

In the event of a vacancy the Committee will make a provisional appeintment, to be confirmad by the next
General Assambly.

The Secretary General is responsible to the Executive Committee for the administration of the Federation.
His/her functions will be defined in the commission given to him/her by the Execulive Commitiee.

He/She is appointad for four years renewable once.

On the decision of the Executive Committee he/she can appoint a permanent ar semi-permanant assistant
secretary who will be an employes of FIDEM.

ARTICLE XlI

The Treasurer

Tha Assembly General appeints the Treasurer upon proposal of the Executive Committee. Helshe is
appointed for four years renewable. In the event of a vacancy the Commiltee will make a provisiconal
appointment, to be confirmed by the next General Assembly.

His/her functions will be defined in the commission given to him/har by the Executive Committea,

The Treasurer will forward every six months or twice a year to the President and to the Secretary Genaral,
the reports referring to FIDEM's financial situation, membership, &ic.

Membership fees are paid directly to the Treasurer.

The Treasurer will forward once a year to national delegates a report on the payment of membership fees;
the delegates should claim for unpaid fees. On the decision of the Execulive Committes ha/sha can appaint
a permanent or semi-parmanant assistant treasurer.

ARTICLE X1l

The Delegates

Each counlry is represented by a delegate(s) who should be a member of FIDEM, on the proposal of the
members in the country concernad. The Executive Commillee should be informed of the name of the
delegate, and will in its turn inform the Assembly General for ratification.

Delegates will be appointed for four year periods renewable. Each delegate may choose a vice-delegate
that will replace him / her on his [ her absence.

The delegate’s tunctions are as follows:

1. To maintain regular contact with the artists, the members of FIDEM and the paopla interested in medallic
arl in their countries

2. To transmit information, in particular about congresses and exhibitions, to them from the Secretary
General and the Treasurer in co-ordinalion, as weall as about mambarship faes

3. To organise their participation in FIDEM's congresses and exhibitions

4. To promate medallic art in his/har own country (namely with

artists, teachers and students, medal manufacturers, traders, collectors and

cullural assaciations), and to promote FIDEM in order to attract new

members,

ARTICLE XIV

The President, Secretary General and Treasurer can each commit FIDEM to expenditure on administration
and the paricdical "Meédailles™ by their signature.

For other expenses two signatures are required.

ARTICLE XV
FIDEM is legally represented by its President or in his‘her absence, by another member of the Executive
Committee designated for this purpose. The representative of FIDEM enjoys all its civil rights.

ARTICLE XVI
The official languages are French and English. The headguarlers, al present in Paris, will be located
according to the decision of the Execulive Committee.

ARTICLE XWII

The income of FIDEM derives primarily fram the fees of its members. Fees are fixed by the General
Assembly. With the agreement of the General Assembly FIDEM may also accept donations ar subsidies
fram private people or groups.

The accounts will be submitled for approval to the General Assembly after having been accepted by the
Executive Committee and audited by the auditoris).

ARTICLE XVl

The General Assembly will decide on all amendments to the Constitution proposed by the Execulive
Commillae or members of the General Assembly. Proposad amendments should be submitted to members
at least lwo manths before the datad of the General Assembly.
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Amendments to the Constitution need a two-thirds majarity of tha votes cast al the General Assembly.

ARTICLE XIX

The dissolution of FIDEM can be decided upon the General Assembly only with
the consent of two-thirds of the meambership. The decision can enly be taken
by a two-third majority of the members present or represented.

The General Assembly will designate one or more commigsioners to carry oul
the liguidation of the Association,

FEDERATION INTERNATIONALE DE LA MEDAILLE (FIDEM)
STATUTS

I BUT ET COMPOSITION DE LASSOCIATION

ARTICLE |
L'Association dite ‘Fédération inlernationale de la Médaille * (désignée en abrégée par FIDEM), a pour but
de promouvoir l'art de la Medaille sur le plan internationale par lag moyens sulvants :

1. Faira connaitre la Méadaille et lui assurer la place qui lui reviant &4 cOté des autres arls.

2. Développer la connaissance de la Médaille, de son arl, de sa lechnologie, de son histoire par les
Fublications. la Publicité, les Medias et les Multimedias.

3. Organiser des compélitions inlernationales ayant pour butl d'assurar les échanges enlre les artistes e
de faire connaitre leurs Gauvras.

4. Danner son patronage & l'organigation d'un Congrés et d'une Exposilion Internationale de I'Art da la
Médaille, en principe tous les deux ans.

5. Contribuer & I'élude de la Médaille de I'Art et aux dchanges entre les experts de |a Médaille de I'An dans
les pays membres.

&, Contribuer & la defense des droits des artistes et des édileurs. La durée de I'Association est illimitee.

ARTICLEN

La FIDEM groupe las organisations nationales de I'Art de la Médaille ayant un statut public. Elle s'efforce de
favoriser la création de telles organisations dans les pays o0 elles n'existent pas.

Ellg regroupe aussi les organisations privées exislanles ainsl que toutes les parsonnes privées
s'intéressant & I'Art de la Médaille.

ARTICLE I
La FIDEM quafre categarias prncipalas de membras !

1. Corps Constifues

{a) organisations nationales d'artistes ayant un statut public

(b) organisations privées nationales ou régionales telles que : Guilde ou
Amis de la Médaille et Associations d'Artistes.

¢} Monnaies

2. Institutions

a) Musées b} Fondations
3. Editeurs
a) Editeurs de Médailles b} Entreprises privees

¢) Galeries d'Art {(&ditant des médailles)
4. Membres individuels

a) Artistes b) Collectionneurs

c) Galerigs d'Art d) Professeurs d'Art et d'Histoire
@) Conservataurs de Musées au nom individuel

fy Critiquas d"Art ) Etudiants o' An

Et tous ce qui s'intéressent a la médaille.
Il ADMINISTHATION ET FONCTIONNEMENT
ARTICLE IV

L'Assemblée Géndrale est constituse par :
1. Des représentants des organisations nationales ayanl un statut public © 3 personnes nommess par
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Forganisation nationale. Des experts peuvent compléter la delagation.

2. Des représentanis des organisations nationales ou régionales publiquas : 2 personnes nommées par
leur arganisation.

. Des représantants des institutions (article 111 2.}

. Des editeurs (article 111 3.)

. Le Comilé Exécutit

. Lais) Contréleur(s) de Comptes

. Las membres du Comité Consultatit

. Les membres individuels (article 1l 4.).

[ e R T

Article W

Le Comité Exdoulif

Le Comilé Exécutif est composé par ls Président, deux Viee-Presidents, le Secrélaire Géndral ot le
Trésorier.

Dans cette composition on veillara 4 assurer une représentalion judicieuse des difiérentes catégories de
membres.

Le Comité Exécutif se réunira, au minimum unea fals par an, sur convocation du Président ou & la demande
de la moitié des membres du Comité

Le Comilé Exdcutif administre la FIDEM. Il prend ses décisions & la majorité des voix ; calle du Président
ast prépondéranta.

Article VI

Tous les membres du Comité Exécutif sont élus pour 4 ans el sont régligibles
une seule fois. Le Trésorier est élu pour une période de 4 ans at est
rédligible.

Le Délégué du Comité national du pays qui accueillers le prochain Congrés
peut étre appelé a siéger au Comité Exécutit mais il n‘aura pas le droit de
vake.

Le Comité Exécutif ast responsable de lMexécution du programme fixg par
'Assemblée Géndrale.

Article Vi

Les candidalures des organisations ragionales ou nationales des Associations
membres individuels sont présentées auw Comité Exécutif qui statue.
L'admission d'une erganisalien nationale est prononceée & la majorité des 203
par la Comité Exaculit, aprés enquéte.

Ung grganisation nalionale peul démissionner de la FIDEM, par notification

au Secrétarial Général, 4 mois avant la fin de 'annde en cours.

Une organisation nationale cessera d'élre membre de la FIDEM si Massemblée
Geéndrale le décide par une majorite des 2/3 des voix des membres présents ou
représeniés,

Droit de vote

Tous les mambras collectifs disposent d'un droit de vote proportionnal au
nombre de membres pour lesguals ils onf payé des colisations a la FIDEM
l'année précédeante :

jusgua 50 membres 1 voix

de 50 a 150 membres 2 voix

au-dessus de 150 mambres 3 voix

Les institutions, les éditeurs et les membres individuels disposent d'une
vaix et ils peuvent représenter par procuration un membre individual du méme
pays.

Séances el convocations

L 'Assemblée Générale ordinaire se réunira & l'occasion de chague Congrés.
Elle sera convoguée par le Président.

Une Assemblé extraordinaire paul &tre convogques sur la demande de 1/3 du
Comité Exéeulif ou de 1/3 dos Comités nationaux.

Ddgigions
Elles sont prises & la majorité absolue des sulirages reprasentas.

Nominations

L'Assemblés Générale nomme le Comité Exécufif et lels) Contrdleur(s) de
Comptes.,

Le Président ot les deux Vice-Présidents ne doivent pas étre de la méme
nationalité et, si possible, représenter des membres de catégories
ditférentes.
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L'Assemblée Generale, sur proposition du Comité Exéculif, soulenua par une mention de I'dzsemblée das
Délégués est responsable du cheit du lipux de |la prochaine Assemblés ot du prochain Congrés pendant
lequel celle la aura lieu

Elle peut désigner des Commissions pour des taches spéciales.

Ella lixe les cotizations sur proposition du Comité Exécutif,

L ‘Assemblés Geéndrale homologue le Comité Consultalifl mis en place par le Comité Exéculil,

ARTICLE VI
La FIDEM est dirigée par 'Assembléa Générale et administrée par l& Comité Exécutif,

ARTICLEIX

Comité Consultalif

Le Comité Executil propose la mise en place d'un Comité Consulatif dont les membres, en raison de leur
aexpériance ef des services rendus & la FIDEM, peuvant aider le Caomité Exécutif dans I"accomplissament de
ses laches. Le Comilé Consultatif comprendra de 5 a 8 membres de différents pays. Les membres du
Comité Consuliatif sont nommeés pour 4 ans une fois renouvelables.

ARTICLE X

La Président

Le Prasident convoque al préside 'Assemblée Générale et le Comité Exécutif
IElle engage |la FIDEM par sa signature avec celle du Secrétaire Géndrale

et du Trésoriar.

En cas d'absence, de déces ou de démission, le Vice-Président le plus ancien
assurera les fonclions de Président, jusqu'a IMélection d'un nouveau

Préaziden ayani lieu & une Assemblée Géncdrale extraordinaire, sur la demande
du Camité Exécutif.

ARTICLE XI

Le Secrétaire Géndrale

LAssemblée Géndrale nomme le Sacrétaire Générale sur proposition du Comité Exécutif.

En cas de vacance, le Comité pourvoit provisoirement au remplacement du Secrétaire Ganerale jusgu'a la
plus prochaine Assembld Générale gui staluera sur sen remplacement deéfinilif,

Le Secréfaire Géndral sera regponsable de 'administration da I'Association au Comité Exécutif, Sas
fenctions seront définies dans la mission rédigée par le Gomité Exdéculil.

Il a5t nommé par la Comité Exécutit pour une période de 4 ans et ast rééligible une seula fois.

Sur décision du Comité Exécutif, il peul se faire aider dans son travail par un (une) secrétaire adjoint,
permanenl ou semi-permanent.

ARTICLE X1l

Le Trésorier

L'Assemblee Genarale nomme le Trésorier sur proposition du Comité Exécutif pour une période de 4 ans
el est rééligible. En cas de vacance, le Comilé pourvoil provisoiremen! au remplacement du Trésorier
jusqua la plus prochaine Assemblé Geéndrale qui statuara sur son ramplacemeant détfinitit.

Ses fonctions sercnt définies dans la mission rédigée par le Comité Exédculif.

Le Trégorier enverra lous les & mois ou 2 fois par an, au Président et au Secrétaire Géndrale, los rapports
concernant la situation financiére de la FIDEM, Iz nombre de membres par pays, les cotisations des
membres, elc.

Le Trasorier enverra une fois par an aux Délégues nationaux le rapport concernant le paiement des
cotisations | celles qui sont en retard devront &fre réclamées par les Délégués.

Sur dégigion du Comité Exdcutif, il peut se faire aidar dans son travall par un (una} trésorier adjoint,
parmanent ou sami-parmanent

ARTICLE XN

Les Delegues

Chague FPays est représenté par un Déléguéis) que doit &tre membre de la FIDEM, sur la propasition des
membras das pays concernes. Le Comité Exécutit doit &tre informer du nom du Délégué et qui le
présentera pour ratification par 'Assemblée Géndrale.

Leg Délégués seront nommeés pour une périgde de 4 ans. rencuvelable, Chague Délégué (g} peul chaisir
un Vice-Déléguala) pour aider dans son action et aussi que lefda remplacera en cas d'absence ou
d'empéchement.

Les fonctions des Déldgués sont :

1. Avoir des contacts réguliers aveg leg artistes, les membres de la FIDEM dans son pays et toules les
personnes inleressées par 'Art de la Médaille

2. Leur transmettre les informations qui lui sont donnéaes par le Secrétaire Géndral et par le Trasarier, en
coordination, en particulier, pour tout ce qui conceme les Congres, les Exposilions el le paiement annuel
des colisations des membres de la FIDEM
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3. Organiser leur participation aux Congrés el Expositions de la FIDEM

4. Promouvair la Médaille d'art dans son propra pays (nolammeant avec les arfistes, les professaurs, les
atudiants d'art, les fabricants de médailles, les commercants, les collectionneurs et las associations
culturelles) el promouvoir la FIDEM de fagon a attirer de nouveauy membres.

ARTICLE XIV

Le Président, le Secrétaire Général, le Trésorier engagent la FIDEM par leur signature pour toutes les
dépenses d'administration courants et celles relatives & l'impression de la Revue «Médaillegs,

Pour toutes les autres dépenses, une double signalure est nagessaire.

ARTICLE XV

La FIDEM esi représentéa devant les juridictions et pour tous les actes de la vie civile par son Présidant ou,
& défaut, par un auvtre membre du Comité Exécutif spécialement désigng & cet efet.

Le représentant de la FIDEM deit jouir de la plénilude de ses droits civils.

ARTICLE XV
Les langues officielles sont le Frangais et 'Anglais. Le siége social de la FIDEM, actuallemant & Paris,
sera fixé selon 1a décision du Comité Exécutif,

ARTICLE X\

Las recattas de la FIDEM sont assurées par les cotizations de ses mambras, Les cotisations sant fixdes
par 'Assemblée Générale. La FIDEM peut également accepter, avec 'accord de I'Assemblée Géndrale, des
donations ou des subventions de personnes privées ou d'un groupe. Les comptes serant soumis, pour
approbation, a 'Assemblée Géndrale, aprés avoir et acceptés par le Comité Exdcutif et varifié par le(s)
Contréleur(s) des Comptes.

ARTICLE XV

L'Assemblée Génerale statuera sur toule moedification des statuls qui lul sera présentée par le Comité
Exécutif. Toute modification des staluts proposée devra élre soumise aux membras au moins 2 mais avant
la date de I'Assemblée Générale.

Les moditications des statuts devront étre approuvées par une majorité de 2/3 des voix lors de 'Assemblé
Gandrala,

ARTICLE XIX

La dissolulion de la FIDEM neg peut &tre prononcés que par 'Assemblée Géndrale si les 23 des membres
la décident, La décision ne peut &tre prise qu'a la majorité des 2/3 das mambras présants ou représentés,
L'Assemblée Géndrale désignera un ou plusieurs commissaires chargés de la liguidation des biens de
I'Association.
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FLE.E:M;

Fédeération Internationale de la Médaille
International Medal Federation

Pour s'inscrire - How to become a member

Il faut envoyer a votre délégue national la fiche d'adhésion remplis et e paiement de la cotisation
correspendante 4 la catégorie de membre,

Please send the completed application form and your subscription fee to your
national delegate.

Avantages pour les associes
Membership benefits

- B'associer ala F.1.D.E.M. vous permet de recevair la revue The Medal et la revue Médailles, celle-ci aprés
chagque Cangrés,

As a FLD.E.M. member, you will receive The Medal magazine, as well as Médailles magazine after sach
Congrass.

- B'associer ala F1L.D.E.M. vous parmet de participer aux Congrés, en exposant des madailles et en faisant
des conférences & 'occasion des débals internationaux sur la Médaille d'Art.

As a FL.D.E.M. member, you can take part in the Association's congresses, exhibit medals and give
lectures on subjects related to the art of medals.

- S'associer a la F.1.D.E.M. vous permet de recevoir des invitations pour des initiatives spéciales sur I'Art de
la Médaille, pour des expositions, débats et congours dans le monde entier,

As a F1LD.E.M. member, you will receive invitations to special events, exhibitions, seminars and
compelitions related to the art of medals all over the world.

Pour obtenir des informations - For further information

Secrétaire Général - General Secretary
Mr. llkka Voionmaa

Urheiukatu 48 A2

00250 HELSINKI (FINLAMD)

4560 241 8566

35889477 1163

E-mail: mitalitaide & Kolumbus.fi

Our Website: www..fidem-medals.org

Qu'estquela FL.D.E.M.?

Trésoriérs - Treasurer

Mme. Danigle Fagot

MOMMAIE DE PARIS

11. gquai de Conli

75006 PARIS (FRANCE)

Tel: 33 1 40 46 56 32

Fax: 331 40 48 57 04

e-mail: daniele fagot @ monnaiedeparis.ir

La F.1.D.E.M., Fédération Internationale de la Médaille, a été fondée en 1937 avec le but de promouveir I'art
de la médaille sur le plan international, de dévélopper la connaissance de 'art de la madaille, de sa
technologie et de son histoire, & travers 'édition de publications, et de lui assurer la place qu'elle merte &
coté des autres aris. En cutre la FLD.E.M. prend des initiatives internaticnales ayant comme finalité les
échanges entre artistes et la divulgation de lzurs oeuvras. Un Congrés et una Exposition Internationale est
organisée parla F.I.D.E.M. tous les deux ans.
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La F.I.D.E.M. ast présente dans plus de 30 pays du mende. Chague pays est représente par un Délegué et
un Vice-Déldgué, qui ont des contacts réguliers avec les artistes, notlament les membres de la F.LD.E.M.
de son pays et toutes les personnes intéréssées par l'art de la médaille.

La F.I.D.E.M. édite la révue Médailles, qui contient le compte-rendu de ses Congrés et divulgue des
informations sur 'activité de la F.LD.E.M.. La revus est anvoyé gratuitement a tous &3 mambires qui
regoivent aussi la revue The Medal, avec une parution, en principe, bi-annuelle, el gue contient des
informations sur l'art de la médaille dans le monde.

What is F.I.D.E.M.?

F.I.D.E.M., the International Madal Federation, was established in 1937, |ts aims are to promote and diffuse
the art of medals at international level, to make the art knawn and to guarantee recognition of its place
among other arts by increasing awareness of the ar, history and technology or medals,

mainly through publications and the organisation of international events. F.1.D.E.M. also organises a
congress every two years and an international exhibition of the art of medals in order lo promote exchangeas
among artists and to make their work known internationally,

F.LD.E.M. aperates in aver 30 countries worldwide. It is represented by a delegate and a vice-delegate in
every country, who maintain regular contact with the artists, F.1.D.E.M. members and other pecple
interested in the art of medals from their own country.

F.1.D.E.M. publishes the magazine Medailles, which contains intormation on F.1.D.E.M, activities and the
minutes of sach congress, Members receive this free of charge.

F.1.D.E.M. members also receive Tha Medal magazine, which is normally published twice a year.

Categories des Membres
Mermbership categories

Euros
Etudiants en art
Art Students 20
Membras individuels (artistes, professeurs, consenvateurs de musees et autres)
Ingdividual members {artists, teachers, museum curators and others) as
Musées, Bibliothégues
Museums, Libraries an
Editeurs, Monnaies, Fondations
Publishers, Mints, Foundations 140
Associations avec moins de 500 membras
Societies with less than 500 members 140
Associations aves plus de 500 membres
Sociaties with more than 800 members 200
Donateurs, Mécénes
Donors, Patrons minimum 750
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Date
Exhibition

Sessions

General Assembly
More information

You may also
write to

XXVIII FIDEM congress
PARIS 2002

23-27 September 2002

Monnaie de Paris, 11 Quai de Conti, Paris VI
Monnaies de Paris

Louvre Museum

Institut de France

Centre de Béunions

- your national delegates

- ww.fidem-madals.urg

- Mme Daniele Fagot, daniele.fagot @ monnaiedeparis. fr(Treasurer)
- mitalitaide @ kolumbus.fi (the General Secretary)

FIDEM

FEpErRATION INTERNATIONAL

pEtaMEDAILLE
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Did
you
know

that...

Metals

: to life

metals are safe and durable materials. They promote long product
life. Like all materials, metals must be produced with responsibility to the
environment and users. That is how we operate, because we are in this

business to stay.

www, o ckm JHILC0ET

O ommpu l_-;.:‘J.H:-I-.‘.lHI]_-I.', '.'}"-"I- PO, Bose 140, 32201 J"""H"-’- Finland.
EERSR)
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Medals are highly esteemed works of art

Above: A medal commemorating Field Marshal C.G.E.Mannerheim (1867-1951). A series of three medals
designed by Heikki Hiivioja. 72mm, struck in bronze by Mint of Finland.

Mint of Finland is the leading manufacturer
of art medals in Scandinavia.
Our modern art medals are designed by
the most prominent sculptors in Finland.
Contact us

A
%
% MINT OF FINLAND LTD.
@ Medals @ department e
POB 100 Vantaa, Finland
Tel. +358 (0)9 8943 1
Fax.+358 (0)9 897 115
www.mint.fi
e-mail: mikko.timisjarvi@mint.fi






