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The turn of the 20th century was a 
time of progress—not only in science 
and technology, but also in art. The 
conservative Graz art scene was given 
new, forward-looking impetus, thanks in 
part to the initiative of the now almost 
forgotten Nuremberg artist Paul Schad-
Rossa, who lived in Graz from 1900 
to 1904. He founded an art school, an 
association of Graz artists—the ‘Grazer 
Künstlerbund’—and the ‘Grazer Kunst’ 
magazine. His aim was to familiarise the 
artistic backwater of Graz with Symbol-
ism and Jugendstil—two movements 
whose significance to modern art (previ-
ously often unrecognised) has recently 
once more attracted particular attention.
 



Between (Atmospheric) Realism 
and Symbolism 

Schad-Rossa was born in Nurem-
berg in 1862. From 1880 to 1888 
he studied at the Munich Acad-
emy under the genre painter 
Franz von Defregger, among oth-
ers. In Schad-Rossa’s Girl with 
Kitten (1887) the influence of 
genre painting is still clearly dis-
cernible, with its frequent use of 
idyllic, idealised depictions of 
rural life. Once his time at the 
academy was over, Schad-Rossa 
tended increasingly towards more 
‘atmospheric’ pictures: at the end 
of the 19th century the concept of 
atmosphere became a key theme 
in art theory. Theodor Lipps spoke 
of the ‘soul of space’. Atmosphere 
was considered to be what made 
representations of space come 
alive, and become perceptible in 
the light, air and ambience of a 
picture. If, for instance, the 
painter did not pay so much heed 
to the original colours of the indi-
vidual objects in the picture, then 
the effect of the subject matter 
was unified and atmospheric. An 
example of this is Schad-Rossa’s 
Corpus Christi (1891), in which the 
attention to detail and reality is 
extraordinary (e. g. in the fabrics 

depicted), yet where muted col-
ours ensure that the people 
appear harmoniously unified in 
the moment of their adoration of 
the Blessed Sacrament. In Styria 
it was above all Austrian Atmos-
pheric Realism that took up this 
interest in light moods and 
ambient atmosphere, such as 
Alfred Zoff in his Port at the 
Rivier a (1888), Friederike Koch 
Langentreu in The Convalescent 
(c. 1900) or Marie Egner in Bloom-
ing Poppy Field in Styria (c. 1896). 
The aim was to reflect personal 
experiences in art.
In Schad-Rossa’s Female Nude 
(1894) the posture of the naked 
woman wringing her hands is 
intended to reveal her emotional 
state. In this respect Schad-Rossa 
leans towards Symbolism, in 
which the expression of emotions 
and inner strengths of the human 
soul were emphasised in art. This 
stood in opposition to art move-
ments that were oriented more 
towards natural sciences or which 
illustrated motifs taken from 
modern life (not just Impression-
ism, for example, but also Realism 
and Naturalism).
A key influence in the Symbolist 
approach to art was the notion of 
Einfühlung [empathy], of a per-



son’s supposed capacity to iden-
tify with and internalise a work 
when looking at art. In Schad-
Rossa’s drawing Landscape with 
Recumbent Male Nude (c. 1894–
1904) this empathy becomes 
obvious: the mountain and the 
recumbent figure looking at it 
resemble one another. Likewise in 
Recumbent Man, Outstretched (c. 
1894–1904) the human figure can 
at the same time be read as a 
mountain. In his drawings Schad-
Rossa experimented assiduously 
with the human figure (sometimes 
distorting its proportions), with 
the relationship between figure 
and space, and with light and 
shade. His goal was to express 
inner feelings through the exter-
nal form.

Symbolism and Stylisation

In the autumn of 1900 Schad-
Rossa left Munich, a city 
renowned for its art, and moved 
to the artistic backwater of Graz. 
Under the Austro-Hungarian mon-
archy, Graz was an aspiring 
medium-sized city, its politics 
shaped by strong German nation-
alism. At the end of the 19th cen-
tury Graz too faced radical social 

changes due to industrialisation, 
and so the art of this period 
sought to react to the new condi-
tions. Starting with the ‘Steier-
märkische Kunstverein’ (Styrian 
art association), the Graz art 
scene underwent modernising 
impulses while the still influential 
conservative forces in Graz were 
embodied in the ‘Verein bildender 
Künstler Steiermarks’ (association 
of artists of Styria). 
Schad-Rossa arrived in Graz har-
bouring great ambitions, antici-
pating a great deal of positive 
attention for himself and his 
activities. Soon he did indeed 
become the key figure for modern 
art in Graz: as such he turned 
against traditional, academic 
painting which worked chiefly 
with historical or religious, bibli-
cal subjects. In the foreword to 
the picture catalogue for his first 
Graz exhibition, Schad-Rossa 
stressed that the works there 
were not pictorial representations 
of historic events or literary nar-
ratives. Because of this, claimed 
Schad-Rossa, the public did not 
need any explanatory texts about 
the content of the pictures in a 
catalogue. The pictures were 
intended to speak for themselves, 
as it were: ‘And even if they have 



Probably shortly after his arrival 
in Graz, Schad-Rossa founded an 
art school. He wished to dedicate 
it to the notion of the Gesamt-
kunstwerk [‘total work of art’], as 
propagated at that time by 
Jugendstil. The intention was for 
art to be extended into all areas 
of life, to permeate everyday 
experience. This meant that even 
everyday objects, such as furni-
ture, clothing, tableware, jewel-
lery etc. should be designed and 
produced in an artistic way. A 
division between art and crafts 
was regarded as obsolete. Schad-
Rossa himself often made the 
frames for his own paintings, such 
as the previously mentioned Eden 
(1899) or At the Moorbach (1900). 
Encouraged by the success of his 
first exhibition and his art school, 
Schad-Rossa instigated the 
founding of the ‘Grazer Künstler-
bund’ (association of Graz artists) 
and its magazine ‘Grazer Kunst’. 
Both, however, met with some 
reservation from the Graz public. 
Schad-Rossa’s last large-scale 
exhibition in Graz took place in 
October 1903. Soon afterwards in 
the spring of 1904 he left Graz 
after three and a half years, while 
the ‘Grazer Künstlerbund’ was 
disbanded even before his depar-

nothing to say to the viewer 
(wherever the fault lies)—the 
catalogue would be even less able 
to fill this gap.’ His works sought 
to evince a particular feeling in 
the public, the enjoyment of art, 
and not the recognition of a well-
known scene from history or lit-
erature. This attitude of resist-
ance towards a clearly defined 
and traditional pictorial language 
is evident, for example, in Schad-
Rossa’s Eden (1899) and in Sym-
phony of Death (1902/3). These 
pictures attempted to convey 
‘basic emotions of the human 
soul’. Thus Eden addresses the 
yearning desire for naturalness 
(much like Leo Diet’s The Blue 
Flower, 1903), while the Sym-
phony of Death symbolises the 
escape of a soul (portrayed as a 
woman dressed in red) from the 
body. Styrian artists also repeat-
edly departed from conventional 
pictorial concepts, such as Alwine 
Hotter in The Kiss (1915), Leo 
Grimm in Fairy Tale (1916), Daniel 
Pauluzzi in Foehn and Avalanche 
(c. 1910) or Ferdinan d Pamberger 
in Requiescat in pace (1897), in 
which the identity of the saint 
remains unclear (she has a halo 
but no other attributes are fea-
tured).



ture. Ultimately, his at times 
quixotic ambitions for Graz 
exceeded what was feasible.

The Magazine ‘Grazer Kunst’

On Schad-Rossa’s suggestion, in 
1901 an alliance of like-minded 
artists, the ‘Grazer Künstlerbund’, 
was founded. From the outset the 
objective was also to publish an 
art magazine called ‘Grazer 
Kunst’, in which works of visual 
art, literature and music 
appeared. Its interdisciplinarity 
was thoroughly in line with the 
notion of the Gesamtkunstwerk 
—the ‘total work of art’—of 
Jugendstil: it was intended to 
appeal to a range of senses in the 
public. Role models for ‘Grazer 
Kunst’ were the Viennese art 
magazine ‘Ver Sacrum’, the Berlin 
magazine ‘Pan’ and from Munich 
‘Jugend’. In 1901 the first—and 
only—issue of ‘Grazer Kunst’ 
appeared. The magazine had a 
clear regional focus: only artists 
who were born or worked in Styria 
were presented, among them the 
local poet and writer Peter 
Rosegge r. Schad-Rossa contrib-
uted several illustrations and 
lithographs. The visual arts were 

also represented by his student 
Margarete Supprian (Village in a 
Valley, c. 1902), Ludwig Presuhn 
(Winter Morning, 1902), Daniel 
Pauluzzi (Allegory of Time, c. 
1900) and others. Poetry by 
Herman n Ubell was printed, Emil 
Ertl published a short story, and 
the music section was edited by 
Wilhelm Kienzl. The magazine 
was a financial disaster—most 
certainly to Schad-Rossa’s great 
disappointment. 1901 also saw 
the first exhibition of the ‘Grazer 
Künstlerbund’, for which Schad-
Rossa designed the poster (a new 
medium at the time, first used by 
the ‘Steiermärkische Kunstverein’ 
in 1898). The motif of a sunset 
behind trees was depicted by 
Schad-Rossa reduced to red and 
green coloured surfaces, provok-
ing scathing criticism. The ten-
dency to portray natural forms 
decoratively and ornamentally 
could be found in Viennese 
Jugendstil, which had a profound 
influence on Styrian graphics and 
photography, just establishing 
itself as an art form at that time. 
The 1901 ‘Künstlerbund’ exhibi-
tion attracted a large number of 
visitors and was acclaimed by the 
more innovative among them. It 
met with a cool reception from 



the wider public, however. By the 
following year, Schad-Rossa had 
already begun to turn his atten-
tion away from Graz.  

Aftermath in the Inter-war Period

Following his departure from Graz 
in 1904 Schad-Rossa moved to 
Berlin. In the art capital he 
encountered a scene of intense 
competition between artists—
very unlike the situation in Graz, 
where Schad-Rossa had naturally 
been able to draw attention to 
himself. In Berlin Schad-Rossa did 
not join any artists’ associations 
(such as the Secession) and was 
no longer able to reach a greater 
public. He was not afraid to 
change his style, finding it unim-
portant to have a ‘distinctive 
signature’—meaning however 
that his works did not have the 
recognisability factor often impor-
tant in the art market. The mysti-
cal and mythological aspects of 
his pictures from his Graz period 
increasingly took second place to 
more everyday depictions. He 
painted several pictures of 
women, including Dancing Women 
and Twilight (both 1908). These 
too express the notion of a typi-

cally feminine temperament and 
character, tying in with Symbolist 
thinking. This fascination with a 
‘female stereotype’ can be found 
in Styria in Wilhelm Gösser’s 
Spring (1920) or Karl Mader’s 
Resting (1934/35). In 1911 a 
study trip took Schad-Rossa to 
Spain and Portugal. After this the 
colours in his pictures became 
brighter, the subject material 
resembles graphic works in that it 
is edged with loose lines, such as 
in Three Sisters (1913). During his 
lifetime Schad-Rossa was open to 
various tendencies in art, yet up 
until his death in 1916 he 
remained true to his desire to 
create in his pictures an alterna-
tive world to modernised civilisa-
tion. The last comprehensive 
presentation of his work took 
place in Berlin in 1914. Now, a 
hundred years later, it has been 
rediscovered. 
In Styria, and particularly in Graz, 
the art of Symbolism was repeat-
edly adopted in German natio-
nalis t circles, which were very 
devoted to modern New Romantic 
art (so that in part even the Graz 
reform movements at the turn of 
the century were close to the 
German nationalist camp). Sym-
bolist art was interpreted as a 



‘manifestation of typical German 
essence’ and as such hijacked for 
reactionary political propaganda. 
This is, at least to some degree, 
why the contribution of Symbol-
ism to the development of mod-
ern art has been closely scruti-
nised time and again. 





Supporting programme:

Symposium ‘ARTS IN GRAZ’ in 
collaboration with the Art 
University Graz

Thur, 27.11.2014
6 pm: Guided tour through the 
exhibition with curator Gudrun 
Danzer 
(in German language)
7:30 pm: ARTS IN GRAZ. Music 
and Lyrics from the magazine 
‘Grazer Kunst’ from 1901
(in German language)
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