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Dear Client,
Over the past few centuries, our family has built up a unique
collection of artworks which we employ quite consciously in
our marketing and communications strategy for LGT. To us,
these works of art embody many values that we also strive to
uphold in our partnerships with our clients: a long-term approach
and business outlook, and individual perspectives coupled with
expertise and reliability when it comes to building and
managing investments.
In 2014 and 2015, we undertook a complete renovation of the
client area in our Vaduz headquarters, where murals and reproductions of numerous works held in the Princely Collections
are now exhibited for our clients to see and enjoy.
We are now delighted to present you with this book, which
provides an overview of the works exhibited and of the periods
from which they originate.

H.S.H. Prince Philipp von und zu Liechtenstein
Chairman LGT

H.S.H. Prince Max von und zu Liechtenstein
CEO LGT

H.S.H. Prince Philipp von und
zu Liechtenstein (left) and
H.S.H. Prince Max von und zu
Liechtenstein (right)
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Lasting
values
The Princes of Liechtenstein have been passionate collectors of
art for over 400 years. During this time they have built one of the
world’s most significant private collections of major European
artworks spanning five hundred years. This collection now resides
in the family’s own Liechtenstein Garden Palace in Vienna.
The Princely Collections have their roots in the Baroque ideal of
patronage, in which patrons felt it their duty to promote the fine
arts. The House of Liechtenstein has cultivated this ideal over
many generations, and, to this day, our family continues to add
to its collections within the framework of an active acquisition
policy. Artworks of the finest quality are carefully selected to
enrich and expand the collections in keeping with their existing
focal themes.
Successful art collectors and asset managers have certain qualities in common: they have to plan and act with long-term vision
and perspective, and they must have discipline and competence.
One of the most important skills of a collector is the ability to
recognize the true value and lasting distinction of a work of art,
both as a piece in its own right as well as in the context of an
existing collection. This attribute is also evident in asset management – the ability to recognize the inherent value as well as the
risks of an investment, within the context of the portfolio. Anyone
who wishes to be a successful collector of art will inevitably develop his or her own perspective and “signature.” Each collector,
after all, has a unique vision which he or she wishes to express.
This individual perspective is also the key factor in enabling us
to advise our clients on their investments with consistent regard
to their own personal goals and circumstances.
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The reproductions and
murals in our headquarters
show some of the major
works in the Princely
Collections from the
Renaissance, Baroque,
Classical and Biedermeier
periods. The works
exhibited are introduced
here in the context of the
particular epoch to which
each one belongs.
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Renaissance
The term “all’antica” – in the antique style – was the watchword
of Renaissance art. In 15th-century Italy, a growing interest in the
works of Greek and Roman architects, sculptors and poets brought
with it a recognition of the special characteristics of antiquity. This
creative movement centered initially round Florence as a thriving
hub of trade and banking, but soon spread to the regions north of
the Alps; the flowering of this new body of thought was due in no
small part to the artists’ penchant for travel. The archaeological
excavations in Rome brought buildings and sculptures to light that
engendered a particular fascination for their designs and forms.
Antiquity epitomized longevity thanks to its influence down the
ages. In all genres of art, a wealth of discoveries fueled a desire
to refine the portrayal of the human form and expand creative
possibilities. The physical form was represented in lifelike motion
and modeled on nude statues for the most part, while architects
drew inspiration for their designs from the perfectly proportioned
temples, and painters looked to the natural world for their subjects.
These newly gained insights into the harmonious effects created
by proportion, balance and realism were also echoed in scholarly
writings on art, which conveyed the notion that artists regarded
their profession as equal to a science, and that their aim was to
capture and document the fruits of detailed studies of perspective,
anatomy and reality.
This new perspective of the arts was accompanied by the investigation and comprehension of nature, exemplified by the supreme
and all-inclusive genius of Leonardo da Vinci – the “master of all
masters.” Nature and landscape served as sources of inspiration
as well as atmosphere, and played an important part in the harmony of the overall composition.

Hendrik van Steenwyck, detail
from “Grand columned hall with
procession to the tournament,”
1598
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New status for the artists
Hand in hand with the values of the ancients that were imparted
through Greek and Roman literature came a new level of esteem
for the artistic professions. The individuality of their works propelled artists to a new social status. Intellectuals and artists alike
were drawn to the royal courts, which were regarded as centers of
knowledge and good taste. These were places where experiences
could be shared and creative possibilities discussed. In line with
patrons’ sophisticated specifications and the elevated educational
level that came with aristocracy and nobility, distinguished and
celebrated artists interpreted ancient sagas of gods and heroes,
and left a legacy of complex allegories in the pursuit of allusion
through symbols. These symbols held secrets and hidden meanings that pointed to personality and character – most of which
remain a mystery to our modern understanding.

Franz Anton von Scheidel, detail
from “Illustrations of Scallops
after Johann Carl Megerle von
Mühlfeld,” before 1801

Bauer brothers, Hortus Botanicus,
detail from “Amaranthus,”
1776/1804
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Bauer brothers, Hortus Botanicus,
“Cucurbita foliis lobatis pomis
laevibus,” 1779

The portrait was required to depict its subject realistically, and to
record his or her appearance and nobility for posterity. The German
Renaissance artist Hans Mielich painted full-length portraits in
keeping with a tradition that was very popular in Italy as well as
north of the Alps (p. 13). The details he painted from nature and
real life – a leopard, the room’s interior, the view over a snow-covered landscape – were important symbols which he employed in
his depiction of Ladislaus von Fraunberg, Count of Haag, as an
influential figure in his natural surroundings. Mielich’s recording
of minutiae in this work reflects the attention to detail of the
15th-century Dutch masters. Through his use of light and color,
he gives the impression of plasticity, spaciousness and an almost
tangible quality to the surfaces.
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“…a tiger-like animal,
always by his side like
a dog.”
Gundacar of Liechtenstein on the leopard of Ladislaus
of Fraunberg, a gift from his Italian relatives, 1640

Hans Mielich, detail from
“Portrait of Ladislaus
of Fraunberg, Count
of Haag,” 1557
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Counter hall,
ground floor, LGT Vaduz
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Nature as a source of inspiration
Hendrik van Steenwyck pursued the techniques developed in
Florence for creating the illusion of depth and perspective, and
established himself as a skilled specialist in Dutch architectural
paintings. His compositions reflected Flemish tastes, adjusting
his backdrop-like arrangements according to the specifications
of the commission, and making apposite changes to the format,
figures and scenes which animated the paintings (p. 8). In the art
world of the north, a penchant for the precise study of flora and
fauna was cultivated, and these subjects were also favored as
details in the compositions. Leonardo da Vinci and Albrecht Dürer
had already declared nature to be a source of artistic inspiration,
and many painters now sought to record the characteristics of
the animal and plant worlds in template drawings. These offered
the masters the opportunity to reuse their studies in subsequent
compositions. Plants, flowers and animals were also symbolic and
were employed as special motifs to enrich the narratives.

Bauer brothers, Hortus Botanicus,
“Lilium,” 1776/1804
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Side story

Self-portrait
of the artist
One of the most important contemporaries of the polymath
Leonardo da Vinci was the German artist Albrecht Dürer. Born
in Nuremberg, trained as a goldsmith and endowed with extraordinary talent, he was one of the most significant artists of the
Renaissance north of the Alps. He journeyed twice to Venice
along the trade route that had been used since the Middle Ages
by merchants and traders, and returned home with his experiences of the ancient world and Italian art. His vast output, his
letters and his journal entries together paint a portrait of a
learned man who devoted himself intensively to art and to his
vocation as an artist.
Like Leonardo da Vinci, Dürer articulated the significance of
nature as a role model in one of his writings: “Truly, art is embodied in nature, we only have to draw it out.” Never before had
humankind, fauna and landscape been observed and depicted
with such intensity. On his arduous journeys of many weeks’
duration, Dürer scrutinized his experiences of the natural world
and immortalized them in watercolors in the tradition of the
Italian Renaissance. The light and colors of the South captivated
him, and he was all too aware of these luxuries when he wrote,
bemoaning his impending departure for home: “How I shall
freeze after this sun!”
With his experiences and encounters in Italy arose a new perception of his own role in society as an artist. In the cities and courts
north of the Alps around 1500, painters and sculptors were considered as craftsmen – a state of affairs which Dürer criticized in
Venice with his famous words: “Here I am a gentleman; at home,
a parasite.” The quality of this German artist’s work did not go
unnoticed by his contemporaries, even in Italy, where his fellow
artists adopted his compositions and details in their own works,
thus helping in turn to disseminate his creations. Wholly in keeping
with the spirit of the Renaissance, knowledge, to him, represented
the key to awareness, reputation and prestige: “A talented man
without learning is like an unpolished mirror.”
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Johann Wilhelm Weinmann, detail
from “Paeonia major flore rubro
simplex, Gichtrosen. Paeonia
flore pleno rubro major, Pimoine,
Pfingstrosen,” c. 1735–1745

Depiction of nature
During the Renaissance, the culture of rural life and villas with
gardens became established, and there was a burgeoning recognition of the beauty of the countryside. Works of art served
as objects of appreciation and pleasure, as well as conversation
points in terms of their subject matter. The compositional principles and themes of the artists of this era formed the foundation
for ensuing centuries and their various styles.
The lifelike representations of the plants in the Hortus Botanicus
by the Bauer brothers thus reflected the quest, prevalent in the
latter part of the 18th century, to document the richness of nature
in all its detail. Since the Renaissance, collectors in the Princely
Family had been focusing on themes within the natural sciences.
This interest was expanded, culminating in this work of several
volumes which is still owned in its entirety by the Princely Family
today. This treasured gem devoted to the illustration of plants
and animals that were nurtured on the Liechtenstein estates
represents a tradition that was cultivated over several centuries.
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Main entrance,
ground floor, LGT Vaduz
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Baroque
The dawn of Baroque art can be traced back to the Rome of
around 1600 AD, the name deriving from the Portuguese word
“barocco,” used to describe a misshapen pearl. The style signaled
a departure from strict Renaissance forms; making use of motion
and drama, the artworks of the period were characterized by a
sense of exaggeration. Nevertheless, the achievements of the
Renaissance along with classical elements of design were not

Gerrit Adriaensz. Berckheyde,
detail from “The market place
in Haarlem, looking towards
the Town Hall,” 1661

abandoned but continued to enjoy long-term deployment. On the
other hand, compositional details took on a restless quality and
became more modeled; garments on sculptures were depicted
with dynamic movement; the painter’s mark-making was soft
and gossamer-fine; and buildings were endowed with playfully
decorated façades.
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Johann Adalbert Angermayer,
detail from “Bouquet of flowers
with animals,” 1704

The two Vienna palaces belonging to the Princely Family are, even
today, the epitome of the Baroque concept of synthesis – the ideal
that a structure should constitute a harmonious union of architecture, painting and sculpture. This ideal originated in the Renaissance period, in the tradition of the villa: the aristocracy would
retire to the country during the summer months and would have
their inner rooms tastefully decorated with artworks, and the landscape cultivated and tamed. The gardens were generally regarded
as the ideal place to display antique sculptures. In the Baroque
period, the palaces were required to reflect a patron’s vision of
glory, power and refined taste. The Italian artists summoned to
Vienna had the skill to fulfill these responsibilities in a highly
impressive manner. Even on the grand staircase, the guest would
already become aware of the resident nobleman’s standing and
ideals through the sculptor’s employment of classical motifs that
were also reflected in the painted designs on the ceiling.

Peter Paul Rubens, detail
from “Portrait of Clara
Serena Rubens,” c. 1616
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The Baroque period saw the practice of holding court become an
ostentatious and flamboyant affair, characterized by lavish festivities, processions and sensuous elegance. Parrots and other exotic
birds could be admired in the gardens, where glasshouses were
filled with the heady perfume of lemon and orange blossoms, and
exquisite beverages of tea, coffee and liquid chocolate were sipped
in delicately constructed architectural features. Table decorations
initially took the form of floral sugar creations, which later gave
way to arrangements of real flowers that had been grown in the
gardens. Johann Adalbert Angermayer took great care to achieve
a balance of colors in his bouquet (p. 20), selecting flowers which
found particular favor in the Baroque era.

Bauer brothers, Hortus Botanicus,
detail from “Lilium candidum L.,”
c. 1778
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Side story

The dispute over
the carriage
For the decoration of the Garden Palace in Rossau, Vienna, Prince
Johann Adam Andreas I was looking for suitable artists who would
do justice to his concepts of Roman taste. Thanks to the mediation
of his nephew, Prince Anton Florian I, who was then an imperial
ambassador in Rome, he managed to secure the services of Andrea
Pozzo, one of the most talented fresco artists of the time. Summoned to Vienna by the imperial court, he designed the interior
of the Jesuit Church and was subsequently commissioned by
Prince Johann Adam Andreas I to decorate the largest ballroom
in the Garden Palace. Pozzo adorned the ceiling of this room with
stories from the heroic adventures of Hercules, blending these
scenes seamlessly into the trompe l’oeil architecture that seemed
to open up the room to the sky.
At the same time, the renowned Salzburg painter Johann Michael
Rottmayr was commissioned to paint the entrance hall, the two
ground-floor apartments and the staircase ceilings in the Garden
Palace. He carried out this work with consummate skill, with a
dynamic depiction of the Fall of the Colossi and the Admittance
of Military Genius to Olympus. These themes tied in with Pozzo’s
Herculean narratives.
Thus Prince Johann Adam Andreas I engaged two well-known,
self-assured artists to work in his Garden Palace in the Viennese
suburb, and for this they were remunerated accordingly. However,
the center of town was surrounded by the city walls and ramparts
and could only be reached comfortably by carriage. Andrea Pozzo
and Johann Michael Rottmayr were provided with the use of one
state coach between them for the duration of their engagement.
This arrangement apparently presented the Princely stable master
with a considerable challenge: both artists were always demanding
to be taken into the city almost at the same time – but separately –
and Rottmayr, who was the younger of the two, liked to frequent
the Viennese theaters until late into the night. Prince Johann Adam
Andreas I was even appraised in writing of these disagreements,
and the letters remain in the Princely Family archive to this day.
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Johann Georg von Hamilton,
detail from “The Imperial
Riding School,” 1702
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Competence and individuality
Around 1700, Prince Johann Adam Andreas I engaged the most
talented and renowned master craftsmen and artists to assume responsibility for furnishing the two palaces. Among these were the
painters Andrea Pozzo from Rome and Johann Michael Rottmayr
from Salzburg. Between them, they created the frescoes in the
rooms, staircases and ballroom of the Garden Palace, their skilled
use of trompe l’oeil architectural imagery giving the impression
that the rooms opened up to the sky. The sculptor Giovanni
Giuliani decorated the gardens in Rossau with sculptures that
depicted figures from classical literature and poetry, and, thanks
to their various attributes, allegorical figures usually served as a
reminder of the significance of nature throughout the year. The
ceiling frescoes of Marcantonio Franceschini from Bologna found
their way to Vienna, where the artist brought the wishes of his
patron, Prince Johann Adam Andreas I, to fruition. All of the
artists were chosen to decorate the palaces on the basis of the
individuality of their creations, but at the same time they were
able to realize the Prince’s own ideas.
Noble horses and ornate carriages began to be used with alacrity
as a means of courtly representation in the Baroque period, and
horse breeding was followed and supported ardently by the
Princes of Liechtenstein. The magnificent steeds from the Princely
studs were themselves put into action on the occasion of the wedding of King Louis XIV. Prince Karl Eusebius of Liechtenstein
regarded horse breeding as an art form, and this activity was
immortalized in the paintings of Johann Georg von Hamilton.

Johann Georg von Hamilton,
detail from “Portrait of a black
and brown stallion with Spanish
saddle and bridle,” 1720
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“And indeed, he not only
depicted their features,
he also gave their heads
a certain nobility and
their movements gracefulness.“
Giovanni Pietro Bellori about Anthony van Dyck, from
“The Lives of Modern Painters, Sculptors and Architects” (“Le vite
de´ Pittori, Scultori et Architetti moderni”), Rome 1672.

Anthony van Dyck, detail from
“Portrait of Maria de Tassis,”
c. 1629/30
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Friedrich Oelenhainz, detail from
“Portrait of the future Prince
Alois I of Liechtenstein,” 1776

Princely painter
The works of the Flemish painter Peter Paul Rubens and his pupil
Anthony van Dyck play a major role in the Princely Collections
today, but even in their own time there was a recognition of the
extraordinary talent and personality of the two artists. Their
portraits reflect the regional idiosyncrasies of the southern Dutch
Baroque, with their dynamic, feather-light brush strokes and
their ability to capture the effects of light on surfaces through
the use of finely nuanced colors. Always a welcome guest in the
courts of Europe, not only as an artist but also as a diplomat,
Rubens has been described as the “prince of painters.” Thanks to
his success and wealth as the owner of a workshop in Antwerp,
he traveled a great deal, was an avid art collector and gleaned
inspiration and enrichment from nature during stays at his
country properties.
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Gerrit Adriaensz. Berckheyde was an exponent of the Dutch
Baroque movement. His legacy includes paintings of Haarlem
(p. 19) that encapsulate a theme that was much treasured during
the Golden Age: the townscape. The vedute of this wealthy
merchant city, known also as the “Venice of the north,” depict
buildings and solitary figures in an atmosphere crafted from light
and shade. Berckheyde painted with the precise brush marks of
a draftsman, and his work had a strong perspective construction,
thus diverging from the painterly, dynamic style of Rubens and
van Dyck. Dutch Baroque art was characterized by the need
to represent the visible world – an ideal springboard for the
development of the still life and the everyday scene as pictorial
themes. Both of these subjects were resurrected in the Biedermeier period by Ferdinand Georg Waldmüller in particular, and
underwent a transformation that reflected prevailing taste.
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Meeting room
10 Friedrich Oelenhainz,
first floor, LGT Vaduz
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Classicism
Around the mid-eighteenth century, when more ancient archaeological sites were being discovered and excavated in Italy and
Greece, there was a revival of interest in the aesthetics of antiquity. As in the Renaissance, artists, collectors and patrons of the
arts gleaned inspiration from the ancient forms, and the classical
style was born. The scholars of this period regarded these artistic
creations as exemplary. Works of art should be modeled on them
and possess equally impressive grace and beauty. The reason for
this high regard for the artworks of antiquity lay in the long-term
aspect of their aesthetic appeal. Italy was the land of dreams, where
ancient ruins, the papal art collection, and the interiors of city
palaces and villas surrounded by gardens could be admired in all
their richness and abundance. Rome – the Eternal City – Naples,
and, further south, Herculaneum and Pompeii, were destinations
on the “Grand Tour” – the traditional educational trip made by
young aristocrats with a view to experiencing art and culture. As
far as artists were concerned, these journeys were undertaken in
order to study the works of their predecessors, and the landscape
around Rome – the Campagna – was intensely alluring with its
atmospheric moods and qualities of light. In the Biedermeier era,
too, the Mediterranean region remained a much-favored destination for artists to imbibe southern flair, and an impression of this
shines through in the works of Ferdinand Georg Waldmüller and
Rudolf von Alt.

Workshop of Pompeo Girolamo
Batoni, detail from “Double
portrait of Emperor Joseph II
and his brother Leopold, Grand
Duke of Tuscany,” 1769
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Johann Baptist Dallinger
von Dalling, detail from
“The courtyard of the
great stables at Eisgrub,”
1819

Study of antiquity
The choice of St. Peter’s Basilica and the Castel Sant’Angelo as
background motifs for the joint portrait of Emperor Joseph II and
Leopold, Grand Duke of Tuscany (p. 34), was a very deliberate
one on the part of the artist, Pompeo Girolamo Batoni, as the
two brothers had visited Rome. In contrast to the Baroque style
of Maria Theresia, Empress of Austria, the subsequent reign of
her son Joseph was characterized by restraint and modesty. The
art of the period was nevertheless still reminiscent of the style
of preceding decades, as classical ideals were revived alongside
Baroque and Rococo fashions and taken up and developed by
painters, sculptors and architects. The opulent, animated and
exaggerated forms of expression became calmer, with clear lines
and shapes finding their way into the compositions of the time.
In the Academies of Paris, Rome and Vienna, artists were given a
thorough grounding in classical studies. Drawing instruction was
designed to develop the skill of meticulous observation. The tales
of ancient history and mythology provided artists with muchloved themes – the pathos and heroism at the heart of these
stories giving them their particular potency.
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Ferdinand Runk, detail from
“The Garden Palace in Vienna,
south façade,” c. 1816
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Ferdinand Runk, detail from
“The Garden Palace in Vienna,
south façade,” c. 1816
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Side story

The Chinese pavilion
It was not only Queen Marie Antoinette of France but also the German princes who had a penchant for all things Chinese. Thanks to
the thriving trade connections with Asia, porcelain, lacquerware
and other precious objects from Japan, China and India had become
more widely known and collected as exotica in Europe from the
17th century onwards. The porcelain manufacturers of Meissen
and Vienna imitated the lacquerware with supreme skill, meeting
the heavy demand for delicate china cups and teapots, while
interior designers in Paris adorned their clients’ boudoirs with
exquisite Asian motifs.
This passion for the exotic led to buildings being introduced
into Baroque gardens that symbolized the unfamiliar and remote.
Chinoiserie experienced a heyday in the Rococo period: in the
gardens of the Petit Trianon in Versailles, Marie Antoinette had
a Chinese pavilion erected, its interior walls decorated with handpainted silk wallpaper. During the upheavals of the French Revolution, these furnishings were reportedly rescued by a French
count and acquired by Prince Alois I.
Since the latter years of the 18th century, the land between
Feldsberg and Eisgrub had been undergoing a transformation in
the style of a Romantic landscape garden, in accordance with the
Prince’s vision. These estates were further enhanced through the
addition of a variety of buildings, some of which possessed exotic
flair. Set amid their romantically designed, landscaped surroundings,
these buildings feature in several works by Ferdinand Runk. They
include the Chinese Folly (p. 50), otherwise known as the Pavilion
or Rotunda, which was the work of the architect Joseph Hardtmuth,
commissioned by Prince Alois I. The interior of this delicate wooden
chinoiserie structure was decorated not only with the aforementioned hand-painted silk wallcoverings, but also with Asian porcelain and exquisitely embroidered furniture. The dream of far-off
lands was thus made a tangible reality, and the Chinese Folly
became a local attraction. “Equally magnificent and worthy of a
visit is the Chinese Rotunda that stands in its own section of the
garden and is adorned with valuable, genuine Chinese wallcoverings
of painted silk,” said the writer Leopold Chimani.
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Willibald Schulmeister, detail
from “The Chinese Pavilion
in Eisgrub,” 1877

Historicizing even found its way into portraiture, whereby the sitter
would be depicted as a figure from the distant past, thus assuming a
particular aura. The French painter Elisabeth Vigée-Lebrun elected
to represent Princess Karoline of Liechtenstein as the Goddess
Iris (p. 42). Her elegant and graceful form floats in the heavens,
accompanied by a rainbow. Vigée-Lebrun employs a graphic style
of painting in her work, with clear lines and a subtle palette.
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“… and the Prince
told me he had had a
pair of pretty little shoes
placed under the portrait
which, as he told his
grandparents, had just
slipped off her feet and
fallen to the ground.”
Elisabeth Vigée-Lebrun in her memoirs, 1793

Elisabeth Vigée-Lebrun, detail
from “Portrait of Princess
Karoline of Liechtenstein
as Iris,” 1793
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Beauty of nature
Not only did patrons of the arts opt for new alternatives when
commissioning paintings, sculptures and decorative items such
as furniture and porcelain: the way in which they interacted with
nature was also in keeping with the times. The aesthetic principles
that had hitherto held sway over Baroque garden design – those
of symmetry and regularity – underwent a sea change. Now, the
diversity and beauty of nature were to be experienced in the form
of expansive landscaped gardens. On their Feldsberg and Eisgrub
estates, Prince Alois I and his brother Prince Johann I created
picturesque landscapes punctuated by numerous architectural
features which lent them a charming individuality. Joseph Höger
captured on canvas the architecture of the Castle on the Border
on Bischofswarth Lake – built by the architect Franz Engel in the
classical style – and he enhanced the view through the use of
greenery in his painting. The gardens of the Palace in Rossau,
Vienna, were also remodeled in keeping with the Romantic experience of nature (p. 38), and an inscription on the entrance
gate built by Joseph Kornhäusel contains a dedication by Prince
Johann I to art and artists (p. 37). Moreover, as a patron of the
arts he provided public access to the rooms of the Garden Palace
in which the Princely art collection was now being exhibited.

Joseph Höger, detail from
“View of the Castle on the
Border on Bischofswarth
Lake of Franz Engel,” 1839
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Deliberate tradition
At the behest of the Prince, Ferdinand Runk produced a large
number of views of those Liechtenstein properties that were
expanded and enhanced. These paintings followed in the topographic tradition that first emerged in the Renaissance, which
saw paintings of buildings and gardens commissioned and then
displayed in the palaces and villas. The vedute of Ferdinand Runk
graced the walls of the palace salons, since the Princely Family
were the owners of the estates depicted.
The high regard in which important architecture was held is
particularly evident in Johann Baptist Dallinger von Dalling’s
depiction of the horse stables in Eisgrub (p. 36). The work of
architect Johann Bernhard Fischer von Erlach during the Baroque
period, this building remained unchanged in its appearance
amid the transformation of the rest of the estate. With a fine
architectural balance and a convincing sense of design in the
detail, the stables acted as a constant within an ensemble of
buildings that evolved and changed over time. Indeed, the valuable and noble horses of the Liechtenstein stud had, themselves,
played an important role in representing Princely power since
the 17th century.
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Meeting room
21 Friedrich von Amerling,
first floor, LGT Vaduz
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Biedermeier
As the Congress of Vienna drew to a close in 1815 and Europe’s
new political order was emerging, the Biedermeier style began
to make its presence felt in the art world. Peacetime brought
an end to the armed conflicts with Napoleon, society revived its
long-neglected aesthetic aspirations, and artists began to turn
their attention to new themes that reflected the serener mood
and Romantic consciousness of the times. As spaces for privacy,
Carl von Blaas, detail from
“Portrait of Princess Julia of

the living quarters of the aristocracy and the bourgeoisie were
adorned with tasteful pieces of furniture, valuable textiles, delicate
porcelain and thoughtfully selected paintings. Uncoupled from

Liechtenstein, née Countess

Baroque strictures, the natural environment became a source

of Potocki,” 1853

of carefree relaxation and pleasure.

Quality and diligence
Durability and a long-term approach have always been at the heart
of the collections of the Princes of Liechtenstein, and so, to this
day, the Biedermeier culture lives on through an abundance of
works. The myriad nuances of this extraordinary ideological background are embodied in the artists’ multifaceted treatment of
the phenomena of their time. Their focus was on the quality of
human emotion, sensitive narrative portrayals of reality and a
meticulous observation of nature.

Friedrich von Amerling, detail
from “Portrait of Princess Marie
Franziska of Liechtenstein at
the age of two,” 1836
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Johann Jakob Schmidt, detail
from “View of Vaduz from
the Red House,” 1833

Portrayed individuality
Each generation of the Princely Family immortalized its protagonists by commissioning their portraits – a tradition that had been
observed since the Renaissance, and which was characterized by
different tastes in each epoch. The Biedermeier style endowed
these portraits with a very special sense of individuality and
touching realism. Capturing the moment of a child’s peaceful
slumber, Friedrich von Amerling’s enchanting portrait of Princess
Marie Franziska (p. 48) is infused with an atmospheric play of
light on the surrounding details. The portrait by Carl von Blaas,
an artist whose work as a historical painter situates him in the
later movements of the 19th century, depicts Princess Julia of
Liechtenstein in a dreamy yet elegant pose (p. 49). Narrative
motifs are embodied in her clothing and the arrangement of the
delicate fabrics, which are accompanied by a charming, pensive
smile – motifs which were to carry the Biedermeier tradition
into the coming decades.

Ferdinand Runk, detail from
“View of Eisgrub Castle
with aqueduct and Chinese
Pavilion,” c. 1815
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“…Nothing more magnificent and distinguished,
or more resplendent, can
be made or bequeathed
than the elegant buildings
which remind us of the
old Roman structures…“
Commendation by Karl Eusebius of Liechtenstein in his
treatise on architecture can be comprehended by studying the
façade of the Garden Palace.

Johann Ziegler, detail from
“Liechtenstein Garden
Palace in Rossau with the
English garden,“ c. 1816
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Romantic feeling for nature
During this period, the Princely Family spent many an hour not
only in their Garden Palace in Rossau, Vienna, but also outside
the city on their extensive estates in Maria Enzersdorf, as well
as further afield in Valtice/Feldsberg and Lednice/Eisgrub. Here,
nature found expression in cultural landscapes which the family
carefully established, nurtured and treasured. Renowned artists
such as Ferdinand Runk, Joseph Höger and Johann Ziegler were
commissioned to paint different views of these parklands, along
with their stately residences, in oils and watercolors. The skill
of these artists in faithfully representing the scenery and the
architecture within it, while also mastering the delicate balance
between external sights and internal insights, was rooted in the
Romantic feeling for nature that was prevalent during this period, and in the artists’ empathy for their subject matter. The joy
Joseph Höger, detail from

of exploring one’s surroundings was shared by patron and artist
alike – and it was not uncommon for Prince Alois Josef II to invite

“View from Lake Gosau to

Joseph Höger to accompany him on excursions, or even for him

the Dachstein,” 1836

to commit the scene to paper himself.

Josef Höger, detail from
“View from garden towards
the ruins and Liechtenstein
Castle at Mödling,” 1844
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On their journeys to Italy, Rudolf von Alt and Thomas Ender paid
homage to the alluring sunshine of the South, to the Venetian
sights and the Roman Campagna. It was not only these regions
that held a fascination for the Biedermeier painters, however:
Thomas Ender, detail from

the Alpine landscapes with their inherent contrasts of mountain
peaks and lakeland scenes, of towering clouds and gentle beams

“View over Rome from

of light, were recorded with pencil and paper en plein air and

the Campagna,” 1844

transformed in the studio into sensitively crafted compositions.

Thomas Ender, detail from
“The Gulf of Naples near
Sorrento,” 1836

Rudolf von Alt, detail from “View
of the Mole in Venice with the
Doge‘s Palace and Santa Maria
della Salute,” 1835
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Heinrich Reinhold’s mountain explorations were depicted with
both realism and pathos: he was adept at dramatically conveying
that intensity of feeling with which the artist experienced nature.
The incisive observations of the painters enabled them to render
the immediacy and realism of imposing landscapes on the one hand,
and aesthetic arrangements of flowers and blossoms on the other.
In close-up, Franz Xaver Petter and Ferdinand Georg Waldmüller
(p. 61) captured multicolored bouquets of flowers and sumptuous roses on canvas; shimmering objects were placed in such
a way as to bring out the various qualities of their surfaces to
maximum effect.

Franz Xaver Petter, detail from
“A bouquet of flowers in a
vase,” 1845

Heinrich Reinhold, detail
from “Artists exploring the
Austrian Alps,” c. 1819
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Side story

Shared experiences
of nature
At the beginning of the 19th century, Archduke John of Austria
engaged several artists as court painters, and set them to work
painting views of the Alpine regions. In order to be able to capture the mountain landscapes in all their moods and to represent
the light and colors realistically, the artists traveled to the farthest reaches of the Alps, accompanied by mountain guides
and even by the Archduke himself.
Joseph Höger had already been a travel companion to Archduke
John on extended journeys to the Crimea, the Orient and Venice,
and was therefore ideally qualified to work for Prince Alois II
as well. Married to the sister of the landscape painter Friedrich
Gauermann, Höger worked en plein air in order to commit straight
to paper his impressions of nature in all its colors. For his series
of views of the Salzkammergut area, he accompanied the Prince
as he had done with the Archduke, depicting the towering Alps,
broad glaciers and satin-surfaced lakes on small sheets of paper.
Ferdinand Runk opted for a larger format for his views of the
Liechtenstein estates. Even today, these works represent an
important historical, cultural record of the artistic and carefully
planned design of the landscape. Runk and Höger gave drawing
lessons to the children in the Princely Family, and Peter Fendi
was another who kindled the artistic talents of the next generation. The latter also provided us with intimate, personal insights
into the everyday life of the Princely Family through his tender,
sensitive sketches.
The fact that such sketches even existed depended very much on
a relationship of trust developing between the Princely Family
and the artists, who had privileged access to the Family’s private
spheres and were fellow observers of the wonders of nature. The
art historian Eduard von Sacken wrote of Joseph Höger: “In particular, it was the Princely House of Liechtenstein where, as teacher
to the young Princes and Princesses, and on travels and country
sojourns, he found the most stimulating sources of inspiration
and the warmest reception of his work right up until his death.”
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Ferdinand Georg Waldmüller,
detail from “Roses,” 1843

Preserving tradition
The Biedermeier style encapsulated the sensuous beauty of reality as never before. As collectors and connoisseurs, the Princes
of Liechtenstein recognized the quality of the art of this period,
and so, as owners of these treasures, continued the tradition of
preservation and conservation down succeeding generations and
right through to this day.
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Staircase
to the first floor, LGT Vaduz
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“Our family’s art collection
has been built up over
several centuries. It is an
outstanding example of
the long-term perspective
which drives the way we
think and act.”
H.S.H. Prince Max von und zu Liechtenstein, CEO LGT

LGT. Your partner for generations. www.lgt.li
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