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Dates on the Exhibition








Exhibition Period							26.03.99 - 11.07.99





Curators								José Luís Gordo Porfirio, Museu 									Nacional de Arte Antiga, Lisboa


									Agnieszka Lulinska, art and 										exhibtion hall of the federal 										republic of Germany





Exhibition Architecture							Wolfram Dahms





Director								Wenzel Jacob





Press Officer								Maja Majer-Wallat





Catalogue								384 pages


									about 300 Illustrations


									58,- DM (30,- DM Press)





Opening Hours								Tuesday and Wednesday 10am-


									9pm


									Thursday till Sunday 10am-7pm


									Closed on Monday





Admission								10,- DM regular


									5,- DM reduced


									20,- DM Family Ticket





Public Transport							Subway Lines 16, 63, 66 Stop 										Heussallee


									Bus Line 852 Stop 											Ollenhauerstraße


									Bus Lines 610, 630 Stop 										Heussallee


									Airport Bus Line 670 Stop 										Ollenhauerstraße





Information								Telephone 49-228-9171-200


									Internet: www.kah-bonn.de


									(german and english)


									Ticket-Hotline. 0800/1752750








The Kunstmuseum Bonn shows its exhibition „Days of darkness and light - Contemporary Art in Portugal“ from 26 th march until 6 th June 1999.














Information of the exhibition





The Museu Nacional de Arte Antiga in Lisbon proudly calls itself the oldest public art gallery in Portugal and contains not only paintings, sculptures and drawings but also splendid goldsmithery and textiles, precious porcelain and furniture. A representative selection of over 200 exhibits is designed to document the diversity of this collection and at the same time to present a varied picture of the development of Portuguese art in dialogue with other European art centres. 


The exhibition leads the visitor through seven centuries of art and cultural history. Beginning with the Romanesque art of the 12th century, art history is spanned from the Renaissance and Mannerism to the beginning of Romanticism in the 19th century. In addition to works by such prominent Portuguese artists as Frey Carlos, Gregório Lopes, Josefa d’Óbidos and Domingos António de Sequeira, the exhibition presents works by outstanding masters such as Piero della Francesca, Hans Memling, Albrecht Dürer, Pieter Brueghel the Younger and Francisco de Zurbarán among others. Top-quality products from famous Portuguese procelain factories and goldsmith workshops impressively round off the fine-art exhibits.








Image and Cult


In the year 1179 Pope Alexander III. confirmed the Kingdom of Portugal’s independence and ended the Portuguese King Alphonso Henry I.’s (reigned 1228/39 - 1185) forty-year struggle for the official recognition of the balance of power on the Iberian peninsula. With this the politically independent entity of Portugal shifted closer to the newly formed community of Christian states of the western world, which for the first time was to exhibit a pan-European aesthetic style in the complex art of the Romanesque. Originating from within the heart of Europe of that time, the Romanesque style particularly was able to spread along the major pilgrim routes and establish itself in other cultural landscapes as well, where independent and regional forms developed. 


The Portuguese rulers knew how to implement the means of expression provided by this universal culture to consolidate their young state. Thus, the most valuable objects of Portuguese goldsmiths’ art were given as royal endowments to the most important monasteries in the kingdom. In the magnificent cross of King Sancho I. (reigned 1185-1211) the precious material and its virtuoso workmanship coalesce with religious symbolism and the manifestation of royal power. In contrast to this is the simple reserve to be seen in Queen Dulce’s silver chalice, into which the aesthetic ideals of the Cistercian reform movement have impressively been incorporated. 


The flowing transition from Romanesque representational art to the naturalism of the Gothic can be reconstructed in the group of sculptures shown here. A majestically motionless Madonna Enthroned is replaced in the High Middle Ages by a smiling Madonna, who does not present her son as God-man and saviour to the world but is shown holding her child in natural intimacy. Both of these types of portraying the Holy Virgin show two different attitudes: the one as sacredness depicted from a respectful distance and the other from emotional proximity.








Continuity and Renewal


The Portuguese kings needed less than three centuries to consolidate their kingdom by military force and diplomatic skill. In the Treaty of Alliance of 1431 Castile finally confirmed its borders with Portugal: This was to remain valid until today as the oldest unchanged border in Europe. Whereas the urge to expand exhibited by the power-conscious Avis dynasty (1385-1578) was directed towards other continents. The Portuguese voyages of discovery in the 15th century to Africa, Asia and America opened a new era in the history of European relationships with foreign cultures beyond the western world. Speculation regarding ideas about the world began to be slowly replaced by concrete knowledge gained by exploration and experience.








Parallel to this ‘conquest’ of real geographic space, in art the ‘conquest’ of imaginary aesthetic space also took place. With the discovery of the portable panel picture during the 15th century, painting developed into the most influential and innovative art form. While sculpture still adhered to traditional iconographic ideals and to its function as a public medium, in painting a new and independent attitude towards the painted image as a mirror of the boundless world of nature is to be observed. It became increasingly important to portray bodies and faces in a more individualised manner, as did the area around the figure become more spatially structured and rendered with incredible attention to realistic details: The Portuguese painting St. Vincent at the Column and the Dutch Virgin with Child give impressive proof to this development. The need to capture and record a person’s distinctive features had since the 14th century led to a rediscovery of the autonomous portrait all over Europe. The fact that man with his transient external appearance was now worthy of portrayal was the result of a protracted intellectual process in which artists also played a decisive role. Their burgeoning self-consciousness is mirrored not least in the portrayal of St. Luke the Evangelist presented here, who was able to make a portrait of the Virgin Mary during her lifetime. Because the painterly craft was heightened by this biblical legend, portrayals of St. Luke commemorated in the form of an historic ideal the professional ethics of contemporary painters.








On the Threshold of Modernity


In the beginning of the 16th century, Portugal’s successful expansion overseas resulted in its becoming the first colonial power of Europe. At that time Lisbon was considered to be the most important European trans-shipping port for oriental goods; from here colonial goods from Brazil were also conveyed. In this respect the Portuguese trading post in Antwerpen was of particular importance: This is where oriental spices and ivory from the African continent, sugar from Madeira and silk from India were primarily traded for „maple woods from Flanders“, which were needed at Tagus for the lively ship-building trade.


Artworks were also considered to be popular export goods. The dissemination of Netherlandish art production throughout Europe corresponded with contemporary trade structures and followed established transport routes. In this way the Portuguese elite acquired Netherlandish paintings, tapestries, goldsmith work and images made in wood.


Portable panel paintings, which aroused great interest due to the new technique of oil painting - especially in Italy where the Renaissance was born and where they were much appreciated and copied - heralded in the end of the long reign of the Gothic in Northern Europe. The triptych by Jan Gossart shown here marks the juncture between the traditional imagery of the Gothic and the innovative motifs and style of Renaissance painting. A lavishly detailed landscape is still executed in the spirit of the Middle Ages, whereas a more contemporary rendering is to be found in the depiction of the theme of the „Sacra Conversazione“, which, inspired by Italian works of art, shows the Holy Virgin in the circle of saints. Particularly conspicuous in this respect are the extraordinary dresses worn by the figures, which at the time the painting was executed were considered to be exceptionally ‘modern’ and an expression of classical dignity.


The artworks’ mobility was from now on to compete with the mobility of the artists themselves. Netherlandish artists working in Portugal combined the artistic style with which they were familiar with indigenous Portuguese traditions, and therefore contributed to the development of the so-called Luso-Flemish school of painting. The compositionally and artistically ambitious paintings by Frei Carlos take up the expressive representation characteristic of the Lisbon Workshop and at the same time show an innovative approach to space and colour.








By Royal Commission


At the beginning of the 15th century courtly elegance and precious materials characterised the so-called „elegant style“ of the International Gothic. The powerful courts of Luxembourg and Valois, of the Plantagenet and Visconti determined for the last time the aesthetic norms and ideas concerning the 








development of European art. A century later the European high nobility’s dynastic and political connections were no longer capable of producing a unified style. Yet their contacts were still of decisive importance to the extensive exchange of ideas and works of art. 


In Portugal, which was at the height of its imperial expansion at the beginning of the 16th century, the royal siblings Manuel I. (1469-1521) and Eleonore (1458-1525) cultivated a refined artistic taste dedicated to courtly ideals. The well-educated Eleonore, widow of John II. (1455-1495), became a generous patron of art and of good works: She established hospitals after current Italian models; she built the convent of Madre de Deus in Lisbon and transformed it into a true treasure-chamber of contemporary art. Precious relics were also not lacking. In 1517 the emperor Maximilian I. presented his cousin Eleonore with the relics of Santa Auta, who, as part of St. Ursula’s retinue, died a martyr’s death.


The Altar Retable of Santa Auta is an impressive example of the strange world in which a massacre of Christian virgins is bestowed the elegance of a courtly event. The legend of St. Ursula and her 11, 000 virgins is combined here with a ‘report’ depicting the transfer of the relics of Santa Auta. The portrayal of the relics’ arrival from Cologne provided an excellent opportunity not only to depict the facade of the Madre de Deus convent but also to include the likeness of the donor herself in the painting: Eleonore is to be seen discretely watching the event from an elevated platform.


The close relationship between sacred and courtly culture at this time can also be seen in a retable fragment depicting the Adoration of the Magi. Here members of the royal court, probably including the figure of Manuel I., though if not exactly portrayed, were certainly used as models for the representation of such illustrious following.








Sin and Expiation


At the turn of the year 1493/94 news reached Europe that Spanish ships had discovered the golden isles of ‘the Indies’ and ‘found naked people, until today unknown’ - as Sebastian Brant observed in this The Ship of Fools. Who were these ‘naked people’, and were they even human? And if they were the legendary golden isles of the New World, does this discovery mean good or bad luck?


These considerations preoccupied people towards at the end of the 15th century, who were being overwhelmed by every new information pouring in from near and far and forced to accommodate the old with the new. It is therefor not surprising that the end of the world was expected to arrive with the new century. Consequently, agonising personal questions about sin and the anxious hope of redemption did not spare the artist either.


Hell provides a graphic account of the traditional repertoire of cleverly devised tortures and terrible sufferings that had been obligatory since the Middle Ages. Meanwhile, an allusion to the times is made in the two types of evil depicted: The devil’s kingdom is governed by a creature of hell that seems to be ‘Indian’ (from Brazil?) in appearance, which, out of a deep-seated fear of the unfamiliar, has been given a diabolically hideous face. The naked figures, especially the female, are painted for Portuguese art of that time in an unusually liberal manner, not, however, in order to praise physical beauty but to condemn its seductive depravity.


True beauty was reserved exclusively for the spirit. Neither the superficially pleasing bodies of the damned nor the cool eroticism of a Salome were able to compete with the spiritual dignity of the Lady with a Rosary. This painting seems to anticipate the shift from a narrative form of compositional structure to a more dense form of psychologically mature pictorial language. 


The establishment of a truly new type of painting is evident in the picture of St. Jerome by Albrecht Dürer. This painting, which is neither a devotional picture nor a portrait of this learned saint, was not made for a religious space. It was intended rather for the study of a humanist scholar or collector. Still adhering to pictorial tradition, it is at the same time transformed into a secularised and autonomous work of art, in which a more complex intellectual message takes precedence over a concrete narrative event.











Mannerisms


What unites the many forms of Mannerism in the 16th century is the endeavour to view art as it is - as artificial. Although Florence, Antwerp and Prague were considered to be the sites at which the new maniera (style) was consolidated, the intellectual climate of that era contributed to its becoming a pan-European phenomenon. 


The Martyrdom of St. Sebastian by Gregório Lopes exhibits various typical characteristics of this style. Composed as a large-formatted panorama, this painting allows enough space for a fantastic architectural backdrop to have its desired effect. The dramatically portrayed figure of St. Sebastian is presented as a graceful figura serpentinata, which ‘like the movement of a serpent’ takes on the ‘form of a flickering flame’. The provocative nakedness of such figures and their exaggerated display of expressions at the cost of the actual message particularly infuriated the defenders of morality of the Counter-Reformation. That the strict moral norms were periodically outwitted is proven by Luis de Morales, who hid the breast of his Madonna beneath her clothes, yet at the same time exposed the child’s surely sensual desire for her.


Mannerism favoured unusual moods: Atmospheric natural appearances were dramatically depicted, countless ways of painting light were experimented with and the nocturnal image was discovered as the backdrop for mysterious activity. Mannerist art invented ingenious forms of portraying sensuality and cruelty and at the same time was fascinated by the atmosphere of subtle melancholy: In the Portrait of Allessandro de’Medici the figure’s meditative, lost in reverie pose is excellently illustrated. In contrast, the representational portrait of the Portuguese king Sebastian (1557-1578) exhibits a much different atmosphere. His ceremonious stance and his carefully chosen attributes of power stand in tragic contradiction to the actual role the king played in history. As Mannerist prince, who also launched crusades which ended in the Portuguese army’s defeat in Morocco in 1578, he was responsible for initiating the decline of the once so glorious Avis dynasty. Its African adventure cost Portugal the loss of its independence under the sixty-year personal union with Spain (1580-1640).








From the Sacred to the Profane


‘Ars sacra’ and ‘ars profana’ - both of these terms define the framework in which art developed in the era of the Baroque. The order of the state, church and society that prevailed in the 17th century also corresponded with painting’s practical concerns. The Council of Trient (1545-1563) initiated a dynamic reform of the Catholic Church, which brought new vitality to its religious life. The Counter-Reformation expected art to portray sacred themes in such a way as to „promote faith, not in the artistic ability of the artist, but in the truth of religious activity.“ Representative pictures of saints were particularly suited to fulfil ritualistic function, which is exemplified by the monumental Apostle Series by Francisco de Zurbarán.


The rules established for pictures by the Catholic Church led to the development of an independent form of profane painting with a differentiated system of genres. The court, the nobility and rich burghers called for ambitious historical paintings and portraits, even if as collectors they may certainly have been open to the ‘lower genres’ such as still-life or genre scenes. In contrast to the Latin countries, where an obvious contradiction prevailed between private approval and public condemnation of the new genres of art, in the Netherlands they developed into independent and accepted painterly forms. Here painting was essentially limited to the homes of burghers in the city, and genre paintings created for this class of patrons offered a glimpse into the world of urban and rural activity.


Yet, just as genre painting most certainly included moralising aspects, 16th century still-life also represented something more than just decoration. Behind imaginative arrangements of fruits, flowers and various objects lay the conviction to depict the deep significance inherent in nature’s order. Sensuality was part of this order, in still-life as in verse equally captivating: „What fragrance greets me in this room! / What scent of musk and ambergris / reaches me, pleases my spirit / and fills my whole heart with freshness ? / It is a melon, which Nature / in a wonderful pattern of love signs all around / mysteriously decorates...“ (Girard de Saint-Amant)








Exquisite are also the faience ware, which Portuguese artisans created as an independent response to the extremely valuable porcelain imported from China. It is extraordinary how ingeniously East Asian forms and symbols have been ‘Europeanised’ here. 








Ceremonial and Representation


At the end of the 17th Century a shift of great consequence took place within European culture: If Rome was the influential centre for artistic life after 1600, then Paris began to displace the Eternal City from its position in the second half of the century. During the rule of Louis XIV. (1643-1715), the Sun Kingdom’s exquisite taste, its elegance and luxuriousness radiated across all of Europe. 


The Kings of Portugal also looked towards Versailles. After detaching from Spain in 1640 the country only slowly recovered from the effects of 60 years of foreign rule. This changed dramatically when in 1699 the first shipment of gold reached Lisbon from Brazil. The increasing extraction of precious metals and diamonds from Brazilian mines caused the Tejo metropolis to break out into true euphoria. The ambitious John V. (1706-1750) decided to transform the royal court  in bright glory and luxury. He was rich enough to commission his sensational silver tableware from the most famous goldsmith of the time, François Germain in Paris. A well functioning network of spies contributed to the success of such undertaking, as other European courts did in Versailles: „Examine (...) at which occasion the King eats in society, if he does so only with the Queen or also with the Princes and Princesses, (...) and if he uses the same dishes in a larger amount or whether he has different ones used (...)“, so reads an instruction to the royal emissary in Paris.


The unparalleled commissions by the Portuguese royal house as well as the high nobility during the next fifty years were carried out by François Germain and his son François-Thomas and included more than 3000 objects. Despite the terrible earthquake of 1755, in which one-half of Lisbon and its art treasures were lost, the Museu Nacional de Arte Antiga today has the most important collection of French silverware of the 18th century world-wide.


The work on exhibit here combine precious materials with extraordinary artistic creativity on the part of the artisans. The incredibly detailed objects, which have been created in a virtuoso manner, are impressive in the voluptuousness of their forms, in decoration and in the carefully considered functionality of each object.








The Turning Point


The end of Louis XIV.’s reign in 1715 meant that the lavish representation and grand gestures exhibited by the art of the ‘Grand Siècle’ also came to a close. The 18th century no longer sought pomposity but intimacy. The portraits, landscapes and genre scenes that were created in the following decades were not publicly ambitious but were explicitly meant for an individual’s private enjoyment. Jean-Honoré Fragonard was a master in capturing the intimate atmosphere and small joys of life of his contemporaries. 


The rediscovery of an enthusiasm for nature and its changing moods contributed to a renewal of landscape painting. The diversity of forms exhibited by this genre - from pastoral nature capricci to the romantic atmosphere of nocturnal scenes and the shipwrecks by Claude Joseph Vernet up to the idyllic archaeological images by Hubert Roberts - are proof of the lively pursuit of a theme that was to be of major importance in the next century. 


The French Revolution of 1789, the Napoleonic Wars, national revolts and crises transformed the face of the entire continent from Moscow to Lisbon in all areas of life. Short-lived power structures, ideas and fashions were from now on also to determine the conditions in which artists worked.


The life and work of the Portuguese painter Domingos António de Sequeira (1768-1737) is an excellent example of this. In the year 1807 he was forced to witness the departure of the Portuguese royal court for exile in Brazil before the invasion of French troops. He lived through the French occupation and finally witnessed the proclamation of the liberal constitution in 1821, which King John VI. (1769-1826) confirmed 








after his return from Brazil. Moreover, he was at the service of all: An Allegory of Napoleon was followed by the Allegory of the Constitution, realistic depictions of liberal deputies stand side by side with elegant portraits of the conservative high nobility. However, this extraordinary political opportunism should not hide the fact that Sequeira is considered to be a great reviver of Portuguese art. A great deal of sensibility and visionary power is to be seen particularly in his drawings (shown in a separate room in this exhibition), with which he initiated a paradigmatic change from the allegorical to symbolic message of a work of art.








The View of the Other


After Vasco da Gama reached Calicut in May 1498 and thus made the direct sea route to India a reality the Portuguese single-mindedly continued their voyages of discovery until finally, in the 1640s, they established trading posts in China and Japan. These foreign trading posts and fortified cities throughout the entire area between the Cape of Good Hope and Macao were consolidated into an ‘Indian State’ with administrative seat in Goa.


However, the passage to India not only opened a route to the legendary riches of India. The direct encounter of the Western world with the foreign civilisations of Africa and Asia launched a diverse cultural dialogue that also influenced art production.


The origin of objects brought from afar were often classified under the broad term ‘Indo-Portuguese’ art, although they were derived from very different parts of that mythical ‘India’ of the Renaissance era. Aside from all regional, functional and aesthetic differences the objects on view here exhibit the often remarkable synthesis between European and indigenous African or Asian art traditions. These objects give us an insight into the country and people that made them despite the conscious adaptation applied in materials and treatment to suit the taste of the Europeans that commissioned them. Some of them were intended for daily use, others were to quickly decorate the art chambers of European collectors of curios.


The precious salt-cellar from Benin belongs to those ivory products that were particularly popular in Europe and were made by African artisans according to European demand. The impressive ‘discoverer’s iconography’ is filtered here by the ‘view of the other’ and, despite its execution according to model, has been transformed.


The exquisite textiles and goldsmith work from Indian production are exceptional in the originality of forms used and in the extraordinary artistry of their execution. The stylistic independence of these works developed from indigenous art productions that catered to the particular needs of Europeans. In this context are the examples of Chinese porcelain to be seen on exhibit here.


In the screens created by the Japanese Namban the perspective changes: The ‘discoverers’ have become the ‘discovered’. The astonishment and curiosity that was triggered by the arrival of Portuguese ships was also felt by the artists of the Kano school, who have depicted the exotic train of people and goods with a particular love of detail.
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all dates are subject to alteration











Gods and Heroes of the Bronze Age					               13 May – 22 August 1999


Europe at the Time of Ulysses


This international exhibition project is devoted to one of the most interesting periods in European prehistory. In the Bronze Age (ca. 2400 to 600 BC), cultural links developed between the various parts of Europe. With bronze, a hard alloy of copper and tin, Man took his first steps on the path to metal-working. This period has left its traces throughout Europe: from the Urals to the Atlantic coast, from the Mediterranean to southern Scandinavia. The exhibition provides a unique opportunity to assemble the most important finds from leading European museums and draw exciting comparisons. For example, the famous Chariot of the Sun from Denmark will be confronted with contemporary finds from the Minoan and Mycenean palace culture in Greece. The exhibition testifies to the high degree of artistic and technical creativity of this period. All four so-called Golden Hats from Germany and France will be on display for the first time together with golden drinking cups, earthenware vessels, precious jewellery, helmets of bronze or boar tusk, bronze wheels, tools, weapons and armour, stelae with carved pictures and much more besides. The exhibition tour travels – under the patronage of the Council of Europe –  from Copenhagen via Bonn to Paris and Athens.





Orinoco –  Paríma						            06 August 1999 – 27 February 2000


Indian Societies in Venezuela


The Cisneros Collection


Since the discovery of the "New World", the Indians have been struggling against cultural alienation and ethnic uprooting.  A few groups were able to preserve their identity and develop autonomously.  Representatives of such cultures are the societies existing between the Upper Orinoco and the Sierra Paríma mountain-range, the presumed location of the legendary Paríma Lake, where El Dorado, "the Gilded One", lived. Remnants of these cultures have been collected since the fifties by Edgardo Gonzales Niño, who lived among the Amazon Indians. Along the Upper Orinoco and its catchment-basin he collected over 1,000 objects, which were acquired some years ago by the Fundación Patricia Phelps de Cisneros in Caracas. The exhibition takes up the key themes of the twelve Indian ethnic cultures of the Upper Orinoco, such as love, work, fighting and magic.  Included are masks, cult-objects, jewellery and feather-ornamentation – a dazzling display of craftsmanship and originality.  The exhibition makes clear how closely the entire material culture is interwoven with the Indians' spiritual life.





Alexander von Humboldt. Networks of Knowledge		          15 September 1999 - 9 January 2000


On 5 June 1799, the 29-year-old naturalist Alexander von Humboldt set off on a five-year expedition to the Americas.  He toured the New World, visiting countries whose names today are Venezuela, Cuba, Colombia, Ecuador, Peru, Mexico, and USA.  In 1829 he undertook another expedition, this time to Russia and Siberia.  On his travels his interests embraced geography, geology, botany, zoology, climatology, chemistry, physics and cultural history.  In twelve theme-rooms the exhibition shows the astonishing current relevance of this researcher-explorer; personal objects, minerals, herbaria and 19th century paintings provide a cultural-historical glimpse into his life. Special interest is focused on Humboldt the collector and promoter of the arts, as well as on Humboldt's methodology and his discovery of an overall correlation between all natural processes.  Given the modernity of this ecological approach, the exhibition will attract more than those interested in history and art.





The Great Collections IX:					            07 October 1999 – 23 January 2000


Museo Nacional del Prado visits Bonn


Velázquez, Rubens and Lorrain  – Art at the Spanish court of Philipp IV


On the occasion of the 400th anniversary of the birth of Diego Velázquez, the Kunst- und Ausstellungshalle is exhibiting in its series "The Great Collections" over 65 masterworks by outstanding European artist-personalities.  Velázquez, the most important painter at the Spanish court, was entrusted by Philipp IV, one of the greatest art collectors of his epoch, with the commissioning of contemporary artists and the acquisition of paintings.  The Museo del Prado, heir to the venerable collections of the Spanish Royal House, possesses today some of the historically most important series of pictures in the world, without parallel in scope and extent, diversity and 











quality. It was from this store of treasures that a selection for the exhibition in Bonn was made.  Included are works of Rubens, Jordaens, Lorrain, Poussin, Domenichino, Zubarán, Cano, Artemisia Gentileschi, Francisco Rizzi, Guercino and six paintings by Velázquez.  This is the first time that such a large number of works by this Spanish artist from the Prado collection will be shown outside the museum.





Zeitwenden (Turning Points in History)				             04 December 1999 – 30 April 2000


Exhibition section: Looking back


Does the year 2000 mark the dawn of a new era? What are new eras anyway? What roles do new centuries and new millenia play? What determines the dawn of a new era? What are the essential turning points in the history of civilisation? What role do the visual media play here? Vivid answers to these and other questions are provided by an ambitious exhibition which is being presented by the Rheinisches Landesmuseum in Bonn in cooperation with the Kunstmuseum Bonn and the Stiftung Kunst und Kultur Bonn e.V. At the centre of this cultural historical retrospective are the “new media“ of the past, their effects on pictorial art, the resistance and epochal changes they triggered. The exhibition ranges from the first examples of Man’s pictorial expression in Stone Age caves via the development and spread of written language, book printing with movable type, the invention of photography and film to present-day forms of global communication. Stage scenery provides a backdrop for visitors as they make an exciting journey through the history of pictorial media. In the Kunstmuseum Bonn, numerous artists from all over the world venture a view of how the future might look.
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