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THE PORTRAIT PAINTER AND DRAUGHTSMAN
GABRIEL MULLER (1688—1764), ALSO KNOWN AS
'KUPEZKY-MULLER: DEDICATED TO HIS PATRONS,
DEVOTED TO NATURE

LiLiAN RUHE

Gabriel Miiller (1688-1764) was the son of an Ansbach court blacksmith. He was known by his alias ‘Kupezky-Miiller’ after his master
Johann Kupezky. In 1723 he followed Kupezky from Vienna to Nuremberg, where he acquired citizenship in 1734 and married in 1736.
His only child was born in 1738. Many of the portraits made in Nuremberg are still known through print. Collecting shells and producing
still lifes with shells earned him the nickname “Amator rerum naturalium”. From ca. 1713 to 1722, Miiller worked as Count Questenberg’s
court painter in Jaromérice n.R. The portraits of the Count and his wife discussed here are bound by conventions but excel in liveliness.
The essay ends with a survey of Miiller’s other worlk.

Keywords: Gabriel Miiller, Kupezky-Miiller, Johann Kupezky, Regina Catharina Seng, Christian Benjamin Miiller, Georg Martin Preissler,
Johann Adam von Questenberg, Maria Antonia von Questenberg, portraits, shells, prints, drawings, Ansbach, Nuremberg, Jaromérice nad
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PORTRETISTA A KRESLIR GABRIEL MULLER (1688-1764), ALIAS ,KUPECKY-MULLER*. ODDANY SVYM MECENASUM,
NADSENY VYZNAVAC PRIRODY

Gabriel Miiller (1688-1764) byl synem dvorniho kouvdre z Ansbachu. Byl znam jako , Kupecly-Miiller” podle svého mistra Jana Kupeclého.
V roce 1723 ndsledoval Kupeckého z Vidné do Norimberku, kde roku 1734 ziskal méstansié prdavo, roku 1736 se oZenil a v roce 1738 se
mu narodil syn. Mnohé portréty, které vytvoril v Norimberku, jsou dosud znamé v grafické podobé. Sbér lastur a tvorba zatisi s muslemi
mu vynesla pseudonym ,Amator rerum naturalium®. PribliZné v lech 1713-1722 Miiller ptisobil jako dvorni malii hrabéte Questenberka
v Jaroméricich nad Rokytnou. A¢ svazdny dobovymi konvencemi, vynikaji podobizny hrabéte a jeho Zeny, popsané v této studii, nebyva-
lou Zivosti. V zdveéru prdce je uveden prehled Miillerovych dalSich praci.

Kli¢ova slova: Gabriel Miiller, Kupecly-Miiller, Jan Kupeclky, Regina Catharina Sengovd, Christian Benjamin Miiller, Georg Martin Preissler,
Jan Adam z Questenberka, Marie Antonie z Questenberka, portréty, lastury, grafiky, kresby, Ansbach, Norimberk, Jaromérice nad Rokyt-

nou, Bernard de Montfaucon

Of the many practically forgotten masters of the
portrait who found employ in the Holy Roman Empire in
the eighteenth century, Gabriel Miiller remains one of the
most enigmatic artistic personalities. Little is known about
the portrait specialist who was apprenticed to Johann
Kupezky (1667-1740) in Vienna, and subsequently served
him as his assistant. The art-historical manuals usually
only report about Miiller in connection with Kupezky, who
overshadowed him in art history. Today, the majority of
the portraits produced by Miiller is mainly known through
reproduction prints.

EARLY SOURCES

One of the earliest secondary sources about the
painter-draughtsman is Christian Ludwig von Hagedorn’s
Lettre a un amateur de la Peinture from 1755, in which
Miiller is briefly discussed in the chapter on Kupezky.!
Shortly afterwards, he was mentioned in Kupezky’s

1) Christian Ludwig von Hagedorn, Lettre a un amateur de la Peinture,
Dresden 1755, pp. 286: “Parmi les Eléves qua formé ce Peintre, si
l'on y peut compter un autre qui I'a proprement assisté a Vienne,
Gabriel Muller, demeurant & Nuremberg, y est un des plus estimés
pour le Portrait. Il est né a4 Anspac le 28. Dec. 1688. 1l suivit Kupezki
de Vienne a Neuremberg, & s’y établit. Il a colorié plusieurs Tables
du Coquillier que Regenfus a donné au Public.”

biography written by Johann Caspar Fissli in 1758.2
Partly thanks to the latter, Miiller has entered art history
also as ‘Kupezky-Miiller’, an alias that links him inextri-
cably to his teacher.® According to one interpretation, he
was responsible for the draperies of clothing on Kupezky’s
portraits® and, according to another, he faithfully imitated

2) Johann Caspar Fussli, Leben Georg Philipp Rugendas, und Johannes
Kupezki, Zurich 1758, pp. 47, 48: “Kupezky hatte nicht mehr als
zween Schiiler die ihm Ehre machen [] (48) Gabriel Miiller, von
Anspach, der seinem Meister von Wien nach Niirnberg folgte, ein
sehr guter Mahler. [...] Er verband mit seiner Geschiklichkeit einen
untadelhaften Charakter. Er war mein Freund, und ohngeachtet
eine sehr lange Zeit diese Freundschaft trennet, so entziiket mich
doch der Gedanke davon immer.”

3) On one of the portraits brought into print this alias is displayed:
“Kubezcky Miiller delineavit®. Georg Daniel Heumann (engraver)
after Gabriel Mtiller (draftsman), Portrait of Georg II of Great Britain,
Ireland and Elector of Hannover, see: Die Portratsammlung der Herzog
August Bibliothek Wolfenbiittel, inv.no. IV 46 (Mortzfeld A 5818),
http://portraits.hab.de/werk/8641/ (accessed 28 April 2019).

4) See: Fussli 1758 (ibid. note 2), p. 48: “Alle Draperien in Kuppezkis
Gemahlden, die gut aussehen, kommen von diesem Mahler.” Jean-
Baptiste Descamps repeats this with regard to Kupezky in his La
Vie des peintres flamands, allemands et hollandois, 4, Paris 1763,
p. 110. Meusel only reports that Miiller surpassed his master Kupezky
in the execution of drapery, see: J.G. Meusel, Neue Miscellaneen
artistischen Inhalts fiir Kiinstler und Kunstliebhaber, 9, Leipzig 1799,
p- 228: “Desto weniger Fleify verwandte [Kupezky] auf die Draperien,
in welchen sein Schiiler, Gabriel Miiller, ihn tibertraf.”
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the Bohemian master.” The latter notion must also be
understood in the sense that he was making copies after
Kupezky.® Following Hagedorn and Fuissli, the Gottinger
art historian Johann Dominik Fiorillo writes in his
Geschichte der Zeichnenden Kiinste that Miiller followed
the great Kupezky in 1723 from the Catholic city of Vienna
to the Lutheran city of Nuremberg in Bavaria,” where he
settled permanently.? In addition to the commissions that
Miiller carried out a titre personnel, he continued to work
alongside Kupezky as well.

COURSE OF LIFE

Besides these brief reports and manuals such as
Thieme-Becker, little else has been published thereafter
about the artist in modern literature.® A number of
interesting genealogical facts are nevertheless summed
up regarding Mtller’s date of birth and his further course
of life in Grieb’s Lexicon of Nuremberger Artists, thanks
in part to Hagedorn and Heidrun Ludwig.'”® Gabriel
Miiller was born in Ansbach on 28 December 1688 to
Georg Miiller, a blacksmith, who was employed at the
court of Brandenburg-Ansbach. After having obtained
citizenship in Nuremberg in 1734, in 1736 he married
Rosina Catharina Rie, who was eleven years his junior.
She was the daughter of the local glazier and glass
merchant Conrad Rief3. Whether the - relative mature
- couple had any children remained unknown, at least
until now. From the baptismal records of St. Sebald in
Nuremburg could nevertheless be established that their
first and last born, Johann Gabriel, was baptised on 10
August 1738.19

5) Joachim Heinrich Jéck, Leben und Werke der Kiinstler Bambergs, 2,
Bamberg 1825, p. 29: “Dieser ahmte seinen Meister so treu nach,
daf man ihn Kupefky-Miiller nannte.”

6) See for example: Jack 1825 (ibid. note 5), p. 31, no. 22: “Bildnis des
geh. Raths h. Chr. Hochmann, Freiherrn von Hohenau. Ist in Kupfer
gestochen (sieh unter Nr. 93 [p. 43]). Das Gemaélde befand sich frither
in der Hagenischen Sammlung zu Niirnberg. Eine Kopie davon, von
Gabriel Miller, war auf dem Rathhause daselbst, eine andere in dem
Ebnerischen Museum.”

7) Johann Dominik Fiorillo, Die Geschichte der Zeichnenden Kiinste in
Deutschland und den vereinigten Niederlanden, 3, Hannover 1818,
p- 298: “folgte seinem Meister von Wien nach Niirnberg, und ward
auch Kupefky-Miiller genannt.”

8) Johann August Vocke, Geburts- und Todten-Almanach Ansbachischer
Gelehrten, Schrifsteller, und Kiinstler Allmanach, 1, Augsburg 1796,
p- 396 “wo er sich hauslich niederlief3.”

9) Ulrich Thieme, Felix Becker, Allgemeines Lexilon der Bildenden
Kiinstler von der Antike bis zur Gegenwart, vol. 25, Leipzig 1931, p.
279. Most recent survey of Miiller’s biography and oeuvre in: Manfred
H. Grieb, Niirnberger Kiinstlerlexikon, Munich 2007, vol. 2, p. 1041,
and Eduard A. Safarik (ed.), Kiinstler aus dem Umkreis von Johann
Kupezky. Ausgewdihlte Werke, Brno 2014, pp. 29-31.

10) See: Grieb 2007 (ibid. note 9); Hagedorn (ibid. note 1); Heidrun Ludwig,
Niirnberger Naturgeschichtliche Malerei im 17. und 18. Jahrhundert,
Marburg 1998, pp. 166, 271, 300, 360, (360). See also: note 42.

11) See: Nuirnberg-St. Lorenz, notice of marriage 5 February 1736, in:
Proklamationen 1728-1739, folio 342; Idem 1728-1740, folio 324;
marriage 22 February 1736, in: Trauungen 1728-1754, folio 200:
“Gabriel Miiller Kunst-Mahler”; and Niirnberg-St. Sebald, Taufen
1725-1748, folio 500. The child’s godfather was Johann Gabriel
Bauer “Stadtglasir”, who had the same professional background as
Miller’s father-in-law Conrad Rief. He probably is the same person
as the glazier Johann Bauer (1700-1753) mentioned by Grieb, see:
Grieb 2007 (ibid. note 9), p. 67. A portrait of Rieff can be found in
the book of glass masters in the library of the Germanisches National-
museum Nurenberg (museum, Nurenberg, Sign. Hs 123760, Glaser-
meister, Blatt 21).
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The University Library of Erlangen still preserves
Miiller’s correspondence consisting of four letters
addressed to the renowned collector and naturalist
Johann Ambrosius Beurer (1716-1754). It covers, among
other things, shells, and moreover reveals details about
Miller’s fragile health.'” More than a decade before
his death, Miiller was affected by chronic illness. This
becomes apparent from his letter of 10 June 1751, which
opens with the explanation that he has only been able
to stay out of bed for less than an hour a day.!® Besides
having painful knees and feet, he complained about
unbearable pains in his urinary tract. Additional proof
of these unfortunate circumstances can be found in Georg
Andreas Will's Niirnbergischen Miinz-Belustigungen: “Noch
lebt ein Schiiler von [Kupezky] bey uns, der ihm Ehre
macht. Wie sehr wiinschten wir, daf dieser trefliche
Mann in gesiindern und gliicklichern Umstédnden lebte!
Es ist Herr Gabriel Miiller, den man nur insgemein den
Kupefky-Miiller nennt.” After the artist died and after
his burial on 8 November,'¥ once again Will took note of
his bitter end, though without going into the details: “Der
furtrefliche Schiiler des Kupefky, Gabriel Miiller, ist im
Monate November dieses 1764sten Jahres leider auch,
und zwar in harten Umstdnden und nach vielem Leiden
gestorben.”®

‘KUPEZKY-MULLER AFTER KUPEZKY

Since the time of his apprenticeship to Kupezky,
Miiller must have lived and worked most of the time
in Vienna, especially since he became his mentor’s
assistant.!® Once Muller settled in Nuremberg after 1723,
following in the footsteps of Kupezky, his customers
mainly consisted of members of the nobility, magistrates
and patricians from the city and its surroundings. After
Kupezky’s death in 1740, Miller continued to work
for his former master’s clients, such as the Haller von
Hallersteins and the Wittwer family.!” Another client

12) See: Ludwig 1998 (ibid. note 10), p. 166. See for the correspondence
between Miiller and Beurer: https://www.trew-letters.com/Person-
enDetails.aspx?ID_Person=2466 (accessed 5 May 2019). See: Univer-
sitétsbibliothek Erlangen, Die Briefsammlung des Niirnberger Arztes
Christoph Jacob Trew (1695-1769), Brief vom 09.06.1745, Signatur
H62/TREWBR MUELLER_GABRIEL[1]; Brief vom 10.06.1751, H62/
TREWBR MUELLER_GABRIEL[2]; Brief vom 05.10.1752, H62/
TREWBR MUELLER_GABRIELI[3]; Brief vom H62/TREWBR
MUELLER_GABRIEL[4].

13) Letter of 10 June 1751 from Miiller to Johann Ambrosius Beurer,
entirely devoted to his pain and suffering: “Nachdem ich seither
gestern das Bett wieder ein wenig verlassen kann, aber dabey noch
nicht im Stande bin, eine volle Stunde ruhig sitzen zu kénnen”.

14) His death is recorded in: Niirnberg-St. Lorenz, Bestattungen
1742-1789, folio 380. According to the lemma, he lived in Nuremberg
“gegen der mittlern Creutzgaf iiber”. He is buried in St. Rochus, see:
Ludwig (ibid. note 10), p. 360.

15) Georg Andreas Will, Der Niirnbergischen Miinz-Belustigungen, erster
Theil, in welchem so..., Altdorf 1764, 21 January 1764, pp. 22, 23:
“Er [...] folgte seinen Meister von Wien nach Niirnberg. Alle Draperien
in des Kupefky Gemalden, die gut aussehen, kommen von diesem
sehr guten Portrat-Maler. Er verbindet mit seiner Geschicklichkeit
einen untadelhaften Charakter und ist des Herrn [Caspar] Fuefli
guter Freund.”; 22 December 1764, p. 418.

16) Nevertheless, he remains unmentioned in: Herbert Haupt, Das Hof-
und Hofbefreite Handwerk im Barocken Wien 1620 bis 1770. Ein
Handbuch, Innsbruck/Vienna 2007 (Forschungen und Beitrage zur
Wiener Stadtgeschichte, 46).

17) See: Safarik 2014, Kiinstler (ibid. note 9), p. 30.
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was Karl Wilhelm Friedrich
Margrave of Brandenburg-
Ansbach (1712-1757), a
member of a family for which
Kupezky had previously worked.
Because of his outstanding
craftsmanship, Miller was
invited in 1736 to Triesdorf
by Leopoldo Retty, the picky
Baudirektor of the Ansbach
court, to paint portraits of
the Margrave and his family
for the Queen of England. To
Miiller’s great frustration, the
restless Margrave Karl Wilhelm
Friedrich was unable to pose
long enough for his portrait,
so the artist had to finish this
painting in Nuremberg.!®

The printmakers who
engraved Miiller’s portrait
drawings and paintings were
usually based in Nuremberg
as well. Nevertheless, he also
occasionally worked with the
copper and mezzotint engraver
Johann Jakob Haid (1704-1767)
from Augsburg and the Berlin
based Georg Friedrich Schmidt
(1712-1775) who were much
in demand at the time. His
cooperation with Johann

Wilhelm Windtner (1696-1765)
from Nuremberg turned out to
be the most prolific, resulting in
at least thirteen portraits from
1731 to 1763. A list of engravers
of Miiller’s works will conclude
this essay.

VERSATILE ARTISTRY
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One of the peculiarities
that adds more depth to the
portrait painter Miiller as a
person and an artist, is the fact that he devoted himself
to collecting and drawing exotic snail houses and shells.’?
His knowledge on this subject and this lesser known
side of his artistry earned him his second epithet, which
is even mentioned on his engraved portrait: “Amator

18) See: Martin Krieger, Die Ansbacher Hofmaler des 17. und 18. Jahrhun-
derts, Ansbach 1966, pp. 34, 35, and notes 75-77: “Nachdem Miiller
mehrfach vergeblich versucht hatte, Serenissimus zum Sitzen zu
bewegen, reiste er kurzerhand nach Niirnberg zuriick und legte dem
Baudirektor in einem alles andere als devoten Schreiben dar, er ware
schon mit einer einzigen ungestérten Malstunde vor dem Modell
zufrieden gewesen. Er miisse nunmehr versuchen, die angefangene
Arbeit daheim fertigzustellen.” See also: pp. 190, 191, note 21.

19) This aspect was not noticed by Safarik. See: Eduard A. Safarik (ed.),
Johann Kupezky (1666-1740). Gesamtwerl, vol. I, Brno 2014, pp. 62,
187 (ill.); Safarik 2014, Kiinstler (ibid. note 9), pp. 29-31, no. 162.

20)See: Ludwig 1998 (ibid. note 10), p. 166, fig. 92, Franz Michael
Regenfuf3 (1713-1780) after Miiller: Auserlesene Schnecken (1751);

Fig. 1: Christoph Wilhelm Bock (1755-1836), after Gabriel Miiller, Portrait of Gabriel Miiller, 1778, copper
engraving, 273 x 200 mm, Hamburger Kunsthalle, print cabinet, inv. no. 63146

rerum naturalium” (fig. 1). It is therefore no surprise
that he was asked by like-minded collectors of naturalia
to execute detailed drawings for their publications about
their common area of interest. For example, he provided
seven sheets with drawings of shells, that Franz Michael
Regenfufl transferred into print for his publication
Auserlesene Schnecken, Muscheln und andere Schaalthiere
(Stadtbibliothek, Nuremberg).2® Miiller, who presented
himself in a baptismal record in his capacity of godfather
as a “Kunstmahler u[nd] Contrefeijer”, also painted still
lifes with shells on copper or panel, often produced as
counterparts, such as two works in the vast collection
of Johann Jacob Hertel in Nuremberg.?V In lexicographic

Choix de coquillages et crustacés (1758); he also worked with the
naturalist Lorenz Spengler (1752).
21) Nurnberg-St. Sebald, Taufen 1725-1748, folio 467, 2 oktober 1737;
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Fig. 2: Johann Kupezky (1666-1740), Portrait of Christian Benjamin Miiller, oil on canvas, 89.5x 70.5 cm,
Nuremberg, Germanisches Nationalmuseum, inv. no. GM 456

works on illustrators of zoological books, Miiller never-
theless hardly receives any attention.??

Another prestigious assignment he carried out, to
which no attention has been given till now, was the design

Katalog der rithmlichst bekannten Sammlungen des verstorb. Assessors
des Handels-Appellationsgerichts zu Niirnberg, Jakob Hertel, welche
am 18. Mai und folgende Tage zu Niirnberg im Saale des Augustiner-
Klosters gegen baare Zahlung &ffentlich versteigert werden, Nurenberg
(Friedrich Korn) 1864, p. 10, nos. 93, 93b: “Muscheln und
Seegewédchse verschiedener Ordnungen. H. 9", Br. 12"; Dsgl.
Gegenstiick zum vor.” See also: p. 3, nos. 21, 21, each mentioning
five similar works on copper on a smaller scale. See also: Die
Sammlungen des Handelsgerichts-Assessors Johann Jacob Hertel,
Nurenberg 1841, p. 14, nos. 49, 50. See for both catalogues: Stadt-
bibliothek im Bildungscampus Nurnberg, Amb. 8. 324a and Amb.
8. 3342. See further for Muller’s still lifes with shells: Christoph
Gottlieb von Murr, Beschreibung der vornehmsten Merkwtirdigkeiten
in des H. R. Reichs freyen Stadt Niirnberg, Nuremberg 1778, p. 546,
Birknerisches Kabinet (collection Friedrich Birkner), no. 684: “Ein
unnachahmlicher Nautilus. Von Gabriel Miiller, oder Kupefky-
Miiller. Auf Kupfer.”; Thomas Ketelsen, Tilmann von Stockhausen,
Verzeichnis der verkauften Gemdilde im deutschsprachigen Raum vor
1800, Munich 2002, p. 1142.

22) Claus Nissen, Die zoologische Buchillustration. Ihre Bibliographie und
Geschichte, 1, Stuttgart 1969, p. 334, no. 3338, as part of the lemma
on Regenfuf.
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of the frontispiece engraved
by Georg Lichtensteger for the
German adaptation of Bernard
de Montfaucon’s acclaimed
Antiquité expliquée et représentée
en figures (Paris, 15 vols. between
1719-1724) published in 1757
and titled Griechische und
romische Alterthiimer. On top
of that, Miiller manufactured a
set of 150 drawings in ink after
Montfaucon’s antique motifs
for the publication, that were
also engraved by Lichtensteger.
An album with these original
drawings appeared on the
French art market only recently.
A contemporary inscription on
the front page reveals its high
value — which equaled a year’s
salary: “Diese hirinen liegende
150 Zeichnungen nebst den Titel,
so zu dem Montfauconischen
Werk gehorend, sind alle von der
Hand des Herrn Gabriel Miillers
gezeichnet, es haben 600 F
[guilders] gekostet”.?¥ Miiller’s
participation in this project
stresses his versatility and his
talent as a draftsman even more.

MULLER’S
(SELF-)PORTRAITS

Miller’s appearance is
known from the engraving
of Christoph Wilhelm Bock
of 1778, which is said to be
based on a drawn self-portrait
of Miiller of 1758 that depicts him at the age of seventy
(fig. 1).2¥ In this portrait print he is represented in the
dual capacity of collector and painter/portraitist. That the

23)Black ink and grey wash on paper, 219 x 78 mm, Paris, Galerie Perrin.
Thirty five of them are framed. Provenance: collection Piton (19t
century); collection Emmanuel Frédéric Imlin (1822). See: http://
galerieperrin.com/product/set-of-thirty-five-drawings-by-gabriel-
kupetzky-muller-born-in-ansbach-in-1688-after-lantiquite-
expliquee-by-bernard-de-montfaucon/ (accessed 18 April 2019).
Johann Salomon Semler, Griechische und rémische Alterthiimer,
welche der berithmte P. Montfaucon ehemals samt den dazu gehor.
Suppl. ... in Deutscher Sprache herausgegeben von M. Johann Jacob
Schatzen, Nuremberg 1757.

24)See: Georg Friedrich Casimir von Schad, Versuch einer Brandenbur-
gischen Pinacothelk, Nuremberg/Leipzig 1793, p. 85: “mit Réthel sehr
prachtig gezeichnet”; Ludwig 1998 (ibid. note 10), p. 360: “1758
zeichnete Miiller sein Selbstbildnis, das 1778 von Bock gestochen
wurde.” Christoph Wilhelm Bock (1755-1836), after Gabriel Miiller,
Bildnis Gabriel Miiller, (1778), copper engraving, 273 x200 mm,
Hamburger Kunsthalle, print cabinet, inv.no. 63146. Signed and
dated inscriptions: “GABRIEL MULLER, Onoldino Francus, Pictor
et Amator Rerum Naturalium, Se Ipse del: Anno Etatis 70.”; “von
C. W. Bock gest. 1778. zu Niirnberg”; “zu finden in Niirnberg beij
Bock.”; [in pencil:] “Avec le portrait de M'le Seng. Maitresse du Peintre,
introduit par malice du graveur.” [Seng, Regina Catharina (1756-
1786), painter in Nuremberg]; [in pencil:] “M. 193.”
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engraved composition is not an
actual or literal reproduction
of an existing self-portrait, but
rather a pastiche-like composite
portrait of the painter, which
was made by the engraver-
publisher some fourteen
years after Miiller’'s death in
1764 (compare: fig. 4), is also
corroborated by the dating of
the woman'’s portrait that is
depicted on the easel behind
the painter. The high coiffure
of the lady, the Nuremberg
painter Regina Catharina Seng
(1756-1786), did not come into
fashion until the end of the
1760s, and therefore it could
not have been painted at the
same time as the depicted self-
portrait of 1758. Besides this,
two more states of the print
exist: one that shows an altered
portrait on the easel, and one
on which the canvas on the
easel was blanked out, after
Seng’s official complaint, Bock
had made her look like she had
suffered from goitre, which
also seems to be proof that the
engraved composition is an
invention of the printmaker.2®

A second portrait, tentatively
identified as Gabriel Muller,
was made by Johann Kupezky
(fig. 32).29 This depiction of a
painter, today in the Germa-
nisches Nationalmuseum in
Nuremberg, and recorded in

i £l

the city as early as 1778, was
initially considered to be the
portrait of Kupezky’s colleague
and friend David Hoyer (1667-1720),2” though it was
in later times regarded as that of Kupezky's student
Christian Benjamin Miiller (1690-1758) or later simply

25) See: G.W. Panzer, Verzeichnis von Niirnbergischen Portraiten aus allen
Staenden, Nurenberg 1790, p. 162 (three different states). See also:
Schad 1793 (ibid. note 24), p. 85: “Mahlertochter [...] von Obrigkeits
wegen wieder herausgeschliffen werden musste”. See for the anecdote
also: Johann Rudolf Fuigli, Allgemeines Kiinstlerlexilcon, Zurich 1814,
vol. 2, 8, pp. 1605, 1606. The famous collection of Gottfried Winckler,
Leipzig, also contained two specimens, one of which depicted a blank
canvas on the easel. See: Catalogue raisonné du cabinet d'estampes
par feu m. Winckler: Lécole allemande, s.1. 1801, p. 105, nr. 667. See
also: G.K. Nagler, Neues Allgemeines Kiinstler-Lexikon, 25 vol., Leipzig
1835-1852, vol. 10, pp. 272, 273: “Da gibt es fiir Sammler Abdriicke
mit und ohne Kropf.” Herzog Anton Ulrichmuseum, Braunschweig,
inv.no CWBock AB 3.5, see: http://kk.haum-bs.de/?id=c-w-bock-
ab3-0005 (accessed 13 Mai 2019).

26) Oil on canvas, 89.5x 70.5 cm, Nuremberg, Germanisches National-
museum, inv.no. GM 456. See for the image also: https://www.
bildindex.de/document/obj00230022 (accessed 13 Mai 2019).

27) Previously in the collection of Johann Georg Friedrich von Hagen,
Nuremberg 1778, see: Murr 1778 (ibid. note 21), p. 505, no. 12
(“vielleicht is dieses David Hoyer”); Christoph Gottlieb von Murr,

Fig. 3: Georg Martin Preissler (1700-1754), Portrait of Christian Benjamin Miiller in front of his easel, black
and blue chalk on paper, 322 x 255 mm, Leipzig, Museum der bildenden Kiinste, inv. no. 138

as “Brustbild des Malers Miiller.”?® It was not until 1928
that Eduard Safarik suggested that Gabriel Miiller was
the person portrayed. In the most recent publication on
the portrait, this identification was accepted, though
with a question mark, placed there by Safarik’s grandson.
The author of the online catalogue also adheres to this
hypothesis.?® However, the aforementioned engraving

Journal zur Kunstgeschichte und zur allgemeinen Litteratur, 13 (1784),
p- 372, no 12: “ist das Portrait Christian Benjamin Miillers, Dresde-
nische Hofmalers. Er war ein Schiiler Kupefky’s.” Between 1786 and
1889 it was catalogued as the portrait of Christian Benjamin
Miiller.

28) “Palette und Pinsel in der Hand. Leinwand. Breite 2 F. 2 Z.; Hohe 2
F. 8 Z. 6 L. Nurnberg, Landauerbriiderhaus.” See: G. Parthey,
Deutscher Bildersaal: Verzeichniss der in Deutschland vorhandenen
Oelbilder verstorbener Maler aller Schulen, 1 (A-K), Berlin 1863, p.
717, no. 27 (Kupetzky). See for its provenance: Exhibition catalogue
Aachen, Suermondt-Ludwig-Museum, Eduard A. Safarik (ed.),
Johann Kupezky (1666-1740). Ein Meister des Barockportrdits, 2001,
cat.no. 24, pp. 86-88 (86). See also: Safarik 2014, I (ibid. note 19),
pp. 62, 187 (ill), no. 162; for more works by Muller: Safarik 2014,
Kiinstler (ibid. note 9), pp. 29-31, cat.nos. Mu 1-12.
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Y . ;

Fig. 4: Gabriel Miiller, self-portrait with his shell collection and a girl, oil
on canvas, 77 x 65 cm, current location unknown

showing the painter at the age of seventy (fig 1), casts
serious doubts on the earlier identification as Gabriel
Miiller. Apart from the differences in age, both portraits
seem to depict totally different individuals altogether.
Lacking essential similarities, they do not look alike: the
shape of the slightly downwards curving nose on Bock’s
engraving and the rather upturned tip of the nose on
Kupezky’s portrait in oil (fig. 2) deviate too much from
each other to belong to the same man. This physiognomy,
on the other hand, corresponds more clearly to that
in an engraved self-portrait and to Preissler’s portrait
of Christian Benjamin Miiller (1690-1758) (fig. 3), an
identification that Christoph Gottlieb von Murr already
postulated in 1784.30

According to Ludwig, the Museum der bildenden
Kiinste in Leipzig is in the possession of a third portrait
of Gabriel Miiller, this time executed in chalk, and drawn
by Georg Martin Preissler (fig. 3).3Y This identification is

29)See: Eduard Safarik, Joannes Kupeziky 1667-1740, Prague 1928,
p. 114, no. 220: “Bildnis eines unbekannten Malers [...] Angeblich
Gabriel Miiller-Kupezky”; Safarik 2014, I (ibid. note 19), p. 62, no.
162. According to the online object catalogue of the collection, the
protagonist is identified as a Dresden court painter, who also happens
to be named Gabriel Miiller, who died five years later than his
namesake from Nuremberg, a description that must be based on
both mistaken identity and erroneous dates: “Jan Kupecky, Bildnis
eines Malers (Gemélde), um 1720, oil on canvas, 90 x 71 cm, Museen
der Stadt Nuirnberg, inv.no. Gm 456, ... das Bildnis stellt ev. [wohl]
den Dresdner Hofmaler Gabriel Miiller (1688-1769) dar.”, see: http://
objektkatalog.gnm.de/objekt/Gm456 (accessed 1 May 2019).

30) See: Murr 1784 (ibid. note 27) and exh.cat. Aachen 2001 (ibid. note
28), p. 86. That Kupezky had painted Christian Benjamin Miiller’s
portrait was also brought forward by Meusel in 1799, see: J.G.
Meusel, Neue Miscellaneen artistischen Inhalts, 9, Leipzig 1799,
p. 229.

31) See: Ludwig 1998 (ibid. note 10), p. 360.
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incorrect: as already demonstrated, the work on paper
represents the aforementioned Dresden court painter and
Kupezky student Christian Benjamin Miiller,*? who, like
Gabriel, regularly painted portraits that were engraved
by various engravers.3® The same Christian Benjamin
is also presented by Hagedorn as one of Kupezky’s two
talented students with the same surname.*® Christian
Benjamin was initially a pupil of Samuel Bottschild
(1641-1706), a court painter in Dresden, but he went to
Nuremberg to perfect his technical skills in handling oil
paint under the supervision of Kupezky from 1726 to
1732. This versatile “Portrat- und Miniaturmaler, Radierer,
Landschaftszeichner”® also painted religious histories
and frescoes, but made a name for himself, in particular
with his drawings after the 39 ceiling paintings by Rubens
in the Jesuit church in Antwerp, that were destroyed in
a fire when lightning struck the building only shortly
after.®® Like Gabriel, Christian Benjamin was impeded by
illness in exercising his occupation during his final years.
The two portrait-painting Miillers, Gabriel and Christian
Benjamin, appear to have been regularly confused with
each other in the literature since both bore the same
surname and were both apprenticed by Kupezky.3”

A fourth portrait, by contrast, can rightly be identified
as a self-portrait of Gabriel Miiller; the painting was
formerly kept in a private collection in Fiirth, near
Nuremberg, until it was stolen in 1988 (fig. 4).%® This

‘portrait of a collector’ shows a man in half-length wearing

32) Georg Martin Preissler, Portrdt Christian Benjamin Miiller an der
Staffelei, black and blue chalk, Museum der bildenden Kiinste
Leipzig, Graphische Sammlung, inv.no. 138; see: Das Neueste aus
der anmuthigen Gelehrsamkeit, Leipzig 1759, note p. 623, and
Exhibition catalogue Leipzig, Museum der bildenden Kiinste, Kunst
der Bachzeit, p. 97, no. 29. See for a detail of Preissler’s portrait of
C.B. Miiller and his biography also: Anke Frohlich, ‘Miiller, Christian
Benjamin, in: Séchsische Biografie, hrsg. vom Institut fiir Sdchsische
Geschichte und Volkskunde e.V., Online-Ausgabe: http://saebi.isgv.
de/biografie/Christian_Benjamin_M%C3%BCller_(1690-1758),
(accessed 3 May 2019), and for Miiller’s biography: Anke Frohlich,
Landschaftsmalerei in Sachsen in der zweiten Hdlfte des 18. Jahrhun-
derts, Weimar 2002, p. 93 and note 57. See for the copper engraving
after a self-portrait: Georg Lichtensteger (engraver), Bildnis des
Hofmalers Christian Benjamin Miiller, 1738, 289 x 182 mm, Staatliche
Kunstsammlungen Dresden, Kupferstich-Kabinett, inv. no.
A 1995-10469.

33)For example: Christian Benjamin Miiller and Johann Wilhelm
Windter, Bernhard Walter Marperger, copper engraving, 1751, 420 x 309
mm, Universitatsbibliothek Heidelberg, inv.no. Graph. Slg. P_2081,
https://www.bildindex.de/document/obj36038336 (accessed 4 May
2019). Signed: “Miiller Dresd. pinx J.W. Windter fc. Norb 1751.”

34)See: Hagedorn 1755 (ibid. note 1), pp. 286, 287 (“naquit au mois
d’Octobre, 1689”).

35)See: Anke Frohlich (ibid. note 32).

36)See: Nagler (ibid. note 25), vol 9, pp. 547, 548. In contrast to his
information about C.B. Miiller, Nagler hardly mentiones any details
about Gabriel Muller: “Einige seiner Bildnisse wurden gestochen.”
(p. 561). For the necrology of C.B. Miiller: Das Neueste... 1759 (ibid.
note 32), pp. 616-623. See for the drawings after Rubens: Antwerpen,
Museum Plantin-Moretus, cabinet of prints, or RKD-images: https://
rkd.nl/nl/explore#query=christian%20benjamin%20m%C3%BCller
(accessed 1 May 2019).

37)See also: Wilhelm Schwemmer, ‘Aus der Geschichte der Kunst-
sammlungen der Stadt Niirnberg, in: Mitteilungen des Vereins fiir
Geschichte der Stadt Niirnberg, 40 (1949), pp. 97-206 (103): “[...]
Kupetzkys Schiiler, Benjamin Miiller, genannt Kupetzky-Miiller, der
spéater nach Dresden ging”.

38)See: Safarik 2014, Kiinstler (ibid. note 9), pp. 30, 100 (ill.), cat.no.
Mu 3: Selbstbildnis mit Regina Katharina Seng im Kindesalter (?), oil
on canvas, 77 x65 cm.
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casual, ‘homely’ dress who sits
amongst a collection of shells
displayed on the table in front
of him while he holds the
largest specimen in his right
hand.?® Although it cannot
be confirmed that the child in
the foreground represents the
female protagonist from the
engraving (fig. 1) as the rather
suggestive title Selbstbildnis
mit Regina Katharina Seng
im Kindesalter (?) wants us to
believe, the man’s physiognomy
corresponds largely to Miiller’s
in Bock’s engraving - although
mirrored. Next to the unknown
drawing, the portrait once in
Fiurth, may even also have
served as its starting point.
Both the shape of the nose and
the nasolabial fold, as well as
the overall facial expression
match convincingly.

Another portrait of Gabriel
Miller was drawn with red
chalk by the Nuremberg artist
Regina Catharina Seng referred
to earlier. We now only know
it from the auction of the
collection of books and art of
the trader Johann Andreas
Borner from Nuremberg which
took place 28 November 1864
at Leipzig, where the drawing
was offered for sale under no.
201. According to the catalogue
it was inscribed with Miiller’s
name.*%

This means that there are
now only two works known - at
least through an image - that
can pass for portraits of Gabriel Miiller without a doubt
(figs. 1, 4).

MULLER IN JAROMERICE

Miller accompanied Kupezky to various courts as
his assistant, where he also worked as an independent
portrait painter and copyist on various commissions. His
stay between 1715 and 1720 in Jaromértice at the court of
Count Johann Adam von Questenberg, in whose accounts
he even appears as Questenberg’s court painter, must have
commenced with Kupezky’s introduction in the preceding
years.*) He probably worked regularly for the Count as

39)This is a typical collector’s portrait in the tradition of Hendrick
Goltzius, Portrait of the Haarlem shell collector Jan Govertsz van der
Aer, 1603, oil on canvas, 82.7 x 107.5 cm, Rotterdam, Museum
Boijmans van Beuningen, inv.no 3450 (OK).

40)See: Grieb 2007 (ibid. note 9), p. 1041; and Rudolph Weigel, Catalog
der Bérner'schen Kunstsammlung (fiinfte Abtheilung), Leipzig 1864,
p. 18.

Fig 5: Gabriel Miiller, Portrait of Johann Adam von Questenberg, 1717, oil on canvas, 87 x 67 cm, Jaromé-
Fice Castle, inv. no. JRO5887

early as 1713, because in that year the Protestant Miiller
converted in Jaroméfice to Catholicism.*? In addition to
the portraits that Miiller painted of Count Questenberg
and his wife (figs. 5, 6), he also made a copy of Kupezky’s
famous Portrait of Count Questenberg playing the lute.
Questenberg’s more official Portrait in full length in front
of his palace is also traditionally attributed to Miiller,

41) See: Petr Fidler, ‘Pfispévky ke slovniku umélcti a femeslnikt na
Moravé 17. a 18. stoleti I [Beitrage zum Lexikon der Kunstler und
Handwerker des 17. und 18. Jahrhunderts in Mdhren I], in: Sbornik
pract Filozofické fakulty brnénsiké univerzity, 1974, 23, iss. F18, pp.
78-91 (86). See: http://hdl.handle.net/11222.digilib/110360
(accessed 1 May 2019). See also: Alois Plichta, Jaroméricko: déjiny
Jaroméric nad Rokytnou a okoli, 11, Tiébi¢ 1994, pp. 130, 150.

42)See: Plichta 1994, 1I (ibid. note 41), p. 149. This conversion had
probably more to do with opportunism than with conviction. Most
of his employers in the Holy Roman Empire adhered to Catholicism.
In order to acquire the status of citizen of Nuremberg in 1734, he
had to convert back to Lutheranism again. I am obliged to Annemarie
Miiller, Landeskirchliches Archiv der Evangelisch-Lutherischen
Kirche in Bayern.
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Fig. 6: Gabriel Miiller, Portrait of Maria Antonia von Questenberg, 1717, oil on canvas, 87 x 67 cm, Jaromé-

Fice Castle, inv. no. JRO0O576

although the depiction of his physiognomy, in particular
the shape of his nose, clearly differs from the signed
portrait (fig. 5). In the castle’s collection, originally kept
at the Luka nad Jihlavou estate and previously owned by
the Kaunitz family, there are two variants of the earlier
mentioned portraits of the couple (figs. 5, 6), which were
apparently painted by Miiller too (figs. 7, 8).*¥ Many (copies
of) portraits are recorded in the inventories and accounts
of Questenberg’s court, though unfortunately mostly
without any mention of the painter’s name or the identities
of the persons portrayed. Many high-quality portraits in

43)G. Muller, (after Kupezky), Johann Adam von Questenberg playing
lute, 175.5x 136 cm, private collection Graz; Johann Adam von
Questenberyg life-size, in front of his castle, 234 x 154 cm, Jaroméfice
Castle, inv.no. JR0O5906; Johann Adam von Questenberg, 89 x 68 cm,
Luka nad Jihlavou, Jaroméfice Castle, inv.no. JRO5331; Maria Antonia
von Questenberg, 87.5 x 68 cm, Luka nad Jihlavou, Jaromérice Castle,
inv.no. JRO5334, see: Lilian Ruhe, Tomas Vale$, ‘Mezi soukromou
osobou a dynastickou kontinuitou: dochované podobizny hrabéte’,
in: Petr Fidler, Jana Perutkova (eds.), Promény zdmeckého aredlu v
Jaroméficich nad Rokytnou, (part 2: Hrab& Jan Adam z Questenbergu
v objeti muz), Brno 2017, pp. 285-335 (300-310).
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the castle and its depository,
made by Miiller or copied after
Prinzipalen (originals) by other
outstanding masters such as
Franz van Stampart (1675-
1750), remain, however, still to
be identified.

The fact that Questenberg
not only had an eye for Miiller’s
qualities as a portrait painter,
but also placed great value on
his judgment in other matters
of art, becomes evident from, for
example, the advice he obtained
from the artist in 1716 on the
building plans for the church.*¥
Furthermore, at the insistence
of the Count, Mtiller was to train
some local painters in portraiture,
such as the orphaned boy
Jan Josef Setinsky, who was
apprenticed to Miller in 1722,
after his return to Vienna after
1720.%9 Miller’s role at Questen-
berg’s court was taken over by
the painter Jean Baptist Glunck
(1696-1774) after 1723. Although
Miller worked for a long time for
the nobility, who were alternately
living in Vienna or on their
country estates, no trace of the
painter has been found so far in
the imperial city itself.*®

JOHANN ADAM VON
QUESTENBERG (1678-1752)

Johann Adam von Questen-
berg’s baptism was registered
on 24 February 1678 in
the baptismal records of St.
Stephan, Vienna, where he was born to Johann Anton
von Questenberg and Maria Catharina von Questenberg,
born von Stadl.*” Coming from an old Cologne family, his
grandfather Gerhard was the first Questenberg to enter
into the service of the Habsburgs. From the estates the
family acquired in West-Bohemia, Moravia and Lower-
Austria, Adam’s father chose Jaroméfice as his main seat.
After Adam lost both parents in 1686, his paternal cousin
Leopold Joseph von Lamberg (1654-1706) became his
guardian. By 1696 Questenberg completed his studies in
philosophy (Vienna) and law (Prague), and afterwards he
was elevated to the hereditary nobility. He then embarked

44)See: Alois Plichta, O Zivoté a umeéni. Listy z jaromérické Kroniky
1700-1752, Brno 1974, pp. 169, 199, 305.

45)After 1723 Miller no longer appears in documents concerning
Jaromeéftice, see: Plichta 1974 (ibid. note 44), p. 305.

46) See: Haupt 2007 (ibid. note 16). This can be explained by the lack
of entries in Viennese Church Records.

47)See: Taufbuch 01-034 (1678-1679), folio 52, http://data.matricula-
online.eu/en/oesterreich/wien/01-st-stephan/01-034/?pg=55
(accessed 15 May 2019).
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on a three-year Grand Tour that
would take him to Germany, the
Netherlands, England, France
and Italy. Back in Vienna, his
career at court was launched: in
1702 he became imperial Hofrat,
in 1706 Reichshofrat, in 1723
wirklicher Geheimer Rat and k.
Ic. Kdimmerer. This steep career
trajectory came to a standstill
for unclear reasons (perhaps of
a personal nature), when he was
appointed Prinzipallommissar for
the Moravian Landtag of 1736, a
less prestigious function he only
reluctantly accepted.*® Never-
theless, he was still part of the
thirteen-member inauguration
committee of Maria Theresia
on November 22, 1740.%® Even
before his death, Zedler’s
Lexikon recorded his biography
in 1741, stating his full title.5?
Adam married twice: the first
time in 1707 to Countess
Maria Antonia von Truchsess-
Waldburg, Friedberg und Scheer
(1691-1736). Countess Maria
Antonia von Kaunitz (1708-
1778), a sister of Wenzel Anton
von Kaunitz, would become
his second spouse in 1738. Of
the six children from the first
marriage, only Maria Carolina
(1712-1750) reached adulthood.
Because his second marriage
was without offspring and his
daughter had died childless, the
Count left not only his property
but also his name and family
crest to a son of his brother-in-
law Wenzel, for which he received
special permission from Maria Theresia. Adam has gone
down in history as a great musical talent, patron, Bauherr
and an enlightened, humane sovereign. His lineage became
extinct on 10 May 1752.59

48)See: Jana Perutkovéd, Der glorreiche Nahmen Adami. Johann Adam
Graf von Questenberg (1678-1752) als Forderer der italienischen Oper
in Mcihren, Vienna 2015, pp. 114, 115.

49) See: Karl Graf Kuefstein, Studien zur Familiengeschichte in Verbindung
mit der Landes- und Kulturgeschichte, IV, 18. und Beginn des
19. Jahrhunderts, Vienna/Leipzig 1928, p. 35.

50)“Johann Adam, des Heil K. Reichs-Graf von und zu Questenberg,
Freyherr auf Jaromierzif3, Bauschif, Jacebau, Rapolten und Sieger-
skierchen, Herr der Stadt und Herrschafften Perschau, Fabhern,
Pirthen, Miek und Poliz, Kayserl. wiirckl. geheimer Rath und
Cammerer”. See: Johann Heinrich Zedler, Grosses vollstdindiges
Universallexicon aller Wissenschafften und Kiinste, vol. 30, Leipzig/
Halle 1741, p. 233.

51) See for extended biographical notes: Jana Perutkova (13/04/2017),
in: http://www.musiklexikon.ac.at/ml/musik_Q/Questenberg_
Familie.xml (accessed 3 May 2019); Lilian Ruhe, ‘Some introductory
notes on count Johann Adam von Questenberg and his collection of
portraits’, in: Restaurovdni a ochrana uméleckych dél. Konzervace

Fig. 7: Gabriel Miiller, Portrait of Johann Adam von Questenberg, oil on canvas, 89 x 68 cm, coll. Luka nad
Jihlavou, Jaromeérice Castle, inv. no. JRO5331

MARIA ANTONIA VON QUESTENBERG, BORN
COUNTESS TRUCHSESS-WALDBURG,
FRIEDBERG UND SCHEER (1691-1736)

On 8 March 1707 Adam married Maria Antonia
Ferdinanda Rosa, who was born on 30 August 1691,
according to a contemporary source further known as:
“des heil. Rom. Reichs Erb-Truchsetzin und Grafin von
Friedberg zu Scheer”.’? After their wedding, the sixteen-
year-old Countess became a lady in waiting of Empress
Amalia Wilhelmina (1673-1742). On 3 May 1708, she was

a restaurovdni malby a polychromie, 2017, pp. 6-19 (http://www.
arte-fakt.cz/dokumenty/XII.%20konference/s.6-19_L.Ruhe.pdf.);
Petr Fidler, Jana Perutkova, (eds.), Promény zameckého aredlu
v Jaroméricich nad Rokytnou, Brno 2017.

52) She was the daughter of “Max Wunibald des heil. Romischen Reichs
Erb-Truchsetz, Grafen zu Trauchberg and Friedberg, Freyherrns zu
Waldburg, Herrns zu Scheer, Diirmentingen, Biissen und Kitzlegg,
and Maria Catharina Grafin von Hohen-Embs [...] geb. 30. August
1691. Verméhlt 8. Mart 1707. Wird 8. [sic] May 1708 hochadeliche
Stern-Creutz-Ordens-Dame.” See: Johann Seifert, Genealogie hoch-
adelicher Eltern und Kinder..., Regenspurg [sic] 1724, p. 421.
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Fig. 8: Gabriel Mitiller, Portrait of Maria Antonia von Questenberg, oil on canvas, 87.5x 68 cm, coll. Luka
nad Jihlavou, Jaromérice Castle, inv. no. JR05334

awarded by Empress Dowager Eleonore Magdalene von
Pfalz-Neuburg (1655-1720) with the Austrian Sternkreu-
zorden.5® Only in one of her surviving portraits does Maria
Antonia wear this symbol of the highest distinction for
ladies of the nobility.>¥ In accordance with her rank Maria
Antonia mingled regularly with the partying aristocracy,
as evidenced by her partaking in festive sleigh rides and
bals masquées. Like her husband and daughter, she
eagerly attended music and opera performances. Their

53)See: Perutkova 2015 (ibid. note 48), p. 102. After the recovery of a
relic cross that was thought to be lost during a palace fire, this order
was founded in 1668 by Empress Eleonora (1630-1686), the third
wife of Emperor Ferdinand III (1608-1657). See: Giovanni B Manni,
Hoch-Adeliche und gottseelige Versammlung vom Sternkreuz genannt:
so von Ihro kaiserl. Majestcit Eleonora verwittibten rémischen Kaiserinn
aufgerichtet, Vienna 1773, p. 121.

54)Johann Gottfried Auerbach, Maria Antonia von Questenberg, oil on
canvas, 350x 170 cm, Ancestral Hall, Jaromérice Castle, inv.no.
JRO5812, see: Ruhe/Vales 2017 (ibid. note 43), ill. after p. 335.
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marriage, during which five of
their children died in infancy
and childhood, was not always
happy, although the Countess’s
exuberant spending on jewellery
and clothing was more often
considered the actual reason
for their marital misfortune. On
26 November 1736 she passed
away in Jaromérice.5

MULLER'S PORTRAITS

OF JOHANN ADAM VON
QUESTENBERG AND
MARIA ANTONIA VON
QUESTENBERG, BORN
TRUCHSESS-WALDBURG,
FRIEDBERG UND SCHEER

Also according to an
inscription, it was Gabriel
Miller who painted these two
pendant portraits of Count
Questenberg and his wife in
1717 (figs. 5, 6). The portrait
of the Count still bears the
signature and the year “Gabriel
Miiller fec:/ Aox 1717 (see for
the illustration: p. 40, obr.
3).5® Maria Antonia’s portrait
underwent such a compre-
hensive restoration in the last
century that no remnants were
left of the inscription. Prior to
this, it was allegedly signed:
“Gabriel Miiller fecit 1717”.5" It is
remarkable that both portraits
are executed in half-size length
on rectangular supports though
in a painted oval that is serving
as a mock-up frame, a contem-
porary commonly favoured
concept which is predominantly
used for the portraits in the castle’s collection.

Paintings of couples are traditionally conceived as
counterparts: the female is usually shown to the left of
her husband - at least from the standpoint of the person
portrayed - because as the weaker sex she had to hold the
lesser or ‘sinister’ (Latin for left) position. To emphasize
the hierarchical order between men and women even

55) See: Perutkova 2015 (ibid. note 48) pp. 103-105.

56) Johann Adam von Questenberg, oil on canvas, 87 x67 cm, Jaroméfice
Castle, inv.no. JRO5887. The “x” probably refers to the tenth month
of that year, rather than to December, which corresponds to his stay
in Jaroméfice that year from 22 January to 18 October, see: Fidler
1974 (ibid. note 41), p. 86.

57) Maria Antonia von Questenberg, oil on canvas, 87 x 67 cm, Jaromérice
Castle, inv.no. JRO0576. See: Antonin Jirka in: Plichta 1974 (ibid.
note 44), p. 385: “1707” [sic]. The counterpart (fig. 5) bears an
inscription with the year 1717, so that Jirka’s “1707” may be based
on a typo. See also: Safarik 2014, Kiinstler (ibid. note 9), p. 31, Mu
5 and 6: “Die Bezeichnung des Bildes und seines Pendants wurden
1962 bereits von mir [Safarik] untersucht.”
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more, the painter also played subtly with the viewer’s
gaze. Adam is looking down at his viewer since his head
is slightly raised, while the more modest position of
Maria Antonia’s head is such that a viewer is always
looking somewhat down on her, so the latter’s gaze will not
directly cross hers. The individual compositions have been
meticulously harmonised, while their motifs are perfectly
coordinated on many levels. For example, the directions
of Adam’s and Maria Antonia’s heads are towards each
other, but their torsos turn away from both each other
and the viewer. The visible fragments of Adam’s arms are
just large enough to suggest their masculine position, the
so-called Renaissance elbow (akimbo). Maria Antonia’s
posture and the distribution of volumes mirror Adam’s.
Their respective clothing - he is wearing a cuirass, she
is enveloped in lush drapery - represents their status
and was thought to be timelessly classical. The green
of his coat returns in the ribbon of her high hairdo; the
curled locks of hair falling over both their shoulders, the
colour and light reflections in the metallic fabrics, the
distribution of the shadows on their respective torsos,
the rendering of texture of the velvet fabric, as well as
the convincing suggestion of movement are repeated
both in the left and right portrait. Questenberg’s natural
hazel-brown hair from his earlier portraits has given way
to a grey-white allonge-wig of the kind that had defini-
tively determined fashion in the intermediate years. The
39-year-old Count is doing well in many ways, which can
be assessed on the basis of the expansion of his building
activities and the upward course of his career. Compared
to earlier portraits, he has not only aged; his weight has
visibly increased too.

Maria Antonia has already had five pregnancies and
two babies who died at the time of Miiller’s portrayal.®
However, her appearance is characterised by a youthful
and strikingly fresh radiance. In the degree of ideali-
sation and the elaboration of her individual physiognomy
Miiller’s interpretation of her appearance clearly deviates
from one of her portraits which was most probably made
by Johann Kupezky.?® Miiller, for example, enlarged her
eyes and sculpted her nose less refined than in Kupezky’s
portrait, in which its length and curvature are highly
emphasised. Female portraits were often more idealised
than male portraits, even to such a degree that some
artists reluctantly made all women look like sisters. The
female portraits made by Miiller’s contemporary at the
Prussian court, the French painter Antoine Pesne (1683-
1757), therefore often lack individuality. One of those
idealisations concerned the complexion of women’s skin. It
was customary to paint them flawless and fair. Although
a perfect skin was extremely rare, due to, for instance,
smallpox epidemics, a pale skin often was consistent with
reality. Women should always avoid exposure to sunlight.
Any tanning indicated work outside the home; a reason
that a veil was usually worn outside. Furthermore - often
toxic — cosmetics were used to realise the desired effect.

58) See: Seifert 1724 (ibid. note 52), pp. 422-423.

59) Compare: Johann Kupezky (?), Maria Antonia von Questenberg, ca.
1718, oil on canvas, Jaroméfice Castle, inv.no. JR06162, see: Ruhe/
Vale§ 2017 (ibid. note 43), ill. p. 314, and Ruhe 2017 (ibid. note 51),
p. 14, fig. 6.

Most of Maria Antonia’s portraits are characterised by
this trait; her complexion usually stands out rather pale
in comparison to Adam’s quite blushing face. With regard
to Kupezky'’s portrayal of the Countess, Miller’s vivid
portrait of Maria Antonia also defines its own path in this
aspect. If one assumes the date in the former signature is
correct, the couple was painted in honour of their tenth
wedding anniversary.

The counterparts stemming from the Luka nad
Jihlavou estate collection (figs. 7, 8) are based on the
same portrait studies in a painted oval, although their
costumes, hairstyles and the orientation of Questenberg’s
torso have been adjusted, if compared to the previously
discussed works (figs. 5, 6).59 The wig of the Count and
Maria Antonia’s hairdo suggest a date later than 1717,
they rather appear to be from shortly after 1720. While
Adam presented himself in his portrait in cuirass as
an authoritative nobleman (fig. 5), in the Luka-portrait
(fig. 7) he wants to leave an impression of exuberance
and elegance. He achieved this by a somewhat pompous,
silver-lined red cloak drapery that hangs halfway down
his shoulders and covers his precious golden and silver
brocade jacket. Through this spatial arrangement and by
the capricious dramatic dispersion of light on the folds,
the volumes of the figures were not only increased, but
their almost motionless frontality was also given more
depth and dynamism. As a result of this, the viewer was
ultimately impressed to the maximum. As was suggested
here earlier, both these well-painted portraits are made
by or at least after Gabriel Miiller.

OTHER PORTRAITS WHICH HAVE BEEN
ATTRIBUTED TO MULLER

Gabriel Miiller, Portrait of Maria Salome von Harsdérfer,
42.6 x 31.3 cm, Germanisches Nationalmuseum,
Nuremberg, inv.no. Gm 1546
https://www.bildindex.de/document/obj00120064

Gabriel Miiller, Portrait of Sigmund Christoph Harsdérfer
(1689-1759), 1749, 42.6 x31.3 cm, Germanisches
Nationalmuseum, Nuremberg, inv.no. Gm 1545, on
loan from the Friedrich von Praun’schen Familien-
stiftung
http://portraits.hab.de/person/4871/

Gabriel Miller, Portrait of Baron Heinrich Christoph
Hochmann von Hohenau, 1747, 110.2 x92.6 cm, Kunst-
sammlungen der Stadt Nirnberg, inv.no. Gm 0055,
long-term loan to Germanischen Nationalmuseum,
Nuremberg, inv.no. Gm 826.
https://www.bildindex.de/document/obj00120065;
coll. Hagen 1778; Jack 1825 (ibid. note 5), p. 93

Gabriel Miller, Portrait of Heinrich Christoph Hochmann
von Hohenau, 110.5x93 cm, Germanisches National-
museum, Nuremberg, inv.no. Gm 780
Attribution: Safarik®’ 2014, Kiinstler (ibid. note 9),

60) For their details see: note 43.
61) Safarik’s attributions to Miiller and his identification of the sitters
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Mu 1, p. 30, fig. p. 99 (Miller); http://objektkatalog.
gnm.de/objekt/Gm780 (“unbekannt”)

Gabriel Muller, Portrait of Gottfried Eichler the younger
at the age of circa 28 (1715-1770), 80 x 62 cm, Adolf
Loos Apartment & Gallery, Prague, 4 February
2018, lot 2
Attribution: Safarik 2014, Kiinstler (ibid. note
9), Mu 2, p. 30, fig. p. 100 (Miiller/Eichler
the younger.) https://www.mutualart.com/
Artwork/The-Portrait-of-Gottfreid-Eichler-
junior/6D87C8F46E18909C

Gabriel Miiller, David with the head of Goliath, 105 x93 cm,
Muzeul de Arta Timisoara, inv.no. PMT 80 (Kupecky)
Attribution: Safarik 2014, Kiinstler (ibid. note 9), Mu
7, p- 31, fig. p. 101 (Muller) https://www.muzeul-
deartatm.ro/expozitii/expozitii-permanente/arta-
europeana/#prettyPhoto[gallery]/4/

Gabriel Miiller, Portrait of a man, 80 x61,5 cm, Auction
House Zezula, Brno, 9 April 2016, lot 103,
Attribution: Zdenék Kazlepka
https://www.invaluable.com/auction-lot/gabriel-
muller-called-kupezky-muller-1688-1760-103-c-
dfe4591974

Gabriel Miiller, Portrait of Conrad Rief3, Book of glass
masters, Library of the Germanisches National-
museum, Sign. Hs 123760, Glasermeister, Blatt 21.52
See: Griep 2007 (ibid. note 9), p. 1234: “Sein Portrait
von Gabriel Miiller befindet sich im Geschworenenbuch
der Glaser.”

Gabriel Miiller, Portrait of a merchant from Nuremberg
named Grundler, red chalk
See: Karl Sitzmann, Kiinstler und Kunsthandwerlker
in Ostfranken, vol. 12, Kulmbach 1957, p. 379:
“1758 zeichnet M. ein Rételbildnis des Niirnberger
Kaufmanns Grundler”, see also: Schad (ibid. note 24),
p- 85

(PORTRAIT) PRINTS AFTER GABRIEL MULLER,

ARRANGED BY ENGRAVER'S NAME IN CHRO-

NOLOGICAL ORDER

Georg Daniel Heumann (1691-1759): Portraits of: Johann
Gottfried von Meiern (1734-35); Friedrich Carl von
Schénborn (1735); Johann Karl Léffelholtz (1756); Georg
II., Kénig von England Kurfiirst von Hannover; Georg IIL

in this overview are being questioned by the present author for the
lack of stylistic similarities to other portraits by Miiller and/or insuf-
ficient similarities to other known effigies of the alleged protago-
nists.

62) The rather naive portrayal does not seem to be made by Miiller.
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Johann Wilhelm Windtner (1696-1765): Portraits of: Johann
Jacob Pfitzer (1731); Wolfgang Gabriel Pachelbl-Gehag
(1732); Johann Jakob Hezel (1733); Sophie Elisabeth
Reuss, Griifin Reuf3-Untergreiz (1734); Christoph Scheurl
von Defersdorf (1741); Christoph Gottfried Peller (1743);
Carl Wilhelm Marchdrencker (1743); Christoph Conrad
Schmidt (1748); Johann Carl Ebner von Eschenbach
(1749);59 Christoph Michael Kress von Kressenstein
(1753); Hieronymus Eckebrecht (1755); Paul Jacob
Marperger (1760); Sigmund Christoph Harsdorf von
Endernbach (1763)

Georg Lichtensteger (1700-1781): Portraits of: Carl Ludwig
(1749); Christophorus Birckmann (1759); Christoph
Conrad Baumgartner (1761); Frontispiece of: Johann
Salomo Semler’'s German adaptation of Bernard de
Montfaucon, L'antiquité expliquée et représentée en
figures: Griechische und Rémische Alterthiimer (1757)

Martin Tyroff (1704-1759): Verséhnung der Gegenkaiser
Friedrich von Osterreich und Ludwig von Bayern (1735);
(Mtiller & Johann Justin Preissler, drawer): Portraits
of: Philipp Ludwig Huth (1755); Johann David Kéhler
(1756)

Johann Jakob Haid (1704-1767): Portrait of Johann Georg
Pfenning (1741)

Jonas Paulus Funck (1709-1770): Portrait of Johann Eisser
(1739)

Georg Friedrich Schmidt (1712-1775): Portrait of Johann
Heinrich Burckhard (1746)

Georg Paul Nusbiegel (1713-1776), Portrait of Petrus Paulus
Werner (s.a.)

Valentin Daniel Preifiler (1717-1765): Portrait of Hans
Joachim Haller von Hallerstein (1759)

Johann Adam Schweickart (1722-1780): Portrait of Johann
Conrad Wittwer (after 1775)

Christoph Wilhelm Bock (1755-1836): Portrait of Gabriel
Miiller (1778)

DR. LILIAN C.A.M. RUHE - RADBOUD UNIVERSITY |
RU - DEPARTMENT OF ART HISTORY

63)A version in oil on parchment (the Prinzipal?) is found in the
Hausbiicher der Mendelschen und Landauerschen Zwélfbriiderhauss-
tiftungen: Amb. 317b.2° Folio 260 recto (Mendel II), Stadtbibliothek,
Nuremberg. It was made in 1744, after Ebner’s election as supervisor.
Its artist is not listed as Miiller but as “N[omen]. N[escio].” See:
https://hausbuecher.nuernberg.de/75-Amb-2-317b-260-r/data
(accessed 20 April 2019).
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PORTRETISTA A KRESLIR GABRIEL MULLER (1688-1764), ALIAS , KUPECKY-MULLER®.
ODDANY SVYM MECENASUM, NADSENY VYZNAVAC PRIRODY

Z mnoha témér zapomenutych portrétnich umeéleud, kteri v osm-
nactém stoleti nasli uplatnéni ve Svaté risi fimské, ztistava Gabriel
Miiller jednim z nejméné probadanych. O tomto portrétistovi, ktery
se vys§kolil u Jana Kupeckého (1667-1740) ve Vidni a poté asistoval
v jeho dilné, toho vime jen velmi malo. Umeéleckohistorické prirucky
zpravidla informuji o Miillerovi jen ve spojitosti s Kupeckym. Miiller
tak zustava v jeho stinu. VétSina Miillerovych portrétti je v soucas-
nosti znama predevsim diky grafickym reprodukecim.

Nejstarsi zdroje

Jednim z nejstarsich sekundarnich zdroji o tomto malifi a kres-
lifi je kniha Christiana Ludwiga von Hagedorna s nazvem Lettre a
un amateur de la Peinture z roku 1755, v niZ je Miiller kratce zminén
v kapitole o Kupeckém. Nedlouho poté se zminka o ném objevila i v Ku-
peckého Zivotopise z pera Johanna Caspara Fiissliho z roku 1758.
Ten ma ¢astecnou zasluhu na tom, Ze Miiller vstoupil do svéta déjin
umeéni pod pseudonymem ,Kupecky-Miiller®, ktery jej neoddélitelné
poji s jeho ucitelem. Dle jedné teorie mél na starosti drapérie odévii na
Kupeckého portrétech, zatimco jiny vyklad se opira o tvrzeni, Ze tohoto
¢eského umeélce doslovné kopiroval, cozZ je tfeba chapat tak, Ze vytva-
rel vérné kopie Kupeckého de€l. Goéttingensky historik uméni Johann
Dominik Fiorillo ve své knize Geschichte der Zeichnenden Kiinste uva-
di, Ze Miiller v roce 1723 nésledoval Kupeckého z katolické Vidné do
luterdnského Norimberku v Bavorsku, kde se usadil natrvalo. Miiller
mél vlastni zakazky, ale s Kupeckym i nadale spolupracoval.

Zivot

S vyjimkou struénych zprav a prirucek jako je Thieme-Becker
zminuje moderni literatura umeélce jen velmi okrajové. Griebtv Le-
xicon of Nuremberger Artists v8ak shrnuje néktera zajimava genealo-
gicka fakta tykajici se Miillerova data narozeni a jeho dalsiho Zivota.
Svou zasluhu na tom maji i Hagedorn a Heidrun Ludwig. Gabriel
Miiller se narodil 28. prosince 1688 v Ansbachu. Jeho otcem byl ko-
var Georg Miiller, ktery ptisobil na braniborsko-ansba$ském dvore.
Ten se v roce 1734 stal norimberskym méstanem a dva roky poté se
oZenil s o jeden4ct let mladsi Rosinou Catharinou Riefovou. Jestli
meél tento pomérné zraly par déti, ztistavalo aZ doposud zahaleno
tajemstvim. Ze zdznamu o kitech u sv. Sebalda v Norimberku vSak
Ize vy¢ist, Ze jejich prvni a posledni syn Johann Gabriel byl pokrtén
10. srpna roku 1738.

Univerzitni knihovna v Erlangenu dodnes uchovava Miillerovu
korespondenci sestavajici ze ¢tyf dopisti adresovanych renomované-
mu sbérateli a pfirodovédci Johannu Ambrosiu Beurerovi (1716-1754).
V dopisech, kde se mimo jiné piSe o lasturach, se dozvidame i podrob-
né informace o Mullerové chatrném zdravi. Vice nez deset let pred
smrti jej postihla chronicka choroba, jak vyplyva z jeho dopisu ze dne
10. ¢ervna 1751, v némzZ Miiller popisuje, Ze nedokazal vstat z postele
na vic jak necelou hodinu denné. Kromé bolesti kolen a nohou si sté-
Zoval na nesnesitelné bolesti moc¢ovych cest. Dalsi diikaz téchto poli-
tovanihodnych okolnosti 1ze najit v Niirnbergischen Miinz-Belustigun-
gen od Georga Andrease Willa: ,Noch lebt ein Schiiler von [Kupezky]
bey uns, der ihm Ehre macht. Wie sehr wiinschten wir, daf8 dieser
trefliche Mann in gestindern und gliicklichern Umsténden lebte! Es
ist Herr Gabriel Miiller, den man nur insgemein den Kupefky-Miiller
nennt. Po umeélcové smrti a pohrbu, ktery se konal 8. listopadu, se
o jeho horkém konci Will zminil znovu, avSak vynechal podrobnosti:

.Der fiirtrefliche Schiiler des Kupefky, Gabriel Miiller, ist im Monate
November dieses 1764sten Jahres leider auch, und zwar in harten
Umstdnden und nach vielem Leiden gestorben.”

,Kupecky-Miiller* - nasledovnik Kupeckého
S jistotou Ize tvrdit, Ze poté co se Miiller u Kupeckého vyskolil, Zil
a pracoval povétsinou ve Vidni, prfedevsim pak poté, co se stal asis-
tentem svého mentora. KdyZ Miiller po roce 1723 nésledoval Kupec-
kého do Norimberku, patfili mezi jeho zakazniky pfislusnici Slechty,
méststi urednici i bohati méstané z mésta i okoli. Po Kupeckého smrti
v roce 1740 Miillerovi svérovali své zakazky klienti jeho byvalého mis-

tra, jako napt. Haller von Hallersteinové ¢i rodina Wittwert. K dal$im
zdkazniktim patfili Karl Wilhelm Friedrich, markrabé braniborsko-
ansbassky (1712-1757), ¢len rodiny, pro niZ Kupecky drive pracoval.
Diky vyjimeéné femeslné zrucnosti povolal Leopold Retty, naroény
Baudirektor ansbasského dvora, v roce 1736 Miillera do Triesdor-
fu, aby namaloval portrét markrabéte a jeho rodiny pro anglickou
kralovnu. Markrabé Karl Wilhelm Friedrich byl vSak velmi neklidny
a nedokazal dostate¢né dlouho stat modelem, coZ Miillera nebyvale
roz¢ilovalo a zapri€inilo, Ze portrét musel dokonéit aZ po svém navra-
tu do Norimberku.

Umeélecti rytci, kteri prevadéli Miillerovy kreslené a malované
portréty do grafické podoby, rovnéz pusobili pfevazné v Norimberku.
Miller vSak obc¢as pracoval také s médirytcem a tviircem mezzotint
Johannem Jakobem Haidem (1704-1767) z Augsburgu a s Berlinia-
nem Georgem Friedrichem Schmidtem (1712-1775), ktefi byli tehdy
velmi Zadani. Jako nejplodn€jsi se nakonec ukézala spolupréce s Jo-
hannem Wilhelmem Windtnerem (1696-1765) z Norimberku - v le-
tech 1731-1763 vzniklo nejméné tfinact portrétti. Seznam uméle,
kteri prevadéli Miillerova dila do grafické podoby, je uveden v zavéru
tohoto eseje.

VsSestranné umeélecké kvality

Jednou ze zvlaStnosti, ktera dotvari obraz o Miillerovi jako ¢loveé-
ku a umeélci, je jeho zaliba ve sbéru a kresleni schranek exotickych
hlemyzdu a lastur. Tato méné znadma stranka jeho umeéni, stejné ja-
ko Siroké znalosti o této problematice, mu vynesly druhy pridomek,
ktery se dokonce objevuje na rytiné jeho portrétu: ,Amator rerum
naturalium® (obr. 1). Nikterak proto neprekvapi, Ze ho sbératelé pii-
rodnin Zadali o detailni kresby do svych knih, které o této spolecné
zalibé publikovali. Miiller tak napriklad vytvoril sedm listii s kresba-
mi lastur, které Franz Michael Regenfuf3 prevedl do grafické podoby
a ouzil do své publikace Auserlesene Schnecken, Muscheln und andere
Schaalthiere (Stadtbibliothek, Nuremberg). Miiller, jenZ se v matri¢nich
zdznamech o kitu, kde je uveden jako kmotr, tituluje jako ,Kunstma-
hler u[nd] Contrefeijer, maloval také zatisi s lasturami na médéném
plechu nebo na drevé a ¢asto vytvarel protéjskové obrazy. Dvé takova
dila jsou soucasti rozsahlé sbirky Johanna Jacoba Hertela v Norim-
berku. V lexikografickych pracich o ilustratorech zoologickych knih
se vSak Miillerovi nedostalo témeét Zadné pozornosti.

Millerovou dalsi prestizni zakazkou, které dosud nebyla vénovana
pozornost, byl navrh frontispisu, ktery dle Miillerovy piedlohy vyryl
Georg Lichtensteger pro némeckou adaptaci slavného dila Bernarda
de Montfaucona s nazvem Antiquité expliquée et représentée en figures
(Paiiz, 15 svazki, 1719-1724), vydaného v roce 1757 pod ndzvem Grie-
chische und rémische Alterthiimer. Miller navic pro publikaci vytvoril
podle Montfauconovych antickych motivti 150 perokreseb, které opét
do grafické podoby prevedl Lichtensteger. Album s originaly téchto
kreseb se objevilo na francouzském trhu teprve nedavno. Dobovy
napis na predni strané doklada jeho vysokou hodnotu, ktera odpo-
vidala roénimu platu: ,Diese hirinen liegende 150 Zeichnungen nebst
den Titel, so zu dem Montfauconischen Werlk gehérend, sind alle von der
Hand des Herrn Gabriel Miillers gezeichnet, es haben 600 F [guilders]
gekostet”. Miillerova spoluti€ast na projektu je tak dalsim dokladem
jeho vSestrannosti i kreslifského nadéni.

Miillerovy (auto)portréty

Miillertav vzhled zname z rytiny Christopha Wilhelma Bocka z ro-
ku 1778, kterd iidajné vychazi z kresby umélcova autoportrétu z roku
1758, kde je zachycen ve véku sedmdeséti let (obr. 1). Graficky portrét
jej znazornuje ve dvoji poloze, jako sbératele a malife/portrétistu. To,
Ze kompozice rytiny nepredstavuje vlastni ¢i vérnou reprodukci auto-
portrétu, ale spiSe jakousi pastiSovou portrétni smésici, kterou rytec-
vydavatel vytvoril ¢trnéct let po Miillerové smrti v roce 1764 (srov. obr.
4), rovnéZ potvrzuje i datace na portrétu Zeny zobrazené na stojanu
za malifem. Vysoky uces této damy, kterou je norimberska malifka
Regina Catharina Sengova (1756-1786), nepriSel do médy drive neZ na
konci Sedesatych let 18. stoleti. Neni proto mozZné, aby byl namalovan
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ve stejnou dobu jako autoportrét z roku 1758. Kromé toho existuji dva
dalsi stavy této rytiny: jeden, ktery zobrazuje pozménény portrét na
malifském stojanu a druhy, na némzZ bylo platno na stojanu vybéleno,
a to na zékladé oficidlni stiZnosti Sengové, podle niZ ji Bock vykreslil
jakoby trpéla strumou, coZ také ziejmé doklad4, Ze kompozice rytiny
byla dilem grafika.

Druhy portrét, provizorné nazvany Gabriel Miiller, vytvoril Jan
Kupecky (obr. 2). Toto vyobrazeni malire, které je dnes uloZeno v no-
rimberském Germanisches Nationalmuseu (ve mésté doloZeno jiZ od
roku 1778), bylo ptivodné pokladano za portrét Kupeckého kolegy
a pritele Davida Hoyera (1667-1720), pozdé&ji za portrét Kupeckého
studenta Christiana Benjamina Miillera (1690-1758) a jesté pozdé&ji
jednoduSe oznaceno jako ,Brustbild des Malers Miiller*. Teprve v ro-
ce 1928 prisel Eduard Safafik s tvrzenim, Ze onim portrétovanym je
Gabriel Miiller. V nejnovéjsi publikaci, kterd o portrétu pojednava, bylo
toto oznageni pfijato, i kdyZ s otaznikem, jenZ doplnil Safariktv vnuk.
K této hypotéze se priklani i autor online katalogu. VySe uvedena ry-
tina predstavujici umélce ve véku sedmdesati let (obr. 1) vSak vyvola-
vé vazné pochybnosti o predchozim urc¢eni Gabriela Miillera. Kromé
vékového rozdilu to vypada, Ze oba portréty zobrazuji zcela odlisné
osoby, které se sobé priliS nepodobaji: tvar lehce doli zakfiveného
nosu na Bockové rytiné a mirné zvednuta $picka nosu na Kupecké-
ho olejomalbé (obr. 2) se natolik zdsadné rozchazeji, Ze neni mozZné,
aby $lo o stejného muze. Na druhé strané vSak tato fyziognomie vice
odpovida rytiné autoportrétu a Preisslerovu portrétu Christiana Ben-
jamina Miillera (1690-1758) (obr. 3), jak uvedl Christoph Gottlieb von
Murr jiZ v roce 1784.

Dle tvrzeni Ludwiga se tfeti portrét Gabriela Miillera nachazi
v Museu der bildenden Kiinste v Lipsku - je vyveden kfidou a jeho
autorem je Georg Martin Preissler (obr. 3). Jedna se vSak o nesprav-
nou atribuci: jak jiZ bylo uvedeno, tato prace na papife zobrazuje vyse
zminovaného draZdanského dvorniho malife a Kupeckého Zdka Chris-
tiana Benjamina Miillera, ktery stejné jako Gabriel pravidelné maloval
portréty, jeZ nasledné ruzni autori prevadéli do grafické podoby. Téhoz
Christiana Benjamina zminuje také Hagedorn jako jednoho ze dvou
talentovanych Zakti Kupeckého, kteri maji stejné prijmeni. Christian
Benjamin byl ptivodné Zakem Samuela Bottschilda (1641-1706), draz-
danského dvorniho malife, ktery v§ak odeSel do Norimberku, aby si
pod vedenim Kupeckého v letech 1726-1732 zdokonalil technické do-
vednosti olejomalby. Tento vSestranny ,Portriat- und Miniaturmaler,
Radierer, Landschaftszeichner” maloval také naboZenskeé a historické
obrazy a fresky, avSak proslavil se pfedevsim svymi kresbami inspiro-
vanymi Rubensovymi 39 nastropnimi malbami v jezuitském kostele
v Antverpach, které shorely poté, co kostel kratce po jejich dokon¢eni
zasahl blesk. Stejné jako Gabriela, i Christiana Benjamina trapila
choroba, ktera mu v poslednich letech Zivota bréanila ve vykonu jeho
profese. Je patrné, Ze oba Miillerové, Gabriel i Christian Benjamin,
byvaji v literatufe ¢asto zaménovani, nebot oba byli nositeli stejného
prijmeni a oba se vyskolili u Kupeckého.

Ctvrty portrét Ize naproti tomu bezpe&né oznaéit jako autoportrét
Gabriela Miillera. Obraz byl ptivodné v soukromé sbirce ve Fiirthu
pobliZ Norimberku, avSak v roce 1988 byl odcizen (obr. 4). Na tomto

Lportrétu sbératele” je vyobrazen sedici muz v kratkém leZérnim ,do-
mécim” obleku se sbirkou lastur vysklddanou na stole pred sebou,
pricemz nejvétsi exemplar drZi v ruce. Ackoli nelze ovérit, Ze dité
v popredi predstavuje Zenskou protagonistku z rytiny (obr. 1), o éemZz
se nas snazi presvédcit sugestivni nazev Selbstbildnis mit Regina
Katharina Seng im Kindesalter (?), muZova fyziognomie, a¢ stranové
prevracend, velmi odpovida Miillerovi na Bockové rytiné. Vedle této
nezndmé kresby mohl byt jejim vychodiskem i portrét pochazejici
z Furthu. Jak tvar nosu, tak i nasolabialni ryha a celkovy vyraz tvare
vykazuji presvédcivé shody.

Dalsi portrét Gabriela Miillera nakreslila rudkou jiZ dfive zminé-
na norimberska umélkyné Regina Catharina Sengova. Portrét je zna-
my diky aukci sbirky knih a uméni obchodnika Johanna Andrease
Bornera z Norimberku, kter4 probéhla 28. listopadu 1864 v Lipsku
a kde byla kresba nabizena k prodeji pod ¢islem 201. Jak je uvedeno
v katalogu, byla podepsana Miillerovym jménem.

Z toho vyplyva, Ze v soucasnosti existuji pouze dvé zndma dila -
alespon diky vyobrazeni - ktera 1ze bezpe¢né oznacit za portréty Ga-
briela Miillera (obr. 1, 4).
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Miiller v Jaroméficich

Miiller Kupeckého doprovazel na rtizné dvory, kde se nejen po-
dilel na zakazkach jako jeho asistent, ale téZ pracoval samostatné
jako portrétista a kopista. Jeho pobyt na dvore hrabéte Jana Adama
z Questenberka v letech 1715-1720 v Jaroméricich nad Rokytnou, kde
je doloZen i jako Questenberktiv dvorni maliF, jisté souvisel s kontakty,
které Kupecky v predchozich letech navazal. Pro hrabéte pravdépo-
dobné pracoval jiZ v roce 1713, protoZe tehdy Miiller v Jaroméricich
konvertoval z protestantské na katolickou viru. Kromé portréta hra-
béte z Questenberka a jeho Zeny (obr. 5, 6) Miiller rovnéz vytvoril kopii
znamého Portrétu hrabéte Questenberka s loutnou od Jana Kupeckého.
Questenberkutiv oficialnéjsi Celofigurdlni portrét pred zdmkem je rovnéz
tradiéné ptripisovan Miillerovi, pfestoZe se vyobrazena fyziognomie,
predevsim pak tvar nosu, zietelné odliSuje od signovaného portrétu
(obr. 5). V zamecké sbirce, ktera se ptivodné nachazela v Lukach nad
Jihlavou a drive patfila Kounictim, jsou dvé varianty dfive zmiro-
vanych portrétt hrabéciho paru (obr. 5, 6), které nepochybné také
namaloval Miiller (obr. 7, 8). A¢koli inventare questenberského dvo-
ra eviduji celou fadu (kopii) portrétt, u vétSiny bohuzel schazi jmé-
no autora ¢i totoZnost portrétovanych osob. Mnoho velmi kvalitnich
portréta, které se nachazeji v zamku a jeho depozitafi a které Miiller
namaloval ¢i vytvoril kopie dle originalt (tzv. Prinzipalen) jinych vyni-
kajicich mistru, napt. Franze van Stamparta (1675-1750), vSak stale
¢eka na presné urceni autorstvi.

Hrabé Questenberk dokézal nejen ocenit Miillerovy malirské
kvality, ale také dal na jeho tisudek i v jinych oblastech uméni, jak
dosvédcuje napriklad rada, kterou od umélce obdrzel v roce 1716, kdy
mu predloZil plany pro stavbu kostela. Kromé toho hrabé trval na tom,
aby Miiller uéil v portrétnim uméni mistni umeélce, napft. sirotka Jana
Josefa Setinského, ktery se u néj vyskolil v roce 1722 po svém navra-
tu z Vidné (1720). Po roce 1723 Miillerovu funkci na questenberském
dvore prevzal malif Jean Baptist Glunck (1696-1774). PrestoZe Miiller
dlouhou dobu pracoval pro Slechtice, kteri stfidavé pobyvali ve Vidni
a na svych venkovskych panstvich, nebyla o ném v cisarském meésté
prozatim nalezena Zadné zminka.

Jan Adam z Questenberka (1678-1752)

Zaznam o kitu Jan Adama z Questenberka je spojen s datem
24. unora 1678, kdy je uveden v matri¢ni knize kostela sv. Stépana
ve Vidni a kde se dozvidame, Ze se narodil Janu Antoninu z Questen-
berka a Marii Katefiné z Questenberka, rozené ze Stadlu. Jeho déde-
¢ek Gerhard pochézel z prastarého rodu z Kolina nad Rynem a stal se
prvnim Questenberkem, ktery vstoupil do habsburskych sluZeb. Ze
vsech statku, které rodina ziskala ve vychodnich Cechach, na Moravé
a v dolnim Rakousku si Adamuv otec zvolil za své hlavni sidlo Jaromeé-
rice nad Rokytnou. KdyZ v roce 1686 Adam priSel o oba rodice, stal se
jeho poruénikem bratranec z otcovy strany, Leopold Josef z Lamberka
(1654-1706). V roce 1696 Questenberk dokon¢il studia filozofie (ve Vidni)
a prav (v Praze) a nasledné byl na zakladé dédi¢ného prava povysen do
Slechtického stavu. Poté se vypravil na triletou kavalirskou cestu, béhem
niZ navstivil Némecko, Nizozemi, Anglii, Francii a Italii. Po navratu do
Vidné zah4jil svou kariéru u dvora: v roce 1702 se stal dvornim radou
(Hofrat), v roce 1706 riSskym dvornim radou (Reichshofrat), a v roce 1723
skute¢nym tajnym radou (wirklicher Geheimer Rat) a komotim cisarské
a kralovské milosti (k. k. Kédmmerer). Jeho strmé stoupajici kariéra se
z nejasnych (snad osobnich) divodi zastavila ve chvili, kdy byl roku
1736 jmenovan hlavnim cisafskym komisafem (Prinzipallkommissar) mo-
ravského zemského snému - tuto méné prestizni funkci prijal ponékud
zdrahavé. Presto se 22. listopadu 1740 objevil mezi tfinécti €leny vyboru
pro inauguraci Marie Terezie. Questenberkuv Zivotopis byl jesté pred
jeho smrti v roce 1741 uverejnén v Zedlerové Lexikonu, kde byl uveden
s celym svym titulem. Adam se Zenil dvakrat: poprvé si v roce 1707 vzal
hrabénku Marii Antonii z Truchsess-Waldburgu, Friedbergu a Scheeru
(1691-1736). Jeho druhou Zenou se v roce 1738 stala hrabénka Marie
Antonie z Kounic (1708-1778), sestra Vaclava Antonina z Kounic. Ze Sesti
déti, které vzesly z prvniho manzelstvi, se dospélosti doZila pouze Marie
Karolina (1712-1750). Vzhledem k tomu, Ze jeho druhé manzelstvi bylo
bezdétné a jeho jedind dcera zemfela bez potomku, prenechal Adam
nejen svilj majetek, ale také jméno a rodinny erb synovi svého §vagra
Véaclava, k ¢emuz ziskal zvlastni povoleni od Marie Terezie. Adam se za-
psal do historie jako velmi talentovany hudebnik, mecenas, stavebnik a
osviceny a lidsky panovnik. Jeho rod vymfel 10. kvétna 1752.
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Marie Antonie z Questenberka, rozené hrabénka z Truchsess-
Waldburgu, Friedbergu a Scheeru (1691-1736)

Dne 8. biezna 1707 se Adam oZenil s Marii Antonii Ferdinandou
Rosou, narozenou 30. srpna 1691 a dle dobového zdroje znamou ja-
ko ,des heil. Rom. Reichs Erb-Truchsetzin und Grafin von Friedberg
zu Scheer”. Po svatbé se Sestnactiletd hrabénka stala dvorni damou
cisarovny Amadlie Vileminy (1673-1742). Ovdovéla cisarfovna Eleonora
Magdalena Falcko-Neuburské (1655-1720) ji 3. kvétna 1708 udélila
rakousky Rad hvézdového kiiZe. Marie Antonie mé tento symbol nej-
vy$siho vyznamenéni pro Slechti¢ny na sobé pouze na jediném z do-
chovanych portrétii. V souladu se svym spolec¢enskym postavenim se
Marie Antonie pravidelné ti¢astnila Slechtickych zabav, jak doklada
jeji pritomnost na slavnostnich jizdach na sanich a maskarnich ba-
lech. Stejné jako jeji manZel a dcera, i ona rada navstévovala hudeb-
ni a operni predstaveni. Jejich manzelstvi, v némz pét déti zemrelo
v kojeneckém ¢i détském veéku, nebylo vzdy Stastné, avSak za hlavni
divod manZzelskych neshod se ¢asto povaZuje spiSe hrabénéino bez-
uzdné utraceni za Sperky a garderobu. Zemfela 26. listopadu 1736
v Jaroméricich.

Miillerovy portréty Jana Adama z Questenberka a Marie
Antonie z Questenberka, rozené z Truchsess-Waldburgu,
Friedbergu a Scheeru

Autorem dvojice obrazt zachycujicich hrabéte Questenberka a je-
ho Zenu v roce 1717 je Gabriel Miiller, jak ostatné napovida signatura
(obr. 5, 6). Na portrétu hrabéte se zachoval podpis i rok ,Gabriel Miil-
ler fec:/ Aox 1717 (obr. viz vyobrazeni v ¢lanku LuboSe Machacka).
Portrét Marie Antonie byl v minulém stoleti kompletné restaurovéan,
diky ¢emuZ se Zadné zbytky signatury nedochovaly. Ptivodni signa-
tura udajné znéla takto: ,Gabriel Miiller fecit 1717, Zajimavosti je, Ze
oba portréty jsou ztvarnény jako polopostavy na obdélnikovych pod-
lozkach, avSak v malovanych ovalech, jeZ vytvareji dojem ramu, coz
byl tehdy oblibeny koncept portrétt v zameckych sbirkach.

Portréty part jsou tradi¢né pojimany jako protéjSky: Zena je ob-
vykle vyobrazena vlevo od muze — brano z pohledu portrétované oso-
by - protoZe jako zastupkyné slabsiho pohlavi musela zaujimat méné
vyznamnou levostrannou (latinsky ,sinister®) pozici. Pro jesté vétsi
zdtiiraznéni hierarchického radu mezi muzi a Zenami si malif také
lehce pohrél s pohledem divaka. Adam, jehoZ hlava je mirné pozved-
nuta, shliZi doltl na divaka, zatimco skromnéjsi pozice hlavy Marie
Antonie je pojednana tak, Ze na ni divak vZdy pohliZi trochu shora,
takZe se jejich pohledy nikdy pfimo nestfetnou. Kompozice portrétta
jsou peclivé sladény, pricemz jednotlivé motivy vykazuji cetné paralely.
Kuprikladu hlavy Adama a Antonie jsou nasmérovany k sobég, jejich
téla se vSak odklanéji jak vzajemné od sebe, tak od divaka. Viditelné
¢asti Adamovych pazi jsou dostatecné velké na to, aby zdtraznily jeho
muznost, tzv. renesanéni loket (ruce v bok). Postoj i objemové rozloZeni
postavy Marie Antonie zrcadlové odpovidaji Adamovi. Jejich oblece-
ni-on v kyrysu, ona v okazalé r6bé - reprezentuje jejich spolecenské
postaveni a bylo povaZovéano za klasické a nad¢asové. Zelend barva
Adamova kabatu se opakuje na stuze Antoniina vysokého drdolu:
u obou portrétovanych nachazime kucery kaderi spadajici na ramena,
odrazy barev a svétla na kovové lesklych latkach, rozloZeni stinti na
télech, ztvarnéni textury sametové latky i presvédéivy ndznak pohy-
bu. Questenberkovy ofiskové hnédé vlasy zndmé z jeho predchozich
portrétu zustaly skryty pod alonZovou parukou, ktera zcela urcovala
moédni smér tohoto obdobi. Devétatricetiletému hrabéti se dafi v mno-
ha smeérech, coZ Ize odvodit z jeho rozsdhlé stavebni ¢innosti a stou-
pajici kariéry. V porovnani s jeho prfedchozimi portréty mu pribyla
nejen léta, ale i Kkila, jak je patrné na prvni pohled.

Marie Antonie méla v dobé€, kdy ji Miller portrétoval, za sebou
jiz pét téhotenstvi a dvé zemrtelé déti. Z jejtho vzhledu vSak vyzaruje
mladi a svéZest. Pokud jde o miru idealizace a ztvarnéni Mariiny fy-
ziognomie, je Miillerovo pojeti viditelné odliSné od jinych jejich portré-
tu, které pravdépodobné namaloval Jan Kupecky. Miiller ji napriklad
zvétsil oci, avSak nos nevymodeloval do takovych detaild, jak je to-
mu na Kupeckého portrétu, kde je zdiraznéna jeho délka i zakriveni.
Damské portréty se idealizovaly ¢ast€ji neZ panské, dokonce do takové
miry, Ze n€kteri umé€lci s jistym sebezapfenim malovali Zeny tak, Ze
si byly vSechny podobné jako sestry. Portréty dam, které namaloval
Millertiv souc¢asnik na pruském dvore, francouzsky malif Antoine
Pesne (1683-1757), tak ¢asto postradaji osobitost. Jeden z prvk ide-

alizace se tykal pokozky dam. Znézornovat ji jako dokonalou a svét-
lou patrilo k dobovému zvyku. Ac¢koli dokonala plet byla nesmirné
vzacna, napiiklad kvuali epidemii neStovic, bleda plet mnohdy odpo-
vidala realité. Bylo zvykem, Ze se Zeny vyhybaly slune¢nim paprsktim.
Jakykoli naznak opdleni prozrazoval préaci venku, proto pfi pobytu
v exteriéru Zeny nosily zavoj. K dosazZeni pozZadovaného efektu svétlé
pleti navic pouZivaly kosmetiku, ¢asto toxickou. Pro vétSinu portré-
ti Marie Antonie je tento rys prizna¢ny - jeji bleda pokoZka obvykle
kontrastuje s Adamovym nacervenalym obli¢ejem. V porovnani s Ku-
peckého portrétem hrabénky prozrazuje Miillertiv svéZi portrét Marie
Antonie jeho vlastni styl, ktery si zvolil. PovaZzujeme-li datum ptivodni
signatury za spravné, pak byl par portrétovan u prilezitosti desatého
vyrodi jejich snatku.

ProtéjSkové obrazy pochézejici ze sbirky zamku Luka nad Jih-
lavou (obr. 7, 8) vychazeji ze stejné portrétni studie v malovanych
ovalech, i kdyZ v porovnani s vySe popsanymi pracemi byly kostymy,
ucesy a natoceni Questenberkova trupu pozménény (obr. 5, 6). Paruka
hrabéte a tices Marie Antonie ukazuji na pozdé€jsi datum vzniku, spise
nez v roce 1717 kratce pred rokem 1720. Zatimco na tomto portrétu je
Adam znézornén jako Slechticky viidce v kyrysu (obr. 5), na portrétu
z Luk nad Jihlavou (obr. 7) chce vyvolat dojem okéazalosti a elegan-
ce. To se mu dari diky pon€kud pompézni drapérii ¢erveného plaste
se stfibrnym lemem, ktery mu splyva s ramen a naptil zakryva jeho
bohaté€ zlatem a stfibrem zdobeny brokéatovy kabatec. Diky takové-
mu prostorovému usporadani a nepredvidatelnému rozptyleni svétla
v zdhybech dochazi nejen k zvySeni objemu figur, ale dodava to vétsi
hloubku a dynamiku jejich téméf nehybné frontalité. To v divakovi
zanechéva velmi silny dojem. Jak jiZ bylo naznaceno vyse, oba tyto
skvéle namalované portréty jsou dilem Gabriela Miillera nebo pri-
nejmensim jeho napodobitele.

Dalsi portréty pripisované Miillerovi

Gabriel Miiller, Portrét Marie Salome z Harsdorferu, 42,6 x 31,3 cm,
Germanisches Nationalmuseum, Nuremberg, inv. ¢. Gm 1546
https://www.bildindex.de/document/obj00120064

Gabriel Mtller, Portrét Sigmunda Christopha Harsdorfera (1689-1759),
1749, 42.6 x 31.3 cm, Germanisches Nationalmuseum, Nurem-
berg, inv. ¢. Gm 1545, zapujéeno do Friedrich von Praun’schen
Familienstiftung
http://portraits.hab.de/person/4871/

Gabriel Miiller, Portrét barona Heinricha Christopha Hochmanna von
Hohenau, 1747, 110.2 x 92.6 cm, Kunstsammlungen der Stadt
Niirnberg, inv. ¢. Gm 0055, dlouhodobé zaptijceno do Germanis-
ches Nationalmusea, Nuremberg, inv.no. Gm 826.
https://www.bildindex.de/document/obj00120065; coll. Ha-
gen 1778; Jack 1825, s. 93

Gabriel Miller, Portrét Heinricha Christopha Hochmanna von Hohenau,
110,5 x 93 cm, Germanisches Nationalmuseum, Nuremberg, inv.
¢. Gm 780
Atribuce: Safafik 2014, Kiinstler, Mu 1, s. 30, obr. s. 99 (Miil-
ler); http://objektkatalog.gnm.de/objekt/Gm780 (,unbe-
kannt®)

Gabriel Miller, Portrét Gottfrieda Eichlera mladsiho ve véku asi 28 let
(1715-1770), 80 x 62 cm, Adolf Loos Apartment & Gallery, Pra-
ha, 4. 2. 2018, polozka ¢. 2
Atribuce: Safafik 2014, Kiinstler, Mu 2, s. 30, obr. s. 100 (Miil-
ler/Eichler mladsi) https://www.mutualart.com/Artwork/The-
Portrait-of-Gottfreid-Eichler-junior/6D87C8F46E18909C

Gabriel Miiller, David s hlavou GolidSe, 105 x 93 cm, Muzeul de Arta
Timisoara, inv. ¢. PMT 80 (Kupecky)

Atribuce: Safafik 2014, Kiinstler, Mu 7, s. 31, obr. s. 101 (Miil-
ler) https://www.muzeuldeartatm.ro/expozitii/expozitii-per-
manente/arta-europeana/#prettyPhoto[gallery]/4/

Gabriel Miuller, Portrét muze, 80 x 61.5 cm, Aukéni diim Zezula,
Brno, 9. 4. 2016, polozka ¢. 103, Atribuce: Zdenék Kazlepka
https://www.invaluable.com/auction-lot/gabriel-muller-cal-
led-kupezky-muller-1688-1760-103-c-dfe4591974

Gabriel Muller, Portrét Conrada Rief3e, Kniha sklarskych mistr,
Knihovna Germanisches Nationalmusea, Sign. Hs 123760, Gla-
sermeister, Blatt 21. Viz Griep 2007, s. 1234: ,Sein Portrait von
Gabriel Miiller befindet sich im Geschworenenbuch der Glaser.”

Gabriel Muller, Portrét obchodnika z Norimberku jménem Grundler,
kresba rudkou, viz Karl Sitzmann, Kiinstler und Kunsthandwer-
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Icer in Ostfranken, sv. 12, Kulmbach 1957, s. 379: ,1758 zeichnet
M. ein Rotelbildnis des Nurnberger Kaufmanns Grundler®, viz
také Schad, s. 85

(Portrétni) rytiny dle pfedlohy Gabriela Miillera, chronologic-

ky uspofadany jmenny seznam rytcu:

Georg Daniel Heumann (1691-1759): Portréty Johanna Gottfrieda von
Meiern (1734-35); Friedricha Carla von Schénborn (1735); Johanna
Karla Loffelholtze (1756); Georga II., Kénig von England Kurfiirst
von Hannover; Georga III.

Johann Wilhelm Windtner (1696-1765): Portréty Johanna Jacoba
Pfitzera (1731); Wolfganga Gabriela Pachelbl-Gehaga (1732); Jo-
hanna Jakoba Hezela (1733); Sophie Elisabeth Reussové, Grdfin
Reuf3-Untergreiz (1734); Christopha Scheurla von Defersdorf (1741);
Christopha Gottfrieda Pellera (1743); Carla Wilhelma Marchdrenc-
Icera (1743); Christopha Conrada Schmidta (1748); Johanna Carla
Ebnera von Eschenbach (1749); Christopha Michaela Kresse von
Kressenstein (1753); Hieronyma Eckebrechta (1755); Paula Jacoba
Marpergera (1760); Sigmunda Christopha Harsdorfa von Endern-
bach (1763)

Georg Lichtensteger (1700-1781): Portréty Carla Ludwiga (1749); Chris-
tophora Birckmanna (1759); Christopha Conrada Baumgartnera
(1761); Frontispisy Johanna Salomoa, Semlerova némeckd adaptace
Bernarda de Montfaucona, L'antiquité expliquée et représentée en

figures: Griechische und Rémische Alterthiimer (1757)

Martin Tyroff (1704-1759): Verséhnung der Gegenkaiser Friedrich von
Osterreich und Ludwig von Bayern (1735); (Miiller & Johann Justin
Preissler, kreslif): Portréty Philippa Ludwiga Hutha (1755); Johan-
na Davida Kéhlera (1756)

Johann Jakob Haid (1704-1767): Portrét Johanna Georga Pfenninga
(1741)

Jonas Paulus Funck (1709-1770): Portrét Johanna Eissera (1739)
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Georg Friedrich Schmidt (1712-1775): Portrét Johanna Heinricha
Burckcharda (1746)

Georg Paul Nusbiegel (1713-1776), Portrét Petruse Pauluse Wernera
(s.a.)

Valentin Daniel Preifler (1717-1765): Portrét Hanse Joachima Hallera
von Hallerstein (1759)

Johann Adam Schweickart (1722-1780): Portrét Johanna Conrada
Wittwera (po 1775)

Christoph Wilhelm Bock (1755-1836): Portrét Gabriela Miillera (1778)

OBRAZKY

Obr. 1: Christoph Wilhelm Bock (1755-1836), podle predlohy Gabriela Miil-
lera, Portrét Gabriela Miillera, 1778, médiryt, 273 x 200 mm, Hamburger
Kunsthalle, graficky kabinet, inv. ¢. 63146

Obr. 2: Jak Kupecky (1666-1740), Portrét Christiana Benjamina Miillera,
olej na platné, 89.5 x 70.5 cm, Nuremberg, Germanisches Nationalmuse-
um, inv. ¢&. GM 456

Obr. 3: Georg Martin Preissler (1700-1754), Portrét Christiana Benjamina
Miillera pred malifskym stojanem, ¢ernd a modra krida na papire, 322 x
255 mm, Leipzig, Museum der bildenden Kiinste, inv. ¢ 138

Obr. 4: Gabriel Miiller, Autoportrét se sbiricou lastur a divkou, olej na plat-
né, 77x 65 cm, souc¢asné umisténi neznamé

Obr. 5: Gabriel Miiller, Portrét Jana Adama z Questenberika, 1717, olej na
pldtné, 87 x 67 cm, zamek Jaromérice nad Rokytnou, inv. ¢. JRO5887
Obr. 6: Gabriel Miiller, Portrét Marie Antonie z Questenberka, 1717, olej na
pldtné, 87 x 67 cm, zamek Jaromérice nad Rokytnou, inv. ¢. JRO0576
Obr. 7: Gabriel Miiller, Portrét Jana Adama z Questenberka, olej na pldatné,
89 x 68 cm, sbirka Luka nad Jihlavou, zdmelk Jaromérice nad Rokytnou,
inv. ¢. JRO5331

Obr. 8: Gabriel Miiller, Portrét Marie Antonie z Questenberka, olej na plat-
neé, 87.5 x 68 cm, sbirka Luka nad Jihlavou, zamek Jaromérice nad Ro-
kytnou, inv. ¢. JRO5334
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