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In the autumn of 2006, more than

half a century after the Second World

War compelled its closure, the Berlin

Museums’ Sculpture Collection could

once again been seen in its entirety.

Its home, which opened in 1904 as

the Kaiser Friedrich Museum, has

borne the name of its first director,

Wilhelm von Bode, since 1957. The

partition of Germany after the Second

World War was mirrored in the

history of the Bode Museum: until

German reunification, its collection

was distributed between two

different locations in East and West

Berlin. Artworks that remained on the

Museum Island during the Second

World War, and found their way to

the Soviet Union after the war, were

returned to East Berlin in 1958 and

held there. Works that had been

removed to mines at Grasleben and

Kaiseroda for safe keeping were

exhibited on a provisional basis, for

more than thirty years, in the

museum complex at Dahlem, built

between 1913 and 1916 by Bruno

Paul as the Asiatic Museum. Many of

the works deposited during the war

in the tower of the Friedrichshain

anti-aircraft bunker were lost, after

the bunker had been handed over to

the Red Army, in the two catastrophic

fires of May 1945, the circumstances

of which remain mysterious; others

were looted; still others survive as

mere fragments. Around 1,400 works

of art have been missing since the

war. A catalogue of lost artworks

published to mark the Bode

Museum’s re-opening documents the

items in question.

Introduction
The History of the Collection

The nucleus of the Sculpture

Collection was the Kunstkammer, or

Chamber of Art, of Brandenburg and

Prussia, which was housed in the

Berlin City Palace and whose origins

go back to the early seventeenth

century. Leonhard Kern’s ivory Adam

and Eve (1646; see no. 80) was

acquired in the days of Friedrich

Wilhelm of Brandenburg, the Great

Elector. The facial features suggest it

was made in connection with

Friedrich Wilhelm’s marriage to

Princess Louise Henriette of Orange.

The absolutist ruler was mytholo-

gized in an iron equestrian statue by

Gottfried Leygebe, the Elector’s

Master of the Mint, who portrayed

him as St. George defeating a three-

headed dragon (no. 79). Among the

works from the Kunstkammer is also

François Duquesnoy’s figure of Cupid

Carving His Bow, now a mere frag-

ment, which is recorded as early as

1689 (no. 220).

The opening of the Altes

Museum (Old Museum) in 1830

marked a fundamental shift in the

understanding of works of art and

their function. The ownership of art

was no longer a privilege of abso-

lutist rulers. Now, art was accessible

to any educated citizen. The

humanist ideals of the middle class

now set the tone, and the Museum

Island was seen as a free space for

art and scholarship. It was in that

spirit that a memorandum of 1829

declared that art should “first

delight, then instruct”. In the newly

opened Altes Museum, sculpture of

antiquity and Renaissance paintings
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The History of the Collection2 | 3

predominated. The recently estab-

lished collection of Renaissance sculp-

ture was then no more than a supple-

ment to the antiquities collection.

The holdings were few, consisting

principally of glazed terracottas by

the Florentine Della Robbia family,

though they also included Francesco

da Sangallo’s relief of the Madonna

and the Reading Child (no. 206), which

had been purchased from the

Bartholdy collection in Rome in 1828.

The sculptor Friedrich Tieck, then the

director of the sculpture department,

published the works in a small cata-

logue in 1835, which can be consid-

ered the Sculpture Collection’s first

publication.

The newly founded collection

grew notably under Gustav Friedrich

Waagen, the first director of the

Gemäldegalerie (Picture Gallery),

who acquired numerous sculptures in

Italy. In 1841/42 he succeeded in

buying the Pajaro collection in

Venice. His account of the works that

had now come to Berlin described

the Berlin collection as the largest in

the area of Paduan-Venetian sculp-

ture. He had purchased “eighty sculp-

tures, most of them large-scale, in

marble, Istrian limestone, terracotta,

etc.” which came “from the Grimani,

Tiepolo, Nani palaces, the recently

demolished churches on Murano and

Torcello, the dilapidated Scuola San

Giovanni in Venice, and so forth”.

Among the most significant works in

this acquisition are Jacopo Sanso-

vino’s terracotta Sacra Conversazione

(no. 196) and Alessandro Vittoria’s

bust, Portrait of Ottavio Grimani

Fig. 1
Tullio Lombardo, Arms Bearer
From the Tomb of Doge
Vendramin, photographed 
before the Second World War

(no. 200). Only fragments now remain

of Tullio Lombardo’s two arms bearers

from the tomb of Venetian Doge

Andrea Vendramin (fig. 1). 
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burg (no. 59).

Fig. 2
Wilhelm von Bode (1845–1929)
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ly

Fig. 3  The Basilica in the Kaiser
Friedrich Museum

Fig. 4  The Bronze Room in the
Kaiser Friedrich Museum 
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The History of the Collection6 | 7

Fig. 5  The Della Robbia Cabinet in
the Kaiser Friedrich Museum

Fig. 6  The Donatello Room in the
Kaiser Friedrich Museum
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Fig. 8  The Medieval Room in the
Deutsches Museum

Fig. 7  The Simon Cabinet in the
Kaiser Friedrich Museum
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The History of the Collection8 | 9

Fig. 9
Gallery in the newly installed
Bode Museum, with late medieval
French works
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fter the war came

Fig. 10  Gallery in the newly 
installed Bode Museum, 
with German classicist works
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the
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Fig. 11  Gallery in the newly 
installed Bode Museum, with 
Florentine Renaissance sculpture

Fig. 12  Cabinet in the newly 
installed Bode Museum, 
with Italian Mannerist sculpture
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Trier, late 1th century

1 Moses Receiving the Tablets
of the Law – Doubting Thomas

Ivory, h.  cm, w. 1 cm

Acquired 1, inv. nos. , 

The panels show motifs unusual both
in their subject matter and in their
juxtaposition. The link between the
two scenes is presumably the concept
of divine revelation. The figures
possess a dynamic tension in these
narrow visual areas. Spiral columns
accentuate the upward movement of
Moses, to whom the hand of God is
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Germany12 | 13

passing down the tablets of the law.
An even more arresting impression is
made by the figure of Thomas, who,
having doubted the Resurrection, is
seen here from the rear in a confined
space as he stretches to put his finger
into the wound in Christ’s side.
Working in a period from which little
evidence of any monumental sculpture

exists, the carver of these panels had
rediscovered classical sculpture’s
physical presence and sense of
dynamic, as a means to lend powerful
and vivid expression to the key idea in
a scene. HK
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Western Germany, c. 1

2 The Annunciation

Ivory, h. 1 cm, w. 11. cm

Acquired 11 for the Kunstkammer, 

inv. no. 

This panel must have decorated the
cover of a book. Due to its monu-
mental character, it occupies a stylisti-
cally isolated position. Both figures are
wearing simple garments of a kind
that recall the ancient world, the folds
of the cloth underlining the narrative
content of the scene. The archangel
Gabriel, seen in profile, is gazing
fixedly at Mary, his right hand raised
in a speaking gesture, his left hand
gathering up his garment. The
resulting tensely bundled folds of
fabric, which are used to emphasize
his gesture, match the analogous,
though looser, draping structure of
Mary’s cloak. The woman, who will
give birth to the Son of God, seems to
be listening to the angel’s words with
her head slightly bowed; her open
hands, emerging from her cloak, are
also indicative of a receptive response
to the message. The two figures are

standing on mounds of earth, and
between them a tree grows upwards,
dividing the scene into two sections
like parts of an arcade. Branches grow
from the twisting trunk, ending in
leaves that touch the acanthus orna-
mentation of the frame – it is as if
nature were blooming anew in the
face of the unfolding story of salva-
tion. HK

Rhineland, mid-11th century

3 The Descent from the Cross

Pear wood, h. . cm, w. 1. cm

Acquired 1, inv. no. 1

Joseph of Arimathea is seen taking
hold of Christ’s dead body as
Nicodemus frees it from the cross.
Mary is holding her son’s right hand,
her face approaching as if to kiss it.
This round-arched relief panel, which
was originally painted, was the
centrepiece of a triptych with hinged
wing panels. The typological models
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were tripartite ivory carvings from
Byzantium, an excellent example of
which is also in the Berlin collection
(inv. no. 1578). This wooden panel,
slightly larger than the Byzantine
triptychs, is unique among artefacts
surviving from the Early Romanesque
period. HK

Cologne, c. 11

4 Angel at the Tomb of Christ

Poplar wood, original polychromy, h.  cm

Acquired 1, inv. no. 

This angel, a major achievement of
Romanesque art in Cologne, is
announcing to the women who have

come to visit the tomb of Christ that He
has risen. Missing are the group of
women themselves (one of them is in
the Keresztény Múzeum in Esztergom,
Hungary), the angel’s wings, and prob-
ably a sceptre in his left hand. Architec-
tural representations of the tomb of
Christ (such as that at Gernrode), or
sculptural groups showing the figures at
the tomb, played a key role in the
Easter liturgy for centuries. The work-
shop that made this angel evidently
followed Cologne merchants to Jutland,
the principal trade junction in the
Baltic; among the works made there
was the Madonna of Viklau, now in the
Historiska Museet in Stockholm. HK

Germany14 | 15
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Lower Saxony, c. 11/

5 Capitals from the Benedictine
Monastery of Huysburg near
Halberstadt

Sandstone, h. approx. – cm

Acquired 11, inv. nos. AE , 

Gift of Fritz Hahn

The area that was once the medieval
duchy of Saxony produced a wealth of
Romanesque architectural sculpture.
Among the surviving pieces, the capi-
tals from the monastery of Huysburg
occupy a special place. They are
comparable in artistic quality to the
outstanding work preserved at
Königslutter and Riechenberg; other
similar pieces are only to be found at
the monastery of Ilsenburg, which is
also in the territory of the bishopric of
Halberstadt. The Huysburg capitals in
Berlin (inv. nos. 353–362) were origi-

nally part of ruined sections of the
monastery complex and do not all date
from the same period. Most of them
are strictly based on the cubic capital
form, whose design was developed out
of the interaction of square-cut and
spherical forms; in Lower Saxony, this
form can first be found in the
monastery Church of St. Michael at
Hildesheim, built by Bishop Bernward
and partially consecrated in 1022.
Unlike the “prototype”, the faces of
the Huysburg monastery capitals are
ornamented with motifs of vegetation.
The two illustrated here feature figural
representations of both saints and
virtues whose style show similarities
with the Siegburg Madonna in the
Schnütgen Museum, Cologne. It is
possible that stonemasons from the
Rhineland were involved in building
the monastery of Huysburg. HK
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Lower Saxony, c. 11

6 West End Gallery from the
Abbey Church of Gröningen

Stucco, h. 1 cm (without base ledge), 

w.  cm

Acquired 1, inv. no. 

This gallery formed the upper end of a
Last Judgement whose other parts
were painted in the apse. Christ is
seen enthroned on a rainbow, with
scrolls of text hanging from his arms.
To his right and left sit the Apostles on
benches, in groups of two and three,
their heads for the most part no longer
extant. The gallery, from the former
Benedictine abbey at Gröningen, was
part of a whole programme of scenes
designed not only for the apse but for
the entire church. Today a rich
colouring, restored to its original state,
leaves its mark on the appearance of
the cloister church of St. Vitus, where
a plaster copy replaces the original

gallery. In the twelfth century, Saxony
was a major centre of ornamental and
sculptural stucco work, of which the
Gröningen gallery serves as an impor-
tant example. LS

Upper Saxony, c. 1

7 Christ and the Virgin Mary, from
a Triumphal Crucifixion Group

Oak, traces of the original polychromy, 

h.  cm and 1 cm

Acquired 11, inv. nos. , 

Mary’s right hand is lifted in a defen-
sive gesture. In her left, which she has
raised to her face, she is holding a
cloth whose lower end falls downward
from her waist. She is wearing a cloak
of blue, pulled over her head, and a
robe that was formerly gold and whose
neckline was at one time probably

Germany16 | 17
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decorated with a semi-precious stone.
The head of the crucified Christ is
raised, despite the heavy crown of
thorns, and he is looking with wide-
open eyes to his right. The two
figures, together with a St. John that is
now lost, likely constituted a
triumphal crucifixion group in the
Church of St. Moritz in Naumburg,
where they were found in the loft in
1889. A triumphal crucifixion group
consists of a depiction of the crucified
Christ, together with the Virgin Mary,
St. John and sometimes other figures,
mounted on a beam in the triumphal
arch of a church, i.e. the arch between
the nave and the choir. Groups of this
kind were a standard element of

church furnishings throughout Europe
in the High and Late Middle Ages;
particularly early examples can be
seen in England (e.g. Winchester
Cathedral, 1047). LS

Trier, c. 1

8 Two Prophets, Isaiah 
and Ezekiel

Sandstone from Jaumont, h. 1–1 cm

Acquired 11, inv. nos. , 

These life-size sandstone figures were
originally installed on the west façade
of the Church of Our Lady in Trier –
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a central-plan church to the south of
the cathedral and one of the earliest
Gothic churches built in Germany. All
four prophets in the Berlin Sculpture
Collection were originally positioned
in pairs at the corners of the façade,
high above the portal area. Appropri-
ately, their gaze is somewhat sugges-
tively focused in the distance. It is
probable that stonemasons who
worked on the new cathedral of Reims
were also employed for the Church of
Our Lady in Trier; the orientation of
the figures’ gazes and bodies to a point
far beyond their location on the
building was one of the features
derived directly from Reims. From
there also came the idea of positioning
sculptural figures on the entire
building, at every height, and not only
at the portal. HK

Western Germany, c. 1/

9 Apostle from the Shrine 
of St. Patroclus in Soest

Repoussé silver, cast and gilded, h. . cm

Reacquired in  with the assistance of

the Kaiser-Friedrich-Museums-Verein, 

inv. no. 1/

The bones of St. Patroclus, a Roman
patrician martyr, were acquired in the
eastern Champagne region in the year
960 by the Archbishop of Cologne,
Bruno of Troyes, and subsequently
gifted to the monastery of St. Patro-
clus, which he founded at Soest. In
1311 the dean and chapter decided to
re-inter the saint’s relics in a new
shrine, which they commissioned in
1313 from the goldsmith Sigefridus.
The shrine he made was in the form

of a house, in the tradition of twelfth-
and thirteenth-century shrines from
the Rhine and Meuse regions, but
Gothic in architectural style, which
gave it a resemblance to French works
such as the shrine of St. Taurinus at
Evreux. On the narrow and long sides
were silver statuettes of Christ, the
Virgin Mary, St. Patroclus, Archbishop
Bruno, who had also been canonized,
and the Apostles. While the shrine
was saved from being melted down in
1841 by its purchase by King Friedrich
Wilhelm IV of Prussia, it was evidently
destroyed in the Friedrichshain
bunker fire of 1945. A few of the
figures were saved, while others were
stolen and later had to be reacquired.
This statuette of an Apostle, re-
purchased in 2003, is of an especially
fine quality, with lively facial features
and delicately worked curly locks. This
masterpiece of the goldsmith’s art was
probably added to the work done by
Sigefridus around 1340. HK

Germany18 | 19
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Upper Rhine, c. 1

10 Reliquary Bust of 
a Female Saint

Limewood, original polychromy preserved

in part, h. . cm

Acquired 1, inv. no. 

The relic, perhaps a fragment of bone,
was at one time visible beneath a rock
crystal in the oval depression at the
breast. This bust, which originated in
the Basel area, is an outstanding
example of the sculptor’s craft in the
Upper Rhine region at the start of the
fourteenth century. It shows the influ-
ence on the one hand of those who
worked on the west façade of Stras-
bourg Cathedral under Erwin von
Steinbach’s direction, and on the
other hand of a carver such as Hein-
rich von Konstanz, creator of the
Christ and St. John group at the
St. Katharinenthal monastery. Unfor-
tunately the coloration of the face has
been removed down to the chalk
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ground. The robe was worked most
exquisitely, with delicately
embossed dragon motifs and leaf
ornamentation, and an ornamental
border with relief quatrefoils. HK

Region of Lake Constance, c. 11

11 St. John the Apostle Leaning
on Christ’s Breast

Oak, old polychromy, h.  cm, w.  cm

Acquired 1, inv. no. 

The Gospel according to St. John
tells us that at the Last Supper
“there was leaning on Jesus’ bosom
one of his disciples, whom Jesus
loved”. Here the two figures have
been detached from the narrative
context of the Biblical account, in
line with the practice of other devo-
tional images made after about
1300, which were intended to
encourage the faithful to have a
personal relationship with Christian
doctrine. The two were seen as
both a symbol and a model of the
union of Man with God. In the four-
teenth century, groups showing
Christ and St. John were especially
common in convents in southwest
Germany and Switzerland. The
Berlin work is reputed to have come
from the Augustine convent of
Inzigkofen, near Sigmaringen. HK

Nuremberg, 1–1

12 Head of a Prophet, 
from the “Beautiful Fountain”
in Nuremberg

Sandstone, h. 1 cm 

Acquired 1, inv. no. 

Gift of A. Thieme, B. Suermondt

The architecture of the “Beautiful
Fountain” was completed by 1392 by
Heinrich Beheim, a city councillor and
architect of the Church of St. Sebald in
Nuremberg. The fountain, in the
market square, was completely
restored after 1821 and from 1897 to
1902, the figures being replaced with
copies. The heads are from the pyra-
midal tower in the centre of the foun-
tain. In the upper tier were patriarchs
and prophets of the Old Testament,
and in the lower nine heroes
renowned in history and seven
Electors representing the electoral
college of the Holy Roman Emperors.
There was a specific purpose in
placing prophets who called for justice
on earth on a fountain: the concept of
justice is associated in their writings
with images of springs and flowing
water. HK

Germany20 | 21
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Prague, c. 1

St. Agnes

Limestone, original polychromy, 

h. . cm 

Acquired 1, inv. no. 

Gift of Wilhelm von Bode

When only a girl, the saint was
executed for her Christian faith, on
the orders of the prefect of Rome.
Here she is seen holding in her left
hand a lamb (or what remains of it).
Legend has it that her parents had
a vision on the eighth day of the
vigil after her death: Agnes appeared
to them in a host of virgins robed in
gold, accompanied on her right by
a lamb that was whiter than snow.
The lamb symbolizes Christ, the

saint’s heavenly bridegroom, for
whom she had preserved her
chastity on earth. This figure is
surely one of the major examples of
Bohemian art at the time when the
“Beautiful Madonnas” were being
made. The facial features of the
bride of Christ have a sensuousness
that was previously unknown in
representations of female
saints. HK

Prague, c. 1

14 Heads from a Pietà (Virgin
Mary and the Dead Christ)

Limestone, h. 1 cm (Christ), 

 cm (Mary)

Acquired 1, inv. no. 

The work to which these heads
belonged, originally from Baden
near Vienna, was badly damaged
just after the Second World War in a
fire at the Friedrichshain bunker to
which it had been evacuated. Fortu-
nately, the delicately worked heads
of Christ and Mary survived.
A pietà, which is a group showing
the Madonna with the dead Christ
following the removal of his body
from the cross (the Deposition), is
known in German as a Vesperbild,
since the Deposition occurred at
vespers (the time for evening
prayers, in the canonical division of
the day). Since the early fourteenth
century, the Vesperbild has been
a common type of devotional image
in Germany, intended to appeal to
the emotions, allowing the believer
a more profound personal access
to the idea of salvation. Around
1400 in Prague, the pietà was
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reconceived as a counterpart to that
other innovation of Bohemian sculp-
ture, the “Beautiful Madonna”, and
both subjects were exported through
Central Europe. HK

Salzburg or Passau, c. 1

15 Pietà (Virgin Mary and the
Dead Christ)

Limewood, original polychromy, 

h. . cm, w.  cm

Acquired 11, inv. no. 

The pietà unites two principal concerns
of late medieval faith: to make the
Passion of Christ vividly real to the
devout, and to encourage veneration of
the Virgin Mary as a mediator between
God and humankind. The theme of
Mary with her dead son in her lap has
no precedent either in the Gospels or
in the Apocrypha. Rather, it originates
in the hymns and spiritual meditations
of the twelfth and thirteenth centuries,
when the grief of the mother of Christ
served as a means of establishing a
more intimate relationship with the
dead Saviour. Behind this group, which
originally came from Braunau am Inn,
Christ’s cross once stood. HK

Germany22 | 23
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