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Èlanak je izveden iz opširnog prikaza zgrade Sveuèilišne i nacionalne knjižnice 
u okviru rukopisa monografije „Rudolf Lubynski, Nacionalna i sveuèilišna bi-
blioteka u Zagrebu” iz 1983. koja stjecajem okolnosti nije tiskana. Težište je 
èlanka na komparativnoj analizi djela nastalih u srednjoeuropskom arhitek-
tonskom miljeu i beèkom središtu u razdoblju od 1896. do 1913. godine, kad se 
Lubynski formira i afirmira. Cilj je da se utvrde uzori, sliènosti ili otkloni, a djelo 
ukljuèi u vremensko-prostorni kontekst. S izabranim primjerima zgrada za-
grebaèke biblioteke ima niz dodirnih toèaka: stilska obilježja secesije i neokla-
sicizma, tendenciju monumentalnosti i individualnom izrazu. Nadalje, postav-
lja se teza da razmatrano razdoblje nije doba tranzicije: prijelaza do neèeg 
kvalitativno drugaèijeg i boljeg, nego da sadrži vrijednosti koje idu uz bok sve-
mu što nastaje do profilacije internacionalnog stila.

The paper is a shortened overview of the National and University Library build-
ing that formed part of the 1983 monograph ”Rudolf Lubynski, National and 
University Library”, which has never been published. The paper brings a com-
parative analysis of architectural works created in Central Europe and Vienna in 
1896-1913, the period in which Lubynski established his architectural reputa-
tion. The paper aims to ascertain models, similarities and differences and pro-
vide a temporal and spatial context for the library building. The selected build-
ings share certain features with the Zagreb library, namely, stylistic features of 
Secession and Neo-classicism and tendency for monumentalism. Additionally, 
the paper presents the hypothesis that the mentioned period was not a transi-
tion to something better but that it maintains the values which are congruent 
with the developments leading to the formation of the International style.
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UVOD

U povijesnim prikazima arhitekture ug-
lavnom prevladavaju dva pristupa. Jedan gle-
da povijest arhitekture kao beskonaèno otvo-
ren i beskrajno raznolik slijed pojava: djela, 
liè nosti, struja, pravaca, razdoblja, stilskih 
kompleksa, formacija i sl. Drugi nastoji dina-
miku arhitektonskih pojava u vremenu zasno-
vati kontrastno-tipološki, a povijest arhitek-
ture tumaèi kao smjenjivanje uglavnom dvaju 
tipova arhitektonskog ponašanja po naèelu 
kontrasta.

Potonje tumaèenje posebno potkrepljuje raz-
doblje od baroka do danas uèestalijim, ali 
kratkotrajnim konceptualnim i formalnim mi-
jenama. Izmjenièna gibanja napose karakte-
riziraju ‘bestilsko’ dvadeseto stoljeæe, koje 
se ritmièkim oscilacijama arhitektonskih op-
redjeljenja, smjenama ‘gardi’ i ‘izama’, smje-
rova i moguænosti, iskazuje kao dosad naj-
dinamiènije povijesno razdoblje. No takve 
kontrastne oscilacije i divergentna opredje-
ljenja moguæa su i unutar individualnih autor-
skih opusa, o èemu svjedoèe primjeri niza 
naših i svjetskih arhitekata. Gotovo je para-
digmatièan primjer arhitektonski i teorijski 
opus Phillipa Johnsona. Danas se ta teza kon-
struira složenošæu i kontradikcijama indivi-
dualnih traganja, unutar kojih umjetnik nije 
svemoguæ veæ, uvijek nezadovoljan, stalno 
traži novo.

Složena i proturjeèna kretanja suvremene ar-
hitekture neumitno nameæu usporedbe s 
arhitektonskom situacijom na kraju 19. i po-

èetku 20. stoljeæa. Uz ostalo, tome u prilog 
idu dva razloga. Prvi, jasan i gotovo automat-
ski: povratak prvom prošlom vremenu prema 
20. stoljeæu i moderni. Drugi zanimljiviji, ulazi 
u esencijalno: osvrt na hibridne, ‘srebrne’ 
 stilske epohe koje slijede èiste, ‘zlatne’ (M. 
Dvor¢ak): manirizam, neki neostilovi, posebno 
secesija. Taj je poriv razumljiv upravo u da-
našnje vrijeme kad se odbacuje iskljuèivost i 
tolerira, štoviše, valorizira pluralnost umjet-
nièkog izraza.

Prihvaæajuæi Arganovu tvrdnju o postojanju 
jasnog simptoma „nesposobnosti umjetno-
sti, ne samo da se smjesti u vlastitu vremenu 
nego i da prihvati povijesnu odgovornost”, 
možemo iskoristiti priliku koju u razmatranju 
prošloga pruža vremenska distanca i pozicija 
skeptiène otvorenosti suvremenog senzibili-
teta: jer - „povijest daje iskustvo i oslobaða 
kompleksa prošlosti, utvrðujuæi našu odgo-
vornost prema sadašnjosti”.1

Unatoè vitalnim i etabliranim vrijednostima 
kojima se odlikuju pojedina djela, suvremena 
arhitektura kao da se umorila od vlastitih izu-
ma - s jedne strane paradoksalne ‘organike’, 
agresivnosti brutalizma, apstrakcije i okrilja 
utopije, ideje ‘Zeitgeista’ uopæe, dok je s dru-
ge strane izgubila oslonac koji pružaju po-
rijeklo i iskon. Neka optereæenja pokazuju da 
su bogate zasade moderne reducirane, pa i 
iznevjerene. Premda su razumljivi nestrplji-
vost i znatiželja za novim, s pozicije teorije 
teško se mogu proricati perspektive. S obzi-
rom na sumnju, složenost i proturjeènosti, pa 
i mentalna ogranièenja, na suvremenu arhi-
tekturu ne može se primijeniti stereotip o 
dekadentnosti završetka velikih stilova - jer 
o stilu i nije rijeè - o razvojnim cezurama, fa-
talnom opadanju koje pretpostavlja ideju po-
stignutog vrhunca. Jer kad je rijeè o suvreme-
noj arhitekturi, bitno je istaknuti da ona ne 
proživljava krizu. Ona na nju raèuna. Kriza je 
njezina pretpostavka.

Kao svjedoèanstvo usporedivog doba ‘krize’, 
prijeloma, završetka ili, obrnuto, nastanka ili 
poèetka - veæ prema oèištu - zgrada Sveu-
èilišne biblioteke Rudolfa Lubynskog izuzet-
no je prikladna za traženje odgovora na pret-
hodno skicirana pitanja. Put za koji smo se 
ovdje odluèili usporedba je s relevantnim dje-
lima poèetka 20. stoljeæa. Nastojat æemo utvr-
diti korelaciju s njima, poglavito iz oblikovnog 
i stilskog aspekta. (Sl. 1.-4.)

Znanje o mjestu, sredini i tradiciji polazište je 
za razumijevanje djela. Sljedeæi je korak utvr-
ðivanje referencija. No unaprijed treba nagla-
siti da korištenje referentnog znanja, dobro-
došlo u svakom stvaralaèkom procesu, nije 
dovoljno nego samo nužno. Iskustvo se uvi-
jek formira znanjem o prošlom i veæ viðenom. 

1 Argan, 1978.
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INTRODUCTION

Historical overviews of architecture are 
dominated by mainly two approaches. The 
first takes the history of architecture as an im-
mensely open and indefinitely diverse se-
quence of works, personalities, tendencies, 
movements, periods, styles, formations and 
the like. The second attempts to define the dy-
namics of architectural developments through 
contrast and typology, and tries to explain the 
history of architecture as an alternation of 
mainly two types of architectural expression 
based upon the principle of contrast.

The periods ranging from Baroque to the 
present day can substantiate the second ap-
proach with their frequent but short term 
conceptual and formal changes. Alternations 
are particularly characteristic for the ”style-
less” 20th century which has shown itself to 
be hitherto the most dynamic historical peri-
od judging by its rhythmic oscillations of ar-
chitectural expressions, transpositions of 
”gardes” and ”isms”, tendencies and possi-
bilities. However, such oscillations and diver-
gences may also appear in the oeuvres of in-
dividuals, which can be attested by a series 
of Croatian and international architects. Al-
most a paradigmatic example is the architec-
tural and theoretical work of Phillip Johnson. 
Today such occurrences are justified by com-
plexities and contradictions of individual pur-
suits within which the artist is not omnipotent 

but always unsatisfied and in search of some-
thing new.

Complex and contradictory movements in 
contemporary architecture severely invoke 
comparisons with the architecture of the end 
of the 19th and the beginning of the 20th cen-
tury. This can additionally be supported by 
another two reasons. The first, clear and al-
most unavoidable, is the return to the past, in 
relation to the 20th century and modernism. 
The second, and the more interesting one is 
essential and it concerns a predilection for 
hybrid ”silver” stylistic periods which, ac-
cording to M. Dvor¢ak follow after pure ”gold-
en” ones: Mannerism, certain neo-styles and 
particularly Secession. This impulse is espe-
cially understandable today when exclusive-
ness and singularity is being rejected and 
plurality of artistic expression accepted and 
even asserted.

By accepting Argan’s claims about the exis-
tence of a clear symptom of ”art’s incapability 
not only to position itself in its own time but 
to assume historical responsibility”, we can 
examine the past by taking an opportunity 
that is provided by the temporal distance and 
the position of sceptical open-mindedness of 
contemporary sensibility since ”history offers 
experience and deliberates us from the fixa-
tion on the past by ascertaining our responsi-
bility to the present”.1

Despite vitality and established values that 
characterise certain works, contemporary ar-
chitecture seems to be worn out by its own 
inventions - on the one hand the paradoxical 
”organicism”, aggressiveness of brutalism, 
abstraction, utopia, and generally the idea of 
Zeitgeist, and on the other hand the loss of 
strongholds in origins and authenticity. Cer-
tain encumbered examples show reduction 
and even betrayal of strong modernist con-
victions. Although it is possible to understand 
impatience and curiosity about something 
new, it is rather difficult to predict directions 
from a theoretical standpoint. Given the 
doubt, complexities and contradictions, and 
even mental limitations, contemporary archi-
tecture cannot conform to the stereotype of 
the decadent epilogues of great styles, devel-
opment discontinuities and disastrous down-
fall which presupposes the notion of the 
reached climax. When talking about contem-
porary architecture, it is important to stress 
that it is not going through a crisis. Rather, it 
counts on it. It makes the crisis its premise.

By being a witness to the period of ”crisis” - 
break, ending, or the opposite - beginning or 
creation, all depending on the point of view, 
the University Library building designed by 
Rudolf Lubynski is exceptionally suitable for 
searching answers to the previously posed 
questions. The path we have decided to take 1 Argan, 1978
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No direktnim citatima kao polazištem i jedi-
nom inspiracijom ne doseže se autentiènost, 
a nizanjem simbolièkih elemenata ne nastaje 
nova metafora. Suprotnost potvrðuju primje-
ri kreativne prerade uzora, kao što je primje-
rice manipuliranje citatima, kad se maštovitim 
suponiranjem i transformacijama metaforiè-
nih nijansi i fragmenata doseže inovativna 
razina. U takvim sljedovima asocijativni po-
tencijal izložen je svim pritiscima stvaralaè-
kog napora. Rezultat nužno potièe na ponov-
no ispitivanje paralela i nove interpretacije.
Komparativni materijal za zgradu biblioteke 
Rudolfa Lubynskog selektiran je najprije aso-
cijativno, dakle, subjektivno. Valjanost izbora 
potom je potvrðena temeljitim pregledom li-
terature i teorijskom analizom s ciljem objek-
tivnosti. U primjerima podudarnih kreativnih 
ritmova utvrðeni su prepletanja i prožimanja: 
amalgamiranje klasicizma i secesije, monu-
mentalizma i dekorativizma, uvijek u razlièitim 
individualnim inaèicama. Izbor je svjesno ten-
denciozan s ciljem da se uz oblikovnu razno-
likost prikaže i raspon arhitektonskih kompo-
zita i varijacija u odnosu na širi prostor ili ur-
bani prospekt.

KROZ SLOJEVE SECESIJE I NEOKLASICIZMA

Arhitekturu osim namjene, osnovnog razloga 
njezina postojanja, bitno obilježava ono ‘vanj-
sko’, izraženo kompozicijom volumena koje je 
definira u ambijentu i ‘unutrašnje’, zatvoreno, 
struktura. No opseg analize mnogo je veæi, 
ako se razine poruke rasloje. „Ima djela koja 
su se rodila da budu monumentalna, a ima i 
takvih koja nikada neæe postati monumental-
na. Znaèi da su za stvaranje monumentalne 
arhitekture potrebne odreðene pre dispozicije, 
odreðena svojstva: pravilno odabiranje arhi-
tektonskog standarda za monument, dru-
štvena namjena objekta i njegova funkcional-

nost; prostorni smještaj objekta u odreðenom 
kompleksu; vrsta dominacije i njezin radijus; 
selekcioniranje forme i njezina redukcija; do-
davanje objekta ambijentu ili suprotstavljanje; 
detaljiranje oblika; trajnost objekta i plemeni-
tost upotrijebljenih materijala.”2 Dodajuæi tim 
Šegviæevim odreðenjima i komponentu vre-
mena, jasno su definirani kriteriji monumen-
talnosti koji se ne zasnivaju na isticanju volu-
menskih hipertrofija nego na sugestivnosti 
koncepta i forme, ideala trajnosti i postojano-
sti. Taj je aspekt važan kad je rijeè o razmatra-
nom djelu, i to iz više razloga.

Drugi aspekt, povezan s prvim, otvara pitanje 
kontinuiteta klasiènih naèela, odnosno uloge 
klasicizma. Proces definiranja europskog ci-
vilizacijskog, odnosno kulturnog miljea, ute-
meljen najprije na antièkim etièkim i estetskim 
principima, odvija se u ciklièkim mijenama ili 
derivacijama odreðenih pratema od antike 
do ‘novog’ klasicizma 20. stoljeæa i postmo-
dernog eklektièkog recidiva. No klasièna tra-
dicija nije monolitna, a individualne inovacije 
odreðene su transformacijom razlièitih uzora, 
tipova i lingvistièkih elemenata klasiène ar-
hitekture. Na to upuæuje Summerson3 kad 
govori o izravnoj primjeni klasiènih elemena-
ta u klasicista (Schinkela, Klenzea i dr.), za 
razliku od specifiènog tumaèenja klasiènog 
jezika u neoklasicizmu protomoderne (Beh-
rens, Perret, Gropius). Posebno upozorava na 
uporabu redova, kojima se postiže reljef i ri-
tam, ali se javljaju bez profilacije i plastiènog 
dekora.

U klasicizmu ili neoklasicizmu4 potkraj 18. i 
poèetkom 19. stoljeæa formirala su se tri glav-
na interpretativna pravca.5 Najhermetièniji je 
tzv. ‘funkcionalistièki klasicizam’ K. F. Schin-
kela (1781.-1811.), formiran na principima 
 Durandove autonomnosti arhitekture, s ele-
mentima klasiène antike: „plemenite jedno-
stavnosti i tihe velièine” [Winckelmann].

2 Šegviæ, 1950.
3 Summerson, 1998.
4 Termin klasicizam za umjetnost od 1760./80. do 
1820./30. uvriježen je na njemaèkom govornom podruèju, 
dok veæina europskih, engleskih i amerièkih autora rabi 
neoklasicizam, pozivajuæi se na ciklièka posezanja za kla-
siènim uzorima, naèelima i normama od 16. st. nadalje. S 
obzirom na srednjoeuropski kulturni kontekst kojem pri-
pada naša arhitektura, za spomenuto se razdoblje služimo 
terminom klasicizam, a neoklasicizmom za njegov revival i 
klasizirajuæe inaèice koji se javljaju u prvom i drugom 
desetljeæu 20. stoljeæa. Razdioba klasicizma u pojedine 
ideološki-konceptualno i formalno-estetski profilirane ten-
dencije i kretanja, takoðer i preciznija periodizacija, raz li-
kuju se od autora do autora, a i s obzirom na sredine (Veli-
ka Britanija, Francuska, Njemaèka, Austrija, itd.), što une-
koliko otežava snalaženje, slièno kao i s historicizmom.
5 Albini, 1961. Autor donosi vlastitu, originalnu podjelu 
i valorizaciju. Tek kasnije, oslonom na poèetke teorijske 
diskusije o historicizmu (u koje æe biti ukljuèen i klasici-
zam, kao poèetak okretanja povijesnim stilovima) potkraj 
1960-ih i potom u desetgodišnjim intervalima sve do da-
nas, javit æe se drugaèije interpretacije i kvalifikacije.

Sl. 2. Sveuèilišna i nacionalna biblioteka, Kemijski 

institut, Fizikalni institut u Zagrebu, 1932.

Fig. 2 National and University Library, Institutes

of Chemistry and Physics, Zagreb, 1932
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here is a comparison of the building with rele-
vant architectural accomplishments from the 
beginning of the 20th century. Our attempt is to 
establish correlation with them, mainly re-
garding formal and stylistic aspects (Figs.1-4).
An understanding of an architectural work is 
based on the awareness of place, environment 
and tradition. The following step is the estab-
lishment of references. However, it should be 
emphasized that the use of referential knowl-
edge, appreciated in any creative process, can 
not be sufficient but necessary. Experience is 
shaped through knowledge about the previ-
ously seen. Nevertheless, directly appropriat-
ed elements regarded as a starting point and 
the only source of inspiration do not lead to 
authenticity, just as a sequence of symbols 
does not make a new metaphor. The contrary 
is attested by the examples of creative use of 
appropriations, such as, for example, modi-
fied quotations whose imaginative supposi-
tions and transformations of fragments and 
metaphoric nuances introduce innovation. As-
sociative potential depends there on creative 
endeavours and the result necessarily invites 
the establishment of new correlations and 
new interpretations.
First of all, the choice of works for the com-
parative analysis with Rudolf Lubynski’s li-
brary building has been based on associa-
tions, that is, on subjective grounds. It has 
then been validated by a thorough research 
of professional literature and theories with 
the aim of establishing objectivity. The build-
ings that have been selected as comparative 
examples show various fusions and interpen-
etrations of Classicism and Secession, monu-
mentalism and decorativism, always in differ-
ent and unique variations. The tendentious 

choice of these examples aims at demon-
strating not only formal differences but also a 
range of architectural compositions and vari-
ations in relation to wider surroundings or 
principal urban arteries.

THROUGH THE LAYERS OF SECESSION
AND NEO-CLASSICISM

In addition to function as the main reason of 
its existence, architecture is also character-
ized by ”external” features, meaning the 
composition of forms that define it in a cer-
tain ambience, and ”interior” feature, some-
thing closed, which is its structure. However, 
the scope of analysis is much bigger if we in-
troduce various levels of messages transmit-
ted by a piece of architecture. ”There are 
works which were born monumental, but 
there are such which will never become mon-
umental. In other words, creation of monu-
mental architecture requires the existence of 
certain predispositions or characteristics: ap-
propriately chosen architectural standards 
for a monument, socially defined use of the 
building, functionality, spatial disposition of 
the building within a certain complex, domi-
nance of the building and its range, selection 
of the form and its reduction, assimilation 
into or separation from the environment, de-
tailing of forms, durability of the building and 
the quality of materials used for its construc-
tion”.2 Added with time as another compo-
nent, the characteristics proposed by Šegviæ 
clearly define the criteria for monumentality 
which are not based only on excessively big 
structures but to suggestive concepts and 
forms, the ideals of persistence and continu-
ity. For the analysis of the library building this 
aspect is important for several reasons.

Another aspect, in close connection with the 
previous, is the issue of the continuity of clas-2 Šegviæ, 1950

Sl. 3. Južno proèelje Sveuèilišne biblioteke, 

razglednica

Fig. 3 University Library, south façade, postcard

Sl. 4. Atrij, fotografiran prigodom otvaranja 

knjižnice

Fig. 4 Atrium, photographed during the inauguration 

of the library
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Drugi pravac, koji bi se mogao oznaèiti kao 
‘negirajuæi helenizam’ teži uspostavljanju no-
voga na klasiènim paradigmama reda, har-
monije i monumentalnosti, ali ne prihvaæa 
antièke uzore doslovno nego stvara arhitek-
turu èistih geometrijskih formi (kubusa, pira-
mide, cilindra i kugle). Individualno ga pred-
stavljaju razlièiti arhitekti: u Berlinu F. Gilly 
(1772.-1800.), u Francuskoj C. N. Ledoux 
(1736.-1806.), u Sankt Peterburgu A. D. Zaha-
rov (1761.-1811.). U fragmentima ‘autonomne 
arhitekture’ i funkcionalne simbolike Ledou-
xovi æe snovi doživjeti emanaciju tek u arhi-
tekturi 20. stoljeæa, povezujuæi istovremeno 
oblikovne teme u rasponu od Palladija preko 
impresionizma, kubizma i neoplasticizma do 
Arate Isozakija.

Treæi pravac klasicizma, možda najbogatiji 
primjerima, predstavlja graðansko-buržujska 
arhitektura, koja se podudara s pojmom bi-
dermajera. Tu arhitekturu, koja naoko ne na-
staje s nekom dubljom namjerom, obilježava 
specifièna profilacija, dekorativizam i liriè-
nost. Cjelovitost ambijenta i atmosfere ostva-
ruje se nizanjem arhitektonskih fragmenata, 
koji su svaki za sebe jasno definirana cjelina, 
lišena shematizma, patosa i automatizma 
‘tvrdog klasicizma’. „Individualitet je ovdje s 
obzirom na graditelja ili pojedinu graðevinu 
redovito neovisan u poredbi s atmosferom 
koju stvara cjelina ambijenta.” [Albini] Taj 
klasicistièki sloj nalazimo i na zagrebaèkom 
Gornjem gradu, u djelima Bartola Felbingera i 
drugih zagrebaèkih graditelja prve polovice 
19. stoljeæa. To je ambijent lokalne posebno-
sti i atmosfere, koji æe za arhitekte povrat-
nike, a njima pripada i Lubynski, predstavljati 
podlogu i korelaciju kao zateèeno i tradicija. 
Kad je rijeè o lokalnoj tradiciji, moguæi i am-

bijentalno suprotni orijentir ima izvore u ka-
snobarokno-klasicistièkim dvorcima sjevero-
zapadne Hrvatske (Virovitica, Gornja Bistra, 
Daruvar, Donje Oroslavlje, Novi Marof...).
Neoklasièni obrazac i registar, kao klasièni 
recidiv s težnjom estetskom apsolutu javlja 
se na hrvatskoj arhitektonskoj sceni u djeli-
ma V. Kovaèiæa, H. Ehrlicha, V. Bastla, I. Fi-
schera, J. Denzlera i dr. Priklanjanjem sred-
njoeuropskoj arhitekturi poèetka stoljeæa, 
klasiènoj tradiciji i funkcionalizmu, stvorit æe 
se protomoderna grupacija koja æe razviti in-
dividualne stilske govore i poetike. Kasniji 
Meštroviæev opus, u kojem posebnu ulogu 
ima Harold Biliniæ, bit æe u nas posebna i izo-
lirana manifestacija istoga.
Relevantnom se istièe biografska èinjenica da 
je Lubynski studirao na Visokoj tehnièkoj 
školi u Karlsruheu kod Josefa Durma (1837.-
1919.), u èijem atelijeru suraðuje izmeðu 
ostalog i u projektiranju sveuèilišne biblio-
teke u Heidelbergu (1901.-1905.).6 U doba 
kad Lubynski studira, Durm još slovi kao ne-
zaobilazni autoritet - projektant, profesor, 
znanstvenik i teoretièar, konzervator i restau-
rator, intelektualac i politièar, no od 1902., 
kad ga Lubynski kao bliski suradnik prati u 
stopu, njegova karijera ulazi u silaznu pu-
tanju. Gubi visoku poziciju u javnoj službi, 
nova generacija studenata okreæe se od nje-

6 Dabac, 1984.-1985. S. Petroviæ u prvoj monografiji 
Sveuèilišne biblioteke u Zagrebu (1913.) navodi da je Lu-
bynski bio „punih šest godina desnom rukom tajnog sa-
vjetnika prof. dra. Durma”, a M. Dabac nakon detaljnog 
istraživanja da je pod imenom Rudolf Loewy studirao od 
1896. do 1899., kada je prekinuo studij i od 1900. do 1905. 
radio u Durmovu atelijeru pod novim prezimenom: Lubyn-
ski. Sam Durm navodi ga kao suradnika u projektu i reali-
zaciji sveuèilišne biblioteke u Heidelbergu.

Sl. 6. A. Messel: Robna kuæa Wertheim, Berlin,

pogled s Voßstrasse

Fig. 6 A. Messel: Wertheim Department Store, Berlin, 

view from Voßstrasse

Sl. 5. Glavni ulaz robne kuæe Wertheim

Fig. 5 Wertheim Department Store, main entrance
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sical tenets, that is, the role of Classicism. 
The process of defining European civilisation 
or cultural milieu, based primarily on ancient 
ethical and aesthetical principles, has been 
developed through cyclic changes and deri-
vation of certain archetypal forms from Antiq-
uity to the ”new” classicism of the 20th cen-
tury and post-modern eclectic recidivism. 
However, the classical tradition is not mono-
lithic and individual innovations are deter-
mined by transformation of various models, 
types and elements of classical architecture. 
This fact is indicated by Summerson3 in his 
statements about a direct use of classical ele-
ments in the works of classicist masters 
(Schinkel, Klenze and other) in contrast to 
specific application of classical elements in 
the neo-classicism of proto-modernism (Beh-
rens, Perret, Gropius). Summerson especially 
stressed the use of the architectural orders 
which contribute to the surface articulation 
and rhythm, but are also used without pro-
files and sculptural decoration.
Classicism or Neo-classicism4 of the late 18th 
and early 19th century gave birth to three main 
variants.5 The most recondite is the so called 
”functionalist classicism” of K. F. Schinkel 
(1781-1811) which was formed according to 
Durand’s principles of architectural autono-
my together with elements of classical antiq-
uity: ”noble simplicity and silent grandeur” 
[Winckelmann].
The second variant, which could be called 
”negating Hellenism”, strives to establish 
something new on the basis of the classical 
paradigms of order, harmony and monumen-
tality. However, it does not acquire ancient 

models literally but creates architecture of 
pure geometric forms (cube, pyramid, cylin-
der and sphere). It is represented individually 
by the following architects: F. Gilly (1772-
1800) in Berlin, C. N. Ledoux (1736-1806) in 
France, and A. D. Zaharov (1761-1811) in St Pe-
tersburg. Ledoux’s dreams could be realized 
in fragments of ”autonomous architecture” 
and functional symbolism only in the archi-
tecture of the 20th century, at the same time 
connecting formal elements ranging from 
Palladio, through Impressionism, Cubism and 
Neoplasticism, to Arata Isokari.
The third variant of classicism, perhaps the 
richest in examples, represents the bourgeois 
architecture which is congruent with the defi-
nition of Biedermeier. This type of architec-
ture which is seemingly created without any 
specific purpose is characterized by decora-
tion, lyricism and particular employment of 
profiles. The integrity of the ambience and 
atmosphere is achieved by a series of archi-
tectural fragments which are clearly individu-
ally defined as a whole and deprived of sche-
matism, theatricality and automatism of 
”austere classicism”. ”When compared with 
the atmosphere created by the entire ambi-
ence, individuality is frequently independent 
from the architect or the specific building” 
[Albini]. This classical layer is noticeable in 
the Upper Town in Zagreb, in the works of 
Bartol Felbinger and other Zagreb based ar-
chitect in the first half of the 19th century. This 
Zagreb environment was marked by local pe-
culiarities and atmosphere which welcomed 
the returning architects, among who was also 
Lubynski, and represented to them the basis 
and tradition. When talking about the local 
tradition, a potential opposing direction 
might have had its source in the late Baroque 
and Classicist castles of northwest Croatia 
(Virovitica, Gornja Bistra, Daruvar, Donje Oro-
slavlje, Novi Marof...).
The Neo-classical pattern and vocabulary, as 
classical recidivism which aspires to sole 
aestheticism, appeared at the Croatian archi-
tectural scene in the works of V. Kovaèiæ, H. 
Ehrlich, V. Bastl, I. Fischer, J. Denzler and oth-
ers. Inclinations toward the Central European 
architecture of the early 20th century, classi-
cal tradition and functionalism led to the cre-
ation of proto-modernism which was adhered 
to by a group of architects who developed 
their individual architectural language and 
poetics. One distinct and isolated manifesta-
tion of that was Meštroviæ’s later works and 
the special role Harold Biliniæ played in con-
nection to them.

It seems important and relevant for the paper 
to emphasise the fact that Lubynski studied 
at the Technical College in Karlsruhe with Jo-
sef Durm (1837-1919). He also assisted Durm 
in designing the University Library in Heidel-
berg (1901-1905).6 During Lubynski’s studies, 

3 Summerson, 1998
4 The term classicism for the art of the period from 
1760-80 to 1820-30 has been used in German speaking 
countries whereas the majority of European, English and 
American authors use the term neoclassicism referring to 
the cyclic appropriation of classical models, principles and 
norms starting from the 16th century onward. Regarding 
the Central European cultural context to which Croatian 
architecture belongs, the word classicism is used for the 
mentioned period, whereas the term neoclassicism is 
used for its revival and classicizing variants which emerged 
in the 1910s. The division of classicism into certain ideo-
logically and conceptually, and formally and aesthetically 
defined tendencies, alongside with more precise periodi-
zation, depends on the author and the cultural milieu 
(Great Britain, France, Germany, Austria, etc). A similar 
case is with the term historicism. 
5 Albini, 1961. The author made a personal classifica-
tion and evaluation. Different interpretations and stand-
ards, reliant on the early theoretical discussion on histori-
cism, emerged in the late 1960s and continued occurring 
in decade-long intervals up the present day.
6 Dabac, 1984-1985 S. Petroviæ states in the first mono-
graph on the University Library in Zagreb (1913) that Lubyn-
ski spent ”entire six years as assistant to the secret advisor, 
Professor Durm”, and M. Dabac, following a through re-
search, claims that Lubynski studied under the name Rudolf 
Loewy from 1896 to 1899 when he left to work in Durm’s 
studio from 1900 to 1905 under the new name Lubynski. 
Durm himself mentioned him as associate on the designs 
and execution of the Heidelberg University Library.

Sl. 7. Interijer robne kuæa Wertheim, fotografija

iz 1904.

Fig. 7 Wertheim Department Store, interior, photo, 

1904
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ga pod utjecajem novih ideala i gubi interes 
za njega, a on sâm sve više sljedbenika. Kao 
posljednji veliki arhitekt tada odbaèenog i 
prezrenog historicizma Durm je, unatoè sve-
mu što je bio i uèinio, odgurnut u stranu i po-
malo u zaborav.7 S priliènom sigurnošæu 
može se utvrditi da je Durm imao važnu ulogu 
u intelektualnom, svjetonazornom i struènom 
formiranju Lubynskoga, ali kad je rijeè o nje-
govom glavnom djelu, zagrebaèkoj Sveuèi-
lišnoj biblioteci, uèiteljev se izravni utjecaj ne 
razabire. No radeæi s Durmom na heidelberškoj 
biblioteci, Lubynski je zacijelo dobio uvid u 
nove, funkcionalne zahtjeve koji se tada po-
stavljaju bibliotekama i to ga je moglo ohra-
briti da se 1909. javi na javni natjeèaj za za-
grebaèku sveuèilišnu biblioteku.
U Zagreb se Lubynski 1907. vratio ne samo s 
graditeljskim iskustvom nego i kao svjedok 
aktualnih traženja i realizacija, koja èistim 
konstruktivnim rješenjima, redukcijom orna-
menta i oslonom na klasicistièki monumenta-
lizam jasno profiliraju njemaèku arhitekturu 
ranog 20. stoljeæa.
Meðu arhitektima koji stoje na poèetku tog 
razvoja izdvajamo Alfreda Messela (1853.-
1909.) i dva njegova ostvarenja relevantna za 
našu temu: robnu kuæu „Wertheim” u Berli-
nu, graðenu u tri faze od 1896. do 1906. go-
dine i Landesmuseum u Darmstadtu, graðen 
od 1897. do 1905. godine. Za oba vrijedi isti 
princip: estetskom rafiniranošæu i sublimira-
nim historizirajuæim oblicima uspostavlja se 
 skladna kompozicijska cjelina, a monumen-
talni mir postaje simbolom graditeljeve disci-
pline i kulture.
Uz Ludwiga Hoffmana (1870.-1956.) Messel 
dominira na berlinskoj arhitektonskoj sceni.8 
Robna kuæa „Wertheim” donijet æe mu glas 
najuglednijeg njemaèkog arhitekta tog doba, 
a ona æe biti proglašena zaèetnicom moderne 
arhitekture (Sl. 5.-7.) Messel je prvi koji 1897. 

na proèelju neuvijeno projicira konstrukciju i 
upuæuje na funkciju, služeæi se gotièkim prin-
cipom vertikularne artikulacije, ali bez ikakvih 
formalno-stilskih asocijacija i dekora, da bi 
izmeðu gotizirajuæih stupova napeo staklene 
stijene. Monumentalni interijer sadržavao je 
vestibul: središnju dvoranu u èitavoj visini 
zgrade (površine 450 m2), patetièno raskri-
ljeno stubište do katova, alegorijske kipove 
nadnaravne velièine, freske (s prikazima 
antièke i moderne luke), oplate i opremu od 
plemenitih materijala. „Gotizirajuæa katedra-
la konzuma” [Nerdinger] izazvala je golemi 
opæi dojam i pohvale Van de Veldea, Muthe-
siusa, Behrensa, B. Tauta, Miesa van der 
Rohea i dr. U dogradnji iz 1899./1900. godine 
Messel je bio prisiljen jedno proèelje prilago-
diti reprezentativnoj fronti ulice s barokno-
-klasicistièkim i neobaroknim palaèama, dok 
je u drugom proèelju varirao prvotnu ideju. 
Treæu dogradnju obilježava usitnjena, nagla-
šenije gotizirajuæa struktura i skulpturalni 
ukras, a interijer obilje mramora, inkrustacija, 
pozlate, ogledala, i sl.9

Landesmuseum u Darmstadtu trebao je obje-
diniti sve državne zbirke kneževine Hessen sa 

7 Grammbitter, 1984.
8 God. 1894. postaje profesor na Školi za umjetnièki 
obrt u Berlinu i osniva vlastiti biro; 1904. postaje èlan Pru-
ske akademije umjetnosti, 1906. poèasni doktor Visoke 
tehnièke škole u Darmstadtu, 1907. arhitekt Kr. pruskih 
muzeja. Do smrti se bavi projektiranjem novogradnje mu-
zeja, meðu njima za Pergamski oltar. Njegov opus sadrži 
60-ak djela svih žanrova. Od 1893. poèinje suraðivati s ‘di-
nastijom’ Wertheim, vlasnicom najveæih robnih kuæa u 
Berlinu. 
9 Do Prvoga svjetskog rata robna kuæa još je nekoliko 
puta proširena, tako da je sadržavala 106.000 m2. Do-
laskom nacionalsocijalista na vlast bila je izvrgnuta anti-
semitskim napadima; do 1933. poduzeæe je arizirano i do-
biva ime AWAG (Allgemeine Warenhaus A. G.). U bombar-
diranjima Berlina teško je ošteæena, 1945. izgorjela je od 
fosforne bombe, a ruševine su uklonjene 1955./56. da bi 
se uz granicu dvaju sektora stvorio slobodni prostor. 

Sl. 9. H. Billing, Kunsthalle, Mannheim, fotografija

iz 1907.

Fig. 9 H. Billing: Kunsthalle, Mannheim, photo, 1907

Sl. 8. Proèelje i glavni ulaz Kunsthalle, Mannheim

Fig. 8 Kunsthalle Mannheim, main façade

and entrance
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Durm was inevitably reputed as an authority 
figure - architect, professor, scientist and 
theoretician, conservator, intellectual and po-
litician. However, since 1902, when Lubynski 
became his close associate and followed his 
every step, Durm’s career started to decline. 
He lost his high public service position, new 
generation of students changed their inter-
ests under the influence of new ideals and he 
started losing followers. As the last great ar-
chitect of the rejected and scorned histori-
cism, Durm was pushed aside and into obliv-
ion despite everything he had accomplished.7 
It can be ascertained that Durm played a sig-
nificant role in Lubynski’s professional or in-
tellectual development and the formation of 
his world view. However, Lubynski’s main 
work, the University Library in Zagreb does 
not bear witness to the teacher’s direct influ-
ence. By working with Durm on the Heidel-
berg library, Lubynski surely gained some in-
sight into new, functional requirements im-
posed on libraries. That may have encouraged 
him to submit his work for the 1909 competi-
tion for the design of the University Library in 
Zagreb.
Lubynski returned to Zagreb in 1907 not only 
as an experienced architect but also as a wit-
ness to the current architectural quests and 
realisations whose characteristics such as 
precise constructions, reduction of ornament 
and inclination to the classicist monumental-
ism clearly defined the German architectural 
scene in the early 20th century.
Among the architects who initiated this de-
velopment prominence should be given to 
Alfred Messel (1853-1909) and two of his 
works relevant to the topic of the paper: 
Wertheim Department Store in Berlin, which 
was built in three phases, from 1896 to 1906 
and the Landesmuseum (State Museum) in 
Darmstadt, built from 1897 to 1905. Both 
building follow the same principle: aesthetic 
subtlety and sublime historicist forms make a 
harmonious composition and monumental 

peace becomes the symbol of the architect’s 
discipline and culture.

The Berlin architectural scene was alongside 
Ludwig Hoffman (1870-1956) dominated by 
Messel8 to whom the Wertheim Department 
Store secured the reputation of the most es-
teemed German architect of the period, while 
the building itself was said to have founded 
modern architecture (Figs. 5-7). Messel was 
the first architect who designed the façade in 
such a way as to show the structure behind it 
and thus point to the function of the build-
ings. He used the Gothic principle of vertical 
articulation but without any formal or stylistic 
decoration in order to tighten the glass walls 
between the Gothic-like columns. The monu-
mental interior comprised the vestibule - 
central hall running through the entire height 
of the building (450 m2), theatrical T shaped 
staircase, enormous allegorical statues, fres-
co paintings (depicting ancient and modern 
ports), panels and furnishings made from 
high-quality materials. This ”gothicizing ca-
thedral of consumption” [Nerdinger] earned 
great admiration and compliments of Van de 
Velde, Muthesius, Behrens, B. Taut, Mies van 
der Rohe and others. In 1899-1900, while 
building an extension to the store, Messel 
was forced to make one façade as a represen-
tative face of the street that was lined with 
Baroque -Classicist and Neo-Baroque palac-
es, while he made the second façade a varia-
tion of the first. The third extension was less 
monumental and more pronouncedly Gothic 
in structure and sculptural decoration and 
the interior was replete with marble, incrus-
tations, gilding, mirrors and the like.9

The Landesmuseum in Darmstadt was to hold 
all state collections in the Duchy of Hesse pro-
viding that two main group of artefact (depart-
ments of art, archaeology and natural history) 
were spatially separated but equally accessi-

7 Grammbitter, 1984
8 In 1894 he became professor at the Applied Arts 
School in Berlin and opened up his private practice. In 
1904 he became a member of the Prussian Art Academy, in 
1906 honorary doctor of the Technical College in Darm-
stadt and in 1907 the architect of the Royal Prussian Muse-
ums. He spent the rest of his life designing extensions of 
museums, among which was the building for the Perga-
mon Altar. About 60 works of various genres make his 
oeuvre. From 1893 he collaborated with the Wertheim ”dy-
nasty”, the owners of the biggest department stores in 
Berlin.
9 Until the WWI the department store was extended 
several times and in the end comprised 106.000 m2. Dur-
ing the national-socialist regime it was the object of anti-
Semitic attacks. Up to 1933 the company was nationalised 
and changed the name into AWAG (Allgemeine Warenhaus 
A. G.). During bombing attacks on Berlin it was severely 
damaged, and in 1905 it burnt down. Debris was removed 
in 1955-56 in order to create an open space between two 
zones.

Sl. 10. A. Messel: Landesmuseum, Darmstadt, 

fotografija

Fig. 10 A. Messel: Landesmuseum, Darmstadt, photo
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zahtjevom da se dvije glavne grupe (umjet-
nièki i arheološki te prirodoslovni odjeli) pro-
storno odijele, s time da budu pristupaène i 
pregledne, a jedinice s pojedinim zbirkama 
da se arhitektonski diferenciraju. Nadalje, 
zgradu je stilski trebalo prilagoditi obližnjem 
dvoru, rezidenciji velikog kneza i postojeæem 
trgu (Sl. 10.). Grupiranjem i graduiranjem raz-
lièitih volumena koje objedinjuje moæni man-
sardni krov, Messel postiže kompoziciju ba-
roknog dojma, a bez primjene stilskih formi i 
dekora, slièno kao što je postupio kod gotizi-
ranih proèelja robne kuæe Wertheim. Oba re-
mek-djela svjedoèanstva su emancipacije od 
povijesnih stilova, odnosno inovativne pri-
mjene njihovih osnovnih arhitektonskih na-
èela u službi novih namjena.

Slièan pristup, ali oprimjeren drukèijim jezi-
kom obilježava Kunsthalle u Mannheimu 
(1905./07.) Hermana Billinga. „Moæni, goto-
vo kiparski modeliran blok, jasno izražava 
princip redukcije na tektonsku formu i škrti 
dekor, tako da nastaje dojam arhitekture koja 
doduše proizlazi iz tradicije, ali nigdje ne 
upuæuje na kakav konkretni povijesni uzor.”10 
Nizom elemenata, kao što su rustificirano 
podnožje, vijenci, lezene, kanelure, kupolasti 
pokrov, Billing upuæuje na tradiciju 17. i 18. 
stoljeæa, ali ih svjesno transformira i oèuðuje 
do neraspoznatljivosti s ciljem postizanja no-
vog i individualnog stila. Dekoracija je po-
tisnuta za volju plastiènosti i uèinka svjetla-
-sjene, a jedino monumentalni portal krasi 
 figuralna plastika: stubište je flankirano kla-
siènim parom lavova, a središnji rizalit krune 
alegorijski muški i ženski likovi koji nose 
vijence (kipar Hermann Volz). Teatralna sce-

nografija nastavlja se u unutrašnjosti koja 
svim sredstvima sugerira hram kulture. U 
svemu individualni stil nosi obilježja i duh Ju-
gendstila (Sl. 8., 9.).

Veæ svojim prvim nastupima Hermann Billing 
(1867.-1946.) stekao je glas ‘avangardista’ i 
‘modernista’, koji se ubrzo proširio izvan rod-
nog Karlsruhea. Bio je univerzalni umjetnik: 
slikar, grafièar, dizajner, majstor arhitekton-
skih fantazija, a 1896. jedini arhitekt u sece-
sijskoj grupi koja se uvelike angažirala u grad-
nji galerija u Mannheimu i Baden-Badenu. 
Patetièni secesijski izraz kasnije æe zamijeniti 
trezvenijim neoklasicizmom.

Na drugaèiji æe naèin isti put proæi Joseph Ma-
ria Olbrich (1867.-1909.). Ostavljajuæi Beèu 
simbolièni Paviljon secesije (1898.), odlazi u 
Darmstadt koji je uz München snažno žarište 
novog pokreta. Umjetnièkoj koloniji na Ma-
thildenhöhe u Darmstadtu, koju je osnovao 
mecena, veliki knez Ernst Ludwig von Hes-
sen, Olbrich æe ostaviti esencijalna djela: 
Dom Ernsta-Ludwiga (1901.), izložbenu zgra-
du (1901.), nekoliko manjih vila i simboliènu 
vertikalu vrtnog naselja, „Svadbeni toranj” 
(1907./08.). Ona æe masom i siluetom, kon-
troliranom euritmijskom kompozicijom, no-
vim materijalima i reduciranom ornamenta-
cijom otvoriti perspektivu novim pravcima, 
posebno ekspresionizmu Ericha Mendelsoh-
na 1920-ih.

Olbrichovi izlošci na Svjetskoj izložbi 1904. u 
St. Louisu ostavili su takav dojam da je, vje-
rojatno, na poticaj Franka Lloyda Wrighta iza-

10 Nerdinger, 1997: 52

Sl. 12. J. M. Olbrich, Robna kuæa Tietz, Düsseldorf, 

pogled iz ugla Bazarstrasse i Alleestrasse, 

fotografija iz 1909.

Fig. 12 J. M. Olbrich: Tietz Department Store, 

Düsseldorf, view from the corner of Bazarstrasse 

and Alleestrasse Streets, photo, 1909

Sl. 11. Interijer robne kuæe Tietz, fotografija iz 1909.

Fig. 11 Tietz Department Store, interior, photo, 1909
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ble and coherently displayed, and that the 
spatial units holding other collections were ar-
chitecturally differentiated. Furthermore, the 
building was to adapt to the neighbouring 
court, Grand Duke’s residence, and the exist-
ing square (Fig. 10). By embracing the grouped 
and graded architectural forms by a single 
mansard roof, Messel achieved a composition 
of Baroque impression without using Baroque 
stylistic elements and decoration, which was 
similar in approach to his Gothic-like facades 
of the Wertheim Department Store. Both these 
masterpieces witness to the emancipation 
from historic styles and to the innovative use 
of traditional fundamental architectural tenets 
for new purposes.

A similar approach, though expressed in dif-
ferent architectural language, is evident in 
Kunsthalle in Mannheim (1905-07) designed 
by Herman Billing. ”Powerful, almost sculp-
tured block clearly expresses the reduction 
principle but does not suggest any specific 
historical model.”10 A series of elements such 
as rustic base, cornices, lesenes, flutes, domed 
roof that Billing used on this building point to 
the 17th and 18th century tradition. However, he 
consciously transformed them and made them 
unrecognisable in order to achieve a new and 
individual style. Decorative elements are sup-
pressed to give way to architectural plasticity 
and the play of light and shadow. The only 
figurative sculptural elements include the two 
typical lions flanking the staircase of the mon-
umental portal and the female and male alle-
gorical sculptures carrying wreaths (sculptor 

Hermann Volz) on top of the central block. 
Theatrical scenography is also present in the 
interior where it suggests the temple of cul-
ture. This thoroughly individual style is also 
marked with features and spirit of Jugendstil 
(Figs. 8, 9).

Even with his first works Hermann Billing 
(1867-1946) won fame of an avant-garde and 
modern architect which quickly spread out-
side Karlsruhe, his hometown. He was a uni-
versal artist: painter, graphic artist and mas-
ter in imaginative architectural design and in 
1986 the only architect in the group of Seces-
sion artist engaged in the construction of 
Mannheim and Baden-Baden galleries. Their 
theatrical expression would later give way to 
more composed neo-classicism.
Joseph Maria Olbrich (1867-1909) trod the 
same path as Billing though in a somewhat dif-
ferent way. Leaving to Vienna his symbolic Se-
cession building (1898), he went to Darmstadt 
which was alongside Munich another impor-
tant centre of the new movement. The 
Mathildenhöhe artists’ colony in Darmstadt, 
founded by the patron and grand duke, Ernst 
Louis of Hesse, was enriched with Olbrich’s 
main works: the Ernst Louis House (1901), Ex-
hibition Gallery (1901), several small villas and 
a vertical symbol of the quarter, the Wedding 
Tower (1907-08). With its mass and contours, 
harmoniously proportioned composition, new 
materials and reduced ornament, it would en-
tice new movements, especially the expres-
sionism of Erich Mendelsohn in the 1920s.

Olbrich’s rooms at the St Louis Exposition of 
1904 were so impressive that he was made 
associate of the American Institute of Archi-10 Nerdinger, 1997: 52

Sl. 13. Nacrt glavnog proèelja robne kuæe Tietz

Fig. 13 Tietz Department Store, main façade, elevation
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bran za dopisnog èlana American Institute of 
Architects. Godine 1906. primio je posljednju 
veliku narudžbu: projekt za robnu kuæu Leon-
harda Tietza u Düsseldorfu, koja je otvorena 
1908. godine11 (Sl. 11.-13.).

Poput robne kuæe „Wertheim” u Berlinu, i 
ovdje su proèelja vertikalno rašèlanjena gu-
stim slijedom stupova, ali u drugaèijem rit-
mu, a za razliku od Messelovog gotièkog 
principa Olbrich primjenjuje klasicistièki su-
stav.12 „Problem vanjskog oblikovanja robne 
kuæe leži u objedinjavanju velikog broja ka-
tova, dvorana i stubišta u jedinstvenu cjelinu. 
Beskrajnim nizanjem stup ovdje postaje ele-
ment koji svladava masu... U svojoj jasnoj 
preglednosti cjelina djeluju posve antièki... 
Savršeno do svih pojedinosti, ovo ostvarenje 
predstavlja umjetnièko djelo u punom smislu 
rijeèi.”13 Vertikalizmom i fenestracijom, de-
taljima proèelja te interijerom, robna kuæa 
„Tietz” bliska je Sveuèilišnoj biblioteci u Za-
grebu.14 Elementi interijerske obrade, ‘èvrsti’ 
ornament, materijali i naèin ugradbe, uopæe 
sva oprema, potvrðuju tu paralelu.

Meðu arhitektima koji su individualno in-
terpretirali monumentalne neoklasicistièke 
teme istièe se Heinrich Tessenow (1876.-
1950.). U vrtnom gradu Hellerau kraj Dres-
dena, koji su osnovali dvojica mecena nje-
maèkog vrtnog pokreta, bankar Karl Ernst 
Osthaus i Karl Schmidt, vlasnik tvornice 
namještaja Deutsche Werkstätte, Tessenow 
je projektirao Festivalski dom Instituta Dal-
croze za ples i ritmièku gimnastiku.15 Kao me-
diju u kojem se stapaju tijelo i duša, Dalcroze 
je plesu pripisivao sakralni znaèaj, a Dom 
zamišljao kao „nacionalno svetište”.16 Tesse-
now je posve u skladu s time koncipirao tea-

tar kao hram: aksijalno simetrièno zdanje s 
portikom, visokim stupovima i zabatom, koje 
se izravno poziva na antièki, grèki uzor. 
„Proizvoljna mješavina klasicistièke monu-
mentalnosti i puristièke jasnoæe” [Ebert], 
koja je - pridodajmo - veæ davne 1912., kad 

11 Programom pozivnog natjeèaja 1906. godine poseb-
no su se zahtijevali opæi monumentalni dojam i reprezen-
tativna proèelja, no bez oslona na poznate uzore. Olbrich, 
tada profesor Visoke tehnièke škole u Darmstadtu, podije-
lio je drugu nagradu s atelijerom Otto & Paul Engler iz Düs-
seldorfa. Kako investitor nije bio zadovoljan, održan je 
drugi krug s èetiri nagraðena arhitekta koji takoðer nije 
postigao oèekivani cilj. Nakon što su izraðeni modeli triju 
radova: Wilhelma Kreisa, Paula Englera i J. M. Olbricha, 
koji su ocijenjeni kao najbolji, izbor je pao na Olbricha 
kojem je povjerena „umjetnièka obrada èitavog vanjskog i 
unutrašnjeg dijela zgrade”. [Creutz, 1909.]
12 Frampton, 1992: 449
13 Creutz, 1909.
14 Jakac, 1962.
15 Švicarski muzièki pedagog i kompozitor Émile Jaques-
-Dalcroze (1865.-1950.) zasnovao je na Konzervatoriju u 
Ženevi metodu ritmièke gimnastike i razvoja sluha. U Helle-
rauu je dobio moguænost da osnuje „Odgojni zavod za 
muziku i ritam”, odnosno za medicinsku primjenu eurit-
mije. Suradnik mu je bio švicarski arhitekt, scenograf i 
teoretièar, Adolphe Appia (1862.-1928.), koji je za njega od 
1909. projektirao kontrapunktsku arhitekturu, „espaces 
rhytmiques”, a 1910. veliku dvoranu Festivalskog doma u 
Hellerauu. Oko Dalcrozea se okupljala europska umjetnièka 
i kulturna elita, a Hellerau je postao nadaleko poznatim 
centrom kulturne obnove. Povjesnièar teatra Oscar Broc-
kett navodi da je tu nastalo „prvo moderno kazalište bez 
proscenija i portala s posve otvorenom pozornicom”. 
 Appia je do 1913. projektirao scenografije za Dalcrozeov 
avangardni teatar u Hellerauu. Dalcrozeov utjecaj bio je 
golem; spomenimo u nas Inu Ehrlich, udanu Jun, pa Broda 
(1899.-1983.) koja je utemeljila slièni zavod 1920-ih i 
muzièku pedagoginju Elly Lerch, udanu Bašiæ (1908.-
1998.), koja je u isto doba utemeljila muzièku školu 
„Beethoven”, a kasnije i glasovitu funkcionalnu metodu s 
glavnim ciljem razvijanja muzikalnosti i opæe kreativnosti. 
[ww.absoluteastronomy.com/topics/Hellerau]
16 Ebert, 2006: 61-72

Sl. 15. H. Tessenow: Festspielhaus, Dresden-Hellerau

Fig. 15 H. Tessenow: Festspielhaus, Dresden-Hellerau

Sl. 14. P. Behrens: Njemaèka ambasada

u St. Peterburgu

Fig. 14 P. Behrens: German Embassy, St. Petersburg
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tects, most like due to Frank Lloyd Wright’s 
incentive. In 1906 he received his last big 
commission: designs for Leonard Tietz’s de-
partment store in Düsseldorf which opened 
in 190811 (Figs. 11-13).
Comparable to the verticalism of Wertheim in 
Berlin, the façade of the Tietz Department 
Store is also articulated with a sequence of 
vertical columns of small intercolumnation, 
differing from Messel’s in the rhythm and 
types of columns. Additionally, while Messel 
adhered to Gothic principle, Olbrich applied 
the classical one.12 ”The problematic issue 
about the department store design is the in-
tegration of a great number of floors, halls 
and stairwells into a single whole. Endless 
rows of columns became here the element 
which overpowers the massiveness of the 
building… Clear and coherent, the interior 
seems entirely ancient…Perfect to a single 
detail this accomplishment represents an art 
work in every possible sense of the word.”13 

With its verticalism, fenestration, façade de-
tails and interior the Tietz Department Store 
bears resemblance to the University Library 
in Zagreb.14 Interior elements such as ”solid” 
ornament, materials and construction meth-
ods, and generally all furnishings attest to 
that comparison.

Among the architects who individually inter-
preted monumental neo-classicist elements 
most prominent is Heinrich Tessenow (1876-
1950). He designed the Festival House of the 
Dalcroze School, an institute for dance and eu-
rhythmics,15 in Hellerau Garden City near Dres-
den which was established by two patrons of 
the German garden city movement, Karl Ernst 
Osthaus, a banker, and Karl Schmidt, owner of 
the Deutsche Werkstätte furniture factory. Dal-
croze, who considered dance a medium which 
merges the body and the soul, ascribed it a 
sacral meaning and consequently conceived 
of the Festival House as a national sanctuary.16 
Utterly in harmony with Delacroze’s views Tes-
senow designed the theatre as a shrine: axially 
symmetrical with a porch, high steps and ga-
ble echoing an ancient Greek model. ”Arbitrary 
combination of classicist monumentality and 
purist clarity” [Ebert] which as early as 1912, 
when the House opened, heralded certain lat-
er simplicities, for example, in Léon Krier’s 
combinations of architectural features. Al-
ready in 1910 Tessenow offered to work to-
gether with Charles-Edouard Jeanneret (from 
1917 called Le Corbusier) who enthusiastically 
accepted it. However, Tessenow wanted to do 
the most important part himslef: the façade. 
Le Corbusier said about the House that it was 
”a group art work that will… filled with new 
spirit, permeate the entire city” which in effect 
happened17 (Fig. 15).

11 The requirements of the 1906 invitation competition 
included a general impression of monumentality and repre-
sentative facades, however, without references to well 
known models, jointly won the second prize was jointly won 
by Otto & Paul Engler studio from Düsseldorf and Olbrich, 
who was at the time professor at the Technical College in 
Darmstadt. Due to investor’s dissatisfaction there was a 
second round of the competition which included four 
awarded architects which also failed in reaching the expect-
ed goal. After the three designs made by Wilhelm Kreis, 
Paul Engler and J. M. Olbrich were judged best, it was Ol-
brich who was entrusted with the ”artistic creation of the 
entire building’s exterior and interior”. [Creutz, 1909]
12 Frampton, 1992: 449
13 Creutz, 1909
14 Jakac, 1962
15 The Swiss musical educator and composer Émile 
Jaques-Dalcroze (1865-1950) devised a method of eurhyth-
mics and hearing development of at the Geneva Conserva-
tory and in Hellerau he was given an opportunity to set up 
the ”Music and Rhythm Education Institute”. His associate 
was the Swiss architect, scenographer and theoretician 
Adolphe Appia (1862-1928) who designed in 1909 counter-
point architecture for Dalcroze, ”espaces rhytmiques”, and 
in 1910 the big hall of the Hellerau Festival House. Dalcroze 
gathered European artistic and cultural elite around him-
self, and Hellerau became a widely known centre of cultural 
revival. The theatre historian Oscar Brockett states that 
”the first modern theatre without a proscenium arch and 
with a completely open stage” was established in Hellerau 
where in 1913 Appia made the stage design for Dalcroze’s 
avant-garde theatre. Dalcroze’s influence was great and felt 
even in Croatia. Mentioned should be Ina Ehrlich Jun, Broda 
(1899-1983) who founded a similar institute in the 1920s, 
musical educator Elly Lerch Bašiæ (1908-1998) who set up 
the Beethoven school in the same period and subsequently 
devised the renowned functional method for developing 
musical talent and creativity. [www.absoluteastronomy.
com/topics/Hellerau]
16 Ebert, 2006: 61-72
17 Among the cultural visionaries that gathered in Hel-
lerau there were great German dancers and choreogra-
phers Gret Palucca and Mary Wigman who studied with 
Dalcroze. After coming to power the national socialists 
banished this progressive community and in 1939 trans-
formed the Festival House in a police academy then a mili-
tary hospital. The quarter and the theatre were destroyed. 
Soviets did not have interested in it either. Its restoration 
began in 1989 after the unification, and in 2006 the theatre 
was again open to the public.

Sl. 16. P. Behrens: Predprojekt Doma cara Wilhelma

u Lübecku, 1913.

Fig. 16 P. Behrens: House of Keiser Wilhelm, Lübeck, 

preliminary design, 1913
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je Dom otvoren, najavila neke kasnije naivno-
sti, na primjer, u arhitektonskoj kombinatori-
ci Leona Kriera. Još 1910. Tessenow je na su-
radnju pozvao Charles-Edouarda Jeannereta 
(od 1917. Le Corbusiera), koji je oduševljeno 
pristao, ali je Tessenow na to objavio da æe 
ipak sam obaviti najzanimljivije: naime pro-
èelje. Le Corbusier je o Domu govorio kao o 
„skupnom umjetnièkom djelu koje æe... is-
punjeno novim duhom, prožeti èitav grad” - 
što se i obistinilo17 (Sl. 15.).

Klasiènoj tradiciji i monumentalizmu okreæe 
se u to doba u svojim neoklasicistièkim zgra-
dama Peter Behrens (1868.-1940.), najvažnija 
liènost njemaèke arhitekture u prvim deset-
ljeæima 20. stoljeæa. Najizravnije - palaèom 
njemaèkog veleposlanstva u Sankt Peterbur-
gu (1911./12.), najviše osporavanim Behren-
sovim djelom,18 tvornicom za male strojeve 
AEG-a (AEG-Kleinmotorenfabrik) u Berlin-We-
ddingu (1910./13.), te naposljetku Paviljonom 
na izložbi Werkbunda u Kölnu 1914. godine.

U naznaèenom kontekstu posebno istièemo 
palaèu veleposlanstva u Sankt Peterburgu, 
na proèelju koje Behrens rabi grèki dorski 
red, gustim ritmom visokih stupova postiže 
opæi uèinak vertikalnosti i ujedno održava in-
dividualitet stupa i cjeline. I ovdje u skladu sa 
svojom teorijom tektonike pribjegava s jedne 

strane redukciji na esencijalno, s druge stra-
ne inovativnoj interpretaciji stupa i pilastara, 
a neuvijeno se poziva na vitruvijansku simbo-
liku dorskog reda kao muškog i marcijalnog 
(Sl. 14.). Drugi primjer, predprojekt za kultur-
ni centar, Dom cara Wilhelma u Lübecku iz 
1912./13., predstavlja relevantnu paralelu za 
zagrebaèku biblioteku kompozicijom proèelja 
i mekšom primjenom naèela demonstriranih 
u Petrogradu (Sl. 16.).

Motivi Behrensovog, i ne samo njegovog ob-
rata, jednoznaèno su ideološke prirode: to je 
doba potrage za novim njemaèkim i nacional-
nim stilom.19 Iako su neki kritièari, meðu nji-
ma Bruno Taut, ocijenili Jugendstil kao „uisti-
nu pravi njemaèki umjetnièki i oblikovni je-
zik”, pitanja nacionalnog stila intenzivno se 
propituju tek nakon izložbe „Dokument nje-
maèke umjetnosti” umjetnièke kolonije na 
Mathildenhöhe u Darmstadtu 1901. godine. I 
njemaèki doprinos na Svjetskoj izložbi u St. 
Louisu 1904. pokazao je prevlast monumen-
talno-reprezentativnih koncepata. Formalno 
je rijeè o tendenciji prema redukciji i pojedno-
stavnjenju, potiskivanju povijesnih detalja u 
korist sugestivnosti dojma velièine i kom-
paktnosti forme. Do I. svjetskog rata to je 
središnja tendencija njemaèke arhitekture. 
W. Nerdinger upuæuje na tri smjera: 1. re-
dukciju na doba „oko 1800.”, tj. pozivanje na 
ideale Goetheova doba koje u arhitekturi 
oprimjeruje Tessenow Festivalskim domom
u Hellerauu; 2. redukciju na tektonski skelet 
u smislu klasicistièke artikulacije ploha ili 
masa kao u Behrensa i 3. arhaiziranu re-
dukciju, èesto s rustificiranim elementima ili 
kubiènim blokovima, kao u Hermanna Billin-
ga ili Fritza Schumachera. „Treæa njemaèka 
izložba umjetnièkog obrta” koju je 1906. u 
Dresdenu organizirao Schumacher, ocijenje-
na je kao ‘pobjeda njemaèkog nacionalnog 
osjeæaja nad secesionizmom i individualiz-

Sl. 18. O. Wagner: Projekt nove sveuèilišne biblioteke 

u Beèu, 1910.

Fig. 18 O. Wagner: new University Library, Vienna, 

design, 1910

Sl. 17. O. Wagner: Projekt Doma umjetnosti, 1913.

Fig. 17 O. Wagner: House of Arts, design, 1913

17 Meðu kulturnim vizionarima koji su se se okupljali u 
Hellerauu bile su velike njemaèke plesaèice i koreograf-
kinje Gret Palucca i Mary Wigman, koja je i studirala kod 
Dalcrozea. Dolaskom na vlast nacionalsocijalisti su otje-
rali progresivnu zajednicu, a u Festivalski dom 1939. smje-
stili policijsku akademiju, pa vojnu bolnicu i vojsku, a na-
selje i teatar bili su devastirani. Ni sovjetska vlast nije 
imala interesa za njih. Nakon njemaèkog ujedinjenja 1989. 
zapoèela je obnova, a 2006. teatar je ponovno otvorio vra-
ta publici. 
18 Sudovi suvremenika bili su opreèni. Tako je u Nje-
maèkoj palaèa dobila pohvale zbog monumentalnosti, a 
pokude u Francuskoj i Rusiji zbog ‘teutonske’ fasade. 
Njemaèki teoretièari suglasni su u ocjeni da predstavlja 
preteèu nacistièke arhitekture, dok meðunarodna kritika 
ne dijeli taj sud. Peter Blake istièe savršene propocije i 
 distingvirani dojam, Philip Johnson prenosi rijeèi svog 
uèitelja Miesa van der Rohea, tada suradnika u Behrenso-
vu atelijeru, koji je bio „vrlo ponosan na tu zgradu”, a Aldo 
Rossi smatra je jednom od najveæih graðevina 20. stoljeæa. 
[prema: Buddensieg, 1984.]
19 Nerdinger, 1997.; Frampton, 1992. 
20 Deutsche Bauzeitung, 1906: 34 i sl. [prema: Nerdin-

ger, 1997.]
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During the same period Peter Behrens (1868-
1940), the most significant personality of Ger-
man architecture, was another architect who 
turned to the classical tradition and monu-
mentalism in his neo-classicist buildings. This 
was most evident in the building of the Ger-
man Embassy in St Petersburg (1911-12), the 
AEG Turbine Factory (AEG-Kleinmoterenfabrik) 
in Berlin-Wedding (1910-13) which was the 
most scorned Behrens’ work,18 and the 1914 
Werkbund Exhibition Pavilion in Cologne.
It is interesting to mention within the dis-
cussed context the German Embassy in St 
Petersburg on whose main façade Behrens 
built the Greek Doric order with a large 
number closely set, high columns creating 
therewith a general impression of verticality 
and at the same time reflecting the individu-
ality of the column and the entire building. In 
conformity with his theory of tectonics, Beh-
rens chose reduction to the very essence on 
the one hand and innovative interpretation of 
columns and pilasters on the other, while di-
rectly referring to Vitruvian symbolism of the 
Doric order as having masculine and martial 
characteristics (Fig.14). Another example, a 
preliminary design for a cultural centre, Keis-
er Wilhelm’s house in Lübeck from 1912-13 
presents a relevant correlation to the Zagreb 
library regarding the façade composition and 
somewhat more subdued principles, in com-
parison to those in St Petersburg (Fig. 16).
The motivation behind Behrens’, and not only 
his, turnabout is unambiguously ideological 
since the period was marked by the search 
for a new German national style.19 Although 
certain critics, including Bruno Taut, consid-
ered Jugendstil as ”a truly German formal and 
artistic language” the issues of the national 
style were intensively addressed only after 
the exhibition A Document of German Art 
which was organized in 1901 by the Math-
ildenhöhe artists’ colony in Darmstadt. Even 
the German exhibits at the 1904 International 
Exposition in St Louis showed prevalence of 
monumental and representative concepts.
In the context of form, this was the tendency 
toward reduction and simplification, sup-

pression of historical details in order to evoke 
strong impressions of magnitude and struc-
tural integrity, which all formed the central 
preoccupation of German architecture up to 
the First World War. This tendency was ac-
cording to W. Nerdinger defined by three as-
pects: 1. reduction which invokes the period 
around 1800, that is, Goethe’s ideals archi-
tecturally embodied in Tessenow’s Festival 
House in Hellerau; 2. reduction to architec-
tural structure in terms of classicist articula-
tion of surfaces or forms, which is manifest in 
Behrens’ works and 3. archaic reduction, of-
ten with rustic elements of cube like struc-
tures, as in the works by Hermann Billing or 
Fritz Schumacher. The 1906 Third German Ex-
hibition of Applied Arts organized in Dresden 
by Schumacher was claimed to be represent-
ative of the ”victory of German national senti-
ment over the principles of Secession and in-
dividuality”.20 ”The year of 1906 in Dresden 
saw the formation of the national and monu-
mental modernism… although characterized 
by different individual and stylistic features 
which found their common denominator in 
the term ‘tectonic, monumental’ or ‘spatial 
art’” [Nerdinger]. Among the protagonists of 
the new movement, Behrens was the leading 
advocate of the ”reduction of classicist ele-
ments” and Dresden and Karlsruhe became 
the ”centres of reductional monumental ar-
chitecture”.21 Associations and bonds among 
modernism, monumentalism and national 
consciousness was fully revealed in the com-
petition for the design of Bismarck’s sculp-
ture. That was the most significant artistic 
and architectural competition of the period 
during which the German grandeur was ex-
pressed in monumental form not only by tra-
ditionalists and historicists but also avant-
garde representatives such as Poelzig, Gro-
pius and Mies van der Rohe.

Another way to understanding Rudolf Lubyn-
ski in the beginning of the 1910s leads us to 
the appealing, arcane and elite aspect of Se-
cession. Founded on the idea of artistic ver-
satility and tolerance, and inspired by differ-
ent temporally and spatially distant sources, 
Secession was freed from exclusiveness and 

18 Views of his contemporaries were contrasting. In Ger-
many the palace thus received praise due to its monumen-
tality, whereas in France and Russia due to its ”Teutonic” 
façade. German theoreticians are equally of the view that 
it represents an antecedent of Nazi architecture, while in-
ternational critics think different. Peter Blake point out to 
perfect proportions and distinguished impression, Philip 
Johnson repeats the words of his teacher Mies van der 
Rohe, the then associate in Behrens’ studio, who was 
”very proud of the building”, and Aldo Rossi considers it 
one of the most significant buildings in the 20th century. 
[in: Buddensieg, 1984]
19 Nerdinger, 1997; Frampton, 1992 
20 Deutsche Bauzeitung, 1906: 34 etc [in: Nerdinger, 
1997]
21 Nerdinger, 1997 

Sl. 19. Kamil Liederhaus: Projekt Volkshalle, 1897.

Fig. 19 Kamil Liederhaus: Volkshalle (People’s Hall), 

design, 1897
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mom’.”20 „U Dresdenu se 1906. formirala na-
cionalno-monumentalna moderna... doduše 
s individualnim i stilskim razlikama, no one 
su pod nazivnikom ‘tektonsko, monumental-
no’ ili ‘prostorna umjetnost’ našle zajedniè-
ki izraz” [Nerdinger]. Meðu protagonistima 
Behrens je bio najveæi pobornik „redukcije 
klasicistièkih elemenata”, dok su Karlsruhe i 
Dresden postali „izravni centri reducirane mo-
numentalne arhitekture”.21 A povezanost i 
spoj moderne, monumentalizma i nacionalne 
svijesti do kraja su se otkrili prigodom natje-
èaja za spomenik Bismarcku, najveæeg um-
jetnièkog i arhitektonskog natjeèaja tog doba, 
kad su njemaèku velièinu monumentalnom 
formom izrazili ne samo tradicionalisti i histo-
ricisti, nego i avangardisti, Poelzig, Gropius i 
Mies van der Rohe.

Drugi trag do razumijevanja Rudolfa Lubyn-
skog poèetkom drugog desetljeæa 20. stoljeæa 
vodi do privlaènog, hermetiènog i elitnog lica 
secesije. Formirana na zasadama umjetnièke 
raznolikosti i tolerancije, s inspiracijom u da-
lekim i raznovrsnim vremenskim i ambijental-
nim izvorištima, secesija je lišena iskljuèivosti 
i estetskih dogmi. „Ovo razdoblje kojemu se 
osporava drama i koje se smatra razdobljem 
sretne površine nosi dramu u dubini svoje 
dijalektièke strukture: to je doba djelatne 
 sumnje i u tome smislu možda najmanje sa-
mozadovoljno vrijeme ovoga stoljeæa.”22 Ne-
girajuæi pozicije bilo kojeg stilskog hiperkul-
ta, secesija otkriva bogatu inspirativnu le-
pezu oblikovnih ishodišta, a jasno definira i 
odnos prema slijepom slijeðenju klasiènosti, 
ne ustruèavajuæi se primjene principa kla-
siènog monumentalizma. Njezin je cilj i smi-
sao novo, u odmaku od svega postojeæeg. 
„Jugendstil je bio signum novoga, a novo, no-
votarija i obnova signum Jugendstila.”23 Ili: 
„Arhitektura secesije je arhitektura moder-
nog vremena, ne samo arhitektura moderne, 
nego i moderna arhitektura.”24

Iako je Lubynski blizak beèkoj sredini, mašto-
viti i suptilni izraz beèke secesije tek neiz-
ravno ostavlja peèat na zagrebaèkoj Sveuèi-
lišnoj biblioteci. Razvojna linija Otta Wagne-
ra, koja od površinskog renesansizma i 
kratkotrajne infekcije Jugendstilom, od kojeg 
se odijelio veæ 1900. godine, vodi do sve 
veæeg priklanjanja funkcionalizmu, redukciji 
površinskog sjaja i pokušajima sinteze funk-
cionalnoga i estetskoga (Postsparkasse, 
1904.), a bitno je odreðena postojanim ispi-
tivanjem novih moguænosti i nagovještajima 
novih putova. Jedan od prvih njegovih mo-
nografa, J. A. Lux, opisuje 1914. njegovu este-
tiku trima rijeèima, u karakteristiènom redo-
slijedu: svrha, konstrukcija, poezija. U pro-
jektima razmatranog razdoblja Wagner po-
tvrðuje naklonost klasiènim naèelima, uz 
individualne otklone i - ipak - primjese sece-
sije, kao što to svjedoèi projekt za novu 
sveuèilišnu biblioteku u Beèu iz 1910. godine, 
slièno kao i projekt Doma umjetnosti iz 1913. 
koji u mnogoèemu budi asocijacije na za-
grebaèku biblioteku Lubynskoga, predanu 
korištenju upravo te godine (Sl. 17., 18.).
Formalnom temom secesijskih graðevina: 
osnom gradacijom prostora i centralnim pro-
storom nadsvoðenim kupolom, postojano se 
u svojevrsnim vježbama bavio skup biranih 
arhitekata, sljedbenika velikog uèitelja - s 
nejednakim dometom i na razlièite naèine. 
Ovdje donosimo projekt Kamila Liederhausa 
(1871.-?) za Narodni dom (Volkshalle) iz 
1897.: studiju na zadani prototip, za koji po-
stoje i druge varijante pripadnika Wagnerove 
škole25 (Sl. 19.). Krug moguæih asocijacija 
 zatvaramo prvom i najjaèom generacijom 
Wagnerove škole. U vremenu koje je uslijedi-

Sl. 20. J. Hoffmann: Austrijski paviljon na izložbi

u Rimu, 1911.

Fig. 20 J. Hoffmann: Austrian pavilion, Expo1911, 

Rome

Sl. 21. J. Pleènik: Sv. Duh, Beè

Fig. 21 J. Pleènik: Church of the Holy Spirit, Vienna

21 Nerdinger, 1997. 
22 Èorak, 1971.
23 Sternberger, 1976.-1977.: 5, 9
24 Bedenko, 1997.
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aesthetic dogmatism ”This period which is 
denied tension and which is considered an 
age of delighted surface carries the drama 
deep inside its dialectic structure: it is the 
age of active doubt and in that sense perhaps 
the least complacent period of the century.”22 
By contradicting any stylistic cult, Secession 
reveals a rich inspirational range of formal 
origins clearly defining its relationship to the 
blind adherence to the classical and without 
hesitating to apply the principle of classical 
monumentalism. Its goal and signification is 
novelty, a detachment from everything exist-
ing. ”Jugendstil was a sign of the new, and 
the new, novelty and revival was a sign of 
 Jugendstil.”23 In other words ”Secessionist 
architecture is the architecture of modern 
times, not only the architecture of modern-
ism but also modern architecture.”24

Although the Viennese milieu was familiar to 
Lubynski, the imaginative and subtle expres-
sion of the Vienna Secession only indirectly 
left mark on the building of the Zagreb Uni-
versity Library. Otto Wagner’s architectural 
development which shows a path leading 
from the assertion of the surface and short 
term influence of Jugendstil, from which he 
parted as early as 1900, to more considerable 
inclination to functionalism, reduction of the 
surface splendour and attempts at synthesis 
of function and aesthetics (the building of the 
Postsparkasse, Vienna, 1904) was essentially 
determined by his persistent examination of 
new possibilities and suggestions of new 
ways. J. A. Lux, one of the first people who 
wrote a monograph on Wagner, describes in 
1914 his aesthetics with three words charac-
teristically ordered: purpose, structure, po-
etry. With the works he created during the 
period discussed in this paper, Wagner af-
firms propensity towards classical principles, 
with certain individual modifications and, 
nevertheless, certain elements of Secession, 
which is attested by the 1910 designs for the 
new University Library in Vienna, similarly as 
the 1913 designs for the House of Art which 
calls up associations with Lubynski’s library 
in Zagreb that opened for the public the same 
year (Figs. 17, 18).
Gradual distribution of space along one axis 
of the building and domed central space, 
which made the formal concern of Secession 
architecture, was addressed intently by a 
group of architects, followers of the great 

teacher, each of them in different manner 
and with different success. This paper present 
the design created in 1897 by Kamil Lieder-
haus (1871-?) for the Volkshalle (People’s 
Hall). Alongside this prototype design, there 
are also two versions made by the members 
of Wagner’s school25 (Fig. 19). A series of pos-
sible associations was ended by the first and 
most successful generation of Wagner’s 
school. In the following period, the classicist 
ideas were again brought to life in a certain 
aesthetical and creative cleansing of the Se-
cession paradigm.

Two personalities characterized by pro-
nounced individuality and personal aesthetic 
concerns that should be singled out from the 
Viennese Secession milieu and its rich archi-
tectural production and poetics are Josef 
Hoffmann (1870-1956) and Joža Pleènik (1872-
1957). The sublimed classical monumentality 
which Hoffmann brought almost to the basics 
was elegantly demonstrated in the Austrian 
pavilions at the 1911 exhibition in Rome and 
the 1914 Werkbund exhibition in Cologne (Fig. 
20) and his subtle feeling for stylization was 
fully expressed in the Skywa-Primavesi Villa 
in Vienna (1913-15).26 Joža Pleènik’s architec-
tural individualism (1872-1919) which is man-
ifested in the synthesis of the classicist can-
on, authentic metaphorical and decorative 
elements, tectonics and mystical inspiration, 
made him somewhat isolated from the clearly 
defined groups and movements. We will here 
single out only one out of seven of his de-
signs, the executed Church of the Holy Spirit 
in Vienna (1910-13) which was his utterly clas-
sical work.27 (Fig. 21)
The period from 1896 to1913, in which Lubyn-
ski established his architectural reputation, 
was extremely virulent and replete with ideas 
and ideals, fast exchange of novelties and ac-
tive formation of new perspectives. Certain 
important events and dates which should be 

Sl. 22. R. Lubynski: „Proprio marte”, natjeèajni rad, 

1909.

Fig. 22 R. Lubynski: ”Proprio marte”, competition 

entry, 1909

22 Èorak, 1971
23 Sternberger, 1976-1977: 5, 9
24 Bedenko, 1997
25 Peichl, 1984; Pozzeto, 1980
26 Anticipated symmetry and monumental simplicity 
was brought to the utter purism at the Austrian pavilion 
(White Cube) at the 1934 Venice Biennial.
27 Prelovšek, 1992
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lo, klasicistièka misao ponovno je oživjela u 
svojevrsnom estetsko-kreativnom proèišæe-
nju od secesijske paradigme.

Iz beèkog secesijskog miljea, njegove ras-
košne arhitektonske produkcije i poetike, 
izdvojit æemo dvije liènosti izrazita individua-
liteta i osobite estetske profilacije: Josefa 
Hoffmanna (1870.-1956.) i Jožeta Pleènika 
(1872.-1957.). Sublimiranu klasicistièku mo-
numentalnost koju dovodi gotovo do ele-
mentarnog, Hoffmann suptilno i elegantno 
demonstrira austrijskim paviljonom na izložbi 
u Rimu 1911. i izložbi Werkbunda u Kölnu 
1914. godine (Sl. 20.). Njegov suptilni osjeæaj 
za stilizaciju do punog je izražaja došao i na 
vili Skywa-Primavesi u Beèu (1913./15.).26 
Arhitektonski individualizam Jožeta Pleènika 
(1872.-1919.), koji se oèituje u sintezi kla-
sicistièkog kanona, izvornih metaforiènih i 
dekorativnih elemenata, tektonike i mistiène 
inspiracije, dovodi ga u svojevrsnu izolaciju 
spram jasnih, manifestnih pokreta i grupa-
cija. Od sedam idejnih projekata izdvojit 
æemo realizaciju crkve Sv. Duha u Beèu 
(1910./13.), u kojoj je Pleènik posve klasièan27 
(Sl. 21.).

Doba od 1896. do 1913. godine, kad se Rudolf 
Lubynski formira i afirmira, izuzetno je viru-
lentno, obilno idejama i idealima, brzim smje-
nama novosti i postojanim otvaranjem per-
spektiva. Spomenimo tek neke važne datu-
me: 1893. osnovana je minhenska secesija, 
1896. berlinska, 1897. beèka; 1898. Olbrich 
podiže mitski Paviljon secesije; 1901. osniva 
se umjetnièka kolonija na Mathildenhöhe u 
Dresdenu, 1903. Wiener Werkstätte, 1907. 
njemaèki Werkbund, 1912. austrijski Werk-
bund... Izmeðu protagonista i centara postoji 
živa komunikacija i stalna fluktuacija, rasprav-
lja se, polemizira, pregrupira, kristaliziraju se 
srodnosti, a ako se tome pribroje ostala zbi-
vanja u drugim umjetnostima, literaturi, filo-
zofiji i ideologiji, otvara se raskošna slika 
epohe u kojoj nastaje i raste moderna.

Lubynski, student pa poèetnik, porijeklom s 
europske periferije, svojim je izborom stigao 

u središte zbivanja i nema se razloga vjerova-
ti da nije upijao sve što je dopiralo do njega ili 
do èega je uspio doprijeti. O tome svjedoèi 
njegov profil netom što se vratio, a i razvoj 
koji je uslijedio.

BIBLIOTEKA U VREMENU I PROSTORU

Arhitektonski natjeèaj za izradu osnova za 
Sveuèilišnu biblioteku raspisan je 12. ožujka 
1909. godine. Rok za predaju radova bio je 
20. lipnja iste godine, ali je na zahtjev Kluba 
hrvatskih arhitekata bio produljen do 15. pro-
sinca. Isticanje dvaju radova, Dioniza Sunka 
pod motom Scientiae atque artis forum i Ru-
dolfa Lubynskoga Proprio Marte kao jednako 
dobrih rezultiralo je korekcijom projekta op-
ravdanom funkcionalnim razlozima, što znaèi 
prolongiranjem konaènog rješenja i odabira 
projekta za realizaciju. Projekt biblioteke s 
arhivom povjeren je Lubynskom u jesen 1910. 
godine (Sl. 22.-25.).
Kako to obièno biva, istaknuti natjeèajni rad 
Lubynskoga naišao je na oštrog protivnika. 
Kosta Strajniæ poèetkom 1913. godine nepo-
sredno prije završetka gradnje Sveuèilišne 
biblioteke žestoko se obrušava na nju, ali i 
natjeèajnu porotu: „Kako može pogriješiti 
domaæi jury, vidi se na jednoj jedva doèekanoj 
gradjevini, naime na novoj Universitetskoj bi-
blioteci koja je jedna od najviše reprezenta-
tivnih gradjevina u Zagrebu. Našim domaæim 
struènjacima uspjelo je, i pored sudjelovanja 
jednog priznatoga inostranca, da izglasaju 
nacrt jednog netalentiranog arhitekta. Kako 
se govori, naši su ‘struènjaci’ mislili da gla-
saju za nacrt poznatog arhitekta Kovaèiæa, a 
kad tamo mjesto Kovaèiæa izašao Rudolf Lu-
bynski. ... Arhitekt Lubynski, kojemu je povje-
rena izvedba nove biblioteke, nije nikako do-
rastao teškoj zadaæi da sagradi monumental-
nu gradjevinu na slobodnom otvorenom 
prostoru. On je sagradio, doduše, prilièan 
broj privatnih kuæa, pokazavši spremu i vje-
štinu da udovolji ne samo estetièkim zahtje-
vima veæ i financijalnim potrebam vlasnika. 
Njegove gradnje imaju, veæim dijelom, ugod-
nu i dosta harmoniènu vanjštinu, iako narav-
no ne kriju jak utjecaj njemaèkih i austrijskih 
arhitekata. Lako je moguæe kompilirati lijepu 
fasadu za privatnu kuæu, ali za veliku monu-
mentalnu gradjevinu treba, osim kompilator-
skog talenta, imati samostalnosti i shvatanja, 
koje arhitektu Lubynskomu manjka. Niko ne 
nijeèe da nova biblioteka neæe po svom 
unutrašnjem uredjenju potpuno odgovarati 
praktiènim potrebama i da æe sve biti na naj-
moderniji naèin uredjeno, što sve može ispu-

Sl. 23. „Božiènica”, natjeèajni rad, 1909.

Fig. 23 ”Christmas Bonus”, competition entry, 1909

25 Peichl, 1984.; Pozzeto, 1980.
26 Anticipirana tema simetrije i monumentalne jedno-
stavnosti dovedena je do punog purizma u Austrijskom 
paviljonu (White Cube) na Venecijskom bijenalu 1934. 
27 Prelovšek, 1992.
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mentioned include: Secession established in 
Munich (1893), Berlin (1896), and Vienna 
(1897); Olbrich built the Secession Building 
(1901), Mathildenhöhe artists’ colony set up 
in Dresden (1903), Wiener Werkstätte (1907), 
German Werkbund (1912), Austrian Werk-
bund... There was constant fluctuation among 
the protagonists and centres as well as lively 
communication with discussions, polemics, 
regrouping and development of affinities. If 
all this is added with events and develop-
ments in other arts, literature, philosophy and 
ideology, one can form an image of the exu-
berant epoch which gave birth and shape to 
modernism.
First as a student then apprentice coming 
from the European periphery, Lubynski chose 
to be present in the centre of architectural ac-
tivates. There is no reason to believe he did 
not absorb everything he reached and all that 
reached him. That was attested by his work 
soon after his return to Croatia as well as his 
subsequent development.

LIBRARY IN TIME AND SPACE

On 12 March 1909 an architectural competi-
tion was launched to design the building of 
the University Library. Deadline for the sub-
mission of designs was 20 June the same 
year, but it was extended until 15 December 
at the request of the Croatian Architects’ 
Club. However, equally assessed designs by 
Dioniz Sunko’s under the title Scientiae atque 
artis forum and Rudolf Lubynski’s entitled 
Proprio Marte further prolonged the final de-
cision on the winner. In autumn 1910 it was 
Lubynski who was finally entrusted with the 
project of the University Library (Figs. 22-25).
However, the winning design by Lubynski 
faced bitter opponent, Kosta Strajniæ. In the 
beginning of 1913, shortly after the comple-
tion of construction works Strajniæ severely 
criticized both the building and competition 

jury. ”Bad decision of a jury can clearly been 
seen on the long awaited building, that is, the 
new University Library which is one of the 
most representative buildings in Zagreb. 
Even with the participation of a renowned for-
eigner, our Croatian experts succeeded in 
voting favourably for the design by an untal-
ented architect. The word is that out ”ex-
perts” thought they were voting for the de-
sign by the esteemed architect Viktor Kovaèiæ, 
but what should they find there - Rudolf Lu-
bynski appeared instead of Kovaèiæ. …Archi-
tect Lubynski, who was entrusted with the 
realization of the library, is certainly not ade-
quate for the demanding task of building a 
monumental building in an open space. He 
indeed built quite a number of private houses 
and showed readiness and competence in 
meeting not only aesthetic but also financial 
requirements of the owners. His buildings 
have to a large extent pleasant and rather 
harmonious exteriors, although, naturally, 
they reveal a strong influence of German and 
Austrian architects. It is easy to create beau-
tiful facades of private houses by compiling 
elements, but it takes more than compiling 
skills to make the façade of a monumental 
building. Such an undertaking requires inde-
pendence and knowledge which architect Lu-
bynski lacks. Nobody says that the furnish-
ings of new library will not perfectly satisfy 
the practical needs and that it will not be 
made thoroughly modern, which all can be 
done by every civil engineer. However, archi-
tect should do much more.”28

In accordance with the saying ”time will tell”, 
certain values get acknowledged owing to 
their immutability and persistency regardless 
of individual and social neurosis and frustra-
tions which lean either towards criticism or 
praise of architectural works and their pro-
tagonists. With their competition entries de-
serving of the given distinction, Sunko and 
Lubynski confirmed the fact that the con-
struction site largely influenced the architec-
tural composition, form, decoration and sym-

Sl. 24. D. Sunko: „Scientiae atque artis forum”, 

natjeèajni rad,1909.

Fig. 24. D. Sunko: ”Scientiae atque artis forum”, 

competition entry, 1909

Sl. 25. S. Šimunec Volèanšek: „Sirena”, natjeèajni rad, 

1909.

Fig. 25 S. Šimunec Volèanšek: ”Siren”, competition 

entry, 1909

28 Strajniæ, 1913
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niti svaki inžinir. Od arhitekta se traži mnogo 
više.”28

U prilog tezi da „vrijeme èini svoje”, etabli-
raju se vrijednosti potvrðene kriterijem po-
stojanosti bez obzira na individualne ili opæe 
društvene neuroze i frustracije koje se oba-
raju ili velièaju arhitekturu i njene protagoni-
ste. Natjeèajem izabrani i istaknuti konkuren-
ti Sunko i Lubynski svojim rješenjima po-
tvrðuju da je mjesto utvrðeno za gradnju 
sveuèilišne biblioteke uvelike utjecalo na ar-
hitektonsku kompoziciju i oblikovanje, deko-
rativnu i simbolièku opremu i obradu. Težilo 
se, gotovo je bilo zadano, da se u prostornoj 
impostaciji nadoveže i nosi s ranijim i uspo-
rednim primjerima, veæ izgraðenim palaèama 
Akademije, Umjetnièkog paviljona, kazališta, 
Obrtne škole s Muzejom za umjetnost i obrt. 
Prevalencija jasnog urbanog koncepta uvijek 
je regulator arhitektonskih fragmenata. Ur-
banistièka tema s pažljivim konstruiranjem 
prizora dominantnog urbanog prospekta 
‘Potkove’ bila je glavni razlog za aksijalno im-
postiranje kuæa s javnim i kulturnim sadr-
žajima. Oblikovno i stilski te kuæe pripadaju 
historicistièkom repertoaru, a dometi su ovi-
sili o umiješanosti ili izravnim utjecajima kul-
turnih centara s bogatom arhitektonskom 
tradicijom. Biblioteka, posljednji monument, 
integrira elemente monumentalnog histori-
cizma, rane faze secesije i napose njemaèkih 
iskustava na prijelazu stoljeæa. U svojoj sin-
kretiènosti ona je i svojevrsna sinteza.

Gledano iz današnje vizure, èini se nevjerojat-
nim da je gradnja biblioteke trajala tako kra-
tko. Zapoèeta 27. ožujka 1911. godine, zavr-
šena je i predana upravi 29. rujna 1913. godi-
ne. Sasvim izvjesno, velik graðevinski pothvat 
svjedoèi o organizacijskoj kulturi i iskustvu 
svog vremena. Selekcijom i angažmanom 
najboljih domaæih tvrtki, majstora i umjetnika 
stvoreni su uvjeti da se biblioteka pod vod-
stvom i nadzorom autora, arhitekta, kontinui-
rano u cijelosti i kvalitetno izgradi.

Zadovoljivši svojim otvaranjem 1913. godine 
utilitarnu svrhu i razlog svog nastanka, bi-
blioteka je dosegnula i višu razinu širih kul-
turnih perspektiva i ambicija. Jedinstveni je 
„Gesamtkunstwerk” unutar hrvatske moder-
ne, cjelina koja integrira sve strukturne i 
oblikovne komponente prostornog likovnog 
fenomena: na razini urbo-arhitektonskog kon-
cepta, kompozicije i prizora koji formira, 
oblikovanja pojedinosti, likovnosti i simbo-
like. Njeno trajanje u prostoru i vremenu 
uvijek iznova potvrðuje sveopæu povezanost 
znaèenja sjedinjenih u njezinu tijelu. Svime 
time postala je dostignuæe i uzor, meðaš i 
mjera nezaobilaznog dometa. Nedvojbeno je 
spomenik nacionalne povijesti i kulture, kul-
turno dobro najvišeg ranga.

Na kraju, rijeè o pitanju namjene koje se otvo-
rilo stjecajem okolnosti. Arhitektonski Biblio-

teka homogenizira koncept i sadržaj, drugim 
rijeèima, ona je monofunkcionalna struktura, 
jasne prostorne i sadržajne hijerarhije. Ne 
podnosi, toènije, iskljuèuje adaptaciju i prei-
nake, želi li se održati neokrnjena kao spome-
nik svog vremena i moderne kulture. Trajnost 
svoje tipološke i sadržajne izvornosti potvrdit 
æe bude li i dalje funkcionirala kao knjižnica, 
a kao spomenik kontinuirano emanirala duh 
svoje epohe, kult znanja i obrazovanja. Dru-
gim rijeèima, trebala bi vrata držati otvorena.

ZAKLJUÈAK

Unatoè visokom mjestu koje zauzima u po-
vijesti novovjeke hrvatske arhitekture, zgra-
da Sveuèilišne biblioteke Rudolfa Lubynskog 
u Zagrebu nije bila predmetom sistematiènije 
komparativne analize, koja bi s jedne strane 
utemeljeno potvrdila dosadašnje ocjene, a s 
druge je strane objektivno ukljuèila u kon-
tekst srednjoeuropske arhitekture kojoj pri-
pada. S tim je dvostrukim ciljem identificiran, 
predstavljen i analiziran niz paralela u razdo-
blju od 1896. godine, kad Lubynski poèinje 
studirati kod Josefa Durma na Visokoj teh-
nièkoj školi u Karlsruheu do 1913., kad je po-
dignuta njegova zagrebaèka biblioteka. Sa 
svim tim primjerima, bilo iz njemaèkog arhi-
tektonskog miljea, bilo iz beèkog središta, 
ona ima više ili manje jasno izražene dodirne 
toèke: tendenciju monumentalizmu, stilska 
obilježja secesije i neoklasicizma. No neupit-
no zajednièko obilježje slobodna je primjena 
svih moguænosti za kojima se u to doba 
poseže, a upravo to rezultira individualnim 
poetikama i autentiènim kreacijama.
Povjesnièari arhitekture dvadesetog stoljeæa, 
mahom iz avangardnih krugova, razmatrano 
su razdoblje prikazivali kao doba ‘tranzicije’, 
dakle nagovještaja i nastajanja moderne, 
traženja i svojevrsnog provizorija. Taj pristup 
s vremenom se izmijenio upravo zahvaljujuæi 
istraživanju i valorizaciji hibridnih, sinkretiè-
nih diskursa kojima obiluje dotièno doba, i 
time dobilo jasne konture. Ovim prilogom 
otvaramo tezu da ono nema karakter ‘tranzi-
cije’ - prijelaza do neèeg kvalitativno dru-
gaèijega, razlièitoga a svakako boljeg, nego 
da sadrži vlastite vrijednosti koje idu uz bok 
svemu èime se arhitektura legitimira, sve do 
profilacije internacionalnog stila.
U taj se stilski i idejni kontekst Lubynski uk-
ljuèuje ravnopravno, zrelo i individualno. I 
njegov kasniji opus obilježava otvorenost i 
spremnost za transformacije, karakteristiène 
za mentalitet suvremenika. Što se pak tièe 
Sveuèilišne biblioteke, pružila mu se prilika 
da stvori monument koji ima znaèaj zaglav-
nog kamena urbanistièke vizije ‘utemeljitelj-
nog doba’ i kulture historicizma. To èini njezi-
nu jedinstvenost.

Sl. 26.

 1.  Josef Durm (Karlsruhe, 1837. - Karlsruhe, 1919.); 

foto: E. Gutmann, 1903.

 2.  Otto Wagner (Wien, 1841. - Wien, 1918.)

 3.  Alfred Messel (Darmstadt, 1853. - Berlin, 1909.), 

portret oko 1900.

 4.  Hermann Billing (Karlsruhe, 1867. - Karlsruhe, 

1946.)

 5.  Joseph Maria Olbrich (Troppau/Tropava 1867.

- Düsseldorf, 1908.)

 6.  Peter Behrens (Hamburg, 1868. - Berlin, 1940.)

 7.  Josef Hoffmann (Pirnitz, 1870. - Wien, 1956.)

 8.  Jože Pleènik (Ljubljana, 1872. - Ljubljana, 1957.)

 9.  Rudolf Lubynski (Zagreb, 1873. - Zagreb, 1935.)

10.  Heinrich Tessenow (Rostock, 1876. - Berlin, 

1950.)
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 1.  Josef Durm (Karlsruhe, 1837 - Karlsruhe, 1919); 

photo by E. Gutmann, 1903

 2.  Otto Wagner (Wienna, 1841 - Wienna, 1918)

 3.  Alfred Messel (Darmstadt, 1853 - Berlin, 1909), 

portrait ca. 1900

 4.  Hermann Billing (Karlsruhe, 1867 - Karlsruhe, 

1946)

 5.  Joseph Maria Olbrich (Opawa 1867 - Düsseldorf, 

1908)

 6.  Peter Behrens (Hamburg, 1868 - Berlin, 1940)

 7.  Josef Hoffmann (Brtnice, 1870 - Wienna, 1956)

 8.  Jože Pleènik (Ljubljana, 1872 - Ljubljana, 1957)

 9.  Rudolf Lubynski (Zagreb, 1873 - Zagreb, 1935)

10.  Heinrich Tessenow (Rostock, 1876 - Berlin, 1950) 28 Strajniæ, 1913.



Scientific Papers Combining Secession, Neo-Classicism and Modernism N. FABIJANIÆ 2-25 18[2010] 1[39] PROSTOR 23

bolic furnishings of the library building. The 
spatial layout of the surroundings suggested, 
or maybe even required connectedness of 
the library with the existing building of the 
Academy of Sciences and Arts, Art Pavilion, 
National Theatre and Arts and Crafts School 
and Museum. The prevalence of a clear urban 
concept always regulates its architectural 
components. The urban plan which required 
the construction of the Green Horseshoe 
model was the main reason the mentioned 
public and culture buildings were positioned 
along its main axis. Formally and stylistically, 
these buildings belong to the historicist rep-
ertoire, and the quality of their architecture 
depended on the influence of cultural centres 
with rich architectural tradition. As the last 
monument in the series of these buildings, 
the library comprises elements of monumen-
tal historicism, the early phase of Secession 
and particularly German experiences from 
the turn of the 20th century. Its syncretism 
also presents some sort of synthesis.
From the present perspective, the construc-
tion of the building seems to have been short-
lasting. It began on 27 March 1911 and ended 
and consigned to the library administration 
on 29 September 1913. This large scale con-
struction undertaking most certainly witness-
es the culture of organisation and experience 
of the period. Selection and involvement of 
the best Croatian firms, masons, craftsmen 
and artists created conditions for continued 
and competent completion of the building 
with the guidance and surveillance of the 
head architect.
Besides opening its door to the public and 
thereby meeting the functional requirements, 
the library also reached a higher level of wid-
er cultural perspectives and ambitions. It is a 
unique ”Gesamtkunstwerk” of Croatian mod-
ernism, a whole which integrated all struc-
tural and formal components of the spatial 
visual phenomenon on the levels of urban 
planning and architecture, composition and 
the vista it creates, design of details, symbol-
ism and artistic impression. Its persistence in 
time and space confirms time and again the 
general interconnectedness of different 
meanings merged in its body. With all that, it 
became an accomplishment and model, land-
mark and measure of an assured achieve-
ment. It is unquestionably a monument of the 
national history and culture and a cultural 
property of the highest level.
Finally, the issue of use which arose by a 
combination of circumstances should also be 
mentioned. Architecturally looking, the li-
brary assimilates the concept and content. In 
other words, it is a single-purpose structure 
with clear hierarchy of space and facilities. It 
does not tolerate, or even more so, it ex-
cludes the possibility of adaptation and al-
teration and wishes to remain unimpaired as 

a monument of its time and modern culture. 
The continuity of its typological and practical 
authenticity will be confirmed if it lives on as 
a library, and if emanates, as a monument, 
the spirit of its age, the cult of knowledge and 
education. In other words, its doors should 
be kept open.

CONCLUSION

Despite the prominent place which it takes in 
Croatian architecture of the modern age, the 
building of the University Library in Zagreb, 
designed by Rudolf Lubynski has never been 
a subject of systematic comparative analysis 
which could on the one hand justifiably sup-
port the assessments made so far, and on the 
other hand provide objective reasons for in-
cluding the building into the context of the 
Central European architecture to which it cer-
tainly belongs. Aiming to achieve that double 
objective, the paper identifies, presents and 
analyses a series of parallels in the period 
from 1896 when Lubynski started his studies 
with Josef Durm at the Technical College in 
Karlsruhe to the year of 1913 when his library 
in Zagreb was completed. All the mentioned 
works from either German or Austrian archi-
tectural milieu show the common points of 
reference, more or less pronouncedly ex-
pressed, with the Zagreb library: inclination 
to monumentalism, stylistic features of Se-
cession and Neo-classicism. However, the 
most certainly shared characteristic is the 
free use of all possibilities offered by the pe-
riod which leads to individual poetics and 
original creations.
Architectural historians of the 20th century, 
coming mainly from the avant-garde circles, 
showed the examined period as ”transitional”, 
therefore, an age of connotations and emer-
gence of modernism, search and some sort
of tentative solution. However, through time, 
this approach changed and owing to research 
and evaluation of hybrid, syncretic discourses, 
the period acquired its clear definition. This 
contribution brings forward the hypothesis 
that the period was not a ”transition” to some-
thing different and assuredly better, but that is 
had its own values equal to whatever consti-
tuted architecture, all the way to the develop-
ment of the International style.

Lubynski took part in the style and ideas of 
the mentioned period with all his individuali-
ty and maturity. His later work was also 
marked with interest and readiness for trans-
formations which was characteristic of the 
mentality of his contemporaries. With the 
project of the University Library, he was given 
an opportunity to create a monument which 
is still a significant cornerstone of the urban 
planning vision in the ”founding period” and 
culture of historicism. That is what makes it 
unique.
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Sažetak

Izmeðu secesije, neoklasicizma i moderne

Prilog interpretaciji zgrade Sveuèilišne knjižnice Rudolfa Lubynskoga u Zagrebu

Iako zgrada Sveuèilišne i nacionalne biblioteke u 
Zagrebu uživa glas remek-djela arhitekta Rudolfa 
Lubynskog (Zagreb, 1873. - Zagreb, 1935.) i najis-
taknutijeg djela razdoblja secesije, ona nije bila 
predmetom monografskog prikaza. Autor èlanka 
potaknuo je 1980. godine izradu monografije, oku-
pio grupu struènjaka koji bi pokrili sve aspekte, a 
sam preuzeo historijat, arhitektonsku analizu i va-
lorizaciju zgrade. Do 1983. rukopisi su završeni i 
okupljeni u tri sveska pod naslovom „Rudolf Lu-
bynski, Nacionalna i sveuèilišna biblioteka u Zagre-
bu”. Stjecajem okolnosti monografija nije tiskana.
Èlanak je izveden iz opsežnog teksta namijenjenog 
toj monografiji, a težište je na analizi vremenskog i 
prostornog konteksta u kojem se Lubynski formira 
i afirmira: od 1896. godine kad poèinje studirati na 
Visokoj tehnièkoj školi u Karlsruheu kod Josefa Dur-
ma (1873.-1919.) do 1913. godine, kad nastaje zgra-
da Kr. sveuèilišne biblioteke u Zagrebu. Cilj je upu-
titi na moguæe uzore i paralele u srednjoeuropskom 
ambijentu, koji je relevantan ne samo za Lubyn-
skog nego i za èitavo arhitektonsko stvaralaštvo 
Zagreba i Hrvatske u doba kad oni politièki pripa-
daju Habsburškoj, odnosno Austrougarskoj Mo-
narhiji. To je doba nastanka, uspona i zalaska sece-
sije, okretanja ka klasicizmu i monumentalizmu 
povezanim s idejom njemaèke ‘nacionalne’ arhitek-
ture, doba tendencija tektonskom izrazu i apstrak-
ciji karakteristiènih za protomodernu. Sve su mo-
guænosti otvorene i svi izrazi ravnopravni.
Podrijetlom s europske periferije, Lubynski je sti-
gao u središte zbivanja. U Zagreb se 1907. godine 
vraæa ne samo s graditeljskim iskustvom kao više-
godišnji suradnik u Durmovom atelijeru, nego i kao 
svjedok aktualnih traženja i realizacija, koja èistim 
konstruktivnim rješenjima, redukcijom ornamenta 
i oslonom na klasicistièki monumentalizam jasno 
profiliraju njemaèku arhitektonsku scenu ranog 20. 
stoljeæa.
U komparativnu analizu ukljuèen je najprije Alfred 
Messel (1853.-1909.) i dva njegova ostvarenja rele-

vantna za našu temu: robna kuæa Wertheim u Ber-
linu (1896.-1906.) i Landesmuseum u Darmstadtu 
(1897.-1905.). Oba su remek-djela svjedoèanstva 
emancipacije od povijesnih stilova, odnosno ino-
vativne primjene, gotike, baroka i klasiènih naèela 
u službi novih namjena. Slièni pristup ima Hermann 
Billing (1867.-1946.) u Kunsthalle u Mannheimu 
(1905./07.), ali oprimjeren jezikom koji upuæuje na 
tradiciju 17. i 18. stoljeæa. Elemente baroka Billing 
svjesno transformira do neraspoznatljivosti s ci-
ljem postizanja individualnoga stila, no s jasnim 
obi lježjima secesije. U robnoj kuæi Tietz u Düssel-
dorfu, otvorenoj 1908. godine, Joseph Maria Ol-
brich (1867.-1909.) primjenjuje klasicistièki kompo-
zicijski sistem za razliku od Messelovog gotièkog 
principa u berlinskoj robnoj kuæi Wertheim. Ver-
tikalizmom i fenestracijom, detaljima proèelja te 
interijerom robna kuæa Tietz bliska je Sveuèilišnoj 
biblioteci u Zagrebu. Meðu arhitektima koji su indi-
vidualno interpretirali monumentalne neoklasici-
stièke teme istièe se Heinrich Tessenow (1876.-
1950.) Festivalskim domom Instituta Dalcroze za 
ples i ritmièku gimnastiku u vrtnom gradu Hellerau 
kraj Dresdena (1910./13.). Aksijalno simetrièno zda-
nje s portikom, visokim stupovima i zabatom kon-
cipirano je kao hram, s izravnim asocijacijama na 
antièki, grèki uzor.
Klasiènoj tradiciji i monumentalizmu priklanja se u 
svojim neoklasicistièkim zgradama, najizravnije pa-
laèom njemaèkog veleposlanstva u Sankt Peter-
burgu (1911./12.), Peter Behrens (1868.-1940.), naj-
važnija liènost njemaèke arhitekture u prvim deset-
ljeæima 20. stoljeæa. Od „Treæe njemaèke izložbe 
umjetnièkog obrta” u Dresdenu 1906. godine, koja 
je ocijenjena kao „pobjeda njemaèkog nacionalnog 
osjeæaja nad secesionizmom i individualizmom”, 
prevladavaju monumentalno-reprezentativni kon-
cepti s tendencijom prema redukciji i potiskivanju 
povijesnih detalja za volju dojma velièine i kom-
paktnosti forme. Karlsruhe i Dresden postaju sre-
dišta reducirane monumentalne arhitekture.

Beèka secesija i protomoderna takoðer ostavljaju 
odreðen peèat na zagrebaèkoj Sveuèilišnoj biblio-
teci. U projektima razmatranog razdoblja domi-
nantna liènost, Otto Wagner (1841.-1918.), potvr-
ðuje naklonost klasiènim naèelima uz individualne 
otklone i primjese secesije, što iskazuju izabrani 
primjeri: projekti za Novu sveuèilišnu knjižnicu u 
Beèu iz 1910. i Dom umjetnosti iz 1913. godine. Iz 
raskošne arhitektonske produkcije i ornamentalne 
poetike Beèa izdvojene su dvije liènosti izrazita in-
dividualiteta i osobite estetske profilacije: Josef 
Hoffmann (1870.-1956.) s austrijskim paviljonom 
na izložbi u Rimu 1911. godine i Jože/Josef Pleènik 
(1872.-1957.) sa crkvom Sv. Duha u Beèu (1910./
13.), posve klasiènog duha.
Zgrada Sveuèilišne knjižnice Rudolfa Lubynskog 
ima više dodirnih toèaka s primjerima njemaèkog 
arhitektonskog miljea i beèkog središta: stilska 
obilježja secesije i neoklasicizma, monumental-
nost i tendenciju individualizaciji izraza. Neupitno 
je zajednièko obilježje slobodna primjena svih mo-
guænosti za kojima se u to doba poseže, a upravo 
to rezultira individualnim poetikama i autentiènim 
kreacijama. Povjesnièari arhitekture dvadesetog 
stoljeæa, mahom iz avangardnih krugova, razma-
trano su razdoblje prikazivali kao doba tranzicije, 
dakle nagovještaja i nastajanja moderne, traženja i 
svojevrsnog provizorija. Taj pristup s vremenom se 
izmijenio upravo zahvaljujuæi istraživanju i valori-
zaciji hibridnih, sinkretiènih diskursa kojima obi-
luje dotièno doba.
Ovim prilogom otvaramo tezu da ono nema karak-
ter tranzicije - prijelaza do neèeg kvalitativno dru-
gaèijeg i razlièitog, a svakako boljega, nego da 
sadrži autentiène vrijednosti koje idu uz bok svemu 
èime se arhitektura legitimira sve do profilacije in-
ternacionalnog stila.
U taj stilski i idejni kontekst Lubynski se ukljuèuje 
ravnopravno i zrelo, a i njegovo kasnije djelo obi-
lježava otvorenost i spremnost za transformacije, 
karakteristiène za mentalitet suvremenika.
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