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PAPERS

The First Exhibitions and the
Origins of Collecting Modern
Chinese Art in Europe

MICHAELA PEJCOCHOVA

The essay introduces the first exhibitions of modern Chinese ink painting in Europe,
which were organised in important European cultural centres in the 1920s and 1930s.
Some of them were put together by Chinese artists and thinkers who were trying

to direct the attention of the European public to modern art in China. Others were
organised by European collectors of Asian art, among whom an important position
was held by Czech painter and collector Vojtéch Chytil (1896-1936). This article aims to
show the degree to which the political background of the selection of paintings sent to
Europe from China through official channels was a key factor in the formation of local
collections, or whether the collections were formed mainly through the strategies and
possibilities of private collecting.

Keywords In the late 19th century, as early Chinese
collecting Chinese painting in Europe, modern Chinese painting bega.n to form a growing part
painting, Liu Haisu (1896-1994), Vojtéch Chytil of Furopean and erican collections
(1896-1936) P Am ,

modern Chinese painting initially remained
outside the scope of researchers’ and
collectors’ interest. It became more popular
in the 1920s and 1930s and there were
several key factors that led to this. First,
Chinese painters who had settled in the
West worked to draw attention to the rapid
development of modern Chinese art, which
was advancing at a rate comparable to
development in the Western or Japanese
art scenes. As well, the first exhibitions of
modern Chinese art were by the mid-1920s
being spontaneously organised in France,
where some Chinese painters lived and
others came to study.

After the Republic of China was
established in 1912 the Chinese government
quickly grasped the importance of
foreign cultural policy for raising
awareness of Chinese culture and how
it was modernising. Therefore, at the
recommendation of reformist thinkers
and teachers the government sent official
traveling exhibitions of modern painting
to Europe, which in the early 1930s were
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shown in many European cities. It thereby
hoped to generate an interest among the
European public in the difficult situation in
China and obtain intellectual and material
support. In many of the places where

these exhibitions were shown some of the
works stayed behind and became part of
local collections of Asian art or directly
contributed to the foundation of such
collections.

Around the same time, Western collectors
also began turning up in China who
demonstrated what was for their time
a remarkable sensitivity for contemporary
art trends and also began to collect works
of contemporary Chinese painting and
sculpture. One of the most prominent such
figures was Vojt&ch Chytil (1896-1936),

a painter, teacher, and collector, who in the
late 1920s was the first to bring to Europe
art by painting masters working in northern
China, especially the now renowned painter
Qi Baishi (1864-1957). Chytil presented

his collection at sales exhibitions in more
than twenty locations in Europe and was
thus behind the initiation of some large
European collections of modern Chinese
painting.!

In many European countries collections
thus either developed through ties to local
artistic circles, which welcomed Chinese
painters into their midst and regarded their
work as a specific form of modernism, or
were built on works of art that arrived in
the politically motivated exhibitions of
modern Chinese painting. One of the stops
made by a traveling exhibition initiated by
painter and teacher Liu Haisu (1896-1994)
was at the Museum of Decorative Arts
in Prague in 1935. This article examines
the context and the legacy of this
exhibition in a comparison with Vojtéch
Chytil’s activities. It attempts to determine
the extent to which the political subtext
behind the selection of paintings sent by
official channels to Europe became one of
the formative factors of local collections, or
whether the Czech collections drew more
on the many works of Chinese art brought
in by Vojtéch Chytil and therefore mainly
originated out of the practice and the
opportunities offered by private collecting.

The collecting of Chinese painting in
Europe and the first exhibitions of
modern Chinese painting

Unlike porcelain and other branches of
Chinese decorative arts that had attracted the
interest of European collectors for several
centuries, in the past Chinese painting

was a somewhat rare item in European
collections. European aficionados of Asian

art evidently had little understanding of
the sophisticated aesthetics and technical
aspects of early Chinese painting, and when
such paintings did appear in collections
they were usually decorative works with
flower and bird motifs or idealised palace
scenes pleasing to the orientalist taste of
aristocratic collectors. Recently, several
studies have been published that offer

new information on the earliest Chinese
paintings preserved in Western collections,
such as the paintings in Ambras Castle in
Austria or the Bahram Mirza Album in the
collection in Topkapi Palace in Istanbul.?
Another type of Chinese painting that soon
began appearing in European collections
was in the form of more or less illusionistic
wallpapers. More intense research on

this may in the near future enhance our
understanding of the interaction between
Chinese painters and foreign clients and
ultimately of the nature of European
collecting of Chinese painting before the
modernist period.’ It was only around the
turn of the 20th century that other than
decorative types of Chinese painting began
appearing in Western collections. Influenced
by the collecting of Japanese painting,

the ideal that established itself at the time
as representative of all Chinese painting
was the type of ink landscape from the
time of the Southern Song dynasty, which
usually included a corner composition and
a prominent depiction of meteorological
phenomena, such as wind, rain, etc.* In the
first decades of the 20th century collectors
also tried to obtain the oldest paintings
they could get their hands on from the
‘canonical periods’ of the Tang (618-907)
and Song (960-1279) dynasties, which for
collectors represented the ‘golden age’ of
Chinese painting and suggested the promise
of insight into the formative processes

that defined early Chinese painting.’

These approaches held sway over Western
ideas about the relative significance of

the different painting genres and period
styles in Chinese art up until the second
half of the 20th century and informed the
creation of many collections of Chinese art
in Europe and America. The challenging

of clichés and a return to the studied
material itself did not occur until late in
the 20th century, when researchers like
James Cahill (1926-2014), Lothar Ledderose,
and Craig Clunas advanced a number of
novel ideas. The focus of interest moreover
significantly expanded from the work of the
canonical periods to encompass areas of art
previously overlooked such as religious and
folk painting and applied and decorative
paintings.®
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1 Liu Jipiao, Dancers in the Imperial Palace,
presented at the Exhibition of Ancient and
Modern Chinese Art in Strasbourg, 1924.
Photo: author’s archive.

2 Liu Haisu and friends in Belgium, 1930. Photo: author’s archive.

With respect to collecting modern
Chinese painting, the situation was slightly
different. Modern Chinese painting
developed rapidly in the first half of the
20th century with the modernisation of
Chinese society. Early 20th-century Western
collectors hunting for what they assumed
to be early art treasures surfacing in
the market of the collapsing empire and
then the young and politically unstable
republic did not show much interest in
contemporary painting.” The first contacts
between the Chinese and European art
worlds were thus mediated by artists
themselves who were studying in Paris or
Berlin. Alongside their university studies,
they also created their own art, which
either reflected more the practices of
traditional Chinese painting or was more
strongly influenced by European painting.

In the early 20th century Paris was still
the best European destination for obtaining
an education in classic European painting.
For this reason many artists from the Far
East, especially from China and Japan,
came to Europe and enrolled in the Ecole
nationale supérieure des beaux-arts and in
other schools, where they studied academic
painting.® They also, however, became
energetically involved in events in the local
art scene and expressed to official Chinese
circles their opinion that young Chinese art
needed to be seen and a deserving place for

8 | Bulletin of the National Gallery in Prague XXVI1/2017

it carved out in the international scene. The
first two exhibitions of modern Chinese
painting were held in the Francophone
world. At a time when the ‘world fairs’
showcasing industry as well as the art and
culture of different countries and often
even very faraway places were becoming
popular in the Euro-American region,
Chinese artists managed for the first time
to introduce their work in this context.
Between May and June 1924 the Exhibition
of Early and Modern Chinese Art (Exposition
chinoise d’art ancien et moderne) was held in
Strasbourg, where more than 500 works
were shown, including not just early and
modern painting but also works from
various branches of the decorative arts.® In
terms of the types of paintings on show,
this exhibition was remarkable primarily
in that alongside works by living Chinese
artists and ink paintings it also exhibited
a number of paintings by Chinese artists
created using European techniques and
on European themes. These included 14
oil paintings by Lin Fengmian (1900-1901),
15 by Liu Jipiao (1900-1992), 4 by Xu
Beihong (1895-1953), 20 by Fang Junbi
(1898-1986), and 10 sculptural works by
an artist named Li Jinfa (1900-1976), who
was also a prominent modernist poet,

and whose sculptures here focused on
thoroughly European subjects, creating
busts, for instance, of Schopenhauer and



= ? H\ 3 Catalogue of the

» | Exhibition of Modern
Nietzsche. Unfortunately none of these ( @blneftftbe §Dz (I[tlfel Chinese Painting, Berlin:
works have survived to the present day der Gegenmwart Phate: suthers arive.
so we can only guess at what they may
have looked like. However, it is possible
to trace in the catalogue at least that these
evidently modernist works were exhibited
amongst objects like old Chinese bronzes,
lacquers, jades, and works of embroidery
and porcelain, which were on loan from art
dealers in Paris, Lyon, Strasbourg, Brussels,
and other cities. So it was not a show
devoted just to the work of living Chinese
painters, but rather a ‘general exhibition’
of Chinese arts and crafts in which young
contemporary artists managed to get
included a sample of their works.

This opportunity moreover proved to
be a singular one, as only one year later
the International Exhibition of Decorative
Arts and Modern Industry (Exposition
internationale des arts décoratifs et industriels
modernes) in Paris in 1925 limited itself
to showing works by just one modern
painter, Lin Fengmian, whose four ink
paintings are reproduced in the exhibition
catalogue. In this show there were no

works with European themes or using to discover a path towards modernising
European techniques and the only other Chinese art, to increase its visibility and
modernist aspect of the entire show was to draw the European public’s attention
the architectural design of the exhibition to contemporary artistic visions from the

halls for the Chinese section, a design that opposite side of the globe.
was created by Liu Jipiao."* Contemporary

photographs reveal that the halls had an Official exhibitions organised at the behest
art deco design, but there is no sign that of the Chinese government: Liu Haisu and
there was any effort to underscore the modern Chinese painting at the Museum
modern qualities in the Chinese art itself. of Decorative Arts in Prague

Again what we see instead is a pompous In the second half of the 1920s the Chinese
arrangement of decorative arts objects set government contemplated sending a large
against an interior backdrop that reflected collection of art objects to Europe and

the taste of visitors accustomed to the organising a traveling exhibition that
decorative function that Asian art served would tour the most important cultural

in contemporary interiors. In the words centres in an effort to give Europeans the
of Craig Clunas, ‘The Chinese government, or opportunity to learn more about a different
what remained of it, was by then in a particularly ~ cultural tradition and form of artistic

bad state [...] and no financial support at all expression. It was no doubt inspired to do
was forthcoming to the group of enthusiasts in this by Japan, which had been pursuing
Paris. Although nowhere stated, what seems similar activities for several decades, and

to have happened is that a number of Chinese by young artists returning to China from
import-export houses, based in Paris, London sojourns abroad who highlighted the need
and Shanghai, were induced to fund the Chinese for Chinese art to be promoted much more
stand on condition that they could use the event energetically outside the country. During

as a showcase for their goods. Thus was generated  the first shows in Europe in 1924 and 1925
the very visible tension between the avant-garde Chinese artists had come to realise that
setting of Liu Jipiao, Lin Fengmian and their this was a way to present their country as
circle of youthful artists and the very traditional a culturally advanced and modern society
styles of export handicraft shown in them.”* In that assigned art its requisite importance
terms of the scale of the presentation of and was endeavouring to keep pace with
modern Chinese painting, this exhibition trends in the Western world. Also, at

did not even match the display presented a time of growing Japanese political and

at the Strasbourg exhibition the previous military pressure and Japan's ever more
year. It was ultimately a lost chance for persistent efforts to present itself as the
Chinese artists in Europe who were trying most advanced pan-Asian cultural power,

Bulletin of the National Gallery in Prague XXVI1/2017 9



4 Opening of the Exhibition of Chinese Art at the Museum of Decorative Arts in
Prague, 1935. Photo: Archive of the Museum of Decorative Arts.
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it was deemed to be vitally important

to distinguish in the eyes of foreigners
Chinese art from Japanese art and
emphasise its autonomous history and
distinct qualities. First there was talk about
sending out an exhibition of early Chinese
art that would cover the full breadth of
Chinese history over several millennia.® In
the end, however, as we shall see below,

it was primarily owing to the activeness of
certain artists and teachers that ultimately
made it possible to put together a large
collection of modern paintings, which was
then exhibited in many European cities in
1934-1935.

The entire undertaking had its start in
1929-1931, when Chinese painter, teacher,
and thinker Liu Haisu, who was a leading
figure in the Shanghai art world and
the founder of the first modern-day art
academy in China, went on a study trip
to Europe.™ He visited mainly France,
Switzerland, Italy, Egypt, Belgium, and
Germany, where he viewed important
historical monuments and studied art
collections. However, he was a natural-
born organiser and wherever he appeared
he always quickly became acquainted
with local artists, experts, and people
interested in Chinese culture. During his
visit to Germany he was invited by the
Institute of Chinese Studies in Frankfurt
to give lectures on the history and
aesthetics of Chinese art. He was also
given the opportunity to organise a small
exhibition of paintings at the Frankfurt
Art Association (Frankfurter Kunstverein),
most of which was his own work or the
work of a handful of friends and students.”
The exhibition in Germany was probably
the first to introduce the painting style of
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artists who were trying to find new forms of
expression through traditional ink painting
and it was greeted with great interest from
visitors and experts. Liu was therefore
asked to take charge of putting together

a much larger, official exhibition of the
work of Chinese artists to be held as soon
as possible at the Prussian Academy of Art
in Berlin.

After returning to China Liu Haisu
contacted the minister of education, who
at that time was Zhu Jiahua (1893-1963),
as well as the president of the Academia
Sinica Cai Yuanpei (1868-1940) and other
progressive thinkers and politicians and
immediately preparations commenced for
organising an exhibition of contemporary
painting from all over China. The
organisational committee included
both Chinese experts and artists and
representatives of the German embassy
in China and experts on Chinese art
from Germany. The committee met on
the Shanghai premises of the Academia
Sinica and reported extensively on its
work in the Shanghai newspaper Shenbao.*
The practical side of preparations was
assigned to Liu Haisu and two artists from
Guangdong Province in Southern China,
Gao Qifeng (1889-1943) and Chen Shuren
(1884-1948), who were leading figures in
what was known as the Lingnan School of
Painting. Together they put together more
than 260 works by 116 painters, alongside
several paintings by Liu Haisu himself, who
again contributed the highest number of
artworks.

The exhibition was successfully
launched at the Prussian Academy of
Art on 20 January 1934, which Liu Haisu
personally travelled to attend after Gao
Qifeng, who was originally also supposed
to travel to Europe, passed away shortly
before departure. The German press
described the exhibition as a grand event®
and the Shanghai newspapers repeatedly
made reference to the success of Chinese
modern painters with the German
public. Indicatively, after the complicated
discussions and negotiations between
Chinese and German members of the
organisational committee, the decision
was made that only ink paintings by
contemporary Chinese painters would be
shown at the exhibition, and works painted
using European techniques that could have
been offered by some artists would not be
included. Despite the enormous success of
the exhibition and the extensive response
of the media, it is impossible to avoid the
impression that European collectors and
aficionados of Chinese art showed a greater



appreciation for the more traditional
qualities of the exhibited works, such as the
poetic atmosphere of the ink landscapes or
the outstanding work with ink and colours
in the decorative paintings. Although Liu
Haisu wrote a long introduction to both
catalogues, in which he tried to explain

his views on the historical styles and the
contemporary development of painting in
China,” nowhere is there evidence that
European audiences concerned themselves
with the sophisticated differences in
techniques and methods. Surviving
evidence of reactions suggests rather that
the exhibited works were admired more

for their exotic atmosphere than for the
modern qualities that distinguished them
from the work of the early masters. When
the exhibition closed in Berlin, a relatively
large number of the exhibited works
remained - out of the 274 paintings, 53 were
sold, for a total sum of 8255 Marks,* and
another 16 were donated to the Museum of
Asian Art.?* After approximately six weeks,
the exhibition moved to Hamburg and
Diisseldorf and there were many requests
for the exhibition also to be shown in other
European cities.

Representatives from Chinese diplomatic
offices in European countries welcomed the
originally unplanned prolongation of the
exhibition, and Liu Haisu expended a great
deal of energy towards making it possible
for the works to reach more audiences. He
visited most of the destinations himself,
he attended the exhibition’s openings, and
he lectured and wrote articles in which
he explained the purpose of the tour,

similarly to the way he had for its first stop
in Berlin. Because the amount of interest
was truly enormous the paintings had to
be divided into two groups, which travelled
simultaneously around Europe. According
to some reports, more works made their
way to Europe through diplomatic avenues
to replace the ones that were sold in
some locations or were donated to local
collections. The full itinerary included
alongside the three cities in Germany also
Amsterdam, The Hague, Bern, Geneva,
London, and, as the final destination,
from 24 March to 22 April 1935, Prague.
Unfortunately, Liu Haisu did not come to
Prague in person and was probably busy
with many other duties and activities in
London, where the exhibition was taking
place simultaneously at New Burlington
Galleries.?? In Prague the reins of the
initiative were taken up by the Chinese
ambassador Lone Liang (Chinese name
Liang Long, 1894-1967) and representatives
from the local Oriental Institute. No public
institution yet existed in Czechoslovakia
that specialised in collecting and exhibiting
Asian art. The Museum of Decorative Arts,
which had Chinese porcelain and decorative
arts in its collection, was thus selected
as the best location to exhibit Chinese
painting. Except for a handful of collectors,
such as Josef Martinek, Vojt&ch Chytil, and
Joe Hloucha, there were still no specialists
in Chinese art in the country who could
take charge of organising and later
promoting the exhibition in the media.
The Chinese consulate approached
the managing board of the Museum of

Bulletin of the National Gallery in Prague XXV11/2017

5 View of the Exhibition

of Chinese Art at the
Museum of Decorative
Arts in Prague, 1935.
Photo: Archive of the
Museum of Decorative
Arts.
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6 View of the Exhibition of
Chinese Art at the Museum
of Decorative Arts in Prague,
1935. Photo: Archive of the
Museum of Decorative Arts.

7 Advertisement for the

Exhibition of Chinese Art VYSTAVA CINSKEHO UMENI V BUDOVE PARLAMENTU V PRAZE

at Rudolfinum Gallery in R ” : S i 5
. . Vytyamické éinské price plivesl prof. V. CHYTIL, jent pitsobil mnoho let na Stitni akademii krisnych uméni v Pekingu. Soufasné jsou na vistavé price p. WANG-A
Prague, 1928, Ndrodni a sl SITY z Pekingu, ktefi jsou zaky prazské Akademie uméni,

politika, January 1928. iﬁ 5 i

8 Opening of Vojtéch
Chytil's exhibition Japanese
and Chinese Art Today

at the Municipal House
Gallery, 1929. Photo:
author’s archive.
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Decorative Arts, which had to convene

a meeting of its supervisory body, which
was the Chamber of Commerce and

Trade. In the preserved written sources

the explanation and justification given for
organising the exhibition is that it would
be extremely beneficial and useful, but

the correspondence on preparations itself
reveals how great a distance had yet to be
travelled to reach the point where there
would be at least a basic understanding and
appreciation of modern Chinese painting in
interwar Czechoslovakia:

‘A collection of 287 works is currently on
exhibition in Berlin, where it has received much
attention in expert circles. A thick, illustrated
catalogue has also been published. Probably
around 200 works will come to Prague. They are
of an altogether different character from European
paintings. Basically, these are paintings on narrow
and long strips of paper, thus much more like an
applied arts type of wall decoration than pure
painterly expression.'®

It is understandable that the
museum’s curatorial staff highlighted
features that would make the content
of the exhibition more accessible to the
understanding of the pragmatically minded
managing board. But this inadvertently
reveals very accurately how Chinese
painting was still being viewed in 1934, and
that there can be no talk of there having
been any understanding of the efforts
contemporary Chinese artists were making
to distinguish themselves within the frame
of ink painting from the conventions that
early Chinese painters were bound by. At
a time when a larger volume of Chinese
painting of any kind was evidently just
beginning to make its way into collections
in Czechoslovakia, it was very premature
to consider fulfilling Liu Haisu's plan of
establishing a place for contemporary
Chinese art among the ‘multiple
modernities’.>* The exhibition instead
presented one of the painting traditions
with which the audience in Central Europe
was hitherto almost entirely unfamiliar
and it was accompanied by works of early
Chinese sculpture and decorative arts:

“To establish a proper idea of cultural China the
exhibition is accompanied by collections of Chinese
applied arts with sculptural works and lithographic
images of China 100 years ago. With the help of
the catalogue the exhibition offers a chance to learn
about the Chinese creative outlook and become
acquainted with the remarkable cultural qualities
of this great nation.'®

Surviving photographs show that the
opening was attended by prominent figures
in the art world and over the course of
the exhibition there were lectures given
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9 Qij Baishi, fisherman, late 1930s, ink and colors on paper,
National Gallery in Prague, Inv. No. Vm 1446.
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10 Chen Banding, Landscape, 1930, ink and colors on paper, National Gallery in Prague, Inv. No. Vm 2444.

by religious scholar Otakar Pertold (1884-
1965), collector Josef Martinek, artist and
critic Josef Richard Marek (1883-1951), and
director of the Museum of Decorative Arts
Karel Herain (1890-1953). The exhibition
had two thousand visitors, but around
two-thirds of them were school groups,
and only around 700 were paying visitors
(in contrast to the approximately thirteen
thousand visitors in Berlin).?¢ It is also
notable that none of the exhibited works
were sold, whereas the local collections

of Asian art in Berlin, London, and other
destinations grew significantly as a result
of the exhibition. One of the two more
important reviews of the exhibition in
Prague, by V. V. Stech (1885-1974), also
showed that the exhibited paintings were

- at least by the most qualified critic -
regarded as mere derivatives from the styles
of early Chinese painting and that what the
Chinese artists and thinkers who had sent
the collection of modern painting to Europe
were trying to achieve was not understood:

Bulletin of the National Gallery in Prague XXVI1/2017

“The subject matter echoes the old spirit, it
shut its eyes to contemporary China and to the
people who are fighting and suffering there today.
It’s an aristocratic art, conservative in motifs and
form, blander in expression, coarser in colour,
historicising with the whole of its spirit. It is
still a great culture, but it carries on mainly by
defying its era and the raw drama and harsh
conflicts therein, and going back to an ancient
lyricism and to costumes that have ceased to be
true. These painters do not add, they just extract,
in replication, they reduce the old loftiness, they
artificially sustain a form of creative work that no
longer corresponds to the life of the nation.’>

Liu Haisu and his Chinese colleagues
would in all likelihood have been
disappointed by this reaction, which
could not provide clearer proof that
the project’s mission in Prague largely
missed its mark. The catalogue contained
a translation of Liu's essay titled
‘Contemporary Directions in Chinese
Painting and Their Origins’, which was
evidently taken from the French version



of the text published to accompany the
exhibition in Geneva, but, as suggested
above, no one explained or offered any
illustration of his ideas to the Czech public
or art experts. Promoting the exhibition
was entrusted to amateur collectors or
experts in European art, so the more
complicated concepts behind contemporary
development were left obscured. Local
Czech collections of Chinese painting were
only just starting to form, and usually they
were privately owned, so they were several
decades behind the progress of collecting
in Western Europe. Liu Haisu's exhibition
in Prague, which was the final stop of the
large European tour of modern Chinese
painting, thus added some interesting

new colour to the city’s programme of
exhibitions, but, rather surprisingly, it left
no mark on local collections of Asian art.
This is even more remarkable in light of
the fact that it was not the first exhibition
of contemporary Chinese painting in
Czechoslovakia or its capital as Vojtéch
Chytil had been repeatedly organising
exhibitions of works drawn from his own
collection in Prague since 1928.

Private collecting - Vojtéch

Chytil’s exhibitions and their significance
for collecting modern Chinese painting in
Central Europe

Vojtéch Chytil was born at the very end

of the 19th century and in the 1910s he
studied at the Academy of Fine Arts,
where he attended classes in painting
given by Josef Loukota (1879-1967), Vlaho
Bukovac (1855-1922), and Vojtéch Hynais
(1854-1925).%% His studies were interrupted
by the war. He fought on the eastern front
and in 1917 made an adventurous escape
from German captivity on the territory

of what is now Russia and ended up in
China. He supported himself there by
doing paintings, but he quickly became
captivated by Chinese and Tibetan art,
which he began to actively collect. In the
1920s he was working in Beijing as an
office worker in the Czechoslovak embassy.
He also continued to paint and eventually
taught Western painting at the National
Art College in Beijing. In the process

of modernising the Chinese system of
teaching art there, the Institute of Western
Painting, the Institute of Design, and other
institutes were established alongside the
Institute of Chinese Painting. Chytil was
one of the foreign artists who taught at
the Institute of Western Painting, and he
trained students in drawing, oil painting,
European watercolour, and other Western
painting techniques. The Institute of

Chinese painting, which was traditionally
devoted to ink painting, also underwent
lively development, and research on

the Chinese education system in this
period indicates that both of these key
components of the National Art College
were in a roughly equal position and of
equal importance within the academy.?
While several foreign painters working
in Beijing at that time were hired by the
Institute of Western Painting, leading
figures in the Beijing art world taught at
the Institute of Chinese Painting, among
whom was the later famous artist Qi
Baishi, as well as other local artists such
as Xiao Sun (1883-1944), Chen Banding
(1876-1970), Hu Peiheng (1892-1962), and
Pu Ru (1896-1963).%°

Chytil got to know many of them, became
friends with some, and succumbed to the
charms of their work. As indicated above,
Chinese modern paintings were still almost
unknown in Europe in the 1920s and the
Chinese artists who lived there, including
those officially dispatched by the Chinese
government, invested a great deal of energy
in introducing their work into the European
art scene. Chytil was one of the few
Western collectors in China at the time who
decided amidst the flood of different genres
and branches of Chinese art to collect
contemporary ink paintings, which is
probably the type of painting he personally
related to most. However, he also quickly
recognised its value in the modernisation of
Chinese art and the potential it had to offer
European audiences.

Chytil repeatedly returned to Europe,
especially from the middle of the 1920s,
when he married Nina Michailovna Kokorin
(1899-1981) in Beijing, and together they
bought an estate in Svrbice near Piestany
in Slovakia. However, they continued
to live most of the time in China, and
Vojtéch Chytil worked more purposefully
and intensively there on expanding his
collection. On one of his trips home, in
1926, he brought two Chinese students
with him, a young female artist named Sun
Kewu (1904-1931) and a male artist named
Wang Meng (1901-1987), who later enrolled
in the Academy of Fine Arts in Prague to
study under Max Svabinsky (1873-1962).
They studied there from 1926 to 1929 and
like the Chinese students in Paris alongside
their studies they also created paintings
using the Chinese technique of ink painting
on silk and paper. Works of this type
represent - especially in Wang Meng’s case
- a distinct fusion of Chinese and European
painting and are today unique in the
history of Chinese modern painting.>*
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Pu Ru, Tao Yuanming and His Poem ‘The Return’, 1929, ink and

colors on paper, National Gallery in Prague, Inv. No. Vm 5722.
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Vojtéch Chytil introduced his students
to Prague’s art world and from surviving
sources it seems that when considering
options for organising an exhibition of
modern Chinese art in Europe he somewhat
pragmatically decided first to try out the
feasibility of such an enterprise with the
works by the two young Chinese artists.
Because the artists were physically present
in Prague their works were readily available,
so they did not require the kind of large
investment that would be needed to buy
paintings in China and transport them to
Europe. In January and February 1928,
after a series of negotiations, Vojtéch Chytil
organised the first exhibition of modern
painting in Czechoslovakia at the Fine Arts
Union in what is today Rudolfinum.3? The
exhibition included approximately ninety
works (like Liu Haisu’s first ‘trial’ exhibition
in Berlin), sixty of which were by Sun
Kewu and Wang Meng, while Chytil added
around twenty-five paintings from earlier
periods drawn from his own collection,
and widened the show to include also
examples of Beijing carpets, which, in
Chytil'’s own words, were being produced
like a hot new product in prosperous
Beijing factories based on early Chinese
patterns. They were evidently very popular
at the time, as they were later included in
probably every one of his exhibitions of
Chinese art. Instead of a catalogue a simple
brochure was published, which was more
a list of works and their prices (all of the
exhibitions Chytil organised in the 1920s
and 1930s offered artworks for sale) without
any detailed descriptions or explanations.
A substantial part of the brochure,
however, was filled with advertisements
for traders in Asian goods or, for instance,
the Czech branch of the Skoda automobile
company.

The response to this modest exhibition
was, however, surprisingly positive and
reportedly most of the works by the two
Chinese artists were sold.” There was
thus nothing to stop Chytil from initiating
much more ambitious projects. Further
exhibitions followed - the next one already
by the end of 1928 in Ostrava, in 1929 at
the Municipal House in Prague, and then
several times a year until Chytil’s death
in 1936 at various locations in Central
Europe. The last shows were organised
from objects in his estate and under the
supervision of his wife and friends up
until 1938, when the majority of cultural
activities were halted by the approaching
war. Research on the catalogues, archive
sources, and print materials from that
period reveals that after his initial successes



in 1928 Chytil decided to purposefully and
systematically collect as many paintings as
possible by his contemporaries in China,
most notably by Qi Baishi, but also by
other masters working in Beijing, to whose
work he had relatively easy access given his
personal contacts. He travelled repeatedly
between Asia and Europe and brought new
material back for every new show. Over
the course of roughly ten years of intense
activity he organised more than twenty
exhibitions at which several thousand art
objects were shown, several hundred of
which were paintings by contemporary
Chinese artists.* According to records on
the sales of work, it is clear that it was
mostly paintings by Qi Baishi and other
prominent artists numbering in the dozens
that gradually made their way into private
collections in Czechoslovakia and to some
extent also neighbouring countries, which
thanks to Vojt&ch Chytil were flooded with
modern Chinese painting in the interwar
years.’

However, like the exhibitions that Liu
Haisu organised in Europe, the works were
always ink paintings. Although Chytil
himself taught the techniques of European
painting in China, he did not collect the
work his students and contemporaries
painted using European techniques,
and there is no evidence that he showed
even the slightest interest in them. He
concentrated wholly on learning about
Chinese ink painting in contemporary art
circles in Beijing and with a good deal of
enthusiasm (and, it must be said, naiveté)
he shared his observations with the
European public in the introductions he
wrote to the exhibition catalogues and in
newspaper articles and interviews. Chytil
considered the leading figure in modern
Chinese ink painting to be Qi Baishi,
comparing his work to that of European
modernists such as Cézanne and Van Gogh.
Some less well known artists from the
Beijing Art College whose work Chytil also
brought back to Europe played a similarly
significant role in the process of Chinese
painting’s renascence.’® Among the artists
whose work formed an important part of
Chytil’s collection in the interwar years who
are entirely forgotten today, one was painter
Shao Xilian (1888-1954), who according to
Chytil's notes was a leading figure in the
more conservative section of the Beijing
art scene, and Xiao Songren (date of birth
and death unknown), formerly a leader of
a large group of young, innovative artists.

Although Chytil, in his own words,
sold approximately 600 paintings in
Europe during the height of his exhibition

12 Xiao Songren,
Lotuses, 1930, ink and
colors on paper, National
Gallery in Prague,

Inv. No. Vm 5721.
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activities,” he kept several hundred of the
most valuable pieces as his own property
until his death in 1936. The works that

he considered to have the greatest value
or with which he had a special personal
relationship thus remained a part of his
collection and then in the collection of
his wife, Nina. In 1981 Nina Otavovj,
(previously Chytilova) died, and shortly
after that so did her second husband
Jaroslav Otava. Nina did not have children
in either marriage, so in 1982 the paintings
became part of the collection at the
National Gallery in Prague, where they
remain to the present day.

Conclusion

At the end of the 19th century and in

the first decades of the 20th Chinese

ink painting represented a specific form

of modern art. This art was trying to

come to terms with the complexities of
everyday life in China at that time and

it was also straddling two influences

- traditional Chinese ink painting and
European modernism. The process of the
birth of different directions and schools

of modern painting in China continues

to be the subject of scholarly interest.

The presentation of this work in Europe
represents a peripheral chapter of this
research, but a deeper understanding of it
sheds light on the nature and the dynamics
of the contacts between Chinese and
European art within the modern art world
during the interwar years. Studies focusing
on the first exhibitions of modern Chinese
painting also touch on the more general
subjects of the modernisation of China,
intercultural communication, and the
complexities of orientalism in Europe.

The above analysis shows that when
studying the origins of collections of
Chinese modern painting in Czechoslovakia
and Central Europe today it is necessary to
focus attention on private collecting in the
interwar period. Somewhat surprisingly,

it was not Chinese painters settled in
Europe who laid the foundations of later
collections. Nor was it largely the Chinese
painters and promoters who came to
Europe to present art being created at that
time in China as part of the modernisation
of Chinese painting. Although a number
of such works became part of European
collections of Chinese art elsewhere, the
official exhibition of Chinese art organised
in Prague by Liu Haisu left no pronounced
mark on the local collections of Chinese
art. The first collections of Chinese
modern painting in Czechoslovakia thus
owe their existence almost exclusively
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to the activities of one collector, Vojtéch
Chytil, who was working and collecting

art in China from the end of the 1910s.
The modern Chinese ink paintings that he
brought back from China spread during
the sales exhibitions into the hands of

a number of interested collectors and
from there ended up in various locations
around Central Europe. The descendants of
those collectors have kept these paintings
in their family collections to the present
day, or, in a number of cases, they have

in recent years come back into the market
at auctions of Asian art. However, in

1981 the main part of Chytil’s collection,
which was the real foundation of later
collections of modern Chinese ink painting
in Czechoslovakia, was left to the National
Gallery in Prague and this collection later
grew with additional acquisitions from
subsequent waves of collecting activity in
the post-war period. Owing primarily to
the uniquely large share of paintings by Qi
Baishi and other painters from northern
China, it remains to date one of the most
important collections of modern Chinese
painting outside China and Taiwan.

This paper was reviewed.

Notes

1 There were several important collectors of
Chinese art in interwar Czechoslovakia. Next

to Vojtéch Chytil there were Josef Martinek
(1888-1976), Joe Hloucha (1881-1957) and Viktor
Oppenheimer (1877-1942). While Chytil was
mainly interested in contemporary Chinese
painting, the other collectors named here mostly
collected early Chinese and Japanese art, which
they then also displayed at exhibitions in large
Czech and Slovak cultural centres. A more
detailed biography of Josef Martinek has yet

to be compiled. On Hloucha's travels to Asia,
his collection, and his published work, see
Alice Kraemerov - Jan Sejbl, Japan, my love. The
Czech Traveller and Collector Joe Hloucha, National
Museum, Prague 2007. On the extraordinary
figure of Viktor Oppenheimer, see Lubomir
Slavigek, Viktor Oppenheimer - collector,
populariser and provider of Japanese and
Chinese art (Viktor Oppenheimer - Sbératel,
propagétor a zprostfedkovatel japonského

a ¢inského uméni), in: Lubomir Slavi¢ek and
Jana Vranova (eds.), 100 Years of the Brno House of
Arts (100 let Domu uméni mésta Brna), Brno House
of Arts, Brno 2010, pp. 117-129.

2 See, e.g., Craig Clunas, Chinese Painting

and Tts Audiences, Princeton UP, Princeton and
Oxford 2017, pp. 5-35; Yin Hwang, The Art of
Describing the ‘New’: Chinese Visuality and
Europe in the Early Modern Period, in: Michaela
PejCochova and Clarissa von Spee (eds.), Modern



Chinese Painting and Europe. New Perceptions, Artists
Encounters, and the Formation of Collections, Reimer,
Berlin 2017, pp. 25-41. On the collection in
Ambras Castle, see also Ivo Purs and Hedvika
Kucharovi (eds.), The Library of Archduke Ferdinand
II of Tyrol (Knihovna arcivévody Ferdinanda II.
Tyrolského), Artefactum, Prague 2015. The Barham
Mirza Album is the subject of a study by David
J. Roxburgh, The Persian Album, 1400-1600. From
Dispersal to Collection, Yale UP, New Haven and
London 2005.

3 For basic information on Chinese wallpaper
in European collections, see Friederike
Wappenschmidt, Chinesische Tapeten fiir Europa:
vom Rolbild zur Bildtapete, Deutsches Verlag fiir
Kunstwissenschaft, Berlin 1989. For a general
overview of the subject in the Czech Republic,

a useful resource is the research by Tereza
Cikrytové, the results of which are published

as an Outline of the Preserved Wallpapers of
Oriental Style in the Czech Republic. Hlustrated
Catalogue (Zmapovéni dochovanych tapet
orientalntho stylu v Ceské republice. Katalog

s obrazovou &asti) University of Pardubice,
Faculty of Restoration, Student’s grant project
no. SGFR01/2011.

4 Clunas (cit. in note 3), pp. 22-27, for example,
shows this ideal still at work even in 1960 in
how Ernst Gombrich, in his seminal work Art
and Tusion, approaches a Chinese landscape
painting by the Southern Song artist Xia Gui
(active in the late 12th and early 13th centuries).
This practice of identifying as ‘Chinese
painting’ painting in the style of artists from the
Southern Song imperial academy has however

a long history that runs right to the collecting
strategies of Ernest Fenollosa (1853-1908) and
Okakura Kakuzo (1862-1913); see, e.g., Elizabeth
Lillehoj, Making Asia out of China: Okakura
Kakuzo’s Notions of Classicism, in: Vimalin
Rujivacharakul (ed.), Collecting China. The World,
China, and a History of Collecting, University of
Delaware Press, Newark 2011, pp. 73-85.

5 An outstanding probe inside the mind-set of
a contemporary collector is provided by Minna
T6rmi's Enchanted by Lohans. Osvald Sirén’s Journey
into Chinese Art, Hong Kong UP, Hong Kong
2013. Czech examples of similar tendencies can
be seen, for example, in Emil Filla’s collection
of Chinese painting, the major part of which

is now in the Benedikt Rejt Gallery in the city
of Louny. For a list of the Chinese paintings in
Filla's collection and their datings, see Toma3
Winter, Emil Filla, Primitivism and World Art (Emil
Filla, primitivismus a mimoevropské uméni) (doctoral
dissertation), FF UK, Prague 2005.

6 This is reflected for instance in the title

of JTames Cahill’s last study, Pictures for Use and
Pleasure. Vernacular Painting in High Qing China,
University of California Press, Berkeley and Los
Angeles 2010. He refers to figural paintings used
privately as objects with decorative or practical

functions, which are frequently the work of
now forgotten artists and in the past were
considered to be of marginal importance for the
development of Chinese painting.

7 For example, in Minna T6rmé’s study it is
nowhere mentioned that Osvald Sirén (1879-
1966) alongside being interested in early art
ever explored or sought out works by Chinese
contemporaries, even though he repeatedly
spent time in China in the interwar period

and travelled long distances for the purpose of
obtaining works of art. When he met with an
important Chinese artist, such as Wu Hufan
(1894-1968), he spoke with him about early art
and used his expertise to learn about current
collections of early Chinese painting (T6rm,
cit. in note 6, pp. 134-135). However, he showed
no interest in Wu Hufan’s work, let alone any
desire to acquire it for the National Museum in
Stockholm, which had entrusted him with funds
to purchase works for its collections. Even in
the case of John Calvin Ferguson (1866-1945),
who lived in China for several decades, there

is no evidence of any interest in contemporary
artists and their paintings while he was trying to
obtain early paintings as well as other art objects
through his contacts directly in the palace
collections. See Lara Jaishree Netting, A Perpetual
Fire. John C. Ferguson and His Quest for Chinese Art
and Culture, Hong Kong UP, Hong Kong 2013.
From the opposite perspective, possible contacts
and interest can be sought among traders in
Chinese art who were operating in the Western
market, such as C. T. Loo (1880-1957). Here
again, however, there is an almost astonishing
silence surrounding what was going on in
contemporary Chinese art and the complete
absence of contact with the live arts; see,

e.g., Géraldine Lenain, Monsieur Loo. Le roman
d’wn marchand d’art asiatique, Editions Philippe
Picquier, Arles 2013.

8 During research in the archives of
universities in Paris, Taiwanese researcher Sun
Chunmei found more detailed information on
more than fifty Chinese students who between
1914 and 1939 studied painting in the studios of
such artists as Fernand Cormon, Pascal Dagnan-
Bouveret, Francois Flameng, Louis Roger,
Lucien Simon, Ernest Laurent, Fernand Sabatté,
René-Francois-Xavier Prinet, Pierre Laurens,
Frederic Auguste La Guillermie, and others. I am
indebted to Sun Chunmei for providing access
to the unpublished results of her research on
Chinese artists in Paris during the first half of
the 20th century.

9 Exposition chinoise d’art ancien et moderne,
Imprimerie Alsacienne, Strasbourg 1924.

10 Exposition internationale des arts décoratifs et
industriels modernes A Paris 1925: Section de Chine,
Paris, 1925.

11 A good deal of valuable information on
the life and work of artist Liu Jipiao has been
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gathered by his descendants and is continuously
published on the website: https://liujipiao.com/.
12 Craig Clunas, Chinese Art and Chinese
Artists in France 1924-1925, Arts Asiatiques XLIV,
1989, pp. 100-106, here p. 105.

13 In archival sources it is possible to find
several examples of even Vojtéch Chytil speaking
about such a plan. After founding the Palace
Museum in the Forbidden City in 1925, he
allegedly discussed with representatives of the
Chinese government the possibility of organising
a large exhibition in Europe of early Chinese

art drawn from state collections. However, in
1928 the Beijing government was overthrown by
Chiang Kai-shek, who set up a new, nationalist
government in Nanjing. In Chytil’'s words, this
undermined the negotiations that he had already
been engaged in with the government in Beijing,
and a representative exhibition of early Chinese
art was ultimately organised along an entirely
different path only in 1935 in London. For

a reference to the planned exhibition of early art,
see the letter from Vojtéch Chytil to a ‘colleague’
dated 15 January 1931, in the Prague City
Archives, S.V.U. Ménes papers, no. 4.1. On the
London International Exhibition of Chinese Art,
which ran from 28 November 1935 to 7 March
1936, see, e.g., Jason Steuber, The Exhibition

of Chinese Art at Burlington House, London,
1935-36, The Burlington Magagine CXLVIII, August
2006, pp. 528-536; Fan Liya, The 1935 London
International Exhibition of Chinese Art: The
China Critic Reacts, China Heritage Quarterly,
June/September 2012, no. 30/31. An inspiring
analysis by James Cahill of the Chinese paintings
on exhibit can be found on Cahill’s website:
http://jamescahill.info/the-writings-of-james-
cahill/london-193536-exhibition-early-paintings-
from-china.

14 On Liu Haisu and his European travels, and
for further details on the exhibitions organised
in Europe, see Michaela Pejéochovi, Exhibitions
of Chinese Painting in Europe in the Interwar
Period - The Role of Liu Haisu as Artistic
Ambassador, in: Michelle Ling-ying Huang

(ed.), The Reception of Chinese Art Across Cultures,
Cambridge Scholars Publishing, Newcastle upon
Tyne 2014, pp. 179-199.

15 The content of the exhibition is itemised

in the catalogue Ausstellung Chinesischer Malerei

der Jetztzeit, China-Institut and Frankfurter
Kunstverein, Frankfurt 1931. Of the one hundred
ink paintings on exhibit, 22 were the work of
Liu Haisu. However, the concluding section

of the catalogue reveals that the paintings

were exhibited there side by side with early
Chinese art objects from museums and private
institutions and some were offered for sale. The
paintings that made up the major part of the
exhibition were also for sale.

16 For example, on 27 and 28 June 1932 a long
report by a journalist named Baishi (his real
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name has not yet been identified, however it
has to be noted that he is not identical with

the famous painter Qi Baishi) was published in
instalments that explained the origins of the
idea to organise the exhibition after Liu Haisu
returned from his first sojourn in Berlin. One
of the main reasons explicitly mentioned in this
report is the increasingly stronger presence of
Japanese art in the West. The article concludes
with the emotive assurance that ‘the [Chinese]
government has already expressed its enthusiastic
agreement and has invited artists to take part in great
numbers in order to contribute to the success of the
enterprise and not to leave the Japanese in the position
as the sole representative of the entire East.’

17 Two catalogues were published on the
exhibition, Ausstellung Chinesische Malerei der
Gegenwart, Wiirfel Verlag, Berlin 1934, and

a large-format bibliophilic edition with full-page
reproductions of fifty-one paintings that bore the
similar title of Chinesische Malerei der Gegenwart,
Carl Koch Lichtdruckerei, Berlin 1934.

18 Among German periodicals, the most
important ones to report on the exhibition
were Ostasiatische Zeitschrift, Sinica and Ostasiatische
Rundschau.

19 Liu presented his interpretation of the
development of modern Chinese painting in
greater depth during his first visit to Europe

in 1929-1931 in the many lectures and talks

he gave. For a transcription of the lecture

Liu gave at the Institute of Chinese Studies

in Frankfurt, see Sinica VI, 1931, no. 2, pp.
49-55. When it is compared with the texts he
wrote for the catalogues of later exhibitions,

we find that Liu's notion of the periodisation
and classification of Chinese painting and his
opinions on the possible ways of modernising
Chinese art remained basically unchanged and
with each new text he only elaborated on them
further. The question remains, however, how
intelligible subtle differences in the technique
or symbolism of ink paintings would have been
to European readers with no great knowledge
of the development of early painting in China.
Liu’s lectures and writings seem rather to be
directed mainly at his compatriots abroad,

some of whose opinions he disagreed with or,
conversely, developed further.

20 Ostasiatische Zeitschrift N.F., X, 1934, nos. 1-2,
p- 55.

21 Uta Rahman-Steinert, Chinesische Malerei
des 20. Jahrhunderts in Berlin bis 1980,
Ostasiatische Zeitschrift (Neue Serie) XXIV, autumn
2012, p. 28. However, by an unfortunate stroke
of fate the majority of the works that remained in
Berlin after Liu Haisu’s exhibition were carried
off at the end of the Second World War by the
Red Army. They are today in the depositories of
the Hermitage Museum in St Petersburg and are
still the object of as yet unresolved ownership
disputes. Currently there are only a handful



of pieces that remain in Berlin from the initial
acquisition in 1934.

22 The exhibition was also very well received
in London and the reaction was similar to that
observed during its first stop in Berlin a year
earlier. It is possible that the local atmosphere
was already influenced by the ideas on the
preparations for the International Exhibition of
Chinese Art that was held at the end of 1935.

In this period Laurence Binyon, a curator at

the British Museum, played a significant part
in promoting the popularity of Chinese art

and the Chinese ambassador to Great Britain,
Guo Taiqi (1888-1952), was active in arranging
contacts. For more on the London stop of Liu
Haisu’s exhibition, see Shelagh Vainker, Modern
Chinese Painting in London, 1935, in: Jo-Anne
Birnie Danzker (ed.), Shanghai Modern 1919-1945,
Hatje Cantz, Ostfildern-Ruit 2004, pp. 118-123.
23 A letter from the management of the
Museum of Decorative Arts to the Chamber of
Commerce and Trade dated 30 January 1934.
Archive of the Museum of Decorative Arts in
Prague, inv. no. 514/34.

24 The term is borrowed from the title of

the exhibition Multiple Modernities 1905-1970,
Centre Pompidou, 23 October 2013 to 26 January
2015, which sought to present modern art as

a diverse array of art forms and traditions and
their co-existence rather than a single, coherent
narrative. A question that cannot be dealt with
in detail in this article is to what extent new
Chinese art was genuinely understood and
appreciated in the other European countries
where Liu Haisu's exhibition took place, even
though the reactions of other local art circles
were slightly more sensitive and informed

than the reaction in Prague. This issue is the
subject of further research, and among studies
published to date see Birnie Danzker (cit. in note
23) or Michaela Pejéochova and Eric Lefebvre,
Les modalités de la réception de Uart moderne a travers
une typologie des expositions de peinture chinoise dans
VEurope de Uentre deux guerres (forthcoming).

25 A draft version of a radio advertisement
for the exhibition to be broadcast on one of the
main Prague radio channels, dated 27 March
1935, Archive of the Museum of Decorative Arts
in Prague.

26 For more information on the exhibition

in Prague, see the Archive of the Museum of
Decorative Arts in Prague; the response to the
exhibition in Berlin is discussed in detail in
Rahman-Steinert (cit. in note 22); for more on
the response to the exhibition in London, see
Vainker (cit. in note 23).

27 V. V. 8. [Viclav Vilém Stech], Rozcesti staré
kultury. K vystavé ¢inského uméni v Umélecko-
pramyslovém museu (An Ancient Culture at the
Crossroads: On the Exhibition of Chinese art at
the Museum of Decorative of Arts), Ceské slovo,
31 March 1935, p. 16.

28 Chytil’s life, paintings, and collecting and
educational activities are dealt with in more
detail in my study that will be published by the
National Gallery in Prague in 2018, the working
title of which is currently The Formation of
Collections of Modern Chinese Ink Painting in Interwar
Czechoslovakia.

29 For what is probably the most thorough
treatment, see Li Zhonghua, Bilu lanlii xing guomei
- 1917-1937 nian Beijing guoli zhuanmen meishu jiaoyu
yanjiu, Hubei renmin chubanshe, Wuhan 2008.
30 For more on the life and work of these
painters, see Michaela Pejéochova, Masters of
20th-Century Chinese Ink Painting from the Collections
of the National Gallery in Prague, National Gallery
in Prague, Prague 2008.

31 For more on this, see ibid., and especially
the forthcoming publication by Pejéochova 2018
(see footnote 29).

32 Sources on the organisation and the course
of the exhibition and on responses to it can be
found in the Archive of the National Gallery in
Prague, KJ collection, newspaper cuttings 1916-
1928, AA 1502/1, box no. 167.

33 TIbidem.

34 An analysis of the content of individual
exhibitions and a detailed description of how
Chytil’s collecting approach evolved over time,
see Michaela Pejéochovd, ‘Vojtéch Chytil and His
European Exhibitions of Chinese Art: Chinese
20th-century Painting First Introduced in
Europe’, in: Beijing huayuan, ed., Qi Baishi yanjiu
di san ji, Guangxi meishu chubanshe, Nanning
2015, pp. 1-21.

35 Chytil’s sales exhibitions were held in

a number of Central European countries

and later even in Great Britain. In 1928 the
exhibition was shown in Prague and Ostrava,

in 1929 in Prague, in 1930 in Vienna, Brno,
Berlin, and Budapest, in 1931 in Karlovy Vary,
Prague, Pilsen, and Olomouc, in 1932 in Ceské
Budégjovice, Pardubice, and Ostrava, in 1933 and
1934 in London and at other locations in Great
Britain, in 1935 in Bratislava and Slany, in 1936
in Vienna and Kogice, in 1937 in Prague, and in
1938 in Budapest. During 1930, when probably
the largest and most prestigious of these shows
were held, according to preserved catalogues
around 470 works were exhibited, of which
approximately one-half of those in the catalogue
had disappeared by the end of 1930, and it is
therefore likely that they were sold during the
four large exhibitions. For more on this, see
Pej¢ochova 2015 (cit. in footnote 35). Chytil also
imported works of art for friends and other
private collectors that did not officially form part
of any of the exhibitions. It is therefore possible
to assume that several hundred contemporary
Chinese paintings made their way into private
collections during these years as a result of
Chytil’s collecting work.

36 Chytil’s writings on developments in
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the Beijing art scene, which there is no space

to analyse here, can for the most part be

found in the catalogues on the exhibitions
mentioned in footnote 36. A detailed analysis

of Chytil's opinions on the early and recent
history of Chinese painting is provided in my
forthcoming publication (see footnote 29).

37 A letter from Vojtéch Chytil to a ‘colleague’
on 15 January 1931 in the Prague City Archives,
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S.V.U. Ménes papers, no. 4.1. The true number
of works sold may be somewhat smaller, as
Chytil had a tendency to slightly exaggerate
the numbers in his writings. Nevertheless,
there is no question that these were enormous
exhibitions and the number of imported works
was very large.

Translated by Robin Cassling



MATERIALIA

Memorial Prints of Actors in the

Japanese Collection of the National

Gallery in Prague

JANA RYNDOVA

The paper deals with the iconography and inscriptions in Japanese actors’ memorial
prints from the Collection of the Art of Asia and Africa of the National Gallery in
Prague. It analyses the history and collecting of seventeen selected shini-e woodblock
prints and offers a detailed individualised look at a group of Japanese woodblock prints
from the first half of the 19th century, which were produced by the Utagawa family
workshop. Most were done by Utagawa Kunisada (1786-1865) and were published in the
National Gallery monograph accompanying a large two-part exhibition of this artist’s
work in the Czech collections in 2005. This newer study adds a detailed translation

of the inscriptions. Shini-e memorial prints effectively illustrate the mid-19th century
connection between Japanese woodblock prints and the traditional Japanese drama
kabuki. In this case, the actors’ portraits are not just scenic images; they often inform
theatre lovers about the actors’ careers, twists of fate and versatile talents. These
portraits also have a Buddhist background and are thus important to a historiography
of kabuki theatre and mind-set of Japanese society in the late Edo period.

Keywords The kabuki theatre genre began to
memorial prints shini-e, Utagawa Kunisada, garner considerable attention from the
Japanese woodblock prints, kabuki theatre, Czech Japanese ublic at the verv beginnin Of
collectors of Japanese woodblock prints, National p p ry g g )
Gallery in Prague the 17th century, when priestess Okuni

from the Izumo shrine and her ensemble
in Kyo6to launched dancing and singing
performances by the Kamo River and in
the Kitano shrine. The kabuki scenes began
to take form in Osaka near Ky6to and Edo
(later Tokyo). The popularity of the kabuki
genre peaked in the late Edo period
(1600-1867) and actors’ portraits from

the first half of the 19th century are an
inseparable part of the legacy left behind
for the world’s culture by coloured
woodblock prints.*

Actors’ portraits or composed major
scenes from well-known plays were
published in great numbers and the
public awaited them impatiently as
a common commercial complement of
theatre productions. “When the titles for
the summer performances, New Year’s
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1 Utagawa Toyokuni | (1769-1825), Sumo wrestling as a theatre scene, 1800-1805, colour woodblock print, 38 x 76.8 cm (triptych), signature:
Toyokuni-ga, publisher: Tsuruya Kinsuke (Edo). National Gallery in Prague, Inv. No. Vm 904-906.

performances, and the like had been
decided on at the theatres, we would pick
the scenes from the hit plays that looked
like they would be popular and would
make interesting pictures (a chilling murder
scene from a ghost play, for example), and
these would be published. In those days,
certain Osaka publishers set out to the
theaters on opening day with the artists
who drew actors’ likenesses. The dividers
were removed from four or five boxes right
in the middle of the floor section of the
theater and spread with rugs. Tables were
set up with brushes and paper, and all was
made ready to sketch the happenings on
stage. The artist sat in the middle, with the
proprietor of the publishing house and his
clerks alongside. Besides them, some first-
class female entertainers managed the food
and drink, so things were quite lively. This
was a form of promotion, as much as to say
that actor prints were being designed for
this performance. Customers would think
to themselves that ‘so-and-so is an actor-
print artist, and pretty soon some good
prints of his are going to be on sale’, and
they would wait for them to appear. [...]
The work had to be finished within two

or three days at the most, and slips were
occasionally made in the hastily-carved
colored areas. [...] Since everything from
sketch to finished print was left up to the
artist, the publisher had no idea of what

to expect as a result. But he was used to
this. When a fine print came out he was
delighted and set it out for sale in the front
of the shop where customers were already
waiting. The first edition would sell out

Bulletin of the National Gallery in Prague XXVI1/2017

in no time at all and edition would follow
edition, to his great gain. This is what
happened when the portraits were well
received. But the opposite could happen,
too, and sometimes not a single impression
would sell, to the publisher’s loss, and an
entire edition would never see the light of
day. Most portraits lacked the actors’ names
and people recognized them from their
faces and crests [mon] so it was essential

to work the crest pattern somewhere into
their costumes. Fans of the various actors
would compete with one another to buy
prints, and would mount them in albums
to preserve them.”?

The sheet with the signature Vm 904-
906 from the collections of the National
Gallery in Prague capturing famous actors
as referees and sumo wrestlers (Fig. 1)
is an example of the scenic sketching
described above. The linear structure of the
triptych’s composition as a source of a new
European approach to perspective warrants
attention. A detailed view of the stage from
above evokes, among other things, “cut-
outs” from the popular scenes with ballet
dancers by Edgar Degas.

The popularity of theatre prints continued
until the early Meiji period (1868-1912) and
also stimulated commercial paintings from
the private life of actors and memorial prints
of popular impersonators of major Japanese
scenes set in Edo and Osaka. In addition
to some 5,000 Edo prints, the National
Gallery in Prague also houses almost 500
graphic sheets of Osaka provenance, many
of them actors’ portraits from the mid-19th
century. This collection represents nearly



2 Utagawa Kuniyasu (1794-1832), Sumo wrestler Ryamon Yoshigoro aged 22, 1829-1830, colour woodblock print,
39.5 x 26.9 cm, signature: Ippdsai Kuniyasu-ga, publisher: Uemura Yohei, Nanba-chd (Osaka), Censor’s stamp: kiwame

(approved). National Gallery in Prague, Inv. No. Vm 403.

one tenth of all the woodblock prints in the
Collection of the Art of Asia and Africa of
the National Gallery in Prague. The National
Museum (the Naprstek Museum of Asian,
African and American Cultures), too, houses
a major collection assembled mainly when
the collector Josef/Joe Hloucha (1881-1957)
stayed in Kobe and Osaka in 1906. At that

time, Hloucha closely cooperated with his
countryman Karel Jan Hora (1881-1974), an
engineer working for the Osaka Gas Light
Company. This collection was examined

by Professor Susumu Matsudaira and
Libuge Bohackova in 1983-1985. The two
institutions (the National Museum and the
National Gallery) organized a large two-part
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3 Utagawa Kuniyoshi (1797-1861)? (not signed), memorial print of handsome
Ichikawa Danjard VIII (1823-1854) and a hundred weeping women, 1854 (sixth
day of the eighth month), colour woodblock print, 36 x 23.9 cm. National Gallery in

Prague, Inv. No. Vm 2336.
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exhibition from their collections in the
Niprstek Museum in 1985 - one of the first
displays of the Osaka graphic production
Kamigata-e in Europe.

In the collection of actors’ prints, the
author would like to pay detailed attention
to the Edo memorial prints of actors shini-¢
(4%:) in the National Gallery in Prague.

Its Collection of the Art of Asia and Africa
houses 22 actors’ memorial prints. Major
Japanese theatre scenes remained very
popular throughout the 19th century and
actors’ portraits were much in-demand
commercially and as collector’s items in
Osaka and Edo, including memorial prints.
Memorial or commemorative prints shini-e
are sometimes called “painted requiems”
tsuizen’e (JB3%#2) and are based on the facial
likeness called nigao’e (11H5142), i.e. portrait
depiction of the actor. Although detailed
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information (such as the actor’s stage
name, his poetic name haimyo, posthumous
name homyo, date of death and age) is
rarely omitted, memorial prints cannot be
perceived merely as uniform obituaries -
these prints, too, were of a high artistic and
technical standard and very popular. The
shini-¢ prints often differed from “common”
production in their purposeful use of

a light blue-greyish colour, a symbol of the
world of ghosts and the non-living.

The popularity and mass production
of graphic sheets did not pertain only
to actors; sumo wrestlers, too, were
comparable celebrities as the arranged
scene of sumo wrestling reproduced above
or the rare portrait of Ryamon Yoshigoro
from the National Gallery in Prague
corroborate (Fig. 2). The sheet is signed
on the left under the wrestler’s elbow as
“a painting by Ippdsai Kuniyasu”

(— B\ [ % Tpposai Kuniyasu ga). The
censor’s stamp “approved” (f kiwame)

is at the wrestler’s feet and there is

a publisher’s stamp “Uemura Yohei” (5
F#) with the address Nanba ché (Naniha
cho). The sheet’s right corner gives the
wrestler’s name Rytimon Yoshigord (#E["]
IFFRF) and build (& / LER 4 HUHE
H H#* height of more than 7 shaku [feet],
i.e. more than two metres, weight of more
than 40 kanme, i.e. more than 150 kg). The
inscription at the sheet’s right corner also
states that Ryamon Yoshigor6 came from
the Iyo region (today’s Ehime Province in
the north-west of Shikoku Island), that he
lived in the town of Matsuyama in north-
western Shikoku and that his fight with the
wrestler Jinmaku Chobei ended in a draw.
According to an inscription on the right,
the sheet depicts Ryamon Yoshigoré at 22,
i.e. the peak of his career, and this famed
wrestler died on the fourteenth day of the
second month of the lunar calendar in the
fourth year of the Tenpd era (1834) aged

27. The inscription below Yoshigoro’s feet
attests to the fact that he was officially
admitted to the Osaka arena at the age of
22; thus, the portrait was probably done on
the occasion of this ceremony. Yoshigoro
wears a ceremonial silk apron keshomawashi
(fLBEE L) with a carp motif symbolizing
perseverance and strength.

Although this example is not a model
memorial print, it captures the informative
and posed character of similar graphic
sheets, which - in the case of actors’
portraits - sometimes (though rarely)
assumed a tabloid character in spite of the
obituary nature of the memorial prints.
Especially prominent in this respect
are memorial prints of actor Ichikawa



Danjuro VIII (1823-1854). Ichikawa
Danjaré VIII, the first stage lover of the
Edo theatre, committed suicide seppuku

(he cut his throat) at the age of 32 (in

the eighth month of the lunar calendar

in 1854) in the rival city of Osaka. He
appears to have done so in connection
with a lengthy theatrical crisis brought
about by the government reform of urban
cultural entertainments during the Tenpo
era in 1842, which resulted in a seven-

year exile to Osaka for his also famous
father Ichikawa Danjaré VII (Ebizo V).
After the suicide of this sweetheart of

the Edo - predominantly female - public,
130 commemorative woodblock prints were
published, which was a record number.
Other actors could boast of three to five
editions of commemorative portraits. The
memorial print of Danjaré VIII in which he
is mourned by a crowd of townswomen and
girls, including a cat in the print’s bottom
right, is particularly well-known (Fig. 3).
After Danjurd’s dignified demise from

the stage of the world, many semi-legal,
uncensored and unsigned memorial prints
appeared. Therefore, the sheet by Kunisada
signed NG Vm 2339 (Fig. 4) and dated 1852
raises doubts. Kunisada would not have
been likely to violate the censor’s rules for
depicting actors, i.e. one of the results of
the government reforms of urban culture
starting in 1842. It is therefore likely that,
for the re-edition, a bootleg editor used

the actor’s earlier portrait of 1852 with
censor’s stamps, though void of the original
background, specification of his role and
publisher’s mark.

Nonetheless, actors’ memorial prints
were not just informative obituaries; they
also had commercial, aesthetic and ethical
aspects highlighting a Buddhist vision of
the afterlife. For example, the sheet from
the National Gallery in Prague signed
Vm 3028 shows the popular stage lover
Ichikawa Danjuro VIII standing beside
the devil, who tries to take the actor away,
but a crowd of Danjard’s female admirers
prevent this from happening (Fig. 5). This
sheet is part of a diptych, though the
National Gallery does not have the second
part depicting a cat and dog pulling at
the hems of the crying women’s kimonos.
The inscription in the reproduced sheet
reads: #/\H7SH - “the sixth day of the eighth
month of the Year of the Tiger”, 14 ¥ zE(5+:
JURE TN EIHEE - “Ichikawa Danjiro VIII,
posthumously called Joen Shinji, i.e. believer
in the Place of Purity”, 1T =14 - aged
32 that year [1854].” Basic information is
added in text at the sheet’s top left: %
O 5 7 R EUC R L B i RIS

4 Utagawa Kunisada / Toyokuni Ill (1786-1865), Ichikawa Danjaro
VIII (1823-1854) as Kasugaya Tokikurd - memorial print shini-e, 1854
(eighth month) - replica of a portrait from the seventh month of 1852,
colour woodblock print, 36 x 24.5 cm, signature: Toyokuni-ga. National
Gallery in Prague, Inv. No. Vm 2339.

srEENLE TR0 REPIRESL
TEFOMWNMRICKRD THATE > T
LT3 EHUSHIOEIC h Wz 732 C il
Z1E L - “A brilliant man of the theatre stage,
suddenly blown away from this world, respecting
the professional bond between parent and child,
concentrates his mind on the devil’s staff and
walks determinedly to the underworld empire while
being impeded and tugged at, mourned; fare thee
well, wail the weeping willows and the bats below
them wait for happiness in the netherworld.”

The triptych by Utagawa Kunisada from
the Parson Sigismund Bouska Collection,
signed Vm 2835, also has an apparent
spiritual dimension. It captures actors as
representatives of the Japanese pantheon
subduing villains and demons (Fig. 6).
Again, the popular actor Ichikawa Danjuro
VIII stands in the centre depicted as
bodhisattva Jizo, a guide to the underworld.
On his right is another popular actor of the
time: Nakamura Utaemon IV (1798-1852),
presented as Nippon Daemon, a fighter
with supernatural powers. On the left

is Bando Shika IT (1813-1855), an actor
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most popular actor and kabuki dancer in
Osaka, who also performed as a guest in
Edo for many years, was also a gifted poet.
He died suddenly at 55 (58 according to
different shini-¢) after a short illness, and
was therefore mourned by both cities. The
cartouche on the left says: %E ./ jP4F =
HAH W= T®’A ATEN+=4 FE
FifEL RAFREES i FE X
S KA - “The sixth day of the third month of
the second year of the ‘younger’ wooden Rabbit
of the Ansei era [1855]. Believer Shiyo Jissan,
Bando Shika I1, Shitka by his poetic name,
attached to the Yamatoya theatre house, died in
the Eastern Capital City aged forty-three.” This
actor distinguished himself with his female
characters. Like Nakamura Utaemon IV, he
died after a brief illness. The date of death
corresponds to that of the actor Bando
Shtka I, but the name in the reproduced
sheet is accompanied by the designation
of the second bearer of the name (nidanme).
It means he was seen in his time as the
second bearer of the poetic name used

by his adoptive father, the actor Bando
Mitsugord III, as his poetic name haimyo,
but was considered the founder of the
actors’ line of Bando with the first name
Shiika in later family genealogy. Shitka

I of this Bandé family line was the most

famous, especially for his perfect diction

and original acting expression in leading

female and male roles (tachiyaku).
Another interesting example of

5 Utagawa Kuniyoshi (1797-1861)? (not signed), Ichikawa Danjaro VIII
(1823-1854), seized by his female admirers, resists the devil, who takes
him away to the Hell, 1854 (eighth month), colour woodblock print
(right part of triptych), 36.8 x 24.7 cm. National Gallery in Prague,

Inv. No. Vm 3028.

of female roles onnagata, depicted as the
goddess of mercy Kannon.? All three actors
have their stage, poetic and posthumous
names inscribed in cartouches, including
the date and age at time of death. The
cartouche in the middle bears the following
inscription and date: 577kt 84/ A

H AR T A ATE= T4 BERER
BAGE L ACETNEA-RE R4 =T 585 M
& - “The sixth day of the eighth month of
the seventh Year of the ‘older’ wooden Tiger of
the Kaei era [1854]. In Naniwa [older name
for Osakal, the perseverant believer, virtuous
Joen, Ichikawa Danjiuro VIII, Sansh$o by his
poetic name, attached to the Naritaya theatre
house.” The cartouche on the right bears
the following inscription: 7k i T 7-4F . H
TR RAE= TR AT JOs b
FEH RAF L VIR HE A R fEfdiee %
S E - “The seventeenth day of the second
month of the fifth Year of the ‘older’ water Rat
of the Kaei era [1852]. In Naniwa [Osaka],
believer from the Kasei’in monastery, Kanjaku
Nichiyo, Nakamura Utaemon IV, Kanjaku by
his poetic name, attached to the Narikomaya
theatre house, died at the age of fifty-five.” This
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a memorial print in the National Gallery
in Prague collections that connects an
actor’s personality with the Buddhist
pantheon is Vm 2975 - a portrait of actor
Iwai Hanshiro VI as bodhisattva Fugen
(Fig. 7). Iwai Hanshiro VI (1799-1836)

was a prominent actor of female roles

in his time. The sheet is signed “by the
brush of Kunisada of Fifth Ford” (1.

= H W% Gototei Kunisada hitsu)

and bears a (trimmed) publisher’s seal

and the censor’s seal “approved” (%
kiwame). Bodhisattva Fugen, the guardian
of justice and piety and promoter of

the Buddha's teaching, traditionally
accompanies the Shakyamuni Buddha on
the back of a white elephant leading all
living creatures to redemption by example.
The National Gallery in Prague also houses
a memorial print with signature Vm 4579 -
Onoe Kikugoré IV (1808-1860) portraying
an actor in a female role being taken to
the underworld by the devil (Fig. 8) - like
Ichikawa Danjaré VIIL. A stele-shaped
cartouche on the right bears a fan, the
emblem of the actors from the Onoe
Kikugoro family line, and the following
inscription under the fan: L7 N0 I BB I
20 1LRE - “the ‘daughter’ Onoe Kikugora, who



6 Utagawa Kunisada (1786-1865)? (not signed), Three deceased famous actors fight the villains and rascals in the underworld - shini-e, 1855
(third month), colour woodblock print, 38 x 77.5 cm (triptych). National Gallery in Prague, Inv. No. Vm 2835 abc.

came to Edo [Tokyo]”. A cartouche at top
right shaped like a bound notebook bears
the following inscription and date: /77T
HAEAHTAH  IEERREs G L &
FLA T RS — “The twenty-eighth day of the
sixth month of the first Year of the Monkey of the
Man’en era [1860]. Believer of the True Faith
Shakujo Kikudoken. Asakusa, Imado, Korakuji
monastery.”

After the actors’ demise from the stage
of the world, their memorial portraits
often emphasized not only their new
Buddhist names, but also their talents.
This is especially true in portraits of
the universally gifted artist Nakamura
Utaemon IV (Figs. 9-13). Nakamura
Utaemon IV (1798-1852) was recognized
for his stage interpretations as well as
his dancing skills and talent for poetry.
Many of his memorial portraits include his
own poetry as the author’s epitaph. His
memorial print with signature Vm 3404
(Fig. 9) bears the usual information, i.e.
his name and age at time of death: %#
KIEFAEZAEH ARG #EN TR
+1iik - “The seventeenth day of the second
month of the fifth Year of the Rat in the Kaei
era [1852]. Nakamura Utaemon, aged fifty-five
that year.” The sheet is signed with one of
Kunisada’s pseudonyms (R A5 = Suiho
Sanjin sha; i.e. “Sketched by an intoxicated
good-for-nothing”), and the signature
is complemented with a seal shaped as
a sake cup. The sheet’s top left part bears
a quatrain from the so-called Nirvana Sutra
(J584% Nehangyo): w178 2&EBIE 4
W BUHFE%E - “Everything flows, nothing lasts.
Uncertain is the fate of earthly existence. The

descent into nothingness alone quenches the flame
of life’s desire. Desire is suffering, to fade away is
bliss.” Nakamura Utaemon IV holds a rosary
in his hand; the sheet was obviously done
after the classic model of memorial prints.
Utaemon’s unsigned memorial portrait Vm
4500 from the collection of photographer
Josef Sudek (1896-1976) (Fig. 10) is in line
with its former owner’s refined artistic
temperament and is especially interesting
for its composition. Basically a double
portrait, it symbolizes the transition
between this world and the afterlife.

The ghost of actor Ichimura Takenojo V
(1812-1851) reveals itself to Nakamura
Utaemon IV holding a rosary in a cloud of
smoke rising from the incense. The text at
top right is dedicated to Ichimura: By
EEMEL FANZAAHE TE=1
A - “Believer from the monastery Gendo‘in Kayo
Kakitsu.* The twentieth day of the eighth month
of the fourth Year of the Boar of the Kacei era
[1851], aged thirty-nine that year.” To the left of
the figure of Ichimura Takenojo V outlined
in contours is the name of the actor’s home
monastery in Tokyo: 117 3 15 5 =i

<f - “The Edo monastery Dobudana Choonji”.
Further on, the sheet deals with the figure
of Nakamura Utaemon IV. Top centre,
there is Utaemon’s haiku poem done in
calligraphy: WH D / &2 H D [ RS

# Kisaragi no / sora wo nagori ya / tobu
suzume - “In the pre-spring skies / a memory
quivers / like a sparrow in flight.“ This sets the
obituary in the period preceding the spring
(Nakamura Utaemon IV died in the second
month of the lunar calendar) and his poetry
refers to Utaemon’s poetic name Kanjaku,
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7 Utagawa Kunisada (1786-1865), Iwai Hanshird VI (1799-1836) astride an
elephant, evoking the bodhisattva of meditation Fugen - shini-e, 1836 (fourth month),
colour woodblock print, 36.5 x 24.7 cm. National Gallery in Prague, Inv. No. Vm 2975.

which can be translated as “Playful
Sparrow”. At top left is information about
Nakamura Utaemon IV and a dedication

to the Pure Land shrine in Osaka, where
his remains were interred: K FH] ¥
SN AT i i el e WA M % & TR
“H1+tH - “Osaka, Nakaderamachi quarter,
Jokokuji shrine. Believer, poet and playwright

by his poetic name Kanjaku from the Mydhain
monastery. Aged fifty-eight.> The seventeenth day
of the second month of the fifth Year of the Rat
of the Kaei era [1852].” Nakamura Utaemon
IV - though his memory is still alive -
already looks to the afterlife, where he is
greeted by Ichimura Takenojo V, who had
died some six months before of a sudden
illness. The same two actors pass by each
other in a double portrait (probably) by
Kunisada, with signature Vm 4728 (Fig. 11).
This sheet bears the following inscriptions:
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AP EREF=3E AT 2R Bk
Wz \AHH TEREEREL 746
=1JUA" - “Honjo quarter, Oshiage, Daionji
monastery, where Ichimura Takenojo lies. The
twentieth day of the eighth month of the fourth
Year of the Boar of the Kaei era [1851]. Believer
from the Koun’in monastery Kenyo Chikuei [?]
, aged thirty-nine that year”; and further on
ATy —H+EH  folbedve HeE+
RIP=pHVESF =38 FT4FI0 A A
AT - “The seventeenth day of the second
month of the fifth Year of the Rat of the same era
[Kaei, 1852]. Believer from the Kasei’in Kanjaku
Nikko monastery. Osaka, Nakaderamachi
quarter, Jokokuji monastery, where Nakamura
Utaemon reposed aged fifty-five that year.” The
basic information is complemented with
calligraphic poetry in cursive script at top
left: ATTEVETGIID / ETEHRS / HiE
DIFEDD | TR BIE A - “Even though
you, proud and clad in a fashionable garment
/ crisscrossed the stage of this world / to the
crowd of deities of songs and dances / you could
never live up.” The scene is a paraphrase
of the scene “Encounter of Blades” (}
4 Sayaate) from the Fuwa Nagoya cycle
of kabuki theatre plays. This is a duel
between two famous fencers, a villain
called Fuwa Banzaemon wearing a kimono
decorated with lightning and the young
Nagoya Sanza wearing a kimono adorned
with swallows. Nakamura Utaemon IV, as
the villainous character Fuwa Banzaemon,
is dressed in a kimono with a lightning
pattern, and Ichimura Takenojo V, as the
heroic character Nagoya Sanza, is dressed
in a kimono with swallows in the rain.
Both figures wear pilgrims’ straw hats to
remain incognito, but when they lift them,
their identity is revealed and the two rivals
clash.®

Utaemon’s unsigned memorial portrait
from the Joe Hloucha Collection with
signature Vm 4809 (Fig. 12) perfectly
illustrates how firmly the drama of
the late Edo period (1600-1867) is
entrenched in Japanese culture. Mount
Fuji, Japan’s symbol par excellence, can
be seen in the background. Nakamura
Utaemon IV is therefore clearly elevated to
the role of the Japanese nation’s prominent
representative. He is captured as a travelling
salesman of loquat infusion (HLAEERE S D)
from the play “A chained alphabet poem on
the theme of irises” ({£ &\ A 133# I Hana
ayame iroha renga), which was first staged
in the Ichimuraza Theatre in Edo (Tokyd)
in 1841. In the play, the seller of loquat
infusion turns out to be the incognito
Teraoka Heiemon, as one of the exemplary
loyal vassals of Captain Enya (the historical
lord of Ak6) from the play “47 Ronins - a



Treasury of Loyal Retainers.” ({4 T4
FJE Kanadehon Chushingura). The red
cartouche at top right says that Nakamura
Utaemon IV was active in Edo and later
Osaka; it also includes poetry signed with
Utaemon’s poetic name Kanjaku and
written in the cursive calligraphic “grass”
script.

Joe Hloucha was fascinated by the
Japanese milieu of actors and literature
and, during his second stay in Japan in
1926, he not only collected artistic artefacts,
but also studied Japanese dances, according
to an article published in Japan Chronicle
magazine.” As early as 1906, when he
visited Japan for the first time, he met
leading Japanese actors, the step-brothers
Onoe Kikugoro VI (1885-1949) and Onoe
Baiko VI (1870-1934) in a theatre dressing
room, as his diary entry of June 22, 1906
states. On this occasion, Onoe Baiko gave
Hloucha a signed photograph.®

Another memorial print of Nakamura
Utaemon IV with signature Vm 6491
(Fig. 13) was donated to the National
Gallery in Prague in 2007 by the well-
known Japanese painter, poet, dancer
and collector Seiichir6 aka Kiro Uehara
(b. 1949). Tt shows that following 19th- and
early 20th-century European collectors,
modern Japanese collectors also realized
the collecting value of actors’ portraits and
memorial prints. Like the preceding print
from the Joe Hloucha Collection, this sheet,
too, bears no signature or censor’s seal,
but gives the usual information - the name
Nakamura Utaemon, his poetic name
Kanjaku, the age at death (58 years) and the
place where his remains are interred (the
Pure Land monastery Jokokuji in Osaka).
This print, too, reproduces the haiku poem
by Utaemon: UH D / &4/ D [ RS
# Kisaragi no / sora wo nagori ya / tobu
suzume - “In the pre-spring skies / a memory
quivers / like a sparrow in flight”.

Memorial prints often captured actors in
their most successful roles. This is true of
the sheet with signature Vm 4797 (Fig. 14)
depicting Matsumoto Koshiré VI (1812-
1849) as Banzuiin Chobei, the well-known
leader of the Edo underworld.® His father,
Matsumoto Koshird V (1764-1838), played
the same character in 1837 (starting at the
New Year) in the Nakamuraza Theatre.

He excelled in one of the most famous
Japanese dramatic roles one year before

his death.* According to the database of
the Museum of Edo and Toky6 Culture
(Edo Tokyo hakubutsukan), the reproduced
portrait by Kunisada may date from 1838,
which would mean it is a memorial print of
Koshiro V.* Besides the signature reading

\
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8 Utagawa Kunisada (1786-1865)? (not signed), Onoe Kikugoro IV (1808-1860)
and an oni devil, 1860 (sixth month), colour woodblock print, 36.5 x 25.5 cm.
National Gallery in Prague, Inv. No. Vm 4579.

9 Utagawa Kunisada
(1786-1865), Nakamura
Utaemon IV
(1796-1852) - shini-e,
1852, colour woodblock
print, 36.5 x 25.5 cm.
Signature: Suiho
Sanjin-sha (BfSCHCA

H = "Sketched by an
intoxicated good-for-
nothing”). National
Gallery in Prague,

Inv. No. Vm 3404.
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10 Anonymous artist, Nakamura Utaemon IV (1796-1852) and
Ichimura Takenojo V (1812-1851) - shini-e, 1852 (second month),
colour woodblock print, 35.5 x 24 cm. National Gallery in Prague,
Inv. No. Vm 4500.

“the image of Ichiydsai Toyokuni” with

the decorative seal toshidama, the sheet
bears the censor’s seals Murata and Mera
and the seal of the publisher Naojiré from
the Shimizuya publishing house. The
censor’s seals are an argument for dating
the print to 1849 and identifying this shini-e
as a portrait of Koshiré VI, all the more
because the father and son looked very
much alike.*

Another distinct male protagonist among
the actors’ memorial prints in the National
Gallery in Prague is Suketakaya Takasuke
11T (1802-1853), a famous actor raised in
Osaka (1820-1828), but famed in Edo as
Sawamura Tosho (the name used in 1831-
1844) or Sawamura Sojurd V (the name
used in 1844-1848). The memorial portrait
with signature Vm 6487 depicts him in
the role of a leader of forty-seven ronins,
Oboshi Yuranosuke (Fig. 15). Oboshi
Yuranosuke is preparing to die; a ritual
dagger is placed on a table next to his
right hand. The sheet’s upper part bears
the following inscription: " 1B 2 HES (5
T AT =4 Bim RSB - “Believer from
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the Sonshi’in monastery Koga Haio [the poetry
writing old man Kogal, aged fifty-three that
year, Suketakaya Takasuke.” Bottom centre,
the role in which Suketakaya Takasuke
is depicted is specified: BJH £ EHHT
SR R 2 BB AR AESE 2 - “The Bisha
District [former Owari Province, today’s Aichi
Prefecture], Nagoya, the loyal vassal Yuranosuke
hand in hand with his mission departs life and is
bound for death.” The inscription refers to the
circumstances of the death of Suketakaya
Takasuke III, who fell ill while his
ensemble was giving a guest performance
in the Tachibanaya Theatre in Nagoya in
the ninth lunar month of 1853; he returned
home to Edo, but died in the eleventh
month - “was bound for death”. The
inscription is complemented top left with
a moral in haiku format (5-7-5 syllables): &
BNEDEEARS IR LELE - “Distressfully
impalpable is existence in the mirror of a loyal
samurai.”

I would like to conclude this paper
with a contrast to the above-described
male heroes from the National Gallery in
Prague’s Collection of the Art of Asia and
Africa - two memorial prints of actors
in female roles from the collection of
Bohuslav Dusek (1886-1957), Zivnostenska
banka director, patron of the arts and
collector (Figs. 16 and 17). The portrait
with signature Vm 6056 (Fig. 16) captures
Iwai Hanshiro VI (1799-1836) and offers
this information: Kft-tHEN A /\H 17
=AUk A FEETURR WD KA R
M§3 H 15 1 - “The eighth day of the fourth
month of the seventh Year of the Monkey of the
Tenpo era [1836]. Iwai Hanshiro, aged thirty-
cight that year. Fukagawa, Joshinji monastery.
Believer from the Shinso’in monastery Baiga
Nissen.” The print’s upper part bears the
following text: {6 & R UEIXIIMNEEAL
MRICHE AT EPHOE L T2 ED—
P AT B LMD 51 S ik
DEEOWMZINA EL B ZHUE - “As if
a blossom withered before my eyes, as if an echo
were carried away towards the western skies in
the night, as if the dew on my sleeves cleansed me,
redeemed me from this world, and as if only the
pleasure of watching the April moon were left to
enjoy.“V Besides the signature, the print also
bears the censor’s stamp kiwame (approved)
and the seal of the publisher Uhei from
the Kawaguchiya publishing house. The
portrait with signature Vm 6061 (Fig. 17)
captures Segawa Kikunojo V (1802-1832)
and bears the following information: Kff =
FERIEANH TE=—7% W2 R 55
AW ZAF L - “The sixth day of the first month
of the third Year of the ‘older’ water Dragon of
the Tenpo era [1832]. Segawa Kikunojo aged
thirty-one that year. Believer Yuyosai Atetsugei



11 Utagawa Kunisada (1786-1865)? (not signed), Nakamura Utaemon IV (1796-1852) and Ichimura Takenojo V
(1812-1851) - shini-e, 1852, colour woodblock print, 36 x 25.5 cm. National Gallery in Prague, Inv. No. Vm 4728.

[?].” The following calligraphic text is at
the top left: Oz HAIEE A LEHIC

U — “The dream world is fleeting like the hum
of the butterfly’s wings or a chrysanthemum
blossom.” Besides the signature, the sheet
bears the censor’s stamp kiwame (approved)
and the seal of the publisher Heihachi
from the Omiya publishing house. Segawa

Kikunojo V was said to be a talented but
impulsive actor of female parts, who died
suddenly at the peak of his career. This
may be why his memorial print highlights
the fleeting nature of existence with the
image of a butterfly.

The memorial prints in the National
Gallery in Prague are a thematically rich
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12 Utagawa Kunisada (1786-1865)? (not signed), 13 Anonymous artist, Actor Nakamura Utaemon

Nakamura Utaemon IV (1796-1852) as a pilgrim with IV (1796-1852) - shini-e, 1852, colour woodblock
sword seated under the silhouette of Mount Fuji - print, 35.7 x 24.6 cm. National Gallery in Prague,
shini-e, 1852 (second month), colour woodblock Inv. No. Vm 6491.

print, 25.5 x 27.5 cm. National Gallery in Prague,
Inv. No. Vm 4809.

14 Utagawa Kunisada / Toyokuni Ill (1786-1865),
Matsumoto Koshiro VI (1812-1849) as Banzuiin Chobei
at the stele with the inscription B0 H R (Namu

myo6ho Renge kyo = | am invoking the Lotus Sutra), 15 Utagawa Kunisada (1786-1865) (not signed),
1849, 25.5 x 27.5 cm, signature: Ichiydsai Toyokuni-ga, Suketakaya Takasuke Il (Sawamura Séjurd V)
publisher: Yamazakiya Seishichi, two censor’s stamps: (1802-1853) as Oboshi Yuranosuke preparing to die -
Murata and Mera (1847-1850). National Gallery in Prague, shini-e, 1853, colour woodblock print, 36 x 23.3 cm,
Inv. No. Vm 4797. signature: Suihd Sanjin-sha (FEELA S = “Sketched by

an intoxicated good-for-nothing”). National Gallery in
Prague, Inv. No. Vm 6487.
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16 Utagawa Kunisada (1786-1865), Iwai Hanshird VI (Kumesaburé I1) (1799-1836) with rosary and twig of
hollyhock (aoi) - shini-e, 1836 (fourth month), colour woodblock print, 36 x 24.6 cm. National Gallery in Prague,

Inv. No. Vm 6056.

and interesting legacy. Their acquisition
suggests that their unique visual character
could attract the attention of narrowly
focused collectors with refined taste (such
as Joe Hloucha, Sigismund Bouska, Josef
Sudek) as well as broadly focused collectors
of japonaiseries (the portrait of Iwai
Hanshir6 VI as bodhisattva Fugen astride

an elephant was transferred to the National
Gallery in Prague from the aristocrats’
collections).* In spite of their specific and
seemingly monotonous character, these
artworks therefore represent a remarkable
subject of research.”

This paper was reviewed.
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17 Utagawa Kunisada (1786-1865), Segawa Kikunojo V (1802-1832) with
chrysanthemum blossom and a butterfly flying from the smoke of the incense

burner - shini-e, 1832 (first month), colour woodblock print, 36.5 x 24.7 cm. National
Gallery in Prague, Inv. No. Vm 6061.

Notes

1 Sources of the theme of actors’ portraits
from Osaka include the following books: Genji
Kuroda, Kamigata-¢ ichiran (A Review of Woodblock
Prints from Osaka), Toy6 shoin, Tokyo 1978;
Amy Reigle Newland (ed.), The Hotei Encyclopedia
of Japanese Woodblock Prints, Hotei Publishing,
Amsterdam 2005; Roger S. Keyes, Keiko
Mizushima, The Theatrical World of Osaka Prints,
Philadelphia Museum of Art, Philadelphia 1973;
Hendrick Lithl, Osaka-Holzschnitte, Harenberg
Kommunikation, Dortmund 1982; Lubor Hijek,
Hirosada - Holzschnitte aus Kamigata, Artia, Praha
1959; Andrew Gerstle, Timothy Clark, Akiko
Yano, Kabuki Heroes on the Osaka Stage, British
Museum Press, London 2005; Alice Kraemerova,
Osacky drevofex ve shirkdch Ndprstkova muzea,

the National Museum, Praha 2008 (CD-ROM);
Susumu Matsudaira, Puraha kokuritsu bijutsukan
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shozé Nihon bijutsuhin suroku (Catalogue of Japanese
Art in the National Gallery, Prague), Japanese

Art Abroad Research Project (eds.), Vol. 4,
International Research Center for Japanese
Studies, Kydto 1994; Susumu Matsudaira,
Kamigata yakusha-e shisei (Collection of Kamigata
Actor Prints), Vol. I - Vol. V, Hankya Gakuen
Tkeda Bunko, Osaka 1997; Susumu Matsudaira,
“On the Background of Osaka Surimono — The
Kyoka Poets and the Patrons”, in: Proceedings

of the First International Symposium on Surimono,
International Surimono Society, Tokyd 1977,
Pp- 33-37.

2 Roger S. Keyes, Keiko Mizushima, The
Theatrical World of Osaka Prints, Philadelphia
Museum of Art 1973, pp. 318-320.

3 Cf. the catalogue of the exhibition Japanese
Horrors, the National Gallery in Prague and the
Arcimboldo Gallery 2009, p. 15.

4 Kakitsu was also a poetic name of Ichimura
Takenojo V.

5 Some memorial prints of Nakamura
Utaemon IV give his age as 55, others as 58.
Today'’s databases and dictionaries give this
actor’s dates of birth and death as 1798-1852,
which means he died aged 55.

6 Cf. Helena Honcoopova, Kunisada, NG,
Praha 2005, cat. No. 115.

7 The Archive of the National Museum -

the Néaprstek Museum of Asian, African and
American Cultures, ARHL 9/1.

8 The Archive of the National Museum -

the Néaprstek Museum of Asian, African and
American Cultures, ARHL 7/13.

9 The fact that the portrait depicts Matsumoto
Koshird VI can be found in the database of the
Tsubouchi Shoydo Museum of Waseda University:
http://enpaku.waseda.ac.jp/db/enpakunishik/
results-big.php?shiryo_no=114-0230 (June 13,
2017).

10 Cf. the following source: http://www.
kunisada.de/kabuki-plays/play-list-1837.htm
(June 13, 2017).

11 http://digitalmuseum.rekibun.or.jp
/edohaku/app/collection/detail?id=019420

3336 & y1=1837 & y2=1857 (June 13, 2017).

12 As some post-mortem data are missing, it
cannot be ruled out that it was originally not
the memorial print shini-e, but that - after the
death of Matsumoto Koshiré VI - this sheet was
done based on the original scenery depicting the
scene “the Suzuga Forest” (Suzugamori) from the
play “The Fleeting Sword Hilt, Common Grave
of Lovers and Sigh of Lightning” (Ukiyozuka
hiyoku no inazuma) by Tsuruya Nanboku IV
(1755-1829). The real kabuki scene showed

the place of execution in Suzugamori with an
obelisk with the Nichiren prayer and the figure
of the well-known bandit Banzui‘in Chobei.

13 To die in the fourth lunar month is seen as
especially lucky because the Buddha died in the
same season.



14 For the actors’ data, see www.kabuki21.com;
for the artists’ data, see Laurence P. Roberts,

A Dictionary of Japanese Artists, Weatherhill
1980.

15 The article was prepared with the

support of a Ministry of Culture of the Czech

Republic Grant for the Long-Term Conceptual
Development of Research Organisation -
National Gallery in Prague (DKRVO 2017,

MK000023281).

Translated by Gita Zbavitelovd
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MATERIALIA

Two Portrait Studies for Coello’s
La Sagrada Forma at the National
Gallery in Prague

PAVEL STEPANEK

The National Gallery in Prague has two portraits of the key figures from Claudio
Coello’s painting La Sagrada Forma (commissioned for the El Escorial Royal Palace and
Monastery), which are specified as copies in the gallery’s records. The original painting
depicts an important event associated with the Eucharistic Host that was intentionally
trampled on by a Protestant soldier in the Dutch city of Gorkum, and then subsequently
brought to Vienna. There it was acquired by the Marquesa de Navarrés, the daughter of
the former ambassador to Spain, Adam von Dietrichstein, who took the Host with her

to Prague. Later, with the consent of Emperor Rudolph II, she presented it is a gift to
King Phillip IT of Spain (in 1593). However, the portrait of Fray Francisco de los Santos
holding the monstrance cannot be a copy made after the El Escorial painting, as the
monstrance depicted in the Prague painting is different - the node on the monstrance
shaft in the El Escorial painting is spherical, whereas in the Prague painting it is star-
shaped. Although the monstrance given to Charles IT was stolen in 1942, the existing
photographs of it make an accurate identification possible. The authenticity of the
portrait was also confirmed by an RTG examination, during which it was discovered that
a portrait of a woman (most likely Charles II's wife) is concealed in the underlying layers
of the painting. Therefore, it is possible to conclude that both of the portraits in Prague
are authentic studies made by Coello between 1685 and 1690.

Keywords To this day the scientific card index

Clagdio C0§IIO, Sagrada ‘Forma, El Escorial, alleged maintained by the National Gal]ery in

copies, National Gallery in Prague, research, N . .

monstrance, original portrait study, Prior Fray Francisco Prague contains entries (a.ccordmg to the

de los Santos, Charles Il of Spain information specified for inventory items
mentioned in Note 24) for two paintings
that are specified as copies of works by
Claudio Coello,* who is considered to be
the “last great painter of the Madrid Baroque”.?
The first is a portrait of the Spanish King
Charles II, the last Habsburg to occupy
the Spanish throne (Inv. No. O 1783, oil
on canvas, oval, 81x63 cm; Fig. 1); the
second depicts Fray Francisco de los
Santos, the prior of El Escorial Monastery
(Inv. No. O 1784, oil on canvas, oval,
81x63 cm, Fig. 2). It is not difficult to
identify the figures, as both are depicted in
Claudio Coello’s masterpiece - La Sagrada
Forma (Fig. 3) - which is installed in the
sacristy at El Escorial and portrays the prior
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lifting a sun-shaped monstrance (Fig. 4) in
front of King Charles II and his courtiers
(Fig. 5). The painting is of somewhat more
interest to us because the theme is, to

a certain extent, Bohemica associated with
the Rudolphine era, as we will see further
on.

The key figure is the prior, portrayed
half-length and turned three-quarters to the
left, in a pose that corresponds precisely
to the original painting in El Escorial. He
is garbed in gold-and silver-embroidered
ceremonial vestments, his shoulders
enveloped in a silk humeral veil. A heavy
pectoral cross, set with five diamonds, eight
emeralds, four rubies, and five pearls,?
sparkles on a chain suspended around
his neck. The prior’s noble head, his hair
flecked with grey, is textured, but without
disproportionate contrast. His countenance
retains cohesive volume. Shades of yellow
and ochre dominate against the olive-green
background. The composition spirals in
towards the centre, which is formed by the
pectoral cross.

As compared to Fray Santos, Charles II
is portrayed in profile, and his image is
somewhat softer and more refined than in
other known portraits. The compositionally
simple profile presentation, with the
characteristic jutting chin and thick lower
lip, as well as the long, shoulder-length
blonde hair, are executed with a painterly
effect that reveals a mature and experienced
artist. Charles II is dressed in the French
style: his black doublet is complemented
with a white lace jabot and a red bow below
his chin, creating a harmonic contrast with
both his long black coat and the slightly
olive-tinted background. His hands are
covered by the crown of his doffed hat.
The subtle painting, without any harsh
transitions and contrasts, was carried
out using a fairly flowing style, which
provides evidence of careful execution,
but, nevertheless, its heterogeneity creates
a fairly textured structure in the case of
the head and hair. The background is
significantly lighter, so the head is clearly
delineated within the space. In this case,
the composition is diagonal, with the main
axis being the chest of the halffigure of
Charles II; the contrast is found at the
edges of his abundant hair and the crown
of his head.

As far as painterly style is concerned, the
portrait of Fray Santos is undoubtedly fuller
and more appealing; the copious, carefully
formed folds of the humeral veil provide
evidence of a sense for a textured structure,
and allow the artist to expand his ability to
shape, to use a subtle scale of colours, and

to emphasise his personal style, ranging
from refined transitions to individual brush
strokes of impasto colour, such as those
found on the sleeves.

In order to address the relationship
between the portraits of the main figures
and the aforementioned painting in El
Escorial, it is first necessary to explain
the significance of the original work and
the history of its origin. Here we find
a surprising link - albeit only marginal - to
the Czech environment and our history. It
is traditionally believed that the impetus
for this painting was the desecration of the
Eucharistic Host that occurred in Gorkum
in 1572 during the Dutch Protestant
Revolt, where the Host was - so it is
said - intentionally trampled on by one
of the insurgents. Allegedly, “at the moment
of the desecration, blood spurted from three
breaks caused by the spikes in the boots worn
by the profaner, who, because of this miracle,
subsequently converted to Catholicism”.* This
event is portrayed on the relief installed
next to La Sagrada Forma in the El Escorial
sacristy.

The desecrated Host was brought
to Vienna from Holland by Captain
Ferdinand Weidner (who was there in the
Emperor’s service), where “after continuing
appeals and requests, it was acquired from
him by Adam von Dietrichstein and his wife,
Margarita de Cardona”. Portraits of this noble
couple may be seen in the Lobkowicz
Collection in the Roudnice Chateau, and
their tombstones are in the St. Vitus
Cathedral in Prague. It is also from them
that the title La Sagrada Forma originated.
After Adam’s death, his widow moved
to Prague and took the Host with her.
Several years later, she decided to send
this relic to her daughter, the Marquesa
de Navarrés, who was living in Spain.

She had the authenticity of the Host
confirmed in 1592 in the presence of the
Spanish Augustinian friar, Fray Martin

de Guzman, who, together with a notary
and other witnesses, issued a certificate

of authenticity and sealed the box
containing the Host. This was then handed
over to Margarita’s daughter by Baron
Khevenhiiller, Emperor Rudolph II's envoy
to Spain. It is not known how long the
relic remained in the ownership of the
Marquesa de Navarrés, but it is certain
that she gave it to Philip II at some time
prior to 1597, and he turned it over to the
El Escorial Monastery.’ Ultimately, the

Host was ceremonially conveyed to the
altar in the sacristy on 19 October 1684, as
a part of the celebration of the liberation
of Vienna from the Turkish siege, and,
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at the same time, also as penance for the
further profanation committed by certain
Spanish nobles. This concerned a group of
courtiers, enemies of the Queen’s Minister
Don Fernando de Valenzuela, who
welcomed his appointment in such a way
that he was forced - according to an order
issued by the queen - to seek sanctuary

in the El Escorial Monastery in order to

Claudio Coello, Fray Francisco de los Santos, Prior of the El Escorial Monastery, oil on canvas, oval, 81 x 63 cm, National Gallery in Prague,
Inv. No. O 1784.

escape from them. This did not help him
much as, on one day in January 1677,

a group of nobles, including the Duke

of Alba’s son, Count Fuentes, arrived at
El Escorial under the leadership of the
Duke of Medina Sidonia and accompanied
by five hundred soldiers on horseback.
They entered the monastery and, during
their search for the Minister, opened
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2 Claudio Coello, Portrait of the Spanish King Charles Il, oil on canvas, oval, 81 x 63 cm, National Gallery in Prague, Inv. No. O 1783.

even the reliquaries, thus committing an
act of desecration. Essentially, this was

a campaign on the part of Don Juan de
Austria (King Phillip IV’s illegitimate son)
against the group led by Valenzuela, which
was dependent on the royal confessor,

the Austrian Jesuit Johann Nithard, and
held practically all of the power prior to
the time the Spanish king reached his

majority.* Those involved in this act were
excommunicated by Prior Santos. Pope
Innocent XI, originally from Madrid,
confirmed this excommunication and
revoked it only after the profaners took on
the obligation to build an altar and a chapel
for the relic from Gorkum; however, in the
end, the costs for the altar were paid by
King Charles II.7
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3 Claudio Coello, La Sagrada Forma, (1685-1690), oil on canvas, approx.
500 x 300 cm, EI Escorial Sacristy, accessible at: https://commons.wikimedia.org/wiki/
File:Cl.Coello.La_Sagrada_Forma.1685-90.Sacristy, El_Escorial.jpg.

4 Monstrance holding the Host known as
“La Sagrada Forma”; taken from: P. Fr. Julian
Zarco Cuevas, E/ Monasterio de El Escorial
y La Casita del Principe, Imprenta Helénica,
Madrid 1926, p. 53. Repro photo: Pavel
Stépanek.

Custonia neE Careos 11 cox ta Sacrana Fonma,
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The ideological reasoning included,
amongst other things, the desire to increase
both official and personal respect towards
the Sacrament of the Altar in the Catholic
Church following the Protestant refusal to
accept Catholic practices. The Eucharistic
cult was the main characteristic that
differentiated Catholics from Protestants,
as the latter did not recognise indulgences
and sacraments (Penance), and assigned
only a symbolic value to the Eucharist. In
other words, reverence of the sacraments
is one of the most widespread expressions
of Christocentrism, and was revived
through apologetic thinking aimed against
Protestantism, which denies the real
presence of Christ in the Eucharist.®?

Originally, this painting was
commissioned from the court painter
Francisco Rizi, who had already portrayed
many more such official ceremonies
for the Madrid court. However, the
artist’s premature death (he died on 2 May
1685) - before he even started to work on
the painting - resulted in the commission
being awarded to Claudio Coello, ®
another representative of the Madrid
school of painting. Coello also took over
Rizi's position as the court painter (pintor
de cdmara). Although the quality of the final
monumental artwork made between 1685
and 1689% (it measures 5 by 3 metres and
is still installed in its original location - the
El Escorial sacristy) was acknowledged from
the very first, its value continues to grow.
Those conducting the most recent research
on the painting consider this canvas to be
“comparable to The Burial of the Count of
Orgaz because of the way it links humanism with
faith. Whilst The Funeral marked the start of
the Spanish Golden Age, Coello closed it with this
remarkable act of perfect skill and atmospheric
illusionism”.* The work extends the spatial
perspective of the El Escorial sacristy, and
the artist allows heavenly figures to soar
beneath its vaulted ceiling - “particularly,
the enormous space of the sacristy is presented
with masterful skill, filling the atmosphere with
light”.*2 Nonetheless, it is the lower section
that is one of the most admirable parts
of the painting - specifically because of
this thought-provoking collective portrait
of Charles II, majestic but at the same
time humble, who, together with his
courtiers, is paying homage to the Host
held up by the prior. For the Russian
researcher K. M. Malitskaya: “[...] all are
majestic poriraits, accurately characterising the
individuality found in each countenance [...] In
this painting, the art of portraiture is combined
with a richness of colour, a masterful execution,

a permeable decorativeness of the architectural



components, including even the space and the
bold perspective of the structure. All of these
factors taken together make the painting La
Sagrada Forma one of the most typical works

of Spanish painting from the second half of the
17th century.”™ Almost sixty individuals are
portrayed in the painting, specific historical
participants in this religious ceremony.
This is why it is easy to understand why
Coello spent a full five years completing
this canvas, making numerous portrait
studies of individuals, some of which

have been preserved in drawings. In

his effort to produce a perfect work,

Coello made not only drawings of the
ceremony'’s participants, but also individual
canvases. This is evidenced by the fact that
the inventory of his atelier made after his
death includes “a half-length portrait of Fray
Santos, a member of the Hieronymite Order,
holding a monstrance in his hands; unframed;
250 reales”. Could this possibly be our
painting? There is even mention of another
part of the final composition in an oval
frame.

In the paintings in Prague, both of the
main figures of La Sagrada Forma - that is to
say Charles IT and the prior Fray Francisco
de los Santos - are portrayed in sections
that perfectly match the painting in El
Escorial. However, a close comparison
shows that this is not true when it comes
down to the smallest details. There are
a number of differences in the Prague
paintings, particularly in the case of the
portrait of Fray Santos. Both of the Prague
canvases depict the portrayed in life size,
whereas in the El Escorial painting both
figures are smaller as they were moved
into the second plane of the composition,
although still remaining the main focal
point of the painting. Other details justify
the opinion that these are not exact
reproductions of the two figures from the
El Escorial painting: in the case of the
monstrance that Fray Santos raises in his
hands for admiration in the El Escorial
painting, the node on the shaft is smooth
and ball-shaped, whilst in the National
Gallery’s painting, the node is encircled by
spokes placed in a compass rose design,
each topped with a precious gemstone. The
shapes depicted in the Prague painting are
those of the monstrance that was stolen
and destroyed in 1942 (Fig. 4). Additionally,
the folds of the humeral veil in which
Fray Santos is enveloped are significantly
different in their details as compared to the
El Escorial painting. This is visible on the
veil covering the prior’s arms as they hold
up the monstrance, particularly on the right
shoulder. His facial expression is somewhat

less dramatic and the contrast is not as
great as in the El Escorial painting. It must
be kept in mind that, in order to adapt the
figures to the large canvas size, the painter
had to re-evaluate the colours in a way
corresponding to the compositional, spatial,
and light conditions. Firstly, this was due to
the smaller scale of the figures as they were
moved to the second plane. Secondly, the
artist needed to construct more powerful
dimensions, and to emphasise the features
of the portrayed - through shaping, light,
and drawing - so that they would not come
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5 Luis Fernandez
Noseret (1793-1829),
Claudio Coello, Fray
Francisco de los Santos,
Prior of the El Escorial
Monastery, combined

= technique - etching and

engraving, 367 x 268 mm,
Museo de Jaén (Jaén
Museum), Escuela de
Artes de Zaragoza
(Zaragoza Art School),
and the Biblioteca
Nacional de Espafia
(Spanish National Library)
in Madrid.

Photo: Pavel Stépanek.

6 Luis Fernandez
Noseret (1793-1829),
Charles I, combined
technique - etching and
engraving, 372 x 273 mm,
Biblioteca Nacional de
Espafia (Spanish National
Library) in Madrid.
Photo: Pavel Stépéanek.
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7 Francisco Bartolozzi, Sagrada Forma, combined technique - etching and
engraving, 780 x 380 mm, detail, 1814, Museu Nacional de Arte Antiga (National
Museum of Ancient Art) in Lisbon, Biblioteca Municipal (Municipal Library) in
Porto, and 10 private collections. Photo: Pavel Stépanek.

across as too weak to those viewing the
painting from a distance of at least three to
four metres away. Likewise, the state of the
canvas of the El Escorial painting, which
has not been ironed (unlike the Prague
canvases), highlights the roughness of the
surface structure of the painting, making
it slightly more restless in nature than the
Prague paintings, which after ironing and
relining, come across as smoother.

Even the colour harmony of the figures
and the background changed. In both
cases, the Prague paintings do not take
into account the original background seen
in the El Escorial canvas, which comprises
the figures of other participants in the
ceremony. Instead, the background is
dominated by olive-green toning, with
shades ranging from yellowish to greyish.
This led to a reduced amount of light in the
countenances; however, their placement
remains the same.

There are fewer deviations in the portrait
of Charles II. The bowy/tie and jabot are
different in shape as well as in style, as is
the way in which the hat is held. In the
case of the El Escorial original, the thumb
is visible on the left hand with which the
king is holding the hat by its crown; in the
Prague painting, he is holding it against his
chest.

It is a known fact that the El Escorial
painting has been frequently reproduced,
particularly in the 19th century, and also
documented in graphic form.” However,
the National Gallery’s paintings do
not contain characteristics of explicit
copies. These we do find in the pair of
oval portraits of the same two figures in
the Marquis de la Torrecilla Collection
in Madrid, which are actually listed as
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copies made after the El Escorial painting
(Fig. 7). As far as composition and details
are concerned, they show absolute
conformity with the two Prague paintings.
The author of the copies attempted to
imitate the work of Claudio Coello, and,
with a fumbling and uncertain personal
style, tried to capture the precision of

the structured construction, and the
expressiveness of the Madrid colours as
muted by Coello’s subtlety. In addition, the
dryness of the colour reveals an uninspired
copyist. There are, however, details

that correspond to the Prague painting:

the oval composition, the folds in the
humeral veil, and the same design of the
monstrance shaft. This provides evidence
that the paintings in Madrid were made
after the Prague versions - unless there
existed another model used for both pairs
of portraits that is now unknown or has
not been preserved. The differences in the
details as described above may also be seen
in the pair of engravings of Fray Santos
(Figs. 5, 6) and Charles II in the Biblioteca
Nacional (National Library) in Madrid.*

In addition to the names of the portrayed,
the description of the prints specifies: “The
portraits were made after the famous original by
Claudio Coello, which is installed in the sacristy
of the Royal Monastery”. The name of the
printmaker - Luis Ferndndez Noseret -
reveals the approximate time that the prints
were made, specifically during the first
third of the 19th century.”” The prints are in
oval frames, reminiscent of the ones used
for the Prague paintings. Another print
version, this one not of as high quality, may
be seen in the collections of the Museu
Nacional de Arte Antiga (National Museum
of Ancient Art) in Lisbon.*® (Fig. 7)

All of these facts taken in context, as well
as the indirect evidence of the originality
of the Prague paintings, have seemingly
been confirmed by the latest restoration
research,” which has shed more light
on our dilemma, and it appears that we
have a definitive answer. X-rays have
shown that both portraits are original
canvases with painting typical for the
17th century. Both of the canvases had
previously been used when the artist
started his work. The first X-ray image
(Figs. 8, 9, 10), which was made with the
intent of determining whether the node
on the monstrance had been overpainted,
revealed other overpainting that initiated
further X-ray investigation. It turns out
that the portrait of Fray Santos was painted
over the portrait of a woman, where the
canvas (apparently of small dimensions)
was turned upside-down. At this point, it



8-9-10 Claudio Coello, Fray Francisco de los Santos, Prior of the El Escorial Monastery, oil on canvas, oval,
81 x 63 cm, National Gallery in Prague, Inv. No. O 1784, RTG images.

is worth mentioning that the canvas used
for the original painting in El Escorial was
painted on both sides.*® The X-ray images
reveal to a much greater extent even the
relaxed nature of the artist’s personal style,
and the impasto nature of the paint used
for individual parts of the face: the layers
of white pigment are the thickest on the
forehead, the ear, on the nose - albeit

not entirely impasto. As the artist applied
the next layers, those underneath were
somewhat smoothed out and covered with
new colours. The canvas used for the two
Prague paintings is different in each case:
the canvas used for the portrait of Fray
Santos is finer than the rougher weave of
that used for the portrait of Charles II.
From the X-ray image, it is apparent that
the canvas used for the latter is made

up of several pieces, which were pasted
together - and previously painted over -
prior to their use. Additionally, the lighter
parts of the Spanish king’s profile are of

a more impasto nature and more loosely
applied in the lower layer; the layering of
brushstrokes stands out particularly on the
bow on Charles II’s shirtfront.

In association with the determined facts,
it is still necessary to address the question
of the original dimensions of the Prague
paintings. They are set in oval frames;
however, in both cases, the canvases were
cut into this shape at the time the paintings
were relined and pasted onto a second
canvas. The portrait of Charles II is made
up of more than one piece of canvas, glued
together with original, old paste. In those
places where the canvas does not underlie
the face, there are minor underpaintings.
Although the copies in Madrid retained
the oval shape, this is delineated by the
painting itself and not through cutting.

The oval shape is quite common in 17th
century Spanish painting;* there is even
mention of one of Coello’s sketches for
a part of the composition of La Sagrada
Forma in a rounded frame.?* Additionally,

one of the portraits of Charles II at the
Museo Nacional del Prado - until recently
credited to Coello? - is composed as an
oval, although this shape is only lightly
indicated on a rectangular canvas. From
these analogies, it is possible to conclude
that both of the National Gallery’s paintings
were originally stretched on a rectangular
frame with an oval delineated on it by
the painter, and then later (in Paris in the
19th century) cut down into an oval shape,
relined, ironed, placed on a new stretcher,
and installed in a new frame.?

This was not the only occasion on which
Coello painted Charles II and there are
a number of known portraits. One of them,
from the collection at the Stadelsches
Kunstinstitut (Stidel Museum) in Frankfurt,
was stolen in 1945, and is thus not
available for a detailed artistic and historic
analysis; however, based on photographs
there are certain matching characteristics
that fall within the bounds of general
analogies: a subtle, highly refined personal
style, characterised by skilled structuring
of the face and hair, the latter with barely
visible waves and details of the individual
strands. The ruler’s countenance, depicted
at a slightly younger age than in La Sagrada
Forma, is presented with psychological
aspects. The loose, to the point of gliding,
brushstrokes on the king'’s sleeves, with
only the most sparing of touches, evokes
the glitter of gold-embroidered decorations,
which is however evident simply based on
the nature of the reflections. It is possible
to see the same careful construction of
shapes in the folds of the sleeves that
we see on the liturgical vestments of
Fray Santos in the Prague painting. The
Frankfurt painting is also executed with
a much smoother style than the explicitly
sketch-like portrait of Charles II in the
Prado. The differences in contrast that
can be seen in the Frankfurt painting
as compared to the one in the National
Gallery are given by, amongst other things,
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the different lighting used when the
photographs were taken. The light areas

in the Frankfurt painting of Charles II are
also shaped using a semi-dry and semi-
thin paste. The Prague portrait, although
one could say meticulously executed but
not overly dwelling on details, is truly
characteristic of Coello, who very carefully
studied the faces of those participating in
the ceremonial transfer of the Host from
Gorkum. The slightly younger, well known
art historian Antonio Palomino provided
testimony of this when he wrote that Coello
“had to portray not only the king, but also all
others who were present” and that “he requested
His Majesty for permission to portray them in the
specified painting”.>® Palomino also mentioned
that: “In order to perfect a single line, Coello
walked around his model thirty times.””

The high painterly quality of the Prague
paintings (corresponding to Madrid art
from the second half of the 17th century),
the original canvas (as determined by
the RTG examination), the number of
differences in the scale and details in
the National Gallery’s pair of portraits as
compared to the figures depicted in the
original El Escorial painting La Sagrada
Forma, the other works by the Madrid
painter Claudio Coello (1642-1693) dating
back to the end of the 17th century, and
the existence of copies made after the
paintings owned by the National Gallery
in Prague (unless there exists yet another,
now unknown version that served as
a model for these works) - these are all
characteristics that have led me to conclude
that the Prague portraits are works that
originated in parallel with Coello’s La
Sagrada Forma. Given that the painter
worked on his masterpiece for five years,
there are two possibilities: the Prague
portraits could be preliminary studies, or
they may have been made according to
the original painting (either after or just
prior to its completion). No matter which
situation is true, their author is Claudio
Coello.?® Given the finalised nature of the
National Gallery’s portraits, it seems that
these works were intended to be individual
portraits to be viewed from up close, and
thus they would have been made in parallel
with the main painting between 1685 and
1690. However, in his dissertation, Edward
Sullivan is more inclined to believe that
they were made (by the same artist) after
the main painting was finished. In any
event, he confirmed the conclusion that
the National Gallery’s portraits are original
works by Claudio Coello.”

This paper was reviewed.
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Notes

1 This study broadens and updates as-of-yet
unpublished findings of the author for the

first time mentioned in his dissertation entitled
Spanélskd malba a plastika ve sbirce starého umeéni
Ndrodni galerie v Praze (369 pages), which was
successfully defended as a rigorous thesis at the
Charles University Faculty of Arts in 1973 (Thesis
Supervisor: J. Kropagek, Thesis Reader: P. Preiss).
It also expands and significantly supplements
with new findings the opinions expressed by the
author in the article: P. Sté€panek, “La pintura
espaiiola en la Galeria Nacional de Praga”, Ibero-
Americana Pragensia 111, 1969, pp. 181-202, and
the information in the catalogue Spanélské uméni
17. a 18. stoleti % éeskoslovenskijch sbirek, St¥edoteska
galerie, Prague, November 1989 - February 1990
(catalogue), illustrated, Cat. No. 13-14, unpaged.
Additionally, it expands and significantly updates
the Spanish article “Dos bocetos para la Sagrada
Forma de Claudio Coello”, Ibero-Americana
Pragensia 1X, 1975, pp. 142-152, illustrated, and
Reales Sitios (Madrid), 1990, No. 103, pp. 30-36.

2 Georges Kubler - Martin Soria, Art and
Architecture in Spain and Portugal and their American
Dominion, 1500-1800, Harmondworth 1959,

p- 288.

3 Antonio Ponz, Viaje de Espaiia, Madrid

1947 (reprinted from the 1% edition from
1772-1794), Vol. II, Letter II, p. 172, paragraph
60 describes them as belonging amongst the
sacristy’s treasures. There is also a mention of
“a gold chalice and monstrance used for the Corpus
Christi processions, both of beautiful shape and design
[..]".

4 Severino Peque Iglesias, Sagrada Forma de El
Escorial (Historia, Altar y Custodias), E1 Escorial
1952, pp. 3 and 4. See also Enrique Pardo
Canalis, Pinturas de la corte de Carlos 1T, Madrid
1977.

5 DPeque Iglesias, op. cit., p. 7.

6 Juan Antonio Gaya Nuflo, Claudio Coello,
Madrid 1957. The political background is more
recently explained in Carmen Sanz Ayan, La
guerra de sucesion espaiiola, Akal Madrid 1997,

pp- 6-8. In addition, see José Calvo Poyato,

La Espaia de Carlos II, Cuadernos Historia 16,
No. 211, Madrid 1985; and Laura Garcia Sanchez,
“Monarquia y reinado bajo Carlos I1”, Historia 24,
Issue 291, June 2000, which are both dedicated
to the subject of Charles II.

7 Enrique Lafuente Ferrari, Historia de la pintura
espaiiola, Madrid 1971, p. 110.

8 Emile Male, Lart religieux apres le Concile de
Trente, Paris 1932, p. 65; - rz-, “Z d&jin moravské
cirkve”, Katolické noviny XXVI, 1974, Issue 21
from 26 May 1974, specifies that “participation

in Eucharistic processions, which were exemplarily
introduced by Cardinal Dietrichstein, was the most
popular way of honouring the Corpus Christi
throughout the entire Baroque”; - René Taveneaux,
“El catolicismo posttridentino”, in: Historia de las



Religiones: Las religiones constituidas en Occidente y
sus Contracorrientes, II, 2nd edition, Mexico 1981,
p. 46.

9 Diego Angulo Iiiiguez, “Francisco Rizi:
Cuadros de tema profano?”, in: Archivo

Espaiiol de Arte XLIV, 1971, Issue 176, p. 358.
Compositionally, however, Coello’s painting was
preceded by Juan Carrefio de Miranda's 1668
painting The Foundation Mass of the Order of
Trinitarians (originally in the collection owned
by Count Caraman de Courson, now hanging

in the Louvre), as well as by Pedro Ruiz
Gonziélez's Charles II before the Sacrament from
1683 (Carnegie Institute, Pittsburgh). Other
works by Coello also reflect the contemporary
honouring of the Eucharist. In his painting

The Virgin and Child Between the Theological Virtues
and Saints (Prado Museum), one of the Virtues

is visibly holding the Host next to the Christ
Child’s hand.

10 Gaya Nurfio, op. cit., p. 36, specifies exactly
when the painting was installed on the altar -
29 October 1689 - the date on which Queen
Maria Anna of Neuburg celebrated her name
day. However, the artist dated his painting 1690
(pp- 13 and 26). The painting became famous
almost immediately, based on the renown it
received from some poets, such as Francisco
Gregorio de Salas.

11 TJulidn Gallego, Visions et symboles dans la
peinture espagnole du Siécle ’Or, Paris 1958, p.

163; Kubler and Soria, op. cit., p. 289, draws
attention to the fact that the allegorical floating
figures (Religion, Divine Love, and Majesty)
have been taken from Cesare Ripa’s Iconologia.
He also mentions that: “the painting is lacking the
strictness and the depth of feeling that characterise the
art of the great masters of the Spanish Baroque: Ribera,
Zurbardn, and Veldzquez”. - Enrique Lafuente
Ferrari, Breve historia de la pintura espafiola,
Madrid 1953, 4th Edition, p. 371, characterised
Coello's work as “a devotional painting, a historical
scene, and a beautiful series of portraits all in one”. For
him, following Veldzquez’s painting Las Meninas,
Coello's La Sagrada Forma is “the most important
work by a Madrid painter”; however, Ferrari also
drew critical attention to the work’s deficiencies:
“[...] it is lacking a grandiose concept, monumental
figures, as well as depth in the execution and the
experiential aspect. Those small figures seem to us to be
somewhat weak when we compare them with (preceding)
masters; here, there is more exhibited virtuosity but
something strong and powerful has disappeared from
Spanish painting, something Coello has not been able to
grasp with his knowledge and replicative abilities.”

12 Nonetheless, even Irina Levina, Iskusstvo
Ispanii, Moscow 1965, p. 219, considers the
painting to primarily be a group portrait of the
clergy and courtiers surrounding Charles II.

13 Ksenija M. Malitskaja, Ispanskaja ivopis XVI-
XVII vekov, Moscow 1947, pp. 200-202.

More recently, the painting, particularly from

the spatial perspective, has been addressed

by Jeremy Robbins, “Baroque Space: Claudio
Coello’s Sagrada Forma and the Sacristy of the
Escorial”, Bulletin of Hispanic Studies 86, 2009,

No. 6, pp. 775-786.

14 Gaya Nuflo, op. cit., p. 36, no. 30, specifies
two drawings from the Foix Collection and one
from the Louvre Museum.

15 Peque Iglesias, op. cit., p. 25, lists three
monstrances that were used for keeping the
Eucharistic Host in question. He specifically
says that the Charles IT monstrance appears

in Coello’s painting, but that this does not
correspond to fact, as it has been changed.

The Charles IT monstrance was a gift from the
king in 1684 and was about 40 centimetres tall.
According to the further description, it seems
that “the eight rays radiating out from the centre in all
directions were tipped with painted and crystal-encrusted
letters spelling out ‘CAROLUS. R. DICAVIT”. On
the base (which is not visible in either of the
paintings), there were portraits of Queen Marie
Louise d’Orleans (Charles II's wife), Mariana of
Austria (his mother), and Juan de Austria (his
half-brother).

16 Gaya Nufio, op. cit., p. 37, specifies that the
El Escorial painter Felipe Lépez Mangalta made
a copy of Coello’s La Sagrada Forma between
1814 and 1816, and, on 8 January 1816 received
300 reales for the copy intended for the church
in Alpagués. Another copy, made by the better-
known Vicente Lopez, was exhibited in the
Prado Museum in 1828, however it was of much
smaller dimensions (70 x 37 cm); until 1885, it
was registered in all catalogues under No. 773;
from 1900 it ceased to appear in the catalogues.
Also, Rosa Pérez y Morandeira, Vicente Palmaroli,
Madrid 1971, p. 9, specifies - without even
mentioning the name of the painter - that: “ten
years after Goya’s death, Spanish art was going through
a not very flourishing period, when, in 1839 a copy
[underlined by P. S.] of La Sagrada Forma was
greatly praised at the Academy of St. Ferdinand Exhibit,
and it was even reproduced in the illustrated magazines
of that time.”

Based on the in-depth analysis, I am able to add
that Fray Santos has been painted more than
once using Coello’s perspective and positioning,
although without the monstrance. He appears in
a series of anonymous painted portraits (in the
cloister) devoted to famous figures from Spanish
culture (Lope de Vega, Cobarrubias, and others),
and there is also a portrait of Fray Santos
wearing his order’s vestments and holding

a book. His identity is confirmed by the heading
“Pranciscus de Santos, Coenobiarcha Escurialen”. Tt
needs to be remembered that Francisco de los
Santos was also the author of the history of the
El Escorial Monastery, which was published in
two editions in 1576 and 1608.

17 Elena Piez Rios, Iconografia Hispana, Madrid
1966-1970, No. 8705, print size: 367x268 mm,
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with an inscription reading: “Rmo. P. F. Franco de
los Santos, Prior que fue del Real Monasterio de San
Lorenzo del Escorial, electo Obpo. de Cotron, sacado del
celebre orig*. De Claudio Coello ge se halla en la Sacriia
de dho R*. Monst.°” There is a signature beneath
the image: “Dibuxado y grabado por Luis Fernandez
Noseret.”

The National Library in Madrid has two copies
of a print of Charles IT shown in left profile

(372 x 273 mm) (No. 1710/57) with an inscription
reading: “Carlos Segundo Rey de Espaiia Sacado

del celebre original de Claudio Coello que se halla en

la Sacristia del Real Monasterio de Sn Lorenzo del
Escorial.”; it is signed in the same manner as the
one specified above.

18 Manuel Ossorio y Bernard, Artistas espafioles
del s. XIX, Madrid 1883-1884, under the entry for
“Fernandez Noseret, Luis”, specifies that he was
a student of Manuel Salvador Carmona, and an
engraver active during the first third of the 19th
century. The list of his works does not, however,
include the two specified prints. I would like

to thank Dr. Graga de Lima from the Museu
Nacional de Arte Antiga (National Museum of
Ancient Art in Lisbon) for the photograph.

The National Gallery in Prague has one print
made by this graphic artist in its collections:

The Flying Artillery Opens Fire / La artilleria

volante hace fuego; etching, retouched engraving;
305x452 mm; marked lower left: “A. Guerrero

lo dibujé”, and lower right: “L. Ferndndez Noseret

lo grabé”; Bruntal BR 481/ 325. See Pavel
Ste&panek, Spanélskd grafika a ilustrovand kniha
16.-19. stol. % éeskych sbirek / Obras grdficas y

libros ilustrados de los siglos XVI-XIX en colecciones
checas, Embassy of Spain, Memorial of National
Literature, Royal Canonry of Premonstratensians
in Strahov, Prague, 26 January - 15 March

1998; Cat. No. 25: Luis Ferndndez Noseret,

a student of M. Salvador Carmona around

1795; active engraver from 1795 to 1819; in 1819
he had a series of portraits approved at the

St. Ferdinand Academy in Madrid).

19 I am grateful to the academically-trained
painter Mojmir Hamsik (26 November 1921 in
Brno - 20 December 2007 in Prague) for the
many informative notifications he provided
regarding the investigation of both paintings.

20 Gaya Nurio, op. cit., p. 37, specifies that

the reverse side has the outline of a procession
entering a rotunda style cathedral, with pillars
and columns supporting the dome. There are
two putti floating in the air, one holding the Veil
of Veronica, the other a crown of thorns, and
above them three seated matrons representing
Faith, Hope, and Charity. At the entrance there
are statues of Moses and Isaiah.

21 See for example Veldzquez's Portrait of
Count Olivares, Ribera’s Diogenes (in Dresden), and
Murillo’s Portrait of a Man (in the Sir William van
Horne Collection in Montreal) as well as his self-
portrait in the English Collection.
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22 Gaya Nuilo, op. cit., p. 36. It needs to be
added that one such sketch from the Serafina
Garcia de la Huerta Collection was sold for two
thousand reales in 1840.

23 Today, it is more accurately credited to
Luca Giordano. See Alfonso E. Pérez Sanchez,
“Carlo II d’Absburgo”, in: Luca Giordano,
1634-1705; Naples. Castel Sant’ Elmo-Museo

di Capodimonte, 3 March - 3 June; Vienna,
Kunsthistorisches Museum, 22 June - 7 October
2001; Los Angeles County Museum, 4 November
2001 - 20 January 2002; Museo del Prado. Tt is still
listed as Coello’s work in Catdlogo de las pinturas.
Madrid 1996, Cat. No. 2504.

24 The painting was acquired by the National
Gallery in Prague through a transfer from the
Ministry of Finance on 18 July 1939 (Protocol
No. 70.788/32/111/9a). The National Gallery
Archive (No. 796/39 from 1 June 1939) contains
information about an official appraisal, and
that the paintings were originally owned by

Mr. Kretschmer, who, after 1938, ceded the
paintings to the Ministry of Education and
National Enlightenment with the approval of
the Ministry of Finance as payment of his tax
debt. There is no known information about the
fate of the paintings prior to that time. There is
only a handwritten record that shows that they
were purchased for 12,000 Swiss francs (Charles
II), and 10,000 Swiss francs (Fray Santos). The
official appraisal dated 6 June 1939 specifies the
same value for each of them, specifically 30,000
Czech crowns. There are labels on the back of
the blind frames of both paintings. The frame of
the portrait of Charles II dates back to the 19th
century and the label reads:

“Coéllo (Claude), 1621-93

22. Charles II.

Le grand tableau répresentant le roi Charles II adorant
le Saint Sacrement, apreés le miracle des saintes

hosties, est admiré dans son palais d’Escurial, sous la
dénomination de Las Santas Formas.

Etude d’apres nature, ayant servi a Coéllo pour son
grand tableau. Toile ovale, Hauteur 77 cent., Longeur
62 cent.”

The second painting is labelled similarly:

“Coéllo (Claude)

23. Portrait du prieur du couvent de UEscurial,
présentant le Saint Sacrament au roi Charles II.

Le grand tableau répresentant le roi Charles II adorant
le Saint Sacrement, apres le miracle des saintes

hosties, est admiré dans son palais d’Escurial sous la
dénominations de Las Santas Formas.

Etude d’aprés nature, ayant servi a Coéllo pour son
grand tableau. Toile ovale, Hauteur 77 cent., Longeur
62 cent.”

At this point, the labels are considered to be
either the numbers from an auction catalogue or
from a private collection.

25 1 would like to thank Dr. Ziemke of the
Stidel Museum for the information he provided.
It is interesting to note the similarity in the



dimensions of the two artworks: the Frankfurt
painting measures 83 x 62.3 cm; the one in
Prague is 81 x 63 cm.

26 Gaya Nulo, op. cit., p. 36, states: “Claudio
was meticulous to the point of the extreme.” Some
older literature, such as Antonio Palomino’s El
Museo Pictérico y Escala Optica, first published in
Madrid 1715-24 (republished by Aguilar, Madrid
1947), p. 1063 and others, makes note of the fact
that Coello “had to poriray not only the king, but
also all others who were present”. In relation to this,
I would also like to mention that in his writings
Palomino vaunts the fact that he learned how
to draw in perspective from the Czech Jesuit
Jakub Kresa when he was in Spain (for more
information, see: Pavel Stépanek, “Cesky jezuita
Jakub Kresa ve Spanélsku”, in: Jakub Kresa. Zivot
a dilo vijiznamného éeského matematika 17. stoleti,
Ale§ Lebeda (ed.), Smrzice 2015, pp. 95-101;

this is a collection of writings published on the
occasion of the symposium held in 2015 about
the life and works of this Jesuit. ISBN 978-80-
86636-50-4.

27 Palomino, op. cit., p. 1065.

28 In the opinion of Juan Antonio Gaya Nufio
(as stated during a private consultation), it

was impossible for anyone else to have copied
Claudio Coello in the 17th century, and he was
the only one who could have created a replica.
Edward J. Sullivan, Claudio Coello and Late
Baroque Painting in Madrid, University Missouri
Press, Columbia 1986, p. 163, Cat. No. P 79 and
No. P 80. - The Spanish publication Claudio
Coello y la pintura barroca madrileia, Madrid 1989,
p- 210, supplements my information regarding
the history of the painting with the finding that
both of the paintings, set in oval frames, were
sold at auction on 20 April in Paris as a part of
the property of the Marquis of Villafranca, and
expresses the opinion that these may perhaps

be the National Gallery’s paintings, although
their provenance is just as uncertain as the two
copies in the Torrecilla Collection. - Not even

more recent publications address this matter,
for example, Benito Mediavilla Martin, OSA,
La Sagrada Forma del Escorial, Real Monasterio
de El Escorial 2001, or Alfonso Rodriguez G. de
Ceballos, El retablo barroco. Cuadernos de arte
espaiiol, 1992, No. 72.

Angel Aterrido, “Del homenaje de los
discipulos y una sombra velazqueria: Francisco
Rizi y Claudio Coello en a adoracién de la
Sagrada forma de Gorkum”, in: In Sapientia
Libertas. Escritos en homenaje al profesor Alfonso
Emilio Pérex Sdnchez, Madrid - Sevilla, Museo
Nacional del Prado - Fundacién Focus-Abengoa
2007, pp. 507-512. This article examines what,
from our perspective, is an auxiliary issue. It
addresses the identity of the figure positioned
between the two candlesticks behind Fray Santos
and posed facing the viewer, specifying it to be
a portrait of Francisco Rizi; until this time, it
was considered to be Juan Carrefio de Miranda.
The identification is based on an alleged self-
portrait of Juan Carrefio de Miranda, which
Aterrido credits to the artist’s student, Isidoro
de Arredondo, and identifies as being Francisco
Rizi. The resemblance between the two faces
is indisputable; however, the identification is
based only on questions that are posed regarding
the painting (p. 510). If we were to accept his
claim, the only finding is the newly specified
identity of the figure in question - that it is Rizi
rather than Carrefio. Both men were masters
that Coello greatly admired. Aterrido explains
the presence of Rizi in the painting as a sign
of Coello’s respect for his former teacher and a
way of honouring the artist who was originally
commissioned to complete the painting, but was
prevented from doing so due to his premature
death.

The article was prepared with the support of a
Ministry of Culture of the Czech Republic Grant
for the Long-Term Conceptual Development
of Research Organisation - National Gallery in
Prague (DKRVO 2017, MK000023281).

Translated by Veronika Lopaurovd
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MATERIALIA

Vincent van Gogh
Saint-Rémy 1889

OLGA UHROVA

IN COOPERATION WITH RADKA SEFCU AND ADAM POKORNY

The study seeks to answer the question regarding the position of the Green Field (1889)
among Vincent van Gogh’s late landscape works. At the same time, the study focuses on
the relation between the painting and van Gogh’s life and oeuvre, especially during his
hospitalisation in Saint-Rémy, and on van Gogh'’s searching and discovering new topics
which mainly include the motif of olive groves and cypresses which often dominate

the composition of his paintings referred to in his letters addressed to his brother
Theo and sister Wilhelmina in June 1889. The text compares the Green Field (1889) with
works depicting similar topics in the collections of the National Gallery in London and
the Metropolitan Museum of Art in New York. The changes of van Gogh’s painting
interpretation are observed which crystallised into a painting style of impasto, and even
to relief. As part of the study, the provenance of the painting was traced back to its
purchase by the Czechoslovak state from Walter Halvorsen in 1923. Today, the work is in
the collection of the National Gallery in Prague.

Keywords The painting Green Field by Vincent van

landscape, field, cypress, painting style, impasto Gogh (1853-1890) is one of the remarkable
works of art which the Czechoslovak state
bought in 1923 for the Collection of French
Art of the 19th and 20th Centuries. The
artist produced the painting in Saint-Rémy
in 1889. What is the status of this painting
in the artist’s oeuvre? This article seeks to
answer this question with respect to his late
landscape paintings and in relation to the
changes of his painting style.

In the spring of 1889, on 8 May, Vincent
van Gogh left Arles where his dispute with
Paul Gauguin in October 1888 affected his
health. The painter deliberately commenced
his therapy at the sanatorium for mentally
ill at Saint-Paul de Mausole near Saint-Rémy
(Fig. 1). The hospital - a former monastery
- was famous for its enlightened treatment
of patients. Van Gogh was allowed to have
two rooms in the institute, using one as
a bedroom and the other as a studio. The
institute was situated in the middle of
wheat fields, olive groves, and vineyards.
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1 The asylum of Saint-Paul-de- Mausole, showing the Romanesque tower of the original Augustinian monastery,
c. 1950s Rijksmuseum (Vincent van Gogh Foundation), Amsterdam. Photograph by Marc Edo Tralbaut.

These scenes were great resources for van
Gogh’s paintings of that time.

Although the motifs of van Gogh's
paintings of Saint-Rémy were in accord
with the environment that surrounded the
painter, their roots are deeper. The early
van Gogh paintings are connected with
his response to ‘Dutch realism’ which is
further connected with the rustic peasant
themes of his early works: portraits of
villagers and peasant life including the
motifs of fields and work in them. Dutch
painting also inspired the dark colours
and tones which changed when van
Gogh got acquainted with the works of
impressionists and neoimpressionists in
Paris between 1886 and 1888; there he also
discovered Japanese colourful woodcuts.
Van Gogh’s palette received significantly
lighter tones and for some time
became close to the range of colours of

impressionists or rather postimpressionists.

Unlike the impressionists as well as Signac
and Seurat, van Gogh’s spot of colour, his
brushstroke is not only a ‘mere’ element
of the world of colours, i.e. an element
constituting the resulting effect, but also a

particle of the matter of the painted object.

Thus it retains the function which it had
in van Gogh'’s previous ‘Dutch realism’
inspired work.

The next change of van Gogh's spectrum
of colours is related to his departure to
Arles in February 1888. Having been
enchanted by the Provence nature
brightened with intense sunlight, van Gogh
produced canvases with bright colours
and escalated the intensity of the scale of
colours. He wanted to establish a colony of
artists - Studios in the South - and invite
his friends to work and discuss art in Arles.
This effort ended with his above-mentioned
conflict with Paul Gauguin and Vincent van
Gogh's hospitalisation in an institute near
Saint-Rémy.

Seraina Werthemann begins the chapter
dedicated to van Gogh's painting in Saint-
Rémy with a pronouncement that the
paintings which van Gogh produced in Saint-
Rémy were different from all those he had painted
earlier [...].x What is the basis for this
particularity?

Van Gogh and Gauguin’s affiliation ended
in a dispute; however, they shared the
basic principle of painting: it is not about
the depiction of reality; the intensification of
its elements is what matters. The process of
intensification culminated in van Gogh's
works at Saint-Rémy.

Although the colour is a strong
expression, it is not the main strength as
it was in his Arles paintings. Not only the

Bulletin of the National Gallery in Prague XXV11/2017

57



2 Vincent van Gogh, Green Field, June 1889, oil on canvas, 73.2 x 92.5 cm, National Gallery in Prague, Inv. No. O 3208.
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colours but also the level of contrast of
adjacent colours are very intense: Enclosed
Field with the Rising Sun (Saint-Rémy, 1889
F 737, private collection).

As it had been pointed out earlier,
the spot of colour, the brushstroke of
van Gogh cannot be compared with the
impressionists or Signac and Seurat. It is
not ‘just’ an element of the colour orchestra
arrangement into the overall tone of colours
but is the means of expression and other
properties of the depicted object, its matter
and internal constituency. This moment is
also intensified in van Gogh’s paintings of
Saint-Rémy. For example, it is visible in the
capturing of olive groves, cypresses, clouds
in the sky, and the surface of large fields.
The whirl of brushstrokes generates tension
and dynamics through which van Gogh'’s
paintings of that time affect, draw in, and
overcome the spectator.

The aforementioned dynamism is related
to themes and motifs van Gogh used at
that time. The field with cypresses and
olive groves was the landscape which
surrounded van Gogh during his stay in
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the medical institution; nevertheless, the
flames reminiscent of distorted olive trunks
and the needles of cypresses, complicatedly
overlapping and permanently whirling,

are ideal motifs to achieve this dynamic
and tense effect. The importance of the
cypress motif becomes clear in the letter to
his brother Theo of 25 June 1889 (LT 596):
[...]1 There is a lack of news to write to you, for
the days are all the same, as for ideas I have

no others except to think that a wheat field or

a cypress are well worth the effort of looking at
them from close at hand, and so on. I have a
wheat field, very yellow and very bright, perhaps
the brightest canvas I have done. The cypresses
still preoccupy me; I would like to do something
with them like the canvases of the sunflowers
because it astonishes me that no one has yet done
them as I see them. Tt is beautiful as regards lines
and proportions, like an Egyptian obelisk. And
the green has such a distinguished quality. Tt is the
dark patch in a sun-drenched landscape, but it is
one of the most interesting dark notes, the most
difficult to hit exactly that I can imagine. Now
they must be seen here against the blue, in the
blue, rather.?
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3 Vincent van Gogh, A Wheatfield with Cypresses, August 1889, oil on canvas, 72.1 x 90.9 cm, National Gallery, London. © Copyright The

National Gallery, London 2017.

Tension is generated with the shapes of
van Gogh's brushstrokes as well as contrasts
in which the shape and colour properties
are presented. In the case of the colours,
there is a contrast of colours placed next to
one another. In the case of the shapes, it is
the combination of two perspectives from
which the object is viewed. On the one
hand, the cypress appears - when observed
from distance - as an Egyptian obelisk as
van Gogh describes in a letter to his brother
Theo (see above); on the other hand -
when getting close enough - the cypress
turns into a ball of whirling needles. Tt is
rather noteworthy that van Gogh joined
the two perspectives in a single painting,
thus maximising the contrast and tension:
Wheat Field with Cypresses (Saint-Rémy, June
1889, F 717, TH 1756) in the collection of the
Metropolitan Museum of Art in New York
(Fig. 4). In normal life, the combination
of the two perspectives is unachievable.
We may experience it only thanks to van
Gogh's paintings, or rather in van Gogh’s
paintings.

The tension appearing in van Gogh’s
works might be related to the mental
tension and pressure he was exposed to
during his illness. Not only does it appear
in the painting style but also in some other
technical links. During his stay in Saint-
Rémy, van Gogh worked feverishly. Many
times, he did not work with an underlay
material; some areas in the painting thus
reveal the underlay which is visible through
the dramatic texture of the colour. In order
to get the strength and solidity of the terrain
from his colours [...] he does not hesitate to
push the roots and trunks from the tube,
shaping them with a brush.?

In March and April 1890, van Gogh's
condition worsened again. On the advice
of Camille Pisarro, brother Theo convinced
Gogh to relocate to Auvers and see Doctor
Paul Gachet. Van Gogh left for Auvers on
16 May 1890 after a year and one week of
his stay in the sanatorium Saint-Paul de
Mausole near Saint-Rémy.

*

Bulletin of the National Gallery in Prague XXVI1/2017 53




Let us return to the painting Green Field
(Saint-Rémy, National Gallery in Prague
F 719; TH 1725) which van Gogh painted in
June 1889 (Fig. 2). To better understand
its position in the painter’s oeuvre, we
will compare it to two paintings with a
similar topic which were produced in
the same year: Wheat Field with Cypresses
(September 1889, Saint-Rémy, National
Gallery in London, F 615) (Fig. 3) and above
mentioned Wheat Field with Cypresses (Fig. 4).

All the above-stated works show the basic
features of van Gogh’s work in Saint-Rémy.
He painted them during the time he was
allowed to leave the enclosed area of the
sanatorium and paint in nature.

Let us first pay attention to the two
paintings of the same title Wheat Field with
Cypresses. Their composition is identical:

a mighty cypress tree is on the right with
a wheat field in the first plan, a large area
encompassed by the sky, and a mountain
massif on the horizon. The contrast
between the majestic cypress tree towering
as an Egyptian obelisk and the dynamic
motion of clouds with varied shapes
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4 Vincent van Gogh, Wheat Field with Cypresses, June 1889, oil on canvas, 73 x 93.4 cm, The Metropolitan Museum of Art, New York. © 2017
The Metropolitan Museum of Art/Art Resource/Scala, Florence.

dominating the blue sky is characteristic
for both paintings. The drawing bearing
the same title as the painting Wheat Field
with Cypresses, early July 1889, Saint-Rémy,
F 1538 (June 1889, black chalk and pen,

47 x 62 cm, Museum Amsterdam, Van
Gogh Foundation), points out another
connection, the rooting of the cypress-
-obelisk in the ground, i.e. the wheat field.
Both the cypress and the wheat field with
bushes are carried out with the same ‘Gogh
style’ brushstrokes.

As a result, the contrast is formed
between the sky on the one side - the
curves of brushstrokes are closed in
round shapes which suggest unrestrained
rapturous movement and whirl - and the
first plan of the field on the other where
bushes and cypresses are depicted by
open curves being the tangible elements
constituting the holistic, compact shape.
This contrast is further underlined with
the contrast of white and blue with pale
green gleams of the sky and bluish hues of
the Alpilles massif on the horizon against
the more earthy yellow and the hues of



5 Vincent van Gogh, Wheatfield with Cypresses, June 1889, red pen, brown ink, paper, 47 x 62 cm, The Morgan Library & Museum,
New York.

the green field, bushes, and the cypress.
The wheat field is ripe, bright yellow: this
forms another axis of tension between the
dense dark green colour of the cypress and
bushes and the clear area of the surging
wheat field in front of them.

The Prague painting Green Field differs
in composition: the flamboyantly stylised
cypress is again towering in the centre of
the painting. The Alpilles massif which
formed the horizon of both the Wheat Field
with Cypresses paintings this time is behind
the painter’s back - the horizon of the
painting is defined with the contour line
of rolling land before which is the cypress-
obelisk and a farmhouse on the right, and
all is crowned with a relatively calm sky
with white clouds. The cypress tree is the
anchoring element both in the Wheat Field
with Cypresses and the Green Field. While the
tension between the dynamics and relative
peace was based on the contrast of the
sky and the cypress tree against the wheat
field in the Wheat Field with Cypresses, the
Green Field sees this contrast between the
billowing wheat field with bushes in the
front and the bushes, cypress tree, and
the farmhouse with the rolling hills on
the horizon. The central role of the wheat
field in this painting is further indicated

in a letter which Vincent van Gogh wrote
to his sister Wilhelmina (W 12): T have just
finished a landscape of an olive grove with grey
foliage more or less like that of the willows, their
shadows cast violet on the sun-drenched sand.
Then yet another that depicts a field of yellowing
wheat surrounded by brambles and green bushes.
At the end of the field a little pink house with a
tall cypress tree that stands out against the distant
purplish and bluish hills, and against a forget-
me-not blue sky streaked with pink whose pure
tones contrast with the already heavy, scorched
ears, whose tones are as warm as the crust of a
loaf of bread.* This fact is well visible in the
drawing Wheat Field with Cypresses (late June-
July 1889, Saint-Rémy, F 1548, The Pierpont
Morgan Library, New York, Fig. 5) which
was done after the Prague painting Green
Field was painted, as remarked by Ronald
Pickvance in the exhibition catalogue Van
Gogh in Saint-Rémy and Auvers.’

The Green Field not only differs from the
two paintings Wheat Field with Cypresses
in the composition but also in the entire
impression. It is not without cause that the
Green Field is regarded as a reminiscence
of the impressionist paintings of Claude
Monet, Camill Pissarro, and Alfred Sisley.
While strong tension and dynamism
prevails in the Wheat Field with Cypresses,
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the Prague painting is signally calmer and
harmonious; the edges of the contrasting
dynamics and peace having been sanded
down. This arises from the fact that the
centre of dynamism and motion - the
wheat field - is much calmer compared to
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6 Vincent van Gogh, Road with Cypress and Star, June 1889, oil on canvas, 90.6 x 72 cm, Kréller-Muller Museum, Otterlo. © Coll. Kréller-Mdiller
Museum, Otterlo.

the analogical centre in the Wheat Field with
Cypresses (mainly the sky) as well as from
the fact that the contrasts of colours have
been weakened: the wheat field is not ripe
yet, the bright yellow visible in the Wheat
Field with Cypresses was suppressed by the




hues of green. It is as if van Gogh stopped,
reduced the tension in which he lived, and
reflected it in the scenery of the field with
a cypress tree. It is rather interesting that
van Gogh uses very emotional words in
his letter to his sister Wilhelmina although
the painting does not give that emotional
impression.

Later, in June 1890, shortly before his
death (he died on 29 July 1890), van Gogh
who already stayed in Auvers-sur-Oise
wrote a letter to Gauguin in which he
mentioned the painting Road with Cypress
and Star 1890 (Fig. 6) (Saint-Rémy, May
1890, F 683 TH 1982, Otterlo, Kréller-
-Miiller Museum): [...] I also have a cypress
with a star from down there. A last try - a
night sky with a moon without brightness, a star
with exaggerated brightness in the ultramarine
sky where clouds run. Below, a road bordered
by tall yellow canes behind which are the blue
low Alpilles, [...] and a very tall cypress, very
straight, very dark. The brushstrokes in this
painting are reminiscent of an avalanche.
The excited strokes are nearly extreme. The
energy of colours is transformed into the
energy of lines. The real landscape in van
Gogh's presentation thus receives ethereal
character.®

Vincent'’s correspondence with his brother
Theo includes a letter of 28 September 1889
where the painter reports about sending
several paintings to Paris. In addition to
the Wheat Field with Cypresses (F 717, The
Metropolitan Museum of Art in New York)
and the Wheat Field with Cypresses (F 615,
National Gallery in London), the parcel
included the Prague painting Green Field
(F 719, National Gallery in Prague). It was
supposed to be displayed at the Salon des
Indépendants exhibition in Paris in the
same year along with his other paintings.
The oeuvre of van Gogh shortly became a
fundamental inspiration for the generation
of young artists in the first decade of the
20th century, especially the expressionists
and fauvists. In Bohemia, first evidence of
van Gogh's influence was reflected mainly
in the paintings of Otakar Kubin and Willy
Nowak between 1905 and 1906 and also in
some early works of Bohumil Kubista. Not
only were they captivated by van Gogh's
unique interpretation and his landscape
themes but also by his personality and life.

In November 2016, the Van Gogh
Museum in Amsterdam provided more
information to further specify the Green
Field provenance:

- After the death of Vincent van Gogh and
his brother Theo, the painting was with

Theo’s wife Johanna Gogh-Bongner. On

7 View of the exhibition of the French Art of the 19th and 20th Centuries, Modern
Gallery, Prague, 1926; from the right: A. Renoir, The Lovers 1875, V. van Gogh, Green
Field 1889, Paul Gauguin, The Flight 1902, The Judgement of Paris 1902.

25 May 1905, the gallerist Paul Cassirer
bought it from her along with eight other
paintings by van Gogh for 14,000 German
marks.

- In the same year, the Swedish art
collector and gallerist Ernest Thiel bought
the painting Green Field from P. Cassirer
for 3,000 German marks. In 1917, Thiel
lent the painting for an exhibition in
Stockholm.

- At the beginning of the 1920s, Thiel
was forced to sell part of his collection
because of financial difficulties; some
works passed to the collection of Paul
Rosenberg (1923).

- In the same year, as evidenced in the
Catalogue Raisonné, the source of
information about van Gogh'’s works,
Walter Halvorsen bought Green Field from
Rosenberg.

In the same year 1923, the painting
was purchased from Halvorsen for the
Collection of French Art of the 19th and
20th Centuries. The Czechoslovak state
provided finances for this purchase. The
written estate of Vincenc Kraméar, who
was participating in the selection of the
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works for the collection in Paris from 9 to
24 June 1923, reveals a list of the selected
works and a note starting with the words
Walter Halvorsen, 6 Place du Palais Bourbon in
which van Gogh's painting Paysage d’Arles
(still with a wrong name because it was the
Green Field from Saint-Rémy, 1889) appeared
with 92,000 French francs (?) (Archives of
the National Gallery in Prague). The list of
the purchased works for the Collection of
French Art of the 19th and 20th Centuries
further includes an item V. van Gogh,
Landscape, oil, 223.850 Czech crowns.

In 1926, the Green Field was lent and
along with other works of French artists
purchased by the Czechoslovak state as
the state deposit installed in the Modern
Gallery which then resided in the Wiehl
Pavilion at the Prague Exhibition Grounds
in Hole3ovice. It was displayed in the
exhibition hall x near the paintings by
P. Gauguin, A. Renoir, and other artists
(Fig. 7). Having been previously displayed
in the Sternberg Palace, van Gogh's Green
Field is today exhibited in the Fair Trade
Palace in the Collection of French Art
of the 19th and 20th Centuries which is
part of the Collections of Modern and
Contemporary Art of the National Gallery
in Prague.’

Annex 1)
Material Research: Vincent van Gogh,
Green Field

RADKA SEFCU

In 2017, material research of the Green Field
by Vincent van Gogh (1889, oil, canvas,
73.5 x 92.5 cm, O 3208), one of the most
remarkable paintings in the Collection

of Modern and Contemporary Art of the
National Gallery in Prague, was conducted.
It continued with the findings of the
chemical analysis carried out in 1995
when painting pigments were identified
based on indicative spectral analysis and
micro chemical texts.® During the recent
natural scientific research, these findings
were significantly expanded. Non-invasive
X-ray fluorescence was used for the entire
painting to identify the composition of
elements. At the same time, a complete
revision of the 1995 samples was carried
out and new samples of the ground and
yellow areas of the painting were taken.
Stratigraphic analysis of the individual
layers, analysis of the molecule structure of
the pigments by Raman spectroscopy, and

identification of the element composition of

pigment particles with a scanning electron
microscope with energy-dispersive detector
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were carried out on micro samples.? Optical
microscopy documented the layering,
morphology, and colouring of pigment
particles.

The linen canvas was covered with ground
(Fig. 8) containing the basic mixture of
white lead [PbCO, - 2 Pb(OH),] and barium
sulphate (BaSO,). Manufactured canvases
pre-primed with ground layer are typical of
this period.* The same composition was
evidenced and experimentally proved in
other works of Vincent van Gogh." Non-
invasive X-ray fluorescence confirmed
strontium in all spectra which might
indicate that natural barium sulphate
(baryte) was used for the manufactured
canvas pre-primed with ground layers
rather than a synthetically produced
pigment.*? The colouring of ground layer
might have varied, customised to the
artist’s commission, ranging from white
through whitish and red-tinged to grey.®
Ground layer used for the Green Field is not
clear white but rather has a warmer whitish
colouring which was achieved by adding
yellow ochre [FeO(OH)]. Furthermore,
isolated grains of synthetic ultramarine
were identified in ground layer; marginally,
the presence of calcium carbonate (CaCO,,
chalk) and aluminiosillicates was detected.™

Combinations of coloured pigments were
compared in the individual colour layers
regarding the possibilities of commercially
available mixtures in pre-prepared tubes
of paint,” and also with respect to future
assessment with the period painting
practice.’

While white lead dominates the underlay,
the layers of colours revealed the use of
zinc white (ZnO), both in the white paint
and as part of all coloured layers (yellow,
blue, and green). Zinc white was already
widely used during this period. Impasto
paint was easier to make in oil binders
because zinc white has more elastic
properties in oil binders compared to the
traditional lead white.”

Chrome yellow (jaune de chrome), French
ultramarine (outremer), cobalt blue (bleu de
cobalt), viridian (also known as hydrated
chromium oxide, vert émeraude), and Paris
green (also known as Veronese green
and currently more as Verona green, vert
Véronése, or vert de Schweinfurt) are the
main pigments (Fig. 9). The structure
of lead (IT) chromate (PbCrO,) as well
as mixtures of lead chromate and lead
sulphate (PbCrO, - PbSO,) was identified
in chrome yellow. The varying tonality of
the yellow paint may be caused by the ratio
of chrome yellow, zinc white, and other
additives. The admixtures of ultramarine,



red lead, Paris green, viridian, and red
colourant were confirmed in the yellow
paint (Fig. 10). However, the influence of
degradation processes which might become
evident when the surface is decoloured,
should not be omitted.** When using X-ray
fluorescence to compare the measured areas
with various tones of yellow paint, it turns
out that the presence of Paris green has

a great impact on the colouring. The lightest
yellow areas® always indicated increased
amounts of arsenic and copper. Green areas
show combinations of several pigments.
The use of viridian (Cr,O, - 2 H,0) is
essential in darker tones, while Paris green
(Cu(CH,COO), - 3 Cu(AsO,), with zinc
white appereas in the lighter ones (Fig. 11).
While viridian is a deep dark green (e.g.

the cypress), Paris green has subtle, very
light green and even blue-green (emerald)
particles (e.g. the very light green vegetation
in the painting). Paris green is used in
bottom (ochre coloured) layers under the
impasto green layer (Fig. 11a). The two
green pigments add to each other and are
always used in a mixture with zinc white,
chrome yellow, or ultramarine; occasionally
vermilion (HgS) was identified. The level of
the tone again depends on the ratio of the
pigments.

Cobalt blue (CoO - Al,O,) and ultramarine
(Na,, AlSiO,,S,,) added with zinc white
were detected in blue paint. Non-invasive
X-ray fluorescence analysis proved the
dominant use of cobalt blue in lighter areas
of blue paint, especially in the sky (Fig. 12).
Ultramarine, on the other hand, is more
quantitatively represented in dense tones,
e.g. in the horizon and in the meadow
vegetation.

The combination of various instrumental
analytical techniques proved essential
during research. In the future, research
will focus on achieving more profound
knowledge about the binder elements, e.g.
using the method of gas chromatography
or, alternatively, the description of
degradation processes. Detailed
identification of material composition is
an essential part of the assessment of the
processing technique of an artwork in the
context of period art production.

Annex 2)
Painting Technique of the Green Field by
Vincent van Gogh

ADAM POKORNY

Vincent van Gogh’s Green Field was painted
on a canvas support of 73.2 x 92.5 cm. The
construction and processing of the stretcher

8a : ™ 8b

100 pm

8 Cross section of a sample, the textile underlay reveals a white layer of ground with
the mixture of lead white and barium sulphate (a), threads of linen in plane-polarised
light (b) going through the sample and under crossed polars (c).

9 Preparation of green (a, b) and yellow paints (c, d) in plane-polarised light
going through the sample and in crossed polars. Green grains of viridian and blue
ultramarine. Yellow grains of chrome yellow.

indicate that the painting is original.

The canvas is fine with a dense weave of

12 x 18 threads per cm?. The canvas threads
are regularly twisted without knots. An
X-ray picture shows a visible wavy deviation
of the canvas warp near the left edge of

the painting (Fig. 13) while the remaining
edges show a regular warp without any
deformations. It is therefore evident that
this canvas was cut off from a larger piece
of a manufactured canvas pre-primed

with ground. The painting ground has

a subtle warm white tonality containing
white lead and barium sulphate.? As

it emerges from the uncovered tops of
crossing threads of the canvas warp, the
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layers of the ground were sanded down
(Fig. 14). This grinding of the ground is
also detected on the canvas edges tucked
behind the stretcher rims. This documents
that the canvas was not ground while
stretched on the frame but could have
already been purchased like this. IRR
images do not show any underdrawing
compared to van Gogh’s earlier works.
Yet, it may be assumed that the painter
outlined the composition with a brush

100 pm

10 Cross-sections of yellow paint samples in reflected (a, ¢) and ultraviolet (b, d)
light. Typical fluorescence of zinc white is visible in ultraviolet light. Sporadic grains
of other pigments were detected in the mixture of chrome yellow and zinc white. The
tonality of yellow pigment is influenced by the quantity of dominant pigments and
partially by admixtures.

11 Cross-sections of green paint samples in reflected light. The light areas of
painting (a) reveal a substantial amount of chrome yellow and zinc white in addition

to green pigments. Viridian is dominating the dark green areas (b).

12 Cross-section of the sky paint sample in reflected light. The blue paint reveals
the mixture of cobalt blue, ultramarine, and zinc white.
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beforehand. The painting is conceived
naturally without groping and big changes.
The straightforward austere structure of
painting speaks for the painter’s clear
intention and precise idea. The tonality of
ground is taken into account and exploited;
it is employed between the conception

of the individual separate brushstrokes
(Fig. 15). The painting shows only minor
pentimenti in the farmstead where the low
bush was additionally partially covered
(Fig. 16). Other partial changes are also
found in the trees near the right edge of
the painting. The covered brushstrokes
show that the sky was painted before the
vegetation in the painting’s central plan.
The lower trees cover the sky and the
landscape in the background. However, in
the area of the cypress, space for further
painting was reserved. The brushstrokes
in the sky observe the future shape of the
tree. At first, the wheat field was delimited
with wide overall layers of paint mostly in
a diagonal direction. Later, short impasto
strokes were applied on this basis (Fig. 17).
The blending of the layers of colour applied
to wet paint indicates that most of the
painting was done during a single day.
However, many places show the layers of
paint applied to the already dry underlay
(Fig. 18). They are mostly local tonal
highlights as visible for example in the left
corner vegetation where light blue details
were applied additionally. It seems that the
crown of a minute tree along the right edge
was also painted on the dried landscape
background (Fig. 19). Yellow highlights
were also additionally applied to the bottom
bushes. The sky was painted with a flat
brush about 9 mm wide. A solid bristle
brush about 5 mm wide was used for the
majority of the painting; the details such
as the leaves of grass in the forefront were
painted with a solid brush about 3 mm
wide. The white pigment was identified

as zinc white during laboratory research.
The blue hues contain cobalt blue and
synthetic ultramarine, and chrome yellow
was identified in yellow paints. Viridian
and Paris green were used for green tones.
Infrared and ultraviolet false colour images
reveal the extent of the usage of these

two pigments. Viridian shows as dark red
tonality while Paris green is differentiated
by a dark blue tone. Colour mixtures
containing cobalt blue are differentiated
with green colour in ultraviolet false colour
images (Fig. 20).»

This paper was reviewed.
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REPORTS

Identifying Binding Materials
in Bohemian Painting from the 14th
to the Half of the 16th Century

RADKA SEFCU - VACLAV PITTHARD

As part of our extensive scientific research, we focused on identifying binding
components in paint and polychromy layers. This specialized research builds upon the
results of previous scientific inquiry in the National Gallery’s chemical-technological
laboratory, including micro-chemical examinations and histochemical staining of the
individual cross-sections, which aided us in observing the distribution of different
types of binders in the individual layers. These results served as an initial corrective

to the process of choosing samples for analysis by means of gas chromatography-mass
spectrometry. With the help of these methods, we were able to exactly determine the
binder or the mixture of binders in the individual paint layers. Between 2013 and 2016,
we analysed scores of samples from the most important artworks held in the National
Gallery’s Collection of Old Masters. The results were interpreted based on the way
different binders combine and interact with various pigments. The analysis showed that
oil binders prevailed in artworks from the 14th century onward.

Keywords Identifying binding components in
binding media, gas chromatography-mass spectroscopy layers of paint and polychromy can
(GC-MS), medieval painting, polychromy, binding media

provide valuable information about the
development of painting techniques.
Between 2013 and 2016, we conducted
investigations into the binding media on
panel paintings and polychrome sculptures
from the Collection of Old Masters at
the National Gallery in Prague as well
as on artworks that are on long-term
loan to the collection.! Material analysis
built upon previous results of scientific
research conducted in the chemical-
-technological laboratory of the National
Gallery in Prague, including micro-chemical
examinations and histochemical staining of
the individual cross-sections? that aided us
in observing the distribution of different
kinds of binders in the individual layers.
In previous research, some of the samples
were also analysed with the help of infrared
spectroscopy.’

As part of our research into painting
technique, we carried out a complex
investigation of the binding media in the

analysis
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1 Votive Panel of Jan
Oc¢ko of Vlasim, Prague,
before 1371, tempera,

fir wood covered with
canvas, 181.5 x 96.5 cm.
National Gallery in Prague,
Inv. No. O 84.
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2 Master of the Olomouc Madonnas, Nativity of Christ from Trebarov near Krasikov, ca. 1510-1515, relief, h. 130 cm, w. 120 cm.
National Gallery in Prague, Inv. No. P 647.
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following artworks: the Vyssi Brod Cycle
(Prague, around 1345-1350) by the Master
of the Vy33i Brod Cycle;* the Madonna of
Veveri (Prague, around 1345-1350) by this
master’s workshop and; one of the most
important paintings in the collection, the
Votive Panel of Jan Oéko of Viasim (Prague,
before 1371, Fig. 1). This set of panel
paintings was chosen based on the results
of preliminary micro-chemical examinations
conducted between 1997 and 2013. Even
though tempera made using protein
binders (eggs, animal glue, casein) was

the most popular painting technique, the
examinations of the samples from the
selected set of artworks revealed that the
paint layers contain significant amounts of
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lipids (oils).’ For this reason, we decided

to conduct in-depth analysis of binding

components in the individual paint layers

(Table 2) in order to deepen our knowledge

of the mid-14th century painting technique.
Other artworks selected for examination

included the Altarpiece with Beheading of

St. Barbara by the Monogramist IW, also

known as the Altarpiece of St. Barbara from

Osek (North Bohemia, after 1546),° and the

polychromy on the sculpture of Nativity

of Christ from Tiebafov near Krasikov by

the Master of the Olomouc Madonnas

(Olomouc, 1510-1515),7 in which we

examined polychrome layers containing

the pigment fluorite (Fig. 2). In the case

of the Zlichov Altarpiece—Christ the Saviour



Abundance Pa

from Death (Passau, before 1526?) by the
Monogramist IP, we analysed the surface r ; B
colour glazes from the central part of 000000 Lt
the altarpiece. These glazes have only

been preserved in fragments and they are

relatively difficult to identify. The colour 2000000
in coloured glazes can be either organic,

resulting from the natural colouring of the =
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Analytical Methods

The analyses were conducted on samples
from the laboratory’s archive and, in some
cases, on new samples taken with a great

3 Stratigraphy of the sample from the blue sky (a) and chromatogram of blue layers
of paint after methylation (b) from the panel of Lamentation of Christ by Master of
the Vys$si Brod Cycle. Note: Glycerol (G) and fatty acids of linseed oil (Su=suberic
acid, Az=azelaic acid, Se=sebacic acid, Pa=palmitic acid, Ol=oleic acid, St=stearic acid),
B=spruce resin diterpenes, C=copal diterpenes, W=beeswax, D=dammar triterpenes.

care from spots of particular interest.
Micro-chemical tests and histochemical
staining™ helped to roughly determine

the types of binding media and their
distribution in the individual layers.*? To
precisely identify the individual kinds

of binders present in layers of paint and
polychromy, we analysed lipids, resins®
and proteins* using gas chromatography-
mass spectrometry (GC-MS).” The analysis
of oils is based on the esterification of free
fatty acids, where the ratio of these acids
can determine which type of oil was used;
the analytical procedure for the analysis

of resinous binding media is based on the
esterification of resinous acids followed
by the identification of particular resins
according to their resinous acid methyl
esters. The analytical procedure for the
analysis of proteinaceous materials is
based on an acidic hydrolysis of proteins
to liberate amino acids, followed by

the derivatisation and quantitative
determination of amino acids as their silyl
derivatives. In preparation for the analysis,
we carefully separated the individual layers
of paint and polychromy, so we could
precisely target the layer of particular
interest, thereby facilitating interpretation
while also taking into account the painting
technique used.*

In parallel to the analyses of actual paint
samples, investigations on aged reference
mock-ups combining egg-containing
medium as well as admixtures with drying
oils were also carried out. (Table 1).” Our
first type of reference mock-ups consisted
of a mixture of egg yolk and linseed oil
(ratio 1 : 1), to which we slowly added
powdered pigments (azurite and verdigris
were selected as examples of blue and
green pigments used in that period). The
second type combined egg yolk and water
to create an emulsion to which 20 drops
of linseed oil was added. The pigments
were then slowly mixed into this emulsion

to obtain a paint of smooth pastose
consistence.’®

The analysis of organic components was
complemented with an analysis of inorganic
pigments and colours.* We also focused on
correlations between the individual colour
paints, the type of pigment and binder
used, respectively.

Results and Discussion
The ratio of saturated monocarboxylic
palmitic and stearic acids (P/S) determines
the type of oil. From the ratio of
dicarboxylic azelaic acid and the above-
-mentioned palmitic acid (A/P) and the
ratio of dicarboxylic azelaic and suberic
acids (A/Su) it is possible to specify how
the oil was treated before use. The ratio of
unsaturated oleic acid and saturated stearic
acid (O/S) indicates the process of ageing.?
Specific terpenous resins are characterized
by the presence of various resinous acids,
such as dehydroabietic acid (DHA) and
its oxidation products, particularly 7-oxo-
-DHA or methoxy-15-hydroxy-DHA,
which indicate pine or spruce resin. The
presence of diterpenic acids such as agathic
and communic acid indicate that copals
were used. The measurements on the
reference mock-ups (Table 1) showed that
the presence of egg yolk in temperas is
characterized by a ratio value of P/S~3 and
A/P<0.1. At the same time, the presence
of cholesterol and its oxidation products
points to the presence of an egg binder.
These correlative values are the necessary
parameter of egg yolk identification.
However, lower values of the ratio P/
S~2 and higher values of the ratio A/P>0.1
suggest the presence of linseed oil, where
azelaic acid is an oxidation product of the
oil-drying process. The value of P/S ratio
of pure linseed oil is between 1.0 and 1.8,
while that of walnut oil is 2.5.
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4 Stratigraphy of the sample from the green terrain on the panel with Annunciation
of the Virgin (a, b) and from Christ’s blue cloak on the panel with Christ on the Mount
of Olives (c, d) in visible light and after histochemical staining.
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5 Stratigraphy of the sample from St. John's green cloak and chromatogram from
the green paint after methylation from the panel Lamentation of Christ by the Master
of the Vy3si Brod Cycle. Note: Glycerol (G) and fatty acids of linseed oil and egg yolk
(Su=suberic acid, Az=azelaic acid, Se=sebacic acid, Pa=palmitic acid, Ol=oleic acid,
St=stearic acid), B=spruce resin diterpenes, Ch=oxidation products of cholesterol from
egg yolk, W=beeswax, D=dammar triterpenes.

Proteins were identified through ratios
of the corresponding amino acids. Animal
glue is characterised by higher amounts of
glycine and the presence of hydroxyproline,
while higher amounts of serine and aspartic
acid are typical of egg whites. Moreover,
a series of long-chain monocarboxylic fatty
acids and alkanes proved the presence of
beeswax.

Results of Painting and Polychromy
Analyses

In all examined artworks (Table 2),
animal glue was always found as a major
binding medium in the chalk grounds.®
The colouring of white chalk ground
layers following the histochemical
staining supported this finding. In the
set of panel paintings from the Vys$§i Brod

68
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Cycle, we analysed flesh tones, the blue
paint on the garments of Christ and the
Virgin, green on the robes and on the
background. The same colour layers
were analysed in the Votive Panel of Jan
Ocko of Vlasim. Histochemical staining
did not find proteins in any of the blue
layers nor in most of the flesh tone
samples. Pigment analyses on the panels
of the Vyssi Brod Cycle showed that the
pigments and techniques were employed
in two different ways.? The first group of
paintings contains azurite and lapis lazuli.
Azurite was used in the underpainting on
top of the chalk ground, while lapis lazuli
appears in the upper paint layer. The
shadows only contain lapis lazuli, which
is mixed with lead white in highlights
of the drapery. This way of using the
colour blue largely appears in paintings
attributed to the main master: Annunciation
of the Virgin, Nativity of Christ, Adoration
of the Magi, Christ on the Mount of Olives,
but also in the Crucifixion. In the second
group of paintings, created by the circle of
workshop production, lapis lazuli in blue
paint is very fine, usually underlaid with
the lead white imprimatura. The shadows
contain lapis lazuli exclusively, again mixed
with lead white in drapery highlights. This
method was employed in the Lamentation
of Christ, Ascension, Descent of the Holy Spirit,
but also in the Resurrection of Christ, which
is attributed to the main master. In flesh
tones, pigments are used in a similar
way in both of the groups, even though
differences occur in the colour of the
underpainting. The first group features
a very dark green-brown underpainting
containing iron oxide pigments, such as
earth green and red ochres mixed with
lead white. The paint layers are pink,
containing mostly lead white with cinnabar,
sporadically mixed with minium and
ochres. In highlights, two pink layers on
top of the underpainting contain larger
amount of lead white. In the shadows, the
bottom pink layer in the underpainting has
a warm, deep reddish tone. In the second
group, the underpainting is light yellowish
green. On top of this layer, the flesh tones
are again rendered in lead white with
a tinge of cinnabar. The paintings in both
groups are executed with a sophisticated
layering technique, where the resulting
colours are a combination of several layers
applied on top of one another.?

In the case of the green areas, the
panels cannot be easily divided into two
groups according to colour layering. Both
groups contain mixtures of copper green
pigments, lead-tin yellow type II, ochres
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6 Chromatograms after methylation and stratigraphy of samples from the Votive Panel of Jan O¢ko of Vlasim, egg binder was
identified in the yellow paint on the sword (a) and in the green paint on the Virgin's cloak (b). Oil binders were identified in the
blue paint on the Virgin's cloak (c) and in flesh tones (d). Note: Glycerol (G) and fatty acids of drying oil and egg yolk (Pi=pimelic
acid, Su=suberic acid, Az=azelaic acid, Se=sebacic acid, Pa=palmitic acid, Ol=oleic acid, St=stearic acid), Ph=phthalates, B=pine resin
diterpenes, Ch=oxidation products of cholesterol from egg yolk, W=beeswax, E=elemi resin, U=unknown components.
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7 Stratigraphy of paint layers from the lining of the Virgin’s cloak
on the carving of Nativity of Christ from Trebarov near Krasikov
and chromatogram of colour layers after hydrolysis with
hydrochloric acid (a) and methylation (b). Note: amino acids of
protein binders (Ala=alanine, Gly=glycine, Val=valine, Leu=leucine,
Iso=isoleucine, Pro=proline, Ser=serine, Thr=threonine,
Asp=aspartic acid, Hyp=hydroxyproline), glycerol (G) and fatty
acids of drying oil and egg yolk (Pi=pimelic acid, Su=suberic acid,
Az=azelaic acid, Se=sebacic acid, Pa=palmitic acid, Ol=oleic acid,
St=stearic acid), B=pine resin diterpenes, Ch=oxidation products of
cholesterol from egg yolk.
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and lead white. GC-MS analysis confirmed
the presence of a heat-bodied oil binder in
the samples from the Vyssi Brod Cycle. The
paint layers mostly contain heat-bodied
linseed oil (Fig. 3). We identified a mixture
of polymerised walnut and linseed oil
only in the samples from Christ’s blue
cloak in Christ on the Mount of Olives and
in the Descent of the Holy Spirit. Walnut
oil might have been used because it does
not yellow when exposed to light and is
therefore suitable for lighter green and blue
pigments. Walnut oil is also slower to dry,
leaving the artist more time to work. Drying
oils were detected based on the presence
of fatty acids. A value range of P/S~1.2-
1.9 indicated the presence of linseed oil,
while P/S~2.0 proved a plausible presence
of linseed oil with walnut oil admixtures.
Lower values of azelaic acid suggest that
the drying oil underwent preliminary
treatment.?* Histochemical staining did not
reveal the presence of proteins in any of the
blue layers (Fig 4). Egg-containing binder,
aside from linseed oil, was only found on
the green terrain in the Annunciation and
on St. John's green robe in the Lamentation
of Christ (Fig. 5). Traces of egg yolk
were detected based on the presence of
cholesterol oxidation products (cholesta-
4,6-diene-3-one a 5-cholesten-3-one).»
By identifying diterpenoids, especially
dehydroabietic acid and its oxidation
products, we detected trace amounts
of spruce resin. In most cases, these
substances appear in minute amounts,
leaving open the question of whether resins
were part of binding media in colour layers.
We can assume resins were used in green
paint layers or in greenish tones underlying
the flesh tones. Aside from softwood resins,
we found copal, wax and dammar, which
may have been added as part of surface
modifications and later interventions.?

In the Votive Panel of Jan Océko of Viasim,
we identified similar pigments as those in
the Vyssi Brod Cycle, as these are pigments
characteristic of the 14th century. Blue
paint contains lapis lazuli and indigo mixed
with lead white, yellow paint contains lead-
-tin-yellow type II, and green is a mixture
of copper pigments with lead-tin-yellow
type II and lead white.” Binder analysis
identified egg binder (along with drying oil)
in the yellow and green only (Fig. 6a, b).
The rest of the samples contain mostly just
drying oil (Fig. 6¢c, d). Due to the presence
of egg yolk in green and yellow paint,
we were unable to determine the ratio of
the individual fatty acids and specify the
kind of oil binder. Some of the samples
also contained synthetic, likely alkyd-
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-based, materials which could have been
used during restorations. These oil-base
components also influence the ratio of the
individual fatty acids, making it impossible
to determine what type of oil was used.
However, the analyses clearly show that the
parts with blue paint and flesh tones were
bound purely with drying oil. Based on
the identification of diterpenoids, a small
amount of pine resin was found in surface
layers along with wax and elemi resin.

A similar distribution of binders appears
in the Altar with Beheading of St. Barbara by
the Monogramist IW dated to 1546. Here,
the precious lapis lazuli was no longer used
for the blue paint; the darker underpainting
layer contains azurite only. The green paint
on the wing is composed of copper pigment
with lead-tin-yellow type I and lead white.
The GC-MS method identified drying oil as
the main binder, which was impossible to
specify due to large amounts of beeswax.
Aside from oil, the analysis demonstrated
the presence of pine resin and dammar in
very small amounts, again suggesting they
were of secondary origin. The same binding
components were also identified in Judith
with the Head of Holofernes from the collection
of the Royal Canonry of Premonstratensians
at Strahov (inv. no. O 626, around 1525).2

As part of the research, we also examined
polychrome layers, namely on the
sculpture of Nativity of Christ from TFebafov
near Krasikov, in which we studied layers
containing the pigment fluorite. Due to
its low refractive index (n=1.433), fluorite
has very low coverage in oil-based binders
(linseed oil n=1.484), and so we assumed
that the binder would be protein-based.
GC-MS analysis confirmed this hypothesis.
The purple fluoride layer contained
a mixture of egg binder, pine resin and
traces of oil (Fig. 7b). The traces of animal
glue identified in the sample likely come
from the ground layer (Fig. 7a). Specialized
research was also conducted on the central
part of the Zlichov Altarpiece—Christ Saviour
from Death (Passau, before 15262) by the
Monogramist IP. A coloured glaze is visible
on the surface of the carving. We aimed
to find out whether the glaze is purely
organic or rather a combination of organic
binder and inorganic pigment. Our analysis
demonstrated the presence of protein
components only—natural colourants
were not found. We may suppose that the
colour of the surface glaze is caused by
the dispersion of fine inorganic pigments
(usually natural ochres) in the organic
protein-based component.



Conclusion

Through scientific research and analyses,
we have gathered data concerning the use
of binders in painting and polychromy.

A combination of GC-MS analysis

and histochemical staining was key to
identifying binders in the individual colour
layers in the paintings. The examination
helped to determine the way binders were
used in the individual workshops and
whether technical conventions changed

in Bohemia over the course of the Gothic
period. The most important result of the
investigation has been identifying binders
in 14th-century painting. The painting
technique used by the circle of the Master
of the Vys3i Brod Cycle points to Ttalian
painting (Florence, Siena) in particular.
The corresponding period of Ttalian
14th-century painting is usually associated
with the technique of egg tempera. The
results of research on both the Vyssi Brod
Cycle and Votive Panel of Jan Ocko of Vlasim
reveal that the painters used heated linseed
and walnut oils as the main binder in
paint layers. Egg binder was identified in
green layers only (along with oils) and in
yellow layers on the Votive Panel of Jan Ocko
of Vlasim. Oil-based binding media were first
mentioned in Theophilus Presbyter’s De
diversis artibus from the turn of the 12th
century. Oil binder as a main medium has
been demonstrated in Norwegian medieval
altarpieces.” At present, it is generally
assumed that oil binders came into more
frequent use as late as in the last quarter
of the 14th century. Vasari associates the

technique particularly with the work of Jan
van Eyck.*® In Bohemian panel painting
around the mid-14th century, oil binders
appear along with the technique of egg
tempera in some of the panels attributed
to the court painter of Emperor Charles IV,
Master Theodoric and his workshop, active
in Prague in the 1360s.* Binders employed
in panel painting usually vary, depending
on the pigments used, as apparent from
the combination of fluorite with egg-based
binders and added oil.’? Extant sources
generally reveal that the reality of medieval
art production was diverse, with different
recipes and combined techniques using
mixtures of protein and oil components.
As early as in the first half of the 14th
century, artists in medieval Bohemia
recognized the possibilities of oil binding
media in painting and were aware of

the different ways organic components
influence the qualities of pigments and
the resulting work. The results of this
extensive scientific examination open new
possibilities for evaluating and interpreting
painting techniques in 14th-century Central
Europe.
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Table 1 Results of GC/MS analyses on reference mock-ups of pigmented drying oils and fatty temperas

Oil and tempera mock-up Pigment p/S* A/P* O/S* A/Su* Ch*
Linseed oil (Kremer) azurite 1.4+0.3 1.3+0.2 0.1:0.1 6.1+0.5 -
verdigris 1.4£0.3 1.210.2 0.5:0.1 5.8+0.5 -
Walnut oil (Kremer) azurite 2.6x0.3 1.1+£0.2 0.1:0.1 7.9+0.5 -
verdigris 2.5+0.3 1.0£0.2 0.5:0.1 7.5£0.5 -
Egg yolk : linseed oil (1:1) azurite 2.3+0.3 0.4+0.1 0.2+0.1 3.4+0.5 yes
verdigris 2.0+0.2 0.3:0.1 0.5:0.1 3.8+0.5 yes
Egg yolk : water (1 : 3) + drops of linseed oil  azurite 3.240.3 0.1£0.1 0.2+0.1 3.5¢0.5 yes
verdigris 3.3+0.2 0.1+0.1 0.4+0.1 3.6x0.4 yes

Notes: P=palmitic acid, S=stearic acid, A=azelaic acid, O=oleic acid, Su=suberic acid, Ch=cholesterol.
* Mean values and standard deviations of peak areas of fatty acids methyl esters, three GC/MS parallel measurements.
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Table 2 Results from the samples of paint and polychromy

Artwork / inv. no. Sample Location P/S A/P A/Su CH Proteins Oils Resins Waxes
Master of the Vy3$si Brod Cycle, Vy3si Brod Cycle, Prague, around 1345-1350, CA Vy3si Brod
Annunciation of the 99-39-6 Green, 2.0 0.8 3.5 yes egg Heat-bodied Spruce resin
Virgin terrain (traces) linseed oil copal (traces)
VO 13504 dammar (traces)
Christ on the Mount of 98-88-1 Flesh tones, 1.7 1.5 3.9 - Heat-bodied Spruce or pine
Olives Christ’s face linseed oil resin (traces)
VO 13507
98-88-5 Green, 1.7 0.9 4 - Heat-bodied Spruce or pine
St. John's linseed oil resin (traces)
cloak
98-88-11  Blue, Christ's 2.0 0.6 3.7 - Pre-polymerised Spruce resin
cloak walnut and copal (traces)
linseed oil
Crucifixion 05-33-2 The Virgin's 1.4 0.8 3.2 - Heat-bodied Spruce resin Wax
VO 13508 blue cloak linseed oil copal (traces) (traces)
dammar (traces)
05-33-4 Greencloak 1.3 1 3.9 - Heat-bodied Spruce resin Wax
of the female linseed oil copal (traces) (traces)
saint dammar (traces)
05-33-7 Flesh tones, 1.2 1.4 4 - Heat-bodied Spruce resin Wax
St. John's linseed oil elemi (traces) (traces)
forehead dammar (traces)
Lamentation of Christ 06-39-1 Flesh tones, 1.5 1 3.4 - Heat-bodied Spruce resin Wax
VO 13509 St. John linseed oil shellac (traces) (traces)
dammar (traces)
06-39-6 Green 1.9 0.8 3.3 yes egg Heat-bodied Spruce resin Wax
garment of (traces) linseed oil copal (traces) (traces)
St. John dammar (traces)
06-39-8 Lining of 1.8 1 3 - Heat-bodied Spruce resin Wax
St. John's linseed oil copal (traces) (traces)
cloak dammar (traces)
Descent of the Holy 07-48-9 Red garment - - - - Animal
Spirit of St. John- glue
VO 13512 -ground
layer
07-48-11  Blue, cloud 2.0 0.5 4 - Animal Pre-polymerised Spruce resin
glue linseed and (traces)
walnut oil
Master of the Vy3si Brod Cycle - workshop, Prague, around 1345-1350, RCP Veverska Bityska
Madonna from Veveri 99-30-2 Star, - - - - Animal
formerly O 7232 forehead, glue
ground layer
99-30-6 Blue, lining 34 03 4.5 - Drying oil Beeswax
of the cloak
Prague, before 1371, NG
Votive Panel of Jan O¢ko 91-6-20 Yellow, 2.9 1.1 3.4 yes Eggyolk Drying oil Pine resin
of Vlasim sword (traces)
O 84 handle elemi (traces)
91-6-8 Green, the 2.1 1.3 3.7 yes Eggyolk Drying oil (?) Pine resin
Virgin's cloak synthetic (traces)
materials (?) elemi (traces)
91-6-22 Blue, mail 3.7 0.2 - - Drying oil (?) Pine resin
armour synthetic (traces)

materials (?)

elemi (traces)
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Artwork / inv. no. Sample Location P/S A/P A/Su CH Proteins Oils Resins Waxes

91-6-12 Flesh of the 4.8 0.1 - - Drying oil
Infant Jesus

91-6-5 The 3.0 0.8 2.6 - Drying oil Pine resin Beeswax
Virgin's blue elemi
cloak

Monogramist IW, Altarpiece with Beheading of St. Barbara also known as Altarpiece of St. Barbara from Osek, North Bohemia,

after 1546, NG

Beheading of St. 13-67-2 Blue, 5.5 0.3 3 - Drying oil Pine resin Beeswax
Barbara, centre garment of (traces)

DO 5426 a man dammar (traces)

13-67-5 Blue-grey 3.2 0.8 3.6 - Drying oil Pine resin Beeswax

drapery of (traces)
a man on the dammar (traces)
left
St. Peter / St. Roch, left  02-18-4 Green 1.9 1.2 4.2 - Heat-bodied Spruce resin
wing drapery of linseed and (traces)
DO 5427 St. Peter walnut oil
ST. Paul / St. Sebastian,  02-18-3 Blue 1.9 1.2 4.1 - Heat-bodied Spruce resin
right wing background linseed and (traces)
DO 5428 St. Sebastian walnut oil
Master of the Olomouc Madonnas, Olomouc, 1510-1515, NG
Nativity of Christ 03-39-5 Lining of the 3.0 0.2 2.6 yes egg oil (traces) Pine resin Wax
from Trebarov near Virgin's cloak animal (traces)
Krasikov glue
P 647 (traces)

03-39-2 The Virgin's 2.2 0.9 4.6 - Walnut oil Pine resin Wax
garment (traces)
with brocade
design

Monogramist IP, Zlichov altarpiece, Passau, before 1526, NG
Christ the Saviour from  15-83-3 Surface glaze - - - - proteins
Death (centre) (traces)

P 4673

Notes: P=palmitic acid, S=stearic acid, A=azelaic acid, Su=suberic acid, Ch=cholesterol
CA=Cistercian Abbey in Vy3si Brod, NG=National Gallery in Prague, RCP=Roman Catholic Parish
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2 Unpublished laboratory reports, archive of
the chemical-technological laboratory, National
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3 Until 2013, infrared spectroscopy along
with Fourier transformation (FTIR) was among
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identification of organic components in the paint
and polychromy. Analysis was carried out in
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5 The panels of the Vyssi Brod Cycle were
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Magdalena Cern4 carried out further revisions
and restoration. Scientific examination of the
Votive Panel of Jan Ocko of Vlasim was revised
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Bulletin of the National Gallery in Prague XXVI1/2017 73



74

gotické reliéfy ze sbirek Ndrodni galerie v Praze,
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the transmethylation reagent Meth-Prep II
[(m-trifluoromethylphenyl)trimethylammonium

Bulletin of the National Gallery in Prague XXVI1/2017
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which was used for derivatisation of fatty acids
and resinous acids, and heated the samples

to 60 °C in an enclosed vial for one hour.
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ARCHIVE

Charles IV and His Legacy to the
Working People. The 1978 Charles IV
Exhibition Viewed Through Archive
Sources

TOMAS HYLMAR

The largest collection administered by the National Gallery in Prague Archive is the
collection associated with the institution itself, which contains an extensive range of
documents connected with the National Gallery’s activities. Within it we find numerous
materials regarding the exhibitions that have been organised, such as the 1978 exhibition
The Era of Charles IV in the History of the Nations of the CSSR, which is presented in
more detail in this study, primarily through citations from various documents. The
preparations for the exhibition did not develop according to the original plans. The
initial concept, designed by a team of medieval scholars, corresponded to the planned
exhibition name - Charles IV: His Era and His Works. However, based on a decision
made by the Central Committee of the Communist Party of Czechoslovakia (the

KSC), the exhibition and the preparatory team were expanded. The scientific workers
recommended by the KSC gained the upper hand. The exhibition was transformed into
a display of artworks and historical exhibits that fulfilled the ideological intentions of
the ruling political party. As such, they served mainly to provide proof of the success of
the Socialist regime.

Keywords “In general awareness, however, there remains
Nat?ogal Gallery in Prague Archive, Char'les IV, Jiri Kotalik, a simplified opim'on regarding Charles IV,
exhibitions, Prague Castle, the Communist Party of , X , ‘
Crechoslovakia which may be summarised in the phrase ‘Father
of the Nation’. The ideological schema for the
exhibition intends to non-violently rectify this
relic of bourgeois nationalistic beliefs, and
to show the contradicting unity of Charles
IV’s personality in the spirit of the Marxist-
Leninist approach to the role personality plays
in history.”™ The above sentences are only
two of many similar statements found in
the script for the exhibition planned to
commemorate an important anniversary of
Charles IV’s death, but they are sufficient
to indicate the direction in which the
entire event was aimed. In the vein of the
same contemporary rhetoric and empty
phrases - frequently even unusually
aggressive - additional commentaries were
published in the public media and in the
working documents for the exhibition. It
is specifically these internal records that
provide testimony about the preparations,
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DOBA KARLAIV. VDEJINACH NARODU CSSR

PRAZSKY HRAD, STARY PALAC-VLADISLAVSKY SAI

5 Poster for the exhibition The Era of Charles 1V in the History of the Nations of the CSSR, National Gallery Archive, Posters

Collection, Inv. No. APL 3455.

the changes that were mandated, and the
actual realisation of the exhibition as well
as the complications that arose during the
time the exhibition was being planned.
Such documents are primarily to be found
in the collections administered by the
Archive of the National Gallery in Prague.?
In 1978, the approaching 600th
anniversary of the death of Charles IV
literally called upon Czech cultural and
research institutions to remind everyone
of this event and the personality of this
important Czech and European ruler.
Independent events began to be planned
by the National Museum, the Archive
Administration of the Ministry of the
Interior of the Czechoslovak Socialist
Republic, Charles University, the Capital
City of Prague, and the National Gallery
as early as 1976. At their meeting of
21 June 1976, the members of the Expert
Committee for Landmark Conservation -
Vladimir Novotny, Sava Sabouk, Miroslav
Stépanek, Josef Krisa, and Zdislav Buiival
- recommended “organising an exhibition at
Prague Castle as the central event of a series
of propagandistic, ideological, and awareness-
raising events to commemorate this jubilee” The
committee also recommended “establishing
a steering committee and quickly designating
an institution that will be the owner and the

guarantor of this task.” Charles University
and the Czechoslovak Academy of Sciences
were suggested as the “core research centres
to evaluate the jubilee” > Further coordination
was then led by the Ministry of Culture of
the Czech Socialist Republic, specifically
the Deputy Minister of Culture and
Chairman of the Government Committee
for Exhibition Management, Josef Svagera.
The ministry supported the idea of
a central event and charged the National
Gallery with producing the exhibition. The
Ministry of Culture of the Czech Socialist
Republic thus assumed the function of
organiser for the exhibition, which was
given the working title Charles IV: His Era
and His Works, and the National Gallery was
the guarantor of the entire project, working
in collaboration with the network of
museums, galleries, and landmarks in the
Czech Socialist Republic, primarily with the
Office of the President of the Czechoslovak
Socialist Republic, Charles University, the
Czechoslovak Academy of Sciences, the
Archive Administration of the Ministry
of the Interior, and the Czechoslovak
Committee for Cooperation with UNESCO.
The first few working meetings of the
Preparatory Committee took place on the
premises of the National Gallery with
the participation of experts from several
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2 The ceremonial

opening of the exhibition.

From the left: Lubomir
§trougal, Gustav Husak,
Vasil Bilak, Milo$ Jakes,
and Jiri Kotalik. Photo:
Karel Mevald, CTK,

26 June 1978.
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institutions, specifically at the Sternberg
Palace at the start of 1977. The committee
comprised Dagmar Hejdové from the
Museum of Decorative Arts; Ivan Hlavacek,
Jaroslav Pegina, and Jaromir Homolka from
the Charles University Faculty of Arts;

Jifi Ma3in from the National Gallery; Jifi
Spé&videk from the Institute of Czechoslovak
and World History of the Czechoslovak
Academy of Sciences; Helena Johnova and
Dagmar Stard from the National Museum;
Josef Krasa and Emanuel Poche from the
Institute of Art History and Theory of the
Czechoslovak Academy of Sciences; Karel
Nyvlt from the Archive Administration;
Zdené&k Bufival and Ivan Sperling from the
Centre for National Landmark Conservation
and Protection of Nature; and Jifi Burian
and BedFich Tykva from the Landmark
Conservation Department of the Office of
the President of the Czechoslovak Socialist
Republic. The output from these meetings
consisted of the first concepts for the
exhibition, which corresponded to the
proposed name of the project - Charles IV:
His Era and His Works.* In order for the
Slovak Socialist Republic to not be left
aside, and for it to be at least symbolically
involved in the project, thus creating

a nationwide event, Jaromir Homolka
proposed that a concurrent exhibition of
Slovak Late Gothic art also be organised.’
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After examining the exhibition space
at Prague Castle on 16 February 1977,
the Preparatory Committee reached the
unanimous decision that two exhibitions
should be held. The first was to be an
introductory exhibition to that about
Charles IV and was to be devoted primarily
to the last years of the Pfemyslid Dynasty,
Pfemysl Otakar II (Ottokar II of Bohemia),
and art to the year 1300. Then the second,
main, exhibition would be the exhibition
Charles IV: The Era and Its Art.° Other
issues that were addressed considered
the inclusion of other buildings in the
exhibition, such as Karl3tejn Castle, as
well as collaboration with the National
Committee of the Capital City of Prague.
“Prague is, in essence, one large exhibition space
filled with objects of the era of Charles IV. These
will all be cohesively marked for visitors.” Solely
the Emmaus Monastery proved to be
a problematic site, because, as stated: “its
condition is dismal, and visitors are able to enter
only the cloister with murals.”

On 20 June 1977, the National
Gallery officially accepted the Ministry
of Culture’s commission to lead the
preparations for the exhibition. At that
time, the project concept defined at the
start of 1977 still applied: “The central focal
points of the exhibitions, which are to present
a very broad view of an important period in



Czech history, and emphasise the concept of
statehood and the level of culture in the Czech
lands as they existed during the rule of Charles
1V, will be Prague Castle, the Convent of Saint
George, and Saint Vitus Cathedral. Joining them
will be the Karolinum, the Emmaus Monastery,
and Karlstejn Castle. There shall also be an
associated exhibition covering the last of the
Piemyslids, with particular focus on Pfemysl
Otakar II [Ottokar II of Bohemia], and

a smaller exhibition presenting art prior to the
time of Charles IV. The exhibitions, organised in
the light of an historical assessment of Charles IV,
should capture not only the traditionally presented
artistic forms, meaning painting, sculpture, trades
and crafts, and architecture, but also other fields,
including literature, music, and theatre.”®

At the start of May 1977, the curators
finalised the list of sculptures, panel
paintings, and book illuminations for the
exhibitions, as well as a list of artistic
craft objects and archive materials. At this
point, they were able to start focusing
on the scripts for individual exhibition
sections. The document completed in mid-
August enables us to briefly reconstruct the
form that the exhibitions took on in the
Old Royal Palace, the Vladislav Hall, the
Convent of Saint George, the Saint George
Basilica, and Saint Vitus Cathedral.

The entry section of the exhibition,
entitled The Oldest of the PFemyslids
and held in the Saint George Basilica was
described as follows: “[...] it will cover the
period from the mid-9th century to the mid-
11th century. [...] The exhibition will present
the findings made during the research conducted
both in Prague Castle as well as elsewhere, the
remnants of material culture and skeletal remains
of members of the Piemyslid family.” Bedfich
Tykva, Jifi Burian and the anthropologist
Emanuel VI¢ek were in charge of organising
this exhibition.

The exhibition was to be continued on
the ground floor of the Old Royal Palace.
This section, entitled The Pfemyslid State,
would comprise “artefacts documenting
national, economic, and cultural developments
in the Piemyslid State from 1085. [...] The
aim of the exhibition is to provide more insight
regarding the personality of Piemysl Otakar
IT (the genealogy of the Premyslid family,
biographical information, the concept of the
Bohemian state, intra-national and international
relations, traditions of the PFemyslid Dynasty.”
The organisation of this section was also
entrusted to Bedfich Tykva and Jifi Burian.

The Column Hall of Wenceslas IV would
house an exhibition intended “to create
a link between the last of the Premyslids and
the era of Charles IV. The aim is to capture the
start of artistic development, and primarily to

introduce a rare collection of sculptures pre-dating
the time of Charles IV. All of the individual
iconographic categories will be represented, ranging
from the oldest type of enthroned Madonnas to
standing Madonnas and figures of saints, and,

in particular, a series of expressive crucifixes

and pietas. [...] The exhibition will capture the
developments in book illumination with a very
unique set of manuscripts.” This part of the
exhibition was placed mainly in the charge
of Marie Kotrbova from the National
Gallery.

All of the Vladislav Hall was to be
allocated for the most significant part of the
project, where, as stated in the documents:
“an entirely new exhibition will be presented. Tis
central focal point will be the Crown of Saint
Wenceslas, not just as the leading example of
art from the era of Charles IV, but also, and
primarily, as a symbol of Czech statehood.
Additional collective exhibits will be associated
with this central display, including an historical
section and a section representing the art of the
era of Charles IV. The historical section will
be supported by unique archival documents,
descriptive graphs, maps, and other documentary
materials, including materials illustrating the
material culture of that time. [...] they will be
supplemented with documentation covering the
fields of theatre, literature, and music. Art will
be presented in the Viadislav Hall by means of
samples of the artistic trades and crafts. Of the
most important exhibits, let us at least mention
the goldsmith works from the Treasury of Saint
Vitus Cathedral, the Pirna Antependium, and
others. In extremely close association with this
group of artefacts, there will be an exceptional
display of book illuminations. For instance, there
will be a series of manuscripts made for John of
Neumarkt. Tt is planned that the exhibits in the
Viadislav Hall will include original statues from
the Old Town Bridge Tower.” Jifi Magin and
Dagmar Hejdova were placed in charge of
the Vladislav Hall.

The inclusion of Saint Vitus Cathedral “is
being considered as a separate tour route with an
added exhibition. The exhibition design will be in
unity with the Gothic interior, which is an exhibit
in and of itself, containing numerous valuable
elements of the original artistic decorations. The
guiding factor is to emphasise the space, and to
complete it with light, so that without any changes
to the current arrangement of the interior, its
original architectural concept stands out as well
as the preserved relics from the era of Charles
IV.” In association with this, there were
thoughts of providing access to the Saint
Wenceslas Chapel, and the organ loft
gallery, which would provide a view of the
chancel and the old sacristy. Jiff Burian
and Bedfich Tykva were charged with the
preparations.
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Quite recently, the National Gallery had
opened an exhibition in the Convent of
Saint George that presented a Collection
of Old Czech Art, consisting of a selection
of sculptures and panel paintings. The
existing displays were to be “supplemented
with several borrowed panel paintings - the
Madonna of Zbraslav, the Vysehrad
Madonna of the Rains, and the Holy Trinity
of Wroctaw”? Jifi Ma3in and Ladislav
Kesner of the National Gallery were
entrusted with planning and supplementing
the exhibition.

During its meetings, the Preparatory
Committee also proposed the structure of
the exhibition catalogue. It was to consist
of an historical introduction, followed by
two basic sections corresponding to the way
in which the exhibition was divided. The
section entitled “The Era” would contain
the chapters “The Figure of Charles IV,
“The Development of Czech Statehood”,
“The Economic, Political, and Ideological
System”, and “Schooling, Education, and
Language”. The next section, bearing the
title of “Art”, would be broken down into
the chapters “Architecture and Urbanism”,
“Plastic Art”, “Wall and Panel Painting
and Book Illumination”, “Artistic Trades
and Crafts”, and “Literature, Theatre, and
Music”. This would be followed by a list
of the exhibits. The committee appointed
Jifi Magin as the catalogue’s editor. Jifi
Spévacek, Emanuel Poche, Ivan Hlavagek,
Dobroslav Libal, Karel Stejskal, Jaroslav
Pesina, and Josef Hrabak were asked to
write the expert texts.

A critical reversal in the preparations
for the exhibition occurred at the end of
1977: “Given its ideological importance and
international political aspects, it is necessary for
the entire matter to be assessed by the Presidium
of the Central Committee of the Communist Party
of Czechoslovakia,” and thus the supporting
materials were brought to the table for
discussion by the highest level of the ruling
Communist Party of Czechoslovakia (KSC).
Although, at its meeting on 22 December
1977, the Presidium of the Central
Committee of the KSC adopted a resolution
officially confirming the organisation of the
exhibition commemorating the anniversary
of Charles IV’s death, it also became
involved in the preparations. Gustav Husak,
who was the First Secretary of the Central
Committee of the KSC and President of the
Republic, took over the auspices for the
exhibition. The exhibition was to become
a mainstay event conceived as a “national
representative action of the highest significance”.
The Presidium’s resolution, signed by
Lubomir Strougal (who was one of the best-
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known proponents of the “normalisation”
underway at the time), and by Josetf
Koré&ik (the main representative of the
conservative current in the KSC), proposed
“organisationally political measures”. Primarily,
these consisted of expanding the exhibition
to inappropriate levels associated with the
era and personality of Charles IV, either
marginally or not at all. The exhibition
was to be newly planned, “with special
emphasis placed on the progressive traditions of
our statehood - from the time of Samo’s Empire,
particularly the Great Moravian Empire as

the first state on Slav territory, covering the
systematic development of the Pfemyslid State, to
the burgeoning of the Czech state under Charles
1V, and its evolution into the Hussite revolutionary
movement as the peak period of revolutionary
traditions, as well as other periods connected with
these progressive traditions of the past, including
the Czech National Revival, the Revolutionary
Workers’ Movement, the establishment of an
independent state in 1918, and ending with

a section dedicated to the 60th anniversary of the
establishment of this state in the same year that
we are celebrating the Victorious February as the
decisive turning point in our modern history.”
After many more such wordy phrases, we
find out the other task the exhibition is
meant to fulfil: “The exhibition will be focused
on strengthening national traditions in the spirit
of socialist internationalism; however, at the
same time, it will also be an active ideological
offensive against the events being planned in West
Germany, which will apparently be carried out
in a light that is reactionary and revanchist.”
The definition of the exhibition’s mission
went on to say: “The concluding section of

the main part of the exhibition will incorporate
progressive traditions linked to the celebration of
the 60th anniversary of our independent state in
1978.” This one brief sentence out of the
entire protocol ultimately evolved into an
extensive exhibit of socially engaged art
and displays associated with the ruling
political party. As a result, this part of the
exhibition was considered to be critical by
the Central Committee of the KSC.

In the cited meeting minutes, there was
also mention of an updated interpretation
of the historical period during the rule of
Charles IV and of the ruler himself: “The
personality of Charles IV and his political and
cultural works will be presented in a new Marxist
light. Tt will be critically interpreted using the
conclusions from the most recent analytical work
carried out by Cgech researchers, also taking
into account the findings of historians, historical
archaeologists, art theorists and historians, and
other experts specialising in the Late Medieval
Period in the Socialist countries, as well as the
positive works of those researchers in Western



Europe who have extricated themselves from the
narrow nationalist and chawvinist interpretation
of Czech history.”2

Based on the resolution adopted by the
Presidium of the Central Committee of the
KSC on 22 December 1977, Jifi Kotalik,
who was the Director of the National
Gallery, was appointed as the Exhibition
Commissioner and also as the guarantor of
the artistic section,® and Jiff Masin, Helena
Johnovi, and Ivan Jank® were named as
his assistants. At that time, Ivan Jankd was
the Deputy Director of the Office for the
Administration of Cultural Institutions. The
actual implementation of the exhibition
was placed in the hands of the state-owned
exhibition management organisation
Vystavnictvi n. p.; the Exhibition Secretariat
was led by the Office for the Administration
of Cultural Institutions; and Kratky film
(the state-owned film producer) was put in
charge of promotion and representation.
The National Gallery, specifically Ji¥i Ma3in,
was entrusted with the artistic section of
the exhibition, including the arrangements
for the borrowing, restoration, and
transport of exhibits. Materials of an
historical nature were the responsibility of
the National Museum, specifically Helena
Johnova. Josef Podmourny, Martin Troster,
and Bohumil Ullrich were called upon to
collaborate in preparing the architectural
design for the exhibition, and Rudolf
Duchéag, Karel Panek, and Bedfich Votruba
were asked to prepare the artistic design.

The date for completing a new,
expanded exhibition scenario was set as
15 January 1978. Its author, Jifi Kotalik,
was also assigned the task of convening
a Working Committee in order to ensure
that “maximum political effect is achieved”.
The proposed committee consisted
primarily of representatives of the ruling
apparatus: “The Working Committee is headed
by Lubomir Strougal, Prime Minister and
Head of the Government of the Czechoslovak
Socialist Republic. The committee’s vice-chairmen
are the Prime Minister of the Czech Socialist
Republic Josef Korédk, the Secretary of the
Central Committee of the KSC Josef Havlin,
the Chairman of the Czech National Council
Evgen Erban. The committee’s members comprise
the Minister of Culture of the Czech Socialist
Republic Milan Klusdk, the Minister of Culture
of the Slovak Socialist Republic Miroslav Vilek,
the Head of the Office of the President of the
Czechoslovak Socialist Republic Josef Haman,
the Deputy Minister of Foreign Affairs Medislav
Jablonsky, the Deputy Minister of the Interior
of the Cgech Socialist Republic Bohumil Hanus,
the Deputy Minister of Culture of the Czech
Socialist Republic Josef Svagera, the Chairman of

the Czechoslovak Academy of Sciences Jaroslav
Kozesnik, the Rector of Charles University Zdenék
Ceska, the Vice-Chairman of the Czechoslovak
Academy of Sciences Josef Poulik, the Director of
the Archaeological Institute of the Czechoslovak
Academy of Sciences in Nitra Bohuslav
Chropovsky, the Director of the National Gallery
Ji#i Kotalik, the Director of the National Museum
in Prague Adolf Cejchan, and the Director of

the National Museum in Bratislava Antonin
Hrabovstiak. "

The Exhibition Commissioner Jifi Kotalik
immediately saw how demanding the new
task would be from the perspective of
time. Therefore, in his report addressed
to Josef Svagera, the Deputy Minister of
Culture of the Czech Socialist Republic, he
requested the participation of additional
individuals in the committee, who would
“actively cooperate during the preparation of the
critical initial materials of an ideological nature,
taking into account their universal knowledge
of the ideologically political, historical, cultural,
art-historical, and architectural issues associated
with the exhibition” ™ Looking back at things
today, Kotalik’s request sounded very far-
sighted, as it would transfer the unpleasant
task of dealing with ideological issues to
someone else - and he was successful in
his attempt. Support staff were assigned
to him, consisting of the Head of the
Landmark Conservation Department of the
Office of the President of the Czechoslovak
Socialist Republic Josef Ko¢i, the Head
of the Cultural Division of the Central
Committee of the KSC Miroslav Miiller, the
Head of the Mass Media Division of the
Central Committee of the KSC Otto Cmolik,
and the Director of the Marxist-Leninist
Institute of the Central Committee of the
KSC Zdeng&k Snitil.

In the interim, the issue of the
exhibition’s name was addressed, because
neither of the previous proposals - Charles
IV: His Era and His Works and Charles IV:

The Era and Its Art - corresponded to the
requirements. However, “Charles IV” had
to be included in the name, as “the name

of Charles IV is important given the 600th
anniversary [of his death] that is included in
the UNESCO Calendar of Anniversaries”.*®
Jifi Kotalik also consulted with the Czech
Language Institute of the Czechoslovak
Academy of Sciences regarding the precise
name of the exhibition. The outcome
from all of the meetings was the proposed
exhibition name of The Era of Charles IV in
the History of the Nations of the Czechoslovak
Socialist Republic. Other names that were
suggested but ultimately rejected included
Charles IV and His Era: The Tradition of
Statehood in the History of Our Nation,
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Charles IV and His Era in the History of the
Czech and Slovak Peoples, and Charles IV and
His Era in the History of Our Nations.

On 24 January 1978, Jifi Kotalik sent
Josef Svagera a report about the planned
contents and spatial arrangement for the
exhibition, the scenario for the art history
section of the exhibition, and a proposal for
promotional events. The new concept for
the exhibition included three basic sections,
as well as a supplement covering the period
from the Hussite Movement to the present
day.

The first section of the exhibition,
installed in the underground area of the
Old Royal Palace, including the former
ground floor of the Sobé&slav Palace and
the space below the All Saints’ Chapel,
presented exhibits associated with the early
days of the Czech state and the Czech state
during Pfemyslid rule. The second part of
the exhibition began with displays covering
the accession of the Luxembourg Dynasty
to the Czech throne and the art of the
very early 14th century, all situated in the
room that once housed the Old Land Rolls.
The exhibition continued in the arcade
spaces of the Gothic palace, including
a presentation of Prague Castle as the seat
of state power. The organisers planned to
devote the Prince’s Chamber to architecture,
monumental painting, and sculpture from
the era of Charles IV. The Charles Hall
and adjoining arcades were designated for
displaying other artworks dating back to
the time of Charles IV and the Bohemian
Royal Crown. In the Old Registry Office,
the curators installed exhibits associated
with the Lands of the Bohemian Crown
under Charles IV. This was followed by
panels documenting Charles IV’s foreign
policy installed in the Hall of the Bohemian
Chamber. The Column Hall was to house
exhibits telling the history of Charles
University, and marked the end of this
section of the exhibition. The third and
final section of the exhibition took up
the entire Vladislav Hall. Here, themes
only loosely associated with Charles IV
were to be presented. A collective of
historians, headed by Josef Koé¢i, defined
eight basic thematic areas: (1) “Hussite
Traditions in Our History and the Present
Day: The National Response to the Hussite
Movement”; (2) “The Czech State under
the Hussite King George of Pod&brady”; (3)
“The Rise and Fall of the Czech State, and
the Slovaks under the Hungarian Kingdom
and in Relation to the Czech Lands”;

(4) “The Czech and Slovak Struggle for
National Independence and the Rise of the
Working Class”; (5) “The Beginnings of the
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Czecho-Slovak Republic: From the Great
October Socialist Revolution to 28 October
1918, and the Battle to Define the
Republic’s Character”; (6) “The Struggle of
the Working People under the Leadership
of the KSC”; (7) “The Socialist Victory in
Czechoslovakia”; and (8) “Our Socialist
Present Day”.”

The Exhibition Committee granted
their preliminary approval for the spatial
arrangement. The only issue that was
readdressed was whether the Charles
University exhibit should be moved to
the Vladislav Hall, but the suggestion was
not accepted: “We insist that, in the final
exhibits associated with Charles IV, the space
of the Column Hall be devoted to educational
exhibits, and to the developments in knowledge
during the Middle Ages and of Charles University
with a focus on the ideological roots of the
Hussite movement in the thinking environment
of Charles’s institution of higher learning. This
logically belongs within the era of Charles IV and
objectively marks the end of this section of the
exhibition. Tts relocation to the Vladislav Hall
would mean an overvaluation of the influence of
the university on the Hussite movement, one which
corresponds to certain concepts found in Czech
bourgeois historiography.”®

The direct inclusion of other structures
of Prague Castle in the exhibition was no
longer being considered. The Convent
of Saint George was to be used only to
“present documentation of Cgech artworks dating
back to the era of Charles IV represented in
collections abroad, thus providing proof of the
ruler’s international importance”. Tt was stated
that Saint Vitus Cathedral “will not be a part
of the exhibition; however, appropriate lighting
and signage will be used to highlight works directly
associated with the Luxembourg Dynasty for any
interested exhibition visitors”

After the contents and spatial
arrangements for the exhibition were
finalised, the only remaining task was
to finish a complete and detailed script.
Josef Koéi and Ivan Kremp, the Deputy
Director of the Director of the Marxist-
Leninist Institute of the Central Committee
of the KSC were the main authors and
editors of the script, and they led other
research staff from the entire country.
Other individuals who participated in
completing the script included Jiff Ma3in,
Jifi Burian, and Bedfich Tykva; Antonin
Faltys, Jan Galandauer and Véclav Brabec
from the Marxist-Leninist Institute of the
Central Committee of the KSC; Miroslav
Kropildk, Pavol Hapak, Pavol Horvit,
Richard Marsina, and Vladimir Matula
from the History Institute of the Slovak
Academy of Sciences; Jaroslav Pur3 from



® 3 View of the Vladislav
Hall. Photo: Jifi Karas,
CTK, 1978.

the Institute of Czechoslovak and World

History of the Czechoslovak Academy of
Sciences; Josef Poulik from the Archaeology
Institute of the Czechoslovak Academy of
Sciences, and Bohuslav Chropovsky from
the Archaeology Institute of the Slovak
Academy of Sciences.

On 7 March 1978, the Working Committee
met with the Secretary of the Central
Committee of the KSC Josef Havlin. At this
meeting, Kotalik received several criticisms
regarding the script: “The script needs to more
accurately define the connection between the era
of Charles IV and the Hussite Movement. The
Hussite social revolution grew out of societal
conflicts, which already existed under Charles IV.
There is an inadequate explanation of the position
of the people during the era of Charles IV. The
recommendation is to more broadly describe the
period of the nationalist struggles for liberation
as the starting point for the rise of the working
class to power. The script also needs to be
supplemented regarding the unification of national
culture in 1048, the merging of the Communist
Party and the Social Democrats in 1948, and
the election of Klement Gottwald as the President

of the Republic. Taking into account our foreign
policy relations with the Polish People’s Republic,
presenting too broad a range of exhibits associated
with the Polish territory, which was a part of
Charles IV’s empire, is not recommended. There
is somewhat too much focus on the period prior to
the Luxembourg Dynasty’s accession to the Czech
throne, and it is recommended that it should be
abridged. In the case of exhibited religious items,
more emphasis should be placed on social aspects,
the high quality of arts and crafts, and the
culture of the people. All of the included religious
buildings should be supplemented with exhibited
architectural elements, which are to be presented
as works of art and not as objects associated with
a religious cult."

After revisions to the older scripts, the
Pfemyslid and Luxembourg sections of
the exhibition could be forwarded for
realisation. The most problematic turned
out to be the section of the exhibition
in the Vladislav Hall. Josef Koé&i and
his team attempted “to match the value
of the historical exhibits”.* The oft-cited
“operational solution for the Vladislav Hall” was
gradually transformed into a great feat of
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improvisation. The meeting minutes are
filled with ideas for exhibits and solutions
for the spatial arrangement: “Because, as

we approach the present-day, documentary-type
exhibits are less attractive from the perspective of
external appearance and effect, there is a need to
look for exceptionally impressive items to include
among the exhibited items, which will have an
effect thanks to their attractiveness, or will have
an impact not only on the mind but also on

the eyes and heart. [...] In addition to archival
exhibits, there should be written materials of

an extraordinary nature and significance from
the perspective of their form, such as books
containing the presidential oath, the presidential
flag, documents appointing ambassadors, official
gifts presidents have received from the USSR

and other socialist countries, etc., as well as
objects that are not to be seen otherwise. [...]

A row of life-size statues, representing industrial
and agricultural workers, symbolising the
country’s defence, science, and culture, should be
installed along the central axis."** The number
of action statements continued to increase:
“In the final realisation, the closing gradation

in relation to the present day is crucial. It must
serve to support the working class, as a reflection
of proletarian internationalism. The political
effects are important. [...] Each individual
exhibit must be treated as a precious gem. It is
recommended that the key leading element be a red
flag suspended over the entire room, transforming
into the closing motif on the facing wall. This will
cover the undesirable entrance to the chapel. The
wall will symbolise the entire path of our new
history. [...] A red flag should be hung in the
space and a diorama installed - the victory of the
working people. One possibility to consider is that
of a worker with a top-quality product made by
human hands, such as a turbine. With respect to
lighting, it must give the space an almost magical
effect. At the same time, a certain level of dimness
must be maintained. The designers recommend
that stained glass made of rough etched glass with
designated themes be used for the windows.”®
Nevertheless, neither a practical solution
nor a final script were in sight.

From the protocols that have been
preserved, we are able to find out how
things, such as sculptures, painting,
and display cases, were moved around,
and various quotations were used to
fill available spaces. The inadequate
representation of Slovakia led to the further
revision of the exhibition. As late as
June 20, there were “changes in the concluding
dominant element, and the section about state
care for the working and living environment and
the development of architecture and urbanism
was almost completely omitted. In order for these
changes to not be reflected in a decrease in the
overall impression and ideological effect of the
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final section of the exhibition, it is of the utmost
necessity that no further reductions be made in
the content, and there must not be any concessions
made at the level of the exhibition solution and
arrangements or in any of the details overall”.?*

The design for the final exhibit, bearing
the title “The History of Our Nations
in Modern Times” and installed in the
Vladislav Hall, was finally completed and
corresponded to the concept recommended
by the Central Committee of the KSC -
meaning from the Hussite Movement to
the present-day. In addition to objects from
historical museum and archive collections,
the exhibition was supplemented with
paintings and sculptures, primarily by
artists representing socially engaged art, as
well as artworks by other artists misused to
support the ruling regime. As a result, the
exhibition included works by Mikolas Aleg,
Josetf Viclav Myslbek, Ludovit Fulla, Rudolf
Pribi3, Josef Malejovsky, Karel Pokorny,
Josef Capek, Jozef Kostka, Antonin Pelc,
Max Svabinsky, Jan Zelibsky, Emil Filla,
Vincenc Makovsky, Jan Lauda, Karel
Soudek, Vladimir Sychra, Adolf Z4abransky,
and Jan Stursa.”

The preparations for an audio-visual
exhibit entitled “The Apotheosis of Socialist
Work” were being carried out in the same
spirit. There was talk about running
a documentary film in a continuous loop
as early as February 1978. On 5 April, the
Preparatory Committee decided the film
would be produced and included in the
exhibition. The aim was to present “a film
kaleidoscope showing life in the CSSR. The main
theme of the polyekran [multi-screen] production
will be the apotheosis of Socialist work and the
well-developed world of Socialist and moral
values. The projection, using nine television sets
with the continuous running of the four- to five-
minute film, aims to present the individual aspects
of our political, economic, and cultural life”.

20 The director of the state-owned Kratky
film production company, which was
commissioned to make the film, selected
director Pavel Hobl and stage designer
Vladimir Nyvlt to make the film.

The film was a typical example of the
ruling regime’s propaganda. It started out
with a procession of people, followed by
a crowd listening to Klement Gottwald,
shots of Antonin Z4potocky, and views
of blast furnaces, dam construction, and
a row of moving combines. The filmmakers
created the middle section of the film
using shots of artworks by the Master of
Tteboti (Master of Wittingau), the Master
of Vy3si Brod (Master of Hohenfurth), and
Theodoric of Prague, as well as views of the
Crown of Saint Wenceslas, Karlstejn Castle,



and HradCany (Prague’s Castle District). The
documentary continued with a procession
of the Pioneer Organization of the Socialist
Youth Union, and a shot of Gustav Husik
taking the presidential oath. The next
section of the film was devoted to Prague,
specifically evening shots of the historical
centre and newly built housing estates. The
film ended with a view of the High Tatras
and the launch of the rocket carrying the
Czechoslovak astronaut Vladimir Remek.”
On 20 June 1978, during an inspection of
the exhibition, the Preparatory Committee
decided that “the audio-visual part is cancelled
in its entirety”.?

Jifi Kotalik finally resolved the long-
ongoing issue regarding captions: “As per
the committee’s critical recommendation, the
captions do not include the names of any religious
institutions as the owners of the exhibits. In the
case of archive materials, only the main name
of the archive is specified and the individual
archive collections are not mentioned if they are
associated with a religious institution. For the vast
majority of the other exhibits, which are from state
institutions, archives, museums, and galleries,
the location where they are stored is specified.

I consider this to be necessary, partly because
it will emphasise the countrywide nature of the
exhibition.”

The actual exhibition had to be built into
the landmark objects of Prague Castle. This
required the construction of new wood
floors and stairways, safety barriers, and
the laying of carpets. Of course, the lighting
and air conditioning had to be addressed as
well. The minutes from the meetings held
at the highest level indicate the problem-
free progress of the tasks. The situation
is different in the minutes from working
meetings of the implementation teams. The
sentence “In the case of Vladislav Hall, all of the
supporting materials for further work are lacking,”
became a standard part of every protocol.
It was also difficult to accommodate the
requirements of the lending institutions:
“The Central State Archive has such requirements
for lighting and air conditioning that, based on
these requirements, the exhibition is completely
impossible to realise no matter how much the cost
would increase.”® Additionally, a complicated
issue arose regarding the cooperating
staff: “In the given situation, tasks are being
performed under the strong influence of a number
of advisors and other workers, the vast majority
of whom hold no direct responsibility for the
event. The activities of this group of workers
take the place of the quite passive functioning of
the Exhibition Secretariat. The entire situation
is rescued by the operational approach taken by
the exhibition’s General Commissioner, which
makes it possible to resolve many problems

and approve documents while maintaining full
operations and production conditions.”* Jifi
Kotalik shared the fact that not even those
with the highest authorisation were active
enough in his letter to the Deputy Minister
of Culture Josefa Svagera when he wrote:
“The Exhibition Commissioner and his colleagues
from the National Gallery consider it to be of
the utmost importance for Dr. Josef Koéi and his
colleagues from the Office of the President of the
CSSR to actively cooperate during the preparation
of critical and fundamental materials of an
ideological nature considering their comprehensive
knowledge of the ideological political, historical,
cultural, art-historical, and architectural issues
associated with the exhibition, including their
realisation on the premises of Prague Castle.”

The problems that existed with the state-
owned exhibition management organisation
Vystavnictvi n. p. escalated into a dispute
between Jiff Kotalik and Oldfich Jendrulek
at the beginning of May, when the
organisation performed certain tasks
without discussing them first. Kotalik sent
a critical letter, to which Oldfich Jendrulek
replied only briefly, stating: “If, from the
very beginning, we had not started working even
without the appropriate supporting materials
and in clear conflict with valid regulations, it
would not even be possible to consider opening the
exhibition prior to the end of this year.”s

By the end of May 1978, Vystavnictvi
n. p. had completed the rough structures
for the exhibition, including the panels,
stained glass windows, lighting, and the
majority of the display cases. All that
remained was the solution for the air
conditioning: “The climatic conditions are
catastrophic, and, unless they are changed
through the installation of air conditioning
equipment, it is absolutely impossible to display
any archive materials, manuscripts, and, of
course, paintings.”> It was at this time that
the Minister of culture, Milan Klusak,
asked for a progress report regarding the
preparations for the exhibition. Kotalik
replied immediately, stating: “We are
completing the tasks associated with installing the
exhibition and arranging the cases according to
the agreed schedule. We are doing so despite the
fact that the Vijstavnictoi organisation has not
delivered the required conditions for these tasks
by the designated deadlines, and, as a result,
we are exposing valuable artistic and historical
materials to risk in conflict with the rules and
guidelines for their protection, which are otherwise
strictly followed by the National Museum and the
National Gallery.”> Helena Johnova added
her criticism: “We started arranging objects
in the cases in the Vladislav Hall in a situation
when only some of the cases have been finished,
and craftsmen are still carrying out rough work
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around us. We therefore decided that, once the
arranging tasks have been completed, glass will
be installed immediately and, in addition, the
cases will be covered with protective foil against
dust as well as wood and metal shavings that
might have a negative impact on the exhibits.
The same circumstances continue to exist for the
tasks to be carried out in the next days. In the
Romanesque cellar spaces, the security display
cases were completely missing and they were
being made during the day on which, while this
work was underway, we had to arrange archive
materials that are of an entirely unique nature.”3
However, after a personal inspection
carried out by Milan Klusék, all of the
required preparatory tasks were quickly
finished.

The installation of the paintings,
sculptures, and other exhibits was
completed on 20 June. During the next
two days, army conscripts and members
of the border guard practised the activities
they would carry out during the actual
exhibition. On the morning of 26 June,
the Bohemian Crown Jewels were moved.
This was followed by a press conference,
a tour of the exhibition for the press, and
the official opening of the exhibition with
the participation of the President of the
Republic and the Presidium of the Central
Committee of the KSC.

The only remaining task was to
distribute the commemorative medals and
remuneration. Jiff Kotalik considered the
compensation proposed for the designers
to be excessive, in one case even calling
it “impertinent exploitation”.’” The definitive
end of the exhibition was marked by the
awarding of the Klement Gottwald National
Prize to the collective of workers.

The issue of how the exhibition would
be promoted was addressed in parallel
with the preparations and was firmly
managed from the very start: “On the basis
of the Preparatory Committee meeting held on
26 January 1978, all of the media events will
be coordinated by the appropriate division of the
Central Committee of the KSC. [...] The concept
behind the event and the historical aspects of the
individual sections of the exhibition, as well as any
other issues associated with the exhibition, will be
explained to the representatives of chief editors and
the lead writers of culture columns, so that they
will be prepared in advance as to how to respond
properly and do not digress to a bourgeoise and
nationalistically conceived celebration of Charles
IV. The aim is to promote statehood, not Charles
IV, Graphic artist and painter Milan
Hegar proceeded in the same vein when
he designed a poster “with the main motif
being Prague Castle, which best expresses the
purpose of the exhibition within the context of the
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continuity that begins with the historical birth of
our nations and has led to a Socialist society. [...]
The poster will not highlight the motif of the era of
Charles IV, but rather the motifs of statehood.”>

The organiser of every important
exhibition generally also planned to publish
an accompanying publication. As early as
February 1978, the Preparatory Committee
started working with the possibility
of publishing two extensive expert
publications as well as a brief guide to the
exhibition. The first publication was to
be an anthology, approximately 400 pages
in length, covering the culture and art of
the era of Charles IV;# the second was
planned as an exhibition catalogue of no
more than 100 pages that would comprise
essays about the mission of the exhibition
and a selection of the most important
works.# To speed up the publication of the
anthology, a book currently being prepared
for publication - Jiff Spévacek’s Karel IV.
Zivot a dilo (1316-1378)** - was submitted
to the Central Committee of the KSC for
evaluation with the intent that the expert
text from it would be used. In the opinion
of Josef Ko&i: “It is possible to accept this
synthetic work, the publication falls within the
realm of logic and realism; however, from the
perspective of Marxist-Leninist ideology, it is
a weaker work, founded more on a positivist
approach. Tt is also lacking information about
a closer relationship to the Hussite Movement,
to the people as a social force. [...] Overall, the
content of the publication is in no way damaging,
but it is not of a high standard. Nonetheless,
at this time there is no better publication with
a similar focus.”.# The proposed modification
of the study, so that: “after revision, the text
would be of a significant cultural and political
nature”,* was not accepted.

Due to time restrictions, the organisers
ultimately decided to publish only an
exhibition guide: “A guide to the exhibition
will be prepared for the broadest possible range
of visitors, which will accurately explain its
mission and how it is arranged. [...] Rather
than containing the standard list of exhibits, this
guide will present a popular science interpretation
of Czecho-Slovak history from the Marxist-
Leninist viewpoint, with emphasis placed on the
revolutionary and progressive traditions of the
past.”®

At that time, the production of a standard
book of this scope generally took six
to nine months. After exploring all the
possibilities for speeding up this process
at printing companies in Prague, Opava,
and Ostrava, it was determined that: “There
is no printing company that is able to accomplish
this task within such a short time.” The only
solution was to use a magazine printing



service; however, this was at the expense
of quality: “It must then be expected that it
will be of a newspaper nature.”** As a result,
only this guide was published shortly after
the exhibition opened, and its character
corresponded to the mediocre quality of the
print materials of the time.¥

Despite the problematic issues as
described above, the exhibition The Era
of Charles IV in the History of the Nations of
the CSSR became the event of the year.
However, due to the intervention of the
ruling political apparatus, the originally
planned, expertfocused presentation
corresponding to the initially proposed
exhibition title of Charles IV: His Era and His
Works evolved into a managed exhibition
that partly eliminated historical facts and
presented ideologically motivated art and
historical exhibits. These primarily served
to document the success of the Socialist
regime. Nonetheless, the exhibition did
successfully serve to also put together an
exceptional amount of historical, artistic,
and archival items from periods not
associated with the ruling Communist Party.
Of course, the official assessment of the
exhibition that was prepared was positive.
The same standard phrases used in the
very first scenario for the exhibition did
not bring any new conclusions, and even
the person of Charles IV was forgotten
in the final protocol. The reaction in the
domestic media “whose ideological management
was managed directly through the Central
Committee of the KSC, unequivocally confirmed
the correctness and legitimacy of this direction
taken by the exhibition.” As far as criticism
from abroad was concerned, Josef Bene$
from the Ministry of Culture of the Czech
Socialist Republic, who authored the
final report, remained indifferent, stating:
“If, in some cases, we have been criticised for
associating progressive traditions from the past
with the present-day, and it has been pointed
out that this does not relate to the era of Charles
1V, it specifically gives our exhibition a positive
meaning”+®

The preserved paperwork from the
exhibition brings to light hitherto unknown
information about the preparation,
improvisation, shortages of material,
and, in the most extreme case, the risk
of damage to the exhibits. This was
certainly the result of the unusually short
implementation period, when the designers
had to concurrently resolve not only issues
associated with the concept, the contents,
the project, and the artistic and production
preparations, but also the tasks assigned
directly by the Central Committee of the
KSC. Any possible expert research, as well

as involvement in the events taking place
in what was then Western Europe, were
placed on the back burner.®

This paper was reviewed.
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REVIEWS

Milena Bartlova - Jindf¥ich Vybiral et al.,

Building a State. The Representation of
Czechoslovakia in Art, Architecture and

Design
UMPRUM, Prague 2015

MILAN PECH

In late 2015 / early 2016, the Academy
of Arts, Architecture and Design in
Prague (UMPRUM) worked with the
National Technical Museum in Prague to
organize the exhibition Building a State.
The Representation of Czechoslovakia in Art,
Architecture and Design. The exhibition
was primarily dedicated to former
Czechoslovakia's policy of creating and
visualizing a state and national identity at
home and abroad, e.g. through government
offices, large-scale urban and rural planning
projects, colossal engineering schemes,
monuments with sculpture and painted
decoration as well as industrial design,
coins, banknotes, foreign art commissions
and exhibitions abroad. An extensive
publication by a large group of authors -
instructors and students from the Academy
of Arts, Design and Architecture as well
as other contributors - accompanied the
exhibition. The book is the final result
of a research project undertaken by the
Department of Art Theory and History
of the Academy of Arts, Design and
Architecture called “Art, Architecture,
Design and National Identity”.

The examination of identity in all its
forms has become both a topical and
very popular theme. The Building a State
represents a major contribution to the
discussion. That the book deals with
the presentation of a state that has been
defunct for twenty-five years enabled its
authors to take a dispassionate look at the
material. In Czechoslovakia - a politically
unstable state based on artificially created
ethnic Czecho-Slovakism - culture became
a key element in building a state identity.

According to Milena Bartlova, exhibition
curator and co-author of its catalogue,
culture played a greater role in building
state identity than in any other country.

The book consists of nine chapters plus
four brief looks at specific questions (the
Modern Gallery, Czechoslovak participation
in the Venice Biennale, Art Centrum and
the character of the Czechoslovak state).
Each chapter includes monographic surveys
of selected artworks and artefacts serving as
a wider referential framework.

While the chapters work independently,
they are also connected by some through-
line references. Interpretations of certain
phenomena may differ from chapter to
chapter, but are no less convincing as
a result (for example, the opinions of
Milena Bartlovad and Anna Hejmova on
the national Sokol gymnastics exercises,
the Spartakiades / pp. 20 and 169). These
differing opinions in fact attest to the
complicated nature of the respective
topic, which the attentive reader is thus
compelled to ponder. An attractive
tension exists between the chapters on
folklorism, modernization and ‘inter-
national’ elements. In the first of these
chapters, Lada Hubatova Vackova shows the
importance of folklore, folk art and national
traditions in general for state representation
at home and abroad; in the second, Martina
Pachmanova points to the visible effort
to combine local, national and universal
international elements in the interest of
building an image of Czechoslovakia as
a country with deep roots that is also
a modern state (international Czechoslovak
exhibitions of architecture, fine arts and
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construction of Czechoslovakia’s national
and state identity possible, be it various
ministries and other state authorities,

loyal associations (such as Sokol) or state-
founded social, cultural and economic
organizations (e.g. the Modern Gallery, Art
Centrum). The personal preferences of the
individuals who gave shape to Czechoslovak
state representation (particularly V. V. Stech,
Z. Wirth, K. Kramé¥ and Z. Nejedly) clearly
played a major role in certain cases.

As the chapters Folklorisms, The
Nation’s Body and the National Body, Inter-
national Aspects and The Modern Gallery as
Reflected in National Identities show, national
or racial affiliation was a defining parameter
in the formation of the Czechoslovak
identity. The presence of this criterion is
not as surprising as is the extent to which
it was emphasized at certain times (e.g. the
period of nationalist euphoria after the
declaration of the Republic / p. 183).

All the chapters of Building a State mention
exhibitions without which the visualization
of Czechoslovak statehood would have
been inconceivable both at home (e.g. the
Exhibition of Contemporary Culture in
1928, the Slavic Agricultural Exhibition in
1947), and abroad (e.g. the International
Exhibition of Decorative and Industrial
Modern Art in Paris in 1925, the World
Exhibition in Paris in 1937, Expo 1958 in

Bubqvéni
statu

REPREZENTACE CESKOSLOVENSKA
V UMENI, ARCHITEKTURE A DESIGNU

Milena Bartlova,
Jindfich Vybiral a kel.

1 Milena Bartlova - Jindfich Vybiral et al., Building a State.
The Representation of Czechoslovakia in Art, Architecture and
Design, book cover.

design / p. 287). In the third of these
chapters, Karel Cisaf and Jan Wollner
highlight the importance of modern art in
presenting a new Czechoslovak state for
which modernization meant “an intersection
of political modernity and artistic modernism”
(p- 246). In their view, the functionalist
structures of the First Republic’s hospitals,
sanatoriums and spas were symbols of
this specific relationship. The idea of
modernizing the state was common to both
inter-war and post-war Czechoslovakia, but
differed in the manner of its visualization
for a local or international public.

It is gratifying that individual chapter
authors also deal with subversive art
that often tellingly lampooned symbolic
and iconographic principles or values
propounded unironically in official state
representation. This is true, in particular,
of the chapter by Kaliopi Chamonikolasova,
Markéta Z4¢kova and Terezie Petiskova
Motherland, Monuments and Their Heroes
and the chapter called Folklorisms by Lada
Hubatové Vackova.

A major component of the “building of
a state”, which the book examines, is the
institutional background that made the
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Brussels, Expo 1967 in Montreal, the Venice
Biennale). Likewise, the visualisation of
Czechoslovak statehood would hardly have
been conceivable without the designating
of public spaces (e.g. the National/State
Monument on Vitkov Hill, the Strahov/
Masaryk Stadium, structures dedicated to
socialism).

It is unfortunate the authors omitted
the period of World War II, limiting
themselves to the years 1918-1939 and
1945-1992. Although the state ceased to
exist during the war, its idea lived on. The
foreign resistance led by Edvard Benes did
its best to champion the state’s existence
and assured its allies of the Czechoslovak
population’s loyalty. Art played a major role
in his efforts, as the cultural activities of
“Czechoslovaks” in London or New York
City show. For example, there is the Czech-
Slovak Pavilion at the World Exhibition in
New York in 1939, the display of Czech-
Slovak art at the Demotte Galleries in
New York City in 1942 or the exhibition of
Czechoslovak graphic art (this time, lacking
the hyphen enforced by the Munich Accord
between the two nations) at the Municipal
Library in 1944.*

The book Building a State. The Representation
of Czechoslovakia in Art, Architecture and Design



allows us an unprecedented look at how
the Czechoslovak state identity was formed
through various visual tools and where

the strengths and weaknesses of this effort
lay. The reflection on our recent past also
compels us to ask how successful we and
our political representation are today at
building a state.

Note

1 Cf. Anna Pravdovi, Zastihla je noc: éesti vijtvarni
umélci ve Francii 1938-1945, Narodni galerie

v Praze, Praha 2009.

Translated by Gita Zbavitelovd
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STUDIE

Prvni vystavy a pocatky sbératelstvi
moderniho ¢éinského malirstvi
v Evropé

MICHAELA PEJCOCHOVA

Studie predstavi prvni vystavy moderniho ¢inského tusového malitstvi v Evropé, jez se
konaly ve viznamnych evropskych kulturnich centrech ve dvacatych a tricatych letech

20. stoleti. Nékteré z nich organizovali sami ¢insti umélci a myslitelé, kteti se pokouseli
pritahnout pozornost evropského publika k situaci moderniho ¢inského uméni. Jiné byly
dilem sbératelt asijského uméni, mezi nimiz hral nep¥ehlédnutelnou roli ¢esky mali¥

a sbératel Vojtéch Chytil (1896-1936). Clanek se pokusi ukazat, nakolik byl politicky
podtext vybéru mali¥skych dél poslanych do Evropy oficilni cestou z Ciny jednim z for-
mativnich faktort mistnich sbirek, ¢i zda byl jejich vznik podminén hlavné strategiemi

a mozZnostmi soukromého sbératelstvi.

Klicovd slova Zatimco staré ¢inské maliFstvi se od konce
sbératelstvi ¢inské malby v Evropé, moderni ¢inské 19. stoleti s rostouci intenzitou dostavalo do
qulggt_vl'é';g;u Chaj-su (1896-1994), Vojtéch Chyil evropskych a americkych sbirek, moderni
¢inskd malba stila zprvu stranou zdjmu
badatelt a sbé&rateld. Jeji obliba zagala
stoupat az ve dvacitych a tficatych letech
20. stoleti, a to pfedevsim zasluhou né&ko-
lika v§znamnych faktort. Na jedné strané
to byli sami ¢in3ti malifi, kte¥i se usadili na
Z4padé€ a snazili se upozornit na pfekotny
vyvoj moderniho ¢inského uméni, srovna-
telny s dé€nim na zdpadni nebo japonské
umélecké scéné. Prvni vystavy moderniho
¢inského malifstvi byly jiz kolem polovi-
ny dvacitych let spontann& pofadany ve
Francii, kde né&ktefi ¢insti malifi Zili a dalsi
sem piijizdéli studovat.
Cinska vlada viak po vzniku repub-
liky v roce 1912 pomérné zihy pochopila
vyznam zahraniéni kulturni politiky pro
zlep3eni informovanosti o vlastni kultute
a aktudlni problematice jeji modernizace.
Na doporuéeni reformnich mysliteld
a pedagogti proto vyslala do Evropy ofi-
cidlni cestou putovni vystavy moderniho
malifstvi, které byly po¢atkem tFicatych
let k vidéni v ¥ad& evropskych velkomést.
Doufala, Ze tak vzbudi zdjem evrop-
ské verejnosti o nelehkou situaci Ciny
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a ziské intelektudlni i materidlni podporu.
V mnoha lokalitich, které vystavy navsti-
vily, ztistala n€ktera dila v mistnich sbir-
kéach asijského uméni nebo pfimo pfispéla
k jejich vytvofeni.

Vedle toho se ve stejném obdobi v Cing&
objevili zdpadni sbératelé, ktefi projevili na
svou dobu ojedinélou citlivost k soudobym
umé&leckym trendtim a zadali sbirat i dila
soudasného ¢inského mali¥stvi a sochafstvi.
Mezi nimi mé vysadni postaveni mali¥,
uditel a sbératel Vojtéch Chytil (1896-1936),
jenz jako prvni koncem dvacatych let
pfivezl do Evropy dila mistrt ¢innych
v severni Cing, hlavné dnes svétové proslu-
1ého malite Cchi Paj-§’e (1864-1957). Svou
sbirku Chytil pfedstavil na prodejnich vysta-
vich na vice nez dvaceti mistech v Evropg,
a inicioval tak vznik pomé&rné& rozsihljch
mistnich kolekei moderniho ¢inského malif-
stvi.!

V mnoha evropskych zemich tak sbirky
vyriistaly bud v ndvaznosti na mistni umé-
lecké kruhy, které pfijaly ¢inské mali¥e do
svého stfedu a povaZovaly jejich tvorbu
za jednu ze specifickych forem modernity,
nebo byly podpofeny dily pFivezenymi
bé&hem politicky motivovanych piehli-
dek moderniho ¢inského malifstvi. Jedna
z téchto zastdvek putovni vystavy zasti-
téné malifem a pedagogem Liou Chaj-
-suem (1896-1994) prob&hla v roce 1935
v Uméleckoprimyslovém museu v Praze.
Pfitomn4 studie zhodnoti kontext a ode-
zvu této vystavy ve srovnéni s aktivitami
Vojtécha Chytila. Pokusi se zodpovédét
otazku, nakolik byl politicky podtext
vybéru malifskych dél poslanych do Evropy
oficidlni cestou jednim z formativnich fak-
tortl mistnich sbirek, ¢i zda se ¢eské sbirky
zakladaly pfedevsim na rozsdhlém souboru
dovezeném Vojté€chem Chytilem, a byly
tedy podminény hlavné& strategiemi a moz-
nostmi soukromého sbératelstvi.

Sbératelstvi ¢inské malby v Evropé a prvni
vystavy moderniho mali¥stvi

Na rozdil od porcelanu a dal3ich disciplin
¢inského uzitého uméni, jejichz sbératel-
stvi ma v Evropé tradici n€kolika staleti,
byla ¢inska malba v evropskych sbirkiach

v minulosti nepomé&rné vzacnéjsi. Evropsti
milovnici asijského uméni sofistikované
estetice a technickym aspektim starého
¢inského maliFstvi zjevné& pfili§ nerozuméli,
a kdyz uz se v jejich sbirkich malba obje-
vila, jednalo se v&tdinou o dekorativni dila
s motivy kvétin a ptdkid nebo idealizované
palacové vyjevy lahodici orientalistickému
vkusu aristokratickych sbé&ratelt. V posled-
ni dob& vyslo nékolik studii pFina3ejicich
nové informace o nejstarsich ¢inskych

malbéach zachovanych v zdpadnich sbir-
kéch, jako jsou obrazy ze zamku v rakous-
kém Ambrasu &i tzv. Album Bahrama Mirzy
zachované v Istanbulu ve sbirce palice
Topkapi.? Dal3im typem &inskych maleb,
které se jiz zahy dostdvaly do evropskych
sbirek, byly vice ¢i méné iluzionistické
tapety. Jejich intenzivnéjsi vyzkum mutZe
v brzké budoucnosti pfispét k pochopeni
interakce ¢inskych mali¥d a cizich objedna-
vatelt a potazZmo evropského sbé&ratelstvi
¢inské malby p¥ed obdobim moderny.?
Teprve na pfelomu 19. a 20. stoleti se viak
v zdpadnich sbirkich zac¢ala objevovat i jina
nez dekorativni ¢inskd malba. V tomto
obdobi se pod vlivem japonského shéra-
telstvi ustavil jako ideél zastupujici celou
oblast ¢inské malby jihosungsky typ tusové
krajiny nej¢astéji s rohovou kompozici
a v§raznym znazorn&énim meteorologickych
jevi, jako jsou vitr, dést apod.* V prvnich
desetiletich 20. stoleti se pak sbératelé také
snaZili ziskat pokud moZno co nejstar-
§1 malby , kanonickych obdobi“ dynastii
Tchang (618-907) a Sung (960-1279). Ty
pro né& pfedstavovaly ,zlaty v€k* éinského
malifstvi a slibovaly cestu k pochopeni
formativnich procest, které starou &in-
skou malbu definovaly.’ V jejich vleku pak
zustaly zdpadni nazory na relativni vjznam
malifskych Zanrt a dobovych styld ¢inské
malby az do druhé poloviny 20. stoleti
a spolupiisobily pfi formovani fady sbi-
rek ¢inského uméni v Evrop€ a Americe.
K vyraznému p¥ehodnoceni a obratu od
zaZitych klisé zpé&t ke zkoumanému mate-
ridlu dochézi az v poslednich desetiletich
20. stoleti, kdy badatelé jako James Cahill
(1926-2014), Lothar Ledderose nebo Craig
Clunas pfinesli fadu pfevratnych mysle-
nek. Rozsah zkoumaného materiilu se
také od dtirazu na tvorbu kanonickych
obdobi vyrazn€ rozsifil do dffve pFehlize-
nych oblasti, jako jsou nédbozenska a lido-
va malba nebo obrazy uZitné a dekorativ-
ni.°

Ponékud odli3na je situace sbératelstvi
moderni ¢inské malby, ktera se v prvni
polovinég 20. stoleti pfekotné rozvijela pod
vlivem modernizace ¢inské spoleénosti.
Zipadni sbératelé pocatkem 20. stoleti
v honbé za domnélymi poklady starého
malifstvi, které se objevovaly na trhu
hrouticiho se cisafstvi a pozdé&ji mladé
a politicky nestabilni republiky, o soudobou
malbu neprojevovali p¥ili§ velky zdjem.”
Prvni kontakty mezi ¢inskym a evropskym
umé&leckym svétem tak zprostfedkovavali
pfedevsim sami umeélci, kteff studovali
v PafiZi ¢i Berlin€ a vedle svych praci
v rdmci univerzitnich studif tvofili také
vlastni dila, at uz poplatné spise zvyklos-
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tem tradi¢ni ¢inské malby, nebo vyraznéji
ovlivnéna evropskou malbou.

Pafiz byla po¢atkem 20. stoleti stile
nejatraktivnéjsi evropskou destinaci pro
ziskani vzd€lani v klasické evropské
z délného vychodu, predeviim z Ciny
a Japonska, kte¥f se zapsali na Ecole
nationale supérieure des beaux-arts a na
dalsi koly, kde studovali akademickou
malbu.® Ziroveti se vak Cile zapojovali
do déni v uméleckém svété a s oficidlnimi
¢inskymi kruhy sdileli nézor, Ze je tfeba
mladé ¢inské uméni zviditelnit a vybudovat
mu odpovidajici pozici na sv€tové scéné.
Prvni dv€ vystavy moderniho &inského
malifstvi tak prob&hly ve frankofonnim
svété. V dobg, kdy si v euroamerickém
regionu ziskaly oblibu ,sv&tové vystavy*,
predstavujici pramysl, ale i uméni
a kulturu jednotlivych zemi a ¢asto i velmi
exotickych oblasti, se ¢inskym umélctim
podafilo poprvé predstavit sva dila pravé
timto zptsobem. V kvétnu a fervnu roku
1924 probéhla ve Strasburku Vyjstava sta-
rého a moderniho ¢inského umeéni, ktera pred-
vedla vice nez 500 pfedmétt a zahrnovala
nejen starou a moderni malbu, ale i riizné
discipliny uzitého uméni.’ Co se tyce
zastoupeni malifstvi, byla tato vystava pozo-
ruhodna pfedevsim tim, Ze nejen obsaho-
tuSovych maleb se zde objevila celd fada
obraz® namalovanych evropskymi tech-
nikami a na evropska témata. K nim pat¥i
predevsim 14 olejomaleb Lin Feng-miena
(1900-1901), 15 Liou Ti-pchiaoa (1900-1992),
Ctyti Sui Pej-chunga (1895-1953), 20 Fang
Tiin-piho (1898-1986) & 10 sochai-
skych praci od umélce jménem Li Tin-fa
(1900-1976), jenz byl zaroveni vyznamnym
modernim bésnikem, s ist€ evropskymi
naméty, jako jsou busty Schopenhauera
nebo Nietzscheho. Zadné z téchto dél se
bohuzel dodnes nedochovalo, takze se
muzeme jen dohadovat, jak asi ptivodné
vypadala. Z katalogu v3ak lze vysledo-
vat alespoii to, Ze tato evidentn& moder-
nistické dila byla vystavena v kontextu
predmétt, jako jsou staré ¢inské bronzy,
laky, nefrit, vygivky nebo porcelan, které
zapujéili obchodnici s uménim z PafiZe,
Lyonu, Strasburku, Bruselu a dalsich mést.
Nejedna se tedy o samostatnou prezentaci
tvorby zijicich éinskych malifd, ale spise
o ,vieobecnou vystavu” ¢inského uméni
a femesel, na niz se mladym sou&asnikiim
podafilo proniknout s nékolika svymi dily.

Tato pfilezitost se navic ukézala jako
zcela ojedingla, nebot jiz o rok pozdé&ji
se Mezindrodni vystava dekorativniho uméni

voy

a moderniho primyslu v Pa¥igi roku 1925 ve
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své ¢inské sekci omezila na predstaveni dél
jediného moderniho mali¥e - Lin Feng-
-miena, jehoz &tyfi obrazy namalované tusi
na papife jsou reprodukovany v katalogu.®
Neobijevily se zde zadné prace s evropskymi
naméty nebo namalované evropskou techni-
kou a jediny dalsi modernisticky aspekt celé
prezentace byl architektonicky navrh vystav-
nich sald éinské sekce, ktery pfipravil Liou
Ti-pchiao.” Z dobovych fotografif je zFejmé,
ze design by pojat ve stylu art deco, nena-
jdeme zde vSak snahu pfedstavit moderni
kvality ¢inského uméni jako takové. Spise
se opét jednd o pompézni aranZm4 pred-
méth uzitého umeéni na pozadi dekorati-
visticky pojatych interiérti, které lahodilo
vkusu néavstévnika zvyklych na v§zdobnou
funkci asijského uméni v dobovych interié-
rech. Slovy Craiga Clunase totiZ ,,¢inskd
vldda, ¢i spise to, co z ni zbylo, byla v extrémné
Spatném stavu [...] a skupiné nadSencii v Pafizi,
kiefi vystavu ptipravovali, nebyla schopna poskyt-
nout naprosto Zddnou finanéni podporu. Byla
proto oslovena fada obchodnich firem, speciali-
zujicich se na dovoz a vjvoz uméleckijch pred-
métil, s nabidkou financovat ¢inskou sekci s tim,
%e budou moci akci vyuzit k propagaci svého
zbogi. Tak nejspis vzniklo nepiehlédnutelné pnuti
mezi avantgardnim architektonickym fesenim

Liou Ti-pchiaoa, Lin Feng-miena a jejich sku-
piny mladiich umélcii a doéista tradiénim stylem
predmétii exportniho uzgitého uméni, které zde byly
k vidéni.“*> Tato pFehlidka tak co do rozsahu
prezentace moderniho ¢inského uméni
nedosahla ani takového ohlasu, jaky méla
rok predtim vystava ve Strasburku. Stala

se promarnénou $anci umélct, kte¥i se

v Evropé€ snaZili objevit cestu k modernizaci
¢inského uméni, zviditelnit se a pfitahnout
pozornost evropského publika k tvorbé na
opaténé strané kontinentu.

Oficialni vystavy poiadané z povéreni
¢inské vlady - Liou Chaj-su a moderni
¢inské mali¥stvi v Uméleckoprimyslovém
museu v Praze

Ve druhé polovin€ dvacétych let zacala
¢inska vldda vazné€ uvaZovat o vyslani
velkého souboru uméleckych predméti
do Evropy a uspofidani putovni vysta-
rech, aby mé&li Evropané moZnost blize

se sezndmit s odlidnou kulturni tradici

a uméleckym vyrazem. Inspirovala se
bezpochyby jednak Japonskem, kde
podobné aktivity jiz mély tradici n€&kolika
desetileti, a také mladi umélci vracejici

se do Ciny ze zahrani¢nich pobytd ape-
lovali na nutnost ¢inské uméni v zdmoii
propagovat s mnohem vétsi razanci. Jiz
b&hem prvnich pFehlidek v Evropé v letech
1924 a 1925 totiZ pochopili, Ze to je cesta,



jak svou zemi pFedstavit jako kulturné
vyspélou a modernizovanou spoleénost,
kde je uméni ptikladan naleZity v§znam
a je zde snaha udrZet krok s trendy
v zdpadnim sv€t&. Zaroven také v dobg
silictho politického a vojenského tlaku
Japonska a jeho stile neodbytnégjsi snahy
prezentovat se jako nejvyspélejsi, panasijska
kulturni mocnost bylo Zivotn€ dalezité
odligit v o¢ich cizinc ¢inské uméni od
japonského a poukizat na jeho autochtonni
vyvoj a osobité kvality. Nejprve se mluvilo
o vyslani vystavy starého ¢inského uméni,
jez by predstavila uméleckou tradici
v celé jeji 3ifi a n€kolikatisicileté historii.»
Nakonec se v3ak, jak uvidime niZe, prede-
v3im zasluhou €inorodosti n€kterych umél-
cl a pedagogti podafilo shromézdit rozsah-
1y soubor moderni malby, ktery byl v letech
1934-1935 vystaven v fadé evropskych mést.

Cely podnik ma sviij po€atek v letech
1929-1931, kdy éinsky mali¥, pedagog
a myslitel Liou Chaj-su, jenz byl viadéi
postavou 3anghajského uméleckého svéta
a zakladatelem prvni novodobé umélecké
akademie v Cing, podnikl studijni cestu do
Evropy.** Zde navstivil pfedeviim Francii,
Svycarsko, Ttalii, Egypt, Belgii a Némecko,
objizdél vyznamné historické pamatky
a studoval umeélecké sbirky. Byl to viak
rozeny organizator a kdekoliv se objevil,
vzdy se rychle sezndmil s mistnimi umélci,
specialisty a zdjemci o ¢inskou kulturu.
B&hem své navstévy Némecka byl pozvin
Institutem &inskych studii ve Frankfurtu
nad Mohanem, aby zde proslovil pfed-
nagky o historii a estetice ¢inského uméni.
Zaroven ziskal moZnost v prostorach
Frankfurtského spolku umélcti (Frankfurter
Kunstverein) uspofddat malou vystavu
obrazi, jez byly vétsinou jeho vlastnim
dilem nebo dilem nékolika p¥atel a zaka.»
Vystava pravdépodobné poprvé v Némecku
predstavila malifsky styl umélct snaZicich
se najit nové moznosti vyjad¥eni tradi¢ni
tuSovou malbou a u navitévnika
i odbornikt vzbudila znaény ohlas. Liou
byl proto pozidan, aby se ujal p¥ipravy
mnohem vé&t3i oficialni prehlidky tvorby
¢inskych mali¥d, kterd by se v nejblizsi
mozné dobé& konala v Pruské akademii
uméni v Berling.

Liou Chaj-su se po navratu do Ciny spojil
s ministrem $kolstvi, kterym byl v té dobé&
Cu Tia-chua (1893-1963), a také s preziden-
tem Akademie Sinica Cchaj Jilan-pchejem
(1868-1940) a dal3imi pokrokovymi mysliteli
a politiky a ihned zahéjili pfipravy celo-
¢inské vystavy soucasné malby. Pfipravny
vybor zahrnoval jak ¢inské odborniky
a umélce, tak zéstupce némeckého vysla-
nectvi v Ciné a specialisty na &inské

uméni z Némecka. Schazel se v §anghaj-
skych prostorach Akademie Sinica a o své
¢innosti obsahle informoval v pfednim
$anghajském listé€ Sen-pao.’® Praktickou
strankou p¥iprav byli vedle Liou Chaj-sua
povéfeni umélci z jiho¢inského Kantonu
Kao Cchifeng (1889-1943) a Cchen Su-Zen
(1884-1948), kteti byli viidéimi osobnostmi
tzv. Lingnanské malifské skoly. Spole¢né&
pak shromazdili vice nez 260 d€l od
116 maliFd, vedle dalsich n&kolika obrazt
samotného Liou Chaj-sua, ktery opét pii-
spél nejvétsim dilem.”

Vystava byla Gsp&sné zahdjena v Pruské
akademii uméni 20. ledna 1934, kam
k instalaci osobné& odcestoval Liou Chaj-su
poté, co t&sné pred odjezdem zemfel Kao
Cchifeng, jenZ se mél ptivodné do Evropy
vydat také. Némecky tisk li¢il vystavu jako
grandiézni udalost*® a také Sanghajské
noviny opakovang referovaly o tsp&chu
¢inskych modernich malift u némec-
kého publika. Jednim z pf¥iznaénych jevt
vak zlstava to, Ze po sloZitych diskusich
a jednanich mezi ¢inskymi a némeckymi
¢leny piipravného vyboru bylo rozhodnuto,
Ze se na vystav€ objevi pouze tudové
malby soudobych ¢nskych maliFd a dila
namalovana evropskymi technikami, ktera
mohli n&ktefi pFipadné nabidnout, do
pfehlidky zapojena nebudou. Pfes obrovsky
uispéch, o némz hovofila média, se tak
nelze vyhnout dojmu, Ze evropsti sbératelé
a milovnici ¢inského uméni ocetiovali
spiSe tradi¢ni kvality vystavenych dél,
jako je poeticka atmosféra tudovych krajin
nebo vynikajici price s tusi a barvami
u dekorativnéjsich obrazi. Liou Chaj-su
sice k ob&ma katalogim napsal obsdhlou
pfedmluvu, kde se snazil pfiblizit své
nazory na historické styly a soudoby vyvoj
maliFstvi v Cin&.” Nikde vSak neni dolo-
Zeno, Ze by se evropské publikum sofis-
tikovanymi rozdily v technice a metodice
piistupu jakkoliv zabyvalo a z dochova-
nych reakci se spiSe zda, Ze vystavena dila
obdivovalo pro jejich exotickou atmosféru
spiSe nez pro moderni kvality odlisujict
je od praci staryjch mistri. Pfi ukonéeni
vystavy v Berlin€ ztstala pomérné velka
Cast vystavenych dél - z 274 obrazt se jich
prodalo 53 v hodnoté& 8255 marek? a dal-
§ich 16 pfedstavovalo dar pro Muzeum
asijského uméni.* Po pfiblizné& Sesti tyd-
nech se vystava pfesunula do Hamburku
a Diisseldorfu a pfFichazely téZ etné zadosti
o jeji reprizu v daldich evropskych méstech.

Pfedstavitelé ¢inskych zastupitelskych
uFadt v riznych evropskych zemich
ptvodn€ neplanované rozsifeni prehlidky
pfivitali a Liou Chaj-su vynaloZil mnoho
energie na to, aby se dila dostala k dalsim
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divak@m. Vétsinu destinaci sam navsti-

vil, d&astnil se vernisazi, pfednasel a psal
¢lanky, v nichZ smysl turné vysvétloval
podobng, jako tomu bylo u prvni zastivky
v Berliné. ProtoZe zijem byl skuteéné
enormni, musely byt malby rozdéleny do
dvou skupin, které se po Evrop& pohybo-
valy paralelnég, a podle n&kterych zpriv
také diplomatickymi cestami p¥ibyla do
Evropy dalsi dila, kterd nahradila ta, jeZ se
na nékterych zastavkich prodala nebo byla
darovina do mistnich sbirek. Cely itineraf
nakonec zahrnoval vedle t¥ némeckych
mést Amsterdam, Haag, Bern, Zenevu,
Londyn a jako posledni destinaci od

24. bfezna do 22. dubna 1935 také Prahu.
Liou Chaj-su sem bohuZel osobné& nedo-
razil, nejspise byl zaneprazdnén ¥fadou
povinnosti a aktivit v Londyné&, kde vystava
paraleln& probihala v New Burlington
Galleries.? V Praze prevzal iniciativu pFede-
v3im ¢insky vyslanec Lone Liang (inskym
jménem Liang Lung, 1894-1967) a zastupci
Orientalntho tstavu. V Ceskoslovensku
zatim neexistovala vefejné instituce specia-
lizujici se na sbirdni a vystavovéni asijského
umeéni. Jako nejvhodné&jsi misto pro prezen-
taci moderniho ¢inského mali¥stvi tak bylo
vybriano Uméleckoprimyslové museum,
jez mélo ve svych sbirkdch ¢insky porcelan
a uZité uméni. Kromé& nékolika sbérateli,
jako byli Josef Martinek, Vojt&ch Chytil
nebo Joe Hloucha, zde zatim ale nebyl ani
zadny specialista na ¢inské uméni, ktery by
se ujal p¥iprav a vystavu pozdé&ji populari-
zoval v médiich.

Sprava Uméleckoprimyslového musea,
kterou ¢&insky konzulat oslovil, musela
pozadat o svoleni nadfizeny orgén, kterym
byla Obchodni a Zivnostenska komora. A¢
usporadéani vystavy ve viech dochovanych
materidlech vysvétluje a obhajuje jako
nesmirné pfinosné a potfebné, jiz z komu-
nikace o pfipravich je zfejmé vzdélenost,
kterou bylo jesté pot¥eba urazit k alesponi
zakladnimu pochopeni a uzniani moder-
niho &inského malifstvi v mezivile¢ném
Ceskoslovensku:

»Soubor je nyni vystaven v poétu 287 praci
v Berliné, kde mu bylo vénovdno odborngmi
kruhy mnoho pozornosti. Také obsazny a ilustro-
vany katalog byl vyddn. Do Prahy by p¥islo asi
200 praci. Jejich rdz je zcela odlisnyj od obraxi
evropskych. Jde v podstaté o malby na tizkijch
a vysokyjch pruzich papiru, tedy mnohem spise
0 dekoraci ndsténnou rdzu umélecko-primyslového
nez o ryzi projev malifsky.“*

Je pochopitelné, Ze kuratorium muzea
poukazuje na skuteénosti, které mohly
obsah vystavy pribliZit chdpéani pragmaticky
zaloZeného vedeni. Dokldda tak oviem
mimodé&k velmi vystizng, jak bylo ¢inské
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malif'stvi jesté v roce 1934 vnimano a Ze

o pochopeni snahy soudobych &mnskych
malift odligit se v ramci tuSové malby od
konvenci svazujicich staré ¢inské mali¥stvi
nemuze byt fe¢. V dobé, kdy do ¢eskoslo-
venskych sbirek zadaly ve v&t§im poctu
teprve pronikat jakékoliv ¢inské malby, bylo
velmi pFedCasné uvazovat o realizaci Liou
Chaj-suovych plint na vybudovani pozice
pro soudobou &inskou malbu v ,pluralité
modernit“.2¢ Vystava spiSe pfedstavila jednu
z do té doby témé&f neznamych mali¥skych
tradic, kterd byla navic doplnéna dily sta-
rého ¢inského sochafstvi a uzitého uméni:

»K dosageni spravnyjch predstav o kulturni Ciné
jest vystava doplnéna soubory éinského uméleckého
priimyslu s pracemi plastickymi a litografickou
reportdzi o Ciné pred 100 lety. Vijstava umo%-
fiuje za pomoci katalogu pouditi se o vijtvarnych
ndzorech ¢inskijch a sbliiti se s podivuhodnymi
kulturnimi hodnotami tohoto velkého ndroda.*®

Podle dochovanych fotografii se zaha-
jeni Géastnily vyznamné osobnosti umé-
leckého svéta a prednasky po dobu jejiho
trvani zajistili religionista Otakar Pertold
(1884-1965), sbératel Josef Martinek, umé-
lec a kritik Josef Richard Marek (1883-1951)
a feditel Umé&leckoprimyslového musea
Karel Herain (1890-1953). Navitévnost
dosihla dvou tisic navitévnika, aviak
piiblizné dvé€ t¥etiny tvofily Skolni sku-
piny a platicich navstévnika bylo jen
kolem 700 (v kontrastu k pfibliZné tfi-
nactitisicové navstévnosti v Berling).2¢
Ziroveti je pozoruhodné, Ze se neprodalo
zadné vystavené dilo, zatimco vystavy
v Berling€, Londyné€ a dalsich destinacich
znamenaly vyrazné obohaceni pro mistni
sbirky asijského uméni. Jedna ze dvou
vyznamnéjsich recenzi vystavy v Praze
od V. V. Stecha (1885-1974) také ukazala,
ze vystavené malby byly - pfinejmensim
kritikem z nejpovolangjich - povazoviny
za pouhou derivaci stylt starého mali¥stvi
a snaha ¢inskych umélct a mysliteld, kteff
soubor moderniho mali¥stvi do Evropy
poslali, nebyla pochopena:

»INdméty opakuji starého ducha, zaviraji oéi
pred Cinou soucasnou a pied lidmi, ktefi tam
dnes bojuji a trpi. Je to aristokratické uméni, kon-
servativni v motivech i ve formé, mdlejsi ve viraze,
hrubsi v barvé, historisujici vsim sviim duchem.

Je to potdd velikd kultura, ale udrzuje se hlavné
tim, Ze popird dobu, jeji syrovou dramatiénost

a tordé rozpory a vraci se do staré lyricnosti i ke
kostymiim, jez prestaly byti pravdou. Tito maliFi
neptiddvaji, oni jenom té%i, opakujice, xmensuji
starou vzneSenost, prodluguji uméle tvorbu, je% uz
neodpovidd Zivotu ndroda.“”

Liou Chaj-su a jeho ¢&insti spolupracovnici
by byli patrné zklamani touto odezvou,
kterd snad nemohla jasné&ji ukizat, Ze se



poselstvi projektu v Praze do zna¢né miry
minulo t¢inkem. Katalog sice pfinesl pre-
klad Liouova eseje nazvany Dnesni sméry ¢in-
ského malifstvi a jejich vznik, ktery byl patrné
pfevzat z francouzské verze vydané k pfe-
hlidce v Zenevé, oviem jak bylo naznaéeno
vyse, jeho myslenky nikdo ¢eské vetej-
nosti a odbornikéim nevysvétlil a ndzorng
nevyloZil. Propagace vystavy byla svéfena
amatérskym sbératelim nebo odbornikiim
na evropské uméni, a slozit&jsi koncepty

v pozadi dobového vyvoje tak zastaly neod-
haleny. Mistni sbirky ¢inského malifstvi

se také zatim sotva zadaly formovat, a to
predeviim v soukromém vlastnictvi, a mé&ly
tedy n€kolik desetileti zpozdéni za vjvojem
sbé&ratelstvi v zdpadni Evropé. Liou Chaj-
-suova vystava, kterd byla posledni zastav-
kou velkého evropského turné moderni
¢inské malby, byla zajimavym zpestfenim
prazského vystavniho programu, aviak

v mistnich sbirkich asijského uméni neza-
nechala - pon&kud pfekvapivé - Zddnou
stopu. Tato skuteénost je jesté pozoruhod-
né&jsi ve svétle faktu, Ze se zdaleka nejed-
nalo o prvni pfehlidku soudobého &in-
ského malitstvi v Ceskoslovensku ¢&i v jeho
hlavnim mést€. Jiz od roku 1928 zde totiz
opakované& potidal vystavy dél ze své sbirky
Vojtéch Chytil.

Soukromé sbératelstvi - vystavy Vojtécha
Chytila a jejich vyznam pro sbératelstvi
moderniho malii'stvi ve stfedni Evropé
Vojtéch Chytil se narodil na samém konci
19. stoleti a v desitych letech 20. stoleti
studoval na prazské Akademii vytvar-

nych uméni, kde navstévoval hodiny
malby Josefa Loukoty (1879-1967), Vlaha
Bukovace (1855-1922) a pozdégji Vojtécha
Hynaise (1854-1925).28 Jeho studia viak
pferusila vilka, bojoval na vychodni front&
a z némeckého zajeti na tzemi dnedniho
Ruska se roku 1917 dostal dobrodruznym
zptisobem do Ciny. Zde se Zivil hlavng svou
malbou, zdhy ho ale zaujalo ¢inské a tibet-
ské uméni, které zaéal intenzivné sbirat. Ve
dvacatych letech pracoval v Pekingu jako
smluvni d¥ednik na éeskoslovenském vysla-
nectvi. Vedle toho nadale maloval a posléze
také vyucoval zdpadni malbé& na Pekingské
narodni akademii uméni. Zde byly v ramci
modernizace ¢inského systému vyuky
uméni vedle Ustavu pro &inskou malbu
zaloZeny také Ustav pro zdpadni malbu,
Ustav designu a dal3i. Chytil byl jednim

z cizich malif, ktefi vyuovali v Ustavu
zapadni malby, §kolil studenty v kres-

bé, malbg olejem, evropskym akvarelem

a dalgich technikich zapadniho malifstvi.
Ustav &inské malby, tj. tradi¢éniho tugo-
vého malifstvi, se viak také Ziv€ rozvijel

a z vyzkumt ¢inského vzdélavaciho systé-
mu v tomto obdobi vyplyva, Ze obé& stéZejni
slozky Pekingské narodni akademie uméni
mély v této instituci p¥iblizné& stejnou
pozici a dtlezitost.” Zatimco do Ustavu
zapadni malby bylo pfijato n&€kolik cizich
mali¥d plisobicich v té dob& v Pekingu,

i v Ustavu &inské malby vyucovaly vedouci
osobnosti pekingského uméleckého svéta,
k nim# patfil napiiklad pozdé€ji slavny malif
Cchi Paj-¥, ale i jini mistni umélci, jako
byli Siao Sun (1883-1944), Cchen Pan-ting
(1876-1970), Chu Pchej-cheng (1892-1962),
Pchu Zu (1896-1963) a dal3i.*

Chytil se s fadou z nich sezndmil, s n&kte-
rymi se i spFatelil a propadl kouzlu jejich
d€l. V Evropg, jak jsme vidéli vySe, byla ve
dvacatych letech dila ¢inské moderni malby
jesté témér nezndmi a ¢indti umélci, kte¥i
tam zili, i ti oficidlné vyslani ¢inskou vla-
dou vynaklddali mnoho energie na uvedeni
své tvorby na evropskou umeéleckou scénu.
Chytil si jako jeden z maéla zdpadnich sbé-
ratel@l pii svych pobytech v Ciné& ze zéplavy
uméleckych Zanrt a disciplin vybral pravé
soudobé tusové malifstvi. To mu nejspise
bylo osobné nejbliZsi, ale také zdhy rozpo-
znal jeho hodnotu v procesu modernizace
¢inské malby i jeho potenciél pro evrop-
ského divéka.

Chytil se do Evropy opakované& vracel
predevsim od poloviny dvacatych let, kdy
se v Pekingu oZenil s Ninou Michailovnou
Kokorin (1899-1981) a spole¢né si zakou-
pili statek ve slovenskych Svrbicich blizko
Piestan. Stale v3ak Zili pfedevsim v Pekingu
a Vojtéch Chytil zde cilen€ a intenzivné
rozsifoval svou sbirku. P#i jedné ze svych
cest domil v roce 1926 s sebou pfivezl
dva ¢inské studenty, malitku Sun Kche-
-wu (1904-1931) a malife Wang Menga
(1901-1987), ktefi se zapsali na prazskou
Akademii vytvarnych uméni do ateliéru
Maxe Svabinského (1873-1962). Studovali
zde v letech 1926-1929 a podobnég jako
¢insti studenti v Pafizi vedle svych studij-
nich praci malovali také &inskou techni-
kou na hedvébi a papir. Dila tohoto typu
predstavuji - pFedeviim ve Wang Mengove
pfipadé - osobité prolnuti &inské a evrop-
ské malby a jsou dnes v historii ¢inského
moderniho mali¥stvi jedine&n4.*

Vojtéch Chytil uvedl své studenty do
prazského umeéleckého svéta a podle
dochovanych prament se zd4, Ze se pfi
svych tivahich nad moZnostmi uspofadani
vystavy moderniho éinského mali¥stvi
v Evropé pomérné pragmaticky rozhodl
vyzkouSet si nejprve moznosti takového
podniku na dilech mladého &inského paru.
Ta byla v Praze diky jejich fyzické pfitom-
nosti snadno k mani, a nepfedstavovala
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tudiz vétsi investici, které by bylo zapo-
tebi pfi ndkupu obrazt v Ciné a jejich pie-
pravé do Evropy. V lednu a tnoru 1928 tak
po sérii jednani uskuteénil Vojtéch Chytil
v prostoradch Krasoumné jednoty v dnesnim
Rudolfinu prvni vjstavu moderni &inské
malby v Ceskoslovensku.® Zahrnovala
(podobné jako Liou Chaj-suova prvni
berlinska vystava ,na zkousku*) pfiblizné
devadesat praci, z nichZ Sedesét bylo dilem
Sun Kche-wu a Wang Menga, pfiblizné
dvacet pét maleb ze star§ich obdobi dopl-
nil Chytil ze své vlastni sbirky a pfehlidku
roz3ifily také ukazky pekingskych koberci,
jez se dle Chytilovych vlastnich slov vyra-
bély jako horkd novinka podle starjch
vzort v prosperujicich pekingskych manu-
fakturidch. Byly v dané dobé& ziejmé velmi
popularni, nebot nechybé&ly pozdéji snad
na z4dné z jeho vystav ¢inského uméni.
Namfisto katalogu vy3el jednoduchy letak,
ktery je spiSe seznamem dél s cenami
(v§echny Chytilovy vystavy ve dvacatjch

a t¥icatych letech 20. stoleti byly prodejni)
bez bliz§tho popisu nebo dalsitho vysvét-
leni. Zna&né misto v katalogu v3ak zauji-
maji reklamy prodejct orientdlniho zbozi
¢ napfiklad ¢inského zastoupeni automo-
bilky Skoda.

Ohlas i takto skromné vystavky viak byl
prekvapivé pozitivni, v&tdina praci dvojice
¢inskych umélct byla ddajné prodana,®
a Chytilovi tudiZ nic nebréanilo v zapodeti
pfiprav mnohem ambiciéznéjsich podnikd.
Dal3i vystavy nasledovaly - hned koncem
roku 1928 v Ostrav€, v roce 1929 v praz-
ském Obecnim domé a pak jiz kazdoroéné
aZ do Chytilovy smrti v roce 1936 na fad€
mist stfedni Evropy. Posledni p¥ehlidky
probihaly dokonce z jeho pozistalosti pééi
manzelky a pfatel az do roku 1938, kdy
vétsinu kulturnich aktivit pferusila bliZici
se valka. Z analyzy katalogti, archivalii
i tiskovin z tohoto obdobi je evidentni, Ze
se Chytil po prvnich dspé&sich v roce 1928
rozhodl zcela cilené a systematicky v Cing&
shromiazdit co nejvétsi mnozstvi maleb
svych soudasnikdl, predeviim Cchi Paj-§e,
ale i dal§ich mistrt ¢innych v Pekingu,

k jejichz pracim mél diky osobnim kontak-
tim pomé&rné€ snadny piistup. Opakované
cestoval mezi Asii a Evropou a pro kaz-
dou dal3i prehlidku vozil novy material.
Celkové b&hem pfiblizné deseti let inten-
zivni &innosti uspofidal vice nez dvacet
vystav, kde predstavil n&kolik tisic umélec-
kych pfedmétti, z nichz né&kolik set byly
malby jeho éinskych soudasnikt.’ Podle
zdznamu o prodanych dilech je zfejmé, Ze
se predevim obrazy Cchi Paj-§’e a dalgich
vyznamnéjsich malift v poétu desitek kusti
postupné dostévaly do soukromych sbirek
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v Ceskoslovensku a ¢4ste¢né i v okolnich
statech, které tak byly v mezivile¢ném
obdobi pfimo zaplaveny moderni &inskou
malbou.”

Vzdy se v8ak, podobné jako u vystav,
které potadal v Evropé& Liou Chaj-su, jed-
nalo o prace tuSového malifstvi. P¥estoZe
sam v Cin& vyudoval evropskou malbu,
Chytil nesbiral dila svych studentt a sou-
Casnikdl namalovana evropskou technikou,
a neni ani doloZeno, Ze by jim vénoval
sebemen3i pozornost. Zaméfil se plné& na
poznavani ¢inské tuSové malby v dobo-
vych uméleckych kruzich Pekingu a své
poznatky také s notnou ddvkou nadseni
(a dluzno Fici i naivity) tlumoéil evrop-
ské vefejnosti formou tvodh v katalozich
a novinovych ¢lankt & rozhovort. Chytil
povazoval za viidéi osobnost moderni éin-
ské tusové malby Cchi Paj-§’e, jehoZ tvorbu
srovnéval s dily evropskych modernista,
jako byli Cézanne nebo Van Gogh. Podobng
vyznamni v procesu obrozeni ¢inského
malifstvi byli podle ngj i n€ktefi méné
znami mali¥i z pekingské akademie, jejichz
prace do Evropy také dovazel.’® Z dnes jiz
naprosto nezndmych tviirct, jejichz dila
v mezivile¢ném obdobi tvofila nezanedba-
telnou ¢ast jeho sbirky, mtiZeme jmenovat
naptiklad mali¥e Sao Si-liena (1888-1954),
jenz byl podle Chytilovych zdznamt vidéi
scény, nebo Siao Sung-Zena (data nezndma4),
nékdejstho predstavitele poéetné skupiny
mladych inovativnich umélct.

AC Chytil podle svych vlastnich slov
v obdobi nejvétsiho rozkvétu prodal
v Evropé€ pfiblizné 600 obrazt,” ponechal
si n€kolik set nejvzacnéjsich dél ve svém
majetku aZ do smrti v roce 1936. Dila,
kterd povazoval za nejcennéjsi nebo k nim
mél zvlastni osobni vztah, zistala v jeho
sbirce a dale pak ve sbirce jeho manzelky
Niny. V roce 1981 zemfela i Nina Otavova
(ptvodné Chytilova) a kratce nato jeji druhy
manZel Jaroslav Otava. Vzhledem k tomu,
Ze Nina ztistala v obou manzelstvich bez
vlastnich potomkd, byly obrazy roku
1982 pfevedeny do sbirky Narodni galerie
v Praze, kde jsou uchovaviany dodnes.

Zavér

Cinska tusova malba byla na konci

19. a v prvnich desetiletich 20. stoleti
jednim ze specifickych projevi moderniho
uméni. Snazila se vypoFadat se sloZitou
kazdodennosti Zivota v Ciné tohoto obdobi
a zaroven byla rozkroéena mezi tradi¢ni
¢inskou tusovou malbou a evropskym
modernismem. Proces zrodu riznych
smérd a $kol moderntho mali¥stvi v Ciné& je
nadile pfedmétem odborného zijmu. Jejich



prezentace v Evropé& predstavuji okrajovou
kapitolu tohoto vyzkumu, av3ak jejich hlub-
81 poznani do jisté miry osvétluje podstatu

i dynamiku vzajemnych kontakt® v ramci
sv€ta moderntho uméni v mezivile¢ném
obdobi. Studie v€nované prvnim vystavim
moderniho mali¥stvi v Evropé& se navic doty-
kaji obecné&jsi problematiky modernizace
Ciny, mezikulturni komunikace a vyvoje
orientalismu v Evropé.

Z vyse provedeného rozboru je zfejmé,
Ze zkoumame-li ptivod dnednich sbirek
¢inské moderni malby v Ceskoslovensku
a celé stfedni Evropé, je potieba obratit
svou pozornost hlavn& k soukromému
sbé&ratelstvi v meziviletném obdobi. Nebyli
to pon€kud pfekvapivé ¢insti malifi usa-
zeni v Evropé, kdo zde zanechal dila, jez
polozila zdklad pozdgjsim sbirkdm. Nebyli
to ve vé&tsi mife ani malifi a propagatofi
prijizdé&jici do Evropy ptedstavit malby
vzniklé v dané dobé& v Cin€ jakoZto sou-
¢ast modernizujici se discipliny ¢inského
malifstvi. Pfestoze jejich dila ztistala
v omezeném po¢tu v nékterych evropskych
sbirkich ¢inského uméni, v Praze se ofi-
cialni pf¥ehlidka vedena Liou Chaj-suem
pon&kud minula t&inkem a vyraznéjsi
stopu zde nezanechala. Prvni sbirky ¢inské
moderni malby tak vdé&&i za svou existenci
témé&f vyhradné aktivitim jedné sb&ratelské
osobnosti - Vojtécha Chytila, jenz v Ciné
pusobil od konce desatych let 20. stoleti.
Dila moderniho ¢inského tufového malif-
stvi, ktera z Ciny privezl, se rozsitila béhem
prodejnich vystav mezi fadu z4djemct na
nejriznéjdich mistech st¥edni Evropy.
Jejich potomci je v rodinnych sbirkach
schratiuji dodnes, nebo se v fadé pfipada
v poslednich letech dostala zpét na trh
b&hem aukci asijského uméni. Zasadni
¢ast Chytilovy kolekce, skute¢ny zaklad
pozd&jsich shirek moderniho ¢inského
tusového mali¥stvi v Ceskoslovensku,
v3ak byla v roce 1981 odkdzana Nirodni
viny sbératelstvi v povéale¢ném obdobi.
Dodnes je tak tato sbirka predevsim diky
unikdtnimu zastoupeni mnozstvi maleb
od Cchi Paj-¥'e a jinych severo¢inskych
mali¥d jednim z nejvyznamnéjsich souborid
moderni ¢inské malby mimo Cinu a Tchaj-
-wan.

Tato stat byla recenzovdna.

Pozndmky

1 V mezivile¢ném Ceskoslovensku ptisobilo
né&kolik viznamnych sbérateld ¢inského

uméni. Vedle Vojtécha Chytila to byli také Josef
Martinek (1888-1976), Joe Hloucha (1881-1957)

¢i Viktor Oppenheimer (1877-1942). Zatimco

Chytil zaméfil sviij zdjem na soudobé &inské
malifstvi, ostatni jmenovani sbirali pfedevsim
staré ¢inské a japonské uméni, jez také
pfedstavili na vystavach ve velkych Eeskych

a slovenskych kulturnich centrech. Podrobnéjsi
Zivotopis Josefa Martinka na své zpracovani
zatim &eké. K Hlouchovym cestam do Asie, jeho
shirce a publikacim viz Jan Sejbl, Joe Hloucha:
spisovatel, cestovatel a sbératel, el. zdroj, Narodni
muzeum, Praha 2007. K pozoruhodné osobnosti
Viktora Oppenheimera viz Lubomir Slavigek,
Viktor Oppenheimer. Sbé&ratel, propagétor

a zprostfedkovatel japonského a &inského uméni,
in: Lubomir Slavi¢ek - Jana Vranova (eds.),

100 let Domu uméni mésta Brna, Dm uméni mésta
Brna, Brno 2010, s. 117-129.

2 Viz napf. Craig Clunas, Chinese Painting and
its Audiences, Princeton UP, Princeton and Oxford
2017, s. 5-35; Yin Hwang, The Art of Describing
the ,New’: Chinese Visuality and Europe in the
Early Modern Period, in: Michaela Pejéochova -
Clarissa von Spee (eds.), Modern Chinese Painting
and Europe. New Perceptions, Artists Encounters, and
the Formation of Collections, Reimer, Berlin 2017,

s. 25-41. Ke sbirce na zdmku Ambras viz také
Ivo Purs - Hedvika Kuchafovi (eds.), Knihovna
arcivévody Ferdinanda II. Tyrolského, Artefactum,
Praha 2015. Albu Barhama Mirzy je v€novana
samostatné studie David J. Roxburgh, The Persian
Album, 1400-1600. From Dispersal to Collection,
Yale UP, New Haven - Londyn 2005.

3 Zaikladni informaci o &inskych tapetich

v evropskych sbirkich viz Friederike
Wappenschmidt, Chinesische Tapeten fiir Europa:
vom Rolbild zur Bildtapete, Deutsches Verlag fiir
Kunstwissenschaft, Berlin 1989. Pro orientaci

v této problematice v Ceské republice mohou
poslouzit vysledky prizkumu Terezy Cikrytové
publikované jako Zmapovini dochovanych tapet
orientilntho stylu v Ceské republice. Katalog

s obrazovou €isti, Univerzita Pardubice, Fakulta
restaurovani, Studentska grantova soutéz,
projekt SGFRO1/2011.

4 (Clunas (cit. v pozn. 3), s. 22-27, naptiklad
ukazuje, jak Ernst Gombrich jesté v r. 1960

ve své stézejni publikaci Art and Illusion timto
zplisobem pracuje s obrazem ¢&inské krajiny

od jihosungského Sia Kueje (¢inny na pfelomu
12. a 13. stol.). Podobné ztotozné&ni ,&inské
malby* s malbou ve stylu malift jihosungské
mali¥ské akademie m3a v3ak dlouhou tradici,

jez vede aZ ke sbératelskym strategiim Ernesta
Fenollosy (1853-1908) a Okakury Kakuzdéa
(1862-1913), viz napf. Elizabeth Lillehoj, Making
Asia out of China: Okakura Kakuzo’s Notions

of Classicism, in: Vimalin Rujivacharakul (ed.),
Collecting China. The World, China, and a History of
Collecting, University of Delaware Press, Newark
2011, s. 73-85.

5 Vynikajici sondou do mentality dobového
sbératelstvi je naptiklad Minna Térméi, Enchanted
by Lohans. Osvald Sirén’s Journey into Chinese Art,
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Hong Kong UP, Hong Kong 2013. V &eském
prostfedi miizeme podobné tendence najit
napfiklad u sbirky ¢inské malby Emila Filly,
jejiz v&tsi ¢ast je nyni uchovavina v Galerii
Benedikta Rejta v Lounech. Soupis a dobové
datace éinskych maleb z Fillovy sbirky viz Toma3
Winter, Emil Filla, primitivismus a mimoevropské
uméni (disertagni prace), FF UK, Praha 2005.

6 Typicky je v tomto kontextu napiiklad nazev
posledni studie Jamese Cahilla, Pictures for Use
and Pleasure. Vernacular Painting in High Qing
China, University of California Press, Berkeley -
Los Angeles 2010. Odkazuje k figuralnim
malbam pouzivanym jako soukromé predméty
dekorativni ¢ uzitné funkce, které jsou zacasté
dilem dnes jiz neznamych mali¥d a dfive byly
pro vyvoj &inského mali¥stvi povazovany za
marginalni.

7 Naptiklad ve studii Minny T6érmé nenajdeme
Zadnou zminku o tom, Ze by Osvald Sirén
(1879-1966) vedle svého zajmu o star$i umé&ni
zkoumal nebo vyhledaval dila svjch souéasniki,
prestoze v Ciné v mezivaleéném obdobi pobyval
opakovan€ a podnikal zde za tgelem ziskani
uméleckych dé&l rozsihlé cesty. Pokud se setkal

s vyznamnym soudobym umé&lcem, jakym byl
napfiklad Wu Chu-fan (1894-1968), hovofil s nim
o star§im uméni a vyuzival jeho znalectvi pro
poznani dobovych sbirek staré ¢inské malby
(Tormi, cit. v pozn. 6, s. 134-135). Nezajimal

se viak o jeho vlastni tvorbu, natoz aby ji cht&l
pofidit pro Narodni muzeum ve Stockholmu,
které ho povéfilo nakupem dél do svych

sbirek. Ani v pfipadé& Johna Calvina Fergusona
(1866-1945), ktery v Ciné& il n&kolik desetilet,
neni doloZen zdjem o soudobé umélce a jejich
malby, zatimco dila starého mali¥stvi se

vedle dalsich umeéleckych predmétd snazil
ziskat skrze své kontakty p¥imo v paldcovych
sbirkach. Viz Lara Jaishree Netting, A Perpetual
Fire. John C. Ferguson and His Quest for Chinese

Art and Culture, Hong Kong UP, Hong Kong
2013. Z opa¢ného thlu pohledu je mozné
hledat pfipadné kontakty ¢&i zdjem obchodniki

s éinskym umé&nim, ktefi operovali na zdpadnim
trhu, jako byl napt. C. T. Loo (1880-1957).

I zde v3ak nardzime na az nepochopitelné
mléeni o souéasném uméleckém déni v Cin&

a naprostou absenci kontaktti s Zivym uménim,
viz nap¥. Géraldine Lenain, Monsieur Loo. Le
roman d’un marchand d’art asiatique, Editions
Philippe Picquier, Arles 2013.

8 Tchajwansk4 badatelka Sun Cchun-mej
bé&hem svych resersi v archivech pafizskych
univerzit dohledala podrobnosti o vice nez
padesati &inskych studentech, ktefi zde mezi lety
1914 a 1939 studovali malbu v ateliérech umélct,
jako byli Fernand Cormon, Pascal Dagnan-
-Bouveret, Francois Flameng, Louis Roger,
Lucien Simon, Ernest Laurent, Fernand Sabatté,
René-Francois-Xavier Prinet, Pierre Laurens,
Frederic Auguste La Guillermie a dal3i. Dékuji
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Sun Cchun-mej za zpristupnéni nepublikovanjch
vysledkd vyzkumu aktivit éinskych umélcta

v PaffZi v 1. poloviné 20. stoleti.

9 Exposition chinoise d’art ancien et moderne,
Imprimerie Alsacienne, Strasbourg 1924.

10 Exposition internationale des arts décoratifs et
industriels modernes a Paris 1925: Section de Chine,
Pafiz 1925.

11 Radu cennych informaci o Zivoté&

a dile umélce Liou Ti-pchiaca shromézdili

jeho potomci a publikuji je prib&zné na
internetovych strankach https://liujipiao.com/
12 Craig Clunas, Chinese Art and Chinese
Artists in France 1924-1925, Arts Asiatiques XLIV,
1989, s. 100-106.

13 O tomto planu hovoii v dochovanych
archivnich pramenech né&kolikrat i Vojtéch
Chytil, jenz tdajn& po zaloZeni Palacového
muzea v Zakdzaném mést€ r. 1925 se zastupci
¢inské vlady diskutoval o moZnosti vystavit

v Evropé rozséhlejsi soubor starého uméni ze
statnich sbirek. V r. 1928 v8ak doslo k padu
pekingské vlady a Cankaj$ek ustavil novou
nacionalistickou vlidu v Nankingu. To podle
Chytilovych slov pFekazilo zapocata jednéni,
ktera ptivodné ved! s vlidou v Pekingu,

a reprezentativni vystavu starého ¢inského
uméni se nakonec podafilo uspofidat po

zcela jinych cestich aZ r. 1935 v Londyné.

Jednu ze zminek o planované vystavé

starého umeéni viz dopis Vojtécha Chytila
skolegovi“ z 15. ledna 1931, uloZeny v Archivu
hl. mésta Prahy, Fond S.V.U. Manes, sign.

4. 1. O londynské Mezindrodni vystavé éinského
uméni, ktera se konala od 28. listopadu 1935 do
7. bfezna 1936, viz napfiklad Jason Steuber,

The exhibition of Chinese art at Burlington
House, London, 1935-36, The Burlington Magazine
CXLVIII, srpen 2006, s. 528-536; Fan Liya, The
1935 London International Exhibition of Chinese
Art: The China Critic Reacts, China Heritage
Quarterly, Gerven/zafi 2012, &. 30/31. Inspirativni
analyzu vystavenych starych éinskych maleb od
Jamese Cahilla najdeme na jeho strankach http://
jamescahill.info/the-writings-of-james-cahill/
london-193536-exhibition-early-paintings-from-
china

14 O Liou Chaj-suovi a jeho evropskych
cestach véetné dalsich podrobnosti k pofddanym
vystavam viz Michaela Pejéochova, Exhibitions
of Chinese Painting in Europe in the Interwar
Period - The Role of Liu Haisu as Artistic
Ambassador, in: Michelle Ying-ling Huang

(ed.), The Reception of Chinese Art Across Cultures,
Cambridge Scholars Publishing, Newcastle upon
Tyne 2014, s. 179-199.

15 Obsah vystavy dokumentuje katalog
Ausstellung Chinesischer Malerei der Jetztzeit, China-
-Institut a Frankfurter Kunstverein, Frankfurt am
Main 1931. Ze sta vystavenych tufovych maleb
bylo 22 dilem Liou Chaj-sua. Zaroveii viak byly
podle zavére¢né sekce katalogu i zde malby



pfedstaveny bok po boku s pfedméty starstho
uméni ze sbirek muzei i soukromych instituci,
z nichz né&které je nabizely k prodeji. Na prodej
byly i malby tvofici hlavni ¢ast vystavy.

16 27. a 28. ¢ervna 1932 napiiklad vysla na
pokracovani obséhla zpriva od komentatora
jménem Paj-§’ (ob¢anské jméno se zatim
nepodafilo identifikovat, nejedna se o slavného
malite Cchi Paj-§’e stejné zné&jictho jména),
osvétlujici zrod myslenky na usporadani
vystavy po Liou Chaj-suov€ navratu z prvniho
berlinského pobytu. Jako jeden z hlavnich
dtvodu je zde explicitné uvedena nutnost &elit
silici pfitomnosti japonského uméni na Zapadé.
Clanek konéi emotivnim ujisténim Ze ,[&nska]
vldda jiz vyjdd¥ila sviij nadseny souhlas a vyzvala
umélce k hojné iéasti, aby tak prispéli ke zdaru celého
podniku a nenechali tém Japonciim misto jediného
predstavitele celého Vijchodu.“

17 X vystav€ vysly dva katalogy, Chinesische
Malerei der Gegenwart, Wiirfel Verlag, Berlin
1934, a bibliofilské vydani vétsiho formatu

s celostrankovymi reprodukcemi jednapadesiati
obrazti s podobnym nazvem Ausstellung
Chinesische Malerei der Gegenwart, Carl Koch
Lichtdruckerei, Berlin 1934.

18 Z né&meckych periodik pfinesla zpravy

o vystavé pfedevsim Ostasiatische Zeitschrift, Sinica
a Ostasiatische Rundschau.

19 Liou své pojeti vyvoje moderni &inské
malby podrobnéji prezentoval jiz b&hem
prvniho evropského pobytu v letech 1929-1931
jako soutast Eetnych prednasek a diskusi.
Pfepis prednasky v Institutu ¢inskych studii ve
Frankfurtu nad Mohanem viz Sinica VI, 1931, ¢. 2,
S. 49-55. Jeho srovnanim s texty pro katalogy
pozdg&jsich vystav zjistime, Ze se Liouovy
pFedstavy o periodizaci a klasifikaci ¢inské malby
ani nizory na mozné cesty jeji modernizace

v podstaté nezménily a s kazdym dal3im textem
je pouze dile rozvijel. Zustava viak otazkou,
nakolik mohly byt subtilni rozdily v technice
nebo symbolice tusovych maleb srozumitelné
evropskému Gtenafi bez hlub3i znalosti vjvoje
starého mali¥stvi v Cin&. Spige se zd4, Ze Liouovy
prednésky a texty oslovily pfedeviim jeho
krajany v zahraniéi, ktefi s n€kterymi nazory
polemizovali nebo je naopak déle rozvijeli.

20 Ostasiatische Zeitschrift N. F. X, 1934, ¢. 1-2,
s. 55.

21 Uta Rahman-Steinert, Chinesische Malerei
des 20. Jahrhunderts in Berlin bis 1980,
Ostasiatische Zeitschrift (Neue Serie) XXIV, podzim
2012, s. 28. Neradostnym Fizenim osudu v3ak
byla vétsina dél, jez v Berling ziistala z Liou
Chaj-suovy vystavy, na konci 2. svétové valky
odvezena Rudou arméddou a dnes se nachézi ve
stile jest€ nedofesenych majetkovych pomérech
v depozitafich petrohradské Ermitize. V Berling
jsou nyni z akvizice r. 1934 dochovany jen
ojedinélé kusy.

22 V Londyné byla vystava rovnéz pfijata

velmi dobfe a jeji ohlas je podobny tomu, jaky je
doloZen z prvni zastavky v Berlin& o rok diive.
Je mozné, Ze zdejsi klima jiz bylo ovlivnéno
my3lenkami na p¥ipravu mezinarodni vystavy
starého ¢inského uméni, ktera se konala koncem
r. 1935. V Londyné v této dobé& znaéné& pfispél

k popularizaci ¢inského uméni kurator Britského
muzea Laurence Binyon a ve zprostFedkovani
kontaktt: se intenzivné angazoval také ¢insky
vyslanec ve Velké Britanii Kuo Tchaj-&chi
(1888-1952). Podrobné k londynské zastavce Liou
Chaj-suovy vystavy viz Shelagh Vainker, Modern
Chinese Painting in London, 1935, in: Jo-Anne
Birnie Danzker (ed.), Shanghai Modern 1919-1945,
Hatje Cantz, Ostfildern-Ruit 2004, s. 118-123.

23 Dopis Spravy Umé&lecko-primyslového
musea Obchodni a Zivnostenské komote

z 30. ledna 1934. Archiv Uméleckopriimyslového
musea v Praze, inv. €. 514/34.

24 Termin vyptj¢eny z nazvu vystavy
Modernités plurielles 1905-1970, Centre Pompidou,
23. fijna 2013 - 26. ledna 2015, jez se pokusila
moderni uméni pfedstavit jako diverzitu

a koexistenci uméleckych forem a tradic spise
nez jednotny, koherentni narativ. Otiazkou,
kterou nelze na omezeném prostoru tohoto
¢lanku podrobné rozebrat, zistava, nakolik
bylo mladé ¢inské uméni skuteén& pochopeno

a uznéno v ostatnich evropskych zemich, kde

se Liou Chaj-suova vystava konala, byt mistni
umélecké kruhy reagovaly o poznani citlivéji

a fundovanéji nez prazské. Tato problematika

je pfedmétem dalsiho vyzkumu, z dosud
publikovanych studii viz Birnie Danzker

(cit. v pozn. 23) nebo Michaela Pejéochova -
Eric Lefebvre, Les modalités de la réception de Vart
moderne a travers une typologie des expositions de
peinture chinoise dans VEurope de Uentre deux guerres
(v tisku).

25 Koncept upoutivky na vystavu pro Prazsky
RadioZurnal, dat. 27. b¥ezna 1935, Archiv
Uméleckoprimyslového musea v Praze.

26 Podrobnosti k prazské vystavé viz Archiv
Uméleckoprimyslového musea v Praze, ohlas
vystavy v Berliné podrobné rozebird Rahman-
-Steinert (cit. v pozn. 22), vice k ohlasu
londynské vystavy viz Vainker (cit. v pozn. 23).
27 V. V. 8. [Véclav Vilém Stech], Rozcesti

staré kultury. K vystavé ¢inského uméni

v Umélecko-priimyslovém museu, Ceské slovo,

31. bfezna 1935, s. 16.

28 O Chytilové zivotg, malifské tvorbé

a sbératelskych i osvétovych aktivitich podrobné
pojedniva moje studie s pracovnim nézvem
Formovdni sbirek moderniho ¢inského tusového malifstvi
v mezivdlecném Ceskoslovensku, kterou vyda r. 2018
Narodni galerie v Praze.

29 Asi nejpodrobnéji viz Li Cung-chua, Pi-lu
lan-lii sing kuo-mej - 1917-1937 nien Pej-ting kuo-li
Euan-men mej-Su tiao-jii jen-tiou, Chu-pej Zen-min
&chu-pan-3e, Wu-chan 2008.

30 K zivotu a dilu t&chto malifd podrobné&ji
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Michaela Pejéochova, Misti ¢inské tusové malby
20. stoleti ze sbirek Ndrodni galerie v Praze, Narodni
galerie v Praze, Praha 2008.

31 Vice podrobnosti ibidem a pfedevsim

pak v pfipravované publikaci Pejéochova 2018
(viz pozn. 29).

32 Dokumentace pfiprav i pritb&hu vystavy

a jejich ohlasii je uloZena v Archivu Narodni
galerie v Praze, fond KJ, novinové vyst¥izky
1916-1928, AA 1502/1, karton 167.

33 Ibidem.

34 Rozbor obsahu jednotlivych vystav

a detailn&jsi popis vyvoje v Chytilov€ sbératelské
strategii viz Michaela Pejéochova, Vojtéch Chytil
and his European exhibitions of Chinese art:
Chinese 20th-century painting first introduced in
Europe, in: Pej-ting chua-jiian (ed.), Cchi Paj-§ jen-
-tiou ti san i, Kuang-si mej-5u &chu-pan-§e, Nan-
-ning 2015, s. 1-21.

35 Chytilovy prodejni vystavy se konaly

v Fadé€ statl stfedni Evropy a pozdé&ji dokonce

i ve Velké Briténii. V r. 1928 vystavoval v Praze
a Ostravé, 1929 v Praze, 1930 ve Vidni, Brng,
Berlin& a Budapesti, 1931 v Karlovych Varech,
Praze, Plzni a Olomouci, 1932 v Ceskych
Bud&jovicich, Pardubicich a Ostravg, v letech
1933 a 1934 dvakrit v Londyn€ a na dal3ich
mistech Velké Britanie, 1935 v Bratislavé a ve
Slaném, 1936 ve Vidni a Kogicich, 1937 v Praze

a 1938 v Budapesti. BEhem r. 1930, kdy probé&hly
asi nejrozsahlej3i a nejprestizng&j3i z t&chto
pFehlidek, bylo podle dochovanych katalogii
vystaveno kolem 470 dél, z nichz p¥iblizn&
polovina z katalogi zmizela koncem r. 1930,

a je proto pravdépodobné, Ze byla b&hem &ty¥
velkych vystav prodéna. Vice podrobnosti viz
Pej¢ochova 2015 (cit. v pozn. 34). Vedle toho
Chytil dovazel umeélecké predméty pro pfatele

a dal3i zdjemce soukromé, bez oficidlniho
zapojeni do né&které z vystav. Lze proto
predpokladat, zZe do soukromych sbirek se diky
Chytilovym aktivitim b&hem téchto let dostalo
nékolik set dél soudobého éinského malifstvi.
36 Chytilovy texty predstavujici vyvoj

na pekingské umélecké scéng, pro jejichz
rozbor zde neni prostor, lze nalézt pfedeviim

v katalozich k vystavim zminénym v pozn. 36.
Detailni analyzu Chytilovych nézort na

stardi i recentni historii éinské malby pfinese
pfipravovana publikace Pejéochova 2018

(viz pozn. 29).

37 Dopis Vojtécha Chytila ,kolegovi*

z 15. ledna 1931, uloZeny v Archivu hl. mésta
Prahy, Fond S.V.U. Mines, sign. 4. 1. Skute¢ny
pocet prodanych d&l mohl byt o n&co nizsi,
nebot Chytil mél ve zvyku &isla ve svych textech
poné&kud nadsazovat. Obrovsky rozsah vystav

a vysoké poéty dovezenych dél jsou nicméné
nesporné.
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Sexnam vyobrazeni

1 Liou Ti—pchiao, Tanecnice v cisarském paldci,
na Wstavé starého a moderniho &inského uméni ve
Strasburku, 1924. Foto: archiv autorky.

2 Liou Chaj-su a pratelé v Belgii, 1930. Foto: archiv
autorky.

3 Katalog Wstavy ¢inské moderni malby (Ausstellung
Chinesische Malerei der Gegenwart), Wurfel Verlag,
Berlin 1934. Foto: archiv autorky.

4 Zahajeni Wystavy c¢inského uméni
v Uméleckoprimyslovém museu v Praze, 1935.
Foto: archiv Uméleckoprimyslového musea v Praze.

5 Pohled do Wstavy ¢inského uméni
v Uméleckopriimyslovém museu v Praze, 1935.
Foto: archiv Uméleckoprdmyslového musea v Praze.

6 Pohled do Wstavy &inského uméni
v Uméleckoprimyslovém museu v Praze, 1935.
Foto: archiv Uméleckoprdmyslového musea v Praze.

7 Upoutavka na Wstavu cinského uméni v budové
Rudolfina v Praze, 1928, Ndrodni politika, leden 1928.

8 Zahajeni Chytilovy vystavy Japonské a ¢inské uméni
soucasné v Obecnim domé, 1929. Foto: archiv autorky.

9  Cchi Paj-§', Rybdr, konec 30. let 20. stoleti, tus
a barvy na papire, Narodni galerie v Praze.

10 Cchen Pan-ting, Krajina, 1930, tus a barvy
na papire, Narodni galerie v Praze.

11 Pchu Zu, Tchao Jilan-ming a jeho bdseri Névrat,
1929, tu$ a barvy na papire, Narodni galerie v Praze.

12 Siao Sung-zen, Lotosy, konec 30. let 20. stoleti, tug
a barvy na papire, Narodni galerie v Praze.



MATERIALIE

Posmrtné herecké portréty
v japonské sbirce Narodni galerie
v Praze

JANA RYNDOVA

Autorka se v élanku zabyva ikonografii a napisovim aparitem na japonskych posmrt-
nych hereckych portrétech ve Sbirce uméni Asie a Afriky Narodni galerie v Praze.
Sedmnact vybranych dievoiezi typu §inie rozebira i z historického a sbératelského hle-
diska. Text tak nabizi konkrétni, specificky profilovany vhled do konvolutu japonskych
dievorezii z prvni poloviny 19. stoleti, které pochazeji z dilny rodu Utagawa. Autorem
vétsiny z nich je Utagawa Kunisada (1786-1865) a vesmés jiz byly publikovany v mono-
grafii Narodni galerie k obsahlé dvoudilné vystavé dél tohoto autora z ¢eskych sbirek

v roce 2005. Tato studie v3ak k listim nabizi i pfesné preklady napisti. Prav€ posmrtné
tisky §inie dobfe ilustruji dobovou provazanost japonské dievorezové tvorby poloviny
19. stoleti a japonského méstanského dramatu kabuki. Herecké portréty v tomto piipadé
nejsou jen strnulym scénickym obrazem, ¢asto informuji p¥iznivce divadla o kariérach

a zivotnich zvratech jednotlivych hercii a o vSestrannosti jejich talentu. Zaroven maji tyto
portréty samozi'ejmé i buddhisticky podtext, a piedstavuji tedy material dilezity pro
historiografii divadla kabuki a stav mySleni spole¢nosti v pozdnim obdobi Edo.

Klicova slova Divadelni Zanr kabuki k sobé pritahoval
posmrtné portréty Sinie, Utagawa Kunisada, japonsky nemalou pozornost japonské vefejnosti jiz
drevorez, divadlo kabuki, ¢esti sbératelé japonského , v, , ..
dFevorezu, Nérodni galerie v Praze od samého poditku 17. stoleti, kdy knézka
Okuni ze svatyn€ Izumo se svou skupinou
v Kjétu zahijila taneéni a pé&vecka pred-
staveni u Feky Kamo a ve svatyni Kitano.
Scény divadla kabuki pak zadaly vznikat
v Osace nedaleko Kjo6ta i v Edu (pozd&jsim
Tokiu). Popularita Zanru kabuki dosahla
vrcholu na konci obdobi Edo (1600-1867)
a herecké portréty z prvni poloviny 19. sto-
letf tvoif nedilnou soudast odkazu, ktery
svétové kultufe zanechal japonsky barevny
dfevofez.

Portréty hercti ¢i aranZované st€Zejni
scény ze slavnych her byly vydavany ve
znafném mnoZstvi a za netrpé€livého oceka-
vani publika jako b&Zny komeréni doplnek
divadelnich produkci. ,Kdys jednotlivd diva-
dla stanovila data letnich ¢i novoroénich pied-
stavend, zvolily se scény z tispéSnijch her, které
slibovaly popularitu a zajimavé obrazy (mohla
to byt napriklad vragednd scéna % ducharské
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hry), a tyto scény byly publikovdny. Jisti dsaéti
nakladatelé navstévovali divadla ve dnech pre-
miér spolecné s umélci, ktefi zachycovali podoby
hercii. Pitmo v hledisti byly ze étyF nebo péti
divdckyjch boxii odstranény zdstény a rogprostiely
se zde rohoZe. Na stoly se pak rozloZily papiry
a $tétce a vse bylo pripraveno ke skicovdni déje
na jevisti. Umélec sedél uprostied, majitel nakla-
datelstoi a jeho drednici sedéli po umélcové boku.
Vedle se pak prootiidni spoleénice staraly o jidlo
a piti, v divadle tedy bylo velmi Zivo. Slo o jistou
formu propagace, o oxndmeni skutecnosti, Ze se
pripravuji tisky z daného predstaveni. Zdkaznici
zaznamenali, Ze je tu ten a ten umélec, Ze brzy
budou v prodeji jeho kvalitni grafické listy, a oée-
kdvali jejich vyddni. [...] Prdce musela byt hotova
béhem dvou, maximdlné t#i dnii, vytisky mély
nékdy nahrubo vyfezané prechody mezi bareo-
nymi liniemi. [...] Od skici a% po hotovy tisk bylo
vse ponechdno na umélci, nakladatel si naprosto
nemohl byt jisty vysledkem. Byl ale ji% na tuto
praxi zoykly. Kdyz se podafil kvalitni vytisk, byl
spokojen a vystavil ho pfed obchodem pied zraky
ji% Cekajicich zdkaznikii. Proni edice se vmZiku
prodala a ndsledovala jedna edice za druhou,
% Cehog nakladatel velmi profitoval. Tak tomu
bylo, kdyz byly portréty dobie prijaty. Ale mohl
se stdt i opak, nékdy se neprodal ani jediny vytisk,
nakladatel tratil a celd edice se viibec nedostala na
denni svétlo. Vétsina portrétii nebyla oznaéena
jmény herci, lidé je pozndvali podle todfi a rodin-
nyjch znaki (moni) na kostymech. Fanousci
riiznyich hercii spolu souté%ili v ndkupu grafickijch
listii a nechali si je vazat do alb, aby je chrdnili.“*
Pfikladem scénického skicovani popsaného
vyse je i list se signaturou Vm 904-906 ze
sbirek Narodni galerie zachycujici slavné
herce jako sudi a zipasniky sumé (obr. 1).
Linearni struktura kompozice triptychu
stoji za pozornost jako zdroj nového pii-
stupu evropskych umélct k perspektive.
Detailni pohled na scénu z nadhledu
evokuje napt. ,vyfezy“ z oblibenych vyjevi
s baletkami Edgara Degase.

Popularita divadelnich tiskt pokracovala
aZ do raného obdobi MeidZi (1868-1912)
a dala vzniknout i komerénim obraztim
ze soukromého Zivota hercti a posmrtnym
portrétim popularnich interpretd stézZej-
nich japonskych scén situovanych v Edu
a Osace. Vedle cca 5000 edskych tiskt se
ve sbirce Narodni galerie v Praze nachézi
téme&F 500 grafickych listt 6sacké prove-
nience, mezi nimiz pfevazuji herecké
portréty z poloviny 19. stoleti. Tento
konvolut pfedstavuje témé&f desetinu
z celkového fondu d¥evofezt ve Sbirce
uméni Asie a Afriky NG. Vyznamny je
také pocetny fond ve sbirkich Narodniho
muzea (Naprstkova muzea asijskych, afric-
kych a americkych kultur) shromizdény
prevazné v dobé pobytu sbératele Josefa/
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Joe Hlouchy (1881-1957) v Kébe a Osace
v roce 1906, b&hem kterého Hloucha tzce
spolupracoval s krajanem Karlem Janem
Horou (1881-1974), inZenyrem zamé&st-
nanym u Osaka Gas Light Company.
Tento konvolut zpracovali prof. Susumu
Macudaira a Libue Bohé4ckova mezi lety
1983-85. Z fondt obou statnich instituci
(Narodniho muzea a Narodni galerie) byla
uZ v roce 1985 usporadina v Niprstkove
muzeu velkd dvojdilna vystava - jedna

z prvnich pfehlidek 6sacké grafické pro-
dukce Kamigata-e v Evropé.

Nasledujici text se zamé&ii zejména na
posmrtné herecké portréty edské prove-
nience §inie (5£4:), kterych je ve Sbirce
uméni Asie a Afriky Narodni galerie
v Praze dochovino 22. Pfedni japonské
divadelni scény si i v 19. stoleti nadale
zachovavaly nesmirnou popularitu a por-
tréty herct, posmrtné tisky nevyjimaje,
byly stale vice vyhleddvanym obchodnim
a sbératelskym artiklem - jak v Osace, tak
v Edu. Posmrtné ¢ pamétni tisky Sinie jsou
né&kdy oznaéoviny jako ,obrazova rekviem*
cuizen’e (1834:) a vychazeji z podoby tvafe
nigao’e ({Ul41%2), tedy z portrétniho zachy-
ceni zobrazovaného herce. I pfes milokdy
opomenuté detailni informace (hercovo
jevidtni jméno, basnické jméno haimjd,
posmrtné jméno hémjé, datum dmrti, v&k)
tedy nelze posmrtné portréty vnimat jen
jako pouh4 uniformni smuteéni ozna-
meni, i tyto tisky byly vytvarné a technicky
na vysoce profesionélni drovni a t&3ily
se znaéné oblibé. Od ,b&zné* produkce
se tisky $inie Gasto odliguji tim, Ze jsou
zamé&rné& ténoviny s pouzitim bledémodré
na3edlé barvy, kterd symbolizuje svét
duchti a nezivych.

Popularita a masova produkce oslavnych
¢ posmrtnych grafickych listd se oviem
netykala jen hercti, srovnatelnymi celebri-
tami byli i zdpasnici sumd, jak doklada vyse
reprodukované aranZované scéna zépasu
sumo i ojedinély portrét Rjimona Jo3igor6a
ve sbirkdch Narodni galerie (obr. 2). List
je signovan vlevo pod zapasnikovym lok-
tem jako ,obraz Ippésaie Kunijasua® (—B75
[ %1 Tpposai Kunijasu ga). U zdpasniko-
vych nohou se nachéazi cenzorské razitko
,schvileno“ (1 kiwame) a nakladatelské
razitko ,Uemura Johei“ (L4 5126) s adre-
sou Nanba &6 (Naniha &6). U pravého
okraje listu je uvedeno zapasnikovo jméno
Rjamon Jogigoré (HEMUFTLER) i s jeho
t€lesnymi proporcemi (5 ./ LER A& HIF
Mu$5E H 4 vyska vic nez 7 $aku /stop/ = vic
neZz dva metry, vdha vic nez 40 kanme = vic
nez 150 kg). Dile z ndpisu u pravého okraje
listu vyplyvé, Ze Rjimon Jogigoré pocha-
zel z kraje Ijo (dne3ni provincie Ehime na



severozépad& ostrova Sikoku), Ze poby-

val ve mé&sté€ Macujama na severozapadé
Sikoku a Ze remizoval se zapasnikem jmé-
nem DZinmaku Cébei. List podle zdznamu
vpravo zachycuje Rjdmona Jogigoréa ve
v€ku 22 let, tedy na vrcholu kariéry. Slavny
zapasnik zemf¥el ¢trnactého dne druhého
mésice lunarniho kalendafe ¢tvrtého roku
éry Tenpd (1834) ve v€ku 27 let. Néapis pod
jeho nohama dokldda, Ze ve v€ku 22 let
byl oficialng pfijat do 6sacké arény, portrét
byl tedy pravdépodobné pofizen privé pii
piileZitosti tohoto ceremonialu, Josigoré
ma na sobé€ slavnostni hedvibnou suknici
kesémawasi (fL¥EIT] L) s motivem kapra, sym-
bolem vytrvalosti a sily.

Uvedeny piiklad neni sice modelovym
posmrtnym portrétem, nicmén€ velice
dobfe zachycuje informativni a aranZovany
charakter obdobnych grafickych listi, ktery
v ptipad€ hereckych portrétt nékdy prerts-
tal az do bulvarni roviny, a to (i kdyz spise
vyjime&né) i navzdory smuteénimu charak-
teru posmrtnych tiskd.

Obzvl43té vyrazné jsou v tomto
ohledu posmrtné portréty herce I¢ikawy
Dandzdré6a VIIL. (1823-1854). I¢ikawa, prvni
milovnik edské scény, spichal ve véku
32 let (v 8. mé&sici lunarniho kalendare
roku 1854) sebevrazdu seppuku (respektive
si podfiznul hrdlo) na ptid& pro né&j kon-
kurenéniho mésta Osaky. Doslo k tomu
zFejmé v souvislosti s vleklou krizi divadla,
vyvolanou vladni reformou projevi
mé&stské kultury za éry Tenpé roku 1842,
ktera postihla sedmiletym exilem v Osace
i jeho neméné& proslulého otce I¢ikawu
Dandzaréa VII. (Ebizda V.). Po sebevrazdé
mildcka edského, zejména Zenského publika
bylo vydano celkem 130 réiznych komemo-
rativnich dfevoFezi, coz byl oviem rekordni
pocet. U jinych hercii se vzpominkové por-
tréty poéitaly do tii az péti edic. Slavny je
zejména posmrtny portrét Dandzdr6a VIIL.,
na kterém je oplakdvin davem mé&3tanskych
Zen a divek v€etn& kocky v pravé dolni &asti
listu (obr. 3). Po DandZir6ové diistojném
odchodu z jevidté svéta se objevila fada
pololegélnich, necenzurovanych a nesigno-
vanych posmrtnych portrété. Pochybnost
proto vyvolava signovany Kunisadv list
s inventdrnim &islem NG Vm 2339 (obr. 4)
datovany rokem 1852. Kunisada sdm by se
zfejmé prestupku proti cenzorskym ome-
zenim zpodobiiovani hercd, tedy proti
jednomu z projeva vladnich reforem més-
tanské kultury z roku 1842, nedopustil. Je
tedy pravdépodobné, Ze piratsky editor zde
vyuzil stardiho portrétu datovaného rokem
1852, opatfeného cenzorskymi razitky, k ree-
dici zbavené ptvodniho pozadi, oznaéeni
role i znacky nakladatele.

Posmrtné portréty herctt v kazdém
pfipadé nebyly jen ¢ist€ informativnimi
smuteénimi ozndmenimi, mély i komeréni
a zdroveri i esteticky a eticky rozmeér, ktery
v tiscich daval vyniknout i obrazu posmrt-
ného Zivota v souladu s buddhistickou
virou. Na listu ve sbirce Narodni galerie
se signaturou Vm 3028 je napiiklad popu-
larni milovnik I¢ikawa Dandzdaré VIII.
zachycen po boku débla. Ten se chysta
herce odvést, éemuz se snaZi zabranit dav
Dandzdaréovych obdivovatelek (obr. 5).
Tento list je ve skute€nosti ¢asti diptychu,
druha &ast, ve které jsou zobrazeni pes
a kocka tahajici za lemy kimon plaéicich
Zen, ve sbirce NG chybi. Napis na repro-
dukovaném listu je nasledujici: #/\H 75
H - ,Sesty den osmého mésice roku Tygra®, ¥
Al RHETINEIARE -, Idikawa
Dand#iré VIIL., posmringm jménem DZden
Sind%i = Vérici na misté Cistoty®, 1147 —+
ZF - v tomto roce [1854] 32lety. Zakladni
informace dopliiuje text v levé horni &asti
listu: B35 O & M2 e mIC L L H 7o
HENIRIC L EVLE ZTH XD
WIK7R < UTEFOMNMERISR D THINAT
> MWLIFE THUIMOEIC iz
HRHCUHIEZ L -, Vynikajici mu% divadelni
scény, ndhle odvanut % tohoto svéta, poslusen
profesniho pouta mezi rodicem a potomkem, upird
svou mysl k ddblové elexné holi, cestou necestou
spéje do podsvétni Fise, zastavovdn a popota-
hovdn, oplakdvdn; sbohem, smuteéni vrby lkaji
a netopyri pod nimi Eekaji na §tésti na onom
svété.“ Rovnéz triptych Utagawy Kunisady
se signaturou Vm 2835 ze sbirky pétera
Sigismunda Bousky m4 zFejmy duchovni
rozmér, zachycuje herce jako pfedstavitele
japonského panteonu, ktefi pfekonévaji zlo-
syny a démony. Uprostfed je opét popularni
herec I¢ikawa DandZztré VIIIL. zobrazen
jako privodce podsvétim bédhisattva
Dziz6 (obr. 6). Vpravo je ve své dobé& také
popularni herec Nakamura Utaemon IV.
(1798-1852) pfedstaven jako bojovnik nad-
pfirozenych schopnosti Nippon Daemon,
vlevo je zpodoben herec Zenskych roli
onnagata Bandé Stika II. (1813-1855) jako
bohyné& milosrdenstvi Kannon.? Vichni
tfi herci jsou oznadeni kartusi s dataci,
vEkem v dob& dmrti, jevistnim, basnickym
a posmrtnym jménem. Kartu§ uprostied
obsahuje tento napis a dataci: %7kt 5
FNAANH BEZTERA FTE=1"4 %
EHEEDEL S AHETERE Ak =
Tt Z5 W HE - ,Sestého dne osmého mésice
sedmého roku ,starsiho* dievéného Tygra éry Kaei
[1854]. V Naniwé [starsi nazev pro Osaku]
skonal ve véku tficeti dvou let vpravdé vytrvaly
véfici, ctnostny Dgden, I¢ikawa Dandziré VIIL.,
bdsnickym jménem Sanso, prislusny k divadel-
nickému domu Naritaja.” Kartu§ vpravo nese
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nésledujici napis: /K LEFFEHTEH K
= TR AATFEL A kb H BIE

& PUAH AR P HE2 e 25 s -
»Sedmndctého dne druhého mésice pdtého roku
,starsi* vodni Krysy éry Kaei [1852]. V Naniwé
[Osace] skonal ve véku padesdti péti let véFici

2 kldstera Kasei’in Kand%aku Nicijo, Nakamura
Utaemon IV., bdsnickym jménem KandZaku,
prislusny k divadelnickému domu Narikomaja.*
Tento v Osace nejpopularnéjsi herec

a tane¢nik kabuki, ktery dlouh4 1éta hos-
toval i v Edu, byl také nadanym béasnikem.
Zemfel néhle ve v€ku 55 (podle jinych Sinie
58) let po kratké nemoci, a proto ho opla-
kévala ob& mésta. Kartus vlevo obsahuje
sdélent: ‘ZH —CIME=H/NH  HE= TR A

FEN+ =4 FEFEIUGEL —HEBRCR
B HeBFE K5 KR - |, Sestého dne
tiretiho mésice druhého roku ,mladsiho* dievéného
Krdlika éry Ansei [1855]. Ve Vijchodnim hlav-
nim mésté skonal ve véku Ctyficeti t1 let véFici
Siijo Dzissan, Bandé Siika II., bdsnickym
jménem Siika, prislusny k divadelnickému domu
Jamatoja.“ Tento herec se proslavil zejména
ztvartiovinim hlavnich Zenskych rolj,
zemfel stejné jako Nakamura Utaemon IV.
po kratké nemoci. Datum tmrti odpovida
skonu herce Bandéa Stky 1., ale zapis
jména na reprodukovaném listu je prova-
zen ozna¢enim druhého nositele jména
(nidanme). To znamena, Ze ve své dob& byl
povazovan za druhého nositele poetického
jména, které jako své basnické jméno haimjé
uzival i herec, ktery byl jeho adoptivnim
otcem, Band6 Mitsugor6 I11., ale v pozdé&jsi
rodové genealogii se oznaoval za zaklada-
tele herecké rodové linie Bandé s vlastnim
jménem Stka. Pravé Stka I. v ramci této
odnoze rodu Bandé proslul nejvice, a to
zejména precizni dikci a osobitym herec-
kym projevem v hlavnich Zenskych, ale
i muzskych rolich (taéijaku).

Dal3im zajimavym pifikladem posmrtného
tisku ve sbirce Narodni galerie, ktery pro-
pojuje hercovu osobnost s buddhistickym
panteonem, je list Vm 2975 - portrét herce
Iwaie Hangir6a VI. v roli b6dhisattvy Fugen
(obr. 7). Iwai Hangiré VI. (1799-1836) byl
vyraznym piedstavitelem Zenskych roli své
doby. List je signovén ,3tétcem Kunisady
od Patého Brodu® (FLiE=H H 4 Gotbtei
Kunisada hicu) a opatfen (ofiznutou) peéeti
nakladatele a cenzorskou peéeti , schvaleno”
(ft kiwame). B6dhisattva Fugen, ochran-
kyné spravedlnosti a zboznosti a 3ifitelka
Buddhova uédeni, tradiéné na hrbetu bilého
slona provazi Buddhu Sakjamuniho a svym
pfikladem vede viechny Zivé bytosti ke
spéase. A ve shirce Narodni galerie se
nachizi i posmrtny portrét herce v Zenské
roli se signaturou Vm 4579, kde je Onoe
Kikugoré IV. (1808-1860) - podobné jako
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I¢ikawa Dandzdré6 VIIIL. na listu se sig-
naturou Vm 3028 - odvidén do podsvéti
diblem (obr. 8). Kartus v podobé& stély
vpravo obsahuje vé&jif, ktery je emblémem
herct z rodové linie Onoe Kikugoré, a pod
véjitem nasledujici napis: {17 F DI B I
20 1LRS - ,do Eda [Tokia] pFisld ,dcerka‘ Onoe
Kikugoré“. A kartus vpravo nahote v podobé
svazaného seSitu nese tento népis a dataci:
TIETCHAES HH/NH  IEERRAE g5
+ WEA LM - | Doacdtého osmého dne
Sestého mésice proniho roku Opice éry Man’en
[1860]. VéFici Pravé Viry Sakud%é Kikuddken.
Asakusa, Imado, chrdm Kérakudzi.*

Po odchodu hercii z jevisté svéta byl
kromé jejich nového buddhistického jména
v posmrtnych portrétech ¢asto zdtraziio-
vén i talent jednotlivych osobnosti. Plati to
zejména o podobiznach viestranné umé-
lecky nadaného Nakamury Utaemona IV.
(obr. 9-13). Nakamura Utaemon IV.
(1798-1852) byl uznavan nejen pro svij
jevistni projev, ale také pro své taneéni
schopnosti a basnické nadani. Mnohé
z jeho posmrtnych portrétt obsahuji
jeho vlastni ver3e jako autorsky epitaf.
Jeho posmrtny portrét se signaturou
Vm 3404 (obr. 9) nese obvyklou dataci se
jménem a vékem zemtelého: 577k . 1-4F
TAEH AR ATER A O -
ySedmndctého dne druhého mésice pdtého roku
Krysy éry Kaei [1852]. Nakamura Utaemon,
toho roku pétapadesdtiletyy.” List je signovan
jednim z Kunisadovych pseudonymt (¥
NS = Suihé SandZin $a = ,Naértnul
Podnapily Budizkniéemu®) a signatura je
doplnéna pefeti ve tvaru §ilku na sake.

V levé horni &4sti listu se nachézi ¢tyfversi
z tzv. Nirvana sdtry (554 Nehangjo): ##1T
T A AW T BORE 4 - |, Ve plyne,
nic netrod. Nejisty je osud pozemského byti. Jen
pdd do nicoty uhasi vijheri ivotni touhy. Touha
je straddni, vyvanuti je blagené.* Nakamura
Utaemon IV. drZi v ruce réZenec, list je
zjevné vytvoren podle klasického modelu
posmrtnych portrétd. Dal3i Utaemontv
nesignovany posmrtny portrét Vm 4500,
pochazejici ze sbirky fotografa Josefa Sudka
(1896-1976) (obr. 10), je v souladu s vytiibe-
nym vytvarnym citénim byvalého majitele
zajimavy zejména po kompoziéni strance.
Jedni se vlastné& o dvojportrét symbolizu-
jici pfechod mezi timto a onim svétem.

V oblaku koufe stoupajiciho z kadidla

se Nakamurovi Utaemonovi IV. s riZen-
cem v ruce zjevuje duch herce I&imury
TakenodZ6a V. (1812-1851). I&imurovi je
v&novén text vpravo nahote: 3 & Fi &2
wiafat FAaz/\AHHE =10

A -, VeéFici % kldstera Gendé‘in Kajo Kakicu.*
Dwacdty den osmého mésice étortého roku Kance
éry Kaei [1851], toho roku devétatvicetilety.”



Po levé stran& konturami naznagené postavy
I¢imury TakenodZéa V. je umisténo jméno
hercova domovského tokijského chramu:
L5+ &5 Ri%JF - ,Edsky chrdm Dobudana
Céondzi“). D4l uz se list vénuje postavé
Nakamury Utaemona IV., nahofe upro-
stfed je kaligraficky ztvarnéna Utaemonova
basen haiku: lH D / =& Z T DR/ T
S -, Piedjarnim nebem / se tiepotd vzpo-
minka / jak vrabédk v letu.“ Tim je smuteéni
oznameni zasazeno do obdobi pfedjaii
(Nakamura Utaemon IV. zemfFel ve dru-
hém meésici lunarniho kalendéfe) a zaro-
veil autorskymi versi z tvorby zemfelého
odkazuje na Utaemonovo bésnické jméno
Kandzaku, které lze pfelozit jako ,Hravy
Vrabec”. Vlevo nahofe jsou uvedena data
Nakamury Utaemona IV. s dedikaci ésac-
kému Chramu Cisté Zemé, kde byly ulo-
Zeny Utaemonovy ostatky: K3z - 0] ¥ [
SR S TRt i N e e T AN R e
H+-tH - ,Osaka, ¢tort Nakaderamaci, Chrdm
Dg%6kokudsi. Vérici bdsnik a dramatik, bdsnic-
kym jménem KandZaku % kldstera Mjohéin. Stdr
padesdt osm let.> Sedmndctého dne druhého mésice
pdtého roku Krysy éry Kaei [1852].“ Nakamura
Utaemon IV, i kdyZ je jeho pamatka jesté
Ziv4, jiZ vzhliZi k onomu svétu, kde ho
vitd I¢imura TakenodZé V., ktery zemfel
zhruba $est mé&sict pfed nim samotnym
na néasledky nahlého onemocnéni. Stejni
dva herci se mijeji také na (pravd€podobng)
Kunisadové dvojportrétu se signaturou Vm
4728 (obr. 11). Tento list obsahuje nasledu-
jici napisy: A EAFF=FE WA Z R
FAKPIZ N A ATEBEEET ARG
fraE=+A -, Ctort Hond%o, Osiage, chrdm
Daiondgi, kde spocinul Téimura Takenodzo.
Dvacdtého dne osmého mésice ¢tortého roku Kance
éry Kaei [1851]. Vérici 3 klastera Koun’in Kenjo
Cileuei [?], toho roku devétatficetiletyj,“ a o néco
dal Ry —H+tH  Hokiie HosE 1
RIPSpH ¥ ESF =38 ATHFEA+F4
W4t -, Sedmndctého dne druhého mésice
pdtého roku Krysy stejné éry [Kaei, 1852]. Vérici
% kldstera Kasei’in Kandtaku Nikké. Osaka,
¢étort Nakaderamadi, Chrdm Dz%ékokudzi, kde
spocinul tohoto roku pétapadesdtilety Nakamaura
Utaemon.* Zakladni informace dopliiuji kur-
zivné kaligrafované ver§e vlevo nahote: 73
TEWETTTD [ 2THENS | HIEDIEED
D [ SICIE SR A - T kdybys hrdé v médnim
Satu / presel jevisté tohoto svéta kfigem krdzem /
zdstupu bogstev pisni a tancii / nikdy bys nesta-
¢il.* Viyjev je parafrizi na scénu ,Setkani
ostif“ (#1124 Sajaate) z cyklu her divadla
kabuki Fuwa Nagoja. Konkrétng jde o stfet
dvou slavnych Sermifd, zloducha jménem
Fuwa Banzaemon v kimonu s blesky a mla-
dého Nagoji Sanzy v kimonu s vladtovkami.
Nakamura Utaemon IV. v zdporné roli Fuwy
Banzaemona je obleen do kimona se vzo-

rem bleskd, I¢imura TakenodZo V. v kladné
roli Nagoji Sanzy je oble¢en do kimona

se vzorem vlastovek v desti. Ob€& postavy
maji na hlavach pro zachovéani inkognita
slamé&né poutnické klobouky, pfi jejich
zdviZeni ale dochazi k odhaleni a stfetu
obou rivalt.°

Utaemoniv nesignovany posmrtny
portrét ze sbirky Joe Hlouchy se signa-
turou Vm 4809 (obr. 12) dobfe ilustruje
to, jak pevné je drama pozdni doby Edo
(1600-1867) zakotveno v japonské kul-
tufe. Na pozadi je vidét japonsky symbol
par excellence, horu Fudzi. Nakamura
Utaemon IV. je zde tedy jasné povysen
do role vyznaéného pfedstavitele japon-
ského niroda. Konkrétné je zde zachycen
jako cestujici prodavaé odvaru z mispule
japonské (HEHLEYRE 5 D) ze hry ,Retézend
abecedni basefi na téma kosatct ({1 A
|47 Hana ajame iroha renga), ktera byla
poprvé uvedena v edském (tokijském) diva-
dle I¢imuraza v roce 1841. V prib&hu hry je
postava prodavaée odvaru z mispuli odha-
lena jako skryvajici se Teraoka Heiemon,
podle hry ,47 rénint. Pfibéh jako z &itanky
aneb Pokladnice samurajské v&rnosti*

(4 F AL Kanadehon Casingura),
jeden z piikladnych v&rnych vazalta kapi-
tana Enji (historického pana z Akd).
Cerven kartus v pravém hornim rohu listu
informuje, Ze Nakamura Utaemon IV. byl
¢inny v Edu a pozdéji v Osace, dal jsou v ni
kurzivnim trivovym pismem kaligrafoviny
verSe signované Utaemonovym basnickym
jménem Kandzaku.

Joe Hloucha, n&kdejsi majitel vyse repro-
dukovaného listu, byl japonskym herec-
kym a literdrnim prostfedim fascinovan,
za svého druhého pobytu v Japonsku
v roce 1926 se podle &lanku uveFejnéného
v Casopise Japan Chronicle v€noval kromé
sbirdani umeéleckych artefakti také studiu
japonskych tanci.” Jiz za své prvni nivstévy
Japonska v roce 1906 se podle denikového
zdznamu z 22. 6. 1906 v 3atn€ divadla
Kabukiza setkal s vyznamnymi japon-
skymi herci, nevlastnimi bratry Onoem
Kikugoréem VI. (1885-1949) a Onoem
Baikéem VI. (1870-1934). Onoe Baiké pfi
této pfilezitosti vénoval Hlouchovi fotogra-
tii s podpisem.®

Dal3i z posmrtnych portrétti Nakamury
Utaemona IV. se signaturou Vm 6491
(obr. 13) do sbirky Narodni galerie v roce
2007 vénoval zndmy japonsky mali¥, bas-
nik, tane¢nik a sbératel Seii¢ir6 alias Kiro
Uehara (nar. 1949). Je tedy patrné, Ze
sbératelskou hodnotu hereckych portrétt
a posmrtnych tiskd si postupem éasu
kromé& evropskych sbérateldi 19. a raného
20. stoleti uv€domili i novodobi sbératelé
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japonsti. Tento list, stejn€ jako pFedchozi
tisk ze sbirky Joe Hlouchy, nenf opatfen
signaturou ani cenzorskou pedeti, nese nic-
méné& obvyklé informace - jméno Nakamura
Utaemon, hercovo basnické jméno
Kandzaku, v€k dmrti (v tomto piipadé
58 let) a misto uloZeni hercovych ostatkt
(6sacky Chram Cisté Zemé& Dz6kokudZi).
Také je zde reprodukovana Utaemonova
béasen haiku: MH D / B2 KD [ RS
£ -, Predjarnim nebem / se tfepotd vzpominka /
jak vrabédk v letu*.

Posmrtné portréty herce ¢asto zachy-
covaly v jejich nejzdafilejsich rolich.
To je napiiklad p¥ipad listu se signa-
turou Vm 4797 (obr. 14). Je zde zobra-
zen Macumoto Koé3ir6 VI. (1812-1849)
v roli slavného vidce edského podsvéti
Banzuiina Cébeie.® Stejnou roli ztvarnil uz
v roce 1837 jeho otec Macumoto K6§iré V.
(1764-1838), a to od Nového roku 1837
v divadle Nakamuraza, a rok pfed svou
smrti tak vynikl v jedné z nejslavné&jsich
roli japonského dramatu.® Podle databaze
Muzea edské a tokijské kultury (Edo Tékjé
hakubucukan) by dokonce reprodukovany
Kunisadtv portrét mohl pochazet uz z roku
1838, a mohl by tak byt posmrtnym portré-
tem Ko68ir6a V.** Kromé signatury ,obraz
I¢ij6saie Tojokuniho“ s ozdobnou peéeti
toSidama je list opatfen také cenzorskymi
peetémi Murata a Mera a peéeti naklada-
tele NaodzZir6a z nakladatelského domu
Simizuja. A pravé cenzorské peéeti jsou
argumentem pro dataci listu rokem 1849,
a tedy pro uréeni tohoto §inie jako portrétu
Koésiréa VI., tim spise, Ze otec a syn si byli
velice podobni.*?

Dal$im vyraznym muzskym hrdinou
mezi posmrtnymi hereckymi portréty
ve sbirce Narodni galerie je Suketakaja
Takasuke III. (1802-1853), slavny herec
vychovany v Osace (v letech 1820-1828),
ale proslaveny v Edu jako Sawamura To3§6
(toto jméno uZzival v letech 1831-1844)
nebo Sawamura S6dZuré V. (toto jméno
uzival v letech 1844-1848). Na posmrtném
portrétu se signaturou Vm 6487 je zob-
razen v roli viidce &tyficeti sedmi rénind
Obosiho Juranosukeho (obr. 15). Obosi
Juranosuke se pravé pfipravuje na smrt, na
stolku u jeho pravé ruky lezi ritualni dyka.
V hornim plénu listu se nachazi nésle-
dujici napis: B 1-Bem B AR E 1 AT
= B R -, Veérici % kldstera Sonsi’in
Kdga Haié [Basnici sta¥ec Koga], tohoto roku
tfiapadesdtilety, Suketakaja Takasuke.” Nahote
uprostfed je specifikovana role, ve které
je zde Suketakaja Takasuke vyobrazen: 2
P47 5 05 C B B R 2 B FH B AR AE 5T
% - ,Kraj Bisi [n€kdej3i provincie Owari,
dnesni prefektura Ai¢i], Nagoja, vérny vazal
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Juranosuke ruku v ruce se svjym posldnim opou-
§ti Zivot a spéje ke smrti.“ Napis je zaroverl
nar4dzkou na okolnosti smrti Suketakaji
Takasukeho III., ktery v 9. lundrnim
mésici roku 1853 onemocnél b&hem hos-
tovani jeho souboru v nagojském divadle
Tacdibanaja, stadil se vratit domu do Eda,
ale uz v 11. lundrnim mé&sici nemoci pod-
lehl - ,spél ke smrti“. Vlevo nahote je napis
jesté dopln&n moralitou ve formétu haiku
(575 slabik): HIFNEDEEAPS T LEL
#i -, Trudné neuchopitelnd je existence v zrcadle
vérného samurdje.”

Na zavér se jako protipél vyse uvede-
nych muzskych hrdinté ve Shirce uméni
Asie a Afriky Narodni galerie v Praze
nabizeji je§té dva posmrtné portréty hercti
v Zenskych rolich ze sbirky prokuristy
Zivnostenské banky, mecenise a sbératele
Bohuslava Duska (1886-1957). Portrét se
signaturou Vm 6056 (obr. 16) zachycuje
Iwaie Hangir6a VI. (1799-1836) a obsahuje
tato data: RER-CHAEI A /NH F74 =1k
AP RE R 0 A B F 5 1 -
»Osmého dne étortého mésice sedmého roku Opice
éry Tenpd [1836]. Toho roku osmatficetilety Twai
Han$iré. Fukagawa, chrdm DZdsindgi. Vévici
% kldstera Sinsé’in Baiga Nissen.“ V hornim
planu se nachazi nasledujici text: #£& H L
BIREDNEEHUDRICHE TS PHEO= LT
Dz ED—FHd Ak B LMD 5
HEHEOETLOMZINH L L RAZHLE -
»Jako by mi pied oéima ve snu uvadnul kvét, jako
by se noci nesla ozvéna k zdpadni obloze, jako
by mne oéistila rosa na myjch rukdvech, spasila
mne % tohoto svéta a jako by zbijvala jen radost
% pohledu na dubnovy Meésic.“> Kromé& signa-
tury je list ozna¢en také cenzorskym razit-
kem kiwame (schvaleno) a peéeti nakladatele
Uheie z domu Kawagudija. Portrét se signa-
turou Vm 6061 (obr. 17) zachycuje Segawu
Kikunodzéa V. (1802-1832) a obsahuje tato
data: RER=AELRIEA /N H ATHE=1 7% ¥
N3 27k BEABIYE 25+ -, Sestého dne
proniho mésice téetiho roku ,starsiho* vodniho
Draka éry Tenpd [1832]. Toho roku jedenattice-
tilety Segawa Kikunodzd. Veérici Jijosai Atecugei
[?1.“ Vlevo nahofte je kaligraficky ztvarnén
nésledujici text: Oz BAEEE A LHIC
W~ Snovy svét pomiji jak Sum motylich kfidel
nebo koét chryzantémy.“ Kromé signatury list
nese cenzorské razitko kiwame (schvileno)

a pecet nakladatele Heiha¢iho z domu
Omija. Segawa Kikunodzé V. byl pry talen-
tovany, ale vznétlivy pfedstavitel Zenskych
roli, ktery zemfel ndhle na vrcholu kariéry.
Proto moZné jeho posmrtny list obrazem
motyla klade dtraz na pomijivost.

Posmrtné herecké portréty ve sbirce
Narodni galerie v Praze jsou tematicky
bohatym a zajimavym odkazem. Z jejich
akvizic lze usoudit na skuteénost, Ze



svou specifickou vizualitou dokazaly
zaujmout jak Gzce profilované sbhé&ratele

s vytfibenym vytvarnym vkusem (Joe
Hlouchu, Sigismunda Bousku, Josefa Sudka
a dalgi), tak 3ifeji profilované shé&ratele
japonerif (portrét Iwaie Hangir6a VI. jako
bédhisattvy Fugen na slonu byl do Narodni
galerie pfeveden ze $lechtickych sbirek).*

I pfes specificky charakter a zdanlivou
monoténnost tedy tato dila pfedstavuji
pozoruhodny objekt badatelského
vyzkumu.

Tato stat byla recenzovdna.

Pozndmky

1 Ze speciélni literatury k tématu 6sackych
hereckych portrétii 1ze jmenovat néasledujici
publikace: Gendzi Kuroda, Kamigata-¢ i¢iran
(Prehled drevorexii % Osaky), T6j6 Soin, Tokio 1978;
Amy Reigle Newland (ed.), The Hotei Encyclopedia
of Japanese Woodblock Prints, Hotei Publishing,
Amsterdam 2005; Roger S. Keyes - Keiko
Mizushima, The Theatrical World of Osaka Prints,
Philadelphia Museum of Art, Philadelphia 1973;
Hendrick Liithl, Osaka-Holzschnitte, Harenberg
Kommunikation, Dortmund 1982; Lubor Hajek,
Hirosada - Holzschnitte aus Kamigata, Artia, Praha
1959; Andrew Gerstle - Timothy Clark - Akiko
Yano, Kabuki heroes on the Osaka stage, British
Museum Press, London 2005; Alice Kraemerovi,
Osacky d¥evotez ve sbirkach Néprstkova muzea,
Narodni muzeum, Praha 2008 (CD-ROM);
Susumu Macudaira, Puraha kokuritsu bijutsukan
shozd Nihon bijutsuhin zuroku (Catalogue of Japanese
Art in the National Gallery, Prague), Japanese Art
Abroad Research Project, Vol. 4, International
Research Center for Japanese Studies, Kjoto
1994; Susumu Macudaira, Kamigata yakusha-e
shiisei (Collection of Kamigata Actor Prints),

Vol. 1.-V., Hankyl Gakuen Tkeda Bunko, Osaka
1997; Susumu Macudaira, ,On the Background
of Osaka Surimono — The Kyoka Poets and the
Patrons®, in: Proceedings of the First International
Symposium on Surimono, International Surimono
Society, Tokio 1977, s. 33-37.

2 Keyes - Mizushima (cit. v pozn. 1),

s. 318-320.

3 Srow. katalog k vystavé Japonské horory,
Narodni galerie v Praze a Galerie Arcimboldo
2009, s. 15.

4 Kakicu bylo také basnické jméno I¢imury
Takenodzoéa V.

5 Ne¢které posmrtné portréty Nakamury
Utaemona IV. uvadé&ji vk 55, n&které 58 let.
Soucasné databaze a slovniky u osobnosti tohoto
herce uvadgji Zivotni data 1798-1852, odpovidat
by tedy mé&l dosaZeny vék 55 let.

6 Srov. Helena Honcoopova, Kunisada, NG,
Praha 2005, ¢&. kat. 115.

7 Archiv Narodniho muzea - Néprstkova
muzea asijskych, africkych a americkych kultur,
ARHL 9/1.

8 Ibidem, ARHL 7/13.

9 Skutelnost, Ze jde o portrét Macumota
Kosirba VI., vyplyva z databdze Muzea
Cuboudiho 36jéa p¥i Univerzité Waseda:
http://enpaku.waseda.ac.jp/db/enpakunishik/
results-big.php?shiryo_no=114-0230 (13. 6. 2017)
10 Srov. nasledujici zdroj: http://www.
kunisada.de/kabuki-plays/play-list-1837.htm

(13. 6. 2017)

11 http://digitalmuseum.rekibun.
or.jp/edohaku/app/collection/
detail?id=0194203336 & y1=1837 & y2=1857

(13. 6. 2017)

12 Vzhledem k chybé&jicim posmrtnym
adajim nelze také vylouéit, Ze ptivodné neslo
o komemorativni tisk $inie, a Ze dany list

byl po smrti Macumota Ké3ir6a VI. pfevzat

z ptvodniho vyjevu zachycujiciho scénu

sLes Suzuga* (Suzugamori) ze hry ,Pomijivy
jilec meée, spoleény hrob milenct a znameni
blesku“ (Ukijozuka hijoku no inazuma) Curuji
Nanbokua IV. (1755-1829). V realné scéné
kabuki by tedy §lo o popravi§t& v Suzugamori

s obeliskem s ni¢irenovskou modlitbou

a o postavu slavného bandity Banzuiina Cébeie.
13 Zemfit ¢tvrtého lunirniho mésice je
povazovano za obzvlasté spasné, protoze ve
stejném ro¢nim obdobi zemfel Buddha.

14 Data k osobnostem hercti viz
www.kabuki2l.com; data k osobnostem

umélct viz Laurence P. Roberts, A Dictionary

of Japanese Artists, Weatherhill 1980.

15 Piispévek je vystupem grantového projektu
GACR (¢. 15-16130S) - ,Sbératelé japonskych
dfevorezt v Cechach®.
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Sexnam vyobrazeni

1 Utagawa Tojokuni |. (1769-1825), Zdpas sumé
Jjako divadelni scéna, 1800-1805, barevny drevorez,
38 x 76,8 cm (triptych), signatura: Tojokuni-ga,
nakladatel: Curuja Kinsuke (Edo). Narodni galerie
v Praze, inv. ¢. Vm 904-906.

2 Utagawa Kunijasu (1794-1832), Zdpasnik sumé
Rjimon Josigoro ve 22 letech, 1829-1830, barevny
drevorez, 39,5 x 26,9 cm, signatura: Ippdésai Kunijasu-ga,
nakladatel: Uemura Johei, Nanba-¢6 (Osaka), cenzorské
razitko: kiwame (schvéleno). Narodni galerie v Praze,
inv. ¢. Vm 403.

3 Utagawa Kunijosi (1797-1861)? (nesignovano),
Posmrtny portrét krasavce Icikawy Dandzaréa VIII.
(1823-1854) a sto placicich Zen, 1854 (Sesty den
osmého mésice), barevny drevorez, 36 x 23,9 cm.
Narodni galerie v Praze, inv. ¢. Vm 2336.

4 Utagawa Kunisada / Tojokuni Ill. (1786-1865),
I¢ikawa Dandzuaré VIII. (1823-1854) jako Kasugaja
Tokikuré - posmrtny portrét Sinie, 1854 (osmy mésic) -
replika portrétu ze sedmého mésice roku 1852, barevny
drevorez, 36 x 24,5 cm, signatura: Tojokuni-ga. Narodni
galerie v Praze, inv. ¢. Vm 2339.

5 Utagawa Kunijosi (1797-1861)? (nesignovano),
I¢ikawa Dandzaré VIII. (1823-1854) v zajeti
obdivovatelek vzdoruje dablovi, ktery jej odvadi do pekla
1854 (osmy mésic), barevny drevorez (prava ¢ast
diptychu), 36,8 x 24,7 cm. Narodni galerie v Praze,

inv. ¢. Vm 3028.

6 Utagawa Kunisada (1786-1865)? (nesignovano),
Boj tri zesnulych slavnych herct s pekelniky a zlosyny
v podsveéti - Sinie, 1855 (ti'eti mésic), barevny drevorez,
38 x 77,5 cm (triptych). Narodni galerie v Praze,

inv. ¢. Vm 2835 abc.

7 Utagawa Kunisada (1786-1865), Iwai Hansiré VI.
(1799-1836) na slonu v parafrdzi na bédhisattvu
meditace Fugen - Sinie, 1836 (¢tvrty mésic), barevny
drevorez, 36,5 x 24,7 cm. Narodni galerie v Praze,
inv. ¢. Vm 2975.

8 Utagawa Kunisada (1786-1865)? (nesignovano),
Onoe Kikugoré IV. (1808-1860) a ddbel oni, 1860

(8esty mésic), barevny dievorez, 36,5 x 25,5 cm. Néarodni
galerie v Praze, inv. ¢. Vm 4579.

9 Utagawa Kunisada (1786-1865), Nakamura
Utaemon IV. (1796-1852) - Sinie, 1852, barevny
drevorez, 36,5 x 25,5 cm, signatura: Suih6 Sandzin-3a
(BB S = ,Nacrtnul Podnapily Budizkni¢emu®).
Néarodni galerie v Praze, inv. ¢. Vm 3404.
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10  Anonym, Nakamura Utaemon V. (1796-1852)

a I¢imura Takenodzo V. (1812-1851) - Sinie, 1852
(druhy mésic), barevny drevorez, 35,5 x 24 cm. Narodni
galerie v Praze, inv. ¢. Vm 4500.

11 Utagawa Kunisada (1786-1865)? (nesignovano),
Nakamura Utaemon IV. (1796-1852) a Icimura
Takenodzé V. (1812-1851) - Sinie, 1852, barevny
drevorez, 36 x 25,5 cm. Nérodni galerie v Praze,

inv. ¢. Vm 4728.

12 Utagawa Kunisada (1786-1865)? (nesignovano),
Nakamura Utaemon IV. (1796-1852) jako poutnik

s mecem sedici pod siluetou hory Fudzi - sinie, 1852
(druhy mésic), barevny drevorez, 25,5 x 27,5 cm.
Narodni galerie v Praze, inv. ¢. Vm 4809.

13 Anonym, Herec Nakamura Utaemon V.
(1796-1852) - Sinie, 1852, barevny drevorez,
35,7 x 24,6 cm. Nérodni galerie v Praze, inv. ¢. Vm 6491.

14 Utagawa Kunisada / Tojokuni Ill. (1786-1865),
Macumoto Késiré VI. (1812-1849) jako Banzuiin

Cébei u stély s ndpisem FEWPEIERE (Namu mjohé
Renge kjé = Vzyvam svatou Lotosovou sutru), 1849,

25,5 x 27,5 cm, signatura: I¢ijésai Tojokuni-ga, nakladatel:
Jamazakija Seisic¢i, 2 cenzorska razitka: Murata a Mera
(1847-1850). Nérodnf galerie v Praze, inv. ¢. Vm 4797.

15 Utagawa Kunisada (1786-1865) (nesignovéano),
Suketakaja Takasuke Ill. (Sawamura Sédzuré V.)
(1802-1853) jako Obosi Juranosuke pripravujici se
na smrt - Sinie, 1853, barevny drevorez, 36 x 23,3 cm,
signatura: Suihé SandZin-3a (FMHAE = ,Nacrtnul
Podnapily Budizkni¢emu”). Narodni galerie v Praze,
inv. ¢. Vm 6487.

16 Utagawa Kunisada (1786-1865), /wai Hansiré VI.
(Kumesaburé Il.) (1799-1836) s riiZzencem a snitkou
dristalu (aoi) - Sinie, 1836 (Ctvrty mésic), barevny
drevorez, 36 x 24,6 cm. Narodni galerie v Praze,

inv. ¢. Vm 6056.

17 Utagawa Kunisada (1786-1865), Segawa
Kikunodzé V. (1802-1832) s kvétem chryzantémy

a motylem leticim z dymu vykurovadia - Sinie, 1832
(prvni mésic), barevny drevorez, 36,5 x 24,7 cm. Narodni
galerie v Praze, inv. ¢. Vm 6061.



MATERIALIE

Dvé portrétni studie ke Coellové
obrazu Nejsvétéjsi svdtost
v Narodni galerii v Praze

PAVEL STEPANEK

V Narodni galerii v Praze jsou vedeny jako kopie $pané€lského malife Claudia Coella
podobizny protagonistd obrazu La Sagrada Forma (Svatost oltarni), namalovaného pro
kralovsky palac a klaster Escorial. Jedna se o znazornéni udalosti kolem hostie, zimérné
poslapané protestantskym vojakem v nizozemském Gorkumu, odkud se dostala do
Vidng. Tam ji ziskala dcera nékdejsiho velvyslance ve Spanélsku Adama z Dietrichsteina,
markyza de Navarrés, ktera ji odvezla do Prahy a se souhlasem cisare Rudolfa II. pak
jako dar Spanélskému krali Filipovi II. (1593). Podobizna P. Francisca de los Santos

s monstranci nemiiZe byt ale kopii podle escorialského obrazu, jelikoZ monstrance
zobrazena na prazském obraze je odlisna. Na prazském obraze ma nodus monstrance
hvézdicovity tvar, na escorialském kulovity. Monstrance vénovana Karlem II. byla zci-
zena v 1. 1942, jeji fotografie vSak umoziiuje bezpecnou identifikaci. Autenticitu portrétu
potvrdil i RTG prizkum, pfi némz se zjistilo, Ze ve spodni vrstvé tohoto portrétu je
patrna podobizna Zeny, snad manZelky Karla II. Lze tedy uzavrit, Ze oba prazské obrazy
jsou autentickymi studiemi Claudia Coella z let 1685-1690.

Klicova slova V Narodni galerii v Praze byly ¢i jesté
Claudio Coello, Sagrada Forma, Escorial, tdajné kopie, jsou Vedeny na Védeckgrch kartiach (av nich
NG v Praze, prlizkum, monstrance, originalni skici, prevor
P. Francisco de los Santos, Karel II.

230

podle inventaft uvedenych v pozn. 24) dva
obrazy jako kopie praci Claudia Coella,*
sposledniho velkého malife madridského baro-
ka“.2 Prvni je portrétem Spanélského krile
Karla II., posledniho ¢lena habsburského
rodu na $panélském triné (inv. &. O 1783,
olej na platnég, ovil, 81 x 63 cm, obr. 1),
druhy pFevora escorialského klastera,

P. Franciska de los Santos (inv. & O 1784,
olej na platnég, ovil, 81 x 63 cm, obr. 2).
Identifikace postav neéini Zadné poti-

Ze, nebot ob& najdeme na vrcholném

dile Claudia Coella v sakristii Escorialu

- Uctivdni Nejsvétéjsi svdtosti (La Sagrada
Forma (obr. 3), které zachycuje pfevora,

jak pozdvihuje monstranci ve tvaru slunce
(obr. 4) pfed krilem Karlem II., doprovize-
nym dvofanstvem (obr. 5). Pro nis je obraz
o to zajimavéjsi, Ze ndmét je do jisté miry
bohemikum spjaté historicky s rudolfin-
skou dobou, jak jesté dile uvidime.
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Kli¢ovou postavou je pFevor zachyceny
v polopostavé ze tii ¢tvrtin vlevo, v pozici
odpovidajici pfesné escorialskému origi-
nalu, obleden ve zlatem a stifbrem vy3i-
vaném bohosluzebném rouchu a zahalen
hedvibnym velem. Na krku mu zafi t&€z
kiiz - pektoril, posdzeny péti diamanty,
osmi smaragdy, ¢tyfmi rubiny a pé&ti per-
lami.? ProSedivéla uslechtild hlava pFevo-
rova je podana plasticky, ale bez pfilisného
kontrastu. Obli¢ej si udrzuje soudrznou
objemnost. Pfevlada §kala zluti a okrti
proti olivov€ zelenému pozadi. Kompozice
je spirdlové dostfedna, jeji st¥ed je tvofen
pektorilem.

Na rozdil od P. Santose je Karel II.
zobrazen z profilu a ponékud zjemnén
a zuslechtén oproti n€kterym jinym zna-
mym portrétim. Kompozién€ jednoduché
FeSeni z profilu, s charakteristickou vystu-
pujici bradou a pfevislym spodnim rtem,
dlouhymi plavymi vlasy splyvajicimi aZ na
ramena, je podano s maliFskym G&inkem
prozrazujicim zralého a zkuSeného umélce.
Karel II. je obleen po francouzsku: &ernou
kazajku dopliiuje bilé krajkové fizi a Cer-
vend magle pod krkem, ktera tvo#i harmo-
nicky protiklad jak k ¢ernému kabatci, tak
k olivov€ nazelenalému pozadi. Ruce jsou
zakryty dynkem klobouku. Jemna malba
bez ostrych prfechodt a kontrastt je pro-
vedena pomérné splyvavym rukopisem,
sv&d¢&icim o peélivosti provedeni, ale pFesto
jeji riznorodost vytvari pomérné plastickou
konstrukci hlavy i vlast. Pozadi je pod-
statné& svétlejsi, takZe hlava se jasng& vydé-
luje z prostoru. Kompozice je zde thlo-
pfi¢na: diagonélu tvoii hrud polopostavy
Karla II., protikladem je okraj bohatého
vlasu a temeno.

MaliFsky je nepochybng& tplngjsi a pfitaz-
liv&jsi portrét P. Santose, kde bohaté tva-
rované zahyby vela, sv€déici o smyslu pro
pevny plasticky tvar nechévaji pfilezitost
umélci, aby rozehral modelaéni schopnosti,
jemnou barevnou 3kélu a dal vyznit ruko-
pisu, jdoucimu od jemnych pfechodt az
po jednotlivé oddélené tahy 3t&tce pastézni
barvou, nap¥. na rukéivech.

Problém vztahu portrétd hlavnich postav
ke zmin&nému obrazu v Escorialu vyzaduje
zodpovédét si nejprve otdzku vyznamu
tohoto vychoziho originalniho obrazu a his-
torii jeho vzniku, v niZ nachizime p¥ekva-
piv€ vztah - i kdyZz okrajovy - k &eskému
prostfedi a k nagim d&jindm. Impulsem ke
vzniku obrazu byla totiZ - podle tradice -
profanace hostie v Gorkumu, k niz dolo
v Cervnu 1572 b&hem nizozemského protes-
tantského povstani. Poglapal ji tam - podle
tradice - zamé&rné& jeden ze vzboufenct.

Z hostie tam po3lapané ddajné ,oytryskla
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krev v okamziku profanace tiemi trhlinami
zpiisobenymi cooéky obuvi profandtora, kiery se
ndsledkem tohoto zdzraku obrdtil na katolickou
viru“.# Tuto udélost li¢ rovnéz scéna na re-
liéfu vedle obrazu La Sagrada Forma v sakris-
tii v Escorialu.

Hostii pfivezl z Nizozem{ kapitin
Ferdinand Weiner (pobyval tam v cisaf-
skych sluzbach) do Vidng, kde ,neustd-
lymi prosbami a Zddostmi ji od ného ziskali
Adam % Dietrichstejna a jeho pani Margarita
de Cardona®, s jejichz portréty se setkdme
v byvalé roudnické lobkovické sbirce
a v katedréle sv. Vita pak s jejich ndhrobky;
od nich také pochézi nazev La Sagrada
Forma. Po smrti Adamov€ se vdova pfesté-
hovala do Prahy a hostii si vzala sebou. Za
nékolik let se rozhodla poslat tuto relikvii
jako déarek své dcefi, markyze de Navarrés,
ktera Zila ve Spané&lsku. Ovéfovacimu pro-
tokolu o pravosti hostie v roce 1592 byl pii-
tomen $panélsky augustinidn P. Fray Martin
de Guzman, ktery s notifem a svédky
vystavil osv€déeni o pravosti a zapecetil kra-
bi¢ku obsahujici zminénou hostii. Ta byla
pFfedédna Margaritiné dcefi prostfednictvim
barona Khevenhiillera, vyslance Rudolfa II.
ve Spanélsku. Neni znamo, jakou dobu
pobyla tato relikvie v rukich markyzy
de Navarrés, av3ak je jisté, Ze ji darovala
Filipovi II. jesté pfed rokem 1597, a ten ji
odevzdal escorialskému kl4steru.’ Koneéné
vime, Ze hostie byla pfenesena slavnostné
na olta¥ sakristie dne 19. fjna 1684, pii
piileZitosti oslav osvobozeni Vidné€ z turec-
kého obleZeni a sou€asné jako pokani za
dal3i profanaci, jiz se dopustili n&ktefi
$panélsti glechtici. Slo o skupinu dvorant,
nepfatel kradlovnina ministra Fernanda
Valenzuely, kte¥f uvitali jeho jmenovani
takovym zptisobem, Ze tento byl nucen -
podle kralovnina piikazu - uchylit se do
klagtera v Escorialu, aby jim unikl. To mu
mnoho nepomohlo, nebot jednoho ledno-
vého dne roku 1677 dorazili do Escorialu
pod vedenim vévody z Medinasidonia
syn vévody z Alby hrabé& Fuentes a dalsi
Slechtici, doprovazeni péti sty vojaky na
konich, ktefi vstoupili do klastera a pfi
hledani ministra zotvirali i relikvidfe, ¢imz
se dopustili profanace. V podstaté §lo
o taZeni levobocka Filipa IV. Dona Juana
de Austria proti Valenzuelou vedené sku-
piné&, zavislé na rakouském zpové€dnikovi
jezuitovi Nithardovi, ktera prakticky ovlidla
moc v dob& nezletilosti §panélského kréle.
Pfevor Santos je proto exkomunikoval.
PapeZ Inocenc XI., madridsky rodak, tuto
exkomunikaci potvrdil a odvolal ji aZ poté,
co se profanatofi zavazali postavit olta¥
a kapli pro relikvii z Gorkumu. Néklady na
olta¥ hradil viak nakonec sam kral Karel II.



Pozadim ideovym bylo mimo jiné zvyseni
oficialni i soukromé tcty ke svétosti oltafni
v katolické cirkvi jako nasledek protestant-
ského odmitani katolickych praktik. Kult
eucharistie byl hlavnim znakem odli3uji-
cim katoliky od protestantti. Protestanti
totiZ popirali odpustky a svitosti (pokéni)
a eucharistii pFi¢itali pouze symbolickou
hodnotu. Jinymi slovy, dcta ke svétosti je
jednim z nejroz3iFené&jsich projevi kristo-
centrismu a byla oZivovina apologetickym
myslenim namifenym proti protestantismu,
ktery popira redlnou p¥itomnost Krista
v eucharistii.®

Tento obraz byl zadin ptvodné dvor-
nimu mali#i Franciscovi Rizimu, jenz
podobnych oficidlnich slavnosti madrid-
ského dvora zobrazil vice. Aviak pfed-
¢asna umélcova smrt (2. V. 1685) - d¥ive
nez mohl viibec zapo¢&it s praci - zptiso-
bila, Ze obraz byl nakonec zadan dalsimu
pFedstaviteli madridské skoly Claudiu
Coellovi,® ktery po ném pfevzal i dfad
dvornfho malife (pintor de cdmara). I kdyz
kvality obrazu monumentélnich rozméra
(5 x 3 m), vzniknuvsiho v letech 1685-1689%
a dodnes umisténého na svém ptvodnim
mist& - v sakristii, byly vieobecn€ uzna-
véany jiz od dob vzniku, jeho ocenéni stile
stoupa. Pro nejnovéjsi badatele je toto
platno ,srovnatelné pro své spojeni humanismu
a viry s Pohfbem hrabéte Orgaze. Zatimco
Pohteb zahdjil slavné Spanélské zlaté stoleti,
Coello jej uzavird timto podivuhodnim éinem
perfektni zruénosti, atmosférického ilusionismu®,"
ktery prostorové prodluzuje perspektivu
escorialské sakristie, pod jejiz klenbou
nechava vznaset se nebeské postavy -

»S velkym mistrovstoim je poddno pfedevsim
ohromné prostranstoi sakristie, napliiujici atmo-
sféru svétlem“.*> AvSak spodni partie patii

v obraze k nejobdivuhodné&j$im - s onim
vzru$ivim kolektivnim portrétem Karla II.,
soudasné majestdtniho a pokofeného,

a jeho dvofant, uctivajicich hostii pozdvi-
hovanou pfevorem. Pro ruskou badatelku
K. M. Malickou ,v$e jsou velkolepé portréty,
presné charakterizufici individualitu kagdé tvdie
[...] S uménim portrétu se na tomto obraze snoubi
bohatstoi koloritu, virtuozita provedeni, pro-
dysnd dekorativnost architektonického utvdveni
prostoru a smélost perspektioni vijstavby. To vse
déld z obrazu Sagrada Forma jedno z nejtypié-
téjsich dél spanélského malifstvi druhé poloviny
17. stoleti.“ Na obraze je zachyceno témé&¥
Sedesit osob, konkrétnich historickych
dcastnikd tohoto ndboZenského ob¥adu.
Proto snadno pochopime, Ze Coello strivil
nad platnem plnych pét let, kterd vyplnil
portrétnimi studiemi jednotlivych osob,

z nichz né&které se dochovaly v kresbach.
Coello ve snaze odevzdat perfektni por-

trétni dilo nejen zhotovil kresby ti¢astnikt
slavnosti, ale také diléi platna, nebot mezi
inventdfem jeho dilny, sepsanym po jeho
smrti, je zminén ,Portrét polovicni P. Santose,
¢lena hieronymitii, s monstranci v rukou, bez
rdmu, 250 redlii“. Jedna se snad o nas obraz?
Je tu dokonce zmitiovéna i jind ¢ast celkové
kompozice v ovilném rdmu.*

Ob¢& hlavni postavy tohoto dila, Karel II.
i pfevor P. Francisco de los Santos, jsou
zachyceny na prazskych obrazech ve vyse-
cich naprosto vérné respektujicich esco-
rialsky obraz. Av3ak srovnani ukazuje, Ze
tomu tak neni do posledniho detailu. Na
prazskych obrazech, zvlasté u P. Santose,
shleddvame fadu odlidnosti. Pro oba praz-
ské obrazy je spoleéné, ze portrétovani
jsou zachyceni v Zivotni velikosti, zatimco
na escorialském obraze se ob& postavy
zmen3uji odsunutim do druhého plinu
kompozice, i kdyz kompozi¢né zustavaji
stfedem obrazu. Dal3i detaily pak utvrzuji
v nazoru, Ze nejde o pfesnou kopii obou
postav z escorialského obrazu: monstrance,
pozdvihovani P. Santosem na escorial-
ském obraze k adoraci, ma uprostfed ditku
nodus kulového tvaru, zatimco na nasem
kolem nodu obihaji ostny, posidzené na
§pickich drahokamy ve tvaru vétrné rtzice.
Tvary zachycené na prazském obraze méla
pravé monstrance, kterd byla ukradena
a zniena v roce 1942 (obr. 6). Rovnéz
zahyby vela, do n€hoz je P. Santos zaha-
len, se znaéné lisi svou skladbou v detai-
lech od escorialského obrazu, pfedeviim
na pozvednutych rukou s monstranci na
pravém rameni. Vyraz tvife je pon€kud
méné& dramaticky a kontrastni nez na
escorialském obraze. Nutno vzit v ivahu,
Ze malif musel pFizptsobit na velkém
platné postavu barevnému prehodnoceni,
odpovidajicimu kompoziénim, prostoro-
vym a svételnym podminkam, nejen proto,
ze doslo ke zmen3eni méfFitka postav
odsunutim do druhého planu, ale rovnéz
z potfeby vykonstruovat silng&jsi objemy
a zddraznit rysy portrétovanych modelaci,
svétlem i kresbou pro divika, ktery se
nemtize k platnu pfibliZit na vice nez 3 az
4 metry, aby nevyznély pfili§ slab&. Rovnéz
stav platna, které je nevyZehleno (na rozdil
od prazského), zvy3uje na escorialském
obraze hrubost struktury povrchu, a tim
déva malbé& poné&kud opticky neklidné&jsi
raz, nez maji prazské obrazy, které po
pfezehleni a pferentoilovini ptisobi uhla-
zenéji.

Na prazském obraze se proménila
i barevna harmonie postav a jejich pozadi.
V obou pfipadech se na ptivodni pozadi,
na escorialském obraze tvofené postavami
dal3ich téastnikd, nebere ohled; na obou
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prevladé zelené olivové ténovani a odstiny
od Zlutavé po Sedavou. Z toho vyplyva

i zmirnéni nasazenych svétel ve tvafich,
jejichZ umisténi zistava vSak zachovano.

U Karla II. pozorujeme odchylek méné:
tvarové a i rukopisné se odlifuje masle/
vazanka s fizi, stejné jako zpisob drZeni
klobouku. Na escorialském originale je
vidét palec levé ruky, jimz kral p¥idrzuje
klobouk za dynko, zatimco na prazském jej
tiskne k hrudi.

Je zndmo, Ze escorialsky obraz byl ¢asto
kopirovéan, pfedevsim v 19. stoleti, a doku-
mentovan graficky (obr. 7). Nage obrazy
vSak nenesou znaky vyslovnych kopii.

Ty zjistujeme v parovych ovilnych podo-
biznéach téchto dvou postav ze sbirky mar-
kyze de la Torrecilla v Madridu, vedenych
skute¢né jako kopie podle escorialského
obrazu. Pokud jde o kompozici a detaily,
prokazuji naprosté shody s praZskym
parem. Autor kopie se snaZil napodobit
prace Claudia Coella, v nichZ se svym tipa-
vym a nejistym rukopisem pokousel vystih-
nout urcitost plastické vystavby a vyraz-
nost madridského koloritu, tlumeného
Claudiovou jemnosti; také suché barva
prozrazuje bezduchého kopistu. Setkdvame
se tu v3ak s detaily odpovidajicimi praz-
skym obraztim: ovalnou kompozici, zdhyby
vela a shodnym uzlem difiku monstrance,
coz sv€déi o tom, Ze madridské obrazy byly
maloviny podle prazskych, pokud neexis-
tovala jesté dalsi, jind pfedloha spole¢na
pro oba pary, dnes nezndma ¢i nedocho-
vani. Shora popsané rozdily v detailech
spatfujeme rovnéz na parovych rytinich

P. Santose a Karla II. v Narodn{ knihovng
(Biblioteca Nacional) v Madridu.'* V népisu
na grafice se kromé& jména portrétovanych
uvadi, Ze jde o ,portrét pirevzaty ze slav-

ného origindlu Claudia Coella, kteryj se nachdzi

v sakristii krdlovského kldstera“. Jméno grafika,
Luise Fernandeze Nosereta, udéva pak pfi-
bliznou dobu vzniku grafik - v prvni tfetin&
19. stoleti.” Ordmovani grafik je ovalné,
pfipominajici rim praZskych obrazii. Dalsi
grafickou interpretaci, oviem nepfili3
kvalitni, najdeme ve sbirkdch Ndrodniho
muzea starého uméni (Museu Nacional de
Arte Antiga) v Lisabonu.*®

Tyto souvislosti a nep¥imé dtkazy ori-
ginality praZskych obrazt zdaji se byt
potvrzeny i poslednim restaurdtorskym
prazkumem,® ktery vnesl do naseho
problému vice svétla, a zd4 se, Ze defini-
tivniho. Rentgenové paprsky jednoznaéné
prokézaly, Ze jde o ptivodni plitna a typic-
kou malbu 17. stoleti. Platna obou obrazt
byla jiZ pouZita, kdyZ na n€ umeélec zacal
malovat. Po prvnim snimku (obr. 8, 9, 10),
jehoZz téelem bylo zjistit, zda uzel mon-
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strance nebyl pfemalovan, objevily se
pFemalby, které nabadaly k dal§imu rentge-
novému prazkumu. Ukazalo se, Ze portrét
P. Santose byl malovan pfes Zensky portrét,
a to tak, Ze platno, zFejmé& maljch rozmérd,
bylo otoéeno ,vzhtiru nohama*. Zda se
vhodné v této souvislosti pfipomenout, Ze
i platno v Escorialu je pomalovano po obou
strandch.?® Rentgenové paprsky ukazujf

v daleko v&ts mife i volnost malifského
rukopisu a pastéznost barvy v jednotli-
vych Eastech obli¢eje: na &ele, na uchu,
nose a tvafi jsou tyto vrstvy béloby nejsil-
né&jsi - i kdyz ne zcela pastézni. Pi dalsim
postupu byly s vrchnimi vrstvami ponékud
uhlazeny a pokryty dal§imi barevnymi
vrstvami. Platno je u obou obrazi rozdilné:
jemné&jsi utek u podobizny P. Santose,
hrubsi u Karla II. Rentgenovy snimek jasné
ukézal, Ze platno druhého obrazu je slo-
zeno z n&€kolika kusti, dodateéné& spojenych
tmelem a pfed pouZitim rovnéZ pomalova-
nych. Také v tomto p¥ipad€ jsou osvétlené
asti na Karlové profilu past6znéjsi a ve
spodni vrstvé volngji nanesené; vynika tu
svrchovanost dotekil §tétcem na motylku
néprsenky Karla II.

V souvislosti se zjist€nymi skuteénostmi
zbyva fesit otdzku ptvodnich rozmé&rt
platna prazskych obrazt. Jsou zasazeny
v ovalném ramu, aviak platno bylo v tomto
tvaru seffznuto az pfi nalepeni na druhé
platno. Karltv portrét je sestaven z vice
kust platna, spojenych ptivodnim starym
tmelem. V t&chto mistech, kterd nezasahuji
do obli¢ejovych partii, jsou drobné pie-
malby. Madridské kopie zachovavaji sice
ovil, ale ten je vyznafen malbou, nikoliv
sefiznut.

Ovil byl ve $panélském maliFstvi 17. sto-
leti dosti bézny,* dokonce se zmitiuje
Coellova skica jedné ¢asti kompozice pro
obraz La Sagrada Forma v okrouhlém ramu.?
Také jedna z podobizen Karla II. v Pradu
(Museo Nacional del Prado), pfipisovana
donedavna Coellovi,? je komponovana do
ovilu, byt jen rukou lehce naértnutého na
obdélnikové platno. Na zaklad€ t&chto ana-
logif 1ze vyvodit, Ze oba nase obrazy byly
ptvodné napnuty na obdélnikovém ramu
s malifsky vyznalenym ovalem a pozdé&ji
(v 19. stoleti v PafiZi) sefiznuty do ovilu
a rentoilovany, vyZehleny a opat¥eny novym
slepym i svrchnim ramem.>

Coello nemaloval Karla II. jen pfi této
piileZitosti. Je zndma Fada portrétt,

z nichZ jeden, ze sbirky Staedelova tdstavu
(Stadelsches Kunstinstitut) ve Frankfurtu
n. M., ukradeny v roce 1945,% a tudiz
nedostupny pro podrobnou umélecko-
-historickou analyzu, vykazuje podle foto-
grafie jisté shodné rysy, nep¥esahujici viak



hranici obecnych analogii: jemny drob-
nopisny rukopis, vyznacujici se zaroveri
svrchovanou modelaci obliceje i vlast se
sotva patrnymi vlnami, jdouci aZ k jednotli-
vym pramink@m vlasti. Obli¢ej panovnika,
v pon&kud mlad§im v€ku nez na obraze
La Sagrada Forma, je psychologicky podan.
Volny az klouzavy tah 5tétce na rukavech
s nejvolné&jsimi doteky evokuje tipyt zla-
tem vySivanych ozdob, coz je viak dano
samotnym charakterem odleskil. Na z4hy-
bech rukavt 1ze jinak vidét onu peélivou
vystavbu tvart, jakou pozorujeme i na
liturgickém obleku P. Santose na prazském
obraze. I frankfurtsky obraz je proveden
daleko hlad3im rukopisem nez vyslovené
skicovity Karel II. v Pradu. Rozdily v kon-
trastnosti mezi obrazem frankfurtskym

a nadim jsou dany mj. i odlisnym osvétle-
nim pfi fotografovani. Také frankfurtsky
Karlav portrét je na svétlech modelovan
polosuchou a polofidkou pastou; az na
uzkostlivé provedeny prazsky portrét, ktery
pFesto neulpivi na detailech, je vskutku
charakteristicky pro Coella, jenz s vel-
kou peélivosti studoval tvafe t&astnikt
slavnosti pfeneseni hostie z Gorkumu.
Existuje svédectvi od trochu mlad3iho
znamého traktitisty Antonia Palomina,

ze Coello ,musel vyportrétovat nejen krdle,
nybrs vSechny pritomné* a Ze ,%ddal povoleni
Jeho Veliéenstva, aby je pro uvedeny obraz mohl
portrétovat”. 2° Palomino jesté p¥ipomina,
ze ,Claudio, aby vylepsil jednu édru, tiicetkrdt
obesel model“.”

Vysoké malitské kvality prazskych obrazil
odpovidajici madridské malb& druhé
poloviny 17. stoleti, ptivodni platno (dle
vysledkti RTG) a fada odlisnosti v mé&fitku
a detailech kresby naseho péaru portréta
od postav zobrazenych na origindlnim
escorialském obraze Uctivdni Nejsvétéjsi
svdtosti (La Sagrada Forma), dila madridského
mali¥e sklonku 17. stoleti Claudia Coella
(1642-1693), i existence kopii zhotovenych
rovnéZ podle obrazt z Narodni galerie
v Praze - pokud neexistuje dal3i a dnes
nezndmd verze, spoleéné a vychozi pro
shora uvedené prace - dovoluji uzaviit kon-
statovanim, Ze jde o price vzniklé soub&zné
s Coellovym obrazem Uctivdni Nejsvétéjsi
svdtosti. Vzhledem k tomu, Ze malif pracoval
na obraze pét let, nabizeji se dvé mozZnosti:
jednak mtiZe jit o pfedbé&zné studie, jed-
nak o nisledné podobizny vzniklé podle
obrazu jiz hotového nebo pfed jeho defi-
nitivnim dokon&enim, jejichZ autorem je
ale v kazdém pfipadé sim Claudio Coello.?
Vzhledem k dokoné&enosti nasich obrazt
8lo snad o price zamyslené jako samostatné
portréty uréené k pozorovani zblizka,

a tedy vzniklé soub&zné s obrazem v letech

1685-1690. Edward Sullivan se pak ve své

diserta¢ni praci kloni k ndzoru, Ze vznikly
(z ruky autora) aZ po dohotoveni obrazu.

V kazdém ptipad€ potvrdil zavér, Ze jde

o vlastnoruéni dilo Claudia Coella.?

Tato stat byla recenzovdna.

Pozndmky

1 Tato studie rozifuje a aktualizuje dosud
nepublikované poznatky autora poprvé
uvedené v jeho diplomové praci Spanélska
malba a plastika ve sbirce starého uméni
Narodni galerie v Praze (369 s.), obhédjené jako
rigor6zni na FFUK v Praze r. 1973 (vedouci

J. Kropacek, oponent P. Preiss). Soucasné
roz§ifuje podstatnym zpisobem a dopliiuje
novymi poznatky nazory, vyslovené autorem

ve stati: P. Sté€panek, La pintura espafiola en

la Galeria Nacional de Praga, Ibero-Americana
Pragensia 111, 1969, s. 181-202, a udaje v katalogu
Spanélské uméni 17. a 18. stoleti % ceskoslovenskjch
shirek, StfedoCeska galerie, Praha, listopad 1989-
dnor 1990 (katalog), il., €. kat. 13-14, nestr.;
Ibero-Americana Pragensia IX, 1975, s. 145-152.
Soucasné rozsifuje a podstatné aktualizuje
§panélskou verzi €lanku Dos bocetos para la
Sagrada Forma de Claudio Coello, Ibero-Americana
Pragensia IX, 1975, s. 142-152, il., a Reales Sitios
(Madrid), 1990, &. 103, s. 30-36.

2 Georges Kubler - Martin Soria, Art and
Architecture in Spain and Portugal and their American
Dominions, 1500-1800, Harmondworth 1959,

s. 288.

3 Antonio Ponz, Vigje de Espaiia, Madrid 1947
(pFetisténo z 1. vyd. 1772-1794), dil II, dopis II,
s. 172, § 60, jej popisuje mezi poklady sakristie.
Také se zmitiuje o ,zlatém kalichu a monstranci,
pro procesi v den BoZiho téla, oba krdsnyjch forem

a provedent [...]“.

4 S. Peque Iglesias, Sagrada Forma de El Escorial
(Historia, Altar y Custodias), El Escorial 1952, s. 3
a 4. Viz téz Enrique Pardo Canalis, Pinturas de la
corte de Carlos II., Madrid 1977.

5 Peque Iglesias (cit. v pozn. 4), s. 7.

6 Juan Antonio Gaya Nuiio, Claudio Coello,
Madrid 1957. Nové&ji vysvétluje politické pozadi
Carmen Sanz Ayén, La guerra de sucesion espaiiola,
Akal Madrid 1997, s. 6-8. Krom& toho viz José
Calvo Poyato, La Esparia de Carlos II., Cuadernos
Historia 16, ¢. 211, Madrid 1985, a Laura Garcia
Sanchez, Monarquia y reinado bajo Carlos

11, Historia 24, ¢. 291, ¢erven 2000, v€nované
Karlovi II.

7 Enrique Lafuente Ferrari, Historia de la pintura
espafiola, Madrid 1971, s. 110.

8 Emile Male, Lart religieus apres le Concile de
Trente, Paris 1932, s. 65; - rz-, Z d&jin moravské
cirkve, Katolické noviny XXVI, 1974, €. 21,

26. V. 1974, uvadi, Ze ,icast na eucharistickyjch
priivodech, kterou prikladné zavddel uz kardindl

Dietrichstein, byla nejoblibenéjsim projevem dicty
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k Télu Pdné po celé baroko”; R. Tavenaux, El
catolicismo postiridentino, Las religiones constituidas

en Occidente y sus Contracorrientes, I1, Historia de
las Religiones, II. ed, México 1981, s. 46.

9 Diego Angulo Iiiiguez, Francisco Rizi.
Cuadros de tema profano, Archivo Espariol de Arte
XLIV, 1971, &. 176, s. 358. Coellovu obrazu viak
kompoziéné pfedchézela dila Juana Carreni

de Miranda ZaloZeni trinitd¥ského fddu z r. 1668
(sbirka hrab&te Caramana z Coursonu, dnes

v Louvru) a Pedra Ruize Gonzaleze, Karel II.

v procesi Nejsvétéjsi svdtosti z v. 1683 (Garnegitiv
dstav v Pittsburgu). Prosazovani dobové ucty

k eucharistii se odrazi i v jinych pracich Claudia
Coella. V obraze P. Maria se svétci a ctnostmi

v Pradu drzi postava Ctnosti viditeln& hostii

u Jeziskovy ruky.

10 Gaya Nufio (cit. v pozn. 6), s. 36, uvadi
pfesné datum instalace malby na oltafi:

29. fijna 1689, v den svatku kralovny Mariany

z Neoburgu. Nicméng€ je obraz datovin malifem
. 1690 (s. 13 a 36). Témé&F od onoho dne se stal
obraz povéstnym, soud€ podle ohlasu n&kterych
basnik®, napf. ver§d Francisca Gregoria de Salas.
11 TJulidn Gallego, Visions et symbols dans la
peinture espagnole du siécle d'or, Paris 1958, s. 163;
Kubler a Soria (cit. v pozn. 2), s. 289, upozortiuji,
Ze alegorie leticich postav (NdboZenstvi, Bozska
laska a Majestat) je p¥evzata z Ripovy Ikonologie.
Soucasné& pfipomin, Ze ,obraz postrddd prisnost

a hloubku citéni, které tak vyznacovaly umeéni velkyjch
mistrii $panélského baroka Ribery, Zurbardna

a Veldzqueze“. Enrique Lafuente Ferrari, Breve
historia de la pintura espaiiola, Madrid 1953,

4. vyd., s. 371, charakterizoval Coellovo dilo jako
sdevociondlni obraz, historickou scénu a nddherny
soubor portréti soucasné“. Od Veldzquezova obrazu
Las Meninas je to pro né&j ,nejviznamnéjsi dilo
madridského malife”, aviak soucasn€ poukizal
kriticky i na nedostatky dila: ,[...] chybi tu
grandioznost pojeti, monumentalita postav, hloubka
provedeni a proZitku. Ony malé postavy se ndm zdaji
trochu slabé, kdy% je porovndme s (predchdzejicimi)
mistry; je tu vice vystavovancho virtuosismu, avak ze
Spanélské malby se tu vyparilo cosi silného a mocného,
co Coello nedokdze uchopit se svou védou a reprodukéni
schopnosti.“

12 Piesto ale I. Levina, Iskusstvo Ispanii, Moskva
1965, s. 219, povaZuje obraz predevsim za
skupinovy portrét duchovenstva a dvoranstva,
obklopujicich Karla II.

13 K. M. Malickaja, Ispanskaja Zivopis
XVI-XVII vekov, Moskva 1947, s. 200-202;

novéji se zabyval obrazem, zejména z hlediska
prostoru, Jeremy Robbins, Baroque Space:
Claudio Coello’s Sagrada Forma and the Sacristy
of the Escorial, Bulletin of Hispanic Studies 86,
20009, €. 6, s. 775-786.

14 Gaya Nuilo (cit. v pozn. 6), s. 36, €. 30,
uvadi dvé kresby ze sbirky Foixovy a jednu

z Louvru (Musée du Louvre).

15 Peque Iglesias (cit. v pozn. 4), s. 25, uvadi
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tfi monstrance, které slouzily k pfechovavani
zminéné hostie. Rik4 p¥imo, Ze monstrance
Karla II. se objevuje na Coellov€ obraze, coz
neodpovida dplné skute¢nosti, nebot na obraze
je pozménéna. Monstrance Karla II. byla
darovana kralem r. 1684, byla asi 40 cm vysoka.
Z dalgiho popisu vyplyva, Ze ,osm paprskii,

které vychdzely ze stfedu na vechny strany, konéilo
malovanymi a kfistdlem pokryvanymi pismeny, které
ddvaly ndpis: CAROLUS. R. DICAVIT*. Na béazi
(ktera neni na obou obrazech vidét) byly portréty
Karlovy Zeny, kralovny Marie Luisy Orleanské,
jeho matky Marie Rakouské a nevlastniho bratra
Juana de Austria.

16 Gaya Nufio (cit. v pozn. 6), s. 37, uvadi,

Ze escorialsky malif Felipe Lopez Mangalda
kopiroval obraz Uctivdni Nejsvétéjsi svdtosti v letech
1814 a 1816, kdy (8. I. 1816) dostal 300 realé

za kopii, uréenou pro kostel v Alpagués. Dalsi
kopie, od zndmé&jsiho Vicente Lépeze, byla
vystavena v Muzeu v Pradu v r. 1828, aviak

v podstatné zmengeném formatu (70 x 37 cm)

a byla registrovana pod &. 773 ve vech katalozich
aZ do r. 1885; od r. 1900 se jiz neobjevila. Také
Rosa Pérez y Morandeira, Vicente Palmaroli,
Madrid 1971, s. 9, uvadi, aniZ by zmitiovala
maliFe, Ze ,deset let po smrii Goyové prochdzelo
Spanélské uméni neprilis kvetoucim obdobim, kdyz

v 1. 1839 kopie [podtrhl P. 3.1 Uctivdni Nejsvétéjsi
svdtosti dosahovala velkyjch pochval na vystavé
Akademie sv. Ferdinanda a dokonce byla reprodukovdna
ilustrovanymi éasopisy oné doby.“

Z autopsie mohu dodat, Ze P. Santos je
vymalovéan nejednou s vyuzitim Coellova
pohledu a pozice, i kdyZ bez monstrance.

V samotném Escorialu se objevuje (v klauzufe)

v sérii anonymnich portrétnich maleb,
vénovanych slavnym postavam Spanélské kultury
(Lope de Vega, Cobarrubias apod.) také P. Santos
v fadovém rouchu, drzici knihu p#i studiu.
Totoznost je uréena napisem Franciscus de Santos,
Coenobiarcha Escurialen. Nutno pf¥ipomenout, Ze
Francisco de los Santos byl sou¢asné autorem
dg&jin escorialského klastera, které vysly ve dvou
vydénich.

17 Elena Paez Rios, Iconografia Hispana,

Madrid 1966-1970, &. 8705, rozméry grafiky

367 x 268 mm, s nipisem ,Rmo. P. E. Franco de

los Santos, Prior que fue del Real Monasterio de San
Lorenzo del Escorial, electo Obpo. de Cotron, sacado del
celebre orig*. De Claudio Coello ge se halla en la Sacrtia
de dho R*. Monst.°* Podpis je pod obrazkem:
Dibuxado y grabado por Luis Fernandex Noseret.
Karel II. z levého profilu (372 x 273 mm) je

v Nérodni knihovné& v Madridu ve 2 exemplafich
(€. 1710/57) s napisem ,Carlos Segundo Rey de
Espafia Sacado del celebre original de Claudio Coello
que se halla en la Sacristia del Real Monasterio de Sn
Lorenzo del Escorial”; signovan jako predesly.

18 C. Ossorio y Bernard, Artistas espafioles

del s. XIX, Madrid 1883-1884, uvadi

(heslo Fernandez Noseret, Luis), Ze jde



o reprodukéniho grafika ¢inného v 1. tfetiné
19. stol. a Zdka Manuela Salvadora Carmony.
Mezi citovanymi pracemi nejsou nase

parové grafiky uvedeny. V nagich sbirkach se
zachoval jeden list tohoto umélce - viz Pavel
Stépanek, Spanélskd grafika a ilustrovand kniha
16.-19. stol. % Ceskyjch sbirek. Obras grdficas y
libros ilustrados de los siglos XVI-XIX en colecciones
checas, Velvyslanectvi Spanélska, Paméatnik
narodniho pisemnictvi, Kralovska kanonie
premonstratd v Praze na Strahové, Praha,

26. ledna-15. bfezna 1998; &. kat. 25: Luis
Fernandez Noseret (¢inny v letech 1795-1819,
zak M. Salvadora Carmony kolem r. 1795; 1819
si nechal schvilit fadu portrétd na Akademii
sv. Ferdinanda v Madridu), Pojizdné délostrelectvo
pdli / La artilleria volante hace fuego..., lept, ryté
retude, 305 x 452 mm. Znageno vlevo dole:

A. Guerrero lo dibujé vpravo L. Ferndndez Noseret lo
grabé, Bruntal BR 481/ 325. Za fotografii z Museu
Nacional de Arte Antiga v Lisabonu vd&&im
pracovnici Muzea dr. Grage de Lima.

19 Za mnohé upozornéni ohledné prizkumu
obou obrazt vdé&im ak. mal. Mojmiru
Hamsikovi (26. 11. 1921 v Brné& - 20. 12. 2007
v Praze).

20 Gaya Nufio (cit. v pozn. 6), s. 37, uvadi,
Ze je tu nadrtnuto procesi vstupujici do
chramu rotundovitého typu s pilifi a sloupy,
na nichz spoé&iva kupole. Ve vy3i dva putti,
jeden s Veroni¢inou rouskou, druhy s trnovou
korunou, nad nimi t#i sedici matrony - Vira,
Nadéje, Ldska, a pFi vstupu do chramu, sochy
Mojzise a Izaidse.

21 Viz Velazqueziv porirét hrabéte Olivarese,
Riberova Diogena (Drazdany) a Murillav Portrét
muge (ve sbirce W. van Horneové, Montreal) &
jeho autoportrét z anglické sbirky.

22 Gaya Nurio (cit. v pozn. 6), s. 36. Nutno
doplnit, Ze jedna z takovych skic ze sbirky
Serafina Garcii de la Huerta byla prodana r. 1840
za dva tisice realt.

23 Dnes je pfipisovan spravnéji Luku
Giordanovi. Viz Alfonso E. Pérez Sanchez,
Carlo II d’Absburgo, in: Luca Giordano,
1634-1705, Napoli, Castel Sant’ Elmo-

-Museo di Capodimonte, 3. III.-3. V1., Wien,
Kunsthistorisches Museum, 22. VI.-7. X. 2001;
Los Angeles County Museum, 4. XI. 2001-20.
I. 2002; Museo del Prado. Catdlogo de las pinturas.
Madrid 1996, €. kat. 2504, jej vede jesté jako dilo
Coellovo.

24 Obraz byl do majetku Narodni galerie

v Praze ziskdn pfevedenim z ministerstva
financi v r. 1939 (18. VIL.) pod &. 70.788/32/
I11/9a. V archivu Narodni galerie (&. 796/39

z 1. VI. 1939) se nachézi ddaj o dfednim
odhadu, Ze obrazy pochézeji z majetku p.
Kretschmera, ktery po r. 1938 postoupil tyto
obrazy ministerstvu Skolstvi a narodni osvéty
se svolenim ministerstva financi, jako thradu
svych dluht za nesplacené dané. Predchozi

osudy nejsou znamy. Jen rukopisny zdznam
ukazuje, Ze byly koupeny za 12.000 §vycarskych
frankd (Karel II.) a 10.000 §vycarskych

frank® (P. Santos). U¥edni odhad v korunich

z 6. VI. 1939 udava u obou stejnou cenu:
30.000 K&. Na zadni stran€ slepého rdmu obrazu
jsou nésledujici nalepky s tisténym textem:
,Coéllo (Claude), 1621-93

22. Charles I1.

Le grand tableau répresentant le roi Charles 11
adorant le Saint Sacrement, aprés le mircle des saintes
hosties, est admiré dans son palais d’Escurial, sous la
dénomination de Las Santas Formas.

Etude d’aprés nature, ayant servi a Coéllo pour son
grand tableau. Toile ovale, Hauteur 77 cent., Longeur
62 cent.”

Rém je z 19. stoleti.

Druhy obraz je popsan obdobné:

»Coéllo (Claude)

23. Portrait du prieur du couvent de UEscurial,
présentant le Saint Sacrament au roi Charles I1.

Le grand tableau répresentant le roi Charles 11
adorant le Saint Sacrement, aprés le mircle des saintes
hosties, est admiré dans son palais d’Escurial sous la
dénominations de Las Santas Formas.

Etude d’apres nature, ayant servi a Coéllo pour son
grand tableau. Toile ovale, Hauteur 77 cent., Longeur
62 cent.”

Nalepky lze zatim povazovat bud za éisla
drazebniho katalogu, nebo soukromé sbirky.
25 Dekuji za sdé&leni dr. Ziemkemu ze
Stidelova dstavu. Zajimava je pfibuznost
rozméri: frankfurtsky obraz méfil 83 x 62,3 cm,
prazsky méfi 81 x 63 cm.

26 Gaya Nurfio (cit. v pozn. 6), s. 36, Fika,

ze ,Claudio byl peclivy a% do extrému®. Také

star$i literatura, nap¥. Antonio Palomino, El
Museo Pictérico y Escala Optica, Madrid 1715-24
(vyd. Aguilar, Madrid 1947), s. 1063 ad., si v§ima
skute&nosti, ze Coello ,musel vyportrétovat nejen
krdle, nijbrg vsechny piitomné“. V této souvislosti
bych mohl je$t&€ pfipomenout, Ze Antonio
Palomino se ve svém spise holedba tim, Ze se
naudil malovat perspektivu u &eského jezuity
Jakuba Kresy (k tomu viz P. Stépanek, Cesky
jezuita Jakub Kresa ve Spanélsku, in: Jakub
Kresa. Zivot a dilo vjznamného ceského matematika
17. stoleti, Ale3 Lebeda (ed.), SmrZice 2015,

s. 95-101; sbornik vydany k pfileZitosti sympozia
o zivot€ a dile tohoto jezuity 2015.

ISBN 978-80-86636-50-4.

27 Palomino (cit. v pozn. 26), s. 1065.

28 Podle nazoru J. A. Gayi Nuiia (v soukromé
konzultaci) nemohl v 17. stoleti nikdo kopirovat
Claudia Coella, jediné on sim by byl mohl
vytvofit repliku.

Edward J. Sullivan, Claudio Coello and Late
Baroque Painting in Madrid, University Missouri
Press, Columbia 1986, s. 163, ¢. kat. P 79 a P 80.
Ve $panélském vydani Claudio Coello y la pintura
barroca madrilefia, Madrid 1989, s. 210, dopltiuje
moje idaje z historie obrazu zji3t&nim, ze
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oba obrazy v ovélnych ramech byly prodavany
na drazb€& dne 20. dubna v Pafizi z majetku
markyze Villafranky, a vyjadfuje nazor, Ze snad
muZe jit o nase obrazy, a¢ jejich provenience

je stejné nejistd jako u obou kopii ze sbirky
Torrecillovy. - Ani nové&jsi publikace jako

napf. Benito Mediavilla Martin, OSA, La Sagrada
Forma del Escorial, Real Monasterio de El Escorial
2001, nebo Alfonso Rodriguez G. de Ceballos,
El retablo barroco. Cuadernos de arte espaiiol, 1992,
¢. 72, se touto zdleZitosti nezabyvaji.

Angel Aterrido, Del homenaje de los discipulos
y una sombra velazquetia: Francisco Rizi y
Caludio Coello en a adoracién de la Sagrada
forma de Gorkum, in: In Sapientia Libertas, Escritos
en homenaje al profesor Alfonso Emilio Pérez Sdnchez,
Madrid - Sevilla, Museo Nacional del Prado -
Fundacién Focus-Abengoa 2007, s. 507-512, fesi
z na3eho hlediska podruznou otdzku identifikace
jedné z postav, kterd se vynofuje za zady
P. Santose mezi ob&ma svicny na oltafi a hledici
na divdka jako podobizna Franciska Rizziho,
do té doby povazovani za podobiznu Juana
Carrefii de Miranda. ZtotoZznéni se zakldda na
Gdajném autoportrétu Juana Carrerii de Miranda,
kterou Aterrido pfipsal jeho zaku Isidorovi
de Arredondo a portrétovaného ztotoznil
s Franciskem Rizzim. Podobnost obou tvaii je
nepopiratelna, ale identita se zaklida oviem na
pouze s otazniky pFipisovaném obraze (s. 510).
Pfijmeme-li jeho tvrzeni, vyplyva z toho jen nova
identifikace zmin&né postavy, zimé&na Rizziho
Carrenia, tedy obou mistrd, které si Coello velice
cenil. Autor stati vysvétluje jeho pfitomnost
na obraze jako poctu, kterou odvedl C. Coello
svému mistrovi a pfedchiidci, ktery mél ptivodné
obraz zhotovit, ale zabrianila mu v tom smrt.

Stat vznikla za finan¢ni podpory Ministerstva
kultury v rdmci institucionilniho financovéani
dlouhodobého koncepéniho rozvoje vyzkumné
organizace Néarodni galerie v Praze (DKRVO 2017,
MK000023281).
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Sexnam vyobrazeni

1 Claudio Coello, Prevor escorialského kldstera
P. Francisco de los Santos, olej na platné, oval,
81 x 63 cm, Nérodnf galerie v Praze, inv. ¢. O 1784.

2 Claudio Coello, Portrét spanélského krdle Karla Il.,
olej na platné, oval, 81 x 63 cm, Narodni galerie v Praze,
inv. & O 1783.

3 Claudio Coello, La Sagrada Forma, (1685-1690),
olej na platné, asi 500 x 300 cm, El Escorial, sakristie,
dostupné na https://commons.wikimedia.org/wiki/File:Cl.
Coello.La_Sagrada_Forma.1685-90.Sacristy,_El_Escorial.jpg.

4 Monstrance s hostii zvanou La Sagrada Forma;
prevzato z: P. Fr. Julidn Zarco Cuevas, E/ Monasterio de
El Escorial y La Casita del principe, Imprenta Helénica,
Madrid 1926, s. 53. Reprofoto: Pavel Stépanek.

5 Luis Fernandez Noseret (1793-1829), Claudio Coello,
Prevor escorialského klastera P. Francisco de los Santos,
kombinované technika - lept a rytina, 367 x 268 mm,
Museo de Jaén, Escuela de Artes de Zaragoza a Narodnf
knihovna v Madridu. Foto: Pavel Stépanek.

6 Luis Fernandez Noseret (1793-1829), Karel II.,
kombinované technika - lept a rytina, 372 x 273 mm,
Néarodni knihovna, Madrid. Foto: Pavel §tépének.

7 Francisco Bartolozzi, Sagrada Forma, 1814,
kombinovana technika - lept a rytina, 780 x 380 mm,
detail, Museu Nacional de Arte Antiga, Lisabon,

a Biblioteca Municipal, Porto, a v 10 soukromych
sbirkach. Foto: Pavel Stépanek.

8-9-10 Claudio Coello, Prevor escorialského
klastera P. Francisco de los Santos, olej na platné, oval,
81 x 63 cm, Narodni galerie v Praze, inv. ¢. O 1784,
RTG snimky.



MATERIALIE

Vincent van Gogh
Saint-Rémy 1889

OLGA UHROVA

VE SPOLUPRACI S RADKOU SEFCU A ADAMEM POKORNYM

Studie si klade za cil odpovédét na otazku, jaké je misto obrazu Zelené obili (1889)

v pozdni krajinatské tvorbé Vincenta van Gogha. Pfitom se zaméfuje na souvislost
vzniku obrazu s jeho Zivotem a dilem, zejména v dobé malifovy hospitalizace v Saint-
-Rémy, na van Goghovo hledani a objevovani novych témat. K nim nalezi zvlasté motiv
olivovych haja a cyprisa, jez casto kompozitné dominuji obraztim, zminovanym v dopi-
sech bratru Theovi a sestfe Wilhelminé€ v ¢ervnu 1889. Text srovnava malbu Zelené

obili (1889) s dily podobnych naméta zastoupenych ve sbirkach The National Gallery

v Londyné a The Metropolitan Museum of Art v New Yorku. Sleduje pfitom promény
van Goghova malii'ského piednesu, ktery vykrystalizoval v pastézni az reliéfni mali¥sky
rukopis. V ramci studie je dohlediana provenience obrazu ziskaného do sbirek Narodni
galerie v roce 1923 stitnim nikupem od Waltera Halvorsena.

Klicova slova Jednim z viznamnych dé€l, zakoupenych
Vincentlvan Gggh, Saipt-l%émy, krajina, pole, cypfis, éeskoslovenskym stdtem v roce 1923 pro
malifsky rukopis, pastozni malba Sbirku francouzského uméni 19. a 20. stole-
ti, je obraz Vincenta van Gogha (1853-1890)
Zelené obili. Umélec jej vytvofil v roce 1889
v Saint-Rémy. Jaké je misto tohoto obra-
zu ve van Goghov€ tvorbé&? Cilem textu je
na tuto otdzku odpovédét, a to zejména
vzhledem k jeho pozdni krajina¥ské tvorbé
a v souvislosti s prom&nami jeho mali¥ské-
ho pfednesu.
Na jafe 8. kvétna 1889 odjizdi Vincent
van Gogh z Arles, kde v ¥ijnu 1888 jeho
roztrzka s Paulem Gauguinem poznamenala
jeho zdravotni stav. Malif¥ se dobrovolné&
rozhodl nastoupit 1éébu v dstavu pro
dudevné nemocné v Saint-Paul-de-Mausole
nedaleko Saint-Rémy. Nemocnice - dfive
klaster - byla ve své dob& zndma osvicenym
zachézenim s pacienty (obr. 1). Van
Gogh muZze v dstavu obyvat dva pokoje,
z nichZ jeden slouzi jako loznice a druhy
jako ateliér. Ustav je umistén v krajing&
uprostied p3eni¢nych poli, olivovych haji
a vinohradd. Tyto scenerie se stivaji nimé&ty
van Goghovych obrazi té doby.
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Motivy van Goghovych obrazt ze Saint-
-Rémy sice souzni s prostFedim, které v té
dob& malife obklopovalo, maji v3ak i hlubsi
koFeny. Malifské pocatky van Gogha jsou
spojeny s ohlasy ,holandského realismu®.
A s tim je zas spojena i rustikélni, selska
tematika jeho tehdejsich dél: portréty
vesni¢antl, motivy z rolnického Zivota,
mezi nimiZ jsou i motivy poli a price na
nich. S inspiracemi holandskym mali¥stvim
je spojen i temny valérovy kolorit. Ten se
proméiiuje van Goghovym setkdnim s tvor-
bou impresionistl a neoimpresionistt
v PafiZi v letech 1886-1888, kde objevuje
také japonské barevné dfevoryty. Van
Goghova paleta se vyraznym zptisobem
projasiiuje a pfiblizuje se po uréitou dobu
paleté impresionistl, resp. postimpresio-
nist. Na rozdil od impresionistt i od
Signaca a Seurata v3ak van Goghova malii-
ské skvrna, jeho tah $tétcem neni ,jen”
prvkem barevného svéta, tj. elementem
konstituujicim vysledny barevny dojem,
ale i ¢asteckou hmoty zachyceného pied-
mé&tu. Zachovi si tak funkeci, kterou mél jiz
v Goghové pfedchozi tvorb€& inspirované
vlivem ,holandského realismu®.

Dal3i posun van Goghovy barevné
palety souvisi s jeho odjezdem do Arles
v tnoru 1888. Okouzlen provensilskou
pfirodou prozafenou intenzivnim sluneé-
nim svétlem, zagal malovat platna jasnych
barev a vystuptioval intenzitu své barevné
gkaly. VE&fFil, ze zde zalozi umé&leckou kolo-
nii - Ateliéry na jihu - a pozve do Arles své
pratele k praci a diskusim o uméni. Tato
snaha kondi jiz pFipomenutym konfliktem
s Paulem Gauguinem a posléze dobro-
volnou hospitalizaci Vincenta van Gogha
v 1é¢ebné& nedaleko Saint-Rémy.

Seraina Werthemann zaéina kapitolu
vénovanou Goghové tvorbé v Saint-Rémy
konstatovanim, Ze ,obrazy, které Van Gogh
vytvoril v Saint-Rémy, byly jiné ne% vsechny, které
namaloval dfive [...]“.* V &em toto specifikum
spociva?

Van Gogh a Gauguin se nerozesli v Arles
v dobrém. Nicmén€ zdkladni princip pojeti
mali¥stvi sdileli: nejde o to zobraxit realitu, jde
0 to zintenzivnit jeji proky. Proces intenzifikace
ve van Goghovych dilech ze Saint-Rémy
vrcholi.

Barva je zde vyrazové silni, neni viak
hlavni silou, jako tomu bylo u maleb
v Arles. Nejen barvy samy o sob€ jsou
velice intenzivni, vysoka je i mira kontrastu
barev kladenych vedle sebe: Krajina s vychd-
zejicim sluncem (Saint-Rémy, 1889, F 737,
soukroma sbirka).

JiZ vy3e jsme upozornili, Ze barevna
skvrna, tah 3tétcem u van Gogha nemé
srovnatelnou roli s impresionisty nebo
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Signacem &i Seuratem. Neni tedy ,jen“
prvkem orchestrace barev do celkového
barevného vyznéni, ale je prostfedkem
vyjadfeni i dal§ich vlastnosti zachycova-
ného pfedmétu, jeho hmoty, jeho vnit¥ni
konstituence. I tento moment je ve van
Goghovych pracich ze Saint-Rémy zintenziv-
nén. Projevuje se to napiiklad v zachyceni
olivovych héji, cyp#ist, mrakd na obloze
a povrchu lant poli. Rej taht generuje
napéti a dynamiku, které na van Goghovych
obrazech tohoto obdobi na divédka ptisobi,
vtahuji jej do sebe, pfemahaji jej.

Popsany dynamismus pfitom souvisi
s tématy a motivy, kterym se van Gogh
v této dobé& vé&noval. Pole s cypfisi i olivové
hiaje byly sice krajinnym prost¥edim, ve
kterém van Gogh v 1é¢ebné zil, nicméné
plameny pfipominajici zkroucené tvary
olivovych kment, stejn& jako kompliko-
vané se prekryvajici a permanentné vifici
jehli¢i cypfist jsou pro dosazZeni tohoto
dynamického, tenzniho t&inku idedlnimi
motivy. Dtilezitost motivu cypfise je zfejma
z dopisu bratru Theovi z 25. Eervna 1889
(LT 596): ,[...] Jen nemdm moc toho, o éem bych
Ti psal, dny ubihaji celkem stejné, a pokud jde
0 ndpady, nemdm finé nez ty spocivajici v mys-
lence, %e pSeniéné pole nebo cypfis stoji za dsili,
kdyz se na né podivdm zblizka, a tak ddl. Mdm
u% jedno pseniéné pole, hodné Zluté a hodné pro-
jasnéné, je to moznd to nejradostnéjsi pldtno, co
jsem vytvofil. Stdle mi nejdou % mysli ty cypfise.
Rdd bych s nimi provedl néco podobného. Jako
v pFipadé téch pldaten se slunecnicemi, protoge
Zasnu nad tim, %e je nikdo zatim nevidél tak jako
jd. Jsou krdsné, pokud jde o linie a proporce, néco
jako egyptsky obelisk. A zelend je mimotddnd. Je
to tmavd skvrna v krajiné jinak zalité sluncem, je
to jeden z nejzajimavéjsich tmavyjch toni, ale trefit
ho je snad to nejobtiznéjsi, co si dovedu predstavit.
Musis je vidét proti modrému nebi, nebo spi§ jako
v ném.“>

Napéti je generovano nejen tvarovymi
vlastnostmi van Goghovych tahti §tét-
cem, ale i kontrasty, v nichZ jsou tvarové
a barevné vlastnosti prezentovany. V pii-
pad€ barev to byl kontrast barev kladenych
vedle sebe. V pfipadé tvaril je to kombinace
dvou perspektiv, ze kterych je predmét
nahliZen. Z jedné strany se cypfis jevi
jako egyptsky obelisk, jak o tom v jednom
z dopist van Gogh pise bratru Theovi (viz
vyse) - je tomu tak, kdyz cypfis sledujeme
zdélky, podruhé je klubkem vificich jeh-
lic - pFistoupime-li dostate¢né blizko. Je
pozoruhodné, Ze obé& perspektivy van Gogh
spojuje v jednom obraze, stuptiuje tak
pocit kontrastnosti a napé&ti mezi nimi do
krajnosti: PSeni¢né pole s cypfisi (Saint-Rémy,
Gerven 1889, F 717, TH 1756) ve sbirkich The
Metropolitan Museum of Art, New York



(obr. 4). Kombinace obou perspektiv je ndm
v b&€Zném Zivot& nepiistupnd. Piitomni ji
muZeme byt diky van Goghovym obraztm,
resp. ve van Goghovych obrazech.

Napéti ve van Goghovych dilech nejspis
(snad?) souvisi i s psychickym napétim a tla-
kem, kterému byl vzhledem ke své nemoci
vystaven. Projevuje se nejen ve zptsobu
malby, ale i v n&€kterych dalsich technickych
souvislostech. Van Gogh v obdobi svého
pobytu v Saint-Rémy tvoii velice horeéné.
Mnohdy nepracuje s podkladovym materié-
lem a v nékterych mistech malby tak pod-
klad prosvita pod dramaticky barevnou tex-
turou. Aby vydobyl silu a pevnost terénu ze své
barvy [...], nevahé vytladit kofeny a kmeny
pfimo z tuby a modelovat je §tétcem.’

V bfeznu a dubnu roku 1890 se van
Goghova nemoc opét zhorsi. Na radu
Camilla Pissarra bratr Theo van Gogha pfe-
sv&ddi, aby se prest€hoval do Auvers a své-
¥il se do péce doktoru Paulu Gachetovi. Van
Gogh do Auvers odjizdi 16. kvétna 1890,
tedy po jednom roce a jednom tydnu, které
stravil v sanatoriu Saint-Paul-de-Mausole
u Saint-Rémy.

*

Vratme se k obrazu Zelené obili

(Saint-Rémy, Narodni galerie v Praze,

F 719; TH 1725), ktery van Gogh namalo-

val v éervnu 1889 (obr. 2). Abychom lépe
pochopili jeho misto v malifové tvorbé&

té doby, srovnime jej se dvéma obrazy

s podobnym tématem z téhoz roku, totiz

s obrazem PSenicné pole s cypfisi (zafi 1889,
Saint-Rémy, National Gallery London,

F 615) (obr. 3) &i s jiZz zmifiovanym obrazem
Pseniéné pole s cyp¥isi (obr. 4).

Vsechna uvedena dila vykazuji zakladni
rysy vlastni van Goghové tvorbé v Saint-
-Rémy. V3echny tyto obrazy maloval
v obdobi, kdy mu bylo umoznéno opustit
uzaviené prostory lééebny a malovat v pfi-
rodé.

Nejprve se zastavme u dvou stejnojmen-
nych obrazil PSeniéné pole s cypfisi. Maji stej-
nou kompozici: mohutny cypf#is na pravé
strané& obrazu s obilnym polem v prvnim
planu, velkou plochu oblohy a horskym
masivem na horizontu. Pro oba obrazy je
charakteristicky kontrast mezi majestatnim
cypfisem, ty¢icim se jako egyptsky obelisk,
a dynamickym pohybem a tvarovou zméti
mrakd, které dominuji na modré obloze.
Stejnojmenna kresba Pseniéné pole s cyp#isi
(Cerven 1889, ¢ernd kiida a pero na papife,
47 x 62 cm, Museum Amsterdam, Vincent
van Gogh Foundation) nis upozoriiuje
je3t&€ na jednu souvislost, totiz vkofenéni
cypfise-obelisku v zemi, obilném poli. Jak
cypiis, tak obilné pole s kefi jsou pojed-

nany stejnymi ,goghovskymi“ tahy §tétcem.
Vytvaii se tak kontrast mezi oblohou na
jedné strané - k¥ivky taht se uzaviraji do
okrouhlych dtvart, které sugeruji pfedstavu
bezuzdného, boufného pohybu a reje,
a prvnim plinem pole na stran€ druhé, kde
kefe a cypfiSe jsou kiivkami otevienymi,
jsou hmotnymi elementy konstituujicimi
celostni tvar. Tento kontrast je potvrzen
i barevnym kontrastem bilé a modré se
zelenkavymi odlesky oblohy a modravymi
odstiny masivu Alpicek (Alpilles) na hori-
zontu proti zemit&jsi Zluté a odstinim zele-
ného pole, ket a cypfise. PSenitné pole je
zralé, jasn€ Zluté: vytvaii se tak dal3i osa
napéti mezi sytou, temnou zelenou cypfise
a kefd a jasnou plochou vzdouvajictho se
pole vyzrilého obili p¥ed nimi.
kompozici: cyp¥i§ pojednany opé&t flam-
boyantni stylizaci se ty¢i v centru obrazu.
Masiv Alpiéek, ktery tvofil horizont obou
Pseniényjch poli s cyp#isi, ma v tomto p¥ipadé
malif v zddech - horizont obrazu je defi-
novan konturou vlnici se pahorkatiny, pred
niz stoji cypfis-obelisk se statkem vpravo
a nad tim v§im je relativn& klidna obloha
s bilymi mracky. Jak v pfipadé& Pseniénych
poli s cyprisi, tak v p¥ipad€ Zeleného obili je
elementem, ktery scenerii ukotvuje, cypf#is.
Zatimco napé&ti mezi dynamikou a relativ-
nim klidem se zakladal v Pseni¢nijch polich
s cypfisi na protikladu oblohy a cypfige
s obilnym polem, v ptipad& Zeleného obili
tento protiklad vystupuje mezi vzdouva-
jicim se obilnym lanem v popiedi a kefi,
cypfiSem a statkem s pahorkatinou na
obzoru. Ustiedni roli obilného pole v tomto
obraze naznacuje i dopis, ktery Vincent
van Gogh napsal sestfe Wilhelmin& (W 12):
»Pravé jsem domaloval krajinu s olivovym hdjem
s Sedaviym listim, které se tak trochu podobd
vrbovému, a stromy vrhajicimi fialové stiny na
sluncem vyprahly pisek. Pak jesté dalsi zobra-
zuje pole Zhnouci psenice, obklopené ostruzinim
a elenymi kfovisky. Na konci pole stoji rigovy
domek s vysokym cyprisem, ktery se rysuje na
pozadi vzddlenijch namodralijch a nafialovélijch
kopcii a pomnénkové modré oblohy s rigovymi
Smouhami. Jejich isté tony kontrastuji se ztézk-
lymi klasy spdlenymi od slunce, jejich tepld barva
naopak pripomind vypecenou kirku chleba.“*
Dobfe je tento fakt patrny z kresby Pseniéné
pole s cypisem (pozdni Eerven-Cervenec 1889,
Saint-Rémy, F 1548, The Pierpont Morgan
Library, New York, obr. 5), ktera vznikla po
vytvofeni prazského obrazu Zelené obili, jak
uvadi Ronald Pickvance v katalogu vystavy
Van Gogh in Saint-Rémy and Auvers.’
Zelené obili a oba obrazy Psenicné pole
s cypfisi se lis1 nejen kompozici, ale i cel-
kovym vyznénim. Ne nadarmo byva Zelené
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pole povazZovano za reminiscenci impre-
sionistické malby Clauda Moneta, Camilla
Pissarra nebo Alfreda Sisleyho. Zatimco
malb& Psenicné pole s cypfisi dominuje silné
napéti a dynamismus, prazsky obraz je
vyrazn€ klidné&jsi, harmoni¢té&jsi, hrany
protikladu dynamika vs. klid jsou obrou-
Seny. To je ddno nejen tim, Ze centrum
dynamismu a pohybu, totiZ obilné pole,
je daleko klidngj3i nez analogické cent-
rum v PSeniényjch polich s cyp#isi (zejména
obloha), ale i tim, Ze barevné kontrasty
jsou oslabeny: obilné pole jesté& nedozrilo,
zafiva zluta, kterou zndme z Pseniényjch poli
s cypfisi, je utlumena odstiny zelené. Jako
by se van Gogh pfi malbé& tohoto obrazu
dokézal zastavit, zmirnit napéti, ve kte-
rém zil, a promitnout ho do scenerie pole
s cypfiSem. Neni bez zajimavosti, Ze van
Gogh o tomto obraze v citovaném dopise
sestfe Wilhelminé pige daleko emocio-
nélné exponovanéjdimi slovy, nez obraz
piisobi.

Jest€ pozdéji, v Cervnu 1890, kritce pied
svoji smrti (zemfel 29. ervence 1890)
van Gogh jiz z Auvers-sur-Oise napsal
Gauguinovi dopis, ve kterém se zmifiuje
o obraze Cesta s cypfisi pod hvézdnou oblohou
1890 (obr. 6) (Saint-Rémy, kvéten 1890,
F 683, TH 1982, Otterlo, Kroller-Miiller
Museum): ,[...] mdm jesté cyp#i§ s hvoézdou
posledni pokus, noéni obloha - noéni oblohu
s matnym mésicem, s hvézdou prehnané zdfici
na ultramarinové obloze, pluji mraky. Dole cesta
lemovand vysokym rdkosim, za nim nizké modré
Alpinky,[...] a pfevysoky cyp¥is roonij a cely
temng.“ Samy tahy §tétce v tomto obraze se
stavaji spise lavinou. Vzru3ené vedeni Stétce
je aZ extrémni. Energie barev je pfeve-
dena do energie ¢ar. Redlna krajina ve van
Goghové pfednesu tak dostivd az nadzem-
sky charakter.®

Ve Vincentové korespondenci s bratrem
Theem se nachazi dopis z 28. z4¥f 1889,
kde malif podava zpravu o zaslani n€kolika
obrazti do PaffZe. Soudésti zasilky byl vedle
Psenicného pole s cypfisi (F 717, Metropolitan
Museum New York) a PSeni¢ného pole s cypfisi
(F 615, National Gallery London) také
prazsky obraz Zelené obili (F 719, Narodni
galerie v Praze). Jesté v témZe roce mél byt
vystaven spole¢n€ s dalsimi Goghovymi
obrazy na vystav€ Nezavisljch v PafiZi. Van
Goghova tvorba se zdhy stala zdsadnim
podnétem pro generaci mladych umélct
v prvém desetileti 20. stoleti, zejména pro
malbu expresionistti, ale i fauvistti. Zaujala
je nejen jedineénost Goghova mali¥ského
pfednesu a jeho krajinné naméty, ale také
jeho osobnost a Zivot. V Cechach lze prvé
ohlasy van Goghovy tvorby nalézt v obra-
zech Otakara Kubina a Willi Nowaka
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v letech 1905-1906, ale také v nekterych
ranych malbach Bohumila Kubisty.

Pro upfesnéni provenience obrazu

Zelené obili poskytlo Van Gogh Museum
v Amsterdamu v listopadu 2016 informace
o né&kterych dalsich skuteénostech:

Po smrti Vincenta van Gogha a jeho bratra
Thea byl obraz uchovivan u Theovy

Zeny Johanny Gogh-Bongner. Od ni jej
spoleéné s daldimi osmi van Goghovymi
obrazy dne 25. kv&tna 1905 zakoupil
galerista Paul Cassirer za celkovou &astku
14.000 némeckych marek.

Jesté v témZe roce obraz Zelené obili koupil
za 3.000 némeckych marek od P. Cassirera
§védsky sbératel a galerista Ernest Thiel.
Obraz byl zaptijéen z Thielovy sbirky na
vystavu ve Stockholmu v roce 1917.

Na podatku dvacatych let byl Thiel nucen
kvtli svym finanénim potizim né&kters dila
ze své sbirky prodat, ¢ast do sbirky Paula
Rosenberga (1923).

V témZe roce, jak uvadi také Catalogue
raisonné dila Vincenta van Gogha, od
Rosenberga zakoupil obraz Zelené obili
Walter Halvorsen.

Ve stejném roce, tj. v roce 1923, byl

obraz od Halvorsena zakoupen pro Sbirku
francouzského uméni 19. a 20. stoleti.
Prostifedky na tento nakup poskytl ées-
koslovensky stit. V pisemné poztsta-
losti Vincence Kramife, ktery se v Pafizi
9.-24. ervna 1923 podilel na vybéru

dé&l pro sbirku, je v seznamu vybranych
dé&l v pozniamce uvedené slovy , Walter
Halvorsen, 6 Place de Place Palais Bourbon

i Goghtiv obraz Paysage d’Arles (jesté

S

nespravnym oznaéenim, jednalo se

o malbu Zeleného obili ze Saint-Rémy, 1889)

S

finanéni &astkou 92.000 (Archiv Narodni

galerie v Praze). V seznamu nékupu dé&l pro
Sbirku francouzského uméni 19. a 20. sto-
leti v roce 1923 je v archivu Narodni galerie
v Praze pak uvedena polozka V. van Gogh,
Krajina, olej, cena 223.850,- K&.

Obraz Zelené obili byl v roce 1926 zapij-

en a instalovin spolené s ostatnimi dily
francouzskych umélct zakoupenych &es-
koslovenskym stitem jako statni depozi-
tum do Moderni galerie, tehdy sidlici ve
Wiehlové pavilonu na Prazském vystavisti
v Hole3ovicich. Byl vystaven ve vystavnim
sale X. v blizkosti obrazt P. Gauguina,

A. Renoira a dalsich umeélcti (obr. 7). Dnes
je van Goghovo Zelené obili vystaveno po

v

divéjsi prezentaci ve Sternberském palaci
ve Sbirce francouzského uméni 19. a 20. sto-
leti Sbirky moderniho a sou¢asného uméni
Nérodni galerie v prazském Veletrznim
paléci.’”



Anex 1)
Materialovy prizkum: Vincent van Gogh,
Zelené obili

RADKA SEFCU

Materidlovy prizkum jednoho z nejvy-
znamngé&jsich obrazt Sbirky moderniho

a soutasného uméni Narodni galerie

v Praze Zelené obili od Vincenta van Gogha
(O 3208, obr. 2) prob&hl v roce 2017.
Priizkum navéazal na poznatky chemického
rozboru z roku 1995, kdy byly orientaéné
identifikovany pigmenty malby na zakla-
d€ spektrilni analyzy a mikrochemickych
zkousek.® Tyto zdkladni poznatky byly

v rimci soutasného pi¥irodovédného badani
vyznamné roz3ifeny. V celé plose obrazu
byla provedena identifikace prvkového
sloZeni neinvazivni metodou rentgenfluo-
rescen¢ni analyzy. Zaroven se uskute¢ni-
la komplexni revize vzorkt z roku 1995

a nové byly odebrany vzorky z Sepsu a ze
Zluté plochy malby. Na mikrovzorcich bylo
provedeno stratigrafické posouzeni jednot-
livych vrstev, analyza molekulové struktury
pigmentt metodou Ramanovy spektro-
skopie a identifikace prvkového sloZeni
Castic pigmentl na skenovacim elektrono-
vém mikroskopu s energiov€ disperznim
detektorem.® Optickou mikroskopii bylo
dokumentovano kladeni vrstev, morfologie
a zabarveni €4stic pigmentd.

Na Inéném platné tkaném platnovou
vazbou je vrstva Sepsu (obr. 8) obsa-
hujici zakladni smé&s olovnaté béloby
[PbCO, - 2 Pb(OH),] a siranu barnatého
(BaSO,). Typické pro toto obdobi jsou
tovarn€ Sepsovani plitna.*® Stejné slo-

Zeni se prokazalo a bylo i experimentalné
ovéFeno na dal3ich dilech Vincenta van
Gogha." Neinvazivni rentgenfluorescen¢ni
analyza potvrdila ve vech spektrech pii-
tomnost stroncia, coz by mohlo ukazovat,
Ze pri pFiprav€ tovarné€ Sepsovaného platna
mohl byt pouZzit spiSe p¥irodni siran bar-
naty (baryt) nez synteticky p¥ipraveny pig-
ment.*? Zabarveni Sepstt mohlo byt varia-
bilni, pFizptisobené na zakizku umélce, od
bilé pfes bélavé, nacervenalé aZ po Sedou.?
Seps na obraze Zelené obili nem4 Cisté& bily
odstin, m4 bélavé, spiSe teplejsi zabarveni,
kterého bylo dosaZeno piidavkem Zlutého
okru [FeO(OH)]. RovnéZ v Sepsu byla iden-
tifikovina ojedinéla zrna synt. ultramarinu,
marginaln€ byla zaznamenéna i pfitomnost
uhli¢itanu vdpenatého (CaCO,, kifda) a hli-
nitok¥emicitand.*

V ramci prizkumu byly v jednotlivych
barevnych vrstvich komparaéné posuzo-
vany vzdjemné kombinace barevnych pig-
mentt se zfetelem na moZnosti komeréné
dostupnych smési v pfipravenych malii-

skych tubach,” ale rovnéz i k budoucimu
posouzeni s dobovou vytvarnou praxi.:®

Zatimco v podkladu je dominantni olov-
nata béloba, v barevnych vrstvich je uZita
pouze bé&loba zinkova (ZnO), a to jak v bilé
malbg, tak je soudésti ve viech barevnych
vrstvich (Zlutych, modrych i zelenych).
Zinkova béloba v tomto obdobi méla jiz
velmi giroké uplatnéni. V olejovém pojivu
mohly byt 1épe vytvafeny past6zné&jsi
nanosy, nebot zinkova bé&loba m4 elasti¢-
t&j31 vlastnosti pravé v olejovém pojivu nez
tradi¢ni bé&loba olovnata.”

Hlavnimi barevnymi pigmenty jsou chro-
mov4 Zlut (jaune de chrome), Francouzsky
ultramarin (outremer), kobaltova mod¥
(bleu de cobalt), viridian (oznaovan rovnéz
chromoxid transparentni, vert émeraude)

a pafizska zelenl (oznafovana rovnéz jako
Veronesova nebo v souéasnosti spise jako
zeleri svinibrodska, vert Véronése, vert de
Schweinfurt) (obr. 9). U chromové zluti
byla identifikovana jak struktura chro-
manu olovnatého (PbCrO,), tak rovnéz

i smési chromanu a siranu olovnatého
(PbCrO, - PbSO,). Variabilni tonalita Zluté
malby mtZe byt zptisobena pomérem chro-
mové Zluti, zinkové b&loby a ostatnich pii-
mé&si. V Zluté malbé& byla potvrzena p¥imé&s
ultramarinu, minia, pafizské zeleng, viri-
didnu a éerveného barviva (obr. 10). Nelze
vSak opominout ani vliv degrada¢nich pro-
cest, které se mohou projevit odbarvenim
povrchu.*® Porovnanim mé¥enych ploch

o rtzné& barevném ténu zluté malby meto-
dou rentgenfluorescenéni analyzy se zd4,
Ze na zabarveni m4 v&tsi vliv i zastoupeni
praveé pafizské zelené. Na svétlejsich Zlu-
tych plochich® bylo vZdy indikovano vé&tsi
mnoZstvi arzenu a mé&di.

V zelenych plochéch je kombinace
né&kolika pigmentt. Zasadni je v tmavsich
odstinech uZiti viridianu (Cr,O, - 2 H,0),
ve svétlejsich pak pafizské zelené
(Cu(CH3COO), - 3 Cu(AsO,),) (obr. 11).
Zatimco virididn m4a hlubokou tmavé zele-
nou barvu (napf¥. malba cypfise), tak pafiz-
ské zeleti ma subtilni velmi svétle zelenavé
aZ modrozelenavé (smaragdové) Castice
(napf. velmi svétle zelenavd malba vege-
tace). Pafizska zelen je uZita i ve spodnich
(okrové zabarvenych) vrstvich pod pastézni
zelenou malbou (obr. 11). Oba zelené pig-
menty se vzajemné dopliiuji a jsou pouzity
vzdy ve smési se zinkovou bélobou, chro-
movou zluti, popfipad€ s ultramarinem,
ojedinéle byla identifikovina i rumélka
(HgS). Vyznéni stupné odstinu zéavisi na
poméru jednotlivych pigmentd.

V modré malbé byla identifikovana
kobaltova mod¥ (CoO - Al,O,) a ultrama-

rin (Nay, Al SiO,S,,) s pfimési zinkové
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bé&loby. Neinvazivni rentgenfluorescenéni
analyza prokazala uzit{ kobaltové modre
dominantné na svétlejsich plochich modré
malby, zejména v malbé& oblohy (obr. 12).
Oproti tomu ultramarin je kvantitativné
vice zastoupen v syté&jsich ténech, napf. na
horizontu a v malbé& lu¢ni vegetace.

V ramci provedeného priizkumu se uka-
zalo velice zdsadni propojeni kombinace
jednotlivych instrumentélnich analytickych
technik. V budoucnu se prizkum dile
zamé&f na prohloubeni znalosti pojivovych
sloZzek napf¥. metodou plynové chromato-
grafie, ev. na popis degrada¢nich procesti.
Detailni uréeni materidlového sloZeni je
podstatnou slozkou p#i posouzeni tech-
niky zpracovani vytvarného dila v kontextu

dobové tvorby.

Anex 2)
Technika malby obrazu Vincenta van
Gogha Zelené obili

ADAM POKORNY

Obraz Vincenta van Gogha Zelené obili je
namalovan na platéné podloZce o rozmé-
rech 73,2 x 92,5 cm.?° Podle konstrukce

a zpracovani napinactho obrazového ramu
se 1ze domnivat, Ze je ptvodni. Plitno je
jemné s hustotou vazby 12 x 18 niti na cm?.
Nité€ platna jsou rovnomérné stofené bez
uzlikd. Pfi levém okraji obrazu je na RTG
snimku patrné vlnovité vybocéeni osnovy
platna (obr. 13). Na ostatnich stranéich je
vSak prib&h vazby rovnomérny bez téch-
to deformaci. Je tak zfejmé, Ze platno

bylo odstfiZzeno z vé&tsiho kusu tovarné
nagepsovaného plitna. Podklad obrazu

je subtilni teple bilé tonality s obsahem
olovnaté béloby a siranu barnatého.? Podle
odhalenych vrskd kiiZicich se niti platéné
vazby je zFejmé, Ze ndnos podkladu byl
zbrou3en (obr. 14). Toto zbrouseni podkla-
du je patrné i na okrajich platna ohnutych
za okraje napinactho ramu. Platno tudiz
nebylo brouSeno napnuté na rimu, ale
mohlo byt zakoupeno jiz takto upravené.
Na snimcich IR reflektografie neni patrna
z4dna podkresba, jak tomu je napiiklad na
dilech z ranégjsich obdobi. Lze viak pfedpo-
kladat, Ze si malif celou kompozici nejprve
rozvrhl rimcové §tétcem. Malba je rozehra-
na s pfirozenou samozfejmosti bez hleda-
ni a vétSich autorskych zmén. P¥imocara
asporni vystavba malby vypovida o jasném
malifském zdméru s pFesnou predstavou.
V malbé je poéitino a vyuZivano tonality
spodniho podkladu, ktery je uplatiiovan
mezi traktaci jednotlivich délenych taht
(obr. 15). Na obraze se nachizi pouze drob-
né pentimenti v partii staveni, kde doslo
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k ¢aste¢nému pozdéjsimu zakryti nizkého
kete (obr. 16). Caste¢né zmény se nachazeji
také ve stromovi pfi pravé stran€ obrazu.
Podle prekryvi jednotlivych taht malby je
zFejmé, Ze malba oblohy pfedchizela malbé
vegetace ve stfednim planu obrazu. Nizsi
stromovi pfekryva malbu oblohy a krajin-
ného pozadi. V misté cypfise je viak jiZ

v malbé& vymezeno misto pro néslednou
malbu. Tahy v obloze zde sleduji budouci
tvar stromu. P§eni¢né pole bylo nejprve
ramcové€ vymezeno $irS$imi sumarnimi
barevnymi ndnosy pfevazné diagonalniho
sméru. Na tomto zaklad€ pak byla roze-
hrana malba kratkymi past6znimi ndnosy
barvy (obr. 17). Podle prolinini jednotlivich
barevnych nénosti, vmalovanych vzijemné&
v nezaschlé malbé, se lze domnivat, Ze vét-
§ina obrazu byla provedena b&hem jednoho
dne. Na Fad€ mist jsou v3ak patrné nanosy
na zaschlou spodni malbu (obr. 18). Jedna
se pfedeviim o lokalni tondlni akcenty, jak
je tomu napiiklad v malbé& vegetace v levém
rohu, kde byly dodate¢né pFidany svétle
modré detaily. Zda se, ze koruna drobného
stromu pfi pravém okraji obrazu byla taktéz
provedena az na zaschlou malbu krajin-
ného pozadi (obr. 19). Zluté akcenty byly
nasledné dodateén€ rozvedeny i na spodni
kete. Malba oblohy byla provedena plo-
chym 3tétcem s tloustkou pfiblizné 9 mm.
Na vétsinu obrazu byl pouzit pevny $tétino-
vy 3t&tec s §itkou pohybujici se okolo 5 mm
a detaily, jako napfiklad stébla trav v popfte-
di, jsou malovany pevnym 3t&tcem s §itkou
pfiblizné& 3 mm. Laboratornim prizkumem
byla jako bily pigment v malbé& identifikova-
na zinkova bé&loba.?> Modré odstiny obsahu-
ji kobaltovou modF a synteticky ultramarin,
ve Zlutich byla identifikovdna chromova
Zlut. Zelené& tvoii virididn a svinibrod-

ska zelefi. O rozsahu pouZiti té&chto dvou
pigmentt dob¥e vypovida snimek IR a UV
falesné barevnosti. Virididn se na téchto
snimcich projevuje tmavoéervenou tonali-
tou, svinibrodska zeleni se naopak odlisuje
tmavomodrym odstinem. Barevné smési
obsahujici kobaltovou modf lze na snimku
UV faledné barevnosti dobfe odliit zelenou
barevnosti (obr. 20).2

Tato stat byla recenzovdna.
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plvodniho augustinidnského kl&stera, ca 50. Iéta

19. stoleti, Rijksmuseum (Vincent van Gogh Foundation),
Amsterdam. Foto: Marc Edo Tralbaut.

2 Vincent van Gogh, Zelené obili, terven 1889,
olej, platno, 73,2 x 92,5 cm, Nérodni galerie v Praze,
inv. ¢&. O 3208.
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obili 1889, Paul Gauguin, Uték 1902, Pariddv soud 1902
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8 Pri¢ny rez vzorku, na textilni podloZce je bila vrstva
Sepsu smési olovnaté béloby a siranu barnatého (a),
vldkna Inu v prochéazejicim polarizovaném svétle (b)

a se zkrizenymi nikoly (c).

9 Preparat ze zelené (a, b) a zluté malby (c, d)

v prochéazejicim polarizovaném svétle a se zkrizenymi
nikoly. Zelené zrna viridianu a modry ultramarin. Zluta
zrna chromové Zluti.
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10  Pri¢né fezy vzorkd ze zluté malby v dopadajicim
(a, ©) a ultrafialovém svétle (b, d). V ultrafialovém
svétle viditelna typicka fluorescence zinkové béloby.

Ve smési chromové Zluti a zinkové béloby jsou ojedinéla
zrna ostatnich pigmentd. Tonalita Zlutého zabarveni

je ovlivnéna kvantitativnim zastoupenim jednotlivych
dominantnich pigmentld a ¢asteéné i primésemi.

11 Pri¢né fezy vzorkd ze zelené malby v dopadajicim
svétle. Ve svétlejsich plochach malby (a) je zastoupeno
vedle zelenych pigmentd znacné mnozstvi chromové
Zluti a zinkové béloby. V tmavé zelenych plochéach (b)
je dominantné viridian.

12 Pri¢ny ez vzorku z malby oblohy v dopadajicim
svétle. V. modré malbé je smés kobaltové modre,
ultramarinu a zinkové béloby.

13 RTG snimek, detail.

14 Snimek v bo¢nim osvétleni, detail struktury platna
se sbrousenym podkladem.

15 Detail s otevienou malbou na spodni podklad.
16 Detail s autorsky premalovanym kerem.

17 Snimek v boénim osvétleni ilustrujici zptsob malby
obilného pole.

18 Makrofotografie mist s nanesenymi barevnymi
akcenty na zaschlou spodni malbu.

19 Detail dodate¢né namalovaného stromu.

20 Snimek ve viditelném svétle, snimek IR fale§né
barevnosti, snimek UV falesné barevnosti.



ZPRAVA

Identifikace pojiv v malbé
bohemikalni provenience
od 14. do poloviny 16. stoleti

RADKA SEFCU- VACLAV PITTHARD

V navaznosti na dosavadni analyzy provedené v chemicko-technologické laboratofi
Narodni galerie v Praze, zejména mikrochemickymi zkouskami a histochemickym bar-
venim piiénych Fezd, byla provedena rozsahla identifikace pojivovych sloZek na nej-
vyznamné&jsich dilech Sbirky starého uméni Narodni galerie v Praze. V pribéhu let
2013-2016 byla prozkoumana desitka vzorkid z malby a polychromie metodou plynové
chromatografie s hmotnostni spektrometrii, kterou bylo mozno exaktné definovat pou-
Zité pojivo, ev. smés pojiv v jednotlivych vrstvach malby. Vysledky prizkumu byly inter-
pretovany na zakladé zjisténi kombinace druhu pojiva s uZitymi pigmenty a bylo prove-
deno i data¢ni zhodnoceni uziti téchto slozek. Analyza prokazala vifznamné uziti pojiv
na bazi oleje jiz od 14. stoleti.

Klicovd slova Identifikace pojivovych slozek ve vrst-
pojiva, plynqvé chromatografie s hmotnostni ' vach malby a polychromie poskytuje velice
spek/troskolpll' (GC-MS), stfedoveékad malba, polychromie, v;’fznamnou informaci o V}’IVO]'i malifskych
analyza pojiv
technik. Na deskové malbé a polychromova-
né Fezbé& ze Sbirky starého uméni Narodni
galerie v Praze a dilech do této sbirkové
kolekce dlouhodobé zapujéenych byl pro-
veden v letech 2013-2016 prizkum pojiv ve
vrstvich malby a polychromie.* Materidlovy
prizkum navizal na dosavadni vysledky
ziskané v rdmci p¥irodovédnych analyz
provedenych v chemicko-technologické
laboratofi Narodni galerie v Praze zejména
mikrochemickymi zkouskami a histoche-
mickym barvenim p#énych fez.? Tyto
rozbory umoznily orientaéné ur¢it pojivové
slozky a sledovat rozloZeni druht pojiv
v jednotlivych vrstvich. Na €asti vzorki
byla v minulosti realizovana i analyza meto-
dou infragervené spektroskopie.?
Komplexni priizkum pojivovych slozek
byl realizovan na souboru deskovych maleb
Mistra Vy3Sebrodského cyklu, Vysebrodsky
cyklus (Praha, kolem 1345-1350) 4 a dilen-
ské price Madona z Veveri (Praha, kolem
1345-1350), déle na jednom z nejvyznam-
né&jsich deskovych obrazt sbirky Votivni
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obrag Jana Ocka % Vlasimi (Praha, pFed 1371,
obr. 1). Tento soubor deskovych obrazt byl
vybran na zaklad€ vysledkd orienta¢nich
mikrochemickych zkou$ek providénych
v ramci pfirodov€dnych prizkumi v letech
1997-2013. Byt v uméleckém obdobi polo-
viny 14. stoleti byla nejroz3ifen&jsi malif-
skou technikou tempera, tzn. pojivo na bézi
proteint (vejce, klih, kasein), na vzorcich
z vybraného souboru dé€l zkousky ukazo-
valy, Ze v barevnych vrstvich malby jsou
vyznamné p¥itomna pojiva obsahujici lipidy
(oleje).’ Z tohoto déivodu bylo rozhodnuto
provést hloubkovou analyzu pojivovych
sloZek v jednotlivych barevnych vrstvach
malby (tab. 2), a tim prohloubit znalosti
malifské techniky kolem poloviny 14. sto-
leti.

Vybéroveé bylo zkoumano i dilo Mono-
gramisty IW OltdF se stétim sv. Barbory
zv. Oseckyj oltdr sv. Barbory (severni Cechy,
po 1546),° polychromie na ¥ezb& Narozeni
Pdné % Trebatova u Krasikova Mistra olo-
mouckych madon (Olomouc, 1510-1515),’
kde byl proveden prizkum vrstev polych-
romie obsahujici specificky pigment fluorit
(obr. 2).2 Na Fezb& Monogramisty IP byla
analyzovana povrchova barevnd lazura na
stfedové &asti Zlichovského oltdie - Kristus
zachrdnce pied smrti (Pasov, pfed 1526?). Tyto
lazury jsou velice vzacné dochovéany a jejich
identifikace je pomé&rné& slozitd. Barvené
lazury mohou byt na organické bazi, kdy je
vyuZito pfirozeného zabarveni organickych
sloZek,® nebo muiZe jit o vrstvu pojiva s pii-
mési anorganického pigmentu.®°

Metody analyzy

Analyza probihala na vzorcich z archivu
laboratofe nebo byly vzorky cilen& odebri-
ny ze zajmovych lokalit. Mikrochemickymi
zkouskami a histochemickym barvenim®
byly orienta¢né& stanoveny druhy a rozloZe-
ni pojivovych sloZek v jednotlivych vrst-
vach.

Pro cilenou identifikaci jednotlivych
druht pojiv obsaZenych ve vrstvich malby
a polychromie byly separované€ provedeny
analyzy lipidd s pryskyficemi? a proteinti*
metodou plynové chromatografie s hmot-
nostni spektrometrii (GC-MS).” Analjza
olejii je zaloZena na esterifikaci volnych
mastnych kyselin, pfi¢emz z jejich pomé&rt
lze urcit konkrétné pouZity olej. Pfi iden-
tifikaci riznorodych pryskyfic se vychézi
ze sloZent jejich pryskyti¢nych kyselin.
Pfed analyzou byla provedena maximalné
moZné separace jednotlivych vrstev malby
a polychromie tak, aby analyza probé&hla na
zajmové vrstv€ a vysledek mohl byt dobie
interpretovatelny s ohledem na techniku
malby.2
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Pro komparaéni srovnéani a vyhodnoceni
chromatogramt organickych pojiv byla
uzita databdze &istych latek a rovnéz refe-
ren¢ni databaze standardé kombinujici
pojiva na bazi vajeénych proteinil a vysy-
chavych oleji (tab. 1).7 Prvni typ refe-
ren¢nich vzorkt byl pFipraven smichdnim
Zloutku s Inénym olejem (v poméru 1 : 1)
a pomalu se do ng&j pridaly praskové pig-
menty (azurit a médénka byly vybriny jako
pfiklad z modrych a zelenych dobovych
pigmentt). Druhy typ byl pfipraven smi-
chinim vaje¢ného Zloutku s vodou, aby se
vytvofila emulze, a nasledné bylo pfidano
20 kapek Inéného oleje. Do vzniklé emulze
byly postupné pfidavany jiz zminéné
pigmenty, a to v takovém mnozstvi, aby
byla docilena jemné pastézni konzistence
barvy13

Kompletni analyza organickych slozek
byla doplnéna analyzou anorganickych
pigmentt a barviv.”* Byla sledovdna sou-
vztaZnost jednotlivych barev, resp. druhu
barveného pigmentu a pouZitého pojiva.

Vysledky a diskuse

Z pomeéru nasycenych monokarboxylovych
kyselin palmitové a stearové (P/S) lze uré€it
typ oleje. Z poméru dikarboxylové kyse-
liny azelaové a kyseliny palmitové (A/P)

a z pomeéru dikarboxylovych kyselin aze-
laové a suberové (A/Su) je mozné ¥ici, jak
byl olej upravovan pted vlastnim pouzitim,
zda se jedné o polymerizovany ¢&i dokonce
tepelné upravovany olej, zatimco pomér
nenasycené kyseliny olejové a nasycené
kyseliny stearové (O/S) vypovida o procesu
starnuti.?° Konkrétni terpenické pryskytice
charakterizuje pfitomnost rtiznych prysky-
Fi¢nych kyselin, nap¥. pfitomnost kyseliny
dehydroabietové (DHA), a jejich oxidaénich
produktil, zejména kyseliny 7-oxo-DHA
anebo kyseliny methoxy-15-hydroxy-DHA,
které potvrdily borovicovou pryskyfici,
respektive smrkovou. Kopily byly stanove-
ny pomoci pfitomnosti diterpenovych kyse-
lin, jako jsou kyseliny aghathova & commu-
nova. Jak ukizala mé&feni na referenénich
materidlech (tab. 1), tak pfitomnost vajec-
ného zloutku v mastnych temperich je
charakterizovina hodnotami pomé&ru P/S~3
a hodnotami poméru A/P<0,1. Pfitomnost
cholesterolu nebo jeho oxida¢nich produk-
tl vypovida o pfitomnosti vaje¢ného pojiva.
Takto souvztazné hodnoty jsou nezbytnym
charakteristickym parametrem identifikace
vaje¢ného zloutku.

Niz31 hodnoty poméru P/S~2 a vy§si
hodnoty pomé&ru A/P>0,1 v3ak jiz ukazuji
na pFitomnost Inéného oleje, kde kyselina
azelaova je oxidaénim produktem procesu
vysychéni oleje. Pomé&r P/S &istého Ing&-



ného oleje je v rozmezi hodnot 1,0 aZ 1,8
a pomér P/S ofechového oleje je kolem 2,5.
Proteiny byly pak identifikoviny pomoci

pomért piislusnych aminokyselin.
Zivotigny klih je charakteristicky vy$sim
podilem glycinu a pfitomnosti hydroxypro-
linu, zatimco pro vaje¢ny bilek je typicky
vy38i podil aminokyselin, jako je serin

a asparagovi kyselina. Homologicka fada
vy38ich mastnych kyselin a vy38ich alkant
prokézala pfitomnost véeltho vosku.

Vysledky analyz v malbé a polychromii

V celém souboru zkoumanych dél (tab. 2)
bylo v podkladovych vrstvich na bézi pfi-
rodni k¥fidy* vzdy prokazano uziti Zivo¢is-
ného klihu. Tomuto nalezu pln&€ odpovidalo
i probarveni bilych k¥idovych vrstev podkla-
dt po histochemickych testech. Na souboru
deskovych maleb Vysebrodského cyklu od
Mistra Vy3Sebrodského cyklu byla analy-
zovana malba inkarniti, modra malba na
Satech a plastich Krista a P. Marie, zelena
malba $at@ a malba terénu. Stejné€ zabar-
vené vrstvy byly analyzovany i na Votivnim
obrage Jana Ocka % Viasimi. Histochemické
barveni neprokazalo p¥itomnost proteint
ani v jednom vzorku z modrjch vrstev, ani
ve v&tSin& vzorkl z inkarnitt. Vysledky
analyz pigment® na modré malb€& ukiza-
ly dva rozdilné zptsoby uziti pigmentt

a techniky na souboru zkoumanych desek
Vysebrodského cyklu.? V prvni skuping byl
identifikovan azurit a lapis lazuli. Azurit
je uzit v podmalbé na vrstvé kiidového
podkladu, lapis lazuli ve vrchni vrstvé
malby. Ve stinech je pfitomen pouze lapis
lazuli, ve svétlych partiich draperii je ve
smé&si s olovnatou bélobou. Tato vystavba
modré malby byla zejména na obrazech
pfisuzovanych hlavnimu mistru - Zvéstovdni
P. Marii, Narozeni Pdné, Klanéni sv. ti{ krdli,
Kristus na hote Olivetské, ale rovnéz i na
Ukfigovdni. V druhé skupiné dél, spise

z okruhu dilenské tvorby, byl identifiko-
van v modré malbé vyhradné velmi jemny
lapis lazuli, ktery je obvykle podloZen
bilou imprimiturou provedenou olovnatou
bélobou. Ve stinech je pfitomen vyhradng
lapis lazuli, ve svétlych partiich draperii je
ve smési s olovnatou bé&lobou. Tato vystav-
ba vrstev je na deskach Oplakdvdni Krista,
Nanebevstoupeni, Sesldni Ducha svatého, ale
rovnéZz na desce Zmrtvychvstdni Krista prisu-
zované hlavnimu mistrovi. V malb€ inkar-
natd je uziti pigmentt v obou skupinach
obdobné. Viditelné jsou rozdily v barev-
nosti podmalby. V ndmi definované prvni
skupiné je velmi tmava zeleno-hn&da pod-
malba, v které byly identifikovany Zelezité
pigmenty, jako je zemé& zelena a &ervené
okry ve smési s olovnatou bé&lobou. Vrstvy

malby jsou rtizové, zédklad tvoii olovnata
béloba s rumélkou, ojedinéle s pfimé&si
minia a okrt. Ve svétlyjch ténech je ve dvou
rizovych vrstvaich na podmalbé& zastou-
peno vEtsi mnoZstvi olovnaté bé&loby. Ve
stinech je spodni rtZova vrstva v podmalbé
velmi teplého sytého Cervenavého odstinu.
V druhé skupiné je podmalba svétla spise
Zluto-zeleného zabarveni. Na nf je malba
inkarnatu provedena opé&t olovnatou bélo-
bou s rumélkou. V obou pfipadech jde
o sofistikovanou vrstevnatou techniku, jejiz
vysledné barevnost je kombinaci n€kolika
na sobé& kladenych barevnych vrstev.s

V zelenych plochich nebylo moZno na
zakladé& vrstveni barevnych vrstev a uZitych
pigmentt jednoznaéné rozdélit desky do
skupin. V obou skupinich byla identifiko-
vana smés médnatych zelenych pigmentd,
olovnato-cinicité Zluti typ II, okrii a olov-
naté béloby. Analyza GC-MS potvrdila
na vzorcich Vysebrodského cyklu viznamné
uziti tepeln& upraveného olejového pojiva.
Dominantné je ve vrstvich malby uzit
tepelné upraveny Inény olej (obr. 3). Pouze
na vzorcich z modrého pl4sté Krista na
desce Kristus na hote Olivetské a v obloze
desky Sesldni ducha svatého byla identifiko-
vana smés tepeln€ upraveného ofechového
a Inéného oleje. UZiti ofechového oleje
je spojovéno s jeho v&tsi svétlostalosti,
pro niz byl upfednostiiovan pro svétlé,
zelené a modré pigmenty. OFfechovy olej
rovné&z pomaleji vysyché, a dovoluje tak
del3i vytvarné zpracovani malby. Vysychavé
oleje byly detekovany na zékladé pFitom-
nych mastnych kyselin. Rozsah hodnot
P/S~1,2-1,9 indikoval p¥itomnost In&ného
oleje, zatimco P/S~2,0 prokéazal pravdépo-
dobnou pfitomnost Inéného oleje v kom-
binaci s olejem ofechovym. Niz3i hodnoty
kyseliny azelaové ukazuji na pfedipravu
vysychavého oleje.?* Ani v jedné modré
vrstv€ histochemické barveni neprokizalo
piitomnost proteinti (obr. 4). P¥imés vajec-
ného pojiva vedle Inéného oleje byla potvr-
zena pouze v zelené malb€ terénu na desce
Zvéstovdni a v zeleném $atu sv. Jana na
desce Oplakdvdni Krista (obr. 5). Stopy vajeé-
ného zloutku byly prokizany na zakladé
pfitomnosti oxida¢nich produktt chole-
sterolu (cholesta-4,6-diene-3-one a 5-cho-
lesten-3-one).” Identifikace diterpenoidi,
zejména kyseliny dehydroabietové a jejich
oxida¢nich produktd, prokizala p¥itomnost
smrkové pryskyfice. Ve vétsin€ piipadt jde
o stopové mnoZstvi, a tak ziistava otdzkou,
zda pryskyfice byly soudasti pojivovych
sloZzek barevnych vrstev, coZ bychom mohli
predpokladat nap¥. pravé v zelenych vrst-
vach malby nebo v zelenavych odstinech
podmalby inkarnatt. Vedle pryskyftic
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z mé&kkych dFevin je pfitomen i kopal, vosk
a damara, které mohou byt sou&ésti povr-
chovych dprav a druhotnych zasaht.2

Na desce Votivoni obraz Jana Ocka % Viasimi
byly identifikovany obdobné pigmenty jako
na VySebrodském cyklu, jsou to charak-
teristické pigmenty 14. stoleti. V modré
malbé je uZit lapis lazuli a indigo ve smé&si
s olovnatou bé&lobou, v zluté malbé je
olovnato-cini¢ita zlut typ II, v zelené je
smé&s mé&dnatych pigmentd s olovnato-
-ciniitou Zluti typ II a olovnatou bé&lobou.”
Analyzou pojiv bylo vaje¢né pojivo iden-
tifikovano vedle vysychavého oleje pouze
v Zluté a zelené malbé& (obr. 6a, b). Na
ostatnich vzorcich je jiZ dominant& zastou-
pen pouze vysychavy olej (obr. 6c, d).
Vzhledem k pfitomnosti vejce v zelené
a zluté malb€& nebylo mozno stanovit
pomér jednotlivych kyselin a upfesnit druh
olejového pojiva. V ostatnich vzorcich se
projevila i pfitomnost syntetickych latek,
zFejmé& na bazi alkydt, které mohly byt
uzity v rdmci restaurovani. Tyto sloZky na
bazi olejt rovnéz ovliviiuji poméry jednot-
livych mastnych kyselin, a z tohoto dtivodu
nelze druh oleje stanovit. Z analyz je viak
zFejmé, Ze partie s modrou malbou a inkar-
néty jsou pojeny pouze vysychavym olejem.
Na zakladg identifikace diterpenoidi byla
potvrzena ve velmi malém mnozstvi boro-
vicova pryskyfice, ktera je viak spife uzita
v povrchovych vrstvich spolu s voskem
a elemi pryskyfici.

Obdobné rozloZeni pojiv je i na Oltdfi
se stétim sv. Barbory od Monogramisty TW
vroeném po 1546. Zde v8ak jiz nenf uZit
v modré malbé& vzicny lapis lazuli, ale
pouze azurit na tmavsi vrstv€ podmalby.
V zelené malbg na kiidle pak médriaty pig-
ment s olovnato-cini¢itou zluti typ I a olov-
natou b&lobou. Metodou GC-MS byl iden-
tifikovan jako hlavni pojivo vysychavy olej,
ktery se vzhledem k vysokému pomé&ru
pfitomného véeliho vosku nepodafilo
specifikovat. Vedle oleje je pfitomna boro-
vicova pryskyfice a damara ve velmi malych
mnozstvich, coz ukazuje opét spise na uziti
v povrchovych vrstvich, které se nepoda-
filo dokonale odseparovat. Stejné pojivové
slozky byly identifikovany i na dile Judita
s hlavou Holoferna ze sbirky Kralovské kano-
nie premonstrat na Strahové (inv. &. O 626,
kolem 1525).%8

V ramci prizkumu byly zkouméany
i vrstvy polychromie, zejména na Fezbé&
Narozeni Pdné % T¥ebarova u Krasikova, kde
byl proveden prizkum vrstev polychro-
mie obsahujici specificky pigment fluo-
rit. Priizkum pojiv byl pomé&rné zasadni
pro poznani techniky polychromie, kde
byl tento pigment uzit. Fluorit ma diky
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svému nizkému indexu lomu (n=1,433)
velmi nizkou kryvost v pojivech na ole-
jové bazi (Inény olej n=1,484), a tudiz
byl pfedpoklad, Ze pojivo bude na béazi
proteint. Analyzou GC-MS se tento pfed-
poklad potvrdil. Ve fialové vrstvé fluoritu
byla uzita smé&s vajeéného pojiva, borovi-
cové pryskyfice se stopami oleje (obr. 7b).
Identifikované stopy Zivo¢i¥ného klihu jsou
z¥ejmé z vrstvy podkladu (obr. 7a).
Specializovany prazkum byl proveden na
Fezb& Monogramisty IP na stfedové &asti
Zlichovského oltdre - Kristus zachrdnce pred
smrti (Pasov, pfed 1526?). Na povrchu fezby
je viditelnd zabarvena lazura. Otazkou bylo,
zda barevni lazura je pouze na organické
bazi, nebo jde o kombinaci organického
pojiva s anorganickym pigmentem. Analyza
prokazala pfitomnost pouze proteinovych
slozek. PFirodni barvivo nebylo prokizano.
Lze se domnivat, Ze zabarveni povrchové
lazury vzniklo rozptylenim jemnych anor-
ganickych pigmentt (obvykle jde o pfirodni
okry) v organické sloZce na bézi proteini.

Zavér

Préce si kladla za cil shromézdit pfiro-
dovédnym prizkumem ovéfena data

o pouziti pojiv v malbé a polychromii.
Vyuziti kombinace technik GC-MS a his-
tochemického barveni bylo rozhodujici
pro pfesnou identifikaci pojiv v jednotli-
vych barevnych vrstvich malby. Prizkum
umoznil specifikovat, do jaké miry se tyto
znalosti uplatiiovaly v dilenské praxi a zda
dochazelo k posunu zvyklosti v prib&hu
jednotlivych etap obdobi gotiky v ramci
bohemikalni produkce. Nejvyznamné&jsim
vysledkem priizkumu je identifikace pojiv
na malbé& vroené do 14. stoleti. Technika
malby dé&l okruhu Mistra Vy3ebrodského
cyklu odkazuje zvlast€ k italskému malif-
stvi (Florencie, Siena). V tomto obdobi

14. stoleti obvykle mluvime v italském
mali¥stvi o technice vaje¢né tempery.
Vysledky prazkumu u Vysebrodského cyklu

i u desky Votivni obrag Jana Ocka % Viasimi
sv€déi o uziti tepeln& upraveného Inéného
a ofechového oleje jako hlavniho pojiva ve
vrstvich malby. Vajeéné pojivo bylo identi-
fikovano pouze v zelenych vrstvach vedle
olejt a rovnéz v zlutych vrstvich malby
na desce Votivni obraz Jana Ocka % Viasimi.
Prvni zminka o pouziti olejového pojiva je
v rukopisu Theophilus Presbyter De diversis
artibus z pfelomu 11. a 12. stoleti. Olejové
pojivo jako hlavni slozka bylo prokazino
na malbé stfedovékého norského oltare.”
V soudasnosti je obecné predpoklddano,
Ze olejova pojiva byla vyznamnéji vyuzi-
vana aZ od posledni &tvrtiny 14. stoleti

v zaalpském regionu. Vasari jeho uziti



spojil zejména s tvorbou Jana van Eycka.®
V deskové malbé& bohemikalni provenience
kolem poloviny 14. stoleti bylo doposud
prokazano pouziti olejového pojiva, vedle
techniky vaje¢né tempery, na nékterych
deskovych malbach pfipisovanych dvor-
nimu malifi cisa¥e Karla IV. Magistru
Theodorikovi a jeho dilnég, ptisobicim

v Praze v §edesatych letech 14. stoleti. Lze
konstatovat, Ze uZiti pojiv v deskové malbég
a polychromii je do zna¢né miry variabilni,
odrazi vliv uzitych pigmentd, jak doklada
kombinace fluoritu s pojivy na bazi vajeé-
ného pojiva s pfidavkem oleje. Obecné je
vSak z dostupnych prament zfejmé, Ze
skute¢nost je daleko mnohotvarné&jsi, jak je
patrno z variability receptti, které ukazuji
na mnohé kombinované techniky uzivajici
smé&si proteinovych a olejovych slozek.3? Ve
sttedovékych Cechach umélci jiz v prvni
polovinég 14. stoleti méli znalosti o uZiti
olejového pojiva v malbé& a byli si védomi
riznych vlivh organickych sloZek na pig-
menty a techniku malby. Vysledky tohoto
rozséhlého p¥irodovédného prizkumu ote-
viraji nové moznosti zhodnoceni a interpre-
tace malifskych technik ve st¥edni Evropé&
14. stoleti.

Podékovani

Autofi d€kuji za spoluprici Hané
Bilavéikové, Helené& Datiové, Stépance
Chlumské a Anné& T¥estikové z Narodni
galerie v Praze a Martin& Griesser

z Uméleckohistorického muzea ve Vidni.

Tato stat byla recenzovdna.

Sexnam vyobrazeni

1 Votivni obraz Jana Ocka z Viasimi, Praha, pred
1371, tempera, jedlové drevo potazené platnem,
181,5 x 96,5 cm, celek, Narodni galerie v Praze,
inv. & O 84.

2 Mistr olomouckych madon, Narozeni Pdné

z Trebarova u Krasikova, kolem 1510-1515, reliéf,
v. 130 cm, $. 120 cm, celek, Narodni galerie v Praze,
inv. ¢. P 647.

3 Stratigrafie vzorku z modré oblohy a chromatogram
z modrych vrstev malby po methylaci (b) z desky
Oplakavani Krista Mistra VySebrodského cyklu.
Poznamka: Glycerol (G) a mastné kyseliny Inéného
oleje (Su=suberova kyselina, Az=azelaova kyselina,
Se=sebakova kyselina, Pa=palmitova kyselina, Ol=olejova
kyselina, St=stearova kyselina), B=diterpeny smrkové
pryskyrice, C=diterpeny kopalu, W=vceli vosk,
D=triterpeny damary.

4 Stratigrafie vzorku ve viditelném svétle a po
histochemickém barveni ze zeleného terénu na desce
Zvéstovdni P. Marii (a, b) a z modrého plasté Krista na
desce Kristus na hore Olivetské (c, d).

5 Stratigrafie vzorku ze zeleného plasté sv. Jana

a chromatogram ze zelené malby po methylaci z desky
Oplakdvani Krista Mistra VySebrodského cyklu.
Poznamka: Glycerol (G) a mastné kyseliny Inéného
oleje a vejce (Su=suberova kyselina, Az=azelaova
kyselina, Se=sebakové kyselina, Pa=palmitové kyselina,
Ol=olejové kyselina, St=stearové kyselina), B=diterpeny
smrkové pryskyrice, Ch=oxida¢ni produkty cholesterolu
z vaje¢ného Zloutku, W=v¢eli vosk, D=triterpeny damary.

6 Chromatogramy po methylaci a stratigrafie vzork(

z desky Votivni obraz Jana Ocka z Vlasimi, vaje¢né pojivo
identifikovano v zluté malbé na meci (a) a v zelené vrstvé
na plasti P. Marie (b). Olejova pojiva identifikovéana

v modré malbé plasté P. Marie (c) a v inkarnatu (d).
Poznamka: Glycerol (G) a mastné kyseliny vysychavého
oleje a vejce (Pi=pimelova kyselina, Su=suberova
kyselina, Az=azelaova kyselina, Se=sebakové kyselina,
Pa=palmitové kyselina, Ol=olejova kyselina, St=stearova
kyselina), Ph=ftalaty, P=diterpeny borovicové pryskyrice,
Ch=oxida¢éni produkty cholesterolu z vaje¢ného Zloutku,
W=veeli vosk, E=zelemi pryskyfice, U=neznamé slozky.

7 Stratigrafie vrstev malby z rubu plasté Panny Marie
na rezbé Narozeni Péné z Trebarova u Krasikova

a chromatogram barevnych vrstev po hydrolyze kyselinou
chlorovodikovou (a) a po methylaci (b). Pozndmka:
aminokyseliny proteinovych pojitek (Ala=alanin,
Gly=glycin, Val=valin, Leu=leucin, Iso=isoleucin,
Pro=prolin, Ser=serin, Thr=threonin, Asp=asparagova
kyselina, Hyp=hydroxyprolin), glycerol (G) a mastné
kyseliny vysychavého oleje a vejce (Su=suberova
kyselina, Az=azelaova kyselina, My=myristova kyselina,
Pa=palmitova kyselina, Ol=olejova kyselina, St=stearova
kyselina), P=diterpeny borovicové pryskyfrice,
Ch=oxida¢ni produkty cholesterolu z vaje¢ného Zloutku.
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Tabulka &. 1 Vysledky analyz na referenénich vzorcich vysychavych oleji a mastné tempery

olej a mastna tempera pigment p/S* A/P* O/S* A/Su* Ch*
Inény olej (Kremer) azurit 1,4+0,3 1,3+0,2 0,1£0,1 6,1£0,5 -
médénka 1,4£0,3 1,2+0,2 0,5+0,1 5,8+0,5 -
orechovy olej (Kremer) azurit 2,6+0,3 1,1+0,2 0,1+0,1 7,9+0,5 -
médénka 2,5+0,3 1,0£0,2 0,5+0,1 7,5:0,5 -
Zloutek : Inény olej (1: 1) azurit 2,3+0,3 0,4+0,1 0,2+0,1 3,4£0,5 ano
médénka 2,0+0,2 0,3+0,1 0,5+0,1 3,8+0,5 ano
Zloutek : voda (1 : 3) + kapky Inéného oleje azurit 3,2+0,3 0,1+0,1 0,2+0,1 3,5+0,5 ano
médénka 3,3#0,2 0,1£0,1 0,4£0,1 3,6+0,4 ano

Poznamky: P=kyselina palmitovd, S=kyselina stearova, A=kyselina azaleové, O=kyselina olejova, Su=kyselina suberové, Ch=cholesterol.
*Pramérné hodnoty a standardni odchylky piké metylesterd mastnych kyselin, tfi paralelni méreni pomoci GC- MS.

Tabulka ¢&. 2 Vysledky ze vzorkd malby a polychromie

dilo / inv. ¢. vzorek lokace P/S A/P A/Su CH proteiny oleje pryskyrice vosky
Mistr Vy$ebrodského cyklu, Vysebrodsky cyklus, Praha, kolem 1345-1350, CO Vys33i Brod
Zvéstovani P. Marii 99-39-6 zelend, terén 2,0 0,8 3,5 ano  vejce tepelné smrkova pryskyrice
VO 13504 (stopy) upraveny Inény  kopal (stopy)
olej damara (stopy)
Kristus na hore Olivetské 98-88-1 inkarnat 1,7 1,5 3,9 - tepelné smrkova nebo
VO 13507 Krista, tvar upraveny Inény  borovicova
olej pryskyrice (stopy)
98-88-5 zeleng, plast 1,7 0,9 4,0 - tepelné smrkovéa nebo
sv. Jana upraveny In€ény  borovicova
olej pryskyrice (stopy)
98-88-11 modra, plast 2,0 06 3,7 - polymerizovany smrkova pryskyrice
Krista orechovy kopél (stopy)
a Inény olej
Ukrizovani 05-33-2 modry Sat 1,4 08 32 - tepelné smrkova pryskyrice  vosk
VO 13508 P. Marie upraveny Inény  kopal (stopy) (stopy)
olej damara (stopy)
05-33-4 zeleny plast 1,3 1,0 3,9 - tepelné smrkova pryskyfice  vosk
svétice upraveny Inény  kopal (stopy) (stopy)
olej damara (stopy)
05-33-7 inkarnat, 1,2 1,4 40 - tepelné smrkova pryskyrice  vosk
Celo upraveny Inény  elemi (stopy) (stopy)
sv. Jana olej damara (stopy)
Oplakavani Krista 06-39-1 inkarnét, 5 1,0 34 - tepelné smrkova pryskyrice  vosk
VO 13509 sv. Jan upraveny Inény  Selak (stopy) (stopy)
olej damara (stopy)
06-39-6  zeleny 3at 1,9 08 33 ano vejce tepelné smrkové pryskyrice  vosk
sv. Jana (stopy) upraveny Inény  kopal (stopy) (stopy)
olej damara (stopy)
06-39-8 rub pléasté 1,8 1,0 30 - tepelné smrkova pryskyrice  vosk
sv. Jana upraveny Inény  kopaél (stopy) (stopy)
olej damara (stopy)
Seslani Ducha svatého 07-48-9  cerveny 3at - - - - zivocisny
VO 13512 sv. Jana - klih
podklad
07-48-11 modra, 20 0,5 4,0 - zivocisny  tepelné smrkova pryskyrice
oblak klih upraveny Inény  (stopy)

a orechovy olej
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dilo / inv. &. vzorek lokace P/S A/P A/Su CH proteiny oleje pryskyfice vosky
Mistr VySebrodského cyklu - dilna, Praha, kolem 1345-1350, RKF Veverska Bityska

Madona z Vever{ 99-30-2 hvézda, - - - - zivocisny

drive O 7232 podklad klih

99-30-6 modra, rub 34 03 45 - vysychavy olej véeli

plaste vosk
Praha, pred 1371, NG
Votivni obraz Jana O¢ka  91-6-20  Zlut4, rukojet 2,9 1,1 34 ano  Zloutek vysychavy olej borovicova
z Vlagimi mece pryskyrice (stopy)
O 84 elemi (stopy)

91-6-8 zeleng, plast 2,1 1,3 3,7 ano  zloutek vysychavy olej borovicova
P. Marie (@) pryskyrice (stopy)

syntetika (?) elemi (stopy)

91-6-22  modra, 37 02 - - vysychavy olej borovicova
draténa (@) pryskyrice (stopy)
kosile syntetika (?) elemi (stopy)

91-6-12 inkarnat 48 01 - - vysychavy olej
Jeziska

91-6-5 modry plast 3,0 0,8 2,6 - vysychavy olej borovicova véeli
P. Marie pryskyrice vosk

elemi
Monogramista IW, Oltaf se stétim sv. Barbory zv. Osecky oltaf sv. Barbory, severni Cechy, po 1546, NG
Stéti sv. Barbory, stred 13-67-2 modra, $at 55 03 3,0 - vysychavy olej borovicovéa véeli
DO 5426 muze pryskyrice (stopy) vosk
damara (stopy)
13-67-5 $edomodra 3,2 08 3,6 - vysychavy olej borovicova véeli
draperie pryskyrice (stopy) vosk
muze vlevo damara (stopy)
Sv. Petr / Sv. Roch, levé ~ 02-18-4 zelena 1,9 1,2 42 - tepelné smrkova pryskyrice
kridlo draperie upraveny Inény  (stopy)
DO 5427 Sv. Petr a ofechovy olej
Sv. Pavel / Sv. Sebestian, 02-18-3 modré 1,9 1,2 41 - tepelné smrkova pryskyrice
pravé kridlo pozadi upraveny Inény  (stopy)
DO 5428 Sv. a ofechovy olej

Sebestian
Mistr olomouckych madon, Olomouc, 1510-1515, NG
Narozeni Pané 03-39-5 rub plasté 30 02 26 ano vejce olej (stopy) borovicova vosk
z Trebarova u Krasikova P. Marie zivocisny pryskyrice (stopy)
P 647 klih

(stopy)

03-39-2 Sat P. Marie 2,2 09 46 - orechovy olej borovicovéa vosk
s malbou pryskyrice (stopy)
brokétu

Monogramista IP, Zlichovsky oltar, Pasov, pred 1526, NG
Kristus zachrance pred 15-83-3 povrchova - - - - proteiny
smrti (stred) lazura (stopy)

P 4673

Poznamky: P=kyselina palmitovd, S=kyselina stearova, A=kyselina azaleové, Su=kyselina suberovéa, Ch=cholesterol

CO-=Cisterciacké opatstvi Vy$si Brod, NG=Narodni galerie v Praze, RKF=Rimskokatolicka farnost
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Pozndmky

1 Priizkum byl realizovin v ramci grantového
projektu Historické technologie a moderni metody
prizkumu. Interpretacni mognosti specializovanyjch
metod priizkumu dél starého uméni s vyusitim
inovativnich technologii (NAKT MK CR,
DF13P010V010).

2 Nepublikované laboratorni zpravy, archiv
chemicko-technologické laboratofe, Narodni
galerie v Praze.

3 Do roku 2013 patfila infradervena
spektroskopie s Fourierovou transformaci (FTIR)
k nej¢astéji uzivané metod& pro orientaéni
identifikaci druhu organickych slozek v malbé

a polychromii. Analyza byla provadéna ve
spolupraci s Miroslavou Novotnou z VSCHT
Praha, Ivanou Kopeckou a Evou Svobodovou

z NTM Praha.

4 Specifikace majitelt je uvedena v tabulce ¢&. 2.
5 Desky Vysebrodského cyklu byly restaurovany
v letech 1951-1954 a dal3i revize a restaurovani
provedla Magdalena Cerna v letech 1993-2007.
V ramci druhého restaurovani byly odebirany
mikrovzorky malby pro materidlovy prizkum
malby jednotlivych desek. Pfirodovédny
prazkum desky Votivni obrax Jana Ocka z Viasimi
byl revidovéan v letech 2014-2016. Prvni vysledky
pfirodovédného prazkumu v laboratofi

Narodni galerie se opiraly o znalosti optické
mikroskopie a mikrochemické analyzy, na kterou
postupné navazovaly instrumentalni metody,
zejména prvkova identifikace na elektronovém
mikroskopu s energiové disperznim detektorem
a od roku 2013 molekulovi analjza metodou
Ramanovy mikroskopie. Restauratorské zpravy
jsou uloZeny v archivu restauritorského
oddéleni, vysledky pfirodovédného prizkumu
jsou uloZeny v archivu chemicko-technologické
laboratofe Narodni galerie v Praze.

6 Katalogové tdaje k dilim viz: Stépanka
Chlumska - Ji¥i Fajt, Cechy a stiedni Evropa
1200-1550, Narodni galerie v Praze, 2014.

7 Helena Déariova (ed.), Dva nezndmé pozdné
gotické reliéfy ze sbirek Ndrodni galerie v Prage,

(kat. vyst.), Narodni galerie v Praze, 6. 12. 2011-
15. 4. 2012, Néarodni galerie v Praze 2011.

8 K uziti fluoritu v malbé a polychromii
bohemikalni provenience viz Helena Dariova -
Radka Sefcti - Anna T¥estikova - Vaclav Pitthard,
Material Investigation of the Late Gothic
Polychromy of the Nativity Relief from the
Corona Sanctae Mariae Monastery in T¥ebafov
in Moravia, in: Sbhornik 11th International Conference
on non-destructive investigations and microanalysis

for the diagnostic and conservation of cultural and
environmental heritage, Madrid 2014, IND81, 1-9;
Stépanka Chlumska - Dorothea Pechovi - Radka
Sefcti - Anna Trestikova, Examples of the use
of fluorite in painting and sculpture of the Late
Gothic and Early Renaissance in the historical art
funds of Bohemia and Moravia. Results of the
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partial investigation of selected works, Acta Artis
Academica, 2010, s. 165-188.

9 Lazura na bézi polysacharidii - storax byla
identifikovdna pod druhotnou polychromii

na fezbé& Sedici pana Marie od Mistra
Kefermarktského olta¥e (Horni Rakousy,
1475-1510, NG v Praze, P 8879) viz Helena
Datiova - Radka Sefcti - Anna Trestikova

-- Véclav Pitthard, Seated Virgin Mary by

the Master of the Kefermarkt Altarpiece.
Specification of the sculpture’s monochrome
surface treatment, known as Holzsichtigkeit,
Heritage Wood: Research & Conservation in the
21st Century, Varsava, ICOM 28.-30. 10. 2013.
10 Michele D. Marincola - Jack Soultanian,
Monochromy, Polychromy and Authenticity:
The Cloisters’ Standing Bishop Attributed to
Tilman Riemenschneider, in: Painted Wood:
History and Conservation, Proceedings of the

1994 Symposium, Williamsburg VA, The Getty
Conservation Institute, 1998, s. 278-286; Michele
Marincola - Jack Soultanian - Richard Newman,
Die Untersuchung eines Nicht-polychromierten
Holzbildwerks in The Cloisters, Zeitschrift fiir
Kunsttechnologie und Konservierung 11, 1997,

S. 238-248.

11 Na povrch stratigrafie je aplikovano
vybarvovaci ¢inidlo, pro prokazani proteinii
bylo pouzito ¢inidlo Fuchsin S, v pfitomnosti
proteint je vrstva razové (fuchsiové)

zabarvena, pro prokizéni lipidd Sudan Black B,
v pfitomnosti lipidd je vrstva zbarvena do Seda.
Meryl Johnson - Elisabeth Packard, Methods
Used for the Identification of Binding Media in
Ttalian Paintings of the Fifteenth and Sixteenth
Centuries, Studies in Conservation 16 (4), 1971,

S. 145-164.

12 Fritz Feigl, Spot tests in organic analysis,

7 edition, Elsevier Science, Amsterdam 1989.
13 Metodou GC-MS pro derivatizaci
mastnych a pryskyfi¢nych kyselin bylo

pouzito transmethylaéni ¢inidlo Meth-Prep IT
[(m-trifluoromethylphenyl) trimethylammonium
hydroxid, 0,2N v methanolu, Alltech, Belgie]

a vzorky v uzavienych vzorkovnicich byly
zahfivany na teplotu 60 °C po dobu 1 hod.
Nisledné& byly ochlazeny na laboratorni teplotu,
odstfed&ny a analyzovany v chromatografu

pfi teploté nastfiku 300 °C. Pro analjzu

lipidé byl nastaven teplotni program od 50 °C
(1 min) do 320 °C (12 min) s rychlosti ohfevu

10 °C-min?, analyza byla provedena pomoci
plynového chromatografu 6890N s hmotnostnim
spektrometrem 5937N od spole¢nosti Agilent
Technologies, USA.

14 Vzorky pro analyzu proteint byly vystaveny
plisobeni 6 M kyseliny chlorovodikové v inertni
atmosféfe dusiku pfi teploté 105 °C po dobu

24 hod. Po ochlazeni byl vzorek odpafen

do sucha a néasledné& promyt destilovanou
vodou a etanolem. Derivatizaénim ¢inidlem



MTBSTFA [N-tert-butyldimethylsilyl-N-
methyltrifluoroacetamid, Sigma-Aldrich,
Rakousko] byly volné aminokyseliny p¥evedeny
na silyl derivéty, které byly nastfiknuty do
chromatografu pfi teploté 300 °C. Pro bilkoviny
byly nastaveny teploty v rozsahu 80 °C (1 min)
aZ 280 °C (1 min) a rychlost ohfevu 6 °C-min™.
Separace byla providéna na kapilarni koloné
DB-5 MS [poly(5% phenyl-95 % methylsiloxane),
T & W, USA] s vnitinim primeérem 0,25 mm,
tloustkou filmu 0,25 pm a délkou 30 m.

15 Michael Schilling, Workshop on binding media
identification in art objects, Netherlands Institute for
Cultural Heritage, Amsterdam 2003.

16 V né&kterych ojedinélych piipadech tento
postup nebyl mozny vzhledem k tloustce
jednotlivych vrstev. Vliv na né&které vysledky
analyz méla i pfitomnost druhotnych
organickych slozek pouzitych pFevazné v ramci
restaurovani nebo povrchovych dprav.

17 Viclav Pitthard - Martina Griesser - Sabina
Stanek - Tatjana Bayerova, Study of Complex
Organic Binding Media Systems on Artworks
Applying GC-MS Analysis: Selected Examples
from the Kunsthistorisches Museum, Vienna,
Macromolecural Symposium, Macromolecules in
Cultural Heritage 238, 2006, s. 37-45.

18 Barva se nani3ela na sklen&nj sklicka,
vytvofil se tenky homogenni film. Referenéni
vzorky byly pfipraveny v r. 2002 a pfed analyzou
se nechaly uméle starnout v UV komote
(xenonova lampa, 120000 lux, 910 W) po dobu
300 hodin, starnuti se opakovalo 4x, od r. 2002
byly uchovany pf#i normélni pokojové teploté

a vlhkosti. V r. 2015 byly opé&tovn& zmé&Feny nové
srovnavaci chromatogramy.

19 Na vzorcich malby byla posouzena
stratigrafie, byla provedena analjza metodami
optické mikroskopie (polarizaéni mikroskop
Eclipse 600 Nikon, viditelné a ultrafialové svétlo,
Hg vybojka, UV filter A = 330-380 nm a 450-490
nm, zv&tdeni 200-1000x, digitilni kamera DS-Fi2
Nikon), spektralni analyza prvkového slozeni
byla provedena na skenovacim elektronovém
mikroskopu s energiové-disperznim Rtg
detektorem (JEOL 6460, rezim nizkého vakua,
napé&ti 20 kV, BSE detektor), molekulova

analyza metodou Ramanovy spektroskopie
(spektrometr DXR Raman Microscope od firmy
Thermo Scientific ve spojeni s konfokalnim
mikroskopem Olympus, rozsah méfeni

3300-50 cm? s rozlisenim 4 cm?, NIR laser

780 nm, zeleny laser 532 nm, vykony lasert byly
odvislé od sloZeni smé&si pigmentt a od citlivosti
jednotlivych slozek, doba mé&feni 1-5 minut)

a infradervené spektroskopie s Fourierovou
transformaci byly provedeny pro analyzu
&ervenych barviv v Narodnim technickém
muzeu.

20 Maria Perla Colombini - Francesca
Modugno - Elena Menicagli - Roger Fuoco -

Ambrogio Giacomelli, GC-MS characterisation
of proteinaceous and lipid binders in UV aged
polychrome artefacts, Microchemical Journal 67,
2000, s. 291-300.

21 Lilian Svébenicks - Radka Sefcti - Sté€panka
Chlumska - Helena Dariové, Pivod kfidovych
sedimentt na stfedovekych deskovych
obrazech a fezbach na ziklad€ studia vapnitych
nanofosilii, Férum konzervdtorii — restaurdtori, 2017,
S. 48-58.

22 Radka Sefcti - Vaclav Pitthard - Stépanka
Chlumska - Ivana Turkova, A multianalytical
study of oil binding media and pigments on
Bohemian Panel Paintings from the first half of
the 14th century, Journal of Cultural Heritage 23,
2017, s. 77-86.

23 Mojmir Hamsik, K technice éeské deskové
malby 14. stoleti. Malba inkarnatu jako vyvojové
kritérium, Technologia artis 1, 1989.

24 E. Manzano - L. R. Rogriguez-Simén -

N. Navas - R. Checa-Moreno - M. Romero-
-Gamez - L. F. Capitan-Vallvey, Study of the
GC-MS determination of the palmitic-stearic
acid ratio for the characterisation of drying oil
in painting: La Encarnacién by Alonso Cano as
a case study, Tulanta 84, 2011, s. 1148-1154.

25 Oscar F. van den Brink - Ester

S. B. Ferreira - Jerre van der Horst - Jaap

J. Boon, A direct temperature-resolved tandem
mass spectrometry study of cholesterol oxidation
products in light-aged egg tempera paints with
examples from works of art, International Journal
of Mass Spectrometry 284, 2009, s. 12-21.

26 John Mills - Raymond White, The organic
chemistry of museum objects, Butterworths-
-Heinemann, Oxford 1994.

27 Radka Sefcti - St&panka Chlumsks - Alena
Hosta3ova, An investigation of the lead tin
yellows type I and II and their use in Bohemian
panel paintings from the Gothic period, Heritage
Science 3 (16), 2015, s. 1-15; Radka Sefcti - Jan
Klipa - Adam Pokorny - Viclav Pitthard - Alena
Hosta3ova, Application of Raman spectroscopy
to investigate the Bohemian medieval panel
painting ‘Votive Panel of Jan O¢ko of Vla3im’,
8th Congress on Application of Raman Spectroscopy
in Art and Archaelogy, 1.-5. 9. 2015 Wroclaw, 2015,
s. 168-169.

28 Radka Sefcti, Prirodovédny materislovy
prizkum, in: Olga Kotkova (ed.), Cranach ze vsech
stran, Narodni galerie v Praze, Praha 2016.

29 Leif Einar Plahter - Unn Plahter, The
technique of a group of Norwegian gothic oil
paintings, IIC Lisbon Congress 1972, s. 131-138;
Raymond White, Analyses of Norwegian
medieval paint media. A preliminary report,
Norwegian medieval altar frontals and related
material: Papers from the Conference in Oslo,
16-19 December 1989, published as Institutum
Romanum Norwegiae Acta ad Archaeologiam et Artiam
Historiam Pertinentia X1, 1995, s. 127-135.
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30 Paul Coremans, L'agneau mystique au
laboratoire, Bruxelles 1953; Giorgio Vasari, Zivoty
nejvyznamnéjdich malifd, sochafd a architekt
I-1I (Le Vite de’ piii eccellenti pittori scultori

e architettori nelle redazioni del 1550 ¢ 1568), Odeon,
1976; Rolf Straub, Tafel- und Tiichleinmalerei des
Mittelalters, in: Reclams Handbuch der kiinstlerischen
Techniken, Bd. 1, Stuttgart 1984.

31 Mojmir Hamsik - Jaromir Tomek, Mali¥skd
technika Mistra Theodorika, Uméni 32 (1984),

s. 377-387.
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32 Rachel Billinge - Lorne Campbell - Jill
Dunkerton - Susan Foister - Jo Kirby - Jennie
Pilc - Ashok Roy - Marika Spring-Raymond,
Methods and materials of Northern European
painting in the National Gallery, 1400-1550,
National Gallery Technical Bulletin 18, 1997, s. 6-55.



ARCHIV

Karel IV. a odkaz pracujicimu lidu.

Vystava Karel IV. v roce 1978
pohledem archivnich prament

TOMAS HYLMAR

Nejvétsi archivni fond uloZeny v Archivu Narodni galerie v Praze, fond samotné insti-
tuce, obsahuje Sirokou $kalu dokumenti k jeji ¢innosti. Nalezneme zde i pocetné zastou-
penou agendu k usporadanym vystavam, napt. k vystavé Doba Karla IV. v déjindch
ndrodii CSSR z roku 1978, kterou tato studie priblizuje pFedeviim citacemi dokumenti.
Piiprava vystavy se nevyvijela podle ptivodnich zaméri. Prvotni koncept, pripravovany
tymem medievistid, odpovidal svému nazvu Karel IV. - Doba a dile. Po rozhodnuti
UstFedniho vyboru KSC doslo oviem k rozsifeni vystavy a p¥ipravného tymu. Pievahu
ziskali védeéti pracovnici doporuéeni KSC. Expozici preménili na prehlidku uméni a his-
torickych exponatd, spliujicich ideologické zaméry vladnouci strany. Jako takova slou-
zila predevsim k doloZeni Gspésnosti socialistického z¥izeni.

Klicova slova 2V obecném povédomi viak znacné prezivd
Archiv Narodni galerie v Praze, Karel IV., gjednoduseny ndzor na Karla IV., ktery by se dal
Jifi Kotalik, vystavy, Prazsky hrad, KSC shrnout ve zkratku ,Otec vlasti‘. Tyto prezitky
burgoazné nacionalistického pojeti md ideovd
osnova expozice nendsilné korigovat a ukd-
zat rozporuplnou jednotu Karlovy osobnosti
v duchu marxisticko-leninského pojimdni ilohy
osobnosti v déjindch.“* Dvé véty z mnoha
podobnych, citované ze scénéfe vysta-
vy, kterd méla pfipomenout vyznamné
vyrodi tmrti Karla IV., nazna&uji, jakym
smérem byla celd akce orientovina. Ve
stejné dobové rétorice a prazdnych fra-
zich, €asto i nezvykle Gto¢nych, se nesly
i dalsi komentafe ve vefejnych sdélovacich
prostiedcich i v pracovnich dokumentech
k vystavé. Pravé tyto interni zdznamy pfi-
nageji také sv€dectvi o p¥ipravich, nafize-
né promeéng, realizaci i komplikacich pfi
samotném budovini vystavy. UloZeny jsou
pfedeviim ve fondech Archivu Néarodni
galerie v Praze.>
BliZici se 600. vyro&i tmrti Karla IV.
v roce 1978 doslova vybizelo éeské kulturni
a v€decké instituce k pfipomenuti této
udalosti a osobnosti vyznamného &eského
a evropského panovnika. Samostatné akce
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chystaly uz od roku 1976 Narodni muzeum,
Archivni sprava Ministerstva vnitra CSSR,
Univerzita Karlova, Hlavni mésto Praha
a také Narodni galerie. Clenové Odborné
komise pro pamatkovou péci Vladimir
Novotny, Sava Sabouk, Miroslav Sté€pének,
Josef Krasa a Zdislav Bufival na svém zase-
dani dne 21. Eervna 1976 doporuéili ,uspo-
Fdddni vystavy na PraZském hradé jako dstiedni
akce souboru propagandistickyjch, ideologickych
a osvétovyjch akci k jubilen”. Komise zaroven
navrhla ,oytoofit Fidici vjbor a stanovit urych-
lené instituci, kterd bude nositelem a garantem
tikolu“. Jako ,hlavni védecké tézisté zhodnoceni
jubilea* byly doporuéeny Univerzita Karlova
a Ceskoslovensks akademie véd.> Dalsi
koordinaci uz vedlo Ministerstvo kultury
CSR, konkrétné naméstek ministra kultury
a pfedseda Vladni komise pro vystavnictvi
Josef Svagera. Ministerstvo navrh dstfedni
akce podpofilo a uspofddanim vystavy
povéfilo Narodni galerii. Poradatelstvi
vystavy s pracovnim nazvem Karel IV. -
Doba a dilo se tedy ujalo Ministerstvo
kultury CSR, garantem celého projektu
se pak stala Narodni galerie v souéinnosti
s muzejni, galerijni a pamatkovou siti CSR,
predevsim ale s Kancela#i prezidenta CSSR,
Univerzitou Karlovou, Ceskoslovenskou
akademii véd, Archivni spravou
Ministerstva vnitra a Ceskoslovenskou
komis{ pro spoluprici s UNESCO.

Prvni pracovni porady tzv. p¥ipravného
vyboru se konaly v okruhu odbornikt
z né&kolika instituci v prostorach Narodni
galerie, konkrétné& ve Sternberském palici,
uZ pocatkem roku 1977. Ve vyboru zasedli
Dagmar Hejdova z Uméleckopriimyslového
muzea, Ivan Hlavicek, Jaroslav PeSina
a Jaromir Homolka z Filozofické fakulty
Univerzity Karlovy, Jifi Masin z Narodni
galerie, Jiri Spévacek z Ustavu &eskoslo-
venskych a svétovych dé&jin CSAV, Helena
Johnova a Dagmar Stard z Narodniho
muzea, Josef Kriasa a Emanuel Poche
z Ustavu dé&jin a teorie uméni CSAV, Karel
Nyvlt z Archivni spravy, Zden&k Bufival
a Ivan Sperling ze St¥ediska statni pamat-
kové péCe a ochrany pfirody a Jifi Burian
a Bedfich Tykva z odboru pamitkové
péde Kancelare prezidenta CSSR. Z jed-
nani vzesla prvni koncepce vystavy, ktera
odpovidala navrzenému nazvu projektu
Karel TV. - Doba a dilo.* Aby slovenska &ast
republiky neztstala stranou a alespoil sym-
bolicky se pfipojila k projektu, a vytvofila
tak celostatni akci, vzeSel také od Jaromira
Homolky ndvrh na uspofadéani vystavy slo-
venské pozdni gotiky.’

Po prohlidce prostor k vystavé na
Prazském hrad€ dne 16. Gnora 1977 do3el
piipravny vybor jednoznaéné k zavéru
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uskuteénit vystavy dv€. Prvni se méla stat
tvodem k tstfedni vystavé o Karlu IV.

a méla byt v€novana predeviim posled-
nim P¥emyslovcim, P¥emyslu Otakaru II.

a uméni do roku 1300. Druhou a hlavni
vystavou pak méla byt expozice s ndizvem
Karel V. - Doba a uméni.® Resily se i otazky
zapojeni dalgich objektt do vystavy

véetné hradu Karlstejna, dile spoluprice

s Narodnim vyborem hlavniho mésta Prahy.
»Praha je v podstaté velkd vystavni prostora kar-
lovskgjch objektii. Ty budou pro ndvstévniky jed-
notné oznaceny.” Jako problematické misto se
ukézal pouze aredl Emauzy, protoZe jejich
#Stav je neutéSeny a pristup ndvstévniki je mozny
pouze do ambitu s ndsténnijmi malbami“’

Dne 20. ¢ervna 1977 Narodni galerie ofi-
cidlné& pfijala povéfeni ministerstva kultury
k vedeni p¥iprav vystavy. Stéle platil od
pocatku roku 1977 pfipravovany projekt:
»Centrem vystav, jez maji ukdzat v Sirokém
zdbéru na vijznamnou epochu éeskyich déjin,
zdiiraznit mySlenku stdtnosti a kulturni drooné
beskyjch zemi za Karla IV., md byt Pragsky hrad,
Jitsky kldster a katedrdla sv. Vita. K nim se
maji pripojit Karolinum, Emauzy a Karlstejn.
Pocitd se ddle s pridrugenou vistavou poslednich
Piemyslovcii se xdiiraznénim osobnosti Premysla
Otakara II. a s mensi vystavou uméni pred
Karlem IV. Tyto vystavy by tvofily svod k vlast-
nim vystavdm karlovskym. Vijstavy, uvedené
historickiym hodnocenim doby Karla IV. by mély
postihnout nejen tradiéné predstavované obory
umeélecké ¢innosti, tj. malifstoi, plastiku, umélecké
femeslo a architekturu, ale i ostatni obory, tj. lite-
raturu, hudbu a divadlo.“®

Zacatkem kv€tna 1977 kuréitofi konkreti-
zovali soubory plastiky, deskové a knizni
malby a vypracovali soupis pfedmét
uméleckého femesla a archivélii. Nyni
se jiz mohli vénovat scénarm pro jed-
notlivé vystavni celky. V poloving srpna
dokonéené libreto ndm umoziiuje ve
zkratce rekonstruovat podobu expozic ve
Starém kralovském paldci, Vladislavském
sale, Jirském klastefe s bazilikou sv. Jiri
a v katedréle sv. Vita.

Vstupni expozice s ndzvem Nejstarsi
Pfemyslovci v bazilice sv. Ji¥i ,,0bsdhne obdobi
od druhé poloviny 9. stoleti do poloviny 11. stoleti.
[...] Pfedstavi ndlezy, uéinéné béhem vijzkumi
Pragského hradu i mimo aredl, poziistatky hmotné
kultury a kostrové poziistatky prislusniki premy-
slovského rodu.“ Piipravu zajistovali Bedfich
Tykva, Jifi Burian a antropolog Emanuel
Viéek.

V pfizemi Starého krilovského palice
méla vystava pokracovat. Tato ¢ast s ndzvem
Piemyslovsky stat ,obsdhne doklady stdtniho,
hospoddiského a kulturniho vijvoje pFemyslovského
stdtu od roku 1085. [...] Expozice vyzni v pribli-
Zeni osobnosti Piemysla Otakara II. (genealogie



Piemyslovci, Zivotopisné iidaje, koncepce Ceského
stdtu, onitini a mezindrodni vztahy, tradice
Piremyslovského rodu).“ Na starost ji dostali
opét Bedfich Tykva s Jifim Burianem.

Ve Viclavové sloupové sini vystava
»OYtvofi spojku mezi dobou poslednich
Piremyslovcii a dobou Karla IV. Zachyti poédtky
umeéleckého vjvoje, predstavi predevsim vzdceny
soubor plastik z predkarlovské doby. Na vystavé
budou zastoupené jednotlivé ikonografické skupiny
od nejstarsiho typu trinicich madon pres typ
madon stojicich a% k postavdm svétcii a zejména
k mimotddné zdvagné skupiné expresivnich kruci-
fixii a piet. [...] Bude zde zachycen vijvoj kniz-
niho malifstoi na rukopisech zcela unikdtnich.*
Tuto &4st vystavy méla zpracovat predeviim
Marie Kotrbova z Néarodni galerie.

Nejdulezit&jsi ¢asti celého projektu
mél patfit cely Vladislavsky sil, kde ,bude
prezentovdna expozice zcela nové vytvorend.

Jejim distiednim prokem bude Svatovdclavskd
koruna nejen jako vrcholnd ukdzka uméni doby
Karla 1V, ale piedevsim jako symbol éeské
stdtnosti. K tomuto dstiednimu expondtu se pak
budou vdzat dalsi celky, historickd cdst a édst
reprezentujici uméni doby Karla IV. Historickd
¢dst bude dologena unikdtnimi archivnimi doku-
menty, ndzornymi grafy, mapami a jingm doku-
mentacnim materidlem, véetné dokladii dobové
hmotné kultury. [Dale] bude doplnéna i o doku-
mentaci divadla, literatury a hudby. Oblast uméni
bude ve Vladislavském sdle predstavena soubo-
rem uméleckého Femesla. Z diilezitych expondtii
uvedme alespori zlatnické prdce % pokladu svatovit-
ského, antependium z Pirny apod. Tésné s timto
okruhem bude prezentovdn zcela mimotddny sou-
bor knigni malby. Prikladem tu uwvddime skupinu
rukopist zhotovenyjch pro Jana ze Stiedy. Poéitd
se s tim, Ze v tomto souboru ve Vladislavském sdle
budou vystaveny i origindly soch ze Staroméstské
mostecké vége.* Vladislavsky sil mé&li na sta-
rosti Jiff Magin a Dagmar Hejdova.

Zapoijeni katedraly sv. Vita ,je uvagovdno
jako samostatny prohlidkovy okruh s vloZenou
expozici. Expozice bude FeSena v jednoté s gotic-
kym interiérem, ktery je sdm expondtem a obsa-
huje éetné cenné proky piivodni umélecké vijzdoby.
Viidéim prokem je zdiiraznéni prostoru a jeho
dotvoreni svétlem tak, aby bex zmén soucasného
uspotdddni interiéru vynikl jeho piivodni archi-
tektonicky koncept i dochované pamdiky Karlovy
doby.“ S tim souviselo mozné zpfistup-
néni svatoviclavské kaple, ochozu chéru
sakristie. Pfiprava byla svéfena Jifimu
Burianovi a Bedfichu Tykvovi.

V klagtefe sv. Jifi Narodni galerie neddvno
oteviela expozici Sbirky starého ¢eského
umeéni s vybérem plastiky a deskové malby.
Stavajici soubor ,bude doplnén vipiijckami des-
kové malby - Madona zbraslavské, Madona vyse-
hradska, Svata Trojice vratislavskd”.® Piipravou

a doplnénim expozice byli povéreni Jifi
Ma3in a Ladislav Kesner z Nirodni galerie.

Pfipravny vybor pfi svych jednanich také
navrhl osnovu katalogu vystavy. Ten se
mél sklddat z historického tvodu a dvou
zakladnich oddilt odpovidajicich rozdé-
leni vystavy. Oddil s ndzvem ,Doba“ mél
obsahovat kapitoly Osobnost Karla IV.,
Vivoj Eeské stitnosti, Ekonomicky, poli-
ticky a ideologicky systém, Skolstvi, vzdg-
lanost a jazyk, oddil s ndzvem , Umé&ni*
pak studie Architektura a urbanismus,
Socha¥Fstvi, MaliFstvi nasténné, deskové
a kniZni, Umélecké femeslo, Literatura,
divadlo a hudba. Nisledovat mél sou-
pis vystavenych exponatil. Za redaktora
katalogu ur¢ila komise Jiftho Magina.
Pro napséani odbornych studii komise oslo-
vila Jiftho Spévacka, Emanuela Pocheho,
Ivana Hlavacka, Dobroslava Libala,
Karla Stejskala, Jaroslava Pe3inu a Josefa
Hrabaka.°

Zlom v pfipravach vystavy nastal koncem
roku 1977. , Vzhledem k ideologické zdvaznosti
a megindrodné-politickym zieteliim je tieba, aby
celd zdlegitost byla posouzena piedsednictvem
Ustitedniho vijboru KSC.“" Podklady se tak
dostaly na still k projednéni nejvy§simu
organu vladnouci komunistické strany.
Predsednictvo UV KSC sice potvrdilo usne-
senim ze dne 22. prosince 1977 oficidlné
poradani vystavy k pfipomenuti vyroi
umrti Karla IV., ale zaroveri vstoupilo do
pfiprav. Zastitu nad vystavou pfevzal gene-
ralni tajemnik UV KSC a prezident repub-
liky Gustiav Husdk. Vystava se méla stat
nosnou udalosti v pojeti ,stdtné reprezentacni
akce nejoyssiho vyznamu®. Usneseni predsed-
nictva, které podepsali jeden z nejznimé&j-
§ich proponentt probihajici normalizace
Lubomir Strougal a predstavitel konzerva-
tivntho proudu v KSC Josef Koréak, navrhlo
yorganizacné politickd opatieni“. Ta spocivala
predevsim v rozdi¥eni vystavy do neadek-
vétnich rovin tykajicich se doby a osoby
Karla IV. jen okrajové nebo vitbec ne.
Vystava méla byt nové pfipravena ,s akcen-
tem na pokrokové tradice nasi stdtnosti od Sdmovy
#ise, pFedevsim Velkomoravské ¥ise jako proniho
stdtu na tizemi Slovani, pres soustavné budo-
vany premyslovsky stdt ag do rozkvétu éeského
stdtu za doby Karlovy, jeho vyznéni v husitském
revolucnim hnuti jako vrcholném obdobi revolué-
nich tradic a dalsich obdobich, jez navazovala na
tyto pokrokové tradice minulosti, véetné obro-
zeni, délnického revoluéniho hnuti, a% ke vzniku
samostatného stdtu v roce 1918 a se zdvérem,
vénovanym 60. vijroci jeho vaniku v roce, kdy
oslavime 30. vijroéi Vitézného dinora jakoZto
rozhodujici predél v nasich novodobijch déjindch.”
Po mnoha nisledujicich frizovitych
odstavcich se dostaneme k dal3imu tkolu
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vystavy: , Vijstava bude zaméfena k posileni
ndrodnich tradic v duchu socialistického interna-
cionalismu, ale souéasné i na aktioni ideologickou
ofenzivu proti pripravovanym akcim v NSR,

je budou zfejmé zaméieny reakiné a revansis-
ticky.” Poslani pokracovalo: ,V zdvéru hlavni
Cdsti vijstavy budou uplatnény pokrokové tradice
vazbou na oslavy 60. vyroéi naseho stdtu v roce
1978.“ Z této stru¢né véty celého protokolu
se nakonec vyvinula rozsahl4 pr¥ehlidka
angazovaného uméni a exponatt spojenych
s vladnouci stranou. Tato ¢ast vystavy byla
tedy Ustfednim vyborem KSC povaZovina
za zéasadni.

V citovaném zapisu se nezapomnélo ani
na aktudlni vyklad historického obdobi
vlady Karla IV. a jeho osoby: ,, Osobnost
Karla IV. a jeho politické a kulturni dilo bude
v novém, marxistickém pojeti poddno a vysvétleno
kriticky na zdkladé visledki analytickjch praci
Ceskijch badatelii % nejnovéjsi doby a s prihléd-
nutim k vysledkim védeckého dsili historikii,
historickyjch archeologii, uménovédcii a ostatnich
specialistii pozdni medievistiky v socialistickyjch
zemich i k pozitionim pracim badatelii ze Zdpadni
Evropy, kteii se vymanili z tizkého nacionalistic-
kého a Sovinistického chdpdni éeskych déjin.“*?

Komisafem vystavy a zarover garantem
umé&lecké ¢asti byl na zdkladé usneseni
predsednictva UV KSC ze dne 22. pro-
since 1977 jmenovén Feditel Narodni galerie
Jiff Kotalik,* jako jeho zastupci pak Jif
Magin, Helena Johnova a Ivan Jankd. Ivan
Jankd pasobil v této dobé& jako zastupce
feditele Spravy kulturnich zafizeni.
Realizace vystavy pfipadla ndrodnimu pod-
niku Vystavnictvi, sekretariat vystavy vedla
Sprava kulturnich zafizeni, Kratky film
dostal za tkol propagaci a reprezentaci.
Niarodni galerii, konkrétné Jifimu Maginovi,
byla svéfena umélecka &ast vystavy véetné
vypujcek exponitll, restaurovani a svozu.
Materialy historické povahy zajistovalo
Néarodni muzeum, pfedevsim Helena
Johnové. Ke spoluprici na architekto-
nickém Fegeni vystavy byli vyzvéani Josef
PoSmourny, Martin Troster a Bohumil
Ullrich, k vytvarnému fedeni Rudolf
Duchig, Karel Panek a Bedfich Votruba.

Datum zpracovani nové€ roz§ifeného
libreta p¥ipadlo na 15. ledna 1978. Jeho
autor Jiff Kotalik dostal téZ za tikol svolat
pracovni vybor, aby bylo ,dosazeno maximdl-
niho politického dcinu®. Doporuend komise
se sklddala pfedeviim z fady predstavitelt
tehdejsiho vladnouciho aparatu: ,V éele
pracovniho viboru stoji piedseda vlddy CSSR
Lubomir Strougal, mistopfedsedové vijboru jsou
predseda vlddy CSR Josef Korédk, tajemnik UV
KSC Josef Havlin, predseda CNR EvZen Erban,
¢lenové vyboru jsou ministr kultury CSR Milan
Klusdk, ministr kultury SSR Miroslav Vilek,
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vedouci Kanceldre prexidenta CSSR Josef Haman,
ndméstek ministra gahranicnich véci Mecislav
Jablonsky, ndméstek ministra vnitra CSR Bohumil
Hanus, ndméstek ministra kultury CSR Josef
Svagera, predseda Ceskoslovenské akademie véd
Jaroslav Kogesnik, rektor Univerzity Karlovy
Zdenék Ceska, mistopredseda Cs. akademie véd
Josef Poulik, feditel archeologického distavu Cs.
akademie véd v Nite Bohuslav Chropovsky, Fedi-
tel Ndrodni galerie Jiti Kotalik, feditel Ndrodniho
muzea v Praze Adolf Cejchan a feditel Ndrodniho
muzea v Bratislavé Antonin Hrabovstiak.“*

Komisaf vystavy Jiff Kotalik ihned pro-
hlédl gasovou naro¢nost nového tkolu.

Ve zpravé pro naméstka ministra kultury
CSR Josefa Svageru proto poZadoval Géast
dalsich osob ve vyboru, aby ,aktivné spo-
lupracovali pfi piipravé zdsadnich a vjchozich
materidlii ideové povahy se zfetelem k jejich ve-
stranné znalosti ideové politickyjch, historickych,
kulturnich, uméleckohistorickijch i architektonic-
kyjch problémii vystavy“.” Kotaliktiv poZzadavek
plsobi dnes velmi prozirave. Nepiijemné
zpracovani ideovych otdzek mohl takto
prevést na dal3i osoby. A to se mu poda-
Tilo. Posilou se mu stali vedouci odboru
pamatkové pée Kancelate prezidenta Josef
Koéi, vedouci kulturntho oddéleni UV KSC
Miroslav Miiller, vedouci oddé&leni maso-
vych sdé&lovacich prostiedk UV KSC Otto
Cmolik a ¥editel Ustavu marxismu lenini-
smu UV KSC Zden&k Snitil.

Mezitim doslo téz k feSeni nového nazvu
vystavy, protoze ptvodni nizev Karel IV. -
Doba a dilo, p¥ipadn& Karel IV. - Doba a uméni
neodpovidaly pozadavkim. Vyraz Karel IV.
musel ale v ndzvu vystavy ziistat zachovan,
protoze ,jméno Karel IV. je diilezité vzhledem
k 600. vijrodi, jez je zatazeno do svétovijch kul-
turnich vjroéi UNESCO*“.* Jifi Kotalik kon-
zultoval pfesné znéni ndzvu vystavy také
s Ustavem &eského jazyka CSAV. Z porad
vzeslo doporuéeni na nazev Doba Karla IV.
v déjindch ndrodii CSSR. Neprosly nazvy
Karel IV. a jeho doba. Tradice stdtnosti v déjindch
nasich ndrodii, Karel IV. a jeho doba v déjindch
beského a slovenského lidu ani Karel IV. a jeho
doba v déjindch nasich ndrodii.

Dne 24. ledna 1978 Jif1 Kotalik poslal
Josefu Svagerovi zpravu o obsahovém
a prostorovém rozvrzeni vystavy, libreto
uméleckohistorické &asti vystavy i ndvrh
propagac¢nich akci. Novy koncept expozice
obsahoval tfi zdkladni oddily vEetné dopl-
néné ¢asti pro obdobi od husitstvi k soudas-
nosti.

Prvni z oddilé vystavy, umistény v So-
bé&slavove sini a v prostoru pod paldcovou
kapli, p¥edstavoval expozici s historickymi
pocitky ¢eského stitu a ceského stitu za
vlady pfemyslovskych krala. Druha &ast
vystavy zafinala nistupem Lucemburkd



na Cesky triin a uménim podatku 14.
stoleti, oboji situované v mistnosti Starjch
zemskych desek. Vystava pokracovala
v prostorach arkad gotického palice s pre-
zentaci Prazského hradu jako sidla stdtni
moci. Tzv. kniZeci komnatu pofadatelé pla-
novali vénovat architektufe, monumentilni
malb& a plastice doby Karla IV. Pro uméni
doby Karla IV. a éeskou krilovskou korunu
byla uréena sifi Karlova paléce a pfilehlé
arkddy. Do tzv. Staré registratury kurétofi
instalovali exponaty k zemim Koruny ¢eské
za Karla IV. V sini Ceské komory nésledo-
valy panely dokumentujici Karlovu zahra-
ni¢ni politiku. Ve sloupové sini, kde méla
byt umisténa expozice historie Univerzity
Karlovy, tato ¢ast vystavy konéila. TFeti,
zav&retna Gast vystavy zabrala cely
Vladislavsky sal. Zde zadala témata
s Karlem IV. spojeni jen velmi volné.
Kolektiv historikii pod vedenim Josefa
Ko¢iho pfipravil osm zakladnich okruht:
Husitské tradice v nagich dé&jinach a sou-
¢asnosti - narodni ohlas husitstvi, Cesky
stat za husitského krale Jiftho z Pod&brad,
Rozmach a pad &eského statu a Slovici
v uherském kralovstvi a ve vztahu k ¢es-
kym zemim, Narodné& osvobozenecky boj
Cechti a Slovakt a nastup délnické t¥idy,
Vznik CSR - od VRSR k 28. ffjnu 1918 a boj
o charakter republiky, Zapasy pracujiciho
lidu pod vedenim KSC, Vitézstvi socialismu
v CSR a N43 socialisticky dnegek."

Vystavni vybor prostorové rozmisténi
vystavy pfedbé&zné schvilil. Znovu otevi‘ena
byla pouze otdzka pfemisténi expozice
Karlovy univerzity do Vladislavského salu,
které ovSem neproslo: , V zdvéru karlovské
expozice trodme na tom, aby prostor sloupové siné
byl vénovdn expozici vzdélanosti, vijvoje pozndni
ve stredovéku a Karlovy univerzity s akcentem na
ideologické kofeny husitstoi v myslenkovém svété
Karlova vysokého uéeni. Tato partie logicky patii
do doby Karlovy a vécné ukoncuje tento sisek
vystavy. Jeji premisténi do Viadislavského sdlu by
znamenalo piecenéni vlivu univerzity na husitstoi,
odpovidajici nékterym koncepcim éeské burgoasni
historiografie.“*®

Se zapojenim dalsich objektti Prazského
hradu pfimo do vystavy se jiz nepodi-
talo. V Jifském klastefe se chystala pouze
priprava ,dokumentace, kterd pfedstavi dila
Ceského uméni karlovské doby, jez jsou zastou-
pena v zahraniénich sbirkdch a doklddaji tak
jeho mezindrodni vjznam“. Katedrala sv. Vita
Jnebude souddsti vijstavy, ale pro zdjemce % fad
ndv$téonikii budou tu vsak vhodnym osvétlenim
¢i oznacenim zdiraznéna dila, kterd se piimo
vztahuji k dobé Lucemburki®.*o

Po ujasnéni obsahového a prostoro-
vého FeSeni vystavy zbyvalo dokongit
kompletni a detailn{ scéné¥. Hlavnimi

autory a redaktory scénafe byli Josef Ko&i

a zastupce Feditele Ustavu marxismu-
-leninismu UV KSC Ivan Krempa. Ti vedli
dal3i védecké pracovniky z celého stétu.

Na scénéfi dale spolupracovali Ji¥i Magin,
Ji¥i Burian a Bedfich Tykva, z Ustavu
marxismu-leninismu UV KSC Antonin
Faltys, Jan Galandauer a Vaclav Brabec,

ze Slovenské akademie véd Elenové
Historického tstavu SAV Miroslav Kropilak,
Pavol Hapak, Pavol Horvit, Richard Marsina
a Vladimir Matula, z Ustavu éeskosloven-
skych a své&tovych dé&jin CSAV Jaroslav
Purs, z Archeologického tstavu CSAV Josef
Poulik a z Archeologického dstavu SAV
Bohuslav Chropovsky.

Dne 7. bfezna 1978 se konala porada
pracovniho vyboru u tajemnika UV KSC
Josefa Havlina, na které si Kotalik vyslechl
kritické pfipominky ke scénéfi: , Ve scéndri
je tfeba presnéji vyjddrit vztah doby Karla IV.

k husitstoi. Husitskd socidlni revoluce vyrostla ze
spolecenskyjch rozpori, které jiz v sobé nesla doba
Karla IV. Neni zde dostatecné vyjddieno postaveni
lidu v dobé Karla IV. Doporuéuje se $iveji postih-
nout obdobi ndrodné osvobozeneckyjch bojii jako
vyjchodisko pro ndstup délnické t¥idy k moci. Ddle
doplnit do scéndfe i sjednoceni ndrodni kultury

v roce 1948, slouceni KSC a socidlni demokracie

v roce 1948 a volbu Klementa Gottwalda preziden-
tem republiky. S ohledem na zahraniéné politické
vztahy k Polské lidové republice se nedoporucéuje
prilis Siroké uvedeni expondtii poukazujicich na
polskd tizemi, jez byla v dobé Karla IV. souédsti
jeho Fise. Obdobi do ndstupu Lucemburki na esky
triin je ponékud predimenzovdno, doporucuje se
zestrucnit. PFi vystavovdni cirkeonich expondtii zde
vice zdiiraznit socidlni momenty, vysokou iiroves
femeslné prdce a kultury lidu. Vystavenim archi-
tektonickyich proki doplnit cirkevni objekty, které
budou predstavovdny jako uméleckd dila a ne jako
objekty ndbogenského kultu.“*

Pfemyslovské a lucemburské oddily
vystavy mohly po dpravich star§ich scénait
prejit ihned k realizaci, jako nejproblematic-
t&j31 se ukézala expozice ve Vladislavském
sale. Josef Koéi a jeho tym se v ném snazili
JOyrovnat hodnoté historické expozice”.” Z asto
citovaného ,operativniho vyfeseni Viadislavského
sdlu“ se stavala postupné velka improvi-
zace. Zapisy jsou plné nipadd na exponity
a TeSeni prostoru: ,Protoge dokladové expondty
jsou smérem k soucasnosti ¢im ddl mivi atraktioni
% hlediska vnéjsiho vzhledu a piisobnosti, je tieba
hledat do souboru expondti mimofddné pisobivé
kusy, které budou svou atraktivnosti piisobit,
nebot zapiisobi na oéi i srdce, nejen na rozum.
[...] Vedle archivnich expondtii uplatnit pisem-
nosti mimofddného rdzu a viznamu % hlediska
obsahu i formy, nap¥. knihy s prezidentskym
slibem, prezidentskou vlajku, povéfovaci listiny
velvyslancii, oficidlni dary prezidentiim ze SSSR,
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socialistickjch zemi apod., ¢ili véci jindy nevidané.
[...] Vést stfedem alej plastik v Zivotni velikosti,
predstavujicich pracufici = primyslu a zemédélstvi,
symbolizujici obranu stdtu, védu a kulturu.“?
Akénich prohlaseni pfibyvalo: ,V koneiné
realizaci je dilezitd zdvéreind gradace v souéas-
nosti. Musi se stdt posilou pracujictho lidu, zrca-
dlem proletdrského internacionalismu. Diilegité
jsou politické dciny. [...] KaZdy expondt musi byt
adjustovdn jako Sperk. Jako hlavni vévodici prvek
se doporucuje pres cely sdl rudd vlajka, kterd

v Celni sténé prejde do dstiedniho zdvéreiného
motivu. Tim se piekryje vchod do kaple, ktery
neni gddouci. Celni sténa bude symbolizovat celou
cestu nasi nové historie. [...] V prostoru vyvé-

sit rudou vlajku a v priiceli diordma - vitézstoi
pracujiciho lidu. Je moZné uvazovat i o délnikovi
s produktem lidské ruky $pickové dirovné, napf.
turbinou. Svételné je nutné prostor vyfesit témér
magickymi efekty. Soucasné musi byt uréitd
hladina Sera. Na okna autofi navrhuji sklenéné
vitrdze % hrubého leptaného skla s uréenou tema-
tikou.“? Prakticka feSeni i scénéf byly ale

v nedohlednu.

Z dochovanych protokolt se dozviddme
o pfesouvani plastik, obrazi, vitrin nebo
nap¥. o vypliiovani volnych ploch citaty.
Nedostate¢né zastoupeni Slovenska vyvo-
lalo dal3i pfepracovani expozice. Jesté
20. éervna doslo ,ke zméndm v zdvérecné
dominanté a prakticky iplné vypusténi édsti o péci
strany a stdtu o Zivotni a pracovni prostiedi, roz-
voj architektury a urbanismu. Aby se tyto zmény
neprojevily ve snigeni celkového vyznéni a ideové
féinnosti zdvéru vystavy je nezbytné nepripustit
dal$i redukci obsahu a neslevovat v poZadavcich
na drover vijstavniho feSeni a vystavniho
provedeni v celku ani detailech.“**

Zavé€re¢na expozice s ndzvem ,Dé&jiny
nagich narodd v novovéku* ve Vladislav-
ském séle byla nakonec dokon&ena a odpo-
vidala koncepci doporuéené UV KSC. Tedy
od husitstvi k socialistické p¥itomnosti.
Kromé historickych muzejnich a archiv-
nich pfedméta dopliiovaly vystavu také
obrazy a sochy pfedeviim od predstavitelt
angazovaného umeéni nebo dila autort
zneuZita k podpofe vladnouciho rezimu.
Na vystavé se tak objevila dila od Mikolage
Al3e, Josefa Viclava Myslbeka, Ludovita
Fully, Rudolfa Pribige, Josefa Malejovského,
Karla Pokorného, Josefa Capka, Jozefa
Kostky, Antonina Pelce, Maxe Svabinského,
Jana Zelibského, Emila Filly, Vincence
Makovského, Jana Laudy, Karla Soucka,
Vladimira Sychry, Adolfa Zdbranského nebo
Jana Stursy.®

Ve stejném duchu probihaly i p¥ipravy
audiovizualni expozice s ndzvem ,Apoteosa
socialistické prace“. O promitani doku-
mentu ve smy¢ce se mluvilo na poradich
jiz od tnora 1978, dne 5. dubna p¥ipravny
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vybor rozhodl o vytvofeni filmu a jeho
zafazeni na vystavu. Cilem ,md bijt filmovy
kaleidoskop ukazujici %ivot v CSSR. Hlavnim
tématem polyekranu md byt apoteosa socialistické
prdce a rozvinutého svéta socialistickijich a mrav-
nich hodnot. Pomoci filmové projekce o deviti
televizorech o nepretrgitém promitdni 4-5 minut
predstavit jednotlivé aspekty naseho politického,
hospoddfského a kulturniho %ivota.“ 20 Reditel
Krétkého filmu povéfeného vyrobou, Kamil
Pixa, vybral za autory reZiséra Pavla Hobla
a architekta Vladimira Nyvlta.

Film pfedstavoval klasickou ukazku
propagandy vladnouciho rezimu. Snimek
zahajoval pravod lidi, nasledoval dav
naslouchajici Klementu Gottwaldovi,
Antonin Zipotocky, pohled na vysoké pece,
na stavbu pFehrady a jedouci kombajny.
Prostfedni &ast filmu autofi sestavili ze
z4bé&rt na dila Mistra tfeboriského, Mistra
vySebrodského a Mistra Theodorika, dile
na svatovaclavskou korunu, Karlstejn
a Hrad¢any. Pokra¢oval privodem pionyra
a prezidentskym slibem Gustava Husaka.
Dalsi &ast filmu patfila hlavnimu mé&stu
Praze, konkrétné ve¢ernim z4b&rtim histo-
rického centra a nové vybudovanym sidli-
§tim. Pohledem na Vysoké Tatry a startem
rakety s Vladimirem Remkem film koné&il.#
Dne 20. ¢ervna 1978 b&hem kontrolni pro-
hlidky vystavy pfipravny vybor rozhodl, Ze
se ,audiovize celd rusi“.?®

Jifi Kotalik vytesil i dlouhodoby problém
s popisky: , Ve smyslu zdsadniho doporucéeni
komise se v nich neobjevuji ndzvy Zddnijch cirkev-
nich instituci jako majitelii expondti. U archivdlii
se oznacuji toliko hlavni ndzvy archivi a zdsadné
se neuvddéji diléi archivni fondy, pokud maji
vztah k cirkeoni instituci. U pfevdgné vétsiny
vSech ostatnich expondtii, které pochdzeji e stdt-
nich instituci, archivii, muzei a galerii, se oznacuje
misto jejich uloZeni. Pokldddm to za nezbytné
i vzhledem k tomu, aby byl podtren celostdtni rdz
vyjstavy.“*

Samotn4 vystava musela byt vestavéna
do pamaitkovych objektti Prazského hradu.
To si vyzadalo postaveni novych d¥evé-
nych podlah a schodist, bezpe¢nostnich
zabran nebo poloZeni krycich koberci.

K tomu se samoziejmé& piidalo FeSeni
osvétleni a klimatizace. Zapisy z porad na
nejvyssich trovnich podévaji informace

0 bezproblémovém postupu praci. Jinak
je tomu uZ u zdpist z pracovnich schiizi
realizaénich tymu. Véta: ,Pro Vladislavsky
sdl chybi vSechny podklady pro dalsi prdci,* se
stava samoziejmosti kazdého z protokold.
Niaro¢né bylo také vyhovét pozadavkiim
zapujéitelt: ,Stdini dstfedni archiv md takové
pozadavky na osvétleni a klimatizaci, %e vijstava
podle téchto pozadavkii neni viibec realizovatelnd
i pres jakékoli zvysené ndklady.“* Pridala se



i komplikovana otazka spolupracovnikii:
oV dané situaci probihaji prdce pod silniim sub-
jektionim vlivem Fady poradci a dalSich pracov-
niki, % nich% valnd édst nemd za akci p¥imou
odpovédnost. Aktivita této skupiny pracovniki
nahrazuje dosti pasioné pracujici sekretaridt
vystavy. Situaci zachratiuje operationi postup
generdlniho komisare vystavy umoZriufici FeSeni
fady problémii a schvalovdni dokumentace za
plného provozu a viroby.“>* Ze nepracovali
ani ti nejpovolanéjsi, sdé€luje Jifi Kotalik
dopisem ndmé&stkovi ministra kultury
Josefu Svagerovi: , Komisaf vijstavy a jeho
spolupracovnici z Ndrodni galerie poklddaji za
naprosto nutné, aby doktor Josef Koéi a jeho
spolupracovnici z Kanceldre prezidenta CSSR
aktivné spolupracovali p#i piipravé zdsadnich
a vyjchozich materidlii ideové povahy se zFetelem
k jejich vSestranné znalosti ideové politickyich,
historickych, kulturnich, uméleckohistorickijch
i architektonickyjch problémi vystavy, i pfi jeji
realizaci v prostordch Pragského hradu.“*

Problémy s narodnim podnikem
Vystavnictvi se vyhrotily sporem mezi
Jifim Kotalikem a Oldfichem Jendrulkem
zalatkem kvétna, kdy podnik provedl
nékteré tkoly bez predb&zného projed-
nani. Kotalikovi se po odeslani vytjkaciho
dopisu dostalo od Oldficha Jendrulka jen
stru¢né odpovédi: ,Kdybychom od samého
zaldtku nezahdjili prdce bez prislusngjch pod-
kladii a v naprostém rozporu s platngymi piedpisy,
nebylo by mozno viibec o otevfent vystavy pied
koncem letosniho roku uvazovat.“®

Koncem kvé€tna 1978 Vystavnictvi n. p.
dokon¢ilo hrubou stavbu vystavy, panely,
vitrdZe, osvétleni a vétSinu vitrin. Zbyvalo
dotesit klimatizaci: , Klimatické podminky jsou
katastrofdlni, bex jejich xmény klimatizacnimi
pFistroji naprosto nelze instalovat £ddné archivd-
lie, rukopisy a samozfejmé ani obrazy.“> Zpravu
o stavu piiprav vystavy si v této dobé&
vyzéadal i ministr Milan Klusék. Kotalitk mu
obratem sdé&luje: , Uskutecriujeme dohodnuty
harmonogram praci spojenyjch s instalaci vystavy
a arangovdnim vitrin. Cinime tak pfesto, %e pro
tuto prdci nebyly ze strany podniku Vystavnictoi
v uréengjch terminech vytvofeny potiebné
podminky a %e tak cennyj umélecky a historicky
materidl vystavujeme nebezpedi, v rozporu se
smérnicemi jeho ochrany, kieré jsou jinak strikiné
uplatiiovdny v prdci Ndrodniho muzea a Ndrodni
galerie.“> Ke kritice se pfidala i Helena
Johnova: , Zahdjili jsme aranzovdni do vitrin
ve Vladislavském sdle, a to za situace, kdy byly
dokonéeny jen nékteré vitriny a kolem nds probi-
haly hrubé Femeslnické prdce. Proto bylo roz-
hodnuto vitriny po ukonéeni aranzérskych praci
ihned zasklivat a navic pFekryvat foliemi proti
prachu a dievéngm i kovovym pilindm, které by
mohly na expondty piisobit agresivné. Za stejnyjch
okolnosti probihd prdce i v ndsledujicich dnech.

V romdnském podzemi zcela chybély bezpeinostni
vitriny, jejich vjroba probihala béhem dne, kdy
jsme museli v pritbéhu Femeslnych praci aranzovat
shirkovy materidl zcela unikdtni povahy.“*® Po
osobni kontrole Milana Klusdka byly oviem
vSechny pot¥ebné piipravné price rychle
dokonéeny.

Instalace obrazil, plastiky a ostatnich
exponitd skonéila 20. Eervna. V nasledu-
jicich dvou dnech vojéci zakladni sluzby
a pohraniéni strdZe nacviovali provoz
vystavy. Dne 26. ¢ervna rdano probéhl
pfenos korunovaé¢nich klenott, nésledovala
tiskova konference, prohlidka pro novinare
a oficidlni vernisaz za déasti prezidenta
republiky a pFedsednictva UV KSC.

Zbyvalo rozdé&lit pamé&tni medaile a hono-
rafe. NavrZzené Castky pro vytvarniky Jifi
Kotalik povaZoval za nadsazené, v jednom
piipad€ dokonce ,za neomalené kofistnictvi“.”
Definitivni te¢ku za vystavou pFedstavovalo
ocenéni kolektivu pracovnikt Statni cenou
Klementa Gottwalda dne 2. kv&tna 1979.

Ziroveii s piipravami vystavy se Fesila
i otazka jeji propagace, od pocitku pevné
Fizena: ,,Na zdkladé jedndni piipravného viboru
dne 26. 1. 1978 budou vSechny akce ve sdélo-
vacich prostiedcich koordinovdny prislusnym
oddélenim UV KSC. [...] Zdstupciim $éfredaktorii
a vedoucim kulturnich rubrik bude objasnéno
pojeti akce i historické aspekty jednotlivjch édsti
vystavy, popt. dalsi problémy vistavy, aby
redakce byly predem pfipraveny sprdvné reagovat
a nesklouzdvaly na burzoasné a nacionalisticky
pojatou oslavu Karla IV. Cilem je propagovat
stdtnost, ne Karla IV.“*® Ve stejném pojeti gra-
fik a malif Milan Hegar pfipravoval i plakat
»S motivem Pragského hradu, jens nejlépe vyjddii
smysl vyjstavy v kontinuité od historickyjch pocdtki
nasich ndrodii k socialistické spolecnosti. [...]
Plakdt nebude vyzveddvat motivy karlovské doby,
ale spise motivy stdtnosti.“3

Ke kazdé vyznamné vystavé poradatel
obvykle pldnoval vydat také doprovodnou
publikaci. Je§t& pocitkem dnora 1978 pii-
pravny vybor pracuje s moZnosti vydat dvé
rozsahlé odborné knihy a stru¢ného pri-
vodce vystavou. Prvni publikaci se mél stat
sbornik o kultufe a uméni doby Karla IV.

o rozsahu pfiblizné€ 400 stran,* druhou
maximalné stostrankovy katalog vystavy se
statf o jejim poslani a s vyb&rem nejdtle-
Zit&jgich d&l.# Pro urychleni vydani sbor-
niku byla UV KSC ptedloZena k posouzeni
v této dobé& pfipravovani publikace Jiftho
Spévacka Karel IV. Zivot a dilo (1316-1378),%
ze které mél byt vyuZit odborny text. Dle
vyjadfeni Josefa Ko&iho bylo ,moz%né syn-
tetickou prdci akceptovat, publikace se pohybuje
v rdmci logiky a realismu, avSak % hlediska
marx-leninské metodologie jde o prdci slabsi, kterd
se opird spise o pogitivisticky pristup. Chybi zde
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rooné% bligsi vztah k husitstvi, k lidu jako socidlni
sile. [...] Celkové publikace neni svym obsahem
Skodlivd, ale postrddd vysokou diroveri. Lepsi pub-
likace podobného zaméieni vsak v soucasné dobé
neni k dispozici.“#* Navrhovan4 tprava stu-
die, aby ,pasdz po piepracovdni méla vijrazny
kulturné politicky charakter,“* nebyla akcepto-
véna.

Kvili Gasové tisni se pofadatelé nakonec
rozhodli pfipravit pouze privodce vysta-
vou: ,, Pro nej$irsi okruh ndvstévniki bude vyddn
privodce vijstavou, ktery by vijstizné osvétlil
jeji posldni i prostorové élenéni. [...] Privodce
prinese misto obvyklého soupisu expondti strucny
védecko-populdrni vyklad éeskoslovenskych déjin
v marxisticko-leninském pojeti s akcentem na revo-
luéni a pokrokové tradice minulosti.“*

Vyroba b&Zné knihy v tomto rozsahu
vyZadovala v této dob& obvykle Sest az
devét mé&sict. Po provéfeni viech mozZnosti
urychlent v tiskdrnach v Praze, Opavé
a Ostravé bylo zjisténo, Ze: , Neni tiskdrna,
kierd by tento sikol mohla v tak krdtkém case spl-
nit.“ Regeni tak umoznil pouze &asopisecky
tisk. Tento zpiisob 3el oviem na tkor kva-
lity: , Novind#'sky charakter je pak pfedpoklad.“+
Kritce po zahéjeni vystavy vySel tedy pouze
privodce, odpovidajici nevalnou kvalitou
tiskovindm své doby.¥

Vystava Doba Karla IV. v d€jinach
narodd CSSR se stala pres shora zmin&nou
problematickou p¥ipravu udélosti roku.

Z ptivodné odborné zamérené prezen-

tace odpovidajici jejimu prvnimu nazvu
,Karel IV. - Doba a dilo“ se ale zasahem
vladnouctho aparatu vyvinula ¥izen4
vystava potirajici éaste¢né historické sku-
te¢nosti a pFedstavujici pFehlidku ideolo-
gicky motivovaného uméni a historickych
exponitil. Ty slouzily pfedevsim k doloZeni
aspé&snosti socialistického ziizeni. Na
vystav€ se ale pfesto podafilo soustFedit

i vyjimeéné mnozstvi historickych, umélec-
kych i archivnich pfedmétt nejen z doby
spojené s vladnouci stranou. Zpracované
oficidlni zhodnoceni vystavy vyzné&lo samo-
zFejmé& kladné. Obvyklé frize, pouzité uz

v libretu vystavy, nepfinesly Zidné nové
zavéry. Dokonce i na osobnost Karla IV.

se v protokolu zapomnélo. Ohlas v doma-
cich sdélovacich prostfedcich, ,jejichs ideové
vedeni bylo fizeno primo z UV KSC, jednoznainé
potordil sprdvnost a oprdvnénost tohoto zaméreni
vystavy”. Se zahrani¢nimi kritikami si tviirce
zavéretné zpravy Josef Bene§ z Ministerstva
kultury CSR neldmal hlavu: , Bylo-li v nékte-
rijich pripadech predmétem kritiky vydisténi pokro-
kovych tradic minulosti do souéasnosti s pouka-
zem, e se to netykd doby Karlovy, ddvd to nasi
vyjstavé pravé pozitioni vijznam.“*®

Dochovani agenda vystavy p¥inasi dopo-
sud neznama4 fakta o pfipravich, improvi-
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zaci, materidlovém nedostatku, v krajnim
pfipad€ i o ohroZeni exponatt. Zpisobila
to jist€ neobvykle kritka doba k realizaci,
kdy autofi Fesili soub&zné€ koncepéni, obsa-
hovou, projektovou, vytvarnou i vyrobni
piipravu, ale také tkoly zaddvané pfimo
UV KSC. Na vedlejsi kolej se tak dostal
pfipadny odborny vyzkum, ale i zapojeni
se do akci konangch v tehdejsi zapadni
Evropé&.#

Tato stat byla recenzovdna.
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