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Dear readers,

The Bulletin of the National Gallery in Prague is a specialist
periodical that focuses on the publication of academic
studies from all the institutional collections and archive
fonds. From this perspective, the current issue is sig-
nificant because it contains two texts devoted to the
new acquisitions of the National Gallery in Prague.
The first of these is a medieval sculpture, The Madonna of
Havrari, which was recently discovered in the district of
Moravéves in the municipality of Havran, close to the
North Bohemian city of Most. The sculpture stands out
in its artistic quality, which is comparable with the crafts-
manship of the wood carving studio of the Master of the
Becov Madonna. At the same time it presents an innova-
tive and evidently also exceptional conception of Marian
iconography, in which the trinity of angels is organically
integrated into the composition of the Madonna and
Child, with two angels forming Mary’s throne and
playing musical instruments. The finding of this medi-
eval sculpture is therefore genuinely unique in many
respects, and the text by Michaela Ottovd, Markéta
Pavlikova, and Lenka Stolarovd, besides containing the
first information about the original form of the sculpture
and a stylistically critical analysis, also presents primary
information about the archive research and restoration
survey. This concerns preliminary conclusions which
correspond to the current state of knowledge. The
research shall be ongoing, and the National Gallery in
Prague in co-operation with the Institute of Christian
Art History at the Catholic Theological Faculty of
Charles University in Prague is preparing a joint pub-
lication which will present the definitive results of the
survey within a multidisciplinary perspective.

The second important acquisition of the National
Gallery in 2022 was a set of small polychromed wooden
sculptures of the Virgin Mary and St John the Evangelist
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Milé ¢tenarky, mili étenari,

Bulletin Narodni galerie v Praze je specializovanym
periodikem, které se zaméruje na publikovani od-
bornych studii ze vSech institucionalnich sbirkovych
a archivnich fondd. Aktudlni cislo je z tohoto Ghlu
pohledu vyznamné, protoze hned dva texty jsou vé-
novany novym akvizicim Narodni galerie v Praze. Jde
o stfedoveékou sochu, Madonu z Havrané, ktera byla
teprve nedavno objevena v obci Havran (mistni ¢ast
Moravéves) nedaleko severoceského mésta Mostu.
Socha vynika svou vytvarnou kvalitou, srovnatelnou
s vykony rezbarské dilny Mistra Becovské madony.
Zaroven prinasi inovativni a zfejmé i unikatni pojeti
marianské ikonografie, kdy je trojice and€ld organic-
ky zapojena do kompozice Madony s Jeziskem, pFi-
¢emz dva andélé tvori Mariin tran a hraji na hudebni
nastroje. Nalez stfedoveéké sochy je tedy v mnoha
ohledech vskutku vyjimecny a text Michaely Ottové,
Markéty Pavlikové a Lenky Stolarové prinasi vedle
prvnich informaci o plvodni podobé sochy a jejim
stylové kritickém rozboru také prvotni informace
o archivnim vyzkumu a restauratorském prazkumu.
Jde o predbézné zavéry, které odpovidaji soucasné-
mu stavu poznani. Prdzkum bude probihat i nadale
a Narodni galerie v Praze ve spolupraci s Ustavem
déjin krestanského uméni Katolické teologické fakul-
ty Univerzity Karlovy v Praze pfipravuji spole¢nou
publikaci, ktera prinese definitivni vysledky vyzkumu
v multidisciplinarni perspektive.

Dalsi vyznamnou akvizici Narodni galerie v roce
2022 byly drobné polychromované rezby Panny
Marie a sv. Jana Evangelisty ze skupiny Ukfizovani,
které vhodné doplnuji sbirkovy fond prezentovany
v klastere sv. Anezky Ceské. Pred vystavenim ve stalé
expozici stfredovékého uméni prosly sochy prizku-
mem a byly zrestaurovany. K vyznamnym zjisténim



from the Crucifixion group, which provide an appro-
priate complement to the collection fonds presented
in the Convent of St Agnes. Research and restoration
work was conducted on the sculptures before their
presentation in the permanent exhibition of medieval
art. Significant findings of the text, which is the out-
come of authorial collaboration by Vaclava Antuskova,
Stépénka Chlumska, Markéta Pavlikova, and Radka
Sefcti, include the dating and identification of two dif-
ferent types of wood used in these sculptures, as well as
findings of the oldest layers of polychromy, document-
ing the change of the original colour scheme of both
sculptures during later interventions. The results of the
restoration survey and material analysis are presented
as a standard feature.

The year 2023 marks the centenary of the momen-
tous purchase of French art by the young Czechoslovak
state. Over the course of the years the collection has
been supplemented with further acquisitions, and it
soon became one of the most prestigious bodies of
French modern art outside France. One of the ways in
which the National Gallery in Prague commemorated
the anniversary of the purchase of one of its most
valuable collections was an extensive international
conference, attended by large numbers of domestic
and foreign scholars. The outcomes of the conference
shall be published in a collective monograph. The com-
memoration of this significant event also features a text
by Ruth Peterova entitled Honoured Guests: A Report on
the Relationship of the French Collection and the National Gallery
in Prague up to the Beginning of the Period of “Normalisation”,
which is part of the current issue of the Bulletin.

Helena Huber-Doudova has contributed a text
devoted to women artists in the collections of the
National Gallery. At the same time, this is one of
the outcomes of a research project conducted by the
National Gallery in Prague in collaboration with the
Academy of Arts, Architecture and Design in Prague.
Rado Istok focused on the theme of the continuity of
Czechoslovak anti-colonial caricature from the 1930s to
the 1950s. The cinematographic activities of Jifi Kotalik
in the period from 1967 to 1990, based on research
of hitherto unprocessed archive fonds of this distin-
guished figure and long-term director of the National
Gallery in Prague, are presented by Ivana Polakova.

In keeping with tradition, the Bulletin also contains
an inventory of acquisitions and donations for the year
2022, the “News” section, and reviews of selected spe-
cialist publications. Also included at the end is a presen-
tation of the series NGP for Children. The National Gallery
has a long tradition of publishing popularising and (not
only) children’s publications, though in recent years it
has succeeded better in establishing individual series and
processing a large quantity of titles in such a manner as
to ensure that they appropriately complement the current
exhibitions and permanent collection exhibitions.

On behalf of the editorial team

Martin Musilek
Editor-in-Chief

/57

textu, ktery vznikl v autorské spolupraci Vaclavy
Antugkové, Stépanky Chlumské, Markéty Pavlikové
a Radky Sefcu, nalei datace a identifikace dvou roz-
dilnych typd drev uzitych na téchto rezbach ci nale-
zy nejstarsich vrstev polychromie, dokladajici zménu
plvodni barevnosti obou rezeb béhem pozdéjsich
z&sahl. Samozrejmosti je prezentace vysledkd re-
stauréatorského prizkumu a materiélové analyzy.

V roce 2023 uplynulo sto let od vyznamného
nakupu francouzského moderniho uméni mladym
ceskoslovenskym statem. Soubor byl v pribéhu
let doplriovan o dil¢i akvizice a zahy se stal jednim
z nejvyznamnéjSich konvolutd francouzského mo-
derniho uméni mimo uzemi Francie. Vyroci nakupu
jednoho z nejcennéjsich soubord si Narodni galerie
v Praze pripomnéla mimo jiné velkou mezinarodni
konferenci za hojné Gcasti tuzemskych i zahranic-
nich badatelG. Vystupy z konference budou publiko-
vany v kolektivni monografii. Soucasti pripomenuti
této vyznamné udalosti je také text Ruth Peterové
Vzdcni hosté. Zprdva o vztahu francouzské sbirky
a Ndrodni galerie v Praze do pocdtku normalizace,
ktery je soucasti aktualniho ¢isla ¢asopisu.

Text Heleny Huber-Doudové je vénovan ze-
nadm - umélkynim ve sbirkach Narodni galerie.
Soucasné se jedna o jeden z vystupl badatelského
projektu reSeného Narodni galerii v Praze ve spo-
lupraci s Vysokou skolou uméleckopriimyslovou
v Praze. Rado IStok se zaméfil na téma kontinuity
¢eskoslovenské antikolonialni karikatury ve tficatych
az padesatych letech minulého stoleti. Kinematogra-
fické aktivity Jiriho Kotalika v letech 1967 az 1990 na
zakladé vyzkumu doposud nezpracovaného archiv-
niho fondu této vyznamné osobnosti a dlouholeté-
ho reditele Narodni galerie v Praze pfribliZila lvana
Polakova.

Jako jiz tradi¢n€ nechybi ani soupis akvizic
a dar( za rok 2022, rubrika ,Aktuality” nebo recenze
vybranych odbornych publikaci. Na zavér je pripo-
jeno také predstaveni edi¢ni rady NGP détem. Vy-
déavani popularizacnich a (nejen) détskych publikaci
ma v Narodni galerii dlouhou tradici, v poslednich
tiech letech se vSak podafilo Iépe etablovat jednot-
livé edicni rady a zpracovat vétsi mnoZstvi titull tak,
aby vhodné doplnovaly aktualni vystavy i stalé sbir-
kové expozice.

Za redakéni tym

Martin Musilek
Séfredaktor

EDITORIAL/UVODNI SLOVO
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Eva Banovska,
Otin showroom,
1960s, tempera,
print on paper,
Prague, National
Gallery in Prague,
inv. no. AP 2667

Eva Banovska,
Vzorkovna Otin, 60. léta
20. stoleti, tempera,

tisk na papire, Praha,
Narodni galerie v Praze,
inv. ¢. AP 2667
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Ivana Capkova, Design
for the exhibition
Furniture for 500,000
New Flats, 1971, Prague,
private archive

lvana Capkové, Navrh
vystavy Ndbytek pro
500000 novych bytd,
1971, Praha, soukromy
archiv



Women in Architecture

Rethinking Collecting, Exhibiting,

and the Canon

HELENA HUBER-DOUDOVA

ff hy have there been no great women archi-
\/\/ tects in the Czech Republic?” This para-
phrase of a crucial question posed by
Linda Nochlin highlights the fact that women are
underrepresented in institutional collections and archi-
tecture archives and exhibitions, causing them to be
left out of the canon of architecture history. Only three
women architects have become known to the Czech
audiences and have received a monographic exhibition
(Eva Jifi¢na, Alena Sramkovd, and Véra Machoninovi,
who was featured together with her husband, Vladimir
Machonin). In the collection of the National Gallery in
Prague, until 2020, out of 220 authors, only four women
were represented by complete or substantial work col-
lections (Alena Sramkova, Véra Machoninova, Augusta
Maillerova-Machonova, and Zdenka Novakova). This is
not an exception, as women are absent from most inter-
national and Czech architecture collections.
Contemporary feminist theory provides current
critical positions for examining architectural history.
Through a shifted lens, employing feminist optics, the
article explores architecture collections. A quantitative

Zeny v architekture

Novy pohled na sbératelstvi,
vystavovani a kanon

D ro¢ nejsou v Ceské republice zndmy ?dd-
né vyjimecné architektky?" Parafraze sté-
1) zejni otazky vznesené Lindou Nochlin
poukazuje na fakt, Ze Zeny nejsou v institucionalnich
sbirkach, architektonickych archivech a vystavach
zastoupeny, coz ma za nasledek jejich opomijeni
v kdnonu dg&jin architektury. Ceska verejnost zna
pouze tfi architektky, které se dockaly monogra-
fickych vystav (Eva Jifi¢na, Alena Sramkové a Véra
Machoninova, ktera vystavovala spole¢né se svym

177/



“gender” check of the representation of women in
international and Czech collections and archives is pro-
vided. In addition, a qualitative insight in the process
of becoming archival questions the criteria for the admis-
sion of a particular object into a museum collection.
How is the collection built up? What is the proportion
of women architects? Which types of works are avail-
able? How is the co-authorship attributed? How are the
specific artworks listed in the collection system? And,
most importantly, how can we change the established
practice of archive-making, which has until now almost
completely ignored women? A case study of the archi-
tecture collection of the National Gallery in Prague
enables a deeper understanding to help address these
questions.

The article strives for a more reflexive collection
policy and archiving methods, and suggests possibili-
ties of increased public agency of the museum via cura-
tion and exhibiting, in order to strengthen the recep-
tion of women’s oeuvre.

Women in architecture - research approach

The survey of women’s representation in architecture
originates from a three-year research project Women in
Architecture in the Czech Republic 1945-2000. As a general
point of departure, the project maps and collects basic
information about women architects, from journals,
publications, and through personal interviews. It sur-
veys primary archive material in collecting institutions
and private archives with the aim of highlighting the
original documentation and works of women architects,
which might otherwise remain unnoticed and lost from
the historical account, or even be destroyed. In addi-
tion, it interprets the position of women in architecture
and their influence on the definition of architecture.
It rethinks the current construction of the canon and
seeks ways to include and describe women’s creativity
that is divergent from the standard architect-as-genius
discourse.

The focus on an individual artistic genius' has been
an established method of canon-construction in art and
architecture history. Many achievements by women as
authors have remained unrecognized, overshadowed
by their spouses (Ray Eames, Denise Scott Brown), or
women’s authorship signature was omitted (e.g. in the
case of the authorship of the chaise longue by Charlotte
Perriand and Le Corbusier).? Feminist art and architec-
ture historians, including Linda Nochlin and Griselda
Pollock, have criticized the tendency to assign a single
author to a work of architecture.® By asking, “Why have
there been no great women artists?”, feminist theory
started to question the “foundations” and the criteria
of what has been considered a universal, modern, male
subjectivity.

The research approach is guided by the aim of dif-
ferencing the canon. Pollock reviewed three historical
feminist strategies to rectify the canon - (1) by adding
the great biographies of women artists; (2) by establish-
ing a different canon and specifically women’s art; and
(3) by deconstructing the canon.* Art history, in the
sense of Michel Foucault, is a matter of discourse: “Art

BULLETIN NGP XXXII1/2023

/817

manzelem Vladimirem Machoninem). Do roku 2020
byly ve sbirce Narodni galerie v Praze zastoupeny
ucelenym souborem tvorby ¢&i vyznamnymi pracemi
pouze Ctyri Zeny z celkového poctu 220 autorskych
fond (Alena Sramkova, Véra Machoninova, Au-
gusta Mullerova-Machonova a Zdenka Novakova).
Nejedna se o Zzadnou vyjimku, Zeny chybi ve vétsiné
sbirek architektury jak ve svét&, tak u nas.

Kritické nastroje pro zkoumani déjin architek-
tury poskytuje soucasna feministicka teorie. Studie
zkouma architektonické sbirky z jiného Uhlu pohle-
du, feministickou optikou. Uplatfiuje kvantitativni
méritko pro genderové zastoupeni Zen v mezina-
rodnich a ¢eskych sbirkach a archivech. Kvalitativni
vhled do procesu archivni praxe navic prinasi urci-
té pochybnosti tykajici se kritérii prijimani jednotli-
vych predmétl do muzejnich sbirek. Jak se sbirka
buduje? Jaky je pomér zZen - architektek? Jaké typy
praci jsou k dispozici? Jak se urcuje spoluautorstvi?
Jak jsou konkrétni dila uvadéna ve sbirkovém systé-
mu? A, co je nejdualezitéjsi, jak Ize zménit zavedené
praktiky pro vytvareni archiv(, které doposud té-
mer zcela prehlizely Zeny? Pripadova studie sbir-
ky architektury Narodni galerie v Praze umoznuje
hlubsi pochopeni, které pom(zZe nalézt odpovédi
na tyto otazky.

Studie usiluje o reflexivnéjsi sbirkovou politiku
a archivni praxi, a rozebird moznosti vétsiho verej-
ného pUsobeni muzea diky kuratorstvi a vystavova-
ni za ucelem posileni recepce tvorby zen.

Zeny v architekture - badatelsky p¥istup
Na pocatku studia zastoupeni Zen v architekture stoji
trilety vyzkumny projekt Zeny v architekture v Ceské
republice 1945-2000. Hlavnim vychodiskem projek-
tu je zmapovani a shromazdéni zakladnich informa-
ci 0 zenach - architektkach z védeckych c¢asopis,
publikaci a prostirednictvim osobnich rozhovora.
Projekt se zaméfril i na nejdalezitéjsi archivni mate-
ridly ve sbirkovych institucich a osobnich archivech
s cilem poukéazat na plvodni dokumentaci a prace
architektek, jez by jinak unikly pozornosti a historic-
kému zpracovani, nebo byly dokonce zni¢eny. Dale
objasniuje postaveni Zen v architekture a jejich vliv
na pojeti architektury. PFehodnocuje soucasny vy-
klad kanonu a hleda zpUsoby, jak zahrnout a popsat
kreativitu Zen, jez se odchyluje od standardniho dis-
kurzu architekta jako uméleckého génia.
Zavedenou metodou pro vyklad kanonu v dé-
jinach uméni a architektury bylo zaméreni se na
jednotlivce jako na uméleckého génia.! Rada Gspé-
chl Zenskych autorek se nepravem ocitla ve stinu
jejich muzskych partneri (Ray Eames, Denise Scott
Brown), pripadné jejich autorstvi nebylo uvedeno
vibec (napft. v pripadé chaise longue od Charlotty
Perriand a Le Corbusiera).? Histori¢ky feministic-
kého umeéni a architektury, v€etné Lindy Nochlin
¢i Griseldy Pollock, kritizovaly tendenci pripisovat
architektonické dilo jedinému autorovi.®> Polozenim
otazky ,Pro¢ nemame Zadné vyjimeéné umélkyné?"
zacala feministicka teorie zpochybrovat ,zaklady”



[or architecture] history is not merely to be understood
as the study of the artistic artefacts and documents left
deposited in the present by time. Art history is a dis-
course insofar as it creates its object: art and the artist.”
Differentiating the canon for Pollock® then questions
the binary oppositions of male and female, suggest-
ing that there are no fixed categories, but a signifying
system that arbitrarily creates distinctions which are
always “co-dependent, co-extensive, and shifting”. The
gendered structure of society is a dynamic field shaped
by socio-political aspects, as well as psychological and
philosophical developments that change the mean-
ing of both extremities. The study of the professional
careers and works of women architects thus reveals
information on all genders alike.

The role of museum collections and archives

in becoming archival

A museum is a “cultural gate-keeper, judge, and execu-
tioner, as well as archeon: the home of cultural memory”.’
The admittance of an artwork into a museum collection
endows the object with a particular aura of exclusivity
and originality. Selected great works are “reduced from
the vibrant cultural process and semantic activity that
generated the work and created its meanings ... [in
order that] once diverse objects and artifacts, relics and
monuments, fragments and traces, could become com-
parable, classifiable, and knowable in a form of knowl-
edge that we call art history.”® Art history is never given,
once and for all. In an architectural collection, every
object becomes part of a discourse of history-making
and a new knowledge production. New juxtapositions
arise between different types of objects, different tem-
poralities and techniques. Architecture becomes a topic
of scholarly study, of exhibiting and publishing. The
objects are available for museum loans, become signifi-
cant representatives in international exhibitions. The
complete work can be transformed into a monograph
of the author, the most common way of canonisation.
Pollock notes that the role of curation and archiving is
crucial. The gate-keepers, i.e., curators, too often fol-
low the art-historical paradigm and have been trained
within its canons. This “censors” and regulates knowl-
edge in the museum. Without critical curation and
collecting, alternative histories, like feminist interven-
tions, disappear from the “store - cultural archive - of
possibilities”.?

In examining women’s history, the gaps in our
knowledge are far-reaching. Why have there been
so few women represented in architecture archives
and collections? Leaving aside the lack of informa-
tion on women architects altogether and the alleged
lower professional and creative status, specific chal-
lenges characterise the process of becoming archival. For
Albena Yaneva, becoming archival means “scrutinizing
the specific mechanisms of production of archives in
design practice.”" The artwork becomes part of a fam-
ily of exclusive objects, is categorized, numbered, and
assigned to different media collections. Yaneva suggests
to look into the aspects of how archives are assem-
bled, to reflect on the “nature of design as a collective,
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a kritéria toho, co bylo povazovano za obecné plat-
nou, moderni a muzskou subjektivitu.

MUj badatelsky pristup je veden snahou o dife-
renciaci kanonu. Pollock zrevidovala tfi historické
feministické strategie - (1) doplriovani Zivotopist
vyznamnych Zen - umélkyn, (2) etablovani odlis-
ného kanonu a specificky Zenského uméni a (3) de-
konstrukci kanonu.* Dle pohledu Michela Foucaulta
jsou déjiny uméni otazkou diskurzu: ,Déjiny uméni
[¢i architektury] maji byt chdpdny nejen jako stu-
dium uméleckych artefaktli a dokumentd, které se
dochovaly do dnesnich dni. Déjiny uméni predsta-
vuji diskurz do té miry, do jaké vytvareji svij objekt:
uméni a umeélce.”> Diferenciace kanonu pak pro
Pollock® zpochybriuje binarni protiklad muzského
a zenského. Navrhuje, Ze neexistuji zddné pevné
dané kategorie, ale urcity systém znakd, ktery pro-
dukuje odliSnosti, jeZ jsou vzdy vzajemné ,provdza-
né, propojeného rozsahu a proménlivé”. Genderova
struktura spole¢nosti je dynamické pole utvarené
sociopolitickymi aspekty, stejn€ jako vyvojem psy-
chologie a filozofie, ktery méni vyznam obou pdla.
Studium profesnich kariér a praci Zen - architektek
tak soucasné prinasi informace o zastupcich vSech
pohlavi.

Role muzejnich sbirek a archivti v archivni praxi
Muzeum je ,sprdvce pfistupu, soudce a vykonava-
tel, stejné jako archeon - domov kulturni paméti”.”
Prijeti uméleckého dila do muzejni sbirky propujcuje
tomuto objektu urcitou auru exkluzivity a originality.
Vybrana vyznaéna dila jsou ,vyclenéna z pulzujiciho
kulturniho procesu a sémantické aktivity, kterd dilo
vygenerovala a stvorila jeho vyznam... [proto, aby]
bylo mozné drive rdznorodé predméty, artefakty,
pamdtky, monumenty, fragmenty a stopy porov-
ndvat, klasifikovat a poznat v penzu znalosti, které
oznacujeme jako déjiny uméni”?

Dé&jiny uméni nejsou nikdy dané. Ve sbirce ar-
chitektury se kazdy predmét stava soucasti diskurzu
utvareni d€jin a produkce nového poznani. Vznika
diky porovnani riznych typa predmétd, jejich ¢aso-
vosti a vytvarnych technik. Architektura se stava té-
matem védeckého studia, vystavovani a publikovani.
Objekty jsou k dispozici pro muzejni vypuajcky, stava-
ji se vyznamnymi zastupci na mezinarodnich vysta-
vach. Ucelenou tvorbu Ize pretavit do monografie
autora, coz je nejcast€jsi zplsob kanonizace. Po-
llock pFfipomina, ze klicova je pritom role kuratorska
a archivni. Spravci pfistupu, tedy kuratofi, se pfrilis
¢asto drzi uméleckohistorického paradigmatu a jsou
Skoleni v ramci jeho kdnond. Dochazi tak k ,cenzu-
re” a regulaci poznani v muzeu. Absence kritického
pohledu na kuratorstvi a sbirkotvornou ¢innost ma
za nasledek mizeni alternativnich dé&jin, napriklad
feministickych intervenci, z ,depozitdre - kulturniho
archivu - moznosti”.®

Patrani v d€jinach zZen odhalilo rozsahlé mezery
v nadich znalostech. Pro¢ je v archivech a sbirkach
architektury zastoupeno tak nepatrné mnoZzstvi zen?
Ponechame-li stranou celkovy nedostatek informaci
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heterogeneous, social process,” which seeks a variety of
co-authorship processes.

Initial assumptions for the “disappearing” of
women’s names in archives were provided by Klara
Némeckova when working on the exhibition Against
Invisibility: Women Designers at the Deutsche Werkstditten Hellerau
1898 to 1938 (2021). She encountered incorrect attri-
butions in professional journals, name changes due
to marriage and divorce, estate (mis)management,
overlooking a woman’s work delivered to the museum
with her husband’s (or attributing the works solely to
the husband).! The following text elaborates on these
assumptions to provide more examples and viewpoints.

Gender check of architecture collections

An inquiry into the representation of women in Czech
and international architecture collections reveals
a rather marginalised situation. Before going into
detail, particular aspects of the nature of these collec-
tions have to be explained, starting with their catego-
risation. There are different types of architecture col-
lections - the majority are categorised according to the
names of authors, architects, either as complete works,
which is the ideal case, or as a selection of significant
work examples. An alternative categorisation follows
different media or creative disciplines (design, typog-
raphy, textile). Office documentation often includes
a broader range of project-related documentation and
correspondence, allowing for the tracing of the working
processes and the involvement of the various contribu-
tors. Archives of research institutes or state project insti-
tutes (within the socialist state planning system) require
a different approach to the studied material - taking
into account the structure of the organisation, its pro-
fessional hierarchies, political dynamics, as well as indi-
vidual biographies. Neither office documentation nor
institute documentation can be directly assigned to an
individual person. The possibility of comparison within
my research focus is thus directed mainly to the author-
related collections. However, it should be considered
that a pure numerical account of women’s representa-
tion does not often reveal the number of works an archi-
tect authored or co-authored. In addition, it should be
noted that gender as a category is not usually included
in museum electronic collection systems. Therefore,
the names have to be extracted from a list. In Czechia,
gender can be identified through the feminine surname
suffix -ova, but not in all cases. In addition, women’s
names often change with marriage or divorce, which
further complicates the tracking of women architects
in journals and collections. Bearing these limitations in
mind, we can take a look at some examples of architec-
ture collections.

Women in international architecture collections

The State Archive for Dutch Architecture and
Urban Planning (Rijkscollectie voor Architectuur en
Stedenbouw), a largest architecture collections in the
world, lists 690 authors’ archives including 26 women’s
names. A slight increase in the number of women archi-
tects is apparent in comparison to 2017, but the overall
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o Zenach - architektkach a predsudky o jejich udaj-
ném nizsim profesnim a tvlir¢im statusu, je proces
archivni praxe opreden specifickymi uskalimi. Albe-
na Yaneva chape tuto praxi jako ,podrobné zkou-
mdni specifickych mechanismd vytvdreni archivi
v oblasti designu”.** Umélecké dilo se stava soucasti
mnoziny exkluzivnich predmétd, je kategorizovano,
ocislovano a zaclenéno do sbirky dle médii. Yane-
va doporucuje zamérit se na aspekty, které ovliviuji
sestavovani archivl, zamyslet se nad ,povahou de-
signu jako kolektivniho, heterogenniho, socidlniho
procesu”, hledat rdzné typy spoluautorstvi.

Predpoklad ,mizeni” Zenskych jmen z archi-
vl odhalila Klara Némeckova béhem své prace na
vystavé Against Invisibility: Women Designers at
the Deutsche Werkstdtten Hellerau 1898 to 1938
(2021). Némeckova narazila na nespravné priznani
autorstvi v odbornych ¢asopisech, na zmény jmen
z ddvodu snatku ¢i rozvodu, (Spatnou) spravu po-
zlstalosti, prehlizeni praci Zen doru¢enych muzeu
spole¢né s pracemi jejich manzeld (Ci prircéeni celé
jejich prace manzelovi).'! Nasledujici text tyto teze
rozpracovava a poskytuje dalsi priklady a nova hle-
diska.

Genderova analyza sbirek architektury

Veédecké badani tykajici se zastoupeni Zen v ¢eskych
a mezinarodnich sbirkach architektury odhalilo je-
jich marginalizovanou pozici. Pfed detailnim roz-
borem je potrfeba vysvétlit urcité aspekty povahy
té€chto sbirek, zejména jejich usporadani. Jedna se
o rGzné typy architektonickych sbirek - vétsina je
usporadana podle jmen autor( a autorek, architek-
th a architektek, obsahuji jejich kompletni tvorbu,
coz je idealni prfipad, ¢i vyb&r nékterych vyznam-
nych dél. Alternativni usporadani predstavuji riizné
typy médii a tvlrcich disciplin (design, typografie,
textil). Dokumentace architektonickych kancelari
¢asto obsahuje Sirsi Skalu projektové dokumentace
a korespondence, jez umoznuji sledovat pracovni
procesy a zapojeni rliznych aktérd. Archivy vyzkum-
nych institutd ¢i statnich projektovych ustavd (jez
byly soucasti systému socialistického planovani) vy-
Zaduji odlisny pristup ke zkoumanému materialu - je
nutné zohlednit organizacni strukturu, jeji profesni
hierarchii, politickou dynamiku i Zivotopisna data
jednotliveG. Dokumentaci architektonickych kan-
celari ani institucionalni dokumentaci nelze pfimo
pfiznat jednotlivci. V ramci svého vyzkumu se tudiz
zaméruji predevsim na srovnani autorskych fondd. Je
v8ak potreba vzit v potaz, ze pouhy pocetni prehled
zastoupeni zen ¢asto neodpovida poctu praci, na
kterych architekt ¢i architektka pracovali samostatné
¢i jako spoluautofi. Je tfeba také zminit, Zze gender
jako kategorie se obvykle v elektronickych systémech
muzejnich sbirek neuvadi. Z tohoto dlivodu je nutné
vyhledat jména podle autorského seznamu. V Ces-
ku Ize gender identifikovat pomoci pfFipony -ova,
coz ovsem neplati vzdy. Mimoto se Zenska prijmeni
¢asto méni v souvislosti se snatkem &i rozvodem, coz
vyhledavani v odbornych ¢asopisech a sbirkach dale



acquisitions still favour male authors.'”” The Deutsches
Architekturmuseum collection lists 486 author’s
archives or estates, of which 13 are teams, 12 are women
architects, and 4 women are artists.”® The Architecture
Archive of the Akademie der Kinste in Berlin, with
about 500,000 objects, houses 71 author’s archives and
80 collections. Out of these archives, none is devoted to
a woman architect, and only two architect’s archives are
husband-and-wife pairs.'* The Royal Institute of British
Architects Collection acknowledges women in architec-
ture to be among the “underrepresented histories and
themes”, provides online guides to the women’s herit-
age, and acknowledges creative couples. Nevertheless,
the online information does not provide exact numbers
regarding women’s representation.'

Among the initiatives to secure women’s ocuvre,
one specialized collection is the International Archive
of Women in Architecture IAWA), founded in 1985 by
Professor Milka Bliznakov at Virginia Tech (Blacksburg,
US). It nowadays holds works from 345 women from
47 countries, with 100 names of substantial or complete
work collections. Bliznakov noted that “since women’s
work was seldom mentioned by the press, the archive of
the designer herself becomes the only source of infor-
mation.”" Bliznakov points to the scarcity of informa-
tion available. Not only do women receive little recog-
nition in media, but also, due to a lack of information,
women’s archives are less attractive for museum collec-
tions. Thus, JAWA aims to collect “drawings, letters,
photos, and anything else connected with their work
from both professional and private life.”"” The defini-
tion of an archive object references “not only work they
had produced but also to the impact that their practices
had on expanding the arena for women in the profes-
sion and discipline.”® The scarcity of archive sources
is a central issue. The artifacts provide evidence and
affirmation of women’s creativity, yet the voids and the
blank spaces prevail. Such a situation hypothetically
requires a different strategy for history-writing of the
in-between. As Paola Zerner suggests, the gaps foster
curiosity and inquiry inspired by fragments, scribbles,
memories, and informal conversations. Then, the activi-
ties of a researcher in incomplete archives “belong to
this realm of passion, where intuition and coincidence
turn random documents into results.”"

Women in Czech architecture collections

In the Czech Republic, the largest collection is held by
the National Technical Museum. The collection com-
prises 204 author’s archives, including eight women
architects, which accounts for 4% of women in the
collection. The archives include complete or signifi-
cant works of the authors: Magda Jansova, Zdenka
Kosakova, Hana Kudcerova-Zaveska, Eva Librova,
Augusta Machonova-Miillerova, Milada Petrikova-
Pavlikovd, Milada Radov4-Stikovd, and Lidmila
Svarcova.? In addition, the life documentation of
Marie Benes$ova, a historian and theoretician, is not yet
listed. The work of Vlasta Stursové is included in her
husband’s archive. The fragmentary project archive of
Josef Kittrich includes a shared project with his wife,

ztézuje. Sbirky architektury, na které se zamérujeme,
s sebou tudiz vSechna tato omezeni nesou.

Zeny v mezinarodnich sbirkach architektury
Nizozemska Rijkscollectie voor Architectuur en Ste-
denbouw je nejvétsi sbirkou architektury na svéte,
¢itd 690 autorskych archivd, z nichz 26 patri Zzenam -
architektkdm. Ve srovnéani s rokem 2017 je znat
mirny narlst poctu zen - architektek, v Ghrnnych
akvizicich v3ak stale prevazuji muzi.?? Sbirka Deut-
sches Architekturmuseum obsahuje 486 autor-
skych archivd ¢i pozlstalosti, z nichZ tfinact je ty-
movych, dvanact patfi Zenam - architektkam a Ctyfi
zenam - umélkynim.®® Archiv architektury Akademie
der Kinste v Berliné s 500000 predméty obsahuje
71 autorskych archivii a 80 sbirek. Zadny z téchto
archivd neni vénovan Zené - architektce a pouze
dva patii manzelskym pardim.* Architektonické sbir-
ky Royal Institute of British Architects pfiznavaji, ze
zeny v architekture patii k ,nedostatecné zastoupe-
nym déjindm a tématim”, nabizeji online pravod-
ce po odkazu zen - architektek a hlasi se k tvaréim
pardim. Informace dostupné online vSak neposkytuji
presna ¢isla zastoupeni zen.

Mezi iniciativy, které usiluji o uchovani architek-
tonické tvorby Zen, patfi specializovana sbirka s na-
zvem International Archive of Women in Architectu-
re (IAWA), kterou v roce 1985 zalozila profesorka
Milka Bliznakov na statni polytechnické univerzité
Virginia Tech v Blacksburgu ve Virginii ve Spoje-
nych statech. Sbirka dnes spravuje dila 345 Zen ze
47 zemi, pficemz s vyznamnymi pracemi ¢i komplet-
ni tvorbou se poji 100 jmen. Bliznakov poznamena-
la, Ze ,vzhledem k tomu, Ze prdce Zen byly v tisku
zmiriovdny jen velmi sporadicky, stdvad se jedinym
zdrojem informaci archiv designérky”.*® Bliznakov
upozornuje na nedostatek dostupnych informaci.
Nejenze se zminky o Zenach objevuji v médiich jen
zfidka, ale vzhledem k nedostatku informaci neproje-
vuji o Zenské archivy pfilisny zajem ani muzea. IAWA
proto usiluje o ziskani ,vykresd, dopisd, fotografif
a dalsich predméti spojenych s jejich tvorbou, a to
jak z profesniho, tak soukromého Zivota”.*” Definice
archivalii zahrnuje ,nejen prdce, které Zeny vytvorily,
ale téZ dopad jejich tvorby na rozsifujici se ptisob-
nost Zen v ramci profese a oboru”.*® Hlavni problém
predstavuje prilis malé mnozstvi archivnich zdrojd.
Ac¢ artefakty tvorivost zen dokumentuji a potvrzuji,
prazdna mista stale prevazuji. Tento stav hypotetic-
ky vyZzaduje odliSnou strategii pro preklenuti mezer
a sepsani d€jin Zen - architektek. Podle Paoly Zerner
podporuji tato prazdna mista zvédavost a ziskavani
informaci na zakladé fragmentd, pisemnych a fyzic-
kych pamétek a neformalnich rozhovort. Badatelska
¢innost v neuplnych archivech se pak ,/adi do sféry
vdsné, kdy pomoci intuice a shody okolnosti dochd-
zi' k pretaveni nahodilych dokumentd ve vysledky”.*
Zeny v &eskych sbirkach architektury
Nejvétsi sbirkou architektury v Ceské republice
disponuje Narodni technické muzeum s celkovymi
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Emanuela Kittrichova. Brno, with the second larg-
est collection at the Architecture History Department
of the Brno City Museum, owns only one estate of
a woman architect - RiZena Zertova. In addition, the
archive of Eva Rozehnalova was recently acquired. The
fourth most extensive Czech collection of architecture
is at the Arts Museum in Olomouc (19,000 objects). It
owns only selected works by important architects (Alena
Sramkova, RiZena Zertové). The archive of Jarmila
Braunerovi arrived with her husband’s. From the inter-
war period, it includes an archive of the husband-and-
wife team Oskar Oehler and Elly Sonnenschein Oehler.
The regional Zlin Collection in the Gallery of Fine Arts
owns no women’s estates from either the interwar or
the postwar period. In the collection documentation,
a number of photos by six contemporary women archi-
tects are present. The recently founded architecture
collection in the West-Bohemian Gallery in Pilsen has
no woman listed in the collection, except for one small
set of documentation by Marta Chvojkova, as part of
the estate of her father, the architect Bohumil Chvojka.

The limits to a collection inquiry are exemplified
by the special case of the collection of the Museum
of Decorative Arts in Prague (300,000 objects). It is
an example of a significant collection with an order-
ing system not according to authors but according to
media and art disciplines (furniture, textile, etc.). Thus
a database search using the female suffix -ova provided
11,000 results, but hardly a comprehensive overview
(designers Ivana Capkové, Emanuela Kittrichova, Eva
Jiti¢na, Bozena Krchova, Hana Kucerova-Zaveska, Véra
Machoninova, Barbora Skorpilové, Julia Kunovska,
Zdenka Kosikova, and Dana Zamecénikova). Additional
women may be listed in the collection documentation
centre (Milena Lamarova). The division of the collec-
tion by media type and the absence of author archives
makes the analysis more complicated, without a gender-
category in the museum’s electronic system.

The examination shows one interesting aspect
of gender representation politics, especially in the
Czech Republic, but also internationally. In spite of
the fact that women often serve as curators of par-
ticular collections, the number of women’s works
acquired is rather low. This is the case in Prague, where
Radomira Sedlakova founded the collection and built
it up over 35 years, and Ladislava Hornakova founded
the collection in Zlin in 1988. Internationally, Eva
Maria Barkhofen ran the Architecture Archive of the
Akademie der Kiinste in Berlin from 2006 until 2020,
but the overall representation of women in the collec-
tion remains comparably low. It would be interesting to
explore each of the curator’s collection policy.

Case study: Architecture Collection of the National
Gallery in Prague

As mentioned, the architecture collection of the National
Gallery owns about 23,000 objects, predominantly
from the postwar period. Important authors from the
interwar period are also represented, with a focus on
Prague and the entire Czech Republic. An overview of
the number of author’s archives gives a good idea of the
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204 autorskymi archivy véetné€ archivil osmi Zen -
architektek, coz predstavuje 4 % Zen v celé sbirce.
Ta obsahuje ucelenou tvorbu &i vyznamné prace
Magdy Jansové, Zdenky Ko8akové, Hany Kuce-
rové-Zaveské, Evy Librové, Augusty Machonové-
-Mullerové, Milady Petrikové-Pavlikové, Milady Ra-
dové-Stikové a Lidmily Svarcové.?’ V seznamu navic
zatim chybi dokumentace Zivota a dila historicky
a teoreti¢ky Marie Bene3ové. Prace Vlasty Stursové
je soucasti archivu jejiho manzela. Soucasti neupl-
ného archivu Josefa Kittricha je i projekt, na kterém
se podilel se svou Zenou Emanuelou Kittrichovou.
V Brné, ve druhé nejvétsi sbirce ulozené v Oddéleni
historie architektury Muzea mésta Brna, se nachazi
pouze jedna pozUstalost Zeny - architektky, Rizeny
Zertové. Archiv Evy Rozehnalové byl ziskan nedav-
no. Ctvrta nejrozséahlejsi ceska sbirka architektury
se nachézi v Muzeu uméni Olomouc (19000 sbir-
kovych predmétd). Jeji soucasti jsou pouze vybrana
dila dalezitych architektek (Aleny Sramkové a Ruize-
ny Zertové). Archiv Jarmily Braunerové byl ziskan
spolu s archivem jejich manzela. Z mezivale¢ného
obdobi sbirka obsahuje fond manZelského paru
Oskara Oehlera a Elly Sonnenschein Oehler. V Kraj-
ské galerii vytvarného uméni ve Zliné se nenachazi
zadné sbirkové predméty autorek z mezivale¢ného
ani povale¢ného obdobi. Dokumentace sbirky obsa-
huje celou Fadu fotografii od Sesti sou¢asnych Zen -
architektek. V nedavno zaloZené sbirce architektury
v Zapadoceské galerii v Plzni nefiguruje Zzadna zena
s vyjimkou mensiho souboru dokumentace Marty
Chvojkové, ktera je soucasti dédictvi jejiho otce, ar-
chitekta Bohumila Chvojky.

U sbirky Uméleckopramyslového musea v Pra-
ze (300000 sbirkovych predmétd) nardzime na
specifické limity badatelského pFistupu. Jedna se
o vyznamnou sbirku, ktera neni razena podle auto-
rd a autorek, ale podle médii a uméleckych disciplin
(nabytek, textil apod.). Prohledavani databaze na
zéklad€ pripony -ova tak sice prineslo 11000 vy-
sledkll, avsak stézi lze hovofrit o Uplném prehledu
(Slo o designérky lvanu Capkovou, Emanuelu Kittri-
chovou, Evu Jificnou, Bozenu Krchovou, Hanu
Kucerovou-Zaveskou, Véru Machoninovou, Bar-
boru Skorpilovou, Jalii Kunovskou, Zdenku Kosa-
kovou, Danu Zamecnikovou). Dalsi Zeny Ize nalézt
v seznamech dokumentacniho centra sbirky (Milena
Lamarova). Rozdéleni sbirky dle typu médii a absen-
ce autorskych fondl celou analyzu dosti komplikuji,
nebot elektronicky systém muzea neobsahuje kate-
gorii genderu.

Vyzkum pfines| jeden zajimavy aspekt strategie
genderového zastoupeni, zejména v Ceské republi-
ce, ale i celosvétoveé. Navzdory skute¢nosti, Ze Zzeny
Casto plsobi jako kuratorky jednotlivych sbirek, po-
¢et praci Zen ziskanych do sbirek je pomérné nizky.
Tak je tomu napriklad v Praze, kde Radomira Sed-
lakova zalozila sbirku, kterou budovala pres 35 let.
V roce 1988 zalozila sbirku architektury Ladislava
Hornakova ve Zliné. Podivame-li se do zahranidi,
Eva Maria Barkhofen spravovala v letech 2006 az



overall ratio of men to women. The National Gallery
collection database includes no more than 29 female
names in total. However, this information reveals little
about the number of works by individual authors.

In 2020, out of 220 authors, there were only
four women’s archive fonds. Complete or signifi-
cant works by Alena Sramkova, Véra Machoninova,
Augusta Machonova-Miillerova, and Zdenka Novakova
are included. Two additional archive fonds (Marie
Davidova, Eva Banovska) were acquired by the collec-
tion in 2022, and the scope of works by Novakova was
extended. Four of these women’s collections belong to
husband-and-wife pairs (Véra Machoninovd, Augusta
Miillerova-Machonova, and partly Marie Davidova
and Alena Sramkova). Twelve women’s names/col-
laborations in design teams are listed only under one
project - the EXPO ’g2 Sevilla competition. An addi-
tional 11 women architects mentioned as authors or
co-authors in one project are: Zdenka Aulicka, Jaromira
Eisenmannova, Karla Kotrbova, Regina Loukotova,
Ms. Machacovd, Dagmar Rybarovd, Drahomira
Scholzova, Zuzana Staskova, Jitka Svobodova, Jana
Vodickova, and Hana Zachova.

Attributions

From the specific experience in the National Gallery
in Prague, works arriving in the name of a particular
author are often, for practical reasons, subsumed under
his or her name or the name of the main collaborators.
This is the case with Franti§ek Cubr, whose projects for
the EXPO ’67 in Montreal and for the Czechoslovak
Embassy in Athens (1975) were bought from his part-
ner Josef Hruby (the trio FrantiSek Cubr - Josef
Hruby - Zdenék Pokorny). In both projects, Zdenka
Novakova collaborated on the design work; she drew
the detailed perspectives, including the space compo-
sition and materiality based on the floor plans. Hers
was thus a self-standing authorial input.”" At that time,
Novéikova was an assistant in Cubr’s design studio.
In the collection purchase agreement, she is not listed
as a collaborator and, as a result, her sketches appear
in the museum system under the names of the three
main partners. (Fig. 3) Novakova herself never claimed
author status. She noted she considered it an honour
and “support” which a younger architect provides to
an older, respected colleague. Women are willing to
anonymously “support” particular tasks and projects,
hoping to be included in future collaborations, or out
of respect for the main architect. Without women being
considered the “author-genius”, their naming becomes
less important.

A missing attribution is often the case in husband-
and-wife collaborations. Marriage presents a scheme
of various interdependences, a complex economic,
emotional, and creative organism - it is complicated to
assign single authorship. In the collections, however,
the works of Vlasta Stursova-Sukové are included in
the estate of her husband Jifi Stursa in the National
Technical Museum. The works of Jarmila Braunerova
remained unnoticed as a part of her husband’s archive
in the Arts Museum in Olomouc. Obviously, the
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2020 archiv architektury berlinské Akademie der
Kunste, celkové zastoupeni Zzen ve sbirce viak zlsta-
véa srovnatelné malé. Bylo by zajimavé zjistit nazory
jednotlivych kuratorek na utvareni sbirek.

Pripadova studie: Sbhirka architektury Narodni
galerie v Praze

Jak bylo uvedeno vyse, sbirka architektury prazské
Narodni galerie ¢ita kolem 23 000 predmétd prevaz-
né€ z povale¢ného obdobi. Zastoupeni jsou i vyznam-
ni mezivale¢ni autofi jak z Prahy, tak z celé Ceské re-
publiky. Prehled poctu autorskych archivl poskytuje
dobrou predstavu o celkovém poméru muzd a zen.
V databazi sbirky Narodni galerie nenalezneme vice
nez 29 Zenskych jmen. Tento Gdaj vsak o poctu dél
jednotlivych autorek prozrazuje jen malo. V roce
2020 se v databazi o celkovém poctu 220 autort
nachazely pouze ¢&tyfi archivni fondy zen, k nimz
patfi kompletni tvorba ¢&i vyznamné prace Aleny
Sramkové, Véry Machoninové, Augusty Machoriové-
-Millerové a Zdenky Novéakové. Dalsi dva archivni
fondy (Marie Davidové a Evy Banovské) byly do
sbirky zarazeny v roce 2022 a byl rozsiren i pocet
praci Zdenky Novakové. Ctyfi z téchto fond(i spadaji
do kategorie manzelskych pard (Véra Machoninova
a Augusta Machornova-Miillerova, ¢astecné rovnéz
Marie Davidova a Alena Sramkova). Pod jedinym
projektem - soutéZi na EXPO '92 v Seville - je uve-
deno dvanact Zen/spolupracovnic v designérskych
tymech. DalSich jedenact Zen - architektek, které
jsou uvedeny jako autorky nebo spoluautorky u jed-
noho projektu, zahrnuje Zdenku Aulickou, Jaromiru
Eisenmannovou, Karlu Kotrbovou, Reginu Loukoto-
vou, arch. Machac¢ovou, Dagmar Rybéarovou, Dra-
homiru Scholzovou, Zuzanu Staskovou, Jitku Svo-
bodovou, Janu Vodi¢kovou a Hanu Zachovou.

PFiznani autorstvi

Dila pfijimana do sbirek Narodni galerie pod jmé-
nem konkrétniho autora a autorky jsou na zakladé
zavedené praxe Casto z praktickych dvodU zarazena
pod jméno daného autora ¢i autorky nebo pod jmé-
no hlavnich spolupracovnikl a spolupracovnic. To je
pripad Frantiska Cubra, jehoZz projekty pro EXPO '67
v Montrealu a Ceskoslovenské velvyslanectvi v Athé-
nach (1975) byly zakoupeny od jeho partnera Josefa
Hrubého (trio FrantiSek Cubr - Josef Hruby - Zde-
nék Pokorny). V obou projektech se na architekto-
nickych navrzich podilela Zdenka Novakova, ktera
narysovala detailni perspektivy véetné rozvrzeni
prostoru a uziti materiald na zakladé pldorysu. Jeji
autorsky vklad byl tedy zcela samostatny.?! V té dobé
pracovala Novakova v Cubrové architektonickém
ateliéru jako asistentka. V kupni smlouvé sbirky neni
uvedena jako spolupracovnice, a tudiz se jeji nadvrhy
objevuji v muzejnim systému pod jmény tfi hlavnich
partnerd. (obr. 3) Sama Novakova si nikdy narok na
své autorstvi necinila. Jak poznamenala, povazova-
la to za Cest a ,pomoc”, kterou mladi architekti ¢i
architektky poskytuji svym starSim respektovanym
kolegtim. Zeny jsou ochotné anonymné ,pomoci”
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opposite case can occur as well, where the works of
a man-architect arrive with his wife’s archive. However,
given the generally small number of women’s estates,
this is much less likely to happen. Ultimately, a divorce
has severe consequences not only on the economic sta-
tus of the woman, including a loss of client network,
but also on access to their work archive. The attribu-
tion of authorship for collaborative projects is at the
discretion of the proprietor of the plans, most often the
husband and studio leader.

Naming and captions

Let us take a look at the captions and listings of the
names of the authors. In plan documentation, unit
leaders were always listed first, even when a project
was completed independently. Women architects very
seldom acquired the leadership of a planning collec-
tive. In addition, with the tendency to focus on single
authorship, women’s names were often omitted in
publications or journals.”” Thus, their name does not
appear in registers, especially as the team of authors
may include five or more names. Women were also
not part of the team of authors and were assigned less
prestigious jobs - they drew perspectives, plans, or
built models.”? In retrospect, it is difficult to consider
the amount of the creative input in technical draw-
ings. However, it should be noted that the drawing of
technical plans was a separate skill that did not require
an architecture degree. Still, the female-gendered term
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List of Works in the National Gallery in Prague by
FrantiSek Cubr, Josef Hruby and Zdenék Pokorny, with
author commentaries by Zdenka Novakova, 22 March
2023, database overview, Prague, National Gallery in
Prague

Seznam praci v Narodni galerii v Praze autord Frantisek
Cubr - Josef Hruby - Zdenék Pokorny s autorskymi komen-
tari Zdenky Novakové, 22. brezna 2023, prehled databaze,
Praha, Narodni galerie v Praze

s individualnimi tkoly a projekty v nadéji, ze budou
naprist€ znovu osloveny ke spolupraci, nebo tim
projevuji respekt k hlavnimu architektovi. Nejsou-li
Zeny povazovany za vyznacné autorské osobnosti,
nabyva jejich jmenovani mensiho vyznamu.
Chybéjici autorstvi se casto vyskytuje u spolupra-
ce manzelskych pard. Manzelstvi predstavuje sché-
ma rlznych provazanosti, je to slozity ekonomicky,
emocionalni a tvlirci organismus - je komplikované
pfipsat autorstvi jednomu z paru. Presto jsou prace
Vlasty Stursové-Sukové ve shirkach Narodniho tech-
nického muzea pfrirazeny k pozlstalosti po jejim muzi
Jitim Stursovi. Tvorba Jarmily Braunerové zstala
opominuta jako soucast archivu jejiho manzela v Mu-
zeu umeéni Olomouc. MizZe se samozrejmé vyskyt-
nout i opacny pripad, kdy se prace muze - architekta
dostanou do sbirky v ramci archivu jeho manzelky.
Toto je ale vzhledem k obecné nizkému poctu fond(
zen méné pravdépodobné. Zavazné dopady nejen na
ekonomické postaveni Zeny, véetné ztraty klientské
sité i pristupu k pracovnimu archivu a vlastnimu dilu,
ma v neposledni rad€ také rozvod. Prisouzeni autor-
stvi u spolecnych projektl zavisi na uvazeni vlastnika
pland, vétsinou manzela ¢i vedouciho ateliéru.

Nazvy a popisky

Zamérme se nyni na popisky a jmenné seznamy au-
torG. V planové dokumentaci byli vZdy na prvnim
mist€ uvadéni vedouci skupiny, a to i tehdy, byl-li
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“kreslicky” [women drafters] hinted at the task division
within the profession.

In the case of the Telephone Exchange Station in
Hradec Kralové, we can compare the artistic contribu-
tion in the perspective drawing and floor-plan draw-
ing. Jan FiSer was the author of the perspectives and
presentation drawings. (Fig. 4) The architects Irena
Holzelova and L. Burianova drew the floor-plans and
sections. (Fig. 5) We included Jan Fiser in the main
author-team and both women architects as secondary
authors in a note. The decision of how many persons to
include in the design team may be a momentary and not
systematized decision. Sometimes the attribution of the
artistic agency may be the decision of a curator. Often,
for practical reasons, the names of the technical draft-
ers are omitted, and the contribution of women remains
unacknowledged.

Fragmentary archives

When working with women’s archives, one often
encounters their fragmentary nature. This is due to
multiple reasons. A significant challenge in obtain-
ing women’s archives consists in their lower rank
in professional hierarchies. The plan documentation
stays in the possession of the studio leader. Personal
trajectories are important as well. In cases of emigra-
tion, archive materials get lost. Divorced professional
couples may not divide their documentation evenly,
and the original project documentation often remains
with the man-architect - the studio leader, and is
thus not directly available. This poses a challenge for
attributions (see above). In the long run, women lose
access to architecture documentation that cannot be
included into museum acquisitions (as is the case of,
e.g., Helena Jiskrovd and Dana Fenclové). Second,
I suggest a “weak connection” of women to their own
ocuvre that might lead to the destruction of all his-
torical material. Women architects see their calling in
multiple fields, including family, their careers, the arts,
or other disciplines (as many interviews in our research
project have shown). The little attention, recognition,
and marginalized position they get makes them value
their work less than their male counterparts, and they
eventually may not hesitate to destroy their complete
works (Ivana Capkové, Zdena Holnova).

The work of the gifted architect Eva Banovska
was saved for the collection of the National Gallery in
Prague shortly before it was discarded. Banovska gradu-
ated in architecture from Slovak Technical University
in Bratislava in 1959. For three decades, she worked in
the state project institute organization Centroprojekt
Gottwaldov (Zlin), first as an interior designer, and later
as a senior designer and head of the interior department
(1959-1989). She designed representative and admin-
istrative spaces, including furniture and interior acces-
sories, in Zlin, Prague, and Brno, offices in film studios
in Zlin-Kudlov, shoe factories in Komarno and Snina,
textile factories in Tren¢in and Prostéjov, and produc-
tion plants for Karlovy Vary porcelain. She summarized
her career in a theoretical study Colourin the Interior. After
1989, she continued to work on private commissions.
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projekt vypracovan samostatné. Zeny - architektky
vedouci pozice v rdmci skupiny zastavaly jen zfid-
ka. Kvlli tendenci zamérovat se na jediného autora
navic jména Zen Casto vypadla i z publikaci ¢i odbor-
nych ¢asopistl.?> Nasledné se jejich jména neobijevila
ani v rejstficich, zejména proto, Ze autorsky tym
mUiZe sestavat z péti i vice jmen. Zeny navic nebyly
soucasti autorskych tym0 a byly jim své&rovany méné
prestizni ukoly - rysovaly perspektivy a plany nebo
stavély modely. Zpétné je tézké miru kreativniho
podilu na technickych vykresech posoudit. Je vSak
tfeba zminit, Ze rysovani technickych pland bylo
specifickou dovednosti, ktera nebyla podminéna
dosazenim architektonického vzdélani. Genderové
zabarveny termin ,kreslicky” v8ak presto napovida,
jak byly prace v ramci dané profese rozlozeny.

V pripadé Tranzitni telefonni Gstfedny v Hradci
Kréalové mizZeme porovnat umélecky prinos na per-
spektivach a padorysech. Autorem perspektiv a pre-
zentacnich vykrest byl Jan Fiser. (obr. 4) Architekt-
ky Irena Holzelova a L. Burianova byly autorkami
pUdoryst a rezl. (obr. 5) Jan Fiser byl zarazen do
hlavniho autorského tymu, zatimco obé€ architektky
jsou uvedeny v poznamce jako druhotné autorky.
Rozhodnuti o tom, kolik osob zaclenit do designér-
ského tymu, mize zaviset na momentalnim a nesys-
tematickém rozhodnuti. PFfiznani uméleckého pfi-
nosu miZe nékdy byt i rozhodnutim kuratora nebo
kuratorky. Z praktickych dlivod(i se ¢asto vypoustéji
jména technickych kreslifek a prinos Zen zlstava
rovnéz ponechan bez povSimnuti.

Neuplné archivy
Pri praci s archivy Zen se badatel ¢i badatelka ¢as-
to setkava s jejich fragmentarni povahou. Davodd
je nékolik. Ziskani zenskych archivl je vyznamné
ovlivnéno jejich niz§im postavenim v profesni hie-
rarchii. Planovad dokumentace zlistava ve vlastnic-
tvi vedouciho ateliéru. DUleZité jsou rovnéz zivotni
a profesni osudy. V pripad€ emigrace dochazi ke
ztraté archivnich materiald. Rozvedené profesni
pary si zpravidla nerozdéli dokumentaci stejnomér-
né€ a originalni projektova dokumentace tak casto
pripadne muzi - architektovi (vedoucimu ateliéru),
a tudiZz neni primo dostupna. To vSe prinasi uskali
pro priznani autorstvi (viz vyse). V pribéhu karié-
ry Zeny Casto ztraceji pristup k architektonické do-
kumentaci vlastniho dila, kterou nelze zahrnout do
muzejnich akvizic (coz je pripad mj. Heleny Jiskro-
vé a Dany Fenclové). Podle mé maji Zeny navic ke
své vlastni tvorbé ,oslabeny vztah”, ktery maze vy-
Ustit ve zni¢eni celého dila. Zeny - architektky vidi
své poslani v mnoha sférach, véetné rodiny a prace,
umeéni ¢i dalSich disciplin (jak ukéazaly rozhovory
vedené v rdamci naseho vyzkumu). Mald pozornost,
nedostate¢né uznani a prehlizené postaveni je pri-
mélo vazit si své tvorby méné€, nez je tomu u jejich
muzskych protéjskd. To v koneéném dlsledku mlze
vést k tomu, Ze se nezdrahaji svou kompletni tvorbu
zni¢it (lvana Capkova, Zdena Holnova).

Dilo talentované architektky Evy Banovské se
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Jiti Eisenreich, Jindrich Malatek, and Jan Fiser,
Telephone Exchange Station in Hradec Kralové,
1975, southern view - plan and project description,
print on paper, Prague, National Gallery in Prague,
inv. no. AP 2569

Jiri Eisenreich - Jindrich Malatek - Jan Fiser, Tranzitni telefonni
ustiedna v Hradci Krélové, 1975, pohled od jihu - plan a popis
projektu, tisk na papire, Praha, Narodni galerie v Praze,

inv. ¢. AP 2569

5/

Jiti Eisenreich, Jindrich Malatek, L. Burianova, and
Irena Hoélzelova, Telephone Exchange Station in Hradec
Kralové, 1975, section - plan and project description,
print on paper, Prague, National Gallery in Prague,

inv. no. AP 2566

Jiri Eisenreich - Jindfich Malatek - L. Burianova - Irena
Holzelova, Tranzitni telefonni Gstiredna v Hradci Kralové,
1975, rez - plan a popis projektu, tisk na papire, Praha,
Narodni galerie v Praze, inv. ¢. AP 2566



The architect is included in the publication Who
is Who in Architecture (2000, 2003), and her work was
assigned to a student seminar of the Czech Technical
University. Unfortunately, it was not possible to talk
to her in person due to her severe illness. My sub-
sequent visit to the daughter of Eva Banovskd, an
architect in Zlin, revealed an abundance of material
in her recently emptied flat before moving out. The
architects’ sketches were left behind. The National
Gallery acquired 285 objects, mostly prints, often hand-
coloured, perspectives and floor plans of offices and
industrial showrooms. A few photographs document
the realized work. Eva Banovskd’s projects enrich the
collection of architecture with examples of the con-
temporary organisation of administrative space of the
period of 1960s-1980s. Particularly interesting are the
early perspective drawings of factory showrooms from
the 1960s, which echo the aesthetics of the International
or Brussels style in their colour combination, spatial
transparency, and material simplicity. (Fig. 1) The most
important work is the Centroprojekt headquarters
(1966), acquired as hand-coloured prints, drawings,
and documentary photographs.

We were less fortunate in the case of Ivana Capkové,
the scientific assistant in Josef Svoboda’s studio
(1975-1979) and later a pedagogue at the Architecture
Department at the Academy of Arts, Architecture and
Design in Prague. Capkova graduated from her alma
mater in 1968 and was associated with the Institute of
Clothing and Design (UBOK) in Prague during her
career. She is the author of numerous interior designs,
furniture, and architecture studies for multipurpose
and residential buildings. From 1971 onwards, she
continuously participated in and oversaw UBOK’s
exhibitions on housing culture, and is author and co-
author of a great number of research studies on housing
typology. (Fig. 2) Throughout her career, she published
articles in journals and magazines and became editor-
in-chief of the journal Domov in 1995. She is an excellent
artist; her illustrations accompanied numerous books
and design studies. Still, when asked what her most
important work was, she hesitated to name one. In the
end, she admitted that she had discarded her archive
when she moved out of her studio, including coloured
plans and perspectives.* She donated the plans of her
award-winning design of the STIR armchair (1979) to
the Museum of Decorative Arts in Prague. As a result,
the National Gallery can acquire only a fragment of the
original documentation, including works of smaller size
such as negatives, photographs, drawings, and a set of
theoretical books. Needless to say, this is a great loss for
the history of design and architecture.

Promoting women’s creativity - rethinking curation

The public agency of the National Gallery in Prague is
based in exhibiting and publishing. There were nine-
teen architecture exhibitions between 1988 and 2016,
curated by Radomira Sedldkovid. The monographic
exhibition is a well-established format that contributes
to the canonisation of the most renowned figures. The
most important criterion for selection has been the
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podafilo tésné pred zni¢enim zachranit a ziskat pro
Narodni galerii v Praze. Banovska zakoncila studia
architektury na Slovenské technické univerzité v Bra-
tislavé v roce 1959. Tri desetileti stravila ve statnim
ustavu pro projektovani Centroprojekt Gottwaldov
(Zlin), zpocatku jako navrharka interiér( a pozdéji
jako hlavni designérka a vedouci oddéleni interiéra
(1959-1989). Navrhovala reprezenta¢ni a admi-
nistrativni prostory véetné nabytku a interiérovych
doplikd pro Zlin, Prahu a Brno, déle kancelare pro
filmova studia ve Zliné-Kudlové, obuvnické zavo-
dy v Komarnu a Sninég, textilni zdvody v Trenciné
a v Prosté€jové a rovné€z vyrobni zavody karlovarské
porcelanky. Svou kariéru shrnula v teoretické studii
Barva v interiéru. Po roce 1989 pracovala na sou-
kromych zakazkach.

Banovska byla zarazena do publikace Kdo je
kdo v architekture (2000, 2003) a jeji dilo se stalo
zadanim pro studenty na seminafi Ceského vyso-
kého uceni technického v Praze. Osobni setkani se
jiz z dGvodu jeji vazné nemoci nemohlo uskutecnit,
podafilo se mi viak navstivit dceru Evy Banovské.
Ta pracuje jako architektka ve Zliné a poskytla mi
mnozstvi materialu, na ktery narazila pri vyklizeni
bytu pred stéhovanim. Nasly se architektciny vykre-
sy. Narodni galerie v Praze ziskala 285 predmétd,
zejména tiskd, casto ruéné kolorovanych perspek-
tiv a pUdorysd kancelari a primyslovych vzorko-
ven. Neékolik fotografii dokumentuje zrealizované
zakazky. Projekty Evy Banovské obohatily sbirku
architektury priklady organizace administrativniho
prostoru Sedesatych az osmdesatych let 20. stoleti.
Zajimavé jsou predevsim rané perspektivy vzorko-
ven z Sedesatych let, které navazuji na estetiku me-
zinarodniho bruselského stylu v barevnych kombi-
nacich, transparentnosti prostoru a jednoduchosti
Centroprojektu (1966) ve formé rucné kolorova-
nych plan(, vykrest a fotografické dokumentace.

V pripadé Ivany Capkové, odborné asistent-
ky v architektonickém ateliéru Josefa Svobody
(1975-1979) a pozdé€jsi pedagozky na katedre
architektury Vysoké Skoly umeéleckoprimyslové
v Praze, jsme takové §tésti neméli. Capkova ziskala
titul na své alma mater v roce 1968 a béhem své
kariéry pracovala v Ustavu bytové a odévni kultu-
ry (UBOK). Je autorkou mnoha navrhii interiérd,
nabytku a architektonickych projektd pro viceuce-
lové a obytné budovy. Od roku 1971 se pribézné
&astnila vystav bytové kultury poradanych UBOK,
které i supervizovala, a také se jako autorka a spo-
luautorka podilela na mnoha vyzkumnych studiich
zabyvajicich se bytovou typologii. (obr. 2) Po ce-
lou svou kariéru publikovala ¢lanky v odbornych
a popularné-naucnych casopisech, v roce 1995 se
stala $éfredaktorkou ¢asopisu Domov. Capkova je
vynikajici umélkyni, jejiz ilustrace doprovazeji celou
radu knih a designérskych studii. Pfresto se na otaz-
ku, ktera jeji prace byla nejvyznamnéjsi, zdrahala
odpoveédét. Nakonec pripustila, Ze svlij archiv, véet-
né€ kolorovanych plant a perspektiv, vyhodila pfi
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complete body of work of an architect, and a significant
number of realized buildings. In this prestigious over-
view that Radomira Sedlakova curated, women play
a marginal role, possibly because they do not fit the
definition of a “great architect”. Eight of these exhibi-
tions were monographic exhibitions of men architects
(Josef Pleskot - 1996, FrantiSek A. Libra - 1997, Jan
Kaplicky - 1998/99 and 2015, Josef Havlicek - 1999,
FrantiSek Cubr - 2007, Karel Prager - 2013, and Lubor
Marek - 2015); one of them, a Véra and Vladimir
Machonin exhibition took place in collaboration with
the Jaroslav Fragner Gallery. Sedlakova also curated
monographic exhibitions in other venues (Ladislav
Labus - 2001 and 2004, Karel Filsak - 2007, Alena
Sramkova - 2019).

How can the work of museums and exhibition
practices be reassessed to become more inclusive?
A rather surprising emancipatory initiative - the first
women-architect’s exhibition, The Works of South-Moravian
Women Architects, was launched in Brno at the House
of Arts in 1985. (Fig. 6) It presented 27 women archi-
tects, often studio leaders, members of the Union of
Architects. The organisers emphasized that a number
of women were actively involved in teaching and pro-
jection, “without their share being adequately men-
tioned.”® The exhibition included “the emphasis on
the creative part of architect’s work, the entire scope
of the creation of the living environment in urbanistic
concepts, housing, public amenities, factory and pro-
duction buildings; from the overall design of build-
ings or estates, to interiors and architectural detail.”*
The authors stated that women took part in all kinds
of typological design tasks, without a particular focus
on detail or interior. A special characteristic, which
emerged from a questionnaire directed to women archi-
tects, was the importance of a single idea guiding the
structure and construction in line with the interiors,
and a clear response to the functional requirements of
the project. South Moravian women architects took
an active part in the architecture scene and were lead
designers of state architecture studios. In spite of their
significant contributions, they remain unknown today
(the architecture archives hold records of only two of
these women architects: Eva Rozehnalova in the col-
lection of the Museum of the city of Brno, and Riizena
Bartkova, the first woman professor in Czechoslovakia,
at the Brno University of Technology archive). This
would support the thesis of Klira Némeckova that
women were recognised during their active careers, but
gradually “fell out” of the historical canon.

An exhibition entitled Profession: [Woman] Architect,
which honoured women architects, took place at the
Nova Sin Gallery in Prague in 2003. The organisers
were Sona Ryndova and Vladislava Vlacharova for
the public association Kruh in cooperation with the
School of Architecture of the Academy of Fine Arts in
Prague. The accompanying catalogue contextualized
the “women’s question” within the architecture profes-
sion in the first half of the 20th century - the possibil-
ity to study architecture for women after 1918, the first
practitioners, and media. It featured eleven portraits
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stéhovani z ateliéru.>* Pouze sv{j navrh ocenéného
kresla STIR (1979) darovala Uméleckoprimyslo-
vému museu v Praze. Narodni galerie v Praze tak
mize ziskat pouze zlomek pudvodni dokumentace
véetné mensiho souboru negativd, fotografii, vykre-
st a knih zabyvajicich se teoretickymi tématy. Pro
déjiny designu a architektury to predstavuje nena-
vratnou ztratu.

Prezentace kreativity Zen - vyznam kuratorstvi
Verejné plsobeni Narodni galerie v Praze je za-
loZzeno na vystavni a publikacni ¢innosti. V letech
1988 az 2016 usporadala galerie devatenact vystav
architektury pod kuratorskym vedenim Radomiry
Sedlakové. Monografické vystavy predstavuji zave-
deny format, ktery prispiva ke kanonizaci nejvyznac-
je ucelena tvorba daného architekta ¢i architektky
a vyznamny pocet realizovanych staveb. V prestiz-
nim prehledu, ktery Radomira Sedlakova kurétor-
sky zpracovala, hraji Zeny okrajovou roli, patrné
proto, Ze nezapadaji do definice ,velkych architek-
ta”. Osm bylo vénovano monografickym vystavam
muzid - architektd (Josef Pleskot - 1996, FrantiSek
A. Libra - 1997, Jan Kaplicky - 1998-1999 a 2015,
Josef Havlicek - 1999, Frantisek Cubr - 2007, Karel
Prager - 2013, a Lubor Marek - 2015) a jedna vysta-
va, Véry a Vladimira Machoninovych, se konala ve
spolupréci s Galerii Jaroslava Fragnera. Sedlakova
se kuratorsky ujala i monografickych vystav v jinych
prostorach (Ladislav Labus - 2001 a 2004, Karel Fil-
sak - 2007, a Alena Sramkova - 2019).

Jak tedy prehodnotit praci muzei a vystav-
nictvi, aby se staly inkluzivngjsimi? V roce 1985
vznikla v Domé uméni mésta Brna pomérné pre-
kvapiva emancipacni iniciativa - prvni vystava o Ze-
nach - architektkdch s nazvem Z tvorby jihomo-
ravskych architektek. (obr. 6) Predstavilo se na ni
27 Zen - architektek, vétSinou vedoucich ateliérd,
¢lenek tehdejsiho Svazu architekt(. Organizétofi
akcentovali skutecnost, ze velka ¢ast Zzen byla aktivné
zapojena do vyuky a projekce, ,aniz by se na riiznych
prehlidkdch a vystavdch jejich podil na soucasné ar-
chitektonické tvorbé a vystavbé dostatecné zdiraz-
nil”.® \lystava kladla diiraz na ,akcentovdni tviircich
strdnek architektonické prdce a zdroveri celou sifi
Jejiho zdbéru od vytvdreni Zivotniho prostiedi v ur-
banistickych koncepcich, pres bydleni a obcanskou
vystavbu, az po stavby slouZici vyrobé a hospodar-
stvi; od celkového reseni objektii nebo celych ared-
14, po interiér a architektonicky detail”.*® Autofi kon-
statovali, Ze se Zeny pfi navrhovani podilely na vSech
formach typologickych ukoll bez zvlastniho zamé-
reni na detail ¢i interiér. Vyraznou charakteristikou,
ktera vyplynula z dotazniku zaslaného Zenam - ar-
chitektkam, byl soulad konstrukce s interiéry a také
jasné zohlednéni funkénich poZzadavkd projektu.
Jihomoravské Zeny - architektky sehraly aktivni tGlo-
hu na architektonické scéné€ a byly vedoucimi de-
signérkami ve statnich architektonickych ateliérech.
| pres svdj vyznamny prinos dnes zlstavaji poza-
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of interwar women architects, their biographies and
examples of their work, including architecture pro-
jects and texts. Based on questionnaires, as many as
fifteen contemporary architects presented their work.
Recently, in the Czech Republic, the online platform
Architektky (Women Architects)” and issues of archi-
tecture journals on feminism indicate a shift is under-
way, and young women architects are articulating their
approaches and needs more clearly.

Museums, as public institutions, should acknowl-
edge this new tendency. Within the framework of the
research project of the National Gallery in Prague
and the Academy of Arts, Architecture and Design in
Prague, an innovative public tool, a web-based research
database, enables us to collect basic data and informa-
tion about women architects and to sort and process
this information. For the public part of the database®
the research team will have described the life trajecto-
ries of 100 women, and compiled inventories of their
work and selected image documentation. The frame-
work of the database consists of three interconnected
areas - biography, works, and themes - linked with
keywords. A total of fifteen semi-structured interviews
were conducted as part of the research, conveying the
personal experiences of the women architects. The
interviews will be available for listening in edited form
as podcasts.

Conclusion

The article examines the underrepresentation of women
in architecture collections through a quantitative gen-
der check and qualitatively in a case study of the
Architecture Collection of the National Gallery in
Prague. The article highlights the processes through
which individual objects become archival, and identi-
fies key issues related to attributions, naming, and the
acquisition of women’s oeuvre.

On a practical level, the collection’s task is to fill
the gaps where women’s documentation is missing, to
acknowledge the potentially fragmentary nature of the
material that reflects women’s life trajectories, and to

6/

Marie Plotén4a, Woman in

a Geometric Projection, from the
exhibition The Works of South-Moravian
Women Architects. Photo: The Works

of South-Moravian Women Architects,
Brno 1985, n.p.

Marie Ploténa, Zena v geometrickém
vyobrazeni, z vystavy Z tvorby
Jihomoravskych architektek. Foto:

Z tvorby jihomoravskych architektek,
Brno 1985, nepag.

pomenuty (archivy architektury zminuji pouze dvé
z nich - Evu Rozehnalovou ve sbirce Muzea mésta
Brna a Rdzenu Bartkovou, prvni ceskoslovenskou
profesorku, v archivu Vysokého technického uceni
v Brné). To potvrzuje tezi Klary Némeckové, zZe Zeny
dosahly béhem své kariéry Gspéchd, ale postupné
z déjinného kanonu ,vypadly”.

V roce 2003 se v prazské galerii Nova sin kona-
la vystava na pocest architektek s nazvem Povoldni
architekt[ka]. Pro spolek Kruh ji usporadaly Sona
Ryndova a Vladislava Vlacharova ve spolupraci se
Skolou architektury Akademie vytvarnych uméni
v Praze. Doprovodny katalog zasadil ,zenskou otaz-
ku” do kontextu architektonické profese prvni polo-
viny 20. stoleti - popsal moZnosti studia architektu-
ry pro zeny po roce 1918, prvni absolventky a jejich
vliv v médiich a tisku. Prostfednictvim medailonkd,
jez obsahovaly Zivotopisna data i priklady d€l, archi-
tektonickych projektd a text(l, vystava predstavila
celkem jedenact mezivale¢nych Zen - architektek.
Nadto své dilo prezentovalo patnact soucasnych
architektek v dotaznicich a rozhovorech. Aktualné
online platforma s nazvem Architektky?” a ¢&lanky
v architektonickych ¢asopisech na téma feminismu
v Ceské republice ukazuji, Ze se jiZ situace méni
a mladé Zeny - architektky vyjadruji své postoje
a potreby jasnéji.

Muzeum jako verejna instituce by tento novy
trend mélo zohlednit. V ramci vyzkumného projektu
Narodni galerie v Praze a Vysoké Skoly umeélecko-
pramyslové v Praze ndm inovativni verejny nastroj
v podobé webové vyzkumné databaze umoznuje
shromazdit zakladni data a informace o Zenach -
architektkach, roztridit je a zpracovat. Pro verejnou
¢ast databaze? vyzkumny tym popsal Zivotni osudy
100 Zen a sestavil soupis jejich dila a vybranou ob-
razovou dokumentaci. Ramec této databaze tvori
tii vzajemné se doplfiujici oblasti - biografie, dilo
a témata -, které propojuji klicova slova. Soucasti
vyzkumu bylo celkem patnact polostrukturovanych
rozhovord, které zprostredkovaly osobni zkusenosti
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expand the collections by including the complete or
most significant works of women architects. Obviously,
this formidable task often depends on the capacities
of the museum staff and the overall scope of responsi-
bilities each museum curator has. Another important
aspect is defining guidelines for naming authorship in
projects and correcting any misleading attributions in
both men’s and women’s cases.

Still, it is not enough to add a limited number
of women to the collections and canon solely on the
basis of representation. The museum, as a “cultural
gate-keeper”, should not remain trapped in outdated
definitions and ought to accept a certain fluidity and
transformation of concepts (including the notion of the
canon). It should aim to transform its agency towards
a more balanced and diversified view of the collection
and a more balanced understanding of the architecture
profession and representation of gender. Architecture
should be seen as a process of negotiation, a collective
endeavour, taking into account the contribution of
both male and female practitioners, as well as the soci-
etal and personal status of each one of them.

Inclusive curation reflects contemporary shifts in
the professional discourse. It is a tool to present women
not in the spirit of a creative genius, focusing on the
great works of art and architecture, but rather as active
contributors and co-creators of the living environment.
Apart from standard tools such as exhibiting and pub-
lishing, which have a significant impact, the research
database on women in architecture aims at open-access
awareness-raising and is available for editing and shar-
ing new information. These measures could contribute
to a more inclusive definition of architecture and help
revise canon- and collection-making policies.

This essay is the output of the project . Architecture (f.). Women,
Emancipation, Architecture in the Second Half of the 2oth Century“
(no. GA 21-22749S), which was supported by the Czech Science
Foundation of the Czech Republic.
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zen - architektek. Rozhovory si bude mozné po re-
dakéni upraveé poslechnout jako podcasty.

Zavér

Studie zkouma nedostatecné zastoupeni Zen ve
sbirkach architektury pomoci kvantitativni gende-
rové analyzy a také kvalitativné v pripadové studii
vénované Sbirce architektury Narodni galerie v Pra-
ze. Studie poukazuje na Uskali pri atribuci autorstvi,
jmenném oznaceni a akvizicich praci Zen. Z praktic-
kého pohledu si sbirka klade za tkol zaplnit mezery
v oblastech chybéjici dokumentace tykajici se Zen -
architektek, akceptovat potencialn€ fragmentarni
povahu materiél(l odrazejicich Zivotni osudy téchto
zen a rozsifit sbirky o kompletni tvorbu ¢&i nejvy-
znamnéjsi dila architektek. Tento nelehky Gkol se po-
chopitelné ¢asto odviji od kapacit muzejniho perso-
nalu a celkového objemu prace muzejnich kuratord.
Dalsim dulezitym aspektem je definice navodl pro
uréeni autorstvi v projektech a oprava nespravné
atribuce autorstvi jak v pripad€ muzd, tak Zen.

Zaclenéni omezeného poctu zen do sbirek
a kadnonu jen na zéakladé jejich zastoupeni vSak ne-
stadi. Muzeum jako ,spravce pfistupu ke kulture”
by nemélo uviznout v zastaralych definicich a mélo
by pfijmout urditou proménlivost a transforma-
ci konceptli (véetn€ pojeti kdnonu). Mélo by se
zamérfit na transformaci své plsobnosti smérem
k vyvazen€jSimu a diverzifikovanéjSimu pohledu
na sbirku a rovnéz k vyvazenéjSimu porozuméni
architektonické profese a zastoupeni pohlavi. Ar-
chitektura by méla byt chapana jako proces vyjed-
navani a jako kolektivni projekt, zohlednujici pfinos
Zen i muzd a také spolec¢enské a osobni postaveni
kazdého individua.

Inkluzivni kuratorstvi odrazi soucasné zmé-
ny profesionalniho diskurzu. Jde o nastroj, ktery
nepredstavuje zeny v duchu kreativniho génia za-
mérujiciho se na velkd uméleckd a architektonicka
dila, ale spise jako cinitelky a spolutvlirkyné Zivot-
niho prostredi. Kromé standardnich nastrojd jako
je vystavovani a publikovani, které maji vyznamny
vliv, cili vyzkumna databaze Zen v architekture na
zvySovani povédomi pomoci otevieného pristupu,
umoznuje revizi a sdileni novych informaci. Tato
opatreni mohou prispét k inkluzivné;jsi definici archi-
tektury a pomoci prehodnotit strategie konstruova-
ni kanonu a sbirky.

Studie je vysledkem projektu ,Architektura (Z.).
Zeny, emancipace, architektura v druhé poloviné
20. stoleti” (¢. GA 21-22749S), ktery byl podporen
z prostredkd Grantové agentury Ceské republiky.
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Abstract

In the fields of museum collecting, exhibiting, and
canon formation, architecture reveals a notable absence
of women. The article provides a gender-check of archi-
tecture collections both internationally and within the
Czech Republic. Specifically, it examines the practices
of becoming archival and the criteria for the inclu-
sion of particular objects in collections. The research
approach is based on Griselda Pollock’s concept of dif-
ferencing the canon. The article aims to foster a more
gender-inclusive understanding of architecture. It has
been written as part of the Women in Architecture research
project (2021-2023), funded by the Czech Science
Foundation (21-227495).
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Anotace

V oblastech muzejniho sbératelstvi, vystavovani
a konstruovani kanonu v architekture je patrna vy-
raznd absence zen. Studie se zabyva genderovym
zastoupenim jak ve své€tovych, tak v ¢eskych sbir-
kach architektury. Zaméruje se zejména na archivni
praxi a kritéria zaclenovani jednotlivych predmétd
do sbirek. Badatelsky pristup vychazi z konceptu
diferenciace kanonu podle Griseldy Pollock. Cilem
studie je navrhnout genderové vyvazenéjsi chapani
architektury. Text je soucasti vyzkumného projektu
Zeny v architekture (2021-2023), podpoieného
Grantovou agenturou Ceské republiky (21-22749S).

Prelozila Lucie Kasikova
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Colonial Imperialism

Yesterday and Tomorrow

The Anti-Colonial Cartoons of Antonin Pelc

RADO ISTOK

olonial Imperialism Yesterday and Tomorrow (1952) is
C one of the numerous anti-colonial political car-

toons by the Czech artist and cartoonist Antonin
Pelc (1895-1967) who, alongside Adolf Hoffmeister and
Frantisek Bidlo, defined the interwar political cartoon
in Czechoslovakia, and who continued his cartoon-
ist’s path in the early postwar period. (Fig. 1) The
cartoon was published on the cover of the satirical
weekly Dikobraz (Dikobraz 8, 1952, no. 34, 24 Aug 1952),
and its original drawing can be found in the National
Gallery’s Collection of Prints and Drawings (inv. no.
K 45528)."! Formally, the drawing was intended for the
large format of the cover of Dikobraz, printed in colour,
demonstrating Pelc’s excellent draughtsmanship, skil-
ful adaptation to the requirements of mass reproduc-
ibility, as well as his masterful balance of ellipsis and
detail required by the cartoon genre. Created during
the period of Socialist Realism in Czechoslovakia
(1948-1958),? the cartoon seems to move away from the
avant-garde qualities of Pelc’s mid- and late-1930s anti-
fascist cartoons, favouring instead a populist approach
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Kolonialni imperialismus
véera a zitra

Protikolonialni karikatury
Antonina Pelce

olonidini imperialismus vcera a zitra (1952)
|/<je jednou z mnoha protikolonialnich politic-

kych karikatur ¢eského umélce a karikaturisty
Antonina Pelce (1895-1967). (obr. 1) Spolu s Adol-
fem Hoffmeisterem a FrantiSkem Bidlem Pelc defino-
val zanr politické karikatury v mezivale¢ném Cesko-
slovensku a v draze karikaturisty posléze pokracoval
i v raném povalecném obdobi. Origindlni kresba se
nachéazi ve Sbirce grafiky a kresby Néarodni galerie
v Praze (inv. & K 45528).! Kresba byla plvodné



and visual accessibility to engage the broadest pos-
sible audience. Conceived as a horizontal diptych, the
cartoon’s top and bottom parts represent “yesterday”
and “tomorrow” respectively, with both parts creating
a single scene set in a desert landscape accentuated
by two palm trees. In the top left corner, a white man
dressed in white and in a tropical helmet is seen tighten-
ing a press and thus squeezing and crushing the body
of a Black man, extracting golden coins from his pain-
ful exhalation. The scene in the cartoon could easily
serve as an illustration for the journalist Jif{ Hronek’s
catalogue essay for the Colonies exhibition held at the
Naprstek Museum in Prague in 1953.° “The Black
African is consistently robbed of his wages; he earns
a wage five to fifteen times lower for the same work
than a European worker does,” wrote Hronek in 1953.
The rest of the cartoon is also in line with his words:
“Africa is extremely rich: gold, diamonds, various
non-ferrous metals, uranium ore, fruit, precious wood,
grain, oil... But go% of the profits from the wealth of
the African countries and the labour of its people flow
into the pockets of foreign exploiters, primarily the
British, but now also the Americans.”® (my translation)
In the cartoon, the coins flow into a pipeline snaking
through the desert and leading, in the bottom part of
the diptych, into the pocket of another white man, who
is simply standing, dressed in a khaki uniform covering
his protruding belly, and wearing a tropical helmet. In
the published version, he has bloodied hands. While
the brutal exploitation of labour and extraction of
resources represent the titular imperialism of yesterday,
imperialism’s tomorrow is marked by a rupture - a large
Black hand is seen reaching from the bottom left corner
and breaking the pipeline apart, thus interrupting the
flow of wealth into the white man’s pocket, leaving
the viewer with no doubt about colonial imperialism’s
foreshortened future.

Unlike in some of Pelc’s other cartoons, the figures
of the two white men are marked as neither British nor
American, nor does the desert landscape seem to refer
to any particular location, implying instead the general
condition of colonial rule and its imminent collapse in
the wake of postwar decolonisation. Yet, the cartoon’s
message would most accurately depict the situation
of the British Empire. As Simon Rogers pointed out
on the occasion of the late Queen’s Diamond jubi-
lee, in 1952, when Queen Elizabeth II ascended to
the British throne, British troops were deployed not
only in the Korean War (1950-1953) but also in Egypt
where the pro-British King Farouk was toppled in
a coup d’état by the Free Officers Movement - thus
empowering numerous decolonisation movements
across North Africa, West Asia, and the Global South
at large; in British Malaya during the so-called Malayan
Emergency, also known as the Anti-British National
Liberation War (1948-1960); and in Kenya.® In Kenya,
the Mau Mau uprising (1952-1960) started to gain
momentum in 1952, although the state of emergency -
resulting in a brutal legacy of what has been described
as a British gulag’ - was only declared on 20 October
1952, i.e., three months after the publication of Pelc’s
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uréena pro barevnou, velkoformatovou obalku sa-
tirického tydeniku Dikobraz (Dikobraz VIII, 1952,
¢. 34, 24. srpna 1952), na niZ mohly vyniknout Pel-
clv vynikajici kreslirsky um, zru¢né prizplsobeni
poZadavkdm masové reprodukovatelnosti i schop-
nost nalézt rovnovahu mezi zjednodusenim a smys-
lem pro detail, kterou Zanr karikatury vyZaduje. Ka-
rikatura vznikla v obdobi, kdy byl v Ceskoslovensku
propagovan socialisticky realismus (1948-1958),?
tudiz Ize pozorovat jisty odklon od avantgardniho
pojeti protifasistickych karikatur, které Pelc vytvarel
ve druhé poloving tficatych let, a naopak priklon
k populismu a vizualni pfistupnosti, které mély oslo-
zontalniho diptychu: horni ¢ast predstavuje ,véera”,
spodni ,zitra” a obé& casti dohromady tvofi vyjev
umistény do poustni krajiny akcentované dvéma
palmami. V levém hornim rohu vidime bélocha odé-
ného v bilém, s tropickou helmou na hlavé, kterak
utahuje Sroub lisu, v némz svira a drti télo ¢ernocha,
kterému pfi bolestiplnych vydesich prsi z Gst zlataky.
Takové zobrazeni by dobre poslouZilo jako ilustrace
eseje novinare a publicisty Jifiho Hronka v katalogu
k vystavé Kolonie, ktera se uskutecnila v roce 1953
v prazském Naprstkové muzeu.® ,Cerny African je
soustavné okraddn na mzdé; md pét- az patndctkrdt
mensi mzdu za stejnou prdci nez délnik evropsky”,*
napsal Hronek v roce 1953. Také zbytek karikatury
je ve shodé s Hronkovymi slovy: ,Afrika je nesmirné
bohatd: zlato, diamanty, nejriznéjsi barevné kovy,
uranovad ruda, ovoce, vzdcné drevo, obili, nafta...
ale devadesdt procent zisku z bohatstvi africkych
zemi a prdce jejiho lidu plyne do kapes cizich vy-
koristovatelli, na prvém misté do kapes britskych,
dnes vsak uZ také do kapes americkych.” Kresba
znazorfuje, jak mince proudi do potrubi, které se
vine pousti a nakonec Usti do kapsy jiného bélocha,
jenz pouze stoji s tropickou helmou na hlavé a ve
stejnokroji barvy khaki, ktery mu zakryva vypouklé
bricho. V publikované verzi karikatury ma navic ruce
od krve. Zatimco brutalni vykofistovani pracovni sily
a vytézovani prirodnich zdroja predstavuji v nazvu
zminény imperialismus véerejSka, imperialismus
zitika je poznamenan zlomem - z levého spodniho
rohu se natahuje mohutna ¢erna ruka a lame po-
trubi vejpal, ¢imz prerusuje penézovod vedouci do
kapsy bilého muze; ¢tenar tak nezlistane na pochy-
bach o brzkém konci kolonialniho imperialismu.

Na rozdil od jinych Pelcovych karikatur neni ani
jeden z bélochld charakterizovan jako Brit ¢i Ame-
rican a ani poustni krajina podle vSeho neodkazuje
na zadné konkrétni misto. Vyjadruje tak spisSe vse-
obecny stav kolonialni nadvlady a jejiho bliziciho se
kolapsu ve svétle povale¢né dekolonizace. Presto
Ize jeji poselstvi nejvérnéji vztahnout na stav Britské-
ho impéria. Jak Simon Rogers podotkl u prileZitosti
diamantového vyro¢i panovani kralovny Alzbéty Il.,
kdyZ v roce 1952 usedala na trlin, nebojovaly brit-
ské jednotky pouze v korejské valce (1950-1953),
ale také v Egypté&, kde hnuti Svobodnych dastojnikd
pfi prevratu svrhlo probritského krale Fartka, ¢imz



cartoon for Dikobraz. However, a few months earlier,
on 26 June 1952, the Defiance Campaign against apart-
heid - a system of institutionalised racial segrega-
tion in South Africa and South West Africa (today’s
Namibia) introduced in 1948 and only abolished in
the early 19g9os - was launched by the African National
Congress, the South African Indian Congress, and the
Coloured People’s Congress in South Africa,’ marking
another attempt at colonialism’s rupture.

In the following essay, I will mainly focus on
Antonin Pelc’s postwar anti-colonial cartoons, par-
ticularly those drawn and published during the Stalin
era following the Communist coup in Czechoslovakia
(1948-1953). Originally, these cartoons appeared in the
weekly magazines Dikobraz and Kulturni politika (Cultural
Policy) and in the daily Rudé prdvo (Red Justice). Until
now, they have received only limited attention, par-
ticularly in comparison with Pelc’s 1930s and 1940s
anti-fascist cartoons created in Czechoslovakia and
during his exile in the USA.? While in his cartoons Pelc
addressed both domestic and foreign affairs, with one
notable exception the essay only focuses on the latter,
responding primarily to decolonisation and national
liberation as well as various proxy wars fought between
the two Cold War superpowers in the Global South."
Besides occasional parallels with the cartoons by Pelc’s
fellow traveller Adolf Hoffmeister, the essay is cen-
tred on Pelc’s work in the collection of the National
Gallery in Prague, refraining from comparisons with
the cartoons by other cartoonists, such as Leo Haas
(1901-1983), whose cartoons alternated with Pelc’s in
both Dikobraz and Rudé prdvo. The aim of this essay is to
place Pelc’s postwar anti-colonial cartoons in the wider
context of decolonisation and Cold War politics to
which they responded, as well as the artist’s long-term
commitment to social justice both within Europe and
beyond. I will argue that the anti-colonial caricatures
of the early 19508, such as Colonial Imperialism Yesterday and
Tomorrow, cannot be dismissed as merely demonstrating
the anti-Western attitudes of the Communist Party rul-
ing in Czechoslovakia after February 1948, but instead
should be seen in the context of Pelc’s political engage-
ment since the 1930s, when fascism and colonialism
were seen as two sides of the same coin, particularly in
the case of fascist Italy and Japan. I will, however, also
address the limits of Pelc’s representation of the anti-
colonial struggle and his simultaneous perpetuation of
racial stereotyping, particularly in relation to his brief
and involuntary yet impactful sojourn in Martinique.
Therefore, the main objective of this essay is to under-
stand the ways in which Pelc, as a prominent political
cartoonist, reflected and visualised the foreign policy of
the Communist Party of Czechoslovakia - and thus also
of the USSR - and conveyed the events and phenom-
ena such as decolonisation on the African continent
and elsewhere during the early Cold War period to the
Czechoslovak public through the medium of political
cartoon.
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dodalo odvahu mnoha dekoloniza¢nim hnutim na-
pfi¢ severni Afrikou, zapadni Asii a celym globalnim
Jihem, v britském Malajsku béhem tzv. malajské kri-
ze, také znamé jako valka narodniho osvobozeni od
britské nadvlady (1948-1960), a v Keni.® V Keni za-
calo v roce 1952 nabirat obratky povstani Mau Mau
(1952-1960), i kdyz vyjimecny stav, ktery vyustil
v brutalni kolonialni odkaz popisovany jako britsky
gulag,” byl vyhlasen az 20. fijna 1952, tfi mésice po
zverejnéni Pelcovy karikatury v Dikobrazu. O néko-
lik mésict drive, konkrétné 26. ¢ervna 1952, ale pro-
béhl dalsi pokus o zlom kolonialni nadvlady, kdyz
Africky narodni kongres, Jihoafricky indicky kongres
a Organizace jihoafrického barevného obyvatelstva®
spustily kampan odporu proti apartheidu - systému
institucionalizované rasové segregace v Jihoafrické
republice a Jihozapadni Africe (dnesni Namibii),
ktery byl zaveden v roce 1948 a zrusen teprve po-
¢atkem devadesatych let.

V této eseji se zamé&ruji predevsim na Pelcovy
povale¢né protikolonialni karikatury, zejména na ty,
které nakreslil a publikoval za Stalinovy éry po ko-
munistickém puéi v Ceskoslovensku (1948-1953).
Zminéné karikatury byly pdvodné otistény v caso-
piseckych tydenicich Dikobraz a Kulturni politika
nebo v deniku Rudé prdvo. Doposud jim nebyla
vénovana dostate¢na pozornost, obzvlasté ve srov-
nani s jeho antifasistickymi karikaturami ze tficatych
a Ctyricatych let, které vznikaly v Ceskoslovensku
a posléze v americkém exilu.’ PrestoZe se Pelcova
tvorba dotykala také domacich udalosti, tato esej
pojedndva - s jednou pozoruhodnou vyjimkou -
pouze o zobrazovani udalosti zahrani¢nich, které se
vztahuji predevsim k dekolonizaci, narodnimu osvo-
bozeni a riznym zastupnym valkdm vedenym mezi
dvéma studenovaleénymi mocnostmi ve statech glo-
balniho Jihu.® Kromé pfilezitostnych paralel s kari-
katurami Pelcova souputnika Adolfa Hoffmeistera se
esej soustredi na Pelcovu tvorbu ve sbirce Narodni
galerie v Praze, aniz by ji srovnavala s pracemi ostat-
nich karikaturistl, jako byl Leo Haas (1901-1983),
jehoz politické kresby se v Dikobrazu a Rudém pra-
vu stiidaly s témi Pelcovymi. Ukolem této studie je
zaradit Pelcovy povale¢né protikolonialni karikatury
do Sirsiho kontextu dekolonizace a studenovale¢né
politiky, na néz reagovaly, a popsat umélcovu dlou-
hodobou angaZovanost v otazce socialni sprave-
dlnosti v Evrop&€ i mimo ni. Pokusim se ukazat, ze
protikolonialni karikatury z ranych padesatych let,
jako je Kolonidlni imperialismus vcera a zitra, ne-
Ize odbyt jakoZto pouhy projev protizdpadnich po-
stoj Komunistické strany Ceskoslovenska (KSC),
ktera v zemi vladla od roku 1948, ale méli bychom
je chapat v kontextu Pelcova politického angazma
od tricatych let, kdy byly faSismus a kolonialismus
vnimany jako dvé strany téZe mince, zejména v pri-
padé fasistické Italie a Japonska. Budu se nicméné
rovnéz zabyvat limity Pelcova zobrazeni protikolo-
nialniho boje, véetné pretrvavajici rasové stereoty-
pizace, obzvlasté v souvislosti s jeho kratkym a ne-
dobrovolnym, presto vSak vyznamnym pobytem na
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1946-1949: From Greece and Indonesia

back to Abyssinia and Libya

The postwar period started for Antonin Pelc in
March 1946 upon his return to Prague, the capital of
the “Third Czechoslovak Republic” (1945-1948), after
seven years in exile - first in France (1939-1940) and
then in the USA (1941-1946), where he had managed
to escape, together with the fellow Czech artists Adolf
Hoffmeister, Alén Divi§, and Maxim Kopf, via Morocco
and Martinique." On 1 May 1946, a few weeks before
its victory in the parliamentary election, Pelc became
a member of the Communist Party of Czechoslovakia,
and around the same time, he joined the editorial team
of Rud¢ prdvo - the official newspaper of the Communist
Party of Czechoslovakia. His drawing celebrating the
first anniversary of the Prague uprising appeared on
the cover of Rudé prdvo on 5 May 1946. In the subsequent
issues of Rudé prdvo, Pelc’s black-and-white cartoons -
often placed prominently on the cover page - addressed
domestic affairs such as the postwar trials with war
criminals and Nazi collaborators, the enthusiasm sur-
rounding the Two-Year Plan (1947-1948) aimed at the
postwar recovery of the Czechoslovak economy, and
the imminent defeat of the so-called Reaction, i.e., all
political forces opposing the Communist Party, which
would eventually seize the power in Czechoslovakia
in a coup of February 1948. In line with his interwar
cartoons, Pelc also repeatedly focused on international
affairs, such as the threat of nuclear war and a series of
conflicts in Eastern Mediterranean and East Asia: the
Greek Civil War (1946-1949), the partition of Palestine
and the Arab-Israeli War (1948), the Indonesian War of
Independence (1945-1949), and the Chinese Civil War
(1945-1949)-

On 1 October 1946, Pelc was appointed profes-
sor at the Academy of Arts, Architecture and Design
in Prague, where he taught until his transfer to the
Academy of Fine Arts in 1953,"” thus cementing his
position in the postwar establishment, also affirming
his role as an artist. Since the 1920s, Pelc maintained
a parallel practice as a painter, with his early as well as
later still lifes and figural paintings inspired by Cubism,
and a political cartoonist, with his cartoons published
in the interwar newspapers and magazines such as Dobry
den, Sibenicvky, Prager Presse, or Ndrodni osvobozeni, among
others. It is his cartoons from the 1930s - often combin-
ing skilful draughtsmanship with avant-garde collage -
which can be seen as a pinnacle of Pelc’s oeuvre in
general. While there is little thematic overlap between
Pelc’s works in painting and his cartoons, his paintings,
throughout his lifelong oeuvre, employ a thick black
outline, echoing Pelc the draughtsman, and colour in
delineated surfaces as required by printing techniques
rather than by the medium of painting.

On 2 April 1948, shortly after the Communist
coup in Czechoslovakia, Pelc’s cartoon appeared in
Rud¢ prdvo, depicting two men mounted on an ostrich,
marked as the United Nations, with its head buried
in sand between two heaps of corpses, marked as
Spain and Greece respectively. The men are pointing
at another man working in a fenced-off field, marked
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Martiniku. Hlavnim cilem této eseje je proto porozu-
mét zplsobu, jakym Pelc coby prominentni politic-
ky karikaturista reflektoval a vizualizoval zahrani¢ni
politiku KSC - a tim také Sovétského svazu - a pred-
kladal ¢eskoslovenské verejnosti udalosti a jevy, jako
byla dekolonizace afrického kontinentu ¢&i jinych
¢asti svéta v rané fazi studené valky, prostfednictvim
média politické karikatury.

1946-1949: Z Recka a Indonésie zpét

do Habese a Libye

Pro Antonina Pelce zacalo povale¢né obdobi v brez-
nu 1946, kdy se vratil do Prahy, hlavniho mésta
treti Ceskoslovenské republiky (1945-1948), ze
sedmiletého exilu - nejprve ve Francii (1939-1940)
a posléze v USA (1941-1946), kam se mu podafilo
uprchnout pres Maroko a Martinik spole¢né s dalsi-
mi ¢eskymi umélci Adolfem Hoffmeisterem, Alénem
Divisem a Maximem Kopfem.™ Nékolik tydntd pred
vitézstvim KSC v parlamentnich volbach, presnéji
rec¢eno 1. kvétna 1946, se Pelc stal jejim ¢lenem a ve
stejné dobé€ nastoupil do redakce jejiho oficialniho
deniku Rudé pravo. Patého kvétna 1946 se na titulni
strané Rudého prdva objevila jeho kresba oslavujici
prvni vyroci prazského povstani. V dalSich vydanich
deniku se ve svych cernobilych karikaturach - ¢asto
otist€nych na prestizni titulni stran€ - zabyval do-
macimi zalezitostmi, jako byly povale¢né procesy
s vale¢nymi zlocinci a nacistickymi kolaboranty, nad-
Seni vzbuzené dvouletym hospodarskym planem
(1947-1948), jenz mél postavit na nohy ceskoslo-
venskou ekonomiku, a blizici se porazkou tzv. reakce
neboli viech politickych sil v opozici viici KSC, kte-
ra se nakonec chopila moci v tnorovém puci roku
1948. V souladu se svymi mezivale¢nymi karikatura-
mi Pelc rovnéz opakované reflektoval mezinarodni
déni, napft. hrozbu jaderné valky nebo sérii konfliktd
ve vychodnim Stredomofi a vychodni Asii: Feckou
obcanskou valku (1946-1949), rozdéleni Palestiny
a arabsko-izraelskou valku (1948), indonéskou val-
ku za nezavislost (1945-1949) a cinskou obc&anskou
valku (1945-1949).

Prvniho Fijna 1946 byl Pelc jmenovan profe-
sorem Vysoké Skoly uméleckopriimyslové v Praze
(UMPRUM), kde vyucoval az do roku 1953, kdy
prestoupil na Akademii vytvarného uméni v Praze,*?
¢imz zpecetil své postaveni v povale¢ném estab-
lishmentu a stvrdil roli, kterou sehraval na umélecké
scéné. Od dvacatych let plsobil soubézné jako ma-
lif, jehoz rané i pozdé€jsi zatisi a figuralni obrazy byly
inspirovany kubismem, a politicky karikaturista, je-
hoZz prace vychazely v mezivale¢nych novinach a ¢a-
sopisech jako Dobry den, Sibenicky, Prager Presse
nebo Ndrodni osvobozeni apod. Za vrchol Pelcovy
tvorby jako takové lze povazovat prave jeho karika-
tury z tficatych let, v nichz ¢asto snoubil kreslirsky
um s avantgardni kolazi. Zatimco bychom jen stézi
hledaly tematicky prasecik mezi jeho malbami a ka-
rikaturami, Pelcovy obrazy se v pribéhu celé jeho
kariéry vyznacovaly silnymi ¢ernymi konturami, kte-
ré upominaji na jeho praxi kreslife, a barvami v jimi



as Czechoslovakia, accusing him of disturbing the
peace. The cartoon thus ridiculed the UN’s critique
of the events in Czechoslovakia, where on 25 February
1948, President Edvard Benes surrendered to the pres-
sure of the Communist Party of Czechoslovakia and
named a new government according to the Party’s
demands. The bloodless coup in Czechoslovakia per-
haps spared the country from the fate of Greece, where
the republican uprising led by the Communist Party of
Greece, supported by Yugoslavia and the Soviet Union,
against the government of the Kingdom of Greece, sup-
ported by the United Kingdom and the United States,
resulted in the Greek Civil War (1946-1949). This
conflict became the first of many proxy wars fought
between the Eastern and the Western blocs in the nas-
cent Cold War. A strip of eight cartoons published in
Rudé prdvo on 25 July 1948 thus featured the dove of
peace targeted by an American soldier in Greece, by
an Arab armed by the British in Palestine, by Francisco
Franco in Spain, and by other Western “warmongers”,
until finding refuge in the supposedly prosperous and
peaceful Communist Czechoslovakia.

In the summer of 1948, Pelc’s political cartoons
were exhibited alongside those by Adolf Hoffmeister at
Ars Melantrich at Prague’s Wenceslas Square (18 June -
15 July 1948). The 47 cartoons by Pelc were mostly
a testimony to the rise and fall of fascism in Europe,
but they also included two interwar cartoons in line
with his postwar critique of colonialism and racism -
Black and White (1934) and Abyssinia (1935). In Black and
White (Simplicus 1, 1934, no. 1, 25 Jan 1934), the Statue of
Liberty is depicted holding a bottle of Black and White
Scotch whiskey in its outstretched hand from which
a Black man is hanged. While it does not seem to have
responded to a single lynching - in the years 1882-1968,
nearly 3,500 African Americans were lynched in the
Southern states,” - the cartoon foreshadowed a par-
ticularly brutal lynching of the 23-year-old African-
American Claude Neal in Florida in October 1934. Pelc
revisited the figure of a hanged African American in
1948 in a cartoon entitled How Times Change, or the USA in
1941 and 1948 (Rudé prdvo 28, 1948, no. 86, 11 Apr 1948,
p- 2), showing the continued racial violence in the
USA despite the participation of African Americans in
the US Army during World War II. In Abyssinia: Hello,
a Registered Letter from Geneva (Der Simpl 2, 1935, no. 1,
2 Jan 1935), a white man in a top hat is depicted arriv-
ing with a letter at the site of a massacre of Ethiopian
soldiers. The cartoon was Pelc’s response to the so-
called Abyssinia Crisis following the Walwal incident
of December 1934 between the Kingdom of Italy and
the Empire of Ethiopia, and the meek response to the
fascist aggression from the League of Nations, the pre-
decessor of the postwar United Nations.

Also in 1948, the Ménes Association of Fine Artists
published a monograph of Pelc’s cartoons from the
years 1919-1945, with the introductory essay by the
prominent Czech artist Emil Filla, Pelc’s old friend
and colleague at the Academy of Art, Architecture and
Design.”* As at Melantrich, the publication included
a number of cartoons addressing political events of the
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vymezené plose, coz je typické spiSe pro grafické
techniky nez pro malbu.

Druhého dubna 1948, kratce po komunistickém
pudi, otisklo Rudé prdvo Pelcovu karikaturu znazor-
nujici dva muze, ktefi si osedlali pStrosa symbolizu-
jiciho Organizaci spojenych narodd (OSN) s hlavou
zaborenou do pisku mezi dvéma hromadami mrtvol
oznacenymi jako Spanélsko a Recko. Muzi ukazuji
na jiného muze pracujiciho na oploceném poli, kte-
ré piredstavuje Ceskoslovensko, a obvifiuji ho z na-
ruSovani miru. Karikatura tak zesmésnovala kritiku
ze strany OSN namitenou proti udalostem v Cesko-
slovensku, kde se 25. Ginora 1948 prezident Edvard
Benes podvolil tlaku KSC a jmenoval novou vladu
odpovidajici komunistickym poZadavkdm. Nebyt ne-
krvavého pievratu, mozna by Ceskoslovensko stihl
stejny osud jako Recko, kde republikanské povstant,
vedené Komunistickou stranou Recka a podporo-
vané Jugoslavii a Sovétskym svazem, proti feckému
kralovstvi, na jehoz strané stala Britanie a Spojené
staty, vyustilo v ob¢anskou valku (1946-1949), jez
se v dobé rodici se studené valky stala prvni z mno-
ha zastupnych valek mezi vychodnim a zapadnim
blokem. Rudé prdvo pak 25. ¢ervence 1948 zverej-
nilo Pelcovu sérii osmi karikatur, na nichz holubici
miru ohroZuji americky vojak v Recku, Brity vyzbro-
jeny Arab v Palesting, Francisco Franco ve Spanél-
sku a dalsi zapadni ,vale¢ni §tvaci”, az se ji podafilo
nalézt utocisté v udajné prosperujicim a mirovém
komunistickém Ceskoslovensku.

V 1été 1948 byly Pelcovy politické karikatury
spole¢né s karikaturami Adolfa Hoffmeistera pred-
staveny v prazské vystavni sini Ars Melantrich na Vac-
lavském namésti (18. cervna - 15. cervence 1948).
VétSina ze 47 Pelcovych kreseb se tykala vzestupu
a padu fasSismu v Evropé€, ale dvé mezivale¢né kari-
katury jiz pfedznamenavaly jeho povale¢nou kritiku
kolonialismu a rasismu - Black and White (1934)
a Habes (1935). Prvni z nich (Simplicus |, 1934,
¢. 1, 25. ledna 1934) znézornuje sochu Svobody
s lahvi skotské whiskey znacky Black and White ve
vztylené ruce, z niz visi postava obéSeného cer-
nocha. Nezda se, Ze by 8lo o reakci na konkrét-
ni lyn¢ - v letech 1882 az 1968 bylo v jizanskych
statech zlynéovano na 3500 Afroameri¢an(®®
ale jako by tu Pelc predpovédél obzvlasté brutalni
lyn¢ triadvacetiletého Afroameri¢ana Clauda Neala,
k némuz doslo v fijnu 1934 na Floridé. K posta-
vé obéseného Afroameri¢ana se Pelc vratil v roce
1948, kdy vytvoril karikaturu s ndzvem Jak se casy
méni aneb USA L. P. 1941 a 1948 (Rudé prd-
vo XXVIII, 1948, ¢. 86, 11. dubna 1948, s. 2), upo-
zornujici na pokracujici rasové motivované nasili
v USA navzdory narukovani Afroameri¢ant do ame-
rické armady za druhé svétové valky. Karikatura
Habes: Hald, doporuceny dopis ze Zenevy (Der
Simpl 11, 1935, ¢. 1, 2. ledna 1935) ukazuje bélocha

byli zmasakrovani etiopsti vojaci. Timto dilem umé-
lec okomentoval tzv. habeSskou krizi mezi Italskym
kralovstvim a Etiopskym cisarstvim, jeZ nasledovala
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1930s, which depicted fascist aggression and systemic
racism beyond Europe and thus prefigured his post-
war cartoons, which are the main subject of this essay.
Besides Black and White (1934) and Abyssinia (1935), it
included cartoons addressing the Japanese aggression
in China (1935) and the establishment of Italian Libya in
summer 1934 after the crushing of the Indigenous resist-
ance. One cartoon portrayed the Italian dictator Benito
Mussolini with the Italian King Victor Emmanuel III
in a desert landscape with palm trees and human skel-
etons, referring to the war crimes committed in Libya,
while the other, entitled Prosperity of the Desert (1934;
inv. no. K 16718) showed the Libyan elites receiving
bribes from both the Italians and the British, while the
Libyan people - drawn in black, white, and grey - are
seen in the background reduced to a heap of corpses.
(Fig. 2) Libya reappeared in Pelc’s 1943 cartoon 70 Be,
or Not to Be, published in Festers in Earnest during his exile,
showing Adolf Hitler on the ruins of the Italian Empire
in Libya, holding - instead of the Hamletian skull - the
head of Benito Mussolini following the collapse of
the African front in November 1942. Equally evoca-
tive - though this time in exposing the limits of Pelc’s
anti-colonial sympathies - was the cartoon Two Starving:
The Popular Starving of 1932 and The Unpopular Starving of
1932 (Ndrodni osvobozeni 9, 1932, no. 265, 25 Sep 1932;
inv. no. K45373). It casts Mahatma Gandhi, the leader
of the nonviolent resistance campaign for India’s
independence, against a famished European worker
affected by the Great Depression. While Gandhi is
fasting “For India” in front of a number of journal-
ists with a camera on a tripod, the worker is starving
“For Capital” and a single journalist with a handheld
camera is turning his back to him. The issue that the
Communists, including Pelc, took with Gandhi - assas-
sinated in 1948 - was not his anti-colonial advocacy,
but rather his scepticism towards both capitalism and
communism and their reliance on large-scale industri-
alisation. The monograph thus serves as an overview
of Pelc’s cartoons drawn prior to the Communist coup,
which condemned not only fascist and colonial wars
in Asia and Africa but also the complicity of the local
elites and of non-Communist anti-colonial campaigners
such as Mahatma Gandhi.

When it comes to the events in the Global South
in the late 1940s, the independence of India declared
in August 1947 was rarely celebrated in the Communist
press because Jawaharlal Nehru, the first Prime Minister
of independent India, was not a Communist either. The
anti-colonial hero, as far as the leaders of the USSR and
the Communist parties worldwide were concerned, was
thus the Chairman of the Chinese Communist Party
Mao Zedong, who proclaimed the People’s Republic
of China in October 1949. Yet, Pelc’s cartoons rarely
glorified any leaders, including Stalin; the only figure
which Pelc celebrated after 1948 was the worker, while
he portrayed political leaders only as adversaries. In the
case of China, the cartoons targeted Chiang Kai-shek,
the President of the Republic of China (commonly
known as Taiwan). In a cartoon in Kulturni politika from
12 November 1948, he is portrayed as being kicked by
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po welwelském incidentu z prosince 1934, a mirnou
reakci Ligy narodd, predchidce povale¢né Organi-
zace spojenych narodd, na fasistickou agresi.

V témze roce 1948 vydal Spolek vytvarnych
umélcd Méanes monografii Pelcovych karikatur z let
1919 az 1945 s uvodni eseji z pera vyznacného
c¢eského umeélce Emila Filly, Pelcova starého pfitele
a kolegy z UMPRUM.** Stejné jako vystava v Melan-
trichu i tato publikace obsahovala Fadu karikatur
zachycovaly faSistickou agresi a systémovy rasismus
mimo Evropu a Ize je tudiz chapat jako predchddce
jeho povalecnych kreseb, jeZ jsou hlavnim tématem
této studie. Kromé Black and White (1934) a Habe-
Se (1935) monografie zahrnovala karikatury vénova-
né japonské agresi v Ciné (1935) a ustaveni italské
Libye v 1ét€ 1934 poté, co bylo potlaceno povstani
domorodych obyvatel. Jedna karikatura, odkazuji-
ci na vale¢né zlociny spachané v Libyi, ztvarfiovala
italského diktatora Benita Mussoliniho s italskym
kralem Viktorem Emanuelem Ill. v poustni krajiné
s palmami a lidskymi kostrami, jina, nazvana Pro-
sperita pousté (1934; inv. ¢. K 16718), ukazovala,
jak libyjské elity pfijimaji uplatky od Itall i Brit(, za-
timco na pozadi vidime libyjsky lid - zpodobnény
v ¢erné, bilé a Sedé -, ze kterého nezbylo vic nez
hromada mrtvych tél. (obr. 2) K Libyi se Pelc vra-
til také v roce 1943, kdy v exilu nakreslil karikaturu
Byt ¢i nebyt, jez vysla v Jesters in Earnest. Zachycuje
Adolfa Hitlera na troskach italské riSe v Libyi, jenz
misto hamletovské lebky drzi hlavu Benita Musso-
liniho poté, co se v listopadu 1942 zhroutila africka
fronta. Stejné€ vymluvna byla karikatura Dva hlado-
véjici: Populdrni hladovéjici z r. 1932 a nepopuldrni
hladovéjici z r. 1932 (Ndrodni osvobozeni IX, 1932,
¢. 265, 25. zari 1932; inv. ¢. K45373), jakkoli v tomto
pripadé Pelc narazil na limity svého protikolonialni-
ho citéni. Viidce hnuti za indickou nezavislost a pro-
pagator principu nenasili Mahatma Gandhi tu stoji
proti vyhladovélému evropskému délnikovi stizené-
mu Velkou hospodarskou krizi. Zatimco Gandhi se
posti ,kvili Indii” pred skupinou novinara s fotoapa-
ratem na stativu, déinik hladovi ,kvali kapitalu” pred
jedinym novinarem s ru¢nim fotoaparatem, ktery se
k nému navic toci zady. Komunisté véetné Pelce ne-
méli Gandhimu, na kterého byl v roce 1948 spachan
atentat, za zI€ jeho protikolonialni rétoriku jako spis
to, Zze pohliZzel se skepsi nejen na kapitalismus, ale
i na komunismus a nevéril v masovou industrializaci,
k niz se oba systémy upinaly. Monografie tedy slouzi
jako prehled Pelcovych karikatur z doby pred komu-
nistickym pucem, v nichz umélec odsuzuje jak fasis-
tické a kolonialni valky v Asii a Africe, tak spoluvinu
mistnich elit a nekomunistickych protikolonialnich
vidcu, jako byl Mahatma Gandhi.

Co se tyce udalosti v oblasti globalniho Jihu na
konci Ctyricatych let, komunisticky tisk prilis neja-
sal nad vyhlaSenim indické nezavislosti, k niz doslo
v srpnu 1947, protoZe ani prvni ministersky pred-
seda Indie DZavaharlal Néhrd nebyl komunista.
V ocich vadcd Sovétského svazu a komunistickych
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Antonin Pelc, Prosperity of the Desert, 1934, Indian ink, watercolour, paper, 565 x 537 mm,
Prague, National Gallery in Prague, inv. no. K 16718. © Antonin Pelc, OOA-S 2023

Antonin Pelc, Prosperita pousté, 1934, tus, akvarel, papir, 565 x 537 mm, Praha, Narodni

galerie v Praze, inv. ¢. K 16718. © Antonin Pelc, OOA-S 2023

a giant foot off a rock marked as “China” in response to
the series of defeats he suffered in 1948, leading to his
eventual retreat to the island of Taiwan in December
1949. Symptomatically for the times, Kulturni politika had
a shorter lifespan than Chiang Kai-shek’s rule in main-
land China. Founded in 1945, this cultural and political
weekly with a polemical tone was led by editor-in-
chief Emil FrantiSek Burian - a publicist, poet, theatre
director, and Communist Party politician. While the
weekly sympathised with the Communist Party, it took
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stran po celém svété byl pravym protikolonialnim
hrdinou predseda Komunistické strany Ciny Mao
Ce-tung, ktery v Fijnu 1949 vyhlasil vznik Cinské li-
dové republiky. Presto Pelc zfidkakdy oslavoval ja-
kékoli vedouci predstavitele, véetné Stalina; jedinou
postavou, na kterou pél 6dy po roce 1948, byl dél-
nik, kdeZto politické lidry licil vyhradné jako zaporné
postavy. V piipadé Ciny se jeho kresby strefovaly do
Cankajska, prezidenta Cinské republiky (vieobecné
znamé jako Tchaj-wan). Na karikature, kterad vysla
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Antonin Pelc, Clear Stance in the Colonial Question, 1949, Indian ink, watercolour, cardboard,
429 x 440 mm, Prague, National Gallery in Prague, inv. no. K 45529. © Antonin Pelc,
OOA-S 2023

Antonin Pelc, Jasné stanovisko v kolonidlni otdzce, 1949, tus, akvarel, lepenka, 429 x 440 mm,
Praha, Narodni galerie v Praze, inv. ¢. K 45529. © Antonin Pelc, OOA-S 2023

a more liberal stance on the titular cultural policy. This
ultimately led to its closure in September 1949 after it
published a parody of socialist realist poems by the
formerly avant-garde poet Vitézslav Nezval, which the
Party interpreted as an attack not only on the poet but
also its own policies and leaders.”

1949-1952: A Clear Stance in the Colonial Question?

On 21 January 1949, Pelc’s cartoon Clear Stance appeared
on the front page of Kulturni politika, responding to
the Indonesian War of Independence (1945-1949)
fought by the Republic of Indonesia, the former Dutch
East Indies, against the Dutch Empire. The coloured
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12. listopadu 1948 v Kulturni politice, vidime, jak
ho obfi noha skopava ze skaly s napisem ,Cina”. |de
o Pelcovu reakci na sérii porazek, které Cankajsek
utrpél v roce 1948 a které nakonec, v prosinci 1949,
vedly k jeho Ustupu na tchajwansky ostrov. Pro da-
nou dobu je pfiznacné, ze Kulturni politika méla
jesté kratsi Zivotnost nez Cankajékova vlada na tze-
mi pevninské Ciny. Tento kulturni a politicky tydenik
s polemickym zabarvenim vznikl v roce 1945 a jeho
Séfredaktorem byl publicista, basnik, divadelni rezi-
sér a komunisticky funkcionar Emil FrantiSek Burian.
Tydenik sice sympatizoval s KSC, ale ohledné kultur-
ni politiky, jiz mé&€l v nazvu, zaujimal liberaln&jsi po-



version of the cartoon’s ink drawing, with an extended
title, Clear Stance in the Colonial Question (inv. no. K 45529),
can be found in the National Gallery’s Collection of
Prints and Drawings. (Fig. 3) Amidst tropical foliage,
we see a cigar-smoking white man seated on a box,
bearing the imprint “U.S.A.”, as he types a “Protest
against the events in Indonesia” on a typewriter set on
a campaign table. In the foreground, a white soldier
in a tropical helmet is about to cut the throat of an
unarmed and shirtless Black man with a knife “Made in
U.S.A.” It is not immediately clear whether the brutal
scene is also taking place in Indonesia or whether it is
rather supposed to represent the US military interven-
tions elsewhere in the Global South while protesting
the Dutch involvement in Indonesia. The ambiguity
is further enhanced by the fact that, as I will dem-
onstrate in the course of this essay, Pelc’s figure of
a Black man was not intended to represent a person
of African descent, but rather a generic citizen of the
Global South, with the exceptions of contexts such as
Palestine or China. Hence, Pelc portrayed Indonesians
as Black also in his earlier drawings. In a cartoon strip
published in Rudé pravo (Rudé prdvo 26, 1946, no. 225,
28 Sep 1946, p. 3) we see a frame with a Dutch soldier
killing a Black man with a bayonet against the back-
drop of a barren landscape marked by a single palm
tree. Similarly, the cartoon entitled We Have Already Been
Here, published in Kulturni politika in 1947, showed
a Black man being killed by a bayonet while a cannon
“Made in Holland” fires at the Atlantic Charter - a joint
1941 statement of the USA and the UK on the postwar
world order, including the right to self-determination
of nations (despite the fact that for the British Prime
Minister Winston Churchill, this right only applied to
the European nations under the occupation of Nazi
Germany and its allies). In any case, the message of
Clear Stance - the hypocrisy of the US foreign policy - is
clear: on the one hand, under the threat of withdrawing
the finances provided by the US-funded Marshall Plan
(the European Recovery Program), the USA - along-
side the United Nations - put an effective pressure on
the Netherlands to transfer the sovereignty over the
Dutch East Indies to the United States of Indonesia,
and thus end the Indonesian War of Independence
(1945-1949); on the other hand, as the Japanese politi-
cal scientist Kan Hideki observed, “The US attitude
toward self-determination, self-government and anti-
colonialism was ambiguous and often remained rhetori-
cal. The anti-colonial ideology almost always gave way
to US security needs and anti-communism.”"’
Considering the Soviet “stance in the colonial ques-
tion”, the Stalinist USSR was not directly involved in
the affairs of the Global South in this period, besides
its support of the Communists in China and its immi-
nent involvement in the Korean War (1950-1953). As
the historians Paul Betts and Radina Vuceti¢ stated,
the period from the end of World War II to the death
of Stalin in 1953 was for the USSR a period of a rela-
tive isolation, during which energies were devoted to
the postwar recovery and to the territories in Eastern
Europe which fell within the sphere of Soviet influ-
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stoje. To nakonec, v zari 1949, vyustilo v jeho zruse-
ni poté, co otiskl parodii na socialisticko-realistické
basné nékdejsiho avantgardniho basnika Vité€zslava
Nezvala, kterou si strana vysvétlila jako utok nejen
na basnika samotného, ale i na své viidce a jejich
politiku.®

1949-1952: Jasné stanovisko v kolonialni otazce?

Jednadvacatého ledna 1949 se na titulni strané Kul-
turni politiky objevila Pelcova karikatura Jasné sta-
novisko reagujici na indonéskou valku za nezavislost
(1945-1949), v niz Indonéska republika, byvala Ni-
zozemska vychodni Indie, bojovala proti Nizozem-
ské kolonialni FiSi. Barevnou verzi tuSové kresby
s rozsifenym nazvem Jasné stanovisko v kolonidlni
otdzce (inv. ¢. K 45529) Ize nalézt ve Sbirce grafi-
ky a kresby Narodni galerie v Praze. (obr. 3) Béloch
s doutnikem obklopeny tropickou vegetaci a sedici
na bedné s napisem ,USA" vytukava na psacim stroji
poloZeném na polnim stolku ,Protest proti udalos-
tem v Indonésii”. V popredi vidime bilého vojaka
v tropické helmé, ktery se chysta nozem ,made in
USA" podfiznout hrdlo neozbrojenému, do pdli téla
nahému cernochovi. Neni zcela zfejmé, zda se tato
brutalni scéna odehrava také v Indonésii, nebo zda
ma v ramci protestu proti nizozemskym zasahim
v Indonésii reprezentovat intervence americké arma-
dy jinde na uzemi globalniho Jihu. Nejednoznaéné
vyznéni déle posiluje skutecnost, Ze Pelclv cernoch
neni - jak si ukaZzeme pozdégji - zamyslen jako zob-
razeni ¢lovéka afrického plvodu, nybrz generického
obcana globalniho Jihu, vyjma vyjimecnych kontex-
t0, jako byla Palestina nebo Cina. Ze stejného da-
vodu dava Pelc Indonésaniim cernosskou podobu
uz ve svych predchozich kresbach. V kresleném pfi-
béhu otist€ném v Rudém prdvu (Rudé prdvo XXVI,
1946, ¢. 225, 28. zari 1946, s. 3) vidime v jednom
z okének, jak nizozemsky vojak zabiji ¢ernocha ba-
jonetem na pozadi pusté krajiny s jedinou palmou.
Podobné karikatura Tady uz jsme jednou byli, uve-
fejnéna v roce 1947 v Kulturni politice,*® ukazuje,
jak ¢ernocha napichuji na bajonet, zatimco kanén
».made in Holland" stili na Atlantickou chartu - spo-
lecné prohlaseni USA a Britanie ve véci povalecné-
ho svétového usporadani z roku 1941, véetné prava
na narodni sebeurceni (navzdory faktu, Ze britsky
ministersky predseda Winston Churchill toto pravo
priznaval pouze evropskym naroddm pod okupac-
ni spravou nacistického Némecka a jeho spojenct).
Poselstvi Jasného stanoviska v kolonidlni otdzce je
kazdopadné zrejmé: poukéazat na pokrytectvi ame-
rické zahrani¢ni politiky. Na jednu stranu - pod
hrozbou preruseni finanéni podpory poskytované
na zdkladé Amerikou dotovaného Marshallova pla-
nu (Planu evropské obnovy) - Spojené staty spolu
s OSN vyvinuly Gcinny tlak na Nizozemsko, aby pre-
dalo svrchovanost nad Nizozemskou vychodni Indif
Spojenym statm indonéskym, a tim ukoncilo indo-
néskou valku za nezavislost (1945-1949). Na dru-
hou stranu, jak podotyka japonsky politolog Kan Hi-
deki, byl ,,americky postoj k sebeurceni, samospravé
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ence, including Czechoslovakia. Only following the
death of Stalin did the USSR, under the leadership of
Nikita Khrushchev, begin to expand its influence in the
various countries of the Global South undergoing the
process of decolonisation, focusing on Africa in par-
ticular.” “What little attention was paid to Africa in the
Stalin Era,” write Betts and Vucetié, “was chiefly related
to the Comintern, mostly in the form of dissatisfaction
at the absence of Communist parties in Africa.”" Pelc’s
anti-colonial cartoons thus do not show any Soviet
or Communist involvement in the Global South and
instead aim to delegitimise the Western bloc, consisting
of numerous European colonial powers.

The anti-colonial struggle was, however, addressed
in the Communist press, including Rud¢ prdvo, which
in 1948 covered the Anti-British National Liberation
War in Malaysia (1948-1960), the Indonesian War of
Independence (1945-1949), the Anti-French Resistance
War in Vietnam (1946-1954), and the Malagasy Uprising
against French rule in Madagascar (1947-1949).” The
Communist Party’s role in the anti-colonial strug-
gle became particularly prominent after the vic-
tory of the Communists in the Chinese Civil War
in December 1949. Already on 14 August 1949, Rudé
prdvo featured a full page article “One Billion People
Are Fighting: The Struggle of the Colonial Nations
Against Imperialism” by R. Palme Dutt, a chief theorist
of the Communist Party of Great Britain, who was of
Indian and Swedish ancestry. The article was intro-
duced by two quotations by Stalin. The following page
was dedicated to the independence struggles in China,
Vietnam, Burma (today’s Myanmar), India, Indonesia,
Malaysia, and the African continent at large, summed
up in shorter sections written and edited by the Czech
authors K. Winter, E. Fries, K. Marek, B. Rohan, and
A. Pettina.” Two years later, R. Palme Dutt’s book
Britain’s Crisis of Empire (1949) was also published in
Czech translation as Krise Britského imperia (Prague 1951),
providing an alternative to domestic sources such
as the Czech-German-Jewish sinologist, philologist,
and historian Walter Stamberger’s Kolonie proti imperial-
ismu (Colonies against Imperialism) (Prague 1951) or
the Slovak-British-Jewish historian of science Mikulas
Teich’s Krise kolonidini soustavy a boj za mir v kolonidinich
a zdvislych zemich (The Crisis of the Colonial System and
the Struggle for Peace in Colonial and Dependent
Countries) (Prague 1951).* The main message of these
publications was the claim that the struggle of the
colonised countries for their independence is chiefly
led by the working class and the Communist Party as its
“avant-garde,” and that - in a very instrumental under-
standing of the relevance of decolonisation struggles
for the Czechoslovak readers - the decolonising coun-
tries were becoming an important source of support for
the Communist “Peace Camp”. These publications and
their political message are thus an important source
for the understanding of the relevance of the subject of
decolonisation for Pelc’s cartoons too.

In August and September 1950, a retrospective
exhibition of Pelc’s work was held at the exhibition hall
of Uméleckd Beseda (Artists’ Association), continued
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a antikolonialismu nejednoznacny a casto pouze ré-
toricky. Protikolonidini ideologie musela témér vZdy
ustoupit potfebdm americké bezpecnosti a antiko-
munismu”. "

Pokud jde o sovétské ,stanovisko v kolonial-
ni otazce”, stalinsky Sovétsky svaz se v této dobé
déni na Uzemi globalniho Jihu primo nedcastnil,
s vyjimkou podpory cinskych komunistl a bezpro-
stfedné nasledujiciho zapojeni do korejské valky
(1950-1953). Jak uvadéji historici Paul Betts a Radi-
na Vuceti¢, v obdobi od konce druhé svétové valky
do Stalinovy smrti v roce 1953 se Sovétsky svaz po-
meérné izoloval a veskerou energii vénoval povalec¢né
obnové a tzemi ve vychodni Evropé, ktera se - vcet-
né Ceskoslovenska - dostala do sovétské sféry vlivu.
Teprve po Stalinové smrti, za vlady Nikity Chrusco-
va, zacal Sovétsky svaz rozsirovat svij vliv v rlznych
zemich globalniho Jihu, které prochazely procesem
dekolonizace, zejména pak v Africe.'® ,Byla-li za Sta-
linovy éry vénovdna Africe néjakd pozornost”, pisi
Betts a Vuceti¢, ,zpravidla souvisela s Kominternou
a vétsinou méla podobu projevii nespokojenosti
s neexistenci komunistickych stran v Africe”.* Pel-
covy protikolonialni karikatury tudiZz nezobrazuji
sovétskou nebo komunistickou angazovanost v ze-
mich globalniho Jihu a misto toho se zaméruji na
delegitimizaci zapadniho bloku, ktery sestaval z fady
evropskych kolonialnich mocnosti.

Komentovanim protikolonidlniho boje se nic-
mén¢ zabyval komunisticky tisk, véetné Rudého pra-
va, které v roce 1948 informovalo o protibritské val-
ce narodniho osvobozeni v Malajsii (1948-1960),
indonéské valce o nezavislost (1945-1949), valce
odporu proti francouzské nadvladé ve Vietnamu
(1946-1954) a malgasském povstani proti fran-
couzské spravé na Madagaskaru (1947-1949).%°
Uloha komunistickych stran v protikolonialnim
boji nabyla na vyznamu hlavné po vitézstvi komu-
nistd v ¢inské obcanské valce v prosinci 1949. Uz
14. srpna 1949 Rudé prdvo otisklo celostrankovy
¢lanek fedna miliarda lidi bojuje: Boj kolonidlnich
ndrodd proti imperialismu od britsko-indicko-
-§védského hlavniho teoretika Komunistické strany
Velké Britanie R. Palmeho Dutta. Clanek uvozovaly
dva Stalinovy citaty. Dalsi stranka obsahovala krat-
§i prispévky vénované bojtim za nezavislost v Cing,
ve Vietnamu, Barmé (dnesnim Myanmaru), Indii,
Indonésii, Malajsii a na celém africkém kontinentu,
sepsané a zredigované ¢eskymi autory K. Winterem,
E. Friesem, K. Markem, B. Rohanem a A. Petfinou.?
O dva roky pozdéji vysel také cesky preklad Duttovy
knihy Britain’s Crisis of Empire (Londyn 1949) s na-
zvem Krise Britského imperia (Praha 1951), ktery
¢tenardm poskytl alternativu k domacim tituldm,
jako byly Kolonie proti imperialismu (Praha 1951)
c¢esko-némecko-zZidovského sinologa, filologa a his-
torika Waltera Stambergera, nebo Krise kolonidl-
ni soustavy a boj za mir v kolonidlnich a zdvislych
zemich (Praha 1951) z pera slovensko-britsko-
-zidovského historika védy Mikulase Teicha.?? Hlav-
nim poselstvim téchto publikaci bylo tvrzeni, Ze boj
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Antonin Pelc, America-England: Colonies,
colonies! and The fighting in Malaya will
continue, and unrest will also appear in
Africa, 1948, in: Antonin Pelc and Vaclav
Lacina, £ domova a ciziny. Karikatury na
soucasné svétové uddlosti, Prague 1950, n.p.
© Antonin Pelc, OOA-S 2023

Antonin Pelc, Amerika-Anglie: Kolonie,
Kolonie! a Boje v Malajsku budou trvat ddle,
také v Africe vzniknou nepokoje, 1948, in:
Antonin Pelc - Vaclav Lacina, Z domova

a ciziny. Karikatury na soucasné svétové
uddlosti, Praha 1950, nepag. © Antonin Pelc,
OOA-S 2023
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Antonin Pelc, His Majesty Corruption, 1950,
in: Dikobraz 6, 1950, no. 11, 14 Mar 1950,
cover page. Photo: © National Library
of the Czech Republic. © Antonin Pelc,
OOA-S 2023

Antonin Pelc, Jeho Veli¢enstvo korupce,
1950, in: Dikobraz V1, 1950, ¢. 11,

14. brezna 1950, titulni strana. Foto:

© Narodni knihovna CR. © Antonin Pelc,
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in September and October at the Manes Association of
Fine Artists.” Inaugurated by the satirical writer
Vaclav Lacina, it was organised under the auspices of
the Minister of Education, Zdené¢k Nejedly, and the
Minister of Information and Public Education, Vaclav
Kopecky, as a part of the programme of the conference
of the International Union of Students, a worldwide
nonpartisan association of university student organisa-
tions founded in Prague in 1946. While the catalogue
included a few cartoons from 1919-1949, it is unclear
if the exhibition also included any anti-colonial car-
toons. The exhibition’s closing section was, however,
dedicated to cartoons targeting the US “throat-cutting
thugs” in Korea,” such as MacArthur’s War Machine in
Korea (1950; inv. no. K 45517), a theme which widely
resonated with a number of Western left-wing artists
as well, such as Pablo Picasso in his anti-war painting
Massacre in Korea (1951).

In the same year Antonin Pele. X domova a ciziny
(Antonin Pelc: Domestic and Foreign Affairs) was pub-
lished, with the introduction by Vaclav Lacina, which
brought together Pelc’s political cartoons from Kulturni
politika, Rud¢ prdvo, and Literdrni noviny, including Clear
Stance as well as cartoons on the situation in Palestine,
Greece, China, West Germany, and the USA. Two car-
toons in particular republished here from Rudé privo
(1948, specific dates unavailable) foreshadowed Pelc’s
coverage of the decolonisation struggle in the early
1950s. The first one, entitled America-England: Colonies,
colonies!, showed the postwar scramble for colonies
between the USA and the UK - although the US ambi-
tions for influence in the colonies differed from those
of the British Empire. The other showed the British
Foreign Affairs Secretary Ernest Bevin standing on
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kolonialnich zemi za nezavislost je veden predevsim
délnickou tfidou a komunistickou stranou coby jejim
predvojem, a Ze - ve smyslu velmi instrumentalniho
chapani relevance dekolonizaéniho boje pro ¢esko-
slovenské ¢tenare - dekolonizované zemé se stavaji
dilezitym zdrojem podpory komunistického ,mi-
rového tadbora”. Zminéné knihy a jejich hlavni poli-
tickd myslenka jsou tudiZz vyznamnym materialem,
chceme-li pochopit, pro¢ bylo téma dekolonizace
relevantni pro Pelce a jeho karikatury.

V srpnu a zari 1950 probihala ve vystavni sini
Umélecké besedy Pelcova retrospektiva, ktera v zari
a fijnu pokracovala ve Spolku vytvarnych umélct
Manes.? Zahajil ji satirik Vaclav Lacina a konala se
pod zastitou ministra Skolstvi Zdenka Nejedlého
a ministra informaci a osvéty Vaclava Kopeckého
jakozto soucast programu konference Mezinarod-
niho svazu studenstva, celosvétového nestranického
sdruzeni vysokoskolskych studentskych organizaci,
zalozeného roku 1946 v Praze. Do katalogu bylo sice
zarazeno né€kolik karikatur z let 1919 az 1949, ale
neni jasné, zda se na vystave objevily také protikolo-
nidlni kresby. Zavére¢na &ast vystavy byla nicméné
vénovana karikaturam zamérenym proti americkym
Jhrdlorfezim” v Koreji,** jako byla MacArthurova vd-
le¢nd masina v Koreji (1950; inv. ¢. K 45517), coz
bylo téma, které silné oslovovalo i fadu zapadnich
levicovych umélct, napr. Pabla Picassa, autora pro-
tivale¢ného obrazu Masakr v Koreji (1951).

V témze roce vysla publikace Antonin Pelc. Z do-
mova a ciziny s predmluvou Vaclava Laciny, v niz
byly publikovany Pelcovy politické karikatury z Kul-
turni politiky, Rudého prdva a Literdrnich novin,
vcetné Jasného stanoviska, vedle kreseb reagujicich

ESSAYS/STUDIE



the globe with smoke rising from territories marked as
Greece, Palestine, and Malaya, declaring: “The fighting
in Malaya will continue, and unrest will also appear in
Africa”, thus predicting the course of continued decolo-
nisation and crumbling of the British Empire during
the 1950s. (Fig. 4)

The years 1950 and 1951, however, saw a tempo-
rary decline in the coverage of anti-colonial struggle,
possibly eclipsed by the onset of the Korean War.
Besides the Korean War, Pelc also thematised the First
Indochina War (1946-1954) fought between France and
Viét Minh (Democratic Republic of Vietnam). In His
Majesty Corruption (Dikobraz 6, 1950, no. 11, 14 Mar 1950),
corruption is personified as a giant man in a tuxedo
and top hat, towering above the French Chamber of
Deputies and reaching with his bloodied hand toward
the war victims marked by a sign “Vietnam”. (Fig. 5)
The victims are, as in the case of the Indonesian war,
portrayed as Black men, some of whom are wear-
ing - instead of the Vietnamese palm-leaf conical hat,
nén ld - the Martiniquan bakoua hat. Although the
French forces deployed in Vietnam also included sol-
diers from Martinique, what seems to be at play here
is Pelc’s repeated, even repetitive, use of Martiniquan
men as tokens for the colonised and enslaved peoples
of the world, whether in the Caribbean, Africa, Asia,
or even the USA - as I will further demonstrate on
the example of the cartoon Batile of Two Imperialisms.
For example, in Pelc’s 1961 cover for the 1940 book
Poctivy Abe (Honest Abe) by Antonin Zhot, a novel on
the life of the US President Abraham Lincoln, who
issued the Emancipation Proclamation (1863) free-
ing the enslaved African Americans, an oval portrait
of President Lincoln is set against the background of
a landscape filled with a crowd of Martiniquan men in
bakoua hats and women in headscarves, this time pre-
sumably cast as African Americans celebrating the aboli-
tion of slavery. The Martiniquan men, and occasionally
women as well, thus play a role similar to tropical foliage
or desert with palm trees as generic representations of
the landscape of the Global South, presumably based
on Pelc’s memories of the tropical forest of Martinique
and the desert of Morocco encountered during his
escape from Europe. Notably, the natural landscape of
both the desert and the tropical forest, devoid of any
cultural landmarks or industrialisation, involuntarily
enhances the often reproduced biased view of the for-
mer colonies as places abundant in natural resources yet
lacking in any culture and trapped in the pre-modern
era, despite the fact that Pelc travelled through the busy
harbours of Casablanca and Fort-de-France. Unlike
Adolf Hoffmeister, Antonin Pelc seems to have lacked
an interest in Indigenous peoples and their heritage.

A certain deviation from this formula is the cartoon
Dawn in the Colonies (1951?). (Fig. 6) Although I have
not managed to trace the original publication of the
cartoon in the Czech press, in Antonin Pelc v boji za mir
(Antonin Pelc in the Struggle for Peace) (1954), it was
republished as a cutout from the Dutch or possibly
Flemish newspaper Voorwaarts.® A poster and a postcard
version are also stored in Pelc’s estate in the Archive of
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na situaci v Palesting, Recku, Cing, NSR a USA.
Pelcliv zajem o dekolonizacni boj z prvni poloviny
padesatych let pak predznamenavaji zejména dvé
karikatury pretisténé z Rudého prdva (1948, pres-
né data nejsou k dispozici). Prvni, nazvana Ameri-
ka-Anglie: Kolonie, kolonie!, zachycovala povale¢né
pretahovani o kolonie mezi USA a Velkou Britanii -
ackoli americké ambice ohledné uplatfiovani vlivu
v koloniich se od téch britskych liSily. Druha znazor-
fovala britského ministra zahrani¢i Ernesta Bevina
stojiciho na zemékouli, z nizZ stoupa kouf v mistech
oznacenych Recko, Palestina a Malajsko, s legen-
dou ,Boje v Malajsku budou trvat dale, také v Africe
vzniknou nepokoje”, ktera predpovidala prabéh po-
kracujici dekolonizace a rozklad Britského impéria
bé&hem padesatych let. (obr. 4)

V letech 1950 a 1951 doslo v medialnim pokry-
vani protikolonialniho boje k doc¢asnému atlumu,
snad proto, Ze jej zastinilo propuknuti korejské val-
ky. Kromé této valky se Pelc zabyval tématem prvni
indocinské valky (1946-1954) mezi Francii a Viét
Minhem (Demokratickou republikou Vietnam).
V karikature Jeho Velicenstvo korupce (Dikobraz VI,
1950, ¢. 11, 14. brezna 1950) zosobnuje korupci obr
ve fraku a cylindru, tycici se nad francouzskou posla-
neckou snémovnou a natahujici zakrvadcenou ruku
k vale¢nym obétem oznadenym napisem ,Vietnam”.
(obr. 5) Obéti jsou stejné jako v pripad€ indonéské
valky cernosského vzezrfeni a nékteré maji misto
nén ld, vietnamského kénického klobouku z pal-
movych listl, klobouk z listd pandanu, jaky se nosi
na Martiniku. Ackoli ve francouzskych jednotkach
rozmisténych ve Vietnamu slouzili i vojaci z Marti-
niku, zde se patrné jedna o Pelcovo opé€tovné, ba az
repetitivni uziti muze z Martiniku coby symbolu ko-
lonizovanych a zotrocenych narodud kdekoli na své-
té - v Karibiku, Africe a Asii, ¢i dokonce v USA -, jak
si pozdéji ukdzeme na prikladu karikatury Boj dvou
imperialismi. Na obélku z roku 1961 k roméanu An-
tonina Zhore s nazvem Poctivy Abe (Praha 1940)
pojednavajicimu o zivoté¢ amerického prezidenta
Abrahama Lincolna, ktery v roce 1863 vydal Prohla-
Seni o zrovnopravnéni otrokll osvobozujici zotro-
¢ené Afroamericany, Pelc umistil Lincolndv ovalny
portrét na pozadi krajiny poseté muzi v pandano-
vych kloboucich a Zenami v Satcich, kteri tentokrat
patrné ztélesnovali Afroameric¢any slavici zruSeni ot-
roctvi. Muzi a prilezitostné také Zeny z Martiniku tak
sehravaji roli nikoli nepodobnou tropické vegetaci
¢i pousti s palmami, které jsou generickymi zobra-
zenimi krajiny globalniho Jihu, vychazejici, jak lze
predpokladat, z Pelcovych vzpominek na tropické
lesy Martiniku a marockou poust, s nimiz se setkal
pri ut€éku z Evropy. Stoji za pozornost, ze krajina
pousté ¢i tropického lesa oprosténa od jakychko-
li kulturnich pamatek a industrializace nevédomky
podporuje casto opakovany predsude¢ny pohled
na byvalé kolonie jakoZto mista s hojnosti pfirod-
niho bohatstvi, ale postradajici kulturu a uvéznéna
v pfedmoderni dobé&, navzdory tomu, Ze Pelc projiz-
dél rusnymi pristavy Casablancou a Fort-de-France.
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Antonin Pelc, Dawn in the Colonies, 1951(?), Prague, Archive
of the National Gallery in Prague, Antonin Pelc Fonds,
acc. no. AA 2839. © Antonin Pelc, OOA-S 2023

Antonin Pelc, V koloniich svitd, 1951(?), Praha, Archiv Narodni
galerie v Praze, fond Antonin Pelc, pfir. ¢. AA 2839. © Antonin
Pelc, OOA-S 2023

the National Gallery in Prague,” suggesting its circula-
tion outside of the context of the newspapers, although
its exact use remains unknown. The cartoon shows
a landscape with tropical vegetation and a collaps-
ing pyramidal structure built of bayonets supporting
a throne on its top, with the inscription “Imperium”.
Against the contrasting black background of the night
sky broken in the lower part by an orange stripe repre-
senting the titular dawn and a white stripe representing
the coming day, a white man dressed in white is falling
off the toppled throne, with his tropical helmet and
pipe falling off, and his hand still holding a broken
chain. The other end of the chain is hanging from
a handcuff around the wrist of a Black man who is free-
ing himself from among the bayonets forming a prison
at the base of the structure, thus destabilising the whole
ziggurat and arming himself with of one the bayonets.
The awakened Black man is only dressed in white
trousers, contrasting both with his skin and with the
landscape behind him, while his exposed upper body is
rendered in black and orange similarly to the landscape
behind him that is ablaze with the sun rays of the dawn
as well as the awakened revolutionary consciousness
fuelling the liberation struggle. In a slightly altered
version of the print, published in Antonin Pelc v boji za mir
(1954), the orange colour is replaced by red, while the
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Antonin Pelc, Battle of Two Imperialisms, 1952, in:
Dikobraz 8, 1952, no. 11, 16 Mar 1952, cover page. Photo:
© National Library of the Czech Republic. © Antonin
Pelc, OOA-S 2023

Antonin Pelc, Boj dvou imperialismd, 1952, in:
Dikobraz VIII, 1952, &. 11, 16. brezna 1952, titulni
strana. Foto: © Narodni knihovna CR. © Antonin Pelc,
OOA-S 2023

Zda se, Ze Pelc se na rozdil od Adolfa Hoffmeistera
o domorodé obyvatele ani jejich kulturni dédictvi ni-
jak nezajimal.

Jistou odchylku od tohoto schématu predsta-
vuje karikatura V koloniich svita (19517). (obr. 6)
PrestoZe se mi nepodafrilo dohledat pavodni vydani
v Ceském tisku, kresba se objevila v knize Antonin
Pelc v boji za mir (1954) ve formé vystrizku z nizo-
zemskych & snad vlamskych novin Voorwaarts.”
V Pelcové pozUstalosti ulozené v Archivu Narodni
galerie v Praze se nachazi plakatova a pohlednicova
verze,? z ¢ehoz Ize dovodit, ze se karikatura $ifila
i mimo tisk, ackoli jeji presné pouziti z(stava nejas-
né. Kresba znadzornuje krajinu s tropickou vegetaci
a hroutici se pyramidou z bajonetd podpirajicich
trdn s napisem ,Impérium”. Na kontrastnim cer-
ném pozadi, tvoreném nocni oblohou prechazejici
ve spodni ¢asti v oranZzovy pruh predstavujici Usvit
a bily pruh symbolizujici pfichod nového dne, vidi-
me, jak bily muz v bilém odévu pada z prevraceného
tranu, ztraci tropickou helmu a dymku, ale v ruce
jesté drzi pretrzeny ret€z. Druhy konec retézu visi
z pout obepinajicich zapésti ¢ernocha, jenz se osvo-
bozuje z vézeni tvorfeného bajonety v zdkladné pyra-
midy, ¢imz cely zikkurat destabilizuje, a vyzbrojuje se
jednim z bajonetd. Probuzeny ¢ernossky muz ma na
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landscape remains in grey tones. Although the limited
colour palette is dictated by the requirements for print-
ability and mass reproducibility of the image, it does
not compromise the artistic rendering of the motif.
While the reference to the recent liberation of the vari-
ous nations in Asia and the imminent liberation of the
various nations in Africa from the European colonial
rule is obvious, the figure of the Black man, this time
without the bakoua hat, seems to be less generic. This
is despite the fact that the cartoon’s title suggests “the
colonies” in general rather than a specific event or loca-
tion. The motif of the dawn in the cartoon and its title
was a metaphor often associated with national awak-
ening, such as in the Czech traveller Ladislav Mike§
Parizek’s novel Africké svitdni (African Dawn; Prague
1952) or his published lecture Afrika se probouzi (Africa Is
Awakening; Prague 1953). The latter was also the title
of Adolf Hoffmeister’s Indian ink drawing from the
Stockholm series from 1958, in which a figure of a Black
man in a white loincloth stands in the sea, holding up
the African continent from which tropical helmets, top
hats, cowboy hats, and kepis are falling into the sea.

1952: Between Anti-Imperialism, “Socialist
Chromatism”, and Anti-Semitism

The early 1950s saw the peak of Pelc’s state recognition:
in 1951, he was named a laureate of the State Award by
the Czechoslovak government, and in 1952, he became
a laureate of the Czechoslovak Peace Award. The
year 1952 also marked a renewed interest in the anti-
colonial struggle on the pages of Rud¢ prdve,” inform-
ing its readers about the situation in Tunisia, Egypt,
Libya, Malaysia, Iran, Iraq, and Kenya.”® It was also
in 1952 that Pelc’s two major anti-colonial cartoons
appeared on the cover pages of Dikobraz, a satirical
weekly founded in July 1945 by the writer Jaroslav
Vojtéch. After the coup d’état in February 1948, Dikobraz
enjoyed the support of Vaclav Kopecky, the Minister
of Culture and Information and chief ideologue of
the Communist Party of Czechoslovakia during the
leadership of Klement Gottwald.?

Besides Colonial Imperialism Yesterday and Tomorrow, dis-
cussed in the opening of this essay, the other cartoon
was Baitle of Two Imperialisms (Dikobraz 8, 1952, no. 1,
16 Mar 1952).* (Fig. 7) In the cartoon, set again in
a desert landscape - this time without any palm trees -
British Prime Minister Winston Churchill is seen hang-
ing from the tympanum of a collapsing neoclassical
portico whose architrave bears the inscription “British
Imperialism”, while the tympanum itself is marked with
the sign of the British pound. The portico’s columns
are being smashed by a figure of a Black man, dressed
only in a loincloth and a bakoua hat, with a torn chain
still dangling from a handcuff around his left wrist,
representing his recent liberation as in the case of
the man from Dawn in the Colonies. His exposed torso
and limbs in tones of black and brown are contrasted
against the white background of the sky. The ruined
classical portico in the desert landscape is also strongly
reminiscent of Pelc’s wartime cartoon on the defeat of
the Italian fascists in Libya and North Africa, where
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sobé& pouze bilé kalhoty kontrastujici jak s jeho kizi,
tak s krajinou za nim, kdezto jeho odhalena horni
polovina téla ma ¢erno-oranzZovou barvu podobné
jako krajina na pozadi, rozsvicena rannimi paprsky
slunce a planouci procitnutym revolu¢nim uvédo-
ménim pohanégjicim osvobozenecky boj. Ve vyse
uvedené knize se tato karikatura objevuje v mirné
pozménéné barevnosti - oranzovou nahradila ruda,
zatimco krajina si ponechala Sedivé odstiny. Ome-
zena barevna paleta je dana potrebami grafického
tisku a pozadavkem masové reprodukovatelnosti,
ale to neznamen3, Ze by umélecké ztvarnéni znazor-
néného motivu jakkoli utrpélo. Odkaz na nedavné
osvobozeni rliznych asijskych narodl a neodvratné
se blizici osvobozeni mnoha africkych narodt od ev-
ropské kolonialni nadvlady je zcela zfejmy, postava
muze, tentokrat bez pandanového klobouku, vSak
plsobi méné genericky. Je tomu tak navzdory nazvu
karikatury, jenz se vztahuje spiSe ke koloniim obecné
nez ke konkrétni udalosti nebo mistu. Motiv svitani,
jenz je zde zachycen obrazem i slovem, predstavuje
metaforu ¢asto spojovanou s narodnim procitnutim,
jako napf. v romanu ceského cestovatele Ladislava
Mikese Parizka Africké svitani (Praha 1952) nebo
v jeho publikované prednasce Afrika se probouzi
(Praha 1953). Stejné jako posledné uvedena pub-
likace se jmenuje také tuSova kresba Adolfa Hoff-
meistera ze stockholmského cyklu z roku 1958, na
niz je zobrazen ¢ernoch v bilé bederni rousce, jak
stoji v mori a nad hlavou drzi africky kontinent, z né¢-
hoZz do more padaji tropické helmy, cylindry, kov-
bojské klobouky a vojenské ¢apky képi symbolizujici
rtzné kolonialni utlacovatele.

1952: Mezi antiimperialismem, ,socialistickym
chromatismem” a antisemitismem

Pocatkem padesatych let se Pelcovi dostalo vrchol-
nych statnich poct: v roce 1951 mu ceskoslovenska
vldda udélila Statni cenu a roku 1952 ziskal Mirovou
cenu Ceskoslovenska. V roce 1952 se také na stran-
ky Rudého prdva znovu vratil zajem o téma protiko-
lonialniho boje? a novinafi informovali ¢tenare o si-
tuaci v Tunisku, Egypté&, Libyi, Malajsii, franu, Iraku
a Keni.?® V témze roce se na obalce satirického tyde-
niku Dikobraz, ktery v ¢ervenci 1945 zalozil spiso-
vatel Jaroslav Vojtéch, postupné objevily dvé Pelco-
vy zasadni protikolonialni karikatury. Po Gnorovém
puci z roku 1948 se Dikobraz t&sil podpore Vaclava
Kopeckého, ministra kultury a informaci a hlavniho
ideologa KSC za vlady Klementa Gottwalda.”

O Kolonidlnim imperialismu vcera a zitra jiz
byla Fe¢ na zacatku této studie, druhou karikaturou
pak byl Boj dvou imperialismé (Dikobraz VI, 1952,
¢. 11, 16. brezna 1952).%° (obr. 7) Opét se ocita-
me na pousti - tentokrat bez palem - a vidime, jak
z tympanonu borticiho se neoklasicistniho portiku,
jehoz nasloupi nese napis ,britsky imperialismus”,
visi britsky ministersky predseda Winston Churchill,
zatimco tympanon je oznacen symbolem britské
libry. Sloupy portiku rozbiji postava c¢ernocha, odé-
ného pouze do bederni rousky a s pandanovym klo-



fragments of classical architecture were inscribed with
the Italian Empire. While the sweating but determined
Churchill exhales cigar smoke snaking into the shape of
the US dollar sign, right under him, the US President
Harry S. Truman dressed in shining white is eagerly
awaiting his fall with an open sack made of the US flag
and labelled “American Imperialism”. Underneath,
a caption puts the following words into Churchill’s
mouth: “Well, Mr. Truman, I admit that I will fall into
your sack, but you shall not be laughing for long!” (my
translation).? Notably, the dynamic figure of the Black
man is, compared to Churchill and Truman, larger
than life-sized, presumably to symbolise the collective
force, such as in the larger-than-life figures of workers
in Pelc’s other cartoons. This is, however, at the cost of
its anonymisation compared to the easily recognisable
features of Churchill and Truman.

The general election in the United Kingdom in
October 1951 saw the defeat of the Labour govern-
ment, in power since 1945 - which granted independ-
ence to India while still violently suppressing the
independence movement in Malaya - and the return of
the Conservative Party led by the staunch imperialist
Winston Churchill,® seen in the cartoon clinging to
the collapsing empire. During the rule of the postwar
Labour government, in 1947, however, the USA han-
dled the financial and military aid for the Kingdom of
Greece during the Greek Civil War, hence taking over
the role of the British in the conflict. This move resulted
in the Truman Doctrine of 1947, sometimes perceived
as the start of the Cold War, which declared the US
support for democracies against authoritarian threats.
As a direct consequence, the USA and the UK cooper-
ated in forming the defence alliance NATO (The North
Atlantic Treaty Organization) in 1949. Despite the
tension between Churchill and Truman in the cartoon,
which might have reflected the new military and eco-
nomic presence of the USA in the formerly British
spheres of influence in Greece, Turkey, Palestine/Israel,
and the oil-rich Saudi Arabia and Kuwait,* the Anglo-
American relations only entered a deep crisis over the
Global South policy during the Suez Crisis of 1956.
When the UK, France, and Israel invaded Egypt to
regain strategic control over the Suez Canal, they were
forced to withdraw due to combined pressure from the
USA and the Soviet Union, thus marking the final stage
in the decline of the UK’s global influence, by then
fully replaced by the USA.

As the historians Paul Betts and Radina Vuceti¢
maintained, as a consequence of the popular interest
in Africa, intensified by decolonisation, “In some cases,
earlier colonial imagery returned: the late 19508 saw
large print runs of travel books on safaris, exotic land-
scapes and encounters with Africa and Africans. Many
of these travelogues sat awkwardly with the proclaimed
political values of socialist solidarity, and efforts were
made to dispel these stereotypes as unworthy of social-
ism, especially in the classroom.”® The historian
Quinn Slobodian writes in the context of the German
Democratic Republic’s socialist realism of “socialist
chromatism”. According to Slobodian, echoed by Betts
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boukem na hlavé. Z levého zapésti mu jeste visi zby-
tek retézu odkazujici na jeho nedavné osvobozeni,
podobné jako v pripadé muze z kresby V koloniich
svitd. Jeho obnazeny trup a koncetiny v odstinech
c¢erné a hnédé kontrastuji s pozadim bilé oblohy.
Trosky klasicistniho portiku v poustni krajiné silné
pripominaji Pelcovu vale¢nou karikaturu ztvarniuji-
ci poréazku italskych fasistl v Libyi a severni Africe,
kde fragmenty antické architektury nesou oznaceni
italského impéria. Zatimco potici se, le¢ odhodlany
Churchill bafd z doutniku a vyfukuje kour, jenz se
staci do tvaru dolarového symbolu, americky prezi-
dent Harry S. Truman v zarivé bilém obleku ¢eka tés-
né€ pod nim natéSeny, az mu spadne do otevieného
pytle usitého z americké vlajky a nadepsaného ,ame-
ricky imperialismus”. Legenda pod obrazkem vklada
Churchillovi do Ust nasledujici slova: ,Well, mister
Truman, pripoustim, Ze vam do toho pytle spadnu,
ale vds taky prejde brzy smich!”* Stoji za povsim-
nuti, Ze dynamicka postava ¢ernosského muze je ve
srovnani s Churchillem a Trumanem v nadzivotni
velikosti, patrn€ proto, aby symbolizovala kolektiv-
ni silu, jak je tomu u délnikd v nadZivotni velikosti
z jinych Pelcovych kreseb. Na rozdil od snadno roz-
poznatelnych ryst Churchilla a Trumana je ovsem
postava ¢ernocha zaroven anonymizovana.

Britské parlamentni volby z Fijna 1951 skoncily
porazkou labouristické vlady, ktera byla u moci od
roku 1945 a kterd priznala nezavislost Indii (kdez-
to malajské hnuti za nezavislost tvrdé potlacovala),
a nastupem konzervativni strany vedené zaprisahlym
imperialistou Winstonem Churchillem,*? ktery se ve
vySe zminéné karikature zuby nehty drzi hrouticiho
se impéria. V roce 1947, za povéle¢né labouristic-
ké vlady, ovSem prevzaly brfimé financni a vojenské
pomoci feckému kralovstvi v dob& tamni obcanské
valky Spojené staty, ¢imz se v tomto konfliktu ujaly
role do té doby naleZejici Britdim. Tento krok vyustil
v Trumanovu doktrinu z roku 1947, nékdy povazo-
vanou za zacétek studené valky, v niz Spojené staty
deklarovaly podporu demokraciim v boji proti auto-
ritarskym hrozbam. Primym disledkem byla spolu-
prace USA a Velké Britanie na vzniku obranné alian-
ce NATO (Severoatlantické aliance) v roce 1949.
Navzdory napéti mezi Churchillem a Trumanem
znazornénému v Pelcové karikature, které mohlo od-
rédzet novou vojenskou a hospodarskou pritomnost
USA v byvalych britskych vlivovych zénach v Recku,
Turecku, Palesting€/lzraeli a ropnych statech Saudské
Arabii a Kuvajtu,® se anglo-americké vztahy dostaly
do hluboké krize zapfricinéné politikou vici globalni-
mu Jihu teprve v roce 1956 za Suezské krize. Poté, co
Velka Britanie, Francie a Izrael vpadly do Egypta, aby
obnovily strategickou kontrolu nad Suezskym prd-
plavem, byly spole¢nym tlakem z USA a Sovétského
svazu donuceny k Ustupu, ¢imz zacala posledni faze
upadku celosvétového vlivu Velké Britanie, kterou jiz
tou dobou piIné nahradily Spojené staty.

Jak prohlasuji Paul Betts a Radina Vuceti¢, v di-
sledku vSeobecného zajmu o Afriku zesileného de-
kolonizaci se ,v nékterych pripadech vrdtilo drivéjsi
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and Vuceti¢, “Even in the officially anti-racist state
[the GDR], nineteenth-century racial typologies and
ethnographic conventions underwrote repertoires of
representing global diversity.”* Thus, while the post-
war divided Germany was trying to overcome its Nazi
genocidal legacy based on the pseudo-science of racial
biology, the imagery associated with the late nineteenth
and early twentieth century of German genocidal rule
in Africa seems to have been resurfacing in this context.
For Slobodian, “Socialist chromatism in East Germany
was an ambivalent mode of anti-racism. It broke defini-
tively with the Third Reich’s hierarchical associations
between phenotype and ability. Yet the visual reper-
toire of race and racism in the GDR reproduced many
of the exaggerated and even offensive stereotypical
depictions of people of color. The right of represen-
tation also remained in the hands of white Germans,
producing the effect, arguably subconsciously, of either
the prioritizing of the white leadership role or the pres-
entation of the nonwhite person as icon rather than
individual.”*

It is noteworthy that Pelc did not fall into the trap
of representing Africans in the nineteenth-century eth-
nographic manner - there are no grass skirts, spears,
masks, nor body paint which were often associated
with the popular imagery of sub-Saharan Africa. Yet,
it is so most probably because, unlike the Czech trav-
ellers Jifi Hanzelka and Miroslav Zikmund, whose
immensely popular travelogue Afiika I. - X Maroka
na KilimandZdro (Africa Part 11 From Morrocco to
Kilimanjaro; 1952) premiered at the time, Pelc never
visited sub-Saharan Africa, and his depictions of the
colonised peoples were informed by his experience
of the Caribbean instead. What makes the three car-
toons - Dawn in the Colonies, Colonial Imperialism Yesterday
and Tomorrow, and Battle of Two Imperialisms - particularly
progressive is the acknowledgement of the Black man’s
agency (despite the fact that many Black women par-
ticipated in the anti-colonial struggle as well) in his
own liberation and decolonisation. Although Colonial
Imperialism Yesterday and Tomorrow also shows the figure
of a Black man tortured in a press, the cartoons’ focus
has shifted away from portraying Black people merely
as victims of imperialism, such as in Clear Stance in the
Colonial Question (1949, Fig. 3) or the untitled cartoon
addressing the suppression of the Malagasy Uprising
by the French (Rudé prdvo 28, 1948, no. 250, 24 Oct 1948,
p- 3)- Yet, Pelc’s rendering of the citizens of the Global
South as Black was also misguided. While Black figures
appear in his cartoons already in the mid-1930s - in
reference to the USA and Ethiopia, probably based on
images in the daily press - his postwar representation
of Blackness seems to draw chiefly on his brief sojourn
in Martinique, an island with a predominantly Afro-
Caribbean population. For Pelc, there is simply no
difference, whether in skin colour or dress, between the
victims of the Indonesian War of Independence, the
First Indochina War, Mau Mau fighters from Kenya,
and the men he encountered, or perhaps rather merely
observed, in Martinique. Pelc’s version of “socialist
chromatism” thus mainly lies in his rendering of the
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kolonidlni zobrazovdni: na konci padesdtych let
vychdzely ve vysokych ndkladech cestopisy o safari,
exotickych krajindch a setkdnich s Afrikou a Afri-
cany. Mnohé z téchto cestopisnych publikaci prilis
neodpovidaly proklamovanym politickym hodno-
tdm socialistické solidarity a zejména ve skolstvi
bylo vyvijeno usili takové stereotypy odmitnout ja-
koZto nehodné socialismu”3* Historik Quinn Slobo-
dian v kontextu socialistického realismu v NDR pise
o ,socialistickém chromatismu”. Domniva se - v sou-
ladu s Bettsem a Vuceti¢ - Ze ,dokonce i v oficidlné
protirasistickém staté [NDR] se repertodr zobra-
zovani globdlni diverzity opiral o rasovou typologii
a etnografické konvence devatendctého stoleti”>®
Zatimco se povale¢né, rozdé€lené Némecko pokou-
Selo prekonat genocidni odkaz nacistd zaloZeny na
pseudovédecké rasové biologii, na povrch se dralo
zobrazovani spjaté s némeckou genocidni nadvla-
dou v Africe konce 19. a poc&atku 20. stoleti. Rece-
no slovy Slobodiana: ,Socialisticky chromatismus
ve vychodnim Némecku predstavoval ambivalentni
formu antirasismu. Ddsledné se rozesel s hierar-
chickym spojovdnim fenotypu se schopnostmi, jak
Jje prosazovala Treti rise. Presto vizudlni repertodr
v otdzce rasy a rasismu v NDR reprodukoval mnohé
z prehnanych, & dokonce urdZlivych stereotypnich
zobrazovani lidi jiné barvy pleti. Prdvo na reprezen-
taci navic zustdvalo v rukou bilych Némcd, coZ se
projevilo, zfrejmé podvédomé, bud’ uprednostriova-
nim vedouci role bélochd, nebo prezentaci nebilého
¢lovéka jako symbolu, nikoli jako jedince.®

Je pozoruhodné, Ze Pelc nespadl do pasti et-
nografické reprezentace Afri¢and, jak ji zname
z 19. stoleti - vyhnul se suknim ze suché tréavy,
ostépdim, maskam ¢i pomalovanym télim, které se
¢asto objevovaly v popularnim zobrazovani obyva-
tel subsaharské Afriky. Avsak je tomu tak pravdépo-
dobné proto, Ze na rozdil od ceskych cestovateld
Jiffho Hanzelky a Miroslava Zikmunda, jejichz ne-
smirn¢€ oblibeny cestopisny film Afrika I. - Z Maroka
na Kilimandzdro (1952) mél tou dobou premiéru,
Pelc subsaharskou Afriku nikdy nenavstivil a jeho
znazornovani kolonizovanych narodl vychazelo ze
zkuSenosti, které posbiral v Karibiku. Tri vyse uvede-
né karikatury - V koloniich svitd, Kolonidlni imperia-
lismus vcéera a zitra a Boj dvou imperialismd - jsou
pokrokové predevsim tim, Ze priznavaji cernosské-
mu muzi aktivni roli ve vlastnim osvobozeni a de-
kolonizaci (byt se protikolonialniho boje ucastnily
i mnohé ¢ernosské zeny). Ackoli KolonidIni imperia-
lismus vcera a zitra ukazuje i ¢ernocha muceného
v lisu, Pelcovy karikatury se odklonily od portréto-
vani ¢ernoSskych obyvatel jakozto pouhych obéti
imperialismu, jak je Pelc predtim vyobrazil napf.
v Jasném stanovisku v kolonidlni otdzce (1949,
obr. 3) nebo v nepojmenované kresbé, ktera je ko-
mentarem k potladeni malagasského povstani Fran-
cii (Rudé pravo XXVIII, 1948, ¢. 250, 24. fijna 1948,
s. 3). Presto bylo Pelcovo vykreslovani populace
globalniho Jihu coby ¢ernosské v né¢em pomylené.
Cernosi se v jeho karikaturach objevuji uz v poloviné
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Antonin Pelc, Standing Boy with a Rooster, 1941, watercolour, gouache, paper, 62 x 47.5 cm,
Prague, National Gallery in Prague, inv. no. O 13584. © Antonin Pelc, OOA-S 2023

Antonin Pelc, Stojici hoch s kohoutem, 1941, akvarel, kvas, papir, 62 x 47,5 cm, Praha, Narodni
galerie v Praze, inv. ¢. O 13584. © Antonin Pelc, OOA-S 2023
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Martiniquan men as general symbols for the citizens of
the global South.

Black women and particularly men from Martinique
are the subject of numerous drawings and watercolours
by Pelc from 1941, as well as paintings from 1945 and
around 1960, in what Toma$ Winter termed “retrospec-
tive exoticism”.* The slender physique and the bakoua
hats - historically worn by the island’s enslaved popula-
tion and later by agricultural labourers and others for
protection from the sun,® - of the Martiniquan men,
such as in the watercolour-gouache Standing Boy with
aRooster (1941; inv. no. O 13584) are clear inspirations for
the figure of the Black man in Battle of Two Imperialisms in
particular. (Fig. 8) In fact, it almost seems that the anti-
colonial cartoons of the 1950s became another oppor-
tunity for Pelc to revisit the motifs from Martinique.
The casting of Martiniquan plantation workers into
the role of anti-colonial partisans becomes, however,
particularly paradoxical considering that the contribu-
tion of Martiniquan men and women to decolonisation
worldwide, while inspiring armed struggle as well, was
primarily intellectual. These contributors included the
author of the essay Discourse on Colonialism (1950), poet
and politician Aimé Césaire; the author of the book
Black Skin, White Masks (1952), psychiatrist and political
philosopher Frantz Fanon; and the writers and intellec-
tuals Jeanne “Jane” Nardal and Paulette Nardal, whose
work was crucial to the foundation of the Négritude
movement. Another paradox is the fact that to this
day, Martinique remains an Overseas Department of
France, a status granted to the island in 1946, thereby
denying it full independence.

While there is no record of Pelc being reproached
for his portrayal of Blackness, the artist harvested
criticism for his treatment of Asian peoples. When his
cartoons related to China and Korea were exhibited,
alongside those by the Czech cartoonist Leo Haas, in
Shanghai in December 1952, the local participants of
a debate criticised Pelc and Haas for their inability
to differentiate in their cartoons between the Chinese
and the Japanese. However, to soften their criticism,
they also admitted that they would probably not
have been able to distinguish the Europeans from
the Americans.* While the distinction between the
Chinese and the Japanese - both multiethnic nations in
themselves, like many other empires and postcolonial
nation-states - had strong connotations shortly after
liberation from the Japanese occupation, such distinc-
tions were impossible in the case of North Korean
and South Korean populations belonging to a single
ethnic group, or in the case of the new adversary of
Communist China - Taiwan, where the members of the
Kuomintang retreated from mainland China and terror-
ised the peoples indigenous to the island. Chiang Kai-
shek was no less “Chinese” than Mao Zedong. Casting
Chiang Kai-shek as a villain, such as in People’s Republic
of China (undated; inv. no. K 45526) - shown reaching
over the Taiwan Strait, supported by a figure represent-
ing the USA, with his bloodied hand to the mainland
China, Pelc simply repurposed the mid-1930s represen-
tation of Japan as the aggressor of China. (Fig. 9)
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tricatych let - s odkazem na USA a Etiopii, nejspi-
Se na zakladé fotografii v dennim tisku - ale v jejich
povale¢né reprezentaci Pelc patrné vychazi hlavné
ze svého kratkého pobytu na ostrové Martinik s pre-
vazné afro-karibskym obyvatelstvem. At jde o barvu
pleti, nebo obleceni, Pelc nevidi rozdil mezi obétmi
indonéské valky za nezavislost a prvni indocinské
valky, bojovniky Mau Mau z Keni a muzi, s nimiz se
setkal, ¢i spiSe jeZ pouze pozoroval, na Martiniku.
Pelcova varianta ,socialistického chromatismu” tedy
spocivala hlavné v zobrazeni martinickych muzd
jako obecnych symboll obyvatel globalniho Jihu.

Cernosské Zeny a zejména muzi z Martiniku jsou
namétem Cetnych Pelcovych kreseb a akvarel( z roku
1941 a také obrazli z let 1945 a z obdobi kolem roku
1960. Tomas Winter nazval tuto kapitolu Pelcovy
tvorby ,retrospektivnim exotismem”.3” Utlé postavy
Martini¢and s pandanovym kloboukem - ktery jako
ochranu pred sluncem historicky nosila zotro¢ena
ostrovni populace a pozdéji pracovni sila na polich
i jinde®® - napt. z akvarelu-kvase Stojici hoch s kohou-
tem (1941; inv. ¢. O 13584) Pelcovi zjevné poslouzily
jako inspirace zejména pro postavu ¢ernocha v Boji
dvou imperialismdi. (obr. 8) TéEmér se zda, ze proti-
kolonialni karikatury z padesatych let umélci poskyt-
ly dalsi prilezitost vréatit se k motivdm z Martiniku.
Obsazeni déInikd z martinickych plantazi do role
protikolonialnich bojovnikd je nicméné obzvlasté pa-
radoxni vzhledem ke skuteénosti, Ze tamni muzové
a zeny - napr. basnik a politik Aimé Césaire, autor
eseje Discours sur le colonialisme (1950), psychiatr
a politicky filozof Frantz Fanon, autor knihy Cernd
ktize, bilé masky (1952, ¢esky 2012), nebo spisova-
telky a intelektualky Jeanne ,Jane” Nardal a Paulette
Nardal, jejichz prace byly zasadni pro ustaveni hnuti
Négritude - prispéli k celosvétové dekolonizaci, jak-
koli svou ¢innosti rovnéz podnécovali k ozbrojené-
mu boji, predevsim plsobenim v intelektudlni sfére.
Dalsim paradoxem je skute¢nost, ze Martinik dodnes
zlistavad zdmorskym departmentem Francie - tento
status byl ostrovu priznan v roce 1946 -, tudiz po-
strada plnou nezavislost.

Zatimco neexistuje doklad o tom, Ze by Pelcovi
nékdo vycital, jak zobrazuje ¢ernosstvi, za svdj pri-
stup k Asiatlim byl kritizovan. Kdyz se jeho karikatury
na témata souvisejici s Cinou a Koreji objevily spolu
s dily dalSiho ¢eského kreslife Lva Haase v prosinci
1952 na vystavé v Sanghaiji, G¢astnici mistni debaty
kritizovali Pelce a Haase za neschopnost odlisit Ci-
fnana od Japonce. Aby svou kritiku zmirnili, jednim
dechem priznavali, Ze oni by pravdépodobné zase
nepoznali Evropana od Ameri¢ana.®® Rozdily mezi
Cinany a Japonci, ktefi jsou - podobné jako obéa-
né mnoha jinych impérii a postkolonialnich zemi -
sami o sobé& pfislusniky multietnickych narodd,
mély kratce po osvobozeni od japonské okupace
velmi vyznamné konotace, ale v pripadé popula-
ce Severni a Jizni Koreje, naleZejici k jedné etnické
skuping, ¢ nového nepfitele komunistické Ciny -
Tchaj-wanu, kde prislusnici Kuomintangu, ktefi se
tam uchylili z pevninské Ciny, terorizovali domoro-



The Communist critique of Western colonial impe-
rialism and US racism becomes particularly contradic-
tory in light of Stalin’s anti-cosmopolitan campaign,
launched in 1948, which largely targeted Jewish intel-
ligentsia. In Czechoslovakia, the campaign culminated
in the so-called Slansky trial (Trial of the Leadership of
the Anti-State Conspiracy Centre Headed by Rudolf
Slansky), a show trial against the General Secretary of
the Communist Party of Czechoslovakia, Rudolf
Slansky, and thirteen other high-ranking members
of the Party accused of ‘Titoism’ and Zionism, with
ten of the fourteen defendants being of Jewish herit-
age. Already on 25 March 1951 Pelc’s cartoon We Shall
Exterminate Dangerous Pests appeared in Rud¢ prdvo (Rudé
prdvo 31-32, 1951, no. 71, 25 Mar 1951, p. 7). In the cartoon,
a figure of a worker stands on a large arm whose forearm
bears the inscription ‘Capitalism’ and whose fingers
morph into snakes marked as “Clementis”, “Sling”, and
“Svermova”, referring to Vladimir Clementis, the former
Czechoslovak Minister of Foreign Affairs (1948-1950),
and the former MPs Otto Sling and Marie Svermova.
While Svermovda was arrested, interned, and sentenced
to life imprisonment in the so-called trial of the county
secretaries in 1954, Clementis and Sling were convicted
in the 1952 Slansky trial. The Slansky trial itself became
the subject of Pelc’s cartoon Afler the Trial (Dikobraz 8,
1952, no. 49, 7 Dec 1952) - published a few days after
the execution of eleven of the fourteen defendants,
including Slansky, Clementis, and Sling. The cartoon
depicted a worker holding a hammer in one hand and
clenching a figure of a green capitalist in the other, with
a miniature Tito in his pocket, and stepping on a nest of
vipers, this time without the defendants’ names.

As the historian Blanka Soukupova maintained,
the period of the Slansky trial saw a revival of the
depiction of Jewish people as non-people, whether as
vipers in Pelc’s cartoon or as rats in the cartoon by
Otakar Stembera, also published in Dikobraz (Dikobraz 8,
1952, no. 51, 21 Dec 1952). In both cases, according
to Soukupova, the denial of the human appearance
is supposed to pave the way for the acceptance of
their physical liquidation.®” From one perspective, the
vipers could be seen as a metaphor for the alleged
treacherousness of the accused, who came from within
the ranks of the Communist Party - thereby becom-
ing the proverbial “snake in one’s bosom” - rather
than an antisemitic symbol per se. However, accord-
ing to Helga Hoskova-Weissova, Pelc’s student at the
Academy of Art, Architecture and Design, the Slansky
trial was a subject of cartoons in Pelc’s class, includ-
ing antisemitic ones,"” though not necessarily those
by Pelc himself. Pelc’s cartoons promoting the unjust
and constructed trial stood in stark contrast to his 1946
cartoon-photomontage, also for Dikobraz (Dikobraz 2,
1946, no. 42, 15 Oct 1946), entitled Fustice?, featuring
a weighing scale with Nazi criminals on one plate and
their victims on the other, responding to the postwar
Nuremberg trials. According to Soukupovd, it was typi-
cal for the Communist press not to distinguish between
the Jewish and non-Jewish victims of the concentration
camps,* which could only be achieved by steering clear
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dé obyvatelstvo, nepadalo takové rozliSovani v Uva-
hu. Cankaj$ek nebyl o nic méné ,&insky” nez Mao
Ce-tung. Kdyz ho Pelc vykreslil jako zloducha, jako
napr. v karikature Lidovd republika cinskd (nedato-
véano; inv. &. K 45526), kde Cankajsek natahuje zakr-
vacenou ruku pres Tchajwanskou GZinu k pevninské
Ciné, podepiran postavou symbolizujici USA, pouze
jim preobsadil roli agresora napadajiciho Cinu, ktera
v poloviné tricatych let naleZela Japonsku. (obr. 9)

Komunisticka kritika zapadniho kolonialniho
imperialismu a amerického rasismu plsobi obzvlas-
t€ rozporuplné ve svétle Stalinovy kampané proti
kosmopolitismu odstartované v roce 1948, ktera
byla namifena prevazné proti zidovské inteligenci.
V Ceskoslovensku tato kampai vyvrcholila proce-
sem se Slanskym (s oficidlnim nazvem Proces s ve-
denim protistatniho spikleneckého centra v cele
s Rudolfem Slanskym). Jednalo se o monstrproces
proti generalnimu tajemnikovi KSC Rudolfu Slan-
skému a dalSim tFinacti vysoce postavenym stranic-
kym funkcionarim, kteri byli obvinéni z ,titoismu”
a sionismu - deset ze Ctrnacti obZalovanych bylo
zidovského plvodu. Uz 25. brezna 1951 Rudé prd-
vo (Rudé pravo XXXI-XXXII, 1951, ¢. 71, 25. brez-
na 1951, s. 7) otisklo Pelcovu karikaturu Vyhladime
nebezpecnou skodnou. Délnik stoji na mohutné
paZi, jejiz predlokti nese napis ,Kapitalismus” a je-
jiZz prsty se méni v hady oznacené jmény Clementis,
§Iing a Svermova v narazce na Vladimira Clemen-
tise, v letech 1948 az 1950 ministra zahranici ces-
koslovenské vlady, a byvalé poslance Ottu Slinga
a Marii Svermovou. Svermovéa byla zatéena, vézné-
na a v roce 1954 odsouzena na doZivoti v tzv. pro-
cesu s krajskymi tajemniky, kdeZto Clementis a Sling
byli odsouzeni v roce 1952 spolu se Slanskym. Pelc
se vyjadril i k procesu se Slanskym, kdyz jej ucinil na-
métem karikatury Po procesu (Dikobraz VI, 1952,
¢. 49, 7. prosince 1952), kterou publikoval jen né-
kolik dni po popravé jedenacti ze ¢trnacti obzalova-
nych, véetné Slanského, Clementise a §Iinga. Kresba
znazorfiuje délnika svirajiciho v jedné ruce kladivo
a v druhé postavu zeleného kapitalisty s miniatur-
nim Titem v kapse, kterak stoupa na hnizdo zmiji,
tentokrat postradajicich jména obZalovanych.

Jak poukazuje historicka Blanka Soukupova,
v dobé€ procesu se Slanskym znovu zacalo dochéazet
k zobrazovani Zidt v nelidské podobé, at uZ to byly
zmije jako v Pelcové karikature, nebo krysy v karika-
ture Otakara Stembery, rovné? otisténé v Dikobra-
zu (Dikobraz VIII, 1952, ¢. 51, 21. prosince 1952).
Odepfeni lidského vzhledu Zidm mélo podle Sou-
kupové v obou pfipadech pfipravit cestu k akceptaci
jejich fyzické likvidace.*® Z jiného Ghlu pohledu Ize
zmiji hnizdo chéapat spiSe jako metaforu tdajné pro-
radnosti obvinénych, ktefi patfili ke kadram KSC,
a tudiz se stali onim pfislove¢nym ,hadem na pr-
sou”, neZ jako antisemitsky symbol per se. AvSak po-
dle Pelcovy studentky z UMPRUM Helgy Hoskové-
-Weissové byl Slanského proces ndmétem karikatur
i v Pelcovych hodinach, a to véetné karikatur anti-
semitskych,*! byt Pelc sam nutné nemusel byt jejich
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Antonin Pelc, People’s Republic of China,
undated, Indian ink, watercolour, paper,
584 x 492 mm, Prague, National Gallery
in Prague, inv. no. K 45526. © Antonin
Pelc, OOA-S 2023

Antonin Pelc, Lidovd republika Cinska,
nedatovano, tus, akvarel, papir,

584 x 492 mm, Praha, Narodni galerie
v Praze, inv. €. K 45526. © Antonin Pelc,
OOA-S 2023
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Antonin Pelc, Mr. Bevin and Palestine, 1947,
Indian ink, watercolour, black chalk,
paper, 355 x 435 mm, Prague, National
Gallery in Prague, inv. no. K 45525.

© Antonin Pelc, OOA-S 2023

Antonin Pelc, Mr. Bevin a Palestina,
1947, tus, akvarel, ¢erna krida, papir,
355 x 435 mm, Praha, Narodni galerie
v Praze, inv. ¢. K45525. © Antonin Pelc,
OOA-S 2023



of antisemitic stereotypes, such as an enlarged hooked
nose or dark curly hair, avoided by Pelc also during the
Slansky trial, albeit only at the cost of the dehumanisa-
tion of the victims as snakes.

The accusation of Zionism was another paradox
of the Cold War, since the USSR and Communist
Czechoslovakia were themselves supporters of Israel
shortly after its establishment in May 1948. In a number
of political cartoons from 1947-1948, Pelc portrayed the
Jewish settlers in Palestine as the victims of the British
and the Arabs, onto whom antisemitic tropes, such as
the hooked nose, were transposed. Examples include
Mp. Bevin and Palestine (1947; inv. no. K 45525) and Looks
likeit’s gonna be a pretty hangover, both published in Kulturni
politika on 15 February 1947 and 3o April 1948 respec-
tively. (Fig. 10) In the latter, a white woman in a dollar-
sign-patterned dress is lighting her cigar with a piece of
paper that reads “Palestine to the Jews”, while an Arab
man in a traditional garment - portrayed in a decidedly
unsympathetic way - is filling her glass from a bottle
labelled “Petroleum”. The USA is thus shown ready
to make a pact with the oil-rich Arab countries at the
expense of the Jews (who are absent in the cartoon).
In both cartoons, Pelc seems to have drawn on his 1934
cartoon Prosperity of the Desert, portraying the Arabs in
a biased way as corrupt and untrustworthy people. The
relevance of Pelc’s cartoons for this essay, with respect
to both the domestic antisemitic campaign and the
international affair of the partition of Palestine, lies in
the ways in which Pelc employed - or refrained from -
stereotypical racialised depictions during the late 1940s
and early 1950s.

1953-1962: Epilogue - “In the Struggle for Peace”

Mid-1953, following the death of Stalin and Gottwald
and marking the end of the so-called Anti-American
Campaign (1945-1953)," saw a notable decline in Pelc’s
engagement in satirical drawing, as observed by Tomas
Winter. This was caused by his transition from the
Academy of Arts, Architecture and Design to the
Academy of Fine Arts, where he became a professor of
painting and dedicated more time to his own painting
and book illustration. In 1954, Pelc’s political cartoons
were still celebrated in the publication Antonin Pelc
v boji za mir (Antonin Pelc in the Struggle for Peace;
Prague 1954), with an introduction by Pavel Kohout,
the former editor-in-chief of Dikobraz who was, however,
“from around 1954 ... gradually becoming more alien-
ated from the Communist ideology.”* The publication
included Pelc’s anti-colonial cartoons discussed above,
such as His Majesty Corruption, Dawn in the Colonies, Battle
of Two Imperialisms, and Colonial Imperialism Yesterday and
Tomorrow, as well as earlier cartoons from the 1930s and
1940s, published already in the 1948 monograph. The
publication thus demonstrated continuity between
the interwar critique of fascism, by the early 1950s
legitimated by the course of history, and the contem-
poraneous attacks on Western imperialism during the
early Cold War. In the following year, however, Pelc
stopped contributing cartoons to Literdrninoviny; and for
Dikobraz, he designed just a single cover each year in 1955
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autorem. Pelcovy prace propagujici nespravedlivy,
vykonstruovany proces byly v ostrém rozporu s jeho
karikaturou-fotomontazi z roku 1946, ktera také
vysla v Dikobrazu (Dikobraz 11, 1946, ¢. 42, 15. ri-
jen 1946) pod nazvem Spravedinost? a v reakci na
povale¢né norimberské procesy zndzornovala vahy
s nacistickymi zlocinci na jedné a jejich obétmi na
druhé misce. Soukupové uvadi, Zze pro komunisticky
tisk bylo typické nerozliSovat mezi Zidovskymi a ne-
zidovskymi obétmi koncentra¢nich tabor(,*? ¢ehoz
mohlo byt dosazeno pouze rezignaci na antisemit-
ské stereotypy, jako jsou velky zahnuty nos nebo
tmavé vinité vlasy. Pelc se témto rysim vyhybal i bé-
hem procesu se Slanskym, tfebaze za cenu dehuma-
nizace obéti a jejich redukce do hadi podoby.
Dalsim paradoxem studené valky bylo obvinéni
ze sionismu, protoZze Sovétsky svaz a komunistické
Ceskoslovensko kratce po vzniku lzraele v kvétnu
1948 nové vytvoreny stat podporovaly. V radé po-
litickych karikatur z let 1947 az 1948 Pelc vykreslil
Zidovské osadniky v Palestiné jako obéti Brit(i a Ara-
bl, na néz prenesl antisemitské stereotypy jako za-
kfiveny nos. Pro priklad uvedme kresby Mr. Bevin
a Palestina (1947; inv. ¢. K 45525) nebo Z toho
koukd pékna kocovina, publikované v Kulturni poli-
tice 15. inora 1947 a 30. dubna 1948. (obr. 10) Na
posledné zminéném dile vidime bélosku v Satech se
vzorem amerického dolaru, ktera si zapaluje doutnik
kouskem papiru s napisem ,Palestina Zidam", za-
timco ji Arab v tradi¢nim odévu - jednoznacné& zna-
zornény nesympatickym zplsobem - naléva sklenic-
ku z lahve s vinétou ,Ropa”. Spojené staty jsou tu
vyli¢eny jako nékdo, kdo je ochoten uzavfit smlouvu
s arabskymi staty bohatymi na ropu na tkor Zidd
(kteri na této karikature nefiguruji). V pripadé obou
kreseb se zda, Ze Pelc navazal na karikaturu z roku
1934 Prosperita pousté, kde jsou Arabové predsu-
decné zachyceni jako zkorumpovani a nedCvéry-
hodni. Relevance zminénych karikatur pro tuto esej
s ohledem na domaci antisemitské kampané€ i me-
zinarodni udalost, kterou bylo rozdéleni Palestiny,
spociva ve zplsobu, jakym Pelc na konci ¢tyricatych
a na zacatku padesatych let vyuzival - ¢i zamérné
nevyuzival - stereotypniho rasového zobrazeni.

1953-1962: Epilog - ,,Boj za mir"

Jak si povsiml Tomas Winter, po Stalinové a Gott-
waldové smrti a konci tzv. protiamerické kampané
(1945-1953)*® v poloviné roku 1953 doslo k vy-
znamnému poklesu Pelcova angazma v satirické
kresbé. Divodem bylo jeho prestoupeni z UMPRUM
na Akademii vytvarnych uméni, kde vyu¢oval malbu
a zacal se vice vénovat vlastnim obrazim a kniznim
ilustracim. V roce 1954 se Pelcovy politické karika-
tury dockaly ocenéni v podobé publikace Antonin
Pelc v boji za mir (Praha 1954), k niz predmluvu
napsal byvaly $éfredaktor Dikobrazu Pavel Kohout,
ktery se ale ,kolem roku 1954 ... zacal komunistické
ideologii postupné vzdalovat”.** Publikace obsahuje
také vySe uvedené Pelcovy antikolonialni karikatury,
napr. Jeho Velicenstvo korupce, V koloniich svitd,
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and 1956, thus marking the end of his continuous career
as a cartoonist.*” A decade later, in 1965, Pelc claimed he
abandoned political cartoons due to exhaustion linked
to nighttime drawing for early morning publication,
and exhaustion of ideas. He also mentioned the limited
space given to cartoons by the daily press, and the lim-
ited “repertoire”, when it was “only possible to do [the
first chancellor of the Federal Republic of Germany,
Konrad] Adenauer.”* Yet, it remains unclear against
whom Pelc wanted to point his sharp ink pen, contrary
to the political demand of the newspapers. Whether
Pelc’s own political sobering up from the Stalin era -
ahead of the First Secretary of the Communist Party
of the Soviet Union Nikita Khrushchev’s condemna-
tion of his predecessor’s cult of personality at the 20th
Congress of the Communist Party of the Soviet Union
in February 1956 - played any role remains a subject of
speculation. Due to a lack of sources such as Pelc’s dia-
ries or correspondence, it is also unclear to what extent
he identified with the content of all of his cartoons and
the politics of the Communist Party in the era of the
cult of personality.

Pelc abandoned political cartoon, including its
anti-colonial content, just as the progressive course
of decolonisation in the 1950s was opening new pos-
sibilities for collaboration between the countries of the
Eastern bloc, including Czechoslovakia, and the newly
decolonised countries of the global South,* until then
mostly limited to the Communist China - the only place
in the Global South which Pelc visited in the postwar
period. In 1960, he recounted his 1955 visit to China, as
well as Martinique, Morocco, and France in a tiny publi-
cation entitled Obrazy a skutecnost (Pictures and Reality).*
During their time in Beijing, Pelc and his fellow Czech
artists visited the Chinese painter Qi Baishi, whom he
held in high esteem. While Pelc saw the Chinese land-
scape through the works of Chinese painters such as Li
Keran or Fu Baoshi,” other landscapes were only to be
seen through the lens of the French (and Dutch) paint-
ers - Brittany through the eyes of Vincent van Gogh
and Paul Gauguin, Normandy through Camille Corot,
Morocco through Eugéne Delacroix and Henri Matisse,
and Martinique through Paul Gauguin.” In parallel,
motifs from Morocco and Martinique found their way
back to Pelc’s paintings in the early 1960s.”" As Winter
observed, the canvases with Martiniquan cockfighting
or the resting Zouave (a motif also painted by Vincent
van Gogh) and Spahi soldiers of Morocco were not
a critique of colonialism but rather a romanticised
idyll. In fact, the deployment of the Spahi units in both
the Indochina War (1947-1954) and the Algerian War of
Independence (1954-1962), and of the Zouave units in
the latter, coinciding with Pelc’s return to these motifs,
could be seen as a strange form of colonial nostalgia,
in a moment when the world rendered by the French
orientalists was fighting for its liberation. Moreover,
it was also the time when the young Moroccan artist
Farid Belkahia, the future director of the Ecole des
Beaux-Arts in Casablanca, studied at the Department
of Dramatic Theatre at the Academy of Performing
Arts in Prague (1959-1962). Belkahia created some of
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Boj dvou imperialismi a Kolonidlni imperialismus
vcera a zitra, jakoZ i starsi kresby z tficatych a Ctyfi-
catych let, které byly roku 1948 otistény v jeho mo-
nografii. llustruje tak kontinuitu mezi Pelcovou mezi-
vale¢nou kritikou fasismu, poc¢atkem padesatych let
jiz legitimizovanou tokem déjin, a jeho soudobymi
utoky na zadpadni imperialismus v prvni fazi studené
valky. V nasledujicich letech ale Pelc prestal pfispivat
do Literdrnich novin a pro Dikobraz navrhl pouze
jednu obalku v roce 1955 a jednu v roce 1956, ¢imz
svou dlouholetou kontinualni kariéru karikaturisty
uzaviel.* O deset let pozdéji, v roce 1965, prohla-
sil, Zze se s politickou karikaturou rozloud¢il pro vy-
c¢erpanost organismu, ktera souvisela s no¢ni praci
pro ranni vydani, i nedostatek ndpadd. PostéZoval si
také na skutecnost, Ze deniky poskytuji karikaturam
omezeny prostor a omezeny ,repertoar”: ,Mohli
Jsme délat leda tak [prvniho kanclére NSR Konrada]
Adenauera.”*® Neni oviem jasné, proti komu chtél
Pelc namifit své ostfe nabrousené pero, aby to bylo
v rozporu s politickou poptavkou tehdejsiho tisku.
Jakou roli tu sehralo jeho vlastni politické vystrizlive-
ni ze Stalinovy doby - jesté dfive, nez prvni tajemnik
Komunistické strany Sovétského svazu Nikita Chrus-
¢ov v inoru 1956 na XX. sjezdu KSSS odsoudil kult
osobnosti svého predchidce -, zGstava predmétem
pouhych spekulaci. Vzhledem k nedostatku materia-
14, jako jsou Pelcovy deniky nebo korespondence,
neni zfejmé ani to, do jaké miry se s obsahem svych
karikatur a politikou komunistické strany v dob¢ kul-
tu osobnosti sam ztotoZnoval.

Pelc prestal s politickou karikaturou, véetn€ pro-
tikolonialnich kreseb, prave ve chvili, kdy progresiv-
ni pribéh dekolonizace v padesatych letech oteviral
nové moznosti spoluprace mezi zemémi vychodni-
ho bloku véetn& Ceskoslovenska a &erstvé dekolo-
nizovanymi zemémi globalniho Jihu,*” které se do té
doby omezovaly pFevazné na komunistickou Cinu -
jediné misto na tzemi globalniho Jihu, které Pelc na-
vstivil po druhé svétové valce. Roku 1960 shrnul své
vzpominky na navitévu Ciny v roce 1955, jako? i své
zazitky z Martiniku, Maroka a Francie v Gtlé publika-
ci Obrazy a skutecnost.*®* Béhem pobytu v Pekingu
Pelc spolu s dalSimi ¢eskymi umélci navstivil ¢in-
ského malite Cchi Paj-§'e, kterého choval ve velké
ucté. Zatimco &inskou krajinu Pelc vnimal skrze ob-
razy ¢inskych malird, jako byli Li Kche-Zan nebo Fu
Pao-§',* pohled na jiné krajiny zprostifedkovavali
pouze francouzsti (a holandsti) maliri - Bretan byla
vidéna oc¢ima Vincenta van Gogha a Paula Gaugui-
na, Normandie perspektivou Camilla Corota, Maro-
ko prizmatem Eugéna Delacroixe a Henriho Mati-
sse a Martinik optikou Paula Gauguina.*® Podobné
se na Pelcovych obrazech z pocatku Sedesatych let
zacaly objevovat motivy z Maroka a Martiniku.>* Jak
podotkl Winter, platna znazorfujici kohouti zapa-
sy na Martiniku nebo odpocivajiciho zuava (motiv,
ktery ztvarnil i Vincent van Gogh) a spahy v Maroku
nepredstavovaly kritiku kolonialismu, nybrz roman-
tickou idylu. Skute¢nost, Ze se nasazeni jednotek
spahl v indocinské valce (1947-1954) a alzirské
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his most politically engaged and anti-colonial works in
Prague, such as Tortures (1960), a tribute to the prisoners
of war in the Algerian War of Independence, and Cuba
Si (1961), painted in response to the failed Bay of Pigs
invasion.”” After a four-year hiatus from political car-
toons, Pelc also commented on the US-backed Bay of
Pigs invasion in one of his very last political cartoons,
Cuba (Dikobraz 17, 1961, no. 3, 19 Jan 1961), with the
figure of Uncle Sam attempting to set ablaze Cuba,
depicted as an island with tropical vegetation and two
oil barrels, with the torch from the sawn-off arm of the
Statue of Liberty.*

Tomas$ Winter suggests that anxieties over the pos-
sibility of a nuclear war due to the Cuban crisis in the
following year could have also informed Pelc’s painting
People, Be Vigilant (1962; inv. no. O 14991), seen by Lubos
Hlavacek as a synthesis of Pelc the cartoonist and Pelc
the painter.”* The painting, depicting a dead woman
with a child at her breast and with an overthrown trol-
ley next to her amidst the ruins, was, in Winter’s view,
a memento of the horrors of the past wars.” Yet, wars -
including the atrocities committed against civilians -
were hardly a thing of the past in the early 1960s. Based
on the formal similarity with the sun in Desert I (1941;
inv. no. O 13585) painted in Casablanca, hence possibly
representing the blazing sun of North Africa or the
Global South in general - rather than the Black Sun of
the interwar avant-garde as suggested by Winter - it is
plausible to think of People, Be Vigilant, without explic-
itly coding the woman as Arab, as a response to one
of the massacres by the French in the Algerian War
of Independence (1954-1962). The bombing of the
Tunisian village of Sakiet Sidi Yousef by the French
government in 1958, believed to serve as a refuge for
Algerian independence fighters, killing 68 and wound-
ing many more civilians, resonated internationally and
became the subject of paintings by Western left-wing
artists such as André Fougeron and Peter de Francia.’
Although the war in Algeria does not appear in any
of Pelc’s political cartoons - by the time of the war,
they were almost non-existent - in June 1960 the artist
participated in a twelve-day trip to Paris, where the pro-
tests against the Algerian war must have been hard to
ignore.”” Moreover, as Winter observed, Lud¢k Novak,
in his review of the exhibition Spring 1962, drew a the-
matic link between People, Be Vigilant and the painting
Above the Victim (1961-1962) by Alois Fisarek, which was a
response to (unspecified) crimes of colonialism.*

Despite his possible sympathies for the victims of
the Algerian war, which might have signalled a rare
sympathetic representation of the Arab people in Pelc’s
oeuvre, it seems that by the early 1960s, Pelc had lost
his interest in the figures of Black men fighting colonial
oppression - such as Patrice Lumumba, the first prime
minister of the Democratic Republic of the Congo,
who, following his assassination in 1961, became a ven-
erated figure in the USSR and the Eastern bloc at large.
In contrast with Adolf Hoffmeister’s ink drawing and
collage Out of the Congo (1960), the Congo Cirisis of the
1960s does not seem to have interested Pelc as much
as the Abyssinia Crisis of the 1930s. Curiously, the first
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vélce za nezavislost (1954-1962) a zuavskych od-
dild v posledné€ uvedeném konfliktu ¢asové shoduje
s Pelcovym navratem k témto namétlm, lze chapat
jako zvlastni formu kolonialni nostalgie v okamziku,
kdy svét liceny francouzskymi orientalisty bojoval
za své osvobozeni. Navic ve stejné dobé& studoval
na Divadelni fakulté prazské Akademie muzickych
uméni (1959-1962) marocky umélec Farid Belka-
hia, budouci Feditel Ecole des Beaux-Arts v Casa-
blance. Belkahia v Praze vytvofil nékteré ze svych
politicky nejangaZovanéjSich protikolonialnich dé¢l,
napr. Tortures (1960) na pocest valecnych zajatcl
z alzirské valky za nezévislost nebo Cuba Si (1961)
v odpovédi na porazeni operace vylodéni v Zatoce
svini.®? K invazi s podporou USA se po ¢tyrleté od-
mlce vyjadfril také Pelc, a to v jedné ze svych vibec
poslednich politickych karikatur s nazvem Kuba
(Dikobraz XVII, 1961, ¢. 3, 19. ledna 1961). Strycek
Sam se pokousi rozpoutat na Kubé&, zobrazené jako
ostrov s tropickou vegetaci a dvéma ropnymi barely,
ohnivé peklo s pomoci pochodné sochy Svobody,
kterou stale svira ruka jeji odfriznuté paze.>

Tomas Winter poznamenava, Ze obavy z ja-
derné valky vyvolané o rok pozdé¢ji kubanskou krizi
mohly Pelce inspirovat také v pripadé obrazu Lidé
bdéte (1962; inv. ¢. O 14991), jenz je podle Lubose
Hlavacka syntézou Pelce karikaturisty a Pelce ma-
life.>* Obraz zpodobnujici mrtvou Zenu s ditétem
u prsu a prevrzenym kocarkem uprostred sutin byl
podle Winterova nézoru pripominkou hrliz minu-
lych valek.>® Avsak valky - véetné zvérstev pacha-
nych na civilistech - nebyly za¢atkem Sedesatych
let ani zdaleka véci minulosti. Na zakladé formal-
ni podobnosti se sluncem z obrazu Poust | (1941,
inv. ¢. O 13585), namalovaného v Casablance, a tu-
diZ mozna reprezentujicim spiSe Zhavé slunce sever-
ni Afriky ¢i globalniho Jihu obecné nez ¢erné slunce
mezivale¢né avantgardy, jak se domniva Winter, lze
uvazovat o vérohodné hypotéze, Ze obraz Lidé bde-
te vznikl v reakci na jeden z masakrd, jichZ se Fran-
couzi dopustili b€hem alzirské valky za nezavislost
(1954-1962), aniz by Zena musela vykazovat arab-
ské rysy. Bombardovani tuniské vesnice Sakiet Sidi
Yousef v roce 1958, kde se podle francouzské vla-
dy skryvali alzirsti bojovnici za nezavislost, si vyza-
dalo smrt 68 civilistd a zna¢né mnozstvi zranénych.
Udalost rezonovala na mezinarodni scéné a stala se
namétem obrazl zapadnich levicovych umélcd, jako
byli André Fougeron nebo Peter de Francia.>® Ackoli
valku v AlZirsku Pelc netematizuje na Zadné ze svych
politickych karikatur - v dob¢, kdy vypukla, uz se to-
muto zanru prakticky nevénoval -, v ¢ervnu 1960 se
zucastnil dvanactidenni cesty do Pafize, kde se mohl
jen té€zko vyhnout probihajicim protivale¢nym pro-
testim.>” Navic, jak si povsiml Winter, Ludék Novak
v recenzi vystavy Jaro 1962 narysoval tematickou
souvislost mezi Lidé bdéte a obrazem Aloise Fisarka
Nad obéti (1961-1962), kterou byla reakce na (bli-
ze neurlené) zlociny kolonialismu.>®

Navzdory moznym sympatiim k ob&tem valky
v Alzirsku, které by byvaly mohly signalizovat nezvyk-
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monograph of Antonin Pelc by Miroslav Lamac, pub-
lished in 1963, did not include any of his anti-colonial
cartoons from the 1930s or the 1950s. However, instead
of the Black men dismantling the structures of imperi-
alism, it did include - at the end of Lamad’s essay - an
undated ink drawing of a Martiniquan man in a bak-
oua hat and white trousers, working under the blazing
Southern sun in what seems to be a sugar cane planta-
tion.”” Hence, by the early 1960s, anti-colonial revolt
seems to have completely disappeared from Pelc’s
agenda in favour of nostalgia.

To conclude, from the mid-1930s to the mid-1950s,
Antonin Pelc created a number of political cartoons
addressing, besides domestic and transatlantic affairs,
the political situation in the countries of the Global
South, spanning from the fascist colonial aggression
leading up to World War II to the Cold War era of
decolonisation and proxy wars between the Eastern and
Western blocs. These cartoons may not be as numerous
as his cartoons covering domestic and Euro-American
foreign affairs; however, this essay attempts to demon-
strate that these cartoons nevertheless deserve atten-
tion, despite the omission of the postwar anti-colonial
cartoons from Pelc’s monographs published in 1963 and
2015. One particular reason for which these anti-colo-
nial cartoons should be considered in a new light is the
recent and ongoing scholarship on the political, eco-
nomic, and cultural relations between the countries of
the Eastern bloc and the Global South during the Cold
War. On the one hand, Pelc’s anti-colonial cartoons
show the ways in which the struggle for decolonisation
featured in the daily and weekly Czechoslovak press
and thus (in)formed the general public’s conscious-
ness. On the other hand, the essay points out aspects
of Pelc’s cartoons that unintentionally perpetuated
racial stereotyping, particularly through his recurrent
employment of Black men, whom the artist repeatedly
captured in drawings and watercolours in Martinique
during World War II, as general tokens for the colo-
nised peoples globally - regardless of the specific geo-
graphical or cultural context. Antonin Pelc’s engage-
ment with decolonisation as well as race thus remains
unequivocally ambiguous.

This article was published with support from a Grant for the
Long-Term Conceptual Development of a Research Organisation of
the Ministry of Culture of the Czech Republic.
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le solidarni zobrazeni arabského lidu v jeho tvorbég,
se zda, ze pocatkem Sedesatych let Pelc o reprezen-
taci cernosského muze bojujiciho proti kolonialnimu
utlaku ztratil veSkery zajem - a to v situaci, kdy se
napfr. Patrice Lumumba, prvni premiér Demokratické
republiky Kongo, stal po svém zavrazdéni uctivanou
osobnosti v Sovétském svazu a celém vychodnim blo-
ku. Na rozdil od Adolfa Hoffmeistera, autora tuSové
kresby a koldze Z Konga ven (1960), Pelce podle
vieho konZska krize Sedesatych let nezaujala nato-
lik jako ta habe3ska v letech tficatych. Prvni Pelco-
va monografie z pera Miroslava Lamace, ktera vysla
v roce 1963, kupodivu neobsahovala zddnou z jeho
protikolonialnich karikatur z tficatych ani padesatych
let. Nicméné€ misto cernosského muze rozkladajiciho
imperialistické struktury zahrnovala - na konci La-
macovy stati - nedatovanou tuSovou kresbu Marti-
ni¢ana v pandanovém klobouku a bilych kalhotach,
pracujiciho pod Zhavym jiznim sluncem, nejspiSe na
plantdzi cukrové titiny.>® Na pocatku Sedesatych let
tak protikolonialni revolta z Pelcovy agendy zjevné

Zavérem budiz receno, Ze od poloviny tficatych
do poloviny padesatych let 20. stoleti Antonin Pelc
vytvoril mnoho politickych karikatur, které se kromé
domaécich a transatlantickych zalezitosti dotykaly
také politické situace v zemich globalniho Jihu, od
fasistické kolonialni agrese pred druhou svétovou
valkou po studenovale¢nou éru dekolonizace a za-
stupnych valek mezi vychodnim a zapadnim blokem.
Téchto karikatur sice nebylo tolik jako téch, které se
zabyvaly doméacim ¢&i euro-americkym zahrani¢nim
dénim, avSak v této eseji jsem se pokusil ukazat, ze si
presto zasluhuji pozornost, byt se Pelcovy povalec-
né protikolonialni karikatury nedostaly do jeho mo-
nografie z roku 1963, ani té z roku 2015. Konkrét-
nim davodem, pro¢ by mély byt posouzeny v novém
svétle, je nedavno zapocaty a stale pokracujici vy-
zkum politickych, hospodarskych a kulturnich vzta-
hi mezi zemémi vychodniho bloku a globalniho Jihu
za studené valky. Pelcovy protikolonialni kresby na
jednu stranu ukazuji, jakym zpdsobem byl boj za
dekolonizaci prezentovan v ¢eskoslovenskych deni-
cich a tydenicich - neboli jak tisk informoval Sirokou
verejnost - a formoval verejné minéni. Na druhou
stranu tato studie upozorfiuje na aspekty Pelcovy
tvorby, které nezdmérné pfrispivaly k rasové stereo-
typizaci, zejména opakovanym zobrazovanim ¢erno-
chtl - jez Pelc mnohokrat zachytil ve svych kresbach
a akvarelech z Martiniku za druhé svétové valky -
jako obecného symbolu kolonizovanych narodd po
celém svété, bez ohledu na konkrétni geografické ¢i
kulturni souvislosti. AngaZovanost Antonina Pelce
ve véci dekolonizace a rasovych otazek tak zlstava
znaéné nejednoznacna.

Clének vznikl na zdkladé instituciondini pod-
pory dlouhodobého koncepcniho rozvoje vyzkumné
organizace poskytované Ministerstvem kultury CR.
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Abstract

The essay focuses on the Czech artist and cartoonist
Antonin Pelc’s early postwar anti-colonial cartoons.
Until now, these cartoons have received, in compari-
son with the artist’s anti-fascist cartoons, only limited
attention. The essay places the anti-colonial cartoons in
a wider context of decolonisation and Cold War politics.
The author argues that the anti-colonial cartoons of the
early 1950s cannot be dismissed as merely demonstrat-
ing anti-Western attitudes of Stalinist Czechoslovakia,
but instead should be seen in the continuity of Pelc’s
commentary on international political events since the
1930s, when fascism and colonial imperialism were seen
as two sides of the same coin. However, the limits of
Pelc’s representation of anti-colonial struggle and his
perpetuation of continued forms of racial stereotyp-
ing are addressed as well. The essay’s main objective
is to understand the complexities and contradictions
of the postwar anti-colonial cartoons by Antonin Pelc
as a prominent political cartoonist who conveyed the
events and phenomena such as decolonisation during
the early Cold War to the Czechoslovak public through
the medium of political cartoon.
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Anotace

Studie je vé€novana protikolonidlnim karikaturam
¢eského umélce a karikaturisty Antonina Pelce z ra-
ného povalecného obdobi. Dosud zdstavaly tyto ka-
rikatury ve stinu Pelcovych antifaSistickych karikatur.
Studie zarazuje protikoloniélni karikatury do SirSiho
kontextu dekolonizace a politiky studené valky. Au-
tor se domniva, Ze protikolonialni karikatury z ra-
nych padesatych let nelze odbyt jako pouhy projev
protizapadnich postoj stalinistického Ceskosloven-
ska, nebot jsou pokracovanim komentare k politic-
kym udalostem na mezinarodni scénég, ktery Pelc
ved| jiZz od tficatych let, kdy byly faSismus a kolonial-
ni imperialismus chapany jako dvé strany téze min-
ce. Studie se nicméné rovnéz zabyva limity Pelcova
zobrazovani protikolonialniho boje a jeho soucas-
nym prijimanim zavedenych forem rasové stereoty-
pizace. Hlavnim cilem této studie je pochopit slozi-
tost a rozporuplnost povale¢nych protikolonialnich
politickych kreseb Antonina Pelce, prominentniho
politického karikaturisty, ktery ¢eskoslovenské verej-
nosti predkladal udalosti a jevy, jako byla dekoloni-
zace v dobé studené valky, prostrednictvim média
politické karikatury.

Prelozila Martina Neradovd
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The Virgin Mary and St John the Evangelist from The Crucifixion, ca 1420, Prague, National
Gallery in Prague, inv. nos. P 10028-10029, condition after restoration. The Virgin Mary,
sculpture in the round, probably fruit tree wood (perhaps pear?), original and more
recent polychromy, h. 1.5 cm; St John the Evangelist, sculpture in the round, limewood,
original and more recent polychromy, h. 22 cm. Photo: David Stecker

Panna Marie a sv. Jan Evangelista z UkriZzovdni, kolem 1420, Praha, Narodni galerie v Praze,
inv. ¢. P 10028-10029, stav po restaurovani. Panna Marie, pIné plasticka Fezba, nejspise
ovocné (hruskové?) drevo, pavodni a novéjsi polychromie, v. 21,5 cm; sv. Jan Evangelista,
plné plasticka rezba, lipové dfevo, puvodni a novéjsi polychromie, v. 22 cm. Foto: David
Stecker



The Group Beneath
the Cross

New Insights from Research

and Restoration Results

VACLAVA ANTUSKOVA
STEPANKA CHLUMSKA
MARKETA PAVLIKOVA

RADKA SEFCU

n 2020, two woodcarvings of the Virgin Mary and Skupina pod kFizem
John the Evangelist were purchased for the collec-

tions of the National Gallery in Prague. They had Nove poznatky prizkumu a vysledky
been offered on the art market as Bohemian works restaurovani
from the late fourteenth century.! Already in the expert
reports prepared for the purchasing commission, how-
ever, it was mentioned that it would be necessary to
revise the Bohemian attribution in favour of a broader
Central European context, and to move the proposed
dating to the first quarter of the fifteenth century, to
the later phase of the Beautiful Style. This article con-
siders the results of the recent research and restoration,
presents arguments for a possible Austrian origin of the oku 2020 byly do sbirek Narodni galerie
woodcarvings, and specifies more precisely their origi- % v Praze zakoupeny rezby Panny Marie a Jana
nal appearance and context. Evangelisty, nabizené na uméleckém trhu
jako &eska prace z konce 14. stoleti.! |iZz v posud-

Acquisition cich pripravenych pro nadkupni komisi bylo zminéno,
In terms of the acquisitions policy of the National Ze bohemikalni atribuci bude tfeba prehodnotit ve
Gallery in Prague, the purchase of the two woodcarvings prospéch Sirsiho stfedoevropského kontextu a po-
had a clear logic. Paintings and sculptures of Bohemian sunout navrzené datovani do prvni ¢tvrtiny 15. sto-
provenance from the period of the Beautiful Style (from leti, do pozdni faze krasného slohu. Vysledkdim ne-
its beginnings to its later phase) are among the most dévného prizkumu a restaurovani se vénuje tato

/ 85/
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Details of the designation on the rear side

of the woodcarving of the Virgin Mary

(M 64) and on the plinth of the woodcarving
of St John the Evangelist (M 6/3?/).

Photo: Markéta Pavlikova

Detaily znaceni v zadovych partiich fezby Panny
Marie (M 64) a na soklu rezby sv. Jana Evangelisty

important works in the gallery’s medieval collection.
This collection also contains some sculptural works
from other Central and Western European regions,?
which were acquired for the collection earlier, either as
works which were thought to be Bohemian, or as part of
larger groups of works, as was the case of the Konopisté
collection of the Archduke Ferdinand d’Este.’® In 2000,
some of these works were included in the broader con-
text of the permanent exhibition in the Convent of
St Agnes of Bohemia, which, where possible, displays
artworks from Bavaria, Franconia, Carinthia, Austria,
the Salzburg region, Saxony, Styria, or Hungary, in
addition to works of Bohemian provenance. New
acquisitions of high-quality works from these regions
are therefore welcome additions to the collection. The
two woodcarvings also enhance the collection from the
typological viewpoint, because small-format woodcarv-
ings from the first few decades of the fifteenth century,
intended as a specific type of devotional and liturgical
object, have only been preserved in relatively small
numbers in the Central European artwork holdings.

The two woodcarvings were purchased for the col-
lections of the National Gallery from a private collector,’
and their previous history is unknown. (Fig. 1) They are
said to have been in an Austrian private collection in
recent times.® One of the indications which might help
identify the earlier provenance is the designation in
white paint on the plinth and back of the woodcarvings
(the numbers M 64, M 6/3?/). (Fig. 2) This form of des-
ignation does not differ in any way from the standard
ways of labelling collections in the past; an inventory
number painted directly on the original without using
an inventory label is still to be found on many works
in private and public collections.” The inventory letter
“M” probably refers to the first letter of the collector’s
name, but it is also possible that it may have designated
a group of medieval items in a large private collection,
referring to the first letter of the term the Middle Ages
(in German, Mittelalter). An example of an inventory
system in a private collection which refers to the name
of the collector is to be found in the extensive collection
of Richard Moest (1841-1906), which is today housed in
the Suermondt-Ludwig-Museum in Aachen.

So far, literature searches in the published sources
for provenance research and in auction catalogues have
not been successful in finding a convincing connection
with the designation on the woodcarvings purchased
for the Gallery collections.? Of interest, however, is
a reference in the auction catalogue of the Munich
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(M 6/3?/). Foto: Markéta Pavlikova

stat, prinasejici argumenty pro uvazovany rakousky
plvod rezeb a zpresnujici jejich originalni podobu
a kontext.

Akvizice

V koncepci akvizic Narodni galerie v Praze mélo
zakoupeni obou frezeb jasnou logiku. Malirska
a socharska dila bohemikalni provenience z obdo-
bi krdsného slohu od jeho pocatkl do pozdni faze
patfi v galerijni kolekci stfedoveékého fondu k nej-
vyznamnéjSim. Tento fond nékolika poloZzkami do-
plhuji i socharska dila z dalSich stfedoevropskych
a zapadoevropskych oblasti,> ktera byla do sbirek
drive ziskana bud jako dila povazovana za bohemi-
kalni, nebo jako soucast pocetnéjsich konvolutd, jak
tomu bylo v pfipadé konopistské sbirky arcivévody
Ferdinanda d'Este.? Roku 2000 byla &ast téchto dél
zarazena do SirSiho expozi¢niho kontextu dlouho-
dobé expozice v klastere sv. Anezky Ceské, ktery dle
moznosti sbirkového fondu dila bohemikalni prove-
nience doplnuje o prace z Bavorska, Frank, Korutan,
Rakous, Salcburska, Saska, Styrska & Uher.* Nové
akvizice kvalitnich d€l z téchto regionl jsou proto vi-
tanym sbirkovym ziskem. Ob¢ Fezby obohacuiji sbir-
ku i po strance typologické, nebot drfevorezeb drob-
nych formatd z prvni tretiny 15. stoleti, ur¢enych pro
specificky typ devocnich a liturgickych predmétd, se
ve stfedoevropském pamatkovém fondu dochovalo
relativné malé mnozstvi.

Do sbirek Narodni galerie byly obé rezby za-
koupeny od soukromého sbératele,® star$i osud
dél neni znam. (obr. 1) Udajné byly v novéjsi dobé
v rakouské soukromé sbirce.® Jednou z indicii pro
poznéni starsi provenience tak prozatim stale zG-
stava znaceni bilou barvou na soklu a zadech Fezeb
(¢isla M 64, M 6/3?/). (obr. 2) Zplsob znaceni ni-
jak nevybocuje ze standardl znaceni sbirek v minu-
losti, inventarni ¢islo psané barvou pfimo na origi-
nale bez pouziti inventarniho Stitku je doposud na
fadé dél v soukromych i vefejnych sbirkach.” Inven-
tar pismene ,M" nejspise odkazuje k pocateé¢nimu
pismenu jména sbératele, nelze viak vyloudit, Ze by
mohl v pocetné;jsi soukromé kolekci oznacovat sku-
pinu stfedovékych sbirkovych predmét v odkaze
na pocatec¢ni pismeno slova stiredovék (ném. Mittel-
alter). Prikladem evidence soukromé sbirky, v niz
se odrazi jméno sbératele, mize byt fond pocetné
sbirky Richarda Moesta (1841-1906), ktery je dnes
v Suermondt-Ludwig-Museum v Cachéach.
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St John the Evangelist and The Virgin
Mary from The Crucifixion, ca 1420,
Prague, National Gallery in Prague,
inv. nos. P 10028-10029, condition
after restoration. Photo: Adéla
Kremplova, David Stecker

Sv. Jan Evangelista a Panna Marie
z UkfiZovdni, kolem 1420, Praha,
Narodni galerie v Praze,

inv. &. P 10028-10029, stav

po restaurovani. Foto: Adéla
Kremplova, David Stecker

auction house Hampel, which last year offered for sale
a late Gothic woodcarving attributed to the Master of
Landshut, on which the inventory number “M 105"
was written in black.’ In view of the material used, the
inventory designations were most probably added after
the year 1950, as was established by the examination of
the material described below. This finding would also
correspond with the nature of the lettering and the
practice at that time.

Context

From the composition of the two figures and their
iconography it is clear that they were originally part of
a group of three figures representing The Crucifixion. The
figure of Christ on the cross has not been preserved.
The format and spatial concept of the woodcarvings
and analogous cases from the same period enable us
to work with several hypotheses about the original
appearance of the whole group to which the two works
originally belonged. Both statuettes can be viewed from
all sides, although there is a noticeable emphasis on the
frontal view. Traces of the adjustment have remained
in the wood in the form of an opening for inserting
a peg in the lower part of the woodcarvings. As will
be described later, images made using the method of
computed tomography have revealed openings driven
obliquely into the rear side of the statues without any
obvious purpose, which have later been filled in and
painted over. It is possible that they are the remains of
an older system of mounting. (Fig. 3) Part of the front
edge of the plinth of St John the Evangelist has been
broken off, but from the remaining edges on the rear
sides of both woodcarvings it is possible to hypothesise
about the level on which the statues were mounted. The
first theory that might be considered works with the
possibility that the two woodcarvings were originally
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Prozatim se nepodarilo reSerSemi publikova-
nych pramend k provenienénimu badani a aukcnich
katalog®® najit presvédcivou spojitost s odkazem na
odpovidajici znaceni na fezbach zakoupenych do
galerijnich sbirek. Bez zajimavosti vSak neni odkaz
v aukénim katalogu mnichovské aukéni siné Ham-
pel, kteréd v minulém roce nabizela pozdné gotickou
rezbu pripsanou Mistrovi z Landshutu, na niz bylo
¢erné napsano evidenéni &islo ,M 105".° Evidenéni
znaceni mohlo byt s ohledem na pouzity material
porizeno nejspise az po roce 1950, jak stanovil ma-
terialovy prizkum popsany nize. Tomuto zjiSténi od-
povida i charakter pisma a dobova praxe.

Kontext

Z kompozice obou figur a jejich ikonografie je
zrejmé, ze plvodné naleZely trifigurdini skupiné
UkfiZzovani. Postava Krista na krizi se nedochova-
la. Format, prostorovy koncept i dobové analogie
umoZznuji pracovat s ne€kolika hypotézami nekdejsi
podoby celku, jemuz ob€ rezby pdvodné naleZely.
Obé sosky jsou pohledové ze vSech stran, i kdyz je
viditeIn€ akcentovan celni pohled. V hmoté dreva
se dochovaly stopy po adjustaci, otvor po osazeni
¢epu ve spodni ¢asti rezby. Je otazkou, zda jsou po-
zlstatkem starsiho kotveni i zaslepené a polychro-
mované otvory v zadovych partiich, které jsou bez
zfejmého Ucelu vedené Sikmo do hmoty rezby, jak
Ize dovodit ze snimkd pofizenych metodou vypocet-
ni tomografie, popsanou nize. (obr. 3) Cast predni
strany hrany soklu sv. Jana Evangelisty je odlomena,
z dochované hrany obou fezeb v zadovych partiich
Ize uvazovat rovinu, v niz byly obé€ fezby adjustova-
ny. Prvni z uvaZovanych hypotéz pracuje s moznosti,
Ze obé€ rezby plvodné nélezely oltariku uréenému
pro privatni zboznost.”® Pro variantu umisténi fezeb
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part of a small altar intended for private devotion."
If the sculptures were situated in an altarpiece, it can
be assumed that the movable wings of the altar were
painted, as was the case, for example, with the small
altar in Puchheim (Styria, ca 1430, Redemptorist mon-
astery, Puchheim), which according to tradition origi-
nally came from the Franciscan monastery in Mautern
in Styria, but whose present state is the result of later
alterations.!! In the Puchheim altar, the individual
figures of the group beneath the cross stand directly
in the altar shrine. In the case of our woodcarvings, it
is more likely that the figures of the Virgin Mary and
John the Evangelist were either mounted on separate
bases or on a pedestal shaped so as to represent Mount
Golgotha (as in the Reliquary of Thil Dagister of Lorich,
Elblag, 1388, Muzeum Wojska Polskiego, Warsaw)."
With larger figural groups, the terrain was sometimes
made up of several parts, each attached to one of
the figures, as was the case with the Deichsler Altarpiece
(Nuremberg, ca 1420, Germanisches Nationalmuseum,
Nuremberg).”? (Fig. 4) With woodcarvings of a more
intimate format, even the fact that the rear parts have
been carved and finished does not necessarily mean
they are not situated in an altarpiece. Thanks to their
small size, it was possible for all the details of a minia-
ture altar to be deliberately fashioned so they could be
viewed, with the emphasis on the frontal view, as is the
case with our woodcarvings."

The second line of thinking with regard to the
original location of the sculptures is that they were part
of an altar crucifix, such as was used in the Western
liturgy from the Romanesque period, as can be seen
from the frequently-quoted text of Pope Innocent III
(1160-1216), who around the year 1200 described the
custom of placing a cross with the Crucified Christ
between candles on the altar table during church ser-
vices.” Wooden crucifixes were a less expensive alterna-
tive to altar crucifixes made of metal using goldsmith’s
techniques (see e.g. the Cross from the Monastery in Liebenau,
Vienna 1342-1346)," usually silver-gilt. With reference
to our woodcarvings, a very interesting comparison
could be made with a wooden altar crucifix from Bruck
an der Mur in Styria, today kept in collections in Graz
(ca 1420, Universalmuseum Joanneum, Alte Galerie,
Graz)." (Fig. 5) At the tips of the cross are quatrefoils
with symbols of the evangelists, and the Crucified
Christ is accompanied by small figures of the Virgin
Mary and John the Evangelist. The size of these wood-
carvings beside the crucifix is similar to our statuettes,
and the overall height of the crucifix is 126 cm. A num-
ber of typological similarities can be seen in the later
altar crucifixes coming from the Salzburg region, today
displayed in exhibitions in Salzburg and Admont."”
A wooden crucifix in the museum in Linz, where the
statuettes of the Virgin Mary and John the Evangelist
have not survived, displays the proposed type of
adjustment for inserting our woodcarvings into an
altar crucifix composition (ca 1425, Oberosterreichische
Landesmuseum, Linz)."

Iconographic sources also document the practice of
placing the statuettes of the Virgin Mary and John the
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v oltarni skrini Ize predpokladat, ze pohybliva kfidla
oltare byla malovana, jak je tomu napfiklad u olta-
¥iku z Puchheimu (Styrsko, kolem 1430, klaster re-
demptoristd, Puchheim), ktery dle tradice pochazi
z frantiSkanského klastera v Mautern ve §tyrsku,
jeho soucasny stav je vSak vysledkem pozdéjSich
zasahd.™ Na oltafiku z Puchheimu jsou jednotlivé
postavy skupiny pod kfizem umistény pfimo na dno
oltarni skrfin€. Pro naSe fezby spiSe uvazujeme fese-
ni, pfi kterém byly postavy Panny Marie a Jana Evan-
gelisty osazeny bud na samostatné sokliky nebo do
podstavce, tvarové upominajiciho na pahorek Gol-
goty (Relikviar Thila Dagistera z Lorichu, Elblag,
1388, Muzeum Wojska Polskiego, Varsava).'? U fi-
guralnich skupin vétsich rozmérd mohl byt terén se-
sazen z vice ¢asti pfislusnych k jednotlivym figuram,
jak je tomu napfiklad u Deichslerova oltdre (Norim-
berk, kolem 1420, Germanisches Nationalmuseum,
Norimberk)." (obr. 4) V pfipadé fezeb komornich
forméatl neni v rozporu s umisténim v oltarni skrini
ani opracovani zddovych partii. Diky drobnym roz-
mérlm mohly byt vSechny detaily oltariku pojedna-
ny zamérné jako pohledové s tim, Ze byl akcentovan
¢elni pohled, jak je tomu u nasich Fezeb.™

Druhou linii tvah je osazeni do oltarniho krize,
uzivaného v zapadni liturgii od doby romanské, jak
vyplyva i z asto citovaného textu papeze Inocen-
ce lll. (1160-1216), ktery kolem roku 1200 popsal
zvyk stavét kiiz s UkFizovanym mezi svice na oltar-
ni menzu béhem bohosluzby.” Drevéné kfize byly
méné nakladnou alternativou oltarnich krizd zhoto-
venych zlatnickymi technikami z kovl (viz napr. Kz
z klastera v Liebenau, Viden, 1342-1346),'® nejcas-
t€ji zlaceného stfibra. V odkaze na naSe rezby se
nabizi velmi zajimavé srovnani s dfevénym oltarnim
krizem ze Styrského Bruck an der Mur, dnes chova-
ném ve sbirkach ve Styrském Hradci (kolem 1420,
Universalmuseum Joanneum, Alte Galerie, Styrsky
Hradec).' (obr. 5) Ve vrcholech kfiZe jsou umisté-
ny kvadriloby se symboly evangelistli, UkriZované-
ho doprovazi drobné postavy Panny Marie a Jana
Evangelisty. Rezby na kfiZi velikostné odpovidaji
nasim soskam, celkova vyse kiize je 126 cm. Radu
typologickych souvislosti vykazuji i dataéné mladsi
oltarni krize salcburské provenience, dnes vystave-
né v expozicich v Salcburku a Admontu.’® Drevény
kriz z muzea v Linci (kolem 1425, Oberosterreichi-
sche Landesmuseum, Linz), u néhoz se sosky Pan-
ny Marie a Jana Evangelisty nedochovaly, postihuje
uvazovany typ adjustace pro osazeni naSich Fezeb
v sestavé oltarniho k¥ize.'

Ikonografické prameny dokumentuji rovnéz pra-
xi, pFi které byly sosky Panny Marie a Jana Evangelisty
stavény primo na oltaFni menzu spolu s krizem, jako
tomu je ve schematické podobé& zachycené na tisku
z norimberskych sbirek (Heiliger Dominicus, Neun
Gebetshaltungen und neun Gebete, jizni Némecko,
1450-1470, Germanisches Nationalmuseum, No-
rimberk).” (obr. 6) Tato mozZnost se pro obé nase
rezby nezda pravdépodobn4, a to jak s ohledem na
jejich format, tak na existenci stop po osazeni na ce-



Evangelist directly on the altar table along with a cross,
as depicted schematically in prints from the Nuremberg
collections (Heiliger Dominicus, Neun Gebetshaltungen und
neun Gebete, southern Germany, 1450-1470, Germanisches
Nationalmuseum, Nuremberg).” (Fig. 6) This possibil-
ity does not seem very likely for our two statues, both
because of their format and because of the existence of
traces of the insertion of pegs. In terms of the way our
statues were fixed, we consider it likely that they were
installed on a pedestal, either in the form of a stylised
hill, as was the case with the Deichsler Altarpiece men-
tioned above, or in the form of adjustment used for the
exceptional small-format woodcarving attributed to
Claus Sluter in the collections of the Rijksmuseum in
Amsterdam (The Crucifixion, ca 1390-1410).%

In the case of woodcarvings which are part of the
composition of an altar crucifix, it can be assumed there
would be a need to simplify the sculptural shape for
this purpose, and also perhaps a typological connec-
tion with the goldsmith work. With figures executed
in relief, this would result in a specific degree of styli-
sation contingent on the technological aspects of their
production. This tendency is clearly evident with the
assisting figures of the Altar Crucifix from Bruck an der Mur.»
In comparison with them, both our woodcarvings have
a broader base, the mass of which would correspond
much better to adjustment on a plinth or “pedestal”
in the form of a small hill representing the place of the
skull, Golgotha. In cases where statuettes were part of
a small altarpiece or installed together with a crucifix
placed on an altar table, the specification was closer to
that of ordinary sculptural realisations.

4/

The Deichsler Altarpiece, Nuremberg,

ca 1420, limewood, polychromy,

h. go cm (Virgin Mary), h. 87 cm
(Crucified Christ), h. go cm (St John
the Evangelist), Nuremberg,
Germanisches Nationalmuseum,

inv. nos. Pl. O 221-223. Photo:

© Germanisches Nationalmuseum,
Niirnberg, Leihgabe Museen der Stadt
Niirnberg, Kunstsammlungen, photo:
D. Messberger

Deichslerdyv oltar, Norimberk,

kolem 1420, lipové drevo,
polychromie, v. 90 cm (Panna Marie),
v. 87 cm (Ukfizovany), v. 90 cm

(sv. Jan Evangelista), Norimberk,
Germanisches Nationalmuseum,

inv. & Pl. O 221-223. Foto:

© Germanisches Nationalmuseum,
Nurnberg, Leihgabe Museen der Stadt
Nirnberg, Kunstsammlungen, foto:
D. Messberger

pech. Pro osazeni soch uvaZzujeme typ adjustace na
sokl, a to jak v podob¢ stylizovaného pahorku, ob-
dobné jako tomu je na vySe zminéném Deichslerové
oltdri, nebo ve formé adjustace uzité na mimoradné
rezbé€ drobného formatu atribuované Clausi Slutero-
vi ze sbirek amsterdamského Rijksmuseum (UkriZo-
vdni, kolem 1390-1410).%

Ve varianté osazeni fezeb v sestavé oltarniho
kfize 1ze predpokladat pozadavek na zjednoduseni
socharského tvaru pro dany Gcel, stejné€ jako moz-
nou typologickou vazbu na zlatnické prace, které
u plasticky provedenych postav prinaseji specifickou
miru stylizace, podminénou i technologickymi as-
pekty jejich vyroby. Zreteln€ patrna je tato tendence
u asistencnich postav na Oltdrnim krizi z Bruck an
der Mur.*? V porovnani s nimi maji obé nase fezby
Sirokou bazi, kterd hmotové podstatné Iépe odpovi-
da adjustaci na soklu ¢i ,podstavci” v podobé pahor-
ku odkazujici na horu lebek, Golgotu. Pro variantu
umisténi sosek ve skfini oltariku ¢i jejich adjustaci
spolu s kfizem stav€énym na oltarni menzu bylo za-
dani bliz8i béznym socharskym realizacim.

Panna Marie stéla pod krizem po pravici Kris-
ta, sv. Jan Evangelista po jeho levici. Jan se obraci
pohledem smérem k UkFizovanému, na znameni
bolu a zarmutku slozil pazi na hrudi, gesto druhé
paZze nalezelo dnes ztracenému Janové atributu -
knize. Knihu pozveda bez primého dotyku, paze je
zahalena plastém. Panna Marie ladnym pohybem
pravé paze prizvedava cip plasté. (obr. 7) Gesto na-
padné€ upomina na pozvedani rousky k lici na zna-
meni bolu (stirani slz), stejné jako na symbolické
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Altar Crucifix, Styria, ca 1420, beechwood (cross),
poplar wood (figures), polychromy, h. 126 cm,
Graz, Universalmuseum Joanneum, inv. no. P 26.
Photo: © Universalmuseum Joanneum GmbH,

The Virgin Mary stood beneath the cross to the
right of Christ, and St John the Evangelist to his left.
John turns his gaze towards the Crucified Christ. In
a sign of grief and sorrow, he folds his arm across his
breast. The gesture of his other arm relates to his attri-
bute of a book, which has now been lost. He lifts up the
book without touching it directly; his arm is covered by
his mantle. With a graceful movement of her right arm,
the Virgin Mary lifts up the tip of her mantle. (Fig. 7)
This gesture is strikingly reminiscent of that of lifting up
a veil to her face in a sign of grief (wiping away tears),
and also of the symbolic significance of lifting up a veil
stained with Christ’s blood (Mary’s participation in the
history of salvation), which during the Luxembourg era
was a conspicuous feature of Bohemian artworks, a ref-
erence to the veneration of the relic of the veil acquired
by Emperor Charles IV (peplum cruentatum).”® Changes in
the iconographic tradition of gestures in Passion scenes
were codified during the period of the Beautiful Style
by the theme of the Pieta, and an important role in this
process was played by the Prague sculptors’ lodge.*
The gesture of lifting up a veil is a common motif in
many Beautiful Style Pietas (e.g. the St Columba Pietd in
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Alte Galerie

Oltarni
Styrsky Hradec, Universalmuseum Joanneum,

GmbH, Alte Galerie

vyznamy pozvedani rousky potfisnéné Kristovou
krvi (Mariina spolutcast na historii spasy), které se
v dobé lucemburské stalo neprehlédnutelnym ry-
sem bohemikalnich dé€l v odkaze na uctivani relikvie
rousky ziskané cisarem Karlem IV. (peplum cruen-
tatum).” Aktualizaci ikonografické tradice gestiky
pasijovych scén kodifikovalo v dobé& krasného slo-
hu téma piety, zasadni roli v tomto procesu sehralo
prazské hutni sochafstvi.** Gesto pozvedani rousky
nalezi k motivickému aparatu rady krasnoslohych
piet (viz napt. Pieta ze sv. Kolumby v Koliné nad
pisku ve Vratislavi, Pieta z ErmitdZe, Pieta z Admon-
tu ll, Pieta z Velke Nedelje) a bylo aktualni i v dru-
hém desetileti, v pozdni fazi slohu.” Pretrvavalo
také v rezbarské tradici nasledovnikl parlérovského
hutniho socharstvi, jak Ize dolozit prikladem prazské
dilny Mistra Tynské kalvarie a jeho slezskych nasle-
dovnikd.?® Jednu z nejblizSich formalnich analogii
k nasi Fezbé predstavuje v tomto okruhu Panna Ma-
rie z UkriZzovdni v kostele BoZiho Téla ve Vratislavi
(Vratislav, kolem 1420).?" Dalsi blizkou paralelu na-
bizi Panna Marie z UkfiZovani z kostela sv. Stépana

k#iZ, Styrsko, kolem 1420, bukové dievo (kiiz),
topolové drevo (figury), polychromie, v. 126 cm,

inv. ¢. P 26. Foto: © Universalmuseum Joanneum



Cologne, the Pieta in the Church of the Most Holy Virgin Mary
on the Sand in Wroclaw, the Hermitage Pietd, the Admont I1
Pietd, and the Velika Nedelja Pietd), and was still frequently
found in the second decade of the fifteenth century,
in the later phase of the Beautiful Style.” It also per-
sisted in the woodcarving tradition of the followers
of the Parler sculptors’ lodge, as can be seen from the
example of the Prague workshop of the Master of the
Tyn Calvary and his followers in Silesia.” One of the
closest formal analogies to our woodcarving from this
circle is the Virgin Mary in the Crucifixion in the Corpus
Christi Church in Wroclaw (Wroclaw, ca 1420).” Another
close parallel can be found in the Virgin Mary in the
Crucifixion in St Stephen’s Cathedral in Vienna (ca 1420-1425,
Dom Museum Wien, Vienna).” With our woodcarving,
however, it is not a veil that is raised with this character-
istic gesture, but the tip of the mantle. In terms of con-
tent, therefore, its relationship to the examples we have
just mentioned is not so close, as is also the case with
the Virgin Mary in the Altar Crucifix from Bruck an der Mur
or the Virgin Mary from the Crucifixion in the Kieslinger
collection (Vienna, ca 1410).”

The gesture of Mary’s left hand comes from the
iconographic tradition of depicting the figures in the
group beneath the cross, in which the Virgin Mary
faints, overwhelmed by sorrow. In this tradition, the
Virgin Mary, her arms hanging limply, is supported
by a group of women or by John the Evangelist, the
disciple whom Jesus loved, to whose care Mary was
entrusted by Christ on the cross (John 19:26-27). Part
of Mary’s left hand has been broken off, but the remain-
ing fragment indicates that the direction of movement
of the slightly upturned hand corresponds to the
many variations of the rendering of this scene.” The
motif of the limply hanging arms occurs in three-fig-
ure groups of The Crucifixion occasionally, as evidenced
by contemporary examples of compositions of The
Crucifixion in manuscript illuminations (Tke Crucifixion,
Austria, middle third of the fifteenth century, Pierpont,
Morgan library, New York)* or in devotional prints.*
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Heiliger Dominicus, Neun Gebetshaltungen

und neun Gebete (detail), southern Germany,
ca 1450-1470, single-page print, coloured
woodcut, 38.6 x 45.1 cm, Nuremberg,
Germanisches Nationalmuseum, inv.

no. H 64. Photo: © Germanisches
Nationalmuseum, Niirnberg,

Leihgabe Museen der Stadt Niirnberg,
Kunstsammlungen, photo: D. Messberger

Sv. Dominik, Neun Gebetshaltungen und neun
Gebete (detail), jizni Némecko,

kolem 1450-1470, jednolist, kolorovany
drevorez, 38,6 x 45,1 cm, Norimberk,
Germanisches Nationalmuseum, inv. ¢. H 64.
Foto: © Germanisches Nationalmuseum,
Ndrnberg, Leihngabe Museen der Stadt
Ndrnberg, Kunstsammlungen, foto:

D. Messberger

ve Vidni (Viden, kolem 1420-1425, Dom Museum
Wien, Videri).?® Na nasi fezbé vak neni v charakteri-
stickém gestu pozvedana rouska, ale cip plasté. Tim
se tento motiv obsahové vzdaluje od vztahu k vyse
uvedenym prikladim, obdobné jako je tomu u Pan-
ny Marie z Oltdrniho kriZe z Bruck an der Mur, i
Panny Marie z Ukrizovani z Kieslingerovy sbirky (Vi-
den, kolem 1410).%

Pohyb Mariiny levice vychazi z ikonografické
tradice zobrazeni postav skupiny pod kfizem, v niz
zarmutkem ochromena Panna Marie umdléva. Pan-
nu Marii s pazemi bezvladné svéSenymi podpira
skupina zen, ¢i Jan Evangelista, Milac¢ek Pang, jehoz
ochrané byla Kristem na kriZi Marie svérena (Jan 19,
26-27). Cast levé Mariiny ruky je odlomena, ale do-
chovany fragment naznacuje, Ze smér pohybu mirné
vytocené ruky odpovida ¢etnym variacim ztvarnéni
této scény.>® S motivem bezvladné svésenych pazi se
u trifigurovych skupin UkFiZovani setkdvame ojedi-
néle, jak Ize dolozit i na dobovych prikladech kom-
pozic UkfiZovani v kniznim malifstvi (UkriZovani,
Rakousko, 2. tretina 15. stoleti, Pierpont Morgan
Library, New York)® ¢&i na devolnich grafikach.®
Koncept gestiky uzity na nasi rfezbé& je u trifiguro-
vych Ukfizovani z obdobi pozdniho krasného slo-
hu obdobné raritni a ve stfredoevropském prostoru
nepatfi mezi ¢asto uzivané ani v pripadé kompozic
vicefigurovych.® Sirsi motivickou $kalu poskytuji
srovnani s malifskymi a socharskymi dily zapadoev-
ropské provenience, inspirativni jsou vtomto ohledu
pocetnéjsi konvoluty, jak je tomu v pripadé alabas-
trd Mistra z Rimini a jeho okruhu, spojovaného s jiz-
nim Nizozemim ¢&i severni Francii.®*

Studujeme-li obé€ rezby ze vSech uhld, je napad-
nych nékolik znakd. Bohata modelace je vyrazné utva-
rena pro Celni a boéni pohledy, objem je budovan od
Siroké zakladny smérem vzh(ru. Tento dojem jesté
umocriuje robustnéjsi proporce obou postav. Zcela
v duchu krasnoslohé estetiky je ladnost esovitého
prohnuti postavy Jana Evangelisty i libeznost Mariiny
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The concept of the gestures used in our woodcarving
is rarely found in three-figure Crucifixions in the late
period of the Beautiful Style, and it was not often used
in the Central European region even in multi-figure
compositions.®® A broader range of motifs is provided
by comparisons with paintings and sculptural works
from Western Europe. Inspiring in this regard are more
numerous groups, as is the case with the alabasters of
the Master of Rimini and his circle, associated with the
southern Netherlands or northern France.*

If we study the two woodcarvings from all angles,
several features stand out. The lavish modelling is
distinctly formed for viewing from the front and the
sides, and the bulk is built upwards from a broad base.
This impression is further augmented by the sturdy
proportions of the two figures. Fully in keeping with
the spirit of Beautiful Style aesthetics is the graceful
S-shaped curve of the figure of John the Evangelist and
the sweetness of Mary’s youthful face, which does not
display any signs of grief, as is also the case with the face
of St John. While the scheme of movement of St John
the Evangelist is clearly determined by accentuating
one engaged and one free leg (indicated by the motif of
radiating folds around the knee), the direction in which
the Virgin Mary’s head is inclined does not correspond
to the established scheme of an S-shaped curve of the
silhouette. This feature is supported by the non-tradi-
tional orientation of the folds running from Mary’s right
forearm. The Virgin Mary is wearing a mantle that is
not fastened and is drawn across her veil on the top of
her head like a hood. The modelling of the upper part
of the mantle is created by turning back the material
on the crown of the head and hitching it up at the nape
of the neck. From Mary’s left shoulder the mantle falls
down freely, and on the right shoulder it is covered by
the cascading veil. Mary’s right forearm is raised high,
and her mantle is draped over it in a non-traditional
way, forming a dynamic composition of bowl-shaped
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The Virgin Mary and St John the
Evangelist from The Crucifixion
(detail)

Panna Marie a sv. Jan Evangelista
z Ukrizovani (detail)

mladistvé tvare, ktera neodrazi zadné znamky zalu,
obdobné jako tvar sv. Jana Evangelisty. Zatimco po-
hybové schéma sv. Jana Evangelisty je jednoznacné
uré¢eno akcentovanim stojné a volné nohy, nazna-
¢enych motivem paprscitych zahybl v partiich ko-
lena, smér naklonu hlavy Panny Marie neodpovida
zavedenému schématu esovitého prohnuti siluety.
Tento rys podporuje i netradi¢ni orientace misovi-
tych zahybl bézicich od Mariina pravého predlokti.
Panna Marie je odéna do nesepnutého plasté vy-
tazeného na temeno hlavy pres rousku na zpUsob
kapuce. Modelace plasté je v horni ¢asti utvarena
ohybem latky na temeni a podkasanim v tylu. Z le-
vého Mariina ramene plast spada volné dold, na
pravém rameni je kryt kaskddou rousky. Na vysoce
posazeném predlokti Mariiny pravice je plast netra-
di¢né pretazen a utvari dynamickou kompozici mi-
sovitych zahyb( vedenych od ramene k hibetu ruky,
ve které Marie pozdvihuje cip plast€ usporadaného
do kaskady trubicovych zahybld. Motivicky je toto
reSeni blizké draperiovému schématu, jehoZz pred-
obrazem byly Madona toruriska (1390-1400, kostel
sv. Jand v Toruni, od druhé svétové valky nezvést-
nd) a Madona vratislavskd (kolem 1390-1395, Mu-
zeum Narodowe, Varsava),* s Vratislavskou mado-
nou se v zakladnich rysech shoduje i feSeni Mariina
spodniho Satu. (obr. 8) Ozvuk motivického aparatu
krasnoslohych madon je moZné sledovat i v naznaku
skladebného systému zahybl Satu v zadovych par-
tiich fezby Panny Marie. Zahyby pfi soklu utvareji
nedokonéeny tvar pismene ,u”, prapuvod tohoto
tvaru mohl byt u osové prevracenych skladd uzitych
napriklad u Madony vratislavské a derivatd Madony
toruriské (Madona z Bonnu, Torun (?), kolem 1395,
LVR-LandesMuseum Bonn, Bonn), v mladsi vrstvé
je toto schéma uzito napfriklad u nékterych variant
Madony krumlovské (viz napt. Madona z Hallstat-
tu, Salcburk, kolem 1400, Narodni galerie v Praze,
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The Virgin Mary from The Crucifixion (detail)

Panna Marie z Ukrizovani (detail)

9/

folds leading from the shoulder to the back of the hand,
in which Mary lifts up the tip of her mantle, arranged in
a cascade of tube-shaped folds. These motifs are similar
to the drapery scheme whose prototypes were the Torus
Madonna (1390-1400, Church of St John the Baptist and
St John the Evangelist in Torun, missing since World
War II) and the Wroclaw Madonna (ca 1390-1395, Muzeum
Narodowe, Warsaw).® The arrangement of Mary’s
under-robe also corresponds with the Wroclaw Madonna
in its basic features. (Fig. 8) The echo of the motifs
used in Beautiful Style Madonnas can be observed in
the indication of a system for the folds in the robe on
the rear side of the woodcarving of the Virgin Mary.
The folds near the plinth form an incomplete U-shape,
and the origin of the shape can perhaps be traced right
back to the folds with inverted axes used, for example,
with the Wroclaw Madonna and derivatives of the Torur
Madonna (the Bonn Madonna, Torun (?), ca 1395, LVR-
LandesMuseum Bonn, Bonn). In a later phase, the
scheme was also used, for example, in several variants of
the Krumlov Madonna (e.g. the Halstatt Madonna, Salzburg,
ca 1400, National Gallery in Prague, Prague).* The hem
of the veil, which hangs in a graceful curve across the
breast below a hem modelled in a cascade of folds, is
reminiscent of the motifs used in the Prague Beautiful
Style Pietas (e.g. the Pietd in Baden near Vienna, the Bern
Pieta, or the Fihlava Pietd),”” which were exported to
Europe as luxury goods® and modified into different
variants by local workshops. The treatment of the robe
of John the Evangelist is more precise in its use of the
formal Beautiful Style devices. We can already find
prototypes of the drapery scheme in the main phase of
the Beautiful Style. Evidence that the woodcarving may
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St John the Evangelist from The Crucifixion (detail)

Sv. Jan Evangelista z UkriZovdni (detail)

Praha).* Cip rousky, ktery se v ladné kfivce na hrudi
podtaci pod volny cip modelovany kaskadou zahy-
b0, upomina na motivicky aparat prazskych krasno-
slohych piet (viz napt. Pieta z Baden u Vidné, Pieta
z Bernu, Pieta z fihlavy)® exportovanych do Evropy
jako luxusni zboZi* a variovanych mistnimi dilnami.
Traktovani Satu Jana Evangelisty je v uzivani formal-
niho krasnoslohého aparatu presné€jsi, pro draperio-
vé schéma nachazime predobrazy jiz ve vrcholné fazi
krasného slohu, pro pozdni fazi slohu svéd¢i forma
modelace misovitych zahybl, zmnozeni draperio-
vych motivd i podoba cipu plasté nad volnou no-
hou (obdobné napt. Madona z Judenburgu, Viden,
kolem 1415 /?/, kostel sv. Mikula$e, Judenburg),*
ktery nejspise vznikl transformaci pdivodné horizon-
talniho lemu plasté.* (obr. 9) Obdobnou starsi ge-
nezi ma i vyrazny vertikalni zahyb pod cipem plas-
t€, dnes z&asti odlomeny. Hlava Jana Evangelisty je
mirné zaklonéna, pohled sméruje vzhiru ke Kristu
na krizi, osobité rysy nese Janlv obli¢ej hranatych
tvard. Kadere svétce jsou zb€zné rezané, prameny
mirné vinitych vlast se pri okrajich podtaceji do za-
vijenych loken, na cele je modelovana jedna kratka
kadef. Blizké analogie nabizeji kresby Ambraského
ndcrtniku (Praha, kolem 1410, doplnéno ve Vidni,
kolem 1430, Kunsthistorisches Museum Wien, Vi-
den)*! & vySe zminéné fezby prazské dilny Mistra
Tynské kalvarie (Sv. Jan Evangelista, Tynskd kalvd-
rie, Praha, kolem 1410, kostel Panny Marie pred
Tynem, Praha),*” stejné jako nékteré videnské prace
z dvacétych let 15. stoleti (UkriZovdni ze sv. Stépdna
ve Vidni, Viden, kolem 1420-1425, Dom Museum
Wien, Viden).*
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have come from the later phase of the Beautiful Style
can be found in the modelling of the bowl-shaped folds,
the multiplication of the drapery motifs, and the appear-
ance of the tip of the mantle above the free leg (simi-
lar is, e.g., the Fudenburg Madonna, Vienna, ca 1415 (?),
Church of St Nicholas, Judenburg),® which probably
came about through a transformation of the originally
horizontal hem of the mantle.” (Fig. 9). The prominent
vertical fold below the tip of the mantle, today partly
broken off, has a similar earlier genesis. The head of
John the Evangelist is tilted slightly backwards, with his
gaze directed upwards towards Christ on the cross, and
his face has distinctive angular features. The locks of
the saint’s hair are carved perfunctorily, with the slightly
wavy roots curling into ringlets at the ends. A single
short lock is modelled on the forehead. Close analo-
gies can also be found in the drawings in the Ambras
Sketchbook (Prague, ca 1410, additions in Vienna, ca 1430,
Kunsthistorisches Museum Wien, Vienna)," in the
woodcarvings by the Prague workshop of the Master of
the Tyn Calvary mentioned above (St fohn the Evangelist,
Tyn Calvary, Prague, ca 1410, Church of Our Lady Before
Tyn, Prague),” and in some Viennese works from
the 1420s (The Crucifixion in St Stephen’s Cathedral in Vienna,
Vienna, ca 1420-1425, Dom Museum Wien, Vienna).*

Dating and attribution

At the time the two woodcarvings were purchased for
the Gallery collections, it was already thought that
they should be dated to the late phase of the Beautiful
Style and had a South German or Austrian prove-
nance.* The Bohemian features of the works do not
exclude such a provenance, because the Beautiful Style
from the Czech lands had a widespread reception in
other Central European regions, including both direct
imports and the mobility of artists and the use of work-
shop models and pattern books.* We believe that analo-
gies or the stylistic nature of the woodcarvings and their
functional context can be found in the early part of the
fifteenth century in the artwork production of that part
of the Alpine regions* dominated by the cultural and
political influence, not only of Vienna, but also of the
Archbishopric of Salzburg, the metropolis of a church
state whose possessions around the year 1400 extended
over Bavaria, Tyrol, Carinthia, Carniola, and Lower
Austria.”” The reception of the development of the
Beautiful Style in Bohemia took place in the Salzburg
region in a specific way;* the sculptural output there
in the early part of the fifteenth century, the common
factor in which was the majority use of artificial stone,
had a distinctive character and an exceptional variety
of motifs.* Apart from the types of the Plzeri Madonna
and the Krumlov Madonna, from which were derived the
Hallstatt Madonna and the Bad Aussee Madonna in Styria, the
reception took place very early in the Salzburg region of
the type of the Wroclaw Madonna,”® which is linked with
our woodcarvings by several features of the system of
folds of the mantle and under-robe of the Virgin Mary.
Our Virgin Mary resembles the Salzburg cast-stone
Madonnas in her sweetness and grace and in the facial
type, and also shares with them a certain robustness of
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Datace a atribuce

JiZz pfi ndkupu obou Fezeb do galerijnich sbirek byla
uvazovana jejich datace do pozdni faze krasného
slohu a jihonémecka ¢ rakouska provenience,*
z které Ize dovodit jisté bohemikalni rysy, které jsou
podminény Sirokou recepci krasného slohu z ces-
kych zemi, zahrnujici jak pfimé importy, tak mobilitu
tvlrcd i uzivani dilenskych piedloh a vzornik(.* Do-
mnivadme se, Ze pro stylovy charakter fezeb i jejich
funkéni kontext Ize najit v prvni ¢tvrtin€ 15. stoleti
analogie v pamatkovém fondu té casti alpskych re-
giond,*® kde dominoval kulturnim a polickym vlivem
vedle Vidné arcibiskupsky Salcburk, metropole cir-
kevniho statu, jehoz majetky zasahovaly kolem roku
1400 do Bavorska, Tyrol, Korutan, Krariska, §tyrska
a dolnich Rakous.*” V Salcbursku byl specifickym
zptisobem recipovan vyvoj krasného slohu v Ce-
chach,*® zdejsi socharska produkce, jejimz pojitkem
bylo vétSinové uziti umélého kamene, méla v prvni
¢tvrtiné 15. stoleti osobity charakter a mimoradnou
motivickou riiznorodost.* Kromé typu Madony pl-
zeriské a Madony krumlovské, z néhoz jsou odvoze-
ny Madona z Hallstattu a madona ze Styrského Bad
Aussee, byl v Salcbursku velmi zahy recipovan také
typ Madony vratislavské,™ se kterym nase rezby poji
¢ast prvkd zdhybového systému plast€ a spodniho
Satu Panny Marie. Salcburskym madonam z litého
kamene je Panna Marie pod kfizem blizka libeznou
gracii a oblicejovym typem, zaroven s nimi sdili jis-
tou robustnost figurélniho typu (viz napf. Salcbur-
skd madona z Norimberku, kolem 1420, Germa-
nisches Nationalmuseum, Norimberk),! salcbursky
fond nabizi komparaci i s fezbou ve drevé malych
formatl (Madona, Salcburk, kolem 1400-1410).%
Souvztaznosti v okruhu salcburskych madon nacha-
zime u motivu zavinuti cipu rousky (Madona Colli-
ho, Salcburk, pocatek 15. stoleti, Liebieghaus Skulp-
turensammlung, Frankfurt nad Mohanem), ten
vSak mlizeme dovodit i z forméiniho aparétu kras-
noslohych piet, jak bylo popséno vyse. Oproti tomu
drobné soska Sv. Jeronyma z litého kamene z klas-
tera benediktinek v Nonnbergu (Salcburk, kolem
1410, Opatstvi benediktinek Nonnberg, Salcburk)>*
pfindsi pro rezbu Panny Marie zajimavé srovnani
reSeni modelac¢nich principd draperie s mélkymi mi-
sovitymi zahyby s ostrym bFitem ve vrcholcich mo-
delace a prostorové niky vytvorené pohybem pazi
napinajicich svétclv plast. V salcburském fondu vsak
nenachazime presvédcCivé analogie pro charakter
rezby sv. Jana Evangelisty, ty lze spiSe sledovat v re-
gionu s tésnymi vazbami na Salcburk, kterym bylo
Gzemi historického Styrska, zahrnujici ¢ast dne$niho
Slovinska.> Salcburské importy (viz napf. Madona
z Bad Aussee, kolem 1405, Madona z Gaalu, kolem
1425)%¢ &i prace salcbursky $kolenych mistrd se zde
prolinaji s praci mistrd prichéazejicich z Vidné a ces-
kych zemi, véetné mistr( vazanych na parlérovské
hutni sochaistvi.”” Styrsko naleZelo spolu s Korutany
a Kranskem pod vladu leopoldovské vétve Habsbur-
kai. V dobé vlady Arnosta Habsburského, zv. Zelez-
ného (1406-1424), byla socharska produkce spoje-



figural type (see e.g. the Salzburg Madonna from Nuremberg,
ca 1420, Germanisches Nationalmuseum, Nuremberg).*
A comparison can also be found in the Salzburg region
production with a small-format woodcarving (Madonna,
Salzburg, ca 1400-1410).** A correlation with the motif
of the coils of the hem of the veil also exists among
the Salzburg Madonnas (Colli Madonna, Salzburg, early
fifteenth century, Liebieghaus Skulpturensammlung,
Frankfurt am Main),”® although this can also be derived
from the formal system of the Beautiful Style Pietas,
as was described above. By contrast, a small cast-stone
statue of St Ferome from the Benedictine convent in
Nonnberg (Salzburg, ca 1410, Nonnberg Benedictine
Abbey, Salzburg)®* presents an interesting comparison
with the woodcarving of the Virgin Mary in the model-
ling principles of the drapery, with shallow bowl-shaped
folds with sharp edges at the peaks of the modelling,
and relief niches created by the movement of the
arm pulling on the saint’s mantle. Among Salzburg
artefacts we do not find any convincing analogies
similar in character to the woodcarving of St John
the Evangelist; they can, however, be seen in a region
with close links to Salzburg, the territory of historical
Styria, part of which is today in Slovenia.”® In Styria
imports from Salzburg (such as the Bad Aussee Madonna,
ca 1405, or the Gall Madonna, ca 1425)*° or works by art-
ists trained in Salzburg can be found alongside works
by artists coming from Vienna and Bohemia, including
artists with links to the Parler sculptors’ lodge.” Styria,
together with Carinthia and Carniola, was ruled by the
Leopoldine branch of the Habsburgs. During the reign
of Ernest “the Iron” (1406-1424), sculptural output was
associated in particular with the Master of Grofilobming
and Hans of Judenburg.®® Our woodcarvings, however,
are closer to a different position, represented by the
woodcarving work of the Master of the Scheifling Pieta,
who was commissioned to produce important works for
monasteries in Seckau and St Lambrecht (the Master
of the Scheifling Pieta, St Augustine in Seckau Cathedral,
ca 1420, Staatliche Museen Berlin, Berlin).* Earlier
research regarded this as folk art,”” but in fact it is an
original interpretation of the Beautiful Style in its later
phase, characterised by dramatic expression, spatial
dynamics, liveliness, and specific shifts in the estab-
lished canon. The woodcarvings of the group beneath
the cross are rooted in the Mannerist tendency within
the Beautiful Style, and lack the exalted nature of the
Scheifling Pieta (ca 1420-1430, collection of St Lambrecht
Monastery) or the Obdach Pieta (ca 1420-1430, hospital
church, Obdach);* nevertheless, surprising correlations
are evident in the way the drapery is modelled. Our two
woodcarvings share with the oeuvre attributed to the
Master of the Scheifling Pieta the dynamics of “liquid
lines” of drapery, a free approach to the Beautiful Style
conventions, and building up the bulk from a broad
base. These indications do not allow us to definitely
attribute our woodcarvings to the same workshop, but
they enable us to consider (and to specify through fur-
ther research) the possibility that the woodcarvings may
have originated in the Styrian region, where, in local
centres such as Murau, Judenburg or St Lambrecht,
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na zejména s Mistrem z Grosslobmingu a Hansem
z Judenburgu.*® Nase Fezby v§ak maji blize k odlisné
poloze, prezentované rezbarskymi pracemi Mistra
Piety ze Scheiflingu, spojeného s vyznac¢nymi objed-
navkami klaster v Seckau a St. Lambrechtu (Mistr
Piety z Scheiflingu, Styrsko, Sv. Augustin z dému
v Seckau, kolem 1420, Staatliche Museen Berlin,
Berlin).* Star$im badanim byla nahlizena jako zlido-
vél4,% jde vdak o svébytnou interpretaci krasnoslo-
hého aparatu v pozdni fazi slohu, vyznacujici se dra-
matizaci vyrazu, prostorovou dynamikou, hybnosti
a specifickymi posuny v zavedeném kanonu. Rezby
skupiny pod kfizem jsou svym ladénim ukotvené
v manyristickém proudu krasného slohu a postradaji
exaltovanost Piety z Scheiflingu (kolem 1420-1430,
sbirky klastera v St. Lambrechtu) ¢i Piety z Obdachu
(kolem 1420-1430, 3pitalni kostel, Obdach), pre-
kvapivé souvztaznosti jsou viak patrné ve zpasobu
modelace draperie. Se souborem pripsanym Mistru
Piety ze Scheiflingu obé rezby sdileji dynamiku ,te-
kutych linii* draperie, volné zachazeni s krasnoslo-
hym aparatem i budovani objemu od Siroké baze.
Uvedené znaky nedovoluji Fezby pripsat jednoznac-
né téze diln€, umoznuji vSak promyslet a dalSim ba-
danim konkretizovat vazby na mozny plvod rezeb
v oblasti Styrska, které v lokalnich centrech, jakymi
byly Murau, Judenburg &i St. Lambrecht, poskytova-
lo dilenské zazemi a objednavatelsky kontext.®> Na-
vrhujeme tedy nase rezby atribuovat jako rakouské,
nejspise Styrské, prace a datovat je do doby kolem
roku 1420.

Dokumentace stavu

Sosky Panny Marie a sv. Jana Evangelisty byly po
zakoupeni Narodni galerii restaurovany v restaura-
torském ateliéru Narodni galerie v Praze.®® Nedil-
nou soucasti praci byla dokumentace a nasledny
prizkum obou rezeb. Nejdrive byl dokumentovan
stavajici stav, zjiStovdna mira druhotnych zéasahi
a poskozeni a nasledné stanoven dalsi postup. Sos-
ka Panny Marie vykazovala mensi rozsah defekt(
nez fezba sv. Jana Evangelisty. Na fezbé Panny Ma-
rie chybéla ¢ast modelace soklu, odlomena byla ¢ast
levé paze s prsty, dil¢i ztraty jsou patrné i na Marii-
né Cele, kde chybi ¢ast zahybl rousky. Toto posko-
zeni je starSiho data, byly na ném zretelné patrné
stopy opakovanych oprav (tmely, premalby). Rezba
sv. Jana Evangelisty ma v predni ¢asti poskozenou
partii soklu a souvisejici ¢ast draperie a chodidla,
ztracen je atribut - kniha v Janové pravici, prekryta
cipem plasté€. Ve vlasech byly nevhodné domodelo-
vany chybéjici kadere z hnédé zabarveného tmelu.
(obr. 10) V hmoté tmelu byla potvrzena indanthro-
nova mod¥ (PB 60),% siran barnaty, hlinitokiremici-
tany a vldkna. Dopliky a tmely byly potvrzeny na-
slednym prizkumem, stejn€ jako rozsah premaleb
a retusi polychromie, ktery byl upfesnén na snim-
cich v UV luminiscenci a IR reflektografii.®® (obr. 11)
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Micro-CT image of the woodcarving of

St John the Evangelist, horizontal section of
the head with putty visible. Photo: Institute
of Theoretical and Applied Mechanics, Czech
Academy of Sciences

Snimek z micro CT rezby sv. Jana Evangelisty,
vodorovny fez v oblasti hlavy s viditelnym tmelem.
Foto: Ustav teoretické a aplikované mechaniky

AV CR

the necessary background in terms of workshops and
patrons existed.” We therefore propose to attribute
our woodcarvings as Austrian, most probably Styrian
works, and to date them to the period around 1420.

Condition documentation

After being purchased by the National Gallery, the
statuettes of the Virgin Mary and St John the Evangelist
were restored in the restoration workshop of the
National Gallery in Prague.®® An integral part of the
work was the documentation and subsequent examina-
tion of the two woodcarvings. First the existing condi-
tion was documented, the extent of later modifications
and damage was established, and then the subsequent
procedure was decided on. The statuette of the Virgin
Mary displayed fewer defects than the woodcarving of
St John Evangelist. On the woodcarving of the Virgin
Mary part of the modelling of the plinth was missing,
part of the left arm and fingers had been broken off,
and some losses were also evident on Mary’s forehead,
where part of the folds of her veil were missing. This
damage was of an older date, and traces of repeated
repairs (putty, overpainting) could clearly be seen.
On the front side of the woodcarving of St John the
Evangelist part of the plinth and the adjoining part of
the drapery and foot are damaged, and his attribute -
a book in John’s right hand, which is covered by the
tip of his mantle - is missing. Missing locks of his hair
had later been re-modelled inappropriately using putty
that had been painted brown. (Fig. 10) In the body of
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Detail of the woodcarving
of St John the Evangelist
before restoration, image
in visible light and UV
luminescence; detail of the
woodcarving of the Virgin
Mary before restoration,
image in visible light and
UV luminescence. Photo:

Markéta Pavlikova

Detail fezby sv. Jana
Evangelisty pred

restaurovanim, snimek
ve viditelném svétle a UV

luminiscence; detail

rezby Panny Marie pred
restaurovanim, snimek

ve viditelném svétle a UV
luminiscence. Foto: Markéta

Pavlikova

Materialové aspekty dila

Pro komplexni poznani sou¢asného stavu obou re-
zeb byl proveden i rozsahly laboratorni prizkum,
zahrnujici neinvazivni zobrazovaci techniku mikro
CT.%” Detailni snimkovani celych so$ek probéhlo
na technickém mikro CT ve spolupraci s odbor-
nym pracovist€ém Laborator rentgenové tomografie
Ustavu teoretické a aplikované mechaniky AV CR,
Centrum Tel¢.%® Ziskané poznatky se staly zakladem
nejen pro interpretaci technologickych vytvarnych
postupd, ale i pro planovani restauratorského zasa-
hu. V aukénim katalogu bylo u obou so$ek uvedeno,
Ze jsou zhotoveny z lipového dreva. Ale jiz pri da-
kladném pozorovani spodni strany obou Fezeb ve
viditelném svétle bylo patrné, Ze se kresba u obou
drevin lisi. Tuto skute¢nost nasledné jednoznacné
prokazal prizkum pomoci mikro CT. (obr. 12) V na-
vaznosti na tato zjiSténi proto bylo v prvnim kroku
nutné overit pouzité dreviny. U fezeb takto malého
formatu je problematické odebrat dostatecné velky
vzorek pro standardné pouzivanou metodu optic-
ké mikroskopie, ktera umoznuje identifikaci dreva
na zakladé pozorovani charakteristickych morfo-
logickych znakd na pripravenych mikroskopickych
preparatech.®® Odebrané vzorky z otvoru pro ¢ep
nemély pro pripravu preparatd dostatecnou ve-
likost. Neupravené vzorky dreva™ byly nejdfive
dokumentovany optickym mikroskopem v rezimu
3D snimkovani™ a poté probéhlo jejich snimani
metodou mikro CT v laborato¥i Ustavu technické



the putty, the presence was confirmed of indanthrone
blue (PB 60),* barium sulphate, aluminosilicates, and
fibres. The additions and putties were confirmed by
the subsequent examination, as was the extent of the
overpainting and retouching of the polychromy, which
was displayed in detail on photographs taken in UV
luminescence and IR reflectography.” (Fig. 11)

The materials of the works

In order to have a comprehensive picture of the cur-
rent condition of the two woodcarvings, an extensive
laboratory examination was carried out,” including
the use of non-invasive micro-CT imaging technology.”
The detailed scanning of the whole of the statuettes
took place using micro-CT technology, in cooperation
with a specialist workplace, the Laboratory of X-Ray
Tomography at the Tel¢ Centre of the Institute of
Theoretical and Applied Mechanics, Czech Academy of
Sciences.® The information gained in this way was used
as the basis, not only for interpreting the technological
processes used by the artists, but also for planning the
restoration work. In the auction catalogue it was stated
that both statues were made of limewood. But from
a careful observation of the bottom of both woodcarv-
ings in visible light it was already obvious that the wood
texture of the two works was different. This fact was
later clearly demonstrated by the examination using
micro-CT. (Fig. 12) Following on from this finding, it
was therefore first of all necessary to verify the types of
wood used. With woodcarvings of such a small format
it is difficult to take a sufficiently large sample for the
standard method of optical microscopy, which enables
the wood to be identified on the basis of observing char-
acteristic morphological features on microscopic prepa-
rations.” The samples taken from the opening for the
peg were not large enough for the preparation of slides.
Unmodified samples of wood” were first documented
using an optical microscope in 3D scanning regime,”
and then they were scanned using the micro-CT method
in the laboratory of the Institute of Experimental
and Applied Physics, Czech Technical University in
Prague.” After this, the samples were documented
with the help of an electron microscope in the second-
ary electrons regime in the Chemical-Technological
Laboratory of the National Gallery in Prague.” With
the samples of wood from the woodcarving of St John
the Evangelist, the optical and electron microscopy
already documented a reinforcement of the vessels with
a spiral thickening, which is a characteristic feature of
limewood (Tilia sp.). Then the micro-CT images clearly
showed elongated multilayered medullary rays, which
are also typical for lime. The use of a different kind of
wood for the statuette of the Virgin Mary was evident
on the micro-CT images of the entire woodcarvings
and of the samples. The annual rings are not so well
depicted on the cross-sectional images of the statuette of
the Virgin Mary because the difference in density of the
late and early wood is not so great. With the limewood
used for the woodcarving of St John the Evangelist, the
annual rings are easier to see on the CT images.”* From
the micro-CT images of the sample of wood from the
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a experimentalni fyziky CVUT v Praze.”” Nasledné
byly vzorky dokumentovany pomoci elektronové-
ho mikroskopu v rezimu sekundarnich elektront
v Chemicko-technologické laboratofi Narodni gale-
rie v Praze.” U Fezby sv. Jana Evangelisty bylo jiz
optickou a elektronovou mikroskopii na vzorcich
dreva dokumentovano vyztuzeni cév silnou 3rou-
bovici, coZ je charakteristicky znak lipového dreva
(Tilia sp.). Na snimcich mikro CT jsou pak dobre
viditelné i protahlé vicevrstvé dienové paprsky, kte-
ré jsou také typické pro lipu. Pouziti odliSné dreviny
u sosky Panny Marie bylo zretelné na snimcich z mi-
kro CT ziskanych na celych soskach i na vzorcich.
Letokruhy na snimcich pri¢ného Fezu sosky Panny
Marie nejsou dobre vykreslené kvdli mensimu roz-
dilu v hustoté letniho a jarniho dreva. U lipového
dreva pouzitého na rezbé sv. Jana Evangelisty jsou
letokruhy na snimcich CT lépe viditelné.” Z mikro
CT snimk( vzorku dreva ze soSky Panny Marie je
patrné, Ze se jednalo o roztrousen€ pérovité dievo,
cévy jsou prevazné ojedinélé. Drefiové paprsky jsou
jedno- az tfivrstevné. Dalsi znaky jako perforace cév
nebo pritomnost tecek, respektive dvojtecek neby-
lo moZné pozorovat. Vechny vySe popsané znaky
ukazuji na drevo hrusné (Pyrus sp.) ¢i breku (Sor-
bus torminalis). ]ejich rozliSeni je moZné napriklad
podle pritomnosti slabé Sroubovice vyztuZujici cévy
u bfeku. Tento rys v8ak na dostupnych snimcich
nebylo mozné pozorovat, a proto neslo drevo jed-
noznacné urcit. Lze predpokladat, Zze soska Panny
Marie je nejspiSe vytvorena z ovocného dreva, byt
pro uvazovanou provenienci v oblasti dneSniho
Rakouska nejde pro obdobi krasného slohu o ma-
terial nejbé&zné€jsi. Volba druhu drevin uzivanych
v daném regionu pro socharskou praci se fidila jak
regionalni dostupnosti daného druhu dfeva, tak
pozadovanym formatem a Gcelem zhotovovaného
dila.” Lipové drevo je jednou z nejéasté&ji uzivanych
drevin ve stfedni Evropé. Tato teze plati jak pro dila
bohemikalni provenience 14. az 16. stoleti,” tak pro
sousedni oblasti, jak ukazuji pripadové studie i sou-
hrnné prace zabyvajici se materidlovymi aspekty
fondu socharskych pamatek okolnich zemi.”” Lipa
se uzivala jak pro velkoforméatové rezby, tak pro rea-
lizace malych rozmér0. V souvislosti s uvazovanymi
hypotézami plivodniho kontextu obou rezeb je zaji-
mavé zjist€ni, Ze materialova rozmanitost se tykala
i produkce drevénych oltarnich krizd. Vyse zminény
kfiz z Bruck an der Mur je materialové urcen jako
rezba z topolového a bukového dreva, oproti tomu
oltarni krize ze salcburského démského muzea byly
vyrezany z lipy. Je vSak tfeba mit na zreteli, Ze la-
boratorni uréeni difev nebylo u mnoha dél doposud
provedeno a Udaje uvadéné ve starsi literature ¢asto
vychazeji pouze z optického zkoumani.

Kromé identifikace dieva byla realizovana i ra-
diouhlikova datace, ktera byla zaméfena na ziska-
ni informaci, zda pouZité dreviny pochazeji z téze
doby.” Datace ukazala, Ze dievo sosky Panny Ma-
rie bylo skaceno priblizné mezi lety 1320-1416
s pravdépodobnosti 96 %, pricemzZ interval mezi
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statuette of the Virgin Mary it was evident that this was
a diffuse-porous wood, with most of the vessels being
solitary. The medullary rays range from uni- to triseriate.
Other characteristics such as the perforation of the ves-
sels or the presence of pits or bordered pits could not be
observed. All these signs indicate pear wood (Pyrus sp.)
or wild service tree wood (Sorbus torminalis). It is possible
to distinguish them, for example, by the presence of
a weak spiral thickening of the vessels of the wild service
tree. This feature, however, could not be observed on
the images available to us, and so it was not possible
to definitely determine which wood was used. It can be
assumed that the statuette of the Virgin Mary is more
likely to have been fashioned out of a fruit tree wood,
although this was not the most common of materials in
our proposed provenance in the region of what is today
Austria during the era of the Beautiful Style. The choice
of the wood species used for sculptural work in a given
region was determined both by the regional availability
of the particular type of wood and by the format and
purpose of the artefact.”” Limewood is one of the most
frequently used types of wood in Central Europe. This
applies both to works of Bohemian provenance from
the fourteenth to the sixteenth century,” and for the
neighbouring regions, as is shown by case studies and
general surveys dealing with the materials used in works
of sculpture in the surrounding countries.” Limewood
was used for both large- and small-format woodcarv-
ings. In connection with the proposed hypotheses
about the original context of our two woodcarvings, it
is interesting to note that different materials were also
used in the production of wooden altar crucifixes. It
has been determined that the crucifix in Bruck an der
Mur mentioned above is a woodcarving made using
poplar and beechwood, whereas the altar crucifixes in
the Salzburg Cathedral Museum were carved out of
limewood. It needs to be taken into account, however,
that the laboratory identification of wood species has so
far not been carried out on many works, and the details
given in earlier literature are often based only on visual
examination.

In addition to the identification of the type of
wood, radiocarbon dating was also carried out, aimed
at establishing whether the wood species used came
from the same period.”” The dating showed that the
wood used for the statuette of the Virgin Mary came
from a tree which was felled roughly between the years
1320-1416 with a probability of 96%, with the period
1320-1359 having a probability of 59.8% and the period
1389-1416 a probability of 35.7%. The results were simi-
lar for the limewood used for the carving of St John the
Evangelist, where the radiocarbon analysis indicated
the tree was felled in the period 1323-1421, with the
period 1323-1355 having a probability of 43.2% and the
period 1392-1421 a probability of 52.2%. (Fig. 13) If we
consider the samples taken in both cases from the cen-
tral opening for the peg, therefore, the statue of St John
the Evangelist, on the basis of counting the additional
visible annual rings™ from the opening for the peg to
the edge of the woodcarving on the micro-CT image,
it is possible to add roughly a further 10 to 12 annual
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1320-1359 je s pravdépodobnosti 59,8 % a interval
mezi 1389-1416 je s pravdépodobnosti 35,7 %. Ob-
dobné je to i u lipového dreva rfezby sv. Jana Evange-
listy, kde radiouhlikova analyza ukazala skaceni v in-
tervalu mezi lety 1323-1421, pri¢emz interval mezi
1323-1355 je s pravdépodobnosti 43,2 % a interval
mezi 1392-1421 s 52,2 %. (obr. 13) V pripadé, ze
zvazime odbér vzorku v obou pripadech ve stfedo-
vém otvoru pro ¢ep, Ize u sochy sv. Jana Evangelisty

na zakladé dopoétu viditelnych letokruhd™ od otvo-

ru po ¢epu ke kraji frezby na mikro CT snimku pficist
cca 10 az 12 letokruhd, respektive rokd rdstu navic
a dobu skaceni tak posunout minimalné o tyto roky.®
U fezby sv. Jana Evangelisty se statisticky pravdépo-
dobnéjsim intervalem v rozmezi let 1392-1421 Ize
pri dopoctu letokruht dobu skaceni dreviny posu-
nout o desetileti do let 1402-1431. Tomuto interva-
lu odpovida i stylovy charakter rezeb, ktery sveédci
o jejich vzniku v obdobi pozdni faze krasného slohu,
zasahujici ve stfedoevropském regionu do druhé
a treti dekady 15. stoleti.

Snimky mikro CT velmi prehledné dokumentuji
stav obou rezeb, skryté defekty a zasahy do hmoty
dreva, stejné€ jako pripadné druhotné Upravy a no-
v€jsi doplnky. Na spodnich okrajich obou rezeb
jsou mirné kénické kruhové otvory po Cepech, které
povazujeme za pozUstatky pdvodniho uchyceni so-
Sek ke spolecné bazi (terén, architektura krize). Na
snimcich podélnych rezl je mozné detailné studo-
vat tvar otvorl. V pripadé¢ rezby Panny Marie je vi-
ditelny nepravidelny obrys otvoru a odlomky dreva,
na rezb€ Jana Evangelisty je patrny mirné kénicky
tvar. Snimky poskytuji presnéa data o velikosti otvor(
v jednotlivych hladinach. Primérem se oba otvory
neshoduji, pokud bychom uvazovali o uziti vrtaku,
nejednalo by se o shodny nastroj. Lze predpokla-
dat, Ze nejdrive byl otvor dobovym néastrojem pred-
vrtan a poté (dlatem) zacistén. U sv. Jana Evangelis-
ty je otvor vyplnén tlomky jehli¢natého dreva (které
ma na snimku mikro CT viditelné vyrazné stridani
letokruht), jeZ jsou pfi okrajich zfejmé drobné do-
plnény tmelem.®" Dalsi otvory lze dokumentovat
v zadovych partiich obou so3ek, vyvrtany otvor je
zahloubeny $ikmo dolG do stfedu hmoty fezby.®?
Plvodni ucel téchto otvorl neni ziejmy, nebot jsou
vyplnény a prekryty polychromii a nezakryvaji zad-
nou schranu ani stopy po adjustaci. (obr. 14) Pri-
zkum na CT rovnéz zachytil mista poskozené ¢i chy-
béjici modelace, jakymi je leva paze Panny Marie,
odlomky na soklu ¢i poSkozena modelace rousky na
Cele, stejné jako tmely nahrazujici modelaci ¢asti Ja-
novych kaderi, jeho pravici s chybé&jicim atributem
¢i stopy po odlomeni ¢asti Fezby pfi soklu a ve spod-
ni partii Satu.

Prizkum barevnych vrstev polychromie

Podrobna fotodokumentace stavu dila byla prove-
dena ve viditelném svétle a v razantnim nasviceni.®®
V boénim svétle se projevil reliéf nestejnomérné
dochovanych barevnych vrstev. Pfedchozi restaura-
torsky zasah totiZ pracoval se starSimi vrstvami se-
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Zaznam vysledku datovani radiouhlikovou metodou u sochy
Panny Marie (a) a sv. Jana Evangelisty (b). Grafy: Ivo Svétlik

rings, in other words additional years of growth, and
thus to move the time the tree was felled at least by this

lektivné a nékteré z fragmentl novodobych vrstev
byly ponechéany. Vyskyt fragmentl olovnaté béloby

number of years.” With the addition of these annual
rings, the statistically most likely period for felling the
tree used for the woodcarving of St John the Evangelist
can be moved by a decade from 1392-1421 to 1402-1431.
This period also corresponds to the stylistic nature
of the woodcarvings, which testifies to them having
been made during the late phase of the Beautiful Style,
which impacted the Central European region during
the second and third decades of the fifteenth century.
The micro-CT images give a very clear picture of
the condition of the two woodcarvings, hidden defects,
and encroachments into the wood mass, and also possi-
ble later alterations and additions. On the bottom edges
of both woodcarvings are slightly conical circular open-
ings left by the insertion of pegs, which we believe to
be the remains of the way the statuettes were originally
fixed to a common base (a terrain or the architecture of
a crucifix). On the cross-sectional images it is possible
to study the shape of these openings in detail. In the
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v puvodni polychromii Ize nejlépe rozecist na snim-
cich RTG reflektografie. Fragmentarni dochovani
plvodnich vrstev bylo potvrzeno i podrobnym po-
zorovanim binokularnim mikroskopem. PFi snimani
v UV luminiscenci se projevily partie domodelova-
nych ¢asti, které zarily modre. Syt€ bily ton mély
v inkarnatech fragmenty puavodni polychromie,
pfemalbova vrstva méla potlacenou luminiscen-
ci a retuSe byly zaznamenany okrovym ténem. Pfi
porizeni IR reflektografie byla potlacena rozdilna
barevnost polychromie. Celoplosné se uplatrioval
zkrakelovany bily kridovy podklad. Tmavé se zob-
razily detaily o¢i, oboci a drobné retuse obsahujici
cern.

Provedeny materidlovy prlizkum se soustredil
na identifikaci vytvarnych material( a techniku pro-
vedeni puvodnich barevnych vrstev polychromie
a jejich naslednych oprav. V prvnim kroku byl prd-
zkum veden neinvazivné metodami optické mikro-
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case of the woodcarving of the Virgin Mary, the irregu-
lar outline of the opening and fragments of wood that
have broken off are visible, while on the woodcarving of
John the Evangelist a slightly conical shape is evident.
The images provide precise data about the size of the
openings on the various levels. The diameters of the two
openings are not the same; if a gimlet was used, then it
was a different one in each case. It can be assumed that
the opening was initially bored using a contemporary
tool and then smoothed using a chisel. With St John
the Evangelist, the opening has been filled in with
fragments of coniferous wood, which can be seen on
the micro-CT image to have a distinct alternation of
the annual rings, with the addition of small amounts
of putty at the edges.” Further openings can be docu-
mented on the rear sides of both statuettes. They have
been bored and countersunk diagonally downwards
into the central mass of the woodcarving.? The original
purpose of these openings is not clear, since they have
been filled in and covered over with polychromy and
do not conceal any receptacle or traces of installation.
(Fig. 14) The CT examination also revealed places
where the modelling is damaged or missing, such as the
Virgin Mary’s left arm, pieces broken off on the plinth,
and damaged modelling of the veil on the forehead,
and also putty replacing the modelling of part of John’s
locks of hair, his right hand with the missing attribute,
or traces of parts of the woodcarving having been bro-
ken off on the plinth and the lower part of his robe.

Examination of the coloured layers of polychromy

A detailed photodocumentation of the condition of
the works was made in visible light and under raking
light.” Lit from the side, the relief of the coloured layers
was displayed. Not all of them had been preserved to
the same extent, because the previous restoration had
worked with the earlier layers selectively, and some of
the fragments of the more modern layers had been left.
The occurrence of fragments of lead white in the orig-
inal polychromy can best be seen in the X-ray reflec-
tography images. The fragmentary preservation of the
original layers was confirmed by a detailed observation
using a binocular microscope. During UV luminescence
imaging, parts of the additional modelling appeared,
radiating a blue colour. In the flesh tone parts, the frag-
ments of the original polychromy had a rich white tone,
the layer of overpainting had suppressed luminescence,
and the retouching was characterised by an ochre tone.
With IR reflectography, the differences in colour of the
polychromy were suppressed. Throughout the whole
of the work, a white chalk ground was used, which had
been affected by craquelure. Details of the eyes and
eyebrows, and minor retouching containing black pig-
ment, appeared in dark tones.

The investigation of the material used concentrated
on identifying the artistic materials, the technique
used in executing the original coloured layers of poly-
chromy, and subsequent repairs to them. In the first
stage, the examination applied non-invasive methods
of optical microscopy using a USB microscope, with
the surface being documented in visible and ultraviolet
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skopie pomoci USB mikroskopu, kdy byl povrch do-
kumentovan ve viditelném a ultrafialovém svétle.®
(obr. 15) Prvkovéa analyza byla realizovana pomoci
rentgenové fluorescen¢ni spektroskopie®® a struk-
turni analyza mobilni Ramanovou spektroskopii®
pfimo z povrchu fezeb. Nasledné byl proveden
odbér mikro vzorkl, na kterych byla realizovana
dokumentace stratigrafie pomoci svételného mikro-
skopu®” i prvkova® a strukturni analyza materiala®
v jednotlivych vrstvach polychromie.

Na povrchu obou fezeb jsou rozpoznatelné jak
plvodni, tak druhotné vrstvy polychromie, které vy-
kazuji nékteré spole¢né materialové a technologické
rysy provedeni (viz tabulka 1). Na obou soskach
jsou plvodni bilé podklady na bazi prirodni kiidy
s primési hlinitokrfemicitant. Kridové podklady jsou
typické pro vytvarna dila vznikla v Zaalpi,*®° tedy i pro
dila bohemikalni provenience®® a vétsiny regiond né-
mecky mluvicich zemi. Pfirodni kiidu tvori z 90 az
99 % uhlicitan vapenaty (CaCO,), vznikly usazenim
vapnitych schranek drobnych morskych Zivocichi
v mélkém mofi, tzv. vapnitych nanofosilii. Analyza
EDS prokéazala u podkladd obou so3ek v radu jedno-
tek procent primés hliniku (Al), kfemiku (Si), hor¢i-
ku (Mg) a ojedinéle i sodik (Na) a fosfor (P). Pravé
toto prvkové sloZeni je charakteristické pro primés
hlinitokrfemicitand (alumosilikat().

Obdobnou stratigrafickou vystavbu a pouziti
materiald Ize dokumentovat na plvodnich i dru-
hotnych vrstvach polychromie na obou rfezbach. Na
rezbé Panny Marie bylo pri podrobném pozorovani
a dokumentaci béhem restauratorského prizkumu
zjisténo, ze je pod vicevrstevnou modrou polychro-
mii na lici plast€ dochovana vrstva bilé barevnosti.
Mladsi vrstvy prekryvaji drobnou krakeldz spodnich
vrstev. V zahybech rezby Satu Panny Marie byly ob-
jeveny fragmenty modrych a zelenych vrstev, které
pochézely z rlznych etap premaleb. Materidlovy
prizkum tato zjisté€ni potvrdil a dale upresnil. Bylo
prokazano, Ze lice plastd Panny Marie i sv. Jana
Evangelisty byly plvodné bilé, provedené olovna-
tou bélobou (2 PbCO, - Pb(OH),). Tato barevnost
je typickad pro polychromii krasnych madon a piet,
jeji funkce nebyla pouze esteticka, ale spoluutva-
rela promysleny teologicky koncept téchto krasno-
slohych dél.%> Barevnost jednotlivych postav sku-
piny pod kfizem byla zpravidla koncipovana v Sirsi
barevné skale, vySe zminény Deichsleriiv oltdr je
svym feSenim pomérné€ ojedinély. Neni vylouceno,
ze v pripadé nasich fezeb vzhledem k jejich formatu
zvolena barevnost zdmérné€ odkazovala na drobné
socharské prace z luxusnéjsiho materialu, jakym byl
tehdy velmi oblibeny alabastr.”

Shodna plvodni barevnost i technologické pro-
vedeni jako u plasté Panny Marie byly dokumento-
vany na plasti sv. Jana Evangelisty, a to jak na jeho
lici, tak na rubu. (obr. 16, 17) V pavodni modré
polychromii rubd byla u obou plasti prokazéana ze-
lena lazurni podmalba na bazi médnatych pigmen-
td, na které leZzi modra vrstva velmi jemné zrnitého
azuritu s primési prirodniho uhli¢itanu vapenatého,
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Macro images of the polychromy of the woodcarvings of the Virgin Mary and of St John the
Evangelist, a) detail of the polychromy of the peg on the rear side of the woodcarving of

St John the Evangelist; b) detail of the polychromy of the Virgin Mary showing the original
layer of white colouring and the original and secondary gilding; c) detail of the polychromy
of the original blue layer with azurite and later overpainting. Photo: Markéta Pavlikova

16/
Modified image of the existing polychromy,
reconstruction of the original colouring. Data

Makrosnimky polychromie fezby Panny Marie a sv. Jana Evangelisty, a) detail polychromie cepu modification: Jichym Svoboda

v zadovych partiich na rezbé sv. Jan Evangelisty; b) detail polychromie Panny Marie s viditelnou
plvodni vrstvou bilé barevnosti a plvodnim a druhotnym zlacenim; c) detail polychromie pavodni
modré vrstvy s azuritem a pozdé&jsimi premalbami. Foto: Markéta Pavlikova

Upraveny snimek stavajici polychromie, rekonstrukce
pUvodni barevnosti. Uprava dat: Jachym Svoboda

light.** (Fig. 15) An elemental analysis was carried out
with the help of X-ray fluorescent spectroscopy,” and
a structural analysis using mobile Raman spectroscopy®
directly on the surface of the woodcarvings. Afterwards,
micro-samples were taken, on which stratigraphic doc-
umentation was carried out using a light microscope®
and an elemental® and structural analysis® of the mate-
rials in the various layers of polychromy took place.

On the surface of the two woodcarvings can be
distinguished both the original and secondary layers
of polychromy, which display several common features
in terms of the material and technology used. (See
Table 1). On both statuettes there are the original
white grounds with a chalk basis and an admixture of
aluminosilicates. Chalk grounds are typical for works
of art created in the transalpine lands,” and thus also
for those of Bohemian provenance” and most regions
of the German-speaking countries. Natural chalk con-
sists primarily (from go to 99%) of calcium carbonate
(CaCO,), formed by deposits of the calcite shells of tiny
marine animals in a shallow sea, known as calcareous
nanofossils. An EDS analysis revealed in the grounds of
both statuettes a small admixture (less than 5%) of alu-
minium (Al), silicon (Si), magnesium (Mg), and occa-
sionally also sodium (Na) and phosphorus (P). This
elemental composition is characteristic of an admixture
of aluminosilicates.
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anatasu (TiO,) a hematitu (Fe,O,). (obr. 18) Pravé
hrubost ¢astic, respektive jemnost azuritu je zasad-
ni pro rozpoznani ptvodnich vrstev od druhotnych.
Na lici plasté Panny Marie byla pdvodni barevnost
bild a na rubu modra. Obé¢ strany (lic i rub) byly
premalovany vrstvou modrého hrubozrnného azu-
ritu s prirodnimi primésemi - goethitem (FeOOH),
uhli¢itanem vapenatym, anatasem a siranem bar-
natym (BaSO,), a ojedinéle s primési olovnaté bé-
loby. (obr. 19) Analyza vzorku z rubu plasté Panny
Marie potvrdila v podkladu pritomnost protein(, lze
uvaZzovat o pouziti klihu. V plvodnich vrstvach po-
lychromie rubd, zelené podmalbé a modré vrstve, je
zrejmé smés pryskyric a lipidd. V druhotnych mod-
rych vrstvach s hrubozrnnym azuritem jsou lipidy
(vysychavy esterovy olej).

Lemy plastad Panny Marie i sv. Jana Evangelisty
byly pivodné zlaceny na cerveny poliment zrejmé
platkovym zlatem. V druhé vrstvé polychromie byly
zlaceny na vrstvu mordantu tvoreného smési rumélky
(HgS), olovnato-cini¢ité zluti typu | (Pb,SnO,), uh-
licitanu vapenatého a okrl. Pres zlaceni na lemech
prechazi i modra vrstva s hrubozrnnym azuritem.
Druhotna polychromie byla nanesena bud pres sil-
né&jsi organickou vrstvu, ktera je dobf'e pozorovatelna
v ultrafialovém svétle, nebo pres bilou vrstvu na bazi
sadry. Obé tyto mezivrstvy mély slouzit k vyrovnani
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17/ ¢

Stratigraphy of samples taken from the
lower (a) and upper (b) layers of the outer
side of the mantle of the Virgin Mary in
visible and ultraviolet light. Below the blue
overpainting can be seen the white layers of
the original polychromy. Photo: Radka Sefcii

Stratigrafie vzorkd ze spodnich (a) a hornich
vrstev (b) ve viditeIném a ultrafialovém
svétle z lice plasté Panny Marie. Pod modrou
premalbou jsou viditelné bilé vrstvy pavodni
polychromie. Foto: Radka Sefcti

18/ ¢

Stratigraphy of samples taken from the inner side
of the mantles of the Virgin Mary (a) and of St
John the Evangelist (b) in visible and ultraviolet
light. Photo: Radka Sefcit

Stratigrafie vzorku ve viditeIném a ultrafialovém
svétle z rubl plasté Panny Marie (a) a sv. Jana
Evangelisty (b). Foto: Radka Sefcli

19/ V¥

Microscopic preparation of the blue layers with
coarse-grained azurite from the sample taken
from the inner side of the mantle of the Virgin
Mary. Photo: Radka Sefctt

Preparat z modrych vrstev s hrubozrnnym azuritem
ze vzorku rubu plasté Panny Marie. Foto: Radka Sefct
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A similar stratigraphic structure and use of materi-
als can be documented on the original and secondary
layers of polychromy on both woodcarvings. On the
woodcarving of the Virgin Mary, detailed observation
and documentation during the restoration examination
revealed that a layer of white is preserved below the
multilayered blue polychromy on the outer side of the
mantle. Later layers cover the slight craquelure of the
bottom layers. In the folds of the Virgin Mary’s robe
were discovered fragments of blue and green layers,
coming from various stages of overpainting. The exam-
ination of the materials used confirmed these findings
and provided further details. It was shown that the
outer sides of the robes of the Virgin Mary and St John
the Evangelist were originally white, executed in lead
white (2PbCO, - Pb(OH),). This colouring is typical
for the polychromy of Beautiful Madonnas and Pietas,
and its function was not only aesthetic, but it helped
create the carefully thought-out theological concepts
of these Beautiful Style works.” The concept for the
colouring of the individual figures in a group beneath
the cross was normally for a broader range of colours;
the Deichsler Altarpiece mentioned above is relatively
unusual in this respect. It is not impossible that in view
of the format of our woodcarvings the chosen colouring
was a deliberate reference to miniature sculptural work
in more luxury material such as alabaster, which was
very popular at that time.*

The same original colouring and technological
execution as for the mantle of the Virgin Mary was doc-
umented for the mantle of St John the Evangelist, both
for the outer and inner sides. (Figs. 16, 17) In the orig-
inal blue polychromy of the inner sides of both robes
was found green glazed underpainting based on copper
pigments, on top of which is a blue layer of very fine-
grained azurite (2CuCO, - Cu(OH),) with an admix-
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20/ ¢

Stratigraphy of a sample taken from the outer side
of the mantle of St John the Evangelist in visible
and ultraviolet light. Below the secondary red
overpainting can be seen the white layer of the
original polychromy. Photo: Radka Sefct

Stratigrafie vzorku ve viditeIném a ultrafialovém svétle
z lice plasté sv. Jana Evangelisty. Pod druhotnou
¢ervenou premalbou je viditelna bila vrstva plvodni
polychromie. Foto: Radka Sefct

21/ ¢

Stratigraphy of a sample taken from the veil of the
Virgin Mary in visible and ultraviolet light. Photo:
Radka Sefcti

Stratigrafie vzorku ve viditeIném a ultrafialovém svétle
z rousky Panny Marie. Foto: Radka Sefcl

povrchu a ke zlepSeni adheze pred nanesenim novej-
Sich barevnych vrstev na starsi polychromii. Obdob-
né souvrstvi z druhotnych zasah( je i na polychromii
plasté sv. Jana Evangelisty, kde byl pavodni bily lic
nahrazen nerovnomérné dochovanou vrstvou cer-
vené barevnosti na bazi rumélky s pfimési olovnaté
béloby a cerveného organického laku. (obr. 20) Tato
cervend vrstva prekryvajici defekty ve starsi vrstvé je
zatekla do jejich krakel. Modra barevnost rubu byla
zachovana, pdvodni vrstva s jemnozrnnym azuritem
byla prekryta jako v pripadé plasté Panny Marie vrst-
vou hrubozrnného azuritu. Uziti azuritu v premal-
bach ndm pomaha upresnit vroceni oprav. Azurit

modrym pigmentem a jeho obliba trvala az do prelo-
mu 16. a 17. stoleti. Ve stfedovéku byla jeho hlavnim
evropskym zdrojem zejména naleziSté v oblastech
tehdejsich Uher (sou¢asné Madarsko).** V disledku
turecké expanze byl dovoz z Uher kolem poloviny
16. stoleti utlumovan a evropsky trh hledal jiné alter-
nativy surovin pro modrou barvu. Stale ¢astéji byl uzi-
van smalt a indigo, od pocatku 18. stoleti je nahradila
pruska modr. S ohledem na tuto skute¢nost predpo-
kladame, Ze premalbu lice plasta azuritem mdzZeme
vrocCit nejpozdéji do doby jeho konéici dostupnosti,
tedy do prvni poloviny 17. stoleti.

Materiadlova analyza zdokumentovala na jed-
nom vzorku modrého rubu plasté sv. Jana Evange-
listy také opravu, pfi niz byla pouzita kombinace
modré a vrchni lokalni zelené vrstvy polychromie.
Ve spodni modré vrstvé byl potvrzen hrubozrnny
azurit s primési kfemene (SiO,), siranu barnatého,
anatasu a okrd. V8echny tyto slozky jsou pfrirodni
pfimé&si azuritu. Prvkovou analyzou v3ak byla v mod-
ré vrstvé vedle médi (Cu) z pouzitého azuritu iden-
tifikovana i kombinace rtuti (Hg) a jodu (). Mohlo
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ture of natural calcium carbonate, anatase (TiO,),
and haematite (Fe,O,). (Fig. 18) The coarseness of the
particles - or the fineness of the azurite - is the basic
criterion for distinguishing the original layers from the
secondary ones. The original colouring of the Virgin
Mary’s mantle was white on the outer side and blue on
the inner side. Both sides (outer and inner) have been
overpainted by a layer of blue coarse-grained azurite
with natural admixtures - goethite (FeOOH), calcium
carbonate, anatase, and barium sulphate (BaSO,), with
the occasional admixture of lead white. (Fig. 19) An
analysis of a sample from the inner side of the Virgin
Mary’s mantle confirmed the presence of proteins in
the ground; it is possible that animal glue may have
been used. In the original layers of the polychromy of
the inner sides, the green underpainting, and the blue
layer, a mixture of resins and lipids is evident. Lipids
(ester drying oil) are also present in the secondary blue
layers of coarse-grained azurite.

The hems of the mantles of both the Virgin Mary
and St John the Evangelist were originally gilded on red
poliment, evidently using gold leaf. In the second layer
of polychromy they were gilded on a layer of mordant
formed by a mixture of vermilion (HgS), lead-tin yellow
type I (Pb,SnO,), calcium carbonate, and ochres. On
top of the gilding on the hems comes the blue layer with
coarse-grained azurite. The secondary polychromy was
applied either over a thicker organic layer, which can
easily be seen in ultraviolet light, or over a calcium-sul-
phate-based white layer. Both these intermediate layers
were intended to level out the surface and to improve
adhesion when applying the new layers of paint onto
the older polychromy. Similar layers of secondary over-
painting can be found on the polychromy of St John
the Evangelist’s mantle, where the originally white outer
side was replaced by an irregularly preserved layer of red
colouring based on vermilion with an admixture of lead
white and red lake. (Fig. 20) This red layer covering the
defects in the older layer has seeped into the latter’s cra-
quelure. The blue colouring of the inner side has been
preserved: as with the mantle of the Virgin Mary, the
original layer of fine-grained azurite has been covered
by a layer of coarse-grained azurite. The use of azurite
in the overpainting helps us to establish the date of the
repairs more precisely. In the Middle Ages, azurite was
the most important and most widely-used blue pigment,
and its popularity persisted until around the year 1600.
Its principal European source in the Middle Ages con-
sisted of deposits in parts of what is today Hungary.**
As a result of Turkish expansion, imports from Hungary
were reduced considerably in the mid-sixteenth century,
and the European market had to look for alternative
sources of blue colour. Increasing use was made of smalt
and indigo, and from the early eighteenth century they
were replaced by Prussian blue. In view of this, we can
assume that the overpainting of the outer sides of the
mantles using azurite can be dated at the latest to the
time it ceased to be available, in other words the first
half of the seventeenth century.

The analysis of the materials also documented
on one sample of the blue inner side of St John the
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by se jednat o pfirodni primés mineralu kokcinitu
(Hgl,),* ktery byl popsan jako pfimés malachitu,®
typického doprovodného mineralu azuritu.’” Dalsi
variantou je uZiti pigmentu na bazi jodidu rtutna-
tého (Hgl,). Ten se vyskytuje ve dvou krystalovych
modifikacich, ¢ervené a-Hgl, a Zluté 3-Hgl,. Jde vSak
o velmi nestabilni slou¢eniny, které ztraceji svoji bar-
vu.” Historicky byl tento pigment vyrabén nejdfive
v prvni ¢tvrtiné 19. stoleti a oznacovan jako lodi-
ne Scarlet® a prodavan na konci 19. stoleti firmou
Reeves & Son jako Royal Scarlet.’® Ve vrchni zelené
vrstve bylo potvrzeno pouZiti pravdépodobné ataka-
mitu (Cu,(OH),Cl) s primési kupritu (Cu,O), olov-
naté béloby, rumélky, siranu vapenatého (CaSO,)
a neapolské Zluti.’* Ramanovou spektroskopii bylo
naméreno spektrum, které odpovida kombinaci
dvou strukturnich variant neapolské Zluté, oxyplum-
boroméitu (Pb,Sb,0,) a rosiaitu (PbSb,0).'*

Zrejmé jednu z poslednich oprav polychromie
dokladaji lokalngé zjisténé retuSe na bazi titanové
a zinkové béloby (TiO,, resp. ZnO). Titanova bé-
loba se strukturou rutilu byla potvrzena také v bilé
barvé, kterou bylo provedeno znaceni na zadni stra-
né obou rezeb. Tento bily pigment se sice vyrabé&l od
roku 1938, ale v malbé se uZiva az od padesatych az
Sedesatych let 20. stoleti.'®

Celku pGvodné dominovala bila barevnost. Bilé
byly lice plastd obou figur a bily byl u obou rezeb
rovnéz spodni $at, provedeny jemnou vrstvou po-
lychromie na bazi olovnaté béloby. Promyslenou
skladbu barevného ucinku celku doklada odlisny,
mirn€ naZloutly, barevny tén Mariiny rousky. Ten
byl docilen pridanim olovnato-cinicité Zluti typu | do
olovnaté béloby. (obr. 21) Tento typ Zluti byl v mal-
bé a polychromiich pouzivan od konce 14. stoleti.'**
Zajimavé je, Ze olovnato-cinicita Zlut typu | byla po-
uZita i ve vrstvé druhotné polychromie, kterou od
plvodni polychromie na statigrafii oddéluje vrst-
va necistot. Druhotna vrstva olovnato-cinicité zluti
typu | s pfimési uhli¢itanu vapenatého a hlinky ma
mohutnéjsi, hrubozrnéjsi, ale zaroven semitrans-
parentni az translucentni charakter. Tyto vlastnosti,
prlsvitnost a lazurni leskly efekt malby, mdze prizni-
v€ ovliviiovat kombinace olejového pojiva, jehoz uzi-
ti Ize predpokladat i zde, stejné jako v druhotnych
azuritovych vrstvach na rubu plast€ Panny Marie, ve
spojeni se svétlymi pigmenty s uhli¢itanem vapena-
tym. Oprava rousky vykazuje data¢ni shodu s prove-
denou premalbou plasté na modro, nebot olovnato-
-cinicitd zlut typu | se v malbé vyskytovala do
poloviny 18. stoleti,'®® pak byla nahrazena zejména
neapolskou Zluti.’® Zde viak ke zméné barevnosti
nedoslo a Ize predpokladat, Ze pdvodni tonalita byla
obdobna. Olovnato-cinicita Zlut typu | se vyskytuje
i v zelené ptvodni polychromii plintu pod sv. Janem
Evangelistou v kombinaci se zelenym posnjakitem
(Cu,S,(OH); - H,0)."

Rekonstrukci barevnosti inkarnatu lze odecist
jak z povrchovych fragmentl, tak ze zbytku vrstvy
na mikro vzorku, kde byla potvrzena obvykla smés
olovnaté béloby, rumélky, okrd a uhlic¢itanu vape-



Evangelist’s mantle a repair, for which a combination
of a blue layer and an upper local green layer was used
in the polychromy. In the lower blue layer, the presence
was confirmed of coarse-grained azurite with an admix-
ture of quartz (SiO,), barium sulphate, anatase, and
ochres. All these components are natural admixtures of
azurite. The elemental analysis, however, identified in
the blue layer, in addition to copper (Cu) from the azur-
ite used, a combination of mercury (Hg) and iodine (I).
This may have been a natural admixture of the mineral
coccinite (Hgl,),” which has been described as an
admixture of malachite,” a typical mineral accompany-
ing azurite.” Another possibility is the use of a pigment
with a mercury iodide (HgI,) base. This occurs in two
crystalline modifications, red a-Hgl, and yellow p-HgI,.
However, these are very unstable compounds, which
lose their colour.” Historically, this pigment was first
manufactured in the first quarter of the nineteenth cen-
tury, when it was termed Iodine Scarlet,” and sold by
the company Reeves & Son as Royal Scarlet at the end
of the nineteenth century.'® In the upper green layer
the use was confirmed of what was probably atacamite
(Cu,(OH),CI) with an admixture of cuprite (Cu,0),
lead white, vermilion, calcium sulphate (CaSO,), and
Naples yellow." The spectrum measured using Raman
spectroscopy corresponded to a combination of two
structural variants of Naples yellow, oxyplumboro-
méite, (Pb,Sb,0.) and rosiaite (PbSb,0;).""*

Evidence of what seems to have been one of the
last repairs to the polychromy is provided by localised
findings of retouching using titanium and zinc white
(TiO, and ZnO, respectively). The presence of titanium
white with the structure of rutile was also confirmed in
the white paint used to designate the two woodcarvings
on the rear. Although this white pigment was manufac-
tured from 1938 onwards, it was not used in painting
until the 1950s and 1960s.'”

Overall, white colouring predominated originally.
The outer sides of the mantles of both figures were white,
and so were the under-robes on both woodcarvings,
which were executed in a fine layer of polychromy with
a lead white base. The carefully thought-out composi-
tion of the overall colouring effect is evidenced by the
different, slightly yellowish, tone of Mary’s veil. This
was achieved by adding lead-tin yellow type I to lead
white. (Fig. 21) This type of yellow was used in paintings
and polychrome works from the end of the fourteenth
century.'® It is interesting that lead-tin yellow type I was
also used in the layer of secondary polychromy, which
is separated from the original polychromy on the stra-
tigraphy by a layer of dirt. The secondary layer of
lead-tin yellow type I with an admixture of calcium
carbonate and natural earth pigment is more solid and
coarser-grained, but at the same time semi-transparent,
almost translucent. These qualities, the translucence and
glazed, glossy effect of the painting, can be favourably
influenced by a combination of an oil binder - whose
use can be assumed here, as with the azurite secondary
layers on the inner side of the Virgin Mary’s mantle -
together with light pigments with calcium carbonate.
The repairs to the veil can be dated to the same time as
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natého. ldentifikované pigmenty technologicky od-
povidaji dobovym zvyklostem. V mladsich vrstvach
byla stanovena pritomnost olovnaté béloby, rumél-
ky a ¢erveného organického laku.

Strucné shrnuti postupu restaurovani

Detailni prazkum obou rezeb stanovil rozsah de-
fektd a druhotnych zasahud.'® Bylo sjednano, zZe
nebude snimana vrstva mladSich Gprav polychro-
mie. Davodem bylo jak predpokladané stari uprav,
tak skutecnost, Ze se plvodni vrstvy pod novéjsimi
zasahy dochovaly ve fragmentech. Restauratorsky
zasah tak zahrnoval z vétsi ¢asti konzervaci a sanaci
stavajiciho stavu drevni hmoty a barevnych vrstev.
Na nékterych mistech byla odhalena vrstva kfido-
vého podkladu i samotné dfevo. Misty uvolnéna
celoplosné krakelovana polychromie byla upevnéna
4% roztokem Zelatiny. Byly sejmuty rusivé drobné
fragmenty premaleb a retusi. Z poSkozené rezby
zahybl rousky nad ¢elem Panny Marie byly odstra-
nény drobné fragmenty premaleb. Nevhodné dopl-
néné kadere podél obliceje sv. Jana Evangelisty byly
odstranény. Akvarelovou retusi byly lokalné potlace-
ny rusivé defekty (stav po restaurovani viz obr. 1).

Zaveér

Provedeny prizkum a nésledna interpretace za-
sadné& obohatily naSe dosavadni znalosti o Ffezbach
Panny Marie a sv. Jana Evangelisty ze sbirek Narod-
o atribuci a datovani, stejné tak jako byly zpresné-
ny zavéry tykajici se pivodniho funkéniho kontextu
obou rezeb a jejich materidlovych aspektd. Dolo-
zené dobové analogie umoznuji pracovat se starsi

hypotézou osazeni Fezeb ve stfedu oltariku, zaroven

moznost osazeni obou rezeb do sestavy oltarniho
krize. Na zakladé kompara¢niho studia Ize dle nase-
ho nazoru rovnéz presveédciveé vyloucit bohemikalni
atribuci, s kterou byla dila uvedena na umélecky trh.
Jisté bohemikalni rysy obou rezeb jsou podminény
Sirokym ohlasem krasnoslohé produkce ceskych
zemi ve stfedni Evropé€. Nové bylo navrzeno dila atri-
buovat jako rakouské, nejspiSe Styrské, prace z doby
kolem roku 1420. Pro datovani obou dél do pozdni-
ho krasného slohu poskytuje jejich stylovy charakter
dostate¢nou oporu, argumentaci rovné€z potvrzuji
vysledky radiouhlikové datace, dokladajici ¢asovy in-
terval pro skaceni uzitého dreva. Diky vyhodnoceni
dat ziskanych pomoci mikro CT a optické mikrosko-
pie bylo potvrzeno, Ze fezby byly zhotoveny z roz-
dilnych drevin. To v8ak nezpochybriuje jejich pfislus-
nost k jednomu celku, nebot souhlasi jak vysledky
radiouhlikového datovani material( obou rezeb, tak
vysledky restauratorského a materidlového priizku-
mu dochovanych barevnych vrstev. Ten prokazal na
obou fezbach shodné Gpravy polychromie. Rezby se
dochovaly v dobrém stavu, v minulosti doslo pouze
k nékolika dil¢im zasahdm do drevni hmoty a na-
slednym opravéam. Prizkumem byly zjiStény nejstar-
$i vrstvy polychromie. Celku plvodné dominovala
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the blue overpainting of the mantle, since lead-tin yellow
type I was used in painting until the mid-eighteenth
century,'” when it was replaced, mainly by Naples yel-
low.'% Here, however, a change of colouring did not take
place, and it can be assumed that the original tonality
was similar. Lead-tin yellow type I also occurs in the
original green polychromy of the plinth below St John
the Evangelist, in combination with green posnjakite
(Cu,S,(OH)s- H,O)."

The colouring of the flesh tone can be recon-
structed both from the surface fragments and from
the remains of the layer on the micro-sample, where
the usual mixture of lead white, vermilion, ochres, and
calcium carbonate was found. The pigments thus iden-
tified correspond to the usual technologies used at that
time. In the later layers, the presence was established of
lead white, vermilion, and red lake.

A brief summary of the restoration procedure

A detailed examination of the two woodcarvings estab-
lished the extent of the defects and secondary alter-
ations.'” It was agreed that the layer of later alterations
to the polychromy would not be removed. The reasons
were the assumed age of the alterations and the fact
that the original layers had been preserved in fragments
below the more recent interventions. The restoration
work thus consisted mainly of the conservation and
cleaning of the existing state of the wood and layers of
colouring. In some places the layers of chalk ground
and the wood itself was uncovered. The polychromy,
which had craquelure all over and had come loose in
places, was consolidated by a 4% gelatine solution.
Troublesome small fragments of overpainting and
retouching were removed. Small fragments of over-
painting were also removed from the damaged carving
of the folds of the veil on the Virgin Mary’s forehead.
The locks of hair which had been inappropriately
added next to the face of St John the Evangelist were
removed. Intrusive defects were suppressed in places
using watercolour retouching. (For the state of the
woodcarvings after restoration, see Fig. 1.)

Conclusion

The examination that has been carried out and its
subsequent interpretation have substantially expanded
our previous knowledge about the woodcarvings of the
Virgin Mary and St John the Evangelist in the collections
of the National Gallery in Prague. Earlier hypotheses
about their attribution and dating can now be specified
in greater detail, as can conclusions about the original
functional context of the two woodcarvings and aspects
of the materials used. Documented contemporary analo-
gies have made it possible to elaborate the earlier
hypothesis that the woodcarvings may have been part of
a small altar, and also to expand the circle of hypotheses
to include the very probable theory that the two carvings
were part of an altar crucifix composition. On the basis
of a comparative study, the Bohemian attribution with
which the two works were placed on the art market can
in our view be convincingly rejected. Certain Bohemian
features of the woodcarvings are due to the widespread
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bila barevnost, dopln€na o barevny akcent modrého
rubu plastd se zlacenymi lemy. Pro koncept barev-
nosti nachazime presvédcivou oporu v krasnoslo-
hém kanonu, podminéném dobovym teologickym
myslenim. Bez vyznamu neni ani vizualni blizkost
takto pojatého barevného rozvrhu s tehdy velmi
popularnimi sochami z alabastru. Diky provedenym
analyzam lze dobi'e dokumentovat barevnou zménu
polychromie a nékteré z oprav presnéji casove urcit.
| pres nalez starSich vrstev polychromie bylo roz-
hodnuto, Ze nebudou prfemalby celoploSné snima-
ny. Stavajici Uprava polychromie tak stale uchovava
nékolik historickych etap oprav obou rezeb.

Cldnek vznikl na zdkladé instituciondini pod-
pory dlouhodobého koncepcniho rozvoje vyzkumné
organizace poskytované Ministerstvem kultury CR.



reception of Beautiful Style production from the Czech
lands in other parts of Central Europe. It has now been
proposed to attribute the artefacts as Austrian, most
probably Styrian, works from around the year 1420. The
stylistic nature of the two woodcarvings is a sufficiently
strong argument for dating them to the late period of
the Beautiful Style, and this is likewise confirmed by
the results of the radiocarbon dating, which provides
evidence for the time period when the felling of the trees
from which the wood was taken occurred. Thanks to the
evaluation of the data acquired with the help of micro-
CT and optical microscopy, it was confirmed that each of
the two woodcarvings was made from a different kind of
wood. This, however, does not call into question the fact
that they belonged to a single group, because the results
both of the radiocarbon dating of the materials used and
of the restoration examination of the materials used in
the preserved polychrome layers are the same for both
works. The restoration examination showed that the
polychromy on both woodcarvings had been repaired
in the same way. The woodcarvings have been preserved
in good condition; only a few isolated interventions
into the body of the wood and subsequent repairs were
carried out in the past. The examination established
the appearance of the oldest layers of polychromy.
Overall, white colouring originally predominated, com-
plemented by the blue inner sides of the mantles and the
gilded hems. We can find convincing support for the
colouring concept in the Beautiful Style canon, deter-
mined by contemporary theological thinking. Also not
without significance is the visual similarity between this
colour scheme concept and statues in alabaster, which
were very popular at that time. Thanks to the analyses
that have been carried out, it is possible to document
very well the change in colouring of the polychromy and
to date more precisely some of the alterations. In spite
of the discovery of older layers of polychromy, it was
decided not to remove the overpainting in its entirety.
The present state of the polychromy thus continues to
preserve several different historical stages of alterations
to the two woodcarvings.

This article was published with support from a Grant for the Long-
Term Conceptual Development of a Research Organisation of the
Ministry of Culture of the Czech Republic.
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Table 1. Summary of the results of the analysis of materials

Location XRF mobRS Results of analysis of polychromy samples
Original ground | Original layers | Secondary ground Secondary layers
Virgin Mary
Flesh tone | vermilion vermilion lower layer: calcium sulphate 2 pink layers:
lead white calcium carbon- red ochre magnesium carbo- lead white
calcium carbonate | ate vermilion nate (t) (dolomite) vermilion
zinc white carbon black strontium sulphate (t) red lake
titanium white white:
lead white
Underrobe | lead white lead white
calcium carbonate | calcium carbon-
ate
Inner side | azurite chalk lower green: 3 blue layers:
of mantle | lead white admixture of copper green azurite (coarse-grained)
calcium carbonate natural earth pigment gocthite (t)
ochres pigments blue: barium sulphate (t)
azurite (fine- calcium carbonate (t)
grained) lead white (t)
calcium carbon- anatase (t)
ate (t)
Outer side chalk 2 white layers: organic layer blue layer:
of mantle admixture of lead white azurite (coarse-grained)
natural earth lead white (t)
pigments calcium carbonate (t)
hematite (t)
goethite (t)
Hem of gold lead white calcium sulphate gold
mantle vermilion metal coating on mordant:
lead white vermilion
calcium carbonate lead-tin yellow type I
ochres calcium carbonate
ochres
upper blue layer:
azurite (coarse-grained)
lead white
Veil chalk lower layer: lead-tin yellow type I
admixture of lead white calcium carbonate (t)
natural earth upper layer: natural earth pigments (t)
pigments lead white
lead-tin yellow
type I
St John the Evangelist
Flesh tone | vermilion vermilion
lead white lead white
calcium carbonate | calcium carbon-
ochres ate
zinc white
titanium white
Under- lead white
robe calcium carbonate
Inner side | azurite vermilion chalk lower green: blue:
of mantle | lead white lead white admixture of copper green azurite (coarse-grained)
calcium carbonate natural earth pigment barium sulphate (t)
ochres pigments calcium carbon- hematite (t)
ate
calcium sulphate
upper blue:
azurite (fine-
grained)
anatase (t)
haematite (t)

BULLETIN NGP XXXII1/2023

/1 78/




calcium carbon-
ate

Location XRF mobRS Results of analysis of polychromy samples
Original ground | Original layers Secondary ground Secondary layers
lower blue:
azurite (course-grained)
quartz (t)
barium sulphate (t)
anatase (t)
hematite (t)
upper green:
atacamite
cuprite
lead white
vermilion (t)
calcium sulphate
Naples yellow
Outer side | vermilion vermilion chalk lead white calcium sulphate vermilion
of mantle lead white admixture of magnesium carbonate (t) | red lake
calcium carbonate natural earth (dolomite) lead white
pigments strontium sulphate (t)
Hem of gold
mantle vermilion
lead white
calcium carbonate
ochres
azurite
Hair lead white
calcium carbonate
Plinth chalk green:
admixture of posnjakite
natural earth lead-tin yellow
pigments type I

Note: mobRS = mobile Raman spectroscopy; XRF = X-ray fluorescence analysis; (t) = traces

Tabulka 1. Souhrn vysledk(i materialové analyzy

Lokace XRF mobRS Vysledky analyz na vzorcich polychromie
Pivodni podklad | Pdvodni vrstvy Sekundarni podklad Sekundarni vrstvy
Panna Marie
Inkarnat rumélka rumélka spodni vrstva: sadra 2 riZové vrstvy:
olovnata béloba uhli¢itan vapenaty cerveny okr uhli¢itan horec¢naty (s) olovnata béloba
uhli¢itan vapenaty rumélka (vépenato-horecnaty) rumélka
zinkova béloba uhlikata ¢ern siran strontnaty (s) cerveny organicky lak
titanova béloba bila:
olovnata bé&loba
Spodni sat olovnata bé&loba olovnatéa béloba
uhli¢itan vapenaty uhli¢itan vapenaty
Rub plaste azurit krida spodni zelend: 3 modré vrstvy:
olovnata béloba primés hlinky zeleny médnaty azurit (hrubozrnny)
uhli¢itan vapenaty pigment goethit (s)
okry modra: siran barnaty (s)
azurit (jemno- uhlic¢itan vapenaty (s)
zrnny) olovnata béloba (s)
uhlic¢itan vapenaty anatas (s)
(s)
Lic plasté krida 2 bilé vrstvy: organicka vrstva modrd vrstva:
primés hlinky olovnata béloba azurit (hrubozrnny)

olovnata béloba (s)
uhli¢itan vapenaty (s)
hematit (s)

goethit (s)
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uhli¢itan vapenaty

Lokace XRF mobRS Vysledky analyz na vzorcich polychromie
Pivodni podklad | Pavodni vrstvy Sekundarni podklad Sekundarni vrstvy
Lem plasté | zlato olovnata béloba sadra zlato
rumélka pokoveni na mordant:
olovnata béloba rumélka
uhli¢itan vapenaty olovnato-cinicita zlut typ |
okry uhli¢itan vapenaty
okry
vrchni modrd vrstva:
azurit (hrubozrnny)
olovnata béloba
Rouska krida spodni vrstva: olovnato-cinicita zlut typ |
primés hlinky olovnata bé&loba uhli¢itan vapenaty (s)
vrchni vrstva: hlinky (s)
olovnata béloba
olovnato-cinicita
Zlut typ |
Sv. Jan Evangelista
Inkarnat rumélka rumélka
olovnata béloba olovnata béloba
uhlic¢itan vapenaty uhli¢itan vapenaty
okry
zinkovd béloba
titanovd béloba
Spodni sat olovnata béloba
uhlic¢itan vapenaty
Rub plast azurit rumélka krida spodni zelend: modra:
olovnata béloba olovnata béloba primés hlinky zeleny médnaty azurit (hrubozrnny)
uhlic¢itan vapenaty pigment siran barnaty (s)
okry uhli¢itan vapenaty hematit (s)
siran vapenaty
vrchni modra:
azurit (jemno-
zrnny)
anatas (s)
hematit (s)
spodni modrd:
azurit (hrubozrnny)
kfemen (s)
siran barnaty (s)
anatas (s)
hematit (s)
vrchni zelend:
atakamit
kuprit
olovnata béloba
rumélka (s)
siran vapenaty
neapolska zlut
Lic plasté rumeélka rumélka krida olovnata béloba sadra rumélka
olovnata béloba primés hlinky uhlic¢itan horecnaty (s) ¢erveny organicky lak
uhli¢itan vapenaty (vapenato-horecnaty) olovnata béloba
siran strontnaty (s)
Lem plasté | zlato
rumélka
olovnata béloba
uhli¢itan vapenaty
okry
azurit
Vlasy olovnata béloba
uhli¢itan vapenaty
Plintus krida zelend:
primés hlinky posnjakit
olovnato-cinicita
Zlut typ |

Pozn.: mobRS = mobilni Ramanova spektroskopie; XRF = rentgenova fluorescenéni analyza; (s) = stopové mnoZzstvi
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Notes

1 Offered for sale in 2020 as a hitherto unpublished

work from a private collection by the auction house Adolf
Loos Apartment and Gallery, Prague, auction 4 Oct 2020,
cat. no. 8, https://aloos.cz/en/aukce/2334-rijnova-aukce-
vmanesu, accessed 8 Sep 2022.

2 Olga Kotkova, ed., The National Gallery in Prague. German,
Austrian, French, Hungarian and Netherlandish Sculpture 1200-1550.
Lllustrated Summary Catalogue (Prague 2014).

3 For the history of this collection, in: ibid, pp. 8-10.

4 Jifi Fajt and Stépanka Chlumska, Bohemia & Central Europe
1200-1550: The Permanent Exhibition of the Collection of Old Masters

of the National Gallery in Prague at the Convent of St Agnes of Bohemia
(Prague 2014).

5  The Virgin Mary, sculpture in the round, probably fruit tree
wood (perhaps pear?), remains of the original and more
recent polychromy, with a modern designation “M 64” on
the rear side, h. 21.5 cm, inv. no. P 10028; John the Evangelist,
sculpture in the round, limewood, remains of the original
and more recent polychromy, with a modern designation
“M 6/3?/” on the rear side, h. 22 cm, inv. no. P 10029, entry
number in CES 251/2021, with the dating and attribution
given in the offer for sale (Bohemia, late fourteenth century).
6 Details for verification not available.

7 Inventory numbers painted in white paint used to be
common practice, see for example the designation “MA” in
the medieval collections of the Bayerisches Nationalmuseum
in Munich, the “SA” on the rear side of the works in the
Suermondt-Ludwig-Museum in Aachen, or the “SG” in

the collections of the Germanisches Nationalmuseum in
Nuremberg.

8 Our thanks go to Nicole Hacksteiner, Andreas Herzog,
Lothar Schultes, and Marius Winzeler for consultations

and literature searches aimed at linking the designations

“M 6/3?/” and “M 64” with private collections in Austria
and Germany.

9 Hampel Fine Art Auctions, Munich, auction 8 Dec 2022,
lot 868, www.hampel-auctions.com/a/Meister-von-Landshut-
1475-1485-nachweisbar.htmlPa=134&s=-1&id=885&acl=1340
431&g=Skulpturen, accessed 20 Feb 2023; work published
in: Franz Niehoff, Die Stadt als Biihne der Bilder: Skulpturenstadt
Landshut, exh. cat. (Landshut: Museen der Stadt Landshut in
der Spitalkirche Heiliggeist, 2012), p. 199, cat. no. 7.

10 Frank Matthias Kammel, ed., “Imago pro domo: Private
religiose Bilder und ihre Benutzung im Spatmittelalter,”

in: Frank Matthias Kammel, ed., Spiegel der Seligkeit: Privates
Bild und Frommigkeit im Spdtmittelalter, exh. cat. (Nuremberg:
Germanisches Nationalmuseum, 2000), pp. 10-33.

11 Gottfried Biedermann, “Ein Fligelaltirchen in
Puchheim, OO: Bemerkungen zum spiten ‘Weichen Stil’

in der Steiermark,” Osterreichische Zeitschrift fiir Kunst und
Denkmalpflege 43, 1989, pp. 35-42; Manfred Koller, “Studien
zur gefassten Skulptur des Mittelalters in Osterreich: Der
Fliigelaltar im Redemptoristenkloster in Puchheim OO,”

in: ibid, pp. 42-47; Lothar Schultes, Die gotischen Fliigelaltire
Oberdsterreichs. Bd. 1. Von Anfingen bis Michael Pacher (Weitra 2002),
p- 83.

12 Anton Legner, ed., Die Parler und der Schine Stil

1350-1400: Europdische Kunst unter den Luxemburgern 1/2,

exh. cat. (Cologne: Schniitgen-Museums in der Kunsthalle

Koéln, 1978), pp. 522-523.
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Poznamky

1 Vroce 2020 nabizeno jako dosud nepublikované
dilo ze soukromé sbirky aukénim domem Adolf Loos
Apartment and Gallery, Praha, aukce 4. 10. 2020,

kat. ¢. 8, https://aloos.cz/en/aukce/2334-rijnova-aukce
vmanesu, vyhledano 8. 9. 2022.

2 Olga Kotkova (ed.), The National Gallery in Prague.
German, Austrian, French, Hungarian and Netherlandish
Sculpture 1200-1550. Illlustrated Summary Catalogue,
Praha 2014.

3 K historii kolekce in: ibidem, s. 8-10.

4 Ji¥i Fajt - Stépanka Chlumska, Bohemia & Central
Europe 1200-1550: The Permanent Exhibition of the
Collection of Old Masters of the National Gallery

in Prague at the Convent of St Agnes of Bohemia,

Praha 2014.

5 Panna Marie, pIn€ plasticka rezba, nejspise ovocné
(hruskové?) drevo, pozustatky pavodni a novéjsi
polychromie, na rubu novodobé znaéeni ,M 64",

v. 21,5 cm, inv. ¢. P 10028; Jan Evangelista, pIné plasticka
fezba, lipové drevo, pozlstatky plvodni a novéjsi
polychromie, na rubu novodobé znaéeni ,M 6/3?/*,

v. 22 cm, inv. ¢. P 10029, dislo zapisu v CES 251/2021,
uvedeno pod atribuci nabidky k prodeji (Cechy, konec
14. stoleti).

6 Udaje k ovéfeni nedostupné.

7 Bilou barvou psana evidenc¢ni ¢isla byla bézné
uZivanou praxi, viz napt. znac¢eni ,MA" ve stfedovékych
sbirkach Bayerisches Nationalmuseum v Mnichovg,
evidence ,SA” na rubu dél z Suermondt-Ludwig-Museum
v Cachach, nebo evidence ,,SG” ve sbirkach Germanisches
Nationalmuseum v Norimberku.

8 Za konzultace a reserse k prislusnosti znaceni

.M 6/3?/"a ,M 64" k soukromym sbirkam v Rakousku

a Némecku dékujeme Nicole Hacksteiner, Andreasi
Herzogovi, Lotharu Schultesovi, Mariusovi Winzelerovi.
9 Hampel Fine Art Auctions, Miinchen, aukce

8. 12. 2022, polozka 868, www.hampel-auctions.
com/a/Meister-von-Landshut-1475-1485-nachweisbar.
html?a=134&s=-1&id=885&acl=1340431&g=Skulpturen,
vyhledano 20. 2. 2023; dilo publikovano in: Franz
Niehoff, Die Stadt als Biihne der Bilder: Skulpturenstadt
Landshut, kat. vyst., Museen der Stadt Landshut in der
Spitalkirche Heiliggeist, Landshut 2012, s. 199, kat. ¢. 7.
10 Frank Matthias Kammel (ed.), Imago pro

domo: Private religiose Bilder und ihre Benutzung

im Spatmittelalter, in: Frank Matthias Kammel (ed.),
Spiegel der Seligkeit: Privates Bild und Frommigkeit

im Spdtmittelalter, kat. vyst., Germanisches
Nationalmuseum, Nurnberg 2000, s. 10-33.

11 Gottfried Biedermann, Ein Flugelaltarchen in
Puchheim, OO: Bemerkungen zum spaten ,Weichen
Stil” in der Steiermark, Osterreichische Zeitschrift fiir
Kunst und Denkmalpflege XLIlI, 1989, s. 35-42; Manfred
Koller, Studien zur gefassten Skulptur des Mittelalters

in Osterreich: Der Fliigelaltar im Redemptoristenkloster
in Puchheim OO, in: ibidem, s. 42-47; Lothar Schultes,
Die gotischen Fliigelaltdre Oberdsterreichs. Bd. I. Von
Anfdngen bis Michael Pacher, Weitra 2002, s. 83.

12 Anton Legner (ed.), Die Parler und der Schéne

Stil 1350-1400: Europdische Kunst unter den
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13 Matthias Kammel, ed., Der Deichsler-Altar: Niirnberger
Kunstum 1420, exh. cat. (Nuremberg: Germanischen
Nationalmuseum Niirnberg, 2016); Wibke Ottweiler and
Elisabeth Taube, “Kunstechnik und Restaurierung,” in: ibid,
pp- 50-69.

14 For our woodcarvings, the possibility has not been
considered that they may have been part of a retable, as

has been suggested, for example, with the three-figure
group of The Crucifixion in the Szépmivészeti Mizeum in
Budapest (South Tyrol, ca 1430, limewood, polychromy, the
Virgin Mary, h. 27.5 cm, John the Evangelist, h. 29.5 cm,
the Crucified Christ, h. 38 cm), see Stabat Mater: Maria unter
dem Kreuz in der Kunst um 1400, exh. cat. (Salzburg: Salzburger
Dom, 1970), p. 101, cat. nos. 85-86; Jolan Balogh, Katalog
der auslandischen Bildwerke des Museums der bildenden Kiinste in
Budapest: IV.-XVIII. Jahrhundert 1/3 (Budapest 1975), p. 215,
cat. no. 302.

15 Joseph Braun, “Altarkreuz (A. In der katholischen
Kirche),” in: Reallexikon zur Deutschen Kunsigeschichie,

Vol. I (1934), Cols. 500-506; in: RDK Labor,
www.rdklabor.de/w/?oldid=94484, accessed 5 Apr 2022;
Joseph Braun, Das christliche Altargerdt (Munich 1932),

pp- 467-487.

16  Legner (note 12), 2, p. 429; Altar Crucifix, Cologne,

ca 1400, Schniitgen Museum, Cologne, see Legner (note 12),
I, p. 202; Altar Crucifix, Venice, ca 1400, later additions

from the end of the fifteenth century, Brixen, Domschatz,
see Das Konstanzer Konzil: Weltereignis des Mittelalters 1414-1418,
exh. cat. (Darmstadt: Badisches Landesmuseum, 2014),

p- 188.

17  Altar Crucifix, Styria, ca 1420, beechwood (cross),
poplar wood (figures), polychromy, h. 126 cm, Graz,
Universalmuseum Joanneum, inv. no. P 26, see, with
references, Gottfried Biedermann, Katalog. Alte Galerie

am Landesmuseum Joanneum: Mittelalterliche Kunst. Tafelwerke,
Schreinaltire, Skulpturen (Graz 1982), pp. 225-226. In view

of the quality of the wood carving, Biedermann associates
the work with the circle of Hans of Judenburg. We are
grateful to Lothar Schultes and Karin Leitner-Ruhe for this
information.

18 Altar Crucifix, Salzburg, ca 1460-1470, limewood,
polychromy, h. 82 cm, w. 36 cm, h. of the assisting figures
23 cm, Salzburg, Salzburg Museum Carolino Augusteum,
inv. no. 382/42, see Spdtgotik in Salzburg: Skulptur und
Kunstgewerbe, 1400-1530, exh. cat. (Salzburg: Salzburger
Museum Carolino Augusteum, 1972, 1976), 2/2, p. 127,

cat. no. 183; Altar Crucifix, Salzburg, ca 1440-1450, limewood,
remains of gilding, h. 95 cm, w. 48 cm, Kuno Erich Mayer
Collection, see Albrecht Miller, Hermann Mayrhofer,

and Kuno Erich Mayer, Gotik: Entdecken und Bewahren,

exh. cat. (Leogang: Berg- und Gotikmuseum Leogang,
2009), p. 76, cat. no. 57; Kuno Erich Mayer, ed., Meisterwerke
mittelalterlicher Kunst: Sammeln und Bewahren (Lindenberg im
Allgédu 2015), p. 54, cat. no. 13.

19 Limewood, polychromy, h. 113 cm, w. 58.5 cm, Lothar
Schultes and Bernhard Prokisch, Gotik Schdtze Oberdsterreich,
exh. cat. (Weitra: Oberosterreichische Landesmuseum Linz,
2002), p. 263, cat. no. I/10/17.

20 Kammel (note 10), p. 168, cat. no. 6.

21
inv. no. BK-2021-16.

Boxwood, h. 56 cm, Amsterdam, Rijksmuseum,
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Luxemburgern 1/11, kat. vyst., Schnutgen-Museums in der
Kunsthalle Kéln, Kéln 1978, s. 522-523.

13 Matthias Kammel (ed.), Der Deichsler-Altar:
Niirnberger Kunst um 1420, kat. vyst., Germanischen
Nationalmuseum Nurnberg, Nirnberg 2016; Wibke
Ottweiler - Elisabeth Taube, Kunstechnik und
Restaurierung, in: ibidem, s. 50-69.

14 Pro nase fezby neni uvazovana varianta osazeni

v oltarnim nastavci, jak bylo napf. navrZzeno u skupiny
trifigurového UkFiZovani ze Szépmdvészeti Mizeum

v Budapesti (jizni Tyrolsko, kolem 1430, lipové drevo,
polychromie, Panna Marie, v. 27,5 cm, Jan Evangelista,

v. 29,5 cm, Ukfizovany, v. 38 cm), viz Stabat Mater:
Maria unter dem Kreuz in der Kunst um 1400, kat. vyst.,
Salzburger Dom, Salzburg 1970, s. 101, kat. ¢. 85-86;
Jolan Balogh, Katalog der ausldndischen Bildwerke

des Museums der bildenden Kiinste in Budapest:
IV.-XVIII. Jahrhundert 1/111, Budapest 1975, s. 215,

kat. ¢. 302.

15 Joseph Braun, Altarkreuz (A. In der katholischen
Kirche), in: Reallexikon zur Deutschen Kunstgeschichte,
sv. | (1934), sl. 500-506; in: RDK Labor, www.rdklabor.
de/w/?0ldid=94484, vyhledano 5. 4. 2022; Joseph Braun,
Das christilche Altargerdt, Miinchen 1932, s. 467-487.
16 Legner (pozn. 12), Il, s. 429; Oltarni kriz, Kolin,
kolem 1400, Schnutgen Museum, Kolin, viz Legner
(pozn. 12), |, s. 202; Oltarni kriz, Benatky, kolem 1400,
pozdéjsi doplriky pozdni 15. stoleti, Brixen, Domschatz,
viz Das Konstanzer Konzil: Weltereignis des Mittelalters
1414-1418, kat. vyst., Badisches Landesmuseum,
Darmstadt 2014, s. 188.

17  Oltarni kriz, §t3’/rsko, kolem 1420, buk (kriz),

topol (figury), polychromie, v. 126 cm, Styrsky Hradec,
Universalmuseum Joanneum, inv. ¢. P 26, s odkazy
Gottfried Biedermann, Katalog. Alte Galerie am
Landesmuseum Joanneum: Mittelalterliche Kunst.
Tafelwerke, Schreinaltdre, Skulpturen, Graz 1982,

s. 225-226, s ohledem na rezbarskou kvalitu Biedermann
dilo spojuje s okruhem Hanse z Judenburgu. Za informace
dékujeme Lotharu Schultesovi a Karin Leitner-Ruhe.

18 Oltarni kriz, Salcburk, kolem 1460-1470, lipové
drevo, polychromie, v. 82 cm, $. 36, v. asisten¢nich figur
23 cm, Salcburk, Salzburg Museum Carolino Augusteum,
inv. ¢. 382/42, viz Spdtgotik in Salzburg: Skulptur und
Kunstgewerbe, 1400-1530, kat. vyst., Salzburger Museum
Carolino Augusteum, Salzburg 1972, 1976, li/Il, s. 127,
kat. &. 183; Oltarni kriZ, Salcburk, kolem 1440-1450,
lipové drevo, zbytky zlaceni, v. 95 cm, §. 48 cm, Sbirka
Kuna Ericha Mayera, viz Albrecht Miller - Hermann
Mayrhofer - Kuno Erich Mayer, Gotik: Entdecken und
Bewahren, kat. vyst., Berg- und Gotikmuseum Leogang,
Leogang 2009, s. 76, kat. ¢. 57; Kuno Erich Mayer (ed.),
Meisterwerke mittelalterlicher Kunst: Sammeln und
Bewahren, Lindenberg im Allgau 2015, s. 54, kat. ¢. 13.
19 Lipové drevo, polychromie, v. 113 cm, §. 58,5 cm,
Lothar Schultes - Bernhard Prokisch, Gotik Schdtze
Oberdsterreich, kat. vyst., Oberosterreichische
Landesmuseum Linz, Weitra 2002, s. 263, kat. ¢. 1/10/17.
20 Kammel (pozn. 10), s. 168, kat. ¢. 6.

21 Zimostraz, v. 56 cm, Amsterdam, Rijksmuseum,

inv. ¢. BK-2021-16.



22 Karl Garzarolli-Thurnlackh had already drawn
attention to the similarity to works by Venetian goldsmiths,
see Mittelalterliche Plastik in Steiermark (Graz 1941), p. 57.

23 Michal Sronék, “The Veil of the Virgin Mary: Relics

in the Conflict Between Roman Catholics and Utraquists

in Bohemia in the 14th and 15th Centuries,” Uméni 59, 2009,
pp- 118-139; Ivo Hlobil, “Gravierte Schleier von Madonnen
und Vesperbildern: Ein autochthones Motiv des b6hmischen
Schénen Stils und seine religiése Funktion,” Uméni 66, 2018,
pp- 2-35; idem, “Cesky krasny sloh v sochafstvi a kult rousky
Panny Marie,” in: Katefina Kubinova and Klara Bene$ovska,
eds., Imago imagines I. Vytvarné dilo a promény jeho funkei v ceskych
zemich od 10. do proni tietiny 16. stoleti (Prague 2019), pp. 442-479.
24 The current state of research, not only with regard to the
share of the Czech lands, is presented in detail by Michaela
Ottova, “Pieta z Jihlavy. MozZnosti a meze dosavadnich
piistupt ke krasné Pieté,” in: Jana Hrbacova, ed., Piety
krdsného slohu. Prispévky z mezindrodniho sympozia (Olomouc 2017),
Pp- 13-25-

25 Ludmila Kvapilova, Vesperbilder in Bayern: Von 1380 bis
1430 zwischen Import und einheimischer Produktion (Petersberg
2017), p. 239; Horst Schweigert, “Ein ‘Schénes Vesperbild’
im Grazer Franziskanerkonvent (unter besonderer
Beriicksichtigung des Motivs der ,Tiichlein-Geste“ und der
‘Rise’),” in: Horst Schweigert, ed., Studien zur Kunstgeschichte
Steiermarks, ausgewdhite Schrifien zur Kunst des Mittelalters bis zur
Kunst der Gegenwart (Kumberg 2017); Gerhard Schmidt,
“Vesperbilder um 1400 und der Meister der Schénen
Madonnen,” Osterreichischer Zeitschrift fiir Kunst und Denkmalpflege
31, 1977, NO. 31, PP. 94-114; pictures in Stabat Mater (note 14),
PP- 72-73, cat. no. 27, fig. 12 (Wroclaw Pietd), p. 79, cat. no. 35,
Tab. II1 (Admont II Pieta); Velika Nedelja Pictd, see Janez Hofler,
ed., Gotik in Slowenien, exh. cat. (Ljubljana: Narodna Galerija
Ljubljana, 1995), pp. 175-176, cat. no. 8o.

26 In current research, there are two different schools of
thought in relation to dating the Master of the Tyn Calvary.
The majority view is that he was active ca 1390-1420, see
Jan Chlibec, ed., Mistr Tynské kalvdrie. Praiskd fezbdi'skd dilna
predhusitské doby, exh. cat. (Prague: National Gallery in
Prague, 1990); more recently Jan Chlibec, “Nabozensky
obraz v prostfedi méstské komunity,” in: Kubinové and
Benesovska (note 23), pp. 556-569. The second school
(represented in particular by studies by Milena Bartlova)
dates the central link in the group, the Calvary in the Church
of Our Lady Before Tyn, to the year 1439, see Milena
Bartlova, Mistr Tynské kalvdrie. Cesky sochat* doby husitské (Prague
2004); more recently Bartlova, Pravda zvitézila. Vitvarné uméni
a husitstvi 1380-1490 (Prague 2015).

27 Heinz Braune and Erich Wiese, Schlesische Malerei und
Plastik des Mittelalters: Kritischer Katalog der Ausstellung in Breslau
1926 (Leipzig 1926), pp. 32-33, cat. no. 74; Bozena Guldan-
Klamecka and Anna Ziomecka, Sztuka na Slasku. XII-XVI w.:
Katalog zbiorow (Wroctaw 2003), pp. 106-109.

28 Johanna Schwanberg, ed., Dom Museum Wien: Kunst, Kirche,
Gesellschaft (Vienna 2017), p. 233; Waltraut Kuba-Hauk and
Arthur Saliger, Dom- und Didzesenmuseum Wien (Vienna 1987),
pp- 179-182.

29  Stabat Mater (note 14), pp. 90-91, cat. nos. 61, 62.

30 For an earlier brief stylistic layer in French ivory
carving, see e.g. the Diptych with the Crucifixion and the Coronation
of the Virgin Mary, France, ca 1340-1360, New York, The
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22 iz Karl Garzarolli-Thurnlackh upozornil na blizkost
k benatskym zlatnickym pracim, viz Mittelalterliche Plastik
in Steiermark, Graz 1941, s. 57.

23  Michal Sroné&k, The Veil of the Virgin Mary: Relics

in the Conflict Between Roman Catholics and Utraquists
in Bohemia in the 14th and 15th Centuries, Uméni LIX,
2009, s. 118-139; Ivo Hlobil, Gravierte Schleier von
Madonnen und Vesperbildern: Ein autochthones Motiv
des bohmischen Schonen Stils und seine religiose
Funktion, Uméni LXVI, 2018, s. 2-35; idem, Cesk)’/ krasny
sloh v socharstvi a kult rousky Panny Marie, in: Katerina
Kubinovéa - Klara Benesovska (eds.), Imago imagines |.
Witvarné dilo a promény jeho funkci v Ceskych zemich od
10. do prvni tretiny 16. stoleti, Praha 2019, s. 442-479.
24 Aktudlni stav badani nejen s ohledem na podil
Ceskych zemi zevrubné Michaela Ottova, Pieta z Jihlavy.
MozZnosti a meze dosavadnich pristupd ke krasné Pieté,
in: Jana Hrbacova (ed.), Piety krdasného slohu. Prispévky
z mezindrodniho sympozia, Olomouc 2017, s. 13-25.

25 Ludmila Kvapilova, Vesperbilder in Bayern: Von
1380 bis 1430 zwischen Import und einheimischer
Produktion, Petersberg 2017, s. 239; Horst Schweigert,
Ein ,Schones Vesperbild” im Grazer Franziskanerkonvent
(unter besonderer Berucksichtigung des Motivs

der ,Tuchlein-Geste” und der ,Rise”), in: Horst
Schweigert (ed.), Studien zur Kunstgeschichte
Steiermarks, ausgewdhlte Schriften zur Kunst des
Mittelalters bis zur Kunst der Gegenwart, Kumberg 2017;
Gerhard Schmidt, Vesperbilder um 1400 und der Meister
der Schénen Madonnen, Osterreichischer Zeitschrift fiir
Kunst und Denkmalpflege XXXI, 1977, ¢. 31, s. 94-114;
vyobr. Stabat Mater (pozn. 14), s. 72-73, kat. ¢. 27,

obr. 12 (Pieta z Vratislavi), s. 79, kat. ¢. 35, Tab. Il

(Pieta z Admontu II); Pieta z Velke Nedelje, viz Janez
Hofler (ed.), Gotik in Slowenien, kat. vyst., Narodna
Galerija Ljubljana, Ljubljana 1995, s. 175-176, kat. ¢. 80.
26 Soucasné badani pracuje se dvéma rozdilnymi
data¢nimi koncepty, vétSinovy predpoklada ¢innost mistra
kolem 1390-1420, viz Jan Chlibec (ed.), Mistr Tynské
kalvdrie. PraZskd rezbdrska dilna predhusitské doby,

kat. vyst., Narodni galerie v Praze, Praha 1990; novéji Jan
Chlibec, Nabozensky obraz v prostiedi méstské komunity,
in: Kubinova-Benesovska (pozn. 23), s. 556-569, druhy
(reprezentovany zejména pracemi Mileny Bartlové)
ustredni ¢lanek skupiny, kalvarii z kostela Panny Marie
pred Tynem, datuje k roku 1439, viz Milena Bartlova,
Mistr Tynské kalvdrie. Cesky sochai* doby husitské,

Praha 2004; novéji eadem, Pravda zvitézila. Viytvarné
umeéni a husitstvi 1380-1490, Praha 2015.

27 Heinz Braune - Erich Wiese, Schlesische Malerei und
Plastik des Mittelalters: Kritischer Katalog der Ausstellung
in Breslau 1926, Leipzig 1926, s. 32-33, kat. ¢. 74;
Bozena Guldan-Klamecka - Anna Ziomecka, Sztuka na
Slasku. XII-XVI w.: Katalog zbiérow, Wroctaw 2003,

s. 106-1009.

28 Johanna Schwanberg (ed.), Dom Museum Wien:
Kunst, Kirche Gesellschaft, Wien 2017, s. 233; Waltraut
Kuba-Hauk - Arthur Saliger, Dom- und Diézesenmuseum
Wien, Wien 1987, s. 179-182.

29 Stabat Mater (pozn. 14), s. 90-91, kat. ¢. 61, 62.

30 Ve starsi slohové vrstvé v lapidarni zkratce
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Metropolitan Museum of Art; Les fastes du gothique: Le siécle

de Charles V, exh. cat. (Paris: Galeries Nationales du Grand
Palais, 1981), p. 189, cat. no. 148.

31 Veronika Pirker-Aurenhammer, Das Gebetbuch fiir Herzog
Albrecht V. von Osterreich (Graz 2002), p. 35.

32 In alater form see e.g. Michael Eissenhauer, ed.,
Spatgotik: Aufbruch in die Neuzeit, exh. cat. (Berlin: Staatlichen
Museen zu Berlin, 2021), p. 106, cat. no. 32 (Tke Crucifixion,
Bavaria/Augsburg, ca 1440, Munich, Staatliche Graphische
Sammlung).

33 For the context of the provenance of the woodcarvings
which is under consideration, see e.g. The Passion Altar,

Styria (Judenburg?), ca 1410-1420, Graz, Universalmuseum
Joanneum, with evident links to Bohemian painting,
Biedermann (note 17), pp. 72-73, cat. no. 7.

34 Harald Theiss and Stefan Roller, Mission Rimini: Material,
Geschichte, Restaurierung: der Rimini-Altar, exh. cat. (Munich:
Liebieghaus Skulpturensammlung in Frankfurt am Main,
2021), pp. 28-31, 45-48.

35 On the typology, Albert Kutal, Ceské gotické sochar'stoi
1350-1450 (Prague 1962), pp. 83-100, on the dissemination
in Central Europe, ibid, pp. 106-107; more recently Michaela
Ottova, Jan Klipa, and Ale§ Mudra, “Po¢itky a formovani
krasného slohu,” in: Petr Jindra and Michaela Ottova, eds.,
Nad slunce krdsnéjsi. Plzeriskd madona a krdsny sloh, exh. cat. (Pilsen
and Prague: Zapadoceska galerie v Plzni 2020), pp. 22-61, on
the question of the normative nature of the prototypes p. 49;
Janez Hofler, Das Kultbild zwischen Formel und visueller Faszination:
Rur Skulptur um 1400 in Zentraleuropa, in: Marjeta Ciglenecki and
Polona Vidmar, Art and Architecture around 1400 (Maribor 2012);
Ulrich S6ding, Schone Madonnen in Bayern, Schwaben und
Tirol, in: Markéta JaroS$ova, Jiti Kuthan, and Stefan Scholz,
Prag und die grossen Kulturzentren Europas in der Zeit der Luxemburger
1310-1437 (Prague 2008), pp. 183-207.

36 Pictures in Kutal (note 35), T. XXI ¢, d, T XXII c;

Karl Heinz Clasen, Der Meister der Schonen Madonnen: Herkunfl,
Entfaltung und Umkreis (Berlin 1974), figs. 47, 48; for the Bonn
Madonna: Jiti Fajt, ed., Karel IV, Cisar'z BoZi milosti. Kultura a uméni
za vlddy Lucemburki 1310-1437, exh. cat. (Prague: Prague Castle
Picture Gallery, 2006), pp. 449-450, cat. no. 147 (Julien
Chapuis); the Hallstatt Madonna has part of the system of folds
on the back removed, and part of the back of the Bad Aussee
Madonna has also been cut off, see Ivo Hlobil, Hermann
Mayrhofer, Marius Winzeler, and Stépénka Chlumska,
Krdsné Madony ze Salcburku. Lity kdmen ca 1400 /' Schine Madonnen
aus Salzburg: Gussstein um 1400, exh. cat. (Prague: National
Gallery in Prague, 2019), pp. 114-122, cat. no. 11 (Stépanka
Chlumska), pp. 123-125, cat. no. 12 (Adolf Hahnl).

37 See, with references, Tobias Kunz, Bildwerke nérdlich der
Alpen und im Alpenraum 1380 bis 1440: Kritischer Bestandskatalog

der Berliner Skulpturensammlung (Petersberg 2019), pp. 62-74,
cat. no. 20; Susan Marti, Richard Némec, and Marius
Winzeler, eds., Praéskd Pieta v Bernu. Predmét obchodu - modla

- muzejni expondt /' Die “Berner” oder die “Prager” Pieta? Kunst und
Kulturpolitik in einer spdtmittelalterlichen Stadt (Prague 2017);
Hrbacova (note 24).

38 Kuvapilova (note 25), pp. 45-49; Matthias Weniger,

“Die Schénen Vesperbilder und der Kunstexport aus Prag
und Béhmen: Fragen der Methode und Zwischenbericht,”
in: Hrbacova (note 24); “Olomoucka pieta a sériova vyroba

o %

luxusnich soch v Praze doby Lucemburkd,” in: Jana
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francouzské rezby ze slonoviny, viz napt. Diptych

s UkriZovanim a Korunovdnim Panny Marie, Francie,
kolem 1340-1360, New York, The Metropolitan Museum
of Art; Les fastes du gothique: Le siecle de Charles V,
kat. vyst., Galeries Nationales du Grand Palais, Paris 1981,
s. 189, kat. ¢&. 148.

31 Veronika Pirker-Aurenhammer, Das Gebetbuch fiir
Herzog Albrecht V. von Osterreich, Graz 2002, s. 35.

32 V data¢né mladsi podobé viz napr. Michael
Eissenhauer (ed.), Spdtgotik: Aufbruch in die Neuzeit,
kat. vyst., Staatlichen Museen zu Berlin, Berlin 2021,

s. 106, kat. ¢. 32 (UkriZovani, Bavorsko/Augsburg,
kolem 1440, Mnichov, Staatliche Graphische Sammlung).
33 Pro uvaZovany proveniendi kontext rfezeb

viz napt. Pasijovy oltdr, Styrsko (Judenburg?),

kolem 1410-1420, Styrsky Hradec, Universalmuseum
Joanneum, s patrnymi vazbami na ¢eské malirstvi,
Biedermann (pozn. 17), s. 72-73, kat. ¢. 7.

34 Harald Theiss - Stefan Roller, Mission Rimini:
Material, Geschichte, Restaurierung: der Rimini-Altar,
kat. vyst., Liebieghaus Skulpturensammlung in Frankfurt
am Main, Minchen 2021, s. 28-31, 45-48.

35 K typologii Albert Kutal, Ceské gotické sochar'stvi
1350-1450, Praha 1962, s. 83-100, k Sifeni ve stiredni
Evropé€ in: ibidem, s. 106-107; novéji Michaela Ottova -
Jan Klipa - Ale$ Mudra, Pocdtky a formovdni krdasného
slohu, in: Petr Jindra - Michaela Ottova (eds.), Nad slunce
krdsnéjsi. Plzeriské madona a krdsny sloh, kat. vyst.,
Zapadoceska galerie v Plzni, Plzeri-Praha 2020, s. 22-61,
k otazce normativnosti prototypu s. 49; Janez Hofler,
Das Kultbild zwischen Formel und visueller Faszination:
Zur Skulptur um 1400 in Zentraleuropa, in: Marjeta
Ciglenecki - Polona Vidmar, Art and Architecture around
1400, Maribor 2012; Ulrich S6ding, Schéne Madonnen
in Bayern, Schwaben und Tirol, in: Markéta JaroSova -
Jiri Kuthan - Stefan Scholz, Prag und die grossen
Kulturzentren Europas in der Zeit der Luxemburger
1310-1437, Praha 2008, s. 183-207.

36 Vyobr. Kutal (pozn. 35), T. XXl ¢, d, T XXll ¢, Karl
Heinz Clasen, Der Meister der Schénen Madonnen:
Herkunft, Entfaltung und Umkreis, Berlin 1974, obr. 47,
48; ad Madona z Bonnu: |ifi Fajt (ed.) Karel IV. Cisar

z BoZi milosti. Kultura a uméni za vlady Lucemburkd
1310-1437, kat. vyst., Sprava Prazského hradu,

Praha 2006, s. 449-450, kat. ¢. 147 (Julien Chapuis);
Madona z Hallstattu ma ¢ast skladebného systému zad
odstranénu, odsekany byly i partie zad Madony z Bad
Aussee, viz Ivo Hlobil - Hermann Mayrhofer - Marius
Winzeler - Stépanka Chlumska, Krdsné Madony ze
Salcburku. Lity kamen kolem 1400 / Schéne Madonnen
aus Salzburg: Gussstein um 1400, kat. vyst., Narodni
galerie v Praze, Praha 2019, s. 114-122, kat. ¢. 11
(Stépanka Chlumska), s. 123-125, kat. & 12 (Adolf
Hahnl).

37 S odkazy Tobias Kunz, Bildwerke nérdlich der
Alpen und im Alpenraum 1380 bis 1440: Kritischer
Bestandskatalog der Berliner Skulpturensammlung,
Petersberg 2019, s. 62-74, kat. ¢. 20; Susan Marti -
Richard Némec - Marius Winzeler (eds.), PraZska

Pieta v Bernu. Predmét obchodu - modla - muzejni
expondt / Die ,Berner” oder die ,Prager” Pieta? Kunst



Hrbacova, Krivdkova pieta. Restaurovdni 2015 (Olomouc 2015),
Pp- 30-40.

39 Gunter Brucher, ed., Gotik (Geschichte der Bildenden Kunst

in Osterreich 2) (Munich and London 2000), pp. 387-388,

cat. no. 150 (Lothar Schultes); Gotik in der Steiermark:
Landesausstellung, exh. cat. (Graz: Stift St. Lambrecht, 1978),
p. 233, cat. no. 199.

40 Albert Kutal believes the original model was the Plzer
Madonna (Prague, before 1384), and traces the motif in
Bohemian woodcarvings in the first two decades of the
fifteenth century (Vimperk Madonna I, Udlice Madonna, Svérdz
Madonna, John the Evangelist from the Tyn Calvary) and noted

its popularity in the broader Central European region, see
“K problému krasnych madon. Poznamky k vystavé ‘krasné
madony’ v Salcburku,” Uméni14, 1966, pp. 433-460, p. 443;

a number of variations on this motif can likewise be found
in the Rhineland, see Robert Suckale, ed., Schine Madonnen am
Rhein, exh. cat. (Leipzig: LVR-LandesMuseum Bonn, 2009),
pp- 84-85.

41 Fajt (note 36), pp. 534-536, cat. no. 196 (Jiti Fajt and
Robert Suckale); Jan Klipa, “The Migration of Artists -
Transfer of Ideas: the So-called Ambras Model Book and
the Question of ‘influence’ in Central European Art around
1400,” in: Ciglenec¢ki and Vidmar (note 35), pp. 271-280.

42 Chlibec 1990 (note 26), pp. 43-47, cat. no. 10; Bartlova
(note 26), p. 127, cat. no. 1; a typology comparison can

also be made with the reduced form of this scheme in the
small-format woodcarving of St John the Evangelist in the
collections of the National Gallery in Prague, see, with
references, Chlibec 1990 (note 26), pp. 42-43, cat. no. 9,
Bartlové (note 26), pp. 131-132, cat. no. 11; there are also close
similarities in the drapery scheme.

43 Sece note 28; for comparisons see Bartlova (note 26),
Pp- 92-95. Bartlova examines the stylistic connections
between the circle of the Master of the Tyn Calvary and
Viennese, Styrian, and North Italian sculpture. She does not
consider the hypothesis of close links to be viable, and points
to prototypes in Vienna for Styrian works.

44 This is how they were already published during

the time the examination and restoration were taking

place: “Akvizice a dary 2020,” Bulletin of the National Gallery

in Prague 31, 2021, p. 215; Stépénka Chlumska, Radka Sefct,
and Vaclava Antuskova, eds., V hloubce a po povrchu /In

Depth and on the Surface (Prague 2022), pp. 96-99, cat. no. 6
(Sté¢panka Chlumské4, Markéta Pavlikova, and Radka Sefct);
we are grateful to Lothar Schultes for valuable suggestions
about comparisons from the cultural heritage of the Austrian
lands.

45 Ottova, Klipa, and Mudra (note 35); Fajt (note 36);
Gerhard Schmidt, Gotische Bildwerke und Ihre Meister (Vienna,
Cologne, and Weimar 1992); Jaromir Homolka, “Prag und
die mitteleuropdische Kunst um 1400: Einige Bemerkungen,”
in: Gotz Pochat and Brigitte Wagner, Internationale Gotik in
Mitteleuropa (Graz 1991); Kunsthistorisches fahrbuch Graz 24, 1990,
pp- 174-181; Reinhard Pohanka, ed., Prag um 1400: Der Schine
Stil. Bohmische Malerei und Plastik in der Gotik, exh. cat. (Vienna:
Historisches Museum der Stadt Wien, 1990); Legner

(note 12); Jaromir Homolka, Studic k pocdtkiim krdsného slohu
(Prague 1976); Ceské umén gotické 1320-1400, exh. cat. (Prague:
National Gallery in Prague, 1964); Kutal (note 35); we are
grateful to Michaela Ottova for valuable suggestions.
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und Kulturpolitik in einer spétmittelalterlichen Stadt,
Praha 2017; Hrbacova (pozn. 24).

38 Kvapilova (pozn. 25), s. 45-49; Matthias Weniger,
Die Schonen Vesperbilder und der Kunstexport aus Prag
und Bohmen: Fragen der Methode und Zwischenbericht,
in: Hrbacova (pozn. 24); Olomoucka pieta a sériova
vyroba luxusnich soch v Praze doby Lucemburkd, in:
Jana Hrbacova, Krivdkova pieta. Restaurovani 2015,
Olomouc 2015, s. 30-40.

39 Gunter Brucher (ed.), Gotik (Geschichte der
Bildenden Kunst in Osterreich 2), Miinchen-Lon-

don 2000, s. 387-388, kat. ¢. 150 (Lothar Schultes);
Gotik in der Steiermark: Landesausstellung, kat. vyst.,
Stift St. Lambrecht, Graz 1978, s. 233, kat. ¢. 199.

40 Albert Kutal predpoklada vychodisko v Madoné
plzeriské (Praha, pred 1384), motiv sleduje

u bohemikalnich Fezeb prvniho a druhého desetileti

15. stoleti (Madona z Vimperka I, Madona z Udlice,
Madona ze Svérdzu, Jan Evangelista z Tynské kalvdrie)
a konstatuje jeho oblibu v $ir§im stfedoevropském
regionu, viz K problému krasnych madon. Poznamky

k vystavé ,krasné madony” v Salcburku, Uméni XIV, 1966,
s. 433-460, s. 443; rada variaci tohoto motivu rovnéz

v Poryni, viz Robert Suckale (ed.), Schéne Madonnen am
Rhein, kat. vyst., LVR-LandesMuseum Bonn, Leipzig 2009,
s. 84-85.

41  Fajt (pozn. 36), s. 534-536, kat. ¢. 196 (Jiri Fajt -
Robert Suckale); Jan Klipa, The Migration of Artists -
Transfer of Ideas: the So-called Ambras Model Book
and the Question of “influence” in Central European

Art around 1400, in: Ciglenec¢ki-Vidmar (pozn. 35),

s. 271-280.

42 Chlibec 1990 (pozn. 26), s. 43-47, kat. ¢. 10;
Bartlova (pozn. 26), s. 127, kat. ¢. 1; navodné srovnani
typologie nabizi i redukovana podoba tohoto schématu
na drobné rezbé sv. Jana Evangelisty ze sbirek Narodni
galerie v Praze, s odkazy Chlibec 1990 (pozn. 26),

s. 42-43, kat. ¢. 9, Bartlova (pozn. 26), s. 131-132,

kat. €. 11; blizké shody jsou i u draperiového schématu.
43 Viz pozn. 28; komparace viz Bartlova (pozn. 26),

s. 92-95: zabyva se stylovymi vazbami okruhu Mistra
Tynské kalvarie ve videniském, Styrském a severoitalském
socharstvi, nepovazuje za nosnou hypotézu té€sné&jsich
vazeb, ve Styrsku odkazuje na predobrazy z Vidné.

44 Takto byly publikovany jiz v dobé& probihajiciho
priizkumu a restaurovani: Akvizice a dary 2020, Bulletin
Ndrodni galerie v Praze XXXI, 2021, s. 215; §tépénka
Chlumska - Radka Sefcti - Vaclava Antuskova (eds.),

V hloubce a po povrchu / In Depth and on the Surface,
Praha 2022, s. 96-99, kat. ¢. 6 (Stépanka Chlumska -
Markéta Pavlikova - Radka Sefcth); za cenné komparaéni
podnéty k pamatkovému fondu rakouskych zemi
dékujeme Lotharu Schultesovi.

45 Ottova-Klipa-Mudra (pozn. 35); Fajt (pozn. 36);
Gerhard Schmidt, Gotische Bildwerke und lhre Meister,
Wien-KoéIn-Weimar 1992; Jaromir Homolka, Prag und die
mitteleuropaische Kunst um 1400: Einige Bemerkungen,
in: Gotz Pochat - Brigitte Wagner, Internationale Gotik
in Mitteleuropa, Graz 1991; Kunsthistorisches Jahrbuch
Graz XXIV, 1990, s. 174-181; Reinhard Pohanka (ed.),
Prag um 1400: Der Schéne Stil. Béhmische Malerei und
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46 Enrico Castelnuovo and Francesca de Gramatica,
eds., I/ Gotico nelle Alpi: 1350-1450, exh. cat. (Trento: Museo
Diocesano Tridentino, 2002); Gottfried Biedermann

and Karin Leitner, Gotik in Kdrten (Klagenfurt 200r1);

Hofler (note 25); Gotik in der Steiermark: Landesausstellung
(note 39); Emilijan Cevc, Gotska plastika na Slovenskem,

exh. cat. (Ljubljana: Narodna Galerija, 1973); Gotik in
Osterreich, exh. cat. (Krems an der Donau: Minoritenkirche
Krems-Stein, 1967); Gotik in Tirol: Malerei und Plastik des
Mittelalters, exh. cat. (Innsbruck: Tiroler Landesmuseum
Ferdinandeum Innsbruck), 1950; Garzarolli (note 22); also
older literature on links with the Czech lands, an overview
in Albert Kutal, “Ceské socha¥stvi ca 1400 a Alpské zemé,”
Umént 5, 1957, pp. 301-315.

47 Petr F. Kramml, “Salcburk a Praha ca roku 1400.
Salcburska knizata arcibiskupové a panovnicka dynastie
Lucemburkd,” in: Hlobil et al. (note 36), pp. 18-37.

48 For a recent examination of the concept “the Salzburg
Beautiful Style”, with references to the individual lines of
argumentation of Austrian, German, and Czech research, see
Ivo Hlobil, “Salcburské Krdsné madony z litého umélého
kamene,” in: Hlobil et al. (note 36), pp. 38-57; Kvapilova
(note 25), pp. 68-76; Wolfgang Steinitz, Salzburg, in:
Legner (note 12), 1, pp. 403-413; Wolfgang Steinitz, “Die
Kunstlandschaft Salzburg um 1400,” in: Spdtgotik in Salzburg
(note 18), pp. 46-50; Kutal (note 40).

49 Hlobil, in Hlobil et al. (note 36), pp. 42-44; selected
works on the artwork production: Fiir Salzburg bewahrt:
Salzburger Kunst- und Kulturschiitze, exh. cat. (Leogang:
Bergbau- und Gotikmuseum Leogang, 2016); Karl Heinz
Clasen, Der Meister der Schonen Madonnen: Herkunfl, Entfaltung
und Umkreis (Berlin 1974), pp. 127-135; Spdtgotik in Salzburg
(note 18); Stabat Mater (note 14), Gotik in Osterreich (note 46);
Schine Madonnen 1350-1450, exh. cat. (Salzburg: Salzburger
Dom, 1965).

50 Kautal (note 40), p. 445.

51 See, with references, Hlobil et al. (note 36),

pp- 126-129, cat. no. 13 (Arthur Saliger and Wibke
Ottweiler).

52 First published in: Spdtgotik in Salzburg (note 18), p. 6o,
cat. no. 40, pear wood, fragments of polychromy, h. 15 cm,
private collection, now in the museum in Leogang (Bergbau-
und Gotikmuseum Leogang, inv. no. 16-4399).

53 Hlobil et al. (note 36), pp. 148-153, cat. no. 18 (Stefan
Roller).

54 Brucher (note 39), p. 392, cat. no. 157 (Lothar Schultes),
artificial cast stone, h. 27 cm.

55 Selected references: Hofler (note 25); Horst Schweigert,
“Gotische Plastik in der Steiermark,” in: Gotik in der Steiermark
(note 39), pp- 198-215; Clasen (note 49), pp. 140-141; Cevc
(note 46); Garzarolli (note 22).

56 Bad Aussee Madonna, see note 35; Gall Madonna, see
Biedermann (note 17), pp. 228-230, cat. no. 1or; Jindra and
Ottova (note 35), 1/54, pp- 328-329 (Petr Jindra) moves the
date to the early fifteenth century.

57 Polona Vidmar, “Kiparska delavnica na Ptujski

Gori,” Zbornik za umetnostno zgodovino 43, 2007, pp. 47-86;
“DieWerkstatt von Ptujska gora,” in: Hofler (note 25),

pp. 165-176, cat. nos. 75-81.

58 Lothar Schultes, “Der Maler Hans von Judenburg,”
in: Ciglenecki and Vidmar (note 35), pp. 209-217; Arthur
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Plastik in der Gotik, kat. vyst., Historisches Museum

der Stadt Wien, Wien 1990; Legner (pozn. 12);

Jaromir Homolka, Studie k pocdtkim krdasného slohu,
Praha 1976; Ceské uméni gotické 1320-1400, kat. vyst.,
Narodni galerie v Praze, Praha 1964; Kutal (pozn. 35);
za cenné podnéty dékujeme Michaele Ottové.

46 Enrico Castelnuovo - Francesca de Gramatica (ed.),
Il Gotico nelle Alpi: 1350-1450, kat. vyst., Museo
Diocesano Tridentino, Trento 2002; Gottfried
Biedermann - Karin Leitner, Gotik in Kdrten,

Klagenfurt 2001; Hoéfler (pozn. 25); Gotik in der
Steiermark: Landesausstellung (pozn. 39); Emilijan Cevc,
Gotska plastika na Slovenskem, kat. vyst., Narodna
Galerija, Ljubljana 1973; Gotik in Osterreich, kat. vyst.,
Minoritenkirche Krems-Stein, Krems an der Donau 1967,
Gotik in Tirol: Malerei und Plastik des Mittelalters,

kat. vyst., Tiroler Landesmuseum Ferdinandeum
Innsbruck, Innsbruck 1950; Garzarolli (pozn. 22); k vazbé
na Ceské zemé téz starsi literatura, souhrnné Albert Kutal,
Ceské sochafstvi kolem 1400 a Alpské zemé, Umeéni'V,
1957, s. 301-315.

47 Petr F. Kramml, Salcburk a Praha kolem roku 1400.
Salcburska knizata arcibiskupové a panovnicka dynastie
Lucemburkd, in: Hlobil et al. (pozn. 36), s. 18-37.

48 Novéji k pojmu ,salcbursky krasny sloh” s odkazy
na jednotlivé argumentacni linie rakouského, némeckého
a Ceského badani lvo Hlobil, Salcburské Krasné madony
z litého umélého kamene, in: Hlobil et al. (pozn. 36),

s. 38-57; Kvapilova (pozn. 25), s. 68-76; Wolfgang
Steinitz, Salzburg, in: Legner (pozn. 12), |, s. 403-413;
Wolfgang Steinitz, Die Kunstlandschaft Salzburg um
1400, in: Spatgotik in Salzburg (pozn. 18), s. 46-50;
Kutal (pozn. 40).

49 Hiobil, in: Hlobil et al. (pozn. 36), s. 42-44;

k paméatkovému fondu vybéroveé: Fiir Salzburg bewahrt:
Salzburger Kunst- und Kulturschdtze, kat. vyst.,
Bergbau- und Gotikmuseum Leogang, Leogang 2016;
Karl Heinz Clasen, Der Meister der Schénen Madonnen:
Herkunft, Entfaltung und Umkreis, Berlin 1974,

s. 127-135; Spatgotik in Salzburg (pozn. 18); Stabat
Mater (pozn. 14), Gotik in Osterreich (pozn. 46);
Schéne Madonnen 1350-1450, kat. vyst., Salzburger
Dom, Salzburg 1965.

50 Kutal (pozn. 40), s. 445.

51 S odkazy Hlobil et al. (pozn. 36), s. 126-129,

kat. ¢. 13 (Arthur Saliger - Wibke Ottweiler).

52 Poprvé publikovéno in: Spatgotik in Salzburg
(pozn. 18), s. 60, kat. ¢. 40, hruskové drevo, fragmenty
polychromie, v. 15 cm, soukroma sbirka, nyni v museu

v Leogangu (Bergbau- und Gotikmuseum Leogang,

inv. ¢. 16-4399).

53 Hlobil et al. (pozn. 36), s. 148-153, kat. ¢. 18 (Stefan
Roller).

54 Brucher (pozn. 39), s. 392, kat. ¢. 157 (Lothar
Schultes), umély lity kdmen, v. 27 cm.

55 \Vybérové Hofler (pozn. 25); Horst Schweigert,
Gotische Plastik in der Steiermark, in: Gotik in der
Steiermark (pozn. 39), s. 198-215; Clasen (pozn. 49),

s. 140-141; Cevc (pozn. 46); Garzarolli (pozn. 22).

56 Madona z Bad Aussee, viz pozn. 35; Madona

z Gallu, viz Biedermann (pozn. 17), s. 228-230,



Saliger, ed., Der Meister von Groflobming, exh. cat. (Vienna:
Osterreichische Galerie 1994); Lothar Schultes, “Der Meister
von Grofllobming und Hans von Judenburg: Zeit- und
Individualstil um 1400,” in: Internationale Gotik in Mitteleuropa,
Kunsthistorisches Jahrbuch Graz 24, 1990, pp. 253-268.

59 See, with references to earlier literature, Kunz (note 37);
PP- 243-253, cat. no. 48 (Tobias Kunz); Gotik in Osterreich
(note 46), pp. 207-208, cat. no. 159.

60 Garzarolli (note 22), pp. 34-35, 99, attributed nearly

a dozen woodcarvings to the workshop which were very
disparate in style. By contrast, Clasen (note 49), p. 140, had
a very high opinion of the quality of the woodcarving from
Seckau Cathedral.

61  Gotik in der Steiermark (note 46), p. 205, pp. 237-239,

cat. nos. 204-206. A later date (1435-1440) is attributed to
the Strafburg Pieta in Carinthia, now in the collections of the
Osterreichische Galerie Wien.

62 A local context is also assumed for the woodcarvings of
the Altar Crucifix_from Bruck an der Mur.

63 Markéta Pavlikova, unpublished restoration report,
archive of the Department of Conservation and Restoration,
National Gallery in Prague, 2022.

64 This synthetic blue, indanthrone blue PB 60, is one

of the polycyclic pigments which were discovered in 1901,
see Nicholas Eastaugh, Valentine Walsh, Tracey Chaplin,
and Ruth Siddal, Pigment Compendium: A Dictionary and Optical
Microscopy of Historical Pigments (London and New York 2013),
p- 309. It has been manufactured industrially since 1924, see
Paul Craddock, Scientific Investigation of Copies, Fakes and Forgeries
(Oxford 2009), p. 298.

65 Survey of the statues in the UV spectrum - photographs
taken in UV luminescence by a CANON EOS 6 D digital
reflex camera with a CANON COMPACT MACRO EF

50 mm / 1:2.5 lens (recorded in RAW format, converted into
TIFF format). IR reflectography - taken by an OSIRIS
camera, spectral sensitivity goo-1,700 nm.

66 Radka Sefcti and Viclava Antugkova, unpublished
laboratory reports 21/78, 21/79, archive of the Chemical-
Technological Laboratory of the National Gallery in Prague
202I, 2022.

67 Intermediate results published in Chlumska, Sefcti, and
Antuskova (note 44).

68 We are grateful to Daniel Vaviik, Ivana Kumpova, and
Michal Vopalensky for their cooperation. The computed
tomography was carried out on a TORATOM device
(Twinned Orthogonal Adjustable Tomograph), enabling
works of art with variable geometric structures to be scanned
with a resolution in the virtual model of up to ca 3 pm. The
reconstruction and visualisation was carried out using VG
Studio MAX software.

69 Fritz Schweingruber, Anatomic europdischer Holzer: Ein Atlas
zur Bestimmung europdischer Baum-, Strauch- und Qwergstrauchholzer
(Bern and Sttutgart 1990); Giovanni Signorini, Giuseppina
Di Giulio, and Marco Fioravanti, 1/ legno nei beni culturali: Guida
alla determinazione delle specie legnose (Perugia 2014); Vaclava
Antugkovd, “VyuZiti mikroskopickych technik pii identifikaci
dfeva,” in: Stépanka Chlumsk4 and Radka Sefcti, eds., Uméni
a prirodni védy (Prague 2017), pp. 49-60.

70 In the sample sets there were usually several micro-
samples measuring ca 1 x 0.2 x 0.5 mm (Virgin Mary) and

1.3 x 0.2 x 0.6 mm (St John the Evangelist).
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kat. ¢. 101; Jindra-Ottova (pozn. 35), /54,

s. 328-329 (Petr Jindra) posouva dataci na pocatek

15. stoleti.

57 Polona Vidmar, Kiparska delavnica na Ptujski Gori,
Zbornik za umetnostno zgodovino XLIIl, 2007, s. 47-86;
Die Werkstatt von Ptujska gora, in: Hofler (pozn. 25),

s. 165-176, kat. ¢. 75-81.

58 Lothar Schultes, Der Maler Hans von Judenburg,
in: Ciglenec¢ki-Vidmar (pozn. 35), s. 209-217; Arthur
Saliger (ed.), Der Meister von GrofSlobming, kat. vyst.,
Osterreichische Galerie, Wien 1994; Lothar Schultes,
Der Meister von Grofflobming und Hans von Judenburg:
Zeit- und Individualstil um 1400, in: Internationale Gotik
in Mitteleuropa, Kunsthistorisches Jahrbuch Graz XXIV,
1990, s. 253-268.

59 S odkazy na starsi literaturu Kunz (pozn. 37);

s. 243-253, kat. &. 48 (Tobias Kunz); Gotik in Osterreich
(pozn. 46), s. 207-208, kat. ¢. 159.

60 Garzarolli (pozn. 22), s. 34-35, 99, dilné pripisuje
témér desitku Fezeb, znaéné€ rukopisné disparatnich;
oproti tomu Clasen (pozn. 49), s. 140, vysoce hodnoti
kvalitu rezby z domu v Seckau.

61 Gotik in der Steiermark (pozn. 46), s. 205, 237-239,
kat. ¢. 204-206, jako datacné nejmladsi (1435-1440)

je uvadéna Pieta ze Strassburgu v Korutanech, nyni ve
shirkach Osterreichische Galerie Wien.

62 Obdobné je lokalni kontext predpokladén i u rezeb
Oltdrniho krize z Bruck an der Mur.

63 Markéta Pavlikova, nepublikovana restauratorska
zprava, archiv Restauratorského oddéleni Narodni galerie
v Praze, 2022.

64 Tato syntetickd modr, indanthronova modr PB 60,
spada do polycyklickych pigmentd, které byly objeveny
v roce 1901, viz Nicholas Eastaugh - Valentine Walsh -
Tracey Chaplin - Ruth Siddal, Pigment Compendium:

A Dictionary and Optical Microscopy of Historical
Pigments, London - New York 2013, s. 309. Pramyslové
byla vyrabéna od roku 1924, viz Paul Craddock,
Scientific Investigation of Copies, Fakes and Forgeries,
Oxford 2009, s. 298.

65 Prohlidka soch v UV spektru - porizena fotografie
UV luminiscence, snimano digitalni zrcadlovkou

CANON EOS 6 D s objektivem CANON COMPACT
MACRO EF 50 mm / 1:2,5 (zaznamenano ve formatu
RAW, konvertovano do formatu TIFF). IR reflektografie -
snimano kamerou OSIRIS, spektralni citlivost

900-1700 nm.

66 Radka Sefcti - Vaclava Antukova, nepublikované
laboratorni zpravy 21/78, 21/79, archiv Chemicko-
-technologické laboratore Narodni galerie v Praze, 2021,
2022.

67 Dil¢i vysledky publikovany v Chlumska-Sefcti-An-
tuskova (pozn. 44).

68 Za spolupraci dékujeme Danielu Vavrikovi, Ivané
Kumpové a Michalu Vopalenskému. Vypocetni tomografie
byla provedena na zarizeni TORATOM (Twinned
Orthogonal Adjustable Tomograph), umoziujicim snimat
umélecka dila s variabilnim geometrickym usporadanim
s rozliSenim ve virtualnim modelu az cca 3 pm.
Rekonstrukce a vizualizace probéhla s vyuZzitim softwaru
VG Studio MAX.
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71
a Zeiss Axio Imager Zom optical microscope in the regime of

The samples were documented in their entirety using

incident daylight, fluorescence with excitation radiation on

a wavelength of 385 nm with an emission filter of > 420 nm,
and excitation radiation on a wavelength of 475 nm with an
emission filter of > 515 nm, using the Z-stack function. The
photographs taken were adjusted in the programs ZEN core
v3.1.1 and Adobe Photoshop 2022.

72 We are grateful to Jan Zemliéek, Jan Dud4k, and
Veronika Tymlova for their cooperation. The device used

was equipped with a Hamamatsu Li2531 laboratory source

of X-ray radiation and a Dexela 1512 flat-panel type digital
detector. A voxel resolution of 0.87 pm was achieved with the
samples. The data from scanning the samples was processed
using the program VG Studio MAX 3.5.1.

73 For the documentation, a JSM 6460 LA electron
microscope from the JEOL company in the secondary
electrons (SE) regime was used in a high vacuum with an
acceleration voltage of 15 kV. The source of the electrons

was wolfram fibre. The samples were gilded (layer thickness
15-20 nm) before observation to increase conductivity.

74
with coniferous woods.

Annual rings are particularly easy to see on CT images

75 For more detail on the regional availability of types of
wood, see e.g. Claude Lapaire, “La sculpture sur bois du
Moyen Age en Suisse: Recherches sur la détermination des
essences,” Zeitschrift fiir schweizerische Archdologie und Kunstgeschichte
30, 1973, 0. 2, pp. 76-83; Peter Klein, “Some Aspects of the
Utilization of Different Wood Species in Certain European
Workshops,” in: Ashok Roy and Perry Smith, eds., Painting
Techniques History, Materials and Studio Practice (London 1998),
pp. 112-114; Jorgen Wadum, Christina Currie, Noélle
Streeton, Jean-Albert Glatigny, and Nicole Goetghebeur,
eds., Wooden Supports in 12th-16th-Century European Paintings
(London 2015).

76 Vaclava Antuskova, Ivana Vernerova, gtépénka
Chlumska, Helena Danova, Anna Trestikova, and Radka
Sefcti, “Wood as the Material of Carvings and Paintings of
Bohemian and Moravian Provenance in the Years 1280-1550:
Identification of Wood,” Bulletin of the National Gallery in

Prague 26, 2016, pp. 93-111.

77 Wadum et al. (note 75).

78 We are grateful to Ivo Svétlik for his cooperation.

The radiocarbon dating was carried out in the Czech
Radiocarbon Laboratory (CRL) at the Nuclear Physics
Institute, Czech Academy of Sciences. The record of the
dating is part of Laboratory Reports nos. 21/78 and 21/79,
archive of the Chemical-Technological Laboratory of the
National Gallery in Prague, 2021.

79 Joanna Ostapkowicz, Rick J. Schulting, Ryan Wheeler,
Lee Newsom, Fiona Brock, Ian Bull, and Christophe Snoeck,
“East-central Florida pre-Columbian Wood Sculpture:
Radiocarbon Dating, Wood Identification and Strontium
Isotope Studies,” Journal of Archaeological Science: Reports 13, 2017,
Pp- 595-608; Fabiola Vitali, Cristina Caldi, Monica Benucci,
Fabio Marzaioli, Pietro Moioli, Claudio Seccaroni, Beatrice
De Ruggieri, and Manuela Romagnoli, “The Vernacular
Sculpture of Saint Anthony the Abbot of Museo Colle del
Duomo in Viterbo (Italy): Diagnostic and Wood Dating,”
Journal of Cultural Heritage 48, 2021, pp. 299-304.

80 This is the minimum shift in the date, on the basis of
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69 Fritz Schweingruber, Anatomie europdischer Hélzer:
Ein Atlas zur Bestimmung europdischer Baum-, Strauch-
und Zwergstrauchhélzer, Bern-Sttutgart 1990; Giovanni
Signorini - Giuseppina Di Giulio - Marco Fioravanti,

Il legno nei beni culturali: Guida alla determinazione
delle specie legnose, Perugia 2014; Vaclava Antuskova,
Vyuziti mikroskopickych technik pfi identifikaci dreva,

in: Stépanka Chlumska - Radka Sefctl (eds.), Uméni

a prirodni védy, Praha 2017, s. 49-60.

70 Ve vzorkovnicich bylo obvykle nékolik mikro

vzorkl o velikosti cca 1 x 0,2 x 0,5 mm (Panna Marie)
al1,3x0,2x0,6 mm (sv. Jan Evangelista).

71
mikroskopu Zeiss Axio Imager Z2m v reZimu dopadajiciho

Celé vzorky byly dokumentovany na optickém

zareni denniho osvétleni, fluorescence s excita¢nim
zarenim o vinové délce 385 nm s emisnim filtrem

> 420 nm a excitaénim zarenim o vinové délce 475 nm

s emisnim filtrem > 515 nm s vyuZitim funkce Z-stack.
Porizené fotografie byly upraveny v programech ZEN core
v3.1.1 a Adobe Photoshop 2022.

72 Za spolupraci dékujeme Janu Zemli¢kovi, Janu
Dudéakovi a Veronice Tymlové. PouzZité zarizeni je
vybaveno laboratornim zdrojem RTG zareni Hamamatsu
L12531 a digitalnim detektorem typu flat-panel Dexela
1512. U vzork( bylo dosaZzeno voxelového rozliseni

0,87 pm. Data ze snimani vzorkl byla zpracovana
prostrednictvim programu VG Studio MAX 3.5.1.

73 Pro dokumentaci byl vyuzit elektronovy mikroskop
JSM 6460 LA od firmy JEOL v rezimu sekundarnich
elektrond (SE) ve vysokém vakuu s urychlovacim napétim
15 kV, zdrojem elektron( bylo wolframové vlakno. Pro
zvySeni vodivosti byly vzorky pred pozorovanim pozlaceny
(tloustka vrstvy 15-20 nm).

74 Dobre viditelné letokruhy na snimcich CT jsou
zejména u jehli¢natych drevin.

75 Vice k regionalnimu vyskytu drevin napr. Claude
Lapaire, La sculpture sur bois du Moyen Age en

Suisse: Recherches sur la détermination des essences,
Zeitschrift fiir schweizerische Archdologie und
Kunstgeschichte XXX, 1973, ¢. 2, s. 76-83; Peter Klein,
Some Aspects of the Utilization of Different Wood Species
in Certain European Workshops, in: Ashok Roy - Perry
Smith (eds.), Painting Techniques History, Materials

and Studio Practice, London 1998, s. 112-114; Jergen
Wadum - Christina Currie - Noélle Streeton - Jean-Albert
Glatigny - Nicole Goetghebeur (eds.), Wooden Supports
in 12th-16th-Century European Paintings, London 2015.
76 Vaclava Antugkova - lvana Vernerova - Stépanka
Chlumska - Helena Dérnova - Anna Trestikova - Radka
Sefct, Ditevo jako material sochaiskych a malifskych dél
bohemikalni provenience 1280-1550. Identifikace dreva,
Bulletin Narodni galerie v Praze XXVI, 2016, s. 197-211.
77 Wadum et al. (pozn. 75).

78 Za spolupraci dékujeme lvu Svétlikovi. Radiouhlikova
datace byla realizovana v Ceské radiouhlikové laboratofi
(CRL) na Ustavu jaderné fyziky AV CR, v. v. i. Protokol

je soucasti Laboratorni zpravy ¢. 21/78, 21/79, archiv
Chemicko-technologické laboratore Narodni galerie

v Praze, 2021.

79 Joanna Ostapkowicz - Rick J. Schulting - Ryan
Wheeler - Lee Newsom - Fiona Brock - lan Bull -



the visible annual rings. It is not possible to say how many
further annual rings immediately below the bark were
removed when the woodcarving was created.

81
the micro-CT: woodcarving of the Virgin Mary, diameter at

The size of these openings according to the scale in

the widest point 13.2 mm, at the narrowest 11.8 mm, length
40 mm; woodcarving of St John the Evangelist, diameter
9.8 mm.

82
the micro-CT: woodcarving of the Virgin Mary, diameter

The size of these openings according to the scale in

4.8 mm, length 19.3 mm; woodcarving of St John the
Evangelist, diameter 5.4 mm, length 19.3 mm.

83 Inspection of the statues in diffuse daylight and under
raking light - photographs taken with a CANON EOS 6 D
digital reflex camera with a CANON COMPACT MACRO
EF 50 mm / 1:2.5 lens (recorded in RAW format, converted
into TIFF format).

84 The photomicrographic documentation of the surface
was carried out using an AM4113ZT-FV2W Dino-Lite Premier
USB microscope in polarised visible light (VIS) and UV
light (A = 375 nm), with a magnification of 50x and 200x and
a resolution of 1.3 MPx, and subsequently processed using
Dino Capture 2.0 program.

85 The clemental analysis was carried out using a NITON
XLt GOLDD+, Thermo Scientific, portable XRF device,

the radiation source was a mini X-ray tube with a silver
anode with a maximum voltage of 50 kV. The diameter of the
area measured was ca 5 mm, and the time taken for a single
analysis was 120 s. The measurement took place without
direct contact from a distance of up to ca 0.5 cm.

86
spectrometer with a spectral range of 3,200-170 cm?, a laser

The measurement took place using a Bravo, Bruker

output of < 100 mW, and a resolution of 10-12 cm™. The
evaluation was carried out with the help of the programs
Opus and Omnic 9. The spectra were compared with the
spectral library of the Chemical-Technological Laboratory of
the National Gallery in Prague.

87
a Zeiss Axio Imager Zam optical microscope in the regime of

The cross-sections (stratigraphy) were documented on

incident light, in the dark field, fluorescence with excitation
radiation on a wavelength of 385 nm with an emission filter
of > 420 nm and excitation radiation on a wavelength of
475 nm with an emission filter of > 515 nm. The photographs
were adjusted in the programs ZEN core v3.1.1 and Adobe
Photoshop 2022.

88 The clemental analysis was carried out using a JSM
6460 LA scanning electron microscope from the JEOL
company with X-ray microanalysis. The electron source was
wolfram fibre. Scanning took place in the backscattered
electrons (BSE) regime. Measurement was carried out in

a low vacuum with a pressure of 35 Pa and an acceleration
voltage of 20 kV.

89 The structural analysis took place using the method of
Raman and infrared spectroscopy. The Raman spectroscopy
was carried out on a Nicolet DXR dispersive Raman
spectrometer from the Thermo Scientific company, using

a microscope with a 100x objective. The analysis was carried
out over the range of 3,300-50 cm™ with a resolution of

4 cm”, using excitation lasers with wavelengths of 780 nm
and 532 nm; the measurement time of the spectra was
60-120 s. The settings for the laser output depended on

Christophe Snoeck, East-central Florida pre-Columbian
Wood Sculpture: Radiocarbon Dating, Wood
Identification and Strontium Isotope Studies, Journal of
Archaeological Science: Reports Xlll, 2017, s. 595-608;
Fabiola Vitali - Cristina Caldi - Monica Benucci - Fabio
Marzaioli - Pietro Moioli - Claudio Seccaroni - Beatrice
De Ruggieri - Manuela Romagnoli, The Vernacular
Sculpture of Saint Anthony the Abbot of Museo Colle del
Duomo in Viterbo (ltaly): Diagnostic and Wood Dating,
Journal of Cultural Heritage XLVIII, 2021, s. 299-304.
80 Jde o minimalni posun na zakladé viditelnych
letokruh, letokruhy bezprostfedné pod kdrou

a odebrané v ramci tvarovani rfezby nelze zjistit.

81 Velikost téchto otvord dle méritka v mikro CT:

v nejuzs§im 11,8 mm, délka 40 mm; rezba sv. Jana
Evangelisty, pramér 9,8 mm.

82 Velikost téchto otvor( dle méritka v mikro CT:
fezba Panny Marie, priimér 4,8 mm, délka 15,3 mm;
fezba sv. Jana Evangelisty, priimér 5,4 mm, délka

19,3 mm.

83 Prohlidka soch v rozptyleném dennim svétle

a v razantnim bo¢nim osvétleni - snimano digitalni
zrcadlovkou CANON EOS 6 D s objektivem CANON
COMPACT MACRO EF 50 mm / 1:2,5 (zaznamenano
ve formatu RAW, konvertovano do formatu TIFF).

84 Mikrofotograficka dokumentace povrchu byla
porizena pomoci USB mikroskopu AM4113ZT-FV2W
Dino-Lite Premier v polarizovaném viditelném svétle
(VIS) a UV svétle (A = 375 nm) pri zvétSeni 50x a 200x,
pri rozliseni 1,3 MPx a nasledné zpracovana v programu
Dino Capture 2.0.

85 Prvkova analyza byla provedena prenosnym XRF
pristrojem NITON XL3t GOLDD+, Thermo Scientific,
zdroj zareni je minirentgenka se stfibrnou anodou

s maximalnim napétim 50 kV, primér mérené plochy byl
cca 5 mm, doba jedné analyzy 120 s. Méreni probihalo
bezkontaktné ze vzdalenosti do cca 0,5 cm.

86 Méreni probihalo spektrometrem Bravo, Bruker

ve spektralnim rozsahu 3200-170 cm™, s vykonem
laseru < 100 mW a rozlisenim 10-12 cm™’. Vyhodnoceni
bylo provedeno pomoci programt Opus a Omnic 9.
Spektra byla porovnana s knihovnou spekter Chemicko-
-technologické laboratore Narodni galerie v Praze.

87 Pricné rezy (stratigrafie) byly dokumentovany na
optickém mikroskopu Zeiss Axio Imager Z2m v rezimu
dopadajiciho zareni denniho osvétleni, v temném poli,
fluorescence s excita¢nim zarenim o vinové délce 385 nm
s emisnim filtrem > 420 nm a excitaénim zarenim o vinové
délce 475 nm s emisnim filtrem > 515 nm. Fotografie
byly upraveny v programech ZEN core v3.1.1 a Adobe
Photoshop 2022.

88 Prvkova analyza byla provedena pomoci skenovaciho
elektronového mikroskopu JSM 6460 LA od firmy JEOL
s rentgenovou mikroanalyzou. Zdrojem elektront bylo
wolframové vlakno. Snimani bylo provedeno v rezimu
zpétné odrazenych elektront (BSE). Méreni probihalo

v nizkém vakua pfi tlaku 35 Pa a urychlovacim napéti
20 kV.

89 Strukturni analyza byla realizovana metodou

Ramanovy a infracervené spektroskopie. Ramanova

/ 89/
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the sensitivity of the materials measured (the maximum
output is 24 mW for a 780 nm laser and 10 mW for a 532 nm
laser). For calibration the polystyrene standard was

used. Measurement took place at specific points, or over

a larger area (mapping). The spectra were evaluated in the
Omnic g program. The infrared spectroscopy was carried
out on a LUMOS II infrared microscope, Bruker, and
measurement took place over selected larger areas using ATR
technology with a liquid-nitrogen-cooled FPA detector. The
spectral range was 4,000-650 cm?, with a resolution of 4 cm?,
and the number of scans was 64. The spectra measured were
processed in the OPUS program.

90 Rachel Billinge, Lorne Campbell, Jill Dunkerton, Susan
Foister, Jo Kirby, Jennie Pilc, Ashok Roy, Marika Spring,
and Raymond White, “Methods and Materials of Northern
European Painting in the National Gallery, 1400-1550,” The
National Gallery Technical Bulletin 18, 1997, pp. 6-55; Katharina
von Salis Perch-Nielsen and Unn Plahter, “Analyses of
Fossil Coccoliths in Chalk Grounds of Medieval Art in
Norway: Norwegian Medieval Altar Frontals and Related
Material,” in: Magne Malmanger, Laszlo Berczeljy, and
Signe Fuglesang, eds., ACTA, Ad archaeologiam et artivm

historiam pertinentia 11 (Rome 1995), pp- 145-156.

91 Lilian Svabenicka, Radka Sefcti, Stépénka Chlumska,
and Helena Danova, “Pavod kiidovych sedimentd na
sttedovékych deskovych obrazech a fezbach na zakladé
studia vapnitych nanofosilii,” Férum pro konzervdtory-restaurdtory,
2017, pp. 48-58.

92 For the colouring of Beautiful Style Madonnas, see
most recently Vaclava Antuskova, Stépénka Chlumska,

and Radka Sefcti, “The Madonna of Hallstatt: New Findings
About Its Acquisition and Polychromy,” Bulletin of the National
Gallery in Prague 30, 2020, pp. 32-58; Ottova (note 24),

p. 19; further Jaromir Homolka, Socharstv, in: Emanuel
Poche (den.), Praha stiedovékd, Prague 1983, pp. 359-489,

esp. pp- 442, 449; Manfred Koller, “Bildhauer und Maler:
Technologische Beobachtungen zur Werkstattpraxis um
1400 anhand aktueller Restaurierungen,” Kunsthistorisches
Jahrbuch Graz 26, 1990, pp. 135-161; Manfred Koller,
“Technika a sloh polychromie plastik,” Technologia artis 4,
1993, pp- 117-124; Manfred Koller, “Auch Fassung kleidet!
Gefasste Steinskulpturen des Mittelalters,” Osterreichische
Reitschrift fiir Kunst und Denkmalpflege 70, 2016, pp. 293-307;

on the interpretation of white colouring, see most recently
Elisabeth Sobieczky, “White in Medieval Sculpture
Polychromy: Iconography, Reception, Restoration,”
Reitschrift fiir Kunstgeschichte 82, 2019, no. 3, pp. 299-320.

93 On small-format statues for private devotion and also
larger groups for church interiors, see Oltdr sv. K¥iZe z Rimini,
Master of the Rimini Altarpiece, southern Netherlands /
northern France, ca 1430, Frankfurt am Main, Liebieghaus
Skulpturen Sammlung; Marjan Debaene (ed.), Alabaster
Sculpture in Europe 1300-1650, exh. cat., Museum Leuven,
London 2022; Theiss and Roller (note 34); Ottova (note 24),
p. 19; Georg Schwarzenski, “Deutsche Alabasterplastik des
15. Jhrs.,” Stddel Jahrbuch 1, 1921, pp. 167-213.

94 Rutherford J. Gettens and Elisabeth West Fitzhugh,
“Azurite and Blue Verditer,” in: Ashok Roy, ed., Artists’
Pigments: A Handbook of Their History and Characteristics, Volume 2
(London 1993), pp. 23-36, esp. 25. Other European localities
are the region of Banat in Romania, Chessy near Lyon in
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spektroskopie byla provedena na disperznim Ramanové
spektrometru Nicolet DXR od firmy Thermo Scientific

s vyuzitim mikroskopu s objektivem 100x. Analyza byla
provedena v rozsahu 3300-50 cm™ s rozlienim 4 cm?,
za pouziti excitacnich laserd o vinovych délkach 780 nm
a 532 nm; doba méreni spekter byla 60-120 s. Nastaveni
vykon laserd se odvijelo od citlivosti mérenych material
(max. vykon pro laser 780 nm je 24 mW a pro laser

532 nm je 10 mW). Pro kalibraci byl pouZzit standard

z polystyrenu. Méreni probihalo bodové nebo v plose
(mapovani). Spektra byla vyhodnocena v programu
Omnic 9. Infracervena spektroskopie byla provedena na
infracerveném mikroskopu LUMOS I, Bruker, méreni
probihalo plo$né€ na vybranych oblastech technikou ATR
s dusikem chlazenym FPA detektorem pfi spektralnim
rozsahu 4000-650 cm™ s rozlisenim 4 cm™, pocet

skenl 64. Namérena spektra byla zpracovéana

v programu OPUS.
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France, Sardinia, and Cornwall in Great Britain, which

are localities where azurite was mainly obtained later. Also
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between Germany and France), in Saxony, and in Tyrol, see
Frangois Delamare, Blue Pigments: 5000 Years of Art and Industry
(London 2013), pp. 119-144, €sp. I30.
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Vibert, The Science of Painting (London 1892), p. 168.
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Deposits are found in Europe in Saxony and Alsace, see
Eastaugh et al. (note 64), p. 312.

108 The imaging methods used included an inspection of
the statues in diffuse daylight and raking light (see note 83),
and also X-ray radiography - recorded on digital foil, digital
scanner CR 35 NDT, exposition: 40 kV, 2 mA, time 3 min,
distance 1.5 m, Leica binocular microscope - recorded in

an enlargement of 10 to 40 times by a Leica digital camera.
Inspection in the UV spectrum, photograph taken in UV
luminescence and IR reflectography, for technical parameters
see note 65.
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Abstract

Two small polychrome woodcarvings of the Virgin
Mary and St John the Evangelist from a sculptural
group of The Crucifixion were purchased for the collec-
tions of the National Gallery in view of their quality and
presumed Central European context. This makes them
a suitable addition to the existing collection, a selection
from which is presented in a permanent exhibition in
the Convent of St Agnes of Bohemia. In order for the
two works to be exhibited, an examination and restora-
tion work had to be carried out, the results of which
are summarised in this article. The introductory part of
the article presents hypotheses about the original func-
tional context of the two woodcarvings, and proposes
a different dating and attribution from those with which
the two works were presented on the art market, when
they were described as originating from late fourteenth-
century Bohemia. Similarly, during the examination
and restoration, certain aspects of the materials and
technologies used in making the works were specified
more precisely. An important finding is the dating and
identification of two different types of wood used for
these woodcarvings and the discovery of the oldest lay-
ers of polychromy, testifying to changes to the original
colours of both works during later interventions. The
article also presents the results of the restoration.

Translated by Peier Stephens
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Anotace

Drobné polychromované rezby Panny Marie a sv. Ja-
na Evangelisty ze skupiny UkFiZovani byly do sbi-
rek Narodni galerie zakoupeny s ohledem na jejich
kvalitu a uvaZovany stifedoevropsky kontext. Ten
vhodné doplnuje stavajici sbirkovy fond, vybéro-
vé prezentovany v dlouhodobé expozici v klastere
sv. Anezky Ceské. Podminkou vystaveni obou dél
byl jejich prizkum a restaurovani, vysledky shrnuje
tento prispévek. Uvodni &ast prispévku piinasi hy-
potézy o pivodnim funkénim kontextu obou rezeb
a navrhuje data¢ni a atribu¢ni posun oproti dataci
a atribuci, se kterou byla obé& dila uvedena na umeé-
lecky trh jako bohemikum z konce 14. stoleti. Stejné
tak byly béhem priizkumu a restaurovani upresnény
materialové a technologické aspekty d€l. K vyznam-
nym zjisténim nalezi datace a identifikace dvou roz-
dilnych typt drev uZitych na téchto fezbach i nalezy
nejstarsich vrstev polychromie, dokladajici zménu
pGvodni barevnosti obou rezeb béhem pozdéjsich
zéasahl. Prispévek rovnéz predstavuje vysledky re-
staurovani.
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Madonna

of Havran,

1360s, wood,

93 x 51 x 24 cm,
Prague, National
Gallery in Prague,
inv. no. P 10038.
Photo: Markéta
Pavlikova

Madona

z Havrané, 60. léta
14. stoleti, drevo,

93 x 51 x 24 cm,
Praha, Narodni
galerie v Praze,

inv. ¢. P 10038. Foto:
Markéta Pavlikova



Virgin and Child on Angelic

Throne of Havran

MICHAELA OTTOVA

s evidenced by the recent discovery of a statue
A of the enthroned Virgin and Child with angels

in private ownership in northern Bohemia, even
the fourteenth-century sculptural collection can still
be enriched in the twenty-first century with a work
of utmost importance, whose Bohemian origin is not
determined solely by the place of discovery. This is an
exceptional event for the history of art as the statue
confirms the earlier theories of scholars such as Josef
Opitz, Albert Kutal, Jaromir Homolka, Ivo Hlobil
and others, who speculated about the splendid quality,
richness, and diversity of the production of carving
workshops in the court circle of Emperor Charles IV.
The new discovery also verifies the assumption of the
initiatory and formative character of this artistic milieu,
where specific iconographic themes, namely Marian
and Christological ones, were born. Indeed, the newly
found statue embodies both main aspects - it stands
out for its superb artistic quality comparable to the
achievements of the carving workshops of the Master
of the Becov Madonna and it offers an innovative and
apparently unique approach to Marian iconography,

/957

Madona na andélském trinu
z Havrané

ak nas ubezpedil nedavny objev sochy Madony
J na andélském triinu v severoceském soukromém

majetku, i socharsky fond 14. stoleti mlze byt
jesté ve 21. stoleti obohacen o naprosto zasadni dilo,
jehoZ bohemikalni pdvod urcilo nejen misto nalezu.
Pro obor dé&jin uméni je to vyjimecna udalost, nebot
se timto objevem potvrdily starsi hypotézy badate-
10, Josefa Opitze, Alberta Kutala, Jaromira Homolky,
Ivo Hlobila a dalSich, uvazujicich o vynikajici kvalit€,
bohatosti a rozmanitosti produkce rezbarskych dilen



2/ 3/
Madonna of Havrati - detail of angel playing the quintern, 1360s, wood, Madonna of Havrari - detail of angel playing the fidel, 1360s, wood,
93 x 5I x 24 cm, Prague, National Gallery in Prague, inv. no. P 10038. 93 x 51 x 24 cm, Prague, National Gallery in Prague, inv. no. P 10038.

Photo: Jakub Pfecechtel Photo: Jakub Piecechtél
Madona z Havrané - detail andéla hrajiciho na kviternu, 60. 1éta 14. stoleti, Madona z Havrané - detail andéla hrajiciho na fidulu, 60. éta 14. stoleti,
dfevo, 93 x 51 x 24 cm, Praha, Narodni galerie v Praze, inv. ¢. P 10038. drevo, 93 x 51 x 24 cm, Praha, Narodni galerie v Praze, inv. ¢. P 10038.
Foto: Jakub Precechtél Foto: Jakub Precechtél

with a trio of angels organically included in the com- plsobicich v okruhu dvora cisare Karla IV. Novy ob-

position of the Virgin and Child, two of them forming jev verifikuje téZ predpoklad o inicia¢nim a formativ-

the throne of the Virgin Mary and playing musical nim charakteru tohoto uméleckého prostredi, kde

instruments. The complex composition of the statue, dochéazelo ke vzniku specifickych ikonografickych

almost a meter in height, is carved from a single piece témat, predevsim marianskych a christologickych.

of wood.! Nové objevena socha totiZ splfiuje oba hlavni as-

Information about the statue appeared on social pekty - vynika svou vytvarnou kvalitou srovnatelnou

media, where it was offered on sale as a “treasure s vykony rezbarské dilny Mistra Becovské madony

from the attic” in the spring of 2022.* Thanks to the a pfinasi inovativni a zfejmé i unikatni pojeti marian-

helpfulness of the Ministry of Culture, in particular ské ikonografie, kdy je trojice andélt organicky zapo-

its Commission for the Assessment of Applications jena do kompozice Madony s JeZiskem, pri¢emz dva

for Subsidies for the Purchase of Objects of Cultural andélé tvori Mariin trdn a hraji na hudebni nastroje.

Value and Exceptional Significance, and also thanks to Slozitd kompozice sochy, takika metr vysoké, je vyre-

the understanding of the management of the National zana z jednoho kusu dreva.!

Gallery in Prague and the Collection of Old Masters, it Informace o existenci sochy se objevila na so-

was possible to purchase the statue held in private own- cidlnich sitich, kde byla nabizena jako ,poklad
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ership for the National Gallery with unusual speed, in
the summer of 2022.° The professional community was
introduced to the statue on the premises of the Centre
for Medieval Studies at the Academy of Sciences in the
autumn of that year in the Jour Fixe format.* The first
scholarly paper on this discovery is written by art his-
torians and a restorer at a time when the examination
of the statue and the research regarding its provenance
and subsequent fate have not been fully assessed. This
is the reason for dividing the study into three separate
parts. The first one discusses the original appearance
of the statue, its iconography, style, and workshop clas-
sification, the second offers a preliminary evaluation
of the restoration and technological research, and the
third explores the issue of the original and secondary
provenance of the statue. All three texts are motivated
by the desire to draw attention to this extraordinary
acquisition, place it in the context of the Prague work-
shops active in the times of Charles IV, and open up
a professional discussion on the unique iconography of
the statue. The work-in-progress character of the text is
also influenced by the ongoing and demanding restora-
tion. After its completion, the statue will be presented
to the general public in the National Gallery’s exhibi-
tion of medieval art in the Convent of St Agnes.

The Madonna, named after the village of Havran
near the city of Most in northern Bohemia where it
was found (in the part called Moravéves), has not been
mentioned in any specialist or topographical literature
to date.® (Fig. 1) This is noteworthy, as medieval art in
the region of north-west Bohemia has been thoroughly
studied for a century. It even escaped the attention of
Josef Opitz, the author of an inventory of Gothic art
in north-west Bohemia, which was written in prepara-
tion for the 1928 exhibition.® After 1945, the statue was
in private ownership in north Bohemia and its exist-
ence was not known.” The original provenance of the
Madonna and its subsequent fate remain the subject of
interdisciplinary research (see dedicated section on the
provenance of the statue).

Form and Reconstruction of the Statue

The fully three-dimensional statue, carved from a single
block of limewood, is primarily intended for frontal
view. However, it also allows for side views, which sug-
gests a possible original placement in an altarpiece of
the canopy or tabernacle type.® Instead of on a throne
or bench, the seated Virgin rests on the shoulders of
kneeling angels, playing musical instruments. The
angels have no wings, which were not envisaged in the
construction of the statue; it cannot be ruled out that
they were painted on an altar shrine. The angel to the
Virgin Mary’s right plays the quintern, the angel to the
left played the fidel with the now missing bow. (Fig. 2)
The instruments, unusual in the composition of sculp-
tural art, were identified based on the appearance of
historical musical instruments.’ The third angel forms
a pedestal for the Virgin Mary’s feet; the weight of the
heavenly mother is emphasised by the angel’s hands
propped up against the base, whose original colour was
probably grey-blue. The Virgin sits upright, holding
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z pady” k prodeji na jaie roku 2022.2 Diky vstFicnosti
Ministerstva kultury, zejména pak jeho Komise pro
posuzovani zadosti o poskytnuti dotaci na vykupy
predmétd kulturni hodnoty mimoradného vyznamu,
a téz diky pochopeni vedeni Narodni galerie v Pra-
ze a Sbirky starého uméni bylo mozné uskutecnit
vykup ze soukromého majetku pro Narodni galerii
neobycejné rychle, a to jiz v 1été roku 2022.2 Odbor-
né verejnosti byla socha predstavena na podzim na
padé Akademie véd, Centra medievistickych studii
ve formatu Jour fixe.* Prvni odborny text o tomto
nalezu piSeme ve spolupréaci historicek uméni a re-
stauratorky v dobé&, kdy neni vyhodnoceni prizku-
mu sochy ani kontextu vzniku dila a jeho naslednych
osudll zcela uzavieno. To se stalo divodem pro
rozdéleni studie na tfi samostatné Casti. Prvni ¢ast
rozebird ptivodni podobu sochy, jeji ikonografii, sty-
lové a dilenské zarazeni, druha podava predbézné
vyhodnoceni restauratorského a technologického
prizkumu a treti otevird problematiku pdvodniho
i sekundarniho pavodu sochy. Viechny tfi texty jsou
motivovany snahou upozornit na tuto vyjimecnou
akvizici, zaradit dilo do kontextu dilenskych provo-
z0 doby Karla IV. v Praze a otevfit odbornou diskusi
o jedine¢né ikonografii sochy. Pracovni charakter
textu je ovlivnén téz dosud probihajicim naro¢nym
restaurovanim. Po jeho ukonéeni bude dilo pred-
staveno verejnosti v expozici stfredovékého umeéni
v Anezském klastere v Narodni galerii v Praze.
Madona, pojmenovana podle nalezu v obci Ha-
vran (mistni ¢ast Moravéves) nedaleko severoceské-
ho Mostu, neni v dosavadni odborné ani topografic-
ké literature zminéna.> (obr. 1) Je to pozoruhodné,
nebot prave stfredoveéké uméni v oblasti severoza-
padnich Cech je dilkladné studovano jiz celé jedno
stoleti. Unikla dokonce i pozornosti Josefa Opitze,
autora soupisu gotického uméni v severozapadnich
Cechach, ktery vznikal pfi pripravé vystavy v roce
1928.% Po roce 1945 jiz byla socha v soukromém se-
veroceském majetku a o jeji existenci se nevédélo.”
Plvodni provenience madony i jeji dalsi osudy jsou
stale predmétem interdisciplinarniho vyzkumu (viz
samostatna ¢ast textu k provenienci sochy).

Podoba a rekonstrukce sochy

PIné plasticka, vzadu vyhloubena socha je vyrezana
ze souvislého bloku lipového dreva a je primarné
ur¢ena k ¢elnimu pohledu. UmozZnuje ale i plno-
hodnotné pohledy bo¢ni, coz nasvédcuje moznému
pGvodnimu umisténi do oltadrniho néstavce balda-
chynového ¢i tabernaklového typu.® Sedici Madona
spociva misto na trdinu i lavici na ramenou klecicich
postav andé€ld, hrajicich na hudebni nastroje. Andélé
postradaji kridla, s nimiz se v konstrukci sochy nepo-
¢italo. Neni vylouceno, Ze byly zpracovany v malbé
v oltarni skfini. And€l po pravici Panny Marie hra-
je na kviternu, andél po levici hral dnes chybgjicim
smycécem na fidulu. (obr. 2) Identifikace hudebnich
nastrojd, neobvyklych v kompozici socharskych dél,
byla provedena dle podoby historickych hudebnich
nastroj(.® Treti andél vytvari svymi kfidly podnoz
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Master of the Becov Madonna, Madonna of Becov,
1364-1368, wood, 95 x 84 x 25 cm, Roman Catholic
Parish - Archdeaconry of Most. Photo: Jan Brodsky

Mistr Bec¢ovské madony, Madona z Becova, 1364-1368,

dfevo, 95 x 84 x 25 cm, Rimskokatolicka farnost -
arcidékanstvi Most. Foto: Jan Brodsky

her son seated on her left knee. Her right hand (now
damaged) was perhaps held forward in the air. It might
have held a golden apple or sceptre, as we know from
analogies such as the enthroned Madonnas at Karlstejn
and of Kerhartice. Preliminary results of the restoration
research suggest that the Virgin’s golden hair and the
veil were originally secured by a crown (now lost). The
white veil fell on the shoulders with the tips ending on
Mary’s chest. One corner of the veil was held by Jesus’s
outstretched right hand (today the movement of the
right hand has been altered by a later intervention).
Unfortunately, the gesture of his left hand cannot be
reconstructed. The tilting of the child’s head away from
the mother may have corresponded to the logic of the
movement when pulling on the corner of the veil. The
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Master of the Becov Madonna - workshop, Madonna

of Kerhartice, 1360s, wood, 101 x 46.5 x 25.5 cm, City of BeneSov
nad Ploucnici, on loan from Regional Museum in Décin.
Photo: Vladimir Sirlo (Regional Museum in Décin)

Mistr Becovské madony - dilna, Madona z Kerhartic, 60. |éta

14. stoleti, dievo, 101 x 46,5 x 25,5 cm, Méstsky urad v BeneSové
nad Ploucnici, zapGjé¢eno do Oblastniho muzea v Dé¢iné. Foto:
Vladimir Sirlo (Oblastni muzeum v D&&ing, p. 0.)

pro Mariina chodidla; tize nebeské matky je zdU-
raznéna vzeprenim andéla na rukou o podstavec,
jehoz plvodni barevnost byla pravdépodobné Se-
domodra. Maria sedi vzpfimené a na levém koleni
pridrzuje svého téz sediciho syna. Jeji pravice (dnes
poskozena) snad smérovala vpred do prostoru.
Mohla svirat zlaté jablko &i Zezlo, jak to zndme z ana-
logii, napriklad z tranicich madon na Karlstejné ci
z Kerhartic. Pfedbé&zné vysledky restauratorského
prizkumu naznacuji, Ze Mariiny zlaté vlasy a rous-
ku pavodné spinala koruna (dnes nedochovana).
Bild rouska spadala na ramena s cipy ukonéenymi
na Mariiné hrudi. Jeden cip rousky drzel JeZiSek na-
tazenou pravici (dnes je pohyb pravice pozménén
mladsim z&sahem). Gesto jeho levé ruky bohuzel
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nudity of the Infant Jesus, accentuating his physicality
of a child, including his now-unpreserved genitalia,
contrasted with the draping and colouring of the Virgin
Mary’s garment, which probably combined a golden
front with a blue lining."

The Virgin’s opened cloak, falling smoothly from
her shoulders, revealed the underlying, probably silver,
robe with a modelled belt. The cloak is loosely tucked
under the Virgin’s right arm, pulled to the reverse side
at the bent knees, and continues to drape in a short
curtain over the tip of the Virgin’s shoe. On the other
side, the cloak falls from the knee in an undulating
cascading drape, where it overlaps the other end of the
cloak with the protruding leg. The varied colouring of
the face and reverse sides of the cloak still impressively
complements the decorative modelling of the folds.
These thoughtfully but simply combine to form loops,
tubes, and bowl-like folds, softly pressed into the fabric
or protruding from the volume. The modelling concept
of draping the cloak is also evident under the Virgin’s
right arm. The sculptural modelling is also applied
to the tunics of the kneeling angels with great artistic
effect. Their original colouring is not yet certain. The
overall composition of the statue, with the now-unpre-
served motifs of the crown and the holding of the white
veil, thus represents a sculpturally and semantically
innovative Marian iconography, presenting the divine
Virgin Mary as the glorified queen of the angels during
her bodily assumption. (Fig. 3)

Style and Dating

The nature of the formal treatment of the statue is most
closely related to the group of enthroned Madonnas of
the third quarter of the fourteenth century. The most
important examples are the Madonnas of Hradek near
Benesov, of Bec¢ov near Most, of Kerhartice near Déc¢in,
and others. This group, or rather a trend represented
by several groups, was identified in the Bohemian
sculpture of the fourteenth century by Josef Opitz
(1935). For him, it was evidence of progressive Italian-
inspired influences coming from Bohemian panel and
especially book painting, aiming at a higher level of
representation of sensual reality." This hypothesis con-
cerning the group of enthroned Madonnas was further
elaborated by Albert Kutal (1962) in his description of
the shared developmental tendencies in sculpture and
painting during the third quarter of the 14th century.”
Jaromir Homolka (1987) incorporated into this already
thoroughly elaborated development concept, among
other things, the stylistic layer of Prague Parler carv-
ing, which he rightly considered one of the sources
of the Beautiful Style.”® The origin of the Madonna of
Havrati can be sought in this context. It is related to
the works associated in recent scholarly literature with
the Master of the BeCov Madonna, a hypothetical carv-
ing workshop active in Prague near the imperial and
archbishop’s courts." The type of the Virgin’s face,
the connection between her body and the drapery or
the way the folds are draped are strongly reminiscent
of the Madonna of Becov'® or the Madonna on a Dragon of
Puschendorf,"® created according to the contemporary

/99 /

nelze rekonstruovat. Odklon hlavicky ditéte smérem
od matky mohl odpovidat logice pohybu pfi taze-
ni cipu rousky. Jeziskova nahota, akcentovani jeho
détské télesnosti, véetn€ dnes nedochovaného ge-
nitalu, kontrastovala s rasenim a barevnosti Mariina
Satu, ktery pravdépodobné& kombinoval zlatou bar-
vu na lici s modrym podsitim.*

Mariin nesepnuty plast, spadajici hladce z ra-
men, odhaloval spodni, pravdépodobné stfibrny
Mariin Sat s plasticky vypracovanym paskem. Plast
je volné podvinut pod Mariinou pravou rukou, na
ohnutych kolenou je pretazen na rubovou stranu
a dale se rasi v kratkém zavésu nad Spi¢kou Marii-
ny boty. Na druhém boku spada plast z kolene ve
zvinéném kaskadovitém zavésu, kde prekryva druhy
cip plasté s vycnivajici Mariinou nohou. Odlisna ba-
revnost lice a rubu plasté dodnes plsobivé dotvari
dekorativnost plastické modelace zdhybd. Ty pro-
myslen€, ale jednoduse kombinuji smycky, trubice
a misovité zahyby, mékce vmackavané do latky ci
vystupujici z objemu. Plastické pojeti raseni plasté
je patrné téz pod Mariinou pravou rukou. S vysokou
vytvarnou ucinnosti se socharska modelace uplatiu-
je i na tunikach klecicich soch andé€la. Jejich pavodni
barevnost neni zatim jista. Celkovd kompozice so-
chy, s dnes nedochovanymi motivy koruny a drzeni
bilé rousky, tak predstavuje socharsky i vyznamové
inovativni marianskou ikonografii, prezentujici boz-
skou panenskou matku Marii jako oslavenou kra-
lovnu and€ld béhem jejiho télesného nanebevzeti.
(obr. 3)

Styl a datace

Charakter formalniho zpracovani sochy ma nejbliz-
i vztah ke skupin€ trlnicich madon treti Ctvrtiny
14. stoleti. Nejvyznamnéjsi priklady predstavuji ma-
dony z Hradku u BeneSova, z Becova u Mostu, z Ker-
hartic u Dé&c&ina a dal$i. Tuto skupinu, ¢i spiSe smér
o nékolika skupinach, identifikoval v ¢eském pamat-
kovém fondu 14. stoleti Josef Opitz (1935). Byla mu
dokladem progresivnich italizujicich inspiraci pocha-
zejicich z ¢eské deskové a predevsim knizni malby,
sméfujici k vy$simu projeveni smyslové skute¢nosti.'!
Tuto tezi o skupiné triinicich madon déle podrobné
rozpracoval Albert Kutal (1962) pfi popisu spolec-
nych vyvojovych tendenci socharstvi a malifstvi treti
¢tvrtiny 14. stoleti.’? Jaromir Homolka (1987) zapojil
do tohoto jiz ddkladné propracovaného vyvojového
konceptu mimo jiné i stylovou vrstvu prazského par-
[éFovského rezbarstvi, jez odlvodnéné povazoval
za jeden ze zdroju krasného slohu.'®* Vznik Madony
z Havrané je mozné hledat pravé v tomto kontextu.
Souvisi s dily spojovanymi v recentni odborné lite-
rature s Mistrem Becovské madony, hypotetickym
dilenskym rezbarskym provozem, plsobicim v Praze
v blizkosti cisaFského a arcibiskupského dvora.™ Typ
Mariina obliceje, vztah téla a draperie i zpUsob ra-
seni zahyb jsou velmi blizké samotné Madoné z Be-
Cova® & Madoné na draku z Puschendorfu,*® vznik-
lych dle sou¢asné chronologie jiz v Sedesatych letech
14. stoleti. (obr. 4) Patii sem i Madona z Kerhartic
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chronology already in the 1360s. (Fig. 4) The same
applies to the Madonna of Kerhartice near Dé¢in,"” which
deepens our insight into the formal and iconographic
innovations used in the above-mentioned workshop
group. (Fig. 5) The iconography is not repeated in
any of the surviving examples, but is always handled
in a new and individual way. The range of meanings is
fully co-created by the sculptural treatment, the colour-
ing, the connection or the meaningful activation of the
movements or gazes of the two figures. The placement
of the newly discovered sculpture in the same tempo-
ral and stylistic stratum is supported by comparisons
with other works from the wider circle of enthroned
Madonnas, such as those from Hriadek near BeneSov'®
or Cheb.” In the standing variant, substantial cor-
respondences can be found in the drapery and again
unique iconography of the Madonna of ZakraZany.™

Today’s scholarly literature places the origins and
commissioners of the individual statues and altar-
pieces from the workshop of the Master of the Becov
Madonna, and more broadly also of the group of
enthroned Madonnas, directly in the circle of the most
important courtiers of Emperor Charles IV. For exam-
ple, the acquisition of the Madonna of Becov is probably
related to Anna of Colditz, whose husband Thimo VII
of Colditz was the master of ceremonies and the mas-
ter of the chamber at Charles’s court in Prague. The
creation of the Madonna of Kerhartice is associated with
Peter of Michalovice, who held the office of imperial
chamberlain. The altarpiece in Puschendorf, Franconia,
may have come from the Carthusian monastery in
Nuremberg, whose importance and relationship to
Prague is indicated by the participation of Archbishop
John of Jenstein and King Wenceslas IV at the laying
of the foundation stone of the charterhouse, as well as
several paintings from Prague recorded in the memo-
rial book.” The discovery of the Madonna in Havran
in north Bohemia near BeCov and the royal town of
Most allows us to assume (given the above-mentioned
connections of the other statues) that its commissioner
belonged to the same court circle.

The connection of the Madonna of Havrasi with the
excellent artistic and commissioning milieu of the
Prague imperial and archbishop’s court is further sug-
gested by the formal links to other artistic media. The
similarity of the type of angels, the types of musical
instruments or the artistic style itself links the Madonna
of Havrani, like the whole group of enthroned Madonnas,
to manuscripts coming from the scriptorium and illumi-
nator’s workshop at the Prague court. The key person
here was Bishop John of Neumarkt, the head of the
court office. In the bordure of the title page with the
Annunciation of the Missal of John of Neumarkt (around
1365),% we find a style analogous to the type of an angel
playing the quintern (fol. 4v; Fig. 6) or a very similar
formal rendition of the enthroned figure of the king
(fol. 184r). Other comparisons of the style are offered in
the Book of Gospels of the Dukes of Austria by John of Opava,
which was also decorated by the Master of the Missal of
John of Neumarkt, among others (around 1368).” The
angels playing the identical musical instruments - fidel
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u Dé&c&ina,” ktera dotvafi predstavu o formalnich
i ikonografickych inovacich pouzivanych v ramci
uvedené dilenské skupiny. (obr. 5) Ikonografie se na
zadném z dochovanych priklad neopakuje, naopak
vzdy je fedena nové a individualné. Skalu vyznamil
plnohodnotné spoluutvari socharské zpracovani,
barevnost, spojeni ¢i vyznamova aktivace pohyb
¢i pohledl obou postav. Zarazeni nové objevené
sochy do shodné Casové a stylové vrstvy podporuji
i srovnani s dalSimi dily ze SirSiho okruhu trdnicich
madon, napfiklad z Hradku u Bene$ova®® ¢i z Che-
bu.’® Ve stojici varianté je mozné nalézt podstatné
shody v draperii a opét unikatni ikonografii u Mado-
ny ze Zahrazan.*®

Plvod a objednavatele jednotlivych soch a olta-
0 z dilny Mistra Becovské madony a Sireji i skupiny
tranicich madon shledava dnes odborna literatura
primo v okruhu nejvyznamnéjsich dvorand cisa-
re Karla IV. Napfiklad pofizeni Madony z Becova
souvisi pravdépodobné s Annou z Koldic, jejiz muz
Téma VII. z Koldic byl na prazském Karlové dvore
hofmistrem a mistrem komory. Vznik Madony z Ker-
hartic je spojovan s Petrem z Michalovic, ktery za-
staval Urad cisarského komornika. Madona na draku
ve franckém Puschendorfu snad pochazi z norim-
berského kartuzidnského klastera, jehoz vyznam
a vztah k Praze naznacuje Ucast arcibiskupa Jana
z Jenstejna a krale Vaclava IV. pri kladeni zakladniho
kamene klastera, stejné jako nékolik obrazl z Prahy
zaznamenanych v pamétni knize.?* Nalezeni mado-
ny v severo¢eské Havrani nedaleko Becova a kralov-
ského mésta Most dovoluje (vzhledem k uvedenym
souvislostem ostatnich soch) predpokladat jejiho
objednavatele v témze dvorském okruhu.

Spojeni Madony z Havrané s vynikajicim umé-
leckym a objednavatelskym prostifedim prazského
cisarského a arcibiskupského dvora naznacuje dale
i podoba formalnich vazeb na jina uméleckd média.
Blizky typ andéld, typy hudebnich nastrojd ¢i samot-
ny vytvarny styl poji Madonu z Havrané, shodné
jako celou skupinu trinicich madon, k rukopisiim
vychazejicim ze skriptoria a iluminatorské dilny na
prazském dvore. Kli¢ovou osobou zde byl biskup
Jan ze Stredy, vedouci dvorské kancelare. V bordure
titulniho listu se Zvéstovanim Misdlu Jana ze Stre-
dy (kolem 1365)* nalézame stylem analogicky typ
andéla hrajiciho na kviternu (fol. 4v; obr. 6) ¢i bliz-
ké formalni pojeti tranici postavy krale (fol. 184r).
Dalsi stylova srovnani nabizi Evangelidr rakouskych
vévodu vytvoreny Janem z Opavy, na jehoz vyzdo-
bé se podilel i Mistr Misalu Jana ze Stredy (1368).%
Také zde se objevuji and€lé hrajici na shodné hudeb-
ni nastroje - fidulu a kviternu (té€lo inicialy I, fol. 2r).
Blizkost, a dokonce bezprostfedni spojeni vytvarné-
ho stylu iluminatort Misdlu Jana ze Stredy a Evan-
geliare Jana z Opavy s tvorbou sochard ve drevé
eviduje odborna literatura jiz od pocatkl speciali-
zovaného badani.?* V krajni poloze jsou tyto shody
interpretovany jako doklad tzv. Ars nova, cisafského
stylu Karla IV., ktery mél byt védomé& konstruovan
a slouzit v komplexu dynasticko-statni reprezentace.

/100 /



6/

Missal of Jan of Stieda, Annunciation - angel playing quintern, ca 1364,
tempera and leaf gold on vellum, 44.5 x 33 cm, Prague, Library of

St Vitus Metropolitan Chapter, call no. Cim 6, fol. 4v. Photo: © St Vitus
Metropolitan Chapter

Misal Jana ze Stredy, Zvéstovdni - andél hrajici na kviternu, kolem 1364,
tempera a platkové zlato na pergamenu, 44,5 x 33 cm, Praha, Knihovna
Metropolitni kapituly u sv. Vita, sign. Cim 6, fol. 4v. Foto: © Metropolitni
kapitula sv. Vita

and quintern (body of the initial I, fol. or) appear here
as well. The proximity and even direct connection of
the artistic style of the illuminators of the Missal of Fohn
of Neumarkt and the Book of Gospels of Fohn of Opava with
the work of wood sculptors has been recorded in the
scholarly literature since the beginnings of specialised
research.” In an extreme interpretation, these concur-
rences are seen as evidence of the so-called Ars Nova,
the imperial style of Charles IV, which was supposedly
consciously constructed and served in the complex of
dynastic-state representation. The humanistically ori-
ented court office, led by the bishop of Litomysl and
Olomouc, John of Neumarkt, was to play a decisive role
in this context.”

Another level of artistic analogies and intercon-
nections can be observed in comparisons with panel
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Votive Painting of Jan Ocko of Vlasim, before 1371, tempera,
wood, 181 x 96 cm, Prague, National Gallery in Prague,
inv. no. O 84

Votivni obraz Jana Ocka z Vlasimi, pred 1371, tempera, dfevo,
181 x 96 cm, Praha, Narodni galerie v Praze, inv. ¢. O 84

Humanisticky orientovana dvorska kancelar, vedena
prave litomyslskym a olomouckym biskupem Janem
ze Stredy, méla v této souvislosti hrat rozhodujici
roli.”

Dalsi rovinu vytvarnych analogii a vzajemnych
souvislosti Ize sledovat pfi srovnavani s deskovym
maliFstvim. Reprezentativni pojeti Madony z Ha-
vrané je pozoruhodné blizké marianské figure z Vo-
tivniho obrazu Jana Oc¢ka z Vlasimi (pred 1371).2¢
(obr. 7) Analogie nalézame v podobé obou trinicich
Marii, ve zplGsobu posazeni nahych Jeziskl, v detai-
lech pask ¢ive zplsobu raseni draperie plastd v par-
tii kolen tranicich matek. Vytvarny styl Ockovy desky
bezpecné propojuje starsi vrstvu Theodorikovy mal-
by s tvorbou Mistra Treboriského oltare a tvori tak
casovy i stylovy ramec Madony z Havrané. Uvedené
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painting. The representative rendition of the Madonna
of Havrani is remarkably close to the Marian figure
from the Votive Panel of Fan Ocko of Viasim (before 1371).%
(Fig. 7) Analogies can be found in the form of the two
enthroned Marys, in the way the naked Christ is seated,
in the details of the belt, or in the way the drapery of
the cloak is arranged around their knees. The artistic
style of Oc¢ko’s panel securely links the older layer of
Theodoric’s painting with the work of the Master of the
Trebon Altar, thus forming the temporal and stylistic
framework of the Madonna of Havrari. The above artistic
analogies from the painting medium (book and panel
painting), including the probable connection with the
workshop of the Master of the BeCov Madonna, make it
possible to convincingly link the creation of the Havran
statue to the Prague court milieu of the 1360s or around
1370. However, the unique sculptural treatment of the
newly discovered statue also bears a structural similar-
ity to the artistic endeavours that Prague sculpture of
the third quarter of the fourteenth century dealt with
in the circle of Petr Parler’s Prague Cathedral lodge.”
This context is matched by the confidence and sophis-
tication of the sculptural composition, the three-dimen-
sional approach to the modelling of the figures, and
the rhythm of the drapery folds, which are not far from
the achievements of the Parler lodge, as evidenced, for
example, by the Madonna from the Church of St Mary
Magdalene in Wroctaw (around 1370). It was in the
Parler milieu of the Prague St Vitus lodge that artisti-
cally innovative renditions of theologically demanding
concepts, corresponding to the religious requirements
of the time, were carried out in the highest artistic qual-
ity.”® The Madonna of Havrant undoubtedly ranks among
such innovative works.

Iconography and Typology

As mentioned, the impressive composition of the statue
of the crowned Virgin Mary with the naked Christ
Child holding his mother’s veil is dynamised by the
trio of angels, organically integrated into the sculp-
tural whole. The angels literally lift Mary up, forming
a throne or bench for her and providing support for
her feet. Unfortunately, we do not know the original
attributes in the hands of Mary or Christ; it can be
assumed it was an orb or royal apple as a symbol of
Christ’s rule over the world, the apple from the tree of
knowledge, referring to the abasement of original sin,
or the goldfinch (see below). The traditional depiction
of the Madonna as the crowned queen of heaven and
the throne of wisdom is in this case greatly enriched in
motif and meaning, and shifted to other levels related
to Mary’s assumption and glorification accompanied
by angels.

In the context of the artistic achievements of the
Charles Court circle, we can observe the use of individ-
ual motifs in similar or slightly different configurations
in the depictions of Madonnas in painting. Emphasis
on the partial nudity of Jesus and the motif of “child’s
play” with the white veil of Mary appears, for exam-
ple, on the panels of the Madonnas of Vevefi and of
Strahov from the circle or the workshop of the Master
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vytvarné analogie z malifského média (knizni i des-
kové malby), véetné pravdépodobného spojeni s dil-
nou Mistra Becovské madony, umoZiuji presvédcive
spojit vznik Madony z Havrané s prazskym dvorskym
prostfedim Sedesatych let 14. stoleti ¢i doby kolem
roku 1370. Unikatni socharské zpracovani nové ob-
jevené sochy je ale svou strukturalni povahou téz
velmi blizké i vytvarnym Gkoldm, které resilo prazské
socharstvi tieti Ctvrtiny 14. stoleti v okruhu praZzské
katedralni huti Petra Parléfe.”” Tomuto kontextu od-
povida jistota a promyslenost socharské kompozice,
plasticky pristup k modelaci postav a rytmus zahyb0
draperie, jeZ nejsou vzdaleny vykontdim parlérovské
huti, jak doklada napriklad madona z vratislavské-
ho kostela sv. Mari Magdaleny (kolem 1370). Pravé
v parlérfovském prostfedi prazské svatovitské huti
dochazelo k vytvarné inovativnim zpracovanim teo-
logicky néro¢nych konceptll, odpovidajicich dobové
aktualnim nébozenskym poZzadavkdm, a to v nejvyssi
vytvarné kvalité.”® Madona z Havrané nepochybné
patii k takovym inovativnim pocintim.

Ikonografie a typologie

Jak bylo feceno, plsobivost kompozice sochy koru-
nované Madony s nahym JeZiSkem drzicim matcinu
rousku dynamizuje trojice andé€ld, organicky vpoje-
na do socharského celku. Andélé doslova nadnase-
ji Marii, tvori pro ni trdin ¢i lavici a podporu jejich
nohou. Pdvodni atributy v rukdch Marie ani Krista
bohuzel nezname; nabizi se predpokladat sféru ¢i
kralovské jablko jako symbol Kristovy vliady nad sveé-
tem, jablko ze stromu poznéni, odkazujici na poko-
reni prvotniho hrichu, nebo stehlika (viz dale). Tra-
di¢ni zobrazeni madony jako korunované kralovny
nebes a trdnu moudrosti je v tomto pripadé vyrazné
motivicky i vyznamové€ obohaceno a posunuto o dal-
$i roviny souvisejici s Mariinym nanebevzetim a osla-
venim za doprovodu andéld.

V kontextu uméleckych vykon@ okruhu Karlova
dvora miZeme sledovat pouziti jednotlivych motivd
v podobnych ¢i mirné odliSnych sestavach u milost-
nych zobrazeni madon v deskové malb€. Zdlrazné-
ni JeZiskovy ¢aste¢né nahoty a motivu ,détské hry”
s bélostnou Mariinou rouskou se objevuje napfiklad
na Madoné z Veveii a Madoné strahovské z okruhu
¢i dilny Mistra vySebrodského oltare (kolem 1350).
V obou pfipadech drzi JeziSek kromé rousky v druhé
ruce ptacka, stehlika. V literatufe se nepochybuje,
Ze tato sestava motivll upozornuje nejen na lidské
vtéleni syna BoZiho prostrednictvim Panny Marie,
ale aktivaci rousky se snazi poukazat i na Mariinu
cistotu a panenstvi, jez ji predurcilo k télesnému na-
nebevzeti a oslaveni. Na obou deskovych obrazech
je pritomna nejen koruna, ale i panenska celenka,
coz tento vyklad podporuje.”

V pfipadé Madony z Havrané pfitomnost dru-
hé koruny v podobé& diadému-Celenky jiz asi neové-
rime, nalézame ji ovSem u asistujicich and€ld, kde
jsou atributem cistoty bytosti vy$siho radu. Mariina
rouska byla neobycejné akcentovana svou velkou
plochou, pIné prekryvajici ob€ ramena. Sahala az
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of the Vyssi Brod Altar (around 1350). In both cases,
apart from the veil, the Christ Child is holding a bird -
a goldfinch - in his other hand. There is no doubt in the
literature that this assemblage of motifs not only draws
attention to the human incarnation of the Son of God
through the Virgin Mary, but by activating the veil it
also seeks to point to Mary’s purity and virginity, which
predestined her for bodily assumption and glorifica-
tion. In both panel paintings, not only the crown but
also the virginal headdress is present, which supports
this interpretation.”

In the case of the Havran statue, the presence of
a second crown in the form of a headdress can no longer
be verified, but it is found in the case of the assisting
angels, where they are an attribute of purity of beings
of a higher order. Mary’s veil was unusually accentu-
ated by its large surface, fully covering both shoulders.
It reached down to the level of the belt. Its significance
was activated by the gesture of the Christ Child’s right
hand right in the middle of the composition, which,
moreover, may have evoked the contemporary interpre-
tation of Mary as the bride of Christ (sponsa Christi),
the personified ecclesia, the second Eve, who, together
with the second Adam, frees mankind from original
sin and brings salvation. Its semantics also refers to
the Crucifixion as the key moment of the redemption
of humanity, for with this veil the mother on Calvary
covered the Saviour’s loins.®

The motif of a child playing with his mother’s veil,
whose origins can be traced to Italian trecento paint-
ing, specifically the Sienese painting by Duccio,’ was
updated in the Prague milieu in connection with the
Marian cult reinforced by the presence of Marian rel-
ics in the Prague St Vitus Treasury. The relic of Mary’s
white veil was brought to Prague by Charles IV from
the monastery of St Maximin in Trier in 1354; together
with the previously acquired relic of Mary’s veil stained
with the blood of Christ, it was shown to pilgrims dur-
ing the Prague relic festivities. In addition to the annual
display at the Cattle Market, there was a so-called
longer display in the cathedral at seven-year intervals,
which took place from the Feast of the Assumption ()
on liturgically significant days throughout the year
until the next Feast of the Assumption.*® And it may be
pertinent to remember that not only the motif of Jesus
playing with the veil, but also other possibilities of
pictorial representation of the relics were subsequently
used by the Prague artistic milieu in the construction of
the pictorial form of the so-called beautiful Madonna
and Pieta in the 1380s.* This interpretive level aimed
at emphasising Mary’s virginal purity also includes
the use of the motif of Mary’s belt, as in the cases
of the Votive Panel of fan Ocko of Viasim or the Madonna of
RahraZany. The two small parts of the holy belt of the
Virgin Mary, which were donated by Charles IV to the
St Vitus Treasury in 1354, were also shown during the
longer (jubilee) relic festivities.** In the iconography
of the Madonna of Havran, this is of special significance
because, according to the apocryphon of Joseph of
Arimathea, the Virgin Mary gave her belt to St Thomas
when he witnessed the assumption of her body. For
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po Uroven pasku. Jeji vyznam aktivizovalo i ges-
to JeziSkovy pravice primo uprostfed kompozice,
které navic mohlo evokovat dobovy vyklad Panny
Marie jako Kristovy nevésty (sponsa Christi), perso-
nifikované ekklésie, druhé Evy, jeZ spolu s druhym
Adamem zbavuje lidstvo dédi¢ného hfichu a prina-
§i spasu. Svou vyznamovou sémantikou odkazuje
i k UkFizovani jako klicovému okamziku vykoupeni
lidstva, nebot touto rouskou matka zahalila Spasite-
lovy boky na Kalvarii.*

Motiv détské hry s matcinym zavojem, jehoz pu-
vod je sledovan v italské malbé trecenta, konkrétné
v sienské malbé Ducciové,® ziskal v prazském pro-
stfedi aktualizaci v souvislosti s marianskym kultem
zesilenym pfitomnosti marianskych relikvii v praz-
ském svatovitském pokladu. Ostatek Mariiny bélost-
né rousky privezl Karel IV. z klaStera sv. Maximina
v Treviru roku 1354; spolu s drive ziskanou relikvii
Mariiny rousky potrisnéné Kristovou krvi byla uka-
zovana poutnikdm v ramci prazskych ostatkovych
slavnosti. Kromé kazdoro¢niho ukazovani na Dobyt-
¢im trhu se v sedmiletych intervalech konalo tzv. del-
i ukazovani v katedrale, které probihalo od svatku
Nanebevzeti Panny Marie () v liturgicky vyznamné
dny po cely rok do pfFistiho svatku Mariina nanebe-
vzeti.® A Ize snad pfipomenout, Ze nejen s motivem
Jezis8kovy hry s rouskou, ale i s dalsSimi moznostmi
obrazového zpFitomnéni relikvii nasledné pracovalo
prazské umeélecké prostredi pri konstrukci obrazo-
vé formy tzv. krasné madony a piety v osmdesatych
letech 14. stoleti.®* Do této vykladové roviny sméro-
vané ke zddraznéni Mariiny panenské Cistoty patri
i uplatnéni motivu Mariina pasku, shodné jako je
tomu na zobrazeni Madony z Votivniho obrazu fana
Oc¢ka z Vlasimi nebo u Madony ze Zahrazan. Dvé
castecky svatého pasu Panny Marie, které vénoval
Karel 1V. do svatovitského pokladu roku 1354, byly
rovnéz ukazovany pri delSich (jubilejnich) ostat-
kovych slavnostech.?* V ramci ikonografie Madony
z Havrané to ma zvlastni vyznam, protoze podle
apokryfu Josefa Arimatejského dala Panna Maria
svlj pas sv. Tomasi, kdyz byl svédkem nanebevzeti
jejiho téla. Pro ostatni apostoly pak byl pas dikazem
nanebevzeti, kdyZ nasli Mariin hrob prazdny.®

Motivem zcela novym a objevnym je v kompozi-
ci Madony z Havrané organické zapojeni and€ld do
celku sochy, navic v momenté hry na strunné nastro-
je = fidulu a kviternu. Andé€l hrajici na hudebni nastroj
se v kontextu marianskych zobrazeni ve 14. stoleti
objevuje, predevsim v italském a francouzském pro-
stfedi, oviem pouze jako doprovod Mariina osla-
veni, nikoliv jako ten, kdo pfimo provadi Mariino
nanebevzeti. Motiv andéla hudebnika jako soucast
marianské scény patrné pochazi z Italie, jak ukazuje
napriklad Maesta od Ambrogia Lorenzettiho v Ma-
ssa Maritima (kolem 1335), kde Madonu doprova-
zi mimo jiné kvarteto and€ld klecicich po stranach
tranu. (obr. 8) Uz v prvni poloviné 14. stoleti Ize
v8ak zaznamenat jejich vyskyt i v malbé& francouzské
nebo anglické. Andé€lé bez hudebnich nastroj ob-
klopujici Madonu nebo pridrzujici postranice triinu
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Chasuble from Rokycany, ca 1365-1370, embroidery
of silk and gold threads on velvet, 110 x 72 cm,
Roman Catholic Parish - Deanery of Rokycany

Kazule z Rokycan, kolem 1365-1370, vysivka
hedvabnymi a zlatymi nitémi na sametu, 110 x 72 cm,
Rimskokatolicka farnost - dékanstvi Rokycany
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Altar of the Ark with the Assumption of the Virgin Mary from Szydléw
(Lesser Poland; detail), last third of the 14th century, wood,
polychromy, gilding, ark measurements ca 140 x 9o cm, Poznan,
Muzeum Narodowe w Poznaniu, inv. no. MNP P8. Photo:

© Muzeum Narodowe w Poznaniu

Oltarni archa s Assumptou ze Szydléwa (Malopolsko; detail),
posledni tretina 14. stoleti, drevo, polychromie, zlaceni, rozméry
archy cca 140 x 90 cm, Poznan, Muzeum Narodowe w Poznaniu,
inv. ¢. MNP P8. Foto: © Muzeum Narodowe w Poznaniu
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Ambrogio Lorenzetti,
Maesta, ca 1335,
tempera, wood,

155 x 206 cm,

Massa Maritima.
Photo: © Sailko,
CC-BY-SA-4.0

Ambrogio Lorenzetti,
Maesta, kolem 1335,
tempera, drevo,

155 x 206 cm, Massa
Maritima. Foto: © Sailko,
CC-BY-SA-4.0



the other Apostles, the belt was then proof of the
Assumption when they found Mary’s tomb empty.®

A completely new and innovative motif in the com-
position of the Havran statue is the organic involve-
ment of angels in the whole sculpture, moreover, at
the moment of playing string instruments - fidel and
quintern. An angel playing a musical instrument does
appear in the context of Marian representations in the
fourteenth century, especially in Italian and French
settings, but only as an accompaniment to Mary’s
glorification, not as one who directly performs Mary’s
Assumption. The motif of an angel musician as part
of the Marian scene probably originated in Italy, as
shown, for example, by Ambrogio Lorenzetti’s Maestd
in Massa Maritima (around 1335), where the Madonna
is accompanied by, among others, a quartet of angels
kneeling at the sides of the throne. (Fig. 8) Already
in the first half of the fourteenth century, however,
their appearance in French or English paintings can
be recorded. Angels without musical instruments, sur-
rounding the Madonna or holding the sides of the
throne in the servile roles of witnesses and protectors
of Christ’s incarnation and, above all, of those who
continually glorify God and the Virgin Mary, appear
even earlier and more frequently. Similar compositions
of the enthroned Madonna among angels, including
angels playing musical instruments, are encountered in
Florentine painting, for example by Bernardo Daddi or
in Venice by Lorenzo Veneziano, even in combination
with the scene of Mary’s coronation.*

As an additively attached part of the scene of
Mary’s glorification (her coronation by an angel or the
Holy Trinity), the playing angels are documented in
transalpine regions, e.g. on an ivory panel with a nurs-
ing Virgin in the Musée du Louvre.”” Here, Mary is
crowned by an angel, two angels kneeling at the sides of
the throne playing the fidel and the quintern, and above
them, two others with a portative and psaltery emerge
from the clouds. There is no doubt that the concert
of the angelic band is being held to celebrate Mary’s
coronation as Queen of Heaven and Angels. The actual
Assumption of Mary with angelic accompaniment
appears in manuscripts in the region below the Alps in
the period under study as an illustration of the text of
the Feast of the Assumption. Here, this motif comple-
ments the scene of Mary’s demise, even together with
the traditional motif of the reception of Mary’s soul by
Christ. This is the case, for example, in the gradual of
Silvestro dei Gherarducci from the Church of Our Lady
of the Angels in Florence (fol. 14er, c. 1370).%® Mary is
depicted enthroned, uncrowned, and without Jesus.

The above overview puts the variations and com-
binations of the playing angel in the context of Marian
depictions, especially below the Alps, from where the
motif of the playing angel was most probably trans-
ferred to Bohemia and first appeared separately from
the composition of the Assumption of Mary itself in
a stylistic layer of Italian-influenced courtly paint-
ing of the 1360s (see the aforementioned title page of
the Missal of John of Neumarkt with the angel playing the
quintern in the bordure). The direct involvement of
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v sluzebnych rolich svédk( a ochranct Kristova vté-
leni a predevdim téch, kdo neustale oslavuji Boha
a Pannu Marii, se objevuji jesté drive a castéji. S bliz-
kymi kompozicemi trinici Madony mezi andé€ly,
véetné and€ll hrajicich na hudebni néstroje se se-
tkdame ve florentské malbé napfriklad u Bernarda Da-
ddiho nebo v Benatkach u Lorenza Veneziana, a to
i v kombinaci se scénou Mariina korunovani.*

Jako aditivné pripojena soucast scény Mariina
oslaveni (korunovani prostrednictvim andéla ¢i Nej-
svétéjsi trojice) jsou hrajici andélé dokumentovani
v zaalpském prostiedi napriklad na slonovinové des-
ti¢ce s kojici Madonou v Musée du Louvre.*” Zde je
Maria korunovana andélem, po stranach trdinu kleci
dva andélé hrajici na fidulu a kviternu a nad nimi vy-
Iétaji z oblakd dalsi dva s portativem a psalteriem.
Neni pochyb, Ze koncert and€lské kapely se odehra-
va z davodu oslavy Mariiny korunovace kralovnou
nebes a andéld. Vlastni Mariino nanebevzeti s an-
délskym doprovodem se ve sledované dobé v oblas-
ti pod Alpami objevuje v rukopisech jako ilustrace
textu svatku Nanebevzeti. Zde tento motiv dopliiuje
scénu Mariina zesnuti, dokonce spole¢né€ s tradi¢-
nim motivem prevzeti Mariiny duSe Kristem. Dé&je
se tak napriklad v gradudlu Silvestra dei Gherardu-
cciho z kostela Panny Marie andé€lské ve Florencii
(fol. 142r, kolem 1370).%® Maria je zobrazena triinici,
nekorunovana a bez JeZiSka.

Uvedeny prehled ozfejmuje varianty a kombi-
nace andéla hrajiciho v kontextu marianského zob-
razeni, a to predevsim pod Alpami, odkud byl motiv
hrajiciho andéla nejspise prenesen do Cech a obje-
vil se nejprve oddélené od samotné kompozice Ma-
riina nanebevzeti ve vrstvé dvorské italizujici malby
Sedesatych let 14. stoleti (viz jiz zminény titulni list
Misdlu Jana ze Stredy s and€lem hrajicim na kvi-
ternu v bordure). Primé zapojeni andélt do scény
Nanebevzeti, jejich aktivni roli pfi Mariin€ transitu,
pfechodu z pozemského svéta do nebeské slavy,
v rukopisech Sedesatych let nenalézame. Objevuje
se ovdéem na jednom ceském dile textilniho umé-
ni - Kasuli z Rokycan, datované téz do Sedesatych
let 14. stoleti.*® (obr. 9) Zde trojice andéli vynasi
Pannu Marii, kterad je sou¢asné korunovana dalSim
andélem; postradaji ovSem hudebni nastroje. Nahy
Jezisek se odpoutava, primo vyskakuje z Mariiny
naruce, smérem k andélu, Maria sedi na perutich
spodniho andéla. Pro komplexni vyklad ndamétu je
zde dulezitad dolni ¢ast kasule se scénou Zvéstova-
ni Panné Marii, zobrazujici moment bozi inkarnace.
Neni tedy pochyb, Ze jeji nanebevzeti a korunova-
ni je podmin€no panenskym pocetim syna BoZiho.
Uvedeny priklad tak rozsifuje Skalu zachazeni s mo-
tivem Mariina oslaveni stejn€ inovativné a navic ve
stejné stylové vrstvé jako Madona z Havrané. PU-
vod kasule se predpoklada téz v prostredi dvorskych
dilen Sedesatych let a jeji objednavka je dokonce
spojovana s druhym prazskym arcibiskupem Janem
Ockem z Vlagimi.*

Zridka se objevuje motiv vynaseni Panny Marie
a Jeziska andé€ly v socharskych dilech, opét ze stejné
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the angels in the scene of the Assumption, their active
role in Mary’s transitus, the transition from the earthly
world to heavenly glory, is not found in the manuscripts
of the 1360s. It does, however, appear in one Bohemian
work of textile art, the Chasuble from Rokycany, also dated
to the 1360s.” (Fig. 9) Here a trio of angels carry the
Virgin Mary, who is simultaneously crowned by another
angel; they lack musical instruments, however. The
naked Christ detaches himself, leaping directly from
Mary’s arms, towards the angel, Mary sitting on the
wings of the lower angel. The lower part of the chasu-
ble with the scene of the Annunciation to the Virgin
Mary, depicting the moment of the divine incarnation,
is important for a comprehensive interpretation of the
theme here. There is no doubt that her assumption and
coronation is conditioned by the virginal conception of
the Son of God. This example thus extends the range
of treatments of the motif of Mary’s glorification, in the
same innovative way, and moreover in the same stylistic
layer, as the Madonna of Havrasi. The origin of the chasu-
ble is also assumed to be in the milieu of the court work-
shops of the 1360s, and its commission is even linked to
the second archbishop of Prague, Jan Ocko of Vlagim.*

The motif of the angels lifting up the Virgin and
Child appears rarely in sculpture, again from the same
time period. These sculptures originate from Silesia
(Madonna of Skarbimierz)* and Klodzko County (Virgin
and Child of Krosnowice).** Both sculptures represent the
same type of enthroned Virgin with the Christ Child
dispensing blessings in her arms. One of the angels is
holding Christ and the other the hand and sceptre of
the Virgin Mary. However, it does not suggest the con-
text of the scene of Mary’s Assumption. Rather, they
are the companions of the bridegroom in the Song of
Songs, who introduce the bride to him by bringing one
to the other.” The angels kneel on the heads of a pair of
lions; thus, the statues refer to an early phase of the so-
called Silesian-Pomeranian circle of Madonnas on lions.
Within this circle, another formula was also later used,
linking the figure of the Madonna, this time standing,
with the figures of the angels. Its realisation is known
from the retables from Smolnica (Silesia, destroyed
during World War II* and from Szydléw (Lesser
Poland, now in the Muzeum Narodowe w Poznaniu).*
(Fig. 10) Six angels symmetrically surround the Virgin,
in a gesture of holding her from the side. Either one
other angel is lying on the plinth, on which the Virgin
Mary is standing, or a pair of angels are kneeling there,
again only in a suggestive gesture of holding Mary’s
feet. Taking into account examples of the tradition of
other iconographic types within the circle of Madonnas
on lions,* it seems likely that the type of the standing
Madonna carried by angels reproduces and reduces
the invention that emerged from the Prague art centre,
strongly shaped by Italian-influenced painting in the
1360s. The discovery of the Madonna of Havrasi indirectly
suggests this. The possible origins of the iconographic
concept of the Madonnas on lions in the Prague milieu
have long been discussed by scholars.*” In experiment-
ing and searching for original solutions to convey intri-
cately layered meanings not only through the passive
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Casové vrstvy. Jde o sochy plvodem ze Slezska
(Madona ze Skarbimierze)*' a Kladska (Madona
z Krosnowic).*> Obé sochy predstavuji shodny typ
tranici korunované madony s Zehnajicim JeZiskem
v nérudi. Jeden z andéli pritom drzi Jeziska a dru-
hy ruku a Zezlo Panny Marie. Kontext scény Mariina
nanebevzeti to ovSem nenaznacuje. Spise jde o spo-
le¢niky Zenicha z Pisné pisni, ktefi mu prezentuji
nevéstu tak, e prinaseji jednoho k druhému.*® An-
délé kleci na hlavach dvojice Ivl, ¢imz se sochy hlasi
k rané fazi tzv. slezsko-pomorského okruhu madon
na Ivu. V ramci tohoto okruhu se pozdéji pouzivala
také dalsi formule spojujici postavu madony, tento-
krat stojici, s postavami andéll. Jeji realizace zna-
me z retabld ze Smolnice (Slezsko, zni¢en za druhé
svétové valky)* a ze Szydléwa (Malopolsko, dnes
v Muzeum Narodowe w Poznaniu).* (obr. 10) Sest
andilkd madonu symetricky obklopuje a v nadznaku
z boku pridrzuje. Na soklu bud'lezi jeden dalsi andi-
lek, na némz Panna Maria stoji, nebo zde kle¢i dvoji-
ce andilkll, opét jen naznakové drzici Mariiny nohy.
Kdyz zohlednime priklady tradovani jinych ikono-
grafickych typt v ramci okruhu madon na Ivu,*® zda
se pravdépodobné, Ze i typ stojici madony vynase-
né andé€ly reprodukuje a redukuje invenci vzeSlou
z prazského uméleckého centra, v Sedesatych letech
silné formovaného italizujici malbou. Nalez Madony
z Havrané tomu neprimo nasvédcuje. Mozny plvod
ikonografické koncepce madon na Ivu v prazském
prostfedi badatelé uz dlouhodobé diskutuji.*’” PFi
experimentovani a hledani originalnich reseni, jak
vyjadrit komplikované vrstvené vyznamy nejen po-
moci pasivni prezentace atributd, ale i pohybd, gest,
pohledd ¢i mimiky, dosli sochari dvorského okruhu
i k vyznamovému zapojeni zvukovych efektd jako na-
priklad Fevu draka ¢&i lva.*® V tomto smyslu zpivajici
a hrajici and€lé Madony z Havrané posouvaji uve-
denou tendenci na novou uroven, kterou Ize chapat
jako dalsi krok k mluvicim JeZiskdm krasnych madon.

Bez ohledu na vSechny uvedené predstupné
a analogie plati, Ze pojeti nové objeveného sousosi
je dosud nevidané. Tvori ho totiz jen vlastni figury
korunované Madony spojené do nedilného celku
s andély bez jakéhokoliv pozadi ¢i rekvizit evokuji-
cich prostredi vyjevu; sochaf pritom dokazal pre-
svédcivé evokovat smér pohybu vzhiru a postih-
nout dynamiku zdzracného prechodu mezi nebem
a zemi, ktera byla jeho vlastnim tématem. V samotné
Italii priSlo obdobné FeSeni az mnohem pozdéji, ko-
lem roku 1400, a to pfiznacné v médiu knizni malby,
nesvazaném konvencemi monumentalniho uméni.*

Na zavér je mozné doplnit, Ze problematika Ma-
riina poméru k andéldm se stala téz tématem v teo-
logické diskusi, jez probihala v Praze v dob€ vzniku
Madony z Havrané. Tykala se otazky jejiho neposk-
vrnéného poceti. FrantiSkanska argumentace pro jeji
neposkvrné€nost vychazela ze srovnani miry svatosti,
kterou Maria andé€ly prevySovala. Kanovnik prazské
kapituly, vyznamny teolog a kazatel karlovské doby
Vojtéch Rankdv z Jezova se k otdzce neposkvrnénos-
ti Mariina poceti stavél opatrné€ji. Podotyka v této
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presentation of attributes, but also through movements,
gestures, gazes, or facial expressions, sculptors of the
court circle also arrived at the meaningful involvement
of sound effects such as the roar of a dragon or a lion.*
In this sense, the singing and playing angels of the
Madonna of Havrari take the aforementioned tendency to
a new level, which can be seen as a further step towards
the speaking Christs of the beautiful Madonnas.

Irrespective of all these antecedents and analo-
gies, the conception of the newly discovered statue is
unprecedented. It consists only of the actual figures of
the crowned Madonna and the angels, united into an
integral whole, without any background or props evok-
ing the setting of the scene; yet the sculptor was able to
convincingly evoke the direction of upward movement
and capture the dynamics of the miraculous transition
between earth and heaven, which was his own theme.
In Italy itself, a similar solution came much later,
around 1400, and characteristically in the medium of
book painting, unbound by the conventions of monu-
mental art.*

In conclusion, it may be added that the issue of
Mary’s relationship to the angels also became a topic
in the theological discussion that was taking place in
Prague at the time the Madonna of Havrasi was created.
It concerned the question of her immaculate concep-
tion. The Franciscan argument for her immaculateness
was based on a comparison of the degree of holiness
by which Mary surpassed the angels. The canon of the
Prague chapter, the eminent theologian and preacher
of the Charles period, Vojtéch Rainktv of Jezov, took
a more cautious approach to the question of the
immaculateness of Mary’s conception. He notes in this
connection that Mary surpassed the angels not by her
nature, but by her holiness, because of which she was
exalted above the angelic choirs.”

This article was published with support from a Grant for the
Long-Term Conceptual Development of a Research Organisation of
the Ministry of Culture of the Czech Republic.

souvislosti, Zze Panna Maria prevySovala and€ly niko-
liv svou prirozenosti, ale diky své svatosti, kvali které
byla vyvysena nad andélské kary.>

Clének vznikl na zdkladé instituciondlni pod-
pory dlouhodobého koncepcniho rozvoje vyzkumné
organizace poskytované Ministerstvem kultury CR.
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Notes

1 Fully three-dimensional statue, hollowed out at the back,
polychromy of a later date, size 93 x 51 x 24 cm.

2 Tomas Kli¢ka, “Madona z pidy”, Art and Antique, 2022,
no. 12, p. 3. The sculpture appeared in a Facebook group
under the title “Found in the Attic” on 3§ March 2022.

3 Thanks to the generosity of the owners, the statue was
transported to the National Gallery in Prague on 13 June
2022 for initial research. The Advisory Board for Collection
Activities of the National Gallery in Prague approved the
acquisition in June, and the actual purchase took place in
August, funded by the Ministry of Culture. The National
Gallery in Prague registered the purchase under the

inv. no. P 10038.

4 The statue has attracted widespread attention of both
professionals and students, resulting in friendly discussions
and consultations. The authors wish to thank their fellow
scholars, namely Olga Kotkova, Jan Royt, Ale§ Mudra, Jan
Klipa, Katefina Kubinova, Viktor Kubik, Helena Danova,
Robert Novotny, and others who contributed to the
evaluation of this extraordinary statue with their observations
and comments. Our thanks also go to the students of the
course “Gothic Sculpture ‘in a Nutshell’” at the Department
of Arts, Faculty of Arts, Charles University, Prague and

the students from the restoration studios of painting and
sculpture at the Academy of Fine Arts in Prague for their
stimulating discussions and insights.

5 The first mention of the parish church in Havran dates
back to 1337 (Franz Palacky, Ueber Formelbiicher: .. Erste Ligferung
(Prague 1842), p. 346, no. 149); the church still stands there
in a form mostly dating to the 14th-16th centuries (Jan
Berének, “Filialni kostel sv. Vavfince v Havrani,” in: Jan
Klipa and Michaela Ottova, eds., Bez hranic. Uméni v Krusnohott
mezi gotikou a renesanct, exh. cat. (Prague: National Gallery in
Prague, 2015), p. 432, cat. no. VI-17. There has never been

a church in Moravéves either prior to the Hussite period

or later.

6 Josef Opitz, Gotische Malerei und Plastik Nordwestbihmens:
Katalog der Ausstellung in Briix und Komotau (September 1928),
Briix-Komotau 1928. Cf. Renita Gubikova and Markéta
Prontekerova, eds., Fos¢f Opitz a uméni na Chomutovsku a Kadarisku
1350-1590, collection from international scientific conference,
Chomutov (17-18 Oct 2013), Chomutov 2015.

7 According to the screening carried out by the National
Heritage Institute (NPU), the statue is not registered in

the databases of stolen and missing works of art.

8 Jan Klipa, Ale§ Mudra, and Helena Daova, “Obraz

v liturgii. Oltafni retdbl mezi 13. a 16. stoletim,” in: Katefina
Kubinovd, Klara BenesSovska, eds., IMAGO, IMAGINES.
Vyitvarné dilo a promény jeho funkci v Ceskych zemich od 10. Do proni
tietiny 16. Stoleti. 1. dil: NdboZenskd funkce obrazu (Prague 2019),
pp. 146-166; Fernando Gutiérrez Bafios, Justin Kroesen,
and Elisabeth Andersen, eds., The Saint Enshrined: European
Tabernacle-Altarpieces, c. 1150-1400 (Barcelona 2020).

9 Luka$ Matousek, “Nové objevena vyobrazeni
stfedovékych hudebnich nastrojit v Koutimi,” Hudebni véda =
Musicology = Musikwissenschaft 46, 2009, nos. 1-2, pp. 5-30.

10 The original colour scheme has not been determined
with absolute certainty. The complexity of the layering of
overpainting has so far allowed only for the preliminary
evaluation, see Markéta Pavlikova’s paper in this issue.
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Poznamky

1 PIné plastickad socha, vzadu vyhloubeno, novodoba
polychromie, rozméry 93 x 51 x 24 cm.

2 Tomas Kli¢ka, Madona z pudy, Art and Antique, 2022,
¢. 12, s. 3. Madona se objevila ve facebookové skupiné

s nazvem Nalez na ptdé dne 3. brezna 2022.

3 Diky vstricnosti majitelt byla socha 13. ¢ervna 2022
prevezena do Narodni galerie v Praze k provedeni prvnich
prizkumd. Poradni sbor pro sbirkotvornou ¢innost
Narodni galerie schvalil vykup v mésici ¢ervenci, samotny
vykup z prostiedk( ministerstva kultury probéhl v mésici
srpnu. Narodni galerie v Praze prirGistek zaevidovala pod
inv. ¢. P 10038.

4 Socha upoutala Siroky zajem odborné verejnosti

i studentd, ktery vyustil v pratelské a kolegialni diskuse

a konzultace. Autorky dékuji kolegtim, jmenovité Olze
Kotkové, Janu Roytovi, Alesi Mudrovi, Janu Klipovi,
Kateriné Kubinové, Viktoru Kubikovi, Helené Danové,
Robertu Novotnému a dals$im, kteri svymi upozornénimi
a poznamkami prispé€li k hodnoceni této unikatni sochy.
Zaroven autorky dékuji také studentlm kurzu Gotické
sochafstvi ,v kostce” na Ustavu pro dé&jiny uméni

FF UK a studentdm restauratorskych ateliért malirstvi

i socharstvi na Akademii vytvarnych uméni v Praze za
podnétné diskuse a postrehy.

5 V Havrani je farni kostel zmifiovan uz od roku 1337
(Franz Palacky, Ueber Formelblicher... Erste Lieferung,
Prag 1842, s. 346, ¢. 149) a dodnes zde stoji v podobé
prevazné ze 14. az 16. stoleti (Jan Beranek, Filialni
kostel sv. Vaviince v Havrani, in: Jan Klipa - Michaela
Ottova (eds.), Bez hranic. Uméni v Krusnohori mezi
gotikou a renesanci, kat. vyst., Narodni galerie v Praze,
Praha 2015, s. 432, kat. ¢. VI-17). V Moravévsi kostel

v predhusitské dobé ani nikdy potom nebyl.

6 Josef Opitz, Gotische Malerei und Plastik
Nordwestbéhmens: Katalog der Ausstellung in Briix
und Komotau (September 1928), Briix-Komotau 1928.
Srov. Renata Gubikova - Markéta Prontekerova (eds.),
Josef Opitz a uméni na Chomutovsku a Kadarisku
1350-1590, sbornik z mezinarodni védecké konference,
Chomutov (17.-18. 10. 2013), Chomutov 2015.

7 Dle lustrace provedené Narodnim pamatkovym
Ustavem socha neni evidovana v databazich odcizenych
a nezvéstnych uméleckych dél.

8 Jan Klipa - Ales Mudra - Helena Darnova, Obraz

v liturgii. Oltarni retabl mezi 13. a 16. stoletim, in:
Katerina Kubinova - Klara Benesovska (eds.), IMAGO,
IMAGINES. Vytvarné dilo a promény jeho funkci

v Ceskych zemich od 10. do prvni tretiny 16. stoleti. I. dil:
NdbozZenskd funkce obrazu, Praha 2019, s. 146-166;
Fernando Gutiérrez Bafios - Justin Kroesen - Elisabeth
Andersen (eds.), The Saint Enshrined: European
Tabernacle-Altarpieces, c. 1150-1400, Barcelona 2020.
9 Lukas Matousek, Nové objevena vyobrazeni
stredovékych hudebnich nastroja v Kourimi, Hudebni
véda = Musicology = Musikwissenschaft XLVI, 2009,

¢. 1-2, 5. 5-30.

10 Pudvodni barevnost neni zatim s naprostou jistotou
uréena. Slozitost vrstevnatého systému premaleb v tuto
chvili dovoluje pouze predbé&zné hodnoceni, viz ¢ast textu
Markéty Pavlikové.
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11 Josef Opitz, Sochar'stvi v Cechdich za doby Lucemburki 1
(Prague 1935), pp. 17-25. The primary sources of inspiration
for this sculptural trend included the Luxembourg
Genealogy at Karlstejn Castle, (ca 1355), Liber viaticus and
Missal of John of Neumarkt, and KniZky Sestery of Tomds of Stitné (1576).
12 Albert Kutal, Ceské gotické sochar'stvi 1350-1450 (Prague
1962), pp- 23-26. Together with Josef Opitz, he used
examples from painting to prove the Czech origins of the
group, set apart from the Silesian circle of the Madonnas on
lions, to which Erich Wiese attributed stylistic priority.

13 Jaromir Homolka, “Pfispévek k poznani prazského
parlétovského fezbarstvi,” in: Acta Universitatis Carolinae -
Philosophica et historica I. Piispévky k déjindm uméni 4 (Prague 1987),
PP- 15-45; Jaromir Homolka, “Poznamky k vyvoji ¢eského

a stfedoevropského fezbéfstvi 14. stoleti,” in: Michaela
Neudertova and Petr Hruby, eds., Gotické sochar'stvi a malit'stoi
v severozdpadnich Cechdch (Usti nad Labem 1999), pp. 51-75.

14 Ale§ Mudra, “Madona z Becova,” in: Gotické uméni a jeho
historické souvislosti 1. Sbornik grantového projektu Gotické uméni

v severnich Cechdch (Usti nad Labem 2001), pp. 298-315; Jit{
Fajt. ed., Karel IV. Cisar z BoZi milosti. Kultura a uméni za vlddy
Lucemburki 1310-1437, exh. cat. (Prague: Sprava Prazského
hradu, 2006), p. 121, cat. no. 29.

15 Madonna of Becov, 1364-1368, limewood, original
polychromy, Becov, St Giles Church; displayed in Most,

in the Church of the Assumption of the Virgin Mary. Ale$
Mudra, Madona z Becova, in: Klipa and Ottova (note 5),
pp. 136-137, cat. no. I-8.

16 Madonna of Puschendorf near Nuremberg probably
originates from a charterhouse in Nuremberg, where it was
delivered from Prague’s workshop. It is the earliest example
of artistic import from Prague.

17 Prague, 1360s, Regional Museum in Déc¢in. Ale$ Mudra,
“Madona z Kerhartic,” in: Klipa-Ottova (note 5), p. 138,
cat. no. I-g.

18 Ivo Hlobil and Anna Ttestikovd, “Sedici Madona

z Hradku (u Bene$ova),” in: Andrzej Niedzielenko and

Vit Vlnas, eds., Slezsko. Perla v Ceské koruné. T#i obdobi rozkvétu
vzdjemnych uméleckych vztahil, exh. cat. (Prague: National Gallery
in Prague, 2006), pp. 46-60, cat. no. 1.2.16.

19 Along with the statues of St John, it likely originates
from the Church of John the Baptist, Prague, 1360s, Gallery
of Fine Arts in Cheb, inv. no. P1. Ale§ Mudra and Michaela
Ottova, “Madona, sv. Jan Kftitel a sv. Jan Evangelista

v Chebu,” in: Jiti Vykoukal, ed., Uméni gotiky na Chebsku
(Cheb 2009), pp. 139-148, cat. no. 3.

20 Zahrazany near Most, Magdalene Convent, now

part of Most, the Church of the Assumption of the Virgin
Mary, Prague, around 1375-1380. Ale§ Mudra, “Madona ze
Zahrazan,” in: Klipa and Ottové (note 5), p. 143, cat. no. I-13.
21 Ale§ Mudra and Jiri Fajt also find affinities pointing to
the court of Prague for other works of art from the above-
mentioned circle. Ale§ Mudra, “Kontexty italizujiciho
sochatstvi doby lucemburské v severozdpadnich Cechéch,”
in: Ale§ Mudra and Michaela Ottova, eds., Trans Montes.
Podoby stiedovékého uméni v severozdpadnich Cechdch (Prague

2014), pp. 169-187, notably pp. 181-185; Ale§ Mudra,
“Rezbétstvi doby Karla IV.,” in: Michaela Ottova and
Lubomir Turéan, eds., Severozdpadni Cechy za viddy Lucemburki.
Vystava k 700. Vyroli narozeni Karla IV., exh. cat. (Litoméfice:
Regional Museum in Teplice, 2016), pp. 61-76; Jiii Fajt and
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11 Josef Opitz, Socharstvi v Cechdch za doby
Lucemburkd 1, Praha 1935, s. 17-25. Nejvyraznéjsimi
podnéty pro socharsky smér byl lucembursky rodokmen
z Karlstejna (kolem 1355), Liber viaticus Jana ze Stredy,
Misdl Jana ze Sti‘edy a Knizky Sestery Tomdse ze Stitného
(1376).

12 Albert Kutal, Ceské gotické socharstvi 1350-1450,
Praha 1962, s. 23-26. Spole¢né s Josefem Opitzem
vyuzival pro argumentaci srovnani priklady z malby, ¢imz
oba dokladali ¢esky plvod skupiny, vymezené oproti
slezskému okruhu madon na lvu, jemuz Erich Wiese
prisuzoval stylovou prioritu.

13 Jaromir Homolka, Prispévek k poznani prazského
parlérovského rezbarstvi, in: Acta Universitatis
Carolinae - Philosophica et historica I. Prispévky

k déjinam umeéni IV, Praha 1987, s. 15-45; Jaromir
Homolka, Poznamky k vyvoji ¢eského a stredoevropského
Fezbarstvi 14. stoleti, in: Michaela Neudertova -

Petr Hruby (eds.), Gotické socharstvi a malirstvi

v severozdpadnich Cechdch, Usti nad Labem 1999,

s. 51-75.

14 Ale$ Mudra, Madona z Becova, in: Gotické uméni
a jeho historické souvislosti, 1. Sbornik grantového
projektu Gotické uméni v severnich Cechdch, Usti nad
Labem 2001, s. 298-315; Jifi Fajt (ed.), Karel IV. Cisar

z BoZi milosti. Kultura a uméni za viddy Lucemburkd
1310-1437, kat. vyst., Sprava Prazského hradu,

Praha 2006, s. 121, kat. ¢&. 29.

15 Madona z Becova, 1364-1368, lipové drevo,
plvodni polychromie, Becov, kostel sv. Jilji; vystaveno

v Mosté v kostele Nanebevzeti Panny Marie. Ale§ Mudra,
Madona z Becova, in: Klipa-Ottova (pozn. 5), s. 136-137,
kat. ¢. I-8.

16 Madona na draku z Puschendorfu u Norimberka.
Pravdépodobné pochéazi z norimberské kartouzy, kam
byla dodana z prazské dilny. Jde o nejstarsi priklad
uméleckého importu z Prahy.

17 Madona z Kerhartic u Décina, Praha, 60. 1éta

14. stoleti, Oblastni muzeum v Dé&¢iné. Ales Mudra,
Madona z Kerhartic, in: Klipa-Ottova (pozn. 5), s. 138,
kat. ¢. 1-9.

18 Ivo Hlobil - Anna Trestikova, Sedici Madona

z Hradku (u Benesova), in: Andrzej Niedzielenko - Vit
Vinas (eds.), Slezsko. Perla v Ceské koruné. Tri obdobi
rozkvétu vzdjemnych uméleckych vztahd, kat. vyst.,
Narodni galerie v Praze, Praha 2006, s. 46-60,

kat. ¢. 1.2.16.

19 Spolec¢né se sochami sv. Jand pochazi
pravdépodobné z kostela sv. Jana KFrtitele, Praha, 60. |éta
14. stoleti, Galerie vytvarného uméni v Chebu, inv. ¢. P1.
Ale$ Mudra - Michaela Ottova, Madona, sv. Jan Krtitel

a sv. Jan Evangelista v Chebu, in: Jifi Vykoukal (ed.),
Umeéni gotiky na Chebsku, Cheb 2009, s. 139-148,

kat. ¢. 3.

20 Zahrazany u Mostu, klaSter magdalenitek, dnes
Most, kostel Nanebevzeti Panny Marie, Praha, kolem
1375-1380. Ales Mudra, Madona ze Zahrazan, in:
Klipa-Ottova (pozn. 5), s. 143, kat. ¢. I-13.

21 | pro dalsi dila z uvedeného okruhu nalézaji Ales
Mudra a Jifi Fajt blizké afinity k prazskému dvoru. Ales
Mudra, Kontexty italizujiciho socharstvi doby lucemburské
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Wilfried Franzen, “Nové dvorské uméni. Od napodobovani
k cisafskému stylu,” in: Jifi Fajt and Markus Hérsch, eds.,
Cisai* Karel IV, 1316-2016. Proni Cesko-bavorskd zemskd vjstava,

exh. cat. (Prague: National Gallery in Prague, 2016),

pp- 139-148.

22 Library of St Vitus Metropolitan Chapter, call no. Cim 6.
Hana J. Hlavackovd, “Mistr Misalu Jana ze Stfedy. Misal
Jana ze Stfedy,” in: Fajt (note 14), p. 185, cat. no. 58.

23 Vienna, Osterreichische Nationalbibiliothek,

call no. Cod 1182. Ulrike Jeni, “Jan z Opavy s pomocnikem
a Mistr Misalu Jana ze Stfedy. Evangeliar habsburskych
vévodi (zv. Jana z Opavy),” in: Fajt (note 14), pp. 441-442,
cat. no. 140.

24 Opitz (note 1), pp. 17-25.

25 Jifi Fajt, “Od napodobeni k novému cisatskému stylu,”
in: Fajt (note 14), pp. 40-75. Idem, “Kancelaf Jana ze
Stredy,” in: ibid., pp. 59-62.

26 National Gallery in Prague, inv. no. O 84. Jan Klipa,
“Votivni deska Jana Oc¢ka z Vlasimi,” in: Helena Dariova
and Stépénka Chlumska, eds., Ocim skryté. Prizkum podkreseb
na deskovych malbdch 14.-16. stoleti ze sbirek Ndrodni galerie v Praze,
exh cat. (Prague: National Gallery in Prague, 2017),

Pp- 90-93, cat. no. 8.

27 Ivo Hlobil and Helena Danova, eds., Tésinskd madona

a vzdené sochy Petra Parlére, exh. cat. (Prague: National Gallery
in Prague, 2002).

28 Ale$ Mudra and Michaela Ottova, “Sochartstvi tieti
¢tvrtiny 14. stoleti. Hledani dokonalosti obrazovych forem,”
in: Petr Jindra and Michaela Ottova, eds., Nad slunce krdsnéjsi.
Plzeriskd madona a krdsny sloh, exh. cat. (Pilsen: Gallery of West
Bohemia in Pilsen, 2020), pp. 24-3I.

29 The combination of the crown and the headdress is
interpreted as a purely Bohemian motif (also seen in Liber
viaticus of John of Neumarkt). Pavol Cerny, “Nékteré nové
aspekty ikonografie Panny Marie s déckem v ¢eském uméni
doby Karla IV.,” Acta Universitatis Palackianae Olomucensis, Facultas
Philosophica. Historia Artium 2 (Olomouc 1993), pp. 65-79.

30 An immediate visual expression of this idea, familiar
from contemporary Passion literature, appears, for example,
in the aforementioned Madonna of Kerhartice, where

the veil falling from Mary’s shoulder continues without
interruption to the side and leg of Christ. Mudra (note 21),
P- 174-

31 Cerny (note 29), pp. 66-68.

32 Antonin Podlaha and Eduard Sittler, Chrdmouy poklad

u sv. Vita v Praze. Jeho déjiny a popis (Prague 1903), pp. 56-58;
Katetina Kubinova, Imitatio Romae, (Prague 2006), p. 232;
Michal Sroné&k, “Karel IV., Jan Rokycana a $lojit nejisty,”
in: Martin Nodl, ed., RboZnost stiedovéku, Colloguia mediaevalia
Pragensia VI (Prague 2007), pp- 82-83; Michal Sronék, “The
Veil of the Virgin Mary: Relics in the Conflict Between
Roman Catholics and Utraquists in Bohemia in the 14th and
15th Centuries,” Uméni 57, 2009, pp. 118-139.

33 Ivo Hlobil, “Cesky krasny sloh v sochatstvi a kult
rousky Panny Marie,” in: Kubinova and Bene$ovska (note 8),
PP- 442-479; Jindra and Ottova (note 28), passim.

34 Podlaha and Sittler (note 32), pp. 24, 57, 116.

35 Montague Rhodes James, The Apocryphal New Testament
(Oxford 1924), pp. 217-218; Jan A. Dus, ed., Novozdkonni
apokryfy, II: Piibéhy apostolii (Prague 2003), p. 367. In Florentine
painting, the belt is present more frequently after 1351,
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v severozapadnich Cechach, in: Ale§ Mudra - Michaela
Ottova (eds.), Trans Montes. Podoby stredovékého uméni
v severozdpadnich Cechdch, Praha 2014, s. 169-187,
zejména s. 181-185; Ales Mudra, Rezbaistvi doby

Karla IV., in: Michaela Ottova - Lubomir Turéan (eds.),
Severozdpadni Cechy za viddy Lucemburkd. Vystava

k 700. vyroci narozeni Karla 1V., kat. vyst., Regionalni
muzeum v Teplicich, Litomérice 2016, s. 61-76; Jiri Fajt -
Wilfried Franzen, Nové dvorské uméni. Od napodobovani
k cisarskému stylu, in: Jifi Fajt - Markus Horsch (eds.),
Cisar Karel IV. 1316-2016. Prvni cesko-bavorskd zemskd
vystava, kat. vyst., Narodni galerie v Praze, Praha 2016,
s. 139-148.

22 Praha, kolem 1365, Knihovna Metropolitni kapituly
u sv. Vita, sign. Cim 6. Hana J. Hlavackova, Mistr Misalu
Jana ze Stredy. Misal Jana ze Stredy, in: Fajt (pozn. 14),
s. 185, kat. ¢&. 58.

23 Praha, kolem 1368, Viden, Osterreichische
Nationalbibiliothek, sign. Cod 1182. Ulrike Jeni, Jan

z Opavy s pomocnikem a Mistr Misalu Jana ze Stredy.
Evangeliar habsburskych vévodd (zv. Jana z Opavy),

in: Fajt (pozn. 14), s. 441-442, kat. ¢. 140.

24 Opitz (pozn. 11), s. 17-25.

25 |Jiri Fajt, Od napodobeni k novému cisarskému
stylu, in: Fajt (pozn. 14), s. 40-75. Idem, Kancelar Jana
ze Stredy, in: ibidem, s. 59-62.

26 Praha, kolem 1371, Narodni galerie v Praze,

inv. ¢. O 84. Jan Klipa, Votivni deska Jana Ocka z Vlasimi,
in: Helena Dariova - Stépanka Chlumska (eds.), O¢&im
skryté. Priizkum podkreseb na deskovych malbdch
14.-16. stoleti ze sbirek Ndrodni galerie v Praze,

kat. vyst., Narodni galerie v Praze, Praha 2017, s. 90-93,
kat. ¢. 8.

27 Ivo Hlobil - Helena Danova (eds.), Tésinskd madona
a vzdcné sochy Petra Parlére, kat. vyst., Narodni galerie
v Praze, Praha 2002.

28 Ales Mudra - Michaela Ottova, Socharstvi treti
¢tvrtiny 14. stoleti. Hledani dokonalosti obrazovych
forem, in: Petr Jindra - Michaela Ottova (eds.), Nad
slunce krdsnéjsi. Plzeriské madona a krdsny sloh, kat.
vyst., Zapadoceska galerie v Plzni, Plzen 2020, s. 24-31.
29 Kombinace korunky s ¢elenkou je vykladana jako
ryze ¢esky motiv (objevuje se téz v Liber viaticu fana ze
Stredly). Pavol Cerny, Nékteré nové aspekty ikonografie
Panny Marie s déckem v ¢eském uméni doby Karla IV.,
Acta Universitatis Palackianae Olomucensis, Facultas
Philosophica. Historia Artium Il, Olomouc 1993, s. 65-79.
30 Bezprostredni vizualni vyjadreni této myslenky,
znamé z dobové pasijové literatury, se objevuje

napfr. u zminované Madony z Kerhartic, kde rouska
spadajici z Mariina ramene bez preruseni prechazi na bok
a nohu Krista. Mudra (pozn. 21), s. 174.

31 Cerny (pozn. 29), s. 66-68.

32 Antonin Podlaha - Eduard Sittler, Chrdmovy poklad
u sv. Vita v Praze. Jeho déjiny a popis, Praha 1903,

s. 56-58; Katerina Kubinova, /mitatio Romae, Praha 2006,
s. 232; Michal Sronék, Karel IV., Jan Rokycana a $lojii
nejisty, in: Martin Nodl (ed.), ZboZnost stredovéku,
Colloquia mediaevalia Pragensia VI, Praha 2007,

s. 82-83; Michal Sroné&k, The Veil of the Virgin Mary:
Relics in the Conflict Between Roman Catholics and
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when the Florentines obtained its relic from Prato. Brendan
Cassidy, “A Relic, Some Pictures and the Mothers of
Florence in the Late Fourteenth Century,” Gesta 30, 1991,

no. 2, pp. 91-99.

36 Bernardo Daddi, Maestd, 1325-1330, Paris, Musée

du Louvre, inv. no. MI 410. Lorenzo Veneziano, Maestd,

1358, Florencie, Galleria dell’Accademia di Firenze,

inv. no. CAT 650.

37 France, third quarter of the 14th century, Paris, Musée
du Louvre, inv. no. OA 10010.

38 Silvestro dei Gherarducci (ca 1339-1399) served as the
prior of the Santa Maria degli Angeli monastery. I’d like to
thank Pavel J. Havranek for bringing this illumination to my
attention.

39 Augustinian Monastery in Rokycany, embroidery with
colour silk, lapping of golden threads, height 110 cm, with
72 cm, pectoral, front side Annunciation and Assumption of
the Virgin Mary, Roman Catholic parish of Rokycany.

40 Jiti Fajt and Robert Suckale, “Kasule z Rokycan,” in:
Fajt (note 14), p. 188, cat. no. 61. The connection between
the commission of the chasuble and Jan Ocko of Vlasim

is explained by his extraordinary care for the Rokycany
Augustinian Monastery.

41 Anna Ziomecka, ,Rzezba tronujacej Marii na lwach,” in:
Bozena Guldan-Klamecka, ed., Sztuka na Slasku XII-XVI wiekow:
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Abstract

The paper is dedicated to the newly found statue called
the Madonna of Havran after the place of its discovery.
The text is divided into three parts, beside the intro-
duction. The first one describes the reconstruction of
the original appearance of the statue, which is a unique
combination of the enthroned Virgin with the naked
Child, a pair of angels playing musical instruments
(fidel and quintern), and a third angel, whose wings
form a pedestal or base for the Virgin Mary. Originally,
the naked Christ Child held Mary’s veil, pinned on her
head by a crown. The next part of the paper explores
the style of the statue in a critical analysis. The statue is
studied in the context of Prague sculpture workshops
of the third quarter of the fourteenth century, perhaps
connected to the Master of the BeCov Madonna (1360s).
The origin pointing to the Prague court environment is
also suggested by period painting (John of Neumarkt’s
manuscripts, Jan Oc¢ko of Vlasim’s Votive Panel, etc.).
The typological and iconographic analysis discusses the
context of Mary’s bodily assumption and glorification
by the angels themselves, including the period theolog-
ical update.

Translated by Martina Neradovd
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Anotace

Prispévek je vénovan nove objevené sose, pojmeno-
vané mistem nalezu jako Madona z Havrané. Text
ma kromé€ dvodu tfi ¢asti. Prvni se vénuje rekon-
strukci plvodni podoby sochy, kterd je unikatnim
spojenim trdnici Madony s nahym ditétem, dvojici
andéld hrajicich na hudebni nastroje (fidula a kvi-
terna) a andélem tretim, ktery svymi perutémi tvori
podnoz ¢i podstavec Panné Marii. PGvodné se nahy
JeziSek chapal Mariiny rousky, kterou na jeji hlavé
spinala koruna. Dalsi ¢ast textu je v€novana stylo-
vé kritickému rozboru sochy. Socha je studovana
v kontextu prazskych socharskych dilen treti tvrtiny
14. stoleti, snad s vazbou k Mistru Becovské madony
(Sedesata léta 14. stoleti). Vznik v prazském dvor-
ském prostredi naznacuji i souvislosti se sou¢asnou
malbou (rukopisy Jana ze Stredy, Votivni obraz Jana
Oc¢ka z Vlasimi atd.). Typologicko-ikonograficky roz-
bor se zabyva kontextem Mariina télesného nanebe-
vzeti a oslaveni primo andély, véetné jejich dobové
teologické aktualizace.
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Extended Restoration

Research of the Madonna
of Havran

MARKETA PAVLIKOVA

|: ollowing the acquisition of the newly found statue Roz§ii‘eny restaurators ky

of the Madonna of Havran, experts from the National ° k M d H v
Gallery in Prague and other interested experts pruzkum Madony z riavrane

among restorers and art historians agreed on the need
to first examine the Madonna in detail and later, after
thorough consideration, proceed with the restoration.
Thus, the statue was transferred to the restoration
studio of the National Gallery immediately after the
acquisition, where it underwent extended restoration

research.
The unique woodcarving of the seated Madonna

with the Christ Child is unusually composed, with D o akvizici nové objevené gotické sochy Ma-
kneeling angels on both sides playing the string instru- dony z Havrané bylo odbornymi pracovniky
ments and the half-figure of an angel in the middle sup- Narodni galerie v Praze a dal$imi zaintereso-
porting the Madonna. The tips of the Madonna’s shoes vanymi znalci z fad restauratord a historik( uméni
are pressed against the angel’s wings. The Christ Child rozhodnuto o nutnosti dilo podrobné poznat, aby
sits upright on the Madonna’s left knee and she softly mohlo byt nasledné pristoupeno na zakladé duklad-
holds him with the fingers of her left hand. The statue né rozvahy k jeho restaurovani. Bezprostredné po
is made from a single piece of high-quality limewood, zakoupeni proto doslo k jeho prevezeni do restau-
measuring 93 cm in height, 51 cm in width, and 24 cm ratorského ateliéru Narodni galerie, kde jsme jej
in depth. podrobili rozsirenému restauratorskému prizkumu.
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Research methods, a) VIS - visible light, b) IR FB - infrared reflectography in false
colours, ¢) RTG F-X-ray radiography (filter used to depict details of the structure),

d) CT - computer tomography, longitudinal section. Photo: Markéta Pavlikova (a, b, c),
Jiri Turek (d)

Prazkumové metody, a) VIS - viditeIné svétlo, b) IR FB - infracervena reflektografie ve falesné
barevnosti, ¢) RTG F-rentgenova radiografie (pouzity filtr na vykresleni detail( struktury),
d) CT - poditadova tomografie, podélny rez. Foto: Markéta Pavlikova (a, b, c), Jiri Turek (d)

The woodcarving was found in the attic of a private
house, where it had apparently been stored for several
decades without the owners knowing about its his-
torical and artistic value. For a wooden polychromatic
carving, this meant long-term exposure to an extremely
unsuitable climate, which must have affected its condi-
tion. The polychromy was covered by a thick layer of
dust deposit and dirt, and became detached in many
places. The colour scheme of primary colours from
a later date is also visually degraded. In addition, some
parts of the original carving are missing. The material
has been attacked by wood-boring insects, as evidenced
by a number of exit holes at the back of the statue.

The loosened thick layer of polychromy had even
fallen off along with the original medieval colour layer
in some places. It is certainly a pity - and hopefully,
a lesson for the future - that during the initial unpro-
fessional handling of the statue, some fragments of the
loosened polychromy were lost, particularly in the areas
of the flesh tones. The first photographs taken at the
place of discovery and published on social media show
that the flesh tones were actually preserved to an even
larger extent.

Research

Before we could proceed with the necessary research,
the statue had to be transported to a radiation cham-
ber and treated with gamma rays to stop the activity
of wood-boring pests." We opted for the faster method
compared to a nitrogen chamber, which would have
taken three weeks. After the treatment, the carving
was placed in the National Gallery’s restoration studio
for medieval art at the Convent of St Agnes, where
initial entry documentation and basic research of the
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Unikatni drevorezba sedici Madony s Jeziskem
je neobvykle komponovana s klecicimi and€ly hra-
jicimi na strunné hudebni nastroje po obou bocich
a polopostavou andéla uprostrfed, nadnasejiciho
Madonu. Spi¢ky bot Panny Marie se opiraji o roz-
tazenad andélova kridla. JeziSek sedi vzpfimené na
levém koleni Madony, ktera jej lehce pridrzuje prsty
levé ruky. Dilo je zhotoveno z jednoho kusu kvalit-
niho lipového dreva o rozmérech 93 cm na vysku,
51 cm do Sirky a 24 cm do hloubky.

Drevorezba byla nalezena na pidé soukromého
domu, kde stala né&kolik desetileti zjevné bez védo-
mi vlastnik® o jeji historické a umélecké hodnoté.
Pro drevénou polychromovanou rezbu se jednalo
o letité umisténi v krajné nevhodném klimatickém
prostiedi, coZ se nutné vepsalo i do jejiho stavu. Po-
lychromie byla zanesena silnou vrstvou prachovych
depozitd a necistot a na mnoha mistech byla uvol-
néna. Vizuadlné degradujici je téZ nov€jsi barevnost
sousos$i v primarnich barvach. K tomu navic chybi
i nékteré ¢asti pavodni Fezby. Hmota dila byla napa-
dena drevokaznym hmyzem, jak prokazuje mnozstvi
vyletovych otvord na zadni strané sousosi.

Zmin€na uvolnénd silna vrstva polychromie
byla misty dokonce odpadana i s pavodni stiredoveé-
kou barevnou vrstvou. Je pak nepochybnou skodou,
a snad také ponaucenim do budoucna, Ze pfi prvot-
ni neodborné manipulaci s dilem doslo k dil¢i ztraté
fragmentl uvolnéné polychromie, zejména v par-
tiich inkarnatd. Na prvnich zverejnénych snimcich
na socialnich sitich, které byly porizeny na misté na-
lezu, je totiZ inkarnat dochovany jesté€ ve vétsi mire.
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IR R research method, detail of the Madonna’s
head during the removal of the top layer of
overpainting, infrared reflectography captures fine
depiction of eyebrows and eyelashes in the bottom
layer of polychromy. Photo: Markéta Pavlikova

Prizkumové metoda IR R, detail hlavy Madony

v pribéhu snimani horni vrstvy premaleb, infracervena
reflektografie zachycuje jemnou kresbu obo¢i a ras ve
spodni vrstvé polychromie. Foto: Markéta Pavlikova

3/«

X-ray research method, detail of the Madonna’s
upper body, X-ray radiography captures small nails
(marked by arrows) on the Madonna’s shoulders.
Photo: Markéta Pavlikova

Prizkumova metoda RTG, detail horni ¢asti téla
Madony, rentgenova radiografie zachycuje drobné
hrebicky (vyznacené Sipkami) na ramenou Madony.

polychromy using non-destructive methods were con-
ducted. First, the loosened colour layer had to be
secured and fixed. After testing for effectiveness, a 4%
solution of sturgeon glue was chosen for consolidation,
applied in some places through Japanese paper. To gain
detailed understanding of the artefact, we initially used
optical-physical imagining methods and non-invasive
spectral analytical methods. Detailed photographic
documentation was conducted under diffused daylight
and under lateral raking light. Carefully selected areas
were further photographed in microscopic enlarge-
ment, using a special lens, which makes it possible
to study the layering of overpainting, the type of cra-
quelure in the polychromy, various damages caused by
wood-boring insects, additional interventions into the
wood, and many other forms of damage in the photos.
Then, we proceeded to photographically document the
carving in ultraviolet (UV) and infrared spectrum (IR).
(Fig. 1) UV photos and photos of UV luminescence
provided us with information particularly on the top
colour layers and secondary varnishes. To highlight
the use of different pigments, we used the research
technique of infrared photography (IR) and infrared
reflectography (IRR),” while X-ray radiography was
used to discover changes in the sculpting of the carving
and the condition of the polychromy. (Fig. 2) The pho-
tographs depicting the scope and extent of damage to
colour layers confirmed the assumption of partial pres-
ervation of the bottom layers of the polychromy.® The
X-ray images revealed small nails inserted in the heads
of the Madonna and the Christ Child, which were used
to keep in place the Madonna’s drapery.* (Fig. 3) After
that, in cooperation with Jiii Turek from the Laboratory
of Computer Tomography of the Faculty of Forestry
and Wood Technology of the Czech University of Life
Sciences in Prague, we examined the carving using
computer tomography (CT) to gain detailed knowl-
edge of the inner mass of the wood and its condition.’
One of the fundamental objectives was to gain
detailed understanding of the overpainting and orig-
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Foto: Markéta Pavlikova

Prazkum

NeZ jsme mohli prikrocit k potfebnym prizkumidm,
muselo byt dilo nejprve prevezeno do ozarovaci ko-
mory, kde oSetfenim gama paprsky doslo k zameze-
ni aktivity dfevokaznych skadch.! Zvolili jsme rych-
lejSi variantu oproti dusikové komore, ve které by
muselo byt dilo tfi tydny. Poté byla fezba umisténa
do ateliéru restaurovani dé€l starého uméni Narodni
galerie v Anezském klastere, ve kterém probihala pr-
votni vstupni dokumentace a téz orientacni priizkum
polychromie nedestruktivnimi metodami. Nejprve
musela byt zajiSténa a upevnéna uvolnéna barev-
na vrstva. Po zkou8kach u&innosti materialu byl pro
konsolidaci zvolen 4% roztok vyziny, misty aplikova-
ny pres japonsky papir. Pro podrobné poznani dila
jsme nejprve pouZzili opticko-fyzikalni zobrazovaci
metody a neinvazivni spektralni analytické metody.
Detailni fotografickou dokumentaci jsme provadéli
v rozptyleném dennim svétle a v bo¢nim razantnim
osvétleni. Dikladné vytipované partie jsme dale sni-
mali specialnim objektivem v mikroskopickém zvét-
Seni, coz nam umozZznuje na ziskanych snimcich stu-
dovat vrstveni premaleb, typ krakelaZze polychromie,
rizné destrukce zplsobené drevokaznym hmyzem,
dodate¢né zasahy do hmoty drfeva a mnoha dalsi
poskozeni. Posléze jsme rezbu fotograficky doku-
mentovali v ultrafialovém (UV) a infraderveném
spektru (IR). (obr. 1) UV snimky a snimky UV lumi-
niscence nam prinaseji informace zejména o svrch-
nich barevnych vrstvach a o druhotnych lacich. Pro
zvyraznéni pouziti odlisSnych pigmentl jsme pouZili
prizkumovou techniku infradervené fotografie (IR)
a infradervené reflektografie (IR R).? (obr. 2) RTG
radiografii byly zase zjiStovany modelaéni zmény
dila a stav polychromie. Snimky zachycujici rozsah
a miru poskozeni barevnych vrstev potvrdily pred-
poklad fragmentarniho dochovani spodnich vrstev
polychromie.? V hmoté hlavy Madony i JeZiska jsme
na RTG snimcich nalezli drobné hrebicky, jimiz byla
v minulosti pfipeviiovana draperie, do které byla
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inal layers of the polychromy. To this end, it was
necessary to specify the pigment composition of the
colour and to identify the stratigraphy of all layers and
the organic substances that they contained. For these
reasons, we proceeded to take limited samples for lab-
oratory research.’® A sample of the wood was analysed
and identified as lime (Zilia sp.). Microsamples of the
polychromy identified the original chalk ground layer
with an admixture of aluminosilicates and calcium
sulphate. In lower areas, the chalk layer is supported
with a canvas underlay of a plain-weave with the thread
count of 11 x 11 linen threads per square centimetre. In
the flesh tone areas, the original chalk ground layer
was separated from the polychromy by an organic layer
- a thick glue isolation, which caused the widespread
loosening of the polychromy in the flesh tone areas
from the ground layer. The glue isolation is overlain
with a pink layer containing lead white, vermilion, red
lake, and calcium carbonate. Based on what we learnt,
this layer can be considered to be the original medieval
flesh tone, which is also confirmed by stratigraphic
sondage. This oldest layer of paint is overlain by an
organic layer with traces of dirt, over which another
pink layer is applied, containing lead white, vermilion,
red lake, lead tetroxide, and calcium carbonate. Even
this pink layer of the polychromy is covered by yet
another organic layer with traces of dirt. The organic
layer is overlain by two white layers containing a mix
of lead white and barium sulphate with added chrome
orange and aluminosilicates. It is a newly added surface
finish. On the surface, there is yet another organic layer
and traces of dirt.

In the lower garment of the Madonna, we identi-
fied a metal foil on the chalk ground. This is the orig-
inal silver leaf plating, which is covered with a black
layer of precious metal degradation products. On top
of this is another white chalk layer, overlain with a red
layer based on natural red ochre containing anatase.
On top of this is another reddish organic layer, which is
then overlain again by a red layer based on natural red
ochre containing anatase. In this intermediate layer is
another of the organic layers with traces of dirt that sep-
arate the subsequent layers. The first of these is a white
of a later date based on a mixture of lead white and bar-
ium sulphate with an admixture of chrome orange and
aluminosilicates. On the surface, there is a red layer of
chrome orange and an organic layer with traces of dirt.

On the reverse side of the Madonna’s mantle, we
found silver plating on the chalk ground, in another
part of the sample there is silver leaf with gold in this
layer. Above the organic layer that covers the metal,
there is another chalk layer, overlain with a layer of
enamel with lead white. This layer is covered by a layer
of a later date based on a mixture of lead white, barium
sulphate with an admixture of chrome orange and alu-
minosilicates.

Degraded silver directly on the chalk ground was
also found in the hair of the angel under the feet of the
Madonna. Two layers of finishes made at a later date
are found on this apparently original finish - a chalk
interlayer and a layer of plating with silver leaf with
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Madona odéna.* (obr. 3) Nasledné jsme ve spolu-
praci s pracovnikem Laboratore vypocetni tomogra-
fie Jifim Turkem z Fakulty lesnické a dievarské CZU
v Praze Madonu podrobili vySetfeni pocitacovou to-
mografii (CT) pro detailn€j$i poznani vnitfni hmoty
dreva a jeho stavu.’

Jednim ze zakladnich cild bylo podrobné po-
znani premalbovych a plvodnich vrstev polychro-
mie. Proto bylo nutné upfesnit pigmentové slozeni
barev, identifikovat stratigrafii vSech vrstev a orga-
nické latky v nich obsazené. Z téchto dlvodU jsme
pristoupili k limitovanému odbéru vzorkd pro labo-
ratorni priizkum.® Vzorek dreva byl analyzou identi-
fikovan jako lipa (Tilia sp.). Odebrané mikro vzorky
polychromie ndm urcily plvodni kiidovou podkla-
dovou vrstvu s primési hlinitokifemicitand a siranu
vapenatého. Ve spodnich partiich se pod kfidovou
vrstvou vyskytuje zpeviiujici platéna podlozka s vaz-
bou 11 x 11 nepravidelné upredenych Inénych niti
na 1 cm? V inkarnatech oddélovala ptvodni kiidovy
podklad od polychromie organicka vrstva - silna kli-
hova izolace, ktera zptsobuje rozsahlé uvolnéni po-
lychromie v partiich inkarnatli od podkladu. Na této
klihové izolaci je nanesena rdizova vrstva s obsahem
olovnaté bé&loby, rumélky, cerveného organického
laku a uhli¢itanu vapenatého. Tuto vrstvu mdzeme
na zakladé ziskanych indicii povazovat za pGvodni
stfedovéky inkarnat, coz mimo jiné potvrzuje i stra-
tigrafickd sondaz. Na této nejstarSi vrstvé malby
nasleduje organicka vrstva s necistotami a na ni je
nanesena dalsi riZova vrstva, kterd obsahuje olov-
natou bélobu, rumélku, ¢erveny organicky lak, surik
a uhli¢itan vapenaty. | tato dalsi vrstva polychromie
je opé€t prekryta organickou vrstvou s necistotami.
Na té jsou naneseny dvé bilé vrstvy na bazi smési
olovnaté béloby, siranu barnatého s primési chro-
mové oranze a hlinitokremicitand. Jedna se o novo-
dobou povrchovou Upravu. Na povrchu je opét dalsi
organicka vrstva a necistoty.

Ve spodnim Satu Madony jsme na kFfidovém
podkladu identifikovali kovovou folii. Jedna se o puU-
vodni pokoveni platkovym stfibrem, které je pokry-
té cernou vrstvou degradacnich produktd drahého
kovu. Na nich lezi dalsi bild kfidova vrstva, prekry-
td ¢ervenou vrstvou na bazi pfrirodniho cerveného
okru s obsahem anatasu. Na nf je jind nacervena-
la organicka vrstva, kterou nasledné prekryva opét
cervena vrstva na bazi prirodniho ¢erveného okru
s obsahem anatasu. V této mezivrstvé je dalsi z or-
ganickych vrstev s necistotami, které odd€luji na-
sledné vrstvy. Prvni z nich je novodoba bild na bazi
smési olovnaté béloby, siranu barnatého s primési
chromové oranze a hlinitokrfemicitand. Na povrchu
je pak ¢ervena vrstva chromové oranZe a organicka
vrstva s necistotami.

Na rubu plasté¢ Madony jsme nalezli na kfido-
vém podkladu pokoveni stfibrem, v jiné ¢asti vzorku
se v této vrstvé objevuje platkové stiibro s primési
zlata. Nad organickou vrstvou, ktera kryje kov, se
nachazi dalsi krfidova vrstva, na niz je vrstva smal-
tu s olovnatou bélobou. Tuto vrstvu kryje novodoba
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gold admixture on an ochre ground (mordant). This is
followed by an interlayer of a later date, consisting of
lead white, barium sulphate, and aluminosilicates, over-
lain by an upper grey layer of carbon and bone black
with aluminosilicates.

On the remaining profiles, it was not possible to
capture all the layers of the polychromy. However,
stratigraphic sondage confirmed the original layers
with plating on all parts of the hair. On the face of
the Madonna’s mantle, small probes also revealed
degraded plating in the original layer. However, it
has not yet been confirmed by a laboratory analysis
whether this is silver or silver with gold. According to
the stratigraphy, this layer is overlain by a chalk layer
with gold plating on a red poliment. On top of this is
an interlayer of a later date, consisting of lead white,
barium sulphate, and aluminosilicates. On the surface
is a red-coloured layer (chrome orange, lead white,
barium sulphate), covered by dirt.” To confirm the pres-
ence of the original layers, additional micro-samples
were taken for laboratory analysis from areas where the
original polychromy was confirmed by stratigraphic
sondage. However, during the sondage, we found that
the original polychromy was damaged in places. The
first layer of overpainting, which was applied to the
chalk interlayer, is very fragmentary in many places.
The second (visible) layer of overpainting is entirely
underlain by a layer of lead white with an admixture of
aluminosilicates and barium sulphate, suggesting this
layer can be dated to after the early nineteenth century.
The flesh tones were overlain by coloured layers with-
out the use of chalk interlayers. They are preserved to
almost the same extent in all layers.

The research was also partially aimed at determin-
ing the age of the wood and ideally the location where
it was harvested. The radiocarbon method (*C)® was
used in the laboratory to determine a calibrated age of
the wood sample to between 1220 and 1269 with a 95%
probability.” Given the stylistic premise of the work,
the age of the wood sample would be very far from the
real possibility of using such old wood. After a detailed
examination by the 14C method and consultation with
experts, we arrived at an understanding of the way in
which all the circumstances of the sampling had to be
perceived. Since the wood sample was taken from the
back of the carving in the hollowed-out section, there
was probably a time shift in interpreting the age of the
wood. For accurate determination, the sample should
have been taken as close as possible to the cambial
(underbark) annual ring. However, such a sample was
not available. Moreover, sampling from the outermost
annual ring posed a risk of damaging the visible part
of the artwork. Therefore, we attempted to count the
annual rings by using cross sections of the CT images
and by examining the underside of the carving in raking
light. However, as this is lime wood, which has a very
uneven structure, only a very rough estimate could be
made on our part. We counted up to 4o rings to the
edge of the carving. When the carver works with the
wood, we estimate a loss of material of approximately
20 to 30 annual rings along the edges of the statue.
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vrstva na bazi smési olovnaté béloby, siranu barna-
tého s prfimési chromové oranze a hlinitokfemicita-
na.

Degradované stfibro prfimo na kridovém pod-
kladu jsme nalezli i ve vlasech andé€la pod nohama
Madony. Na této patrné pdvodni povrchové Upra-
v€ se nachazeji dvé vrstvy mladSich Gprav - kfidova
mezivrstva a vrstva pokoveni platkovym stiibrem
s primési zlata na okrovém podkladu (mordant).
Nasleduje novodoba mezivrstva olovnaté béloby,
siranu barnatého a hlinitokiremicitand, kterou pre-
kryva vrchni Seda vrstva uhlikaté a kostni ¢erné s hli-
nitokfemicitany.

Na zbyvajicich ndbrusech se nepodafilo zachy-
tit vSechny vrstvy polychromie. Stratigrafickd son-
daz vsak potvrdila na viech partiich vlast plvodni
vrstvy s pokovenim. Na lici plast¢ Madony jsme
v drobnych sondach v plvodni vrstvé objevili také
degradované pokoveni. Zatim ovSem neni labora-
torné potvrzeno, zda se jedna o stribro ¢i o stfibro
s prfimési zlata. Tuto vrstvu prekryva dle stratigrafie
kfidova vrstva se zlacenim na ¢erveném polimentu.
Na ni je nanesena novodoba kryci mezivrstva olov-
naté béloby, siranu barnatého a hlinitokrfemicitand.
Na povrchu je ¢ervena barevné vrstva (chromova
oranz, olovnata béloba, siran barnaty), kterou kryji
necistoty.” Pro potvrzeni vyskytu originalnich vrstev
jsme odebrali doplnujici mikro vzorky pro laborator-
ni analyzu z mist, kde byla plvodni polychromie po-
tvrzena stratigrafickou sondazi. Pri sondaznim pra-
zkumu jsme vSak zjistili, Ze pdivodni polychromie je
misty poSkozena. Prvni vrstva pfemaleb, ktera byla
aplikovana na krfidovou mezivrstvu, se na mnoha
mistech dochovala velmi fragmentarné. Druha (vi-
ditelnad) vrstva premaleb je celoplosné podloZena
vrstvou olovnaté béloby s primeési hlinitokfemicita-
nd a siranu barnatého, podle kterého je mozné tuto
vrstvu ¢asové zaradit do doby po pocatku 19. stoleti.
Inkarnaty byly prekryvany barevnymi vrstvami bez
pouziti kfidovych mezivrstev. Jsou ve vSech vrstvach
dochovany témér ve stejném rozsahu.

Cast priizkum@ byla zacilena také na zjisténi
stari dreva a idealné€ i lokality, kde bylo vytézeno.
Radiouhlikovou metodou (*C)® bylo v laboratofi ur-
¢eno kalibrované stari vzorku dieva do obdobi mezi
lety 1220 az 1269 s pravdépodobnosti 95 %.° Vzhle-
dem ke stylovému piedpokladu vzniku dila'® by stari
vzorku dreva bylo velmi vzdalené od realné moznos-
ti pouziti takto starého dreva. Po detailnim prozkou-
mani metodou *C a konzultacich s odborniky jsme
dosli k poznéni, jakym zpUsobem je nutné vnimat
viechny okolnosti odbéru vzorku. Jelikoz jsme vzo-
rek dieva odebrali ze zadni strany Fezby ve vydlaba-
né casti, doslo patrné k ¢asovému posunu interpre-
tace stari dreva. Pro spravné urceni by bylo tieba
odebrat vzorek co nejbliZze ke kambialnimu (podkor-
nimu) letokruhu. Ten jsme vsak k dispozici neméli.
Odbér vzorku z nejkrajnéjsiho letokruhu je navic
problematicky, protoze by mohlo dojit k poSkozeni
pohledové ¢asti dila. Proto jsme pomoci pri¢nych
rez( snimkd CT a pozorovanim spodni strany rezby
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This would bring us closer to the timeframe around
1330 to 1340. Examination of the chisel work on the
back suggests that the carver worked with dry wood.
Nevertheless, given this hypothesis, there would still
be a gap of at least 30 years between the felling of the
wood and the carving of the statue. The stored wood
could theoretically have aged for such a long time,
assuming that the trunk was cut into smaller blocks
after felling to prevent the wood from cracking due to
drying. The results of the determination of the age of
the wood will therefore be further examined.

Evolution of the Statue

The above-described research has not only enabled us
to make the necessary diagnosis of the current condition
of the work and its deterioration, but has also provided
us with partial insight into the process of its creation
and its gradual evolution over time. The sculpture was
carved from a single piece of wood. The arrangement of
the two kneeling angels suggests the dimensions of the
original log used by the carver. In particular, the angel
on the right, holding the fidel, is strikingly carved in
a circumscribed form. It is evident that the maker must
have chosen a piece of wood of very high quality and
large dimensions without significant defects. There is
not a single trace of branch growth (knots) anywhere
in the material. The hands of the Madonna and the
Christ Child were carved from separate pieces of wood
and mounted on a pin, which was a common working
procedure. The statue was hollowed out from the back
with a slightly curved, about 3 cm wide tool (tessella-
tion). However, the carver used a poorly sharpened
tool, as almost all of the cuts show chisel damage in at
least three places on the blade. The wood was chiselled
away in large quantity to minimise the total mass of the
statue. In two places, small wooden mouldings cover
the holes in the wood. These defects were probably
caused by working with a chisel from the front. The
way the wood was chiselled off and broken crosswise
suggests that the carver may have indeed worked with
dry wood, as mentioned above. The CT scan helped us
understand the internal structure of the wood. In the
cross-sections, we can closely observe the structure of
the wood. The sculpture was carved outside the centre
of the trunk. The images show the small formations
that have been created in the wood during one period
of growth. On the cross-sections, they appear as small,
light-coloured targets roughly in the middle of the mass
of the wood, irregularly spaced within an annual ring.
In longitudinal sections, they appear as distinct light
ducts. This could be a natural response of the tree to
a sudden environmental event or an attack by a pest."
On examination, it was discovered that the head of the
angel kneeling by the Madonna’s right side was made
from a separate piece of wood. The wood grain direc-
tion of the head is slightly offset from the main mass.
When the head was mounted, it was attached to a small
board of the same type of wood. Since the polychromy
is compact in these areas, we can conclude that this was
the carver’s working method. Images of the Madonna’s
head reveal a peg set into the mass of the wood from
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v razantnim nasvétleni provadéli pokus o secteni le-
tokruhd. Jelikoz se v3ak jedna o lipové drevo, které
ma velmi nerovnomérnou stavbu, mohl byt z nasi
strany proveden jen velmi hruby odhad. Napodcitali
jsme az 40 letokruh( k okraji Fezby. Pri praci rezbare
se drevem odhadujeme Ubytek materidlu priblizné
20 az 30 letokruht podél okraji sousosi. Tim by-
chom se mohli priblizit do let kolem 1330 az 1340.
Podle pozorovani prace s dlatem na zadni strané se
da usuzovat, ze rezbar dilo rezal do suchého dreva.
Presto by pfi této hypotéze stale zbyvalo do vzniku
definitivniho dila nejméné 30 let. Uskladnéné drevo
by teoreticky mohlo zrat tak dlouhou dobu za pred-
pokladu, Ze byl kmen rozifezan po pokaceni do men-
Sich blokd, aby nedochézelo k praskani dreva vlivem
vysychani. Vysledky urceni stari dfeva proto budou
jesté dale zkoumany.

Promény dila

Vyse popisované prizkumy nédm umoZnily nejen
potrebnou diagnostiku aktualniho stavu dila a jeho
poniceni, ale také zC¢asti nazfit prabéh jeho vzniku
a jeho postupné promény v ¢ase. Sousosi bylo vyre-
zano z jednoho kusu dreva. Usporadani fezby obou
klecicich andéld napovida rozméry plvodniho kme-
ne, ze kterého rezbar dilo vytvoril. Pfedevsim andél
vpravo, drzici fidulu, je ndpadné Fezany v ohranice-
né formé. Je evidentni, Ze tvlrce musel vybrat vel-
mi kvalitni a rozmérny korpus dfeva bez vyraznych
defekt. V celé hmoté€ se nevyskytuje jedind stopa
po rlstu vétvi (suky). Ruce Madony a Jeziska byly
vyrezany ze samostatnych kusl dreva a nasazeny
na ¢ep, coz byl béZzny pracovni postup. Zezadu byla
socha vydlabana mirné prohnutym, asi 3 cm Siro-
kym nastrojem (teslici). RezbaF viak pouzil $patné
nabrouseny nastroj, témér na vSech zasecich jsou
totiz nejméné na tfech mistech ostfi patrna posko-
zeni dlata. Drevo je odebrané ve velkém rozsahu
tak, aby celkovy obsah hmoty sochy byl co nejmen-
$i. Na dvou mistech se nachazeji drobné drevéné
vyspravky, které zakryvaji otvory ve drevé. K témto
defektdim ziejmé doslo pfi praci s dlatem z predni
strany. ZpUsob oddlabani dreva a jeho rovné vyla-
movani v pri¢éném sméru naznacuje, zZe rfezbar mohl
pracovat jiz skute¢né se suchym drevem, jak bylo
zminéno vyse v textu. K poznani vnitfni struktury
dreva napomohl prizkum pocitacovou tomogra-
fil. Na pri¢nych rezech mdzeme priabézné sledovat
stavbu dreva. Sousosi bylo vyrfezdno mimo stred
kmene. Na snimcich se zobrazuji drobné uGtvary, kte-
ré byly ve drevé vytvoreny v jednom ¢asovém udobi
rastu. Na pri¢nych rezech se projevuji jako drobné
svetlé terciky zhruba uprostied korpusu v nepravi-
delnych rozestupech v jednom letokruhu. Na podél-
nych Fezech se zobrazuji jako vyrazné svétlé kanalky.
Mohlo by se jednat o pfirozenou reakci stromu na
nenadalou udalost v jeho okoli ¢i o napadeni stro-
mu né&jakym Skidcem.™ PFi prazkumu bylo zjisténo,
Ze hlava andéla kleciciho po pravém boku Madony
je ze samostatného kusu dreva. Smér stavby dreva
hlavy je mirné posunuty oproti korpusu. PFi osazeni
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CT research method, total view, 3D model,
image of structures of the statue’s surface.
Photo: Jifi Turek

Prizkumova metoda CT, celek, 3D model, zdznam
struktury povrchu dila. Foto: Jiri Turek
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CT research method, a) longitudinal
section, detail of the angel on the
left, b) cross section, detail of the
angel on the left, ¢) longitudinal
section, detail, upper part of the
work, wooden peg inserted in the
Virgin Mary’s head, light-coloured
ducts in the middle area, d) cross
section, Virgin Mary’s hand.
Photo: Jifi Turek

Prizkumova metoda CT, a) podélny
rez, detail andéla vlevo, b) pri¢ny rez,
detail andéla vlevo, c) podélny rez,
detail, horni ¢ast dila, v hlavé Panny
Marie zasazeny drevény cep, ve stredni
Casti svétlé kanalky, d) pricny rez, ruka
Panny Marie. Foto: Jifi Turek



above. This peg was usually used for securing the
object into the carving bench. (Fig. 4, 5)

The transformation of the work can be gradually
deduced from the examination of the carving’s mass
and the condition of the wood, as well as from the
changes and layering of the polychromy. The findings
must be compared and contrasted with each other to
create the most accurate representation possible. In
the Middle Ages, the Madonna wore a crown on her
head, carved from the same piece of wood as the entire
statue. The head was undoubtedly covered by a mapho-
rion, which draped over her shoulders. Along her face,
wavy strands of hair protrude from under the veil. The
edges of the veil were decorated with an embossed
border. The dress beneath the cloak was girded under
the chest with a small belt with a buckle and a knot,
similar to the belt of the Madonna on the votive panel
of Jan Ocko of Vlasim. The Virgin Mary holds the
Christ Child with her left hand, while her right hand
probably held an attribute belonging to her, such as an
apple or a sceptre. With the tips of her shoes, the seated
Madonna touches the outstretched wings of the angel
who supports her. On her sides, two angels with musi-
cal instruments kneel on a surface that could represent
clouds. The baby, sitting upright on the Madonna’s left
knee, held by her left hand, originally reached with his
left hand to his mother’s chest, where his palm touched
the right corner of the veil. His left arm was probably
slightly bent. The crossed feet, pointing between the
Virgin Mary’s knees, concealed tiny genitalia.

The colour of the original polychromy has not yet
been fully confirmed. According to small probes and
the results of laboratory analysis, plating was found
directly on the chalk ground in the drapery and hair
parts of all the figures in the group. It has been identi-
fied so far as silver leaf with gold, gold leaf with silver,
and silver leaf. Whether this layer was also covered
by coloured glazes is yet to be confirmed. Some ele-
ments, such as the hems of the dress, the belt, and the
presumed crown of the Madonna, were gilded on red
poliment. Light pink flesh tones completed the small
details in the faces. IR reflectography images revealed
fragments of the Madonna and the Christ Child’s eye-
brows executed with fine brushstrokes.

On the Madonna’s head, we found that the fore-
head was bordered by a straight upper edge from the
traces of preserved fragments of the polychromy along
the edges of the original carving. Based on the dis-
covery of a red layer of poliment and gold under the
original flesh tone, we can assume that the Madonna
originally wore a crown. Along the temples, behind the
richly carved wavy strands of hair, a line of the original
carving runs diagonally downwards, which should be
interpreted as the folds of the veil draping down to the
shoulders, where there are traces left after they were
cut off.

In the first stage of the modifications, the crown
and the veil on the Madonna’s head were removed.
Behind the original strands of hair along the face, the
sides of the head were carved from the wood of the
veil to simulate wavy hair. The top of the Madonna’s
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byla hlava priklizena na desticku ze stejného druhu
dreva. Vzhledem k tomu, Ze polychromie je v téchto
mistech kompaktni, miZeme usuzovat, Ze se jed-
na o pracovni postup rezbare. Na snimcich hlavy
Madony se zobrazil ¢ep vsazeny shora do korpusu
dreva. Tento Cep vétSinou slouzil pro upevnéni do
rezbarské stolice. (obr. 4, 5)

Promény dila mUzeme postupné dedukovat
z prlizkumd hmoty fezby a stavu dreva a také ze
zmén a vrstveni polychromie. Zjisténi je pak nutné
vzajemné komparovat a konfrontovat tak, aby do-
hromady sklddala maximalné pravdivou vypovéd.
Ve stfedovéku méla Madona na hlavé usazenou ko-
runu, ktera byla vyfezana ze stejného korpusu dreva
jako cela socha. Hlavu nepochybné krylo maforium,
které spadalo na jeji ramena. Podél obliceje vystu-
povaly zpod rousky vinici se prameny vlast. Okraje
rousky zdobila reliéfni bordura. Spodni Saty prekry-
té plastém byly pod hrudnikem prepasany drobnym
paskem se sponou a uzlem, ktery je velmi podobny
pasku Madony na votivni desce Jana Ocka z VIasimi.
Panna Marie levou rukou pfidrzuje Jeziska, v pravé
zrejmé drzela atribut ji naleZejici (jablko, Zezlo). Se-
dici Madona se Spickami bot dotykala roztazenych
kridel andéla, ktery ji nadnasel. Na bocich dva an-
délé s hudebnimi nastroji kle¢i na terénu, ktery by
mohl znadzornovat oblaka. Détatko sedici vzprimené
na levém koleni Madony, pfidrzované jeji levou ru-
kou, mélo levou ruku natazenou k hrudniku matky,
kde dlani drzelo pravy cip rousky. Levou pazi mélo
pravdépodobné mirné pokréenou. NozZi¢ky s prekri-
zenymi chodidly sméFujici mezi kolena Panny Marie
skryvaly drobné pfirozeni.

Barevnost plvodni polychromie jesté neni zcela
potvrzena. Podle drobnych sond a vysledkd labora-
torni analyzy bylo nalezeno pokoveni pfimo na kfi-
dovém podkladu v partiich draperii a vlasech viech
postav sousosi. Bylo zatim uréeno jako platkové stFi-
bro s prfimési zlata, platkové zlato s primési stiibra
a platkové stfibro. Zda tuto vrstvu kryly jesté barev-
né lazury, neni zatim potvrzeno. Nékteré prvky jako
lemy Satll, padsek a domnéld koruna Madony byly
zlaceny na cerveny poliment. Svétle rlzové inkar-
naty doplriovaly drobné detaily v oblicejich. Snimky
IR reflektografie odhalily fragmenty oboci Madony
a Jeziska provedené jemnou Stétcovou kresbou.

Na hlavé Madony jsme ze stop dochovanych
fragmentl polychromie podél okraji odrezané pu-
vodni fezby zjistili, Ze ¢elo bylo ohrani¢eno rovnym
hornim okrajem. Podle nalezu ¢ervené vrstvy poli-
mentu a zlata pod plvodnim inkarnatem se moze-
me domnivat, ze Madona méla pdvodné i korunu.
Podél spankd za bohaté rfezanymi vinitymi prameny
vlast se rysuje Sikmo dold linie plvodni rezby, kte-
rou je tfeba interpretovat jako zdhyby rousky, které
klesaly doldi na ramena, kde se nachazeji stopy po
jejich odrezani.

V prvni etap€ Uprav doslo k odstranéni koruny
a rousky na hlavé Madony. Za plvodnimi prameny
vlast podél obliceje byly po stranach hlavy z hmoty
dreva rousky rezbarsky napodobeny zvinéné vlasy.
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Condition before restoration, Madonna’s
head, a) view from the back - shape of the
head after the removal of the maphorion
and crown, marks from a chisel with
defects in the blade, b) strands of hair
carved from the folds of the original
maphorion. Photo: Markéta Pavlikova

Stav pred restaurovanim, hlava Madony,

a) snimek zezadu - tvar hlavy po odfezani
maforia a koruny, stopy dlata s defekty

v ostfi, b) prameny vlast vyrezané ze zahybt
plvodniho maforia. Foto: Markéta Pavlikova

head was left unnaturally arched (the larger amount
of material is further evidence of the existence of the
crown). (Fig. 6) The back of the head has been roughly
chiselled. Above the forehead, a groove was created,
encircling the head, in preparation for a new crown.
Similarly, the curls around the head of the Christ Child
were cut for this purpose. X-ray images reveal small
nails in both heads, which may have been used to attach
the (metal?) crown.

During the first stage of overpainting, the colour
scheme of the statue was radically changed. The more
pronounced ochre flesh tones were applied directly
over the original colour layer. The other parts were
completely overpainted in chalk, including changes
in the shape of the veil and hair of the Madonna and
the Christ Child. The face of the Madonna’s cloak
was coated with gold leaf on light red poliment. On
the reverse of the cloak, enamel blue was applied. The
Madonna’s garment beneath the cloak was painted red.
The golden curls of the angels with headdresses were
replaced with coloured headgear - green, black, and
red. The kneeling angel holding the fidel was dressed
in a pink garment with gilt (on ochre background) and
red painted decoration. The angel holding the quintern
was draped in a grey-green garment with white flowers
painted in impasto. It is not entirely certain whether
the half-figure of the third angel was also holding an
object - a musical instrument, an inscription band, or
a family crest. In this area, part of the carving of the
edge of the ground is missing and the fingers of the
hands are cut off. However, this could be only a change
of the shape due to damaged surface. Parts of the wings
that the angel used to support the Madonna’s feet are
also cut off. The angel’s garment in this layer is sharp
red with a simple hem and decorative sleeve edges. The
hems are mainly visible in IR reflectography. These
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Temeno Madoniny hlavy bylo ponechano nepfiro-
zené vyklenuté (vétSi mnozstvi materialu je dalSim
z doklad( existence koruny). (obr. 6) Zezadu byla
hlava hrubé otesana dlatem. Nad celem byl kolem
hlavy vytvoren Zlabek pro novou korunu. Stejné tak
byly za timto Ucelem na hlavé JeziSka serfezany ka-
dere kolem hlavy. Na RTG snimcich byly na obou
hlavach zobrazeny drobné hrebicky, které mohly
slouZit k upevnéni (kovové?) koruny.

Béhem prvni faze premaleb byla barevnost so-
chy radikadln€ zménéna. Vyraznégjsi okrové inkarnaty
byly naneseny pfimo na pudvodni barevnou vrstvu.
Ostatni partie byly celoplosné prekridovany i s tva-
rovymi Upravami rousky a vlasti Madony s JeZiskem.
Lic plasté Madony byl na svétle Cerveny poliment
pokoven platkovym zlatem. Na rub plasté byla nane-
sena smaltova modr. Spodni Sat Madony byl natren
na cerveno. Zlaté kadere andéll s celenkami byly
zménény na barevné pokryvky hlavy - zelenou, cer-
nou a ¢ervenou. Klecici and€l drzici fidulu mél Saty
rlzové se zlacenymi (na okrovém podkladu) a cer-
venymi malovanymi dekory. Andél drzici kviternu byl
zahalen do Sedozelenych Satl s pastézn€ malovany-
mi bilymi kvéty. Neni zcela jisté, zda polopostava
tretiho andéla v rukou drzela také néjaky predmét -
hudebni nastroj, napisovou pasku nebo rodovy erb.
V této partii chybi ¢ast rezby okraje terénu a prsty
rukou jsou prerezany. Mohlo v3ak jit pouze o tvaro-
vou zménu poskozeného povrchu. Odrezané jsou
i ¢asti kridel, kterymi andé€l podpiral nohy Madony.
Saty andéla jsou v této vrstvé ostie Cervené s jed-
noduchym lemovanim a ozdobnymi okraji rukavd.
Lemovani je viditelné hlavné na IR reflektografii.
Tyto zmény mohly byt nejdfive provedeny po roce
1540, od kdy byla pouzivana smaltova modr, ktera
se naléza i na odrezanych ploskach peruti. V terénu

/122 /



77/
Gradual removal of overpainting, pedestal, flower decoration

uncovered in the first layer of overpainting. Photo: Markéta Pavlikova

Postupné snimani premaleb, podstavec, kvétinovy dekor odkryty v prvni

vrstvé premaleb. Foto: Markéta Pavlikova

8/~>

Gradual removal of overpainting, detail, the Christ Child, right hand
filled in with sawdust in the last stage of overpainting. Photo: Markéta

Pavlikova

Postupné snimani premaleb, detail, JeziSek, prava ruka doplnéna z pilinové

hmoty pfi posledni etap€ premaleb. Foto: Markéta Pavlikova

modifications could not have been made before 1540,
when enamel blue, which is also present on the cut-off
wings, started to be used. Small plants with white and
red flowers, painted on a green background, were also
revealed on the ground. (Fig. 7)

In the second stage of the modifications, the posi-
tions of the Christ Child’s limbs and the Madonna’s
right hand were changed. The gradual removal of the
upper overpainting layer revealed that the right hand
of the Christ Child had been removed along with part
of the raised shoulder. The palm of the hand holding
the veil had been chiseled off on the Madonna’s chest.
The sculpted part of the corner of the veil was roughly
chipped off from the wooden mass. The CT scan of the
longitudinal section through the body of the Christ
Child shows the peg for the original raised hand. The
new hand was modelled from chalk glue filled with
sawdust. (Fig. 8)

Currently, the Madonna’s right hand, as well as
both hands and wrists of the Christ Child and the foot
of the left leg are missing. Fragments of sawdust were
found on the exposed wood where the missing limbs
of the Christ Child should be. It can be assumed that
these parts were also modelled later. A wooden thorn
was inserted into the putty that formed the end of the
sleeve of the Madonna’s right arm. The non-original
modelled arm was probably also attached to it. The
CT scans of the longitudinal and transverse sections
show in detail the masses modelled later and the origi-
nal placing of the hands on the pegs. The carving was
mechanically damaged in many places. A large defect
on the Madonna’s chest was partially covered by over-
painting directly onto the damaged wood, with part of
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byly odkryty drobné rostliny s bilymi a ¢ervenymi
kvéty, namalované na zeleném podkladu. (obr. 7)

V druhé etapé Uprav doslo ke zméné poloh
koncetin JeziSka a pravé ruky Madony. Postupnym
snimanim horni premalbové vrstvy bylo zjiténo, Ze
prava rucic¢ka Jeziska byla odstranéna i s ¢asti zdvi-
zeného ramene. Dlan ruci¢ky drzici rousku byla na
hrudniku Madony odrezana dlatem. Plasticky vystu-
pujici ¢ast cipu rousky byla poté hrubé odstipana
od drevéného korpusu. Na CT snimku podélného
rezu télickem JeziSka je viditelny ¢ep pro nasazeni
plvodni zdvizené rucky Jeziska. Nova rucicka byla
domodelovana z kiidoklihové hmoty pIné€né pilina-
mi. (obr. 8)

V soucasnosti chybi prava ruka Madony, obé
ruce JeziSka od predlokti a chodidlo levé nozicky.
Na odhaleném drevé chybéjicich koncetin JezisSka
byly nalezeny fragmenty pilinové hmoty. Lze se
domnivat, Ze tyto partie byly také domodelovany.
Do tmelu, ktery tvoril zakonéeni rukavu pravé paze
Madony, byl vsazen drevény trn. Na ném byla prav-
dépodobné upevnéna také neplvodni vymodelova-
néa ruka. Na CT snimcich podélnych i pri¢nych rezi
byly detailné zobrazeny domodelované hmoty i pG-
vodni usazeni rukou na ¢epy. Rezba byla na mno-
ha mistech mechanicky poskozena. Velky defekt
na hrudi Madony byl ¢aste¢né prekryt premalbou
primo na poskozené dievo. Cast defektu byla pone-
chana viditelna. Neni zcela jasné, pro¢ nebyl defekt
zakryt. Kryla jej zfejmé druhotna rucicka JeziSka
s atributem. Naskytuje se jeSt€ jedna varianta, ke
které jsme dospéli v pribéhu prizkumu. Na rame-
nou Madony jsou zapustény drobné hrebicky, které
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Gradual removal of
overpainting, detail,
Virgin Mary’s head,

a) before restoration,

b) sondage, c) gradual
removal of the top layer of
overpainting, d) first layer
of overpainting removed.
Photo: Markéta Pavlikova

Postupné snimani premaleb,
detail, hlava Panny Marie,
a) pred restaurovanim,

b) sondaz, c) postupné
snimani vrchni vrstvy
premaleb, d) odkryta prvni
vrstva premaleb. Foto:
Markéta Pavlikova



the defect left visible. It is not entirely clear why the
defect was not covered. It was probably covered by the
secondary hand of the Christ Child, holding an attri-
bute. There is one more possibility, which we came to
consider in the course of our research. There are small
nails embedded in the Madonna’s shoulders, which
were probably used to attach a garment in which the
statue could have been dressed. The hand of the Christ
Child prevented the statue from being covered, so it
was removed and replaced by another.

The top layer of overpainting covering the entire
surface dates from the early nineteenth century at the
earliest. The dating is determined by the presence of
barium sulphate, contained in the white interlayer cov-
ering the entire surface beneath the existing paintwork,
and the use of other pigments of a later date such as
chrome yellow.” Both the Virgin Mary and the Christ
Child have dark brown hair. The dominant feature is
the red face of the cloak with the reverse side painted
in Prussian blue. The sharp yellow shoulder drape is
a remnant of the Virgin Mary’s veil. Beneath the cloak,
the dress on the chest is dark green with a yellow belt.
The drapery below the Madonna’s knees varied in
colour without the logic of the folding. The angels’
garments were painted blue and green, their brown hair
covered by yellow caps. Over the centuries, the bow
that held the fidel-playing angel has been lost.

Restoration
Based on the research findings, we consulted the con-
cept of the restoration intervention with a broader
group of experts. Both restorers and art historians
participated in the discussions. The procedures for
removing the overpainting layers and the removal of
non-original additions were discussed by those present.
The restoration plan included the removal of the over-
painting layers, layer by layer. At the same time, we sug-
gested the extent of removal of later additions. Some of
them completely changed the composition and quality
of the work. Numerous exit holes from wood-boring
insects are found in the back. At the bottom along the
edge of the carving, the wood is mechanically damaged
and there are noticeable wormholes and wood degrada-
tion. The wood will need to be petrified in some areas.
We performed fixing tests on the loose polychromy.
We tested gelatine solution and sturgeon glue of dif-
ferent concentrations, aqueous dispersions of acrylic
copolymer Medium for consolidation (Lascaux com-
pany). We chose a 4% solution of sturgeon glue for
its viscosity and subsequent adhesion of the loosed
polychromy. After drying, it did not cause darkening or
highlighting of the colour layer. In places, the loosened
colour layer was consolidated through Japanese paper
that formed a temporary facing. We could then safely
inject the loose layer and use a slightly tempered heat
spatula and small paperweights to fix the polychromy.
The areas with flesh tones are loose throughout. In
these areas, fixation must be carried out gradually
during the process of removing the overpainting layers.
The solubility of the top overpainting layer was
determined by a series of tests. Using a solvent series,

/ 125/

zfejmé slouzily k pripevnéni Satu, do kterého mohla
byt socha odivana. Ruci¢ka Jeziska branila v zaha-
lovani sochy, proto byla odstranéna a nahrazena
jinou.

Vrchni celoplodna vrstva premalby pochazi nej-
drive z pocatku 19. stoleti, coz je limitovano vysky-
tem siranu barnatého, obsazeného v celoplo$né bilé
mezivrstvé pod stavajici barevnou Gpravou, a pouzi-
tim dalSich novodobych pigmentd, jako je napriklad
chromova Zlut.'* Panna Marie i Jezisek maji tmavé
hnédé vlasy. Dominantni je erveny lic plasté s ru-
bovou stranou pojednanou pruskou modri. Ostre
Zluty prehoz ramen je pozlstatkem rousky Panny
Marie. Spodni Saty na hrudniku jsou temné zelené
se zlutym paskem. Draperie pod koleny Madony se
barevné proménovaly bez logiky zdhybového systé-
mu. And€lim byly namalovany modré a zelené saty,
hnédé vlasy kryly Zluté cepicky. V pribéhu staleti se
ztratil smycec, ktery drZel andél hrajici na fidulu.

Restaurovani

Na zakladé poznatkd prizkumu jsme konzultovali
koncepci restauratorského zasahu s SirSim plénem
odbornikl. Jednani se Gcastnili restauratofi i histori-
ci uméni. Pritomnymi byly diskutovany postupy sni-
mani premalbovych vrstev i odejmuti neptvodnich
doplikd. Restauratorsky zdmér zahrnoval zplsob
snimani prfemalbovych vrstev po jednotlivych vrst-
vach. Zaroven s tim jsme navrhli i rozsah sejmuti
pozdéjsich doplnkl. Nékteré zcela ménily kompozi-
ci i kvalitu dila. Ze zadni strany se uplatfiuji ¢etné vy-
letové otvory od drevokazného hmyzu. V dolni ¢asti
podél okraje rezby je dfevo mechanicky poSkozené
a jsou tam znatelné chodbicky od cervotoce a de-
gradace drevni hmoty. Drevo bude nutné lokalné
petrifikovat.

Provedli jsme zkousky upeviovani uvolnéné po-
lychromie. Zkouseli jsme Zelatinovy roztok a vyzinu
rizné koncentrace, vodné disperze akrylového ko-
polymeru Medium pro konsolidaci (firma Lascaux).
Zvolili jsme 4% roztok vyziny, pro jeji viskozitu
a naslednou pfilnavost uvolnéné polychromie. Po
vyschnuti nezplsobovala ztmavnuti ¢i zvyraznéni
barevné vrstvy. Misty byla uvolnéna barevna vrstva
konsolidovana pres japonsky papir, ktery vytvofil
docasny prelep. Mohli jsme pak bez obav injekto-
vat uvoln€nou vrstvu a pomoci mirn€ temperované
tepelné Spachtle a drobnych tézitek polychromii fi-
xovat. Partie s inkarnaty jsou celoplo$né uvolnéné.
V téchto mistech musime provadét fixaz pribézné
pfi procesu snimani pfemalbovych vrstev.

Rozpustnost horni premalbové vrstvy jsme zjis-
tovali sérii testd. Za pouziti rozpoustédlové rady
jsme dospéli k jednotlivym kompozicim rozpous-
tédel zahusténych v gelu. Tyto vysledky nebyly pfi-
li§ uspokojivé. Zvolili jsme proto variantu tuhého
gelu. Agarové platky gelu pozvolna namékcuji vrst-
vu premalby i s podkladovou mezivrstvou na bazi
smési olovnaté béloby, siranu barnatého s primési
chromové oranze a hlinitokifemicitani. Takto na-
mékéenou vrstvu lze snadno sejmout Cepeli o¢niho
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we arrived at individual solvent compositions thickened
in gel form. These results were not very satisfactory.
We therefore opted for rigid gel. The agar slices of
the gel gradually soften the overpainting layer and the
underlying interlayer consisting of a mixture of lead
white, barium sulphate with an admixture of chrome
orange and aluminosilicates. Such a softened layer can
be easily removed with an eye scalpel blade or vari-
ously shaped dental hygiene instruments. Any work is
carried out using a head magnifier or binocular micro-
scope. In this way, the layers of the top overpainting
are separated in great detail. The highly valued patina
layer also remains on the exposed layer. The choice of
appropriate tools is very important to the process. The
ultrasonic scalpel is very useful in the fine folds in the
Virgin Mary’s hair. To remove inappropriate additions,
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Gradual removal of overpainting,
total view. Photo: Jakub
Precechtél

Postupné snimani premaleb, celek.
Foto: Jakub Precechtél

skalpelu nebo rlizné€ tvarovanymi néstroji pro zubni
hygienu. Jakékoliv prace provadime pomoci hlavové
lupy ¢i binokularniho mikroskopu. Timto zpUsobem
se velmi detailn€ odseparuji vrstvy horni prfemalby.
Na odkryvané vrstvé zlistava i cenéna vrstva patiny.
Volba vhodnych nastroji je pri praci velmi ddleZita.
V partiich jemnych zahyb0 ve vlasech Panny Marie
se osvédcil ultrazvukovy skalpel. (obr. 9) Pro od-
stranéni nevhodnych doplikd jsme na rukavu Ma-
doniny pravé ruky zvolily opatrné postupné namek-
¢ovani pilinoklihové hmoty agarovym gelem, ktery
jsme na odstranovanou partii nanesli Sté€tcem jesté
teply. Tim bylo docileno rovhomé&rného namekéeni
neplvodni modela¢ni hmoty a bylo mozné ji opatr-
né skalpelem ztencovat. Odkryli jsme cast dochova-
ného okraje rukavu a otevrel se plvodni vydlabany

/126 /



we chose to carefully and gradually soften the sawdust
and glue mass on the sleeve of the Madonna’s right
arm with agar gel, which we applied with a brush while
still warm to the area to be removed. This achieved
an even softening of the non-original modelling mass
and allowed it to be carefully thinned with a scalpel.
(Fig. 9) We uncovered a part of the preserved sleeve
edge and opened the original hollowed-out space for
the insertion of the hand with a small hole drilled for
a wooden pin.

At the time of the article deadline, the restoration
is in the stage of removing the top layer of overpainting
and removing unsuitable additions. Meanwhile, we are
waiting for a more detailed analysis of the binders and
analysis of the bottom preserved layers. Before the next
plenary meeting of experts is convened, we will con-
tinue with the research of the polychromy using small
probes in the exposed overpainting layer. We will also
take control X-rays to help us refine our understand-
ing of the extent of preservation of the bottom layers.
(Fig. 10) Only after a proper evaluation of the findings
will it be possible to specify and propose a further
course of action, including a restoration concept for the
presentation of the statue in the gallery.

Conclusion

Sondage-based research methods confirmed at the
beginning of the restoration work that the Madonna
is a medieval work of art. The gradual removal of
the non-original layers reveals a carving of first-rate
quality, which will be supported by the polychromy,
which, while only partially preserved, is still of a very
high-quality, in combination with the use of rare metals.
For a deeper understanding of the origins of the statue,
we prefer to also examine the artefacts associated with
the Madonna of Havras.

This article was published with support from a Grant for the
Long-Term Conceptual Development of a Research Organisation of
the Ministry of Culture of the Czech Republic.
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prostor pro vsazeni ruky s vyvrtanym drobnym otvo-
rem na drevény cep.

Restaurovani je v dobé& uzavérky ¢lanku ve fazi
sejmuti horni vrstvy prfemalby a odstranéni nevhod-
nych doplikl. Zatim cekdme na upresnéni analyzy
pojidel a rozboru spodnich dochovanych vrstev.
(obr. 10) Pred svolanim dalSiho pléna odborniki
rozsirfime prizkum polychromie o drobné sondy
v odhalené premalbové vrstvé. Provedeme i kont-
rolni RTG snimky, které by ndm pomohly zpresnit
poznani o rozsahu dochovani spodnich vrstev. Te-
prve po nalezitém vyhodnoceni zjist€ni bude mozné
upresnit a navrhnout dalsi postup praci, véetné re-
stauratorské koncepce prezentace dila v galerii.

Zaveér

Prizkumové metody spolu se sondazi jiz na zacatku
restauratorskych praci potvrdily, Ze se jedna o stre-
dovéké dilo. Postupnym snimanim neplvodnich vrs-
tev se odkryva prvotridni kvalitni Fezba, ktera bude
podporena sice fragmentdrné dochovanou, presto
velmi kvalitni polychromii v kombinaci s pouzitim
vzacnych kovl. Pro hlubsi poznani vzniku dila prefe-
rujeme i prizkum dél, ktera jsou davana do souvis-
losti s Madonou z Havrané.

Clének vznikl na zdkladé instituciondini pod-
pory dlouhodobého koncepcniho rozvoje vyzkumné
organizace poskytované Ministerstvem kultury CR.
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Notes
1
u Prahy; Wood conservation by disinsection - this method

Radiation chamber, Stfedoc¢eské muzeum in Roztoky

uses biocide effects of ionising radiation, emitted by
radioactive isotope of cobalt.

2 IR photography - altered Canon EOS 200D camera with
a Hoya infrared R 72 filter, IRR - Osiris camera.

3 Visual record under visible diffused light and lateral
bright light - camera: Canon EOS 6 D lens: Canon

Makro EF 100/1:2,8 USM, Canon Macro MP-E 65/2,8
Macro, light: Fomei LED WIFI-160F Fresnel; ultraviolet
luminescence - camera: Canon EOS 6 D, lens: Canon
Makro EF 100/1:2,8 USM, light: Rael UV LED Flood Light,
wavelength 365 nm; X-ray photography - recording on
digital foils, digital scanner CR 35 NDT, exposition: 50 kV,

2 mA, 55 s, distance 250 cm. To connect 6 X-rays, Photoshop
CC 2020 was used.

4 X-ray radiography - recording on digital foils, digital
scanner CR 35 NDT, exposition: 50 kV, 2 mA, 55 s, distance
250 cm. To connect 6 X-rays, Photoshop CC 2020 was used.
5 The object is inserted into the device, where a ring of
X-ray tubes and detectors rotates around it in a circular path.
The braking radiation, emitted at the anode of the X-ray
tube, passes through the object under examination and the
intensity of the incident radiation (which is always less than
the intensity emitted) is recorded after it has passed through
the object. The object under examination is illuminated
successively from many angles within a single plane, yielding
several hundred projections. The powerful computer,

which is an integral part of the tomograph, is tasked with
reconstructing a plane section through the examined object.
If the scanned layers are sufficiently thin, the computer can
create a section of the entire object in any orientation or

a 3D model.

6 See Radka Sefcii and Vaclava Antuskova, Laboratory
Report no. 22/48, Chemical-Technological Laboratory,
National Gallery in Prague, 2023.

7 See note 6.

8 Principle of “C dating - Radiocarbon dating is based on
the assumption of a known baseline activity (concentration)
of C in environmental constituents. During sample
formation (growth of organisms, deposition of sediment,
precipitation of carbonates, dissolution of CO, in water),
carbon is taken up from the surrounding environment.

The activity of *C is approximately the same in the air

and in the tissues of living plants and animals. In living
organisms, the content of radioactive carbon is maintained
at a stable level by natural metabolism until they die.

Since the interruption of uptake from the environment

(e.g. death of the organism, deposition of organic matter in
the sediment), the "C activity in the sample decreases only
due to radioactive transformation. From the known initial
"C activity and the residual activity in the sample, the time
elapsed since the interruption of carbon exchange with the
environment can be determined. The result of the laboratory
analysis of carbon-14 is the Conventional Radiocarbon Age
and its uncertainty, which is a special way of expressing the
“C activity in the sample in years BP (Before Present). The
conventional radiocarbon age is referenced to a reference
date of 1950 and corrected for isotopic fractionation.
www.ujf.cas.cz/cs/, accessed on 28 Nov 2023.
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Poznamky
1
u Prahy; Konzervace dreva dezinsekci - tato metoda

Radiaéni komora, Stredoc¢eské muzeum v Roztokach

vyuZziva biocidnich G¢inkd ionizujiciho zareni,

emitovaného radioaktivnim izotopem kobaltu.
2
s filtrem Hoya infrared R 72, IRR - kamera Osiris.

IR fotografie - upraveny fotoaparat Canon EOS 200D,

3 Obrazovy zdznam ve viditeIném rozptyleném

a bo¢nim razantnim osvétleni - fotoaparat: Canon

EOS 6 D, objektiv: Canon Makro EF 100/1:2,8 USM,
Canon Macro MP-E 65/2,8 Macro, osvétleni: Fomei

LED WIFI-160F Fresnel; ultrafialova luminiscence -
fotoaparat: Canon EOS 6 D, objektiv: Canon Makro

EF 100/1:2,8 USM, osvétleni: Rael UV LED Flood Light,
vinova délka 365 nm; rentgenografie - zdznam na digitalni
folie, digitalni scanner CR 35 NDT, expozice: 50 kV, 2 mA,
55 s, vzdalenost 250 cm. Pri spojovani 6 RTG snimkd byl
pouZzivan graficky program Photoshop CC 2020.

4 Rentgenografie - zdznam na digitalni folie, digitalni
scanner CR 35 NDT, expozice: 50 kV, 2 mA, 55 s,
vzdalenost 250 cm. PFi spojovani 6 RTG snimka byl
pouZivan graficky program Photoshop CC 2020.

5 Obijekt je zasunut do pfristroje, kde kolem néj po
kruhové draze rotuje prstenec slozeny z rentgenky

a detektord. Brzdné zareni, které je emitovano na anodé
rentgenky, prochazi zkoumanym objektem a po dopadu
na detektor je zaznamenana intenzita dopadajiciho zareni
(ktera je po prichodu objektem vzdy mensi neZ intenzita
vyzéarena). Zkoumany objekt je prozaren postupné

z mnoha Ghld v jedné roviné, ¢imz zpravidla ziskame
nékolik set projekci. Ukolem vykonného poditace, ktery
je nedilnou soucasti tomografu, je zrekonstruovat plosny
rez vySetfovanym objektem. Pokud jsou nasnimané vrstvy
dostatecné€ tenké, dokaze pocitac vytvorit Fez celym
objektem v libovolné orientované roviné nebo 3D model.
6 Viz Radka Sefct - Vaclava Antugkova, Laboratorni
zpréva ¢. 22/48, Chemicko-technologicka laborator
Narodni galerie v Praze, 2023.

7 Viz pozn. 6.

8 Princip "C datovani - Radiouhlikové datovani vychazi
z pFedpokladu znamé vychozi aktivity (koncentrace) **C
ve slozkach zivotniho prostredi. V pribéhu formovani
vzorku (rdst organismd, ukladani sedimentu, srazeni
karbonatd, rozpousténi CO, ve vodé) dochazi k prijmu
uhliku z okolniho prostfedi. Aktivita *C je v ovzdusi

i tkanich Zivych rostlin a Zivocichl priblizné stejna.
prirozenou latkovou vyménou udrzovan na stabilni Grovni
az do okamziku jejich odumreni. Od preruseni prijmu

z okoli (napt. smrt organismu, ulozZeni organickych latek
v sedimentu) klesa aktivita *C ve vzorku pouze vlivem
radioaktivni pfemény. Ze znamé vychozi aktivity *C

a zbytkové aktivity ve vzorku lze stanovit dobu, ktera
uplynula od preruseni vymény uhliku s okolnim
prostiedim. Vysledkem laboratorni analyzy uhliku 14

je konvenéni radiouhlikové stari a jeho nejistota, coz

je specialni zptsob vyjadfovani aktivity *C ve vzorku
uvadény v letech BP (Before Present). Konvenéni
radiouhlikové stari je vztaZzeno k referenénimu datu

1950 a je opraveno na izotopickou frakcionaci.
www.ujf.cas.cz/cs/, vyhledano 28. 11. 2023.
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9 Ivo Svétlik, CRL Dating Protocol 22_1079, CRL
Radiocarbon Dating Results, 2022.

10 Cf. Michaela Ottova’s paper in this issue.

11 Veronika Skarpové, “Disturbance a zména klimatu
vepsand do letokruhti - kvantitativni analyza bunéénych
parametrd dfevin” (Bachelor’s thesis, Tomas Bata University
in Zlin, 2020), p. 17, 1.4.5 Traumatic Resin Ducts.

12 See Sefcti and Antuskova (note 6), p. 187, 7. Dating of
pigments: Enamel - after 1540.

13 See ibid., p. 187, 7. Dating of pigments: Barium sulphate
(barium white) - synthetic barium sulphate used since the
early nineteenth century.
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9 Ivo Svétlik, CRL datovaci protokol 22_.1079, Vysledky
radiouhlikového datovani CRL, 2022.

10 K tomu srov. text Michaely Ottové v tomto Cisle.

11 Veronika Skarpova, Disturbance a zména klimatu
vepsand do letokruhd - kvantitativni analyza bunécnych
parametrd drevin, bakalarska prace, Fakulta logistiky

a krizového fizeni, Univerzita Tomase Bati ve Zlinég,

Zlin 2020, s. 17, 1.4.5 Traumatické pryskyri¢né kanalky.
12  Viz Sefcti-Antuskova (pozn. 6), s. 187, 7. Datace
pigmentd: Smalt - po roce 1540.

13 Viz ibidem, s. 187, 7. Datace pigment(: Siran
barnaty (barytova béloba) - synteticky siran barnaty
pouzivan od pocatku 19. stoleti.
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Abstract

The paper is dedicated to the extended restoration
research of the newly found statue of the Madonna of
Hauvran. It describes the various imaging methods used
for the research and the results they produced. The
statue was photographically documented under visible
light, raking light, ultraviolet luminescence, and with
infrared reflectography. The methods of UV and IR
photography were used and converted to false colours
using Adobe Photoshop. These methods were used
to document the existing condition of the work. The
X-ray radiography research was extended by examining
the artefact with the CT scan, which provided detailed
information on the inner structure of the statue. The
analyses carried out have confirmed that the Madonna
of Havrart was made from a single piece of wood. Only
the head of the angel playing the quintern was slightly
tilted by the woodcarver and supported by a wedge.
Laboratory analysis determined the material composi-
tion of the polychromy. Based on the presence of pig-
ments, it was possible to date separate layers to the time
of their making. The bottom layer of the polychromy
has the original chalk ground, where metal foils of sil-
ver and gold were found in the areas of garments and
hair. The next part of the paper describes the actual
process of restoration, which confirmed the results of
the previous research. For now, the top overpainting
layer is being removed, for the first stage of the full-
scale treatment.

Translated by Martina Neradovd

BULLETIN NGP XXXII1/2023

Anotace

Prispévek se vénuje rozSifenému restaurator-
skému prizkumu nové objevené sochy Madony
z Havrané. V textu jsou popsany jednotlivé zobrazo-
vaci metody, které byly pri prizkumu pouzity, spolu
s vysledky, jez prinesly. Socha byla fotograficky
dokumentovana ve viditelném svétle, v razantnim
osvétleni, v ultrafialové luminiscenci a infracervenou
reflektografii. Byly pouzity metody UV a IR fotografie,
které byly za pouZziti programu Adobe Photoshop
prevedeny do falesné barevnosti. Témito metoda-
mi byl zdokumentovan stavajici stav dila. Prizkum
rentgenovou radiografii byl rozsifen zkoumanim dila
pocitacovou tomografii, ktera nam poskytla podrob-
né informace o vnitfni stavbé dila. Provedené analy-
zy prokazaly, ze Madona z Havrané byla vytvorena
z jednoho kusu dfeva. Jen hlava andé€la hrajiciho na
kviternu byla fezbarem mirné€ vyklonéna a podloZena
klinem. Laboratorni analyzou bylo uréeno materialo-
vé sloZeni polychromie. Podle vyskytu pigment( bylo
mozné jednotlivé vrstvy pfifadit do doby jejich vzni-
ku. Ve spodni vrstvé polychromie je ptvodni kridovy
podklad, na kterém byly v partiich odév( a vlasti nale-
zeny kovové folie stribra a zlata. Dalsi ¢ast prispévku
popisuje vlastni pribéh restaurovani, ktery potvrdil
vysledky predchoziho prizkumu. Prozatim je sniméa-
na vrchni premalbova vrstva, na prvni fazi celoplos-
nych Uprav.
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Historical and Cultural

Context of the Discovery
of the Madonna of Havrar

LENKA STOLAROVA

crowned Madonna with the Christ Child, who

plays with his mother’s veil at the moment of the
Madonna’s ascension to heaven with the help of angels,
has become part of the collection of the National Gallery
in Prague after the initial in situ research conducted at
a private owner’s location in north-west Bohemia.
Along with restoration and art historical research, the
provenance of this extraordinary artefact was exam-
ined. The starting point was the village of Moravéves,
where the last owners of the carving resided. The family
and local history was disrupted by the events of World
War II and the displacement of the original German
population.! According to archival sources, these major
landholders were actively engaged in the social life
of the parish community at St Lawrence Church in
Havran for generations.?

The provenance of the rare carving, dated to
the 1360s-1370s, remains something of an enigma.
Moravéves has belonged to the parish of Havran,
with St Lawrence Church first mentioned as early as
1337 and again in 1352.> A building of some historical

_|_he unique carving depicting the originally

/1317

Historické a kulturni souvislosti
nalezu Madony z Havrané

vanou Madonu s Jeziskem, ktery si pohrava

s matcinou rouskou ve chvili, kdy je Madona
andély vynasena na nebesa, se po prvotnich pri-
zkumech in situ u soukromého majitele v severo-
zapadnich Cechach stala sougasti kolekce Narodni
galerie v Praze. Spolu s restauratorskym a umélec-
kohistorickym vyzkumem poté zapocaly i prace na
urceni provenience tohoto mimoradného artefaktu.
Vychodiskem se stala obec Moravéves, kde sidlili

| edinecné rezba zachycujici plvodné koruno-
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1/ ¢

The Assumption of the Virgin Mary, 18th century, State Regional Archives
Litomérice, State District Archives Most, NAD 207 District National
Committee Most, Department of Church Secretary, Havrai - Church of
St Lawrence, rectory: inventory - list including photo documentation,
unprocessed collection

Panna Marie Assumpta, 18. stoleti, Statni oblastni archiv v LitoméFicich,

Statni okresni archiv Most, NAD 207 Okresni narodni vybor Most, Odbor
cirkevniho tajemnika, Havran - kostel sv. Vavrince, fara: inventar - soupis véetné
fotodokumentace, nezpracovany fond

2/

Detailed inventory of the church and rectory in Havran from 1824, State
Regional Archives Litomérice, State District Archives Most, NAD 127 Archives
of the City of Most, inv. no. 2948

Detail inventare kostela a fary v Havrani z roku 1824, Statni oblastni archiv
v LitoméFicich, Statni okresni archiv Most, NAD 127 Archiv mésta Most, inv. &. 2948

significance, the church presented itself as a natural
connection with the place where Madonna of Havran was
discovered. From the original gothic church, only the
southern portal of the nave survived, with the consoles
with traceries, built in the first third of the fourteenth
century; the window traceries, the mensa, and the gable
portal of the spire are from the late Gothic period.
However, the preserved inventories from 1704, 1705,
1724, 1824, 1846, 1935, 1944, 1950, 1974, and 1980 pro-
vide the list of furnishings of the church and parish.’
(Fig. 1) The relatively detailed descriptions of both
movable and immovable assets confirm the existence of
the images of B[eata] V[irgo] M[aria] Statua inter rosarium®
and Mater Dolorosa in 1704"; in the nineteenth century,
one of the side altars was dedicated to the Virgin Mary,
an entry in the 1824 inventory mentions its poor condi-
tion.® (Fig. 2) The thorough formal and iconographic
analysis by Michaela Ottova proves the connection
of Madonna of Havrari with the commissioning circle’
directly linked to the imperial court.

Historical sources related to the church in Havran
suggest potential commissioners of the statue, but not
very convincingly.! The fact that Albert of Colditz
funded two masses by the altar of St Mary Magdalene
in Teplice with a contribution of four schock of gro-
schen from the estates in Havran, mentioned in the
documents, confirms the ties of the Lords of Colditz
to the region." The members of this family played an
important role in the power politics of the Lands of
the Bohemian Crown in the fourteenth and fifteenth
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posledni vlastnici této fezby. Rodinnou i lokalni his-
torii zpretrhaly udalosti druhé svétové valky a odsun
pavodniho némeckého obyvatelstva.! Dle archivnich
pramenl se tito drzitelé rozsahlého hospodarstvi
aktivné angazovali ve spolecenském déni farni ko-
munity pfi kostele sv. Vavfince v Havrani, a to po
celou fadu generaci.?

Plvod unikatni rezby pochéazejici z Sedesatych
az sedmdesatych let 14. stoleti je ponékud enigma-
ticky. Moravéves sama spadala a dosud spada pod
farnost v Havrani, kde se pfipomina zminény farni
kostel sv. Vavfince jiZz roku 1337 a dale pak v roce
1352.2 Na svou dobu vyznamna stavba se nabize-
la jako pFirozené pojitko s mistem objevu Madony
z Havrané. Z puavodniho gotického kostela se do-
choval jizni portal lodi a konzoly s kruzbami, které
vznikly jiz v prvni tfetiné 14. stoleti, pozdné gotic-
ké jsou pak okenni kruzby, menza a sedlovy portal
véZe. O vybaveni kostela a fary ovsem referuji do-
chované inventafe z let 1704, 1705, 1724, 1824,*
1846, 1935, 1944, 1950, 1974 a 1980.° (obr. 1)
Pomérné podrobné popisy movitého i nemovitého
majetku dokladaji zobrazeni B[eata] V[irgo] M[a-
ria] Statua inter rosarium® a Mater Dolorosa v roce
17047; v 19. stoleti byl jeden z bo¢nich oltard zasveé-
cen Panné€ Marii, o jeho Spatném stavu referuje zapis
v inventaFi z roku 1824.8 (obr. 2) Zevrubna formalni
a ikonografickd analyza Michaely Ottové prokazuje
vazbu Madony z Havrané s objednavatelskym okru-
hem,? ktery byl spjat pfimo s cisafskym dvorem.
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centuries.” In terms of the genesis of discovering the
art historical and cultural context of the provenance
of the Madonna of Havran, it is interesting to note that
the Colditz family was among the patrons of St Giles
Church in Becov,” where the Madonna of Becov was origi-
nally mounted." Both statues, the Madonna of Becov and
the Madonna of Havrati, can be considered the work of
the same person, based in particular on the distinctive
style of carving, the representation of figures, drapery,
appearance, and the treatment of decoration and poly-
chromy.” Clues regarding the history of the Madonna
of Havrari lie chiefly in the iconographic and iconologi-
cal analyses of the artefact in its entire possible spec-
trum.

The Madonna of Havrari underwent restoration
research, which resulted in findings regarding the origi-
nal polychromy and later interventions and defects,
but also the completely lost or irretrievably damaged
parts of the carving.'® In the light of these findings, it
is truly remarkable that such an important artefact did
not appear in topographic literature, and the Madonna of
Havran has, until now, remained overlooked."

Possible connections between the origins of the
Madonna of Havrai and the Lords of Colditz are the
subject of ongoing research.”® Among them, Thimo
the Younger of Colditz stands out,"” who could have
intended the statue for the Church of the Assumption
of the Virgin Mary in Krupka. Thimo the Younger
of Colditz was a prominent counsellor of Charles
IV, whom he accompanied on his travels to Rome
(1354-1355 and 1368), and held the positions of sher-
iff in Upper Lusatia and master of the chamber. The
statue might also have been commissioned by his
son Albrecht of Colditz (sheriff in Upper Lusatia
and Swidnica-Jawor).? Other potential commission-
ers include the Cistercian Monastery in Osek” and
Albrecht of Kolowraty and his wife Anna of Weitmiele,
whose foundation of the monastery in Dolni Ro¢ov was
confirmed by Emperor Charles IV on 2 January 1374.
Papal permission was given to Albrecht of Kolowraty
by Pope Gregory XI (1 April 1373).” Such a large-scale
undertaking included not only the construction but
also the furnishings of the monastery as well as secur-
ing its material and economic viability.* We cannot
rule out the involvement of local lords from Havrain
(Chval of Havran is first mentioned in 1281) and
from Moravéves (BurSuta of Moravéves is mentioned
in 1333) as commissioners. We sometimes tend to
underestimate the potential and financial possibilities
of the local lordly families, although at the time, their
members played an important social and cultural role
in the region. Art was also frequently traded in the
wider Prague community, and during the turmoil of
the Hussite revolution many art objects changed hands
several times.

The Madonna of Havran was probably not originally
intended for the place where it was found, and this pos-
sibility has been neither confirmed nor ruled out by the
archival research conducted so far. Paradoxically, this
rather unsatisfactory finding could serve as a starting
point for further research. The research endeavour to
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V historickych pramenech vztahujicich se k ha-
vranskému kostelu lze vysledovat i potencidlné
moZné objednavatele tohoto dila, ale nikterak pre-
svédc¢ivé.™® Zminka o tom, Ze 6. brezna 1417 Al-
bert z Koldic dotoval pfi oltafi sv. Mari Magdaleny
v Teplicich dvé mse prispévkem ctyr kop grosa ze
statkd v Havrani, pripominé vztah pfrislusnikd rodu
pant z Koldic k této oblasti.* Pfislugnici rodu se
vyznamné podileli na mocenskopolitickém vyvoji
zemi Koruny eské ve 14. a 15. stoleti.? V kontextu
geneze poznani umeéleckohistorickych a kulturné-
historickych souvislosti pdvodu Madony z Havrané
neni jisté bez zajimavosti, Ze Koldicové patfili mezi
patrony becovského kostela sv. Jilji,”* kde byla pQ-
vodné adjustovana Madona z Be¢ova.* Obé sochy,
tedy becovskou Madonu a Madonu z Havrané, |ze
povazovat za dilo téhoz tvlrce, a to zejména pro
svébytny rezbarsky rukopis, pojeti figur, draperie,
vyraz i zpracovani dekoru a polychromie.’ Voditko
k osuddim Madony z Havrané tkvi nyni predevsim
v ikonografickém a ikonologickém rozboru dila, a to
v celém jeho mozZném spektru.

Madona z Havrané byla podrobena restaura-
torskému prizkumu, ktery prinesl mimo jiné po-
znatky o pdvodni polychromii a naslednych mlad-
Sich zasazich a defektech, ale i o zcela ztracenych ¢i
nenavratné poskozenych astech fezby.'® V kontex-
tu téchto zjisténi je vice nez pozoruhodné, Ze o tak-
to vyznamném artefaktu nereferovala topograficka
literatura a Madona z Havrané zistala az dosud
opomijena.’”

V soucasné dobé& probiha vyzkum, ktery je za-
méren na mozné spojitosti mezi vznikem Madony
z Havrané a rodem pana z Koldic.’® Mezi nimi pak
nelze opominout Tému ml. z Koldic,* ktery snad
mohl sochu zamyslet pro kostel Nanebevzeti Pan-
ny Marie v Krupce. Téma ml. z Koldic se fadil mezi
predni radce Karla IV., kterého doprovézel do Rima
(1354-1355 a 1368), zastéaval trad hejtmana v Hor-
ni Luzici a mistra komory. Dale by objednavatelem
sochy mohl byt i jeho syn Albrecht z Koldic (hejtman
v Horni Luzici a ve Svidnicko-Javorsku).? Jako po-
tencialni objednavatele nelze vyloudit ani cisterciac-
ky klaster v Oseku® & Albrechta z Kolovrat a jeho
manzelku Annu z Weitmiele, jejichZ fundace klastera
v Dolnim Rocové byla 2. ledna 1374 stvrzena cisa-
rem Karlem IV. Papezského svoleni se Kolovratovi
dostalo od Rehore XI. (1. dubna 1373).2 Soudasti
takto rozsahlého pocinu nebyla ovSem jen stavba,
ale i vybaveni klastera a jeho hmotné a hospodarské
zabezpeceni.” Vyloudit nelze ani objednatele z rad
mistnich vladyckych rod@ z Havrané (Chval z Havra-
n€ je poprvé pripominan jiz v roce 1281) nebo z Mo-
ravévsi (Bursuta z Moravévsi roku 1333). Nékdy
mame tendenci potencial a finanéni moznosti vla-
dyckych rod(i podcenovat, prestoze jejich prislusnici
hrali ve své dobé ve sledované oblasti vyznamnou
spole¢enskou a kulturni roli. S uménim se v Sirokém
prazském okruhu také velmi ¢asto obchodovalo, bé-
hem nepokoji husitské revoluce mnohé umélecké
predméty zménily svého majitele hned né€kolikrat.
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gather more information about the social, cultural,
and historical context of the provenance of this Marian
statue is only just beginning, and the hypothesis drawn
from it can now only be verified or abandoned.

This article was published with support from a Grant for the
Long-Term Conceptual Development of a Research Organisation of
the Ministry of Culture of the Czech Republic.

Madona z Havrané pravdépodobné nebyla
plvodné urcena pro misto, se kterym se poji jeji
nalez, coz dosud provedeny archivni vyzkum nepo-
tvrzuje, ale ani nevyluduje. Paradoxné by se toto po-
né€kud neuspokojivé zjisténi mohlo stat vychodiskem
pro dalsi badatelskou praci. Vyzkum, ktery prinese
blizsi informace o socialnich, kulturnich a historic-
kych souvislostech vzniku této marianské sochy je na
pocatku a nyni nelze nez jednotlivé hypotézy, které
s sebou prinasi, verifikovat, nebo opustit.

Cldnek vznikl na zdkladé instituciondini pod-
pory dlouhodobého koncepcniho rozvoje vyzkumné
organizace poskytované Ministerstvem kultury CR.
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Notes

1 The troubled history of the original owners of the
homestead in Moravéves, where, according to contemporary
witnesses, the statue was deposited no later than from 1946
to June 2022, is documented in the so-called “displacement
cards” of the members of Knobloch family issued by the
Assembly Centre of the District National Council (ONV)

in Most - Dolni Jitetin, 1o June 1946, and other documents
related to their displacement and forfeiture of movable

and immovable assets based on the then valid legislation.
The activities and membership of the Knobloch family in
political and other organisations are also documented here.
State Regional Archives Litométice, State District Archives
Most (SOkA Most), NAD 334 Stfimice Internment Centre,
Index of Detainees at Stfimice Internment Centre: K-R.

2 For example, in April 1933 Emil Knobloch confirms the
intention to organise “Kirchenfest” to mark the feast of

St Lawrence, the patron saint of the Church of Havran. State
Regional Archives Litoméfice, SOKA Most, NAD 291 Parish
Office Havran, inv. no. 62.

3 Franz Palacky, Ueber Formelbiicher; zundchts in Bezug auf
bohmische Geschichte. Nebst Beilagen. Ein Quellenbeitrag zur Geschichte
Bdihmens und Nachbarlinder im XII, XIV und XV Fahrhundert, Erste
Ligferung (Prague 1842), p. 346, no. 149; the text quotes Pope

Benedikt XII’s bulla from 13 October 1337, issued in Avignon.

It is also mentioned in connection with a tithe payment, see
Vacslaw Wladiwoj Tomek, ed., Registra decimarum papalium

Cili: Registra desdtkil papeZskych z dioecézi PraZské (= X pojedndni krdl.
Ceské spolecnosti nauk VI. fady swazek 6) (Prague 1873), p. 70. The
church underwent changes especially in the fourteenth to
sixteenth centuries, see Bez hranic. Uméni v Krusnohot{ mezi gotikou
arenesanct, exh. cat. (Prague: National Gallery in Prague,
2015), P. 432, cat. no. VI-17 (bibliography); see also Jana
Sykorova, Havrani-Sabénice 1281-2006 (Kapitoly z historie obce)
(Most 2006), p. 7. According to the available sources,
Moravéves did not have any sacral building in its cadastre
until the end of the eighteenth century. In the late eighteenth
century, a chapel was built there.

4 State Regional Archives Litométice, SOkA Most,

NAD 127 Archives of the City of Most, inv. no. 2948 -
Inventory of the church and rectory in Havran from
1704/1824.

5 SOKA Most, AF Havran, Inventories of the church and
parish in Havran 1933, inv. no. 52.

6 State Regional Archives Litométice, SOkA Most,

NAD 127 Archives of the City of Most, inv. no. 2948 -
Inventory of the church and rectory in Havran from
1704/1824. In this case, however, it is probably a Baroque
representation of the Assumption of the Virgin Mary from
the eighteenth century, photographically documented in

the inventory of the District National Council of Most, the
Parish Office of Havran, dist. Most and the Vicarage of Most
in 1974, p. 3 attach.

7 However, the source does not say anything definite about
the nature and form of these artefacts.

8  “Nebenaltar links Mutter Gottes vom Holz stafiert, alt und moren

[?] mit Tabernakel, Kruzifix, Antipendio von Leinwand, einen weichen
schlechten Stufe nebst Marmorstein [...] Nebenaltar rechts sub titulo

heil. Anna von Holz stafirt alt und [?], mit einen weichen schlechten
Stufe, Tabernakel von Holz, kleinen Kruzifix, Antipendium von
Leinwand, Marmorstein.” The side altar with this patrocinium
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Poznamky

1 Pohnutou historii plvodnich majiteldt moravévského
gruntu, kde se dle vypovédi pamétnikd socha nachazela
nejpozdéji od roku 1946 do ¢ervna 2022, dokladaji
odsunové karty prislusnikd rodiny Knoblochovych ze
Sbérného strediska Okresniho narodniho vyboru (ONV)
v Mosté - Dolni Jifetin, datované 10. 7. 1946, a taktéz
dalsi doklady o vysidleni a ztraté movitého i nemovitého
majetku na zaklad€ tehdy platné legislativy. Zde je
taktéz doloZena ¢innost a prislusnost Knoblochovych

v politickych a dalSich organizacich. Statni oblastni archiv
v Litoméfricich, Statni okresni archiv Most (SOkA Most),
NAD 334 Internacni stfedisko Strimice, Kartotéka osob
zajisténych v Internaénim stiedisku Strimice: K-R.

2 Kupfrikladu v dubnu roku 1933 potvrzuje Emil
Knobloch zamér organizoval ,Kirchenfest” u pfileZitosti
svatku patrona havrariského kostela sv. Vaviince. Statni
oblastni archiv v Litoméricich, SOkA Most, NAD 291 Farni
urad Havran, inv. &. 62.

3 Franz Palacky, Ueber Formelblicher, zundéichts in
Bezug auf b6hmische Geschichte. Nebst Beilagen.

Ein Quellenbeitrag zur Geschichte B6hmens und
Nachbarldnder im Xll, XIV und XV Jahrhundert, Erste
Lieferung, Prag 1842, s. 346, ¢. 149, zde citovana bulla
papezZe Benedikta XII. s dataci 13. 10. 1337 a mistem
vydani v Avignonu. Déle je pfipominan v souvislosti

s platbou desatku, viz Vacslaw Wladiwoj Tomek (ed.),
Registra decimarum papalium cili: Registra desdtkd
papeZskych z dioecézi PraZské (= Z pojednani kral.
Ceské spole¢nosti nauk VI. fady swazek 6), Praha 1873,
s. 70. Kostel prosel proménami zejména ve 14. az

16. stoleti, viz Bez hranic. Uméni v Krusnohori mezi
gotikou a renesanci, kat. vyst., Narodni galerie v Praze,
Praha 2015, s. 432, kat. ¢. VI-17 (bibliografie); dale
Jana Sykorova, Havrari-Sabénice 1281-2006 (Kapitoly
z historie obce), Most 2006, s. 7. Moravéves dle
dostupnych prament do konce 18. stoleti neméla na svém
katastru Zzadnou sakralni stavbu. Kaple zde byla zfizena az
koncem 18. stoleti.

4 Statni oblastni archiv v Litoméricich, SOKA Most,
NAD 127 Archiv mésta Most, inv. ¢. 2948 - Inventar
kostela a fary v Havrani z roku 1704/1824.

5 SOKkA Most, AF Havran, Inventare kostela a fary

v Havrani 1933, inv. &. 52.

6 Statni oblastni archiv v Litoméricich, SOkA Most,
NAD 127 Archiv mésta Most, inv. ¢. 2948 - Inventar
kostela a fary v Havrani z roku 1704/1824. Zde se ovSsem
pravdépodobné jedna o barokni zobrazeni Panny Marie
Assumpty z 18. stoleti, ktera byla fotograficky dolozena
v soupisu ONV Most a Farniho Gradu Havran, okr. Most,
i Vikariatu mosteckého z roku 1974, s. 3 prilohy.

7 O charakteru nebo formé téchto artefakti ovsem
pramen nevypovida nic urcitého.

8 ,Nebenaltar links Mutter Gottes vom Holz stafiert,
alt und moren [?] mit Tabernakel, Kruzifix, Antipendio
von Leinwand, einen weichen schlechten Stufe nebst
Marmorstein [...] Nebenaltar rechts sub titulo heil.
Anna von Holz stafirt alt und [?], mit einen weichen
schlechten Stufe, Tabernakel von Holz, kleinen Kruzifix,
Antipendium von Leinwand, Marmorstein.” Bo¢ni

oltéar s timto patrociniem zminuje inventar z roku 1824
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is mentioned in the inventory from 1824 (photographic
documentation of its condition comes from 1895,

reg. no. 88537/35-1891). According to the inventory from

4 July 1933, it was renovated at the expense of the parish of
Li$nice in 1929.

9 See Michaela Ottovd’s paper in this issue. I would also
like to thank Michaela Ottova for her valuable comments
and critical consultations. My thanks also go to Ale§ Mudra,
Robert Novotny, and Martin Musilek.

10 Among others, Havran belonged, for instance, to the
Cistercian monastery of Osek, which acquired this asset
from Trost, known as Winkler, 29 Jul 1346, see Bernard
Scheinpflug, “Die Urkunden im Kloster-Archive zu
Ossegg,” in: Mittheilungen des Vereines fiir Geschichte der Deutschen
in Bihmen 7, 1869, pp. 185-196, here p. 192, no. 26; Libuse
Pokornd, “Z historie Havrané,” in: 710 let obce Havrani. Sbornik
k prileitosti oslav vyroci zaloZeni obce (Havran 1991), pp. 4-9,
here p. 5.

11 August Miiller, Quellen- und Urkundenbuch des Bezirkes
Teplitz-Schinau bis zum Jakre 1500 (Prague 1929), p. 102, no. 197.
12 Hermann Hallwich, Geschichte der Bergstadt Graupen in
Bihmen (Prague 1868), pp. 25-88; Eduard Machatschek,
Geschichte der Bischife des Hochstiftes Meissen in chronologischer
Reihenfolge: Qugleich ein Beitrag zur Culturgeschichte der Mark Meissen
und des Herzog- und Kurfiirstenthums Sachsens. Nach dem “Codex
diplomaticus Saxoniae regiae”, anderen glaubwiirdigen Quellen und
bewdhrten Geschichtwerken (Dresden 1884), p. 342; August
Sedlaéek, Hrady, zdmky a torze krdlovstot Ceského XIV. Litoméficko
aZatecko (Prague 1923), pp- 355-359; recently Bez hranic

(note 3), p. 129, cat. no. 1-2 (bibliography).

13 It is interesting to note that Lady Anna of Colditz,

the wife of Lord Thimo of Colditz, is listed as the patroness
of St Giles Church in Becov in 1371 (Franti$ek Antonin
Tingl, Libri confirmationum ad beneficia ecclesiastica Pragensem

per archidioecesim nunc prima vice typis editus: ab anno 1373 usque
1390. Libri III et IV (Prague 1879), p. 1), Lord Thimo of
Colditz is listed as the patron of the church in Becov in
1379 (ibid., p. 105), Zikmund of Colditz and his brother

as patrons of the church in Be¢ov in 1388 (ibid., p. 200),
Vaclav of Colditz as the patron of the church in Becov in
1395 (Frantisek Antonin Tingl, Libri confirmationum V (Prague
1865), p. 209), Albert of Colditz, the high chamberlain of
the King of Rome and Bohemia, as the patron of the church
in Havran in 1416, with the presentation performed by the
parish priest from Bec¢ov (Josef Emler, Libri confirmationum
VII (Prague 1886), p. 193), and Albert and Jan of Colditz
as patrons of the church in Be€ov in 1426, with the
presentation performed by the parish priest from Krupka
(Josef Emler, Libri confirmationum VIII-X (Prague 1889),

p. 112).

14 For example, Ale§ Mudra, “Madona z Becova,”

in: Gotické uméni a jeho historické souvislosti, 1. Sbornik grantového
projektu Gotické umeént v severnich Cechdch (Usti nad Labem 200r1),
pp- 298-315; Jifi Fajt, ed., Karel IV. Cisar*z BoZi milosti. Kultura

a umeéni za vlddy Lucemburkil 1310-1437, exh. cat. (Prague:
Prague Castle Administration, 2006), p. 121, cat. no. 29
(bibliography).

15 For more on the origins of the Madonna, see Michaela
Ottovd’s paper in this issue. However, we have to consider
whether it is plausible for the Colditz family to have initiated
the creation of two works of art of such exclusivity and
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(fotograficky dolozeny stav pochazi z roku 1895, rejstrik
¢. 88537/35-1891). Podle inventarniho soupisu ze

4. 7. 1933 byl obnoven na naklady lisnické fary, a to

v roce 1929.

9 Viz text Michaely Ottové v tomto Cisle. Michaele
Ottové zaroven dékuji za cenné pripominky a kritické
konzultace. Mé diky nalezi téz Alesi Mudrovi, Robertovi
Novotnému a Martinovi Musilkovi.

10 Kvlastnikdm Havrané patfil kuprikladu cisterciacky
klaster v Oseku, ktery nabyl toto zboZi od Trosta,
zvaného Winkler, 29. 7. 1346, viz Bernard Scheinpflug,
Die Urkunden im Kloster-Archive zu Ossegg, in:
Mittheilungen des Vereines fiir Geschichte der Deutschen
in Béhmen VI, 1869, s. 185-196, zde s. 192, ¢&. 26;
Libuse Pokorna, Z historie Havrané, in: 710 let obce
Havrari. Sbornik k prileZitosti oslav vyroci zaloZeni obce,
Havran 1991, s. 4-9, zde s. 5.

11 August Miller, Quellen- und Urkundenbuch des
Bezirkes Teplitz-Schénau bis zum Jahre 1500, Prag 1929,
s. 102, ¢. 197.

12 Hermann Hallwich, Geschichte der Bergstadt
Graupen in Béhmen, Prag 1868, s. 25-88; Eduard
Machatschek, Geschichte der Bischéfe des Hochstiftes
Meissen in chronologischer Reihenfolge: Zugleich ein
Beitrag zur Culturgeschichte der Mark Meissen und

des Herzog- und Kurftirstenthums Sachsens. Nach

dem ,Codex diplomaticus Saxoniae regiae”, anderen
glaubwiirdigen Quellen und bewdhrten Geschichtwerken,
Dresden 1884, s. 342; August Sedlacek, Hrady, zamky

a tvrze krdlovstvi Ceského XIV. LitoméFicko a Zatecko,
Praha 1923, s. 355-359; recentné Bez hranic (pozn. 3),
s. 129, kat. ¢. 1-2 (bibliografie).

13 Neni jisté bez zajimavosti, Ze pani Anna z Koldic,
manzelka pana Témy z Koldic, je uvadéna jako patronka
kostela sv. Jilji v BeCové v roce 1371 (Frantisek Antonin
Tingl, Libri confirmationum ad beneficia ecclesiastica
Pragensem per archidioecesim nunc prima vice typis
editus: ab anno 1373 usque 1390. Libri lll et 1V,

Pragae 1879, s. 1), a déle pak roku 1379 patronem
kostela v Be¢ové pan Téma z Koldic (ibidem, s. 105),
1388 patronem kostela v Becové Zikmund z Koldic se
svymi bratry (ibidem, s. 200), 1395 patronem kostela

v Becové vzneseny pan Vaclav z Koldic (FrantiSek Antonin
Tingl, Libri confirmationum V, Pragae 1865, s. 209),
1416 patronem kostela v Havrani Albert z Koldic, nejvyssi
komornik fimského a ¢eského krale, prezentaci vykonal
farar z Becova (Josef Emler, Libri confirmationum VI,
Pragae 1886, s. 193), 1426 patrony kostela v Becové
Albert a Jan z Koldic, prezentaci vykonal farar z Krupky
(Josef Emler, Libri confirmationum VIII-X, Pragae 1889,
s. 112).

14 Kupfrikladu Ales Mudra, Madona z Becova, in:
Gotické umeéni a jeho historické souvislosti, 1. Sbornik
grantového projektu Gotické uméni v severnich Cechdch,
Usti nad Labem 2001, s. 298-315; Jifi Fajt (ed.),

Karel IV. Cisar z Bozi milosti. Kultura a uméni za vilady
Lucemburkd 1310-1437, kat. vyst., Sprava Prazského
hradu, Praha 2006, s. 121, kat. ¢. 29 (bibliografie).

15 K problematice Madony podrobnéji viz text Michaely
Ottové v tomto Cisle. Nicméné, nabizi se otazka, zda

by Koldicové pro svou rodovou reprezentaci a sakralni
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enormous costs to represent their family and have their
standing legitimised by the church.

16 For more information, see Markéta Pavlikovd’s paper in
this issue.

17 The statue of the Madonna of Havrar is not mentioned

in any seminal topographic publications related to the
region, such as Eduard Storch, “Havrany,” in: Véstnik Ndrodni
jednoty severoceské, 1903-1904; J. Michel Brauner, Briixer
Gedenkbuch: Zeittafel geschichtlicher Ereignisse und Denkwiirdigkeiten
der koniglichen Stadt Briix aus alter und neuer Zeit. Bd. 1 /Aus alter
Reit (2. Aufl.) (Briix 1904); Josef Pelikan, Librorum erectionum
Archidioecesis Pragensis, vol. VII. Erekcni knihy praZské arcidiecéze, kniha
VII (= Clavis monumentorum litterarum Regni Bohemiae.
Libri erectionum Archidioecesis Pragensis 7) (Prague

2002); Heimatkunde des Briixer Bezirkes, Briix 1896; Heimatkunde
des Briixer Schulbezirkes: Gerichtsbezirke Briix, Oberleutensdorf,
Katharinaberg. Mit 25 Abbildungen und einer Bezirkhandkarte, neu
bearb. (Briix 1908).

18 Tobias Jirsik, “Pani z Koldic a pani z Bergova na ¢eském
kralovském dvote v 15. stoleti” (Master’s thesis, Charles
University, 2018).

19 Denko Cumlivski, “Divi muzi jako §titonosi na pedeti
Témy II. z Koldic ze 17. II1. 1368,” Uméni 24, 1976, no. 4,

Pp- 370-373-

20 Viktor Pohanka, “Item eynem bothen kein der
Sweidenicz zu dem von Colditz—:" K itinerafi svidnicko-
javorského hejtmana a hornoluzického fojta Albrechta

z Koldic v ¢asech kalicha,” Slezsky sbornik = Acta Silesiaca 112,
2014, NO. I, pp. 9I-135.

21 More on the history of the monastery in Osek:

Mario Feuerbach, Das Zisterzienserkloster Ossegg: Baugeschichte

und Baugestalt von der Griindung 1196 bis in das Jahr 1691

(Aachen 2009); Mario Feuerbach, Das Kloster Osek, der
Wallfahrtsort Maridnské Radcice und die Zisterzienser / Kldster Osek.
Poutni misto Maridnské Radcice a cistercidei (Litvinov 2012); Mario
Feuerbach, “Die Maflwerkfenster des gotischen Kreuzganges
im Zisterzienserkloster Ossegg (Nordbéhmen),”

in: Monumenta Misnensia: Jahrbuch fiir Dom und Albrechtsburg zu
Meifien 12, 2015, pp. 54-68; Dana Stehlikova, ed., Soo let kldstera
v Oseku (1196-1996), exh. cat. (Prague: Cistercian Abbey

in Osek, 1996); Katetina Charvatova, Déjiny cisterckého fddu

v Cechdch 1142-1420 (Prague 2013).

22 RI VIII n. 5166, in: Regesta Imperii Online,
www.regesta-imperii.de/id/1373-01-02_1_0_8_o0_o_5645_
5166, accessed on 14 Sept 2023; Frantisek Martin Pelcl, Kaiser
Karl der Vierte, Kinig in Bikmen: Zweyter Theil, enthdlt die Fahre 1355~
1378, nebst einem Urkundenbuche von zwey hundert sieben und vierzig isst
erst gedruckter Diplomen und Briefe (Prague 1791), pp- 353-354-

23 On the importance of the convent in Dolni Rocov for
the Kolowraty family, see Frantidek Stédry, “Rocov,” in:
Sbornik historického krouzku, 1923, pp. 12-31, esp. 14-18; Karel
Mares, Poutni misto Dolni Rocov (Prague 2010) (bibliografie);
Ivo Koran, “Weidnerova chvila staroZitnosti ¢eskych zvlaste
kolovratskych (ptispévek k éeskému historismu),” in: Orlické
hory a Podorlicko 5, 1973, pp.74-99 (bibliography); Milan
Hlinomaz, “Pohtebi$té rodu Kolovrati v Dolnim Rodové,”
in: Epigraphica et Sepulcralia 10 (Prague 2021), pp. 205-214;
Valentin Weidner, Vestigia rotae in aquilamcommtatae ad notam
acceptatque Illustratissimae Familiae de Kolowrat jura proprietatis
transeripta. .., Knihovna Kralovské kanonie premonstratti na
Strahov¢, call no. A 312/S (manuscript). For more on the
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legitimizaci svého postaveni v hierarchii moci podnitili
vznik dvou takto exkluzivnich a mimoradné nakladnych
dél.

16 Blize viz text Markéty Pavlikové v tomto disle.

17 O sose Madony z Havrané se nezminuji zakladni
topografické publikace vztahujici se k této oblasti, napr.
Eduard Storch, Havrany, in: Véstnik Ndrodni jednoty
severoceské, 1903-1904; |. Michel Brauner, Briixer
Gedenkbuch: Zeittafel geschichtlicher Ereignisse und
Denkwiirdigkeiten der kéniglichen Stadt Briix aus alter
und neuer Zeit. Bd. 1 /Aus alter Zeit (2. Aufl.), Brux
[1904]; Josef Pelikan, Librorum erectionum Archidioecesis
Pragensis, vol. VII. Erekcni knihy praZské arcidiecéze,
kniha VIl (= Clavis monumentorum litterarum Regni
Bohemiae. Libri erectionum Archidioecesis Pragensis 7),
Praha 2002; Heimatkunde des Briixer Bezirkes,

Briix 1896; Heimatkunde des Briixer Schulbezirkes:
Gerichtsbezirke Briix, Oberleutensdorf, Katharinaberg.
Mit 25 Abbildungen und einer Bezirkhandkarte, neu
bearb., Brux 1908.

18 Tobias Jirsik, Pdni z Koldic a pdni z Bergova

na ceském kralovském dvore v 15. stoleti, diplomova
prace, FF UK, Praha 2018.

19 Denko Cumlivski, Divi muzi jako §titonosi na peceti
Témy Il. z Koldic ze 17. lll. 1368, Uméni XXIV, 1976, ¢. 4,
s. 370-373.

20 Viktor Pohanka, ,Item eynem bothen kein der
Sweidenicz zu dem von Colditz--": K itinerafi svidnicko-
-javorského hejtmana a hornoluZzického fojta Albrechta
z Koldic v ¢asech kalicha, Slezsky sbornik = Acta
Silesiaca CXIl, 2014, ¢. 1s. 91-135.

21 Blize k dé&jinam Oseckého klastera vybérové:
Mario Feuerbach, Das Zisterzienserkloster Ossegg:
Baugeschichte und Baugestalt von der Griindung
1196 bis in das Jahr 1691, Aachen 2009; Mario
Feuerbach, Das Kloster Osek, der Wallfahrtsort
Maridnské Radcice und die Zisterzienser / Klaster
Osek. Poutni misto Maridnské Radcice a cistercidci,
Litvinov 2012; Mario Feuerbach, Die Malwerkfenster
des gotischen Kreuzganges im Zisterzienserkloster
Ossegg (Nordbéhmen), in: Monumenta Misnensia:
Jahrbuch fiir Dom und Albrechtsburg zu MeiBen XlI,
2015, s. 54-68; Dana Stehlikova (ed.), 800 let kidstera
v Oseku (1196-1996), kat. vyst., Opatstvi cisterciakd

v Oseku, Praha 1996; Katerina Charvatova, Déjiny
cisterckého Fddu v Cechdch 1142-1420, Praha 2013.
22 RI VIl n. 5166, in: Regesta Imperii Online,

5166, vyhledano 14. 9. 2023; Frantisek Martin Pelcl,
Kaiser Karl der Vierte, Kénig in B6hmen: Zweyter
Theil, enthdlt die Jahre 1355-1378, nebst einem
Urkundenbuche von zwey hundert sieben und vierzig
isst erst gedruckter Diplomen und Briefe, Prag 1791,

s. 353-354.

23 Vyznam klastera v Dolnim Rocové pro cely rod
Kolovratu viz Frantisek Stédry, Rocov, in: Sbornik
historického krouzku, 1923, s. 12-31, zvl. s. 14-18;
Karel Mares, Poutni misto Dolni Rocov, Praha 2010
(bibliografie); lvo Koran, Weidnerova chvala starozitnosti
Ceskych zvlasté kolovratskych (prispévek k ceskému
historismu), in: Orlické hory a Podorlicko V, 1973,
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history of Dolni Rocov, see Valentin Weidner, Incipiunt res
memorabiles postmilio resuscitate Monasterii in Vallle Beatae Virginis

a sui exordio (ut ex Autographo Fundatioonis liquet) nuncupati vulgo sub
RocZow, manuscript preserved in National Archives Prague,
RA, Augustiniani Roé¢ov Fonds, file no. 1, pp. 3-5. Karel
Mares, “Augustinidnsky historiograf Valentin Weidner a jeho
dvé klasterni kroniky,” Folia Historica Bohemica 30, 2015, no. 2,

pp- 387-407.
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s.74-99 (bibliografie); Milan Hlinomaz, Pohrebisté

rodu Kolovrat v Dolnim Rocové, in: Epigraphica

et Sepulcralia X, Praha 2021, s. 205-214; Valentin
Weidner, Vestigia rotae in aquilamcommtatae ad notam
acceptatque lllustratissimae Familiae de Kolowrat jura
proprietatis transcripta..., Knihovna Kralovské kanonie
premonstratli na Strahové, sign. A 312/S (rukopis). Dale
k historii Dolniho Ro¢ova viz Valentin Weidner, Incipiunt
res memorabiles postmilio resuscitate Monasterii in
Vallle Beatae Virginis a sui exordio (ut ex Autographo
Fundatioonis liquet) nuncupati vulgo sub RocZow,
rukopis ulozen v Narodnim archivu Praha, RA, fond
Augustiniani Rocov, kar. €. 1, s. 3-5. Karel Mares,
Augustiniansky historiograf Valentin Weidner a jeho dvé
klasterni kroniky, Folia Historica Bohemica XXX, 2015,
¢. 2, s. 387-407.
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Abstract

The paper focuses on the historical and cultural context
related to the newly discovered statue of the Madonna
of Havrani, which dates back to the fourteenth century
and has, until now, escaped the attention of the expert
community. It was named after the parish where it was
found. The first part discusses the historical and power
development of the parish of Havran on the basis of
preserved archival sources as well as primary and sec-
ondary literature. The head of the enthroned Madonna
originally wore a crown and a prominent veil for the
naked Christ Child to play with. The accentuation of
Mary’s veil, which was considered to be one of the most
precious relics in the contemporary context, made it
possible to place the statue in the commissioning circle
of the court of Emperor Charles IV and to examine
the current state of knowledge. To conclude, the essay
suggests possible hypotheses and starting points for
further research.

Translated by Martina Neradood
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Anotace

Prispévek se vénuje historickym a kulturnim souvis-
lostem vztahujicim se k nové€ objevené soSe Madony
z Havrané, kterd pochazi ze 14. stoleti a jez dopo-
sud unikala pozornosti odborné verejnosti. Pojme-
novani ziskala dle farnosti, ve které byla nalezena.
Prvni &ast se zamé&ruje na historicko-mocenskou
genezi havranské farnosti na zakladé dochovanych
archivnich pramend a primarni i sekundarni literatu-
ry. Hlava tranici madony byla plvodné opatrena ko-
runou a dominantni rouskou, se kterou si pohraval
nahy Jezisek. Akcentace Mariiny rousky, ktera byla
v soudobém kontextu vnimana jako jedna z nejcen-
né&jsich relikvii, umozZnila zasadit sochu do objedna-
vatelského okruhu dvora cisare Karla IV. a zmapovat
stav soucasného poznani. V zavéru text naznacuje
moZné hypotézy a vychodiska dalSiho smé&ru badani.
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Paul Gauguin, Bonjour; Monsieur Gauguin, 1889, oil, canvas, 93 x 74 cm, Prague, National Gallery in Prague, inv. no. O 3553

Paul Gauguin, Bonjour, Monsieur Gauguin, 1889, olej, platno, 93 x 74 cm, Praha, Narodni galerie v Praze, inv. ¢. O 3553




Honoured Guests

A Report on the Relationship of the French

Collection and the National Gallery in

Prague up to the Beginning of the Period

of “Normalisation”

RUTH PETEROVA

by the newly established Central European state

in 1923, and the cultural-political diplomacy,
which formed the backdrop, have already been mapped
in relatively considerable detail. By contrast, the fate
and presentation of the corpus in the collections of the
National Gallery in Prague have not yet been compre-
hensively discussed and are the primary focus of this
text. The subject of the state’s purchase was first dealt
with in its finest nuances by Nikolaj Savicky in his con-
tribution The Czechoslovak State and French Art in 1923 in this
periodical, and he subsequently elaborated upon the
theme in his book French Modern Art and Czech Politics in the
Years 1900-1939.' The composition of the collection was
a reflection of the long-term cultural relations between
the two countries, as well as the conservative tendencies
of some of the members of the purchasing commis-
sion, the availability of the works on the art market, as
well as the prominent interest of Vincenc Kramar, the
chief initiator of this subsidy, in contemporary French
art. The collection of French sculpture already has an

‘ he purchase of this substantial set of French art

Vzacni hosté

Zprava o vztahu francouzské sbirky
a Narodni galerie v Praze do pocatku
normalizace

akup velkého souboru francouzského umeé-
I\I ni mladym stfedoevropskym statem v roce

1923 a kulturné-politicka diplomacie stojici
v jeho pozadi jsou jiz dosti podrobné€ zmapované.
Naproti tomu osud a prezentace souboru ve sbir-
kach Narodni galerie v Praze dosud komplexnéji
zpracovany nejsou a staly se ndmétem pro tento
text. V nejmenSich nuancich souvislosti statniho
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View of exhibition French Art of the Nineteenth and Twentieth Century, View of exhibition French Art of the Nineteenth and Twentieth

Manes Association of Fine Artists, Municipal House, May-June 1923, Century, Manes Association of Fine Artists, Municipal House,
Prague, Archive Stenc Prague. Displayed here is a purchased May-June 1923, Prague, Archive Stenc Prague. Displayed here is
painting by “Douanier” Rousseau Myself: Portrait- Landscape (1890) a purchased painting by Camille Corot Forest of Fontainebleau (1842),
and the sculpture The Call to Arms by Auguste Rodin (1879). Photo: Jan and Hodon’s sculptures Denis Diderot (ca 1775) and Diana (1776).
Stenc Photo: Jan Stenc

Pohled do vystavy Francouzské uméni 19. a 20. stoleti, SVU Manes,
Obecni doim, kvéten-&erven 1923, Praha, Archiv Stenc Praha. Vystaven
je zakoupeny obraz ,Celnika” Rousseaua /d, Portrét - Krajina (téz Vlastni
podobizna; 1890) a socha Obrana (1879) od Augusta Rodina. Foto: Jan

Pohled do vystavy Francouzské uméni 19. a 20. stoleti, SVU Manes,
Obecni doim, kvéten-&erven 1923, Praha, Archiv Stenc Praha. Vystaven
je zakoupeny obraz Camilla Corota Les ve Fontainebleau (1842) a
Hodonovy sochy Podobizna Diderotova (kolem 1775) a Diana (1776).

Stenc

inventory catalogue, and the following text therefore
focuses mainly on French painting.”

The entire state purchase, accompanied by the
exhibition French Art of the Nineteenth and Twentieth Century,
was installed in the Modern Gallery, where it was exhib-
ited as early as 1924. (Figs. 2, 3) However, some of the
works were absent from the first installation, since in
addition to the shortage of exhibition space there were
also disagreements concerning the manner of acquisi-
tion of a number of the works. As a consequence, paint-
ings like Rousseau’s Myself: Portrait-Landscape (1890),
and Landscape with Bridge (1909) and Seated Nude (1906)
by Pablo Picasso were not displayed until five years
later. Divergent opinions on the entire collection began
to project themselves into its exhibiting soon after the
purchase. The corpus of French art belonged to the
fonds of the planned State Gallery and was within the
ownership of the Ministry of Education and National
Enlightenment.? This changed during the course of
World War II, in 1942, when the Modern Gallery
was merged with the Bohemian-Moravian Provincial
Gallery, formerly the Picture Gallery of the Society of
Patriotic Friends of Art, thereby giving rise to the form
of today’s National Gallery in Prague.*

The recently established institution acquired
a unique set of works of French modern art. The col-
lection of works acquired in 1923 alone amounted to
over 200 artefacts: more than 4o paintings, around
25 sculptures, 20 drawings, and 140 prints. A pertinent
question relates to how the gallery intended to man-
age, exhibit, and present the collection. To date, the
postwar events associated with the National Gallery in
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Foto: Jan Stenc

nakupu pojednal Nikolaj Savicky nejprve ve svém
prispévku Ceskoslo vensky stat a francouzské uméni
vroce 1923 v tomto periodiku a nasledn€ téma roz-
ved| v knize Francouzské moderni uméni a cCeska
politika v letech 1900-1939.' Do sloZeni sbirky se
odrazily dlouhodobé kulturni vztahy mezi obéma
zemémi, konzervativni tendence ¢asti ndkupni ko-
mise, dostupnost dél na uméleckém trhu, ale i pro-
minentni zajem Vincence Kramare, stéZejniho ini-
ciatora této subvence, o francouzskou soudobou
tvorbu. Sbhirka francouzské plastiky svij soupisovy
katalog jiz ma, a proto se nasledujici text vénuje ze-
jména francouzskému maliFstvi.?

Cely statni nakup, doprovozeny vystavou Fran-
couzské uméni 19. a 20. stoleti, byl deponovan v Mo-
derni galerii a jiz v roce 1924 vystaven. (obr. 2, 3)
Néktera dila vSak v instalaci chybéla. Vedle nedo-
statku vystavnich prostor byly ddvodem neshody
ohledné zplsobu nabyti nékolika dél. Napriklad
Rousseauova Viastni podobizna (1890) a obrazy
Krajina s mostem (1909) a Sedici akt (1906) od Pa-
bla Picassa tak byly vystaveny o pé&t let pozdéji. Roz-
liéné nazory na celou kolekci se do jejiho vystavovani
zacaly promitat zahy po nakupu. Konvolut francouz-
ského umeéni patfil k fondu uméleckych dél planova-
né Statni galerie a byl v majetku Ministerstva Skolstvi
a narodni osvéty.® To se zménilo béhem valky, v roce
1942, kdy byla Moderni galerie slou¢ena s Cesko-
moravskou zemskou galerii, drivéjsi Obrazarnou
Spolecnosti vlasteneckych pratel uméni, a vznikla
tak podoba dnesni Narodni galerie v Praze.*

Nedavno zformovana instituce ziskala do své

/142 /



Prague have mostly been the subject of fragmentary
studies. Up to the end of the 1950s, we do not have any
preserved annual reports on the activity of the National
Gallery in Prague, nor any other documents describing
its organisational structure. Nevertheless, it is evident
that its chief task after the war was undoubtedly to
concentrate collections, which had previously been
scattered throughout a series of listed buildings outside
of Prague, and with regard to the French collection,
which is the subject of our study, to present it in a man-
ner that would evoke the close francophone relation-
ships that had been disrupted by the war. The depth of
these relationships was described by Jaromir Pecirka in
the catalogue of the last prestigious pre-war exhibition
of French art in Czechoslovakia: “If we wish to under-
stand art, we must love it. These French paintings are
our honoured guests. They are the cream of French art.
They are not arriving in an unprepared environment.
They have long been the object of our love, always
renewed over and over. By means of this exhibition we
wish to pass on our love to younger generations.”’

It Is and Shall Remain the Pride of Our National
Gallery

In autumn 1945, immediately after the end of the
Second World War, part of the collection was opened to
the public. It thereby became part of the first post-war
exhibition held within the premises of the Municipal
Library at Maridnské namésti in Prague, in one of
the temporary rooms which the National Gallery in
Prague had at its disposal during that time. The aim
of this cross-sectional exhibition entitled Exhibition of
Selected Works from the Fourteenth to the Twentieth Century was
to make accessible to the public at least a selection of
the most prestigious of the gallery’s collections, and the
ensemble of French art concluded the entire exhibition.
Reflections on the status of the French collection within
the artistic fonds of the National Gallery in Prague
followed on from the pre-war situation also thanks
to the first director of the National Gallery, Vladimir
Novotny. Before the war, he was a long- time assistant
and close colleague of Vincenc Kramaf, a central figure
in the entire state purchase, who personally recom-
mended Novotny for the position of director.

“The exhibition is concluded with an extensive
and renowned collection of French painting from the
nineteenth and twentieth centuries, the acquisition
of which during the period of the First Czechoslovak
Republic once met with considerable resistance and
was much criticised, especially in conservative circles,
and which today, as must now be clear to everyone,
was the greatest accomplishment in the field of artis-
tic culture. Today, we cannot sufficiently express our
gratitude to those whose endeavours brought us this
set of artworks.” In the postscript to the catalogue,
Vladimir Novotny mentions the huge gap this purchase
filled, and finally, indisputably under the influence of
the euphoria brought about by the end of the war and
the liberation, he highlights the need to focus now on
acquisitions of art from Slavic nations in the gallery’s
collections, in particular the art of Russia, which was
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spravy jedinec¢ny soubor dél francouzského moder-
niho uméni. Jen konvolut d€l ziskanych v roce 1923
¢ital pres 200 artefaktd: pres 40 obrazll, okolo 25
plastik, 20 kreseb a 140 grafik. Je na mist€ si polozit
otazku, jak se s touto sbirkou rozhodla dale praco-
vat, vystavovat ji a prezentovat. Povale¢né udalosti
spojené s Narodni galerii v Praze jsou doposud za-
jmem spiSe dil¢ich studii. Az do zavéru padesatych
let nemame dochované Zadné vyroéni zpravy o ¢in-
nosti Narodni galerie v Praze ani jiné dokumenty
pfiblizujici jeji organiza¢ni strukturu. Jejim hlavnim
ukolem tésné po valce ale nepochybné¢ bylo soustre-
déni sbirek rozptylenych do rfady mimoprazskych
ochrannych objektd a z pohledu nami sledované
francouzské sbirky jeji prezentace pripominajici
blizké frankofonni vztahy prferusené vale¢nym kon-
fliktem. Hloubku téchto vztahd popsal Jaromir Pe-
¢irka v katalogu posledni vyznamné predvale¢né
vystavy francouzského uméni u nas: ,Chceme-li
uméni chdpat, musime je milovat. Tyto francouzské
obrazy jsou nasimi vzacnymi hosty. Jsou vykvétem
francouzského uméni. Neprichdzeji do prostredi ne-
pripraveného. Jsou ddvno nasi laskou, vZdy znovu
obnovovanou. Chceme ji odevzdat touto vystavou
ddl, mlads$im pokolenim.”®

Je a zGistane chloubou nasi Narodni galerie

Hned po vélce, na podzim roku 1945, byla ¢ast sbir-
ky zpristupnéna verejnosti. Stala se soucasti prvni
povaleéné expozice v prostoru Méstské knihovny
v Praze na Marianském namésti, v jednom z provi-
zornich mist, které méla tou dobou Narodni galerie
v Praze k dispozici. Cilem této prarezové expozice
Vystava vybranych dél 14. aZ 20. stoleti byla snaha
co nejrychleji zpfistupnit alespon vybér toho nej-
vyznamnéj$iho z galerijnich sbirek a kolekce fran-
couzského uméni celou expozici uzavirala. Uvahy
a postaveni francouzské sbirky v ramci uméleckého
fondu Narodni galerie v Praze navazaly na predva-
le¢nou situaci i diky prvnimu rediteli Narodni gale-
rie v Praze Vladimiru Novotnému. Ten pred valkou
dlouhodobé plsobil jako asistent a blizky spolupra-
covnik Vincence Kramare, Ustfedni postavy celého
statniho nakupu, ktery Novotného na pozici Feditele
sam doporucil.

JVWystava je zakoncena znacné pocetnym znd-
mym souborem francouzské malby 19. a 20. stoleti,
Jejiz ziskani za dob prvé republiky se setkalo kdy-
si, zejména v konservativnich kruzich, se znacnym
odporem a bylo mnoho kritizovdno, a které dnes,
Jjak kazdému musi byti jiz ziejmé, bylo nejvétsim ci-
nem na poli vytvarné kultury. Dnes nemiiZeme byti
dosti vdécni tém, ktefi se o tento soubor zaslouZi-
1i.”® Vladimir Novotny v dovétku katalogu vystavy
zmifiuje velkou mezeru, kterou tento nakup zaplnil,
a nakonec, nepochybné pod vlivem euforie z kon-
ce valky a osvobozeni, upozoriuje na potrebu za-
méfFit se nyni ve sbirkach galerie na akvizice uméni
slovanskych néarodd, zejména toho ruského, kte-
ré neni ve fondech dostate¢né zastoupeno. Tento
narativ prebraly i dobové recenze, které o vystavé
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Director of the National Gallery in Prague Vladimir Novotny
accompanies visitors through the permanent exhibition of modern
art, Municipal Library in Prague, 1947, Prague, Archive of the
National Gallery in Prague, Documentation of exhibitions of the
National Gallery (1945-1958), box 2. Photo: Josef Ehm

Reditel Narodni galerie v Praze Vladimir Novotny provazi navitévniky
stalou expozici moderniho uméni, Méstska knihovna v Praze, 1947,
Praha, Archiv Narodni galerie v Praze, Dokumentace vystav Narodni
galerie (1945-1958), kart. 2. Foto: Josef Enm

not sufficiently represented in the fonds. This narrative
was also taken up by reviews from the time, which deal
with the exhibition only in general terms. For example,
in the contemporary press, FrantiSek Hora describes
the French collection as a “corpus so important that
apart from Paris and Moscow it is probably unparal-
leled in Europe; it is and shall remain the pride of
our National Gallery,” though he adds the caveat: “It
is a shame that there is no such collection of the art
of Russia and other Slavic nations. Perhaps this shall
soon be supplemented.”” It was during this period that
French art lost some of its exclusive status, which also
correlates directly with the subsequent years of dwin-
dling interest in the acquisition of French art. Between
1945 and 1959, the collection of French painting was
enhanced by approximately ten paintings of varying
quality. An exception to this is provided by two works,
namely Landscape with Trees (1925) by André Derain, pur-
chased in 1950, and Picasso’s Woman in an Armchair (1910),
purchased from the Vincenc Kramar collection in 1957.

jinak pojednavaji pouze obecné. Napriklad Franti-
Sek Hora popisuje v dobovém tisku francouzskou
sbirku jako ,soubor tak vyznamny, Ze snad kromé
Parize a Moskvy nemd v Evropé obdoby, je a zista-
ne chloubou nasi Ndrodni galerie”, dale oviem do-
dava: ,Zel chybi soubor ruského uméni a ostatnich
slovanskych ndrodd. Snad bude brzy doplnén”.”
Francouzské uméni v té dob€ ztraci své vyhradni
postaveni, coz prfimo koreluje i s mensim zajmem
o akvizice francouzského uméni. Sbirka francouzské
malby tak byla mezi lety 1945 a 1959 obohacena pri-
blizn€ o deset obrazl kolisavé kvality. Vyjimku tvori
dvé dila: Krajina se stromy (1925) od Andrého De-
raina, koupena v roce 1950, a Picassova Zena v le-
nosce (1910), zakoupena ze sbirky Vincence Kramé-
e v roce 1957.

VWstava vybranych dél 14. az 20. stoleti byla
oteviena do poloviny Fijna 1946 a navstivilo ji vice
nez 35000 navstévnikd.® Vystaveno bylo 307 ex-
ponatli a z toho 47 dél z nami sledované kolekce.’

BULLETIN NGP XXXII1/2023 /144 /



The Exhibition of Selected Works from the Fourteenth to the
Twentieth Century was opened in mid-October 1946, and
attracted more than 35,000 visitors.® A total of 307
exhibits were on display, of which 47 were from the
collection that is the focus of our study.’ Classical-style
works were included in larger numbers, whereas the
work of Georges Braque, for example, was not repre-
sented whatsoever. Nevertheless, visitors during that
time could view his painting Still Life with Guitar from
the collections of the National Gallery in Prague at
the exhibition hall of the Po§ Gallery in Prague, which
prepared an exhibition of modern Western art to which
several works from the French collection were loaned
by the National Gallery due to the lack of its own exhi-
bition spaces."

French modern art appeared once again at the
Municipal Library in Prague in July 1947 as part of
the first post-war permanent exhibition of modern art,
numbering 614 exhibits, including 23 sculptures and
37 paintings from the French corpus." On this occa-
sion, cubist works were represented in large numbers.
“Neither in our own collections nor in any previous
modern gallery have we ever seen Czech art of the
twentieth century and modern foreign art, in particular
French art, in such synoptic completeness and such an
ingeniously devised installation as we can see it here
today.””? We may deduce from a contemporary photo-
graph of the exhibition taken by Josef Ehm (Fig. 4) that
the collection was at least in large part installed together
as an enclosed unit, notwithstanding the fact that in
another photograph French sculptures are shown next
to their Czechoslovak counterparts. The detachment
of the French body of works from the remainder of the
displayed artefacts was common also at later exhibi-
tions. In the otherwise relatively lengthy text of the
catalogue, only a brief mention is made of the French
collection: “Thanks to the perspicacity and courage of
the First Czechoslovak Republic, we now have in our
country a substantially integrated collection of French
modern art, and we have thus also been presented with
an opportunity to compare.” Further on in the text we
also find a comparison to the key figure of the collec-
tion, Pablo Picasso, though only as a vehicle in order
to present the tradition of Czechoslovak modern art:
“I believe that nowhere else could give birth to such
a phenomenon as Filla in our country, who intentionally
and consciously limits himself in his talent and cleaves to
the direction of Picasso, who for him represents the sole
path out of our present chaos.”* French art at this time
was losing its status as the only model worthy of follow-
ing. This transformation was appositely formulated by
Alzbéta Birnbaumova in a contemporary review: “We
love this art and we are happy that we are able to accept
it in its entirety, without the need to feel too much like
schoolchildren.”®

I Do Not Recommend Their Loan

In 1949 an act was passed establishing the National
Gallery in Prague.” Although it had been operating in
this form since the end of the war, it was only from this
moment on that it began to take on its role as the sole
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Zastoupena byla ve vétsim poctu dila klasi¢téjsi,
kdezto napriklad tvorba Georgese Braqua neby-
la k vidéni vibec. Jeho obraz Velké zatisi s kytarou
ze sbirek Narodni galerie v Praze nicméné& mohli
navstévnici tou dobou vidét v prazské vystavni sini
PoSovy galerie, ktera pripravila vystavu moderniho
zapadniho uméni a na kterou bylo Narodni galerif
v Praze zapujceno, vzhledem k nedostatku vlastnich
vystavnich prostor, nékolik d€l z francouzské kolek-
ce.l’

Opétovné se francouzské moderni umeéni obje-
vilo v Méstské knihovné v Praze uz v ¢ervenci 1947,
a to v ramci prvni povale¢né stalé expozice moder-
niho uméni, ktera ¢itala na 614 exponatl a na které
bylo vystaveno 23 plastik a 37 maleb z francouzské-
ho konvolutu.™ Mezi nimi tentokrat ¢etné figurovala
i kubisticka dila. , Jesté nikdy jsme nevidéli v nasich
sbirkdch ani v drivéjsi moderni galerii ceské umé-
ni dvacdtého stoleti a moderni uméni cizi, zvlasté
ovsem francouzské, v té prehledné uplinosti a promy-
slené instalaci, jak ho miZeme uvidét dnes.”*? Z do-
bové fotografie expozice od Josefa Ehma (obr. 4)
Ize predpokladat, zZe sbirka byla minimaln€ z velké
¢asti instalovana pospolu, jako uzavieny celek, tre-
baze na jiném snimku jsou zachyceny francouzské
sochy vedle té€ch ceskoslovenskych. Vyclenovani
francouzského souboru od zbytku vystavenych dél
bylo v expozicich béZné i pozd¢ji. V jinak pomérné
obsirném textu katalogu je francouzské sbirce véno-
vana pouze drobna zminka: ,Dik proziravosti a od-
vaze v prvé republice mame nyni u nds znacné uce-
leny soubor francouzského moderniho uméni a tak
je ndm poskytnuta i mozZnost srovndvat.”®® Také
dale v textu je pouzito pfirovnani ke sté€zejni postavé
kolekce, Pablu Picassovi, pouze k vykresleni tradice
¢eskoslovenského moderniho uméni: ,Myslim, Ze ni-
kde jinde by nevyrostl takovy zjev, jako je u nds Filla,
ktery pri svém naddni se umysiné a védomé omezi
a primkne na smér Picassiv, ktery je pro néj jedinou
cestou ze soudobého chaosu.”** Francouzské uméni
ztraci postaveni jediného nasledovanihodného vzo-
ru. Vystizné tento prerod formulovala Alzbéta Birn-
baumova v dobové recenzi: ,Milujeme toto uméni
a jsme stastni, Ze je dovedeme prijimat v celém jeho
rozsahu, aniZ bychom se pfitom citili pfilis Zdkov-
skymi.”

Nedoporucuiji jejich zapujceni

Roku 1949 vysel zakon ustanovujici Narodni gale-
rii v Praze.’® | kdyz v této podobé fungovala jiz od
valky, od této chvile se teprve zac¢ala formovat jako
jemné izolovanych statnich a soukromych sbirek.'”
Doposud nebylo dostate¢né prozkoumano, jak byla
tato vyznamna kulturni instituce na nasem Uzemi
ukolovana po politickém prevratu v roce 1948 a jak
na ni bylo nahlizeno. Navzdory unorovému puci ale
doslo v roce 1949 pravdépodobné k prvnimu za-
pujceni nékterych dél z francouzské kolekce na me-
zinarodni vystavy. Dvé platna Pabla Picassa Stojici
Zena (1921) a Sedici akt (1906) byla zapUjcena na
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Paul Cézanne, House in Aix-en-Provence (Jas de Bouffan), 1885-1887,
oil, canvas, 60.8 x 73.8 cm, Prague, National Gallery in Prague,
inv. no. O 3203

Paul Cézanne, Dim v Aix-en-Provence (Jas de Bouffan), 1885-1887,
olej, platno, 60,8 x 73,8 cm, Praha, Narodni galerie v Praze,
inv. ¢. O 3203

institution amassing a series of hitherto mutually iso-
lated state and private collections.'” The way in which
this important Czechoslovak cultural institution was
assigned its role after the political coup of February
1948, and how it was viewed, has not been sufficiently
investigated. However, the first ever loaning of certain
works from the French collection to international exhi-
bitions probably took place in 1949 even despite the
Communist putsch. Two canvases by Pablo Picasso,
namely Standing Woman (1921) and Seated Nude (1906)
were loaned to the Gloires de la Peinture Moderne exhibi-
tion, held as part of the Palais des Thermes festival in
the Belgian city of Ostend, and eventually went to the
municipal museum in The Hague,” while Gauguin’s

vystavu Gloires de la Peinture Moderne, poradanou
v rdmci festivalu v Palais des Thermes v belgickém
Ostende, a nasledné do méstského muzea v Haa-
gu.® Gauguinovo dilo Bonjour, Monsieur Gauguin
(1889), posledni predvale¢na akvizice z roku 1937,
bylo zase zaslano na vystavu do Musée du Louvre
v PafiZi.’® (obr. 1) Nasledné mélo putovat jesté na
vystavu do Svycarského Lausanne, k tomu v3ak na-
konec vzhledem k prodlouzeni parizské vystavy ne-
doslo.?° O rok pozdé&ji mél byt do expozice francouz-
ského uméni pri prehlidce XXV. bienale v Benatkach
zapUjcen obraz Viastni podobizna (1890) od Henri-
ho Rousseaua. K zapUjéeni vSak dle dochovanych

pisemnosti nedoslo. Na viné bylo navySeni pojistné
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painting Bonjour, Monsieur Gauguin (1889), the last of the
prewar acquisitions from 1937, was sent to an exhibi-
tion at the Musée du Louvre in Paris.” (Fig. 1) It was
planned to be sent subsequently to an exhibition in
Lausanne, Switzerland, but ultimately this did not
take place due to the prolonging of the Paris exhibi-
tion.” One year later Henri Rousseau’s Myself: Portrait-
Landscape (1890) was supposed to be loaned to an
exhibition of French art at the 25th Biennale in Venice.
However, according to the surviving documents, this
loan did not take place. The fault lay in the increase
of the insurance amount just before the start of the
exhibition. This change is not reflected in the Biennale
catalogue, in which the painting is mentioned; it can be
assumed that it was already printed at this time.”

Preserved requests for loans from the early 1950s
document a gradual worsening of the situation regard-
ing the export of these artworks abroad. In 1951 the
Artists’ House in Oslo requested the loan of two of
Cézanne’s paintings, House in Aix (Fas de Bouyffan) and
Portrait of Joachim Gasquet (1896-1897), for his mono-
graphic exhibition. (Fig. 5) The exhibition was planned
for November, and the official application for the loan
of the paintings arrived in June. The loan was planned
up to mid-September, and the insurance and mode of
transit were arranged. On 18 September an affirma-
tive statement of the National Gallery in Prague on
the aforementioned loan still figured in the draft of
a typescript to the Ministry of Education, Science and
Art. However, this was overwritten by hand as follows:
“Since this concerns highly valuable works, the poten-
tial loss or damage to which would be irreplaceable for
the National Gallery, I do not recommend their loan
and I request that the Ministry of Education, Science
and Art provide its own statement on the matter.”?
Less than a week later, a typescript with this amended
communication was sent to the ministry. The same year,
the cultural attaché of the French embassy requested
the loan of the painting Moulin Rouge (1892) by Henri
de Toulouse-Lautrec for a monographic exhibition of
the painter in Paris. However, this request was also
declined.

In the following four years, no works from the col-
lection were loaned abroad. It was not until 1955 that
the painting Bonjour, Monsieur Gauguin (1889) was once
again released, this time to the Edinburgh International
Festival, then to an exhibition in the Tate Gallery in
London, and finally to Oslo.”? The minimal quantity of
loans coincides with the cooling of political relations in
the first half of the 1950s, and is indisputably a conse-
quence thereof. Similarly, in subsequent years only very
few works were loaned, and exclusively only in individ-
ual pieces, until the beginning of the 1960s.

An exception to this was an international exhi-
bition of the work of Cézanne on the occasion of the
fiftieth anniversary of the artist’s death, prepared by the
municipal museum in the Hague and the Kunsthaus
gallery in Zurich in 1956.** The works loaned were
Cézanne’s House in Aix (Fas de Bouffan) (1885-1887) and
Portrait of Joachim Gasquet (1896-1897). There was also
a request for his painting Fruit (1879-1882); however, its
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¢astky té€sné pred zacatkem vystavy. Tuto zménu ne-
reflektuje katalog biendle, ve kterém je obraz zmi-
nén, lze predpokladat, ze byl v té dobé jiz vytistén.?

Z dochovanych zadosti o zapUljcky z pocatku
padesatych let 20. stoleti vyplyvd postupné zhor-
Seni situace vyvozl uméleckych dél této sbirky do
zahranici. V roce 1951 pozédal Dim umélct v Oslu
o zapujceni dvou Cézannovych obrazli Dim v Aix
(1885-1887) a Podobizna Joachima Gasque-
ta (1896-1897) na jeho monografickou vystavu.
(obr. 5) Ta se méla konat v listopadu a oficialni
zadost o zapUjceni obrazl prisla v ¢ervnu. ZapUjc¢-
ka byla planovana az do poloviny zafi a jiz se resi-
lo i pojisténi a zplsob prepravy. Osmnactého zari
jesté figurovalo v konceptu strojopisu Ministerstvu
Skolstvi, v€d a uméni kladné stanovisko Narodni
galerie v Praze k zminované zapuUjcce. To je zde ale
propiskou prepsano nasledovné: ,PonévadZ se jed-
nd o velmi cennd dila, jichZ eventuelni ztrata nebo
poskozeni by byla pro Narodni galerii nenahradi-
telnd, nedoporucuji jejich zapijceni a Zadam, aby
ministerstvo Skolstvi, véd a uméni zaujalo k véci své
stanovisko.”” O necely tyden pozdéji pak strojopis
s timto zménénym pripisem signovany feditelem ga-
lerie odeSel ministerstvu. Ve stejném roce zadal také
kulturni atasé francouzského velvyslanectvi o zapuj-
¢eni obrazu Moulin Rouge (1892) od Henriho de
Toulouse-Lautreca na monografickou vystavu toho-
to malife do PariZe. Této Zadosti vSak rovnéz nebylo
vyhovéno.

Ani v nasledujicich ctyrech letech nebylo do
zahranici z kolekce zaplj¢eno zadné dilo. AZ v roce
1955 putoval opét obraz Bonjour, Monsieur Gau-
guin (1889) na Edinbursky mezinarodni festival,
nasledné na vystavu do londynské Tate Gallery a na-
konec do Osla.?® Minimalni mnozZstvi vypljéek kore-
luje s politickym ochlazenim prvni poloviny padesa-
tych let a je nepochybné jeho ddsledkem. Obdobné
i v nasledujicich letech byla dila zapUGjcovana jen vel-
mi malo a vyhradné€ po jednotlivych kusech, a to az
do zacatku Sedesatych let.

Vyjimkou byla mezinarodni Cézannova vysta-
va u pfilezitosti padesatého vyroci umélcovy smrti
pfipravena meéstskym muzeem v Haagu a galerii
Kunsthaus v Curychu v roce 1956.%* Na tu byla za-
plGj¢éena Cézannova dila Dim v Aix (1885-1887)
a Podobizna Joachima Gasqueta (1896-1897). Za-
za&dano bylo také o jeho dilo Ovoce (1879-1882),
které ovsem zapujceno nebylo. Obé zapUjcena dila
putovala rovnéz na vystavu Cinquantenaire de Cé-
zanne do pavilonu Venddéme v Aix-en-Provence.?
Zajem zahranicnich instituci o zastoupeni dél fran-
couzské sbirky Narodni galerie v Praze na jejich vy-
stavach nebyl zanedbatelny, jak doklada také kore-
spondence s feditelem méstského muzea v Haagu
Louisem Wijsenbeekem: ,S obavou, Ze ndm tyto tri
obrazy nebudete moci poskytnout pro nasi vystavu,
doufdme, Ze presto budete souhlasit se zaptjcenim
,Gasquetova portrétu’. Domnivdme se, Ze vystava
by nemohla byt dokoncena, kdybychom nemohli
vystavit toto malifovo dilo.”*® Dila putovala nakonec
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loan did not take place. Both loaned works were also
sent to the Cinguantenaire de Cézanne exhibition held in the
Vendéme pavilion in Aix-en-Provence.” The interest
on the part of foreign institutions in displaying works
from the French collection of the National Gallery in
Prague at their exhibitions was far from negligible, as
documented in correspondence with Louis Wijsenbeek,
director of the municipal museum in The Hague:
“Concerned that you will not be able to provide us
with these three paintings for our exhibition, we hope
that you will nevertheless agree to lend us the ‘Portrait
of Gasquet’. We believe that the exhibition could not
be complete if we could not display this work by the
painter.”* Eventually the works were sent also to the
Haus der Kunst museum in Munich,” where the exhi-
bition commemorating the occasion of the artist’s death
was continuing. It was the first major exhibition of Paul
Cézanne in Germany in 3o years, with loans from all
over the world.” In total, the paintings spent almost
five and a half months abroad.”

“Hidden in Museum Vaults”

All art museums, especially the National Gallery in
Prague, were forced to abide by the requirements for
holding exhibitions inspired by the political calendar,
including anniversaries and holidays promoting rituals
of socialist society. However, the list of exhibitions of
the National Gallery in Prague documents that it did not
itself organise primarily propagandistic and ideological
exhibitions lacking a professional dimension.*® Even
despite this fact, this was undoubtedly a complicated
time for the French collection. “Eventually a period of
iconoclasm descended, in which [French artists] were
for a time consigned to depositories. When the condi-
tions were normalised, they gained a permanent instal-
lation in the Sternberg Palace, which was adjusted with
the addition of new arrivals.”® The period described
here by Libuse Brozkova lasted several years, probably
from the re-installation of the exhibition of modern art
in 1951 until 20 May 1954, when a separate exhibition of
French modern art was opened.

The new permanent exhibition in the Sternberg
Palace was accompanied by a poster with a reproduc-
tion of the painting Mpyself: Portrait-Landscape (1890) by
Henri Rousseau. (Fig. 6) The installation was further
enhanced with the collections of the gallery in Liberec,*
among other works by a numerous collection of oil
paintings by Eugéne Boudin, and from the Hellich
Museum in Podébrady.*® “The permanent collections
and exchange exhibitions of the Regional Gallery in
Liberec are already well known throughout our home-
land. Students at arts universities, academics, histori-
ans, and fine artists come to study and copy individual
masterworks. The current exhibition of French art of
the nineteenth and twentieth centuries at the National
Gallery in Prague, held in the Sternberg Palace, also
includes an expansive collection of the works of Boudin,
masters of the Barbizon school and others, loaned from
the permanent collections of the Regional Gallery in
Liberec. Works previously exhibited only in Liberec
can therefore now be viewed also by the citizens and
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i do muzea Haus der Kunst v Mnichové,” kam vysta-
va u prilezitosti pfipominky autorova mrti pokraco-
vala. Slo o prvni velkou vystavu Paula Cézanna v N&-
mecku po 30 letech, se zapGj¢kami z celého svéta.?®
Obrazy v zahrani¢i stravily dohromady bezmala pét
a pal mésice.”

4Ukryto v musejnich sklepenich”

Vsechna uméleckd muzea, zejména Narodni ga-
lerie v Praze, byla nucena plnit pozadavky na
poradani vystav inspirovanych politickym kalen-
darem, vcetn€ vyroci a svatkd posilujicich ritudly
socialistické spolecnosti. Seznam vystav Narodni
galerie v Praze vSak prokazuje, Ze vystavy postra-
dajici odborny rozmér, primarné propagandistické
a ideologické, sama neporadala.®® | presto byla tato
doba pro francouzskou sbirku nepochybné slozita.
~Posléze nastalo obrazoborecké obdobi, kdy byli
[francouzsti umélci] na cas skryti do skladist. Kdyz
se poméry normalizovaly, dostali stdlou instalaci
ve Sternberském paldci, kterd byla pozmériovdna,
jak prichdzely pfirdstky.”' Obdobi, které zde popi-
suje LibuSe Brozkova, trvalo nékolik let. Pravdépo-
dobné od reinstalace expozice moderniho uméni
v roce 1951 do 20. kvétna 1954, kdy byla otevrena
samostatna expozice francouzského moderniho
umeéni.

Novou stalou expozici ve Sternberském palaci
doprovodil plakat s reprodukci obrazu Viastni po-
dobizna (1890) od Henriho Rousseaua. (obr. 6)
Instalace byla navic obohacena sbirkami galerie
v Liberci,* mimo jiné pocetnou kolekci oleja Eugeé-
na Boudina, a Hellichova muzea v Podébradech.*
~Stdlé sbirky a vyménné vystavy krajské galerie
v Liberci jsou jiZz dobrfe zndmy po celé nasi viasti.
Studenti vysokych uméleckych skol, védci, historici
a vytvarni umélci prichdzeji studovat i kopirovat
jednotliva mistrovskd dila. Na soucasné vystavé
francouzského umeéni 19. a 20. stoleti v Ndarodni
galerii v Praze ve Sternberském paldci je také velkd
kolekce praci Boudinovych, barbizonskych mistri
a dalsich, zapijcend ze stalych sbirek krajské gale-
rie v Liberci. Tak dila dosud vystavend jen v Liberci
mohou nyni zhlédnout i praZsti obcané a umélci.”**
Otevieni prvni samostatné expozice francouzské
sbirky se vedle zastupce ministra kultury Lumira Ci-
vrného zucastnil i francouzsky velvyslanec Claude
de Boisanger.

Na rozdil od zastoupeni francouzského uméni
v expozici pred Unorovym pucem zde vSak chybé-
la podstatna dila Georgese Braqua a Pabla Picassa,
zcela jist€ vzhledem k napjatému klimatu doby.
~Pouze jedna véc by se vystavé dala vytknout. Jesté
totiZ mnoho dél zdstalo ukryto zrakiim ndvstévnika
v musejnich sklepenich. Jejich obsah a forma dnes
sice jiZ nemohou ddti nasemu pokrokovému umé-
ni mnoho prikladi a prijemného pohledu, le¢ tizce
souvisi nejen s vyvojem uméni francouzského, ale
také s uménim ve svété. Zde mdme na mysli mnohd
pldtna Picassova a Braquea, zakladatele kubismu,
kterd jinak visi v mnoha galeriich svétovych a také
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View of permanent exhibition of French art, Sternberg Palace, 1958, Permanent exhibition of French art, Sternberg Palace, 1961, Prague,
Prague, Archive of the National Gallery in Prague, Documentation Archive of the National Gallery in Prague, Documentation of exhi-

of exhibitions of the National Gallery (1945-1958), box 8

Pohled do stalé expozice francouzského uméni, Sternbersky palac, 1958,
Praha, Archiv Narodni galerie v Praze, Dokumentace vystav Narodni
galerie (1945-1958), kart. 8

artists of Prague.”® The opening of the first separate
exhibition of the French collection was attended by the
deputy Minister of Culture Lumir Civrny, alongside the
French ambassador Claude de Boisanger.

However, by contrast with the presentation of
French art at the exhibition before the Communist
putsch, essential works by Georges Braque and Pablo
Picasso were absent here, without doubt due to the
political tensions of the time. “The exhibition can be
censured on only one count. Several works remained
hidden from the sight of visitors in museum vaults.
Although in their content and form they cannot pro-
vide our advanced art today with many examples and
a pleasant appearance, they are nonetheless closely
connected not only with the development of French art,
but also of art worldwide. Here we have in mind several
canvases by Picasso and Braque, the founder of Cubism,

bitions of the National Gallery (1945-1958), box 8. Photo: Sona
DiviSova
Stala expozice francouzského uméni, Sternbersky palac, 1961, Praha,

Archiv Narodni galerie v Praze, Dokumentace vystav Narodni galerie
(1945-1958), kart. 8. Foto: Sona DiviSova
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Permanent exhibition of French art, Sternberg Palace, 1961, Prague,
Archive of the National Gallery in Prague, Documentation of exhi-

bitions of the National Gallery (1945-1958), box 8. Photo: Sona
Divisova
Stala expozice francouzského uméni, §ternbersky palac, 1961, Praha,

Archiv Narodni galerie v Praze, Dokumentace vystav Narodni galerie
(1945-1958), kart. 8. Foto: Sorna Divisova

v galerii moskevské.”* Z dochovaného strojopisu
seznamu dél k této vystavé z roku 1954% vyplyva, ze
zde bylo instalovano pouze jedno dilo Pabla Picassa
Krajina s mostem (1909), a dokonce zadné dilo od
Georgese Braqua.’” Pritom dle uchovanych smluv
ani jedno z jejich dalSich dél nebylo tou dobou za-
pljceno na jinou vystavu. Expozici dominovala dila
s motivy krajiny, nepochybné taktéz s ohledem na
ideologickou situaci doby.

«Et ainsi elles seront connues”

Dle dochovanych organizacnich materiall nebyla
sprava francouzské sbirky v ramci Narodni galerie
v Praze oddélena od dél ostatnich. Védecka pracovi-
sté€ galerie byla na zac¢atku Sedesatych let 20. stoleti
délena na odbory na zaklad€ materialu, se kterym
pracovaly. Vedeni jednotlivych Gtvar( si dlouhodo-
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which are otherwise displayed in many international
galleries, including the Moscow gallery.” It is evi-
dent from the preserved typescript of the list of works
for this exhibition from 1954* that only one work by
Pablo Picasso was installed, namely Landscape with Bridge
(1909), and no works whatsoever by Georges Braque.”
This is despite the fact that, according to the archived
contracts, none of their other works were loaned to
another exhibition at the time. The exhibition was
dominated by motifs of landscapes, indisputably also
with reference to the ideological demands of the time.

“Et Ainsi Elles Seront Connues”
The administration of the French collection within the
National Gallery in Prague was not, according to the
existing organisational materials, separate from other
works. At the beginning of the 1960s, the specialist
workplaces of the gallery were divided into depart-
ments on the basis of the material they worked with.
The management of the individual departments had
long complained about the insufficient number of staff
to fill specialist posts at the gallery, and we therefore
cannot assume that the French collection had its own
curator. Similar as with other collections of works, these
artefacts also were divided among a number of gallery
staff according to the type of material. The individual
departments were then divided into time-limited sub-
sections, mostly consisting of one or two employees.
For example, in 1960, the department of painting
headed by Ladislav Kesner employed six art historians.
French art of the nineteenth and early twentieth cen-
tury was the responsibility of Olga Mackova. The other
employees were Eduard A. Safatik, Jiti Setlik, Rudolf
Roucek, and Jaromir Sip, the latter of whom was also in
charge of the agenda of exporting artworks overseas.*
The permanent exhibition of French art was
installed in the Sternberg Palace for twelve years,
lasting until the mid-1960s. Loans from the Regional
Gallery in Liberec® remained an integral component
of the exhibition, as documented by information from
the exhibition catalogue compiled by Olga Mackova
and published in 1962, seven years after the exhibition
opening. The list of exhibits* is further extended in the
catalogue by painting and sculptural works from the
French corpus that were not on display, which are indi-
cated with an asterisk. The catalogue also features an
inserted appendix of the very latest acquisitions, which
could not be included in the original text of the publi-
cation.” Together they provide visitors with complete
information about the size of the French collection of
the National Gallery in Prague. Collaboration within
the framework of the exhibition with the Regional
Gallery in Liberec also made its mark on the Liberec
exhibition programme. In 1963 the Regional Gallery
hosted the exhibition French Graphic Art from the Collections
of the National Gallery in Prague, numbering 81 exhibits.*
During the course of the aforementioned twelve
years, several pronounced adjustments were made
within the exhibition. In a photograph from 1958, the
installation is supplemented with a considerable num-
ber of cubist works. (Fig. 7) Four paintings by Pablo
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bé stéZovalo na nedostatecné personalni obsazeni
odbornych pozic v galerii a nelze tedy predpokladat,
ze by méla francouzska sbirka svého vlastniho ku-
ratora. Obdobné jako jiné konvoluty byla tedy dila
rozdélena dle typu materiadlu mezi vice pracovnikd.
Jednotlivé odbory se délily na ¢asové ohrani¢ena od-
déleni ¢itajici vétSinou po jednom az dvou zameést-
nancich. V roce 1960 mél napriklad odbor malby
pod vedenim Ladislava Kesnera Sest historikl umé-
ni. Francouzskému malirstvi 19. a pocatku 20. stoleti
se vénovala Olga Mackova. Dalsimi pracovniky byli
Eduard A. Safarik, Jifi Setlik, Rudolf Roucek a Jaro-
mir Sip, pod kterého tehdy spadala i agenda vyvozu
uméleckych pamatek do zahrani¢i.®®

Stéala expozice francouzského uméni byla umis-
téna ve Sternberském paléci dvanact rok aZ do po-
loviny Sedesatych let. Jeji nedilnou soucasti zdstaly
zapujc¢ky z Oblastni galerie v Liberci,* jak dokladaji
Udaje z katalogu expozice sepsaném Olgou Mac-
kovou a vydaném az sedm let po otevieni expozi-
ce v roce 1962. Seznam exponatd® je v katalogu
obohacen také o nevystavena malirska a socharska
dila francouzského souboru, ktera jsou v ném ozna-
¢ena hvézdickou. Soucasti katalogu je i vlozeny do-
datek nejnovéjsich zisk(, které jiz nemohly byt za-
fazeny do textu publikace.* Obé pro Uplny obraz
navstévnikl o velikosti francouzské sbirky Néarodni
galerie v Praze. Spolupréace s Oblastni galerii v Li-
berci v rdmci expozice se propsala i do libereckého
vystavniho programu. V roce 1963 se tam uskutec-
nila vystava Francouzskd grafika ze sbirek Ndrodni
galerie v Praze, Citajici 81 exponatd.*?

Béhem zminénych dvanacti let doSlo v expo-
zici k né€kolika vyrazn€jsim upravam. Na fotografii
z roku 1958 je instalace jiZ obohacena o vyrazny po-
cet kubistickych dél. (obr. 7) Fotografie zachycuje
¢ty obrazy Pabla Picassa, mezi nimi i Zenu v lenos-
ce (1910), zakoupenou teprve rok predtim,” a po
jednom dile od Georgese Braqua a Andrého De-
raina. O tfi roky pozdé&ji byla expozice jiz doplnéna
také o ¢etny soubor dél darovany galerii Vincencem
Kraméarem v roce 1960, jak doklada fotografie Soni
Divisové. (obr. 8) Tuto reinstalaci na zacatku roku
1961 mél na starosti vedouci odboru malby Ladi-
slav Kesner.** (obr. 9) Sbirka byla timto darem obo-
hacena o stézejni dila, mimo jiné o protokubisticky
Picasstv Autoportrét (1907) a o obrazy analytické-
ho kubismu, které v ni do té doby chybély, Housle,
pohdr a niz (1910-1911) od Georgese Braqua ci
obraz Cadaqués (1910) od Andrého Deraina. Na
podzim stejného roku vytvofil Jifi Setlik koncept do-
pisu adresovany piimo témto tfem malifam,* které
s radosti informoval o vystaveni jejich d€l v ramci
sbirek Narodni galerie v Praze. (obr. 10) Dopis je
zajimavou ukazkou snahy o navazani primého kon-
taktu galerie s témito umélci a zaroven dokladem
Setlikovy nadéje o proslaveni zminénych dél u &es-
koslovenského publika.*®
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Picasso are shown in the photograph, including Woman
in an Armchair (1910), which had been purchased only one
year previously,* and one work each by Georges Braque
and André Derain. Three years later the exhibition was
further added to with a numerous collection donated to
the gallery by Vincenc Kramar in 1960, as documented
by a photograph taken by Sona DiviSova. (Fig. 8) This
reinstallation at the beginning of 1961 was co-ordinated
by the head of the painting department, Ladislav
Kesner.* (Fig. 9) With this donation, the collection
was enhanced with key works, among others featuring
Picasso’s proto-cubist SelfPortrait (1907) and paintings
in the style of Analytical Cubism, which had hitherto
been absent, such as Violin, Glass and Knife (1910-1911)
by Georges Braque and the painting Cadaqués (1910)
by André Derain. In the autumn of the same year, Jiri
Setlik drafted a letter addressed directly to these three
painters,* expressing his pleasure to inform them of the
exhibition of their works within the collections of the
National Gallery in Prague. (Fig. 10) The letter is an
interesting example of an endeavour to establish direct
contact between the gallery and these artists, as well
as a document of Setlik’s hopes to bring these works
renown among the Czechoslovak audience.*

From Delacroix to Picasso

From 1960 onwards the position of director of the
National Gallery in Prague was held by Jan Krofta.
This was at a time when the situation within the gallery
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Draft letter from the director of the National Gallery
in Prague Jan Krofta and the director of the section
of modern art Jifi Setlik addressed to Pablo Picasso,
Georges Braque and André Derain in 1960. The letter
informs the painters of the inclusion of their works,
acquired as a donation from Vincenc Kramar, in

the permanent exhibition of the National Gallery in
Prague; Prague, Archive of the National Gallery in
Prague, Department of Modern and Contemporary
Art (painting), Correspondence, activity, box 4

Koncept dopisu reditele Narodni galerie v Praze Jana Krofty
a feditele sekce moderniho uméni Jifiho Setlika adresovany
Pablu Picassovi, Georgesi Braquovi a Andrému Derainovi

v roce 1960. Dopis malife informuje o zaclenéni jejich dél,
ziskanych darem od Vincence Kramare, do stalé expozice
Narodni galerie v Praze; Praha, Archiv Narodni galerie

v Praze, Odbor moderniho uméni (malba), Korespondence,
¢innost, kart. 4

Od Delacroixe k Picassovi

Od roku 1960 pUsobil na pozici reditele Narodni
galerie v Praze Jan Krofta. Situace v galerii byla tou
dobou znacné turbulentni. V roce 1959 totiZ doslo
ke spojeni galerie s Uméleckoprimyslovym mu-
seem v Praze, cozZ nutné vedlo k vyraznému nardstu
agendy i znaénym Upravam dosavadni organizaéni
struktury. Krofta mél vyrazné rozpory se zameést-
nanci, coZ nakonec v roce 1967 vyustilo v jeho od-
volani. Kladné byl za sedm let v pozici reditele hod-
nocen za &etnou zahrani¢ni vystavni ¢innost,*” dle
tehdejSich zaméstnancd galerie vSak mnohdy 3lo
o zapujcovani predmétd na hranici jejich primého
ohrozZeni.

Béhem Kroftova plsobeni zacala byt na zahra-
ni¢ni prehlidky castéji zapUjcovana i francouzska
sbirka. V prvni polovingé Sedesatych let byla dila
casto pljcovana jednotlivé nebo ve dvojicich. Od
roku 1965 se zacala ze sbirky pGjcovat i ve vétsich
celcich. Prvni takovou vystavou byla nejvyznamnéj-
$i*® prehlidka roku 1965 pripravovana ve spolupra-
ci s Nationalgalerie v Berling, Szépmdlvészeti Mu-
zeum v Budapesti a Staatliche Kunstsammlungen
v Drazdanech. Expozice Francouzského malifstvi
19. a 20. stoleti s podtitulem Od Delacroix k Picas-
sovi se konala v Praze, Berliné€ a nakonec v Budapes-
ti,* kde bylo vystaveno neuvéritelné mnozstvi 46 dél
ze sbirek Narodni galerie v Praze. | v nadchazejicim
roce probéhlo nékolik dalSich prirezovych prehli-
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Permanent exhibition of French art, Sternberg Palace, 1967, Prague, Permanent exhibition of French art, Sternberg Palace, 1969, Prague,
Archive of the National Gallery in Prague, Documentation of exhi- Archive of the National Gallery in Prague, Documentation of exhi-
bitions of the National Gallery (1965-1970), box 4. Photo: Vladimir bitions of the National Gallery (1965-1970), box 17. Photo: Sona
Fyman Divisova

Stala expozice francouzského uméni, §ternbersky palac, 1967, Praha, Stala expozice francouzského uméni, §ternbersky palac, 1969, Praha,
Archiv Narodni galerie v Praze, Dokumentace vystav Narodni galerie Archiv Narodni galerie v Praze, Dokumentace vystav Narodni galerie
(1965-1970), kart. 4. Foto: Vladimir Fyman (1965-1970), kart. 17. Foto: Sofia Diviova

was markedly turbulent. In 1959 the gallery had been
amalgamated with the Museum of Decorative Arts in
Prague, which necessarily led to a substantial exten-
sion of the agenda and to considerable adjustments to
the organisational structure that had existed hitherto.
Krofta was involved in fierce disputes with his employ-
ees, which ultimately culminated in his dismissal in
1967. During his seven years in the post of director he
was viewed positively for his numerous overseas exhibi-
tion activities,” though according to gallery employees
of the time his loaning of items abroad came close to
exposing them to immediate danger.

It was during Krofta’s tenure that the gallery also
started to loan the French collection increasingly fre-
quently to foreign exhibitions. In the first half of the
1960s works were often loaned in the form of individual
pieces or in pairs. From 1965 onwards, the gallery began
to loan works from the collections also in larger sets.
The first such exhibition was the most prestigious*
event of 1965, prepared in collaboration with the
Nationalgalerie in Berlin, the Szépmiivészeti Mizeum
in Budapest and the Staatliche Kunstsammlungen in
Dresden. The exhibition French Painting of the Nineteenth
and Twentieth Century, with the subheading From Delacroix
to Picasso was held in Prague, Berlin, and finally in
Budapest,” where an incredible number of 46 works
from the collections of the National Gallery were exhib-
ited. The following year also, several cross-sectional
exhibitions of French art took place. At the very begin-
ning of the year the exhibition French Painting from the
National Gallery in Prague was held at the Slovak National
Gallery in Bratislava. Concurrently with the prepa-
rations and general reinstallation of the permanent
exhibition of the collection of French painting and
sculpture in the Sternberg Palace, the exhibition French

dek francouzského uméni. Hned na zacatku roku se
uskutecnila vystava Francouzského malirstvi z Na-
rodni galerie v Praze ve Slovenské narodni galerii
v Bratislavé. Soub€zné s pripravami a celkovou rein-
stalaci stalé expozice sbirky francouzského malifstvi
a socharstvi ve Sternberském palaci byla zahajena
prehlidka Francouzského socharstvi ze sbirek Na-
rodni galerie v Belvederu Prazského hradu. Katalog
k této vystave€ pripravili Vaclav Prochazka s Petrem
Hartmannem, pracovnici sbirky moderniho sochar-
stvi.

Nova stala expozice byla oteviena na konci srp-
na 1966, a to i pres dil¢i zapajcky do zahranici. Hned
pfi jejim otevieni zde proto chybéla dvé zasadni
dila.*® Pissarrova krajina Pontoise (1867), zapGj¢ena
tou dobou na vystavu v Haagu®! a nasledné do Pafri-
7€,° a obraz Vlastni podobizna (1890) od Henriho
Rousseaua, ktery byl do Fijna vystaven na Prvnim
triendle naivniho uméni ve Slovenské narodni gale-
rii v Bratislavé. Obraz Pontoise (1867) byl ve stalé
expozici zastoupen alespon docasnou reprodukci.
Katalog expozice sestavila opét Olga Mackova a na
vystavé bylo predstaveno na 184 exponatd.>® Dobo-
vy pohled od Vladimira Fymana do nové expozice
zachycuje jemné ¢lenény vzdusny prostor doplnény
o netradi¢n€ koncipované panely potazené latkou.
(obr. 11)

Zajem o francouzskou sbirku v této dobé ve
svété i nadale rostl. Mezi projekty, které pripravova-
la galerie na dalsi roky, patfila vystava Cesti a fran-
couzsti kubisté ze sbirek Ndrodni galerie>* Ta byla
v roce 1967 zahajena v londynské Tate Gallery a po-
kra¢ovala do Bruselu a Rotterdamu.>® Na konci té-
hoz roku se uskutecnila Vystava F. X. Salda a vytvar-
né uméni usporadana u prileZitosti Saldova dvojiho
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Sculpture from the Collections of the National Gallery was opened
in the Belvedere at Prague Castle. The catalogue for
this exhibition was prepared by Vaclav Prochazka
together with Petr Hartmann, who worked at the col-
lection of modern sculpture.

The new permanent exhibition was opened at the
end of August 1966, even despite partial loans overseas.
As a result, two essential works were absent from the
exhibition opening.®® These were Pissarro’s landscape
Pontoise (1867), which was on loan at that time to an exhi-
bition in the Hague® and subsequently to Paris,”? and
Henri Rousseau’s Myself: Portrait-Landscape (1890), which
was on loan until October to the exhibition First Triennial
of Insitic Art at the Slovak National Gallery in Bratislava.
The painting of Pontoise (1867) was represented in the
permanent exhibition by at least a temporary reproduc-
tion. Once again, the exhibition catalogue was com-
piled by Olga Mackova, and a total of 184 pieces were
displayed at the exhibition.”® A contemporary photo
of the new exhibition by Vladimir Fyman captures the
finely structured, airy space, supplemented with inno-
vatively conceived panels covered in fabric. (Fig. 11)

During this time, interest in the French collec-
tion continued to grow internationally. The projects
prepared by the gallery for future years included the
exhibition Czech and French Cubists from the Collections of the
National Gallery.®* This was opened at the Tate Gallery
in London in 1967 and continued to Brussels and
Rotterdam.”® At the end of that year, the exhibition
F. X. Salda and Fine Artwas held on the occasion of Salda’s
dual anniversary, briefly documenting his relationship
to fine art. It was opened in the Regional Gallery in his
native Liberec, and later at the turn of the year at the
National Gallery in Prague. This was the first presenta-
tion of such a body of works from the French collection
in any regional gallery in Czechoslovakia during this
period. The exhibition presented the foremost works
from the French collection.*

Fragmentation of the Exhibition

In 1967, Jifi Kotalik was newly appointed to the posi-
tion of director of the National Gallery. He continued
to serve that function until 1990, and left a distinctive
legacy within the history of the institution. Before
acceding to the post of director, Kotalik had been
involved in a series of smaller activities within the gal-
lery, and so the environment was familiar to him. His
arrival brought about an increase in the number of
prepared exhibitions of domestic and foreign artists,
and the francophone section was no exception. His
first excursion in the position of director was also to
France.” Thanks to his energetic approach, only one
year after taking up his post Jifi Kotalik acquired an
early work by Edouard Manet, whose work had hitherto
been represented within the collection only on paper.
He procured the Portrait of Antonio Proust (1855-1856) by
means of what was later a much-discussed exchange
for other important works.®® In co-operation with
Miloslava Seydlova and Petr Hartmann, he also pre-
pared a new exhibition of French art in the Sternberg
Palace, which can be seen in a photograph taken by
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jubilea, kterd ve zkratce dokumentovala jeho vztah
k vytvarnému uméni. Byla porddana v oblastni gale-
rii v jeho rodném Liberci a posléze na prelomu roku
v Néarodni galerii v Praze. Ve sledovaném obdobi slo
o vlbec prvni predstaveni takového konvolutu dél
francouzské sbirky v oblastni galerii u nas. Vystava
zahrnovala predni dila francouzské kolekce.®

Tristéni expozice

V roce 1967 se stal novym reditelem Narodni galerie
v Praze Jifi Kotalik. Ve své funkci setrval aZz do roku
1990 a zanechal v déjinach instituce vyraznou stopu.
Kotalik se jiz pred nastupem na post Feditele podilel
v galerii na radé dil¢ich ¢innosti a zdejsi prostredi
mu bylo blizké. S jeho néastupem vzrostl pocet pfri-
pravovanych vystav nasich i zahrani¢nich umélcg,
frankofonni prostfedi nevyjimaje. Do Francie sméro-
vala také jeho prvni cesta ve funkci reditele.”” Pou-
hy rok po svém prichodu do funkce ziskal ¢inorody
Jiti Kotalik pro galerii rané dilo Edouarda Maneta,
jehoz tvorba byla do té doby v kolekci zastoupena
pouze praci na papifre. Podobiznu Antonina Prousta
(1855-1856) ziskal prostrednictvim pozdéji hojné
diskutované vymeény za soubor jinych vyznamnych
dél.*® Ve spolupraci s Miloslavou Seydlovou a Pe-
trem Hartmannem pfipravil i novou expozici fran-
couzského uméni ve Sternberském palaci, kterou
na snimku zachytila Sona DiviSova. (obr. 12) Oproti
predes|é expozici byl prostor zaplnén vétSim poctem
paneld. Ty byly tvarové totozné s témi predchozimi,
nebyly vsak jiz potazeny latkou. V expozici oteviené
10. zari 1969 usporadali autori dila tak, aby reflek-
tovala jejich logicky vyvoj a posloupnost. Katalog
k vystavé ale chybi.*® Francouzska sbirka byla vysta-
vena jiz tradi¢né oddélen€ od ostatniho evropského
uméni 20. stoleti, jehoZ dosud nejvétsi zpristupnény
soubor byl tou dobou predstaven verejnosti spolu
s kolekci ¢eského uméni v expozici Sbirky moderni-
ho uméni v prostorach Méstské knihovny. Soubor
evropského uméni mél dle zpravy o novém uspora-
dani expozic vytvofit protéjsek k francouzské sbirce
vystavené ve Sternberském palaci.®

V nové instalaci francouzského moderniho
uméni byly vibec poprvé predstaveny dva obrazy
darované francouzskym sbératelem - Milenci v kra-
jiné (1952) od Fernanda Légera a Unos Sabinek
(1962) od Pabla Picassa.®* Diky témto akvizicim se
cela kolekce poprvé od dvacatych let minulého sto-
leti rozsifila o prirdstky soudobého francouzského
uméni a dodnes tato dila celou sbirku ¢asové uza-
viraji.

Nastup normalizace dolehl pozvolna i na Na-
rodni galerii v Praze, i presto se zde ale podafilo,
ve srovnani s jinymi institucemi, udrzet liberaini at-
mosféru.®? Zména politického klimatu v zemi mohla
mit dopad i na novou stalou expozici francouzské-
ho uméni, kterad byla jiz sedm mésicl po otevreni
uzavrena, oficialné v dlsledku pripravy vystavy
Poklady Kypru ve Sternberském palaci a Gpravy
vystavnich prostor. Vétsi ¢ast kolekce byla docasné
presunuta do expozice Sbhirky moderniho uméni
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Sona DiviSova. (Fig. 12) By contrast with the previous
exhibition, the space is filled with a larger number of
panels. In terms of their shape they are identical to
their previous counterparts, but they are not covered
with fabric. In the exhibition, opened on 10 September
1969, the curators arranged the works in order to reflect
their logical development and sequence. However, the
exhibition catalogue is missing.” It had now become
an established tradition that the French collection was
exhibited separately from the other European art of the
twentieth century, the largest accessible collection of
which at that time was presented to the public together
with a collection of Czech art in the exhibition of the
Collection of Modern and Contemporary Art within
the premises of the Municipal Library. According to
the report on the new arrangement of the exhibitions,
the collection of European art was intended to provide
a counterpart to the French collection on display in the
Sternberg Palace.®

The new installation of French modern art featured
the first ever presentations of two paintings donated
by a French collector - Two Lovers in the Landscape (1952)
by Fernand Léger and The Abduction of Sabines (1962) by
Pablo Picasso.®" Thanks to these two acquisitions, the
entire collection was broadened with additions of con-
temporary French art for the first time since the 1920s,
and to this day these works temporally conclude the
whole collection.

The advent of political “normalisation” gradually
exerted its oppressive influence also on the National
Gallery in Prague, but despite this obstacle, in compari-
son with other institutions it succeeded in maintaining
a relatively liberal atmosphere.® The change to the
political climate in the country may have also had an
impact on the new permanent exhibition of French art,
which was closed seven months after its opening, with
the official reason given being the preparations for the
exhibition Treasures of Cyprusin the Sternberg Palace, and
the adjustments of the exhibition spaces. The majority
of the collection was temporarily relocated to the exhi-
bition of the Collection of Modern and Contemporary
Art in the building of the Municipal Library, while its
smaller part was loaned overseas, either in individual
pieces or in smaller sets. During this interim period,
part of the collection was displayed for example in
Belgrade, from where a selection of French art was sent
to Czechoslovakia in an exchange in 1971. These art-
works were presented to viewers at the exhibition From
Corot to Bonnard. At the same time, a selection of 45 key
works from the collection was presented at the exhibi-
tion From Delacroix to Picasso at the National Museum
in Belgrade. Visitors were able to view practically all
of Pablo Picasso’s works from the collections of the
National Gallery in Prague in the Municipal Library in
the autumn of that year.”®

To the delight of audiences, the collection returned
for a while to its home in the Sternberg Palace in 1972.%
Prokop H. Toman described the situation appositely
in a review of the time: “This fragmentation of the
exhibition [of French art in previous years] was under-
standably detrimental to both the exhibition itself
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v budové Méstské knihovny a jeji mensi ¢ast pak
byla zapUj¢ena do ciziny, a to jak jednotlivé, tak
v mensich souborech. V tomto mezidobi hostovala
¢ast souboru napftiklad v Bélehradé€, odkud k nam
vyménou v lété 1971 prisel vybér francouzského
malirstvi z tamnich sbirek. Navstévnikdm se tato
dila predstavila na vystavé Od Corota k Bonnardo-
vi. Soucasné byl v bélehradském narodnim muzeu
prezentovan vybér 45 stéZejnich dél kolekce na
vystavé Od Delacroix k Picassovi. Takrka viechna
dila Pabla Picassa ze sbirek Narodni galerie v Praze
pak mohli navstévnici vidét na podzim téhoz roku
v Méstské knihovné.®?

Sbirka se na své misto ve Sternberském paléaci
k radosti navstévnika na chvili vratila v roce 1972.%
Prokop H. Toman to trefn€ popsal v dobové recenzi:
LJoto tristéni expozice [francouzského uméni v mi-
nulych letech] pochopitelné neprospivalo ani ji, ani
zdjmu zklamanych ndvstévnikd, kteri nenachdze-
li své obrazy na obvyklych mistech. Nyni konecné
dochdzi - jisté k radosti celé nasi kulturni verejnos-
ti - k opétné instalaci Francouzi na zndmych mis-
tech.”®

V prezentaci francouzského souboru ze sbirek
Narodni galerie v Praze Ize ve sledovaném obdo-
bi vypozorovat souvztaznost se zmé&nami klimatu
doby. Zrfejmé je to zejména ve vystavovani kubistic-
kych dél ¢&i jejich absenci. Nepopiratelnd hodnota
souboru vsak znemozZnila jeho celkové opomijeni
i v dobéach cenzury a byl tak az na né€kolik méalo rokd
v dobé nejvétsiho utlaku, na za¢atku padesatych let,
téméer nepretrzité k vidéni. Zmény byly patrné ze-
jména v poctu vystavenych exponatl a ve zddrazné-
ni bud' klasickych, nebo modernistickych dél. K ce-
[ému konvolutu bylo v tomto obdobi pristupovano
jako k vyrazné semknutému a byl tradi¢né vystavo-
van oddélen€ od jinych souborl. Dnes jsou tato dila
francouzskych mistr(i naopak rozseta po stalych ex-
pozicich Veletrzniho palace. Tito vzacni ,francouzsti
hosté” zde zapiedaji nové ,rozhovory” s dily umélct
z jinych zemi a predstavuji se op€t v trochu odliSném
svétle.

Cldnek vznikl na zdkladé instituciondini pod-
pory dlouhodobého koncepcniho rozvoje vyzkumné
organizace poskytované Ministerstvem kultury CR.

FROM THE COLLECTIONS’ HISTORY/Z DEJIN SBIREK



and to the interest of disappointed visitors, who were
unable to find the paintings in their usual places. Now,
finally - on what is undoubtedly a happy occasion for
the whole of our cultural public - we are witnesses to
the reinstallation of the French masters in their familiar
locations.”®

It is possible to trace a correlation with the changes
in the political climate of the time in the presentation of
the French corpus from the collections of the National
Gallery in Prague. This is particularly evident in the
displaying, or conversely the absence, of cubist works.
The undeniable value of the collection made it practi-
cally impossible to neglect it entirely even in times of
censorship, and as a result, with the exception of a few
years during the period of the heaviest repression at the
beginning of the 1950s, it was on display almost con-
tinuously. Changes were evident especially in the num-
ber of presented exhibits, and in the emphasis either
on classical or modernist works. During this period the
entire convolute was treated as a distinct, closed set,
and it was traditionally exhibited separately from other
collections. Today, by contrast, these works by French
masters are scattered throughout permanent exhibi-
tions in the Trade Fair Palace. Here these honoured
“French guests” are now engaging in new “dialogues”
with works by artists from other countries, and are once
again presented in a somewhat different light.

This article was published with support from a Grant for the
Long-Term Conceptual Development of a Research Organisation of
the Ministry of Culture of the Czech Republic.
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Rodin: Podobizna V. H. Rocheforta, Sv. Jan Krtitel,

Muz s prerazenym nosem, Podobizna J. P. Laurense,
Gustav Mahler, Podobizna sochare J. Daloua, Georges
Clemenceau, Studie k létajici postave, Mucednice,
Obrana, Vnitrni hlas.

12 Om, Cast Narodni galerie pfistupna, Svobodné
noviny. List SdruZeni kulturnich organisaci, 14. 12. 1947,
s. 3.

13 Vladimir Novotny, Sbirka moderniho uméni,

kat. vyst., Narodni galerie v Praze, Praha 1947, s. 10.

14 Ibidem, s. 12.

15 Alzbéta Birnbaumova, Vystava francouzského
malifstvi v Manesu, Lidovd demokracie. Orgdn
Ceskoslovenské strany lidové, 3. 7. 1946, s. 4.

16 Zakon ¢. 148/1949 Sb.

17 Archiv Narodni galerie v Praze (ANG), Zprava

o ¢innosti Narodni galerie a opatrenich k jejimu rozvoji,
rozbor cinnosti Narodni galerie (dlouhodoby), 1960,
Zpravy o ¢innosti - kompletni, 1959-1964.

18 CGloires de la Peinture Moderne, Palais des Thermes,
Ostende, 23. 7. - 25. 8. 1949; Eretentoonstelling James
Ensor, Gemeentemuseum, Haag, 10. 9. - 24. 10. 1949.
19  Gauguin, Exposition du Centenaire, Orangerie des
Tuileries, Pariz, 6. 7. - 14. 11. 1949.

20 ANG, Pariz, Basilej, Laussane, Zahrani¢ni zapajcky
1945-1958.

21 La XXV. Biennale di Venezia, Benatky,
3.6.-15.10. 1950.

22 ANG, Oslo, Zahrani¢ni zapajc¢ky 1945-1958.

23 Paul Gauguin, Paintings, Sculpture and Engravings,
Royal Scottish Academy, Edinburg, 21. 8. - 18. 9. 1955;
Tate Gallery, Londyn, 30. 9. - 26. 10. 1955;
Kunstnerforbundet, Oslo, 11. 11. - 1. 12. 1955.

24 Paul Cézanne 1839-1906, Gemeentemuseum,
Haag, cerven-¢ervenec 1956; Kunsthaus, Curych,
22.8.-7.10. 1956.

25 Exposition pour commémorer le cinquantenaire

de la mort de Cézanne, Pavillon de Venddéme, Aix-en-
-Provence, 21. 7. - 15. 8. 1956.

26 ANG, Smlouva 1155, Zurich, Haag, Aix, Mnichov,
Zapujcky 1956-1957.
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Nude, Landscape, Bathing; Raoul Dufy: Still Life; Othon Friesz:
The Bay; Paul Gauguin: The Judgement of Paris, Escape, Bonjour,
Monsieur Gauguin; Vincent van Gogh: Green Wheat Field; Marc
Chagall: The Circus; Henri Matisse: Joaquina; Claude Monet:
Two Women among the Flowers; Pablo Picasso: Still Life with Goblet,
Landscape with Bridge, Still Life with a Glass, Bottle and Playing Card,
Seated Nude, Standing Woman; Camille Pissarro: In the Vegetable
Garden, Landscape at Eragny, Pontoise; Auguste Renoir: The Lovers;
Henri Rousseau: Myself: Portrait-Landscape; Georges Seurat:
The “Maria” at Honfleur; Alfred Sisley: The Bridge of Sévres; Henri
de Toulouse-Lautrec: Moulin Rouge; Maurice Utrillo: Suburban
Street; Suzanne Valadon: Flowers in front of a Window; Maurice
de Vlaminck: Landscape; sculptures: Alexander Archipenko:
Seated Figure; Emile Antoine Bourdelle: Head, Head of a Dying
Man, Woman with Fruits, Lying Woman; Edgar Degas: Dancer;
Charles Despiau: Head of a Woman, Head of a Woman, Adolescent
Girl (Torso); Henri Laurens: Head of a Young Girl; Aristide
Maillol: Pomona; Jane Poupelet: Cow; Auguste Rodin: Bust of
Henri Rochefort, St John the Baptist, Man with the Broken Nose, Bust
of Jean-Paul Laurens, Gustav Mahler, Bust of the Sculptor Jules Dalou,
Georges Clemenceau, Study for Flying Figure, The Martyr, The Call to
Arms, The Inner Voice (The Meditation).

12  Om, “Cést Narodni galerie piistupna,” Svobodné noviny.
List SdruZent kulturnich organisact, 14 Dec 1947, p. 3.

13 Vladimir Novotny, Sbirka moderniho umeént,

exh. cat. (Prague: National Gallery in Prague, 1947),

p. 10.

14 Ibid,, p. 12.

15 Alzbéta Birnbaumova, “Vystava francouzského
malitstvi v Manesu,” Lidovd demokracie. Orgdn Ceskoslovenské
strany lidové, 3 Jul 1946, p. 4.

16 Act no. 148/1949 Coll.

17 Archive of the National Gallery in Prague (ANG),
Report on activity of the National Gallery and measures to
further its development, analysis of activity of the National
Gallery (long-term), 1960, Reports on activity - complete,
1959-1964.

18  Gloires de la Peinture Moderne, Palais des Thermes,

Ostend, 23 Jul - 25 Aug 1949; Eretentoonstelling Fames Ensor,
Gemeentemuseum, The Hague, 10 Sep - 24 Oct 1949.

19 Gauguin, Exposition du Centenaire, Orangerie des Tuileries,
Paris, 6 Jul - 14 Nov 1949.

20 ANG, Paris, Basel, Lausanne, Overseas loans 1945-1958.
21 La XXV, Biennale di Venezia, Venice, 3 Jun - 15 Oct 1950.
22 ANG, Oslo, Overseas loans 1945-1958.

23 Paul Gauguin, Paintings, Sculpture and Engravings, Royal
Scottish Academy, Edinburgh, 21 Aug - 18 Sep 1955; Tate
Gallery, London, 30 Sep - 26 Oct 1955; Kunstnerforbundet,
Oslo, 11 Nov - 1 Dec 1955.

24 Paul Cézanne 1839-1906, Gemeentemuseum, the Hague,
June-July 1956; Kunsthaus, Zurich, 22 Aug - 7 Oct 1956.

25  Exposition pour commémorer le cinguantenaire de la mort de
Cézanne, Pavillon de Venddéme, Aix-en-Provence,

o1 Jul - 15 Aug 1956.

26 ANG, Contract 1155, Ziirich, Haag, Aix, Munich, Loans
1956-1957-

27  Paul Cézanne 1839-1906, Haus der Kunst, Munich,

12 Oct - 18 Nov 1956.

28 The Haus der Kunst requested the paintings almost one
month before the exhibition, in mid-September 1956.

29 A curious episode was the return of the painting House
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27 Paul Cézanne 1839-1906, Haus der Kunst, Mnichov,
12.10. - 18. 11. 1956.

28 O obrazy pozadal Haus der Kunst necely mésic pred
vystavou, v poloviné zari 1956.

29 Kuriézni byl navrat obrazu Ddm v Aix (1885-1887),
u néhoz byl béhem konani vystavy v Mnichové poskozen
ram.

30 Milena Bartlova, Déjiny ceskych déjin umént,

Praha 2020, s. 151.

31 Libuse Brozkova, Vystava francouzského maliFstvi
ve Sternberském paléci, Witvarnd prdce. Casopis
Ustredniho svazu eskoslovenskych vytvarnych umélcd,
14. 8. 1965, s. 6.

32 Vice ke konkrétnim dildm viz déale v pozn. 39.

33 O obou zapujc¢kach hovori dobovy tisk. Ta
podébradska se jiz ale neobjevuje v pozdéji vydaném
katalogu.

34 \Vytvarné aktuality, Cesta miru. Tydenik Krajského
wboru Komunistické strany Ceskoslovenska v Liberci,
5.6.1954, s. 8.

35 Oldrich Holub, Francouzské uméni 19. a 20. stoleti,
Prdce. Cesky denik v ceskych rukou (Praha), 15. 7. 1954,
s. 5.

36 Obrazy: Pierre Bonnard: Rozhovor v Provenci;
Eugéne Boudin: Le Havre, Zdliv, U Toncques, Mésto

na rece, Lodé, Camaret, PobrezZni krajina s kravami,
Pobrezi u Finistere, Dortrecht, Ves s rekou a mostem,
Krajina s retézovym mostem, Honfleur, La Toncques,
Etaples, Cesta ve Villers; Paul Cézanne: Ovoce, Diim

v Aix, Podobizna Joachima Gasqueta; Jean Baptiste
Camille Corot: Les ve Fontainebleau, Statek v lese, U reky;
Gustave Courbet: Studie k obrazu ,Slecny na brehu
Seiny”, V lese, Jurskd krajina; Charles Frangois Daubigny:
Keérity le Vareck, Mor'ské pobrezi; Honoré Daumier:
Rodina na barikaddch 1848, Bremeno; Alexandre Gabriel
Decamps: Motiv z AlZiru; Eugéne Delacroix: Studie

k obrazu ,,Krveproliti na Chiu”, Podobizna F. Villota,
Jezdec napadeny jagudrem, Tygr a lev; André Derain:
Poprsi Zeny, Krajina, Zatisi s misou a ovocem; Virgilio
Narcisso Diaz de la Pefa: Akt v lese, Lesnatd krajina,
Bourliva krajina, Krajina, Les ve Fontainebleau; Paul
Gauguin: Bonjour, Monsieur Gauguin, Uték, Paridiiv
soud; Vincent van Gogh: Zelené obili; Pierre Puvis de
Chavannes: Studie k obrazu ,,Podzim™ Antoine Chintreuil:
Prostor; Henri Matisse: Joaquina; Claude Monet: Damy
v kvétindch; Adolphe Joseph Monticelli: Maskary; Pablo
Picasso: Krajina s mostem; Camille Pissarro: Pontoise,
Krajina v Eragny, V zelindrské zahrade; Auguste Renoir:
Milenci; Léon Richet: Mocdl za mésicni noci, Krajina;
Henri Rousseau: Vlastni podobizna; Théodore Rousseau:
Kamenny most v Meudonu, Krajina po bouri, Rybdrska
vesnice, Krajina; Georges Seurat: Pristav v Honfleuru;
Alfred Sisley: Most v Sévres; Henri de Toulouse-Lautrec:
V Moulin Rouge; Constant Troyon: Krdva v chléve, Dvé
kravy, Krdva a osel; Maurice Utrillo: Ulice na predmésti;
Suzanne Valadon: Kvétiny; Maurice Vlaminck: Krajina;
plastiky: Antoine Louis Barye: Jagudr poZirajici zajice;
Emile Antoine Bourdelle: Zena s plody, LeZici Zena, Studie
k pomniku padlych, Podobizna malite Ingresa, Hlava
umirajiciho; Jean Baptiste Carpeaux: Materstvi, Choré
dité, Ugolino, Poprsi Géromovo; Jean Pierre Dantan:
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in Aix (Fas de Bouffan) (1885-1887), the frame of which was
damaged during the course of the exhibition in Munich.
30 Milena Bartlova, Déjiny ceskjch déjin uméni (Prague 2020),
p- 151

31 Libuse Brozkovd, “Vystava francouzského mali¥stvi ve
Sternberském palaci,” Vytvarnd préce. Casopis Ustiedniho svazu
Ceskoslovenskych vjtvarnych umélci, 14 Aug 1965, p. 6.

32 For further details on the specific artworks see note 39.
33 Both loans were mentioned in the contemporary
press. However, the Podébrady loan does not appear in the
subsequently published catalogue.

34 “Vytvarné aktuality,” Cesta miru. Tydenik Krajského vyboru
Komunistické strany Ceskoslovenska v Liberci, 5 Jun 1954, p. 8.

35 Oldfich Holub, “Francouzské uméni 19. a 20. stoleti,”
Prdce. Cesky denik v Ceskyoh rukou (Praha), 15 Jul 1954, p- 5.

36 Paintings: Pierre Bonnard: Conversation in Provence; Eugéne
Boudin: Le Havre, The Bay, The Valley of the Touques, Town on a River,
Boats, Camaret, Coastal Landscape with Cows, Coastline in Finistére,
Dortrecht, Village with River and Bridge, Landscape with Chain Bridge,
Honfleur, La Toncques, Etaples, La Route de Villers-sur-mer; Paul
Cézanne: Fruit, The House in Aix (Jas de Bouffan), Portrait of Joachim
Gasquet; Jean Baptiste Camille Corot: Forest of Fontainebleau,
Farmstead in the Forest, By the River; Gustave Courbet: Study for the
painting “Young Ladies on the Banks of the Seine”, In the Forest, Furassic
Landscape; Charles Frangois Daubigny: Kerity le Vareck, Coastline;
Honoré Daumier: Family on the Barricades in 1848, The Burden
(Laundress); Alexandre Gabriel Decamps: The Algerian Motif;
Eugeéne Delacroix: Study for the painting “The Massacre at Chios”,
Portrait of Frédéric Villot, Jaguar Attacking a Horseman, Tiger and Lion;
André Derain: Seated Nude, Landscape, Still Life with Fruit; Virgilio
Narcisso Diaz de la Pefia: Nude in Forest, Forest Landscape, Stormy
Landscape, Landscape, Forest of Fontainebleau; Paul Gauguin:
Bonjour, Monsieur Gauguin, Escape, The Judgement of Paris; Vincent
van Gogh: Green Wheat Field; Pierre Puvis de Chavannes:
Autumn Study; Antoine Chintreuil: Space; Henri Matisse:
Joaquina; Claude Monet: Two Women among the Flowers; Adolphe
Joseph Monticelli: Masquerade; Pablo Picasso: Landscape with
Bridge; Camille Pissarro: Pontoise, Landscape at Eragny, In the
Vegetable Garden; Auguste Renoir: The Lovers; Léon Richet:
Swampland on a Moonlit Night, Landscape; Henri Rousseau:

Myself: Portrait-Landscape; Théodore Rousseau: Stone Bridge

near Meudon, Landscape after a Storm, Fishing Village, Landscape;
Georges Seurat: The “Maria” at Honfleur; Alfred Sisley: The
Bridge of Sévres; Henri de Toulouse-Lautrec: At the Moulin Rouge;
Constant Troyon: Cow in a Stable, Two Cows in a Landscape, Cow
with Donkey; Maurice Utrillo: Suburban Street; Suzanne Valadon:
Flowers in front of a Window; Maurice Vlaminck: Landscape;
sculptures: Antoine Louis Barye: Faguar Devouring a Hare;
Emile Antoine Bourdelle: Woman with Fruits, Lying Woman, Study
of Monument to the Fallen, Bust of the Painter Ingres, Head of a Dying
Man; Jean Baptiste Carpeaux: Maternity, The Sick Child, Ugolino,
Bust of Gérome; Jean Pierre Dantan: Nicolo Paganini, Alexandre
Dumas, Widgenstein, Henry Grey, Balzac, Actorin a Red Cloak, The
Organist, Liszt, Severio Mercadante; Honoré Daumier: Bust; Edgar
Degas: Dancer; Charles Despiau: Adolescent Girl (Torso), Head of
a Woman, Portrait of Mme Leopold Levy; Jean Antoine Houdon:
Bust of Voltaire; Aristide Maillol: Pomona; Auguste Rodin:

Man with the Broken Nose, The Age of Bronze, The Call to Arms, Bust

of Jean-Paul Laurens, Bust of the Sculptor Fules Dalou, Bust of Henri
Rochefort, The Inner Voice (The Meditation), The Martyr, Gustav
Mahler; Francgois Rude: Martine Cabet; works on paper: Pierre
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Nicolo Paganini, Alexandre Dumas, Widgenstein, Henry
Grey, Balzac, Herec v cerveném plasti, Varhanik, Liszt,
Severio Mercadante; Honoré Daumier: Podobizna; Edgar
Degas: Tanechice; Charles Despiau: Div¢i torso, Hlava
Zeny, Pani Leopolda Lévyovd; Jean Antoine Houdon:
Poprsi podobizny Voltairovy; Aristide Maillol: Pomona;
Auguste Rodin: Muz s prerazenym nosem, Kovovy vék,
Obrana, Podobizna J. P. Laurense, Podobizna J. Daloua,
Podobizna V. H. Rocheforta, Vnitrni hlas, Mucednice,
Podobizna Gustava Mahlera; Frangois Rude: Podobizna
pani Martine Cabetové; prace na papire: Pierre Bonnard:
V lézni, Myjici se Zena; Paul Cézanne: Koupdni, Nacrt
krajiny, Nacrt stromu; Jean Baptiste Camille Corot: Civita
Castellano, Vzpominka na hradby v Douai, Vzpominka
na Toskdnu, Osaméld cesta, Venuse pristrihujici
Amorovi kridla, Sapho, Krajina u Neapole; Charles
Francois Daubigny: Vychod slunce, Jaro, Vinobrani,
Pastyr a pastyrka v lese, Kere, V lese ve Fontainebleau,
Povozy; Honoré Daumier: Rue Transnonain, Studie

k obrazu Bremeno, Obrana svobody tisku, Invalida

u déla, V pavuciné, Lauredtka r. 1868, Obnova Turenne,
Historie viady, Krajina z roku 1870, Zdésenad dédictvim,
List z cyklu ,,Croquis dramatiques”, List z cyklu ,,Croquis
dramatiques”; Edgar Degas: Klecici Zensky akt; Eugéne
Delacroix: Zdpas Jakuba s andélem, Vlyhndni Heliodora
z chramu, Macbeth se radi s carodéjnicemi, List se ctyrmi
reckymi kamejemi, Tygr poZirajici koné, Hamletova smrt,
Lev poZirajici koné; Charles Despiau: Studie aktu; Paul
Gauguin: Bretonské selky, Cikady a mravenci, Hoch

s divkou; Paul Gavarni: Dva pocestni, Sedici maskovand
Zena, Spici rodina na nedélnim vyleté, Cikdan u stolu;
Pierre Puvis de Chavannes: Inter artes et naturam, Studie
k aktu Arteom, Nacrt k Iétu, Nacrt ke komposici; Jean
Auguste Dominique Ingres: Venuse ranéna Diomedem;
Aristide Maillol: Juno, Zensky akt; Edouard Manet:
Cikdni, Mrtvy torero, Kristus s andély, Rouviére v roli
Hamleta; Jean Francois Millet: Sedldk s trakarem, Shirdni
klasu, Kasicka, Délnici na poli, Krumplitka, Rozsévac,
Auvergneskd pradlena; Auguste Renoir: Koupdni, Studie
divcich postav; Auguste Rodin: Koupajici se Zena, Klecici
Zensky akt; Théodore Rousseau: U Bellevoix; Paul Signac:
Croix-de-Vie, Lomalo, Petit Audely, Rouen; Henri de
Toulouse-Lautrec: Marcelle Lender, List z cyklu ,Elles”,
Mme Polaire, Americky zpévdk, Aristide Bruand, Yvette
Guilbert, Edmie Lescot, Obdlka z cyklu ,Elles”.

37 ANG, Seznam dél, Sbirka francouzského uméni

19. a 20. stoleti (stala expozice), 1954-1966, kart. 8.

38 ANG, Plan védecké cinnosti v roce 1960, Odbor
moderniho uméni (malba), korespondence, ¢innost.
Misto historika staré ¢eské malby nebylo obsazeno vibec.
ANG, Specifikace odbornych funkci v oboru historie
uméni v Narodni galerii, Uméleckoprimyslovém museu
v Praze a Uméleckopriimyslovém museu Brno, Rozbor
¢innosti Narodni galerie (dlouhodoby), 1960, Zpravy

o ¢innosti - kompletni, 1959-1964.

39 Eugene Boudin: Le Havre (DO 6831), La Toucques*
(DO 6832), Zdliv (DO 6833), Mésto na rece* (DO 6834),
Lodeé* (DO 6835), Camaret* (DO 6836), Pobrezni
krajina s kravami (DO 6837), PobreZi u Finistére

(DO 2714), Dortrecht (DO 6838), Ves s rekou a mostem
(DO 6839), Krajina s retézovym mostem (DO 6840),
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Bonnard: The Bath, Woman Washing; Paul Cézanne: The Bathers,
Sketch of a landscape, Sketch of a tree; Jean Baptiste Camille Corot:
Civita Castellano, A Memory of the Fortifications at Douai, A Memory of
Tuscany, Lonesome Road, Venus Coupant les Aisles de L’Amour, Sapho,
View Near Naples; Charles Frangois Daubigny: Sunrise, Spring,
Wine Harvest in Burgundy, Shepherd and Shepherdess, Bushes, Forest
of Fontainebleau, The Wagons; Honoré Daumier: Rue Transnonain,
Study for the painting The Burden (Laundress), Don’t Meddle with

the Press!, The Invalid by the Cannon, In a Spider’s Web, An Award
Winner in 1868, Renewal of Turenne, History of Government, An

1870 Landscape, Appalled by Her Legacy, Sheet from the cycle “Croquis
Dramatiques”, Sheet from the cycle “Croquis dramatiques”; Edgar
Degas: Kneeling Nude; Eugene Delacroix: Facob Wrestling with

the Angel, Heliodoros Driven from the Temple, Macbeth Consulting the
Witches, Study of Four Greek Coins, Wild Horse Felled by a Tiger, The
Death of Hamlet, Lion Devouring a Horse; Charles Despiau: Study of
aNude; Paul Gauguin: Four Breton Women, A Memory of Martinique
(Les cigales et les fourmis), Boy and Girl; Paul Gavarni: Two Wayfarers,
Seated Masked Woman, Sleeping Family on a Sunday Outing, Gypsy at

a Table; Pierre Puvis de Chavannes: Inter artes et naturam, Study
of Nude Arteom, Sketch for Summer, Sketch for Composition; Jean
Auguste Dominique Ingres: Venus Wounded by Diomedes; Aristide
Maillol: Funo, Female Nude; Edouard Manet: The Gypsies, The
Dead Toreador, The Dead Christ with Angels, The Tragic Actor (Rouviére
as Hamlet); Jean Francois Millet: Peasant with a Wheelbarrow, Ears
Pickers, Pulp, Potato Planters, The Embroider, The Sower, The Spinner,
Goatherd of the Auvergne; Auguste Renoir: The Bathers, Study of
Nude Female Figures; Auguste Rodin: Bathing Woman, Kneeling
Nude; Théodore Rousseau: Plateau de Bellevoix; Paul Signac:
Croix-de-Vie, Lomalo, Petit Audely, Rouen; Henri de Toulouse-
Lautrec: Marcelle Lender, Sheet from the cycle “Elles”, Mme Polaire,
American Singer, Aristide Bruand, Yovette Guilbert, Edmie Lescot, Cover
from the cycle “Elles”.

37 ANG, List of works, Collection of French Art of the
Nineteenth and Twentieth Century (permanent exhibition),
1954-1966, box 8.

38 ANG, Plan of specialist activity in 1960, Department

of Modern Art (painting), correspondence, activity. The
position of a historian of old Czech painting was not filled
at all. ANG, Specification of specialist functions within the
field of history of art at the National Gallery, the Museum of
Decorative Arts in Prague and the Museum of Applied Arts
in Brno, Itemisation of activity of the National Gallery
(long-term), 1960, Reports on activity - complete, 1959-1964.
39 Eugene Boudin: Le Havre (DO 6831), La Toucques*

(DO 6832), The Bay (DO 6833), Town on a River* (DO 6834),
Boats* (DO 6835), Camaret* (DO 6836), Coastal Landscape

with Cows (DO 6837), Coastline at Finistére (DO 2714), Dortrecht
(DO 6838), Village with River and Bridge (DO 6839), Landscape
with Chain Bridge (DO 6840), Honfleur* (DO 2715), La Toucques
(DO 6841), Etaples (DO 6842), La Route de Villers-sur-mer

(DO 6843); Charles Frangois Daubigny: The Bay (DO 6844);
Virgilio Narcisso Diaz de la Pefa: Evening Landscape

(DO 6849), Forest of Fontainebleau™ (DO 6850), Stormy Landscape®
(DO 6851); Léon Richet: Landscape* (DO 6845); Théodore
Rousseau: Landscape with Pond* (DO 6846); Constant

Troyon: Two Cows in a Landscape® (DO 6848), Cow with Donkey
(DO 6847).

40 Paintings: Jean Baptiste Camille Corot: Forest of
Fontainebleau, Farmstead in the Forest; Gustave Courbet: Furassic
Landscape, In the Forest, Study for the painting “Young Ladies on the
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Honfleur* (DO 2715), La Toucques (DO 6841), Etaples
(DO 6842), Cesta ve Villers (DO 6843); Charles Francois
Daubigny: Zdtoka (DO 6844); Virgilio Narcisso Diaz de la
Pefa: Vecerni krajina (DO 6849), Les ve Fontainebleau*
(DO 6850), Bourliva krajina* (DO 6851); Léon Richet:
Krajina* (DO 6845); Théodore Rousseau: Krajina

s rybnikem* (DO 6846); Constant Troyon: Dvé kravy*
(DO 6848), Krdva a osel (DO 6847).

40 Obrazy: Jean Baptiste Camille Corot: Les ve
Fontainebleau, Statek v lese; Gustave Courbet: Jurskd
krajina, V lese, Studie k obrazu ,Slecny na brehu Seiny”,
Charles Francois Daubigny: Kérity le Vareck; Honoré
Daumier: Rodina na barikadeé roku 1848, Bremeno;
Alexandre Gabriel Decamps: Motiv v Alziru, Umélciv
ateliér*; Eugene Delacroix: Krveproliti na Chiu, studie
pravé spodni &asti obrazu, Muz v orientdlnim kroji,
Podobizna Frédérica Villota, Tygr a lev, Jezdec napadeny
Jjagudrem, Vlyhndni Heliodora z chramu, Zdpas Jakuba

s andélem; Virgilio Narcisso Diaz de la Pefia: Lesnatd
krajina*, Lesni zatisi, Cesta v lese; Eugéne Fromentin:
Studie dvou koni*; Antoine Chintreuil: Prostor; Léon
Richet: Mocdl za mésicni noci, Vesnice s kostelem™;
Théodore Rousseau: Most u Meudonu, Rybdrska vesnice,
Krajina s duhou; Constant Troyon: Krdva v chléve;

Paul Cézanne: Ovoce, Dim v Aix, Podobizna Joachima
Gasqueta; Paul Gauguin: Bonjour, Monsieur Gauguin,
Uték, Paridiiv soud: Vincent van Gogh: Zelené Zito; Pierre
Puvis de Chavannes: Studie k obrazu ,,Podzim”; Claude
Monet: Damy v kvétindch; Adolphe Joseph Thomas
Monticelli: Faust a Markétka, Maskary, Dostavenicko

v parku; Camille Pissarro: Pontoise, Zahrada ve Val
Hermé, V zelindrské zahradé; Auguste Renoir: Milenci;
Henri Rousseau: Vlastni podobizna; Georges Seurat:
Pristav v Honfleuru; Paul Signac: Seina u Samois; Alfred
Sisley: Most v Sévres; Henri de Toulouse-Lautrec: Moulin
Rouge; Pierre Bonnard: Rozhovor v Provenci; Georges
Braque: Zatisi s houslemi a sklenici, Zatisi s klarinetem

a houslemi, Zatisi s hroznem, Zatisi s kytarou 1, Zatist

s kytarou Il; André Derain: Koupdni, Cadaqués,
Montreuil sur-Mer*, Zatisi se dzbdnkem, Zatisi se
sklenicemi a ovocem™, Zdtisi s koSickem™*, Zatisi s misou
a ovocem*, Poprsi Zeny, Krajina s mistkem; Raoul Dufy:
Zatisi; Othon Friesz: Zatoka, Krajina s pohorim*; Marc
Chagall: Cirkus, Utonuld (kresba), Znecka (kresba);
Henri Matisse: Joaquina; Pablo Picasso: Sedici Zensky
akt, Autoportrét, Zena, Zena, Krajina s mostem, Zena

v lenosce, Zena s kytarou u piana*, Toreador hrajici

na kytaru, Klarinet (Spanélské zatisi), Housle, sklenice,
dymka a kotva (Vzpominka na Le Havre), Boxer,

Stojici Zensky akt, Zatisi se sklenici; Maurice Utrillo:
Ulice na predmésti, Pred zamkem Chastelloux, Zdmek
Ségliere*; Suzanne Valadon: Kvétiny pred oknem; Maurice
Vlaminck: Krajina, Ulicka v malém mésté, Ulice, Ulice

na predmésti*; plastiky: Honoré Daumier: Jean-Pons-
-Guillaume Viennet; Paul Gauguin: Zena s pdvem; Pablo
Picasso: Hlava; Alexandr Archipenko: Sedici; Antoine
Louis Barye: Lev zdpasici s hadem, Jagudr poZirajici
zajice, Lvice; Joseph Bernard: Dévce se dZbdnem; Emile
Antoine Bourdelle: Studie k pomniku padlych z let
1870-1871 pro Montauban, Hlava umirajiciho z pomniku
padlych z let 1870-1871 pro Montauban, Zena s plody,
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Banks of the Seine”; Charles Frangois Daubigny: Kerity le Vareck;
Honoré Daumier: Family on the Barricades in 1848, The Burden
(Laundress); Alexandre Gabriel Decamps: The Algerian Motif,
The Artist in His Studio*; Eugéne Delacroix: The Massacre at Chios,
study of lower right-hand part of painting, A Man in Oriental Costume
Smoking on a Sofa, Portrait of Frédéric Villot, Tiger and Lion, Faguar
Attacking a Horseman, Heliodoros Driven from the Temple, Facob
Werestling with the Angel; Virgilio Narcisso Diaz de la Pefa: Forest

Landscape™, Forest Still Life, A Path in the Forest; Eugeéne Fromentin:

Two Horses (Study)*; Antoine Chintreuil: Space; Léon Richet:
Swampland on a Moonlit Night, Village with Church*; Théodore
Rousseau: Stone Bridge near Meudon, Fishing Village, Landscape with
a Rainbow; Constant Troyon: Cow in a Stable; Paul Cézanne:
Fruit, The House in Aix (Fas de Bouffan), Portrait of Joachim Gasquet;
Paul Gauguin: Bonjour, Monsieur Gauguin, Escape, The Judgement
of Paris; Vincent van Gogh: Green Wheat Field; Pierre Puvis de
Chavannes: Autumn Study; Claude Monet: Two Women among

the Flowers; Adolphe Joseph Thomas Monticelli: Marguerite,
Faust and Mephisto, Masquerade, Gallant Meeting in the Park; Camille
Pissarro: Pontoise, Garden at Val Hermé, In the Vegetable Garden;
Auguste Renoir: The Lovers; Henri Rousseau: Myself: Portrait-

Landscape; Georges Seurat: The “Maria” at Honfleur; Paul Signac:

The Seine near Samois; Alfred Sisley: The Bridge of Sévres; Henri de
Toulouse-Lautrec: Moulin Rouge; Pierre Bonnard: Conversation
in Provence; Georges Braque: Still Life with Violin and Pitcher, Violin
and Clarinet, Still Life with a Grape, Still Life with a Guitar I, Still Life
with a Guitar II; André Derain: The Bathers, Cadaqués, Montreuil
sur-Mer*, Still Life with a Jug, Still Life with Glasses and Fruit*, Still
Life with a Basket*, Still Life with Fruit*, Seated Nude, Landscape with
a Bridge; Raoul Dufy: Still Life; Othon Friesz: The Bay, Mountain
Landscape*; Marc Chagall: Tke Circus, The Drowned Woman (study),
The Reaper (study); Henri Matisse: Joaquina; Pablo Picasso:
Seated Nude, Self-Portrait, Woman, Woman, Landscape with Bridge,
Woman in an Armchair, Woman with a Guitar by the Piano*, Torcador
Playing the Guitar, Still Life with Clarinet, Violin, Glass, Pipe and
Inkwell (Souvenir of Le Havre), Boxer, Standing Woman, Still Life with
a Glass; Maurice Utrillo: Suburban Street, Chateau de Chastelloux,
Chateau de Ségliere*; Suzanne Valadon: Flowers in front of
a Window; Maurice Vlaminck: Landscape, Street in a Small Town,
Street Scene, Suburban Street*; sculptures: Honoré Daumier:
Jean-Pons-Guillaume Viennet; Paul Gauguin: Women with a Peacock;
Pablo Picasso: Head of a Woman; Alexandr Archipenko: Seated
Figure; Antoine Louis Barye: Lion and Serpent, Jaguar Devouring
a Hare, Lioness; Joseph Bernard: Young Girl with a Pitcher; Emile
Antoine Bourdelle: Study of Monument to the Fallen from 1870-1871
Jfor Montauban, Head of a Dying Man from the Monument to the
Fallen from 1870-1871 for Montauban, Woman with Fruits, Morning
Star, Bust of the Painter Ingres, Heracles the Archer; Jean Baptiste
Carpeaux: Ugolino and His Sons, Flora, Maternity, The Sick Child,
Bust of Gérome*; Edgar Degas: Dancer (“Grande Arabesque”, third
phase); Charles Despiau: Feanne, Head of a Woman, Seated Nude,
Large Torso; Jean Antoine Houdon: Diana®, Bust of Voltaire*;
Henri Laurens: Head of a Young Girl; Aristide Maillol: Pomona;
Jane Poupelet: Cow*, Auguste Rodin: Man with the Broken Nose,
The Age of Bronze, St John the Baptist, The Call to Arms, Man with the
Broken Nose, sketch, Bust of Jean-Paul Laurens, Bust of the Sculptor
Jules Dalow, Bust of Henri Rochefort, The Martyr, The Inner Voice
(The Meditation), Iris, Balzac, Gustav Mahler; Frangois Rude:
Head of Gaspard Monge*, Martine Cabet*.
41 Paintings: Georges Braque: Still Life with Pipe; Raoul
Dufy: Aphrodite; Amadeo Modigliani: Portrait of a Young Girl,

Jitfenka, Podobizna malire Ingresa, Herakles lucistnik;
Jean Baptiste Carpeaux: Ugolino, Flora, Materstvi, Choré
dité, Poprsi Gérémovo*; Edgar Degas: Tanecnice (,Velka
arabeska”, treti fdze); Charles Despiau: Jeanne, Hlava
Zeny, Sedici akt, Velké torso; Jean Antoine Houdon:
Diana*, Podobizna Voltairova*; Henri Laurens: Hlava
divky; Aristide Maillol: Pomona; Jane Poupelet: Krava*,
Auguste Rodin: Muz s prerazenym nosem, Kovovy

vék, Jan Krtitel, Obrana (Voldni do zbran€), Muz

s prerazenym nosem, ndcrt, Podobizna J. P. Laurense,
Podobizna J. Daloua, Podobizna V. H. Rocheforta,
Mucednice, Vnitini hlas (Meditace), Iris, Balzac,
Podobizna Gustava Mahlera; Francois Rude: Hlava
Gasparda Monge*, Podobizna pani Cabetové*.

41
Dufy: Afrodite; Amadeo Modigliani: Portrét divky;

Obrazy: Georges Braque: Zatisi s lulkou; Raoul

Pablo Picasso: Harlekyn, Pristav v Cadaqués, Skrinka,
Sdlek, jablko a sklenice, Zatisi s dymkou, Alfred Sisley:
Motiv z Moret; Maurice Vlaminck: Sedy dim, Rybdrskd
vesnice, Cesta do vsi; plastiky: Louis Antoine Barye:

Lev poZirajici kozu, Lvice; Jean Antoine Houdon: Portrét
Louisy Brougniardové; Pablo Picasso: Hlava divky; ANG,
Dokumentace vystav Narodni galerie (1945-1958), Sbirka
francouzského uméni 19. a 20. stoleti (stala expozice),
1954-1966, Dodatky, kart. 8, prir. ¢. AK 213.

42 ANG, Smlouva 3256, Oblastni galerie v Liberci,
ZapUjcky 1962-1964.

43 Zakoupeno v roce 1957 ze sbirky Vincence Kramare.
44 ANG, Odbor moderniho uméni (malba),
korespondence, cinnost, PInéni planu odboru malby

za 1. pololeti r. 1961.

45 André Derain byl v té dobé jiz po smrti. Je mozné,
ze byl tedy dopis nakonec adresovan jeho pribuznym.

46 Et ainsi elles seront connues - A tim se stanou
zndmymi, citace z prilozeného dopisu (viz obr. 10).

47 ANG, Manipulace 1965-1970, Rozbor ¢innosti,
statistiky, plany ¢innosti, smérnice MSK - Rozbor &innosti
1967.

48 ANG, Manipulace 1965-1970, Rozbor ¢innosti,
statistiky, plany ¢innosti, smérnice MSK - Rozbor &innosti
1965.

49 ANG, Manipulace 1965-1970, Rozbor ¢innosti,
statistiky, plany ¢innosti, smérnice MSK - Rozbor &innosti
1966.

50 Jana Hofmeisterova, Francouzi opét v Narodni
galerii, Vecerni Praha, 3. 9. 1966, s. 5.

51 Dans la lumiére de Vermeer, cinq siécles de peinture,
Mauritshuis, Haag, 25. 6. - 5. 9. 1966.

52 Dans la lumiére de Vermeer, cinq siécles de peinture,
Orangerie des Tuileries, Pariz, 24. 9. - 28. 11. 1966.

53 Malby: Pierre Bonnard: Rozhovor v Provenci;
Eugéne Boudin: Le Havre, La Tocques, Zdliv, Mésto na
rece, Lodé, Camaret, PobrezZni krajina s kravami, PobreZi
u Finistere, Dortrecht, Ves s rekou a mostem, Krajina

s retézovym mostem, Honfleur, La Tocques, Etaples,
Cesta ve Villers; Georges Braque: Zatisi s houslemi

a sklenici, Zatisi s klarinetem a houslemi, Zatisi

S hroznem, Zdtisi s kytarou I, Zatisi s kytarou Il, Zatisi

s lulkou; Paul Cézanne: Ovoce, Dim v Aix, Podobizna
Joachima Gasqueta; Jean Baptiste Camille Corot: Les

ve Fontainebleau, Statek v lese; Gustave Courbet: Jurska
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Pablo Picasso: Harlequin, The Port of Cadaqués, Cascet, Cup, Apple
and Glass, Still Life with Pipe, Alfred Sisley: Motiffrom Moret;
Maurice Vlaminck: The Grey House, Fishing Village, Village Road
(French Village); sculptures: Louis Antoine Barye: Lion Devouring
a Goat, Lioness; Jean Antoine Houdon: Louise Brongniart;

Pablo Picasso: Head of a Young Girl; ANG, Documentation of
exhibitions of the National Gallery (1945-1958), Collection
of French Art of the Nineteenth and Twentieth Century
(permanent exhibition), 1954-1966, Appendices, box 8,

acc. no. AK e13.

42 ANG, Contract 3256, Regional Gallery in Liberec, Loans
1962-1964.

43 Purchased in the year 1957 from the Vincenc Kramar
collection.

44 ANG, Department of Modern Art (painting),
correspondence, activities, Fulfilment of the plan of the
painting department for the first half of 1961.

45 This was after the death of André Derain. It is possible
that the letter was addressed to his relatives.

46 Lt ainsi elles seront connues — And thus they shall be known,
quotation from attached letter (see fig. 10).

47 ANG, Operation 1965-1970, Itemisation of activity,
statistics, activity plans, directives of Ministry of Education
and Culture - Itemisation of activity 1967.

48 ANG, Operation 1965-1970, Itemisation of activity,
statistics, activity plans, directives of Ministry of Education
and Culture - Itemisation of activity 1965.

49 ANG, Operation 1965-1970, Itemisation of activity,
statistics, activity plans, directives of Ministry of Education
and Culture - Itemisation of activity 1966.

50 Jana Hofmeisterova, “Francouzi opét v Narodni galerii,”
Vecerni Praha, 3 Sep 1966, p. 5.

51 Dansla lumiére de Vermeer, cing siécles de peinture, Mauritshuis,
the Hague, 25 Jun - 5 Sep 1966.

52 Dans la lumiére de Vermeer, cing siécles de peinture, Orangerie
des Tuileries, Paris, 24 Sep - 28 Nov 1966.

53 Paintings: Pierre Bonnard: Conversation in Provence; Eugéne
Boudin: Le Havre, La Tocques, The Bay, Town on a River, Boats,
Camaret, Coastal Landscape with Cows, Coastline in Finistére, Dortrecht,
Village with River and Bridge, Landscape with Chain Bridge, Honfleur,
La Tocques, Etaples, La Route de Villers-sur-mer; Georges Braque:
Still Life with Violin and Pitcher, Violin and Clarinet, Still Life with

a Grape, Still Life with a Guitar I, Still Life with a Guitar IT, Still Life
with Pipe; Paul Cézanne: Fruit, The House in Aix (Jas de Bouffan),
Portrait of Joachim Gasquet; Jean Baptiste Camille Corot: Forest
of Fontainebleau, Farmstead in the Forest; Gustave Courbet: Furassic
Landscape, In the Forest, Study for the painting “Young Ladies on the
Banks of the Seine”; Charles Francois Daubigny: The Bay, Kérity

le Vareck; Honoré Daumier: Family on the Barricadesin 1848, The
Burden (Laundress); Alexandre Gabriel Decamps: The Algerian
Motif, The Artist in His Studio; Eugene Delacroix: The Massacre

at Chios, study of lower right-hand part of painting, A Man in Oriental
Costume Smoking on a Sofa, Portrait of Frédéric Villot, Tiger and Lion,
Jaguar Attacking a Horseman, Heliodoros Driven from the Temple, Facob
Werestling with the Angel; André Derain: The Bathers, Cadaqués,
Montreuil sur-Mer, Still Life with a Jug, Still Life with Glasses and Fruit,
Still Life with a Basket, Still Life with Fruit, Seated Nude, Landscape
with a Bridge, Head of a Young Woman; Virgilio Narcisso Diaz de
la Pefia: Forest Landscape, Evening Landscape, Forest of Fontainebleau,
Forest Still Life, Stormy Landscape, A Path in the Forest; Raoul Dufy:
Still Life, Aphrodite; Othon Friesz: The Bay, Mountain Landscape,
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krajina, V lese, Studie k obrazu ,Slecny na brehu Seiny”,
Charles Francois Daubigny: Zdtoka, Kérity le Vareck;
Honoré Daumier: Rodina na barikadé roku 1848,
Bremeno; Alexandre Gabriel Decamps: Motiv v AlZiru,
Umeélcuv ateliér; Eugéne Delacroix: Krveproliti na Chiu,
studie pravé spodni &asti obrazu, MuZ v orientdInim
kroji, Podobizna Frédérica Villota, Tygr a lev, Jezdec
napadeny jagudrem, Vyhndni Heliodora z chrému,
Zdpas Jakuba s andélem; André Derain: Koupdani,
Cadaqués, Montreuil sur-Mer, Zatisi se dzbankem,
Zatisi se sklenicemi a ovocem, Zatisi s kosickem, Zatisi
s misou a ovocem, Poprsi Zeny, Krajina s mistkem,
Hlava mladé zZeny; Virgilio Narcisso Diaz de la Pefa:
Lesnatd krajina, Vecerni krajina, Les ve Fontainebleau,
Lesni zatisi, Bourliva krajina, Cesta v lese; Raoul Dufy:
Zatisi, Afrodite; Othon Friesz: Zdtoka, Krajina s pohorim,
Z pristavu v Honfleur, Zatisi; Eugéne Fromentin: Studie
dvou koni; Paul Gauguin: Bonjour, Monsieur Gauguin,
Uték, Pariddiv soud: Vincent van Gogh: Zelené Zito; Marc
Chagall: Cirkus, Utonulg; Pierre Puvis de Chavannes:
Studie k obrazu ,,Podzim”, Giorgio de Chirico: Slunce
nad Reckem; Antoine Chintreuil: Prostor; Albert Marquet:
Marseille v zime; Henri Matisse: Joaquina; Joan Miré:
Komposice; Claude Monet: Damy v kvétindch; Adolphe
Joseph Thomas Monticelli: Faust a Markétka, Maskary,
Dostavenicko v parku; Pablo Picasso: Sedici Zensky akt,
Autoportrét, Zena, Zena, Krajina s mostem, Hlava,
Zena v lenosce, Zena s kytarou u piana, Toreador
hrajici na kytaru, Klarinet (Spanélské zatisi), Housle,
sklenice, dymka a kotva (Vzpominka na Le Havre),
Boxer, Pristav v Cadaqués, Skiinka, sdlek, jablko

a sklenice, Zdtisi s dymkou, Stojici Zensky akt, Zatisi

se sklenici, Hlava Zeny; Camille Pissarro: Pontoise,
Zahrada ve Val Hermé, V zelindrské zahradé; Auguste
Renoir: Milenci; Léon Richet: Mocdl za mésicni noci,
Krajina, Vesnice s kostelem; Henri Rousseau: Viastni
podobizna; Théodore Rousseau: Krajina s rybnikem,
Most u Meudonu, Rybdrska vesnice, Krajina s duhou;
Georges Seurat: Pristav v Honfleuru; Paul Signac: Seina
u Samois; Alfred Sisley: Most v Sévres, Motiv z Moret;
Henri de Toulouse-Lautrec: Moulin Rouge; Constant
Troyon: Krdva v chlévé, Dvé krdvy, Krdva a osel; Maurice
Utrillo: Ulice na predmeésti, Zdmek Ségliere, Pred zdmkem
Chastelloux, Vire-Calvados; Suzanne Valadon: Kvétiny
pred oknem; Maurice Vlaminck: Krajina, Ulicka v malém
mésté, Ulice, Ulice na predmésti, Sedy diim, Rybdrskd
vesnice, Cesta do vsi, Ulice v zimé; plastiky: Alexandr
Archipenko: Sedici, Stojici torso; Antoine Louis Barye:
Lev zdpasici s hadem, Jagudr poZirajici zajice, Lvice, Lev
poZirajici kozu, Lvice; Joseph Bernard: Dévce se dZbdnem,
Emile Antoine Bourdelle: Studie k pomniku padlych

z let 1870-1871 pro Montauban, Hlava umirajiciho

z pomniku padlych z let 1870-1871 pro Montauban,
Zena s plody, Jitfenka, Podobizna malite Ingresa,
Herakles lucistnik; Jean Baptiste Carpeaux: Ugolino,
Flora, Mater'stvi, Choré dité, Poprsi Gérémovo; Edgar
Degas: Tanecnice; Charles Despiau: Jeanne, Hlava Zeny,
Sedici akt, Velké torso; Paul Gauguin: Zena s pdvem; Jean
Antoine Houdon: Diana, Podobizna Voltairova, Portrét
Louisy Brougniardové; Marc Chagall: Znecka; Henri
Laurens: Hlava divky; Aristide Maillol: Pomona; Pablo
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The Harbour in Honfleur, Still Life; Eugéne Fromentin: Two
Horses (Study); Paul Gauguin: Bonjour, Monsieur Gauguin, Escape,
The Judgement of Paris; Vincent van Gogh: Green Wheat Field,
Marc Chagall: The Circus, The Drowned Woman; Pierre Puvis

de Chavannes: Autumn Study; Giorgio de Chirico: Sun over
Greece; Antoine Chintreuil: Space; Albert Marquet: Marseille

in Winter; Henri Matisse: Joaquina; Joan Mird: Composition
(Painting); Claude Monet: Two Women among the Flowers; Adolphe
Joseph Thomas Monticelli: Marguerite, Faust and Mephisto,
Masquerade, Gallant Meeting in the Park; Pablo Picasso: Seated
Nude, Self-Portrait, Woman, Woman, Landscape with Bridge, Head of
a Woman, Woman in an Armchair, Woman with a Guitar by the Piano,
Toreador Playing the Guitar, Still Life with Clarinet, Violin, Glass,

Pipe and Inkwell (Souvenir of Le Havre), Boxer, The Port of Cadaqués,
Cascet, Cup, Apple and Glass, Still Life with Pipe, Standing Woman,
Still Life with a Glass, Bottle and Playing Card, Head of a Woman;
Camille Pissarro: Pontoise, Garden at Val Hermé, In the Vegetable
Garden; Auguste Renoir: The Lovers; Léon Richet: Swampland on
a Moonlit Night, Landscape, Village with Church; Henri Rousseau:
Myself: Portrait-Landscape; Théodore Rousseau: Landscape with
Fishpond, Stone Bridge near Meudon, Fishing Village, Landscape with

a Rainbow; Georges Seurat: The “Maria” at Honfleur; Paul Signac:
The Seine near Samois; Alfred Sisley: The Bridge of Séures, Motif from
Moret; Henri de Toulouse-Lautrec: Moulin Rouge; Constant
Troyon: Cow in a Stable, Two Cows in a Landscape, Cow with Donkey;
Maurice Utrillo: Suburban Street, Chateau de Ségliére, Chateau de
Chastelloux, Vire-Calvados; Suzanne Valadon: Flowers in front of

a Window; Maurice Vlaminck: Landscape, Streetin a Small Town,
Street Scene, Suburban Street, The Grey House, Fishing Village, Village
Road (French Village), Village Street in Winter; sculptures: Alexandr
Archipenko: Seated Figure, Standing Torso; Antoine Louis Barye:
Lion and Serpent, Faguar Devouring a Hare, Lioness, Lion Devouring
a Goat, Lioness; Joseph Bernard: Young Girl with a Pitcher; Emile
Antoine Bourdelle: Study of Monument to the Fallen from 1870-1871
for Montauban, Head of a Dying Man from the Monument to the Fallen
Sfrom 1870-1871 for Montauban, Woman with Fruits, Morning Star, Bust
of the Painter Ingres, Heracles the Archer; Jean Baptiste Carpeaux:
Ugolino and His Sons, Flora, Maternity, The Sick Child, Bust of
Gérome; Edgar Degas: Dancer; Charles Despiau: Jeanne, Head
of a Woman, Seated Nude, Large Torso; Paul Gauguin: Women with
a Peacock; Jean Antoine Houdon: Diana, Bust of Voltaire, Louise
Brongniart; Marc Chagall: The Reaper; Henri Laurens: Head
of a Young Girl; Aristide Maillol: Pomona; Pablo Picasso: Head
of a Young Girl; Jane Poupelet: Cow; Auguste Rodin: Man with
the Broken Nose, The Age of Bronze, St John the Baptist, The Call to
Arms, Man with the Broken Nose, Bust of jean-Paul Laurens, Bust of
the Sculptor Jules Dalou, Bust of Henri Rochefort, The Martyr, The
Inner Voice (The Meditation), Iris, Balzac, Gustav Mahler; Francois
Rude: Head of Gaspard Monge, Martine Cabet; Charles Frangois
Daubigny: Fean-Pons-Guillaume Viennet; drawings: Raoul Dufy:
The Sea and the Ships; Pablo Picasso: Harlequin.

54 ANG, Operation 1965-1970, Itemisation of activity,
statistics, activity plans, directives of Ministry of Education
and Culture - Itemisation of activity 1966.

55 An Exhibition of Painting and Sculpture by Czech and French
Artist: Cubist Art from Czechoslovakia, Tate Gallery, London,

15 Sep - 29 Oct 1967; Le Cubisme d Prague et la collection Kramdr,
Palais des Beaux-Arts, Brusel, 10 Nov - 27 Dec 1967; Het
Cubisme te Praag en de verzameling Kramdy, Museum Boijmans Van
Beuningen, Rotterdam, 10 Jan - 3 Mar 1968.

56 Paintings: Honoré Daumier: The Burden (Laundress);
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Picasso: Hlava divky; Jane Poupelet: Krdva; Auguste
Rodin: MuZ s prerazenym nosem, Kovovy vék, Jan
Krtitel, Obrana (Voldani do zbrané), MuZ s preraZenym
nosem, Podobizna J. P. Laurense, Podobizna J. Daloua,
Podobizna V. H. Rocheforta, Mucednice, Vnitini hlas
(Meditace), Iris, Balzac, Podobizna Gustava Mahlera;
Francois Rude: Hlava Gasparda Monge, Podobizna
pani Cabetové; Charles Francois Daubigny: fean-Pons-
-Guillaume Viennet; kresby: Raoul Dufy: More a lodeg;
Pablo Picasso: Harlekyn.

54 ANG, Manipulace 1965-1970, Rozbor ¢innosti,
statistiky, plany ¢innosti, smérnice MSK - Rozbor &innosti
1966.

55 An Exhibition of Painting and Sculpture by Czech
and French Artists: Cubist Art from Czechoslovakia,
Tate Gallery, Londyn, 15. 9. - 29. 10. 1967; Le Cubisme
d Prague et la collection Kramdr, Palais des Beaux-Arts,
Brusel, 10. 11. - 27. 12. 1967; Het Cubisme te Praag
en de verzameling Kramdr, Museum Boijmans Van
Beuningen, Rotterdam, 10. 1. - 3. 3. 1968.

56 Obrazy: Honoré Daumier: Bfemeno; Adolphe
Thomas Monticelli: Faust a Markétka, Maskary,
Dostavenicko v parku; Camille Pissarro: Pontoise; Paul
Cézanne: Ddm v Aix; Podobizna Joachima Gasqueta;
Vincent van Gogh: Zelené obili; Paul Gauguin: Uték,
Pariddv soud; Claude Monet: Ddmy v kvétindch,
Jabloriovy sad; Alfred Sisley: Most v Sévres; plastiky:
Auguste Rodin: Muz s prerazenym nosem, Obrana,
Vnitrni hlas, Studie k létajici postavé, Podobizna

J. P. Laurense; Paul Gauguin: Zena s pdvem; Aristide
Maillol: Pomona.

57 Tomas Hylmar, ,Vyvést Narodni galerii z izolace...”
Jiri Kotalik a Narodni galerie v letech 1967 az 1970,
Bulletin Ndrodni galerie v Praze XXX, 2020, s. 209.

58 Ibidem, s. 208.

59 Z tohoto dlvodu nelze uvést ani presny seznam
vystavenych exponatu tak, jak tomu bylo u predeslych
expozic vyse.

60 ANG, Sbhirka moderniho uméni (stala expozice),
od 1968, Nové usporadani Sbirky ¢eského moderniho
umeéni, kart. 10.

61 Sbératel si nepral byt uvadén, dnes se ale jiz bézné
hovofi o tom, Ze darcem byl Daniel-Henry Kahnweiler.
62 Z rozhovoru s Ladislavem Kesnerem. Hylmar
(pozn. 57), s. 202.

63 Pavel Stépanek, Picasso v Praze. Pocdtky sbératelstvi
a vyvoj vytvarné kritiky Picassova dila u nds, Praha 2018,
s. 51.

64 Expozice francouzského uméni byla nasledné

v letech 1973-1976 nepristupna z divodu komplexni
rekonstrukce Sternberského palace.

65 Prokop H. Toman, Francouzské uméni v Narodni
galerii, Préce. Cesky denik v ceskych rukou (Praha),
25.3.1972, s. 4.
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Adolphe Thomas Monticelli: Marguerite, Faust and Mephisto,
Masquerade, Gallant Meeting in the Park; Camille Pissarro: Pontoise;
Paul Cézanne: The House in Aix (Fas de Bouffan); Portrait of Joachim
Gasquet; Vincent van Gogh: Green Wheat Field; Paul Gauguin:
Escape, The Judgement of Paris; Claude Monet: Two Women among
the Flowers, Orchard in Bloom; Alfred Sisley: The Bridge of Sévres;
sculptures: Auguste Rodin: Man with the Broken Nose, The Call to
Arms, The Inner Voice (The Meditation), Study for Flying Figure, Bust of
Jean-Paul Laurens; Paul Gauguin: Women with a Peacock; Aristide
Maillol: Pomona.

57 Toma$ Hylmar, “Lead the National Gallery out of
isolation...” Jifi Kotalik and the National Gallery in Prague
between 1967 and 1970, Bulletin of the National Gallery in Prague 30,
2020, p. III.

58 Ibid., p. 1ro0.

59 For this reason, it is also not possible to present an exact
list of the exhibits on display, as was the case in the previous
exhibitions above.

60 ANG, Collection of Modern and Contemporary Art
(permanent exhibition), from 1968, New arrangement of the
Collection of Czech Modern Art, box 10.

61 The individual did not wish to be named, although
today the collector Daniel-Henry Kahnweiler is commonly
spoken of as the donor.

62 From an interview with Ladislav Kesner. Hylmar

(note 57), p. 202.

63 Pavel Stépanek, Picasso v Praze. Poldtky sbératelstvi a vjvoj
vjtvarné kritiky Picassova dila u nds (Prague 2018), p. 5I.

64 The exhibition of French art was subsequently
inaccessible in the years 1973-1976 due to the comprehensive
reconstruction of the Sternberg Palace.

65 Prokop H. Toman, “Francouzské uméni v Narodni
galerii,” Prdce. Cesky dentk v Ceskych rukou (Praha), 25 Mar 1972,

p- 4
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Abstract

This year marks the centenary of a momentous pur-
chase of a set of French modern art by the young
Czechoslovak state. The works comprising the founda-
tion of this superb collection were obtained from the
exhibition French Art of the Nineteenth and Twentieth Century,
held in 1923 by the Manes Association of Fine Artists
under the patronage of the President of the Republic,
Tomas Garrigue Masaryk, in the Municipal House in
Prague. Over the course of the years, the collection
has been supplemented with further smaller acquisi-
tions, and it soon became one of the most remarkable
ensembles of French modern art outside the territory of
France itself, and to this day it ranks among the most
valuable collections of the National Gallery in Prague.
The aim of this article is to describe the diverse ways of
managing such a prestigious body of art, as well as the
historical tensions that have impacted upon its presen-
tation since its very foundation. The text focuses pri-
marily on French painting, mapping its presentation in
permanent exhibitions, and also selectively traces loans
from the collection to both domestic and international
exhibitions, from the time of the establishment of the
National Gallery in Prague up to the beginning of the
period of “normalisation”.

Translated by Ashley Davies
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Anotace

V letoSnim roce uplynulo sto let od vyznamného
nakupu francouzského moderniho uméni mladym
¢eskoslovenskym statem. Ten zakoupil zadklad této
velkorysé sbirky z vystavy Francouzského uméni
19. a 20. stoleti usporadané v roce 1923 Spolkem
vytvarnych umélcd Méanes pod zastitou prezidenta
republiky Tomase Garrigua Masaryka v Obecnim
domé v Praze. Soubor byl v priibéhu let doplfiovan
o dil¢i akvizice, zahy se stal jednim z nejvyznamnéj-
Sich konvolutd francouzského moderniho uméni
mimo Uzemi Francie a dodnes patfi k nejcennéjSim
soubordm Néarodni galerie v Praze. Cilem tohoto
¢lanku je popsat rozli¢né zplsoby nakladani s takto
vyznamnou kolekci a dobova pnuti, ktera zasaho-
vala do jeji prezentace od samotného vzniku. Text
se zaméruje predevsim na francouzskou malbu,
mapuje jeji vystavovani ve stalych expozicich a vy-
bérové jeji vypujcky na nase i mezinarodni vystavy,
a to v obdobi od vzniku Narodni galerie v Praze do
pocatku normalizace.

FROM THE COLLECTIONS’ HISTORY/Z DEJIN SBIREK
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Jiri Kotalik during the filming of Masterpieces of the National Gallery in Prague, undated, Prague, Archive of the National
Gallery in Prague, Jiri Kotalik Fonds (1920-1996)

Jifi Kotalik pfi nataceni poradu Mistrovskd dila Ndrodni galerie v Praze, nedatovano, Praha, Archiv Narodni galerie v Praze,
fond Jiri Kotalik (1920-1996)



Cinematographic Activities

of Jiri Kotalik in the Years

19067-1990

IVANA POLAKOVA

historians, theoreticians, and critics of fine arts of

his time. Between 1967 and 1990, he served as the
director of the National Gallery in Prague. Although
his primary focus was on fine arts, his unprocessed
personal archive contains evidence of his long-term
collaboration with film institutions and Czechoslovak
Television. Kotalik was a member or chairman of the
jury at several Czechoslovak and international film
festivals. As an expert advisor, he participated in a con-
siderable number of films and programmes about fine
arts, mainly produced by Short Film and Czechoslovak
Television, and in his role as director of the National
Gallery in Prague, he strove to connect film and fine
arts as part of the exhibition practice. He perceived the
film medium as a useful tool to popularise fine arts.
This text provides an insight into Kotalik’s film activi-
ties connected with his role as director of the National
Gallery in Prague.

J ifi Kotalik (1920-1996) was among the important

Kinematografické aktivity Jiriho
Kotalika v letech 1967-1990

k vyznamnym historikim, teoretikim a kriti-

klm vytvarného umeéni, v letech 1967 az 1990
pUsobil jako reditel Narodni galerie v Praze. Acko-
li bylo jeho primarnim zamérenim vytvarné umeéni,
jeho nezpracovany osobni archivni fond obsahuje
dikazy o jeho dlouhodobé spolupraci s filmovy-
mi institucemi a Ceskoslovenskou televizi. Kotalik
byl ¢lenem nebo predsedou poroty na nékolika

J i¥i Kotalik (1920-1996) patil ve své dobé&

/167 /



Jifi Kotalik’s Approach to Popularising Art through
Cinematography

Kotalik’s attitude towards film can be most clearly
understood from an interview with Eva Solafova' from
1982. It contains, among other things, questions about
Kotalik’s opinion on (Czechoslovak) films about art,
the form and quality of production at the time, and his
overall perspective on the popularisation of art.* He
described the importance that film and possibly televi-
sion could have in drawing the public’s attention to the
entire field of fine arts as follows: “Film is a powerful
medium for learning about fine arts and architecture,
which can explain more than the an art historian using
the written word. After all, it is known that today even
excellent experts work with television, because they
know that it provides them an opportunity to commu-
nicate something differently than through traditional
means.”® In addition to the possibility of reaching
a larger audience, Kotalik also emphasised the differ-
ence between the interpretation of written text and film
images.

Kotalik differentiated between three types of films
about art: a biographical medallion about an individual
person, a medallion with an analysis of a specific work,
and a film that works with a certain artistic period.
With any kind of art film, however, Kotalik drew atten-
tion to the fact that filmmakers do not always use the
possibilities offered by this medium when making this
type of films, and he had a fairly clear idea of what
a film about fine arts should look like: “And for a film
about art to be a really good film about art, it must be
based on its own specificity. I believe that in our coun-
try, the concept that still endures in films about fine
arts resembles taking photos of written text. There is
a lot of talking - completely unnecessary - for example,
we let the (living) artists speak into the microphones -
sometimes quite obtusely. The better the film about art,
the less talking there should be. That means that a film
about art can work visually, with the means of film art,
and analyse the work for the viewer, I would say in a far
more engaging way than a written critique or any other
interpretation. Just by being able to work with detail,
with movement, it can introduce the work, its structure,
and it can also evoke the atmosphere in its own way.”*

From the point of view of the potential use of films
about art, Kotalik saw two main possibilities. The first
was the screening of films about artists and their works
as part of fine arts exhibitions in galleries (he noted
that films were already being used at exhibitions by
world institutions at that time); the second was the use
of film as an educational tool at universities. He himself
had teaching experience at the Academy of Fine Arts,
where he worked with films while teaching art history.
Whenever he had a relevant film available during his
lectures, he played it for his students after showing the
slides and giving the lecture.’

Although Kotalik believed in the possibility of
high-quality popularisation of fine arts through film,
he was quite critical of Czechoslovak production at
the time: “But unfortunately, those who are directly in
charge of the production, i.e., Television and [Short
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¢eskoslovenskych a zahrani¢nich filmovych festiva-
lech, jako odborny poradce se podilel na zna¢ném
poctu filml a poradl o vytvarném uméni predevsim
z produkce Kratkého filmu a Ceskoslovenské tele-
vize, a jako reditel Narodni galerie v Praze usiloval
o propojeni filmu a vytvarného uméni v ramci vy-
stavni praxe. Filmové médium vnimal jako uzite¢ny
nastroj k popularizaci vytvarného uméni. Tento text
pfinasi vhled do Kotalikovych filmovych aktivit, které
se poji s jeho funkci reditele Narodni galerie v Praze.

Pristup Jifiho Kotalika k problematice
popularizace uméni skrze kinematografii

Kotaliklv postoj k filmu Ize nejzietelné&ji pochopit
z rozhovoru s Evou Solafovou® z roku 1982. Ten
obsahuje mimo jiné téZ otazky na Kotaliklv nazor
na (Ceskoslovenské) filmy o uméni, na formu a kva-
litu tehdejsi produkce a na jeho celkovy pohled na
problematiku popularizace uméni.? Vyznam, ktery
mohl mit film a pripadné televize pfi upozorfnovani
verejnosti na celou oblast vytvarného uméni, popsal
nasledovné: ,VZzdyt film je obrovskym médiem v po-
zndvdni vytvarného uméni a architektury, Ze dovede
vyloZit vic neZ ten kunsthistorik tim psanym slovem.
Nakonec je zndmo, Ze dnes s televizi spolupracu-
Ji i vynikajici odbornici, protoZe védi, Ze tady maji
moznost sdélit néco jinak neZ tradicnimi prostred-
ky.”® Kromé& moznosti zasahnout vétsi mnozstvi di-
vakl Kotalik zddraznil také aspekt rozdilnosti vykla-
du psaného textu a filmového obrazu.

Kotalik vnimal tfi druhy filmu o uméni: Zivoto-
pisny medailon o jednotlivych osobnostech, medai-
lon s rozborem konkrétniho dila a film, ktery pracuje
s urcitym uméleckym obdobim. At uz jde ale o jaky-
koli druh filmu o uméni, Kotalik upozornil na fakt,
ze filmari pfi tvorbé téchto filml ne vzdy vyuZivaji
moznosti, které film nabizi, a mél pomérné jasnou
predstavu o tom, jak by mél film o vytvarném uméni
vypadat: ,A aby film o uméni byl skutecné dobrym
filmem o uméni, musi vychdzet ze své specificnosti.
Jd se domnivdm, Ze u nds jesté stdle ve filmech o vy-
tvarném uméni prezZiva takové pojeti, které vliastné
Jje fotografovdnim urcitého textu. fe tam spousta
povidani - dplné zbytecného, Ze treba nechdvame
dost hloupé, a Ze ¢im lepsi film o uméni, tim tam mad
byt miti Feci. Tzn., Ze film o uméni mdZe pracovat vic
vizuelné, s prostredky filmového uméni, a miZe to
dilo rozebrat divdkovi, rekl bych daleko poutavéji,
neZ staci tfeba psand kritika nebo jakykoli jiny vy-
klad. UZ tim, Ze miZe pracovat s detailem, Svenkem,
mizZe uvést do toho dila, do jeho struktury, ddle
mdZe svym zpisobem evokovat atmosféru.

Z hlediska potencialniho vyuziti filmd o uméni
vidél Kotalik dvé hlavni moznosti. Prvni z nich bylo
promitani filma o umélcich a jejich dilech v ramci
vystav vytvarného uméni v galeriich (podle né€j jiz
v této dobé vyuzivaly filmy na vystavach svétové in-
stituce), druha byla schopnost filmu slouzit ve vzdé-
lavani na vysokych skolach. On sam mél zkusenost
z pedagogického plsobeni na Akademii vytvarnych
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Film]... People may want films about art, but if these
films are not made, they do not exist, or if they are made
and insufficiently or poorly used, with little promotion,
then it will also be bad. I think that things produced
today are not always created in a thoughtful way with
regards to dramaturgy. It must be said that good things
are made, mediocre ones are also made, and things that
should be made are not made - that’s the main thing -
and no one works on them.”®

Kotalik’s way of thinking about the function of
television in the promotion of fine arts can be partially
seen in the text Fine Artson TV Screens.” In the text, Kotalik
draws attention to the fact that art criticism or the popu-
larisation of art tends to be perceived primarily through
written texts, for example “brief reports in newspapers
or magazines, more extensive articles in professional
journals, or more comprehensive overviews in books”.?
According to him, however, what is forgotten is the fact
that television, which also works with visual informa-
tion, is of considerable importance for the promotion
of fine arts, and that it is therefore one of the most
powerful tools of popularisation and education in the
field of fine arts. According to Kotalik, Czechoslovak
Television (CST) also played a significant role in the
high attendance of exhibitions and increased public
interest in fine arts, thanks to its systematic collabora-
tion with fine arts institutions.’

Jifi Kotalik’s Film Activities at the National Gallery
in Prague

The National Gallery in Prague Fonds contains evi-
dence, although fragmentary in most cases, that Jiri
Kotalik attempted to carry out some film activities
within the National Gallery. This involved both the col-
lection of films about art and the project of an audiovis-
ual centre that was to be part of the newly reconstructed
Trade Fair Palace.

Kotalik’s intention was to build a film library
containing films about fine arts within the National
Gallery in Prague. He had his employees draw up
lists of Czechoslovak films about art he could use as
accompanying programmes at exhibitions or screen-
ings for employees. In a 1982 interview, when asked
about buying films from the Arsfilm festival,’ he said:
“Sure, we’re starting to buy them all now. An archive
is being founded here. Although we are experiencing
some problems with buying shows that are only avail-
able on Ampex, so we have to get the technology first.
But I want to have it, because we expect that in the
future it will be a regular part of exhibitions and any
events organised by the National Gallery.”" In addition
to the technical difficulties accompanying the purchase
of films for the National Gallery, Kotalik was also
cautioned that if all available art films were purchased
for the National Gallery, there would be duplication
with the Czechoslovak Film Institute and other film
archives, which was “against the principles of documen-
tation and archival work”."

In the scientific information department of the
National Gallery, a card index of films about fine arts
was maintained and continuously updated based on
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uméni, kde s filmy pri vyuce dé€jin uméni pracoval.
Pokud mél pfi svych prednaskach k dispozici rele-
vantni film, poustél ho svym studentim po ukazce
diapozitivd a vykladu.®

Ackoli Kotalik v&Fil v moznost kvalitni populari-
zace vytvarného uméni skrze filmy, k tehdejsi ¢esko-
slovenské produkci byl vcelku kriticky: ,Ale bohuZel
ti, ktefi maji pifimo v ruce tu vyrobu, tzn. Televize,
Jjednak [Kratky film] - lidé si mohou filmy o uméni
prat, ale kdyz se vyrabét nebudou, tak nebudou
existovat, nebo kdyz se vyrobi a nedostatecné nebo
Spatné se pouZiji, s malou propagaci, tak to také
bude Spatné. Ja si myslim, Ze dnes se vyrabi, ne vZdy
obziravé dramaturgicky, je tfeba rici, délaji se dobré
véci, taky se vyrdbéji primérné véci a nevyrabéji se
véci, které by bylo treba vyrdbét, to za prvé, a nikdo
s nimi potom nepracuje.”®

Zpusob Kotalikova uvazovani nad funkci televi-
ze pri propagaci vytvarného umeéni lze ¢aste¢né vy-
Cist z textu Witvarné uméni na obrazovkdch.” V textu
Kotalik upozorfiuje na skutecnost, ze vytvarna kriti-
ka ¢i popularizace uméni byvaji vnimany predevsim
skrze psané texty, napriklad ,strucné referdty v no-
vindch ¢ casopisech, obsirnéjsi staté v odbornych
revuich, anebo souhrnnéjsi pohled v knizkdch.”®
Zapomina se dle ného ale na fakt, Zze zna¢ny vyznam
ma pro propagaci vytvarného uméni televize, ktera
navic pracuje s vizualnimi informacemi, a Ze je tedy
jednim z nejsilnéjSich nastroji popularizace a vy-
chovy v oblasti vytvarného uméni. Ceskoslovenska
televize (CST) méla, dle Kotalika, také vyznamny
podil na vysoké navstévnosti vystav a zvySeni zajmu
verejnosti o vytvarné umeéni, a to diky systematické
spolupraci s vytvarnymi institucemi.®

Filmové aktivity Jiriho Kotalika v Narodni galerii

v Praze

Archivni fond Narodni galerie v Praze obsahuje
dlkazy, a¢ ve vétsiné pripadd atrzkovité, o tom, ze
se Jifi Kotalik pokousel uskute¢nit nékteré filmo-
vé aktivity v ramci Narodni galerie. Jednalo se jak
o shromazdovani film& o uméni, tak o projekt au-
diovizudlniho centra, které mélo byt soucasti noveé
zrekonstruovaného Veletrzniho palace.

Kotalikovym zamérem bylo v ramci Narodni
galerie v Praze vybudovat filmotéku obsahuijici filmy
o vytvarném uméni. Od svych zaméstnanctl si ne-
chaval vypracovat seznamy ceskoslovenskych filmd
o umeéni, se kterymi by mohl pracovat jako s dopro-
vodnymi programy na vystavach ¢i promitanich pro
zaméstnance. V rozhovoru v roce 1982 na otazku
ohledné nakupu filmu z festivalu Arsfilm* uvedl: , fis-
té, zacinadme ted kupovat vsechny. Ted' se tady za-
klada archiv. Mdame sice jisté problémy s koupi po-
radd, které jsou jen na Ampexu, musime si nejprve
opatfit tu techniku, ale chci to u nds mit, protoZe my
pocitame s tim, Ze v budoucnu to bude pravidelnou
soucdsti vystav a jakychkoli akci porddanych Na-
rodni galerii.”* Kromé& technickych potizi provazeji-
cich nakup film do Narodni galerie byl Kotalik také
upozornovan na fakt, Ze pokud by byly do Narodni

ARCHIVE/ARCHIV



2/

Plan of the audiovisual centre in the Trade Fair Palace, February 1981,

Prague, Archive of the National Gallery in Prague, National Gallery

Fonds (1945-1990)

Plan audiovizualniho centra ve Veletrznim paléci, anor 1981, Praha, Archiv

Narodni galerie v Praze, fond Nérodni galerie (1945-1990)

the card index of the Czechoslovak Film Institute and
Arsfilm catalogues in case the National Gallery needed
to borrow a certain film. In addition, films directly
related to the National Gallery were stored in this
department. The establishment of a more extensive
film library ran into significant obstacles, such as the
lack of storage space for film reels and, above all, inad-
equate storage rooms with an air humidity of around
86%."

During the period when Kotalik was the director
of the National Gallery in Prague, there was also a pro-
posal to build an audiovisual centre in the Trade Fair
Palace, which was supposed to function independently
of the modern gallery being prepared."* (Fig. 2) The
National Gallery was supposed to collaborate with the
Czechoslovak Film Institute (CSFI) on this project.
The related debates were taking place from around
1986. The audiovisual centre was to be created and
opened to the public in 1990."

In 1986, there was a meeting between Jaroslav
Vancat," a staff member of the National Gallery, and
Vladimir Opéla, the head of the technical department
of the CSFI at the time, at which the CSFI’s potential
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galerie nakoupeny vSechny dostupné filmy o uméni,
dochazelo by k duplicité¢ s Ceskoslovenskym filmo-
vym ustavem a s dalSimi filmovymi archivy, coz bylo
Jproti zdsadam dokumentaéni a archivni prace”.*?

V oddéleni védeckych informaci Narodni gale-
rie byla vedena a pribézné dopliiovéna kartotéka
film& o vytvarném uméni na zakladé kartotéky Ces-
koslovenského filmového Ustavu a katalogt Arsfilmu
pro pripad, kdyby si Narodni galerie potfebovala ur-
¢ity film vypajcit. Dale byly vtomto oddéleni ulozeny
filmy tykajici se pfimo Narodni galerie. Vybudovani
rozsahlejsi filmotéky nardzelo na vyznamné prekaz-
ky, jakymi byly nedostatek Glozného prostoru pro
filmové pasy a predevsim nevyhovujici mistnosti pro
uskladnéni s vlhkosti vzduchu kolem 86 %.%

V obdobi, kdy byl Kotalik Feditelem Narodni ga-
lerie v Praze, vznikl také navrh na vybudovani audio-
vizualniho centra ve Veletrznim palaci, které mélo
fungovat samostatné vedle pripravované moderni
galerie.™ (obr. 2) Narodni galerie méla na tomto
projektu spolupracovat zejména s Ceskoslovenskym
filmovym Gstavem (CSFU). S tim spojené debaty se
odehravaly priblizné od roku 1986, audiovizuaini
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participation in the start of operations of the audio-
visual centre was explored.”” “The Czechoslovak Film
Institute has prepared an agreement for the pool-
ing of funds, in which it would contribute 1 million
Czechoslovak crowns for the equipment of the video
centre and be in charge of its programme. It envisages
the construction of a multi-purpose cinema study hall
equipped with various types of projection equipment
(16mm, g5mm, slide), technology for simultaneous
interpretation into four languages, a loop system for
individual sound amplification, lighting for chairs
in which notes could be taken during screening, etc.
Furthermore, four cabins with video reproduction and
a room for video projection would be constructed.
As a member of the International Federation of Film
Archives, the CFI has the right to the non-commercial
use of all images obtained in exchange. It is able to
provide programmes that will correspond with both
permanent and temporary NG exhibitions. It also
envisages equipping the archive stored here with collec-
tions of copies on fine arts and of videotapes that would
be available to the National Gallery.”*®

The cooperation was justified as follows: “The
National Gallery and the Czechoslovak Film Institute,
as managers of specific art collections, have agreed to
cooperate closely in the preservation, scientific process-
ing, and presentation of works of fine and film arts. Film
art is an integral part of the culture of the 2oth century
and is closely related to the development of modern fine
arts. Therefore, it will be presented alongside exhibi-
tions of other forms of visual culture. Contemporary
exhibition activities in visual culture are unimaginable
without being enhanced by other types of art, among
which film occupies a particularly important place.”"

In the proposed first stage of collaboration, the
two institutions were supposed to familiarise them-
selves with each other’s collections and, based on them,
create a catalogue of all films related to fine arts and
gradually develop the concept of a video library. In
addition, public screenings of films about fine arts in
Ponrepo were planned, which would be led by the staff
of the National Gallery as lecturers. The operator of the
audiovisual centre was to be the CSFI, which was to
lease premises with the possibility of video projection
and a screening hall with the following programme:
“The anticipated screening profile of the screening hall
will usually consist of two morning shows and three
afternoon and evening performances per day, except
Mondays. [...] Video projections will usually be in
operation during the gallery’s visiting hours.”® The
CSFI collections were also to be used for openings and
temporary exhibitions.”

No other evidence of collaboration on the project
of the audiovisual centre between the National Gallery
and the CSFI was found. There could be several rea-
sons behind the unsuccessful completion of this con-
cept, including the delayed opening of the Trade Fair
Palace, a change in the management of the National
Gallery after 1990, or post-revolutionary changes in
management and methods of financing in the film
industry. The financial demands of the entire project
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centrum mélo byt vytvoreno a zprovoznéno pro ve-
fejnost v roce 1990.

V roce 1986 probéhlo jednani zaméstnance
Narodni galerie Jaroslava Van&ata'® s tehdejsim
vedoucim technického oddéleni CSFU Vladimirem
Opélou, na kterém byly popsany moznosti CSFU
na participaci pri zapoceti provozu audiovizualniho
centra.’,,Cs. filmovy dstav md pripravenou dohodu
o sdruZeni financnich prostredkd, v némz by prispél
castkou 1 mil. KCs na zarizeni videocentra, jehoZ by
byl programovym provozovatelem. Predpokladd
vybudovdni viceucelového studijniho kina, vybave-
ného vSemi druhy projekcnich zarizeni /16 i 35 mm,
dia/, technikou na simultdnni preklad do ctyrech
[sic] jazykd, smyckou pro individudlini zesileni zvu-
ku, osvétlenim kresel pro psani pozndmek pri pro-
mitani apod. Ddle vybudovadni ctyr kabin s video-
reprodukci a sdlu pro projekéni video. Jako clen
Mezindrodni federace filmovych archivi md CFU
prdvo k nekomercnimu vyuZiti vsech snimkd, které
ziskal vyménou. Je schopen zajistit programy, které
budou korespondovat jak se stdlymi, tak vyménny-
mi expozicemi NG. Ddle predpoklddd vybaveni zde
uloZeného archivu fondem kopii o vytvarném umeé-
ni, fondem videokazet, které by byly k dispozici Nd-
rodni galerii.”*®

Spoluprace byla odlivodnéna nasledovné: ,Ng-
rodni galerie a Ceskoslovensky filmovy dstav jako
spravci specifickych fondi uméni se dohodly, Ze
budou uzce spolupracovat na uchovdni, védeckém
zpracovdni a prezentaci dél vytvarného a filmového
umeéni. Filmové uméni je nedilnou soucdsti kultury
20. stoleti a tzce souvisi s vyvojem moderniho vy-
tvarného uméni. Proto bude prezentovdno spolec-
né s expozicemi ostatni vytvarné kultury. Soucasnd
vystavni ¢innost ve vytvarné kultuie neni predstavi-
teInd bez umocnéni jinymi druhy uméni, mezi nimiz
film zaujimd zvl@sté vyznamné misto.”*

V navrhované prvni etapé spoluprace se mély
obé instituce navzajem seznamit se svymi fondy a na
jejich zaklad€ vytvorit katalog vSech filmd vztahuji-
cich se k vytvarnému uméni a postupné vybudovat
koncepci videotéky. Dale byly naplanovany verejné
projekce filmd o vytvarném uméni v Ponrepu, které
by byly lektorsky vedeny pracovniky Narodni gale-
rie. Provozovatelem audiovizualniho centra mél byt
CSFU, ktery mé&l mit v prondjmu prostory s moz-
nosti videoprojekce a promitaci sini s nasledujicim
programem: ,Predpokilddany hraci profil promitaci
siné se bude skladat obvykle ze dvou dopolednich
a tfi odpolednich a veclernich predstaveni denné
mimo pondéli. [...] Videoprojekce budou v provozu
obvykle v ramci ndvstévni doby galerie.”® Fondy
CSFU mély byt zaroven vyuzivany i pfi vernisazich
a docasnych expozicich.?!

Dalsi doklady spoluprace na projektu audiovi-
zualniho centra mezi Narodni galerii a CSFU se jiz
nepodarilo dohledat. DvodUd pro neluspésné napl-
néni tohoto konceptu mohlo byt nékolik - odlozeni
otevieni Veletrzniho palace, zména vedeni Narodni
galerie po roce 1990, pripadné porevolu¢ni zmény
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could also have led to the termination of cooperation,
as indicated by, for example, Ladislav Kesner’s letter
to the director of the Czechoslovak Museum of Art,
Jaroslav Bodek, in which he wrote that “in reality, the
National Gallery is forced to look for partners to finan-
cially secure the completion and future operation of
this building.”*

Jiri Kotalik and Arsfilm Kromériz

The most frequent and regular activities of Jifi Kotalik
in his capacity as chairman of the jury were directed
towards the Arsfilm Kromériz film festival. The first year
of the art film festival took place in 1964, and apart from
the Krométiz Local National Committee, the Ministry
of Education and Culture, and the Czechoslovak Film,
the National Gallery was also involved in its organisa-
tion.”? Over time, the festival transformed from a non-
competitive showcase of films about fine arts into
a competitive festival of films about art in general.
Gradually, the festival expanded to include animated
films, which were primarily evaluated for their artistic
value, and amateur films, which were devoted to artistic
themes. The concept of the festival included not only
competitive screenings of films, but also lectures and
discussion sessions, in which it was possible to discuss
mainly Czechoslovak film production focused on art.
All the aforementioned characteristics of the show thus
created a suitable environment for interactions between
filmmakers and art experts.

Jiri Kotalik was the chairman of the jury in eight
out of the eighteen editions of the festival, namely in
the years 1968, 1970-1972, 1975, and 1978-1980. He also
used the knowledge gained from the festival in his
gallery practice and concentrated on the films about
fine arts shown there. From 1979, at his suggestion,
the National Gallery Award was presented to “a Czech
or Slovak film that contributes in a creative and chal-
lenging way to the interpretation of fine arts, whether
it depicts the work of an individual artist or an era of
development in painting, sculpture, and graphic arts of
the past or present, and makes its values accessible to
today’s audience.”*

Although Arsfilm experienced growing attendance
during its operation and became an important cultural
event for reflecting on domestic production of films
about art, it was eventually cancelled due to organisa-
tional and financial reasons. In 1982, in an interview®
with Eva Solarova, Jifi Kotalik expressed his disap-
pointment at the termination of the festival: “And that’s
why I consider it an extraordinary mistake - a case of
obtuse short-sightedness - that Arsfilm was abandoned.
I can’t understand it. I think that the festival must be
resurrected in any way possible, even if galleries were to
take it up again for their own objectives.”® In this con-
text, Kotalik was asked whether the National Gallery
ever intended to participate in the organisation of the
festival. His answer was positive and he allegedly also
offered the participation of the National Gallery in the
organisation of Arsfilm. According to him, there had
actually been a misunderstanding regarding the termi-
nation of the festival. Supposedly, it was cancelled with-
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ve vedeni a zplsobech financovani ve filmovém
pramyslu. K ukonceni spoluprace mohla vést také
finan¢ni naroc¢nost celého projektu, jak naznacu-
je napiiklad dopis Ladislava Kesnera rediteli CSFU
Jaroslavu Bockovi, ve kterém napsal, Ze ,Ndrodni
galerie je redlné nucena hledat partnery pro financ-
ni zajisténi dostavby a budouciho provozu tohoto

” 99

objektu”.

Jiri Kotalik a Arsfilm Kromériz

Nejcastéjsi a nejpravidelnéjsi aktivity Jifiho Kotalika
v pozici predsedy poroty smé&ruji k filmovému fes-
tivalu Arsfilm Kromériz. Prvni ro¢nik festivalu filmd
o uméni se odehral v roce 1964 a do jeho organizace
se kromé Méstského narodniho vyboru Kromériz,
Ministerstva kolstvi a kultury a Ceskoslovenského
filmu zapojila také Narodni galerie.?® Festival se po-
stupem casu promeénil z nesoutézni prehlidky filmad
o vytvarném umeéni v soutézni festival filmd o umé-
ni obecné. Postupné se festival rozrostl také o filmy
animované, u kterych se hodnotila predevsim je-
jich vytvarna hodnota, a o filmy amatérské, jez se
vénovaly uméleckym tématlim. Koncepce festivalu
zahrnovala nejen soutézni promitani filmg, ale také
prednasky a diskusni bloky, ve kterych bylo mozné
debatovat predevsim o ¢eskoslovenské filmové pro-
dukci zamérené na umeéni. Vsechny zminéné cha-
rakteristiky prehlidky tak vytvarely vhodné prostredi
pro setkavani filmovych tvircd a odbornikd na umé-
ni.

Jifi Kotalik byl predsedou poroty z osmnacti
ro¢nikt festivalu celkem osmkrat, a to v letech 1968,
1970 az 1972, 1975 a 1978 az 1980. Poznatky z fes-
tivalu vyuzival také ve své galerijni praxi a soustredil
se na zde predvedené filmy o vytvarném umeéni. Od
roku 1979 byla na jeho navrh soucasti ocenéni Cena
Narodni galerie, kterda mohla byt udélena ,ceskému
nebo slovenskému filmu, ktery tvircim a ndrocnym
zplisobem prispiva k interpretaci vytvarného umeéni,
at jde o dilo jednotlivce nebo tdobi vyvoje maliistvi,
socharstvi, grafiky minulosti ¢i soucasnosti, a zpri-
stupriuje jeho hodnoty &lovéku nasi soucasnosti”.*

Ackoli byl Arsfilm v prdbéhu svého fungova-
ni stale vice navstévovan a stala se z néj dlleZita
kulturni udalost pro reflexi tuzemské tvorby film0
o uméni, z organizacnich a financ¢nich davodd bylo
rozhodnuto o jeho zruseni. V roce 1982 Jiri Kota-
lik v rozhovoru® s Evou Solafovou ohledné ukon-
¢eni festivalu vyjadril velmi negativni stanovisko:
A proto ja pokladdm za neobycejnou chybu - krat-
kozrakost nesmysinou - Ze by se upustilo od toho
Arsfilmu. J& to nemGzu pochopit. Myslim si, Ze ten
festival se musi vzkrisit jakymkoli zptisobem, kdyby
to mély délat zase treba galerie pro svij ticel.”* Ko-
talik byl v této souvislosti tazan, zda méla Narodnf
galerie nékdy v Umyslu se na organizaci festivalu
podilet. Jeho odpovéd byla pozitivni a udajné par-
ticipaci Narodni galerie na organizaci Arsfilmu také
nabizel. Podle n€j doslo ohledné ukonceni festivalu
vlastn€ k nedorozuméni a byl zrusen bez delsi disku-
se s dalSimi institucemi, v jejichZz zajmu by bylo jeho
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out further discussion with other institutions that were
interested in preserving it. Despite Kotalik’s efforts,
however, Arsfilm was not revived.”

Collaboration with Czechoslovak Television

The collaboration of the National Gallery in Prague
with Czechoslovak Television (CST) was not excep-
tional - CST was also used by other cultural institu-
tions. Thanks to CST, it was possible to promote
cultural events, such as concerts, festivals, or art exhibi-
tions, and in this way, the exhibitions of the National
Gallery were also promoted.

The National Gallery tried to collaborate with CST
very soon after its first broadcast in 1953. According
to available evaluations of its activity, cooperation
with CST started as early as 1957, although it was not
evaluated positively.® In the assessment of the activities
of the publicity department for 1957, it is stated that
“television did not accommodate the National Gallery
in its programmes as one might expect. The prepared
programme about the National Gallery, for which we
supplied a detailed libretto, was delayed by television
and has not yet been realised by television, probably
due to considerable financial costs”.* The document
confirms that the National Gallery was interested in
promotion through CST programmes, but it was neces-
sary to continue negotiations in order for this coopera-
tion to take place.®

In the following few years, CST was mentioned
very briefly or not at all in the evaluations of activities,
and the collaboration that did occur had the character
of filming footage from collections or music events tak-
ing place in the Waldstein Riding School to be used for
television news. The situation did not change for a long
time, and as late as 1967, in the “Recommendations for
the Overall and Radical Improvement of the Promotion
of the National Gallery”, it was stated that there was
a need to “search for new forms of collaboration with
radio and, for more significant exhibitions, also with
television and news film”.*

The most obvious intensification of cooperation
between the National Gallery and CST is found in
the activity evaluations starting from 1971. It can be
concluded that the cooperation with CST (as well as
Czechoslovak Film) no longer only served the purpose
of promoting the National Gallery, but became part of
its professional work.

From the above-mentioned report from 1971, it
is clear that the National Gallery cooperated with
Czechoslovak Television “in the professional prepara-
tion of scripts as well as in the filming of films about
fine arts”.* Even individual employees of the National
Gallery participated in this form of cooperation. For
example, films about the sculptor Vladimir Mayakovsky,
painters Antonin Hudeéek, Max Svabinsky, and Jan
Zrzavy, as well as the programmes Personality and Work
and Sources of Knowledge about Czechoslovak museums
and galleries were made.*® This collaboration between
the National Gallery and the CST continued in the fol-
lowing years, and according to the activity evaluations,
remained most intensive until 1981.*
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zachovani. Ani pres Kotalikovu snahu vsak Arsfilm
jiz obnoven nebyl.”

Spoluprace s Ceskoslovenskou televizi

Spoluprace Narodni galerie v Praze s Ceskosloven-
skou televizi nebyla ni¢im vyjimeénym, vyuzivaly ji
i jiné kulturni instituce. Diky CST byla moZn4 pro-
pagace kulturnich akci, jako napriklad koncertd, fes-
tival( ¢i vytvarnych vystav, a timto zplsobem byly
propagovany také vystavy Narodni galerie.

Narodni galerie se pokousela o spolupraci s CST
velmi brzy po jejim prvnim vysilani v roce 1953, dle
dostupnych hodnoceni &innosti se spoluprace s CST
objevuje jiZ v roce 1957, ackoli nebyla hodnocena
kladné.” V hodnoceni ¢innosti propagaé¢niho od-
déleni za rok 1957 je uvedeno, ze ,televise nevysla
ve svych poradech vstric Ndrodni galerii, jak by se
dalo ocekdvat. Pripravovany porfad o Ndrodni gale-
rii, k némuZz bylo ndmi doddno podrobné libreto, byl
televisi oddalovdn a nebyl dosud pravdépodobné
z divodi znacnych financnich nakladd televisi rea-
lizovdn”*® Dokument potvrzuje, Zze Narodni galerie
méla zdjem o propagaci skrze porady CST, bylo ale
nutné pokracovat v jednanich, aby se tato spolupra-
ce uskuteénila.®®

V nasledujicich n&kolika letech byla CST v hod-
nocenich ¢innosti zminovana velmi stru¢né ¢i vabec
a pripadna spoluprace méla charakter nataceni za-
bérd ze sbirek nebo hudebnich udalosti odehréava-
jicich se ve Valdstejnské jizdarné do televiznich ak-
tualit. Situace se po dlouhou dobu nemeénila a jesté
v roce 1967 bylo v Pfipominkach k celkovému a ra-
dikalnimu zlepSeni propagace Narodni galerie uve-
deno, Ze je potfeba ,hledat nové formy spoluprdce

zpravodajskym filmem”.3!

Nejpatrnéjsi zintenzivnéni spoluprace Narodni
galerie a CST se vyskytuje v hodnocenich &innos-
ti od roku 1971. Lze vyvodit, Ze spoluprace s CST
(resp. i Ceskoslovenskym filmem) uZ neprobihala
pouze za Ucelem propagace Narodni galerie, ale
stala se soucasti jeji odborné prace.

Z vyse zminéné zpravy z roku 1971 vyplyva, Ze
Narodni galerie spolupracovala s Ceskoslovenskou
televizi ,pri odborné pripravé scéndrii i pri natdceni
filmd o vytvarném uméni”.*? \ této formé spoluprace
figurovali dokonce jednotlivi zaméstnanci Narodni
galerie. Podafilo se realizovat napfiklad filmy o so-
chari Vladimiru Majakovském, malifich Antoninu
Hude&kovi, Maxi Svabinském a Janu Zrzavém, dale
také porady Osobnost a dilo a Prameny pozndni
o Ceskoslovenskych muzeich a galeriich.®® Stejnym
zplUsobem probihala spoluprace mezi Narodni gale-
rit a CST i v nasledujicich letech a podle hodnoceni
¢innosti byla nejintenzivnéjsi do roku 1981.3

Prvnim vét$im projektem vytvorenym Ceskoslo-
venskou televizi, ve kterém participovala Narodni
galerie a Jifi Kotalik, byl dokumentarni cyklus Pra-
meny pozndni. Na poradu se podilela Hlavni redak-
ce vzdélavacich poradt CST s Ministerstvem kultury
CSR. Uvodni dil cyklu vznikl v roce 1977 (vysilan
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The first major project created by Czechoslovak
Television, in which the National Gallery and Jiri
Kotalik participated, was the documentary series Sources
of Knowledge. The main CST’s Educational Programmes
Department and the Czechoslovak Ministry of Culture
were also involved in the production. The first episode
of the series was created in 1977 (it was broadcast in
1978 for the first time), and the final episodes were
completed in 1983. In total, the series contained 33 epi-
sodes about Czechoslovak museums and galleries and
their collections. The first five episodes were devoted
to individual collections of the National Gallery,* fol-
lowed by presentations of museum and gallery collec-
tions from larger and smaller, specialised, and regional
institutions.®® The television series was intended to
draw attention to the Czechoslovak cultural and artistic
wealth and historical heritage preserved in museums
and galleries. At the same time, it was supposed to con-
tribute to the aesthetic education of the audience and
the development of the socialist personality.’’

Kotalik took on the role of an expert advisor in
the development of Sources of Knowledge.® In a discussion
about the creation of this series, he drew attention to
the need to present these topics on television, and also
talked about his experience of presenting films about
art at the Arsfilm Kromériz festival. He stated that “tel-
evision is a powerful tool for cultural and educational
activity, and it is not insignificant that it encourages
people to visit museums and galleries”.®

The opening sequences of each part included wide
shots of the exteriors in which the individual collections
were located, followed by views into the exhibition,
both accompanied by commentary on the history, the
present state, the significance of the object and classi-
cal music. This was followed by profiles of important
artists represented in the exhibition, which were com-
posed of information about the lives of the artists set in
the context of the time and analyses of their key works.
The final shot was to be a glimpse into the exhibition
with a commentary containing an overall evaluation of
the topic.*

Sources of Knowledge was followed by a similar docu-
mentary series, Masterpieces of the National Gallery in Prague.*!
Its individual episodes analysed key artworks from
the collections of the National Gallery in detail.*
(Figs. 1, 3, 4) The series was divided into two parts, pro-
duced between 1982 and 1984, and contained fourteen
episodes in total.*® Unlike the Sources of Knowledge series,
in the case of Masterpicces of the National Gallery in Prague,
Jiri Kotalik was the co-author of the script (together
with Eva Friedrichova#).# The presence of Jifi Kotalik
and other guests was intended to guarantee that, with
respect to form, “it should not consist in talking while
time passes, but in an informed and deeper examina-
tion, new insights, a new perspective”.* In addition
to working on the script, Kotalik was also the main
speaker of all episodes, along with one or two other
representatives of fine arts, music, or literature, or histo-
rians of social history. The speakers’ discussions about
the artworks were facilitated by a moderator. The inter-
action between Kotalik and the guests was supposed to
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byl poprvé v roce 1978), posledni dily se dokon-
¢ovaly v roce 1983. Celkem bylo v cyklu obsazeno
33 poradl o ceskoslovenskych muzeich a galeriich
a jejich sbirkach. Prvnich pét dild bylo vénovéno
jednotlivym sbirkam Narodni galerie,® nasledovala
predstaveni muzejnich a galerijnich sbirek z vétSich
i mensich, specializovanych a regionalnich institu-
ci.*® Televizni cyklus mél upozornit na Ceskosloven-
ské kulturni a umélecké bohatstvi a historické dédic-
tvi uchovavané v muzeich a galeriich. Zaroven mél
prispivat k estetické vychové divakl a rozvoji sociali-
stické osobnosti.*”

Kotalik mél v procesu vzniku Prameni poznéni
funkci odborného poradce.® Na besedé ke vzniku
tohoto cyklu upozornil na potfebnost prezentace
téchto témat v televizi, hovoril také o své zkuSenosti
z uvadéni filmi o uméni na festivalu Arsfilm Kromé-
riz. Uvedl, Ze je ,televize obrovsky ndstroj kulturné
vychovné cinnosti a neni zanedbatelné, Ze podné-
cuje lidi, aby muzea a galerie sami navstévovali”.*

Uvodni sekvence kazdého dilu obsahovaly cel-
kové zabéry exteriérd, v nichZ se jednotlivé sbirky
nachazely, nasledovaly pohledy do expozice, oboji
bylo doprovazeno komentafem o historii, soucas-
nosti, vyznamu objektu a vaznou hudbou. Poté
nasledovaly medailony vyznamnych umélct za-
stoupenych v expozici, které byly slozeny z infor-
maci o zivoté umélcl zasazenych do kontextu doby
a z rozbor( jejich stézejnich dél. Zavérecny zabér
mél tvofit pohled do expozice s komentarem obsa-
hujicim celkové zhodnoceni tématu.*

Na Prameny pozndni &aste¢né€ navazal doku-
mentarni cyklus Mistrovska dila Ndarodni galerie
v Praze,*! v jehoz jednotlivych dilech byla podrobné
rozebirana stéZejni umélecka dila ze sbirek Narodni
galerie.*? (obr. 1, 3, 4) Byl rozdélen do dvou ¢&asti,
které byly realizovany mezi lety 1982 az 1984 a ob-
sahovaly celkem étrnact dila.** Na rozdil od cyklu
Prameny pozndni byl v pripad€ Mistrovskych dél
Ndrodni galerie v Praze ]ifi Kotalik spoluautorem
scénare (spoleé¢né s Evou Friedrichovou*).* Osoba
Jifiho Kotalika a dalSich host( méla zarucovat, ze by
z hlediska formy ,nemélo jit o poviddni, kdy plyne
Cas, ale o zasvéceny a hlubsi pohled, nové poznat-
ky, novy pohled”.* Kromé prace na scénari byl Ko-
talik také hlavnim re¢nikem vsech dilt a s nim jeden
az dva dalsi predstavitelé vytvarného, hudebniho
nebo literarntho umeéni ¢i historici spolec¢enskych
déjin. Rozpravy recnikd nad dily byly vedeny mo-
deratorkou. Vztah mezi Kotalikem a hosty mél byt
partnersky a v jejich projevech méla panovat nazo-
rova shoda, nemél tedy byt v podstaté prostor pro
nazorovou konfrontaci.*

Tvarci poradu méli za cil vénovat se vzdy kon-
krétné jednomu vyznamnému (mistrovskému) dilu.*®
Kromé dila samotného byla pfi dialozich recnik(
hojné vyuzivana také dalsi dokumentace doplnujici
odborny vyklad. Jednalo se predevsim o knihy spo-
jené s probiranym tématem, které byly vypuUjceny
z knihovny Narodni galerie, ¢i souvisejici archiv-
ni materialy. Prvni ¢ast kazdého dilu poradu byla

/174 /



3/ 4/

Jifi Kotalik during the filming of Masterpieces of the
National Gallery in Prague, undated, Prague, Archive
of the National Gallery in Prague, Jifi Kotalik Fonds
(1920-1996)

Jiri Kotalik pri nataéeni poradu Mistrovskad dila Narodni
galerie v Praze, nedatovano, Praha, Archiv Narodni
galerie v Praze, fond Jiri Kotalik (1920-1996)
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be one of partnership and there was to be a consensus
of opinion in their presentations, so there was basically
no room for conflicting opinions.*

The creators of the programme aimed to focus on
one important artwork (masterpiece).” In addition to
the work itself, other documentation supplementing
professional interpretation was also widely used dur-
ing the speakers’ discussions. These were primarily
books related to the topic being discussed, which were
borrowed from the National Gallery library, or related
archival materials. The first part of each episode of
the programme focused on placing the artwork in
a broader context using available documentation, and
it was filmed in Jifi Kotalik’s office. All documentary
materials formed the main visual component of the
programme. In the second part, the gallery collections
were accessed directly, and the attention shifted to the
artwork itself and its deeper analysis.*

The programme’s creators received an Honourable
Mention of Czechoslovak Television for 1985 with the
following wording: “To the development and produc-
tion team of the Educational Programmes Department
of Czechoslovak Television Prague, including editor
Eva Friedrichova, expert advisor, host, and member
of the Czechoslovak Academy of Sciences Jifi Kotalik,
director Toma$ Kulik, cameraman Vaclav Filip and
head of the production team Milada Rebcova, for the
series Masterpieces of the National Gallery in Prague. This series
presented the finest works of local and international
artists and at the same time explained the broader con-
temporary social conditions and relationships in which
these works were created, thus becoming highly politi-
cally engaged. The series was created in an unconven-
tional way, at a highly professional level.”*

Conclusion
During his tenure as director of the National Gallery in
Prague, Jifi Kotalik participated in many diverse film-
related activities. He was not only interested in the sec-
ondary use of existing films about art but also looked
for opportunities for producing such films directly, as
was the case, for example, with his collaboration with
Czechoslovak Television. Research shows that Kotalik
saw films about art as useful tools for the popularisa-
tion of fine arts. He studied films in his free time and
was aware of the specifics of film that allowed for the
presentation of fine arts in a new and comprehensible
way to a large number of viewers.

Jiti Kotalik’s interest in the film medium was only
a marginal component of his professional activities, and
many of his attempts to interconnect film and fine arts
or to improve this connection were unsuccessful or left
uncompleted. This was the case, for example, with the
plan to build an audiovisual centre at the Trade Fair
Palace or the negotiations to renew the Arsfilm festival.
However, this does not exclude the fact that, thanks to
him, valuable works were created and the topics of the
connection of film and fine arts were opened up.

After Kotalik’s departure, the National Gallery
in Prague did not continue with his cinematographic
activities (except for occasional one-off projects). The
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zamérena na zasazeni umeéleckého dila do Sirsich
souvislosti s vyuZitim dostupné dokumentace a pro-
bihala v pracovné Jifiho Kotalika. VeSkeré dokumen-
tacni materialy tvorily hlavni obrazovou slozku pora-
du. V druhé ¢&asti se pristupovalo prfimo do prostor
galerijnich sbirek, kde se pozornost presunula na
samotné umélecké dilo a jeho hlubsi analyzu.*

Za porad bylo tvircim udéleno cestné uznani
Ceskoslovenské televize za rok 1985 ve znéni: ,Au-
torskému a realizacnimu kolektivu Hlavni redakce
vzdéldvacich porfadi Cs. televize Praha, jmenovité
redaktorce Evé Friedrichové, odbornému poradci
a hlavnimu protagonistovi akademiku Jifimu Kotali-
kovi, rezisérovi Ing. Tomasi Kulikovi, kameramanovi
Vdclavu Filipovi a vedouci vyrobniho stabu Miladé
Rebcové za cyklus poradi ,Mistrovskd dila Narodni
galerie v Praze”, jenz predstavil vrcholnd dila nasich
i svétovych vytvarnych umélci a zdroveri vysvét-
lil Sirsi dobové spolecenské podminky a vztahy, ve
kterych dila vznikala, ¢imz se stal i vysoce politicky
angaZovanym. Cyklus byl zpracovdn netradicnim
zplisobem na vysoké profesiondini trovni.”®

Zavér

Jifi Kotalik se béhem své funkce reditele Narodni
galerie v Praze Gcastnil mnoha rdznorodych filmo-
vych aktivit. Zajimal se nejen o sekundarni uziti jiz
existujicich filmd o uméni, hledal rovnéz moznosti
primé tvorby téchto snimkd, jak tomu bylo napriklad
pfi jeho spolupraci s Ceskoslovenskou televizi. Z vy-
zkumu vyplyva, Ze filmy o uméni Kotalik vnimal jako
uzite¢ny nastroj pro popularizaci vytvarného umeéni,
filmy ve svém volném case studoval a byl si védom
filmovych specifik, kterd umoznovala vytvarné umé-
ni zobrazovat nové a srozumiteln€ pro velké mnoz-
stvi divakd.

Zajem Jifiho Kotalika o filmové médium byl
v ramci jeho odborné cinnosti okrajovy a mnoho
jeho snah o propojeni filmu s vytvarnym uménim ¢i
zlepSeni tohoto propojeni nebylo uspé&snych nebo
dokonéenych, jak tomu bylo napfiklad u snahy o vy-
budovani audiovizualniho centra ve Veletrznim pa-
laci nebo u jednani o obnoveni festivalu Arsfilm. To
viak nevylucuje fakt, Ze diky nému vznikla uzite¢na
dila a otevrela se témata spojeni filmu a vytvarného
uméni.

Narodni galerie v Praze po Kotalikové odcho-
du jiz v jeho kinematografickych aktivitdich (az na
jednorazové projekty) nepokracovala, od napadu
na audiovizualni centrum v rdmci Narodni galerie
se zcela upustilo a bliz8i spoluprace s televizi byla
prerudena. Vzhledem k politickym a spolec¢enskym
zménam v Ceskoslovensku po roce 1989 je viak
treba konstatovat, Ze ddvodem pro toto preruseni
byla pravdépodobné kombinace vice faktord. Na za-
vér lze dodat, Ze rozsah odbornych cinnosti Jifiho
Kotalika, ktery se kromé svého primarniho zaméreni
na vytvarné umeéni vénoval také kinematografii, byl
vyjime¢ny a navazat na jeho aktivity se jiz plné ne-
podafilo.
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plan for an audiovisual centre within the National
Gallery was completely abandoned, and close coopera-
tion with television was discontinued. Considering the
political and social changes in Czechoslovakia after
1989, however, it must be stated that the reason for this
interruption was probably a combination of several fac-
tors. In conclusion, it can be added that the range of
professional activities of Jifi Kotalik, who, in addition
to his primary focus on fine arts, also devoted himself to
cinematography, was exceptional, and it has not been
possible to fully continue his work.

This article was published with support from a Grant for the
Long-Term Conceptual Development of a Research Organisation of
the Ministry of Culture of the Czech Republic.

Clének vznikl na zdkladé instituciondini pod-
pory dlouhodobého koncepcniho rozvoje vyzkumné
organizace poskytované Ministerstvem kultury CR.
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Notes

1 Eva Solarovd studied at the Film and TV School of the
Academy of Performing Arts and in 1982 and 1983, she wrote
her final seminar papers on Arsfilm Kroméiiz.

2  Archive of the National Gallery in Prague (ANG),

Jiti Kotalik Fonds (1920-1996), Interviews, Record of the
(unedited) interview of Eva Solatova with Jirf Kotalik, held
on g Sep 1982. The interview was conducted for the author’s
final seminar paper, however, only a few parts were used in
it. Most of the interview was not used in the work. Edited for

publication.

3 1Ibid,, p. 10.

4 Ibid, p.1

5 1Ibid, p. 4.

6 Ibid, p. 3.

7 Although it is not clear for whom the text was

written, or in which year, Kotalik’s reference to the

goth anniversary of the establishment of Czechoslovak
Television indicates that the text was written around 1983.
ANG, Jiti Kotalik Fonds (1920-1996), Manuscripts, “Fine
Arts on TV Screens”.

8 Ibid.

9 Ibid.

10 Arsfilm was a film festival about art in Kromériz

(see more later in the text).

11 ANG, Jiti Kotalik Fonds (1920-1996), Interviews,
Recording of the interview (unedited) of Eva Solafova with
Professor Jifi Kotalik conducted on g Sep 1982.

12 ANG, Jiti Kotalik Fonds (1920-1996), Documentation -
Film, Record for director Jifi Kotalik from the head of the
Department of Scientific Information, M. Vanyskova, dated
6 Dec 1981.

13 ANG, National Gallery in Prague Fonds (1945-1990),
Record for director Jiri Kotalik from the head of the
Methodological Department, Radomil Hruska, dated g Oct
1981. Archive of the National Gallery in Prague currently
manages 52 film strips and 162 videotapes on the subject of
fine arts and the National Gallery.

14 On 14 Aug 1974, a large-scale fire broke out at the
Trade Fair Palace. Two years later, in 1976, the National
Gallery took over and started its reconstruction. The Trade
Fair Palace was not reopened until the end of 1995, when
Jiti Kotalik was no longer the director of the National
Gallery, although as director one of his main goals was to
repair and reopen the Trade Fair Palace. It currently serves
as an exhibition space of the National Gallery in Prague
for modern and contemporary art. See National Gallery

in Prague, Trade Fair Palace, www.ngprague.cz/en/about/
buildings/trade-fair-palace, accessed 23 Apr 2023.

15 Research on the topic of the audiovisual centre was
also carried out in the fonds of the institutions of the
National Film Archive. No further information could

be found. However, it can be assumed that most of the
communication regarding the project of the audiovisual
centre took place by telephone or in person.

16 Jaroslav Vancat (b. 1949) is an art historian,
theoretician, artist, and curator who worked in the
National Gallery’s scientific information department

from 1986 to 199r.

17 In this document, the audiovisual centre is referred to
as the video centre. See ANG, National Gallery in Prague
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Poznamky

1 Eva Solarova studovala na Filmové a televizni fakulté
Akademie muzickych uméni a v letech 1982 a 1983
vypracovala zavére¢né seminarni prace o Arsfilmu
Kromériz.

2 Archiv Narodni galerie v Praze (ANG), fond Jifi Kotalik
(1920-1996), Rozhovory, Zaznam rozhovoru
/neupraveny/ Evy Solarové s Jifim Kotalikem konaného
9. 9. 1982. Rozhovor vznikl pro autoréinu zavére¢nou
seminarni praci, ve které je vSak pouzito pouze nékolik
¢asti, vétSina rozhovoru nebyla v praci pouZita. Edi¢né
upraveno.

Ibidem, s. 10.

Ibidem, s. 1.

Ibidem, s. 4.

Ibidem, s. 3.

Ackoli neni jasné, pro koho byl text napsan, pripadné

N O g b~

ve kterém roce, Kotalik zde piSe o prilezitosti tficatého
vyro&i vzniku Ceskoslovenské televize, odhaduiji tedy,

Ze text vznikl kolem roku 1983. ANG, fond Jiri Kotalik
(1920-1996), Rukopisy, text Vytvarné uméni na
obrazovkach.

8 Ibidem.

9 Ibidem.

(vice viz dale v textu).

11 ANG, fond Jifi Kotalik (1920-1996), Rozhovory,
Zaznam rozhovoru /neupraveny/ Evy Solarové

s profesorem Jifim Kotalikem konaného 9. 9. 1982.

12 ANG, fond Jifi Kotalik (1920-1996), Dokumentace -
Film, Zaznam pro reditele Jifiho Kotalika od vedouci
Oddéleni védeckych informaci M. Vanyskové ze dne
6.12. 1981.

13 ANG, fond Narodni galerie v Praze (1945-1990),
Zaznam pro reditele Jifiho Kotalika od vedouciho
metodického oddéleni Radomila Hrusky ze dne

9. 10. 1981. Archiv Narodni galerie v Praze v soucasné
dobé spravuje 52 filmovych past a 162 videokazet

s tematikou vytvarného uméni a Narodni galerie.

14 Ve Veletrznim palaci doslo 14. srpna 1974

k rozsdhlému pozaru. O dva roky pozdéji v roce 1976
ho Narodni galerie dostala do spravy a zahgjila jeho
rekonstrukci. Veletrzni palac byl zprovoznén az na
konci roku 1995, kdy Jifi Kotalik jiZz nebyl Feditelem
Narodni galerie, ackoli ve funkci reditele byla oprava

a zprovoznéni Veletrzniho palace jednim z jeho hlavnich
cild. V soucasné dobé slouzi jako vystavni prostor
Narodni galerie v Praze pro moderni a sou¢asné uméni.
Viz Narodni galerie v Praze, Veletrzni palac,
www.ngprague.cz/o-nas/budovy/veletrzni-palac,
vyhledano 23. 4. 2023.

15 Badani ohledné tématu audiovizualniho centra
probéhlo také ve fondech instituci Narodniho filmového
archivu. Dalsi informace se jiz nepodarilo dohledat.

Lze se vSsak domnivat, Ze vétSina komunikace ohledné
projektu audiovizualniho centra se odehravala telefonicky
¢i osobné.

16 Jaroslav Vancat (* 1949) je historik a teoretik uméni,
vytvarnik a kurator, ktery v letech 1986-1991 pracoval

v oddéleni védeckych informaci Narodni galerie.

17 V tomto dokumentu je audiovizualni centrum
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Fonds (1945-1990), Report on a meeting with Vladimir
Opéla, head of the technical department of the Czechoslovak
Film Institute in Prague, on 26 May 1986.

18 Ibid.

19 ANG, Jifi Kotalik Fonds (1920-1996), Documentation -
Film, Proposal for Principles of Cooperation between the
National Gallery and the Czechoslovak Film Institute dated
24 Jul 1987, p. 1.

20 Ibid, p. o.

21 Ibid.

22 ANG, National Gallery in Prague Fonds (1945-1990),
Letter from Ladislav Kesner to Ladislav Bocdek, dated 12 Dec
1990.

23 Arsfilm: Coverage of the 15t National Exhibition of Films about Art,
Kroméiiz 1964, n.p.

24 ANG, Jiri Kotalik Fonds (1920-1996), Documentation -
Film, Letter from Jifi Kotalik to the Director of the 6th
Department of the Ministry of Culture of the Czechoslovak
Republic, Milo§ Chvalina, dated 22 Dec 1978.

25 ANG, Jiti Kotalik Fonds (1920-1996), Interviews,
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and Jit{ Kotalik, held on g Sep 1982.

26 Ibid.

27 Ivana Poldkov4, “Art Historian and Film.
Cinematographic Activities of Jiff Kotalik in the Years
1967-1990” (Master’s thesis, Charles University, 2022).

28 However, the description of the cooperation with CST
that year suggests that it is clear that discussions about the
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No further information on the topic was found in the file
archive of Czech Television.

29 ANG, National Gallery in Prague Fonds (1945-1990),
Activities of the Promotion Department in 1957, p. 3.

30 Ibid.

31 ANG, National Gallery in Prague Fonds (1945-1990),
Recommendations for the Overall and Radical Improvement
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Evaluation of the Activities of the National Gallery from 1971,
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33 ANG, National Gallery in Prague Fonds (1945-1990),
Evaluation of the Activities of the National Gallery from
1971-1981.

34 Even after that year, however, Kotalik - still as director
of the National Gallery - participated in several television
programmes.

35 Individual episodes were dedicated to the collection

of old Czech art in St George’s Monastery, the European
collection in the Sternberg Palace, the graphic arts

collection in the Kinsky Palace, the collection of Czech
sculpture in Zbraslav and the collection of 1gth-century
Czech painting in the Convent of St Agnes of Bohemia. See
ANG, Jitf Kotalik Fonds (1920-1996), Documentation - Film,
Material for discussion on programmes about fine arts,
undated.

36 Ibid.

37 ANG, Jiti Kotalik Fonds (1920-1996), Documentation -
Television, Recording of the introductory talk to the
documentary series Sources of Knowledge from 22 Dec 1977,

p. 1-3.

38 It is not certain whether he was an expert advisor for
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s Vladimirem Opélou, vedoucim technického oddéleni
Ceskoslovenského filmového Gstavu v Praze dne

26. 5. 1986.

18 Ibidem.

19 ANG, fond Jifi Kotalik (1920-1996), Dokumentace -
Film, Navrh zasad spoluprace mezi Narodni galerii

a Ceskoslovenskym filmovym tstavem ze dne 24. 7. 1987,
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Dopis Ladislava Kesnera Ladislavu Bo¢kovi ze dne
12.11. 1990.
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Zéaznam rozhovoru /neupraveny/ Evy Solarové s Jifim
Kotalikem konaného 9. 9. 1982.

26 Ibidem.

27 Ivana Polakova, Historik uméni a film.
Kinematografické aktivity Jiriho Kotalika v letech
1967-1990, diplomova prace, FF UK, Praha 2022.

28 Z popisu spoluprace s CST v tomto roce viak
vyplyva, Ze o moznostech spoluprace probihala jednani jiz
diive. Ve spisovém archivu Ceské televize nebyly k tématu
dohledany zadné dalsi informace.

29 ANG, fond Nérodni galerie v Praze (1945-1990),
Cinnost oddéleni propagace v roce 1957, s. 3.

30 Ibidem.

31 ANG, fond Narodni galerie v Praze (1945-1990),
Pripominky k celkovému a radikalnimu zlep3$eni
propagace Narodni galerie, 1967.

32 ANG, fond Narodni galerie v Praze (1945-1990),
Hodnoceni ¢innosti Narodni galerie za rok 1971, s. 12.
33 ANG, fond Nérodni galerie v Praze (1945-1990),
Hodnoceni ¢innosti Narodni galerie z let 1971-1981.

34 | po tomto roce se vSak Kotalik, jesté€ jako reditel
Narodni galerie, podilel na nékolika televiznich poradech.
35 Jednotlivé dily poradu byly vénovany sbirce starého
C¢eského uméni v Jirském klastere, evropské sbirce ve
Sternberském palaci, grafické sbirce v palaci Kinskych,
sbirce ¢eského socharstvi na Zbraslavi a sbirce ¢eského
mali¥stvi 19. stoleti v klastei'e sv. Anezky Ceské. Viz ANG,
fond Jiri Kotalik (1920-1996), Dokumentace - Film,
Podklad pro jednani o poradech o vytvarném umeéni,
nedatovano.

36 Ibidem.

37 ANG, fond Jiri Kotalik (1920-1996), Dokumentace -
Televize, Zaznam Gvodni besedy k dokumentarnimu cyklu
Prameny pozndni ze dne 22. 12. 1977, s. 1-3.

38 Zde neni jisté, zda byl odbornym poradcem pro
viechny dily cyklu nebo pouze pro ty, které se tykaly
primo Narodni galerie.

39 |bidem, s. 6.

40 ANG, fond Jifi Kotalik (1920-1996), Dokumentace -
Televize, Namét k dilu dokumentarniho cyklu Prameny
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all episodes of the series or only for those that dealt directly
with the National Gallery.

39 Ibid, p. 6.

40 ANG, Jiri Kotalik Fonds (1920-1996), Documentation -
Television, Proposal for the documentary series Sources of
Knowledge (From the Treasures of the National Gallery in Prague -
19th-Century Czech Painting), dated 25 Jun 1981.

41  With the originally planned title, Meeting Masterpieces.

42 The creators drew inspiration for this show, among
other sources, from the Moscow TV series about the
masterpieces of the Hermitage. See ANG, Jifi Kotalik Fonds
(1920-1996), Documentation - Television, Concept of the
series Meeting Masterpieces from 26 Oct 1981.

43 A similar programme called The National Gallery in

Prague Never Closes was realized in 2011-2012, with each
episode also dedicated to one work of art. See “The
National Gallery in Prague Never Closes,” Czech Television,
www.ceskatelevize.cz/porady/10000000039-narodni-galerie-
v-praze-nikdy-nezavira, accessed 10 Apr 2023. During the
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of the collection’s curators were presented in the series “My
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44 Eva Friedrichova (b. 1930) is an editor, dramaturge, and
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45 According to footage from the filming of the
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Kulik evaluated the collaboration as follows: “The whole
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but we managed.” Milada Rebcovd, head of the production
team, described the collaboration in a similar way: “The
filming of both episodes took place in a particularly tense
atmosphere, which was caused by some disagreements
between the director and Mr. Kotalik. During the filming,
operational changes to the shooting plan had to be made
constantly due to these disagreements. It was only thanks

to the dedication of all crew members that the programmes
were filmed. Even during the finalising works, Mr. Kotalik
intervened in the edited programmes, which meant it

was necessary to provide a new edit, transcript, etc.” See

file archive of Czech Television, Red 91/778, HRVP -
Masterpieces of the National Gallery in Prague: Canaletto,
Evaluation of the shooting day of Masterpicces of the National
Gallery in Prague, 1983.

46 ANG, Jiri Kotalik Fonds (1920-1996), Documentation -
Television, Concept of the Meeting Masterpieces series, 26 Oct
1981.

47 Ibid.

48 These were, for example, the following works: Portrait of
Marie Maximilian of Sternberg (Karel Skréta), The Lovers (Pierre-
Auguste Renoir), and Self-Portrait (Pablo Picasso).

49 ANG, Jiti Kotalik Fonds (1920-1996), Documentation -
Television, Script for the first episode of the documentary
series Masterpieces of the National Gallery in Prague, Master Theodoric -
Portrait, 15 Feb 1982.
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pozndni (Z pokladd Nérodni galerie v Praze - Ceské
malirstvi 19. stoleti) ze dne 25. 6. 1981.

41 S pavodné planovanym nazvem Setkdni s dily
mistrd.

42 Inspiraci pro tento porad tvlrci ¢erpali mimo

jiné v seridlu moskevské televize o mistrovskych dilech
Ermitaze. Viz ANG, fond Jifi Kotalik (1920-1996),
Dokumentace - Televize, Koncepce seridlu Setkdni s dily
mistrd ze dne 26. 10. 1981.

43 Podobny porad s nazvem Ndrodni galerie v Praze
nikdy nezavird byl realizovan v letech 2011-2012 a kazdy
jeho dil byl také vénovan jednomu umeéleckému dilu. Viz
Ceska televize, Narodni galerie v Praze nikdy nezavira,
www.ceskatelevize.cz/porady/10000000039-narodni-
-galerie-v-praze-nikdy-nezavira, vyhledano 10. 4. 2023.

V obdobi pandemie covidu v roce 2020 Narodni galerie
v Praze vyuzila moznosti online prezentace uméleckych
sbirek v projektu NGP Online, ve kterém napfr. predstavila
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www.ngprague.cz/vystavy-a-akce/ngp-online, vyhledano
10. 4. 2023.

44 Eva Friedrichova (* 1930) je redaktorka,
dramaturgyné a filmova a televizni publicistka.

45 Dle zaznamu z nataceni dild Canaletto a Goya
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velkému usili vsech clend Stabu se porady podarilo
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Ceské televize, Red 91/778, HRVP - Mistrovska dila
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dne poradu Mistrovska dila Narodni galerie v Praze,
1983.

46 ANG, fond Jiri Kotalik (1920-1996), Dokumentace -
Televize, Koncepce serialu Setkdni s dily mistrd ze dne
26. 10. 1981.

47 Ibidem.

48 Jednalo se napt. o nasledujici dila: Podobizna Marie
Maxmilidny ze Sternberka (Karel Skréta), Milenci (Pierre-
-Auguste Renoir) a Autoportrét (Pablo Picasso).

49 ANG, fond Jifi Kotalik (1920-1996), Dokumentace -
Televize, Scénar k prvnimu dilu dokumentarniho

cyklu Mistrovska dila Ndrodni galerie v Praze, Mistr
Theodorik - Portrét, 15. 2. 1982.

50 ANG, fond Jiri Kotalik (1920-1996), Dokumentace -
Televize, Cestna uznani Cs. televize za rok 1985.
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50 ANG, Jiti Kotalik Fonds (1920-1996), Documentation -
Television, Honourable Mention of Czechoslovak Television
for 1985.

Abstract

The Archive of the National Gallery in Prague manages
the extensive personal fonds of Jiti Kotalik (1920-1996),
an art historian, theoretician, and long-term director of
the National Gallery in Prague (1967-1990). When
processing his correspondence with domestic institu-
tions, it became evident that he had been in contact
with, among others, film institutions, film festivals, and
Czechoslovak Television. As part of his role as director
of the National Gallery in Prague, Kotalik sought to be
involved in the production and subsequent use of films
and programmes about fine arts, as he saw the useful-
ness of the film medium in popularising art among the
general public. This text contains information about
Kotalik’s cinematographic activities, which are con-
nected with his position as director of the National
Gallery in Prague.

Translated by Vendula Sumanovd

/1817

Anotace

Archiv Narodni galerie v Praze spravuje rozsahly
osobni fond Jifiho Kotalika (1920-1996), historika
a teoretika uméni a dlouholetého reditele Narodni
galerie v Praze (1967-1990). Pri zpracovani jeho
korespondence s tuzemskymi institucemi se ukaza-
lo, Ze byl v kontaktu mimo jiné s filmovymi institu-
cemi, filmovymi festivaly a Ceskoslovenskou televizi.
Kotalik se v ramci své pozice rfeditele Narodni ga-
lerie v Praze snazil zapojit do vyroby i nasledného
uziti filma a poradd o vytvarném umeéni, jelikoZ ve
filmovém médiu spatioval uZite¢nost ve véci popu-
larizace uméni Siroké verejnosti. Tento text obsahuje
informace o Kotalikovych kinematografickych akti-
vitach, které se poji s jeho funkci reditele Narodni
galerie v Praze.
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aterials documenting the activities of Prague
M painters’ guilds are the oldest written docu-
ments stored in the Archive of the National
Gallery in Prague. The history of these archival materi-
als is quite long and rich - the oldest Prague painters’
guild book dates back to 1348 and is the oldest guild
book in Prague. (Fig. 1) Besides this first brotherhood
residing in the Old Town of Prague, a separate organ-
isation associating painters from the New Town was
established in the second half of the 14th century. In
1674, artists from the Lesser Town left the joint painters’
guild of the Old and Lesser Towns, so three separate
professional organisations - the painters’ guilds of the
Old Town, New Town, and Lesser Town - were active in
Prague from that point on. Over the centuries, the vast
majority of people who made a living from painting,
including painters, shield makers (painters of pavises,
shields, armour, and house signs), glass painters, var-
nishers, and illuminators, as well as related craftsmen
such as glassmakers, embroiderers, goldbeaters, parch-
ment makers, woodcarvers, and copper engravers,
were members of these guilds. Prague painters’ guilds
were abolished by Emperor Joseph II in 1782. After
the ascension of his successor, Leopold II, the painters
tried to re-establish their professional corporations,
primarily to ensure continual training of painters and
to preserve the social functions that the previous guild
system had provided. They nominated the painter and
art historian Jan Jakub Quirin Jahn (1739-1802) to lead
the proposed joint Prague painters’ guild. However,
this project eventually failed, and the painters’ guild
was never re-established.
Nonetheless, thanks to Jahn, written records of
Prague painters have been preserved, after he managed
to buy documents from the estate of the abolished

Inventory of the Prague
Painting Brotherhoods Fonds

1348-1782 (1790)

RADKA HEISSLEROVA

Inventarizace fondu Prazska
malirska bratrstva 1348-1782
(1790)

jsou nejstarSimi pisemnymi materidly, které

Archiv Narodni galerie v Praze uchovava.
Historie téchto archivalii je pomérné dlouha a bo-
hata, nejstarsi cechovni kniha prazskych maliri se
datuje do roku 1348 a predstavuje zaroven nejstarsi
cechovni knihu v prazském prostredi. (obr. 1) Vedle
tohoto prvniho bratrstva sidliciho na Starém Mésté
prazském vznikla v druhé poloviné 14. stoleti samo-
statnad organizace sdruzujici malife novoméstské.
V roce 1674 se pak od staroméstsko-malostranského
malirského cechu oddélili umélci z Malé Strany a od
té doby pUsobily na Gzemi Prahy tfi samostatné
profesni organizace - staroméstsky, novomeéstsky
a malostransky malirsky cech. V priabéhu staleti se
do téchto organizaci soustredila naprosta vétsSina
osob, které se jakymkoli zptisobem Zivily malifskou
praci - tedy maliri, Stitari (malifi pavéz, stitl, zbroje
a domovnich znameni), malifi na skle, stafifi nebo
iluminatofi, ale i pribuzni Femeslnici jako sklenafri,
vysivaci (krumplifi), zlatotepci, pergamenici, rezbari
nebo médirytci. Prazské malifské cechy zrusil v roce
1782 cisar Josef Il. Po nastupu jeho nasledovnika
Leopolda Il. se malifi pokusili o obnoveni své pro-
fesni korporace, a to zejména kvili zachovani kon-
tinuity malifské vyuky a také s ohledem na socialni
funkce, které predchozi cechovni systém zajistoval.
Do cela planovaného spole¢ného prazského ma-

D oklady k ¢innosti prazskych malifskych cech
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Introductory notes in the oldest book of the Prague painters’ guild from 1348, Prague, Archive of the National Gallery in Prague,
Prague Painting Brotherhoods Fonds, inv. no. 28, acc. no. AA 1207

Uvodni zéapisy v nejstarsi knize prazského malifského cechu z roku 1348, Praha, Archiv Narodni galerie v Praze, fond Prazska maliiska
bratrstva, inv. ¢. 28, prir. ¢. AA 1207

painters’ guilds in an auction, thereby saving them for
the future. These documents, along with his estate,
were later acquired by the Society of Patriotic Friends
of the Arts - the predecessor of today’s National
Gallery in Prague.

Nowadays, the Prague Painting Brotherhoods
Fonds contains a continuous set of privileges and stat-
utes of Prague painters’ guilds, preserved in their origi-
nal forms or as later transcriptions. (Fig. 2) It includes
a well-known privilege of Emperor Rudolf II, issued
on 27 April 1595, for the joint painters’ guild of the Old
and Lesser Towns. Through this privilege, the emperor
elevated painters from craftsmen to artists and granted
them a new, improved guild sign, which, in addition to
the traditional motif of three shields, now included the
goddess Pallas Athena. Commemorative and account-
ing books were also part of the painters’ guilds’ agenda;
however, the series is incomplete. Unlike the New Town
guild where only one book remained from as late as the
second half of the 18th century, the series of the Old
Town and Lesser Town is less fragmentary. The set of
files is very diverse and includes personal documents

litského cechu navrhovali malife a historika uméni
Jana Jakuba Quirina Jahna (1739-1802). Tento pro-
jekt ovsem skoncil nedspéchem a malifsky cech ne-
byl nikdy znovu obnoven.

Diky Jahnovi se vS§ak dochovaly pisemné pamat-
ky na prazské malife, protoZe se mu podarilo v aukci
zakoupit materialy z majetku zruSenych malifskych
cechll, a tim je zachranit pro budoucnost. Doku-
menty se pozdéji spolu s jeho pisemnou pozUstalosti
dostaly do Spolecnosti vlasteneckych pratel uméni,
predchldkyné dnesni Narodni galerie v Praze.

Ve fondu Prazskd malifska bratrstva se v sou-
¢asné dobé& nachazi souvisla rada privilegii a statut
prazskych malifskych cechd, dochovanych v po-
dobé origindld i prostrednictvim pozd€jSich opisu.
(obr. 2) Mezi nimi napfiklad zndmé privilegium
cisare Rudolfa Il., vydané dne 27. dubna 1595 pro
staroméstsko-malostransky malifsky cech, jimz
panovnik povysil malife z remeslnikd na umélce
a udélil jim novy polepseny znak, na némz k tradi¢-
nimu motivu tii StitkG pribyla bohyné Pallas Athéna.
Soucast agendy malirskych cechd dale predstavuji
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The sign of the Lesser Town
painters’ guild, part of the
privilege granted to this
association by Emperor

Charles VI in 1734, Prague,
Archive of the National Gallery
in Prague, Prague Painting
Brotherhoods Fonds, inv. no. 19,
acc. no. AA 1219

Znak malostranského malifského
cechu, soucast privilegia udéleného
tomuto sdruzeni cisarem Karlem VI.
v roce 1734, Praha, Archiv Narodni
galerie v Praze, fond Prazska
malirska bratrstva, inv. &. 19,

prir. ¢. AA 1219

of the artists (birth and apprenticeship certificates and
letters of release from serfdom), which every applicant
wishing to join a guild had to submit to the guild chest,
explaining why so many of these documents survive.
(Fig. 3) Another part is accounted for by correspond-
ence of all three Prague painters’ guilds, covering
a broad range of topics from administration to resolving
various disputes. Such disputes were common between
masters and the so-called Stirers - people who illicitly
earned money by painting outside the guild system -
and foreign merchants selling their artworks in Prague

BULLETIN NGP XXXII1/2023

pamétni i ucetni cechovni knihy, jejichz rada je ov-
Sem nelplna - pro prostredi staroméstského a ma-
lostranského cechu neni tolik torzovita jako v pfi-
padé cechu novomeéstského, pro néjz se dochovala
do dnesni doby pouze jedina kniha, a to az z druhé
poloviny 18. stoleti. Zna¢n€ rozmanity je pak roz-
sahly spisovy material. Ten zahrnuje osobni dokla-
dy umélcl (zachovaci, zhostné a vyucni listy), které
kazdy zajemce o vstup do cechu musel odevzdat do
cechovni truhlice, diky ¢emuz se jich dodnes docho-
val pomérné znacny pocet. (obr. 3) Dalsi cast pak
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Apprenticeship certificate for Vaclav Nosecky, issued by the royal court painter Filip Mazanec in 1680, Prague, Archive of the
National Gallery in Prague, Prague Painting Brotherhoods Fonds, inv. no. 126, acc. no. AA 1217/67

Vyuéni list pro Vaclava Noseckého, vystaveny kralovskym dvornim malifem Filipem Mazancem v roce 1680, Praha, Archiv Narodni galerie
v Praze, fond Prazska malifska bratrstva, inv. ¢. 126, prir. ¢. AA 1217/67

towns. In the files, attractive and well-known artists
can be found such as Karel Skréta (1610-1674), Norbert
Grund (1717-1761), FrantiSek Xaver Palko (1724-1767),
Kilian Ignac Dientzenhofer (1689-1751), Jan Jifi Bendl
(1620-1680), Matyas Gundelach (1566-1654), and oth-
ers.

Since their abolishment, the painters’ guilds have
been a subject of interest for many researchers. Even
though they presumably belong to one of the most
researched guilds in the Czech lands, it is still possible
to discover many new pieces of information. A new,
detailed inventory, created as part of the fonds’ inven-
tory process in 2022, may be of good use for researchers
to help them navigate the fonds.

Translated by Fan Kasik

tvori korespondence vsech tii prazskych malifskych
cechu, ktera se dotyka Sirokého mnozstvi témat - od
vyfizovani cechovni agendy po reseni nejrdznéjsich
spord. Ty mistfi nejcastéji vedli se Stolifi, tedy s oso-
bami, které si vydélavaly malifskou cinnosti, aniz
by byly soucasti cechovniho zfizeni, a také s cizimi
obchodniky, prodavajicimi na tzemi prazskych mést
umélecka dila. Ve spisovém materialu lze najit atrak-
tivni a znama jména umélcd, jako byli Karel Skréta
(1610-1674), Norbert Grund (1717-1761), Fran-
tiSek Xaver Palko (1724-1767), Kilian Ignac Dien-
tzenhofer (1689-1751), Jan Jiri Bendl (1620-1680),
Matyas Gundelach (1566-1654) a dalsi.

Malirské cechy byly prakticky od doby jejich
zruSeni objektem zajmu rady badatell. Prestoze
dnes patfi patrné k nejlépe prozkoumanym cechiim
u nas, stale Ize objevit velké mnozstvi novych infor-
maci. Badatelm k orientaci ve fondu maze nyni vy-
razn€ pomoci podrobny inventar, ktery vznikl v ram-
ci inventarizace fondu v roce 2022.
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Jean-Baptiste Pierre Le Brun, Catalogue de tableaux
des écoles d’Italie, de Flandres et de France dessins
précieux, montés non montés des trois écoles, estampes,
dont prefque oeuvre de labelle, terres cuites, figures de
bronze, de marbre, de plomb, porcelaines, tabatieres,
médailles antiques et modernes formant le Cabinet de
Jeu M. Collet, Paris 1787, auction catalogue title
page, Prague, Library of the National Gallery

in Prague, call no. AA243, acc. no. 19.520

Jean-Baptiste Pierre Le Brun, Catalogue de tableaux
des écoles d'Italie, de Flandres et de France dessins
précieux, montés non montés des trois écoles,
estampes, dont prefque l'oeuvre de labelle, terres
cuites, figures de bronze, de marbre, de plomb,
porcelaines, tabatieres, médailles antiques et
modernes formant le Cabinet de feu M. Collet,

Paris 1787, titulni list auk¢niho katalogu, Praha,
Knihovna Narodni galerie v Praze, sign. AA243,

prir. ¢.19.520

Collection of Auction Catalogues
in the Library Fonds of the National

Gallery in Prague
MARTINA HORAKOVA

he fonds of the Library of the National Gallery Sbirka aukénich kata|ogﬁ

in Prague stores a significant collection, which . , ,
consists of Czech as well as foreign auction ve fondu knlhovny Narodni

house catalogues. In 2023, the collection was com- galerie v Praze
pletely processed by experts, so it is possible to search
these records through the library’s online catalogue.
Digitisation of this part of the fonds is planned for the

near future, specifically focusing on the processing of nihovna Narodni galerie v Praze uchovava
auction catalogues from the historical collection. The ve svém fondu vyznamnou sbirku, kterou
first acquisitions of auction catalogues are documented tvofi rozsahly soubor katalogt ceskych i za-
in the records of the reference library of the Picture hrani¢nich aukénich domi. V roce 2023 bylo do-
Gallery of the Society of Patriotic Friends of the Arts. konéeno odborné zpracovani sbirky a zaznamy
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A catalogue of the picture gallery reference library,
established by the painter and then inspector of the
picture gallery Viktor Barvitius (1834-1902) in 1893, has
been preserved to this date. The catalogue encompasses
505 books, as well as exhibition, collection, and auction
catalogues.

Today, the collection of auction catalogues com-
prises 7,500 volumes, spanning from the end of the
18th century to the present. One of the oldest items is
the auction catalogue of the collection of the late Louis
Jean Francois Collet (1722-1787) from 1787: Catalogue
de tableaux des écoles d’Italie, de Flandres et de France dessins
précieux, montés non montés des trois écoles, estampes, dont prefque
loeuvre de labelle, terres cuites, figures de bronze, de marbre, de
plomb, porcelaines, tabatieres, médailles antiques et modernes for-
mant le Cabinet de feu M. Collet (Paris 1787, call no. AA243).
(Fig. 1)

In the library fonds, primarily catalogues from
important Austrian, German, French, Dutch, and
British auction houses are represented. As for the
Austrian auction catalogues, the biggest part of the col-
lection consists of those from Viennese auction houses.
This primarily includes catalogues from Dorotheum -
the biggest Central European auction house, followed
by catalogues from the Leo Schidlof, Albert Kende,
Franz Malota, Galerie H. O. Mietke, and C. J. Wawra
auction houses, which focused on graphic works and
estates of artists. (Fig. 2) The German auction houses

/187 /
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Katalog der hinterlassenen Sammlung von modernen
Olgemdilden, Bronzen, Mramor-Statuen etc. aus dem Besitze des
Herrn Heinrich F. A. Ritter von Rogge, Vienna 1898, auction
catalogue title page, Prague, Library of the National
Gallery in Prague, call no. AB1153, acc. no. 21.670

Katalog der hinterlassenen Sammlung von modernen
O/gemdlden, Bronzen, Mramor-Statuen etc. aus dem
Besitze des Herrn Heinrich F. A. Ritter von Rogge,

Wien 1898, titulni list aukéniho katalogu, Praha, Knihovna
Narodni galerie v Praze, sign. AB1153, pfir. ¢. 21.670

aukénich katalogt je tak mozno vyhledéavat v online
katalogu knihovny. V nejblizsi dobé se také poci-
td s digitalizaci této ¢asti fondu, a to konkrétné€ se
zpracovanim auk¢nich katalogtd z historického fon-
du. Prvni akvizice aukénich katalogl jsou dolozeny
v zaznamech pfrirucni knihovny Obrazarny Spolec-
nosti vlasteneckych pratel uméni. Do dnesni doby
se dochoval katalog priru¢ni knihovny obrazarny,
zaloZeny v roce 1893 malifem Viktorem Barvitiem
(1834-1902), tehdejsim inspektorem obrazarny.
Katalog obsahuje 505 svazkd knih, vystavnich a sbir-
kovych katalogt a také katalogt aukénich.

Dnes se soubor auk¢nich katalogl sklada ze
7500 svazkl zahrnujicich ¢asové obdobi od konce
18. stoleti do soucasnosti. K nejstarsim exemplaram
se radi katalog aukce sbirky zesnulého Louise Jeana
Francoise Colleta (1722-1787) z roku 1787: Cata-
logue de tableaux des écoles d’ltalie, de Flandres et
de France dessins précieux, montés non montés des
trois écoles, estampes, dont prefque I'oeuvre de la-
belle, terres cuites, figures de bronze, de marbre, de
plomb, porcelaines, tabatieres, médailles antiques
et modernes formant le Cabinet de feu M. Collet
(Paris 1787, sign. AA243). (obr. 1)

Ve fondu knihovny jsou zastoupeny predevsim
katalogy vyznamnych rakouskych, némeckych, fran-
couzskych, holandskych a britskych aukénich doma.
Budeme-li hovofit o rakouskych aukénich katalozich,
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Oclgemdilde moderner Meister ersten Ranges: Sammlung aus dem Nachlasse des Dessins de Rembrandt de la collection - §. P. Heseltine de Londres vente
Hofbildhausers Herrn Adolph Hoffmann, Berlin 1905, auction catalogue le 27 mai 1913, Amsterdam 1913, auction catalogue title page,
cover, Prague, Library of the National Gallery in Prague, call no. AB2og3, Prague, Library of the National Gallery in Prague, sign. AB57,
acc. no. 20.748 acc. no. 20.604

Oelgemdilde moderner Meister ersten Ranges: Sammlung aus dem Nachlasse
des Hofbildhausers Herrn Adolph Hoffmann, Berlin 1905, obélka aukéniho kata-
logu, Praha, Knihovna Narodni galerie v Praze, sign. AB203, pfir. ¢. 20.748

Dessins de Rembrandt de la collection - J. P. Heseltine de Londres vente
le 27 mai 1913, Amsterdam 1913, titulni list aukéniho katalogu, Praha,
Knihovna Nérodni galerie v Praze, sign. AB57, pfir. ¢. 20.604

are mainly represented by the internationally acclaimed
Hugo Helbing’s auction house in Munich, established
in 1885. Its auctions, lasting several days and organ-
ised in collaboration with the Paul Cassier auction
house, were considered important social events. The
equally renowned Rudolph Lepke’s Kunst-Auctions-
Haus, established as a family business in 1812, is also
well-represented in the collection. (Fig. 3) Among oth-
ers, the library fonds features an auction catalogue of
a collection from Vojtéch Lanna (1836-1909), Sammlung
des T Freiherrn Adalbert von Lanna, Prag (Berlin 1911, call
no. AB240), which was auctioned in this auction house
in 1911. The scholarly text for the catalogue was written
by Wilhelm von Bode (1845-1929) with whom Rudolph
Lepke often collaborated. An interesting item in the gal-
lery’s book fonds is a catalogue from a Dresden auction
of the estate of Franz Count Sternberg-Manderscheid
(1736-1830) from 1846. Dutch auction houses are mainly
represented by the Frederik Muller & Cie auction house
located in Amsterdam, which specialises in auctions of
Old Masters. (Fig. 4) The majority of British auction
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predstavuji nejvétsi ¢ast souboru aukéni katalogy vi-
denskych aukénich dom. Jde predevsim o katalogy
nejvétSiho aukéniho domu ve stiedni Evropé Doro-
theum. Déle jsou to aukéni domy Leo Schidlof, Al-
bert Kende, Franz Malota, Galerie H. O. Mietke ci
C. ]. Wawra, zaméreny na grafiku a umélecké po-
zlstalosti. (obr. 2) Z némeckych domu je ve fondu
knihovny aukénimi katalogy nejpocetnéji zastoupe-
na mezinarodné uznavana aukéni sin Huga Helbinga
z Mnichova, zaloZena roku 1885, jejiz vicedenni auk-
ce poradané spole¢né s aukéni sini Paula Cassiera
byly povazovany za vyznamné spolecenské udalosti.
Neméné prosluly ave sbirce tézzna¢né zastoupeny je
aukéni ddim Rudolph Lepke’s Kunst-Auctions-Haus,
ktery byl zalozen jako rodinny podnik v roce 1812.
(obr. 3) Ve fondu knihovny se nachazi mimo jiné
aukéni katalog sbirky Vojtécha Lanny (1836-1909),
ktera byla drazena v tomto aukénim domé v roce
1911: Sammlung des 1 Freiherrn Adalbert von Lan-
na, Prag (Berlin 1911, sign. AB240). Odborny text
ke katalogu napsal Wilhelm von Bode (1845-1929),
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A Catalogue of the Choice and Valuable Collection of Antient and Modern Prints, the Property of John Woodhouse, London 1801,
handwritten notes in the text, Prague, Library of the National Gallery in Prague, call no. AA1g1, acc. no. 19.469

A Catalogue of the Choice and Valuable Collection of Antient and Modern Prints, the Property of John Woodhouse, London 1801,
rukopisné poznamky v textu, Praha, Knihovna Narodni galerie v Praze, sign. AA191, pfir. ¢. 19.469

catalogues in the Library of the National Gallery in
Prague come from Sotheby’s - the oldest and biggest
auction house worldwide.

A vast number of the catalogues in the library fonds
are supplied with handwritten notes regarding prices,
sometimes even with names of the sellers and buyers.
(Fig. 5) Therefore, they can often provide evidence of
the destinies and histories of individual collections and
artworks. Auction catalogues have always been a valu-
able resource for studying the provenances of private
as well as institutional collections and are an important
source of information about the history and economic
aspects of the art market.

Translated by Fan Kasik
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se kterym Rudolph Lepke ¢&asto spolupracoval.
Zajimavosti galerijniho knizniho fondu je katalog
dréazdanské aukce pozlstalosti Frantiska hrabéte
Sternberka-Manderscheida (1763-1830) z roku
1846. Holandské aukéni domy jsou nejvice zastou-
peny aukéni sini Frederik Muller & Cie se sidlem
v Amsterdamu, zamérujici se na aukce dél starych
mistrl. (obr. 4) Prevaznou ¢&ast britskych auk¢nich
katalogli v knihovné Narodni galerie v Praze pred-
stavuji katalogy spoleénosti Sotheby’s, celosvétové
nejstarsi a nejvétsi aukeni siné.

Velké mnozstvi aukcnich katalogl ve fondu
knihovny je opatfeno rukopisnymi poznamkami
o cenach, nékteré dokonce jmény prodavajicich
a kupujicich. (obr. 5) Casto tak mohou doloZit osu-
dy a pribéhy jednotlivych sbirek a uméleckych dél.
Aukéni katalogy byly vzdy cennym pramenem pro
vyzkum provenienci sbirek soukromych sbérateli
i instituci a predstavuji dalezity zdroj informaci o dé-
jinach a ekonomickych aspektech uméleckého trhu.
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Acquisitions and Donations 2022
Akvizice a dary 2022
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Collection of Old Masters

1/

Madonna of Havra

Prague, 1360s

limewood, polychromy

h. 93 cm

provenance: unknown earlier provenance, as of the
19th century recorded in St Lawrence Church in
Havran near Most

P 10038

purchased

The great value of the acquisition ranks it among the
most crucial discoveries that expand the previously
known collections of Bohemian provenances from the
Luxembourg era during recent decades; thus, it is an
extraordinarily valuable enrichment of the gallery col-
lection. Art historical research has shown its close con-
nection with sculptures attributed to the Master of the
Bec¢ov Madonna. In addition, its ongoing examination
and restoration provide significant findings as well. The
current state of knowledge is summarised in the article
by Michaela Ottova, Markéta Pavlikova, and Lenka
Stolarova in this issue.

Sbirka starého uméni

1/

Madona z Havrané

Praha, 60. |éta 14. stoleti

lipové drevo, polychromie

v.93 cm

provenience: star$i provenience neznama,
od 19. stoleti doloZena v kostele sv. Vavrince
v Havrani u Mostu

P 10038

zakoupeno

Akvizice se svym vyznamem Fadi mezi stéZejni objevy
rozsirujici dosud znamy pamatkovy fond bohemikal-
ni provenience z lucemburského obdobi v posled-
nich desetiletich a je tak mimoradnym obohacenim
galerijnich sbirek. Uméleckohistorické badani pro-
kazalo jeji tésnou blizkost s Ffezbami pfipisovanymi
Mistru Becovské madony, vyznamna zjiSténi prinasi
také probihajici prizkum a restaurovani rezby. Sou-
¢asny stav poznani reprezentativné shrnuje prispé-
vek Michaely Ottové, Markéty Pavlikové a Lenky
Stolarové v tomto cisle.
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St Peter

Southwest Bohemia, 1510-1520

limewood, fragments of polychromy

h. 104 cm

provenance: original provenance not documented,
later in the Augustinian Monastery in Lnafre

P 10040

purchased

The statue is a high-quality example of production dur-
ing the first quarter of the 16th century in Southwest
Bohemia, which was significantly influenced by the
workshop of the Master of Lamentation from Zvikov as
well as by contacts with the workshop of the Master of
Lamentation from Zebrik, most likely active in Ceské
Bud¢jovice. Along with other statues from the collec-
tion of The Apostles of Lndre, it was a long-term loan to
the National Gallery in Prague. From 2000 on, part
of the collection has been displayed in the permanent
exhibition of medieval art in the Convent of St Agnes
of Bohemia.

Collection of Art after 1945

2/

Sv. Petr

jihozapadni Cechy, 1510-1520

lipové drevo, fragmenty polychromie

v. 104 cm

provenience: ptvodni provenience nedolozena,
pozdéji v klastere augustinian( ve Lnarich

P 10040

zakoupeno

Rezba reprezentuje velmi kvalitni ukazku dobo-
vé produkce prvni Ctvrtiny 16. stoleti v jihozapad-
nich Cechéach, kdy podobu tamni tvorby zasadné
urcovala cinnost dilny Mistra Oplakavani Krista ze
Zvikova a vazby na dilnu Mistra Oplakavani Krista
ze Zebraku, ¢inného nejspise v Ceskych Budéjovi-
cich. Socha byla spolu s ostatnimi rezbami souboru
Apostoli ze Lndr do Néarodni galerie v Praze dlou-
hodobé zapUlj¢ena, od roku 2000 je ¢ast souboru
vystavena ve stalé expozici stfedovékého uméni
v klastere sv. Anezky Ceské.

Sbirka uméni po roce 1945

3/
3/ KW (* 1959)
KW (b. 1959) Sdra v modré a bilé
Sarah in Blue and White 2009
2009 akryl, platno
acrylic paint, canvas 200 x 150 cm
200 x I50 CmM provenience: majetek autora
provenance: the artist’s estate 0 19238
O 19238 zakoupeno
purchased
4/
KW (* 1959)
4/ A day in Paradise (P. na Korfu, fraktdly v praxi)
KW (b. 1959) 2011
A Day in Paradise (P. on Korfu, fractals in practice) akryl, platno
2011 150 x 100 cm
acrylic paint, canvas provenience: majetek autora
150 x 100 CmM 0 19239
provenance: the artist’s estate zakoupeno
O 19239
purchased 5/
Vasil Artamonov (* 1980),
5/ Alexej Klyuykov (* 1983)
Vasil Artamonov (b. 1980), Alexey Klyuykov (b. 1983) Viajka
Flag 2010
2010 olej, platno
oil, canvas 140 x 150 cm
140 x I50 CI provenience: majetek autord
provenance: the artists’ estate 0 19237
O 19237 zakoupeno
purchased
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6/

8/

9/
6/ 6/
Vasil Artamonov (b. 1980), Alexey Klyuykov (b. 1983) Vasil Artamonov (* 1980),
Spade Alexej Klyuykov (* 1983)
2012 Ry¢
oil, canvas 2012
80 x 60 cm olej, platno
provenance: the artists’ estate 80 x 60 cm
O 19236 provenience: majetek autord
purchased 0 19236
zakoupeno
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10/

7/

Ladislava Gaziova (b. 1981)
Untitled

2018

spray, canvas

100 x 70 CI

provenance: the artist’s estate
O 19235

purchased

8/

Ladislava Gaziova (b. 1981)
Untitled

2018

spray, canvas

120 x QO Cm

provenance: the artist’s estate
O 19234

purchased

9/

Lenka Vitkova (b. 1975)
Sungazing

2016

tempera, canvas

80 x 100 cm

provenance: the artist’s estate
O 19233

purchased

10/

Jakub Hosek (b. 1979)
Trash Unreal

2017

painting (through cut-out stencils), canvas

116 x 250 cm

provenance: the artist’s estate
O 19232

purchased

/195 /

7/

Ladislava GaZiova (* 1981)
Bez nazvu

2018

sprej, platno

100 x 70 cm

provenience: majetek autorky
0 19235

zakoupeno

8/

Ladislava GazZiova (* 1981)
Bez nazvu

2018

sprej, platno

120 x 90 cm

provenience: majetek autorky
0 19234

zakoupeno

9/

Lenka Vitkova (* 1975)
Pohled do slunce

2016

tempera, platno

80 x 100 cm

provenience: majetek autorky
0 19233

zakoupeno

10/

Jakub Hosek (* 1979)
Trash Unreal

2017

malba (skrze vyrezavané sablony), platno

116 x 250 cm

provenience: majetek autora
0 19232

zakoupeno
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11/

11/

Jiri Skala (b. 1976)

Andorra - Spain, from the series Flags

2002

acrylic paint, canvas

116 x 186 cm

provenance: Michal Péchoucek’s private collection
O 19231

gift

12/

Srac¢ Sam (b. 1969)
Seamstresses

2008

video, 5:06 min

provenance: the artist’s estate
Nm 480

purchased

13/

Zbynék Baladran (b. 1973)

Discourse

2008

lightbox

176 x 48 x 7 cm

provenance: Hunt Kastner Artworks collection
Nm 474

purchased

BULLETIN NGP XXXII1/2023

11/
Jifi Skala (* 1976)

Andora - Spanélsko, ze série Vlajky

2002
akryl, platno
116 x 186 cm

provenience: soukroma sbirka Michala Péchoucka

0 19231
dar

12/

Srac Sam (* 1969)

Sicky

2008

video, 5:06 min

provenience: majetek autorky
Nm 480

zakoupeno

13/

Zbynék Baladran (* 1973)
Diskurz

2008

lightbox

176 x 48 x 7 cm

provenience: sbirka Hunt Kastner Artworks

Nm 474
zakoupeno
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12/

14/

14/

Anna Daucikova (b. 1950)
In the Interstices

2021

video, 5:55 min

provenance: the artist’s estate
Nm 483

purchased

15/

Jakub Jansa (b. 1989)

Club of Opportunities - Episode 7
2021

video, 19:16 min

provenance: the artist’s estate
Nm 476

purchased

13/

15/

14/

Anna Daucikova (* 1950)

In the Interstices

2021

video, 5:55 min

provenience: majetek autorky
Nm 483

zakoupeno

15/

Jakub Jansa (* 1989)

Club of Opportunities - Episode 7
2021

video, 19:16 min

provenience: majetek autora

Nm 476

zakoupeno
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16/

17/

16/

Martin Kohout (b. 1984)
Watching Martin Kohout
2010-2011

video, 1:32 min

provenance: the artist’s estate

Nm 475
purchased

17/

Vaclav Magid (b. 1979)

Atlantes

2010

installation (cut-out diorama + text of a story
on a board)

29.7 x 42 x 29.7 cm

provenance: the artist’s estate

Nm 479-oo1 - Nm 479-004

purchased

BULLETIN NGP XXXII1/2023

16/

Martin Kohout (* 1984)
Watching Martin Kohout
2010-2011

video, 1:32 min
provenience: majetek autora
Nm 475

zakoupeno

17/

Vaclav Magid (* 1979)

Atlanti

2010

instalace (vystfihované diorama + text povidky
na tabuli)

29,7 x 42 x 29,7 cm

provenience: majetek autora

Nm 479-001 - Nm 479-004

zakoupeno
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18/

19/ 20/ 21/
18/ 18/
Rafani Art Group Skupina Rafani
On the Brink of a Pit Na okraji jamy
2006 2006
video, 5:22 min video, 5:22 min
provenance: Rafani Art Group’s estate provenience: majetek skupiny Rafani
Nm 481 Nm 481
purchased zakoupeno
19/ 19/
Vaclav Magid (b. 1979) Vaclav Magid (* 1979)
Unresolved Problems of Form Nevyresené problémy formy
2013 2013
print (scores), paper tisk (partitury), papir
14.8 x 21 cm 14,8 x 21 cm
provenance: the artist’s estate provenience: majetek autora
Nm 478-001 - Nm 478-006 Nm 478-001 - Nm 478-006
purchased zakoupeno
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20/

Rafani Art Group

Flag

2003

installation, silk (embroidered)

47 * 97 cm

provenance: Rafani Art Group’s estate
Nm 482

purchased

21/

Jiri Beranek (1945-2021)

The Stations of the Cross

1978

lime and oak wood

170 x I41 x 25 CIM

provenance: Josef Kordik’s collection
P 10039

gift

22/

Anna Hulacova (b. 1984)

Little Boy and Stove

2014, 2017

mixed media, concrete

90 x 30 x 23 cmM

provenance: Hunt Kastner Artworks collection
P 10036

gift

23/

Markéta Othova (b. 1968)
Untitled

2019

colour photography

digital print, billboard paper
160 x 106 cm

edition 1/5 + artist’s print, signed
provenance: the artist’s estate
Nm 484

purchased

24/

Markéta Othova (b. 1968)
Untitled

2019

colour photography

digital print, billboard paper
160 x 106 cm

edition 1/5 + artist’s print, signed
provenance: the artist’s estate
Nm 4385

purchased

Markéta Othova is part of the generation of women
artists who established themselves in the 1990s. In
her work, she continually analyses and transcends the
boundaries of the medium of photography. She regards
photography as an emotional memory: she carefully
stores her images in her personal archive and later,

20/

Skupina Rafani

Viajka

2003

instalace, hedvabi (s vysivkou)

47 x 97 cm

provenience: majetek skupiny Rafani
Nm 482

zakoupeno

21/

Jiri Beranek (1945-2021)
Krizova cesta

1978

lipové a dubové drevo

170 x 141 x 25 cm

provenience: sbirka Josefa Kordika
P 10039

dar

22/

Anna Hulacova (* 1984)

Chlapec a kamna

2014, 2017

kombinovana technika, beton

90 x 30 x 23 cm

provenience: sbirka Hunt Kastner Artworks
P 10036

dar

23/

Markéta Othova (* 1968)

Bez ndazvu

2019

barevna fotografie

digitalni tisk, billboardovy papir
160 x 106 cm

edice 1/5 + autorsky tisk, signovano
provenience: majetek autorky
Nm 484

zakoupeno

24/

Markéta Othova (* 1968)

Bez nazvu

2019

barevna fotografie

digitalni tisk, billboardovy papir
160 x 106 cm

edice 1/5 + autorsky tisk, signovano
provenience: majetek autorky
Nm 485

zakoupeno

Markéta Othova patfi k silné generaci umélkyn, kte-
ra se v devadesatych letech etablovala na umélecké
scéné. Ve své tvorbé& neustale analyzuje a prekracuje
hranice fotografického média. Samotna fotografie
pro autorku predstavuje emocionalni pamét, své
snimky peclivé uchovava v osobnim archivu a poz-
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22/

often for exhibition purposes, creates photographic
compositions and collections from her archive.

The acquired photographs were showcased in
Markéta Othova’s solo exhibition Coming Soon, which
was held at the National Gallery in Prague (Trade Fair
Palace, from 29 April to 30 October 2022). They fea-
ture views from the Trade Fair Palace windows, photo-
graphed by the artist in 2019 and later included in the
larger collection of twenty pictures entitled Coming Soon
(2022). The new acquisition of two photographs will be
complemented by her early photograph Her Life from
1998, which until now has only modestly represented
the artist’s work in the Collection of Art after 1945.

23/

24/

dé¢ji, napriklad pro potfeby vystav, z tohoto fondu
vytvari nové fotografické sestavy a soubory.

Ziskané fotografie byly prezentovany na samo-
statné vystavé Markéty Othové Jiz brzy v Narod-
ni galerii v Praze (29. 4. - 30. 10. 2022, Veletrzni
palac). Zachycuji pohledy z okna Veletrzniho pa-
lace, které autorka pofidila v roce 2019 a pozdé;i
zaradila do Sirsiho souboru dvaceti fotografii pod
nazvem Jiz brzy (2022). Novy prirastek v podobé
dvou fotografii doplni rany snimek Jeji Zivot z roku
1998, ktery doposud tvorbu autorky skromné
reprezentoval v rdmci Sbirky uméni po roce 1945.
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25/

25/

Kurt Gebauer (b. 1941)

The Right Side of the Slaughterhouse

installation

iron, wood, wire mesh, jute, textile, light, laminate
330 * I50 x 500 Cm

provenance: the artist’s estate

P 10037

gift

BULLETIN NGP XXXII1/2023

25/

Kurt Gebauer (* 1941)

Sprdvnd strana jatek

instalace

zelezo, drevo, draténé pletivo, juta, textil, svétlo,
laminat

330 x 150 x 500 cm

provenience: majetek autora

P 10037

dar
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26/

27/

Collection of Art after 1945 -
Collection of Architecture

Marie Davidova (b. 1949)
Collection of 85 works

The donated collection comes from the archive of
Marie Davidova and involves prominent examples of
all aspects of her art, including the diploma thesis pro-
ject at the Academy of Fine Arts in Prague, The Leisure
Time Centre in Prague-Stiizkov (1977). In this project,
the architect used ceramic motifs typical of her other

public space projects. The period from the 1970s to

28/

Sbirka uméni po roce 1945 -
Sbirka architektury

Marie Davidova (* 1949)
konvolut 85 praci

Darovany soubor pochazi z archivu Marie Davido-
vé a zahrnuje dalezité ukazky ze vSech oblasti au-
torcina profesniho ptsobeni - mimo jiné diplomovy
projekt z Akademie vytvarnych uméni v Praze Cent-
rum volného casu v Praze-Strizkové (1977), v némz
architektka pracovala s keramickymi motivy, které
jsou pfiznacné i pro jeji dalsi projekty ve verejném
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29/

the 1980s, when Davidova worked for Metroprojekt, is
represented by public space design projects including
those near Sokolovska Metro Station (now Florenc,
1982), the urban study of the metro D line (1980s),
renovations of pedestrian zones (Hradc¢any Square),
and the design of public facilities and snack bar interior
near Moskevskd Metro Station (now Andél, 1984-1985).
Her detailed perspectives, such as the crossing of metro
lines at Mistek Transfer Station (1981, in collaboration
with Josef David), are characteristic of her style. The
documentation for the relief decoration of the kinder-
garten in Stéchovice (1981), as well as designs of lights
and puppets, represent the implemented designs of the
architect. The acquisition of Marie Davidov4’s work in
the Collection of Architecture marks a significant step
towards including the works of women architects in the
collections of the National Gallery in Prague.

26/

Moskevskd (Andél) Metro Station, snack bar interior,
perspective

1984

pencil, coloured pastel, paper, tracing paper

70.5 x 100 CmM

provenance: collection of Marie Davidova

prostoru. Obdobi sedmdesatych a osmdesatych let
20. stoleti, kdy Davidova pUsobila v Metroprojektu,
zastupuji projekty reSeni verfejného prostoru kolem
stanice metra Sokolovska (dnes Florenc, 1982), pro-
vérovaci studie trasy metra D (80. Iéta) a upravy
pé&sich zén (Hrad¢anské namésti) nebo projekt ob-
chodni vybavenosti a interiér snack-baru pfi stanici
metra Moskevska (dnes Andél, 1984-1985). Cha-
rakteristické jsou detailn€ propracované perspekti-
vy, napriklad krizeni prestupt linek metra ve stanici
Mdastek (1981, s Josefem Davidem). UZitou tvorbu
architektky prezentuje dokumentace k realizaci
plastické vyzdoby materské skoly ve Stéchovicich
(1981), navrhy svitidel nebo loutek. Pro Sbirku ar-
chitektury predstavuje akvizice dila Marie Davidové
dilezity krok k zaclenéni tvorby Zen do sbirek Na-
rodni galerie v Praze.

26/

Stanice Moskevska (Andél), snack-bar, interiér,
perspektiva

1984

tuzka, barevny pastel, papir, pauzovaci papir
70,5 x 100 cm

provenience: sbirka Marie Davidové

AP 2585 AP 2585
gift dar
27/ 27/
Perspective section of the Miistek Metro Station crossing Perspektivni rez kriZovatkou stanic metra
ca 1984 na Mistku
black and white photography kolem 1984
23.8 x 27.5 cm cernobila fotografie
provenance: collection of Marie Davidova 23,8 x 27,5 cm
AF 990 provenience: sbirka Marie Davidové
gift AF 990
dar
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Vaclav Aulicky (b. 1944)
Collection of 575 works

Vaclav Aulicky is a prominent representative of the
technicist movement in post-war architecture. Starting
from 1974, he worked for Spojprojekt Praha along
with Jiti Eisenreich, Jindrich Malatek, Ivo Loss, Jan
Fiser, and Zdena Aulicka. He specialised in structurally
and expressively highly innovative projects of build-
ings for telecommunication technologies and transmit-
ters, featuring elements of Brutalism and High-Tech
architecture. The gift from architect Aulicky’s archive
comprises planning and photographic documentation
of his most interesting achievements, including the
Transgas Building Complex (1966-1978), the Television
Transmitter in Ostava-Hostalkovice (1976-1979), the
Zizkov Television Tower (1985-1992), the Transit
Telephone Exchange in Hradec Kralové (1977-1982),
the Automatic Telephone Exchange in Dejvice
(1975-1982), and their various design solutions.

28/

Vaclav Aulicky, Jan FiSer, in collaboration with
Jiri Herold

TV Transmitter Ostrava-Hostdlkovice, View 1

1975

Indian ink, tracing paper

97.5 x 61 cm

provenance: collection of Vaclav Aulicky

AP 2465

gift

Jan Fiser (b. 1944)
Collection of 7 works

Vaclav Aulicky’s collection is complemented by a gift of
his colleague Jan Fiser, who contributed to the collec-
tive efforts of Spojprojekt in designing the interiors of
the Transgas Building Complex in Prague (1966-1978).
Through this gift, the Collection of Architecture has
acquired a unique set of works, including perspective
views of exteriors and interiors of the Transgas build-
ings, and designs for the interior furnishings of the
entrance hall, characterised by a precise drawing style.

Vaclav Aulicky (* 1944)
konvolut 575 praci

Vaclav Aulicky je vyznamny predstavitel techni-
cistntho sméru povalecné architektury. Od roku
1974 pusobil ve Spojprojektu Praha, kde se v ko-
lektivu autor( Jirfi Eisenreich, Jindrich Malatek, Ivo
Loos, Jan FiSer a Zdena Aulicka specializoval na
konstrukén€ a vyrazové inovativni projekty budov
pro telekomunikaéni technologie a vysilace, které
nesou prvky brutalismu a high-tech architektury.
Dar z archivu architekta Aulického obsahuje pla-
novou a fotografickou dokumentaci téch nejzaji-
mavejsich realizovanych staveb - Komplex budov
Transgas (1966-1978), Televizni vysila¢ v Ostrave-
-Hostalkovicich (1976-1979), Zizkovsky televizni
vysila¢ (1985-1992), Tranzitni telefonni Ustfedna
v Hradci Kralové (1977-1982), Automaticka tele-
fonni astfedna v Dejvicich (1975-1982) - i jejich
variantnich reseni.

28/

Vaclav Aulicky, Jan Fiser, spoluprace Jiri Herold
TV Ostrava-Hostalkovice, pohled 1

1975

tus, pauzovaci papir

97,5 x61 cm

provenience: sbirka Vaclava Aulického

AP 2465

dar

Jan Fiser (* 1944)
konvolut 7 praci

Soubor Vaclava Aulického doplnuje dar jeho spo-
lupracovnika Jana FiSera, ktery se mimo jiné spolu
s kolektivem Spojprojektu podilel na interiérech
komplexu budov Transgas v Praze (1966-1978).
Timto darem ziskava Sbirka architektury jedinec-
ny soubor praci - perspektivni navrhy exteriéru

i interiéru komplexu budov Transgas a navrhy
interiérového vybaveni vstupni haly - pro néz je
charakteristicky precizni kresebny styl.

29/
29/ Transgas, perspektiva
Transgas, perspective 1966-1978
1966-1978 svétlotisk, papir
collotype, paper 60 x 121 cm
60 x 121 cm provenience: sbirka Jana FiSera
provenance: collection of Jan Fiser AP 2285
AP 2285 dar
gift
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Collection of Prints and Drawings

30/

Karel Skréta the Elder (1610-1674)

and/or Karel Skréta the Younger (1646/1650-1691)
Allegorical Glorification of the Holy Trinity and the
LaZansky Family

1650s-1670s

drawing, red chalk, pencil, and brush (grey), paper
285 x 402 mm

provenance: Bernhard Himmelheber (1898-1966),
Karlsruhe (see Lugt 4035); Jean-Luc Baroni & Marty
de Cambiaire Gallery, France

K 68304

purchased

The attribution of the drawing is based on style
aspects as well as the iconography of the scene. The
coat of arms, featuring the heraldic figure known as
a “korbel” (a Czech term for part of a wheel in her-
aldry), belongs to the Lazansky family of Bukova.
The style of the drawing displays similarities with the
work of Karel Skréta the Elder, who worked for the
Lazansky family. Both father and son Skréta designed
thesis prints, one of which was created for the philo-
sophical disputation of Karel Maximilian Lazansky
(1658), while the other was dedicated to him (1679).
The purchased drawing appears to have served as
a thesis print design. The drawing style reveals analo-
gies with the works of Karel Skréta the Elder as well
as some less typical characteristics. These can be
explained by a contribution of Skréta the Younger
who refined his artistic skills in collaboration with his
father and drew inspiration from his father’s work.

31/

Emil Orlik (1870-1932)

Portrait of Composer Wilhelm Furtwingler
1928

mixed media (drypoint, etching), paper
240 x 180 mm (painting)

provenance: Bertrand Thilie, France

R 267541

purchased

The portrait of composer Wilhelm Furtwéngler
(1886-1954) is one of the masterpieces of Emil Orlik’s
portrait work. The Czech-born painter and graphic
artist living in Berlin portrayed renowned cultural
and political figures. Orlik’s portrait prints, span-
ning from early woodcuts to later etchings and
lithographs, comprise a prominent portion of the
Collection of Prints and Drawings, which is unique
in its scope among Central European and German
gallery collections. The Portrait of Wilhelm Furtwéngler,
recently acquired from a French private collection,
has further expanded this collection and increased its
comprehensiveness.
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Sbirka grafiky a kresby

30/

Karel Skréta st. (1610-1674)

a/¢i Karel Skréta ml. (1646/1650-1691)
Alegoricka oslava Nejsvétéjsi Trojice a rodu
LaZanskych

50.-70. Iéta 17. stoleti

kresba rudkou, tuzkou a Stétcem Sed¢, papir
285 x 402 mm

provenience: Bernhard Himmelheber (1898-1966),
Karlsruhe (viz Lugt 4035); Jean-Luc Baroni
& Marty de Cambiaire Gallery, Francie

K 68304

zakoupeno

Pripsani kresby je zalozeno na stylovych aspektech
i ikonografii scény. Vyobrazeny znak s heraldickou
figurou, zvanou korbel, néalezi rodu Lazanskych
z Bukové. Stylové je kresba blizké tvorbé Karla Skré-
ty starsiho, ktery pro Lazanské pracoval. Skréta otec
i syn navrhli univerzitni teze, z nichz jedna vznikla
k filozofické obhajob& Karla Maxmiliana Lazanské-
ho (1658), druha mu byla dedikovéna (1679). Také
zakoupena kresba byla pravdépodobné navrhem
univerzitni teze. V kreslifském rukopisu spatifujeme
analogie s dily Karla Skréty star$iho i nékteré méné
typické rysy. Moznym vysvétlenim je podil Skréty
mladsiho, ktery se umélecky rozvijel ve spolupraci
s otcem a v navaznosti na jeho tvorbu.

31/

Emil Orlik (1870-1932)

Portrét hudebniho skladatele Wilhelma
Furtwdinglera

1928

kombinovana technika (sucha jehla, lept), papir
240 x 180 mm (obraz)

provenience: Bertrand Thilie, Francie

R 267541

zakoupeno

Podobizna hudebniho skladatele Wilhelma Furt-
wanglera (1886-1954) nalezi mezi vrcholna dila
portrétni tvorby Emila Orlika. Malir a grafik ceského
slavné osobnosti ze svéta kultury a politiky. Orlikovy
portrétni grafiky, od ranych drevorezl k pozdéjsim
leptdm a litografiim, predstavuji vyznamny soubor
Sbirky grafiky a kresby, ktery je ojedinély svym roz-
sahem v ramci stfedoevropskych i némeckych gale-
rijnich sbirek. Nedavna akvizice Portrétu Wilhelma
Furtwdéinglera z francouzské soukromé sbirky tento
soubor rozsirila a prispéla k jeho vétsi ucelenosti.
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30/

31/
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32/

Jan Jedlicka (b. 1944)

Ombra della Sera

2003

serigraphy, paper

575 x 760 mm

provenance: the artist’s estate
R 267542

gift

33/

Jan Jedlicka (b. 1944)

Cerchi I-1V

2006

serigraphy, Japan

660 x ggo mm

provenance: the artist’s estate
R 267543 - R 267546
purchased
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32/

Jan Jedlicka (* 1944)
Ombra della Sera

2003

sitotisk, papir

575 x 760 mm

provenience: majetek autora
R 267542

dar

33/

Jan Jedlicka (* 1944)
Cerchi I-1V

2006

sitotisk, japan

660 x 990 mm

provenience: majetek autora
R 267543 - R 267546
zakoupeno
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34/

34/

Jan Jedlicka (b. 1944)
Lorenz Boegli - printmaker
Reflections I-11

2003

serigraphy, Japanese paper
650 x 970 mm

provenance: the artist’s estate
R 267547 - R 267548
purchased

35/

Jan Jedlicka (b. 1944)
Ireland

2017

serigraphy, Japanese paper
610 x o5 mm

provenance: the artist’s estate

R 267549
purchased

33b/

35/

34/

Jan Jedlicka (* 1944)
Lorenz Boegli - tiskar
Reflections I-11

2003

sitotisk, japan

650 x 970 mm

provenience: majetek autora
R 267547 - R 267548
zakoupeno

35/

Jan Jedlicka (* 1944)

Irsko

2017

sitotisk, japan

610 x 905 mm

provenience: majetek autora
R 267549

zakoupeno
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The art of Jan Jedlicka is intimately connected to the
landscape and its changes, which he protrays using
a variety of techniques, including painting, photogra-
phy, and graphic art, the latter being his most favoured
form of expression. He captures the essence of each
space in silent contemplation. Jedlicka feels at home
in Bohemia as well as in Switzerland and Italy. Having
studied at the Academy of Fine Arts in Prague, his early
production was influenced by Fantastic Realism. After
going into exile in 1969, he completely abandoned it
and focused instead on the conceptual reflection of
landscapes. He was especially drawn to the Tuscan
landscape along the Maremma coast, which he has been
documenting for several decades.

In his series of prints entitled Circles (Cerchi I-1V),
Jedlicka enters into an internal dialogue with the land-
scape, noticing reflections on water, the atmospheric
play of light at specific times of day, cracked soil pat-
terns, and the geometric rhythm of the circle sectors
of water drying out in the swampland. This series was
compiled from the artist’s successful monographic
exhibition at the Prague City Gallery in 2021. The print
Ombra della Sera (2003) is strongly symbolic, as indicated
by the artist’s shadow in the Maremma landscape. The
large-format prints from the series Reflections I-1I focus
on the ornamental play of the fallen leaves and light
reflections of the chestnut tree on the water’s surface.

Collection of Asian Art

36/

Silk Brocade Ladies Facket
China, 1880-1900

silk, embroidery

ca 120 x I70 Cm

provenance: private collection
Vu 4378

purchased

37/

Drtikol Studio

Collection of Four Photographs of BoZena Hlouchovd
in a Chinese Brocade Gown

19208-1930S

photographs mounted in passepartouts with the studio
logo

25.6 x 20.2 cm (overall - passepartout size

49.1 x 31.6 cm) - Vm 7240

25.8 x 20.4 cm (overall - passepartout size

49.4 x 31.7 cm) - Vm 7241

26 x 20 cm (overall - passepartout size

49 x 31.4 cm) - Vm 7242

25.8 x 18.4 cm (overall - passepartout size

48.5 x 30.5 cm) - Vm 7243

provenance: private collection

Dilo Jana Jedli¢ky je bytostné spjaté s krajinou a je-
jimi proménami, jez zachycuje rliznymi technikami,
v malbé, fotografii a s oblibou prostfednictvim gra-
fiky. V tiché kontemplaci zaznamenava esenci dané-
ho mista. Jedlickovym domovem jsou jak Cechy, tak
Svycarsko a Italie. Studoval na prazské Akademii vy-
tvarnych uméni a jeho rana tvorba byla spjata s fan-
tastickym realismem, ktery po emigraci v roce 1969
zcela opustil a pozornost zamé&ril na konceptualni
reflexi krajiny. Zaujala jej zejména toskanska krajina
pobrezni oblasti Maremma, jiz mapuje v pribéhu
nékolika desetileti.

V grafickém cyklu nazvaném Kruhy (Cerchi I-1V)
Jedlicka vstupuje do niterného dialogu s krajinou,
v§ima si odlesk(l vody a svételné atmosféry dané
Casti dne, rozpraskané struktury plady a geometric-
ké rytmizace kruhovych vyseci vysychajici vodni plo-
chy bazinaté oblasti. Cyklus byl vystaven na umélco-
vé Uspésné monografické vystavé v Galerii hlavniho
mésta Prahy v roce 2021. Graficky list Ombra della
Sera (2003) je diky stinu, jeZ v maremmské krajiné
naznacuje pritomnost autora, ladén silné symbo-
licky. Velkoformatové grafické listy z cyklu Reflec-
tions I-1l zase vénuji pozornost spiSe ornamentalni
hi'e spadaného listi a svételnych odrazd koruny kas-
tanu na vodni hladinég.

Sbirka uméni Asie

36/

Damsky kabdtek z hedvabného brokdtu
Cina, 1880-1900

hedvabi, vysivka

cal20x 170 cm

provenience: soukroma sbirka

Vu 4378

zakoupeno

37/

Ateliér Drtikol

Soubor ctyr fotografii BoZeny Hlouchové
v ¢inském brokdtovém rouchu

20.-30. Iéta 20. stoleti

fotografie adjustované v papirovych paspartach
s logem ateliéru

25,6 x 20,2 cm (rozmeéry celku - pasparty
49,1 x 31,6 cm) - Vm 7240

25,8 x 20,4 cm (rozméry celku - pasparty
49,4 x 31,7 cm) - Vm 7241

26 x 20 cm (rozméry celku - pasparty

49 x 31,4 cm) - Vm 7242

25,8 x 18,4 cm (rozméry celku - pasparty
48,5 x 30,5 cm) - Vm 7243

provenience: soukroma sbirka

Vm 7240 - Vm 7243

Vm 7240 - Vm 7243 zakoupeno
purchased
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The objects come from the estate of Bozena Hlouchova,
who, together with her husband Karel Hloucha, ran
the famous Yokohama Teahouse in Lucerna Palace
in Prague, and served their guests while dressed in
Japanese-style clothing. The surviving Chinese gown
that she wore on these occasions (and which was
most likely imported by Karel’s brother Joe Hloucha,
supplying the teahouse and other family shops with
antiquities and Chinese and Japanese goods) is very
valuable, as are the four photographs capturing her
in the jacket. The Collection of Asian Art is preparing
a new permanent exhibition accentuating the collec-
tor’s history of Asian artefacts imported to Europe for
the collections of artists and amateurs, the provenance,
and biographic aspects of particular exhibits. In this
respect, the jacket and the photographs from Frantisek
Drtikol’s studio are ideal acquisitions. They are high-
quality examples of luxurious Chinese textiles of the
late 1gth century, which fit in the context of the period’s
reception of Asian artefacts in Europe.

Predméty pochazeji z majetku BoZzeny Hlouchové,
ktera s manzelem Karlem Hlouchou vedla proslulou
¢ajovnu Jokohama v prazské Lucern€, kde osobné
obsluhovala oble¢ena v japonském stylu. Je velmi
vzacné, Ze se dochovalo jak ¢inské roucho, které pro
tu prilezitost oblékala (a které nejspise pochazi z do-
vozl Karlova bratra Joe Hlouchy, jenz ¢ajovnu i dalsi
rodinné podniky zasoboval staroZitnostmi a vybave-
nim z Ciny a Japonska), tak &tyfi fotografie, na kte-
rych je v ¢inském kabatku zachycena. Sbirka umé-
ni Asie pfipravuje novou stalou expozici, kde bude
akcentovat sbératelskou historii asijskych artefakt
privaZzenych do Evropy pro sbirky zajemct z umé-
leckych i laickych kruh(, stejné jako provenienci
a biografické aspekty jednotlivych exponatd. Rou-
cho v kombinaci s fotografiemi z ateliéru Frantiska
Drtikola v tomto ohledu predstavuje idealni akvizici,
kvalitni ukazku luxusniho cinského textilu konce
19. stoleti a zaroven zapada do kontextu dobové
recepce asijskych uméleckych predmétl v Evropé.
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Archive of the National Gallery
in Prague

Personal Archival Fonds of Jifi Korec (1925-2004)
acc. no. AA 4297

gift

The Archive of the National Gallery in Prague acquired
the rather small archival estate of the sculptor and med-
allist Jifi Korec as a gift from Kvétoslava Korcova. The
acquisition primarily consists of correspondence, school
and exhibition documents, and the documentation of
the artist’s works. Korec’s studies at the Academy of
Arts, Architecture and Design in Prague, among others
with Professors Jaroslav Horejc and Bedrich Stefan, are
substantiated by a collection of his school reports from
1948-1949. The remaining correspondence revealed
work commissions and orders from the Czech Fine Art
Fund. A collection of documents has also survived for
the gift of a bronze relief with St Agnes of Bohemia for
the Vatican collections in 1990. The materials for the
artist’s solo and collective exhibitions from 1958-2009
mostly include official correspondence, prints, and
clippings. The collection of documents for exhibitions
in Galerie mladych (Gallery of Young Artists) in Prague
in 1963, Galerie plastik (Figural Art Gallery) in Hofice,
and Galerie moderniho uméni (Gallery of Modern
Art) in Roudnice nad Labem between 2000 and 2007
stand out from the documentation of the artist’s solo
exhibitions. Researchers can get an idea about the
character of Korec’s oeuvre from a small collection
of photographs. A collection of exhibition catalogues
with remarkable publications released for the FIDEM
(Féderation International de la Médaille) exhibitions
and congresses complements the archival fonds.

38/
Jiri Korec, Sitting, 1962, photograph, acc. no. AA 4297,
Prague, Archive of the National Gallery in Prague

Additions to the Personal Fonds of Oldrich Jakub
Blazicek (1914-1985)

acc. no. AA 4296

gift

The fonds of Oldrich Jakub Blazicek, which only
recently became open to the public, has been signifi-
cantly enriched by further materials from Nadézda
Blazi¢kova’s 2022 donation, adding to the existing
groups of documents. Blazi¢ek’s personal documents
were expanded by notebooks with his jottings from
lectures during his studies, and the manuscripts were
enriched by materials from Blazicek’s lectures and
speeches, as well as auxiliary study materials. The
manuscripts now include a picture attachment for the
unpublished Sbornik praci prdtel a Zdki k 65. narozenindm
Oldficha . Blazicka (Collection of Works by Friends and
Students for Oldfich J. Blazi¢ek’s 65th Birthday). The
most seminal part of the donation is a large collection

/2137

Archiv Narodni galerie v Praze

Osobni archivni fond Jifiho Korce (1925-2004)
prir. ¢. AA 4297
dar

Nepfrilis rozséhlou osobni archivni pozistalost so-
chare a medailéra Jifiho Korce ziskal Archiv Narodni
galerie v Praze darem od Kvétoslavy Korcové. Fond
tvori predevsim korespondence, Skolni doklady, do-
klady k vystavam a dokumentace dila. Korcova studia
na Vysoké skole uméleckoprimyslové v Praze, mimo
jiné u profesord Jaroslava Horejce a Bedficha Stefa-
na, priblizuje soubor vysvédceni z let 1948 az 1949.
Dochovana korespondence doklada pracovni zakaz-
ky a objednavky Ceského fondu vytvarnych uméni.
Konvolut dokladd se dochoval i k daru bronzového
reliéfu sv. Anezky Ceské do vatikanskych sbirek v roce
1990. Materialy k autorskym i kolektivnim vystavam
z let 1958 az 2009 se skladaji predevsim z Gred-
ni korespondence, vétSinou rozsifené o tisky a vy-
stfizky. Z dokumentace k samostatnym autorskym
expozicim vynikaji konvoluty dokladd k vystavam
v Galerii mladych v Praze v roce 1963, déle k vysta-
vam v Galerii plastik v Hoficich a Galerii moderniho
uméni v Roudnici nad Labem v letech 2000 a 2007.
Predstavu o charakteru Korcova dila mlZe badateli
poskytnout mensi sbirka fotografii. Fond doplnuje
soubor katalogtl vystav, z nichZ vynikaji doprovod-
né publikace k vystavdm a kongresdm mezinarodni
organizace medailért F.I.D.E.M (Fédération Interna-
tionale de la Médaille).

38/
Jiri Korec, Sedici, 1962, fotografie, prir. ¢. AA 4297,
Praha, Archiv Narodni galerie v Praze

Dodatky k osobnimu fondu Oldricha Jakuba
Blazicka (1914-1985)

prir. ¢. AA 4296

dar

Recentné zpristupnény fond Oldricha Jakuba Bla-
Zicka byl v roce 2022 diky daru Nadézdy Blazickové
vyznamné obohacen o dal$i materialy, které doplnily
jiz existujici skupiny dokumentd uloZené ve fondu.
K osobnim dokladim tak pribyly sesity s Blazickovy-
mi zapisy prednasek z doby jeho studia, k rukopistim
podklady k prednaskam a prosloviim a pomocny
studijni material. Mezi rukopisy se také nové nacha-
zi napriklad obrazova pfiloha k nepublikovanému
Sborniku praci pratel a Zaki k 65. narozenindm
Oldricha J. BlaZicka. Nejprinosnéjsi ¢ast daru pak
predstavuje velky soubor fotografii, v némz Ize vedle
osobnich a rodinnych fotografii (téz spolu s rodi-
nami Slavickovych, Masarykovych a Matéjckovych)
nalézt i zabéry z Blazi¢kovych pracovist - knihovny
Uméleckopraimyslového musea v Praze, Ustavu pro
déjiny uméni Filozofické fakulty Univerzity Karlovy
i Statni paméatkové spravy, nebo snimky zachycu-
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of photographs, in addition to personal and family
photographs (including those featuring the Slavicek,
Masaryk, and Matéjéek families), showing Blazi¢ek’s
workplaces - Library of the Museum of Decorative
Arts in Prague, Institute of Art History of the Faculty
of Arts of Charles University in Prague, and State
Heritage Administration - as well as photos of various
celebrations and events (trainings, exhibitions, meet-
ings). Photographs from a variety of travels abroad, as
well as the excursions of the department of art history
during 1946-1949, are unique documentation materials.
Additionally, photographs from permanent and tempo-
rary exhibitions, e.g. Baroque Art in Bohemia that travelled
around European cities, are rather revealing.

39/

Oldrich Jakub Blazicek, Portrait of Zdenck Wirth

(at a heritage care meeting), drawing, 16 June 1952,

acc. no. AA 4296, Prague, Archive of the National
Gallery in Prague

Additions to the Archival Fonds of Josef Vaclav
Myslbek (1848-1922)

acc. no. AA 4295

gift

The Archive of the National Gallery in Prague has
acquired a large collection of correspondence from
the estate of the numismatist Jindfich Holna, signifi-
cantly adding to the existing archival fonds of Josef
Vaclav Myslbek. It primarily contains over goo let-
ters addressed to Myslbek. The previously unknown
reports from individuals and corporations are dated
from 1898-1922. Among the consignors are the painters
Vlaho Bukovac, Franti$ek Zeni$ek, and Karel Krattner,
the architects Antonin Bal$dnek and Jan Kotéra, the
ethnographer and benefactor LibusSe Brafova, Bishop
of Hradec Kralové Josef Doubrava, Professor Vilém
Dokoupil, and the representatives of the noble entre-
preneurs - Cyril Barton of Dobenin and Josef Sebestian
Daubek of Liten. Fifty letters from the lawyer Leopold
Katz, who defended Myslbek in copyright issues and
financial transactions and handled the family property
issues, stand out in the collection. The letters sent by the
artistic metal foundries Karel Bendelmayer, Vladislav
Masek, and Gustav Bartak are special among the busi-
ness letters. Documents from the banks Spoftitelna ¢eska
and Zemska banka provide an idea about Myslbek’s
financial situation. The correspondence collection is
complemented by personal photographs; however,
most of them remain unidentified.

40/

A letter by Josef Sebestian Daubek of Liteii to Josef
Vaclav Myslbek, 2 July 1915, acc. no. AA 4295, Prague,
Archive of the National Gallery in Prague

Translated by Lucie Kasikovd

/2157

jici rzné oslavy a udalosti (Skoleni, vystavy, pora-
dy). Unikatni dokumentaci tvofi fotografie zazna-
menavajici nejriznéjsi zahrani¢ni cesty, stejn€ jako
exkurze uménovédné katedry z let 1946 az 1949.
K objevnym lIze radit i fotografie dokumentujici ex-
pozice a vystavy, napriklad vystavu Uméni baroku
v Cechdch, ktera putovala po evropskych méstech.

39/

Oldfich Jakub Blazic¢ek, Portrét Zderika Wirtha
(na poradé pamdtkové péce), kresba, 16. 6. 1952,
prir. ¢. AA 4296, Praha, Archiv Narodni galerie

v Praze

Dodatky k archivnimu fondu Josefa Vaclava
Myslbeka (1848-1922)

prir. ¢. AA 4295

dar

Z pozUstalosti numismatika Jindricha Holny ziskal
Archiv Narodni galerie v Praze obsahly soubor kore-
spondence, ktery vyznamné doplnil stavajici archiv-
ni fond Josefa Vaclava Myslbeka. Jedna se predevsim
o vice nez 300 kust dopist urcenych primo Myslbe-
kovi. Dosud nezndmé zpravy od jednotlivcd a kor-
poraci jsou vymezeny lety 1898 az 1922. Mezi ode-
silateli nalezneme napfiklad malife VIaho Bukovace,
Frantiska Zeniska a Karla Krattnera, architekty An-
tonina BalSanka a Jana Kotéru, etnografku a mece-
nasku Libusi Brafovou, kralovéhradeckého biskupa
Josefa Doubravu, profesora Viléma Dokoupila nebo
predstavitele podnikatelské Slechty Cyrila Bartoné
z Dobenina a Josefa Sebestiana Daubka z Litné. Ze
souboru vynika 50 dopist pravnika Leopolda Katze,
jenz Myslbeka zastupoval napriklad pri reSeni au-
torskych prav a penéznich transakci nebo vyfrizoval
rodinné zaleZitosti majetkové povahy. Z firemnich
dopistli Ize upozornit na dopisy uméleckych slévaren
kovl Karel Bendelmayer, Vladislav Masek a Gustav
Bartak. Predstavu o Myslbekové financich nam po-
skytuji doklady ze Spofritelny ceské a ze Zemské ban-
ky. Soubor korespondence doplriuje konvolut osob-
nich fotografii, z vétsi ¢asti ovSem blize neurcenych.

40/

Dopis Josefa Sebestiana Daubka z Litné Josefu
Vaclavu Myslbekovi, 2. 7. 1915, pfir. ¢. AA 4295,
Praha, Archiv Narodni galerie v Praze
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VITEZSLAV KNOTEK

Irena Nyvltova - Radka Sefcii - Klara Veliskova, eds.,
Pesdnek: Torsos, Prague: National Gallery in Prague, 2022
The book Peidnek: Torsos focuses on the history of creation,
detailed research, and the description of the restoration
process of two of the most important surviving sculptures
by Zdenék Pesanek, Reclining Torso and Male and Female Torso,
both created in 1936. The project, which was funded mainly
by The Pudil Family Foundation, achieved its goal, and
after a challenging restoration, the two sculptures could
be exhibited together again, after almost a decade, as part
of the exhibition Kinetismus: 100 Years of Electricity in Art, held
at Kunsthalle Praha (22 February - 29 August 2022). The
exhibition was curated by the late director of the Zentrum
fiir Kunst und Medien Karlsruhe, Peter Weibel.

The first part of the book, authored by Lenka
Pastyrikova, very engagingly introduces the reader to the
historical context, the creation, and the first exhibition of
Pesanek’s two sculptures. Although Zdenék PeSanek did
not meet the conditions set in the commission, his design
was selected as the winning project for realisation and
display in the Czechoslovak pavilion at the International
Exhibition of Art and Technology in Modern Life in Paris (1937).
A parallel can be drawn here with Jan Kaplicky’s design
for the new building of the National Library.' In the case
of Zdenék Pesanek, however, the failure to meet the condi-
tions of the competition stemmed from the nature of the
materials used. Instead of the required glass, Pesanek used
a very unusual material for artistic practice at the time,
namely cellulose acetate. Mastering the technique of work-
ing with this new material brought new possibilities for
expressing the ideas that Pesdnek projected in his works.
Unfortunately, as we discover in the first part of the book,
very few of Pe§dnek’s works were realised and exhibited.
We learn the reasons from the historical context and cir-
cumstances of Zdenék Pesanek’s artistic activity, described
in a very reader-friendly manner. One of the main reasons
was the misunderstanding of Pesanek’s work by the con-
temporary art community. Zdenék Pe§dnek belonged to the
Czech avant-garde of the time, but he distinguished him-
self from other avant-garde artists with his technical and
material innovations. He was a pioneer of kinetic art and
was so fascinated by the possibilities of artificial lighting,
especially the contrast of light and dark,’ that he developed
a new and original kind of art - light kinetic art, which
placed him among artists of world importance.

The second and third parts of the book, authored
by Klara Veliskova, Dagmar Konvalinkova, and Vojtéch
Verner, describe the restoration research and Pe$dnek’s
technique of creating his sculptures in great detail. These
chapters are accompanied by many photographs that
illustrate the described facts so that the reader can get
a clear understanding of the process of the sculptures’ cre-
ation and the extent of their damage. Due to the unusual
combination of thermoplastic material and electric light
equipment, the restoration research and subsequent resto-
ration required the cooperation of a team of experts from
different disciplines. Remarkably, it was possible to build

eVviews/recenze

Irena Nyvitova - Radka Sefcii - Klara Veliskova (eds.),
Pesdnek. Torza, Praha: Narodni galerie v Praze, 2022

Kniha Pesdnek. Torza je zamérena na studium historie
vzniku, detailni prdzkum a popis pribéhu restaurovani
dvou nejvyznamnéjsich dochovanych plastik z tvorby
Zdenka Pesanka - LeZici torzo a MuZské a Zenské torzo,
vytvorenych v roce 1936. Projekt, ktery byl z velké casti
financovan nadaci The Pudil Family Foundation, splinil
svUj cil a po ndro¢ném restaurovani mohly byt obé plas-
tiky po témér jedné dekadé opét vystaveny spolec¢né,
v ramci vystavy Kinetismus. 100 let elektriny v uméni,
konané v Kunsthalle Praha (22. 2. - 29. 8. 2022). Kura-
torem vystavy byl nedavno zesnuly reditel Zentrum fur
Kunst und Medien Karlsruhe Peter Weibel.

Prvni ¢ast knihy, jejiz autorkou je Lenka Pastyri-
kova, ¢tenare velice poutavou formou seznamuje s his-
torickymi souvislostmi, vznikem a prvnim vystavenim
dvou PeSankovych plastik. Prestoze Zdenék PeSanek
nesplnil podminky zadéni, byl jeho navrh vybran jako
vitézny pro realizaci a vystaveni v ¢eskoslovenském pa-
vilonu na Mezindrodni vystavé uméni a techniky v mo-
dernim Zivoté v Parizi roku 1937. Zde se nabizi paralela
s ndvrhem Jana Kaplického pro novou budovu Narodni
knihovny.! V pfipadé Zderika Pe$anka vdak nesplnéni
podminek soutéZe vyplyvalo z podstaty pouzitého mate-
ridlu, kdy misto pozadovaného skla PeSanek na sva tor-
za pouzil v té dobé€ pro vytvarnou praxi velice neobvykly
material, konkrétné acetat celulézy. Zvladnuti techniky
prace s novym materiadlem prineslo Zdenku PeSankovi
nové moznosti vyjadreni vizi, které promitl do svych dél.
Bohuzel, jak se docteme v prvni ¢asti knihy, realizova-
nych a zaroven vystavenych Pesankovych dél bylo velice
malo. Dlvod tohoto stavu se dozviddame z popsanych
historickych souvislosti a okolnosti umélecké ¢innosti
Zdenka Pesanka, a to ve velice ¢tivé formé. Mezi hlavni
ddvody patii z velké ¢asti nepochopeni Pesankovy tvor-
by soudobou uméleckou komunitou. Zdenék Pesanek
se radil mezi tehdejsi ceskou avantgardu, oviem ostatni
avantgardni umélce predstihl svymi technickymi a mate-
ridlovymi inovacemi. Pesének byl prakopnikem kinetic-
kého uméni a byl tak fascinovany moznostmi umélého
osvétleni, zejména kontrastem svétla a tmy,? Ze vypraco-
val vlastni novy druh uméni, svételny kinetismus,® &imz
se zaradil mezi umélce svétového vyznamu.

Autory druhé a treti ¢asti knihy jsou Klara Velis-
kova, Dagmar Konvalinkovéa a Vojtéch Verner. Tyto dvé
Casti popisuji ve veSkerych detailech restauratorsky
prizkum a techniku vytvareni plastik Zderikem Pesan-
kem. Kapitoly jsou bohaté doplnény fotografiemi, které
nazorné ukazuji popisované skutecnosti, takze si ¢tenar
snadno udéla predstavu o postupu vytvareni plastik
a mire poskozeni. Vzhledem k nevSednimu spojeni ter-
moplastické hmoty a elektrického svételného zarizeni
bylo pro restauratorsky prizkum a nasledné restauro-
vani zapotiebi spoluprace tymu odbornikd z riznych
obort. Je obdivuhodné, Ze se podafilo postavit tym
z potfebnych odbornikd, ktery v prabéhu restaurator-
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a team of essential experts who, in the course of the resto-
ration survey, laid the groundwork for the restoration pro-
cedure and preventive conservation. In the professionally
written second and third parts of the book, in describing
the technique of the sculptures’ creation, the authors could
have avoided the somewhat colloquial term “rubber-coated
wires,” which, from a technical point of view, does not
accurately describe their material nature. However, from
the context and the photographs, the meaning is clear and
more readily understandable to the general public.

The fourth part of the book, written by Vojtéch
Verner, Dagmar Konvalinkova, Marie Spaékové, Lubomir
Havlicek, and Adam Pokorny, describes the demand-
ing process of restoring the two torsos. The sculptures
exhibited severe damage in several areas where there was
a danger of the original material being lost. Therefore,
the main task of the restoration team was to secure these
damaged parts and, especially in the case of the Reclining
Torso, to prevent its breaking into two parts. Each partial
step of the restoration resulted from the consensus of the
expert restoration team. Prior to the restoration procedure
itself, the restoration team sought information on similar
endeavours and established collaboration with colleagues
from the Deutsches Hygiene-Museum Dresden, who had
recently explored the possibilities of restoring educational
anatomical figures made of cellulose acetate, the earliest of
which was created in the late 1920s.* The restoration pro-
cess described in the book thus shows how similar works
made of modern materials should be approached, as there
are no established procedures for such complex works of
art. From this premise, the authors then correctly conclude
and draw the reader’s attention to the need for further
study of the effect of the used materials on the original and
the possibility of a necessary intervention. Although cel-
lulose acetate was first produced more than a century ago,
not all factors influencing its degradation have yet been
identified and described.’

All restoration plans were preceded by a thorough
investigation of the material composition of the examined
sculptures, as described in the book’s fifth chapter. The
research was carried out by Vaclava Antuskova and Radka
Sefcti from the Chemical-Technological Laboratory of the
National Gallery in Prague, in collaboration with Vaclav
Pitthard from the Conservation Science Department of
the Kunsthistorisches Museum Wien. This cooperation
has often borne fruit in the form of new and significant
findings regarding the material composition of important
collection objects. This was no different with Zdenék
Pe$anek’s sculptures. Vaclava Antuskova and Radka Sefcii
refer to the records of the chemical-technological sur-
vey from 1972, but it was not clear which torso the
results pertain to. Since then, however, the possibilities
of instrumental analysis have advanced significantly, and
the Chemical-Technological Laboratory of the National
Gallery in Prague has become a world-class and well-
equipped facility. Not only thanks to the advanced instru-
mentation but mainly due to the expertise and experience
of the laboratory staff, it was possible to determine the
composition of all the sculptures’ components and identify
the modifications and repairs done by the artist after their
display at the International Exhibition of Art and Technology in
Modern Lifein Paris, i.e. after 1937.

At the beginning of the book, it is noted that Zdenck
Pe§ének’s work ranks him among the most important art-
ists of his time. This claim is further supported in chapter
six of the book by a direct comparison with the earliest cel-
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ského prizkumu vytvoril podklady pro postup restau-
ratorského zasahu a preventivni konzervace. V celkové
profesionalné psané druhé a treti ¢asti knihy se pri po-
pisu techniky vzniku plastik autofi nevyhnuli ponékud
lidovému vyrazu ,pogumované dratky”, ktery z odbor-
ného hlediska nepopisuje materidlovou podstatu pres-
né. Nicméné z kontextu a fotografii je vyznam zrejmy
a laické verejnosti blizsi.

Ctvrta ¢ast knihy, jejimiz autory jsou Vojtéch Ver-
ner, Dagmar Konvalinkova, Marie §pa(:kové, Lubomir
Havlicek a Adam Pokorny, popisuje jiz samotny velice
narocny proces restaurovani obou PeSankovych torz.
Plastiky vykazovaly né€kolik vaznych poskozeni, kde hro-
zila ztrata originalniho materidlu. Proto bylo hlavnim
ukolem restauratorského tymu tyto poskozené casti
zajistit a predevsim u plastiky LeZici torzo zamezit je-
jimu rozpadu na dvé ¢&asti. Kazdy dil¢i krok restauro-
vani vyplynul z konsensu odborného restauratorského
tymu. Pfed samotnym restaurovanim se restauratorsky
tym snazil najit informace o analogickych pocinech
a navézal tak spolupréci s kolegy z Deutsches Hygiene-
-Museum Dresden, ktefi se v nedavné dobé zabyvali
moznostmi restaurovani vyukovych anatomickych figur
z acetatu celulézy, z nichz nejstarsi byla vyrobena na
konci dvacatych let 20. stoleti.* V knize popsany pro-
ces restaurovani tak ukazuje cestu, jakou by se mélo
u podobnych dél z modernich material( postupovat,
jelikoz u takto komplexnich uméleckych pocind neexis-
tuji Zadné zavedené postupy. Z této premisy pak autofi
spravné vyvozuji a ¢tenare upozoriuji na potrebu dalsi-
ho studia vlivu pouzitych materiéalt na originalni hmotu
a pripadnou nutnost provést nezbytny zasah. Protoze
prestoze byl acetat celuldézy poprvé vyroben jiz vice nez
pred sto lety, stale nejsou zjiStény a popsany vsechny
vlivy na pribéh jeho degradace.’

Veskerym restauratorskym zamérdm samozrejmé
predchézel ddkladny priizkum materidlového slozeni
studovanych plastik, popsany v paté kapitole knihy.
Prazkum provedly pracovnice Chemicko-technologické
laboratore Narodni galerie v Praze Vaclava Antuskova
a Radka Sefcti ve spolupréci s Vaclavem Pitthardem
z Chemicko-technologické laboratore v Kunsthistoris-
ches Museum Wien. Tato spoluprace jiz mnohokrét
prinesla své ovoce ve formé ddlezitych a novych po-
znatkd o materialovém sloZeni vyznamnych sbirkovych
predmétl. Ne jinak tomu bylo také u plastik Zderika Pe-
$anka. Vaclava Antuskova a Radka Sefcti vychazely ze
zaznami chemicko-technologického prizkumu z roku
1972, ovsem nebylo zi'ejmé, ze kterého torza vysledky
pochézeji. Nicméné, od té doby se moznosti instrumen-
talni analyzy vyznamné posunuly a z Chemicko-techno-
logické laboratore Narodni galerie v Praze se stalo $pic-
kové vybavené pracovisté svétové urovné. Nejen diky
pouzité instrumentaci, ale hlavné diky odbornym zna-
lostem a zkusenostem pracovnic laboratore se podafrilo
zjistit sloZzeni vSech komponent plastik a také byly roze-
znany pravdépodobné autorské Gpravy a opravy plastik
po vystaveni na Mezindrodni vystavé uméni a techniky
v modernim Zivoté v Parizi, tedy po roce 1937.

Na zacatku knihy je uvedeno, Ze Zdenék Pesanek se
svou tvorbou radi mezi nejvyznamnéjsi umélce své doby.
Toto tvrzeni je dale podporeno v Sesté kapitole knihy
prfimym srovnanim s nejstarsimi uméleckymi dily z ace-
tatu celulézy od svétové znamych umélcl, mezi které
patii napriklad Naum Gabo, Laszl6 Moholy-Nagy nebo
Marcel Duchamp. Autorkam této kapitoly, Radce Sefcti
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lulose acetate artworks by world-famous artists, including
Naum Gabo, Laszl6 Moholy-Nagy, and Marcel Duchamp.
The authors of this chapter, Radka Sefctt and Vaclava
Antuskovd, have succeeded in clearly and chronologically
presenting principal works of art in which cellulose acetate
has been used. They also included a description of the
chief degradation mechanisms of cellulose acetate, which is
probably the main reason why so many of Pe$dnek’s works
have not survived to this day. Zdenék Pesanek conceived
practically all his works as installations in public space. The
examined torsos were no exception, and when first exhib-
ited, they formed part of a broader concept in which the
element of water played a key role, placing the sculptures
in direct contact with it. Unfortunately, cellulose acetate
does not tolerate a humid environment, as it is irreversibly
damaged by it.

The seventh chapter is devoted to the selection of
suitable materials for restoration and a description of their
testing. The choice of materials was based on recent find-
ings in strengthening and consolidating artefacts in historic
preservation. In the matter of testing the chosen materials,
the authors admit time constraints, which, fortunately, did
not affect the quality of the evaluation of the monitored
parameters, but it was reflected in the insufficient volume
of tested samples. Nonetheless, the authors explicitly point
this out.

The last appendix deals with the technical specialities
used in restoring the torsos. These include the wiring for
light effects, the 3D scanning process, and the use of gD
printing for restoration purposes. Both 3D techniques are
currently on the rise in the field of conservation and resto-
ration, offering new possibilities in the process of artefact
care.® Many restorers may thus benefit from the listed con-
tacts to workplaces specialising in these techniques.

Without much overstatement, the essence of the book
PeSdnek: Torsos can be summed up in one sentence: The
desire to save an exceptional work of art has resulted in
a unique and successful restoration achievement, not only
in the Czech Republic but also at a global level.
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a Vaclavé Antuskové, se podarilo prehledné a chrono-
logicky uvést vyznamna umélecka dila, kde byl acetét
celulézy pouzit. Opomenut nezdstal ani popis hlavnich
degradacnich mechanismU acetétu celuldzy, coz ziejmé
predstavuje hlavni pricinu, proc¢ se tak velké mnozstvi Pe-
Sankovych dél nedochovalo. Prakticky vSechna dila kon-
cipoval Zdenék Pesanek jako instalace ve verejném pro-
storu. Také zde studovana torza nebyla vyjimkou a pfi
prvnim vystaveni tvorila soucast Sirsi koncepce, kde hlav-
ni roli hral vodni prvek, kdy plastiky byly v pfimém kon-
taktu s vodou. BohuZel, acetatu celulézy vihké prostredi
vibec neprospiva, jelikoz ho nenavratné poskozuje.

Sedma kapitola knihy se vénuje vybéru vhodnych
materiald pro restaurovani a popisu jejich testovani.
Vybér materiall byl proveden na zékladé poslednich
poznatkd v oblasti zpeviiovani a konsolidace artefaktl
v pamatkové péci. V otazce testovani vybranych mate-
riald autofi priznavaji ¢asovou tisen, kterd se nastésti
nepromitla do kvality vyhodnoceni sledovanych para-
metrd, ale projevila se v nedostatecném objemu testo-
vanych vzork(. Na to ovSem autofi vyslovné upozormuiji.

Posledni prilohova ¢ast (Appendix) se zabyva tech-
nickymi specialitami vyuzitymi pFi restaurovani torz.
Jedna se o elektroinstalaci pro svételné efekty, proces
3D skenovéni a vyuziti 3D tisku pro potreby restauro-
vani. Obé€ zminéné 3D techniky jsou v soucasnosti v ob-
lasti konzervovani a restaurovani na vzestupu a oteviraji
nové moznosti v procesu péée o artefakty.® Pro mnoho
restauratord tak mohou byt prinosné uvedené kontakty
na pracovisté zabyvajici se t€mito technikami.

S trochou nadséazky je mozné podstatu knihy Pesd-
nek. Torza vystihnout jednou vétou: Touha po zachrané
vyjime¢ného umeéleckého dila prinesla unikatni a zdar-
ny restauratorsky pocin nejen v ¢eském, ale i svétovém
méfritku.

Poznamky

1 Marek Pokorny - Lukas Prchal, Kaplického blob
nemél vyhrat soutéz na novou knihovnu, potvrdil soud.
Po osmi letech sport, 2015, dostupné online: https://
zpravy.aktualne.cz/domaci/soud-definitivne-potvrdil-
-kaplickeho-navrh-meli-ze-souteze-o/r~737d672e-
91d811e5b745002590604f2¢/, vyhledano 3. 5. 2023.
2 Magdaléna Rihakova, Déjiny audiovizuality

a multimediality. Koncepce umélecké avantgardy na
tzemi Ceskoslovenska ve dvacdtych a tficdtych letech
dvacdtého stoleti, diplomova préace, Filozoficka fakulta,
Masarykova univerzita, Brno 2016, s. 27.

3 Zdenék Pesanek, Kinetizmus. Kinetika ve
vytvarnictvi - barevnd hudba, Praha 1941.

4 Julia Bienholz-Radtke - Susanne Roessiger,
Transparent Figures: Researching and Preserving
Objects of Plastic, Dresden 2022.

5 Liu Liu - Decai Gong - Lukasz Bratasz - Zhanyun
Zhu - Chengming Wang, Degradation Markers and
Plasticizer Loss of Cellulose Acetate Films During
Ageing, Polymer Degradation and Stability, 2019,

¢. 168, ¢lanek ¢. 108952.

6 Antreas Kantaros - Theodore Ganetsos - Florian
lon Tiberiu Petrescu, Three-Dimensional Printing and
3D Scanning: Emerging Technologies Exhibiting High
Potential in the Field of Cultural Heritage, Applied
Sciences XXIIl, 2023, ¢. 8, ¢lanek &. 4777.

/218 /



200 p./s.,
ISBN 978-80-7467-155-5

PETRA KOLAROVA

Petr Wittlich, Rodin, Revnice: Arbor vitae, 2021

There can be no doubt about the prominence of the
French sculptor Auguste Rodin (1840-1917) in the history
of modern sculpture today, but only a deep dive into the
artist’s thoughts can shed light on the “genius” of his
creative achievements. This is also the path taken by Petr
Wittlich’s essay Rodin Forever, which emphasises understan-
ding Rodin’s creative process. This process involved not
only the material conditions of creation and the working
methods that Rodin had already mastered when he trained
as a decorator but also his imagination, which was con-
stantly stimulated by new creative situations presented to
him through commissions for monuments or architectural
decoration. Wittlich traces how Rodin’s work developed
between the practice of nineteenth-century sculpture stu-
dios and the search for original solutions that led him to
a new conception of the sculptural figure, characterised by
the expression of psychological content and the depiction
of the body in motion. In his essay, he touches on funda-
mental themes related to the legacy of this great modern
sculptor - Rodin’s relationship to nature and the heritage
of antiquity as the sources of inspiration for his work and
the subject of the torso and casting. Wittlich presents
Rodin’s work as open and still alive today and as the result
of his creative struggles, which remained largely misun-
derstood by contemporary audiences and were only fully
appreciated in the second half of the twentieth century,
both by artists and interpreters of Rodin’s work.

The book Rodin, with a sensitive graphic design by
Adéla Svobodova, contains not only an essay on Rodin but
also the sculptor’s biography and a selection of original
texts that offer a glimpse into the thoughts of the sculp-
tor and his contemporaries." The book concludes with
Wittlich’s text Rodin in Prague, which is dedicated to the
influence of the artist’s work on Czech sculpture? and
accompanied by period photographs and texts.* The pub-
lication also includes older photographs of the sculptor’s
works, often from his studio, showing the importance
Rodin attached to photography in his work. Of great
value are also contemporary black-and-white photographs
showing Rodin’s work in its monumentality and intimacy.
The essay Rodin Forever constitutes the core of the book
and builds on the author’s previous research, conducted
in relation to assessing Rodin’s influence on Czech Art
Nouveau sculpture,* and in partial studies’ and lectures
at the Institute for Art History at the Faculty of Arts of
Charles University. Wittlich’s interpretation of Rodin has
been in the making for several decades, always in close con-
nection with current research abroad. The following text
aims to outline, at least in part, the position of Wittlich’s
study on Rodin in the international context of interpreting
Rodin’s work.

After the Second World War, the interpretation of
Rodin’s took place mainly within a Franco-American dia-
logue. While French art historians developed their ideas “at
the source”, i.e., in direct contact with the sculptor’s works
at the Musée Rodin in Paris, which administers the great
modern sculptor’s legacy for the French state, American
scholars formed their views of Rodin “from afar”. Although
their ideas were not always accepted without reservation,
they brought new impulses to Rodin scholarship. As early
as the 1960s, the Paris exhibition Rodin inconnu (Unknown
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Petr Wittlich, Rodin, Revnice: Arbor vitae, 2021

O vyznamu francouzského sochare Augusta Rodina
(1840-1917) pro d¢€jiny moderniho sochafrstvi jiz dnes
nemUze byt pochyb, avSak pouze hluboky ponor do
umélcova mysleni dokéaze osvétlit, v ¢em tkvi ,geniali-
ta” jeho tvircich aktd. Touto cestou se ubira také esej
Petra Wittlicha Rodin navZdy, kteréa klade dliraz na po-
znani Rodinova tvarciho procesu, do néhoz vstupovaly
nejen materialni podminky tvorby a pracovni postupy,
které si Rodin osvojil jiz v dobé€, kdy se ucil dekoraté-
rem, ale také jeho obrazotvornost, jez byla pokazdé
stimulovéna novou tvdrdi situaci, jiz mu prinasely za-
kazky v oblasti pomnikové tvorby ¢&i architektonické vy-
zdoby. Wittlich sleduje, jak se Rodinovo dilo utvarelo
mezi praxi socharskych ateliérd 19. stoleti a hledanim
originélnich reseni, kterd ho privedla k novému pojeti
socharské figury, pro niz bylo charakteristické vyjadreni
psychickych obsahl a zachyceni téla v pohybu. Ve své
eseji se dotyka zasadnich témat spojenych s odkazem
tohoto velikdna moderniho socharstvi - vztahu Rodina
k dédictvi antiky i k prirodé jako inspirativnim zdrojam
jeho tvorby ¢i problematiky torza a odlitkd. Wittlich
priblizuje Rodinovo dilo jako oteviené a stéle zZivé, jako
vysledek socharovych tvlrcich zapasl, které zlstaly
z velké ¢asti nepochopeny dobovym publikem a byly
pIné docenény az v druhé poloviné 20. stoleti, a to jak
samotnymi umélci, tak vykladaci Rodinova dila.

Kniha Rodin, v citlivé grafické apravé Adély Svobo-
dové, prinasi nejen esej o Rodinovi, ale také socharlv
zivotopis a vybér plvodnich text(, ve kterych zazni-
vaji myslenky samotného sochare i jeho sou&asnikd.!
Knihu uzavira WittlichQv text Rodin v Praze, vénova-
ny vlivu umélcova dila na &eské socharstvi,> doplnény
dobovymi fotografiemi i texty.® V publikaci nalezneme
téz starSi snimky socharovych dél, porizené mnoh-
dy v jeho ateliéru a ukazujici na dulezitost, jakou Ro-
din prikladal ve své praci fotografii. Silnou vypovidaci
hodnotu maji také soucasné ¢ernobilé fotografie, které
ukazuji Rodinovo dilo v jeho monumentalité i intimité.
Esej Petra Wittlicha Rodin navZdy, tvorici hlavni ¢ast
knihy, navazuje na jeho predchozi vyzkumy, kterym
se vénoval v souvislosti s hodnocenim Rodinova vlivu
na sochafstvi Ceské secese,* ale také v dil&ich studiich®
a prednaskach na Ustavu pro dé&jiny uméni Filozofické
fakulty Univerzity Karlovy. Wittlichlv vyklad Rodina se
konstituoval nékolik desetileti, a to vZdy v tésné souvis-
losti s aktualnimi vyzkumy v zahrani¢i. Nasledujici text
si klade za cil alespon ¢aste¢né nastinit, jaké postaveni
zaujima Wittlichova studie o Rodinovi v mezinadrodnim
kontextu vykladu socharova dila.

Po druhé svétové valce se interpretace Rodinova
dila vesmés odvijela ve francouzsko-americkém dia-
logu. Zatimco francouzsti historici uméni rozvijeli své
myslenky ,u zdroje”, v pfimém styku se socharovymi
dily v parizském Musée Rodin, spravujicim odkaz to-
hoto velikdna moderniho socharstvi francouzskému
statu, americti badatelé vytvareli své pohledy na Ro-
dina ,z dalky”, a byt jejich ideje nebyly vzdy prijimany
bez vyhrad, prinésely nové impulzy do rodinovského
badani. Jiz v Sedesatych letech parizské vystava Rodin
inconnu (Rodin neznamy), odkryvajici sadrové odlitky
dosud ukryté v depozitarich, naznacila nové moznosti
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Rodin), showing plaster casts hidden in depositories until
then, suggested new possibilities for interpreting the sculp-
tor’s work.’ At the same time, the American art historian
Leo Steinberg focused on this subject, publishing an essay
in 1972 that is still considered ground-breaking. Steinberg
formulated the basic creative principles of Rodin’s work,
such as the fragmentation and multiplication of figures
and their subsequent arrangement into new figural pieces
- principles that link Rodin to the Modernist approach to
sculpture as an autonomous object.” The issue of repeating
figures, even in a single work like in The Gates of Hell, and
their multiplication through casts introduced the question
of the originality of sculpture, later developed by Rosalind
Krauss.?

While these studies “modernised” Rodin and allowed
his work to fully enter the twentieth century, other texts
from the 1980s, on the other hand, reinforced the place-
ment of the sculptor’s work within the creative atmosphere
of the late nineteenth century. The American art historian
Deborah Silverman considered the relationship of Rodin’s
art to contemporary research in psychology in her book
Art Nouveau in Fin-de-Siecle France: Politics, Psychology and Style
(1989).° She proposed connections between Rodin’s com-
munication of psychological states through the expressions
and poses of his sculptures and the research of hysteria by
the French physician Jean-Martin Charcot, even though
Rodin learned about him indirectly through his friends
among poets and critics. Somewhat earlier than Silverman,
the subject had come to the attention of the then-young
French philosopher Georges Didi-Huberman, who intro-
duced the world to photographs from Charcot’s lectures
demonstrating the course of hysterical attacks on female
patients but did not address the relationship of these
images to Rodin." The persistence of this line of interpre-
tation of Rodin’s work in the Anglo-Saxon milieu is evi-
denced by Natasha Ruiz-Gémez’s 2012 study thoroughly
analysing the direct similarities of the body poses from the
medical amphitheatre to the figures from The Gates of Hell."

However, the “psychologising” interpretation of
Rodin’s work became a bone of contention among research-
ers in France as early as the 1990s. A review of the French
translation of Deborah Silverman’s book (1994) in the
Revuedel’art by art historian Pierre Vaisse dismissed the sug-
gested connections as unfounded."” Nor have these ideas
found fertile ground in contemporary French research on
Rodin’s work - for example, the exhibition devoted to The
Gates of Hell at the Musée Rodin in 2016 and the colloquium
organised on that occasion paid no attention to the issue of
the relationship between the sculptor’s work and the depic-
tion of hysteria."

In his study of Rodin, Petr Wittlich remarks on the
importance of Steinberg’s essay for understanding the art-
ist’s legacy to modern sculpture, elaborates on Rosalind
Krauss’s ideas about the originality of sculpture, and draws
on the research of Deborah Silverman, although he does
not mention her specifically. On the other hand, he builds
on studies by French art historians, published alongside
major exhibition projects that have contributed signifi-
cantly to expanding knowledge of Rodin’s work in recent
decades.™ At the same time, he incorporates other concepts
into his interpretation that link him to yet another historio-
graphical tradition.

In connection to the repetition of figural motifs,
Wittlich emphasises that this was not a formalistic game but
that Rodin was motivated by the expression of emotional
content, which was often embedded into the movement
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interpretace socharova dila.® Ve stejné dobé se timto té-
matem zabyval americky historik uméni Leo Steinberg,
jehoz esej, vydana v roce 1972, je dodnes povaZovéana
za prelomovou. Steinberg postihl zakladni tvardi prin-
cipy Rodinova dila, jakymi byly fragmentace a multipli-
kace figur a jejich nasledné usporadani v nové figuralni
celky, principy spojujici Rodina s modernistickym pfri-
stupem k sose jako autonomnimu objektu.” Problém
opakovani stejnych figur, a to i v jednom dile jako v Brg-
né pekel, a jejich zmnozeni na zdkladé vytvareni odlitk(
s sebou prinesl otazku po originalité socharského dila,
kterou rozvinula Rosalind Krauss.?

Zatimco tyto studie ,modernizovaly” Rodina a ne-
chaly ho svym dilem pIné vstoupit do 20. stoleti, dalsi
préace z osmdesatych let naopak posilily zasazeni socha-
fovy tvorby do tviréiho ovzdusi konce 19. stoleti. Vztah
Rodinova uméni k dobovym vyzkumdm psychologie
nastinila americké histori¢ka uméni Deborah Silverman
v knize Art Nouveau in Fin-de-Siecle France: Politics,
Psychology and Style (1989).° Naznacila souvislosti
Rodinova vyjadreni psychickych stavd ve vyrazu a po-
stojich jeho soch s vyzkumem hysterie francouzského
lékare Jeana-Martina Charcota, i kdyZ se o ném Rodin
dozvidal zprostredkované od svych pratel z rad kritik
a basnik. O néco drive se toto téma dostalo do hle-
dacku tehdy mladého francouzského filozofa Georgese
Didi-Hubermana, ktery pro svét ,objevil” fotografie
z Charcotovych prednasek demonstrujici pribéh hys-
terického zachvatu na pacientkach, avSak nevénoval
se vztahu téchto snimkl k Rodinovi.®® O pfetrvavani
naznacené linie vykladu socharova dila v anglosaském
prostiedi svéd¢i studie Natashy Ruiz-Gémez z roku
2012 disledné rozvadéjici primé podobnosti postojd
z lékaFského amfiteatru s figurami z Brdny pekel.**

.Psychologizujici” é&teni Rodinovy tvorby se vsak jiz
v devadesatych letech 20. stoleti stalo ve Francii jablkem
svaru v pristupu k socharovu odkazu. Recenze fran-
couzského prekladu knihy Deborah Silverman (1994)
v Revue de l'art z pera historika uméni Pierra Vaisse-
ho odmitla naznaZené souvislosti jako nepodlozené.'
Ani v soucasném francouzském vyzkumu Rodinova dila
tyto myslenky nenalezly Zivnou pddu - napriklad na vy-
stavé vénované Brdné pekel v roce 2016 v Musée Rodin
a na kolokviu usporadaném pri této prilezitosti nebyla
problematice vztahu socharova dila k zobrazeni hyste-
rie vénovana 2a4dna pozornost.’

Petr Wittlich ve své studii o Rodinovi pripomina
dulezitost Steinbergovy eseje pro pochopeni umélcova
odkazu pro moderni sochafrstvi, rozvadi ideje Rosalind
Krauss o originalité¢ socharského dila a navazuje téz na
vyzkumy Deborah Silverman, kterou vsak nezminuje.
Na druhou stranu se opira o studie francouzskych his-
torikd uméni, vydané u prilezitosti velkych vystavnich
projektd, které v poslednich desetiletich vyznamné pri-
spély k rozsifeni poznani Rodinova dila.’* Zarover za-
¢lenuje do svého vykladu dalsi pojmy, které ho spojuji
jesté s jinou historiografickou tradici.

V souvislosti s problematikou opakovani figural-
nich motivd Wittlich zddraznuje, Ze se nejednalo o for-
malistni hru, ale Rodin byl motivovan vyjadrenim cito-
vého obsahu, ktery byl ¢asto vkladan jiz do samotného
pohybu sochy. Pro popséani zplsobu, jakym sochar po-
uzival jeden figuralni motiv (jako v pfipad€ Ztraceného
syna, ktery se opakuje v Brdné pekel hned nékolikrat)
a uvadél ho do novych vyrazovych souvislosti, Wittlich
pouZiva termin ,formule patosu”, uvedeny do umélec-
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of the sculpture itself. Wittlich uses the term “pathos for-
mula”, introduced initially into art historical literature in
the early twentieth century by the German art historian Aby
Warburg, to describe how the sculptor used a single figural
motif (as in the case of The Prodigal Son, which is repeated
several times in The Gates of Hell) and set it in new expressive
contexts. According to Warburg, “pathos formulas”, which
represent archetypal gestures and poses expressing different
emotional states activated in artworks at different times and
contexts, could migrate between different time periods and
various spheres of life and art. In the case of Auguste Rodin,
Wittlich uses this term not only to describe how the sculp-
tor uses the same body pose several times, always imbuing
it with a slightly different meaning in a new context, but
also when he discusses the interconnectedness of Rodin’s
bodily vocabulary of gestures and poses with contemporary
psychological research, as represented by the studies of
hysteria conducted by the physician Jean-Martin Charcot
at La Salpétriere hospital in Paris. Wittlich sees a direct link
between the Torso of Adéle from The Gates of Hell and the depic-
tion of the hysterical arch as depicted in contemporary pho-
tographs.” He develops an interpretation of the term taken
from Aby Warburg, whose work only started to be redis-
covered by art historians in the 1980s, in parallel with the
philosopher Georges Didi-Huberman.'® Unlike this enfant
terrible of French art history, whose works still stand outside
the academic mainstream, Wittlich applies the concept of
“pathos formula” to modern art, in this case, to the sculp-
ture of Auguste Rodin. For Wittlich, “pathos formulas” are
an integral part of the sculptor’s creative process; they are
“the germ of others [i.e., other pathos formulas] and allow
for a great development of artistic creativity”."” He charac-
terises their multiple variations, not only in The Gates of Hell,
as “a typical process of imagination based on a free collage
of ideas”.” Rodin’s artistic imagination remains the corner-
stone of Wittlich’s approach to the sculptor’s work. It allows
him to trace the inner thought processes that led the artist
“from poetic inspiration to a purely sculptural event”.
Wittlich’s interpretation of Rodin holds a special
place in international scholarship thanks to the fact that he
does not belong to any of the “camps” of Rodin scholars,
allowing him the freedom to develop his own view of this
sculptor. In conclusion, let me recall Wittlich’s lecture at
the Prague faculty in 2002, in which he compared the afore-
mentioned torso by Rodin and the hysterical arch from La
Salpétricre. This lecture is deeply etched in my memory.
I know today that this connection, which I considered part
of the canon of art history at the time, was not nearly as
apparent as it might have seemed. It was mainly thanks to
Wittlich’s unique reading of Rodin’s work, also represented
by his current publication, that I could learn about these
unexpected connections already during my studies.

Notes

1 The book includes excerpts from Rodin’s text

Les Cathédrales de France (1914), the sculptor’s interviews
with Paul Gsell in L’Art (1911), and texts dedicated to
the sculptor by Rainer Marie Rilke (1903-1907), in: Petr
Wittlich, Rodin (Revnice 2021), pp. 67-108.

2 Petr Wittlich, “Rodin v Praze,” in: ibid., pp. 147-170.
3 The book presents the essay Géniova materstina (1902)
by F. X. Salda, Josef Matatka’s memories of Rodin’s
exhibition in Prague (1937), and Josef Wagner’s text
Rodindv , Vnitini hlas“ (1936), in: Wittlich (note 1), p. 186.
4 Petr Wittlich, “Rodinova mise [1992],” in: idem,
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kohistorické literatury na pocatku 20. stoleti némeckym
historikem uméni Aby Warburgem. ,Formule patosu”
predstavujici archetypélni gesta a postoje, vyjadrujici
rizné emocionalni stavy, jez se aktivuji v uméleckych
dilech v rdznych dobéach a kontextech, mély dle War-
burga schopnost migrovat mezi jednotlivymi epocha-
mi i mezi rdznymi oblastmi Zivota a uméni. V pripadé
Augusta Rodina uplatriuje Wittlich tento pojem nejen
pro popsani toho, jak sochar né€kolikrat pouzije stejny
télesny postoj a vZdy ho v novém kontextu naplnuje
trochu jinym vyznamem, ale také ve chvili, kdy pojed-
nava o provazanosti Rodinova télesného slovniku gest
a postoju s dobovymi vyzkumy psychologie, jak je pred-
stavovaly studie hysterie Iékare Jeana-Martina Charcota
provadéné v parizské nemocnici La Salpétriere. V torzu
Adély z Brany pekel vidi Wittlich prfimou souvislost se
zobrazenim hysterického oblouku, jak ho zachycova-
ly dobové fotografie.”® Vyklad terminu pfevzatého od
Abyho Warburga, jehoz dilo zac¢alo byt znovuobjevova-
no historiky uméni od osmdeséatych let minulého stole-
ti, rozviji Wittlich soubé&zné s jiz zmifovanym filozofem
Georgesem Didi-Hubermanem.'® Na rozdil od tohoto
enfant terrible francouzského déjepisu uméni, jehoz
prace dodnes stoji mimo akademicky proud, uplatiuje
zminény pojem na moderni uméni, v tomto pripadé¢ na
socharstvi Augusta Rodina. Pro Wittlicha jsou ,formule
patosu” integralni soucasti socharova tvaréiho procesu,
jsou ,zdrodkem dalsich [formuli patosu] a umoZriuji
velké rozvinuti umélecké kreativity”."" |ejich mnohona-
sobné variovani nejen v Brdné pekel charakterizuje jako
Jtypicky proces imaginace spocivajici na volné koldzi
predstav”.’® Ub&znikem Wittlichova pfistupu k Rodino-
vé tvorbé zlstava socharova umélecka predstavivost.
Dovoluje mu sledovat vnitfni myslenkové procesy, které
vedly umélce ,od bdsnické inspirace k ryze socharské
uddlosti”.*®

Wittlichdv vyklad Rodina zaujima na mezinarod-
nim poli zvlastni postaveni, jez je dano tim, Ze nené-
lezi do zadného z ,tabor(” rodinovskych badateld,
coZz mu umoznuje svobodné rozvijet vlastni pohled na
tohoto sochare. Zavérem uvedme vzpominku z Witt-
lichovy prednasky na prazské fakulté v roce 2002, na
niz bylo ucinéno srovnani jiz pripominaného Rodinova
torza s hysterickym obloukem z La Salpétriére, které
se recenzentce vrylo hluboko do paméti. Z dnesniho
pohledu jiz vi, Ze toto spojeni, které tehdy povazovala
za soucast kanonu dé&jin uméni, nebylo zdaleka tak sa-
mozrejmé, jak se mohlo zdat. Bylo to predevsim zaslu-
hou Wittlichova jedine¢ného ¢teni Rodinova dila, které
reprezentuje i jeho soucasna publikace, Ze se o téchto
necekanych souvislostech mohla dozvédét jiz béhem
studia.

Poznamky

1V knize jsou uvedeny vynatky z Rodinova spisu
Francouzské katedraly (1914), socharovy rozhovory
s Paulem Gsellem O uméni (1911) ci texty, které
sochari vénoval Rainer Marie Rilke (1903-1907), in:
Petr Wittlich, Rodin, Revnice 2021, s. 67-108.

2 Petr Wittlich, Rodin v Praze, in: ibidem, s. 147-170.
3 Kniha pfinasi esej F. X. Saldy Géniova materstina
(1902), vzpominky Josefa Maratky na Rodinovu
vystavu v Praze (1937) nebo text Josefa Wagnera
Rodindv ,Vnitini hlas” (1936), in: Wittlich (pozn. 1),
s. 186.
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10 Georges Didi-Huberman, Invention de I’hystérie: Charcot
et Uiconographie photographique de la Salpétriére (Paris 1982).
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12 Pierre Vaisse, “De la fantaisie en Histoire de I’art:

A propos d’un livre récent,” Revue de ’art, 1996, no. 3,

pp- 77-82.

13 Francois Blanchetiere, L’enfer selon Rodin,

exh. cat. (Paris: Musée Rodin, 2016).

14 I.a. Antoinette Le Normand-Romain, Rodin: La Porte
de l’Enfer, exh. cat. (Paris: Musée Rodin, 1999); Pascal
Picard, ed., Rodin, la lumiére de I’antique, exh. cat. (Arles:
Musée dept. Arles and Paris: Musée Rodin, 2013); for
more, see bibliography in: Wittlich (note 1), pp. 195-196.
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Radka Heisslerova, ed., Painters of the New Town of Prague
in the Baroque Period. Edition of Written Materials of the
Painters’ Guild of the New Town of Prague, Prague: National
Gallery in Prague, 2022

Almost everyone who deals with art history reconstructs the
life stories of individual painters or researches the history
of professional organisations has been eagerly awaiting the
publication of this book that is now available to readers. It
is the seventh volume of the Artin the Archives series published
by the National Gallery in Prague, and it is devoted to
the New Town painters’ guild. This new book by Radka
Heisslerova is based on the author’s defended dissertation
thesis, and its graphic design and content structure follows
her earlier book, also published in the aforementioned
2016 edition under the title The Painter’s Guild of Prague’s Lesser
Town.! Although the two publications are similar in all
respects, the author had to use a different research method
when reconstructing the story of the New Town painters’
guild, and the overall treatment of the topic reflects the
extraordinary insight she has gained over many years of
systematic study of Prague’s painters’ guilds. Therefore,
the text reveals what has become evident in recent years:
namely, that one could hardly find a more qualified person
to write a history of Prague painters’ guilds in the early
modern period than Radka Heisslerova. Let us now take
a closer look at the complexity of the research on this topic
and how the author has addressed it in her new book.

Firstly, let us briefly introduce the author. Radka
Heisslerova works in the Archive of the National Gallery
in Prague, where she has recently devoted herself to pro-
cessing the fonds of Prague painters’ fraternities. The
result of many years of work took shape in an inventory
and several publishing projects that have made remark-
able parts of these archival materials available. Already in
2009, Heisslerova (then Tibitanzlova) became a co-author
of the edition of Prague painters’ personal documents,
which have been preserved in guild archives, especially in
the Old Town guild archive.? In 2015, as part of her study
on the New Town painters’ guild, she edited the surviving
statutes of the New Town organisation from 1669.° A year
later, she published the book on the Lesser Town painters’
guild, the core of which is constituted by an edition of all
the guild’s most significant written records. At the same
time, Heisslerova collaborated on a major European pub-
lishing project (probably one of the largest among editions
of guild sources), presenting the statutes of the painters’
guilds from the German-speaking parts of the Holy Roman
Empire. The result was a five-volume edition of the Statuta
pictorum, in which Radka Heisslerova edited the early mod-
ern statutes of the Prague guilds and also collaborated on
editing the statutes of the Brno and Pilsen guilds.*

With this list, I would like to point out the outstand-
ing merit of this author: she always grounds her research
firmly in sources. The wealth of sources she has made
available to other researchers over the last decade provides
her with a broad basis for comparison, not only within the
towns of Prague but also across other cities in the Czech
Lands and Central Europe. Apart from these publishing
activities, Radka Heisslerova is also an exceptional his-
torian who can interpret sources superbly and substitute
missing documents with other types of sources.
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Radka Heisslerova (ed.), Maliii Nového Mésta praz-
ského v obdobi baroka. Edice pisemnych materidlii
novomeéstského malirského cechu, Praha: Narodni
galerie v Praze, 2022

Snad kazdy, kdo se zabyvéa déjinami uméni, rekonstruu-
je osudy jednotlivych malird ¢i zkouma historii profes-
nich organizaci, jiz nedockavé vyhlizel vydani knihy, kte-
ra se nam nyni dostava do rukou. Jedna se o v poradi iz
sedmy svazek edice Uméni v archivu vydavané Narodni
galerii v Praze, tentokrat vénovany novomeéstskému
malifskému cechu. Nova kniha Radky Heisslerové vy-
chazi z jeji obhéjené disertacni prace a grafickou Gpra-
vou i strukturou obsahu navazuje na jeji starsi knihu, jez
byla taktéZ vydana ve zminéné edici v roce 2016 - Ma-
litsky cech Mensiho Mésta prazZského.' Aékoliv jsou si
obé publikace vSestranné podobné, autorka pri rekon-
strukci osudi novoméstského malifského cechu musela
zvolit jinou metodu vyzkumu a celkové uchopeni téma-
tu odrazi mimoradny rozhled, ktery badatelka ziskala
v pribéhu mnohaletého systematického badani praz-
skych malifskych cechll. Z textu tak vyzaruje to, co je
z poslednich let i jinak zfejmé: a sice Ze bychom v dnes-
ni dobé pouze stézi hledali povolanégjsi osobu k sepsani
déjin prazskych malirskych cechd v raném novovéku,
nez je pravé Radka Heisslerova. Pojdme si nyni blize ro-
zebrat, v ¢em tkvi sloZitost vyzkumu celé problematiky
a jak si s tim autorka ve své nové knize poradila.

Na uplny tvod kratce predstavme osobu autorky.
Radka Heisslerova pracuje v Archivu Nérodni galerie
v Praze, kde se v posledni dobé& vé&novala mimo jiné
zpracovani fondu Prazskad malifska bratrstva. Vysled-
kem této mnohaleté prace se stal nejen inventar, nybrz
i nékolik edi¢nich projektl, které zpristupnily pozoru-
hodné ¢asti tohoto archivniho souboru. iz v roce 2009
se Radka Heisslerova (tehdy jesté Tibitanzlova) stala
spoluautorkou edi¢niho zpristupnéni osobnich doklad
prazskych malird, které se dochovaly v cechovnich ar-
chivech, zejména pak ve staroméstském.? V roce 2015
v rdmci své studie o novomeéstském malirském cechu
editovala dochovana statuta novomeéstské organizace
z roku 1669.% O rok pozdégji vysla jiz zminéna kniha
o malostranském malifském cechu, jejiz jadro tvori edi-
ce vech jeho nejvyznamnéjsich pisemnych pamatek.
Uz v téZe dobé spolupracovala na velkém (z pohledu
edic pramend cechovni provenience patrné jednom
z nejvétsich) evropském edi¢nim projektu, ktery zpfri-
stupnil statuta malii'skych cechli z némeckojazyénych
Casti Svaté Fise rimské. Jednalo se o pétisvazkovou edi-
ci Statuta pictorum a Radka Heisslerova v ni editovala
rané novoveéka statuta prazskych cecht a dale spolupra-
covala na edici statut brnénského a plzefiského cechu.*

Timto vyétem bych rad poukéazal na neuvéritelnou
prednost této autorky: svlij vyzkum ma vzdy vyborné
pramenné ukotven. Mnozstvi pramenu, které v pribé-
hu posledni dekady zpfistupnila dal$im badateldim, ji
poskytuje velmi Sirokou zakladnu pro komparaci, a to
nejen v ramci prazskych mést, nybrz i napri¢ mésty
v Ceskych zemich a stfedni Evropé. Vedle této edi¢ni
produkce je Radka Heisslerova i velice dobrou histo-
rickou, ktera dokaze prameny znamenité interpretovat
a chybéjici dokumenty substituuje jinymi typy pramend.
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When I wrote a review of her book on the Lesser Town
guild a few years ago, I saw a precursor to that book in
the work of Karel Chytil, especially in his Malistvo praiské
(Painters of Prague) from 1906.> The core of both editions
is a guild book supplemented by additional sources (mostly
statutes), and the edition itself is preceded by a detailed
study that largely draws on the presented sources. In con-
nection with the release of this new book, however, I would
like to revise my previous statement and assert that Radka
Heisslerova has created a new style of editorial treatment
of the documents of Prague painters’ guilds that takes
Chytil’s work one or two levels further. The central part of
both books by Radka Heisslerova consists of an edition of
the surviving guild archive of the organisation in question,
which had not been made available until now. In the case
of the new publication on the New Town guild, it is the
account book kept from 1755 until the dissolution of the
organisation in 1782, and a fragment of accounting docu-
ments from 1734, namely the receipts of master’s fees. As
previously noted, the edition is preceded by an extensive
study presenting the guild’s development and everyday
life. Unlike Chytil’s work, however, both books by Radka
Heisslerova are accompanied by biographical profiles of
the painters who were members of the examined guilds.
In addition to the names of prominent artists, we can also
find the names of lesser-known painters. In the case of the
New Town guild, these biographies (219 individuals in
total) make up a much larger part of the presented book
compared to the central edition. In my view, this division of
the book into three thematic units is a well-chosen arrange-
ment and provides a certain guarantee that everyone will
find something of interest. For me, it is mainly the sources
of guild provenance and the extensive introductory study.
However, I believe that the artists’ biographical profiles,
updated and extensively grounded in archival sources, will
appeal to many readers of this review.

Let us now take a closer look at the introductory study.
Painters’ guilds are generally considered an extensively
studied topic, both from the perspective of art history and
in strictly historical works. No other professional organisa-
tions in Prague have received such systematic research as
the painters’ guilds. With a little exaggeration, one could
even say that the books published so far on this subject
could fill an entire bookshelf. This statement is both some-
what true and not true. Aside from the large number of
published works, we will find that the focus of previous
scholars has been centred on the Old Town guild and its
members. While these publications do contain partial find-
ings about the guilds in the other two towns of Prague,
they are often misleading. In fact, it can be said that our
view of the development of the Prague painters’ guilds
so far has been shaped solely by the Old Town guild and
its sources. A fine example of this is the book PraZsti maliri
1600-1656 (Prague Painters from 1600 to 1656), which pre-
sents biographical profiles of only the painters who appear
in the book of records of the Old Town-Lesser Town guild.®

Hana Patkova was the first to attempt to rectify this
shortcoming of older Czech research in the early 19gos.’
In her detailed study, she examined the earliest history of
all Prague painters’ guilds, but the situation in the case of
the early modern period remained dismal. This changed
only between 2015 and 2016 when Radka Heisslerova pub-
lished the two mentioned key works in short succession.
In the older of the two works, she delved into the history
of the New Town organisation, from its beginnings in the
fourteenth to the second half of the seventeenth century.
Already then, she elegantly dealt with long-held inaccura-
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Kdyz jsem pred nékolika lety psal recenzi na jeji
knihu o malostranském cechu, spatrfoval jsem predob-
raz tehdy prezentované knihy v dile Karla Chytila (ze-
jména v jeho Malifstvu praZském z roku 1906).° Jadrem
obou edic je cechovni kniha doplnéna dal§imi prameny
(zpravidla statuty) a edici samotné predchazi podrobna
studie, kterd do znaéné miry vytézuje zpristupnéné pra-
meny. V souvislosti s vydanim této nové knihy bych vsak
rad své predchozi prohlaseni upravil, a sice ze Radka
Heisslerova vytvorila novy styl edi¢niho zpracovani pi-
semnosti prazskych malifskych cechd, ktery ten Chyti-
lav posouva jesté o jednu ¢i dvé arovné dal. Stézejni
¢ast obou knih Radky Heisslerové tvori edice pozistat-
k& cechovniho archivu vybrané organizace, jez dosud
nebyly edi¢né zpfistupnény. V pripadé nové publikace
o novoméstském cechu se jedna o ucetni knihu vede-
nou od roku 1755 az do zruseni organizace v roce 1782,
druhou pisemnosti je zlomek ucetniho materialu z roku
1734, a sice prijem mistrovskych poplatkd. Edici, jak uz
bylo receno, predchazi obsahla studie, ktera pfriblizuje
vyvoj cechu i kazdodennost Zivota v ném. Na rozdil od
Chytilovy préce jsou viak obé knihy Radky Heisslerové
doplnény Zivotopisnymi medailonky malird, kteri byli
¢leny zkoumanych cechd. Vedle jmen velkych umélct
tam nalezneme i jména méné zndmych malirG. Tyto
biogramy (celkem 219 osob) v pripadé novoméstské-
ho cechu tvori oproti Ustfedni edici podstatné vétsi ¢ast
prezentované knihy. Z mého pohledu je toto rozdéleni
knihy na tfi tematické celky velice Stastnym reSenim a je
urcitou zarukou, Ze si kazdy v knize najde to, co ho za-
jima. Pro mne to jsou zejména prameny cechovni pro-
venience a rovnéz obsahla dvodni studie. VEfim vsak,
ze pro mnohé ¢tenére této recenze to budou préave ony
zivotopisné medailonky umélct, které autorka aktuali-
zovala a ve velké mire provazala s archivnimi prameny.

Nyni se podrobnéji zamé&fme na Uvodni studii.
Problematika malifskych cechl je obecné povazovana
za detailn€ zpracované téma, a to jak z pohledu dgjin
uméni, tak i z pohledu ryze historickych praci. Zadné
jiné prazské profesni organizace se neté&Sily tak syste-
matické badatelské pozornosti jako malirfska sdruzeni.
Da se s trochou nadsazky fici, Ze doposud vydané knihy
k tomuto tématu by vystacily na samostatny knihovni
regél. Pravé recené tak trochu je a zaroven neni pravda.
Odhlédneme-li totiz od velkého poctu vydanych pra-
ci, zjistime, Ze hlavni pozornost dosavadnich badatel(
pritahoval zejména staroméstsky cech a jeho ¢lenové.
Ne Ze bychom v téchto publikacich nenachazeli dilci
poznatky o cesich v ostatnich dvou prazskych méstech,
casto se vSak jedna o poznatky zavadéjici. V podstaté
Ize Fict, Ze n4$ dosavadni pohled na vyvoj prazskych
malirskych cechll jsme doposud vnimali pouze optikou
staroméstského cechu a jeho pramend. Krasnou ukaz-
kou toho je kniha Prazsti maliri 1600-1656, ktera prina-
$i Zivotopisné medailonky pouze téch malirl, kteri vy-
stupuji v knize protokoll staroméstsko-malostranského
cechu.’

Tento dluh starSiho ¢eského badani se pokusila
jako prvni napravit na poc¢atku devadesatych let 20. sto-
leti Hana Patkova.” Ve své podrobné studii zpracovala
nejstarsi déjiny vSech prazskych malirskych cech, nic-
méné pro obdobi raného novovéku zlstavala situace
i nadale tristni. To se zménilo az v letech 2015 az 2016,
kdy v kratkém sledu po sobé€ vysly jiz zminéné dvé sté-
zejni prace Radky Heisslerové. Ve star$i z nich nové
zpracovala dé&jiny novoméstské organizace, a to od je-
jich pocatkl ve 14. az do druhé poloviny 17. stoleti. Jiz
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cies and examined the development through the lens of
New Town sources, especially the statute of the New Town
guild from 1669. A year later, a book was published on the
Lesser Town guild, established by the independence of the
masters on the left bank of the Vltava River in 1674. The
initial interpretation could be based on the surviving guild
books and statutes, resulting in a sophisticated analytical
study. In this newest publication on the New Town guild,
which to some extent (at least chronologically) follows the
author’s earlier study, it was not possible to use a similar
source base. Therefore, the author had to choose a much
more demanding research method, namely the reconstruc-
tion of the guild’s history by collecting prosopographical
data of its members. In this context, it should be noted
that the chosen title of the book, Puainters of the New Town of
Prague (instead of the expected Painters’ Guild of the New Town
of Prague), corresponds better in many respects with the
content of the publication.

Probably only a few of us can imagine the process and
method of the work described above. The collection of
prosopographical data of painters working in Prague’s New
Town is further complicated by the existence of so-called
Stolifi (“Storers”, i.e., painters working outside the guild)
and fvartalisté, i.e., painters who were not members of the
guild but worked under its protection. Radka Heisslerova
thus focused her research only on those artists whose
membership in the New Town guild could be verified or at
least assumed (in her biographical profiles, she records all
persons who practised the painting trade in Prague’s New
Town). It is probably needless to add that several hundred
official books and a large amount of documentary material
have been preserved in the collections of the Prague City
Archives from the r7th and 18th centuries. However, it is
not easy to find specific information on two hundred mas-
ters in them. The amount of material consulted is apparent
from the large number of call numbers of official books
used in the research and listed in the publication’s sources.
The result of this method is primarily a dissertation thesis,
which is 141 pages long without appendices.

Another difficult task was transforming such a large
quantity of information into a mere “introductory” study
of a book with a predefined scheme and format. Here
again, I must express my appreciation to the author. It is
evident from the text that she was careful to avoid duplicat-
ing information she had already published in her previous
works as much as possible. Despite all the difficulties, the
resulting study is compact, provides many new findings,
and is very readable. This is because it is not merely an
analytical study but is lightened by the comparison with
other Prague guilds. One example for all: in describing the
content of the statutes of the New Town guild from 1669,
the author does not focus on a detailed description of the
individual provisions (which she already presented in the
2015 study mentioned above) but instead on those pas-
sages that differ from the other known statutes of Prague
painters’ guilds. She appropriately (and, in my opinion,
also in a factually correct way) interprets these differences
by influences from abroad through persons who headed
the guilds when they were established. In this context, an
unusual provision for the Prague environment, stating that
half of all fines go to the guild and the other to the guild
masters, is particularly interesting.

As has already been said, the chapters on the history
of the guilds provide a great deal of valuable knowledge,
which is often specific to the environment of painters’
associations but, in many cases, is also of general relevance
for the development of all Prague professional organisa-
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tehdy se velice elegantné vyrovnala s dlouho tradova-
nymi nepresnostmi a na vyvoj se podivala optikou pra-
menud novoméstské provenience, zejména pak statut
novoméstského cechu z roku 1669. O rok pozdéji vysla
kniha o malostranském cechu, ktery vznikl osamostat-
nénim mistrd na levém bi‘ehu Vitavy roku 1674. Uvodni
vyklad bylo mozné opfit o dochované cechovni knihy
i statuta, proto vysledkem byla propracovanéa analytic-
ka studie. V pripadé¢ této nové knihy o novomeéstském
cechu, ktera do urcité miry (minimalné chronologicky)

je rekonstrukce osudl cechu na zakladé sbéru proso-
pografickych dat jejich ¢lend. V této souvislosti uvedme,
ze zvoleny nazev knihy Malifi Nového Mésta praZského
(namisto ocekavaného Malirsky cech Nového Meésta
prazského) v mnoha ohledech Iépe koresponduje s ob-
sahem predstavené publikace.

Patrné jen méalokdo z nés si dokaze predstavit zpl-
sob a metodu pravé popsané prace. V pripadé malirt je
sbér prosopografickych dat malirt pasobicich na No-
vém Meésté prazském navic komplikovan existenci Sto-
lirG (malira stojicich mimo cech) a kvartalistd, tzn. ma-
lirh, kteri nebyli ¢leny cechu, tvorili vSak pod jeho
ochranou. Radka Heisslerova se tedy ve svém vyzkumu
soustredila pouze na ty osoby, u nichz byla prislusnost
k novoméstskému cechu prokazatelna ¢i ji Ize predpo-
kladat (v Zivotopisnych medailonech eviduje vSechny
osoby provozujici malifskou Zivnost na Novém Mésté
prazském). Neni patrné nutno dodévat, ze pro obdobi
17. a 18. stoleti se dochovalo ve sbirkach Archivu hlav-
niho mésta Prahy nékolik stovek Grednich knih a velké
mnozstvi aktového materialu. Najit vSak v nich Gdaje ke
dvéma stovkam konkrétnich mistrli neni vibec snad-
né. O mnozstvi projitého materialu svédci velky pocet
signatur ve vyzkumu pouzitych Grednich knih, jez jsou
uvedeny v seznamu prament. Vysledkem této metody
je primarné disertacni préace, kterd ma v textové Casti
bez pfiloh pinych 141 stran.

Dal$im zajisté nesnadnym ukolem bylo pretavit
takové kvantum poznatk( do pouhé ,dvodni” studie
knihy predem daného schématu a formatu. | v tomto
musim vyjadfit autorce své uznani. Z textu je patrné,
Ze se pri jeho tvorbé€ snazila co nejméné€ duplikovat
informace, které jiz zverejnila ve svych predchozich
pracich. Vysledna studie je navzdory vdem popsanym
obtizim kompaktni, prindsi mnoho novych poznatk,
a navic je velice ctiva. To je dadno zejména tim, Ze se
nejedné pouze o analytickou studii, nybrz je odleh¢ena
komparaci s ostatnimi prazskymi cechy. Jeden priklad
za vSechny: pfi popisu obsahu statut novoméstského
cechu z roku 1669 se autorka nesoustredi na podrobny
popis jednotlivych ustanoveni (ktery navic podala v jiz
zminéné studii z roku 2015), ale naopak na ty pasaze,
které se odliSuji od ostatnich znamych statut prazskych
malifskych cechd. Velice vhodné (a podle mého nazoru
navic i vécné spravné) tyto odlisnosti interpretuje vlivy
zahrani¢niho prostredi skrze osoby, které staly v cele
cechu pfi jejich tvorbé. V této souvislosti nas zajisté
zaujme v prazském prostiedi neobvyklé ustanoveni, Ze
polovina vSech pokut pripada cechu a druha cechmis-
tram.

Jak uz jsem rekl, kapitoly o d&jinach cechd prinasi
velké mnozstvi cennych poznatkd, které jsou mnohdy
specifické pro prostredi malifskych sdruzeni, v mnoha
pripadech vSak maji obecnou platnost pro vyvoj vsech
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tions. In this respect, I consider the examination of the
so-called kvartalist¢ to be one of the most valuable insights.
The existence of masters who were not full members of the
guild but worked under its protection by paying a regular
quarterly (fkvartdini in Czech, hence the name fkvartalisté)
fee was pointed out for the very first time by Radka
Heisslerova in her book on the Lesser Town guild. In the
present publication, however, she describes this specific
position in detail and establishes its correct designation.
When I searched for the term kvartalist¢ in academic litera-
ture after reading this part of the new book, I came across
a note in the estate of Josef Hrasky, who had long studied
goldsmith guilds. It is thus evident that this status was not
specific to the painters’ guilds and that it will hopefully be
described for other Prague (and perhaps even non-Prague)
guilds in the future. I also appreciate the passage devoted
to the widows of masters and, most of all, the description
of the duties and responsibilities of the painters’ masters.
The breadth of their activities, or in many cases rather the
possibilities of specialisation of the New Town professions,
can be deduced on a theoretical level from various publica-
tions, but most of this knowledge is based on sources of
a normative nature (guild statutes). In contrast, Radka
Heisslerova illustrates everything with concrete examples
from the sources.

Probably the most crucial aspect of the entire research,
which the author set as her primary goal in the introduc-
tion, was to confirm, or rather refute, the existing belief
that Prague’s New Town had always been inhabited
chiefly by painters-craftsmen and that more famous art-
ists more often joined the Old Town organisation. Radka
Heisslerova managed to disprove this long-held cliché
wholly and successfully since the collection of prosopo-
graphical data made it possible to connect the New Town
organisation with famous artists such as Mat¢j Zimprecht,
Jan Jiti Heinsch, Jan Ferdinand Schor, Jan Vaclav Spitzer,
and Vaclav Bernard Ambrosi. The previous lack of inter-
est in reconstructing the history of the New Town guild
can thus be attributed only to the absence of a preserved
guild archive, only a fragment of which has survived to
this day. That is brought to researchers by this new book,
which, despite the absence of a source base, provides the
most comprehensive view of New Town painters and their
guild. It is, in many ways, a remarkable achievement, and
I wholeheartedly recommend this book for reading, or bet-
ter, for purchase, as it is a publication researchers will turn
to again and again. In conclusion, I would like to express
my wish that we will soon see a third volume in the series,
i.e., a book with the so-called Sadeler’s prospectus on its
cover, focusing on the Old Town of Prague. I cannot think
of anyone more qualified to write the history of the Old
Town guild in the last two (or rather one and a half) centu-
ries of its existence.

Notes

1 Radka Heisslerova, Malir'sky cech Menstho Mésta prazského.
Malostransti umélciv 1. a 18. stoletf (Prague 2016).

2 Radka Tibitanzlov4 and Martina Beranov4, eds.,
»---aby se uméni malfi'skému vyucoval®. Kiestnt, vjucni a zachovact
listy  fondu PraZskd malii'skd bratrstva (Prague 2009).

3 Radka Heisslerova, “Malifi Nového Mésta prazského
a vzestup jejich cechu v 17. stoleti,” PraZsky sbornik
historicky 43, 2015, pp. 7-57.

4 Statuta pictorum: Kommentierte Edition der Maler zunf?)
ordnungen im deutschsprachigen Raum des Alten Reiches, Vol. 1-5
(Petersberg 2018).

BULLETIN NGP XXXII1/2023

prazskych profesnich organizaci. V této souvislosti po-
vaZuji za jeden z nejcennégjSich poznatkd pojednani
o kvartalistech. Na existenci mistrd, kteri nebyli plno-
pravnymi ¢leny cechu, ale pracovali pod jeho ochran-
nou za pravidelny ¢tvrtletni (kvartéalni) poplatek, upo-
zornila Radka Heisslerovéa jako vibec prvni badatel jiz
ve své knize o malostranském cechu, nyni vsak toto
specifické postaveni podrobné popsala a etablovala
i spravné oznaceni. Kdyz jsem po precteni této pasaze
v nové knize hledal termin kvartalisté v odborné lite-
rature, narazil jsem na poznamku v pozUstalosti Josefa
Hraského, ktery se dlouhodobé vénoval zlatnickym ce-
chdm. Je tedy nasnadg, Ze tento status nebyl specifikem
pouze malifskych cech, ale v budoucnu snad bude po-
psan i u dalSich prazskych (a mozna i mimoprazskych)
cechu. Déle ocenuji pasaz vénovanou vdovam po mi-
strech a zejména pak popis naplné prace malirskych
mistré. Site jejich ¢innosti, & v mnoha pripadech spise
moznosti specializace novomeéstskych profesi, Ize v teo-
retické roviné vycist z riznych publikaci, vétSinou vsak
tyto poznatky vychazeji z pramenl normativni povahy
(cechovnich statut), zatimco Radka Heisslerova vse do-
klada konkrétnimi priklady z pramend.

Patrné nejzasadnéjsim bodem celého vyzkumu,
ktery si ostatné autorka v ivodu vytycila jako svij hlavni
cil, bylo potvrdit, ¢i spiSe vyvratit, dosavadni presvéd-
¢eni, Ze na Novém Mésté prazském se vzdy usazovali
prevazné malifi - femeslnici, a tedy Ze slavnéjsi umél-
ci Castéji vstupovali do staroméstské organizace. Toto
tradované klisé se Radce Heisslerové podafilo Uspé&sné
a beze zbytku vyvratit, nebot pravé sbér prosopogra-
fickych dat umoznil spojit novoméstskou organizaci
s véhlasnymi jmény umélcd, jakymi byli napriklad Matéj
Zimprecht, Jan Jifi Heinsch, Jan Ferdinand Schor, Jan
Vaclav Spitzer ¢i Vaclav Bernard Ambrosi. Dosavadni
nezdjem o rekonstrukci osudd novoméstského cechu
tak Ize pricitat jen absenci dochovaného cechovniho ar-
chivu, z néhoz dnes zndme pouhé torzo. To nyni bada-
teldm prinasi nova kniha, kterd navzdory této absenci
pramenné béze zprostfedkovava nejucelenéjsi pohled
na novomeéstské malife a jejich cech. Je to v mnoha
ohledech Uctyhodny pocin a mné nezbyva nez tuto
knihu doporucdit k precteni, ¢i Iépe k ndkupu, nebot je
to publikace, k niz se badatel bude neustale vracet. Na
Uplny zavér bych rad vyjadril nesmélé prani, abychom
se co nejdrive dockali tretiho svazku do rady, tedy kni-
hy, ktera na své obalce bude mit tzv. Sadelerdv prospekt
zaméreny na Staré Mésto prazské. Nedokazu si pred-
stavit nikoho lepsiho, kdo by mél podobnym zplisobem
zpracovat déjiny staroméstského cechu v poslednich
dvou (¢i spiSe jednom a pul) stoletich jeho existence.
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The NGP for Children Book Series

transfers the artistic collections from the National

Gallery in Prague outside of the exhibition halls and
mediates the artworks to the audience. Despite containing
reproductions, the books provide an intimate connection
with the art. However, unlike at a temporary or permanent
exhibition, we can touch the paintings and be constantly close
to them. Comprehensible texts, illustrations, inventive visual
layouts, as well as other reproductions enable us to discover
valuable contexts. The publishing of popularising books (not
only) for children has a long history at the National Gallery
in Prague. In the past three years, we have successfully
established various book series and published more titles so
that they can serve as a suitable complement to current and
permanent collection exhibitions. Depending on the content,
our educators prepare the individual titles together with other
experts from the National Gallery in Prague, such as cura-
tors, restorers, researchers from the Chemical-Technological
Laboratory, and other specialists. The publications are cur-
rently published in various edition formats. Apart from guide-
books and catalogues for experts, we develop popularising
books within the NGP for Children series that bring the topic
of each ongoing exhibition closer to children aged 10 and
above as well as adults. Recently, we have released publicati-
ons with the following titles: Mrknina to! (Have a look at it!),
popularising the results of technological research of precious
Gothic paintings and sculptures; Falza! (Forgeries!), guiding
the readers through convoluted routes between the original
artworks and their forgeries; Maly Buddha (The Little Buddha),
poetically retelling the story of Buddha and how the artworks
depicting Buddha came to the collections of the National
Gallery in Prague; or the most recent Fosef Mdnes. Pritel a umélec
(Josef Manes. Friend and Artist) leading us into the creative
world of this 1gth-century classic artist and providing a con-
temporary look at his key artworks, placing them in context
with other works from art history.

Permanent collection exhibitions, which usually encom-
pass long periods of time, require a different, cross-cutting
approach. The first book of this type is a publication named
Jakou barvu md nejdelsi stoleti? (What is the Colour of the Longest
Century?) which is suitable even for small children and offers
many impulses for discovering the artworks of the National
Gallery in Prague in a joint dialogue between children and
adults. It offers answers to intriguing questions, such as: What
were the most important topics of the nineteenth century?
How did artists work in the nineteenth century? What did an
artist’s studio look like, and what tools were used to create
artworks? In which towns, cities, and regions did artists work?
Everything is linked by the phenomenon of colours, with the
colour palette being presented in the book. In the future, we
consider complementing the cross-cutting series with books
dedicated to morphology and artistic means of expression. We
plan to present thematic phenomena in the form of an illus-
trated atlas, which will make it possible to present them to the
readers and show how the context changed over time by using
exceptional collections from the National Gallery in Prague.

E ducational and popularising books are a medium that
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Edi¢ni rada NGP détem

dukaéni a populariza¢ni publikace jsou médiem, kte-
— ré prenasi umélecké sbirky Narodni galerie v Praze
mimo vystavni siné a je prostfednikem mezi diva-
kem a dily samotnymi. Knihy prinasi intimni kontakt, byt
s reprodukcemi, avSak na rozdil od vystavy nebo expo-
zice se mUZeme obrazl v knihach dotykat a byt jim stale
nablizku. Srozumitelné texty, ilustrace, napadita graficka
reSeni i dalsi reprodukce nam umoznuji odkryvat cenné
souvislosti. Vydavani populariza¢nich a (nejen) détskych
publikaci méa v Narodni galerii v Praze dlouhou tradici.
V poslednich trech letech se vSak podarilo Iépe etablovat
jednotlivé edi¢ni rady a zpracovat vétsi mnozstvi titulG tak,
aby vhodné doplnovaly aktualni vystavy i stalé sbirkové ex-
pozice. Edukatorky a edukatofri pripravuji jednotlivé tituly
podle jejich obsahu s dalSimi odborniky Narodni galerie
v Praze - kuratory, restaurétory, pracovniky chemicko-
-technologické laboratore a dalSimi specialisty. V soucas-
nosti vychazeji tituly v nékolika edi¢nich formatech. V ramci
NGP détem k aktualnim vystavam vedle kniznich priivodct
¢i odbornych katalogt pripravujeme popularizaéni knihy,
které dané téma priblizuji détem ve véku 10+, mladezi, ale
i dospélym. V poslednich letech vysly tituly s tématy Mrkni
na to!, popularizujici vysledky technologického prizku-
mu vzacnych gotickych obrazl a soch, Falza!, provazejici
¢tenare po spletitych cestach mezi originaly a falzy, Maly
Buddha, zpracovavaijici poetickou formou pribéh Buddhy
i pribéhy uméleckych dél s jeho vyobrazenim na cesté do
sbirek Narodni galerie v Praze, ¢i nejnoveéjsi publikace
Josef Manes. Pritel a umélec, ktera nas vede do tvarciho
svéta tohoto klasika uméni 19. stoleti a ukazuje soucasny
pohled na jeho klicova dila a naznacuje souvislosti s dalsi-
mi dily z historie uméni.

Sbirkové expozice, které zpravidla zahrnuji dlouha
casova obdobi, si zZadaji odliSné, prirezové zpracovani.
Prvni knihou tohoto typu je publikace Jakou barvu ma nej-
delsi stoleti?, kterd je pristupna i malym détem a poskytuje
mnoho podnétd pro objevovani uméleckych dél Narodni
galerie v Praze ve spole¢ném dialogu déti a dospélych. Na-
bizi ¢tenardm odpovédi na zvidavé otazky, napriklad: Kte-
ré témata hybala 19. stoletim? Jak se tvorilo v 19. stoleti?
Jak vypadal ateliér umélce a jakymi prostredky dila vzni-
kala? V jakych méstech a krajinach umélci pracovali? Ve
propojuje fenomén barey, jejichz paletu kniha predklada.
V budoucnosti uvazujeme o doplnéni rady prarezovych ti-
tuld o knihy vénované tvaroslovi a vytvarnym vyjadiovacim
prostiedkdim. Tematické fenomény se chystame zpracovat
formou obrazového atlasu, ktery je umozni predlozit di-
vakovi a ukézat souvislosti v proménach c¢asu s vyuzitim
mimoradnych sbirek Narodni galerie v Praze. Prvni
z téchto obrazovych atlasti - Atlas portrétu priblizi nejen
fascinujici podoby portrétnich dél napric¢ staletimi, ale také
¢tenardim umozni vcitit se do emocionalniho rozpolozeni
portrétovanych. Spletité cesty sbirek asijského uméni pak
budou priblizeny v novém titulu, ktery vyjde u prilezZitosti
otevreni sbirkové expozice umeéni Asie.

V roce 2020 zacala vychazet v ramci edi¢ni rady NGP
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1/ ¢ ¢

Hana Havlﬁjgva’l, Lenka Stolarova, Vit Vlnas,
Kdo byl Karel Skréta? Privodce pro zvidavé déti
a hravé dospélé, Prague 2010, 86 pages

Hana HavlGjova - Lenka Stolarova - Vit Vinas,
Kdo byl Karel Skréta? Privodce pro zvidavé déti
a hravé dospélé, Praha 2010, 86 s.

2/ ¢

Jitka Handlova, Eva Zikova, Rembrandt & Co.
Holandské malivstvi 1;. stoleti. Otdzky a hddanky

Vs v o

pro starsi Zdky, Prague 2012, 24 pages

Jitka Handlova - Eva Zikova, Rembrandt & Co.
Holandské malir'stvi 17. stoleti. Otdzky
a hdadanky pro starsi Zaky, Praha 2012, 24 s.

3/¢¢

Martina Lachmanova, Monika Sybolova, ed.,
Pavla Vanova-Cernochova, Denik Fakuba S.
Ndpady a hry pro déti od 5 do 100 let, Prague 2012,
98 pages

Martina Lachmanova - Monika Sybolova (ed.) -
Pavla Vanova-Cernochova, Denik Jakuba S.

Ndpady a hry pro déti od 5 do 100 let,
Praha 2012, 98 s.

a/ ¢

Barbora Skaloudova, Lucie Stilova
Voborilova, Michaela Trpisovska, Frantisek,
Frank, Frantik, Frangois Kupka, Prague 2013,

170 pages

Barbora Skaloudova - Lucie Sttilova Vobofilova -

Michaela TrpiSovska, Frantisek, Frank, Frantik,
Francois Kupka, Praha 2013, 170 s.

5/ ¢ ¢

Terezie Sikova, ed., Za branou zahrady rajské.
KniZka vypravéni, her a ikolii pro skoldky,
Prague 2014, 43 pages

Terezie Sikova (ed.), Za branou zahrady rajské.
Knizka vyprdvéni, her a tkold pro skoldky,
Praha 2014, 43 s.

6/ ¢

Andrea Steckerova, ed., Rembrandt and his
Scholar, Prague 2015, 46 pages

Andrea Steckerova (ed.), Rembrandt a jeho
ucenec, Praha 2015, 46 s.
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The first of these illustrated atlases - Atlas portrétu (A Portrait
Atlas) - not only introduces fascinating portrait paintings
across the centuries but also enables the readers to experience
the emotional state of the models. The complex ways of Asian
art collections will be described in a new title, which will be
published at the opening of the permanent exhibition of the
Collection of Asian Art.

Since 2020, a new book series called Pocket Paintings has
been published within the NGPfor Children series, which focuses
on selected artists from the collection of the National Gallery
in Prague. The selection reflects the ongoing temporary exhi-
bitions and permanent collection exhibitions with a focus on
the most frequently featured artists. The gradually expand-
ing library of books thus showcases different approaches to
artistic expression across the centuries. The books nurture the
readers’ art of observation and their ability to see. Therefore,
the books focus on interesting details of the paintings and
sculptures, which may be hard to notice when looking at
the original pieces in the gallery, comparing them with other
visual materials, reproductions, and works of other artists
to provide valuable contexts since artists are not the only
ones who inspire one another. The images in the book are
complemented by minimal text in the form of quotes from
artists and art critics, as well as thought-provoking questions
and topics. Intended for older children and adults, the books
are bilingual (in Czech and English) in order to be accessible
to a broader (not only Czech) audience. They serve as a first
glimpse into the work of various artists but also describe the
original creative techniques and artistic strategies.

The books are created by educators from the National
Gallery in Prague in collaboration with Bohumil Vasdk. Each
book includes a poster depicting an artwork or its detail. The
poster serves as a book jacket enabling further observation
after unfolding. Within the Pocket Paintings series, the following
books have been published: Medek, Rembrandt, Toyen, Mdnes,
Kmentovd, Brandl, Zrzavy, and books dedicated to Emil Filla,
Vojtéch Preissig, Jindtich Styrsky, Alena Kuéerova, and oth-
ers are in development. Each year, two or three books in this
series are published.

Translated by Fan Kastk
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détem nova série publikaci nazvana Obrazy do kapsy,
jez se zaméruje na vybrané umélkyné a umélce z kolekce
Narodni galerie v Praze. Jejich vybér reaguje na aktualni
vystavy i sbirkové expozice a akcentuje autorky a autory,
kteri jsou ve sbirkach zastoupeni rozsahlejSimi celky. Po-
stupné vznikajici knihovni¢ka tak ukazuje rozdilné pristu-
py vytvarného mysleni napric staletimi. Publikace rozvijeji
uméni pozorovat a schopnost divat se. Pracuji proto se za-
jimavymi detaily obrazd ¢i soch, které jsou neékdy pri zkou-
mani originall v galerii stézi viditeIné, a srovnavayji je s jiny-
mi vizualnimi materialy, reprodukcemi ¢i pracemi dalSich
autor( tak, aby se vyjevily podnétné souvislosti, protoZze
nejen umélci se inspiruji navzajem. Obrazova stranka kni-
hy je doplnéna minimem textu, slozeného z vyrok umélct
¢i uméleckych kritikt a také z otazek ¢i témat vybizejicich
k dalSimu zamysleni. Tituly jsou urceny starSim détem
i dospélym a jsou dvojjazycné (Cesky a anglicky), aby byly
srozumitelné nejen ¢eskému publiku. PoslouZi jako prvotni
vhled do tvorby jednotlivych umélcd, ale také jako pribli-
Zeni originalnich tvircich postupt a uméleckych strategii.

Publikace tvori edukatorky a edukatori Narodni ga-
lerie v Praze ve spolupraci s grafikem Bohumilem Vasa-
kem. Soucasti knih je i plakat s uméleckym dilem ¢&i jeho
detailem, tvorici jejich prebal a po rozloZeni nabizejici
dalsi moznosti vytvarného zkoumani. V ramci knihovnicky
Obrazy do kapsy doposud vysly nasledujici tituly: Medek,
Rembrandt, Toyen, Mdnes, Kmentovd, Brandl, Zrzavy,
a pripravuji se knizky vénované Emilu Fillovi, Vojtéchu
Preissigovi, Jindfichu Styrskému, Alené Kuéerové a dalsim.
Kazdy rok vychazi dva az tfi tituly této rady.
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7/ ¢ ¢

Marina Hotinkova, Poklady cisare Karla IV.
Hravy privvodce Zivotem slavného panovnika,
Prague 2016, 63 pages

Marina Horinkova, Poklady cisare Karla IV.
Hravy privodce Zivotem slavného panovnika,
Praha 2016, 63 s.

8/ ¢

Michaela Cislerova, Stépz’mka Chlumska, ed.,
Po stopdch svaté Anezky. Privodce Anezskym
kldsterem a pracovni kniZka pro déti i rodice,
Prague 2016, 84 pages

Michaela Cislerova - Stépanka Chlumska (ed.),
Po stopdch svaté Anezky. Priivodce AneZskym

kldsterem a pracovni knizka pro déti i rodice,
Praha 2016, 84 s.

9/ ¢ ¢

Lucie Poslusna, Keska v galerii. Malovand
anglictina pro déti i rodice, Prague 2017,

126 pages

Lucie Poslusna, Keska v galerii. Malovand
anglictina pro déti i rodice, Praha 2017, 126 s.

10/ ¢
Stépénka Chlumska, ed., Mrkni na to!,
Prague 2017, 80 pages

Stépéanka Chlumska (ed.), Mrkni na to!,
Praha 2017, 80 s.

11/ ¢ ¢

Jitka Handlova, Anna Zajicova, Falza!
Priwvodce na cesté mezi falzem a origindlem,
Prague 2021, 64 pages

Jitka Handlova - Anna Zajicova, Falza! Privodce
na cesté mezi falzem a origindlem, Praha 2021,
64 s.

12/ ¢

Blanka Kafkova, Jana Ryndova, ed., The Little
Buddha, Prague 2021, 84 pages

Blanka Kafkova - Jana Ryndova (ed.),
Maly Buddha, Praha 2021, 84 s.
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13/ ¢ ¢

Monika Svec Sybolova, Lenka Jasanska,
Fakou barvu md nejdelsi stoleti?, Prague 2022,

152 pages

Monika Svec Sybolova - Lenka Jasanska, Jakou
barvu ma nejdelsi stoleti?, Praha 2022, 152 s.

14/ ¢
Monika Svec Sybolova, Fosef Mdnes. Pritel
a umélec, Prague 2023, 9o pages

Monika Svec Sybolova, Josef Mdnes. Pritel
a umélec, Praha 2023, 90 s.

15/
POCKET PAINTINGS / OBRAZY DO KAPSY:

< €
Ida Muréiiova, Barbora Skaloudova, Medek,
Prague 2020, 44 pages

Ida Murériova - Barbora Skaloudova, Medek,
Praha 2020, 44 s.

<
Oldftich Bystricky, Sarka Matougkova,
Rembrandt, Prague 2020, 56 pages

Old¥ich Bystiicky - Sarka Matouskova,
Rembrandt, Praha 2020, 56 s.

€ ¢

Ida Muréiiova, Barbora Skaloudova, Toyen,
Prague 2021, 60 pages

Ida Murétiova - Barbora Skaloudové, Toyen,
Praha 2021, 60 s.

&

Blanka Kafkova, Hana Rosenkrancova,
Mdnes, Prague 2022, 56 pages

Blanka Kafkova - Hana Rosenkrancova, Mdnes,
Praha 2022, 56 s.
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Ida Mur4rtiova, Alice Némcova, Sarka
Matouskova, Kmentovd, Prague 2023,

56 pages
Ida Murafiova - Alice Némcova - Sarka
Matouskova, Kmentovd, Praha 2023, 56 s.

e
Anna Chmelové, Anna Zajicova, Brandl,
Prague 2023, 60 pages

Anna Chmelové - Anna Zajicova, Brandl,
Praha 2023, 60 s.

€ <€
Oldrich Bystricky, Alice Némcova, Ida
Muranova, rzavy, Prague 2023, 60 pages

Oldrich Bystricky - Alice Némcova - Ida
Muranova, Zrzavy, Praha 2023, 60 s.
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Radka Sefcii, Vaclava Antuskova

PIGMENTS: USE, CHARACTERISTICS,
AND IDENTIFICATION

This scientific publication is unique in that it provi-
des a comprehensive overview of all the features of
the individual pigments used in art from the Middle
Ages to the nineteenth century. The entry for each of
the pigments included provides information about
the historical context of its use, its chemical and
morphological characteristics, the available methods
for chemical and structural identification, and an
extensive presentation of their use by artists asso-
ciated with the Czech art scene. Because of the way it
identifies the pigments and provides clear examples
of their use in painting, the publication is a unique
resource particularly for the broader professional
public but will also be of interest to the lay public.

296 pages, 400 reproductions
Czech with English summary
ISBN 978-80-7035-844-3

Petra Zelenkova (ed.)

KAREL SKRETA (1610-1674) AND THESIS
PRINTS IN THE BOHEMIAN LANDS

This monograph is the first publication to provide
complete information about thesis prints made after
designs by Karel Skréta (1610-1674). The academic
text is accompanied by a catalogue of university
graphic art and relevant drawings. Each work is ana-
lysed in detail and placed in the appropriate context.

344 pages, 130 reproductions
Czech with English summary
ISBN 978-80-7035-842-9

Petra Kolarova

AMIDST SMOKE RINGS:
PORTRAIT OF A MODERN ARTIST

The monograph, accompanying the exhibition of the
same name, offers an unconventional view of Czech
modern art and introduces the still relevant and
attractive topic of the modern artist and their work.
It follows the motif of depicting the artist as a smo-
ker from the Baroque to the interwar period, focu-
sing in particular on art from the turn of the nine-
teenth and twentieth centuries. Important Czech
artists such as Jan Preisler, Emil Filla, Frantisek
Kupka, and Bohumil Kubista captured themselves
with smoking paraphernalia in their self-portraits.
What led them to abandon the traditional depiction
of the painter with palette and brushes? And what
did this stylisation reveal about the transformation
of their position in society and their conception of
artistic creativity? The theme is complemented by
international contexts.

188 pages, 180 reproductions
Czech with English summary
ISBN 978-80-7035-818-4
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Radka Sefcii - Vaclava Antugkova

PIGMENTY. UZITi, VLASTNOSTI
A IDENTIFIKACE

Odborna publikace je unikatni v souborném
prehledu charakteristik jednotlivych pigmentd
uzivanych ve vytvarné praxi od stfedovéku do
19. stoleti. U prezentovanych pigmentd jsou
uvedeny historické souvislosti s jejich uzivanim,
chemicka charakteristika, morfologické znaky
a moznosti chemické a strukturni identifikace,
véetné rozsahlého predstaveni jejich uziti na
vytvarnych dilech autorl spjatych s ceskym
prostifedim. Publikace je zejména pro Sirokou
odbornou, ale i laickou verejnost ojedinélym
prostifedkem pri identifikaci pigmentd a pre-
hlednou ukazkou jejich uziti v malbé.

296 stran, 400 reprodukci
cesky s anglickym resumé
ISBN 978-80-7035-844-3

Petra Zelenkova (ed.)

KAREL SKRETA (1610-1674)
A UNIVERZITNI TEZE V CESKYCH ZEMiCH

Monografie poprvé v Uplnosti predstavu-
je univerzitni teze navrzené Karlem Skrétou
(1610-1674). Na odborné kapitoly navazuje
katalog univerzitni grafiky a relevantnich kre-
seb. Kazdé dilo je podrobné interpretovano
a zasazeno do patricného kontextu.

344 stran, 130 reprodukci
cesky s anglickym resumé
ISBN 978-80-7035-842-9

Petra Kolarova

V KROUZCiCH DYMU.
PORTRET MODERNiHO UMELCE

Monografie doprovazejici stejnojmennou vy-
stavu nabizi netradi¢ni pohled na ¢eské moder-
ni uméni. Predstavuje stale aktualni a pritazlivé
téma, jakym je moderni umélec a jeho tvorba.
Sleduje motiv zobrazeni umélce jako kuraka od
baroka az po mezivale¢né obdobi, zejména se
zaméruje na uméni prelomu 19. a 20. stoleti.
Vyznamni ¢esti umeélci, jakymi byli Jan Preisler,
Emil Filla, Frantisek Kupka ¢i Bohumil Kubista,
se na svych autoportrétech zachytili s kuracky-
mi atributy. Co je vedlo k tomu, Ze opustili tra-
di¢ni zobrazeni malire s paletou a Stétci? A co
tato stylizace vypovidala o proméné jejich po-
staveni ve spolecnosti a o jejich pojeti umélecké
tvarci ¢innosti? Téma je doplné€no i mezinarod-
nimi souvislostmi.

188 stran, 180 reprodukci
cesky s anglickym resumé
ISBN 978-80-7035-818-4



Andrea Steckerova
PETRBRANDL: THE STORY OFABOHEMIAN

Petr Brandl (1668-1735) is one of the most signi-
ficant Bohemian artists of the Baroque era. The
catalogue, in line with the exhibition, is conceived
as telling two parallel stories: the first is the story
of the painter’s works, the second the story of his
life. The beginning of the publication is devoted to
Brandl’s student years and introduces the painters
in whose work Brandl may have found inspiration.
It also covers the diversity of themes found in
Brandl’s ocuvre, ranging from large altar paintings
to portraits commissioned by nobles and iconogra-
phically exceptional genre paintings with the motif
of charlatan doctors. Considerable attention is paid
to Brandl’s distinctive and highly original painting
technique, which is also noteworthy because of its
closeness to the signature style of Rembrandt van
Rijn. The publication includes macrophotographs
of selected works, which convey interesting details to
the viewer, such as fingerprints and engravings made
in a wet paint layer with a brush handle.

287 pages, 100 reproductions
Czech with English summary
ISBN 978-80-7035-822-1

Petr Samal

WATERCOLOUR BETWEEN PRAGUE AND
VIENNA IN THE 19gTH CENTURY

The theme of this catalogue, produced to accom-
pany the eponymous exhibition in the Trade Fair
Place, is nineteenth-century watercolour art. This
artistic technique, on the boundary between dra-
wing and painting, is characterised by its lightness,
bravura, and virtuosity. Given the contents of the
National Gallery in Prague’s collection, the exhi-
bition, and consequently the catalogue, focus on
Central Europe - both on Vienna, which was a major
centre of watercolour art, and on Bohemia, where
the local art scene responded to the stimuli from
abroad with its own high-quality artworks. The
book is organised to match the way the exhibition
is structured, based on the key roles that waterco-
lour played in nineteenth-century culture. Particular
attention is focused on the phenomenon of waterco-
lour sketches, which, because of how they were freely
conceived, served as a bridge between the art of the
nineteenth century and modern art.

200 pages, 120 reproductions
Czech, English
ISBN 978-80-7035-824-5
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Andrea Steckerova
PETR BRANDL. PRiBEH BOHEMA

Petr Brandl (1668-1735) naleZi mezi nejvy-
znamnéjsi umélce barokniho uméni v Cechéch.
Katalog je ve shodé s vystavou koncipovan jako
vypravéni dvou paralelnich pfibéha: ,pribéh”
dél malire a ,pFib&h” jeho Zivota. Pocatek je vé-
novan Brandlovym studentskym Iétdm a pred-
stavuje i malifské osobnosti, z jejichz dila mél
Brandl moznost Cerpat inspiraci. Zaroven je
prezentovana nameétova pestrost Brandlovy
tvorby od rozmeérnych oltarnich platen po por-
tréty Slechtickych zadavatell, ikonograficky vy-
jimeéné zanrové malby s naméty podvodnych
fel¢ar. Znac¢na pozornost je vénovana osobité
a velmi originalni technice Brandlovy malby,
pozoruhodné také tim, zZe se blizi rukopisnym
projeviim Rembrandta van Rijn. Vybrana dila
jsou doplnéna makrofotografiemi, které diva-
kovi zprostiedkuji zajimavé detaily jako napri-
klad otisky prstl a ryti nasadou Stétce do neza-
schlé barevné vrstvy.

287 stran, 100 reprodukci
cesky s anglickym resumé
ISBN 978-80-7035-822-1

Petr Samal

AKVAREL 19. STOLETi MEZI PRAHOU
A ViDNi

Tématem katalogu, pripraveného ke stejno-
jmenné vystaveé ve Veletrznim paléci, je uméni
akvarelu 19. stoleti. Pro tuto vytvarnou techni-
ku na pomezi kresby a malby je charakteristic-
ka lehkost, suverenita i virtuozita. S ohledem
na sbirky Narodni galerie v Praze se vystava
i katalog zaméruji na tvorbu ve stredni Evropg,
a to jak na Viden, ktera byla jednim z center
akvarelistického uméni, tak na prostitedi Cech,
které na zahrani¢ni podnéty reagovalo kvalit-
nimi dily. Clenéni knihy navazuje na strukturu
vystavy, vychazejici z hlavnich roli akvarelu
v kulture 19. stoleti. Zvlastni pozornost je véno-
vana fenoménu akvarelové skici, kterad volnosti
svého pojeti zaroven tvorila most mezi uménim
19. stoleti a modernim uménim.

200 stran, 120 reprodukci
cesky a anglicky
ISBN 978-80-7035-821-4
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Adriana Smejkalova

SAUL STEINBERG: BETWEEN LINE AND
TEXT

This small publication presents the American artist
with Romanian roots, Saul Steinberg (1914-1999),
an exceptional cartoonist and caricaturist. Steinberg
was a man with a broad cultural and political
outlook. This is reflected in his work, which deals
with everyday human life with its paradoxes. He
described himself as a writer who draws, perceiving
interpersonal relationships as expressions of connec-
tion, and at the same time mutual misunderstand-
ing, even alienation. The catalogue is dedicated to
Steinberg’s drawings from the National Gallery in
Prague’s collections, which are a generous gift from
The Saul Steinberg Foundation, New York.

36 pages, 25 reproductions
Czech-English
ISBN g78-80-7035-826-9

Petra Kolarova

PREPARATORY WORK FOR MURDER IN
THE HOUSE: STUDY DRAWINGS OF JAKUB
SCHIKANEDER

This catalogue accompanies the opening of the
graphic arts cabinet devoted to Schikaneder’s pre-
paratory drawings for the painting Murder in the House
(1890). The presented text examines the genesis
of both the formal and ideological content of this
significant work of nineteenth-century Czech pain-
ting, which is on display as part of the permanent
exhibition 1796-1918: Art of the Long Century in the Trade
Fair Palace.

36 pages, 25 reproductions
Czech-English
ISBN 978-80-7035-830-6

Anna Strnadlova

PRAVOSLAV SOVAK: THE LOUDNESS OF
SILENCE

Pravoslav Sovak (1926-2022) was an artist whose
presence and artistic merit have faded somewhat
from the Czech public’s awareness due to his emigra-
tion to Switzerland, where he lived and worked from
the late 1960s. Today, Pravoslav Sovak is celebrated
as one of the most outstanding European graphic
artists of his generation. He produced more than
330 graphic sheets, in which he explored and deve-
loped the possibilities of the intaglio print. In the
catalogue for the eponymous graphic arts cabinet at
the Trade Fair Palace, a selection of works from the
1950s to the 1970s is included, presenting the core of
his intaglio printing experiments.

36 pages, 19 reproductions
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ISBN 978-80-7035-836-8
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Adriana Smejkalova
SAUL STEINBERG. MEZI LINIi A TEXTEM

Drobna publikace predstavuje amerického
umélce s rumunskymi koreny Saula Steinberga
(1914-1999), vyjimeéného kreslife a karikatu-
ristu. Steinberg byl ¢lovék se Sirokym kulturné-
-politickym rozhledem, coz se projevilo v jeho
dile, které pojednava o kazdodennim lidském
zivoté s jeho paradoxy. Sdm sebe charakteri-
zoval jako kresliciho spisovatele. Mezilidské
vztahy vnimal jako vyraz spojeni a zaroven
vzajemného nepochopeni az odcizeni. Katalog
je vénovan Steinbergovym kresbam ze sbirek
Narodni galerie v Praze, jez jsou velkorysym
darem americké nadace The Saul Steinberg
Foundation, New York.

36 stran, 25 reprodukci
cesko-anglicky
ISBN 978-80-7035-826-9

Petra Kolarova

PRiIPRAVA NA VRAZDU V DOME.
KRESEBNE STUDIE JAKUBA
SCHIKANEDERA

Katalog vychazi u prilezitosti otevieni grafic-
kého kabinetu vénovaného Schikanederovym
pripravnym kresbam k obrazu ViraZda v domé
(1890). Studie se zabyva genezi formaélniho
i myslenkového obsahu tohoto vyznamného
dila ¢eského malirstvi 19. stoleti, které je sou-
Casti stalé expozice 1796-1918: Umeéni dlouhé-
ho stoleti ve Veletrznim palaci.

36 stran, 25 reprodukci
cesko-anglicky
ISBN 978-80-7035-830-6

Anna Strnadlova
PRAVOSLAV SOVAK. HLASITOST TICHA

Pravoslav Sovéak (1926-2022) byl osobnosti,
jejiz pritomnost a umélecky prinos se z pove-
domi ceského publika castec¢né vytratily kvali
emigraci do Svycarska, kde od konce $edesa-
tych let zil a tvoril. Nyni si ho pripominame
jako jednoho z nejvyznamnéjsich evropskych
grafik( své generace. Vytvoril vice nez 330 gra-
fickych listd, na nichz s neobycejnou koncen-
traci na techniku zkoumal a rozvijel moznosti
tisku z hloubky. V katalogu ke stejnojmennému
grafickému kabinetu ve Veletrznim palaci jsou
predstaveny prace z padesatych az sedmdesa-
tych let, v nichz tkvi t€zisté jeho hlubotiskovych
experimentu.

36 stran, 19 reprodukci
cesko-anglicky
ISBN 978-80-7035-836-8



Lenka Babicka, Dalibor LeSovsky (ed.),
Martin Zlatohlavek

ITALTAN DRAWING FROM THE 16TH TO
THE 18TH CENTURY

The catalogue is the first comprehensive treatment
of the collection of Italian drawings held in the
Collection of Prints and Drawings of the National
Gallery in Prague. The focus is on works of art
dating from the fifteenth to the eighteenth centu-
ries. It is a rather diverse collection, which includes
masterpieces of world importance as well as work-
shop studies, anonymous works, and copies. An
integral part of the summary catalogue is an essay
tracing the history of the collection. The book is
aimed not only at art historians, connoisseurs, and
love