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From Vincenc Kramar to the

215t Centu

ry. The Adventures of the

Collection of Medieval Sculpture Held by

the National Gallery in Prague’

HELENA DANOVA

Helena Danova,
curator of the
National Gallery
in Prague,
specializes in Late
Gothic sculpture.

Motto: “.. whether through purchases or loans
aimed at concentrating the works of art from
our main artistic periods, at acquiring valuable
and, for us, significant foreign works of art, the
programme of the collection is now extended by
sculpture...”
Vincenc Kramar,
Dnesni kulturni reakce a Moderni galerie
(Today’s Cultural Reactions and the
Modern Gallery), Praha 1927.

Prologue!

The history of the National Gallery in
Prague has been studied by an array of
scholars, especially in the latter half of the
20" century.? The most comprehensive
summary of the activities of the National
Gallery’s predecessor - the Picture

Gallery of Patriotic Friends of the Arts

- was brought by the publication which
came out to mark the bicentenary of the
establishment of this institution? and, more
recently, also by Lubomir Slavigek in a
monograph devoted to the phenomenon of
collecting. The period between 1919 and
1939 and mainly the personality of Vincenc
Kramar as the director of the public gallery
were presented at an exhibition prepared
in 2000.5 Some attention was also paid to
Kraméi's overall acquisition policy within
the institution at that time.® And while the
history of the Picture Gallery as a whole
has been extensively elaborated on in
literature, no more complex treatise has
hitherto been devoted to the history of the
collection of Bohemian medieval art. The
subject was merely very briefly mentioned
in the new guide to the permanent
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1 St Christopher and Infant Jesus, 1500-1510,
Inv. No. P 205. Purchased 1924 from Joe Hloucha.

exhibition in the Convent of St Agnes of
Bohemia.” The submitted essay focuses

on the history of one segment of the
National Gallery’s medieval collection, i.e.
sculpture of mainly Bohemian provenance.
We certainly cannot omit Vincenc Kramay
here, whose influence on developing the



collection was utterly fundamental. Archive
research also produced interesting findings
as to the original provenance of the works
in question.

From the Picture Gallery
to the State Collection
The history of, what is today, the National
Gallery in Prague began with the Picture
Gallery of Patriotic Friends of the Arts,
founded in 1796 as a private corporation
by the members of the Society of Patriotic
Friends of the Arts.® The Society organized
its first public exhibition in the same
year in the Czernin Palace at Hradschin;
its core was paintings held by the noble
family of Czernin. In the first decade of
the 19" century, the Picture Gallery moved
to the Sternberg Palace where the first
permanent exhibition, based on loans from
the Society’s patrons, opened in 1814. It
consisted of 1,700 paintings and its first
printed catalogue was published in 1827.°
The main focus of the collection was
paintings by old European masters, while
medieval sculpture was not present in the
installation at all.®

In the early 19* century, the Picture
Gallery was loaned several panel paintings,
for example the central panel of The Osek
Altarpiece and The St George Altarpiece from
the Benedictine convent at Prague Castle.
The Society of Patriotic Friends of the Arts
at that time also began developing its own
collection fund which was further enriched
by significant donations (e.g., the Hoser
collection and the donation from Count
Bed¥ich Sylva-Tarrouca) and loans. As early
as in 1926, the Picture Gallery loaned the
Votive Panel of Jan Oéko of Vlasim - one of the
most outstanding relics from the period
of the Charles IV’s reign.’> The collection
of medieval Bohemian panel paintings
was then successfully extended during
the latter half of the 19" century when it
acquired the panels of The Trebori Altarpiece
in 1872 (today Inv. Nos. O 476 and O 477)%
and when Vojtéch Lanna donated the
paintings The Assumpta and The Madonna
in 1883 (today O 495 and O 494).* The
Picture Gallery’s new permanent exhibition,
organized by its inspector Viktor Barvitius
(in that position from 1877), opened in
the Rudolfinum in 1885 and its catalogue
came out four years later.” However,
medieval sculpture was again absent.* The
author of the second, 1912 catalogue to the
Rudolfinum permanent exhibition was the
restorer and art historian Pavel Bergner.”
This catalogue was added with the newly
acquired medieval paintings, for example
The Assumpta of Destnd (O 724), purchased in

1895.'8 As before, sculpture was represented
rather modestly, mainly via 19*-century
works and several Baroque sculptures.*

Vincenc Kramar as the Founder of the
Collection of Medieval Sculpture
The new stage in the institution’s
development began after 1918 when the
Picture Gallery became the central artistic
collection of the young state. Its director
from 1919 was Vincenc Kramar (1887-1960),
who studied art history with the leading
representatives of the Vienna School (e.g.,
Franz Wickhoff, Alois Riegel) and was
close friends with Max Dvofak.?* And
it was under Kramaf when the Gallery
received the first vast acquisitions of
medieval sculptures which had been on
the margin of interest of the Society of
Patriotic Friends of the Arts.? It can be
said with no exaggeration that Vincenc
Kramér laid the foundations of collecting
medieval sculpture in what was later to be
the National Gallery in Prague. Medieval
sculpture, the systematic research of which
had been far behind the category of panel
painting so far, then became the subject of
more consistent interest from the 1920s.22
Kraméf, too, devoted his research to the
relics of sculpture, publishing two narrowly
focused specialized studies - The Christ
of Sorrows and The Strakonice Madonna - in
1935.%

Due to the limited state funds for
art purchases after 1919,2 Vincenc
Krama¥ began to coin a new acquisition
policy, based on loans from inventoried
aristocratic chateau collections where he
sought suitable items as future possible
acquisitions.® From his arrival to his
position, Krama¥ was also in close contact
with collectors, antiquaries, art experts
and connoisseurs? and was in addition
frequently addressed by smaller collectors
offering works of art in their property
for purchase.” The collection of mainly
14%-century medieval panel painting was
thus significantly enriched during the 1920s
by, for example, The Predella of Roudnice,
The Madonna of Rome* and The Roudnice
Altarpiece.®®

Kramaf intensely geared to sculpture
from late 1922. The following year, 1923,
was indeed expedient for his acquisition
policy since the Czechoslovak Ministry of
Education and National Enlightenment gave
the Picture Gallery three million Crowns for
art purchases. The amount could, however,
only be used for “old art” since the state in
the same year also allocated an additional
subsidy of five million Crowns for
purchases of 19 and 20*"-century French
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2 St Wenceslas, c. 1490, Inv. No. P 288. Purchased 1930
from Joe Hloucha.

art.®* The decision was preceded by a
comprehensive evaluation of both local and
foreign art markets between 1921 and 1922,
where Kramaf underlined the advantages
of the already realized acquisitions, also
highlighting the possibilities of new,
financially very profitable future purchases
and the necessity of upping state support
for these purposes.’? His letter, among
other things, reads: “... As a result of the
overall financial crisis, the rise in the prices of
life requirements and the simultaneous decrease

of the value of money, which has mainly affected
the middle-class intelligentsia with fixed incomes,
the foreign markets during the past two years
began abounding with an extraordinary number
of objects of art, and treasures so far impregnable
were released...” The closing of the letter
stresses that “... The decisive aspect can solely

Bulletin of the National Gallery in Prague XXI1-XX111/2012-2013

3 St Wolfgang from Bily Mlyn in the Bohemian Forest,
c. 1500, Inv. No. P 176. Purchased 1923 from Joe
Hloucha who had acquired the sculpture in Domazlice.

be the benefit of the state picture gallery, and this
benefit commands it to purchase there where it
can purchase profitably or there where it is offered
- and here the price is irrelevant - that what a
picture gallery absolutely must own. [...]1 All this
also clearly shows the necessity of an annual item
of several million Crowns in the state budget,
allocated for the purchases for our collections. This
amount must be the more considerable the more
it is evident that there is no longer any hope of
acquiring anything of the Viennese treasures from
the former imperial house, and that we are forced
to build our collections alone”.>

The largest convolute of medieval
sculpture, totalling 32 wood carvings, was
purchased by Kramaf from the writer,
traveller and adventurer Joe Hloucha in
1923, 1924 and 1930.* Hloucha mainly
focused on collecting artefacts of Oriental



and Negro cultures, simultaneously
purchasing works of European and
Bohemian provenance at various auctions
both in the Czech lands and abroad and
reselling them. Vit Vlnas, who along with
Olga Kotkovi closely followed Hloucha’s
collecting activities, noted that he would
offer the works of art in his property

for sale anytime he needed considerable
amounts of money for his personal needs.”
The objects purchased from Joe Hloucha
found their firm place in the permanent
exhibitions of the Picture Gallery and later
the National Gallery in Prague and many
of them also became its deposits thanks to
the gradual extending of the collection.

Apart from the paintings, Hloucha with
the same purpose sold fifteen medieval
wooden sculptures to the Gallery in 1923,
among them the significant carving of the
Christ of Sorrows in the Clouds (Inv. No. P 168)
which Kramé¥ later discussed in detail
in a separate study.” In the following
year, the director enriched the National
Gallery’s collection by purchasing another
six sculptures from Hloucha,*® mainly the
outstanding Nativity relief by the Master
of the Maridnska Tynice Annunciation
and St Christopher with Infant Jesus
(Inv. Nos. P 204 and P 205) (Fig. 1), which
became part of the most recent permanent
exhibition of medieval art in the Convent
of St Agnes of Bohemia.*

The last more extensive purchase from
Hloucha's property, realized by Kramaf in
1930, brought the Gallery eleven wooden
sculptures of varying quality. The collector
expected to earn a considerable sum from
the deal and originally planned to sell 23
Gothic sculptures; the transaction was,
however, realized only in part.*° It included
the carving of St Wenceslas (Inv. No. P 288)
(Fig. 2), which is captured side by side with
Vincenc Kram4f in a photograph from the
installing of the new permanent exhibition
of the State Collection of Old Masters in
the City Library in 1936.#

In connection with Krama#'s acquisitions,
there is an important and yet unnoticed
document from the National Gallery
Archives which is worth attention as it
sheds light on the origin of some of the
sculptures purchased from Joe Hloucha.*
The type-written list of individual items,
dated 28 April 1928, is accompanied by
Hloucha’s notes, made in his characteristic,
generous handwriting, as to where and
from whom the collector acquired the
given work of art.® It, for example,
states “from Domaglice” and a hand-written
inscription “from a farm owner, on the wall”
next to the sculpture of St Wolfgang, and

4 The Pieta from the Plzeri Region, 1510-1515, Inv. No. P 173. Purchased 1923
from Joe Hloucha.

the provenance of The Pieta is specified
as the Plzefi region and, in more detail,
by the written inscription “a village near
Plzeri, a middleman”.* The St Wolfgang (Fig. 3)
sculpture is identical with the carving
listed in the 1902 Domatzlice Inventory of
Monuments at the farm in (formerly from
Bily Mlyn) in the Bohemian Forest* and
was registered in the National Gallery
in Prague under Inv. No. P 176.% The
Pieta can undoubtedly be identified with
Inv. No. P 173 (Fig. 4). The yet unpublished
document thus uniquely proves the origin
of some wooden sculptures today held by
the National Gallery and it is certainly the
document claimed by Vincenc Kraméf from
Joe Hloucha in his letter of March 1928,
in which he also rejected Hloucha’s offer
to sell a sculpture by Franti§ek Bilek to
the institution.#” Hloucha was reportedly
asked to provide a list of provenances of
the works sold to the Gallery between 1923
and 1924. Vit Vlnas and Olga Kotkovi,
however, did not succeed in finding the
document and eventually raised some
doubt that Hloucha had actually never
issued it.+

Joe Hloucha was not the only target of

23

Kram4ai's acquisition interests. Another
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5 A Female Saint
from Maridnské
Ldzné, Master of

the St Bartholomaus
Crucifixion from Plzen,
before 1450,

Inv. No. P 184.
Purchased 1924 from
Karel Wagner.
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rather extensive group of sculptures

was purchased between 1922 and 1924
from the collection of the academic

painter Karel Wagner. It included nine
wood carvings, among which are the
especially excellent minute relief with

The Adoration of the Magi, later attributed

to the significant Zwickau sculptor and
follower of Tilman Riemenschneider, Peter
Breurer (Inv. No. P 189),% and the small
but charming Female Saint, attributed to

the Master of Crucifixion from the St
Bartholomius in Plzeni (Inv. No. P 184)

(Fig. 5).%° Clarifying the original provenance
of the sculptures acquired from the Wagner
collection was again supported by a finding
from the National Gallery Archives, holding
an unpublished and undated inventory

of works from the Wagner collection

which Kramaf himself compiled and
selected for purchasing.” Each item there
is accompanied by the work’s provenance
which was, however, forgotten over the
years.>?

The collection of medieval sculpture
during the 1920s simultaneously received
works from the properties of small-
scale collectors. For example, there is
the exceptional Late Gothic sculpture of
Christ the Victorious, later attributed to the
Master of the Doksany Altarpiece.’ Also
worth mentioning are two sculptures
of South-Bohemian origin, provided
by Alexandra Schranilova from Prague
(Inv. Nos. P 279 and P 281) (Fig. 6),>* and the
small sculptures The Mourning Virgin Mary
and St John the Evangelist from Borovany
(Inv. Nos. P 217 and P 218), purchased
from the Prague sculptor Frantisek Zmek™»
and currently displayed as part of the
permanent exhibition in the Convent of
St Agnes. The Variant of the Madonna of
Cesky Krumlov (Inv. No. P 226) of European
significance, executed in cast stone along
the lines of the International style, was
acquired from a Viennese antique store in
1925.5¢

While Kraméaf was still the director, the
Gallery had to move its collections from the
Rudolfinum to the rather unfitting spaces
of the Prague City Library in 1929. Here,
the Gallery presented a new permanent
exhibition composed of new acquisitions,
whose main axis became Bohemian
medieval art, supplemented by several
Baroque works.” Vincenc Kraméf provided
brief information about every work in
the exhibition catalogue. The installation
was very positively reviewed by Antonin
Matg&jéek who mainly praised Kramai's
acquisition policy: “It was, however, possible
to justly evaluate the activity and the merits of

the director of the Picture Gallery of Patriotic
Friends of the Arts, Dr Vincenc Kramdr, who was
entrusted with care of the art collection ... Let us
stress here that Kramdr as a keeper of the state
artistic property accomplished his role with utmost
conscientiousness, fully understanding the tasks

of the future state institution...”*® The concept
of the permanent exhibition departed from
an earlier proposal, the so-called Nostitz
programme co-developed by, among others,
Wilhelm von Bode.”

In the following years, Kramaf continued
purchasing works of art and the collection
again received rather significant new
arrivals. Apart from more medieval panel
paintings (e.g., The Emauzy Crucifixion),*
Kraméf purchased several sculptures from
renowned Prague antiquaries. In 1937, the
collection received several wood carvings
acquired from Karel Chaura® and, in
1939, from Viclav Hofej3, a noted Prague
antique dealer.®? Other additions from
that time were The Prostéjov Madonna® and
a Nativity relief from Krasikov,** purchased
from Moravia. The latter, originating from
the former Prost&jov collection of Jaroslav
Mathon, recently underwent demanding
restoration and in 2011 became part of the
long-term exhibition of medieval art.®

When the permanent exhibition in the
City Library was reinstalled in 1936, it again
accommodated new acquisitions. It was
divided into several sections according to

6 St John the Evangelist
from Majdalena near
Trebori, Master of the
Zebrak Lamentation -
workshop, c. 1515,

Inv. No. P 281. Purchased
1930 from Alexandra
Schrénilova.
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7 The Virgin Mary
and Child with

St Anne, Jorg Lederer
- workshop, c. 1515,
Inv. No. P 5905.
Acquired 1945 from
the former Frantisek
Ringhoffer collection
from Kamenice near
Strandice.

the individual schools. Vincenc Kramé¥
accompanied it by a summary publication,
underlining that the core of the collection
was a group of “works from the glorious period
of the 14™ and early 15™ centuries”.° In 1937,
the Picture Gallery was renamed as the
State Collection of Old Art, and the Brief
Guide to the State Collection of Art,”” basically
an updated re-print of the earlier edition,
was published the following year. Both
these versions testify to the supreme level
of Kramai’s connoisseurship not only
in the sphere of the old masters. The
datings of the particular works as well
as their attributions given in the Guide
remain valid till today with only minor
exceptions. Kramaf also left an equally
indelible trace in the National Gallery in
the field of technological research when he
began cooperating with the restorers Adolf
Bélohoubek and Bohuslav Slansky,* laying
the foundations of the future Restoration
Department of the National Gallery in
Prague with the latter.

In early 1939, the Gallery was entrusted
to the priest and university professor
Josef Cibulka who steered it through
the wartime period.® In 1939, under his
management, the institution organized an
exhibition of the works acquired for the
Collection of Old Art between 1 January
and 30 April of the same year, presenting
66 paintings and 13 sculptures.” The
magazine Uméni [Art] also published a
more detailed study analysing some works

12 | Bulletin of the National Gallery in Prague XXII-XXI11/2012-2013

held by the Gallery.” The collection at

that time moreover became The National
Gallery,” although it had to be officially
called the Czech-Moravian Land Gallery
during the Second World War. Archive
documents prove that all art purchases
began to be systematically approved by an
acquisition committee only after the arrival
of Josef Cibulka, who personally appointed
its members.” Vincenc Kramaf before him
used to decide about the purchases for the
gallery exclusively by himself.

From the Second World War

to the Present

The pre-war years, poisoned by the
spreading Nazism, as well as the wartime
period delivered the Gallery new
acquisitions from Jewish properties. Before
1939, these were the works from people
who sought refuge from the Nazi laws

in emigration,” while during the Second
World War the collection also received
Jewish property directly confiscated by

the Nazis.” In both cases, the works were
returned to the heirs of the original owners
as late as in the 1990s.

Part of the Gallery’s collection in 1939
became paintings and sculptures of mainly
German and Italian provenance from the
collection of Franz Ferdinand d’'Este from
the Konopisté chateau, while especially the
works of medieval sculpture stayed hidden
from the public eye in the depositories
until recently.” Part of this collection was
transferred to the National Gallery in 1939,
the second part in 1943 when Konopi§té
was seized by the Gestapo units.

The post-war director of the renewed
National Gallery became Vladimir Novotny,
formerly Kramé#'s assistant and then
Cibulka’s deputy.” In 1945, Novotny
opened an overview permanent exhibition
of selected works of art, which was still
held in the spaces of the City Library.”®
The closing of his consideration in the
accompanying catalogue was entirely in
the spirit of the new era and emphasized
the need to variegate the collection with
“the art of the Slavic nations, especially that of
Russia”.”® After 1945, the collection was
expanded with works from confiscated
German property. Thus, for example,
the National Gallery received a large
group of works previously owned by the
manufacturer Franti§ek Ringhoffer from
Kamenice near Strancice® (Fig. 7) and part
of Jindfich Bélohiibek’s collection from
the Vinof chateau.® The National Cultural
Committee, established in 1946,%* gathered
works of art detected at the confiscated and
later nationalized chateaux and castles and



subsequently allocated them to particular
institutions at its own discretion.® In 1947,
several works were forcibly donated to the
collection in exchange for export licences
granted to the families fleeing from the
arriving communist regime.?

In 1948, the National Gallery again
acquired the Sternberg Palace, where the
new installation opened the next year.

In the turbulent years following February
1947, other items from mainly Church
property were temporarily® transferred to
the Gallery as deposits, and the collection
also expanded due to the massive transfer
of works from the Museum of Applied
Arts in Prague.” Those from the latter
institution included works already well-
known from professional literature (e.g.,
The Velhartice Altarpiece and a group of
sculptures by the Master of the Marian
Altarpiece from Seeberg, formerly held in
the Czernin collection,®® as well as items
whose line of provenance is basically
impossible to trace). Other contributions
to the collection were purchases,® one of
the most significant being The Madonna of
Michle, acquired in 1949.%°

The Acquisition Committee, appointed by
the National Gallery’s director, continued
their sessions during the 1950s. The
body approved the purchasing of several
significant works, among them The Seated
Virgin Mary Expectans®* (Fig. 8) and The Virgin
Mary and Child with St Anne by the Master of
the Marianska Tynice Annunciation® (both
are today part of the permanent exhibition
in the St Agnes Convent)” and the minute
but mesmerizing Late Gothic sculpture of
a Female Saint.** (Fig. 9) From the late 1950s,
the Gallery curators also scoured the stores
of the official company Antiques in search
for works to complement the collections.”
It is, unfortunately, very difficult to trace
the provenance of the sculptures and
paintings acquired in this manner since the
protocols of the individual committees only
exceptionally mention where a particular
work was even acquired by the antiquary.
From this view, the especially important
periods for the collection of medieval art
were the 1960s and 1970s when mainly the
collection of Late Gothic sculpture was
expanded with fundamental works. For
example, there was the 1961 purchase of
the sculpture of St Leonard by the Master
of the Zvikov Lamentation? and the 1964
purchase of The Madonna of Mal$in by the
Master of the Zebrak Lamentation, the
latter having earlier been in the property of
the Prague painter Karel Wagner, although
it arrived to the National Gallery from
Hradec Kralové.”

8 The Seated Virgin
Mary Expectans,
1430-1440,

Inv. No. 1978.
Purchased 1950 via
an antique store.

9 A Female Saint
(St Catherine?),
1500-1510,

Inv. No. P 2406.
Purchased 1962 from
a Prague private
collection.
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10 The Lamentation
from Lovosice,
1520-1530,

Inv. No. P 6431.
Donated 1975

by Vilma Vrbova-
Kotrbova.

14

The new installation of Bohemian Gothic
art in the Sternberg Palace dates to 1962.
Its authors (Jaromir Homolka, Ladislav
Kesner and the architect Jaroslava Mrizova)
described their basic aim as creating “... an
installation whose concept would conform the most
recent findings of contemporary art-historical
research and would provide visitors with an
utmost complex and clearly articulated view of
the development of sculpture and panel painting
from the early 14" century to the period around
1530. [...] This generated two essential principles
to follow. First, to arrange the exhibits in
chronological order, and second, to compose them
into the most enclosed stylistic wholes possible
in the individual halls, where the paintings and
sculptures would complement each other”.%
These two requirements, determining
the future form of the permanent
exhibition, are in fact applicable to these
days. The “strict selection of exhibits”,*°
which distinguished the installation from
previous ones, was supplemented by
some new acquisitions and loans.’® And
although the result was a less numerous
group of exhibits, the higher was their
- strongly emphasized - quality. The
thus presented collection became a firm
foundation for future exhibitions of the
National Gallery in Prague. The catalogue
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of the permanent exhibition of Bohemian
Gotbhic art, including an outline of both
sculpture and painting development in the
Czech lands, was published two years later,
in 1964.*

The National Gallery’s director from
1967 was Jifi Kotalik. The works by old
Bohemian masters under his management
moved to the St George’s Convent at
Prague Castle, where the new permanent
exhibition of medieval, Renaissance and
Baroque art opened in 1976. The guide to
the medieval and Renaissance part of the
installation was written by the collection’s
curator Marie Anna Kotrbovi, a student
of Albert Kutal.*> The exhibition in the
new and more generous spaces followed
in the installation concept designed in
the 1960s and was mainly focused on the
High Middle Ages of the 14" and the first
half of the 15™ centuries. In addition, it
was complemented by significant loans
in order to provide a complex view of the
development of medieval art in Bohemia.
The works left out from the Prague
installation - mainly the already extensive
fund of Late Gothic - found their place at
the new exhibition organized at Kost castle
the next year.’> In the same period, the
Centre of Care of Historical Monuments



in the Central-Bohemian Region (today
UOP Central Bohemia) installed a
permanent exhibition at K¥ivoklat castle,
focused on the works from the region and
abounding in loans from the National
Gallery’s depositories. These two “castle”
installations earned a long review mainly
highlighting their “study” character.*** The
Sternberg Palace maintained the permanent
exhibition of old European masters,
enriched with a significant collection of
19%- and 20™-century French art, and it
reopened in 1976.1%

The acquisition policy of the National
Gallery in Prague during the 1970s
and 1980s further followed the lines
of purchasing from antique stores and,
eventually, from private owners who would
contact the institution with this aim.
Hence, for example, the minute work by
the workshop of the Master of the Michle
Madonna - The Madonna of Hrabovd™¢ - and
several Late Gothic wooden sculptures
from the former collection of a First-
Republic collector from Prague.'” The
collection of medieval sculpture was also
enriched by several donations, for example
the monumental Lamentation from Lovosice
(Fig. 10) and the rare minute sculpture of
Vanitas, both donated by Vilma Vrbova-
Kotrbovi in, respectively, 1975 and 1983.1°8
In the late 1980s, the National Gallery
for the first time in its modern history
organized an exhibition of its attributions
which was, however, limited to the period
between 1987 and 1988.2° The only
exhibit representing medieval art was The
Madonna, a sculpture of probably North-
West Bohemian origin, purchased from
a Prague collection.*® The year 1988 also
saw the publication of new and more
comprehensive catalogues of permanent
exhibitions in the St George’s Convent and
the Sternberg Palace, providing a complete
list of exhibits.®*

The post-1989 restitution process
returned numerous works of art hitherto
held by the National Gallery to their due
owners. Works of this kind were bought
back for the Gallery by the State in only a
few cases."? Several significant acquisitions
realized by the Collection of Old Masters
during the 1990s and in the early
21% century included the stone sculpture
of a Female Saint with a Book, executed along
the lines of the International style," and
the wooden sculpture of The Virgin Mary
and Child with St Anne from around 1360,
purchased somehow later from a Viennese
antique store.”# The field of panel painting
was enriched in 1998 by a wing from The
St Catherine Altarpiece, produced by the

workshop of the Master of the Litomé&fFice
Altarpiece,™ while the sculpture of The
Seated Virgin Mary (Fig. 11), later attributed
to the Master of the Kefermarkt Altarpiece,
came in 2001.%¢ The most recent major
acquisition for the collection of medieval
sculpture was The Madonna Standing on

a Lion from before the mid-14™* century
(Fig. 12), which Ivo Hlobil cogently
incorporated into the oeuvre of the Master
of the Michle Madonna."” The sculpture
was purchased in the same noted Viennese
antique store as the above-mentioned
14t-century Virgin Mary and Child with

St Anne.

All the above-mentioned purchased
works of art are today part of the
permanent exhibition “Bohemia and
Central Europe”, which opened in the
Convent of St Agnes of Bohemia in 2000.
The new feature of this installation is the
incorporation of Bohemian and Moravian
medieval and early Renaissance art into a
wider, Central-European context. The 1993
abolishing of the exhibition at Kost castle
moreover provided noticeable support for
the section of Late Gothic works, and the
entire exhibition also received significant
loans from the Church. In addition, some
works were presented to the public for the

11 The Seated Virgin
Mary, Master of the
Kefermarkt Altarpiece,
1475-1480,

Inv. No. P 8879.
Purchased 2001 from
a Prague private
collection.
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12 The Madonna
Standing on a Lion,
Master of the Michle

Madonna, 1340-1345,
Inv. No. P 8935.
Purchased 2004 from

a Viennese antique

store.
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first time after a demanding restoration."®
The guide to the St Agnes permanent
exhibition, however, came out with a six-
year delay after it opened.™?

This brief overview clearly shows that
the core collection of medieval art, today
held by the National Gallery in Prague,
but established and developed by Vincenc
Kraméf from the early 1920s, underwent
substantial changes during the almost one
hundred years of its existence. It grew via
acquisitions from private as well as Church
collections and, most recently, again by
purchases from abroad. All these efforts
have helped develop a unique and varied
convolute containing not only prime works
of art but also works of study character.
The Gallery collection thus provides a
complex view of the history of medieval
sculpture both in Bohemia and in Central
Europe.
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* The study was made possible via the Grant
for the Long-Term Conceptual Development of
the Research Organization of the Ministry of
Culture of the Czech Republic.
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2 For an overview of literature on the subject,
see esp. Vit Vlnas, “Vincenc Kramai’s Gallery,
Its Predecessors and Its Successors (Marking the
Bicentenary of the National Gallery in Prague)”,
in: Bulletin of the National Gallery in Prague V-VI,
1995-1996, pp. 7-15 (in English) and pp. 177-181
(in Czech); Lubomir Slaviéek, “Auktionen der
Gesellschaft patriotischer Kunstireude in den
Jahren 1796-1835", in: Bulletin of the National
Gullery in Prague XI1-XIII, 2002-2003, pp. 25-50
(in German), pp. 124-135 (in Czech), esp. Note 2,
p- 132.

3 Vit Vlnas (ed.), Obrazdrna v Cechdch 1796-1918
[exhib. cat.], National Gallery in Prague 1996.

4 Lubomir Slaviek, “Societas atrium in patria
fautorum. Obrazarna Spoleénosti vlasteneckych
pfatel uméni a podatky institucionalniho
sbératelstvi v Cechach”, in: Lubomir Slavigek,
“Sobé, uméni, prdteliim.” Kapitoly % déjin sbératelstvi
v Cechdch a na Moravé 1650-1939, Brno 2007,

pp- 151-168.

5 Vojt&ch Lahoda - Olga Uhrova (eds.), Vincenc
Kramdf. Od starych mistrii k Picassovi [exhib. cat.],
National Gallery in Prague 2000.

6 Lada Hubatova-Vackovi, “Sonda do
Kramafovy akvizi¢ni politiky”, in: Vojtéch
Lahoda - Olga Uhrova (eds.), Vincenc Kramdr
(quoted in Note 5), pp. 169-173.

7 Stépanka Chlumska, “Medieval Art in Bohemia

in the Collections of the National Gallery in Prague.
Short History of the Collection and its Presentation”,
in: Stépanka Chlumska (ed.), Bohemia & Central
Europe 1200-1550, National Gallery in Prague
2006, pp. 9-11.

8 Vit Vlnas, “Vincenc Kramai’s Gallery”
(quoted in Note 2), p. 178.

9  Verzeichniss der Kunstwerke, welche sich in der
Gemiilde-Gallerie der Privatgesellschaft patriotischer
Kunstfreunde zu Prague befinden, Gesellschaft
patriotischer Kunstfreunde in B6hmen, Prag
1827.

10 Collections of 19™-century sculpture were
presented at exhibitions of the Academy of
Fine Arts in Klementinum from about 1828.
Organizing these events was taken over by

the newly established association Krasoumna
jednota in 1835. See Vit Vlnas - Tom4$
Sekyrka, “Bildhauerei auf den Austellungen
der Gesellschaft patriotischer Kunstfreude

in den Jahren 1821-1875", in: Bulletin of the
National Gallery in Prague XII-XIII, 2002-2003,
Pp- 51-75 (in German), pp. 137-145 (in Czech),
esp. p. 137.

11 St&panka Chlumska, “Bohemia & Central
Europe 1200-1550” (quoted in Note 7), pp. 9-11.
12 The panel was purchased for the
collections almost a century later, in 1923, by
Vincenc Kramaf. National Gallery Archives,
SVPU AA 2001, Ref. No. 365; AA 2002,

Ref. No. 126.

13 Viktor Barvitius, Katalog obrazdrny

v Domé umélcii Rudolfinum v Prage, Spole&nost
vlasteneckych p¥atel uméni, Praha 1889,

Cat. Nos. 51 and 52, pp. 47-48 (O 476 is a
donation from Count Albrecht Kounitz; O 477
was donated by LL.D. Kornelius Schiffner).
14 Viktor Barvitius, Katalog obrazdrny (quoted
in Note 13), Cat. Nos. 55 and 56, pp. 50-51
(both paintings were formerly in the Stuchlik
collection in Ceské Budg&jovice).

15 Viktor Barvitius, Katalog der Gemdlde-Galerie
im Kiinstlerhause Rudolfinum zu Prag, Gesellschaft
patriotischer Kunstfreunde in B6hmen, Prag
1889.

16 The catalogue mentions two German
portraits dated 1533 (Cat. Nos. 4 and 5, section
III. Works of Sculpture, pp. 278-279). These
companion relief portraits were loaned from the
Prague Castle Picture Gallery which holds them
until today.

17 Pavel Bergner, Katalog obrazdrny

v Domé uméleii Rudolfinum v Praze, Spoleénost
vlasteneckych pfatel uméni, Praha 1912.

18 Pavel Bergner, Katalog obrazdrny (quoted in
Note 17), Cat. No. 137, pp. 45 (the painting was
purchased from Count Czernin).

19 1Ibid., section Sculpture, pp. 355-364. Two
small reliefs from the Prague Castle collections
were exhibited again: Cat. Nos. 1209 and 1210,
p- 361.

20 See, e.g., Marek Krejéi, “Dopisy Maxe

Bulletin of the National Gallery in Prague XXII-XXI11/2012-2013

17



Dvofaka Vincenci Kraméarovi?, Uméni LII, 2004,
PP- 353-369.

21 Vincenc Krama¥, Dnesni kulturni reakce

a Moderni galerie, Praha 1927, p. 49 (“.. af
koupémi, ¢i vgpiijékami o soustiedéni dél hlavnich
nasich uméleckyjch obdobi, o ziskdni hodnotnyjch a pro
nds vyznamnych cizich dél roxsitujic program sbirky

o plastiku ...” [see the motto of this essay]). The
quote is also mentioned by Lada Hubatova-
Vackova in: “Sonda do Kraméarovy akviziéni
politiky” (quoted in Note 6), p. 170.

22 For example Antonin Maté&jéek in the early
1920s published a monograph Die bohmische
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Mid-18"™ cent. master (type-written); below, in
handwriting: “Kupecky”, canvas, Painter Alphena
(type-written); next to it, in handwriting:
“purchased from Bratislava from dealer Jefdbek,



originates from a Slovak arist. property” (author’s
note: Inv. No. O 1364, as Peter Brandl).

Master of the 1°t half of the 15 cent., panel

St Mary of Egypt (type-written); next to it,

in hadwriting: “Bratislava, arist. Osmich (?)"
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Inv. No. O 17256, former Inv. No. O 1363)
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little Madonna (type-written); next to it, in
handwriting: “Prague, private” (author’s note:

Inv. No. O 1366).

Ttalian 14"-century master, little Madonna (type-
written); next to it, in handwriting: “Prague,
private” (author’s note: Inv. No. O 1365).
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in handwriting: “Praha, Wiinsch” (author’s note:
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6 icons (type-written); next to it, in
handwriting: “Praha, Brindisi” (author’s note:
Inv. Nos. O 1370-0 1375).

Sculptures:

Bust of Christ, from Prague (type-written); next
to it, in handwriting: “Vondruska collection, auction”
(author’s note: Inv. No. P 168).

Sv. Woligang, from DomaZzlice (type-written);
next to it, in handwriting: “from a farm owner,

on the wall” (author’s note: Inv. No. P 176).

St Barbara, small (type-written); next to it, in
handwriting: “Plzeri region, purchaser” (author’s
note: Inv. No. P 170).

St Barbara, large (type-written); next to it,

in handwriting: “Susice, purch. from a family”
(author’s note: Inv. No. P 203).

Group of St Anne and 3 Men (reportedly from
Ojbin) (type-written); next to it, in handwriting:
“Upper Lusatia, castle Ojbin, acc. to an old collector
from Liberec” (author’s note: Inv. No. P 178).
Small Madonna from the Turnov region (type-
written); next to it, in handwriting: “Turnov, from
the Busek family” (author’s note: Inv. No. P 167).
South-Bohemian Madonna (type-written); next
to it, in handwriting: “Ceské Budéjovice, the collector
himself" (author’s note: Inv. No. P 166).

A little larger and less gracious Madonna (type-
written); next to it, in handwriting: “? from Ceské
Budéjovice” (author’s note: Inv. No. P 202).

On the reverse:

St Sigismund, SuSice (type-written); next to it, in
handwriting: “Susice, from the parish, that middleman
is no businessman” (author’s note: Inv. No. P 165).
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next to it, in handwriting: “a village near Plzeri, a
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it, in handwriting: “Liberec, the art dealer himself”
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P 175).
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written); next to it, in handwriting: “purchased in
Prague, Pacovsky” (author’s note: the name is not
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the handwritten inscription illegible (author’s
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Vit Vlnas - Olga Kotkova, “Piti plnymi dousky
Evropu” (quoted in Note 34), p. 780.
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dousky Evropu” (quoted in Note 34), pp. 783-784.
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Cat. No. 46, p. 222.

50 Antonin Liska, “Ceské sochai'stvi v dobé
slohové premény kolem roku 1450”, Uméni IX,
1961, pp. 372-390; Jiff Fajt, “Cat. No. 277, Master
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Saint”, in: Jiff Fajt (ed.), Gotika v zdpadnich Cechdch
1230-1530 [exhib. cat.], Part III, National Gallery
in Prague, pp. 685-687.

51 National Gallery Archives, fund Kramar,
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Ulrich Creutz Bystfice on the house [author’s
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Female saint Budéjovice St Anne Convent [author’s
note: Inv. No. P 185]

Christ 15™ century Teplice [illegible ... amateur]
[author’s note: Inv. No. P 186]
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55 Purchased 1924. National Gallery Archives,
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57 Vijstava obrazii a plastik zakoupenyjch stdtem
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XXI, 2010-2011, pp. 22-42 (in German) and

Pp- 138-149 (in Czech).

66 Vincenc Kramaf¥, Struény priivodce obrazdrnou
Spolecnosti vlasteneckijch pidtel uméni v Cechdch,
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Uméni XLIII, 2000, pp. 78-81.
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71 Josef Cibulka - Jan Lori3 - Vladimir
Novotny, Vijstava pririistki ve Stdtni sbirce starého
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Uméni, Praha 1939.

72 Vit Vlnas, “Vincenc Kraméi’s Gallery”
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7th session of the Acquisition Committee (of
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the antiquary Vaclav Hofej$. National Gallery
Archives, CMZG/K, AA 2036.
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Morawetz collection).
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collection (see, e.g., Patrik Simon, Jindfich Waldes:
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nebo Matthius KreniB? Ke stylovému ptavodu
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Mezihorakova - Dalibor Prix, Artem ad vitam.
Kniha k pocté Ivo Hlobila, Praha 2012, pp. 86-94.
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et historia artium vol. 5), Praha 2006,

PP. 327-349.

89 E.g., the purchase of several wooden
sculptures from the collection of Adolfina
Jurankova (Inv. Nos. P 705, P 707, P 708).
National Gallery Archives, NG-NK 1949/46

(19 November 1949).
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118 E.g., the relief with The Assassination of
Five Holy Brothers by the circle of Master IP

(Inv. No. P 4529). See Sté€panka Chlumska (ed.),
Bohemia & Central Europe 1200-1550 (quoted in
Note 7), Cat. No. 182, p. 151.
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“Doorstep Transactions” -
Structural and compositional
transformations on Gerard Dou’s
Young Lady on a Balcony®

ANJA K. SEVCIK = JIRI TRESTIK

In a description of St. Petersburg from
1805 we encounter Heinrich Christoph
von Reimers’s praise of a painting in Palais
Bezborodko by Gerard Dou (1613-1675)
that is now in the collections of the
National Gallery in Prague (Inv. No. O 650,
Figs. 1 and 2):

“pon Gerhard Douw eine Holldnderin, die vor
der Thiir steht und ins Freie sieht; besonders
schon sind die Inkarnation ihres Gesichts, ihr
griinsammetner mit Hermelin gefiitterter Mantel
und der tiirkische Teppich, auf den sie sich stiitzt.”

The charming subject, the painterly
brilliance and the fame of Dou as
the founder of the Leiden school of
“fine painters” obviously made a great
impression on Reimers. He was not the
only one smitten by the picture’s special
appeal; over the centuries we come across
the painting in various distinguished
collections - a reflection of the value that
elite circles of collectors placed on Gerard
Dou’s art and the princely sums they were
willing to pay for it.*

Using numerous new sources, this article
first investigates the chain of provenance
and the appraisals of this precious
collector’s piece in the past. A technical
mystery is subsequently analyzed: as

first noted by Wilhelm Martin in his
work monograph from 1901° and clearly
confirmed in the course of extensive
technological analyses and restoration
work in 2006-2011, the painting’s support
consists of two wooden panels. A smaller
panel (18.8 x 14 cm) with the motif of the

young woman is slightly asymmetrically
embedded into a precisely hollowed out
larger panel with the urban landscape
(38 x 29.5 cm), in a manner that is not
discernible if the reverse side of the
painting is examined (Fig. 3).°
Another finding also invites clarification:
the age-related transparency of the colours
and minor damages to the paint layer
have revealed an older version of the
scene beneath the urban landscape on
the framing panel, thus documenting
significant compositional changes. In
addition, a comparatively rough handling
of some areas, including the bridge and
the water surface, is noticeable, as is
the untypical manner of the signature
“GDOV” on the outer panel, in which
the characteristic enlargement of the first
majuscule in the ligature “GD” is missing
(Fig. 4).” These observations were taken into
account in the Illustrated Summary Catalogue
from 2012, and attribution was amended
there to include the participation of Dou’s
workshop.®

Based on sources relevant to the
painting, studies of Dou’s work technique,
comparative cases from the Leiden School,
and extensive technological analyses,® the
authors attempt to reconstruct the genesis
of the painting, as well as to provide a
possible explanation for the complicated
construction of the wood panel and an
answer to the question of the extent of
involvement of Dou himself, his workshop
or other hands on the Prague panel.

Anja K. Sev¢ik,
curator of the
National Gallery
in Prague,
specializes in
Dutch Painting.

Jiri Trestik,
restorer of the
National Gallery
in Prague, is
focused on
research and
restoration of
the works of

old European
masters.
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1 Gerard Dou, Young Lady on a Balcony. The National Gallery in Prague.
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1. Patrons, Collectors, Connoisseurs

The Painting’s Stations, from Leiden to
Prague via Paris, London, St. Petersburg
and Vienna

a) Johan de Bye and his Dou Exhibition in
Leiden in 1665

“A young woman, leaning over a parapet
with a rug, who is looking to the side,
without frame” is the earliest known
description of the Prague painting. It
comes from the “loan agreement” that
Dou’s collector and patron Johan de Bye
(Bije) concluded on 18 September 1665
with the painter Johannes Hannot. For

40 gulden a year de Bye rented a room

in Hannot’s house in which to publicly
exhibit 27 works® by Dou from his
holdings; this was thus the first “one-man”
exhibition of a Dutch painter’s work during
the artist’s own lifetime. The exhibition
location was a strategically clever choice
because Hannot’s house was across from
Leiden’s prominent town hall, where sale
exhibitions of art works and books were
held twice yearly in the entrance hall. 2
This accords with de Bye’s intention to sell
the collection as a whole - deduced by Piet
Bakker from the announcement of the Dou
exhibition in the Haerlemse Courant from 25
September 1665. Bakker has also plausibly
argued that the removal of the paintings to
Hannot’s house was perhaps undertaken
for the protection of the collection. As

a staunch Remonstrant, in whose home
religious ceremonies were held, de Bye
was threatened several times between 1662
and 1666 with possible plundering by
opponents of his faith.?

The opening year of the exhibition,

1665, establishes a terminus ante quem

for the genesis of the Prague painting,
although the wording of the previously
cited description in the contract does not
clearly establish whether the exhibited
piece was already the extended panel. With
the exception of the rug, part of which is
also on the core panel, none of the framing
motifs are expressly mentioned.

It can be assumed that after Johan de
Bye's death (before 1672) the collection
initially went, at least in part, into the
possession of his sister Anna de Bye,
married Knotter. Thereafter it probably
passed to his niece Maria Knotter, who left
it to her sons Adriaen the Younger und
Johan Wittert van der Aa. Adriaen van der
Aa in turn sold a number of paintings to
Pieter de la Court van der Voort in 1710,
including three pictures that had been in
Johan de Bye’s exhibition in 1665.* Young
Lady on a Balcony cannot be identified in

2 Gerard Dou, Young Lady on a Balcony - Detail. The National Gallery in
Prague.

sources relating to the estate. Neither is
there any documentary evidence that the
Prague panel was in the collection of the
Leiden doctor and art collector Frangois
de le Boé Sylvius (1614-1672), who Bakker
conjectures might have acquired paintings
from de Bye's estate.”

b) The Orléans Collection in the Palais
Royal in Paris

After 1665 we first encounter Dou’s panel
again in 1724 in an inventory drawn up
after the death of Philippe II de Bourbon,
Duke of Orléans (1674-1723).2¢ With the
exception of a few inherited pieces, his
legendary art collection (including 495
paintings) was put together from 1715 to
1723, while he was regent for the underage
Louis XV and resided in the Palais Royal in
Paris.”

Unfortunately we still do not know
when and from what source Dow’s Young
Lady came into the Orléans Collection.
Stryienski thinks that the earliest
acquisitions might have been made
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3 Gerard Dou, Young Lady on a Balcony - inset. The National Gallery in Prague.

during Philippe’s deployment in Flanders
in 1691-1695.® A connection with a six-
month sojourn in the Netherlands in
1716/17 by Philippe II's close confidant, his
tutor and the future cardinal and minister
Guillaume Dubois (1656-1723), must remain
hypothetical. Under the pseudonym Saint-
Albin, Dubois was also active as an “art
agent” for the regent; for instance during
this period he acquired the painting cycle
of the Seven Sacraments (second series) by
Nicolas Poussin from the collection of
Jaques Meyers.” A prominent Rotterdam
(art) dealer, Meyers was involved in
transactions for several paintings acquired
for the Duke of Orléans. Through the
mediation of a Herr Tramblin in 1719 Jaques
Meyers sold Adriaen van der Werff’s The
Judgement of Paris (now in London, Dulwich
Picture Gallery) to Philippe II. The Paris
financier and art collector Pierre Crozat
went to Amsterdam in 1721 on behalf of
the Duke of Orléans and also purchased
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paintings from Meyers.?* Two works by
Dou that go back to the de Bye collection
are among those that can be documented
in Meyers’s art inventories from 1714 and
1722, but they do not include the Prague
painting.*

In 1727 the Orléans Collection was
made accessible to an art-interested
public.? Parallel to this the secretary of
the Paris Academie de Sculpture et de Peinture,
Louis Francois Dubois de Saint Gelais
(1669-1737), published a catalogue of great
connoisseurship with extensive biographies
of individual painters. Information on
format and descriptions of the pictures
make an exact identification of the
paintings possible.? In his introduction
the author praises the artistic sensibilities
of the Duke of Orléans, who was able
to put together a collection within an
astonishingly short period of twenty
years that is one of the “plus curieux de
I’ Europe,” a veritable “Ecole de Peinture”



in regard to quantity and quality as well
as to the diversity of masters, styles and
epochs. Along with four other paintings
by Dou, the Prague painting is listed here
under the title Une Femme sur son Stoeb.?*
The dimensions given in Parisian feet are
identical to those of the extended format
today.

The first sale catalogue for the collection
was published in the same year, 1727. The
Catalogue des Tableaux flamands du Cabinet de
feu S.A.R. Monsigneur le Duc d’ Orléans® lists
85 Dutch and Flemish pictures. Under the
name Girard Dau we again encounter the
Prague panel, as Une femme sur un balcon. In
the foreword interested parties are invited
to contact the duke’s chancellor, M.R. de
Voyer d’Argenson, for a viewing. Notice
is given that, in case no agreement on a
price for the collection is reached by the
end of May, a sale “en detail” will take
place on 9 June 1727. Apparently it was
possible to avert this “degradation”? of the
Orléans Collection through Philippe II's
less art-minded son, Louis I de Bourbon
(1703-1752), because the Netherlandish
group of paintings did remain in the Palais
Royal. The inventories from 1752 and 1785
continue to report the presence of the
Prague panel.”

Interesting evidence of the popularity
and public accessibility of the Orléans
Collection is provided in the art travel
guide Voyage Pictoresque De Paris ou Indication
de tout ce qu’ il y a de plus beau dans cette grande
Ville en Peinture, Sculpture & Architecture by
Antoine-Nicolas Dezallier d’Argenville
(1723-1796), first published in 1749.2% The
author describes the galleries of the Palais
Royal “chambre par chambre.” Among 33
paintings in the first “Cabinet flamand”

- the blue cabinet - we find the Prague
panel: Une jeune Fille appuyé sur un balcon, de
Gerard-Dou.” The father of the guidebook’s
author, Antoine-Joseph Dezailler
d’Argenville (1680-1765), had already listed
the painting (as femme sur le perron de sa
maison) as one of the artist’s major works in
Dou's biography in his dictionary of artists
Abregé de la Vie des plus fameux peintres, avec
leur portraits gravés en taille-douce, les indications
de leur principaux ouvrages.>°

Graphic reproductions of pictures from

the Orléans gallery brought the collection
turther fame and popularity. The Recueil
d’estampes d’apres les plus beaux tableaux et
d’apres les plus beaux dessins qui sont en France,
dans le cabinet du Roi, dans celui de Monseigneur
le Duc d’Orléans were published in Paris

in 1729-42, but showcased only Italian
paintings. A three-volume luxury edition
followed in 1786 with prints of the 357

most important paintings from all schools,
published by Louis Abel de Bonafous Abbé
de Fontenai and Jacques Couché, Philippe
III's “graveur de cabinet”: Galerie du Palais
Royal gravée d’apres les tableaux des différentes
écoles qui la composent. In the third volume
we encounter a mirror image engraving of
Dou’'s painting done by Couché personally
(Fig. 5); it is a very faithful copy of the
composition in the version we see today.
However, details that are only suggested or
are not clearly discernible in the painting
now - in the urban landscape and in

parts of the foliage, the costume and the
baldachin - are precisely engraved and even
enhanced in some places. According to the
description accompanying the engraving,
the painting was in an excellent state of
preservation:

“Une femme hollandaise, prend l'air
appuyée sur le Perron d’entrée de sa
Maison, appellé Stoeb en hollandois. Elle
paroit fixer ce qui se passe de l'autre cote
du Canal qui est devant elle. Cette femme
est blonde; et sa carnation qui est de la plus
grande délicatesse, est rendué avec toute
la fraicheur de la Nature. Son Manteau de
Velours verd fourré d’hermine, et le Tapis
de Turquie sur le quel elle s’appuye sont
d'une vérité précieuse qui faut illusion, et
qui distingue tous les Ouvrages de Gerard
Douw. Ce Tableau est harmonieux, d’ un
bel effet, d’ un colorit chaud et vigoureux
et d’ une belle conservation.”

¢) The Auction of the Orléans Collection
in London
The popularity of the Orléans Collection did
not protect it from its sale by Philippe II's
great-grandson, Louis-Philippe II Joseph
de Bourbon, known as Philippe Egalité
(1747-1793). Financial difficulties caused
him to enter into negotiations with an
English consortium under the direction of
James Christie in 1788. In 1792, after a long
battle over the sale price, an initial step was
taken with the sale of the 147 works from
the German, Dutch and Flemish schools for
350,000 livres to an English syndicate under
the direction of Thomas Moore Slade.
The sale proceeded despite the protests
of French artists against the loss of this
cultural treasure that made it necessary
to transport the works secretly. In the
following year, only a few months after the
execution of Louis-Philippe in November
1793, the works of the Italian and French
masters also left France and were auctioned
in London in 1798.%

The sale exhibition for the northern
masters, held in the former building of the
Royal Academy at 125 Pall Mall, was open
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to the public upon payment of an entrance
fee from April to June 1793. The collection’s
legendary reputation led to a great host of
visitors and extensive press coverage. The
auctioning of the Orléans art treasures was
to make a decisive impression on the art
public in London.*

The very terse London catalogue lists
only three of the five works by Dou
originally in the Orléans Collection; the
Prague panel appears as no. 31, Lady leaning
on her balcony by Gerard Dou.?* The panel
changed owners for the extremely high
price of 300 guineas,’ thus fetching the
same price as Dou’s Violin Player (now in
Vaduz, Liechtenstein Collection) or the
aforementioned Mill by Rembrandt (now
in Washington, D.C., National Gallery of
Art, see note 19). This conflicts with the
judgement of William Buchanan, who gave
a detailed account in 1824 of the Orléans
Collection’s fate and its export to England.
In his opinion only the Violin Player was
among Dou’s first-class works. Buchanan
gives no information on the purchase price
or the buyer of the Prague picture, entitled
A Dutch Woman.” Notices in the London
press indicate that the paintings were sold
very quickly. According to Slade the best
pictures were already purchased within
a few days.’® The Prague panel certainly
belonged to this group because it does not
appear in a second sale catalogue from May
1795.%7

d) The Bezborodko-Kushelev Collection
in St. Petersburg

In all probability the Young Lady on a
Balcony went directly from the London sale
exhibition in 1793 to St. Petersburg, into

a collection that was being put together
with great zeal and financial commitment
by Prince Alexander Andrejevitsch
Bezborodko (1746-1799), grand chancellor
and foreign minister under Catherine II
and Paul I. Starting in 1793, he successfully
assembled one of the richest collections

in Europe in only three years,* in
emulation of Catherine II’s efforts to

bring Russia closer to Europe by building
up an art collection. The tsarina herself
owned three paintings by Dou from the
former collection of Johan de Bye.* In

a letter from 11 July 1795 to the Russian
ambassador in London, S. R. Vorontsov,
Prince Bezborodko reports that he has
acquired three paintings from the Orléans
Collection.* In 1805 Heinrich Christoph
Reimers describes the splendid Bezborodko
Palace, citing the source of many pieces

as “from the former Orléans Collection”
and also mentioning - as quoted at the
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beginning of this article - the Prague
painting by Dou.#* He moreover makes
reference to an unpublished inventory

in French, compiled by the German-

born Johann Hauff (+ 1810), who was a
prominent painting inspector and the
“best local” restorer in St. Petersburg at
the time.** Although the inventory, which
listed 330 pictures, is considered to be lost,
the number “63” - a reference to the lost
list - is found in the lower right corner of
the Prague painting: eloquent testimony

to the Dou painting’s comparatively early
entry into the Bezborodko Collection.®
The picture was to remain in the family’s
possession until 1875, when it was sold on
18-19 March 1875 in Paris from the estate
of Ekaterina Countess Grigory Grigorevich
Kushelev-Bezborodko (1811-1874).4

¢) The Collection of Johann II of
Liechtenstein in Vienna and the Donation
of the Painting to Prague

Although Rudolf von Eitelberger only
makes cursory mention of two pictures

by Dou in his 1884 report on new
acquisitions for the Liechtenstein Gallery,*
we can assume with Rudolf H68 that this
reference includes the Prague Young Lady
on a Balcony.¥ The quality of the painting
is clearly in keeping with the standards

of Prince Johann II of Liechtenstein
(1840-1929), who based his expansion

of the long-standing family collection on
museum-quality criteria. It can be assumed
that Charles (Karl) Sedelmeyer was involved
in the acquisition of the Dou painting

at the Paris auction of the Bezborodko-
Kushelev Collection in 1875, as was also
the case with the extraordinarily important
acquisitions made in Paris in 1881. At that
time the art dealer and agent Sedelmeyer,
a native of Vienna who had settled in
Paris, arranged for the prince to purchase
the Portrait of Jaspar Schade by Frans Hals
(now in Prague, The National Gallery,

Inv. No. O 628) and the Portrait of a Young
Woman with a Fan by Jan Daemen Cool (now
in Prague, The National Gallery, Inv. No. O
675) from the collection of John W. Wilson.
These paintings, initially kept in the royal
gallery in the Liechtenstein Garden Palais
in Rossau, were later among the prince’s
generous donations to the Picture Gallery
of the Society of Patriotic Friends of the
Arts, the predecessor of today’s National
Gallery.*® It was none other than Wilhelm
Bode who, at the request of the Prague

art patron Adalbert Freiherr von Lanna,
endeavoured to get the prince to make a
donation to Prague; in 1890 Dou's Young
Lady on a Balcony was part of this gift.



II. Inlay, Compositional Changes and
Leiden Iconography

The Complex Construction and Genesis of
the Painting

a) Enlargement of the Format as “Leiden
Intarsia”

Historic sources document the esteem

in which Gerard Dou’s Prague panel

was held. The beholder in former times
unquestionably believed the panel to be in
its original state. There is no mention of
compositional changes or any impairments,
although traditionally in descriptions of
Dou’s works the enamel-like appearance
and the meticulous painting technique

to be seen up close were given particular
attention: “Dau [sic!] qui est incomparable
pour la delicatesse de pinceau™ - “painted
so finely as hardly to be at all distinguished
from Enamail 5

No comments are to be found in older
sources regarding the extension of the
format, which is first brought up by Martin
in 1901.* As previously mentioned, the
current measurements of the panel are

the same as those already given in 1727 in
the catalogue of the Orléans Collection;
the engraving (Fig. 5) and description from
1786 document the same motif that we see
today, as well as the painting’s excellent
condition.’ Thus the reconfiguration of the
support and the composition must have
taken place before the painting entered the
Orléans Collection, which was presumably
between 1715 and 1723.

Technological analyses support these
findings, and even allow for the well-
founded supposition that the panel was
already presented in its extended form
in 1665 at Johan de Bye’s exhibition in
Leiden.

The pigments that have been identified
(lead white, lead-tin yellow, iron oxide
pigments - yellow/red ochres, vermilion,
green earth, natural ultramarine, indigo,
black and probably umber) as well as all
other detected materials are typical for
17" century Dutch painting and were in
common use at that time. This is also
true for the subtle chalk ground (calcium
carbonate white) used on both panels
to offset the unevenness and the wood
grain.”

The dendrochronological investigation of
the outer panel, which indicates it could
not have been painted before 1651 and
most likely not before 1654, accords with
a dating of 1665.> Dou was known for his
use of well-seasoned wood.”

Nonetheless the complicated
construction of the panel is surprising.

’ i
4 Gerard Dou, Young Lady on a Balcony - signature (IRR). The National Gallery
in Prague.

As Lammertse has already asserted, a
pieced-together panel must have been a
horror particularly for a fine painter such
as Dou, who almost exclusively used oak
panels that were carefully worked from one
board.’® The unavoidable joints inevitably
threatened the impression of enamel-like
smoothness characteristic of his paintings,
which were designed for close-up viewing.
We can probably exclude the possibility
that Dou deliberately and from the
outset worked on a panel that had been
pieced together. It can rather be assumed
that the already painted core panel was
subsequently inserted in the larger
panel. Its format of 18.8 x 14 cm matches
the dimensions of other autonomous
compositions by Dou, such as his earliest
Self-Portrait in Three-Quarter View (c. 1635-
1638, panel, 18.3 x 14 cm, Cheltenham Art
Gallery and Museums).” In terms of the
proportion between the figure and the
background, this self-portrait accords very
closely with the core panel of the Prague
painting with the half-length figure of the
young woman. Thus the latter could have
likewise been laid out as an autonomous
composition.

With a thickness of c. 0.5 cm, the “inlay”
is only half as thick as the framing panel,
which is ¢. 1 cm. Thus the “intarsia,” which
attests to highly skilled craftsmanship,
cannot be detected if the panel is examined
from the back.’® The inlay technique
proves to be a piecing method for smaller
panels that keeps the extent of joints on
the panel to a minimum - in contrast
to the alternative procedure of piecing
wooden strips on all four edges of a core
panel. At the same time the intact reverse
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side formed by the outer panel provides
the core panel with stability and insulates
the joints from external influences. Perhaps
it was these advantages that made the use
of a pieced panel acceptable even to a
demanding artist such as Gerard Dou.
The larger amount of heavy metal
(probably lead white) on the smaller panel
in comparison to the framing panel,

as seen in the x-rays, also supports the
presumption that the core panel was
painted independently. Missing parts of
ground layer close to the panel joints

is further documenting that the ground
was applied to each panel independently
(Fig. 6).

On closer examination of the relief on
the core panel, it is noticeable that the
application of paint is thicker in some
places than in others, for instance in

the area where the rug meets the young
woman’s delicately painted hand (Fig. 7).
Thus it is very likely that the core panel
was already laid out at the time of the
enlargement, but that parts of it - for
instance the woman’s house jacket - were
not yet completed. A microscopic and
micro-chemical investigation of paint
samples from the young woman'’s green
jacket, parts of which appear on both
panels, revealed identical findings for the
green paint layers on the inner and outer
panels. This is also true for the mixing
ratio of the five documented pigments:
natural ultramarine, earth green, indigo, a
small amount of lead white, and (according
to the RFA analysis) probably also lead-
tin yellow. The analysis of paint samples
taken from the sky above and below the
joint likewise showed identical pigments
there. The application of paint for the rug,
which also extends over the joints between
the panels, proved to be intact and to
have been executed in one action. There,
too, the core panel and the framing panel
exhibit the same make-up of pigments
(vermilion, lead-tin yellow, lead white).

These findings point to a close
connection in time between the painting of
the core panel and the larger version, and
are moreover quite compatible with Dou’s
pedantry in the handling of his materials,
as documented for instance in a report by
his contemporary Joachim von Sandrart.®
Such accurate mixing of the same pigments
subsequently, outside the artist’s own
workshop or after a greater interval of time,
is hardly conceivable.

Interestingly, this enlargement of the
format is not a unique case within Dou’s
oeuvre: the Reading Hermit (41.5 x 30.5 cm,
now in Zurich, David Koetser Gallery),

for instance, exhibits a similar inlay
construction.®

But what could have been the reason for
Dou to enlarge his compositions? Given
our knowledge of the time-consuming
nature of his painting technique®* and the
fact that his fee was calculated according
to the number of hours worked,® was it
the value of and esteem for the small panel
that occasioned its enlargement into a
more prestigious format?

This was the explanation put forward by
John Smith in 1829 regarding the Reading
Hermit, after he realized that the half-length
portrait of a downward-looking old man in
three-quarter profile, “which was painted
with extraordinary care and fine effect,”
had been extended to become a hermit in
a cowl who is reading the Bible in a cave
under a dead tree.** “The exquisiteness
of the work, no doubt, induced the artist
to increase the size of the picture, and
give it the development and finish it now
presents.”® An authentic signature is found
on the outer panel, allowing no doubt that
the extension was undertaken by the artist
himself. Martin (1901) und Hofstede de
Groot (1907) reached the same conclusion.%®
Ronni Baer surmises a considerable interval
between the completion of the inner panel
(c. 1630s) and the outer one (1660s). The
Portrait of a Woman in Profile (New York,
private collection) seems to have a similar
genesis. Here an oval portrait (14 x 11.7 cm)
dating from c. 1635-1640 has been inset
into a rectangular panel (18.4 x 17.6 cm);
dendrochronological investigations place
the first use of the latter in the 1660s.

In this case, however, the framing panel
remained unpainted.®

Further examples are also to be found
in Dou’s circle in Leiden, for instance in
works by his pupil Frans von Mieris I.
Mieris turned the originally round-
arched format of the Old Violinist from
1660 (Boston, private collection) into a
rectangular composition by piecing on a
painted window frame surrounded by ivy.
Buvelot and Naumann surmise in this an
emulation of the niche paintings of his
master Dou, as well as an attempt to raise
the sale price through enlargement.* In
the case of The Doctor’s Visit (Los Angeles,
J. Paul Getty Museum) from 1667 Mieris
quite radically changed the format and
composition when the picture was already
in an advanced stage and after it had been
seen by the French diplomat Balthasar de
Monconys in his atelier in 1663.7

Apparently this inlay technique
represents a commonly used method
within Dou's Leiden sphere that was
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6 Gerard Dou, Young Lady on a Balcony - RTG. The National Gallery in Prague.

purposefully rather than randomly
employed.” The assumption voiced by
Charles T. Yerkes in 1904 regarding the
aforementioned Reading Hermit, which he
owned at the time, thus appears to be
incorrect; he had postulated that damage to
the larger, presumably original panel had
made it necessary to cut out the old man’s
head and set in a new panel.”

b) Dou’s Pentimenti and Changes in the
Composition

The compositions of several prominent
paintings in Dou’s oeuvre were
subsequently revised, even without
changes being made to their format.
There was sometimes a significant interval
of time between the first version and

the reworking, as for instance with the
Quack (Rotterdam, Museum Boijmans van
Beuningen, Inv. No. St 4). Dou signed

and dated that painting for the first time
in 1652 and a second time c. 1667 or

later, after numerous changes had been
made.” The Hermit from 1670 (Washington,
D.C., National Gallery of Art, Timken
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Collection, Inv. No. 1960.6.8.) is a reworked
composition, the origins of which possibly
date all the way back to the mid-1630s.™
With the Young Mother (The Hague, Royal
Picture Gallery Mauritshuis) revisions of
the signature and date can be detected.
After an obvious reworking Dou changed
the year from 1653 to 1658.”

Such findings are surprising and present
a certain contradiction to the artist’s
meticulous painting technique: one would
logically assume that such a technique
is based on a similarly precise planning
of the composition. However, practically
no drawings or studies by the artist are
known to exist; Dou apparently sketched
his compositions directly onto the support.
Wadum offers a striking description of this
artistic dilemma: “For an artist so devoted
to the meticulous rendering of the tiniest
elements on objects, the constant change
of proportion or pose of fully finished
elements must have been an overwhelming
inner conflict.””
The struggle to achieve a satisfying
solution for the composition and to
adequately integrate a smaller panel
into a larger format is also evident on
the Prague painting. X-rays (RTG) and
infrared reflectography (IRR) show clear
“pentimenti” on the architectural elements
surrounding the half-length figure of the
young woman on the core panel. Two
stages are noticeable in these revisions.
The woman was initially flanked by two
columns that supported a vault, in a
sort of portico. Fragments of the original
entablature are discernible with the naked
eye beneath the foliage on the upper edge
of the painting. The shafts of the two
columns are clearly visible on the RTG
(Fig. 6) and IRR photos (Fig. 8), as are the
capital of the left column and the base of
the right one. The undifferentiated fixture
(a fastener?) on the parapet on the young
woman’s left may also be a fragment
of the original base of the column. In
the engraving made after the painting,
published by Couché in 1786, this space
is taken up by the fur trim of the house
jacket (Fig. 5).77
In a second stage the left column and part
of the portico vault were covered up with
a section of sky, and the edge of the house
wall was painted over and shifted slightly
to the left. The portico was transformed
into a sort of “balcony” in front of an entry
with a stone door frame, over which there
is an arched baldachin on consoles. The
grapevines or hops were apparently already
part of the first version, as evidenced by
the fact that, in the course of the revisions,



7 Gerard Dou, Young
Lady on a Balcony -
detail. The National
Gallery in Prague.

several leaves in the sky area were
contoured with the sky colour whereas
others were completely painted over, but
now show through the paint layer on the
baldachin (Fig. 9). Apparently Leiden’s
Blauwpoort (Blue Gate) was added in the
background only in the second version,
since it would otherwise have been covered
over by the left column.

Whereas the IRR photos document the
very precise and competently executed
architecture of the portico, which leaves
no doubt of Dou’s own authorship, the
second (and current) version with the
baldachin and the city landscape with the
Blauwpoort exhibits certain weaknesses.
Discrepancies in proportions and
perspective, for instance in the construction
of the baldachin and the consoles above
the door frame, are perhaps within the
range of distortions that are occasionally
seen in Dou’s work. These deformations
disappear, however, when the paintings are
seen from close up, as the artist intended.”
More striking is the cursory handling of
the left section of the background. In
her monograph on the artist Ronni Baer
described this combination of linearity
and an atmospheric sfumato effect as very
un-Dou-like.” Given the desire for the city
gate to be identifiable, this treatment has
a certain logic: the distinct forms of the
Blauwpoort are set off against the fading
city silhouette further in the background.
The same is true for the reflection of
light on the water, applied with a broad
brush in one stroke by a practiced hand.
Ronni Baer doubts the authenticity of

the entire painting on the framing panel,
including that of the masonry and the
rug. The authors of this article, however,
are of the opinion that the latter areas in
particular appear to be compatible with
Dou’s paintings. This conclusion is based
not only on the pigment analyses but also
on a comparison with other (late) works,
which likewise exhibit roughly worked
passages in addition to the smoothly
executed parts, depending on the texture,
prominence and position of the painted
object in the picture. The charm of Dou’s
illusionism rests in particular on the
freshness and daintiness of his brush, “een
curieuse lossicheyt,”° in contrast to the
dull smoothness of many of his followers
- “une touche fraiche, mais pleine d’art.”®
As will be shown in the following, the
motifs added on the enlarged panel are
moreover derived directly from Gerard
Dou’s thematic repertoire and pictorial
vocabulary, which makes their origin
within his sphere likely.

Regarding the architectural components,
a comparison of the Prague picture with
Dou’s very impressive self-portrait as a fifty-
year-old is interesting. The artist signed
and dated his portrait for the first time
already in 1663, only to re-work it after
1667 (Fig. 10).%2 The artist depicts himself
under a portico supported by columns,
very similar to the column motif on the
first, subsequently overpainted version of
the Young Lady on a Balcony. This suggests
that there is a connection in terms of the
time of origin, or at least that one was a
model for the other.
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8 Gerard Dou, Young Lady on a Balcony - detail of the overpainted left column
(IRR). The National Gallery in Prague.

An additional feature common to both
paintings is the later addition of the
prominent Blauwpoort to the composition.
This architectural landmark of the city of
Leiden is missing in the first versions of the
self-portrait and the Young Lady on a Balcony.

Erected as a city gate between 1601
and 1610, the distinctive structure lost its
original function already in 1611 with the
extension of the city, but at the same time it
became a proudly cited symbol of the city’s
geographical and economic expansion.®
Dou places it repeatedly in paintings from
the 1650s and 1660s. He consistently
depicts the Blauwpoort from the same
perspective, which Wilhelm Martin has
identified as the view from Dou’s Leiden
atelier high over the Galgewater.5

Broos sees the addition of the Blauwpoort
motif to Dou’s self-portrait as an avowal
of his decision to remain in his native
city, although the English king Charles II
had wanted to give him a position as his
court painter. A laudatory poem by Dirck
Traudenius dated 1662 refers to Dou’s
rejection of this honour in favour of his
artistic freedom.®
The roof of the Blauwpoort was redesigned
in 1667: the two tall chimneys were
shortened and the tower acquired a
lantern with large clock faces.®* On his
aforementioned self-portrait (Fig. 10), Dou
depicted the Blauwpoort with this updated
appearance, which provides a terminus
post quem for the changes made to that
composition.?”

In the case of the Prague panel, however,
we encounter the older version of the gate,
as it looked before 1667 (Fig. 7).8® Thus it
is quite possible that the version of the
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painting as exhibited by Johan de Bye in
1665 already showed the Blanwpoort. In this
case its citing could represent a gesture
of local patriotism toward the Leiden
Rederijker, a guild of rhetoricians affiliated
under the name De Witte Accoleyen (White
Columbine), who held their meetings
in the Blauwpoort until 1664.%° Baer had
already surmised that the positioning of
the fingers of the young woman’s left hand
could indicate that she once held a flower.
The retouching on her right forearm would
mesh with this as well (Fig. 7). Although
technological investigations do not provide
any proof, it is very tempting to imagine
a white columbine in the young woman’s
hand. The motto of the Rederijker, “Love is
the foundation,” would be an appropriate
subtext for the young woman’s yearning
gaze into the distance.®

Even if the latter interpretation must
remain hypothetical, we can be certain
that the composition of the Young Lady
on a Balcony is unique in Dou’s oeuvre.*
Baer already pointed out that it differs
clearly from Dou’s familiar depictions of a
servant girl in a window niche. The young
woman’s costume and the demure profile
view distinguish her as upper-class, setting
her apart from both the artist’s open-
hearted young girls in their low-cut gowns
and his wrinkled old women.> Moreover,
Dou depicts an open-air scene here, quite
rare for him. In contrast to the illusionistic
frontal window niches which usually
surround his figures, the Prague woman is
framed by the architecture of an entryway
that is placed diagonally in the picture; its
dark, stone-framed opening is arched over
by the baldachin-like ornamental roof.
In a strict sense the young woman is not
on a balcony, as the traditional title says,
but rather on a porch at the top of stairs
leading to the front door, a configuration
that was typical for houses along the
canals. This spot was reserved for the
wealthy, and thus fits with the young
woman'’s elegant appearance; servants, in
contrast, used a second entryway below the
stairs. Dubois du Saint Gelais described
the figure’s location correctly and
precisely already in 1727 using the Dutch
word “stoep” (stoop, doorstep), further
explaining it in his text as “le perron
d’entree de sa maison” (doorway).

III. Conclusion

It becomes clear that neither the inlay
construction, surprising at first glance,
nor the changes made in the composition
of the National Gallery’s Young Lady on a
Balcony represent exceptions in the work



of Gerard Dou; rather, these findings are
consistent with recent research results
regarding other paintings and the artist’s
work technique.*

In contrast to other cases, where
miniature panels painted already in
1635-1640 were not reworked into larger
compositions until the 1660s, it appears
that with the Prague picture there was
no great interval of time between the
painting of the core panel and its framing
panel; it is likely that both were made
in the 1660s. The dendrochronological
dating, the close compositional correlation
to the self-portrait in Kansas City dated
1663, the depiction of the Blauwpoort as it
appeared prior to 1667, the provenance in
the collection of Johan de Bye, which was
mostly assembled from works from the late
1650s to 1665, and the stylistic dating of
the core panel by Ronni Baer in the years
1660-1665 all support this conclusion.”

The repeated use of inlay constructions
in the 1660s suggests that this
technique - perhaps benefiting from a
collaboration with a skilled panel maker
- was purposefully employed during
this period in particular as a means of
transforming miniature panels into more
costly compositions. The calculation of a
painting’s price according to work-hours
and size, as was common in general
and in particular for the Leiden fine
painters, makes an enlargement of a panel
plausible from an economic standpoint.®
A tronie that would have sold for less

could be transformed into a higher-
priced scene through bijwerk. There is a
definite correlation between the narrative
(and figural) wealth of a composition
- not infrequently reflected in a wordy
description of a piece in the auction
catalogues - and its price.”

It is striking that the extension of
panels in the 1660s falls in Dou’s most
productive phase, which suggests that his
methods were oriented to changed market
opportunities. Piet Bakker points out that
one third of the 126 paintings that Ronni
Baer considers originals by Dou are to
be dated in the period between 1660 und
1669.° Dou’s work seems untouched by
the general decrease in artistic production
in this period owing to a saturated market.
On the contrary, his exclusive “fine
painting” seems to have profited from an
“increasing penchant for luxury on the
part of an everricher elite” As Romein
has established, Dou helped his native city
of Leiden reach a renewed artistic heyday
in the years after 1650. Local production
had experienced a setback earlier, as
signalized by the relocation of important
painters such as Rembrandt around 1630,
but Dou’s high-quality “fine painting”
created a new market. This development
was accompanied and supported by the
founding of the painters guild in 1642, and
by the contemporary discourse on quality
criteria and the establishment of Dou as an
artistic model through Philip Angel’s Lof
der Schilderkunst from 1641/42.%° The first

9 Gerard Dou,
Young Lady on a
Balcony - detail. The
National Gallery in
Prague.
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10 Cerard Dou, Self-Portrait at the Age Fifty. The Nelson-Atkins Museum of Art, Kansas City, William Rockhill Nelson Trust 32-77.
Photo: Mel McLean.
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evidence of works by Dou in inventories
and notarial files in and beyond Leiden
date from the 1650s, testifying to a wide
clientele despite the high prices known
for his work.** In the wake of Dou’s
prestigious sale of the Young Mother (The
Hague, Mauritshuis) to the States-General
for 3000 gulden in 1660 as part of the
Dutch Gift (see above), the demand for his
work must have increased even more.°?

In addition to changed market forces, it
is possible that a change in taste was also
an impetus for the panel enlargements. A
common feature of Dou’s “Leiden intarsia”
is that the motif of the core panel is in
each case a portrait or tronie that was laid
out on a miniature format. In her article on
Dou’s Portrait of Dirk von Beresteyn (c. 1646,
copper, 10 x 8 cm, New York, private
collection) Ronni Baer recently referred to
the correlation between that painting and
portrait miniatures and the model character
of tronies on small-format copper panels in
Rembrandt’s Leiden workshop.** Portrait
and tronie miniatures, associated above all
with elite court art, may have found less
resonance in bourgeois circles because they
were less impressive as wall decoration.™
The reworking of such panels, which were
perhaps on hand in Dou’s workshop from
earlier years, is thus easily conceivable.

In this context, it is also possible that a
client may have provided the incentive

for reworking the tronie of the half-length
figure of the young woman on the balcony.
Johan de Bye, at whose exhibition the
Prague picture was shown in 1665, would
come under consideration here; the
painting was most likely already enlarged
by that time because the description in
the loan agreement mentions the rug,
which evidence indicates was painted in
one action after the panel was extended.
Sluijter conjectures that a comparable
proposal for updating the Quack from

1652 (Rotterdam, Museum Boijmans van
Beuningen) and the Self-Portrait from 1663
(Fig. 10) with the Blauwpoort in 1667 came
from a declared enthusiast for Dou’s works,
the Leiden doctor Frangois de le Bog
Sylvius.*®

The completion of the Prague painting
not long before the exhibition in 1665
is perhaps also indicated by the fact that
among the 27 catalogue numbers listed
in the loan agreement it is one of five
pictures that did not have a “kas” (case).
This was a small vitrine-like protective and
decorative case that underscored the status
of a painting as a valuable “artistic jewel.”°
Moreover the Young Lady on a Balcony
did not have a frame; this is the case for

only three other works mentioned in the
contract. The edges of the Prague panel do
not exhibit any traces of nails or pins that
would suggest an earlier mounting.*’

The reworking of the architectural
background for the framing of the half-
length figure also does not appear to
be unusual in the context of numerous
changes that Dou made subsequently in
prominent paintings; moreover it accords
with the motifs in Dou’s repertoire.

In the first version, whose quality leaves
no doubt of Dou’s authorship, the young
woman was placed under a portico
supported by columns and was leaning
over a parapet covered by a rug - motifs
that Dou had used in a similar fashion in
his Self-Portrait from 1663 (Fig. 10).

A reworking of the framing panel
extended the setting. The search for a
plausible integration of the core panel into
the larger panel resulted in placement of
the young woman on the landing before
the entrance to a house on the grachten, or
canals. The Blauwpoort was added at the
same time, a motif that turns up repeatedly
as a later addition in works by Dou from
the 1660s. However, certain weaknesses in
this second version and the problematic
signature suggest caution regarding the
artist’s own hand and imply involvement
of his workshop. It is also conceivable that
an original, authentic signature could have
been lost, or that the second version with
the Blauwpoort, as seen today, could have
been painted after 1665.

In any case, technological as well as
iconographic factors make it seem highly
unlikely that these parts were completed
outside of Dou’s immediate circle.
Unfortunately too little is known to date
about the workshop practices of Dou
and the Leiden fine painters'®® to reach a
conclusive judgement here.

Iconographically, with the help of
the inlay construction a small-format
wooden panel with a tronie of a young
woman in profile - possibly not yet
completely finished - was transformed
into a larger, elegant genre painting. The
compositional frame is the stair landing
in front of the entrance to a house on the
grachten. The setting can be understood
as a symbol of the economic prosperity
of the Golden Age, providing a stage for
the genteel young woman whose gentility
is perfectly suited to the costly draped
rug. Her fashionable, fur-trimmed house
jacket, together with her sun veil and the
coloured foliage suggest a crisp, sunny
autumn day. The airy expanse, signalized
by her gaze into the distance, bestows an
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idealized, luxurious sense of space on what
was in fact the mostly narrow confines

of the densely settled, expanding Dutch
city of the 17" century.*® The inclusion of
the Blauwpoort not only places the scene
topographically in Leiden, but also lends
the painting - as a symbol of economic
prosperity - the iconographic character of
a city laudation. The Blauwpoort is a sign
of local patriotism and a proud reference
to the artist’s native city and even - for
those in the know - to his atelier on the
waterway of the Old Rhine, the Galgewater.
The fame that Gerard Dou and his school
brought to the city of Leiden, mentioned
clearly in the city descriptions by Jan
Orlers (1641) and Simon van Leeuwens
(1672) as well as in contemporary reports
by foreign travellers,*° finds an adequate
pictorial allegory in the Young Lady on a
“Doorstep.”

Notes

1 The authors would like to thank the
following for their suggestions, consultation

and support: Junko Aono, Boris J. Asvarich,
Ronni Baer, Piet Bakker, Quentin Buvelot, Tom43
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Klein, Petr Kuthan, Jifi Lisy, Vadim Sadkov, Gero
Seelig, Hana Seifertova, Radka Sefcii, Dominique
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Vernerova.
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instead of the more common “Gerrit,” in
accordance with the Illustrated Summary Catalogue
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data base as the source for the spelling of variant
names (www.rkd.nl).

3 “by Gerhard Douw a Dutch woman standing
in front of the door and gazing out into the
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lined jacket and the Turkish rug on which she

is leaning,” Heinrich Christoph von Reimers,

St. Petersburg am Ende seines ersten Jahrhunderts,

St. Petersburg 1805, vol. 2, pp. 359-360.
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see for instance: Ivan Gaskell, Gerrit Dou, His
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Journal, 5/1982, pp. 15-32; Eric Jan Sluijter, In
Praise of the Art of Painting: On Paintings by
Gerrit Dou and a Treatise by Philips Angel of
1642, in: Eric Jan Sluijter, Seductress of Sight.
Studies in Dutch Art of the Golden Age, Zwolle 2000,
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1993).

5 Wilhelm Martin, Het leven en de werken van
Gerrit Dou beschouvd en verband met het schildersleven
van zijn tijd, Leiden 1901, p. 220, no. 246:
“Originally much smaller, but added to by the
painter himself”(quoted from the English edition,
London 1902, p. 103, no. 4).
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Schwerin, for introducing the issue of the
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in view of a possible forgery intent because
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be modern.
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Hana Seifertovs in: Anja K. Sev¢ik (ed.), Stefan
Bartilla, Hana Seifertova, The National Gallery in
Prague, Dutch Paintings of the 17" and 18" Centuries,
TMustrated Summary Catalogue, Prague 2012, no. 98,
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Wilhelm Martin, Het leven en de werken van Gerrit
Dou, het schildersleven van zijn tijd, Leiden 1901,

p. 173

11 See the copy of the contract in Martin 1901
(note 5), pp. 172-173. Strictly speaking, there are
27 catalogue numbers, but 32 individual panels
if one counts the five “dubbelt stuck” that belong
together as pairs (nos. 1, 5, 13, 19 and 22). In
each case a still life represents a sort of cover
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Still Life with Silver Ewer and Basin (both in Paris,
Musée du Louvre, Inv. Nos. 1213 and 1214).

12 See Joan Blaeu, Toneel der steden van de
vereenighde Nederlanden, 1652, quoted after
Elisabeth de Briére, The Urban Subconscious:
the Art of Delft and Leiden, in: Art History
18/1995, p. 233.

13 Thanks go to Piet Bakker, who has kindly
shared his material on Leiden fine painters with
us. He is one of several authors contributing

to the Leiden Collection Catalogue, edited

by Arthur Wheelock. The catalogue, to be
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Bye’s list, now in the Rijksmuseum Amsterdam,
Inv. No. A 87; compare Th.H. Lunsingh
Scheurleer; C. Willemijn Fock; A.J. van Dissel,
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Leiden 1988, IIIb, pp. 462-465; see also Baer
1990 (note 7), pp. 104-106.

15 See note 13.

16 See Casimir Stryienski, La Galerie de Tubleaux
du Régent, Paris 1912, p. 181, document in the
Archives Nationales Paris, X ia 9.162.

17 Stryienski 1912 (note 16), therein: Catalogue
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18 Stryienski 1912 (note 16), p. 7.
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National Gallery of Art). However, that painting
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Gillis van der Vennen brought to Paris in 1710;
compare Eric Duverger, Documents concernant le
commerce d’art de Francisco-Jacomo van den Berghe et
Gillis van der Vennen de Gand avec la Hollande et la
France pendant les premiéres décades du XVIIIe siecle,
Ghent 2004, p. 95.

20 See Koenraad Jonckheere, The Auction of
King Willem III (1713): Elite International Art Trade

at the End of the Dutch Golden Age, Amsterdam
2008, p. 97.

21 Nude Woman Combing her Hair - Nude
Woman Washing her Feet, de Bye List 1665 nos. 9
and 16, now in the Hermitage, St. Petersburg;
see J. G. van Gelder, Het Kabinet van de Heer
Jaques Meyers, in: Rotterdams Jaarboekje 1974,

pp- 167-183; Ronni Baer, Dous’s nudes, in:
Anton W. A. Boschloo (ed.), Aemulatio. Imitation,
Emulation and Invention in Netherlandish Art from
1500 to 1800. Essays in Honor of Eric Jan Sluijter,
Zwolle 2011, pp. 371-381.

22 See Roland W. Berger, Public Access to Art in
Paris. A Documentary History from the Middle Ages to
1800, Pennsylvania State University 1999, p. 202.
23 Louis Francois Dubois de Saint Gelais,
Description des Tableaux du Palais Royal avec La Vie
de Peitres a la Tete de leurs Ouvrages [...], Paris 1727,
published in 1737 in a second expanded and
corrected edition. Reviewed in Mercure de France
1727, pp. 1161-1175.

24 1bid., p. 179: “Une Femme blonde en
manteau de lit vert, fouré d’hermine prend l'air
sur le perron d’entrée de sa maison (apelé Stoeb
en Hollandois), 'appui est couvert d’un tapis de
Perse.”

25 Rue S. Severin, Paris, 9 June 1727; the
Prague panel is mentioned on p. 6.

26 Croze-Magnan used this indignant term to
describe the heirs’ actions in his Notices Historique
sur la Galerie du Palais Royal, which appeared as
the foreword to the lavishly illustrated edition La
Gulerie du Palais-Royal, gravée d’apreés les tableaux des
différentes écoles qui la composent, avec un abrégé de la
vie des peintres & une description historique de chaque
tableau, Paris 1/1786, p. 3.

27 Quoted after Stryienski 1912 (note 16),

p- 181.

28 Published under the pseudonym M.D***,
with extended editions in 1752, 1755, 1757, 1762,
1765, 1768, 1770, 1778, 1779, 1813.

29 Page 77; the second “Flemish” cabinet is
called the “yellow cabinet.”

30 Vol. 2, p. 75, Paris 1745. The support is
incorrectly listed there as canvas.

31 For the chronology of the sale see Denys
Sutton, The Orléans Collection, in: Apollo, May
1984, pp. 357-372 and Jordana Pomeroy, The
Orléans Collection. Its Impact on the British Art
World, in: Apollo, February 1997, pp. 26-31.

32 See Francis Haskell, The Ephemeral Museum.
Old Master Paintings and the Rise of the Art
Exhibition, Yale 2000, pp. 22-29 and Sutton 1984
(note 31), p. 362.

33 The Orléans Gallery now exhibiting, at the
Great Rooms, Late the Royal Academy, No. 125, Pall
Mall, London, April 1793, p. 13. Interestingly, the
foreword makes special mention of the fact that
the paintings and frames have been deliberately
displayed without having been cleaned and
restored: “without the intention to prejudice
the Public Opinion on their preservation and
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originality [...] to exhibit this inestimable
Cabinet in the same state in which it appeared
in the Palais Royal.” Voices had been raised
already in the course of the sale negotiations
with the Duke of Orléans expressing a desire

to establish that the condition of many of the
paintings, which were in need of restoration
and/or cleaning, decreased their value. See
Pomeroy 1997, note 31, pp. 28-29.

34 This price is documented by a copy made
by Louis Soullié of a manuscript drawn up

from notes by Willem Thoré-Biirger: Catalogue
des Tableaux de Uancienne Galerie d’Orléans au

Palais Royal. Emportés en Angleterre en 1792 et
Vendus a Londres en 1793 et 1800, Paris 1899: Prix
d’adjudication, Noms des Acquéreurs et Noms
des Possesseurs en 1843 (RKD, The Hague).
Unfortunately the Thoré-Biirger/Soullié list
gives no indication of the buyer. It incorrectly
assumes that the greater share of the paintings
was not sold until 1800 because the prices are
listed with “guineas” rather than with “livres
sterling” as for the lesser share. But both
currencies were used synonymously at the same
time.

35 William Buchanan, Esq., Memoirs of Painting,
with a chronological history of the importation of
Pictures by the Great Masters into England since the
French Revolution, London 1824, p. 201, no. 3. The
copy of the sale catalogue in the National Art
Library, Victoria & Albert Museum, has some
annotations but provides no further information
on the Prague panel.

36 See Pomeroy 1997 (note 31), p. 27 and
Sutton 1984 (note 31), p. 362.

37 The Orléans Gallery now exhibiting at no. 16,
Old Bond Street, London, May 1795.

38 See Rosalind Polly Gray, Russian Genre
Puinting in the Nineteenth Century, Oxford 2000,

p- 27, with evidence taken from letters; regarding
the expansion of the collection in 1793 see also
the reference in: Revue internationale de Vart et de la
curiosité 1869, p. 367.

39 See note 21 and Nude Man (now in

St. Petersburg, Hermitage), de Bye List 1665 no. 6.
40 Archive knjzj Voronzova. Kniga 1. Moskau,
1899, p. 349, reference kindly provided by Boris
J. Asvarich, St. Petersburg.

41 Reimers 1805 (note 3), vol. 2, pp. 359-360.
42 Hauff also worked at the Hermitage
between 1790 and 1800, apparently dealing
mainly with the treatment of supports

(see Mariam Nikogosyan, The Restoration

of Paintings at the Imperial Hermitage

(St. Petersburg) at the Beginning of the 19™
Century, http://ceroart.revues.org/2344, 10 April
2012, consulted on 28 Feb. 2013). In 1801 Hauff
became a teacher and restorer at the Academy of
Art in St. Petersburg.

43 Boris J. Asvarish, Cat. KuSelevskaja galereja.
Zapadnojevropejskaja Zivopis XIX véka, Hermitage
St. Petersburg, 1993, p. 20, note 7.
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reconstructed as follows: Alexander Andrejevich
Bezborodko (1746-1799), St. Petersburg; by
inheritance to his brother Ilya Andrejevich
Bezborodko (1756-1815); by inheritance to the
latter’s daughter Lyubov, Countess Grigory
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Grigorevich Kushelev Bezborodko (1811-1874).
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Waagen'’s notes on Ekaterina’s collection, which
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in 1861; see Gustav Friedrich Waagen, Die
Gemiildesammlungen in der kaiserlichen Eremitage zu
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45 Catalogue de Tableaux anciens [...]
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Comtesse Koucheleff de Saint-Pétersbourg, Hotel
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46 R.von Eitelberger, Berichte und
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file, AA 1223. Regarding the circumstances
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Cat. Leidse Fijuschilders. Van Gerrit Dou tot Frans
van Mieris de Jonge 1630-1760, Stedelijk Museum
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51 See note 5.
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laboratory of the National Gallery in Prague,
no. 02/24, 07/58, and the x-ray microanalysis by
A. Langrovi, Z. Korbelova and V. B6hmovi,
Geological Institute of the Czech Academy of
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54 Peter Klein, Dendrochronological Analyses on
Dutch Paintings of the National Gallery in Prague,
in: Sevéik 2012 (note 8), p. 574. The oak is

from the Western German/Netherlands region.
The core panel could not be subjected to a
dendrochronological investigation. Both panels
are vertically grained.

55 Annetje Boersma, Dou’s Painting
Technique: An Examination of Two Paintings,
in: Arthur K. Wheelock (ed.), Cat. Gerrit Dou
1613-1675, Master Painter in the Age of Rembrandt,
London, Washington, The Hague 2000/2001,

p- 58.

56 Friso Lammertse, Veranderen na verloop
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Rotterdam en het Zelfportret in Kansas City, in:
Peter van den Brink, Liesbeth Helmus, Album
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1997, p. 112.
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with the same format: Bust of a Man, c. 1642-45,
panel, 18.4 x 14.9 cm, Washington, D.C., The
Corcoran Gallery of Art, William A. Clark
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19 x 14.7 cm, London, National Gallery.
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Amrosiana (Ariane van Suchtelen, Cat. Rubens
& Brueghel. A Working Friendship, J. Paul Getty
Museum Los Angeles, Royal Picture Gallery
Mauritshuis, The Hague, Zwolle 2006,

pp. 152-153).

59 X-ray photos by Zora Grohmanové, The
National Gallery in Prague.
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and made his brushes himself. Due to the
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the dust had completely settled, only then he
quietly took his pallet out of the small box next
to him, prepared paint and brush and started

to work. After work he again carefully covered
all his utilities.” Joachim von Sandrart, Teutsche
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Nuremberg 1675-1679 (TA, see www.ta.sandrart.
net), English translation after Jorgen Wadum,
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his brush” - Gerrit Dou, A Rembrandtesque
‘Fijnschilder,’ in: ArtMatters, Netherlandish
Technical Studies in Art, 1/2002, p. 65. Sandrart
had personally gone to visit Dou in his atelier in
1640.

61 In this context the cases in which an
originally round-arched format was later
changed to a rectangular panel can be
disregarded (see for instance Dou’s Hermit,
Washington, D.C., National Gallery of Art,

Inv. No. 1960.6.8), as can those paintings to
which extensions were added to the edges
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composition (as for example his Still Life from
1660, Dresden, Staatliche Gemildegalerie,

Inv. No. 1708). See the list of enlarged panels in:
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in Rembrandt and Dou, in: De kroniek van het
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as much as five work days, TA 1675, I1/3, p. 321.
63 Ibid., p. 321.

64 John Smith, A Catalogue Raisonné of the most
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69 Quentin Buvelot, Otto Naumann, Format
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70 Ibid., p. 103.
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Karlsruhe, Staatliche Kunsthalle, Inv. No. 284;
see Buvelot/Naumann 2008 (note 70), p. 102,
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Jacob-Friesen, 22 May 2013). In various auction
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- apparently to gain profit from Dou’s fame;
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87 The painting Lady at her Toilette (Rotterdam,
Museum Boijmans van Beuningen), dated 1667,
shows the original version of the self-portrait
in the background, which leads Lammertse to
conclude that Dou had indeed considered this
first version to be finished; see Lammertse
1997 (note 57), p. 118. The same is true for the
aforementioned, reworked Quack (Rotterdam,
Museum Boijmans van Beuningen) from

1652, which also shows the Blauwpoort as it
appeared after the architectural changes made
in 1667.

88 The Blauwpoort also appears in this older
version on The Herring Seller and the Beggar from
1654 (Munich, Alte Pinakothek).

89 On local patriotic name-giving see: Nelleke
Moser, Naam en faam. De plaatsgebonden
naamgeving van rederijkerskamers als uiting
van lokaal chauvinisme, in: De Zeventiende Eeuw,
16/2000, pp. 29-40.

90 See Ronni Baer’s oberservation, that many
of de Bye’s paintings depict seductive and
amorous themes (Baer 2012 (note 21), p. 371).
91 Perhaps it was precisely the unusual
composition which caused Wurzbach, who only
knew the engraving, to reject the attribution to
Dou of the painting from which the print was
made (1/1906, p. 420, see note 8).

92 Baer 1990 (note 8), s.p., under Cat. No. 100.
Comparisons to the Prague woman can be made
with the female protagonists in the interior
scene Woman at Her Toilette (Rotterdam, Museum
Boijmans Van Beuningen) and The Young

Mother (The Hague, Royal Cabinet of Paintings
Mauritshuis).

93 See note 24.

94 See most recently Ronni Baer 2011 (note
61).

95 Baer 1990 (note 8), under Cat. No. 100; in
a deviation from this Wilhelm Martin dates the
Prague composition c. 1645, Gerard Dou. Des
Meisters Gemdlde in 247 Abbildungen, Stuttgart/
Berlin 1913, p. 52.

96 Buvelot/Naumann 2008 (note 69), p.102
and Bakker (note 13).

97 See the price categories that Koenraad
Jonckheere identified, using the example of
paintings auctioned under the name “Dou” by
the Amsterdam merchant Jan Pietersz. Zomer
in c. 1700, and then correlated with the length
of the descriptions of the relevant lots in the
catalogues, Supply and Demand: Some Notes
on the Economy of Seventeenth Century
Connoisseurship, in: Anna Tummers, Koenraad
Jonckheere (ed.), Art Market and Connoisseurship.
A Closer Look at Paintings by Rembrandt, Rubens and
their Contemporaries, pp. 79-80.

98 See note 13.



99 Piet Bakker, Crisis? Welke crisis?
Kanttekeningen bij het economisch verval van
de schilderkunst in Leiden na 1660, in: De
Zeventiende Eeuw 27/2011, pp. 232-269, quotation
p- 235. This corresponds with the peak in art
ownership and the standard prices in Leiden
in the years before 1660 as established by
Willemijn Fock on the basis of an analysis of
inventories, C.W. Fock, Kunstbezit in Leiden
in de 17e eeuw, in: Lunsingh et al. 1990 (note
14), V a, pp. 3-36; see also Ed Romein, Knollen
en citroenen op de Leidse kunstmarkt: over de
rol van kwaliteit in de opkomst van de Leidse
fijnschilderstijl, in: De Zeventiende Eeuw 17/2001,
p- 80.

100 Romein 2001, note 99, pp. 75-94.

101 The patronage by the envoy of the
Swedish queen Christina to the Hague, Pieter
Spiering (c. 1595-1652), falls in the early period
of Dou’s career. Spiering paid 500 gulden
annually only for the right of first purchase of
the artist’s works; however, he did not acquire
them only for this own collection but rather also
sold them as a “gentleman dealer”; see note 13.
102 See Brockman/Helmers 2007 (note 76).
103 Ronni Baer, Dou and the Delft
Connection. The Portrait of Dirk van Beresteyn,
in: Facebook. Studies on Dutch and Flemish Portraiture,
of the 16™-18™ Centuries. Liber Amicorum Presented
to Rudolf E.O. Ekkart, Leiden 2012, pp. 279-284.
104 On the change of taste toward imposing
interiors with extensive decorations in the
second half of the 17" century see C. Willemijn
Fock: Das Interieur in der niederlindischen
Republik 1670-1750: (k)ein Platz fiir Gemailde?,
in: Cat. Vom Adel der Malerei 2006 (note 72),

pp. 63-64.

105 Eric J. Sluijter “All striving to adorne their
houses with coostly peeces” - Two Case Studies
of Paintings in Wealthy Interiors, in: Mariét
Westermann, Cat. Art & Home. Dutch Interiors in
the Age of Rembrandt, Denver Art Museum, The
Newark Museum, Newark, 2001/2002, Zwolle
2001, p. 229, note 42.

106 On this display method, characteristic (not
only) of Dou, see among others John Loughman,
John Michael Montias, Public and Private Spaces.
Works of Art in Seventeenth-Century Dutch Houses,
Zwolle 2000, p. 124, and Eric J. Sluijter 2001
(note 100), pp. 103-127; Kjell Bostrém, Peep-
-Show or Case? in: Kunsthistorische Mededelingen van
het Rijksbureau van Kunsthistorische Documentatie The
Hague 1/2, 1949, pp. 21-24.

107 See Martin 1901 (note 5), p. 173.

108 See Buvelot 2012 (note 8), p. 532.

109 On the city’s industrial counter image see:
Elisabeth de Biére, The Urban Subconscious: the
Art of Delft and Leiden, in: Art History 18/1995,
Pp. 222-252.

110 On the union of the praise of painting
with the praise of the city in the person of
Gerard Dou see: Sluijter 2000 (note 4), in
particular p. 205.

Bulletin of the National Gallery in Prague XXII-XXI11/2012-2013

43



Pepa Marak
(1872/2/-1907)

VERONIKA HULIKOVA - KATERINA KUTHANOVA

Veronika
Hulikova,
curator of the
National Gallery
in Prague,
specializes in the
art of the turn of
the 19"- and
20"-centuries.

Katerina
Kuthanova,
curator of the
National Gallery
in Prague,
specializes in the
subject of female
artists.

.L ' L

1 Pepa Marék, (second half of the 1890s), Archives of
the National Gallery in Prague.

44 | Bulletin of the National Gallery in Prague XXII-XXI11/2012-2013

4

This essay is devoted to the female painter
Josefina Ma¥akova (Fig. 1) whose life and
oeuvre recently attracted scholars’ attention
due the increased focus on the subject

of “a woman-artist”.® Before that, she

was merely mentioned as an appendix, a
complement in the biography of her father,
the outstanding landscape painter Julius
Mafdk. And although there still lingers

a whole array of questions which we are
unable to answer, the existence of Pepa
Mafdk-ova's oeuvre cannot be omitted.

On the contrary, she is now increasingly
surfacing from the depths of oblivion.

Information about the private life of
Josefina Ma¥akova, the only child of Julius
(1835-1899) and Ida (1848-1908) Maiik, is
indeed scarce. We do not even know the
date of her birth, although the hitherto
literature has been stating 1872 or 1875. Jan
Dotfel, the author of Julius MaFak’s first
biography, writes that the painter married
his student, Ida Pfeffermanova, on 10 June
1871, the couple moved to the Tyrol a year
later and, upon their return after three
years, Ida delivered a daughter named
Pepa.? The year 1872, however, seems to
be much more likely, since it is given both
on the residency registration?® and in the
register of deaths.*

Dotfel also describes the private life of
Marak’s family: “Three people distant from
the world were living here: Ma¥ik, his wife
and their daughter Pepa... They so despised
any contact with the outer world that the
daughter was educated privately and did
not attend school. The late Professor Albert
once said that the life of these three was



2 Otakar Lebeda, In Mardk’s Studio, (1894), private
collection.

like a fairy-tale from another reality and
far, far from our world...”s

This indicates that Pepa was about fifteen
when the painter came to Prague. More
information about their family life surfaces
from the letters sent by Mafak from Prague
to his friend Max Kuhe in Vienna. In
late 1887, he wrote: “My daughter studies
with me in my studio in a particularly
conscientious and industrious way. This is
the only redeeming feature of my Prague
sojourn.”® MaFik was not only troubled
by the issues linked with the reform of
the Prague Academy, but also the lengthy
diseases which constantly tormented him
as well as his wife and daughter: “Out of
us three, there is always someone ill.””
The letters document that a long-time
sickness of Ms Mafakova almost hampered
her leaving the flat in the 1890s. The
financial situation of the family was not
too satisfactory, either. But as we can read
in Marak’s letter of 1897, the relationship
between the father and daughter remained
idyllic even during Pepa’s maturity: “The
bright, gratifying ray of light in our life is
our child - you could hardly find a more
devoted, clever and good one than her.”
We can at the same time well imagine
that the family situation must have been
a considerable burden for Pepa. In any
case, it is certain that Mafdk developed
and promoted her talent. This is, among
other things, proved by his notice in
the 1892 letter, asking his friend Kuhe
to find a buyer for Pepa's two pastels of

3 Max §vabinsky, Portrait of Pepa Mardk, (1897), The
National Gallery in Prague.

4 Max Svabinsky, Portrait of Pepa Mardk, (1897), The
National Gallery in Prague.

female semi-nudes in order to prompt her
endeavours.’

Pepa was extracted from the enclosed life
of the family in the 1890s by the bustling
and friendly atmosphere in Ma¥ak’s studio.
She also accompanied her father on the
school plain-air excursions, for example
as early as in 1888 to the estate of Count
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6 Julius Marak, Pepa Marak and Vaclav Bfezina in the National Museum,
(1896-1899), private collection.

Buquoy in Nové Hrady and later to Okof¥.
She became an integral member of the
landscape painting studio and as such,
she was even captured in the school’s
caricature by Otakar Lebeda (Fig. 2).%
Another brief mention of Pepa is in the
memoirs of the painter Max Svabinsky’s
first wife, Ela, who wrote that the girl
“was brought up in a family professing
mysticism and occultism”.” Svabinsky
studied graphic techniques with Mafak
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in 1897 and one of his first works were
portraits of Pepa (Figs. 3, 4),"> while she in
turn took several shots of Svabinsky with
her camera.? His minute etchings as well
as surviving photographs feature an artist
which the painter Ferdinand Engelmiiller
described in his memoirs as follows: “...
with an elongated, interesting face, thick
hair, large, conspicuous eyes, of fanciful -
soulful - beauty”*# The look of the young
artist, who consistently presented herself
as Pepa Maf4k (Fig. 5), bespeaks of her firm
resolution to pursue painting.

It seems to remain unclear whether the
chosen cognomen was a mere compound
of the pet-name variant of Josefina and the
surname Mafdk unmoved and thus without
the Czech ending -ova because her native
language was German, or whether it was
an intentional camouflage as she wanted
to pass off as male. The most probable
explanation, however, is that it was an
expression of her unconventional manner.
“Josefina Matak” would certainly sound
more poetic, but “Pepa” was “original
through and through”.

Maiskova presented her work with
Krasoumna jednota for the first and the
last time at its 1897 exhibition, and the
displayed canvases Self-Portrait with My
Father and Portrait of Mr J. and the pastel
Primroses received positive responses from
the reviewers.' Her focus on portraiture
can either be interpreted as a decision to
devote herself to figural painting, or her
father’s recommendation assuming that
she would live better on portraits than
landscapes, while in the latter genre she
would moreover have to fight the hot
competition of his students. But Pepa was
not entirely inexperienced in this field
since she helped Maiék realize his latest
commission, the murals in the National
Museum, between 1896 and 1899 (Fig. 6).”

In her memoirs, RtiZena Pokorni-
Purkytiovd mentions that the life of the
mother and daughter turned more sociable
after Marak’s death. The temporary
improvement of Ms Marak’s health
allowed Pepa to indulge in painting more
intensely.** Her main support was the
donor and family friend, Josef Hlavka,
who mediated a commission to portrait
Franti¥ek Ladislav Rieger for the Regional
Bank for her (Fig. 7) and also invited her
to execute a portrait of his own wife.”

It is presumed that Pepa realized more
commissions of this kind, but the latest
known example today is the Portrait of a
Young Lady (Fig. 8) from the collection of
the poet Adolf Heyduk, and thus probably
of Heyduk’s wife, Emilie.? This work best



documents Pepa’s painting proficiency
which could well stand comparison with
that of Brozik and Hynais.

The last source of information about
Pepa Marakovi is her own inheritance
file.* Part of it is a copy of her testament
of 1 February 1907, entitled “Meine Bitte”,
which states the doctor of medicine,
Vladimir Jeloviek, her universal heir.?* Tt
is highly possible that Pepa encountered
the Croatian physician and poet during
her stay in the hospital at Kralovské
Vinohrady. She, for that matter, included
the institution in her will, bequeathing it

4,000 guldens and wishing that the amount

would serve to establish a foundation
bearing her name, while the interest would
cover the treatment expenses for the poor
“nur aus Bshmen” (“only from Bohemia”).
The ensuing inheritance litigation between
Doctor Jeloviek and Ms Marakova
resulted in a detailed revision of property.
The sworn expert invited to qualify

the paintings was the painter Frantisek
Zenigek. The inventory of works found

in Pepa’s studio was far from extensive,
listing 11 items whose total assessed value
was 800 Crowns. They included a study
by Otakar Lebeda, the artist’s study to

the painting The Feast of Ghosts and her
Head of Christ, Self-Portrait, Fragrance, Song,
Portraits and Study of Flowers. Although the
inheritance eventually indeed passed to
Doctor Jeloviek after a one-year dispute, it
is questionable if the paintings were taken
to Zagreb where he lived at that time.

An interesting document in this context
is a letter addressed by Antonin Slaviéek
to Josef Hlavka. The painter Slavi¢ek
begs Hlavka, as a member of the board
of curators with the Modern Gallery, to
push through the purchase of Mafédkova'’s
works: “She was modest and diligent and
worked incessantly in her seclusion. She
has some completed works, and others
which remained unfinished for she already
was unable to finish them... They might
not be the most monumental things ever,
but they contain enough emotion to
preserve at least one as well as the name
of the unpretentious painter...”> Although
Slavi¢ek’s plea went unheard, part of the
artistic inheritance remained in the Czech
lands and, four years later, Mafdkova was
represented by fifteen works at a group
exhibition of Czech female painters in
Turnov.>

The National Gallery in Prague today
only holds two of Mafdkova's oils on
canvas (Self-Portrait with My Father and
Portrait of F. L. Rieger) and a group of
mainly minute drawings. Several of her

7 Portrait of Frantisek Ladislav Rieger, (1903), The National Gallery in Prague.

early drawn studies are owned by the
Litomys] City Gallery, other works by The
Museum of Czech Literature® and the rest
is dispersed through private collections.
Several works have also appeared at
Prague auction sales in the past years.
Their attribution is, however, oftentimes
complicated by the painter’s way of signing
them - apart from the Rieger portrait and
early drawings they all bear merely PM
(Fig. 9).2¢

The body of oils and drawings collected
during recent years allows for sketching
somewhat more precise information about
the gifted painter and the circumstances
which influenced her late 19"-century
oeuvre.

The short but fertile creative journey
of Pepa Mafédkovi fell into the period
when the artistic life of female painters in
Prague was only just beginning to entrench
itself and womens’ attempts at public
recognition were asserted very slowly.
The production of female artists was still
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8 Portrait of a Young Lady, The Prachen Museum Pisek - Adolf Heyduk
Monument.
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9 Detail of Pepa Marak’s signature.
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perceived either as the result of trivial,
dilettantish activity, or as rather second-rate
and inferior endeavours.

Although the number of female painters
was gradually increasing, the artistic quality
of their works was not always comparable
to that of their male colleagues. This
certainly was not caused by what the
contemporary prejudice claimed, i.e.
that “... the blood of a woman is more
watery and has less thrombocytes. This
makes her more prone to tiredness after
work and thus also more monotonous,
and independent creative activity is more
distant to a woman and more foreign to
her personal setting than to a man”.” The
truth actually was that women had no
access to premium artistic education.?
They could basically study at private
academies in France or at the Munich
Academy. In the Czech environment, their
chances were limited to private lessons
with painters, and the situation slightly,
albeit not fundamentally, changed with the
establishment of the School of Applied
Arts in 1885.2 Women who craved a
professional class in painting - they were
de facto forbidden to practice sculpting -
used to be in a more favourable position
if they came from an artistically-focused
family. Not just because the people around
them understood their ambition but also
because they faced an open opportunity
of “professional” training. Such a chance
was, nonetheless, rather sporadic in the
19%-century Czech lands, especially if
their fathers lectured at a school of arts.
Only two “professional” female painters
could experience the privileged milieu of
the Prague Academy, which was closed
to women until as late as 1918 - Amalie
Miénesova and Pepa Mafakova. They were
both distinct personalities whose oeuvres
have unfortunately been so far supressed
and omitted by art-historical literature.
These two women are possible sources
of our understanding of the situation of
female painters in the 19 century, which
is reflected in their work and their social
position. They both were daughters of
prominent landscape painters, even as seen
from the distance of time and with the
abysmal difference of three generations that
divided their lives. Amaélie, equally as Pepa,
wished to employ her gift and potential
in figural painting, but that was socially
unacceptable and moreover insoluble
for a female painter born in the second
decade of the 19" century from the point of
official training. In result, she focused on
landscape and, thanks to the opportunities
provided by her father as the head of a



10 Withered Woman,
private collection.
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12 Self-Caricature with My Father, The National Gallery
in Prague.

Prague Germans, while Pepa was inclined
to the Czech-thinking environment.
Laukotova could pass her painting practice
on to her students thanks to her Munich
schooling with the academic painter
Herterich. Czech women attended private
lessons given by academic painters who

in this way improved their standard of
living. But Pepa Mafékové, whose sole
communication means was German, moved
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11 Caricature of Helena Emingerovd, The National Gallery in Prague.

landscape painting studio, was in direct
contact with the students of the Méanes
school - and thus basically became the first,
if unofficial, female student of the Prague
Academy. The same occurred to Pepa
Marakova. It was, though, a shade easier

to realize her wish to become a figural
painter. Due to the very enclosed family,
her initial training more or less occurred

at her Viennese home - and incidentally,
also Pepa’s mother was a skilled landscape
painter who better exhibited under the
male pseudonym of Hans Idar. And still, a
daughter of two landscape painters chose to
profess a figural genre.

In the late 19 century, a private artistic
school for women, headed by the figural
painter Hermina Laukotovi, opened in
Prague. But it was mostly attended by
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in the Czech milieu and was in immediate
contact with the contemporary world of arts
through her father, often accompanying
him to the Prague Academy. Mafdk
recommended Brozik’s painting lessons to
her; she, however, was not content there
since they certainly could not satisfy her
diversion from the descriptive realism

to the new tendencies in painting at the
turn of the century. She thus became a
certain phenomenon, standing out among
her female contemporaries. A woman
determined to have a painting career at that
time would usually cease experimenting
and would promptly adhere to the official
style. Already the wish to become a painter
was an experiment bold enough for a
woman then. Mafakova very soon linked
her work with the decadent tendencies

and shifted from her excellent realistic
double portrait with her father towards
emotionally exalted scenes which do not
have too many predecessors in the Czech



13 Self-Portrait with my Father, (1897), The National Gallery in Prague.

lands. She had no interest in the national
and patriotic efforts to which Czech women
were often encouraged by the writer and
revivalist Eliska Krasnohorska. She instead
watchfully explored the female issue, which
was especially topical from the 1890s%°

and was later being increasingly embraced
by female painters born from the 1880s.
Marakova, too, was concerned with the
motif of a lonesome woman who appears
in several variants in her oeuvre - for
example, in the recently discovered oil
Withered Woman (Fig. 10).* In addition, her
scope of interest encompassed social issues 14 Double Portrait, today missing.
which were also very successfully followed
by a generation-older Helena Emingerova
(Fig. 11).* The Czech milieu was especially
strongly influenced by the German female
painter Kdthe Kollwitz, but also by Jakub
Schikaneder.? The closest comparison to
Marakové, however, is perhaps the Berlin
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15 “Me as a Sculptor”, The National Gallery in Prague.

16 The Feast of Ghosts, private collection.
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17 Dichterruhm, The National Gallery in Prague.

painter Anna Costenoble who presented
her cycle of six paintings, entitled Woman’s
Tragedy, in the Prague Topi¢ Salon in 1896.
The chain of polemic press reviews, ignited
by the exhibition, could not pass unnoticed
by the peculiar artist - whose works

would later also head towards rhapsodic
scenes and a passionately conceived style.*
Magfdkova’s inward female experience was
nevertheless mainly echoed in her double
portraits, and it seems largely probable that
her debut on the Prague scene - the double
portrait featuring the daughter and the
father, the male and female painters (Fig. 13)
- not only responded to Costenoble’s work
but also to the situation of a woman in the
society of that period. The contemporary
tragedy of gender climaxed in her following
double portraits, executed both in oil

and drawing during Mafdkova's short
career (Fig. 12). There is even a hint of

the unfulfilled love of Vladimir Jelov3ek,
who can probably be identified with the
young man captured on yet another, today
unfortunately missing, double portrait

(Fig. 14).” In the unofficial artistic position
- caricatures - Mafdkova abandoned the

gloomy and insolvable aspects of female
existence and instead contrasted it with the
socially serious situation to point out the
conspicuous signs that the contemporary
female artists had to deal with. She took
on a role which was in fact unachievable
in real life - a role equalling a male artist
or that of a self-confident creator, as she
purposely drew presenting herself as man-
sculptor, proudly inscribing the reverse of
the sheet: “me as a sculptor” (Fig. 15). Of
course being well aware that this role was
by far inaccessible to women due to the
local conditions...

The subjects of The Feast of Ghosts
(Fig. 16)** and one more decadent scene,
Dichterruhm (Fig. 17),% depart from the
sphere of occultism, widely popular
at that time even in the female Czech
emancipation milieu.’® If we compare
Mafdkova with the rest of the Czech
female painters of the same generation,
her straightforward inclination towards
decadent painting was rather untypical.
This tendency also pervaded the subjects
closely linked with her personal life and
focused on hospital settings - as, for
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18 Seeing a Physician, collection of Patrik Simon.
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example, in the drawings Surgery* and,
especially, Seeing a Physician (Fig. 18).%°
While the first presents a naturalistically
observed surgical intervention, the main
subject of the latter is a young woman
being examined by a doctor, and the highly
intimate scene is disturbed by the presence
of her parents and has a sexual subtext.
Here, Mafakova opposed the established
style of representing women and tried
to break the contemporary painting
stereotypes. Some of her minute drawings,
sketched on slips of letters, were probably
created during her hospitalizations, among
them the caricature The Senior Consultant
MUDr. Michal (Fig. 19)* - which is, however,
a scene more scary than sarcastic.
Marakova again contravened the
conventions, this time to demonstrate and
denounce the social situation of her period,
in three allegorical scenes: The Comedy of
Life (Fig. 20),** Against the Tide +* and In the
Sweat of Their Brows.** The circumstances
of the origin of these works are unknown,
but their Art Nouveau styling suggests that
they were perceived as a triptych close to
an altarpiece. One side part presented the
scene In the Sweat of Their Brows, which is
today unfortunately missing, equally as
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the central part, Against the Tide. The only
traced work (held in a private collection) is
the side scene The Comedy of Life, criticizing
the artistic circles.#” The origination of

the independent cycle A Journey for Bread
and Its Ending (Figs. 21-24),* which ranks
among a group of works denouncing the
contemporary conditions, also remains
unclear.

Mafdkova followed up with the decadent
viewing of life and her oeuvre fused
Naturalism and Symbolism. She moreover
- as has been utterly exceptional in the
Czech environment - succeeded in grasping
the gender issue and capturing, in the
framework of the contemporary symbolist
and decadent tendency, that which no other
Czech female painter before her had dared
to do.”
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record in the register of deaths (see Note 4),

however, states that the cause of her death was a

brain tumour.

12 TJana Wittlichova, “Grafik Max Svabinsky”

[Jan Svabinsky the Graphic Artist], in: Jana
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21 A Journey
for Bread and Its
Ending I, private
collection.

22 A Journey
for Bread and Its
Ending Il, private

collection.
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Orlikova, Max Svabinsky, Rdj a mijtus [Max
Svabinsky, The Paradise and the Myth]. Praha
2001, p. 118.

13 It is interesting in this sense that some of
the photographs capturing Maidk’s followers
both in the studio and during their excursions
might actually have been taken by Pepa with her
camera.

14 Dr. Ferdinand Engelmiller - Vzpominky

na malife Ferdinanda Engelmiillera [... My
Recollections on the Painter Ferdinand
Engelmiiller], Archives of the National Gallery in
Prague, p. 6.

15 RfZena Pokorné-Purkytiova, Zivot t#i generaci
[The Life of Three Generations]. Praha 1944,

p- 255.

16 Catalogue KJ 1897 - Cat. No. 138 Portraits
(Self-Portrait with My Father), Cat. No. 213 Portrait
of Mr J. (most probably engineer Richard Jahn;
today missing) and Cat. No. 613 Primroses (today
missing). Self-Portrait with My Father (1897), oil,
canvas, 100.5 x 115 cm, signed bottom right: PM,
the National Gallery in Prague, Inv. No. O 3591.
Press reviews: K. M. Capek, Svétozor XXXI, 1897,
p- 347; Volné sméry 1, 1896-1897, No. 9, p. 43;
Lumir 1896-1897, p. 276.

17 The documented works only include several
small-dimensional landscape drawings but no
landscape oil painting.

18 Pokorni-Purkyriova (quoted in Note 15),

Pp- 254-260.

19 Portrait of Frantisek Ladislav Rieger (1903),

oil, canvas, 161 x 119 cm, signed top left:

Pepa Mafidk, the National Gallery in Prague,

Inv. No. O 5500. Porirait of Zdenka Hldvkovd, oil,
canvas, 60.5 x 47.5 cm, signed bottom right: PM,
property of the Hlavka Foundation, deposited

at the Luzany Chateau. The Portrait of Zdenka
Hldvkovd was most probably executed in 1902, i.e.
post-mortem, after a photograph of Ms Hlavkova.
Hlavka also financially supported Pepa in renting
her a studio at 48 Krilovska tfida in the Prague
neighbourhood of Smichov. Her several letters
addressed to Hlavka are deposited in the fund

of Josef Hlavka, held by The Museum of Czech
Literature.

20 Portrait of a Young Lady, oil, wood,

45 x 39 cm, signed bottom left: PM, the Pracheti
Museum Pisek - Adolf Heyduk Monument,

Inv. No. AH VU 18.

21 The Prague City Archives, fund Regional
City Civil Court Designated for the Lesser Town
and Hradschin (1855-1926), sign. A 552/1907.

22 MUDr. Vladimir Jelov3ek (1879-1931); he
also published his poems in Czech magazines
during his sojourn in Prague.

23 The Museum of Czech Literature - fund
Josef Hlavka, dated 27 June 1907.

24 Katalog souborné vystavy Ceskyjch malitek

v Turnové [Catalogue to the Turnov Group
Exhibition of Czech Female Painters], 1911,

Cat. Nos 34-48a. Most of the exhibited works
were at that time owned by Rudolf Ry$avy who
purchased the complete artistic inheritance of
Marék from his heirs after Ida Mafédkové’s death;
see Rudolf Rysavy, Jak jsem se stal obchodnikem

s obrazy [How I Became an Art Dealer with
Paintings]. Praha 1947, p. 28.

25 Lovers’ Farewell, oil, canvas, 33.5 x 26.2 cm,
Inv. No. IO 103, Portrait of the Painter and Singer
Bedtich Plaske, charcoal drawing on brown paper,
111 x 52.5 cm, Inv. No. IK 9024, Caricature of

Ji#i Kardsek ze Lvovic, pencil drawing, paper,

31.6 x 13 cm, Inv. No. IK 2621, and several

other minute drawings. The collections of The
Museum of Czech Literature also contain two
drawings by Ida Maf4kova.

26 The painting Abandoned, oil, canvas,

145 x 68 cm, signed bottom right: PM, was sold
as a work of a Central-European painter from
around 1900 at the Dorotheum auction of 4
October 2003. It was reproduced in Volné sméry I,
1896-1897, under the title Grieving on p. 178, with
a commentary on p. 194.

27 Alois Hain, Zenskd otdzka v letech 1000-1920
[The Female Issue between 1900 and 1920].
Praha 1939, p. 17.

28 Comp. Katefina Kuthanovi, “Studijni
moznosti malifek - generace 70. a 90. let

s navaznosti uméleckych vliv v 19. stoleti”
[Study Opportunities for Female Painters -

the Generation of the 1870s and 1890s, with
the Succession of the 19™-Century Artistic
Tendencies], in: Marcela Saginkovi (ed.), Zena
umélkyné na pielomu 19. a 20. stoleti [A Female
Artist at the Turn of the 19™ and 20" Centuries].
Roztoky u Prahy 2005, pp. 21-30; see also

Petr Samal, “Zena na cesté k uméni. Zenské
vytvarné vzdélani v 19. stoleti v Cechach”
[Woman on Her Way to the Arts. Female Artistic
Education in the 19" Century], Uméni LV, 2007,
pp. 207-225.

29 Katefina Kuthanova, “Vytvarnice

v souvislostech industrialniho svéta” [Female
Artists in the Context of the Industrial World],
in: Tatana Petrasové - Pavla Machalikova (eds.),
Clovék a stroj v ceské kultufe 19. stoleti [Man and
Machine in the 19™-Century Czech Culture].
Praha 2013, p. 83.

30 Katefina Kuthanova, “Autoportrét a
sebereflexe malitky v 19. stoleti” [Self-Portrait and
Self-Reflection of a 19™-Century Female Painter],
in: Milan Vojacgek (ed.), Reflexe a sebereflexe geny

v Ceské ndrodni elité 2. poloviny 19. stoleti [Reflection
and Self-Reflection of a Woman in the Czech
National Elite of the Latter Half of the 19™
Century]. Praha 2007, pp. 152-153.

31 Withered Woman, oil, canvas, 33 x 16.5 cm,
unsigned, inscribed bottom right: Verbliiht,
private collection.

32 One of Mafakové’s caricatures presents
Helena Emingerova (1858-1943), a painter of the
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23 A Journey
for Bread and Its
Ending Ill, private

collection.

24 A Journey
for Bread and Its
Ending 1V, private

collection.
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previous generation, as an immensely stern and
vigorous woman. Pencil drawing on the reverse
of a business card, the National Gallery in
Prague, Inv. No. K 15397.

33 Veronika Hulikovi, “Jakub Schikaneder a
jeho Zaci na Uméleckopramyslové skole” [Jakub
Schikaneder and His Students at the School of
Applied Arts], in: eadem (ed.), Jakub Schikaneder
(1855-1924), p. 221.

34 Karel Hlavadéek, “Tragédie Zeny” [Woman’s
Tragedyl, Moderni revue, 1897, No. 5, p. 148.

The exhibited works did not survive via
contemporary reproductions and are only known
from the reviews published at that time. Comp.
Martina Pachmanové, “Promény a tabuizace
matefstvi v feském modernim uméni: Od
symbolické velké matky ke katastrof& materské
identity” [Transformations of and Taboos in
Motherhood in Czech Modern Art: From the
Symbolic Big Mother to the Catastrophe of
Maternal Identity], in: www.zenyvumeni.cz;
eadem, Nezndmd tizemi éeského moderniho uméni: Pod
lupou genderu [The Unknown Territories of Czech
Modern Art: Under the Magnifying Glass of
Gender]. Praha 2004, pp. 88-90.

35 The physician Vladimir Jeloviek met

and married the Slovenian poet Zofka Kveder
during his Prague sojourn. The Double Portrait,
today missing, was reproduced in: Azbé&ta
Birnbaumovs - Véra Cerna, Opusténd paleta
[Abandoned Palette]. Praha 1942, p. 32.

36 The Feast of Ghosts, study, oil, cardboard,

18.5 x 30 c¢m, unsigned, sold at the Dorotheum
Praha auction, 22 September 2012, Cat. No. 161.
37 Dichterruhm, charcoal drawing on paper,

50 x 64 cm, unsigned, inscribed bottom centre:
Dichterruhm, the National Gallery in Prague,
Inv. No. K 46087.

38 Ceska [Czech Woman], a Czech magazine
aimed at emancipation and inclined to Slavic
patriotism, published by the Central Association
of Czech Women, gave information about the
works of contemporary Czech female writers and
painters. It moreover drew womens’ attention

to local emancipation efforts, as well as to the
examples of Serbian and Russian women, and
was linked to the Theosophical Society of Helena
Petrovna Blavatsky. In 1908, the magazine also
ran the obituary of Pepa Marakova. The oeuvre
of this artist and critic of contemporary social
conditions seems somewhat more lucid from the
aspect of theosophy although as of yet, no direct

proof as to Pepa’s relation to occultism has been
revealed.

39 Surgery (Anatomist?), oil, canvas, 31 x 47 cm,
sold at the Dorotheum Praha auction, 6 March
2004, Cat. No. 97.

40 Secing a Physician, gouache, cardboard,

40.8 x 58.4 cm, unsigned, inscribed on the
reverse: Pepa Marakova (from her in-/heritance).
/“Seeing a Physician”; bottom left: From

R. Ry3avy /1925 /Borovsky; collection of Patrik
Simon, originally in the collection of R. Rysavy,
purchased by F. A. Borovsky from Ry3avy in
1925.

41  The Senior Consuliant MUDr. Michal, pencil
drawing, paper, 21 x 16 cm, the National Gallery
in Prague, Inv. No. K 15442.

42 The Comedy of Life, mixed media, cardboard,
81 x 38 cm, unsigned, inscribed on the reverse:
Pepa Mafdkova (from her inheritance)./“The
Comedy of Life”/Centrepiece./from R. Ry3avy.
1925; collection of Patrik Simon, originally

in the collection of R. Ry3avy, purchased by

F. A. Borovsky from Ry3avy in 1925.

43  Against the Tide, washed and coloured

ink drawing, paper, 68 x 28 cm, sold at the
Dorotheum Praha auction, 21 May 2005,

Cat. No. 233.

44  In the Sweat of Their Brows, washed and
coloured ink drawing, paper, 80 x 38 cm, sold
at the Dorotheum Praha auction, 21 May 2005,
Cat. No. 234.

45 Comp. Adam Hojil (ed.), V zajeti vdsné:
sbirka Patrika Simona [Swept by Passion: The
Patrik Simon Collection]. Olomouc 2004, p. 309,
Cat. No. 564.

46 A Journey for Bread and Its Ending I-IV, oil,
canvas, 24 x 34 cm each, unsigned, private
collection.

47 We can deduce so from the titles of the
works displayed at the first group exhibition

of Czech female painters, held in Turnov

in 1911, where also Pepa Matikové’'s works

were presented post-mortem. Apart from her
symbolist titles, they merely suggest realistic
descriptiveness.

Maiakova's other works auctioned elsewhere:
Night Contemplation, charcoal and white chalk
drawing, paper, 43 x 22.5 cm, sold at the
Meissner-Neumann auction, 12 November 2005,
Cat. No. 228; Fragrance, 1898, pastel, paper,

70 x 70 cm, sold at the Galerie Vltavin auction,
9 June 1996, Cat. No. 66.
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Solayman and Belgqis, the Queen

of Sheba: Persian lacquered panel from
the collections of the National Gallery in
Prague and its interpretation in the context
of Islamic art aesthetics!®

KRISTYNA RENDLOVA

Kristyna Rendlova,
a doctoral candidate
at the Department
of Art History of the
Masaryk University,
deals with art of

the Islamic cultural
region, particularly
the region of Turkey
and Iran.

Most major works of Islamic art originate
in the Near East, which lay at a great
geographic and cultural remove from the
Czech Republic. The Czech Lands did
not develop the same strong tradition of
collecting art from the Islamic cultural
region as it did for art from China and
Japan (except perhaps a taste for Oriental
rugs). However, there are countless

links - often of key historical importance
(despite the tendency of some experts

to dismiss this fact) - between the art of
Islamic countries and Christian Europe.
Interactions in the broader context of
cultural history are no less important. For
this reason, the collection of Islamic art
in the National Gallery in Prague warrants
attention. The collection has an added
advantage in its vast potential for research
and museum work.

The panel depicting Solayman (known in
our region by his Hebrew-derived name of
Solomon) and Belqis, the Queen of Sheba,
is a perfect example of the above assertion.2
As a skilfully rendered, though perhaps
somewhat non-traditional example (in terms
of form) of Persian lacquered painting,
it raises many questions and doubts
about dates etc. However, it also offers an
opportunity to look at the aesthetics of
Islamic art through an analysis of its formal
stylistic features, many of them typical of
Persian miniatures, and especially of the
theme whose source is one of the rare parts
of the Qu'ran that directly addresses the
theme of fine art. The artwork therefore
allows us to become acquainted with
several principles of Islamic art.
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1. Presentation of the panel

Solayman and Belqis, the Queen of Sheba
(Fig. 1), are depicted in a rectangular
wooden panel® set in a double wooden
frame (130 x 62 cm).# The scene and frame
decoration are rendered in the lacquered
painting technique in muted colours with a
prevailing ochre-golden tone.’

The double frame that lines the main
scene forms a visual whole with the panel
and comprises a major ornamental feature
of the artwork. The outer frame along its
entire periphery is divided into several
cartouches with different contents. Most
prominent are four golden cartouches
at the centre of each side of the frame,
which bear black calligraphic inscriptions
describing the circumstances of the
encounter between Solayman and Belqis.
The longer sides bear smaller cartouches
depicting trees and various animals on a
brick-red background. The frame’s corners
bear black cartouches with an arabesque
motif, mostly in gold, green and brick red.
The space between the cartouches is filled
with repeated ornamental motifs on an
olive-green background.

The inner frame is less ornate - slightly
spiralling golden vines with white and
orange blossoms, green leaves and a
regularly repeated stylized cloud motif
are depicted on a black background. The
intermittent ornamental sequences are
complemented by 22 uniformly placed
and - compared to the outer frame - more
simply executed Persian inscriptions
framed in a simple golden line. Read
from the top right inscription to the left,
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2 Solayman and
Belqis, the Queen of
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Sheba.

they represent verses of the 629" ghazal
(sonnet) by Sa‘di, a 13-century Persian
poet, but the first, third and fourth verses
of the poem are missing in the panel,
while the second inscription (top centre)
is impossible to identify with the poem
or otherwise clearly determine.¢ It is love
poetry corresponding with the scene’s
theme. According to available information,
this ghazal has never been published in
translation in any European language.’
The central panel depicts two
compositionally interconnected scenes.
The upper scene is framed by a lobed
double arch, which makes room on the
outer side for a plant ornament executed
in a style resembling that of the inner
frame, and a depiction of a pair of mythical
birds Simorghs, a popular iconographical
motif in Persian art originating in the
Sasanian Empire. The picture clearly
evokes a distinct feature of Iran’s Islamic
sacral architecture, the so-called pishtag,
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an entrance portal eyvan, a not uncommon
motif in Persian Islamic painting.®

In the upper part, we can see the Queen
of Sheba seated on a magnificent and
ornamentally elaborate throne carried by
two demons (jinns). She is surrounded by
eight angels, two of them playing musical
instruments, probably the tambir and daf,
while two others support a decoratively
distinct canopy above the throne, three
bear various gifts and the last carries on
its back an elderly man who - considering
the theme - can be identified as Asef
b. Barkhya, a vizier and adviser of King
Solayman. Scattered clouds in the Chinese
style and birds in flight suggest the scene
is situated in Heaven, but a tree growing
behind the throne may be somewhat
misleading in this context. The throne is
decorated with floral ornamentation and,
on its back, motifs of trees, birds, Simorghs
and Chinese-style clouds. The inscription
on the throne could be a verse from ‘Attar
Nishaptri, but this attribution cannot be
undoubtedly confirmed.?

| 3050 3 8a ki Ciada b Gledls

The background beginning from the line
of the throne upwards is golden; the rest is
uncoloured.

The lower part is also dominated by a
distinct lavishly decorated throne with the
seated Solayman. Belqis steps on a stair
leading to the throne, lifting her skirts
and exposing her leg to mid-thigh. The
scene is watched by Asef b. Barkhya, who
sits nearby, two angels, a jinn, ambiguous
animals (most resembling dogs or wolves),
and birds, the most prominent of which
is a hoopoe perched on the side of the
throne, next to Solayman. The scene is
set in a landscape with only a lake and
surrounding vegetation depicted in the
bottom part, a stream flowing like a
waterfall from the rocks outlined in the
upper part of the lower scene, and then
a lone tree growing behind Solayman’s
throne. The throne is covered with several
ornamental vegetal patterns, while the
stairs are adorned with a geometric design.
The inscription on the side of the throne
facing the viewer was identified as the
second verse of Hafez's ghazal No. 34.%°

The background has no colours and the
texture of the wooden panel can be seen
beneath the final layer of lacquer.



I1. Formal analysis of the painting

and its composition and an aesthetic
interpretation

The spatial and figural rendering of the
painting is based on the tradition of
Persian miniatures in which a scene is
usually viewed from above. It appears the
use of painting abbreviation is hostile to
the painters; nor is there any indication
of an effort to evoke spatial depth by
illusionistic means (hatching etc.). The
linearly-outlined folds of the garment

are the only attempt to evoke an effect of
plasticity. On the contrary, the perspective
abbreviation is slightly inverted in the
depictions of the furniture or architecture
(e.g. in Belqis’ throne) and the impression
of space is expressed rather conventionally,
by simply placing a more distant object
higher, without changing its size. The
painting is therefore rather symbolic and
decorative, everything in it subjected to a
well-balanced rhythm of lines and colours
facilitated by a planarity creating an
impression of distinct ornamentalism.

Although dramatic moments were often
chosen as motifs, their execution bears no
trace of expressiveness. Figures represent
ideal types, with central and auxiliary
characters not rendered as individuals
and the female figure being no different
from the male, except for possibly the
attributes, garments and headdress. As far
as the roles of the figures are concerned,
the central protagonists, their attendants
and onlookers (seeming to confirm
the authenticity of the scene®) can be
distinguished.

The depiction of figures in three-quarter
profile with typically oval almond-shaped
faces prevails; this is probably based on
the ideal of beauty introduced to Persian
culture by the Mongols in the 13* century.
The shoulder line is round and the hand
gestures have a symbolic function, e.g.
the position of Belqis’ arms suggests an
ongoing conversation.* We can say that all
the general features of Persian miniature
painting are present here.”

In the composition of the central panel
and its division into upper and lower
parts, the angel carrying a relatively
distinct green cloak - as opposed to the
more muted surrounding colours - is an
important, attention-drawing element;
as part of the upper scene, its diagonal
direction towards the lower depiction
interconnects the upper and lower
parts, harmonizing the entire formal
arrangement. It clearly outlines the layout
of the entire composition in a spiralling
shape (Fig. 2).

According to a thorough study of specific
examples documented by Alexandre
Papadopoulo, it is this curve that distinctly
prevails in the layout of Islamic miniatures
and other paintings, including the works
of leading painters such as Behzad or
Reza-e Abbasi. According to Papadopoulo,
Persian painters were well aware of the fact
that a spiral guarantees maximum beauty
owing to its mathematical perfection, and
expresses harmony through the rhythmical
disposition of dominating elements
within the basic structure. The hands
and faces of the figures were most often
these dominating elements; they were
seen as distinct from the rest of the body
because they were not hidden.* The spiral,
therefore, seemed a perfect organizational
scheme for a scene and there is no doubt
about its relationship to the cosmology of
Plato, which was well known to Muslim
science.

Papadopoulo expresses the aesthetic
meaning of this spatial layout in a painting
as follows: “The compositional method
outlined here aspired to construct the
microcosm of the art work, just as God had
constructed the macrocosm of the universe
[...], more precisely, with the circles of the
heavens that become progressively smaller
as they approach Earth. Such a descending
and diminishing series of circles constitutes
nothing more or less than a spiral.”

This is in line with the great importance
of the spiral in Islamic mysticism, which
- influenced by the teachings of Pseudo-
Dionysius - employs it to visualize the path
of the soul to God. The spiral was therefore
more than fitting, and further enhanced by
the compositional variability it offered.

In this way, the transcendental
significance of a spiral and importance of
ornament and decoration can legitimize the
artist’s rejection of the means leading to the
most faithful mimetic depiction as “a new
aesthetic universe [...] could be brought
into being only if there were works that
could impose themselves purely as art, that
is, by their ‘autonomous world’ of forms,
colours, and an indisputable link between
all the constituent elements.” In a certain
sense, Persian painters were doing several
centuries earlier what European modern
artists did much later. Our lacquered panel
reflects the features described above, too.

III1. The theme, its sources, iconography
and interpretation through islamic art
aesthetics

Let us return to the artwork under
examination and focus on the sources of
its theme. It is undoubtedly a religious
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3 Solayman and Belqgis, the Queen of Sheba. Detail of Belqgis approaching
Solayman and exposing a part of her calf.

64

theme but as Oleg Grabar writes, this
classification is not quite identical with
the terminology for classifying themes
established in Christian art.”

The scene of Solayman and Belqis, the
Queen of Sheba, is an illustration of a
story told in Sura 27 entitled al-Naml (27,
20-44), but as this popular text was often
mentioned and commented on by Muslim
authors, the Qu'ran cannot be identified
with certainty as the source. As all the later
versions are based on the Qu'ran, or details
and secondary circumstances of the story
are altered or developed, we would not be
wrong to see the original Qu'ran version as
our starting point.

Before presenting the story, let us recall
that Islam follows Judaism and Christianity
and adopts all the Old Testament prophets,
including King Solomon, or Solayman in
Islam. In Jewish, Christian and Islamic
texts, he is known for his magnificent
temple and for the episode with the Queen
of Sheba, who is also mentioned in the
Old and New Testaments (I Kings 10, 1-13;
Matt 12, 42; Luke 11, 31). The couple - one
of the few common themes in Islamic and
Christian art - attracted the attention of
Muslim and Christian artists.?> While the
scene in which the Queen of Sheba asks
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Solayman riddles, is based on the biblical
source, prevails in Christian iconography,
the Qu’ran omits the scene and Muslim
painters use a different version describing
the two wonders with which Solayman
impressed the Queen of Sheba. The
second, key wonder is illustrated in our
artwork and the Qu'ranic story describing
the scene happens to represent one of the
rare mentions of the topic of art in the
Qu’ran.

The scene is situated where Solayman'’s
Temple stood on Mount Marwah (known
as Moriah in Hebrew), whose sanctity
in Islamic tradition (compared to the
importance ascribed to it by the Jews or
Christians) is enhanced by its association
with the Prophet Muhammad’s Night
Journey, al-“Isra’ wal-Mi‘raj. The Temple was
identified with a distant mosque al-masjid
al-agsa mentioned in the Qu'ran (17,1),
where Muhammad led a joint prayer with
other prophets during his Night Journey
before ascending to Heaven and having
God reveal some signs and miracles to
him.»

Solayman was known to understand the
language of birds and to be a master of
animals. The jinns served him dutifully;*
here they are depicted near the ruler,
serving as an easy way to identify him. The
Qu’ran briefly describes Solayman learning
from the hoopoe about the powerful
Queen of Sheba (called Malikat Saba’ in the
Qu'ran and Bilgis in later versions), who
does not worship a single God.? In this
part of the description, the emphasis on
the thrones of the Queen and Solayman
is of special importance.?* The hoopoe’s
account piques Solayman’s interest and he
decides to invite the queen to his palace,
again with the help of the bird. At first
she is reluctant and sends her envoys with
gifts, but the ruler rejects them. To force
her to visit, he dispatches the jinns to
bring him her throne. In the end, however,
the task is fulfilled by he “who had
knowledge of Scripture”.? Only then does
the queen arrive, and Solayman asks her
if she recognizes her throne. She vaguely
replies that it looks like hers. She is asked
to enter the palace and believes the crystal
floor to be water. That is why she lifts her
skirts. Solayman assures her that it is only
crystal and she is so overwhelmed that she
acknowledges Solayman’s greatness and
adopts his faith in a single God.?

The story is important in Islam because
in a confrontation between the pagan
world and the world of the Prophet,
Belqis is caused (by art) to adopt a single
God. Solayman gives the first evidence



of his sovereignty by moving her throne
and Lassner explains in this context:
“Possession of the throne, the symbol of
the queen’s authority, sets the stage for
her eventual submission to the prophet
and his God.”” Nevertheless, it is the
episode with the floor that convinces the
Queen of Sheba. Artistic perfection and
precise mimesis evoke a false impression.
A believer and an infidel face each other,
the believer endowed with the “right”
essence. In this context, Oliver Leaman
says of the queen’s perception: “Her
reasoning presumably was that since she
often seemed to confuse what appeared
to be the case with what really was the
case, her religious ideas might similarly
be linked not with what is real but with
what is only apparently real. This is a
good characterization of idolatry from the
monotheistic point of view.”?® Only the
adoption of a single God seems to reveal
the veritable truth, of which art can be a
tool.®

The Qu'ranic text also shows a meaning
of art other than the powerful impression
it can evoke, as we see with the Queen
of Sheba. Based on a semiotic analysis of
the original Arabic text, Valérie Gonzalez
highlights the Qu'ranic term mumarradun
min qawarird, i.e. paved with crystal,
describing the palace floor that the Queen
mistook for water.*® The words used in
the original Arabic wording associate
the panelling of the floor in a regular,

i.e. geometric order more emphatically
than translations into other languages.
Gonzalez unambiguously concludes that
“Sura al-Naml shows the strength of this
aesthetic dimension in the legend of
Solomon and Belqis, while revealing the
existence of a specific conception of art
emanating from the Divine Word itself.”»
This interpretation in terms of Islamic

art aesthetics is further enhanced by the
meaning of Sura al-Naml, which can be
seen as one of the first documented canons
of the beauty of art in the Islamic cultural
region when it points to a key method of
decoration in Islamic art and architecture -
geometric ornament elaborated in various
media of decorative arts, painted or - in
architecture - composed of tiles of different
size and shapes.

We must bear in mind that the victory
of monotheism over paganism is pivotal
for the Muslims in this story, which is why
the theme is so popular in the Islamic
world. This popularity was reflected in
the frequent telling of the story; its later
literary versions attempting to reconstruct
the circumstances of the event were often

embellished and critically developed
(inspired mainly by Jewish tradition). While
artists used these stories as models, they
more often found their own, more or less
established manner of depiction.

Within the exegesis, ibn ‘Abbas is
believed to have added the motif of Belqis’
unattractive hairy legs to the story. Of
some interest is the fact that the first
depilation was being used at that time.?
Lassner quotes al-Diyarbakri’'s Muslim
tradition and his work Khamis, the version
probably inspired by Jewish folklore. In
his telling, Belqis was an offspring of the
jinns.® Al-Tabari and his Tartkh al-rusul wa
I-mulik (History of the Prophets and Kings) also
warrant mention.> An important source is
al-Tha'labi and his ‘Ara’is al-majalis fi gisas
al-anbiya’ (Lives of the Prophets) describing
the life of the prophets and summarizing
earlier tradition. For example, the Queen of
Sheba’s name is Belqis here and she reigns
in Yemen, the hoopoe is called Ya‘far,
Belqis’ throne is described as “made of
gold inset with rubies and emeralds, [...]
incrusted with various kinds of gems”»
and the brief Qu'ranic story is considerably
expanded, the author drawing from his
predecessors.

Few of these or the many other details
are relevant for the artwork under
examination, but the part in which
al-Tha’labi speculates on who is the one
described rather vaguely in the Qu'ran
as he “who had knowledge from the
Scripture”, i.e. who brought Belqis’ throne
to Solayman, is worthy of attention.
Compiling earlier sources, al-Tha'labi
offers five possibilities - the angel Jibrail,
an unspecified angel, a vaguely described
human being, Solayman himself or Asef
b. Barkhya.” The author opts for the last
possibility.’® Rami, too, adheres to this
version in his Matnawi - the throne is
delivered by Asef, though the jinns are
the first to offer to do so (as the Qu'ran
says).* It is interesting to note that in an
earlier text, Rami describes the throne as
follows: “its hugeness, which exceeded (all)
bounds, it was filigree work.”+° At the end
of the list of authors and their works that
helped develop the Qu'ranic text, we could
add many other mentions and references
in Persian and Arabic literature, chief
among them ‘Attar Nishapuri and his Ilahi-
Nama (Book of God) or Mantig al-Tayr (The
Conference of the Birds).

As for as the rendition of the theme of
Solayman and Belgis in Islamic painting,
the current state of the author’s research
has revealed some fifteen artworks (three
in the technique of lacquered painting,
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including on book covers, a wooden chest
and a pen case, plus twelve miniatures).
Considering that Islamic art objects are
not published in large quantities, this is
not a negligible number. Three basic types
can be distinguished - Belqis comes to

see Solayman (sometimes exposing parts
of her legs); Solayman and Belqis sit on
their respective thrones and Solayman and
Belqis sit on a single throne together - with
the latter two prevailing. The presence of
animals, the watching jinns and mostly
also Asef b. Barkhya are common elements
in all the scenes, and can serve as a clue
in identifying the theme; the thrones

are also frequently highlighted. We may
therefore conclude that the panel from
the collections of the National Gallery in
Prague (or at least its lower scene) belongs
to the first and for our purposes the

most interesting group, and it contains
iconographical features shared by all
depictions.

IV. Morphological analysis

The first question to ask is what are the
important differences in the two scenes

as compared to the original Qu'ranic text.
In the upper scene, the most striking
difference is that while the delivery of
Belqis’ throne to Solayman and her arrival
originally happened at two different times,
they are clearly merged in our panel as
Belqis is brought in with her throne. As
for the question of who eventually brought
the throne to Solayman, the artist depicts
Asef b. Barkhya, perhaps according to
al-Tha’labi and Rami. But Barkhya is
shown leading the delegation, while the
throne is carried by the jinns, who were
the first to ask to do so and are named
specifically in this context in the Qu'ran.
While a logical solution was thus found, it
also seems a compromise.

The lower scene differs from the
Qu'ranic text by being situated in an empty
landscape with no trace of the palace and
its geometrically-patterned crystal floor.
Only Solayman’s throne is decorated; the
two steps before Belgis are unornamented
(Fig. 3). The absence of the palace is typical
of the majority of available depictions of
this theme regardless of what is depicted
- Solayman and Belqis enthroned, or
the scene of the queen’s audience. This
absence represents an interesting omission,
as structures were not generally eliminated
in Persian painting - on the contrary, they
usually create a typical setting.# Artists
depicting Solayman and Belqis probably
expected the viewer to know the story and
focused on the thrones and iconographical
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identification of the figures, especially the
king, through the presence of the animals
and jinns.

Nor is much of the landscape shown in
the panel - a flowing stream in blackish
colour and golden waves may refer to the
“fount of molten brass” described in the
Qu’ran, whose spring came forth for the
sake of Solayman (34, 12-14). However, the
dark water is common in Persian painting,
so this connection may not exist. The
mountains from which the stream springs
are of greater interest (Fig. 4). They are only
vaguely outlined in the top right corner
of the lower scene and their rendering -
mountaintops shaped like non-specific
animal heads - represents an unexpectedly
imaginative component in the middle of
the stylized picture. Although this element
is not as atypical in Persian painting
as it may at first seem, its rendering in
lacquered painting is unusual and the
phenomenon warrants a more detailed
explanation in general.

O’Kane is one of the few authors
to refrain from making cautious and
somewhat reluctant indications (like
those found in various formal analyses
of miniatures), and he clearly states in
his brief study that the beginning of the
tendency of Persian painters to include
mountains with distinct anthropomorphic
or zoomorphic features can be traced to the
second half of the 14% century.#> Although
the rock forms are rendered imaginatively
and with differing degrees of specificity,
and it might appear that European viewers
are only projecting their experience of
European art of the first half of the 20t
century and, moreover, the author’s
intention cannot be definitively ascertained,
O’Kane finds partial support for his claim,
and a possible source for this phenomenon,
in Persian literature, for example in
Qazvini. He describes the contemplation
of the mountain tops as follows: “On it are
images of creatures transformed by God
into stone. Among them is a shepherd
leaning on his crook, [...] and other figures
of human beings and beasts.”# O'Kane
mentions Mesopotamian painting, Chinese
Song dynasty painting and 12%-century
Buddhist painting as possible sources of
inspiration. O'Kane also argued that “the
whim of the artist” played a key role here.+
The contrast between the expressively
rendered mountains teaming with
imaginary human faces and the scene’s
stylized real figures is remarkable (Fig. 5).

All the examples of this phenomenon
given by O’Kane require at least some
fantasy, as the anthropomorphic and



4 Solayman and Belqis, the Queen of Sheba. Detail of
rounded animal-shaped mountains in the upper right
part of the bottom scene.

zoomorphic features are only outlined in
varying degrees of specificity. Nevertheless,
in the case of the panel with Solayman
and Belqis, the Queen of Sheba, we take
the liberty of saying that the depiction is
indisputable; the animal heads are clearly
defined, though they are relatively small
and inconspicuous and apparent only when
we take a closer look. Such a concrete
depiction of mountain tops is unusual in
Persian painting. Nor is it known if this
type of imaginary human or animal head
and face, however abstract, has ever been
found in lacquered painting. Thus, as will
be stated toward the end of this paper, the
artwork is not among the most typical of
its kind.

Let us now look at the remaining
depicted elements. The trees behind the
two thrones are a much more distinct
motif than the rock forms outlined in
the background, and they create a more
dominant impression. In the upper scene,
the placement of the tree can be seen as
somewhat inappropriate, as the throne is
clearly situated in Heaven. Not only is it
illogical for a tree to be growing behind
the throne, but it also adds a certain
clumsiness to the central flying group.
This is naturally puzzling. Why has it been
placed there?

An answer may be found in a Persian
miniature from Nezami’s manuscript
Khamsah (Quinary) of Shah Tahmasp,
namely one which was considered a
depiction of Shirin and Khusrau. However,
the current thinking is that the scene
shows Nushaba recognizing Iskander in
his portrait (Fig. 6). It is well-known that
this portrait was done by Mirza ‘Ali and
the manuscript is dated 1539-1543. The
composition of the miniature with a throne
and seated woman under an ornamented
canopy, with two figures looking from

5 The Old Woman Complaining to Sultan Sanjar. Nezami’s Khamsah
of Shah Tahmasp, 1539-1543. Detail. London, British Library. © The
British Library Board (Or. 2265, fol. 18r).

behind the throne and a tree growing
behind it is basically identical with the
upper scene in the National Gallery panel
(Fig. 7). The composition (which had to
be adapted to the rectangular shape of
the wooden panel) and the colours of the
canopy are also identical. An examination
of other miniatures has revealed additional
details. For example, an angel carrying a
green cloak (Fig. 8), important in terms of
composition, is similar - though different
in size - to the angel in the miniature
depicting Mi’rdj of the Prophet Muhammad
(Fig. 9). Other aspects such as the angels’
clothing and headdresses show similarities
between this miniature and our artwork.

Clothing is one of the major helps
in identifying the style and date of
Islamic paintings. The angels and the
figures of Solayman, Belgis and Asef b.
Barkhya display certain similarities to the
miniatures of the Khamsah manuscript*
and to Safavid clothing in general.+
However, the turbans of Solayman and
Asef (especially in the lower scene) differ
from Safavid clothing; analogues have not
been found in any Safavid painting - except
perhaps Prince Khusrau’s turban with a
colourful oblique band in a mid-17* century
miniature, though the similarity in shape
may result from a different angle of view, as
turbans were more robust at that time.#” All
the analogies seem to suggest a connection
with mid16% century Safavid painting;
only the turbans (which are not definitively
identifiable) cast a shadow of a doubt. It
would be premature, however, to date our
artwork, as the technique and history of
lacquered painting must be considered.

Let us first focus on the floral ornament
in the central panel and two frames.
The inner and outer frames differ in
many respects. The inscriptions are
executed differently and there are certain
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6 Nushaba Recognizing Iskandar from His Portrait, Nezami’s
Khamsah of Shah Tahmasp, 1539-1543. Detail. London, British

Library. © The British Library Board (Or. 2265, fol. 48v).

7 Solayman and Belqis, the Queen of Sheba. Detail of Belqis being
kidnapped with her throne.
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compositional differences (though these
need not be of major significance). A
closer examination reveals more telling
differences in the rendering of the
ornamentation and the style. The plant
motif on the outer frame employs a much
thinner drawing line, the execution is more
detailed and refined, the branching of the
vines is richer and there is a larger variety
of blossoms and more lavish colours. The
style of the ornament on the inner frame
is more akin to the floral decoration in the
upper corners of the central panel, which
are defined by an arch and, to a certain
degree, by Belqis’ throne. The back of
Solayman’s throne and its more loosely-
rendered arabesque, however, more closely
resemble the outer frame.

V. Lacquered painting technique

The lacquered painting technique in
Islamic art is not a thoroughly researched
field. Nevertheless, we can say that the
lacquered panel of Solayman and Belqs,
the Queen of Sheba, is definitely not a
typical example.

The locus of lacquered painting which
is technologically different from lacquer
painting of the Far East*® is Iran in the
Islamic world. To a lesser extent, Iran was
followed by Turkey and India. While the
beginnings of this artistic technique are a
matter of speculation, Ernst J. Grube places
them in the 13 century.* However, the
earliest surviving examples - book covers
with an arabesque motif - are dated the
end of the 15 century. Figural themes
do not appear until the 16% century, and
they follow the example of contemporary
miniatures. At the end of rule of the
Safavid dynasty, painting came under
European influence. The style began to
change, and lacquered painting (whose
style was affected by Western realism)
assumed a leading role, replacing the
declining miniatures in the 18" century
and peaking in the mid-19** century in the
Qajar era.>°

Lacquered painting was first used
primarily on papier-maché board book
covers, which represented a practical
substitute for original leather book covers.
When papier-maché began to be used in
the production of galamdans (pen cases),
sandikchehs (boxes), mirror-cases and seals in
the 17 century, the lacquered painting
technique was used for these practical
discoveries, too.

Lacquered painting on wood and in
larger formats, in which we can seek
analogies with the National Gallery panel,
are only found outside this mainstream.



In addition to the wooden panelling of

a room in Aleppo at the Museum fiir
Islamische Kunst in Berlin, Germany that

is dated to the early 17 century, there are
other published examples of lacquered
chests, panels and doors. Many of them -
associated with Safavid art - show a stylistic
resemblance to our panel. Many are dated
to the 17 or 18" century. Fehérvari dates
Skinner’s lacquered door to the second

half of the 17 century and mentions

yet another lacquered door, dating it to

the early 17* century (i.e. the door from
the Walters Art Gallery in Baltimore,
Maryland) or, specifically, the year 1644 (a
door owned by the Calouste Gulbenkian
Fundagéo, Lisbon, Portugal).”* Grube

dates the lacquered panel from the Lester
Wolfe Collection to the first half of the

17t century.”? A work by Eva Baer may be

a turning point on this list of lacquered
painting objects - in her introduction,

she mentions an inscription dated 1609

on a lacquered chest in the collections

of the Museum fiir Islamische Kunst in
Berlin, and the date 1610 for a coffer from
the Museum fiir Angewandte Kunst in
Cologne, Germany. However, she eventually
concludes in both cases that the paintings
date from the 19* century and stylistically
adhere to, or copy, earlier models (including
in the explicitly given date).” Based on

a thorough examination, the lacquered
object whose style at first resembled Safavid
painting was identified not as Safavid, but
as made at a later date. Here we encounter
a quite recently identified phenomenon

- the pseudo-Safavid style, i.e. a later
imitation of the original Safavid style.

Opinions on the exact dates of this
period differ. According to Robinson, it
is the Qajar era, namely the late 19" or
early 20" century, but not later than 1925.>
The Grove Encyclopedia of Islamic Art and
Architecture specifies the period as “from the
1920s onwards”.” Based on this finding,
many lacquered objects deserve to be
re-dated and the question that arises is: are
there any surviving lacquered paintings
on wood in the Safavid style that actually
come from the Safavid era?*

The stylistic imitation can be corroborated
by fine nuances in style or anachronisms
and errors in the execution of the
garments, accessories or even weapons.

As for the panel depicting Solayman

and Belqis, the Queen of Sheba, taking

into account knowledge of the history of
lacquered painting, the atypical turbans and
the extent of the signs of age in the panel,
we can rightly conclude that the artwork is
an example of the pseudo-Safavid style.

9 Mi’raj of

the Prophet
Muhammad,
Nezami’s Khamsah
of Shah Tahmasp,
1539-1543. Detail.
London, British
Library. © The
British Library
Board (Or. 2265,
fol. 195r).

VI. Conclusion

Given how skilfully done the panel with
the theme of Solayman and the Queen
of Sheba is, the fact that it is a relatively
late artwork imitating an earlier style,
is overshadowed. Its publication with a
detailed study adds new findings to the
underresearched field of Islamic art. The
development of the pseudo-Safavid style
represents a historical phenomenon, “a
typical example of revivalist tendencies
in the Qajar period, a conscious attempt
to create a visual bridge between the
ancient Iranian tradition and their own
world,”” which deserves to be studied and
documented.

“The style may be Safavid-based, but
it is no slavish pastiche, and displays
some original features.”® This is what the
presented artwork convincingly shows.
It is an example of the outcome of the
Persian miniature tradition that developed
for centuries. In this tradition, the artist

8 Solayman and
Belqis, the Queen of
Sheba. Detail of the
angel bringing a cloak.
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elaborates, for example, the rounding

of the mountains in the background as
animal heads. Persian painters had typitied
this, but never executed it in more than an
outline.

Although they cannot be identified, we
can assume there were two artists. The
above mentioned stylistic differences in
the ornamentation and inscriptions on the
outer frame suggest this, and it has been
described as common practice.® This frame
could have been added later, as the slightly
different texture of the wood on the
reverse suggests. As the plant motifs differ
(even within the central panel) and the
ornamentation does not entirely cohere, the
painter of the outer frame may have slightly
modified the ornament in the central panel,
too, in an effort to harmonize the style.
This is, however, only speculation. A single
artist may also have modified his style in
an effort to imitate earlier ornamentation.
If the panel originally had no frame, it
could have been a door panel, but it is far
more likely that the artwork was originally
designed as a decorative piece without any
practical purpose.

As for more accurate dates, the
documented inspiration of the miniatures
of Nezami’'s Khamsah of Shah Tahmasp
should be considered. Our artist could
have come across the manuscript’s
miniatures through other more or less
faithful copies mentioned by Binyon,
unfortunately without giving concrete
examples.®® Nor can direct inspiration be
excluded. In both cases, we must examine
the history of this manuscript.

The available information is fragmentary,
but it seems it was part of the royal
collection from the beginning of the 19
century.® Around 1825, the manuscript
acquired new lacquered book covers while
still part of the Qajar collection, and soon
after that, in 1827-1828, Fath Ali Shah
donated the Khamsah manuscript to one of
his wives, Taj al-Dawla. In 1880, the book
found its way to the British Library,*> where
it was catalogued in the 1880s.%® The artist’s
direct confrontation with the manuscript
in Iran would had to have occurred in
the royal collections, probably in the 19®
century some time before 1880. However,
the panel is different in style and form
from the pseudo-Safavid production of that
time.** It seems probable that it was made
later, apparently inspired by published
reproductions of miniatures.

The miniatures described as a source
of inspiration for the panel were first
published (probably by F. R. Martin) in
1912,% but only in black and white. This
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might explain the compositional similarity,
but not the similarity of the colours, as
seen, in particular, in the canopy in the
upper scene. Manuscript miniatures were
not published in colour until 1928.9¢

The dating of the panel to the late
1920s or 1930s would explain the rather
formal specificity of the artwork, which
appears different in certain aspects
from the published Qajar production of
lacquered painting, including the pseudo-
Safavid style. It also seems probable that
the artwork was acquired and brought to
Czechoslovakia in the 1930s, when the
country’s contact with Iran was quite
extensive.

In the Pahlavi era, lacquered works in the
pseudo-Safavid style could have been in
line with the contemporary trend to restore
national feeling by referencing great epochs
in the nation’s history. Although the pre-
Islamic empires were seen as the principal
models, Safavid style inspiration is also
noticeable. In painting, the new cultural
ideology was reflected, among other things,
by a call to reject the Qajar style. Lacquered
painting thus continued imitating the
Safavid style, though it did not garner
major attention or develop a new style.*

Notes

1 Let me express my deepest thanks to those
without whose contribution and good will this
study could not have been written or would

not have achieved the presented form. They are
PhDr Zdenka Klimtovi, curator of the Collection
of Oriental Art of the National Gallery in
Prague, Prof. PhDr. Michaela Soleiman pour
Hashemi, CSc. and Ing. Mgr. Mohammad
Esmaeil Soleiman pour Hashemi, to whom I owe
my thanks for their willing help transcribing
Persian inscriptions, and the team of curators of
the Middle Eastern Section of the Victoria and
Albert Museum in London.

2 The panel depicting Solayman and Belqis,
the Queen of Sheba, (Vm 2192) was purchased
by the National Gallery in Prague from a private
collection in 1961. Since then, the artwork has
been exhibited three times: at the exhibitions
“Persian Rugs”, Belveder, Prague 1971; “Persian
Rugs”, Castle, Bratislava 1972 and “Endless
Mountains and Rivers”, the National Gallery in
Prague, Prague 1996. A photograph of the panel
was published in: Lucie Borotova, “Report from
Europe: Czech Republic”, Oriental Art 2, 1994,
pp. 57-60 (60, fig. 10).

3 According to the wood’s texture and
common practice in Persian painting, it is
probably plane tree wood - Platanus orientalis
(chenar in Persian).

4 The inner panel with the scene measures
100.5 x 28.5 ¢m, the inner frame is 5.5 cm wide



along the periphery, the outer frame is 9.5 cm
wide along the periphery. The panel’s outer
corners are lined with laths 0.75 c¢cm thick, 33 cm
high and 20 cm wide.

5 The frequently misused terminology (as
emphasized by Ernst J. Grube) must be noted.
Unfortunately, this is also reflected in Czech. It
is probably caused by the erroneous association
of Islamic lacquered painting with Chinese
lacquer painting. Islamic lacquered painting

is essentially different in the manner of its
execution, as documented by its autonomous
origin and development. The technique used

in Islamic art is not painting in lacquer on a
background material, but painting in tempera
or watercolour on a background treated with
lacquer and subsequently covered with a
transparent layer. Ernst J. Grube, “A Lacquered
Panel Painting from the Collection of Lester
Wolfe in the Museum of the University of Notre-
Dame*, in Orientalis Hispanica 1, eds. J. M. Barral
- E. 1. Brill, Leiden 1974, pp. 376-397 (376).

6 Sa‘dl’s ghazal No. 629 (right) and transcription
of the verses on the panel's frame (left, read
from the right corner).
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7 Sa‘dy’s ghazals have 4 parts: Tayyibat, Badayi’,
Khawatim and Ghazaliyyati Qadimah. Ghazal

No. 629 belongs to Khawatim. Sa‘d1’s ghazals

were translated by Lucas White King, who

only translated the poems from the first two
parts. He finished his vast translation work
with sonnet No. 600. The first two parts were
published in translation in two volumes entitled
The Odes of Sheikh Muslihw'd-din Sa‘di Shirazi in
1925 and 1926.

8 A very similar execution can be found in
several Persian lacquered doors. Cf. G. Fehérvari,
“A Seventeenth-Century Persian Lacquer Door
and Some Problems of Safavid Lacquer-Painted
Doors”, Bulletin of the School of Oriental and African
Studies XXXII, 2, 1969, pp. 268-280, figs. I, V,
VII, VIII, XI.

9 The verse whose author is probably ‘Attar
Nishapiri reads as follows:
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10 “Show courtesy, and alight, for this house
is the House of Thine.” Translated by Henry
Wilberforce-Clark, corrected by Behrouz
Homayoun Far. Hafez Shirazi. Ghazal of Hafex
Shirazi, Calgary 2001, p. 70.

11 Robert Irwin, Arte Isldmico, Madrid 2008,

p- 188.

12 Oleg Grabar, Mostly miniatures: An introduction
to Persian painting, Oxford 2000, p. 133.

13 Oleg Grabar - Mika Natif, “Two Safavid
Paintings: An Essay in Interpretation”, Mugqarnas
XIIX, 2001, pp. 173-202 (173).

14 Grabar - Natif (op. cit. in Note 12), p. 187.
15 Grabar (op. cit. in Note 13), pp. 132-133.

16 Alexandre Papadopoulo, Islam and Muslim
Art, London 1980, p. 97.

17 1bid., p. 101.

18 Thid., p. 96.

19 “Persian painting did not develop what one
could call a sacred history in images, such as
the Buddhist and Christian worlds did. Elements
of such a history are found here and there but
there is no constant mass as in Europe or India.
On the other hand, it is possible that Persian
painting, a little like Chinese painting after the
Sung dynasty, felt the influence of a certain
mystical piety and thus reflects religion less in
its themes than in its manner of expression.”
Grabar (op. cit. in Note 13), p. 95.

20 “The Christians accepted Solomon not
only as a prophet and ancestor of Christ, as he
appears on west-facing facades of great churches,
but also as a symbolic image of Christ, while
the Queen of Sheba became the symbol of the
Christian Church, the Ecclesia.” Vera K. Ostola
and Nobuko Kajitani, “Two Riddles of the Queen
of Sheba”, Metropolitan Museum Journal VI, 1976,
pp. 73-103 (78).

21 To highlight the importance of the story’s
setting, it is necessary to recall that the Qu'ran
admires major building achievements of other
cultures, but mostly immediately mentions

that they were destroyed and thus succumbed
to God's will, as if the people dared compete
with God through these exceptional buildings
and had to be punished for their impudence
(89,5-11). It also points to a certain vanity

of human efforts in art (26, 128-129). Then,
however, Solayman appears, as if authorized as
one of God’s prophets to exonerate the name

of art and architecture, as a kind of dividing
line between the mythical, pagan structures
and new architecture dedicated to a single God.
In Islam, Solayman initiated the tendency of
the importance of culture to be documented

by a perfect and breath-taking structure whose
builders must have been representatives of
culture.

22 “And Sulayman inherited David. He said,
‘O people, we have been taught the language of
birds, and we have been given from all things.
Indeed, this is evident bounty.’ And gathered for
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Sulayman were his soldiers of the jinn and men
and birds, and they were [marching] in rows.”
(27, 16-17) Another Sura attributes to Solayman
the power to control the wind and storm (21,
81-82).

23 “But the hoopoe stayed not long and said,
‘T have encompassed [in knowledge] that which
you have not encompassed, and I have come

to you from Sheba with certain news. Indeed,

I found [there] a woman ruling them, and she
has been given of all things, and she has a great
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Introduction
According to Tibetan Buddhism, the
majority of Buddhist art serves as teaching
tools (Tib. ten), as physical representations
and embodiments of the enlightened body,
speech and mind. The ten group comprises
most types of Tibetan paintings, known
as thangkas, as well as sculptures, stupas
and books. These sacred objects must be
blessed in a ritual ceremony (Tib. ragne)
in order to have the proper effect during
religious practice.! The production of
a thangka was associated with creating
merit for the future life. This is why a
spiritual teacher tends to advise Tibetans
to commission the painting of a thangka for
the removal of physical or mental obstacles
or a long and healthy life.2 Such a deity is
chosen that will best reflect the situation
and needs of the particular individual.
After the sacred painting is created, this
person is expected to perform recitations
and prayers to the relevant deity.’ Thangkas
painted in response to the death of a
relative or a dear one (Tib. kyetag) are
intended to help a deceased person to
have a happier rebirth; this is why thankgas
are painted within seven weeks after the
person’s death, when he is still wandering
in Bardo.* After consulting Buddhist
astrological texts or depending on the
personality of the deceased person, lamas
would then determine the appropriate
deity.’

Thangka images are also used as
visualization aids during meditation or
are carried in lama processions during
important ceremonies, in a bride’s
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entourage and in a train of mourners.°
Huge thangkas, often made in the appliqué
technique, are suspended from special
frames in monasteries or in their vicinity
during certain festivals.

What is a thangka

Thangka is a term that designates a Tibetan
wall painting that depicts a religious
theme. The word is derived from thang

yig, meaning ‘account or ‘sketch’. Thangka
roughly translates as something to be
rolled, a scroll. Formerly, such paintings
were named reri or rerimo, painting on
cotton cloth. The expression was close

to the Sanskrit term pata.” Thangkas

can be painted, printed, embroidered

or appliquéd.® Traditionally, they are
painted using mineral paints on cloth
(mostly cotton or linen). The technique is
reminiscent of gouache, as the ground is
formed of a mixture of chalk and size, or
glue. The canvas is stretched in a frame
that can be either held in the painter’s lap,
proped up in front of him, or suspended
from the ceiling. Initially, the image’s
layout is roughly sketched using a piece
of chalk or, nowadays, a pencil, and the
composition is created with the aid of
rulers and compasses, as it is important
to adhere to the precise dimensions and
the figures’ proportions. Afterwards, the
individual planes are filled with colours, a
process done most economically. In order
to avoid remixing the paints, all surfaces of
one colour are painted, for example, first
all blues, followed by greens, then whites,
reds, and so forth. After this process comes



1 The Buddha and Stories Relating His Past Lives, Tibet, late 17% century, National Gallery in Prague.
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the delicate scraping of the painted surface
to remove differences in the consistency,
thickness and texture of the paints that
were mixed from diverse pigments.® Some
artists then begin to shade the individual
objects or parts of the principal figure’s
body, using either a wet or dry technique.
Finally, they finish with painting in the
gold details and outlining the contours.
The final step involves the application of
colours onto the face of the main deity and
the painting of the eyes, an act that opens
the thangka’s “eyes”.

When the painting is a biographical or
historical thangka, succinct inscriptions
written in fine gold letters are added
to accompany the individual figures or
scenes. To ensure proper execution and
neat handwriting, this step is sometimes
entrusted to a scribe or a lama.** Prior
to removing the thangka from the frame,

a mantra or mantras are written on the
back. The syllables OM AH HUM are
inscribed on the forehead, throat and
heart of every main figure. These syllables
stand for the enlightened body, speech
and mind that fill the figures during the
blessing ceremony. In special cases, other
syllables are inscribed in the designated
places.”* The painting is delineated by a
red strip along which the painting is cut
out of the frame. In the end, the thangka is
sewn into a brocade mounting. After the
work is completed, a religious offering is
performed, as a certain type of religious
redemption (Tib. luyon) that allows the
patron to introduce the sacred image into
his new home.

Thangka painters were mostly ordinary
craftsmen, frequently laymen from
families of artists. Tibetan scriptures
and translations from Sanskrit describe
what ritual steps and visualizations are
necessary when painting certain types of
images. While only a few artists observe
these methods today, Tibetan Buddhism
nevertheless requires that the artists be
initiated into Tantras,' at least formally.
According to Vajrayana Buddhism,
every artist who engaged in the visual
representation of deities from the Four
Classes of Tantra had to undergo the ritual
initiation (Tib. wangkur) into each of these
Classes.?

In accordance with the rules of Tantric
literature, thangkas are rectangular in shape.
However, in making them, artists did not
now follow the prescribed dimensions
too strictly. Today’s thangkas are mostly
rectangular, but earlier ones tended to be
square-shaped, such as the thangkas from
the Kingdom of Guge or Central Tibet.*
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Today'’s thangkas differ from the older ones
also in their mounts because the painting
is trimmed by cloth on all sides; according
to earlier records, the trimming used to be
only on the bottom of thangkas. Old patas
from Western Tibet, or more precisely,
from Guge, never had such a border. The
surface of the painting (Tib. melong, or
mirror) eventually became rectangular

in form and was surrounded by a textile
border on all sides. Cotton was gradually
replaced by silk for the mount, mostly
Chinese silk which, in terms of colour, was
in tune with the painting. The painting
was also trimmed with two strips, often of
yellow or red silk (Tib. aja, ajama mar, ser,
meaning ‘red and yellow rainbow’). These
strips symbolize the rainbow as a celestial
light emanating from the picture. The
painting was to be a reflection of remote
celestial spheres and emit divine radiance.”
At the thangka’s bottom edge, exactly at the
centre, there is a square patch made of
more precious silk material of a different
colour. This finely woven brocade square
represents a sort of “gate”, an entrance into
the depicted other dimension, a door of
the thangka (Tib. thanggo), which is usually
adorned with the motif of dragons that
symbolize the sphere of cosmic water.
Small rods (Tib. thangshing) are attached to
the upper and bottom edges of the thangka’s
mount. The top roller is narrower and
lighter in weight, the bottom one thicker
and heavier which is often equipped

with two wooden knobs (Tib. thangtog)
embellished with silver or brass.!¢ Along its
entire length, the thangka is covered by a
protective veil (Tib. zhalkheb). Made of fine
red or yellow silk, the veil is customarily
fixed to the top roller. The covering
protects the thangka from damage when
rolled up and from the smoke of the butter
lamps for votive offerings when on display
in temples or above a home altar. Over

the veil hang two red or yellow silk strips,
about two centimeters wide (Tib. lungnon)
that are sewn to the upper part of the
thangka. These strips allude to the times
when thangkas were used in tents and had
to be fastened to protect them from gusts
of wind.” Two other strips are used to tie a
rolled-up thangka.

The rolled-up form of the painting was
very practical for travel. Itinerant lamas,
manipa teachers or mani lamas were lay
instructors, or monks or nuns of the
Nyingma school or Kagyu school, who
devoted their lives to spreading the mani
mantra (that is, Om Mani Padme Hum). They
drew on the Tibetan tradition of story
telling and song singing, but the first



documented records about mani lamas
date from as late as the 13" century.’®
Using thangkas, they illustrated the tales
they presented, spreading that way folk
tradition and religion. Their themes
included such subjects as the arrival

of royal brides to Tibet (the wives of

King Srongtsen Gampo), the depiction

of Tibetan monasteries, the first kings,
Buddhas, Bodhisattvas, protective deities,
founders of the individual schools, their
teachers and followers. The core consisted
of three hundred icons, series devoted to
saints, the Arhats, tales from the Buddha’s
past lives and mandalas.” This type of song
derived from a special section of sacred
literature, chants or invocations. The saint
was praised in every verse with a brief
mention of the most noteworthy episodes
of his life, visions or miracles, while some
thangkas were faithful illustrations of these
chants.?

Local rulers in ancient Tibet travelled
around the country and camped out in
tents. This form of nomadic life was also
led by monks, who took on their journeys
all things necessary, such as portable altars
and scroll paintings that served in lieu
of wall paintings.* As new monasteries
emerged, thangkas also found their place
in the interiors of those buildings. As
time elapsed, scroll paintings evolved into
religious works of art that were used as
teaching and veneration tools.?

Thangkas portrayed deities and figures
from Tibetan Buddhism. They can be
divided into six general thematic groups:
enlightened beings (Buddhas, Bodhisattvas
and gurus),? yidam (personal meditation
deities),? dharmapalas (Defenders of the
Law),” the representation of the teachings
(The Wheel of Life, the representation of
the medical tantras, symbolic offerings of
the five senses, etc.), mandalas and stupas,?
and yantras.”

The enlightened beings group is made
up of the Gautama Buddha, depictions of
scenes from his life or previous lives, the
representation of his disciples, illustrious
figures of the Buddhist teaching and
scenes from their lives (Tib. namthar).
Paintings of the spiritual embodiments,
kuten, are divided depending on whether

they express a certain temporal framework.

The majority of thangka accounts are

set in kingdoms ruling over ordinary
space and time; hence they take place,
for example, in pure lands or a Buddha
space, thereby personifying existence

and immediate presence.? Conversely,
other compositions represent episodes
from the life of a particular figure and the

depicted events are set into a historical
or legendary past. These are “narrative
paintings”. Some narrative thangkas depict
numerous important moments in the

life of an enlightened being or saint, and
are therefore referred to as “biographical
paintings”. These may include the Twelve
Great Deeds of the Buddha's Life, or the
momentous events from the lives of the
Tibetan master Milarepa and the legendary
King Gesar of Ling. Another type of
narrative thangka illustrates stories from
the past lives of a great personage, such
as jatakas (Tib. kyerab) from the life of the
Gautama Buddha.® Narrative paintings
can be produced as individual images or
in series, with each composition focusing
on one or several events. The individual
episodes are usually separated from each
other by a wall, borderline or empty
areas in the landscape. Another type of
composition is devoted to representing
religious figures in a general aspect in a
pure land. The simplest of these images
has one figure in the centre, portrayed
against a background of varying visual
complexity, but may also be composed of a
great many religious figures. Its appearance
is determined iconographically, but in
certain cases can be adjusted according to
the patrons’ wishes.*°

The arrangement of the figures in thangka
paintings is established with utmost
precision. The main figure is surrounded
by a retinue of smaller figures. In some
paintings, all figures are of the same size
as, for example, the eighty-four Siddhas,
thirty-five Buddhas and sixteen Arhats, a
composition that may be also combined
with the principal figures or other groups.
The eighty-four Mahasiddhas can be
painted around the central figure of the
Adibuddha Vajradhara. The sixteen Arhats
may be depicted surrounding the Gautama
Buddha, his two disciples Shariputra
and Maudgalyayana and the Arhats’ two
attendants, Huashang and Dharmatala, and
four locapalas. Guru Padmasambhava, who
represents the Nirmanakaya, is rendered in
a trio with Samantabhadra (Dharmakaya)
and Vajrasattva (Sambhogakaya). Guru
Padmasambhava tends to be also
portrayed in the company of his twenty-
five main disciples, in his eight famous
manifestations or in the combination
of twenty-five disciples and eight
manifestations.’

This article will examine the narrative
thangkas and the representations of
prominent historical figures, housed
in the Collection of Asian Art of the
National Gallery in Prague. The common
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denominator of these works is the
interesting life of the central figure, which
is either depicted in detail in the individual
scenes surrounding that figure, or
summarized in a brief inscription. Most of
the paintings come from the collections of
noted Czech art collectors, such as Vojtéch
Chytil, Josef Martinek and Dr. Ladislav
Weber.

The Jatakas
The epic poem entitled Buddhacarita (The
Life of the Buddha),® the first complete
work on the life of the Buddha,*was
written by Ashvaghosha, who lived
probably in the 1st-2nd century C.E. and
was the contemporary of Emperor Kaniska
(127-151). Ashvaghosha is recognized as
the most influential Buddhist author of all
times. Comprised of twenty-eight books,*
the Buddhacarita is an account of the life
of Prince Siddhartha Gautama (ca. 563
- ca. 483 B.C.E.) - from his birth, life in
the palace, ascetic practice and resistance
of the demon Mara, to his departure
into Nirvana. Siddhartha renounces his
luxurious life after witnessing all the
suffering during his outings beyond the
palace’s walls.

Jatakas, or tales about the births,3
are narrations about the former lives of
Buddha, his followers and opponents. The
Buddha appears in them - in animal or
human form - as a ruler, a son born into
a wealthy family, the divine ruler, who is
always magnanimous, handing out his
wealth or relinquishing a life of luxury,
living instead as an ascetic. Whenever
the Buddha is depicted in his past animal
form, he always stands above all other
animals in his wisdom and compassion.
Owing expressly to the experiences and
good deeds from his previous births,
Prince Siddhartha was able to attain
Buddhahood during his lifetime. Jataka
tales are therefore accounts of the way
actions and conduct in a former life
influence the future existence based on the
law of karma.

The Buddha and Stories Relating His Past
Lives (Fig. 1)

The central figure of the Gautama Buddha
is depicted seated in the lotus position on
a lotus throne. His hands are in a gesture
that symbolizes the touching of the ground
(Sankrit bhumisparsa mudra). The Buddha is
surrounded by three scenes from his past
lives, and the individual scenes are divided
from each other by pinkish clouds. This
thangka is executed in the style of southern
Tibetan painting known as Karma gardri.
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Jataka No. 26% (the story is shown in the
upper part of the painting): The Buddha
in the form of the Ruru Deer had fur in
the colour of pure gold that sparkled like
gems, and even his horns and hooves
shone like precious stones. He lived in a
secluded part of the forest, as he wished
to shun hunters. One day, he heard the cry
of a man who had fallen into the river. The
deer came to his rescue and saved the man.
The man wanted to express his gratitude
but the deer wished nothing else than that
he tell no one of their encounter.

One day the queen dreamt about the
Ruru Deer. She appealed to the king to
bring the deer to her. The king announced
that he would richly reward the one who
would show him the way to the animal.
The man saved from the river heard this
and as he was very poor, he decided to
breach his oath. He took the king and his
hunters to the place of that momentous
encounter. The king fitted an arrow to his
bow and was about to kill the deer. Then,
suddenly, the Ruru Deer spoke to him in
a human voice and asked him who had
brought him there. The king pointed to
the rescued man. The deer told the king
how he had saved the man’s life and what
he had promised him in return. The king
decided not to reward the man. The deer
spoke about people blinded by the desire
to be rich. The king promised that the
animal could live freely and move without
worry throughout the whole kingdom.

In return, the deer agreed to become a
teacher who would spread the teachings of
the Buddha. The king decided that from
then on all animals throughout the country
would be protected.

The thangka depicts the scene with the
drowning man, his rescue, the royal palace,
the king’s arrival at the river and the deer’s
journey to the capital where he preaches
the Buddhist teachings. It is noteworthy
here that the man who had showed the
king the deer’s whereabouts is immediately
punished: the hand that pointed at the
deer falls off.

Jataka No. 25 (the story in the painting’s
central section, which progresses from
right to left): One day, a king hunted in the
forest in the company of his retinue, but
was separated from the others and became
lost. At that point, he saw the Sharabha
deer and set out after him. The Sharabha
jumped over a precipice, but the king’s
horse stumbled, throwing the rider off his
back into the precipice. When Sharabha saw
this, he set out to the king’s rescue. The
king apologized with tears in his eyes for
his wish to hunt him down. The Sharabha



pulled him out of the precipice on his back
and took him to his horse. In return, he
asked that hunting be outlawed throughout
the country. This wish was fulfilled and
from then on, all forest animals lived in
peace.

The thangka shows the king’s hunt, his
fall into the precipice, the Sharabha pulling
him out on his back, and the king’s
gratitude.

Jataka No. 24 (the story in the lower part
of the painting, which progresses from
right to left): A kapi monkey lived in a
forest where a peasant strayed, looking
for his lost cow. When the hungry man
climbed up a tree to pick some fruit, the
branch broke off and the man fell into the
water at the bottom of a pit. For several
days, he was imprisoned in the pit before
the kapi monkey discovered him and pulled
him out on its back. As the man was quite
heavy, the monkey tired and needed some
rest. The man promised he would protect
the monkey while it slept. The man had an
idea that he could kill the animal, which
would provide him with plenty of food for
his journey back home. He was about to
hit the monkey with a large stone when
the monkey woke up. Out of compassion
for the man, the monkey began to cry and
let him depart. The peasant then became
leprous and his body was covered with
festering sores. Afterwards, he shunned
people. Disfigured, he strolled through the
forest and met a king on a hunt. At first,
the king was shocked, taking the peasant
for a demon. He asked the man what had
happened. The peasant told him his story
and added a moral lesson that kindness
must be repaid with gratitude.

Depicted in this thangka is a man in
a tree, his fall into the pit, the monkey
rescuing him, the man’s attempt to kill
the monkey, the man living in a cave as a
hermit and the figure of the hunting king.

The Arhat Gopaka (Fig. 2)

Before achieving Nirvana*, the Gautama
Buddha chose sixteen of his most
accomplished disciples, who were referred
to as Sthavira® or Arhats. They were to
protect and disseminate the Buddha’s
teachings and remain in the world of
human beings, albeit on such a spiritual
level that allowed them to reach Nirvana.
In a popular form of Buddhism, Sthaviras
were identified with Arhans or Arhats,

terms close in meaning.** In the Theravada
tradition, an Arhat is an ideal of a Buddhist
saint, and the Arhat cult spread even
outside the regions of Theravada Buddhism,
for example, to China (Chinese luohan),

2 The Arhat Gopaka, Eastern Tibet, 18"-19" centuries, National Gallery in
Prague.

Tibet (Tib. dachompa), and from there to
Mongolia (Mongolian dain darsan).

Most of the Arhats were born into noble
families who lived in northern India,
thirteen of them are believed to have
been accepted into the Buddhist Order
by the Buddha himself. According to
legend, the Arhats and their assistants,
also called Arhats, visited important places
throughout the country, consecrated
temples and statues, and performed
various rituals. After the extinction of the
Buddha’s doctrine, they are to collect all
the remaining relics, enshrine them in a
stupa adorned with seven treasures and
disappear together with the shrine.

As legend has it, the Tang Emperor
Ruizong (710-711) dispatched a monk to
India with the task of bringing the Arhats
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for whom the emperor had sixteen temples
built. In China and on their journey to
China, they were accompanied by the lay-
attendant Dharmatala.* Dharmatala and
the monk thus became members of the
group of Arhats, increasing their number
to eighteen. In China, the Arhats had their
images painted and statues fashioned,
which they blessed and endowed with
miraculous power, returning afterwards to
the world.+ The Arhat cult was introduced
to Tibet by Shantarakshita (725-788), who
was invited there from India by King
Trisong Detsen. A popular representation
in Tibetan tradition was an eighteen-
figure group, complemented by the four
guardians of the cardinal points.

Several styles are used to portray the
Arhats in Tibetan painting. Gyadi (the
Chinese style) was introduced into Tibet
by Lume Domchung, who, inspired
by Chinese models, created his own
representation of the Buddha Gautama,
the sixteen Arhats and their attendant
Dharmatala. The figures had Chinese
physiognomy and robes of Chinese
Buddhist monks. Khamdri (the Eastern
Tibetan style) was likewise influenced
by Chinese painting, namely the master
painters Guanxiu (832-912) and Li
Longmian (ca. 1049-1106). In Tibet, the
Kadam style (the style of the Kadampa
School) also spread rapidly. It portrayed
figures in Indian Buddhist robes, but also
had indigenous elements, the Arhats were
endowed with Tibetan physiognomy, and
their clothing and the settings were also
partially Tibetan. The Udri (the Central
Tibetan style) derived from one of the
first Tibetan national styles of painting,
the Mendri School,¥ founded in the first
half of the 15" century by Manthangpa.
Karma Gardri (the style of the Karma Kagyu
School), which evolved in the second half
of the 16" century, combined elements of
the Kadam style with aspects of the Ming
Dynasty’s painting tradition.*

The Tibetan painting of Arhats was
initially inspired by Chinese art, later the
sources of inspiration were reversed. For
example, Yao Wenhan painted a series of
Arhats for the emperor of the Qianlong era
(1735-1796) after the Tibetan model,* which
was commissioned by Rolpa Dorje (1717-
1786), a Tibetan lama, the emperor’s friend
and the third changjia, a national preceptor.
The best-known series of Arhats was
painted by Guanxiu and, at the behest of
the Qianlong emperor, his work was copied
by the painter Ding Guanpeng. Under the
supervision of Rolpa Dorje, Guanpeng
adopted the series in accordance with
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the Tibetan concept, with inscriptions in
Tibetan added later to the Chinese ones.*®

Paintings of Arhats were a popular
kind of gift presented by delegations
who travelled between Tibet and the
imperial court. Known from the Ming
Dynasty period are two recordings of
gifts that the first Karmapa Jejin Shegpa
(1384-1415)* brought back in 1408 after a
two-year sojourn in Nanjing.>*> In return,
he sent gifts to Emperor Zhengzu® that
included paintings of the sixteen Arhats.>
Shakya Yeshe (1355-1435), a lama of the
Gelug School, dispatched by Tsongkhapa
(1357-1419) to represent him at the imperial
court, returned from Nanjing in 1418 with
gifts from Emperor Zhengzu. The presents
included a set of woven thangkas portraying
the sixteen Arhats for Tsongkhapa and a
series of the sixteen Arhats made of sandal
wood for himself.®

The Arhats were portrayed as Tibetan or
Chinese monks. Tibetans gave preference
to Arhats depicted with Tibetan, rather than
Chinese physiognomy. They were idealized,
yet natural-looking. However, there were
paintings of the Arhats with accentuated
supernatural, grotesque or even caricatured
features that often suggested their Indian
origin, characterized, for example, by a
dark complexion, long eyebrows, a dark
goatee and elongated earlobes.>

Southern Tibetan painting was
influenced by Chinese landscape painting,
which often pictured Chinese luxury
objects such as gifts and offerings, but also
literati rock gardens, and rocks of fantastic,
even bizarre shapes that appeared in
Chinese gardens and houses originally for
their magic, philosophical and microcosmic
qualities. In their shapes and perforations,
these rocks were read as meditation caves
of the Arhats and Daoist immortals, the
Buddhist Pure Land or the islands of
the immortals, Penglai and Fanghu.”
According to Rob Linrothe, the presence of
Chinese objects in the paintings of deities,
lamas and the Arhats endows them with
importance and veneration, as if these were
precious gifts intended for a deity.>®

The thangka represents the 15" Arhat
Gopaka (Tib. Beche). He is believed to
have come from a wealthy family of
Brahmin in Varanasi, but owing to bad
deeds from his previous life his body
was covered with festering and bursting
boils. He was therefore always wrapped
in a piece of cloth. When he met the
Gautama Buddha, he accepted his lot and
joined the Buddha’s group of followers,
achieving Arhatship shortly afterwards. He
is depicted holding a book, his attribute,



in both hands.*”® The book symbolizes
devotion to the Buddha's teaching and,
when touched, the book can help a person
overcome all of life’s obstacles. Gopaka's
dwelling place is Mount Vihula, where

he resides together with 1,400 Arhats.

In this image, Gopaka is pictured as a
handsome young man seated on a throne
and holding a book. Shown in front of
him are a lacquer table and supplicants
bringing him gifts. The Guatama Buddha
is portrayed levitating on a cloud in the
upper left corner, while what appears to
be a monk of the Sakya or Kadam Schools
is depicted in the upper right corner. The
stylistic treatment of this painting suggests
that it originated in Eastern Tibet. The
depiction of the background deserves
notice in the way it stands in contrast to
the solemn scene in the forefront. The doe
is tending to her young, the monkey - with
an almost human face - is frolicking in the
tree branches, while another one with a
cunning expression is trying to catch the
monkey. This is a very worldly scene that
also differs in style from the representation
of the main figure. This image goes to
show the leeway the artist or his assistants
had in painting the background of this
picture.

The Three Mahasiddhas

Mabhasiddha (Tib. dubtob chenpo / dubchen)
is a term used for a prominent Hindu or
Buddhist (Tantric) teacher, who usually
came from India, but who could have also
originated in some other, neighbouring
country. A frequent form of painting
represents the eighty-four Mahasiddhas
portrayed individually or in groups of
three. One of the most popular books
devoted to the lives of the Mahasiddhas is
the Caturasiti siddha pravrtti written by the
Indian scholar Abhayadatta, who lived in
the late 11" and early 12 centuries.*

The four thangka paintings, purchased
by the National Gallery in Prague from
the Martinek Collection, depict twelve
Mabhasiddhas and are perhaps a part of a
set of images depicting the eighty-four
Mabhasiddhas. The paintings represent all
three types of Siddhas: monastic (dressed
in a monk’s robe), lay (wearing clothes
of their trade) and Tuntric (adorned with
bone ornaments).® The same style is
essentially found in the painting The Three
Mahasiddhas: Kamala, Suvarnadvipa and
Viraya in the Rubin Museum of Art in New
York, dated to the 17" century, which is
associated with the Sakya School tradition,
the Vajrasana system and the Kyendri style
of painting.2

The figures in this series are
predominant in the painting and are
treated in great detail. Their appearance
suggests Indian-Nepalese influence.
Conversely, the landscape constituting
the picture’s background appears to
derive from Chinese landscape painting.
The individual elements are combined
in a somewhat eclectic mode, yet give a
balanced and harmonious impression. The
delicate brushwork is well discernible in
the near-translucent halo around some of
the figures.

Two thangka paintings from the National
Gallery’s collections will be introduced
hereunder by way of comparison.

The Three Mahasiddhas: Nagpokyopa,
Phagtshangpa and Zangpopa (Fig. 3)

In the Vajrasana list of eighty-five
Mabhasiddhas, Nagpokyopa can be identified
with Krishnacharya as the twenty-fourth
in succession (named Kanhapa, he
appears as the seventeenth according to
the Abhayadatta Sri list of the eighty-four
Mabhasiddhas). Phagtshangpa is included as
the twenty-sixth figure in the Vajrasana
list (Tanjur, Volume Chu, sheets 219-226).
Zangpopa is not found in any of the above-
mentioned systems.

Nagpokyopa is shown flying in the
upper part of the thangka. His story is
briefly described on the reverse side of the
painting.

1. Om

Ah

Hum
2. He appeared as the one who does not obey

the Lamas’ instructions,®

He achieved Enlightenment in Bardo,

His name is Nagpokyopa.

I pray to this spiritual teacher.

Nagpokyopa, also referred to as
Krisnacarya or Kanhapa% who lived in
Somapuri, was born into the caste of
scribes and became a monk. His master
Jalandhari initiated him into the Hevajra
Tantra and Krisnacarya practiced it for
twelve years. One day, he saw the divine
entourage of Hevajra and this made him
very proud. All of a sudden, he could
float, and seven canopies and seven drums
descended from heaven to accompany him,
further increasing his pride. He believed
he had acquired siddhi®® and he felt strong
enough to overcome the Rakshasas in
Lanka, the Land of Demons, where he
set out with a retinue of three thousand
disciples. When they arrived at the ocean,
Krisnacarya walked on the water and
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3 The Three Mahasiddhas, Tibet, 17"-18" centuries, National Gallery in Prague.
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thought to himself that not even his master
had such power. At that point, he almost
drowned. His teacher Jalandhari saved him
and sent him to his student, a weaver, to
Saliputra in hope that he may help him
overcome his pride. He urged Krisnacarya
to obey his every word. Krisnacarya set out
to Saliputra, accompanied by his pupils.
The weaver took him to a burial ground
and gave him various assignments such as
eating the flesh of a corpse or his feces,
which Krisnacarya refused to do. On their
way home the weaver bought him some
food and drink and ordered Krisnacarya

to gather his pupils. The weaver’s magical
power filled dishes with rice pudding and
various delicacies. There was so much food
that the group of his pupils could not eat
it in a week. The weaver sent Krisnacarya
away, telling him he could do no more

for him and that he should continue
practicing. Krisnacarya set out to the city
of Bhandokora. Along the way, he met

a girl by a lychee tree and asked her for
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some fruit. The girl refused to give him
any, so he cursed her and picked the fruit
himself, but she sent the fruit back to the
tree. Krisnacarya was enraged; with the aid
of mantras, he let blood gush from all of
the girl’s limbs and the unfortunate girl fell
to the ground. People were surprised that
yogis performed such murder. Krisnacarya
therefore willed himself and withdrew the
magic. However, the girl used her own
magic and caused Krisnacarya to cough
blood. He sent the Dakini Bandhe to the
south to the Sri Parvata mountain for some
curative herbs. The Dakini procured the
medicine and on her way back met the girl
who had changed into an old woman and
cried. She told the Dakini that Krisnacaraya
had died, whereupon the Dakini threw
away the medicine that was no longer
needed and the old woman took hold

of it. The Dakini rushed home and there
she saw that Krisnacarya was not dead.
She told him what happened. Afterwards,
Krisnacarya explained the Dharma
teachings to his pupils and died.” The
Dakini was infuriated and set out to find
the girl. The girl was hidden in a shimbhila
tree, whereupon the Dakini uttered a curse
and killed the tree. The story ends with the
moral lesson that pride and jealousy are
destructive.

In the thangka, Krisnacarya is depicted
floating with the ritual drum and a skull-
cup in his hand. Around him are flying
drums, bone trumpets and a chopper. He
has a human skin draped over his back
and a tiger's skin tied at his waist. He
wears a headband made of skulls, huge
earrings, bracelets, a necklace and a yogi
belt. The painter animated the picture with
a humorous motif, placing a bird with a
laughing face in the graveyard; the clouds
that divide the scene are topped with what
appears as antilope’s hooves.

The seated Phagtshangpa is shown at the
lower left of the thangka painting.

5. Oh

Am

Hum
6. Damze met the Buddha in person,

He took genyen vows® and reached a high

spiritual level,

His name is Phagtshangpa.

I pray to this spiritual teacher.

Despite his vocation, Phagtshangpa,
or Swineheard, devoted himself to
Buddhist teachings. The thangka represents
Phagtshangpa sitting on a rock in a
meditational position, looking at the
Buddha who appears before him. This
depiction of Phagtshangpa also has a
humorous aspect to it - the sharp-pointed



armchair he is sitting in has the shape of

a bird’s head. Behind the chair, there are
peonies with a butterfly flying around
them. Phagtshangpa’s swine are discernible
in the bottom part of the image.

In the lower right corner of the thangka,
Zangpopa stands in a yoga pose on his
right leg.

3. Om

Ah

Hum
4. He visited the 24 level,”

Journeyed to Tala, ate a boga fruit,”

His name is Zangpopa.

I pray to this spiritual teacher.

Zangpopa is wearing nothing but a
loincloth and is adorned with Mahasiddha
jewels. There is a tree at his right, with an
elephant hiding behind it, and a waterfall
in the background to his left. A gold vessel
with a human skull-cup is shown in the
foreground.

The Three Mahasiddhas: Kontapa, Naropa
and Marmeze

Marmeze is the Tibetan name for

Atisha. He is enumerated as the twenty-
second figure in the Vajarasana list of

the eighty-five Mahasiddhas. Naropa is
listed as the sixteenth in the Vajarasana
system (twentieth in the Abhayadatta

list). Kontapa appears neither in the
Vajarasana or the Abhayadatta lists. The
Kontapa, Naropa and Marmeze trio is
also depicted in a painting from the Moke
Mokotoff Collection, and is included in
the Vajarasana list and dated to the 19
century.”? The treatment of the main
figures differs in details from the thangka
painting from the National Gallery in
Prague, but in composition the two works
are identical. It thus appears that the
model was one and the same.

The figure in the thangka’s upper section
is Kontapa.

1. Ohm

Ah

Hum
2. He was born of royal red lineage,

Reached a high spiritual level through

meditation,

His name is Kontapa,

I pray to this spiritual teacher.

Kontapa is shown seated on a throne,
wearing a simple loincloth and adorned
with Mahasiddha jewels. Together with two
male figures, he watches a girl ascending to
a cloud full of treasures.

Naropa is depicted in the bottom left
corner. Abhayadatta describes Naropa's
life, which, however, differs from the
description in the thangka painting. The

4 The Three Mahasiddhas, Tibet, 17t"-18™" centuries, National Gallery in Prague.

difference in the story may be caused

by the fact that there existed several
Mabhasiddha lists, which partly overlapped
and in some the disciples had the name of
their teacher.

5. Om

Ah

Hum
6. Damze learned from his daughter,

He stuck his dorje” into the ground and

entered it,

His name is Naropa.

I pray to this spiritual teacher.

Naropa was born into a wine-seller’s
family, but he made a living by gathering
wood in Saliputra. He learned that a wise
yogi by the name of Tilopa lived nearby
and he decided to find him. Tilopa was
away on travels, so Naropa searched all
over the land. One day, he found him
and expressed his respects to his master.
However, Tilopa snapped at him saying he
was not his disciple and beat him up. This
strengthened Naropa's determination in
his devotion to his master. He worshipped
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5 Atisha, Tibet, 17" century, National Gallery in Prague.

his teacher for twelve years, without Tilopa

speaking a single word to him all that time.
One day, Naropa begged for alms at

a wedding and was given many kinds

of food, including a meal called green

patasa consisting of eighty-four different

ingredients. This pleased Tilopa who

addressed Naropa “Son” and asked him

where he had received the food. Naropa

was as happy as a Bodhisattva on the
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first level of the path. Tilopa asked him
to bring him more of the food and so
Naropa returned to the wedding guests
four times. However, he was ashamed to
ask for the food for a fifth time and so,
when unseen, he stole a whole pot of
food. His teacher was most pleased, he
then bestowed on him the initiation and
blessing of Vajravarahi. After six months
of meditation, Naropa gained siddhi and
became famed throughout the land. People
came from far away and brought him
offerings.™

Naropa is portrayed wearing a loincloth
and adorned with bone and skull jewels.
He has a human skin draped over his back
and his spiritual companion, probably his
daughter, is curled around his right leg.

Atisha (Tib. Marmeze) is depicted in the
bottom right corner of the thangka.

3. Om

Ah

Hum
4. He is endowed with five kinds of knowledge,

He does not differentiate between himself and

others,

His name is Marmeze.

I pray to this spiritual teacher.

Atisha, originally named Dipamkara
Sri Jnana (982-1054), was a teacher of
Bengalese origin, who was born into the
family of the ruler of Eastern India. He is
said to have devoted himself to studying
Buddhist teachings with the aid of various
Tantric teachers and Mahasiddhas (Jetari,
Kanha, Avadhutipa and Naropa), who
received instruction for Bodhisattva vows
from Bodhibhadra in Nalanda. For two
years he studied in Odantipuri under
Dharmarakshita and for twelve years
he practiced Bodhichitta on Sumatra.
After returning to India he received
appointment to the Vikramashila college
in northern India at the age of forty-five,
and taught there. According to legend,
after the king of Tibet, Yeshe O, and his
grandnephew Janchub O had experienced
many hardships Atisha was invited to
Purang. Atisha arrived in Tibet in 1042,
where he began teaching Buddhism,
wrote his pivotal work Bodhipathapradipa
(Tib. Jangchub lamgyi donme, A Lamp
for the Path to Enlightenment) and devoted
himself to translating Buddhist works from
Sanskrit. He spent the end of his life in
Nyethang, where a temple was erected in
his honour.”

The earliest representations of Atisha
portray him holding a book in the shape of
a palm leaf that alludes to the great many
books he wrote. Flanking the seated figure
are a shell and a stupa (Tib. chorten) as his



attributes. He is wearing a monk’s robe,
with a scholars’ pointed Pandita hat on
his head, with his hands in the Gesture of
Teaching (Sanskrit Vitarka Mudra). In this
portrayal, the shell is missing, but it can
be sensed at the right behind the female
assistant, who holds a canopy over Atisha.
In paintings, Atisha is portrayed
in the company of Mahasiddhas, or is
directly placed among them. He is also
frequently found as a central figure (Fig. 5),
surrounded by his disciples, namely
Domtonpa (1005-1064).7° Atisha is also
represented as a minor figure in the upper
section of thangka paintings, as one of the
teachers, where deities are concerned,
or in images associated with the Kadam
School. He also appears in representations
of the Kalachakra tradition (The Wheel
of Time), a system he introduced to Tibet
where it became the foundation for the
Tibetan calendar. Atisha and Domtonpa
were instrumental in reforming Buddhism.
They were active during the second or later
dissemination of Buddhism, an era that
marked the emergence of most schools
teaching Tibetan Buddhism.”

Tsongkhapa and Scenes from His Life
(Fig. 6)

The reformer Tsongkhapa (1357-1419), also
known by the name of Lobzang Dragpa,
came from Amdo in the northwest region
of Tibet. His chief master, the Lama Choje
Dondrub Rinchen of the Kadam School,
ordained him with the name of Lobzang
Dragpa; the name Tsongkhapa derives from
the Tsongkha region famed for its onions.
According to legend, a sandalwood tree
grew on the spot where a drop of blood
from his umbilical cord had fallen on the
ground. Later on, his mother had a stupa
erected there and, in 1583, the Third Dalai
Lama founded Kumbum Monastery on the
site.

Tsongkhapa was reputedly a very
intelligent student with a wonderful
memory, who could grasp the most
complex scriptures. At the age of sixteen,
he set out to U Tsang” where he studied
under more than fifteen masters. In
1409, he instituted Monlam chenmo, or
Great Prayer Festival, celebrated around
the Tibetan New Year, Losar. In 1410,
he founded Ganden Monastery, which
is still the largest and one of the most
distinguished monasteries in Tibetan
history. In response to the declining
Buddhist morale in the 14% century,
Tsongkhapa established the Gelug School,
also known as the Yellow Hat Sect, or
the Model of Virtue School. He instituted

6 Tsongkhapa and Scenes from His Life, Tibet, c. 1800, National Gallery in
Prague.

stringent rules for monk students and
mandatory celibacy. By introducing yellow
headcovers, he intended to differentiate the
school’s monks from others at first sight

as earlier Buddhist schools in Tibet used
red hats. Tsongkhapa’s most notable pupils
included Gendundub, later known as The
First Dalai Lama or Dogmi Shakya Yeshe,
who visited the Chinese Emperor Zhengzu
on behalf of his master who had turned
down the invitation. The Gelug School
found its avid followers among members
of the Manchu Qing Dynasty (1644-1911).
This school had a privileged position at
the imperial court of this dynasty. The
standard set of paintings depicting the

life stories of Master Tsongkhapa consists
of fifteen compositions that date from

the late 17" and early 18% centuries and
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are the work of Jamyang Shepa (1648-
1721/1722). The various iconographic
systems are derived from the explanatory
texts devoted to Tsongkhapa's life, and
the individual scenes are complemented
by brief descriptions. The composition
formats can be divided into two main
types - symmetrical, in which the principal
figure of Tsongkhapa is at the centre of
each painting, and asymmetrical, where
Tsongkhapa is either left or right of the
composition. The asymmetrical format is
less frequent.”

The thangka, with the main figure
appearing to the left, probably formed
part of the set of fifteen paintings. The
story develops from the upper left corner,
ending at the bottom right. It shows a
middle-aged Tsongkhapa imparting his
knowledge, and meeting with eminent
scholars and teachers. In scenes in which
he is pictured expounding the Buddha's
teachings, he is portrayed wearing a yellow
hat that is characteristic of the high lamas
of the Gelug School, while in depictions
where he himself is listening to his
teachers, his head is uncovered.

The characteristic central representation
of Tsongkhapa wearing a Pandita hat and
monk’s robe is seen in another thangka
painting housed in the National Gallery
in Prague’s collections (Fig. 7). Here,
Tsongkhapa is surrounded by lamas,
monks and deities. His hands are in the
Gesture of Teaching (Sanskrit Vitarka
Mudra) and his attributes comprise a book
and a flaming sword on lotus flowers.

Tt is worthy of note that from among all
images featuring historical figures, the
representation of Tsongkhapa appears
most frequently in the National Gallery in
Prague’s collections; in thangka paintings
alone there are eleven. This is attributed to
the fact that the Gelug School was the most
widespread in Tibet, and the figures and
deities associated with them are painted
most frequently for the worshippers’
needs. Even where the attributes are
missing, many of the sculptures are
referred to as Tsongkhapa, based on the
popularity of this Buddhist scholar. These
works would deserve a more general title,
such as A lama of the Gelug School. Only
one sculpture in the National Gallery in
Prague is a representation of Tsongkhapa,
with all others having the more general
title of lama of the Gelug School.

The Biography of the Sakya Lama Thutob
Wangchug (Fig. 8)

Each school of Tibetan Buddhism had its
influential figures who were depicted in

Bulletin of the National Gallery in Prague XXI1-XXI11/2012-2013

the fine arts. The differences between the
schools consisted not only in the selected
scriptures used to interpret the Buddhist
teachings, but also in the stringency of
the monastic vows or mandatory celibacy.
The Sakya School tradition is associated
with the figure of the Mahasiddha Virupa
(837-902) and the Khon family. According
to tradition, this family ranked with

“the divine families” (Tib. lha rog) and its
members arrived in Tibet ten generations
before Padmasambhava. Khonchog Gyalpo
(1034-1102) was one the most prominent
students of master Dogmi Shakya Yeshe
(992-1074), who travelled to India and
practiced the Kalachakra doctrine, Lamra
(The Path and Its Fruit), and other
teachings.

In the early 13" century, a number of
monasteries vied for the leading position
in Tibet, namely those of Sakya, Taglung
and Digung. During the Mongolian
expansion, the Sakya School prevailed
because its leader Kunga Gyaltsen Pal
Zangpo, also known as Sakya Pandita
(1182-1251), was invited to teach at the
Mongolian court. There, he was in the
services of the grandson of Genghis Khan,
Prince Godan (1206-1251). Although Tibet
was brought under Mongolian control, it
was ruled with the aid of Sakya Pandita
who became Tibet's vice-regent, ruling
from 1249 over the thirteen myriarchies of
Central Tibet. Spiritual power and secular
authority given to Sakya Pandita by the
Mongolian court were concentrated in his
hands. The relationship between Sakya
Pandita and Godan Khan was called choyon,
“the patron-lama relationship”: the Lama
offered spiritual protection and the patron
provided military support.

After the death of Godan Khan, Kublai
Khan (1215-1294, Khan 1260-1294%)
ascended the throne of the Mongol empire.
Sakya Pandita’s nephew Phagpa Lodo
Gyaltsen (1235-1280) was a spiritual advisor
to the Khan and in return was given the
spiritual and temporal authority over the
thirteen myriarchies (Tib. Thikor chugsum)
and rule over three regions of Tibet (Tib.
Cholkha sum).®* Once again, choyon, the
“patron-lama relationship,” was affirmed.
Under the reign of Kublai Khan and his
successor Timur, who died in 1307, the
Sakya School flourished. Owing to the
favours of the Mongol court, the school’s
members amassed properties and temporal
power, and their morality and reputation
deteriorated. The dissatisfaction of the
other schools with the Sakya School’s
dominance steadily grew.



7 Tsongkhapa, Tibet, second half of the 19" century, National Gallery in Prague.

Bulletin of the National Gallery in Prague XXII-XXI11/2012-2013 87




8 The Biography
of the Sakya Lama
Thutob Wangchug,

Tibet, 17-18"
centuries, National

Gallery in Prague.
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After Kublai Khan's death, the Mongol
empire in China began to crumble. With
its end also came the decline of the Sakya
School in Tibet, aggravated by the disputes
in the large group of pretenders to the
throne of the Sakya School. Central Tibet
came under the reign of the Phagmodu
dynasty (1359-1436).

The thangka painting represents the
biography of the lama Thutob Wangchug
of the Sakya School (who probably lived in
the 17* century). He is dressed in a blue,
Mongolian type of robe, and wears a black
hat on his head and large gold earrings in
his earlobes. He holds a phurba gold dagger
in his right hand and a human skull cup,
known as kapala, in his right. The lama’s
biographical story is made up of over thirty
scenes that are complemented by brief
inscriptions written in small gold letters in
the uchen script.

1. He left for Mongolia
2. Thipa stole Thutob Wangchug’s horse
and dile®?
3. The evil deity Dechen Gyatso was
overpowered by a violent ceremony
4. The shemo® Demo Ngudu received his
teaching from him and sacrificed her
viscera to him.
. He visited Ngetho Monastery
6. He saved the Buddhist teachings from
decline and gave instructions to deities
7. The grain ripened at the proper time and
propitious signs appeared
8. Tarloche®
9. A Sakya School teacher®
10. In the name of Mahakala, he sacrificed
a Dharma conch to Kezang Monastery
11. Propitious gods gave signs
12. The %0* and the mares overcame
obstacles
13. The Noghen® turned into a bird® and
peered down from the heavens
14. He arrived in Lhasa and offered
precious objects to the Buddha
15. Choje Panlo®
16. In Veru,” an offering ritual was held in
his honour in Tsawothon
17. He visited the statue of Maitreya that
gave him a prophecy about his future
18. In Don* he watched the statue of
Dolma, prayed to it and received several
persons who gave him food, rice and
cloths
19. Sonam Tsemo*
20. He found Padmasambhava’s footprint
and prayed to him
21. Two Dharma protectors turned into
birds and warned him against danger
22. The thief Thipa’s %o stable burnt
down. He thought he was punished

Ul

for stealing Thutob Wangchug’s z0 and
horse and so he returned them.

23. Khazhe Monastery placed a black magic
curse on him, but he overcame the
difficulties

24. Thipa stole Thutob Wangchug’s barley

25. Thipa [after the barley theft] saw and
heard strange things, so he returned the
barley

26. He visited Boka Monastery

27. He crossed the Zachu® River on a boat.
The river took his %o and horse.

28. In Detung Monastery,* he met Dachen
rinpoche and they engaged in a
discussion. Afterwards, he returned to
U Tsang.

29. Khyentse tatug Thutob Wangchen
namo®

30. He visited Do%

31. He gave the monastery a name

32. In Tsawa Di, he held a pho ceremony for
Je’s mother who had died. A very good
and propitious sign appeared.

33. In Tsawa Di, he presented the Buddhist
teachings to many people in Ngoze
Monastery

34. He blessed rabzo laje’® in Letang
Monastery

35. The Lhamo Tse deity appeared,
prophesied his future and paid respect
to him

36. The inhabitants of Dowa hosted him
and paid respect to him

37. He left two footprints

38. The Chinese made offerings of cloth to
him

39. He camped in the Khonchikar region

40. He performed the phurba®® ceremony in
Dowa

These scenes depict Thutob Wangchug’s
journeys to Mongolia, Lhasa and through
various regions of Tibet, where he
presented his teachings and conducted
ceremonies. The story of the cattle thief is
depicted in the upper left corner, shown
in the upper right side is a deity who has
changed into a bird. The centre of the
composition features a monastery and
gives a glimpse into the life of monks

who are engaged in ceremonies or playing

ritual instruments, and a lama of the Sakya

School who is performing a Black Hat

dance.® The lower part of the painting

shows the lama'’s journeys to the nomads,
who live in black yak hair tents, wear
indigenous clothing and have characteristic
hairstyles. The scene at the bottom left is
worthy of notice as it shows an imprint of
the lama’s foot in stone and his encounter

with a goddess. In the lower right corner, a

lama imparts his teaching to Tibetans, but
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also to the Chinese. Visually distinguished
from the indigenous people by their black
caps, the Chinese figures form a long row
of supplicants who are bringing gifts to the
venerable lama.

Over three hundred figures (monks,
riders, nomads, pilgrims) and more than
one hundred animals (horses, yaks, birds)
are painted in this thangka. A landscape
with mountains, rivers, tent camps,
monasteries and other dwellings appear
in the background of the biographical
narrative.

On the reverse side of the thangka, the
OM AH HUM mantra, written in the uchen
script, is repeated four times. This mantra
appears once again in the lantsha script, in a
four-line inscription.

Stylistically, the painting attests to the
Gardri painting school of Eastern Tibet,
which was distinctive of Kham especially
in the 17" and 18" centuries. The thangka is
executed in delicate brush strokes and in
a narrative style abounding in detail. The
painting is mounted on Chinese brocade in
the shades of green and orange, decorated
with five-clawed dragons chasing a fire
ball amid clouds. The painting is covered
with a protective silk veil,** making this
thangka an example of a complete artwork,
as well as one of the most meticulously
and delicately-rendered paintings in
the National Gallery’s collection of Tibetan
art.

Conclusion

Thangkas are Tibetan pictures largely
painted using mineral pigments on
canvas, with subjects that include

Tibetan Buddhist figures, such as deities,
Buddhas, Bodhisattvas, Dharmapalas and
distinguished spiritual teachers from a
variety of schools. We have selected the
finest narrative works of Tibetan painting
housed in the Collection of Asian Art

of the National Gallery in Prague. We
have proceeded chronologically, from the
representation of the Gautama Buddha,
followed by the Arhats and Mahasiddhas, to
Indian and Tibetan Buddhist masters. We
have chosen masters and paintings from
the three different Buddhist traditions: the
Kadam, Sakya and Gelug Schools. Owing

to the prevalence of followers of the Gelug
School in Tibet, this school’s artistic output
is largest in number, which is reflected

in their representation in art collections.
The National Gallery’s Collection of Asian
Art is no exception. It is interesting to
compare the Gallery’s paintings with those
in world collections. Presumably, the series
of Mahasiddha paintings in particular are
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patterned on the same model or were even
produced by the same workshop. This is

a theme worthy of further, more detailed
research to be conducted in art collections
abroad, which could help unravel the
complicated journeys of these works from
their places of origin to various countries
around the world.
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Notes

1 David Jackson - Janet Jackson, Tibetan
Thangka Paintings. Methods and Materials, London
1984, p. 25.

2 1Ibid, p. 9.

3 Ibid,, p. 10.

4 Buardo is the state between death and rebirth.
The soul wanders in Bardo, coming up against
various illusions before entering a new physical
body.

5 Jackson - Jackson (quoted in note 1), p. 10.
6 Ibid., p. 11.

7 Giuseppe Tucci, Tibetan Painted Scrolls, Roma
1949, p. 267.

8 The motif was roughly sketched or printed
onto the cotton ground, and the individual
parts of the figure were gradually assembled
from small sewn-on pieces of cloth of different
colours.

9 Artists from Amdo in North-eastern Tibet
do not use the paint-scratching method. See
Jackson - Jackson (quoted in note 1), p. 101.

10 Ibid., p. 143.

11 Ibid., p. 143.

12 In Tibetan Buddhism, tantra (Tib. gyu)
designates the foremost Vajrayana scripture and
the meditation systems described within. See
Lexikon vychodni moudrosti. Buddhismus, hinduismus,
taoismus, zen, Olomouc 1996, pp. 448-449.

13 TJackson - Jackson (quoted in note 1), p. 12.
14 Tucci (quoted in note 7), p. 267.

15 Thid., p. 268.

16 Thid., p. 268.

17 Nick Dudka - Silvia Luetjohann, Tibetische
Meditationspraxis in Bildern. Gewahrsein, Mitgefiihl
und Weisheit, Aitrang 2006, p. 7.

18 Béla Kelényi (ed.) Demons and Protectors.
Folk Religion in Tibetan and Mongolian Buddhism,
Budapest 2003, pp. 111-112.

19 Blanche Ch. Olschak, Mystik und Kunst
Altibets, Stuttgart 1972, p. 10.

20 Tucci (quoted in note 7), p. 271.

21 Dudka - Luetjohann (quoted in note 17),
p- 6.

22 1bid, p.7.

23 A practicing person visualizes them in
order to grant them refuge and help them
develop Bodhichitta, or the wish to attain
enlightenment. Ibid., p. 8.

24 With their aid, a practicing person may
discover his hidden energies and, through
practice, can achieve complete union with a
Yidam. 1bid., p. 8.

25 Protects against external enemies, but also
against illusions and deviations from practice.
In the form of Locapalas, they are regarded as
aspects of national sentiment, who not only
protect the teaching but also the location, or the
country. Ibid., p. 9.

26 A mandala is a symbolic representation

of cosmic energies, commonly personified

via meditational deities who are connected
through numerous elements into unity

and completeness. A stupa is a symbolic
representation of the Buddha's body, speech
and mind in the form of a reliquary composed
in accordance with Buddhist cosmology and the
Five Elements. Both representations can also
take on a three-dimensional form. Ibid., p. 9.
27 A yantra is a geometric composition that
depicts iconographic elements, mostly in
abstract form. Ibid., p. 9.

28 Jackson - Jackson (quoted in note), p. 25.
29 1bid., p. 26.

30 Ibid., p. 26.

31 Padmasambhava (Tib. Pema Jugne), also
known as Guru Rinpoche, was an Indian scholar
and magician who arrived in Tibet in the 8"
century and founded there the first monastery
by the name of Samye in 775. His teachings are
associated with Nyingma, the Old School.

32 Jackson - Jackson (quoted in note 1), p. 26.
33 See, for example, the translation of the
Buddhacarita by E. B. Cowell in the book
edition The Sacred Books of the East (Vol. 49,
Oxford 1894). Buddha, or originally Siddhartha
Gautama, was the son of emperor Suddhodana
and Maya, he married Yasodhara and they had a
son by the name of Rahula.

34 Buddha means Enlightened. The name
Buddha is used for the historical figure of
Siddhartha Gautama, buddha designates any
enlightened being that achieved this level.

35 In the original, Sanskrit version, only
fourteen chapters have survived, with four
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92

other chapters added by Amrtananda in the
19" century. The Buddhacarita was translated
into Tibetan in the 7" or 8" century.

36 Jatakas, see, for example, Aryasura, The
Marvelous Companion. Life Stories of the Buddha,
Berkeley 1983. The book comprises a selection
of thirty-four tales.

37 Shakyamuni Buddha - Jataka. [online].
[10.3. 2012]. Accessible at: http://www.
himalayanart.org/image.cfm/50216.html.

38 Shakyamuni Buddha - Jataka. [online].
[10.3. 2012]. Accessible at: http://www.
himalayanart.org/image.cfm/50215.html.

39 Shakyamuni Buddha - Jataka. [online].
[10.3. 2012]. Accessible at: http://www.
himalayanart.org/image.cfm/50214.html.

40 Nirvana literally means ‘blowing out’, or
breaking free of the wheel of samsara, the cycle
of reincarnation.

41 In Sanskrit, Sthavira literally means ‘elder’,
that is, the elder monk of the Mahayana
tradition.

42 In Sanskrit, Arhat literally means ‘foe-
destroyer’, or ‘worthy one’, who possesses the
knowledge of the four noble truths and acts in
keeping with them, who has entered on the path
to enlightenment and has supernatural abilities.
See Josef Kolmas, Buddhistickd svatd pisma.
Sestndct arhatii, Praha 1995, p. 77.

43 TIbid., p. 77.

44 The reincarnation of Avalokiteshvara, the
Bodhisattva of Compassion.

45 Kolma3 (quoted in note 42), pp. 77-78.

46 The Kadam Buddhist school was founded
by the Indian scholar Atisha Dipamkara (982-
1054) in the 11*" century.

47 Manthangpa’s most significant stylistic
innovation was the inclusion of more elements
of Chinese landscape painting into the
background, employing its simplified green-
blue style. This style of painting abandoned
the prevailing reds (or reddish-orange) and
blue backgrounds filled largely with the
decorative designs favoured by Newar or
Balbris, or Nepalese, artists. See David Jackson,
A History of Tibetan Painting. The Great Tibetan
Painters and Their Tradition, Wien 1996, p. 103.
48 Kolma3 (quoted in note 42), pp. 78-80. The
Ming Dynasty ruled in 1368-1644.

49 He depicted the eighteen Arhats and added
more deities.

50 Rob Linrothe, Paradise and Plumage. Chinese
Connections in Tibetan Arhat Painting, New York -
Chicago 2004, p. 40.

51 Karmapa was the leading figure of the
Karma School.

52 Nanking was the capital of the Ming
Dynasty.

53 The era of the rule of Emperor Zhengzu is
referred to as Yongle (1402-1424).

54 Linrothe (quoted in note 50), p. 10.
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55 Ibid., p. 10.

56 Ihid., p. 15.

57 Thid., p. 20.

58 1hid., p. 27.

59 A book is also the attribute of the Arhat
Panthaka, who, however, holds it in one hand,
with the other hand in the teaching gesture.

60 Buddha’s Lions. The Lives of the Eighty-

Four Siddha (Berkeley 1979) is a translation

of Abhajada’s work. I used this book for
determining the figures of the individual
Mahasiddhas.

61 According to Buddhist Tuntric literature,
only the Tantric siddhas have Mahasiddha
Appearance.

62 See Indian adept (siddha) (item no. 65349).
[online]. [1.9. 2012]. Accessible at: http://www.
himalayanart.org/image.cfm/65349.html.

63 Lama is a term used for a high-ranked
Tibetan monk-scholar.

64 Buddha’s Lions. (quoted in note 60),

pp. 81-85.

65 Siddhi is a term that stands for supernatural
power or energy that can be achieved using
techniques described in Tantras.

66 Rakshasas are creatures who eat people.
67 The original states that he departed for
the realm of the Dhakas. Dhakas are the male
counterparts to the dakinis, female nature
spirits who are companions of deities and assist
practicing persons during mediations.

68 Damze is a term designating one of the
highest Indian races.

69 Genye is a level of ordination into the
Buddhist teaching on a lay level. It precedes
monk vows.

70 24" level is the highest level that can be
reached. The lord of the deities is on this level.
71 The city of Tala and the boga tree.

72 See Indian adept (siddha) (item no. 90206).
[online]. [1. 9. 2012]. Accessible at: <http://www.
himalayanart.org/image.cfim/90206.html>.

The same composition as in the painting The
Three Mahasiddhas - Asanga, Nartapa and
Lingbupa (Vm 2927) from the National Gallery
in Prague, but once again painted differently,

is evident in The Three Mahasiddhas - Asanga,
Nartapa and Lingbupa from a private collection.
It is dated to the 17 century, painted in the
Khyendri style and belongs to the Jonang School
tradition. See Indian adept (siddha) (item no.
66408). [online]. [1. 9. 2012]. Accessible at:
http://www.himalayanart.org/image.cfm/66408.
html.

73 Dorje (Sanskrit vajra), literally meaning
‘thunderbolt’, is a Buddhist Tantric implement.
74 Buddha’s Lions. (quoted in note 60),

pPp- 93-95.

75 Indian scholar: Atisha. [online]. [23.3.2013].
Accessible at: http://www.himalayanart.org/
search/set.cfm?setID=345.



76 Domtonpa founded the Kadam School,
spread Atisha’s legacy and had the Reting
Monastery built in 1056.

77 The 10" and 11* centuries was marked by
disputes among various Buddhist schools that
emerged in Tibet through contacts with India.
When Buddhism was on the decline in India,
Tibet assumed its leading role and the Buddhist
tradition continued on Tibetan soil. In the 11t
and 12" centuries the Reformed Schools were
established under the name Sarma, or New
Schools. They included Kadam, Kagyu and Sakya.
78 Central and Western Tibet. The capital of U
Tsang Shikatse.

79 Teacher: Tsongkhapa Life Story Main Page
(Painting Sets). [online]. [23.3. 2013]. Accessible
at: http://www.himalayanart.org/search/set.
cfm?setID=881.

80 Known as Kublai Khan.

81 Wangchug Dedin Zagabpa, Déjiny Tibetu,
Praha 2000, p. 70. Cholkha sum comprised U
Tsang (Central Tibet), Doto (Kham) and Domo
(Amdo).

82 Dileis a crossbreed between a horse and a
donkey.

83  Shemo is partly a human being and partly a
female deity who eats people.

84 Tarloche is probably the name of a
monastery.

85 The name of this teacher is illegible and
cannot be determined.

86 Dgzo is a hybrid of yak and domestic cattle.
The female is known as a dzomo and is Tibet’s
main source of milk.

87 Nozhen is a deity that feeds on scents.

88 A kind of dark grey bird who feeds on lamb.
89 The name of a teacher of the Sakya School.
90 Veru is the name of a Western Tibetan
region, in Kham.

91 Don is a topographical name.

92 The name of a teacher of the Sakya School.
Sonam Tsemo (1142-1182) was one of Khon
Konchog Gyalpa’s grandsons.

93 Jashu is the Tibetan name of the Mekong
River that runs through Kham.

94 Detung is in Kham.

95 The identification of the main figure. The
syllables MA KA KYA are written under this
inscription.

96 Do is a topographical name or the name of
a monastery.

97 In all probability, this is the name of a
locality near Lhasa.

98 This is a monastery near Lhasa. Rabzo laje
seems to the name of a statue.

99 Phurba is a ritual implement associated with
the protective deity Vajrakila.

100 The Black Hat Dance is associated with
the protective deity Vajrakila (Tib. Dorje Phurbu),
with the kila dagger as his attribute (Tib. phurba).
Padmasambhava allegedly introduced the dance
to Tibet.

101 The protective veil usually did not survive
as it is made of very delicate material that easily
suffers damage.
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This article explores the subject of artwork
interpretation for visitors who are blind

or have low vision. We have had more
than twenty years of experience with
educational work devoted to visitors with
visual impairment.* In recent years, we
have strived to extend the numbers of
hands-on exhibition objects housed in

the National Gallery in Prague to include
Asian art that is not available for closer
inspection to visually impaired persons

in Czech and European museums.? We

are the only institution practicing gallery
education in the Czech Republic that has
opened yet another tactile exhibition of
non-European art (Japanese and Korean
art). Occasionally, we also present artworks
from the National Gallery’s permanent
collections, most recently from Kinsky
Palace in Prague. This has been made
possible through multidisciplinary synergy.
Presenting a work of art that is placed in

a permanent collection and closed in a
glass vitrine means choosing a different
approach to the interpretation of art
history. We combine our current art-related
experience and practice in specialized
pedagogy with the use of receptive art
therapy through the visitors’ own artistic
creativity. Relevant information must be
provided to visitors who are blind or have
low vision in a way that will allow them

to actively process it. In doing so, it is
important to watch out that in applying

all these methods we do not “drown” the
visual (!) qualities of the selected exhibition
object in a verbal flood. Most of the
commentaries and lectures given on gallery
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premises depend on the performance and
the art-historical erudition of the lecturer,
who is usually a curator or the author of
an exhibition or permanent collection.
We enhance the concept of gallery
education by encouraging the visitors’
spontaneous expression, while seeking
ways of communication that will be best
suited to their sensory abilities and mental
capacity. In art interpretation, we combine
the specific aspects of tactile perception,
our previous experience gained from
working with visually impaired visitors
in the gallery space and the subject of
craftsmanship of non-European cultural
provenance.?

Falconer on Horseback and the Mythical
Bird Simurgh

Stoneware painted under glaze,

35 x 20 x 2 cm, Vu 3516

The National Gallery’s Collection of Asian
Art holds twenty-seven ceramic wall and
floor tiles produced in the Islamic cultural
region and two tiles of Iranian provenance,
with falconcry as their principal subject



matter. One piece is stored in the
Gallery’s depository; the second tile under
discussion is currently on display in the
Art of Asia permanent collection on the
first floor of Kinsky Palace, in Hall No. 19
featuring Islamic art (on view since 2011,
Fig. 1). The tile featuring a falconer on
horseback with the mythical bird above
the rider’s head was on view several times
in the past: in the exhibitions The Iranian
Miniature in 1956 and Masterpieces of
Asian Art in 1961, and in the Gallery’s
permanent collection housed at the
Zbraslav Chateau from 1998 to 2009.4

The first tile (currently in the depository),
painted under transparent glaze (Vu 2915),
is quite small in size (22.5 x 16 x 2 cm)
and differs in composition from the the
second tile (Fig. 2). There is no mythical
bird hovering above the prince, the
falconry scene is set in a hilly landscape
with architecture, many flowers and a pond
with waterfowl. The prince is accompanied
by a royal falconer who is pictured after
the hunt as he hands the rider a hood for
the falcon or a treat for the bird for its
performance. The tile’s upper section is
decorated with a border featuring a simple
floral arabesque. Iconographically, the
object is similar to the piece on view in the
Metropolitan Museum of Art in New York
(Inv. No. 83.1.67).° The tile was shown in
the exhibitions The Iranian Miniature in
1956 and Jan Rypka and Iran in 1979.

The art object presented to the visitors
- a tile depicting a hunting prince with
a falcon and a mythical bird over the
rider’s head - dates from the second
half of the 19t century and gives its
provenance: Iran (Fig. 3). Tehran, the seat
of the Qajar dynasty (1794-1925), Shiraz
and Isfahan were three leading centres
for the production of glazed tiles. Glazed
tiles were used to face palace walls,
protecting the structure from adverse
climatic conditions. Bands of tiles in
relief with friezes abounding in visually
captivating motifs embellished the tiled
walls at the top. Tiles were also produced
as decorative, hand-crafted objects intended
for the keepsakes market. The item
under discussion comes from this type
of production. We were quite certain that
visitors with impaired vision would be
interested in the story of this piece and
its artistic treatment. The composition,
dominated by the figure of a prince on
horseback with a falcon perched on his
arm and the mythical bird Huma hovering
above his head, is attractive to Western

viewers due to the easy identification of
the rider (a real, non-ictitious prince from
the Qajar dynasty, the last ruling dynasty
of Iran) and the way this secular, wordly
scene is linked to Persian mythology. In the
Persian legend about Huma (also known as
Simurgh), the bird personifies happiness
and good health, and the shadow thrust by
her wings or the touch of her wings brings
humans, mainly members of a royal family,
protection and safety. In this secular scene,
the presence of the mythical bird Huma
hovering above the Qajar courtier with a
falcon during a hunt serves to confirm the
young rider’s noble status.

The figures are set against an empty
background, in which only flowers,
native to the Caspian region, symbolize a
landscape. Due to the relatively descriptive
drawing, executed in thin lines under the
glaze, the flower can be identified as a
tulip. The stylized flower in the lower left
corner (a floral design that also appears
frequently in other tiles, for example, the
Tehran piece in the Metropolitan Museum
of Art in New York) may conceivably be
a small-bloom chrysanthemum, endemic
to Iran. The delicate brush strokes were
done with a brush made from the fur of
cats kept at royal courts for this purpose.
The cat fur was cut and tied to form very
thin brushes that were used especially
for miniature painting. We described
the figure of the falconer to the visually
imparied visitors, including the details
of his clothes and the particulars of the
horse harness (the horse is not saddled).
A miniaturist by training, the artist painted
all these elements in great detail, including
the leaf veins and flowers, enhancing
them with washes, while also meticulously
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recording the birds’ feathers, embroidery
on the rider’s coat and other motifs.
Repeatedly, we spoke about the distinctive
decorative treatment of the Iranian relief
tile. While the background of the scene

is entirely planar, two-dimensional, the
horse rider with a falcon perched on his
arm, as well as the bird in flight and the
flowers project convexly from the flat
surface to form a relief. Like miniaturists,
tile painters decorated the tiles with thin
contours using a brush. The composion

is linear and gives a non-dimensional
impression even though in places the tile
is plastically rendered. The piece was made
by casting in a mould and firing. Following
a time-consuming process with at least two
retouchings of the surface, the tile was
fired for the first time. Only then did the
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painter pick up the brush with fine hair
and paint the composition in soft, delicate
lines. The linear composition was painted
onto the biscuitfired surface. The colours
used for the contours were usually made
of a mixture of animal fats and mineral
pigments, mostly manganese or iron
oxides. The colours were painted into the
outlined areas, or washed with a brush
toward the contours, a technique that is
evident in the work under discussion.
(Fig. 4)

After applying the painted decoration,
the artist coated the surface with a hard,
transparent, high-gloss glaze and the tile
was fired for a second time, completing the
whole process. Most of the colours used
in this region were natural dyes made of
pomegranade rinds and walnut hulls, and
minerals such as lapis lazuli and turquoise.
The flat background of the scene is painted
with washes of turquoise, while the
convexly projecting figures and flowers are
executed in ivory white tones with touches
of ochre and green. As for describing the
scene’s colour palette to blind persons,
there is no need for hesitatation.

An Educator’s Commentary

We began our project by preparing a
lecture, followed by an art workshop on

a specific artwork for adults with good
vision. The process developed in the
customary manner: first, the curator
introduced the artwork and afterwards, the
visitors tried out their own artistic skills in
rendering the theme (Fig. 54, b). The reliefs
were created by applying modelling clay

to the pre-outlined design. Participants
were invited to express their own creative
ideas, that is, to let the motif inspire them
in creating their own original versions of
the falconer on horseback theme. To do
so, they were encouraged to engage their
imagination and make use of their previous
experience with the modelling material,
and possibly even leave things to chance.

Afterwards, we modified the way
we interpreted the selected artwork to



meet the needs of visitors with serious
visual impairment. The art workshop

was attended by clients of the Okamsik
(nonprofit and nongovermental
organisation assisting and supporting
visually impaired people) and visually
impaired students of the Jan Deyl
Conservatory. As the understanding of the
motif could not be mediated using the
original art object, we decided to use a
replica of the relief tile, sculpted so as to
provide a sufficient sense of touch (Fig. 6).

The methodology applied in the art
studio was adapted so as to reflect the
visitors’ previous experience using
modelling clay. Each of the participants
began working on a prepared clay surface
with the rough design carved into it by
the instructor, according to individual
need. (Fig. 7) While facilitating basic
tactile perception, this “intervention” did
not upset or limit the actual process of

applying the clay to make the relief (Fig. 8).

With each participant, the educator
estimated the need for assistance
individually. The variety of the results
achieved documents not only the
participants’ previous experience with
this type of activity, but also manifests (as
in the case of visitors with good vision)
the impact of the projection process that
influences the final outcome of the work.

The falconer theme (Fig. 9) is treated
by a visitor without prior experience
with modelling clay. The participant
familiarizes himself with the engraved
motif by touching it and then carefully
applying small pieces of clay that resemble
M & M candy (Gabriela Simkové used
the term “the additive, M & M method”),
attempting to gradually synthesize the
rider on horseback theme as a whole.
The visitor was able to formulate his own
idea, without attempting to complete the
complex composition in any great detail.
For a better perception of the motif, the
visitor would have had to return to the
motif again and again.

While this relief (Fig. 10) exemplifies
an object created with considerable
assistance on the part of the instructor,
this assistance was not provided because
its author would not have been able to
formulate his own idea or due to his lack
of experience in using modelling clay. The
problem stemmed from the participant’s

a priori negativistic approach to the project.

Despite verbally rejecting the work, the

visitor ultimately produced a piece attesting
to the maker’s original concept. In terms

of composition, preference was given to

a vertical arrangement that was achieved
by aligning the horse and rider motifs one
above the other as independent elements.
The author of this piece failed to interlink
the two compositional elements due to the
complexity of the composition.

The composition (Fig. 11) attests to
the author’s lack of experience with
artwork. It shows the participant’s
difficulty in mentally grasping the motif,
its proportions and formal arrangement.

Bulletin of the National Gallery in Prague XXI1-XXI11/2012-2013

97



98

14

Bulletin of the National Gallery in Prague XXI1-XX111/2012-2013

The basic idea was not reinforced; this

is evident in the way the horse’s legs

are attached horizontally, the inclusion
of disproportional elements and the
unfinished state of the piece. As can be
seen in the final appearance of this piece,
the educator’s assistance was necessary.

The artistically talented and experienced
author of this object (Fig. 12) demonstrates
entirely independent work. The educator’s
assistance was not needed. The visitor
created a balanced and distinctively
stylized composition. The intriguing
decorative element at the bottom appears
to be a sort of “ground-line” that anchors
the composition’s dominating feature -
the rider on horseback. With regard to
tactile readibility, the height of the relief is
another noteworthy aspect.

The relief was created by a participant
with a lighter form of visual impairment
(Fig. 13). The visually engaging
simplification of the motif can be perceived
as his personal interpretation of the
compositional arrangement. The final
outcome is an example of a relief with
good tactile readability.

Through tactile perception, combined
with assistance and a verbal description
(Fig. 14), visually-impaired visitors were
acquainted with the works of their
colleagues. The final evaluation of the
participants’ creative endeavours is a
necessary didactic procedure that rounds
off each art workshop project. The diverse
creative interpretations of one and the
same motif attest to authentic sensitivity
and experience gained in the art studio,
bringing each attendant invaluable
information regarding their stylistic
orientation. The individual creations
provide convincing testimony about
their authors, and the selectiveness and
emphasis of their tactile perception. These
aspects served to facilitate individual,
greatly varied perceptions of the art object
that was presented to the workshop’s
participants.

Possible Interpretations

James Elkins in his book Pictures &
Tears: A History of People Who Have Cried in
Front of Paintings describes how in most
art museums curators, authors of the
labels accompanying the works of art,
make visitors rush from one caption to
another, “... yet, in doing so, they hardly
learn anything of interest that would



contribute to their sincere appreciation

of the work of art”.°Such a safe and cold
approach to gallery installations seems to
suit most people, and it is comforting to
know that a group of experts is protecting
and interpreting our cultural heritage.
“However, this is the sort of protection
that can be granted by any kind of defense
force, whether a museum’s staff or the
police. Concurrently, the same experts
arouse feelings of uncertainty in people,
so that only a few of them hesitantly

seek their own approach to works of art.
People must pay for their feeling of safety,
for the feeling that the paintings are well
protected. A huge body of experts in the
field of art history is prepared to take
measures at any time and to advise us on
what to think about a painting”, observes
Elkins.” Works of art are multi-layered,
offering many ways of mental perception.
The art object we have chosen caught our
attention not only due to its “provocatively
succinct label”, but above all as an
opportunity to familiarize visitors with the
unknown milieu of courtly life of the last
ruling Qajar dynasty. Moreover, the tile
acquaints visitors (perhaps incidentally?)
with the bird Huma, the most popular
creature of Persian mythology. This is

a hand-crafted specimen documenting

the orchestrated harmony of the Persian
artisans’ workmanship.

We believed we could mediate what we
ourselves perceived (both in the role of
viewers and gallery educators) to both
sighted visitors and those with visual
impairment. We discovered that we could
present the art history of distant cultures in
episodic form to the public on the gallery
premises, without having to give a detailed
account from the beginning to the present
time - a method that is traditionally
cultivated in art history education at
universities. Even a brief episode, a
selected subchapter from the world’s
art history, can unexpectedly enrich the
inner world of visually impaired visitors.
Furthermore, considering that, generally,
they do not have art-historical references
readily at hand, these visitors learn new
information when they visit a gallery and
reinforce their positive impressions from
such visits. The work of gallery educators
with an art object is closely related to
their creative quest.® True, we base our
work on research conducted by the
National Gallery’s curators, art historians
and specialists in Asian art, as well as
on our knowledge of other fields that we
learned during our university studies.

Nevertheless, like many other gallery
educators, we, too, have been wondering
whether we were not overly exposed to
the pitfalls linked with various habits and
preconceived ideas about a piece of art.
Have we succeeded in interpreting the
visual art form to sight-impaired visitors?
Yvona Ferenecova enumerates further
obstacles: “(A gallery educator) is exposed
to such traps as esteemed erudition,
the artwork’s appeal, self-limitations,
conventions, proclaimed mottoes of
comprehensibility, perfectionism and
egocentrism.” She continues to observe:
“(An educator) is simultaneously a seeker, a
presenter, a guide and a viewer.™

With the transformations occurring in
present-day gallery work and the increased
importance of multi-disciplinary research,
requirements regarding the work with
permanent exhibitions are also changing.
Gallery curators need to venture into
more flexible exhibition projects that
will allow for some objects on display
to be exchanged for other items while
the exhibition is on view. This will lead
to the repeated return of visitors to the
gallery. However, before this happens,
education departments can thematize and
conceptualize artworks on view in the
permanent collections, which is something
that our department has been doing. In
turn, such an approach will help expand
the possible use of individual art objects
for purposes of education.

Notes

We wish to thank Adriana St¥ibrna, educator,
specialist on Iranian art and culture, and long-
-time colleague, and Hana Novakova, Ph.D.,
Arabist and former curator of Islamic art and
educator, for their assistance in preparing the
projects on Iranian art for the public.
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3 A number of art historians and critics devote
themselves to researching and interpreting
visual arts, including the art of non-European
regions, for example, William P. Germano, “Why
Interdisciplinarity Isn't Enough”, in Mieke Bal
(ed.), The Practise of Cultural Analysis. Exposing
Interdisciplinarity Interpretation, Stanford 1999,
pp- 327-334.
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Od Vincence Kramare

do jednadvacatého stoleti.
Osudy sbirky stiredovékého socharstvi
v Narodni galerii v Praze’

-

HELENA DANOVA

Motto: ... at koupémi, ¢i vijpijckami o soustedé-

ni dél hlavnich nasich uméleckijch obdobi, o ziskdni

hodnotnijch a pro nds viznamnyjch cizgich dél rozsi-
fujic program sbirky o plastiku...

Vincenc Krama¥, Dnesni kulturni reakce

a Moderni galerie, Praha 1927.

Prolog:

Historii Narodni galerie v Praze se véno-
vala celd Fada badateld zejména ve druhé
poloving 20. stoleti.? Nejobsahlejsi shrnuti
¢innosti pFedchiidkyné& Narodni galerie

- Obrazérny vlasteneckych pfatel uméni

- pfinesla publikace vydana u pfileZitosti
dvousetletého vyro¢i zaloZeni této instituce?
a nové&ji rovnéz Lubomir Slaviéek v mono-
grafii vénované fenoménu sbératelstvi.+
Obdobi let 1919-1939 a zejména pak osob-
nost Vincence Kramére jako feditele vefejné
galerie prezentovala vystava pfipravena

v roce 2000.° Ur¢itd pozornost byla véno-
vana rovnéz Kramérove akvizi¢ni politice
v ramci celé tehdejsi instituce.’ Zatimco
dg&jiny Obrazarny jako celku jsou litera-
turou bohaté& zpracovany, historie sbirky
Ceského st¥edoveékého uméni se dosud
komplexnéjsi studie nedoc¢kala. Téma bylo
zatim jen velmi kritce pojednano v ramci
nového priivodce dlouhodobou expozici
v Anezském klastete.” P¥edkladana studie
se soustfedi na dé&jiny jednoho segmentu
stfedoveké sbirky Narodni galerie v Praze,
kterym je sochafstvi pFevazn€ bohemikalni
provenience. Stranou pozornosti nemtze
zlistat osobnost Vincence Kramafe, ktery
mél na formovani sbirky z4dsadni vliv.
Zajimavi zji§téni ohledné ptivodni prove-
nience dél pfinesl také archivni prézkum.

Od Obrazarny ke Statni sbirce

Na podatku Narodni galerie v Praze stéla
Obrazéirna vlasteneckych pfatel uméni
zaloZend v roce 1796 jako soukrom4 kor-
porace ¢leny Spole¢nosti vlasteneckych
pratel umeéni.® Svoji prvni vefejnou vystavu
pak uspoiddala v témze roce v Cerninském
paléci na Hrad&anech; jejim t&Zistém byla
sbirka obrazt $lechtického rodu Cerning.
V prvnim desetileti 19. stoleti se Obrazarna
prest€hovala do Sternberského palace

a zde byla v roce 1814 oteviena prvni
expozice uspofddani ze zaptjéek mece-
n4gt Spole¢nosti. Citala pies 1700 maleb

a ti§tény katalog vySel v roce 1827.° Kolekce
se soustfedila pfedevsim na malby starého
evropského umeéni, stfedoveéké sochafstvi
v expozici zastoupeno nebylo.*

Na poéatku 19. stoleti bylo Obrazarné
zaptjéeno né&kolik deskovych obrazt,
napiiklad st¥ed Oseckého oltdfe nebo OlidF
sv. Jifi z klastera benediktinek na PraZzském
hradg&.® V té dobé& si zatala Spole¢nost
vlasteneckych pratel uméni rovnéz budovat
vlastni sbirkovy fond, ktery byl i dale obo-
hacovin v§znamnymi dary (nap¥. Hoserova
sbirka ¢i dar hrabé&te Bed¥icha Sylva-
-Tarouccy) a zaptjckami. Tak byla jiz v roce
1826 Obrazarn€ zapujcena Votivni deska
Jana Ocka % Viasimi, jedna z nejvyznam-
négjsich karlovskych pamatek.*? Kolekci
stfedovekych bohemikalnich deskovych
obrazti se podafilo zna¢né rozsifit ve
druhé poloving 19. stoleti, kdy byly roku
1872 ziskany desky Treboriského oltdfe (nyni
O 476 a O 477)% a Vojtéch Lanna daroval
Spole¢nosti v roce 1883 obraz Assumpty
a Madony (nyni O 495 a O 494).* Nova

stvim.
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expozice Obrazarny, kterou uspoiadal
inspektor galerie Viktor Barvitius (ve funkci
od roku 1877), byla oteviena v budové
Rudolfina roku 1885 a o ¢tyfi roky pozdéji
vy3el novy katalog.” Ani v této expozici
vSak zatim nebylo zastoupeno stfedoveéké
sochafstvi.’¢ Autorem druhého katalogu

k expozici v Rudolfinu se v roce 1912 stal
restaurator a historik uméni Pavel Bergner.”
Tento katalog byl rozsi¥en o nové ziskané
stftedov€ké obrazy, napiiklad Assumptu

z Destné (O 724), zakoupenou v roce 1895.%
Sochafstvi bylo opét zastoupeno velmi
skromng, reprezentovala jej dila pFevazné

z 19. stoleti a n&kolik baroknich skulptur.*

Vincenc Kramar jako zakladatel sbirky
sttedov€kého socharstvi
Novi etapa pro instituci za€ala po roce
1918, kdy se Obrazéarna stala tst¥edni sbir-
kou nového statu. Od roku 1919 stél v jejim
ele Vincenc Kram4¥ (1887-1960), ktery stu-
doval u velkych osobnosti Videtiské skoly
dé&jin uméni (napf. Franz Wickhoff, Alois
Riegel) a pratelil se s Maxem Dvofakem.*
Prave€ za plsobeni Vincence Kraméare
probé&hly prvni velké akvizice stfedovekych
socha¥skych pamatek, které dosud stily
na okraji zdjmu ¢lendl Spoleénosti vlaste-
neckych pfatel uméni.* Lze bez nadsazky
konstatovat, Ze Vincenc Kraméaf polozil
zaklady sbératelstvi stfedov€kého sochai-
stvi v budouci Néarodni galerii. Od dvacé-
tych let 20. stoleti se soustavnéjsi badatel-
sk pozornost v éeském prostiedi zagala
soustFedovat i na stfedovéké socharstvi,
jehoZz systematické zpracovavani za katego-
rif deskové malby zaostdvalo.?? Socha¥skym
pamitkim vénoval sviij badatelsky z4jem
také Vincenc Krama¥, ktery v roce 1935
vydal hned dvé dzce zamé&Fené specializo-
vané studie - Bolestnyj Kristus a Strakonickd
madona.?

Vzhledem k tomu, Ze stitni prostfedky
k nakuptdm uméleckych dél byly po roce
1919 omezené,* snazil se Vincenc Kramaf
nové piirtastky ziskavat zdptjckami
z inventarizovanych $lechtickych zamec-
kych sbirek, v nichZ vybiral vhodn4 dila
pro mozné budouci akvizice.” Od nastupu
do své funkce byl Krama¥ v kontaktu se
sbé&rateli, staroZitniky a znalci uméni?
a obraceli se na né&j i men3i sbératelé
s nabidkami k odkoupeni vytvarnych dél
v jejich majetku.” Ve dvacétych letech
20. stoleti byla vyznamné& obohacena sbirka
stfedov€ké deskové malby, zejména 14. sto-
leti, kdyZ byly zakoupeny napiiklad Predela
roudnickd,?® Madona #imskd,” nebo Oltdr
roudnicky.>

Na socha¥ski dila se Vincenc Kram4¥
zamé&fil od konce roku 1922. Nésledujici
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rok 1923 byl pro Kramafovu akvizi¢ni
politiku velmi vyhodny, tehdy totiZ
Ministerstvo $kolstvi a ndrodni osvéty
uvolnilo t# miliony korun k nakupu dél
pro Obrazirnu. Tato ¢4stka mohla byt
vyuZzita pouze pro ,staré umeéni,” stat totiz
ve stejném roce vyc¢lenil jest€ mimo¥ad-
nou dotaci pé&ti milion® korun k ndkupu
francouzského uméni 19. a 20. stoleti.®
Tomu piedchizelo obsihlé zhodnoceni
situace na uméleckém trhu v Cechich

i v zahraniéi v letech 1921-1922, v némz
Kramaf poukazal na vyhodnost jiz usku-
te¢nénych akvizic, upozornil na moZnosti
novych finanén€ velmi pfiznivych nakupt
v budoucnosti a na nutnost navyseni stat-
nich prostfedktl na tyto tcely.? V dopise
mj. pise: ,,...V diisledku vSeobecné finanéni krise,
podrazeni Zivotnich potieb a soucasné poklesu
ceny penéz, kterym byly nejvice postizeny stiedni
inteligentni tFidy s pevnym platem, byl zaplaven
v poslednich dvou letech zahraniéni trh neobvyk-
lym mnogstoim uméleckych predméti, a uwvolnény
byly poklady az dosud nedobytné...“ a na konci
zduraznuje, Ze ,,...Smérodatnym miize byti jen
prospéch stdtni obrazdrny a ten kdge, aby kupo-
vala tam, kde lze vjhodné koupiti anebo kde se
nabizi - a zde cena nerozhoduje - co obrazdrna
naprosto miti musi. [...] Z celého vyplijvd také, %e
je nutno, aby kazdoroéné byla do rozpoétu vicemi-
lionovd polozka na ndkup pro nase sbirky. Tato
pologka musi byt tim znacnéjsi, jezto jig nemdme
nadéje, %e by se ndm dostalo nééeho z videriskyjch
pokladii = bijv. cisarského domu, a jsme nuceni
nase sbirky teproe sami vybudovati. “*

Nejvétsi konvolut stfedovékého sochai-
stvi, Gitajici dohromady celkem 32 dfe-
vofezeb, zakoupil Vincenc Krama¥ od
spisovatele, cestovatele a dobrodruha Joe
Hlouchy v letech 1923, 1924 a 1930.* Joe
Hloucha se soustFedil pfedeviim na sbéra-
telstvi orientélnich a éernogskych artefakta,
evropské a bohemikalni stfedovéké uméni
nakupoval na raznych aukcich v Cechich
i v zahrani¢i a nésledné je prodaval dal.
Jak podotkl Vit Vlnas, ktery se spoletné
s Olgou Kotkovou zabyval osobnosti Joe
Hlouchy jako sbé&ratele, Hloucha nabizel
umélecka dila k prodeji vzdy, kdyz pot¥e-
boval zajistit v&t3i finanéni prostfedky pro
svou osobni potfebu.” Dila zakoupena
od Joe Hlouchy se uplatnila v expozi-
cich Obrazirny a posléze Narodni galerie
a v prab&hu let a postupnym dal3im obo-
hacovanim kolekce nasla své misto rovné&z
v depozitafich.

V roce 1923 bylo takto od Joe Hlouchy
odkoupeno kromé& obrazd rovnéZz pat-
nict stfedov&kych fezeb,* mezi nimi
vyznamna socha Bolestného Krista na obla-
cich (inv. &. P 168), které Vincenc Kraméaf
pozdé&ji vénoval samostatnou odbornou



studii.” Nasledujici rok Feditel kolekci
stfedovékych Fezeb v Narodni galerii
roz3ifil o nakup dal3ich Sesti soch od Joe
Hlouchy,*® mezi nimiZ vynika zejména
Narozeni Pdné od Mistra Tyneckého
Zve&stovani a Sv. Krystof s Jesiskem

(inv. 6. P 204 a P 205) (obr. 1), které se staly
soucésti i posledni dlouhodobé expozice
stfedov€kého umeéni v Anezském klastete.”

Posledni velky nakup z majetku Joe
Hlouchy realizoval Vincenc Kraméar az
v roce 1930, kdy byl ziskdn soubor jede-
nécti Fezeb variabilni kvality. Sbhératel si
od tohoto obchodu sliboval ziskani nema-
lych finanénich prostfedkt a chté&l galerii
prodat dvacet t¥i gotickych soch, transakce
byla oviem realizovina pouze aste¢ng.*
Tehdy byla zakoupena mj. Fezba Sv. Vdclava
(inv. €. P 288) (obr. 2), ktera je zachycena
spole¢né s Vincencem Kramafem na
fotografii z instalace nové expozice Statni
sbirky starého uméni v Mé&stské knihovné
v roce 1936.4

V souvislosti s Kramafovymi akvizi-
cemi je nutné upozornit na daleZitou
dosud nepovsimnutou listinu v Archiva
Niarodni galerie v Praze, kterd osvétluje
pivod né&kterych soch zakoupenych od Joe
Hlouchy.#? Strojopis seznamu jednotlivych
dél s datem 28. dubna 1928 je doplnén
Hlouchovym velkorysym rukopisem, ktery
zaznamenivé, kde a od koho sbératel
umeélecké dilo ziskal.#* Tak je naptiklad
u sochy Sv. Wolfganga (obr. 3) uvedeno
»% Domaglic a rukou pfipsano ,o0d maji-
tele statku, na zdi“ ¢i v pripadé Piety (obr. 4)
je specifikovdna provenience z Plzeriska
a rukou pfipsano ,obec u Plzné, prekupnik.“
Socha sv. Wolfganga je totoZna s fez-
bou zachycenou v domazlickém Soupise
pamitek z roku 1902 na statku (ptivodné
pochézi z Bilého Mlyna)* a v evidenci
Narodni galerie v Praze dostala inventarni
¢islo P 176.4 Rezbu Piety 1ze s jistotou
ztotoZnit s inv. ¢islem P 173. Dosud nepub-
likovana listina je tak jedine¢nym dokla-
dem o ptvodu né&kterych fezeb ze sbirky
Néarodni galerie v Praze a je jist€ onim
dokumentem, o ktery pozadal Vincenc
Kramaf Joe Hlouchu v dopise z b¥ezna
roku 1928, v ném?z zamitl jeho nabidku
na koupi plastiky od Frantiska Bilka.*
Hloucha mél sestavit pfehled provenienci
dél prodanych galerii v letech 1923-1924.
Vit Vlnas a Olga Kotkova seznam nedo-
hledali a nadhodili pochybnost, zda jej
Hloucha vitbec kdy vypracoval.*

Joe Hloucha nebyl jedinym sbérate-
lem, u né€hoZ Vincenc Kramaf nakupoval
umeélecka dila. Dalsi pomérn€ velky kon-
volut soch byl ziskan v letech 1922-1924
ze sbirky akademického malife Karla

Wagnera. Tento soubor ¢ital devét fezeb,
mezi nimiZ vynika zvla3t& maly reliéf
Klanéni sv. t7i krdlii pozdé&ji pripsany Petru
Breuerovi (inv. ¢. P 189),% vyznamnému cvi-
kovskému sochafi a nasledovniku Tilmana
Riemenschneidera, ¢i ptivabnd drobna
soska Svétice (obr. 5) atribuovana Mistru
UkfiZovani ze Sv. Bartoloméje v Plzni

(inv. €. P 184).%° Phavodni provenienci skulp-
tur ziskanych z Wagnerovy sbirky opét
pomohl objasnit nalez v Archivu Narodni
galerie v Praze. Zde se je uloZen nepubli-
kovany Kraméifem sepsany a nedatovany
seznam d€l z Wagnerovy sbirky, kterd si
Kram4¥ vybral ke koupi.” U kazdé polozky
je uvedena rovnéz provenience dila, kterd
byla postupem doby vSak zapomenuta.>?

Ve dvacatych letech 20. stoleti byla sbirka
stfedov€kého sochafstvi obohacena jesté
o dal3f dila z majetku drobnégjsich sbé-
rateld, byla napiiklad vyjimeénd pozdné
goticka socha Vitézného Krista, pozdé&ji
pfipsana Mistru Doksanské archy.” Za
zminku stoji akvizice dvou Fezeb jiho&eské
provenience od Alexandry Schranilové
z Prahy (inv. €. P 279 a P 281) (obr. 6)** nebo
drobnych so3ek Bolestné P. Marie a Sv. Jana
Evangelisty z Borovan (inv. ¢. P 217 a P 218)
zakoupenych od sochafe Frantiska Zmeka
z Prahy” a nyni vystavenych v dlouhodobé
expozici v AneZském klastere. Evropsky
vyznam mé krasnosloha Varianta Krumlovské
madony (inv. €. P 226) z litého kamene
pofizena z videtiského obchodu se staroZit-
nostmi v roce 1925.%°

Za KramiFova vedeni galerie musely
v roce 1929 sbirky opustit Rudolfinum
a prestéhovaly se do nevyhovujicich pro-
stor Méstské knihovny. Zde byla predsta-
vena expozice vytvofend z novych akvizic,
jejiz osou se nove stalo pravé ceské stie-
dovéké uméni doplnéné baroknimi dily.”
Vincenc Kramaf kazdému dilu vénoval
v katalogu kratkou informaci. Na vystavu
reagoval velmi pozitivni recenzi Antonin
Maté&jéek; vyzdvihl v ni Krama¥ovu akvi-
zi¢ni politiku: ,,... Na vijstavé bylo v$ak mogno
spravedlivé posouditi ¢innost a zdsluhy feditele
Obrazdrny vlast. prdtel uméni, dra Vincence
Kramdie, jemuz byla svéiena péce o umélecky
fond... zde budi% vytéeno, e Kramd¥ i jako
sprdvce stdtniho majetku uméleckého vykonal svou
ilohu nanejvoys svédomité, s plngm porozumeénim
pro dikoly pristiho distavu stdtniho...“>® Tato
expozice vychazela v koncepci ze starsiho
névrhu, tzv. Nosticova programu, na ném#
se mj. podilel i Wilhelm von Bode.*

V néasledujicich letech pokraoval Kramar
v ndkupech uméleckych d€l, a sbirka tak
byla opét obohacena o vyznamné kusy.
Kromé dalgich stfedovékych deskovych
obraztl (nap¥. Ukfigovdni emauzské)®® naku-
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poval rovnéz sochy od zndmych praz-
skych starozitnikt. V roce 1937 tak sbirku
rozhojnilo n€kolik Fezeb ziskanych od
Karla Chaury® a v roce 1939 od Viclava
Hofejse, renomovaného prazského sta-
rozitnika.®? Z Moravy byla v té dobé&
zakoupena Prostéjovskd madona® a z byvalé
sbirky Jaroslava Mathona reliéf Narozeni
Krista z moravského Krasikova,* ktery byl
po naro¢ném restaurovani nove vystaven
v roce 2011 v dlouhodobé expozici stfedo-
v€kého uméni.*

V roce 1936 byla expozice v Mé&stské
knihovné pFeinstalovana a byly do ni
zahrnuty rovné€z nové zisky. Vystava byla
rozdélena do né&kolika oddilt podle skol.
Vincenc Kramé¥ k ni vydal souhrnnou
publikaci, v niZ zddraziiuje, Ze jadrem
sbirky je soubor ,tvorby slavného obdobi
14. a poédtku 15. stoleti“.®® V roce 1937 byla
Obrazirna pfejmenovéana na Statni sbirku
starého umeéni a o rok pozdé&ji byl vydan
Struény privodce Stdtni sbirkou uméni,*” v pod-
stat€ aktualizovany reprint starsiho vydéani.
Obé publikace prokazuji vysokou tro-
veil znalectvi Vincence Kramare v oblasti
nejen starého uméni. Datovan{ jednot-
livych dél i pFipsani tvlirctim, jak jsou
uvedena v Privodci, zlstava aZ na vyjimky
nadéle v platnosti. Rovné&Zz v oblasti tech-
nologického prizkumu zanechal Kramar
v Nérodni galerii nesmazatelnou stopu,
kdyz zacal spolupracovat s restauratory
Adolfem Bé&lohoubkem a Bohuslavem
Slanskym,% s nimzZ spole¢né& polozil
zaklady pozdé&jsiho Restauritorského ateli-
éru Narodni galerie v Praze.

Na poéatku roku 1939 pfevzal spravu
galerie knéz a univerzitn{ profesor Josef
Cibulka a provedl ji vdle¢nymi lety.% Za
jeho vedeni byla v roce 1939 uspoFiadéna
vystava piirtstkd do Sbirky starého uméni
za obdobi od 1. ledna do 30. dubna 1939,
vystaveno bylo Sedesit Sest obrazt a tfi-
néct soch.” Detailngjsi studie s rozborem
né&kterych umeéleckych dél byla uvetej-
néna v Casopise Uméni.™* Tehdy také sbirka
ziskala nazev Narodni galerie,” ackoli se
b&hem druhé svétové vilky musela ofi-
ciln& nazyvat Ceskomoravska zemska
galerie. Archivni dokumenty dokladaj,
zZe teprve od nédstupu Josefa Cibulky byl
nikup umeéleckych dél systematicky schva-
lovan nakupni komisi, kterou jmenoval
Feditel galerie.” Vincenc Kramér pFed-
tim o nikupech pro galerii rozhodoval
vyhradné sdm.

Od druhé svétové valky do soucasnosti
Pfedvéleéné roky ve znameni silictho nacis-
mu a samotnd vile¢na 1éta p¥inesly sbirce
starého uméni nové zisky z majetku Zidov-
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skych ob&anti. Pfed rokem 1939 3lo o dila
ze sbirek lidi, kte#f pfed nacistickymi zdko-
ny hledali zachranu v emigraci,” v obdobi
druhé svétové vilky se pak do sbirky dostal
rovnéz zidovsky majetek zabaveny pfimo
nacisty.” V obou pfipadech byla dila vrace-
na dédicim ptvodnich majiteld aZ v deva-
desatych letech 20. stoleti.

V roce 1939 se také soudésti sbirek
galerie stal vybrany soubor obrazi i soch
prevazné némecké a italské provenience
ze sbirky Frantiska Ferdinanda d’Este ze
zamku Konopist€, z n€hoZz zejména stre-
doveké sochafstvi ztistalo aZz do neddvna
skryto pfed zraky vefejnosti v galerijnich
depozitarich.” Cast tohoto konvolutu byla
do Nérodni galerie pfevedena jiZ v roce
1939, druhy dil pak v roce 1943 po pfevzeti
zdmku Konopisté jednotkami gestapa.

Po vilce se stal feditelem obnovené
Niarodni galerie Vladimir Novotny,
ptvodné Kramaitv asistent a posléze
Cibulktv naméstek.” V roce 1945 oteviel
prufezovou expozici je§té v prostorach
Méstské knihovny sloZenou z vybranych
uméleckych dél.” V zgvéru své tvahy
v katalogu zdtraziiuje zcela v duchu nové
doby nutnost obohatit sbirku o ,uméni
slovanskyjch ndrodii, zejména ruského.“” Po
roce 1945 byla do sbirek zafazena dila
z konfiskovaného némeckého majetku.
Tak se do Néarodni galerie napiiklad dostal
velky konvolut dél tovarnika Frantiska
Ringhoffera z Kamenice u Strané&ic® (obr. 7)
nebo &ast sbirky Jindficha Bé&lohiibka ze
zamku ve Vinofi.® V roce 1946 byla z¥i-
zena Narodni kulturni komise,® kteri na
zkonfiskovanych a pozdé&ji zestatn&nych
zamcich a hradech zajiStovala umélecka
dila a nésledné je podle svého uvaZeni pFe-
davala jednotlivym institucim.® Roku 1947
bylo do sbirky rovnéz nucené darovino
nékolik dél viménou za vyvozni povoleni
rodindm, které prchaly pfed nastupujicim
komunistickym reZimem.®

V roce 1947 ziskala Narodni galerie
pro své sbirky znovu Sternbersky palac,
jehoZ nova instalace se oteviela o rok
pozdé&ji.® V nasledujicich komplikova-
nych letech po tinoru 1948 se do sbirek
docasne® presunuly dalsi kusy prevazné
z cirkevniho majetku jako deponity
a kolekci doplnil masivni pfevod dél
z Uméleckopriimyslového musea v Praze.®”
Z posledné uvedené instituce se do
Niarodni galerie dostaly jak préce jiz v lite-
ratufe zndmé (napf. Velharticky oltd¥ nebo
soubor soch Mistra Maridnského olti¥e ze
Seebergu, diive v Cerninské sbirce),®® tak
kusy, u nichZ je provenience v podstaté&
nedohledatelna. Shirku na konci &tyfica-
tych let také obohatily nakupy,® z nichz



nejvyznamnéjsi predstavuje zisk Madony
michelské v roce 1949.%°

I v padesatych letech pokragovala zase-
dani Néakupni komise jmenované feditelem
Niarodni galerie, pfi nichz byl schvalen
nakup nékolika vyznanych dél, z nichz
lze zminit napiiklad Sedici P. Marii v nadéji*
(obr. 8) & Sv. Annu Samotieti od Mistra
Tyneckého Zvéstovani®? (obé& nyni v dlou-
hodobé expozici v Anezském klastete)?
nebo drobnou ptvabnou pozdné& gotickou
soSku Svétice** (obr. 9). Od konce padesa-
tych let pak kuratofi galerie provéfovali
obchody se Starozitnostmi, kde hledali dila
k doplnéni sbirek.” BohuZel u takto zakou-
penych soch i obrazt lze obtizn& dohledat
provenienci, jen ve vyjime¢énych p¥ipadech
uvadé&ji protokoly Nékupnich komisi, kde
dilo opatfil sdm staroZitnik. Pro sbirku
sttedov€kého uméni byla z tohoto hlediska
vyznamné predevsim Sedesitd a sedm-
desata léta 20. stoleti, kdy doslo k rozsi-
feni kolekce zejména pozdné gotického
sochafstvi o zdsadni dila. Tak se napii-
klad v roce 1961 sbirka obohatila koupi
sochy Sv. Linharta od Mistra Zvikovského
Oplakavani®® a v roce 1964 byla zakoupena
Madona % Malsina od Mistra Zebrackého
Oplakavéni, kterd byla d¥ive v majetku
prazského malife Karla Wagnera, aviak
do Nirodni galerie se dostala z Hradce
Kréalové.”

V roce 1962 byla ve Sternberském paléci
nove instalovina sbirka ¢eské gotiky.
Podle tviirct expozice (Jaromir Homolka,
Ladislav Kesner a architektka Jaroslava
Mrézova) bylo zédkladnim tkolem vytvofit
»--.takovou instalaci, jeji% koncepce by odpovi-
dala poznatkiim soudobého uméleckohistorického
bdddni a podala ndvstévoniku co moznd uceleny
a jasné clenényy pohled na vijvoj plastiky a des-
kového malitstvi od pocdtku 14. stoleti do doby
kolem roku 1530. [...] Z toho vyplyjvaly pro
instalaci dvé zdsady. Za proé sefadit expondty
chronologicky a za druhé vytvofit % nich v jednot-
livijich mistnostech pokud mogno uzaviené slohové
celky, v nich% by se malitskd a sochaiskd dila
dopliiovala.“°® Tyto dva pozadavky uréujici
budouci podobu dlouhodobé expozice
jsou v podstaté platné dodnes. Na rozdil od
predchozich expozic byl proveden ,pfisny
vybér expondtii,“*° ktery doplnily n&které
nové zisky a zaptjcky.*° Vysledkem byl
sice méné& pocetny soubor vystavovanych
dél, aviak s dirazem na jejich kvalitu.
Takto prezentovani kolekce se stala pev-
nou zakladnou pro budouci expozice
Néarodni galerie v Praze. Katalog k instalaci
bohemikalniho gotického uméni obsahujici
rovné&Z nastin vyvoje sochafstvi i mali¥stvi
v Ceskych zemich vySel o dva roky pozdé&ji,
Vv roce 1964.'

Od roku 1967 Néarodni galerii #idil Jif
Kotalik. Staré ¢eské uméni se za jeho
vedeni pFest€hovalo do Jifského klas-
tera na Prazském hrad€ a nova expozice
zahrnujici Ceské stfedoveéké, renesanéni
a barokni uméni zde byla oteviena v roce
1976. Privodce stfedovekou a renesanéni
Casti expozice zpracovala kuritorka sbirky
Marie Anna Kotrbovi, Zacka Alberta
Kutala.**? Expozice v novych velkorysej-
§ich prostorich pokraovala v navrzeném
konceptu instalace ze Sedesatych let a sou-
st¥edila se zejména na vrcholny stfedovék
14. a prvni poloviny 15. stoleti, byla také
doplnéna vyznamnymi zdptjckami tak,
aby mohl byt podan uceleny pohled na
vyvoj Stredovékého uméni v Cechéch.
Dila, kterd nebyla v prazské instalaci
uplatnéna, zejména tehdy jiz bohaty fond
pozdni gotiky, nasla své misto v nové
vytvofené vystavé na hradé Kost v roce
1977.% Ve stejném obdobi byla uspof¥adina
Pamatkovym stiediskem Stfedo&eského
kraje také expozice na hradé Kiivoklaté
zaméFend na tvorbu regionu s ¢etnymi
zaptj¢kami z depozitirnich fondt Narodni
galerii v Praze. Obé& ,hradni” instalace si
vyslouZily obsahlou recenzi, v niz byl
ocetiovan jejich studijni charakter.*** Ve
Sternberském palici zfistala expozice
starého evropského uméni obohacena
o vjznamnou shirku francouzského uméni
19. a 20. stoleti a byla nové oteviena v roce
1976.105

B&hem sedmdesatych a osmdesatych
let minulého stoleti pokracovala N4rodni
galerie v akvizi¢ni ¢innosti prost¥ednic-
tvim nédkuptl z obchod se staroZitnostmi,
pfipadné pfimo od majitel umé&leckych
dél, ktefi galerii za timto Gfelem kontak-
tovali. Tak byla ziskdna napiiklad drobna
dilenska prace Mistra Michelské madony
- Madona z Hrabové**® nebo né&kolik pozdné
gotickych Fezeb z byvalé kolekce praz-
ského prvorepublikového sbératele.*’
Sbirku sochafstvi stfedovéku obohatilo
také n€kolik darti, napfiklad monumen-
talni Oplakdvdni z Lovosic (obr. 10) v roce
1975 €i ojedinéld drobné soska Smrtky
(Vanitas) v roce 1983, ob& price galerii
vénovala Vilma Vrbova-Kotrbova.**® Na
konci osmdesatych let poprvé v novo-
dobé historii Narodni galerie uspofadala
vystavu prirtstk, kterd se viak omezila
jen na roky 1987-1988.2° Ze stfedov€kého
uméni byla vystavena pouze socha Madony
pravdépodobné ze severozdpadnich Cech
zakoupeni z prazské sbirky.*® V roce 1988
vysly rovné€Z nové a obsahlejsi katalogy
expozic v Jitském kl4stete a Sternber-
ském palici se seznamem vystavenych
praci.**
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Po roce 1989 bylo mnoZstvi uméleckych
dél vraceno v restitucich. Jen v nékterych
piipadech do Narodni galerie tato dila
znovu stit zakoupil.*2 Koncem devade-
satych let a poCatkem nového tisicileti
uskuteénila Sbirka starého uméni Nérodni
galerie n€kolik vyznamnych nikupt.
Kolekei sochafstvi obohatila krasnosloha
kamenna socha Swvétice s knihou> nebo poz-
dg&ji d¥evéna skulptura Sv. Anna Samotieti
z doby kolem roku 1360 z videtiského
obchodu se staroZitnostmi.** Deskové
malifstvi rozmnozil nakup kiidla Oltdre
sv. Katefiny z dilny Mistra Litomé&fického
olta¥e v roce 1998.%5 Roku 2001 byla pofi-
zena socha Sedici P. Marie (obr. 11), pozdé&ji
pfipsana Mistru Kefermarktského oltafe. "
Zatim posledni vjznamnou akvizici pro
sbirku st¥fedov€kého sochafstvi v Narodni
galerii byl nakup sochy Madona na lvu
(obr. 12) z doby pf¥ed polovinou 14. stoleti,
kterou Ivo Hlobil pFesvédiivé zaglenil do
dila Mistra Michelské madony.*” Socha
byla zakoupena ve stejném renomovaném
videriském obchodé se staroZitnostmi jako
jiz dffve zminéna Sv. Anna Samotieti ze
14. stoleti.

Vsechna posledn€ jmenovani kou-
pena dila jsou soudisti dlouhodobé
expozice Cechy a stiedni Evropa oteviené
v roce 2000 v Anezském klastefe. Novym
rysem instalace bylo zadlenéni ¢eského
a moravského stfedov€kého a rané rene-
sanénfho uméni do §irsiho kontextu
stfedni Evropy. ZruSeni expozice na hradé
Kost v roce 1993 dovolilo vyrazné& posilit
oddil pozdni gotiky a cela instalace byla
navic obohacena vyznamnymi cirkevnimi
zaptjékami. N&kterd dila byla rovnéz po
niro¢ném restaurovani pfedstavena vefej-
nosti poprvé.“® Teprve Sest let po otevieni
vystavy v Anezském klasteFe vySel pri-
vodce po expozici.'?

Jak je patrné z tohoto struéného pfe-
hledu, kmenovi sbirka stfedovékého
sochafstvi zaloZen4d a budovanéd Vincencem
Kramafem od pocatku dvacatych let minu-
1ého stoleti prosla za témé&f¥ sto let své
existence vyznamnymi zménami. Postupem
doby ji obohacovaly akvizice ze soukro-
mych i cirkevnich sbirek a v nejsouasné&jsi
dobé& znovu i nakupy ze zahraniéi. Podafilo
se tak vybudovat jedine¢nou kolekeci,

v niZ jsou zastoupena jak $pickovi dila,

tak prace studijniho charakteru. Galerijni
sbirka tak podava uceleny pohled na dé&jiny
stfedov€kého sochafstvi nejen u nis, ale

i ve stfedni Evropé€.
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(oba obrazy byly dfive ve Stuchlikové sbirce

v Ceskych Budgjovicich).

15 Viktor Barvitius, Katalog der Gemdlde-Galerie
im Kiinstlerhause Rudolfinum zu Prag, Gesellschaft
patriotischer Kunstfreunde in B6hmen, Prag
1889.

16 V katalogu jsou uvedeny dvé némecké
podobizny datované rokem 1533 (€. kat. 4

a 5 v Casti III. Dila sochafska, s. 278-279).
Prot&jskové reliéfni portréty byly zaptjéeny

z Obrazarny Prazského hradu, kde se nachazeji
dodnes.

17 Pavel Bergner, Katalog obrazdrny

v Domé uméleii Rudolfinum v Praze, Spole€nost
vlasteneckych piatel uméni v Cechach, Praha
1912.

18 Pavel Bergner, Katalog obrazdrny

(cit. v pozn. 17), & kat. 137, s. 45 (obraz byl
zakoupen od hrabéte Cernina).

19 1Ibid, oddil Sochafstvi, s. 355-364. Opé&t byly
vystaveny dva drobné reliéfy ze sbirek Prazského
hradu: ¢. kat. 1209 a 1210, s. 361).

20 Viz napf. Marek Krejéi, Dopisy Maxe
Dvoréka Vincenci Kramafovi, Uméni LII, 2004,
S. 353-369.

21 Vincenc Kraméf, Dne3ni kulturni reakce
a Moderni galerie, Praha 1927, s. 49 (,,... at
koupémi, & vyptjckami o soustfedéni dél
hlavnich nagich uméleckych obdobi, o ziskdni
hodnotnych a pro nas vyznamnych cizich dél
roz§ifujic program sbirky o plastiku...“). Citat
uvadi rovnéz Lada Hubatova-Vackovi, Sonda
do Kramarovy akviziéni politiky (cit. v pozn. 6),
s. 170.

22 Napf. na podatku 20. let 20. stoleti vydal
Antonin Maté&jéek némecky psanou monografii
Die bohmische Malerei des XIV. Jahrhundert,
Lepzig 1921, kterd pozdé&ji vyustila v rozsahly
jiz Eesky vydany korpus Ceskd malba gotickd:
deskové malitstvi 1350-1450, Praha 1938. Studie
o stfedovékych sochafskych pamatkach
publikovali od 20. let 20. stoleti ve Volnijch
smérech a pozdé&ji i ve Stencové Uméni Jaromir
Pedirka, Albert Kutal nebo Antonin Maté&jcek.
Iniciagni role pfipadla Josefu Opitzovi, ktery

v roce 1928 uspotadal bohaté recenzovanou
vystavu Gotika v severozapadnich Cechach
(viz Josef Opitz, Gotische Malerei und Plastik
Nordwestbohmens. Katalog der Ausstellung in
Briix-Komotau, Brix 1928).

23 Vincenc Kramaf, Bolestny Kristus, Volné
sméry XXXI, 1935, s. 75-81; idem, Strakonicka
gotickd madona, Volné sméry XXXI, 1935,

s. 186-195. Ob& studie jsou souborné& s dal3imi
KraméFovymi texty publikovany in: Vincenc
Kramaf, O obrazech a galeriich (ed. Josef Krasa),
Praha 1983, 5. 230-238 a 215-229.

24 Lada Hubatovi-Vackova, Sonda do
Kramérovy akviziéni politiky (cit. v pozn. 6),

s. 170, pozn. 25.

25 To zhodnotil mj. Antonin Mat&jcek,
Galerie spole¢nosti vlasteneckych pratel uméni
v Domé& umeélct a jeji feditel, Volné sméry

XXII, 1923-1924, s. 104-106. Vé&tsina dél byla
zakoupena de jure stitem pro budouci Statni
galerii a v Obrazarn& SPVU deponovéna. K tomu
zvl48té Vit Vlnas, Vincenc Krama¥'s Gallery
(cit. v pozn. 2).

26 Piiklady uvadi Lada Hubatovd-Vackova,
Sonda do Kramérovy akviziéni politiky

(cit. v pozn. 6), s. 170-171.

27 V Archivu Nérodni galerie v Praze se
dochovalo mnozstvi dopisii adresovanych
KraméFovi s nabidkami obraz i soch
nejroznéjsi kvality. Na vétsinu z nich
odpovédél Vincenc Kramaf zamitavym (a n&kdy
i nevybiravym zpisobem). Viz ANG fond
Kramif a Korespondence SPVU.

28 Inw. & O 2715, zakoupeno v roce 1925.
ANG, SVPU AA 2003/368.

29 Inw. & O 1439, zakoupeno v roce 1927

ze soukromé sbirky v Rim&. ANG, SVPU AA
2004/344; SVPU AA 2005/37.

30 Inw. & O 1463-1466, zakoupeno v roce 1928
od Proboststvi roudnického. ANG, SVPU AA
2006/655.

31 ANG, AA 2001/1923, 74, Lada Hubatova-
Vackovi, Sonda do Kramarovy akviziéni politiky
(cit. v pozn. 6), s. 171. K nédkupu francouzského
umeéni 19. a 20. stoleti viz Lada Hubatova-
Vackovi, Sonda do Kraméfovy akviziéni politiky
(cit. v pozn. 6), s. 171, pozn. 37, s odvolanim na
¢lanek Nikolaje Savického, Ceskoslovensky stat
a francouzské uméni, in: Bulletin of the National
Gullery in Prague VII-VIII, 1997-1998, s. 193-204.
32 ANG, AA 2001/1923, &. 128 (dopis

z 5. dubna 1923). Pfepis dopisu publikoval
Lubomir Slavi¢ek, Malit Alfred Justitz

a Kramérovy akvizice starého uméni v letech
1923-1924, Uméni XIVI, 1998, s. 245-263,

zvl. s. 248-250.

33 Thid.

34 K osobnosti Joe Hlouchy jako sbératele

a jeho vztah@im k Vincenci Kramafovi viz Vit
Vlnas - Olga Kotkova, ,Piti plnymi dousky
Evropu a jeji krasy.” Staré evropské uméni ze
sbirek Joe Hlouchy, in: Jifi Kroupa - Michaela
Seferisové-Loudovs - Lubomir Koneény (eds.),
Orbis artium. K jubilew Lubomira Slavicka, Brno
20009, s. 777-795.

35 Ve 20. letech potfeboval finance na vilu
»Sakura®, viz: Vit Vlnas - Olga Kotkovi, Piti
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plnymi dousky Evropu (cit. v pozn. 34),

s. 777-795.

36 Inv. ¢. P 165 - P 179.

37 Vincenc Kraméf, Bolestny Kristus

(cit. v pozn. 23).

38 Inv. ¢. P 200 - P 206.

39 St&panka Chlumska (ed.), Cechy a stiedni
Evropa (cit. v pozn. 7), &. kat. 148 a &. kat. 141,
S. 149.

40 ANG, SPVU AA 2008/ 163, dopis

z 10. 3. 1930, publikovali Vit Vlnas - Olga
Kotkova, Piti plnymi dousky Evropu

(cit. v pozn. 34), s. 783-784. Hloucha pozadoval
za 23 Fezeb 270 tisic korun, za 11 zakoupenych
mu bylo vyplaceno 90 tisic korun.

41 Fotografie je reprodukovina nap¥.

v publikaci: Vojtéch Lahoda - Olga Uhrova
(eds.), Vincenc Kramdr (cit. v pozn. 5), s. 162.
42 ANG, fond Kramaf, AA 2945/752. Tento
dokument nebyl Vitu Vlnasovi a Olze Kotkové
Znam.

Dokument je ve formétu jednoho

oboustranné& popsaného listu, v zdhlavi na levé
strané je Kraméafem uvedeno: ,28/4 28 soch
Hloucha.“

Prepis:

Obrazy:

Mistr pol. 18. st. (strojopis), pod tim rukou
»Kupecky“, platno, Malif Alphena (strojopis),
vedle rukopis ,koupeno z Bratislavi od
obchodnika Jefabka, pochézi ze 3lecht. majetku
ze Slovenska“ [pozn. aut. inv. & O 1364,

jako Petr Brandl] Mistr 1. pol. 15. st, deska

Sv. Marie Egyptska (strojopis), vedle rukopis
»Bratislava, Slechtié. Osmich [2]“ [pozn. aut. jméno
milo Citelné], [pozn. aut. inv. & O 17256, byv.
inv. & O 1363].

Flamsky mistr po€. 16. st. Madonka

(strojopis), vedle rukopis ,Praha soukr.*

[pozn. aut. inv. €. O 1366].

Ttalsky mistr 14. st, Madonka (strojopis), vedle

rukopis ,, Praha soukr.“ [pozn. aut. inv. &. O 1365].

(N&mecky) Mistr z poé. 16. st, 3 asti oltafe
(strojopis), vedle rukopis , Praha, Wiinsch“
[pozn. aut. inv. €. O 1367-0 1369].

6 ikon (strojopis), vedle rukopis , Praha, Brindisi“
[pozn. aut. inv. ¢. O 1370-0 1375].

Plastiky:

Poprsi Krista, z Prahy (strojopis), vedle
rukopis ,, Vondruskova sbirka, aukce*

[pozn. aut. inv. €. P 168].

Sv. Wolfgang, z Domazlic (strojopis),

vedle rukopis ,od majitele statku, na zdi“

[pozn. aut. inv. €. P 176].

Sv. Barbora, mala (strojopis), vedle rukopis
»Plzetisko, skupovac” [pozn. aut. inv. &. P 170].
Sv. Barbora, veliké (strojopis), vedle rukopis
»Susice, skup. z rodiny” [pozn. aut. inv. €. P 203].
Skupina Sv. Anna s 3 mu#Zi (pry z Ojbina)
(strojopis), vedle rukopis ,Horni Lugice, hrad
Ojbin, dle torzeni starého sbératele % Liberce”

[pozn. aut. inv. €. P 178].
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Madonka z Turnovska (strojopis), vedle rukopis
»Turnov, od Buski“ [pozn. aut. inv. & P 167].
Madona jihodgeska (strojopis), vedle

rukopis ,,Ceské Budéjovice, sbératel sdm*

[pozn. aut. inv. ¢. P 166].

Madonka o néco vé&tsi a hrubsi (strojopis),
vedle rukopis ,,? % Ceskijch Budéjovic*

[pozn. aut. inv. ¢. P 202].

druhj strana listu:

sv. Zikmund, Susice (strojopis), vedle rukopis
»Susice, % fary, neni obchodnik, ten piekupnik*
[pozn. aut. inv. €. P 165].

Pieta z Plzeriska (strojopis), vedle rukopis ,0bec
u Plzné, pFekupnik” [pozn. aut. inv. &. P 173].
reliéf Vedere Pané (strojopis), vedle rukopis
»Liberec, obchodnik sdm* [pozn. aut. inv. &. P 172].
Reliefy sv. Petr, sv. Ondfej (strojopis),

vedle rukopis ,z okoli Teplic, sam*

[pozn. aut. inv. & P 174 a P 175].

Relief sv. Krystof z Jeziskem (strojopis), vedle
rukopis ,koupeno v Praze, Pacovsky* [jméno malo
Citelné, pozn. aut.] [pozn. aut. inv. &. P 205].

2 malé svétice z poé. 15. st. (strojopis),

vedle rukopis ,% Plzeriska, piekup.

[pozn. aut. inv. €. P 200 a P 201].

Reliéf Narozeni Pané (strojopis), vedle rukopis
,Roupeno v Prage, Veselj* [pozn. aut. inv. &. P 204].
Sv. Jan, mala figurka (strojopis), vedle rukopis
»Praha" [pozn. aut. inv. €. P 169].

Rominsky krucifix (strojopis), vedle rukopis
»(kopie), Wiinsch* [pozn. aut. inv. &. P 177].

2 barokni poprsi (strojopis), vedle rukopis
»Praha" [pozn. aut. inv. . P 209 a P 210].

2 mali &ernosi (strojopis), vedle rukopis
»Rosenkranz* [pozn. aut. P 207 a P 208].

Hlava Krista ze 17. stol. (strojopis), rukopisny
pfipis neéitelny [pozn. aut. inv. €. P 206].

43 ANG, fond Kramir, AA 2945/752.

44 Karel Hosta§ - Ferdinand Vang&k, Soupis
pamdtek historickiich a uméleckjch v politickém okresu
Domaglickém, Praha 1902, s. 92.

45 Nejedna se tedy o sochu sv. Wolfganga,
kterou zmiriuji Vit Vlnas a Olga Kotkova

s tim, Ze byla Hlouchou zisk4dna roku 1920

v Mnichov€ Hradisti a kterou ztotoznili s Fezbou
inv. €. P 176. Viz Vit Vlnas - Olga Kotkov4, Piti
plnymi dousky Evropu (cit. v pozn. 34), s. 780.
46 Dopis z bfezna roku 1928 zmitiuje Vit
Vlnas - Olga Kotkovi, Piti plnymi dousky
Evropu (cit. v pozn. 34), s. 783-784, pozn. 85.
Dopis je uloZen v Narodnim muzeu Praha

- Néaprstkovo muzeum asijskych, africkych

a americkych kultur, poztstalost Joe Hlouchy,
2/5-59.

47 Vit Vlnas - Olga Kotkova, Piti plnymi
dougky Evropu (cit. v pozn. 34), s. 783-784.

48 Walter Hentschel, Peter Breuer: eine
spdtgotische Bildschnitzerwerkstatt. Dresden 1952,

¢. kat. 46, s. 222.

49 Antonin Ligka, Ceské socha¥stvi v dob&
slohové pfemény kolem roku 1450, Uméni IX,
1961, s. 372-390; Jifi Fajt, &. kat. 277, Mistr



Uk#iZovani ze Sv. Bartoloméje (?), Svétice, in: Jifi
Fajt (ed.), Gotika v zdpadnich Cechdch 1230-1530
(kat. vyst.), dil III, Narodni galerie v Praze 1996,
s. 685-687.

50 ANG, fond Kramaf, AA 2945/752. Pfepis
dokumentu:

Madona Karlovy Vary [pozn. aut.: inv. €. P 183,
Svétice]

Ulrich Creutx Bystfice na domé [pozn. aut.:

inv. & P 190, Truchlici P. Marie]

Svétice Budéjovice Anensky kldster [pozn. aut.:

inv. €. P 185]

Kristus 15. st. Teplice [neditelny ddaj... amatenr]
[pozn. aut.: inv. ¢. P 186]

Kristus ok. 1500 Teplice [necitelny udaj... amateur]
[pozn. aut.: inv. ¢. P 188, Kristus Vitézny]
Muzik (sv. Josef) Teplice [necitelny adaj... amateur]
[pozn. aut.: inv. ¢. P 187]

Soska (mald) Maridnské Ldzné [pozn. aut.:

inv. & P 184, Svétice, Mistr UkfiZovani ze

Sv. Bartolomé&je v Plzni]

14. stol. Madona Teplice [neitelny tdaj]

[pozn. aut.: inv. €. P 182]

Relief 3 krdlii Cheb (fotograf.) [pozn. aut.:

inv. €. 189, Petr Breuer]

51 Tak je napf. u polozky , Svétice* uveden
pEipis ,, Budéjovice Anensky kl.* Tento tdaj je
opakovan v katalogu vystavy uspofadané
Kramafem v roce 1930. Viz Vijstava obrazii a plastik
zakoupenyjch stdtem uspotddand v budové Ustiedni
knihovny hlavniho mésta Prahy k pocté osmdesdtin

T. G. Masaryka, Ustfedni knihovna hl. m. Prahy,
III. 1930, Spole¢nost vlasteneckych pratel uméni
v Cechiach, Praha 1930, ¢&. kat. 31, s. 4-5. Poté
byla tato informace zapomenuta a uZ se nikde
neobjevila, neuvadi ji ani v€decka karta dila, kde
je socha popsana pouze jako ,, Cechy, 1480-90%.
52 Inw. & P 193, zakoupeno od Frantigka
Adamce z Prahy v roce 1923. ANG, SSSU AA
1382, kt. 1 (ndkupni fond), &. 22.

53 Inv. &. P 279 - Madona z Bosilce, 1490-
1500; inv. €. P 281 - sv. Jan Evangelista, kolem
1515 (dilna Mistra Oplakavéni ze Zebraku).

K akvizici viz ANG, SVPU AA 2008/ 17.

54 Zakoupeno 1924. ANG, SVPU AA 2002/431,
492; Stépanka Chlumska (ed.), Cechy a stiedni
Evropa (cit. v pozn. 7), €. kat. 109a, b, s. 146.

55 ANG, NG SPVU AA 2002/311, SPVU AA
2003/ 344.

56 Vistava obrazii a plastik zakoupenych stdtem
(cit. v pozn. 52).

57 Antonin Maté&jéek (rec.), Vystava obrazi

a plastik zakoupenych stitem v letech 1919-1930,
Uméni 111, 1930, s. 223-238.

58 Vit Vlnas, Vincenc Krama#'s Gallery

(cit. v pozn. 2), s. 179. TéZ Jan Kvé&t, Obrazarna
spoleénosti vlasteneckych pratel uméni, Volné
sméry 29, 1932, s. 118-120.

59 Inv. & O 1252, zakoupeno 1937. ANG, SVPU
AA 2027/474, 498; Stépanka Chlumska (ed.),
Cechy a stfedni Evropa (cit. v pozn. 7), 1200-1550,
Narodni galerie v Praze 2006, €. kat. 25, s. 141.

60 Inv. ¢. P 341-P 343. ANG, SSSU-AA
2027/233.

61 Inv. & P 365, P 366 a P 367. ANG, CMZG
/K, AA 2036 (22. 2. 1939).

62 Inv. & P 364. ANG, CMZG - 1939-1945,

K (VIL. nakupni komise, 22. 2. 1939).

63 Inv. . P 647 a P 647a, zakoupeno od

L. Neumanna z Prahy. ANG, NG-NK 1945/1
(19. 12. 1945).

64 Naposledy: Helena Dériova, Relief aus dem
Kloster Corona Mariae in Tfebafov bei Krasikov
und die im ersten Viertel des 16. Jahrhunderts
titige Olmiitzer Werkstatt, in: Bulletin of the
National Gallery in Prague XX-XXI, 2010-2011,

s. 22-42 (némecky) a s. 138-149 (Eesky).

65 Vincenc Kramaf, Struény privodce obrazdrnou
Spolecnosti vlasteneckijch pidtel uméni v Cechdch,
Praha 1936.

66 Vincenc Kramaf, Struény privodce Stdtni
sbirkou starého uméni, Praha 1938.

67 K tomu vice Ivo Hlobil, Vincenc Kramar

a vytvarna teorie restaurovani, in: Vojtéch
Lahoda - Olga Uhrova (eds.), Vincenc Kramdr
(cit. v pozn. 5), s. 173-175.

68 K tomu zejména Lubomir Slavigek,

K odchodu Vincence Kramére ze Statni sbirky
starého uméni v roce 1939 (Dva neznamé dopisy
Eugena Dostila a Alberta Kutala Kramafovi),
Uméni XLIII, 2000, s. 78-81.

69 Vystava priristki 1939, Praha 1939.

70 Josef Cibulka - Jan Lori$ - Vladimir
Novotny, Vijstava pfiriistki ve Stdtni sbirce starého
uméni v Praze, zvlastni otisk ze sborniku Uméni,
Praha 1939.

71 Vit Vlnas, Vincenc Kramia#'s Gallery (cit.

v pozn. 2), s. 181.

72 Jeden z prvnich protokolt se tyka

VII. schtize ndkupni komise (ze dne 23. 2. 1939),
ktera schvilila mj. ndkup né&kolika dé&l z nabidky
staroZitnika Viclava Hotrejse. ANG, CMZG/K,
AA 2036.

73 Zejména dary za vyvozni povoleni,

nap¥. Sprangertv Epitaf zlatnika Miillera

- viz Lada Hubatova-Vackovi, Sonda do
Kramérovy akviziéni politiky (cit. v pozn. 6),

s. 173, pozn. 68, a deponaty zanechané sbirce
nucenymi emigranty (napf. sbirka Richarda
Morawetze).

74 Napf. &ast sbirky Jindficha Waldese

(viz nap¥. Patrik Simon, Jindfich Waldes: sbératel
uméni, Praha 2001). Problematiky se stru¢né& dotkl
rovnéz Lubomir Slavi¢ek, Zdroj radosti, pouéeni
a rozko3e. Prazské soukromé sbératelstvi
1895-1939, in: Lubomir Slavigek, , Sobé, uméni,
prdteliim.“ (cit. v pozn. 4), s. 261.

75 Nékterd dila byla uplatnéna v dlou-
hodobé expozici v Anezském kléstefe, viz
Stépanka Chlumska (ed.), Cechy a stiedni Evropa
(cit. v pozn. 7), &. kat. 88, s. 145; ¢&. kat. 94,

s. 146; €. kat. 128, s. 148 ad. Teprve v posledni
dobé& dochazi k jejich postupnému restauro-
vani a publikovani ve v&tsi mife, napf. Helena
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Ditiova, Tyrolean Master Narciss of Bolzano
and the relief of the Assumption of the Virgin
Mary in the National Gallery in Prague, Uméni
LX, 2012, s. 150-156; Helena Dariova, Hans
Leinberger nebo Matthius KreniB? Ke stylové-
mu pavodu neznamé sochy sv. Anny Samotfeti
z Nérodni galerie v Praze, in: Helena Daflova

- Klara Mezihoriakova - Dalibor Prix, Artem ad
vitam. Kniha k pocté Ivo Hlobila, Praha 2012, s.
86-94. Sbirka byla zpracovavana rovnéz v ramci
grantového projektu Zdpadoevropské a stredoevrop-
ské sochafstoi 13.-16. stoleti z fondii Ndrodni galerie
v Praze a Ceskych vefejnyjch sbirek, 2010-2012 (Olga
Kotkova a Michaela Ottova).

76 Vit Vlnas, Vincenc Kramé#'s Gallery

(cit. v pozn. 2), s. 181.

77 Vladimir Novotny, Ndrodni galerie. Vijstava
vybranjch dél 14.-20. stoleti, Praha 1945.

78 1bid.

79 ANG, NG 1945-1958/ 2, 51 b, 30 (Seznam
uméleckych dé&l z majetku Fr. Ringhoffera,

19. 5. 1945). Za zminku zde stoji pfedeviim
pozdné gotickéa socha sv. Anny Samotieti, nedavno
rozpoznani jako dilo J6rga Lederera (viz
Helena Dariové, The Late Gothic Relief in the
National Gallery in Prague from the Workshop
of Jorg Lederer, Uméni LX, 2012, s. 62-67) nebo
deskovy obraz sv. Anny Samotfeti, u n&jz bylo
potvrzeno autorstvi Mistra Litomé&Fického oltare
(Olga Kotkova, German and Austrian painting of
the 14""-16" centuries. Illustrated summary Catalogue
II/1. National Gallery in Prague, Praha 2007,

¢. kat. 119, s. 172 a Stépanka Chlumsks a kol.,
vystava Krasa fragmentu - Dilo sezony 2013).
80 Napf. inv. €. P 5885, P 5890, P 5891,

P 5892. ANG, NG 1945-1958/242 (Seznam d&l
pfevzatych z kaple zdimku Vinof).

81 Cinnosti N4rodni kulturni komise

a osobou Zdetitka Wirtha se detailné zabyvala
Kristina Uhlikova, Ndrodni kulturni komise 1947-
1951. Fontes Historiae Artium XI, Praha 2004.

82 1bid, s. 29-30.

83 Napf. inv. & P 673 a P 674 nebo P 376.
ANG, NG-1945-1958/18.

84 Vladimir Novotny - Jifi Magin - Jaroslav
Pesina, Ndrodni galerie v Praze. Sbirka starého
uméni, Praha 1949.

85 Vétsina takto ziskanych dél byla

v 90. letech vricena ptivodnim majiteltim,
nékterd byla do Néarodni galerie v Praze poté
zapijcena.

86 Dila pfevedend z UPM v roce 1949 byla

do majetku Néarodni galerie tfedné vélenéna az
v roce 1961 (resp. 1962). Takto byl ziskan nap¥.
Oltdf % Velhartic (inv. & P 4601 - P 4604 a P 4575).
87 Oltdr % Velhartic byl publikovan Soupisem
pamatek: Karel Hosta$ - Frantiek Vanék, Soupis
pamdtek historickych a uméleckych v politickém okresu
Susickém, Praha 1900, s. 153. V roce 1902 byl
zakoupen do Uméleckopriimyslového musea.
Soubor soch Mistra maridnského oltéfe ze
Seebergu (dfive Mistr oltafe sv. Josta v Chebu)
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byl darovin Umé&leckopriimyslovému museu

z Eerninské sbirky. Viz Josef Opitz, Mistr
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Strukturalni a kompozi¢ni
transtormace obrazu

Mladd ddma na balkoné* od malire
Gerarda Doua

ANJA K. SEVCIK = JIRI TRESTIK

Anja K. Sev¢ik,
kurdtorka
Ndrodni galerie

v Praze, speciali-
zuje se na holand-
skou malbu

17. a 18. stoleti.

Jiri Trestik,
restaurdtor
Ndrodni galerie

v Praze, zabyvd
se prizkumy

a restaurovdnim
dél starého evrop-
ského umeni.

V popisu ruského Sankt-Petérburgu od
Heinricha Christopha von Reimerse z roku
1805 se setkdme v pasidZi, jez se vénuje
palaci Bezborodko, s pochvalnou zminkou
o0 jednom obrazu od Gerarda Doua (1613-
1675),% dnes ve sbirkdch Nérodni galerie

v Praze (inv. ¢. O 650, obr. 1 a 2):

»--.0d Gerharda Douwa Holandanka
stojici pfede dvefmi a divajici se ven;
obzvlasté pékny je inkarnat jeji tvate, jeji
zelené& sametovy, hermelinem podsivany
plast a turecky koberec, o ktery se opira.*

Doutiv ptivabny motiv, brilantni malba
i umeélcova proslulost jako zakladatele
leidenské jemné malby se do Reimersovy
paméti olividné vtiskly. Nebyl jedingm obdi-
vovatelem tohoto mimofadné ptisobivého
obrazu, a tak se s timto dilem b&hem staleti
setkavame v nejexkluzivnéjsich sbirkach. To
také doklada skute¢nost, Ze v elitnich sbéra-
telskych kruzich bylo uméni Gerarda Doua
velmi cenéno a krialovsky odmétiovano.*

S pomoci mnoha novych prament ¢lanek
nejprve zkoumad provenienci a hodnoceni
tohoto skvostného sbératelského kusu
v minulosti. Poté je analyzovina zprvu
zahadné technologicka stavba obrazu, na
niZ poprvé upozornil ve své monografii
z roku 1901 Wilhelm Martin® a kterd byla
objasnéna béhem prizkumu a restaurovani
v letech 2006-2011. Podlozka je sloZena
ze dvou dFevénych desek. Men3si deska
(18,8 x 14 cm) s motivem mladé damy
je vloZzena do mirné€ asymetricky umis-
t&€né prohlubng, vytvorené ve vétsi desce
s malbou méstské krajiny (38 x 29,5 cm),
coZ neni na rubové strané obrazu rozpo-
znatelné (obr. 3).°
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Vysvétleni si z4da jesté dalsi nilez. Pod
malbou méstské krajiny na vné&jsi desce
se v disledku starnuti, dnes jiZ i mirné
transparence olejovych barev a také vli-
vem drobnych poskozeni barevné vrstvy
ukézala star3i verze malby, dokumentujici
vyrazné kompozi¢ni zmeény, resp. zFetelné
stopy ptvodniho autorova zaméru. Mimoto
nés upoutaji pon€kud hrubé& provedené
¢asti malby, jako nap¥. most a vodni plo-
cha, a stejn€ tak i méné typicky zptisob
signovani na vnéjsi desce ,GDOV¥, v ném?
chybi pro umélce charakteristické zvétseni
prvnich majuskuli v ligatu¥e ,,GD* (obr. 4).
Tyto postiehy byly v katalogu sbirek z roku
2012 vzaty na védomi a spoluprice byla
pfipsina Douove€ dilné.®

Zkouménim prament k obrazu, studiemi
k Douove pracovni technice, srovnavacimi
piiklady leidenské skoly a podrobnym
technologickym prizkumem obrazu® se
autofi pokouseji rekonstruovat genezi dila,
poskytnout mozné vysvétleni kompliko-
vané konstrukce dfevéné desky a dit odpo-
vé&d na otazku po ucasti Douovg, jeho dilny
nebo dalich rukou na vzniku prazského
deskového obrazu.

I. Mecenasi, sbératelé, znalci uméni -
zastavky obrazu na cesté z Leidenu pres
Pariz, Londyn, Sankt-Petérburg a Vider
do Prahy

a) Johan de Bye a jeho vystava Douovych
dél v Leidenu v roce 1665

»Divka nahybajici se pfes zabradli s kober-
cem, hledici stranou, bez ramu,“ tak

zni nejstarsi zndmy popis prazského



obrazu. Pochézi ze smlouvy o zaptjé-

ce, kterou 18. zafri 1665 uzavieli Doutiv
sbératel a mecen4s Johan de Bye (Bije)

a mali¥ Johannes Hannot. Za 40 guldent
ro¢né si de Bye pronajal u Hannota pro-
stor v jeho domé, aby zde vefejn€ vystavil
27% Douovych dél, jejichz byl vlastnikem.
Byla to viibec prvni monograficka vystava
dé&l holandského umélce, uspofddana za
jeho Zivota. Misto vystavy bylo zvoleno

ze strategického hlediska skvéle, protoze
Hannottiv dm stél naproti radnici, v jejiz
vstupni hale se dvakrit roéné poradaly
prodejni vystavy uméleckych dél a knih.*?
Piet Bakker vycCetl z ohlageni Douovy
vystavy oti§t€ného v tydeniku Haerlemse
Courant 25. zaf{ 1665 zdmé&r Johana de Bye
celou sbirku prodat. Bakker oviem srozu-
miteln€& vysvétluje, Ze k pfemisténi sbirky
do Hannotova domu doslo pravdépodobné
za Ucelem ochrany, tedy zajisténi bezped-
nosti kolekce. Jako pfesvédéeny arminian,
v jehoZ domé se konaly bohosluzby, byl de
Bye v letech 1662-1666 vicekrat konfronto-
van s hrozbou drancovéni ze strany nébo-
Zenskych protivnik?.

Zahajovaci rok vystavy 1665 pfedstavuje
proto terminus ante quem pro vznik praz-
ské kompozice, pfi¢emZ doslovné znéni
popisu jednoznaéné nekonstatuje, zda
u vystaveného dila 3lo jiZ o rozsiFenou
desku, protoZe s vyjimkou zminéného
koberce, ktery se ¢aste¢n€ nachizi i na
desce tvofici jadro obrazu, neni vyslovng
zmitiovan zadny z motivl ramujicich
dstfedni vyjev.

Predpoklida se, Ze sbirka piesla po smrti
Johana de Bye (pFed rokem 1672) pfinej-
mensim z&4sti nejprve do vlastnictvi jeho
sestry Anny de Bye, provdané Knotter.
Nésledné ji méla ve svém drzeni jeho netef
Maria Knotter, ktera ji pfenechala svym
syntim Adriaenu ml. a Johanu Wittertovi
van der Aa. Adriaen van der Aa roku 1710
znovu prodal fadu obrazt Pieterovi de la
Court van der Voort, vetné t¥i obraz,
které byly zastoupeny na zminéné vystavé
Johana de Bye v roce 1665.* Obraz Miladd
ddma na balkoné nebylo moZno v pozista-
lostnich pramenech identifikovat. Prazsky
deskovy obraz nelze doloZit ani ve sbirce,
jejimz vlastnikem byl leidensky 1éka¥
a sbé&ratel uméni Frangois de le Boé Sylvia
(1614-1672), ktery dle Bakkerova domnéni
mohl eventualné& ziskat obrazy z de Byovy
pozustalosti.”

b) Sbirka vévody Orleanského v parizském
Palais Royal

Po roce 1665 se opét setkivime s Douovou
prazskou deskou aZ v roce 1724 v inventé-
¥, ktery byl vyhotoven po smrti Filipa II.

Orleanského (1674-1723).* Legendérni sbir-
ka 495 obrazt vznikla aZ na n&€kolik maélo
zdédénych pFedméth v letech 1715-1723,
kdyz vévoda Orlednsky vladl jako regent za
tehdy jest€ neplnoletého Ludvika XV. a mél
rezidenci v pafiZském Palais Royal.'’

BohuZel neni dosud znamo, kdy
a odkud se Douova Mladd ddma do orledn-
ské sbirky dostala. Stryienski poklada za
pravdépodobné, Ze k prvnim nikuptm
doslo jiz béhem Filipovych bojt ve
Flandrech v letech 1691-1695.* Pouze
hypoteticky lze uvidét do souvislosti
Sestimé&si¢ni pobyt, ktery v Nizozemi absol-
voval blizky Filiptiv divérnik, jeho vychova-
tel a budouci kardinal a ministr Guillaume
Dubois (1656-1723) v letech 1716/17. Pod
pseudonymem Saint-Albin ptsobil Dubois
pro panovnika také jako ,kunstagent”

a v tomto obdob{ ziskal napiiklad cyklus
obrazt Sedmi svdtosti (2. série) od Nicolase
Poussina ze sbirky Jacquese Meyerse.*
Prostfednictvim tohoto prominentniho rot-
terdamského obchodnika s uménim bylo
pro vévodu Orleanského zakoupeno vice
obrazil. S pomoci jistého pana Tramblina
prodal Jacques Meyers Filipovi II. v roce
1719 Soud Paridiiv Adriaena van der Werff
(dnes Londyn, Dulwich Picture Gallery).
Rovnéz pafizsky finanénik a sbé&ratel
uméni Pierre Crozat se v roce 1721

z povéfeni vévody Orleanského zdrzoval

v Amsterdamu a zakoupil u Meyerse
obraz.* V seznamech Meyersovych
uméleckych sbirek z let 1714 a 1722 lze
dolozZit mj. také dv€ Douova dila pochéze-
jici ze sbirky Johana de Bye, praZskou kom-
pozici v§ak mezi nimi nenajdeme.?

V roce 1727 byla sbirka vévody
Orleanského zpiistupnéna uménimilovné
veFejnosti.?? Soufasné publikoval sekre-
tar pafizské Academie de Sculpture et de
Peinture Louis Frangois Dubois de Saint
Gelais (1669-1737) navysost znalecky kata-
log s podrobnymi biografiemi jednotlivych
mali¥d. Uvadéni formatd a popisy obrazt
umoziiuji pfesnou identifikaci malifskych
d€l.? Ve své predmluvé velebi autor umé-
lecky vkus vévody Orleanského, jemuz se
v GZasné kratké dobé dvaceti let podafilo
dat dohromady sbirku, patfici k ,plus
curieux de I'Europe“, opravdovou ,Ecole de
Peinture,” co se kvantity i kvality, ale i roz-
manitosti mistri, styld a epoch tyce. Vedle
¢yt dalgich Douovych obrazt zde figuruje
prazsky obraz pod titulem Une Femme sur son
Stoeb.24 Udaje o formatu uvedené v paiiz-
skych stopéch se shoduji s dne$nim roz3ife-
nym formétem.

Jest&€ v témzZe roce 1727 vysel prvni pro-
dejni katalog sbirky. Catalogue des Tableaux
flamands du Cabinet de feu S.A.R. Monsigneur
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le Duc d’Orleans® uvadi 85 holandskych

a vlamskych obrazi. Pod jménem ,Girard
Dau“ se zde setkdvime s prazskym obrazem
Ddma na balkoné (zde jako Une femme sur un
balcon). Zajemci jsou v pfedmluvé vybidnuti
k tomu, aby se k prohlidce obrazt obra-
celi na vévodova kancléfe M. R. de Voyer
d’Argensona. Pro pf¥ipad, Ze by do konce
kvé&tna nebyla dosaZena o cen€ shoda, je na
9. Cervna 1727 ohl4sen prodej ,en détail”.
Tato ,,dégradation“? sbirky vévody Filipa II.
Orledanského jeho mén& uménimilovnym
synem Ludvikem I. Orlednskym (1703-1752)
mohla byt o¢ividn€ odvricena, protoze
nizozemsky konvolut zistal v Palais Royal.
InventéFe z let 1752 a 1785 hlési i nadile
pfitomnost prazského obrazu.”

Zajimavy dtkaz o popularité a vefejné
piistupnosti sbirky vévody Orleanského
nidm podéva v roce 1749 poprvé pub-
likovany ,,umeélecky privodce” Voyage
Pictoresque De Paris ou Indication de tout ce
quw’il y a de plus beau dans cette grande Ville
en Peinture, Sculpture, & Architecture, ktery
vydal Antoine-Nicolas Dezallier d’Argen-
ville (1723-1796).2¢ Mistnost po mistnosti,
ychambre par chambre” popisuje galerie
v Palais Royal, mezi nimi v prvnim ,Cabinet
flamand“ - modrém kabinetu - mezi 33
obrazy také prazsky obraz ,Une jeune Fille
appuyé sur un balcon, de Gerard-Dou“.®
Jiz v lexikonu umélcd vydaném otcem
Antoinem-Josephem Dezaillerem d’Argen-
ville (1680-1765) a nazvaném Abrégé de la Vie
des plus fameux peintres, avec leur portraits gravés
en taille-douce, les indications de leur principaux
ouvrages je kompozice v ramci Douovy
biografie oznagena mezi jeho hlavnimi dily
jako ,femme sur le perron de sa maison*.

K dalsi slavé a proslulosti sbirky pii-
spély grafické reprodukce obrazii vévody
Orleanského. V letech 1729-1742 vysly
v PafiZi Recueil d’estampes d’apres les plus
beaux tableaux et d’aprés les plus beaux dessins
qui sont en France, dans le cabinet du Roi, dans
celui de Monseigneur le Duc d’Orléans, které
vSak predstavovaly jen italské obrazy. Roku
1786 nasledovalo nddherné vydani s gra-
fikami 357 nejdulezit&jdich obrazt viech
kol Galerie du Palais Royal gravée d’apreés les
tableaux des différentes écoles qui la composent.

K vydani pfipravili Louis Abel de Bonafous
Abbé de Fontenai a Jacques Couché, ,gra-
veur de cabinet” u Ludvika Filipa. Ve tfetim
svazku se setkdme se zrcadlové obréice-
nou rytinou podle Douova obrazu, kterou
vyhotovil Couché (obr. 5). Velmi vérné
kopiruje dnesni verzi kompozice. Ve srov-
néni s Douovym obrazem, kde jsou detaily
mé&stské krajiny, kostymu nebo baldachynu
nejasné rozpoznatelné, je na ryting totéz
graficky precizovano a ¢asteéné i doplnéno.
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K rytin€ pfipojeny popis konstatuje vynika-
jici stav zachovéani obrazu:

y,Holandanka se nechivi ovivat vzdu-
chem u vstupu do svého domu nazjvaného
holandsky Stoeb. Zda se, Ze je pln€ zaujata
dénim na druhé stran€ kanalu, ktery se
nachizi pred ni. Zena je svétlovlass; jeji
plet je provedena s nejvy3si jemnosti v pfi-
rodni svéZesti. Jeji zeleny sametovy plast
lemuje hermelin a turecka tapiserie, o kte-
rou se opird, je vypracovina do nejmengich
detailty, jak je charakteristické pro dila
Gerarda Doua. Obraz je harmonicky, nad-
herng efektni, s teplymi barevnymi odstiny,
velmi ptisobivy a dokonale zachovany.“

c) Aukce sbirky vévody Orleanského

v Londyné

Popularita sbirky vévody Orlednského viak
tuto kolekci neuchranila pfed tim, aby ji
jeho pravnuk Ludvik Filip Josef Bourbon
zvany Filip Egalité (1747-1793) nerozprodal.
Z divodu finanénich t&zkosti zahijil v roce
1788 jednani s jednim anglickym konzor-
ciem, jez vedl James Christie. Po dlouhém
dohadovini o kupni cené& bylo roku 1792
nejprve prodano 147 dél némecké, holands-
ké a vlamské skoly za 350000 liber anglic-
kému syndikatu, ktery vedl Thomas Moore
Slade - a i pFes to, Ze francouzsti umélci
protestovali proti ztrat€ t&chto kulturnich
pokladti, doslo k jejich tajnému odvozu.

O rok pozdé&ji, pouze n&kolik mésicii

pfed popravou Ludvika Filipa v listopa-

du 1793, opustila Francii také dila italskych
a francouzskych mistrd a byla roku 1798

v Londyné& vydrazena.?

Prodejni vystava severskych mistrt byla
vefejnosti za vstupné zpiistupnéna od
dubna do ¢ervna 1793 v né€kdejsi budové
Royal Academy ve westminsterské ulici Pall
Mall 125. Legendarni povést sbirky vedla
k velkému naporu névstévnikt a ohlasu
v tisku. VydraZovani orlednského umélec-
kého majetku méla v Londyné& rozhoduji-
cim zptisobem ovliviiovat umé&lecka vefej-
nost.’

Z ptvodné péti Douovych dél ve sbirce
vévody Orleanského uvadi velmi struény
londynsky katalog pouze tfi, mezi nimi
pod &islem 31 prazsky obraz jako ,Lady
leaning on her balcony by Gerard Dou*.»
Deskovy obraz vystfidal svého majitele za
velmi vysoky obnos 300 anglickych gui-
nei, a dosahl tim stejné ceny jako Doutiv
Hrdé na housle (dnes Vaduz, Lichten3tejnska
sbirka) nebo jiZz zminény Rembrandtav
Mljn (dnes Washington, National Gallery of
Art, srov. pozn. 19). To se viak neshoduje
s hodnocenim Williama Buchanana, ktery
v roce 1824 obg3irné referoval o osudu orle-
dnské sbirky a o jejim vyvozu do Anglie.



Dle jeho nazoru naleZel k Douovym prvot-
Fidnim dildm pouze Hrd¢ na housle. K praz-
skému obrazu oznafenému jako ,,A Dutch
Woman“ Buchanan neuvadi Zddné ddaje

o kupni cen€ ani o kupci.” Podle zpriv
londynského tisku byly obrazy velmi rychle
prodany. Slade uvadi, Ze nejlepsi obrazy
byly prodény jiZz b&éhem né&kolika malo
dni.*® K nim s jistotou patfil také prazsky
obraz, protoze uz ve druhém prodejnim
katalogu z kvétna 1795 neni zminén.>’

d) Sbirka Bezborodko-Kuselev

v Sankt-Petérburgu

Miadd ddma na balkoné se s nejvetsi prav-
dépodobnosti dostala p¥fimou cestou

z londynské prodejni vystavy roku 1793 do
Sankt-Peté€rburgu do praveé vznikajici sbirky
kniZete Alexandra Andrejevi¢e Bezborodka
(1746-1799), velkokanclére a ministra zahra-
ni¢f Katefiny II. Veliké a Pavla I. Ruského.
S velkym sbératelskym zépalem a finang-
nim nasazenim se Bezborodkovi od roku
1793 b&hem pouhych t¥ let podafilo shro-
mazdit jednu z nejbohatsich evropskych
kolekci.?® Zde horliv€ nésledoval snahy
carevny Katef¥iny II. pfibliZit Rusko vice
Evropé€ tim, Ze budoval uméleckou sbirku.
Sama carevna vlastnila tfi Douovy obrazy
z n&kdejsi sbirky Johana de Bye.* V dopise
z 11. Cervence 1795 adresovaném Semjonu
Romanovi¢ovi Voroncovi, ruskému velvy-
slanci v Londyn¢€, kniZe Bezborodko pise,
Ze koupil t¥i obrazy z orlednské sbirky.+

A konet¢né v roce 1805 popisuje Heinrich
Christoph von Reimers pfepychovy palic
Bezborodkovych, mezi tim i ptivod né&kte-
rych dél ,z n€kdejsi orleanské galerie”

a zmifiuje, jak jiZ bylo citovano v tvodu,
také Doutiv prazsky obraz.# K tomu
odkazuje na nevyti§t€ny inventaf sepsa-

ny ve francouz3ting. Jeho autorem byl
Johann Hauff (t 1810), svého ¢asu v Sankt-
-Petérburgu prominentni inspektor obrazo-
vych sbirek a ,zde ten nejlepsi“ restaurator
(pochédzel z Némecka).#? I kdyZ je seznam
evidujici 330 obraztl poklddan za ztrace-

ny, presto &islo ,63% umisténé v pravém
dolnim rohu dila a odkazujici na seznam,
podava o pomé&rné brzkém pfijeti Douova
obrazu do sbirky vymluvné svédectvi.# Az
do roku 1875 ztistaval v majetku rodiny,* az
byl nakonec ve dnech 18.-19. b¥ezna 1875

v PafiZi z pozustalosti Katefiny hrabénky
Grigori Grigorijevi¢ KuSelev-Bezborodko,
rozené Katefiny Dimitrijevny Vasiléikové
(1811-1874) prodan.®

) Sbirka Johanna II. z LichtenStejna

ve Vidni a dar obrazu do Prahy

I kdyZ Rudolf von Eitelberger ve své zpra-
v€ o novych pfirastcich Lichtenstejnské

galerie z roku 1884 zmitiuje pouze zb&zné
dva Douovy obrazy,* miZeme s Karlem
Ho6Bem souhlasit, Ze zde 3lo mj. o prazskou
»Divku na balkon&“.# Kvalita obrazu ziejmé
odpovidala niroku kniZete Johanna II.

z Lichten3tejna (1840-1929), jenz hodlal
rodinnou sbirku s bohatou tradici rozsifit
navic jest€ podle muzejnich kritérii. Stejné
jako jiz v p¥ipad€ mimofadn& v§znamnych
akvizic uskuteénénych roku 1881 v Pafizi
mutZeme i pfi koupi Douova obrazu na
pafizské aukci Bezborodko-Kuselevovy
sbirky roku 1875 pfedpoklddat spolupra-

ci Charlese Sedelmeyera. Tento z Vidné
pochiézejici a v Pafizi Zijici obchodnik
uménim a umélecky agent zprostfedko-

val kniZeti nap¥. roku 1881 nédkup Portrétu
Jaspara Schadeho od Franse Halse (dnes
Narodni galerie v Praze, inv. ¢. O 628)

a Mladé ddamy s véjifem od Jana Daemena
Coola (dnes Narodni galerie v Praze,

inv. €. O 675) ze sbirky Johna W. Wilsona.
Tyto obrazy, které nejprve putovaly do kni-
zeci galerie v zahradnim Lichten3tejnském
palaci v Rossau, v€noval knize velkoryse
Obrazirné Spoleénosti vlasteneckych ptitel
uméni, pfedchtidkyni dne3ni Narodni gale-
rie v Praze.*® Na dotaz prazského mecenase
uméni Vojtécha rytife Lanny neusiloval

u kniZete o darovani obrazu do Prahy nikdo
men3i neZ Wilhelm Bode, a tak kone&né
roku 1890 byla souéésti v€novanych obrazi
i Douova Mladd ddma na balkoné.

II. Inlay, pentimenti a leidenska
ikonografie
Struktura a geneze obrazu

a) ZvétSeni formatu, tzv. ,leidenska
intarzie“

Hodnocen{ pramenti dokumentuje dctu,
ktera byla praZskému obrazu Gerarda Doua
projevovana. Pro tehdejsi pozorovatele

byl obraz nezpochybnitelné v originalném
stavu. Neexistuji zddné zminky o penti-
mentech ani o poskozenich, a¢koli v popisu
Douovych dél byla mimofddna pozornost
tradi¢né€ vénovana jejich emailové hlad-
kému vzhledu: ,Dau [sic!] qui est incom-
parable pour la delicatesse de pinceau“#

- ypainted so finely as hardly to be at all
distinguished from Enamail.“° Bez komen-
tafe ponechévaji prameny také roz3i¥eni
formatu, které poprvé zmifiuje Martin
1901.%* Dnes$ni miry desky jsou uvedeny, jak
jiz bylo zminé&no vy3e, v roce 1727 v katalo-
gu orleanské sbirky, médiryt a popis obrazu
z roku 1786 dokumentuji dne3ni podobu

a skvély stav obrazu.’? K pfetvoieni podloz-
ky a kompozice muselo proto dojit jiz pred
prijetim obrazu do orleanské kolekce mezi
lety 1715 a 1723.
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Technologické analyzy toto zjisténi potvr-
zuji. Umoziiuji ndm dokonce odévodnéné
predpokladat, Ze deska byla ve své rozsi-
fené podobé& prezentovana jiz v roce 1665
na vystav€ Johana de Bye v Leidenu.

Identifikované pigmenty (olovanaté
bé&loba, olovnato-cini¢ita Zlut, Zelezité pig-
menty - Zluty a Cerveny okr, rumélka, zemé&
zelend, pfirodni ultramarin, indigo, ¢erna
a pravdépodobné i umbra), stejné jako tenka
vrstva kiidového podkladu i dal3i identifiko-
vané materidly jsou pro holandskou malbu
17. stoleti typické a b&Zné& pouzivané.?

Dendrochronologicky prizkum vné&jsi
desky uréil rok 1651 jako prvni vhodny pro
malbu, jako pravdépodobnéjsi viak ozna-
¢il az dobu po roce 1654. Malba na v&tsi
podloZce mohla byt tedy provedena pied
rokem 1665.> Dou byl zndm tim, Ze pouZi-
val dobfe vyzrilé dfevo.”

Pfesto nas komplikovana konstrukce
desky pfekvapuje.

Pro malife jemné malby, jakym byl Dou,
ktery pracoval témé¥ vyluéné€ na dubovych
deskach, peclivé zhotovenych z jediného
prkna, musela byt deska sloZena ze dvou
samostatnych kusti né¢im, co budilo obavy,
jak jiZz konstatoval Lammertse.* Spary,
které se pozdé&ji nevyhnuteln€ projevily,
totiZ ohroZovaly dojem emailové hladkého
povrchu, tak charakteristického pro Douovu
malbu, jeZ vyzadovala pozorovani z nej-
vE&tsi moZné blizkosti. Bylo by velmi nelo-
gické, aby tak precizni malif, jakym Dou
byl, cilen€ od samého poéatku pracoval na
desce sestavené ze dvou €asti. Mnohem
spiSe lze predpoklidat, Ze jiz malovani
vnitin{ deska byla dodatetné vsazena
do desky vé&t3i. Jeji forméat 18,8 x 14 cm
odpovida rozmé&rtim jinych samostatnych
Douovych kompozic, napf. jeho nejranéj-
§imu Autoportréiu ve tiictorteéni postavé (kolem
1635-1638, dfevo, 18,3 x 14 cm, zavrieni
obloukem, Cheltenham Art Gallery and
Museums).” Pokud jde o proporéni vztah
zobrazované postavy k pozadji, je tento
autoportrét hodn€ blizky praZské vnitini
desce s polopostavou mladé dimy. Proto
by tato vnitini deska mohla byt prave tak
vytvofena jako samostatni kompozice.

yInlay“ silna cca 0,5 cm ma polovi¢ni
tloustku neZ cca 1 cm silna véts{ deska.

V dusledku toho neni ,intarzie“ svédé&ici

o velké Femeslné zruénosti pfi prohlidce
zadni strany desky rozpoznatelna.’® Intarzie
je technika uZivana pro rozsifeni malych
deskovych obrazu, pfi niZ je men3i obraz
vloZen do prohlubné v desce vétsi, a je
tedy rozsifen do viech &yt stran. Na rozdil
od jinych zpuisobt rozsifeni (lepeni list po
obvodu obrazu a podsazeni vétsi deskou)
je pri uziti tohoto zptisobu zvétseni obrazu
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délka spar omezena na minimum. Intaktni
zadni strana celého obrazu tvofena vnéjsi
deskou nabizi zaroveii stabilitu vnitfni desce
a izoluje spary od vné&jsich vlivii. Mozna

to byly tyto vyhody, které ucinily pouZiti
sestavované desky akceptovatelné i pro tak
narotného umélce, jakym byl Gerard Dou.

RTG snimek, ktery zachycuje na povr-
chu vnit¥ni desky vy33i podil té€zkych
kovii, zejména olovnaté bé&loby ve srov-
nani s rimujici deskou, sv€déi pro zprvu
samostatny vznik menstho portrétu. Také
skute¢nost, Ze podkladova vrstva na nékte-
rych mistech v blizkosti spary chybi, svéd¢i
o tom, Ze byla nanagena ve dvou na sobé&
nezavislych fazich (obr. 6).5°

Zkoumame-li reliéf malby na vnit¥ni
desce zevrubnéji, poviimneme si, Ze
barevna vrstva malby koberce je vy3si
v mist&, kde se dotyka subtiln&ji malované
divéiny ruky (obr. 7). Malba koberce pfe-
kryva spary mezi deskami, je intaktni a pro-
vedend bez pferuseni. Na vnitén{ i vné&jsi
desce jsou pouzity identické pigmenty:
rumélka, olovnato-cini¢ita Zlut a olovnati
béloba. Je tedy velmi pravdépodobné,
ze malba na vnitini desce nebyla v dobé&
zvétSeni jesté zcela dokonéena. Laboratorni
analyzy mikrovzorkt zeleného plasté mladé
damy prokazaly v malbé na vnitini i vné&jsi
desce shodné sloZeni. Barvu tvoii smés
péti pigmentd: pFirodni ultramarin, zemé&
zelend, indigo, maly podil olovnaté b&loby
a podle vysledku rentgenfluorescenéni
analyzy (RFA) pravdépodobné i olovnato-
-cini¢ita zlut. V mistech mé&feni RFA je
pomér jejich mnozstvi ve smé&si blizky.
Identické pigmenty prokizala také analyza
mikrovzorkt oblohy nad i pod sparou.

To ukazuje tizkou &asovou souvislost
mezi malbou na stfedové desce a na zvét-
$eném formiatu. Zaroveti toto zjisténi velmi
dobfe zapad4 do Douova precizniho zacha-
zeni s materidly, doloZzeného naptiklad
zpravou jeho sou€asnika Joachima von
Sandrarta.®® Do té miry shodné dodate¢né
misenf pigmentt je jen velmi obtiZné& pfed-
stavitelné, pokud by bylo providéno mimo
umélcovu dilnu ¢ s éasovym odstupem.

Prekvapiv€ nejde u tohoto zvétieni for-
maétu v Douov€ dile o ojedinély pfipad. Tak
nap¥. i Ctouci poustevnik (41,5 x 30,5 cm, dnes
Curych, David Koetser Gallery) ma stejnou
konstrukci vsazené desky.®

Jaky v§ak mohl mit Dou dtvod k tomu,
aby své obrazové kompozice dodateéné
zvétsoval? Mohla byt divodem tradovana
¢asova naro¢nost Douovy malifské tech-
niky®? a vytctovani jeho honorafe podle
poctu hodin price na obraze®, které vedly
ke zvétSeni obrazu do reprezentativné&jsi
formy, a tedy i k navy3eni honoréare?



Takovéto zdivodnéni uvidi v roce 1829
John Smith ve svém popisu Ctouciho poustev-
nika, poté co rozpoznal, Ze poprsi starce ve
tfiGtvrtednim profilu, ,jeZz bylo namalovano
s mimo¥adnou péé¢i a psobivym déinkem*,
bylo zvétseno do podoby poustevnika
v mnigské kutné, jenz si v jeskyni pod
uschlym stromem ¢&te v bibli.%4 , Skvélost
dila nepochybné pfiméla malife zvétsit
rozmeéry obrazu a dat mu koneény vzhled,
ktery dnes mame pfed sebou.“” Autenticka
signatura se nachézi na vné&jsi desce, coz
nenechédvi nikoho na pochybach, Ze veli-
kost obrazu zvétsil sdm umeélec. K témuz
zavéru dospéli také Martin (1901) i Hofstede
de Groot (1907).°° Ronni Baer pfedpoklada
vE&tsi Casovy odstup mezi zhotovenim
vnitin{ desky (cca 30. 1éta) a vnéjsi desky
(60. 1éta 17. stoleti).”” Zd4 se, Ze podobnou
genezi mé i Portrét Zeny % profilu (New York,
soukromai sbirka). Zde byla ovilna podo-
bizna (14 x 11,7 cm) datovani do let cca
1635-1640 vloZena jako inlay do pravoihlé
desky (18,4 x 17,6 cm), jejiz dendrochrono-
logicky prizkum uréuje jeji zpracovéini do
Sedesatych let. V tomto piripadé viak ramu-
jici deska nebyla pomalovéna.®

Také v Douov€ leidenském okruhu
existuji dal3i pfiklady, jako u jeho Zika
Franse van Mierise st. Ten pievedl ptivodni
obloukem zakonéeny format Starého houslisty
z roku 1660 (Boston, soukromi sbirka) do
pravothlé kompozice tak, Ze na upravenou
desku domaloval okenni rdm s pnoucim
se bfe¢tanem. Buvelot a Naumann zde
predpoklddaji emulaci s nikovym typem
obrazu Mierisova ufitele a pokus zvys3it
zvét§enim formétu prodejni cenu. Rovnéz
v ptipad€ Ndvstévy lékarie z roku 1667 (Los
Angeles, J. Paul Getty Museum) zmé&nil
Mieris pomé&rné& radikdln& format i kompo-
zici v dobég, kdy uz byla velka ¢ast malby
hotova a obraz si v ateliéru v roce 1663
prohlédl francouzsky diplomat Balthasar de
Monconys.”

Ocividné 8lo u této intarzijni techniky
o metodu v leidenském okruhu Gerarda
Doua ¢astéji uzivanou, ktera byla uplat-
fiovana nikoli ndhodou, nybrz cilen&.”
Domnénka vyslovena roku 1904 Charlesem
T. Yerkesem a tykajici se viSe zminéného
a v té dobé se v jeho majetku nachazejiciho
Ctouciho poustevnika, Ze poskozeni ptivodné
vE&tsi originalni desky byla podnétem
k vyfiznuti hlavy starce a jejimu vsazeni do
nové desky, se proto nezda byt sprivna.”

b) Douova pentimenti a kompozi¢ni
zmény

V Douové dile nach4dzime vice prominent-
nich obrazt, kde doslo k dodateénému pre-
pracovani kompozice i beze zmény forma-

tu. To se Casteén€ délo s velkym Easovym
odstupem od vzniku ptvodni verze. Jeden
piiklad nam nabizi Mastickd# (Rotterdam,
Museum Boijmans van Beuningen, inv. €.
St 4). Dou obraz signoval a datoval poprvé
v roce 1652, aby jej po &etnych zménach
signoval podruhé kolem roku 1667 & kritce
poté.” Poustevnik z roku 1670 (Washington,
National Gallery of Art, Timken Collection,
inv. €. 1960. 6. 8.) pfedstavuje prepraco-
vanou kompozici, jejiz ptvod saha patrné
aZ do poloviny tficatych let 17. stoleti.”
U Mladé matky (Haag, Royal Picture Gallery
Mauritshuis) bylo dokonce mozno potvrdit
korekturu signatury a datovani. Po zfejmém
pfepracovani obrazu zménil Dou letopoéet
z 1653 na 1658.7°

Toto zjisténi je pFekvapivé a stoji v urdi-
tém rozporu s peclivou umélcovou malii-
skou technikou, kterd by logicky vykazovala
podobné minuciézni planovani kompozice.
Nejsou oviem znidmy téméF zadné kresby
nebo studie umélce, jenz své kompo-
zice zfejmé skicoval pfimo na podlozku.
Wadum piisobivé popisuje toto umélecké
dilema: ,Pro umeélce tak oddaného pun-
ti¢karskému ztviréni téch nejdrobnéjsich
soudasti pfedmétl, neustila zména roz-
mé&rh nebo umisténi jiz dokonéenych prvka
musely pfedstavovat nesmirny vnitini
konflikt.“7

Snaha najit vyhovujici Fedeni kompozice,
resp. uspokojivé za¢lenéni men3i desky do
zvétseného formatu se projevuje i na praz-
ském obraze. Snimky pomoci rentgenovych
paprskt (RTG) a infradervené reflektografie
(IRR) ukazuji zfetelné ,pentimenti“ archi-
tektury, jiz byla polopostava mladé divky na
stfedové desce oramovéana. Jsou zde patrna
dvé€ stadia pFepracovani obrazu. Nejprve
stila divka v prostoru portiku mezi dvéma
sloupy nesoucimi klenbu. Na hornim okraji
obrazu je vidét mala ¢ast Ffimsy. Na snim-
cich RTG (obr. 6) a IRR (obr. 8) se zFetelné
rysuji oba dfiky, hlavice levého sloupu
a patka sloupu pravého. Také hiiFe identi-
fikovatelna &4st malby na zabradli po levici
mladé ddmy mtZze odkazovat k ptivodni
malb& patky sloupu. Na rytin& Jacquese
Couchése zhotovené podle obrazu a pub-
likované v roce 1786 zaujima toto misto
kozeginovy lem doméaciho kabatku (obr. 5).77

Nésledné levy sloup a &ést klenby portiku
prekryla malba oblohy a zaroverti byla pfe-
malovana i hrana stény domu a posunuta
mirn€ doleva. Portikus se proménil v jakysi
»balkon”. Na st&nu byl namalovan vchod do
domu s kamennou zarubni a nad né&j balda-
chyn podepieny dvéma konzolami. Uponky
vina nebo chmele naleZely zjevn€ jiz
k prvni verzi obrazu. N&které listy v oblasti
oblohy byly b&hem pFepracovani obmalo-
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vany modrou barvou, zatimco jiné pfekryla
nyni jiZ mirn€ transparentni malba balda-
chynu. Stavajici podoba Blauwpoortu mi
svilj pivod aZ ve druhé verzi malby, nebot
Castetné prekryva diik levého sloupu.

Zatimco snimek IRR dokumentuje archi-
tekturu portiku jako precizni a provede-
nou velmi jistou rukou, jez nevzbuzuje
0 Douové autorstvi Zddnou pochybnost,
vykazuje druhé, dnesni podoba obrazu
s baldachynem a mé&stskou krajinou
s Blauwpoortem jisté slabiny. Nesrovnalosti
v proporcich a perspektivé, napt. na kon-
strukci baldachynu a konzoli nad zarubni
souviseji mozn4 jesté se zkreslovanim tvaru
(distortion), které miZeme u Doua pfileZi-
tostné& pozorovat. Nicméng tyto deformace
pfi umélcem zamysleném pohledu zblizka
téméF mizi.”® Napadné je zb&Zné zpracovani
pozadi v levé ¢asti obrazu. Ve své mono-
grafii oznacila Ronni Baer tuto kombinaci
Jlinearnosti a atmosférického sfumata“ za
y,nedouovskou” (,un-Dou-like¥).” Vzhledem
k tomu, Ze bylo Ziddouci, aby budova mohla
byt identifikovina, ma tato metoda uréi-
tou logiku, protoZe vymezuje jasné tvary
Blauwpoortu viiéi méné konkrétni silueté
mésta v pozadi. To samé plati pro zrcadleni
sv€tla na vodni hladin& provedené $iro-
kym $t&€tcem. Ronni Baer viak zpochybnila
autenticitu malby na ramujici desce, jmeno-
vité také malbu zdiva a koberce. Autorim
této studie ale zejména vySe zminéné partie
pfipadaji jako kompatibilni s dal§imi pozd-
nimi Douovymi obrazy (nejen na zikladé
analyz pigmentt), které vedle hladce
provedenych partii vykazuji téz hrubg
zpracované pasize - podle textury, promi-
nentnosti a umisténi malovaného objektu
na obraze. Kouzlo Douova iluzionismu
spotivalo pravé ve svézesti a vzdudné leh-
kosti jeho $tétce ,een curieuse lossicheyt,“s°
v protikladu k matné hladkosti jeho mno-
hych néasledovnikd, ,une touche fraiche,
mais pleine d’art“.®* Motivy doplnéné na
zvétsené desce jsou k tomu bezprostFedné
odvozeny z repertodru témat a obrazné
mluvy Gerarda Doua, coz skuteéné doklada,
ze obraz mohl vzniknout pravdépodobné
v Douové blizkosti.

Vzhledem k architektonickym prvkiim
je srovnani prazského obrazu s navysost
reprezentativnim autoportrétem padesa-
tiletého Doua zajimavé. Dou jej signoval
a datoval jiz roku 1663, aby jej po roce 1667
jest€ jednou piepracoval (obr. 10).52 Umélec
se zde prezentuje pod portikem nesenym
sloupy, velmi podobnym tém v prvni,
pozdé&ji pfemalované verzi Mladé ddmy na
balkoné. To odkazuje na spoleénou ¢asovou
souvislost vzniku obou d€l, pF¥inejmen3sim
ukazuje ur€ity typicky znak, jakysi vzor.
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Dal3i spoleény rys predstavuje dodateéné
doplnéni prominentniho Blauwpoortu
(Modra brina) v obou kompozicich. V prv-
nich verzich autoportrétu a prazské Mladé
ddmy tento typicky symbol tehdejsiho
Leidenu jesté schizel.

Tato dulezitd stavba byla vybudovana
v letech 1601-1610 ptivodné jako méstska
brana, tuto funkci v3ak ztratila jiZz v roce
1611 diky rozsifeni mé&sta, byla viak zaroveil
povysena na hrdy symbol tizemni a hospo-
déarské expanze mésta.®* Dou to opakované
citoval v obrazech z padesatych a 3edesa-
tych let 17. stoleti. Zobrazoval Blauwpoort
vesmés z téze perspektivy, kterou iden-
tifikoval Wilhelm Martin jako pohled
z Douova leidenského ateliéru vysoko nad
kandlem Galgewaterem.5

Broos vidé€l v doplnéni motivu na Douové
autoportrétu prihlaseni se k trvalému
domovu v jeho rodném mést& poté, co mu
anglicky kral Karel II. nabidl misto dvor-
niho malife. Rokem 1662 datovani oslavna
basen, jejimZ autorem je Dirck Traudenius,
podévi zpravu o odmitnuti kralovské
nabidky ve prospéch umélecké svobody.®

V roce 1667 prodélala stfedni konstrukce
budovy pfestavbu. Oba vysoké kominy byly
zkriceny a v€Z dostala st¥e3ni lucernu s vel-
kymi ciferniky.®® Pravé v této aktualizované
podobé pfipojil Dou Blauwpoort ke svému
autoportrétu, coz skytd terminus post quem
pro tuto kompozi¢ni zménu.?’

V piipadé& prazské desky se ale setkdvame
s budovou ve starsi verzi pred rokem 1667
(obr. 7).88 Proto by bylo zcela mozné, Ze
verze prezentovand Johanem de Bye v roce
1665 jiz Blauwpoort zobrazovala. V tomto
pfipad€ by mohla citace budovy s lokdlné
patriotickym gestem poukazovat na leiden-
ského Rederijkera. AZ do roku 1664 slouzil
Blauwpoort jako schiizovni misto fe¢nické
gildy, ktera se sdruzovala pod nédzvem ,De
Witte Accoleyen” (,,Bily orlicek).® Jiz Baer
se domnivala, Ze zptisob drZeni prsti levé
ruky mladé dimy by mohl nasvéd¢ovat
tomu, Ze méla v ruce kvétinu. Tomu by
odpovidaly také retue na pravém predlokti
(obr. 7). Technologicky prizkum obrazu
k tomu sice nedodéava zadné dtkazy, ale
pFesto je lakavé pomysleni na to, Ze mlada
zena drZela v ruce bily orli¢ek. Motto
Rederijkert ,Laska je zdklad“ by odpovi-
dalo touZebnému pohledu mladé Zeny do
dali.

I kdyZ posledni vyklad musi ztstat
v roviné€ hypotézy, predstavuje Mladd ddma
na balkoné v kazdém piipad€ v Douove
dile unikétni kompozici.* Jiz Baer pouka-
zuje na to, Ze se od Douovych obvyklych
maleb zpodobujicich sluzebné v okennim
vyklenku vyrazn€ lisi. Svym kostymem



a zdrZenlivym pohledem z profilu jako dis-
tinguovana ,upper-class lady” je vzdilena
jak jeho prostym mladym divkam s hlu-
bokym vystiihem, tak i vras¢itym starym
zenam.” Navic zde Dou maluje u n€¢ho
jinak jen vzdcnou pfirodni scenerii. Na roz-
dil od iluzionistickych frontalnich okennich
vyklenkd, jimiZz umélec své postavy vétsi-
nou ramoval, je prazska ddma ordmovana
architekturou domovniho vchodu ikmo
vsazenou do obrazu, jejiz temny vchod

s kamennou zarubni preklenuje zdobna
st¥iSka v podobé& baldachynu. Piisné€ vzato
nenachézi se mladd dama na balkong, jak
uvadi tradi¢ni ndzev obrazu, nybrz na
dopfFedu vystupujici éasti domovniho pri-
Celi, kterd tvoii soudast vstupniho domov-
niho schodisté typického pro nabfezni
domy u grachtt. To bylo v souladu s ele-
gantnim zjevem mladé ddmy vyhrazeno
majetnym, zatimco sluzebnictvo pouzivalo
druhy vchod pod schoditém. Dubois du
Saint Gelais popsal umisténi jiz v roce

1727 spravné a presné holandskym slovem
»Stoep” (schod pfede dvefmi) a vylozil je

v textu déle jako vstupni domovni verandu
sle perron d’entrée de sa maison*.”

II1. Zavér

Jak na prvni pohled pfekvapiva intarzio-

va konstrukce podloZky, tak i kompoziéni
zmény Mladé ddmy na balkoné ze sbirek
Narodni galerie v Praze nepfedstavuji

v tvorb& Gerarda Doua Zadnou vyjimku

a shodné se zaclefiuji mezi nejnovéjsi bada-
telské vysledky tykajici se jinych obrazt

a umélcem pouzité techniky.*

Na rozdil od jinych pi#ipadt, kde minia-
turni deska vzniklj jiz v letech 1635-1640
byla teprve v Sedesitych letech 17. stoleti
prepracovana do vétsi kompozice, ukazuje
se jako pravdépodobné, Ze mezi namalova-
nim prazské vnitini a rimujici desky nebyl
velky ¢asovy odstup; vznik obou desek je
kladen shodné& do Sedesétych let. V tomto
ohledu se shoduji jak dendrochronologické
datovani, kompoziéni blizkost s autopor-
trétem v Kansas City datovanym 1663, tak
malifské zobrazeni Blauwpoortu v jeho
podobé pfed rokem 1667, provenience ze
sbirky Johana de Bye (sestavajici hlavné
z dé&l obdobi pozdnich 50. let 17. stoleti az
roku 1665) a stylistickd datace vnit¥ni desky,
jiz Ronni Baerova uréila do roku 1660.%

Vicero intarziovych vloZeni jedné mensi
desky do druhé desky vétsi v Sedesatych
letech 17. stoleti naznatuje, Ze tato technika
(moZn4a usnadnéna obratnym vyrobcem
dfevénych podloZek pro deskovou malbu)
byla cilen& vyuZivana pravé jako mozZnost
k pfeméné€ miniaturnich deskovych obrazt
v nékladné&jsi kompozice. Obecné platny

zpusob ur€ovani ceny obrazu podle doby
prace a velikosti formatu (a pro leidenské
jemné mali¥e to platilo obzvlast€) ¢ini pak
roz§ifeni desky z ekonomickych davoda
jako srozumitelné.’ Levné&jsi anonymni por-
trét v podobé€ studie hlavy zvany tronie se
mohl pfipojenou dalsi praci (bijwerk) promeé-
nit v mnohem vy3e cenénou scénu. S cenou
takové prace jednoznaéné& souvisi vypravéé-
ské bohatstvi (a pocet vyobrazenych postav)
mali¥ské kompozice, odraZejici se nezfidka
v obsirnych popisech doty¢nych dél v riz-
nych aukénich katalozich.”

Zvétsené deskové obrazy evidentné spa-
daji do Douovy nejproduktivnéjdi faze, coz
nas vede k domnénce o orientaci zptisobu
prace na zmé&néné moznosti odbytu. Piet
Bakker poukazuje na to, Ze tfetinu ze 126
obrazti oznafenych Ronni de Baerovou za
Douovy originily je tfeba datovat do let
1660-1669.°® Douovo dilo zjevné nebylo
zasazeno vieobecnym poklesem umélecké
produkce, kterd vyplyvala z nasycenosti
trhu. Naopak, jeho exkluzivni ,,umé-
lecké obrazy“ t&Zily ze ,vzristajici zaliby
v luxusu stile bohatsi elity“.° Jak doka-
zuje Romein, dopomohl Dou po roce 1650
svému rodnému méstu Leidenu k novému
umé&leckému rozkvétu. Po zhrouceni mistni
produkce souvisejici s odchodem vyznam-
nych malift (jako Rembrandta kolem roku
1630) vytvofil Dou diky své vysoce cenéné
jemné malb& v Leidenu novy trh. Tento
vyvoj provizela a podporovala mali¥ska
gilda zaloZena roku 1642, déle rozprava
o kritériich kvality a skute¢nost, Zze Doua
etabloval jako umélecky vzor Philips Angel
v Lof der schilder-konst 1641/42.°° Z pade-
satych let 17. stoleti jsou také datovany
prvni doklady Douovych dél v leidenskych
i mimoleidenskych inventafich a notaf-
skych listinach, coz svédé&i o Sirokém zikaz-
nickém okruhu navzdory vysokym cenidm
maliFovych dél.** V disledku Douova pres-
tiznfho prodeje obrazu Mladd matka (Haag,
Royal Picture Gallery Mauritshuis) za 3000
guldent holandskym generilnim staviim
jako souéasti holandského daru pro anglic-
kého kréle roku 1660 (viz vySe) se mohla
poptavka nadale zvySovat.:°

Vedle odli$né trzni situace podnitila
zménu formétu mozné i zména vkusu.
Spoleény rys ,leidenské intarzie“ u Gerarda
Doua pFedstavuje motiv vnitini desky,

u niz se jedné pravé o portrét, event. tronie,
vytvofené na miniaturnim formatu. Ronnie
Baer ve své stati k Douové Portrétu Dirka van
Beresteyna (cca 1646, mé&d, 10 x 8 cm, New
York, soukroma sbirka) neddvno upozor-
nila na souvislost podobizny s portrétni
miniaturou a modelovy charakter tronie

na maloformétovych mé&dénych deskiach
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v Rembrandtové leidenské diln€&.*> Portrétni
miniatura a tronie - miniatura spojovana
predeviim s vybranym dvorskym uménim
se mohla v mé&stanskych kruzich t&3it men-
§imu z4jmu, protoZe jako nasténna vyzdoba
nepusobila tak reprezentativné.’* Je proto
snadné si pfedstavit, Ze takovéto desky
uskladnéné zfejmé v Douové dilné v pFed-
chozich letech byly pozdégji pfepracovany.

Je proto mozné, Ze podnét k prepraco-
vani polofiguréalniho tronie mladé divky na
balkon& mohl dat také zadavatel zakazky.
V tomto piipadé by pfichizel v tvahu
Johan de Bye, na jehoZ vystav€ byl prazsky
obraz s nejvétsi pravdépodobnosti v roce
1665 zastoupen, protoze popis obrazu ve
vyptjéni smlouvé jiz zmitiuje koberec,
ktery byl souvisle namalovan po zvét3eni
desky. Sluijter pfedpokladd podobny pod-
nét k rozsifeni obrazu Mastickdfe z roku
1652 (Rotterdam, Museum Boijmans van
Beuningen, viz vy$e) a Autoportrétu z roku
1663 (obr. 10) s Blauwpoortem v roce 1667,
ktery mél dit znamy obdivovatel Douovych
dél, leidensky 1éka¥ Frangois de le Bog
Sylvius.**s

Na dokonéeni prazského obrazu
nedlouho p¥ed vystavou roku 1665 pou-
kazuje mozna i ta skuteénost, Ze mezi
27 katalogovymi &isly vyptjéni smlouvy
patfil obraz k pouhym péti exponétiim,
jeZ nemély Zadny ,kas“ (sk¥ifiku). Zde jde
o skiiftku v podobé& malé vitrinky, chranici
a dekorujici uchovavany predmét, ktera
podtrhovala hodnotu obrazu jako draho-
cenného uméleckého skvostu, ,uméleckého
klenotu*.**¢ Kromé toho neméla Mladd ddma
na balkoné také zadny ram, coz smlouva
pravé tak uvadi jen u ti1 dalgich dé&l. Okraje
obrazu u prazské desky nevykazuji Zddné
stopy po hfebiécich, koli¢cich nebo éepech,
jez by poukazovaly na nékdej$i montaz.*’

Rovnéz pretvoieni architektonické
kulisy k ordmovani polopostavy neptisobi
na pozadi éetnych dodateénych zmén
u Douovych prominentnich obrazt neob-
vykle a z hlediska motivu odpovidé jeho
repertoaru.

V prvni verzi, jejiz kvalita nenechéva
o0 Douové€ autorstvi na pochybach, byla
mlad4 ddma umisténa pod portikem nese-
nym dvéma sloupy a opirala se o zdbradli
prekryté kobercem. To jsou motivy, které
Dou podobnym zptisobem pouZil i ve svém
Autoportrétu z roku 1663 (obr. 10).

Druhé pfepracovani raimujici desky
scenerii roz3ifilo. Hled4ni jasného vloZeni
zakladni desky do desky vétsi vytustilo v to,
7e mlad4d ddma byla umisténa na pode-
stu schodist& pfed vchodem do domu na
nabfezi u grachtu. Zaroven je pfipojen
motiv Blauwpoortu, opakované se obje-

Bulletin of the National Gallery in Prague XXI1-XXI11/2012-2013

vujici v Douovych dilech Sedesatych let
jako pozdé&jsi doplnék. Jisté slabiny této
druhé verze a forma signatury v3ak naba-
daji k opatrnosti ohledné& pravosti a budi
domnénku o déasti Douovy dilny. Lze si
dob¥e pfedstavit i ztritu ptvodni, auten-
tické signatury a vznik druhé - dnesni -
podoby obrazu s Blauwpoortem aZ po roce
1665.

Technologické, ale téz ikonografické
dtvody viak v kazdém pifpad€ dokazuji, Ze
k dopliiovani téchto partii obrazu docha-
zelo v bezprostfedni Douov€ blizkosti.
BohuZel se o dilenské praxi u Gerarda
Doua a ostatnich leidenskych mistrii jemné
malby doposud vi pfili§ mélo**® na to, aby-
chom zde mohli vyslovit definitivni z4vér.

TIkonograficky byla dfevéna deska malého
formétu s pravdépodobné jesté nedokon-
fenym vyobrazenim tronie mladé damy
v profilu promé&néna pomoci intarziové
konstrukce ve vé&tsi, noblesni Zanrovy
obraz. Kompozi¢ni rdmec tvoii schodistova
podesta pfed vchodem do domu u grachtu.
Dtm na néb¥ezi lze chapat jako symbol
hospodafského rozkvétu éry nizozemského
zlatého v€ku. Tento scénaf nabizi prostor
vzne§ené mladé Zeng, s jejiZ noblesou zna-
menité ladi pon&kud shrnuty drahy kobe-
rec. M6dni domaci kabétek obsivany kozesi-
nou navozuje ve spojeni se zavojickem
proti slunci a zbarvenym listim atmosféru
sluneéného dne ¢asného podzimu. Vzdusni
rozlehlost vyjadfena pohledem mladé damy
do dilky proptj¢uje ve skuteénosti pfevla-
dajici stisnénosti hust€ obydlenych expan-
dujicich holandskych mést 17. stoleti ideali-
zovany a luxusni pocit velkého prostoru.**®
Zobrazeni Blauwpoortu situuje scenerii
do Leidenu nejenom topograficky, nybrz
poskytuje obrazu jako symbolu hospodai-
ské prosperity naznaky ikonografie chvily
mésta. Blauwpoort odkazuje s hrdym
lokalnim patriotismem na rodné a domov-
ské mé&sto umélce a pro znalce na jeho
ateliér pfi toku starého Ryna na néb¥ezi
Galgewateru. Véhlas, jaky Gerard Dou
a jeho kola zjednali mé&stu Leidenu a jenz
zFetelné promlouva z popisu mésta od Jana
Orlerse (1641) a Simona van Leeuwena
(1672), jakoZ i ze soudobych zprav zahranic¢-
nich navstévnika,™ nalézi v Mladé ddmé na
balkoné adekvitni mali¥sky vymluvné vyjad-
Feni.
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17 Stryienski 1912 (cit. v pozn. 16), in: Catalogue
Raisonné de la Galerie des Ducs d’Orléans. Prazsky
obraz je zmin&n na s. 181, &. 386.

18 Stryienski 1912 (cit. v pozn. 16), s. 7.

19 Stryienski 1912 (cit. v pozn. 16), s. 15 se
domniva, Ze v této dob& Dubois uskuteénil pro
sbirku vévody z Orlednsu jesté dal3i nakupy
holandskych obrazi, jako byl napf. Rembrandtav
Miyn (dnes Washington, National Gallery of Art).
Ten je ale mozna identicky s obrazem, ktery
obchodnik Gillis van der Vennen v roce 1710
pfivezl do PafiZe, srov. Eric Duverger, Documents
concernant le commerce d’art de Francisco-Jacomo van
den Berghe et Gillis van der Vennen de Gand avec la
Hollande et la France pendant les premiéres décades du
XVIIle siécle, Gent 2004, s. 95.

20 Srov. Koenraad Jonckheere, The Auction of
King Willem III (1713): Elite International Art Trade
at the End of the Dutch Golden Age, Amsterdam
2008, s. 97.

21 Nahd %ena éesajici si vlasy - Nahd %ena

myjici si nohy, de Bye-Liste 1665, €. 9 a 16, dnes
Ermitaz, Sankt-Petérburg; srov. J. G. van Gelder,
»Het Kabinet van de Heer Jaques Meyers*, in:
Rotterdams Jaarboekje, 1974, s. 167-183; Ronni
Baer, ,Dous’s nudes¥, in: Anton W. A. Boschloo
(ed.), Aemulatio. Imitation, Emulation and Invention
in Netherlandish Art from 1500 to 1800. Essays in
Honor of Eric Jan Sluijter, Zwolle 2011, s. 371-381.
22 Srov. Roland W. Berger, Public Access to Art
in Paris. A Documentary History from the Middle
Ages to 1800, Pennsylvania State University 1999,
S. 202.

23 Louis Frangois Dubois de Saint Gelais,
Description des Tableaux du Palais Royal avec La Vie
de Peitres a la Tete de leurs Ouvrages [...], Paris 1727,
ve druhém, rozdifeném a opraveném vydani
vyslo v roce 1737. Recenzovano in: Mercure de
France, 1727, s. 1161-1175.

24 1bid, s. 179: ,Une Femme blonde en
manteau de lit vert, fouré d’hermine prend l'air
sur le perron d’entrée de sa maison (apelé Stoeb
en Hollandois), I'appui est couvert d'un tapis de
Perse.“

25 Rue S. Severin, Paris, 9. 6. 1727; prazsky
obraz je zminén na s. 6.

26 Timto pohorSenym slovem dolozil Croze-
-Magnan po¢inani dédict ve svych Notices
Historique sur la Galerie du Palais Royal vydanych
jako pfedmluva k nadherné ilustrovanému
vydani La Galerie du Palais-Royal, gravée d’aprés les
tableaux des différentes écoles qui la composent, avec
un abrégé de la vie des peintres & une description
historique de chaque tableau, Paris 1/1786, s. 3.
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27 Cit. podle Stryienski 1912 (cit. v pozn. 16),
s. 181.

28 Publikovino pod pseudonymem M.D***,

s roz§ifenymi vydanimi 1752, 1755, 1757, 1762,
1765, 1768, 1770, 1778, 1779, 1813.

29 S.77; druhy ,vlamsky“ kabinet je oznalen
jako ,zluty kabinet®.

30 Sw. 2, s. 75, Paris 1745, mylné& je zde jako
podlozka uvedeno platno.

31 Srow. k chronologii prodeje Denys Sutton,
The Orléans Collection, in: Apollo, May 1984,

S. 357-372 a Jordana Pomeroy, The Orléans
Collection. Its Impact on the British Art World,
in: Apollo, February 1997, s. 26-31.

32 Srov. Francis Haskell, The Ephemeral
Museum. Old Master Paintings and the Rise of the Art
Exhibition, Yale 2000, s. 22-29 a také Sutton 1984
(cit. v pozn. 31), s. 362.

33  The Orleans Gallery now exhibiting, at the
Great Rooms, Late the Royal Academy, No. 125,

Pall Mall, London, April 1793, s. 13. Pfedmluva
pfekvapivé dirazn& poznamenavi, Zze obrazy

a ramy byly v€domé& ponechény v nevy¢iténém
a nerestaurovaném stavu s Gmyslem neohrozit
vefejné minéni o zachovani jejich originality

a vystavit tuto unikatni sbirku v takovém stavu,
v jakém byla pfivezena z pafiZského Palais Royal,
»aby nebyla vyvolana pfedpojatost, pokud jde
o vefejné minéni tykajici se jejich zachovanosti
a originality [...] vystavit tuto mimoFadn&
cennou sbirku ve stejném stavu, v jakém se
nachizela v Palais Royal.“ Jiz b&hem jednani

o prodeji s vévodou Orleanskym zaznivaly hlasy,
pozadujici, aby byl u mnohych obrazt uveden
stav snizujici jejich kupni cenu a vyzadujici
restaurovani napf. z divodu poskozeni
barevnych vrstev jejich pfilisnym ¢isténim, srov.
Pomeroy 1997, (cit. v pozn. 31), s. 28-29.

34 Tuto cenu dokumentuje opis rukopisu
zhotoveny Louisem Soullié, ktery vznikl podle
poznamek Willema Thoré-Biirgera: Catalogue
des Tableaux de Vancienne Galerie d’Orléans au Palais
Royal. Emportés en Angleterre en 1792 et Vendus

a Londres en 1793 et 1800, Paris 1899: ,Prix
d’adjudication, Noms des Acquéreurs et Noms
des Possesseurs en 1843“. BohuZzel zde neni
zadny odkaz na kupce. Tento katalog se mylné&
domnivi, Ze velka ¢ast obrazt byla prodana
teprve roku 1800, protoZe tdaj o méné& neni
uveden v ,librach $terlink®, nybrz v ,anglickych
guineich®.

35 William Buchanan, Esq, Memoirs of
Painting, with a chronological history of the
importation of Pictures by the Great Masters into
England since the French Revolution, London 1824,
s. 201, €. 3. Rovnéz ¢astetné poznimkovany
exempla¥ prodejniho katalogu v National Art
Library, Victoria & Albert Museum, nepodéva
k prazskému deskovému obrazu zidné dalsi
informace.

36 Srov. Pomeroy 1997 (cit. v pozn. 31), s. 27
a Sutton 1984 (cit. v pozn. 31), s. 362.



37 The Orleans Gallery now exhibiting at no. 16, Old
Bond Street, London, May 1795.

38 Srov. Rosalind Polly Gray, Russian Genre
Painting in Nineteenth Century, Oxford 2000, s. 27
s pisemnymi svédectvimi; viz k rozsifeni sbirky
v roce 1793 také poznamku in: Revue internationale
de lart et de la curiosité 1869, s. 367.

39 Srov. pozn. 21 a také Nahyj mu% (dnes Sankt-
-Petérburg, Ermit4z), de Bye-seznam 1665, €. 6.
40 Archive knjzj Voronzova. Kniga 1. Moskau,
s. 349, laskavd poznamka Borise J. Asvarische,
Sankt-Petérburg.

41 Reimers 1805 (cit. v pozn. 3), sv. 2,

8. 359-360.

42 Mimo jiné byl Hauff mezi lety 1790

a 1800 ¢&inny také v ErmitaZi, zfejmé hlavné pfi
o3etFovani podlozek (srov. Miriam Nikogosyan,
The Restoration of Paintings at the Imperial
Hermitage (St-Petersburg) at the Beginning of
the 19th Century, http://ceroart.revues.org/2344,
10 April 2012, consulted on 28 Feb. 2013). Roku
1801 se Hauff stava ufitelem a restaurdtorem
akademie vytvarnych uméni.

43 Boris I. Asvarish, Kat. KuSelevskaja galereja.
Zapadnojevropejskaja Zivopis XIX véka, Ermitaz,
Sankt-Petérburg 1993, s. 20, pozn. 7.

44 Poradi majitelt 1ze rekonstruovat
nasledovné: Alexandr Andrejevi¢ Bezborodko
(1746-1799), Sankt-Petérburg; v dédictvi prechazi
na bratra Ilju Andrejevi¢e Bezborodko (1756-
1815); v dédictvi pfechazi na dceru Ljubu,
hrabé&nku Grigori Grigorijevi¢ Ku3elevovou
(1783-1809), Sankt-Pet&rburg; v d&dictvi pFechazi
na syna hrabéte Grigorije Grigorijevi¢e Ku3eleva-
-Bezborodko (1802-1855); v d&dictvi pFechazi

na manZelku Katefinu, hrab&énku Grigori
Grigorijevi¢ Kuelev Bezborodko (1811-1874).

Ve Waagenovych poznamkach ke sbirce, kterou
si zb&zné& prohlédl pfi své navitévé Sankt-
-Petérburgu v roce 1861, prazsky obraz neni
zminén, viz Gustav Friedrich Waagen, Die
Gemdldesammlungen in der kaiserlichen Eremitage zu
St. Petersburg nebst Bemerkungen iiber andere dortige
Kunstsammlungen, Miinchen 1864, s. 422.

45 Catalogue de Tableaux anciens [...] Dépendant
de la Sucession de Madame la Comtesse Koucheleff de
Saint-Pétersbourg, Hotel Drouot, Salle N°8, les
Jeudi 18 & Vendredi 19 Mars 1875, s. 10, lot

11: ,DOW Gerard, Jeune dame a un balcon,

38 x 30 cm“, ru¢né poznamenano: ,15.200.-%
pfiloha novin Guazette des Beaux-Arts, La Chronique
des Arts et de la Curiosité, 1875, s. 95, vyzdvihuje
obraz v této aukci jako cenny, ,un précieux
Gérard Dow*“.

46 R.von Eitelberger, ,Berichte und
Mittheilungen aus Sammlungen und Museen,
itber staatliche Kunstpflege und Restaurationen,
neue Funde, Wien. Die jiingsten Erwerbungen
der Galerie Liechtenstein®, in: Repertorium fiir
Kunstwissenschaft 7, 1884, s. 189.

47 Karl HoB, Fiirst Johann II. von Liechtenstein
und die Bildende Kunst, Wien 1908, s. 198.

V archiviliich kniZecich Lichten3tejnskych sbirek
nemohly byt tdaje k pfijeti prazského obrazu do
sbirek dosud doloZeny (laskavé sd€leni mailem
z 15. 5. 2013 od Arthura Stogmanna, Videri).

48 Einreichungs-Catalog der Gemaelde-Gallerie der
Gesellschaft patriotischer Kunst Freunde, ¢. 2288,
Archive of the National Gallery in Prague, SVPU
file, AA 1223. Srov. k okolnostem daru knizete
Johanna II. z Lichten3tejna a dal3i literatury:
Anja K. Sevéik, ,Von nobler Herkunft - Ein
neuentdecktes Portrit des Jan Daemen Cool¥,
in: Ji¥f Kroupa - Michaela Seferisova Loudova

- Lubomir Koneény (eds.), Orbis Artium.

K jubilew Lubomira Slaviéka, Brno 2009, predevsim
S. 145- 147.

49 Cit. podle Journal de Voyages de Monsieur de
Monconys, Conseiller du Roy en ses Conseils
d’Estat & Privé, & lieutnant Criminel au Siége
Presidial de Lyon, Lyon 1666, s. 153.

50 The Diary of John Evelyn, 1660, cit. podle
Eric J. Sluijter, ,Schilders van ’cleyne, subtile
ende curieuse dingen’. Leidse ’fijnschilders’

in contemporaine bronnen*, in: Kat. Leidse
Fijnschilders. Van Gerrit Dou tot Frans van Mieris de
Jonge 1630-1760, Stedelijk Museum De Lakenhal
Leiden, Zwolle 1988, s. 15.

51 Viz pozn. 5.

52 Historické restauratorské zasahy nejsou
zdokumentovény. Prok4zané stopy zinku
(pravdépodobné zinkova b&loba) poukazuji

na restaurovani, ke kterému doslo zfejmé

v 19. stoleti.

53 Srow. vysledky mikroskopickych

a mikrochemickych zkoumaéni Ivany Vernerové
z let 2002-2007 v chemicko-technologické
laboratoti Narodni galerie v Praze &. 02/24, 07/58
a rovnéz rentgenovi mikroanalyza A. Langrové,
Z. Korbelové a V. B6hmové, Geologicky tstav
AV CR.

54 Peter Klein, Dendrochronological Analyses on
Dutch Paintings of the National Gallery in Prague,

in: Sevétk 2012 (cit. v pozn. 8), s. 574. Dubové
dfevo z oblasti zdpadniho Némecka/Holandska.
Stfedova deska nemohla byt dendrologickému
prizkumu podrobena. Dfevo obou desek je
vertikdlné orientovano.

55 Annetje Boersma, ,Dou’s Painting
Technique: An Examination of Two Paintings®,
in: Arthur K. Wheelock (ed.), in: Kat. Gerrit Dou
1613-1675. Master Painter in the Age of Rembrands,
London - Washington - The Hague 2000/2001,
s. 58.

56 Friso Lammertse, ,Veranderen na verloop
van jaren. Over Gerard Dou's Kwakzalver in
Rotterdam en het Zelfportret in Kansas City*, in:
Peter van den Brink, Liesbeth Helmus, in: Album
Disciplinorum J. R. . van Asperen de Boer, Zwolle
1997, s. 112.

57 Srov. napf. i oba ovéilné portréty téhoz
formatu: Poprsi muze, cca 1642-1645, d¥evo,

18,4 x 14,9 cm, Washington, The Corcoran
Gallery of Art, William A. Clark Collection
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a Mugz s dymkou, cca 1645, dfevo, 19 x 14,7 cm,
Londyn, National Gallery.

58 Peclivé ukryta konstrukce vyluéuje
jakykoliv odkaz na dlouhou tradici takzvanych
yEinsatzbilder” v It4lii, kde vklidali devoéni
obrazy do speciilng& vytvofenych uméleckych
dél. Viz nap¥. v 17. stoleti adaptace Rubensovy
Madonna della Valpolicella z let 1606-1608

v Chiesa Nuova v Rimé&, nebo spolupréace Jana
Breughela I. a Hendricka van Balena u dila
Madona s ditétem v kvétinovém vénci, 1607-1608,
Milan, Pinacoteca Amrosiana (Ariane van
Suchtelen, Kat. Rubens & Brueghel. A Working
Friendship, J. Paul Getty Museum, Los Angeles,
Royal Picture Gallery Mauritshuis, The Hague,
Zwolle 2006, s. 152-153).

59 Rentgenovy snimek pofizeny Zorou
Grohmanovou, Narodni galerie v Praze.

60 ,Drtil barvy jenom na skle a 3tétce si délal
sam. Kvili nepfijemnému prachu mél paletu, 3tét-
ce a barvy peclivé zakryté a kdyz si sedl k malo-
vani, dlouho éekal, nez se prach dplné usadi,

a aZ potom opatrné vytahl paletu z malé krabitky
vedle sebe, pripravil si barvu a §tétec a dal se

do préce. Po skonéeni zase viechny véci peélive
zakryl.“ Joachim von Sandrart, Teutsche Academie
der edlen, Bau-, Bild-, und Malery-Kiinste, Niirnberg
1675-1679 (Teutsche Academie viz www.ta.san-
drart.net), anglicky preklad cituje podle Jorgena
Waduma, ,Dou doesn’paint, oh no, he juggles
with his brush“/,Dou nemaluje, ach ne, on Zong-
luje se §t&tcem* - ,Gerrit Dou, A Rembrandtesque
'Fijnschilder’*, in: ArtMatters, Netherlandish Technical
Studies in Art 1, 2002, s. 65. Sandrart navtivil
Doua osobné v jeho ateliéru v roce 1640.

61 Zanedbatelné jsou v této souvislosti ony
pfipady, kde ptivodni format kruhového oblouku
byl dodate&né doplnén do podoby pravoiihlé
desky, viz nap¥. Douliv Poustevnik (Washington,
National Gallery of Art, inv. &. 1960. 6. 8),

pfip. byla jen pfipojena pro kompozici
nepodstatna doplnéni na okrajich desky, napf.

u jeho Zdtisi z roku 1660 (Drazdany, Staatliche
Gemaildegalerie, inv. ¢. 1708). Seznam obrazi

na dfevénych deskach, které byly zvétseny viz
Ronni Baer, ,Of Cats and Dogs: Domestic Pets
in Rembrandt and Dou¥, in: De kroniek van het
Rembrandthuis 2011: Een kroniek voor Geroen Giltaji,
s. 67, pozn. 16.

62 Sandrart (cit. v pozn. 61) nap¥. informuje,
Ze podmalba jedné ruky stila umélce az pét dni
prace, Teutsche Academie 1675, 11/3, s. 321.

63 Ibid, s. 321.

64 John Smith, A Catalogue Raisonné of the most
eminent Dutch and Flemish and French painters, Vol. I,
London 1829, s. 28, ¢. 84.

65 Smith 1829, s. 28.

66 Martin 1901 (cit. v pozn. 5), & 27; Hofstede
de Groot 1/1907, s. 346, €. 22.

67 Laskavé sdéleni ze 2. 4. 2012.

68 Laskavé sdéleni od Dominique Suhr, New
York, 29. 4. 2013.
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69 Quentin Buvelot - Otto Naumann, ,Format
changes in paintings by Frans van Mieris the
Elder*, in: The Burlington Magazine CL, February
2008, s. 102.

70 1bid, s. 103.

71 Srov. napf. také obraz Douova zdka Carla de
Moora II. (1655-1738), Mladd prodavacka ryb, dievo,
32 x 24,5 cm, Karlsruhe, Staatliche Kunsthalle,
inv. & 284, viz Buvelot - Naumann 2008 (cit.

v pozn. 70), s. 102, pozn. 7. Zde byl do okenniho
vyklenku vsazen ovalny medailon s poprsim
mladé Zeny, aniz by to bylo z rubové strany
patrné (laskavé sd€leni Holgera Jacoba-Friesena,
22. 5. 2013). V raznych aukénich katalozich od
roku 1708 je obraz nespravné oznagovan jako
spoleéna prace Douova a Moorova - o¢ividné
proto, aby se z Douovy proslulosti vytloukl zisk,
viz Ekkehard Mai - Sander Paarlberg - Gregor

1. M. Weber, Vom Adel der Malerei, Holland um 1700,
Kat. Wallraf-Richartz-Museum Kéln, Staatliche
Gemildegalerie Schloss Wilhelmshéhe Kassel,
Dordrechts Museum, Dordrecht - Kéln 2006,

s. 212, &. 53.

72 Charles T. Yerkes, Catalogue of Paintings and
Sculpture in the Collection of Charles T. Yerkes, Esq,
New York, sv. I, Old Masters, 1904, s. 105, &. 21.
73 Lammertse 1997 (cit. v pozn. 57).

74 Srov. heslo od Ronni Baer in: Wheelock
2000/2001 (cit. v pozn. 55), s. 132.

75 Annetje Boersma, Dou’s Painting
Technique: An Examiniation of Two Paintings,
in: Wheelock 2000/2001 (cit. v pozn. 56), s. 57.
Obrazu se dostalo v roce 1660 mimoFadné pocty,
kdyz byl jako jedno z pouhych tii d&l holandské
gkoly souéasti obsdhlé umélecké kolekce,

kterou generalni stavy v&novaly anglickému
krali Karlu IIL., srov. Inge Broekman - Helmer
Helmers, ,,Het hart des Offraers’ - The Dutch
Gift as an Act of elf-Representation®, in: Dutch
Crossing 31, 2007, s. 223-252.

76 Wadum 2002 (cit. v pozn. 61), s. 75.

77 Stejné to interpretuje lehce zvétsena
(novodob4?) kopie obrazu, platno, 40,6 x 31,7 cm,
bez ramu (Sale Christie’s South Kensington,

11. 3. 1993, polozka 152).

78 Srov. Wadum 2002 (cit. v pozn. 61), s. 72.
79 Baer 1990 (cit. v pozn. 8), pod &. 100.

80 Philips Angel, Lof der schilder-const, Leiden
1642, s. 23; srov. téZ Maria-Isabel Pousio-
-Smith, ,Sprezzatura, Nettigheid and the
Fallacy of Invisible Brushwork in Seventeenth-
-Century Dutch Painting®, in: Virtus, virtuositeit
en kunstliefhebbers in de Nederlanden 1500-1700,
Nederlands Kunsthistorisch Jaarboek 54, 2003,

S. 259- 279.

81 Noél Alexandre, Abrégé de la vie des peintres
des écoles Allemande, Flamande, Hollandaise [...],
Briissel 1807, s. 88; srov. také Martin 1913, s. XIT;
Ivan Gaskell, ,Rembrandt van Rijn and Gerrit
Dou: An Evolving Relationship?“, in: Alan Chong
- Michael Zell (ed.), Rethinking Rembrandt, Zwolle
2002, s. 117 taktéz poukazuje na skuteénost, Ze



»mnohd Douova vyzrala dila obsahuji tuto hru
s drsné&j3im zpracovanim: jeho tahy 5tétcem maji
daleko k hladkému rukopisu.“

82 Drevo (mahagon), 53,3 x 39,4 cm, Nelson-
-Atkins Museum of Art, Kansas City, inv. €. 32-77.
83 Viz R. C. J. van Maanen, ,de Leidse
bevolkingsaantallen in de 16de en 17de eeuw.
Enkele kanttekeningen®, in: Leids Jaarboekje, 2009,
S. 41-70.

84 Martin 1901 (cit. v pozn. 5), s. 56-59, pod
odkazem na pozndmku Joachima von Sandrarta,
Ze Doutv ateliér smé&Foval na sever a byl
nedaleko kanilu (Teutsche Academie 1675, 11/3,
s. 321, viz pozn. 61).

85 Ben Broos (ed.), Kat. Hollandse Meesters

uit Amerika, Mauritshuis Den Haag, The Fine
Arts Museums of San Francisco, Zwolle 1991,

S. 220- 221.

86 Srov. stru¢néji Lammertse 1997

(cit. v pozn. 57), s. 114-115.

87 Rokem 1667 datovany obraz Zena pfi tipravé
zevnéjsku (Rotterdam, Museum Boijmans van
Beuningen) ukazuje v pozadi je§té autoportrét
ve stardi verzi, z fehoZ Lammertse vyvozuje,

Ze Dou pokladal tuto prvni verzi za zcela
ukonéenou (Lammertse 1997, cit. v pozn. 57,

s. 118). To samé ostatné& plati pro vyse
zminé&ného, pFepracovaného Mastickdre z roku
1652, na némz se Blauwpoort nachézi rovnéz

v podobé, dosaZzené az v roce 1667.

88 V této starsi verzi se Blauwpoort ukazuje
napf. také na obraze Prodavaé slaneckii a %ebrdk

z roku 1654 (Mnichov, Alte Pinakothek).

89 Srov. k lokilnég patriotickému davéani

jmen Nelleke Moser, ,Naam en faam.

De plaatsgebonden naamgeving van
rederijkerskamers als uiting van lokaal
chauvinisme*, in: De zeventiende eeuw 16, 2000,

s. 29-40.

90 Viz postfeh Ronni Baer, Ze mnohé de
Byeovy obrazy znazoriiuji sviidna a milostna
témata (Baer 2012, cit. v pozn. 21, s. 371).

91 Mozna Ze pravé neobvyklad kompozice byla
pfi¢inou toho, Ze ten, jemuZ byla zndma pouze
rytina, odmitl pfipsat zédkladni obraz Douovi
(1/1906, s. 420, srov. pozn. 8).

92 Baer 1990 (cit. v pozn. 8), nestr., &. kat. 100.
Pro srovnani s prazskou dimou se nabizeji
protagonistky v interiérovych scénach Zena pfi
lipravé zeonéjsku, Rotterdam, Museum Boijmans
van Beuningen, a také Mladd matka, Haag, Royal
Picture Gallery Mauritshuis.

93 Viz pozn. 24.

94 Viz nedavno Baer 2011 (cit. v pozn. 62).

95 Baer 1990 (cit. v pozn. 8), ¢&. kat. 100; zde
odlidnd datace prazské kompozice u Wilhelma
Martina, Gerard Dou. Des Meisters Gemdlde in 247
Abbildungen, Stuttgart - Berlin 1913, s. 52, uvadi
datum kolem roku 1645.

96 Buvelot - Naumann 2008 (cit. v pozn. 70),
s. 102 a Bakker (cit. v pozn. 13).

97 Srov. cenové kategorie, které vzorové

vypracoval Koenraad Jonckheere pro

obrazy prodavané v drazb& amsterdamskym
obchodnikem Janem Pieterszoonem van
Zomerem kolem roku 1700 pod jménem ,Dou*
a které souvisi s délkou jejich tehdejstho popisu
v aukénim katalogu, ,Supply and Demand:
Some Notes on the Economy of Seventeenth
Century Connoisseurship”, in: Anna Tummers

- Koenraad Jonckheere (ed.), Art Market and
Connoisseurship. A Closer Look at Paintings by
Rembrandt, Rubens and their Contemporaries,

8. 79-80.

98 Srov. pozn. 13.

99 Piet Bakker, ,Crisis? Welke crisis?
Kanttekeningen bij het economisch verval van
de schilderkunst in Leiden na 1660, in: De
Zeventiende Eeuw 27, 2011, s. 232-269, citat s. 235.
To koresponduje s vrcholnymi dily umeéleckych
sbirek a cenovou trovni v Leidenu v letech
pfed 1660, zjisténymi Willemijnou Fock na
zaklad& analyzy inventaft oné doby, C. W.
Fock, ,Kunstbezit in Leiden in de 17e eeuw®,

in: Lunsingh et al. 1990 (cit. v pozn. 14), Va,

s. 3-36; srov. rovnéZz Ed Romein, ,Knollen en
citroenen op de Leidse kunstmarkt: over de

rol van kwaliteit in de opkomst van de Leidse
fijnschilderstijl¥, in: De Zeventiende Eeuw 17, 2001,
s. 80.

100 Romein 2001, s. 75-94.

101 V podatcich Douovy kariéry byl
umélcovym meceniSem vyslanec §védské
kralovny Kristyny I. v Haagu Pieter Spiering
(cca 1595-1652). Ten platil roén& 500 guldent jen
za pFedkupni pravo na umeélcova dila, ktera viak
nekupoval pouze pro svou vlastni sbirku, nybrz
jako ,gentleman dealer” je prodaval dile, viz
pozn. 13.

102 Srov. pozn. 76.

103 Ronni Baer, ,Dou and the Delft
Connection. The Portrait of Dirk van Beresteyn*,
in: Facebook. Studies on Dutch and Flemish Portraiture,
of the 16™-18" Centuries. Liber Amicorum Presented to
Rudolf E. O. Ekkart, Leiden 2012, s 279-284.

104 O zméné& vkusu smérem k pésobivym
interiérim s bohatou dekoraci ve druhé
poloving 17. stoleti viz C. Willemijn Fock, ,Das
Interieur in der niederlandischen Republik
1670-1750: (k)ein Platz fiir Gemilde?“, in:

Kat. Vom Adel der Malerei, 2006 (cit. v pozn. 72),
s. 63-64.

105 Eric J. Sluijter, ,,All striving to adorne
their houses with coostly peeces’ - Two Case
Studies of Paintings in Wealthy Interiors,

in: Mariét Westermann, in: Kat. Art & Home.
Dutch Interiors in the Age of Rembrandt, Denver

Art Museum, The Newark Museum, Newark
2001/2002 - Zwolle 2001, s. 229, pozn. 42.

106 Viz k tomuto (nejen) pro Doua
charakteristickému zptsobu vystavovani mj. John
Loughman - John Michael Montias, Public and
Private Spaces. Works of Art in Seventeenth-Century
Dutch Houses, Zwolle 2000, s. 124, a také Eric
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J. Sluijter 2001 (cit. v pozn. 4), s. 103-127; Kjell
Bostrém, ,Peep-Sow or Case?”, in: Kunsthistorische
Mededelingen van het Rijksbureau van Kunsthistorische
Documentatie The Hague 1/2, 1949, s. 21-24.

107 Viz Martin 1901 (cit. v pozn. 5), s. 173.
108 Srov. Buvelot 2012 (cit. v pozn. 8), s. 532.
109 Srov. k industrializované, zcela kontrastni
podobé mésta: Elisabeth de Biére, ,The Urban
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Subconscious: the Art of Delft and Leiden*, in:

Art History 18, 1995, s. 222-252.

110 Srov. ke spojeni chvily malifského uméni
s chvilou mésta v osob& Gerarda Doua: Sluijter
2000 (cit. v pozn. 4), zejm. s. 205.

Z némdiny pielozil Karel Dolista.



Pepa Marak
(1872/2/-1907)

VERONIKA HULIKOVA — KATERINA KUTHANOVA

Nisledujici text je v&novan malifce Josefing
Marakové (obr. 1), jejiz dilo se stalo pFed-
métem badatelského zdjmu aZ v posled-
nich letech v souvislosti s tématem ,Zeny
umé&lkyné“.* Do té doby byla zmifiovina
pouze jako doplnék v Zivotopise svého
otce, vyznamného mali¥e krajin Julia
Maiaka. Stile ztstdva Fada otdzek, na které
neumime odpovédét, ale existenci tvorby
Pepy Mafakové nelze opomenout. Naopak,
malifka se zaéina stile vice vynofovat

z hlubin zapomnéni.

Informaci o soukromém Zivoté& Josefiny
Matiakové, jediného ditéte manzelt Julia
(1835-1899) a Idy (1848-1908) Marikovych,
mame k dispozici velmi malo. Nepodafilo
se zjistit ani pfesné datum narozeni.

V dosavadni literatufe je uvadén rok 1872
&i 1875. Jan Dotfel, autor prvni biografie
Julia Mafdka uvadi, Ze se Mafik s Idou
Pfeffermanovou, svou Za¢kou, oZenil

10. ¢ervna 1871, rok nato se manzelé odsté-
hovali na tfi roky do Tyrol a po navratu se
jim narodila dcera Pepa.? Pravdépodobnéjsi
se oviem zd4 rok 1872, ktery je uveden

na pobytové pfihlasce’ i v zdznamech

o umrti.4

Dotfel také popisuje soukromy Zivot
Maiskovy rodiny: ,Zily tu tfi svéta vzda-
lené osoby: Marik, jeho chot a dcera Pepa.
A tak hnusil se jim styk se zevné&jsim
svétem, Ze dcera byla soukromé vyuéovana
a do 3koly nechodila. Zesnuly professor
Albert jednou pravil, Ze Zivot t&chto t lidi
jest jako pohadka z jiného svéta a daleko
svéta vzdalend.”

V dobé& Mafdkova p¥ichodu do Prahy
bylo tedy Pepé€ asi patnéct let. Dal3i infor-

mace o rodinném Zivot€ lze vycist z dopist
Julia Mafdka adresovanych z Prahy do
Vidné pfiteli Maxi Kuhovi. Na konci roku
1887 mu Maidk napsal: ,Moje dcera kona
své studium p¥i mné€ v mém ateliéru se
zvlastni sv€domitosti a vytrvalosti. To je
jedina svétla stranka v mém prazském
pobytu.“ Vedle starosti s reformou praz-
ské Akademie suzovaly Ma¥ika, jeho Zenu
i dceru téméf neustile vleklé choroby:
»Z nas tif jest vzdy n€kdo nemocen.*’
Z dopist vyplyva, Ze dlouhodoba choroba
pani Mafakové ji v devadesatych letech
téme&F branila opoustét byt. Ani finanéni
situace rodiny nebyla p¥ili§ uspokojiva.
Jak ¢teme v Mafdkov€ dopisu z roku 1897,
zustéval vztah otce a dcery trvale idylicky
i za Pepiny dospélosti: ,Svétlym, pot&suji-
cim paprskem Zivota nadeho jest nage dité
- nad né&z oddangjsiho, chytfejsiho a hod-
né&jsitho st&Zi by bylo lze najiti.“® P¥itom si
lze dobfte pFedstavit, Ze pro Pepu musela
byt rodinn4 situace znaén€ svazujici. Jisté
je, Ze Ma¥ak dcefin umeélecky talent roz-
vijel a podporoval. Dikazem je i zminka
v dopise z roku 1892, kde prosi pfitele
Kuha, aby na3el kupce pro dva Pepiny pas-
tely Zenskych poloaktti, coZ by ji podpofilo
v asili.?

Z uzavieného svéta rodiny vytrhla
v devadesatych letech Pepu Ziva a pFatelska
atmosféra v Marakové ateliéru. Dcera otce
doprovazela i na $kolni plenérové exkurze,
napf. jiZ v roce 1888 na panstvi hrabéte
Buquoye v Novych Hradech a pozdé&ji i na
Okof. Stala se nedilnou &lenkou krajinaf-
ského ateliéru, na Skolni karikatufe ji tak
zachytil i Otakar Lebeda (obr. 2).%°

Veronika
Hulikova,
kurdtorka
Ndrodni galerie

v Praze, zabyvd se
uménim prelomu
19. a 20. stoleti.

Katerina
Kuthanova,
kurdtorka
Ndrodni galerie
v Praze, zabyvd
se tématem Zena-
-umélkyné.
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Dal3i drobnou zminku o Pep€ najdeme
ve vzpominkach prvni manZelky Maxe
Svabinského Ely. Podle ni byla Pepa
yvychovana v rodin€ oddané mysticismu
a okultismu“.*

Svabinsky se v roce 1897 u Marika udil
grafickym technikdm a jednou z prvnich
praci byly portréty Pepy (obr. 3, 4).*2 Pepa
naopak pofidila svym fotoaparitem né&kolik
snimké Svabinského.” Na drobnych lep-
tech i dochovanych fotografiich vidime tvar
malifky, kterou popsal ve svych vzpomin-
kéch mali¥ Ferdinand Engelmiiller slovy:
spodlouhlého zajimavého obliceje, hustych
vlasti, velkych vyraznych o¢i, zvlastni krasy
- odugevnélé.“* Z pohledu mladé umél-
kyng, ktera dtisledn€ pouzivala jméno Pepa
Mafiak (obr. 5), mtZeme Cist pevné rozhod-
nutf vénovat se mali¥stvi.

Nevyjasnéno asi ztistane, zda zvolené
jméno bylo pouhym sloZenim domaici vari-
anty jména Josefina a p¥ijmeni Mafak bez
Ceského prechyleni, nebot némdéina byla
jejim rodnym jazykem, nebo $lo o zdmérny
zastiraci manévr a umélkyné chtéla vystu-
povat jako muz. Nejpravdépodobné&jsim
se zd4 byt vysvétleni, Ze 5lo o projev
nekonvenéniho chovini umélkyné. Jméno
Josefina Mafdk by znélo jist& poetitéji, ale
Pepa ,byla originalni po kazdé strance.”

V roce 1897 vystavila Mafakova, poprvé
a naposledy, tfi dila na vystavé Krasoumné
jednoty: Vlastni podobiznu s otcem, Podobiznu
pana J. a pastel Petrklice a jeji vystoupeni
bylo v recenzich pfijato kladné.*¢ Zamé&teni
na portrétni tvorbu je moZno interpretovat
jako rozhodnuti vé€novat se figurdlnimu
malifstvi nebo jako doporudeni otce, ktery
pfedpokladal, Ze malba portrétd mize
jeho dceru uZivit spiSe nez zZanr krajino-
malby, v némz by Celila velké konkurenci
jeho zakt. Nicmén€ ani na tomto poli
nebyla Pepa bez zkuSenosti, nebot v letech
1896-1899 pomahala otci pfi realizaci
jeho posledni zakizky, nasténnych maleb
v Narodnim muzeu (obr. 6).7

Podle vzpominek RiZeny Pokorné-
-Purkymiové se Zivot matky a dcery stal po
zlep3eni zdravotniho stavu pani Mafdkové
umoZnilo Pepé vénovat se malovani inten-
zivné&ji.** Podporu ji poskytoval pfedevsim
rodinny pfitel a mecenés Josef Hlavka,
ktery Mafakové zprostfedkoval zakizku
na podobiznu Frantiska Ladislava Riegra
pro Zemskou banku (obr. 7) a objednal u ni
i podobiznu své Zeny.** MtZeme pfedpo-
kladat, Ze portrétt na objednavku vzniklo
vic, ale v sou€asné dobé je poslednim
znamym piikladem Podobizna mladé Zeny
(obr. 8) ze sbirky basnika Adolfa Heyduka
a snad tedy mZeme uvaZzovat o jeho man-
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zelce Emilii.?° Pravé tento portrét nejlépe
doklada Pepiny schopnosti, které se vyrov-
naji BroZikovym a Hynaisovym.

Poslednim zdrojem informaci je pozis-
talostni spis Pepy Matakové.?* Soudasti
spisu je i opis posledni viile ,Meine Bitte“
z 1. Gnora 1907, podle které se univer-
zalnim dé&dicem stal MUDr. Vladimir
Jeloviek.?2 S chorvatskym léka¥em a béasni-
kem se Pepa sezndmila patrné za pobytu
v nemocnici na Kralovskych Vinohradech.
I na tento dstav ostatn€ pamatovala ve
své zavéti ¢astkou 4000 zl., kterd méla
byt vloZena do nadace nesouci jeji jméno
a z uroku této ¢astky mély byt placeny
néklady 1é¢by pro chudé nemocné ,nur
aus Bohmen*. Spor o dédictvi mezi
MUDr. Jeloviekem a pani Mafakovou byl
pfi¢inou podrobné revize majetku. Jako
soudni znalec k posouzeni obraz byl
pfizvan mali¥ FrantiSek Zenisek. Soupis
dél nalezenych v ateliéru nenf nijak roz-
sahly a obsahuje 11 kust véetné studie
od Otakara Lebedy, které byly ocenény
na celkovou éastku 800 K&. Mezi nizvy
najdeme studii k obrazu Hostina duchii,
Hlavu Kristovu, Vlastni podobiznu, Viiné, Pisei,
Podobizny, Studii kvétin. Majitelem poziis-
talosti se po roénim sporu skuteéné stal
Dr. Jelov3ek, ale je otidzka, zda byly obrazy
skutetné odvezeny do Zihtebu, kde tehdy
zil.

V této souvislosti je zajimavym doku-
mentem dopis Antonina Slavi¢ka Josefu
Hlavkovi. Slavi¢ek v ném prosi Hlavku,
aby se jako ¢len kuratoria Moderni gale-
rie zasadil o ziskdni d&l Mafikové: ,Byla
skromn4 a piln4 a pracovala ve svém
ustrani neustile. M4 tam nékteré hotové,
jiné, které nedokonceny zustaly, protoze
jich uz dokonéiti nemohla. Nejsou to véci
snad tak mohutné, ale je v nich dosti citu,
aby mohly byt aspori jedna zachovéany a tak
i jméno skromné malitky.“® Slavitkova
prosba ztstala nevyslySena, ale ¢ast umé-
lecké poztstalosti v Cechach zastala
a o Ctyfi roky pozdégji byla Matikova
na souborné vystavé ¢eskych malifek
v Turnové€ zastoupena patnécti pracemi.>*

Ve sbirkidch Néarodni galerie v Praze se
dnes nachézi pouze dva oleje (Vlastni podo-
bizna s otcem a Podobizna F. L. Riegra) a sou-
bor pfevizné drobnych kreseb. Nékolik
ranych kresebnych studif je v majetku
Méstské galerie v Litomys3li, dalsi dila
v Pamétniku nirodniho pisemnictvi® a zby-
tek je rozptylen po soukromych sbirkach.
V poslednich letech se na prazskych auk-
cich objevilo né€kolik dél Pepy Mafikové.
Jejich ur€eni v3ak tu a tam stéZuje zptsob,
kterym malit¥ka dila signovala. S vyjim-
kou Riegrova portrétu a ranych kreseb



své prace signovala pouze znackou PM
(obr. 9).2¢

Soubor olejt a kreseb, které se v posled-
nich letech podafilo shromézdit, dovoluje
nagrtnout o n&co pfesné&jsi informace
o nadané mali¥ce a okolnostech, které jeji
tvorbu na konci 19. stoleti ovlivnily.

Kratky, le¢ plodny tviréi Zivot Pepy
Marakové zasahl do doby, kdy se umé-
lecky Zivot mali¥ek v Praze teprve etabloval
a snaha Zen po uznani mezi Sirokou vefej-
nosti se za¢inala jen zvolna prosazovat. Na
tvorbu Zen se stéle nahliZelo bud jako na
malichernou diletantskou éinnost, & jako
na pokusy nevalné drovné.

MaliFek sice postupné pfibyvalo, ale
vytvarné troven nebyla vzdy srovnatelna
s urovni jejich muzskych proté&jskt. Nebylo
to sice ddno tim, jak se v té dob& Zendm
predhazovalo, ,Ze krev Zeny je vice vodnata
a ma méné& krevnich desti¢ek a tim m4 vétsi
naklonnost k tinavé po praci a tim je téz
monoténnéjsi a jeji samostatnd tvarci ¢in-
nost Zen€& vzdélené&jsi a jeji bytosti cizejsi
nez muzi.“? Pravda ale bylo, Ze Zena
nemeéla piistup ke kvalitnimu uméleckému
vzdélani.?® Zeny mély moZnost vzdélavat
se pfevazn€ na soukromych akademiich
ve Francii ¢i na Akademii v Mnichové.

V Geském prostiedi se pak studijni moz-
nosti ziZily na soukromé hodiny malift

a teprve s otevienim Uméleckoprimyslové
Skoly v roce 1885 se situace ponékud,

i kdyz nikoliv zdsadng, zménila.? A tak
meély Zeny touzici po profesionalni tirovni
malifky - sochaf¥ska price byla Zendm

v Cechiach de facto zapovézena - vétsinou
vyhodu, pokud pochézely z umélecky
zaloZené rodiny. Nejenom proto, Ze je
jejich okoli chépalo, ale také proto, Ze se
jim otvirala moznost ,profesionilniho*
Skoleni. Takova $ance byla v 19. stoleti

v Cechiach ojedinéla, zvlasté zastaval-li otec
i misto uditele na vytvarné skole. Z malifek
mély moznost zakusit privilegia prostfedi
prazské Akademie, které bylo aZ do roku
1918 Zendm zapovézeno, pouze dvé ,profe-
sionalni“ malitky. Amalie Ménesova a Pepa
Mafdkova. Ob€ vyrazné osobnosti, jejichZ
tvorba byla bohuzel doposud umeélecko-
historickou literaturou potlafovana a opo-
mijend. Ob& ndm dévaji moznost pochopit
situaci Zeny malitky v 19. stoleti, ktera se
zrcadli v jejich tvorbé i Zivotnim posta-
veni. Ob€& dcery vyznamnych krajinait,

le¢ vidéno s odstupem doby, v propastném
rozdilu tf generaci, které ob€& Zeny oddé&lo-
val. I Amalie stejné& jako Pepa chtéla zaro&it
své malifské nadani ve figuralni tvorbg, ale
pro malifku narozenou v druhém desetileti
19. stoleti to bylo spoleensky netinosné

a studijné& nefesitelné. Amaélie se tedy véno-

vala krajinomalbé a diky moZnostem, které
ji poskytl otec, jenz vedl krajina¥sky ateliér,
méla kontakt p¥imo s zaky Manesovy koly,
a stala se tak v podstat& prvni, byt neofici-
alni studentkou prazské Akademie. Stejni
situace se zopakovala u Pepy Matakové.
Jeji p¥ani stat se figuralistkou viak bylo

o poznani snaz$i. Prvotni $koleni se konalo
diky velmi uzavi¥ené rodiné spife v domé-
cim prostredi jest€ ve Vidni, mimocho-
dem i matka Pepy Maidkové byla zkuSena
krajinatka vystavujici rad&ji pod muzskym
pseudonymem Hans Idar. Pfesto se dcera
dvou krajinaft rozhodla pro figuralni
dréhu.

Na konci 19. stoleti byla jiz v Praze ote-
viena soukroma $kola figuralistky Herminy
Laukotové, kterou ale navitévovaly
spiSe prazské Némky, Pepa tihla k éesky
smyslejicimu prostfedi. Diky svému
mnichovskému §koleni u akademického
malife Hertericha, pfedavala Laukotova
své malifské zkuSenosti svym zackam.
Zatimco Ceské Zeny navstévovaly soukromé
hodiny akademickych maliFi, ktefi si tim
téZ vylep3ovali svou Zivotni troveri, Pepa
Matakova, jejimz komunika¢nim prostied-
kem byla pouze néméina, se pohybovala
v Ceském prostfedi a pres svého otce, jehoz
¢asto doprovizela na prazskou Akademii,
byla v bezprostfednim kontaktu s teh-
dejsim souasnym uméleckym svétem.
Maiak dcefi doporuéil, aby navitévovala
Brozikovy hodiny malby, s kterymi oviem
nebyla malitka spokojena a které nemohly
umélecky uspokojovat jeji odklon od popis-
ného realismu k novym tendencim malby
pFelomu stoleti. Ma¥akova se tim stava
jistym fenoménem mezi svymi vrstevni-
cemi. Vé&tSinou, kdyZ se Zena rozhodla pro
malifskou drihu, jiz tolik neexperimento-
vala, ale drzela se oficidlni malifské roviny.
UZ jen chtit stat se malitkou byl pro Zenu
dost troufaly experiment. Mafdkovéa svou
tvorbu spojila celkem zdhy s dekadentnim
proudem a od svého vyborného realistic-
kého dvojportrétu s otcem se zédhy pFesu-
nula k emocionalné vypjatym vyjeviim,
jez nemaji v Ceském prostFedi mnoho
pfedstupiit.. MafFakovou nezajimaly snahy
narodnostni a vlastenecké, ke kterym
Zeny &asto nabéddala Eliska Krasnohorska.
Ve svych obrazech velmi bedlivé sledo-
vala Zenskou otdzku, kterd byla aktuélni
zvlasté od devadesitych let 19. stoleti.®
Ve vétsi mife se ji za¢inaji vénovat malifky
narozené od let osmdesatych. I Ma¥Fakova
se zabyva motivem osamélé Zeny, kterd
se objevuje v n€kolika variantich - nap¥.

v nové objeveném oleji Odkovetld (obr. 10).3
Téz ji zajima otdzka socidlni. Té se
v Ceském prostfedi v€novala z malifek
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velmi Gspé&3né i o generaci star3i Helena
Emingerova® (obr. 11). V Eeském prostiedi
zvl45té siln€ ptisobil vliv némecké malitky
Kithe Kollwitzové, ale i dila Jakuba
Schikanedera.* Oviem pro Mafikovou by
mohlo byt nejpfiznaénéjsi srovnéani s ber-
linskou malitkou Annou Costenoblovou,
ktera roku 1896 vystavila v prazském
Topi¢ové salonu sviij cyklus Sesti obrazl
s nazvem Tragédie Zeny. Vystava v tehdej-
§im tisku rozpoutala fadu polemickych
recenzi, které nemohly minout svériz-
nou malifku, jejiZz dila budou pozdé&ji téz
sméFovat k jakymsi extatickym vyjevim
a va3niv€ prozivané malbé&.>* OvSem niterné
Zenské prozitky se u Mafdkové promitaly
pfedeviim v jejich dvojportrétech a zda
se velmi pravdépodobné, zZe dilo, kterym
Maidkova debutovala na prazské scéné,
tedy dvojportrét zachycujici dceru a otce,
malife a mali¥ku (obr. 13), bylo reakci nejen
na malbu Costenoblové, ale i na tehdejsi
situaci Zeny ve spole¢nosti. Dobova tra-
gédie pohlavi gradovala v nésledujicich
dvojportrétech, které Marikova vytvirela
za svého kritkého tvaréiho Zivota, a to jak
v oleji, tak v kresbé& (obr. 12). Prosvitl z nich
i nenaplnény milostny vztah s Vladimirem
Jeloviekem, kterého pravdépodobné
mutZeme ztotoZnit s mladym muZem
zachycenym na dal§im, dnes bohuzel
nezvéstném dvojportrétu (obr. 14). V neofi-
cidlni poloze uméni, v karikaturich opou-
§ti MaFakova truchlivou a nefesitelnou
rovinu byti Zeny a stavi ji do kontrastu se
spoledensky zdvaznou skuteénosti, aby
upozornila na nidpadné znaky, s kterymi
se tehdejsf umélkyné musely vyrovnévat.
Stavi se do role, jiZz v redlném Zivoté stile
jesté€ nemohla dosdhnout. Na rovnocennou
polohu s muZem umélcem &i do role sebe-
védomého tviirce, tak jak se védomé& zachy-
tila v roli sochafe-muZe a na zadni stranu
kresby hrd€ pfipsala ,ja jako sochai
(obr. 15). V&douc, Ze Zendm v Eeském pro-
stfedi je tato role dalece nepfistupna.

V obraze Hostina duchii® (obr. 16) &i
v dal3im dekadentnim vyjevu s ndzvem
Dichterruhm® (obr. 17) jsou naméty spojeny
s tehdy oblibenym svétem okultismu,
s kterym se nerozchazelo ani emanci-
padni prostfedi Ceskych zZen.’® U Maidkové
je tthnuti k poloze dekadentni malby
pon&kud netypické, srovndme-li ji s ostat-
nimi ¢eskymi malifkami téZe generace.
Dekadentni inklinace se prolinala i do
témat t&€sné souvisejicich s osobnim Zivo-
tem malifky, zachycujicich nemocni¢ni
prostiedi - nap¥. v kresbach s nazvy
Operace®® a zvlasté U lékate*° (obr. 18).
Zatimco Operace je naturalisticky vidéna
scéna chirurgického vykonu, v dile U lékare
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je hlavni postavou mladé4 Zena podrobu-
jici se 1éka¥ské prohlidce; intimni vyjev je
naruden pfitomnosti rodi¢t a celd scéna ma
sexudlni podtext. Mafakova zde jde proti
ustdlenému zobrazeni Zen a boii dobové
malifské konvence. N&které z drobnych
kreseb, naértnutych na dtrzcich dopist,
vznikly pravdépodobné piimo za pobytt
v nemocnici. Mezi nimi i karikatura Primdf
MUDry. Michal** (obr. 19), kterd ma vSak spise
dé€sivy nez sarkasticky charakter.

Dobovou konvenci Mafdkova opét pie-
kracuje ve svych alegorickych scénich,
aby tentokrat ukazala a kritizovala stav
spole¢nosti ve tfech alegorickych vyje-
vech: Komedie Zivota*? (obr. 20), Proti proudu®
a V potu todfi.** Okolnosti vzniku dila
nejsou znimy, je ale pravdépodobné, Ze
jeho secesni tvar z négj €inil triptych pfipo-
minajici olt4f. Postranni ¢ast nesla vyjev
V potu todfi, ktery je bohuzel nezvéstny,
zrovna jako mensi stfedova ¢ast Proti
proudu. Zndm je pouze v soukromé sbirce
se nachézejici postranni vyjev Komedie %ivota
jako kritika uméleckych kruht.+ Ke kritice
dobovych pomé&rt téz patii jiz samostatny
cyklus s nazvem Cesta za chlebem a jeji konec*
(obr. 21-24), jejiZ vznik rovnéZ zlistava
neobjasnén. MaFikova navazuje na deka-
dentni vizi Zivota a ve své tvorb& spojuje
naturalismus a symbolismus. Téz se ji,
coz je v Eeském prost¥edi zcela vyjimecné,
zdafilo uchopit Zenskou otdzku a v duchu
dobového symbolistné dekadentniho
proudu zachytit, na co si zadna jina ¢eska
malitka dosud netroufla.+

Pozndmky

1 Katefina Kuthanova, Vijivarné umélkyné

ve druhé poloviné 19. stoleti, diplomova prace,

FF UK, Praha 2007; Markéta Zajicova, Malifka
v Cechéch v 19. stoleti: od diletantismu ke
spolovéni, diplomova prace, FF Univerzita
Pardubice 2011.

2 Jan Dotfel, Julius Mafdk, ndstin Zivotopisny,
Praha 1909.

3 Nirodni archiv, Fond policejni feditelstvi
Praha, Konskripce, karton 377.

4 Podle amrtniho listu zemfela 19. 6. 1907
ve v€ku 35 let, rovnéZ zédpis v knize dmrtf fary
u kostela P. Marie Vitézné (Archiv hlavniho
mé&sta Prahy, sign. PMV Z5, 1891-1914) uvadi rok
narozeni 1872.

5 Dotfel (cit. v pozn. 2), s. 31.

6 Dopis J. Mafdka M. Kuhovi z 26. 12. 1887.
Originaly dopisi a jejich pfeklady jsou uloZeny
v Archivu Nérodni galerie v Praze.

7 Dotfel (cit. v pozn. 2), s. 48.

8 Dopis J. Mardka M. Kuhovi z 28. 12. 1897,
Archiv Néarodni galerie v Praze.

9 Dopis J. Mafdka M. Kuhovi z 28. 2. 1892,
Archiv Néarodni galerie v Praze.



10 Otakar Lebeda, V Mardkové ateliéru, (1894),
kresba perem, papir, 22,2 x 17,3 cm, soukroma
sbirka.

11 Ela Svabinska, Vapominky % mlddi, Praha
1962, s. 127. Svabinsk4 také pige o Pepiné
dobrovolném odchodu ze Zivota. Podle zépisu
v tmrtni knize byl pfi¢inou smrti mozkovy
nador.

12 Jana Wittlichov4, ,Grafik Max Svabinsky*,
in Jana Orlikova, Max Svabinsky. Rdj a mijtus,
Praha 2001, s. 118.

13 V této souvislosti se nabizi otazka, zda
né&které fotografie marakovcil v ateliéru a na
exkurzich nepofidila svym fotoaparitem pravé
Pepa.

14 Dr. Ferdinand Engelmiiller - Vzpominky na
malife Ferdinanda Engelmiillera, Archiv Narodni
galerie v Praze, s. 6.

15 RfZena Pokorna-Purkytiova, Zivot tif
generaci, Praha 1944, s. 255.

16 Katalog KJ 1897 - &. kat. 138 Podobizny
(Vlastni podobizna s otcem), €. kat. 213 Podobizna
pana J. (pravdépodobné Ing. Richarda Jahna,
dnes nezvé&stné) a ¢&. kat. 613 Petrklice (dnes
nezve&stné). Vlastni podobizna s otcem (1897),

olej, platno, 100,5 x 115 cm, vpravo dole: PM,
Narodni galerie, O 3591.

Recenze: K. M. Capek, Svétozor XXXI, 1897,

S. 347; Volné sméry 1, 1896-1897, &. 9, s. 43; Lumir
1896-1897, s. 276.

17 Neni doloZen zadny olejovy obraz krajiny,
pouze né&kolik drobnych krajinafskych kreseb.
18 Pokorna-Purkyriova (cit. v pozn. 15), s. 254~
260.

19 Podobizna Frantiska Ladislava Riegra (1903),
olej, platno, 161 x 119 cm, zna&eno vlevo nahofe:
Pepa Matdk, NG, inv. €. O 5500. Portrét Zdenky
Hldvkové, olej, platno, 60,5 x 47,5 cm, vpravo
dole: PM, majetek Hlavkovy nadace, umisténo
na zdmku LuZany. Portrét vznikl patrné podle
fotografie aZ po smrti pani Hlavkové v roce
1902. Hlavka také finanéné pfispival na nijem
ateliéru na Smichové na Krilovské tiidé ¢. 48.
Nékolik dopist Pepy Matakové adresovanych
Josefu Hlavkovi je uloZeno ve fondu J. Hlavky
v Pamitniku narodniho pisemnictvi.

20 Podobizna mladé Zeny, olej, dfevo, 45 x 39 cm,
znadeno vlevo dole: PM, Prichetiské muzeum
Pisek - Pamatnik Adolfa Heyduka, inv. ¢. AH VU
18.

21 Archiv hlavniho mésta Prahy, fond: Okresni
méstsky delegovany soud civilni pro Malou
Stranu a Hrad€any (1855-1926), sign. A 552 /
1907.

22 MUDr. Vladimir Jelovsek (1879-1931),
b&hem pobytu v Praze publikoval basng

i v Eeskych asopisech.

23 PNP - fond Josef Hlavka, dat. 27. 6. 1907.
24 Katalog souborné vijstavy éeskijch malivek

v Turnové, 1911, €. kat. 34-48a. Vétsina dél byla
tehdy v majetku Rudolfa Ry3avého, ktery po
smrti Idy Mafakové odkoupil od jejich dédict

celou uméleckou pozistalost J. Maraka, viz
Rudolf Ry3avy, Jak jsem se stal obchodnikem

s obrazy, Praha 1947, s. 28.

25 Louéeni milencii, olej, platno, 33,5 x 26,2 cm,
inv. €. IO 103, Podobizna malife a pévce Bedficha
Plaskeho, kresba uhlem na hn&€dém papife,

111 x 52,5 cm, inv. &. IK 9024, Karikatura

Jitiho Kardska ze Lvovic, kresba tuzkou, papir,
31,6 x 13 cm, inv. €. IK 2621 a n&kolik dal3ich
drobnych kreseb. Ve sbirkdch PNP se nachézeji
rovnéz dvé kresby Idy Mafdkové.

26 Obraz Opusténd, olej, platno, 145 x 68 cm,
znaceno vpravo dole: PM, byl na aukci
Dorotheum Praha 4. 10. 2003 prodén jako prace
St¥edoevropského malife kolem roku 1900.
Reprodukci dila pfinesly Volné sméry 1, 1896-1897,
pod nazvem Truchlici na s. 178, s komentafem na
s. 194.

27 Alois Hain, Zenskd otdzka v letech 1000-1920,
Praha 1939, s. 17.

28 Srov. Katefina Kuthanovi, ,Studijni
moznosti malifek - generace 70. a 90. let

s navaznosti umé&leckych vlivi v 19. stoleti“, in
Marcela Sasinkova (ed.), Zena umélkyné na prelomu
19. a 20 stoleti, Roztoky u Prahy 2005, s. 21-30,
téZ Petr Samal, ,Zena na cesté k uméni. Zenské
vytvarné vzdélani v 19. stoleti v Cechach®, Uméni
LV, 2007, s. 207-225.

29 Katefina Kuthanovi, ,Vytvarnice

v souvislostech industridlniho svéta“, in Tatana
Petrasova - Pavla Machalikova (eds.), Clovék

a stroj v Ceské kultufe 19. stoleti, Praha 2013 s. 83.
30 Katefina Kuthanovi, ,Autoportrét

a sebereflexe malitky v 19. stoleti*, in Milan
Vojacek (ed.), Reflexe a sebereflexe Zeny v ceské
ndrodni elité 2. poloviny 19. stoleti, Praha 2007,

s. 152-153.

31 Odkoetld, olej, platno, 33 x 16,5 cm,
neznaéeno, vpravo dole p¥ipis: Verbliiht,
soukrom4 sbirka.

32 Mafakova zachytila malitku Helenu
Emingerovou (1858-1943), tedy o generaci
star$i, v jedné své karikatufe jako velmi p¥isnou
a energickou Zenu. Kresba tuzkou na zadni
strané navstivenky, Narodni galerie v Praze,

inv. ¢. K 15397.

33 Veronika Hulikov3, ,Jakub Schikaneder

a jeho Zici na Uméleckopriimyslové skole”, in:
eadem (ed.), Jakub Schikaneder (1855-1924), s. 221.
34 Karel Hlavagek, ,Tragédie zeny*, Moderni
revue, 1897, €. 5 s. 148. Vystavena dila se

v dobovych reprodukcich nezachovala, jsou
znama pouze z tehdejsich kritik. Srov.: Martina
Pachmanovi, ,Promény a tabuizace matefstvi

v Eeském modernim uméni: Od symbolické
velké matky ke katastrof€ matefské identity*,

in: www.zenyvumeni.cz; Eadem, Nezndmd tizemi
Ceského moderniho uméni: Pod lupou genderu, Praha
2004, s. 88-90.

35 Lékar Vladimir Jeloviek se za svého
prazského pobytu seznamil a oZenil se
slovinskou bésnitkou Zofkou Kvederovou.

Bulletin of the National Gallery in Prague XXII-XXI11/2012-2013

131



132

Doojportrét, nezvéstné, repro in Azbéta
Birnbaumov4 - Véra Cerni, Opusténd paleta,
Praha 1942, s. 32.

36 Hostina duchii, studie, olej, karton,

18,5 x 30 cm, neznadeno, prodano na aukci
Dorotheum Praha, 22. 9. 2012, ¢&. kat. 161.

37 Dichterrubm, kresba uhlem, papfir,

50 x 64 cm, neznafeno, dole uprostfed

piipis: Dichterruhm, Nérodni galerie v Praze,
inv. ¢. K 46087.

38 Cesky emancipaéni asopis s diirazem
téZ na piiklon ke slovanstvi Ceska, vydavany
Ustrednim spolkem é&eskych Zen informoval
nejen o tvorbé tehdejsich spisovatelek, ale téz
geskych malirek. Zeny rovné&Z upozortioval na
domaéci emancipaéni snahy, ale i na p¥iklady
srbskych & ruskych Zen, s ¢éimZ souvisel

i pfiklon k Theosofické spole¢nosti Heleny
Petrovny Blavatské. V roce 1908 zde vysel

i nekrolog Pepy Marakové. Z pohledu theosofie
se pak zda tvorba této umélkyné a kriticky
pomé&ra tehdejsi spoleénosti ponékud jasnéjsi,
i kdyZ se zatim nepodafilo najit Zddné p¥imé
dtikazy o Pepé a okultismu.

39 Operace (Anatom?), olej, platno, 31 x 47 cm,
prodéno na aukci Dorotheum Praha, 6. 3. 2004,
¢. kat. 97.

40 U lékate, kvag, karton, 40,8 x 58,4 cm,
neznadeno, na zadni strané& pfipis: ,Pepa
Mafdkova (z po- / zlstalosti jeji: / ,U 1ékaFe.*;
vlevo dole: ,0d R. Ry$avého / 1925 / Borovsky,
sbirka Patrika Simona, ptivodné ve sbirce

R. Ry3avého, roku 1925 od né&j zakoupil

F. A. Borovsky*.

Bulletin of the National Gallery in Prague XXI1-XXI11/2012-2013

41 Primd# MUDr. Michal, kresba tuzkou, papir,
21 x 16 cm, NG, inv. ¢. K 15442.

42 Komedie %ivota, kombinovana technika,
karton, 81 x 38 cm, neznadeno, na zadni

stran& piipis: Pepa Marakova (z pozustalosti).

/ ,JKomedie Zivota*/Stfedni obraz./od

R. RySavého. 1. 1925; sbhirka Patrika Simona,
ptivodné ve sbirce R. Ry3avého, roku 1925 od
né&j zakoupil F. A. Borovsky.

43 Proti proudu, lavirovani a kolorovana
kresba tusi, papir, 68 x 28 cm, prodéno na aukei
Dorotheum Praha, 21. 5. 2005, &. kat. 233.

44 V potu tvdfi, lavirovana a kolorovana kresba
tusi, papir, 80 x 38 cm, proddno na aukci
Dorotheum Praha, 21. 5. 2005, ¢. kat. 234.

45 Srov. Adam Hojil (ed.), V zagjeti vdsné: sbirka
Patrika Simona, Olomouc 2004, s. 309, &. kat. 564.
46 Cesta za chlebem a jeji konec I-IV, olej, platno,
a 24 x 34 cm, neznadeno, soukromj sbirka.
Miuzeme tak usuzovat podle ndzva dé&l

autorek vystavujicich na prvni spoleéné vystavé
Ceskych Zen malifek v Turnove v roce 1911, kde
byla posmrtné vystavena i dila P. Mafakové.
Vedle symbolistnich nazv Ma¥Fakové naznaguji
nazvy ostatnich pouze realistickou popisnost.
Dal3i dila, ktera se objevila na aukcich: Noéni
zamysleni, kresba uhlem a bilou kiidou, papir,
43 x 22,5 cm, proddno na aukci aukéniho domu
Meissner-Neumann, 12. 11. 2005, ¢. kat. 228;
Viiné, 1898, pastel, papir, 70 x 70 cm, prodéno na
aukci Galerie Vltavin, 9. 6. 1996, &. kat. 66.



Solajmdn a Belqis, krdlovna ze Sdby:
persky lakovany panel ze sbirky Narodni

galerie v Praze a jeho interpretace
v kontextu estetiky islamského uméni!

KRISTYNA RENDLOVA

Oblast Pfedniho vychodu, kde islamské
umeéni doséhlo v&tsiny svych st€Zejnich

a vrcholnych projevi, je z perspekti-

vy Ceské republiky jak geograficky, tak
kulturné poné&kud vzdailena. Zaroveil se

v Ceskych zemich nerozvinula, porovndme-
-li sbératelsky zéjem o uméni Ciny &
Japonska a uméni islamské kulturni oblas-
ti, stejné siln4 tradice (v§jimku mohou
pFedstavovat snad jen orientdlni koberce).
Pfesto existuje bezpodet spojitosti mezi
umeénim islamskych zemi a k¥estanské
Evropy, jejichz vyznam byl v historii ¢asto
zdsadni (a to navzdory tendenci odbor-

né vefejnosti ob&as tento fakt pfechéazet
bez povsimnuti). Neméné vyznamné jsou
i interakce, jez se odehravaly v $ir§im kon-
textu kulturnich dg&jin. Z t&chto dtvodi
si soubor islimského uméni ve sbirkiach
Narodni galerie zaslouzi plnym privem
nai pozornost a budiZ ndm jen vyhodou,
ze z hlediska badatelské i muzejnické ¢in-
nosti skytd nemaly potencial.

Panel zobrazujici Solajména (u nas zna-
mého spise pod jménem Salomoun, odvo-
zenym z hebrejstiny) a Belqis, krdlovnu ze
Saby, je toho dokonalym piikladem.? Jsa
velmi zdafilou, byt mo#na ve své formé
trochu netradi¢ni ukdzkou perské lakované
malby, nabizi spolu s mnoha otdzkami
a nejasnostmi tykajicimi se datace aj. i zaji-
mavou moZnost nahlédnout do estetiky
islamského uméni, a to v podobé& analyzy
jak formélniho stylu vyobrazeni, jez nese
mnohé typické rysy perskych miniatur, tak
zejména z hlediska ndmétu, jehoZz zdrojem
je jedna z ojedinélych pasazi Koranu vyslo-
vujicich se konkrétnégji k tématu vytvar-

ného uméni. Dilo tak umoziluje ndzorné
se seznamit s n€kolika estetickymi principy
islamského uméni.

I. Predstaveni panelu
Solajmin a Belgfs, krilovna ze Saby (obr. 1),
jsou zachyceni na dfevéném panelu obdél-
nikového formatu,’ zasazeném do dvo-
jitého, rovnéZ dfevéného ramu (celkové
rozméry jsou 130 x 62 cm).* Samotny vyjev
i dekorace ramt jsou zpracoviny v tlume-
né&jsi barevnosti s prevladajicim okrové
zlatavym nddechem technikou lakované
malby.’

Dvojity rdm, lemujici hlavni vyjev, tvoii
s panelem vizudln€ jeden celek, pfedsta-
vuje tak vyznamnou ornamentalni slozku
dila. Vnéjsi rim je po celém obvodu
rozélenén do nékolika kartusi s riiznym
obsahem. Zajisté nejvyraznéji ptsobi
Ctyfi zlaté kartuSe uprost¥ed kazdé strany
ramu, jeZ nesou ferné kaligrafické napisy
referujici o okolnostech setkini Solajména
a Belgis. Na podélnych stranich nasleduji
mensi kartu$e s vyobrazenimi stromi,
doplnénych o rozliénou zvifenu na cihlové

ferveném pozadi. V rozich rdmu jsou umis-

tény Cerné kartuse s rozvinutym motivem
arabesky vypracované v prevazné zlaté,
zelené a cihlové barevnosti. Prostor mezi
jednotlivymi kartuSemi vypliiuje opakujici
se ornament4lni motiv na olivov€ zeleném
pozadi.

Zpracovéni vnitiniho rdmu je pojato
méné okazale; na ¢erném podkladu je
rozvijen rostlinny ornament mirné spiralo-
vité€ se vinoucich zlatych stonkt s bilymi
a oranzovymi kvitky, zelenymi listy a pravi-

Kristyna
Rendlova,
doktorandka
Semindre

déjin umeéni
Masarykovy uni-
verzity, vénuje se
umeéni islamské
kulturni oblasti
zejména regionu
Turecka a Irdnu.
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delné se opakujicim prvkem stylizovaného
mraku. Periodické sekvence ornamentu
dopliiuje dvaadvacet rovnomé&rné roz-
misténych, v porovnani s vnéjsim rimem

o poznani jednoduseji vypracovanych
perskych inskripci, jeZ jsou oramovany
prostou zlatou linkou. Cteny od horntho
pravého napisu smérem doleva, predstavuji
vzdy po jednom versi 629. ghazalu (sonetu)
perského basnika 13. stoleti Sa‘diho, s tou
vyjimkou, Ze prvni, t¥eti a ¢tvrty vers basné
na panelu chybi, a naopak druhy napis
(nahot¥e uprostfed) se nepodafilo pfifadit

k uvedené basni, ani jinak jednoznaéné
uréit.® Jde o poezii milostnou, coz kore-
sponduje s tématem vyjevu. Dle dostup-
nych informaci nebyl tento ghazal doposud
publikovin v pF¥ekladu do Zddného evrop-
ského jazyka.”

Ustiedni panel zobrazuje dva kompo-
zi¢né€ propojené vyjevy. Horni je ordamovan
lalo¢natym lomenym obloukem, jenz na
vnéjsi strané vyhrazuje prostor rostlin-
nému ornamentu, vypracovanému ve stylu
podobném vnitfnimu rdmu, a vyobrazeni
paru mytickych ptaka simorghii, coz byl
oblibeny ikonograficky namét perského
uménf jiz od dob Sisdnovské fise. Celé
to ndpadné evokuje vyrazny rys islamské
sakralni architektury Irdnu, a to tzv. pistdq,
portal vstupntho fvdnu, jenZ nepFedstavoval
v perské islamské malb& neobvykly motiv.®

V hornim plédnu vidime kralovnu ze
Saby usazenou na majestatnim a orna-
mentalné propracovaném triinu unage-
ném dvojici démont, dZint. Obklopuje ji
osm andéld, z nichZ dva hraji na hudebni
néstroje, pravdépodobné tambiir a daf, dva
podpiraji dekorativné velmi vyrazny bal-
dachyn nad trinem, t¥i pfinaseji rozli¢né
dary a posledni nese na zadech postar-
§tho muZe, jehoZ lze na zakladé& poude-
nosti o ndmétu identifikovat jako Asefa
b. Barchja, vezira a ridce krile Solajména.
O tom, Ze je cely vyjev situovan do nebes,
sv€d¢i hojné rozeseté mraky v ¢inském
stylu a poletujici ptactvo, avak trochu
matouci v tomto kontextu miiZe byt strom
vyrlstajici za trinem. Trin zdob{ rostlinny
ornament, v zadni ¢4sti i motivy stromd,
ptactva, simorghii a mrakd v ¢inském stylu.
Inskripce na trinu by mohla pfedstavovat
ver§ ‘Attdra Nisdpiriho, tuto atribuci neni ale
mozno jednoznalné potvrdit.®

3050 2 50a Ll aedia b el

Pozadi od linie trinu nahoru je zlaté,
zbytek neni barevné zpracovan.

Dominantou dolniho planu je opét
vyrazny, dekorem pokryty triin, na ném?z
sedi tentokrate Solajméan. Na schod trinu
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vystupuje Belqis a nadzveda si sukni,
odhalujic nohu do ptli lytka. Vyjev sleduji
prisedici Asef b. Barchja, dva andélé¢, dzin,
ne zcela jednoznaéng identifikovatelné zvi-
fata, podobné snad nejvice pstm a vlkovi,
a ptactvo, z n€ho# je t¥eba vyzdvihnout
zejména dudka chocholatého, jenz sedi

na boénici trinu, hned vedle Solajmana.
Scéna je zasazena do krajiny, z niZ je

vSak vyobrazeno pouze jezirko s okolni
vegetaci v dolnf €4sti, Fi¢ka stékajici jako
vodopad ze skalisek, naznaenych v horni
¢asti spodniho plinu, a pak jiZ jen strom
vyrlstajici za Solajménovym trinem.

Trin pokryva n€kolik ornamentilnich
rostlinnych vzort, na schodech se obje-
vuje i ornament geometricky. Inskripce na
boéni stran€ trinu smérem k divikovi byla
urlena jako druhy vers Hafizova ghazalu
islo 34.%°

Cgiala aili aSTag 5 glaia S

Pozadi v tomto p¥ipadé& neni barevné
zpracovano, pod findlni vrstvou laku tedy
prosvité textura d¥evéné desky.

II. Formalni analyza malby a kompozice

a jejich esteticka interpetace

Obecny charakter malby vychazi v pojed-
néni prostoru a zachyceni postav z tradi-
ce perskych miniatur. V nich byva vyjev
nahliZen vétSinou shora. Uziti perspektivni
zkratky se zda byt malifdm cizi a nenf ani
niznaku o snaze vzbudit dojem prostorové
hloubky né&jakymi jinymi iluzionistickymi
prostfedky, stinovinim a podobné. Obecné
tak lze ¥ici, Ze jako jediny pokus o plasti-
citu lze chépat linedrné naznafené zahyby
odévu. Naopak u zobrazeni nibytku &
architektury je n€kdy perspektivni zkratka
dokonce nepatrné€ pfevricena (na panelu
patrno zejména u Belqisina trtinu) a dojem
prostoru je vyjadfovan spise konvené¢né,
prostym umisténim vzdilengjstho prfedmé-
tu vyde, bez zmé&ny jeho velikosti. Malba je
tedy spiSe symbolicka a dekorativni, v3e je
podfizeno plosnosti umoznénému vyva-
zenému rytmu linif a barev, vytvafejicimu
dojem vyrazné ornamentalnosti.

Pfestoze za naméty byly ¢asto vybiriny
okamziky dramatické, jejich zpracovani pak
jiz stopy expresivnosti nenese."* Zaroven
postavy reprezentuji spiSe idedlni typy,
kdy vedlejsi ani dst¥edni charaktery nejsou
pojedniny jako individua, a Zenska postava
se od té muZské nelisi ni¢im jinym nez
pfipadnymi atributy, odévem a pokryvkou
hlavy. Z hlediska dlohy postav je mozno
rozpoznat centralni aktéry, jejich doprovod
a svédky scéné pfihlizejici,*? ktefi jako by
potvrzovali jeji pravdivost.®



Pfevlada zobrazeni figur ze tfiétvrtedniho
profilu, kdy tvaf je typicky ovailni s oéima
mandlového tvaru, coz vychazi pravdépo-
dobn¢€ z idealu krisy zavedeného do perské
kultury Mongoly ve 13. stoleti. Linie ramen
je zakulacena a gesta rukou maji symbolic-
kou funkci; naptiklad drZeni pazi u Belqis
na hornim vyjevu naznacuje probihajici
konverzaci.** MtZeme fici, Ze zde lze spat-
¥it vSechny obecné rysy perské miniaturni
malby.®

Z hlediska kompozice tst¥edniho panelu
a jeho rozvrZeni na horni a dolni pléan je
dtlezitym a pozornost upoutivajicim prv-
kem zejména and€l nesouci - v kontrastu
s tlumengjsi okolni barevnosti - relativiné
vyrazn€ zeleny plast, nebot jsa soudasti
horniho vyjevu, svym diagonalnim smé-
fovanim k vyobrazeni dolnimu propojuje
horni a dolni plén, a harmonizuje tak celé
formalni rozvrzeni. Tim je jasn& naznaéeno
uspofadani celé kompozice do tvaru spirily
(obr. 2).

Dle dtikladného a konkrétnimi pii-
klady podlozeného studia Alexandra
Papadopoula je to pravé tato kfivka, co
v rozvrzeni prostoru isldmskych miniatur
a jinych maleb vyrazné& pfevazuje, a to
nevyjimaje dila pFednich malifskjch osob-
nosti, jakymi byli Behzad ¢i Rezi-e Abbasi.
Dle Papadopoula si byli persti malifi velmi
dob¥e védomi skuteénosti, Ze pravé spirla
diky matematické dokonalosti vyjad¥ujici
harmonii rytmickym rozlozenim domi-
nantnich prvka v rdmci zdkladni struktury
zaru€uje maximalni krasu. Onémi domi-
nantnimi prvky pak byly vétsinou ruce
a tvafe osob, které se na rozdil od zbytku
t&la povazovaly za vyrazné, protoze nebyly
zahaleny.** Spirila se tak jevila dokonalym
organizanim schématem vyjevu a neni
pochyb o navaznosti na Platénovu kos-
mologii, s niZ byla muslimska véda velmi
dobfe obeznidmena.

Esteticky vyznam tohoto uspofddani
prostoru v obraze Papadopoulo vysti-
huje slovy: ,Zde naznafeni kompoziéni
metoda se snaZila vystavét mikrokosmos
dila stejné, jako Bith vytvofil makro-
kosmos vesmiru [...], tedy nebeskymi
kruhy, které se postupné zmen3uji, jak
se pfibliZuji k Zemi. Takto sestupujici
a zmen3ujici se fada kruht nepfedstavuje
nic vice a nic méné nez spirdlu.“” S tim
koresponduje i nemaly vijznam spiraly
v rdmci islamského mysticismu, jenZ,
ovlivnén v tomto ohledu pro zménu uce-
nim Pseudo-Dionysia, s jeji pomoci vizua-
lizuje cestu dude k Bohu. Jako takové byla
tedy spirala vice nez vhodni, coz jesté
umociiovala kompozi¢ni variabilnost, jiz
poskytovala.

Skrze transcendentalni vjznam spiraly
a dtleZitost ornamentu a dekoru tak mtize
byt legitimizovano umélcovo zavrzeni
prostfedkd vedoucich k co nejvérnéjsimu
mimetickému zobrazeni, nebot ,nové este-
tické univerzum [...] mohlo byt vytvofeno,
jen kdyz existovala dila, jeZ mohla byt
prohlasena Cist€ za umeéni, tj. skrze jejich
,autonomni své&t’ forem, barev a nesporné
spojeni viech ustavujicich ¢asti.“*® Do jisté
miry tak lze tvrdit, Ze persti malifi udélali
o nékolik stoleti dfive to, k ¢emu pozdé&ji
dospélo evropské modernistické uméni. Je
evidentni, Ze vy3e shrnuté rysy reflektuje
i na§ lakovany panel.

ITI. Namét, jeho zdroje, ikonografie

a interpretace z hlediska estetiky islams-
kého uméni

Vratme se viak ke konkrétnimu dilu

a zamé&Fme se na zdroje jeho namétu.
Bezpochyby lze konstatovat, Ze jde o nibo-
zenské téma. Jak upozoriiuje Oleg Grabar,
toto oznadeni se v ramci klasifikace ndmé&td
obsahov€ zcela neztotoZiiuje s terminologii
zazitou v kfestanském uméni.*

Vyjev Solajmén a Belqis, kradlovna ze
Saby, je ilustraci pfibéhu uvedeného v sife
27, zvané al-Naml (27, 20-44), avSak pro-
toze oblibenou pasdz muslimsti autofi
zmiriovali a komentovali ¢asto, nelze za
jednoznaény zdroj oznacit Koran. Protoze
o Koran se opiraji vSechna pozdé&jsi zpraco-
vani, pfipadné jsou pozménény &i rozve-
deny detaily a druhotné okolnosti pfib&hu,
nedopustime se chyby, budeme-li pro
zalétek vychazet prav€ z ptvodni kora-
nické verze.

Pfed samotnym pFedstavenim piib&hu
pfipometime, Ze islim navazuje na juda-
ismus i ki‘estanstvi, pfejima veskeré sta-
rozakonni proroky, mezi nimi tedy i krile
Salomouna, jeho# pak zmitiuje pod
arabskou verzi jména Sulajmén. Ten je
v isldimské oblasti, stejné& jako v Zidovském
a k¥estanském prostiedi, zndm mimo jiné
i diky svému slovutnému chramu a epizo-
dou s krilovnou ze Saby, rovnéz uvedenou
ve Starém i Novém zikoné€ (I Kr 10, 1-13;
Mt 12, 42; Lk 11, 31). Par tak pfitahoval
pozornost muslimskych i kifestanskych
umélct, tvofe jeden z maéla spoleénych
namétd isldimského a evropského uméni.
Zatimco v kiestanské ikonografii na
zakladg& biblického zdroje pfevlada scéna,
v niz kralovna ze Saby klade Salomounovi
hidanky, Koran to vynechava, a muslimsti
malifi tak vychazeji z jiné verze, popisu-
jici dva divy, jimiZ Solajman zaptisobil na
kralovnu ze Saby. Druhy a rozhodujici div
ilustruje na3e dilo a koranicka pasiz, v niz
je dand scéna li¢ena, pfedstavuje shodou
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okolnosti jedno z ojediné&lych vysloveni
Koranu k tématu umeéni.

Scéna je zasazena do Solajmanova
chrimu na hofe Marwah (zndmé téZ pod
hebrejskym oznafenim Moria), jehoZ
posvéatnost v porovnani s vyznamem pfi-
suzovanym mu Zidy ¢&i k¥estany je v islam-
ské tradici jest€ umocnéna souvislosti
s Muhammadovou noéni cestou (al-‘Isrd’
wal-Mi‘rdd%). Chram byl totiZ ztotoZnén se
vzdalenou mesitou al-masdzid al-aqsd, ji%
uvadi Koran (17, 1) a v niZ Muhammad za
své nod¢ni cesty vedl spoleénou modlitbu
s ostatnimi proroky, aby nésledné vstoupil
do nebes, kde mu Bth zjevil néktera svi
znameni a zazraky.®

Solajman byl zndm tim, Ze rozumél Fe¢i
ptékd, byl panem zvifat a dZinové mu
poslusdné slouzili;** zde jsou zobrazeni
ve vladcové blizkosti, a proto v islamské
malb& mohou poskytnout snadné voditko
pro jeho identifikaci. Ve struéném zné&ni
se v Koranu li¢i, jak se Solajman dovida
od dudka o mocné krilovné& ze Siby
(v Kordnu nazyvané Malikat Saba’, v poz-
dgjsich zpracovanich konkrétné jmeno-
vané Bilgis), kterd v3ak neuctiva jediného
Boha;? v této Casti popisu je dulezité
zejména zddraznéni trinu jak krdlovnina,
tak Solajmanova.?* Dudkovo li¢eni vzbudi
Solajmantv zdjem, a ten se proto roz-
hodne, opét prostFednictvim ptéka, pozvat
krélovnu ze Saby k sobé& do palice. Ta
vahi, nejprve posila své vyslance s dary,
jez ale vladce odmitd. Ve snaze pfimét
krélovnu, aby jej navstivila, vysila Solajmén
dZiny, aby mu pfinesli jeji triin, aviak
nakonec se dlohy chopi ten, ,,u n€hoz bylo
védéni z Pisma“.> AZ poté se krilovna
sama dostavi a Solajmén se ji taZe, zda
poznavé svilj triin. Ona neurcité odpovi,
Ze se zda byt jeji. Kdyz je pak vyzvéna,
aby vstoupila do paldce, povazuje k¥ista-
lovou podlahu za vodni hladinu. Proto
si pozdvihne odé&v, aby si jej neumacela.
Solajman ji vzapéti ujisti, Ze jde pouze
o kfistal, a krdlovna ze Saby je natolik
udivena, Ze uzniva Solajminovu velikost,
a v dtsledku toho pfijima viru v jediného
Boha.?

Piibéh je z hlediska isldmu velmi dule-
zity, nebot v konfrontaci svéta pohana se
svétem prorokovym je prost¥ednictvim
uméni dosaZeno toho, Ze Belqis piijala
jediného Boha. Prvni ditkaz své svrcho-
vanosti podava Solajmaén jiz v pfemisténi
kralovnina tréinu a Lassner v tomto kon-
textu vysvétluje: ,Vlastnictvi trnu, symbol
kralovniny moci, pfipravuje ptidu pro jeji
koneéné podfizeni se Prorokovi a jeho
Bohu.“? Av3ak je to aZ epizoda s podla-
hou, co krilovnu ze Saby pfesvédéi. V pod-
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stat€ 8lo o takovou uméleckou dokonalost
a natolik pfesnou mimesi, Ze nastal klamny
dojem. Proti sobé& stanuli v&¥ici a bezvérec,
ve&Fici obdafeny znalosti pravé povahy véci.
Oliver Leaman v této souvislosti ke kra-
lovning& percepci vystizné dodava: ,Rozum
ji pravdépodobné Fikal, Ze jelikoZ Easto
zamétiuje to, co se zd4 byt skutetnost,

s tim, co doopravdy skute¢nost je, mohou
byt i jeji ndboZenské nizory podobné& spo-
jeny nikoli s tim, co je skuteéné, ale s tim,
co je skuteéné jen zdéanlivé. To je z mono-
teistického pohledu dobra charakteristika
idolatrie.“® Jako by aZ ono pfijeti jediného
Boha odhalilo skuteénou pravdu, éehoz
uméni mtZe byt nistrojem.?

Koranické pasiZz vypovida jesté o jiném
vyznamu umeéni, nez je onen silny dojem,
jejZz ma v moci vyvolat v ¢lov€ku, jak
jsme vidé€li u kralovny ze Saby. Valérie
Gonzalezova na zdklad€ sémiotické analyzy
ptvodniho arabského textu zdaraziuje
v Koranu uvedené spojeni mumarradun min
qawdrird, tedy kfistilem vydlazdéna, jimz je
popsana podlaha chrimu, kterou krilovna
ze Saby pokladala za vodni hladinu.* Slova
uZitd v origindlnim arabském znéni asociuji
pokryti prostoru v pfesném potidku, tudiz
geometrické, vyrazné&ji nez je tomu v pfe-
kladech do jinych jazykti. Gonzalezova tak
jednoznaéné& dochazi k zévéru, Ze ,sdra
al-Naml ukazuje silu estetického rozmé&ru
legendy o Salomounovi a Belgis a odhaluje
existenci konkrétniho pojeti uméni, jez
vychazi z Boziho slova.“* Takovy vyklad
z hlediska estetiky islamského umeéni jesté
umociiuje vijznam sury al-Naml, jeZ tak
muze byt povazovina za jeden z prvnich
doloZenych kanond krasy uméni v islam-
ské kulturni oblasti, kdyZ poukazuje na
jeden z nejrozsifenéjsich zptisobt dekorace
islamského uméni i architektury, jim#z je
geometricky ornament zpracovany v riz-
nych médiich uZitého umeéni, malovany
nebo u architektury napiiklad vyskladany
z dlazdic raznych velikosti a tvart.

Je nutno mit na paméti, Ze pro muslimy
je v tomto piib&hu stéZejni ono vitézstvi
monoteismu nad pohanstvim. Zejména
z n&ho prameni obliba ndmé&tu napii¢
islamskym sv€tem. Ta se odraZela v Get-
nosti literarniho i mali¥ského zpracovani
s tim, Ze pozdégj3i literarni verze byly ve
snaze rekonstruovat okolnosti udalosti
¢asto obohacovény a kriticky rozvijeny
predeviim na zdklad€ inspirace v Zidovské
tradici. Malifi se jich pfipadné pfFidrzeli
jako pfedlohy, aviak spise autonomné& dosli
k vlastnimu, do jisté miry ustilenému zpt-
sobu zobrazeni.

V rimci exegeze pry jiz ibn ‘Abbis piib&h
obohatil o motiv Belgisinych chlupatych,



a tudiZ nevzhlednych nohou, jenz se mtze
jevit trochu kuriézni, nebot tehdy pry byla
pouZita prvni depilace.? Lassner uvadi
muslimskou tradici al-Dijarbakriho a jeho
dilo Chamis, verzi zaloZenou pravdépo-
dobng na inspiraci v Zidovském folkloru,
podle kterého byla Belqis potomek
dZint.® Zmitime také al-Tabariho a jeho
Ta'rich al-rusul wa l-mulik (D&jiny prorokt

a kralt).** Vyznamnym zdrojem je zejména
al-Tha'labi se svym ‘Ard’is al-majdlis fi gisas
al-anbijd’ (Zivoty prorokti), zpracovavajici
zivot prorokt a shrnujici pfedchozi tradici.
Naptiklad krédlovna ze Séby se zde jmenuje
Belqgis a vlidne Jemenu, dudek nese jméno
Ja‘far, Belqgisin trin je popsén jako ,vyro-
ben ze zlata posdzeného rubiny a sma-
ragdy, [...] vykladan nejriizné&jsimi drahymi
kameny“?* a vitbec strohy koranicky prib&h
je jiz znaén€& rozveden, pfifemz se autor
opira o své pfedchidce.?

Jen malo z téchto a mnoha dal3ich
detailt je pro pojednavané dilo skuteéné
relevantni, avak pozornost si zaslouzi
pasaZ, v niZ se al-Tha'labi zamysli nad
otazkou, kdo se skryval pod dosti neurdi-
tym koranickym oznaéenim ,ten, u néhoz
bylo védéni z Pisma“, tudiz kdo ve sku-
te¢nosti donesl Solajmanovi Belqisin
trin. Al-Tha’labi v kompilaci pfedchozich
zdrojti uvadi p&t moZnych variant: andél
Dzibra'il, nespecifikovany andgl, neur¢ita
lidsk4 bytost, Solajméan osobné &i Asef
b. Barchja.” Sam se pfiklani k variant&
posledni.®® Také Rami se ve svém Matnawi
dr#i tohoto vzoru, trin je dorucen Asefem,
byt se k tomu v souladu s Koranem nabi-
zeji jako prvni dZinové.* Pro zajimavost
jen dodejme, Ze Rumi difve popisuje trin
slovy: ,jeho obrovitost, jeZ pfesahovala
(veskeré) hranice, byla filigranské dilo.“+
Na z&vér zb&Zného vyctu autort a jejich
dél, jez pfispéla k rozvedeni a dobarveni
koranického textu, bychom mohli uvést
mnoho jinych zminek a odkazi v dal3f per-
ské i arabské literatufe, z niZz jmenujme jen
pro piiklad jiz FfeCeného ‘Attdra Nisdpiiriho
a jeho Ildhi-Ndma (Kniha Bozi) ¢ Mantig
al-Tajr (Re& ptaka).

Pokud jde o ztvarnéni ndmétu Solajména
a Belgis v isldmské malb¢, v soucasném
stavu bad4ni jsme obezndmeni s bezmaila
patnicti dily (tfemi v technice lakované
malby, a to na kniZnich deskéach, d¥evéné
truhle a pouzdru na pero, a dvanjcti
miniaturami), coZ vzhledem k nevelkému
publikovani pfedmétt islimského uméni
neni mnozstvi zanedbatelné. Na nich lze
rozligit tfi zdkladni typy: Belqis pfichdzi
k Solajmanovi (odhalujic pfipadné &ast
nohou), Solajman a Belqis sedici kazdy
na svém trinu, Solajman a Belqis spo-

¢ivajici na jednom tréinu spoleéné (pii-
¢emz posledni dva typy pfevazuji). Co je
viem vyjeviim spole¢né, a co tudiz mtze
byt jistym voditkem k uréeni namétu, je
pfitomnost zvifeny, pfihliZejicich dzZint,
vétsinou i Asefa b. Barchji, velmi &asté je
také zdtiraznéni trint. Tak lze konstatovat,
Ze panel ze sbirek Nédrodni galerie v Praze
alespon v pfipadé€ dolniho vyjevu spadé do
prvni skupiny, kterou si dovolime povazo-
vat za nejzajimavéjsi, a Ze nese ikonogra-
fické znaky spole¢né viem vyobrazenim.

IV. Morfologicka analyza

Nejprve je tfeba poloZit si otazku, jaké
dtlezité odlisnosti vykazuji oba vyjevy ve
srovnani s piivodnim koranickym textem.
U toho horniho je snad nejmarkantné&jsi
rozdil v tom, Ze zatimco ptivodné doru-
¢eni Belqgisina triinu Solajmanovi a jeji
pfichod byly dva ¢asov€ odd€lené akty, zde
zcela jednoznaé¢né splynuly v jedno, nebot
Belgis je jednoduse unasena spolu se svym
trinem. V otazce, kdo trin Solajmanovi
nakonec dorudil, snad v ndvaznosti na
al-Tha’labtho a Rimiho zobrazuje autor
Asefa b. Barchju, jenz vSak vystupuje v roli
vidce delegace a samotné neseni triinu
pfenechdva dZintim, kte¥f se o tkol hlasili
prvni a jsou v Koranu jako jedini v této
souvislosti konkrétn€ jmenovani. Bylo tak
nalezeno logické feSeni, navic ptisobici
dojmem jakéhosi kompromisu.

Dolni vyjev se od koranického textu
odliduje situovanim do volné krajiny, kde
neni ani ndznaku po slavném chramu
a jeho podlaze zdobené v geometrickém
potradku kfistilem. Dekor pokryvi pouze
Solajmantv trin a i ty dva schody, na néz
se Belqgis chystd vystoupit, jsou prosty jaké-
hokoliv zdobeni (obr. 3). Absence chramu
je v8ak pfizna¢na pro vétsinu dostupnych
vyobrazeni tohoto ndmétu, at jiz pfedsta-
vuji Solajméana a Belqis trinici, nebo se
zamé&fuji na scénu krilovniny audience.
Setkavame se tak se zajimavym omezenim,
nebot budovy obecné nebyly v ramci per-
ské malby eliminovany, ba naopak b&zné&
tvoii jedno z typickych prostfedi, do nichz
se vyjevy zasazuji.#* Malifi vyobrazujici
Solajmana a Belqis tak pravdépodobné
spoléhali na to, Ze divik piib&h zn4, a sou-
stfedili se na triny a ikonografické uréeni
postav, zejména krile, prostfednictvim
pfitomnosti zvifat a dZind.

Pfesto ani z volné krajiny neni na panelu
predvedeno mnoho; protékajici voda by
svym nafernalym zbarvenim se zlatymi
vilnkami mohla odkazovat na ,¥i¢ku bronzu
tekutého*, uvedenou v Koranu, jejiz pra-
men pro Solajmana vytryskl (34, 12-14),
ale tmavé zbarveni vody je v perské malbg
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bé&zné, a proto tato souvislost nemusi byt
bezpodmineéni. O mnoho zajimavéjsi jsou
hory, v nichz ¥i¢ka prament (obr. 4). Rysuji
se relativn€ matné v pravé horni ¢asti spod-
niho vyjevu a svym pojedndnim s vrcholky
vypracovanymi v podobé& zvifecich, tézko
konkrétné& specifikovatelnych hlav, pfedsta-
vuji neéekané imaginativni slozku upro-
stfed stylizovaného vyobrazeni. P¥estoze

v ramci perské malby neni tento prvek tak
atypicky, jak se mtize na prvni dojem zdit,
pojednéni v lakované malb€ je pFinejmen-
§im neobvyklé a celkov€ si iikaz zaslouzi
podrobné&jsi objasnéni.

O’Kane jako jeden z méla autorti upou-
§ti od opatrného a trochu zdrahavého
naznafovani, jehoZ se dopoustéji rtizné
formaélni analyzy jednotlivych miniatur,

a v kratké studii zcela jasn€ konstatuje,

Ze od druhé poloviny 14. stoleti 1ze v per-
ské malbg zfetelné rozpoznat tendenci
malift za¢letiovat do maleb horské masivy
s vyraznymi antropomorfnimi, popfipadé
zoomorfnimi rysy.*? Pfestoze jsou skalni
Gtvary pojednany imaginativng, s riznou
mirou konkrétnosti, a mohlo by se tak zdat,
Ze snad jen evropsky piijemce si projikuje
svou zkuSenost s evropskym uménim prvni
poloviny 20. stoleti a neni mozno hovofit

o jednoznaéném zadméru autorové, ¢asted-
nou oporu pro své tvrzeni a mozny zdroj
tohoto fenoménu nachazi O’Kane i v per-
ské literatufe, napiiklad u Qazviniho. Ten
komentuje kontemplaci horskych vrcholkt
slovy: ,Jsou zde obrazy tvorti promé&énénych
Bohem v kimen. Mezi nimi je pasty¥ opira-
jici se o svou hil [...] a dal3f lidské postavy
a zvifata.“# Argumenta¢né si pak O'Kane
poméhi uvedenim dalich impulsti podné-
cujicich rozvoj takovéhoto ztvarnéni krajiny
a zmifuje perské inspirace v mezopotam-
ské malbg, ¢inském mali¥stvi dynastie Sung
¢i buddhistické malbé& 12. stoleti. PF¥esto
v3ak, nebot nejde o prvek bezpodmineény,
byl podle O’Kana rozhodujici ,rozmar
umélce“.# Je pozoruhodné, jak kontrastné
pusobi expresivné pojednané horské masy
hemZzici se imaginativnimi lidskymi tva¥emi
a stylizované realné postavy vyjevu (obr. 5).

Je pfitom jisté, Ze u viech O’Kanem
doloZenych ukazek tohoto prvku je tfeba
alespoil nepatrna dévka fantazie a vzdy jde
o vice ¢i méné& konkrétni naznaceni antro-
pomorfnich & zoomorfnich ryst. Aviak
v pfipad€ panelu s ndmétem Solajména
a Belqis, krilovny ze Siby, si dovolime tvr-
dit, Ze jde o zobrazeni neoddiskutovatelné,
kdy zviFeci hlavy jsou jiz jasné& definoviny
linii, pfestoze jsou kvili relativné malé veli-
kosti a nevyraznosti v rdimci celku patrné
aZ pii detailng&jdim pozorovaini. Natolik
konkrétni zobrazeni, jaké zde nachazime
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u horskych vrcholkd, je pro perskou malbu
neobvyklé. Zaroven nam neni zndmo, Ze
by tento typ imaginativnich lidskych & zvi-
fecich hlav a tvafi, byt v abstraktnim pojed-
nani, n€kdy zpracovala lakovand malba.
Tim je jiZ trochu pfedznamenano, co bude
fefeno v zdvéretné &asti, tedy Ze dilo nepa-
Jest€ se zastavme u zbylych prvki vyob-
razeni. V porovnani se skalnimi dtvary
rysujicimi se vzadu jsou mnohem vyraz-
né&jdim motivem stromy ty&ici se za obéma
trany, jez diky tomu ptsobi jesté domi-
nantnéji. U horniho vyjevu mtize byt zacle-
néni stromu vniméno pfinejmensim jako
trochu nepatfi¢né, nebot triin je zcela jasné
situovan do nebes, a nejenze je v takovém
pfipadé& nelogické, aby za nim vyriistal
strom, ale je3t€ se centralni vznésejici se
uskupeni stava trochu t€zkopadnym. Je
pak pfirozené nad takovym uspofadanim
se pozastavit a tizat se po jeho pfi€ing.
Odpovéd mutze nabidnout perski
miniatura z rukopisu Nizdmiho Chamse
§aha Tahmaspa, konkrétn€ ta, jez byla
ptvodné poklddéna za vyobrazeni Siriny
a Chusraua, av3ak v soudasné dobé& se
mai za to, Ze jde o Nudabu rozpoznéva-
jici Iskandera z jeho portrétu (obr. 6).
U této miniatury je zndm dokonce autor
Mirza ‘Ali a cely rukopis je datovan do let
1539-1543. Kompozice miniatury s triinem
se sedici Zenou, stin&nym ornamentalné
zdobenym baldachynem, dvéma postavami
nahliZejicimi zpoza trinu a vyristajicim
stromem je v podstat& doslova shodni
s hornim vyjevem na panelu z Narodni
galerie. Napadné stejna je nejen kompo-
zice, jez se samoziejmé& ve svém pomér-
ném uspofidini musela do urcité miry
pFizptisobit podélnému tvaru d¥evéného
panelu, ale také barevnost baldachynu.
Studium dal3ich miniatur uvedeného ruko-
pisu odhalilo i jiné podobnosti. Napiiklad
pravé onen z hlediska kompozice dilezity
andél nesouci zeleny plast (obr. 8) je i pFes
rozdilnou velikost k#idel podobny andé&lu
na detailu miniatury vyobrazujici Mi‘radz
Proroka Muhammada (obr. 9) a i v jinjch
ohledech, kupfikladu na odé&vech a pokryjv-
kéch hlav andg&lt, jsou patrné analogie
mezi touto miniaturou a nasim dilem.
Praveé odév je vyznamnym pomocnikem
pfi stylovém a ¢asovém uréeni islam-
skych maleb a nejen andglé, ale i postavy
Solajmana, Belqis a Asefa b. Barchiji
vykazuji v tomto ohledu jistou podob-
nost s miniaturami zminé&ného rukopisu
Chamse® a safijovskym od&vem obecng&.4
Av3ak co se od safijovského odévu ligi,
jsou turbany Solajména a Asefa (zejména
na dolnim vyjevu), jejichz bezvyhradny



ekvivalent se nepodafilo nalézt na Zddné
saffjovské malbé; snad jen turban s barev-
nym Sikmym pruhem prince Chusraua
na miniatufe z poloviny 17. stoleti vypada
podobné, i kdyz tvarova shoda je mozna
pravdépodobné nisledkem jiného dhlu
pohledu, nebot turbany té doby byvaly
mohutné&j$i.¥” Jako by tedy zatim vSechny
analogie naznadovaly spojitost se safijov-
skou malbou poloviny 16. stoleti a jediny
stin pochybnosti vrhaly turbany, jeZ nelze
jednoznaéné urcit. Vyslovit ohledné& datace
dila n&jaky zavér by viak bylo v této fazi
pred¢asné, nebot je tfeba pfihlédnout jesté
k technice lakované malby a jeji historii.
Diive se kratce zamé&Fme na rostlinny
ornament p¥itomny jak na dstfednim
panelu, tak na obou rdmech. Je patrné,
Ze vnitfni rdm se od vnéjstho v mnoha
ohledech 1igi. Kromé dosti riiznorodého
zpracovani inskripci jsou zde urcité kom-
poziéni rozdily, ty ale nemusi byt uréujici.
Vymluvnéjsi jsou p¥i dikladném zkouméni
znatelné odlidnosti v pojednani ornamentu
a jeho stylu. Pravé v tom je styl kresby jiny;
rostlinny motiv vné&jsiho rimu se vyznacuje
mnohem tenéi kresebnou linii, detailn&jsim
a jemné&j§im propracovinim s bohat3im
rozvétvenim rostlinnych dponki, Firsi
§kalou kvétt i barevnosti. Zaroveii se
ornament vnitintho rdmu stylové pfiblizuje
rostlinnému dekoru zakomponovanému
do centralniho panelu v jeho hornich
rozich vymezenych obloukem a trochu
i trinu Belqgis. Naopak zadni &elo trinu
Solajmanova odkazuje lehé&eji vyvedenou
arabeskou k rdimu vnéjsimu.

V. Umélecka technika lakované malby
Technika lakované malby nepat¥i mezi nej-
dtikladngji probadané oblasti islamského
uméni. Pfesto i pfi soufasném stavu védéni
lze jednoznaéné& konstatovat, ze lakovany
panel Solajmana a Belgis, kralovny ze Séby,
nezapadd mezi jeji typické ukazky.

Za dominium lakované malby, z tech-
nologického hlediska odligné od dalnévy-
chodni lakové malby,*® je moZno v rdmci
islamského svéta povazovat predeviim
Iran, na ktery pak v men3i mife navazo-
valo zejména Turecko a Indie. Kam sahajf
pocatky této umeélecké techniky, je pfedmé-
tem spekulaci, avsak Ernst J. Grube uvadi
v této souvislosti 13. stoleti.** Nicméné
nejranéjsi dochované ukizky jsou datoviny
do pozdniho 15. stoleti a jde o knizni desky
s motivem arabesky. Figurilni ndméty se
v tomto médiu objevuji aZ v 16. stoleti
a nésleduji vzory dobovych miniatur. Na
sklonku vlady Safijovct se za¢ina uplat-
fovat vliv evropského uméni, styl se tak
prométiuje, aZ v 18. stoleti lakovand malba,

stylov€ poznamenana zipadnim realismem,
prebird vadéi postaveni po upadajicich
miniaturich, aby doséhla svého vrcholu

v poloving 19. stoleti, v kadZarské é¥e.>

Ve svych pocitcich se lakovana malba
uplatiiovala zejména na kniznich deskach
zhotovenych z papiroviny, jez pfedstavo-
valy praktickou a rovnocennou nahradu
za puvodni desky koZené. Kdyz se viak
od 17. stoleti papirovina za¢ala uZivat i pf¥i
vyrob€& qalamddn (pouzder na pera), sandiik-
cheh (krabiCek), obalt na zrcadla a peceti,
technika lakované malby se spolu s médiem
roz§ifila i na tyto praktické objekty:.

AZ mimo tento hlavni proud lze pak
nalézt lakované malby zhotovené na dievé
a ve v&tsich rozmeérech, u nichz je jiz
mozno hledat jasngjsi paralely s panelem
z Nérodni galerie. Kromé& d¥evéného oblo-
Zeni pokoje z Aleppa, jez je soudasti sbirky
Museum fiir Islamische Kunst v Berling
a je datovano do raného 17. stoleti, jsou
publikovany piiklady lakovanych truhel,
panelt i dvefi, pfiéemz mnoho z nich
vykazuje v rizné mife urcitou stylovou
podobnost s nadim panelem, kdyz odka-
zuji k saffjovskému uméni. Mnohé z nich
byly datovany do 17. ¢&i 18. stoleti. Fehérvari
datuje Skinnerovy lakované dvetfe do druhé
poloviny 17. stoleti a zdroveii zmifiuje i jiné
lakované dvefte, u nichz jako dataci uvadi
pocatek 17. stoleti (napft. dvefe Walters Art
Gallery, Baltimore) ¢ konkrétné rok 1644
(dvere ve vlastnictvi Calouste Gulbenkian
Fundagéo, Lisabon) atd.™ U lakovaného
panelu z Lester Wolfe Collection uvadi
Grube prvni polovinu 17. stoleti.”> V tomto
vyc¢tu studif konkrétnich predmétti lakované
malby se pak mazZe jevit jako pfelomova
prace Evy Baerové, jeZz u lakované truhly ze
sbirky berlinského Museum fiir Islamische
Kunst v tvodu zmitiuje inskripci s uvede-
nym rokem 1609, u truhlice z Museum fiir
Angewandte Kunst v Kolin€ nad Rynem
pak rok 1610, av§ak v obou pi¥ipadech nako-
nec dochézi k z4véru, Ze malby pochézeji
z 19. stoleti a pouze stylové se pfidrzely
ran€jsich vzort nebo je kopirovaly, a to
i s uvedenim datace.” Lakovany predmét
stylové na prvni pohled odpovidajici safijov-
ské malb€& nebyl p¥edné na zikladé dtklad-
ného studia datovan jako safijovsky, nybrz
pozdgjsi. Tak se zde setkavame s relativné
neddvno rozpoznanym jevem oznafovanym
n&kdy jako pseudo-safijovsky styl, tedy
napodobou originalntho safijovského stylu
zhotovenou v pozdni dobé.

Niazory na pfesné vymezeni onoho
pozdniho obdobi se réizni. Dle Robinsona
jde o kadZarskou éru, zejména konec
19. stoleti ¢i pocitek stoleti dvacatého, ale
ne pozdg&ji nez 1925.% Grove Encyclopedia of
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Islamic Art and Architecture naopak hovori

o dobé€& ,od dvacétych let 20. stoleti déale.“>»
Mnohé lakované objekty na zaklad€ tohoto
poznatku zaslouZi pfedatovani a je otazka,
zda viibec existuji néjaké dochované lako-
vané malby na dfevé v saffjovském stylu,
jez by byly skute¢né& ze safijovské éry.’

Ze jde o stylovou nidpodobu, lze doloZit
jemnymi nuancemi stylu nebo anachro-
nismy a chybami ve vypracovani odévi,
dopliikd, popifipad€ i zbrani. Vratime-li se
nyni k panelu vyobrazujicimu Solajména
a Belqis, kridlovnu ze Siby, mtiZeme se na
zakladé obeznamenosti s historii lakované
malby, majice na paméti atypické turbany
a s ohledem na miru panelem vykazovanych
znamek stafi opodstatnéné domnivat, Ze
dilo je pfikladem pseudo-safijovského stylu.

VI. Zavér

Jde-li o tak zdafilou ukazku, jakou je panel
s ndmé&tem Solajmana a kralovny ze Saby,
neubira ji nikterak na zajimavosti, Ze p¥ed
sebou méame dilo relativné pozdni a vytvo-
fené ve stylu, jenZ napodobuje styl rané&jsi.
Spise naopak, jeho zvefejnéni s detailni
studif obohati doposud malo probddanou
oblast islamského uméni o nové poznatky.
Rozvinuti pseudo-safijovského stylu repre-
zentuje uréity historicky fenomén, ,typicky
pfiklad obrodnych tendenci v kadzarské
dobé&, v&domy pokus o vytvoFeni vizualni-
ho mostu mezi starov€kou irdnskou tradici
a jejich vlastnim svétem,“> jenz si zaslouzi
byt studovian a dokumentovén.

»Tento styl byl moznéa odvozen od safi-
jovského, ale nejde o Zadnou otrockou
parafrazi a (styl) vykazuje ur€ité originalni
a individualistické vlastnosti.“*® Pravé to
presvédcivé doklada predstavované dilo,
které lze brat jako ukazku jednoho z vyts-
téni po staleti se rozvijejici tradice perskych
miniatur, kdy napfiklad v zaobleni hor
v pozadi do podoby zvifecich hlav umé-
lec vypracovava do dtsledku to, co persti
mali¥i pfedznamenali, nikdy v§ak neusku-
te¢nili vice nez v ndznacich.

Autora bohuZel neni mozno uréit, aviak
Ize vyslovit domnénku, Ze se na vzniku
dila podileli malifi dva, coZz se uvadi
jako mozn4 praxe.”® Tomu by odpovidala
uvedena stylova odli§nost v ornamentu
a inskripci vné€jstho rdimu. Ten mohl byt
i dodédn az posléze, pro coz by hovofila
i mirné odligna textura dfeva pfi pohledu
z rubu. Vzhledem k tomu, Ze i uvnitf¥
centrilnfho panelu maji rostlinné motivy
rozdilny charakter, a ornament tak vyka-
zuje jistou nekoherentnost, zd4 se, Ze
mali¥ vnéjsiho ramu mohl nepatrné zasah-
nout i do ornamentu centralniho panelu
ve snaze o stylové sladéni, av3ak to se jiz
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dostavame na pole spekulaci. Stejné tak
mohl jeden autor, cht&je napodobit rané&jsi
ornament, sviij styl modifikovat. Byl-li by
panel ptvodné bez vnéjstho rimu, mohl
predstavovat panel dveti, ale mnohem prav-
dépodobnéjsi je, ze dilo bylo od poéatku
zamysleno jako dekorativni tablo postrada-
jici prakticky tcel.

Co se konkrétnéjsi datace tyka, je
nezbytné vzit v tivahu doloZenou inspi-
raci v miniaturdch Nizdmiho Chamse §dha
Tahmiaspa. N4§ autor se s miniaturami
rukopisu mohl setkat jiz prostFednictvim
jinych, vice ¢ méné& vérnych kopii, které
zmitiuje Binyon, bohuzel bez udani kon-
krétnich piikladii.®® Teoreticky nelze vylou-
¢it ani pfimou inspiraci. V obou pi¥ipadech
je tfeba tazat se po historii rukopisu.

Dostupné informace jsou v tomto ohledu
jen utrzkovité, ale jevi se, Ze od doby
vzniku aZ do 19. stoleti byl souéasti kra-
lovské sbirky.®* Kolem roku 1825 byly jesté
v ramci kadzarské sbirky dodany nové
lakované knizni desky a nedlouho poté,

v roce 1827-1828 Fatht -‘Ali $ah daroval
rukopis Chamse jedné ze svych Zen, Tadz
al-Davle. Poté se dilo dost4va v roce 1880
do sbirky British Library,®? kde je v osmde-
satych letech 19. stoleti katalogizovéno.®
Uvazujeme-li tedy o pifimé konfrontaci na
ptdé Iranu, musela by se odehrat v rdmci
kralovskych sbirek a pravdépodobné

v 19. stoleti, do roku 1880. Panel se v3ak
svym stylem a formou li3i i od pseudo-
-saffjovské produkce té doby.* Naopak se
zda pravd€podobnéjsi pozdé&jsi vznik, a to
nejspi§ prostfednictvim publikovanych
reprodukei miniatur.

Poprvé konkrétni miniatury uvedené jako
inspira¢ni zdroj panelu publikoval prav-
dépodobné F. R. Martin v roce 1912, ale
pouze v ernobilé verzi, coZ by vysvétlilo
kompozi¢ni podobnost, ne uz podobnost
barevného FeSeni, jak je patrno zejména
na baldachynu horniho vyjevu. Barevnych
reprodukci se miniatury uvedeného ruko-
pisu dockaly aZ v roce 1928.%

Datace panelu do pozdnich dvacatych &
tficatych let 20. stoleti by tak vysvétlila jis-
tou davku formaélni specifi¢nosti dila, jez se
jevi v uréitych aspektech pfece jen odlisné
od publikované kadzarské produkce lako-
vané malby, a to i pseudo-safijovského
stylu. Z4roveii nabyti dila a jeho pfevezeni
do Ceskoslovenska se v t¥icatych letech
zd4 nejpravd€podobnéjsi, nebot praveé v tu
dobu byl kontakt s Irdnem relativng inten-
zivni.

Lakovani dila v pseudo-safijovském
stylu mohla v éfe pahlavské odpovidat
dobové tendenci obnovit ndrodni uvédo-
méni odkazy na slavné epochy v historii



statu. PfestoZe za hlavni vzory byla pova-
Zovéna pfedislamsk4 impéria, inspiraci 1ze
pozorovat rovnéz v saffjovském uméni.”’

V mali¥stvi se nové kulturni ideologie pro-
jevila mimo jiné pozadavkem na zavrZeni
kadzéarského stylu, a tak lakovana malba,
stojic mimo hlavni pozornost a aniz rozviji
styl novy, pokraduje v imitaci stylu safijov-
ského.®

Pozndmky

1 Réda bych vyjadfila hluboké podé&kovani
osobdm, bez jejichz pfispéni a dobré ville by
studie nemohla vzniknout & by pfinejmensim
nedospéla do pfedlozené faze. Jsou to
zejména PhDr. Zdenka Klimtova, kuratorka
Sbirky orientdlniho umén{ Narodni galerie

v Praze, prof. PhDr. Michaela Soleiman pour
Hashemi, CSc. a Ing. Mgr. Mohammad Esmaeil
Soleiman pour Hashemi, jim# vd&&im za velmi
ochotnou pomoc s transkripcemi perskych
napist, a déile pak kolektiv kuratord z Middle
Eastern Section Victoria and Albert Museum

v Londyné.

2 Panel vyobrazujici Solajmana a Belqfs,
kralovnu ze Saby (Vm 2192) zakoupila Narodni
galerie v Praze ze soukromé sbirky v roce 1961.
Dilo bylo od té doby vystaveno tfikrat: ,Perské
koberce”, Belveder, Praha 1971; ,Perské koberce®,
Hrad, Bratislava 1972; ,Hory a feky bez konce*,
Narodni galerie v Praze, Praha 1996. Fotografie
panelu byla publikovéna: Lucie Borotova,

»Report from Europe. Czech Republic¥, Oriental
Art 2, 1994, s. 57-60 (60, obr. 10).

3 Dle textury dfeva a b&Zzné praxe perské
malby jde pravdépodobné o Platanus orientalis
(v perstin€ lendr).

4 Konkrétné vnitfni panel se samotnym

vyjevem méfi 100,5 x 28,5 cm, vnitfni rim ma
§itku 5,5 cm po celém obvodu, vnéjsi rim ma
§itku 9,5 cm po celém obvodu. Vnéjsi rohy
panelu jsou obloZeny listami o tloustce 0,75 cm,
jez na vysku méfi 33 cm a na 3itku 20 cm.

5 Zde je nutno konstatovat ¢asto nespravné
uZivanou terminologii, na niZ v anglickém
jazyce upozornil jiz Ernst J. Grube a jez se
bohuzel promita i do edtiny. Je zapfi¢in€na
pravdépodobné chybnou asociaci islamské
lakované malby s &inskou lakovou malbou, od
niz se viak zasadné& 1i§i zpisobem zhotoveni,
coz doklada i autonomni ptivod a vyvoj.
Technika uzivana v islamském uméni neni tedy
malba lakem na podkladovy material, nybrz
spoéiva v malovani temperou & vodovymi
barvami na lakem o3etfeny podklad a nisledném
pfelakovani prisvitnou vrstvou. Ernst J. Grube,
»A Lacquered Panel Painting from the Collection
of Lester Wolfe in the Museum of the University
of Notre-Dame*, in Orientalis Hispanica I, eds.

J. M. Barral - E. J. Brill, Leiden 1974, s. 376-397
(376).

6 Sa‘diho ghazal &. 629 (vpravo) a transkripce
ver§ld na ramu panelu (vlevo, étené z pravého
horniho rohu).

L_g‘)‘)bouhwwtguilu“_xuidg

G3e byl ) 4l b Gl Sl

G508 x IS BN aln
o238l (s> (5928
A R SO s
sale a8 (58 A Gl (b ay
& Sihas Cua g )l e e 58
A nle Ol Sl o s

G5 o s S ) sl aS
(B (5 93 S i sl V)
S35 B e ) Jie s ol 4
Oste iy (gl (gl jgdan
50355 KR gl ol o e
o) sl Bde Glae 0 s
R O AL Hu iy g aly
Dl 5 e GR3le S Y
SR o 5 e e Al
S lS 5L laey ol o
sl e b A yu o
P.‘..'I.'\S R Caala L'J‘L.i::_".ﬁb._;
Gsa 2 b Jlaial dia 548
_')§_p Cue 53 S 51 aS ) Gl Jlaa
S B 5 el g) s 1 S0

Gse b Sie Land b o) Cul
JRRJPPCH JEA- BT QRTREN
650 b el K s aily
i3 8 Ol 2 4S o i

S s 50 s
sale 48 o St A pd 4y
S Chua g ) dila e g8
A xS o4
SOl s s Jabglas
(s 5550 S 5 61 Y
S35 8 e ) Jie sah Il 4y
Lg'i_)_‘.)’aalgth“ﬁ)ﬁi_)ejd%
5005 ol ) ol e as
2 ) 8l Ble Glae )2 e
658 (on 488 Hus a0 Al
Shssn 5 dsmen shile SV
Ssin 3 i ien e S
AL ibenglae,y ol 2
Gsale e LAy w00
‘aﬁﬁsgn@njugugﬁll‘_j

G5y b Jial xia 15 48
Rgd G ga S 5 a8 )l Jlas
SR 5 (add () G 2 Sy

Bulletin of the National Gallery in Prague XXII-XXI11/2012-2013

141



7 Sa‘diho ghazaly maji 4 ¢4sti: Tajjibat, Badaji’,
Chavitim a Ghazalijjati Qadimah. Ghazal €. 629
nalezi do ¢dsti Chavatim. P¥ekladu Sa‘dtho
ghazalil se vénoval Lucas White King, aviak za
svij Zivot stihl pfelozit pouze basné z prvnich
dvou &asti. Své rozsahlé prekladatelské dilo tedy
skonil u sonetu €. 600. Prvni dvé &asti byly

v letech 1925 a 1926 publikovany v prekladu ve
dvou svazcich pod nazvem The Odes of Sheikh
Muslihw’d-din Sa‘di Shirdazi.

8 Velmi obdobné zpracovani nalezneme
napiiklad i na n&kolika perskych lakovanych
dvefich. Srov. G. Fehérvari, ,A Seventeenth-
-Century Persian Lacquer Door and Some
Problems of Safavid Lacquer-Painted Doors*,
Bulletin of the School of Oriental and African Studies
XXXII, 2, 1969, s. 268-280, obr. I, V, VII, VIII,
XI.

9 Vers, jehoz autorem je pravdépodobné ‘Attdr

oy 2

Nisdpiri, zni:
Olose 23S Hh Cada dad b (lagls

10 ,Projev zdvofilost a sestup, neb tento dém
je i tvhj.“ Pfeklad Henry Wilborforce Clark,
korekce Behrouz Homayoun Far. Hafez Shirazi.
Ghazal of Hafes Shirazi, Calgary 2001, s. 70.

11 Robert Irwin, Arte Isldmico, Madrid 2008,
s. 188.

12 Oleg Grabar - Mika Natif, ,Two Safavid
Paintings: An Essay in Interpretation“, Mugarnas
XVIII, 2001, s. 173-202 (173).

13 Oleg Grabar, Mostly miniatures: an introduction
to Persian painting, Oxford 2000, s. 133.

14 Grabar - Natif (cit. v pozn. 12), s. 187.

15 Grabar (cit. v pozn. 13), s. 132-133.

16 Alexandre Papadopoulo, Islam and Muslim
Art, London 1980, s. 97.

17 1bid, s. 101.

18 1bid, s. 96.

19 ,Na rozdil od buddhistického &
kiestanského svéta se v perském malifstvi
nevyvinulo to, co bychom mohli nazvat
niboZenskymi d&jinami v obrazech. Prvky
takovychto dg&jin lze najit tu a tam, av3ak
neexistuji v takovém mnozstvi jako v Evropé
nebo Indii. Naopak je mozné, Ze perské
malifstvi, obdobné jako ¢inské maliFstvi po
dynastii Sung, pocitovalo vliv ur¢ité mystické
zboZnosti, a proto odridzi ndbozenstvi méné

v tématech a vice ve zptisobu vyjad¥ovani.“
Grabar (cit. v pozn. 13), s. 95.

20 ,Kfrestané piijimali Salomouna nejen jako
proroka a pfedka JeziSova, jak jej znazortiovali
na zdpadnich pracelich velkych chramu, ale
rovnéz jako symbolicky obraz Krista, zatimco
kralovna ze Saby se stala symbolem kiestanské
cirkve, eklézie.” Vera K. Ostola a Nobuko
Kajitani, ,Two Riddles of the Queen of Sheba*,
Metropolitan Museum Journal VI, 1976, s. 73-103
(78).

21 Pro podtrzeni vjznamu dé&jisté€ pib&hu

je tfeba uvést, Ze Kordn obdivuje vjznamné
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stavitelské poéiny jinych kultur, aviak

vétsinou hned upomina na jejich zniceni,

a tim podlehnuti vili BoZi, jako by se snad
skrze tato vyjimeéna dila lidé odvazili soupefit

s Bohem a museli byt potrestani za svou
troufalost (89,5-11). Zaroveii upozoriiuje i na
ur¢itou marnost lidského snazeni v uméni

(26, 128-129). Potom se v3ak zjevuje Solajman,
jenz jako by byl zplnomocnén samotnym
Bohem, jsa jednim z jeho prorokd, o&istit
jméno uméni a architektury, tvoii jakysi pfedél
mezi mytickymi, ale pohanskymi stavbami

a novou architekturou zasvécenou jedinému
Bohu. Podle islimu tak Solajman zahajil
tendenci, kdy vyznam kultury dokumentovaly
dokonalé a uchvatné stavby, jejichz stavitelé byli
reprezentanty kultury.

22 ,Salomoun pak stal se dédicem Davidovym
a pravil: ,Lidé, byli jsme naudeni feéi ptactva

a byli jsme zahrnuti véci viech hojnosti. A véru
je toto zjevné dobrodinil* A shromazdila se

u Salomouna vojska jeho z d%inti, smrtelniki

a ptakt a vdichni po oddilech kradeli.“ (preklad
Ivan Hrbek) (27, 16-17). Jina sira zase pfisuzuje
Solajménovi moc ovladat vitr a vichfici (21,
81-82).

23 A zdrZel se dudek nepiili§ dlouho a po
pfichodu pravil: ,Zjistil jsem néco, co ty sim
dosud nevis, a pfichazim k tob& ze Saby se
zvésti jistou: shledal jsem, Ze nad ni Zena
vladne, jez byla obdafena v&cmi viemi a trinu
mohutného je majitelkou; a shledal jsem, Ze ona
i lid jeji se Slunci misto Bohu klani; Satan pak
okraslil pro né jejich po&inani a svedl je z cesty
pravé, takZe nejsou vedeni spravné a Bohu se
neklani, jenZ tajemstvi nebes i zemé& odkrjva

a dobfe zn4, co skryvite i co davéte najevo
vefejné, a Bih - neni bozstva kromé& Né&ho - je
triinu nesmirného Panem!"“ (pfeklad Ivan Hrbek)
(27, 22-26).

24 Lassner v této souvislosti upozoriiuje jesté
na tzv. trinni vers, jenz vysvétluje ,veliky Tran“
jako ten, jenz ,saha pfes nebesa a zemi.” (2, 255)
25 ,[Salomoun] fekl: ,Shromazdéni, kdo z vas
mi pfinese trin jeji, d¥iv nez ke mn€ pfijdou
odevzdani do vile Bozi?* I Fekl jeden ifrit

z dzind: ,J4, j4 pfinesu ti jej, dfive nez zvednes
se z mista svého. A véru jsem k tomu silny dost
i spolehlivy.‘ Pak fekl ten, u n€hoz bylo védéni
z Pisma: ,J4, j4 ti jej pfinesu, dfive nez pohled
tvllj se k tobé& vriti!* A kdyZ uvidél Salomoun
triin postaveny pfed sebou, pravil: ,Toto pochazi
z laskavosti Pdna mého, aby mne vyzkousel,
jsem-li vd&ény ¢i nevd€ény. Ten, kdo je vdéény,
je jim pro vlastni dusi svou, v3ak ten, kdo
nevdé&ény je... a Pan muj sobé&staény je i st&dry!*“
(preklad Ivan Hrbek) (27, 38-40).

26 ,A bylo ji fe€eno: ,Vstup do paléace!’

A kdyz jej spatfila, domnivala se, Ze je to plocha
vodni, a vykasala si 0odév az k Iytktim svym.

I ¥ekl Salomoun: ,To je jen palac k¥istalem
vydlazdény.’ Zvolala: ,Pane muj, sama sobé&



jsem ukfivdila, avak nyni se odevzddvam spolu
se Salomounem do viile Boha, Pana lidstva
veskerého.”” (pfekl. Ivan Hrbek) (27, 44)

27 Jacob Lassner, Demonizing the Queen of Sheba:
Boundaries of Gender and Culture in Postbiblical
Judaism and Medieval Islam, Chicago 1993, s. 39.
28 Oliver Leaman, Islamic Aesthetics: An
Introduction, Edinburgh 2004, s. 132.

29 Leaman dile v tomto ohledu vyzdvihuje
vyznam imaginace, jez pfispéla k Belgisinu
propojeni oné konkrétni udalosti v pFitomnosti
s minulosti i budoucnosti. Ibid, s. 135.

30 Valérie Gonzalez, Beauty and Islam: Aesthetics
in Islamic Art and Architecture, London 2001,

s. 33-390.

31 1hid, s. 27.

32 Lassner (cit. v pozn. 27), s. 59.

33 1bid, s. 111.

34 Gonzalez (cit. v pozn. 30), s. 29.

35 Lassner (cit. v pozn. 27), s. 191.

36 Ibid, s. 187-201.

37 1bid, s. 58-59.

38 ,Nebot jakmile vyslovil toto jméno
(mocné jméno Bozi), skupina andéla seslanych
Bohem se prokopala tunelem z Jemenu

a dopravila symbol jeji moci na Proroktv dvir
v Jeruzalémé.” Ibid, s. 107.

39 Rami, The Mathnawi of Jaldlu’ddin Rimi,

ed. Reynold A. Nicholson, IV, Cambridge 1925,
vers 903-904.

40 Ibid, vers 878-879.

41 Grabar - Natif (cit. v pozn. 12), s. 173.

42 Bernard O'Kane, ,Rock Faces and Rock
Figures in Persian Painting®, Islamic Art IV, 1991,
S. 219-245 (219).

43 Zakariyyd' Qazvini, Athar al-bilad w’akhbar
al-ibad, Beirut 1969, s. 347; O'Kane (cit. v pozn.
42), s. 219.

44 1bid, s. 227.

45 Srov. Srov. Chusrau a Sirfna v noci

v zahradg&, Nizdmiho Chamse $4ha Tahmaéspa
(Or. 2265, fol. 66v).

46 Layla s. Diba, ,Clothing X. In the Safavid
and Qajar Periods, Encyclopedia Iranica V, 8,

s. 785-808; Joseph M. Upton, ,Notes on Persian
Costumes of the Sixteenth and Seventeenth
century”, Metropolitan Museum Studies 11, 2, 1930,
S. 206-220.

47 Abolala Soudovar, Art of the Persian Courts:
selections from the Art and History Trust, New York
1922, s. 294, obr. 122.

48 Isldmskd lakovd malba, kat. vystavy,

ed. V. Stivinov4, Teplice 1982, s. 3-4.

49 Grube (cit. v pozn. 5), s. 377.

50 Eastern Lacquer, kat. vystavy,

ed. B. W. Robinson, London 1986, s. 4.

51 Fehérvari (cit. v pozn. 8).

52 Grube (cit. v pozn. 5), s. 397.

53 Eva Baer, ,Traditionalism and Forgery:

A Note on Persian Lacquer Painting®, Atribus
Asiae LV, 3-4, 1995, s. 343-379.

54 Eastern Lacquer (cit. v pozn. 50), s. 7.

55 Grove Encyclopedia of Islamic Art and
Architecture, 11, ed. Jonathan M. Bloom - Sheila
S. Blair, Oxford 2009, s. 412.

56 ,Drivéjsi autofi pfedpokladali existenci
jinych typt lakovanych pfedmétt z doby

§aha ‘Abbése (995-1038/ 1587-1629) a pozdé&ji;
patii sem obaly na zrcadla, pouzdra na

psaci pera, men3i truhlice, desky a dvefe.
Datace mnoha t&chto pfedmétt ted zasluhuje
pfedatovani, vzhledem k tomu, co nyni vime

o velmi aktivni $kole ,archaizujicich’ malifd

v Isfahanu ve 13. aZ 14. stoleti / 19. a 20. stoleti.”
L.Diba, ,Lacquerwork®, in The Arts of Persia,

ed. R. W. Ferrier, London 1989, s. 243-254 (243).
57 Baer (cit. v pozn. 53), s. 373.

58 B. W. Robinson, ,Qajar Lacquer®, Muqarnas
VI, 1989, s. 131-146 (s. 143).

59 A Survey of Persian Handicraft, ed. Jay Gluck
a Sumi Hiramoto Gluck, Tehran 1977, s. 382.

60 Laurence Binyon, J. V. S. Wilkinson a Basil
Gray, Miniature Painting, London 1933, s. 113.

61 Laurence Binyon, The poems of Nizami,
London 1928, s. 2.

62 1Ibid, s. 1.

63 Priscilla Soucek - Muhammad Isa Waley,
»The Nizami Manuscript of Shah Tahmasp:

A Reconstructed History“, A Key to the Treasure of
the Hakim. Artistic and Humanistic Aspects of Nizami
Ganiavi‘s Khamsa, ed. Johann-Christoph Biirgel
- Christine van Ruymbeke, Leiden University
Press 2011, s. 200.

64 Srov. napf. Robinson (cit. v pozn. 58),

s. 140, obr. 14.

65 F. R. Martin, Miniature Painting and Painters
of Persia, India and Turkey from the 8th to the 18th
Century, London 1912, II, obr. 132 a 140.

66 Binyon 1933 (cit. v pozn. 60), obr. VI, XIV.
67 Keelan Overton, ,From Pahlavi Isfahan

to Pacific Shangri La: Reviving, Restoring, and
Reinventing Safavid Aesthetics, ca. 1920-40,
West 86th: A Journal of Decorative Arts, Design
History and Material Culture IX, 1, 2012, s. 61-87
(61); Talinn Grigor, Building Iran: Modernism,
Architecture, and National Heritage Under the Pahlavi
Monarchs, New York 2009, s. 147.

68 A Survey of Persian Handicraft

(cit. v pozn. 59), s. 379-382.
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Tibetské thangky
- obrazy s pribé¢hem

LENKA GYALTSO

Lenka Gyaltso,
kurdtorka
Ndrodni galerie

v Praze, zaméruje
se na tibetské
umeéni.

Uvod

Podle tibetského buddhismu slouZi vét-
§ina buddhistického uméni jako podpory
(tib. ten), tedy fyzicka zpodobeni a zt&lesné-
ni osviceného té&la, promluvy a mysli. Do
skupiny ten patii vétsina tibetskych obrazi,
thangk, soch, stip a spist. Tyto posvatné
pfedméty museji byt ritudlné posvéceny
obF¥adem (tib. ragnd), aby mély spravny aéi-
nek p¥i ndboZenské praxi.:

Vyroba thangky byla spojena s vytvire-
nim z4sluh pro dalsi Zivot. Proto ve&tsi-
nou duchovni uditel radi Tibetandm pro
odstranéni fyzickych & psychickych pre-
kaZek nebo pro dlouhy a zdravy Zivot dat
namalovat thangku.? Vybira se vzdy boZstvo,
které nejlépe odpovida situaci a potfebam
konkrétniho ¢loveéka. Pfedpoklada se, Ze
ten bude po vytvofeni posvitného obrazu
provadét recitace a modlitby k pfislusnému
bozstvu.? Thangky malované kvili dmrti
pfibuzného nebo nékoho blizkého (tib. kje-
tag) maji zajistit podminky pro tastné
znovuzrozeni neboztika, a proto se maluji
brzy po jeho smrti, tedy do sedmi tydnt,
kdy jesté bloudi v bardu.* Lamové urcovali
vhodné boZstvo po porad€ s buddhis-
tickymi astrologickymi texty nebo podle
povahy zemfelého.’

Thangky se pouZivaji také jako pomticka
pro vizualizaci pfi meditaci, nosi se v pro-
cesich lamt pfi vyznamnych obfadech,

v druzin€ nevésty a pii pohfebnim pri-
vodu.® Obrovské thangky, asto vytvofené
technikou aplikace, se na zvlastnich
konstrukcich vyvésuji v klasterech nebo
v jejich blizkosti pfi piilezitosti uréitych
svatkd.
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Co je thangka

Thangka je oznaleni tibetského z4vésného
obrazu s niboZenskym niamétem. Slovo je
odvozeno od thang jig, coZ oznacuje zpra-
vu & nékres. Thangka znamena v prekladu
takové malby oznacovény réiri nebo ririmo
¢ili malba na bavlnéném platné. Vyraz byl
podobny sanskrtskému oznaéeni pata.”
Thangky mohou byt malované, tisténé,
vy$ivané nebo vytvorené technikou aplika-
ce.® Tradi¢né€ se maluji minerdlnimi barvami
na platno (nejéastéji bavinéné nebo Inéné).
Technika pfipomina kva, nebot podklad
tvofi smés kiidy a klihu ¢i lepidla. Platno
se napne do rdmu, ktery miZze mit malif

v kling, opfeny pfed sebou nebo zavéseny
ze stropu. Nejdfive se uhlem nebo dnes

i tuzkou nagrtne schéma obrazu a kompozi-
ce se vytvaii za pomoci pravitek a kruzitek,
nebot je tfeba dodrZovat pfesné rozméry

a proporce postav. Poté se jednotlivé plochy
vypliiuji barvami, pfi¢emz se postupuje
velmi tsporn€. Aby se barva nemusela
michat znovu, vyplni se vZzdy vSechny plo-
chy s konkrétni barvou, napiiklad nejdiive
viechny modré, pak zelené, bilé, Cervené
atd. Poté se mali¥ské plocha vétsinou jemné&
seSkrabe, aby se odstranily rozdily v konzis-
tenci, hustoté a struktufe barev michanych
z odlidnym pigmentd.® N&ktefi umélci pak
piistupuji k stinovéani jednotlivych pFed-
méth & ¢asti téla hlavni postavy, pouZivaji
mokrou nebo suchou techniku. Nakonec

se dopliiuji zlaté detaily a obtahuji obrysy.
Ziavéretny krok pfedstavuje naneseni barev
na obli¢ej hlavniho boZstva a namalovani
jeho o¢i, &imz se ,,0¢i“ thangky oteviraji.



Pokud jde o Zivotopisnou nebo his-
torickou thangku, ozna&uji se jednotlivé
postavy nebo vyjevy struénymi popisy
v drobném zlatém pismu. Pro spravné
provedeni a thledny rukopis se tento krok
né€kdy svéfuje pisafi nebo lamovi.° Jest&
pred sundanim thangky z rimu se na zadni
stranu napiSe mantra nebo mantry. Na Celo,
hrdlo a srdce kazdé hlavni postavy se pisi
slabiky OM AH HUM, které predstavuji
osvicené t&lo, fe¢ a mysl, jimiz se postavy
pii posvécent naplnily. Ve zvlastnich pfipa-
dech se pouzivaji na danych mistech i jiné
slabiky.** Malbu ohrani¢uje Eerveny pruh,
ktery slouZi jako voditko pro vyfiznuti
obrazu z rimu, a nakonec se thangka vsije
do brokatové bordury. Po dokonéeni dila
nisleduje jakési zbozné ob&tovani, urdity
druh nabozZenského vyplaceni (tib. lujon),
které dovoluje patronovi uvést posvatny
obraz do jeho nového domova.

Malifi thangk byli vét§inou b&zni Femesl-
nici, ¢asto §lo o zboZné laiky pochizejici
z mali¥skych rodin. Tibetskd pojednani
a preklady ze sanskrtu popisuji ritudlni
kroky a vizualizace, které doprovazeji
malbu uréitych obrazt. Tyto metody jiZ ale
dodrZuje jen mélo umélct. Presto tibetsky
buddhismus poZaduje, aby umélci byli
zasvéceni do tanter'? alespori ve forméalnim
smyslu. Podle vadgrajdnového buddhismu
kazdy umeélec, ktery zobrazoval boZstva
naleZejici ke ¢tyfem tiidam tanter, musel
byt ritudlné zasvécen (tib. wangkur) do
kazdé z t&chto trid.»

Thangky maji podle pravidel tantrické
literatury obdélnikovy tvar. Umélci se viak
pii jejich tvorb& nedrZeli pfedpisti o rozmé-
rech prili§ prisné. Dnedni thangky jsou sice
vétsinou obdélnikové, ale star3i byly spise
&tvercové, napiiklad thangky z krilovstvi
Guge nebo z centridlntho Tibetu.* Dne3ni
thangky se od té&ch starsich 1isi i bordurou,
nebot maji malbu lemovanou textilii ze
vSech stran, podle star§ich zpriv byly lemy
pouze na spodni &asti thangky. Staré paty
ze zapadniho Tibetu, pFesnéji z Guge,
borduru nemély nikdy.

Plocha malby (tib. melong &ili zrcadlo) tedy
postupem ¢asu dostavala obdélnikovy cha-
rakter a byla lemovéna textilni bordurou
ze viech stran. Na borduru se misto bavlny
zaCalo pouZivat pouze hedvébi, vétsinou
¢inské, které barevné ladilo s malbou.
Malba byla jesté lemovana dv€ma prouzky,
jez byly &asto ze Zlutého nebo ¢erveného
hedvabi (tib. ad%a, ad%ama mar, ser neboli
Cervend a Zlutd duha). Symbolizuji duhu
jako nebeské svétlo vyzarujici z obrazu.
Tim ma byt znidzornéno, zZe malba je odra-
zem vzdailenych nebeskych sfér a predava
bozskou z4fi.” Na spodnim okraji thangky

je pfesné uprostied ¢tverec drazsi hed-
vabné tkaniny jiné barvy. Tento Gtverec ze
zvlast jemné tkaného brokatu predstavuje
uréitou ,branu*, tedy vchod do zobrazené
jiné dimenze, dvitka thangky (tib. thanggo),
ktera ¢asto zdobi motiv drakil jako sym-
boliky sféry kosmickych vod. Na hornim

a dolnim okraji bordury thangky jsou malé
valeCky (tib. thangsing). Horni je uz3i a lehdi,
dolni siln€&j31 a t&231, vétsinou zakondéeny
dvéma dfevénymi ,knofliky“ (tib. thangtog)
zdobenymi stfibrem nebo mosazi.’® Po celé
délce pokryva thangku ochranna rouska

(tib. Zalkhdb). Byva z jemného Cerveného
nebo Zlutého hedvibi a je nasitd v drovni
horniho vile¢ku. Chrani thangku pred
poskozenim, je-li svinuté, a p¥ed koufem
obé&tnich maslovych lampicek, je-li vysta-
vend v chramu nebo nad domacim oltid¥em.
Pfes rousku visi dva prouzky z erveného
nebo Zlutého hedvabi, siroké kolem dvou
centimetr (tib. lungnin) a nasité v horni
Casti thangky. Odkazuji k dobam, kdy se
thangky pouZivaly ve stanech a bylo nutno
je pfivazat, aby byly uchrianény pfed narazy
vétru.” Dalsi dva prouzky slouZi pro sva-
zani svinuté thangky.

Svinutd podoba obrazu byla velmi
praktickd pro cestovani. Potulni lamové,
uditelé manipa nebo mani lamové, byli laiéti
uditelé nebo mnisi ¢ mnisky ringmapoo-
ské nebo kagjiipovské tradice, kteti zasvétili
svij zivot §ifeni mantry mani (tedy ém mani
padme hiim). Vychazeli z tibetské tradice
vypravéni piib&htl a zpivani pisni, ale prvni
doloZené zminky o mani lamech jsou az ze
13. stoleti.’® Na thangkdch ilustrovali pii-
béhy, které prednaseli, a §ifili tak lidovou
tradici i ndboZenstvi. Jejich tématy byly
napiiklad pfichod kralovskych nevést do
Tibetu (manZelky krile Songcan Gampa),
zobrazeni tibetskych klasterd, prvni kra-
lové, buddhové, bodhisattvové, ochranni
boZstva, zakladatelé jednotlivych $kol,
jejich ucitelé a nasledovnici. Zéklad tvofilo
tfi sta ikon, série o svétcich, arhatech, pii-
béhy z Buddhovych minulych Zivott nebo
mandaly.”® Tento druh pisn€ byl odvozen od
zvlastniho oddilu posvitné literatury, chva-
lozpé&vi &i vzyvani. Svétec byl oslavovin
v kazdém versi kratkou zminkou o nejpo-
zoruhodnéjsich Zivotnich epizodéch, vizich
nebo zazracich, a n€které thangky tak byly
pFesnymi ilustracemi k témto chvalozpé-
vim.*

Mistni vladci ve starém Tibetu cestovali
po kraji a tabofili ve stanech. Podobny
nomadsky zivot vedli i mnisi, ktefi si brali
na cesty vie potfebné, napiiklad pfenosné
olta¥e a svitkové obrazy, které slouzily
misto nasténnych maleb.? Kdyz zacalo
vznikat vice klasterd, thangky dostaly své
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misto i ve vnit¥nich prostorach budow.
Casem se svitkové obrazy staly néabo-
Zenskymi vytvarnymi dily, kterd slouZila
k vykladu uéeni a uctivani.?

Na thangkdch se zobrazovala boZstva
a postavy tibetského buddhismu. MtZeme
je rozdélit na Sest obecnych tematickych
okruhi - osvicené bytosti (buddhové,
bédhisattvové a guruové),? jidamové (osobni
meditaéni boZstva),* dharmapdlové (ochranci
udeni),” zobrazeni uleni (Kolo Zivota,
zobrazeni 1ékafskych tanter, symbolické
obétiny péti smysld atd.), mandaly a stipy?°
a jantry.”

Do skupiny osvicenych bytosti patfi
Buddha Gautama, zobrazeni scén z jeho
Zivota nebo pfedchozich Zivotll, vyobrazeni
jeho zaka, vyznamnych postav buddhis-
tické nauky a scén z jejich Zivott (tib. nam-
thar). Malby oduSevnélych postav kuten
se déli podle toho, zda vyjadfuji urcity
Casovy ramec. VEt§ina dé&je thangk je zasa-
zena do krilovstvi nad oby¢ejnym prosto-
rem a ¢asem, napiiklad do istych zemf ¢&i
buddhovského prostoru, a ztélesiiuji tak
byti a bezprostfedni pfitomnost.?® N&které
kompozice se naopak snazi zachytit epi-
zody ze Zivota dané osobnosti a zasadit
udalosti do historické ¢&i legendarni minu-
losti. Jde o ,narativni malby*. Né€které nara-
tivni thangky zobrazuji fadu vyjimeénych
okamzikt v Zivot& osvicené bytosti nebo
svétce, jde tedy o ,Zivotopisné malby*.
Patii k nim napiiklad dvanict velkych ¢int
Buddhovych, dalezité udalosti ze Zivota
tibetského mistra Milardpy a legendarniho
krile Gesara z Lingu. Jiny typ narativni
thangky je zobrazeni pfib&ht z fady minu-
Iych zivot né&jaké velké osobnosti, jako
jsou dZdtaky (tib. kjerab) ze Zivota Buddhy
Gautamy. Narativni malby se mohou
malovat jednotliv€ nebo jako série, kazda
zpracovavé jednu nebo nékolik udélosti.
Jednotlivé epizody od sebe byvaji odd€leny
uréitou zdi, hranici nebo volnymi misty
v krajin€. K dal3imu typu kompozice patii
zobrazeni nabozenskych postav v obec-
ném aspektu v €isté zemi. Nejjednodussi
z t€chto kompozic mi jednu postavu
uprostfed na rtizn€ sloZitém pozadi, ale
mutZe se skladat i z mnoha ndboZenskych
postav. Jeji podoba je dina ikonograficky,
ale v urcitych p¥ipadech dochazi na pfani
patront k dpravdm.°

Uspotadani postav na thangkdch je pfesné
déno. Kolem hlavni postavy se nachazi
doprovod mensich postav. Nékteré malby
maji viechny figury stejné velké, napiiklad
osmdesat Ctyfi siddhi, tficet pét buddhi,
Sestnéct arhatii, mohou vak byt kombi-
novany i s hlavni postavou nebo jinymi
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skupinami. Osmdesat &tyti mahdsiddhi
muze byt namalovino kolem centralni
postavy adibuddhy VadZradhary. Sestnict
arhatii mtiZze byt zobrazeno kolem Buddhy
Gautamy, jeho dvou z&kt Sariputry

a Maudgaljdjany a dvou spoleénikt arhati,
Chua-3anga a Dharmataly, a ¢ty lokdpdli.
Padmasambhava® pFedstavujici nirmdnakdju
se objevuje ve trojici se Samantabhadrou
(dharmakdja) a VadZrasattvou (sambhoga-
kdja). Padmasambhava byva také malovin

v doprovodu svych dvaceti péti hlavnich
zakd, ve svych osmi slavnych manifestacich
nebo v kombinaci dvaceti Sesti Zak a osmi
manifestaci.”

V pfispévku se budeme vénovat narativ-
nim thangkdm a zobrazenim vyznamnych
historickych osobnosti, kterd se nachizeji
ve Sbirce orientdlnfho umén{ Narodni gale-
rie v Praze. Spoleénym jmenovatelem bude
zajimavy Zivotni p¥ib&h dstfedni postavy,
ktery je bud detailn& zobrazen v jednotli-
vych scénich kolem ni nebo je naopak shr-
nut ve struéném napisu. Obrazy pochazeji
vétsinou ze sbirek slavnych &eskych sbé-
rateld, jako byli naptiklad Vojtéch Chytil,
Josef Martinek nebo Dr. Ladislav Weber.

Dzataky
Autorem spisu Buddhaéarita (Buddhav
Zivotopis),” prvniho uceleného dila
o Buddhové* Zivoté, je Asvaghésa, ktery
zZil zFejmé& v 1.-2. stoleti n. 1. a byl soucas-
nikem krile Kanigky (127-151). A§vaghésa
patii mezi nejvyznamnéjsi buddhistické
autory viech dob. Buddhadarita se sklada
z dvaceti osmi knih* a pojednava o Zivoté
prince Siddhéarthy Gautamy (asi 563 - asi
483 pf. n. l.) - o jeho narozeni, Zivoté&
v paléci, odchodu z paléce, asketické
praxi, pfekonani démona Mary aZ po jeho
odchod do nirvdny. Siddhértha opustil
honosny Zivot po setkdni s utrpenim, které
spatfil pfi svych vychazkich mimo palac.
Dzdtaky neboli pfib&hy o narozenich,3*
vypravéji o diivéjsich Zivotech Buddhy,
jeho stoupenct i protivnikt. Buddha se
v nich objevuje ve zvifeci nebo lidské
podobé jako vladce, syn ze zdmoZné
rodiny, vlddce bohi, ktery je vzdy $tédry,
rozd4va své bohatstvi nebo se vzdava pfe-
pychu a Zije jako asketa. Pokud se Buddha
zobrazuje ve své predchozi zvifeci podobg,
vyniké vZdy nad ostatni zvifata svou moud-
rosti a soucitem. Pravé diky zku3enostem
a dobrym skutkéim z pfedchozich zrozeni
se princi Siddhérthovi podafilo dosahnout
buddhovstvi b&€hem svého Zivota. DzZdtaky
tedy pojednévaji o tom, jak skutky z pFed-
choziho Zivota ovliviiuji budouci existenci
na zakladé karmického zdkona.



Buddha a pribéhy

z jeho minulych Zivotd (obr. 1)

Ustredni postava Buddhy Gautamy sedi na
lotosovém tring v lotosovém sedu. Gesto
jeho rukou znamen4 dotykani zemé (sans.
bhiimisparsa mudra). Buddha je obklopen
tfemi vyjevy ze svych minulych Zivott

a jednotlivé scény jsou od sebe oddéleny
nartZzovélymi mraky. Thangka je provedena
ve stylu vychodotibetské malby karma gardi.

Dizdtaka &islo 26% (p¥ib&h v horni &asti
obrazu): Buddha jako jelinek ruru mél srst
v barv€ Cistého zlata, jeho skvrny se t¥py-
tily jako drahokamy a kopytka a parohy se
podobaly klenotim. Zil v odlehlé &4sti lesa,
nebot se chtél vyhnout lovctim. Jednoho
dne zaslechl k#ik muze, ktery spadl do
rozvodnéné feky. Pfispéchal mu na pomoc
a muZe zachranil. Ten mu chtél projevit
vdé&&nost, ale jelinek si nepfal nic jiného,
neZ aby nikomu nefikal o jejich setkani.

Jednoho dne se krdlovn€ zdal sen o jelin-
kovi ruru. Zadala tedy krale, aby ji ho pii-
vedl. Kral vyhlssil, Ze bohaté odméni toho,
kdo mu k vzdcnému zviFeti ukize cestu.
Doslechl se o tom také zachranény muz,

a protoze byl hodné& chudy, rozhodl se
porusit svij slib. Doved! krale a jeho lovce
na misto pamétného setkdni. Kral uz nata-
hoval luk, aby jelinka zastfelil. Vtom na né&j
ruru promluvil lidskym hlasem a zeptal se,
kdo jej sem zavedl. Kril ukdzal na muze

a jelinek mu vypravél o tom, jak ho zachra-
nil a co mu mu? slibil. Proto kril rozhodl,
Ze muz Zadnou odménu nedostane. Jelinek
mluvil o tom, jak jsou lidé zaslepovéni
touhou po bohatstvi. Krél slibil, Ze se

zvife mlze volné& a bez obav pohybovat

po celém krilovstvi. Na oplatku jelinek
souhlasil s tim, Ze se stane uéitelem, ktery
bude hlasat buddhistickou nauku v hlav-
nim mé&sté. Jelinek se tedy usadil na krélov-
ském trin€ a kdzal Buddhovo uéeni. Kral
rozhodl, Ze od té chvile budou v3echna
zvifata v celé zemi chrinéna.

Na thangce je zobrazena scéna s topicim
se muzem, jeho zichrana, kralovsky palac,
pfijezd krale k Fece, jelinkova cesta do
hlavniho mésta, kde kidZe buddhistickou
nauku. Zajimavym prvkem je, Ze muz,
ktery ukézal krili, kde jelinek Zije, je ihned
potrestdn tim, Ze mu upadne ruka, kterd na
jelinka ukazuje.

Didtaka Cislo 25% (pfib&h ve stfedni ¢asti
obrazu, linie zprava doleva): Jednoho dne
kral lovil se svou druzinou v lese, oddélil
se od skupiny a ztratil se. Vtom uvidél
jelinka $arabhu a vydal se za nim. Sarabha
pFeskodil propast, ale kraldv kaii klopytl
a jezdce shodil ze sedla do propasti. Kdyz
to $arabha uvidél, vydal se krili na pomoc.

Ten se mu za svilj umys! ulovit jej se
slzami v o¢ich omlouval. Sarabha vynesl
krale na zddech k jeho koni a jako odménu
zadal, aby byl v celé zemi zakazan lov
zvifat. Tak se také stalo a od té doby Zila
vSechna lesni zvifata v bezpedi.

Na thangce je zobrazen kraltv lov, pad
do propasti, vyneseni $arabhou na zidech
a kralav vdek.

Dzdtaka Eislo 24% (pfib&h v dolni &4sti
obrazu, linie zprava doleva): Opice kapi Zila
v lese, kam se zatoulal rolnik, ktery hledal
ztracenou kravu. KdyZ vyhladovély muz
vylezl na strom, aby si natrhal plody, vétev
se zlomila a on spadl do jezirka na dné
propasti. Po nékolik dni pak byl uv€znén
v propasti, nez jej nasla opice kapi, ktera
jej vynesla na zadech nahoru. Protoze byl
pro ni pomé&rné t&zky, unavila se a potfe-
bovala si odpoé&inout. Muz slibil, Ze na
ni spici bude dédvat pozor. Pfitom jej ale
napadlo, Ze by ji mohl zabit, a mél by tak
dostatek jidla na zpéte¢ni cestu dom?.

Uz si chystal obrovsky kdmen, kdyz tu

se opice probudila. Z litosti nad muZem
zalala prolévat slzy a nechala jej odejit.
Nato rolnika postihla lepra a télo se mu
pokrylo hnisavymi bolaky. Proto se stranil
lidské spoleénosti. Zohaveny se potuloval
lesem a potkal krile na lovu. Ten se nej-
dfive vydésil a povazoval muze za démona.
Pak se jej zeptal, co se mu pfFihodilo.
Rolnik mu vypravél svij piib&h a pfipojil
ponaudeni, Ze laskavost je tfeba oplacet
vdé&&nosti.

Na thangce je zobrazen muZ v koruné
stromu, pad do propasti, zdchrana opici,
snaha opici zabit, nisledny poustevnicky
zivot v jeskyni a postava krale na lovu.

Arhat Gépaka (obr. 2)

Buddha Gautama vybral p¥ed svym odcho-
dem do nirvdny* Sestnact nejlepsich udéed-
nikd, ktefi byli oznacovéni jako sthaviro-
vé* nebo arhati. MEli ochrafiovat a 3ifFit
Buddhovo uéeni a setrvivat ve svété lidi,

i kdyZ jsou jiz na takové duchovni trovni,
ze by mohli odejit do nirvdny. V lidovém
buddhismu byli sthavirové ztotozZiiovani

s vyznamove€ blizkym oznaéenim arhan
nebo arhat.# V théravddé je arhat idedlem
buddhistického svétce a kult arhatii se rozsi-
il i mimo oblasti théravddového buddhismu,
naptiklad do Ciny (&in. luo-chan), Tibetu
(tib. da¢ompa), odtud do Mongolska (mon.
dajn darsan).

Vétsina arhatii pochazela z urozenych
rodil v severni Indii a tfindct z nich pry
pfijal do buddhistického fadu saim Buddha.
Podle legendy putovali arhati a jejich
pomocnici, nazyvani také arhati, po celé
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zemi, navst€vovali dtleZita mista, vysvéco-
vali chramy i sochy a konali rizné ob¥ady.
Pfi zdniku Buddhova uéeni maji shromaz-
dit v8echny zbylé pamaitky, vlozit je do
stiipy zhotovené ze sedmera drahocennosti
a zmizet spole¢né& s ni.+

Podle povésti dal tchangsky cisai Zuej-
-cung (710-711) vypravit do Indie jednoho
mnicha, aby pfivedl arhaty, pro n€z dal
cisa¥ postavit §estnict chraima. V Ciné
i na cest& do Ciny je doprovazel laik
Dharmatala.# Dharmatala a mnich se tak
stali souéasti skupiny arhatii, ktera se tak
rozrostla na osmnéct. Arhati dali v Cing&
namalovat své obrazy a vytvofit sochy,
které posvétili a nadali zdzra¢nou moci,

a poté odesli opét do svéta.** Do Tibetu
uved] kult arhati Santaraksita (725-788),
kterého z Indie pozval kril Thisong Decin
(754-797). V tibetské tradici se ujalo zob-
razeni osmnicti¢lenné skupiny se étyfmi
strazci svétovych stran.

Pro zobrazeni arhati v tibetském mali¥stvi
se pouziva né€kolik stylt. Gjadi (¢insky styl)
uvedl do Tibetu Lume Dom¢&hung, ktery
podle ¢inskych vzora vytvofil vlastni zob-
razeni Buddhy Gautamy, Sestnicti arhati
a jejich privodce Dharmataly. Postavy mély
¢inskou fyziognomii a roucha jako &in3ti
buddhistiéti mnisi. Khamdi (vychodotibet-
sky styl) byl rovn&z ovlivnén éinskou mal-
bou, zejména mistry Kuan-siouem (832-912)
a Li Lung-mienem (asi 1049-1106). V Tibetu
se také velmi rozvijel styl kadam (styl skoly
Kadampa),* v rdmci n€hoZ se postavy
zobrazovaly v indickych buddhistickych
rouchéch, ale zéroveti je dopliiovaly mistni
prvky, arhati ziskali tibetskou fyziognomii,
¢asteéné i odév a scenerii. Udi (stfedoti-
betsky styl) navazoval na jeden z prvnich
tibetskych narodnich stylt mdndi,* ktery
v prvni poloving 15. stoleti zaloZil malf¥
Miénthangpa. Karma gardi (styl skoly Karma-
-kagjii) vznikl v druhé polovinég 16. stoleti
a prvky stylu kadam kombinoval s prvky
mingské mali¥ské tradice.”

Tibetska malba arhatii byla inspirovina
zpotatku malbou &inskou, pozdgji tomu
bylo naopak. Napiiklad Jao Wen-chan
namaloval sérii arhatii pro cisare éry Cchien-
-lung (1735-1796) podle tibetského vzoru,*
kterou zajistil Rolpa DordZe (1717-1786),
tibetsky lama, cisaftv pfitel a t¥eti échang-tia,
narodni preceptor. Nejznamé&jsi sérii arhatii
namaloval Kuan-siou a na piikaz cisafe éry
Cchien-lung jeho dilo zkopiroval mali¥ Ting
Kuan-pcheng, ktery pod dohledem Rolpa
DordZeho sérii upravil podle tibetského
pojeti, k ¢inskym napistm byly poté dopl-
nény napisy v tibetsting.*

Zobrazeni arhatii bylo ¢astym darem
poselstev, kterd se pohybovala mezi
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Tibetem a cisa¥skym dvorem. Z doby
vlady dynastie Ming jsou zndmy napiiklad
zaznamy o darech, které si roku 1408 pfi-
vezl 5. karmapa DeZin Segpa (1384-1415)%
po dvouletém pobytu v Nankingu.” Na
oplatku poslal cisa¥i Ccheng-cuovi*? dary,
mezi nimiZ nechybély malby Sestnécti
arhatii.” Gelugpovsky lama Sakja Jege (1355-
1435), kterého za sebe k cisafskému dvoru
poslal Congkhapa (1357-1419), se roku 1418
také vratil z cesty do Nankingu s dary od
cisafe Ccheng-cua. Zahrnovaly sérii tka-
nych thangk Sestnacti arhatii pro Congkhapu
a sérii Sestnécti arhatii ze santalového d¥eva
pro né&j samotného.™

Arhati se zobrazovali jako tibetsti nebo
¢in3ti mnidi. Tibetané prosazovali spiSe nez
pocinsténé tibetsky vypadajici arhaty, byli
idealizovani, ale p¥irozeni. Zobrazovali se
vSak i arhati se zdtraznénymi nadpfiroze-
nymi, grotesknimi, az karikujicimi prvky,
které pfipominaly &asto jejich indicky
ptvod, napiiklad tmavou barvou kiZe,
dlouhym oboéim, tmavou bradkou nebo
velmi dlouhymi unimi laltcky.”

Vychodotibetskd malba byla ovlivnéna
¢inskou krajinomalbou a objevovaly se v ni
¢inské luxusni pfedméty jako dary nebo
obétiny, ale napiiklad i literatské skalky,
kameny zvlastnich aZ bizarnich tvart,
které se vyskytovaly v ¢éinskych zahradich
a domech pévodné kvilli magickym, filozo-
fickym, mikrokosmickym kvalitim. Tvarem
a prohlubnémi pry pfipominaly meditani
jeskyné& arhatii a taoistickych nesmrtelnych,
buddhistické &isté zemé& nebo ostrovy
nesmrtelnych Pcheng-laj a Fang-chu.*
Podle Roba Linrothea p¥itomnost ¢inskych
predméth na obrazech bozstev, lamt ¢
arhati dodava na dtleZitosti, tcté, jako by
§lo o vzacné dary pro bozstvo.”

Thangka predstavuje patnictého arhata
Goépaku (tib. Beche). Pry pochizel ze
zamoZné brahmanské rodiny ve Véranasi,
ale v dtsledku $patnych skutkdl z minu-
lého Zivota mél té€lo pokryto viedy, které
praskaly a hnisaly. Byl tedy neustale pfi-
kryt kusem latky. Kdyz se v3ak setkal
s Buddhou Gautamou, pfijal svij tadél
a pripojil se k Buddhové skupiné& nasle-
dovnikt a vzapéti dosahl arhatstvi. Jeho
atributem je kniha, kterou drzi v obou
rukou.’® Kniha zna¢i oddanost Buddhovu
udeni a pokud se ji €lov€k dotkne, pomutze
mu pfekonat viechny Zivotni prekazky.
Gopaka sidli spolu s ostatnimi tisici étyFmi
sty arhaty na hote Vihula.

V naSem piipad€ je Gépaka zobrazen
jako mlady pohledny muZ, ktery sedi na
tran€ a v rukou drzi knihu. Pfed nim je
lakovy stolek a prosebnici, kte¥f mu p¥iné-
Seji dary. V levém hornim rohu se vznasi



na oblaku Buddha Gautama a v pravém
hornim rohu pravdépodobné mnich §koly
Sakjapa nebo Kadampa. Stylov€ by se dala
malba zafadit do vychodniho Tibetu.
Zajimavé je pojeti pozadi, které kontrastuje
s vaznosti scény v popfedi. Laii se vénuje
svému mladéti a opice s téméf lidskou tvari
se pitvoii ve vétvich stromu, druhi se ji

s potm&3ilym vyrazem chysta chytit. Tedy
je zobrazen velmi pozemsky svét, ktery se
i stylové lisi od zobrazeni hlavni postavy.
Zde je mozno vidét, jakou volnost mé&l
mali¥ ¢ jeho pomocnici pfi tvorb& pozadi
obrazu.

Tti mahasiddhové
Mabhdsiddha (tib. dubtob ¢henpo [dubihen]) je
oznadeni pro viznamného hinduistického
nebo buddhistického (tantrického) uditele,
ktery vétsinou pochizel z Indie, ale mohl
byt také z okolnich zemi. Casté je zobraze-
ni osmdesati ¢tyF mahdsiddhi zachycenych
jednotlivé nebo ve trojicich. K nejzndméj-
§im diltm, ktera 1i¢i Zivoty mahdsiddhi,
pat¥i kniha Caturasiti siddha pravrtti od
indického ugence Abhajadatty z pfelomu
11. a 12. stoleti.”®

Ctyfti thangky, které Narodni galerie
zakoupila z Martinkovy kolekce, predsta-
vuji dvanédct mahdsiddhi a jsou pravdépo-
dobné souéasti série zobrazujici osmdesat
Ctyti mahdsiddhy. Jsou na nich zachyceny
vSechny tfi typy siddhii, tedy mnissky (oble-
¢en v mni§ském rouse), laicky (zobrazen
podle svého povoléni) a tantricky (s ozdo-
bami z kosti).®® V podstat€ tyz styl najdeme
na dile T¥i mahéisiddhové - Kamala,
Suvarnadvipa a Viraja v Rubinové muzeu
uméni v New Yorku, které je datovino do
17. stoleti, zafazovano do sakjapovské tra-
dice, VadZrasdnova systému a mali¥ského
stylu khjendi.**

Postavy této série tvofi dominantu obrazu
a jsou detailné& propracované. Jejich vzhled
déva tusit indicko-nepalsky vliv. Oproti
tomu krajina tvofici pozadi vyjevu spise
vychézi z ¢inské krajinomalby. Jednotlivé
prvky jsou kombinoviny pon€kud eklek-
ticky, avsak ptisobi vyviZenym a harmonic-
kym dojmem. Jemn4 prace Stétce je napii-
klad patrna na téméf prisvitné aureole
né&kterych postav. Pro srovnéni si pfedsta-
vime dv€ thangky ze sbirky Narodni galerie.

Tti mahéasiddhové Nagpochopa,
Phagchangpa a Zangpopa (obr. 3)
Nagpoc¢hopa se da ve Vadzrasdnove sys-
tému osmdesati péti mahdsiddhii ztotoZnit

s Kri¥nadarjou jako dvacaty ¢tvrty v poradi
(pod jménem Kanhapa se objevuje jako
sedmnicty v Abhajadattov€ systému osm-
desati Gtyt mahdsiddhi). PhagChangpa je

zahrnuty jako dvacité Sestd postava ve
Vadzrasidnové systému (TandZur, svazek
¢hu, listy 219-226). Zangpopu nenajdeme
ani v jednom z uvedenych systému.

Nagpoc¢hopa leti v horni ¢asti thangky.
Jeho piibéh je popsan stru¢né na zadni
stran€ obrazu:
1. Om

Ah

Him
2. Objevil se jako ten, ktery neposloucha piikazy

lam1,%>

dosahl osviceni v bardu,

nazyva se Nagpo¢hopa.

Modlim se k tomuto duchovnimu uéiteli.

Nagpoc¢hopa Eili Kr§naéarin ¢i Kanhapa®
zil v Somapuri, pochazel z pisarské kasty
a byl mnich. Jeho mistr DZ4landhari jej
zasvétil do Hévadzra tantry a Kr$nacarin
ji praktikoval dvanict let. Jednoho dne
spatfil bozsky HévadZrtv doprovod,
a proto byl na sebe velmi py$ny. Najednou
se dokazal vzniset, z nebe se sneslo sedm
sluneénikt a sedm bubni, aby jej dopro-
vézely, a jeho pycha tim jesté vzrostla.
Myslel si, Ze dosahl siddhi® a citil se dost
silny, aby pfekonal rdksasy® v démonické
Fi8i Lanka, kam se se svymi t¥emi tisici
studenty vypravil. KdyZ dorazili k oce-
anu, pfechézel Kr¥nic¢arin po vodni
hladin€ a pomyslel si, Ze ani jeho uditel
nemél takové schopnosti. Vtom se viak
malem utopil. Zachranil jej jeho uitel
Dzalandhari, ktery jej, aby pfekonal jeho
pychu, poslal za tkalcem, svym Zikem,
do Saliputry s tim, Ze ho ma poslouchat
na slovo. Kr3na¢érin se za nim vydal
i se svymi zaky. Tkadlec jej pFivedl na
pohiebisté a ddval mu dkoly jako snist
maso z mrtvoly nebo jeho lejno, které
Kr3nacarin vSak odmital plnit. Po cest&
domt nakoupil tkadlec trochu jidla a piti
a ekl Kr3nagéarinovi, aby svolal své ziky.
Tkalcova magicka sila nddoby naplnila
ryzovou kasi a riznymi pochoutkami,
jidla bylo tolik, Ze by je celd skupina zékt
nesnédla ani za tyden. Tkadlec poslal
Kr3néacarina pry€ s tim, Ze uz pro néj
nemtuize nic vic ud€lat, a at dal praktikuje.
Kr3nacarin se vydal do mésta Bhandokora.
Po cesté potkal divku u stromu li¢i a zadal
po ni ovoce. Divka mu je nechtéla dat, tak
si je svou magickou silou sdm natrhal, ona
jim v3ak dala naskékat zpatky na strom.
Kr3nacarin se rozzlobil a pomoci manter
spustil ze viech divéinych ddd krev, az
nedtastnice padla k zemi. Lidé se zacali
podivovat, Ze jogini takto zabijeji. Proto
se Kr§nagarin pfemohl a kouzlo odvolal.
Zato divka pouzila svého kouzla a zptiso-
bila, Ze Kr3naéarin zafal vykaglavat krev.
Ten poslal ddkini Bandhe na jih na horu
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Sriparvata pro lék. Ddkini 1€k ziskala, ale
na zpate¢ni cest€ opét narazila na divku -
proménénou v pladici stafenu. Kdyz od ni
usly3ela, Ze Kr3nacarin zemfel, 1ék odho-
dila jako zbyteény a stafena se ho zmoc-
nila. Ddkini spéchala domu a tam uvidéla,
ze Kr3nafarin nen{ mrtev. Vypravéla mu,
co se stalo. Poté Kr3nacarin vysvétlil uceni
dharmy svym Zakam a zem¥el.®® Ddkini

se velmi rozzlobila a vypravila se divku
hledat. Ta byla schovana ve stromé& Simbhila,
proto ddkini vyslovila kouzlo a strom zabila.
Pfib&h konéi ponaudenim, Ze pycha a Zarli-
vost jsou zhoubné.

Na thangce je Kr$nacarin zobrazen, jak
leti s ritudlnim bubinkem a miskou z lebky
v ruce. Doprovazeji ho letici bubinky,
trubky z holennich kosti a sekadek. Pfes
zada ma pfehozenou lidskou kiiZi a u pasu
uvazanou tygi kazi. Zdobi jej Celenka
z lebek, velké ndudnice, naramky, ndhrdel-
nik a joginsky pés. Uréity humorny prvek
vsadil malif do zobrazeni opefence na hibi-
tové, ma sméjici se tvar, oblaka oddé&lujici
scénu jsou zakondéena tak, Ze pFipominaji
kopytko antilopy.

Phag¢hangpa sedi v levém dolnim rohu
thangky.

5. Om

Ah

Huam
6. Damze%” se osobné setkal s Buddhou,

dosahl vysokého duchovniho stupné pfi gerien-

skijch®® slibech,

nazyva se Phagthangpa.

Modlim se k tomuto duchovnimu uéiteli.

Phag¢hangpa neboli Pasacek prasat se
i pfes své povolani dostal k buddhistické
nauce.

Na thangce je Phagthangpa zachycen, jak
sedi na skalce v meditaéni pozici a diva se
na Buddhu, ktery se pfed nim objevil. Také
u Phagéhangpy najdeme humorny prvek,
vyrazné zakon&eni k¥esla, na némz sedi, ma
tvar ptac¢i hlavy. Za kfeslem rostou pivoiiky,
kolem nichZ poletuje motyl a ve spodni
Casti jsou zobrazena Phagthangpova pra-
sata.

Zangpopa stoji v joginské poloze na pravé
noze v pravém dolnim rohu thangky.

3. Om

Ah

Ham
4. Navstivil 24. stupe,®

Sel do Talu, sné&dl plod boga,”

nazyva se Zangpopa.

Modlim se k tomuto duchovnimu uéiteli.

Zangpopa je odén jen do bederni rousky
a zdobi jej mahdsiddhovské Sperky. Po jeho
pravici je strom, za nim# se skryva slon, po
levici v pozadi vodopéd a v popfedi zlatd
nadoba s miskou z lebky.
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Tti mahasiddhové Kéntapa, Naropa

a Marmedza (obr. 4)

Marmedzi je tibetské jméno pro Atisu.

Je potitan jako dvacitd druhi postava

ve VadZrasinov€ systému osmdesati péti
mahdsiddhii. Naropa je ve Vadzrasanove
systému 3estnicty (dvacaty v Abhajadattove
systému). Kéntapa se ve VadZrasdnové ani
Abhajadattov€ systému neobjevuje. Trojice
Koéntapa, Naropa a Ati3a je také na obraze
ze sbirky Moke Mokotoffa, ktery je fazen
do Vadzrasinova systému a datovin do

19. stoleti.™ Detaily provedeni hlavnich
postav jsou jiné neZ na thangce nachizejici
se v Narodni galerii v Praze, ale kompozi-
ce naprosto stejna. Je tedy zfejmé, Ze §lo

o tutéz predlohu.

Postava v horni &asti thangky je Kontapa.
1. Om

Ah

Him
2. Narodil se v &ervené kralovské rase,

dosédhl vysokého duchovniho stupné pomoci

meditace,

nazyva se Kéntapa.

Modlim se k tomuto duchovnimu uéiteli.
Koéntapa sedi na triin€ odén do prosté
bederni rousky a zdoben mahdsiddhovskymi
§perky. Spolu se dv€éma muzskymi posta-
vami se divd na divku $plhajici k oblaku

plnému drahocennosti.

Naropa je umistén do levého dolniho
rohu. Abhajadatta 1i¢i Naroptv Zivot, ktery
se v8ak 1i3i od popisu na thangce. Odlisnost
pfib&éhu mtize byt zptsobena tim, Ze
systémi mahdsiddhii existovalo né&kolik,
Caste¢né se prolinaly a n€kdy se jménem
ufitele oznacovali jeho Zaci.

5. Om

Ah

Him
6. Damze se udil od své dcery,

zabodl dordze™ do zemé€ a vstoupil do ni,

nazyva se Naropa.

Modlim se k tomuto duchovnimu uéiteli.

Naropa pochézel z rodiny prodavade vina,
ale sam se Zivil sbiranim dfivi v Saliputfe.
DozvEdél se, Ze nedaleko Zije moudry
jogin jménem Tilopa, a proto se jej vydal
hledat. Tilopa byl pravé na cestich, tak
jej Naropa hledal po celé zemi. Jednoho
dne na né&j narazil a vyjadfil mu dctu jako
svému mistru. Tilopa se na né&j viak obo-
fil, Ze neni jeho Zikem a zadal jej bit. To
Naropu naopak utvrdilo v jeho odhodlén,
za€al pro mistra shanét almuzny, za né€z se
mu od Tilopy dostavalo pouze biti, ale to
jej posililo v jeho oddanosti. Takto uctival
svého mistra po dobu dvanicti let, aniz na
né&j Tilopa promluvil jediného slova.

Jednoho dne shanél Naropa almuZnu na
svatb€ a dostal mnoho rtznych druht jidla



a také pokrm zvany zelena patasa, ktery se
sklada z osmdesiti ¢yt riznych piisad. To
Tilopu velmi potésilo a oslovil jej ,,synu

s dotazem, kde jidlo dostal. Naropa pocitil
radost jako v prvnim stupni na cest& stit se
bédhisattvou. Tilopa jej pozadal, aby mu
donesl vice tohoto pokrmu, a Néropa se ke
svatebantim vydal celkem &tyFikrit. Popaté
uZ se stydél pozadat, proto v nestfeZeném
okamZiku ukradl cely hrnec. Jeho mistr
byl spokojen na nejvy33i miru, pozehnal
mu a zasvétil jej do u€eni VadZravirahi. Po
Sestimésiéni meditaci dosdhl Néropa siddhi
a proslavil se po celé zemi. Lidé pfichazeli
zdaleka, aby mu pfinesli obé&tiny.”

Niaropa je zobrazen v bederni rousce se
§perky z kosti a lebek. Pfes zdda m4 preho-
zenou lidskou kaZi a kolem pravé nohy se
mu oviji jeho duchovni druZka, pravdépo-
dobné jeho dcera.

Ati3a (tib. Marmedzi) se nachazi v pra-
vém dolnim rohu thangky.

3. Om

Ah

Him
4. Oplyva znalostmi pé&ti druh@ v€domosti,

nerozli§uje mezi sebou a ostatnimi,

nazyva se Marmedza.

Modlim se k tomuto duchovnimu uéiteli.

Ati%a, vlastnim jménem Dipamkara Sri
Dziidna (982-1054), byl ucenec bengal-
ského ptivodu, ktery se narodil v rodiné
vladce vychodni Indie. Pry se vénoval
studiu buddhistického uéeni za pomoci
raznych tantriki i mahdsiddhi (DZetari,
Kanha, Avadhutipa a Né4ropa) a pfevzal
bédhisattvovské sliby od Bédhibhadry
v Nalandé&. Dva roky studoval v Odantipuri
s Dharmaraksitou, dvanict let se véno-
val cvi€eni bédhiditty na Sumatie a po
navratu do Indie se ve svych &tyficeti péti
letech usadil na univerzit€ ve Vikramasile
v severni Indii, kde vyuéoval. Legenda
pravi, Ze jej po mnoha peripetiich pozval
do Purangu tibetsky kril Jese O a jeho
prasynovec Chang¢hub O. Ati3a dorazil do
Tibetu v roce 1042, zaal vyucovat buddhis-
mus, sepsal své hlavni dilo Bédhipathapradipa
(tib. Changéhub lamgji donme, Lampa ukazu-
jici cestu k osviceni) a v€noval se pFekla-
dtim buddhistickych dél ze sanskrtu. Konec
Zivota stravil v Nethangu, kde byl na jeho
pocest postaven chram.”™

Nejstarsi zobrazeni pFedstavuji Atigu, jak
drzi v ruce knihu ve tvaru palmového listu,
ktera ma odkazovat na mno#stvi textd,
jejichz byl autorem. AtiSovym atributem
jsou ulita a stipa (tib. ¢horten) po stranich
jeho sedici postavy. Je oble¢en v mni§ském
rouchu, na hlavé ma $picatou panditovskou
neboli ueneckou &epici a ruce ma v gestu
uleni (sans. vitarka mudra). V tomto piipad€

chybfi ulita, kterou lze tusit po pravé strané
v zakrytu za pomocnici, jeZ nad AtiSou drzi
sluneénik.

Ati%a se v malbé& objevuje ve spole¢nosti
mahdsiddhii, n€kdy je zafazovan pfimo mezi
né nebo se zobrazuje jako ustfedni postava
(obr. 5), kterou obklopuji Z4ci, pfedeviim
Domténpa (1005-1064).7% Ati3a je €asto
predstavovan také jako mensi postava
v horni €asti thangky, jako jeden z uditeld,
pokud jde o boZstva ¢&i zobrazeni spojena
se Skolou Kadampa nebo napiiklad uenim
Kilagakry (Kolo ¢asu), které pf¥inesl do
Tibetu, kde se stalo zadkladem tibetského
letopo¢tu. Diky AtiSovi a Domténpovi byl
tibetsky buddhismus reformovén. Jejich
pusobeni spad4d do obdobi druhého &
pozdégjsiho hlasini buddhismu, b&hem
néhoz vznikla vétsina skol tibetského
buddhismu.”

Congkhapa a scény z jeho Zivota (obr. 6)
Reformétor Congkhapa (1357-1419), vlast-
nim jménem Lozang Dagpa, pochizel

z Amda, severovychodni ¢asti Tibetu. Jeho
hlavni mistr, kadampovsky lama Chédze
Doéndub Rin¢hen, mu dal jméno Lozang
Dagpa, jméno Congkhapa je odvozeno od
kraje Congkha, kraje cibule. V mist&, kam
po narozeni dopadla jeho pupeéni $iitira,
vyrostl pry santalovy strom. Jeho matka
zde pozdé&ji dala vystavét stipu a v roce
1583 misto ni postavil 3. dalajlama klaster
Kumbum.

Congkhapa byl podle vieho velmi chytry
student s vibornou paméti a rozumél i t€m
let se vypravil do U-Cangu” a tam studoval
s vice neZ patnicti mistry. Roku 1409 zavedl
Monlam ¢henmo, Svitek velkého modlent,
ktery se od té doby pofdda v obdobi tibet-
ského Nového roku, Losaru. Roku 1410
zalozil klaster Ganddn, dodnes nejveétsi
a také jeden z nejvyznamné&jsich klastera
tibetské historie. Congkhapa zareagoval na
upadajici buddhistickou morélku ve 14. sto-
leti a zaloZil Skolu Gelugpa, nazyvanou téz
Skola zlutych ¢epic nebo Rad ctnostné
Fehole. Zavedl pfisna pravidla pro studium
mnich@ a povinny celibt. Zlutymi pokryv-
kami mnigskych hlav chtél skolu odligit
jiz na prvni pohled, nebot starsi skoly
tibetského buddhismu pouZivaji ervené
pokryvky. K Congkhapovym nejznaméjsim
zakom pat¥i Gendindub, pozdé&ji ozna-
¢ovany jako 1. dalajlama nebo Sikja Jese,
ktery misto Congkhapy jel na navstévu
k &inskému cisa¥i Ccheng-cuovi, nebot
mistr pozvani odmitl. Skola Gelugpa nasla
své velké pfiznivce u mandzuské dynastie
Cching (1644-1911), za jejiz vlady méla na
cisafském dvoie vyhradni postaveni.
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Zikladni zobrazeni Zivotnich pfthod
mistra Congkhapy v patnacti obrazech
pochézeji z p¥elomu 17. a 18. stoleti a jsou
od DZamjang Sepy (1648-1721/1722).

Rtizné ikonografické systémy jsou odvo-
zeny od vykladovych textt, které se

vénuji Congkhapovu Zivotu, a jednotlivé
scény jsou doplnény struénym popisem.
Kompozice se daji rozdélit na dva hlavni
druhy - symetrickou, v niZ je hlavni
Congkhapova postava ve stfedu obrazu,

a asymetrickou, v niZ je Congkhapa na levé
nebo pravé strané. Asymetrickd kompozice
je méné Casta.”®

Thangka s hlavni postavou umisténou
nalevo je pravdépodobné soudasti patnacti-
¢lenné série. P¥ib&h se odviji od levého hor-
niho rohu a koné&f vpravo dole. Vidime zde
Congkhapu ve stfednim véku, jak pfedava
ufeni, setkdava se s vjznamnymi ucenci
a uciteli. Pokud sam vykldda Buddhovu
nauku, mi vétsinou Zlutou &epici typickou
pro vysoké lamy Skoly Gelugpa, nasloucha-li
uditeltim, je prostovlasy.

Typické centrilni zobrazeni Congkhapy
s panditovskou Cepici a mni§skym rouchem
predstavuje dalsi thangka ze sbirky Narodni
galerie (obr. 7). Congkhapa je obklopen lamy,
mnichy a boZstvy. Ruce mi v gestu uéeni
(sans. vitarka mudra) a jeho atributy tvoii
kniha a plamenny me¢ na lotosovych kvé-
tech. Je zajimavé, Ze se ve sbirce Narodni
galerie v Praze ze viech ndmé&tt historic-
kych postav objevuje nejéastéji zobrazeni
Congkhapy, pouze na thangkdch jich je
jedenict. Diivodem je zFejmé to, Ze skola
Gelugpa je v Tibetu nejrozsiFenéjsi a postavy
a bozstva s ni spojované se pro potieby
véFicich maluji nejéastéji. Rada plastik byva
oznadovana jako Congkhapa, i kdyz chy-
bé&ji atributy, nebot se vychizi z popularity
tohoto buddhistického uéence. Spravnéjsi je
v3ak takové pfipady oznacovat obecnéji jako
gelugpovsky lama. Proto se ve sbirce Narodni
galerie nachazi jen jedna plastika zpodob-
fiujici Congkhapu, ostatni jsme zafadili pod
obecné&jsi oznaleni lamy skoly Gelugpa.

Biografie sakjapovského lamy Thutob
Wangchuga (obr: 8)

Kazda4 skola tibetského buddhismu méla
své vyznamné predstavitele, ktefi byli zob-
razovani ve vytvarném uméni. Odlignosti
mezi nimi byly nejen ve vybranych textech
pouzivanych k vykladu buddhistického
uéeni, ale i v pfisnosti mnisskych slib
nebo povinného celibatu.

Tradice 3koly Sakjapa je spojena s posta-
vou mahdsiddhy Virupy (837-902) a s rodem
Khén. Ten se podle tradice ¥adil k ,,nebes-
kym roddm® (tib. lha rig) a jeho pfislu-
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nici p¥isli do Tibetu deset generaci pied
Padmasambhavou. Khon Kénc¢hog Gjalpo
(1034-1102) zalozil v roce 1073 klaster Sakja
(Sed4 zemé). Kénchog Gjalpo patfil k hlav-
nim Z4k@m mistra Dogmi Sakja Jeseho
(992-1074), ktery cestoval do Indie a véno-
val se u€eni Kaladakry, Lamri (Cesta a jeji
plody) a dal3im.

Na poéatku 13. stoleti spolu v Tibetu sou-
pefily o vysadni postaveni jednotlivé klas-
tery, pfedevsim Sakja, Taglung a Digung.

V dobé& vzestupu Mongolt zvitézila skola
Sakjapa, nebot jeji hlavni predstavitel Kiinga
Gjalcchidn Palzangpo, zvany téZ Sakja-
-pandita (1182-1251) byl pozvan k mongol-
skému dvoru, kde ptisobil u Cingischanova
vnuka, prince Godana (1206-1251). Tibet

se dostal pod mongolskou nadvlddu, ale
byl ovladdn pomoci Sakja-pandity, ktery

se stal jeho viceregentem a od roku 1249
vladl nad t¥inacti myriarchiemi central-
niho Tibetu. V rukou Sakja-pandity se tedy
spojila duchovni a svétskd moc, ustanovena
mongolskym dvorem. Vztah mezi Sakja-
-panditou a Godanem byl nazvan ¢hi-jon,
vztah mezi lamou a patronem. Lama posky-
toval duchovni zastitu a patron vojenskou
podporu.

Po Godanové smrti nastoupil na triin
Chubilaj (1215-1294, chdnem 1260-12947°).
U jeho dvora pisobil Sakja-panditiv syno-
vec Phagpa Lodd Gjalcchdn (1235-1280),
ktery ziskal duchovni a sv€tskou moc nad
tfindcti myriarchiemi (tib. Thikor-éugsum)

a moc nad tfemi oblastmi Tibetu (tib.
Cholkha-sum).®° Byl opét potvrzen vztah
lama - patron, ¢hi-jon. Za vlady chana
Chubilaje a jeho néaslednika Timura, ktery
zemiel roku 1307, $kola Sakjapa vzkvé-

tala a diky p¥izni mongolského dvora jeji
¢lenové hromadili majetek a svétskou

moc, jejich morilka a povést tak upadaly.
Nespokojenost ostatnich skol se sakjapovskou
nadvladou rostla.

Po Kublajchinové smrti se zacala mon-
golskd moc v Ciné hroutit a s jejim kon-
cem pfiSel v roce 1359 i pad skoly Sakjapa
v Tibetu, k némuz pfispély také neshody
v pocetné skupin€ zijemct o sakjapovskij
tran. Centralni Tibet se tehdy dostal pod
vlddu rodu Phagmodu (1359-1436).

Thangka pFedstavuje biografii sakjapov-
ského lamy Thutob Wangthuga (zfejmé Zil
v 17. stoleti). Je oble¢en v modrém odévu
mongolského typu, na hlav€ ma éerny
klobouk a na ugich velké zlaté ndu3nice.

V pravé ruce drzi zlatou dyku phurba

a v levé misku z lidské lebky kdpala. Lamtiv
zivotopisny piib&h se sklada z vice nez
tficeti scén, které jsou struéné popsiny

v drobném zlatém pismu uéin.
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26.
27.

28.

29.

30.

31.
32.

33.

34.

. jel do Mongolska
. Thipa ukradl Thutob Wangchugovi

koné a dile®!

. zlé bozstvo Dethen Gjamccho bylo pfe-

moZeno nisilnym obfadem

. §emo®2 Demo Ngudu od né¢j pfijala uéeni

a obétovala mu vnitfnosti

. navstivil kl4ster Ngetho
. zachranil buddhistické uceni pfed

upadkem a udélil piikazy bozstvim
obili uzrilo ve spravny ¢as a ukazala se
prizniva znameni

. Tarloge®
. sakjapovsky ucitel®
10.

obé&toval musli dharmy jménem
Mahakaly klasteru Kezang

objevila se p¥iznivd znameni boZstev
dz0® a klisny pfekonaly potize

nozen®® se stal ptakem?® a shlizel z oblo-
hy

pfijel do Lhasy a ob&toval vzacné pied-
méty Buddhovi

Chodze Pinlo®

ve Veru® v Cchawothonu pro néj uspo-
¥adali obé&tni ob¥ad

navstivil sochu Maitréji, ktery mu sdélil
proroctvi do budoucnosti

v Dénu® se dival na sochu Dolmy, mod-
lil se k ni a pfijal n€kolik lidi, od nichz
dostal jidlo, ryZi a latky

Soénam Cemo”

v klastefe DZaSu nagel stopu
Padmasambhavy a modlil se k nému
dva ochrénci dharmy se stali ptaky a dali
mu znamen{ varujici pfed nebezpedim
chlév pro dzo zlod&je Thipy shotel.
Myslel si, Ze je to trest za to, Ze ukradl
Thutob Wang¢hugovi dzo a kong, proto
mu je vratil zpét.

klaster KhaZe na né&j poslal t¢inky éerné
magie, ale on obtiZe pfekonal

Thipa ukradl Thutob Wang¢hugiv jeé-
men

Thipa [po krideZi je¢mene] vidél a sly-
Sel podivné véci, proto jeémen vratil
navstivil klaster Boka

plul na ¢lunu pres feku Dzathu®. Reka
si vzala jeho dzo a koné.

v kl4stefe Detung® se setkal s Dagen
rinpo¢hem a diskutovali spolu. Poté se
vratil do U-Cangu.

khjence tatug Thutob Wang¢hen namo®*
navstivil Do%

dal jméno klasteru

v Cawa Di% usporadal ob¥ad pho za
Dzeho matku, kterd zemfela.

Zjevila se velmi dobra, pfiznivd zname-
ni.

pfedaval buddhistické uéeni mnoha
lidem v kl4stefe Ngoze

v klastefe Lethang posvétil rabzo ladze”

35. boZstvo Lhamo Ce se objevilo, p¥edalo
mu proroctvi o budoucnosti a projevilo
mu dctu

36. obyvatelé oblasti Dowa jej pohostili
a projevili mu dctu

37. zanechal dva otisky nohou

38. Citiané mu obétovali latky

39. stanoval v oblasti Khoné&ikar

40. v oblasti Dowa v Dowa ¢erimu vykonal
ob¥ad phurba %

Jsou zde tedy napiiklad cesty Thutob
Wangthuga do Mongolska, do Lhasy a po
rtiznych mistech vychodniho Tibetu, kde
predédval uéeni a provadél obfady. V hornim
levém rohu je zaznamenén piib&h zlodé&je
dobytka, v pravém hornim rohu bozZstva,
které se proménilo v dravce. Ve st¥edni ¢asti
se rozviji klasterni architektura a pohled do
Zivota mnicht, kte¥i konaji obfady, hraji na
ritudlni nastroje a sakjapovsky lama pro-
vadi tanec Cernych kloboukd.® Ve spodni
Césti obrazu jsou zachyceny lamovy cesty
k nomadtm, ktefi Ziji v Cernych stanech
z jac¢i kiiZe, jsou odé€ni v lokalnim oble-
¢eni a maji charakteristické déesy. V levém
dolnim rohu vidime zajimavou scénu
s otiskem lamovych stop v kameni a setkdni
s bohyni. V pravém dolnim rohu obrazu
predava lama své uéeni nejen Tibetantm,
ale i Cifiantim, kte¥i se od mistniho oby-
vatelstva odlifuji éernymi ¢apkami a tvofi
dlouhou fadu prosebnikil pFinasejicich
vzneSenému lamovi dary.

Na thangce se objevuje pfes tii sta postav
(mni8i, jezdci, koovnici, poutnici) a pfes
sto zvifat (kong, jaci, ptéci). Pozadi Zivo-
topisnych vyjevt tvoii krajina s horstvy,
Fekami, stanovymi tabory, klastery a jinou
obytnou architekturou.

Na zadni strané thangky se Gtyfikrat
opakuje mantra OM AH HUM v pismu
uédn. Tato mantra se objevuje jesté jednou
v pismu latica, v ném?z je dalsi ¢tyfradkovy
napis.

Malba svym stylem odpovida vychodo-
tibetské malifské skole gardi, ktera byla
typickd pro Kham hlavné v 17. a 18. stoleti.
Thangka je provedena velmi jemnymi 3tét-
covymi tahy a ve vypravném stylu plném
detailti. MontaZz obrazu je z ¢inského
brokéitu v odstinech zelené a oranzové
s dekorem pétidrapych drakt v oblacich,
hrajicich si s ohnivou kuli¢kou. Malbu
kryje ochranna hedvibna rougka,*° proto
je thangka ukizkou kompletniho dila a zaro-
veil patfi k nejpreciznéji a nejjemnéji pro-
vedenym malbam tibetské sbirky Narodni
galerie v Praze.
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Zavér

Thangky jsou tibetské obrazy malované
vétsinou minerdlnimi barvami na platng,
jejichZ ndmétem jsou postavy tibetského
buddhismu - boZstva, buddhové, bédhi-
sattvové, dharmapalové i viznamni duchov-
ni uditelé nejrazné&jsich skol. V p¥ispévku
jsme vybrali nejlep3i narativni dila tibetské-
ho mali¥stvi, kterd se nachazeji ve Shirce
orientdlntho uméni Narodni galerie v Praze.
Postupovali jsme chronologicky od zobra-
zeni Buddhy Gautamy, pfes arhaty a mahd-
siddhy az k indickym a tibetskym buddhis-
tickym uciteldm. Vybrali jsme mistry a dila
riznych buddhistickych tradic - Kadampa,
Sakjapa a Gelugpa. Vzhledem k pfevaze
stoupenct Skoly Gelugpa v Tibetu pFedsta-
vuje produkce pro tuto $kolu nejvétsi podil
a tomu odpovida také zastoupeni ve sbir-
kéach. Sbirka orientdlntho uméni NG neni
vyjimkou. Zajimavé je srovnéni dé&l z nasi
sbirky se sbirkami svétovymi. Pfedeviim

u série zobrazeni mahdsiddhii se da pfedpo-
kladat, ze n&ktera dila maji tutéz predlohu
& pochézeji pfimo z téZe dilny. To posky-
tuje téma pro dal3i podrobnégj3i vyzkum
zahrani¢nich sbirek, ktery mtize pomoci
odhalit spletité cesty dél z jejich domoviny
do raznych koutt svéta.
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Sokolnik na koni
Védét, nac ukazat

GABRIELA SIMKOVA — EVZEN PEROUT

Interpretace dila, o niz zde referujeme, je
uréena nevidomym névstévnikim. V edu-
ka¢ni praci se zrakové znevyhodnénymi
névstévniky stavime na vice nez dvaceti-
letych zkuSenostech.! V poslednich letech
se snaZime okruh hmatové dostupnosti
sbirkového fondu Narodni galerie v Praze
roz3ifit i o uméni Asie, které je nevidou-
cim v &eskych a evropskych muzeich pro
poznéavani nedosazitelné.? Jako jediné gale-
rijni vzdélavaci pracovisté v Ceské republi-
ce jsme zpiistupnili dalsi hmatovou expo-
zici mimoevropského uméni (japonského
a korejského) a piileZitostné prezentujeme
dila, ktera jsou souéasti stalé expozice,
naposledy v palaci Kinskych. Dé&je se tak
viceoborovou synergii. Zprostfedkovat
dilo, které je ve stilé expozici a které je
»zaskleno“ ve vitring, znamena zvolit cestu
jiné umeélecko-historické interpretace.
Soudobou vytvarnou a speciidlné peda-
gogickou praxi propojujeme s vyuZitim
receptivni arteterapie ve vytvarném proje-
vu navtévnika. Je tfeba pfedat informace
formou, ktera nevidomému a slabozrakému
dovoli poznatek aktivin€ zpracovat. PFitom
je dtlezité hlidat, abychom pfi uziti viech
postupt ,neutopili” vizualni (!) kvality
vybraného sbirkového pfedmétu ve verbal-
ni zdplavé. VE&tsina komentait a pfednasek
v galerijnim prostoru je zaloZena na potvr-
zeni vykonu umélecko-historické erudice
interpreta, kterym je vétSinou kurator,
autor vystavy nebo expozice.

Koncepci galerijni pedagogiky oboha-
cujeme tim, Ze podnécujeme spontaneitu
névstévnika a zaroveii hleddme zpt-
soby sdg&leni, které nejlépe vyhovi jeho

senzorickym mozZnostem a psychickym
vlastnostem. V interpretaci propojujeme
zvlagtnosti taktilniho vnimani, zkuSenosti
a poznatky price s nevidomym navst&vni-
kem v prostoru galerie a pfedmét umélec-
kého femesla s mimoevropskym kulturnim
kontextem.’

Sokolnik na koni a myticky ptak Simurgh
kamenina, malba pod glazurou,

35 x 20 x 2 cm, Vu 3516

Sbirka orientilniho uméni NG spravuje
dvacet sedm keramickych kachla a dlaz-
dic islamské kulturni oblasti a dva kachle
iranské provenience s ndmé&tem sokolnictvi.
Jedno dilo je uloZeno v depozita¥i, druhé,
o ném?z je fet, je v soucasné dob& v expo-
zici Uméni Asie v prvnim patfe palice
Kinskych, v sile ¢. 19 ,Uméni islamu*
(vystaveno od roku 2011, obr. 1). Sokolnik
na koni s bajnym ptikem nad hlavou byl
vystaven v minulosti n€kolikrat; ,Irdnska
miniatura® 1956; ,Umélecké pamatky Asie”
1961 a ve zbraslavské stilé expozici v letech
1998-2009.4

V depozitafi uloZeny kachel s malbou
pod transparentni glazurou (Vu 2915) je
mensich rozmérd 22,5 x 16 x 2 cm a jeho
kompozice je jina (obr. 2). Nad princem

se nevznasi bajny ptik, scéna sokolnictvi
je zasazena do kopcovité krajiny s archi-
tekturou, mnoha kvétinami a rybni¢kem
s vodnim ptactvem. Prince tu doprovazi
kralovsky sokolnik, ktery mu po skonéeni
lovu podéva mozna &epicku pro dravce
nebo pro sokola pamlsek za vykon. Horni
C¢ast kachle uzavira bordura s jednodu-
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Gabriela Simkova,
kurdtorka,
lektorka. Zabyva
se galerijni peda-
gogikou, zdZitko-
vou interpretaci
a receptivni arte-
terapii v oblasti
asijského uméni
zamérenou na
navstévniky se
zrakovym nedo-
statkem.

EvZen Perout,
vedouci atelié-

ru hmatového
modelovadni na
Konzervatori Jana
Deyla a stredni
Skole pro zrakové
postizené v Praze,
lektor v Ateliéru
arteterapie na

PF JU v Ceskych
Budeéjovicich.
Odbornd cinnost
zamérena na
teorii i praxi arte-
terapie.
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chou floralni arabeskou. Tkonograficky

se pfedmét podoba tomu, ktery je vysta-
ven v newyorském Metropolitnim muzeu
(inv. €. 83. 1. 67).° Kachel byl souéasti vysta-
vy ,Irdnsk4 miniatura v roce 1956 a ,Jan
Rypka a Iran“ roku 1979.

Dilo, které jsme predvedli - kachel
s princem se sokolem na lovu a s bdjnym
ptikem, je datovano do druhé poloviny
19. stoleti s uvedenim provenience - Irdn
(obr. 3). Mezi nejvétsi stfediska vyroby
glazovanych kachlt patfil Teheran, hlavni
sidlo Kadz4arovet (1794-1925), Siraz
a Isfahan. Glazované dlazdice byly sou-
Casti souvislého obkladu stén paléct,
ktery chrénil stavbu pfed klimatickymi
vlivy. Sté&ny byly zakon&eny pasy reliéf-
nich kachld s vlysy bohatymi na vizualni
sdéleni. Soucasné se vyribély jako volné
uZité uméni i pro tzv. upominkovy trh.

Z obdobné produkce pochézi i nas sbir-
kovy pfedmét. Byli jsme si témé¥ jisti, Ze
pfibé&h dila i jeho vytvarné zpracovani zau-
jme také nevidomé navstévniky. Kompozice
dila, jiZ dominuje postava prince na koni
se sokolem na ruce a nad niz se vznasi
bajny Huma, je pfitazlivd pro zapadniho
divika diky mozné identifikaci jezdce,
nefiktivni osoby jednoho z princii posledni
kddzarovské dynastie, a propojeni této
svétské, pozemské scény s perskym mytem.
V perské biji o ptaku Humovi nebo také
Simurghovi se traduje, Ze je zt&lesnénim
St&sti a zdravi, pFiCemz stin ¢ dotyk jeho
kfidel pFinasi pozemské bytosti, vétsinou

z krélovské rodiny, ochranu a bezpe¢i. Nad
sekularni scénou kddzarovského dvorana
na lovu se sokolem pfelétd bajny ptik
Huma, ktery svou p¥itomnosti jen stvrzuje
urozenost mladého jezdce.

Postavy jsou vsazeny do prizdné plo-
chy, v niz krajinu zastupuji pouze kvétiny
v kaspické oblasti piivodni, z nichz lze
uréit z pomérné popisné kresby, vedené
tenkou linkou pod glazurou, tulipan a sty-
lizovanou kvétinu (v levém dolnim rohu),
ktera se asto objevuje na jinych kachlech,
napiiklad na teherdnském z Metropolitniho
muzea v New Yorku, coz mtiZze byt drob-
nokvéta chryzantéma, v franu endemicka.
Jemnost stopy §tétce umoziiovala srst
z krku koé&ek, chovanych pfi dvorech pro
tyto ulely. Kotkdm se chlupy stiihaly
a svazovaly v tenounké 3t&tce predeviim
k malbg& miniatur. Nevidomym jsme popsali
postavu sokolnika s detaily odévu a zvlast-
nostmi koriského postroje (kiifi neni osed-
lan), tak jak je malif, skolenim miniaturista,
vypracovavi do podrobnosti véetné& Zilko-
vani listt a kvétd lavirovanou kresbou, pro-
kreslovanim peti ptéka, vysivek na kabétci
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jezdce atp. Opakovan€ jsme zmifiovali
zvl4tnost zpracovani irdnského reliéiniho
kachle. Pozadi scény je naprosto plosné,
dvojrozmé&rné, zatimco modelace jezdce
na koni se sokolem na ruce, leticiho ptaka
a kvé&tin vystupuji konvexné do reliéfu.
Mali¥i zdobili dlazdice jemnou obrysovou
praci §tétcem obdobné€ jako miniaturisté.
Kompozice je linearni, ptisobi nedimenzi-
onalné i pFesto, Ze kachel je misty reliéfni
a je vyroben odlitim do formy a vypalen.
Nato, po pomérné dlouhém procesu, jehoz
soudisti jsou nejméné dvé retuse povr-
chu kachle, pfichazi pfezah a teprve pak
se malif chopi $tétce s jemnymi chlupy

a vytvaii tenkymi m&kkymi liniemi kompo-
zici. Linedrni kompozici nanai na st¥ep.
Barva obrysové linie je v&t§inou smés Zivo-
¢isnych tukd a minerélnich pigmentt, nej-
Casté&ji Zeleza nebo manganu. Tuk ve smési,
ktera tvoii linku, vypalem shofi a ztstane
jen tmava stopa - linie oxid@ manganu
nebo Zeleza. Barvy jsou nana3eny vétsinou
do ploch mezi obrysovymi linkami, popfi-
padg stétcem rozmyviny smérem k liniim,
co? je patrné i na nasem dile (obr. 4).

Operaci ukon¢uje vypal s transparentni
a tvrdou glazurou s vysokym leskem. Neni
tfeba rozpakovat se a nepopsat nevidomym
barevnost scény. VE&tsinu pouzivanych
barev této oblasti tvofila pFirodni barviva
a mineraly; lapis lazuli, tyrkys, ktra grana-
tového jablka a vlagskych ofechii. Plosné
pozadi kompozice obsadily rozmyvané
odstiny tyrkysové barvy, zatimco konvexné
vystupujici postavy a kvétiny jsou slonovi-
nové bilé s akcenty okru a zelené.

Komentar specialniho pedagoga

Nejdfive jsme pfipravili pfednasku

a néslednou vytvarnou dilnu k vybranému
dilu pro vidici dospé&lé. Postup prace se
odehrél v obvyklém sledu, po sezndmeni
s dilem prost¥ednictvim kuritora nésledo-
valo vytvarné zpracovani motivu (obr. 54, b).
Reliéf vznikl pFidavanim sochafské hliny
do pfedkresleného motivu. DiileZitd byla
zkuSenost, Ze lze uplatnit vlastni pojeti,
tedy nechat se motivem inspirovat k tvor-
bé originilni variace na téma sokolnik na
koni. Pro tento posun bylo t¥eba zapojit
vlastni fantazii, zkuSenost s vytvarnym
materidlem a mozna i dat pfileZitost ndho-

dg.

Poté jsme upravili zptisob zprost¥ed-
kovani vybraného dila i pro navstévniky
s t&€zkou zrakovou vadou. Dilny se téast-
nili klienti ob&anského sdruzeni Okamzik
a zrakov€ postiZeni studenti Konzervatote
Jana Deyla. Prostfednikem k pochopeni



motivu nemohl byt original dila, ale pte-
dem pfipravena taktilné dostupni replika
reliéfu (obr. 6).

Metodika prace v ateliéru byla kon-
cipovana s ohledem na réiznou miru
poucenosti tcastnikd s praci se sochai-
skou hlinou. V3ichni zaé¢inali pracovat
na pfipraveném hlinéném podkladu, do
kterého lektor podle potfeby vyryl zakladni
motiv (obr. 7). Takova intervence umoZnila
zékladni orientaci, nicméné& nerusila a neo-
mezovala vlastni provedeni, které spocivalo
v nana3eni reliéfu (obr. §).

Lektor odhadl nutnou pomoc p#i indi-
vidualnim vedeni. Rozdilnost dosaZenych
vysledkti dokumentuje nejen miru p¥ed-
chozi pouenosti, ale rovnéz, tak jako
u vidicich nav§tévnikd, dokladé vliv pro-
jektivniho procesu ovliviiujictho vysledné
variace stylu vytvarného vyrazu.

Téma sokolnika (obr. 9) je zpracoviano
névstévnikem bez pfedchozi zkugenosti
s vybranym vytvarnym materidlem. Autor
se orientoval podle vyrytého motivu a opa-
trn€ dopliioval jednotlivé kousky hliny
pFipominajici détskou pochutinu - lentilky
(Gabriela Simkova pouzila pojmu aditivni,
lentilkova metoda), postupné se pokousel
o syntézu celého motivu jezdce na koni.
Byl schopen vytvofit si vlastni pfedstavu,
zatim bez snahy detailn& zpracovat naroény
celek. Pro prohloubeni pfedstavy by bylo
nutno k motivu se opakovang vracet.

Reliéf (obr. 10) je ukdzkou price
s viznamnym podilem vedeni ze strany
lektora, nejde tu viak o neschopnost vytvo-
fit si vlastni pfedstavu ani o nezku3enost
s vytvarnym médiem. Problematické bylo
apriorni neakceptujici a negativistické nala-
dé&ni. I pfes verbalizovany odpor bylo dosa-
zeno vysledku, ktery pfestavuje originalni
pojeti. Kompozi¢né je preferovan vertikalni
smér, ten je vysledkem Fazeni motivil koné
a jezdce nad sebe v podobé& jednotlivin,
nebylo zpracovino niro¢né propojeni obou
kompoziénich prvka.

Kompozice (obr. 11) zachycuje zpisob
zpracovani nezkudenym autorem, je patrny
problém se zakladnim pochopenim motivu,
jeho proporcemi a kompozi¢nim uspotada-
nim. Zakladni pfedstava nebyla zpevnéna,
to doklad4 i vodorovny zptsob pfipojeni
nohou kong, vkladani disproporénich
prvki i nedokonéenost prace. Ve vysledku
je patrna nezbytna pomoc lektora.

Vytvarné€ nadana a poudend autorka
(obr. 12) pfedvadi zcela samostatnou praci.

Vstupu lektora nebylo tfeba. Dosahla
vyvazeného kompozi¢niho celku s osobitou
stylizaci. Pouze ve spodni ¢4sti je uplatnén
originaln€ pojaty dekorativni prvek, svou
funkci pfipominajici tzv. ,&aru zem&*, kterd
ukotvuje dominantni kompozi¢ni prvek
jezdce na koni. Zajimavym momentem je
volba vygky reliéfu, kterd souvisi s taktilni
Citelnosti.

Reliéf vytvofil autor s lehéi zrakovou
vadou (obr. 13). Motiv je zajimavé zjedno-
dusen a je mozno jej vnimat jako osobni
vyrazové schéma. Zpracovani je piikladem
dobfe taktilng &itelného reliéfu.

Hmatovym prohliZenim s asistenci a ver-
balnim popisem (obr. 14) se nevidomi G&ast-
nici seznamovali s dily ostatnich autori.
Zivéretné zhodnoceni vytvarného projevu
je nezbytny didakticky postup, zavriujici
kazdou vytvarnou dilnu. Rozdilnost pro-
vedeni vychédzejicich z téhoz motivu jisté
vypovida o autentickém prozitku a zku-
Senosti z vytvarné dilny. Navitévnikim
prinasi cenné zkusenosti v poznéni vlast-
niho stylového smé&fovani. Vysledné dilo je
presvéd&ivou vypovédi o autorech, o vybé-
rovosti a akcentech jejich vnimani, které
umoznily individuédlni interpretaci pfedlo-
zeného vytvarného originalu.

Moznosti interpretace

James Elkins popisuje, jak ve v&t§in€ umé-
leckych muzei kuratofi, autofi popisek nuti
navstévniky pobihat od jedné popisky ke
druhég, ,(...) ale pfi tom se nedozvédi skoro
nic zajimavého, co by pfispélo k jejich
upfimnému setkani s dilem®. ¢ Zd4 se nam,
ze takovy bezpeény a chladny styl instalaci
v galeriich v&t3iné lidi vyhovuje a Ze v€do-
mi, Ze skupina odbornik® chrani a inter-
pretuje kulturni dédictvi, je zfejmé uklid-
fiujici. ,Je to v8ak ochrana, jakou poskytuje
jakakoliv obrann4 sila, at jiZ jde o personil
muzea nebo o policii. TiZ odbornici zaro-
veti v lidech vyvolévaji pocity nejistoty,
takZe si jen malokdo vihaveé hleda vlastni
cestu k umé&leckému dilu. Tuto daii musi
zaplatit za pocit bezpeéi, Ze je o obrazy
postarano. Obrovsky aparat v€déni v oblasti
dé&jin uméni je pfipraven kdykoli zakroéit

a poradit ndm, co si mdme o obraze mys-
let,“ pise Elkins.”

Vytvarné dilo je mnohovrstevnaté, k jeho
uchopeni se nabizi mnoho dhlt pohledu.
Dilo, které jsme vybrali, si nds podmanilo
nejen ,vyzyvavé struénou popiskou, ale
predevsim tim, Ze poskytuje pfileZitost bez-
prostfedniho vhledu do nezndmého dvor-
ského prostfedi poslednich KadZ4rovci.
Ziaroven nas seznamuje (snad ndhodou?)
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s nejznaméjsi bytosti perské mytologie, pta-
kem Humem, a ve stejny okamzik predsta-
vuje i ukdzku z oboru uzitého uméni, ktera
vyniké orchestraln{ souhrou dovednosti
Fady franskych umélct. VEfili jsme, Ze
budeme schopni zprost¥edkovat totéz, co
sami prozivame (v roli divdka a galerijniho
pedagoga v jedné osobé) jak vidicim, tak
nevidomym navitévnikam. Zjistujeme, Ze
dg&jiny uméni vzdalenych kultur mézeme

v prostoru galerie vefejnosti pfedkladat
epizodné, aniZ jimi musime prochazet od
pocatkid po sou€asnost - metodou tra-
di¢én€ péstovanou v univerzitni vyuce dg€jin
uméni. Zvlasté nevidomému navstévnikovi,
ktery nema4 zcela b&Zné na dosah odkazy
umélecko-historické oblasti, mtiZe i epi-
zoda, vybrand podkapitola z d&jin svéto-
vého uméni nedekané obohatit vnit¥ni svét
nejen o poznani, ale i o proZitek z navstévy
galerie. Prace lektora (galerijniho pedagoga)
s umé&leckym dilem t&sné& souvisi s tviréim
hled4dnim.® Tak jako mnoho lektort v gale-
rijnim prostoru i my zvaZujeme - prestoZe
se opirdme o badani kurdtortt NG, histo-
rik®h uméni, orientalist a dal3i obory, které
jsme vystudovali, - zda nejsme p¥ili§ vysta-
veni tskalim, jez pFedstavuji rizné navyky
i ptsobivost dila. Zda jsme v interpretaci
vizuédlntho dila nevidomému uspéli. Yvona
Ferenecova vypoditava i dalsi pfekazky: ,Je
vystaven (galerijni pedagog) nastraham:
vazené erudice, podmanivosti dila, limi-
tim sebe, konvenci, proklamovanych hesel
srozumitelnosti, perfekcionismu, egocent-
rismu® a konstatuje: ,Je hledatem, uvadé-
¢em, privodcem a divakem zarover.“?

S promé&nami galerijni price a zesilujicim
vyznamem multidisciplindrntho zkoumani
se méni i pozadavky na préci se stalymi
expozicemi. Difve neZ se kuratofi galerii
odhodlaji k tvorbé& flexibilngjsich vystav-
nich celk@l umoznujicich jejich ¢ast&jsi
obménu, ktera ovlivni opakovanou navstév-
nost, mohou lektorskd oddéleni - a my
tak ¢infme - tematizovat, konceptualizovat
sbirkové fondy v expozici, a roz3iFit tak
mozZnosti ve vzdélavacim uplatnéni jednot-
livych sbirkovych predméta.
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Pozndmky

Podékovani patfi pani Mgr. Adriané St¥ibrné,
lektorce, iranistce a dlouholeté kolegyni a pani
Mgr. Han€ Novakové, Ph.D., arabistce a n&kdej-
8i kurétorce a lektorce islamského uméni za
spoluprici pfi tvorb& pofadt o irdnském uméni
pro vefejnost.
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