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PAPERS

The Night Watchman Asleep
by Quido Manes: Sentimental Idyll
or Painted Joke

ANETA KLOUZOVA

This article focuses on a painting by Quido Manes from 1862 titled The Night Watchman
Asleep, a prime example of genre painting (its format conforms to contemporary
practices in this branch of painting), which was unveiled at the annual exhibition of art
in Prague. The painting, which in a unique way combines elements of idyllic and comic
painting, the two most distinct tendencies in the field of genre painting, invites the
viewer to trace multiple meanings and references to at that time contemporary concepts.
This is largely made possible by an analysis of three contemporary commentators on

the work. The article’s description of the contemporary ‘reading’ of the scene captured
in the painting is followed by a discussion of the comical aspect of Manes’s night
watchman and two incongruities in the image. The article discusses the sleeping guard
as an iconographic type of genre scene and the role of Quido Ménes and his work in
this field. It examines the comic aspect of the work of Carl Spitzweg, the Prague public’s
and Quido Ménes’s responses to it, and how the night watchman motif figures in the
context of Manes’s work and above all the context of the work of Carl Spitzweg, an
eminent representative of the comic genre in Central Europe, who was instrumental in
winning full appreciation for this branch of genre painting amongst Prague critics and
the wider public. The article then discusses the function of comedy in art, among other
things, in anticipating ugliness in the sphere of art, as constituting the essence of genre
painting as far back as its origins in the Netherlands in the 17th century. The author
reflects on another, altogether different, but no less apposite reading of the painting’s
subject in a section of the article titled ‘The sleeping night watchman as a modern-day
Endymion: sentiment and the idyllic’. The article then, on logical grounds, denies the
incompatibility of idyllic and humorous features and Manes’s The Night Watchman
Asleep is considered an example of a genre painting that lies on the border between the
idyllic and the comic painting. The article closes with a discussion that sets the painting
in the context of its selling value as a painting around the time it emerged and confirms
its exclusive nature. Summing up the painting’s unique quality, the conclusion confirms
the significance of Quido Manes’s role in the field of domestic genre painting.

Keywords Quido Manes, the younger brother of

genre painting, idyll, sentiment, comic, ugliness the more famous ]OSCf, was a member Of
a prominent Prague family of artists and
an excellent practitioner of genre painting
in the period when this style of art was at
the height of its popularity. At the peak of
his artistic career, Quido created a painting
titled The Night Watchman Asleep, and when
it was unveiled both critics and the art-
buying public received it with enthusiasm.

© | Bulletin of the National Gallery in Prague XXI1V/2014



All this is essentially well known, yet
there are a number of questions about the
painting that have yet to be clarified. Quido
has always been rather overshadowed by
his father and brother,* but he deserves
greater recognition as a representative

of one of the most popular styles of
19th-century art, a style that later on, with
the rise of modern art, fell out of favour,
in part as a result of the cheap popularity
it had enjoyed amongst the public. It is
popular for its combined use of idyllic
and sentimental elements and, perhaps
even more so, for introducing comedy
and humour into art. Genre painting

applied idyllic elements to scenes from the
life of simple people, preferably in rural
settings - and a doctrinal or moralistic
point often accompanied the idyllicism it
cultivated. From the time of Quido’s youth,
moreover, genre painting in Prague had
begun to incorporate comic elements into
its subjects, just as artistic prints created
primarily for entertainment had done
before it. This short description of the art
scene is of course a very simplified one,
especially considering the great boom in
genre painting in the late 18th century in
the art metropolises of Europe and in ideas
about art. Concepts such as idyllicism

1 Quido Ménes,

The Night Watchman
Asleep (The Young
Night Watchman,

The Night Watchman),
1862, oil on canvas,
The National Gallery in
Prague.
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2 Quido Manes,
Dreaming behind the
Stove (Self-portrait),
pencil drawing on
paper, whereabouts
unknown. Photo:
Vojtéch Volavka,
Ceskd kresba

XIX. stoleti (Czech
Drawing in the

19th Century), Prague
1949, Fig. 231.
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and sentiment or the comic, jokes, and
gags had very specific meanings around
the time that Manes created his painting
and also possessed a certain ambiguity
derived from their history. In order to fully
understand The Night Watchman Asleep it is
therefore necessary to reconstruct what
these concepts meant then and how they
related to each other. This can be done
from a close reading of the comments and
discussions concerning this work in its day.
This should help to answer the question
of exactly what type of painting this work
by Ménes was, a question hinted at in the
subtitle of this essay.

First, however, let’s look at what basic
information we have about The Night
Watchman Asleep. The painting belongs
to the Collection of 19th-Century Art
at the National Gallery in Prague. It is
a comparatively smaller middle-format
painting, which was typical for 19th-century
genre painting. Manes unveiled it in 1862
at the annual art exhibition in Prague,
where it was bought by the local Gallery
of Living Artists (Fig. 1).2 Nothing more is
known about the circumstances in which
the painting was created or its origins, and
in the great mass of drawings Quido Manes
left behind there is no study that is directly
connected to this painting. Even the
identity of the artist’s model is unknown,
unlike other paintings by Quido and his
contemporaries.?

The title the artist gave to the painting
for the exhibition in Prague is intended
to guide the viewer’s perception of it.

In connection with the painting’s motif

it might be of interest to mention that
Quido often portrayed himself asleep and
dreaming. Given the small number of
Quido’s self-portraits that have survived,
his self-stylisation in this way could be
considered typical.* Considering the
influence of Josef’s work on Quido it is also
worth mentioning a painting he created
called Reading (1850-1855), which also
features a figure falling asleep over a book
and thus shares a similar theme.

8 | Bulletin of the National Gallery in Prague XXI1V/2014

Contemporary reviews of the painting
When it was unveiled in Prague in 1862 The
Night Watchman Asleep was remarked on very
positively in three relatively comprehensive
reviews, which together present a mosaic

of the different elements in the painting
and of the different ways it was ‘read’ by
contemporaries, and are thus worth a close
reading.

Karel Purkyng, a sharp and occasionally
even ruthless critic, and an excellent
painter in his own right, described
Manes’s Night Watchman in his review of the
exhibition as the most pleasing of the genre
paintings on show: ‘This painting, illuminated
with the fair glow of the moon, is filled with gentle
poetry, and is thoroughly original. A young night
watchman in a village, the personification of clear
conscience, is relaxing on an old tree trunk, and
sleeping the sleep of the just. He is resting his head
on a garden fence, through which the lit-up faces of
inquisitive sunflowers smile sweetly at this modern-
day Endymion. The painting is rendered with
great diligence and tenderness; how beautifully
the village road meanders; how pleasantly and
studiously the trees, flowers, and houses are
rendered; how veraciously the hand of the sleeper
is positioned, and everything speaks of the most
innocent indolence and thoughtless comfort.

Guido Mdnes handled a very difficult task in

a truly artistic manner. Amidst all his natural
authenticity this rural youngster nevertheless has
something idyllic, something delicate to him; yes,
I'd venture that, despite his gaping mouth, this
fellow is not quite devoid of poetry.’

Jan Neruda, a leading Czech poet
and a critic of contemporary literature,
theatre, and art, opened his article on the
exhibition with the following words as part
of his review of domestic genre painting:
‘Our dear Guido Mdnes is a valiant contender
for the [winning] palm, "The Night Watchman’
is one of Mdnes’s best paintings.”® And he goes
on: ‘A seventeen-year-old boy, performing the
duty of night watchman perhaps in place of his
father, is ultimately overcome by sleep; he is sitting
on a thick tree trunk, leaning against a fence.

His ruggedly pleasant face attests to his vigorous
health, despite his youth he is already very tall.
Everything suggests the night is thick and muggy,
and a blank sleep has descended onto everything,
onto the watchman, the bush, and even the
droopy sunflowers bowing over the young man.
The colour is poppy-seed grey, distributed well.
The same conscientiousness with which Mdnes
executes his paintings in detail and for which he
has already been reproached by the self-righteous,
he has again applied to the staffage of this

year’s small and conceptually modest, yet generally
valuable work. Mdnes has the ability both to read
and to faithfully portray nature.’



A reviewer for the daily Bohemia also
praised Quido Manes’s painting, though
from a slightly different angle: ‘The Night
Watchman by Quido Mdnes also warrants
mention, as the most successful of all the paintings
in the comic line. The young rural lad with the
pointed cap and spear has set himself down by the
fence and is sleeping the sweet sleep of the just.
The landscape lit up by the full light of the moon
is brilliantly executed, the atmosphere is clear and
bright, and the sunflowers that embrace the young
slumberer add such a cheery spookiness to the
whole thing that we want to believe there is a little
sprite at work in the painting.’”

These comments on Manes’s painting are
at one in their praise of the artist’s technical
mastery of the work of painting a difficult
night scene and in some other details.
However, they clearly differ on the general
category the painting belongs to, which
is usually hinted at in reviews of painted
works. Neruda actually avoids making any
categorisation, the critic in Bohemia straight
out declares Ménes’s painting an example
of the comic genre, while Purkyn€& speaks of
the idyllicism, tenderness, and poetry of the
scene, yet does not explicitly deem these
features incompatible with the realistic
depiction of the inadvertently comical
appearance of the slumbering young man;
his characterisation carries all the more
weight in that it comes from the mouth of
a close companion of Quido Manes and
thus may in at least some points represent
the artist’s intentions in the painting.

Two incongruities in The Night Watchman
Asleep

A night watchman sleeping is a contradic-
tion in terms. The explicitly humorous part
of Mines’s painting is that the occupation
of a night watchman was a demanding

and responsible one, and this would have
been generally understood at the time.
Every large village used to hire someone
well-trusted to guard the local inhabitants
as they slept peacefully. It was the night
watchman’s duty to sound the alarm if
anything unusual happened in the com-
munity, and as well as ensuring peace and
quiet was kept at night, he was supposed to
prevent robberies and provide warning of
any threat to the community or its property,
devastating fires in particular. To perform
his job he was equipped with a horn and

a manual weapon for self-defence—a stick,
a pickaxe, or a halberd. The watchman,
like other workers providing services to the
community, was retained by the village on
a contract and was paid in money and in
kind. However, the night watchman often
performed other duties during the day and

the pay he received for keeping watch all
night was just a secondary source of live-
lihood. The function of night watchman
could only be performed by a man who had
reached the age of majority, though many
exceptions to this have been recorded.?
The first qualification for a night
watchman that Ménes’s hero fails to meet
is his age. In his above-cited review Neruda
touched on this inconsistency, noting the
night watchman’s ‘youth’. Contemporary
viewers familiar with the work of watchmen
would have been able to imagine that
this was the watchman'’s son standing
in for his father for some reason, which
is precisely how Neruda interprets the
painting. The minor’s father, however,
would have remained fully responsible for
the youth’s behaviour and that is why in
the comments on Manes’s painting there is
no harsh criticism of the second and most
glaring incongruity, which is that, instead
of keeping watch, this night watchman is
asleep.

The Night Watchman Asleep—an
iconographic type of genre scene?

There were certain types of particularly
popular plots and scenes in 19th-centu-

ry genre painting, such as ‘The Broken
Jug’, ‘Blind Man'’s Bluff’, ‘The Love
Letter’, ‘The Wine Tasting’, ‘An Overheard
Conversation’, and many others. They

3 Quido Manes,
Nocturno, c. 1860-
1863, oil on canvas,
Gallery of West
Bohemia in Plzen.

4 Quido Manes,

The Night Watchman,
watercolour
(gouache) on paper,
The National Gallery
in Prague.
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5 Carl Spitzweg,
The Sleeping
Night Watchman,
oil on wood,
private collection
in Bavaria.

Photo: Glnther
Roennefahrt, Carl
Spitzweg.
Beschreibendes
Verzeichnis seiner
Gemdlde,
Olstudien und
Aquarelle,
Muinchen

1960, p. 209,

cat. no. 721.

represented typical human attributes and
situations and many of them also had
a clear moral message. Some, like ‘The
Broken Jug’, had roots in the Bible. There
is also, significantly, a sleeping watchman
in the story of the Resurrection of Christ.
It is certainly hard to imagine that Quido
Mines would not have been familiar with
the countless depictions of this essential
theme in Christian iconography. A simi-
lar theme was that of the Apostles falling
asleep in the garden of Gethsemane while
Jesus was praying on the mountain; they,
however, are not guards in the real sense
of the word, their only error was to have
fallen asleep, and they are not wholly
negative heroes in the story, and in this
sense they anticipate the role of the hero in
Miénes’s painting. Another important but
hard to answer question is when and how
the scene with a sleeping guard or watch-
man actually acquired autonomy and itself
became the central theme in a work of art.?

As well as sacred history, however,
Mines’s inspiration could also have come
from depictions of various secular stories
featuring watchman who fail in their duty.
Night scenes featuring guards were very
common in early genre painting and prints,
but were rarely set in the countryside,
and this was all the more true of late
19th-century work. Regardless, it can be
assumed that scenes with a sleeping night
watchman as such were not too common
in the standard repertoire of genre painting
themes.

All that has remained of many genre
paintings with similar themes produced
in that era is the title of one or another
work. Tt therefore cannot be determined

Bulletin of the National Gallery in Prague XXIV/2014

with certainty whether watchmen or guards
were depicted in night scenes or whether it
was a night watchman at all. Under these
circumstances, it can hardly be asserted
that Quido Ménes was genuinely the first
painter to depict the motif of a night
watchman asleep.

The comic aspect of the work of Carl
Spitzweg

Two other paintings by Quido Ménes
warrant mention before we further consider
his use of the watchman motif. One was an
oil painting that featured a night watchman
and another figure nodding off by a lan-
tern, implying the night watchman’s failure
to fulfil his role, which is perhaps a deli-
berate reference to the Apostles in the
garden of Gethsemane (Fig. 3). It appears
that this painting was never exhibited at
the annual exhibition in Prague during
Quido’s lifetime, and it can only be given
an approximate dating on the basis of an
assessment of the artist’s mature, but not
his late, style of painting. The same applies
to the second work, a gouache painting, in
the Collection of Prints and Drawings at the
National Gallery in Prague, showing a night
watchman yawning on the rooftop of an
urban building, the date of origin of which
is similarly uncertain (Fig. 4).%

Quido Ménes’s use of the night watchman
motif temporally coincided with the work
of a leading central European creating
genre painting with comic elements, Carl
Spitzweg. He, however, used this motif
much later than Quido, not until the 1870s,
when other signs of the popularity of the
night watchman motif can be observed.

Spitzweg’s body work is well-known and
well-studied, in part owing to a recent
inventory and visual record that has been
made of it." Spitzweg used the motif of
a night watchman asleep in one of his
most famous paintings, originally exhibited
in Munich in 1879. He employed the
watchman motif again that same year in
a smallerformat painting, where, like in
Mines’s work, the figure is of a young
man, but the setting is urban. The third
example of Spitzweg’s use of this common
motif is a painting that is similar in
composition and general tone to the scene
in Méanes’s Night Watchman Asleep (Fig. 5).%2

Genre artists regularly ‘exchanged’ motifs.
The key thing in the end was always the
individual way in which an artist worked
with a particular motif and how it was
painted.

For many artists Spitzweg’s work served
as a model of genre painting in central
Europe and provided them with a shared



visual strategy. That strategy involved
visually questioning or even negating

the actual and original meaning of the
role the figure portrayed in the painting
was supposed to have. Spitzweg depicted
‘recreational’ hunters asleep or looking
fearful, and his guards would be knitting
socks, napping, or yawning. A famous early
painting of his shows a guard relaxing,
having placed a dummy in his spot on
the ramparts (Fig. 6). Similarly, in a scene
depicting the act of portrait painting, the
person sitting for a portrait has grown
visibly tired in the process, but ought
instead to appear lively and self-possessed
in that position.

Spitzweg submitted his paintings to
exhibitions in towns all over central
Europe, including Prague. He had been
submitting them more or less regularly to
the annual exhibition in Prague since the
exhibition opened up to work from abroad.

That is how Quido Ménes, a generation
younger than Spitzweg, became acquainted
with the latter’s ideas when he was still just
starting out as an artist.

Spitzweg’s extensive ties to Prague
have recently been the subject of an
exhaustive analysis,” so it is enough
here to sum up the main findings on
this topic. The evidence as to whether
Josef and Quido Ménes had any personal
contact with Spitzweg in Munich before
1849 is not entirely conclusive. Spitzweg
definitely visited Prague in 1849, and he
ceremoniously recorded his trip in an
illustrated text." He maintained lively
ties with Prague’s art scene later too, and
succinct proof that he was later welcomed
into the scene is the fact that Prague was
chosen as the location for an exhibition of
work from Spitzweg’s estate.

In addition to the relationship between
Spitzweg and Josef and Quido Ménes,

6 Carl Spitzweg, The
Sleeping Guard, 1848,
oil on canvas, private
collection. Photo:
Taténa Petrasové and
Roman Prahl (eds.),
Mnichov-Praha.
Wtvarné uméni mezi
tradici a modernou /
Miinchen-Prag. Kunst
zwischen Tradition
und Moderne, Prague
2012, p. 131, Fig. 46.
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7 Gustav Poppe,
The Sleepwalker,

c. 1850, ink-washed
drawing on paper,
The National Gallery
in Prague.
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earlier scholarship has dealt with the
thematic connection between Spitzweg
and an outstanding peer of his in Prague,
Josef Navritil. It is worth mentioning
that Navratil, a representative of the
non-academic branch of art in Prague,
employed the type of scene used by
Spitzweg, featuring ‘recreational’ hunters
and much later, in his best oil paintings,
the ‘fox hunt’.”

From this observation it is clear that we
need to look more closely at the reception
given to Spitzweg and his genre painting
in Prague. Let’s leave aside the analysis of
the paintings and the response to them in
the Prague press, and describe the situation
generally on their basis.

Spitzweg’s successful work soon turned
into an invitation to artists in Prague to
openly imitate it; it thereby simultaneously
elicited a negative response from art critics.
Gustav Poppe, a peer of Quido Manes’s in
Prague, showed two paintings at an
exhibition in Prague in 1849 titled Sunday
Hunter and Night Watch. On this occasion
a critic at Bohemia praised the young artist
for cultivating Spitzweg’s branch of art and
at the same time cautioned him against
‘excessive imitation’ of the master from
Munich: ‘The talented Poppe begins where
Spitzweg leaves off. Is there perhaps no other folly
as a spice salesman who goes out on a Sunday

12 | Bulletin of the National Gallery in Prague XXI1V/2014
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with the purpose to hunt wild animals and fails
in that purpose? We ought generally to caution
Poppe against excessive imitation of Spitzweg.

[...] In “The Sleeping Guard” [by Poppe] we
also find other, secondhand jokes. In this too we
would caution the young artist. Second-hand jokes
like these are often elements without a context.
Spitzweg, just like Hogarth, for instance,
squanders all sorts of allusions that are often
pointless.’

The reception to Spitzweg’s work in
Prague, moreover like anywhere else,
was thus not universally positive. The
fundamental rejection of one of his
paintings by Prague critics is evident in
a comment written in 1847: ‘As regards [...]
the painting by Spitzweg, we have a request that
the artist veil the painting in drapery as it is not
fit to be seen by today’s viewer.'”

Poppe’s Night Watch is today only known
from a brief contemporary description. It
depicted a member of the national guard
who has fallen asleep on duty and a night
watchman shining a torch in his face.
Poppe’s drawing The Sleepwalker portraying
an encounter between a night guard and
a figure up on the roof of a building
provides an idea of the comic approach that
was applied to a subject similar to the Night
Watch (Fig. 7).

These details form the foundation and
background to subsequent work done



8 Quido Manes, Study for the painting Publican in Fear,
1859, pencil drawing on paper, The National Gallery in
Prague, whereabouts of the original unknown.

by Quido Maines, including The Night
Watchman Asleep. Quido himself often
leaned towards comedy, whether implicitly,
as in the painting The Curious Messenger
(1857), or explicitly, in the painting The
Worried Publican (1859), only the preparatory
drawing for which has survived (Fig. 8).*
A pregnant comment by one Prague critic
is attached to this painting: [...] verging on
caricature but no less amusing is the painting [by
Quido Mianes] “Garden Waiter in a Sudden
Storm”. The threat of the storm is that it will
deluge all his prospective guests and tips.'>

This comment contains an
acknowledgement of some painted
humour in art, but at the same time the
term ‘caricature’ suggests the limits to the
use of humour in art. It seems that even
official art criticism was able to enjoy
genre painting. Criticism ranged from
references to official artistic criteria to the
public’s expectations. Perhaps Bohemia
in 1848 most clearly expressed the art
critic’s obligatory distance mixed with
respect for the expectations of the wider
public with the words: ‘Of Spitzweg’s output
we can say the following: though we are always
seeing the same person, we have to laugh. I'm
looking at the same figure for what must be the
thirtieth time, and I wanted to complain a little,
but despite it all I've been forced to laugh again
and again. And I truly laughed tremendously, to
the point where I had bugs flying into my mouth
[..].=

It was Spitzweg and his work that
managed to obtain full appreciation for the
comic genre amongst Prague critics. In the
year that Manes's The Night Watchman was
exhibited, 1862, Purkyné& wrote of one of
his paintings: ‘{The Painter of Portraits] is,
like all the paintings by this true humourist, very
nicely painted; the painting itself is intelligible and
needs no explanation.’”® And in the context of
genre painting with Spitzweg in the leading

9 Quido Manes, The Night Watchman Asleep (The Young Night Watchman,
The Night Watchman), 1862, oil on canvas, detail of the face (actual size),
The National Gallery in Prague.

role Bohemia also once described Quido
Maines as ‘Prague’s Spitzweg’ >

Comedy as the accepted prerogative of
genre painting
The foundation for the development of
genre painting in Europe was 17th-century
art in the Netherlands. Its complex
structure of humour and comedy,
corresponding, in the visual art forms, to
the other branches of the arts, has recently
and increasingly become the subject of
analysis. Erstwhile definitions of the ‘comic
mode’ of 17th-century genre painting
emphasised analogies with the theatre of
the mediaeval and humanist eras and with
the comic genre of literature from the same
period. Scholarship on the founding stages
of genre painting seems to be in agreement
that painters too used humour and comedy
to address the contrast between the ethics
established by traditions and the morality
of their era.>

From the early 1840s, with the boom
in genre painting in Prague’s art scene,
humour and comedy became the subject of
a debate concerning the possibilities this
type of painting had to offer. Local critics
adopted the view widely held at the time
that humour is in fact the very essence of
genre painting, and, more generally, that
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comedy is a means by which to incorporate
anything ugly within the ‘beaux arts’. The
following was written about genre painting
in Bohemia in 1843: ‘The main thing is that

we should not be presented with trivialities or
murder scenes and death, or sad and weepy
romantic poetry, or effects without meaning or
simpleminded women in grandiose attire. These
subjects are outside the boundaries of humour.
And genre painting lies within humour’s realm.'”
And in the same paper a year earlier the
following was written about one painting
in the annual exhibition in Prague:

‘unless a painter is able to portray something
unsightly as something comical, then he should
not even take up such a subject’; and: ‘in
everything that is genuinely comical lie the marks
of the contrast between the beautiful and the
ugly'rzé

Such high demands on a proper artistic
depiction of reality arising from this
emphasis on ‘genuine’ comic aspects
allowed comic painting to be understood as
a legitimate domain of artistic creativity.

The conception of beauty and the beaux
arts began to change substantially with
the enormous developments that occurred
in aesthetics and art theory during the
late 18th century. British, French, and
German thought was processing the legacy
of Antiquity and the contemporary art
scene, and at the same time expanding
on impulses from existing ideas about
the nature of literary satire and comedy
as a branch of the theatre arts. This
orientation can be observed in the work of
the European pioneer of written criticism of
the beaux arts, Denis Diderot.

Aesthetics, which had hitherto focused on
the concept of beauty and on capturing the
ideal in art, began to undergo a revision,
under the awareness of the diverse
modalities of beauty and the substantive
possibilities of individual modes of artistic
work. In this respect, the comic emerged
as a key category, capable of acting as
intermediary between ideal beauty and the
ugly of reality.

In the mid-19th century aesthetic theorist
Karl Rosenkranz managed to rehabilitate
the ugly within the most methodically
elaborated system of thought. His central
premise was that ugliness does not
represent just a lack of beauty but is rather
its active counterpart, as beauty can only be
perceived against the backdrop of ugliness.
He pointed to the various modalities
of beauty and the various manners of
subjective appreciation of it. Although
ultimately he observed that ugliness for the
sake of ugliness favours a ‘pathological’ as
opposed to a ‘healthy’ form of perception,
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he noted various legitimate applications of
the ugly in art.#

Like some other prominent art
theorists in Europe in the 1840s onward,
Rosenkranz commenced his explanation
for the existing paradox in aesthetics and
art theory by referring to the traditional
respect for certain forms of comedy in
every other branch of the arts. ‘The comic
always encompasses something of the ugly as an
ingredient’ and ‘artists producing comic work
cannot avoid ugliness.””® Rosenkranz’s attempt
to contemplate the aesthetic paradox in
art ultimately led him to an exceptional
appreciation of the role of the comic.
Ugliness as the negative of positive beauty
finds a new and higher positive form in
the comic: ‘the positive ideal lies in the comic, as
what is negative is dissolved in the comic’, ‘because
everything ugly converges in the comic, the ugliness
is lost', and ‘the comic can be beautiful, beautiful
not in the sense of a simple positive beauty, but
rather in the sense of aesthetic harmony.’®

Rosenkranz also discussed various other
phenomena that represented counterparts
to ideal beauty, such as the ‘macabre’ that
began to be popular with the art public and
debated by art theorists in the 18th century:
“The macabre can easily be turned into the comic.
The fact that everything terrifying can easily be
turned into the comic need not be elaborated here,
as persiflage has almost too often been about
satirising the macabre. Outside satire too, however,
art has drawn on everything terrifying and
spectral for the purpose of ridiculous plots.’>°

Similar features can also be observed
in a contemporary ‘reading’ of
Mines’s painting, the last-mentioned
aspect in the description of the painting
given above (‘the humorous macabre’).
Miénes’s Night Watchman also contains
a mixture of the pleasant and unpleasant,
or more mildly put, the risible, and
consequently it can come across as comical.
This particularly applies to an important
part of the painting, the young man’s face,
where the artist has almost caricaturishly
accentuated the slumbering young
man’s half-open mouth (Fig. 9).

The sleeping night watchman as a modern-
day Endymion: sentiment and the idyllic
A very different or even opposite way of
reading Manes’s painting is highlighted
by contemporary comparisons of its

hero to Endymion, as in the above-cited
quote. The witty description of The Night
Watchman Asleep by the artist’s friend and
art critic Karel Purkyné touched mainly
on the veracity of the depiction of the
painting’s hero and his mental state, and
the reference to Endymion was not a mere



witticism. The hero corresponded to earlier
representations of a watchman figure in

art and sculpture in terms of the position
of the body, the inclination of the head,
and in the use of the most commonly
employed manner of situating the figure

in a night landscape. In temper too, with
the night watchman immersed in delightful
yet innocent sleep, the composition fully
conformed to the ancient Greek myth of
an eternally beautiful young shepherd.

The moon goddess Seléné fell in love with
Endymion, but because he was a mortal
she could only visit him at night, while he
was asleep. Endymion was the main hero
of the story and later on it was occasionally
Diana who was presented as his divine
counterpart. In the 18th century Endymion
and his divine companion appeared
together with an intermediary putto figure,
and paintings around 1800 sometimes only
depicted Endymion in the company of this
intermediary—for example, in the famous
work by A.-L. Girodet (Fig. 10). The figure
of a young shepherd asleep, with his head
tilted upward, tended to be situated in

the left side of the scene, which is more
where the figure is found in the most
famous classical relief depicting Endymion.
In Quido’s Night Watchman Asleep it is the
sunflowers on the right that are the young
man’s companion, referring to the arrival of
the moon goddess or to her departure with
the break of day.

Endymion became a frequent motif in
European painting in the second half of
the 18th century, and in the Czech lands
around the year 1800 the motif even
figured in a public manifesto on the subject
of the critical state of art and its patronage
at the time.” The balladic mood of the
age become concentrated in the figure
of a beautiful young man, and sleep and
dreaming became themes indicative of the
era. Endymion, John Keats’' poetic romance
from 1818, evoked this mood brilliantly:

‘A thing of beauty is a joy for ever: / Tts loveliness
increases; it will never / Pass into nothingness;
but still will keep /A bower quicet for us, and

a sleep / Full of sweet dreams, and health, and
quicet breathing. [...] / Spite of despondence, of the
inhuman dearth / Of noble natures, of the gloomy
days, / Of all the unhealthy and o’er-darkened
ways / Made for our searching: yes, in spite of
all, / Some shape of beauty moves away the pall

/ From our dark spirits. Such the sun, the moon,
/ Trees old, and young sprouting a shady boon /
For simple sheep [...]."3

Endymion, however extraordinary he was,
given his amorous night-time interaction
with the world of the gods, was nonetheless
essentially part of a community, set in

10 Anne-Louis Girodet de Roussy-Trioson, The Sleep of Endymion,
1791, oil on canvas, Musée du Louvre, Paris. Photo: http://
en.wikipedia.org/wiki/Endymion_(mythology)#/media/File:Girodet_-_
Sommeil_Endymion.jpg.

the original idyllic Greek landscape that
was celebrated in pastoral poetry and in
painting represented as a pastoral type of
landscape art, in contrast to the landscape
settings for heroic acts.” Idyllicism and
sentimentalism with an admixture of
nostalgia acquired an exceptionally strong
base in Czech culture and even assumed its
specific form in the text to the song Where
Is My Home, which later became the Czech
national anthem.*

The ostensible incompatibility of humour
and the idyllic

Jan Neruda, whose amicable comments

on Manes's painting were cited in the
quotation at the opening of this essay,

had a particularly observant and warm
relationship to genre painting, given his
own artistic ambitions in the sphere of the
short literary form. In the year The Night
Watchman Asleep was exhibited, Neruda
defined genre painting very broadly and
noted in particular the expectation that it
would flourish and spread in domestic art:
‘Varied are the likings of laymen, but it is amongst
them that genre enjoys the largest following, with
its ordinary subjects familiar to everyone, easy to
understand, and entertaining, they are portraits
from real and oftentimes ordinary life [...] and
in honour of our domestic artists here again

the already well-known truth can be confirmed
that they sincerely strive for something higher.
We already have a good number of merry genre
artists, and we’ll have the pleasure of encountering
some of them again this year.”

A year later a more general version of
this description was provided by the author
of the entry on this subject in an essential
work of Czech lexicography of this period,
Rieger's Slovnik nauény (Encyclopaedia).
Genre encompasses ‘[...] in painting [...]

Bulletin of the National Gallery in Prague XXI1V/2014

15



16

usually everything that falls within the field of
historical painting or landscape art. In a narrower
sense the term indicates the presentation of

scenes and situations in painting drawn from
community or everyday life, without any greater
or more specific historical significance, in a certain
decorative spatial limitedness, harmoniously
executed in form and content, wherein the latter
ought always to possess a certain poetic idea
drawn from the rich resources of the spirit, such
as: spiritual devotion, sensitivity, sentimentality
(in the positive sense), humour and satire etc.
[...].73¢

In his own writing Neruda himself
demonstrated a feeling for combining
idyllic aspects with humour.” Even when
this style of art first appeared in Prague,
when Neruda was still a young man, all
of its aspects had already been extensively
discussed there.

For example, Anton Miiller, a university
professor of aesthetics and prominent
local commentator on art at that time, in
reference to one of the paintings on show,
remarked that it lay ‘on the border between the
idyllic and the comic’.*®

Clearly it can be claimed that the work
of Quido Ménes also falls on this same
borderline, or rather that it imaginatively
unites elements of both of the main
conventional styles of genre painting.

Manes’s Night Watchman Asleep in the
context of the contemporary value and
acquisition of paintings

After exploring the work itself, its sources,
and its contemporary reception, we
ultimately arrive at the question of where
The Night Watchman Asleep figured in the
context of the value and acquisition of
paintings in Prague in its time.

Visitors to Prague’s annual exhibitions
were familiar with Quido Manes’s work
from the time he was a young man.

The Prague exhibition of art was the
largest domestic platform for showcasing
contemporary art and Ménes regularly
exhibited work there from 1841. In the
two decades until 1861 he presented
twenty-three works at fifteen exhibitions.?
These figures alone make it clear the
annual exhibition in Prague was not the
only platform in the city that he used to
show his paintings for sale. No painter
could have made a living through that

one platform, even if he managed to sell
all his paintings at those exhibitions.
Although the presentation of art at the
Prague exhibition was very much about
prestige and self-promotion, the catalogues
for this exhibition provide a good idea of
the prices paintings sold for. Most were oil

Bulletin of the National Gallery in Prague XXIV/2014

paintings on canvas, the price for which,
in the case of Ménes’s work, ranged from
80 to 300 Austrian Gulden. The selling
price of 220 Gulden that was asked for

The Night Watchman Asleep in 1862 was
therefore nothing unordinary in terms of
the prices that Ménes’s other paintings
sold for. However, it is necessary to take
into account the fact that the format of
this work was small. Considering that
Mines offered his large-format painting
Country Pub for 280 Gulden at the annual
exhibition the following year, he clearly
thought highly of the smaller work. When
compared to the prices that the other genre
paintings shown at the exhibition that year
were offered for, regardless of whether
they were by domestic or foreign artists,*
the high value assigned to Manes’s Night
Watchman Asleep again cannot be denied.

Under these circumstances, the prices
artists asked for their work at the Prague
exhibition were also a part of their
different strategies, and it was by no means
uncommon for works at the exhibition to
be purchased, as the example of Quido
Mines shows. Between 1842 and 1862
Mines sold sixteen paintings at the
exhibition, including The Night Watchman
Asleep. Four of the fifteen paintings
that were sold up to the year 1861 were
purchased by members of the domestic
aristocracy acting as patrons of the arts,
while the remainder were purchased by the
Art Association.*

It is evident from a look at the sales of
Miénes’s paintings at the Prague exhibition
that individuals made purchases there
relatively rarely, while the organiser of
the exhibition, the Art Association, was
a regular and the largest buyer, acquiring
works for the annual draw held among its
members. By contrast, The Night Watchman
Asleep was evidently a comparatively more
prestigious item as it was purchased by the
Gallery of Living Artists. This institution
operated on a similar basis to the Society
of Patriotic Friends of the Arts, as a private
fund originally established by several
aristocrats. The primary purpose of the
gallery was to acquire and for a time make
public exemplary works of contemporary
art in the Picture Gallery of the Society.*?
Against a backdrop of similar institutions
in art metropolises and their more
generous purchases, the gallery became
the target of constant criticism from the
local public, among other things for its
manifest neglect of local artists. In this
perspective, the purchase of a painting
by Manes, in particular, in 1862 may
seem like a gesture towards rectifying the



artistic policy practised by the gallery to
that time.

What were the exact motives of the men
who chose to purchase The Night Watchman
Asleep can hardly be discovered now.

With its small format, the genre painting
conformed to expectations established

by an academic understanding of art and

a traditionally hierarchical view of styles of
art. The subject of Manes’s painting was
moreover also ennobled by its historical
precursors. Finally, in the eyes of the
movers and shakers at the Gallery of Living
Artists, a sleeping night watchman, as

a kind of Endymion, may have been the
personification of an implicitly ‘political’
statement on the current time, albeit

a different type of statement than that made
by Spitzweg’s paintings and their fans
before the onset of Neo-Absolutism.

Conclusion

A close study of The Night Watchman Asleep
confirms the unique position Quido Ménes
occupied in the sphere of genre painting. It
also and especially provides deeper insight
into the significance of this particular
painting in the artist’s body of work.

Discussions of this painting and
of genre painting in general by the
work’s contemporaries point to ‘humour’
and ‘poetry’ as key counterparts within
the context in which genre painting took
shape and in which it was perceived when
this painting was made. Examples of
combinations of diverse styles of art have
been found as far back as in the poetry
of Antiquity, but by the time The Night
Watchman Asleep was painted much more
subtle stylistic nuances and intersections
were on hand. We can see this in the wider
debate on contemporary art at the time
drawing on contemporaneous philosophical
ideas about beauty and ugliness, which
underpinned the contemporary position of
genre painting.

In The Night Watchman Asleep Quido Manes
drew on in his day the suggestive subject
of an individual’s professional role and
the individual failure to fulfil it. He also
enlisted the topics of sleep and dreaming,
which in mid-19th-century Europe were
often associated with distancing oneself
from or even turning one’s back on the
state of society as it is. In this and other
respects, Méanes drew inspiration primarily
from the top central European master
of genre painting, Carl Spitzweg. In his
best work Spitzweg revealed signs of how
painting could match poetry in the act of
transforming reality into art by proceeding
from conventional genre painting to the

exaltation of painting’s most innate tools—
colour and light. Mé4nes’s work cultivated
the preceding intellectual and artistic
traditions of Biedermeier and Romanticism
to the maximum. One example of this is
The Night Watchman Asleep, which seems,
among other things, like a synthesis of

the basic qualities that, according to the
contemporary debate, characterised the
highest aspiration of genre painting. The
specific combination of ‘humour’ and
‘poetry’ here ultimately takes inspiration
from the original potential of Biedermeier—
uniting an image of the idyllic in life with
a slightly ironic (or self-ironising) reflection
of that image within one painting.

The Night Watchman Asleep is a remarkable
contribution by Quido Ménes to
contemporary attempts to revise genre
painting. Tt is a specific type of response
to the glut of idyllicism at that time and
an anecdotal approach to the painted
image. Ménes's explicit use of the motif
of Endymion in The Night Watchman Asleep
was not simply about the external use
of a Classical motif for the purpose of
ennobling genre painting. Linking the
night watchman to Endymion in fact
showed how conventional genre painting
could be inherently transformed into an
art that is supposed to capture the totality
of human existence. The qualities of The
Night Watchman Asleep were recognised
immediately from various angles in the
Prague art scene even when it emerged. The
impression of the painting as a valuable
artistic achievement seems even stronger
with the greater passage of time and thus
beyond the contemporary standards in
Prague in the era of Quido Mines.

This paper was reviewed.
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‘[Nr.:] 238 [Gegenstand:] Ein Nachtwdichter'.

3 The identity of the hero in Quido

Mines's painting The Goldsmith is known,; it was
a well-known man in Prague in this profession,
who it may be of interest to note was an ancestor
of the painter Oscar Kokoschka.

4 See Roman Prahl, ‘Josef Méanes - Umélctiv
sen’ (Josef Manes - the Artist’s Dream), in
Marta Ottlova and Milan Pospisil (eds.), Proudy
beské umélecké toorby 19. stoleti. Sen a idedl (Streams
of Czech Artistic Production of the 19th Century.
Dream and Ideal), Prague 1990, pp. 90-99
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engraving, 452 x 580 mm, The National Gallery

Bulletin of the National Gallery in Prague XXIV/2014
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artist has the ability to portray this kind of humour,
that is a gift from nature that should be cultivated

and indulged.” (Anonymous), ‘Kunstausstellung’,
Bohemia XXII, 23. 5. 1849, no. 122, p. 3.

17 (Anonymous), ‘Die Kunstausstellung zu
Prag im J. 1847. (Fortsetzung.)’, Bohemia XX,

2. 5. 1847, no. 70, p. 3.

18 This involves a drawing that was created for
the purpose of café entertainment for a circle
of artists and that drawing became part of

the so-called The Book of St Luke (p. 28), which
contained caricatures and humorous drawings
and writings. Sleepwalker (Ein Mondsiichtiger),

c. 1850, drawing in washed ink on paper,

19.5 x 23 cm, The National Gallery in Prague,
inv. no. K 15784/57.

19 Sketch for a painting in the collection of the
National Gallery in Prague (A Study for the Painting
The Publican in Fear), 1859, ink drawing on paper,
228 x 200 mm, inv. no. K 12907).

20 (Anonymous), ‘Die Prager Kunstausstellung.
IX’, Bohemia XXXII, 8. 6. 1859, no. 135, p. 1194.
21 (Anonymous), ‘Die diesjahrige
Kunstausstellung. (Fortsetzung.)’, Bohemia XX,
23. 6. 1848, no. 93-94, p. 7.

22 (Karel Purkyné), ‘Leto3ni umélecka vystava’
(This Year’s Exhibition of Art), Ndrodni listy 2,
23. 5. 1862, no. 121 (unpaged).

23 Bohemia 1859 (see footnote 20 for the
citation).

24 On this, see in particular Hans-

Joachim Raupp, ‘Ansitze zu einer Theorie

der Genremalerei in den Niederlinden im

17. Jahrhundert!, Zeitschrift fiir Kunsigeschichte 46,
1983, pp. 401-418; Svetlana Alpers, The Art of
Describing. Dutch Art in the Seventeenth Century,
Chicago 1983; idem., ‘Picturing of the Dutch
Culture’, in Wayne E. Franits (ed.), Looking at the
Seventeenth-Century Dutch Art. Realism Reconsidered,
Cambridge 1996, pp. 57-67; Mariét Westermann,
‘Steen’s Comic Fiction’, in Guido M. C. Jansen
(ed.), Jan Steen. Painter and Storyteller, exhibition
catalogue, National Gallery of Art Washington

- Rijskmuseum, Amsterdam 1996, pp. 53-67. On

this, see recently Andrea Rousova, Zdnrovd malba
17. a poédtku 18. stoleti v Cechdch (Genre Painting in
the 17th and 18th Centuries in the Czech Lands),
dissertation, Institute of Art History, Faculty of
Arts, Charles University, Prague 2010.

25 (Anonymous), ‘Uber die diesjihrige Prager
Kunstausstellung. (Fortsetzung.)’, Bohemia XVI,
5. 5. 1843, no. 54, p. 4.

26 (Anton Miiller), ‘Die diesjahrige Prager
Kunstausstellung’, Bohemia XV, 6. 5. 1842,

no. 54, p. 3. The first of the quotes refers to

the painting Hungarian Shepherd’s Celebration by
the artist Heinrich Franz Gaudenz von Rustige
of Frankfurt, who later often attended the
exhibition in Prague.

27 Johann Karl Friedrich Rosenkranz, Aesthetik
des Hisslichen, Konigsberg 1853. Cf. recently
Tereza Stara, Estetika osklivosti (The Aesthetics

of Ugliness), bachelor’s thesis, Department of
Aesthetics, Faculty of Arts, Masaryk University,
Brno 2008, pp. 34-35.

28 Rosenkranz (see footnote 27 for the
citation), pp. 6-7.

29 Ibid., pp. 8-10, 53.

30 Ibid,, p. 352.

31 Cf. Roman Prahl, ‘Smuteéni figura

a zmé&ny konvenci v sochaf¥stvi kolem roku

1800’ (Mourning Figures and Changes to the
Conventions of Sculpture circa 1800), in Beket
Bukovinsk4 and Lubomir Koneény (eds.), Ars
longa. Sbornik k nedozitym sedmdesdtindm Josefa Krdsy
(Ars longa. A collection for Josef Krasa's 70th
birthday, which he did not live to be), Prague
2003, especially pp. 194-196.

32 Jack Stillinger (ed.), John Keats. Complete
Poems, Harvard University Press 1982, p. 65.
Another of Keats’ poems, Sleep and Poetry,
invokes sleep as follows: ‘[...] What, but thee Sleep?
Soft closer of our eyes! / Low murmurer of tender
lullabies! / Light hoverer around our happy pillows! /
Wreather of poppy buds, and weeping willows! [...]."
Ibid., p. 38.

33 There exists a vast body of literature on
the idyll topic, its origins, and its historical
applications in literature and art, especially
dating from the beginning of the era of
Sentimentalism. The likely consensus is that

at the time there was a melancholic or even
nostalgic aspect that was manifested in the idyll
over the loss of the harmony of human life in
the past. This aspect was aptly embodied by,
among others, the myth of Endymion.

34 Cf. Vladimir Macura, ‘Krajina hymny

a krajina literatury’ (The Anthemic Landscape
and the Landscape of Literature), in Patrik
Oufednik (ed.), Kde domov miij, varianty a parafrdze,
Praha - Litomy3l 2004, pp. 125-130.

35 (Neruda) (see footnote 6 for the citation).
36 Mil. [Jan Boh. Miiller], ‘Genre’, in Frantisek
Ladislav Rieger (ed.), Slovnik nauény, vol. III,

no. 1, Prague 1863, p. 346.

37 He demonstrated his feeling for analogy
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in the work of painters as an editor of several
magazines, in particular the prominent
entertaining illustrated magazine Humoristické listy
(The Humour Pages).

38 Anton Miiller, ‘Uiber die diesjahrige
Kunstausstellung’, Bohemia XIV, 13. 6. 1841,

no. 71, p. 3. The description relates to a painting
with the motif of an old man contemplating

a jug of alcohol. This was probably a painting
by the Dutch genre painter Elisabeth Alida van
Haanen, whose brothers Remigius Adrianus and
George Gillis exhibited landscape paintings at
the art exhibition in Prague in the 1840s.

39 (f. the exhibition catalogues for the Art
Association: 1841, Pig Slaughter (drawing, cat.

no. 295, price not indicated, private property //
1844, Battle Scene (cardboard), cat. no. 142, price
not indicated // 1845, Cantonment, cat. no. 116,
price: 150 Gulden // 1845, Outpost, cat. no. 202,
price: 35 Gulden // 1846, The Tyrolean Uprising

of 1809, Haspinger Leading His Peasants against the
French, cat. no. 184, price: 250 Gulden // 1846,
Draught Horses, cat. no. 272, price: 70 Gulden

// 1847, The Capture of Hofer, cat. no. 176, price:
300 Gulden // 1848, Horse Stable, cat. no. 256,
price: 250 Gulden // 1849, Rustic Building,

cat. no. 45, price: 280 Gulden // 1850, Horse
Stable during the Thirty Years’ War, cat. no. 243,
price: 250 Gulden // 1855, Pony in the Barn,

cat. no. 308, price: 160 Gulden // 1856, Antiquary,
cat. no. 321, price: 300 Gulden // 1856, The
Horse Riding, cat. no. 322, price not indicated,
private property // 1857, The Curious Messenger,
cat. no. 176, price: 200 Gulden, Delicatessen,

cat. no. 193, price: 180 Gulden // 1858, The Piper,
cat. no. 189, price: 180 Gulden, Chinese Emperor
Kien-long (1710-1786) Composed an Ode to Tea,

cat. no. 360, price: 160 Gulden, Chateau Roztoky
with Staffage from the 17th century, cat. no. 362,
price: 80 Gulden, Cottage near Koko#in (sketch),
cat. no. 364, price: 80 Gulden // 1859, A Boy at
His Task, cat. no. 128, price: 220 Gulden, Publican
in Fear, €. k. 349, price: 150 Gulden // 1860,
Kitchen Accident, cat. no. 19, price: 220 Gulden //
1861, The Goldsmith’s Workshop, cat. no. 184, price:
210 Gulden.
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40 For example, in 1862 Spitzweg'’s Painter of
Portraits was shown with a price of 250 Gulden,
and among Czech work there was Twelfth Night
by Antonin Gareis Jr. for 180 Gulden, the

large School Visitation by Eduard Steffen for

220 Gulden. Other genre paintings were offered
for less, while Hans Rhomberg’s Captured Chick,
cat. no. 173, for 530 Gulden, had an unusually
high asking price for such a painting.

41 At the exhibition in 1845 Count Eduard
Clam-Gallas bought Ménes’s painting Lodging and
at the exhibition in 1846 The Tyrolean Uprising

of 1809, Haspinger Leading His Peasants against the
French; at the 1845 exhibition Count Carl von
Althann purchased Ménes’s Outpost, and at the
1857 exhibition Prince Karl of Auersperg bought
Mines’s painting Delicatessen. Manes’s paintings
Draught Horses (1846), The Capture of Hofer

(1847), Horse Stable (1848), Rustic Building (1849),
Antiquary (1856), The Curious Messenger (1857),

The Piper (1858), A Boy at His Task (1859), Publican
in Fear (1859), Kitchen Accident (1860) and The
Goldsmith’s Workshop (1861) were purchased by
the Art Association at the exhibition. Cf. Zden&k
Hojda, ‘Kdo nakupoval na vystavich Krasoumné
jednoty?” (Who Was Buying at the Exhibitions
of the Art Association?), in Freimanovj

(see footnote 10 for the citation), pp. 133-153.

42 On this institution in general, see the jointly
(The Picture Gallery and the Gallery of Living
Artists), in Vit Vlnas (ed.), Obrazdrna v Cechdch
1796-1918, exhibition catalogue, The National
Gallery in Prague, Prague 1996, pp. 52-56. On
the founding and organisation of the gallery,

see Roman Prahl, ‘Die Prager “Galerie lebender
Maler”, Josef Bergler und sein “Hermann nach
der Schlacht im Teutoburger Wald™, Bulletin of
the National Gallery in Prague V-VI, 1995-1996,

pp. 53-69 (in particular pp. 53-58). On later
acquisitions of paintings by Czech painters, see
Idem., ‘Viclav Broziks “Ferdinand I. among His
Artists”: On Patronage in Bohemia around 1900,
Bulletin of the National Gallery in Prague I, 1991,

pp. 85-91 (in particular pp. 87 and 90).

Translated by Robin Cassling



MATERIALIA

Wood-carvings by Jiri FrantiSek
Pacak in the Collection of the
National Gallery in Prague

TOMAS HLADIK

Although not a particularly large part of the artist’s creative output, the collection

of wood-carvings by Jifi FrantiSek Pacak, housed in the National Gallery in Prague,
represents all the known treatments and objectives achieved and employed in small-
scale sculpture during the Baroque period in Central Europe. There is the classical
three-dimensional sketch that initially helped the artist to determine the preliminary
composition and spatial arrangement of the final sculpture, followed by a more
carefully executed model carving that provided visual information to the patron of the
sculpture and that subsequently served as firm guidance in the work carried out by
the workshop’s assistants. With the changing aesthetic criteria and newly formulated
requirements of the younger generation of ecclesiastical and aristocratic patrons of
sculpture in the emerging Rococo period, Pacak’s mature output evinced a growing
number of strictly cabinet-size pieces. Like in the cases of the formally refined creations
by leading master sculptors of the early Rococo period in Prague, the artist’s late
Calvary group also shows exceptional craftsmanship and technical prowess. In effect,
these are exclusive artefacts, in which the Litomy$l master was able to reduce both
volume and form over a minimal space, without the carvings losing anything of their
power of expression and intended artistic impact.

Keywords The collection of wood-carvings by

Jiri F}rant}i§el‘< chék, late pargque svculpture, Frgpgesco it Frantiek Pacak (ca. 1670 Star}'f

Trewsgm, Piarist church in Litomysl, The Crucifixion Rokytnik - 1742 Litomy§l) housed in

altarpiece, sculptural models and sketches, calvary ’

wood-carvings the National Gallery in Prague, is not
particularly numerous, nor entirely
homogenous in quality. However,
in terms of its most accomplished
examples, represented by three wood-
carved, polychrome Calvary groups, it
bears comparison with the best works
from the late stage of the artist’s creative
output. Besides its indisputable artistic
qualities and a distinctive stylistic
vocabulary, the collection, nevertheless,
can be looked at from yet another point
of view. When reading the National
Gallery’s administrative agenda and
studying specialized literature on
the subject, we come to realize how
complicated scholarly research tended to be
in the past in its quest for correct answers
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1 Jifi Frantisek Pacak, God the Father (bozzetto), after 1730, The National Gallery in Prague.
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to the complex issues related to the style
practiced by the so-called “successors of
Matthias Braun”. In this particular instance,
we discover how difficult it must have been
to conclusively establish the authorship of
many extant sculptural works of the High
and Late Baroque period, produced in the
region of Eastern Bohemia. In order to
determine the National Gallery’s corpus of
works by Pacék, it may be useful to give
some though to this question.

Chronologically the oldest piece in the
body of works under discussion is a small
relief carving of God the Father, dating from
after 1730 (Fig. 1). This is the sole authentic
sculptural sketch by Jifi Frantisek Pacdk in
the National Gallery’s collections, which
however was originally inventoried as
the work of an 18th-century Bohemian
master. The classic bozzetto probably
represents a three-dimensional design
for a larger sculpture of God the Father,
whether conceived as a free-standing
figure, such as that from the extension
above the high altar in the decanal Church
of the Assumption of the Virgin Mary in
Chrudim, or as a counterpart figure to
that of Jesus Christ from the Holy Trinity
group that has survived on the extension
above the high altar of the parish Church
of the Holy Trinity in Zaclér.* The sketch
bears features that are distinctive of this
type of sculptural artefact, typified by
the spontaneous, rapid recording of the
artist’s initial concept, energetically carved
in linden wood, showing only a rough
compositional scheme for the final work.
Pacik’s authorship was established in the
1960s by Old¥ich J. Blazi¢ek, who also
observed at the time that “the graceful style
of this remarkable wood-carving is essentially
Braun-esque, while its heavier bulk and individual
drapery motifs, particularly the striking, spread-
out hem with rolled-up borders, allude to an
earlier Pacdk.”

Produced probably not much later
than the sketch of God the Father was
a polychrome wood-carving of John of
Nepomuk in Adoration of the Cross (Fig. 2),
on display since 2008 in the National
Gallery’s branch gallery at the former
Cistercian monastery in Zd4r nad Sazavou.?
This piece is a larger and above all more
dynamic version of Pacdk’s model-type
statuette representing the martyr of the
secrets of the confessional, in the holdings
of the Municipal Museum and Gallery
in Poli¢ka.* Given the figure’s sharp
contrapposto stance and the dramatic
inclination of the head to the shoulder,
the work brings to mind the well-known
(mirror-reversed) stone sculpture of St John

of Nepomuk (1727), installed in front of the

southern facade of the town hall in Poli¢ka.

The carving discussed here harmonizes
with it in the highly agitated drapery,
particularly the dramatic treatment of the
billowing surplice.’ According to Old¥ich
BlaziCek, the Gallery’s statue “not only
shows marked stylistic elements suggestive of
Braun’s Eastern Bohemian successors, but in

2 Jifi Frantisek Pacék,
St John of Nepomuk,
1730-1740, The
National Gallery in
Prague.

3 Jifi Frantisek Pacak,
St John of Nepomuk,
ca. 1730, Prague,
private collection.
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its overall concept and expressive visual effect
directly points to J. F. Pacdk.” John's canonical
vestment is imaginatively animated using
undulating diagonals of the deeply cut, yet
softly modelled folds; the highly sensitive
modelling of the hands and face with
prominent cheekbones are also worthy
of note. Recently, another wood-carving
by Pacak has been published, that of St
John of Nepomuk (Fig. 3) that seems to
represent a fragment of what was formerly
the full figure of the saint, which was
later severely shortened and mounted
on a modern-period base.® The careful
modelling of the almuce and surplice
of this statue of John of Nepomuk and
their familiar forms, just as the sensitive
rendering of the saint’s hands and face
suggest that the compositional treatment of
the fully preserved statue from the National
Gallery had become popular in the milieu
of Pacik’s workshop and was repeatedly
employed in like-formulated commissions.
Conversely though, there is less certainty
regarding the authorship of the Pieta
sculptural group (Fig. 4), acquired from
a private collection in Prague in 1975 and
listed in the National Gallery’s holdings as
the work of an Eastern Bohemian wood-
carver from the School of Matthias Braun.
Hollowed out at the back, the relief carving
does not have the character of a sculptural
model, but rather of a small sculpture
from a domestic altar.” While the stylistic
affinity with the circle of Braun's Eastern
Bohemian successors is also evident here,
its maker has not yet been convincingly
identified. Symptomatic in this regard
is Blazi€ek’s handwritten note on the
registration card: “The carving either belongs
to the broader circle of works by Pacdk or, as
was suggested by E. Poche during the purchase
commission, to the workshop or circle of Rehot
Thény.”® In the output of Pacik’s workshop,
the chosen composition of one of the
traditional Stations of the Cross would
indeed be quite exceptional. In it,
Christ’s dead body is directly arranged on
his mother’s lap in a striking diagonal pose,
with his right arm hanging straight down
- after the model of medieval Burgundian
Pietas - to the base of the sculptural group.
Although the artist’s known executions
of the theme - for instance, the small
polychrome wood-carving from the
Regional Museum in Litomy3l (Fig. 5) and
its carved “enlargement” from the Church
of St James the Greater in Poli¢ka (on
loan to the Museum of Baroque Sculpture
in Chrudim) - also show the classical
pyramidal composition, in this case the
Virgin Mary presents the believer with the

4 )ifi Frantisek Pacak (?), Pieta, 1730-1740, The National Gallery in Prague.

5 Jifi Frantisek Pacak, Pieta, ca. 1740, The Regional Museum in Litomysl.
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body of the dead Christ in an anatomically
unnatural, sharply broken S-shape, set
here on a stone ashlar symbolizing a rock-
hewn tomb.? By contrast, the consistent
interconnection of forms using supple
curves and soft transitions is common
not only to the aforesaid groups of Pietas
(including the Gallery’s statuette), but also
to the carved Calvary sculptures to be
discussed further on.

An under life-size, polychrome statue of
a Kneeling Angel (Fig. 6) is also on view in
the above-mentioned exhibition in Zd4r
nad Sazavou, which OldfFich BlaZi¢ek
incorporated in the past in the former
core collection of Bohemian Baroque art,
exhibited at St George’s Convent at Prague
Castle, and which he then attributed to an
anonymous pupil of Jiff Frantidek Pacdk.
This sculpture must have once embellished
a Baroque altar extension or shrine, and
conceivably was a counterpart to another,
now-lost wood-carved statue. Its stylistic
vocabulary places the piece somewhere
on a boundary between the works of
Jifi FrantiSek Pacik and those of Ignaz
Rohrbach (1691-1747), another noteworthy
sculptor and successor of Matthias Braun,
who acquired a workshop (1726) in the
royal city of Chrudim through marriage to
the widow of the sculptor Cechpauer. At
first glance, the robust build of the figure
of the heavenly messenger attracts the
viewer’s attention by the striking and in fact
visually rather displeasing type of bloated
cheeks, swollen lips and puffy eyelids set
in a pear-shaped head. The treatment of the
drapery carved in a breadth of relief forms
with spread-out hems is certainly closer to
the costume concept of Pacék’s sculptures
than to the sharply undercut folds
and rippling hems of the draperies of
Rohrbach’s patron saints.

In 1976, another small Calvary
sculpture (Fig. 7) was on public
display in the permanent collection at
St George’s Convent, which represented
“a delicately carved miniature of a large, dramatic
composition with characteristic fluttering
drapery”.™ Initially considered the work of
an anonymous local master from around
1750, the brilliant pear-wood sculpture is
in fact Pacak’s sculptural transformation
of a much more famous masterpiece - the
monumental painting of the Crucifixion
by the Roman artist Francesco Trevisani
(Fig. 8) from the high altar of the Piarist
Church of the Finding of the Holy Cross
in Litomysl, destroyed during a fire that
damaged the church in 1775.*2 Soon
after it had been mounted on the altar
retable (1722), the composition of this

6 Jifi Frantisek Pacak (?), Kneeling Angel, ca. 1740, The National Gallery in

Prague.

renowned and markedly influential work
was disseminated not only as copies in

the form of a great many paintings and
printed graphics, but also via sculptural
transpositions of diverse artistic quality.”
Prominent among the well-known
sculptural multiplications is the artistically
accomplished and forcefully expressive
Calvary group by Ignaz Rohrbach in the
decanal Church of St Bartholomew in
Pardubice. As is apparent in some of the
surviving later works - for example, the
small gilded carving, now in the holdings
of the National Gallery in Prague (Fig. 9),
the closely related statuary from the
Eastern Bohemian Gallery in Pardubice,
and the recently restored altar featuring
Calvary statuary in St Nicholas’ Church in
Louny - certain local sculptural workshops
continued to adhere to the compelling
model of Trevisani’s painting well into the
mid-18th century.” And it was expressly
Jifi FrantiSek Pacik who succeeded, in

a truly distinctive way, in transforming
that model painting, when in lieu of the
original three friends of Jesus, he only

Bulletin of the National Gallery in Prague XXI1V/2014

25



7 Jiri Frantisek Pacék,
Calvary Il, ca. 1740,
The National Gallery
in Prague.

8 Francesco
Trevisani,

The Crucifixion
(modelletto for

an altarpiece in
Litomysl), 1721,
The Regional
Museum in Teplice.

left John the Evangelist and the Virgin
Mary in the staged group under the cross,
while assigning to the Beloved Disciple

of Christ the active role of a lone helper
of the fainting Mater Dolorosa (Fig. 10),
which in Trevisani's painting (and also in
most of its copies) was performed by the
figure of Mary Magdalene. In composing
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his altarpiece The Crucifixion with the Virgin
Mary and St John the Evangelist, a painting
that was later transferred from the Jesuit
Church of St Bartholomew in Prague to
the church in Dolni Slivno, Peter Brandl
opted for a similar approach.*¢ In his
recent treatise, Martin Pavli¢ek went as
far as stating “that Brandl’s painting and
Pacdk’s sculpture are related in some way”, while
suggesting the possibility that the Litomys3l
master could have seen Brandl’s canvas at
the Jesuit monastery in the Old Town of
Prague, of which “he made a distinctive variant
of his own”.”” Contrary to Pacdk however,
Peter Brandl equipped his figure of John
with a dramatic gesture of the left hand
flinging up toward the Crucified Christ.
The composition of the Litomy3l canvas
is also modified in a no less intriguing
fashion in some Baroque sculptural works
preserved in the region of the Krkono3e
foothills. For instance, in his large-scale
Calvary from the parochial Church of
St Lawrence in Jilemnice (ca. 1735), Severin
Tischler, another of Braun’s distinguished
followers and perhaps even Pacék’s close
friend, also altered the roles of the
assisting figures.” As opposed to
Brandl's compositional programme of the
Slivno painting and to the discussed small-
size Calvary, Severin Tischler not only kept
the figure of Mary Magdalene at the foot
of the cross, but actually even allotted it
the key role in the tragic scene, enhanced
by the female saint’s expansive gestures
and her dramatically devised drapery.
Conversely, Jiff FrantiSek Pacak’s Calvary
from the National Gallery in Prague,
modelled with utmost sensitivity, shows
figures of nearly classicizing delicacy, yet
endowed with animated expressions. The
meticulous execution sets it in striking
contrast to the cursory treatment of the God
the Father model sketch, while still being
very closely associated with Pacdk’s works,
notably in the pronounced type of John
the Evangelist’s head, as well as the
billowing hem of his mantle and the terrain
modelling of the Golgotha grounds.
Besides the above-discussed pear-wood
carving, two other, much larger Calvary
groups are on view in the long-term
collection of Bohemian Baroque art at
Schwarzenberg Palace in Prague, which
were produced in the workshop operated
by TJifi FrantiSek Pacak around 1740. The
first sculpture (Fig. 11) has strikingly bright
polychromy, whose original layer survives
only on the cross and the corpus of the
Crucified Christ.?° The Litomy3l master
carver, “who had the opportunity to be essentially
in daily contact with the Roman canvas at the



9 Eastern Bohemia, mid-18th century. Calvary, ca. 1750,
The National Gallery in Prague.

Piarist monastery”®, introduced in this piece
a completely new variation on the treatment
of what was an altogether standard theme,
a variation that differed considerably

from the compositional scheme of the
Gallery’s small Calvary. When comparing
all three groups, their differences do not
only consist in their greatly varied scale,
but above all in the return to the former
number of three friends of Jesus at the
Mount of Calvary, as we know it from both
the surviving Trevisani’'s modelletto of the
Litomysl painting, and most of its later
copies. Contrary to them, Pacék’s dynamic
figures of John the Evangelist, Mary
Magdalene and the grieving Virgin are
mutually interrelated in a much closer
manner, thus constituting a distinctly
compact formation arranged at the foot

of the cross (Fig. 12). At the same time,
the figural trio is perfectly interlinked in
the gestures used that fluently pass over
from one figure to the next. In the past,
V. V. Stech claimed that “while”, in similar
cases, “the influence of Braun is not discernible,
the technical maturity, sense of life, movement
and expressivity are.”?* In these instances,
the relation with Pacak’s other works is
likewise indisputable; it is demonstrated
in the endeavour “to close the form with
diagonals and patterns and to heighten the

sense of movement in the garments,” as Stech
observed again years ago in connection

10 Jifi Frantidek Pacak, Calvary Il - detail of a figural group at the foot of
the cross.

with Pacik’s stone sculpture of Francis
Xavier at Zire¢.? The central figure of
both the National Gallery’s larger Calvary
sculptures is a fainting Mater Dolorosa, as
she is being caught from the inevitable fall
by John the Evangelist, who has hastened
to her rescue from the right side of the
scene. The Virgin has a monumental
counterpart in the same figure from an
extant Calvary group on the side altar in
the former Augustinian church in Vrchlabi,
which Emanuel Poche had attributed in
the past to the workshop of Jifi Frantiek
Pacdk and which Ivo Kofan identified more
recently as the work of Severin Tischler.>
In both compared groups, the figure of the
converted sinner was conceived altogether
differently: whereas in the Vrchlabi work
Mary Magdalene stands close behind the
Virgin Mary, lifting her eyes up to Christ
on the cross, the Gallery’s carving shows
her just as she kneels on the ground of
Golgotha to the Virgin's immediate right. In
a sharp twist of her robust body, she readily
provides the support of her back, thus
helping John at the critical moment to carry
the entire weight of the fainting Mother of
God.

In 2012, the National Gallery acquired
a third Calvary group created by Pacak
(Fig. 13) from a private collection in
Prague, which at first glance shows
virtually no difference from the
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11 Ji¥i Frantisek Pacak, Calvary I, ca. 1740, The National Gallery in Prague.
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12 Jifi Frantisek Pacék, Calvary I - detail of a figural
group at the foot of the cross.
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previous work, not counting the new
acquisition’s monochrome colour
treatment.” Nevertheless, at closer
inspection we come to realize that some
of the minor variations on the overall
execution in the recently-acquired
sculpture in fact cannot go unnoticed.
These are particularly manifest in the
twisted poses of the individual figures
representing Jesus's friends and in
the inclination of their small heads.
In the workshop’s process of multiple
reproduction of this obviously greatly
popular composition, it could not have
been otherwise. The “asthenic” physique
of the Crucified Christ (Fig. 14) is indeed
compelling: the overly long, emaciated
limbs and oversized palms protrude from
his markedly elongated body with a well-
expressed chest and narrow hips, covered
by a dramatically wind-blown loincloth. As
has been pointed out by Martin Pavli¢ek,?
an identical type of Christ on the cross,
with a practically identical composition of
Jesus’s friends under the cross, is obvious
in a Calvary group (Fig. 15) that formerly
stood on the high altar of the affiliate
Church of St James the Greater at Chvaleé
(Trutnov district) before being recently
stolen. This is the only sculpture that was
preserved in situ and can thus provide
a guideline for the hypothetical answer
to the question as to what in fact was the
initial purpose of these small-scale wood-
carvings. As part of an altar complex, they
mostly fulfilled a conventional liturgical
function, but they could have just as well
been regarded as exceptional, one-of-a-
kind artistic artefacts, serving, for example,
for private devotion, or later on as highly
sought-after collectibles.”

Alongside the classical formula of two
assisting figures symmetrically arranged
at either side of the cross, well known
from Pacédk’s small groups at the town
hall in Poli¢ka and the decanal church in
Litomy3l, the described, distinctly different
variation on the treatment of the ancient
theme (likewise of superior quality in terms
of its sculptural form) also held a firm
place in the master carver’s oeuvre. This
approach brought with it a much more
dynamic treatment of the assignment,
coupled by a credible interpretation of the
tragic story’s intense emotional impact.
As is shown in the above-discussed
National Gallery examples, this effect was
invariably achieved through the use of
dramatic gestures and the firmly-stated
interrelation of the acting figures, endowed
with what appears to be unexpectedly
agitated corporal activity. Furthermore, the



13 Jifi Frantisek Pacak, Calvary Ill, ca. 1740, The National Gallery in Prague.
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14 Jiri Frantisek Pacak, Calvary Il - detail of the Crucified Christ.
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Litomy3l carver succeeded in underscoring
further the resulting, gracefully expressive
character of these masterful carvings
through a remarkable, vigorous plasticity
of the surface. The existence of several,
virtually identical sculptural renditions
in fact documents the extreme popularity
in Pacék’s workshop of the innovative
compositional treatment of this prominent
and ubiquitous theme in Christian art,
which at the same time differed from such
a visually captivating and binding model as
that represented by Trevisani’s altarpiece
in Litomysl. The refined form of the
Prague sculptural groups and their stylistic
vocabulary suggest that the artist himself
may have arrived at the aforesaid result
only in the late phase of what was no doubt
a successful life and creative career.

In conclusion, the question as to whether
the discussed collection of Pacék’s wood-
carvings in the holdings of the National
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Gallery in Prague can be defined with
a greater degree of certainty needs to
be answered. While this ensemble is
by no means an extensive section from
the artist’s lifelong production, it still
provides a relatively variegated picture
of his work practice that represents all
the known treatments and objectives
achieved and employed in small-scale
sculpture in Central Europe in the
High and Late Baroque periods. We
can find here not only the classic three-
dimensional sketch, with the aid of which
the Litomysl carver outlined the basic
compositional and spatial arrangement
of the finished work, but also the more
carefully executed model-type carvings
that served as initial visual information
for the patron of the commission and
afterwards as solid support for the output
of the workshop’s assistants.?® The growing
numbers of truly cabinet-size pieces in
Pacak’s mature creations seem to be related
to the changing aesthetic criteria that
redefined the demands of the emerging
younger generation of ecclesiastical and
aristocratic clients. As was the case with
the ornamentally embellished and formally
refined works by leading master sculptors
of the early Rococo period in Prague
(F. I. Weiss, K. J. Hiernle, J. A. Quitainer),
the artist’s late Calvary sculptures also
testify to his exceptional craftsmanship and
technical prowess. In their entirety, they
represent relatively exclusive artefacts, with
most of them having a striking and costly
surface treatment. In these works, Pacik
was able to reduce both volumes and forms
on minimal space (while preserving a clear
arrangement of the chosen compositions),
without the carvings losing anything of
their decided strength of expression and
intended artistic impact.

Based on our knowledge of the
nearly limitless sculptural output of
Braun’s disciples and successors, it can be
concluded that it was precisely Jifi Franti§ek
Pacak, who (with his superior production
of sculpture having a preparatory or,
conversely, a cabinet-type character) clearly
stands out from among the broad group of
successors of Matthias Braun. Let us recall
that the execution of Pacdk’s most extensive
project - the erection and sculptural
decoration for the monumental column of
the Immaculate Conception of the Virgin
Mary on the main square in Poli¢ka - had
been preceded by conscientious preparatory
work. Apart from fabricating the whole
model of the intended monument, which
is discussed in the artist’s letter to the
municipal council in Poli¢ka (1732), the



work also involved preparing wooden
modelletti for the stone statuary of the patron
saints that eventually found their place on
three tiers of the Marian column.

The earlier assumption that Pacdk
could have received his training in
Braun’s Prague studio was rightly refuted
by later scholars; however, this raises the
question as to where the Litomys3l master,
who had been initially trained along the
lines of the traditional wood-carving craft,
could have acquainted himself with such
vastly different studio practice which
usually entailed thorough preparation
of sculptural realizations. Among other
things, this type of preparatory work also
involved the use of the most valuable core
of a workshop’s collection of designs that
comprised sculptural sketches and models,
of whose existence and initial purpose
we are well informed from contemporary
sources (including Braun’s own testament).
Whether Pacédk’s own professional
engagement in the decorative programme
of the just-completed Piarist church in
Litomys] (where, according to contract,
Matthias Braun pledged to produce
the high altar’s complete sculptural
decoration)® could have provided him
with the decisive impetus and sufficient
guideline remains an open question.

This paper was reviewed.

Notes

1 In terms of its compositional scheme and
sense of movement, the Gallery sketch is
closely reminiscent of the God the Father statue
from Zaclé¥; Cp. Ivo Ko¥4n, Rar4$ a Setek aneb
braunovské sochatstvi vichodnich Cech, in:
Matyds Bernard Braun 1684-1738. Sbornik védecké
konference porddané Ndrodni galerii v Praze ve
spoluprdci s Ceskoslovenskym komitétem déjin uméni
ve dnech 26. a 27. listopadu 1984, Narodni galerie
v Praze (The National Gallery in Prague), 1988,
p- 108; Ibidem, Herese a sochafstvi vychodnich
Cech v 18. stoleti, Pomezi Cech, Moravy a Slezska,
Vol. 11, Regionalni muzeum v Litomys3li (The
Regional Museum in Litomy3l), Litomy3]

2010, p. 16, Fig. 3 (Zaclé¥, Church of the Holy
Trinity, high altar with the Assumption of

the Virgin, 1739-1742). Another sculpture of
God the Father, placed in the Chapel of the
Holy Trinity at Zire¢, was attributed to Pacdk
by Martin Pavli¢ek, Ndsledovnici M. B. Brauna
na Chrudimsku a Pardubicku. Pokus o vymezeni
autorskych hranic (diploma thesis), Katedra

dgjin uméni FFUP, Olomouc 1998, p. 52 and
Cat. No. 74 (high altar of the decanal church
in Chrudim); Pavel Panoch - St&pan Bartos,
Barokni uméni na Chrudimsku, Regionalni museum
v Chrudimi - Regionalni muzeum ve Vysokém

14

15 Jifi Frantidek Pacak, Calvary, ca. 1740, Chvaleg, affiliate Church of St James
the Greater (stolen). Photo: The National Heritage Institute, specialized branch
office in Pardubice.

Myté -Statni okresni archiv v Chrudimi (Regional
Museum in Litomy3] - Regional Museum in
Vysoké Myto - State District Archiv in Chrudim),
2011, p. 98, Fig. 109 on pp. 99, 115, Note 88

(the extension of the high altar of the Church of
the Assumption of the Virgin in Chrudim). For
more on the artistic figure of Jifi Frantifek Pacdk
and his professional engagement on the estates
of Dubenec, Markougovice, Zaclér and Zireg,

see Jan Pipek, Povéstny Fezbaf Pacak, ziretti
jezuité a Pelzelova sbirka Zivotopisti v€hlasnych
ucencti a umélctl, Roéenka statniho okresniho archivu
v Trutnové, 2003-2004, Trutnov 2006, pp. 107-155.
2 Jifi FrantiSek Pacak, God the Father, after

1730, linden wood coated with yellowish shellac,
h. 22 cm, Inv. No. P 380. Acquired through
donation from a private collection in Prague
(1939); Cp. Oldfich J. Blazi¢ek, Tti expozice
Eeského baroku, Uméni XVIII, 1970, p. 626, Fig. 7
on p. 623; Oldfich J. Blazi¢ek - Dagmar Hejdova
- Josef Hobzek - Josef Polisensky - Pavel Preiss,
Barok v Cechdch. Vigbér architektury, plastiky, malby

a uméleckijch femesel 17. a 18. stoleti, catalogue to
the permanent collection at the state chateau
Karlova Koruna in Chlumec nad Cidlinou,

Praha 1973, p. 107, Cat. No. 177, Fig. 53; Oldfich

J. Blazi¢ek - Pavel Preiss - Dagmar Hejdovi,
Kunst des Barock in Bohmen, exhibition catalogue,
Villa Hiigel, Essen, Recklinghausen 1977, p. 58,
Cat. No. 34, Fig. 17; Oldfich J. BlaZi¢ek - Pavel
Preiss - Dagmar Hejdova, Kunst des Barock in
Bihmen. Skulptur-Malerei-Kunsthandwerk-Biihnenbild,
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Recklinghausen 1977, p. 78, Cat. No. 33, fig on
p. 79; Oldfich J. Blazi¢ek, Modellpraxis in der
béhmischen Barockskulptur, in: Entwurf und
Ausfithrung in der europdischen Barockplastik. Beitrige
zum internationalen Kolloquium des Bayerischen
Nationalmuseums und des Zentralinstituts fiir
Kunstgeschichte Miinchen, 24. bis 26. Juni 1985,
Miinchen 1986, pp. 89, 98, Fig. 14; Oldfich

1. Blazi€ek, Sochafstvi vrcholného baroka

v Cechich, in: Déjiny éeského vijtvarného umeéni. Od
poédtkii renesance do zdvéru baroka 11/2, Praha 1989,
p. 506.

3  Jifi FrantiSek Pacak, St John of Nepomuk,
1730-1740, linden wood with new polychromy,
fully carved, h. 84.5 cm, the cross is a modern
addition, Inv. No. P 6419. Purchased from the
StaroZitnosti (Antiquities) company in Prague
(1975); Cp. Lenka Stolarova (ed.), Barokni uméni e
sbirek Ndrodni galerie v Praze. Vijbérovy katalog stdlé
expozice Ndrodni galerie v Praze na sdmku Kinskyjch ve
Zddru nad Sdzavou, Narodni galerie v Praze (The
National Gallery in Prague), 2008, p. 28, Fig. on
p- 29 (entry authored by Tomas Hladik).

4 Jifi FrantiSek Pacak, St John of Nepomuk,
before 1727, polychrome linden wood, h. 24 cm,
Méstské muzeum a galerie Politka (The
Municipal Museum and Gallery in Poli¢ka),

Inv. No. G ps 10.

5 E. Poche a kol., Umélecké pamdtky Cech 3, Praha
1980, p. 128; David Junek, Policka. Maridnsky
obelisk a barokni sochy (book edition Pamatky,

Vol. 4), Méstské muzeum a galerie Policka

(The Municipal Museum and Gallery in Policka),
2006, p. 6, Fig. 7 (model /?/ for the statue of

St John of Nepomuk mounted in front of the
Poli¢ka town hall), Fig. 8 (stone sculpture of
John of Nepomuk on the same site). For more
on Pacék’s statues of John of Nepomuk in Zireg,
Dobfenice and Nedé&listg, see Pipek (cited in
Note 1), pp. 139-140.

6 Jifi Frantidek Pacédk, St John of Nepomuk,

ca. 1730, polychrome wood, h. 64 cm, Prague,
private collection; Cp. Svaty na mosté. Vistava

k vijroéi 280 let od svatoteéeni Jana Nepomuckého,
exhibition catalogue, Rytifsky ¥ad kiizovnika

s &ervenou hvézdou (The Order of the Knights
of the Cross with the Red Star), Muzeum Karlova
mostu (The Charles Bridge Museum), Praha
2009, p. 45 (entry authored by Marek Pudalik).

7 Jifi Franti$ek Pacédk (?), Pietd, 1730-1740,
linden wood cleared of original polychromy,
hollowed out at the back, h. 27 cm, w. 25 cm,
Inv. No. P 6438. Acquired from a private
collection in Prague (1975), restored in

the National Gallery in Prague (Vera D&di¢ova,
2003). The hollowing on the reverse suggests
that a cross was formerly attached.

8 A note written by Oldfich J. Blazi¢ek on
January 14, 1976 on the back of registration card
Inv. No. P 6438.

9 Jifi FrantiSek Pacak, Pietd, ca. 1740, h. 34 cm,
w. 31 cm, depth 13 cm, Regiondlni muzeum
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v Litomy3li (The Regional Museum in Litomys3l),
Inv. No. 20C130. David Junek (Note 5), p. 25,
Fig. 35 on p. 25, identified the carving in the
accompanying caption with some reserve as

a model for the Pieta group for the Church of
St James in Poli¢ka; My thanks go to Mgr. Hana
Klime3ovi, specialized worker of the Regional
Museum in Litomysl, for her kind consent to
reproduce the Pietda photograph and to send me
the image.

10 Jifi FrantiSek Pacak (?), Kneeling Angel,

ca. 1740, linden wood with original polychromy,
hollowed out at the back, h. 123 cm,

Inv. No. P 2407. Purchased from a private
collection in Prague (1952), restored in the
National Gallery in Prague (Josef Kotrba, 1972);
Cp. Staré éeské uméni. Sbirky Ndrodni galerie

v Praze. Jitsky kldster, Narodni galerie v Praze
(The National Gallery in Prague), 1988, p. 146,
Cat. No. 403.

11 Jifi Frantidek Pacdk, Calvary II, ca. 1740,
pear-wood, polished and waxed, hollowed out
at the back, h. 45.3 ¢m, Inv. No. P 4554. The
wood of the cross is new; formerly the cross
was rounder, as is evident on the base, probably
made from a natural tree trunk. Acquired
through transfer from the Museum of Decorative
Arts in Prague (1949), restored in the National
Gallery in Prague (Ladislav Jetmar, 1973);

Cp. Staré éeské uméni (cited in Note 10), p. 146,
Cat. No. 402, Fig. 402; Blazi¢ek, Sochafstvi
vrcholného baroka (cited in Note 2), p. 506; Vit
Vlnas (ed.), Lumiére et ténébres. Art et civilisation du
baroque en Bohéme, exhibition catalogue, Palais des
Beaux-Arts, Lille, Paris 2002, p. 55, Cat. No. 12
(entry authored by Toma3 Hladik); Vit Vlnas
(ed.), Uméni manijrismu a baroka v Cechdch. Privodce
stdlou expozici Sbirky starého umeéni Ndrodni galerie
v Praze v kldstefe sv. Jifi, Narodni galerie v Praze
(The National Gallery in Prague) 2005, pp.
71-72, Cat. No. 56, Fig. on p. 70 (entry authored
by Toma3 Hladik); Martin Pavli¢ek, Karika,
Braun & Trevisani co-production, Podoba

a osudy hlavniho oltd¥e piaristického kostela
Nalezeni sv. K¥iZe v Litomysli, in: Pomezi Cech,
Moravy a Slezska, Vol. 14 (Sbornik praci ze
spolegenskych a pfirodnich v&d), Regionalni
muzeum v Litomysli (The Regional Museum

in Litomysl), 2013, pp. 37-55, here p. 47, 52,
Note 67, Fig. No. 19 in the Supplement (with

a dating of the carving to the 1730s).

12 Cp. Jaromir Neumann, Francesco Trevisani

v Cechdch. Zambersky obraz a jeho autor, Okresni
muzeum Vysoké Myto - Mé&stské muzeum

v Zamberku (The District Museum in Vysoké
Myto - The Municipal Museum in Zamberk)
1979, pp. 29-35, 53-56, Note 118-164.
Trevisani’s signed and dated modelletto for the
Litomy3] canvas was discovered years ago in
the Regional Museum in Teplice. For more on
the subject, see Jaromir Neumann, Trevisaniho
modelletto pro litomy3lské Uktizovani, Uméni



XLVIII, 2000, pp. 394-406; Vit Vlnas (ed.),

Sldva barokni Cechic. Uméni, kultura a spoleinost

17. a 18. stoleti, exhibition catalogue, Narodni
galerie v Praze (The National Gallery in Prague),
2001, p. 158, Cat. No. I/4.32, Fig. (entry authored
by Bohuslava Chleborddova); My thanks are due
to the employees of the Regional Museum in
Teplice for their kind consent to reproduce the
photograph of Trevisani’s modelletto and to send
me the image.

13 Most recently, Trevisani’s painting oeuvre
and its reflection in contemporary fine arts has
been examined by Martin Pavli¢ek (cited in
Note 11), who expressed his belief (Ibidem, p. 41)
that “Trevisani’s Litomys] Crucifixion became the most
popular artwork of the Baroque period in the Bohemian
lands and partly also in the broader region of Central
Europe”. 1 wish to thank doc. Martin Pavli¢ek for
sending the quoted volume and for bringing to
my attention the carved Calvary groups from the
Eastern Bohemian Gallery in Pardubice and the
affiliate church at Chvaleé.

14 Eastern Bohemian Master, ca. 1750, Calvary,
1750-1760, gilded linden wood, h. 46 cm,

Inv. No. P 6211. Cp. Pavliek (cited in Note 11),
pp- 49, 53, Note 75.

15 The stone Calvary at Rudoltice was
produced as late as 1800; - Cp. Pavli¢ek (cited
in Note 11), pp. 43-44, 52, Note 51, Fig. 11 in
the Supplement (the group by I. Rohrbach in
Pardubice), pp. 44, 52, Note 52, Fig. 12 (the
Calvary group in the Church of St Nicholas

in Louny, formerly in the cemetery church of the
Fourteen Holy Helpers on the same site), pp. 49,
53, Note 75, Fig. 10 in the Supplement (group
from the East Bohemian Gallery in Pardubice,
Inv. No. P 360), pp. 44, 52, Note 54, Fig. 13 in
the Supplement (the Calvary at Rudoltice). For
more on the group from the decanal church

in Pardubice, see also Simona Sedova, Igndc
Rohrbach (1691-1747) (M.A. diploma thesis), The
Faculty of Arts of Palacky University, Olomouc
2010, pp. 66-67, Cat. No. 47 (1735-1737).

16 See Jaroslav Prokop, Petr Brandl. Zivotni

a umélecky epilog 1725-1735, Praha 2006, pp. 17,
97-99, 120, 239-240, Note 37; Pavliek (cited in
Note 11), pp. 45, 48, 52, Note 61; most recently
on Brandl, Andrea Rousovi, Petr Brandl - mistr
barokni malby, Narodni galerie v Praze (The
National Gallery in Prague) 2013.

17 PavliCek (cited in Note 11), p. 48.

18 Ibidem, p. 46. The author is convinced that
in designing his Jilemnice Calvary, Tischler drew
on Trevisani's Litomy3l Crucifixion, “particularly
when assuming that he trained in Pacdk’s workshop in
Litomysl at the time the painting was mounted on the
altar created by Kaiika and Braun”

19 Martin Pavli¢ek, Severin Tischler. Socha¥
poxdniho baroka na pomezi Moravy a Cech,
exhibition catalogue, Muzeum uméni Olomouc
(The Olomouc Museum of Art), Olomouc 2008,
Pp. 40-41, p. 94, Cat. No. II.27, Fig. on p. 41.

Idem, Karika (cited in Note 11), pp. 46, 52,

Note 63, Fig. 15 in the Supplement; Ibidem, p. 47,
Fig. 16 in the Supplement, there is mention of
the Calvary sculptures in the Krkono3e region:
the group in the former Augustinian church

in Vrchlabi and a stone relief on the tomb slab
from the fagade of the parish Church of the Holy
Family in Chetmsko Slaskie.

20 Ji#i FrantiSek Pacdk, Calvary I, ca. 1740,
linden wood with original polychromy of the
corpus and cross, and a later coat of paint on
the figural group under the cross, hollowed out
at the back, h. 86.3 cm (the whole), h. 33.5 cm
(corpus), Inv. No. P 5177. Acquired through
purchase from a private collection in Prague
(1964), restored in the National Gallery in
Prague (Ji¥i Toroni, 1970); Cp. Staré éeské umeéni
(cited in Note 10), p. 146, Cat. No. 401, Fig. 401;
Pavli¢ek (cited in Note 11), p. 47, Fig. No. 17 in
the Supplement. The author dates the carving to
around 1730.

21 Pavliek (cited in Note 11), p. 47.

22 Viclav Vilém Stech, Maty4$ Bernard Braun,
in: Dohady a jistoty, Praha 1967, p. 279.

23 TIbidem.

24 Cp. Emanuel Poche, Pacidkové a sochafska
prace v d&€kan. kostele v Pardubicich II, Uméni
XV (Stenc), 1943-1944, pp. 291-293, Fig. on

p- 291; Kof4n, Rara3 a 3etek (cited in Note 1),

p- 114; Idem, Braunové, Praha 1999, p. 144; Idem,
Lomivy charakter baroka v Cechich a jeho
chvila, in: Helena Dériova - Jan Klipa - Lenka
Stolarova (eds.), Slexsko - zemé Koruny ceské.
Historie a kultura 1300-1740, Narodni galerie

v Praze (The National Gallery in Prague) 2008,
p- 530, Fig. 15 (Severin Tischler, ca. 1735); Idem,
Herese (cited in Note 1), pp. 28, 26, Fig. 13
(Calvary in Vrchlabi), p. 28, Fig. 15 (Calvary at the
chateau church in Benatky nad Jizerou), p. 34,
Note 13: “He [= S. Tischler] ought to be attributed
with the Calvary in Vrchlabi, which is closely related to
the like-themed group in Jilemnice.” For the Krkonoge
groups, see most recently Pavli¢ek (cited in
Note 11), pp. 46-47, 52, Notes 63-66, Figs. 15, 16
in the Supplement.

25 Jifi Franti§ek Pacak, Calvary III, ca. 1740,
probably fruit (pear-?) wood, possibly later
polychromy imitating polished white, h. 89 cm,
w. 29.5 cm, depth 17 cm, hollowed out at

the back, Inv. No. P 9798. Acquired through
purchase from a private collection in Prague
(2012). Cp. Pavliek (cited in Note 11), pp. 47-48,
52, Note 58. The author dates the discussed
carving to the 1730s.

26 Pavli¢ek (cited in Note 11), pp. 48, 53, Note
70, Fig. 18 in the Supplement; Cp. also E. Poche
a kol., Umélecké pamdtky Cech 1, Praha 1977, p. 551;
I wish to cordially thank ThLic. Adrian Jaroslav
Sedlak, O.Praem., the spiritual administrator

of the affiliate church at Chvaleé for his kind
consent to print the earlier Calvary image, and
the National Heritage Institute, with its branch
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office in Pardubice, namely Milan Kristof, for
providing this photograph.

27 Pavliek (cited in Note 11), p. 48, discusses
the first two of the three above-mentioned forms
of hypothetical use of Pacik’s Calvary carvings.
28 For example, modelletti (dark-stained wood,
h. 14.5 cm) had been made for the statues of

St Vitus and St Joachim from the Marian column
in Poli¢ka, which were shown in the exhibition
Uméni v Cechdch XVIT-XVIII stoleti 1600-1800.
Pragské baroko, Praha 1938, p. 110. Cat. Nos.
632, 633; they were loaned for the exhibition
by Father Franti$ek Du3éanek, a parish priest

at Zamrsk. Although the models are now
missing, photographs of them have been
preserved in the collections of the Municipal
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Museum and Gallery in Poli¢ka (No. H fa 1561,
1562). Cp. Junek (Note 5), p. 12, Fig. 22 on p. 18
(model of the statue of St Joachim), Fig. 24 on

p- 19 (model of the statue of St Vitus); Vratislav
Nejedly - Pavel Zahradnik, Maridnské, trojicni

a dalsi svétecké sloupy a pilie v Pardubickém kraji,
Praha 2008, p. 427, Notes 639, 640; Conversely,
it has not yet been possible to corroborate the
existence of original preparatory drawings by the
hand of Jifi Frantisek Pacak.

29 Cp. Vratislav Ry3avy, Spoluprice

sochafe MatyaSe B. Brauna s architektem
Frantiskem M. Karikou, in: Matyds Bernard Braun
1684-1738 (cited in Note 1), pp. 154-155; most
recently Pavli¢ek (cited in Note 11), pp. 37, 50,
Notes 3, 4.

Translated by Katefina Strddalovd



MATERIALIA

‘A Hideously Vulgar Painting’:
Flower Day by Thomas
Theodor Heine

TOMAS WINTER

Thomas Theodor Heine’s painting Flower Day (Ein Blumentag) from 1912, until recently
believed to be lost, is a satirical response to the tradition of Flower Days that were
organised before the First World War. Young women used to sell artificial flowers on this
day, and although the money raised for them went to charity various social and political
organisations and individual artists took a negative view of this activity. One criticism
referred to the moral risk the young women exposed themselves to, which is alluded to
also in this painting.

Heine took a radical approach to criticism of Flower Day: the naked young women in
the painting are not afraid of losing their innocence because they probably lost it long
ago. Along with the flowers they are offering their bodies to anyone interested. Heine
thus stylised them in the role of prostitutes of his era, which he also portrayed in other
works. The customers that the young women accept money from are representatives of
various social groups: a bourgeois man, an official in the German army, and a student
appear in the canvas. Heine also encoded a reference to the history of modern art
in Flower Day. The seated young woman with a bouquet in her hand is evidently
a conscious reference to Manet’s Déjeuner sur 'herbe.

Keywords Thomas Theodor Heine (1867-1948),

caricature, satirical drawing, modern art a German painter, sculptor, and
draughtsman, is best known as
a remarkable satirist and caricaturist. This
is owing to his ties to the Munich-based
satirical weekly Simplicissimus, for which he
worked from the time of its founding in
1894. Although before that for four years
Heine had contributed drawings to the
humoristic magazine Fliegende Blitter, it was
his work for Simplicissimus that garnered
him fame as a caustically critical artist and
one of the star caricaturists of his day, and
as someone who had an extraordinary
influence on other artists. He created
more than two thousand black-and-white
drawings for Simplicissimus over the years he
worked for it.

In the Czech art scene, Stanislav Kostka
Neumann first noted Heine's unique qua-
lities in 1898. In the periodical New Cult
(Novy kult) he printed an article from Das
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neue Jahrhundert by Georg Herman praising
the strength and stature of Heine’s cha-
racter.! Two years later Heine’s caricature
art was appraised in Free Directions (Volné
sméry) by painter Milo§ Jiranek, who regard-
ed him as one of the strongest figures in
German caricature art around that time.

He felt Heine’s best work to be his tragic
form of social satire, which elicits in the

viewer a bitter grimace rather than laughter:

‘Heine’s humour is a dreadful humour—but
with him you sense that it comes directly
out of all of who he is, his whole way of
seeing things, you always sense an essential
inner connection between the image and
the text.”

In May 1933 Heine decided to emigrate
after the process of Gleichschaliung made its
way into the editorial office of Simplicissimus
and most of the team succumbed to Nazi
ideology. Like many other German artists
he chose Czechoslovakia as his destination
and spent five years in the country.’ Shortly
after arriving, Hugo Feigl Gallery in Prague
organised an exhibition of drawings and in
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1 Thomas Theodor Heine, Flower Day, 1912, oil on canvas, The National Gallery in Prague.

September and October of the same year
the gallery held a larger retrospective of
his work. This exhibition was opened by
Czech caricaturist Zdené&k Kratochvil, who
had met Heine personally before the First
World War when the former was study-
ing in Munich. The exhibition was met
with a wide-ranging response and not all
of it was favourable. While critic Jindfich
Chalupecky pointed to the great refinement
of Heine’s drawings, his feel for persiflage
and skill at caricaturing the bourgeoisie,*
others reproached the artist for having
abandoned sharp political satire and drif-
ting into a humorous, un-tendentious form
of drawing, the result of Heine’s fears that
his family remaining in Germany might be
persecuted. Adolf Hoffmeister’s words are
eloquent in this respect: ‘We went to an
exhibition of a political artist global in his
outlook and of international significance,
but we found there a depoliticised exhibi-
tion of a sensitive poet in exile.’”s

In the introduction to the exhibition
catalogue Heine himself regretted that the



2 Heinrich Kley, Marguerite Day, Simplicissimus XV,
1911.

exhibition was unable to present a compre-
hensive view of his work: only a selection
of his prints were shown and none of his
paintings at all. This situation was charac-
teristic of the perception of Heine’s work as
a whole: while his caricatures and satiri-
cal drawings were relatively well known
in general, his paintings long remained
somewhat obscured and outside the inte-
rest of Czech art theorists and critics.
Further evidence of this is the fact that it
was not until 2011 that the National Gallery
in Prague (N4rodni galerie v Praze) obtained
the first and only painting by Heine for its
collection. The painting is a large-canvas
work called Flower Day (Ein Blumentag). This
acquisition from a private collection is of
notable significance. A critical inventory
of Heine’s painting done in 1978 lists this
work as missing, and the same information
is given in a catalogue from 2000.° The rea-
son is obvious: the painting’s whereabouts
at the time were unknown to researchers.’
Heine painted Flower Day in 1912, at
which time he also painted two other pain-
tings.®* When in the middle of December
that year he was visited in his studio
by writer and poet Greta Gulbransson,
wife of another important illustrator for
Simplicissimus, Olaf Gulbransson, the canvas
caught her attention immediately. But in
a purely negative sense: she described it in
her diary as a ‘hideously vulgar painting’.°
Greta Gulbransson’s spontaneous reaction
was no doubt caused by the provocative
nature of the painting’s subject. Heine
transferred the motif of a traditional female
nude, which he had learned during his
training at the art academies in Diisseldorf
and Munich, to a setting commenting on
contemporaneous social circumstances.
In this sense Heine’s painting is narrowly
linked to his satirical drawings. In formal
terms this affinity was already noticed in
1916 by German art historian Georg Jacob

Wolf, who also, however, remarked that
Heine’s paintings are not illustrative but
rather possess a certain mood—an atmo-
sphere without any literary or humoristic
punchline.®

Although Flower Day truly captures the
atmosphere of a park on a spring day—
the location is evidently fictional, with
a building inspired by the architecture of
the Petit Trianon in Versailles*—it does
contain a satirical point. The painting is
a response to the tradition of Flower Days
that were held in German towns and dated
back to 1910.> The days were named after
particular flowers that symbolised them
(marguerites were the most common).
During the festivities, accompanied
by an abundance of food and drink,
young urban women sold flowers on the
decorated streets. The proceeds from the
sale of flowers were intended for charity,
frequently to help care for children in
hospitals and infants in institutions.

From at least 1913 it is possible to observe
the existence of Flower Days in the Czech
lands. One of the dates it came to be held
on and that is still used for flower festivities
even today was 18 May. On that date in
1913 Flower Days were organised in Czech
towns in support of Czech minorities, and
were organised by the Nationalist Clubs.®
After the First World War broke out, the
proceeds went, among other things, to
caring for wounded soldiers.™

Despite their noble aims, these events
were looked on negatively from Germany.
They were supported not just by contem-
porary political groups and various orga-
nisations but also by artists. Writer Kurt
Tucholsky turned his poetic rumination on
Marguerite Day in 1911 into a critique of
the government’s economic management
and social policy.” Another subject was
to draw attention to the moral risk young
women distributing the artificial flowers
exposed themselves to. And this problem
was also reflected in Simplicissimus - for
instance, the drawing Marguerite Day by
Heinrich Kley, symbolically connoting the
loss of innocence.* From the subject as
a whole and from the presence of the motif
of picking petals off a flower it is clear that
the drawing was a parody on the official
postcards that were issued to coincide
with Flower Days and that often employed
a Secessionist stylisation. An example is the
postcard issued for Marguerite Day on 18
June 1911 in Rostock.

In this respect, Kley’s drawing can
be regarded as a direct precursor to
Heine’s painting. Heine’s message however
is more radical than Kley’s. The naked girls
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in the painting are not worried about losing
their virginity as they probably already lost
it long ago. Along with the flowers they

are offering their bodies to anyone interes-
ted, so Heine stylised them into the role of
prostitutes of his era, figures he also depic-
ted in other works. The customers that the
young women accept money from are repre-
sentatives of various social groups: a bour-
geois man, an official in the German army,
and a student appear in the canvas. Each

of them reacts to the situation they are

in differently. There is something cavalier
in the expression on the face of the older
bourgeois man, a product of his experien-
ces in life. The soldier retains the dignity
proper to his position, though the handle
of his sabre symbolises an erect penis. The
greatest discomfiture is felt by the young
student, the one being most intensively
seduced by the members of the female sex.
One young woman on her knees is offering
him flowers, like her peers, but her posi-
tion at the same time suggests her readiness
for oral sex.

Heine also encoded a reference to the
history of modern art in Flower Day. One
seated young woman in the foreground
holding a bouquet is clearly a deliberate
allusion to Manet's Déjeuner sur Iherbe—as
though Heine wished to inscribe the image
with yet another layer of meaning: his own

FORIOCK (LI T

3 K. Grundig, Marguerite Day, Rostock 18 June 1911,
postcard.
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interpretation of this famous, scandalous
work, also employing the contrast of female
nakedness and clothed men. This contrast
was later also frequently used by Heine

in his well-known satirical and humoristic
drawings.”

In comparison with other paintings by
Heine Flower Day is clearly one of his most
erotic works—the painting most openly
dealing with a sexual subject. In it, like
in other works at the time, Heine used
a modern symbolic language and the
stylistic elements of painting around the
turn of the century, manifested, among
other things, as a technique, influenced by
Impressionism, of applying colours using
short brushstrokes. In 1912 they seemed
anachronistic in the light of the pre-war
avant-garde movements, Expressionism,
Futurism, and Cubism, but they continued
to be typical for Heine. At the same time in
Flower Day he does not conceal his exten-
sive experience as an illustrator: the con-
tours of the figures are outlined in a thin
brushstroke, which, interestingly, changes
its colour as it outlines the figure depen-
ding on the colours of the background.

A year after its completion, Heine first
presented Flower Day to the public at Brakls
Kunsthaus in Munich, for which he at the
same time also created a poster advertising
the event. This sales gallery was run by
Franz Josef Brakl, an opera singer, director
of Girtnerplatztheater, and an art collec-
tor and trader. Heine presented seven of
his works there, alongside work by Karl
Arnold, Walther Georgi, Adolf Miinzer, and
other artists. The illustrated catalogue for
the exhibition is evidently the only publica-
tion in which until recently Flower Day was
reproduced.*®

In 1927 the painting was present at
a special exhibition of paintings, drawings,
and sculptures by Heine that took place
as part of the New Secession show in
Munich.” Details about the fate of the
painting thereafter are not well known, but
the Munich exhibition was probably the
last opportunity the public had for a long
time to see this provocative painting live.
It was not until 2014 that the painting was
shown again as part of the Opus Magnum
series of exhibitions at the Gallery of Fine
Art (Galerie vytvarného uméni) in Cheb.
This was of course only able to come
about after the painting had been acquired
by the National Gallery (Narodni galerie)
in Prague, for which this acquisition
constitutes a meaningful addition to its
collection of foreign art.

This paper was reviewed.



This article is a revised and expanded version
of the text in the brochure published for the
exhibition ‘Thomas Theodor Heine: Flower
Day / Ein Blumentag, 1912, which was held on
26. 6. -5. 10. 2014 at the Gallery of Fine Art in
Cheb as part of the Opus Magnum exhibition
series.
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REPORTS

Restoration of the Madonna
and Child by Benozzo Gozzoli:
the Problems of Cradled Paintings

ADAM POKORNY

The restoration intervention was necessitated by the critical state of the painting. In
some places the painted layers were loosened, the quality of the original painting and
the strong colouring were suppressed by dark varnish and numerous instances of
darkened retouching.

The picture is painted on a wooden support of poplar. The ground of the painting is
gypsum. The composition of the picture was first planned with a drawing in chalk and
further gone over with an engraved drawing. The technique of the painting is based on
a layered system typical of the given period.

In the past the support of the painting was thinned down and cradled. This
intervention subsequently caused distortion and defects in the form of cracks in the
panel of the painting. The present restoration intervention thus had to focus also on
the problems concerning the support of the painting. After removal of the retouching
and thinning of the varnish layers the cradling was removed. After this the cracks in the
picture were glued. Due to the nature of the panel and the fact that it had been thinned
it was necessary to provide the picture with a flexible support system. In this case the
Italian system was selected, which controls the movement of the panel with the aid of
a flexible support frame attached by a system of springs. After the rehabilitation of the
panel, defects in the painting were filled and the picture was retouched using reversible

colors.

Keywords The newly restored painting of the
Benozzo Gozzoli, restoration, problems of cradled Madonna and Child with Two Angels
paintings

is ascribed, on the basis of recent
art-historical research, to the circle or one
of the followers of Benozzo Gozzoli.' The
composition used is typical and occurs
quite commonly in the course of the
Ttalian trecento and quattrocento (Fig. 1).
The National Gallery in Prague acquired
this work from an unknown Parisian
collection in 1945. The present restoration
attempt was essential due to the critical
state of the painting. The paint layers
were loose in several areas and the quality
of the original painting and the strong
colouring were degraded by dark varnish
and the numerous instances of darkened
retouching.
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Painting Technique

The picture is painted on a wooden support
made of poplar measuring 43.4 x 37.5 cm.
The panel consists of two vertically placed
boards with a tangential cut, which are
glued together so that the side towards the
centre of the trunk is against the external
side of the tree-trunk.? In the past the
panel was planed to a thickness of 6 mm.
According to preserved Italian panels from
the 15th century with similar proportions
it is possible to judge that the original
thickness of the support might have been
around 1.5-2 cm. The glued join has no
dowels. On the left and right sides of the
painting one can see four filled openings,
which probably arose from the secondary
setting of the painting in a decorative
frame.?

The ground of the painting is applied
directly to the wooden support without
a cloth backing. The ground contains
gypsum and an aluminium silicate
admixture. Neither the painting nor the
ground goes right to the edges of the panel.
The edge of the wooden support, roughly
5-7 mm wide, is thus uncovered around the
perimeter of the painting. Judging by the
open passages of wood-destroying insects it
is evident that the panel was cut away along
the edges at a later date.

In the painting of the draperyand | g ST
around the gilded parts an incised drawing 3 © 7 the relaxed sketch-like chalk
can be seen.* On the photograph taken ' o underdrawing is clear.
using the method of IR reflectography an
underdrawing in chalk was also recognised,
which is more evident in the area of the left
Angel (Fig. 2). The basic composition of
the painting was thus delineated first of all
with chalk and subsequently the main lines
were highlighted by means of an incised
drawing. The underdrawing is free and
sketch-like in nature.

The gilding of the halos and the
decorative border of Mary’s blue cloak
is executed on a reddish orange bole.

The halos are segmented with a simple
pointed punch and incised drawing. The
punch-work on the halos of the Virgin
Mary and the Infant Jesus is combined with
a dark red glaze. Apart from the gilding
on bole, use was also made of oil gilding.
It is interesting that in the places where
this decorative technique was used we find
that painting has fallen away, copying the
shape of this gilding. The ornamentation,
then, now no longer consists of gold leaf
placed on an adhesive layer, but of defects
in the painting with the exact shape of the
original gilding. In the past these defects
were retouched using shell gold.’

1 Benozzo Gozzoli, Madonna and Child, The National Gallery in Prague.
The photograph shows the state of the painting before restoration (raking light).

P
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3 Reverse side of

the painting before
restoration. The
picture was fitted with
cradling in the 19th
century. The shape
and the craftsmanship
are typical of French
cradling.
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The artist’s construction of the drapery is
based on a coloured overall underpainting
with subsequent surface modelling.

The red clothing of the Infant Jesus is
underpainted everywhere with a layer of
vermilion. The modelling of the drapery

is formed by shading with red organic
pigment. Vermilion can also be found in
the painting of the wings of the Angel
standing on the right-hand side. The
modelling of Mary’s clothing, on the other
hand, is achieved only by glaze painting
straight onto the light ground. The shading
here is based on the thickness of the
application of this glaze. In the first layer
the green drapery contains azurite, lead-tin
yellow, red ochre and lead white. The
subsequent modelling concerns only the
highlights and is achieved by painting with
the same pigment composition, although
with a greater proportion of yellow and
white. The purple drapery is constructed
on a tonal basis of paint containing azurite,
lead white and red organic lake. The folds
are achieved by semi-glaze modelling with
dark-red organic pigment. The yellow robe
of the Angel on the right-hand side contains
lead-tin yellow, massicot and a small
admixture of azurite. We find stratigraphy
worthy of attention in the painting of the
white lily flower. The white surface painting
here has two blue layers beneath it. The
first layer on the ground contains lead
white and indigo. The next layer consists
of a mixture of azurite, lead white and
ochres. In the painting of the blue cloak
continuous overpainting was found. This
overpainting covers most of the original
painting of the cloak and differs clearly
from the original painting through the
different style. We find the original painting
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of the clothing of the Virgin Mary only in
the parts beneath the seated Child, where
the style of the painting corresponds better
to the original delicate modelling. This is
also indicated by the photograph taken in
UV rays, where the parts with overpainting
have darker luminescence.

The flesh areas have an under-layer of
lead white throughout. Onto this layer
a wash underpainting of ochre green was
then applied in the shadows. The final
painting was then executed with a very
subtle application of flesh shades. The light
parts of the flesh areas are painted with
a covering layer of paint containing lead
white and ochres, while the shadows are
created with half-glaze painting utilising the
tonal base of the underpainting.°

History of restoration activities

In the course of one of the earlier
restoration interventions the painting

was provided with a cradle of classical
construction (Fig. 3). The cradle consisted
of five vertical parts glued to the support
of the painting. Into these supports were
set five horizontal crossbars. The cradle
was made from mahogany with a high
standard of craftsmanship. The style of
the cradle, with the decoratively shaped
profile of the supporting elements of

the construction, corresponds to typical
French cradling and thus also fits in with
the Parisian provenance of the painting.”
It may be assumed that in the past, even
before being provided with a cradle, the
panel had become deformed by warping;
on the right-hand side there was already

a crack running through the entire painting
and probably the original join had also
opened up. This situation subsequently
motivated a stronger structural intervention
with regard to the panel of the painting -
thinning and straightening it. For gluing the
join in the panel glue adhesive was used.
The same glue was also used for gluing the
support elements of the cradle together.
The defect in the panel on the reverse
side was filled with a mixture of chalk
and sawdust, probably bound with glue.
The use of a plane caused the opening

of the tunnels left by wood-destroying
insects. These defects were filled in with

a filler containing lead white, as is shown
by the x-ray photograph. Also connected
with the intervention described was the
extensive overpainting of the Virgin’s blue
cloak. Tt is very difficult to dissolve this
overpainting. Probably casein® was used
as the binding element and it contains the
following pigments: synthetic ultramarine,
cadmium yellow, ferrous yellow and



zinc white. According to the pigments
used it is possible to date this restoration
work at latest to the thirties of the 19th
century.® The age of this intervention is
also demonstrated by the craquelure of the
overpainting, into which the lower, original
network of crackles has clearly “come
through”. The appearance of the picture
before the earlier restoration interventions
is well illustrated by a photograph from
the Berenson Archive, which is dated 1920-
1932.° On the photograph it is clear that
at this time the circular medallions on the
halo of the Virgin Mary bore non-original
capital letters, forming the inscription
AVEMAR. Also evident is the complete
reconstruction of the hair of the Angel
standing to the right. Further retouching,
apart from the filled areas, can be assumed
in parts of the faces, which seem to be
linearly emphasised in some parts.

In a further larger restoration project
the described overpaintings of the halo,
the Angel’s hair and the flesh areas were
removed, as shown by the photograph
from 1946 in the photographic archive of
the of the National Gallery." The extensive
overpainting of the cloak, however,
was preserved. On this photograph the
non-original inscription Gozzoli again
appears in the lower left-hand corner of
the painting. This non-original signature
was removed during one of the subsequent
restoration actions. According to the several
different types of fillers found in the main
glued crack it may be considered that the
work underwent three larger restorations.*?

The first large restoration of the painting
may be placed in the 19th century, when
the painting was set in the cradle. A further
larger project can be dated somewhere in
the period of the taking of the photograph
from the Berenson archive up to 1946,
which is the date of the photograph of the
painting in the archive of the NG. A further
intervention, in which the state of the
painting before the present restoration is
reflected, can be assumed to have been in
the second half of the 20th century. In the
course of the last restoration intervention
retouching was carried out on top of the
darkened varnish with strong luminescence,
as can clearly be seen in UV light.

State of the painting before restoration

In the past the support of the painting was
attacked by wood-destroying insects, which
are no longer active. On the right-hand

part of the sky it is possible to observe, in

a raking light, in the relief of the paintwork,
how the painted layers have subsided
slightly into the passageways created by

4 Plan of the picture with secondary interventions and damage. The course of
the cracks in the panel clearly corresponds to the cradling underneath. The crack
running through the Infant Jesus was present on the painting even before the
cradle was fitted. The vertical support element of the cradle was placed across
this crack to help reinforce it.

[ @) New cracks which penetrate only the wooden support
[l b) Cracks which penetrate whole painting
¢) Original joint of the painting
[l d) Old retouching
M e) Fillers
[l ) Cradle on the back side of the painting

the insects in the support of the painting.
Several cracks go through the wooden
panel (Fig. 4). The largest crack, which was
repeatedly filled and retouched in the past,
goes across the picture through the body of
the Infant Jesus. There are further cracks
in the area of Mary’s halo and above the
head of the left-hand Angel. In the panel
there is also a whole series of cracks, which
are limited so far to the wooden support
and have not yet penetrated the painting.
The subsequently glued join in the panel,
especially in the area of the face and neck
of the Virgin Mary, is slightly uneven. On
the right side, alongside this join, there

are several horizontally lengthways defects
where the painting has fallen loose down to
the ground layer. In the past these defects
were filled and retouched. The nature and
shape of the paintwork that has fallen off
tells us that the defects may have occurred
during the secondary gluing of the original
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5 lllustration of

the mechanics of
cradled paintings.
The cradle restricts
the movement of the
panel in a tangential
direction, which in
some cases evokes
local distortion and
causes the subsequent
cracking of the
wooden material.

6 State of the
painting after the
removal of the
secondary retouching,
overpaintings and

fills (light reflection).
Clearly evident on the
photo are distortions
caused by the fitting
of the cradle.
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join. The panel may have been glued in

a vertical position turned by 90°, and in
the course of the gluing the strong glue
probably leaked onto the painting. As

a result of the high surface tension of the
glue in the course of drying the painting
was thus torn loose.”
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The adhesion of the ground and the
painted layers was generally satisfactory
and only in a few places was there localised
loosening of the paint. The retouching
of defects was considerably darkened and
altered in colour. Darkened varnish covered
the painting, strongly distorting the original
colouring of the work.

The problems of cradled paintings

The straightening and cradling of paintings
on wooden panels is a very old technique.
The first documents about its use come
from the first half of the 18th century.4
The reason for these interventions was the
straightening of naturally deformed panel
paintings and the subsequent fixing of the
achieved level. One can get a clear idea of
the manner in which cradling was carried
out from a publication dating from the
19th century dealing with the restoration
of paintings.” The wooden support of the
painting was first made thinner to the
extent of half to one third of its original
thickness. Then, using pressure, damp
and heat, the panel was straightened. The
reduction of the thickness of the panel
was meant to help achieve the desired
straightening. By planing the panel the
ideal basis was created for fixing it into
the cradle. The construction of the cradle
consists of support elements, which are
glued to the panel in the direction of the
wood fibres. Into these guiding elements
crossbars are freely set at right-angles,
intended to guarantee the maintenance of
the flatness of the panel.

The construction of the cradling ensures
the free movement of the panel in the
crossways direction, at right angles to the
fibres in the wood. Tt fully limits, however,
the movement of the panel in a tangential
direction, which in some cases causes local
deformation and the subsequent cracking
of the wood. Through the warping of the
panel in the segments created by the space
between the individual glued parts it also
sometimes happens that the crossbars are
blocked. This results in the restriction of
the originally free cross movement, which
leads to further defects. In particular this
problem affects panels with tangentially cut
boards. In the case of panels composed of
purely radial planks these problems do not
occur. Similarly, the very reduction of the
thickness of the panel causes the greater
sensitivity of the painting to changes in
the relative humidity of the air, which in
combination with the inflexible support
system again supports the occurrence of
secondary defects (Fig. 5). Through the
straightening of the warped support of the



painting partial reduction of the surface

of the panel on the painted side also takes
place, which is why, particularly in the case
of paintings where the subtle ground and
layers of paint are applied directly to the
wooden support without a cloth lining, we
find the paint coming loose in ridges.'

Restoration treatment
The restored picture bore typical signs of
the defects caused by the thinning of the
support and the fitting of an inflexible
cradle. According to the historical
photographs and also according to the
repeated filling of cracks in the painting
it is evident that these parts were always
unstable and opened up repeatedly. On
the rear side of the picture several new
cracks were found, which had not yet
worked through the painting. After the
initial investigation had been made it was
clear that the restoration of this work
would have to be tackled together with the
visual rehabilitation of the painting and
also the problems with the support of the
painting.

The first step of the restoration project
was the securing of the loose paint with
a 5 % solution of sturgeon glue. Before
actually tackling the problem of the support
of the picture it was necessary to start the
removal of varnish, retouching and fills
and thus open up the cracks in the panel.”
Three types of retouching were found on
the painting. The youngest retouching on
a darkened layer of varnish was carried
out with aquarelle. Beneath the varnish
layer tempera and oil retouching was
found. On the basis of the stipulation of
the solubility parameters of the individual
secondary materials it was possible to start
cleaning and removing these unsuitable
retouchings and overpaintings. In the blue
overpainting of the cloak several small
probes were carried out. According to the
investigation it was evident that the original
layers in this part were more extensively
damaged and it was thus decided to keep
this later reconstruction. After the removal
of the retouchings all the defect fills
were also removed (Fig. 6). After this the
painting was provided with a protective
layer of dammar varnish and secured with
a facing.™®

In this phase, when the painting had
been generally strengthened, secured
with a pasted facing and the cracks on
the face of the painting had been rid
of secondary applications, it was then
possible to tackle the problems of the
support of the painting. From the state
of the painting as described above it was

7 Method for removal of the cradle. The glued-on blocks were cut into thin slices
and subsequently broken off to the to a layer a few millimetres thick, which was
further reduced with chisels. The remaining thin layer of wood with a layer of
glue was softened with a solution of Laponite and mechanically removed with

a scalpel.

evident that the cause of the cracks in the
support could not be resolved by mere
adaptation of the cradle, but that it would
be necessary to remove it completely and
replace it with a flexible support system.”
Some of the crossbars had been blocked
by the deformation of the panel and they
thus restricted the sideways movement of
the panel, which may have contributed

to the formation of new cracks. This

fact suggested that the panel might have

a tendency to warp after the removal of the
cradle. It was therefore important to carry
out the removal of the cradling gradually, in
several phases and in a controlled relative
humidity of the air.

The whole process of the removal of the
cradling must be carried out with minimal
pressure on the panel of the painting. In
the case of the development of mechanical
tensions there is the risk that the cracks
in the wood will become bigger and will
penetrate the painted layers.?° For the
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8 Method of gluing
the crack running
through the Infant
Jesus. For gluing this
crack special clamps
had to be used, in
which it is possible to
adjust the level of the
glued join precisely.

9 lllustration of the
flexible fixing of the
supporting frame.
(lllustration Marek

Kolap).
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minimising of such movements a bed

of balsa slats was created with a cut-out
profile exactly copying the uneven surface
of the painting. First of all the bottom and
top crossbars were removed. Then the
middle crossbar and in the last phase the
remaining two crossbars were removed.
The crossbars were removed simply by
cutting away part of the support element
of the cradling. The individual remaining
glued blocks were cut into thin slices and
subsequently broken off leaving a layer

a few millimetres thick, which was then
further reduced with chisels. The remaining
thin layer of wood with the layer of glue
could then be softened with a solution of
Laponite and mechanically removed with
a scalpel (Fig. 7).

After the removal of the cradle the
tendency of the panel to warp was
monitored. In the case that the panel
would have a tendency to become strongly
warped, it would be necessary to secure it
immediately with temporary crossbars.?
With RH 55, however, the panel warped
on the rear side by a mere 6 mm, which is
acceptable for this size of picture, and this
deformation does not disrupt the visual
impression of the painting. It turned out
that with this level of humidity the support
maintains this curve and is stable.

The largest crack, which runs through
the body of the Infant Jesus, was filled on
the rear side in the past with a mixture
of sawdust, chalk and glue. The same
filler was found in the central part and
the secondarily glued original join of the
panel. These fillers were removed and the
largest crack was thus fully open and free.
Subsequently, after the uncovering of the
rear side, consolidation was carried out
with a solution of Paraloid B 72.2 After the
petrification of the wood it was possible to
begin the gluing of the cracks.

The first cracks to be glued were the
new cracks, which did not penetrate the
actual painting. These cracks were closed
and it was impossible to get the adhesive
completely into them, which would have
guaranteed a reliable glued join. It was
therefore necessary to use the gluing
technique used when cracks are open
in the form of a V and are subsequently
glued with the insertion of pieces of wood
with exactly the same angle.* The same
technique was used for the gluing of the
above-mentioned crack running through
the whole painting on the right-hand
side of the painting. This crack had been
repeatedly glued in the past and therefore
on the inner sides there was a layer of
several types of adhesive. Along this crack



on the painted side the panel is strongly
convexly deformed.?” The two parts of the
support were joined here only for a few
centimetres by the top edge of the painting.
The whole crack was open in several places
by as much as 5 mm. By levelling the sides
of the crack the applications of adhesives,
fillers and dirt were removed and a new
flat surface created for the insertion of

the wooden pieces, which filled in the
open crack. Old poplar wood was used for
the preparation of these inserts. For the
gluing of this crack it was necessary to use
special clamps, in which it was possible to
adjust the level of the glued joins precisely
(Fig. 8).

In several parts of the original join in the
panel unevenness can be seen caused by
imperfect lining up during the secondary
gluing, as has already been mentioned
above. These uneven parts are almost
unnoticeable in diffused light and it was
decided not to adjust this join.

With regard to the fact that the panel
was thinned in the past, thus increasing
its sensitivity to fluctuations in relative
air humidity, and the fact that the wood
itself is considerably weakened by
wood-destroying insects, it was necessary
to provide the picture with a flexible
support system. It is essential that the
construction of the support should enable
the natural movement of the panel, but at
the same time should check its tendency to
warp. These two criteria must be balanced
according to the nature of the panel. At
present several types of such systems
are in use.? With regard to the nature of
the panel an Italian system was chosen,
which has been used successfully from
the beginning of the nineties up to the
present (Fig. 9).” The panel is supported
by a frame, which copies the curve of
the painting in museum relative air
humidity. The frame on the panel is borne
by conical springs fixed to the panel at
individual points through adjustable screw
attachments. The number and the placing
of these support points is determined
according to the specific properties of
the support on the basis of empirical
experience.? The spring attachment of the
supportive frame gives the panel controlled
space for deformation by warping so that
no cracking occurs, but at the same time
this movement is limited from the given
designated point by the strength of the
pressure of the support frame. The strength
of the pressure of the spring is determined
by the extent of the tightening of the fixing
screw and is measurable on the basis of
a specific graph of the tightness of the

screw. The panel is controlled by a spring
mechanism together with the elasticity of
the support frame.?

For the restored painting the support
frame was proportioned with crossbeams
measuring 47 x 11 mm. For the support
elements, in which the fixing screw is freely
set, oak wood was selected. The individual
elements are glued on with Araldite 106,
and this was done with the annular rings
in the same direction as the panel of the
painting (Fig. 10).

After resolving the stabilisation of the
support of the painting, the protective
paper facing was removed. The painting
was varnished with weak dammar varnish
and filled with glue and chalk filler. After
the varnish insulation of the fills imitative
retouching was done with gouache paints,
which in the dark parts of the painting were
harmonised with restorer’s resin paints
from the firm of Maimeri.

The surface of the painting was provided
first of all with a coat of pure dammar
varnish 1:3 and then matte dammar varnish
with the addition of 27% wax (Fig. 11).%°

This paper was reviewed.

Notes

1 E.g. Alunno di Benozzo or Maestro Esiguo,
see Olga Pujmanova - Petr Ptibyl, Ttalian Painting
¢. 1330-1550, Prague 2008, pp. 98, 99.

2 Especially for Tuscan medieval and
renaissance painting it generally applies that
the panels of paintings are composed of planks
with the same orientation, placed so that the
layers of the painting are applied on the side that
faced inwards on the tree. See for instance Ciro
Castelli, Tecniche di costruzione dei supporti
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10 Reverse side
after restoration.
After gluing the
cracks the panel
was supported by
a flexible support
system.
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11 Photograph of the painting after restoration.

lignei dipinti, in: Dipinti su tavola, La tecnica e la
conservazione dei supporti, Eds. Marco Ciatti - Ciro
Castelli - Andrea Santacesaria, Firenze 2012,
pp- 79-81.

3 These openings are not original, as two of
the defects concurrently encroach on the original
painting.

4 This incised drawing is clearly visible on the
x-ray photographs in the parts of the painting
with pigments containing heavy elements.

5 The falling off of the gilded decorations

together with the painting underneath is
probably connected with the composition of the
adhesive mixture, which may have contained

a component with strong surface tension, such
as size glue. Commonly used as the adhesive
substance for this type of gilding was boiled
oil mixed with siccative pigments. Recipes also
occur, however, which tell of the use of garlic
juice and other materials. See for instance
Cennino Cennini, Il libro dell‘arte, Trattato della
pittura, Firenze 1859, pp. 104-106.
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6 Laboratory investigation was carried out by
Ing. Radka Sefcti, see Laboratorni zprdva 13/49,
RA NG archive.

7 In shape the cradle is exactly the same as
the cradle on the painting of the Farmers Fair
by P. P. Rubens in the Louvre, Inv. 1797. The
cradle on this picture was created by Jean-Louis
Hacquin in 1770 and subsequently partly
modified by Frangois-Toussaint Hacquin in 1825.
See photo in: Ségoléne Bergeon - Gilberte-Emile
Mile - Claude Huot - Odile Bay, The Restoration
of Wooden Painting Supports, Two Hundred
Years of History in France, in: The Structural
Counservation of Panel Paintings, Proceedings of

a symposium at the J. Paul Getty Museum, Kathleen
Dardes - Andrea Rothe Eds., Los Angeles 1995,
p- 270. This type of cradling with the same
shape and design was subsequently adopted

by other restorers, such as B. Van Bommel
from Amsterdam. Info from lecture: Jessica
Roeders, The History of Cradling in the Frans Hals
Museum, 2013.

8 The nature of the solubility in organic
solvents indicates the use of a casein binder.
Identification of the binder by spectral analysis
was not carried out.

9 The wider use of zinc white and cadmium
yellow occurred from the thirties of the 19th
century. See Nicholas Eastaugh - Valentine
Walsh - Tracey Chaplin - Ruth Siddall, Pigment
Compendium, Abingdon, Oxford 2008, p. 406.
10 Biblioteca Berenson, Fototeca, Villa I Tatti
- The Harvard University Center for Italian
Renaissance Studies 100319_1, photograph taken
by French photographer Marc Vaux (1895-1971)
in the years 1920-1932. The reverse side bears
the inscription by Bernard Berenson “Alunno di
Benozzo (perhaps faked up)”.

11 Photo-archive of National Gallery in Prague,
photo negative No. 5156, photograph taken in
1946.

12 In the archive of the RA NG there are
unfortunately no reports on the restoration work
carried out hitherto.

13 This hypothesis, which seems highly
probable, was presented to the author of this
article by restorer Andrea Santacesaria from
Opificio delle Pietre Dure in Florence.

14 In France the first known documents on
the use of cradling date from 1740. For more
see Bergeon - Mile - Huot - Baj (quoted in
Note 7), p. 269.

15 See for instance Jean-Frangois-Léonor
Mérimée, De la peinture a Phuile, Paris 1830;
Giovanni Secco-Suardo, Manuale Ragionato per la
parte meccanica dell‘arte del Ristauratore dei dipinti,
Milano 1866.

16 About the problems of cradled paintings
see more for instance: Simon Bobak, A Flexible
Unattached Auxiliary Support, in: The Structural
Conservation of Panel Paintings, Proceedings of a
symposium at the J. Paul Getty Museum, Kathleen

Dardes - Andrea Rothe Eds., Los Angeles 1995,
pp. 371-381.

The problematic traits described do not
concern only the cradled paintings, but also
panel paintings on the rear side of which an
inflexible construction has been placed to keep it
straight, such as steel or aluminium sections set
in support bridges, the use of over-sized wooden
crossbars, etc.

17 In the gluing of cracks it is necessary to rid
the original painting of retouchings and fillers.
These applications would disguise the original
level of the painting and thus make it impossible
to line up the glued parts correctly.

18 The facing was done with Japan paper

and using a glue of Klucel and the acrylate
dispersion Lascaux Plextol 360.

19 In some cases it is possible merely to
modify the cradle to increase its flexibility.
Greater elasticity of the cradle may be achieved,
for instance, by cutting through the crossbars
lengthways into several layers of thinner
crossbars or by inserting springs between the
thinned crossbars and the support element.

See for example Ciro Castelli - Andrea
Santacesaria, Il restauro dei supporti lignei, in:
Dipinti su tavola (cited in Note 2), pp. 173-174.

20 Individual cracks can occasionally be
secured temporarily by gluing a piece of wood or
a small metal plate at the ends of the crack.

21 Laponite RD was used at 2% concentration.
22 With regard to the differing orientation

of the boards of the panel there was also

a theoretical risk that on one half of the panel
there would be a concave warp and convex
warping on the other.

23 Paraloid B 72 was used at 5% concentration.
24 The technique described comes from Ttaly,
where it has a very long tradition from the 19th
century and this method of gluing cracks is still
successfully used in leading world restoration
centres.

25 This deformation shows that this is a very
old crack, which was not secured for a longer
period of time. The panel has lost its continuity
here and irreversible warping might have
occurred here.

26 See for instance Alan Miller - George
Bisacca - Dimitri Galitzine, The Development

of Spring Mechanism for Use in Conjunction
with Auxiliary Supports for Previously Thinned
Panels, in: Facing the Challenges of Panel Paintings
Conservation: Trends, Treatments, and Training, eds.
Alan Phenix - Sue Ann Chui, Los Angeles 2009,
pp- 59-68; Ingrid Hopfner, The Development

of Flexible Auxiliary Support Systems for Panel
Paintings and the Monitoring of Movement

by Strain Gauges, in: ibid. pp. 69-81; Britta
New - Ray Marchant, The Repair and Support
of Thinned Panel Paintings: A Case Study

in Modifying Established Techniques, in:

ibid. pp. 36-47.
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27 This system was developed in the
restoration studio of Opificio delle Pietre Dure
in Florence, for more see Castelli - Santacesaria
(cited in Note 19), pp. 184-187. One of the first
instances of the use of this system was the
restoration in 1992 of the painting Il Cataletto della
Misericordia by Domenico Beccafumi, see Alfredo
Aldrovandi - Nicoletta Bracci - Paola Pracco

- Ciro Castelli - Ottavio Ciappi - Marco Ciatti -
Mauro Parri, Ricerche e interventi su alcuni dipinti di
Domenico Beccafumi, OPD Restauro, Firenze 1992,
pp- 28-50.

28 With regard to the complex structure of
the wood and the difficult to specify secondary
criteria influencing the properties of the panel
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(e.g. the damage by wood-destructive insects,
petrification of the wood, etc.) it is impossible
to create a generally valid mathematical formula
that would be able to specify the dimensions of
this support system.

29 The space for the warping of the panel is
given not only by the size of the fixing screw
and the spring, but also by the elasticity of the
support frame, which is dimensioned according
to the problems and character of the panel.

30 The author of this article was able to tackle
the problems of the restoration of the wooden
panel thanks to experience gained during study
placements within the Getty Panel Painting Initiative
project.

Translated by Joanne Domin



REPORTS

St Anne with the Virgin Mary

and the Christ Child: A Work Newly Ascribed
to the Master of the Litomérice Altarpiece
and his Workshop in the Collections of the
National Gallery in Prague

STEPANKA CHLUMSKA — OLGA KOTKOVA
ANNA TRESTIKOVA — RADKA SEFCU

This article summarises the results of the investigation, restoration and art-historical
evaluation of the fragment of the newly attributed painting of St Anne with the Virgin
Mary and the Christ Child (circa 1510-1515, tempera, linden wood, The National Gallery
in Prague, Inv. No. DO 4102). The original provenance of the work is unknown; it was
acquired for the gallery collections in 1945 from the property of the Ringhoffer family.
In the past the painting and support were severely damaged by wood-destroying insects.
Of the original a mere torso remains, but it bears clear signs of the painter’s hand

of the Master of the LitomérFice Altarpiece and his workshop. Also in keeping with

this attribution is the technological structure of the painting, as was shown by the
comprehensive comparative investigation, the arguments for the conclusions of which
are given in detail. On the stylistic side the closest to St Anne with the Virgin Mary

and the Christ Child in the workshop oeuvre are parts of the panel paintings of the

St Catherine Altarpiece, but we find a similar workshop figural type also in other items of
the oeuvre (especially The St Wenceslas Cycle in the St Wenceslas Chapel of the Cathedral
and the Strahov Altarpiece). In the past the size of the painting was reduced and it is
impossible to determine unequivocally its original format and the adjustments made.
Most probably it was the centrepiece of a retable or a separate votive or epitaph image.
The iconography of the preserved fragment corresponds to the context of the St Anne
devotions of the period, but nevertheless it also has less frequent motifs, such as the
little bird in the hand of the Child. It cannot be ruled out that originally the fragment
formed part of a larger composition of the “Holy Kinship” or a “Holy Conversation”, as
we find a number of composition parallels to the gallery’s fragment in the Nuremburg
circle of Albrecht Diirer.

Keywords Introduction

Master of the Litomérice Altarpiece, St Anne with the The work on the list catalogues of the

Virgin Mary and the Christ Child, restoration, technique 1 1 . R L.

of Late Gothic panel painting, The National Gallery in Old Masters Collection is brlnglng, as

Prague, Christ Child with little bird expected, many new discoveries and
changes in ascription. Such a one was
the proposal for the new attribution
of a considerably damaged small panel
painting of St Anne with the Virgin Mary and
the Christ Child (Fig. 1), which in 2007 Olga
Kotkova attributed with a question-mark
to the Master of the Litomé&Fice Altarpiece
and classified in time to the 1510-1520
period with the provision that more
accurate definition of the attribution
and the dating would be possible after

Bulletin of the National Gallery in Prague XXI1V/2014 51



1 Master of the
Litomérice Altarpiece
and his workshop,

St Anne with the
Virgin Mary and the
Christ Child, around
1510-1515, whole
before restoration,
The National Gallery
in Prague.

2 Master of the
Litomérice Altarpiece
and his workshop,
St Anne with the
Virgin Mary and the
Christ Child, around
1510-1515, X-ray
photo, legibility

is reduced by the
cradling on the back
of the panel, The
National Gallery in
Prague.
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—

a technological analysis had been carried
out.! The work was removed from the fund
of German painting and subsequently

a comprehensive investigation was initiated,
the aim of which was to determine the
extent of the preservation of the original
work and confirm the proposed ascription.
Restoration of the work began at the same
time, as the in places merely suspected
quality of the painting, hiding beneath
overpaintings, promised a considerable
gain for the Gallery’s collection of panel
paintings of Bohemical provenance. From
the very start it was evident that the
extensive overpaintings locally covered
areas where the original painting had been
completely destroyed and that it would

be necessary to resolve the manner of
presentation of the remnant of the painting
on the destroyed support. The restoration
work carried out in the Restoration
Department of the National Gallery in
Prague by Anna T¥estikova in cooperation
with Jiff Ttestik? resolved this task with
maximum respect for the preserved original
painting. In 2013 it was thus possible

to present the work for the first time in
the framework of the exhibition entitled
The Beauty of the Fragment, the author and
curator of which was Stépanka Chlumska,
where the procedures used were explained
in detail and the result of the rehabilitation
of a fragmentally preserved work was
presented.’

The history of the work in private and
state collections

At the exhibition in 2013 the restored panel
painting of St Anne with the Virgin Mary

and the Christ Child was again presented

to the public after a period of almost
eighty years, as the last time it was on
display was in 1935. Due to the state of
preservation and questions of property
rights the work was not the subject of
professional interest for a very long time.
The panel turned up in the National
Gallery as a post-war confiscation in 1945;
the painting was nationalised after being
confiscated from the Ringhoffer family of
important industrialists, whose property
came to the state collection on the basis

of the Bene3 Decrees. In 1945 the art
objects were kept in the family manors of
Kamenice by Strancice, where the collection
of works of art of Felix Ringhoffer
(1891-1954) were stored, and Stifin, from
whence came the objects owned by Hans
Ringhoffer (1885-1946).4 The members of
this family were famous in particular for
the manufacture of railway waggons in the
former Ringhoffer works in Prague Smichov



(later Ringhoffer-Tatra) and also thanks to
their further business activities (such as
the establishment of the Velkopopovice
Brewery). A lesser-known chapter among
their numerous activities was the collection
of works of art. From the list of art objects
from the Kamenice manor it emerges that,
although the focus of the collection was
wider, the main focus was on German Late
Gothic art - both paintings and sculptures
were to be found here.’ Paradoxically, on
the list mentioned from 19 May 1945 the
painting we are interested in cannot be
found - under item No. 38 there is mention
of “The Virgin and Child with St Anne, by

a German Master circa 1500”,° but at the same
time the list expressly records this item

as a “statue”.” There is no other work on

a similar theme occurring in this document
and the only record of the receipt of the
painting in question in 1945 remains

the entry in the so-called “Inventory Z”.*

In the thirties of the 20th century the
Ringhoffer Collection was one of the well-
known Prague collections, due to the fact
that five paintings and three sculptures
from this set were loaned for the Madonna
Exhibition in 1935.° Also included among
these was the painting under discussion,
which appeared in the exhibition catalogue
under the attribution “South German, around
1520, school of A. Altdorfer”.*® There was

also a brief mention of the painting in an
article evaluating the above exhibition, and
this time it was ascribed to the circle of

the Danube School.” After this all interest
in the painting of St Anne with the Virgin
Mary and the Christ Child vanished for a long
time; a part was undoubtedly played in this
by the fate of the Ringhoffer Collection
after 1945 and also by the poor state of
preservation of the panel. The painting
was listed in the records of the National
Gallery as an anonymous work of German
painting from the beginning of the 16th
century, however Jaroslav PeSina, who
dealt with German Late Gothic painting,
especially in the sixties and seventies of
the 20th century,*? did not include it in

his publication. The panel only turned up
again during a systematic investigation of
German and Austrian painting of the 14th
to 16th centuries from the collections of
the National Gallery in Prague. The hand
of the fragmentally preserved painting
deviated from the nature of the material
investigated - the analogies of style did not
correspond to the proposed categorisation;
on the contrary - certain characteristics
(the face of the Christ Child, St Anne and
her clothing) showed clear affinity with

the work of the Master of the Litomé&Fice

Altarpiece, to whom Kotkovi attributed
the painting on the basis of the analysis

of the style.” The new attribution thus
expanded the hitherto known work of

the Master of the Litomé&fice Altarpiece
and his workshop, the most significant
anonymous painter active in the Lands of
the Bohemian Crown in the first quarter of
the 16th century, whose origin and training
continue to be one of the most important
questions of specialised art research into
the nature of court art under the rule of
the Jagiellonians in Bohemia. The oeuvre
of the Master of the Litomé&Fice Altarpiece
includes, apart from the wall paintings of
the St Wenceslas Cycle in the St Wenceslas
Chapel of St Vitus Cathedral in Prague
Castle, almost a dozen separate panel
paintings from the period around 1500-1520
(1525), usually fragments of retables, only
parts of which remain today. The oldest
distinctive elements of the Master’s oeuvre
are unanimously considered to be the
fragment with St Andrew (around 1500/
after 1500) and the panel paintings of the
Litomé&fice Altarpiece (around 1500/ before
1505). Differently dated is a group of works
dated by Jaroslav Pesina on the basis of

a connection with the paintings of the

St Wenceslas Cycle in the first decade of
the 16th century. Some researchers have
accepted Peina’s and Krasa’s dating of the
wall paintings in the Prague Cathedral to
before 1509, some argued for a different
dating in connection with the iconographic
interpretation derived from envisaged
period political updating and the advanced
style of the wall paintings (1515-1519/1526).
The need for a fundamental revision of
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3 Master of the
Litomérice Altarpiece
and his workshop,

St Anne with the
Virgin Mary and the
Christ Child, around
1510-1515, extended
probes, The National
Gallery in Prague.
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4a, b Master of the
Litomérice Altarpiece
and his workshop,

St Anne with the
Virgin Mary and

the Christ Child,
around 1510-1515,
detail of the Christ
Child, IRR shot of
the underdrawing
(4a), underdrawing
visible in places also
in diffused light (4b),
The National Gallery
in Prague.

Pegina’s concept of the gradual maturing
of the style of the Master of the Litomé&fice
Altarpiece is evident, but even after
more than half a century Jaroslav Peina
continues to be convincing in a partial
argument resolving the relationships
between the individual and often disparate
elements of the Master’s work.™

In the past there were also other works,
later attributed to the Master of the
Litomé&Fice Altarpiece, which were at first
determined to be the works of German
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masters, which applies in particular to
works kept in foreign collections. Even in
the thirties of the 20th century, however,
the wall paintings of the Saint Wenceslas
Cycle in St Vitus Cathedral were evaluated
separately and so was the set of panel
paintings of the Litoméfice Altarpiece, the first
of these being ascribed to the Augsburg
Masters, the second to a South German
(Schwabian) painter.> The Portrait of Albrecht
Libstejnsky of Kolowraty was thus first
ascribed by Ernst Buchner to the circle of
Veit Stoss' the panels of the Saint Catherine
Altarpiece were recorded in the inventories
of the Liechtenstein Collection in 1873

as the work of the circle of Lucas von
Leyden, and then considered as “German
work” dating from the beginning of the
16th century.” The latest gain of a work

by the Master of the Litomé&fice Altarpiece
was the attribution of a panel painting
belonging to the wings, painted on both
sides, of the Strahov Altarpiece (The Massacre
of the Innocents, private collection), which
was carried out for the auction catalogue
of Christie’s by Ladislav Kesner Senior in
1991." Today the panel paintings ascribed
to the Master of the Litomé&Fice Altarpiece
are kept in several collections both at home
and abroad, the most numerous collection
being that in the North Bohemian Art
Gallery in Litomé&¥ice (The Litoméfice
Altarpiece) and also, thanks to acquisitions in
the second half of the 20th century, in the
National Gallery in Prague (Saint Catherine
Altarpiece, The Altarpiece with the Holy Trinity,
The Mocking of Christ - votive panel of Jan

of Wartemberk /preserved in a copy/), which,
thanks to long-term loans, presents the
greater part of the oeuvre ascribed to the
Master of the LitoméFice Altarpiece and his
workshop (Altar Wings from the Tjn Church,
Fragment with St Andrew, Rokycany Altarpiece -
Adoration of the Magi).*

State before restoration. Investigation and
restoration. Painting technique.

Whether it would be possible to extend
the set of works exhibited to include

the extremely damaged fragment of the
painting of St Anne with the Virgin Mary

and the Christ Child from the Ringhoffer
collection was not completely clear,
however, before the start of the restoration
work (Fig. 1), as the state of the painting
before restoration indicated a number

of later interventions, which had had

a negative influence on the state of
preservation of the original work.? The
entire surface of the painting was covered
with thick overpainting without any artistic
quality and a thick layer of yellowed



varnish. The investigation showed the
serious extent of the damage to the original
linden wood support, which had been
damaged in the past by wood-destroying
insects and subsequently inexpertly
repaired. In the repair the crumbling
substance of the wood was removed
and the panel was unevenly reduced in
thickness. On the reverse side the uneven
panel was firmly glued to a new support
of linden wood. The use of a water-based
adhesive (glue) caused the corrugation
of both the painting and the ground and
the excessive glue soaked through to the
surface of the painting. In addition to this,
when the support was glued to the new
panel some smaller loosened parts of the
damaged support with fragments of the
ground and the painting got in between
the new panel and the remains of the
original support. Numerous deformations
were thus created, clearly visible on the
front of the panel painting. The reverse
of the panel was provided with cradling.
There are no records of this repair, but it
undoubtedly occurred before 1935, when
the painting was loaned for the Madonna
exhibition.

It was possible to stipulate the exact
extent of the damage with the help of
a combination of optical methods.?
UV luminescence confirmed the existence
of a continuous very thick layer of varnish.
Partial findings about the extent of the
damage to the panel by wood-destroying
insects were provided by x-ray photos
(Fig. 2). They also recorded extensive areas
of fills and overpaintings, which replaced
the missing original layer of the painting.
With the help of IR reflectography the
initial drawing was documented - in
places, especially in the flesh areas, the
underdrawing was very strong. The first
probes into the layers of varnish confirmed
extensive secondary interventions. The
overpaintings and fills were not precisely
defined and did not come from one
single repair. The youngest coloured fills
and overpaintings were created from
a substance based on wax, filled with
coloured pigments, red and ochre inorganic
pigments in the painting of the red
draperies and blue and black pigments in
the painting of the blue robe of the Virgin
and in the area of the background. Only
after the removal of these layers did the
probes uncover further extensive mastics,
in some places white and in others tinted
(Fig. 3).

In connection with the optical
investigation a scientific investigation of
the work was also carried out® the aim

N

iy L. A

of which was to determine the materials
used and contribute to the knowledge of
the painting technique of the preserved
fragments of the original painted layers
and the overpaintings. The data acquired
had to be compared with the results of

the earlier investigations of the individual
panel paintings of the oeuvre of the
Master of the Litomé&fice Altarpiece and his
workshop, and there was also comparison
with the results published so far from the
investigation and restoration of the wall
paintings of the St Wenceslas Chapel* The
initial data was acquired by the non-invasive
method of micro-X-ray fluorescence analysis
(XRF), carried out at the Faculty of Nuclear
Sciences and Physical Engineering of the
Czech Technical University in Prague®

and the taking of micro-samples on the
edges of the defects. Within the framework
of the investigation of the technique of

the painting and its material composition
the microscopic analysis of pigments and
binding materials, SEM-EDS element
analysis? and the identification of natural
fibres and wood¥ were carried out in the
chemical-technological laboratory of the
National Gallery in Prague. The analysis

of the binding materials and pigments was
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5 Master of the
Litomérice Altarpiece
and his workshop,
St Anne with the
Virgin Mary and

the Christ Child,
around 1510-1515,
whole, infrared
reflectography shot,
The National Gallery
in Prague.
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6 Comparison of the material composition of the red lakes on the paintings of the Master of the Litomérice Altarpiece and his workshop.
Photos in reflected and ultraviolet light: a) St Anne with the Virgin Mary and the Christ Child, red drapery of the cloak of St Anne, b) Altarpiece
known as that of St Catherine, Burial of St Catherine, red dress of St Catherine, ¢) Strahov Altarpiece, Virgin Mary from the Annunciation,

red dress. In all cases layered painting can be seen using a mixture of red lake and lead white. By using the FTIR method red Kermes carmine
was identified on the drapery of St Anne Mother of Mary. On the drapery of St Anne the layers of red lake are under-painted with a mixture

of vermilion, ochres and lead white. On the dress of St Catherine (b) there is, under the painting, a light-coloured layer of lead white with an
admixture of ochres and red organic lake on a chalk ground.
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realised by the method of IR spectroscopy
with Fourier transformation (FTIR).28

The comprehensive data acquired through
comparative investigation of the work
unequivocally confirmed that the painting
of St Anne with the Virgin Mary and the Christ
Child shows the same technological traits
common to the other panel paintings
attributed to the Master of the Litomé&Fice
Altarpiece and his workshop, which were
studied earlier in the National Gallery in
Prague by the interdepartmental team
composed of Stépanka Chlumsk4, Radka
Sefcti and Anna Trestikova.

From the existing fragment it is not
possible to deduce exactly the original
dimensions of the panel painting, as not
one of the original edges of the wooden
support has been preserved. From the
running join, easily visible on the x-ray
photos (Fig. 2) it can be surmised that the
support was composed of more than one
part, as was usually the case for medium
and large panels, as it was necessary to
ensure the stability of the support and
restrict the movement of the wood during
changes in atmospheric humidity.® It is
not possible today to stipulate the original
width of the planks precisely, but it was
most probably around thirty centimetres.*
The support made of linden wood (sp.
Tilia)** was insulated with a layer of glue,
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to which several layers of chalk ground
were applied, bound with proteins and
with a total thickness of around 0.12 mm.3
Onto this layer a darker protein insulating
layer was applied beneath the painting
(evidently also used as imprimitura). The
brush-drawn sketch of the composition
was executed in charcoal black, as was
demonstrated by the material analysis of
the micro-sample from the flesh painting
on the right hand of the Infant Jesus.”
The character of the underdrawing of the
painting of St Anne with the Virgin and
Child (Figs. 4a, b) is similar in nature to
the underdrawings painted with the bravura
of a sketch, with a free brush-stroke,
without too much emphasis on the
substance construction of the shape, which
were also documented in other paintings
from this workshop (especially some of the
underdrawings of the Litomé¥ice Altarpiece
and the St Catherine Altarpiece). In places
the underdrawing was not too clear in IR
(Fig. 5), which trait corresponds to the
characteristics ascertained earlier in some
of the paintings of the St Catherine Altarpiece.
The actual painting is applied gradually

in several layers of paint. The resulting
modelling of the highlights and shadows

is created by varying proportions of lead
white and black in the colour mixture
used. Significant material characteristics,



specifically typical of the oeuvre of the
Master of the Litomé&fice Altarpiece, are
the way he used purple fluorite (CaF,) in
the painting of white draperies* and the
material composition of the red organic
lake - Kermes carmine. Kermes carmine
was identified in the painting of the
drapery on the cloak of St Anne. Its use
corresponds to the composition of the
paint identified on older and younger
elements of the ascribed oeuvre. The use
of red organic lake and the stratigraphy of
the layers of the red draperies show traits
similar to those of the painting on the St
Catherine Altarpiece and the Strahov Altarpiece
(Fig. 6). Kermes carmine was successfully
identified by molecular spectroscopy
using the FTIR method on the fragment
with St Andrew, the Litoméfice Altarpiece and
on the Altar wings from the Tyn Church.»
Purple fluorite, the use of which as an
artist’s pigment is restricted in relation to
both location and date,* was used very
creatively in the workshop of the Master
of the Litomé&Fice Altarpiece in comparison
with the usual practices of the time. This
also applies in the case of the painting of
The Virgin and Child with St Anne from
the Ringhoffer collection, where fluorite
was used in the underpainting and in the
modelling of the upper layer to achieve

a specific shade and the toning of the
highlights and shadows of the clothing

of the Child and St Anne. Fluorite was
also found marginally in the painting of
the blue background in a layer of azurite.
The material analysis of the pigments is in
keeping with the art-historical conclusions

7 Comparison of the painting of yellows on
the paintings of the Master of the Litoméfice

Altarpiece and his workshop

m_ o - 2 . r _a) Sample from the painting of the yellow belt
~ ﬂ . L 3 : . = s = | on the dress of St Anne Mother of Mary, b)
. - il -~ i e yellow clothing, Altarpiece known as that of
St Catherine, St Catherine before the Emperor
Maxentius. In both cases the application of
the layers is similar, the yellow painting on

a chalk ground is carried out with a mixture

of lead-tin yellow type | and lead white.

of the comparative study of the panel
painting of the Master of the Litomé&Fice
Altarpiece, for within the framework of the
workshop production the characteristic
palette (range of colours) is repeated, as can
be convincingly concluded, for example, by
studying the specific tones of the drapery,
especially the white, red, pink, yellow or
greyish tones. If we compare the clothing
of the figures on the panel paintings of the
Litomé¥ice Altarpiece (The Nativity - the dress
of the Virgin Mary, Christ on the Mount of
Olives - Christ’s robe), with the paintings

of the St Catherine Altarpiece (The Burial of

St Catherine - the dress of St Catherine)

and the St Anne fragment, the mutual
connection is quite evident (Fig. 7).

Apart from the painted layers on the
panel with St Anne Mother of Mary
analysis was also carried out of the traces
of gilding (haloes, raised applications on
the background), of which, however, very
little remained. It was possible to analyse
the gilding, most probably carried out on
mixtion,¥” thanks to the non-destructive
XRF method, with the help of which the
surface of the painting was investigated in
detail on pre-set areas of the painting at
points with a radius of 20 pm.*

The comparative investigation of the
painting technique of the fragment with
St Anne Mother of Mary showed that
the only quite specific element that we
do not find on the other panel paintings
attributed to the oeuvre of the Master
of the Litomé&Fice Altarpiece are the tiny
raised applications of circular shape,
preserved in a few places on the area of the
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8 Master of the Litomérice Altarpiece and

his workshop, St Anne with the Virgin Mary
and the Christ Child, around 1510-1515,
macro-photograph of the execution of the
decorative element on the painting of the blue
sky. In the substance itself there was identified
a mixture of chalk and animal hairs bound
with protein binding agents. The gilding was
carried out on mordant. In the painting of the
sky there is azurite, lead white and fluorite.
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9 Master of the LitoméFice Altarpiece and his workshop, St Anne with the Virgin
Mary and the Christ Child, around 1510-1515, whole before the completion of
the restoration, The National Gallery in Prague.

azurite background and also encroaching
on the painting of the textile drape. In
the material of this decorative element
there was identified a mixture of natural
chalk, animal fibres and protein binding
material, and the surface was gilded on
an ochre layer of mordant (Fig. 8). We
also find similar raised applications,

often made from paper material, on the
polychromy of sculptures (see, for instance,
the polychromy of draperies).? On the
panel painting of St Anne the distribution
of these applications is surprisingly
inconsistent as regards composition, as it
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does not respect the spatial connections of
the individual elements of the painting of
the background.

Already in part from the extended
probing, then fully after the removal of
the overpaintings and mastics, the extent
of the preservation of the original painting
and its artistic quality could be clearly seen
(Fig. 3). Even though the overpainting
basically respected the main elements of
the original composition, it fundamentally
altered the character of the original, as
the painter executing the physiognomic
and modelling details was incapable of
interpreting them in keeping with the
stylistic character of the original painting.

The mastics and non-original layers
of painting identified by the preceding
investigation were gradually removed. The
restoration project was then faced with
the decision of whether to reduce the
deformities of the thin and frail original
support, very firmly attached to the original
with glue adhesive, but this might have put
the original at risk and so the non-original
support was kept.*® The missing bulk of
the original support with original painting
was replaced with new under{illing using
a mixture of sawdust and Paraloid.

The quality of the painting of the
preserved fragment is so convincing that
it was decided to keep the damaged areas
without reconstruction (the face of St Anne,
the figure of the Virgin). The exception to
this was the blue surface of the background
and smaller defects in the drapery. The
unifying retouching was carried out with
aquarelle paints. At the exhibition entitled
The Beauty of a Fragment the on-going state
of the painting was presented, which
illustrated very clearly both the restoration
procedure selected and the extent of the
damage to the original work (Fig. 9).+

Iconography. Attribution and workshop
context. Possibilities of reconstruction and
dating

The basic corrective for seeking the
hypothetic appearance of the whole
painting, of which the fragment from

the Ringhoffer collection was part, was

a comparative study of relics of the

St Anne iconography. From the end of the
13th century, to which the oldest depictions
of this iconographic type are dated, the
pictures of St Anne, Mother of the Virgin
Mary and Grandmother of Christ, accenting
the thesis of the Immaculate Conception,
underwent a considerable change.** The
hieratic religious painting, in which the
figures of the Virgin and Christ assumed
the function of the attributes of St



10 Master of the Litomé&fice Altarpiece and his
workshop, St Anne with the Virgin Mary and the Christ
Child, around 1510-1515, detail of the Infant Jesus with
the dove, The National Gallery in Prague.

Anne, slowly changed into a multifigural
composition, which integrated, apart
from the symbolic religious content,
also elements of genre description of
the everyday nature of family life. At the
end of the 15th century and in the first
quarter of the 16th century, when the cult
of St Anne was at its height, St Anne was
venerated in particular in the environment
of dynamically developing cities as the holy
protector of family happiness, a defender
against the plague (she was the patron
of many hospitals) and the holy patron
of many professions. The breadth of
the imploring prayers can still be seen
today in preserved medieval ex-votos and
occasional prints, as well as manuscript
and literary sources.® Studies from recent
decades demonstrate convincingly that
the phenomenon of the growing cult of
St Anne provided considerable potential
on the threshold of the modern age.#
A strong impulse for the spreading of the
veneration of St Anne was the inclusion
of the feast day of St Anne in the Roman
calendar by Pope Sixtus in 1481,% and
the rise of the cult was also supported
by the respect for holy relics and mercy
statues. There was a marked increase in the
number of religious brotherhoods relating
to St Anne. Among the most important as
regards the cult was veneration of St Anne
as the patron of the mining professions
in the Late Gothic era. The connection
between the cult of St Anne and the
mining industry is clearly illustrated by
the preserved heritage fund from the area
of the Ore Mountains (Annaberg), The
Bohemian Forest and Bavaria (Kasperské
Hory, Kreuzberg), or Spi§ and Gemer
(Roznava).#®

A considerable number of St Anne
paintings, retables and statues have been
preserved in central and western Europe
and, in spite of the variety of the preserved
fund, attempts have been made to

systemise the collected material into several
basic typological groups or to catalogue
them on the basis of provenance.# From
the collected works it emerges that, even
though the depiction of St Anne was
regulated in the Late Middle Ages by
traditional patterns, also contributed to
by the new widely available graphic media
(book illustrations, printed patterns,
illustrated single sheets and occasional
prints), the iconographic type of St Anne
Mother of Mary preserved considerable
variability. This also applies to the fragment
of The Virgin and Child with St Anne
from the Ringhoffer Collection, which
we can, on the basis of our knowledge of
period analogies, convincingly interpret in
the basic traits, but she too is an original
rendition of the selected type.

This is demonstrated in particular by
two less common iconographic motifs.
The first is the gesture of Mary’s right
hand, with which she provides support
for the Christ Child, for Jesus places his
left hand in the palm of the Virgin Mary.
In the figural groups of The Virgin and
Child with St Anne we more frequently
see the gestures and attributes typical of
the Christological and Marian iconography,
also based on typological parallelism
(fruits of the Tree of Knowledge, Mary
as the second Eve, Christ as the second
Adam) or the symbol of the Eucharist
(a bunch of grapes). Not infrequently the
interaction of the gestures of the Christ
Child and the Virgin is missing completely
and the Child turns only to St Anne,
as is the case, for instance, of the stone
enthroned St Anne, similar in composition,
by Tilman Riemenschneider (1490-1495,
Mainfrinkisches Museum, Wiirzburg). On
the other hand we find a gesture analogical
to the Ringhoffer fragment in a carving of
The Virgin and Child with St Anne with the
Virgin Mary and the Child Jesus from Usti nad
Labem, formerly ascribed to Ulrich Creutz
(Northwest Bohemia, around 1520, National
Gallery in Prague). The similarities are so
striking that it is possible to assume that
the two works must have been inspired by
the same model, today unknown.

The second, less frequent, motif for
the theme of The Virgin and Child with
St Anne is the motif of the bird in the
hand of the Christ Child. This occurs rarely
and almost exclusively on multifigural
compositions of the Kindred of Christ,
in the context of genre motifs illustrating
children’s games. This motif, with its
multi-layered symbolism, was taken from
the Marian iconography. The Virgin with
the Child, holding a tiny bird in his hand,
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was a favourite theme of paintings and
sculptures in the 13th and particularly

in the 14th centuries.*® The symbolic
meanings of the depiction of different
types of birds in Marian and Christological
iconography were passed on even into
following centuries, but at the same time
the little bird in the hand of the Christ
Child acquired the character of a genre
motif, illustrating the fact that it served
children as a source of joy and play, and
also the small bird is often tied to the
idea of domestication (Raphael Santi, Solly
Mauadonna, around 1502, Gemildegalerie
Berlin). One of the impulses for the
renewed popularity of the symbolic

motif of birds in Marian iconography in
medieval painting on the threshold of the
early Renaissance was Italian art. This
thesis is very well documented by some
of the works of Albrecht Diirer or Hans
Baldung Grien (Madonna with parrots, 1533,
GNM Nirnberg). Durer is the author of
the much-copied print of the Virgin Mary
with Child and Monkey (B. 82), in which
Jesus is shown playing with a little bird.
Direr also used the motif of the bird in
the composition entitled Madonna with
Siskin (1506, Staatliche Museen Berlin,
Gemildegalerie).* The motif of playing
with a bird is also represented in relics

of Bohemical provenance (comp. Master
Michal [?], Altarpiece of The Virgin and Child
with St Anne, Kutna Hora 1510-1515, Church
of Our Lady Na Naméti, Kutna Hora).
The question is how correctly to interpret
the dove (pigeon)® in the hand of the
Child in the fragment from the Ringhoffer
Collection (Fig. 10). The bird with its
breast in the palm of the Child, its

wings spread, pecking the Child’s finger,
is reminiscent of a typological series

of Bohemical Marian images of the
Luxembourg period, beginning with

the Most Madonna (Prague before 1350,
Roman-Catholic Deanery in Most, on loan
to the National Gallery in Prague).® There
is an interesting compositional connection
between St Anne with the Virgin and Child
from the Ringhoffer Collection and the
Madonna from Veveri (Master of the Vy33i
Brod Cycle - workshop, around 1345-1350,
National Gallery in Prague), where we
find similarity not only in the depiction
of the bird, but also in the asymmetrical
handling of the corners of the veil (also the
Madonna of Strahov). It must be borne in
mind, however, that similar compositions
of the veil were also common in the art
of the first quarter of the 16th century.

A quite specific category of interpretation
and motif is represented, for instance, by
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the details of the folding of the veils of
the women participating in the scenes of
the Passion (especially The Crucifixion, The
Descent from the Cross, The Laamentation of
Christ), but we find no connection with an
allusion to the future Passions of Christ in
the Ringhoffer fragment. On none of the
above-mentioned Marian mercy images
does Christ clasp a dove (pigeon) in his
hand. We do find this motif, for example,
in illuminated manuscripts and on Marian
statues. In Christian iconography the
dove has officially symbolised the Holy
Spirit since the time of the Nicene Council
and with reference to the interpretation of
the Song of Songs it was a Marian symbol
and also a symbol of virtue and Godly
inspiration. The dove in the context of the
iconography of St Anne Mother of Mary
and the Holy Kinship may also recall the
foster father of the Lord, St Joseph, to
whom, according to non-canonical texts,
a dove flew down and alighted on a green
twig.’2 If we assume the Bohemical origin
of the work, then the mentioned links
may be an intentional quotation of the
older tradition of Marian mercy images,
but one cannot ignore the part played by
the inspiration of the print from the Diirer
circle and echoes of inspiration by Italian
painting.’

Other elements of the composition of
St Anne with the Virgin Mary and the Christ
Child from the Ringhoffer collection are
traditional, as can be seen from comparison
with a number of analogically treated
depictions on the theme of St Anne
enthroned from the 1490-1520 period.>
St Anne, characterised in accordance
with general custom as an older married
woman, her hair covered with a veil, holds
on her knee the Christ Child, who is
also supported by his mother, the Virgin
Mary, who has an open book on her lap.
The painting of St Anne’s face is greatly
damaged, but the basic traits correspond
to the facial type of the older women
depicted in the paintings of the Master of
the Litomé&fice Altarpiece, even though the
strong modelling of the bags around the
eyes so typical of the faces of the figures
by this Master and his workshop is missing
(cf. for instance the woman from the scene
of St Wenceslas Carrying Firewood on the wall
paintings of the St Wenceslas Chapel, and
the paintings of the Litoméfice and Strahov
Altarpieces). St Anne is dressed in a simple
gown supplemented by an outer cloak of
red. The cloak is fastened with a clasp,
exactly the same as the clasp fastening
the clothing of John the Evangelist on the
Litomé¥ice Altarpiece (Crucifixion), the neckline



of the dress underneath is covered by an
insert of semi-transparent textile, which is
also, with reference to the fashion of the
time, among the common costume details
on the paintings from the workshop of

the Master of the Litomé&fice Altarpiece.”
The dress is belted and the knot on the
belt forms a striking decorative motif, tied
in exactly the same way as the belting of
the robe in the painting of the St Catherine
Altarpiece’® With her right arm St Anne
supports the Christ Child, who is standing
on Anne’s lap (the folding of the cloak
corresponds to Anne’s right knee) and
turning in a slight counterpose towards
the Virgin Mary. The Virgin is offering the
Child support for his first steps and her
left hand rests on an open book. With his
right hand the Child clasps the already
mentioned bird with open wings to his
body. His naked body is clothed only in

a cloth twisted about his loins. From the
preserved fragment it is not possible to
determine unequivocally whether the
Virgin was seated on the lap of St Anne
(comp. The Virgin and Child with St Anne

by Tilman Riemenschneider, 1490-1495,
Mainfrinkisches Museum, Wiirzburg) or
standing (Hans Baldung Grien, St Anne
with the Christ Child, the Virgin and John

the Baptist, around 1511, Washington), or
perhaps kneeling (Hans Wechtlin, The Virgin
and Child with St Anne, 1515). For all the
variations mentioned it is possible to find
convincing period analogies; the selection
of the type of composition reflected the
overall interpretation.” If we evaluated

the composition of the clothing of the
Virgin from the preserved overpainting, we
would unequivocally be inclined towards
the variant of the seated Virgin, as the
break in the edging of the drapery of the
robe of the Virgin corresponds to a seated
figure. The Virgin Mary would thus have
been sitting on St Anne’s left knee. The
painting of the Virgin is severely damaged
and the facial part is mainly preserved only
on the chalk ground. From the remnants
of the painting of the flesh of the face,
however, and the hair arranged in regular
curls falling onto the shoulders, it may be
assumed that the Virgin was portrayed in
profile as a bare-headed girl. On the right
edge the painting of the left arm of St Anne
is missing, most probably St Anne was
holding the Virgin protectively with her left
arm. Considerable losses of the original
painting are also evident by the lower
edge, where a large part of the drapery of
the clothing of St Anne and the Virgin is
missing, and in addition the preserved part
does not allow the deduction of the nature

of the original terrain. Most probably
this was a depiction of St Anne sitting on
a bench, as we know it from period prints,
painting and sculpture (comp. Casper,
Anna Selbdritt Plague Sheet, illustrated single
sheet, woodcut, Augsburg, 1494). The
preserved fragments do not indicate that
there was a developed painted landscape
or architectural framework to the central
figural composition. It cannot be claimed
with certainty that St Anne was placed
centrally in the format of the original
whole (comp. Hans Baldung Grien, Saint
Anne with the Christ Child, the Virgin and Saint
John the Baptist, around 1511, Washington).
No fragments have been preserved that
would indicate that part of the original
composition would have been further
figures belonging to the theme of the Holy
Kinship or the like of the Marian theme
of the “Holy Conversation”. The neutral
background with the textile hanging
and compact azurite background is, in
the context of the workshop oeuvre of
the Master of the Litomé&Fice Altarpiece,
relatively unusual, but it allows the
colourfulness of the central scene to
show to good advantage and enhances the
impression of the monumentality of the
figures in the foreground. A textile hanging
treated in a similar manner is repeated on
the inner sides of the movable wings of
the Altarpiece with the Holy Trinity (National
Gallery in Prague), but the spatial impact
of the composition is different because the
area of the background is structured by the
graduated colouring of the background.
There are several possibilities for the
hypothetical reconstruction of the original
format of the painting of The Virgin and
Child with St Anne. The relatively small
format of the fragment might be suited
to a predella, in which case we would
reconstruct a wide format and assumed the
loss of a wider iconographic whole, such
as, for example, the Predella with St Anne
Mother of Mary among saints - Barbara,
Margaret, Dorothy and Mary Magdalene by
Bartholomius Zeitblom (around 1511,
Bayerische Staatsgemildesammlungen
- Staatsgalerie in der Katharinenkirche
Augsburg). If we assume that the figure
of St Anne was placed centrally in the
original format and was portrayed in full,
it may be considered that the fragment
from the Ringhoffer Collection belonged
to a painting with a minimal original size
of 90/100 x 120/140 cm. It could have
been placed in the centre of an altarpiece
with wings, or it could have been a single
votive or epitaph painting (comp. Michael
Wolgemut, St Anne Mother of Mary with
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11a, b Master of the
Litomérice Altarpiece
and his workshop,

St Anne with the
Virgin Mary and the
Christ Child, around
1510-1515, detail of
the painting of the
drapery: a) St Anne
with the Virgin Mary
and the Christ Child,
detail of the veil of
St Anne, b) Altarpiece
of St Catherine,

St Catherine before
the Emperor
Maxentius, detail

of the sleeve of

St Catherine’s robe,
The National Gallery
in Prague.

donors, before 1510, GNM Niirnberg). With
regard to the scale of the figures there is
also some justification for considering an
even larger format for the original unit.
After all, the central group of St Anne
Mother of Mary might have been part of

a multi-figural scene composed of the Holy
Kinship, as we know them from the first
quarter of the 16th century, for instance
from numerous variants of this theme by
Lucas Cranach the Elder and his workshop
(Lucas Cranach the Elder, Altarpiece with the
Holy Kinship, known as the Torgau Altarpiece,
1509, Museum Stidel, Frankfurt) and also
retables of Bohemical provenance from
the workshop of the Master of the Budyné
Altarpiece (Altarpiece of the Monastery of the
Knights of the Cross, around 1490, Knightly
Order of the Knights of the Cross with
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Red Star, Prague) and the Master of the
Hradec Krilové Altarpiece (Hradec Krdlové
Altarpiece, 1494, Church of the Holy Ghost,
Hradec Kralové). Nor can one rule out

a depiction of The Virgin and Child with
St Anne in the company of male or female
saints, variations of the Italian type of the
“Holy Conversation” (comp. Meister von
Messkirch, Altarpiece of Falkenstein, around
1530, Sammlung Wiirth; Bernard Striegel,
St Anne Mother of Mary as Protector against
the Plague, around 1500, Striegel-Museum,
Memmingen). Analogies for all the
mentioned variants of the iconographically
more widely understood concept of St Anne
Mother of Mary can be found in the
heritage funds of surrounding countries,
and we partly also find support in the
preserved St Anne retables of Bohemical
provenance (see above the Altarpiece of

the Monastery of the Knights of the Cross,

the Hradec Krdlové Altarpiece, the St Anne
Altarpiece from the Church of Our Lady Na
Naméti, Kutnd Hora).’® The actual painting,
the unknown provenance and context of
the oeuvre of the Master of the Litomé&Fice
Altarpiece do not, however, provide any
arguments for the unequivocal selection
of any particular one of the variants
mentioned.

The preserved set of works attributed to
the Master of the Litomé&fice Altarpiece,
however, enables us to consider the
possibility of whether the exceptionally
attractive painting of the fragment with
St Anne might be part of one of the
fragments of retables so far known to be
the work of the Master of the Litomé&Fice
Altarpiece and his workshop.* For critical
reasons of style it is possible to eliminate
in advance the fragment with St Andrew,
and also to rule out a connection with
the Litomérice Altarpiece and the Altarpiece
Wings from Tyn. The Strahov Altarpiece can
also be ignored with regard to functional
connection. The only fragment of a retable
allowing the inclusion of a central panel
of a similar format, which in addition
has evident style and technological
similarities to the preserved fragment from
the Ringhoffer Collection, are the panel
paintings of the wings of the so-called St
Catherine Altarpiece. Six panel paintings
have been preserved and the hypothetical
reconstruction of the retable counts on the
loss of half of a movable wing, the centre
and possibly a predella. According to the
dimensions of the individual paintings it is
considered that the minimum dimensions
of the centre with adjustments would
be roughly 150 x 140 cm.%° Basically this
is a size that would fit the preserved



fragment from the Ringhoffer Collection.
There are, however, several arguments
against this. The first objection is the lack
of iconographic context. This objection
could be overcome by a hypothesis on

the depiction of The Virgin and Child

with St Anne together with other male

and female saints, among whom there
would also be represented one of the
quatuor virgines capitales - St Catherine. This
hypothesis can be supported by pointing
to the multi-layered symbolism of the book
in hands of the Virgin, which according

to one of the levels was an allusion to the
prophecy of Christ’s redeeming death,

but at the same time it was an obvious
reference to the pious upbringing of the
Virgin by her mother, St Anne.* This

level of meaning would link the theme

of the hypothetical centre of the retable
with the St Catherine Legend depicted on
the movable wings, as in the Middle Ages
St Catherine was revered as the patron of
intellectuals, scholars and universities.
This hypothesis would basically also suit
the modern provenance of the work, as

we know that the individual parts of the
painted wings of the St Catherine Altarpiece
were dispersed in the first half of the

20th century and traded piece by piece

on the art market.®* The fundamental
counter-argument, however, continues

to be the compact azurite background
with gilded applications, which simply
does not correspond to the method

used for the painting of the background

of the St Catherine panels, in which in
addition the landscape and architectural
framework of the figural scenes is handled
in a thorough manner. The hypothesis that
the Ringhoffer fragment belongs to the
pictures of the St Catherine legend does not
therefore sound totally convincing. The last
of the arguments could be spanned with
the suggestion that the The Virgin and Child
with St Anne from the Ringhoffer Collection
was set in a predella, where a single colour,
often simply decorated background with
gilded details was relatively common
practice (comp. for instance Germany -
Schwibisch Hall, around 1500, Retable with
Saints and Fourteen Holy Helpers on a predella,
Staatlichen Museen Berlin).

We do not know the original provenance
context of the fragment from the Ringhoffer
collection, as is also the case for a number
of other works ascribed to the oeuvre of
the Master of the LitoméFice Altarpiece.

In this workshop, working in Prague for
the sovereign (St Wenceslas Cycle) and for
leading figures of the Prague royal court
(JTan of Wartemberk, Albrecht Lib3tejnsky

12a, b, ¢ Master

of the Litomérice
Altarpiece and his
workshop, St Anne
with the Virgin Mary
and the Christ Child,
around 1510-1515,
detail of the facial
type, a) St Anne with
the Virgin Mary and
the Christ Child,
detail of the face of
Christ, b) Altarpiece
of St Catherine,
Burial of St Catherine,
detail of the face

of St Catherine,

c) Altarpiece of

St Catherine, Burial of
St Catherine, detail of
the face of the Angel,
The National Gallery
in Prague.
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of Kolowraty), it is possible to assume
distinguished clients both from the ranks
of the Catholic nobility close to the court
and the church nobility and also from
among the burghers linked with the court
environment through their contacts. In
the Castle district it would be tempting

to consider, apart from the Cathedral of

St Vitus, also for instance the convent

of Benedictine nuns of St George's,

whose Abbess had close connections

with the royal court from the time of the
establishment of the convent and where
the veneration of St Anne is substantiated,
but the furnishings of the convent were
considerably damaged by the destructive
fire on the premises in 1541. Analogically
to the nature of the commissions of other
important masters active in the first decade
for clients from the court circle - Benedikt
Ried and Monogramist IP - we can also
assume in the case of the workshop of

the Master of the Litomé&¥ice Altarpiece
that there was a possibility of realisations
outside of Prague, intended for the sacred
buildings of newly built settlements or
parish and convent churches supported by
important donors.%

The dating of the painting can be
carried out in relation to the chronology
of the workshop oeuvre of the Master
of the Litomé&Fice Altarpiece, which is
based so far in its main traits on the
series of dates proposed by Pe3ina and
subsequently corrected by later research®
supporting, partly in connection with
graphic production of the time, especially
that of Albrecht Diirer and his circle, the
considered dating to the 1510-1515 (1520)
period. The close style relationship of
the preserved parts of the painting of
The Virgin and Child with St Anne with
parts of the paintings of the St Catherine
Cycle (esp. The Burial of St Catherine and
St Catherine before the Emperor Maxentius) in
which there could be seen the distinctive
hand of one of the workshop colleagues
(Fig. 11a, b; Fig. 12a, b, c), who also
participated in the wall paintings in the
St Wenceslas Chapel and in part of the
paintings of the Strahov Altarpiece, shifts the
dating of the Ringhoffer fragment to the
beginning of the second decade.® In spite
of the many questions arising with regard
to the nature of the work investigated, the
fragment with The Virgin and Child with
St Anne from the Ringhoffer Collection
has, thanks to the comprehensive
investigation and the comparative study,
been convincingly included in the oeuvre of
the Master of the Litomé&Fice Altarpiece and
a significant relic has thus been “acquired”
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for the fund of panel painting of Bohemical
provenance.

This paper was reviewed.

Notes

1 St Anne with the Virgin Mary and the Christ
Child, tempera, linden wood, 69.5 x 39 cm,
reverse side cradled, National Gallery in Prague,
inv. no. DO 4102 (formerly Z 301). On the
attribution see Olga Kotkova, National Gallery in
Prague. German and Austrian Painting of the 14th to
16th Centuries. Illustrated Summary Catalogue 11/1,
Praha 2007, p. 172, No. 119.

2 Anna Trestikova, Report on the investigation
and restoration of a work: Master of the LitoméFice
Altarpiece, St Anne Mother of Mary, Prague (?),
around 1510-1515, inv. no. DO 4102, unpublished
restoration report No. 1393, September 2014,
Archive of the Restoration Department of the
National Gallery in Prague.

3 St Anne with the Virgin Mary and the Christ
Child was exhibited together with the newly
restored Lundie Madonna; see The Beauty of the
Fragment. Two newly restored panel paintings in the
exhibition of Medieval Art. Artwork of the season.
Convent of St Agnes of Bohemia, Collection of
Old Masters of the National Gallery in Prague,
5th March - 26th May 2013. Author and curator
of the exhibition: Stépanka Chlumsk4, authors
of the accompanying texts: Stépanka Chlumska
- Radka Sefcti - Anna T¥egtikova - Adam
Pokorny.

4 Comp. Sexnam obrazii Ringhofferovské sbirky

v zdmku Kamenice u Stranéic (List of paintings of

the Ringhoffer Collection in the manor of Kamenice

by Stranéice), written up on 19. 5. 1945, Archive
of the National Gallery in Prague, fund of
1945-1958/Group 251 b (the list includes

40 items, mainly paintings (19) and statues (9),
and also seven engravings and five drawings;
also Seznam obrazii z nékdejsiho majetku Hanse
Ringhoffera (List of paintings formerly belonging to
Hans Ringhoffer), Archive of the National Gallery,
fund of 1945-1958, Group 242 and Archive of the
National Gallery in Prague, fund of 1945-1958/
Group 251a. A willing specialist in the search
for these documents was Jaromira Novakova of
the Archive of the National Gallery, to whom our
warmest thanks are due.

5 See overview of the paintings: Kotkova
(quoted in Note 1), p. 222 (register of original
owners) and pp. 62-63, No. 33, pp. 94-95,

No. 50, p. 144, No. 89, p. 145, No. 90 and p. 172,
No. 119; on the attributions of the statues from
the Ringhoffer Collection see Helena Détiovd,
Pozdné gotické sochatstvi jagellonského obdobi

z depozitdfic Ndrodni galerie v Praze /Late Gothic
Sculpture of the Jagiellonian Period from the depositories
of the National Gallery in Prague/ (1471-1526),
Olomouc 2013, thesis work, Palacky University
in Olomouc, Arts Faculty (Online: http://



theses.cz/id/rj808v/01_DP_Textov_st_Dov.pdi),
esp. p. 314.

6 Comp. List of paintings of the Ringhoffer
Collection in the Kamenice manor (quoted in
Note 1), No. 38.

7 The description of this statue corresponds

to a carving on the same theme, which

can be found in the collections of the NG

(inv. no. P 5740); comp. most recently Dariova
2013 (quoted in Note 5), esp. pp. 311-312,

Cat. No. H/86.

8 See Inventory Z, Archive of the National
Gallery in Prague, fund of 1945-1958; the work
in question is registered under item Z 301

(DO 4102): “South Bohemian Master from the
beginning of the 16th century, St Anne, h.69.5 x 39 cm,
taken over on 19. 5. 1945 by the Local National
Committee”.

9 Josef Opitz, Madona. Cirkeoni mali¥stvi

a sochafstoi doby 1350-1550 % kldsterniho

a soukromého majetku. (Madonna. Church Painting
and Sculpture of the 1350-1550 period from
monasterial and private property). Exhibition of the
Association of Graphic Artists in Prague, Praha
1935, pp. 23-26, Nos. 120, 122, 127, 129, 131, 138,
144 and 147.

10 TIbid, p. 23, No. 129.

11 Oldfich J. Blazi¢ek, K vystavé Madona.
Cirkeoni mali¥stoi a sochafstoi doby 1350-1550 / On
the exhibition of Madonna, Church Painting and
Sculpture of the 1350-1550 period, Dilo XXVI,
1935, p. 178.

12 Comp. esp. Jaroslav Pedina, German Paintings
of the 15th and 16th Centuries, Praha 1962; idem,
Mistfi kolem Albrechta Diirera (Masters around
Albrecht Diirer), Uméni X, 1962, pp. 369-380
and idem, Je5té k otazkam n&meckého malifstvi
15.-16. stoleti v Eeskoslovenskych sbirkach (More
on questions of German painting of the 15th

to 16th centuries in Czechoslovak collections),
Uméni XVII, 1970, pp. 486-505.

13 Kotkova (quoted in Note 1), p. 172, No. 119.
14 TFor the catalogue of works see Kesner 1989,
quoted below. Auxiliary marking in literature
was introduced by Josef Opitz; a summary of
older literature with references was Jaroslav
Peina, Pozdné gotické mali¥stvi v Cechdch (Late
Gothic Painting in Bohemia), Praha 1940, pp. 7-12;
Jaroslav Pesina progressively ascribed to the
Master of the Litom&Fice Altarpiece individual
elements of the now known oeuvre, in a well
arranged way with references to older literature
see: idem, Die Tafelmalerei am Jagellonenhof in
Prag, 1471-1526, in: Acta historiae artium Academiae
Scientiarum Hungaricae, 1973, pp. 212-223, 1974,
pp- 46-61. Pedina’s dating was generally accepted
by those researchers who assumed the domestic
origin of the Master, see Mistr LitoméFického oltdie
/ The Master of the LitoméFice Altarpiece (exhibition
catalogue), Ladislav Kesner, SGVU in Litomé&Fice,
September-November 1989, Litomé&fFice, no page
numbers; similarly with older references see Jifi

Kropacek, K vystavé Mistr litoméfického oltare
v Néarodni galerii v Praze (On the exhibition

of the Master of the LitoméFice Altarpiece in

the National Gallery in Prague), Uméni XXVIII,
1980, pp. 590-594. On the opposite side Jarmila
Vackova suggested the German origin of the
Master with clear arguments and references in
Jifina Hofej3i - Jarmila Vackova, Kniha o pozdné&
gotickém uméni v Cechich. Dialog s autorskym
kolektivem (Book on Late Gothic Art in
Bohemia. Dialogue with collective of authors),
Uméni XXVIII, 1980, pp. 519-539, esp. pp. 530-
532; further: idem, Once more on the nature of
Jagiellonian art in Bohemia (Reply to Josef Petrari
and Jaroslav Pesina), Uméni XXIX, 1981, pp. 463-
465, summary of later literature on the theme
by Stépanka Chlumsk4, in: Obrazy % legendy

o sv. Katefiné Alexandrijské. Mistr Litoméfického oltdre
a jeho dilna. Paintings from the Legend of St Catherine.
of Alexandria. Master of the LitoméFice Altarpiece

and his workshop. (Exhibition cat.), St&panka
Chlumska (ed.), The National Gallery in Prague,
1999, pp. 7-14; on the development of opinions
on the dating and attribution of the wall
paintings, last dealt with monographically by
Josef Krasa in 1958, see Josef Krasa, Renesan¢ni
nasténna vyzdoba kaple svatoviclavské v chraimu
sv. Vita v Praze (Renaissance wall decoration

of the St Wenceslas Chapel in St Vitus

Cathedral in Prague), Uméni VI, 1958, pp. 31-72;
latest summary by Ivana Kyzourové, Nova
zjisténi k renesanénim nasténnym malbam ve
Svatoviclavské kapli katedraly sv. Vita v Praze
(New findings on the Renaissance wall paintings
in the St Wenceslas Chapel of St Vitus Cathedral
in Prague), Zprdvy pamdtkové péée, 72, 2012,

Pp- 411-419. On the dating of the wall paintings
see also the quote below in Note 65. On the
phenomenon of Jagiellonian court art and
representation in summary most recently see:
Jifi Fajt, Die Jagiellonen, Konige in B6hmen und
Ungaren, in: Werner Paravicini (ed.), Fiirstliche
Hife und Residenzen im spdtmittelalterlichen Reich,
Ostfildern 2003, pp. 127-134; idem, Das Zeitalter
der Jagiellonen in den Lindern der b6hmischen
Krone und die tschechische Historiographie,

in: Evellin Wetter (ed.), Die Jagiellonen und die
bohmische Linder 1471-1526. Kunst - Kultur -
Geschichte. Studia jagiellonica lipsiensia 2., Osfildern
2004; Europa Jagellonica 1386-1572. Uméni a kultura
ve stiedni Evropé za vlddy Jagelloncii (Art and Culture
in Central Europe under Jagiellonian rule, exhibition
guide), JiFi Fajt (ed.), Gallery of the Central
Bohemian Region, May-September 2012, Galerie
Stfedoleského kraje, Kutna Hora 2012.

15 Summary Pedina 1940 (quoted in Note 14);
Krisa (quoted in Note 14).

16 For the first time Ernst Buchner, Veit

Stoss als Maler, Wallraf-Richartz Jahrbuch 14,

1952, p. 126, new attribution Jaroslav Pe3ina,

see Jaroslav Pedina, Jesté k otdzce nejstarsiho
renesanéniho portrétu (Again on the subject of
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the oldest Renaissance portrait), Uméni VII, 1959,
pp- 403-405.

17 Chlumska 1999 (quoted in Note 14),

pp- 19, 37.

18 With reference to the confirmation of the
attribution by Ladislav Kesner Sen. Auctioned
in 1991, see Important and Fine Old Master
Pictures, Christie’s Auction Catalogue, London
13. 12. 1991, No. 51, p. 86. For references see
Chlumska 1999 (quoted in Note 14), pp. 14, 37.
19 Kesner (quoted in Note 14), no page
numbers; Sté€panka Chlumsks, Late Gothic

and Early Renaissance Art, in: Renaissance),

in: Bohemia and Central Europe 1200-1550. The
permanent exhibition of the Collection of Old Masters
of the National Gallery in Prague at the Convent of

St Agnes of Bohemia, Stépanka Chlumska (ed.),
National Gallery in Prague 2006, pp. 65-193,

p- 148, Nos. 133, 134; p. 149, No. 155, p. 150,
Nos. 156, 157.

20 Tiestikova (quoted in Note 2), no page
numbers.

21 See Note 6.

22 In detail with illustrated documentation

of the results see Ttestikova 2014 (quoted in
Note 2), no page numbers

23 Radka Sefcti, Laboratory report 08/51,
Anonymous (Southern Germany, around 1500),

St Anne Mother of Mary, inv. No. O 4102,
unpublished report, archive of the
chemical-technological laboratory of the NG in
Prague, 2009-2013.

24 Radka Sefcti - Sté€panka Chlumska - Anna
Trestikova, Materidlovy priizkum vybranych dél
Mistra litomé&Fického oltafe a jeho dilny. Technika
deskové malby (Material investigation of selected
works of the Master of the Litom&Fice Altarpiece
and his workshop. Technique of panel painting),
in: FORUM 2012 pro konzervdtory-restaurdtory,
AMBG, Brno, 2012, pp. 3-17; on the investigation
of the restoration of wall paintings in the years
2006-2011 with references to older restoration
and research most recently see Milena
Netaskova, Restaurovani a prizkum nésténnych
maleb ve Svatoviclavské kapli chrdmu sv. Vita na
Prazském hradg& (Restoration and investigation
of wall paintings in the St Wenceslas Chapel

of St Vitus Cathedral in Prague Castle), Zprdvy
pamdtkové péce 6, 2012, 72, pp. 420-427; an
investigation also oriented towards comparison
with older painted layers in the chapel, it noted
the correlation with the oeuvre of the Master of
the Litomé&fFice Altarpiece and pigments common
at the time, but did not demonstrate the use of
purple fluorite and did not specify more closely
the composition of the fragments of tinned relief
found.

25 The analysis was carried out by Tomas
Trojek and Lenka Dragounova, the data acquired
and the spectra of the XRF analysis are part of
the unpubl. lab. report, see Note 23.

26 Elemental analysis was carried out on an
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electron microscope with a JEOL JSM 6460 LA
micro-analyser by Jana Odvérkova.

27 Identification of the wood was done

by Ivana Vernerova, the results are part of

an unpublished report, see Sefct (quoted in
Note 20).

28 Molecular analysis using the FTIR method
was carried out by Miroslava Novotna from

the University of Chemistry and Technology
Prague in 2009.

29 Comp. Hermann Kithn, Heinz
Roosen-Runge, Rolf E. Straub et al, Reclams
Handbuch der kiinstlerischen Techniken Stuttgart,
2002, esp. pp. 138-140.

30 Checking the reverse side of the panel was
impossible due to the modern strengthening of
the panel with a new panel and cradling. In the
workshop oeuvre of the Master of the Litom&Fice
Altarpiece the thickness of panels varies between
5-18 mm, see Sefci - Chlumsks - T¥estikova
(quoted in Note 24), p. 7.

31 Limenden wood was used for the support in
accordance with Central European practice in the
majority of the paintings of the known workshop
oeuvre, only on the fragment with St Andrew
and the LitoméFice Altarpiece was spruce used
(formerly in the case of the LitoméFice Altarpiece it
was mistakenly stated to be fir, Kesner was also
mistaken in 1989 (quoted in Note 11).

32 In the workshop oeuvre of the Master of
the Litomé&fice Altarpiece the ground on panels
was shown to have a thickness of 0.08-0.6 mm.
33 Sefcti (quoted in Note 23), sample

No. 08-51-1. On the instruments used and
material aspects of the under-drawing see

more recently: Die Unterzeichnung auf dem
Malgrund. Die Mittel und Ubertragungsverfahren

im 15.-17. Jahrhundert. Andreas Siejek - Kathrin
Kirsch - Ingo Sandner (eds.), Kélner Beitrige.
Restaurierung und Konservierung von Kunst
und Kulturgut. Bd. 11, Miinchen 2004.

34 Radka Sefcti - Stépanka Chlumski - Anna
Ttestikova - Tom4s Trojek - Lenka Dragounovi,
Investigation of the panel painting of St Anne
with the Virgin Mary and the Christ Child using
analytical and imaging methods. Applied Radiation
and Isotopes 95, 2015, pp. 8-12.

35 Sefct - Chlumsk4 - Testikova (quoted in
Note 24), pp. 11-12.

36 Fluorite was used on the panel paintings
of the Master of the Litomé&Fice Altarpiece

and his workshop both in the underpaintings
and also in the top painted layers, see Radka
Sefcti - Stépanka Chlumska - Anna T¥estikova

- Dorothea Pechovi, Pfiklady pouziti fluoritu

v malbé& a sochafstvi pozdni gotiky a rané
renesance v ramci pamatkového fondu Cech

a Moravy (Examples of the use of fluorite in
painting and sculpture of the Late Gothic

and Early Renaissance in the heritage fund of
Bohemia and Moravia), in: Acta Artis Academica,
Praha 2010, pp. 165-188. Further scientific



analysis demonstrated the use of pigments usual
in Late Gothic painting practice: lead white,
vermilion, yellow and red ochres, lead-tin yellow
type I, azurite and verdigris.

37 The extent of the preserved gilding does
not allow precise identification of the type of
gilding.

38 Elemental composition was identified by
analysis, on the basis of which it was possible

to interpret the use of pigments in the painting
and specify the material of the plated areas.

See Ladislav Musilek - Tom4§ Cechék - Tom4s
Trojek, X-ray fluorescence in investigations of
cultural relics and archaeological finds. Applied
Radiation and Isotopes 70, 2012, pp. 1193-1202.

39 Comp. Harald Theiss, Technische
Beobachtungen und Uberlegungen zu den
Schreinfiguren des Nordlinder Hochaltars, in:
Niclaus Gerhaert: der Bildhauer des spéten Mittelalters
(exhibition cat.), Stefan Roller (ed.), Liebieghaus
Skulpturensammlung, Frankfurt am Main,

27. Oktober 2011 bis 4. Mirz 2012, Musée de
I'Oeuvre Notre-Dame, StraBburg, 30. Mirz

bis 08. Juli 2012, Petersberg 2011, pp. 79-92,
especially p. 90.

40 The crumbling wood was strengthened with
a 10% solution of Paraloid resin in toluene, see
Trestikova (quoted in Note 2).

41 The restoration completion work continued
consecutively in 2014.

42  Lexikon der christichen Tkonographie,

Engelbert Kirchbaum (ed.), vol. 1-8, Rome/
Freiburg 1968-1976. Remigius Biumer - Leo
Szeffczyk, Marienlexikon, vols. 1-6, St Ottilien,
1988-1994, vol. 1, pp. 154-160; more recently in
particular Virginia Nixon, Mary’s mother: Saint
Anne in late medieval Europe, Pennsylvania State
University 2004, pp. 11-80; numerous depictions
Marlies Buchholz, Anna selbdritt. Bilder eine
wirkungsmdchtigen Heiligen, Berlin 2006.

43 On popular veneration with references
Herbert Fastner, Oh, helige Mutter Anna hilf,
Graffenau 1986.

44 Ton Brandenbarg, St Anne and Her Family.
The Veneration of St Anne in Connection with
Concepts of Marriage and Family in the Early
Modern Period, in: Saints and She-Devils. Tmages of
Women in the Fifteenth and Sixteenth Centuries, Lene
Dresen-Coenders (ed.), London 1987, pp. 101-127;
with numerous references see Nixon (quoted in
Note 42).

45 Before this date the feast day was
introduced in the Franciscan, Carmelite and
Cistercian calendars, see Peter Paul Maniurka,
Mater Matris Domini, Die heilige Anna Selbdritt in der
gotischen Skulptur Schlesiens, Miinsteraner Theologische
Abhandlungen, 65, Altenberge 2001, p. 88.

46 The social background is examined in

the two different examples of Augsburg and
Annaberg by Nixon (quoted in Note 42),

pp- 81-98; further fundamental work on the
theme by Angelika Dérfler-Dierken, Die Verehrung

der heiligen Anna in Spdtmittelalter und friihen
Neuzeit, Gottingen 1992; eadem, Bruderschaften der
hl. Anna, Heidelberg 1992; Maniurka (quoted in
Note 46).

47 Literature usually differentiates two basic
types of depiction of St Anne: 1) the standing or
enthroned St Anne, in whose arms, on whose
lap or very close to whom there is, together with
the Infant Jesus, also a symbolic depiction of the
Virgin Mary, most frequently shown as a child
and not unusually on a smaller scale than Jesus,
2) St Anne Grandmother of Christ, depicted on
the same scale as his Mother, the Virgin Mary,
so that both women are connected to the Infant
Jesus, who forms the centre of the composition
in meaning and content. On the dating,
iconographic sources and significance of the
basic types and their variants see Nixon (quoted
in Note 42), pp. 133-164; for iconographic
analysis with references to period sources see
Maniurka (quoted in Note 45), pp. 95-126.

48 Otfried Kastner, Die Gottesmutter und das
Kind mit dem Voglein, Alte und moderne Kunst,
6/53, 1961, pp. 2-7, 6/54/55, 1962, pp. 10-14;
William Brundson Yapp, Birds in Medieval
Manuscripts, London 1981, especially pp. 19-25;
Gertrud Roth-Bojadzhiev, Studien zur Bedeutung
der Vigel in der mittelalterlichen Tafelmalerei, K6ln
1985; Clemens Zerling, Lexikon der Tiersymbolik.
Mythologie, Religion, Psychologie, Klein Jasedow
2012; Caroline Bugler, The Bird in Art, London
2012.

49 Comp. Kurt Locher, Die Gemdlde des

16. Jahrhundertd in Germanisches Nationalmuseum
Niirnberg, Stuttgart 1997, p. 60; Gulia Bartrum,
German Renaissance Prints, London 1995,

cat. No. 11, p. 28; numbered according to
Hlustrated Bartsch, X, Walter L. Strauss (ed.),

New York 1981.

50 The colouring of the feathers, untypical for
the depiction of a dove at that time, provided the
stimulus for verification of the determination of
species, for which we must thank Jifi Mlikovsky
from the National Museum in Prague. The
possibility that it might be a parrot was ruled out
and the depicted bird was identified as a pigeon
(dove); the feathers of the back of the head
might, according to Jifi Mlikovsky, characterise

a type of extinct domestic pigeon or the growing
crest of the helmet pigeon species.

51 TJaroslav Pegina, catalogue of panel painting,
in: Ceské uméni gotické 1350-1420 (Czech Gothic

Art 135—1420), Praha 1970, p. 211, No. 291,

p- 213, No. 293, p. 214, No. 294, p. 214, No. 295,
p- 217, No. 299; with further references see

Jan Royt, Nastin vyvoje zobrazeni Madony

v Eeském mali¥stvi 14. a prvni poloviny 15. stoleti
(Outline of the development of the portrayal

of the Madonna in Bohemian painting of the
14th and the first half of the 15th centuries), in:
Artifex doctus, Studia ofiarowane profesorowi Jerzemu
Gadomskiemu w siedemdziesigtq rocznicg urodszin,
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Wojciech Batlus - Wojciech Walanus (et al. ed.),
Krakow 2007, pp. 120-140.

52 Royt (quoted in Note 51), p. 121 draws
attention to the oldest depiction of a bird in
painting in the initial D of the Antiphonary and
Psaltery in the monastery library in Rajhrad,
where Christ is playing with a dove, see Jan
Kvét, Iluminované rukopisy krdlovny Algbéty Rejéky.
Prispévek k déjindm Ceské knizni malby ve stoleti XTIV
(Muminated manuscripts of Queen Elizabeth Richenza.
Paper on the history of Czech book illustration in

the 14th century), Praha 1931, p. 116, Fig. 44;
Jaroslav Peina, Studie k ikonografii a typologii
obrazu Madony s ditétem v ¢eském deskovém
mali¥stvi kolem poloviny 14. Stoleti (Study of the
iconography and typology of the depiction of the
Madonna and Child in Bohemian panel painting
around the middle of the 14th century), Uméni
XXV, 1977, pp. 130-160; idem, Mistr Vysebrodského
cyklu (Master of the Vysebrodsky Cycle), Praha 1982;
Jana Hlavagkova - Hana Seifertova, Mostecks
Madona - Imitatio a symbol (The Most Madonna
- Imitatio and symbol), Uméni XXXIV, 1986,

pp- 44-57; Vladimir Denkstein, K motivu ptacka
na st¥fedov€kych Madonéch s ditétetem (On the
motif of the small bird in medieval Madonna
and Child depictions), in: Acta Universitatis
Carolinae - Philosophica et Historica 3-4, 1992,

pp. 71-74.

53 Jaroslav Pefina and Josef Krasa assumed
that the Master of the Litomé&Fice Altarpiece
made a study trip to Italy; deducing the itinerary
of this journey from the style analysis of the
paintings of the St Wenceslas Cycle and younger
works of the oeuvre, they assumed direct
knowledge of the Venetian epic cycles, see
Krisa 1958 (quoted in Note 14); for a summary
of older arguments see Jaroslav Pesina,
Paralipomena k d&jindm &eského maliFstvi
pozdni gotiky a renesance (Paralipomena on

the history of Bohemian Late Gothic and
Renaissance painting), Uméni XV, 1967, pp. 325-
376, esp. p. 345; idem, Ceské malitstvi kolem
roku 1500 a Itilie (Bohemian painting around
1500 and Italy), Uméni XXII, 1970, pp. 352-357.
Later research did not accept Pesina’s concept

of an Ttalian journey without reservations, or
else assumes the Ttalian journey of the Master
of the Litom&Fice Altarpiece before his arrival

in Bohemia, see earlier Jifina Hotejsi - Jarmila
Vackové, Kniha o pozdn€ gotickém uméni

v Cechich. Dialog s autorskym kolektivem
(Book on Late Gothic art in Bohemia), Uméni
XXXII, 1980, pp. 519-539, €sp. pp. 530-32,

see Chlumska 1999 (quoted in Note 14),

p. 14.

54 Seec Notes 42 and 47.

55 Ludmila Kybalové, Déjiny odivdni - stfedovek
(History of Dress - Middle Ages), Praha 2001, p. 213,
uses the term “breast cloth - prsnik” for the
neckline cover.

56 Including material composition, use
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of lead-tin yellow type I and lead white, see
Note 20.

57 See Maniurka (quoted in Note 45).

58 DPedina 1940 (quoted in Note 14), p. 110,
Nos. 102-106; p. 111, Nos. 121-123; p. 126,
Nos. 332-336.

59 For catalogue data including references to
manner of acquisition and sources, see Kesner
1989 (quoted in Note 14), no numbered pages;
for supplementing of new acquisitions Chlumska
1999 (quoted in Note 14), p. 14.

60 Eadem 1999 (quoted in Note 14), pp. 15-21.
61 Pamela Sheingorn, The Wise Mother. The
Image of St Anne Teaching the Virgin Mary,
Gesta, 32, 1, 1993, pp. 69-80; Maniurka (quoted
in Note 45), pp. 40-41.

62 Chlumska 1999 (quoted in Note 14),

pp- 15-21.

63 For a summary of older opinions on the
ordering party context of individual elements
of the oeuvre following up on Jaroslav Pesina
see Kropacéek 1980; Kesner 1989; Vackova 1980
(quoted in Note 14).

64 TIbidem.

65 For the dating of works in the first

decade support came from the life histories

of Albrecht of Kolowraty (Podobizna Albrechta
Libstejnského % Kolovrat (Portrait of Albrecht
Libstejnsky of Kolowraty), 1506) and Jan of
Wartemberk The Mocking of Christ - preserved
in a copy, original before 1508). More lately
doubt was cast on the Master of the Litomé&fice
Altarpiece’s authorship of the Portrait of
Albrecht Libstejnsky of Kolowraty by Ivana
Kyzourova, see Bdsnik a krdl. Bohuslav Hasistejnsky
z Lobkovic v zrcadle jagellonské doby (Poet and King.
Bohuslav Hasistejusky z Lobkovic in the mirror of
the Jagiellonian period), (exhibition cat.), Ivana
Kyzourovi (ed.), Sprava Prazského hradu (The
Prague Castle Administration), Praha 2007. Jif
Fajt identifies Albrecht Libstejnsky of Kolowraty
in the kneeling donor on the Altarpiece with

the Holy Trinity, see Fajt 2013, Cat. No. IL.58,

Pp- 142-43 (quoted in Note 14). Dating of the
paintings of the St Wenceslas Cycle is placed

by most researchers before 1509; in relation

to the ideological concept of the paintings

and their style there are also suggestions

of dating in the second decade of the 16th
century; more lately Milena Bartlovi, Nasténné
malby legendy o sv. Viclavu ve svétcové kapli
svatovitské katedraly (Wall paintings of the
Legend of St Wenceslas in the saint’s chapel

in St Vitus Cathedral), Castrum Pragense 6,

2005, pp. 57-71, develops possibilities of the
older proposed shift in dating from Ivo Hlobil
(updating of Vienna Treaties in 1515), see Ivo
Hlobil, Statnicko-politicky v§znam stfedovékych
vyobrazeni zazraku sv. Vaclava na cisafském
dvofe (State-political significance of medieval
depictions of the miracle of St Wenceslas in
the royal court), in: Michal Svato3 (ed.), Doba



Karla IV. v déjindch ndrodii v CSSR (The time of
Charles IV in the history of the nations of the CSSR),
Praha 1982, pp. 53-70; further idem, Zazrak

sv. Vaclava na f{§ském snému - glorifikace
&eského panovnika (The Miracle of St Wenceslas

in the Imperial Council - Glorification of the
Bohemian Monarch), in: Kyzourova 2007, quoted
above in Note 65, pp. 54-56; on this theme

more lately also see Kyzourova 2012 (quoted in
Note 14), pp. 417, 419.

Translated by Joanne Domin
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REPORTS

The Feast of the Rose Garlands by
Albrecht Diirer: Results of the New
Technological Investigation

CHIARA ANSELMI — BRUNETTO GIOVANNI BRUNETTI — DAVID BUTI
CLAUDIA DAFFARA — RAFFAELLA FONTANA - OLGA KOTKOVA - MATTIA PATTI
COSTANZA MILIANI — ADAM POKORNY - ALDO ROMANI - FRANCESCA ROS|
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Within the framework of the CHARISMA project a complete non-invasive investigation
was performed on the painting entitled The Feast of the Rose Garlands by Albrecht Diirer.
This carried on from the results of the preceding investigations, which were published
in the catalogue of the exhibition Albrecht Diirer: The Feast of the Rose Garlands 1505-
2006. In the first phase of the project the painting was investigated by experts from the
research Centre SMAArt from the Universita degli Studi di Perugia. In the course of this
investigation the following non-invasive analytical spectroscopic techniques belonging

to the Mobile Laboratory (MOLAB) were utilised: X-ray fluorescence, FTIR with fibre
optics and UV-Vis fluorescence with fibre optics. The second phase of the project focused
on the study of the underdrawings and the mapping of the defects, overpaintings and
retouchings. This investigation was based chiefly on the use of an infrared scanner,
which was developed in the Istituto Nazionale di Ottica in Florence.

The recently completed investigation of this work, which was realised in both the
stages described with the help of a mobile laboratory (MOLAB), concentrated, apart
from the study of Diirer’s original, also on the technological and material composition
of the additions made by Johann Gruss senior in the years 1839-1841. Today it is
technologically impossible to identify the older layers of repairs on the painting, except
of some several small areas - they were probably almost completely suppressed by
Gruss’s intervention. At the same time, knowledge of the technology of Gruss’s repair
seems fundamental for future possible restoration work - if only because approximately
one fifth of The Feast of the Rose Garlands consists of additions and overpaintings done
by the hand of Gruss. The present appearance of the painting is palpably due, apart
from the art of Diirer, also to the skill of Johann Gruss senior. One of the most difficult
tasks in any future intervention thus appears to be the achievement of harmony between
the painting from the beginning of the 16th century and the additions from the 19th
century.

Keywords Within the framework of the CHARISMA
Albrecht Darer, The Feast 'of th§ Rgse Ggrlahds, pI’OjCCt, Supported by the European Union,
Johann Gruss senior, non-invasive investigation,
restoration The Feast of the Rose Garlands underwent
a complete non-invasive investigation by
the mobile laboratory MOLAB.* The pro-
ject followed on from the technical study
carried out during the preparation of
the catalogue for the exhibition entitled
Albrecht Diirer Feast of the Rose Garlands
1506-2006,2 which summarised the history
of this master work by Diirer, painted in
Venice in 1506.
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The MOLAB approach was based
on a combination of imaging and
point-analysis techniques. The imaging
study, performed with the Multispectral
Near Infrared Reflectography (MNIR)
Scanner developed by the National Institute
of Optics in Florence (CNR-INO),? was
integrated with spectroscopic single-point
analyses by the research Centre SMAArt of
the University of Perugia and the Institute
of Molecular Science and Technologies
(CNR-ISTM).4

The imaging survey was focused on the
study of underdrawings and mapping of
defects, overpaintings and retouching. The
point-analysis investigations permitted
the spectroscopic identification of the
differences highlighted through the MNIR
imager. The aim of these investigations
was the identification and mapping of the
pigments used both in Diirer’s original
painting and in later interventions, which
are known to have had a considerable
impact on the present appearance of the
whole painting. The evaluation of all these
findings will then help in taking better
decisions on possible future restoration
procedures. The need for restoration has
been under discussion for many years
starting from the intensive study by Vincenc
Kram4f in 1935, followed by the studies
of Mojmir Hamsik in 1965° and members
of an international expert commission in
1999.” All the investigations agreed that a
restoration intervention was essential, also
with regard to the controversial repairs
executed in 1839-1841,% but so far the actual
development of the restoration work has
been delayed.

X-ray radiography and IR-scanner by
CNR-INO and then SMAART & CNR-ISTM
As commonly known in the field of cultural
heritage scientific research, Infrared
Reflectography is a non-invasive imaging
technique that deals with a non-visible
region of the electromagnetic spectrum,
ranging from 0.8 to 2.5 pm (the so-called
Near Infrared). The optical transparency
of several pigments in this area of the
spectrum allows us to identify many
technical features that are not visible

to the naked eye. By means of Infrared
Reflectography we can detect the
underdrawing (the preparatory drawing
executed by the artist on the white or
lightly tinted ground of the panel before
starting to apply the paint layers), as well
as any graphical or pictorial change made
by the artist himself during the creative
process and any significant traces of past
conservation treatments, such as fillers.

Within the MOLAB project Infrared
Reflectography was carried out using the
Multispectral Near Infrared Reflectography
(MNIR) scanner device, developed by
the National Institute of Optics of CNR,
Florence® By means of a 15-optic-fibre
beam, the MNIR scanner is able to
simultaneously acquire the colour image
in three common bands in the visible
bands red, green and blue, as well as a set
of 12 narrow band images in the NIR
region. Each of these NIR bands is about
60-100 nm wide. All the images have
a spatial resolution of 4 points/mm?.
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1 Detail of the figures
standing in the central
right area of the
panel. Comparison of
952 nm and 1930 nm
Near Infrared
Reflectography.
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2 Detail of the
underdrawing

of the town in

the background.
Comparison of

1400 nm and 1930 nm
Near Infrared
Reflectography.
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The multi-band images are constructed
point-by-point, by scanning the painting
surface with an optical head mounted on
a mechanical stage. At each point, the
reflectance in the different spectral bands is
acquired by multiple detectors, using fibre
optic technology. The illumination on the
head is fixed. The entire set of channels,
wide band NIR, narrow band NIR, and
RGB colour, is calibrated, spatially aligned
and free of any geometrical distortion,
thus allowing us to perfectly superimpose
and compare the colour image with the
image recorded at each infrared band
to better localize and characterise the
physical property under observation or
the identified damage. The opportunity
to compare images obtained at different
wavelengths offers many and often crucial
advantages, since the spectral threshold
beyond which the pigments become
transparent can vary considerably. The
resulting dataset is a multispectral image
cube, which can be sliced into narrow band
reflectograms or can be analysed along the
wavelength axis as a sequence of point
spectra, according to the specific necessity.

The MNIR results from The Feast of the
Rose Garlands seem to be very effective,
since they show many features both in
terms of underdrawing and conservation
treatments. The most striking result
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concerns those areas that have been

refilled by the ground layer during the
conservation treatment attributed to Johann
Gruss senior. In the longest bands, such

as the one centred at 1930 nm, the refilled
ground layer is much more reflective
appearing lighter than the original ground
in the corresponding image, thus allowing
us to identify clearly how many and how
large the XIXth century treatment refills
are. As we can appreciate in Fig. 1, it is not
possible to characterize the refilled areas
by looking at the shorter wavelengths, such
as for example those centred around the
952 nm band, which shows approximately
what we would obtain by using a silicon
detector device, these being the detectors of
the more traditional infrared photographic
cameras.

Within the areas that still preserve the
original ground layer, the MNIR scanner
revealed the presence of a very light
underdrawing, probably made with a liquid
medium applied with a brush. This kind of
underdrawing can be better identified by
looking at the mid MNIR scanner bands,
such as, for example, the one centred at
1400 nm. Rare and secondary composition
changes (the so-called pentimenti) can
be detected. In a few cases these
underdrawings are stronger and almost
sketch-like, as it is in the city that lies in



the background on the right side of the
painting (Fig. 2).

Furthermore, it is worth noting that the
MNIR scanner revealed the presence of
underdrawings also in the refilled areas.
These underdrawings seem to be very
different from the original ones, since made
with a dry graphic carbon-based medium
(maybe a pencil or charcoal). The XIXth
century underdrawings can be clearly
appreciated in the central lower area of the
painting, particularly in the jewelled tiara
(Fig. 3), as well as in the drapery of the
Madonna's dress or in the right shoulder
and underarm of the Christ Child (Fig. 4).

On the basis of the recorded images it is
therefore possible to carry out extremely
precise plotting, measurement or mapping
of the individual pieces of information
acquired.” In particular, thanks to these
reflectograms it has been possible to plot
in detail the individual overpaintings and
filler distribution (Fig. 5). According to
this plotting it is evident that J. Gruss
removed almost all the previous fillers and
replaced them with new fillers containing
lead white. These fillers can therefore
be clearly identified on the x-ray picture,
showing that they cover almost 21 %
of the area of the painting. Apart from
Gruss’s reconstructions several small older
retouchings, now very much darkened,
have been found, which probably come
from one of the earlier restorations. It is
therefore understandable that extensive
older interventions or the alleged repair
by Karel Skréta are not found on the
painting." The new mapping of defects and
overpaintings is giving us today a valuable
basis for a future restoration. On the basis
of the map of defects it is actually possible
to propose feasible restoration plans. In
addition, the overall plot of defects also
brings forward new ideas about the cause
of the damage, which in the past was linked
with a technological error in the use of
painting materials, an unstable base, etc.:2
The character and shape of the defects,
which follow the fibres of the wood, are
highly reminiscent of paintings damaged by
direct contact with water or strongly humid
environments. In these cases, the wooden
structure of the support of the painting
absorbs a certain percentage of water and
the volume of the wood increases. Once the
wood dries again, however, the volume of
the wood decreases to smaller than before
having been affected by water, leading to
a contraction of the whole support. Due
to this effect at the surface of the painting
extensive roof-shaped defects of loosened
paint are formed. This phenomenon is

3 Detail of the
underdrawing of
the Tiara in the
lower edge of the
panel. 1300 nm
Near Infrared
Reflectography.

4 Detail of the
Child. 1400 nm
Near Infrared

Reflectography.

very well known, for instance, from the
paintings submerged in the flooding of
Florence in 1966.2

The non-invasive analytical investigations
included a wide range of measurements by
spectroscopic non-invasive techniques, such
as: X-ray fluorescence (XRF), fibre optic
reflection FTIR in the medium and near
infrared ranges (MIR and NIR), and UV-vis
reflection and emission spectroscopy. The
study started with a wide XRF survey of
the whole painting surface, thus gaining
the elemental characterization of the
materials. The investigation was then
integrated and completed by means of
molecular spectroscopic techniques such
as MIR and NIR for the pigment and
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M 2) filled defects by |. Gruss,

5 Detail of the map of filled defects on IR image at 1400 nm.

b) older filled areas.

binder identification. Finally, reflection and
emission UV-vis spectroscopy allowed the
detection of organic colorants and the study
of some inorganic pigments to be carried
out.

FTIR reflection spectroscopy revealed
the presence of a wax varnish all over the
surface. Some small windows were cleaned,
revealing the presence of variable amounts
of oxalates directly over the paint surface.
The cleaned windows also allowed the
characterization of the binder to be carried
out, which consists of a lipidic medium.

The original ground layer is composed
of gypsum and glue, on top of which the
following original pigments have been
identified: lapis lazuli, cinnabar, lead tin
yellow, lead white and an unidentified
Cu-based pigment.

The previously discussed retouched
areas are composed of a preparatory
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layer made of lead white over which
cinnabar, an organic dye (probably vegetal
anthraquinonic based), Prussian blue,
lead chromate, ochre-based pigments and
Thénard blue were applied.

The material investigation brought up
new information on the pigments used in
the restoration procedure by Johann Gruss
senior. A surprising finding was that the
reconstructions by J. Gruss did not concern
only the filled-in defects, as was thought
hitherto, but in some parts they encroach
considerably on the actual original
painting.* The most extensive over-painting
was found in the area of the sky. The
original painting, which here contains lead
white and natural ultramarine, was almost
completely overpainted with Thénard blue.

The point-identification of Thénard blue
by near infrared spectroscopy allowed
us to locate precisely the distribution
of this cobalt-based pigment on the
IR reflectograms since the pigment absorbs
the IR radiation around 1400 nm to
a considerably greater extent than lapis
lazuli contained in the original painting.
This gives rise, in the corresponding MNIR
images (1400 nm), to a strongly darker
tonality that clearly reveals the extensive
over-painting of the sky (Fig. 6).

Similarly, the area of the Virgin's robe
corresponding to highly and poorly
infrared-absorbing regions in the
reflectogram at 1400 nm turns out to be
composed of Thénard blue (dark tones)
and the original lapis lazuli paints (lighter
tones) (Fig. 7).

Apart from the study of Diirer’s original,
MOLAB investigations of the Feast of the
Rose Garlands significantly contributed to
the understanding of the technological
and material composition of the repainting
by Johann Gruss senior. The older
layers of restoration, which according to
written sources occurred frequently in
the past, are not today technologically
identifiable on the painting - probably
because they were completely obliterated
by Gruss’s intervention. Knowledge of the
technology of Gruss’s intervention appears
to be of fundamental importance for
possible future restoration work - mainly
due to the fact that roughly one fifth of
the Feast of the Rose Garlands consists of
painting-in and overpainting by the hand
of Gruss. The present appearance of the
painting owes a lot not only to the art
of Diirer but also palpably to the skill of
Johann Gruss senior. It is especially the
task of the unification between the painting
from the beginning of the 16th century and
the art of the 19th century that constitutes
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the most challenging problem in case of 4 Research carried out by: Aldo Romani
a future further intervention. (SMAATt), Francesca Rosi (CNR-ISTM
& SMAArt), Chiara Anselmi (SMAArt) and
This paper was reviewed. David Buti (SMAArt), Costanza Miliani
(CNR-ISTM & SMAArt) and Brunetto Giovanni
Notes Brunetti (SMAATt).
1 CHARISMA Cultural Heritage Advanced 5 On this activity by the former director of
Research Infrastructures, see: the Gallery of the Society of Patriotic Friends
http://www.charismaproject.eu. of Art (now the National Gallery in Prague) see
2 Jifi TFestik - Radka Sefcti, “Restorers’ in particular Vincenc Kraméa¥r, Albrecht Diirer,
Investigation - Painting Technique”, in: Albrecht RuZencova slavnost a soubor grafickych praci,
Diirer: RiiZencovd slavnost (The Feast of the Rose Praha 1935, especially pp. 10-21. Kramaf’s steps
Garlands) 1506-2006, ed. Olga Kotkova, Prague are also described in correspondence of
2006, pp. 255-279. the period, kept in the Archive of the
3 The analysis campaign was carried out by National Gallery in Prague, fund of the SVPU,
Claudia Daffara and Mattia Patti, both associate AA2014.
researchers at the CNR-INO. 6 See in particular the restoration report of
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8 Albrecht Durer, The Feast of the Rose Garlands, 1506, The National Gallery in Prague.

14. 4. 1965 held in the Archive of the Restoration
Studio of the National Gallery in Prague.

7 See the record from 3. 5. 1999 stored in

the documentation for the painting in the Old
Masters Collection of the National Gallery in
Prague.

8 The intervention was carried out by
Litomé&fice painter Johann Gruss senior. For
more detail see: Olga Kotkova, (Direr’s lament:
Johann Gruss senior restores the Feast of the
Rose Garlands), in: Albrecht Diirer: The Feast of
the Rose Garlands 1506-2006 (quoted in note 2),
pp- 193-203.

9 See Daffara C., Pampaloni E., Pezzati L.,
Barucci M., Fontana R., Scanning Multispectral IR
Reflectography SMIRR: an Advanced Tool for Art
Diagnostics, «Accounts of Chemical Research», 2010
v 43 (6).

10 A map of defects was made in 1935 by
Frances van den Oudendijk Pieterse (this was
taken up, among others, by Fedja Anzelewsky,
Albrecht Diirer, Das malerische Werk, 1-11, Berlin
1992 (1st ed. 1971), p. 192, Fig. 74) and also
Mojmir Hamsik in 1965. For both these maps
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and their accuracy see Olga Kotkové, “The Feast
of the Rose Garlands”: What remains of Diirer?
Burlington Magazine CXLIV, 2002, especially

pp- 11-13. In 2006 the damage was also plotted
by Pavlina Strnadova (see: Albrecht Diirer The
Feast of the Rose Garlands 1506-2006, quoted in
note 2, pp. 90-91). The maps of Mojmir Hamsik
and Pavlina Strnadova were made, however, on
the basis of x-ray pictures, which explains their
deformation.

11 For information on Skréta’s repair see: Olga
Kotkova, in: Albrecht Diirer: The Feast of the Rose
Gurlands 1506-2006 (quoted in note 2), pp. 126,
127.

12 This is mentioned by M. Hamsik. See:
Mojmir Hamsik, “Diirers Rosenkranzfest:
Zustand und Technik. Mit einer
Laboruntersuchung von Jindfich Tomek als
Beilage”, in: Bulletin of the National Gallery in
Prague 11, 1992, p. 128.

13 During the floods some of the paintings
were submerged in water for over 18 hours.
The pictures were subsequently exposed to
controlled slow drying. In spite of this, however,



in many paintings there was significant drying
of the wooden support and extensive loosening
of the paint. Many pictures therefore had to be
transferred to a new base. More, for instance,
from: Roberto Bellucci, Ciro Castelli, “Il progetto

Vasari”, in: Per la conservazione dei dipinti, Esperienze
¢ progetti del Laboratorio dellOPD (2002-2012),

ed. Marco Ciatti, Firenze 2013, pp. 79-88.

14 See: Mojmir Hamsik, quoted in note 12,

pp. 128-131.

Translated by Joanne Domin
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ARCHIVE

The Thun “Hochgriflichen
Gallerie”: Tracing Works in the
1814 Inventory and their History
after 1945

MARTINA JANDLOVA SOSKOVA - FRANTISEK SUMAN

Dozens of paintings originally in the collection of the Dé¢in (Tetschen) branch of the
noble house of Thun-Hohenstein are now under curation of the National Gallery in
Prague or the National Heritage Institute of the Czech Republic. A recently discovered
inventory from 1814 has become an important aid in reconstructing the Thun collection.
It consists of a listing of furnishings, artworks and other items belonging to the main
treasury of the DéCin chateau. Paintings are listed in the inventory under several
headings. This study is primarily concerned with the separately numbered section
devoted to the comital gallery, consisting of 69 lots with 96 paintings in all. We identify
several works from the 1814 inventory, some in the National Gallery in Prague, others
held elsewhere, and examine the recent history of the works since 1945.

Keywords Dozens of paintings originally in the

inventory, Thun, D&in, collection, painting, collection of the D&Ein (Tetschen) branch

gallery, 1814, Czech, nobility of the noble house of Thun-Hohenstein are
now held by the National Gallery in Prague
or under care of the National Heritage
Institute. Determining and identifying
individual works from this collection is no
simple task, because works that were taken
away after World War II from the Thuns’
last seat in Jilové, near D&Cin, then deposi-
ted in the National Gallery in Prague or in
chateaux at Veltrusy, Zleby and Hofovice,
were not uniquely marked, leading to
confusion with works carted off from other
properties. We cannot therefore exclude
that more paintings from the former Thun
collection will be identified in the future.
The recent discovery of an inventory dated
1814 has become an important lead for
reconstructing the collection of the Thuns
of D&&in. The present study identifies
several artworks from the 1814 inventory,
both in the National Gallery in Prague and
elsewhere, and also looks into the recent
history of the works since 1945.

The family of Thun (from 1629 the counts

of Thun-Hohenstein) settled in Bohemia
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1 Johann Anton
Eismann, Battle,

The National Gallery
in Prague.

after the battle of the White Mountain

in 1620, when Christoph Simon (Kry3tof
Simon) acquired extensive properties

in northern and eastern Bohemia. After
the middle of the 17th century the

Czech branch of the family divided into
three lines: Klasterec nad Oh#i, D&Ein

and Choltice. The collection of pictures
evidently began to grow shortly after a part
of the family resettled in Bohemia. In
1646, to go by the evidence of the estate
inventory of Count Johann Zikmund Thun,
it comprised mainly family portraits and
likenesses of Emperor Ferdinand IIT and
his spouse.! Significant purchases of art
including paintings occurred at the time of
the brothers Michael Oswald (1631-1694)
and Maxmilian (Maxmilidn) (1637-1701).
Both were diligent builders who oversaw
major rebuilding work at their country
seats at Klasterec nad Oh¥i and Dé&Ein
respectively, and commissioned grand new
palaces in Prague (the Tuscany Palace in
the Castle quarter and the palace that now
serves as the Chamber of Deputies of the
Czech Parliament).? We presume that both
brothers engaged in extensive acquisitions
at this time as there was pressing need to
furnish their new palaces. After Michael
Oswald’s death his property with the
palaces and their furnishings passed to
Maxmilian and his heirs.

It was Maxmilian’s grandson Johann Josef
Thun (Jan Josef Thun) who between 1720
and 1788, as the only living male member
of the Bohemian line, gathered together
the Thun properties in the Czech lands.
His figure has until now escaped careful
scholarly attention, and yet it seems very
probable that Johann Josef played a crucial
part in building the Thun collections that

were to become renowned: libraries, arms
and armour, coins and minerals, and the
Thun picture galleries. His owner’s label
is preserved on several paintings to this
day. We may conclude that Johann Josef
not only significantly enriched but also
systematically documented the collection.
It was reported that his palace in Prague
hosted a “beautiful collection of paintings by
famus masters”.? In 1785 the then 74-year-old
Johann Josef Thun divided his property
among his four sons, the future founders
or renewers of the four family lineages

in Kl4sterec nad Oh#i, D&&n, Choltice
and Pobé&Zovice - Benitky nad Jizerou.
They received equal shares of the old
count’s collections, including the pictures.
In 1794 misfortune struck the founder

of the D&&in branch, Wenzel Josef Thun
(Véaclav Josef Thun) (1737-1796), when

fire broke out at his Prague palace. To
compensate him for his losses several of
his siblings determined to transfer their
shares in the picture collection to him.*
In 1797 this entire set was brought to
Dé&¢in, where it found a place in a room
in the east wing of the chateau prepared
specially for the purpose.’ This room
above the entrance to the main courtyard®
is now known as the Armoury because
Franz Thun (FrantiSek Thun) later had his
collection of weapons transferred there. On
Wengzel Josef Thun’s death the previous
year, management of the estate passed to
his widow Marie Anna née Liebsteinska

z Kolowrat, until the legal heir Franz
Anton Thun-Hohenstein (Franti§ek Antonin
Thun-Hohenstein) (1786-1873) took on the
responsibility in 1808. Considering that
his mother seems not to have been the
best of managers, he inherited a neglected
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estate with many problems, one being the
Dé&Ein chateau itself, which still was not
completely restored probably owing to
the early death of his father. The young
count also left D&in several times in the
first years of his majority as Austria and
all Europe trembled under the impact
of the Napoleonic wars, taking part as
a lieutenant of dragoons in such operations
as the battle of Wagram in 1809. As
war came near D&Cn itself in 1813, the
chateau was fortified as a precaution.
These circumstances may explain why the
inventory of the chateau’s furnishings was
taken only in 1814, six years after Franz
Anton Thun came into possession of the
estate.

The inventory was brought to our
attention in 2007 by the archivist
Otto Chmelik. It is a valuable source
and provides partial evidence for the
contemporary state of Count Johann
Josef’s collection.” It is a list of furniture,
works of art and other items belonging
to the D&CEn chateau’s main treasury:
Inventarium Uiber diejenigen Mobilien welche
zur Herrschaft Tetschner SchloBhauptkasse
gehdren. Anno 1814. 1ter Theil. The majority
of items were probably kept at the D&&in
chateau, and for some the specific room
is noted, for instance a “tower cabinet”
However, as Otto Chmelik points out, it
cannot be ruled out that some of the listed
items were kept elsewhere, in Prague for
instance. The title page of the inventory
gives the year as 1814, although it records

the state of the listed properties at the end
of December 1813. The inventory, consisting
of 29 unnumbered folios, appears to be
incomplete, according to Chmelik. Only the
first columns are filled out: descriptions of
items in various groups (cabinets, porcelain,
glass and others), number of pieces, in
some cases the number with which the
item was marked. Valuations are indicated
only for paintings, and then only those
belonging to the comital gallery. Other
columns meant to list changes during the
years 1813 and 1814 are completely empty.
Nor is it clear who compiled the inventory.
The section devoted to paintings is
divided into several thematic parts gathered
in two numbered rows. First in order are
“Bilder aufler der Sammlung,” including for
instance works by Caspar David Friedrich
which Franz Anton Thun purchased in
1808. It appears that this part lists newly
acquired works which were not part of
Johann Josef’s original collection, or
rather that part of it which was brought to
Dé&¢in. Next in order are listed depictions
of remarkable animals - “Fiir Tetschen
merkwiirdige Thier Abbildung” - views of the
chateau and town, and family portraits and
family trees - “der Tetschner Grundherrnund
Familienstiicke.” Then are listed the
paintings in the comital gallery, “Bilder in
der hochgrif(lichen] Gallerie,” which are the
main subject of this article. Unlike the
paintings “outside the comital collection,”
family portraits and family trees, pictures of

¥ v

animals and views of D&Ein, the majority of

Tt

2 Johann Anton Eismann, Capriccio with the Church of Santa Maria della Salute in Venice (?), The National Gallery in Prague.
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3 David Vinckboons, Wooded Landscape with Hunting Party, The National Gallery in Prague.

which have been identified, only part of the
works from the comital gallery have been
identified to date. The numbering of works
in the comital gallery starts over from the
beginning, possibly because the paintings
donated by Wenzel Josef’s siblings were
meant to have a specific legal status,
perhaps even to become part of the D&&in
family trust. In the event this never
happened, but even so these works were
listed separately. The 1814 inventory is the
most complete listing of the D&&in picture
collection from the period up until the

sale of the chateau in 1932. Afterwards
there is only a list of works compiled by
the painter and sworn valuer Carl Wiirbs
after the death of Franz Anton Thun in
1873.% If we compare the descriptions of
works in the 1814 inventory with Wiirbs’
1873 list we see that Wiirbs did not give
any details of the family portraits, animal
paintings and views of D&in that are listed
individually in the inventory. Rather, he
merely gives the number of such works.
His list also may give the impression that
Franz Anton’s collection had diminished.
With several exceptions, Wiirbs did not
include that nobleman’s recent acquisitions,

even though these comprised dozens of
paintings primarily by 19th-century artists.°
The comital gallery consisted of 69 lots
with 96 paintings in all. These works were
given valuations, both in the 1814 inventory
and in the 1873 Wiirbs list. Unfortunately
the inventory does not indicate the
currency used to make the valuations, so
that it is unclear whether the prices are in
Conventionsthaler or Viennese gulden,* an
important point if we are to compare the
prices with the assessments of Wiirbs, who
used the Austrian gulden.®* The Wiirbs list
copies, lot by lot, the itemisation of the
comital gallery (Bilder in der hochgréf{lichen]
Gullerie) from the 1814 inventory, excepting
13 paintings which he was unable to
track down. In these cases the inventory
number assigned in 1814 (“Im alten Inventar”)
is given, with a notation that it is now
missing. The discovery of the inventory of
1814 also cleared up several errors in the
1873 list. For instance, Wiirbs apparently
misread the annotation of lot no. 7 in the
inventory, thus from one painting noted as
Die Verkiindigung der Geburt Christi he made
two, which he titled Die Verkiindigung Marid
von Roos and Geburt Christi von derselben
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4 Johann Michael
Rottmayr, The Death
of Seneca, The
National Gallery in
Prague.

(see below). Further mistakes were made
regarding lots 27 and 29, and came to light
thanks to the 1814 inventory. The earlier
listing places in lot 27 the painting Taufe
Christi im FluBe Jordan, valued at the rather
high figure of 60 gulden. In the Wiirbs list
this painting is noted as missing. It almost
certainly was not missing, however, for
we can identify it with a high degree of
probability with a painting in the National
Gallery in Prague (see below). It seems
likely that works noted in the Wiirbs list as
missing were in some cases truly missing,
while others may simply have been kept
in other places at the time the list was
compiled. In the case of lot 29, the 1814
inventory describes it as the painting

Die hei[lige] 3 Konige, again with the high
valuation of 60 gulden, while the Wiirbs
list repeats the erroneous annotation, Im
alten Tnventar: Taufe Christi.... fehlt.

Let us pause to consider several works
and their identification. By far the most
numerous set of paintings in both the 1814
inventory and the Wiirbs list, 21 in all, is
ascribed to Johann Anton Eismann. As
Lubomir Slaviéek noted, these paintings
or a part of them may have been found
in the chateau of Schuschitz (Zehusice)
as early as 1702.' Twelve paintings from
this set are known at the present time, all
in the holdings of the National Gallery in
Prague. The titles given these works in the
1814 inventory and the Wiirbs list, with
some exceptions, are so general that we
must seek further indications in order to
identify them. In both listings the Eismann
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paintings are most often grouped in pairs.
These companion pieces however were

not originally meant as pairs but were so
displayed according to the configuration of
the picture gallery. The first four lots in the
1814 inventory, titled Gro®e Seefahrien (GroBe
Seestiicke in the 1873 list) can be identified
as a quartet of works by Eismann, Ships

in Rough Seas I-IV (canvas, 140 x 260 cm,
inv. nos. O 9556, O 9557, O 9558, O 9559)."
Lot no. 6 consists of the pair of paintings
titled GroBe Belagerungen in the older list,
GroBe Batallienstiicke in the Wiirbs list
(canvas, 148 x 260 cm, inv. nos. O 9554,

O 9589) (Fig. 1).

The discovery of the 1814 inventory
made possible the identification of the
erroneously annotated lot 7 with a painting
mentioned in the estate inventory of Count
Johann Franz Thun (Jan Frantifek Thun)
in 1720% as Hirten Verkiindigung. Slavitek
identified this painting as one in the 1701
estate inventory of Maxmilian Thun in the
Klasterec nad Ohf#i chateau titled Englische
Schaar, und unter die Schiafferey, where it
was listed together with a pair of works,
Doppelie Schéafferey Bilder, with the note that
the pictures were purchased in 1658.% The
description of the work mentions an “angelic
choir and shepherds below,” which corresponds
to the composition of a painting confiscated
from Jilové, now in the chateau at
Hofovice.” This painting, bearing the
forged signature JHRoos, was valued at
150 gulden in the 1814 inventory. Under
lot no. 10 is listed a pair of paintings,
Seefahrten (1814 inventory) or Marinen



(Wiirbs’ 1873 list) attributed to Eismann,
perhaps identical with the paintings in the
National Gallery, Capriccio with the Church of
Santa Maria della Salute in Venice (2), (canvas,
98 x 176 cm, inv. no. O 9551)* (Fig. 2), and
Boats at the Shore, (canvas, 100 x 177 cm,
inv. no. DO 4982).* Lot no. 11, Belagerungen
(1814 inventory), Hafenansichten (Wiirbs),
should very probably be identified with
a pair of paintings in the National Gallery
in Prague attributed here to Eismann,
Besieged City (canvas, 101 x 181 cm,
inv. no. O 10476) and Sea Battle (canvas,
100 x 176 cm, inv. no. O 10477).%°

Lot 14 includes one of the highly-valued
paintings (200 gulden), titled Landschaft
and attributed to Roelandt Savery in the
1814 inventory, but entered as Baumreiche
Landschaft in the 1873 list. This painting is
also in the National Gallery in Prague, now
titled Wooded Landscape with Hunting Party,
attributed to David Vinckboons (canvas,
109 x 142.5 cm, inv. no. DO 4977)* (Fig. 3).
Number 15 includes a quartet of works
by Johann Michael Rottmayr: The Death of
Seneca (NG in Prague, canvas, 127 x 181 cm,
inv. no. O 9664)* (Fig. 4), Cleopatra’s Feast
(canvas, 126.5 x 180.5 cm, NPU, UPS
Sychrov, National Heritage Institute,
territorial heritage administration (further
NPU, UPS), State Chateau Litomy3l,> The
Finding of Moses (canvas, 126.5 x 181 cm,*
and Alexander the Great with Diogenes, present
whereabouts unknown. These works were
also entered in the inventory of 1720 under
no. 1.” The paired pictures entered as lot
16, Petrus und Paulus, attributed to Peter
Brandl [= Brandel], were probably also
entered in the 1720 inventory.* In 1949
one of the pair was exhibited in a D&&in
courtroom during the trial of Vladimir
Feier, the former state administrator of
a nail factory in Modr4 who allegedly
removed many valuables from the chateau,
according to an investigation by the
National Culture Commission (NKK).>
Another work by Rottmayr is listed as lot
no. 17: The Death of Sophonisba (canvas,
115 x 181.5 cm, NPU, UPS Sychrov, State
Chateau Litomy3l).2® Lubomir Slavi¢ek
points out that this painting is mistakenly
entered in the 1814 inventory as Konig
Salomon, Senega, while the Wiirbs list has it
as Cleopatra oder Sophonisba.” As mentioned,
several works in the comital gallery were
valued very highly. One such was Grofes
Jahrmarktstiick by Francesko Passano
[= Francesco Bassano], now at the National
Gallery in Prague (canvas, 180 x 290 cm,
inv. no. O 10559).*° The 1814 inventory lists
this painting under lot no. 18 with the high
value of 600 gulden; the Wiirbs list assigns

a value of 250 Austrian gulden. A pair of
paintings entitled Hetzen, by a not further
identified member of the Hamilton family,
is entered as lot no. 22. Wiirbs names the
paintings as Ein Hirsch von Hunden angefalten
and Eber von Hunden. Both are found in
the National Gallery in Prague collection
as copies after works by Johann Georg
Hamilton (?),* (canvas, 60.5 x 74.5 cm,
60 x 75 ¢cm, inv. nos. O 9560, O 9577).
No. 23 in the 1814 inventory was Portrait
des H[errn] Grafen Fugger by Hans Maler,
now owned by the National Heritage
Institute under the title Portrait of Anton
Fugger (wood, 65 x 58.5 cm), (Fig. 5). It was
valued at 350 gulden (200 Austrian gulden
in the Wiirbs list). Wiirbs noted that this
painting was placed in the “smoking room”
(Herrnzimmer) - the only painting whose
location was specified, except those in
the chapel.’? The other works were thus
probably all displayed in the picture gallery.
No. 25 in the 1814 inventory lists a pair of
rustic scenes, Viehstiikeln, by Philipp Peter
Roos; Wiirbs describes only one painting,
Thierstiick von P. Rosa, noting that the
second Roos painting was missing. This
work is probably the same as the National
Gallery’s Horse and Goats at Pasture (canvas,
47.8 x 64.5 cm, inv. no. O 9573).3

Lot 27 figures in the 1814 inventory
as the above-mentioned Taufe Christi
im FluBe Jordan, artist unknown, valued
at 60 gulden. The painting is given as
missing in the 1873 list. A composition
described as Baptism in the Jordan from the
17th century is however mentioned in the
inventory taken in 1945 by the national
administrator Antonin Hollmann in
cooperation with the last owner, Franz
Anton Thun (see below).> These are
probably one and the same painting, which
was not actually missing in 1873, rather
for some reason could not be included
in the inventory. It is a painting from
the National Gallery in Prague (copper,
33 x 49 cm, inv. no. O 9581).5 The next lot,
no. 28, consists of a painting ascribed to
the school of Diirer in the 1814 inventory,
Abnehmung Christi vom Kreuze. Its valuation
grew markedly, rising from 25 gulden in
1814 to 40 Austrian gulden in Wiirbs’
list. The painting, the work of Marcellus
Coffermans, is also in the National
Gallery in Prague (wood, 50.6 x 40 cm,
inv. no. DO 4995)% (Fig. 6). The painting
described as Die heil[ige] 3 Konige... Franzisko
Frank [= Frans Francken], listed under lot
29 with a valuation of 60 gulden, can very
probably be associated with the Adoration of
the Magi by a follower of Frans Francken II
(wood, 58 x 72.5 cm, NG in Prague,

Bulletin of the National Gallery in Prague XXI1V/2014

83



inv. no. O 9596). The Wiirbs list is of no aid
in identifying this picture as this lot does
not appear.

One of the paintings listed in 1814 as
Seefahrten (no. 31)... Starck und Welde (the
two are titled Kleines Seestiick von Stark
and Seestiick von Velde in the Wiirbs list) is
identical with the work by Jan Josefsz. van
Goyen in the National Gallery in Prague
(wood, 43 x 68.5 cm, inv. no. O 9570)¥
(Fig. 7). Kleine Seefahrt, no. 32 in the 1814
inventory, is listed as missing by Wiirbs.
This is evidently a painting by Cornelis
Leonardsz. Stooter (wood, 34 x 49.5 cm, NG
in Prague, inv. no. DO 5008). Bataillien, by
an unidentified painter (lot no. 38, valued
at just 7 gulden), can with some degree
of probability be identified with two weak
paintings attributed to an unidentified
18th-century artist (canvas, 63.5 x 94.5 cm,
NG in Prague, inv. nos. O 9574, O 10556).
A painting from the workshop of
Velazquez, Portrait of the Spanish Infanta
Maria Anna is probably the same as lot
no. 43 (canvas, 201 x 108 cm, NG in Prague,
inv. no. DO 4894).® In the 1814 inventory
this painting is given as Ein Frauenzimmer
and in the Wiirbs list as Eine Frau, stehend,
ganze Figur, priced at a mere 6 Austrian
gulden, a low figure perhaps showing
how appreciation of the portrait’s value
fell over the years. This portrait was
probably mentioned in the oldest Thun
property inventory of 1646 under the
title Kayserin.?* Count Franz Anton
Thun’s valuation of the picture was later
confirmed by the director of the imperial
picture gallery in Vienna, August Schiffer.+
Belagerung (lot 45) may be identical with
a work from the Eismann workshop,
Besieged City (canvas, 100 x 177 cm, NG in
Prague, inv. no. DO 4983), and Der Heil.
[iger] Hieronymus (lot 47, attributed to
Daniel Seiter) may be the same as a work
tentatively ascribed to an Italian painter of
the 17th century (canvas, 97 x 73 cm, NG in
Prague, inv. no. O 9586).

The motifs of the two paintings at nos.
51 and 56 agree with a pair of paintings
in the list of works offered by the Prague
upholsterer Gabriel Josef Sensa (1713):
Johannes der Tauffer Prontelisch, no. 21, and
Johannes in der Wisten von Carlot, no. 23.
Both works also appear as nos. 20 and 23
in a list of works purchased from Sensa
(1713). Despite their absence from the
1720 inventory of the estate of Johann
Franz Thun,* these paintings may be
identical with the above-mentioned no.
51,42 Johannes der Taufer, by an unknown
hand, and no. 56,% Johannes predigend in der
Wiiste. Identification of these paintings is
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uncertain; it is known that one of them was
sold in 1932.4

A picture attributed to Eismann in the
1814 inventory is listed under lot 52 as
Viehstiick, but titled Thiere in Landschaft
mit Architektur in the Wiirbs list. We may
most probably identify this painting with
one called Flock among Ruins (canvas,

98 x 176 cm, NG in Prague, inv. no. O 9552).
Grosse Friichten, under no. 57, attributed to
Maxmilian Feiler [= Maxmilian Pfeiler],
was valued at 160 gulden. A pair of large
still lifes valued by Wiirbs at 45 gulden are
also now in the National Gallery: Still Life
with Fruit, Vegetables and Musical Instruments
(canvas, 115.5 x 176 cm, inv. no. DO 4980)
and Still Life with Fruit, Vegetables, Mushrooms
and a Fountain (canvas, 115.5 x 176 cm,

inv. no. DO 4981)% (Fig. 8). In this case
the price undoubtedly fell regardless of
the currency used in the 1814 valuation.
Also in the Prague National Gallery

is Ein Arche Noe, lot 59 in the 1814 list

(Die Arche Noas in the Wiirbs list), now
assigned to a Central European painter

of the 18th century (canvas, 76 x 95.5 cm,
inv. no. O 10489). No. 60, in the Bayerische
Staatsgemildesammlungen in Munich,

is The Capture of Samson, given the title
Simson und Antila (sic) by Wiirbs (canvas,
116.5 x 134 cm, NPU, UPS Prague).“ The
two paintings attributed to Eismann listed
under no. 61 are perhaps identical with
works in the National Gallery in Prague (see
above). At no. 65 is Lazarus wird von Tode
erweckt (NG in Prague, canvas, 104 x 95 cm,
inv. no. O 10482, attributed to a Central
European painter of the 18th century). The
painting listed as lot 68 in this part of the
inventory is now known definitely to be
the Mars und Venus... aus der Schule v. Tick.
Lubomir Slavi¢ek tentatively identified it
as a workshop copy of Venus and Aeneas
[Portrait of Frederick William, Elector of
Brandenburg]) by Thomas Willeboirts
Bosschaert (canvas, 144 x 113 cm, NPU,
UPS Prague).”

As the above description shows, the
Thun comital gallery included small cabinet
paintings (e.g. by Hamilton and Brand) as
well as large decorative still lifes by Pfeiler,
Eismann’s seascapes and naval battles, and
paintings by Rottmayr and Brandl. The
selection reflects the tastes of 18th-century
collectors, especially those from the ranks
of the Czech nobility. Lubomir Slavi¢ek
believes that numerous works were “among
the Thun painting possessions” as early as
the first two decades of the 18th century.
Because no inventory of the D&n picture
collection was made, or at least has not
survived, between 1873 and the sale of the



5 Hans Maler,
Portrait of Anton
Fugger, National
Heritage Institute.

chateau, we can catch mere glimpses of its
history during that period, including the
paintings from the original comital gallery.
FrantiSek Thun dismantled the
installation of the comital collection in the
east wing of the chateau after 1881 to make
way for his collection of arms and armour.*
He used paintings from the picture gallery
to decorate the long corridors of the east
and especially the south wings (Fig. 9). It
is certain that some of the paintings that
Wiirbs documented as being in D&Ein were
later removed to the Prague palace on
Nerudova Street. They were demonstrably
there in 1912, as photographs from that
year prove* (Fig. 10), but they may have
already been displayed there for some time.
In 1920 the Thuns rented out this palace,
selling it four years later. A portion of the
paintings returned to Dé&Cin, for instance
Portrait of Anton Fugger, no. 23, Portrait of the
Infanta Maria Anna, no. 43, Pleiler’s Grosse
Friichten, no. 57, and Hamilton’s Stag Hunt

and Wild Boar Hunt, no. 22.5° Others were
transferred to a newly purchased house on
Nebovidska Street, also in the Mala Strana
(Lesser Town) quarter. These included
some of Rottmayr’s canvases The Finding

of Moses, Cleopaira’s Feast and The Death of
Sophonisba (nos. 15 and 17), The Capture of
Samson, no. 60, and the Venus and Aeneas
probably from the workshop of Thomas
Willeboirts Bosschaert, no. 68. The D&Ein
picture collection was gradually split up in
the years 1928-32 and a part of it moved
to a new chateau in Jilové u Podmokel
(today Jilové, near DE&Cin). At least, the
dated and numbered labels preserved

on the reverse side of several paintings
indicate such a transfer. First, in 1928 about
40 works were separated out, including
the GroBes Jahrmarktstiick by Bassano,
several paintings ascribed to Johann Anton
Eismann, battle scenes by Pietro Graziani
and hunting scenes by Johann Christian
Brand. A second division occurred two
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6 Marcellus Coffermans, The Deposition, The National Gallery in Prague.

years later to the day, when around 60 oil
paintings were removed from D&&in. The
last cull took place in connection with

the sale of the D&in chateau in 1932.
Since the house in nearby Jilové was far
from being able to accommodate all the
paintings from D&Ein, a list of works to be
offered for sale was drawn up,” containing
mainly 19th-century paintings not present
in either the 1814 inventory or the Wiirbs
list, as well as several pieces from the
chateau’s chapel and large-format paintings
too big to be hung at Jilové. It was for

just this reason that the first works on

the list were the four Ships in Rough Seas
scenes by Eismann. This plan, however
was revised and these scenes of sailing
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ships were not offered for sale. Among the
paintings which apparently were included
in the inventory of 1814 and the Wiirbs
list, the above-mentioned picture of John
the Baptist from the St George chapel
sold for 3,000 CZK, an unidentified still
life for 2,500 CZK, and a painting on
wood for 2,000 CZK. The four, again not
turther detailed “Koridorbilder” which sold
for 8,000 CZK were probably among the
paintings attributed to Eismann.

The sale of paintings did not stop
even after the collection was moved to
TJilové, because the chateau there was still
not large enough to contain them all.
A number of works were therefore stored,
and rarely seen, in the administration



7 Jan Josefsz. van Goyen, Stormy Waters, The National Gallery in Prague.

building of the Thun estate, now the D&¢n
Regional Museum. Specific movements
of other artworks have not, however,
been as well mapped. According to Hana
Slavikova, the Portrait of Carolina Thun,
née Clam-Martinic, allegedly by Franz
Schrotzberg, was sold in the 1930s at the
Vienna antiquarian’s Kende.’? Also around
the same time, Rottmayr’s Death of Seneca
was probably sold to Antonin Kumpera.
This painting came under ownership of
the National Gallery in Prague in 1950
when Kumpera’s (1900-1990) property
was confiscated.>® At the time, however,
Rottmayr’s hand was not recognised in the
work, which was described as by “a Central
European painter c. 1750, Opening a Vein”
Other transactions cannot be ruled out. For
instance, the disposition remains unclear
of almost half the paintings attributed
to Eismann in the Wiirbs list and of
Rottmayr’s canvas with a motif of Solomon
at prayer.

The confiscation of the Jilové chateau
in 1945 brought a definitive end to the
Thun picture collection. In late August
or early September 1945 the national
administrator Antonin Hollmann, working
with the estate’s last owner Franz Anton
Thun, compiled an inventory of the entire
contents of the chateau which lists 166
oil paintings and 229 watercolours and
engravings, as well as several drawings.>
This list is the first significant source

of information about the Thun picture
collection since the Wiirbs list in 1873.
Although the town of Jilové tried to have
the chateau brought under its competence,
in 1946 the decision came down to use

the building as temporary barracks for

a military garrison, making it necessary to
quickly empty the interiors. Representatives
of the National Renewal Fund (further FNO)
removed a large part of the collection in
September 1946. This was in fact an error
from the point of view of legal competency,
for according to the letter of the law the
Thun properties ought to have fallen under
the authority of the National Property
Fund, and later, from 1947, the newly
constituted National Culture Commission
(further NKXK). This at first sight minor
distinction was to make a big difference,
because the FNO erased information on
the origin of works in its storehouses and
depositories, a step which has significantly
complicated their identification to this
day.” Two lists of works carried away were
drawn up in connection with the transports
of confiscated property. The first records
123 oils and 126 paintings in other media,
most lumped together as “watercolours.”
The second list includes 75 paintings, four
drawings, one print and 29 pastels.’® The
very general descriptions of the paintings,
e.g. “portrait,” “Biblical subject,” makes
comparison of these lists with the 1945
inventory or the 19th-century lists very
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8 Maximilian
Pfeiler, Still Life with
Fruit, Vegetables,
Mushrooms and

a Fountain, The
National Gallery in
Prague.

complicated. Furthermore, there is a third
list of 33 paintings.” This list arouses
doubts, however, because it contains no
works included in any of the previous
inventories. The possibility of error cannot
thus be ruled out. Seeing that in September
1946 the number of oil paintings removed
from the Jilové chateau was greater than
that given in the first postwar inventory, we
cannot completely exclude the possibility
that during the process of removing
confiscated property, works originating
from other properties were recorded and
taken away after being only briefly stored in
the chateau.

As mentioned, the National Renewal
Fund removed the majority of paintings
from the Jilové chateau in September 1946.
A “List of works secured by the National
Renewal Fund and assigned to the National
Gallery in Prague” (Seznam dél zajisténtjch
Fondem Ndrodni Obnovy a piedanyjch Ndrodni
galerii v Praze) is dated 27 October 1946.%®
This list includes 106 works, among them
views of D&¢in and Thun portraits, mainly
from the 19th century. Pieces from the
original Thun comital gallery as recorded in
the 1814 inventory include large still lifes by
Maxmilian Pfeiler, inv. nos. DO 4980 and
DO 4981 (no. 57), erroneously attributed
to Francesco Morosini, according to the
inscription, paintings from the workshop of
Johann Anton Eismann, Boats at the Shore,
inv. no. DO 4982 (no. 10) and Besieged City,
inv. no. DO 4983 (no. 45), and a copy after
Veldzquez, inv. no. DO 4984 (no. 43).

The National Culture Commission,

(NKK) charged with securing, taking
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charge of and organizing a specialised
agency for state cultural property, began
operation at the beginning of 1947.5 The
NKK also had the authority to “take under
its administration artistically and historically
valuable objects from the collection points of the
FNO,” as Kristina Uhlikova puts it in her
study.®° The commission’s representatives
were thus aware that the FNO storehouses
contained items improperly seized from
several chateaux, Jilové and Chodova
Plana to name two. Attempts were made to
find and separate out collections of such
items.®* They were relatively successful

in the case of Jilové chateau. A large set
numbering some 110 items was located

in a warehouse in the former Mahler
factory in Prague’s HoleSovice district, and
a further 36 artworks were found at the
Invalidovna, put to use as décor in the
offices of the Settlement Agency (Osidlovaci
#irad) and FNO. Several of these works had
already been sold; others could not be
located when the inventory was compiled.5?
For these reasons it was no easy task to
accurately distinguish the works from Jilové
from those of other confiscated properties,
for most of the subsequent property
transfers, though they were officially

listed as from Jilové u Podmokel, in truth
contained paintings from other houses. In
a letter dated 29 September 1947, the NKK
informed the National Property Fund that
“the majority of the paintings which the National
Gullery in Prague took charge of as deposited with
the N.K.K. by the FNO in Prague came from the
chateau at Jilové, near Décin. However, since it is
not now possible to ascertain with entire accuracy



the origin of all the paintings, the simplest would
be to enter all of them as originating in Jilové.” 3

Later documents illustrate, at least
in part, the circumstances of recording
the origin of artworks and of individual
assignments of works to the National
Gallery, where the majority of works from
the original comital gallery ended up. The
National Gallery in Prague cooperated
closely in the task of redistributing works of
art under NKK administration. After gallery
staff had examined individual works and
divided them into three groups according
to quality, the gallery requested the NKK to
deposit the best works - those in the first
group - into its care. Works from Jilové
sent to the National Gallery in Prague in
the years 1946, 1947, 1948, 1949 and 1950
were entered into the so-called Z inventory,
which recorded secured properties that
were merely deposited in the gallery.®

On 12 November 1947 Bohumil Patka,
in the name of the NKK, instructed the
National Gallery in Prague to inspect
paintings which the FNO had legally
transferred to the Ministry of Finance,
where they served to decorate the office
of the government’s representative,
Dr. Niederle.® These paintings were
supposed to have come from the Jilové
chateau. In his reply dated 29 November
1947, the director of the National Gallery
in Prague informed the commission,
“representatives of the National Gallery have
inspected the paintings placed in the Ministry
of Finance and estimated their values.” There
followed a list of 17 works divided into
two groups. “The directorate of the National
Gallery recommends that the paintings set off in
our list as group I be assigned to the National
Gallery collections in view of their undoubted
extremely high value, [and that] the paintings
marked as group II be put at the disposition of
the National Culture Commission, which has
left them in place or, in respect of poriraits,
removed them from the offices for the proposed
collection of portraits of the Czech nobility.” On
2 February 1948 the NKK then declared all
17 paintings to be state cultural property.
The commission assigned the ten paintings
in the National Gallery’s first group to
the gallery’s ownership and entrusted the
other seven to the Ministry of Finance.
Among this select group of ten paintings
said to have come from Jilové, only two
actually originated there: Johann Anton
Eismann’s Capriccio with the Church of
Santa Maria della Salute, inv. no. O 9551
(1814 inventory, “Hochgrdif. Galerie,” no.
10) and from Eismann’s workshop the
Flock among Ruins, inv. no. O 9552 (1814
inventory, “Hochgrdf. Galerie,” no. 52). The

paintings were entered respectively as
“Venetian painter from the circle of Canaletto”
and “Counterpart to the preceding, Old ruins.”
Certain identification in this case was aided
by the FNO numbering on the back of the
paintings.

In another document dated 26 January
1948 the NKK instructed representatives
of the National Gallery in Prague to make
“an expert assessment of all paintings located
in the offices and in the safe of the Settlement
Agency and the National Renewal Fund in
Prague, divide them into three groups by
quality and make appropriate evaluations.”
The National Gallery in Prague was to
accept the first group of paintings into
its depositories, while those in the third
group were destined to be sold off. The
document states, “During the inspection of
the paintings their origin shall be determined,
especially to see if they came from the chateaux
at Jilové u Podmokel or Chodovd Pland, from
which apparently a large number of paintings was
removed to the offices of the Settlement Agency
and the National Renewal Fund, or from other
chateaux or private housing. The circumstances
of the works’ origins are important to determine
which paintings fall under the authority of the
National Property Fund and which under the
authority of the National Renewal Fund.” The
response to this letter came on 26 April
1948, in which then National Gallery in
Prague director Vladimir Novotny informed
the NKK: “On the basis of your instruction
dated 26.1 of this year, ref. no. 3249/1947,
the directorate of the National Gallery sent
a representative to the National Renewal Fund
and the Settlement Agency, where he examined all
the offices and made a list of paintings in group
I, which is enclosed together with the valuations
of the National Gallery directorate. As far as can
be ascertained, the majority of these paintings
originated in the chateau at Jilové, near Décin,
although in some cases identification was not
possible. The directorate of the National Gallery
in Prague requests that you declare these paintings
to be state cultural property. As concerns the other
paintings, they belong to groups II and III and
the directorate recommends leaving them in place
for now. Finally, the National Gallery directorate
calls attention to the fact that paintings from
group I were also left in individual offices for lack
of storage space. Considering the Fund’s frequent
moves and the danger that as selected paintings are
relocated, the entire inventory-taking task could
be wiped out, the National Gallery directorate
asks that it speedily be given legal authority to
receive the paintings and that at the same time the
National Renewal Fund and National Property
Fund be made aware of this.”

When the works were assigned to it,*
the National Gallery in Prague received
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9 The ladies’salon
in the west wing of
Dé&cin chateau with
paintings by Johann
Anton Eismann

and Caspar David
Friedrich.

the following Thun paintings originally

in the comital gallery, later placed in
“group I": North Italian master, first half
of the 18th century [= Johann Anton
Eismann], Battle, inv. no. O 9554; North
Ttalian master, first half of the 18th century
[= Johann Anton Eismann - circle of],
Battle in the Mountains, inv. no. O 9589 (1814
inventory, “Hochgrdf. Gallerie,” no. 6); Dutch
master of the 18th century® [= Johann
Anton Eismann and workshop], Ships in
Rough Seas I-IV, inv. nos. O 9556, O 9557,

O 9558, O 9559 (1814 inventory, “Hochgrdf.
Gaullerie,” nos. 1-3); Frans de Hamilton [=
Johann Georg Hamilton (?)], Wild Boar
Hunt, inv. no. O 9560 and Stag Hunt, inv.
no. O 9577 (1814 inventory, “Hochgrif.
Gallerie,” nos. 21-22); Philipp Peter Roos,
Horse and Goats at Pasture, inv. no. O 9573
(1814 inventory, “Hochgrif. Gallerie,” no.

4 or 25); Hans Rottenhammer [= Hans
Rottenhammer - Jan Brueghel I - copy],
Baptism of Christ, inv. no. O 9581 (1814
inventory, “Hochgrdf. Gallerie,” no. 27[?1);
Jan Josefsz. van Goyen, inv. no. O 9570
(1814 inventory, “Hochgrdf. Gallerie,” no. 31);
Neapolitan [= Ttalian (?)] painter of the 17th
century, St Jerome, inv. no. O 9586 (1814
inventory, “Hochgrdf. Gallerie,” no. 47); and
Frans Francken - school [= Frans Francken
- follower], The Adoration of the Magi, inv.
no. O 9596 (1814 inventory, “Hochgrif.
Gallerie,” no. 29[?]). These paintings were
transferred from a collection point in the
Prague suburb of Karlin on 3 May, with
two supplementary paintings included, in
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all 47 paintings and one publication. One
of the supplementary works, The Adoration
of the Magi by a 17th-century Dutch master
(copy after a composition by Maarten de
Vos, inv. no. O 9600) has a paper label on
the reverse side testifying to its ownership
by Franz Anton Thun.”

In a directive of 9 January 1950, the
directorate of the National Gallery in Prague
confirmed that on 19 and 22 December
1949 the FNO in Prague assigned to it
129 works of art, among which were
the following from the Thun collection,
specifically the comital gallery: German
master of the 18th century [= Johann Anton
Eismann - follower], Besieged City, inv. no.
O 10476 (no. 2) and German master of the
18th century [= Johann Anton Eismann
- workshop], Sea Battle, inv. no. O 10477
(no. 11); Central European master of the
18th century, The Raising of Lazarus, inv.
no. O 10482 (no. 65); Central European
master, first half of the 18th century,
Noah’s Ark, inv. no. O 10489 (no. 59); and
Francesco Bassano [= Francesco Bassano -
copyl, Market, inv. no. O 10559 (no. 18).

On 18 February 1949 the ministry for
consolidation of Czechoslovak laws and
administrative organisations, the so-called
unification ministry, was assigned a large
set of pictures from Jilové: 29 oils,

18 watercolours, nine engravings and

two paintings on wood.”™ If the NKK
records are accurate, in fact only 15 oils
were from the Thun collection, among
them Rottmayr’s Diogenes and two “Pastoral



idylls” attributed to an unnamed member
of the Roos family of painters, which
possibly may be identical with lot no. 58

in both the 1814 inventory and the Wiirbs
list. Unfortunately, after the abolition

of the ministry all traces of these works
disappear. The remainder, including
Roos’s Annunciation (no. 7) and portraits of
two of Johann Zikmund Thun’s wives, were
transferred in 1949 to Hofovice chateau. It
is interesting to note that the greater part
of the portraits listed in the 1814 inventory,
including the Portrait of Anton Fugger

(no. 23), were not removed from Jilové
chateau by the FNO; they remained there
until NKK staff moved them to the chateau
at Veltrusy at the beginning of 1948.

Pictures originally in the D&Ein collection
were not confiscated only from Jilové, of
course. In 1945, a total of 34 oil paintings
was in the Thuns’ Nebovidska Street house
in Prague. The greater part were portraits,
although we can also find listed three
paintings by Rottmayr (nos. 15 and 17), The
Capture of Samson (no. 60) and Venus and
Aeneas (no. 68). According to a note in the
surviving documentation, the paintings
were ready to be handed over to the
National Gallery in Prague.” In the event
this did not occur, and in 1951 the pictures
were moved to Zleby chateau.

After 1932 the chateau in D&Ein was used
as a barracks. For many years there was
thus no interest in searching out its original
furnishings, and in the second half of the
20th century the richness of the old Thun
collection was entirely forgotten. In D&¢in
itself there was a general belief that all
the movables had been destroyed either
by soldiers or during the confiscation of
the Jilové chateau. The work of tracing the
original collections did not begin until after

10 The dining room
of the Thun palace in
Prague with paintings
by Maximilian Pfeiler
and Johann Georg
Hamilton (?).

1989, in connection with the restoration

of the chateau and its grounds. When the
non-governmental organization Zamek
Dé&Ein (D&Ein Chateau) was founded on

1 January 2008, the return of the former
picture collection became one of its chief
priorities. Thanks to the cooperation of
the National Heritage Institute, most of the
pictures transferred in the past to Hofovice
and Veltrusy chateaux have gradually been
identified, along with the works from the
Thuns’ Prague house sent to Zleby State
Chateau. In total, about 70 oil paintings
from the original Thun collection have been
traced in the collections of the National
Heritage Institute, and 43 paintings held
by the National Gallery in Prague have

to date been shown to have come from
Jilové. These are probably not final figures,
however, especially concerning works that
entered the Thun collection over the course
of the 19th and 20th centuries and were
therefore not recorded in the surviving
inventories.

Despite significant progress in tracing
works once in the D&Cin chateau picture
collection, many questions remain
unanswered. Above all, because no relevant
inventory from the period shortly before
confiscation is known, the exact scale and
composition of the Thun picture collection
remain unknown. Nor have the histories of
all the valuable pictures from the comital
gallery been cleared up beyond doubt. We
do not know the fate of two paintings by
Rottmayr, for example, and three pictures
attributed to Petr Brandl vanished without
trace. We must wait to see whether further
research brings answers to these and other
questions.

This paper was reviewed.
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Appendix

Inventarium Uiber diejenigen Mobilien welche zur
Herrschaft Tetschner SchloBhauptkasse gehoren. Anno
1814. 1ter Theil

State Regional Archive (further SOA) LitoméfFice,
Dé&¢in branch, Thun-Hohenstein family archive
fund, Dé&¢in - addenda

NA = N[umer]o der Anzahl

NB = N[umer]o der Bezeichnung

G = im Geldwerth (Fl[orin] Kr[euzer] D[enar])
E = Erlduterung

NA NB G E

Gemilde auBier der Sammlung

1.

2

3.

7.
8.

die Verkiindigung des Engels 1 470 - -
. dtto heil. Maria 1 471 - -

der Sonnenuntergang in vergoldeten Rahmen
1045 - -

Caspar David Friedrich, Cross in the Mountains
(Tetschen Altar), (canvas, 115 x 110 c¢m, Staatliche
Kunstsammlungen Dresden, Galerie Neue
Meister, inv. no. 2197 D).

. Landtschaft, Gebirgtsgegend 1 62 - -

Caspar David Friedrich, Bohemian Landscape
(canvas, 70 x 104.5 cm, Stuttgart, Staatsgalerie,
inv. no. 1380) or Caspar David Friedrich, Bohemian
Landscape with Mount Milleschauer (canvas,

70 x 104 cm, Staatliche Kunstsammlungen
Dresden, Galerie Neue Meister, inv. no. 2197 E).

. dtto 1 63 - -

Caspar David Friedrich, Bohemian Landscape
(canvas, 70 x 104.5 cm, Stuttgart, Staatsgalerie,
inv. no. 1380) or Caspar David Friedrich, Bohemian
Landscape with Mount Milleschauer (canvas,

70 x 104 cm, Staatliche Kunstsammlungen
Dresden, Galerie Neue Meister, inv. no. 2197 E).

. Kreidengebirgsgegend, Sepia 1 64 - -

Franz Anton Thun purchased this drawing from
Caspar David Friedrich in 1808, together with the
paintings in lots 3, 4, and 5. The acquisitions of
Friedrich’s works are given detailed study in Otto
Chmelik 2011 in: Bohemia - Saxonia: vybrané otdzky
déjin Ceskych wemi a Saska a jejich prameny v archivech
obou zemi, pp. 205-211, 212-222.

Christus das Brot segnend, Pastel 1 93 - -
Anna, Maria und das Kind Jesu auf Holz
1 258 - -

Fiir Tetschen merkwiirdige Thier Abbildung

9.

der im Schneeberger Revier geschossene Luchs

1 - - -
Central European painter, 2nd half of 18th c.,
Landscape with Lynx (canvas, 78.5 x 101.5 c¢m,
NPU, UPS Prague).

10. dtto Hirsch 1 - - -

11. [der] bey Malschwiz gefangene groen Welx

1 - -

NPU, UPS Prague.
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NA NB G E

12

13.

14.
15.

16.

17.

18.

19.

20.

21.

2

5}

2

w

24.

2

Ul

26.

27.
28

. [der] groBe Schwaan 1 - - -

ein Hund und 1 Katze 1 - - -
Anonymous, Piebald Dog and Cat at a Window
(canvas, 53 x 76 cm, NPU, UPS Prague).

ein Hund und Rebhiihner

Abbildung der alten Burg Tetschen 1 - - -
Anonymous, Dééin Chateau and Garden (canvas,
103 x 161 cm, NPU, UPS Prague).
[Abbildung] der vordern SchloBes Tetschen

1 - - -
Anonymous, East Wing of Dééin Chateau after
Baroque Rebuilding (canvas, 139 x 177.5 cm, NPU,
UPS Prague).
[Abbildung] der Stadt und des SchloBes Tetschen
v[on] Nordost 1 - -
Lorenz Pfeiffer, View of the Chateau and Town
of Dé¢in (canvas, 144 x 198.5 cm, NPU, UPS
Prague).

1 - - -

[Abbildung] der Schweinjagd auf der Franenwiese
nebst dem SchloBe Tetschen 1 - - -
Central European painter, 2nd half 18th c., Boar
Hunt below Dééin Chateau (NPU, UPS Prague).

[Abbildung] der eroberten Stadt Tetschen durch

die Kroaten so samt dem SchloBe 1 - - -
Franz Josef Peschke (?),Croatian Raid on Décin
(canvas, 107 x 38 cm, NPU, UPS Prague).

[Abbildung] der Stadt und des SchloBes

Tetschen und des Lagers 1 - - -
Central European painter, 2nd half 18th c.,

A Camp of 17,000 Men before Dééin (canvas,

75 x 110 cm, NPU, UPS Prague).

[Abbildung] einer Hirschjagd beym Hopfenberge

1 - - -
Central European painter, 2nd half 18th c., Stag
Hunt (canvas, 132 x 163 cm, NPU, UPS Prague).
[Abbildung] der Tetschner Grundherrn und
Familienstiicke

. [Abbildung] Jok[ann] Sigmund Graf vlon] Thun
1 - - -
Central European painter, 2nd quarter 17th
c., Johann Zikmund Thun-Hohenstein (canvas,
180 x 96 cm, NPU, UPS Prague).

. [Abbildung] dessen 2. Gemahlin von Wolkenstein

1 - - -
Central European painter, 2nd quarter 17th c.,
Anna Margareta Thun, née Wolkenstein-Trostburg
(canvas, 195 x 99 cm, NPU, UPS Prague).

[Abbildung] dessen 3. Gemahlin von Oettingen

1 - - -
German painter, mid-17th c., Margareta Anna
Thun, née Oettingen-Baldern (canvas, 180 x 111 cm,
NPU, UPS Prague).

. [Abbildung] Johk[ann] Sigmund Graf v[on] Thun auf

Todbette 1 - -
[Abbildung] Max Graf von Thun als Knabe

1 - - -
Central European painter, mid-17th c., Maxmilian
Thun-Hohenstein, (canvas, 139 x 93 ¢cm, D&n
Regional Museum, inv. no. O 384).

[Abbildung] desselben als Mann 1 - - -

. [Abbildung] Johann Ernst Graf von Thun als
Erzbischoff von Salzburg 1 - -



NA NB G E

NA NB G E

29.

30.

31.

32.

33.

34.

35.

36.

Central European painter, 2nd half 17th
c., Johann Ernst Thun-Hohenstein (canvas,

104 x 82.5 cm, D&Cin Regional Museum,
inv. no. O 381).

[Abbildung] Konstantin Graf von Thun als Kind

1 - - -
Central European painter, mid-17th c., Konstantin
Thun-Hohenstein (canvas, 116 x 95 cm, NPU, UPS
Prague).
[Abbildung] Rudolf Graf von Thun als Kind

1 - - -
Central European painter, mid-17th c., Rudolf
Thun-Hohenstein (canvas, 113 x 96 cm, NPU, UPS
Prague).

[Abbildung] Grifin Suys geboren Grifin v[on] Thun

Central European painter, 2nd half 17th c.,
Lady with a Chain (Clara Franziska Suys, née Thun),
(canvas, 103 x 87 cm, NPU, UPS Prague).

[Abbildung] Grdifin Thun gemahlin des Grafen Max
geborne Fiirstin Lichtenstein - - - -
Central European painter, 2nd half 17th c.,
Maria Maxmiliana Thun, née Liechtenstein (canvas,
128 x 100 cm, NPU, UPS Prague).

[Abbildung] Graf Joh[ann] Josepf von Thun

1 273 - -
Central European painter, mid-18th c., Johann
Josef Thun-Hohenstein (canvas, 88 x 66 cm, NPU,
UPS Prague).

[Abbildung] Graf Wenzel von Thun als Oberster
des Regiments Ellrichhaufen 1 156 - -

[Abbildung] Graf Wenzel von Thun als General

1 46 - -
Jean Jerzabeck, Wenzel Josef Thun-Hohenstein
(canvas, 60 x 45 cm, NPU, UPS Prague).

[Abbildung] Grifin Mariana v[on] Thun Gemahlin
des Grafen
Wenzel, geblorne] Grifin Kolowrat Libsteinsky

1 157 - -
Tean Jerzabeck, Maria Anna Thun, née Kolowrat
Libsteinsky (canvas, 60 x 45 cm, NPU, UPS
Prague).

Verschiedene

38

. Abbildung der gesammten Offiziere des Regimentes

Ellrichhausen 11 208 - -

39. Stammbdume der alte grif(lichen] Thunische

1 - - -
40. [Stammbiume] der neuere dtto 1 - - -
41. [Stammbiume] der neuesste dtto 1 - - -

42

. [Stammb#ume] der grifl[lichen] Hohenzollerische
1 - - -

43. [Stammbzume] der grifl[lichen] Oettingische

44

1 - - -

. [Stammbaume] der grifl[lichen] Halmische
1 - -

45. [Stammbaume] der grifl[lichen] Leiningische

46

1 - - -

. [Stammb&ume] der grifl[lichen] Lichtensteinische
1 - -

Bilder in der hochgrif[lichen] Gallerie

1.

. GroBe Seefahrt

.dtto Aisemann

GroBe Seefahrten  Aisemann 2 - 100 -
Johann Anton Eismann, Ships in Rough Seas I-IV
(canvas, 140 x 260 cm, NG in Prague, inv. nos.

0O 9556; O 9557, O 9558, O 9559).

Aisemann 1 - 50 -
Johann Anton Eismann, Ships in Rough Seas I-IV
(canvas, 140 x 260 cm, NG in Prague, inv. nos.

0 9556; O 9557, O 9558, O 9559).

1 - 45 -
Johann Anton Eismann, Ships in Rough Seas I-IV
(canvas, 140 x 260 cm, NG in Prague, inv. nos.

0O 9556; O 9557, O 9558, O 9559).

4. Viehstiicke Rosa” 2 - 20 -
5. Sodoma und Comora Aisemann 2 - 25 -
6. Groie Belagerungen ~ Aisemann 2 - 300 -

~

8.
9.
10

11.

12.
13.
14.

15.

16. Petrus und Paulus

17. Konig Salomon, Senega

18

Johann Anton Eismann, Battle and Battle in the
Mountains (canvas, 148 x 260 cm, NG in Prague,
inv. nos. O 9554, O 9589).

Die Verkiindigung der Geburt Christi

Heinrich Roos 1 - 150 -
Johann Heinrich Roos, Annunciation to the
Shepherds (canvas, 153.5 x 123.5 cm, NPU, UPS
Prague).

Belagerungen ~ Aisemann 2 - 60 -
Hunde mit Wildpret  Snieders 2 - 30 -
. Seefahrten  Aisemann 2 - 40 -

Probable identification: Johann Anton Eismann,
Capriccio with the Church of Santa Maria della Salute
in Venice (?), (canvas, 98 x 176 cm, NG in Prague,
inv. no. O 9551) and Johann Anton Eismann
and workshop, Boats at the Shore, (canvas,

100 x 177 cm, NG in Prague, inv. no. DO 4982).

Belagerungen ~ Aisemann 2 - 50 -
Probable identification: Johann Anton Eismann
- follower, Besieged City (canvas, 101 x 181 cm,
NG in Prague inv. no. O 10476) and Johann
Anton Eismann - workshop, Sea Battle (canvas,
100 x 176 cm, NG in Prague, inv. no. O 10477).

Historisches Unbekannt 1 - 24 -

Rembrands Portrait Renbrand 1 - - -

Landschaft Ruland Zaveny 1 -200 -
David Vinckboons, Wooded Landscape with
Hunting Party (canvas, 109 x 142.5 cm, NG in
Prague, inv. no. DO 4977).

Kleopatra, Moyses, Seneca, DiogenesRothmayer

4 - 320 -
Johann Michael Rottmayr, The Death of
Seneca (canvas, 127 x 181 cm, NG in Prague,
inv. no. O 9664), Cleopatra’s Feast (canvas,
126.5 x 180.5 cm, NPU, UPS Sychrov, State
Chateau Litomy3l), The Finding of Moses (canvas,
126.5 x 181 cm, NPU, UPS Prague), The Death of
Sophonisba (canvas, 115 x 181.5 cm), NPU, UPS
Sychrov, State Chateau Litomy3l).

Brandel 2 - 14 -

Rothmayer2 - 160 -
Johann Michael Rottmayr, The Death of Sophonisba
(canvas, 115 x 181.5 cm, NPU Sychrov).

. GroBes Jahrmarktstiick Francesco Passano
1 - 600 -
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Francesco Bassano - copy, Market (canvas,
180 x 290 cm, NG in Prague, inv. no. O 10559).

19. GroRes Schdferstiick mit vielen Figurenaus Rubens

Schule 1 - 200
20. Kleines Stiick aus der Biblischen Geschichte

Unbekannt 1 - 5
21. Kleine Landschaft mit Vieh

Unbekannt 1 - 15

22. Hetzen Hamillon 2 - 50
Johann Georg Hamilton (?), Wild Boar Hunt
(canvas, 60.5 x 74.5 cm, NG in Prague, inv. no.
0 9560; Johann Georg Hamilton (?), (Stag Hunt
(canvas, 60 x 75 cm, NG in Prague, inv. no.

O 9577).

23. Portrait des H[errn] Grafen Hanz [Maler]
1 - 350
Hans Maler, Portrait of Anton Fugger (wood,
65 x 58.5 cm, NPU, UPS Prague).

24. Kleine Landschaften  Unbekannt 2 - 6

25. Viehstiikeln ~ Pietro Rosa 2 - 12
Philipp Peter Roos, Horse and Goats at Pasture
(canvas, 47.8 x 64.5 cm, NG in Prague,
inv. no. O 9573). This painting may possibly be
related to no. 4, above.

26. Kleine Batallien  Querfurt 2 - 20

27. Taufe Christi im FluBe Jordan
Unbekannt 1 - 60
Hans Rottenhammer - Jan Brueghel I, copy,
Baptism of Christ (copper, 33 x 49 cm, NG in
Prague, inv. no. O 9581).

28. Abnehmung Christi vom Kreuze

Diirers Schiile 1 - 25
Marcellus Coffermans, The Deposition (wood,

50.6 x 40 cm; NG in Prague, inv. no. DO 4995).

29. Die heil[ige] 3 Konige
Franzisko Frank 1 - 60
? Frans II Francken - follower, Adoration of
the Magi (wood, 58 x 72.5 cm, NG in Prague,
inv. no. O 9596).

30. Kleine Batallien  Graziani 2 - 14
Pietro Graziani, Battle Scene I and II (canvas,
32 x 42.5 cm, NPU, UPS Prague).

31. Seefahrten  Starck und Welde 2 - 60
Jan Josefsz. van Goyen, Stormy Waters (wood,
43 x 68.5 cm, NG in Prague, inv. no. O 9570).

32. Kleine Seefahrt  Unbekannt 1 - 15
Noch Bilder

33. Vogelstiicke  Paitter 2 - 16
34. Architecktur Stiicke Unbekannt 2 - 18
35. Kleines Landschdftchen ~ Grund 1 - 6
36. dtto  Brandel 1 - 6
37. Pferde auf der Weide Unbekannt 2 - 8
38. Batallien Unbekannt 2 - 7

Probable identification: Unknown 18th-c.
painter, Battle I and II (canvas, 63.5 x 94.5 cm,
NG in Prague, inv. nos. O 9574, O 10556).

39. Ein Singerin  Unbekannt 1 - 4
40. Ein historisches Stiick Unbekannt 1 - 12
41. Frauenzimmer Portrait Unbekannt1 - 4
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46.

47.

48.
49.
50.
51.
52.

. Blumen Stiicke Unbekannt 2 - 14 -
. Ein Frauenzimmer Unbekannt 1 - 4 -
. Ein Schlafender ~Unbekannt 1 - 15 -
. Belagerung ~ Aisemann 1 - 26 -

Johann Anton Eismann - workshop, Besieged
City (canvas, 100 x 177 cm, NG in Prague, inv.
no. DO 4983).

Kriegschiffe ~Aisemann 2 - 50 -

Der heil. Hieronimus Daniel Seiters 1 - 40 -
Ttalian painter, 17th c. (?), St Jerome (canvas,
97 x 73 cm, NG in Prague, inv. no. O 9586).

Kiichenstiick  Unbekannt T - - -
Philosoph ~ Unbekannt 1 - 5 -
Landschaften ~ Aisemann 2 - 20 -
Johannes der Taufer Unbekannt 1 - - -
Viehstiick ~ Aisemann 1 - 25 -

Probable identification: Johann Anton Eismann,
Flock among Ruins (canvas, 98 x 176 cm, NG in
Prague, inv. no. O 9552).

53. Der Philosoph beim Tisch
Unbekannt 1 - 5 -

54. Alte Mdnner Unbekannt 2 - 8 -

55. Historisches Unbekannt 1 - 24 -

56. Johannes predigend in der Wiiste
Unbekannt - - - -

57. GroBe Friichten Stiicke ~Maxmilian Feiler

2 - 160 -
Maximilian Pfeiler, Still Life with Fruit, Vegetables
and Musical Instrument (canvas, 115 x 176 cm, NG
in Prague, inv. no. DO 4980) and Still Life with
Fruit, Vegetables, Mushrooms and a Fountain (canvas,
115,5 x 176 cm, NG in Prague, inv. no. DO 4981).

58. Viehstiicke Heinrich Roos Schule 2 - 40 -

59. Die Arche Noe Unbekannt 1 - 12 -
Central European painter, 18th c., Noah’s Ark
(canvas, 76 x 95.5 cm, NG in Prague, inv. no.

O 10489).

60. Samson  Unbekannt 1 - 10 -
Peter Paul Rubens - copy, The Capture of Samson
(canvas, 116.5 x 134 cm, NPU, UPS Prague).

61. Eine Landschaft und Seefahrt™  Aisemann

2 - 35 -

62. Ein Schlafender Konig mit vielen Figuren
Unbekannt 1 - 30 -

63. Frauenzimmer mit einen Mohren
Unbekannt 1 - 5 -

64. Landschaft 1 - 4 -

65. Lazarus wird von Tode erweckt 1 - 50 -
Central European painter, 18th c., The Raising
of Lazarus (canvas, 104 x 95 cm, NG in Prague,
inv. no. O 10482).

Noch Bilder

66. Crucifix Brandel 1 - 6 -

67. Der Haus Vater aus dem Evangelium  Ivan Hinasy

1 - 150 -

68. Mars und Venusaus der Schule v[on] Tick

1 - 20 -
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Thomas Willeboirts Bosschaert - workshop
(?) copy, Venus and Aeneas (Portrait of Frederick
William, Elector of Brandenburg), (canvas,
144 x 113 cm, NPU, UPS Prague).
69. Kleines Portrait  Hen. Vandel 1 - 6 -
Notes
Our thanks are due to Lubomir Slaviek, whose
remarks on the Thun collection this study draws
on, as well as to Otto Chmelik, who called
our attention to the 1814 inventory, and Radka
Tibitanzlové, who contributed significantly
to preparing a transcription of the inventory.
Our thanks are also owed all the above-named
colleagues for valuable advice which contributed
to this study.

This text draws on Frantiek Suman (ed.),
Mistrovskd dila thunovské obrazdrny na dééinském
wdmhku, DECN 2014.

1 SOA Litomé&Fice, D&Cin branch, RA [family
archive] Thun-Hohensteint Klasterec nad Oh#i
1459-1816 (henceforth Thun family archive,
Dé&cin), sig. L] 34/7, carton 24: VerzaichnuB Was
nach Ihr Genaden Herrn Herrn Johann Sigismund
Graffen von Thun.p. Seeliges Todt, vor Mobilien

und andere Sachen, in dem Minichischen Haus zu
Prag sich Befunden, und wie hernach folget den 21.
Augusti Anno 1646 Beschrieben und Verzeichnet
worden, al8 Nemblich, cited in Lubomir Slaviéek,
“Prolegomena ke sbirkdm obrazi hrabé&ci rodiny
Thund,” in: Frantisek Suman (ed.), Mistrovskd
dila thunovské obrazdrny na déinském zdmku, DEn
2014.

2 Petr Macek - Pavel Zahradnik, “Toskansky
paléc - pfedstavy architekta a stavebnika

v konfrontaci s danym prost¥edim,” Prizkumy
pamdtek VI, 1999, no. 1, pp. 21-40; Lubomir
Slaviéek, “Der rechte Splendor der Einrichtung.
Das Palais Graf Maximilian Thuns auf der
Prager Kleinseite und seine Ausstatung zu
Beginn des 18. Jahrhunderts,” Wiener Jahrbuch fiir
Kunstgeschichte LIV, 2007, pp. 193-206.

3 TJaroslav Schaller, Beschreibung der konigl. Haupt-
und Residenzstadt Prag 2, Prag 1795, p. 200; cited in
Lubomir Slavi¢ek, in: Suman (n. 1).

4 SOA Litomé&fice, D&Fn branch, Thun family
archive, D&@in, sig. A 2 VIII 1a: Schenkungsurkunde
der grafl. Geschwister Thun iiber die Familiengalerie
fiir das 2te Majorat Tetschen [dated 29. 8. and

28. 9. 1794]; cited in Lubomir Slaviéek, “Artium
liberatium fautori. Thunové mezi mecenitem

a sbératelstvim,” , Sobé, uméni, prateliim“. Kapitoly
% déjin sbératelstvi v Cechdch a na Moravé 1650-1939,
Brno 2007, pp. 25-26.

5 SOA Litomé&fice, D&¢in branch, Thun family
archive, D&€in, sig. A 2 VIII 1a: kvitance Franze
Artla za transport obrazirny z Prahy do Dé&ina
po Vltav€ [dated 6. 5. 1797]. The existence

of the picture gallery is also corroborated in
Johann Gottiried Sommer, Das Konigreich Bohmen.
Leitmeritzer Kreis, Prag 1833, p. 235. Further

information about the D&in castle picture gallery
is found in Franz Klutschak, Bohmische Adelssitze
als Zentralpunkte volkswirtschaftlicher und humanitirer
Bestrebungen. 1. Schloss Tetschen, Prag 1855,

pp. 23-24; cited in Slavi¢ek 2007, p. 92, n. 63.

6 Klutschak 1855, p. 25 (see n. 5).

7 Lubomir Slavigek, in: Suman (n. 1).

8 Verzeichnis der im grifilich Thunschen Schlosse
zu Tetschen befindlichen Gemdlden und Kupferstichen
[Carl Wiirbs, September 1873]. SOA Litomé&fice,
Dé&¢in branch, Thun family archive, D&Gin,

sig. A-2-XIX].

9 For a monograph of Count Franz Anton
Thun’s collecting activities, see Marcela
Zemanova Oubrechtova, “Historie obrazové
sbirky dé&&inské vétve hrabé&ci rodiny Thunt,

2. &ast (1814-1883),” in: Suman (n. 1).

10 One Conventionsthaler equalled 1.05 Austrian
gulden; one Viennese gulden equalled 0.42
Austrian gulden.

11 The Austrian gulden was valid from 1857
until 1892/1900.

12 Lubomir Slavi¢ek, “Artium liberatium
fautori” (see n. 4), p. 87; Lubomir Slavi€ek, in:
Suman (n. 1).

13 Martina Jandlova Soskova, in: Suman (n. 1),
pPpP- 92-97, cat. nos. 16-19.

14 Martina Jandlovi Soskova, in: ibid.,

pp. 90-91, cat. no. 15.

15 Verzdichnus Der sich in den Hochgrdffl.
Thunischen Héusern befindlichen Mahlereyen, so
geschdtzet worden, wie folget, cited in Lubomir
Slavi¢ek, “Obrazova sbirka Thunti kolem roku
1700,” Uméni LIV, 2006, pp. 357-366.

16 Central directorate Thun, Klasterec,

sig. Ss2/4, inv. no. 386, carton 91, cited in
Slaviéek, ibid., p. 363, n. 49, most recently
Lubomir Slavigek, in: Suman (n. 1).

17 Martina Jandlova Sogkova, in: ibid.,

pPpP- 98-99, cat. no. 20.

18 Martina Jandlova Sogkovi, in: ibid,

pp- 88-89, cat. no. 14.

19 The Capriccio with the Church of Santa Maria
della Salute in Venice could however also be the
counterpart of a painting in the NG in Prague
titled Flock among Ruins (inv. no. O 9552), in which
case both paintings would probably be related
to the works in lot no. 61 titled Landschaft und
Seefahrt (in the Wiirbs list, Landschaft, Befestigtes
Schloss am Meer). The first suggested identification
is more probable, however.

20 Inv. no. O 10477 was painted by

Eismann’s workshop in the second half of the
17th century, while inv. no. O 10476 is the work
of a follower of Eismann's and dates to the turn
of the 17th and 18th centuries.

21 Lubomir Slavigek, in: Suman (n. 1),

pp. 72-73, cat. no. 8.

22 Lubomir Slavigek, in: ibid., pp. 109-111,
cat. no. 24.

23 Lubomir Slavitek, in: ibid., pp. 112-113,
cat. no. 25.
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24 Lubomir Slavi¢ek, in: ibid., pp. 116-117,

cat. no. 27.

25 Slavi¢ek 2006 (see n. 15), p. 363.

26 Central directorate Thun-Hohenstein,
Dé&¢in, sig. Ss2/4, inv. no. 386, carton 91, cited

in Slavigek, ibid., p. 363, n. 52; most recently
Lubomir Slaviek in: Suman 2014 (n. 1).

27 National Archives, fond Statni pamatkova
sprava [state heritage administration fund], inv.
no. 201, Jilové u Podmokel, carton 137.

28 Lubomir Slaviéek, in: Suman (n. 1),

pp. 114-115, cat. no. 26.

29 Lubomir Slavi€ek, in: ibid., p. 114.

30 Petr Pfibyl, in: ibid., pp. 66-67, cat. no. 6.
31 Ludmila Ourodova noted the probable
authorship of Johann Georg Hamilton.

32 According to the Wiirbs list, these were:
Sodoma und Gomorha, attributed to Eismann

(no. 5); Geburt Christi, attributed to Roos (no. 7);
St Paulus, attributed to Brandl, Kreuzabnahme
(Diirers Schule) (no. 28); Der HI. Hieronymus by
Daniel Seiters (no. 47); Brustbild eines alten Mannes
mit 1 Buche (no. 49); Johann der Taufer (no. 51);
Lazarus vom Tode erweckt (no. 65); Cruzifix (no. 66).
33 Martina Jandlova Soskova, in: Suman (n. 1),
pp- 101-102, cat. no. 22. It cannot be entirely
excluded however that this painting is identical
with that in lot no. 4, listed as Viehstiicke... Rosa
(1814 inventory) and as Thierstiicke... Rosa (?)
(Wiirbs list).

34 State District Archive (further SOkA) Dé&&in,
fond Méstsky narodni vybor Jilové [Jilové
municipal national committee fund], inv. no. 116,
carton 41.

35 The original Hans Rottenhammer and Jan

I Brueghel work is in the Munich Bayerische
Staatsgemildesammlungen (copper, 33 x 44 cm,
inv. no. L 760); M. Jandlové Soskova, in: Suman
(n. 1), pp. 69-71, cat. no. 7.

36 Olga Kotkovi, in: ibid., pp. 62-64,

cat. no. 4.

37 Andrea Rousovj, in: ibid., pp. 85-86,

cat. no. 13.

38 Pavel St&panek, in: ibid., pp. 79-81,

cat. no. 11.

39 SOA LitoméFice, D&in branch, Thun family
archive, D&&n, A 3 XXIII, C III/III 1028.

40 Seen. 1.

41 Slaviéek 2006 (see n. 15), p. 362.

42 This painting was not assigned a value; the
Wiirbs list values it at 10 gulden and notes the
chapel as its location.

43 This painting was not assigned a value. The
Wiirbs list has a note, fehlt (missing).

44 SOA Litomé&fice, D&En branch, Thun family
archive, D&Cin, inv. no. 459, carton 129, T 122/32.
45 Martina Jandlova Sogkova, in: Suman (n. 1),
pp. 103-105, cat. nos. 22, 23.

46 Lubomir Slavitek, in: ibid., pp. 76-77,

cat. no. 10.

47 Lubomir Slavitek, in: ibid., pp. 82-83,

cat. no. 12.
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48 SOA Litoméfice, D&Cn branch, Thun family
archive, D&Cin, addenda to sig. A 3 XXVII, diary
of Jaroslav Thun, unpaginated.

49 All of these works can be identified in
photographs of the Prague palace from 1912.
SOA Litomé&fice, D&Cin branch, Thun family
archive, D&Cin, addenda.

50 SOA Litoméfice, D&in branch, Thun family
archive, D&Cin, addenda to sig. A 3 XXVII, diary
of Jaroslav Thun, part XXXVII, p. 7884, entry
for 27. 7. 1919.

51 SOA LitoméFice, D&Cin branch, central
directorate Thun-Hohenstein, D&Ein, inv. no. 459,
carton 129, T 122/32.

52 Hana Slavitkova, Portréini galerie
Thun-Hohensteindi: Katalog vyjstavy v Okresnim muzeu
Dé¢in cerven-zdfi 1998. DEEIn 1998, p. 71.

53 Seznam obrazi a soch uskladnénych od

19. dubna 1948 v poboéce Ndrodni galerie na Zbraslavi
a deponovanijch ndrodni spravou zdmku v Kolodéjich.
National Gallery Archive (further ANG), 1945-
1958 fund, carton 14, folder 251/105.

54 SOKA Dé&¢in, fond Mé&stsky narodni vybor
Jilové [Jilové municipal national committee
fund], inv. no. 116, carton 41.

55 FrantiSek Suman, in: Suman (n. 1).

56 Sexnam obrazii cennijch ze dne 6. 9. 1946.
Transfer list of paintings from the D&Ein chateau.
[SOKA Dé&¢in, fond Mé&stsky narodni vybor Jilové
(JTilové municipal national committee fund)

inv. no. 116, carton 41.

57 Institute of Art History, Academy of
Sciences of the Czech Republic, documentation
department, Z. Wirth fund, Zamek Jilové

u Dé¢ina, inv. no. 1356, carton XV.

58 ANG, NG 1945-1958 fund, carton 14, folder
251/11.

59 Kristina Uhlikova, “Narodni kulturni
komise 1947-1951," Fontes historiae atrium XI,
Prague 2004, p. 30.

60 Ibid., pp. 26-27.

61 ANG, NG 1945-1958 fund, carton 14,

folder 251; cited in: Frantifek Suman in: Suman
(n. 1).

62 Institute of Art History, Academy of
Sciences of the Czech Republic, documentation
department, Z. Wirth fund, Zamek Jilové

u Dé¢ina, inv. nos. 1353, 1369, carton XV.

63 “%e obrazy, které prevzala Ndrodni galerie v Prage
jako depositum N.K.K. 5 FNO v Praze, vétSinou
pochdzeji ze zdmku Jilové u Décina. Ponévadz vsak
neni mogno dodateéné wjistit zcela presné piivod vech

obrazii, bude nejjednodusi, budou-li vSechny obrazy
protictovdny jakoby pochdzely z Jilového.” National
Archives, fond Statni pamatkova sprava [state
heritage administration fund], inv. no. 201, Jilové
u Podmokel, carton 137.

64 They were later legally transferred to the
NG in Prague by a unilateral measure of the
State Heritage Administration (in liquidation)

in 1963, ref. no. 3883/62, acc. no. 121/63

(28. 5. 1963).



65 ANG, NG 1945-1958 fund, carton 14, folder
251.

66 Ibid.

67 Ibid.

68 This group of 48 objects in all was assigned
to the National Gallery in Prague on the basis of
a directive dated 8. 6. 1948 (ref. no.) 1233/1948.
69 The directive issued on the basis of this list
revises the artist’s presumed provenance from
Holland to Italy.

70 A relatively numerous group of paintings
demonstrably originating in the Thun collection
- their provenance strongly suggested by the
stamp Radioodbor ONV Dé¢in [radio section,
Dé&¢in district national committee] - now in the
collections of the National Gallery in Prague
and other institutions, cannot with certainty

be placed in the 1814 inventory. They include
Battista Dossi, The Adoration of the Magi (wood,

33 x 28 cm, NG in Prague, inv. no. O 9579),

Johann Christian Brand, Hunting Scenes (wood,
30 x 41 cm, NG in Prague, inv. nos. O 9567,

0 9568), and Flemish painter, Landscape with Pan
and the Nymph Syrinx (canvas, 50.5 x 65 cm, NG in
Prague inv. no. O 9584). Two explanations have
been offered: either these paintings were in one
of the other Thun properties at the time the list
was compiled, most likely the Prague palace on
Nerudova Street, or they were purchased after
1814 (1873).

71 National Archives, fond Stitni pamatkova
spréava [state heritage administration fund], inv.
no. 201, Jilové u Podmokel, carton 137.

72 Ibid.

73 See lot no. 25 in this inventory.

74 These paintings may theoretically be
identified as Capriccio with the Church of Santa
Maria della Salute in Venice (?), NG in Prague,

inv. no. O 9551, and Flock among Ruins, NG in
Prague, inv. no. O 9552; see n. 19.

Translated by Ky Krauthamer
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ARCHIVE

Viktor Stretti: Reminiscences of his
Life, Encounters with T. G. Masaryk,
and as Remembered by Friends

OLGA PUJMANOVA-STRETTI

98

Viktor Stretti (1878-1957) was an eminent Czech painter and graphic artist. After
graduation from studies of painting with Professor Zeni3ek at the Academy of Applied
Arts and the Academy of Fine Arts in Prague, he spent several years perfecting his art
at schools in Munich and Paris. Eventually he developed into an outstanding portraitist,
and frequent commissions enabled him to launch a career as an independent artist.
Still, he found that his great passion was for engraving. His extraordinary interest in
the medium prompted him to found together with other like-minded artists the Hollar
Society of Artists and Engravers. He was also active in the Manes Society of Visual
Artists.

His early childhood was spent in Plasy, where his father Karel was by appointment
the physician to the Metternich family. Several years later, the Strettis moved to Prague.
The Strettis maintained deep bonds as a family, frequently visiting one another and
also holding musical soirées. As a result of these bonds, Olga Pujmanova grew up in the
company of her relatives, enabling her to record her personal memories of her great-
uncle and his brothers Richard and Jaromir, as well as her grandfather Bohuslav. She
always viewed her Uncle Viktor as a distinguished but also jovial man, even at a time
when portraiture was at its lowest ebb after 1948 and Viktor Stretti fell on hard times.
Viktor Stretti's personality can also be glimpsed through his writings and the
correspondence preserved in his estate in the archives. During his travels across
Europe, he met numerous artists, writers and musicians, as well as members of the high
aristocracy, with whom he corresponded and whom he remembered in conversations
with his family. His commissions as a portraitist brought him into the milieu of the
Czech aristocracy, and he also painted prominent Czech entrepreneurs, politicians and
public servants. Following the emergence of the independent Czechoslovak Republic,
Stretti was awarded commissions to portray the country’s successive presidents
T. G. Masaryk and Edvard Benes. Viktor Stretti’s recollections of the family of Tomas
Garrigue Masaryk provide us with another perspective on the artist - this time as a witty
raconteur.

Keywords Viktor Stretti was the brother of my

Viktor Stretti, Olga Pujmanova-Stretti, SCUG Hollar, grandfather Dr. Bohuslav Stretti.! in whose

SVU Ménes, Tomas Garrigue Masaryk, portraiture ! . [
home I spent my early childhood, living
there along with my mother and younger
sister after the untimely death of my
father. Grandfather’s hospitable house in
Bélehradsks (Belgrade) Street in the Prague
district of Vinohrady was alive with visitors.
Apart from his patients, his numerous
friends and members of our large family
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were also frequent guests. Uncle Viktor
was naturally among them.? Sometimes he
would appear out of the blue, dropping
by for a chat, and at other times he came
to hear the music. Thursday nights at our
house were dedicated to chamber music;
my grandfather was an accomplished cellist.
I was given the task of preparing the scores
and the music stands, and was very proud
of having this function. I would then spend
the evening listening to and observing
the musicians from my vantage point -
an iron spiral staircase which connected
our room on the second floor with my
grandfather’s office on the first floor below,
where the musical soirées were held. I was
overjoyed once when Uncle Viktor joined
me there - although childless himself, or
perhaps precisely because of this, he had
an uncommon rapport with children.

How I used to look forward to
those occasions when all of my
grandfather’s brothers met - the brethren,
as they used to call themselves. Apart
from Viktor, there was Richard, his older
brother’ and Jaromir, the younger brother,*
who was also a painter. Richard was
a lawyer by both education and profession,
but a musician by natural inclination. None
of their meetings could do without an
interlude of his performing at the piano.
Viktor, leaning against the piano, would
tap out the rhythm with his foot. Both
my sister Milada and I preferred these
family get-togethers to any other form of
entertainment. We never had more fun
anywhere else than in the company of the
brethren. Each one of them had their own
peculiar charm, combined with a sense
of esprit de corps as a family, perhaps
inherited from their Italian ancestors.

I saw Uncle Viktor often, although as
a rule together with the rest of the family.
I treasured all the more those rare moments
when I had the opportunity to spend
time with him on my own, sometimes at
concerts, but I enjoyed most visiting his
apartment on the Vltava embankment
directly across from the Ménes Society
building. T often found him at his bay
window, looking at Prague in the changing
light of day. Not only my uncle, but also
his wife - Aunt Ida - was very dear to me.
I admired her fragile exotic beauty as well
as her solid sense for the practical aspects of
life. T have a clear memory of one autumn
afternoon when Aunt Ida’ sent me upstairs
to my uncle’s studio with a small luncheon.
She wanted Uncle Viktor to have a little
break. She said he had embarked on a large
oil painting of Prague the week before,
after which there was no talking to him.

1 Viktor Stretti, Self-portrait, 1932, drypoint, private collection.

Uncle greeted me with the following: “I've
done as much work in a week as I might in
months. Everyone goes about it differently.
Some people start a picture from the
nostril. I always start with outlining the
overall composition. It’s more artistic, but
more difficult technically” - “Why?” T asked,
and wrote down his answer with the
resolution that I would continue to record
these occasional utterances in the future.
This unfortunately never happened. Both
my Uncle and me could never find any
spare time.

I got to know my Uncle the best when
I sat for a portrait done for the completion
of my doctoral thesis in 1952. Before he
started working, he closely observed me in
silence; finding myself at a loss for words
I was unable to strike up a conversation at
first. Only after some moments of silence
I remarked that I was sorry that he was
wasting his time on my account. My uncle
put aside his pencil and exclaimed, “But
how could you even think such a thing!” -
“Easily,” T whispered, reminding him of his
own youthful repartee - a line T knew from
my grandmother’s account of the witticisms
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2 Viktor Stretti, Portrait of T. G. Masaryk, 1930, etching, private collection.

of the brethren, their mutual teasing and
mockery. My Grandmother said that she
relished most those moments when some
relative or other would get engaged, and
Viktor would sigh in mock despair: “God
help me, this business is likely to end in
the obligatory wedding gift, and who but
me is going to have to do all the painting!”®
- “You tell Manka that this time I was the
one who had a good laugh! And tell her

I am grateful for such a fine portrayal of
my youth. The things you learn about me
from her!” My Uncle smiled and I rejoiced
that both of us could, if only for a moment,
forget the oppressive reality of those years.
So many of our friends were stripped of
the work they loved, driven from their
homes, or in prison. My uncle never spoke
of his concerns, but I knew they weighed
heavily on him. From a young age he had
made his living from portraiture. The
events of “Victorious February”, however,
left him bereft of his clientele and he had
little desire to make portraits for the new
Communist elite. Tt was only a matter of
time before the Office of the President
would approach him with a commission
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to paint a portrait of the head of state

- now that Svabinsky, Boettinger and
Nechleba were all long gone. Fortunately,
he managed to extricate himself from
painting a portrait of Klement Gottwald on
account of a protracted convalescence from
pneumonia. Some time later, however, he
did not dare to refuse the commission to
paint the portrait of Gottwald’s successor,
President Antonin Zapotocky. At the same
time, he was annoyed that some imposed
a political reading onto his realistic style of
painting.

For the first time in his life, Viktor was
then seriously ill and bedridden for long
periods of time. He was ordered to rest, and
not allowed to work or read. Never before
did he have so much time for undisturbed
periods of reminiscence. He said that
he most liked to revisit the memory of
his birthplace, Plasy, which had played
a unique role in his life.

Plasy was quite an unusual, even
extraordinary setting. The beauty of the
surrounding nature was matched by
treasures of art, as well as the unique
opportunity to socialize with the
family of the princes of Metternich. For
Viktor’s parents, the Strettis, “an artistic
couple with an acute sense of beauty, this
was important, and surely left a mark on the
artistic sensibility and talent of their children,”
who were thus exposed to the most
varied experiences, often in the course
of a single day’. Apart from attending to
Prince Richard Metternich along with his
family and employees, Viktor’s father, the
physician Karel Stretti® also tended the
inhabitants of Plasy and its surroundings
far and wide. Whenever possible, he
brought some of his offspring along on his
medical visits. He wanted to show them not
only the beauty of the countryside, but also
the dire poverty of many of its inhabitants.
He wanted his children to understand
without having to explain how privileged
their own life was in order to cultivate in
them a natural and effective compassion for
the less fortunate.

All the Stretti siblings formed a deep
attachment to their place of birth, and
all of them continued to return there
throughout their lives. Still, Viktor was
the most frequent visitor of all, due to the
freedom afforded him by his profession.
His exceptional bond to Plasy is attested
to by his recorded memories and
correspondence.

“How many times in my life have I gratefully
remembered the three years of grammar school
in Plasy - the lessons I learned there stood me in
good stead later in life. Perhaps I benefited more



3 Viktor Stretti, T. G. Masaryk’s Arrival at Prague, 1918, oil on canvas, private collection.

from them than from all the lessons that came
after. This may sound grotesque, paradoxical, but
I cannot help myself. My whole basic attitude, my
view of life, of nature, people and animals, the
foundation of all of these was formed already in
my childhood in Plasy...”°

Viktor Stretti’s demeanour was deceptive.

He could appear aloof and inaccessible,
more of a reserved diplomat than an
impetuous bohemian artist. Immaculately

dressed and groomed at all times, he was
an expert at hiding his profound interest in
his fellow humans along with his tender-
hearted, compassionate nature.

“He mastered the art of speaking with supreme
subtlety, yet there was nothing artful or affected
about him; he mastered his movements, always
sparing with gestures and never affected; the
unforgettable expression of his eyes behind his
spectacles, that look that was more pensive than
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4 Viktor Stretti, The Embankment, 1899, sketch, pen and ink drawing,
watercolour, The National Gallery in Prague.

world-weary, and always animated by intense
inner concentration. We admired his manly grace,
envied his natural style and manner - that easy

refinement free of haughtiness. We were astonished

and moved by the honest and straightforward
way in which he approached every solvable or
insolvable problem. How are we not to sorely
mourn the absence of such a friend?” These
were the parting words delivered at the

artist’s graveside by Karel Stika on behalf of

the Ménes and Hollar artists’ societies.
Already in his early years, Stretti
possessed an uncanny ability to capture
a compelling likeness of the sitter, which
pointed out his talent and the direction of
his further studies. Portraiture would soon
also provide a living for him, enabling him
to experiment with printing techniques.
Throughout his life, engraving remained
his passion, frequently serving as his
medium of choice when he wished to
convey his most beloved subject - Prague,
the city he would abandon for long spells
in his youth, in order to happily return
to it, always enriched by new impressions
and experiences from his journeys. Even
in those early years, he was one of the
first to realize the importance of impulses
from abroad. As he wrote, “For this reason,
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long before the First World War, I would travel
each year to attend the Paris season, and from
there I continued on to attend the season in
London. These used to be true feasts of artistic
as well as other sensations. The Russian Ballet
featuring Karsavina and Nijinsky, and headed
by Prince Diaghilev enchanted not only Paris
but London, as did the Russian Imperial Opera
with Chaliapin. Bakst, who designed most of the
sets for both the ballets and the operas, brought
iridescent colours to the sober urban setting,
striking a sort of barbaric Russian - Byzantine
note which held us in thrall. At Covent Garden
in those same years, our own unforgettable
singer Destinnovd drove the otherwise reserved
London audiences into a veritable frenzy of
enthusiasm. Her triumphs were spontaneous
and rapturous, she could not even dream of such
success back home in Prague. And the concerts
conducted by Nikisch and Toscanini at the Albert
Hall?” These are opening sentences of
Stretti’s reminiscences of his 1913 trip to
London, when he had the opportunity to
meet Joseph Pennell, the US engraver who
had settled in England and with whom he
shared an admiration of Whistler, among
other things.*

Still, Paris has always been Viktor
Stretti’s main orientation ever since he
had lived there in the years 1901-1902,
as illustrated among other things by
a charming observation made during his
peregrinations in Italy with his friends
Honzik and Boettinger in the spring of
1904.2 He wrote to his parents from Milan:
“We like this place exceedingly, it is like a bit
of Paris!”® His predilection for Milan was
augmented by the awareness that his Italian
ancestors had hailed from the Piedmont
region. Viktor naturally knew that his
father had travelled here in order to see
the birthplace of his Italian grandfather,
Amborgio Giuseppe Stretti.* However,
the time allotted to his the trip was spent
bedridden in Switzerland with a dislocated
arm. Viktor wished to compensate for
this failure, hopefully by tracking down
some Italian relatives, albeit distant.
Unfortunately, he did not succeed. “The
city registry, the police, and the municipal office
all do not list anybody by the name of Stretti or
Crachhi.”

At this point no-one in the family
remembered exactly where Forno - revered
by the extended Prague-based Strettis -
actually was. It was not until ten years
later that Viktor's brother, my grandfather
Bohus, located it when he visited Ttaly with
my grandmother in April 1914. Originally
they intended their visit to be a short one.
The reception, however, was so warm that
they ended up staying for two days. Their



visit left a deep impression on them, and
my grandmother, known as Manka since
her childhood, described it in her memoirs
O starijch éasech a dobrijch lidech (Of Old Times
and Good Folks - see note 7).

Viktor was grateful to his parents for
enabling him to study in Munich and
subsequently make a tour of Europe,
and he strove to make a living through
his portraiture. His great personal charm
made him popular, and his reputation
as an outstanding portraitist soon won
him commissions not only in the Czech
Lands but also abroad. He had already
had a glimpse of the aristocratic milieu
as a child in Plasy. Later he would gain
a deeper insight to this world, particularly
through his friendship with Countess
Carla Thun,? an excellent pianist and one
of the best and most advanced students
of Bedfich Smetana, who took an active
interest in his talent and introduced him to
aristocratic society, where my uncle would
subsequently find numerous clients. He
made a grand entrée to this scene with
his portrait of the Countess’s brother,
Count Zden&k Thun-Hohenstein, painted
in 1907." He would subsequently forge
close ties with the children of Count Thun,
his son Vojtéch and his daughter Josefina
Hildprandt (née Thun), and went on to be
a frequent guest at their chateau in Blatnj;
according to some accounts, there was
a picture or an etching by Viktor hanging in
every room of the house.”

It was also through the Thun family
that Viktor received an extraordinarily
prestigious commission, a portrait of Prince
Joachim of Prussia,’® which he worked on
at the prince’s country residence in Strobl
bei Ischl. I found it hard to reconcile the
idea of my uncle striking up a friendship
with a nobleman from the very heart of the
camp so hostile to our nation. My curiosity
was fortunately somewhat appeased by
Viktor’s letter to Ida from Ischl, dating to
July 1914.

“My darling pet,

I am here on my own now. Szalatnay® left for
Paris yesterday, and today Baron Thun left as
well. T can’t even tell you how fabulous everything
here is, and what fine treatment I am receiving.
Truly, this Szalatnay is a clever fellow - all my
worries were needless. For example, when I fancy
a shave, the prince (he is 38 years old, a robust,
strong man of the Germanic type, and related
to the Russian czar, the King of England, etc.)
orders a large automobile to be brought around.
They have two of them, both flying the flag of
the royal house of Prussia, and off he drives me
to Ischl (about the same distance as from Prague

to Cernosice) where he takes me to the barber.
He then waits outside of the shop until I am
finished, and then we drive back. They treat me
in this manner all the time. If I happen to say in
passing that T would enjoy hearing some music,
he instantly takes me up to his room and plays
the cello (he is not a bad composer). Or else

I recline in the fauteille and he plays whatever

1 please on a fabulous gramophone. The prince
finds the records, winds up the crank and puts
the needle down as if it were his duty to do so.
My accommodation is wonderful (now that
Szalatnay is gone I have two rooms) - a bed that
sleeps two at least (something I find less than
pleasing in the evenings since I am left in it on
my own) - and I fall asleep with a picture of

the Emperor of Germany on the wall opposite,
flanked by a variety of old pictures of princesses
and all manner of potentates. Yesterday we made
a fabulous automobile trip across the whole of
Land Salzburg, driving past several lakes, it was
a glorious day, and we did not return until late
in the evening. The food here is excellent, and the
drink!!! Especially the variety of Rhine wines, they
are fantastic!. The day before yesterday I made

a pastel sketch of the Baroness (the prince’s wife,
a similar business as with the Archduke,

a marriage of the heart).%° She is about 28, with
an exquisite slender figure, a gentle face, quite

a Parisienne. Most refined and amiable. The
sketch turned out unusually well and is universally
admired by all - it made my position here very
strong. You can imagine Szalatnay’s joy that it
turned out so well, and mine also. I am meant

to do several more such sketches (each time a full
figure), and the big official portrait is scheduled
for the autumn.

[...]

1 also made several sketches in pen and ink of
the prince himself. This afternoon I am going to
paint him while playing music, an intimate sketch
in oil. If T was the kind of person to exploit my
position, one could do many things here - but
I am not clever at such things. I am curious what
will come of this. I am invited to stay as long as
I wish, or as they said, ‘as long as I can stand
it’”, Viktor wrote to Ida. A pity I never
managed to question him on the subject.

This “nonconformist” career as
a composer and the “inappropriate” wife of
Prince Joachim, which caused his disfavour
with the Emperor Wilhelm II, is something
that makes me rather like the Prince and
regret that the planned pair of large-format
portraits of the mismatched couple never
materialized in the end.? The shock of the
Sarajevo Assassination, soon afterwards
followed by the tidings that Viktor must
immediately report to Lvov, put an abrupt
and resolute end to the Ischl idyll. On
23 July, Viktor thanked Ida for her cable and
reported that on the morning of the day
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after tomorrow he would be departing for
Prague. As early as 2 August, he left Prague
to enlist in the army. His brother Bohus
saw him off from the Liben train station

- and at the very last moment he luckily
remembered that a Dr. Michal Jedli¢ka, the
brother of Professor Rudolf Jedlicka, was
serving as a surgeon in Lvov, and penned

a letter of recommendation to the former,
which proved to be Viktor’s salvation from
war. By a propitious set of coincidences,
Viktor would be declared unfit for service
shortly afterwards.?

In the wartime years when his previous
- at times feverish - tempo of work had
to be abandoned, my uncle developed
a heightened interest in freemasonry. Viktor
Stretti belonged to the first generation
connected with the “Hiram at the Three
Stars” lodge, whose Czech members strove
to win more members of Czech nationality
in order to find a balance with the German
element.?

“Omne can easily understand the joy and
enthusiasm with which I adopted the idea of
creating our own Czech Lodge, an idea that
sprung up spontaneously among the Czech
brothers. The idea matured after the summer
holidays in the last year of the War. The execution
of the idea to establish the first regular and
perfect Czech Lodge was not easy, and did not
come about without bitterness. We must realize
that we launched on the undertaking before the
‘revolution’, when nobody could really tell how this
would all turn out. The decision alone to leave the
‘Hiram’ was far from easy for some. After several
meetings, however, the affair was settled,” Viktor
Stretti wrote, adding: “It was around this time
that we were joined, along with several other older
Freemasons of various orders, also by brother
Alfons Mucha and brother Adolf Wiesner, both
French Freemasons.”*

Acutely aware of the undeserved privilege
of escaping the immediate atrocities of the
war, Viktor seems to have dedicated his
thoughts to those who did not share this
extraordinarily fortune. And they were
many. Foremost among the multitudes was
the Masaryk family, all of whom were in
a very difficult position. Viktor had known
them since childhood. He was eight years
old when his family moved from Plasy to
Prague, when his father was appointed to
the post of municipal physician for the
district of Kralovské Vinohrady. “One of
the first families we met in Prague - apart from
our own relatives — was the family of Professor
Masaryk. My father attended their house in his
capacity of physician. There is one moment that
remains vivid in my memory - and it must have
been exactly the 14th of September 1886 -when
my father came home for lunch and said: ‘Do you
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know what is new? The Masaryks have had such
a strong, black-haired baby boy!” This was the
future Czechoslovak Minister of Foreign Affairs,
Jan Masaryk.

At that time the Masaryks lived in Villa
Osvéta (Enlightenment) in Celakovsky Street in
Vinohrady. The villa was surrounded by a large
garden, just across the street from the grammar
school where I was enrolled in the fourth form.
One of my classmates was Vladimir Viéek. Tt
s0 happened that two of my brothers had gone
to school with his brothers. Soon we were all as
thick as thieves, and frequent visitors at each
other’s homes. Their father, a renowned writer
and editor of what was then Revue Osvéta, was
the owner of the villa where the Masaryks lived.
[...]1 The Masaryks lived on the ground floor, the
Viéek family lived upstairs. We would visit them
on Sunday afternoons. If the weather permitted,
we would spend most of our visits in the garden,
where we met Aliska and Herbert, who were
a little younger than 1. We also met their mother.
She was the very picture of noble refinement,
an elegant lady, despite wearing simple clothes.
She immediately won our hearts; not only by
her appearance, but above all by her kindness to
us. Her eyes had a melancholy look, and seemed
forever in the shadow of the upper eyelid, but there
was a smile in her voice, rendered all the more
fascinating by her slight foreign accent! We used
to tell the Masaryk children with sincere boyish
appraisal, “You have such a beautiful and kind
mammal’

As for the Professor, I glimpsed him at
a distance a couple of times. His erect, slender
frame immediately caught my fancy, as well as
his peculiar dignified walk. Apart from this,
however, even as boys, we were in awe of him. For
even back then we knew that the Professor held
a special place in the cultural life of our country.

Soon after this T was to meet the Masaryks’
father personally. It was a cold and drizzling
autumnal Sunday. We were playing rounders in
Villa Osvéta’s garden in order to warm ourselves.
Soon enough, the rain started pouring down and
we decided to continue the game with both ball and
bat in the house, in a long ground-floor corridor
with several doors in a row, opening on to the
Masaryk family apartment. We found this new
setting most convenient for our game. Those who
have played rounders know how lively it can get.
In the heat of the game, a hard, well-struck ball hit
one of the doors with a loud bang. The door flies
open - and framed in it loomed the tall, forbidding
figure of the Professor. He stormed like the god of
thunder: “What’s all this noise about, boys!’ - We
fell silent instantly, and shamefaced stalked off
to the garden door. I had to walk right past him,
still carrying the bat behind my back. He gave me
an inquiring look and said, ‘And who are you?’ -
Before I managed to overcome my embarrassment
and muster an answer, Herbert called out



‘He’s Viktor, the doctor’s boy, pal’ - ‘Doctor
Stretti?’ the Professor asked. ‘Yes, Professor, sir.’
He looked me up and down once more and then
says: ‘Alright then - go play in the garden, I need
to get back to work!” I remember telling Herbert:
“Your dad is so strict!’

[...]

Years went past. I attended secondary school
in Jeénd Street, and afterwards, with my
father’s consent, decided to pursue painting at
the School of Applied Arts (Umprum) and the
Academy of Fine Arts in Prague. In those years,
I frequently met the Masaryk family, visiting
them in their various successive apartments in
Prague.

Life went on. I did my year of compulsory
military service and spent three years abroad.

In those years I saw less of the Masaryks,
meeting them only occasionally, mostly by chance.
Naturally T was closest to Herbert, and with Jan,
after his return from America.

[...]

At last, we lived to see the great day - the
28th of October, 1918.

Then there came the day of Masaryk’s
triumphant arrival in Prague, on 21 December,
1918. In Wenceslas Square, the houses were
lavishly adorned in flags and flowers, and
the square itself was crowded with throngs of
people, societies bearing their standards, groups
of young lads and maidens clad in national
costume. Czech flags were flown as well as those
of the allied countries. A marvellous sight to
behold. Unfortunately, the sky was overcast, and
intermittently it even rained. With trepidation,

I watched the patiently waiting multitudes from
the overcrowded balcony of a corner building. At
last! A salvo of gunfire was heard from the nearby
railway station, announcing that the long-awaited
moment had come: the train with T. G. M. and
his entourage had arrived at the station! As if on
cue from some divine stage director, the clouds
dispersed, the sky opened and rays of sun bathed
the whole square in a golden glow, all the bright
colours brought to life, awakening the boundless
joy and enthusiasm of those gathered. Anyone who
saw and experienced that day would never forget
it.

I did an oil painting where I tried to capture
the historical moment when the president’s vehicle,
flanked by a cordon of Legionaries and Sokols,
slowly drives along the narrow path through
the cheering crowds down the square from the
National Museum.

Later I presented the picture to the President.
To my immense joy I was invited for an audience.
Up at the Prague Castle, it was Jan who ushered
me to his father. At last, after years filled with
tumultuous events I was face to face with the
mesmerizing figure of our Liberator and I could
shake his hand in gratitude.

[...]

5 Viktor Stretti, undated, photograph, Archives of the National Gallery
in Prague.

Shortly after the war I was honoured by
a commission to paint two portraits: President
T. G. M. and the governor of Sub-Carpathian
Ruthenia, Dr. Gregory Zhatkovich.> The portraits
were to be the gift from the Ruthenian-American
community to decorate the hall of the government
building in Uzhorod.

Tt was a most solemn assignment. To create
a portrait of the President who had liberated us,
the architect and head of our state - the most
handsome president in the world, as my mother
used to say, herself anxiously preoccupied with the
task before me!

At that time, Max Svabinsky was making
a sketch of the President - a preparatory drawing
for his famous and outstanding woodcut. On
several occasions we discussed this difficult artistic
problem. Svabinsky was the first Czech artist that
the President sat for. I had the honour to be the
second one.

Both portraits I made had their own set of
special requirements: both were to be standing,
life-size, ending just below the knee, and clad in
tailcoats; they were to be pendant paintings. The
President was to hold a scroll of paper in his hand
- an allusion to the Pittsburgh Agreement.
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6 Ida Hammermannovd, 1921, photograph by Frantidek Drtikol, Archives of the
National Gallery in Prague.

I had already finished the portrait of Zhatkovich
- but there was still no word from the President,
even though Jan had already reminded him several
times. I naturally understood his situation - at
that time, the President had enough different
things to worry about, and I was mortified to have
to bother him. But I was myself in an awkward
situation. Both paintings had a deadline - the
great national holiday in Uzhorod, the authorities
of which had already sent me several notices of
reminder.

At that point, the Municipal House in Prague
was hosting a ball - I cannot recall any longer
who had organized it. In any case, the President
was scheduled to be present in person. This was
for me a most welcome opportunity to meet him
and make him aware of my predicament. Still,
it was far from an easy undertaking. There was
a huge throng of people ‘queuning up’ to have
his ear, as somebody put it. T was just about to
give up, reluctant to be part of this unseemly
scramble for the President’s attentions. At this
juncture T was fortunately spotted by Strimpl, an
old friend of mine, who was in charge of access
to the President in his capacity as chief protocol
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officer. He gestured to me, took me by the arm and
pushed me in front of the President. The President
received me with a smile, and as soon as I opened
my mouth to voice my petition, he interrupted

me: “Why, I know what your business is. T just
haven’t got around to it yet!’ I apologized to

him and briefly explained my awkward situation

- that Dr. Zhatkovich, to whom he had made

the promise, was beginning to see the delay as

a sign of animosity towards himself (which was
true).

The wrinkles around the President’s eyes rippled
mischievously. He paused to think for a second.
“Well, since I promised, I shall come. As soon as
possible!’ “Would you be kind enough to notify
me in advance, so I can get ready?” - ‘Naturally,
you shall be notified in time!’ He amicably shook
my hand and I departed with profuse thanks.

A great weight had been lifted off my mind. My
assignment was taken care of! Although I did feel
a slight remorse that perhaps I should not have
been so adamant in reminding him of his promise.
But otherwise the meeting left me with my soul
singing.

It was already nearly morning when I was
leaving the ball at the Municipal House with some
friends to walk home. One of them remarked, ‘By
the time I get home (he lived all the way across
the river in Dejvice), it will already be time to
change and go to the office!” The other said, ‘No
time to go to sleep for me either, my Russian class
starts at seven!’ I sincerely wondered about this
obligation. He was a professor at the Technical
University in Brno, Jan L., on a six-month stay
in Prague at that time.

‘Not for me’, I said, ‘there I have an advantage
over you. I happen to have no obligations this
morning. When I get home, I will take time to
change into my pyjamas, get cosy in my bed and
read a few pages, like every day before bedtime
(I was reading Chekhov at the time) and then
I shall sleep until eleven, come hell or high water!
T will get up as fit as a fiddle, then have some
lunch - and by two o’clock sharp I'll be standing
in front of my easell’ - ‘Aye, the artist’s freedom
is a fine thing,’ the former of my companions
quoted old Mosna from the Bartered Bride with
appreciation. Back in those days, I was still free
in other ways, too.

I lived in a small apartment adjacent to my
studio on the fourth floor of a house along
what was then called the Rieger Embankment.

I walked up the stairs - the lift had been out of
order for close to six months at that point. As
always, 1 first dropped into my studio to survey
yesterday’s work, and make a few corrections here
and there in the artificial lighting. Satisfied, I then
undressed and went to bed to get my much-longed
for rest, blissful in the knowledge of the guarantee
of several hours of sleep ahead of me. I didn’t even
read for long this time. I put out the light and
recollected the events of the evening and night that



had just passed, thinking about the President and
how I was about to embark on his portrait.

I had just started to doze off - when there the
doorbell rang. Who the devil. Well, it’s got to be
a mistake. Moments later, the doorbell started
ringing again, and then again. Peeved, I lit the
lamp, though the bluish glow coming through the
curtains already heralded daytime - it was seven
thirty. Well, it can’t be anything urgent - perhaps
the postman bringing a telegram; he can just as
well leave it in my mailbox. It won’t be the maid,
she’s not coming until nine - and I left a message
for her in the foyer not to wake me up until
eleven. I put the light out again and went back to
sleep. The ringing had stopped. At last. I started
to doze off again.

Suddenly - I must be dreaming this nonsense!
The doorbell ran amok again - more urgently
this time, at rhythmic intervals. Now I could
hear agitated voices from the corridor, and
presently, fists knocking on the door. Jesus, this
must be serious - maybe the building is on fire!
Leaping out of bed I hastily put on my slippers
and dressing gown and rushed to open the front
door. It opened to the concierge, beside herself
with agitation, and a gentleman in a dark suit.
—‘Mother of god, Mr. Stretti, this gentleman
is from the Castle, he is to notify you that the
President will be paying you a visit at ten o’clock!
And there is no answer, there’s just no waking
you up!” Won’t wake up! I had not even gone to
sleep yet! When is the President coming, today?’
- ‘Well, yes, today.” - What a fine mess. -

I thanked the gentleman in the dark suit for his
tidings, my mind racing through the things that
would need to be taken care of. First of all, some
ice-cold water to put me back in shape. Dress
quickly. Make some arrangements to the parlour.
DPut the fire on in the studio right now, and give
the place a quick tidying-up. And just as luck
would have it, there was no sign of the maid on
this very morning. I rushed down the stairs to the
lobby. Evidently, the concierge had already spread
the news among all the tenants. The whole house
was buzzing with excitement. Downstairs, I was
cornered by the agitated landlord, summoned in
the meanwhile by the concierge; he did not himself
live in the house. The weather outside was cold
and drizzly, the Embankment mired in mud. Two
maintenance men were busy fixing the lift’s motor,
sweat rolling down their faces. Behold, the missing
part to fix the lift had miraculously materialized!
Bursting with pride that his house was about to
receive a presidential visit, the landlord barked
orders in every direction. The corridor must
gleam like glass! From the door to the lift, an
exquisite genuine Persian rug was rolled out. The
concierge had borrowed it from the ‘posh’ tenants
on the second floor. Nobody was allowed to enter
the house, including servants returning from

the market. Not until past ten! I hurried back
upstairs, taking the stairs two at a time. Finally

the maid arrived, helping where she could, mostly
around the fire. God forbid our President should
catch a cold in our house! I shared her fears on
this account.

At five to ten:

1) I am standing in the corridor outside the
entrance door, satisfied that all is in order.

2) The concierge, now dressed in a clean uniform,
is anxiously craning her neck to spot a certain
inconspicuous gentleman with a bowler hat and
umbrella, who has promised to give her a sign
as the Presidential car approaches.

3) At the far end of the Persian rug, the two
mechanics stand to attention at the door of the
lift, attired in brand-new blue work overalls.

4) The landlord peers discreetly from a bend in
the corridor, eager to see the President from
close up ‘once in my life.’

5) The lift is decked out with garlands of greenery.

At last, a car pulled up outside the open
doorway. The President got out briskly. I greeted
him at the door. ‘I promised to come soon, so
here I am!’ I thanked him, remarking modestly
that perhaps there wasn’t all that much rush’,

a remark which he noted with understanding
and his characteristic wry smile. Escorted by the
mechanic, we took the lift upstairs. The President
was evidently in a good mood, dispelling my
anxiety.

One of the characteristic traits of his nature was
his great sense of humour. He liked a laugh and
I would say he wasn’t past playing a trick on
someone every now and then. I am afraid he might
have been somewhat put out by my rash reminder
of his promise, which might have unfortunately
been misconstrued as uncalled for. He got back at
me in this extraordinarily witty fashion, and I am
certain he was sincerely delighted how well his
trick played out.

Upstairs, 1 seated the President’s personal
assistant, Mr. Hiiza, in a little parlour adjacent
to my studio. He was a former Russian legionary
who had accompanied the President during his
travels throughout in Russia.

I showed the President a sketch I had prepared
to demonstrate the pose I envisioned for the
portrait. ‘But the sketch shows me in a tailcoat,
and I am wearing a short coat! Nobody told me
I was supposed to wear a tailcoat!” - he said.

I reassured him that it didn’t matter today, asking
him to wear the tailcoat the next time. ‘Well,

I have two tailcoats, one from England and the
other from America. That one has a piping like
this.’ he indicated the shape of the hem of the
collar with his hand. I opted for the one with the
piping. He immediately reported my decision to
Myr. Hiiza.

We chatted as I worked, as T wanted to keep his
expression animated. He asked about my family.
He mentioned my father and spoke of him with
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great warmth, conveying him so amicably and so
well T was moved deep in my heart.

I also remembered my visits to Villa Osvéta
when they lived there, recounting to him my
impressions from my first meeting with him in
the corridor outside of his office, when I played
rounders with the boys. He laughed and grew
pensive. ‘No, I can’t remember that any more
- but it’s quite possible.” And then moments
later: ‘I suppose it would have happened as you
describe.’

I took about two brief breaks in my work to nip
next door, where Mr. Hiiza was sitting to take
a few hasty ‘puffs’ on a cigarette. He could surely
smell the smoke on my breath when I returned.

‘Interesting, the different habits that artists have
while working. You are used to smoking, I believe?’
I confessed that I indeed preferred to work while
smoking, that the work seemed to go better. But
T hastened to add I didn’t feel like smoking in his
company as I knew that he was a non-smoker.
“Yes, I am a non-smoker. But why should you
not smoke if you are used to it? I don’t mind. Go
ahead, have a cigarette.” - 1 joyfully obeyed, and
instantly felt much calmer and the work went more
smoothly.

The President made several more visits to my
studio - on these occasions, though, I was better
prepared. At one point during my work I came
quite close to him to observe in close-up certain
details of his face, and he remarked: ‘You look at
me as if you wanted to see right through me.’ -

‘I do apologize, it is part and parcel of my métier
and my being short-sighted, etc.’” to which he
replied slowly: ‘Not to worry, give me a good look
- I am giving you one as well’

I couldn’t keep a straight face. I burst out
laughing and said: ‘Alas, that’s not so good
for me!’ The President burst out laughing too,
wrinkles fanning out around his eyes, with his
broad smile, showing his teeth - we both just
laughed for some moments, making a pause in our
work.

The President spoke little. He often grew
pensive and his face showed the fine expression of
a profound thinker. He would, however, sometimes
pose me questions that were not so easy to answer.
This could be difficult since it made it harder for
me to concentrate on my work.

[...]

As a consequence of the hardships she had
endured in recent years, particularly during the
war, Charlotte Masaryk fell ill. Even so, there
were periods when she recovered enough to be able
to stay for weeks on end in the sublime peace of
the presidential residence in Ldny. Tt was at one of
those times that Jan invited us to visit Ldny with
him. He had mentioned to his mother that I was
recently married® and she wished to meet my wife
personally. Our excuses prompted by the fear that
we would disturb her convalescence were all in
vain. The day was fixed and off we went.
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Jan brought us to his mother’s room and
without further ceremony introduced my wife to
her. The indescribably sweet welcome she gave us
instantly dispelled all unease as if by magic. How
natural, kind and nice she was in addressing my
wife. We spent a long time in relaxed conversation,
reminiscing about the old days.

I had the good fortune once more in my life
to have T. G. M. sit for me for a portrait, once
again was able to spend hours face to face with
this great philosopher, to speak with him, and - no
less - to be silent with him.

This was in 1927 when I received a friendly
note from then Prime Minister, Dr. Svehla,
inviting me to paint a large portrait of the
President to adorn his office. I was surprised and
all the more pleased as T didn’t know Dr. Svehla
personally at all.

A letter from the President’s office invited me
to Ldny - to stay for a week. These several days
loom large and radiant in my memory. Each
day the President dedicated 1-2 hours to me. At
times I felt uncomfortable about taking time away
from his work - but sometimes 1 felt that in his
thoughts he was preoccupied with this even as he
sat for me.

Sometimes I would suggest taking a break in

order for him to rest, and he would say ‘Let’s take
a break if you are tired - I could go on sitting
for you!” - Fortunately the pose chosen for this
portrait was not actually physically arduous.
The President was seated in a broad leather club
chair with a high back, his head resting lightly
against his hand, with three fingers outstretched.
I regarded this posture as characteristic of him,
and he agreed. Ruminating on the problem of
the other hand, of giving it some subdued action,
I suggested his holding a book.

‘A book?’ he asked, raising his eyebrows.

‘Not a book.’ In the end I solved the problem
by suggesting that he hold a pince-nez. This the
President agreed to.

Our conversation during our sessions in
those days was mostly serious. The expression
of T. G. M.’s face and eyes, too, was pensive -
something that was very much in keeping with my
concept of this portrait. It was only about three
times that his teeth gleamed in that characteristic
broad smile on some random occasion.

[...]

Life went on. I saw the President several more
times, on various occasions. Sometimes he would
shake my hand, and we would exchange a few
words, during various receptions at the Castle as
well as other places.

The last time I saw him was in Ldny where
a small company was invited for an intimate
musical session. The President was already ill
then; seated in a chaise-longue, his arm was in
a bandage - but despite his condition he was
absorbed in the music. Professor Stépdn performed
on the piano.



7 Viktor Stretti,
Kaftan from Bukhara,
1925, oil, private
collection.

After that, all that was left was to follow the
course of his illness with mounting anxiety to the
tragic end. [...]”

September 21, 1947 Viktor Stretti

This paper was reviewed.

Notes

1 Bohuslav Stretti (1873-1940), municipal
physician of the Vinohrady district, Prague.
Brother of the painters Viktor Stretti and
Jaromir Stretti-Zamponi. His wife Marie
Stretti (née Musilova, 1876-1953) was the
great-granddaughter of Josef Jungmann.

2 Viktor Stretti (1878-1957), painter and
engraver. Studied at the Academy of Arts,
Architecture and Design, the Academy of Fine

Arts in Prague, and the Academy of Fine Arts in
Munich. Cofounder of the SCUG Hollar society.
3 Richard Stretti (1875-1968), lawyer and
official at the Ministry of Finance in Vienna,
later vice-president of the Provincial Financial
Administration (Zemské finanéni feditelstvi) in
Prague.

4 Jaromir Stretti-Zamponi (1882-1959), self-
taught painter and engraver, co-founder of the
Hollar society, and Ministry of Foreign Affairs
expert.

5 Ida Strettiova (née Hammermannova,
1891-1973), wife of Viktor Stretti.

6 Marie Strettiova, Vikiorovi k Sedesdtym
narozenindm v dubnu 1948. For Viktor on the
occasion of his sixtieth birthday, see April 1948/
Manuscript, 13 typewritten pages.
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7 Marie Strettiova, O starych ¢asech a dobrijch
lidech (On Old Times and Good Folks), fourth
edition, Topi¢ Edition, Prague 1940, p. 143.

8 Karel Stretti (1844-1905), physician by
appointment to Prince Metternich in Plasy, as of
1886 municipal physician in the Prague district
of Vinohrady. His wife, Marie Jahnova (1848-
1929) was the great-granddaughter of the painter
Jan Jakub Quirinus Jahn.

9 Viktor Stretti, Vapominky (Reminiscences),
manuscript, Stretti family estate.

10 Karel Stika’s speech at Viktor

Stretti’s funeral, 3 March, 1957.

11 Viktor Stretti, Josef Pennell, Praha, Hollar X,
printed by Pramyslova tiskdrna 1932.

12 He was closest to his colleagues Jaroslav
Honzik and Hugo Boettinger during his long
sojourn in Paris.

13 Viktor’s letter of 6 June, 1904. Letters of
Viktor Stretti - Archive of the National Gallery in
Prague.

14 Amborgio Giuseppe Stretti (1779-1843).
Moved to Prague from Forno at the age of

ten. He apprenticed as a goldsmith with his
uncle and became a Prague citizen in 1803. He
returned to his birthplace to find a wife - the
eighteen year old Anna Zamponi, née Cracchi,
a widow after a brief marriage.

15 Countess Carla Thun (1850-1940) was

the second youngest of the six children of
Count Franti§ek Thun-Hohenstein and his wife
Magdalena, née Konig. For more details on
Carla Thun's friendship with the Stretti family,
see Marie Strettiova. Hrabénka Carla Thunovd,
psdno v zimé 1941-1942 (Countess Carla Thun,
written in the winter 1941-1942), manuscript,

28 typewritten pages.

16 Count Zdenko Thun-Hohenstein, director
general of Hypoteéni banka; etching of 1907 -
Viktor Stretti. Popisny sexnam grafického dila, Viktor
Stretti, catalogue of prints compiled by Jaroslav
G. Karisek, Praha 1956, p. 57.

17 For the account of Bohu3 Stretti and his
wife’s visit to Blatna Chateau in January 1914
see Marie Strettiova, Jak jsme proZily proni svétovou
vdlku, psdno v letech 1944 a 1946 (How We Spent
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the First World War, written in the years 1944
and 1946), manuscript, 80 typewritten pages,
pp- 47-48.

18 Prince Joachim of Prussia (1876-1964),
second son of Prince Albert of Prussia and Marie
von Saxe-Altenburg.

19 Benjamin Szalatnay von Nagy (Szalatna
aus Prag) (1886-1920) purchased the chateau in
Kostelec-Tupadly from Countess Carla Thun on
1 January 1901. Viktor was friends with both of
them as well as with Szalatnay’s children Rafael,
Benjamin and Anna.

20 Allusion to the morganatic marriage of
Franti$ek Thun jr. (1809-1870) and Magdalena
Konig, of bourgeois origin - the parents of
Countess Carla Thun.

21 Prince Joachim preferred painting and
above all music to a military career. As early

as 1898, he presented his military waltzes at

a family gathering in the new palace in Potsdam.
His greatest success, however, came with his
concertos in America in the 1920s.

22 On 11 August 1914, Viktor reports his
imminent return. Thus Bohu§ was the only one
of the immediate Stretti family circle to serve in
the army for the entire duration of the war.

23 Jana Cechurova, Cesti svobodni zedndri

ve XX. Stoleti (Czech Freemasons in the

20th Century), Praha 2002, p. 71.

24 “I lived to see the extraordinary happiness that

I was able to be one of the co-founders of the first
Czech lodge, as well as both supreme Czechoslovak
orders: the Great National Lodge of Czechoslovakia
and the Supreme Council for Czechoslovakia. Building
the organizational structure of these formations was

a labour ridden with difficulty - but also laden with
responsibility towards both our present time and our
future. But this goes beyond the scope of my modest
personal memories,” Viktor Stretti noted on 17 May
1914, on the occasion of his initiation.

25 Gregory Zhatkovich (1886 Holubynoje,
present-day Ukraine - 1967 Pittsburgh, USA),
US lawyer, minority politician.

26 On June 20, 1921, Viktor Stretti married
Miss Ida Hammermann.

Translated by Barbora Stefanovd



REVIEWS

Images of Beauty and Salvation.
Gothic Art in South-Western

Bohemia

Arbor Vitae in Revnice and the West Bohemian Gallery in Plzen,

2013, eds. Petr Jindra - Michaela Ottova

JAN DIENSTBIER

The exhibition entitled “Images of Beauty
and Salvation. Gothic Art in South-Western
Bohemia”, recently held at the West
Bohemian Gallery in Plzen and reprised
in reduced form at the National Gallery

in Prague, deserves closer scrutiny, if only
for its ambitions. For the first time since
the 1990s and the large synthetic-type
exhibitions - e.g. “Gothic Art in Western
Bohemia (1230-1530)” and the Moravian
exhibition “From Gothic to Renaissance
Art” - an attempt at a comprehensive
survey was made to map out all forms

of Bohemia’s medieval art of the Gothic
period, over a relatively large territory.*
The exhibition’s accompanying catalogue
is the culmination of the research work
conducted over many years prior to the
exhibition. At the very beginning of this
review, it should be noted that the book
has turned out well and that its content
significantly enhances the concept of an
educational exhibition intended not only
to offer a passing aesthetic experience,
but also to recapitulate and, if possible, to
further advance the research on the works
of art discussed therein.

The volume is outstanding for its graphic
design alone; Jan Dienstbier? and Helena
Dienstbierova Simicova, the authors of the
graphic concept, based the book’s visual
appearance on digital graphic collages of
medieval artefacts, a modern font style
loosely reminiscent of medieval minuscule
script, and original typesetting divided
into three columns of varying lengths. The
unorthodox approach is by no means to
the detriment of the reader’s comfort, quite

1 Book cover.
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to the contrary. Nor can the quality of the
photographic images be reproached in any
way; they rank with the best achievements
found in contemporary book art. All the
featured works with a catalogue number
are depicted in sufficient size. The graphic
design thus indisputably contributes to the
positive outcome of the book. This fact
deserves particular note in the context of
the latest large Czech exhibition projects
that could certainly boast neither an
extraordinary nor refined graphic form.3
Let us turn our attention to the actual
content of the book that is the work of
a sizeable team of authors, with Michaela
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Ottova and Petr Jindra as its editors. The
text consists of catalogue entries and essays
that synthesize the individual art categories
or expound issues related to specific groups
of artworks.

The catalogue opens with history-related
articles by Jan Lhotdk and Michal Tejéek
that introduce south-western Bohemia
as a distinctive region in its own right.
Although in the Middle Ages it did not
form an independent and administratively
defined unit, geographically it can be
characterized as a compact entity. Major
geographic factors included communities
located in higher areas at the confluence

2 Master of the Zebrak Lamentation, Lamentation of Christ from Zebrdk, ca. 1510, The City of Prague Museum.



and upper reaches of the rivers Uhlava
and Otava, the vicinity of Sumava, and

the rich deposits of precious metals that
the local population strove to extract

since prehistoric times. The decisive social
aspects for the region’s artistic production
were the absence of large monasteries and
the economic prosperity of royal towns,
namely Klatovy. The towns could hardly
compete with the local aristocracy that
asserted itself by constructing castles and
founding liege townships. Like elsewhere,
the Hussite movement marked a major
turning point. After the Hussite Wars,
wealthier Catholic noble families assumed
a crucial role in society. Most important
among them were the lords of Ryzmberk
(Riesenberg), who were firmly established
at their castles Svihov and Rabi. The
growing prosperity of their vassal town of
HoraZdovice also owed much to them. The
town became a local cultural centre wholly
on a par with the formerly more important
royal towns. Tejéek and Lhotdk devote

a separate chapter to the most prominent
aristocratic patrons. The authors manage to
give a vivid account of the individual lords
Svihovsky of Ryzmberk, of whom namely
Pata Svihovsky played a determining role
in the region’s cultural evolution. Close
attention is also paid to relatives of the
Ryzmberks, Zden&k Lev of Rozmitil and
the Cernin family of Chudenice. However,
the less distinguished local families of
knightly rank were left unnoticed (among
them the Koc family of Dobr§, members of
the landed gentry of Cachrov and the JeZov
clan of Luby) even though these families
often played a key part in the life of the
region and, as the catalogue goes on to
show, can be associated with concrete art
commissions.

Castles, Towns, Churches

After the introductory historical treatises
comes the somewhat less convincing
synthesis by Vladimir Horpeniak that
discusses the region’s medieval towns

and cities. It is a pity that the outcome of
the research conducted by a regionally
anchored historian is, in this case, a general
type of text that tends to lean on Karel
Kuta's works intended for the wide public,
rather than on archival sources and local
literature.* Horpeniak’s text is followed by
the opening catalogue entries devoted to
the region’s most prominent towns. The
question arises as to the purpose of this
arrangement: most entries, authored by
Michal Tejéek, are conceived as simple
(though highly useful) profiles on the
history of the various towns and are in no

way related to urbanism, an aspect that
perhaps should be at the centre of attention
in cases where towns are included in art
catalogues.® An exception to this approach
is Horpeniak’s description of the town

of Kagperské Hory, in which the author
employs the erudition that he was unable
to put to full advantage in his introductory
synthesis. The urban development of

this noteworthy mining town in Sumava,
together with a historical overview, is well
discussed.

In the sphere of architecture, religious
buildings and castles are treated in
a separate section. However, town houses
are not discussed at all, although, for
instance, Su3ice has some fine pieces
and other examples can also be found in
the cores of buildings in other historic
towns. The synthetic treatise devoted to
religious architecture was written by Jif{
Kuthan, an accomplished authority on
the subject, whose contribution, though,
is of rather mediocre quality compared to
the high standard of the catalogue’s other
texts. The less the readers learn about
the history, development and general
structure of the individual buildings,
the more they are burdened with the
repetition of historical facts about specific
patrons who commissioned the edifices,

a theme they could already read about

in the more succinct, introductory
history treatises by Michal Tejéek and Jan
Lhotak. While in places the text shows
the author’s indisputable, profound and
detailed knowledge of churches in south-
-western Bohemia that offers invaluable and
innovative insights into their appearance
(for example, reference to the connection
of numerous local village churches with
the monastic architecture in Pomuk), the
result is disputable. The essay as a whole
unfortunately suffers misconceived shifts
in time and space, as well as an excess of
dryly enumerated, general circumstances
concerning the origin of the individual
buildings. Numerous questions arising
to readers of such a synthesis remain
unanswered: Where and how did patrons
of architecture seek inspiration in south-
-western Bohemia? Did the centre of

the kingdom play a more important

role as a source of inspiration than the
neighbouring Bavaria and Franconia?

The entries on the most prominent
surviving, mainly urban, religious
architecture® were written by the students
of Jifi Kuthan: Frantisek Zaruba, Veronika
Bartové and Miroslav Smied. Generally
speaking, their essays offer few new facts,
except for several dispersed historical
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3a Master of the Zebrak Lamentation (?), Madona of Malsin, ca. 1510-1520, The National Gallery in Prague.
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references. This is evinced by the authors’
use of century-old ground plans in the
catalogue, reprinted from Soupis pamdtek
(The Inventory of Historical Monuments)
and N&émec's Déjiny Horazdovic (The History
of Horazdovice) from 1936.”7 For such
an authoritative project, the discussed
buildings would have deserved a new
survey or at least a major revision, and not
merely reprints of the old layouts. Another
oversight is the fact that the buildings are
not discussed in terms of their immediate
surroundings. This is particularly evident
in the cases of the Church of St Nicholas
in Kagperské Hory, where the adjacent
Chapel of St Anne (originally perhaps
a medieval ossuary?) was completely
omitted. Similarly, in the description of
the Church of All Saints at Poleri, the
ruins of the interesting adjacent Chapel of
St Margaret, dating from the second half of
the 14th century, are not mentioned at all.
Besides repeating the conclusions arrived
at in older literature, several unnecessary
errors and omissions were made in the
contributions of Veronika Bartova: in
the church at Nezamyslice, the system
of jumping vaults in the chevet is not
supported by a (non-existent!) central pillar,
but converges to a keystone. Moreover, the
church’s sanctuary is not located on the
untypical south side, but at the customary
north end. In the entry on Sug3ice, readers
should have learned that the church no
longer adheres to the fortification wall.
The wall was torn down since the times of
the Inventory. Smied’s entry on the hospital
church at Svihov surprisingly lacks any
mention of the seminal article authored
by the conservationist Linda Cihakova, the
owner of the building. Cihdkové'’s article
gives an in-depth overview of the
church’s architectural development and
also presents the newly-surveyed layout
correcting the inaccuracies that occur in the
Inventory (and repeated by Smied).®

The fact that the treatment of religious
architecture could have had somewhat
higher ambitions is commendably
documented in the following treatises
devoted to the architecture of aristocratic
residences. Both the synthesis and the
catalogue entries were authored by Jan
Anderle. His introductory study is not
overcrowded with historical facts but
rather focuses on a succinct survey of
the literature written on the subject
to date, continued right after with the
individual categories of buildings and
the role these played in the history of
south-western Bohemia. Sufficient space
is given to various technical advances of

3b Master of the Zebrak Lamentation (?), Madona of Malsin, back
side, ca. 1510-1520, The National Gallery in Prague.

castle living and housing (for instance,
hot-air heating, window construction,
fortification elements). These advances
not only influenced the buildings’ overall
architectural appearance but their traces
are still discernible today. Attention is also
given to tower houses that do not appear
as separate catalogue entries, perhaps to
the detriment of the subject matter. Despite
the necessarily limited extent of the book,
at least some of them could have been
included in the catalogue.’

Jan Anderle’s entries on the region’s most
prominent castles are also treated with
a high level of competence. The reader
can therefore fully appreciate a breadth
of their period analogies and complex
development. It is worth noting that the
author works with revisions published in
the most recent literature on the subject
and even openly admits that some of
the latest findings refute his own former
hypotheses (such as his one-time opinion
regarding the early origins of the castle
Rabi). Although the author’s attention is
not directly focused on the castle as an art
phenomenon, his detailed descriptions of
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the culture of living give a plastic picture of
the transformations that life in aristocratic
residences gradually underwent between
the 13th and 16th centuries, and which
were often closely connected with artistic
sensibility of the period.

Ales Mudra’s summary essay dealing
with the furnishings of local churches may
be regarded as a fine and highly useful
accompaniment to the catalogue’s texts
on religious architecture. Apart from the
movables in the narrower sense, the article
also concentrates on sanctuaries, sedilia,
lavabos and a variety of the oft-omitted
niches. They all serve as documentary
evidence of the past liturgical practices.
The author’s preoccupation with this theme
deserves to be hailed. Tt is only regrettable
that it could not have been given more
space in the catalogue and that the
compilation of valuable information was
not integrated into the individual entries on
architecture.

A similar approach was also adopted
in the collective treatise by Ale§ Mudra
and Petr Jindra that centres on the
complex issues related to the iconography
and placement of figural consoles. The
intriguing questions clearly exceed the
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4 Master of the Zebrak Lamentation - workshop (?), Two angels, ca. 1510-1520, The National Gallery in Prague.

boundaries of the discussed region; the
roughly executed consoles from Nyrsko,
Chlistov, the cemetery church in Klatovy
and the somewhat more refined examples
from K¥istin would have all deserved to

be explored in a broader scholarly context
than just on a restricted local level, wherein
there are only few extant examples. This

is inadvertently admitted by the authors
themselves in the excessive attention they
devote to the truly superb consoles from
the double-aisled, north nave of the Church
of St Gall in Prague, which has naturally
nothing at all to do with the region under
discussion.

Painting in Bohemia’s Borderlands

The book’s overview of mural and panel
painting in the region was authored by Jan
Royt. After introducing extant literature
on the subject, the author delves into

an extensive enumeration of preserved
paintings, without arriving at the expected
synthesis which instead needs to be read
between the lines. Nevertheless, a patient
reader will find a number of important
facts about the region’s painting, which
provide an overall, plastic picture. Of
particular value is the complex information



about the murals that did not receive their
own catalogue entries. However, none of
them are included in the accompanying
illustrations, considering that many of
them are works of significant artistic merit
(e.g. Maly Bor, Dlouhd Ves near Susice).*
The individual catalogue entries, authored
by Jan Royt and Ondfej Faktor, are well
written although, strictly speaking, they
bring no new findings. The reason is

that both authors can fall back on their
own comprehensive research, whether
already published or unpublished.* Only
minor details can be reproved, such as the
inconsistent transcription of inscriptions,
notably in writing out abbreviations, some
of which are ignored altogether.'? The
authors fail to mention the existence of
inscriptions in the paintings of the so-called
Red Bastion at Svihov Castle. This omission
has its consequences for the interpretation
of the paintings.” In all probability, the
inscriptions allude to the meaning of the
interior’s decoration, which is now only
partly preserved.

The extant panel paintings show a clear
orientation towards Nuremberg painting
of the Michael Wolgemut circle (although
of secondary quality). This is particularly
evident in the superbly carved pieces such
as the Altarpiece of Velhartice and the Altar
of the Holy Trinity from Rabi. Noticeably
departing from this mediocre output are
the skilfully executed paintings of the
Epitaph of Piita Svihovsky and the Chudenice
Altarpiece, hypothetically associated
with Simon Lab, a painter from Prague.
Royt perceptibly notices the differences
between the two works and states common
authorship only in the cases of the
Chudenice predella and Piita’s epitaph; on the
other hand, he suggests a different artist
for the wings of the Chudenice Altarpiece
with saints. Yet, are not the faces of
St Wenceslas in the Chudenice altarpiece
and that of St Bartholomew on the
Epitaph identical to such an extent as to
indicate the work of a single painter? The
existence of a larger painting workshop
with numerous personnel is probable,
which would actually explain the somewhat
cumbersome treatment of the kneeling
donor figure in the Chudenice painting.
Perhaps one could assume that the
supremely refined faces of the depicted
saints are the work of the principal master,
whereas the individual figures’ draperies
were done by his assistants.

Viktor Kubik wrote on Gothic book
illumination for the catalogue. He had
to reckon with the fact that fine-quality
illuminations were not produced in

the region due to the absence of larger
monasteries and that ornamental initials
represented the height of book decoration.
The situation changed somewhat in the
late 15th and early 16th centuries with the
emergence of lavishly decorated books

of urban provenance (municipal statutes,
graduals). Nevertheless, not even these
manuscripts can be regarded as the artistic
peak of preserved domestic production.
Their strong orientation towards inland
centres, namely Prague, is obvious.
Incorporating the Missal of Hdxmburk at
the beginning of the catalogue appears to
somewhat lack in concept. In my opinion,
this superb and costly manuscript made
in Prague should have been omitted. The
only reason for its inclusion is the name
of the scribe (probably different from the
illuminator) that suggests he came from
Klatovy. Modelled on manuscript collection
catalogues, Kubik’s catalogue entries are
meticulously written, acting as succinct
inventories of the entire pictorial decoration
and the content of the individual
manuscripts. However, the question arises
as to whether shorter catalogue entries
dealing instead with the artistic value of
the decoration would not have sufficed

for the purposes of a general exhibition
catalogue, albeit at the cost of less detailed
descriptions.*

Sculpture of South-Western Bohemia and
Related Facts

Essays devoted to examples of medieval
wood-carving that rank with the finest
achievements in Bohemian wood sculpture
of the Late Middle Ages form the core of
the catalogue. The authors did not limit
themselves only to local production but
included a large number of analogous
works from neighbouring regions. This is
especially apparent in the works associated
with the circles of the Master of the
Zvikov Lamentation and the Master of

the Zebrdk Lamentation - more than half
of the incorporated sculptures associated
with these masters originate from locations
outside the region.” This approach enabled
the authors to scrutinize the oeuvre of

the Zvikov Master and to shed new light
on it and its connection with related

works from the circle of the author of the
Zebrak Lamentation. This is an evident
effort to newly respond to Jihoceskd pozdni
gotika (Late Gothic Art of South Bohemia),
a seminal catalogue published in 1965.%
This treatment somewhat suppresses the
reviewed catalogue’s inventory character.
Unrestored sculptures with modern-period
polychromy appear mostly only in the
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initial essays.” The authors’ conception
is legitimate and it is certainly up to the
readers whether they can identify with

it or not. Nevertheless, the conception
has a clear and profound impact on the
hypotheses that could be put forth in the
text.

The introductory characteristic of the
region’s sculptural production was written
by Michaela Ottové, who also wrote the
following treatise dealing in detail with the
output of the Zvikov Master. Furthermore,
Ottové authored some of the meticulously
researched catalogue entries on the
sculptures, while others were written by
Ales Mudra, Petr Jindra, Olga Kotkova and
Jan Royt.

Only a small number of sculptures
from the pre-Hussite period have survived
in the region, which show no mutual
relations either in terms of authorship or
form. They are approached on the basis
of Kutal’s model of the chronology of the
Beautiful Style. The authors convincingly
demonstrate that analogies with these
works can be found in larger centres
outside the region, such as Plzeri and
Prague.

The orientation of the preserved works
towards inland centres dramatically shifted
in the late 15th century. During that period
a considerable number of sculptures were
created in the region that were inspired by
the sculptural production of Swabia and
the Danube area. The Velhartice Madonna
can serve as a model example, which was
duly noted in earlier scholarly literature as
well. However, according to the catalogue
(which effectively summarizes and
supplements the earlier, partial findings
scattered throughout specialized literature),
this had to be a much broader current.
The second trend is the works’ direct
orientation towards the geographically
close Bavarian output. Similarities are
strongly evident in the figures of Jesus
and God the Father from Rabf; the stated
affinity with the Altar of the Holy Saviour
from Heiligenstadt is entirely accurate. The
catalogue indicates that both regions of
stylistic inspiration - Swabia and Bavaria
- need not be seen in mutual opposition.
The intensive reception of Swabian models
was taking place in Lower Bavaria and the
adjoining Austria as well. Apart from the
examples mentioned in the catalogue, this
reception is testified, for example, by the
Madonna of Loiching that repeats the drapery
schema, facial type and stance of the
Child of the Velhartice Madonna. However,
contrary to the Bohemian statue and the
original Swabian schemas, the Loiching

Bulletin of the National Gallery in Prague XXIV/2014

figure’s drapery folds are characterized by
crystalline hardness, which is more evident
in other, analogous Lower Bavarian works.*
The sculptural output of Upper Bavaria
had a similarly important impact on south-
western Bohemia; the refined interplay of
sharp edges of garments and plain, simply
executed surface planes of the Madonna of
Uhlisté and Madonna of Dobrs, both produced
by the same workshop, has its parallel in
the Blutenburg figures, i.e. works that develop
the Grasser-esque concept in a distinctive
fashion. These relations prove that the
orientation of Ptta Svihovsky and Koc of
Dobr3 towards the Wittelsbachs’ court
had been clearly reflected in the character
of the sculptural works produced in their
domains.

By far the most interesting group of
sculptures in south-western Bohemia
is connected with the historiographic
construction of the so-called Master of the
Zvikov Lamentation. As Michaela Ottova
correctly observes at the beginning of her
refreshing essay, we are not referring here
to a historical artist, a man of flesh and
bone, but rather to a concept “born” as
late as 1962. Nevertheless, the research
summarized in the catalogue clearly brings
this art-historical model closer to the
reality of the preserved body of works. The
findings based on a formal analysis were
complemented by conclusions resulting
from the examination of the reverse sides
of the sculptures. The distinctive form of
hollowing, whereby a narrow wood chisel
had been employed to produce radially-
cut notches, helped to identify the key
works created by the hypothetical Zvikov
Master.” Nonetheless, problems persist in
connection with the group of sculptures
belonging to the circle of the Master of
the Zebrak Lamentation, i.e. a group
devised even earlier. In the case of the
Female Saint of Homole (tentatively attributed
with a question mark to the oeuvre of the
Zvikov Master), the hollowing resembles
that used on the statues from the Zebrak
Master’s circle (the Mary Magdalene
from Maly Bor and the Holy Trinity from
Budéjovice); conversely, in the case of the
Malsin Madonna (ascribed with a question
mark to the oeuvre of the Zebrak Master),
the carving is more reminiscent of the
statues from the Zvikov Master’s circle.
Scholars refuse (correctly, in my opinion) to
automatically accept the simple cliché about
one, artificially created, anonymous wood-
carver, who would have been a pupil of the
other, artificially defined master sculptor.
Considering the clearly established key
works from the production of the Master



of the Zvikov Lamentation, compared to
which the Zebrdk Master’s output seems
somewhat more diversified, Ottova is
strongly in favour of “deconstruction”?
that would challenge the existence of the
meaning of the auxiliary term “Master of
the Zebrdk Lamentation”. Yet regardless of
this being a truly inspiring idea, is it not
too early to symbolically bury the Zebrdk
Master? Even if we accept the notion that
some of the sculptures generally considered
to be part of the circle do not belong to

it (for example, the Malsin Madonna or

the Madonna from Kralovice share evident
analogies with the Madonna of Hracholusky
and the Female Saint from Homole), there still
remains a clearly distinguished group of
remarkable sculptures that are conceptually
quite remote from the crucial works of

the Zvikov Master. For how else are we
supposed to deal with the obvious affinity
of the Zebrak Lamentation, the Holy Trinity
from Budéjovice and the Mary Magdalene

from Maly Bor?** Apart from a cautious
rejection of the original concept, the
catalogue fails to answer this question.
Returning to the aforesaid, it would be
rather unfair to expect an answer as the
authors are bound by the selection of
studied works. A considerable number of
sculptures, whose new detailed analysis
would bring at least partial answers, have
remained outside the range of their study.
This principally concerns works related

to the complex issue of the wood-carving
production from Ceské Budgjovice. There,
archival sources document the presence

of a larger number of wood-carvers,
although we are unable to attribute

a single, specific work to any of them.?
Other statues showing the same traits can
be traced in the broader vicinity of Ceské
Budgjovice, albeit in simplified form. They
remain closer to the distinct typology of
the Zebrak Master’s works even after the
revision of Zvikov Master’s oeuvre. In my
opinion, a question mark hangs over the
identification of the torso from Bilsko and the
Mary Magdalene from Strmilov with the circle
of the Zvikov Master, an identification
proposed without further argumentation
by Ottova.? Here, we approach one of the
principal questions that the authors strove
to resolve, that of where the now-better
identified workshop of the Zvikov Master
was actually active. The authors’ point of
departure was the hypothesis put forth by
Jaromir Homolka that the workshop was
located either in Horazdovice or Kagperské
Hory.> JTudging by the economic prosperity
of Horazdovice in the early 16th century,
the authors of the catalogue cautiously

5 Master of the Zebrak Lamentation - workshop (?), Saint John
the Evangelist, ca. 1520-1530, (allegedly from Svatd Majdalena near
Trebon), The National Gallery in Prague.

argue in favour of that town. By contrast,
the conducted archival research did not
reveal the presence of even a single, locally
active wood-carver.” If we track the places
where the Zvikov Master’s sculptures were
found, some doubt arises as to whether
one has to necessarily choose just between
HoraZdovice and Ka3perské Hory. For
sculptures are documented along the
entire, broader Otava River Basin over the
territory centred roughly around Strakonice.
This territory, including HoraZdovice and
Kagperské Hory, also comprises Prachatice,
Blatnd and Vodtiany, and touches upon
Pisek and Ceské Budgjovice.?¢ Archival
research is desirable in all these locations,
not only in Horazdovice and KaSperské
Hory. It would be interesting to find any
names of wood-carvers working here,
although it can hardly be hoped that

such a name could be associated with

a particular statue.
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The second parallel line of further
research could set out in the direction
that the catalogue indicates with sufficient
clarity in its attention to the reverse sides
of sculptures. A more detailed technical
examination of the carving technique
could perhaps advance current research
(issues to be undertaken might include
the manner in which the panels of the
large reliefs were glued together, the
execution of the carvings’ polychromy,
and so forth).” The findings derived from
the formal analysis might be perhaps
corrected on the basis of such technical
research and smaller groups of statues
could be determined. We could probably
establish stronger workshop relations in
such groups than within the hypothetical
large circles of the two anonymous masters.
The catalogue’s authors in fact indicate
this direction by removing the statuettes
of Luby and the statues of John the Evangelist
and John the Baptist discovered in the
environs of Horazdovice from the group
of works by the Master of the Zebrak
Lamentation. They suggest that these
sculptures had been produced in a single,
independent workshop.?® In this sense, we
may corroborate the deconstruction of the
Zebrak Master concept, as was suggested by
Ottova. For our knowledge is indeed limited
by the prevailing scholarly tradition: firstly,
the influence of Josef Opitz’s construction
based, naturally, only on the group of
works known to him in his day; and,
secondly, Jaromir Homolka's division of
the growing corpus of works into two,
mutually interrelated groups. Yet even
Homolka's division was firmly tied with
Opitz’s pioneering work: his previous
establishment of the Zebrdk Master group
and the then undisputed assumptions
concerning the artistic development of
the hypothetical creator, i.e. concepts that
were devised by Homolka’s contemporaries
Albert Kutal and Jifi Kropacek. Every
new classification, even if only of a part
of the collection, thus re-opens the issue
of the ensemble’s coherence, taking it
back to the very beginning.?? Hence, the
conclusions presented in the catalogue raise
numerous questions in connection with the
classification of works that could not have
been discussed more thoroughly in the
catalogue; this mainly refers to the aforesaid
sculptures of South Bohemian provenance.
Let us hope that future research will
attempt to provide some answers.*

Beside the sculptures discussed in great
detail in older scholarly literature, the
catalogue also examines wood-carvings that
have so far been of marginal interest. Apart
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from the interesting Madonna from Klatovy,
executed in the Beautiful Style, and the
Saint from Kavrlik that exemplifies a group
of carvings associated with the Kefermarkt
Altar, there are four high-quality carved
reliefs with themes of Christ’s childhood
originating from the Dominican monastery
in Klatovy. The sculptures’ loose Leinberger
orientation is indisputable, regardless of
whether their identification with the circle
of the Master of the Alttoting Door is
strong enough, taking into consideration
the complicated interpretations of that
master’s late production.® A separate
question is the patronage of the Klatovy
panels; judging from the inscription on
the collar of one of the figures (“ATONIC"),
Michaela Ottova attempted to identify the
patron of the works with Jan Nikodém,
a prominent burgher of Klatovy. What is
problematic here, though, is the fact that
this very relief copies Diirer’s woodcut
from The Life of the Virgin quite faithfully,
including the draperies and facial types.
The depiction of the praying man in the
relief is therefore identical with the one
in the famous Diirer print. If this figure is
supposed to be the donor, would not the
carver have altered his facial features?:
Besides the formal relationships and
donorrelated aspects, questions of
iconography and iconology also receive
attention in the catalogue. These issues are
discussed by Petr Jindra in his innovative
essay devoted to the important subject of
the Lamentation of Christ as a significant
late-medieval devotional theme. The
question arises, however, as to whether in
his attempt to describe the role that (not
only) the Zvikov and Zebrik Lamentations
could have played in period devotion,
the author did not assume an excessively
broad approach. The focus on the Zvikov
and Zebrak reliefs becomes blurred in the
vast timespan (ranging from Romanesque
art to the 16th century) and huge territory
(from Italy via Spain and France to the
Netherlands) that he considers in his
study. Some caution is also required with
regard to the possible overestimation of
Kantorowicz’s concept of the sacral body
of society, which Jindra interestingly uses
to interpret the Lamentation.? Somewhat
obscured in the many shades of possible
meanings is the theme’s basic symbolic
level. This meaning is also documented by
the inscription in Jean Fuquet’s painting,
pointed out by Jindra and reproduced in
the catalogue.* Fouquet’s image alludes
to Christ’s cruel and painful death to the
grief of his loved ones, in order to take
upon himself and redeem our sins. The



Lamentation theme thus acted mostly

as a reminder of Christ’s sacrifice, His
immense mercy that gives the hope of
salvation even to former sinners. The
Lamentation thus recalled the need for
repentance and the humble acceptance of
the inevitable end to come. Its conceivable
Eucharistic or ecclesiastical role seems only
secondary, although it certainly deserves
attention.

The catalogue closes with entries on the
applied arts, superbly discussed by Ales
Mudra and Michal Tejéek. A remarkable
stove tile with its anti-papal motif found at
Rabi is one example that certainly merits
brief consideration here. It indicates that
even the Catholicism of the Svihovsky lords
(most likely, Vilém the Younger Svihovsky
of Ryzmberk) could have assumed unusual
forms. Clearly, the temporary overcoming
of confessional barriers was not entirely
unimaginable in the complex social
environment of south-western Bohemia.

Conclusion

The catalogue entitled “Images of Beauty
and Salvation” ranks among the important
achievements of contemporary medieval
studies. Contrary to older projects of this
sort, there is a marked shift in the truly
consummate interdisciplinary collaboration
between art historians and historians, who
engaged in the study of archival sources
even on a local level. A model example

of this cooperation, which is the most
salient in the book’s section on medieval
sculpture, is, for example, the visual
reconstruction of the altars and their
layout in the Church of the Holy Trinity at
Rabi. The archival and historical research
work also brought a number of detailed
observations that considerably expand the
general knowledge of the extant corpus

of works (the identification of the statue of
Mary Magdalene in the Baroque inventory
of the church at Maly Bor, reports on

the recently stolen Strasin Madonna, etc.).
Thanks to documentary evidence, the
strong ties of the presumed patrons with
the neighbouring Austrian and German
lands have finally resurfaced, as have the
commissioners’ mutual relations (contacts
between the Svihovsky, Rozmital and
Svamberk noble families). Apart from

the donor relations, the catalogue also
successfully advances the studies of the
artworks’ formal relations, currently
sometimes light-heartedly omitted. Thanks
to the authors’ scholarly endeavours, our
general understanding of the broad circle
of works associated with the Master of

the Zvikov Lamentation has become more

accurate. This inevitably moves us towards
posing the question as to whether the
prevailing concept of the Master of the
Zebrak Lamentation is still sustainable.
The book under review will certainly
become an authoritative source for the
ensuing discussions about the character
of medieval art in south-western Bohemia.
I have attempted to point out some trends
of future research, possibly incited by

the catalogue. In terms of its superb
graphic design and scholarly approach,
the book has set high standards for all
future volumes of the kind, despite some
minor editorial “blemishes” that appear
here and there. Such flaws cannot be
entirely avoided in the current system of
scholarly publishing, which is bound by
somewhat incomprehensible economic and
administrative parameters and deadlines.”
It may therefore be concluded (also with
regards to the excellent turnout at the
Plzen-held exhibition) that the concept

of a research-oriented exhibition works
universally and successfully even in the
early 21st century and that both the
exhibition “Images of Beauty and Salvation”
and its well-written scholarly catalogue
superbly represent that concept.

Notes

1 A larger territorial scope was likewise
attempted in the book project Rozmberkové,

cp. Jaroslav Panek et al. (eds), RoZmberkové -

Rod éeskyjch velmozii a jeho cesta déjinami, Ceské
Budégjovice 2011, which, however, differs in

its concept, as it is narrowly focused on the
donors. Some scholars from the author team of
the “Images of Beauty and Salvation“ exhibition
contributed substantially to the catalogue
entitled Gothic Art in the Cheb Region, Cheb 2009.
The latter book concentrates on a much smaller
territory and, apart from sculpture, other art
categories do not have the form of catalogue
entries, although they are examined in separate
essays.

2 He is not identical with the author of this
review, the two only have the same name.

3 See the aforesaid catalogue Panek et al. (eds)
(cited in Note 1).

4 Karel Kuda, Mésta a méstecka v Cechdch, na
Moravé a ve Slezsku I-VIII, Praha 1996-2011 offers
much useful information, but entirely lacks any
footnotes or a list of reference literature.

5 Cf. the entries on towns and the essay by
Milena Hauserova in the catalogue Jifi Fajt (ed.),
Gotika v zdpadnich Cechdch (1230-1530), Praha 1996,
Vol. I, pp. 138-170.

6 Village churches in particular are mostly
omitted in the catalogue. In some cases, such
as the churches at Bukovnik and Zdoun, this is
a palpable desideratum.
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7 In this sense, it is commendable that a new
ground plan of the church at Rabi was drawn,
even though it lacks the usual indications of the
time of construction.

8 Linda Cihikov4, Byvaly $pitalni kostel

sv. Jana Evangelisty ve Svihové, Prizkumy pamdtek
VII, 2000, pp. 203-208.

9 This goes for the architecturally interesting
fortified tower at Cachrov.

10 The separate question arises as to whether
some of the more prominent historical
monuments and artefacts should not have been
included in the catalogue; for instance, the
Chudenice church with its medieval paintings,
which was continually cared for by the local
aristocratic family of Czernins, images of the
prophets from the archidiaconal church in
Klatovy (a superb example of medieval painting
in royal towns) and, last but not least, the
Chudenice Lamentation, possibly originating from
Svihov, which has been somewhat overlooked in
scholarly literature.

11 By some oversight, the often cited diploma
thesis by Ondfej Faktor, Stredovékd ndsténnd malba
v jihozdpadnich Cechdch - Klatovsko (unpublished
thesis housed in the Institute of Art History of the
Fuaculty of Arts of Charles University in Prague), Praha
2008 (Faktor 2008) was not included in the
bibliography at the end of the book.

12 In Royt’s entry on the painted decoration
of the Church of St Nicholas in Ka3perské

Hory, the circular medallion with information
on the death of the parish priest Friderik is
transcribed with minor inaccuracies. Correctly,
it should have been written out as follows:

“A.D. M.C.C.C.X.X.X. IN. DIE. BEATIL.
SERVACII. FRIDERICUS. PLEBAN(US). O(BIIT)”.
The damaged inscription next to the Crucifixion
below the Holy Conversation can be completed
more precisely, at least at the beginning as “[...]
C.C.C.X.X.X.X_.IIIL. Obiit D(o)m(i)n(a) Katerina
uxor [...]"; in other words, the paintings were
probably produced a decade later than is stated
in the catalogue.

13 The inscriptions allude to the transience

of life (two maxims on the transience of new
things and the power of time), the transience

of love (a verse from Aesop’s Fables as narrated
by Walter the Englishman) and the power of
money (a verse from Petronius’ Satyricon). The
author of this review is currently preparing

an independent study devoted to the so-called
Green Rooms, in which he will also discuss the
Svihov inscriptions.

14 This is particularly regretful in the case

of the Klatovy Gradual dating from 1560, which
provides an opportunity for a more detailed
analysis of the prints that served as graphic
models for the individual illuminations, as Kubik
briefly mentions in his introduction.

15 This is true, providing we do not
automatically accept the hypothesis about the
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location of the Master of the Zvikov Lamentation
in Horazdovice.

16 Jaromir Homolka (ed.), Jihoéeskd pozdni
gotika 1450-1530, Hluboké 1965. However, this
catalogue’s geographical focus differed from the
territory discussed in the book under review. Its
historical essays and the chapter on sculpture
examine a vast area, ranging roughly from
Slavonice to the environs of Klatovy, while other
art forms, such as painting, were explored over
a much smaller territory in the very core of
southern Bohemia.

17 One such example is the Madonna

from K¥istin, which is perhaps the closest
domestic analogy to the Velhartice Madonna.

The fact that the K¥istin sculpture has no
catalogue entry of its own, but only a smaller
photograph in the introductory text makes it
difficult to assess to what degree this affinity
could have been of a workshop character.

Due to the choice of material, an interesting
alternative of the largely southern orientation

of the sculptural production in the region is
recorded only in a footnote to the introductory
treatise. It is an orientation towards the Plzeii
region’s production and Saxony further away,
which Ottova documents on the example of the
statue of St James from Ostietice (unrestored and not
included in the catalogue).

18 Franz Niehoff (ed.), Vor Leinberger. Landshuter
Skulptur im Zeitalter der Reichen Herzoge Bd. 2,
Landshut 2001, pp. 426-427.

19 While the publication of photographs of
the sculptures’ reverse sides is praiseworthy;, it is
a pity that this was not rendered systematically
and throughout the catalogue. In some places,
the reader must settle only for a description (the
back of the Malsin Madonna, not included in the
catalogue), while elsewhere the treatment of the
reverse side is not discussed at all (the carved
relief of St Barbara from Strakonice, reportedly
“broadly hollowed” at the back).

20 Strictly speaking, this is not deconstruction
in the sense of a technical term of postmodern
science because the discourse that led to the
coining of the expression has not been subjected
to thorough structural analysis. Similarly, Ottova
did not devise any other structure that would be
more fitting to the problem.

21 Ottova only tentatively identified the Maly
Bor sculpture with the creative output of the
Zebrak Master, only with a question mark,

yet she sets forth no arguments in favour of

this uncertainty, except for the discord in the
treatment of its reverse side when compared
with the Malsin Madonna that has been regarded
from time immemorial as the work of the Zebrdk
Master; at the same time, Ottova suggests that
the Malsin Madonna has affinities with the circle
of the Zvikov Master.

22 In the catalogue, the Adoration of the Magi
from Ceské Budéjovice is loosely attributed to



the local master Alexander Obenstein. For more
on the documentary evidence, see Karel Pletzer,
Ceskobudgjoviéti umélci ze zacatku 16. stolett,
Jihoéesky sbornik historicky LXIII, 1994, pp. 15-21.
These facts had already been discussed in a more
contextual manner by Jifi Kropaéek, UkfiZovany
z byvalého dominikanského klagtera v Ceskych
Budg&jovicich, Uméni VIII, 1960, pp. 160-175.

23 The Mary Magdalene of Strmilov copies

the Maly Bor statue, while the torso of the Pieta
from Bilsko has noteworthy analogies with the
Zebrak Lamentation. Within the context of

the exhibition held in 1965, Jifi Kropadek and
Jaromir Homolka were not in agreement about
the interpretation of the sculptures. Whereas
Homolka identified them with the circle of the
Zvikov Master, Kropadek, conversely, suggested
the Zebrak Master. In the article Jaromir
Homolka, Pozndmky k dilu Mistra zvikovského
Oplakavani, Zprdvy pamdtkové péce XXVI, 1966,
pPp- 74-79, Homolka repeatedly proposed
incorporating both statues into the circle of

the Zvikov Master. The sculptures are not
reproduced in the catalogue under review and
are mentioned only briefly.

24 In his essay, Sochafstvi, in: Poxdné gotické
uméni v Cechdch (1471-1526), Praha 1978,

p- 207, Jaromir Homolka is inclined towards
HoraZdovice, while in his later paper, in Pozdné
gotické sochaf'stvi, DCVU 1/2, Praha 1984, p. 555, he
also considers the possibility of Kadperské Hory.
25 Naturally, we must reckon with the
conceivable complete loss of these sources.
Nevertheless, the surviving documents on the
existence of other guilds (furriers, tanners)

and the numerous mentions of other burghers
suggest that some caution is needed when using
such an argument.

26 Cp. Jiff Fajt, Late Gothic Sculpture in
Bohemia during the Reign of Wladislaw 1T
(1471-1516). The Present State of Knowledge and
Questions of Future Research, in: Dietmar Popp
- Robert Suckale (edd.), Die Jagiellonen. Kunst und
Kultur einer europdischen Dynastie an der Wende zur
Neugeit, Nurnberg 2002, pp. 251-262, he also
suggested Prachatice as the possible location of
the workshop.

27 In the case that art-historical argumentation
is partly based on technical examination and art
restoration research, it would certainly be useful
to include an essay written by a specialist on the
subject, which would examine in some detail the
aforesaid circles’ output specifically in terms of
these narrowly-focused issues.

28 A similar attempt was made by Jan Miiller
in his endeavour to establish a single workshop
circle comprising the Adoration of the Magi from
Ceské Bud&jovice and the Trebotovice Madonna,

both of which were attributed by some scholars
to the Zebrak Master’s workshop, see Jan Miiller,
Neékteré pfedpoklady raného dila Mistra reliéfu
Oplakavani Krista ze Zebraka, Uméni XXXVIII,
1990, pp. 15-25. (The authors of the catalogue
extracted both sculptures from the oeuvre of the
Master of the Zebrak Lamentation.) On the other
hand, T am sceptical about attempts to explain
the preserved body of works as being a product
of some huge, well-established workshop, see
Gabriela Zitkova, Mistr Zebrdckého Oplakdvdni

a jeho vztah k Mistru zvikovského Oplakdvdni
(unpublished diploma thesis housed at the Institute of
the History of Christian Art of the Catholic Theological
Faculty of Charles University in Prague), Praha 2008.
29 Albert Kutal noted the power of new
tradition that also antiquated his own research
on the subject in his article K vystavé Jihogeska
pozdni gotika 1450-1530, Uméni IV, 1966, p. 227:
“The division of the oeuvre of the Master of the Zebrdk
Lamentation between two artists has substantially
altered the question of the chronology of their work...”
30 The question arises as to how did it
happen that the creators of the south Bohemian
sculptures adopted the Zebrik Master schemes
(created in Budé&jovice?) via the workshop of the
Zvikov Master (located in Horazdovice?).

31 Michaela Christina Neumeister, Studien zu
den Alitotinger Tiiren und ihrem Meister, Hamburg
1996.

32 E.g. the abbreviation may conceal the name
of an anonymous carver rather than that of

a donor. However, it could also be an acronym
of some unknown text, see, for example, the
inscription “VFDEI" (= Vere filius dei erat iste) on
the banderole held by the centurion depicted in
the Crucifixion from Heiligenstadt by Hans Raphon.
33 Ernst Kantorowicz, The King’s Two Bodies:

A Study in Mediaeval Political Theology, Princeton
1957.

34  “Christus semel pro peccatis nostris mortuus est
iustus pro iniustis”, p. 431.

35 Inconsistent references to catalogue

entries within the introductory texts and

other entries, the discrepant transcription of
inscriptions and documentary sources, and the
occasionally varying opinions within the team

of authors, which are not further expounded, as
if the authors were mutually unaware of those
discrepancies (for example, the Niederaltaich
Abbey’s hypothetical patronage over the

church at Moufenec near Annin: while Tejéek
and Lhoték refute this possibility, Royt and
Kuthan, independently of one another, assume
its patronage, drawing on earlier literature,
without responding in any way to the arguments
proposed by their co-authors).

Translated by Linda Leffovd
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STUDIE

Spici ponocny Quida Manesa.
Sentimentalni idyla
nebo/a malovany Zert

ANETA KLOUZOVA

Tématem stati je obraz Spici ponocnyj Quida Manesa z roku 1862, jedna z vrcholnych

- svymi rozméry v souladu s dobovymi zvyklostmi tohoto oboru maliFstvi komornich

- ukazek produkce malovaného Zanru prezentovaného na prazskych vyrocnich vysta-
vach uméni a i v ramci celku malifovy tvorby. Obraz - ojedinélym zptisobem v sobé
stmelujici idylu a komiku, tedy dva nejvyraznéjsi poly oboru zanrové malby - vybizi

ke sledovani vyznamii, vzajemnych souvislosti i vicezna¢nosti téchto dobové aktuilnich

2 Y2z

pojmi. To z velké ¢asti umoznuje jiz analyza trojice - veskrze kladnych a réiznorodych

- dobovych komentafi dila. Obeznameni s dobovym ,¢tenim“ na obraze zachyceného
vyjevu vede k tvaze nad komikou ,,Manesova ponocného a jeho dvoji nepatfi¢nosti“.

V textu je dale pojednavan ,Spici strazce jako ikonograficky typ zanrového vyjevu“ a role
Quida Manesa, jiz svym dilkem v této oblasti sehral. V kapitole ,Komika v dile Carla
Spitzwega, jeji ohlas v Praze a u Quida Manesa“ je probirany motiv davan do kontextu
pribuzné Manesovy tvorby a piedev$im tvorby Carla Spitzwega, eminentniho piedsta-
vitele komického Zanru ve stfedni Evropé, jenz se virazné pri€inil o plné ocenéni této
polohy malovaného Zanru prazskou kritikou, potazmo publikem. V navazujici kapitole je
naznacen status humoru - mimo jiné implikujici osklivost do sféry uméni - jakozto pod-
staty malovaného Zanru, sahajici hluboko ke kofentim Zanrové malby, a to do Nizozemi
17. stoleti. Kapitolou ,,Spici ponocny jako novodoby Endymién: sentiment - a idyla“ text
dale reaguje na dobovou zminku odkazujici na zcela odli$né - a neméné pripadné -
vniméani daného namétu. Nasledné je logicky poptena neslucitelnost idyly a humoru

a Manestv Spici ponocnyj vyhodnocen jako piiklad Zanrového obrazu ,na pomezi idy-
liéna a komi¢na“. Pfed zavéretnou shrnujici tvahou je obraz jesté zasazen do dobovych
cenovych relaci a tim stvrzena jeho vyjimecnost. Zavér na zakladé sumarizace unikat-
nosti obrazu potvrzuje viznamnost Quida Manesa na poli doméaci Zanrové malby.

Klicovd slova Quido Manes, mladsi bratr slavnéjsiho

malovany zZanr, idyla, sentiment, komika, osklivost ]osefa, byl pfislu§nﬂ<em pfedni praiské
rodiny mali¥ a vynikajicim pFedstavitelem
Zanrového mali¥stvi za Cast nejvetsi
obliby tohoto oboru tvorby. Obraz Spici
ponocny vznikl na vrcholu Quidovy tviréi
dréhy a byl v dobé& svého zvefejnéni
viele pfijat kritiky i publikem kupujicim
uméni. To vie je v podstaté zndmo, pfesto
vSak kolem tohoto obrazu vyvstiva fada
otazek, jimz nebyla doposud vé€novina
dostateéné pozornost. Samotny autor
dosud ztstéva pon€kud ve stinu uméni
svého otce i bratra.! Quido vyzaduje v&tsi
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uznani i jako pfedstavitel oboru maliFstvi,
ktery patiil v 19. stoleti k nejpopularné&jsim
a s pozdéjsim vyvojem moderntho uméni
byl diskreditovan, mj. prav€ pro svou
lacinou oblibu u tehdejsiho vétsinového
publika. Pfispél k tomu proud uméni
sméFujici k idyle i sentimentu, a snad jesté
vice proud uvadéjici do uméni komiku

a humor. Také v malovaném Z4nru se
péstoval idylismus promitany do vyjeva ze
Zivota prostych lidi, nejrad€ji na venkové

- idylismus €asto provazeny vérouénou
nebo moralni pointou. Na druhé strané
se prav€ zanrova malba od let Quidova
mladi i v Praze soustfedila na zapletky
zahrnujici komiku, jakou pfedtim b&zné
obsahovala hlavn€ umélecka grafika
vytvafend pfedevsim pro uéely zdbavy. Tato
nejstru¢néjsi charakteristika umélecké scény
je oviem krajné€ zjednodu3ena vzhledem

k neoby¢ejnému rozvoji Zanru v evropskych
umé&leckych metropolich a v mysleni

o uméni od pozdniho 18. stoleti. Samotné
zakladni pojmy jako idyla, sentiment, nebo
komika a Zert ¢&i vtip mély v dob& vzniku
Miénesova obrazu sviij specificky dobovy
obsah a oviem také viceznaénost, danou
jejich starsi historii. Proto je k plnému
pochopenti Spiciho ponocného zapotiebi
rekonstruovat jejich vyznam i vzijemnou
souvislost, coZ lze mj. pomoci dikladného
&teni dobovych komentafd k tomuto dilu

a s nimi souvisejici debaty. To by mélo
umoZnit zodpovézeni otdzky po statusu
Ménesova obrazu, naznafené v podtitulu
této avahy.

Nejprve viak uvedme zikladni didaje ke
Spicimu ponocnému. Obraz se nachézi ve
Sbirce uméni 19. stoleti Narodni galerie
v Praze. Jde o malbu mensiho stfedniho
formaétu, obvyklého pfi tehdej3im malo-
vaném Zanru, vystavenou Méanesem na
prazské vyroéni vystavé uméni roku 1862
a odtud zakoupenou pro zdejsi Galerii ziji-
cich mali¥t (obr. 1).2

K okolnostem vzniku a p¥ipravé tohoto
dila nenf zndmo nic bliztho a ani v roz-
sahlém konvolutu kreseb Quida Manesa se
nenachézi Zidné s nim pfimo souvisejici
studie. Znama nenf ani totoZnost malifova
modelu na rozdil od jinych Quidovych
obrazil i obrazt jeho souéasnikd.’

Vnimaéni tohoto dila ma usmérnit nazev,
jimzZ jej jeho autor pro vystavu opatfil.

V této souvislosti - tedy s motivem spiciho
mladika - se lze zminit i o tom, Ze Quido
sam se v mladi zpodobil jako spa¢ a sni-
lek (obr. 2). Vzhledem k nedostatku jeho
dochovanych autoportrétil lze snad tuto
umélcovu sebestylizaci oznacit za dosti
pfizna¢nou.* Je namisté zminit téZ obraz
Josefa Ménesa PFi éteni (1850-1855), jenZ

se svym namétem postavy pravé usnuvsi
nad knihou s pfedmétnym tématem poj,
a to navic s védomim vyznamného vlivu
Josefova dila na tvorbu Quidovu.

Dobové komentaie k obrazu

Spici ponocny se na prazské vystavé roku
1862 setkal s velmi kladnou odezvou v tro-
jici pomé&rné& obsihlych komentaii. Skladaji
dohromady mozaiku rtznych prvki obrazu
a zptisobt jeho dobového ,éteni”, takZe
stoji za to je znovu pozorné€ procist.

Karel Purkyng, pronikavy aZ nemilosrdny
kritik uméni a sdm vynikajici malif, ve svém
referatu z vystavy ozna¢il za nejmile;jsi
z zénrovych obrazt privé Méanesova Spiciko
ponocného: ,Obrdzek tento, oxdien péknym
leskem luny, je pln négné poesie, a veskrz origi-
ndlni. Na starém kmenu odpocivd mlady vesnicky
ponocny, zosobnéné dobré svédomi, a chrdpe
spdnek spravedlivého. Hlava je opiena o zahradni
plot, pfes néjz vsetecné sluneénice ozdienymi
todfemi se na nového Endymiona libezné usmivaji.
Obrdzek ten je s velikou pilnosti a négnosti prove-
den; jak krdsné se cesta vsi vine; jak pékné a pilné
délané jsou stromy, koétiny a domky; jak pravdivé
polozeni spiciho! ruce, a vse osvédéuje nejnevin-
néjsi lenivost, bezohlednou pohodlnost. Guido
Manes rozlustil tuto zpiisobem véru uméleckym
tilohu velmi tézkou. Tento selsky vejrostek md pri
v$i pFirozené pravdivosti, prece néco idylického,
néco jemného do sebe, ano, vsadili bychom se, %e
chlapik ten vzdor oteviené hubé neni docela bex
poesie.>

Jan Neruda, pFedni ¢esky basnik a kri-
tik soucasné tvorby literarni, divadelni
i vytvarné, ve svém ¢lanku k vystavé
zahajuje posouzeni domécich zdnrovych
obrazu slovy: , Milj nd$ Guido Mdnes zdpasi
statné o palmu [vit€zstvi], ,Spici ponocny’ patii
k nejlepsim obraziim Manesovym.“® A pokra-
Cuje: ,As sedmndctilety hoch, zastdvajici slugby
ponocného snad za otce svého, usne konecné
premozen; sedi na silném kmenu, op¥en o plot.
Hrubé-pfijemnd tvodf svédéi o plném zdravi, silné
na mlddi oudy rozklddaji se volné. Ve svédci
0 du$né parné noci, vse jest pohrouzeno ve mdlém
spdnku, hlidaé, kiovi i ty schlipené, nad hochem
se klonici sluneénice. Barva je makové Sedd, dobre
rozdélend. S toutés svédomitosti, kterou Manes
obrazy své dopodrobna provddi, a pro kterou mu
ji% i svémravi vytiykdno, vypracoval také stafdzi
letosniho, do roxméru sice malého, do myslénky
skromného, avsak viibec cenného dila. Manes
dovede prirodu studovat i vérné zobrazit.”

Rovné&z referent deniku Bohemia obraz
Quida Maénesa vychvilil, byt z ponékud
jiného dhlu pohledu: ,Také noéni hlida¢ od
Quida Mdnesa musi byt zminén jako to nejpove-
denéjsi ze vSech obrazii patticich ke komickému
sméru. Mlady selsky hoch se $picatou éepickou
a kopim se pologil u plotu a spi sladkym spdnkem
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spravedlivijch. Provedeni krajiny ozdiené plnym
mésiénim svitem je vyborné, vzduch prihledné
jasnosti a slunecnice, které mladého spdce objimaj,
doddvaji celku néco natolik vesele strasidelného, az
chceme vé¥it, Ze v obraze fddi maly skiitek.“?
Tyto koment4fe Manesova obrazu se sho-
duji v ocenéni mistrovstvi malby pfi malif-
sky nédroéném no¢nim vyjevu a v nékterych
dalsich podrobnostech. Lii se viak zFetelné
s ohledem na obvykle naznatovanou obec-
né&j3i klasifikaci pfi posuzovani mali¥ského
dila. Zatimco Neruda se jeho druhové
klasifikaci vlastné vyhyba, kritik v Bohemii
prohlaguje Manestiv obraz rovnou za pfi-
klad komického Zanru. A koneéné Purkyné
mluvi o idyli¢nosti, néze a poezii vyjevu,
a pfitom je vyslovn& nepokldda za nesluéi-
telné s realistickym zachycenim nechténé
komického vzhledu space. Tato charakteris-
tika je tim zavaZné&jsi, Ze pochézi ze zasvé-
cenych tst blizkého druha Quida Manesa,
a miZe tedy pfinejmensim v n&kterych
bodech reprezentovat zdmér samotného
autora Spiciho ponocného.

Manestiv ponocny a jeho dvoji
nepatri¢nost

»Spici ponocny* je ryzi protimluv.
Explicitné komicka je u Manesova obrazu
uz dobov€ vieobecné& srozumitelna okol-
nost souvisejici s ndroénym a zodpovédnym
povolanim ponocného. Kazda vétsi obec

si najimala jedince t&3ictho se vieobecné
duvéte, aby stfezil klidny spanek jejich oby-
vatel. Ponocny vyhlagoval poplach, nastala-
-li v obci mimofadné udalost. Kromé& hlida-
ni no¢niho klidu mé&l zamezit pfipadnym
loupezim a varovat pfed ohrozenim obce

& jejitho majetku, zejména pred niivymi
pozary. Byl k vikonu svého povolani vyba-
ven rohem a ruéni zbrani na svou vlastni
obranu - holi, ¢akanem & halapartnou.
Obec jej spolu s dal3imi obecnimi zfizenci
vézala smlouvou a odmeéiiovala finanéné

i naturliemi. Ponocni viak mnohdy zasta-
vali dal3i povinnosti vykondvané ve dne

a odmé&na za ponocovani byla jen vedlejsim
zdrojem jejich obZivy. Praci ponocného
smé&l vykonédvat pouze zletily muz, i kdyz je
zaznamenéna Fada vyjimek.?

Prvni naleZitosti ponocného, kterou
Miénestv hrdina nespliiuje, je tedy jeho
v€k. Na tuto nesrovnalost naraZi i vy3e cito-
vany Nerudtv komentaf obrazu, kdyZz zmi-
fiuje ,mlddi silnéjsi oudy” ponocného. Dobovy
divak znaly praxe ponocnych si mohl
predstavovat, Ze jde o syna ponocného,
ktery jej z n&jakého dtivodu zastoupil, coz
také fabuluje nad Manesovym obrazem
Neruda. Otec nezletilce oviem ztistival za
jeho chovani pln€ zodpovédny, a uz proto
se v komentafich k Manesovu obrazu neob-
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jevuje piikré hodnoceni druhé, a to nejzfej-
mé&jsi nepatficnosti, Ze totiZ tento ponocny
misto ,ponocovani” prost€ spi.

Spici strazce jako ikonograficky typ
Zanrového vyjevu?

Zanrové malifstvi 19. stoleti disponovalo
mnoha zvl43té oblibenymi typy pfib&hu

& vyjevu, jako naptiklad ,Rozbity dzban*,
»Hra na slepou babu¥, ,Milostny dopis*,
»Zkougka vina®, ,Vyslechnuty rozhovor*

a daldi. Charakterizovaly typické lidské
vlastnosti ¢i situace a mnohé z nich s sebou
nesly zfetelnou moréalni pointu. N&které,
jako ,Rozbity dzban“, maji ko¥eny v bibli.
Také spici hlidaéi se objevuji jako podstatna
soudist vyjevu se zmrtvychvstanim Krista.
Je jist& nesnadné si pfedstavit, Ze by byl
Quido Ménes neznal pfeéetna vyobrazeni
zdkladniho ndmétu k¥estanské ikonografie.
Jinym takovym ndmétem se stali apostolo-
vé, ktefi usnuli béhem JeZi§ovych modliteb
na Getsemanské hofe. Zde nejde o strazce
ve vlastnim smyslu toho slova. Na rozdil
od nich jsou jen chybujicimi a nikoli zcela
negativnimi hrdiny dé&je, a tim spise pred;i-
maji roli hrdiny Manesova obrazu.

Dal3i podstatnou, byt nesnadno zodpové-
ditelnou otdzkou je, kdy a jak vlastné doslo
k osamostatnéni vyjevu se spicimi strizci
& ochrinci do podoby hlavniho nimé&tu
uméleckého dila.’

Kromé svaté historie mohla oviem
Minesa inspirovat ztvarnéni riiznych seku-
larnich p¥ib&ht se strazci, ktefi se zprone-
vE&Fuji své roli. Starsi Zanrova malba a gra-
fika zahrnovala mnoZstvi noénich vyjevi
se straZci, mélokdy v3ak v krajinég, a to tim
spise plati o tvorbé& ze starstho 19. stoleti.
V kazdém piipadé€ se lze domnivat, Ze
vyjevy se spicim ponocnym jako takovym
do bé&zného rejstiiku malovaného Zanru
dlouho nepatfily.

U rozsahlé dobové produkce malovaného
zanru se v mnoha piipadech zachoval
jen nazev toho kterého obrazu. U mnoha
spicich straZcti nebo hlida¢t tedy nelze
jednoznaéné& usoudit, zda se jedni o noéni
vyjev a tim spiSe ani, zda jde o ponocného
jako takového. Za této situace lze sotva
s jistotou tvrdit, Ze Quido Manes byl sku-
teéné prvnim z malifd, ktefi ztvarnili motiv
spicitho ponocného.

Komika v dile Carla Spitzwega, jeji ohlas
v Praze a u Quida Méanesa

Pro dal3i davahy o tomto motivu u Quida
Miénesa je potfeba zminit jesté dvé jina
jeho dila. Olejomalba s ponocnym a dalsi
postavou pospévajicich p¥i lucerné obsa-
huje nardzku na selhani noéniho strazce
v jeho roli, snad s v€domou aluzi na apo3-



toly v zahrad€ Getsemanské (obr. 3). Dilo
nebylo podle vieho za Quidova Zivota
nikdy vystaveno na prazské vyroéni vystave;
jeho pfiblizné vro¢eni se mtZe opirat jen

o posouzeni zralého, nikoli vak pozdntho
mali¥ského stylu. Totéz plati ohledné& kvase
ze Sbirky grafiky a kresby prazské Narodni
galerie s ponocnym zivajicim na stfese
méstského domu a o jeho vrodeni (obr. 4).°

Zd3 se tedy, Ze Quido Manes uplatnil spe-
cificky motiv spiciho noé¢niho hlidaée sou-
bé&zné s tvorbou vitdéi postavy malovaného
zanru s komickymi prvky ve stfedni Evropg,
Carla Spitzwega, ktery viak tento motiv
vyuZil mnohem pozdé&ji nezli Quido - totiz
aZ b&hem sedmdesatych let 19. stoleti, kdy
uZ lze zaznamenat i dal3i zndmky obliby
motivu spictho ponocného.

Spitzwegova tvorba je Siroce zndma
a odborn€ prozkouména, mj. diky recent-
nimu soupisu a vizudlni dokumentaci.*
Motiv ponocného Spitzweg uplatnil v jed-
nom ze svych nejznamé;jsich obrazi,
ktery byl ptivodn€ vystaven v Mnichové
roku 1879. TéhoZ roku ztvarnil v obraze
mensiho formétu tento motiv znovu. Zde
jde, tak jako u Ménesa, rovnéZ o postavu
mladika, ale umisténou do prost¥edi mésta.
A kone¢né tfeti Spitzwegovo zpracovani
spole¢ného motivu je v kompozici obrazu
i celkovém ladéni vyjevu blizké Minesovu
Spicimu ponocnému (obr. 5).12

Mali¥i Zanru si své motivy b&Zné ,vymé-
tiovali¥, pFiCemz ovSem nakonec bylo vzdy
rozhodujici individualn{ zpracovani toho
kterého motivu a jeho vlastni mali¥ské
ztvarnéni.

Pokud jde o Spitzwega, jeho tvorba davala
mnohy pifklad malovanému Zénru ve
st¥fedni Evrop€ a vyzbrojila jej i spole¢nou
obrazovou strategii. Ta spo¢ivala v nazor-
ném zpochybnéni az popfeni vlastniho,
pivodniho smyslu chovani ¢&i role zpodo-
benych osob. Spitzwegovi svate¢ni lovci
spi nebo jsou bojacni, jeho straznici pletou
ponozky, pod¥imuji nebo zivaji. V jeho
slavném raném obrazu gardista odpo¢iva,
zatimco misto sebe na hradbu umistil
figurinu (obr. 6). Podobné také ve vyjevu
znazoriiujicim akt portrétovani maliFem je
portrétovand osoba b&hem sezeni ofividné
znavena, ackoli ma v této roli ptsobit opac-
nym dojmem ¢ilé duchap¥itomnosti.

Svymi obrazy Spitzweg systematicky
obesilal vystavy ve mé&stech stfedni Evropy
vletn& Prahy. Na prazskou vyro¢ni vystavu
je zasilal viceméné pravidelné od doby, kdy
tato vystava byla oteviena zasilkdm obrazil
ze zahrani¢i. Takto se i Quido Miénes,

o jednu generaci mladsi nez Spitzweg,
seznamoval s jeho podnéty od poé&atku své
malifské pripravy.

Spitzwegovy bohaté styky s Prahou byly
nedévno viestranné analyzoviny,” takZe
zde postadi shrnout hlavn{ dosavadni
poznatky na toto téma. Co se tyk4d moz-
ného osobniho kontaktu Josefa a Quida
Miénest se Spitzwegem v Mnichové pfed
rokem 1849, neni zcela prikazny. Rozhodng
vSak Spitzweg roku 1849 navstivil Prahu,
pfi¢emz svou vypravu obfadné zaznamenal
ilustrovanym textem.* Také pozdé&ji s umé-
leckou Prahou udrzoval Zivé styky a sou-
hrnnym dokladem jeho zdejstho pfijeti je
nakonec i fakt, Ze vystava ze Spitzwegovy
pozustalosti byla uspofaddna pravé v Praze.

Starsi odborn4 literatura se kromé& vztahu
Spitzwega s Josefem a Quidem Manesovymi
zabyvala i motivickym sepé&tim Spitzwega
a jeho vynikajiciho prazského vrstevnika
z doby kolem roku 1849 - Josefa Navritila.
Stoji za zminku, Ze Navritil, pfedstavitel
neakademického proudu v prazském mali¥-
stvi, vyuZil Spitzwegtiv typ vyjevu se sva-
teénim lovcem i mnohem pozdéji, a to ve
svych vrcholnych olejomalbach s ,honem
na ligku“.»

Uz tato jednotlivost naznaéuje, Ze je
tfeba se dile zabyvat prazskym piijetim
Spitzwega a jeho iniciativ v malovaném
zanru. Nechme zde stranou jednotlivé
zasilky tohoto umélce a jejich odezvy
v prazském tisku a pokusme se na jejich
zakladé charakterizovat celkovou situaci.

Spitzwegova Uispé&sna tvorba se pro mali¥e
v Praze zdhy stala vyzvou k otevienému
napodobovani a sou¢asn€ s tim pfivolavala
i negativni odezvu umélecké kritiky. Tak
prazsky vrstevnik Quida Méanesa Gustav
Poppe prezentoval uz roku 1849 na zdejsi
vystavé dva obrazy pod nazvy Nedélni lovec
a Noéni hlidka. Kritik Bohemie pfi této pfile-
zitosti mladého malife pochvilil za roz-
vijeni Spitzwegova sméru, ale zaroven jej
varoval pfed ,pfiliSnym napodobovinim*
mnichovského mistra: , Talentovany Poppe
zadind tam, kde Spitzweg konéi. Neexistuji snad
i jiné hlouposti, net Ze si vyjde prodavaé kofeni
v nedéli ven za icelem stielit divoké zvive, a pfi-
tom ve svém tikolu neuspéje? Celkové bychom méli
Poppeho varovat od prilisné imitace Spitzwega.
[...] Na ,Spici hlidce' [od Poppeho] nalez-
neme jesté dalsi druhotné vtipy. I v tomto pFi-
padé mladého umélce varujeme. Takové vedlejsi
vtipy jsou Casto proky bez souvislosti. Spitzweg,
stejné jako napt. Hogarth plitvaji nejriznéj-
$imi nardgkami, které jsou mnohdy bezpted-
métné.“1°

Pfijeti Spitzwegovy tvorby v prazském
prostfedi, jako ostatn& kdekoliv jinde, tedy
nebylo pouze kladné. O radikidlnim odmit-
nuti jednoho obrazu prazskou kritikou
sv&d&i poznamka z roku 1847: ,V souvislosti
s [...] obrazem od Spitzwega, mdme prosbu na
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pdny umélce, aby obrax zastieli drapérii, jelikoz
neni hoden pohledu dnesniho divdka.“”

Poppeho Noéni hlidka je dnes zndma
jen ze struéného dobového popisu.
Znazoriiovala ¢lena narodni gardy, ktery
usnul p#i hlidce a jemuZ svitil no¢ni hlida¢
louéi do obliéeje. RovnéZz Poppeho kresba
Ndmésiéng zachycujici stfetnuti noéniho hli-
dace s postavou dlici na stfeSe domu dava
predstavu o komickém pojednani namétu
pribuzného Noéni hlidce (obr. 7).

Tyto drobnosti vytvateji podklad a pozadi
pro nésledujici tvorbu Quida Ménesa,
véetné jeho Spiciho ponocného. Quido sdm
se totiZ mnohdy pfiklanél ke komickému
zanru, at uZ spi§ implicitné - jako v obraze
Zvédavyj posel (1857), nebo explicitn€ obra-
zem Starosti hostinského (1859), zachova-
ném v podobé& piipravné kresby (obr. 8).*
K tomuto obrazu se poji vyznamuplné vyja-
dfeni prazského kritika: ,[...] karikatury se
dotykajict, avsak neméné vtipny, je obraz [Quida
Ménesa] ,Zahradni éiSnik pti ndhlé bousce’.
Boutka pritom hrozi tim, e mu veskeré vijhledy
na hosty a spropitné utopi.“>

Tato formulace zahrnuje pfipusténi
malovaného vtipu do umeéni, ale zaroven
pojmem ,karikatura“ naznacuje hranice
uplatnéni humoru v umeéni. Zda se, Ze
i oficidlni kritik uméni se dovedl malova-
nym Zanrem bavit. Kritika kolisala mezi
oficidlnimi kritérii uméni a ofekavinim
Sirstho publika. Snad nejzFetelné&ji vyjadiuje
povinnou distanci kritika uméni smiSenou
s respektem k oéekavani §irsi vrstvy publika
roku 1848 Bohemia slovy: , Ke Spitzwegovim
vykoniim miigeme ici ndsledujici: Prestoge vidime
stdle tuté% osobu, musime se smdt. Patrné ug po
tificdté pohligim na tutég postavu a ji% jsem si chtél
ponékud stéZovat, piese vse jsem byl nucen znovu
a znovu se smdt. A smdl jsem se véru hodné, a%
mi létaly mouchy do dst [...].“*

Praveé Spitzweg se svymi vykony postaral
o plné ocenéni komického Zinru prazskou
kritikou. V roce vystaveni Manesova Spiciho
ponocného (1862) o jednom jeho obraze
Purkyné napsal: ,,[Mali¥ podobizen] je, jako
vSechny obrazy tohoto pravého humoristy, velmi
pékné malovdn; obrdzek ten je sdm o sobé sro-
zumitelny a nepotiebuje Zddného vysvétleni.“*

A v tomto kontextu malovaného zinru

s viadéi roli Spitzwega jednou oznagcila
Bohemia také Quida Manesa za ,pragského
Spitzwega. >

Komika jako uznavana vysada Zanrového
mali¥stvi

Zikladem rozvoje malovaného Zanru

v Evropé€ byla tvorba v Nizozemi 17. stoleti,
u niZ byva novéji stile vice analyzovina
komplexni struktura humoru a komiky
odpovidajici ve vizudlnim uméni dalsim
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oborim umeélecké tvorby. N&kdejsi vytyce-
ni ,komického modu* malovaného Zanru
17. stoleti zdtraznilo analogie v divadle
sttedov€ku i éry humanismu a v komickém
zanru dobové literatury. Studium zaklada-
telské faze zanrové malby se zd4 shodo-
vat na tom, Ze také mali¥i cestou humoru

a komiky pojednavali kontrast etiky stano-
vené tradicemi s morilkou své doby.>

Od poéatku &tyFicatych let 19. sto-
leti, s rozmachem Zanrového malifstvi
v prost¥edi umélecké Prahy, se tu humor
a komika staly pfedmétem debaty nad
moznostmi tohoto oboru mali¥stvi. Zdejsi
kritika tehdy pfejimala dobové rozsifeny
nézor, Ze humor je dokonce podstatou
malovaného Zénru a obecnéji, Ze vie
o3klivé v ,krisném uméni* mize byt
uplatnéno prostfednictvim komiky. Tak
v prazské Bohemii se roku 1843 k malova-
nému zéanru pise: ,Hlavné by ndm nemély bijt
predkldddny triviality ani scény vrazd a umi-
rdni, ani smutné a plactivé romantické poezie,
ani efekty bez viznamu a prostoduché parddné
odéné Zeny. Tato témata totiz lezi mimo hranice
humoru. A prdvé v prostoru humoru Zije Zdnrové
maliFstoi.“> Nebo tamtéz o rok d¥ive nad
jednim z obrazt vyro¢ni vystavy: ,pokud
neni malit schopen to, co je nehezké, ukdzat
jako néco komického, viibec by se do takového
tématu nemél poustét“, a dale: ,ve vSem skuteiné
komickém totiz lezi indicie kontrastu pékného
a osklivého“ .2

Z tohoto zdtiraznéni ,skuteéného
komi¢na zaroven vyplyvaji vysoké naroky
na piislusny zptisob uméleckého ztvarnéni
reality, umoziiujici chdpat komiéno jako
legitimni obor umeélecké tvorby.

Rozsdhlé zmény v chapéani krasy a ,kras-
ného uméni“ zapodaly s mohutnym roz-
vojem estetiky a teorie uméni b&hem
pozdniho 18. stoleti. Britské, francouzské
i némecké myslent se vyrovnavalo s antic-
kym odkazem i se souéasnou scénou uméni
a rozvijelo pFitom mj. podnéty dosavadniho
mysleni o podstaté literarni satiry i komedie
jako oboru divadelni tvorby. Takové zamé-
Feni se najde uz u evropského prtikopnika
psané kritiky ,krasného* uméni Denise
Diderota.

Estetika soustfedéni dosud k pojmu krasy
a ke ztvarnéni idedlu v uméni zadala byt
revidovana s v€domim rozmanitych modalit
krasy a bytostnych moznosti jednotlivych
oborti umélecké tvorby. V této souvislosti
se vynofila pravé kategorie komiéna jako
kli¢ova, schopné zprostfedkovani mezi ide-
4lni krasou a redlnou osklivosti.

Rehabilitaci o3klivosti dovedl do nejsou-
stavné&ji propracovaného myslenkového
systému v poloving 19. stoleti estetik
a teoretik Karl Rosenkranz. Ustfedni tezi



jeho spisu bylo, Ze osklivost nepfedstavuje
pouhy nedostatek krasy, nybrz jeji aktivni
proté&jsek, nebot krisa mize byt vniména
jedin& na pozadi ogklivosti. Poukizal na
rizné modality krasy a rozmanité zpasoby
jejtho subjektivniho vniméni. I kdyz nako-
nec konstatoval, Ze ogklivost pro osklivost
preferuje jen ,patologické” vnimani na roz-
dil od , zdravého”, postihl rtizné legitimni
zptsoby uplatnéni osklivosti v uméni.”

Podobn¢ jako né&kteii daldi evropsky
vyznamni teoretici uméni od &tyficatych let
19. stoleti zah4jil i Rosenkranz své vysvét-
leni stavajictho paradoxu estetiky a teorie
uméni tim, Ze odkazoval na komiku tra-
di¢né& respektovanou v nékterych druzich
veskeré umeélecké tvorby. ,,Komicno musi vidy
zahrnovat primés osklivosti* a ,umélec produ-
kujici komiku se nemiiZe oklivosti vyhnout.“*
Autorova snaha promyslet esteticky paradox
v uméni jej tak nakonec uvedla k mimo-
Fadnému ocenéni role komiéna. Osklivost
jako negace pozitivni krasy nachézi novou,
vy38i pozitivni podobu v komice: ,pozitioni
idedl se nachdzi v komiénu, jelikoZ negativni jev se
v komicnu rozpousti®, ,tim, Ze vse osklivé se sbli-
Zuje s komicnem, wtrdci svou osklivost* a ,komika
miige bijt krdsnou, krdsnou nikoli ve smyslu jed-
noduché pozitioni krdsy, nyjbrz ve smyslu estetické
harmonie.“*

Rosenkranz se zabyval i riiznymi dalimi
fenomény proté&jskovymi idedlnimu krasnu,
jako bylo od 18. stoleti publikem uméni
oblibené a teoretiky uméni debatované
Jstragidelno: ,Strasidelno lze snadno obrdtit do
komiéna. Skutecnost, %e vse strasidelné lze snadno
obrdtit do komicna, je zbytecné rozvddét, jelikoz
satirou na strasidelnost se az prilis ¢asto zabyvala
persiflas. Také mimo satiru v$ak uméni vyusivalo
vse strasidelné a pfizracné ke smésné zdpletce.“>°

Podobné prvky jsou zaznamenany také
v dobovém ,éteni* Manesova obrazu,
posledn€ zminény moment ve vyse uve-
dené dobové charakteristice tohoto obrazu
(yveselé stragidelno*). Také Manestv Spici
ponocny v sob& misi cosi p€kného s nehez-
kym, ¢ mirnéji Feeno smé¥nym, a proto
muZe pusobit komicky. To se tyki zejména
tak dtleZité ¢asti obrazu, jako je oblicej
chlapce: mali¥ takika karikaturné zdtraznil
pooteviend dsta space (obr. 9).

Spici ponocny jako novodoby Endymion:
sentiment - a idyla

K odli§nému aZ protichttidnému zptsobu
¢teni Manesova obrazu poukazuje dobové
pfirovnéani jeho hrdiny k Endymiénovi, ve
vyse uvedeném cititu. Duchaplna charakte-
ristika obrazu Spici ponocny z pera malifova
pfitele a pronikavého kritika umé&ni Karla
Purkyné se tykala pfevdzn€ v€rohodnosti
ztvarnéni hrdiny obrazu a jeho dufevniho

stavu, a odkaz k Endymiénovi pfitom nebyl
jen pouhym bonmotem. Nejenze odpovidal
star§im malifskym i socha¥skym znazorné-
nim v pozici téla, ndklonu hlavy a rovné&z
v nej¢ast€jsim zptisobu jeho umisténi do
noéni krajiny. Také dusevnim rozpoloZe-
nim, pohrouZenim se do slastného a pf¥itom
nevinného spanku totiz plné& vyhovoval
starofeckému mytu o v&&né krisném mla-
dém pastyti. Bohyné mé&sice Seléné se do
Endymiéna zamilovala, ale vzhledem k jeho
povaze lidského smrtelnika jej mohla
navitévovat jen v noci, za jeho spanku.
Endymién byl hlavnim hrdinou p¥ib&hu
a jeho bozskym proté&jskem se pozdéji
piileZitostné stivala i Diana. V 18. stoleti se
Endymién s protéjskovou bohyni objevo-
vali spolu se zprostfedkujici postavou putti
a mali¥stvi kolem roku 1800 zpodobovalo
nékdy uz jen Endymiéna ve spole¢nosti
tohoto prostfednika, naptiklad ve slavném
dile A.-L. Girodeta (obr. 10). Pfitom postava
mladého spiciho pastyie s hlavou naklo-
nénou vzhiru byva situovana ve vyjevu
obvykle zleva, ostatn& ve shod€ s nejzna-
mé&jsim antickym reliéfem zpodobujicim
Endymiéna. V Quidové Spicim ponocném
jsou proté&jskem mladika sluneénice vpravo,
odkazujici na odtud pfichazejici, pfipadné
s rozbfeskem mizejici mé&si¢ni bohyni.
Endymion se stal frekventovanym moti-
vem evropského mali¥stvi b&hem druhé
poloviny 18. stoleti a v eském prostiedi
doby kolem roku 1800 dokonce souéasti
vefejného manifestu na téma souéasného
kritického stavu uméni a jeho patronace.®
V postavé krisného mladika se soustie-
dovala baladicka nilada doby a rezono-
valo dobov€ symptomatické téma spanku
a snéni. Vynikajicim zptisobem to evoko-
vala ,poetickd romance” Endymion Johna
Keatse z roku 1818: ,,Co krdsné je, v tom
providy radost Zije, / a kouzlo éasem vzristd.
Nepelije / se do nicoty, ale zachovdvd ndm klenbu
ticha, snéni riZovd, / hluboky spdnek poklidného
dechu [...]. / Vador tryzni vezdejsi, vador utrpeni
$lechetnyjch dusi, pres pochmurny éas, / pres trni
cest, jex zavddéji nds, / kdy% ve tmé tdpeme. Ndm
to vSak nedd, ndm vSechno krdsné z duse prikrov
zvedd / a lééi ji. To plati o mésici, / o slunci,
0 vétvi stin skytajici / znavenym stddim. [...].*
Pastyt Endymidn, byt vyjimeény laskypl-
nou no¢ni komunikaci svéta bohil s nim,
byl v podstaté soudasti komunity osidlujici
puvodni feckou krajinu idyly oslavovanou
v pastoralni poezii a v malifstvi ztvartio-
vanou pastordlnim typem krajinomalby,
v protikladu ke krajiné jako prostfedi hrdin-
skych d&ju.» Idylismus a sentimentalismus
provizeny p¥imeé&si nostalgie ziskal v Ceském
kulturnim prostfedi zvlast€ silné zdzemi
a nabyl své specifické podoby i v textu
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pisné Kde domov miij, kterd se pozdé&ji stala
hymnou Cechd.*

Zdanliva neslucitelnost idyly a humoru
Jan Neruda, ktery vénoval v tvodu nasi
dvahy citovany laskyplny komentar
k Manesovu obrazu, mél - uz vzhledem ke
svym vlastnim uméleckym ambicim ve sféfe
drobnych literarnich dtvart - zvlasté pozor-
ny a viely vztah i k malovanému Zanru.
V roce vystaveni Spiciho ponocného Neruda
charakterizoval malovany Zanr velmi iro-
ce a s diirazem na jeho oéekdvany rozkvét
& vzestup v doméci tvorb&: , Rozdilné jsou
libiistky laiki, genre md vSak nejvice piivrienci
mezi nimi, jet kagdému bégnymi predméty sviymi
blizky, lehce srozumitelny, zdbavny, jsou to por-
traity ivota skutecného, mnohdy i obycejného [...]
a na éest domdcich nasich uméleii tveba i zde opét
storditi sndmou jig pravdu, %e snai se upfimné
po vy$sim. Mdme iz celou fadu $tastnyich genristi
a s nékterymi z nich setkdvdme se s potéSenim
i letos zase.“>

Tuto charakteristiku Zanru obmé&tiuje
o rok pozdé&ji v obecné&jsi podob& také autor
piisludného hesla v zakladnim dile &eské
lexikografie té doby, v Riegrové Slovniku
naucném. Zanr zahrnuje ,[...] v uméni mali¥-
ském [...] obycejné vse, co nendlezi do oboru
malby historické nebo krajinomalby. V nejus-
§im smyslu naznacuje se timto ndzvem malifské
predstavent vijjevii a situaci % pospolitého neboli
vedniho Zivota, bex vys$siho a urcitéjsiho histo-
rického vyznamu, v fisté ozdobné obmezenosti
prostorni, v harmonickém provedeni co do formy
i do obsahu, ve kterémzto poslednim se vidy
md jeviti jistd poetickd idea, cerpand % bohatijch
pramenti ducha, jako jsou: vroucnost duseont, cit-
livost a sentimentdlnost (v dobrém smyslu), humor
a satyra atd. [...].“3

Neruda sam ve své literdrni tvorb& pro-
jevil smysl pro skloubeni idyly s humo-
rem.” Charakteristiky maximy malova-
ného Zanru lze najit v praZském prostiedi
uZ za Nerudova mladi, v dob& nastupu
tohoto oboru na praZskou vystavu umeéni.
Napiiklad univerzitni profesor estetiky
a zdejsi predni komentator tehdejsi malii-
ské tvorby Anton Miiller nad jednim
z vystavenych obraz® upozornil na jeho
statut ,na pomezi idyliéna a komiéna“ >

Lze zFejmé tvrdit, Ze také dilo Quida
Miénesa patii na toto pomezi - 1épe feceno,
ze se v ném vynalézav€ snoubi prvky obou
hlavnich konvenénich proudt malovaného
zanru.

Manestiv Spici ponocnyj v kontextu cen

a nakupt obrazi

Po sondich kolem tohoto dila a jeho zdroja
i zptisobu jeho dobového piijeti se nakonec
nabizi otdzka, jak se Spici ponocny umistil
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v kontextu finanéniho ocenéni a pfipad-
nych akvizic obrazt v Praze té doby.

S Mianesovou tvorbou bylo publikum na
prazskych vyro¢nich vystavach seznamo-
vano od dob jeho mladi. Prazska vystava
umeéni byla nejvétsi domaci platformou
prezentace sou¢asného uméni a Manes
na ni vystavoval soustavné od roku 1841.
Za dvacetileti do roku 1861 pFedstavil na
patnicti vystavich t¥iadvacet d€l.* Jiz z této
statistiky je zFejmé, Ze vyroéni vystava
v Praze nebyla jedinou platformou prodeje
jeho obrazti, protoze vyluéné touto ces-
tou by se jako malif neuzivil, ani kdyby je
vSechny na té€chto vystavich prodal. I kdyz
prezentace uméni na prazské vystavé méla
vcelku hlavné prestiZzni nebo propagaéni
vyznam, katalogy této vystavy davaji dobry
nzhled do cenovych relaci. Slo zejména
o olejomalby na platné, jejichZ cena se
v Méanesov€ piipad€ pohybovala od 80
do 300 zlatych rakouské mény. Prodejni
cena 220 zlatjch poZadovana roku 1862
za obraz Spiciho ponocného se tedy z ceno-
vych relaci, v nichZ se pohybovaly ostatni
Minesovy obrazy, nikterak nevymyka. Je
v3ak t¥eba vzit v potaz maly format tohoto
dila. Jestlize Ménes na vyro¢ni vystavé roku
néasledujictho nabizel velkoformatovy obraz
Venkovskd hospoda za 280 zlatych, je zfejmé,
ze si svého komorntho dila povazoval. Ani
konfrontace s cenami, za néz byly roku
1862 na prazské vyroéni vystavé nabizeny
zanrové obrazy, at uz domaicich & zahra-
niénich malif,* nepopie vysoké ocenéni
Miénesova Spiciho ponocného.

Za téchto okolnosti ceny malifi poza-
dované za obrazy na praZské vystavé byly
rovnéZ soudisti jejich rozmanité strategie
a nikupy z vystavy nebyly nijak vyjime¢-
nou udalosti, jak o tom sv&déi také priklad
Quida Ménesa. Manes zde za obdobi od
roku 1842 do roku 1862 prodal Sestnéct
obrazfi, véetn& Spiciho ponocného. Ctyti z pat-
nécti nakupt provedenych do roku 1861
uskuteénili pfisludnici domaci aristokracie
pusobici v okruhu mecend$d uméni, o zby-
tek se postarala Krasoumna jednota.*

Z prehledu nikuptt Manesovych obrazt
z prazské vystavy je dob¥e patrno, Ze jed-
notlivci zde nakupovali pomérné vzicng,
zatimco pravidelnym a nejvétsim odbéra-
telem byl potadatel vystavy, Krasoumna
jednota, ktera dila ziskdvala ke kazdo-
ro¢nimu slosovani mezi svymi akcionari.
Naopak v ptipadé& Spiciho ponocného §lo
o pomé&rné prestizni zalezitost, protoze
jej zakoupila tzv. Galerie Zijicich mali¥d.
Tato instituce ptsobila na podobném
zakladé& jako Spole¢nost vlasteneckych
pfatel uméni, tedy jako soukromy fond
zaloZeny ptivodné& nékolika aristokraty.



Cilem Galerie bylo hlavné ziskat a nacas
zvefejnit vzorna dila soudobého uméni

v Obrazarné€ Spoleénosti.> Galerie se na
pozadi podobnych instituci v metropolich
uméni a jejich velkorysejsich nakupt stala
predmétem trvalé kritiky ze strany doméci
vefejnosti, mj. pro zfetelné opomijeni
zdejsich umélct. Z tohoto hlediska se prave
nakup Manesova obrazu v roce 1862 muiZze
jevit jako gesto korekce stavajici umélecké
politiky Galerie Zijicich umélct.

Jaké byly pfesné motivy muzt rozhoduji-
cich o volbé& praveé Spiciho ponocného k akvi-
zici, se sotvakdy podafi zjistit. Malovany
zanr napliioval svym drobnym formatem
o¢ekéavani plynouci z akademického cha-
pani uméni a opFené o tradi¢ni hierarchii
jeho oborti. Namét Manesova dila byl navic
uZ nobilitovin jeho historickymi pfed-
stupni. A kone¢ng, v o¢ich hybatelt Galerie
zijicich malift mohl spici ponocny jakozto
Endymién ztélestiovat implicitni ,poli-
ticky“ komentaf k sou€asnosti, byt by 3lo
o komentaf jiného druhu, nez tomu bylo
pfed nistupem neoabsolutismu v p¥ipadé
Spitzwegovych obrazil a jejich dobového
publika.

Zavér

Bliz3i studium obrazu Spici ponocny potvr-
zuje vyznaéné postaveni Quida Manesa ve
sféFe malovaného Zanru a vede zejména

k hlubgimu rozpoznéani vjznamu zminé&né-
ho dila v umeélcové tvorbé.

Z dobové prazské diskuse nad timto obra-
zem i nad malovanym Zinrem obecné plyne
odkaz k ,humoru” a ,poezii“ jako kli¢ovym
prot&jskam spektra, v némz se Zanrové
mali¥stvi utvifelo a v dobé& vzniku tohoto
dila bylo vniméano. Pfiklady kombinace riz-
norodych stylt uméni sice poskytovala uz
anticka poezie, ale pro situaci vzniku Spiciho
ponocného byly k dispozici uz mnohem jem-
né&j3i stylové odstiny a praniky stylt. O tom
sv&ddi i §irsi dobova debata nad soudobym
umé&nim opfend o tehdejsi filozofické tvahy
o krasnu a osklivosti, jeZ tvo¥i pozadi i pro
dobovy statut malovaného Zanru.

Quido Ménes ve Spicim ponocném uplatnil
dobové sugestivni téma profesionélni role
ElovEka a individualniho zpronevéfeni se ji.
Angazoval zde také téma spanku a snéni,

v Evropé& poloviny 19. stoleti &asto asocio-
vané s odstupem aZ odvratem od pomérid
ve stavajici spole¢nosti. Méanes se v tomto
ohledu i jinak inspiroval zejména u pFed-
niho mistra stfedoevropského zénru, Carla
Spitzwega. Spitzweg ve své vrcholné tvorbé&
naznagil moZnost vyrovnani se maliFstvi
poezii v transformaci skutenosti do umé&ni
tim, Ze od konvenéniho malovaného Zanru
postoupil k exaltaci nejvlastnéjsich pro-

stfedk® mali¥stvi - barvy a svétla. Manesova
tvorba spiSe rozvijela do vrcholnych poloh
n&kdejsi intelektudlni a maliFskou tradici
biedermeieru a romantiky. Jednim z pii-
kladt takového vykonu je pravé Manestv
Spici ponocny, ktery se jevi mj. jako syntéza
zakladnich kvalit, vyznaéujici podle dobové
debaty vrchol ambici malovaného Zénru.
Specifické spojeni ,humoru” a ,poezie” zde
Cerpa koneckoncii z ptivodniho potencialu
biedermeieru - z propojeni obrazu Zivotni
idyly s jeho lehce ironickou (resp. sebeiro-
nickou) reflexi.

Spici ponocny je pozoruhodnym piispé&v-
kem Quida Méanesa k dobovym snahim
o revizi malovaného Zanru. Slo o ojedi-
nélou odezvu na dobové presyceni idylis-
mem i anekdotickym pojetim malovaného
obrazu. Ménesovo vyslovné uplatnéni
motivu Endymidna ve Spicim ponocném
neznamenalo jen vné&ji vyuziti antické
latky k nobilitaci malovaného zanru.
Spojeni ponocného s Endymiénem totiz
nazna¢ovalo moznosti vniténi transfor-
mace konvenéniho Zanrového malifstvi
do uméni, které ma zachytit totalitu lidské
existence. Kvality Spiciho ponocného byly
v prazském prostiedi z riznych pozic
rozpoznavany uz v dob& vzniku tohoto
dilka. Tim spi3 se tento obraz jevi jako
cenny umélecky vykon z vé&tsiho &asového
odstupu, tedy nejenom z hlediska dobo-
vych standardé Prahy doby Quida Manesa.

Tato stat byla recenzovdna.

Pozndmky

1 Jedind kniZni monografie tohoto mali¥e

(Jan Lori§, Quido Mdnes, Praha 1937) je dnes

uz dosti antikvovani; recentni prehledné
pojedniani s bibliografii o Quidovi viz Nadézda
Blazitkova-Horova (ed.), Malifskd rodina Mdnesii
(kat. vyst.), Narodni galerie v Praze, Praha 2002;
pro souvislost Quidovy tvorby v dobovém
malovaném Zanru viz Sarka Brithova (ed.),
Idylicky Zdnr v éeské malbé 19. stoleti. Antonin Dvofidk,
Quido Mdnes, Antonin Gareis ml., Eduard Steffen
(kat. vyst.), Narodni galerie v Praze, Mé&stské
muzeum a galerie v Hlinsku 1998.

2 Spici ponocny (Mlady ponocny, Ponocny), 1862,
znadeno vpravo dole: ,, Quido Mdnes“, olej,
platno, 41 x 54,5 cm, Narodni galerie v Praze,
inv. & O 450; Katalog der Kunst-Ausstellung der
Gesellschaft patriotischer Kunstfreunde im Jahre 1862,
Prag 1862, s. 12: ,[Nr.:] 238 [Gegenstand:] Ein
Nachtwichter®.

3 V piipadé Quida Ménesa je zndma totoznost
hrdiny jeho obrazu Zlatnik, jimz byl v Praze
zndmy mu? této profese, mimochodem predek
mali¥e Oskara Kokoschky.

4 Viz Roman Prahl, Josef Manes - Umé&lctv
sen, in: Marta Ottlova - Milan Pospisil (eds.),
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Proudy éeské umélecké tvorby 19. stoleti. Sen a idedl,
Praha 1990, s. 90-99 (zvl. s. 92 a obr. 17). Svému
gkoliteli prof. PhDr. Romanu Prahlovi, CSc.,
bez négjz by tento ¢lanek nevznikl, dékuji za
nedocenitelné podnéty k tématu.

5 (Karel Purkyné), Leto3ni umé&lecka vystava,
Ndrodni listy II, 10. 5. 1862, ¢&. 110, s. 1.

6 (Jan Neruda), Z umélecké vystavy, Hlas I,
15. 5. 1862, €. 134 (nestr.).

7 (Anonym), Kunstausstellung 1862. XI.,
Bohemia XXXV, 21. 5. 1862, ¢. 145, s. 1456.

8 Jednou z vyjimek byl pfipad, kdy z dévodu
svého Spatného zdravi ponocny povéfil

svym tkolem houZevnatou Zenu. Za laskavé
poskytnuti této i pfedchozich informaci dékuji
PhDr. Milosi Tomandlovi z Ustavu etnologie
Filozofické fakulty Univerzity Karlovy v Praze.
9 Quido sice oba motivy asi znal i ze starsiho
obsahlého souboru grafik od prvniho Feditele
prazské Akademie uméni Josefa Berglera, které
se na této §kole dlouho uzivaly i pfi vjuce
adeptdl umeéni, ale ani zde se jako samostatny
vyjev neobjevuji; viz Roman Prahl (ed.), Josef
Bergler a grafika v Praze 1800-1830 / Joseph Bergler
and Graphic Arts in Prague 1800-1830, Olomouc
- Praha 2007. Konvolut grafik chovany ve
Sbirce grafiky a kresby Narodni galerie v Praze
také s nejvétsi pravdépodobnosti nezahrnuje
Zadny pFfimy inspira¢ni zdroj pro Manesova
Spiciho ponocného. Za toto zjisténi dékuji

Mgr. Petru Samalovi. Pokud jde o zahraniéni

i Geskou moralistni grafiku, za upozornéni na
jediny graficky list pohravajici si s tematikou
ponocného, respektive noénich strazcti ulic
(William Hogarth, Noc, z cyklu Cty#i denni doby,
1738, lept a mé&diryt, papir, 452 x 580 mm,
Narodni galerie v Praze, inv. &. R 916), ktery
rovnéZ nebyl pfedobrazem Manesova hrdiny,
d&kuji PhDr. Ev& Bendové, Ph.D.

10 Nocturno, znageno vpravo dole: ,Q Manes*,
cca 1860-1863, olej, platno, 54 x 64 cm,
Zapadoceska galerie v Plzni, inv. &. O 479; viz Jifi
Kotalik - Roman Prahl, Mé&sto v ¢eském uméni
19. stoleti (kat. vyst.), Narodni galerie v Praze

a Zapadoceska galerie v Plzni u pfilezitosti
sympozia v Plzni 1982, in: Milena Freimanova
(ed.), Mésto v éeské kultute 19. stoleti, studie

a materidly, Narodni galerie v Praze, Praha 1983,
s. 434, &. kat. 69; Jana Potuzikova, Ceské uméni
19. stoleti ze sbirek Zdpadoceské galerie (kat. vyst.),
Zapadoceska galerie v Plzni, Plzeni 1991, s. 31,
¢. kat. 43 a Nadé&zda BlaZickova-Horova (ed.),
Ceské malitstoi 19. stoleti ve sbirce Zdpadoieské
galerie v Plzni (kat. vyst.), ZapadoCeska galerie

v Plzni, Plzeti 2000, s. 35, €. kat. 130, obr. s. 76.
Kva3 (Quido Manes, Ponocny, akvarel /kvag/,
papir, 145 x 210 mm, Néarodni galerie v Praze,
inv. &. K 14631) lze na zéklad€ posouzeni
autorského stylu a dil¢ich komponent vyjevu
snad datovat do 50. let 19. stoleti, tedy do ran&jsi
tvorby Quida Manesa. Za laskavé vyjadfeni

k vroéeni dila d€kuji PhDr. Sarce Leubnerové.
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11 Siegiried Wichmann, Carl Spitzweg.
Verzeichnis der Werke. Gemdlde und Aquarelle,
Stuttgart 2002.

12 Pro tfi obrazy se spicim ponocnym

srov. Giinther Roennefahrt, Carl Spitzweg.
Beschreibendes Verzeichnis seiner Gemdlde, Olstudien
und Aquarelle, Miinchen 1960, s. 209-210.

13 Roman Prahl, Malif Carl Spitzweg a jeho
prazska agenda, in: Jifi Kroupa - Michaela
Seferisova Loudové - Lubomir Koneény (eds.),
Orbis artium. K jubileu Lubomira Slavicka, Brno
2009, s. 363-368.

14 Srov. Siegfried Wichmann, Spitzweg auf

der Reise nach Prag mit Postkutsche, Eisenbahn und
Dampfschiff von ihm eigenhdndig aufnotiert und
illustriert, Minchen 1963 (2. vyd. Miinchen 1980)
a Olga Mackova, Spitzwegova cesta do Prahy,
Uméni X1V, 1966, s. 184-185.

15 Hon na lisku, znateno vpravo dole:

»Jos. Nawratil“, (po 1850), olej, platno,

39,5 x 50,5 cm, Narodni galerie v Praze,

inv. €. O 2653; Hon na lisku, neznaceno,

(zag. 50. let 19. stol.), olej, platno, 45 x 55 cm,
Narodni galerie v Praze, inv. ¢. O 10219; Na lovu,
zna¢eno vpravo dole: ,, Jos. Nawratil“, (zaZ. 50. let
19. stol.), olej, platno, 32 x 40 cm, Narodni
galerie v Praze, inv. €. O 8012; Na éekané, znaceno
vlevo dole: ,, Nawratil“, (50. 1éta 19. stol.), kvag,
papir na desce, 21 x 26 cm, Narodni galerie

v Praze, inv. & O 10830; Hon na lisku, varianta,
znadeno vpravo dole: , Jos. Nawratil“, (zag. 50. let
19. stol.), kvas, papir, 23,8 x 28,3 cm, Narodni
galerie v Praze, inv. &. O 13632; Dub (Na éekané),
znadeno vlevo dole: ,, Jos. Nawratil“, (zag. 50. let
19. stol.), kva3, papir, 21 x 26 cm, Narodni galerie
v Praze, inv. €. O 12955; Stary strom s lovcem,
znaéeno vpravo dole: ,, Jos. Nawratil“, (zag. 50. let
19. stol.), kva3, papir, 21 x 27 cm, Narodni galerie
v Praze, inv. ¢. O 8330.

16 Text je uveden tvrzenim: ,Pokud je

umélec schopen takovou komiku =obrazit, je to dar
pFirody, jej% je téeba péstovat a hyjckat.“ (Anonym),
Kunstausstellung, Bohemia XXII, 23. 5. 1849,

¢. 122, s. 3.

17 (Anonym), Die Kunstausstellung zu Prag
im J. 1847. (Fortsetzung.), Bohemia XX, 2. 5. 1847,
¢. 70, s. 3.

18 Jde ovSem o kresbu vytvofenou pro

udely kavarenské zabavy krouzku umélct,

ktera se stala souéasti tzv. Svatolukdsské knihy

(s. 28), obsahujici karikatury a humorné

kresby i texty; Ndmési¢nyj (Ein Mondsiichtiger),

cca 1850, kresba perem lavirovani tusi, papir,
19,5 x 23 cm, Nérodni galerie v Praze, inv.

&. K 15784/57.

19 Na4grt k obrazu je ve sbirkich Narodni
galerie v Praze (Studie k obrazu Hostinsky ve strachu,
1859, kresba tuzkou, papir, 228 x 290 mm,

inv. & K 12907).

20 (Anonym), Die Prager Kunstausstellung.
IX., Bohemia XXXII, 8. 6. 1859, €. 135, s. 1194.
21 (Anonym), Die diesjahrige Kunstausstellung.



(Fortsetzung.), Bohemia XX, 23. 6. 1848, ¢. 93-94,
s. 7.

22 (Karel Purkynég), Letodni umélecka vystava,
Ndrodni listy 11, 23. 5. 1862, &. 121 (nestr.).

23 Bohemia 1859 (cit. v pozn. 20).

24 K tomu srov. zvl. Hans-Joachim Raupp,
Ansitze zu einer Theorie der Genremalerei in
den Niederldnden im 17. Jahrhundert, Zeitschrift
fiir Kunstgeschichte XLVI, 1983, s. 401-418;
Svetlana Alpers, The Art of Describing. Dutch Art
in the Seventeenth Century, Chicago 1983; eadem,
Picturing of the Dutch Culture, in: Wayne

E. Franits (ed.), Looking at the Seventeenth-century
Dutch Art. Realism Reconsidered, Cambridge 1996,
s. 57-67; Mariét Westermann, Steen’s Comic
Fiction, in: Guido M. C. Jansen (ed.), Jan Steen.
Painter and Storyteller (kat. vyst.), National Gallery
of Art Washington - Rijskmuseum, Amsterdam
1996, s. 53-67. K tomu srov. recentné Andrea
Rousovi, Zdnrovd malba 17. a poédtku 18. stoleti

v Cechdch, (disertaéni prace), Ustav pro dé&jiny
uméni Filozofické fakulty Univerzity Karlovy,
Praha 2010.

25 (Anonym), Uber die diesjihrige Prager
Kunstausstellung. (Fortsetzung.), Bohemia XVI,
5. 5. 1843, & 54, s. 4.

26 (Anton Miiller), Die diesjihrige Prager
Kunstausstellung, Bohemia XV, 6. 5. 1842,

8. 54, s. 3. Prvni z citatd se vztahoval k obrazu
Madarskd pastyiskd slavnost od frankfurtského
mali¥e Zanrd Heinricha Franze Gaudenze von
Rustige, ktery i pozdé&ji prazskou vystavu Casto
obesilal.

27 Johann Karl Friedrich Rosenkranz, Aesthetik
des Hisslichen, Kénigsberg 1853; srov. recentné
Tereza Stara, Estetika osklivosti, (bakalaFska prace),
Seminaf estetiky Filozofické fakulty Masarykovy
univerzity v Brn€, 2008, s. 34-35.

28 Rosenkranz (cit. v pozn. 27), s. 6-7.

29 TIbidem, s. 8-10, 53.

30 [Ibidem, s. 352.

31 Srov. Roman Prahl, Smuteéni figura

a zmé&ny konvenci v sochafstvi kolem roku 1800,
in: Beket Bukovinsk4 - Lubomir Koneény (eds.),
Ars longa. Shornik k nedoZitym sedmdesdtindm Josefa
Krdsy, Praha 2003, zvl. s. 194-196.

32 John Keats, Obrys krdsy, Praha 1977, s. 16
(prel. Hana Zantovsk4). Jind z Keatsovych bésni,
Spdnek a poezie, vzyva spanek takto: ,[...] Jenom ty,
spdnku, oéi zaviradi, / Septaviich uspdvanek vypravéci./
Podusek nasich vérny hlidaci, / makovych kvéti hbity
splétaéi [...].“ Tbidem, s. 9.

33 Existuje rozsédhla odborna literatura ke
kategorii idyly, k jeji genezi a k historickym
zptsobtim jejtho uplatnéni v literatufe a uméni,
zvl45t€ poéinaje érou sentimentalismu. Shoda
panuje asi v tom, Ze tehdy se v idyle ¢asto
projevil melancholicky aZ nostalgicky rys nad
ztrdtou harmonie nékdejstho zZivota lidstva.
Tento rys vhodné ztélestiovala mezi jinymi béj

o Endymiénovi.

34 Srov. Vladimir Macura, Krajina hymny

a krajina literatury, in: Patrik Oufednik (ed.), Kde
domov miij, varianty a parafrdze, Praha - Litomys3l
2004, s. 125-130.

35 (Neruda) (cit. v pozn. 6).

36 Mil. [Jan Boh. Miiller], ,Genre*, in:
Franti$ek Ladislav Rieger (ed.), Slovnik naucny,
sv. III, &. 1, Praha 1863, s. 346.

37 Smysl pro analogie v tvorb& malifa
osvédéil i jako redaktor nékterych Easopist,
zejm. pfedniho ilustrovaného zabavniho
periodika Humoristické listy.

38 Anton Miiller, Uiber die diesjihrige
Kunstausstellung, Bokemia XIV, 13. 6. 1841,

€. 71, s. 3. Charakteristika se tyka obrazu

s motivem starého muze rozjimajictho nad
nadobou s alkoholem. Pravdépodobné 3lo

o obraz holandské Zanrové malitky Elisabeth
Alidy van Haanen, jejiz bratfi Remigius
Adrianus a George Gillis vystavovali ve

40. letech 19. stoleti na prazské vyro¢ni

vystavé krajinomalby.

39 Srow. katalogy vystav Krasoumné jednoty:
1841, Zabijacka (kresba), &. kat. 295, cena
neuvedena, soukromy majetek // 1844, Biteoni
scéna (karton), &. kat. 142, cena neuvedena //
1845, Ubytovdni, &. kat. 116, cena: 150 zl. // 1845,
Predsunutd hlidka, €. kat. 202, cena: 35 zl. //
1846, Tyrolské povstdni roku 1809, Haspinger vede
své sedldky proti Francouziim, ¢. kat. 184, cena:

250 zl. // 1846, Tazni koné, &. kat. 272, cena:

70 zl. // 1847, Hoferovo zajeti, €. kat. 176, cena:
300 zl. // 1848, Koiiskd stdj, €. kat. 256, cena:

250 zl. // 1849, Selské staveni, &. kat. 45, cena:
280 zl. // 1850, Kotiskd stdj za tricetileté vdlky,

. kat. 243, cena: 250 zl. // 1855, Ponny ve stdji,

. kat. 308, cena: 160 zl. // 1856, StaroZitnik,

. kat. 321, cena: 300 zl. // 1856, Vyjizdka na koni,
. kat. 322, cena neuvedena, soukromy majetek
// 1857, Zvédavy posel, €. kat. 176, cena: 200 zl.,
Obchod delikatesami, €. kat. 193, cena: 180 zl. //
1858, Duddk, &. kat. 189, cena: 180 zl., Cinsky
cisat Kien-long (1710-1786) sklddd chvalozpév na éaj,
¢. kat. 360, cena: 160 zl., Zdmek Roztoky u Prahy se
stafdzi ze 17. stoleti, €. kat. 362, cena: 80 zl., Chata
u Kokofina (skica), &. kat. 364, cena: 80 zl. // 1859,
Chlapec nad sviym iikolem, &. kat. 128, cena: 220 zl.,
Hostinsky ve strachu, €. kat. 349, cena: 150 zl. //
1860, Kuchyiiské nestésti, €. kat. 19, cena: 220 zl. //
1861, Zlatnikova dilna, €. kat. 184, cena: 210 zl.
40 Napt. roku 1862 byl Spitzwegtv Malif
podobizen uvadén s cenou 250 zl., nebo z domaci
produkce Veéer tiikrdlovj od Antonina Gareise
ml. s cenou 180 zl. & rozmérna Skolni vizitace
Eduarda Steffena s cenou 220 zl. Ostatni
malované zanry se pohybovaly v niz3i cenové
hlading, a mimo#¥adné vysokou pozadovanou
cenou je prevysil Hans Rhomberg (Chycené ptdce,
¢. kat. 173 za 530 zl.).

41 Hrabg& Eduard Clam-Gallas zakoupil

z vystavy roku 1845 Ménestv obraz Ubytovdni

a z vystavy roku 1846 jeho obraz Tyrolské
povstdni roku 1809, Haspinger vede své sedldky proti

¢ O O¢ O

Bulletin of the National Gallery in Prague XXI1V/2014

133



134

Francouziim, hrab& Carl von Althann si na vystavé
roku 1845 potidil Manesovu Predsunutou hlidku

a Carlos knize Auersperg z vystavy roku 1857
zakoupil Ménes@v obraz Obchod delikatesami.
Minesovy obrazy Tazni koné (1846), Hoferovo
zajeti (1847), Koriskd stdj (1848), Selské staveni
(1849), Starogitnik (1856), Zvédavy posel (1857),
Duddk (1858), Chlapec nad svym iikolem (1859),
Hostinsky ve strachu (1859), Kuchyiské nestésti (1860)
a Zlatnikova dilna (1861) byly z vystavy zakoupeny
Krasoumnou jednotou; srov. Zden&k Hojda, Kdo
nakupoval na vystavich Krasoumné jednoty?, in:
Freimanova (cit. v pozn. 10), s. 133-153.

42 K této instituci obecné srov. Kol. autorti,
Obrazarna a Galerie Zijicich mali¥d, in: Vit Vlnas
(ed.), Obrazdrna v Cechdch 1796-1918 (kat. vyst.),
Narodni galerie v Praze, Praha 1996, s. 52-56.

K zaloZeni a uspofadani Galerie viz Roman
Prahl, Die Prager ,Galerie lebender Maler, Josef
Bergler und sein ,Hermann nach der Schlacht im
Teutoburger Wald', Bulletin of the National Gallery
in Prague V-VI, 1995-1996, s. 53-69 (zvl. s. 53-58).
K pozdgjim akvizicim obrazii od domécich
maliFdl viz idem, Véclav Broziks ,Ferdinand I.
among His Artists’: On Patronage in Bohemia
around 1900, Bulletin of the National Gallery in
Prague T, 1991, s. 85-91 (zvl. s. 87 a 90).
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Sexnam vyobrazeni

1 Quido Manes, Spici ponocny (Mlady ponocny,
Ponocny), 1862, olej, platno, Narodni galerie v Praze.

2 Quido Manes, Snéni za kamny (Vlastni podobizna),
kresba tuzkou, papir, nezvéstné. Foto z: Vojtéch Volavka,
Ceskd kresba XIX. stoleti, Praha 1949, obr. 231.

3 Quido Manes, Nocturno, cca 1860-1863, olej, platno,
Zéapadoceska galerie v Plzni.

4 Quido Ménes, Ponocny, akvarel (kvas), papir, Narodni
galerie v Praze.

5 Carl Spitzweg, Spici ponocny, olej, drevo, soukroméa
sbirka v Bavorsku. Foto z: Gunther Roennefahrt, Carl/

Spitzweg. Beschreibendes Verzeichnis seiner Gemdlde,
Olstudien und Aquarelle, Miinchen 1960, s. 209,

¢. kat. 721.

6 Carl Spitzweg, Post spici straZe, 1848, olej, platno,
soukroma sbirka. Foto z: Tatana Petrasova - Roman Prahl
(eds.), Mnichov-Praha. Vytvarné uméni mezi tradici

a modernou / Miinchen-Prag. Kunst zwischen Tradition
und Moderne, Praha 2012, s. 131, obr. 46.

7 Gustav Poppe, Nadmésicny, cca 1850, kresba perem
lavirovana tusi, papir, Narodni galerie v Praze.

8 Quido Manes, Studie k obrazu Hostinsky ve strachu,
1859, kresba tuzkou, papir, Narodni galerie v Praze,
original nezvéstny.

9 Quido Ménes, Spici ponocny (Mlady ponocny,
Ponocny), 1862, olej, platno, detail oblic¢eje (ve skute¢né
velikosti), Narodni galerie v Praze.

10 Anne-Louis Girodet de Roussy-Trioson, Spdnek
Endymidndyv, 1791, olej, platno, Musée du Louvre,
Pariz. Foto z: http://en.wikipedia.org/wiki/Endymion_
(mythology)#/media/File:Girodet - Sommeil_Endymion.
IPg-



MATERIALIE

Rezby Jifiho Frantika Pacika

ve sbirkach Narodni galerie v Praze

TOMAS HLADIK

Soubor fezeb Jifiho Frantiska Pacika v majetku Narodni galerie v Praze nepredsta-
vuje nijak rozsahly vysek z autorovy celoZivotni tvorby, a presto jsou v ném zastoupeny
vSechny znamé polohy a vysledky, jichZ socha¥stvi obdobi baroka ve stfedni Evropé

v linii drobné plastiky uzivalo. Najdeme zde klasickou trojrozmérnou skicu, s jejiz
pomoci si umélec poprvé ujasinoval zakladni kompozi¢ni i prostorovy rozvrh budou-
ciho dila, stejné jako peclivéji vypracované fezby modelového charakteru slouzici vizu-
alni informaci objednavatele dila, nasledné pak jako pevna opora pf¥i praci dilenskych
pomocnikii. S proménou estetickych kritérii a nové formulovanymi pozadavky mladsi
generace cirkevnich i Slechtickych objednavateld sochaiskych dél v dobé nastupujiciho
rokoka ziejmé souvisi nartist produkce ryze kabinetnich kusid v pozdni tvorbé Jifiho
Frantiska Pacdka. Podobné jako tomu bylo u formalné vybrousenych praci vedoucich
mistrd sochaistvi prazského raného rokoka, dokladaji i Pacakovy pozdni Kalvdrie umél-
covu mimoiadnou Femeslnou zruénost i technickou dovednost. Ve vysledku slo o exklu-
zivni artefakty, v nichZ litomyslsky mistr dokazal redukovat objemy i tvary na minimal-
nim prostoru, aniz by drobné rezby ztratily cokoliv ze své vyrazové sily a zamysleného
vytvarného Géinku.

Klicovd slova Soubor Fezeb Jifiho Frantiska Pacaka
Jifi FrantiSek Pacak, sochafstvi pozdniho baroka, (kolem 1670 Stary Rokytnik - 1742

Francesco Trevisani, kostel piaristd v Litomysli, . . ., L .
oltéFni obraz Ukfizovan, sochafské skici a modely, Litomy3l), uloZeny ve fondech Néarodni

¥ezané skupiny Kalvarif galerie v Praze, nenf ani zvl4st podetny, ani
kvalitativné zcela sourody. Ve svych vrchol-
nych ¢lancich, jez reprezentuji tfi polychro-
mované skupiny Kalvdrii, snese viak
srovnani s nejlepsimi realizacemi ze zave-
reéné etapy autorovy tvorby. Vedle nespor-
nych vytvarnych kvalit a osobné& pfiznainé
slohové mluvy nabizi oviem stejny soubor
jesté jeden mozZny thel pohledu. PFi éetb&
pfislusné uredni agendy Narodni galerie
v Praze, stejné jako pfi studiu odborné
literatury si brzy uv€domime, jak slozi-
tymi cestami se v minulosti ¢asto ubiralo
specidlni badani pfi stanoveni pfesnjych
odpovédi na nejednoduché otazky, vizicich
se k slohovému fenoménu tzv. braunovské
naslednosti. V na§em konkrétnim p#ipa-
dg zjistujeme, jak obtizné mnohdy bylo
jednoznaéng urcit konkrétni uméleckou
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osobnost fady dochovanych sochafskych
dél z obdobi vrcholného a pozdniho baroka
pochézejicich z tizemi vjchodnich Cech.
Snad tedy nebude od véci, jestlize v ramci
charakteristiky galerijni kolekce Pacdkovych
Fezeb upozornime také na tento aspekt.

Chronologicky nejstar§im ¢lankem
v rdmci pojednévaného souboru je drobna
reliéini fezba Boha Otce z doby po roce 1730
(obr. 1). Jedni se o jedinou autentickou
skicu Jifiho Frantiska Pacdka ve sbirkich
Niarodni galerie, jez byla ptivodné oviem
inventovana jako dilo ¢eského mistra
18. stoleti. Klasické bozzetto predstavuje
zFejmé trojrozmé&rny navrh veétsi sochy
Boha Otce, at uz koncipované jako samo-
statnd figura, jakou zndme z néstavce hlav-
niho oltdfe dékanského kostela Nanebevzeti
P. Marie v Chrudimi, anebo jako prot&js-
kova postava k postav€ Krista ze skupiny
N. Trojice, jez se dochovala v nistavci
hlavniho olti¥e farniho kostela N. Trojice
v Zacléri.! Skica nese pro tento typ sochar-
ského artefaktu charakteristické znaky
bezprostfedniho, rychlého zdznamu prvotni
myslenky autora, pojednané energickym
fezbafskym rukopisem vybavujicim z lipo-
vého dfeva toliko zdkladni kompozi¢ni
osnovu findlniho dila. Pacdkovo autorstvi
uréil v Sedesatych letech minulého stoleti
Oldfich J. BlaZiéek, ktery sou¢asné kon-
statoval, Ze ,malebny styl této diirazné fezby je
v zdsadé braunovsky, vétsi hmotnost a jednotlivé
motivy drapérie, zejména ndpadny rozestieny
cip se zavinutymi okraji, ukazuji ke starsimu
Pacdkovi*.?

Ziejmé& o nemnoho pozdé&ji nez skica
Boha Otce vznikla polychromovana fezba
Sv. Jana Nepomuckého v adoraci krucifixu
(obr. 2), vystavené od roku 2008 v detago-
vané expozici Narodni galerie v byvalém
klagtere cistercidkt ve Zdaru nad Sézavou.’
Ta pfedstavuje vEtsi a predevsim dyna-
mict&jsi variantu Pacdkovy sosky modelo-
vého charakteru mucednika zpovédniho
tajemstvi z majetku Mé&stského muzea
a galerie v Poliéce.* Prudkym kontrapostem
i vyraznym pfiklon€nim hlavy k rameni
zaroven upomene (v zrcadlovém pfevra-
cenf) na zndmou kamennou sochu Sv. Jana
Nepomuckého (1727), instalovanou pfed jizni
pruceli radnice v PoliGce, s niZ nade fezba
souzni rovnéz zpracovanim velmi Ziv€ utva-
fené draperie, zejména prudce se vzdou-
vajici rochety.’ Podle Oldficha Blazicka
galerijni socha ,vykazuje nejen zietelné slohové
rysy braunovské viichodoéeské ndslednosti, ale
hldsi se celiim pojetim i expresivnim séinem piimo
k J. E Pacdkovi®. Jantiv kanovnicky 3at je
zajimavym zptisobem oziven diagonalnim
zvlnénim hlubokych, ale mékkych fas;
soutasn€ nepiehlédneme i velmi citlivou
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modelaci rukou a tvafe s vyrazné vystupu-
jicimi licnimi kostmi. Neddvno byla pub-
likovana dal3i pacakovska fezba Sv. Jana
Nepomuckého (obr. 3), predstavujici patrné
fragment n&kdejsi celé postavy svétce, jez
byla v mladsi dob¢€ siln& zkricena a osa-
zena na novodoby sokl.® Pe¢livi modelace
koZesinového plastiku i rochety tohoto Jana
Nepomuckého a jejich povédomé formy,
podobné jako citlivé pojednani rukou

a svétcovy hlavy by nasv€déovaly tomu, Ze
kompoziéni feseni pln€ dochované sochy

z Narodni galerie se v prost¥edi Pacdkovy
dilny stalo popularni a bylo uZivino opako-
vané pifi podobné& zné&jicich objednavkach.

M¢éné jistoty naopak mame v otdzce
autorského urfeni souso3i Piety (obr. 4),
ziskaného z prazské soukromé sbirky
v roce 1975 a zapsaného do majetku
Niarodni galerie jako dilo vychodo&eského
Fezbéfe Braunovy $koly. Reliéfn& pojata
fezba, zezadu vyhloubend, nema charak-
ter sochafského modelu, ale spise drobné
plastiky z domaciho oltafiku.” T¥ebaZe
slohové pfislusnost k okruhu Braunovy
vychodoéeské néslednosti je také v tomto
piipad€ zfetelna, jednoznainého autora se
doposud nalézt nepodafilo. Symptomaticka
je v tomto ohledu BlaZi¢kova rukopisna
poznamka na evidenéni karté&: ,bud patii
fezba do Sirsiho okruhu Pacdkii, nebo, jak bylo
navrgeno pri ndkupni komisi E. Pochem, do
dilny éi okruhu Rehote Thényho.“s V tvorbé
Pacdkovy dilny by zvolena kompozice jed-
noho z tradi¢nich pasijovych zastaveni byla
skuteéné pomérné vyjimecéna. Mrtvé t&lo
Syna je v ni umisténo ve vyrazné diagonile
pfimo do Mariina klina, p¥i¢em# Kristova
pravice spada - po vzoru stfedovékych
burgundskych Piet - kolmo doli k zdkladng
sousosi. Zndmé autorovy realizace namétu
- napifklad drobné polychromovani Fezba
z Regionélniho muzea v Litomysli (obr. 5)
a jeji fezbafskd ,zvétSenina“ z kostela
sv. Jakuba Vé&tstho v Poli¢ce (zaptjena do
Muzea baroknich soch v Chrudimi) - pfina-
Seji sice rovné&Z klasickou pyramidalni kom-
pozici, v niz viak Panna Marie prezentuje
vé&ficimu t&lo mrtvého Krista v anatomicky
dosti nepfirozené, prudce zalomené esovce,
usazené zde na kamenny kvadr symbolizu-
jici skalni hrob.® Disledné spojovani forem
za pomoci pruznych kiivek a mé&kkych pre-
chodi je naopak spole¢né nejenom uvede-
nym skupindm Piet (véetné galerijni sosky),
ale rovnéz Fezanym Kalvariim, o nichZ
bude pojednéno dile.

V uvadéné expozici ve Zdaru nad
Sazavou je vystavena rovnéz podzivotni
polychromované socha Klediciho andéla
(obr. 6), kterou kdysi Oldfich Blazi¢ek zata-
dil do n&kdejsi kmenové expozice barok-



ntho uméni v Cechich v klastere sv. Jifi na
Prazském hradg, kdyz ji soucasné& pripsal
ruce neznamého Z4ka Jiftho Frantiska
Pacika.*® Tato socha kdysi nepochybné& zdo-
bila n€ktery z baroknich olta¥nich nastavcil
¢i svatostankd, a to zfejmeé ve dvojici s dnes
uZ ztracenou Fezbou protéjskovou. Stylova
mluva ji zaFazuje kamsi na pomezi tvorby
Jifiho Frantiska Pacéka a Ignice Rohrbacha,
dalstho z pozoruhodnych Braunovych
sochafskych nasledovnikd, ktery stiatkem
s vdovou po sochafi Cechpauerovi ziskal
(1726) dilnu v krilovském mésté Chrudimi.
Robustné stavénd socha nebeského posla
upoutd na prvni pohled ndpadnou a vlastné
dosti nehezkou typikou nafouklych tvari,
napadn€ odulych rtd i nabé&hlych o¢nich
vi¢ek na hruskovité hlavé. Vypracovani
draperie do reliéfni 3ife s rozestFenymi cipy
je urcité blizsi kostymnimu pojeti soch
Pacédkovych nez silnym podiezdvanym
zahybtiim a vyrazng plastickym lemim sva-
tych patront Rohrbachovych.

V ramci kmenové expozice v klastefe
sv. Jifi byla na jafe roku 1976 veFejnosti
prvné piedstavena rovnéz drobna Kalvdrie
(obr. 7), reprezentujici ,jemné provedenon
fezbdiskou miniaturu velké dramatické kom-
pozice s charakteristickou vyletujici drapérii*.
Brilantni fezba¥ska priace z hruskového
dfeva, povaZzovani zprvu za dilo ano-
nymniho doméciho mistra z doby kolem
roku 1750, je ve skuteénosti Pacikovou
sochafskou transformaci mnohem slav-
néjstho uméleckého dila, a to monumen-
talniho platna UkfiZovdni fimského malife
Francesca Trevisaniho (obr. 8) z hlavniho
oltare kostela piaristth Nalezeni sv. K¥iZe
v Litomysli zaniklého pfi velkém poziru
chriamu v roce 1775.*2 Kompozici tohoto
proslulého a neoby¢ejné vlivného umélec-
kého dila 3ifily brzy po jeho osazeni na
olta¥ni retdbl (1722) nejenom pocetné malo-
vané a grafické kopie, ale rovnéz i sochat-
ské transpozice rozliéné vytvarné trovne.
Mezi znamymi socha¥skymi multiplikacemi
vynik4 vyrazovou silou a vytvarnou kvalitou
sousosi Kalvdrie Ignace Rohrbacha (1691-
1747) v d&kanském kostele sv. Bartolomé&je
v Pardubicich. Jak oviem ukazuji n€které
dochované mladsi prace - napfiklad drobna
zlaceni Fezba, uloZena dnes ve sbirkach
Niarodni galerie v Praze (obr. 9),4 a déle
ji velmi blizké sousosi z Vychodo&eské
galerie v Pardubicich ¢i neddvno restauro-
vany olta¥ s plastickou skupinou Kalvdrie
v kostele sv. Mikuld$e v Lounech, drzely
se n€které domaci sochatské dilny suges-
tivnftho vzoru Trevisaniho obrazu vérné
jest€ v poloving 18. stoleti.” Byl to pravé
Jifi FrantiSek Pacik, kdo tutéZ malifskou
predlohu dokizal osobitym zptsobem

transformovat, kdyZ v inscenaci skupiny
pod kiiZem ponechal namisto pivodnich
tii pFatel Kristovych pouze Jana Evangelistu
a Matku Bozi, pfi¢emz Milackovi Pané
pridélil aktivni dlohu osamoceného pomoc-
nika omdlévajici Dolorosy (obr. 10), kterou
v Trevisaniho obraze (a rovnéz u vétsiny
jeho kopii) plnila postava Mai{ Magdalény.
Podobnou cestou se vydal také Petr Brandl
pii koncipovéani oltdintho platna Uk#iZovdni
s P. Marii a sv. Janem Evangelistou, které se

z chrdmu sv. Bartolomé&je v Praze dostalo

v mlad$i dob€& do kostela v Dolnim Slivné.*
Martin Pavli¢ek neddvno dokonce usou-
dil, ,%e Brandliiv obraz a Pacdkova fezba

spolu néjakym zpiisobem souvisi“, a souasné
nadhodil mozZnost, Ze litomy3lsky mistr
mohl Brandlovo plitno vidét v jezuitském
konviktu na Starém Mé&sté prazském a ,ori-
gindlné jej varioval“.” Na rozdil od Pacika
v3ak Petr Brandl vybavil svého Jana dra-
matickym gestem levice prudce vztaZzené

k Uk#izovanému. Kompozici litomy3lského
platna nemén€ zajimavym zptsobem
obmé&nuji i nékterd barokni sochaiska dila
zachovand v Podkrkonosi. Napiiklad ve
velké Kalvdrii z farntho chramu sv. Vavfince
v Jilemnici (kolem 1735) Severin Tischler,
dal3f z pozoruhodnych Braunovych pokra-
Covatelti a dokonce snad osobni Pacakav
pfitel,*® znovu zaménil role asisten¢nich
postav.® V protikladu k Brandlové kom-
pozi¢nimu FeSeni obrazu ve Slivné a také

k pojednavané malé Kalvdrii viak Severin
Tischler postavu Maf{ Magdalény u paty
kiiZe nejen zachoval, ale dokonce ji pFideélil
kli¢ovou roli v tragickém dé&ji, podtrZzenou
expresivnimi gesty svétice i jeji dramaticky
pojednanou draperii. Mimofadné citlivé
modelované Kalvdrie Jifiho Frantiska Pacaka
z Narodni galerie naopak pfedvadi postavy
az klasicistni uslechtilosti, a pfece vyra-
zové velmi Zivé. Pe€livé vypracovani ji pak
zfetelné odlifuje od modelové zb&Znosti
skici Boha Otce, a pfece souvisi také ona

s pacakovskou tvorbou velice tizce, zejména
vyraznym typem hlavy Jana Evangelisty,
stejné jako vyletujicim cipem jeho plasté

a také modelaci terénu Golgoty.

V dlouhodobé expozici doméciho baroka
ve Schwarzenberském paléci jsou vedle
vyse uvedené fezby z hruskového dieva
prezentoviny jesté dvé dalsi, tentokrat
vyrazné vétsi skupiny Kalvdrie, které vze-
§ly z dilny Jifiho Franti¥ka Pacdka v dobé
kolem roku 1740. Prvni z nich (obr. 11)
nese na sob& nipadné pestrou polychromii,
jejiz origindlni vrstva se viak dochovala
jen na k¥izi a korpusu UkfiZovaného.?
Litomyslsky mistr, ,kteryj mél moznost bijt
s Fimskym pldtnem u piaristi v podstaté v denno-
dennim kontaktu“,** v ni pfisel se zcela novou
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variantou zpracovani veskrze tradi¢niho
ndmétu, a to s variantou dosti odli§nou od
kompoziéniho feSeni galerijni malé Kalvdrie.
Vzijemné diference viech tii skupin pfitom
nespocivaji pouze ve vyraznych rozdilech
jejich méfitek, ale pfedevsim v navratu
k ptivodnimu poctu t¥ Kristovych pfatel na
Kalvéarské hote, ktery zndme jak z docho-
vaného Trevisaniho modelletta litomyslského
obrazu, tak také z velké vétsiny jeho mlad-
§ich kopii. Na rozdil od nich jsou Pacikovy
hybné figury Jana Evangelisty, Mafi
Magdalény a Dolorosy navzdjem propojeny
mnohem t&sné&ji, a vytvafeji tak zvlastni
sevieny dtvar situovany u paty kiize
(obr. 12). Cel4 figuralni trojice je zaroven
dokonale provazana uZitymi gesty, plynule
prechézejicimi z jedné figury na druhou.
V. V. Stech si kdysi povgiml, Ze v podob-
nych p¥ipadech ,neni zndt vliv Brauniv,
zato technickou zralost, smysl pro %ivot, pohyb
a vyraznost“.?? Spojitost s ostatni Pacdkovou
tvorbou je rovnéz v téchto piipadech
nesporni; projevuje se v usili ,uzavfit formu
diagondlami a obrazci a vystupriovat pohyblivost
rouch”, jakou v pt¥ipad& Pacdkovy kamenné
skulptury Frantigka Xaverského v Ziréi
konstatoval pred fadou let znovu Stech.”
Ustredni postavou obou vétsich Kalvdrii
z Narodni galerie je poklesajici Panna
Marie, zachycena v neodvratném padu
Janem Evangelistou, rychle pfisp&chaviim
z pravé strany scenerie. Dolorosa ma sviij
monumentéalni proté&jSek ve stejné postaveé
skupiny Kalvdrie, jez se dochovala na
boénim oltafi byvalého augustinidnského
kostela ve Vrchlabi, kterou dilné& Jiftho
Pacika kdysi pfipsal Emanuel Poche a jiz
Ivo Kofan neddvno uréil jako prici Severina
Tischlera.?* Zcela odlisn€& byla v obou srov-
navanych skupinidch naopak koncipovana
postava obracené hii$nice: zatimco ve vrch-
labské realizaci Mafi Magdaléna stoji t&€sné
za Pannou Marif a obraci sviij zrak vzhtru
k UkfiZovanému, na galerijni fezbé ji spat-
fujeme v okamziku, kdy v prudkém stodeni
svého robustniho t&la poklekla na terén
Golgoty té€sn€ pod pravici P. Marie, aby ji
nabidla svd ,nastavend zada“, a pomohla
tak v kritickém okamziku Janovi nést veske-
rou tihu umdlévajici Matky BoZi.

V roce 2012 ziskala Narodni galerie
v Praze z prazské soukromé sbirky t¥eti
Pacdkovu skupinu Kalvdrie (obr. 13), jez se
od kompoziéniho Feeni pfedeslého dila na
prvni pohled prakticky nelisi, nepoéitdme-
-li monochromni barevné pojednani nové
akvizice.” P¥i pozorné&jsim pohledu si
oviem uvédomime, %e nékteré drobné
diference v celkovém provedeni nedévno
ziskané Fezby pFece jenom nelze piehléd-
nout. Jsou patrné predevsim v natoCeni
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jednotlivych figur Kristovych pfatel a ve
sklonech jejich malgch hlav. V procesu
opakovaného reprodukovani evidentn&
velice oblibené kompozice tomu v ramci
dilenského provozu nemohlo byt jinak.
Sugestivnim dojmem ptsobi ,astenicky*
typ UkfiZovaného (obr. 14), z jehoZ silné&
protahlého téla s vyrazn& modelovanym
hrudnikem a naopak utlymi boky, zaha-
lenymi expresivné rozvichfenou rous-
kou, vystupuji napadné dlouhé vyhublé
konéetiny s naddimenzovanymi dlanémi.
Identicky typ UkfiZovaného i prakticky
totoznou kompozici ptatel Kristovych pod
kfiZzem p¥inasi skupina Kalvdrie (obr. 15),
jez do doby neddvného zcizeni stila na
hlavnim olt4#i filidlniho kostela sv. Jakuba
Vétstho ve Chvaléi (0. Trutnov), na kterou
nedavno upozornil Martin Pavli¢ek.?® Ta se
jako jedind dochovala in situ, a mtiize ndm
tak byt voditkem k hypotetické odpovédi
na otdzku, jaky byl vlastn€ prvotni déel
t&chto drobnych Fezbarskych praci. Jako
soudast oltdfniho celku pFedevsim plnily
obvyklou liturgickou funkei, ale stejné

tak dobfe mohly byt vnimany jako svého
druhu vyjime¢né vytvarné solitéry slouzici
napiiklad soukromé zboZnosti, v mladsich
dobach pak jako velice zddané objekty sbé-
ratelského zdjmu.”

Vedle klasického vzorce dvou asistenénich
figur symetricky rozmisténych po stranich
kiize, dobfe znamého z Pacikovych drob-
nych skupin na radnici v Poli¢ce a dékan-
ského kostela v Litomy3li, nasla tedy
v mistrové tvorb& pevné misto i popiso-
vand, vyrazn€ odli¥ni varianta znazornéni
prastarého ndmé&tu, rovnéZ po strance své
Fezbafské formy velice kvalitni. Ta s sebou
pfinesla vyrazné dynamict&jsi feSent tkolu,
v némz byla souéasné vérohodnym zpt-
sobem tlumod&ena vyhrocend emocionalni
rovina celého tragického ptib&hu. Jak uka-
zuji pojednané piiklady z Narodni galerie
v Praze, délo se tak vzdy za pomoci drama-
tickych gest a pevného skloubeni jednaji-
cich postav, nadanych aZ neéekané prudkou
té€lesnou aktivitou. Litomyslsky sochaf navic
dokézal suverénni modelaci Zivého povr-
chového reliéfu je3té€ prohloubit vysledny
malebné expresivni charakter té€chto fezbai-
skych arcidél. Existence n€kolika prakticky
identickych socha¥skych praci nakonec
doklada, Ze nové nalezené kompoziéni
Feeni osnovného ndmétu veskerého kies-
tanského uméni, jez se zaroven odlisovalo
od natolik sugestivniho a zavazného vzoru,
jaky pfedstavovalo Trevisaniho oltaFni
platno v Litomysli, bylo v Pacikové dilné&
mimoFadné oblibené. Formalni vybrouge-
nost prazskych skupin a jejich stylova fe¢
napovidaji, Ze umé&lec sam dospé&l k popi-



sovanému vysledku patrn€ aZ v zavéru své
nesporn€ Uspédné Zivotni a tvirci cesty.

Zav€rem zbyva odpovédét na otdzku,
zda lze pojednévany soubor Pacikovych
Fezeb ve sbirkdch Néarodni galerie v Praze
né&jak presnéji definovat? Prestoze se
nejedné o nijak rozsahly vysek z autorovy
celozivotni tvorby, nabizi pomérné pes-
try obraz jeho pracovnich zvyklosti. Jsou
v ném zastoupeny viechny zndmé polohy
a vysledky, kterych stfedoevropské sochai-
stvi vrcholného a pozdniho baroka na
poli drobné plastiky dosahovalo a uZivalo.
Najdeme tu jak klasickou trojrozmérnou
skicu, s jejiz pomoci si litomy§lsky mistr
rozvrhl zdkladni kompoziéni a prostorové
FeSeni budouciho dila, stejné jako peélivéji
vypracované fezby modelového charakteru,
slouzici prvotni vizuélni informaci objedna-
vatele dila, ndsledn€ pak jako pevni opora
pfi préci dilenskych pomocniki.?® S promé-
nou estetickych kritérii a nové formulova-
nymi poZadavky nastupujici mladsi gene-
race cirkevnich a §lechtickych objednavatelt
patrné souvisi nariistajici poéet vyslovené
kabinetnich kustl v pozdni Pacdkové tvorbé.
Podobn¢ jako tomu bylo u dekorativné
citénych a formaln& vybrousenych praci
vedoucich mistrti sochafstvi prazského
raného rokoka (F. I. Weiss, K. J. Hiernle,

J. A. Quitainer), dokladaji pozdni Kalvdrie
umélcovu mimo¥adnou femeslnou zrué-
nost i technickou dovednost. Ve svém
thrnu pak pfedstavuji pomé&rné exkluzivni
vytvarné artefakty, nesouci vétsinou napad-
nou i nakladnou povrchovou tpravu. Pacak
v nich dokéazal redukovat objemy i tvary
na minimélnim prostoru (pii souéasném
zachovani pfehlednosti zvolenych kompo-
zic), aniz by fezby cokoliv ztratily ze své
vyrazové sily i zamysleného vytvarného
aéinku.

Na podklad& dosavadnich znalosti takika
bezb¥ehé sochatské tvorby Braunovych
zakt i pokradovateld je mozné vyslovit
z4vér, ze to byl pravé Jifi Frantidek Pacék,
kdo se kvalitni produkci soch pfiprav-
ného nebo naopak kabinetniho charakteru
z Sirokého kolegia nidsledovnikt Matyase
Brauna zfetelné vydéluje. Pfipometime, Ze
rovné&z realizaci nejrozsihlejsiho Pacikova
dila, jimz se stalo vyzdviZeni a sochaf-
ska vyzdoba monumentilniho sloupu
Neposkvrnéného Podeti P. Marie na namésti
v Poliéce, pfedchizela peéliva pFipravna
prace. Ta zahrnovala kromé& zhotoveni
celkového modelu budouciho pomniku,

o né€mz se hovoii v umé&lcové dopise mést-
ské rad€ v Poli¢ce (1732), rovnéz piipravu
dfevénych modellett pro kamenné sochy
svatych patront, jez posléze naly sva mista
ve tfech etdZich maridnského pamétniku.

Star3i pfedpoklad o Pacikové vyskoleni
v Braunové prazském ateliéru byl mlad$im
badanim oprivnéné odmitnut; pak je oviem
otdzkou, kde se litomyslsky mistr, vyuéeny
ptvodné v linii tradi¢niho fezbafského
Ffemesla, mohl dtvérné seznamit s natolik
odlidnou ateliérovou praxi, jez se vétsinou
opirala o dikladnou pfipravu sochafskych
realizaci, mimo jiné také za pomoci nejcen-
né&jsiho jadra tzv. dilenské sbirky pFedloh,
jimiz byly pravé plastické skici a modely,
o0 jejichz existenci a prvotnim téelu jsme
dobfe informovani ze soudobych prament
(véetné Braunova vlastniho testamentu).
Zdali mohlo byt rozhodujicim impulsem
i dostate¢nym voditkem Pacdkovo osobni
pracovni angazma pfi vijzdob& pravé
dokondéovaného kostela piaristt v Litomysli,
kde se Matya$ Braun podle smlouvy zavizal
provést ,podle kresby a modelu Kasikova® ves-
kerou plastickou vyzdobu hlavniho oltife,?
zustava nezodpovézenou otizkou.

Tato stat byla recenzovdna.

Pozndmky

1 Pravé Zacléfskou sochu Boha Otce galerijni
skica kompozi¢nim rozvrhem i pohybovou akci
blizce pfipomini; srov. Ivo Kofadn, Rard$ a Setek
aneb braunovské sochastvi vichodnich Cech,
in: Matyd$ Bernard Braun 1684-1738. Sbornik
védecké konference porddané Ndrodni galerii v Praze
ve spoluprdci s Ceskoslovenskiym komitétem déjin
uméni ve dnech 26. a 27. listopadu 1984, Narodni
galerie v Praze 1988, s. 108; idem, Herese

a sochaistvi vjichodnich Cech v 18. stoleti,
Pomezi Cech, Moravy a Slezska, sv. 11, Regionalni
muzeum v Litomysli, Litomy3l 2010, s. 16,

obr. 3 (Zaclé¥, kostel N. Trojice, hlavni olta¥

s Nanebevzetim P. Marie, 1739-1742). Jinou
sochu Boha Otce, umisténou v tzv. kapli

N. Trojice v Ziréi, p¥ipsal Pacakovi Martin
Pavli¢ek, Ndsledovnici M. B. Brauna na Chrudimsku
a Pardubicku. Pokus o vymezeni autorskyjch

hranic (diplomni préace), Katedra d&jin uméni
FFUP, Olomouc 1998, s. 52 a &. kat. 74 (hlavni
oltaF d€kanského kostela v Chrudimi); Pavel
Panoch - St&pan Barto$, Barokni uméni na
Chrudimsku, Regionalni muzeum v Chrudimi -
Regionélni muzeum ve Vysokém Myt& - Statni
okresni archiv v Chrudimi 2011, s. 98, obr. 109
na s. 99, 115, pozn. 88 (nistavec hlavniho oltafe
kostela Nanebevzeti P. Marie v Chrudimi).

K osobnosti Jifitho Frantiska Pacdka a jeho
pisobeni na panstvich Dubenec, Markou3ovice,
Zaclét a Zire& srov. Jan Pipek, Povéstny

fezbafF Pacék, Zirelti jezuité a Pelzelova sbirka
zivotopisti v€hlasnych uéencti a umélcil, Roéenka
statniho okresniho archivu v Trutnové, 2003-2004,
Trutnov 2006, s. 107-155.

2 Jifi Frantidek Pacik, Biik Otec, po roce 1730,
lipové dfevo se zlutavym 3elakovym natérem,
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v. 22 cm, Nérodni galerie v Praze, inv. ¢. P 380.
Ziskano darem ze soukromé sbirky v Praze
(1939); srov. Oldfich J. Blazi¢ek, Tfi expozice
Geského baroku, Uméni XVIII, 1970, s. 626,

obr. 7 na s. 623; Oldfich J. BlaZi¢ek - Dagmar
Hejdova - Josef Hobzek - Josef Polisensky -
Pavel Preiss, Barok v Cechdch. Vijbér architektury,
plastiky, malby a uméleckych Femesel 17. a 18. stoleti,
katalog expozice ve statnim zamku Karlova
Koruna v Chlumci nad Cidlinou, Praha 1973,

s. 107, &. kat. 177, obr. 53; Oldf¥ich J. Blazi¢ek

- Pavel Preiss - Dagmar Hejdova, Kunst des
Barock in Bohmen (kat. vyst.), Villa Hiigel,

Essen, Recklinghausen 1977, s. 58, &. kat. 34,
obr. 17; Old¥ich J. Blaziéek - Pavel Preiss -
Dagmar Hejdova, Kunst des Barock in Bohmen.
Skulptur - Malerei - Kunsthandwerk - Biihnenbild,
Recklinghausen 1977, s. 78, ¢&. kat. 33, obr. na

s. 79; Oldfich J. Blazi¢ek, Modellpraxis in der
béhmischen Barockskulptur, in: Entwurf und
Ausfiihrung in der europdischen Barockplastik. Beitrige
zum internationalen Kolloquium des Bayerischen
Nationalmuseums und des Zentralinstituts fiir
Kunstgeschichte Miinchen, 24. bis 26. Juni 1985,
Miinchen 1986, s. 89, 98, obr. 14; OldFich

1. Blazicek, Sochafstvi vrcholného baroka

v Cechich, in: Déjiny éeského vijtvarného uméni.

Od poédtkii renesance do zdvéru baroka 11/2, Praha
1989, s. 506.

3 Jifi FrantiSek Pacik, Sv. Jan Nepomucky, 1730-
1740, lipové d¥evo s novou polychromii, plna
fezba, v. 84,5 cm, kiiZ je novodobym dopliikem,
Narodni galerie v Praze, inv. & P 6419.
Zakoupeno v prazskych Starozitnostech (1975);
srov. Lenka Stolarova (ed.), Barokni uméni ze sbirek
Ndrodni galerie v Praze. Vijbérovy katalog stdlé expozice
Ndrodni galerie v Praze na zdmku Kinskych ve Zddru
nad Sdzavou, Narodni galerie v Praze, 2008, s. 28,
obr. na s. 29 (autor hesla Tom4s Hladik).

4 Jif{ Frantiek Pacak, Sv. Jan Nepomucky,

do roku 1727, lipové dfevo polychromované,

V. 24 cm, Mé&stské muzeum a galerie Poli¢ka,
inv. €. G ps 10.

5 E. Poche a kol., Umélecké pamdtky Cech 3, Praha
1980, s. 128; David Junek, Policka. Maridnsky
obelisk a barokni sochy (edice Pamitky, sv. 4),
Mé&stské muzeum a galerie Poli¢ka 2006, s. 6,
obr. 7 (model /?/ sochy Sov. Jana Nepomuckého
pfed radnici v Poli¢ce), obr. 8 (kamenna socha
Sv. Jana Nepomuckého tamtéz). K pacikovskym
sochdm Jana Nepomuckého v Ziréi, Dob¥enicich
a Nedglisti srov. Pipek (cit. v pozn. 1), s. 139-140.
6 Jifi FrantiSek Pacak (?), Sv. Jan Nepomucky,
kolem 1730, polychromované difevo, v. 64 cm,
Praha, soukroma sbirka; srov. Svatyj na mosté.
Vistava k vjroci 280 let od svatofeceni Jana
Nepomuckého (kat. vyst.), Rytifsky ¥ad kfizovnika
s ¢ervenou hvézdou, Muzeum Karlova mostu,
Praha 2009, s. 45 (autor hesla Marek Pudéalik).

7 Jifi FrantiSek Pacék, Pieta, 1730-1740, lipové
dfevo zbavené puvodni polychromie, vzadu
vyhloubeno, v. 27 cm, §. 25 cm, Nérodni galerie
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v Praze, inv. €. P 6438. Ziskdno z prazské
soukromé sbirky (1975), restaurovino v Narodni
galerii v Praze (Vera Dé&di¢ova, 2003). Vyhloubeni
na zadni stran& svédéi zfejmé o n€kdejdim
upevnéni kiize.

8 Zapis Oldficha J. Blazitka ze dne

14. ledna 1976 na rubu evidenéni karty

inv. €. P. 6438.

9 Jifi FrantiSek Pacak, Pieta, kolem 1740,

V. 34 cm, §. 31 cm, hl. 13 cm, Regionédlni muzeum
v Litomy3li, inv. €. 20C130. David Junek (cit.

v pozn. 5), s. 25, obr. 35 na s. 25, v pfislu§ném
popisku s opatrnosti ozna¢uje fezbu za model
ke skupiné& Piety pro kostel sv. Jakuba v Poli&ce.
Za laskavy souhlas s oti§ténim fotografie Piety

a za jeji zaslani srde¢n& dé&kuji Mgr. Hang
Klime3ové, odborné pracovnici Regionéalniho
muzea v Litomys3li.

10 Jifi Franti§ek Pacak (?),
1740, lipové dfevo s ptivodni polychromii, vzadu
opracovano, v. 123 cm, Narodni galerie v Praze,
inv. &. P 2407. Zakoupeno ze soukromé sbirky

v Praze (1952), restaurovano v Narodni galerii

v Praze (Josef Kotrba, 1972); srov. Staré ceské
uméni. Shirky Ndrodni galerie v Praze. Jifsky kldster,
Narodni galerie v Praze 1988, s. 146, &. kat. 403.
11 Jifi Frantidek Pacak, Kalvdrie II, kolem

1740, hrugkové dFevo, lesténé a voskované,
vzadu opracovéano, v. 45,3 cm, Narodni galerie

v Praze, inv. &. P 4554. D¥evo kfiZe je nové,
ptvodni kiiz, jak ukazuje zakladna, byl oblejsi,
snad z pfirodniho kmene. Ziskiano pfevodem

z Uméleckopriimyslového musea v Praze

(1949), restaurovano v Narodni galerii v Praze
(Ladislav Jetmar, 1973); srov. Staré ceské uméni
(cit. v pozn. 10), s. 146, &. kat. 402, obr. 402;
Blazi¢ek, Sochafstvi vrcholného baroka (cit.

v pozn. 2), s. 506; Vit Vlnas (ed.), Lumiére et
ténebres. Art et civilisation du baroque en Bohéme
(kat. vyst.), Palais des Beaux-Arts, Lille, Paris
2002, s. 55, €. kat. 12 (autor hesla Tom4s
Hladik); Vit Vlnas (ed.), Uméni manyrismu a baroka
v Cechdch. Priwodce stdlou expozici Shirky starého
uméni Ndrodni galerie v Praze v kldstefe sv. Jifi,
Narodni galerie v Praze 2005, s. 71-72, €. kat.
56, obr. na s. 70 (autor hesla Tom4s Hladik);
Martin Pavli¢ek, Karika, Braun & Trevisani
co-production, Podoba a osudy hlavniho

oltafe piaristického kostela Nalezeni sv. Kiize

v Litomysli, in: Pomezi Cech, Moravy a Slezska,

sv. 14 (Sbornik praci ze spoleéenskych

a pfirodnich v&d), Regionalni muzeum

v Litomysli 2013, s. 37-55, zde s. 47, 52, pozn. 67,
obr. ¢. 19 v pfiloze (s datovanim fezby do 30. let
18. stoleti).

12 Srov. Jaromir Neumann, Francesco Trevisani
v Cechdch. Zamberskij obraz a jeho autor, Okresni
muzeum Vysoké Myto - Mé&stské muzeum

v Zamberku 1979, s. 290-35, 53-56, pozn. 118-164.
Signované a datované Trevisaniho modelletto

k litomyslskému platnu bylo pred lety objeveno
v Regionalnim muzeu v Teplicich. Srov. k tomu

Kleéici andél, kolem



Jaromir Neumann, Trevisaniho modelletto

pro litomyslské Ukfizovani, Uméni XLVIII,
2000, s. 394-406; Vit Vlnas (ed.), Sldva barokni
Cechie. Uméni, kultura a spolecnost 17. a 18. stoleti
(kat. vyst.), Narodni galerie v Praze 2001, s. 158,
¢. kat. 1/4.32, obr. (autorka hesla Bohuslava
Chleboradova). Za laskavy souhlas s otisténim
fotografie Trevisaniho modelletta a za jeji zaslani
srdeéné dékuji pracovnikiim Regionalniho
muzea v Teplicich.

13 Recentné se Trevisaniho maliFskému

dilu a jeho reflexi v soudobém vytvarném
uméni v€nuje Martin Pavli¢ek (cit. v pozn. 11),
ktery vyjadfil pFesvédéeni (ibidem, s. 41),

ze , Trevisaniho litomyslské Ukfizovdni se stalo
nejpopuldrnéjsim uméleckym dilem barokniho obdobi

v Ceskiich zemich a édsteéné i v Sirsim regionu stiedni
Evropy“. Doc. Martinu Pavlitkovi srde¢né& dékuji
za zaslani uvedeného sborniku a za upozornéni
na fezané skupiny Kalvirii z Vychodo&eské
galerie v Pardubicich a filidlntho kostela ve
Chvalgi.

14 Vychodo&esky mistr kolem 1750, Kalvdrie,
1750-1760, lipové dfevo zlacené, v. 46 cm,
Narodni galerie v Praze, inv. €. P 6211;

srov. Pavli¢ek (cit. v pozn. 11), s. 49, 53, pozn. 75.
15 Kamennd Kalvdrie v Rudolticich vznikla

ale aZ roku 1800; srov. Pavliéek (cit. v pozn. 11),
S. 43-44, 52, pozn. 51, obr. 11 v pfiloze
(skupina I. Rohrbacha v Pardubicich), s. 44,

52, pozn. 52, obr. 12 (Kalvdrie v kostele

sv. Mikuld$e v Lounech, pivodng& ze h¥bitovniho
kostela Ctrnacti svatjch pomocnikil tamtéz),

S. 49, 53, pozn. 75, obr. 10 v pfiloze (skupina

z Vychododeské galerie v Pardubicich,

inv. & P 360), s. 44, 52, pozn. 54, obr. 13

v pfiloze (Kalvdrie v Rudolticich). Ke skupiné

z d€kanského kostela v Pardubicich srov. déle
Simona Sedova, Igndc Rohrbach (1691-1747)
(magisterskd diplomova préce), Filozoficka
fakulta Univerzity Palackého, Olomouc 2010,

s. 66-67, &. kat. 47 (1735-1737).

16 Srov. Jaroslav Prokop, Petr Brandl. Zivotni

a umélecky epilog 1725-1735, Praha 2006, s. 17,
97-99, 120, 239-240, pozn. 37; Pavli¢ek

(cit. v pozn. 11), s. 45, 48, 52, pozn. 61;

k Brandlovi naposledy Andrea Rousova, Petr
Brandl - mistr barokni malby, Narodni galerie

v Praze 2013.

17 PavliCek (cit. v pozn. 11), s. 48.

18 Ibidem, s. 46. Autor je pfesvédlen, Ze
Tischler vy3el pfi koncipovani Kalvdrie v Jilemnici
z Trevisaniho litomy3lského Ukfizovdni, ,zvldst
kdy% piedpokldddme jeho pobyt v Pacdkové litomyslské
dilné v dobé, kdy byl obraz osazen na Karikiiv

a Brauniiv olidr.“

19 Martin Pavli¢ek, Severin Tischler. Socha¥
poxdniho baroka na pomezi Moravy a Cech

(kat. vyst.), Muzeum uméni Olomouc, Olomouc
2008, s. 40-41, s. 94, &. kat. I1.27, obr. na s. 41;
idem, Karika (cit. v pozn. 11), s. 46, 52, pozn. 63,
obr. 15 v pfiloze; ibidem, s. 47, obr. 16 v pfiloze,

uvedeny sochatské Kalvdrie v oblasti Krkonos:
skupina v byvalém kostele augustinidnt ve
Vrchlabi a kamenny reliéf na ndhrobku z fasady
farniho kostela Sv. Rodiny v Chelmsku Slaskiem.
20 JiFi FrantiSek Pacik, Kalvdrie I, kolem 1740,
lipové dfevo s ptivodni polychromii korpusu

a kfize a mlad3im barevnym natérem na
figurélni skupin€ pod kiiZem, vzadu opracovano,
v. 86,3 cm (celek), v. 33,5 cm (korpus), Narodni
galerie v Praze, inv. €. P 5177. Zakoupeno

z prazské soukromé sbirky (1964), restaurovano
v Narodni galerii v Praze (Jifi Torofi, 1970);

srov. Staré éeské uméni (cit. v pozn. 10), s. 146,

¢. kat. 401, obr. 401; Pavliek (cit. v pozn. 11),

s. 47, obr. &. 17 v pfiloze. Autor datuje Fezbu

do doby kolem roku 1730.

21 Pavliek (cit. v pozn. 11), s. 47.

22 Viaclav Vilém Stech, Maty4s Bernard Braun,
in: Dohady a jistoty, Praha 1967, s. 279.

23 Ibidem.

24 Srov. Emanuel Poche, Pacidkové a socharska
prace v d&€kan. kostele v Pardubicich II, Uméni
XV (Stenc), 1943-1944, s. 291-293, obr. na s. 291;
Kofan, Rara3 a Setek (cit. v pozn. 1), s. 114;
idem, Braunové, Praha 1999, s. 144; idem, Lomivy
charakter baroka v Cechéch a jeho chvala, in:
Helena Dartiova - Jan Klipa - Lenka Stolarova
(eds.), Slezsko - zemé Koruny éeské. Historie a kultura
1300-1740, Narodni galerie v Praze 2008, s. 530,
obr. 15 (Severin Tischler, kolem 1735); idem,
Herese (cit. v pozn. 1), s. 28, 26, obr. 13 (Kalvdrie
ve Vrchlabi), s. 28, obr. 15 (Kalvdrie zameckého
kostela v Benatkéach n. 1.), s. 34, pozn. 13: ,je mu
[= S. Tischlerovi] tfeba pripsat Kalvdrii ve Vrchlabi,
sestersky blizkou skupiné tého% ndmétu v Jilemnici.*

Ke krkono3skym skupinam srov. naposledy
Pavli¢ek (cit. v pozn. 11), s. 46-47, 52,

pozn. 63-66, obr. 15, 16 v pfiloze.

25 Jifi FrantiSek Pacik, Kalvdrie III, kolem 1740,
patrné ovocné (hruskové?) dfevo, zfejmé& novéjsi
polychromie imitujici lesténou bél, v. 89 cm,

§. 29,5 cm, hl. 17 cm, vzadu opracovino, Narodni
galerie v Praze, inv. €. P 9798. Zakoupeno

z prazské soukromé sbirky (2012). Srov. Pavli¢ek
(cit. v pozn. 11), s. 47-48, 52, pozn. 58. Autor
datuje nasi fezbu do 30. let 18. stoleti.

26 PavliCek (cit. v pozn. 11), s. 48, 53, pozn. 70,
obr. 18 v pfiloze; srov. dale E. Poche a kol.,
Umélecké pamdtky Cech 1, Praha 1977, s. 551.

Za laskavy souhlas s otisténim star§iho snimku
Kalvdrie srde¢éné dékuji P. ThLic. Adrianovi
Jaroslavovi Sedldkovi, O.Praem., duchovnimu
spravci filidlniho kostela ve Chvalé&i,

za poskytnuti této fotografie pak Narodnimu
paméatkovému dstavu, d.0.p. v Pardubicich,
jmenovité panu Milanu Krigtofovi.

27 Pavli€ek (cit. v pozn. 11), s. 48, uvadi prvni
dva zmitiované zptisoby hypotetického vyuziti
Pacakovych fezbarskych Kalvdrii.

28 Napt. k sochdm Sv. Vita a Sv. Jdchyma

z marianské statue v Poli¢ce byla rovnéz
zhotovena modelletta (tmavé mofené dievo,
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v. 14,5 cm), kterd byla prezentovani na

vystavé Uméni v Cechdch X VIL-XVIIL. stoleti
1600-1800. Pragské baroko, Praha 1938, s. 110,

¢. kat. 632, 633. Sem je zaptjéil P. Frantisek
Dusének, faraf v Zamrsku. Modely jsou dnes
nezvé&stné, jejich fotografie se viak dochovaly
ve sbirkich Mé&stského muzea a galerie v Poli¢ce
(¢. H fa 1561, 1562). Srov. Junek (cit. v pozn. 5),
s. 12, obr. 22 na s. 18 (model sochy Sv. Jachyma),
obr. 24 na s. 19 (model sochy Sv. Vita); Vratislav
Nejedly - Pavel Zahradnik, Maridnské, trojicni

a dalsi svétecké sloupy a pilive v Pardubickém kraji,
Praha 2008, s. 427, pozn. 639, 640. Naopak zatim
nelze dolozit existenci originalnich navrhovych
kreseb z ruky Jiftho Frantiska Pacdka.

29 Srov. Vratislav Ry$avy, Spoluprice

sochafe Matyase B. Brauna s architektem
Frantiskem M. Karikou, in: Matyds Bernard Braun
1684-1738 (cit. v pozn. 1), s. 154-155; naposledy
PavliCek (cit. v pozn. 11), s. 37, 50, pozn. 3, 4.
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Seznam vyobrazeni

1 Jifi FrantiSek Pacak, Bih Otec (bozzetto), po 1730,
Nérodni galerie v Praze.

2 |ifi Frantisek Pacék, Sv. Jan Nepomucky, 1730-1740,
Narodni galerie v Praze.

3 Jifi Frantisek Pacak, Sv. Jan Nepomucky, kolem 1730,
Praha, soukroma sbirka.

4 |iri FrantiSek Pacak (?), Pieta, 1730-1740, Narodni
galerie v Praze.

5 Jiri FrantiSek Pacék, Pieta, kolem 1740, Regionaini
muzeum v Litomysli.

6 Jiri Frantisek Pacéak (?), Klecici andél, kolem 1740,
Néarodni galerie v Praze.

7 Jiri FrantiSek Pacéak, Kalvdrie Il, kolem 1740, Narodni
galerie v Praze.

8 Francesco Trevisani, UkriZovdni (modelletto
k oltarnimu obrazu v Litomysli), 1721, Regionalni
muzeum Teplice.

9 Vychodni Cechy, polovina 18. stoleti, Kalvdrie, kolem
1750.

10 Jiti FrantiSek Pacak, Kalvdrie Il - detail skupiny pod
krizem.

11 Jiri Frantisek Pacék, Kalvdrie I, kolem 1740, Narodni
galerie v Praze.

12 Jiti FrantiSek Pacak, Kalvdrie | - detail skupiny pod
krizem.

13 Jiri Frantisek Pacak, Kalvdrie I, kolem 1740, Narodni
galerie v Praze.

14 iti Frantisek Pacak, Kalvdrie Ill - detail Ukfizovaného.

15 Jifi Frantisek Pacék, Kalvdrie, kolem 1740, Chvaleg,
filidIni kostel sv. Jakuba Vétsiho (zcizeno).

Foto: Narodni pamatkovy Ustav, tzemni odborné
pracovisté v Pardubicich.



MATERIALIE

»Ohavné nevkusny obraz“.
Kvétinovy den Thomase
Theodora Heineho

TOMAS WINTER

Obraz Thomase Theodora Heineho Kvétinovy den z roku 1912, povazovany donedavna
za nezvéstny, je satirickou reakci na tradici kvétinovych dni, které byly poradany pred
prvni svétovou valkou. Béhem nich prodavaly méstanské divky umélé kvétiny. Pfestoze
byl vydélek uréen na dobro¢inné vcely, vyvolavala tato akce negativni postoje u riiznych
spolecenskych a politickych organizaci i konkrétnich umélci. Jednim z piedméti kritiky
bylo poukazovani na mravni ohrozeni divek, k éemuz se vztahuje i umélcovo platno.
Heine pojal kritiku kvétinového dne radikalné: nahé divky se na obraze neobavaji
ztraty nevinnosti, jelikoz o ni pravdépodobné jiz davno p¥isly. Spolu s kvétinami
nabizeji zajemctm i své télo. Heine je tak stylizoval do role soudobych prostitutek, které
ztvarnil i v jinych pracich. Zikaznici, od nichz divky pfijimaji penize, reprezentuji rizné
socialni skupiny: na platné je postava méstana, distojnika némecké armady a studenta.
Heine do Kvétinového dne zakédoval i odkaz k historii moderniho uméni. Sedici divka
s pugetem v ruce je zfejmé védomou aluzi na Manetovu Snidani v trdvé.

Klicova slova Némecky mali¥, sochar a kresli¥ Thomas

karikatura, satiricka kresba, moderni uméni Theodor Heine (1867-1948) je v éeském pro-
stfedi zndm zejména jako jedine¢ny satirik
a karikaturista. Zapf¥icinila to jeho spolu-
prace s mnichovskym satirickym tydenikem
Simplicissimus, kde ptisobil od jeho zaloZeni
v roce 1894. Ackoli pFedtim Heine kreslil po
¢tyfi roky pro humoristicky ¢asopis Fliegende
Blitter, teprve prace pro Simplicissimus ho
proslavily jako ost¥e kritického kreslite
a jednu z hlavnich hvézd soudobé karikatu-
ry s nebyvalym vlivem na dal3i umélce. Za
celou dobu spoluprice vytvofil pro ¢asopis
vice nez dva tisice ernobilych i barevnych
kreseb.

V &eském prost¥edi registroval Heineho
jedine¢nost uz v roce 1898 S. K. Neumann.
V periodiku Novyj kult ptetiskl lanek
Georga Hermanna z Das neue Jahrhundert,
ktery ocerioval silu a velikost Heineho
osobnosti.* O dva roky pozdégji zhodno-
til Heineho karikaturni tvorbu ve Volngjch
smérech malif Milo§ Jirdnek, ktery ho pova-
zoval za nejsilngjsi individualitu n€mecké
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karikatury poslednich let. Vrchol jeho dila
spatfoval v socidlni satiFe tragické povahy,
ktera nevyvolava smich, ale jen trpky tskle-
bek: ,,Heineho humor je hrozny humor - ale

u ného citite, Ze pFimo vyplyvd = celé jeho indivi-
duality, % celého jeho nazirdni, citite vidy nutnou
onitini souvislost mezi obrdzkem a textem.“>

V kvétnu 1933 po zglajch3altovani redakce
Simplicissimu a podvoleni se vé&tSiny jejich
¢lend nacistické ideologii se Heine roz-
hodl pro emigraci. Za sviij cil si vybral
stejné jako fada jinych n€meckych umélct
Ceskoslovensko, kde stravil pét let.> Kritce
po svém piijezdu uspotidal v prazské
Galerii Hugo Feigla komorni vystavu kre-
seb a jiZ v zafi a Fijnu téhoz roku probéhla
na tomtéz mist€ umélcova vetsi kreslif-
ské retrospektiva. Zah4jil ji karikaturista
Zdené&k Kratochvil, ktery se s Heinem
osobné seznamil jest€ pred prvni svéto-
vou valkou za svych studii v Mnichové.
Piehlidka vyvolala 3iroké ohlasy, i kdyz
nikoli pouze kladného razu. Zatimco kritik
Jindfich Chalupecky vyzvedl Heineho
vysokou kreslifskou kulturu, jeho smysl
pro perzifldZ a karikovani mé&stika,* n&ktefi
autofi vytykali umélci odvrat od ostré poli-
tické satiry a jeho p¥iklon k humoristické
netendenéni kresbég, zapfi¢inény Heineho
strachem z perzekuovéni vlastni rodiny,
ktera ztistala v Némecku. V§ymluvna jsou
v této souvislosti slova Adolfa Hoffmeistera:
»Sli jsme na vystavu politického kreslie svétového
rozhledu a mezindrodniho vjznamu, ale nalezli
jsme odpolitizovanou vijstavu vystéhovalého citli-
vého bdsnika.“

Sam Heine v iivodnim katalogovém textu
litoval, Ze vystava nemohla pFedstavit jeho
tvorbu ucelené: grafika byla prezentovana
pouze vyb&rové a v expozici tipln€ chybéla
umélcova malifska dila. Tato situace byla
pfizna¢na pro vniméani Heineho tvorby jako
celku: zatimco jeho karikatury a satirické
kresby byly vicemén€ vieobecné znamé,
jeho mali¥ské dilo ztistavalo v naem pro-
st¥edi delsi dobu v pozadi a stranou zajmu
vytvarnych teoretik® a kritiki. Sv€déi o tom
i to, Ze Narodni galerie v Praze ziskala
prvni a dosud jediny Heineho obraz do
svych sbirek teprve v roce 2011. Je jim
rozmérné platno Kovétinovy den. Tato akvi-
zice ze soukromé sbirky ma pozoruhodny
vyznam. Kriticky soupis Heineho obrazt
z roku 1978 totiz dilo uvadi jako nezvéstné
a tutéZ informaci opakuje katalog z roku
2000.¢ Dtvod je zFejmy: tehdejsi uloZeni
obrazu nebylo badateldm zndmé a nejasné
zistava dodnes.’

Heine namaloval Kvétinovy den v roce
1912, v némz vytvofil i dalsi dva obrazy.®
Kdyz navstivila v polovin€ prosince téhoz
roku jeho ateliér spisovatelka a basnitka
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Greta Gulbranssonova, manzelka jiného
vyznamného kreslife Simplicissimu Olafa
Gulbranssona, plitno okamZzité upoutalo
jeji pozornost. Bylo to v3ak v ryze negativ-
nim smyslu: ve svém deniku ho popsala
jako ,ohavné nevkusny obraz*.”

Spontanni reakci Grety Gulbranssonové
nepochybné zptisobila provokativnost
namétu. Heine pfenesl téma tradiéniho
zenského aktu, s nimZ se seznamil uZ
béhem svého skoleni na umélecké akade-
mii v Diisseldorfu a Mnichovg, do scény,
komentujici soudobou socidlni situaci.

V tomto smyslu ma Heineho obraz velmi
tdzkou vazbu k jeho satirickym kresbam. Po
formalni strance si této blizkosti v3iml jiz

v roce 1916 n€mecky historik uméni Georg
Jacob Wolf. Zaroven ale poukéizal na to, Ze
umé&lcovy malby nejsou ilustrativni, ale maji
specifickou naladu - atmosféru bez literarni
nebo humoristické pointy.*°

Ackoli Koétinovy den skuteéné& zachy-
cuje atmosféru parku za jarniho dne - jde
zfejmé o fiktivni misto s budovou inspiro-
vanou architekturou Malého Trianonu ve
Versailles® - satirickou pointu obsahuje.
Obraz reaguje na tradici kvétinovych dnda,
které se konaly v némeckych méstech od
roku 1910.*2 Tyto dny mély jména podle
konkrétnich kvétin, jez je symbolizovaly
(nejéastéji to byly kopretiny). BEhem slav-
nosti s mnozstvim jidla a piti prodavaly
mladé méstanské divky umélé kvétiny na
ozdobenych ulicich. Vydélek byl uréen na
dobro¢inné uéely, velmi ¢asto na podporu
péce o déti v nemocnicich a kojeneckych
dstavech.

Pfinejmensim od roku 1913 lze zazna-
menat kvétinové dny i v Eeskych zemich.
Jednim z dat, které se pro jejich konéni
ustalilo a je aktualni pro slavnosti kvétin
dodnes, byl 18. kvéten. V tento den roku
1913 se v nasich méstech konaly kvétinové
dny na podporu éeskych mensin, pofddané
narodnimi jednotami.” Po vypuknuti prvni
svétové vilky byly vydélky uréeny mimo
jiné na o3etFovani ran&nych vojaka.*

Pfes uslechtilé cile vyvoldvala v Némecku
tato akce negativni reakce. Vedle soudobych
politickych uskupeni a nejrtiznéjsich orga-
nizaci je zastavali i umélci. Spisovatel Kurt
Tucholsky pojal v roce 1911 svou basnickou
reflexi chrpového dne jako kritiku hospo-
dafent vlady a jeji socidlni politiky.” Jinym
tématem bylo poukazovani na mravni ohro-
zeni divek, distribuujicich umélé kvétiny.
Tento problém reflektoval i Simplicissimus.
Doklada to kresba Kopretinovyj den od
Heinricha Kleye, symbolicky navozujici
téma ztrity nevinnosti.*® Z celkového
namétu i p¥itomného motivu trhani okvét-
nich listkt je zfejmé, Ze kresba paroduje



oficidlni pohlednice, které se ke kvétinovym
dntim vydévaly a jeZ Casto vyuZzivaly secesni
stylizaci. P¥ikladem je pohlednice ke kopre-
tinovému dni pofddanému 18. ¢ervna 1911
v Rostocku.

V tomto ohledu lze Kleyovu kresbu
pokladat za bezprostfedniho predchtidce
Heineho obrazu. Oproti Kleyovi je viak
Heineho sdéleni radikalné&jsi. Nahé divky se
na obraze neobévaji ztrity panenstvi, jeli-
koz o né&j pravdépodobné jiz ddvno pfisly.
Spolu s kvétinami nabizeji zdjemctim i své
t&lo, ¢imz je Heine stylizuje do role soudo-
bych prostitutek, které ztvarnil i v jinjch
pracich. Zdkaznici, od nichZ divky pfijimaji
penize, zastupuji rizné spoleenské sku-
piny: na platné& je postava mé&$tana, distoj-
nika n€mecké arméady a studenta. Kazdy
z nich reaguje na nastalou situaci jinak. Ve
tvafi postar§itho méstana je patrna urcita
preziravost, pramenici z jeho Zivotnich zku-
Senosti. Vojik si zachovava dtstojnost, hod-
nou jeho postaveni, i kdyz drzadlo 3avle
symbolizuje ztopofeny penis. V nejvétsich
rozpacich se ocitd mlady student, kterého
pfisludnice zenského pohlavi svidéji nejin-
tenzivné&ji. Kledici divka mu sice stejné jako
jeji kolegyné& nabizi kvé&tiny, jeji pozice viak
soutasné evokuje pfipravenost k ordlnimu
sexu.

Heine do Kvétinového dne zakédoval
i odkaz k historii modernitho uméni. Sedici
divka s pugetem v ruce v popfedi je zfejmé
védomou aluzi na Manetovu Snidani v trdvé
- jako by Heine chté&l déat obrazu je3t& dalsi
obsahovou rovinu: vlastni interpretaci
tohoto slavného skandilniho dila, pracu-
jictho rovn&z s kontrastem Zenské nahoty
a odénych muzt. Tento protiklad pfitom
pozdgji velmi asto vyuzivala i Heinemu
dobfe zndma satirickd a humoristicka
kresba.?

V porovnini s dal§imi Heineho malbami
je zFejmé, Ze Kvétinovy den reprezentuje
jeden z umélcovych nejeroti¢t&jsich obrazt
- malbu nejotevienéji prezentujici sexu-
alni tematiku. Heine pfitom vyuZil stejné
jako v jinych tehdejsich dilech moderni
symbolicky jazyk i stylové prvky mali¥stvi
prelomu stoleti, které se projevily mimo
jiné v impresionismem ovlivnéné technice
nanafeni barev pomoci kratkych $t&tcovych
taht. V roce 1912 plsobily ve svétle predva-
leénych avantgardnich vybojt - expresionis-
mu, futurismu a kubismu - anachronicky,
aviak pro Heineho byly typické i nadale.
Autor zaroven nezapiel v Koétinovém dni
svou bohatou kreslifskou praxi: obrysy
postav vymezil tenkou §tétcovou linkou,
na niZ je zajimavé, Ze v ramci jedné figury
né&kolikrit méni svou barvu v zdvislosti na
koloritu pozadi.

Rok po dokonceni Heine poprvé piedsta-
vil Koétinovy den publiku v mnichovském
Brakls Kunsthaus, pro néjz ve stejné dobé&
vytvofil i reklamni plakat. Tuto prodejni
galerii provozoval operni pé&vec, Feditel
Girtnerplatztheater a rovnéz sbératel
a obchodnik uménim Franz Josef Brakl.
Spolu s dily Karla Arnolda, Walthera
Georgiho, Adolfa Miinzera a dal3ich tvircd
zde Heine prezentoval sedm svych praci.
Tustrovany katalog vystavy je zfejmé€ jedi-
nou publikaci, kde byl Kvétinovyj den done-
dévna reprodukovin.*®

V roce 1927 bylo dilo pfitomno na
Heineho zvl4stni vystavé obrazu, kreseb
a plastik, ktera se konala v ramci pfehlidky
mnichovské Nové secese.” Dalsi osudy
obrazu nejsou detailn€ znamé, aviak mni-
chovska vystava byla pravdépodobné na
del3i dobu posledni pfileZitosti, kdy mohla
veFejnost tuto provokativni malbu spatfit
na vlastni o€i. Teprve roku 2014 byl obraz
vystaven v rdmci cyklu Opus magnum
v Galerii vjtvarného uméni v Chebu. Mohlo
se tak stit samozfejmé aZ poté, co ho
ziskala N4rodni galerie v Praze, kterd timto
piirtistkem vyznamné rozsifila svou kolekci
zahraniéniho uméni.

Tato stat byla recenzovdna.

Clének je prepracovanou a roziifenou verzi textu
skladacky, vydané k vystavé Thomas Theodor
Heine: Kvétinovy den / Ein Blumentag, 1912,
kter4 se konala ve dnech 26. 6. - 5. 10. 2014

v Galerii vytvarného uméni v Chebu v ramci
cyklu Opus magnum.
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od Cerchova XLII, 1913, &. 20, 17. 5., nestr. Za
upozornéni na ¢lanek d€kuji Marcelu Fierovi.
14 Kvétinovy den, Posel od Cerchova XLIII, 1914,
¢. 40, 3. 10., nestr.

15 Kurt Tucholsky, Blumentag (1911),
http://www.textlog.de/tucholsky-blumentag.html,
vyhledano 15. 5. 2014.

16  Simplicissimus XVI, 1911, Heft 6, 8. 5., s. 92.
17 Markéta Theinhardtova poznamenala

v souvislosti se satirickymi kresbami Frantiska
Kupky, Ze ,téma konfrontace,akademické‘ nahoty

s méStansky stFidmé odénymi postavami se stalo
predmétem neséetnijch reprezentaci kresleného humoru®
a ,jeho vefejné provokujici genealogie sahd prinejmensim
k Manetovi“. Markéta Theinhardtova, Alegorie
moderniho Zivota, in: Markéta Theinhardtova -
Pierre Brullé (eds.), Orbis pictus Frantiska Kupky.
Mezi symbolismem a reportd%i, Revnice - Plzeti 2014,
S. 34.

18  Illustriertes Verzeichnis der in Brakls Kunsthaus
Miinchen Beethovenplatz ausgestellten Kunstwerke

(kat. vyst.), Minchen, Brakls Kunsthaus 1913,

s. 26, €. kat. 137.

19 Miinchener Neue Secession. XIII. Ausstellung.
Miinchen, Glaspalast (kat. vyst.), Miinchener Neue
Secession 1927, ¢. kat. 438.

Sexnam vyobrazeni

1 Thomas Theodor Heine, Kvétinovy den, 1912,
olej, platno, Narodni galerie v Praze.

2 Heinrich Kley, Kopretinovy den,
Simplicissimus XVI, 1911.

3 K. Grundig, Kopretinovy den,
Rostock 18. ¢ervna 1911, pohlednice.



ZPRAVY

Restaurovani obrazu Benozza
Gozzoliho Madona s ditétem.

Problematika parketovanych obrazi

ADAM POKORNY

Restauratorsky zasah byl vynucen kritickjm stavem obrazu. Barevné vrstvy byly na néko-
lika mistech uvolnéné, kvalita originalni malby a vyrazny barevny kolorit byl potlacen
tmavym lakem a ¢etnymi ztmavlymi retusemi.

Obraz je namalovan na dievéné topolové podlozce. Podklad obrazu je sadrovy.
Kompozice obrazu byla nejprve rozvrhnuta kresbou kiidou a dale vytazena rytou
kresbou. Technika malby je rozvrzena na vrstveném systému typickém pro dané obdobi.

Podlozka obrazu byla v minulosti ztencena a osazena parketazi. Tento zasah nasledné
vyvolal deformace a defekty prasklin v desce obrazu. Soucastny restauratorsky zasah
tak bylo nutné zacilit i na problematiku podlozky obrazu. Po sejmuti retusi a ztenceni
lakovych vrstev byla odstranéna parketaz. Nasledné byly feSeny praskliny obrazu.
Vzhledem k charakteru desky a jejimu ztenéeni bylo nutné obraz opattit flexibilnim
podpirnym systémem. V tomto pripadé byl zvolen italsky systém, ktery kontroluje
pohyby desky pomoci flexibilnitho nosného ramu uchyceného pruZinovym systémem.

Po rehabilitaci desky obrazu byly vytmeleny defekty v malbé a obraz byl vyretu$ovan
reversibilnimi barvami.

Klicové slova Nové restaurovany obraz Madony s ditétem

Benozzo Gozzoli, restaurovénf, a se dvéma andély je na zéklad& recentniho

problematika obrazd s parketéazi " . 212 P PPN 2
uméleckohistorického badéani pFipisovan
okruhu nebo n&kterému z nasledovnikt
Benozza Gozzoliho.* UZitd kompozice
je typicka a zcela b&Zné& se vyskytujici
v pribé&hu italského trecenta a quattrocenta
(obr. 1). Narodni galerie v Praze dilo ziska-
la z nezndmé pafizské sbirky v roce 1945.
Aktudlni restauratorsky zasah si vynutil
kriticky stav obrazu. Barevné vrstvy byly
na nékolika mistech uvolnéné, kvalita
originaln{ malby a vyrazny barevny kolorit
byl degradovin tmavym lakem a Cetnymi
ztmavlymi retuSemi.

Technika malby

Obraz je namalovin na dfevéné topolové
podloZce o rozmérech 43,4 x 37,5 cm. Desku
tvoii dv€ vertikaln€ kladend prkna s tangen-
cidlnim Fezem, kterd jsou slepena tak, Ze
stranu k jadru kmene st¥idd vné&jsi strana
od kmene.? Deska byla v minulosti zhoblo-
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vana na tloustku 6 mm. Podle dochovanych
italskych desek z 15. stoleti s podobnymi
proporcemi lze usuzovat, Ze ptivodni sila
podlozky mohla byt okolo 1,5-2 cm. Lepeny
spoj je bez kolikovych &epti. Po levé a pravé
stran& obrazu jsou patrné Gty¥i zatmelené
otvory, které pochazeji pravdépodobné

z druhotného osazeni obrazu v ozdobném
ramu.’

Podklad malby je aplikovan pfimo na
dfevénou podlozku bez pliténého podlepu.
Podklad obsahuje sidru a hlinitokfemicité
primé&si. Malba s podkladem nedosahuje az
ke krajim desky. Po obvodu obrazu je tak
odhaleny okraj d¥evéné podlozky Siroky
5-7 mm. Podle otevienych chodbigek d¥evo-
kazného hmyzu je zfejmé, Ze deska byla po
okrajich druhotné sefiznuta.

V malbé draperif a kolem zlacenych partii
je patrna rytd kresba.* Na snimku metodou
IR reflektografie byla rozpoznéna také pod-
kresba kiidou, ktera je nejzfetelnéjsi v par-
tii levého andé&la (obr. 2). Zikladni kom-
pozice obrazu tak byla vymezena nejprve
kfidou a nasledné& byly hlavni linie vytaZeny
rytou kresbou. Podkresba mé uvolnény
skicovity charakter.

Zlaceni svatozafi a ozdobné bordury
modrého plasté Panny Marie jsou pro-
vedeny na ¢ervenooranzovy poliment.
Svatozére jsou ¢lenény jednoduchym bodo-

2

vym puncem a rytou kresbou. Puncovani
svatozaif Panny Marie a JeZika je kombi-
novano s tmavocervenou lazurou. Vedle
zlaceni na poliment bylo pouZito také
zlaceni olejové. Je zajimavé, Ze na mistech,
kde k pouziti této vijzdobné techniky doslo,
nachdzime odpadlou malbu kopirujici tvar
tohoto zlaceni. Ornament tak nyni netvo#i
platky zlata polozené na adhezni lepivou
vrstvu, ale defekty v malbé s pfesnym tva-
rem pavodniho zlaceni. Tyto defekty byly
v minulosti retu§ovany muslovym zlatem.’
Mali¥ska vystavba draperif je zaloZena
na plodné barevné podmalb€ s néslednou
svrchni modelaci. Cerveny $at JeZiska
je plodné& podloZen vrstvou rumélky.
Modelaci draperie tvoii stinovini ervenym
organickym pigmentem. Rumélku dale
obsahuje malba kiidel andéla stojiciho
pii pravé stran&. Naproti tomu modelace
Cerveného $atu Panny Marie je dosaZeno
pouze lazurni malbou pfimo na svétlém
podkladé. Stinovéni je zde postaveno na
zakladég sily nanosu této lazury. Zelené
draperie obsahuji v prvni podkladové vrstvé
azurit, olovnato-ciniéitou Zlut, éerveny okr
a olovnatou bé&lobu. Nasledna modelace se
tyka pouze svétel a je dosaZena malbou se
stejnym pigmentovym sloZenim, nicméné
s v&t§im podilem Zluti a bé&loby. Fialové dra-
perie jsou vystavény na tonalnim zikladé
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malby s obsahem azuritu, olovnaté bé&loby
a Serveného organického laku. Raseni je
provedeno pololazurni modelaci tmavé
Eervenym organickym pigmentem. Zluty at
andéla na pravé stran& obsahuje olovnato-
-cini¢itou zlut, masikot a malou pFimés
azuritu. Zajimavou stratigrafii nalézdme

v malbé bilého kvétu lilie. Bil4 svrchni
malba je zde podloZena dv€éma modrymi
vrstvami. Prvni vrstva na podkladu obsa-
huje olovnatou bé&lobu a indigo. Nislednou
vrstvu tvoii smés azuritu, olovnaté b&loby
a okrti. V malbé& modrého plasté byla
objevena souvisld pFfemalba. Tato pfemalba
kryje vé&tsinu pivodni malby pl4sté a jasné
se odli3uje od originilni malby rozdilnym
rukopisem. Pavodni malbu 3atu Panny
Marie mtZeme nalézt pouze v partiich pod
sedicim Jeziskem, kde styl malby lépe kore-
sponduje s originlni jemnou modelaci. To
naznad&uje i fotografie v UV paprscich, kde
partie s pfemalbou vykazuji tmav3i luminis-
cenci.

Inkarnéty jsou plo3né& podloZeny vrst-

vou olovnaté b&loby. Na této vrstvé byla
nasledné ve stinech provedena lavirovana
okrovo-zelend podmalba. Findlni malbu
tvoii velmi subtilni nanos t&lovych odstint.
Své&tlé partie inkarnatd jsou tak maloviny
kryci malbou s obsahem olovnaté béloby

a okrti, stiny tvoii pololazurni malba vyuZi-
vajici tonélni zédklad podmalby.®

Historie restauratorskych zasaht

Obraz byl béhem jednoho z pFedeslych
restauratorskych zdsaht osazen parketazi

s klasickou konstrukei (obr. 3). Parketiz
tvofilo pé&t vertikalnich ¢4sti pfilepenych na
podlozku obrazu. Do téchto nosnych prvkia
bylo zasazeno pé&t horizontalnich svlakd.
ParketaZ byla vyrobena z mahagonového
dfeva na vysoké femeslné trovni. Charakter
parketéZe s tvarové zdobnym profilem nos-
nych ¢lent konstrukce odpovida typickym
francouzskym parketdzim, a koresponduje
tak s pafizskou provenienci obrazu.” Lze
pfedpokladat, Ze deska byla v minulosti

jiz pfed osazenim parketdze deformovani
zborcenim, p¥i pravé stran€ se jiz nachazela
prasklina probihajici pFes cely obraz a dile
byl pravdépodobné otevien originilni spoj.
Tento stav nasledn€ motivoval siln&jsi struk-
turdlni zdsah do desky obrazu - jeji ztence-
ni a vyrovnani.

Pro slepeni spoje desky bylo pouzito kli-
hové lepidlo. Totozné lepidlo bylo pouZito
i na pfilepeni nosnych prvki parketiZe.
Defekt v desce na zadni stran& byl vytmelen
smé&si kiidy a pilin pojené pravdépodobné&
klihem. Zhoblovanim do3lo k otevieni cho-
deb po dfevokazném hmyzu. Tyto defekty
byly vytmeleny tmelem s obsahem olovnaté



béloby, jak ukazuje RTG snimek. S popsa-
nym z4sahem souvisi rozsghla pfemalba
modrého plasté Panny Marie. Tato pfe-
malba je velice tézko rozpustna. Jako pojivo
byl pravd€podobné pouZit kasein® a obsa-
huje tyto pigmenty: synteticky ultramarin,
kadmiovou Zlut, Zelezitou Zlut a zinkovou
bélobu. Podle pouzityjch pigmentd lze tento
restauratorsky zasah datovat nejpozdéji do
tficatych let 19. stoleti.® O stafi zdkroku
vypovida rovnéz krakeldZ premalby, do
které se jasné ,propsala® spodni originalni
sit prasklin. Podobu obrazu pF¥ed mlad$imi
restauratorskymi zdsahy dobfe ilustruje
fotografie z archivu Bernarda Berensona,
kterd je datovand lety 1920-1932.%° Na foto-
grafii je patrné, Ze v této dobé& nesly kru-
hové medailony na svatozafi Panny Marie
neptvodni majuskulni litery, skladajici
napis ,AVEMAR®. Patrna je dale kompletni
rekonstrukce vlast vpravo stojiciho andéla.
Dal3i retuSe mimo tmelené plochy lze p¥ed-
pokladat v oblasti obli¢ejt, které se zdaji
byt ¢astedné linedrné€ zvyraznéné.

V jednom z dalgich vétsich restaurator-
skych zasaht doslo k sejmuti popsané pie-
malby svatozéfre, vlasti andéla a inkarnati,
jak doklada fotografie z roku 1946 z fotoa-
rchivu Nérodni galerie v Praze."* Rozsahla
pfemalba plasté se viak zachovala. Na této
fotografii se nov€ objevuje nepivodni népis
»G0zz0li“ v levém spodnim rohu obrazu.
Tato neorigindlni signatura byla sejmuta
pii jednom z néaslednych restauratorskych
zasahti. Podle n€kolika odlisnych druht
tmelt nalezenych v hlavni lepené praskling
lze usuzovat, Ze dilo proslo tfemi v&t§imi
restaurovanimi.'

Prvni velkou restauraci obrazu lze klast
do 19. stoleti, kdy byla na obraz osazena
parketdZz. Dal3i vétsi zdsah lze datovat
né&kdy do doby od pofizeni fotografie
z Berensonova archivu do roku 1946, kdy
je datovani fotografie obrazu v archivu
RA NG. Dalsi z4dsah, v ném# se odraZi stav
malby pfed souastnym restaurovanim, lze
pak pfedpokladat v prab&hu druhé polo-
viny 20. stoleti. V ramci poslednich restau-
ratorskych zasaht byly provedeny retuse
poloZené na ztmavlém laku s vyraznou
luminiscenci, jak je parné v UV svétle.

Stav obrazu pi‘ed restaurovanim

Podlozka obrazu byla v minulosti napadena
dfevokaznym hmyzem, ktery je nyni neak-
tivni. V pravé ¢asti oblohy lze v boénim
osvétleni pozorovat v reliéfu malby mirné
propadnuti obrazovych vrstev do hmyzem
vytvofenych chodeb v podloZce obrazu.
Dievénou deskou probihi nékolik prask-
lin (obr. 4). Nejvétsi prasklina v minulosti
opakované& tmelend a retu§ovana, protina

obraz pfes télo Jeziska. Dalsi praskliny se
nachézeji v partii svatoza¥e Panny Marie

a nad hlavou levého andéla. V desce se dale
vyskytuje cela fada prasklin, které se dosud
omezuji na dfevénou podlozku a jesté
neprosly malbou. Druhotné lepeny spoj
desky je zejména v partii obli¢eje a krku
Panny Marie sesazen s mirnym odskokem.
Na pravé strané& podél tohoto spoje se
nachézi n€kolik horizontilné podélnych
defektt s malbou odpadlou na podklado-
vou vrstvu. Tyto defekty byly v minulosti
vytmeleny a vyretuSovany. Charakter a tvar
odpadlé malby napovida, Ze defekty mohly
vzniknout béhem druhotného lepeni
ptvodniho spoje. Deska mohla byt lepeni
ve vertikdlni poloze otoené o 90°, b&€hem
lepeni pravdépodobné doslo k vytedeni sil-
ného klihu na malbu. V dasledku vysokého
povrchového napéti klihu v prab&hu schnu-
ti pak doslo k odtrzeni malby.*

Adheze podkladu a barevnych vrstev byla
celkové uspokojivé, jen na nékolika mistech
byla lokalizovana uvolnénd malba. Retuse
defektt byly zna¢n& ztmavlé a barevné
zménéné. Malbu pokryval ztmavly lak,
siln& zkreslujici originaln{ kolorit dila.

Problematika parketovanych obrazi
Vyrovnavani a parketovani obraztl na
dievéné desce je velice stara technika.
Prvni dokumenty o jejim uZiti pocha-
zeji jiz z prvni poloviny 18. stoleti.*
Davodem téchto zdsahti byl zdmér
vyrovnat pfirozen€ deformované deskové
obrazy s naslednou fixaci dosaZené roviny.
Jasnou pfedstavu o zptsobu provedeni
parketéZe si lze ud€lat na zaklad& publikaci
z 19. stoleti pojednavajicich o restaurovéni
obrazt.” D¥evénd podloZzka obrazu byla
nejprve ztencena na polovinu aZ t¥etinu
své puvodni sily. Poté, za ptisobeni
tlaku, vlhkosti a teploty, byla deska
vyrovnana. Redukce mocnosti desky méla
napomoci dosazeni kyZeného vyrovnani.
Zhoblovanim desky byl také vytvofen
idedlni podklad pro usazeni parketize.
Konstrukce parketize se sklad4 z nosnych
element?, které jsou pfilepeny na desku ve
sméru dfevnich vldken. Do téchto vodicich
prvkd jsou pfiéné na volno zasazeny svlaky,
které maji zaru€ovat udrzeni roviny desky.
Konstrukce parketaZe zajistuje volny
pohyb desky v pFi¢ném sméru, kolmém na
dfevni vldkna. PIn€ viak zamezuje pohybu
desky v tangencidlnim sméru, coz v nékte-
rych pfipadech vyvolava lokalni deformace
a zapfi¢iniuje nasledné popraskani d¥evni
hmoty. Zakfivenim desky v segmentech
danych prostorem mezi jednotlivymi pfile-
penymi &astmi dochézi n€kdy také k blo-
kaci svlakti. Nasledkem je pak zamezeni
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ptvodné volného pifi¢ného pohybu, coz
vede k dal3im defektiim. Tento problém

se tyka zejména desek s tangencidlnim
fezem prken. U desek, které jsou sestaveny
z prken ¢isté radidlnich, se tyto problémy
neobjevuji. Rovnéz samo zten&eni tloustky
desky zapfi€iniuje vyssi citlivost obrazu

na zmény relativni vzdudné vlhkosti, coz

v kombinaci s neflexibilnim nosnym sys-
témem opét podporuje vznik druhotnych
defektd (obr. 5). Vyrovninim zakf#ivené
podlozky obrazu dile dochazi k ¢asteé-
nému zmenseni povrchu desky na strané

k malbg, a proto se zejména u obrazi,
jejichz subtilni podklad a vrstvy malby jsou
naneseny p¥imo na d¥evénou podlozku bez
podlepeni platnem, setkdvime se st¥igkovité
se uvolfiujici malbou.*

Postup restaurovani

Restaurovany obraz nesl typické znaky
defektil vyvolané ztengenim podlozky a osa-
zenim neflexibilni parketazi. Podle historic-
kych fotografii i podle opakovaného tme-
leni prasklin v malbé€ je evidentni, Ze tyto
partie byly vZdy nestabilni a opakovan€ se
oteviraly. Na zadni stran& obrazu se nachi-
zelo n&kolik novych prasklin, které jesté
neprosly malbou. Po provedeném vstupnim
prizkumu bylo zfejmé, Ze restaurovani dila
bude muset fedit spolu s vizuélni rehabi-
litaci malby i problémy samotné podlozky
obrazu.

Prvnim krokem restauratorského zésahu
bylo upevnéni uvolnéné malby 5% roz-
tokem viziny. P¥ed samotnym FeSenim
problematiky podlozky obrazu bylo nutné
pristoupit k sejmuti laku, retusi a tmeld,

a otevfit tak praskliny v desce.” Na obraze
byly nalezeny t¥i druhy retusi. Nejmladsi
retude na ztmavlé lakové vrstvé byly pro-
vedeny akvarelem. Pod lakovou vrstvou se
nachéazely temperové a olejové retuse. Na
zaklad€ stanoveni rozpustnostniho para-
metru jednotlivych druhotnych materiala
bylo pfistoupeno k ¢isténi a sejmuti téchto
nevyhovujicich retusi a pfemaleb. V modré
premalbé plasté bylo provedeno n&kolik
drobnych sond. Podle prizkumu bylo
z¥ejmé, Ze originalni vrstvy v této partii
jsou rozsahleji poskozené, a bylo tak roz-
hodnuto tuto pozdégjsi rekonstrukci zacho-
vat. Po sejmuti retusi doslo také k odstra-
néni veskerych tmeld (obr. 6). Nisledné byl
obraz opatfen ochrannou vrstvou damaro-
vého laku a zaji§tén prelepem.®

V této fazi, kdy byla malba celkové
upevnéna, zajisténa prelepem a praskliny
z lice obrazu zbaveny druhotnych nénosi,
bylo mozZné pfistoupit k feSeni problema-
tiky podlozky obrazu. Z vyse popsaného
stavu obrazu vyplyvalo, Ze p¥i¢inu prasklin
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v podloZce nelze vyFesit pouhou adaptaci
parketize, ale Ze bude nutné jeji totalni
odstranéni a nahrazeni flexibilnim nosnym
systémem. Ne&které svlaky byly blokované
deformaci podlozky, a omezovaly tak bo&ni
pohyb desky, coz mohlo pfispivat k tvorb&
novych prasklin. Tento fakt prozrazoval, ze
deska mitiZe mit po odstranéni parketize
tendenci se zakfivit. Snimani parketaze
bylo tedy nutné provadét postupné, ve vice
tazich a v kontrolované relativni vzdugné
vlhkosti.

Cely proces snimani parketdaze musi
byt providén za minimélntho tlaku na
desku obrazu. Pfi vyvinuti mechanickych
tenzi hrozi, Ze se praskliny ve d¥evé zveétsi
a projdou do barevnych vrstev.?° Pro mini-
malizaci té€chto pohybt bylo vytvofeno
loze z balzovych lati s vyfezanym profilem
pFesn€ kopirujicim nerovny povrch obrazu.
Nejprve byl odstranén spodni a horni svlak.
Nisledné stfedni svlak a v posledni fazi dva
zbylé svlaky. Svlaky byly vyjmuty jedno-
duchym odffznutim €4sti nosného prvku
parketize. Jednotlivé zbylé pfFilepené bloky
byly nafezany na tenké platky a nasledné
odldmany na né&kolik milimetrt silnou
vrstvu, kterd byla dile ztendena dlaty.
Zbylou tenkou vrstvu d¥eva s vrstvou klihu
bylo moZné namékgit roztokem Laponitu
a mechanicky odstranit skalpelem (obr. 7).2

Po sejmuti parketize byla monitorovina
tendence desky ke zborceni. V p¥ipadg, Ze
by deska meéla sklon nabyt vyrazného zakfi-
veni, bylo by nutné ji neprodlené zajistit
provizornimi svlaky.?? Podlozka obrazu se
vSak p¥i RH 55 zakfivila na zadni strané
pouhych 6 mm, coZ je pti dané velikosti
obrazu akceptovatelné a tato deformace
nerudi vizudlni vjem malby. Ukézalo se, Ze
pii dané vlhkosti podlozka zachovéava tuto
kfivku a je stabilni.

Nejvétsi prasklina, kterd probthala t&lem
Jezigka, byla ze zadni strany v minulosti
vytmelena smé&si pilin, k¥idy a klihu. Stejny
tmel se nachazel ve stfedni ¢asti druhotné
lepeného origindlniho spoje desky. Tyto
tmely byly odstranény, a nejvétsi prask-
lina tak byla plné& otevi‘ena a uvolnéna.
Nésledné po odhaleni zadni strany byla
provedena konsolidace roztokem Paraloidu
B 72.% Po petrifikaci dfeva bylo mozné pfi-
stoupit k lepeni prasklin.

Jako prvni byly lepeny nové praskliny
neprostupujici do malby. Tyto praskliny
byly uzaviené a nebylo mozné do nich
kompletné& vpravit adhezivo, které by zaru-
¢ilo spolehlivy lepeny spoj. Bylo tedy nutné
pouzit techniku lepeni, kdy jsou praskliny
otevieny ve tvaru pismena V a nésledné
lepeny vkladanim 3$palikt s pfesné totoz-
nym dhlem.? Stejnou technikou byla taktéz



lepena zminéné prasklina probihajici pFes
cely obraz na pravé stran€ obrazu. Tato
prasklina byla jiZ v minulosti opakované
lepena, a na vnitfnich stranich se tak
nachézela vrstva né€kolika druht lepidel.
Deska je podél této praskliny ze strany
malby vyrazné€ konvexné& deformovana.”
Ob¢ ¢asti podlozky zde byly spojeny jen
na né€kolika centimetrech p#i horni hrané
obrazu. Cel4 prasklina byla na né&kolika
mistech rozeviena az do 5 mm. Srovninim
stran praskliny doslo k odstranéni nédnost
adheziv, tmelt a neéistot a byl vytvofen
rovny povrch pro vloZeni d¥evénych $pa-
likti, kterymi byla rozeviena prasklina
vyplnéna. Pro p¥ipravu té€chto §palikt bylo
pouZito staré topolové dfevo. Pro lepeni
této praskliny bylo nutné pouzit speciilni
klestiny, ve kterych je mozné pfesné upravit
rovinu lepenych spojt (obr. 8).

Na né&kolika partiich ptivodniho spoje
desky jsou patrné nerovnosti dané nedo-
konalym sesazenim b&hem druhotného
lepeni, jak bylo zminé&no vyse. Tyto nerov-
nosti jsou v rozptyleném svétle témé&f nepo-
sttehnutelné a bylo rozhodnuto tento spoj
neupravovat.

Vzhledem k tomu, Ze deska byla v minu-
losti zten¢ena, ¢imz byla zvy3ena citli-
vost na vykyvy relativni vzdusné vlhkosti
a samotné d¥evni hmota je vyrazné osla-
beni dfevokaznym hmyzem, bylo nutné
obraz opatfit flexibilnim podpirnym systé-
mem. Je zapot¥ebi, aby konstrukce pod-
pory umoziiovala desce pfFirozeny pohyb,
ale zdroven aby kontrolovala jeji tendenci
k borceni. Tato dvé kritéria musi byt vyva-
zena podle charakteru desky. V dnesni dobé&
je pouzivano nékolik typh téchto systémi.2
Vzhledem k charakteru desky byl vybrin
italsky systém, ktery se tsp&$né pouZiva od
pocitku devadesétych let dodnes (obr. 9).7
Deska je podepfena nosnym rimem,
ktery kopiruje kfivku obrazu v muzeélni
relativni vzdudné vlhkosti. Rim na desce
nesou kénické pruziny, které jsou pres
regulovatelné Sroubové upevnéni pfichy-
ceny k desce v jednotlivych bodech. Poéet
a rozmisténi t&€chto nosnych bodi se urcuje
podle specifickych vlastnosti podlozky na
zaklad€ empirické zkuSenosti.?® PruZinové
uchyceni podptirného rimu umoZiiuje
desce kontrolovany prostor k deformaci
prohnutim, tak aby nedoslo k prasknuti, ale
zaroveni je od daného bodu uréeného silou
pfitlaku nosného ramu tento pohyb ome-
zovan. Sila pfitlaku pruZiny je dana mirou
pfitazeni fixa¢niho Sroubu a je mé&fitelna na
zdkladg specifického grafu tuhosti pruziny.
Na kontrole deformaci desky se spolu s pru-
Zinovym systémem také podili samotna
elasticita nosného ramu.»

Pro restaurovany obraz byl nosny ram
dimenzovan na velikost pficek 47 x 11 mm.
Pro nosné elementy, ve kterych je volné&
usazen fixaéni §roub, bylo zvoleno dubové
dfevo. Jednotlivé prvky jsou pfilepeny lepi-
dlem Araldite 106, a to se stejnou orientaci
let d¥eva k desce obrazu (obr. 10).

Po vyfeseni stabilizace obrazové pod-
lozky byl nésledné sejmut ochranny ptelep,
malba pfelakovana slabym damarovym
lakem a vytmelena klihoki{dovym tmelem.
Po lakové izolaci tmelt byla provedena
napodobivi retud kvagovymi barvami, ktera
byla dile dolad&na restauratorskymi prysky-
Fi¢nymi barvami znac¢ky Maimery.

Obraz byl povrchov€ opat¥en nejprve
istym damarovym lakem 1:3 a nédsledné
matujicim damarovym lakem s 27% pfisa-
dou vosku (obr. 11).3°

Tato stat byla recenzovdna.

Pozndmky

1 Napf. Alunno di Benozzo nebo Maestro
Esiguo, viz Olga Pujmanova - Petr Pfibyl, Italian
painting ¢. 1330-1550, Praha 2008, s. 98, 99.

2 Zejm. pro toskinské stfedovéké a renesanéni
maliFstvi obecné plati, Ze desky obraz jsou
slozeny z prken s totoZnou orientaci, a to tak, Ze
obrazové souvrstvi se klade na stranu smérem

k jadru stromu. Viz napf. Ciro Castelli, Tecniche
di costruzione dei supporti lignei dipinti, in:
Dipinti su tavola, La tecnica e la conservazione dei
supporti, eds. Marco Ciatti - Ciro Castelli -
Andrea Santacesaria, Firenze 2012, s. 79-81.

3 Otvory jsou neptvodni, protoze dva defekty
prabézné zasahuji az do pivodni malby.

4 Tato ryta kresba je jasné €itelna na RTG
snimcich v partiich malby s pigmenty s obsahem
tézkych prvka.

5 Odpadnuti zlacenych dekort spolu se spodni
malbou souvisi pravdépodobné se sloZzenim
lepivé smési, kterd mohla obsahovat slozku se
silnym povrchovym napé&tim, jako napf. silny
klih. B&Zné byl jako adhezni latka pro tento

typ zlaceni pouZzivan vafeny olej ve smé&si se
sikativnimi pigmenty. Vyskytuji se viak také
receptury pouZitim 3tavy z fesneku a jinych
latek. Viz nap¥. Cennino Cennini, Il libro dell‘arte,
Trattato della pittura, Firenze 1859, s. 104-106.

6 Laboratorni priizkum provedla ing. Radka
Sevcti, viz Laboratorni zprava 13/49, archiv

RA NG.

7 ParketaZ se pFesné tvarové shoduje

s parketdZi na obraze Posviceni od P. P. Rubense
v Louvru (inv. 1797). ParketaZ na tomto obraze
vytvofil Jean-Louis Hacquin v roce 1770

a nésledné Easteén& upravil Frangois-Toussaint
Hacquin v roce 1825. Viz foto in: Ségoléne
Bergeon - Gilberte Emile Male - Claude Huot

- Odile Bay, The Restorationh of Wooden
Painting Supports, Two Hundred Years of
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History in France, in: The structural Conservation

of Panel Paintings, Proceedings of a symposium at the

J. Paul Getty Museum, Kathleen Dardes - Andrea

Rothe eds., Los Angeles 1995, s. 270. Tento typ

parketaZe se stejnym tvarovym FeSenim byl

nasledné pfejat dalsimi restauritory, napt. B. Van

Bommelem z Amsterdamu. Info z pfednagky:

Jessica Roeders, The History of cradling in the Frans

Hals Museum, 2013.

8 Charakter rozpustnosti v organickych

rozpoustédlech naznauje pouziti kaseinového

pojiva. Identifikace pojiva spektralnimi

analyzami nebyla provedena.

9 K 3ir$imu pouzivani zinkové b&loby

a kadmiové zluti dochazelo od 30. let

19. stoleti. Viz Nicholas Eastaugh - Valentine

Walsh - Tracey Chaplin - Ruth Siddall, Pigment

Compendium, Oxford 2008, s. 406.

10 Biblioteca Berenson, Fototeca, Villa I Tatti

- The Harvard University Center for Italian

Renaissance Studies 100319_1, fotografii pofidil

francouzsky fotograf Marc Vaux (1895-1971)

v letech 1920-1932. Zadni strana nese népis

Bernarda Berensona ,Alunno di Benozzo (perhaps

faked up)“.

11 Fotoarchiv Narodni galerie v Praze,

¢. negativu 5156, pofizen v roce 1946.

12 V archivu RA NG bohuZel neexistuji zpravy

o dosavadnich provedenych restauracich.

13 Tuto hypotézu, ktera se zda velice

pravdépodobni, pfedstavil autorovi &lanku

restaurdtor Andrea Santacesaria z Opificio delle

Pietre Dure ve Florencii.

14 Ve Francii jsou znimy prvni dokumenty

o pouziti parketdZe od roku 1740. Vice

viz Bergeon - Mile - Huot - Bay (cit. v pozn. 7),

S. 269.

15 Viz napt. Jean-Francois-Léonor Mérimée,

De la peinture a Ihuile, Paris 1830; Giovanni Secco-

-Suardo, Manuale Ragionato per la parte meccanica

dell‘arte del Ristauratore dei dipinti, Milano 1866.

16 Vice o problematice parketovanych obrazt

napf.: Simon Bobak, A Flexible Unattached

Auxiliary Support, in: The Structural Conservation

of Panel Paintings, Proceedings of a symposium at the

J. Paul Getty Museum, Kathleen Dardes - Andrea

Rothe Eds, Los Angeles 1995, p. 371-381.
Popsané problematické znaky se netykaji

pouze parketovanych obrazt, ale i deskovych

maleb, u nichZ byla na zadni stranu pro udrZeni

roviny umisténa neflexibilni konstrukcee,

nap¥. ocelové nebo hlinikové profily usazené

do nosnych mistkd, uziti pfedimenzovanych

dfevénych svlaka apod.

17 Pfilepeni prasklin je nutné zbavit

origindlni malbu retusi a tmelt. Tyto nanosy

by zne¢iteltiovaly originilni rovinu obrazu,

a znemoziiovaly by tak spravné sesazeni

lepenych &asti.

18 Pfelep byl proveden japonskym papirem

pomoci lepu z Klucelu a akrylitové disperze

Lascaux Plextol 360.
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19 V né&kterych piipadech lze parketiZ pro
zvétdeni jeji flexibility pouze modifikovat.

VEtsi elasticitu parketdze lze dosdhnout

napf. podélnym roziiznutim svlakd na né&kolik
vrstev slab3ich lati nebo vloZenim pruzin mezi
ztendeny svlak a nosny prvek. Viz napf. Ciro
Castelli - Andrea Santacesaria, Il restauro dei
supporti lignei, in: Dipinti su tavola (cit. v pozn. 2)
s. 173-174.

20 Jednotlivé praskliny lze piipadné provizorné
zajistit pFelepenim kouskem dfeva nebo malou
kovovou desti¢kou na koncich praskliny.

21 Byl pouzit Laponite RD v 2% koncentraci.
22 Vzhledem k odlidné orientaci prken desky
teoreticky taktéz hrozilo, Ze v jedné ptilce

bude mit deska konkavni zakfiveni a v druhé
konvexni.

23 Paraloid B 72 byl pouZit v 5% koncentraci.
24 Popsani technika pochdzi z Ttilie, kde ma
velice dlouhou tradici jiz od 19. stoleti a tento
zplsob lepeni prasklin je stile tsp&né pouzivin
v pfednich svétovych restauratorskych centrech.
25 Tato deformace ukazuje, Ze se jedna

o velice starou prasklinu, ktera byla po del3i ¢as
nezaji§téna. Deska zde ztratila svoji kontinuitu,
a mohlo zde tak dojit k tomuto nevratnému
zakfiveni.

26 Viz napf. Alan Miller - George Bisacca -
Dimitri Galitzine, The Development of Spring
Mechanism for Use in Conjunction with
Auxiliary supports for Previously Thinned
Panels, in: Facing the Challenges of Panel Paintings
Conservation: Trends, Treatments, and Training,

eds. Alan Phenix - Sue Ann Chui, Los Angeles
2009, s. 59-68; Ingrid Hopfner, The Development
of Flexible auxiliary Support Systems for Panel
pintings and the Monitoring of Movement

by Strain Gauges, in: ibidem, s. 69-81; Britta
New - Ray Marchant, The Repair and Support
of Thinned Panel Paintings: A Case Study in
Modifying Established Techniques, in: ibidem,
S. 36-47.

27 Tento systém byl vyvinut na
restauratorském pracovisti Opificio delle Pietre
Dure ve Florencii, vice viz Castelli - Santacesaria
(cit. v pozn. 19), s. 184-187. Jednim z prvnich
pouziti tohoto systému byla v roce 1992
restaurace obrazu Il Cataletto della Misericordia od
Domenica Beccafumiho, viz Alfredo Aldrovandi
- Nicoletta Bracci - Paola Pracco - Ciro Castelli
- Ottavio Ciappi - Marco Ciatti - Mauro Parri,
Ricerche e interventi su alcuni dipinti di Domenico
Beccafumi, OPD Restauro, Firenze 1992, s. 28-50.
28 Vzhledem ke slozité struktufe dfevni hmoty
a t&zko specifikovatelnym druhotnym kritériim
ovliviiujicim vlastnosti desky (napf. poskozeni
dfevokaznym hmyzem, petrifikace dfeva, atp.)
nelze vytvofit vieobecné platny matematicky
vzorec, ktery by dokazal specifikovat dimenze
tohoto podptrného systému.

29 Prostor pro zakfiveni desky je dan nejen
velikosti fixaéniho roubu a pruziny, ale



i elasticitou nosného ramu, ktery je dimenzovan
podle problematiky a charakteru podlozky.

30 Problematiku restaurovani dfevéné
podlozky byl autor &lanku schopen vyFesit

diky zku§enostem ziskanym na stazich v ramci
projektu Getty Panel Painting Initiative.

Sexnam vyobrazeni

1 Benozzo Gozzoli, Madona s ditétem a se dvéma
andély, Narodni galerie v Praze. Fotografie zachycuje stav
obrazu pred restaurovanim (bo¢ni osvétleni).

2 IR reflektografie levého andéla. Na snimku je patrna
uvolnéna skicovita podkresba kridou.

3 Zadni strana obrazu pred restaurovanim. Obraz byl
v 19. stoleti osazen parketazi. Tvar a FemesIné zpracovani
je typické pro francouzské parketaze.

4 Nakres obrazu s druhotnymi zasahy a poskozenimi.

Prabéh prasklin v desce jasné koresponduje se spodnf

parketéazi. Prasklina probihajici pres Jeziska byla na

obraze pritomna jesté pred osazenim parketaze.

Vertikalni nosny prvek parketaze byl umistén pres tuto

prasklinu, aby napomohl jejimu zpevnéni.

a) Nové praskliny prochézejici pouze drevénou
podlozkou

b) Praskliny prochéazejici az do barevnych vrstev

¢) Originéini spoj desky

d) Staré retuse

e) Tmely

f) Parketéz na zadnf strané obrazu

5 llustrace mechaniky parketovanych obrazl. Parketaz
zamezuje pohybu desky v tangencidlnim sméru, coz

v nékterych pripadech vyvolava lokalni deformace

a zpUsobuje nasledné popraskéani dfevni hmoty.

6 Stav obrazu po snimani druhotnych retusi, premaleb
a tmell (svételna reflexe). Na snimku jsou jasné patrné
deformace vyvolané osazenim parketéze.

7 ZpuUsob sniméani parketére. Prilepené bloky byly
narezany na tenké platky a nasledné odldmény na nékolik
milimetrd silnou vrstvu, kterd byla dale ztencena dlaty.
Zbyla tenkéa vrstva dieva s vrstvou klihu byla nemékcena
roztokem Laponitu a mechanicky odstranéna skalpelem.

8 Zpusob lepeni praskliny probihajici malbou JeZiska.
Pro lepeni této praskliny bylo nutné pouzit specialni
klestiny, se kterymi Ize presné€ upravit rovinu lepenych
spoju.

9 llustrace flexibilniho uchyceni podptrného ramu
(ilustrace Marek Kol&r).

10 Zadni strana po restaurovani. Po slepeni prasklin
byla deska podeprena flexibilnim nosnym systémem.

11 Fotografie obrazu po restaurovani.
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ZPRAVY

Svatd Anna Samotieti.

Nové pripsané dilo Mistru Litomérického
oltare a jeho dilné€ ve sbirkach

Narodni galerie v Praze

STEPANKA CHLUMSKA — OLGA KOTKOVA
ANNA TRESTIKOVA — RADKA SEFCU

Text shrnuje vysledky prizkumu, restaurovani a uméleckohistorické zhodnoceni
fragmentu nové atribuovaného obrazu Sv. Anny Samotreti (kolem 1510-1515, tempera,
lipové di‘'evo, Narodni galerie v Praze, inv. €. DO 4102). Pivodni provenience dila je
neznama, do galerijnich sbirek bylo ziskano roku 1945 z majetku rodiny Ringhofferd.
Obraz byl v minulosti téZce poskozen dFevokaznym hmyzem. Z originalu se

dochovalo pouhé torzo, které vSak nese zretelné stopy malifského rukopisu Mistra
Litomérického oltare a jeho dilny. Tomuto pripsani odpovida i technologicka vystavba
malby, jak prokazal komplexni komparativni prizkum, jehoZ zavéry jsou podrobné
argumentovany. Po strance rukopisné stoji v dilenském ceuvru Sv. Anna Samotieti
nejblize ¢asti deskovych maleb Svatokaterinského olidie, obdobny dilensky figuralni typ
v8ak nachazime i u dal$ich ¢lankd cuvru (zvl. Svatovdclavskij cyklus ve Svatovaclavské
kapli katedraly sv. Vita, Oltd# strahovsky). V minulosti byl obraz sefiznut, a tak nelze
jednoznaéné stanovit jeho pivodni format a adjustaci. Nejpravdépodobnéji byl stfedem
retablu nebo samostatnym votivnim, ¢i epitainim obrazem. Ikonografie dochovaného
fragmentu odpovida kontextu dobové svatoanenské devoce, piesto vSak prinasi i méné
casty motiv, jakym je ptacek v rukou JeZiSe. Nelze vyloucit, Ze ptivodné byl fragment
soucasti rozmérnéjsi kompozice P¥ibuzenstva Kristova ¢i Svaté konverzace, fadu
kompozi¢nich paralel ke galerijnimu fragmentu nachazime v norimberském okruhu
Albrechta Diirera.

Klicovad slova f]vodcm

Mistr LitoméFického oltaFe, sv. Anna Samotreti, Prace na soupisovych katalozich Sbirky
restaurovani, technika pozdné gotického deskového . Y v s v 1z 2 -
malirstvi, Narodni galerie v Praze, dité-Jezi$ s ptackem starého uméni prinasi pOdle otekavani

Fadu novych objevl a zménu pfipséni.
Takovym byl i ndvrh nové atribuce zna¢né
poskozeného, nevelkého deskového obra-
zu Sv. Anny Samotfeti (obr. 1), ktery v roce
2007 Olga Kotkova s otaznikem pfipsala
Mistru Litoméfického oltafe a Casove jej
zafadila do doby 1510-1520 s tim, Ze bliz§i
upfFesnéni atribuce a datace bude moZné po
provedeni technologické analyzy.! Dilo bylo
odepsano z fondu némeckého deskového
malifstvi a nisledné zapocal jeho komplex-
ni prizkum, ktery mél za cil stanovit miru
dochovani originalu a potvrdit navrzené
pripsani. RovnéZ zapodalo restaurovani
dila, nebot misty pouze tudena kvalita
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malby, skryvajici se pod pfemalbami, slibo-
vala vyznamny zisk pro galerijni sbirku des-
kové malby bohemikalni provenience. Od
pocatku bylo zfejmé, Ze rozsahlé pfemalby
mistné& prekryvaji plochy se zcela zni¢enou
originaln{ malbou a Ze bude t¥eba vysled-
né Fedit zplisob prezentace torza malby na
destruované podloZce. Restaurovani pro-
vadéné v restaurdtorském ateliéru Narodni
galerie v Praze Annou T¥estikovou ve spo-
lupréci s Jiffim T¥estikem? tento tikol vyte-
Silo s maximalnim respektem k dochované-
mu origindlu. V roce 2013 tak bylo mozné
dilo poprvé prezentovat v ramci vystavy
Krisa fragmentu, autorsky a kuratorsky
pripravené St&pankou Chlumskou, kde
byly podrobné& objasnény pouZité postupy
a pfedstaven vysledek rehabilitace fragmen-
tarn€ dochovaného dila.?

Historie dila v soukromé a statni sbirce
Na vystav€ v roce 2013 byl restaurovany
deskovy obraz Sv. Anna Samotfeti op&tovné
predstaven vefejnosti po témé&f osmdesati
letech, nebot naposledy byl prezentovin
roku 1935. Vzhledem ke stavu dochovéni

i majetkopravnim otdzkam ztstavalo dilo
dlouhou dobu stranou odborného zajmu.
Do Nirodni galerie deska putovala jako
povale¢ny konfiskét v roce 1945, obraz

byl znarodnén rodin& velkopodnikatelt

a pramyslnikt Ringhoffert, jejichZz maje-
tek se do statni sbirky dostal na zékladé
BeneSovych dekretti. Umélecké predme-

ty byly v roce 1945 uloZeny na rodovych
zamcich Kamenice u Stranc¢ic, kde byl
uloZen soubor uméleckych pFedmétd Felixe
Ringhoffera (1891-1954), a Sti¥in, odkud
pochézely pfedméty z majetku Hanse
Ringhoffera (1885-1946).4 Clenové této rodi-
ny prosluli pfedevsim diky vyrob€& Zeleznic-
nich vagon# v n&kdejdich Ringhofferovych
zavodech na prazském Smichove (pozdé&ji
Ringhoffer-Tatra) i diky svym dal3im pod-
nikatelskym aktivitim (napf¥. zaloZenim
Velkopopovického pivovaru); méné€ znimou
kapitolou mezi jejich ¢etnymi innostmi
bylo sbératelstvi uméleckych dél. Ze sezna-
mu uméleckych pfedmétt z kamenického
zamku vyplyva, Ze zamé&Feni sbirky bylo
sice 8ir3i, avSak lze vysledovat cilenou
pozornost pfedevdim na uméni némec-

ké pozdni gotiky - objevuji se zde malby

i sochy.’ Paradoxné na uvedeném seznamu
z 19. kv&tna 1945 sledovanou malbu dohle-
dat nejde - pod poloZkou €. 38 je sice uve-
dena ,Sv. Anna samotfeti, od némeckého mistra
kolem 1500“, soupis ale zaroveti vyslovné
tuto praci eviduje jako ,sochu®.” Z4dné jiné
dilo shodného ndmétu se na tomto doku-
mentu nevyskytuje, jedingm dokladem

o pfevzeti sledované malby v roce 1945

zUstava zapis v tzv. , Inventdfi Z“.® Ve tfica-
tych letech 20. stoleti patfila Ringhofferova
kolekce ke znamym prazskym soubortim,
a to i vzhledem k tomu, Ze pét obrazt

a t¥i sochy z této sbirky byly v roce 1935
zapujéeny na vystavu nazvanou Madona.’
Mezi n€ byla zahrnuta i diskutovani
malba, v katalogu expozice se objevila pod
atribuci , Jizni Némecko, kolem 1520, skola

A. Altdorfera“.*> Kratkou zminku o obra-

ze pfinesl i ¢ldnek hodnotici zminénou
vystavu, tentokrat byl pFifazen k okruhu
podunajské Skoly.* Poté veskery zijem

0 obraz Sv. Anna Samotieti na dlouhou dobu
upadl; sviij podil na této skute¢nosti mél
bezpochyby i osud Ringhofferovy sbirky
po roce 1945 i §patny stav zachovani této
desky. Obraz byl v evidenci Nirodni gale-
rie veden jako anonymni dilo némeckého
mali¥stvi z po&atku 16. stoleti, nicméné
Jaroslav Pe$ina, kterj se némeckou pozdné
gotickou malbou zabyjval zejména v Sedesa-
tych a sedmdesatych letech 20. stoleti,*? jej
do svych publikaci nezafadil. Na desku se
opétovné pfislo az v ramci systematického
prizkumu né€meckého a rakouského malit-
stvi 14.-16. stoleti ze sbirek Nédrodni galerie
v Praze. Rukopis fragmentarné dochované
malby vyboéoval z povahy zkoumaného
materidlu - analogie stylu neodpovidaly
navrhovanym pfifazenim; naopak uréité
charakteristiky (tvaf Jezigka, sv. Anny i jeji
draperie) ukazaly zjevné afinity s tvorbou
tzv. Mistra Litomé&Fického oltafe, jemuZ
Kotkova obraz na ziklad€ stylové analyzy
pfipsala.® Nové pripsani tak rozsifilo dosud
znamé dilo Mistra LitoméFického oltare

a jeho dilny, nejvyznamnéjsiho anonymni-
ho maliFe, ¢inného v zemich Koruny ¢eské
v prvni étvrtin€ 16. stoleti, jehoZ ptivod

a Skoleni ziistévaji jednou z nejzévaznéj-
§ich otazek specializovaného uménovéd-
ného badani o povaze dvorského uméni

v dobé vlady Jagellonct v Cechach. Euvre
Mistra Litomé&Fického oltafe ¢ita kromé&
nasténnych maleb Svatovdclavského cyklu ve
Svatovaclavské kapli katedraly sv. Vita na
Prazském hrad€ téméf jednu desitku samo-
statnych celkd deskovych maleb z doby
kolem 1500-1520 (1525), zpravidla fragmen-
th retdblt, dnes dochovanych pouze torzal-
né. Za nejstardi svébytné ¢lanky Mistrova
ceuvru jsou shodné& povaZovany Fragment se
sv. Ondfejem (kolem 1500/po 1500) a desko-
vé obrazy Olidfe litomérického (kolem 1500/
pfed 1505). Odli3né je datovdna skupina
praci, vro¢en4 Jaroslavem PeSinou na zikla-
d€& souvislosti s malbami Svatovdclavského
cyklu do prvniho desetileti 16. stoleti. Cast
badatelt pfijala Pe§inovu a Krisovu dataci
nasténnych maleb v prazské katedrale pied
rok 1509, n&kteii argumentovali odlisny
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datagni koncept ndvazné na ikonografickou
interpretaci odvozenou od pFedpoklddanych
dobovych politickych aktualizaci a stylo-
vé pokro¢ilosti nasténnych maleb (1515-
1519/1526). Potfeba zasadni revize Pefinova
konceptu postupného zrani stylu Mistra
Litoméfického oltare je zfejma, avSak i po
vice nez pulstoleti zlistdva Jaroslav Pegina
presvédéivy v diléi argumentaci Fedici vzta-
hy mezi jednotlivymi, mnohdy disparitnimi
¢lanky Mistrova euvru.s

V minulosti byla i dali dila, pozdé&ji
atribuovana Mistru Litomé&¥ického oltare,
zprvu uréena jako dila némeckych mis-
trd, coz plati zejména pro dila chovana
v zahraniénich sbirkich. Jest& ve tficatych
letech 20. stoleti v§ak byly oddélené hodno-
ceny néasténné malby Svatovdclavského cyklu
v katedrile sv. Vita a soubor deskovych
obrazil Litoméfického oltdie, prvni z nich
byl pfipsan augsburskym mistrim, druhy
jihonémeckému (§vibskému) malifi.”
Podobizna Albrechta Libstejnského z Kolovrat
tak byla nejprve Ernstem Buchnerem
pfipsdna okruhu Veita Stosse'¢ desky
Svatokatefinského oltdfe byly v inventarich
Lichtenstejnské sbirky roku 1873 zapsany
jako prace okruhu Lucase van Leyden,
poté povazovany za ,némeckou praci”
z pocatku 16. stoleti.” Poslednim ziskem
dila Mistra Litoméfického oltare byla
atribuce deskového obrazu nélezejiciho
oboustrann€ malovanym kfidlam Oltdre
strahovského (Vragdéni neviridtek, soukroma
sbirka, Madrid), kterou pro aukéni katalog
firmy Christie’s provedl Ladislav Kesner st.
v roce 1991.** Dnes jsou deskové malby
pfipisované Mistru Litomé&Fického oltdre
uchovéaviny v nékolika domicich a zahra-
niénich sbirkach, nejpodetnéjsi soubor
spravuje SeveroCeska galerie vytvarného
uméni v Litomé&Ficich (Oltdr litoméFicky)
a diky akvizicim druhé poloviny 20. stoleti
rovné€Z Narodni galerie v Praze (Oltdf svato-
katefinsky, Oltdi s Nejsvétéjsi Trojici, Posmivdni
Kristu - Votivoni deska Jana z Wartemberka /
dochovéno v kopii), kterd diky dlouhodo-
bym zaptjckam prezentuje v&tsi ¢ast pii-
psaného cuvry Mistra Litomé&fického oltare
a jeho dilny (Oltdini kfidla z Tjna, Fragment
se sv. Ondrejem, Oltdf rokycansky - Klanéni i
krdlii).*

Stav pred restaurovanim. Prizkum

a restaurovani. Technika malby

Zda bude moZné soubor vystavovanych dél
roz3ifit o velmi poskozeny fragment malby
Sv. Anny Samotfeti z Ringhofferovy sbirky
vSak nebylo pfed zapodetim restaurator-
skych praci jednoznaéné z¥ejmé (obr. 1),
nebot stav obrazu pfed restaurovinim
svédcil o fad€ novodobych zasaht, které
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negativné ovlivnily stav dochovani origina-
lu.? Cely povrch malby pokryvala hutna
pfemalba bez maliFské kvality a silnd vrstva
zaZloutlého laku. Prizkum prokazal zdvaz-
ny rozsah poskozeni ptvodni lipové pod-
lozky, kterd byla v minulosti destruovina
dfevokaznym hmyzem a nésledn€ neodbor-
né opravovéana. PFi opravé byla nesoudrzna
hmota dfeva odstranéna a deska nerovno-
mérné ztenfena. Z rubu byla nerovni deska
pevné pfilepena klihem na novou d¥evénou
lipovou podlozku. PouZiti vodového lepu
(klihu) zapfi€inilo zvlnéni malby i podkladu
a prebytky klihu prosakly na povrch malby.
Pfi nalepeni podloZky na novou desku
navic vnikly n&které mensf uvolnéné ¢4sti
poskozené podlozky i s fragmenty pod-
kladu a malby mezi novou desku a zbytky
pivodni podlozky. Vytvofily se tak éetné
deformace, zfeteln& patrné na pfedni strané
deskového obrazu. Rub desky byl opatfen
parketdzi. Zaznamy o této opravé chybi,
nepochybné k ni v§ak doslo pfed rokem
1935, kdy byl obraz zapijéen na vystavu
nazvanou Madona.*

Rozsah poskozeni dila bylo mozZno
exaktné stanovit pomoci kombinace optic-
kych metod.?2 UV luminiscence potvrdila
existenci souvislé, velice silné lakové vrstvy.
Diléi poznatky o mife poskozeni desky
dfevokaznym hmyzem pfinesly snimky
RTG (obr. 2). Rovné€Z zaznamenaly rozsihlé
oblasti tmel® a pFemaleb, které nahrazovaly
chybé&jici ptivodni vrstvu malby. Pomoci IR
reflektografie byl dokumentovan kresebny
rozvrh, mistng, zejména v inkarnatech,
byla podkresba velmi vyrazna. Prvni sondy
ve vrstvach laku rozsihlé druhotné zasahy
potvrdily. Pfemalby a tmely nebyly pFesné
ohranifeny a nepochizely pouze z jedné
opravy. Nejmladsi barevné tmely a pie-
malby tvofila hmota na béazi vosku, plnéna
barevnymi pigmenty, ¢ervenymi a okrovymi
anorganickymi pigmenty v malb& éerve-
nych draperii a modrymi a ernymi pig-
menty v malb& modrého $atu Panny Marie
a v plo3e pozadi. Teprve po odstranéni
t&chto vrstev byly na sondach odkryty dalsi
rozsahlé nesourodé tmely, na n&kterych
mistech bilé, jinde ténované (obr. 3).

Navazn€ na opticky prizkum byl prova-
dén piirodovédny prizkum dila,» jehoz
cilem bylo stanovit pouZité materialy
a prispét k poznani techniky malby docho-
vanych fragmentd originélnich barevnych
vrstev a pfemaleb. Ziskana data bylo tfeba
déle porovnat s vysledky d¥ivéjsich pra-
zkumi jednotlivych deskovych maleb euvru
Mistra Litomé&Fického oltaFe a jeho dilny,
komparovany byly romnéz dosud publiko-
vané vysledky prizkumu a restaurovéni
nasténnych maleb Svatoviclavské kaple.>



Vstupni data byla ziskdna neinvazivni
metodou mikro-rentgenfluorescenéni ana-
lyzy (XRF) provedenou na Fakult& jaderné
a fyzikalng& inzenyrské CVUT v Praze®
a odbé&rem mikrovzork® pf¥i okrajich
defektt. V ramci zkoumani techniky malby
a jejtho materidlového sloZeni byla prove-
dena v chemicko-technologické laboratofi
Narodni galerie v Praze mikroskopicka
analyza pigmentt a pojiv, prvkova analyza
SEM-EDS,* identifikace pfirodnich vldken
a dfeva.” Analyza pojiv a barviv byla reali-
zovina metodou infradervené spektroskopie
s Fourierovou transformaci (FTIR).28
Komplexni data zjisténa srovnavacim
prizkumem dila jednozna¢n€ potvrdila, Ze
obraz Sv. Anna Samotieti vykazuje shodné
technologické znaky, spole¢né pro dalsi
deskové malby pFipsaného euvru Mistra
Litomé&fického oltéfe a jeho dilny, které byly
dfive studoviny v N4rodni galerii v Praze
mezioborovym tymem ve sloZeni Sté€pénka
Chlumska, Radka Sefcti a Anna Tiestikova.
Ze stavajiciho fragmentu nelze zcela
presné dovodit ptivodni rozméry desko-
vého obrazu, nebot se nedochoval ani
jeden z ptvodnich okraji dfevéné pod-
lozky. Z prtbé&zné spary, dob¥e viditelné
na snimcich RTG (obr. 2), 1ze usuzovat,
ze podlozka byla sloZena z vice &asti, jak
bylo u st¥ednich a vé&tsich formatd desek
obvyklé, nebot bylo t¥eba zajistit stabilitu
podlozky a omezit pohyb dfeva p¥i zmé-
nach atmosférické vlhkosti.?* Minimélni
puvodni 3ifi prken dnes nelze rovnéz
presné stanovit, pohybovala se viak nej-
spiSe kolem tficeti centimetrt.>* Podlozka
z lipového dfeva (Tilia sp.)* byla izolovina
klihovou vrstvou, na kterou byl nanesen
né&kolikavrstevny ki¥idovy podklad pojeny
proteiny o celkové tloustce cca 0,12 mm.*
Na tuto vrstvu byla nanesena tmavsi pro-
teinova izolace pod malbu (zfejmé& pouZita
i jako imprimitura). Stétcovy kresebny
rozvrh kompozice byl proveden uhlovou
Cerni, jak prokizala materidlova analyza
mikrovzorku z inkarnitu na pravé ruce
Jezigka.® Charakter podkresby malby
Sv. Anny Samotieti (obr. 4a, b) se shoduje
s charakterem podkreseb malovanych s kre-
sebnou bravurou, volnym §tétcovym ruko-
pisem, bez pfili¥ného dérazu na hmotovou
vystavbu tvaru, které byly dokumentoviny
i na dal3ich malbach dilny (zvl. ¢ast pod-
kreseb Oltdre litoméfického a Oltdie svatoka-
tefinského). Podkresba nebyla mistné€ v IR
prili§ patrna (obr. 5), tato charakteristika
odpovida diive zjist€né charakteristice ¢asti
obrazii Oltdre svatokaterinského. Vlastni malba
je nanaSena postupné v nékolika barevnych
vrstvach. Vysledna modelace svétel a stint
je vytvaFena rozdilnym podilem olovnaté

béloby a ¢erné v pouzité barevné smési.
Vyznamnymi materidlovymi charakteris-
tikami, specificky pfiznaénymi pro euvre
Mistra Litomé&fického oltafe, jsou zptsob
uziti fialového fluoritu (CaF,) v malbé&
bilych draperii* a materidlové sloZeni
Cerveného laku - kermesového karminu.
Kermesovy karmin byl identifikovin

v malbé& draperii na plasti sv. Anny. Jeho
pouziti odpovida sloZeni malby identi-
fikované na starsich i mlad3ich ¢lancich
pfipisovaného euvru. PouZiti éerveného
laku a stratigrafie vrstev pravé ervenych
draperii vykazuje obdobné znaky jako
malba na Oltdfi svatokatefinském a Oltdfi
strahovském (obr. 6). Kermesovy karmin

se podafilo identifikovat molekulovou
spektroskopii metodou FTIR na Fragmentu
se sv. Ondrejem, Oltdfi litomé¥ickém a na
Oltdrnich kfidlech % Tyna.» Fialovy fluorit,
jehoZ pouZziti jako uméleckého pigmentu je
lokaln€ a data¢n€ vymezené,* byl v dilné&
Mistra Litomé&Fického oltafe v porovnani

s b&Znou dobovou praxi vyuzivin velmi
kreativné. To plati i pro malbu Sv. Anny
Samotteti z Ringhofferovy sbirky, kde byl
fluorit pouzit v podmalbé& i v modelagni
vrchni vrstvé pro dosazeni specifického
odstinu a ténovani svétel a stind rousky
Jeziska a sv. Anny. Marginilné byl fluo-
rit zji§té€n i v malb& modrého pozadi ve
vrstv€ azuritu. Materidlova analyza pig-
ment® odpovid4d uméleckohistorickym
zav€rim komparaéniho studia deskové
malby Mistra Litomé&Fického oltare, nebot
v ramci dilenské produkce je opakovina
charakteristickd paleta (barevna 8kéla), jak
lze presvédiivé dovodit napiiklad sledova-
nim specifického ténu draperii, zejména
bilych, Eervenych, rizovych, Zlutych &
nadedlych t6nt. Porovname-li navzijem
draperie postav na deskovych obrazech
Olidre litomérického (Narozeni - Sat P. Marie,
Kristus na hote Olivetské - $at Krista), s obrazy
Svatokatetinského oltdre (Pohieb sv. Katefiny

- 3at sv. Katefiny) a se Svatoanenskiym frag-
mentem, je vzajemna souvislost zcela zfejma
(obr. 7).

Kromé& barevnych vrstev byly na desce
se sv. Annou Samotfeti analyzovany rov-
néz stopy zlaceni (svatozafre, plastické
aplikace na pozadi), které se viak témé&¥
nedochovalo. Zlaceni, provedené nejspise
na mixtion,” bylo moZno analyzovat diky
nedestruktivni metodé& XRE, s jejiz pomoci
byl povrch malby podrobné& zkouman
na pfedem vyty¢enych plochich malby
v bodech o poloméru 20 pm.?*

Srovnavaci priizkum techniky malby
fragmentu se sv. Annou Samotfeti proka-
zal, Ze jedinym zcela specifickym prvkem,
se kterym se nesetkdvime u ostatnich
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deskovych maleb pfipisovaného euvru
Mistra Litomé&Fického oltafe, jsou drobné
reliéfni apliky kruhového tvaru, dochované
na nékolika mistech v plose azuritového
pozadi a pFesahujici i do malby textilniho
zav€su. Ve hmot& dekorativniho prvku byla
identifikovana smé&s pfirodni k¥idy, Zivo&is-
nych vlaken a proteinového pojiva, povrch
byl zlacen na okrovou vrstvu mordantu
(obr. 8). S obdobnymi plastickymi aplika-
cemi, nez¥idka zhotovenymi z papiroviny,
se setkdvame rovnéz u polychromie sochaf-
skych dél (viz nap¥. polychromie draperii).*
Na deskovém obraze sv. Anny je rozmisténi
téchto aplikaci p¥ekvapivé kompoziéné
nedisledné, nebot nerespektuje prosto-
rové souvislosti jednotlivych prvka malby
pozadi.

Jiz z rozsifené sondéize, plné pak po
odstranéni pfemaleb a tmeldl byl zfetelné
patrny rozsah dochovéani ptvodni malby
a jeji malifské kvality (obr. 3). I kdyZ pFe-
malba v zdsad& respektovala zakladni prvky
pivodni kompozice, znaéné€ pozménila
charakter originalu, nebot fyziognomické
detaily i detaily modelace draperie provadé-
jici mali¥ nebyl schopen tlumoéit v souladu
se stylovym charakterem malby originalu.

Postupné byly odstrafioviny tmely
a neptivodni barevné vrstvy, identifikované
predchozim priizkumem. Restaurovéani
stalo p¥ed rozhodnutim, zda zmirnit defor-
mity tenké a chatrné ptvodni podlozky
velmi pevné& spojené s originilem klihovym
lepem, to v3ak mohlo original ohrozit,
neptivodni podlozka byla tedy ponechana.*
Chybé&jici hmotu ptivodni podlozky s ori-
ginalni malbou nahradilo nové podtmeleni
smési d¥evénych pilin a Paraloidu.

Mali¥ské kvality dochovaného fragmentu
jsou natolik pFesvédcivé, ze bylo rozhod-
nuto ponechat poskozené plochy bez
rekonstrukei (tvaf sv. Anny, postava Panny
Marie). Vyjimku tvofi modra plocha pozadi
a mensi defekty v draperiich. Scelujici retu3
byla provedena akvarelovymi barvami. Na
vystav€ Krdsa fragmentu byl prezentovan
stav rozpracovanosti, ktery velmi nazorné
ilustroval zvoleny restauritorsky postup
i miru poskozeni originalu (obr. 9).#

Ikonografie. Atribuce a dilensky kontext.
Moznosti rekonstrukce a datovani
Podstatnym korektivem pro hledani hypo-
tetické podoby celku, z n€hoZ pochazi
fragment z Ringhofferovy sbirky, bylo
srovnévaci studium pamétek svatoanen-
ské ikonografie. Od sklonku 13. stoleti, do
kterého jsou datovana nejstarsi vyobrazeni
tohoto ikonografického typu, proslo zob-
razeni sv. Anny Samotfeti, matky Panny
Marie a babi¢ky Krista, akcentujici tezi
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o Neposkvrnéném podeti, znatnou pro-
ménou.*? Hieraticky ndbozZensky obraz,

v ném% postavy Panny Marie a Krista plnily
funkei atributu sv. Anny Samotfeti, se
pozvolna proménil ve vicefiguralni kompo-
zici, kterd kromé& symbolického niboZen-
ského obsahu integrovala prvky Zanrového
liceni kazdodennosti rodinného Zivota. Na
sklonku 15. stoleti a v prvni &tvrting 16.
stoleti, kdy byl svatoanensky kult na svém
vrcholu, byla sv. Anna uctivina zejména

v prostiedi dynamicky se rozvijejicich mé&st
jako svatd ochrinkyné rodinného §tésti,
protimorova ochrankyné (mj. patronka
mnoha §pitéla) a svatd patronka fady profe-
si. O §ifi prosebnych modliteb dodnes svéd-
¢ kromé pisemnych a literarnich prament
i dochovani st¥edovéka ex vota a pFileZitost-
né tisky.#* Studie z poslednich desetileti pFe-
sveédéivé dokladaji, Ze fenomén rostouciho
kultu sv. Anny skytal na prahu novovéku
nemaly potencial.*# Vyraznym impulsem
pro Sifeni svatoanenské tcty bylo zavedeni
svatku sv. Anny do ¥imského kalendafe
papeZem Sixtem v roce 1481, k rozma-
chu kultu rovnéz pfispéla tcta ke svatym
ostatktim a milostnym socham. Vyrazné
vzrostl poéet svatoanenskych niaboZenskych
bratrstev. Mezi kultovné nejvyznamnéjsi
patii v pozdni gotice ticta ke sv. Anné& jako
patronce hornickych profesi. Nazorné spo-
jeni svatoanenského kultu a dalniho pod-
nikani ilustruje dochovany pamatkovy fond
z oblasti Kru§noho#i (Annaberg), Sumavy

a Bavorska (Kasperské Hory, Kreuzberg), ¢i
Spise a Gemeru (RoZziiava).*

Svatoanenskych obrazi, retdblt & soch
se ve stfedni a zdpadni Evropé& dochovalo
znafné mnoZstvi; i pfes riznorodost docho-
vaného fondu byly uéinény pokusy shro-
mazdény material systemizovat do né&kolika
zakladnich typologickych skupin, &i jej
katalogizovat na zdklad€ provenience.”

Ze soubornych praci vyplyva, Ze i kdyz se
vyobrazeni sv. Anny Samotfeti v pozdnim
sttedov€ku fidilo tradovanymi schématy,
jez spoluutvafrela také Siroce dostupna nova
grafickd média (knizni ilustrace, pfedlo-
hova grafika, ilustrované jednolisty, pfilezi-
tostné tisky), uchoval si ikonograficky typ
sv. Anny Samotfeti zna¢nou variabilitu.

To plati i o fragmentu sv. Anny Samotfeti
z Ringhofferovy sbirky, kterou mtzeme,
pravé na zaklad€ znalosti dobovych analo-
gii, v zdkladnich rysech pfesv&déive€ inter-
pretovat, aviak i ona je osobitou redakei
zvoleného typu.

O tom sv&d&i zejména dva méné Casté iko-
nografické motivy. Prvnim je gesto Mariiny
pravice, kterym poskytuje oporu malému
TeZisi, nebot JeZi svou levici vklada do
mat&iny dlané. Casté&ji se u figuralni sku-



piny sv. Anny Samotfeti setkavime s gesty
a atributy typickymi pro christologickou
a marianskou ikonografii opirajici se rovnéz
o typologicky paralelismus (plody stromu
poznani, Marie jako druh4 Eva, Kristus
jako druhy Adam) & eucharistickou sym-
boliku (vinny hrozen). Nez¥idka interakce
gest Jeziska a Panny Marie zcela chybi

a JeziSek se obraci pouze na sv. Annu,
jak je tomu napiiklad u kompozi¢né
blizké kamenné trinici Sv. Anny Samotieti
Tilmana Riemenschneidera (1490-1495,
Mainfrinkisches Museum, Wiirzburg).
Naopak gesto analogické k Ringhofferovu
fragmentu nach4zime u Rezby sv. Anny

z Usti nad Labem, dfive pfFipisované
Ulrichu Creutzovi (severozdpadni Cechy,
kolem 1520, Nirodni galerie v Praze).
Podobnosti jsou natolik vyrazné, zZe je
mozné predpoklddat, Ze obé dila mohla
byt inspirovina stejnou, dnes neznimou
predlohou.

Druhym, méné ¢astym motivem u ndmé&tu
sv. Anny Samotfeti je motiv pticka v rukou
Jeziska. Ten se vyskytuje zfidka a témé&r
vyhradné na vicefiguralnich kompozicich
PFibuzenstva Kristova, v kontextu Zan-
rovych motivh ilustrujicich détskou hru.
Motiv s mnohovrstevnou symbolikou byl
pfevzat z maridnské ikonografie. Madona
s Jeziskem, svirajicim v ruce drobného
ptacka, byla oblibenym namé&tem malif-
skych a sochafskych dél ve 13. a zejména
ve 14. stoleti.*® Symbolické vyznamy zob-
razenf riznych druht ptactva v marianské
a christologické ikonografii byly tradovany
i ve stoletich nasledujicich, zaroveri viak
drobné ptactvo v rukou ditéte-JeZiSe nabylo
charakteru Zanrového motivu, ilustrujictho
skuteénost, Ze détem slouZilo k obveseleni
a hram, ptifek je mnohdy na znameni
domestifikace uvazan (Raffael Santi, Madona
Solly, kolem 1502, Staatliche Museen Berlin,
Gemildegalerie). Jednim z impulst opé-
tovné obliby symbolického motivu ptactva
v maridnské ikonografii ve stfedoevrop-
ském malifstvi na prahu rané renesance
bylo italské uméni. Velmi dob¥e tuto tezi
dokladaji n€ktera dila Albrechta Diirera ¢i
Hanse Baldunga Griena (Madona s papousky,
1533, Germanisches Nationalmuseum
Niirnberg). Durer je autorem hojné kopi-
rovaného grafického listu Panna Marie
s ditétem a opici (B. 82), na kterém je Jezisek
zachycen pfi h¥e s pti¢kem, motiv ptacka
Diirer rovnéz vyuzil v kompozici Madona
s ¢igkem (1506, Staatliche Museen Berlin,
Gemildegalerie).* Motiv hry s ptickem je
zastoupen i na pamétkich bohemikalni
provenience (srov. Mistr Michal [?], Oltd¥
sv. Anny Samotreti, Kutnd Hora 1510-1515,
kostel P. Marie Na Naméti, Kutna Hora).

Otazkou je, jak spravné interpretovat
holubici (holuba)® v rukou JeZiska na
fragmentu z Ringhofferovy sbirky (obr. 10).
Ptafek obriceny hrudi do dlang dité&te,

s rozpjatymi kiidly, klovajici Jeziska do
prstu upomind na typologickou ¥adu
bohemikalnich maridnskych obrazt doby
lucemburské, poc¢inaje Madonou mosteckou
(Praha ped 1350, Rimskokatolicky dékan-
sky tfad v Mostg, zaptjéeno Narodni
galerii v Praze).”* Zajimava kompozi¢ni
souvislost je mezi Sv. Annou Samotieti

z Ringhofferovy sbirky a Madonou % Veveri
(Mistr VySebrodského cyklu - dilna, kolem
1345-1350, Narodni galerie v Praze), pfibuz-
nosti nachdzime nejen v zobrazeni pticka,
ale i v Feeni asymetricky pojednanych
cipt rousky (rovnéz Madona strahovskd).

Je t¥eba v8ak mit na zFeteli, Ze obdobni
kompozice rousky byla b&zna i v uméni
prvni &tvrtiny 16. stoleti. Zcela specifickou
interpretaéni a motivickou kategorii pfedsta-
vuji naptiklad detaily zavinuti rousky Zen
udastnych pasijovych scén (zvl. UkfiZovdni,
Snimdni z kiize, Oplakdvdni), aviak souvis-
lost s aluzi na budouci Kristovy pagije na
Ringhofferové fragmentu nenachiazime.

Na z4ddném z vySe zminénych milostnych
maridnskych obrazil netiskne Jezi§ v rucce
holubici (holuba). S timto motivem se
setkdvime napiiklad v iluminovanych ruko-
pisech a na maridnskych sochich. Holubice
v k¥estanské ikonografii od dob nikajského
koncilu oficidln& symbolizovala Ducha sv.

a v odkaze na vyklad Pisné pisni predsta-
vovala symbol mariansky a rovnéz také
symbol ctnosti a Bozské inspirace. Holubice
v kontextu ikonografie sv. Anny Samotfeti
a Pfibuzenstva Kristova mtZe rovnéz upo-
minat na P&stouna Pané& sv. Josefa, kterému
dle nekanonickych textii na zazelenalou
ratolest slétla holubice.” Pokud pfedpokla-
ddme bohemikalni ptivod dila, mohou byt
zminé&né vazby na starsi tradici milostnych
marianskych obrazt zdmérnou citaci, aviak
nepfehlédnutelnou roli sehrila inspirace
grafikou Diirerova okruhu i ozvuky inspi-
race italskym malifstvim.”

Ostatni prvky kompozice Sv. Anna
Samotfeti z Ringhotferovy sbirky jsou
tradi¢ni, jak vyplyva ze srovnéani s fadou
analogicky pojednanych ztvarnéni tématu
trinici sv. Anny Samotfeti z obdobi let
1490-1520.54 Sv. Anna, charakterizovani
v souladu s obecnymi zvyklostmi jako
star§i vdana Zena, s vlasy zakrytymi rous-
kou, na svych kolenou pfidrzuje malého
JeziSe, kterému oporu poskytuje rovnéz
jeho matka Panna Marie, kterd ma na
kling€ rozevienou knihu. Malba obliceje
sv. Anny je velmi poskozeni, v zéklad-
nich rysech odpovidé obli¢ejovému typu
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star§ich Zen, zobrazovanych na malbach
Mistra Litomé&Fického oltaFe, i kdyz zde
chybi vyrazni modelace vackt kolem

o¢i pfiznaénych pro tvife postav tohoto
Mistra a jeho dilny (viz napf. Zena ze scény
Sv. Vidclav nosi dffvi na nasténnych malbach
Svatovéclavské kaple, obrazy Litoméfického
a Strahovského oltdfe). Sv. Anna je oble-

¢end do jednoduchého 3atu doplnéného
svrchnim plast€m Eervené barevnosti.
Plast je sepnuty sponou, zcela totoZnou

se sponou spinajici §at Jana Evangelisty

na Olidfi litométickém (Ukfigovdni), vystiih
spodniho $atu kryje vsadka z poloprtsvitné
tkaniny, kterd rovnéZ patii, v odkazu na
dobovou médu, k b&Znym kostymnim
detailim maleb dilny Mistra Litom&fického
olta¥e.” Sat je prepasan, uzel pasku
vytvaii vjrazny dekorativni motiv, ivaz je
zcela totoZzny s ivazem pfepasani Satu na
obraze Svatokatefinského oltdfe.® Pravou pazi
sv. Anna podpira dité-JeZise, ktery stoji

na Anniné kling (Faseni plasté odpovida
Annin€ pravému kolenu) a otiéi se v mir-
ném kontrapostu k Pann&€ Marii. Panna
Marie nabizi ditéti oporu k prvnim krié-
ktim, jeji leva ruka spo¢iva na oteviené
knize. JeZi§ pravou rukou k télu tiskne
dffve zminéného ptacka s rozpjatymi kiidly,
nahé té&lo kryje pouze plenka obtodena
kolem bokt. Z dochovaného fragmentu
nelze jednoznaéné urcit, zda Panna Marie
usedla na klin sv. Anny (srov. Sv. Anna
Samotfeti Tilmanna Riemenschneidera,
1490-1495, Mainfriankisches Museum,
Wirzburg), ¢i stdla (Hans Baldung Grien,
Sv. Anna Samotieti s Janem Krtitelem, kolem
1511, Washington), pop¥ipad€ klecela
(Hans Wechtlin, Sv. Anna Samotieti, 1515).
Pro viechny zminéné varianty lze nalézt
presvéd&ivé dobové analogie, vybér kom-
pozi¢niho typu odriZel celkovy interpre-
ta¢ni kontext.” Pokud bychom kompozici
Mariina odévu hodnotili z dochované pfe-
malby, pfiklonili bychom se jednozna¢né
k variant€ sedici Panny Marie, nebot zlom
okrajt draperie jejtho $atu sedici postavé
odpovida. Panna Marie by tak sedéla

na levém koleni sv. Anny. Malba Panny
Marie je siln€ poskozeni, obli¢ejova East
se z vE&t3i ¢asti zachovala pouze v k¥ido-
vém podkladu. Avsak z poztstatkt malby
inkarnétt oblieje a vlast, upravenych do
pravidelnych loken spadajicich na ramena,
lze predpoklddat, Ze Panna Marie byla zpo-
dobena z profilu a jako prostovlasa divka.
Pii pravém okraji schizi malba levé paZe
sv. Anny, nejspie sv. Anna levici ochra-
nitelskym gestem objimala Pannu Marii.
Znad¢né ztraty originilni malby jsou z¥ejmé
i pfi spodnim okraji, kde chybi podstatna
Céast draperie $atu sv. Anny a Panny Marie,
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z dochované ¢asti navic nelze dovodit
povahu ptivodntho terénu. Nejspise 5lo
o vyobrazeni sv. Anny Samotfeti sedici na
lavici, jak je zndme z dobové grafiky, malby
i sochafstvi (srov. Casper, Sv. Anna Samotieti,
ilustrovany jednolist, dfevoFez, Augsburg,
1494). Dochované fragmenty nenasvédéuji,
Ze by byl mali¥sky rozvinut krajinny ¢&i
architektonicky ramec dstfedni figuralni
kompozice. S jistotou nelze tvrdit, Ze byla
sv. Anna ve formétu pivodniho celku
umisténa centrdlné (srov. Hans Baldung
Grien, Sv. Anna Samotfeti s Janem Kititelem,
kolem 1511, Washington). Nedochovaly se
zadné fragmenty, které by naznacovaly,
Ze soudasti ptivodni kompozice byly dalsi
postavy nalezejici ndmé&tu P¥ibuzenstva
Kristova ¢i obdoby marianského tématu
Svaté konverzace. Neutrilni pozadi s tex-
tilnim zdvésem a kompaktnim azuritovym
pozadim je v kontextu dilenského cuvru
Mistra Litomé&fického olta¥e pomérné
netypické, aviak déva vyniknout barevnosti
astfedni scény a umoctiuje zdani monu-
mentality figur v prvnim planu. Textilni
zav&s obdobného zpracovini se opakuje na
vnitifnich strandch pohyblivych kiidel Olidre
Nejsvétéjsi Trojice (Narodni galerie v Praze),
avSak prostorovy uéin kompozice je odlisny,
nebot plochu pozadi strukturuje stuptiova
barevnost.

Moznosti, jak hypoteticky rekonstru-
ovat ptivodni formét obrazu sv. Anny
Samotfeti, je vice. Relativné maly format
fragmentu by mohl vyhovovat predele,
pak bychom rekonstruovali 3itkovy for-
mat a pfedpokladali ztratu Sirstho ikono-
grafického celku, jakym byla naptiklad
Predela se sv. Annou Samotieti mezi svéticemi
- sv. Barborou, Markétou, Dorotou a Mdri
Magdalénou Bartolomea Zeitbloma (kolem
1511, Bayerische Staatsgemildesammlungen
- Staatsgalerie in der Katharinenkirche
Augsburg). Pokud pfedpokladdme, ze
postava sv. Anny SamotFeti byla v pivod-
nim formétu umist&na centralné a zpo-
dobena v plné postavg, lze uvazovat, Ze
fragment z Ringhofferovy sbirky nilezel
obrazu o ptivodni velikosti miniméalng
90/100 x 120/140 cm. Mohl byt umistén ve
stfedu kfidlového oltaFe, pFipadn& mohl
byt samotnym votivnim & epitafnim obra-
zem (srov. Michael Wohlgemuth, Sv. Anna
Samotieti s dondtory, pfed 1510, Germanisches
Nationalmuseum Niirnberg). Vzhledem
k méfitku figur lze opravnéné uvazo-
vat i o v&t3im formétu ptivodniho celku.
Nebot ustfedni skupina Sv. Anny Samotieti
mohla byt souééasti kompozice vicefiguralni
scény Pribuzenstoa Kristova, jak je z prvni
Ctvrtiny 16. stoleti zndme napiiklad z et
nych variant tohoto ndmé&tu od Lucase



Cranacha st. a jeho dilny (Lucas Cranach
st., Oltdf s Pribuzenstvem Kristovym, zv. Oltdf
% Torgau, 1509, Museum Stddel, Frankfurt)
a rovnéz retdblt bohemikalni provenience
z dilny Mistra Budytiského olta¥e (Oltdr
kiizovnického kldstera, kolem 1490, RytiFsky
rad kfizovnikd s ervenou hvézdou, Praha)
a Mistra Kralovéhradeckého oltare (Oltd¥
krdlovéhradecky, 1494, kostel sv. Ducha,
Hradec Krilové). Nelze vyloudit ani zobra-
zeni sv. Anny Samotfeti ve spole¢nosti
svétch &i svétic variujici italsky typ Svaté
konverzace (srov. Meister von Messkirch,
Oltdf z Falkenstein, kolem 1530, Sammlung
Wiirth; Bernard Striegel, Sv. Anna Samotieti
jako ochrdnkyné proti moru, kolem 1500,
Striegel-Museum, Memmingen). Analogie
pro vechny uvedené varianty ikonograficky
Sifeji pojatého konceptu sv. Anny SamotFeti
Ize nalézt v pamétkovém fondu okolnich
zemi, oporu nachizime z¢asti rovnéz
u dochovanych svatoanenskych retabla
bohemikalni provenience (viz vyse Oltdf kfi-
Zovonického kldstera, Oltdf krdlovéhradecky, Oltd¥
se sv. Annou z kostela P. Marie Na Naméti).>®
Samotna malba, nezndm4 provenience ani
kontext eeuvru Mistra LitoméFického oltare
vSak argumenty pro jednoznaény vybér
jediné z uvedenych variant neposkytuji.
Dochovany soubor dél pfipsanych Mistru
Litomé&fického oltafe viak umoznuje
posoudit moZnost, zda mohl byt mali¥sky
mimofadné& poutavy fragment se sv. Annou
soudasti nékterého z doposud zndmych
zlomkd retdblt Mistra Litomé&Fického
olta¥e a jeho dilny.* Ze stylov€ kritickych
dtvodi lze pFedem vylouéit Fragment se
sv. Ondfejem, vylou€ena je rovnéZz souvis-
lost s Litomé¥ickym oltdfem a Oltdinimi kfidly
z Tijna. Strahovsky oltdi 1ze také v tvaze
o funkéni souvislosti pominout. Jedinym
fragmentem retablu, umoziiujicim osazeni
stfedové desky obdobného formatu, ktery
ma navic zfejmé rukopisné a technolo-
gické shody s dochovanym fragmentem
z Ringhofferovy sbirky, jsou deskové obrazy
kiidel tzv. Svatokatefinského oltdfe. Dochovalo
se Sest deskovych obraztl, hypotetickd
rekonstrukce retdblu pocita se ztratou
poloviny pohyblivého kiidla, stfedu, popii-
pad€ predely, dle rozméri jednotlivych
obrazi kfidel je uvazovin minimalni roz-
mér stfedu s adjustaci cca 150 x 140 cm.®
Tomuto rozméru by v zdsad€ dochovany
fragment z Ringhofferovy sbirky odpovi-
dal. Proti v8ak hovoii né€kolik argumentd.
Prvni vyhradou je chybégjici ikonograficky
kontext. Tuto vyhradu by bylo mozno
preklenout hypotézou o zobrazeni sv. Anny
Samotfeti spolu s dal3imi svéticemi a svétci,
mezi kterymi byla zastoupena i jedna
z quatuor virgines capitales - sv. Katefina.

Tuto hypotézu lze podpofit poukazem na
vicevrstevnou symboliku knihy v rukach
Panny Marie, ktera dle jedné z rovin
vykladt byla aluzi na proroctvi Kristovy
vykupitelské smrti, zdroveni viak byla
zfejmym odkazem na zboZnou vychovu
Panny Marie jeji matkou sv. Annou.* Tato
vyznamova rovina by téma hypotetického
stfedu retdblu propojovala se svatokatefin-
skou legendou zobrazenou na pohyblivych
ktidlech, nebot sv. Katefina byla ve st¥e-
dové&ku uctivanou patronkou vzdélanci,
uenct a univerzit. Hypotéze by v zdsadé
vyhovovala i novodoba provenience dila,
nebot vime, Ze jednotlivé ¢4sti malovanych
kiidel Svatokaterinského retdblu byly v prvni
polovinég 20. stoleti rozptylené a po ¢as-
tech obchodované na umé&leckém trhu.%
Zisadnim protiargumentem v3ak ztstava
kompaktni azuritové pozadi se zlacenymi
aplikami, které naprosto neodpovida zpt-
sobu mali¥ského podani pozadi svatokate-
Finskych desek, u kterych je navic dtisledné
pojednan krajinny a architektonicky ramec
figurlnich scén. Hypotéza pfislugnosti
Ringhofferova fragmentu k obrazim sva-
tokatefinské legendy tak nevyzniva jedno-
zna¢né& presvédiive. Posledni z argumentt
by bylo mozZno pFeklenout navrhem, Ze
Sv. Anna Samotfeti z Ringhofferovy sbirky
byla osazena na predele, u niz bylo jed-
nobarevné, neziidka jednoduse zdobené
pozadi se zlacenymi detaily, pomé&rné b&z-
nou praxi (srov. napf. Franky - Schwibisch
Hall, kolem 1500, Retdbl se svétci a Ctrndcti
svatymi pomocniky na predele, Staatlichen
Museen Berlin).

Pivodni provenienéni kontext fragmentu
z Ringhofferovy sbirky neznime, stejné
tak jako u fady dal3ich praci pfipsaného
ceuvry Mistra Litoméfického oltare. U dilny,
¢inné v Praze pro panovnika (Svatovdclavsky
cyklus) a pfedni osobnosti prazského krilov-
ského dvora (Jan z Wartemberka, Albrecht
Libstejnsky z Kolovrat), je mozné pf¥edpo-
kladat vyznaéné objednavatele jak z fad
katolické 3lechty blizké dvoru a cirkevni
nobility, tak mé&stant kontakty vizanych
na dvorské prostfedi. V hradnim okrsku
by bylo kromé& katedrily sv. Vita ldkavé
uvazovat napiiklad o klastefe benediktinek
u Sv. Jifi, jejichz abaty3e byly od dob zalo-
Zeni klastera t&€sné& spojeny s panovnickym
dvorem a kde je tcta ke sv. Ann€ doloZena;
mobiliaF klastera viak zasadné& poskodil
ni¢ivy pozar aredlu v roce 1541. Analogicky
k povaze objednivek dalgich vyznaénych
mistrd, ¢innych v prvnim desetileti pro
objednavatele z okruhu dvora - Benedikta
Rieda a Monogramisty IP -, miZeme
u dilny Mistra Litomé&fického oltafe rovn&z
pfedpokladat moznost mimoprazské rea-
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lizace, uréené pro sakrilni prostory nové
budovanych sidel & farnich a konventnich
chrami, podporovanych vyznaénymi dona-
torYOS

Datovani malby lze provést nivazné
na chronologii dilenského euvru Mistra
Litoméftického oltare, kterd doposud
v hlavnich rysech vychézi z data¢ni fady
navrzené PeSinou a nasledn€ korigo-
vani mlad3im biadanim podporuje®* diléi
souvislosti s dobovou grafickou pro-
dukeci, zejména Albrechta Diirera a jeho
okruhu, uvaZovanou dataci do obdobi let
1510-1515 (1520). Blizk4 stylova p¥ibuznost
dochovanych €asti malby se sv. Annou
Samotfeti s ¢4sti maleb Svatokatefinského
cyklu (zejm. Pohieb sv. Katefiny, Sv. Katefina
pred cisarem Maxentiem), u nichZ se projevil
vyhranény rukopis jednoho z dilenskych
spolupracovnikt (obr. 11a, b; 12a, b, c),
ktery byl rovnéz Géasten na nisténnych
malbéch ve Svatovaclavské kapli a na €ésti
maleb Strahovského oltdfe, posouva dataci
Ringhofferova fragmentu na poéitek
druhého desetileti. I pfes fadu otéazek,
které vzhledem k povaze zkoumaného
dila fragment se sv. Annou Samotfeti
z Ringhofferovy sbirky nabizi, se diky
komplexnimu prizkumu a kompara¢nimu
studiu podafilo dilo pfesvédEive velenit do
ceuvru Mistra LitoméFického oltafe, a ,zis-
kat“ tak pro fond deskového malifstvi bohe-
mikaln{ provenience v§znamnou pamétku.

Tato stat byla recenzovdna.

Pozndmky

1 Sv. Anna Samotfeti, tempera, lipové dfevo,
69,5 x 39 cm, zadni strana parketovana, Narodni
galerie v Praze, inv. €. DO 4102 (dfive Z 301).

Ke zmé&né atribuce Olga Kotkova, National Gallery
in Prague. German and Austrian Painting of the 14th to
16th Centuries. Illustrated Summary Catalogue 11/1,
Praha 2007, s. 172, &. 119.

2 Anna Ttestikova, Zprdva o prizkumu

a restaurovdni dila: Mistr litomé¥ického oltdre,

Sv. Anna Samotfeti, Praha (?), kolem 1510-1515,

inv. . DO 4102, nepublikovana restauratorska
zprava &. 1393, zafi 2014, Archiv restauratorského
oddéleni Nirodni galerie v Praze.

3 Sov. Anna Samotieti byla vystavena spolu

s nové restaurovanou Madonou Ind¥skou, viz Krdsa
fragmentu. Dva nové restaurované deskové obrazy

v expozici stredovékého uméni. Dilo sezony, Klaster

sv. Anezky Ceské, Shirka starého uméni Narodni
galerie v Praze, 5. bfezna - 26. kvétna 2013,
autorka a kuratorka vystavy Stépanka Chlumsk4,
autoti doprovodnyich textti St&épanka Chlumsk4 -
Radka Sefcti - Anna T¥estikova - Adam Pokorny.
4 Srov. Sexnam obrazii Ringhofferovské sbirky

v zdmku Kamenice u Strdnéic, sepsano 19. 5. 1945,
Archiv Néarodni galerie v Praze, fond 1945-1958/
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skupina 251 b (soupis zahrnuje 40 polozek, mezi
nimi pfevladaji obrazy (19) a sochy (9), dile sedm
rytin a pé&t kreseb; dale Seznam obrazii z nékdejsiho
majetku Hanse Ringhoffera, Archiv Narodni galerie,
fond 1945-1958, skupina 242 a Archiv Narodni
galerie v Praze, fond 1945-1958/skupina 251a. Pfi
vyhledani téchto dokumentt ochotné pomohla
Jaromira Novakova z Archivu Narodni galerie,
které nalezi nase vielé pod&kovani.

5 Viz pfehled obrazi: Kotkova (cit. v pozn. 1),
s. 222 (rejstitk pavodnich majitell) a s. 62-63,

&. 33, 5. 94-95, &. 50, s. 144, &. 89, s. 145, &. 90

a s. 172, €. 119; k atribucim soch z Ringhofferovy
kolekce viz Helena Dariova, Pozdné gotické
socharstoi jagellonského obdobi z depozitdfi Ndrodni
galerie v Praze (1471-1526), disertagni prace,
Univerzita Palackého v Olomouci, Filozoficka
fakulta, Olomouc 2013 (Online: http://theses.cz/
id/rj808v/01_DP_Textov_st_Dov.pdf), zejm. s. 314.
6 Srov. Seznam obrazii Ringhofferovské sbirky

v zdmku Kamenice (cit. v pozn. 4), &. 38.

7 Tato socha svym popisem odpovida Fezbé&
téhoZ namétu, jez se nachéazi ve sbirkiach

NG (inv. €. P 5740); srov. naposledy Dériova

(cit. v pozn. 5), zejm. s. 311-312, &. kat. H/86.

8 Viz Inventdi Z, Archiv Narodni galerie v Praze,
fond 1945-1958, sledované dilo je evidovano pod
polozkou Z 301 (DO 4102): , Jihonémecky mistr

% poé. 16. stoleti, Sv. Anna, v. 69,5 x 39 cm, pfevzato
19. 5. 1945 Mistnim ndrodnim vyborem.*

9 Josef Opitz, Madona. Cirkeoni malistvi

a sochafstoi doby 1350-1550 % kldsterniho

a soukromého majetku. Vystava Jednoty umélct
vytvarnych v Praze, Praha 1935, s. 23-26, &. 120,
122, 127, 129, 131, 138, 144 a 147.

10 Ibidem, s. 23, ¢. 129.

11 Old¥ich J. Blaziek, K vystavé Madony,
cirkevniho mali¥stvi a sochafstvi doby 1350-1550,
Dilo XXVI, 1935, s. 178.

12 Srov. zejm. Jaroslav PeSina, German Paintigs
of the 15th and 16th Centuries, Praha 1962; idem,
Mistfi kolem Albrechta Diirera, Uméni X, 1962,
s. 369-380 a idem, Jedt& k otdzkdm némeckého
malifstvi 15.-16. stoleti v Eeskoslovenskych
sbirkach, Uméni XVII, 1970, s. 486-505.

13 Kotkova (cit. v pozn. 1), s. 172, €. 119.

14 Katalog dé&l viz Kesner 1989 cit. niZe.
Pomocné oznadeni do literatury uvedl Josef
Opitz, shrnuti star3i literatury s odkazy Jaroslav
Pesina, Poxdné gotické maliFstvi v Cechdch, Praha
1940, s. 7-12; Jaroslav Pesina postupné piipsal
Mistru Litoméfického oltafe jednotlivé ¢lanky
dnes znamého euvru, k pfehledné s odkazy

na starsi literaturu: idem, Die Tafelmalerei am
Jagellonenhof in Prag, 1471-1526, in: Acta historiae
artium Academiae Scientiarum Hungaricae, 1973,

S. 212-223, 1974, s. 46-61. Pedinovo datovani

bylo obecné pfijato tou ¢4sti badateld, kterd
pfedpokladala doméci piivod Mistra viz Mistr
litomérického olidre (kat. vyst.), Ladislav Kesner,
SGVU v Litomé&ficich, za¥i-listopad 1989,
Litomé&Fice, nestr. ne&isl.; obdobné se star¥imi



odkazy Jifi Kropagek, K vystavé Mistra
litomé&Fického oltdfe v Narodni galerii v Praze,
Uméni XXVIII, 1980, s. 590-594. Opozitné&
navrhla Jarmila Vackova némecky ptvod Mistra,
pfehledné argumentace s odkazy Jifina Hofej3i -
Jarmila Vackové, Kniha o pozdné gotickém uméni
v Cechich. Dialog s autorskym kolektivem, Uméni
XXVIII, 1980, s. 519-539, zvl. s. 530-532; déle:
eaedem, Znovu o povaze jagellonského uméni

v Cechich (Odpovéd Josefu Petratiovi a Jaroslavu
Pesinovi), Uméni XXIX, 1981, s. 463-465; shrnuti
novéjsi literatury k tématu Stépanka Chlumska,
in: Obrazy = legendy o sv. Katefiné Alexandrijské.
Mistr LitoméFichého oltdre a jeho dilna (kat. vyst.),
Stépanka Chlumsk4 (ed.), Narodni galerie v Praze
1999, s. 7-14; k vyvoji ndzort na dataci a atribuci
nasténnych maleb, pojednanych monograficky
naposledy Josefem Krasou v roce 1958 viz Josef
Kréasa, Renesanéni nasténna vyzdoba kaple
svatovaclavské v chramu sv. Vita v Praze,

Uméni VI, 1958, s. 31-72; shrnuti naposledy
Ivana Kyzourova, Nova zjidténi k renesanénim
nasténnym malbam ve Svatovaclavské kapli
katedraly sv. Vita v Praze, Zprdvy pamdtkové péce,
72, 2012, s. 411-419. K datovani nasténnych
maleb rovnéz niZe citace v pozn. 65. K fenoménu
jagellonského dvorského uméni a reprezentace
souhrnné naposledy: Jifi Fajt, Die Jagiellonen,
Koénige in B6hmen und Ungaren, in: Werner
Paravicini (ed.), Fiirstliche Hife und Residenzen

im spdtmittelalterlichen Reich, Ostfildern 2003,

§. 127-134; idem, Das Zeitalter der Jagiellonen

in den Lindern der b6hmischen Krone und die
tschechische Historiographie, in: Evellin Wetter
(ed.), Die Jagiellonen und die bohmische Linder 1471-
1526. Kunst - Kultur - Geschichte. Studia jagiellonica
lipsiensia 2., Osfildern 2004; Europa Jagellonica
1386-1572. Uméni a kultura ve stfedni Evropé za
vlddy Jagelloncii (prévodce vystavou), Jif{ Fajt (ed.),
Galerie St¥edoceského kraje, kvéten-zafi 2012,
Galerie St¥edoceského kraje, Kutna Hora 2012.
15 Souhrn Pedina 1940 (cit. v pozn. 14); Krisa
(cit. v pozn. 14).

16 Poprvé Ernst Buchner, Veit Stoss als Maler,
Wallraf-Richartz Jahrbuch 14, 1952, s. 126, nové
pripsani Jaroslav Pesina, viz Jaroslav Pe$ina,
Jest€ k otdzce nejstarsiho renesanéniho portrétu,
Uméni VII, 1959, s. 403-405.

17 Chlumska (cit. v pozn. 14), s. 19, 37.

18 S odvoldnim na potvrzeni atribuce Ladislava
Kesnera st. drazeno 1991, viz Important and Fine
Old Master Pictures, auk¢ni katalog Christie’s,
London 13. 12. 1991, No 51, s. 86. S odkazy
Chlumska (cit. v pozn. 14), s. 14, 37.

19 Kesner (cit. v pozn. 14), nestr.; St&panka
Chlumska, Uméni pozdni gotiky a rané
renesance, in: Cechy a stFedni Evropa 1200-1550.
Dlouhodobd expozice Sbirky starého uméni Ndrodni
galerie v Praze v kldstere sv. Anezky Ceské, St&panka
Chlumsk3 (ed.), Narodni galerie v Praze 2006,

s. 65-193, s. 148, &. 133, 134; s. 149, &. 155, s. 150,
¢. 156, 157.

20 Tiestikova (cit. v pozn. 2), nestr.

21 Viz pozn. 6.

22 Podrobné s obrazovou dokumentaci
vysledkt Trestikova (cit. v pozn. 2), nestr.

23 Radka Sefctt, Laboratorni zprdva 08/51,
Anonym (jigni Némecko, kolem 1500), Sv. Anna
Samotfeti, inv. ¢. O 4102, nepublikovana zprava,
archiv chemicko-technologické laboratofe NG

v Praze, 2009-2013.

24 Radka Sefcti - Sté€panka Chlumsks - Anna
Ttestikovd, Materidlovy prizkum vybranych

dél Mistra litomé&Fického oltafe a jeho dilny.
Technika deskové malby, in: FORUM 2012

pro konzervdtory-restaurdtory, AMG, Brno 2012,

s. 3-17; k prazkumu restaurovani nasténnych
maleb v letech 2006-2011 s odkazy na starsi
restaurovani a prizkumy naposledy Milena
Necaskova, Restaurovani a priizkum nasténnych
maleb ve Svatoviclavské kapli chramu sv. Vita na
Prazském hradg&, Zprdvy pamdtkové péce 6, 2012,
72, s. 420-427, prizkum, orientovany rovnéz

na komparaci se star§imi barevnymi vrstvami

v kapli, konstatoval souvstaznost s euvrem Mistra
Litomé&fického oltafe a dobové obvyklé pigmenty,
neprokazal pouziti fialového fluoritu a blize
nespecifikoval sloZzeni nalezenych fragmentt
cinovaného reliéfu.

25 Analyzu provedli Tomas Trojek a Lenka
Dragounovi, ziskana data a spektra XRF analyzy
soudasti nepubl. lab. zpravy, viz pozn. 24.

26 Prvkovi analyza byla provedena na
elektronovém mikroskopu s mikroanalyzatorem
JEOL JSM 6460 LA Janou Odvérkovou.

27 Identifikaci dfeva provedla Ivana Vernerova,
vysledky soudasti nepublikované zpravy

viz Sefcti (cit. v pozn. 23).

28 Molekulovou analjzu metodou FTIR
provedla Miroslava Novotna z VSCHT Praha

Vv roce 20009.

29 Srov. Hermann Kiithn - Heinz Roosen-Runge
- Rolf E. Straub et al, Reclams Handbuch der
kiinstlerischen Techniken Stuttgart, 2002, zvl. s. 138-
140.

30 Kontrolu na rubu desky znemoziiuje
novodobé zpevnéni desky novou deskou

a parketdzi. V dilenském cuvru Mistra
Litoméfického oltafe kolisa tloustka desek

5-18 mm viz Sefct - Chlumsk3 - Trestikova

(cit. v pozn. 24), s. 7.

31 Lipové dfevo jako podlozka uZito v souladu
se stfedoevropskou praxi na vétsin€ maleb
zndmého dilenského euvru, pouze na Fragmentu
se Sv. Ondrejem a na Oltdfi litométickém prokazan
smrk (dfive u Olidre litométického chybn&

uvidéna jedle, chybné& rovnéz Kesner 1989

[cit. v pozn. 14]).

32 V dilenském cuvru Mistra Litomé&fického
oltafe byl prokazan podklad na deskich

v tloustce od 0,08-0,6 mm.

33 Sefcti (cit. v pozn. 23), vzorek & 08-51-

1. K pouzivanym néstrojim a materidlovym
aspektiim podkresby novéji: Die
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Unterzeichnung auf dem Malgrund. Die Mittel und
Ubertragungsverfahren im 15.-17. Jahrhundert,
Andreas Siejek-Kathrin Kirsch - Ingo Sandner
(edd.), Kolner Beitrige. Restaurierung und
Konservierung von Kunst und Kulturgut. sv. 11,
Miinchen 2004.

34 Radka Sefcti - Stépanka Chlumsk4 - Anna
Ttedtikova - Tom4s Trojek - Lenka Dragounova,
Investigation of the panel painting of St Anne
with the Virgin Mary and the Christ Child Jesus
using analytical and imaging methods. Applied
Radiation and Isotopes 95, 2015, pp. 8-12.

35 Sefcti - Chlumska - T¥estikova

(cit. v pozn. 24), s. 11-12.

36 Fluorit na deskovych malbach Mistra
Litomé&fického oltafe a jeho dilny byl pouzivan
jak v podmalbéch, tak ve vrchnich barevnych
vrstvach, viz Radka Sefct - St&panka Chlumska
- Anna Tfestikova - Dorothea Pechova, Piiklady
pouziti fluoritu v malbé& a sochafstvi pozdni
gotiky a rané renesance v ramci pamatkového
fondu Cech a Moravy, in: Acta Artis Academica,
Praha 2010, s. 165-188. Dale pfirodovédna
analyza prokéizala pouZiti pigmentt obvyklych
v pozdné& gotické mali¥ské praxi, olovnaté
bé&loby, rumélky, zlutych a Eervenych okra,
olovnato-ciniéité Zluti typu I, azuritu, médénky.
37 Rozsah dochovaného zlaceni neumoziiuje
druh zlaceni pfesné identifikovat.

38 Analyzou bylo identifikovino prvkové
slozeni, na zaklad& kterého mohlo dojit

k interpretaci uziti pigmentd v malbé&

a specifikovat material pokovenych ploch.

Viz Ladislav Musilek - Tom4s Cechék - Tom4g
Trojek, X-ray fluorescence in investigations of
cultural relics and archaeological finds, Applied
Radiation and Isotopes 70, 2012, s. 1193-1202.

39 Srov. Harald Theiss, Technische
Beobachtungen und Uberlegungen zu den
Schreinfiguren des Nérdlinder Hochaltars, in:
Niclaus Gerhaert: der Bildhauer des spdten Mittelalters
(kat. vyst.), Stefan Roller (ed.), Liebieghaus
Skulpturensammlung, Frankfurt am Main,

27. Oktober 2011 bis 4. Mirz 2012, Musée de
I'CEuvre Notre-Dame, StraBburg, 30. Mérz bis
08. Juli 2012, Petersberg 2011, s. 79-92, zvl. s. 90.
40 Nesoudrzna hmota dfeva byla zpevnéna
10% roztokem pryskyfice Paraloid v toulenu,
viz TFedtikova (cit. v pozn. 2).

41 Dokoncovaci restauritorské price
pokraéovaly ndvazné& v roce 2014.

42 Lexikon der christlichen Tkonographie,
Engelbert Kirchbaum (ed.), sv. 1-8, Rom/
Freiburg 1968-1976; Remigius Biumer - Leo
Szeffczyk, Marienlexikon, 1-6 sv., St Ottilien
1988-1994, sv. 1, s. 154-160; novéji zejm. Virginia
Nixon, Mary’s mother: Saint Anne in late medieval
Europe, Pennsylvania State University 2004,

s. 11-80; etna vyobrazeni Marlies Buchholz,
Anna selbdritt. Bilder eine wirkungsmdchtigen
Heiligen, Berlin 2006; Remigius Biumer - Leo
Szeffczyk, Marienlexikon, vols. 1-6, St. Ottilien
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1988-1994, vol. 1, s. 154-160; ¢etna vyobrazeni
Marlies Buchholz, Anna selbdritt. Bilder eine
wirkungsmdchtigen Heiligen, Berlin 2006.

43 K lidové uct€ s odkazy Herbert Fastner, OF,
helige Mutter Anna hilf, Graffenau 1986.

44 Ton Brandenbarg, St Anne and Her Family.
The Veneration of St Anne in Connection with
Concepts of Marriage and Family in the Early
Modern Period, in: Saints and She- Devils. Images of
Women in thev Fifteenth and Sixteenth Centuries, Lene
Dresen-Coenders (ed.), London 1987, s. 101-127;
s etnymi odkazy Nixon (cit. v pozn. 42).

45 Pred timto datem byl svitek uveden do
frantiskanského, karmelitského a cistercidckého
kalendafe, viz Petr Paul Maniurka, Mater Matris
Domini, Die heilige Anna Selbdritt in der gotischen
Skupltur Schlesiens, Miinsteraner Theologische
Abhandlungen, 65, Altenberge 2001, s. 88.

46 Na dvou odlisnych piikladech Augsburgu
a Annabergu zkoumai socidlni pozadi Nixon

(cit. v pozn. 42), s. 81-98; dile zdkladni prace

k tématu Angelika Dorfler-Dierken, Die Verehrung
der heiligen Anna in Spdtmittelalier und friihen
Neuzeit, Gottingen 1992; eadem, Bruderschaften
der hl. Anna, Heidelberg 1992; Maniurka (cit.

Vv pozn. 45).

47 Literatura rozliSuje zpravidla dva zdkladni
typy zobrazeni sv. Anny SamotfFeti: 1) stojici ¢
tranici sv. Annu Samotfeti, v jejimz naruci, na
kling& ¢&i v bezprostfedni blizkosti spo¢iva spolu
s ditétem-Jezifem i symbolicky zndzornéna
Panna Marie, zobrazena nejéastéji v détském
v€ku, neziidka v men3im méritku nez JeZis,

2) sv. Annu, babi¢ku Krista, vyobrazenou

ve stejném méFitku jako jeho matka Panna
Marie tak, Ze se obé& Zeny vztahuji k malému
Jezisi, ktery tvoii vjznamovy a obsahovy

stfed kompozice. K dataci, ikonografickym
zdrojim a vyznamu zékladnich typt a jejich
variant viz Nixon 2004 (cit. v pozn. 42), s.
133-164, ikonograficka analyza s odkazy na
dobové prameny viz Maniurka (cit. v pozn. 45),
s. 95-126.

48 Otfried Kastner, Die Gottesmutter und das
Kind mit dem Véglein, Alte und moderne Kunst,
6/53, 1961, s. 2-7, 6/54/55, 1962, s. 10-14; William
Brundson Yapp, Birds in Medieval Manuscripts,
London 1981, zvl. s. 19-25; Gertrud Roth-
-Bojadzhiev, Studien zur Bedeutung der Vigel in der
mittelalterlichen Tafelmalerei, K6ln 1985; Clemens
Zerling, Lexikon der Tiersymbolik. Mythologie,
Religion, Psychologie, Klein Jasedow 2012; Caroline
Bugler, The Bird in Art, London 2012.

49 Srov. Kurt Locher, Die Gemdlde des 16.
Jahrhundert in Germanisches Nationalmuseum
Niirnberg, Stuttgart 1997, s. 60; Giulia Bartrum,
German Renaissance Prints, London 1995, &. kat. 11,
s. 28; ¢éislovano dle Illustrated Bartsch, X,

Walter L. Strauss (ed.), New York 1981.

50 Barevnost peruti, netypickd pro dobova
vyobrazeni holubice, dala podnét k ovéfeni
druhového uréeni, za coz patii nas dik



Jifimu Mlikovskému z Narodniho muzea

v Praze. Byla vylougena moznost, Ze se jedna

o papouska a zobrazeny ptak byl uréen jako
holub (holubice). Pefi v tylu by dle Jifiho
Mlikovského mohlo oznalovat druh vyhynulého
holuba domiciho nebo by mohlo jit o rostouci
chocholku druhu helmet pigeons.

51 Jaroslav Peina, katalog deskové malby, in:
Ceské uméni gotické 1350-1420, Praha 1970, s. 211,
&. 201, s. 213, &. 293, 5. 214, €. 294, 5. 214, . 295,
s. 217, €. 299; s dal3imi odkazy Jan Royt, Néstin
vyvoje zobrazeni Madony v &eském malifstvi
14. a prvni poloviny 15. stoleti, in: Artifex doctus,
Studia ofiarowane profesorowi Jerzemu Gadomskiemu
w siedemdziesiqtq rocznicg urodzin, Wojciech Balus
- Wojciech Walanus (et al. edd.), Krakow 2007,
s. 120-140.

52 Royt (cit. v pozn. 52), s. 121 upozoriiuje na
nejstardi vyobrazeni ptacka v ¢eském malifstvi
v inicidle D Antifondre a Zaltdie kKlasterni knihovny
v Rajhradg, zde si Kristus hraje s holubici,

viz Jan Kvét, lluminované rukopisy krdlovny Alzbéty
Rejéky. Prispévek k déjindm ceské knizni malby ve
stoleti XIV, Praha 1931, s. 116, obr. 44; Jaroslav
Pegina, Studie k ikonografii a typologii obrazu
Madony s ditétem v éeském deskovém maliFstvi
kolem poloviny 14. stoleti, Uméni XXV, 1977,

s. 130-160; idem, Mistr Vysebrodského cyklu,
Praha 1982; Jana Hlavackova - Hana Seifertova,
Mosteckd Madona - Imitatio a symbol, Uméni
XXXIV, 1986, s. 44-57; Vladimir Denkstein,

K motivu pta¢ka na stfedovékych Madonich

s dit&tetem, in: Acta Universitatis Carolinae -
Philosophica et Historica 3-4, 1992, s. 71-74.

53 Jaroslav Pedina a Josef Krasa pfedpokladali
italskou studijni cestu Mistra Litomé&Fického
oltafe, itinera¥ cesty odvozovali od stylového
rozboru maleb Svatovdclavského cyklu a mlad3ich
praci euvru, pfedpokladali pfimou znalost
benatskych epickych cyklt, viz Krasa (cit.

v pozn. 14), souhrnné star§i argumentace
Jaroslav Pegina, Paralipomena k dg&jindm &eského
malifstvi pozdni gotiky a renesance, Uméni

XV, 1967, s. 325-376, zvl. s. 345; idem, Ceské
maliFstvi kolem roku 1500 a Ttélie, Uméni XXII,
1970, s. 352-357. Mlad3i badéani Pesintiv koncept
italské cesty nepfijalo bez vyhrad, pfipadné
pfedpoklad italskou cestu Mistra LitoméfFického
oltare pred piichodem do Cech, viz d¥ive Jifina
Hofejsi - Jarmila Vackova, Kniha o pozdné
gotickém uméni v Cechich. Dialog s autorskym
kolektivem, Uméni XXXII, 1980, s. 519-539,

zvl. s. 530-32, viz Chlumska (cit. v pozn. 14),

s. 14.

54 Viz pozn. 42 a 47.

55 Ludmila Kybalova, Déjiny odivdni - stiedovék,
Praha 2001, s. 213, uziva pro vyplii vystfihu
termin ,prsnik®.

56 Vdietné materidlového sloZeni, pouziti
olovnato-cini¢ité zluti typu I. a olovnaté bé&loby,
viz pozn. 24.

57 Viz Maniurka (cit. v pozn. 45).

58 Pesina 1940 (cit. v pozn. 14), s. 110, €. 102-
106; s. 111, & 121-123; 5. 126, &. 332-336.

59 Katalogové udaje vEetn& odkazl na zptisob
ziskani a prameny Kesner 1989 (cit. v pozn. 14),
nestr.; dopliiky novych akvizic Chlumska

(cit. v pozn. 14), s. 14.

60 Chlumska (cit. v pozn. 14), s. 15-21.

61 Pamela Sheingorn, The Wise Mother.

The Image of St Anne Teaching the Virgin
Mary, Gesta, 32, 1, 1993, s. 69-80; Maniurka

(cit. v pozn. 45), s. 40-41.

62 Chlumska (cit. v pozn. 14), s. 15-21.

63 Shrnuti star§ich nazort na objednavatelsky
kontext jednotlivych ¢lankt euvru ndvazné na
Jaroslava PeSinu viz Kropagek 1980; Kesner 1989;
Vackova 1980 (cit. v pozn. 14).

64 TIbidem.

65 Pro vroceni praci do prvniho desetileti jsou
dataéni oporou Zivotni osudy donatort Albrechta
z Kolowrat (Podobizna Albrechta Libstejnského

% Kolovrat, 1506) a Jana z Wartemberka (Posmivdni
Kristu - dochovéno v kopii, original p¥ed 1508).
Novéji bylo autorstvi Mistra Litomé&Fického oltare
u portrétu Albrechta Lib3tejnského z Kolowrat
zpochybné&no Ivanou Kyzourovou, viz Bdsnik

a krdl. Bohuslav Hasistejnsky z Lobkovic v zrcadle
jagellonské doby (kat. vyst.), Ivana Kyzourova (ed.),
Spréava Prazského hradu, Praha 2007. Jifi Fajt
spatfuje Albrechta Lib3tejnského z Kolovrat

v kleéicim donatorovi na Oltdfi Nejsvétéjsi Trojice,
viz Europa Jagellonica 1386-1572 (cit. v pozn. 14),
¢. kat. II. 58, s. 142-43. Dataci maleb
Svatovdclavského cyklu vétsina badatelt klade pfed
rok 1509, v navaznosti na ideovy koncept maleb
a jejich stylovy charakter rovné&z névrhy datace
do druhého desetileti 16. stoleti, nové&ji: Milena
Bartlova, Nasténné malby legendy o sv. Viclavu
ve svétcové kapli svatovitské katedraly, Castrum
Pragense 6, 2005, s. 57-71 rozviji moznosti
star§itho navrhu posunu datace od Ivo Hlobila
(aktualizace videtiskych smluv v r. 1515), viz Ivo
Hlobil, Statnicko-politicky vyznam st¥edovékych
vyobrazeni zdzraku sv. Vaclava na cisafském
dvofe, in: Michal Svato3 (ed.), Doba Karla IV.

v déjindch ndrodii v CSSR, Praha 1982, s. 53-70;
déile idem, Zéazrak sv. Viclava na fi§ském snému
- glorifikace &eského panovnika, in: Bdsnik a krdl
(cit. vy3e v pozn. 65), s. 54-56; k tématu novéji
téz Kyzourova (cit. v pozn. 14), s. 417, 419.
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Sexnam vyobrazeni

1 Mistr Litomérického oltare a dilna, Sv. Anna
Samotreti, kolem 1510-1515, celek pred restaurovanim,
Néarodni galerie v Praze.

2 Mistr LitoméFického oltare a dilna, Sv. Anna Samotreti,
kolem 1510-1515, RTG snimek, citelnost snizuje
parketovani na rubu desky, Narodni galerie v Praze.

3 Mistr Litoméfického oltare a dilna, Sv. Anna
Samotreti, kolem 1510-1515, rozsirené sondy, Narodni
galerie v Praze.

4a, b Mistr Litomérického oltare a dilna, Sv. Anna
Samotreti, kolem 1510-1515, detail ditéte-Jezise,
snimek podkresby IRR (4a), podkresba mistné patrna
i v rozptyleném svétle (4b), Narodni galerie v Praze.

5 Mistr Litoméfického oltare a dilna, Sv. Anna
Samotreti, kolem 1510-1515, celek, snimek infracervené
reflektografie, Narodni galerie v Praze.

6 Srovnani materidlového sloZeni ¢ervenych lakd na
malbach Mistra Litomérického oltare a jeho dilny
Snimky v odrazeném a ultrafialovém svétle: a) Sv. Anna
Samotreti, Cervena draperie plasté sv. Anny, b) Oltar
zv. Svatokaterinsky, Pohreb sv. Kateriny, cervené Saty
sv. Katefiny, ¢) Oltdr strahovsky, Panna Marie ze
Zvéstovdni, erveny Sat.

Ve vsech pripadech je viditelna vrstevnatd malba smési
¢erveného laku a olovnaté béloby. Metodou FTIR byl
identifikovan cerveny kermesovy karmin na draperii

sv. Anny Samotreti. Na draperii sv. Anny jsou vrstvy
¢erveného laku podmalovany smési rumélky, okrd

a olovnaté béloby. Na satu sv. Kateriny (b) je pod
malbou na kridovém podkladu svétla vrstva olovnaté
béloby s primési okrl a cerveného laku.
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7 Srovnani malby Zluti na malbach Mistra Litomérického
oltare a jeho dilny

a) Vzorek z malby Zlutého pasku na Satu sv. Anny
Samotreti, b) zluty Sat, Oltdr zv. Svatokaterinsky,

Sv. Katerina pred cisafem Maxentiem. V obou pripadech
je kladeni vrstev obdobné, Zlutd malba na kridovém
podkladu je provedena smési olovnato-cinicité zluté

typu |. a olovnaté béloby.

8 Mistr Litomérického oltare a dilna, Sv. Anna
Samotreti, kolem 1510-1515, makrofotografie provedenf
dekorativniho prvku na malb€é€ modré oblohy. Ve

vlastni hmoté byla identifikovana smés prirodni kridy

a zvirecich chlupl pojena proteinovymi pojivy. Zlacenf
bylo provedeno na mordant. V malbé& oblohy je azurit,
olovnata béloba a fluorit.

9 Mistr Litomérického oltare a dilna, Sv. Anna Samotreti,
kolem 1510-1515, celek pred dokonéenim restaurovani,
Néarodni galerie v Praze.

10 Mistr Litomérického oltare a dilna, Sv. Anna
Samotreti, kolem 1510-1515, detail ditéte-]Jezise
s holubici, Narodni galerie v Praze.

11a, b Mistr Litomé&fického oltare a dilna, Sv. Anna
Samotreti, kolem 1510-1515, detail malby draperii:
a) Sv. Anna Samotreti, detail rousky sv. Anny, b)
Oltar zv. Svatokaterinsky, Sv. Katerina pred cisarem
Maxentiem, detail rukdvu $atu sv. Kateriny, Narodnfi
galerie v Praze.

12a, b, ¢ Mistr LitoméFického oltare a dilna, Sv. Anna
Samotreti, kolem 1510-1515, detail obli¢ejového typu,
a) Sv. Anna Samotreti, detail tvare Jezise, b) Oltar

zv. Svatokaterinsky, Pohreb sv. Kateriny, detail tvare

sv. Kateriny, ¢) Oltar zv. Svatokaterinsky, Pohreb

sv. Kateriny, detail tvare andé€la, Narodni galerie v Praze.



ZPRAVY

Ritzencovd slavnost od Albrechta

Diirera. Vysledky nového
technologického prizkumu

CHIARA ANSELMI — BRUNETTO GIOVANNI BRUNETTI — DAVID BUTI

CLAUDIA DAFFARA — RAFFAELLA FONTANA - OLGA KOTKOVA - MATTIA PATTI
COSTANZA MILIANI — ADAM POKORNY - ALDO ROMANI - FRANCESCA ROS|

V ramci projektu CHARISMA probéhl kompletni neinvazivni priizkum obrazu
RiiZencovd slavnost od Albrechta Diirera. Navazal na vysledky piedchozich zkouméani,
ktera byla publikovana v katalogu vystavy Albrecht Diirer: RiiZencovd slavnost 1505-2006.
V prvni fazi projektu obraz zkoumali odbornici z vizkumného centra Centro SMAArt
z Universita degli Studi di Perugia. V ramci tohoto priizkumu byly pouZity neinva-
zivni analytické spektroskopické techniky RTG fluorescence, FTIR s vlaknovou optikou
a UV-Vis fluorescence s vlaknovou optikou. Druha faze projektu byla zaméiena na stu-
dium podkreseb a zmapovani defektii, pfemaleb a retusi. Tento priizkum byl zaloZzen
predevsim na pouZiti infracerveného skeneru, ktery byl vyvinut na pracovisti Istituto
Nazionale di Ottica ve Florencii.

Pravé ukonceny priizkum tohoto dila, jenZ se v obou popsanych etapach uskuteénil
s pomoci mobilni laboratoie (MOLAB), se vedle studia Diirerova originalu soustiedil

i na technologickou a materidlovou skladbu dopliiké provedenych Johannem Grussem st.

v letech 1839-1841. Starsi vrstvy oprav, aZz na nékolik drobnych mist, nejsou dnes tech-
nologicky na obraze identifikovatelné - pravdépodobné je témér zcela potlacil Grusstv
zakrok. Poznani technologie Grussovy opravy se pritom jevi pro budouci moznou restau-
raci jako zasadni - uz vzhledem k tomu, Ze p¥iblizné€ jednu pétinu RiiZencové slavnosti
tvoii domalby a p¥emalby z Grussovy ruky. Na sou¢asném vzhledu obrazu se vedle
Diirerova umu citeln€ podili i dovednost Johanna Grusse st. Jako jeden z nejobtizné&jsich
tkold pri jakémkoliv dal$im zakroku se proto jevi zceleni malby z pocatku 16. stoleti

a doplika z 19. stoleti.

Kiicovd slova ) RiiZencovd slavnost byla v ramci projektu
Albrecht Durer, RGZencové slavnost, d ¢h k
Johann Gruss st., neinvazivni prazkum, CHARISMA podporovaneno EVTOPS ou
restaurovani unif podrobena kompletnimu neinvazivni-

mu prizkumu mobiln{ laborato¥i MOLAB.*
Tento projekt navazuje na posledni vysled-
ky studia techniky v ramci p¥ipravy kata-
logu vystavy Albrecht Diirer: RtiZencova
slavnost 1506-2006,* ktery shrnuje d€jiny
tohoto slavného Diirerova mistrovského
dila, vytvofeného roku 1506 v Benétkach.
Piistup laboratofe MOLAB byl zaloZen
na kombinaci zobrazovacich a bodové
analytickych metod. Zobrazovaci prizkum
s multispektralnim infradervenym skene-
rem (MNIR), vyvinuty nirodnim dstavem
optiky ve Florencii (CNR-INO),* byl integro-
véan se spektroskopickou bodovou analy-
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zou vyzkumnym centrem Centro SMAATrt
u Universita degli Studi di Perugia a tsta-
vem molekuldrni v€dy a technologii CNR-
-ISTM.4

Priizkum zobrazovacimi metodami se
soustfedil na studium podkreseb a mapo-
vani defektd, pfemaleb a retusi. Priizkum
bodovou analjzou umoznil spektrosko-
pickou identifikaci tonélnich rozdilé zob-
razenych MNIR skenerem. Cilem téchto
vyzkumt byla kompletni identifikace
a zmapovani pouZzitych pigmentt jak
v origindlni Durerov€ malbé, tak v pozdé&j-
§ich zésazich, jeZ se podstatné promitaji
do soudasného vzhledu Riigencové slavnosti.
Vyhodnoceni viech ziskanych poznatki
pak vymezi moznosti budouciho restau-
ratorského zdkroku. O jeho nutnosti se
Vincenc Kramaf v roce 1935, dale Mojmir
Hamsik roku 1965° a €lenové mezindrodni
odborné komise v roce 1999.” Viichni se
shodli na tom, Ze restauratorsky zasah
je nezbytny, oviem patrn€ i vzhledem ke
kontroverzn€& provedené opravé v letech
1839-1841° byla zatim realizace samotného
restaurovani odsouvana.

Jak je v8eobecné& znamo, IR reflektografie
je neinvazivni zobrazovaci metoda, ktera
vyuziva neviditelnou &ast elektromagne-
tického spektra v blizké infralervené
oblasti (0,8-2,5 pm). Opticka prahlednost
fady pigmentt v této Casti spektra nim
dovoluje identifikovat mnoho technickych
znakd, které nejsou viditelné pouhym
okem. Infraéervenou reflektografii miizeme
odhalit podkresbu (p¥ipravnou kresbu
vytvofenou maliFem na bilém nebo jemné
zabarveném podkladu na deskové podlozce
nebo platné pfed nanesenim barevnych vrs-
tev) a také mozné grafické nebo obrazové
zmény provedené maliFfem b&hem tviréiho
procesu a na druhé strané stopy restaura-
torskych zdsahti, naptiklad tmeld.

V ramci projektu MOLAB byla infracer-
venj reflektografie realizovina s pouZitim
multispektralniho skeneru v blizké infracer-
vené oblasti (MNIR), vyvinutého na pracovi-
§ti Istituto Nazionale di Ottica ve Florencii.®
Prostfednictvim paprsku 15 optickych
vlaken je MNIR skener schopen ziskat
tfi viditelna pasma (tj. ervené, zelené
a modré) a také 12 pasem v NIR oblasti.
Kazdé NIR pésmo se pohybuje od 60 do
100 nm, s prostorovym rozlisenim 4 body
na mm a 16 bod na mm?2.

Vicepasmové snimky jsou vytvofené
skenovanim bod za bodem povrchu malby
optickou hlavou namontovanou na mecha-
nickém stojanu. U kazdého bodu se reflek-
tance v riiznych spektralnich pasmech zis-
kaji systémem mnohonésobnych detektord
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s pouzitim optické techniky. Osvétleni na
hlaveg je fixni. Cely soubor pasem, Siroko-
pasmovy NIR, tizkopasmovy NIR a RGB
barva, je kalibrovan, prostorové zarov-

nan a je bez jakéhokoliv geometrického
zkresleni. Je tedy moZné dokonale prekryt
a porovnat kazdé IR pasmo a lépe lokali-
zovat a sledovat ziskané vysledky. Moznost
srovnévat vysledky ziskané v riznych
vinovych délkach nabizi zdsadni vyhody,
ponévadz spektrilni prah, za kterym se pig-
menty stavaji prihlednymi, zna¢né kolisa.
Vysledny soubor dat je multispektralni
obrazovy celek, ktery lze rozdélit na jednot-
livé tizkopasmové reflektografy, ¢i analyzo-
vat v ose vinové délky jako sled bodovych
spekter.

MNIR vysledky obrazu Riigencovd slav-
nost jsou velmi pifinosné, protoze odhaluji
mnoho znakt nejen pokud jde o pod-
kresbu, ale i o historii konzervatorskych
zasahil. Nejvyznamnéjsi vysledek se tyka
oblasti, které byly vytmelené v rimci restau-
ratorského zisahu pfisuzovaného Johannu
Grussovi st. V nejdelgich pdsmech, napfi-
klad v pasmu v oblasti 1930 nm, jsou tmely
daleko vice reflexni a svétlé nez originilni
podklad, coz ndim umoZiuje jasné identi-
fikovat tvar a velikost tmelenych mist ze
zasahu v 19. stoleti. Jak je vidét na obr. 1,
tmely v kratSich vinovych délkiach nejsou
viditelné. Napfiklad padsmo 952 nm ukazuje
viceméng to, éeho bychom docilili pouzitim
kfemikového detektoru (napft. IR digitalni
fotoaparit).

V oblastech s pavodni podkladovou
vrstvou MNIR skener odhalil velmi sv&tlou
podkresbu, pravdépodobné vytvorenou
tekutym médiem nanesenym 3t&tcem.

Tato podkresba je 1épe patrna ve stfednim
pasmu MNIR skeneru, napiiklad v pdsmu

v oblasti 1400 nm. Druhotné kompo-

zi¢ni zmé&ny (tzv. pentimenti) se na obraze
objevuji jen na n&kolika mélo mistech.

V né&kterych pfipadech je tato podkresba
silng&j3i a ptisobi témé&f jako nadrt, napiiklad
u mé&sta, jeZ se nachéazi v pozadi na pravé
stran& obrazu (obr. 2).

MNIR skener odhalil podkresbu i na
druhotnych tmelech. Tento druhy typ
podkresby se od originélu velmi odliduje,
nebot byl vytvofen suchym médiem na
bazi grafického uhliku (snad tuzka nebo
uhel). Podkresba z 19. stoleti je jasné patrna
ve stfedni dolnf oblasti malby, hlavné& na
zdobené ti4te (obr. 3) a také v draperii Satu
Madony a na pravém rameni a podpaZzi
Jeziska (obr. 4).

Na ziklad€ pofizenych snimka tak lze
provést velice pFesné zikresy, méFeni nebo
mapovani jednotlivych ziskanych infor-
maci.”® Diky ziskanym reflektografiim bylo



mozné zhotovit detailni zékresy jednot-
livych pfemaleb a tmelt (obr. 5). Podle
zakrest je evidentni, Ze J. Gruss odstranil
téméf viechny predeslé tmely a nahradil

je tmely s obsahem olovnaté bé&loby. Tyto
tmely jsou taktéz jasné€ identifikovatelné
na RTG snimku a tvofi témé&F 21 % plochy
obrazu. Mimo Grussovy rekonstrukce byly
na nékolika drobnych mistech objeveny
stardi, nyni velice ztmavlé retuse, které
pravdépodobné pochizeji z jednoho z pie-
deslych restaurovani. Je tedy zfejmé, Ze
rozséhlejsi stardi zasahy nebo tradovana
oprava provddéné Karlem Skrétou se jiz

na obraze nenachazi.** Nové zmapovani
defektdl a pfemaleb pfina3i cenné podklady
pro budouci restaurovani. Na zikladé mapy
defekttt bude mozné navrhnout poten-
cidlni restauratorské koncepce. Celkovy
zdkres defektt taktéz pFinesl nova zjisténi
k pFi¢indm poskozeni, kterd byla v minu-
losti ddvana do souvislosti s technologic-
kou chybou pouZiti mali¥skych materiald,
nestabilni podlozky atp.*? Charakter a tvar
defektt, jez sleduji dfevni vlakna, velice
pfipomind obrazy poskozené pfimym kon-
taktem s vodou. Dfevni struktura podlozky
obrazu pojme uréité procento vody a dojde
ke zvé&tSeni objemu dfeva. Po nasledném
vyschnuti je v§ak objem d¥eva men3i nez
pfed zdsahem vodou. Zmen3enim povrchu
podloZky obrazu tak dojde k vytvoFeni
rozsahlych stfiskovité zvednutych defektti
uvolnéné malby. Tento fenomén je velice
dobf¥e znamy napiiklad na obrazech posti-
Zenych povodni v roce 1966 ve Florencii.”

Neinvazni prizkum zahrnoval §iroké
spektrum méfeni spektroskopickymi
bodové analytickymi neinvaznimi techni-
kami: rentgenova fluorescence (XRF), FTIR
s vlaknovou optikou ve st¥edni a blizké
infradervené oblasti (MIR a NIR) a UV-vis
spektroskopie. V rdmci prizkumu byla nej-
prve na celé malb& pouZzita technika XRF.
Prtizkum byl pak dokon&en pomoci mole-
kularnich spektroskopickych technik jako
MIR a NIR vhodnych k identifikaci pig-
mentl a pojiv. Nasledné reflexni a emisni
UV-vis spektroskopie umoznila detekci
organickych barviv a n€kolika anorganic-
kych pigmentd.

FTIR spektroskopie odhalila na celém
obraze p¥itomnost voskového laku, ktery
Castetné skryval stopy malifskych mate-
rial@. V nékolika vytvofenych drobnych
sondéch v lakové vrstv€ byla odhalena
pfitomnost variabilniho mnozstvi oxalatt.
Diky sonddam bylo také mozné charakterizo-
vat pojivo jako lipidické.

Originéalni podkladova vrstva se skldda ze
sadry a klihu, v ptivodni malbé& byly identi-
fikovany nasledujici pigmenty: lapis lazuli,

rumélka, olovnato-cini¢ita zlut, olovnata
bé&loba a blize neidentifikovany pigment na
bazi médi.

Vyse diskutované rekonstruované partie
se sklddaji z podkladu z olovnaté bé&loby
a malby s rumélkou, organickym barvivem
(pravdépodobné& na bazi rostlinného antra-
chinonu), pruskou modii, olovnatym chro-
métem, okrovymi pigmenty a Thénardovou
modfi.

Prazkum pfines] zejména nové informace
o pouzitych pigmentech v restauratorském
zasahu Johanna Grusse st. Pfekvapivim
zjisténim bylo, Ze rekonstrukee J. Grusse
se netykaji pouze tmelenych defektd, jak se
doposud minilo, ale Ze na né&kolika partiich
zna¢né& prechédzeji do originilni malby.*
Nejrozsahlejsi pFfemalba byla nalezena
v oblasti oblohy. Origindlni malba, ktera
zde obsahuje olovnatou bé&lobu a pfirodni
ultramarin, byla kompletn& pfemalovina
Thénardovou modfi.

Bodovi identifikace Thénardovy modfi
s pomoci NIR spektroskopie se dala pfesné
lokalizovat na IR reflektografii, protoze
pigment na béazi kobaltu absorbuje IR
zafeni okolo 1400 nm ve znaéné& v&tsim
rozsahu neZ lapis lazuli obsaZeny v origi-
nalni malbé&. Toto je dtivodem silné tmavé
tonality rozsdhlé pfemalby oblohy, kterd
se tak zFeteln€ ukazuje na MNIR snimku
(1400 nm) (obr. 6).

Obdobné ¢ast malby Mariina 3atu, kde se
nachizi malba Thénardovou modfi (tmavé
tény) i ptivodnim lapisem lazuli (své&tlejsi
tény), se na reflektografu p¥i 1400 nm
nachézeji vysoce i malo absorbujici oblasti
(obr. 7).

Prav€ ukonceny prizkum RiiZencové
slavnosti se vedle studia Diirerova originlu
soustfedil i na technologickou a mate-
ridlovou skladbu dopliikt provedenych
Johannem Grussem st. Star3i vrstvy opray,
k nimz dle pisemnych prament v minulosti
doslo, nejsou dnes technologicky na obraze
identifikovatelné - pravdépodobné je zcela
potlaé&il Grusstv zdkrok. Poznani techno-
logie Grussovy opravy se pfitom jevi pro
budouci moznou restauraci jako zdsadni
- uz vzhledem k tomu, Ze pfiblizné jednu
pé&tinu Riigencové slavnosti tvoii domalby
a pfemalby z Grussovy ruky. Na soucas-
ném vzhledu obrazu se vedle Diirerova
umu citeln& podili i dovednost Johanna
Grusse st., a tak je zejména sceleni malby
z potitku 16. stoleti a pfemalby z 19. stoleti
jednim z nejobtiznéjsich dkold pfFi jakém-
koliv dal3im restauratorském zakroku.

Tato stat byla recenzovdna.
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Pozndmky

1 CHARISMA Cultural Heritage Advanced
Research Infrastructures, viz
http://www.charismaproject.eu.

2 Jiff Tt¥estik - Radka Sefcti, Restauratorské
prazkumy - technika malby, in: Albrecht Diirer:
RiiZencovd slavnost 1506-2006, ed. Olga Kotkova,
Praha 2006, s. 255-279.

3 Prozkum provedli vyzkumni pracovnici CNR-
-INO: Claudia Daffara a Mattia Patti.

4 Priizkum provedli: Aldo Romani (SMAArt),
Francesca Rosi (CNR-ISTM & SMAArt), Chiara
Anselmi (SMAArt) a David Buti (SMAATrt).

5 K této aktivit€ n€kdejsiho feditele Obrazarny
Spoleénosti vlasteneckych pfatel uméni (nyni
Narodni galerie v Praze) viz zejm. Vincenc
Kraméf, in: Albrecht Diirer, Riigencovd slavnost

a soubor grafickych praci, Praha 1935, zejm. s. 10-21.

Kramérovy kroky zachycuje i dobova
korespondence, uloZené v Archivu Narodni
galerie v Praze, fond SVPU, AA2014.

6 Viz pfedevsim restauratorskou zpravu ze dne
14. 4. 1965 uloZenou v archivu restauratorského
ateliéru Narodni galerie v Praze.

7 Viz zapis ze dne 3. 5. 1999 uloZeny

v dokumentaci k obrazu ve Sbirce starého uméni
Narodni galerie v Praze.

8 Zakrok proved! litomé&Ficky mali¥ Johann
Gruss st.; viz podrobné k jeho z4dsahu Olga
Kotkovi, Diirertiv nafek: Johann Gruss

st. restauruje RZzencovou slavnost, in:

Albrecht Diirer: Riigencovd slavnost 1506-2006

(cit. v pozn. 2), s. 193-203.

9 Viz C. Daffara - E. Pampaloni - L. Pezzati -

M. Barucci - R. Fontana, Scanning Multispectral IR
Reflectography SMIRR: an Advanced Tool for Art
Diagnostics, «Accounts of Chemichal Researchy,
2010V 43 (6).

10 Mapu defektds v roce 1935 provedla Frances
van den Oudendijk Pieterse (tu pfevzal mj. Fedja
Anzelewsky, Albrecht Diirer, Das malerische Werk,
I-11, Berlin 1992 /1. vyd. 1971/, s. 192, obr. 74)

a také Mojmir Hamsik roku 1965. K ob&ma
témto zdkrestim a jejich pfesnosti viz Olga
Kotkovi, ,The Feast of the Rose Garlands*:
What remains of Diirer?, The Burlington Magazine
CXLIV, 2002, zejm. s. 11-13. Déle v roce

2006 zhotovila schéma pogkozeni Pavlina
Strnadova (viz Albrecht Diirer: RiiZencovd slavnost
1506-2006 /cit. v pozn. 2/, s. 90-91). Zakresy
Mojmira Hamsika a Pavliny Strnadové jsou viak
provedeny na zikladé RTG snimkd, ¢imz je déana
jejich deformace.

11 Informaci o Skrétové opravé viz Olga
Kotkova, RiZencova slavnost v Prazské cisarské
sbirce: 1606-1782, in: Albrecht Diirer: RiiZencovd
slavnost 1506-2006 (cit. v pozn. 2), s. 126, 127.

12 Zmifiuje M. Hamsik, viz Mojmir Hamsik,
Diirers Rosekranzfest: Zustand und Technik. Mit
einer Laboruntersuchung von Jindfich Tomek als
Beilage, in: Bulletin of the National Gallery in Prague
I, 1992, s. 128.
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13 Né&které obrazy byly béhem povodné
ponofené ve vod€ vice nez 18 hodin. Obrazy byly
nasledné vystaveny kontrolovanému pozvolnému
vysychéni. I pFes to v§ak u mnoha obrazi doslo
k v§znamnému seschnuti d¥evéné podlozky

a ke vzniku rozsahlého uvolnéni malby. Mnoho
obrazt tak muselo byt transferovino na novou
podlozku. Vice napf. Roberto Bellucci - Ciro
Castelli, Il progetto Vasari, in: Per la conservazione
dei dipinti, Esperienze ¢ progetti del Laboratorio
dell‘'OPD (2002-2012), ed. Marco Ciatti, Firenze
2013, s. 79-88.

14 Viz Hamsik (cit. v pozn. 12), s. 128-131.

Sexnam vyobrazeni

1 Detail postavy ve stfedu vpravo. Srovnani spektra
952 nm a 1930 nm. IR, snimek v blizké infracervené
oblasti.

2 Detail podkresby mésta v pozadi. Srovnani spektra
1400 nm a 1930 nm. IR, snimek v blizké infracervené
oblasti.

3 Detail podkresby papezovy tidry ve stifedu dole.
Spektrum 1300 nm. IR, snimek v blizké infracervené
oblasti.

4 Detail postavy Jezise. Spektrum 1400 nm. IRR, snimek
v blizké infracervené oblasti.

5 Detail schématu tmelenych defektl na infracerveném
snimku ve spektru 1400 nm. a) defekty tmelené
Johannem Grussem st., b) starsi tmelené plochy.

6 a) Detail obrazu v dennim svétle, b) IR snimek ve
spektru 1400 nm, tmavé plochy charakterizuje obsah
kobaltu, ktery byl identifikovdn metodou XRF, c) near-
-FTIR spektrum zachycené v oblasti oblohy, na IR snimku
s vysokou absorpci.

7 a) Viditelné svétlo, b) IR snimek detailu obrazu ve
spektru 1400 nm, tmavé plochy charakterizuje obsah
kobaltu, ktery byl identifikovdn metodou XRF, ¢) mid-
-FTIR spektrum zachycené v oblasti modrého Satu, na
IR snimku s nizkou absorpci.

8 Albrecht Durer, RiiZencovd slavnost, 1506, Narodni
galerie v Praze.



ARCHIV

Thunovska ,Hochgrifliche Gallerie

v Inventari 1814. Identitikace dél
a jejich osudy po roce 1945

MARTINA JANDLOVA SOSKOVA — FRANTISEK SUMAN

Ve sbirkach Narodni galerie v Praze a ve sprav€ Narodniho pamatkového ustavu se
nachazeji desitky obrazii ptivodem ze sbirky dé¢inské vétve rodu Thun-Hohenstein.
Vyznamnym voditkem p¥i rekonstrukci décinské thunovské sbirky je v nedavné dobé
objeveny Inventar z roku 1814. Jedna se o soupis mobiliare, uméleckych dél a dalsiho
vybaveni, které nalezelo do evidence décinské hlavni zamecké pokladny. Ta ¢ast
Inventare, jeZ je vénovana obraziim, je rozdélena do nékolika ¢asti. Jeden samostatné
¢islovany oddil Inventare tvoii hrabéci galerie, které se text v€nuje predevsim.

0ddil predstavuje 69 polozZek, jez zahrnovaly celkem 96 obrazii. Pfedkladana prace
identifikuje néktera dila z Inventaie 1814, a to jak ve sbirce Narodni galerie v Praze, tak
mimo ni a vénuje pozornost také novodobé historii dél po roce 1945.

Kiicovd slova ] Ve sbirkich Narodni galerie v Praze a ve

inventar, Thun, Dé¢&in, sbirka, obraz, obrazarna, 1814 v NTZ - L A ,
spravé Narodniho pamatkového tstavu se
v soutasné dob& nachazeji desitky obrazi
pivodem ze sbirky dé¢inské vétve rodu
Thun-Hohenstein. Uréeni a ztotoZnéni
jednotlivych dél neni snadné, nebot umé-
lecka dila pochazejici z povale¢nych svozil
z posledniho thunovského sidla v Jilovém
u Dé&¢ina, odkud se dostala jak do Narodni
galerie v Praze, tak na zdmky Veltrusy,
Zleby nebo Hotovice, nebyla jednoznaéné
oznadena a doslo k jejich spojeni se svozy
z jinych objektt. Neni proto vylouéeno,
Ze v budoucnu budou identifikovany je3té
dal3i obrazy z né€kdejsi thunovské kolekce.
Vyznamnym voditkem pfi rekonstrukei
dé&c¢inské thunovské sbirky je v nedév-
né dobé& objeveny Inventaf z roku 1814.
Piedkladani prace identifikuje n&ktera
dila z tohoto inventéfe, a to jak ve sbir-
ce Nérodni galerie v Praze, tak mimo ni
a vénuje pozornost také novodobé historii
d€&l po roce 1945.

Rod Thunt (od r. 1629 hrabata Thun-

-Hohenstein) se v Cechach usadil po
bitvé na Bilé hote, kdy Krystof Simon
Thun ziskal rozsahlé majetky v sever-
nich a vychodnich Cechéch. Po poloviné
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17. stoleti se Ceska vétev rodu rozdélila

na tfi linie - Klasterec nad Oh#i, D&Ein

a Choltice. Obrazova sbirka za¢ala vznikat
zFejmé kratce po presidleni ¢asti rodu do
Cech. V roce 1646 obsahovala dle poztsta-
lostniho inventafe hrabé&te Jana Zikmunda
Thuna' pfedevsim rodinné portréty,
podobizny cisafe Ferdinanda III. a jeho
manzelky. Vyrazné nikupy uméleckych
dél, véetné€ obrazii, zaznamenavime

u bratrtt Michaela Oswalda (1631-1694)

a Maxmiliana (1637-1701), kte#i byli pilnymi
stavebniky. Oba nechali vyrazné pfestavét
sva venkovska sidla (zdmky Kldsterec nad
Ohff, resp. D&Cin) a zcela nové budovat
honosné prazské palace (Toskansky palac
na Hrad¢anech a budovu dnedni Poslanecké
snémovny Parlamentu CR).> Tato nov4 sidla
bylo tfeba nélezité zafidit, a proto u obou
bratrti pfedpoklddame rozsahlou akviziéni
¢innost. Po smrti Michaela Oswalda pfesel
jeho majetek v&etn€ palact a jejich zafizeni
na Maxmilidna a jeho potomky.

V letech 1720-1788 soustFedil thunov-
sky majetek v éeskych zemich prave
Maxmilidntv vinuk Thun, tehdy jediny Zijici
muZsky ¢len eské linie. Této osobnosti
zatim nebyla vénovana nélezita badatelska
pozornost, a pfitom se zd4 velmi pravdé-
podobné, Ze pravé on sehril kli¢ovou roli
pfi budovani pozdégji slavnych thunov-
skych sbirek - knihovny, zbrojnice, sbirky
minci, mineralt a také thunovské obra-
zarny. Na nékterych obrazech se dodnes
dochoval jeho vlastnicky 3titek. Podle toho
muZeme usuzovat, Ze Jan Josef sbirku
nejen vyznamné obohatil, ale také syste-
maticky evidoval. Podle soudobych zpriv
byla v jeho prazském paléci soustfedéna
wkrdsnd sbirka obrazi prosluljch mistri“.> Roku
1785 tehdy &tyfiasedmdesatilety Jan Josef
Thun rozdé€lil svilj majetek mezi &ty¥i syny,
ktefi se stali zakladateli (¢i obnoviteli) éty¥
rodinnych linii - Kl43terec, D&Cin, Choltice
a Pob&Zovice-Benatky nad Jizerou. Mezi né&
byly rovnomérné rozdéleny také sbirky sta-
rého hrabéte, v€etné obrazarny. Roku 1794
postihlo zakladatele dééinské vétve, Vaclava
Josefa Thuna (1737-1796), nestésti v podobé
pozaru prazského palice. Jako kompenzaci
za vzniklou $kodu se né&ktefi jeho souro-
zenci rozhodli pfenechat mu své podily na
obrazové sbirce.* Roku 1797 byl cely tento
soubor pFevezen do Dé&Cina, kde nagel
misto ve zvlast k tomuto déelu upravené
mistnosti ve vjchodnim kiidle.’ Jednalo
se o mistnost nad préjezdem na hlavni
nédvoii,* dnes zvanou Zbrojnice, protoze
do ni Frantiek Thun nechal posléze pfe-
mistit sbirku zbrani. Vaclav Josef Thun
zemfel jiZ rok pFedtim a spravu panstvi
od té doby zajistovala vdova Marie Anna
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roz. Liebsteinska z Kolowrat. Pravoplatny
dédic, FrantiSek Antonin Thun-Hohenstein
(1786-1873) se ujal drzby rodinného
majetku aZ roku 1808. Vzhledem ke skuteé-
nosti, Ze jeho matka zfejmé& nehospodafrila
nejlépe, zd€dil zanedbané panstvi s fadou
problémt. Jednim z nich byl i samotny
dé&¢insky zdmek, jehoz pfestavba pravdé-
podobné& nebyla kvilli otcové predasné
smrti zcela dokonéena. Rakouskem a celou
Evropou navic otfdsaly napoleonské vilky,
a tak mlady hrabé v prvnich letech D&in
nékolikrat opustil a jako porucik dra-
gount se zddastnil napiiklad (prohrané)
bitvy u Wagramu (1809). Je$t& v roce 1813
se valka pfiblizila na dohled dé&ginského
zamku, ktery musel byt preventivn& opev-
nén. Snad jsou tyto okolnosti vysvétlenim,
pro¢ inventaf vybaveni dééinského zamku
nebyl sepsan v okamziku, kdy se Frantigek
Antonin Thun ujal dé¢inského panstvi, ale
aZ s Sestiletym zpozdénim (1814).

Na tento Inventaf nas v roce 2007 upo-
zornil archivaf Otto Chmelik. Je cennym
pramenem, ktery ¢asteéné doklada n&kde;jsi
podobu sbirky hrabé&te Jana Josefa.” Jedna
se o soupis mobiliafe, umé&leckych dél
a dalstho vybaveni, které nilezelo do evi-
dence dé¢inské hlavni zdmecké pokladny:
Inventarium Uiber diejenigen Mobilien welche zur
Herrschaft Tetschner SchloBhauptkasse gehiren.
Anno 1814. Iter Theil. Vét§ina pFfedméth
se nachézela pravdépodobné na zdmku
v DE&Cing, u né&kterych je dokonce p¥imo
uréena konkrétni mistnost, jako napii-
klad , Vézovy kabinet“. Zaroven viak neni
vylouéené, jak usuzuje Otto Chmelik, Ze
se Cast sepsaného vybaveni nachizela na
jiném mist&, napiiklad v Praze. Titulni list
datuje pramen do roku 1814, ve skuteé-
nosti ale zachycuje stav majetku ke konci
prosince 1813. Inventaf se podle Chmelika
jevi byt jako nedokonéeny. Vyplnéné jsou
pouze prvni rubriky - popis pfedmétt
podle skupin (skfing, porcelan, sklo ap.),
pocty kusti, pfipadné &islo, kterym byly
predméty oznaéeny. Ocenéni bylo prove-
deno pouze u obrazi, a to jesté jen u téch,
které byly soucasti hrabéci galerie. Dalsi
rubriky, uréené pro zachyceni zmén v pri-
b&hu let 1813 a 1814, zustaly zcela prazdné.
Z Inventafe neni ani patrné, kdo jej sesta-
voval. Jeho rozsah je dvacet devét neéislova-
nych folii.

Cast v&novani obraztim se déli na
nékolik tematickych ¢asti, které jsou
shrnuty ve dvou &iselnych fadach. Nejprve
jsou zapsany ,Bilder auBer der Sammlung®,
kde jsou uvedena napfiklad dila Caspara
Davida Friedricha, zakoupena Frantiskem
Antoninem Thunem v roce 1808. Zd4 se
tedy, Ze tento oddil zahrnuje nové ziskana



dila, ktera nebyla sou&asti ptivodni sbirky
Jana Josefa, ¢i pfesnégji té ¢asti, jez byla
presunuta do Dé&Eina. Nasleduji vyobra-
zeni pro D&Cin pozoruhodnych zvifat,
pohledy na zdmek a mésto: , Fiir Tetschen
merkwiirdige Thier Abbildung®, rodinné
portréty a rodokmeny: ,der Tetschner
Grundherrnund Familienstiicke®. Poté pfi-
chézi na fadu samotna hrabéci galerie:

o, Bilder in der hochgrifflichen] Gallerie“,
které se v tomto textu v€nujeme prede-
v§im. Zatimco v rdmci obrazti ,mimo
hrabé&ci sbirku®, rodinnych portrétt

a rodokmenti, obraztl zvifat a pohledd

na Dé&Cn se podafilo ztotoZnit vétsinu
dél, dila z hrabé&ci galerie jsou v tuto
chvili identifikovéna jen z&sti. Cislovani
hrabéci galerie za¢ind opét od zadatku.
Pfi¢inou snad mtze byt skute¢nost, Ze
obrazy darované ostatnimi sourozenci
Viclavu Josefovi mély mit specificky
pravni status a dokonce se mély stat
soudasti d&¢inského fideikomisu. K tomu
sice nikdy nedoslo, nicméné& piesto byla
jejich evidence vedena oddélené. Inventaf
z roku 1814 je nejaplnéjsim soupisem
dé&c¢inské obrazové sbhirky pofizenym pied
prodejem dé&&inského zamku v roce 1932.
Po ném vznikl uz jen seznam dé&l, ktery
sestavil po smrti Franti$ka Antonina Thuna
roku 1873 malif a p¥isezny odhadce Carl
Wiirbs.® Porovname-li zdpisy uméleckych
dél v Inventéfi z roku 1814 a ve Wiirbsove
seznamu z roku 1873, zjistime, Ze rodinné
portréty, zpodobeni zvi¥at a pohledy

na Dé&Cin, které jsou v Inventéfi z roku
1814 jednotlivé zapsiny, Wiirbs ve svém
seznamu nerozepisoval, jen z pfedchoziho
Inventafe pfevzal jejich pocet. Vzhledem k
tomu, Ze nékolik dé&l viibec nedohledal a aZ
na vyjimky ignoroval dila ziskan4 po roce
1814, mohl snadno vzniknout dojem, jako
by se thunovska sbirka za Zivota Frantiska
Antonina Thuna ztenéila. Dochované
zaznamy vSak sv€d&i o opaku.?

Hrabé&ci galerie pfedstavuje 69 polo-
zek, které zahrnovaly celkem 96 obrazt.
Tato dila byla jak v Inventari 1814, tak ve
Wiirbsove€ seznamu 1873 opatfena také
cenami. BohuZel v Inventafi 1814 se nikde
neuvadi ména, v niZ jsou ceny pocitany.
Neni tedy zfejmé, zdali pocitime ve zla-
tych konvenéni mény, nebo ve zlatych
videriské mény, coZ je podstatné, pokud
bychom tyto ceny chtéli srovnat s hodno-
tami, jeZ k obraztim pfifadil Carl Wiirbs
roku 1873.%° Ten ceny obrazt uvadi ve
zlatych rakouské mény.* Carl Wiirbs ve
svém seznamu okopiroval polozku po
poloZce seznam hrabé&ci galerie (Bilder in der
hochgrif{lichen] Gallerie) z Inventafe z roku
1814, pfi¢emZ né&které obrazy, celkem 13,

nedohledal. U téchto p¥ipadt je zapsano,
jaky obraz se pod timto ¢&islem inventuje
roku 1814 ,Im alten Inventar” s poznamkou,
Ze nyni chybi. Objeveni Inventafe z roku
1814 také vyjasnilo né&které chybné zapsané
polozky ze seznamu z roku 1873. U polozky
¢. 7 Wiirbs patrné $patn€ Cetl zdznam

v Inventaii 1814 a z jednoho obrazu zapsa-
ného jako , Die Verkiindigung der Geburt
Christi“, ud€lal obrazy dva, které nazval: Die
Verkiindigung Marid von Roos / Geburt Christi
von derselben® (viz niZe). Dal3{ chyby vznikly
v polozkach &. 27 a 29. Také do zapisu
t€chto obrazil vnesl svétlo az Inventaf 1814.
Pod ¢&islem 27 je ve starém Inventafi (1814)
uveden obraz Taufe Christi im FluBe Jordan,
ktery je ohodnocen pomérn€ vysokou
¢astkou 60 zlatych. Ve Wiirbsové seznamu
je tento obraz oznalen jako chybé&jici.

Toto dilo v3ak s nejvétsi pravdépodobnosti
nechybi a miiZzeme jej rovnéz s velkou
pravdépodobnosti ztotoznit s obrazem

z Narodni galerie v Praze (viz nize). Je tedy
pravdépodobné, Ze jako chybéjici byly ve
Wiirbsové seznamu zapisovany, jak obrazy,
které skutetné chybély, tak obrazy, které
mohly byt v dobé& sepséni seznamu pouze
uloZeny na jiném mist&. U &isla 29 je

v Inventdfi 1814 zapsin obraz Die hei[lige]

3 Konige (je zde ohodnoceny rovnéz vysoko,
¢astkou 60 zlatych). Ve Wiirbsové seznamu
se viak u tohoto dila opakuje chybna
poznamka: ,Im alten Inventar: Taufe Christi...
fehls.«

U né&kterych dé&l a jejich identifikaci
se nyni zastavme. Zdaleka nejpo&etn&jsi
soubor, celkem jednadvacet maleb, byl
v Inventafi z roku 1814 i ve Witrbsové
seznamu pfipsdn Johannu Antonu
Eismannovi. Lubomir Slavidek naznadil,
Ze obrazy, respektive n&které z nich se
mohly jiZz v roce 1702 nachéazet na zdmku
v Zehusicich.” Z celého souboru je v tuto
chvili zndmo dvanict obrazi, které jsou
uloZeny v Narodni galerii v Praze. N4zvy,
pod nimiz byly obrazy zapsény v Inventari
1814 i ve Wiirbsové seznamu 1873, jsou
vSak aZ na vyjimky natolik obecné, Ze
pro ztotoznéni né&kterych dél by bylo
tfeba dalsich indicii. V Inventafi 1814
i ve Wiirbsov€ seznamu jsou Eismannovy
malby zapsany nej¢astéji ve dvojicich.
Tyto dvojice, tzv. compagnony, viak dila
tvofila teprve druhotng, v zavislosti na
uspofadani obrazarny. Prvni étyfi polozky
v Inventafi 1814 nazvané GroBe Seefahrten
- v seznamu 1873 pak GroBe Seestiicke 1ze
ztotoZnit se ¢tvefici d&€l Johanna Antona
Eismanna Plachetnice na mo#i I-IV (platno,
140 x 260 cm, inv. ¢. O 9556, O 9557,

0 9558, O 9559).B Pod &islem 6 je zapsana
dvojice maleb Groe Belagerungen, jez
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je v mladsim Wiirbsov€ seznamu uve-
dena jako GroBe Batallienstiicke. Jsou to
obrazy inv. €. O 9554 a O 9589 (plétno,
148 x 260 cm) (obr. 1).4

Nalezeni Inventi¥e z roku 1814 umoz-
nilo ztotoZnit zmin&nou chybné zapsa-
nou polozku &. 7 s obrazem uvedenym
v pozustalostnim Inventéfi hrabé&te
Jana Frantiska Thuna z roku 1720% jako
Hirten Verkiindigung. Tento obraz ztotoZnil
Slavi¢ek s malbou uvedenou v pozus-
talostnim Inventd¥i Maxmilidna Thuna
(1701) na zdmku v Klasterci nad Ohfi, jako
Englische Schaar, und unter die Schdafferey.
Byl zde zapsan spole¢n€ s dvojici dél
Doppelte Schdafferey Bilder a s poznidmkou,
ze obrazy byly zakoupeny v roce 1658.%
Popis obrazu hovoii o ,andélském chéru
a pastyiich dole“, coz koresponduje s kom-
pozici malby konfiskované v Jilovém, ktera
je uloZena na zamku v Hofovicich.” Jde
o obraz s nepravou signaturou , JHRoos*,
ktery byl ocenén v Inventafi 1814 dokonce
na 150 zlatych. Pod ¢&islem 10 je zapsina
dvojice maleb Seefahrten (Inventar 1814)
a Marinen (Wiirbstiv seznam 1873) pii-
pisovana Johannu Antonu Eismannovi,
snad totoZn4 s obrazy z Narodni galerie
v Praze Capriccio s kostelem Santa Maria della
Salute v Bendtkdch (?), (platno, 98 x 176 cm,
inv. €. O 9551) (obr. 2) a Lodé u pobiezi
(platno, 100 x 177 cm, inv. &. DO 4982).%
Pod &islem 11 Belagerungen v Inventafi 1814
a Hafenansichten ve Wiirbsové seznamu by
nejpravdépodobné&ji mohla byt zapsana
dvojice obrazt pfipisovana Johannu
Antonu Eismannovi Obléhdni mésta (platno,
101 x 181 cm) a Ndmo#ni bitva (platno,
100 x 176 cm; NG v Praze, inv. ¢. O 10476,
O 10477).%°

Pod ¢&islem 14 figuruje jeden z velmi
cenénych obrazt (200 zl.) Landschaft,
pfipisovany v Inventafi 1814 Roelandtu
Saverymu, v seznamu 1873 byl pak
obraz zapsan jako Baumreiche Landschaft.
Jde o malbu Krajina s loveckou spoleénosti
od Davida Vinckboonse (NG v Praze,
platno, 109 x 142,5 cm, inv. &. DO 4977)*
(obr. 3). Cislo 15 m4 &tvefice dél Johanna
Michala Rottmayra Smrt Senekova, dnes
uloZend v Narodni galerii v Praze (platno,
127 x 181 cm, inv. & O 9664)* (obr. 4),
Kleopattina hostina (platno, 126,5 x 180,5 cm,
Niarodni pamaétkovy istav, Gzemni pamét-
kov4 sprava /dale NPU, UPS/ na Sychrovg,
Statni zdmek Litomysl, v soucasné dobé&
umistén na SZ Nachod),? Nalezeni Moj%ise
(platno, 126,5 x 181 cm, NPU, UPS
v Praze)* a Alexandr Veliky s Diogenem (v tuto
chvili nezvé&stny). Obrazy se objevily jiZ
v Inventéfi z roku 1720, pod &islem 1. Pod
¢islem 16 je vedena dvojice maleb Petrus
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und Paulus pFisuzovanych Petru Brandlovi
[= Brandel]. Oba obrazy jsou pravdépo-
dobné také zapsany jiz v Inventaii 1720.26
V soudasné dobé€ jsou obrazy, bohuzel
nezvéstné. Naposledy v roce 1949 se jeden
z této dvojice obrazti objevuje u dééinského
soudu v rdmci procesu s Vladimirem
Feierem, byvalym narodnim sprivcem
tovarny na hiebeny v Modré, ktery si podle
Setfeni Narodni kulturni komise (NKK)
ddajn€ ze zamku odvezl velké mnozstvi
cennosti.? Pod ¢&islem 17 je zapsano dalsi
Rottmayrovo dilo Smrt Sofonisby (platno,

115 x 181,5 cm, NPU, UPS na Sychrovg,
Statni zdmek Litomy$l, v soucasné dobé&
umistén na SZ Nichod).?® Lubomir Slavi¢ek
upozoriiuje, Ze tento obraz je v Inventari
1814 zapsan chybn€ jako Konig Salomon,
Senega, zatimco ve Wiirbsové seznamu je
tentokrat tidaj Cleopatra oder Sophonisba.?
Jak jiZ bylo uvedeno, n&kterd dila zastou-
pend v hrabé&ci galerii, byla velmi cenéna.
Takovym dilem byl GroBes Jahrmarkistiick

od Franceska Passana [= Francesco Bassano],
obraz uloZeny v Nédrodni galerii v Praze
(platno, 180 x 290 cm, inv. €. O 10559).%
Tento obraz byl v Inventéafi z roku 1814
zapsan pod ¢islem 18 a cenén dokonce

na 600 zlatjch. Ve Wiirbsové seznamu je
obraz uveden s cenou 250 zlatych rakouské
mény. Pod éislem 22 je dvojice obrazt
nazvanych Hetzen od bliZze neuréeného
¢lena rodiny Hamiltont. U Wiirbse jsou
obrazy zapsény takto: Ein Hirsch von Hunden
angefalten a Eber von Hunden. Oba obrazy
jsou souéasti sbirky Narodni galerie v Praze
jako dila Johanna Georga Hamiltona (?),*
(platno, 60,5 x 74,5 cm a 60 x 75 cm,

inv. & 0 9560 a O 9577). Cislo 23 mél v thu-
novském Inventa¥i 1814 Portrait des H[errn]
Grafen Fugger od Hanse Malera, cenény na
350 zlatych (ve Wiirbsov€ seznamu pak

na 200 zl. rakouské mény). Tato Podobizna
Antona Fuggera (dfevo, 65 x 58,5 cm; obr. 5)
je nyni v majetku Narodniho pamitkového
dstavu. Ve Wiirbsové seznamu je jesté
pfipis, Ze byl obraz umistén v tzv. pan-
ském pokoji Herrnzimmer. Je to jediny
obraz, ktery ma takto uvedeno umisténi,
kromé& obrazt v kapli.’? Viechna ostatni
dila ze staré hrabéci galerie byla tedy
pravdépodobné stéle vystavena v obra-
zarné ve vychodnim k¥idle. Pod &islem 25
je uvedena dvojice pasteveckych scén od
Philippa Petera Roose: Viehstiikeln (Inventaf
1814), ve Wiirbsovi je jiZ zapsan pouze
jeden obraz znafeny jako Thierstiick von

P. Rosa (s pozndmkou, Ze druhy Roostiv
obraz chybi). Tento obraz je pravdépodobné
totoZny s malbou z Narodni galerie v Praze
Kiifi a kozy na pastvé (platno, 47,8 x 64,5 cm,
inv €. O 9573).3



Pod ¢islem 27 figuruje v Inventéari 1814
vy¥e uvedeny obraz Taufe Christi im Flue
Jordan od nezndmého mali¥e, ohodnoceny
Castkou 60 zlatych a zapsany v Inventari
1873 jiz jako chybé&jici. Kompozice Krest
v Jorddnu ze 17. stoleti je vSak uvedena také
v Inventéfi, ktery sestavil v roce 1945
narodni spravce Ing. Antonin Hollmann
ve spoluprici s poslednim majitelem
FrantiSkem Antoninem Thunem (viz nize).3*
Je pravdépodobné, Ze se jedné o jeden
a tentyZ obraz, ktery v tom p¥ipad€ v roce
1873 nechybél, ale pouze z né&jakého
dtivodu nebyl, nebo nemohl byt inven-
tovan. Jde o obraz z N4rodni galerie
v Praze (mé&d, 33 x 49 c¢m, inv. & O 9581).%
Nisledujici polozka 28 predstavuje obraz
pripisovany v Inventéri 1814 Diirerové
Skole: Abnehmung Christi vom Kreuze. Cena
tohoto obrazu jednoznagné vzrostla:

v Inventéfi 1814 byl ohodnocen &astkou

25 zlatych a ve Wiirbsov€ seznamu &ést-
kou 40 zlatych rakouské mény. Obraz je
dilem Marcelluse Coffermanse (d¥evo,

50,6 x 40 cm; NG v Praze, inv. & DO 4995)3¢
(obr. 6). Obraz Die heil[ige] 3 Konige. Franzisko
Frank [= Frans Francken], ocenény CGast-

kou 60 zlatych, je zapsin pod ¢&islem 29.
MutZeme jej spojit velmi pravdépodobné

s Klanénim i1 krdli nasledovnika Franse II.
Franckena z Nirodni galerie v Praze (d¥evo,
58 x 72,5 cm, inv. &. O 9596). Wiirbstiv
seznam v tomto piipadg, vzhledem k chyb-
nému zépisu této polozky, s jeji identifikaci
nepoméhi.

Pod &islem 30 je evidovana dvojice men-
§ich bitevnich vyjevi (kleine Batallien) neapol-
ského malife Pietra Grazianiho, které jsou
dnes v drzeni NPU. Jeden z obrazii oznade-
nych v Inventafi 1814 jako Seefahrten (€. 31).
Starck und Welde (ve Wiirbsové seznamu
jsou obrazy zapsany jako Kleines Seestiick von
Stark a Seestiick von Velde) je totoZny s obra-
zem Jana Josefsz. van Goyena z Nérodni
galerie v Praze (dfevo, 43 x 68,5 cm,
inv. & O 9570)% (obr. 7). Kleine Seefahrt, €. 32
(Invent4r 1814), je uveden ve Wiirbsove
seznamu jako chybéjici. Je to zfejmé& obraz
Cornelise Leonardsz. Stootera (dfevo,

34 x 49,5 cm, NG v Praze, inv. ¢. DO 5008).
Pod ¢&islem 38 jako Bataillien od nezndmého
mali¥e za pouhych sedm zlatjch mohou byt
s uréitou pravdépodobnosti zapsany dva
mali¥sky slabé obrazy p¥ipsané neznimému
malifi 18. stoleti (platno, 63,5 x 94,5 cm,
NG v Praze, inv. €. O 9574 a O 10556). Je
pravdépodobné, Ze pod &islem 43 se obje-
vuje Portrét Spanélské infantky Marie Anny

z Velazquezovy dilny (platno, 201 x 108 cm,
NG v Praze, inv. ¢. DO 4894).3 V Inventaii
1814 je tento obraz zapsan jako , Ein
Frauenzimmer a ve Wiirbsove€ seznamu

jako , Eine Frau, stehend, ganze Figur“ s cenou
pouhych Sesti zlatych rakouské mény.
Nizké ohodnoceni obrazu ziejmé& odrizi
skuteénost, Ze se povédomost o cené této
podobizny v prib&hu let vytratila. Pfitom ji
nejspis nalezenem jiZz v nejstadim Inventafi
thunovského majetku z roku 1646 po ozna-
¢enim Kayserin.** Hodnotu malby hrabéti
FrantiSku Thunovi posléze potvrdil také
Feditel cisa¥ské obrazarny ve Vidni August
Schiffer.* Obraz zapsany pod &islem 45
jako Belagerung je snad mozné ztotoznit

s malbou z Eismannovy dilny: Obléhdni
mésta (platno, 100 x 177 cm, NG v Praze, inv.
€. DO 4983). Der Heil.[iger] Hieronymus, €. 47
obraz pf¥ipsany Danielu Seiterovi miZe byt
totoZny malbou z Narodni galerie v Praze
pfipisovanou italskému mali¥i 17. stoleti (?),
inv. &. O 9586 (platno, 97 x 73 cm). Cislo

51 a 56 maji dv€ malby, jejichZ naméty

se shoduji s dvojici dél, kterd byla uve-
dena v nabidkovém seznamu prazského
talounika Gabriela Josefa Sensy (1713) pod
Cisly 21: Johannes der Tauffer Prontelisch a 23
Johannes in der Wisten von Carlot. Oba obrazy
se objevuji také v seznamu dé&l zakoupe-
nych od Sensy (1713) pod &isly 20 a 23.
Chybi ale v poztistalostnim seznamu Jana
Franti$ka Thuna z roku 1720.# Pfesto neni
vylouéeno, Ze obrazy miZeme ztotoZnit

s malbami: Johannes der Taufer od nezna-
mého malife, €. 514 a Johannes predigend in
der Wiiste, €. 56.% O jaké obrazy jde, zatim
nelze uréit. Jisté viak je, Ze jeden z t&chto
obrazt byl v roce 1932 prodan.*

Cislo 52 m4 obraz pfipisovany
Eismannovi, ktery byl zapsan jako Viehstiick
(Inventaf 1814), ve Wiirbsové seznamu
pak jako Thiere in Landschaft mit Architektur.
Spojit bychom ho nejpravdépodobnéji
mohli s obrazem Stddo ve zficenindch (platno,
98 x 176 cm, NG v Praze, inv. ¢. O 9552).
Malby Grosse Friichten, €. 57 od Maxmiliana
Feilera [= Maxmilian Pfeiler] byly oce-
nény ¢astkou 160 zlatych. Ve Wiirbsové
seznamu byla dvojice velkych z4tisi, ktera
je dnes ulozena v Narodni galerii v Praze:
Zdtisi s ovocem, zeleninon a hudebnimi ndstrofi
(platno, 115,5 x 176 cm, inv. &. DO 4980)

a Zdtisi s ovocem, zeleninou a fontdnou (platno
115,5 x 176 c¢m, inv. & DO 4981)% (obr. 8),
ohodnocena €astkou 45 zlatych. V tomto
piipad€ tedy cena zcela ur¢it€ klesla bez
ohledu na to, jakd mé&na byla pouZzita

v Inventafi 1814. Ein Arche Noe v Inventafi
1814 pod ¢islem 59 (Die Arche Noas ve
Wiirbsové seznamu) je obrazem, ktery je
také uloZen v Narodni galerii v Praze jako
dilo stfedoevropského malife 18. stoleti
(platno, 76 x 95,5 cm, inv. €. O 10489).
Kompozice Zajeti Samsona mé ¢islo 60 (ve
Wiirbsové seznamu je zapsani jako Simson
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und Antila [sic]) - soudasti Bayerische
Staatsgemildesammlungen v Mnichové
(platno, 116,5 x 134 cm, NPU, UPS

v Praze).4 Cislo 61 m4 dvojice Eismannovi
piipisovanych dél, kterd maZe byt totozné
s dily z Narodni galerie v Praze (viz vy3e).
Malba zapsana pod poloZzkou 65 Lazarus
wird von Tode erweckt je uloZena v Narodni
galerii v Praze (platno, 104 x 95 cm,

inv. €. O 10482) jako malba stfedoevrop-
ského malife 18. stoleti. Obrazem s &is-
lem 68 z této &asti Inventate, ktery lze

v tuto chvili s jistotou ur€it, je Mars und
Venus. aus der Schule v. Tick. Jde o obraz,
ktery Lubomir Slavi¢ek uréil jako moZnou
dilenskou kopii dila Thomase Willeboirtse
Bosschaerta Venuse a Aeneas (Portrét brani-
borského kurfifta Fridricha Viléma, platno,
144 x 113 cm, NPU, UPS v Praze).” Jak je
patrné z vyc¢tu vyse uvedenych dél, thu-
novskéd hrabéci obrazarna zahrnovala jak
drobné kabinetni malby (napf. Hamilton,
Brand), tak rozmérna dekorativni z4tisi
Pieilerova, Eismannovy mariny a bitvy,
Rottmayrovy nebo Brandlovy obrazy. Svou
skladbou odpovidala vkusu sbérateld,
zejména z fad Ceské slechty, v 18. stoleti.
Lubomir Slavi¢ek pfedpoklads, Ze Eetna
dila byla ,,v thunovském obrazovém majetlen®
pfitomna jiz v prvnich dvou desetiletich
18. stoleti.

Vzhledem k tomu, Ze po roce 1873 az do
okamziku prodeje dé¢inského zamku nebyl
zhotoven nebo se nedochoval zadny dalsi
inventarni soupis dé¢inské obrazové sbirky,
muzeme jeji osudy (véetné osudt obrazi
z pivodni hrabé&ci galerie) dovozovat jen
z naznakd. Po roce 1881 Frantisek Thun
zrudil instalaci hrabé&ci sbirky ve vychodnim
kiidle dé¢inského zamku. Na jeji misto
presunul zbrojnici.*® Obrazy z obrazirny
Franti§ek pouZil pfi vyzdob& dlouhych cho-
deb vychodniho a zejména jizniho kiidla
(obr. 9).

Jisté je, Ze Gast obrazt evidovanych
Wirbsem v D&iné byla pozdé&ji preve-
zena do prazského palace v Nerudové
ulici. DoloZeny jsou zde na fotografiich
z roku 19124 (obr. 10), ale mohly zde
viset jiZz del3i dobu. V roce 1920 Thunové
tento palac pronajali a o &tyfi roky poz-
dé&ji prodali. C4st obrazt, napiiklad Portrét
Antona Fuggera, €. 23 a Podobizna infantky
Marie Anny, €. 43, Pieilerova Zdtisi, €. 57,
Hamiltontv Hon na jelena a Hon na kance,
¢. 22 se vratila do Dé&¢ina.* Jiné, napii-
klad éast Rottmayrovych platen Nalezeni
Mojzise, Kleopattina hostina a Smrt Sofonisby,
€. 15, 17, dale Zajeti Samsona, €. 60 &i Venuse
a Aeneas pravdépodobné z dilny Thomase
Willeboirtse Bosschaerta, €. 68, byly jen
pFemistény do nové zakoupeného domu
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v Nebovidské ulici na Malé Strané. V letech
1928-1932 doslo k postupnému rozdéleni
dé&c¢inské obrazové sbirky a k jejimu pre-
sunu do nové budovaného sidla v Jilovém
u Podmokel (dnes u Dé&Eina). Nasvéd&uji
tomu alesporni Stitky s letopoétem a pofa-
dovym &islem dochované na zadni strané
nékterych obrazt. Nejprve bylo v roce
1928 vyclenéno zhruba 40 d€l, mimo

jiné napiiklad Bassantv Velky trh, n€kolik
obrazil pfipisovanych Johannu Antonu
Eismannovi, Grazianiho bitvy ¢ Brandlovy
lovecké vyjevy. Druhé rozdéleni pfislo na
pofad dne o dva roky pozdéji, kdy bylo

z D&Cina odvezeno zhruba 60 olejomaleb.
Posledni t¥idéni prob&hlo v souvislosti

s prodejem dé&&inského zamku v roce 1932.
Jilovsky zamek zdaleka nemohl pojmout
vSechny obrazy z Dé&€ina, proto byl vytvo-
fen seznam dé&l, kterd mé&la byt nabidnuta
k prodeji.** Dostaly se do né&j pfedevsim
obrazy z 19. stoleti, které ani Inventar

z roku 1814, ani Wiirbstiv soupis viibec
neevidovaly, dile nékolik kust ze zdmecké
kaple a obrazy velkych rozmért, které
nebylo mozné v Jilovém umfistit. Praveé

z tohoto dtivodu byla na soupis zprvu
zafazena i ¢tvefice rozmé&rnych Plachetnic na
rogbouteném mofi Johanna Antona Eismanna.
Tento zamé&r byl oviem nakonec pifehodno-
cen a Plachetnice k prodeji nabidnuty nebyly.
Z obrazi, které ziejmé& byly zachyceny

v Inventafi 1814 a ve Wiirbsové seznamu
se za 3000 K¢ prodal jiz zminény obraz

Sv. Jana Kititele z kaple sv. Jifi, dile blize
neuréené zatisi (2500 K¢), jakdsi malba

na dfevé (2000 K¢) a étvefice opét blize
neuréenych ,Koridorbilder” (8000 K¢), u kte-
rych mtZeme predpokliddat, Ze se jednalo
o n&které z obrazt pfipisovanych Johannu
Antonu Eismannovi. Ani po dokonéeni
st€hovani sbirky do Jilového u Dé&Eina
prodeje obrazil zcela neustaly. Pro jilov-
sky zdmek byla ptivodni sbirka stile jesté
prilis rozsahla. Rada dél proto ztistavala
uloZena v budové spravy thunovského
velkostatku (dne3ni Oblastni muzeum

v D&Eng) v podstaté bez vyuziti. Konkrétni
presuny daldich umé&leckych dél viak
zatim nejsou pfili§ zmapovany. Podle Hany
Slavitkové byl ve tficatych letech videii-
skému antikvaridtu Kende prodan Portrét
Caroliny Thunové, roz. Clam-Martinic, Gdajné
od Franze Schrotzberga.’? Nékdy v této
dobé byla pravdépodobné& prodana také
Rottmayrova malba Smrt Seneky Antoninu
Kumperovi. Tento obraz se ale v roce 1950
dostal v ramci konfiskace majetku Antonina
Kumpery (1900-1990) do Nérodni galerie

v Praze.” Rottmayrovo dilo v ném viak
tehdy rozpoznano nebylo, obraz byl uréen
jako dilo ,stFedoevropského malife kol. 1750,



Pousténi Zilou.“ Vylouceny nejsou ani dal3i
transakce. Nejasny zistava napiiklad osud
témé¥ poloviny obrazt p¥ipisovanych
ve Wiirbsové seznamu Johannu Antonu
Eismannovi nebo Rottmayrova platna
s ndmé&tem Salomounova modléfstvi.

Definitivni konec thunovské obra-
zové sbirky znamenala konfiskace
jilovského zamku v roce 1945. N&kdy
na pfelomu srpna a z4f1 1945 narodni
spravce Ing. Antonin Hollmann ve spolu-
praci s poslednim majitelem Frantiskem
Antoninem Thunem sestavil inventaf
vybaveni celého zamku, ve kterém nalez-
neme celkem 166 olejomaleb a 229 akva-
relti, rytin (také né&kolik kreseb).>* Tento
soupis je vlastn& prvnim zdrojem informaci
o thunovské obrazové sbirce od vyhotoveni
Wiirbsova soupisu roku 1873. P¥estoze
mésto Jilové usilovalo o ziskdni zdmku do
své spravy, padlo v 1ét€ 1946 rozhodnuti, Ze
bude do¢asné slouZit k ubytovani vojenské
posadky. Proto bylo nutné interiéry zamku
urychlené vyklidit. Velkou ¢4st obrazové
sbirky odvezli v zaff 1946 zastupci Fondu
narodni obnovy (FNO). Z hlediska kom-
petenci 8lo vlastné o omyl, nebot podle
dikce zdkont mél thunovsky majetek zatim
spadat pod spravu Narodniho pozemko-
vého fondu a od roku 1947 nové zfizené
Narodni kulturni komise (NKK). Na prvni
pohled banalni zdména sehrala v budoucnu
zasadni roli. Ve skladech a depozita¥ich
FNO se totiz setFela informace o ptivodu
dél, coz dodnes zna¢né komplikuje moz-
nost jejich identifikace.” V rdmci transportu
byly pofizeny dva seznamy odvazZenych dél.
Prvni eviduje 123 olejomaleb a 126 obrazt
dal3ich technik, vesmé&s shrnutych pod
terminem ,akvarely“. Druhy seznam zahr-
nuje 75 obrazil, 4 kresby, 1 tisk a 29 pas-
teld.’ Vzhledem k ¢asto velmi povsech-
nym oznacenim obraz® (napf. porirét,
biblicky vyjev) je komparace téchto seznamu
s Inventafem z roku 1945 & soupisy
z 19. stoleti velmi komplikovani. Existuje
dokonce jesté tfeti seznam s 33 obrazy.”
Tento soupis oviem vzbuzuje pochybnosti,
nebot neobsahuje Zddni dila zachycena
v n€kterém z predchozich inventdfd. Neni
tedy vylouceno, Ze zde doslo k zdméné.
Vzhledem ke skute¢nosti, Ze v zafi 1946
byl ze zdmku odvezen vé&tsi pocet olejo-
maleb, nez je zachycen v prvnim poviéleé-
ném inventafi, nemiZzeme dplné vyloucit
ani moznost, Ze v rdmci transportu byla
zaevidovana a odvezena i dila pochézejici
z jinych konfiskatt, kterd zde byla jen krat-
kodobég ulozZena.

Jak jiZ bylo uvedeno, vétsinu obrazt
z jilovského zamku odvezl v zafi 1946 Fond
narodni obnovy. C4st z nich byla brzy poté

pfedana Nérodni galerii v Praze. Dvacatého
sedmého Fijna 1946 je datovan Sexnam dél
zajisténjch Fondem ndrodni obnovy a pfedanych
Ndrodni galerii v Praze.”® Seznam zazname-
nava 106 dél. Jsou mezi nimi d&&inské
veduty a thunovské portréty, pfevazné

z 19. stoleti. Z ptivodni kolekce thunov-
ské hrabéci galerie, tak jak byla zachycena
v Inventéfi 1814, jsou zde rozmé&rn4 zatisi
Maxmiliana Pfeilera, inv. ¢. DO 4980

a DO 4981 (€. 57), pfisuzovana v seznamu
mylné& Francescu Morosinimu (dle napisu
na obraze), obrazy z dilny Johanna Antona
Eismanna Lodé u pobfezi, inv. €. DO 4982
(8. 10) a Obléhdni mésta, inv. & DO 4983

(€. 45) a kopie podle Veldzqueze,

inv. ¢. DO 4984 (C. 43).

Na poéatku roku 1947 zadala fungovat
NKK, jejimz dkolem bylo zjistovat, pieji-
mat a organizovat odbornou spravu stat-
niho kulturniho majetku.” NKK ziskala
i pravo ,prebirat do své spravy umélecky a his-
toricky cenné predméty ze sbéren FNO, jak ve
své knize formuluje Kristina Uhlikov4.®
Zistupci NKK si totiZ byli védomi, Ze se ve
skladech FNO ocitly pfedméty z né&kolika
zamk? neopravnéné, napiiklad z Jilového
nebo Chodové Plané. Proto se snazili
soubory z téchto objektl najit a vy¢lenit
od ostatnich.®* V piipadé jilovského zamku
byli pomé&rné tspésni. Ve skladisti v byvalé
Mahlerov€ tovarné v Praze-HoleSovicich se
jim podafilo objevit velky soubor &itajici
zhruba 110 obrazti. Dalsich 36 dél slouzilo
k vyzdobé kancelaii Osidlovactho tfadu
a FNO v prazské Invalidovné. Nékolik
z t€chto dél jiZz oviem bylo prodino a dalsi
se b&hem inventury vitbec nepodafilo
dohledat.®? Vzhledem k takto vedené evi-
denci bylo komplikované pfesné rozlisit
jilovské pfedméty od dalgich konfiskata,
proto vétsina naslednych prevodt, byt
oficidlné& vedenych pod hlavi¢kou Jilové
u Podmokel, obsahovala ve skute¢nosti
obrazy z rtiznych objektd. V dopise ze dne
29. 9. 1947 sdéluje NKK Narodnimu pozem-
kovému fondu, ,%e obrazy, které pievzala
Ndrodni galerie v Praze jako depositum N.K.K.
% FNO v Praze, vétSinou pochdzeji ze sdmku
Jilové u Dé¢ina. Ponévadz vSak neni mozno
dodateiné zjistit zcela presné piivod vSech obrazi,
bude nejjednodussi, budou-li vsechny obrazy
profictovdny jakoby pochdzely % Jilového*.

Nisledujici dokumenty alesporti ¢asteéné
ilustruji okolnosti evidence ptivodu dél
i okolnosti jednotlivych pfedani Narodni
galerii v Praze, do jejiz sbirky se dostala vét-
§ina dél z ptivodni hrab&ci galerie. Narodni
galerie v Praze totiZ na pferozdélovani
uméleckych dél spravovanych NKK tdzce
spolupracovala. Jednotliva dila prohlizela
a podle umélecké kvality rozdélovala do
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tff skupin. U nejkvalitné&jsich dél, zafaze-
nych do prvni skupiny, pak Nérodni galerie
v Praze Z4dala Narodni kulturni komisi,
aby tato dila v Narodni galerii deponovala.
Jilovska dila uloZeni takto v letech 1946,
1947, 1948, 1949 a 1950 v Narodnf galerii
v Praze byla zapsina do tzv. Inventare ,Z*,
evidujictho zajistény majetek, ktery zde byl
pouze deponovan.®

Dne 12. listopadu 1947 vyzval Bohumil
Patka jménem Nérodni kulturni komise
Niarodni galerii k prohlidce obrazi, jez
Ministerstvo financi pfevzalo od Fondu
nérodni obnovy a pouzilo k vjzdobé& kan-
celdfe zmocnénce vlidy Dr. Niederleho.®
Tyto obrazy mély pochazet ze zdmku Jilové
u Dé&Eina. Odpovéd Feditele Narodni gale-
rie v Praze adresovand Narodni kulturni
komisi ze dne 29. listopadu 1947 informuje
o tom, Ze ,zdstupce Ndrodni galerie prohlédl
obrazy umisténé v ministerstou financi, provedl
jejich odhad“. Néasleduje seznam sedmnacti
dél, rozdélenych do dvou skupin. ,Reditelstvi
Ndrodni galerie doporucuje, aby obrazy zarazené
v nasem sexnamu do 1. skupiny byly ptidéleny
vzhledem k nesporné, namnoze vysoké hodnoté
do sbirek Ndrodni galerie, obrazy ozxnacené
II. skupinou byly ddny k dispozici Ndrodni
kulturni komisi, ji% byly ponechdny na misté nebo
pokud jde o podobizny odebrdny difadovndm
pro zamyslenou shirku portréti ceské slechty.“
Dne 2. inora 1948 tedy NKK prohlisila
viech sedmnéct obrazii za statni kulturni
majetek. Narodni galerii v Praze pFidé€lila
vybranych deset obraztl za¢lenénych do
prvni skupiny, zbyvajicich sedm obrazil
NKK své&fila Ministerstvu financi. V tomto
vybraném souboru deseti obrazt tidajné
z Jilového pochézely ve skute¢nosti
z Jilového pouze dva: malba Johanna
Antona Eismanna Capriccio s pohledem na
kostel Santa Maria della Salute, inv. &. O 9551
(Inventar 1814, ,Hochgrdf. Galerie, €. 10)
a Stddo ve zficenindch O 9552 (Inventar 1814,
»Hochgrif. Galerie“, €. 52), dilo Eismannovy
dilny. Obrazy byly oviem zapsany jako
»Bendtsky mali¥ % okruhu Canaletova® a druhy
obraz pak jako ,Protéjsek k predchozimu®,
Staré zficeniny. S jednoznaénou identifikaci
obrazil v tomto pfipadé pomohla &sla FNO
vyznafeni v seznamu, kterd se podafilo
dohledat na zadnich strandch obrazi.

Dal3i dokument je z 26. ledna 1948. NKK
v ném zmociiuje zastupce Narodni gale-
rie k ,odborné prohlidce vsech obrazii umis-
téngjch v #fadovndch a v tresoru Osidlovaciho
iitadu a Fondu ndrodni obnovy v Praze, k jejich
roxtridéni podle kvality do t# skupin a k pi-
slusnému ocenéni“.°¢ Obrazy prvni skupiny
méla Narodni galerie v Praze pfevzit jako
depozita, obrazy t¥eti skupiny byly uréeny
k odprodeji. V dokumentu je uvedeno: , Pfi
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prohlidce obrazii budi% pdtrdno po jejich piivodu,
zolds$té pak, zda pochdzeji ze xdmkii v Jilovém

# Podmokel neb v Chodové Plané, odkud pry
byl vétsi pocet obrazii odvezen do #fadoven
Osidlovaciho dfadu a Fondu ndrodni obnovy,
neb z jingch zdmkii nebo soukromyjch byti. Tato
okolnost pivodu dél je dilezitd pro uréeni, které
% obrazii patfi pod sprdvu Ndrodniho pozemko-
vého fondu, a kieré pod sprdavu Fondu ndrodni
obnovy.“ Reakei na dopis z 26. ledna byl
dopis ze dne 26. dubna 1948. Zaslal jej
tehdejsi feditel Narodni galerie v Praze
Vladimir Novotny Narodni kulturni
komisi: ,,Na zdkladé Vaseho zmocnéni ze dne
26. 1. t. 1. (. |. 3249/1947 vyslalo Teditelstvi
Ndrodni galerie do Fondu ndrodni obnovy

a Osidlovaciho itadu svého zdstupce, ktery
prohlédl vsechny dfadoony a pofidil seznam
obrazii 1. skupiny, kteryj Vdm v ptiloze spolu

s ocenénim feditelstvi Ndrodni galerie zasild.
Tyto obrazy pochdzeji, pokud bylo mogno xfistiti,
vétsinou ze sdmku Jilové u Décina, u nékteryjch
je vsak identifikace nemogna. Reditelstvi Ndrodni
galerie v Prage Vds %ddd, aby tyto obrazy byly
prohldSeny za stdtni kulturni majetek. Pokud
jde o obrazy ostatni, patii do II. a III. skupiny
a teditelstvi navrhuje ponechat je zatim na misté.
Reditelstvi Ndrodni galerie upozoriiuje konecné,
Ze pro nedostatek skladisté byly také obrazy pro
skupinu 1. ponechdny v jednotlivijch dfadovndch.
Jelikoz vSak déji se ve Fondu Casté presuny, a je
nebezpedi, Ze by premisténim vybranych obrazi
byla celd soupisovd prdce xmartena, %ddd Vds
feditelstoi Ndrodni galerie, aby mu bylo ddno
urychlené zxmocnéni k pievzeti obrazi a aby na
to byly Fond ndrodni obnovy a Ndrodni pozem-
kovy fond soucasné upozornény.“s” V ramci
tohoto pfedani® se do Narodni galerie

v Praze, dostaly nésledujici thunovské
obrazy pochézejici z hrabé&ci obrazarny

a zafazené do prvni skupiny: Severoitalsky
mistr z 1. poloviny 18. stoleti [= Johann
Anton Eismann], Bitva, inv. ¢. O 9554,
Severoitalsky mistr z 1. poloviny 18. sto-
leti [= Johann Anton Eismann - okruh],
Bitva v hordch, inv. &. O 9589 (Inventaf 1814,
»Hochgrdf. Gallerie“, €. 6), Holandsky mistr
z 18. stoleti® [= Johann Anton Eismann

a dilna), Plachetnice I-IV, inv. &. O 9556,

0O 9557, O 9558, O 9559 (Inventar 1814,
»Hochgrdf. Gallerie“, €. 1-3), Frans de
Hamilton [= Johann Georg Hamilton (?)],
Hon na kance, inv. &. O 9560 a Hon na
jelena, inv. €. O 9577 (Inventaf 1814,
»Hochgrdf. Gallerie“, &. 21-22), Philipp Peter
Roos, Kiifi a kozy na pastvé, inv. €. O 9573
(Inventar 1814, , Hochgrdf. Gallerie®, €. 4
nebo &. 25), Hans Rottenhammer [= Hans
Rottenhammer - Jan I Brueghel - kopie],
Kf#est Krista, inv. €. O 9581 (Inventar 1814,
»Hochgrif. Gallerie“, €. 27 [?]), Jan Josefsz.
van Goyen, inv. ¢. O 9570 (Inventar 1814,



»Hochgrif. Gallerie“, €. 31), Neapolsky
[= italsky (?)] malif 17. stoleti, Sv. Jerongm,
inv. & O 9586 (Inventa¥ 1814, , Hochgrdf.
Gallerie“, &. 47), Frans Francken - §kola
[= Frans Francken - nisledovnik], Klanéni
t#i krdlii, inv. &. O 9596 (Inventaf 1814,
»Hochgrdf. Gallerie“, &. 29 [?]). Tyto obrazy
byly 3. 5. pfevzaty ze sbérny v Karling&
a doplnény o dva obrazy (celkem 47 obrazt
a jedna publikace). Jednim z doplnénych
obrazt bylo Klanéni t#i krdlii od nizozem-
ského malife ze 17. stoleti (kopie podle
kompozice Maartena de Vos), inv. ¢ O 9600.
Tento obraz ma na zadni strané papi-
rovy Stitek svéd&ici o vlastnictvi Frantiska
Antonina Thuna.”

Reversem z 9. 1. 1950 feditelstvi Narodni
galerie v Praze potvrzuje, Ze pfevzalo
od Fondu narodni obnovy v Praze dne
19. a 22. prosince 1949 celkem 129 umé-
leckych dé&l, mezi nimiz byly nasledujici
obrazy z thunovské obrazarny, konkrétné
z hrabé&ci galerie: Némecky mistr z 18. sto-
leti [= Johann Anton Eismann - néasledov-
nik], Obléhdni mésta, inv. &. O 10476 (€. 2)
a N&mecky mistr z 18. stoleti [= Johann
Anton Eismann - dilna] Ndmofni bitka,
inv. &. O 10477 (&. 11), dale obraz stfedoev-
ropského mistra 18. stoleti Vzkfiseni Lazara,
inv. 6. O 10482 (&. 65), stfedoevropsky mistr
z 1. poloviny 18. stoleti, Archa Noemova,
inv. ¢. O 10489 (¢. 59) a Francesco Bassano
[= Francesco Bassano - kopie], Velky Trh,
inv. ¢. O 10559 (€. 18).

Velky soubor obrazt z Jilového, kon-
krétn& 29 olejt, 18 akvarelt, 9 rytin
a 2 malby na dfevé, pfevzalo 18. inora 1949
Ministerstvo pro sjednoceni zikonil
a organisace spravy Ceskoslovenska,
tzv. Ministerstvo unifikaci.” Pokud jsou
zdznamy NKK spravné, pochazelo ve sku-
teCnosti z thunovské sbirky jen 15 olejo-
maleb, mimo jiné napiiklad Rottmayrav
Diogenes ¢i dv€ Pastyiské idyly pFipisované
bliZe neuréenému ¢lenu malifské rodiny
Roostl, které teoreticky mohou byt totozné
s poloZkou ¢&. 58 v Inventéfi 1814 i ve
Wiirbsov€ seznamu. BohuZel po zruseni
ministerstva jakdkoliv stopa po téchto
dilech mizi. Zbytek obrazi, véetné Roosova
Zvéstovdni (€. 7) a portréti dvou manzelek
Jana Zikmunda Thuna, byl roku 1949
pfevezen na zdmek HoFovice. Je zajimavé,
ze velka ¢ast portréth uvedend v soupisu
z roku 1814 a navic také Portrét Antona
Fuggera (€. 23) nebyly Fondem nérodni
obnovy z jilovského zidmku odvezeny.
Zustaly na misté€ az do po¢atku roku 1948,
kdy je zastupci NKK pievezli na zdamek
Veltrusy.

Obrazy z ptvodni d&¢inské sbirky oviem
nebyly konfiskovany pouze v Jilovém.

Celkem 34 olejomaleb se v roce 1945 nacha-
zelo v thunovském domé v Nebovidské
ulici na Malé Stran€ v Praze. Z velké ¢asti
§lo o portréty, ale nalezli bychom zde také
tfi Rottmayrovy obrazy (¢. 15, 17) nebo
Zajeti Samsona (€. 60) €i Aenea s Venusi (C. 68).
V dochovaném soupisu je poznimka, Ze
obrazy jsou pfipraveny k pfedani Narodni
galerii v Praze.” K tomu nakonec nedoslo

a obrazy byly roku 1951 pFevezeny na
zémek Zleby.

Dé&éinsky zamek slouZil od roku 1932 jako
kasarna. Dlouh4 1éta proto neexistovala
potieba dohledat jeho ptivodni vybaveni.
Na bohatstvi n€kdejsi thunovské sbirky se
proto ve druhé poloviné 20. stoleti zcela
zapomnélo. V samotném DE&EIn€ pano-
valo pfesvédCeni, Ze viechen mobiliaf
byl zniéen vojaky ¢ b&hem konfiskace
jilovského zdmku. Pitrini po ptivodnich
sbirkach za¢alo aZ v souvislosti s obno-
vou zameckého aredlu po roce 1989. Kdyz
k 1. lednu 2008 vznikla samostatné pii-
spévkova organizace Zamek D&Cin, vytkla
si navrat n€kdejsi obrazové sbirky jako
jeden ze svych hlavnich cilt. Diky spolu-
praci s Narodnim pamatkovym tstavem
se postupné podafilo identifikovat v&tinu
obrazti pfevezenych v minulosti na zdmky
Hofovice a Veltrusy a také soubor z praz-
ského domu uloZeny na stitnim zdmku
Zleby. Dohromady bylo ve sbirkdch NPU
identifikovano na sedm desitek ptivodné
thunovskych olejomaleb. V Narodni galerii
v Praze se zatim podafilo prokéazat jilovsky
ptvod u 43 obrazi. Je viak pravdépodobné,
Ze nejde o koneéné &islo, zejména pokud
jde o dila, jez do thunovské sbirky vplynula
az v pritb&hu 19. a 20. stoleti, a nejsou tedy
evidovana v dostupnych inventafich.

Pfes vyrazné pokroky v pétrani po dilech
z byvalé obrazové sbirky na dé¢inském
zamku zlstava fada otdzek nedofesena.
Pfedeviim se nepodafilo nalézt Zidny rele-
vantni inventaf z doby nedlouho p¥ed kon-
fiskaci, proto stile nezname pfesny rozsah
a slozeni thunovské obrazové sbirky. Ani
osudy viech cennych obrazi z hrabéci gale-
rie nebyly vyjasn&ny bezezbytku. Neznime
kupfiikladu osudy dvou Rottmayrovych
platen, mimo jakékoli zdznamy mizi ze
scény trojice obrazu pfipisovanych Petru
Brandlovi. Bude jen zajimavé, pokud dal3i
badani pfinese na tyto a dal3i otdzky odpo-
védi.

Tato stat byla recenzovdna.
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Priloha
Inventarium Uiber diejenigen Mobilien welche zur

Herrschaft Tetschner SchloBhauptkasse gehdren. Anno
1814. 1ter Theil

Statni oblastni archiv (dale SOA) Litomé&Fice,
pobotka Dé&Ein, fond Rodinny archiv Thun-
-Hohensteinti, D&Cin - dodatky.

NA = N[umer]o der Anzahl

NB = N[umer]o der Bezeichnung

G = im Geldwerth (Fl[orin] Kr[euzer] D[enar])
E = Erlduterung

NA NB G E

Gemilde auBer der Sammlung
1. die Verkiindigung des Engels 1 470 -
2. dtto heil. Maria 1 471 -

3. der Sonnenuntergang in vergoldeten Rahmen
1 45 -
Caspar David Friedrich, K#i% v hordch (Décinsky
oltdf), (platno, 115 x 110 cm, Staatliche
Kunstsammlungen Dresden, Galerie Neue
Meister, inv. ¢. 2197 D).

4. Landtschaft, Gebirgtsgegend 1 62 -
Caspar David Friedrich, Ceskd krajina (platno,
70 x 104,5 cm, Stuttgart, Staatsgalerie, inv.

&. 1380) nebo Caspar David Friedrich, Ceskd
krajina s Milesovkou (platno, 70 x 104 cm,
Staatliche Kunstsammlungen Dresden, Galerie
Neue Meister, inv. ¢. 2197 E).

5. dtto 1 63 -
Caspar David Friedrich, Ceskd krajina (platno,
70 x 104,5 cm, Stuttgart, Staatsgalerie,
inv. &. 1380) nebo Caspar David Friedrich,
Ceskd krajina s MileSovkou (platno, 70 x 104 c¢m,
Staatliche Kunstsammlungen Dresden, Galerie
Neue Meister, inv. €. 2197 E).

6. Kreidengebirgsgegend, Sepia 1 64 -
Tuto kresbu zakoupil Franti§ek Antonin Thun
v roce 1808 od Caspara Davida Friedricha spolu
s malbami uvedenymi v Inventafi pod &isly 3,
4, 5. Nakupy Friedrichovych dél se podrobné
zabyvéa Otto Chmelik 2011 ve sborniku: Bohemia
- Saxonia: vybrané otdzky déjin éeskych zemi a Saska
a jejich prameny v archivech obou zemi, s. 205-211,
212-222.

7. Christus das Brot segnend, Pastel 1 93 -
8. Anna, Maria und das Kind Jesu auf Holz
1 258 -

Fiir Tetschen merkwiirdige Thier Abbildung
9. der im Schuneeberger Revier geschossene Luchs
1 - -
Stfedoevropsky malif 2. poloviny 18. stoleti,
Rys v krajiné (platno, 78,5 x 101,5 cm, NPU, UPS
v Praze).
10. dtto Hirsch 1 - -
11. [der] bey Malschwiz gefangene groSen Welz
1 - -
NPU, UPS v Praze.
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12. [der] groBe Schwaan 1 - - -

13. e¢in Hund und 1 Katze 1 - - -
Anonym, Cernobilij pes a éernobild kocka pred oknem
(platno, 53 x 76 cm, NPU, UPS v Praze).

14. ein Hund und Rebhiihner 1 - - -
15. Abbildung der alten Burg Tetschen 1 - - -

Anonym, Zdmek Décin se zahradou (platno,
103 x 161 cm, NPU, UPS v Praze).

16. [Abbildung] der vordern Schlofies Tetschen
1 - - -
Anonym, Vijchodni kfidlo dééinského zdmku po
barokni pfestavbé (platno, 139 x 177,5 cm, NPU,
UPS v Praze).

17. [Abbildung] der Stadt und des SchloBes Tetschen
v[on] Nordost 1 - -
Lorenz Pfeiffer, Pohled na zdmek a mésto Dééin
(platno, 144 x 198,5 cm, NPU, UPS v Praze).

18. [Abbildung] der Schweinjagd auf der Frauenwiese
nebst dem SchloBe Tetschen 1 - - -
Stfedoevropsky malif 2. poloviny 18. stoleti,
Hon na kance pod dééinskym zdmkem (NPU, UPS
v Praze).

19. [Abbildung] der eroberten Stadt Tetschen durch
die Kroaten so samt dem SchloBe 1 - - -
Franz Josef Peschke (?), Vpdd Chorvatii do Décina
(platno, 107 x 38 cm, NPU, UPS v Praze).

20. [Abbildung] der Stadt und des SchloBes
Tetschen und des Lagers 1 - - -
Stfedoevropsky malif 2. poloviny 18. stoleti,
Tdbor 17000 musii pred Décinem (platno,
75 x 110 cm, NPU, UPS v Praze).

21. [Abbildung] einer Hirschjagd beym Hopfenberge

1 - - -

Stfedoevropsky malif 2. poloviny 18. stoleti,
Hon na jeleny (platno, 132 x 163 cm, NPU, UPS
v Praze).

[Abbildung] der Tetschner Grundherrn und
Familienstiicke

22. [Abbildung] Jok[ann] Sigmund Graf v[on] Thun
1 - - -
Stfedoevropsky malif 2. &tvrtiny 17. stoleti,
Jan Zikmund Thun-Hohenstein (platno,
180 x 96 cm, NPU, UPS v Praze).

23. [Abbildung] dessen 2. Gemahlin von Wolkenstein
1 - - -
Stfedoevropsky malif 2. Etvrtiny 17. stoleti, Anna
Markéta Thunovd, roz. x Wolkenstein-Trostburg
(platno, 195 x 99 cm, NPU, UPS v Praze).
24. [Abbildung] dessen 3. Gemahlin von Oettingen
1 - - -
Némecky malif poloviny 17. stoleti, Markéta
Anna Thunovd, rox. % Oetttingen-Baldern (platno,
180 x 111 cm, NPU, UPS v Praze).

25. [Abbildung] Joh[ann] Sigmund Graf v[on] Thun

auf Todbette 1 - -
26. [Abbildung] Max Graf von Thun als Knabe
1 oo L

Stfedoevropsky malif poloviny 17. stoleti,
Maxmilidn Thun-Hohenstein (platno, 139 x 93 cm,

e

Oblastni muzeum v D&Eing, inv. ¢. O 384).
27. [Abbildung] desselben als Mann 1 - - -
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28.

29.

30.

31.

32.

33.

34.

35.

36.

[Abbildung] Johann Ernst Graf von Thun als
Erzbischoff von Salzburg 1 - -
Stfedoevropsky malif 2. poloviny 17. stoleti,
Johann Ernst Thun- Hohenstein (platno,

104 x 82,5 cm, Oblastni muzeum v D&CngE,
inv. ¢. O 381).

[Abbildung] Konstantin Graf von Thun als Kind

1 - - -
St¥edoevropsky malif poloviny 17. stoleti,
Konstantin Thun-Hohenstei, (platno, 116 x 95 cm,
NPU, UPS v Praze).

[Abbildung] Rudolf Graf von Thun als Kind

1 - - -
St¥edoevropsky malif poloviny 17. stoleti, Rudolf
Thun-Hohenstein (platno, 113 x 96 cm, NPU, UPS
v Praze).

[Abbildung] Grifin Suys geboren Grifin v[on]
Thun - - - -
StFedoevropsky malif 2. poloviny 17.

stoleti, Ddma s fetézy (Kldra Frantiska ze Suys,

roz. Thunovd) (platno, 103 x 87 cm, NPU, UPS

v Praze).

[Abbildung] Grdifin Thun gemahlin des Grafen Max
geborne Fiirstin Lichtenstein - - - -
Stfedoevropsky malif 2. poloviny 17. stoleti,
Marie Maxmilidna Thunovd, roz. % Liechtensteinu
(platno, 128 x 100 cm, NPU, UPS v Praze).

[Abbildung] Graf Joh[ann] Josepf von Thun

1 273 - -
Stfedoevropsky malif poloviny 18. stoleti, Jan
Josef Thun-Hohenstein (platno, 88 x 66 cm, NPU,
UPS v Praze).

[Abbildung] Graf Wenzel von Thun als Oberster
des Regiments Ellrichhaufen 1 156 - -

[Abbildung] Graf Wenzel von Thun als General

1 46 - -
Jean Jerzabeck, Vdclav Josef Thun-Hohenstein
(platno, 60 x 45 cm, NPU, UPS v Praze).

[Abbildung] Grifin Mariana v[on] Thun Gemahlin
des Grafen Wenzel, geb[orne] Grifin Kolowrat
Libstensky 1 157 - -
Jean Jerzabeck, Marie Anna Thunovd,

roz. Liebsteinskd z Kolowrat (platno, 60 x 45 cm,
NPU, UPS v Praze).

Verschiedene

38

39.

40

41.

42

43.

44

45.

46

. Abbildung der gesammten Offiziere des Regimentes

Ellrichhausen 11 208 - -

Stammbdume der alte grif[lichen] Thunische
1 - - -
. [Stammbiume] der neuere dtto 1 - - -
[Stammbiume] der neuesste dtto 1 - - -

. Stammbdume] der grifl[lichen] Hohenzollerische
1 - - -

[Stammbidume] der grifl[lichen] Oettingische
1 - - -

. [Stammb#ume] der grifl[lichen] Halmische
1 - - -

[Stammbédume] der grifl[lichen] Leiningische
1 - - -

. [Stammbéume] der grifl[lichen] Lichtensteinische
1 - - -

Bil
1.

W

. GroBe Seefahrt

. dtto

Ider in der hochgrif[lichen] Gallerie

GroBe Seefahrten  Aisemann 2 - 100 -
Johann Anton Eismann, Plachetnice na mo¥i I-IV
(platno, 140 x 260 cm, NG v Praze, inv. €. O 9556;
0O 9557, O 9558, O 9559).

Aisemann 1 - 50 -
Johann Anton Eismann, Plachetnice na mo#i I-IV
(platno, 140 x 260 cm, NG v Praze, inv. &. O 9556;
O 9557, O 9558, O 9559).

Aisemann 1 - 45 -
Johann Anton Eismann, Plachetnice na mo¥i I-IV
(platno, 140 x 260 cm, NG v Praze, inv. ¢. O 9556;
0O 9557, O 9558, O 9559).

4. Viehstiicke  Rosa 2 - 20 -
5. Sodoma und Comora  Aisemann 2 - 25 -
6. Grofie Belagerungen ~ Aisemann 2 - 300 -

~

8.
9.
10

11.

12.
13.
14.

15.

16. Petrus und Paulus

17. Konig Salomon, Senega

18

Johann Anton Eismann, Bitva a Bitva v hordch
(platno, 148 x 260 cm, NG v Praze, inv. €. O 9554,
O 9589).

Die Verkiindigung der Geburt Christi
Heinrich Roos 1 -
Johann Heinrich Roos, Zvéstovdni pastyiiim
(platno, 153,5 x 123,5 cm, NPU, UPS v Praze).

150 -

Belagerungen ~ Aisemann 2 - 60 -
Hunde mit Wildpret ~ Snieders 2 - 30 -
. Seefahrten  Aisemann 2 - 40 -

Pravd&podobné: Johann Anton Eismann,
Capriccio s kostelem Santa Maria della Salute

v Bendtkdch (?) (platno, 98 x 176 cm, NG v Praze,
inv. ¢ O 9551) a Johann Anton Eismann a dilna,
Lodé u pobrezi (platno, 100 x 177 cm, NG v Praze,
inv. ¢. DO 4982).

Belagerungen ~ Aisemann 2 - 50 -
Pravdépodobné: Johann Anton Eismann -
nasledovnik Obléhdni mésta (platno, 101 x 181 cm,
NG v Praze, inv. ¢. O 10476) a Johann Anton
Eismann - dilna, Ndmo#ni bitva (platno,

100 x 176 cm, NG v Praze, inv. & O 10477).

Historisches ~ Unbekannt 1 - 24 -
Rembrands Portrait  Renbrand 1 - - -
Landschaft ~ Ruland Zaveny 1 - 200 -

David Vinckboons, Krajina s loveckou spolecnosti
(platno, 109 x 142,5 cm, NG v Praze, inv. ¢&. DO
4977).

Kleopatra, Moyses, Seneca, Diogenes

Rothmayer 4 - 320 -
Johann Michael Rottmayr, Smrt Senekova (platno,
127 x 181 cm, NG v Praze, inv. ¢. O 9664);
Kleopatfina hostina (platno, 126,5 x 180,5 cm,
NPU, UPS na Sychrovg, Statni zdmek

Litomysl, inv. & 22), Nalezeni Moj%ise (platno,
126,5 x 181 cm, NPU, UPS v Praze), Smrt
Sofonisby (platno, 115 x 181, 5 cm, NPU, UPS na
Sychrové Statni zamek Litomys3l, inv. &. 20).
Brandel 2 - 14 -

Rothmayer

2 - 160 -
Johann Michael Rottmayr, Smrt Sofonisby
(platno, 115 x 181,5 cm, NPU na Sychrové).

Francesco Passano
1 - 600 -

. Grofies Jahrmarktstiick
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Francesco Bassano - kopie, Velky Trh 41. Frauenzimmer Portrait Unbekannt 1 - 4 -
(platno, 180 x 290 cm, NG v Praze, 42. Blumen Stiicke ~ Unbekannt 2 - 14 -
inv. €. O 10559). . .
i 1 l 43. Ein Frauenzimmer ~ Unbekannt 1 - 4 -
19. GroBes Schdferstiick mit vielen Figuren .
aus Rubens Schule 1 200 . 44 Ein Schlafender ~ Unbekannt 1 - 15 -
20. Kleines Stiick aus der Biblischen Geschichte 45. Belagerung A1s?mann / 1 o 26 -
Johann Anton Eismann - dilna, Obléhdni
Unbekannt 1 - 5 - L i
mésta (platno, 100 x 177 cm, NG v Praze,
21. Kleine Landschaft mit Vieh inv. & DO 4983).
Unbekannt 1 - 15 -
46. Kriegschiffe ~ Aisemann 2 - 50 -
22. Hetzen  Hamillon 2 - 50 - oo . . .
47. Der heil. Hieronimus Daniel Seiters1 - 40 -

23. Portrait des H[errn] Grafen ~ Hanz [Maler]
1 - 350
Hans Maler, Anton Fugger (dfevo, 65 x 58,5 cm,
NPU, UPS v Praze).
24. Kleine Landschaften ~ Unbekannt 2 - 6 -
25. Viehstiikeln ~ Pietro Rosa 2 - 12 -
Philipp Peter Roos, Kiifi a kozy na pastvé (platno,
47,8 x 64,5 cm, NG v Praze, inv & O 9573).
K této malbé& v3ak teoreticky mtiZeme vztadhnout
také obraz zapsany pod polozkou &. 4.
26. Kleine Batallien  Querfurt 2 - 20 -
27. Taufe Christi im FluBe Jordan =~ Unbekannt
1 - 60 -
Hans Rottenhammer - Jan I Brueghel kopie,
Kiest Krista (m&d, 33 x 49 cm, NG v Praze,
inv. ¢. O 9581).
28. Abnehmung Christi vom Kreuze  Durers Schiile
1 - 25 -
Marcellus Coffermans, Snimdni % kfige (dfevo,
50,6 x 40 cm, NG v Praze, inv. ¢. DO 4995).
29. Die heil[ige] 3 Konige  Franzisko Frank
1 - 60 -
? Frans II Francken - nasledovnik, Klanéni tFi
krdlii (dfevo, 58 x 72,5 cm, NG v Praze, inv.
¢. 0 9596).
30. Kleine Batallien — Graziani 2 - 14 -
Pietro Graziani, Bitevni scéna I a 11
(platno, 32 x 42,5 cm, NPU, UPS v Praze).
31. Seefahrten  Starck und Welde 2 - 60 -
Jan Josefsz. van Goyen, Boufe na vodé
(d¥evo, 43 x 68,5 cm, NG v Praze, inv. ¢. O 9570).
32. Kleine Seefahrt  Unbekannt 1 - 15 -
Noch Bilder
33. Vigelstiicke  Paitter 2 - 16 -
34. Architecktur Sticke  Unbekannt 2 - 18 -
35. Kleines Landschéftchen ~ Grund 1 - 6 -
36. dtto  Brandel 1 - 6 -
37. Pferde auf der Weide ~ Unbekannt 2 - 8 -
38. Batallien  Unbekannt 2 - 7 -
Pravdépodobné: Nezndmy malif 18. stoleti,
Bitva I. a IL (platno, 63,5 x 94,5 cm, NG v Praze,
inv. ¢. O 9574 a O 10556).
39. Ein Singerin ~ Unbekannt 1 - 4 -

40. Ein historisches Stiick Unbekannt 1 -

Johann Georg Hamilton (?), Lov na kance (platno,

60,5 x 74,5 cm, NG v Praze, inv. €. O 9560);

Johann Georg Hamilton (?), Lov na jelena (platno,

60 x 75 cm, inv. ¢. O 9577).

12

Bulletin of the National Gallery in Prague XXIV/2014

48.
49.
50.

51.

52.

Ttalsky malif 17. stoleti (?), Sv. Jerongm (platno,
97 x 73 cm, NG v Praze, inv. . O 9586).

Kiichenstiick ~ Unbekannt 1 - -
Philosoph ~ Unbekannt 1 - 5
Landschaften ~ Aisemann 2 - 20
Johannes der Taufer ~ Unbekannt 1 -

Viehstiick ~ Aisemann 1 - 25

Pravd&podobné: Johann Anton Eismann, Stddo

ve zficenindch (platno, 98 x 176 cm, NG v Praze,
inv. ¢. O 9552).

53. Der Philosoph beim Tisch ~ Unbekannt
1 - 5

54. Alte Minner ~ Unbekannt 2 - 8

55. Historisches ~ Unbekannt 1 - 24

56. Johannes predigend in der Wiiste  Unbekannt

57. GroRe Friichten Stiicke ~ Maxmilian Feiler

2 - 160
Maximilian Pfeiler, Zdtisi s ovocem, zeleninou
a hudebnimi ndstroji, (platno, 115 x 176 cm, NG
v Praze, inv. €. DO 4980) a Zdtisi s ovocem,
zeleninou a fontdnou (platno, 115,5 x 176 cm, NG
v Praze, inv. ¢. DO 4981).

58. Viehstiicke Heinrich Roos Schule 2 - 40

59. Die Arche Noe  Unbekannt 1 - 12
Stfedoevropsky malif 18. stoleti, Archa
Noemova (platno, 76 x 95,5 cm, NG v Praze,
inv. €. O 10489).

60. Samson ~ Unbekannt 1 - 10
Peter Paul Rubens - kopie, Zajeti Samsona
(platno, 116,5 x 134 cm, NPU, UPS v Praze).

61. Eine Landschaft und Seefahrt™  Aisemann

2 - 35

62. Ein Schlafender Konig mit vielen Figuren
Unbekannt 1 - 30

63. Frauenzimmer mit einen Mohren
Unbekannt 1 - 5

64. Landschaft 1 - 4

65. Lazarus wird von Tode erweckt 1 - 50
Stfedoevropsky malif 18. stoleti, Vzkfiseni
Lazara (platno, 104 x 95 cm, NG v Praze,
inv. €. O 10482).

Noch Bilder

66. Crucifix ~ Brandel 1 - 6

67. Der Haus Vater aus dem Evangelium  Ivan Hinasy

1 - 150
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68. Mars und Venus  aus der Schule v[on] Tick
1 - 20 -
Thomas Willeboirts Bosschaert - dilenska
(?) kopie, Venuse a Aeneas (Portrét braniborského
kurfifta Fridricha Viléma) (platno, 144 x 113 cm,
NPU, UPS v Praze).

69. Kleines Portrait  Hen. Vandel 1 - 6 -
Pozndmky
Nase podékovani nilezi Lubomiru Slavi¢kovi,
na jehoZ poznatky o thunovském sbératelstvi
text tohoto piispévku navazuje, dile pak
Otto Chmelikovi, ktery nas na Inventaf
1814 upozornil, a Radce Tibitanzlové, jez se
vyznamné podilela na pFepisu Inventare. Viem
vy$e uvedenym kolegiim také d€kujeme za cenné
rady, kterymi pfispéli ke vzniku tohoto textu.
Text tohoto pfispé&vku navazuje na publikaci:
FrantiSek Suman (ed.), Mistrovskd dila thunovské
obrazdrny na décinském zdmlku, DEEin 2014.
1 Statni oblastni archiv (dale SOA) Litomé&Fice,
pobocka D&Ein, RA Thun-Hohensteiné Kl4sterec
nad Ohii 1459-1816 (déle jen RA Thun, D&Ein),
sign. L] 34/7, kart. &. 24: VerzaichnuB Was nach IThr
Genaden Herrn Herrn Johann Sigismund Graffen von
Thun p. Seeliges Todt, vor Mobilien und andere Sachen,
in dem Minichischen Haus zu Prag sich Befunden,
und wie hernach folget den 21. Augusti Anno 1646
Beschrieben und Verzeichnet worden, al§ Nemblich;
cit. podle Lubomir Slaviéek, Prolegomena ke
sbirkdm obrazié hrabé&ci rodiny Thuni, in:
FrantiSek Suman (ed.), Mistrovskd dila thunovské
obrazdrny na décinském zdmku, DEEin 2014.
2 Petr Macek - Pavel Zahradnik, Toskansky
paléc - predstavy architekta a stavebnika
v konfrontaci s danym prost¥edim, Priizkumy
pamdtek VI, 1999, &. 1, s. 21-40; Lubomir
Slavigek, Der rechte Splendor der Einrichtung.
Das Palais Graf Maximilian Thuns auf der
Prager Kleinseite und seine Ausstatung zu
Beginn des 18. Jahrhunderts, Wiener Jahrbuch fiir
Kunstgeschichte LIV, 2007, s. 193-206.
3 TJaroslav Schaller, Beschreibung der konigl. Haupt-
und Residenzstadt Prag 2, Prag 1795, s. 200, cit. in:
Lubormir Slavi¢ek, in: Suman (cit. v pozn. 1).
4 RA Thun, D&in, sign. A 2 VIII 1a:
Schenkungsurkunde der grifl. Geschwister Thun
iiber die Familiengalerie fiir das 2te Majorat Tetschen
[dat.: 29. 8. a 28. 9. 1794]; cit. in: Lubomir
Slavi¢ek, Artium liberatium fautori. Thunové
mezi mecenatem a sbé&ratelstvim, ,Sobé, uméni,
prdteliim®. Kapitoly % déjin sbératelstoi v Cechdch a na
Moravé 1650-1939, Brno 2007, s. 25-26.
5 RA Thun, Dé&¢in, sign. A 2 VIII 1a: kvitance
Franze Artla za transport obrazarny z Prahy
do Dé&¢ina po Vltav€ [dat. 6. 5. 1797]. Existenci
obrazarny doklada také Johann Gottfried
Sommer, Das Konigreich Bohmen. Leitmeritzer
Kreis, Prag 1833, s. 235. Dal3i informace
k obrazarné na dé¢inském zdmku pfinasi Franz
Klutschak, Bohmische Adelssitze als Zentralpunkte

volkswirtschaftlicher und humanitérer Bestrebungen.

I. Schloss Tetschen, Prag 1855, s. 23-24; cit. in:
Slaviéek (cit. v pozn. 4), s. 92, pozn. 63.

6 Klutschak (cit. v pozn. 5), s. 25.

7 Lubomir Slavigek, in: Suman (cit. v pozn. 1).
8 Verzeichnis der im griftlich Thunschen Schlosse
zu Tetschen befindlichen Gemdlden und Kupferstichen
[Carl Wiirbs, September 1873; SOA LitoméfFice,
poboc¢ka D&Ein, Rodinny archiv Thun-
-Hohenstein#i, D&Cin; sign. A-2-XIX].

9 Samostatnou studii ¢innosti hrab&te Frantiska
Antonina Thuna v€novala Marcela Zemanova
Oubrechtova, Historie obrazové sbirky dé¢inské
vétve hrabé&ci rodiny Thunt, 2. &ast (1814-1883),
in: Suman (cit. v pozn. 1).

10 Prepodet konvenéni mény a rakouské mény
byl: 1 zlaty konvenéni mény = 1,05 zlatého
rakouské mé&ny, zatimco 1 zlaty videtiské mény
= 0,42 zlatého rakouské mény.

11 Rakouskd ména byla platna 1857-1892/1900.
12 Lubomir Slavi¢ek (cit. v pozn. 4), s. 87;
Lubomir Slavigek, in: Suman (cit. v pozn. 1).

13 Martina Jandlova Soskova, in: Suman

(cit. v pozn. 1), s. 92-97, €. kat. 16-19.

14 Martina Jandlova Soskovs, in: ibidem.

s. 90-91, €. kat. 15.

15 Verzdichnus Der sich in den Hochgrdffl.
Thunischen Héusern befindlichen Mahlereyen, so
geschdtzet worden, wie folget, cit. in: Lubomir
Slaviek, Obrazova sbirka Thunti kolem roku
1700, Uméni LIV, 2006, s. 357-366.

16 US Thun, Klaterec, sign. Ss2/4, inv. &. 386,
kart. €. 91, cit. in: Slavi€ek (cit. v pozn. 15),

S. 363, pozn. 49; nejnovéji Lubomir Slavi¢ek in:
Suman (cit. v pozn. 1).

17 Martina Jandlova Sogkovs, in: Suman

(cit. v pozn. 1), s. 98-99, &. kat. 20.

18 Ibidem, s. 88-89, ¢. kat. 14.

19 Obraz Capriccio s kostelem Santa Maria della
Salute v Bendtkdch by viak mohl tvofit proté&jsek
také s obrazem Stddo ve zFicenindch (Narodni
galerie v Praze /dile NG v Praze/, inv. €. O 9552)
- v tom pfipadé by oba obrazy souvisely
pravdépodobng s malbami zapsanymi pod &. 61
Landschaft und Seefahrt (ve Wiirbsové seznamu
ve zné&ni Landschaft, Befestigtes Schloss am Meer).
Pravd&podobnéjsi je viak prvni navrzené feeni.
20 Obraz inv. &. O 10477 vznikl ve druhé
poloving 17. stoleti v malifové dilng, zatimco
obraz inv. . O 10476 je dilem Eismannova
nasledovnika z pfelomu 17. a 18. stoleti nebo
pocdatku stoleti osmnéctého.

21 Lubomir Slavigek, in: Suman

(cit. v pozn. 1), s. 72-73, &. kat. 8.

22 TIbidem, s. 109-111, &. kat. 24.

23 Ibidem, s. 112-113, &. kat. 25.

24 Tbidem, s. 116-117, &. kat. 27.

25 Slaviéek (cit. v pozn. 15), s. 363.

26 US Thun, D&Gin, sign. Ss2/4, inv. ¢. 386,
kart. €. 91, cit. in: Slavigek (cit. v pozn. 15),

S. 363, pozn. 52 (cit. v pozn. 13), nejnovéji
Lubomir Slaviéek in: Suman (cit. v pozn. 1).
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27 Nirodni archiv, fond Statni pamaétkova
sprava, inv. &. 201, Jilové u Podmokel, kart. &. 137.
28 Lubomir Slavigek, in: Suman

(cit. v pozn. 1), s. 114-115, &. kat. 26.

29 Lubomir Slavi¢ek, in: ibidem, s. 114.

30 Petr Pfibyl, in: ibidem, s. 66-67, &. 6.

31 Na pravdépodobné autorstvi Johanna
Georga Hamiltona (?) upozornila Ludmila
Ourodova.

32 Podle Wiirbsova seznamu to byla tato
dila: Sodoma und Gomorha, malba pfipisovana
Eismannovi (€. 5); Geburt Christi obraz
pFipisovany Roosovi (€. 7); St Paulus piipisovany
Brandlovi, Kreuzabnahme (Diirers Schule (E. 28);
Der HI. Hieronymus Daniela Seiterse (€. 47);
Brustbild eines alten Mannes mit 1 Buche (E. 49);
Johann der Taufer (€. 51); Lazarus vom Tode erweckt
(8. 65); Crugzifix (€. 66).

33 Martina Jandlova Soskova, in: Suman

(cit. v pozn. 1), s. 101-102, €. kat. 22. V pfipadé
tohoto obrazu v3ak nelze jednoznaéné vylouéit
moznost jeho ztotoZnéni s polozkou &. 4

(v Inventéf¥i 1814 zapséna jako Viehstiicke. Rosa, ve
Wiirbsové seznamu pak jako Thierstiicke.Rosa /?/).
34 Stitni okresni archiv (dale SOkA) D&¢in,
fond Méstsky narodni vybor Jilové, inv. &. 116,
kart. &. 41.

35 Originélni kompozice Hanse
Rottenhammera a Jana I. Brueghela je uloZena
v Bayerische Staatsgemildesammlungen

v Mnichové (mé&d, 33 x 44 cm, inv. ¢. L 760);
Martina Jandlova Sogkov4, in: Suman

(cit. v pozn. 1), s. 69-71, &. kat. 7.

36 Olga Kotkovj, in: ibidem, s. 62-64,

¢. kat. 4.

37 Andrea Rousovj, in: ibidem, s. 85-86,

¢. kat. 13.

38 Pavel Stépanek, in: ibidem, s. 79-81,

¢. kat. 11.

39 C(Cit. v pozn. 1.

40 SOA Litomé&fice, pob. D&in, RA Thun,
Dé&c¢in, A 3 XXIII, C III/III 1028.

41 Slaviéek (cit. v pozn. 15), s. 362.

42 Tento obraz nebyl nacenén; ve Wiirbsové
seznamu m4 cenu 10 zlatych a je umistén

v kapli.

43 Tato malba neni nacenéna, ve Wiirbsové
seznamu je zapsana s poznamkou, Ze chybi
(,fehlt®).

44 SOA Litoméfice, pobo¢ka D&Ein, RA Thun-
-Hohenstein, D&&in, inv. €. 459, kart. &. 129,

T 122/32.

45 Martina Jandlova Sogkovi, in: Suman

(cit. v pozn. 1), s. 103-105, &. kat. 22,23.

46 Lubomir Slavitek, in: ibidem, s. 76-77,

¢. kat. 10.

47 TIbidem, s. 82-83, ¢. kat. 12.

48 SOA Litoméfice, pobo¢ka D&Ein, RA Thun,
Dé&¢in, dodatky k signatufe A 3 XXVII, dentk
Jaroslava Thuna (nestr.)

49 Vsiechna tato dila je mozné identifikovat
na fotografiich prazského paldce z roku 1912.
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SOA Litoméfice, pobocka Dé&Ein, RA Thun-
-Hohenstein, D&&in, dodatky.

50 SOA LitoméFice, poboc¢ka Dé&¢ina, RA Thun-
-Hohenstein, D&Cin, dodatky k signatufe A 3
XXVII, denik Jaroslava Thuna, ¢ast XXXVII,

s. 7884, zapis z 27. 7. 1919.

51 SOA Litomé&fice, pobo¢ka D&¢in, UR Thun-
-Hohenstein, D&Cin, inv. &. 459, kart. &. 129,
T 122/32.

52 Hana Slavitkova, Portrétni galerie Thun-

-Hohensteinii: Katalog vijstavy v Okresnim muzeu Décin
Cerven-zdii 1998, DECIn 1998, s. 71.

53  Seznam obrazi a soch uskladnénych od

19. dubna 1948 v poboéce Ndrodni galerie na Zbraslavi
a deponovanijch ndrodni spravou zdmku v Kolodéjich.
Archiv Narodni galerie v Praze (ddle ANG), fond
1945-1958, kart. ¢. 14, slozka 251/105.

54 SOKA Dé&&in, fond Méstsky narodni vybor
Jilové, inv. &. 116, kart. &. 41.

55 FrantiSek Suman, in: Suman (cit. v pozn. 1).
56 Sexnam obrazii cennijch ze dne 6. 9. 1946.
Pfedavaci seznam obrazt z définského zamku.
SOKA Dé&¢in, fond Mé&stsky narodni vybor Jilové,
inv. &. 116, kart. ¢. 41.

57 Ustav d&jin uméni AV CR, odd.
dokumentace, fond. Z. Wirth, Zamek Jilové

u Dé&&ina, inv. ¢. 1356, kart. &. XV.

58 ANG, fond NG 1945-1958, kart. &. 14, slozka
251/11.

59 Kristina Uhlikov4, Narodni kulturni komise
1947-1951, Fontes historiae atrium X1, Praha 2004,
s. 30.

60 Ibidem, s. 26-27.

61 ANG, fond NG 1945-1958, kart. &. 14,
slozka 251; cit. in: Frantifek Suman, in: Suman
(cit. v pozn. 1).

62 Ustav dé&jin uméni AV CR, odd.
dokumentace, fond. Z. Wirth, Zamek Jilové

u Dé&¢ina, inv. &. 1353 a 1369, kart. & XV.

63 Niarodni archiv, fond Statni pamétkova
sprava, inv. ¢. 201, Jilové u Podmokel, kart. &. 137.
64 Do spravy Narodni galerie v Praze byla

pak dila pfevedena jednostrannym opatienim
Statni pamatkové spravy v likvidaci z roku 1963.
& j. 3883/62, &. pt. 121/63 (28. 5. 1963).

65 ANG, fond NG 1945-1958, kart. ¢&. 14,
slozka 251.

66 Ibidem.

67 Ibidem.

68 Tato skupina celkem 48 pfedmétd byla do
NG pfedana na zdklad€ reversu ze dne 8. 6. 1948
(€. j.) 1233/1948.

69 V reversu, ktery byl zhotoven na zikladé
tohoto seznamu je atribuce Holandsky malif

18. stoleti zménéna na: Italsky malif z 18. stoleti.
70 Pomérné velkou skupinu prokazatelné
thunovskych obrazu (jejich pivod dokazuje
predevsim razitko ,Radioodbor ONV Dé¢in“),

které se dnes nachazeji ve sbirkdch NG v Praze,
ale také ve sbirkiach dal3ich instituci, neni
mozné s jistotou v Inventari 1814 identifikovat,
napf. Battista Dossi, Klanéni tfi krdli, d¥evo,



33 x 28 cm, NG v Praze, inv. ¢. O 9579 nebo
Lovecké vijjevy Johanna Christiana Branda

(NG v Praze, dfevo, 30 x 41 cm, inv. & O 9567,

0 9568), Vlamsky mali¥, Krajina s Panem a nymfou
Syrinx, NG v Praze, platno, 50,5 x 65 cm,

inv. & O 9584. Nabizeji se dvé mozna vysvétleni
- bud obrazy byly v okamziku pofizeni soupisu
umistény v n€kterém z dalsich thunovskych sidel
(pFedevdim v prazském palaci v Nerudové ulici),
nebo byly zakoupeny aZ po roce 1814, resp. 1873.
71 Narodni archiv, fond Statni pamétkova
spréava, inv. €. 201, Jilové u Podmokel, kart. &. 137.
72 Ibidem.

73 Viz polozka €. 25 v tomto inventafi.

74 Je zde teoretickd moZnost ztotoznéni
obrazt s malbami Capriccio s kostelem Santa Maria
della Salute v Bendtkdch (?), NG v Praze (O 9551)

a Stddo ve zficenindch, NG v Praze (O 9552);

viz pozn. €. 19.

Sexnam vyobrazeni
1 Johann Anton Eismann, Bitva, Narodni galerie v Praze.

2 Johann Anton Eismann, Capriccio s kostelem Santa
Maria della Salute v Bendtkdch (?), Narodni galerie
v Praze.

3 David Vinckboons, Krajina s loveckou spole¢nosti,
platno, Nérodni galerie v Praze.

4 Johann Michael Rottmayr, Smrt Senekova, Narodni
galerie v Praze.

5 Hans Maler, Podobizna Antona Fuggera, Narodni
pamatkovy Ustav.

6 Marcellus Coffermans, Snimani z krize, Narodni
galerie v Praze.

7 Jan Josefsz. van Goyen, Boure na vodé, Narodni
galerie v Praze.

8 Maximilian Pfeiler, Z4tisi s ovocem, zeleninou
a fontdnou, Néarodni galerie v Praze.

9 Damsky salon v zapadnim kridle dé¢inského zamku
s obrazy Johanna Antona Eismanna a Caspara Davida
Friedricha.

10 Jidelna prazského Thunovského palace s obrazy
Maximiliana Pfeilera a Johanna Georga Hamiltona (?).
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ARCHIV

Viktor Stretti o sobé, TGM
a ve vzpominkach pratel

OLGA PUJIMANOVA-STRETTI

Viktor Stretti (1878-1957) se Fadi mezi vyznamné ¢eské malite a grafiky. Po absolvovani
studia malby u profesora Zeniska na Umélecko-priimyslové 3kole a Akademii vytvarnjch
uméni v Praze se nékolik let zdokonaloval na $kolach v Mnichové a Pafizi. Postupné se
vypracoval ve znamenitého portrétistu a diky ¢astym zakazkam se mohl stat nezavislym
umélcem. Zalibeni ale nasel predevsim v autorské grafice. Mimoradny zajem o grafiku
jej vedl spolu s podobné smyslejicimi vytvarniky az k zaloZeni SdruZeni ¢eskych umélci
a grafikd Hollar. Phsobil i ve Spolku vytvarnych umélci Manes.

Détstvi prozil v Plasich, kde jeho otec Karel pisobil jako 1ékat rodiny Metternichd.
Po nékolika letech se ale cela rodina odstéhovala do Prahy. Strettiovi zachovavali hlu-
bokou rodinnou soudrznost, navstévovali se a pofadali hudebni vecirky. Diky t€émto
blizkym vztahdim se do spole¢nosti pribuznych dostala i Olga Pujmanova. Mohla tak
zaznamenat osobni vzpominky na svého prastryce, jeho bratry Richarda a Jaromira a na
svého dédecka Bohuslava. Stryce Viktora vidéla vidy jako vaZeného a zaroveri veselého
muZe, a to i v dobé, kdy se po roce 1948 vytratil zdjem o portrétovani a Stretti se dostal
do existen¢énich potizi.

Na osobnost Viktora Strettiho vSak miZeme nahlédnout rovnéz pies jeho ruko-
pisy a korespondenci z archivni poziistalosti. BEhem svych cest po Evropé se setkaval
s umeélci, literaty, hudebniky i se ¢leny vysoké aristokracie, o nichz vypravél a s nimiz
si psal. Jako portrétista se dostal i do prost¥edi ¢eské lechty, maloval v§znamné ceské
podnikatele, politiky a GFedniky. Po vzniku samostatné Ceskoslovenské republiky Stretti
ziskal zakazky na oficialni portréty prezidenti Masaryka a Benese. Pravé vzpominky na
rodinu Tomase Garrigua Masaryka zprostiedkovavaji dalsi pohled na Viktora Strettiho,
tentokrat jako na vtipného vypravéce.

Klicova slova . Viktor Stretti byl bratrem mého dédecka

Viktor §tretti, Olg/aqujmgnové—Stretti, SCUG/HoII/ar/, MUDr. Bohuslava Strettiho,* u n&hoz jsem

SVU Ménes, Tomas Garrigue Masaryk, portrétovani . v v 1% . . .
po tatinkové pfed€asné smrti s mamin-
kou a mladsi sestrou stravila své rané
détstvi. V dédeckové pohostinném domé
v Bélehradské ulici v Praze na Vinohradech
se to hemZilo nav§tévami. Pfichizeli tam
vedle pacientl ¢asto riizni ptitelé a Elenové
nasi rozvétvené rodiny. Mezi nimi pocho-
pitelné i stryc Viktor.2 N&€kdy se necekané
objevil sdm, jen tak na popovidani, jindy
zase, aby si poslechl hudbu. Ve &tvrtek
veder se u nis pé&stovala komorni hudba,
dédeéek byl vyborny violoncellista. Mym
tkolem bylo pfipravit pultiky a noty, byla

186 | Bulletin of the National Gallery in Prague XXI1V/2014



jsem na tuto funkeci velmi hrda. S pot&se-
nim jsem pak veéer poslouchala a pozo-
rovala muzikanty seshora, sedic na Zelez-
nych tocitych schodech, které spojovaly
nas pokoj ve druhém patie s dé€deckovou
ordinaci v prvnim podlazi, kde se hrélo.
Poté&silo mé, kdyz se tam vedle mne jednou
usadil stryc Viktor, ktery mél - aé bezdét-
ny - nebo snad pravé proto - neoby¢ejné
pochopeni pro détskou dusi.

Jak jsem se vzdy té&3ila, kdyz se sesli
vSichni dédeékovi bratfi; bratfici si fikali.
Vedle Viktora starsi Richard? a mladsi
Jaromir,* rovnéZ malif. Richard byl vzdéls-
nim i zamé&stndnim pravnik, niturou viak
rozeny muzikant. Zadné setkani se neobe-
8lo bez jeho klavirni vloZky. Viktor, opfeny
o piano si nohou poklepéaval do taktu,
rytmu. Rodinnym seancim jsme dévaly
pFednost pfed jakoukoli zdbavou - mluvim
tu i za svou sestru Miladu. Nikde jsme se
tak nepobavily jako ve spole¢nosti brat-
¥ikti. KaZzdy z nich mél sviij osobity ptivab
a z4roveti smysl pro rodinnou soudrznost,
zdéd&nou snad po svych italskych pfed-
cich.

Vidala jsem se se strycem Viktorem ¢&asto,
ale obvykle vZdy v celém kruhu rodiny.

O to vzéacnéjsi mi byly chvile, kdy jsem
méla piileZitost se s nim setkat sama, nékdy
na koncerté, nejradéji vdak u nich doma na
nabfezi proti Manesu, kde stryc z arkyie
asto sledoval Prahu v dennich promé-
nach. Nejen stryce, také tetu Idu jsem méla
velmi rdda. Obdivovala jsem jeji kiehkou
exotickou krasu a zaroven jeji smysl pro
praktické stranky Zivota. Vybavuje se mi
zFetelné jedno podzimni odpoledne, kdy
mé teta Ida’ poslala za strycem o patro vys
do ateliéru s malym obcerstvenim. Chtéla,
aby si tam Viktor alesponi trochu odpocinul.
Zacdal pry pred tydnem malovat velky olej
Prahy a od té doby s nim neni Fe€. Stryc mé&
uvital slovy: ,Price udé€lano jako za mésice.
U kazdého je to jiné. Nékdo zatne malo-
vat dirkou v nose. Ja za¢inam vzdy celou
komposici. Je to umé&leét&jsi, klade to viak
vE&tsi pozadavky technické.” - ,Pro¢?” ptala
jsem se a zapsala si jeho odpovéd s pFedse-
vzetim, Ze budu v podobnych zdznamech
pokradovat. K tomu viak bohuZzel nedoslo.
Oba jsme zépasili s Casem.

Nejvice jsem se o ném dovédéla, kdyz mé
stryc portrétoval k mému doktoratu (1952).
Nez se pustil do prace, tise si mne prohlizel
a ja4 v rozpacich neuméla navazat rozhovor.
Teprve po chvili ticha jsem podotkla, Ze
mé& mrzi, kdyz kvili mné ztraci ¢as. Stryc
odlozil tuzku se slovy: ,Jak T& néco tako-
vého mohlo vitbec napadnout!” - ,Snadno,*
$pitla jsem a pFipomnéla mu jeho vlastni
vyrok z mladi, ktery jsem znala z babic-

¢ina vypravéni o tom, jak vtipné& se brat¥ici
g§kadlili a jeden druhého si dobirali. Nikdy
pry se babicka tak nenasmaila, jako kdyz
se tehdy n€kdo z piibuzenstva zasnoubil

a Viktor komicky vzdychal: ,Ach jo, z toho
zas kouka svatebni dar, to budu muset
odmalovat!“® - | Vy¥id Mance, Ze tentokrat
jsem se zasmal zase jal A zopakuj ji moji
vdé&nost za to, Ze tak p&kné vylitila mé
mlédi. Co viechno se tam od ni o mné&
dovidas!“ - usmival se stryc a ja se rado-
vala, Ze oba aspoil na chvili zapomeneme
na tisenl soucasnych let. Tolik nagich p¥atel
bylo zbaveno své prace, kterou milovali,
vysidleno ze svjich domovt, & zavFeno

ve vézeni. O svych starostech stryc nikdy
nemluvil. VE&déla jsem viak, Ze ho trapi. Od
mladi se Zivil malbou podobizen. ,Vitézny
dnor” ho v3ak pfipravil o klientelu a do
portrétovani komunistické vrchnosti se
mu nechtélo. Bylo pouze otizkou &asu,
kdy se na n€ho prezidentska kancelar
obrati s Zadosti o portrét hlavy statu, kdyz
Svabinsky, Boettinger a Nechleba uz byli
po 1éta na v&&nosti. Z malovini podobizny
Klementa Gottwalda se mu nastésti poda-
Filo vyprostit a vymluvit poukazem na svou
vleklou rekonvalescenci po tézkém zépalu
plic. Odmitnout portrétovini prezidenta
Antonina Zipotockého uz si netroufnul.
Zaroveti ho zlobilo, Ze u realistického
pojeti jeho vytvarnych projevii spatiuji
néktefi politicky aspekt.

Poprvé v Zivot€ Viktor vazné stonal a byl
dlouho upoutéin na lazko. Musel v klidu
lezet, nesmél pracovat ani ¢ist. Jako nikdy
predtim mél dost ¢asu, aby mohl nerugeng
vzpominat. Nejradé&ji si pry tehdy pfedsta-
voval své rodisté Plasy, které mé&lo v jeho
Zivot&€ nezastupitelnou roli.

V Plasich bylo totiz zcela netypické,
mimoFadné prostfedi. Pavab pfirody se
tam pojil s umé&leckymi poklady a vzicnym
spoletenskym stykem s kniZeci rodinou
Metternichdl. Pro Viktorovy rodice, ,man-
Zelskou dvojici Strettiovyich, umélecky zalogenou,
s givym smyslem pro vse krdsné to mélo velky
vyznam a neztistalo jisté bez vlivu na umélecké
citéni a naddni déti, které tam mély - Easto
v jednom dni - zcela odlidné zazitky.’”
Kromé 1ékafské péce o kniZete Richarda
Metternicha a jeho rodinu i zamé&stnance
mél Viktortv otec Karel Stretti® na starosti
také obyvatele Plas a §irokého okoli. Pokud
to 8lo, bral na své navstévy nékterého ze
svych potomkd. Chtél mu ukizat nejen
krasu taméjsiho kraje, ale také nuzné
a obtiZné Zivotni podminky mnoha jeho
obyvatel. P4l si, aby jeho déti i bez vysvét-
lovani pochopily vyjimeéné podminky
svého vlastniho Zivota a ziskaly Géinny
soucit s potFebnymi.
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Pro vSechny sourozence Strettitt mélo
jejich rodisté velky v§znam, a v3ichni se
tam po cely Zivot vraceli. Nejéast&ji oviem
Viktor, kterému to umoZiiovalo svobodné
povolani. Jeho vazbu na Plasy - zcela vyji-
meénou - doklddaji jeho vzpominky a kore-
spondence.

» Jak éasto v Zivoté jsem si vzpomenul vdécné na
1 tFidy obecné Skoly, je% jsem prosel v Plasich,

a na vse kladné, co mi pro %ivot daly. Snad vice
celkem, nez vSechny pozdéjsi. Zni snad groteskné,
paradoxné, kdy% to konstatuji, ale nemohu si
pomoci. — Miij cely zdkladni charakterovy postoj,
ndzor na %ivot, na prirodu, na lidi i zvitata, byl
v zdkladu formovdn u v mém détstvi v Plasich.“°

Viktor Stretti klamal svym zevnéjskem.
Ptsobil nepfistupné, spis jako zdrzenlivy
diplomat nezli rozevlaty umeélec. Byl vzdy
peclivé upraven a umél znamenité skryvat
viely zdjem o kazdého blizniho a svou vro-
Zenou soucitnost.

»Ovlddal Fe¢ do subtilnosti, a prece v ném
nebylo nic rétorského ani hereckého; ovlddal svoje
pohyby, Setie gesty, a nepiisobil chténé; jeho neza-
pomenutelny vijraz ofi za brijlemi, pohled spise
zdduméivyj nez unavenyj, byl ogiven vidy vnitinim
soustfedénim. Obdivovali jsme jeho mugnou grdcii,
zdvidéli mu jeho noblesu - tu prirozenou vznese-
nost bez povijSenosti. A st¥idavé jsme %asli nebo
byli dojati jeho samozfejmosti a upFimnosti v pfi-
stupovdni ke kazdé fesitelné nebo neresitelné véci.
Jak nemdme po takovém druhu tesknit?* loucil
se s umé&lcem nad hrobem za ,Manes* a za
,Hollar“ Karel Stika.

Uz v raném mladi udivoval Stretti schop-
nosti vyjadfit pFesvéd¢ivé podobu zobra-
zovaného, coZ upozornilo na jeho talent
a rozhodlo o jeho budoucim studiu. Malba
podobizen mu pak zdhy poskytovala Zivo-
byti a umoZiiovala mu tim experimento-
vani v grafickych technikach. Po cely Zivot
ziistala grafika jeho pot&Senim a tlumotila
pak Casto také jeho velkou lasku - Prahu.
Mgésto, které v mladi ¢asto nadlouho opou-
§t&l, aby se tam rad vracel, vZdy obohacen
o dojmy a zkuSenosti z cest. Uv€édomoval
si tehdy - jako jeden z prvnich - pot¥ebu
cizich impulsd. , Proto* - piSe - ,u% ddvno
pred proni svétovou vdlkou jezdival jsem co rok na
saisonu do Patige a odtud na londijnskou ,season’.
Byjvaly to pravé hody uméleckych i jinyjch sensaci.
Rusky balet s Karsavinou a Niginskym za viid-
covstoi prince Diaghileva oéaroval nejen Pafiz, ale
i Londyn, také ruskd carskd opera se Saljapinem.
Bakst, jeng vétsinu baletii i oper dekoroval,
prinesl do stiiglivého velkoméstského prostiedi
svou vijpravou, barvou hyjfici, jakoby barbarskou
- ruskou - byzantskou notu, a ta podmariovala.
V téch letech také nase nexapomenutelnd Destinka
strhovala svym uménim v Covent-Garden chladny
jinak Londin v opravdové zdchvaty nadseni. Jeji
ispéchy byly spontdnni a boutlivé, o podobnijch
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u nds v Prage se ji ani nesnilo. A koncerty pod
Nikischem a Toscaninim v Albert-Hall?!“ T€mito
vétami za¢ind Strettiho vzpominka na jeho
londynsky z4jezd v roce 1913, kde se mu
naskytla pfileZitost k setkani s Josephem
Pennellem, americkym grafikem naturalizo-
vanym v Anglii, ktery mu byl blizky nejen
svym obdivem k Whistlerovi.*

Odvékou orientaci na Pafiz, kde Viktor
Stretti pobyval v letech 1901-1902, pf¥ipo-
mind mimo jiné roztomily postfeh z jeho
putovani po Itilii s pFateli Honzikem
a Boettingerem na jafe 1904.*2 Z Miléna
tehdy totiZ napsal rodi¢tm: ,Zde se ndm
velice libi, je to kus PafiZe!“® Sympatii
k Milanu mu umoctiovalo také védomi, Ze
jde o oblast jeho italskych pFedki z pie-
montskych hor. Viktor oviem vé&d€l, Ze se
tam za mlada vydal jeho otec, aby spatfil
kraj svého italského dédecka Amborgia
Giuseppe Strettiho.* Cas vymé&feny na cestu
viak prostonal ve Svycarech kvtili vymknuté
ruce. Proto mu Viktor chtél jeho n€kde;jsi
nezdar vynahradit pfipadnym zjist€nim
né&jakych - byt vzdilenych - tamé&jsich pii-
buznych. BohuZel viak neuspél. ,V adresdri,
ani na policii a v mésiském iiFadé nenasel Zddného
Stretti ani Cracchi.“

Nikdo totiZ uZz tehdy pfesné nevédél, kde
vlastné to Forno - uctivané rodinou Strettii
rozrostlou v Praze - vitbec je. Zjistil to az
o deset let pozdégji Viktortiv bratr Bohuslay,
mtj dédedek, ktery se tam vydal i s babi¢-
kou v dubnu 1914. Zamysleli ptivodné krat-
kou névstévu. Byli viak pfijati tak viele, Ze
se tam zdrZeli dva dny. Pobyt na n€ mocné
zapusobil a babi¢ka, nazyvana od détstvi
Manka, ho popsala ve svych pamétech
O starych éasech a dobrijch lidech.

Viktor byl velmi vd&ény, Ze mu rodice
umoznili studium v Mnichov€ a poté
néasledujici cestovani po Evrop€ a snazil se
své zivobyti ,odportrétovat“. Diky svému
osobnimu kouzlu byl obklopen mnoha
prateli a vzhledem k své povésti zname-
nitého portrétisty zatinal zdhy ziskéavat
zakizky nejen doma, ale také v zahranié&i.
K aristokratickému prostfedi pfi¢ichl
pon&kud uz v détstvi v Plasich. Pozdé&ji ho
poznéval jmenovité prostfednictvim hra-
bénky Carly Thunové,® vynikajici pianistky,
jedné z nejlepsich a nejvyspélejsich zaéek
Bedficha Smetany, ktera se velmi zajimala
o jeho talent a uvedla ho do 3lechtické
spole¢nosti, kde pak strjc mnoho portré-
toval. Znamenit€ se tam uvedl podobiznou
hrabénéina bratra, hrab&te Zdenka Thuna-
-Hohensteina, z roku 1907.* P¥atelil se pak
hlavné s détmi hrabéte Zdenka Thuna,
jmenovit€ s jeho synem Vojtéchem a dce-
rou Josefinou, provdanou Hildprandtovou,
a navstévoval €asto jejich zdmek v Blatné;



v kazdém pokoiji visel pry né&jaky Viktortv
obrizek nebo lept.”

Také mimofadné& prestizni zakazka,
portrét prince Jaichyma Pruského,* na
kterém Viktor pracoval v princové ven-
kovském sidle Strobl bei Ischl, souvisela
s Thunovymi. Nedovedla jsem si pfedstavit,
jak stryc pfiSel ke zndmosti se §lechticem
z lina tdbora tak nep¥atelského nagemu
narodu. Nastésti mou zv€davost pon€kud
uspokojil Viktortiv dopis Id€ z Ischlu z Eer-
vence 1914.

»Pejsku cernej,

[...]

Jsem tu ted sdm. Szalatnay® odjel véera do
Paftize a dnes odjel baron Thun. Nemohu Ti ani
vypsat jak je tu vSe bdjecné a jak se ti lidé ke mné
chovaji. Szalatnay je piece macher - délal jsem
si docela zbytecné starosti. Chci-li se kupt. ddt
oholit, dd princ (je mu 38 let, velky silnij clovék,
germdnsky typus, bratranec némeckého cisare
a pribuzny ruského cara, anglického krdle atd.)
nakurblovat velky automobil, maji dva s pruskou
panovnickou vlajkou a veze mmne do Ischlu, (asi
tak jako do Cernoic % Prahy), a jede se mnou
k holiéi. Pfed krdmem Cekd, a% jsem hotov a pak
jede zase zpdtky. V tomto stylu se ke mné chovaji
stdle. Reknu-li jen tak, %e bych rdd slysel hudbu,
sebere mne nahoru do svého pokoje (komponuje
docela dobie) a hraje cello. Nebo se polozim do
fauteillu a dam si pFehrdvat v bdjeéném gramo-
phonu co mné napadne. Princ hledd plotny, toéi
klikou a nasazuje stiftliky jako kdyz to musi byt.
Bydlim bdjecné (mdm ted po odjexdu Szalatnay
dva pokoje) - postel alespori pro dvé osoby (co%
je mi hlavné vecer trochu neprijemné, protoge
glistanu sdm) - usindm s pohledem na némeckého
cisare, ktery visi naproti a na riizné staré por-
traity princezen a véelijakych potentdti. Viera
jsme délali bdjecnou automobilovou cestu pres celé
Solnohradsko kolem nékolika jezer, byl piekrdsny
den, vrdtili jsme se a% pozdé vecer. Jidlo je tu
ohromné a pitil!! Hlavné ta riznd rinskd vina,
jsou bdjeénd! Predevéirem jsem délal pastellovou
skizzu baronky (princova pani, néco podobného
jako u arcivévody, sriatek z ldsky).>° Je ji asi
28 let, md krdsnou Stihlou figuru, jemnij oblicej,
docela PafiZanka. Velice vzdéland a mild. Skizza
se neobycejné povedla a je vSeobecné obdivo-
vdna - tim jsem si tu udélal velkou posici. Miizes
si myslit, jakou mél Szalatnay radost, %e se to
povedlo, jd konecné také. Mdm délat nékolik tako-
vych skizz (vidy celou figuru) a na podzim velky
oficielni portrait.

[...]

Délal jsem téz nékolik perovyjch skizz, také
prince. Ted odpoledne ho budu malovat p¥i hrani,
takovou intimni olejovou skizzu. Kdybych to umél
a chtél je vyuzitkovat, dalo by se tu délat moc véci
- ale v tom jd jsem nesikovny. Jsem zvédav, co
z toho vSeho bude. Mdm tu ziistat, jak dlouho chei
Jjak dlouho tu pry vydrgim‘,“ sd€luje Viktor

Id€. A tak mé& pfece jenom mrzi, Ze jsem ho
na toto téma nemohla vyzpovidat.

,Nekonformni“ kariéra hudebniho skla-
datele a ,nevhodnd® partnerka prince
Jachyma, které zptsobily nepiizeti cisafe
Viléma II., budi spi§ mé sympatie a snad
i litost, Ze k planovanym velkym podo-
bizndm nerovného paru uz nedoslo.®
Necekané ,Sarajevo” a kritce po ném
zprava, Ze ma Viktor ihned narukovat do
Lvova, ukon¢ilo razn€ jeho selanku v Bad
Ischlu. Dne 23. ervence dékuje Id€ za
telegram a hlasi, Ze pozitfi rdano odjede
do Prahy. Odtamtud uZ v nedéli 2. srpna
rukuje na vojnu. Na nddrazi v Libni
ho doprovodil Bohus, ktery si na §t&sti
v posledni chvili vzpomnél, Ze ve Lvové
je chirurgem Dr. Michal Jedli¢ka, bratr
prof. Rudolfa Jedli¢ky, a dal Viktorovi pro
né&ho doporudujici dopis, ktery ho zachra-
nil. Stastnou souhrou okolnosti je pak
Viktor kréatce na to superarbitrovin.?

V letech valky, kdy jeho pfedchozi -
né&kdy az hore¢naté - pracovni tempo
odpadlo, zesilil stryctv zdjem o svobodné
zednafstvi. Viktor Stretti patfil k jeho prvni
generaci spjaté s 1671 ,Hiram u tf{ hv&€zd*,
jejiz Gesti Clenové se snazili si ziskdvat dalsi
piisludniky ¢eské narodnosti, a vyvazit tak
element némecky.»

» Je pochopitelné, s jakou radosti a s jakym
nadSenim jsem p¥ijal myslenku na utvofeni vlastni
Ceské Loge, spontdnné vzniklou mezi Ceskymi
bratry. Uzrdla po prdzdnindch posledniho roku
vdlky. Provedeni dimyslu zaloZit proni éeskou
fddnou a dokonalou Lé%i nebylo zcela snadné
a neobeslo se ani bez hofkosti. Musime si uvédo-
mit, Ze jsme k tomu prikrocili v dobé pred pievra-
tem, pred ,revoluct’, kdy se jesté dobre nevédélo,
jak vSecko dopadne. U% rozhodnuti k odchodu
z ,Hiramu‘ nebylo pro nékteré bratry docela lehké.
Véc se vsak po nékolika poraddch ptece upravila,“
piSe Stretti a dodava: ,V t¢ dobé pridruzil se
k ndm mimo nékolika jingch starSich zedndii
riiznyich obedienci i br. Alfons Mucha a br. Adolf
Wiesner, oba francouzsti zedndfi.“*

Védom si svého nezaslouZeného privi-
legia, Ze unikl bezprostfednim hrtizim
valky, byl pry Viktor v myslenkach &asto
s t€mi, ktefi toto mimoradné 5tésti neméli.
Nebylo jich mélo. Privilegované misto mezi
nimi patfilo Masarykovym, ktefi tehdy méli
vSichni mimo#adné& téZkou pozici. Viktor
se s nimi znal od détstvi. Bylo mu osm let,
kdyz se z Plas pfest€hovali do Prahy, kde
jeho otec pfijal misto méstského l1ékate na
Krilovskych Vinohradech. ,, Jednou z pro-
nich rodin - kromé pribuznyich - s ktergmi jsme
se sezndmili, byla rodina profesora Masaryka.
Tatinek k nim dochdzel jako lékar. Utkvélo mi
v paméti: jednou - vim presné, Ze to musilo byt

2y

14. zd¥i 1886 - pfijde tatinek domii k obédu
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a povidd: ,Vite, co je nového? Masarykiim se
narodil takovy silny, cerny kluk!* To byl nds poz-
déjsi ministr zahraniéi Jan Masaryk.

Masarykovi bydleli tenkrdt ve vile Osvété na
Vinohradech v Celakovského ulici. Stdla v pro-
storné zahradé, prdvé naproti obecné skole, kam
jsem zaéal chodit do étorté tiidy. Jednim z mijch
spoluzgdkii byl Viadimir Viéek. Ndhodou chodili
dva moji bratfi s jeho dvéma bratry do Skoly. Brzy
jsme se ovSem skamarddili a vzdjemné se navsté-
vovali. Jejich otec, zndmy spisovatel, zakladatel
a redaktor tehdejsi revue Osvéta, byl majite-
lem vily, kde Masarykovi bydlili. [...] Obyvali
prizemni édst, Vickovi proni poschodi. Chodivali
jsme tam v nedéli odpoledne. V zahradé, kde jsme
se, pokud to poéasi dovolovalo, nejvice zdrzovali,
sezndmili jsme se také s Aliskou a Herbertem,
kteti byli o néco mladsi nez jd. I jejich maminku
jsme poznali. Byl to zjev vzneSené ddmy, tie-
bas chodila zcela prosté oblecend. Ziskala si
nds kluky rdzem; nejen svym zjevem, ale i svym
laskavgm chovdnim k ndm. Jeji oéi byly jakoby
trochu smutné, hofenimi vicky ponékud zasti-
néné, dsmév jejiho hlasu, jeho% zajimavost byla
woySena ponckud cizim prizoukem! Rikdvali jsme
Masarykovym s uptimné chlapeckiym uzndnim:
,Vy mdte krdsnou a hodnou maminku!*

Pana profesora jsem asi dvakrdte zahlédl zpo-
vzddli. Jeho vzptimend, $tihld postava mé ihned
zaujala, i jeho zvldstni, diistojny zpiisob chiize.
Jinak, ovSem, jsme méli uz jako kluci pred nim
veliky respekt. Vidyt jsme ug tenkrdt védeli, e
pan profesor md v nasem kulturnim %ivoté své
zoldstni postaveni.

Brzy potom jsem poznal Masarykovic tatu
osobné. Byla takovd studend, sychravd podzimni
nedéle. Hrdli jsme v zahradé Osvéty pasdka,
abychom se trochu zahtdli. Kdy% se dalo do
potddného desté, rozhodli jsme se pielogit hru
s micem i palestrou do domu, na dlouhou chodbu
v prizemi, kde bylo v Fadé nékolik dveri, vedoucich
do Masarykovic bytu. Nové prostéedi uznali jsme
za velice vyhovujici. Kdo hrdval nékdy pasdka,
dobre vi, jak je pfi hite rusno. Ale jak jsme tak
byli v nejlepsim - spravné odpdleny tordy mi¢
buchne do jednéch dvefi. Dvere se najednou roz-
leti. Vysokd postava pana profesora v nich. Jako
hromovlddce na nds spustil: ,Co tu déldte takovy
rdmus, klucil’ - Rdzem jsme ztichli a Sourali se
zahanbené ke dvefim do zahrady. Musil jsem jit
prdvé kolem ného, s palestrou za zddy. Pohlédl
na mne zkoumavé a povidd: ,A éipak ty jsi?*

- Nez jsem se v rozpacich zmohl na odpovéd,
vold Herbert: ,To je doktorovic Viktor, tato! -
,Doktora Stretti?* ptd se. ,Ano, prosim, pane pro-
fesore. - Jesté jednou si mne prohlédne a povidd:
,No dobfe - to% si bézte hrdt do zahrady, jd
musim pracovat!* Vapomindm si, Ze jsem pak ekl
Herbertovi: ,Vy mdte prisného tatinka!*

[...]

Léta ubihala. Chodil jsem na redlku v Jeiné
ulici, a poté jsem se rozhodl se souhlasem
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tatinka, %e pijdu ,na maliFstoi’, na Umélecko-
-priimyslovou Skolu a na Akademii vijtvarnijch
uméni v Praze. V téch dobdch jsem se éasto styjkal
s rodinou Masarykovic a navstévoval je v néko-
lika jejich pragskijch bytech, do nich% se postupné
stéhovali.

A Zivot Sel zase ddl. Odbyl jsem si svou
jednoroéni sluzbu vojenskou a strdvil i léta
v ciziné. S Masarykovymi jsem se pak stijkal
méné, spise jen prilezitostné, ndhodné. Prirozené
nejvice s Herbertem a s Janem po jeho ndvratu
z Ameriky.

[...]

Dockali jsme se slavného dne 28. Fijna 1918.
Pak nadesel den vitézného prijexdu Masaryka
do Prahy, 21. XII. 1918. Vdclavské ndmésti, jeho%
domy byly bohaté vlajkami a kvétinami ozdobeny,

bylo naplnéno davy lidi, spolki s prapory, sku-
pinami dévéat i chlapcii v krojich. Prapory éeské
i spojeneckyjch stdti. Nddherniy pohled. Nebe bylo
bohuzel zatageno, ba, chvili se dalo i do desté.

S rozechvénym srdcem dival jsem se s pieplné-
ného balkonu ndrogniho domu na trpélivé éekajici
davy. - Koneéné! Od nddrazi zaznély délové rany
na wnameni, %e touzebné oéekdvany okamszik se
dostavil: vlak s T. G. M. a jeho priivodcem dojel
na nddrazi! Jako na povel néjakého velikého,
nadzemského reiséra mraky na obloze se pro-
trhly, nebe se otevielo, a zdie slunecnich paprski
ozlatila celé ndmésti, pestré barvy oZivily, v davech
pak radost a bexmezné nadseni. Kdo to vse vidél
a zagil, nezapomenul.

Namaloval jsem olejovy obraz, na néms jsem se
snazil zachytit historickou choili, kdy viiz presi-
dentiiv, lemovany kordonem legiond#i a Sokoli
pomalu sjizdi dizkou cestou mezi vitajicimi davy od
Musea dolii.

Obraz vénoval jsem pozdéji panu presidentovi.
K velké moji radosti byl jsem pozvdn k audienci.
Nahote na Hradé uvedl mne k svému otci Jan.
Koneéné jsem zase po létech, tak bohatiich na
déjinné uddlosti, stdl tvdfi v tvd¥ fascinujici osob-
nosti naseho Osvoboditele a smél vdécné stisknout
jeho ruku, kterou mi na uvitanou podal.

[...]

Krdtce po vdlce jsem byl poctén vyzvdnim,
abych namaloval dva portréty: presidenta
T. G. M. a guvernéra Podkarpatské Rusi
Dr. Grigorije Zatkovice.”> Obrazy hodlali vénovat
ameriéti podkarpatsti Rusini darem k vijzdobé
sdlu ve vlddni budové v Uzhorodu.

Byl to dikol vdznyj. Vytvofit obraz presidenta,
jeng nds osvobodil, tviirce a hlavy stdtu - nej-
krdsnéjsiho presidenta na svété, jak fikala moje
maminka, kterd si s mym tikolem sama délala
velké starosti!

V té dobé délal kresbu presidenta Max
Svabinskij jako pripravu pro velky, zndmy, skvély
sviij dievoryt. Hovofili jsme spolu nékolikrdt
0 tomto tétkém vijtvarnickém problému. On byl
pronim Ceskym umélcem, jemuz pan president stdl
modelem. Jd mél éest byt druhgm.



Pri malovdni obou portréti jsem byl vdzdn riz-
nymi piredpoklady: oba stojici, v Zivotni velikosti,
pod kolena, v éernyjch £aketech, jako protéjsky.
President se svitkem papiru v ruce - ndznakem to
pittsburské smlouvy.

Portrét Zatkoviéiv us jsem dodélal - ale pan
president se mi stdle nehldsil, a¢ mu to Jan néko-
likrdt pripomenul. Chdpal jsem to, ovSem - pan
president mél tenkrdt xcela jiné starosti, a hroxné
mé mrzelo, Ze jej musim obtéZovat. Byl jsem viak
v nepfijemné situaci. Doddni obou obrazii bylo
vdzdno uréitym terminem velké oslavy ndrodni
v Ughorodé, odkud mne doslo jiz nékolik urgenci.

V Obecnim domé se mél porddati ples, uz se
vlastné dobve nepamatuji, jaky. President slibil
0sobné se ho ziiéastnit. Byla to pro mne vitand
moznd prilegitost setkat se s nim a svéfit se
mu se svou bolesti. Nebylo to vSak tak lehké.

Byl tam nesmirny ndval, a na estrddé byla na
pana presidenta ,fronta’, jak se nékdo vyjddril.
U% jsem se vzddval nadéje, nechtéje se neukdz-
néné tlaéit s jingmi. Vtom mé shlédl mij ddavny
kamardd Strimpl, ktery se snazil v své funkci
$éfa protokolu #idit pristup k panu presidentovi.
Pokynul mi, vzal pod pa%i a prisunul mé k nému.
President mé pfijal s ismévem, a sotva jsem zacal
svou prosbu, hned fekl: ,Vsak jd vim, o co jde.

Jd jsem se k vdm jesté nedostall’ Omlouval jsem
se a krdtce vysvétlil svou nemilou situaci, a %e
Dr. Zatkovi¢, kterému to prece slibil, zacind

v tom vidét néjakou animositu vici sobé - (podle
pravdy).

Panu presidentovi zahrdly véjirky vrdsek u odi.
Choili piemital. - ,To%, kdyz jsem slibil, pfijdu.
A co nejdrive!* ,A dostanu, prosim, pred tim
gprdou, abych si vse mohl pFipravit?* - ,Ovsem,
dostanete predem zprdvu!* - Vlidné mi podal ruku
a jd jsem se s dikem poroucel. Kdmen mi spadl se
srdce. Ted us to mdm jisté! Jen jsem si trochu vydi-
tal, Ze jsem snad ten slib nemél tak zdiiraziiovat.
Ale jinak mi bylo mile na dusi.

Jiz bylo k rdnu, kdyZ jsem se z toho plesu
s nékolika ptdteli vracel x Obecniho domu cestou
k domovu. Jeden z nich povidd: ,Tak a% jd se ted
dostanu domii (bydlil a% nékde v Dejvicich), abych
se prevlékl a Sel do iradul* A druhy: ,Mné uz
také nezbude éas na spani, jd mdm uz% v sedm rus-
kou hodinu!* Podivil jsem se up¥imné této nutnosti.
Byl to profesor brnénské techniky, Jan L., toho
¢asu na piil roku v Praze.

A to jd zase ne‘, poviddm ,to mdm pied vimi
vyhodu. Jd ndhodou dnes dopoledne nemdm
Zddnou zdvaznou povinnost. A% prijdu domi,
klidné se svléknu, v posteli si pohodlné, jako vidy,
néco prectu (mél jsem na noénim stolku Cechova)
a potom budu spdt a% do jedendcti, i kdyby $idla
padala! Pak budu svézi jako rybicky, vstanu,
zajdu na obéd - a ve dvé budu stdt pred Staflil‘

-, Jo, svoboda frajkumstyi znamend mnoho,’
zacitoval proni uznale a vhodné starého Mosnu
v Prodané. Tenkrdt jsem byl jesté i jinak svo-
bodny.

Bydlil jsem v p¥ilehlém malém bytu vedle
atelieru ve IV. poschodi na tehdej$im Riegrové
ndbrezi. Vystoupil jsem po schodech - lift uz pres
piil roku nefungoval. Zasel jsem nejdvive, jako
vzdy, do atelieru, piehlédl svou véerejsi prdci,
sem tam néco poopravil pii umélém svéile, svlékl
se a s uspokojenim ulehl k touzenému odpocinku
s blahijm védomim, %e mohu aspoti nékolik hodin
spdt. Ani jsem dlouho neéetl. Zhasl jsem, oéi
gavtel a vspominal na uddlosti pravé proZitého
veera a noci, na pana presidenta a na jeho pristi
portrét.

Zaéindm dfimat - vtom nékdo zvoni u dveri.
Kterej. No, to musi byt omyl. - Za chvili znova,
a znova. Rozmrzen rozsvitim, a¢ ug namodralé
svétlo zdclonami hldsi pfichod dne - a zjistim, %e
je pil osmé. Tak to nic - snad postdk s telegra-
mem; ten se miige vhodit do schrdnky. A viibec.
Posluhovacka to neni, ta ptijde az v devét -
ostatné jsem ji v predsini zanechal listek, aby mé
vzbudila az pried jedendctou. Opét zhasnu, obrd-
tim se. Zvonéni uz prestalo. No, proto. Zacindm
znovu diimat.

Najednou - copak je to mo%né?! Znovu se
zvonek rozdovddi - tentokrdt silnéji v rytmickyich
intervalech. A rozéilené hlasy slysim z chodby,

a tluceni na dvefe. - Pro Krista, tady u% jde

0 néco vdzného - snad dokonce hofil - Vyskoéim
%z postele, trepky, Zupan, a bégim otevfit. Pred
dvermi domovnice, celd rozéilend, vedle ni néjaky
pdn v tmavém obleku. - , JeZiSmarjd, pane Stretti,
tady ten pdn p¥ijel z Hradu, md vdm vy¥idit, %e
sem k vdm v deset hodin prijede pan president!
A my vds nemiigeme vzbudit!’ Nemohou vzbudit!
VEdyt jd jsem piece jesté viibec nespal! ,Kdy %e
pFijede pan president? Dnes? - ,No ano, dnes.
- No, to je pékné nadéleni. - Podékoval jsem
pdnovi v tmavém za sdéleni a vkrdtku promyslil,
co vse nutno zafidit. Pedevsim studend voda

k osvégeni. Rychlé obleceni. Uprava v salonku.
Honem zatopit v atelieru, vselicos uklidit, ddt

do pofddku. A posluhovacka, jako naschvdl,
nepfichdzi. Sebéhnu po schodech dolii. Je vidét,
%e domovnice informovala u% partaje. Cely diim
vzruSen. Dole mé chytne roxcileny pan domdci,
kterého zatim domovnice povolala. Bydli toti
jinde. Venku studené sychravé poéasi, na ndbiezi
bldto. V liftu pracuji v potu todfe dva montéri

na opravé motoru. Vida, najednou sehnali sou-
édstlu potiebnou k sprdavé liftu! Pan domdci,

pln hrdosti, %e jeho diim navstivi pan president,
roxdili na vSechny strany rozkazy. Chodba éistd
jako sklo! Od vrat pfes ni k liftu se tdhne krdsny,
pravy persky béhoun. Domovnice jej sehnala u té
,n6bl* partaje ve druhém poschodi. Do domu
nesmi nikdo vstoupit. Ani sluzebné z domu, které
se vraceji 3 ndkupu. A% po desdté! Tak, a ted
zase tiprkem nahoru po dvou schodech. Za chvili
nastoupi koneéné posluhovacka a pomdhd, kde se
dd, hlavné v kamnech. Aby tak, nedej pdnbiih,
tady nds$ pan president nastydl! - Tu obavu jsem
ostatné sdilel jd sdm.
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Pét minut pied desdtou hodinou:

1) Jsem stdl na chodbé u vrat uklidnén védo-
mim, Ze vse je v potddku.

2) Domouvnice, Cisté obleéend, éekala netrpé-
livé na jistého, nendpadného starsiho pdna
v bufince a s parapletem, kiery ji slibil ddt
zhameni, %e viiz s panem presidentem se
blizi.

3) Na konci koberce, u dvefi zdvize, stdli
v pozoru dva montéri v novyjch pracovnich
modrijch tiborech.

4) Za rohem chodby stdl diskrétné pan domdct,
ktery chtél pana presidenta ,také jednou vidét
hodné zblizka’.

5) Zdviz byla okrdslena zelent.

Koneéné zastavil viiz pred otevienymi vraty.
Pan president svigné vystoupil. U vchodu jsem ho
nékolika slovy uvital. ,Vsak jsem slibil, Ze brzy
prijdu, to% jsem tady!* Dékoval jsem mu se skrom-
nou pozndmkou, %e ,snad to ani tak nespéchalo,
kterou on pfijal se ziejmym pochopenim a se svjm
charakteristickym dismévem. Pfijeli jsme zdvi%i,
provdzeni montérem, nahoru. Pan president byl
ziejmé v dobré ndladé, kterd i na mou jistou stis-
nénost dobfe piisobila.

Jednou z priznacnijch slozek jeho charakteru
byl veliky smysl pro humor. Rdd se zasmdl, a ekl
bych, rdd i sem tam néco Zertooného provedl.
Obdvdm se, Ze se citil ponékud dotéen mou neo-
patrnou, nechténou, v tom okamziku na estrddé
Smetanova sdlu spontdnné pronesenou pozndm-
kou o jeho slibu, kterd asi nestastné dopadla jako
nemistnd vycitka. Revansoval se mi neobyéejné
vtipnym zpisobem, a jd jsem si jist, ge mél upFim-
nou radost z toho, jak se mu to povedlo.

V atelieru jsem posadil osobniho sluhu pana
presidenta, s nimz ke mné prijel, pana Hiizu, do
salonku vedle atelieru. Byl to rusky legiondr, ktery
ho i na cestdach v Rusku doprovdzel.

V atelieru jsem ukdzal panu presidentovi skizzu,
kierou jsem si piedem pripravil, aby védél, jak si
asi pozu predstavuji. ,Ale tady na té skizze mdm
na sobé Zaket, a jd jsem prisel v krdtkém kabdtu!
On mi nikdo nefekl, Ze si mdm vzit Zaket!* -
povidd. Ujistil jsem ho, %e to dnes nevadi, %e
prosim, aby v ném prisel pristé. , To jd mam dva
Zakety, jeden z Anglie a druhy z Ameriky. Ten
md takové paspule’ - a rukou ukazoval na lem
limee. Rozhodl jsem se pro ten s paspulemi. Hned
to hldsil panu Hiizovi.

Hovofili jsme pfi prdci, chiél jsem, aby vjraz
todie wiistal Zivy. Vyptdval se mne na nasi rodinu.
O mém otci se vyjddril tak sympatickym, milijm
a vystignym zpisobem, %e mé to a% v srdci
zahtdlo.

Vapomnél jsem €% svyich ndvstév u nich tam
nahofe v Osvété a vylicil jsem mu dojem % naseho
proniho osobniho setkdni na chodbé pred jeho pra-
covnou, kde jsme my kluci hrdli pasdka. Zasmdl
se, premyslel. - ,Na to se u% nepamatuju - ale
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mohlo to tak byt.c - A po choili: ,To% bylo to asi
tak, jak poviddte.

Béhem prdce jsem asi dvakrdt v pause zabéhl
vedle k panu Hiizovi, abych aspori nékolik ,bafii‘
z cigarety vykoufil. Jisté to poznal éichem po mém
ndvratu.

, Tak mé zajimd, jak rizni umélci maji rizné
zoyky pri své prdci. Myslim, Ze vy koutivdte?*

- Prizgnal jsem, %e jsem zvykly koufit, Ze se mi
daleko lépe pracuje s cigaretou v ruce. V jeho
spolecnosti Ze ovSem koutit nechci, protoe vim, %e
on sdm nekouti.

JAno, jd sdm nekoutim. Ale pro¢ vy byste
nekoufil, kdys jste na to zvykly?! Mné to nevadi.
Jen si zapalte.* - S radosti jsem ho poslechl,

a hned se mi pracovalo klidnéji a lépe.

Pan president prijel potom ke mné jesté néko-
likrdt - to ug jsem byl lépe na jeho ndvstévu
pripraven.

Jednou pfi prdci, kdy% jsem se k nému pFibligil,
abych zblizka prostudoval detaily jeho obliceje,
povidd: ,Vy si mé tak prohliZite - jako byste mé
chtél vidét a% do toho ledvi‘ - Omlouvdm se, %e
u% to tak pFindsi to moje métier a moje krdtkozra-
kost atd. - a on na to zvolna: ,Jen si mé prohli-
Zejte, Sak jd si vds také prohlizim -

Nemohl jsem se zdriet. Vypukl jsem v smich
a ekl jsem: ,Safra, to je u% ale zase horsi p¥i-
pad!* I pan president se upfimné rozesmdl svym
Sirokym tismévem s véjirky vrdsek u oéi, s obna-
Zenymi zuby - a oba jsme se delsi chvili smdli.
Udélali jsme pausu v prdci.

Pan president nemluvival mnoho. Casto premis-
lel a mél krdsny vijraz hlubokého myslitele. Spise
mi dal néjakou otdzku, kierou nékdy nebylo lehké
zodpovédeét. To bylo pro mne ovsem obtigné, pro-
toZe mi to zté%ovalo moje soustiedéni v prdci.

[...]

Pani Charlotta Masarykovd ndsledkem iitrap,
které v poslednich letech, hlavné za vdlky, utrpéla,
ochuravéla. Piesto byly doby, kdy se tak pozdra-
vila, %e mohla trdvit i tjdny klidu v krdsném ldn-
ském prostiedi. Tenkrdt prijel Jan k ndm s vyzvd-
nim, abychom s nim zajeli do Ldn. Zminil se toti%
své matce, Ze jsem se oZenil,® a ona si prdla mou
Zenu poznat osobné. Nic nepomohly nase pocho-
pitelné obavy pred vyrusenim pani presidentové
% klidu, ani omluvy. Byl uréen den - a jelo se.

Jan zavedl nds do pokoje své matky a neobiadné
nds uvedl a mou Zenu predstavil. Nepopsatelné
mily zpiisob, jakym nds stard ddma p¥ijala a pfi-
vitala, zbavil nds jako kouzlem ostychu a roxpaki
ji% % pocdtku. Jak prirozené, laskavé a mile hovo-
#ila s mou Zenou. - Dlouho jsme sedéli za nenuce-
ného rozhovoru, vzpominajice na staré éasy.

Jesté jednou jsem mél Stésti, Ze mi T. G. M.
sedél k portrétu, %e jsem smél po hodiny stdt pri
prdci todfi v tod¥ velikému mysliteli, hovofit s nim
a také s nim - mlcet.

Bylo to r. 1927, kdy jsem dostal pridtelsky dopis
od tehdejsiho predsedy vlddy, Dr. Svehly, s vyzvd-
nim, abych namaloval velky presidentiiv porirét



pro jeho kanceldf. Vyzvdnim jsem byl pFekvapen
a tim vice potéen, %e jsem Dr. Svehlu osobné
vitbec neznal.

Byl jsem pozvdn na Ldny dopisem z kanceldie
presidentovy. Na tijden. Mdm krdsné vzpominky
na téch nékolik dni. Pan president mi denné véno-
val 1-2 hodin. A% jsem si to nékdy vycital, %e ho
pripravuji o éas v jeho prdci - ale nékdy jsem mel
dojem, %e se ji i pFi sexeni v mySlenkdch obird.

Stdvalo se, Ze kdy% jsem navrhl pausu, aby si
odpocinul, fekl: ,Toz udéldme pausu, jste-li unaven
- jd bych mohl jesté ddl sedét! - Nastésti poza
tohoto portrétu vpravdé nebyla p#ilis namdhavd.
President sedél v Siroké, ko%i potagené klubovce
s vy$s$im opéradlem vzadu, hlavu lehce opfenon
0 levou ruku s tiemi natazenymi prsty. Zvolenou
pozu jsem povagoval za charakteristickou, co% i on
sdm potordil. Pri divaze, jak vyfesit problém levé
ruky, a ddt ji néjakou klidnou akci, jsem se zminil
0 knize.

,Knihu?* otdzal se mne s vytagenym oboéim.
,Knihu ne.© - Vyresil jsem to pak skfipcem v ruce,
s ¢img president souhlasil.

V téch dnech béhem sezeni se vedl rozhovor vét-
Sinou vdgny. I vyraz obliceje T. G. M. a pohled
jeho oéi byl spis zamysleny - co% mi p¥i pojeti
tohoto mého portrétu velice vyhovovalo. Jen asi
trikrdt, pri ndhodnyjch ptileZitostech zasvitily jeho
zuby v Sirokém sismévu.

[...]

A Zivot Sel ddl. - Pana presidenta jsem vidél za
riiznyich okolnosti nékolikrdt. Nekdy i ruku podal,
nékolik slov se mnou pohovotil. Pri riznijch recep-
cich na Hradé i jinde.

Naposled jsem ho vidél v Lanech, kde jsme byli
pozvdni k intimni hudbé v mensi spoleénosti. To
u% byl pan president churavyj, sedél v lenosce,
ruku v obvazu - presto v$ak se zdjmem sledoval
hudbu. Hrdl na klavir prof. Stépdn.

Pak jsme us jen s tizkosti sledovali priibéh jeho
choroby az k tragickému konci.

[...]

21. IX. 1947 Viktor Stretti“

Tato stat byla recenzovdna.

Pozndmky

1 Bohuslav Stretti (1873-1940), mé&stsky lékaf
na Kral. Vinohradech v Praze, bratr malir
Viktora Strettiho a Jaromira Stretti-Zamponiho.
Jeho manzelka Marie Strettiova roz. Musilova
(1876-1953) byla pravnuckou Josefa Jungmanna.
2 Viktor Stretti (1878-1957), grafik a malif,
studoval na Umeélecko-primyslové skole,
Akademii vytvarnych uméni v Praze a na
Akademii v Mnichové. Spoluzakladatel SCUG
Hollar.

3 Richard Stretti (1875-1968), pravnik,
uiFednik ministerstva financi ve Vidni, potom
viceprezident Zemského finan&niho Feditelstvi
v Praze.

4 Jaromir Stretti-Zamponi (1882-1959), malif

a grafik-autodidakt, spoluzakladatel SCUG
Hollar, expert ministerstva zahrani¢nich véci.

5 Ida Strettiova roz. Hammermannova
(1891-1973), manzelka Viktora Strettiho.

6 Marie Strettiova, Viktorovi k Sedesdtym
narozenindm v dubnu 1948. Rukopis,

13 strojopisnych stran.

7 Marie Strettiova, O starych éasech a dobrijch
lidech, IV. vydani, Topitova edice, Praha 1940,

s. 143.

8 Karel Stretti (1844-1905), kniZeci 1ékaf
Metternicht v Plasich, od 1886 mé&stsky 1ékaf
v Praze na Vinohradech. Jeho Zena Marie
Jahnovi (1848-1929) byla pravnuckou malife
Jana Jakuba Quirina Jahna.

9 Viktor Stretti, Vapominky, rukopis v rodinné
pisemné pozustalosti Strettiti.

10 Proslov Karla Stiky po smrti Viktora
Strettiho 3. bfezna 1957.

11 Viktor Stretti, Josef Pennell, Praha, Hollar X,
vytiskla Primyslovi tiskdrna 1932.

12 Se svymi kolegy Jaroslavem Honzikem

a Hugo Boettingerem se pfatelil hlavn& b&hem
svého dlouhého pobytu v Pafizi.

13 Viktoriiv dopis z 6. 6. 1904. Pisemna
poziistalost V. Strettiho v Archivu Néarodni
galerie v Praze.

14 Amborgio Giuseppe Stretti (1779-1843). Jako
desetilety pfisel z Forna do Prahy, kde se u svého
stryce zlatnika vyuéil klenotnikem a roku 1803
se stal prazskym mé&3tanem. Pro Zenu si zajel do
svého rodistg, odkud si pfivezl osmnictiletou
Annu Zamponi, ovdovélou po kratkém
manZelstvi (roz. Cracchi).

15 Hrabé&nka Carla Thunova (1850-1940) byla
pfedposlednim ze Sesti d&ti hrab&te Frantizka
Thuna-Hohensteina a jeho Zeny Magdaleny
roz. Konigové. O pfatelstvi hrab&nky Carly

se Strettiovymi viz Marie Strettiova. Hrabénka
Carla Thunovd, psdno v zimé 1941-1942, rukopis,
28 strojopisnych stran.

16 Hrabé Zdenko Thun-Hohensteinsky, generdlni
feditel Hypoteéni banky; ¢arkovy lept z roku 1907;
Viktor Stretti. Popisny sexnam grafického dila, sest.
Jaroslav G. Karisek, Praha 1956, s. 57.

17 Popis nivstévy Bohuslava Strettiho

a jeho manzelky na zamku v Blatné v lednu
1914 viz Marie Strettiova, Jak jsme proZily proni
svétovou vdlku, psdno v letech 1944 a 1946, rukopis,
80 strojopisnych stran, s. 47-48.

18 Princ Jachym Prusky (1876-1964), druhy
syn prince Alberta Pruského a jeho Zeny Marie
ze Sax-Altenburgu.

19 Benjamin Szalatnay von Nagy (Szalatna
aus Prag) (1886-1920) koupil 1. ledna 1901 od
hrabénky Carly Thunové jeji zdmek v Kostelci-
-Tupadlech. Viktor se pfatelil s nimi i s jeho
détmi Rafaelem, Benjaminem a dcerou Annou.
20 Narizka na morganaticky siiatek Frantiska
Thuna ml. (1809-1870) s Magdalenou Kénigovou
mé§tanského rodu, rodi¢e hrabénky Carly
Thunové.
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21 Vic nez vojenska kariéra byly princi
Jachymovi blizsi malovani a hlavn& hudba.

Jiz roku 1898 se na rodinném shromazdéni
pfedstavil svymi vojenskymi valéiky v Novém
paléci v Postupimi. Uspéch viak sklizel hlavné&
v Americe ve 20. letech svymi koncerty.

22 11. 8. 1914 hlasi Viktor, Ze se vrati co
nejdfive. A tak z uzsi rodiny Strettid pouze
Bohuslav slouzil po celou dobu vilky.

23 Jana Cechurova, Cesti svobodni zedndfi

ve XX. stoleti, Praha 2002, s. 71.

24 Dozl jsem se vzdcného Stésti, Ze jsem stdl

u kolébky proni ceské LoZe i obou vysokyjch obedienci
Ceskoslovenskyjch: Ndrodni Veliké Loge ésl. a Nejoyssi
Rady pro Ceskoslovensko. Budovdni organisace téchto
dtvarii nebylo nijak jednoduché, zato plné odpovédnosti
viiéi pritomnosti i budoucnosti. To vSak uz nepatii do
rdmce této skromné osobni vzpominky,“ poznamenava
Viktor Stretti 17. kvétna 1914 pfi své iniciaci.

25 Grigorij Zatkovi¢ (1886 Holubynoje, dnes
Ukrajina - 1967 Pittsburgh, USA), americky
pravnik, rusinsky politik.

26 20. dervna 1921 se Viktor Stretti oZenil se
sl. Idou Hammermannovou.
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Sexnam vyobrazeni

1 Viktor Stretti, Autoportrét, 1932, sucha jehla,
soukroma sbirka.

2 Viktor Stretti, Portrét T. G. Masaryka, 1930, lept,
soukroma sbirka.

3 Viktor Stretti, Prijezd T. G. Masaryka do Prahy, 1918,
olej na platné, soukroma sbirka.

4 Viktor Stretti, Na ndbrezi, 1899, skicar, perokresba,
akvarel, Archiv Narodni galerie v Praze.

5 Viktor Stretti, nedatovano, fotografie, Archiv Narodni
galerie v Praze.

6 Ida Hammermannovd, 1921, fotografie Frantisek
Drtikol, Archiv Narodni galerie v Praze.

7 Viktor Stretti, Bucharsky chaldt, 1925, olej, soukroma
sbirka.



RECENZE

Obrazy krasy a spasy.
Gotika v jihozapadnich Cechach

Arbor vitae v Revnicich a Zapadodeska galerie v Plzni, 2013,
eds. Petr Jindra - Michaela Ottova

JAN DIENSTBIER

Nedavno uskutecnény vystavni projekt
Obrazy krasy a spasy - Gotika v jiho-
zépadnich Cechich, ktery se predstavil

v Zapadodeské galerii v Plzni a v o néco
mensi reprize i v prazské Narodni galerii,
si uz jen pro své ambice zaslouZzi detailngj-
§1 pozornost. Poprvé od devadesatych let

a velkych syntetickych vystav - ¢eské Gotika
v z4dpadnich Cechich (1230-1530) & morav-
ské Od gotiky k renesanci - doslo k pokusu
komplexné&ji zmapovat veskeré st¥edové-
ké uméni dané epochy na vét§im dzemi.*
Katalog tak pfedstavuje zavr§eni mnohale-
tého vyzkumu probihajictho pfed vlastni
vystavou. Dluzno hned na zadatek dodat,
Ze se povedl a texty v ném obsaZené plodné
rozvijeji koncept poznavaci vystavy, jejimz
cilem nema byt pouze docasny esteticky
zazitek, ale jeZ ma rekapitulovat a pokud
mozno posunout bidani o pfedstavenych
uméleckych dilech.

V ramci souéasné produkce kniha vynika
uZ svym grafickym zpracovinim - autofi
grafického konceptu Jan Dienstbier?

a Helena Dienstbierovéa Simicova posta-
vili vizudlni podobu knihy na digitdlnich
grafickych kolazich stfedov&kych arte-
faktt, modernim fontu pisma odkazujicim
volné na pozdné stfedovékou minuskuli

a originalni sazbé& ¢lené&né do tif nestejné
dlouhych sloupcti. Neortodoxni Fefeni
pfitom rozhodné& neni na prekidzku &tena-
Fovu pohodli, ba pravé naopak. Ani kvalit&
fotografii nelze nic vytknout, patii k tomu
nejlepsimu, co lze v souéasné knizni pro-
dukeci najit, a v§echna umélecks dila, ktera
dostala katalogové &islo, jsou zobrazena

v dostate¢né velikosti. Grafické zpracovani
se tak bezesporu podili na pozitivnim

zazitku z Cetby, coZ zaslouZi vyzdviZeni
zejména v kontextu poslednich velkych
vystavnim projekt, které neviedni a zaro-
veti kultivovanou grafickou formou opravdu
nevynikly.?

Obratme pozornost k vlastnimu obsahu,
ktery je dilem Sirsiho kolektivu autort

a editorské ¢innosti Michaely Ottové a Petra
Jindry. Text sestava z katalogovych hesel

a stati syntetizujicich jednotlivé umélecké
kategorie nebo rozvijejicich problémy vazici
se k ur€itym skupindm pamaitek.

Katalog oteviraji historické tvody z pera
Jana Lhotdka a Michala Tejcka, které pred-
stavujf jihozdpadni Cechy jako specificky
prostor, jenZ sice netvofil ve stfedov€ku
samostatnou administrativné uzavienou
jednotku, pFesto jej lze pevné geograficky
charakterizovat: umisténim sidel ve vys3-
§ich polohach na rozvodi a hornich tocich
Uhlavy a Otavy, blizkosti Sumavy i nerost-
nym bohatstvim drahgych kovt, které se
zdejsi obyvatelé odnepaméti pokouseli
dobywvat. Z historického hlediska byla
dtlezitou okolnosti vzniku vytvarnych
dé&l absence velkych klastert, hospodaf-
sky vzestup krilovskych mést (pfedeviim
Klatov), jimz zde zdatn& konkurovala
mistni §lechta vystavbou hradd a zaklada-
nim poddanskych mésteéek. I v tomto kraji
znamenala dilezity obrat husitska revoluce,
po niz se zdsadnim spoleenskym Einite-
lem staly majetng&j3i katolické slechtické
rody, zejména péani z Ryzmberka pevné
usazeni na Svihové a Rabi. S nimi souvisi
i vzestup jejich poddanského méstecka
HoraZdovic, které se stalo lokdlnim centrem
zcela srovnateln;’rm S pﬁvodné vyznamnéj-

vvvvvv
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§lechtickym objednavatelim se Tejéek

se Lhotakem vé€nuji samostatné&. Daii se
jim barvit& vykreslit jednotlivé Svihovské

z Ryzmberka, z nichZ pfedevsim Pita
Svihovsky hral pri kulturnim rozvoji regi-
onu zasadni roli. Podobné pozornosti se
dostalo i pfibuznému Ryzmberkt Zdetikovi
Lvovi z RoZmitslu a Cernintim z Chudenic.
Jen gkoda, Ze ztstaly opominuty méné
znamé rody mistni niz3i $lechty, jako byli
napiiklad Kocové z Dobrse, vladykové

z Cachrova nebo JeZovsti z Lub, navzdory
tomu, Ze nejednou do Zivota regionu
vyrazné zasahli a jak katalog dokazuje, lze
je spojit s konkrétnimi objednavkami umé-

leckych dél.

Hrady, mésta, kostely

Po historickych p¥ispé&vcich vyzniva o néco
méné presvédCiveé nasledujici syntéza
Vladimira Horpeniaka, tykajici se stfedové-
kych mést v regionu. Je $koda, Ze vysled-
kem prace regioniln& ukotveného historika
je v tomto piipadé& spide obecny text opi-
rajici se namisto prament a lokalni litera-
tury o price Karla Kuéi, urené spise pro
Sirokou vefejnost.* Na Horpeniak(v text

se nejvyznamnéjsich mést v regionu. Zde
se lze ptat, jaky je smysl tohoto uspofada-
ni: vétsina hesel, kterd zpracoval Michal
Tejéek, je pojata jako prosté (byt velmi
uZite¢né) historické medailony danych mé&st
a nijak se nedotykaji urbanismu, kteryzto
fenomén by asi mé&l byt - v pfipad€ zafa-
zeni mé&st do katalogu uméleckych dél - ve
stfedu pozornosti.’ Vyjimkou je pfitom
Horpeniakuv text ke Ka§perskym Hor4dm,

v némz autor uplatiiuje veskerou svoji eru-
dici, kterou se mu nedafilo naplno projevit
v syntéze. Vedle historického piehledu se
tak ¢tenaf dozvi vice i o urbanistické genezi
pozoruhodného Sumavského horniho
meésta.

Z oblasti architektury se samostatného
zpracovani do¢kaly sakralni stavby a hrady;
zcela stranou naopak zstala problematika
mé&stskych domi, byt se n€kolika zajima-
vymi pfiklady pysni napiiklad Suice a obje-
vili bychom je i v jadrech staveb dalgich
stfedov€kych mést. Syntetické stati o archi-
tektufe sakrilni se ujala uznavana autorita
v oboru Jiff Kuthan, jehoZ p¥ispévek ale
bohuzel dosahuje v rdmci vysoké drovné
textd katalogu spiSe primeérnéjsich kvalit.
O¢ méné se Gtenaf dozvi o genezi, vyvo-
jovém postaveni a obecnych strukturich
jednotlivych staveb, tedy o tématech, ktera
by jist& bylo mozno obecnéji sledovat, o to
vice je zatézkavin opakovinim historickych
adajt o konkrétnich objednavatelich, které
si v8ak jiz v seviené&jsi formé& precetl v his-
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torickych tvodech Michala Tej¢ka a Jana
Lhotidka. PfestoZe je z textu misty patrna
nepochybni, hluboki a detailni autorova
znalost kostelt v jihozédpadnich Cechach,

a pfedloZeny tak jsou cenné inovativni
postiehy k jejich podobé - naptiklad pou-
kaz na souvislost fady mistnich vesnickych
kostelti s klasterni architekturou v Pomuku
-, stat jako celek bohuzel trpi nekoncepé-
nimi posuny v €ase i prostoru a pfemirou
sude vypisovanych obecnych okolnosti
vzniku jednotlivych staveb. Rada otézek,
na které by ¢tenaf v syntéze podobného
druhu rad nasel odpovéd, tak ztstiva zcela
stranou: Odkud a &m se stavebnici v jiho-
zépadnich Cechich inspirovali? Hrélo zde
vétsi roli centrum Ceského kralovstvi nebo
sousedni Bavorsko a Franky?

Vlastni hesla vztahujici se k nejvyznam-
né&jdim dochovanym ptedeviim mé&stskym
sakralnim stavbam® zpracovali Zaci Jiftho
Kuthana: FrantiSek Zaruba, Veronika
Bartové a Miroslav Smied. Obecné lze
konstatovat, Ze jejich stati pFinaseji
kromé& né&kolika roztrousenych historic-
kych zminek maloco nového. Dokladem
budiz i fakt, Ze autofi vesmé&s prevzali do
katalogu sto let staré padorysy, oti§téné
kdysi v Soupisu pamdtek nebo v Némcovych
Déjindch Horazdovic z roku 1936.7 Pro takto
vyznamny projekt by si sledované stavby
zaslouZily nové zamé¥eni nebo alespori
korekci a prekresleni, nikoli pouze prostou
reprodukei ptivodniho obrazku. Za opome-
nuti pak musime povaZovat i to, Ze stavby
nejsou pojednany s pfihlédnutim ke svému
bezprostfednimu okoli. Citelné je to patrné
zejména v p¥ipadé kasperskohorského
kostela sv. Mikulase, kde zistala zcela opo-
menuta pfilehla kaple sv. Anny (ptvodné
patrné stfedovéky karner?), a nebo u poleii-
ského kostela V3ech svatych, kde neni
ruina pozoruhodné kaple sv. Markéty
z druhé poloviny 14. stolet{ ani zminé&na.
Kromé& opakovéni zav€ra starsi literatury
pak doslo k né&kolika zbyte¢nym chybam
a opomenutim zejména v piispévcich
Veroniky Bartové: v Nezamyslicich neni
systém obkro¢nych kleneb v zévéru presby-
tafe sklenut na (neexistujici!) stfedovy piliF,
ale na svornik, a ani mistni sanktuaf¥ neni
na atypické jizni strang, nybrz na obvyklé
severni. V piipad& Sufice by se zase ¢tenaf
mohl dozvédét, Ze dnes uz kostel nepii-
1éh3a k hradebni zdi, protoze ta byla od dob
Soupisu ubouréna. Ve Smiedové hesle ke
$pitalnimu kostelu ve Svihové zase zarazi
absence zminky o zdsadnim publikovaném
prispévku, jehoz autorkou je majitelka
objektu pamatkaika Linda Cihakova a ktery
pfinesl jak dakladny prehled stavebniho
vyvoje, tak i nové zamé&feni stavby a opravu



(Smiedem znovu opakovanych) nep¥esnosti
ze Soupisu.®

To, Ze zpracovani sakrdln{ architektury
mohlo mit o n€co vy35i ambice, ukazuji
prikladng& nésledujici texty, tykajici se
architektury $lechtickych sidel. Jak syntézu,
tak katalogova hesla zpracoval Jan Anderle.
Jeho tvodni stat nezahlcuje vr§enim histo-
rickych faktd, ale soustfeduje se na struény
prehled dosavadni literatury, aby ihned poté
pfesla k jednotlivim kategoriim objektt
a k tomu, jak se uplatiiovaly v d&jinach
jihozdpadnich Cech. NileZity prostor pii-
tom dostaly riizné technické vymoZenosti
tehdejstho hradniho bydlent (nap¥. teplo-
vzdudné topeni, konstrukce oken, prvky
opevnéni), které nejen ovlivnily celkovou
stavebni podobu objektt, ale jsou na jejich
zbytcich dodnes rozpoznatelné a studo-
vatelné. Pozornost je pFitom vénovana
i tvrzim, které se ve vlastnich katalogovych
heslech, moZna ke $kodé véci, samostatné
neobjevuji. I pfi nutném omezeni rozsahu
se totiz do katalogu alesporti n&€které z nich
dostat mohly.®

Na obdobné vysoké trovni se Anderlemu
povedlo zpracovat samostatna hesla tyka-
jici se nejvyznamnéjsich hradd v regionu.
Pfed ¢tendFfem se tak naplno otevie svét
jejich dobovych analogii i komplikovaného
vyvoje. Stoji pfitom za vyzdviZeni, Ze autor
pracuje s revizemi posledni literatury a ote-
viené pfiznava i to, Ze nové zavéry v nékte-
rych pfipadech vyvraceji jeho vlastni star§i
domnénky (nap¥. jeho star$i nazor o raném
pivodu hradu Rabi). Jakkoli sice neni
pozornost soustfedéna p¥imo na hrad jako
umélecky fenomén, z detailnich popisi
dobové kultury bydlent plasticky vyvstavaji
promeény, kterymi prav€ oblast bydleni na
Slechtickych sidlech od 13. do 16. stoleti
postupné prochizela a které ¢asto dzce
souvisely i s dobovym uméleckym citénim.

Jako velmi uZite¢ny a kvalitni doprovod
textd o sakrilni architektufe Ize chapat
resumujici pfispévek Alese Mudry tykajici
se vybaveni interiérii mistnich kostelt.
Krom mobilidfe v uzsim slova smyslu
se autor zamé&fuje i na sanktuife, sedile,
lavaba a nejrtiznéjsi ¢asto opomijené
vyklenky jako na stopy, které dokladaji
podobu nékdejsiho liturgického provozu
stavby. Tuto pozornost nelze nez uvitat
a miZeme jen litovat, Ze nemohla v kata-
logu dostat vétsi prostor, popfipadé Ze
shroméazdéné cenné informace nebyly
integroviny jiz do samotnych hesel o archi-
tektufe.

Podobnym smérem pak mifi i spoleéna
stat AleSe Mudry a Petra Jindry, ktera se
soustfeduje na obtiznou problematiku
ikonografie a umisténi figuralnich kon-

zoli. Zajimavé otazky zde zjevné& pFerts-
taji hranice vymezeného regionu - nabizi
se totiz s hrub€& provedenymi konzolami

z Nyrska, Chlistova, ze hibitovniho kos-
tela v Klatovech ¢i s o néco kvalitn€jsimi
piiklady z K¥istina pracovat spie v rdmci
gir§iho badatelského kontextu nez na
omezené mistni drovni, kde v posledku
chybi vé&tsi pocet srovnatelnych piipadi.
To bezd&ky piiznivaji i autofi tim, jak vel-
kou pozornost vénuji vyjime¢né kvalitnim
konzoldam ze severniho dvoulodi kostela
sv. Hastala v Praze, které s danym regionem
pfirozené viibec nesouvisi.

Malba na okraji Cech

Piehled nésténné a deskové malby v regio-
nu zpracoval Jan Royt. Po tivodnim sezna-
meni s dosavadni literaturou pFfechédzi autor
do obsdhlého vy¢tu dochovanych pamatek,
ktery v8ak netsti v ofekdvanou synté-

zu. Tu je nutné spise vy¢ist mezi Fadky.
Trpélivy ¢tendf zde nicméné najde fadu
dtlezitych informaci o mali¥skych pamat-
kéach v regionu, z nichz pak celkovy obraz
plasticky vyvstava. Cenné jsou pfedeviim
komplexni informace o malbach, které se
nedockaly vlastnich katalogovych hesel. Je
viak velké $koda, Ze ani pro jednu z nich
se nenaglo misto na doprovodnych ilustra-
cich, i kdyz se u mnohych jedna o vytvarné
projevy nepominutelné kvality (Maly Bor,
Dlouha Ves u Susice a dalsi).’o Jednotliva
katalogové hesla, o kterd se Jan Royt podélil
s Ondfejem Faktorem, jsou zpracovana na
solidni trovni, byt p¥isné vzato zdsadné
nové poznatky nepfinaseji: To je nicméné

v mnohych p¥ipadech dano tim, Ze oba
autofi v této oblasti mohou Eerpat ze svych
star§ich publikovanych i nepublikovanych
detailnich vyzkum#.* Vytknout tak lze
spie drobnosti, jako nejednotny tzus
prepist napisti, zejména rozvadeéni zkratek,
které jsou n€kdy ignorovany.*? Interpretaéni
dtsledky pak ma opomenuti existence népi-
st na malbach ve $vihovské Cervené bastg,
které podle vieho odkazuji na smysl celého
dnes téZce poskozeného celku.?

Z dochovanych pamiétek deskové malby
vystoupila jasnd orientace na norimberské
malifstvi Wohlgemuthova okruhu, byt na
druhofadé kvalitativni Grovni, coZ zaujme
zejména v piipadé Fezbatsky vynikaji-
cich dél, jako jsou Velhartickd archa &i Oltdf
Nejsvétéjsi Trojice z Rabi. Z tohoto priméru
pak zFeteln€ vybocuji zru¢né provedené
malby Epitafu Piity Svihovského a Chudenické
archy hypoteticky spojované s prazskym
malifem Simonem Lébem. Royt si citlivé
v3im4 rozdilt mezi ob&ma dily a konstatuje
autorské spojeni pouze u Chudenické predely
a Piitova epitafu, zatimco v postavich chude-
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nickych svétcti navrhuje spise vidét odlis-
ného autora. Nejsou ale obli¢eje sv. Vaclava
na Chudenické arse a sv. Bartolomé&je na
epitafu totoZné do té miry, Ze je za nimi
mozné hledat praci jediného tvtirce?
Existence §ir3i malifské dilny s v&tsim
poctem sil se jisté nabizi - to by ostatné
vysvétlovalo lehce toporné zpracovani kle-
&iciho donatora v Chudenicich -, ale snad
by bylo mozné pfedpoklidat, Ze svrchované
kvalitni tvafe zdejsich svétct jsou dilem
hlavniho mistra, zatimco jeho pomocnici
zpracovavali draperie jednotlivych postav.
Gotickou kniZni malbu zpracoval pro
katalog Viktor Kubik. Musel se pfitom
vyrovnat s tim, Ze vzhledem k neexis-
tenci vétsich klasterti nevznikaly v regi-
onu vyrazné kvalitni iluminace a vrchol
vyzdoby pfedstavuji ornamentalni iniciily.
Situace se pon€kud méni na prelomu 15.
a 16. stoleti se vznikem bohaté& zdobenych
knih mé&stské provenience (mé&stska prava,
graduily), tfebaZze ani ty nelze povazovat
za to nejlepsi z dochovaného fondu tuzem-
ské knizni malby a jejich silna orientace
na centra ve vnitrozemi, pfedevdim na
Prahu, je zfejma. Pon€¢kud nekoncepéné se
jevi zafazeni Hdzmburského misdlu na tvod
katalogu. Tento nikladny, v Praze vznikly
rukopis by dle mého nézoru v katalogu
nemél byt, byt jeho pisa¥ (pravdépodobng
odli3ny od iluminatort) podle jména pocha-
zel z Klatov. Kubikova katalogovi hesla jsou
peclivé zpracovana podle vzort katalogii
rukopisnych sbirek, a jsou tedy struénym
seznamem vedkeré obrazové vyzdoby
a obsahu jednotlivych rukopist. Nabizi
se vak otdzka, zda by pro potfeby obec-
ného vystavniho katalogu lépe neposlou-
zila forma struéné&jsich hesel hodnoticich
charakter a strukturu vyzdoby, byt za cenu
méné detailniho popisu.

Plastika jihozapadnich Cech

a jeji souvislosti

TE&Zi5tém katalogu jsou texty vénované
diltm stFedovékého Fezbafstvi, kterd patfi
k vrcholtim na3i pozdné stfedovéké pro-
dukce. Autofi se pFitom neomezili jen na
fond mistni, ale pojali do katalogu i celou
fadu vytvarnych analogii ze sousednich
oblasti. Markantni je to zejména v p¥ipa-
dg& praci spojovanych s okruhem Mistr
Zvikovského a Zebrického Oplakavani,
kde z mist mimo region pochézi vice nez
polovina zahrnutych soch.” Tento piistup
umoZnil zaméfit se detailn€ na okruh tvor-
by Zvikovského mistra a nov€ jej pojednat
véetné& vztahu k pfibuznym pamétkam

z okruhu autora Oplakdvdni ze Zebrdku - a to
ve zietelné snaze nové se vyrovnat s kata-
logem Jikoceskd pozdni gotika z roku 1965.%
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Casteéné tak ustoupil do pozadi soupisovy
charakter katalogu - fada pfedeviim nere-
staurovanych soch s novodobou polychro-
mif byla reprodukovana pouze v ivodnich
statich.” Parametry vybéru jsou legitimni

a jejich zvaZeni je jist€ véci kazdého jed-
notlivého ¢tenife, na tomto mist€ je tfeba
pouze upozornit, Ze pravé konkrétni podo-
ba detailné zpracovdvaného souboru (v rela-
ci k pamatkdm zminénym pouze v Gvodni
stati) podstatné ovliviiuje nejen skladbu,
ale i moznosti a vyznéni zavérh z katalogu
vyplyvajicich.

Uvodni charakteristiky socharské pro-
dukce v regionu se ujala Michaela Ottovi,
autorka i dal3tho textu podrobné hodnoti-
ctho dilo Zvikovského mistra. O jednotliva
peclivé vypracovana hesla se pak podélila
s AleSem Mudrou, Petrem Jindrou, Olgou
Kotkovou a Janem Roytem.

Z doby pied husitskou revoluci se v regi-
onu dochovalo jen n€kolik mélo soch, které
navzijem mezi sebou nevykazuji jakékoliv
autorské & formalni vztahy. Jejich zaFazeni
tak vychédzi z Kutalova modelu chronologie
krasného slohu a, jak autofi pFesvédé&ivé
dokazuji, jejich analogie najdeme ve vétich
centrech mimo region, at uz to byla Plzeni
nebo Praha.

Orientace dochovanych pamaétek na vnit-
rozemi se prudce méni na konci 15. stoleti,
kdy se v regionu objevuje vice dél zfetelné
vychiazejicich ze sochafské produkce ve
Svabsku a v Podunaji. Modelovym prikla-
dem, kterého si nilezit& povsimla jiz starsi
literatura, je Velhartickd madona, ale jak
dokazuje katalog (ktery zde iéeln& shrnuje
a dopliiuje star3i diléi poznatky rozptylené
ve specialni literatufe), §lo o vyrazné& irsi
proud. Druhym trendem je orientace p¥imo
na geograficky blizkou tvorbu bavorskou,
které je velmi markantné& patrna naptiklad
v rabskych postavach Krista a Boha Otce -
konstatovana blizkost k Oltdfi sv. Salvdtora
% Heiligenstadtu je zcela pFesna. Katalog
naznacuje, ze obé& stylova vychodiska,
Svabsko a Bavorsko, neni nutné stavét
do opozice, protoze v Dolnim Bavorsku
i v pfilehlém Rakousku probihala intenzivni
recepce §vabskych vzord (kromé& piikladt
z katalogu ji doklada napiiklad Madona
z Loichingu, ktera opakuje draperiové
schéma, obli¢ejovy typ i posazeni ditéte
Velhartické madony, tfebazZe oproti eské sose
i ptivodnim $vibskym schémattim zdhyby
jeji draperie krystalicky tvrdnou, coz je
patrngj3i v pfipad& dal3ich obdobnych dol-
nobavorskych dél).** Podobnym zptisobem
se v regionu prosazuje nicméné i produkce
hornobavorska - rafinovana hra s ostrymi
hranami lem# $at v kombinaci s jednodu-
chymi prosté podanymi plochami dilensky



spjatych Madon % Uhlisté a Dobr§e ma para-
lelu v blutenburskych figurach, které své-
bytné& rozviji grasserovské pojeti. Autortm
katalogu se tak podafilo isp&sné demon-
strovat, Ze orientace Piity Svihovského nebo
Koctl z Dobrie na wittelsba3sky dvir se z¥e-
teln€ odréZela i v charakteru sochafskych
praci pochézejicich z jejich panstvi.
Zdaleka nejzajimavéjsi soubor plastik
v jihozépadnich Cechich je oviem spojen
s historiografickym konstruktem tzv. Mistra
Zvikovského Oplakavéni. Jak spravné
konstatuje na tvod své sv&Zi stati Michaela
Ottovi, nemame co dé€lat s historickym
umélcem, muZem z masa a kosti, ale s kon-
ceptem ,narozenym®“ teprve v roce 1962.
Vyzkum shrnuty v katalogu viak p¥inasi
celou fadu poznatkd, které tento umélec-
kohistoricky model vice pfiblizily realité
dochovaného fondu. Vysledky zaloZené na
formélni analyze doplnil zejména prizkum
zadnich stran soch, kde charakteristické
zpracovani vyhloubeni radidlné vedenymi
zaseky uzsiho dlata pomohlo vymezit jadro
praci pfedpokladaného Zvikovského mis-
tra.”? Problém ovSem nadéle nastiva na
styku se skupinou soch patficich do okruhu
jesté difve stvofeného Mistra Oplakavani
ze Zebraku - u Svétice = Homol (pripsané
s otaznikem do cuvru Zvikovského mistra)
se totiZ vyhloubeni podoba sochdm z Zeb-
rackého okruhu (Md#i Magdalena z Malého
Boru a Svatd Trojice % Budéjovic), naopak
u Malsinské madony (p¥ipsané s otaznikem
do eeuvru Zebrického mistra) se priblizuje
sochdm z okruhu zvikovského. Badatelé
odmitaji (a domnivim se, Ze spravné) auto-
maticky pfijmout jednoduché kligé o jed-
nom umeéle vytvofeném anonymnim Fez-
bafi, ktery by mél byt Zdkem druhého. Pfi
uvazeni jasné vymezeného jadra dila Mistra
Zvikovského Oplakavini, oproti kterému
se prace Zebrackého mistra zdaji o poznani
riznorodéjsi, se Ottova kloni pfimo
k ,dekonstrukci®,* respektive zpochybnéni
existence smyslu pomocného oznaéeni
Mistr Zebrackého Oplakavani. Neni ale
tento symbolicky pohieb Zebrického mis-
tra, jakkoli my38lenkové inspirativni, p¥ece
jen jest€ predCasny? I v piipadg, Ze z vlast-
ntho dila Mistra Zebrackého Oplakavani
vyFadime né&které sochy diive obecné
povazované za soudédst okruhu (nabizi se
to zkusmo nap¥. u Mual§inské madony nebo
Madony z Kralovic, u nichZ nachizime analo-
gie k Madoné % Hracholusk a Svétici z Homol),
stile zlstadva soubor vzdjemné& nepiehléd-
nutelné p¥ibuznych soch, které se svym
pojetim od vlastniho jadra dél Zvikovského
mistra vzdaluji. Jak se totiZ vyrovnat se
zjevnou blizkosti Zebrdckého Oplakdvdni,
budg&jovické Svaté Trojice a Mdvi Magdaleny

z Malého Boru?* Krom opatrného odmitnuti
puvodniho konceptu na tuto otidzku kata-
log jiZz odpov€d nenabizi. KdyZ se vratime
k vy3e Fe€enému, tak je v3ak trochu nespra-
vedlivé to po autorech katalogu pozadovat
uZ jen proto, Ze fada soch, jejichZ nova
podrobné analyza by snad alesponi dil¢i
odpovédi pfinesla, ztstala nutn€ mimo
jejich zabér. Jde predevsim o dila souvi-
sejici se slozitou problematikou fezbaiské
tvorby v Ceskych Budé&jovicich, kde sice
pisemné prameny dokladaji pfitomnost vét-
§tho mnozstvi fezbai, Zddnému z nich ale
nedokiZeme s jistotou pfiradit byt jediné
konkrétni dilo.?? V 3ir§im okoli Budg&jovic
pak najdeme dal3i sochy, které vykazuji

ve zjednoduSeném pojeti charakteristiky,
které i po revizi euvru Zvikovského mistra
pfipominaji spie typiku dé&l Mistra Zebric-
kého. Otaznik se dle mého nazoru napii-
klad vzna3i nad zafazenim torza z Bilska

¢i Mdri Magdaleny ze Strmilova k okruhu
Zvikovského mistra, jak navrhuje bez dalsi
argumentace Ottova.? Zde se dostdvime
bliZe k jedné z hlavnich otazek, které se
autofi katalogu pokusili Fesit, a sice, kde
nyni jiz 1épe vymezend a uchopitelné dilna
Zvikovského mistra ptisobila. Vychozim
bodem pfitom byla Homolkova hypotéza,
Ze by to mé&lo byt bud v Horazdovicich,
nebo v Kagperskych Horach.* Na zdkladé
hospodafského viznamu mésta na zadatku
16. stoleti se katalog opatrné& vyslovuje ve
prospéch Horazdovic. Podstatnym pro-
blémem nicméné zUstiva, Ze provedena
archivni reSerSe autortim neodhalila pii-
tomnost byt i jen jediného zde piisobictho
Fezbéafe.” Zaneseme-li mista nalezti soch
Zvikovského mistra do mapy, nabizi se
jista pochybnost, zda je tfeba se opravdu
rozhodovat konkrétné mezi Horazdovicemi
a Kasperskymi Horami: sochy se objevuji
po celém $ir§im povodi Otavy na tizemi,
jehoz stfedem jsou zhruba Strakonice

a které krom€& Horazdovic a KaSperskych
Hor pokryvi i Prachatice, Blatnou, Vodiiany
a dotyka se Pisku a Ceskych Budé&jovic.2
Zde viude a nejen v Kasperskych Horich
nebo HoraZzdovicich bychom méli patrat,
zda pisemné prameny nezachytily jména
Fezbart, tFfebaZe asi nelze doufat, Ze se
takto snadno podafi spojit né€jaké docho-
vané jméno s konkrétni Fezbou. Druhou
paralelni linii dal§tho v§zkumu vidim ve
sméru, ktery katalog dostate¢né pregnantné
naznafuje pozornosti vénovanou i zadnim
strandm soch: detailn&ji restauratorsky
priuzkum fezbiiské technologie by mozna
mohl posunout aktudlni badani kupfedu

- nabizi se zamé&Fit se na klizeni desek
velkych reliéfdi, provedeni polychromie
Fezeb apod.” Snad by tak na zaklad€ tech-
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nologickych analyz bylo mozné korigovat
vysledky formalni analyzy a vydé&lit men3i
skupiny soch, u nichz by bylo mozno
konstatovat pevné&jsi dilenské vztahy nez

v pfedpokldadanych velkych okruzich obou
anonymnich mistrél - ostatné timto smé-
rem ukazuji i autofi katalogu, kdyz vyta-
zuji ze skupiny praci Mistra Zebrackého
Oplakavani sosky % Lub a sochy dvou Jani

z okoli Horazdovic a za jejich vznikem vidi
¢innost jedné samostatné dilny.?® A v tomto
smyslu se lze opravdu pfiklonit i k dekon-
strukci konceptu Zebrackého mistra, jak
navrhuje Ottova. Limity na§eho poznéni
totiz skute¢né svazuje trvajici badatel-

ska tradice: v prvni fad€ vliv, ktery méla
Opitzova konstrukce, zaloZena pochopi-
teln& pouze na té &asti fondu, jez byla
aktudlné znama; a za druhé Homolkovo
rozdéleni nartstajictho souboru do dvou
vzijemné& provizanych skupin. I to ale bylo
pevné svizino se zakladatelskou Opitzovou
praci: vymezenim souboru soch i nezpo-
chybnénym uméleckym vyvojem jejich
pfedpoklddaného autora, o které se mezitim
opfely z4véry dalsich badatelt jako Alberta
Kutala nebo Jifiho Kropicka. Kazdé nové
zafazeni byt i jen ¢asti souboru tak znovu
otevird problematiku soudrznosti celku
opét od zadatku.® Proto i stavajici FeSent
autort katalogu vyvoléva ¥adu otdzek v sou-
vislosti se zafazenim praci, které nemohly
byt v katalogu dtikladnégji pojednény, coz
plati zejména o zminénych pamitkach
jihogeského ptvodu. Doufejme, Ze se na né
dal3i badéani pokusi odpovédét.*

Kromé soch, které podrobné diskutovala
uZ star3i literatura, p¥inasi katalog i sochy,
jez dosud zistavaly stranou z4djmu. Vedle
zajimavé krasnoslohé Madony % Klatov nebo
Svétce z Kavrliku, jenz dokumentuje vrstvu
fezeb spjatych s Kefermarkiskym oltdiem,
jsou to napiiklad ¢ty#i kvalitni reliéfy
s ndméty z Kristova détstvi z dominikan-
ského klastera v Klatovech. Jejich volna
leinbergerovska orientace je nepochybna,
jakkoli se jejich zafazeni do okruhu Mistra
Alttotingskych dveti vaZze na komplikované
interpretace pozdniho tviiréiho obdobi
tohoto mistra.® Samostatnou otdzkou je
objednavatel klatovskych desek, kterého
se Michaela Ottova na zdkladé napisu na
limci jedné z postav (,ATONIC*) pokusila
ztotoZnit s vyznamnym klatovskym mé&s-
tanem Janem Nikodémem. Problematické
se zde jevi, Ze prave tento reliéf kopiruje
Diirertiv dievorez ze Zivota Panny Marie,

a to pomé&rn€ vérné véetné draperii a také
obliéejovych typt. Modlici se muZ je tedy
na reliéfu zobrazen identicky jako na slavné
grafice. Slo-li by skute¢né o doniatora, nepo-
zménil by fezbaf rysy jeho tvire?’?
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Kromé& formalnich a donétorskych
vztahtl nebyly v katalogu opomenuty ani
otazky ikonografické a ikonologické. Tém
se vénuje metodologicky inovativni stat
Petra Jindry v€novand dtleZité tematice
Oplakavani Krista jako dtlezitého pozdné
stfedovékého devoéniho tématu. Nabizi se
ale otdzka, zda se autor pfi pokusu popsat
roli, kterou (nejen) Zvikovské nebo Zebrdcké
Oplakdvdni mohlo hrat v dobové zboZnosti,
nerozkrodil pfece jen piili§ velkoryse -

v Sirokém riamovani ¢asovém (od roman-
ského uméni po 16. stoleti) a prostorovém
(od Ttalie pres Spanélsko a Francii po
Nizozemi) se zfetel na zvikovsky a Zebracky
reliéf ¢ tuzemsky kontext pon&kud ztraci.
Jista opatrnost je asi na mist€ i ohledné
mozného pFecenéni Kantorowiczova
konceptu sakrilniho téla spoleénosti,
ktery Jindra zajimavé vyuziva k interpre-
taci Oplakdvéani.? V odstinech moZnych
vyznami se tu ponékud ztrici zdkladni
symbolicka rovina tématu doloZend i napi-
sem na Jindrou zmifiovaném a reprodu-
kovaném obrazu Jeana Fouqueta.* Ten
poukazuje na to, Ze Kristus podstoupil

k zdrmutku svych nejblizsich krutou

a bolestivou smrt, jen aby vzal na sebe
nage hfichy a od¢inil je. Téma Oplakavéani
tak bylo pfedevsim pfipominkou Kristovy
obéti, bezbifehého milosrdenstvi, které
déavalo i byvalym hif$nikim v hodin& smrti
nadé&ji na spasu a posilovalo jejich pokoru
pii pfijeti nevyhnutelného konce. MoZné
eucharistickd nebo eklesiasticka role se tak
jevi aZ jako sekundérni, pfestoze si pozor-
nost jisté zaslouzi.

Katalog uzaviraji hesla vénované uzi-
tému uméni, na vysoké drovni zpracovana
AleSem Mudrou a Michalem Tejckem. Zde
jist& zaslouzi vyzdvihnout alesporti pozoru-
hodny kachel s protipapezskou tematikou
nalezeny na Rabi. Ukazuje totiz, Ze i kato-
lictvi Svihovskych (podle vieho Viléma ml.
Svihovského z Ryzmberka) mohlo nabyvat
pozoruhodnych podob a do jisté miry
nebylo ve sloZitém prostfedi jihozdpadnich
Cech nepredstavitelné ani do¢asné prekle-
nuti konfesnich bariér.

Zavér

Katalog Obrazy krdsy a spdsy patii bezpochy-
by k dtlezitym poc¢intim sou&asné umélec-
kohistorické medievistiky. Oproti star§im
podobnym projekttim je vidét markantni
posun ve skuteéné naplnéné interdiscipli-
narni spolupréci historikéi uméni a histo-
rikt zabyvajicich se archivnimi prameny

i na lokalni drovni. Modelovym p¥ipadem
takové spoluprice, ktera je nejsilnégji citit
ve vykladu stfedovéké plastiky, je napfi-
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klad rekonstrukce oltart v rabském kostele



Nejsvé&téjsi Trojice. Archivni a historické
reSerSe prinesly ale i fadu zdénlivé méné
dtlezit&jsich tdajt, které vsak podstatnym
zptusobem rozsifily nafe poznani docho-
vaného fondu (identifikace sochy Mdri
Magdaleny v baroknim inventa¥i malobor-
ského kostela, zpravy o ptivodu dnes odci-
zené Strasinské madony ad.). Diky pisemnym
pramentm koneéné vystoupily na povrch
pevné vazby predpokladanych objednava-
teld k sousednim rakouskym a némeckym
zemim i vazby objednavatelti mezi sebou
navzijem (kontakty Svihovskych, Rozmitalé
a Svamberkd). Krom donétorskych vazeb
vSak katalog Gsp&3né& posouvi i studium
dnes n€kdy ponékud lehkomyslné& opomi-
jenych formalnich vztaht. Usilim autord

se tak podstatn& zpfesnil na§ pohled na
Siroky okruh praci spjatych s Mistrem
Zvikovského Oplakavini, coz nis nevyhnu-
teln€ posouva smérem k otevieni otdzky po
udrzitelnosti stavajiciho konceptu Mistra
Zebrackého Oplakivani. Recenzovani kniha
se tak jisté stane nepominutelnym funda-
mentem pro nasledujici diskuse o charakte-
ru uméni v jihozapadnich Cechéch, jejichz
nékteré mozné dal3i sméry jsem se pokusil
naértnout i v tomto textu. Kvalitou gra-
fického i védeckého zpracovini tak kniha
nasadila vysokou latku pro veskera dalsi
zpracovéni, a to navzdory n&€kterym drob-
nym redakénim vaddm na krése, které se tu
a tam objevuji a jichZ se v aktudlné& panuji-
cim systému produkce v&deckovyzkumnych
vysledkd, svizaném milo pochopitelnymi
ekonomicko-administrativnimi parametry

a lhtitami, v podstat& nelze zcela uvarovat.”
Lze tedy konstatovat (a to i s ohledem na
vynikajici navitévnost zejména plzeriské
expozice), ze koncept badatelské vystavy
viestranné& usp&sné funguje i na zalatku
21. stoleti a Obrazy krasy a spésy s kvalitné
zpracovanym védeckym katalogem jsou
jeho skv&lym predstavitelem.

Pozndmky

1 VE&tdi tzemni zabé&r se pokousel

obsahnout i projekt Rogmberkové, srov. Jaroslav
Panek et al. (edd.), Rogmberkové - Rod Ceskyjch
velmo%ii a jeho cesta déjinami, Ceské Budé&jovice
2011, ktery se v3ak lisi koncepci tdzce se
soustfedujici na donitory. Cast autorského tymu
vystavy Obrazy krasy a spasy podstatné vtiskla
podobu i katalogu Uméni gotiky na Chebsku, Cheb
2009, ktery ale pracuje s podstatné mensim
dzemim a mimo sochafstvi neni zpracovan
katalogové, byt jsou jednotlivé umélecké druhy
zpracovany v samostatnych statich.

2 Neni totoZny s autorem recenze, jde

o ndhodnou shodu jmen.

3 Viz vzpomenuty katalog Panek et al. (edd.)
(cit. v pozn. 1).

4 Karel Ku&a, Mésta a méstecka v Cechdch,

na Moravé a ve Slezsku I-VIII, Praha 1996-2011 sice
pfinasi fadu uZite¢nych informaci, ale naprosto
postrada v tomto pripadé tolik potFebny
poznamkovy aparit i seznam literatury.

5 Srov. pojeti hesla tykajici se mést a stat
Mileny Hauserové v katalogu Jifi Fajt (ed.), Gotika
v zdpadnich Cechdch (1230-1530), Praha 1996, dil 1.,
s. 138-170.

pfedevsim kostely vesnické. U nékterych, jako
tfeba u kosteltt v Bukovniku nebo Zdouni, jde
pfitom o citelné desideratum.

7 V tomto smyslu lze vyzdvihnout, Ze se

nové kresby ptidorysu dostalo kostelu v Rabi,
byt i v tomto pfipadé chybi obvykla graficka
identifikace jednotlivych fazi a doby vystavby.

8 Linda Cihikov4, Byvaly $pitdln{ kostel

sv. Jana Evangelisty ve Svihové&, Priizkumy pamdtek
VII, 2000, s. 203-208.

9 To se tyka napf. architektonicky zajimavé
tvrze v Cachrové.

10 Samostatné stoji otizka, zda se n&které
pfimo do katalogu - nap¥. Chudenice se
stfedov€kou vymalbou kontinuiln& udrzovanou
zdej$imi Cerniny, proroci z arcidékanského
chramu v Klatovech (jako pfiklad kvalitni
stfedov€ké malby kralovskych mést) & z oblasti
deskové malby literaturou spi¥e opomijené
Oplakdvdni z Chudenic, pochézejici snad ptivodng
ze Svihova.

11 Hojné citovani diplomova price Ondfeje
Faktora, StFedovékd ndsténnd malba v jihozdpadnich
Cechdch - Klatovsko (nepublikovand prdce na Ustavu
déjin uméni FF UK v Praze), Praha 2008 (FAKTOR
2008) se jakymsi opominutim nedostala do
soupisu citované bibliografie na konci knihy.

12 V Roytové heslu k vymalbé Sv. Mikulase

v Kagperskych Horéach je s drobnou nepfesnosti
prepsan napf. kruhovy medailon informujici

o smrti plebana Friderika. Ten mé byt spravné
rozveden: ,A.D. M.C.C.C.X.X.X. IN. DIE.
BEATI. SERVACII. FRIDERICUS. PLEBAN(US).
O(BIIT).“ Poskozeny napis vedle Ukfigovdni

pod Svatou konverzaci 1ze alespori na zadatku

lépe doplnit na ,[..] C.C.C.X.X.X.X.IIII. Obiit
D(o)m(i)n(a) Katerina uxor [...]% &ili malby jsou
pravdépodobné o deset let mladsi, nez jak se

v katalogu uvadi.

13 Nipisy se vztahuji k pomijivosti véci (dvé
maximy o pomijivosti nového a moci ¢asu),
pomijivosti lasky (vers z Ezopovijch bajek ve
zpracovani Waltera z Anglie) a moci penéz (ver$
z Petroniova Satiriconu). Autor recenze pripravuje
na téma tzv. zelenych svétnic samostatnou studii,
kde bude pojednano i o dvihovskych néapisech.
14 Toho lze litovat pfedeviim u Klatovského
gradudlu z roku 1560, kde se nabizi moznost
podrobngjsi analyzy grafickych vzort
jednotlivych iluminaci, kterou Kubik pouze
struéné naznacuje ve svém tvodu.
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15 To plati, nepfedpokladdme-li automaticky
hypotézu o sidle Mistra Zvikovského Oplakavani
v Horazdovicich.

16 Jaromir Homolka (ed.), Jihoéeskd pozdni gotika
1450-1530, Hluboka 1965. Geografické vymezeni
tohoto katalogu bylo v3ak od recenzovaného
odligné. Historické stati a kapitola k sochaf¥stvi
pojednaly Sirokou oblast zhruba od Slavonic po
okoli Klatov, dalsi druhy pamétek, napf. malba,
byly zpracovany na podstatné men3sim tzemi ve
vlastnim jadru jiznich Cech.

17 Prikladem budiZz Madona z K¥istina, ktera

je asi nejbliz3i tuzemskou analogii Velhartické
madony. Tim Ze k¥istinska socha nema vlastni
heslo, ale pouze mens3i fotografii v ivodnim
textu, je obtizné zhodnotit, nakolik by tato
blizkost mohla byt dilenského charakteru. Diky
vyb&ru materidlu pak jen v poznamce tvodni
stati zlistala zminéna zajimava alternativa
vétsinou podunajsky orientované sochafské
produkce v regionu, a sice vztah k Plzetisku

¢i dale k Sasku, ktery Ottova doklada na
nerestaurované a do katalogu nezahrnuté sose
sv. Jakuba z Ostietic.

18 Franz Niehoff (ed.), Vor Leinberger. Landshuter
Skulptur im Zeitalter der Reichen Herzoge Bd. 2,
Landshut 2001, s. 426-427.

19 Lze privitat publikace fotografii zadnich
stran dé&l, je pouze §koda, Ze se tak nestalo vzdy
a disledné. V nékterych pfipadech se ¢tenar
musi spokojit pouze s popisem (do katalogu
nezahrnuta Mal$inskd madona), jindy neni zptisob
opracovani podrobnéji fefen (Gdajné vzadu
»Siroce vyhloubena* reliéini Sv. Barbora ze
Strakonic).

20 Pfisné vzato nejde o dekonstrukei ve smyslu
terminu technicu postmoderni v&dy, protoZe neni
podroben diisledné strukturélni analyze diskurs,
ktery k etablovani oznaleni vedl, stejné& tak

jako neni vystavéna nova struktura, ktera by
problému lépe vyhovovala.

21 Maloborskou plastiku Ottova zafadila do
dila Zebrackého mistra jen s otaznikem, ale
neuvadi Zddné argumenty pro tuto pochybnost
kromé& nesouladu opracovani zadni strany

s Malsinskou madonou, ktera byla odjakziva
povazovéna za dflo Zebrackého mistra, ale

o které zaroveri konstatuje podobnosti se
zvikovskym okruhem.

22 V katalogu je zdej§imu mistru Alexandru
Obensteinovi s otaznikem pfipsano Klanéni

tfi krdlii z Ceskych Budé&jovic. K pisemnym
pramentim srov. Karel Pletzer, Ceskobudgjoviéti
umélci ze za¢atku 16. stoleti, Jihocesky

sbornik historicky LXIII, 1994, s. 15-21.

S udaji se pokousel kontextualngji pracovat
dominikanského klastera v Ceskych
Budé&jovicich, Uméni VIII, 1960, s. 160-175.

23 Strmilovska Md#i Magdalena kopiruje
maloborskou sochu, zatimco torzo piety % Bilska
mé pozoruhodné analogie v Oplakdvdni e
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Zebrdku. V rAmci vystavy 1965 se na jejich
interpretaci Jifi Kropagek s Jaromirem Homolkou
neshodli. Zatimco Homolka je fadil do okruhu
Zvikovského mistra, Kropaéek usuzoval

naopak na Mistra Zebrackého. Homolka se
opakovang vyslovil pro zafazeni obou plastik
do zvikovského okruhu v &lanku Jaromir
Homolka, Pozndmky k dilu Mistra zvikovského
Oplakavani, Zprdvy pamdtkové péce XX VI, 1966,

S. 74-79. V recenzovaném katalogu nejsou sochy
reprodukoviny, jen kritce zminény.

24 V stati Jaromir Homolka, Sochafstvi, in:
Poxdné gotické uméni v Cechdch (1471-1526), Praha
1978, s. 207 se vyslovil pro Horazdovice, pozdé&ji
v Pozdné gotické sochai'stvi, DCVU I/2, Praha 1984,
s. 555 pfipousti i Kadperské Hory.

25 Pfirozené je nutné poditat i s pfipadnou
kompletni ztratou t&chto prament. K opatrnosti
pii pouziti takového argumentu nicméné
nabadaji dochované doklady o existenci jinych
cecht (koZesnici, kozeluhové) a Eetné zminky

o jinych mé&stanech.

26 Podobng Jifi Fajt, Late Gothic Sculpture

in Bohemia during the Reign of Wladislaw II
(1471-1516). The present State of Knowledge and
Questions of Future Research, in: Dietmar Popp
- Robert Suckale (edd.), Die Jagiellonen. Kunst und
Kultur einer europdischen Dynastie an der Wende zur
Neuzeit, Niirnberg 2002, s. 251-262, navrhoval
jako mozné sidlo dilny i Prachatice.

27 V pfipadg, Ze se uméleckohistoricka
argumentace ¢astedné opird o technologické

a restauritorské prazkumy, by bylo jisté

Gdelné zarazeni stati z pera specialisty, ktera

by o produkci zminénych okruht detailngji
pojednala pravé z t&chto tzce zamé&fenych
hledisek.

28 Vydéleni dalsich skupin uz naznaéil

i Miillertiv pokus vytvofit jeden dilensky okruh
sestavajici z Eeskobudg&jovického Klanéni ti krdli
a TFebotovické madony, kterézto fezby byly obé
nékdy piipisovany diln& Zebrického mistra,
srov. Jan Miiller, N&které predpoklady raného
dila Mistra reliéfu Oplakéavéani Krista ze Zebrika,
Uméni XXXVIII, 1990, s. 15-25 (ob& sochy autofi
katalogu z euvru Mistra Oplakavani ze Zebraku
vyfazuji). Skepticky jsem naopak k pokusu
vysvétlit dochovany fond jako produkci jedné
obii a dlouho ptisobici dilny, srov. Gabriela
Zitkova, Mistr gebrdckého Oplakdvdni a jeho vztah

k Mistru zvikovského Oplakdvdni (nepublikovand
diplomovd prdce na Ustavu déjin krestanského uméni
KTF UK v Praze), Praha 2008.

29 Silu tradice, ktera antikvovala i jeho
dosavadni vyzkum v tomto sméru si uvédomil uz
Albert Kutal, K vystavé Jiho¢eska pozdni gotika
1450-1530, Uméni IV, 1966, s. 227: ,Rozdéleni dila
mistra Zebrdckého Oplakdvdni na dvé osobnosti zménilo
podstatné problém chronologie jejich dila.“

30 Napft. otizka, jak se stalo, Ze tviirci
jihoeskych soch pfebirali (v Budg&jovicich
vznikla?) schémata Zebrackého mistra



prostfednictvim (horazdovické?) dilny Mistra
zvikovského?

31 Michaela Christina Neumeister, Studien zu
den Alttétinger Tiiren und ihrem Meister, Hamburg
1996.

32 Lze kontrovat hypotézou, Ze zkratka muze
skryvat spiSe jméno neznamého autora fezby
nez donétora. MuzZe jit ale i o akronym né&jakého
dosud neznamého textu, srov. text ,, VFDEI*

(= Vere filius dei erat iste) na napisové pasce
setnika z Raphonova Ukfigovdni % Heiligenstadtu.
33 Ernst Kantorowicz, The King’s Two Bodies:

A Study in Mediaeval Political Theology, Princeton
1957.

34 |, Christus semel pro peccatis nostris mortuus est
iustus pro iniustis“, s. 431.

35 Neduasledné odkazovéni na katalogova
hesla v ramci Gvodnich textt a jinych hesel,
nejednotny prepis ndpisil a pisemnych prament,
né&kdy rozdilné nazory v ramci kolektivu

autort, které nejsou reflektovany, jako by

si jich autofi navzajem ani nebyli v€domi

(napf. pfedpokladany patronit niederaltaidského
klastera nad kostelem v Moufenci u Annina:
Zatimco Tejéek se Lhotdkem jej odmitaji, Royt

s Kuthanem jej nezavisle na sobé& na zakladé
star3i literatury pFedpokladaji, aniz by jakkoli
reagovali na argumenty spoluautord).

Sexnam vyobrazeni
1 Obélka knihy.

2 Mistr Oplakéavéni Krista ze Zebraku, Oplakdvdéni
Krista ze Zebrdku, kolem 1510, Muzeum hlavniho mésta
Prahy.

3a, b Mistr Oplakavani Krista ze Zebraku (?), MalSinskd
madona / MalSinské madona, zadni strana, kolem 1510-
1520, Narodni galerie v Praze.

4 Mistr Oplakavani Krista ze Zebraku - dilna (?),
Dvojice andéld, kolem 1510-1520, Narodni galerie
v Praze.

5 Mistr Oplakavéni Krista ze Zebraku - dilna (?),
Sv. Jan Evangelista, kolem 1520-1530, (4dajn¢€ ze Svaté
Majdaleny u Trebon¢), Narodni galerie v Praze.
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