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PAPERS

An lconic 5th-Century Buddha
from the National Gallery
and Its Two Sister Sculptures

MATTHIAS BAUR

The Collection of Asian and African Art of the National Gallery Prague houses a statuette of
a meditating Buddha Sakyamuni, which is one of the most outstanding products of early
Chinese sculpture. This unusually large figure is over 1,500 years old, having survived the
centuries virtually intact. With its simple clarity and geometrical rigour, it continues to
radiate the same solemn, meditative stillness that must have captivated the earliest followers
of Buddhist faith in China. It was only recently that it became apparent that the work is
actually part of an ensemble of three very similar sculptures which are dispersed around
the world. The Prague Buddha shows an absolutely striking resemblance to a sculpture
from a German private collection (Fig. 1) which was unquestionably produced in the same
workshop. A third Buddha sculpture which was formerly housed in a Japanese museum also
shows a very close relationship.

Keywords Introduction

Copes st o o e Th thnee sculptures presented hre ae

the Chang’an area, Sixteen Kingdoms period in China, among the earliest known freestandlng

Northern Wei dynasty, Later Qin dynasty representations of Buddha made in China
(Fig. 2). They exhibit a number of influen-
ces from Mathura, Gandhara and Central
Asia which are harmoniously combined and
given a distinctively Chinese stamp. Some of
the incorporated Western motifs are highly
unusual, being otherwise rarely found in
Chinese art, or only later. This implies a
relatively direct and unfiltered contact with
influences from the respective regions and
sets the works apart from the body of extant
early Chinese sculpture.

Geographically, the sculptures show
references to Chang’an (present day Xi’an),
the gateway to the Silk Road and then one
of the most cosmopolitan cities in the world.

© | Bulletin of the National Gallery Prague XXVI11/2018
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2 Left: New York Buddha (© 2014 Christie’s Images Limited), center: Prague Buddha, right: Berlin Buddha.
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Stylistic, iconographic and technical features
suggest that the Prague Buddha and its sister
sculpture from Germany were created around
420, while the third Buddha was probably
made a little later. They can therefore be
attributed to the Sixteen Kingdoms period
(304—439) — a period of turmoil, chaos and
political disunion during which Buddhism
not only survived but even flourished. The
Buddhist faith was promoted by the elites

of the nomadic tribes who pressed China in
ever new waves from the north. At the same
time it fulfilled a spiritual need for ordinary
people who lived in poverty and despair in
this chaotic and martial period.

Dating and regional affiliation place the
three sculptures in the context of an
extremely interesting event in Chinese his-
tory, “at the cusp of a new and important age
in the development of Chinese Buddhism
At that time, Chang’an was the scene of what
was probably the biggest translation project
in the country’s history. Under the leadership
of the monk Kumarajiva, thousands of monks
from China, Afghanistan, Pakistan, India and
Central Asia gathered here from 402 in order
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to undertake a new translation of Buddhist
scriptures.? As a result, Chang’an became a
melting pot of influences from around the
Buddhist world. This gigantic project, which
laid the foundation for the establishment

of Mahayana Buddhism in China, came to
an abrupt end in 417/18 with the fall of the
Later Qin. Many of the fugitive monks from
Chang’an subsequently found sanctuary
among the Tuoba-Xianbei. It is therefore con-
ceivable that the sculptures discussed here
were either created shortly before 417/18 in
Chang’an, or shortly afterwards in the terri-
tory of the Northern Wei dynasty.

Provenance

The statuette in the National Gallery was
originally owned by the collector Rudolf
Hejny (1882—1957). Hejny was in the
diplomatic service of Czechoslovakia and
lived in China from 1931 to 1939, where

he served as the Czechoslovak Consul in
Harbin. During this time, he put together a
small but valuable collection of Chinese and
Tibetan art. His Buddha was first published
in 1954 by Lubor Héjek,* who, as he himself



reported, had discovered the sculpture in
Hejny's collection by a lucky coincidence.*
Hijek, who was for many years Director of
the Oriental Department of the National
Gallery, saw in this statuette one of China’s
oldest Buddhist sculptures and regarded it
as “undoubtedly one of the most interesting
from an artistic perspective”.’ He dated it to
around 400, and emphasized that less than
ten Chinese bronze sculptures of comparable
age were known to have been preserved
worldwide at the time when he wrote this.¢
Hijek attached such importance to the work
that he featured it on the front cover of his
widely translated major work Chinese Art.”

Following Hejnys death, the sculpture was
acquired together with other pieces from his
collection in 1958 by the National Gallery
(inv. no. NG Vp 453). It was displayed for the
first time from 1960 to 1969 in the permanent
exhibition in Bene3ov nad Plou¢nici chateau.
Miraculously, it survived a devastating fire
there which destroyed a large part of the
collection. Subsequently, the collection
remained without a permanent exhibition
space for many years. Nevertheless, the
sculpture was repeatedly shown in special
exhibitions, for example from 1979 to 1980
in the Umé&ni vychodni Asie (“Art of East
Asia”) exhibition, in 1991 in the Buddhistické
sochafstvi (“Buddhist sculpture”) exhibition
and in 1996 in the Buddha Sékjamuni
(“Buddha Sakyamuni”) exhibition. As of 1998,
the Asian Art Collection of the National
Gallery found a new home in Zbraslav
chateau. The sculpture was on display there
in the permanent exhibition from 1998 to
2009. Next, after a two-year interim period,
the collection moved to the Kinsky Palace
in Prague’s city center, where the sculpture
formed part of the permanent exhibition
from 2011 to 2018.° Since the first publication
by Lubor Hijek, the sculpture has been
published multiple times.® In the following,
the statuette in the National Gallery will be
referred to as the Prague Buddha.

The second Buddha comes from the private
collection of the German art dealer Editha
Leppich (1904—1992) (Fig. 3). In the 1920s,
Leppich was one of the first students of
East Asian art history under Otto Kiimmel
(1874—1952),% who is regarded as one of
the founders of this academic discipline.™
Kiimmel was Director of the Berlin Museum
for East Asian Art and had held an honorary

3 Editha Leppich (1904—1992) (© Getty Images).

professorship at the University of Berlin
since 1927. He was one of the founders and
editors of the Ostasiatische Zeitschrift, which
was the most important German journal on
East Asian art prior to the Second World
War. Leppich’s student years coincided with
the publication of Kiimmel’s groundbreaking
work Die Kunst Chinas, Japans und Koreas (“The
Art of China, Japan and Korea”)"? and the
legendary Exhibition of Chinese Art in Berlin
in 1929, which was organized by Kiimmel. As
announced in the foreword to the exhibition
catalogue, this was the first time Chinese art
had been presented on European soil “across
its entire breadth and history”.»

Like Rudolf Hejny, Editha Leppich lived in
China in the 1930s, having moved there in
1934. Leppich studied initially at the College
of Chinese Studies in Beijing and set up
her own art dealership soon afterwards. She
made regular research trips to the country’s
interior and crossed territories where few
foreigners had set foot at the time. She
continued to run her art shop at 65 Hsin
Kai Lu, Beijing, until the nationalization of
the Chinese art trade in 1949.* The Buddha
presented here was purchased during this
period, and was said to be her favorite piece.”

In 1955, Editha Leppich left China, finally
returning to Germany via Hong Kong in 1956.
That same year, she ran her own booth at the
1st German Art and Antiques Fair in Munich,
marking a new beginning in Germany. In
1959, she opened the Editha Leppich Gallery
of East Asian Art in Cologne.' Here, the
present Buddha first went on public view as
part of the “4000 Years of East Asian Art”
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exhibition from November 6th to December
6th, 1962, and appeared in the exhibition
catalogue under cat. no. 34.7

Following Leppich’s death in 1992, the
sculpture was purchased from her estate
by a German collector, and was finally
re-auctioned at the Grisebach auction house
in Berlin in 2017. The auction catalogue,
which was co-authored by Willibald Veit, the
former director of the Berlin Museum for
Asian Art, rightly described the statuette as a
“masterpiece” and “absolute rarity” of “great
art historical significance”.*® This sculpture
will be referred to hereafter as the Berlin
Buddha.

A third, very similar, Buddha was previously
in Japanese museum ownership. It was first
reproduced in 1960 by Seiichi Mizuno, who
dated it to as late as 489 on the strength of
the supposed date inscription “13th year of
the t'ai-ho”.” In actual fact, however, the
sculpture bears no inscription at all, and
must therefore have been confused with
another work. For many years, the sculpture
belonged to the collection of the Museum of
Calligraphy (Shodo Museum), Tokyo. Then,
in 1997, it transferred to the collection of the
Idemitsu Museum of Arts, also in Tokyo.*
When this sculpture came to be auctioned at
Christie’s, Hong Kong, in 2001, the experts
at the auction house decided to date it to the
first half of the 5th century.® This early dating
was reaffirmed when the piece came under
the hammer again at Christie’s, New York,
in 2014.%% On the basis of its last place of
auction, this work will be referred to hereafter
as the New York Buddha.

Stylistic and iconographc analysis

The three sculptures are almost identical in
their dimensions, their iconographic program
and their formal-stylistic execution, but

also in the external and internal contours

of the front, side and rear views. The New
York Buddha is 28.2 ¢cm high, while the

two Buddhas from Prague and Berlin both
measure 29.0 cm.? In each case, the Buddha
figure is depicted in three-quarter relief and
cast as one piece together with the mandorla.
This is of note because bronze Buddhas in
the first half of the 5th century were typically
worked in the round and mechanically joined
to the separately-cast mandorla, usually by
means of one or more lugs protruding from
the back of the Buddha. However, several
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comparanda exist which indicate that the
present type of representation had achieved
at least regional significance in the first half
of the 5th century. They comprise a Buddha
statuette in the Nelson-Atkins Museum of
Art, Kansas City,? a very similar statuette of
unknown provenance® and a third statuette
which is housed in the Hamamatsu City
Museum, Japan.? This group of three
Buddhas, which will be referred to as the
Nelson-Atkins/Hamamatsu group in the
following, is thought to date from the 420s.7
While their exact provenance is not known,
“an affiliation with the Chang’an area””® has
been proposed by prior research. This pro-
vides a rough geographical and temporal
assignation which will be confirmed in the
course of this study as a consistent and
recurring theme in ever-new facets.

Head
The face of the Berlin Buddha is extremely
finely modeled, with the oval shape and
long nose giving it an exceptionally elegant
look (Fig. 4). The full lips lend it the hint
of a smile that is at once mysterious, gentle
and refined. The face of the Prague Buddha
is likewise delicately worked, but has a very
different character. It is more cuboid in
shape, with a slightly shorter nose, giving
it a chubbier appearance. In both cases
the facial features are invigorated by subtle
asymmetries. The fine, naturalistic faces lend
both statuettes immediacy and presence,
while the abstract, linear rhythms of the
garment and the mandorla simultaneously
convey a hieratic distance and transcendence.
Their sophistication becomes apparent
when viewed alongside the New York com-
parandum: while the brows of the Buddhas
from Prague and Berlin are plastically
formed, those of the New York Buddha are
merely carved in low relief. While they flow
into the bridge of the nose in an elegant arc
in the Prague and Berlin Buddhas, they look
like an addition in the New York version.
And while the nostrils of the Prague and
Berlin Buddhas are reproduced with great
realism, the New York specimen simply has
score lines delineating them against the
cheeks. The same goes for the lips: again,
these are exceptionally fine and naturalistic
in the Prague and Berlin Buddhas. By com-
parison, the lips of the New York Buddha are
suggested by crudely-carved outlines, a fact
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4 Face of the Buddha, left: New York Buddha (© 2014 Christie’s Images Limited), center: Prague Buddha, right: Berlin Buddha.

that contributes to its rather blank, mask-
like expression. An interesting difference
can be noted in the depiction of the eyes:

In the Prague and Berlin Buddhas, these are
indicated by a slit with a slight downturn
towards the nose. In the New York Buddha,
by contrast, the eyes are completed with an
upper and lower lid, a feature rarely found.®
Overall, the heads of the Buddhas from Pra-
gue and Berlin appear archaically enlarged,
while the proportions of the New York
Buddha appear more realistic. This is the
first of a series of signs that suggest that the
New York Buddha might have been created a
little later than the Buddhas from Prague and
Berlin.

An unusual feature of all three sculptures
is the large, spiral hair whorl positioned
centrally above the forehead. This may be an
unusual way of depicting the urna — the tuft
of hair which is described in contemporary
sutras as “curling in a spiral to the right”,°
but which is normally located on the
forehead. In the art of Central Asia similar
motifs were already familiar in the 2nd half of
the 4th century.®* Compared to these Western
models, however, the three Buddhas dis-
cussed here clearly display a strong tendency
towards abstraction and stylization typical of
early Chinese art. Here, the hair whorl is dis-
tinguished by a stern, ornamental character

which almost gives it the appearance of an
item of head jewellery. This graphical purism
had largely disappeared when similar motifs
became more typical in the second half

of the 5th century, particularly during the
Taihe period.’? By this time the ornamental
character had given way to a more organic,
naturalistic representation, which comes
closer to the original models from Gandhara.
This might be the result of a renewed influx
of Gandharan motifs during the so-called
Gandharan renaissance.?

The hair structure is characterized by
parallel bulges with the shape of segmental
arcs repeating the curvature of the spiral
swirl towards both sides of the head. Their
inner structure comprises an overlapping
pattern of parallel bows reminiscent of fish
scales. This pattern is extremely rare in
5th-century Chinese art and can be traced
back to models from Gandhara. Examples
include a relief in the Museum for Indian
Art, Berlin (3rd century)* and a Buddha head
in the Los Angeles County Museum of Art
(c. 4th/5th century).® A Buddha head in the
National Gallery Prague (3rd/4th century)®
and a Buddha statue in the Peshawar
Museum (c. 400)” show the slightly modified
version of the New York Buddha in which the
vertical alignment of the overlapping scales
alternates to produce a wave-like pattern.

Bulletin of the National Gallery Prague XXVI11/2018
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5 Buddha, Mathura
school, c. 4th
century, Indian
Museum, Calcutta
(Reproduced from
Marylin M. Rhie,
Early Buddhist Art of
China and Central
Asia, Volume Three:
The Western Ch'in in
Kansu in the Sixteen
Kingdoms Period and
Interrelationships
with the Buddhist Art
of Gandhara, Brill,
Leiden — Boston
2010, fig. 5.35).

6 Buddha,

c. 400—420, Hebei
Provincial Museum
(Reproduced from
Marylin M. Rhie,
Early Buddhist Art of
China and Central
Asia. Volume Two:
The Eastern Chin and
Sixteen Kingdoms
Period in China and
Tumshuk, Kucha and
Karashahr in Central
Asia, Brill, Leiden —
Boston — Cologne
2002, fig. 2.79).
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The fact that the three sculptures under dis-
cussion show two different variants of this
Gandharan motif, which is otherwise almost
undocumented in Chinese sculpture, suggests
a direct influence from Gandhara. In the
Prague and Berlin Buddhas, this motif is also
repeated on the ushnisha, whereas the New
York Buddha’s ushnisha is covered with finely
sketched hair coiling upwards in a spiral.

Bulletin of the National Gallery Prague XXVIl1/2018

Hands

The disproportionately large hands are
arranged in an unorthodox variant of the
dhyana mudra.’® Instead of lying flat in

the lap, the palms of the folded hands face
towards the body, so that only the back of the
right hand is visible to the viewer. In China,
this variant of the dhyana mudra became
the norm in the 4th century and gradually
diminished during the first half of the 5th
century, although there are also some isolated
examples which date from the end of the
century or even the beginning of the 6th.®
This “on edge” or “tilted” mode of dhyana
mudra can be found in the classic Gandha-
ran sculpture of the Kushana period from
the 2nd to 3rd century, where the back of
the left hand was facing the viewer, however.
The arrangement that characterizes the three
sculptures discussed here, with the back of
the right hand facing the viewer, is more
typical of sculptures from the Swat region
and from Central Asia in the late 3rd and
early 4th century.#

While the hands of these Western models
were still largely naturalistic, the Buddhas
from Prague and Berlin raise the level of
abstraction to the maximum: Four simple
parallel lines suffice to suggest the two hands
folded one over the other. The thumbs are
not represented at all. Neither are anatomical
details such as fingernails, knuckles or joints.
This woodcut-type simplification is all the
more striking compared to the depiction of
even the finest anatomical details in the faces
of both sculptures. This polarity of intricate
modelling and cursory treatment is absent in
the New York Buddha: its face is almost as
crudely fashioned as its hands which show
the thumbs spread upwards with their tips
touching to form a triangle.#

Robe

The Buddha’s robe covers both shoulders
and presents an abstract, geometrical and
strictly symmetrical pattern of parallel folds
throughout. A particularly noteworthy com-
parative piece for this kind of representa-
tion can be found in a 4th-century Buddha
sculpture housed in the Indian Museum,
Calcutta (Fig. 5).4> The robe folds across
the chest have the shape of a compressed
parabola whose sides extend without any
visible interruption into the upper arms. In
Chinese art this compressed parabola-type



fold is untypical; here, the folds across the
chest were usually of a square U-shape or —
slightly less commonly — a V-shape. A further
type not always clearly distinguishable from
the V-shaped variant is that of a stretched
parabola (“elliptical U-shape”), which was
even less common.* The knees are concealed
by lengths of robe which are draped over the
left and right forearms, spanning the area
between the forearms and knees in a gentle
arc and finally enveloping the knees com-
pletely in a fan of folds. The shape of the
forearms is thus barely visible; rather, they
merge with the knees into an amorphous
mass. This robe motif is also rarely seen in
Chinese bronze sculpture of the 5th century,
where the lengths of robe draped over the
forearms normally end just above the knees
or hang down in front of the shins.*

Probably the closest comparandum in
Chinese sculpture is a Buddha in the Hebei
Provincial Museum from the period around
400—420 (Fig. 6).# This sculpture exhibits a
close overall similarity and also features the
motif of the fan-shaped folds enveloping the
knees. However, the pointed tapering of the
robe folds across the chest implies a greater
formal distance from Mathura models. Con-
sistent with this finding are minor differences
in the cross-section of the folds: The fan-
shaped folds around the knees of the Prague
and Berlin Buddhas are characterized by a
pronounced three-dimensional plasticity.
They are identifiable as so-called “wedge-step
folds” which are attributable to the late 4th
or early 5th century.* The Hebei Buddha,
by comparison, displays so-called “early step
folds”, which are considered to be of slightly
later date.¥” While the pronounced plasticity
of the robe folds of the Prague and Berlin
Buddhas indicates a close association with
the Hebei Buddha, the New York Buddha
does not display any close relationship in this
respect. It shows so-called “incised-line folds”
which are typically dated later.+

The motif of the fanning around the knees
can also be found in two widely published
sculptures dated by inscription to 437
(fomerly from Duanfang’s Collection and
later the Toma Collection, Ishikawa)* and
451 (housed in the Freer Gallery of Art).®
In contrast to the Hebei Buddha and the
antecedents from Mathura, the upper arms
are here clearly delineated against the chest
area: The folds across the chest are further

apart than the tightly packed folds on the
upper arms. They have a square U-shape with
almost vertical sides, while the folds on the
arms ascend at a different angle. Therefore
the folds on the upper arms cannot be
viewed as a continuation or extension of the
folds in the chest area, as was the case in
Mathura. Similarly, the square shape of the
upper body folds marks a departure from the
soft, parabolic folds in the Mathura models.
While the Buddhas of 437 and 451 thus show
a much greater formal distance from Indian
antecedents than the Buddhas from Prague
and Berlin, they also have some interesting
features in common, for example an identical
size of roughly 29 cm.

In summary, we can say that the three
comparative pieces considered here show
a greater formal distance from Mathura
antecedents than the Prague and Berlin
Buddhas. The formal distance appears to
correspond to the ascending dating of the
comparanda which may indicate that the
Prague and Berlin Buddhas can be dated
towards the beginning of the period set by
these pieces. Dating towards the beginning
of the 5th century is also supported by the
three-dimensional profiling of the garment
folds. The New York Buddha shows a greater
distance from Mathura prototypes, especially
with regard to the plasticity of its garment
folds, which are commonly dated towards the
middle of the 5th century or later.

Mandorla

The Buddha is depicted against a leaf-shaped
mandorla which shows a highly stylized and
strictly symmetrical pattern of flames. Their
raw, rigorously geometrical design vocabulary
clearly distinguishes them from the delicate,
playful pattern of C-shaped flames which
spread rapidly after about 430, being

7 Wedge-shaped
profile of mandorla

flames (Berlin

Buddha).
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characteristic of the above-mentioned Buddha
of 437, for example. The rays of the mandorla
echo the wedge-shaped cross-section of the
robe folds (Fig. 7) and also appear to extend
them stylistically. The mandorla is not just

an ornament or addition; it completes the
piece, enveloping the Buddha completely.
The fan-shaped robe folds over the knees and
below the hands blend almost seamlessly into
the rays of the mandorla, thus completing
the aureole at the bottom. While this

gives the Buddha the appearance of medi-
tating amid a sea of flames, its fine, noble
face simultaneously radiates the greatest
possible calm and serenity; it is as if the
artist designed the work with the following
sentence from the Lotus Sutra in mind: “And
when all living creatures meet the end of an
age, in the day when [all else] is consumed
by the great fire, this land of mine shall
remain at peace...”' The effect thus produced
on the viewer was described in wonderfully
powerful language by Lubor Hijek: “The
motif of the flame ... is interpreted here with
absolute consequence and does not form

the isolated background of the figure, but

Bulletin of the National Gallery Prague XXVIl1/2018

Left: New York Buddha (© 2014 Christie’s Images Limited), center: Prague Buddha, right: Berlin Buddha.

rather envelops it and takes possession of

it. The holy figure burns and is consumed
by a great blaze of fire. Only faintly does

it emerge from this fire like the passionate
image of a heathen fire or sun god. Only the
head is saved from the fire, rising above it
and conquering it by the force of its mythical
smile..>?

The reciprocal correspondence of the
highly abstract mandorla and the equally
stylized robe illustrates “the Chinese
disposition to transform figures as well as
garments into rhythmically designed linear
formulae.”* René-Yvon Lefebvre d’Argencé
formulated this beautifully when he observed
that the idiom of the Chinese artist was linear
rhythms.* Surely Lubor Héjek was think-
ing along the same lines when he wrote that
the Prague Buddha was a “textbook example
of the consequence with which this linear,
rhythmic formulation was executed in the
oldest phase of Chinese Buddhist sculpture
known to us”.% Later, in the second half of
the 5th century, when comparable flame
motifs became more widespread in China,
their depiction never again reached such



a high artistic standard. In most cases, the
flames are carved randomly into the material;
devoid of any three-dimensional profiling

or any mutual relationship with the Buddha
figure on the throne.

The radiate flame motif appears to derive
from antecedents in Central Asia, where it
can be found in the form of a nimbus design
as far back as the third quarter of the 4th
century. Examples include two wall paintings
in the Kizil caves,’ along with a wooden
standing Buddha thought to have been
created in Kucha around 400.7 It seems to
have reached China in the beginning of the
5th century. In Cave 169 in Biling si (Kansu
province), for example, there is a Buddha
from the period between 400 and 420 whose
mandorla shows a very similar flame motif
consisting of sickle-shaped flames.*

The head and body nimbuses are
delineated by a wide band which, in the
case of the Prague and Berlin Buddhas,
starts a bit higher on the left side of the
body than on the right. Both features, the
band-shaped design and the asymmetric
placement of the band ends, are quite rare.
However, they are displayed in exactly the
same way in the Nelson-Atkins/Hamamatsu
group which, above, had already been shown
to also share two more rare characteristics
with the three Buddhas discussed here: the
three-quarter representation of the Buddha
figures and their joint casting with the
mandorla. Therefore, a temporal and regional
connection seems very likely, although the
figures of the Nelson-Atkins/Hamamatsu
group differ significantly from the Prague
Buddha and its two sister sculptures in the
representation of their robes and thrones.

The reverse of the mandorla of the three
Buddha sculptures from Prague, Berlin and
New York depicts an event from the Lotus
Sutra — a text which served to establish
Mahayana Buddhism as the new doctrine and
mark it out as superior to the older creed of
Hinayana Buddhism:* Buddha Prabhutaratna
appears here in the heavens beside Buddha
Sakyamuni to listen to his teachings (Fig. 8).
This dialog from Chapter 11 of the Lotus
Sutra is not just a random scene, but stands
as a symbol of the Lotus Sutra. Indeed,
the depicted scene can be regarded as
the hallmark of Mahayana Buddhism.
Alexander Soper points out that Buddha
Prabhutaratna, as the earliest of all Buddhas,

is only ever mentioned in the context of this
event® and even goes as far as to surmise that
this scene was invented purely to illustrate as
clearly and unequivocally as possible the new
Mahayana thesis that Nirvana did not mean
complete extinction and disappearance.®* The
Lotus Sutra underwent multiple translations
into Chinese as early as the 3rd century, but
the most significant and influential one was
undertaken in 406 in Chang’an by the highly
regarded and talented translator Kumarajiva,®
who was a follower of Mahayana Buddhism
and helped to promote it with his trans-
lations.®

For a long time, a sculpture in the Freer
Gallery of Art dated by inscription to 473
was held to be one of the oldest sculptures
depicting the dialog between Prabhutaratna
and Sakyamuni.® It is known today, however,
that this motif first appeared in the present
iconography as far back as 410/420 in the
region around Chang’an. This is evidenced by
a relief stele from the collection of the Xi'an
Municipal Cultural Relics Administration
whose inscription appears to date it to 411,%
a bronze statuette in the same collection
originating from the early 5th century,” and
a bronze statuette in the Freer Gallery of Art
probably dating from the first quarter of the
5th century.® These three works of art not
only feature the earliest extant representation
of the dialog between Prabhutaratna and
Sakyamuni; they also display a flame motif
in the outer section of the mandorla which is
closely related to the flame mandorla of the
Prague Buddha and its two sister sculptures.
The dialog of Prabhutaratna and Sakyamuni
is therefore of great significance for the
dating and geographical classification of the
three pieces discussed here. Moreover, as will
be shown below, this scene is also of major
importance for identifying the Buddha as
Sakyamuni.

Throne

The Buddha is seated on a Sumeru throne.
By convention, “such thrones are usually
rectangular and are divided into three parts:
a wide top, or seat; a narrower middle;

and a bottom as wide as the top.”® The
Sumeru throne is regarded to be “a symbolic
reference” to Mount Sumeru, “the axial
world mountain connecting the earthly and
spiritual realms.”° Adding to this, Hugo Miin-
sterberg suggests the following explanation
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of the symbolism inherent to the Sumeru
throne: “The meaning of this symbol would
then be that the Buddha, seated upon the
World Mountain, is above the world and
is the ruler of the universe.”” While the
cosmological significance of Mount Sumeru
as the center of the universe goes back to
Hinayana Buddhism, its status was retained
when the Buddhist cosmological system was
vastly expanded by Mahayana Buddhism.”
The Sumeru throne began to displace the
older lion throne in the early 5th century
and became especially widespread in Chinese
Buddhist sculpture during the second half
of the century.” The characteristic stepped
design of the throne can be traced back to
models from Gandhara which date from
the 3rd/4th century.™ The distinctive cross-
hatching on the throne can also be traced
to models from Gandhara. An example
of this is a Buddha image in the British
Museum, London, which probably originates
from the 2nd to 3rd century.” This feature
is comparatively rare on Chinese Buddha
figures.”

Plinth
The base is cubic and closed on all four
sides, which is very rare.” Lubor Héjek
noted that this is a feature that goes back to
the 4th century.”® It is formally reminiscent
of the famous Buddha of 338 in the Asian
Art Museum, San Francisco. In later pieces
from the first half of the 5th century the
base typically takes the form of a four-legged
pedestal, being open on all four sides like an
arcade; the cubic shape of the 4th century
now gives way to a conical design, which
tapers towards the top, and compared to the
formerly low, compact appearance, the height
now increases significantly.” The earliest
dated examples of this new type include a
Buddha Maitreya dated by inscription to 423
of the Liu Song dynasty in the south®® and a
bronze Buddha with a dating to 429 from Xia
in the northwest.®

On the front, the central dhyanasana
Buddha is shown flanked by two high-
ranking Xianbei women. Their costume is
characterized by a high hairstyle interwoven
with ribbons, a knee-length, narrow-cut
gown fastened across the chest and a pleated
skirt reaching to the floor and visible just
below the gown.®? The fact that women
appear here at all as donor figures sup-
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ports the attribution of the costume to the
Xianbei, among whom women enjoyed a
high status in society, being virtually equal
to men.® Further evidence of the depiction
of Xianbei women as donor figures is found,
among other places, in the Yungang caves,
where the figures wear the same, typical
costume.?

On the reverse, another woman is depicted
to the right of the central Buddha. The
frontal representation and attire correspond
to the depiction on the obverse. In this case,
however, we see a male figure to the left of
the Buddha, the Chinese position of highest
honor.® Its costume differs from that of the
women, consisting of trousers, boots and a
flatter hat.® The figure is shown in a semi-
seated posture, his legs apparently dangling
beneath him. He is turned sideways towards
the Buddha, fanning him with a fly-whisk
(zhuwei).’” The fact that all three Buddha
sculptures feature the same donors in the
same poses suggests that the donors have
no individual votive significance, but were
probably adopted from a prototype sculpture.
They can therefore be considered an integral
part of the image.5®

The sides of the plinth are decorated with
animal masks. The creature appears twice
on the plinth, once with its jaws open and
once with them closed. Simililar animal
masks can be found on many ceramic jars of
the period and also in a number of 5th and
6th-century Chinese tombs.® Almost identi-
cal masks can be found in the Guyang cave
at Longmen.® Here too, the masks are shown
next to a Buddhist deity. The same is also the
case in Northern Wei cave 248 at Dunhang
where “a pair of relief monster masks flank a
niche containing the Buddha's statue.” The
eclectic concept of faith thus expressed seems
to suggest that the three Buddhas discussed
here were conceived in a society where the
Buddhist faith was not yet deeply rooted, and
a latent belief in magic and the apotropaic
efficacy of archaic symbols still persisted.

Identity of the Buddha

In the absence of inscriptions, it is difficult
to classify dhyanasana Buddhas from this
early period as Sakyamuni or Maitreya. Both
enjoyed great popularity in the 5th century:
The faithful of that time were completely
absorbed in the teachings of the historical
Buddha Sakyamuni.?> Maitreya, meanwhile,



enjoyed great popularity because he was
regarded as a savior during this troubled
period in Chinese history.”

The only dhyanasana Buddha from the
period around 400 which is clearly identified
by an inscription — a statuette in the
Metropolitan Museum of Art, New York,
thought to date from 426 — is in actual fact
a Buddha Maitreya.** With reference to this
statuette, Marylin M. Rhie argues the need
to consider whether dhyanasana Buddha
sculptures from the period in question might
represent Maitreya,® although she herself
inclines to the view that, in the absence
of more specific information, most such
dhyanasana Buddhas can be assumed to be
Sakyamuni.® This assessment may actually
find support in a conjecture made by Rode-
rick Whitfield that the inscription on the
Metropolitan Museum Buddha might have
been added at a later date and thus might not
be authentic.”

Faced with this unclear situation, the
authors of the Grisebach auction catalogue
left the question of identity of the Berlin
Buddha open.®® Editha Leppich, by contrast,
assumed this Buddha to represent Maitreya,®
while Lubor H3jek identified the Prague
Buddha as Sakyamuni.*®® This assessment
was subsequently shared by the experts at
Christie’s who assumed that the New York
Buddha represents Sakyamuni.** It must be
pointed out, however, that all these attribu-
tions were merely based on assumptions. The
authors overlooked the fact that in the case
of the three Buddhas discussed here, a clear
iconographic distinction is present, although
this is not apparent at first glance.

The key to identifying the Prague Buddha
and its two sister sculptures can be found
on the reverse of the mandorla. Leroy
Davidson was probably the first to point out
that the “representation of Sakyamuni and
Prabhutaratna indicates that the main figure
on the front is Sakyamuni”.** This opinion
is shared by Alexander Soper who thinks
that the depiction of the dialog between
Sakyamuni and Prabhutaratna as a subsidiary
motif always denotes that the main figure is
Sakyamuni. On this basis, he sees the dialog
as a specific attribute of Sakyamuni.'® Soper
points out further that there was a strong
and significant faction within Mahayana Bud-
dhism that promoted the Sakyamuni cult, and
that the Lotus Sutra in particular, to which

this scene relates, was intended to glorify
Sakyamuni and defend him against criticism
by followers of Maitreya and Amitayus.'**
Given the work’s presumed genesis in the
context of the Mahayana movement and the
explicit reference to the Lotus Sutra on the
reverse, the Buddha on the obverse cannot
therefore be interpreted as anyone other than
Sakyamuni.

Casting method and workshop attribution
It is often assumed that Buddhist bronze
sculptures from the 4th and 5th centuries
were produced using the direct lost-wax
casting method.’> A characteristic of this
method is that it does not allow identical
replication because the wax model is
destroyed during the melting process.**® If
we compare the Prague and Berlin Buddhas
closely, it becomes clear, however, that the
two statuettes coincide almost exactly in
form and contour. Therefore it seems highly
unlikely that they have been produced by
direct lost-wax casting. Instead, we are led to
assume that the so-called piece-mold method
was used — a casting method which allows
identical replication of a prototype.

This method was developed by Chinese
craftsmen for the production of ritual vessels
during the Shang and Zhou dynasties. It
was not until a few years ago, however, that
it became clear that this method had also
been used to produce early Buddhist bronze
sculpture.’” The piece-mold process starts
by taking a mold from a primary model. This
so-called primary mold consists of several
segments which can be easily removed
from the model. The primary mold is then
reassembled and filled with loess soil which
is suitably fine to reproduce even the most
subtle details.*® In this way, it is possible
to produce a larger number of identical
secondary loess models — sometimes called
inter-models — from the same primary mold.
If required, the secondary models can be
provided with extra detail and customized
after removal of the primary mold. Next, a
release agent, e.g. finely powdered charcoal,
is applied to the secondary model before it is
invested, i.e. covered with a number of thin
coats of loess. As soon as the applied loess
layers have hardened, the secondary mold
thus created is removed from the secondary
model in several segments. The secondary
model is shaved down until the thickness of
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9 Examples of the avoidance of undercuts, left: Prague Buddha, right: Berlin Buddha.
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the removed layer matches the required wall
thickness of the bronze sculpture. Next, the
shaved-down secondary model is inserted as a
casting core into the re-assembled secondary
mold which is now ready for casting.*

The design of the two Buddhas from
Prague and Berlin shows the intention to
avoid undercuts, which would have enabled
the craftsmen to easily remove the individual
segments of a piece mold. This is most
clearly discernible in the area behind the
hands, which is shaped as a level plane from
the upper edge of the hands and the lower
arms to the body. Upon closer examination it
is obvious that even the expansive plasticity
of the robe folds is designed in a way that
allows easy removal of the mold pieces
(Fig. 9). The deep undercut on the transition
between the body of the Buddha and the
mandorla does not preclude the use of the
piece-mold method, as there are a number of
signs which indicate that the mandorla was
cast separately and prior to the Buddha.*°
The pre-cast mandorla seems to have been
inserted into the mold of the Buddha prior to
casting the sculpture.

Despite of their close similiarity, it is also
possible to identify a number of differences
between the Prague and Berlin Buddhas:

The section of robe below the hands of the
Prague Buddha has six fan-shaped folds, for
example, as opposed to five in the case of the
Berlin Buddha. In the chest area, the Prague
Buddha has six parabolic folds, while the
Berlin Buddha has seven. The solid, almost
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chubby, fingers of the Prague Buddha are
more or less straight and strictly horizontal,
while the slimmer fingers of the Berlin
Buddha are slightly curved, striking a faintly
naturalistic note. Where the two figures differ
most, however, is in the face. That of the
Berlin Buddha is oval and slim, while that of
the Prague Buddha has a more cuboid shape.

The almost contour-identical similarity in
the basic form combined with variations in
the internal detail suggest that the finishing
was done on the inter-model, i.e. nearnet-
shape models of identical size and shape
were first produced from a primary mold
and then detailed individually, before
secondary molds were taken from them to
cast the present sculptures. The detailling
was done partly free-hand, partly with the
aid of stamping tools which were used, for
example, for the replication of the motifs on
the plinth. This is an approach which Chi-
nese foundrymen already followed during
the Shang and Zhou dynasties for the serial
production of individually decorated ritual
vessels.™ Here, too, there was no identical
replication of decorated primary models,
although this should have been easily possi-
ble.®? Instead, the primary molds were used
to create undecorated models which were
then individually decorated in a separate
process.

It has so far not been possible to explain
why craftsmen of the Shang and Zhou
dynasties did not fully exploit the potential
of piece-mold casting to rationalize the



production process. Some experts suggest
that there might have been unknown
technical reasons.® Others assume that an
appearance of individuality was desired as
a way of differentiating similar objects or
sculptures within a common group. This
applies especially to ritual vessels which were
often produced in sets. In some cases it has
been suggested that individualization was
above all an expression of religious respect
or efficacy"™ and it seems highly probable
that this has also been the main reason for
the individual characterization of the two
Buddhas from Prague and Berlin.

In the light of these findings, it is obvious
that these two Buddhas were made using
identical molds and tools in the same
workshop. The New York Buddha, however,
does not derive from the same primary
model and was obviously finished with
different tools. Since the above analysis has
also shown a number of divergences both in
terms of style as well as in terms of artistic
level and ambition, it seems likely that the
New York Buddha is a product of a different
workshop. The fact that it follows the same
basic design with almost slavish precision
does not contradict this conclusion because
obviously all three sculptures reference a
lost master icon. This can be inferred from
the above observation that all three Buddhas
feature the same donors in exactly the same
poses on the plinth.

Dating

Lubor Héjek dated the Prague Buddha to
the period around 400.% Ladislav Kesner,
however, chose to date this sculpture to the
mid-5th century.%® The Berlin Buddha was
dated to the beginning of the 5th century
in the Grisebach auction catalogue, which
was written with the assistance of the former
Director of the Berlin Museum for Asian Art,
Willibald Veit."” In his catalogue of Chinese
Buddha figures, Seiichi Mizuno assigned
the New York Buddha the date 489 based
on what he took to be the inscription date™*
and this information was later adopted by
Jin Shen." Starting from the apparent fixed
point of 489, he dated the Prague Buddha
to the period around 480, which supports
the view that this figure predates the New
York piece.’*® Neither Seiichi Mizuno nor
Jin Shen appear to have inspected the New
York statuette in the original, however, as

it became apparent when the piece was
auctioned at Christie’s in Hong Kong in 2001
that no inscription actually existed. The
dating of 489 must therefore have been due
to a mix-up. Saburo Matsubara may have
known this. When he published the New
York statuette in 1995, he did not specify

a date. Nevertheless he ranged it between
several other sculptures which are assigned
to the second half of the 5th century.!* In
contrast, the experts at Christie’s expressed a
different opinion: They decided to assign the
New York Buddha to the first half of the 5th
century in the 2001 auction catalogue.*?* This
early dating was reaffirmed when the piece
came under the hammer again at Christie’s in
New York in 2014.'%

The comparatively wide range of suggested
dates first of all reflects the fact that the
New York Buddha, as we have seen, should
probably be dated two or three decades later
than its two sister sculptures. However,
the difficulty in pinpointing the exact age
is certainly also due to the singular cha-
racter of the three sculptures which are
strikingly heterogeneous in their influences
and references. They display characteristics
harking back to the 4th century, but at the
same time anticipate features which only
became general currency in the second half
of the 5th century.

To begin with the features referring back
to the 4th century, we have noted that
the Buddha’s hands are arranged in an
unorthodox variant of the dhyana mudra
which is a typical characteristic of the 4th
century,'* although isolated examples of
this form of the dhyana mudra are also
found throughout the 5th and sometimes
even in the early 6th century.*” The archaic
enlargement of the head of the Buddhas from
Prague and Berlin is likewise less common
in the 5th century. The squat, cuboid base,
closed on all four sides, is a very rare feature
which signals an early date.?¢ The practice
of designing the base as a fourlegged dais,
which came to replace the cuboid design,
became widespread from 420/430 at the
latest.

The robe of all three sculptures displays
the typical parabolic fold pattern, which
remained essentially the norm throughout
the period from the mid-4th to the mid-5th
century. However, on closer examination,
the fold pattern differs a bit from the
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typical patterns of this time which were
mostly square U-shaped or — more rarely —
V-shaped. We have seen that the compressed
parabola shape as well as other fold motifs
typical of the three Buddhas discussed here
are derived from antecedents from Mathura
and came to China at the beginning of the
5th century, albeit remaining very rare. The
three Buddhas were examined in relation to
three Chinese comparanda whose robe motifs
display similar influences from Mathura art.
The upshot was that none of these com-
parative pieces from the period between
400/420 and 451 references the Mathura
models as closely as the two Buddhas from
Prague and Berlin, and that this suggests an
early dating towards the beginning of the
period represented by the comparanda. The
New York Buddha is much more distinct
from the models from Mathura, which
suggests a somewhat later date. The three-
dimensional plasticity of the robe folds
confirms the suggested dating. The two Bud-
dhas from Prague and Berlin display garment
folds which are identifiable as a mixture of
so-called “wedge-step folds” and “early step
folds” which were typical of the late 4th and
early 5th centuries.’” In contrast, the New
York Buddha features “incised-line folds”,
which are usually dated a little later.

Dating to the first years of the 5th century
is also supported by an iconographic detail.
Until just a few years ago, it was assumed
that the earliest depiction of the dialog
between Prabhutaratna and Sakyamuni dated
from the 470s. Today we know, however, that
this scene was already depicted in around
410/420 in the iconography displayed here,
especially in the Chang’an area. This is
where, in 406, Kumarajiva produced by far
the most important and influential translation
of the Lotus Sutra. As we have seen, the
dialog between Prabhutaratna and Sakyamuni
is not only considered a symbol of this text,
but also a symbol of Mahayana Buddhism
itself, which Kumarajiva promoted with his
writings.

There are also a number of characteristics
which are usually rather associated with
the second half of the 5th century. The
representation of the Buddha in three-quarter
relief and the joint casting of Buddha figure
and mandorla, for example, are two features
which are rather unusual for the early 5th
century. However, a group of three bronzes,
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referred to above as Nelson-Atkins/Hama-
matsu group, has been shown to prove that
sculptures with such characteristics were
produced in the Chang’an area as early as
the 420s. The design of the flame mandorla
is another feature which is found chiefly

in comparanda from the second half of the
5th century. However, it has been shown
that these later comparanda have none of
the rigor and consistency and, above all,
none of the originality which derives from
the inseparable unity of the flames and robe
folds, especially in the case of the Prague and
Berlin Buddhas. The rayed mandorlas of the
second half of the century appear jaded and
lifeless in comparison. This also applies to a
certain extent for the New York Buddha. It
has been shown that this kind of rayed flame
motif harks back to 4th-century Central-Asian
models and was known in China already in
the early years of the 5th century. The spiral
swirl motif on the Buddha’s forehead is a
fourth feature typically associated with the
second half of the 5th century.’?* However,
the spiral swirl on the three Buddhas dis-
cussed here differs from later works in its
strict ornamental design which is a pure
reflection of the early Chinese art of trans-
lating Western models into a specifically
Chinese style vocabulary. This graphical
purism largely disappeared in later sculptures
from the Taihe period. The Sumeru throne is
a fifth feature which might be added here, as
this form of ruler’s seat only spread in China
from the 440s onwards. However, thrones of
this type are found in sculpture from Gand-
hara as early as the 4th century. The striking
cross-hatching on the throne was typical

in Gandhara, but occurred only rarely in
Chinese sculpture.

It seems that these seemingly anachronistic
characteristics caused a lot of confusion
when trying to date the three Buddhas
discussed here. Tt is therefore not surprising
that Seiichi Mizuno’s incorrect dating to 489
went unnoticed for so long. This confusion
can be resolved, however, by taking into
account that all of these features can be
traced back to 3rd and 4th-century prototypes
from Gandhara and Central Asia and are to
be regarded most likely as the result of an
early, unfiltered exposure to such influences,
the wider dissemination of these motifs in
the second half of the century being either
the outcome of a gradual diffusion process



within Chinese art or the result of a renewed
influx of Western motifs during the so-called
Gandharan renaissance.'® It has been shown
time and again in the course of this study
that traces of such direct influences are
abundantly present in the three sculptures
discussed here.

It therefore seems most likely that the
Prague and Berlin Buddhas were made
roughly in the period around 420, whereas
the New York Buddha was probably made
some 20 to 30 years later. Scientific methods
are too imprecise to confirm this dating
derived purely from stylistic considerations.
However, two thermoluminescence tests
of the ceramic casting core of the Berlin
Buddha at least support the rough dating and
also confirm its authenticity. The two tests
conducted independently in Germany and the
U.K. came to the conclusion that the date of
last firing was either 1,500 +/- 400 years ago
(Kotalla Institute) or 900 to 1,500 years ago
(Oxford Authentication).

Geographical origin

Stylistic considerations

In the preceding sections we have seen that
the three Buddhas from Prague, Berlin and
New York are characterized by an eclectic
combination of motifs of various Western
origins: the depiction of the robe has been
shown to be traceable to antecedents from
Mathura. The rendering of the hair, by
contrast, recalls models from Gandhara. The
same is true for the Sumeru throne and its
criss-cross decoration. The radiating flame
motif of the mandorla and the spiral swirl
above the forehead, on the other hand,
appear to refer back to Central-Asian models.
Some of the identified motifs are very rare
in Chinese sculpture, such as the fan-shaped
robe folds completely enveloping the knees,
the fanning of the robe below the hands, the
rendering of the hair as bulges with a fish-
scale pattern or the criss-cross decoration of
the throne. Other features did not become
widespread in Chinese art until later, such as
the Sumeru throne, and have mostly survived
in a relatively jaded and lifeless form, such
as the radiating flame mandorla or the spiral
swirl motif above the forehead.

What really makes the three Buddhas
unique, however, is the coexistence of all
these rare and special motifs in a single
statuette. The combined occurrence of these

features must therefore be assumed to be
the result of direct contact with Western
influences rather than the outcome of a
gradual diffusion process within Chinese
sculpture. Direct contact with Western
models from geographically disparate regions
of origin would be particularly plausible in a
place like Chang’an, the gateway to the Silk
Road, where monks from the entire Buddhist
world came together in the relevant period.
It is fair to assume that the countless monks
participating in Kumarajiva’s translation
project brought with them an array of
Buddhist sculptures from their homelands®°
and it has even been assumed that some of
these monks might have been skilled artisans
or sculptors themselves.*

Our analysis has shown that some of
the features mentioned seem to have been
elements of a regional repertoire prevalent
in the Chang’an region during the period
around 420. Apparently, this regional
repertoire consisted of the following
stylistic, iconographic and casting-related
characteristics: robe motifs derived from
Mathura, the early depiction of a radiating
flame motif on the mandorla, broad, band-
type head and body nimbuses, with the body
nimbus curiously starting a little higher on
the proper left side of the body, the early
depiction of the dialog between Prabhuta-
ratna and Sakyamuni, probably reflecting
the importance of this dialog as a symbol
of Mahayana Buddhism, and the early
representation of the Buddha in three-quarter
relief as well as the joint casting of Buddha
figure and mandorla. Each of these elements
has been shown to occur in Chang’an
bronzes from around 420, either alone or in
combination with others. We cannot preclude
that some of these elements were contempo-
raneously available also in other regions of
China, but we know that they did not become
widespread until later. The combination of all
these elements in a single sculpture therefore
strongly points in the direction of a Chang’an
origin.

The observation that the closest
comparanda in Chinese sculpture for the
rare Mathura robe motifs characteristic of
the three Buddhas from Prague, Berlin and
New York originate from geographically dis-
parate areas does not necessarily challenge
this conclusion: Marylin M. Rhie surmises
that the rare motif of step folds spreading
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in a fan-like manner all along the forearm
and over the legs and knees came to China
shortly after 400 in the wake of Kumarajiva’'s
translation campaign.®? She assumes that
this motif was brought to Chang’an by
Indian monks. After the fall of the Later Qin
in 417/18, these monks fled Chang’an. The
vast majority found refuge in the north, in
the territory of the friendly Tuoba-Xianbei,
who had protected the Buddhist faith since
398." Other monks fled to the south, where
they settled in the territory of the Eastern
Jin dynasty (317—420) which was succeeded
shortly thereafter by the Liu Song dynasty
(420—479). This sufficiently explains the
parallel appearance of this rare motif in the
north (Buddha from Hebei, around 400—420)
and south (Buddhas of 437 and 451).3¢

We noted that the Prague and Berlin
Buddhas must have come into being around
420, while the New York Buddha was
probably made a little later. The former two
sculptures could therefore have been created
either shortly before 417/18 in Chang’an or
slightly later in a neighbouring region to
which the style developed in Chang’an was
transmitted after the fall of the Later Qin. For
the New York Buddha, however, an origin
in such a neighbouring region seems signifi-
cantly more likely than an origin in Chang’an.

Attire of the donor figures
The clothing of the donors on the plinth
suggests that they belonged to the Xianbei.
On the face of it, this seems to point to the
Tuoba-Xianbei-ruled Northern Wei dynasty as
a likely place of origin of all three sculptures.
In actual fact, however, things are a bit
more complicated: firstly, we concluded
above that the identical donor figures on all
three sculptures have no individual votive
significance, but were probably adopted
from a prototype sculpture. Any conclusion
about the origin of their garb would therefore
only point to the geographical origin of this
prototype sculpture and not necessarily to
the origin of the three sculptures discussed
here. Secondly, we can be certain today that
there was a significant Xianbei population in
Chang’an, too. Therefore the donors could
just as well have been Xianbei people living
under the Qiang in Chang’an.

As we know from the Wei shu, the Tuoba-
Xianbei rulers of the Northern Wei dynasty
maintained close diplomatic relations with the
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Later Qin dynasty and regularly sent delegates
to Chang’an. These delegates and their
numerous entourages probably settled there
permanently. In 414, even a representative of
the ruling family was sent to Chang’an as an
envoy.*® This is extremely unusual®® and is
probably connected to the following year’s
marriage alliance between the two empires,™’
which further deepened their relationship. It
is therefore no surprise that in 417, after the
fall of the Later Qin dynasty, many members
of the ruling family and the upper class fled
to the Northern Wei dynasty.»*

Although it is difficult to obtain reliable
figures, it can be stated with certainty that
the Xianbei were a minority in their own
realm, even if we add the Xianbei of other
denominations to the Tuoba-Xianbei. Apart
from the Chinese, who evidently made up
the majority, there was also a significant
population with different ethnic origins,
including Xiongnu and proto-Tibetans (Qiang,
Di).° There is reason to believe that a similar
mix of ethnicities was also characteristic of
the Later Qin dynasty. At the very least it is
known that there were influential Xianbei
families who served the Qiang rulers.'+

Based on archeological finds, it can be
assumed that the Xianbei population in
Chang’an was quite proactive in expressing
its cultural identity:'# A relief stele in the
collection of the Xi’an Municipal Cultural
Relics Association dated by inscription to
411 features images of donors in the plinth
area who resemble those of the present
sculpture and also appear to be wearing
Xianbei costume. Although this stele was
found in the environs of present-day Xi'an,
it bears the Northern Wei nianhao (reign
period) “Yongxing third year”.* The same
goes for the previously cited relief stele, also
dated to 411, which was similarly found in
the area around Xi'an.'# A third stele, dated
by inscription to 424 and found in 1934 in
the vicinity of Xi’'an, likewise displays the
Northern Wei nianhao “Shiguang first year”,
even though Chang’an was ruled by the Xia
at that time.*

All this suffices to show that the costume
of the donors on the plinth of the three
Buddha sculptures discussed here would
be perfectly compatible with a creation in
Chang’an under the Later Qin. A provenance
in the Eastern Jin or Liu Song dynasties
appears comparatively unlikely, however.



While the rulers of the Northern Wei dynasty
also maintained friendly relations with these
dynasties,*® they apparently were reluctant

to send ambassadors of Xianbei ethnicity
there.*¢ There are no indications that an
independent Xianbei population existed so
far to the south. Moreover, it seems that the
quantity of Buddhist images produced there
lags far behind that in the north.'#

Political discontinuity

and singularity of design

The sculptures presented here were produced
in an early form of serial production, possibly
in two different workshops. Most likely they
cite an important prototype icon. Given this,
the question arises of why this forceful and
artistic design only survived in the form of
the three sculptures discussed here and —
even more importantly — why this design
apparently left no traces in later Chinese art.

One possibility is that the design
disappeared very suddenly due to a disruptive
event that had a vast impact. There is no
indication of such an event in the Northern
Wei dynasty, where the economic situation
was prosperous until the early 4405 and
where the political situation was largely stable
until the wave of persecution that afflicted
the Buddhist faith in 444/446. By contrast,
it seems logical to equate this disruptive
event with the conquest of Chang’an by Liu
Yu in 417 and the subsequent persecution
of the Buddhist faith under the ruler Helian
Bobo from 418 onwards. These events must
have robbed the workshops in Chang’an
of their means of existence from one day
to the next, and may also have caused the
destruction of a potential prototype icon.

On the face of it, this could be interpreted
as an indication that all three sculptures were
made before 417/418 in Chang’an. However,
as explained above, the New York Buddha
was very likely created several years later
than the Buddhas from Prague and Berlin
which makes it doubtful that this sculpture
could also have originated in Chang’an. That
is because only a few years lie between the
earliest conceivable creation date of the Berlin
and Prague Buddhas in the years around
410 and the fall of the Later Qin in 417/418.

It therefore seems more plausible that the
workshop which produced the Prague and
Berlin Buddhas was destroyed by the events
of 417/418 and that the design was later briefly

revived in the diaspora of the Northern Wei.
Yet the makers obviously did not succeed

in recreating the same artistic quality and
craftsmanship. Perhaps it was simply a

lack of skill in the new workshop that was
responsible for the failure of the design to
survive. Or maybe it had simply outlived its
time.

As already shown above, by the 430s at the
latest, a flame pattern with finely-detailed
C-shaped flames was very quickly established
as the standard form for the decoration of the
mandorla. Furthermore, at roughly the same
time, elegant conical, arcade-style plinths
became the rule. It is possible that, against
this background, the raw shapes of the three
Buddhas discussed here suddenly seemed
just as antiquated as their squat, cubic bases.

Conclusion

The three bronze sculptures discussed here
bear witness to the deeply felt faith of the
first followers of Buddhism in China. The
statuettes which were shown to represent
Sakyamuni can also be regarded as an early
artistic highpoint. This is especially true of
the two Buddhas from Prague and Berlin
whose radiance seems to oscillate between
physical presence and hieratic distance,
between naturalism and abstraction, which is
fascinating even to the postmodern eye.

It has been shown that the Prague and
Berlin Buddhas were manufactured in a
serial process in the same workshop using
the piece-mold method. They therefore lend
further support to recent research proving
that this method developed during the Shang
dynasty was still in use some 1,500 years later
for the production of the earliest Chinese
Buddhist sculpture.”® Although the Buddhas
from Prague and Berlin were made using the
same molds and tools, the craftsmen took
pains to give the figures an individualized
appearance, most likely for reasons of
religious respect and efficacy.

It can be assumed that all three sculptures
have regional affiliations to Chang’an. They
display many characteristics that indicate
a direct and largely unfiltered contact with
Western models from Mathura, Gandhara
and Central Asia which reflects the
cosmopolitan nature of Chang’an in the first
two decades of the 5th century. It has been
shown that some of these characteristics
can be regarded as elements of a regional

Bulletin of the National Gallery Prague XXVI11/2018

23



style prevalent in Chang’an at that time.
Some of these characteristics are found in
Chinese sculpture only very rarely or only
later and their specific combination seen
here can be considered unique. Finally, the
three sculptures display special iconographic
features which are closely associated with
Mahayana Buddhism which was spread-
ing from Chang’an at that time, propagated
by the influential translations of the monk
Kumarajiva.

There are some indications that the
Buddhas from Prague and Berlin were
produced before the fall of the Later Qin
dynasty in 417/18 in Chang’an, although a
slightly later date under the Northern Wei
cannot be ruled out. Many monks from
Chang’an fled there after the overthrow
of the Later Qin and the persecution of
the Buddhist faith which followed shortly
thereafter. As the New York Buddha was
probably produced in a different workshop
and presumably dates from some 20 to 30
years later than its sister sculptures, it can
be assumed that this Buddha was produced
under the Northern Wei.
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PAPERS

Lucas Cranach the Elder:

Law and Grace and Lucas Cranach

the Younger (?): Law and Grace

OLGCGA KOTKOVA — ADAM POKORNY

ANNEX: IDENTIFICATION OF MATERIALS — RADKA SEFCU

The National Gallery Prague houses two panel paintings of Law and Grace — an original by
Lucas Cranach the Elder dating from 1529 (Fig. 1a) and its exact copy (Fig. 1b) produced
in the second half of the 16th century (Fig. 1b). That same year, besides the Law and Grace
panel now in the National Gallery, Cranach created another painting with the same theme
in 1529, currently preserved in Gotha (Fig. 2). Both these paintings served as sources of
inspiration and conceptual bases for many derivative works, and are therefore recognized
as archetypes of two basic types of composition: the Prague type and the Gotha type.

The literature devoted to the Prague and Gotha types expresses the unanimous opinion
that Cranach’s Prague type found only minimal reception in the German lands (outside
Cranach’s workshop), whereas the Gotha type was widely disseminated throughout the
German territories. In the context of Cranachian painting, only one exact reproduction of
the Prague type was executed in panel painting, which is the aforesaid copy.

This essay attempts to answer the question as to why the Prague type did not have a
direct response in the German regions, whereas in the Lands of the Bohemian Crown it was
visually reflected very often. We believe that it was for reasons of content that the Gotha
composition was much more popular in the German Lutheran regions, as it illustrates the
fundamental Lutheran doctrines with greater didactic impact. However, in the Lands of the
Bohemian Crown, where the influences of (New) Utraquism, Lutheranism and Catholicism
intermingled, the Prague type was more suitable. We assume therefore that the Prague
schema was well accepted in this milieu characterized by a certain confessional diversity.

Background to the Creation Keywords
of the Painting (OK) Lucas Cranach the Elder, Lucas Cranach the Younger,

Lutheran theology, Utraquism, Law and Grace, technical
examination

The main pillar of Luther’s theology derived
from the teachings on justification by faith
alone, or sola fide. The salvation of the
sinner does not depend on his acts, but

on his faith. In formulating these ideas,
Luther drew, among other sources, from
Apostle Paul’s Epistle to the Romans, and
discussed his views in his commentary
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1a Lucas Cranach the Elder, Law and Grace, 1529. National Gallery Prague.
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on Apostle Paul’s Epistle to the Galatians,
in his treatise De servo arbitrio of 1525

(which he wrote in response to Erasmus

of Rotterdam’s discourse De libero arbitrio)
and his sermons. This concept was visually
codified by Lucas Cranach the Elder in

his painting entitled Law and Grace, whose
work was also influenced by the views of
Filip Melanchton.* Regarded as the earliest
visual treatment of this theological concept
that can be associated with the name of
Lucas Cranach the Elder is the title page to
Luther’s explanation of the Gospels from
Advent to Easter, Auslegung der Evangelien vom
Advent bis auf Ostern of 1528.2 Among the
panel paintings related to the production of
Lucas Cranach the Elder, two paintings are
considered to be the earliest depictions of
the Law and Grace antithesis — one is housed
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in the National Gallery Prague (Fig. 1a),’

the other is kept in Gotha (Stiftung Schloss
Friedenstein; Fig. 2).4 Both these paintings
(also known as The Original Sin and the
Salvation of Mankind) became an inspiration
and conceptual basis for many other works,
which is why they are regarded as archetypes
of two basic types of composition: the Prague
type and the Gotha type.’ Both types employ
a symmetrical division of the picture plane
into two halves using a grown tree, i.e. into
the epochs of the Old Testament and the
New Testament, where the surpassed era

(i.e. that of the Old Testament) is represented
by the tree’s dry branches. In contrast,

in the New Testament epoch that brings
salvation through the Crucified Christ, the
tree is green and thriving. There are a great
many differences between the Prague and



1b  Lucas Cranach the Younger (?), Law and Grace, second half of the 16th century. National Gallery Prague.

Gotha versions in terms of their motifs and
composition, which are treated in detail in
extensive literature devoted over many years
to this par excellence Reformation subject.
With respect to the focus of this essay, we
will point out only the basic differences
between the two archetypes and then will
focus our attention on the National Gallery
Prague panel and its reception. In the Prague
version, the left half is reserved for the sub

lege stage (The Old Testament) and the right
half relates to the sub gratia epoch (The New
Testament). This concept is matched by the
selection of the depicted scenes: portrayed at
the top left, at Mount Sinai, is Moses as he
receives the tablets of the covenant law from
the hands of God; below this scene, Adam
and Eve stand before the Tree of Knowledge,
from which Eve has just picked the fruit. The
middle plane shows an Israelite encampment
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2 Lucas Cranach the Elder, Law and Grace, 1529. © Stiftung Schloss Friedenstein Gotha. From the collections of the foundation for arts and
science of the dukes of Saxe Coburg and Gotha.

with a serpent raised on a pole. An opened
tomb with a dead body alludes to Death. The
centre of the composition features Adam

(or, generally, Man, the sinner) torn between
these two epochs. The Old Testament
prophet Isaiah, turned affirmatively to Adam
from the left points in a powerful gesture to
Christ on the Cross, i.e. to the typologically
other Adam. From the right, John the Baptist
leans towards Adam (Man), compelling him
to accept the new era, that of Grace. John
the Baptist, the last Old Testament prophet
and the immediate predecessor of Christ,
refers to the salvation of mankind through
Christ’s Sacrifice — he points his right hand
to the Lamb of God. Portrayed on the lower
right is the Resurrected Christ as the victor
over sin and death. The middle plane shows
the Annunciation to the Shepherds, beyond
which scene is a sprawling city and an idyllic
landscape. Finally, forming a counterpart

to the scene with Moses is the Virgin Mary
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standing on Mount Sion, which is being
approached by Jesus Immanuel with a cross,
accompanied by angels.

The scenes in the Gotha panel are likewise
divided by a dry tree. Moses holding the Ten
Commandments is placed here under the
dry tree, to his left Adam (Man) is driven
by Death and the Devil to the flames of
hell. The eternal damnation of the sinner is
heightened by the presence of Christ at the
Last Judgement. Adam (Man) appears once
again here — John the Baptist shows him
Jesus Christ the Redeemer and His Sacrifice
(expressed through the presence of the Lamb
of God and the Crucified Christ). Emphasis is
given to the blood gushing from a wound in
the Saviour’s side and streaming onto Man.
This important Eucharistic motif is absent in
the Prague type. For that matter, the Gotha
version also lacks the standing Virgin Mary
with Immanuel and the Resurrected Christ
Christ is depicted at the upper right.




The inclusion of the textual component
was equally important for the concept of
the work, as well as for the treatment of
Lutheran visuality that accentuated the
painting’s didactic role. The Gotha scene is
accompanied by explanatory passages from
Scripture at the bottom edge of the panel,’
whereas the Prague version no longer has any
inscriptions, although — as is shown in the
technical examination — the panel was later,
demonstrably before July 30, 1814 (when the
painting is first mentioned as a loan from
Count Joseph Nostitz’s art collection in the
inventory of the Picture Gallery of Patriotic
Friends of the Arts),® truncated at the bottom.
Traces of a black band that originally framed
the inscription field are visible at the edges
of the panel.? In our opinion, contrary to the
Gotha panel, there had probably also been
elucidatory inscriptions within the pictorial
space of the National Gallery Prague painting.
Upon careful inspection of the original, traces
of inscriptions are still discernible (Fig. 5),
but these were removed in 1971—1972 as non-
original, based on detailed art technological
research.' Inscriptions in the picture plane
were also present in numerous graphic sheets
that have the same concept as Cranach the
Younger’s Prague type painting, as well as
in the well-known painting An Allegory of the
Old and New Testaments by Hans Holbein the
Younger, which documents the spreading of
Reformation ideas to Britain (National Gallery
of Scotland, Edinburgh).»

In the literature that deals with the Prague
and Gotha types, the unanimous opinion
is expressed that Cranach’s Prague type
met with minimal reception in the German
regions (outside Cranach’s workshop),*? while
the Gotha type was widely disseminated
throughout the German territories, and a
number of its versions have survived to date
that can be directly related to Lucas Cranach
the Younger. In many details, however,
they differ from the Gotha version. Closest
to this type are two depictions of Law and
Grace — those in Nuremberg (Germanisches
Nationalmuseum Nirnberg) and Weimar
(Klassik Stiftung Weimar, Museen).” The
Gotha prototype also found a response in
the monumental retable in St. Wolfgang’s
Church in Schneeberg.* The theme was
echoed in prints (a woodcut in the British
Library in London that combines motifs from
both types) and book illustrations, notably in

the editions of the Luther Bible. The motifs
from the discussed theme also appeared in
several drawings — a now-missing drawing
from Dresden and an extant sketch in the
Frankfurt Stidel.” The Gotha painting was
reflected in many other panel paintings

as well; several years ago, a derivative wall
painting was discovered in a house in
Gorlitz.’* Within the context of Cranachian
painting, only one exact reproduction of the
Prague type was executed in panel painting,
namely in the copy also housed in the
National Gallery Prague (Fig. 1b).”

The fact that both paintings appeared in
Prague could have been a coincidence or
the outcome of various events. We tend to
support the second possibility as the earlier
preserved sources point to Bohemia, Moravia
and the Moravian-Silesian borderlands. In
painting, the Prague type is traceable in the
German regions only exceptionally, notably
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3a Lucas Cranach
the Elder, Law and
Grace, 1529, reverse.

3b  Lucas Cranach
the Younger (?), Law
and Grace, second
half of the 16th
century, reverse.
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4a  Lucas Cranach the Elder, Law and Grace, 1529, detail.

4b  Lucas Cranach the Younger (?), Law and Grace,
second half of the 16th century, detail

4c  Lucas Cranach the Elder, Law and Grace, 1529, X-ray
photograph, detail.

in works produced outside the reach of
Cranach’s workshop, as, for example, in
paintings now in Regensburg (Museum

der Stadt Regensburg) and in St Stephen’s
Church in Aschersleben.*® The canvas
painted by the Amsterdam artist Jacob de
Wit in 1726 (Museum Catharijneconvent
Utrecht) was a very late and thus remarkable
reflection of the Prague type of Law and
Grace.” Tt was circulated chiefly in prints
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4d  Lucas Cranach the Younger (?), Law and Grace,
second half of the 16th century, X-ray photograph, detail.

through which the theme arrived shortly

in Bohemia and Moravia — its echoes are
found in the Pardubice castle — in a wall
painting featured in the Knights’ Hall. The
painting was created around 1532 and was
commissioned — according to the literature
on the subject — by Vojtéch (Adalbert) of
Pernstejn (1490—1534), who adhered to New
Utraquism — a religious movement that
was close to Lutheranism. Moreover, there



are records of Pern3tejn’s contacts with the
court of the Electors of Saxony.° Other wall
paintings, those in HoraZdovice and the
Dominican monastery in Ceské Budé&jovice,
also derive from the Prague type, as do the
wall paintings executed in the 1590s at the
castle in HorSovsky Tyn. These works were
commissioned by Vilém the Elder Popel

of Lobkowicz, who had converted to the
faith advocating communion under both
kinds.?* Another valuable piece of evidence
documenting the complex confessional
situation in the Lands of the Bohemian
Crown is the fragmentarily preserved fresco
from 1555 with the theme of Law and Grace in
St Wenceslas’ Church in Moravsk4 Ostrava.?
Even though by then the church had become
(formally) Catholic, the local parish priests
converted and performed masses offering
communion in both kinds (sub utraque specie)
there.? In this case, too, the fresco is mostly
derived from the Prague type, although some
motifs were also adopted from the Gotha
type. We may assume therefore that the
Gotha composition was much more popular
in the German Lutheran regions (mainly in
the territories of historical Saxony), above

all for ideological reasons, accentuating, for
example, the threat of eternal damnation and
expressing in a more compelling fashion the
idea of the Eucharist in the form of a stream
of blood gushing from a wound in Christ’s
side and falling on the sinner’s forehead and
chest. This visual treatment also emphasizes
Man’s redemption through Christ’s death

on the cross. Simply put, the Gotha schema
illustrates the fundamental Lutheran
doctrines with greater didactic impact. By
contrast, in regions where the influences

of (New) Utraquism, Lutheranism and
Catholicism intermingled, the reception of
mainly the Prague type can be traced. Law and
Grace images were purchased by adherents
(or sympathizers) of the Lutheran faith,
supporters of the chalice and Catholics (as
was the case in Ceské Budé&jovice). We thus
assume that both paintings in the National
Gallery Prague are specifically related to the
milieu characterized by a certain confessional
diversity, which was a phenomenon
symptomatic expressly of Bohemia.

Both of the National Gallery Prague paint-
ings show close affinities, which is why, in
the past, they were mistaken for each other
in scholarly literature. A striking similarity

5 Lucas Cranach
the Elder, Law and
Grace, 1529, detail
with remains of
inscription “Gnad” .

6 Lucas Cranach
the Younger (?), Law
- and Crace, second

. half of the 16th
century, IRR, detail
with a visible square
grid.
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7 Copying process.
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was also shown in a confrontation of the
two paintings (Fig. 4a—d), when these were
exhibited side by side. For this reason, a
detailed technical examination and material
analysis of the two paintings has been
conducted.?

Technical examination (AP)

The panel of Cranach’s original painting (Inv.
No. O 10732) measures 72—72.3 x 88 cm and
is about 2.1 cm thick. In terms of width, it
has virtually the same dimensions as the
copy, with a difference of about 1 cm. The
picture support is made of five vertical
boards with radial and tangential cuts. The
board of the panel was identified as of
linden wood.?” The width of the individual
sections ranges approximately between 15
and 20 cm. The reverse of the panel shows
original planing using a plane with a half-
round blade (Fig. 3a). The panel was planed
perpendicularly to the wood grain.?¢ An
original edge has been preserved at the top of
the painting. The other edges were truncated.
Neither the painting layer nor the ground

at the top reach to the edge of the panel.

It is therefore clear that the support had
already been inserted into the picture frame
or temporary frame that secured the stability
of the panel prior to the application of the
ground.” An incised line that commonly
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appears in paintings from the workshop of
Lucas Cranach the Elder is also visible along
this edge.? In places, the painting encroaches
beyond the chalk ground onto the exposed
wooden edge. This fact suggests that during
the painting process the picture was not
secured by the aforesaid measures against
the deformation of the panel. A black painted
border runs along the upper edge. This layer
does not encroach onto the later-planed

edge and can conceivably be original.® The
upper and lateral edges are thinned from the
reverse with a rebate that is filled with spruce
wood. The lateral mouldings are attached

to the panel with dowels. A slat attached in
the same manner had also been fitted into
the top-edge rebate in the past. As it blocked
the natural movement of the panel, it was
removed in the previous restoration and
substituted with pegs having an identical
wood grain orientation as the original
support.®® The question arises as to whether
these rebates are not original and are not
related to the original picture frame.® A black
line has been preserved along the bottom of
the painting. It is possible therefore that the
painting was originally composed in a similar
manner as in the herein-discussed copy
where the picture scene and text field are
framed in black.3? Theoretically, this idea can
be corroborated by the fact that there are no



such rebates at the bottom edge. The panel’s
joins on the front and back sides are glued ‘
over with tow.? Prior to the application of the
natural chalk ground, the picture panel was
isolated.*

The copy of the Law and Grace painting
(Inv. No. O 9619) is executed on a linden
panel support that measures 88.5 x 86.6—
87.1 cm and is between 1.2 to 1.5 cm thick.
The panel is formed of four vertically
oriented planks with a tangential cut. The
boards are not cut collaterally, in one instance
the difference between the width at the top
and the lower side is 6 cm. The stability of
the support is reinforced by two crossbars.
No dowels were used for the glued joins.
The reverse of the panel has visible traces
of being planed with a saw-blade plane
(Fig. 3b). The painted ground reaches to the
edge of the panel but does not encroach onto
the lateral side. The sides of the painting
therefore seem to have been formerly
smoothed down with a plane. Judging from
the picture composition, though, it is evident
that the size was not altered much. Along
the panel’s sides there are parts of diagonally
inserted dowels that may have originally held
the frame mouldings in place. Contrary to the
Cranach original, the panel’s joins in the copy
are not glued over with tow. The painting
support is formed of natural chalk.

During the previous technical examination,
a square grid was discovered under the
painting on the copy of the Law and Grace
painting (Fig. 6).¥ Judging from the character
of the lines it is obvious that it was executed
with dark chalk or pencil. The same material
is used in the meticulous re-drawing of
the model painting’s composition.*® The
underdrawing is simple, with no shading.
The contours of the forms are executed
using multiple lines. The square grid clearly
documents the used manner of transfer from
the model composition.

In addition, the Cranach original bears
a simple underdrawing rendered with a
sharp-pointed brush. Some lines, especially
in the flesh tints, also suggest the use of a
quill. This drawing tool is also proposed,
apart from the specific character of the
short strokes, by the oblique ends of the
lines and the lines’ darker edges.” The
painting’s composition is summarily defined
by the main contours without shading. The
anatomical details are only roughly indicated.

8 Comparison of the original and the copy, overall composition.

9 Comparison of the original and the copy (sketch), detail.
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10a Lucas Cranach
the Elder, Law and
Grace, 1529, detail of
signature.

10b  Lucas Cranach
the Younger (?),

Law and Grace,
second half of the
16th century, detail of
signature.
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Contrary to the Cranach original, where
grey underpainting was used, the painting is
executed directly onto an oil-isolated chalk
ground. Apart from lead white paint, the use
of azurite was also determined in the blue
sky. The XRF method also identified the
use of smalt in the painting. The red cloaks
are painted with vermillion containing red
organic pigment that was used afterwards
in the varnish for contrasting spots of the
deepest shades. The painting’s plain-yellow
areas contain lead tin yellow. The flesh
tints are formed of an admixture of lead
white, vermillion and ochres. The painting
is done in two, mostly thinly-applied coats
of paint. However, the forms painted with
lead white in visible brush strokes do not
have the delicacy and fineness of Cranach'’s
painting. The drapery modelling is built
from the first colour layer, accentuated in
the end with bright red touches of colour.
Initially, the vegetation was only summarily
modelled in a basic tone, with subsequently
defined details. In the painting of the terrain
and rocks, a light tonality was used in the
ground layer and semi-transparent tones in
the upper layer. Judging from the way the
individual areas of the painting overlap, the
image appears to have been built up from the
background. The figures were painted only
after the sky and landscape background had
been outlined.

The described pigment composition of
the copy was also identified in Cranach’s
original painting. A grey underpainting
with a content of lead white and black was
identified in a sample taken from the sky
containing lead white together with azurite
and from the green terrain painted with
an admixture of a copper pigment, lead
white and lead tin yellow type 1.3 This
underpainting is very subtle. Its tonality is
discernible in places in the exposed surface
coat, as, for example, in the area on the
river bank below the city in the background.
By contrast, the red cloaks are underlayed
with deep-toned underpainting containing
black, together with vermillion and red
ochre. The modelling on this visual basis is
executed in bright-red vermillion. Finally,
the shadows were deepened with locally-
applied glazes containing a red organic
pigment.* By contrast, in the painting of
the kneeling Moses, the cloak is modelled
with semi-transparent red paint on a light



ground. The exposed painting also seems to
be underlayed with a coat of grey paint in the
shadow areas. In places with the transparent
surface painting, this underpainting is
manifested by more distinctive strokes that
summarily indicate the shaded parts of the
modelling. The strongest lights are achieved
through opaque paints with a content of
white. Azurite, together with iron pigments,
vermillion, lead white and bone black were
identified in the blue cloak of the Old
Testament prophet. A macrophotograph
has revealed that the drapery was likewise
built up over a light optical base. A study
of the details in the painting’s overlapping
areas has indicated that the picture was not
painted stencil-like in individual sections
but was built up gradually as a whole. For
example, the flesh tints of the figures in
the foreground were painted before the
vegetation in the background. After the
terrain and vegetation were executed in basic
shades of green onto the grey underpainting,
anatomical details, including beards and hair,
were added to the figures. Subsequently,
foliage was defined in tiny, locally-applied
touches. Judging from the overlapping
strokes in the background behind John
the Baptist, it appears that the red cloak
also preceded the painting of the green
background. A similar situation is found in
the painting of the Crucified Christ, where
the flesh tints and the cross were painted
with a great many details prior even to the
blue sky. Conversely, the figure of the Virgin
Mary was probably done only after the
background.+

The pigments in the copy discussed herein
were commonly used in the 16th century,
but also in the 17th century. The palette of
colours employed here therefore does not
rule out the dating of the copy to the 16th
century, nor does it disprove its dating to the
following period, as was usually claimed in
the past.# Contrary to the original painting,
its copy is clearly of inferior quality. The
brushwork is coarser, with visible brush
strokes, and the transitions of shading are
not as refined as in the original painting. The
anatomical details lack the detailed, linear
sharpness distinctive of Lucas Cranach the
Elder. The differences in the brushwork are
well apparent when comparing X-ray images
(Fig. 4c, d). Compared to the original, the
painting technique alone is limited. The

11a Lucas Cranach
the Elder, Law and
Grace, 1529, detail of
Adam and Eve.

11b  Lucas Cranach
the Younger (?), Law
and Grace, second
half of the 16th
century, detail of
Adam and Eve.
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general features of the copy’s painting, such
as the character of the subtle painting, the
overall underpainting of the vegetation area
with upper, locally-applied details, the use
of a light tone of the ground layer in the
terrain and rocks areas and, for example,
the treatment of the hair and beards over a
summarily modelled basis, make the dating
of this painting to the 16th century highly
probable.

A comparison of the individual details
in the copy and the Cranach original has
revealed a surprisingly large number of
identical details. In this aspect, the copy’s
treatment demonstrates an indisputable
determination to achieve the greatest
possible concordance with the original. The
comparison shows a concordance down to
the finest details, such as the wavy strands
of hair, drapery folds, vegetation foliage
and the rocks on the terrain. The copy was
thus undoubtedly painted directly after the
original. The existence of a third painting
or a print as an interlink between the copy
and the original is hardly imaginable. It is
evident that a square grid was used for the
transfer. When superimposing the surveyed
paintings’ individual sections of composition
one over the other, we find complete
agreement of form in each individual section
of the painting (Fig. 8—9). Nevertheless,
as a whole, the individual sections of the
painting are partially dislocated, differing
as much as several millimetres. In order
that the composition could be copied, the
grid had to be also applied somehow to
the original painting. This was obviously
not done by drawing the grid directly onto
the original painting. One possibility might
have been placing a square-grid-like frame
with tightly-stringed threads in front of the
copied painting.4> The mentioned differences
in the spatial relations of the composition’s
individual sections could therefore be
explained as follows: with its size, the created
grid did not cover the whole painting, but
only one section. The copyist thus transferred
only a smaller section of the painting at
a time, while repeatedly shifting the grid
(Fig. 7).

Conclusion (OK)

The conducted technical examination has
shown that, in all probability, the copy
(O 9619) was painted directly from the
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original (O 10732); in other words, that the
painter-copyist saw the original painting with
his own eyes and was acquainted with it.

The brushwork, the way the composition is
built up, the colour palette and the materials
used all suggest that the copy was created in
the 16th century. At the same time, though,
technologically it differs from the original
which is dated 1529 (Fig. 10a). In fact, this
date is also found on the copy (see Fig. 10b).
As has been demonstrated in the technical
examination, the signature in the shape of a
little serpent and the date 1529 were executed
concurrently with the painting, which means
that they were not added later.#* This suggests
that the painter-copyist wished to imitate
with precision the signature and date on the
original, with the intention of evoking a sense
of authenticity, whereby he in fact forged

the date.+ Nonetheless, the manner in which
the signature and the date are executed
corresponds to the copyist’s intention — his
work was to be identical with the original
down to the smallest detail because a close
inspection has revealed that all the motifs,
their placement and the colours used
precisely match those of the original. Still,
there is one striking difference in the two
paintings: in the original painting, Eve, who
has just picked the fruit, is completely naked.
The copyist could not accept Eve’s nakedness
and therefore covered her nudity with the
obligatory apple leaf (Fig. 11a—b).

Apart from the assumption that the copyist
used a square grid and that he must have
been acquainted with the original painting
from autopsy, nothing more is known as to
who had seen the original. In neither of the
two paintings can their original provenance
be substantiated. As has been mentioned
earlier, the painting O 10732 found no
immediate reception anywhere else, whereas
the later depiction of the Gotha type of Law
and Grace was reflected in various other
versions that were produced directly in
Cranach’s workshop. There may be a simple
explanation of the fact that, except for the
copy discussed here, no derivative works
after the Prague type composition were
produced: the painting could have been kept
in Cranach’s Wittenberg workshop because,
for reasons of content, the second type had
proven more suitable in Saxony and the
neighbouring, strictly Lutheran areas. Then
it could have been copied by a member of



the workshop, for instance, by Lucas Cranach
the Younger. There must have been a reason
for painting a completely identical picture,
such as a commission. As is suggested by
the aforesaid reasons, such a commission
could have arrived from Bohemia where, in
some regions, the Lutheran faith found a
strong response, both in the hitherto Catholic
environment as well as in the Utraquist
milieu, where the ideological trends in the
Reformed churches were subject to mutual
influence and growing affinity.¥* Another
possibility ought to be considered as well:
soon after being painted, the Cranach original
found its way to a Lutheran congregation
in northern or north-western Bohemia or to
an unidentified Reformed community in the
borderlands,* where the copyist could have
also seen it. German was spoken in these
regions, hence German-written inscriptions
on paintings were also comprehensible to the
local population (or at least to a part of it).
For that matter, Cranach and his workshop
received a fair number of commissions from
Bohemia (and Moravia) across the religious
spectrum — the artist supplied the Prague
Altarpiece (ca. 1520) for St Vitus’ Cathedral,+
and received an exceptional commission for
Counts Jerome and Adalbert Schlick. Cranach
and his workshop were commissioned by
the Schlicks to paint a monumental retable
for St Joachim’s Church in Jichymov
(Toachimsthal), the first, newly-built Lutheran
church building in Bohemia. Although the
altarpiece dated 1545 was destroyed by fire
in 1873, its oldest preserved description at
least allows us to identify the composition of
the individual scenes. It remains unknown,
however, whether the altarpiece was painted
by Cranach the Elder, his workshop, or
Cranach the Younger — and it is the latter
name that is suggested in the most recent
literature on the subject. In 1545, Lucas
Cranach the Elder still formally stood at the
head of the workshop, nevertheless it can be
assumed that a large number of commissions
were painted by the workshop headed by
his son Lucas Cranach the Younger, who
took over his father’s business after his
death in 1553. Cranach and his workshop
also demonstrably supplied paintings to the
north of Bohemia, namely to Usti nad Labem
— the panel Christ Blessing the Children bears
the coat of arms of its donor — the noble
family of Koc¢ka of Kocenstejn; the scene is

accompanied by a Biblical quote in German.*
The style of painting and the technical
examination of that panel painting clearly
point to Lucas Cranach the Younger.*

In our opinion, Cranach the Younger (with
the possible collaboration of his workshop)
is likely to have painted the Law and Grace
copy. Some details betray his style — contrary
to Lucas Cranach the Elder, his treatment
was more summary and there is an absence
of the finely-detailed painting distinctive of
Lucas Cranach the Elder. The figures of the
original parents in the copy are stylistically
very close to the figures of Adam and Eve
in the painting The Fall of Man now in
Houston.> These figures, in turn, are close to
the conception of a miniature panel painting
Law and Grace.>* Painting analogies are also
found in other works, of which one other
panel painting deserves note: The Baptism of
Christ now in Berlin. This work is interesting
for one other reason as well — it also has a
square grid, executed with a dry medium
(a dark pencil or red chalk).’> The use of
black or red chalk in the underdrawing is
also related to the output of Lucas Cranach
the Younger.” Finally, the manner in which
smalt is employed in it can be viewed as yet
another indication leading to the attribution
of the copy of Law and Grace to Lucas Cranach
the Younger. In such a case, the signature
that is an exact copy of that on the original
would not be a mere imitation but in fact the
signature of Lucas Cranach the Younger.

While after all these centuries further
details regarding the creation of the copy can
no longer be documented, the conducted
technical examination has at least indicated
how the painting was produced and who
could have painted it. Lucas Cranach the
Younger had long remained in the shadow
of his father and it was finally the exhibition
held in 2015 that facilitated a better
understanding of his art production and
creative process, while also distinguishing his
works from the oeuvre of Lucas Cranach the
Elder. The manner in which the copy of the
Law and Grace painting discussed herein was
painted seems to fall into the context of the
work of Lucas Cranach the Younger and his
workshop.
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Notes

1 Of the large amount of literature related to
this painting, we have chosen several authoritative
works and some recent literature on the subject:
Carsten Bach-Nielsen, Cranach, Luther und
servum arbitrium, Analecta Romana Instituti Danici
19, 1990, pp. 145—184; Ernst Badstiibner, Gesetz
und Gnade in der Ikonographie protestantischer
Bildkunst, in: Gesetz und Gnade. Cranach, Luther und
die Bilder (exh. cat. Wartburg, Eisenach — Schloss
Hartenfels, Torgau), Eisenach 1994, pp. 33—40,
42—59; Daniel Gorres, Zakon a milost, in: Olga
Kotkovi (ed.), Cranach ze vsech stran. Cranach From
All Sides. (exh. cat. Narodni galerie v Praze), Praha
2016, pp. 58—67, 160—167, cat. no. 3, 22 (with more
detailed references to further literature on the
subject); Magdalena Nesp&nd Hamsikova, Lucas
Cranach a malifstoi v éeskyich zemich, Praha 2016,

esp. pp. 131—140 (further references to literature in
the text). See also documentation in the Cranach
Digital Archive: http://lucascranach.org/gallery
(retrieved 11. 7. 2018).

2 For recent literature, see, for example,
Benjamin D. Spira, in: Julia Carrasco — Justus
Lange — Benjamin D. Spira — Timo Triimper
(eds.), Bild und Botschaft. Cranach im Dienst von

Hof und Reformation (exh. cat. Stiftung Schloss
Friedenstein Gotha, Museumslandshaft Hessen
Kassel), Heidelberg 2015, pp. 166—167, cat. no. 40.
Forerunners to this theme are mentioned, for
example, in Jan Royt, Nezndmé zobrazeni
luteranského nimétu ‘Zikon a milost’ v Broumoveé,
in: Helena Détiova — Jan Klipa — Lenka Stolarova
(eds.), Slezsko — zemé Koruny éeské. Historie a kultura
1300—1740, Vol. B, Praha 2008, pp. 843—853. Here
also on pp. 843—844, Note 5, a detailed list of
literature on the subject of Law and Grace, including
a theological interpretation.

3 Inv. No. O 10732, oil, linden wood, 72 x 88 cm
(the format is not original), signed and dated
[15]29 (the first two numerals are illegible) at
bottom right, in the middle on the stump with a
left-oriented serpent with raised wings. Acquired
by the National Gallery in 1950 from a private
collection. Provenance: 1814—1922 loaned to the
Picture Gallery of Patriotic Friends of the Arts

by Count Johann Nostitz-Rieneck and his heirs;
1922 returned to owners. For an overview of basic
information and a list of sources and literature, see
Olga Kotkova, National Gallery in Prague. German and
Austrian Painting of the 14th-16th Centuries. Illustrated
Summary Catalogue I1/1, Praha 2007, pp. 28—29,

cat. no. 8.

4 TInv. No. SG676, mixed media, linden wood,
82.2 x 118 cm, signed and dated 1529 on the
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tree in the middle with a right-oriented serpent
with raised wings. Provenance: from 1659 in the
possession of the Dukes of Saxony-Gotha. For

an overview of basic information and a list of
sources and literature, see Spira, in: Carrasco

— Lange — Spira — Trumper (cited in Note 2),

pp. 170—171, cat. no. 42, p. 343, T 42 (transcription
of inscriptions). See also Badstiibner (cited in Note
1), esp. pp- 33—40. Of more recent literature,

see, for example: Soren Fischer (ed.), Gesetz und
Gnade. Wolfgang Krodel d. A., Lucas Cranach d. A. und
die Erlosung des Menschen im Bild der Reformation
(exh. cat. Galerie des Sakralmuseums St. Annen,
Kamenz), Kamenz 2017.

5 More recently, see Carrasco — Lange — Spira
— Triimper (cited Note 2), pp. 168—169, No. 41
(Prague type), and pp. 170—171, cat. no. 41 (here,
basic references to further literature).

6 For example, Helmo Reinitzer, Gesetz und
Evangelium. Uber ein reformatorisches Bildthema, seine
Tradition, Funktion und Wirkungsgeschichte, Hamburg
2006 (2 vols.); Miriam Verena Fleck, ‘Ein tristlich
gemelde.” Die Glaubensallegorie ‘Gesets und Gnade' in
Europa zwischen Spatmittelalter und Frither Neuzeit,
Korb 2010; Johannes Erichsen, ‘Gesetz und
Gnade'. Versuch einer Bilanz, in: Dirk Syndram —
Yvonne Wirth — Doreen Zerbe (eds.), Luther und die
Fiirsten. Aufsatzband, Dresden 2015, pp. 97—113.

7 Their transcription is provided, for example,
in Carrasco — Lange — Spira — Triimper (cited

in Note 2), pp. 343, T 42.

8 The dimensions given here in inches reflect the
present state, see Einreichungs-Catalog der Gemacelde-
Gullerie der Gesellschaft patriotischer Kunst Freunde,
Archives of the National Gallery, fonds SVPU, call
no. AA 1223/1, No. 1265.

9 This condition is described in detail in the
Documentation Protocol by Mojmir Hamsik (No.
506 of 21. 3. 1971) housed in the archives of the
art conservation and restoration department of
the National Gallery Prague. See also the technical
examination of Adam Pokorny. The panel was
shortened by about 15—17 cm, as is evident when
compared with the copy of the painting discussed
here, also preserved in the NG's collections.

10 Ibidem. The decision was preceded by a
consensus of invited specialists. It seems, however,
that the non-original inscriptions covered original
ones, probably preserved at the time only in
fragmentary form.

11 For more on these prints and the Edinburgh
painting, see Matthias Weniger, ‘Durch und durch
lutherisch’? Neues zum Ursprung der Bilder von
Gesetz und Gnade, Miinchner Jahrbuch der bildenden
Kunst, LV, 2004 (published 2005), pp. 115—134



(with references to further literature). For an
overview of information on Holbein’s painting,
see, for example: Susan Foister, Holbein in England
(exh. cat. Tate Britain), London 2006, pp. 134—135,
cat. no. 145.

12 Recently, for example, Fischer (cited in Note
4), esp. pp. 28—29, or Guido Messling, Cranach

et son temps (exh. cat. Palais des Beaux-Arts de
Bruxelles — Musée du Luxembourg Paris),
Bruxelles 2010, p. 229, cat. no. 146.

13 For basic information on both paintings, see
Kurt Locher, Germanisches Nationalmuseum Niirnberg.
Die Gemdlde des 16. Jahrhunderts. Stuttgart 1997,

Pp- 136—140; Helga Hoffmann, Kunstsammlungen zu
Weimar. Die deutsche Gemdlde des XVI. Jahrhunderts,
Fulda 1992, p. 52.

14 See, for example, Thomas Popper — Susanne
Wegmann, Das Bild des neuen Glabens. Das Cranach-
Retabel in der Schneeberger St. Wolfgangskirche
(symposium proceedings), Regensburg 2011;

see also Nesp&¥na Hamsikovi (cited in Note 1),
pPp- 145—147.

15 In the discussed context, see especially
Nespé&ina Hamsikova (cited in Note 1), pp. 131—

144, including illustrations of all works mentioned.

16 Kai Wenzel, Exkurs: Das Bildthema ,Gesetz
und Gnade” in einem Géorlitzer Biirgerhaus, in:
Fischer (cited in Note 4), pp. 107—115.

17 NG, Inv. No. O 9619, oil, linden wood,

88.5 x 87.1 cm, signed and dated at bottom right
1529 in the middle on the stump with a left-
oriented serpent with raised wings (the manner
of execution clearly imitates Cranach’s signature;
the signature dates from the same period as the
painting). Loaned to NG in 1800 by Countess
Marie Anna Thun, née Kolowrat-Liebsteinsky. For
an overview of basic information and literature,

see Kotkovi (cited in Note 3), pp. 30—31, cat. no. 9.

On the reverse in the middle, a collector’s seal
belonging to the family of Bruntilsky of Vrbno.

In the picture field under the individual scenes,
explanatory inscriptions in yellow:

GESECZ / SVNDER / TODT / FIGVR DER
RECHTFERTIGVNG / PROPHETEN / MENCH AN
GNAD / VNSER RECHTFERTIGVNG / ANZEIGER
CHRISTI / EMANVEL / ENGEL ERHAITEN / ZV
DEM DIENST CHRISTI / VNSER VNSCHILD /
VNSER VBERWINDVNG

At the bottom, a band showing inscriptions with
excerpts from the Old and New Testaments:

Roma. 6 Der Todt ist der siinden sold. Cor. 15/

Die Siind ist des Todes spies Aber das gesetz Ist der /
siinden krafft Rom 4. Das gesetz richtet zorn ahn. /
Roma.1. Es wirdt offenbart Gottes zorn von himel vber /
aller menschen gotlos leben und vnrecht Roma. 3. /

Sie seindt alezumal siinder vnd mangeln des preises das sie
/ sich Gottes nicht riimen mogen /

Roma. 3. Durch das geseiz komet erkentnus der Siinden /
Matthei 11. Das gesets vnd Propheten gehen bis auff Jo-/
hannis zeitt. /

Roma. 7. Ich Elender Mensch wer wirdt mich erlosen /
aus dem Leibe des Todes Roma. 1. Der gerechte lebet gerns
[?] gelawbens Roma.3. Wir halten das ein Mensch ge- /
recht werde durch den gelauben on werck des gesetzes. /
Marci.1. Es Wirdt ein stercker komen nach mir S. /
Joannes Baptist. Joan. 2. Sihe das ist Gottes lamb /

das der weltt siinde treget 1. Petri 1. In der heili-/

gung des geistes wum gehorsam und besprengung des blu-/
tes Jesu Christi. Amen. /

Esaie .26. Send das Lamb den herscher der Erdenn /
Exodi.12. Es wirdt sein ein Lamb on mackel. /

Der Todt ist verschlungen im sieg. Todt wo ist dein /
spiess. Helle wo ist dein sieg? Danck hab Gott /

der vnns den sieg geben hatt durch Jesum Christum /
Unsern herzen.1. Corin.15. /

Matthei.4. Die Engel haben sich genehet und die-/

neten yhm /

Wenn seinen Engeln ist gepoten von dir auff das /

sie dich behiitten yn allen deinen wegen. Psal. 9O.

18 For images of these paintings, see Badstiibner
1994 (cited in Note 1), pp. 51—53, cat. no. 40—41.
Further examples are listed, for example, in
Fischer (cited in Note 4), p. 29.

19 For images and basic information, see https://
www.catharijneconvent.nl/adlib/41001/ (retrieved
11. 7. 2018).

20 Vladimir Hruby — Jan Royt, Nisténna

malba s ndmé&tem Zékon a milost na zimku

v Pardubicich, Uméni XXXX, 1992, pp. 124—137;
Nespé&ini-Hamsikova (cited in Note 1), pp. 267—
272, ill. p. 268; for images see https://www.vcm.cz/
mazhaus/ (retrived 11. 7. 2018).

21 Jan Royt, Graficky list s luteranskym namétem
Alegorie zdkonu a milosti ve vydani Melantrichovy
bible, Historie otdzky — problémy. Ceskd bible. Kulturni,
ideovy a politicky fenomén v proméndch staleti 5, 2/2013,
p- 60.

22 See ibidem, pp. 60—61; Jana Pfidalova,
Ndsténnd malba ' Zdkon a milost’ v kostele sv. Viclava

v Moravské Ostravé (Bachelor’s thesis, Masarykova
univerzita v Brné), Brno 2006; see https://is.muni.
cz/th/75121/1f b (retrieved 11. 7. 2018).

23 Royt (cited in Note 21), pp. 37—38.

24 The examination methodology is based on
non-invasive imaging techniques:

1. Inspection of the painting in diffused daylight
and strong raking light — photographed with a
digital reflex camera CANON EOS 6 D with EF
24—105 mm lens / 1:4 L IS USM; CANON Macro
EF 100 mm / 1:2,8 USM; SIGMA 180/2,8 EX APO
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DG OS HSM Macro; CANON MP-E 65/2,8 MACRO
(recorded in the RAW format, converted to the
TIFF format).

2. Inspection of painting through a Leica binocular
microscope — 10X-40x magnification of image,
recorded with a Leica DFC digital camera.

3. UV light inspection of the painting — UV light
photograph with the use of a HOYA HMC filter
RM 9o.

4. X-ray radiography — images of the overall
picture surface were arranged into a single whole
using the Adobe Photoshop and PTGui graphic
programmes.

5. Infrared reflectography — recorded using an
OSIRIS camera with a wavelength range of

0.9—1.7 pm.

6. Infrared false colour photographs, digital camera
Sony dsc-717, executed using the Adobe Photoshop
programme.

The technical examination included the
identification of the used pigments and the
support wood. The analyses were conducted

by Radka Sefcti in the National Gallery

Prague’s laboratory. For more on the laboratory
examination, see annex by Radka Sefcfi.

25 Linden wooden supports are very common in
the ceuvre of Lucas Cranach the Elder, see Gunnar
Heydenreich, Lucas Cranach The Elder. Painting
materials, techniques and workshop practice, Amsterdam
2007, pp. 47—50.

26 Planing wood across the grain results in the
greater and more rapid removal of wood. Generally,
in carpetry practice, first the boards were roughly
planed and then, if necessary, smoothed with
further planing along the grain.

27 In applying ground layers onto the support
panel, the wood board is affected by high moisture
content that can result in warping. For this reason,
it was common practice from the Middle Ages to
apply a ground layer of paint onto a panel secured
with a picture frame or later on with interim
framing. For more details on this practice used

in the workshop of Lucas Cranach the Elder, see
Heydenreich (cited in Note 25), pp. 86—88.

28 These lines could have delineated the painted
surface or could have been done to prevent the
ground from being damaged when removing the
panel from the frame or the interim framing. For
more information on this practice in the workshop
of Lucas Cranach the Elder, see ibidem, p. 86.

29 Black painted borders were found in some
works of Lucas Cranach the Elder — ibidem, p. 86.
30 See Mojmir Hamsik, Documentation Protocol
(cited in Note 9).

31 The rebate along the edges on the reverse of
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the panel is known in a number of other works
from the workhshop of Lucas Cranach the Elder,
see Heydenreich (cited in Note 25), p. 66.

32 This possibility is already suggested by
Mojmir Hamsfk in his technical examination (cited
in Note 9).

33 Using tow glued over the joins was common
practice in Cranach’s workshop from 1514/1515, see
Heydenreich (cited in Note 25), p. 69. This practice
was indended to reduce the negative impact of the
glued joins on the final painting and to prevent
possible cracking.

34 A painting ground made of calcium carbonate,
but without the presence of single-celled marine
organisms, so-called coccoliths, that would point to
a natural chalk origin. Regarding its origin, ground
limestone is mentioned as a possibility. For more
on the subject, see ibidem, p. 93.

35 See Helen Smith-Contini — Ingo Sandner —
Gunnar Heydenreich, in: Kotkovi (cited in Note 1),
pp. 160—161, cat. no. 22.

36 Ibidem. The authors also consider the
possibility that a sharp-pointed brush was used.
Based on the recently-performed, detailed IR
reflectograms, this no longer seems probable.

37 The same type of underdrawing was already
described in the previous technical examination.
Based on their study of the drawing style, the
authors refer directly to the authorship of Lucas
Cranach the Elder; see Smith-Contini — Sandner
— Heydenreich, in: Kotkovai (cited in Note 1),

pp- 58—59, cat. no. 3. For more on underdrawings
in the workshop of Lucas Cranach the Elder, see
Heydenreich (cited in Note 25), pp. 105—113.

38 The use of grey underpainting was common
in Lucas Cranach’s workshop; for more on the
subject, see Heydenreich (cited in Note 25),

pp. 177—180. During the technical examination,
only three samples were taken from the edge of the
painting: the blue sky, green terrain and red cloak.
There might be layers of grey underpainting under
other parts of the painting as well.

39 The described build-up of mainly red, green
and deep purple draperies was very common in
Lucas Cranach’s workshop; see ibidem, p. 182.

40 The described build-up of the painting is
entirely in keeping with Lucas Cranach the Elder’s
workshop practice, see ibidem, pp. 207—211.

41 Based on her technical examination, Zora
Grohmanovi dated the copy of Law and Grace to
the second half of the 16th century; see Zora
Grohmanovi, Restauritorsky prazkum k obrazu
Hiich a vykoupeni, kopie ze 17. stoleti, 4. 1. 1993,
Archives of the art conservation and restoration
department of the National Gallery Prague.



42 A similar frame with a grid was used, for
example, for the transfers of complex spatial
compositions, such as that known from a woodcut
of Albrecht Diirer; for image, see https://www.
metmuseum.org/art/collection/search/366555
(retrieved 11. 7. 2018).

43 Kristina Mar3ikova Malkovi, in: Kotkova
(cited in Note 1), pp. 162, 166.

44 Dieter Koepplin briefly noted that this
signature was a forgery and the dating incorrect:
Dieter Koepplin, in: Christian Miiller — Stephan
Kemperdick (eds.), Hans Holbein d. ].: die Jahre in
Basel 1515—1532 (exh. cat. Kunstmuseum Basel),
Miinchen 2006, p. 95, Note 82.

45 This religious milieu was described in detail
in relation to the subject of Law and Grace by
Hruby — Royt (cited in Note 20), pp. 124—137.

46 Jan Royt is of the same opinion (cited in Note
21), p. 50.

47 Recently, see Mila Horky, in: Gunnar
Heydenreich — Daniel Gorres — Beat Wismer,
Lucas Cranach der Altere. Meister. Marke. Moderne
(exh. cat. Museum Kunstpalst Diisseldorf),
Diisseldorf 2017, p. 183, cat. nos. 85—89 (with
references to basic literature).

48 See Kotkova 2016 (cited in Note 1), pp. 124—
128. The coat of arms was identified by Michaela
Hruba.

49 The technical examination was conducted by
Kristina Margikova Malkova, ibidem, pp. 127, 129.

In Christ’s cloak and in the coat of arms, the use of
smalt was determined through a chemical analysis
carried out by Radka Sefcti; see also Radka Sefct,
in: ibidem, P¥irodov&dny a materidlovy prizkum,
s.p.

50 Museum of Fine Arts Houston, Inv. No. 44-546,
signed and dated 1549, oil, wood, 21.7 x 17.1 cm.
See Suzanne Wegmann, in: Roland Enke — Katja
Schneider — Jutta Strehle (eds.), Lucas Cranach

der Jiingere. Entdeckung eines Meisters (exh. cat.
Augusteum, Wittenberg), Miinchen 2015, p. 270,
cat. no. 2/27.

51 Stiftung Luthergedenkstitten in Sachsen-
Anhalt, Inv. No. G 156, signed, ca. 1550, oil, wood,
19 x 25.5 cm. See Suzanne Wegmann, in: ibidem,
pp- 366—367, cat. no. 3/37

52 For more on the subject, see Anja Wolf,

Die Taufe Christi von 1556. Einblicke in die
Arbeitsweise Lucas Cranachs der Jiungeren, in:
Elke A. Werner — Anne Eusterschulte — Gunnar
Heydenreich (eds.), Lucas Cranach der Jiingere und die
Reformation der Bilder, Miinchen 2015, pp. 168—179.
53 See Ingo Sandner — Gunnar Heydenreich —
Helen Smith-Contini, Verdnderungen beim
Unterzeichnen in Cranachs Werkstatt und die
Arbetsweise von Sohn Lucas, in: ibidem,

pp- 129—139, esp. pp. 138—139.

Translated by Linda Leffovd
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1 Stratigraphy in
visible light of the
blue sky on Law and
Grace (O 10732).
The chalk ground
(1) is overlaid with
a visible organic
isolation layer (2),
grey underpainting
(3) and a blue
coloured layer
composed of azurite
and lead white (4).

2 Adetail of the
red drapery (a)

and stratigraphy

in visible (b) and
ultraviolet light (c)
on Law and Grace
(O 10732). The
chalk ground (1) is
overlaid with a visible
organic isolation
layer (2), dark-red
underpainting (3)
and two red colour
layers. The bottom
layer was found to
include vermilion
(4), the top red layer
incorporates red lake

©F
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Annex

Material identification: Lucas Cranach the
Elder: Law and Grace & Lucas Cranach the
Younger (?): Law and Grace

RADKA SEFCU

The present material analysis (overview in
Table 1)* complemented and specified the
existing knowledge concerning the two
versions of Law and Grace at the National
Gallery Prague.? Numerous common features
were observed between the two works in
terms of material composition. Both paintings
are rendered on a lime wood support (Tilia
sp.).? Natural chalk was applied as ground

on both paintings.* The chalk was applied in
several layers. The ground on both panels is
subtler, its maximum width being measured
at 0.1—0.2 mm. Histological colouring of
cross-sections’ and an application of the
MALDI-TOF MS method confirmed the
collagenous protein-based binder — animal
glue — in the ground.® The layer of glue-chalk
ground was isolated on both panels with an
oil-based organic layer applied below the
coloured layers of paint. A similar method
of preparation can be recognised on all other
works by both Lucas Cranach the Elder and
Lucas Cranach the Younger currently at the
National Gallery Prague.’

By comparing the coloured layers’ material
composition, it was found that the two works
exhibit certain similarities in terms of both
pigments and binders employed. In terms of
pigments, colours and binders, micro-sample
analysis and non-invasive X-ray fluorescence
spectroscopy discovered a palette typical for
16th century European painting, including
historical pigments found in the work of
Lucas Cranach the Elder and his workshop
as well as Lucas Cranach the Younger. The
most prominently employed and identified
pigments include lead white, azurite,
vermilion, red lake, ochres, lead-tin yellow
type I, green copper-based pigments, most
often verdigris, and carbon blacks.

The painting technique is based on a
method of layering and consists in the
addition of individual layers of colour. Full-
scale underpainting was not found on the
copy by Lucas Cranach the Younger (O 9619).
The blue sky on the copy was rendered by
overlaying two blue layers of azurite and
lead white. On Law and Grace (O 10732), grey
underpainting was employed locally beneath



a layer of blue azurite in the rendering of the
sky, and it was likewise discovered beneath
the green layer of vegetation. The layers of
grey underpainting are of a light-grey tone,
resulting from a combination of carbon
black and lead white.® These were overlaid
with a layer of light-blue azurite mixed

with lead white (Fig. 1). This combination

of colour layering follows established
practice in painting with mineral blues
during the 16th century. The use of grey
underpainting allowed the artist to model
the resulting colour tones, but it may have
also contributed to decreasing the necessary
amount of more expensive blue pigment.
The green layers were found to consist of

a green copper-based pigment combined
with lead-tin yellow type I and lead white.
The skin tones are based on a combination
of lead white with vermilion and ochres.
While the dark-red underpainting is compact,
based predominantly on mineral pigments,
vermilion, ochres and black (Fig. 2) on

the painting by Lucas Cranach the Elder,

no underpainting was found on the other
exemplar. The bottom red layer on the

other exemplar features more red lake with
infrequent grains of vermilion, whereas the
top red layer consists of red lake, vermilion,
lead white and traces of carbon black

(Fig. 3). The layers differ in the quantitative
proportions of the individual pigments used.
This fact is reflected mostly in the resulting
tone of the red drapery, rendered on the
original onto two layers of underpainting,
the bottom being vermilion and the top

red lake. On both works, shadows were
modelled with a darker glaze of red lake
with infrequent grains of vermilion and lead
white.® In contrast, the lights feature a higher
proportion of white pigments, especially lead
white. Analysis found that the two exemplars
employ different types of red lake. The top
layers of red lake exhibit varying fluorescence
levels on images after excitation with
ultraviolet light (Figs. 2b, 3c).

The differences between the two paintings
were observed comparatively especially by
analysis of blue pigments, as the works
of Lucas Cranach the Elder and Younger
differ in their use of smalt.” The light-blue
colour of the sky on both works is the result
of a mixture of azurite and lead white.
Elemental X-ray fluorescence analysis found a
combination of elements typical for smalt in

3b

50 um

the rendering of the grey clouds on the copy
Law and Grace.** Tt was applied here along
with azurite and lead white.*? The presence of
smalt was likewise attested on Lucas Cranach
the Younger’s works from the collections of
the National Gallery Prague: Porirait of a Man
(wood, DO 4146), Portrait of a Woman (wood,
DO 4145). 3 It was also identified on the
painting Christ Blessing the Children (lime wood,
after 1550, DO 4238). On Portrait of a Man,
smalt was found in the blue background. On
the other works, it was used in the rendering
of clothing,* usually combined with lead
white but also with red lake and azurite. This
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3 A detail of the
red drapery (a) and
stratigraphy in visible

" (b) and ultraviolet

light (¢) on Law and
Grace (O 9619).

. Stratigraphy shows

a layer of red
underpainting with

a mixture of red lake
and vermilion (1) and
a red coloured layer
consisting of red

lake mixed with lead
white and vermilion
(2). Layers of varnish
and retouch were
identified on the
surface (3).
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mixture allowed the painter to achieve the
specific colour palette of the final artwork.
Smalt only became a widespread pigment in
European painting during the Renaissance
and the subsequent Baroque period.” After
1540, smalt production was associated with
Bohemian glassmaking as well as with Venice
and Flanders.'* Smalt is a relatively unstable
pigment susceptible to degradation, whereby
the colour may transit from bright blue to
shades of grey, or alternatively the smalt layer
may acquire an almost transparent glaze-like
character.”

Similarities were also observed between
the two panels in their use of binders.
The coloured layers were found to contain
drying ester oils. Gas chromatography—mass
spectrometry was applied to Law and Grace
(O 9619)."® The method discovered that the
painting contained heat-bodied linseed oil
with traces of Burgundy pitch, dammar and
wax. Burgundy pitch may have been used to
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modify the oil-based medium and affected the
degree of translucence.” Dammar and wax
admixtures originate from subsequent surface
modification due to restoration work. Linseed
oil was among the most frequent binders in
16th century painting.? Besides linseed oil,
the works of Lucas Cranach the Elder have
also been noted to contain walnut oil.

The results of material analysis confirmed
partial material analogy between the two
artworks. This is the case especially with
pigments such as azurite, lead-tin yellow
type I, vermilion, lead white and binders
commonly used in 16th century painting.
Differences have been observed in the
use of smalt on the copy. Smalt can be an
important data element in determining the
origin of the copy. The production of the
copy involved knowledge of the material
composition of the original, however, other
pigments were chosen in view of deepening
the differentiation of coloured accents.



Table 1

Law and Grace (NG, inv. no. O 10732)

Law and Grace (NG, inv. no. O 9619)

1529 second half of the 16th century
Mat
material lime (Tilia sp.) lime (Tilia sp.)
size (cm) 71.5 x 87 88.4 x 86.6
ground natural chalk natural chalk
flesh tone ochres, vermilion, lead white* two pink layers — lead white, vermilion, yellow
ochre
Pigments
yellow sky lead-tin yellow, lead white* two yellow layers — lead-tin yellow type |, lead

white, ochre (s)

red drapery

top red layer — red lake
bottom red layer — vermilion
underpainting — red ochre, vermilion, black

(s), carbon black (s)
bottom red layer — vermilion, red lake

top red layer — red lake, vermilion, lead white

green two green layers — copper-based green pigment,
lead white, lead-tin yellow type |
grey underpainting — lead white, black
blue sky blue layer — azurite, lead white blue — azurite, lead white**

grey underpainting — lead white, black

grey (clouds) — smalt, azurite, lead white*

blue drapery
bone black *

azurite, ochres, lead white, vermilion, probably

azurite, ochres, lead white *

Binders

histological analysis / micro-

chemical testing painting — oil

ground — protein, probably animal glue

ground — protein, probably animal glue
painting — oil

GC/MS - heat-bodied linseed oil
Burgundy pitch (s)
dammar (s)
beeswax (s)

MALDI TOF - ground — animal glue

* data identified via non-invasive X-ray fluorescence spectroscopy
** analysis conducted on a powder sample by Dorothea Pechova in 1993

(s) = traces

Notes

1 Radka Sefctl, unpublished laboratory reports
no. 12-62, 93-1-XRF; Dorothea Pechovi,
unpublished laboratory report no. 931, Archive of
the Chemical-Technological Laboratory, National
Gallery Prague.

2 Radka Sefct, in: Olga Kotkova (ed.), Cranach

ze vSech stran. Cranach From All Sides (Exh. cat.,
National Gallery Prague), Appendix: Scientific
material analysis; Kristina Méalkova — Radka Sefct
— Olga Kotkova — Véclav Pitthard — St&panka
Kuckovia, ‘Examination of Paintings by Lucas
Cranach the Elder and his Workshop from the
Collection of the National Gallery Prague’, 5th
International Symposium Painting Techniques. History,
Materials and Studio Practice, 18—20 December 2013,
2016, pp. 85—96; Kristina Mar3ikova Malkova,

Technologie malby Lucase Cranacha st. a jeho okruhu.
Priizkumy dél z éeskych sbirek a jejich interpretace,
dissertation (supv. Karel Stretti, Academy of Fine
Arts), Praha 2015; Mojmir Hamsik, Restoration
Protocol: Lucas Cranach the Elder, Original Sin
and the Redemption of Man, O 10732, Archive

of the Restoration Department, National Gallery
Prague 1971; Zora Grohmanovi, Restoration
Protocol: Lucas Cranach the Elder, Sin and
Redemption, O 10732, Archive of the Restoration
Department, National Gallery Prague 1993.

3 The works of Lucas Cranach the Elder and
Younger feature a wide array of wooden material:
oak, beech, fir. Gunnar Heydenreich, Lucas Cranach
the Elder: Painting Materials, techniques and workshop
practice, Amsterdam 2007, pp. 47—57, 61. Linden
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wood has been one of the most common materials
used in preparing panel paintings since the 15th
century.

4 The ground layers of Cranach’s works were
also found to incorporate calcite, see Heydenreich
(Note 3), p. 93.

5 Histological analysis also identified a layer of
protein isolation on the Prague Altarpiece.

6 MALDI TOF analysis conducted by St&panka
Kuckova from UCT Prague.

7 See Note 2.

8 Dark-grey to black underpainting was also
identified on the Prague Altarpiece.

9 Red lake combined with lead white and
vermilion was also identified on other works
produced by Lucas Cranach the Younger, see
Jana Herrschaft, ‘Maltechnik und Materialwahl
Lucas Cranachs des Jiingeren am Beispiel

der Kanzelbilder in der Kapelle auf Schloss
Augustusburg (Sachsen)’, in: Elke A. Werner —
Anne Eusterschulte — Gunnar Heydenreich (eds.),
Lucas Cranach der Jiingere und die Reformation der
Bilder, Miinchen 2015, pp. 181—191, esp. p. 185.
10 Ibidem, pp. 185—186.

11 Confirmed presence of cobalt, arsenic,
potassium and silicon. The chemical composition
of historical smalt is S$iO,+K,0+Al,0,+CoO+As,0.,.
12 The use of smalt in combination with azurite
has also been observed on other works by Lucas
Cranach the Younger, see Herrschaft (Note 10),
pp. 181—191, esp. pp. 185—186.

13 For basic information on the paintings, see
Kotkova 2016 (Note 2), pp. 118—123, cat. no. 16;
Jana Odvérkové, unpublished laboratory reports
no. 05-27, 05-28, Archive of the Chemical-
Technological Laboratory, National Gallery Prague
2005.

14 Clothing painted with azurite, Sefcfi 2016
(Note 2).

15 It appeared sporadically before this period,
e.g. Marco Verita — Alessandro Renier — Sandro
Zecchin, ‘Chemical analyses of ancient glass
findings excavated in the Venetian lagoon’, Journal
of Cultural Heritage, Vol. 3, 2002, pp. 261—271. Italian
painters also used smalt during the quattrocento,
when the practice of glassmaking was widespread
in Venice. Smalt was found combined with
azurite and natural ultramarine on The Entombment
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(1455, National Gallery, London, inv. no. 466) by
Netherlandish painter Dieric Boutse (1410—1475)
as well as on the Altarpiece of the Early Church
Fathers (c. 1483, Alte Pinakothek, Bayerische
Staatsgemildesammlungen, Miinchen, inv. no.
2597—2600) by Michael Pacher (1435—1498).

16 Bruno Muhlethaler — Jean Thissen,

‘Smalt’, in: Ashok Roy (ed.), Artists’ Pigments. A
Handbook of Their History and Characteristics, vol. 2,
National Gallery of Art, Washington, Archetype
Publications, London 1993, pp. 113—130. In the
early 16th century, smalt was more frequently
used as a siccative. For a historical overview of the
use of smalt, see Heike Stege, ‘Out of the blue?
Considerations of the early use of smalt as blue
pigment in European easel painting’, Zeitschrift
fiir Kunsttechnologie und Konservierung, 18, 2004,

pp. 121—42; Francois Delamare, Blue Pigments:
5000 Years of Art and Industry, London 2013,

pp- 37—98.

17 Laurianne Robinet — Marika Spring

— Sandrine Pagés-Camagna, ‘Vibrational
spectroscopy correlated with elemental analysis for
the investigation of smalt pigment and its
alteration in paintings’, Analytical Methods, 5 (18),
2013, pp. 4628—4638.

18 Analysis conducted by Véclav Pitthard from
the KHM, Vienna.

19 Alan Phenix — Joyce Townsend, ‘A brief
survey of historical varnishes’, in: Joyce Hill Stoner
— Rebecca Rushfield (eds.), Conservation of Easel
Paintings, Routledge, London — New York, 2012,
pp. 252—263.

20 Rachel Billinge — Lorne Campbell — Jill
Dunkerton — Susan Foister — Jo Kirby — Jennie
Pilc — Ashok Roy — Marika Spring — Raymond
White, ‘Methods and materials of Northern
European painting in the National Gallery, 1400—
1550’, National Gallery Technical Bulletin 18 (1997),
pp- 6—55.

21 Raymond White — Jennifer Pilc, ‘Analyses of
Paint Media’, National Gallery Technical Bulletin 14,
1993, pp. 88—89. Raymond White — Jennifer Pilc,
‘Analyses of Paint Media’, National Gallery Technical
Bulletin 16, 1995, pp. 88—89.

22 Mailkova et al. 2013 (Note 2).

Translated by Benjamin Ziak



MATERIALIA

Pieta from Bilsko. A Rescued Gem
of South-Bohemian Wood Carving.
A New Work from the Circle of

the Master o“f the Lamentation of
Christ from Zebrak?

STEPANKA CHLUMSKA

IN COLLABORATION WITH VERA DEDICOVA

This year saw the restoration of an extraordinary late Gothic wood carving at the National
Gallery Prague — the Pieta from Bilsko. This article describes the restoration process and
summarises the results of the material analysis and art-historical assessment of a work
which the topographical literature previously classified as Baroque, as the Pieta has been
part of the Baroque side altar at the St. James the Greater Church in Bilsko, Strakonice
District, since the 18th century. The article also surveys other late Gothic artworks whose
provenance is traditionally associated with Bilsko, including the carving of St. James and
Mary Magdalene, which has been known to the art-historical literature for decades. It is
associated with the circle of the Master of the Zebrak Lamentation or the Master of the
Zvikov Lamentation, two leading figures in southern and southwestern Bohemian wood
carving of the first third of the 16th century. The results of art-historical research, analysis
and restoration of the Bilsko Pieta have shown that the carving shares close connections
with the abovementioned body of work, and this can be observed on its typology, style

as well as on the details of the fragmentarily preserved original polychromy. Further
connections with this circle follow from the context of the works’ commission, as both
carvings from Bilsko were likely ordered after 1508, when the manor of Drahonice, to which
Bilsko was subject, was ruled by High Burgrave Zdenék Lev of Rosenthal (t 1535).

Context of origin Keywords o '

Data on imventory cards to the colletions of 1V ¢St lmes e G S Drsnonce
the Ale$ South Bohemian Gallery in Hluboka Magdalene from Bilsko, Master of the Lamentation from
nad Vltavou relate two very interesting late Zvikov, Master of the Lamentation from Zebrak, late Gothic
Gothic carvings to the parish church in wood carving in south Bohemia, Zdenék Lev of Rosenthal,
the village of Bilsko, located in the south- research and restoration

Bohemian district of Strakonice.* A relief

of St. James the Greater and Mary Magdalene?

(Fig. 1) was deposited at the Bavorov

Town Museum in the 1960s, and several

decades later, the parish loaned the gallery

a monumental relief of the Pieta® (Fig. 2).

Written sources from the Volyn decanate
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predating the Hussite period attest that the
church of St. James in Bilsko ranked among
the wealthy ones. A fort used to be in the
village but apparently ceased to exist already
during the Middle Ages, and its possessors
are documented by extant written records
from the 14th century.* In view of specifying
the context of provenance and attribution
of both reliefs, it is noteworthy that the
settlement in Bilsko fell under the nearby
Drahonice manor during the Jagiellonian
period and over the following centuries.
The right of patronage to the church in
Bilsko was thus held by the owners of the
manor in Drahonice until the 20th century.’
In the first decade of the 16th century, the
manor property, including the seat at the
fort in Drahonice, passed from the lords of
Drahonice to one of the most prominent men
in the kingdom, the High Burgrave of the
Kingdom of Bohemia (1508—1530), Zden&k
Lev of Rosenthal (RoZzmital) (t 1535).¢ A mere
torso of the fort remains today; it is assumed
to have been converted into what was once
a lavish residence in the earliest decade of
the 16th century. As soon as in the 1530s,
the lords from Rosenthal closed down their
debt-ridden manor and subsequently sold

it. From 1700, the manor of Drahonice was
owned by the Schwarzenberg family, who
merged it with their manor in Protivin.’

The ties between Bilsko and Drahonice are
also testified to by the movable property
from the church in Bilsko, the central altar’s
equipment having been moved to Bilsko from
the Drahonice chapel during the Baroque
period — so we are informed by written
records and earlier topographies. Whether
the transfer from Drahonice also included
other movable property — such as the relief
of the Bilsko Pieta — cannot be determined
convincingly without further study of early
modern sources.

An art inventory taken in 1910 did not
include a contemporary photograph of the
interior of the Bilsko church, nor does it
make any mention of the remnants of the
former medieval equipment (excepting the
stone sanctuary); as regards its modern
history, it refers to a report on the church
reconstruction that followed a fire outbreak
in 1630 and identifies the extant altarpieces
as dating to the Baroque era, including the

1 St. James the Greater and Mary Magdalene from Bilsko, after 1508—1515. Ale$ SCU-lPture of Our Lady Of Sorrows — “a fdir
South Bohemian Gallery in Hluboka nad Vitavou. Photo: National Gallery Prague. carving from the 18th century”, placed by the

52 | Bulletin of the National Gallery Prague XXVI11/2018



side altar with an image of Saint Linhart on
the northern side of the nave.®? Thanks to a
photograph archived in the parish chronicle,
we have discovered the abovementioned
Lady of Sorrows to be identical with the
late-Gothic Bilsko Pieta (Fig. 3).° This item,
listed misleadingly in the register, is also

the object of a later entry in an inventory
taken in the 1970s, which mentions a “sculpted
altarpiece of the Pieta” in the same position
among the church’s Rococo decoration.* Data
pertaining to the side altar of Our Lady of
Sorrows from the 1910 inventory correspond
to entries recorded in the parish chronicle in
the Baroque period,* the list of four altars
here includes an “Altare Minus Dolorosa B. M.
Virginis”, built in 1758.

More recent records from the first half of
the 20th century similarly make no mention
of a sculpture of a Pieta but rather one
of Our Lady of Sorrows, placed on an altar
dedicated likewise.*? The parish chronicle
also documents repeated restoration work
done on the church decoration, including
repairs and adjustments of the altars (work
on the sculptures and gilding), as well as
maintenance of their equipment (candelabra,
antependia, etc.) and the purchase of new
carvings acquired from the collections
of parishioners in Tyrolian workshops
(commissioned from Ferdinand Demetz at
St. Ulrich in Gréden). The document makes
several references to the maintenance of
Our Lady of the Sorrows; for instance, in
1924, pastor Antonin Hala ordered that
the sculpture be “proofed against rot and the
woodworm”, and the work was done by a
carver from Kutna Hora; in 1926, he had the
polychromy of the altarpiece repaired by a
gilder from Turnov, he replaced the panel in
the altar niche, largely damaged by woodworm
infestation, and commissioned painter Tom43
Peterka from Tyn nad Vltavou to repair the
polychromy once again in 1937. Both the state
of the wood of the Pieta as well as the number
and divergent quality of the more recent layers
of gilding and polychromy correspond to
extant descriptions of the scale of restoration
work done on the altarpiece. Woodworm
infestation continued to damage the church
equipment even afterwards — in 1975, a
completely destroyed mensa was removed
from the Altar of Our Lady of Sorrows.?

Records from the earlier half of the
20th century are very thorough, and it

2 Pijeta from Bilsko, after 1508—1515, prior to restoration. Roman Catholic Parish
of Bilsko. Photo: National Gallery Prague.

is surprising we find no mention of the
relief of Saint James and Mary Magdalene
from Bilsko. Judging by its present state, in
its modern history it must have been kept
in very different conditions than the Pieta.
The condition of its wooden material and
polychromy differs drastically. The wood on
the relief of Saint James the Greater and Mary
Magdalene is almost unscathed by woodworm
infestation, but extensive segments of the
surface lack polychromy — in contrast, the
Bilsko Pieta was almost entirely destroyed by
the woodworm in the past and its destruction
was only postponed owing to of additional
layers of colour and base.

The relief of Saint James the Greater and
Mary Magdalene was restored in the 1960s
by Ludmila Slanska* and presented along
with a convolute of other works of south-
Bohemian provenance at an exposition of
the Ale§ South Bohemian Gallery in Hluboka
nad Vltavou, which is why it soon caught
the attention of scholars. In the catalogue
of the ground-breaking exhibition The South
Bohemian Late Gothic held in the 1960s, JiF
Kropadek doubtfully attributed the work
to the Master of the Lamentation of Christ
from Zebrak,” and Jaromir Homolka, in a
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3 Aview of the
nave of the Church of
St. James the Greater

in Bilsko, Altar of
Our Lady of Sorrows.
Photo: Antonin Héla,
reproduced from the
parish chronicle.
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subsequent monographic study dedicated to
the Master of the Lamentation of Christ from
Zvikov, associated it with the circle of this
latter master.’® However, the Bilsko Pietd had
not been lent to any of the state collections
at the time and so remained unmentioned
by the scholarly literature.”” A later loan did
not lead to its publication or exhibition, as
the sculpture’s poor state did not allow for
this. The recently completed restoration of
the Pieta marks the first occasion to attain
deeper knowledge of this extraordinary
artwork. Restoration gave back the work a
level of detail that had previously only been
assumed, and the rendering of the faces of
the Virgin and Christ now also appears much
more convincing. The stylistic character

and iconographic type of the Pieta classify

it among the circle of works associated with
the Masters of the Lamentation from Zebrak
and the Lamentation from Zvikov, intriguing
parallels are offered by its typology, the
artist’s handwriting and the fragmentarily
preserved polychromy. For this reason, the
following text carries out an analysis of both
lines of attribution in parallel.’®
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One whole or two separate artworks?

One substantial question is whether the

two extant reliefs from Bilsko can be
considered fragments of one larger artwork
and attributed to a single artist, or if the

two reliefs are merely related by traditional
ascription. In the case of the relief of St. James
the Greater and Mary Magdalene, its traditional
association with Bilsko is supported by its
iconographic correspondence to the church’s
patron saint, whereas with the Pietd, we may
only base ourselves on the modern form of
the altarpiece of Our Lady of Sorrows in the
parish church in Bilsko, although without
detailed investigation of historical sources, we
may neither dismiss the possibility that the
Pieta was originally commissioned for another
temple, perhaps the chapel at the fort in
Drahonice, and that it was moved to Bilsko
only after the church was furnished with a
Baroque altarpiece.

Without the relief of Saint James the Greater
and Mary Magdalene, we believe the Bilsko
Pieta would have been either placed in the
ark of the lost retable or affixed in the nave
or chancel, for instance on a console by the
tabernacle.” If, on the other hand, the Bilsko
Pieta formed a unity with the carving of Saint
Mary Magdalene and Saint James the Greater,
two hypotheses concerning their placement
offer themselves. The first, more likely
hypothesis gives us the ‘lost’ central group
of the multi-figure Lamentation of Christ,
which the earlier literature deemed the relief
of Saint James the Greater and Mary Magdalene
to have been part of (Kropaek, Homolka).
The second hypothesis posits that the whole
was related in terms of iconographic motif
but that the reliefs were actually positioned
separately on the altarpiece — one on the
movable wing (the relief of St. James the
Greater and Mary Magdalene), the other in the
ark (the Pietd). These two hypotheses are
based on a consideration of the woodworking
technique employed on the sides and base of
both reliefs, which rules out the possibility
that the two reliefs constitute a single
sculptural block, such as it is the case with
the Lamentation from Zebrdk or the Lamentation
from Zvikov, but allows for their additive
classification as individual segments in a
multifigure composition or a standalone
placement of the two reliefs.?

Considering first the variant of a multi-
figural Lamentation, we thereby arrive at



a sizable composition two thirds of whose
‘surface’ have been preserved, as the Pieta
would have doubtless been the axis of the
composition and the relief of St. James and
Mary Magdalene would have been positioned
to its left (Fig. 4). The resulting sculptural
group would have been at least 190 cm wide.
If the group belonged to the centre of the
altarpiece, it would have been a retable of
considerable proportions dominating the
chancel of the Bilsko church (the chancel

is approximately 6 meters wide). The
compositional counterparts to St. James the
Greater and Mary Magdalene might have been
an image of James’ brother to the left of the
figure of Christ — St. John the Evangelist, the
beloved disciple, accompanied by Nicodemus
or Joseph of Arimathea, who petitioned with
Pilate for Christ’s body and took it off the
cross. This would have been a traditional
iconographic composition of the scene of

the Lamentation with merely one exception,
namely the placement of St. Mary Magdalene
and John the Evangelist. On most images of
the Lamentation, the place to the Christ’s
right side is reserved almost exclusively for
John, and a mourning Mary Magdalene is
usually found on Christ’s left, often even
touching his arms (e.g. the Lamentation

of Christ from Korkusova Hut, Ale§ South
Bohemian Gallery in Hluboka nad Vltavou),
holding a vessel of ointment to embalm
Christ’s body, or in reference to the Biblical
description of Christ’s visit to the house of
Simon, she touches his feet with her hair or
kisses them (Lk 7, 37—38). However, we also
find a limited number of analogies for the
opposite composition (Lamentation of Christ,
Minorite Monastery in Brno). The relief from
Bilsko does not render Mary Magdalene’s
arms, their direction suggests that the original
composition may have been a mirror image of
the gesture of the arms’ holding a pyx found
on the Lamentations from Zebrik and Zvikov
(Fig. 5), and similar arm gestures can be
observed with the Mary Magdalene from Maly
Bor by Horazdovice (fragments of the scene
Noli me tangere, Ales South Bohemian Gallery
in Hluboka nad Vltavou). The presence

of Apostle James within the scene of the
Lamentation can be explained by reference
to the Biblical narrative as well as by the
dedication of the local church precisely to

St. James the Greater. Multi-figural scenes of
the Lamentation often featured the donors’

4 St. James the Greater and Mary Magdalene and Bilsko Pieta, after
1508—1515. Ale$ South Bohemian Gallery in Hlubokéa nad Vitavou, Roman
Catholic Parish of Bilsko. Photo: National Gallery Prague.

patron saints or titular saints of altarpieces or
temples and thereby added to the symbolic
value of the holy congregation partaking at
Christ’s redemptive sacrifice.®

The second abovementioned possibility is
that the relief with an image of the titular
saint of the temple — Saint James — was
positioned on the inner side of the left
moving wing of the altarpiece and that the
Pieta was placed in its centre. With this
variant, we could fill in the iconography of
the missing right movable wing with the
patron saints of the donors or even of the
altar on which the retable stood. It may
be objected that a depth of approximately
18—20 c¢cm was more frequently employed
with reliefs intended for centres of altarpieces
in view of their weight, and that shallow
reliefs were more commonly used on the
inner sides of wings — however, we do
find parallels even to a design of this sort
in the better-preserved bulk of carved
wooden retables from the regions of Bavaria,
Franconia and Swabia. The thesis cannot be
confirmed directly in the circle of attribution
of the Masters of the Lamentation from
Zvikov or Zebrak, for despite a considerable
number of extant carvings, not a single
complete retable with reliefs in their original
positions has been preserved.?

Documenting the modifications and
woodworking technique on the carvings’
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5 Lamentation of Christ from Zebrdk, Master of the

Lamentation of Christ from Zebrak, c. 1510, a detail of
Mary Magdalene. The City of Prague Museum. Photo:

National Gallery Prague.

base and sides could in many cases aid

the specification of hypotheses concerning
the original position of the carvings’
preserved fragments. Unambiguous traces of
anchoring are not found on either of the two
compositions from Bilsko, only one opening
that could be the remnant of an earlier joint
is visible on the Virgin’s right shoulder. One
fundamental finding is that the two works
exhibit different crafting techniques applied
to the sculpting block (Fig. 6a, b). In the case
of the Bilsko Pietd, the wooden block required
a more complex method of preparation, as it
consists of several segments (for more details,
see the section on research and restoration
below), the wood was carefully carved using
a wide chisel with a pronounced profile, and
in the upper section, chiselling was done
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radially in a fan-like arrangement (Fig. 6a).
The chiselling on the reverse side of the
relief with St. James and Mary Magdalene is

of a different character, where the mass of
the wood was at times vigorously broken off
rather than slowly taken off by clear parallel
cuts of the tool. The question is whether
differences in technique on the backside
principally rule out the possibility that the
two carvings belong to a single whole, in
any case assuming that the carvings from
Bilsko were the work of two unequally apt
authors, which might be deduced from the
divergent quality of the carving technique
the two works exhibit. A typical analogy

is offered by the reverse sides of the two
Virgins from Bavorov, which were undoubtedly
intended to form a single whole, but the
wood on their reverse sides was nevertheless
worked very differently (Master of the
Lamentation from Zvikov — follower, Ales
South Bohemian Gallery in Hluboka nad
Vltavou).? The method of woodworking on
the backsides of carvings from the circles
around the Masters of the Lamentation
from Zvikov and Zebrik was addressed in

a monographic study written by Michaela
Ottova in 2013. Ottova assumes the character
of the working of the backside is identical
in the core of the oeuvre of the Master of
the Lamentation from Zvikov, she employs
it in a number of cases as an attributional
corrective, whereas with the work of the
Master of the Lamentation from Zebrik she
observes much more variance in the carving
technique on the backsides.?* Based on this
assumption, we observe that the parallel
long chiselling made in a fan-shaped arc of
cuts on the upper backside of the Bilsko Pieta
has typological parallels among the work of
the Master of the Zvikov Lamentation on
the reverse of the Madonna of Hracholusky
and Saint Margaret from the so-called Greater
Ark from Ka3perské Hory (Town Office in
Hracholusky; Sumava Museum, Kasperské
Hory), the tool was applied similarly on the
reverse side of the Assumption from Kotouti
(Diocese of Ceské Budé&jovice), somewhat
similar by the less careful nature of the
carving on the backside is a key work of

the Master of the Zebrak Lamentation, The
Lord’s Pieta, partly also on the Mary Magdalene
from Novy Bor by Horazdovice and likewise

on the Saint from Homole by Ceské Budéjovice
(all at the Ale3 South Bohemian Gallery in



6 Carving on the reverse side. 6a  Bilsko Pietd, after 1508—1515. Roman Catholic Parish of Bilsko. 6b  St. James the Greater and Mary
Magdalene, after 1508—1515. Ale$ South Bohemian Gallery in Hluboka nad Vitavou. 6¢  St. Peter from Lndre, c. 1510—1515. Diocese of Ceské
Budé&jovice. 6d  St. Bartholomew from Lndre, c. 1510—1515. Diocese of Ceské Budéjovice. 6  Madonna from Malsin, Master of the Lamentation
of Christ from Zebrak, c. 1515. National Gallery Prague. Photo: National Gallery Prague.

Hluboka nad Vltavou). The ‘carelessness’

of an energetic working of the reverse side
of the relief of St. James and Mary Magdalene
has much fewer parallels among the works
from the Zvikov circle, but it is essentially a
stylistically peculiar version of the crafting
method employed with the abovementioned
Madonna from Hracholusky; a characteristically
different, borderline style of crudely breaking
off wood can also be observed on a series

of carvings from Cernivsko (Diocese of Ceské
Budé&jovice).¢ Among the circle of works
previously unproblematically associated with
the Master of the Zebrak Lamentation, the
rendering of the backside of the St. James and
Mary Magdalene of Bilsko most resembles the
reverse of the Madonna from Mal$in (National
Gallery Prague, Fig. 6€) and especially

The Apostles from Lndre (Diocese of Ceské
Budé&jovice) (Fig. 6c, d).”

The Virgin Mary is seated atop a simple
throne, supporting her son’s body with her
right hand against his chest, and with her
left arm, turned slightly to the side, holding
it by the thighs. Christ has his legs bent
in the knees, his feet hanging loosely, his
head drooping towards the right shoulder.
His left arm hangs in front of his body.

His torso is rotated and faces the audience
almost frontally, and Mary likewise turns
her cloudy gaze toward the observer. A veil
folded on the Virgin's crown falls freely over
her shoulders, her cape, tied together at her
chest, is spread out under Christ’s body,

which is deeply sunken in the Virgin’s lap,
and the impression of heft is completed

by the drapery on her gown. Typologically,
we find a number of analogies to the Bilsko
Pieta in southern and southwestern Bohemia
among a series of pietas belonging to the
so-called Burgundian type, characterised by
a portrayal of Christ’s tortured body in his
mother’s lap whose most distinctive feature
is a loosely-hanging limp arm,? paired on
the Bilsko Pieta with Christ’s head sharply
drooping towards the shoulder. Additional
compositional elements such as the rotation
of Christ’s torso and an emphasis on the
presentation of all of his wounds, especially
the open, bleeding wounds in his side, the
springs of holiness, have an explicit religious
significance. It classifies the Bilsko Pieta
among a group of pietas bearing obvious
marks of the symbolism of ostentatio Christi,
and previous research has repeatedly drawn
attention to this type of symbolism among
works from southern and southwestern
Bohemia.?” Another striking compositional
feature that reminds of the template of earlier
pietas is the placement of Christ’s lifeless
body in his mother’s lap. Christ’s body is not
stretched in an expressively tense position,
in the rigor mortis of a body taken off the
cross — rather his knees are bent, his shins
are at an almost right angle with respect to
his calves and his feet hang quite loosely.

It is very probable that this rendering was

a deliberate and generally understandable
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7 Pieta from Kadov, south-western Bohemia, c. 1510. Roman Catholic Parish of
Kadov. Photo: National Gallery Prague.

reference to the strong tradition of pietas of
the Beautiful Style (International Gothic),
frequently venerated Andachtsbilder, a
number of which are also familiar from

the Bohemian-Austrian-Bavarian border
milieu.* Likewise reminiscent of Beautiful
Style models is an emphasis on corporeality,
expressed by the skin of Christ’s body being
deeply sunken under the widely spread
fingers of Mary’s right hand supporting

his chest.® Bent knees are also featured

on Burgundian pietas, however much less
frequently than on earlier pietas of the
vertical and horizontal type, which, besides
the context of subject matter, also reflects

a different conception of the dynamics of
movement. If we look for analogies to all of
the principal referential and compositional
elements employed on the Bilsko Pieta, that is
to say including the symbolism of ostentatio
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Christi, the circle becomes much narrower.
Interesting parallels from the regions of
southern and southwestern Bohemia are
offered by Bavarian production, the Cleveland
Pieta attributed to the Master of Rabenden
from the circle of the Landshutian sculptor
Hans Leinberger or the Pieta from the
Franciscan church in Wiirzburg by Tilman
Riemenschneider; among production from
the Austrian Donauland, earlier research
drew attention to the Pieta from the
Viennese Academy.® In the bulk of artworks
produced in southern and southwestern
Bohemia, the specific typology is exhibited
by a greater number of pietas, which likely
share a common ancestry and are usually
associated with the circles of the Master from
Zvikov — among these are the Piceta from
Kadov by Blatna (Roman Catholic Parish of
Kadov, Fig. 7), the Pieta from Podlesi (Sumava
Museum in Sugice) and the lost Pieta from
Rovné by Strakonice, close analogies can also
be found among west Bohemian art (Pietd
from the West Bohemian Museum in Plzeii, the
missing Pieta from Pland nade M%i),” and
a number of features are also shared by
Lamentations associated with the circle of the
Master from Zvikov (Lamentation, Dom- und
Di6ézesanmuseum Wien).>*
The polychromy of the Bilsko Pieta forms
an integral part of the formal effect of the
artwork. It was not preserved across all
surfaces, but we nevertheless have a very
good idea of the original colour design of
the individual sections of the carving and
of the quality of craftsmanship. Especially
noteworthy are the flesh tone of Christ and
the Virgin Mary and the polychromic details
built on the carving’s plastic elements, such
as Christ’s curls (Fig. 15). The results of
material analysis performed on the preserved
segments of the original polychromy on the
Bilsko Pieta allow for a comparison with the
results of the polychromic analysis of several
important works from the oeuvre of the
Masters of the Lamentation of Christ from
Zebrak and Zvikov, carried out during the
1990s at the National Gallery Prague as part
of the preparatory works for a monographic
exhibition of the two anonymous masters.
The flesh tone on the Christ from the
Zebrak Lamentation® was rendered in two
layers — the bottom layer consists of lead
white and vermilion and is overlaid with
a layer of brighter tone; azurite was also



mixed in with vermilion and white around
Christ’s wounds, which lent the tone a
blueish hue. Coloured underpainting is

also present below the veins. The flesh tone
of the female figures is based on a similar
method of rendering, however, the bottom
layer is of a darker hue. This achieved a
sophisticated differentiation of the flesh

tone in terms of the relief’s colour scheme.
Fragments of silver with coloured glazing
(red, green) have been preserved on some
draperies, the details of clothing were also
silvered or gilded, and extant fragments show
that Christ’s loincloth was likewise gilded.
We observe a similar technique with the -
polychromic rendering on the Bilsko Pieta. 8  Pietd from Bilsko, after 1508—1515, a detail of Christ’s face. Roman Catholic
The flesh tone of Mary on the Bilsko Pieta Parish of Bilsko. Photo: National Gallery Prague.

was identified to include natural chalk in

the ground as well as a layer of lead white,
red lake and traces of vermilion. Christ and
Mary do not share the same flesh tone, and
this is due to differences in the composition
of the first layer. Within the flesh tone of
Christ, the bottom layer is of a distinctive
orange-ochre colour; this layer is lighter in
the flesh tone of Mary, which can be seen
both on the original and on stratigraphic
samples. Like on the Zebrdk Lamentation,
torture marks are rendered veristically, areas
around wounds have a blueish hue, as do

the surroundings of the mouth, and blood

is portrayed running freely from the wounds
(Fig. 5). The colouring of the drapery has

not been preserved on the original, although
it seems restorations followed the original
design; one distinctive accent was the Virgin
Mary’s silvered cloak with a blue glaze,
Christ’s loincloth was gilded. The polychromy
on the relief of St. James the Greater and Mary
Magdelene was likewise preserved in a merely
fragmentary form (Fig. 1), the bottom layer of
a flesh tone comparable to that found on the
Bilsko Pieta sometimes shows through, Mary
Magdalene’s attire was green, the decorative
details were coated with metal, the cloak’s
lining was accented distinctively red.” A
distinctive orange first layer of polychromic "

flesh tone can likewise be observed on a 9 Pieté; from Bilsko, after 1508—1515, a detail of Mary's face, prior to
series of works associated with the Master restoration. Roman Catholic Parish of Bilsko. Photo: National Gallery
of the Lamentation from Zvikov, and this Prague.

is demonstrated by the results of a material

investigation of a series of carvings from the

former so-called Great Ark from Kagperské

Hory (Sumava Museum, Kagperské Hory;

National Gallery Prague).*®
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4 .
10 A comparison of the details of carving. 10a  St. James the Greater and Mary Magdalene from Bilsko, after 1508—1515, a detail of the hand
of St. James. 10b  St. Peter from Lndre, c. 1510—1515, a detail of the hand. Diocese of Ceské Budéjovice. 10c  St. Bartholomew from Lndre,

c. 1510—1515, a detail of the hand. Diocese of Ceské Budéjovice. 10d  The Lamentation of Christ from Zebrdk, Master of the Lamentation of
Christ from Zebrak, c. 1510, a detail of Mary’s hand. The City of Prague Museum. 10e,f Pjeta from Bilsko, after 1508—1515, a detail of Mary's
hand. Roman Catholic Parish of Bilsko. Photo: National Gallery Prague.

Extensive fragments of the polychromic
flesh tone of Christ and Mary Magdalene
from Ka3perské Hory share features with
the flesh tone on the Mary Magdalene from
Bilsko, its distinctive orange hue is due to a
bottom layer consisting of a mixture of white
and minium, the top layer combines white
with red lake and has a pink hue. To date,
no general comparative polychromic analysis
of both hypothetical oeuvres has been

relationships within workshops and artistic
provenance.

Workshops and the circles of the Master
of the Lamentation from Zebrak and the
Master of the Lamentation from Zvikov
In relation to Bilsko, the previous literature
has focused exclusively on the carving of
St. James the Greater and Mary Magdalene;

on the basis of stylistic analysis, it usually

conducted, and we believe that a detailed
comparative analysis (especially of flesh
tones) could produce valuable findings that
might elucidate certain questions concerning
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deemed the work to be of inferior quality
and to have originated within the circles

of the Master of the Zebrak Lamentation
(Kropagek, Rulisek, Lavicka) or the Master of



the Zvikov Lamentation (Homolka, Ottovi).
The possibility of both artworks’ belonging
to one larger composition considerably alters
the landscape in assessing the quality of the
workshop that produced them, insofar as
the quality of craftsmanship on the recently
restored Pietd patently surpasses the relief

of St. James the Greater and Mary Magdalene.
Determining the orderer may be an important
corrective in this respect for both reliefs from
Bilsko. Both artworks can be dated to the
first decade or early second decade of the
16th century, which is when the Drahonice
manor, also comprising Bilsko, was held by
Zdené&k Lev of Rosenthal, who is known to
have commissioned several woodcarvings
currently associated with the workshop of the
Master from Zvikov and his circles,* and he
is likewise thought to have ordered a series
of carvings from Kadov by Blatné, whose
Pieta* is closely typologically connected
with the Pieta from Bilsko. These facts could
entirely justify the assumption that both
works from Bilsko were created in one of the
workshops active in southwestern Bohemia;
however, the attribution has not been made
quite as unambiguously on the basis of
stylistic analysis, and their several features
correspond to the style associated with the
circle of the Master from Zebrak, including
noticeable connections with woodcarving
practice in Bavarian centres.

Despite the concentrated effort of scholars,
beginning with the studies of Josef Opitz in
the 1930s%, the authorial circles tied to the
two key works The Lamentation from Zebrdk
(c. 1510, The City of Prague Museum, loaned
to the National Gallery Prague)*? and The
Lamentation from Zvikov (after 1508 (?), Zvikov,
Heritage Institute in Ceské Budg&jovice)®
remain the subject matter of attributional
discussions, which aim to define clearer
boundaries among a body of works that,
besides a number of dissimilarities, also
exhibit a range of stylistic agreement.*

This fact was already made explicit during
the 1950s and 1960s in seminal studies by
Albert Kutal,® Jiff Kropafek* and Jaromir
Homolka,* who formulated the characteristic
features and roots of the style of the Master
of the Zebrdk Lamentation and his circle
and later also hypotheses about the mutual
relation and different points of departure of
the two anonymous artists active in southern
(Ceské Budé&jovice?) and southwestern

Bohemia (KaSperské Hory or Horazdovice?)
in the first quarter of the 16th century.*® The
author of the Zvikov Lamentation was deemed
to have been a younger, Swabian-oriented
master trained at the workshops of the Master
of the Lamentation from Zebrik, whose style
was fundamentally influenced by exposure
to post-Gerhaertian woodcarving from Passau
and the Danube, Viennese style as well as to
graphic art from the circles around Cranach
and Diirer. This conception was subsequently
taken up in synthetic studies on late Gothic
art in Bohemia® and reflected in the
presentation of exhibitions,* and it likewise
took root in research abroad. Discussions
concerning the attribution of these artworks
were contributed to by the results of reports
summarising restoration work conducted
in southern and southwestern Bohemia,>
by reviews of important studies written by
foreign scholars as well as exhibition projects
that significantly expanded the possibilities
of comparison between individual artworks
in the relevant circles of attribution and
broader ties within regional production.’ The
topic of the Masters of the Lamentation from
Zebrak and Zvikov was repeatedly tackled
from various angles in research during the
recent decades,® in the international context
largely thanks to the exhibition projects
Europa Jagellonica>* and Fantastische Welten,” and
a monographic study of the artistic heritage
of southwestern Bohemia was concluded
with the exhibition Images of Beauty and
Salvation prepared by the authors’ team of
Jan Royt, Michaela Ottova and Petr Jindra.*
A remarkable feature of the special research
conducted in the recent decades is a growing
tendency to dismiss the earlier conception
of two authorial figures and view the bulk
of works originating from the circles around
these authors rather through the optic of
then contemporary workshop practice, whose
modus operandi at once allowed for a broad
variety of prototypes as well as the possibility
of close personal collaboration.”

A certain degree of attributional uncertainty
surrounds the assessment of the relief of
St. James the Greater and Mary Magdalene from
Bilsko. The only comprehensive analyses of
this relief were published by Jifi Kropagek
and Jaromir Homolka. Ji#i Kropaéek analysed
the relief in the catalogue The South Bohemian
Late Gothic*® as a work which finds its basis in
terms of colour modelling in an older Passau
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tradition transposing Gerhaertian principles
(the Master of the Kefermarkt Altarpiece)
and observed a clear relationship with the
Lamentation from Zebrdk. With a question
mark, he attributed the relief to the Master
of the Lamentation from Zebrak and dated it
to around 1510, which he claimed was when
the Lamentation was produced. He noted the
figures’ characteristic elongation and smaller-
sized heads. He described the relief of Mary
Magdalene and James the Greater as a “variant
of the motif of Mary Magdalene and Nicodemus
from the Zebrdk Lamentation”, especially in view
of the drapery scheme and facial type. We
can only agree with KropaZek’s assessment
of the relief from Bilsko as a “variant of the
motif of Mary Magdalene and Nicodemus from
the Zebrdk Lamentation” in the general sense
of compositional correspondence between
the scheme of motion and the rendering of
the drapery bunched up by the kneeling
Virgin Mary (albeit an element from the
circles of the Master from Zvikov) and the
use of shallow relief for the midground
figure. Kropacek expected a close parallel
to Mary Magdalene’s facial type with the
Madonna from Trebotovice and the sculpture
of St. Agnes and St. Barbara at the Fine

Arts Gallery in Vienna,* and observed

close resemblance with the facial type as
well as the composition of the drapery

on the Magdalene from Novy Bor, in Mary
Magdalene’s broad-sleeved gown on the
Adoration from Ceské Budéjovice, but remarked
in conclusion that a definitive assessment
about the degree of the doubtless closest
connection of the relief from Bilsko with
the figure of the Master from Zebrék “cannot
be made with certainty; likewise, its historical and
stylistic position is not entirely clear”. In 1966,
Jaromir Homolka mentioned the relief in a
monographic study dedicated to the Master of
the Zvikov Lamentation, classified it among
the “circle of works associated with the Zvikov
Master” and related it to the Mary Magdalene
from Strmilov, strongly rejected Kropédek's
attribution of the relief to the Master of

the Zebrak Lamentation, considered the
relief from Bilsko in terms of style to be a
testimony to the dissemination of a “soft
painting style, whose variety is in fact very rich”
and described the author of the relief an
“artist of remarkable ability”.*° Additional,
more concise characterisations can be found
in the collection guides of the Ale¥ South
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Bohemian Gallery in Hluboka nad Vltavou
(1989). Hynek Ruligek classifies the relief with
Mary Magdalene among a broader group of
high-quality works influenced by the Master
of the Lamentation from Zebrak and the
Master of the Lamentation from Zvikov,
and relates it in terms of authorship to the
Mary Magdalene from Strmilov. He questions
the earlier hypothesis about the group’s
belonging to a multi-figural Lamentation in
view of the working on the relief’s backside
and considers it once to have been part of
the retable in the Bilsko church.® Roman
Lavicka dated St. James and Mary Magdalene
to around 1510 and classified it along with
a number of other artworks of various
quality among the group of works influenced
by the Masters of the Lamentations from
Zebrak and Zvikov.> Lavitka believed it was
a fragment from the centre of the retable
for the main altar at the Bilsko church and
noted that similarities with the work of the
Master of the Lamentation from Zebrik can
be observed especially in the head type and
composition of the drapery. Michaela Ottova
made a cursory reference to the torso from
Bilsko in a monograph accompanying the
exhibition Images of Beauty and Salvation as
a work from the wider circle of the Master
of the Lamentation from Zvikov,®* whose
workshop’s hypothetical oeuvre now counts
more than two thousand artworks, including
attributed works, though often doubtfully
so, from foreign collections (Vienna,
Munich, Paris, Linz). The attribution of the
torso from Bilsko to the circle surrounding
the Master of the Zvikov Lamentation was
afterwards challenged in a review of the same
monograph by Jan Dientsbier, who claimed
the torso from Bilsko “shares remarkable similarities
with the Lamentation from Zebrdk.”*+

More than half a century ago, Jifi Kropaéek
called the Bilsko relief “problematic”.® He
probably had more in mind than mere
uncertainty of attribution; when we read the
relief detail by detail, we cannot but feel that
it is qualitatively imbalanced and at times
formally insecure. This is a feature it shares
in common with a number of other carvings
classified among the wider circles of the two
masters. Of the proposed comparisons, the
reliefs from Bilsko appear most similar to the
Saints from the Viennese Academy mentioned by
Jiff Kropédek,*® they exhibit close agreement
especially in the rendering of the face, as, for



11 A comparison of the details of carving. 11a  St. James the Greater and Mary Magdalene from Bilsko, after 1508—1515, a detail of the face of
St. James. Photo: National Gallery Prague. 11b,c  St. Peter and St. Bartholomew from Lndre, c. 1510—1515, a detail of the face. Diocese of Ceské
Budéjovice. Photo: National Gallery Prague.

instance, the St. Mary Magdalene from Bilsko
and the Viennese St. Barbara. In contrast,
the Mary Magdalene from Strmilov, an object
of comparison from the circle of the Zvikov
Master proposed by Jaromir Homolka, shares
looser similarities with the Mary Magdalene
from Bilsko, based mainly on the use of an
analogous compositional scheme rather than
an identical woodcarving technique.

Entirely overlooked in its connection
with Bilsko until now has been the series
of Apostles from Lndre (Diocese of Ceské
Budé&jovice). A considerable degree of
similarity emerges especially from a
comparison of the Lnafe carvings after their
most recent restoration, which removed
heavy layers of later polychromy.” It is
now significantly easier to compare the
method of rendering of minute details
such as the eyelids, articulated fingers with
oval nails or the carving of hair and beards
(Fig. 10a—c; 11a—c). In a number of cases,
these details are stylistically almost identical,
for instance the slightly sunken cheeks, the
shape of the brow ridge area, a nose with a
characteristically rounded end as well as the
rendering of a lightly opened mouth and
beards tied in two braids. The works also
share a degree of proportional inaccuracy (the
lengths of forearms with respect to the torso),
soft formal transitions and an effort to make

the composition more dynamic by means of
Danube-inspired folded draperies, as well as
the motif of a cloak pulled over the body and
coming out from under the elbow.

It is interesting to note that although the
basic composition of the drapery scheme by
the kneeling Mary Magdalene is repeated
in the group of works under discussion,
the gown on the Mary Magdalene from
Bilsko is the only example of a rendering
where her chest is completely covered.
Instead of the usual seductive dress with
a deep neckline (cf. Mary Magdalene from
Cakov), the tightly-fitting bodice is topped
with a wide-edged standing collar without
any decoration; this detail is commonplace
among the abovementioned body of work
on depictions of men and married women
(such as on the gown of St. Anne from
Prachatice, John the Evangelist from Luby, John
the Evangelist on the Lamentation from Zebrdk,
the Apostles from Lndfe). The wide-sleeved
dress worn by the Mary Magdalene from
Bilsko seems somewhat archaic among this
body of carvings, and so does the veil with
a decorative pin, which harks back to earlier
types found on graphic artworks from the
brush of Rhineland masters E. S. and Israhel
van Meckenem, although it recurs in a more
contemporary form among 16th century
artistic production (cf. Lucas Cranach the
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12 Pieta from Bilsko, after 1508—1515, a detail of Mary’s dress. Roman Catholic
Parish of Bilsko. Photo: National Gallery Prague.

Elder, Lamentation of Christ; Master of the
Saint Bartholomew Altarpiece, Descent from
the Cross).®® However, the decorative pin is
a stylistically curious detail whose similar
formulations are found on a number of
other works from the abovementioned
circle.s

The parallels between the relief of
St. James and Mary Magdalene from Bilsko
and the Lndfe Apostles are so close as to
warrant the assumption that the two
works were created in one and the same
workshop. This hypothesis, however, raises
yet further questions, as there is currently
no consensus among scholars concerning
the authorship of the Lndre Apostles. The
catalogue of the South Bohemian Late Gothic
published in 1965 classifies the Lndre Apostles
unproblematically among the circle of the
Master of the Lamentation from Zebrak,”
and the assessment was largely accepted by
later research. On the other hand, Michaela
Ottova most recently ascribed it to the circle
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of works associated with the Master of the
Zvikov Lamentation in a comprehensive
overview of artistic commissions made by
Lev of Rosenthal and the brothers Svihovsky.
She attributed the authorship of the Apostles
from Lndfe to the same workshop that
produced the St. Peter from Petrovice by Susice
(Diocese of Ceské Budé&jovice), which she
proposes could have been commissioned

by Zdené&k Lev of Rosenthal. Furthermore,
she related these in terms of authorship to
the series of woodcarvings from Budé&tice
(Prague, National Museum), claiming these
were ordered by the Svihovsky brothers and
originally intended for the Rébi Castle.”™
Relating the series from Lnafe to other
works commissioned by members of the
allied families of Svihovsky and Rosenthal

is very interesting in the context of the
commission of the torso from Bilsko, once

we recall Bilsko was ruled by the lords of
Rosenthal.”? In terms of stylistic analysis, too,
the expanded attributional context of the
group of works hypothetically comprising
the torso from Bilsko, the saint from the Viennese
Academy, the Apostles from Lndve, the series from
Budétice and St. Peter from Petrovice by Susice,
and despite apparent variance in quality,
seems stimulating for further comparative
study. Such study cannot be completed
without a comprehensive technological

and restoration analysis of the individual
artworks. Just as questionable is how this
temporally and qualitatively variegated series
of works hypothetically ascribable to a single
workshop is related to the Mary Magdalene
from Strmilov, for which Homolka claimed a
direct affinity of workshop with the torso from
Bilsko and St. Mary Magdalene from Maly Bor by
Hora%dovice, and whether the abovementioned
group should not also include the baroquised
Assumption from Kotousi is likewise a moot
point.

It is rather problematic to include the
exquisite Bilsko Pieta within this attributional
construct, as the variable quality of
rendering apparent on the relief of St. James
and Mary Magdalene is nowhere to be seen
in the former’s exemplary execution. The
proportional stylisation of its subtly short
torso over against the ampler bottom half
of the body” is rendered with a confident
lightness, just as certain anatomically
unconvincing details (e.g. Mary’s right arm)
do not disrupt the overall impression. By



a degree of idiosyncratic stylisation of the
proportions and movement schemes of
both figures, the Bilsko Pietd resembles both
key works from the oeuvre of the Master of
the Zebrak Lamentation — the Lord’s Pietd
from Ceské Budéjovice (Ales South Bohemian
Gallery in Hlubok4 nad Vltavou, Fig. 13)
and the formally subtler Lamentation of Christ
from Zebrdk (The City of Prague Museum)
— and the works also share an emphasis
on differentiating the compositional
foreground and background. If we compare
the details on these carvings with the Bilsko
Pieta, we strike upon similar principles of
composition and a repetition of facial types
and physiognomic details. By her facial type,
distinctive by a wide ‘rectangular’ head, the
Virgin Mary from Bilsko closely resembles
the Virgin Mary on the Lamentation from
Zebrak, where we also find close parallels
with the specific formation of Mary’s fingers
(Fig. 10d—f) and parts of the physiognomy
of Christ’s naked body, although his chest
on the Bilsko Pietd is broader. By its details in
the formulation of the drapery, characterised
by a deep carving of wide areas and a lively
line of narrow ridges, interrupted at times
with shallow cuts, the Bilsko Pietd comes very
close to the St. Mary Magdalene from Maly Bor
by Horagdovice (Ale§ South Bohemian Gallery
in Hluboka nad Vltavou), which is thought
to have been commissioned by the Svihovsky
family from Ryzmberk.™

A number of features of the Bilsko Pieta
also connect it with the circle of the Zvikov
Master. In the first instance, it is typological
agreement; as we have observed above, this
exact type of the Pietd found variations in a
number of noteworthy woodcarvings from
southern and southwestern Bohemia.”
Variations on the same prototype are also
expressed in stylistic similarities in the
formulation of certain details such as the
shallowly modelled wide surface of the
chest, divided by several narrow vertical
lines terminating above the wrapping, which
is almost literally repeated for instance on
the Pieta from Podlesi,” more loosely on the
Pieta from Kadov (Roman Catholic Parish in
Kadov, Fig. 7) and on the Pieta from the West
Bohemian Museum in Plzeri (West Bohemian
Museum in Plzeri). Besides pietas of the same
iconographic type, within the circle of the
Master from Zvikov, the motif is repeated
on the Assumption from the Great Ark from

13 Lord’s Pietd from Ceské Budéjovice, Master of the Zebrak Lamentation,
ca. 1515. Ale$ South Bohemian Gallery in Hluboké nad Vitavou. Photo: National
Gallery Prague.

Kasperské Hory (Sumava Museum, Kasperské
Hory) and on the Assumption from Blatnd
(Diocese of Ceské Budgjovice); likewise,

a common prototype also explains the
origin of Christ’s tightly-wound low crossed
loincloth, structured on the Bilsko Pietd with
narrow, deeply carved folds. Notably similar
is also the formal emphasis on the hem of
Mary’s cloak spread out under Christ’s body
(Fig. 12). It frontally underscores the motif of
ostentatio Christi and accentuates the chosen
compositional arrangement, characterised
by a slight inclination of the figure’s legs
sinking under the weight of Christ’s body.
On the Bilsko Picta, the cloak forms a ‘bowl-
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shaped’ fold between the right knee and

the left calf, whence run the distinctive

lines of the edge of the cloak, accenting

the inclination of the free leg. A similar
compositional arrangement can be observed
with the Pieta from the West Bohemian Museum
in Plzeri. We do not find deep carving on the
overhanging corner of the cloak in Mary’s
lap on the Pieta from Podlesi, the wood was
instead modelled with shallow bowl-shaped
folds with continuous sharp ridges. This
element, typical especially for the key works
of the Zvikov circle referred to as the ‘style of
parallel lines’, is nowhere to be found on the
Bilsko Pieta, as the drapery is carved deeply,
and the tall, narrow ridges of the folds

are at times shallowly indented and form
characteristic bends, which Albert Kutal and
later Ji¥i Kopadek derived from a familiarity
with the early graphic art of Lucas Cranach
the Elder;” by contrasting light and shadow,
the deep carving of the drapery makes for an
effective lighting display. In the formulation
of the drapery, shallowly undulating by

the plinth, we see features resembling the
‘softness’ which Jaroslav Homolka highlighted
with the relief of St. James the Greater and Mary
Magdalene. The author of the Bilsko Pieta

was an artist of extraordinary skill, in many
respects comparable to the craftsmanship

of the author of Mary Magdalene from Maly
Bor by Horagdovice and the Lord’s Pietd from
Ceské Budéjovice. We suppose that the Bilsko
Pieta is not historically removed from these
carvings either — in view of the references to
the Lamentation of Christ from Zebrdk, we may
assume it was only produced after the latter
relief, as of course has already been proposed
by Jiti Kropaéek; for the relief of St. James and
Mary Magdalene. The terminus post quem can
be set in 1508.

Beginning of research and restoration

The Bilsko Pieta was restored in several stages.
The carving was transported from the Ales
South Bohemian Gallery with utmost care,
knowing that research would have to confirm
the scale of damage to the wooden mass

and produce information concerning the
number and age of the preserved layers of
polychromy before restoration could begin.
The carving was quite obviously damaged by
woodworm infestation to the extent that the
crumbling wooden mass would have fallen
apart if not for the strong layers of later
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polychromy. Such was the damage sustained,
for instance, by the carving of Christ’s hair
and crown of thorns, some of the Virgin’s
digits, certain sections of the draperies and
plinth. The multiple layers of polychromy
did not adhere to the base nor each other,
which is why they were loose or completely
fallen off in several places. Despite the visible
extent of the damage, the earliest tentative
analysis produced an optimistic estimate

of the extent of the preserved form of the
draperies and of segments of anatomical
detail on the carvings of both Christ and the
Virgin Mary. It was therefore decided that,
besides polychromic reinforcement, a probe
into its earlier layers should be performed, so
as to allow the choice of an optimal method
of their removal (Fig. 8).

Research and restoration

Wooden block:

The composition of the wooden block can be
observed on the reverse side of the carving
(Fig. 6a). Two narrower panels are attached to
the solid wooden panel, carved shallowly in
the centre, by means of splices. The splices
are now visible due to a gap in the joint
between the individual panels, the opening
is currently about 1—1.5 cm wide. Another
joint is visible by the bottom edge, some of
the terrain was added later, as is clear from
the overall rendering as well as the layer

of newer polychromy overlaying the metal
loops. Clearly visible marks of woodworking
tools, just as well as many openings and
cracks in the wood, have been preserved on
the backside. An opening is visible on the
right shoulder of Mary, perhaps the remnant
of a feature connecting the individual parts of
the relief.

State of carving and polychromy prior to
restoration

Both newer layers as well as parts of older
bases and overpainting were present on the
surface of the carving before restoration
work began. Secondary layers obscured

the carving’s form and heavily distorted its
overall colour scheme (Fig. 9, 16). Research
confirmed that the carving has already been
treated in the past for its inferior condition,
and the original carving was patched with

a cloth bandage in certain areas. This is
how, for instance, a missing part of the
cape overhanging Mary’s forehead was



replaced (Fig. 8). Added patches of cloth
were reinforced with long spikes. Elsewhere
we found visible losses of the original form
covered over with new layers of polychromy:.
The bottom edge of the carving was likewise
repaired. A gap with an inserted wedge

is clearly visible on the plinth. The grass
terrain consists of two segments: the original
plinth, which forms the edge of the original
composition, and a segment added later
about 8—9 cm in height, made of a roughly
worked board. The latter was attached to

the original by means of four metal loops.
The added segment was similarly infested

by woodworms, and this can be seen on

the reverse side of the carving. The carving
material underwent laboratory analysis, the
original was found to have been made of
limewood, the attachment of pine.”® Newer
additions were also handed in when the work
was taken into restoration — a broken-off part
of a beaming halo destroyed by woodworm
infestation, the thumb from Christ’s left hand
and a segment of the broken drapery from
Mary's dress.

Earlier restorations of polychromy

In the past, the carving’s polychromy was
repaired using several methods. Some of the
restorations involved complete overpainting,
others focused on partly restoring individual
damaged elements. Mary’s dress, for instance,
was repaired quite heavily, and for this reason
its original colouring has been largely lost
(Fig. 12). Earlier polychromic layers on the
cloak (silver with blue glazing) were entirely
removed during one of the earlier rounds

of restoration, and no more than traces

of the lighter layers of ground have been
preserved. The new, rather crude restoration
built upon the original colour scheme. The
strong chalk ground and a layer of bolus were
overlaid with silver and subsequently with a
coat of blue glaze. The restoration method
employed on Mary’s cloak was similar, no
longer adherent layers were removed and
replaced with a new ground, and this is
evinced by scratch marks, the traces of a
mechanical removal of the earlier layer of
polychromy consisting of a chalk ground and
silver with a coat of red glaze. At times, the
earlier polychromy was retained. On Mary’s
cape, stronger layers of base were applied
directly onto the older polychromy and
silvered, including on the repaired area above

14 Pieta from
Bilsko, after
1508—-1515, a detail
of the wooden
material damaged
by woodworm
infestation. Roman
Catholic Parish

of Bilsko. Photo:
National Gallery
Prague.

15  Pieta from
Bilsko, after 1508—
1515, state during
restoration, probe.
Roman Catholic
Parish of Bilsko.
Photo: National
Gallery Prague.

16 Pieta from
Bilsko, after 1508—
1515, state during
restoration, removal
of overpainting.
Roman Catholic
Parish in Bilsko.
Photo: National
Gallery Prague.
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her forehead. Earlier polychromy was also
completely overlaid during the restoration of
the flesh tones of both Christ and the Virgin
Mary.

Preserved layers of polychromy and
restoration method: drapery

Material analysis and a subsequent probe
confirmed the presence of several layers of
polychromy on Mary’s cloak.” The cloth
patches underwent non-invasive analysis and
later also material analysis. The compared
linen cloth patches are not identical, they
differ not merely in their density® but also in
age. The fabric on Mary’s face is an original
element, whereas that on her cloak is a later
restoration that was meant to replace the
damaged wood on the edge of Mary’s cape.
The fold of the patch also covered some of
the earlier polychromy on Mary’s forehead as
well as the gilding on the hem of her cape.
This feature was retained during the present
round of restoration work, the object was
deliberately retouched so that the scope of
earlier restorations would be visible upon
closer inspection.

Mary’s cloak carried a very strong layer of
bright white base, underlying the silver foil
applied onto a layer of yellow bole with blue
glazing, which mostly only covered the bare
wood or surfaces with traces of the bright
base of earlier polychromy and at times also
blue, locally preserved polychromic segments
applied directly onto the wood or onto a thin
bright base. The earlier, secondary silvering
with a layer of blue glaze was only preserved
in significant amounts on the left side of the
sculpture, behind Christ’s head, on Mary’s
cloak. A tentative dating of this modification
is offered by the results of material analysis,
which determined the presence of a modern
synthetic pigment — Prussian blue — in the
retrieved samples.®

Three to four layers of gilding were
observed on the carving of Christ’s
loincloth.®? The very strong base for the
topmost layer of gilding, applied in the
first half of the 20th century according to
restoration records,® drastically distorted
the character of the original carving and
blurred its formal qualities. Removing this
layer during restoration has recovered the
original delicate formation.®* The remaining,
fragmentarily preserved, rather subtle layers
were retained.®
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Flesh tone
Research also documented the polychromic
composition of the flesh tone on Christ and
the Virgin Mary. A chalk base was applied
on the surface of the carving and overlaid
with the first layer of colour. The tonality
of the individual layers differs between the
figure of Christ and the Virgin Mary, and
this led to different resultant colours. The
flesh tone of Mary consists of a lighter base,
pink in tone, overlaid with the top layer of
polychromy, which is currently preserved
to various extents. The flesh tone on Christ
is darker, resulting from an application of
orange tone on a layer of chalk base. The
original top layer of paint, the rendering
of blood and veins, is severely damaged in
certain areas. The blood on Christ’s arms was
painted with a red-brown glaze. The droplets
of blood have seen restorations in the past.
These later modifications were retained
during the present round of restoration work,
just as well as certain traces of restorations
of the polychromy of the throne, plinth and
crown of thorns. The original top layer of
the flesh tone on Christ has been preserved
especially on the chest and facial areas, the
arms and legs were severely damaged, and
for this reason all that is left at times is the
orange-ochre layer of base.® In view of the
extraordinary quality of the original top
layer of flesh tone, the decision was made to
present this earliest colour layer as much as
possible.

Later layers of colour on Mary’s face
were removed with a view to presenting the
secondary modification of the cape covering
her forehead. Removing the secondary layers
of flesh tone uncovered the fine details of
the original coloured rendering, such as the
painted details of eyes with eyelashes or lips
with shading surrounding the asymmetrical
corners of the mouth. The colour of Mary’s
eyes likewise changed when these layers were
removed — the overpainting replaced the
original brown tone with blue.

Terrain, throne, crown of thorns

Besides blue and red tones, the colour
scheme of the original also featured green
pigment. Green was used on Mary’s garments
(the underside of her dress),*” on the crown
of thorns as well as on the grassy terrain.
The latest green coloured layer (coating) was
removed from the crown of thorns.® All



17  Pieta from Bilsko, after 1508—1515, state during restoration. Roman Catholic Parish of Bilsko. Photo: National Gallery
Prague.

other fragments of earlier polychromy on coating overlaid an earlier greenish layer
the crown of thorns were retained during applied onto a stronger base. This layer
the present restoration and merely filled in of polychromy corresponds to the layer

with retouching pigment. An identical coat of  that was applied onto the metal loops and
colour to that on the crown was also applied locally charred segments of the wood on

to the grassy terrain at the bottom of the the attached plinth.® An earlier, albeit also
carving as well as onto the later attachment. unoriginal layer was chosen for presentation.
On the original segment of the carving, the On the original segment of the terrain,
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this layer covers a fragmentarily preserved
original layer of colour.

Removal of overpainting and additions
Secondary layers of colour needed to be
removed from all overlaid and overpainted
sections of the carving so as to uncover
the sculpture’s original form. However,
the wood's poor condition did not allow
restoration to proceed without simultaneous
inspection of the entire surface of the
carving. The strong layer of secondary coating
stabilised the shape of the deteriorating
wooden material, however, only after the
individually uncovered segments underwent
a round of impregnation and hardening
could restoration proceed to other segments,
which ensured maintenance of the original
form. For example, the wood required
very detailed and repeated petrification on
the back of Christ’s head, on the crown of
thorns and on his locks. The advanced state
of the degradation of the wooden material
significantly slowed down the working
process. Gradual mechanical abrasion,
thinning out the individual layers with a
sharp scalpel, proved most effective during
removal of the secondary layers.* Secondarily
added gilded beams were also removed from
Christ’s halo. Following their removal, the
wood was reinforced by petrification and
subsequently stripped of secondary layers,
the overpainting on Christ’s shoulder, which
was previously covered by the rendering
of the halo. This laid bare the coloured
rendering of blood and hair.

Following almost complete removal of
secondary layers and reinforcement of
the wood, restoration could proceed to
returning the removed segments to the mass
of the original. A repaired bar, which filled
a cleft in the carving of the cloak on the
right side of the sculpture, was reattached;
likewise reaffixed were the reinforced
broken-off segments of the carving of the
cloak. A preserved reinforced wood dust
shell, protected by layers of polychromy
and overpainting, could be reapplied to its
original place on the crown.” The original
form of the carving was thereby preserved.®
Furthermore, one secondary modification was
reapplied to Christ’s left hand. The thumb
was attached with a visible gap dividing
between the original and the addition, and
its original colouring was kept. This feature,
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too, may serve as a point of reference for
future comparative research into the later
modifications of this late Gothic carving.
The current round of restoration work
deliberately left all the earlier defects
unsuppressed. It did not attempt to conceal
the modifications made to the wooden block,
visible gaps, fissures or damage sustained
by the wood due to woodworm infestation.
Flight holes were only sealed on a number of
visibly exposed areas on Christ’s and Mary’s
face. The extent and character of retouching
were based on the same criteria.” It was
decided that the result should combine
coloured layers of various age in a manner
that was visually unforced, while preserving
the memory and authenticity of the extant
whole, comprising both polychromic
surfaces as well as portions laid bare to
the chalk ground and to the lowest layer —
the limewood carving (Fig. 17). Even after
restoration, the carving bears marks of its
earlier fate.
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15 Cat. entry: St. James and Mary Magdalene
from Bilsko, Master of the Lamentation of Christ
from Zebrik (?), before or around 1510, in: Jikoceskd
pozdni gotika 1450—1530 (Exh. cat.), Hluboka nad
Vltavou 1965, pp. 217—218, cat. no. 153 (entry by
Jifi Kropacek); ibidem, pp. 160, 161, 163.

16 Jaromir Homolka, ‘Poznamky k dilu mistra
Zvikovského Oplakavani’, Zprdvy pamdikové péce
XXVI, 1966, pp. 74—79, esp. pp. 77—78.

17 This is not mentioned by Frantiek Matous,
‘Sochafstvi’, in: Vladimir Denkstein — Frantisek
Matous3, Jikoéeskd gotika, Praha 1953, pp. 38—63.

18 For a basic bibliography on the topic, see

fn. 48—59, references to individual artworks

are usually found in the most recent published
catalogues, for west Bohemian production: Jifi Fajt,
Gotika v zdpadnich Cechdch (1230—1530). III, Praha
1996; for southwestern Bohemian production and
overlaps with south and west Bohemian art: Jindra
— Ottova 2013 (fn. 6); for the core of the attributed
oeuvre of the Master of the Lamentation from
Zebrik and the Master of the Lamentation from
Zvikov and a bibliographic summary: Gabriela
Zitkova, Mistr Zebrdckého Oplakdvdni a jeho vztah

K Mistru zvikovského Oplakdvdni (unpublished
Master’s thesis, Christian Art History Institute of
the Catholic Theological Faculty of the Charles
University in Prague), Praha 2010, available at:
https://is.cuni.cz/webapps/zzp/detail/63837/
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(retrieved 20. 6. 2018); for the fond on south
Bohemian production: Jikoéeskd pozdni gotika, 1965
(fn. 15).

19 For examples from Franconia, see e.g. the
so-called Minor Pieta, Nuremberg, St. James
Church, reproduced in Jindra — Ottova 2013 (fn.
6), p. 362, Fig. 343; the Pieta from the Franciscan
Monastery in Plzesi, imported from Nuremberg and
later described as “Matris Dolorosae”, was probably
intended for the central altarpiece, see Jan Chlibec,
in: Fajt 1996 (fn. 18), p. 770, cat. no. 351.

20 On this point, we disagree with the
assessment of Hynek Rulidek, who ruled out the
possibility of a multi-figural composition because
of the carving technique employed on the relief
with Mary Magdalene, see Rulisek 1989 (fn. 61).

In considerations about reconstruction, one must
bear in mind the originally lower height of the
Pieta, which now has an 8 ¢cm attachment on its the
plinth, likely related to the work‘s placement on
the Baroque altar.

21 For an exposition of the scene of the
Lamentation in the context of southwest Bohemian
production, see Petr Jindra, ‘Oplakévani Krista
téma a dila’, in: Jindra — Ottova 2013 (fn. 6),

Pp- 418—433, several points of comparison are
offered by panel painting, where the central scene
of the Lamentation often served as an epitaph.

22 Although it is clear that a number of the
extant carvings were not originally part of retables
and some might have perhaps even been designed
as standalone artworks not intended for the altar
architecture but simply for devotional purposes
within the temple. After all, the hitherto most
popular hypothesis that the Zvikov Lamentation and
the Zebrdk Lamentation were placed at the centre

of retables with movable wings is not the only
possible alternative — one might also consider the
possibility of an altarpiece without movable wings.
23 Jindra — Ottova 2013 (fn. 6), cat. no. 107,

Pp. 414—415 with illustrations.

24 Jindra — Ottova 2013 (fn. 6), esp. pp. 339,

376, 440—441, 438; among the Zvikov circle, she
observes close parallels on the backside of the
Madonna from Hracholusky and the series of carvings
from the Church of St. Margaret in Kagperské
Hory, the Assumption from Blatnd, and contrasts
these with the Saint from Homole and the carvings
from Cernivsko.

25 Reproduced in Jindra — Ottova 2013 (in. 6),
pp. 376, 379, 439, 411, 399.

26 Reproduced in ibidem, pp. 376, 391.

27 South Bohemian Late Gothic 1965 (fn. 15),

cat. no. 157, p. 221 (bibliography), more recent
bibliography in Zitkova 2010 (fn. 18), p. 101;
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Ottova, in: Jindra — Ottové 2013 (fn. 6), suggests
that the two works be excluded from the oeuvre
of the Master of the Lamentation from Zebrik and
instead be attributed to the Zvikov circle, she also
argues for this conclusion in view of the backside
of the Madonna from Malsin, which is closer to the
production of the Zvikov circle, p. 440; on the
series from Lnafe, see fn. 70.

28 A multitude of regional variants is
documented by William H. Forsyth, The Pieta in
French late gothic sculpture: regional variations, New
York 1995.

29 For references, see Jindra — Ottova 2013

(fn. 6), pp. 428—429; also Petr Kovag, ‘Videriské
Oplakévéani Zvikovského mistra’, in: Stavitelé
katedrdl: http://www.stavitele-katedral.cz/peter-
kovac-videnske-oplakavani-zvikovskeho-mistra/
(retrieved 20. 6. 2018).

30 On the type and its dissemination, see
recently Ludmila Kvapilova, Vesperbilder in Bayern
von 1380 bis 1430 zwischen Import und einheimischer
Produktion, Petersberg 2017.

31 Jaromir Homolka relates the Master of

the Lamentation from Zebrik to the Bohemian
tradition of the Beautiful Style, see Homolka 1978
(fn. 49), p. 230.

32 On the Pieta from the Viennese Academy, see
Fajt 1996 (in. 18), p. 781.

33 On the group, see entry: ‘Pieta, Rokycansko
(?), ¢. 1500—1510, South Bohemian Museum

in Plzetl’, in: Fajt 1996 (fn. 18), pp. 780—781,

cat. no. 358 (entry by Jifi Fajt); ibidem for an
overview of the discussion concerning the
attribution of the Pietd; Dagmar Braunova, Gotickd,
renesanéni a barokni plastika ze sbirek Zdpadoceského
muzea v Plzni, Plzeti 1984, n.p., attributes the

Pieta to the Master of the Zvikov Lamentation;

Jifi Fajt relates it to the Pietd from Kadoo (Roman
Catholic Parish in Kadov), also see recently Olga
Kotkov4, in: Jindra — Ottova 2013 (fn. 18), p. 345,
cat. no. 79, and Michaela Ottov4, ibidem, p. 281;
other works that evince the same type in their
basic features include the Pieta from Vysoké Sedlisté,
the Pieta from Béld nad Radbuzou, see Fajt 1996

(fn. 6), pp. 840—841, cat. no. 438, 439 (entry by Jan
Chlibec).

34 See Petr Kovag, ‘Videriské Oplakavani
Zvikovského mistra’, in: Stavitelé katedrdl: http://
www.stavitele-katedral.cz/peter-kovac-videnske-
oplakavani-zvikovskeho-mistra/ (retrieved

20. 5. 2018).

35 Prepared in the 1990s by the National Gallery
Prague, concept by Jifi Fajt — Jan Chlibec, see also
in. 36; polychromic analysis was also performed
on recently restored works, presented at the



permanent exhibition of the Convent of St. Agnes
since 2000, see Jiff Fajt — Stépanka Chlumsks,
Bohemia and Central Europe 1200—1500. The
Permanent Exhibition of the Collection of Old Masters of
the National Gallery in Prague at the Convent of St Agnes
of Bohemia, Praha 2006, p. 127 (Apostles from Lnde,
inv. no. P 2894—2895, St. John from Horazdovice,
inv. no. P 4566—4567, Angels, inv. no. P 318—319).
36 Research conducted during most recent
round of restoration work, see Anna Tfestikova,
unpublished restoration report, ‘Oplakavani
Krista ze Zebraku’, inv. no. VP 1410, 1997,
Archive of the Restoration Department of the
National Gallery Prague; Dorothea Pechovi,
unpublished laboratory report, 1996, Archive of
the Chemical-Technological Laboratory of the
National Gallery Prague; Radka Sefcfi, unpublished
laboratory report, 1998, Archive of the Chemical-
Technological Laboratory of the National Gallery
Prague.

37 A comparative analysis of the polychromy

of both reliefs from Bilsko will be the subject of
further research.

38 Jindra — Ottova 2013 (fn. 6), cat. no. 92,

pPp- 378—379; restoration reports: Anna
Trestikova, ‘St. Margaret’, ‘Mary Magdalene’,

‘The Assumption and Crucifixion from Ka3perské
Hory’, unpublished restoration research reports,
1996, Archive of the Restoration Department of
the National Gallery Prague; Ivana Vernerova,
Dorothea Pechova, unpublished report no. 96/21,
1996, Archive of the Chemical-Technological
Laboratory of the National Gallery Prague.

39 Seein.o.

40 See fn. 36.

41 Josef Opitz, ‘Mistr reliéfu Oplakavani Krista
ze Zebraku', Dilo XVII, 1935/36, pp. 88—91,
110—114, 124—127.

42 TFor an overview of the current state of
research and earlier attributions, see Jindra —
Ottova 2013 (fn. 6), cat. no. 102, pp. 402—405 (entry
by Petr Jindra).

43 For an overview of the current state of
research and earlier attributions, see Jindra —
Ottova 2013 (fn. 6), pp. 370—375, cat. no. 90 (entry
by Petr Jindra).

44 For a recent summary of the attribution
debate, see Michaela Ottova, ‘Mistr Oplakavani
Krista ze Zvikova padesatilety — ¢as na
bilancovani?’, in: Jindra — Ottova 2013 (fn. 6),

Pp- 434—447; Jan Chlibec (rev.), ‘Obrazy krisy

a spasy: gotika v jihozapadnich Cechéach’, Uméni 63,
2015, pp- 325—330; in the earlier decades, see

esp. Petr Kovag, ‘Mistr Zvikovského Oplakavani

a Ka3perské hory’, in: Sbornik vlastivédnijch praci

0 Sumavé k 650. vijro¢i mésta Kasperské Hory.
Kagperské Hory 1980, pp. 109—125; Jan Miiller,
‘Nékteré predpoklady raného dila Mistra reliéfu
Oplakavani ze Zebraka’, Uméni XXXVIII, 1990,
pp- 15—25; Petr Kovag, ‘Videriské Oplakavani
Zvikovského mistra’, in: Stavitelé katedrdl: http://
www.stavitele-katedral.cz/peter-kovac-videnske-
oplakavani-zvikovskeho-mistra/ (vyhledano

20. 6. 2018); Fajt 2002, (fn. 54); Zitkova 2010

(fn. 18).

45 Albert Kutal (rev.), ‘JihoCeska pozdni gotika’,
Casopis Ndrodniho muzea 123, 1954, pp. 203—207;
idem, ‘Nové prace z okruhu Mistra Zebrackého
Oplakévani’, Casopis Ndrodniho muzea CXXIV, 1955,
pPp. 46—76; idem (rev.), ‘K vystavé jihoeskd pozdni
gotika 1450—1530’, Uméni IV, 1966, pp. 216—229.
46 Jifi Kropacek, ‘UkfiZzovany z byvalého
dominikanského klastera v Ceskych Budgjovicich’,
Uméni VIII, 1960, pp. 160—175; idem, ‘Marginalie
k dilu Mistra Zebrackého Oplakavant’, in: Jikoéeskd
pozdni gotika 1965 (fn. 15), pp. 157—168.

47 Jaromir Homolka, ‘Jihoeské uméni pozdni
gotiky. Plastika’, in: Jihoceskd pozdni gotika 1965

(fn. 15), pp. 44—60, 124—156; idem, ‘Poznamky

k dilu mistra Zvikovského Oplakavani’, Zprdvy
pamdtkové péie XXVI, 1966, pp.74—79; idem, ‘Die
siidbéhmische Plastik der Spitgotik’, in: Werden
und Wandlung, Linz 1967, pp. 176—200.

48 Probably also in the exhibition catalogue

to The South Bohemian Late Gothic 1965 (fn. 15),

e.g. a divergent view concerning the attribution

of a number of key works: Kropaéek ascribes

the Adoration of the Magi from Ceské Budéjovice to
the Master of the Zebrdk Lamentation and bases
the chronology of the Master's early work on it,
Homolka on the contrary excludes it from his
oeuvre and deems a new attribution to be crucial
for further research; the two also disagree in their
dating of the Holy Trinity from Ceské Budéjovice (The
Lord’s Pieta), Kropagek considers it a work of the
Master’s middle period (c. 1512), whereas Homolka
dates it to c. 1520 (he later moved the date towards
the first decade).

49 Christian Salm, ‘Malerei und Plastik der
Spitgotik’, in: Karl Maria Swoboda (ed.), Gotik

in Bohmen, Miinchen 1969; Jaromir Homolka,
‘Sochafstvl’, in: Pozdné gotické uméni v Cechdch
(1471—1526), Praha 1978, pp. 167—254;

idem, ‘Pozdn& gotické sochafstvi’, in: Déjiny
Ceského vytoarného uméni, 1/2, Praha 1984,

Pp- 534—565.

50 Jaromir Homolka, ‘K nové instalaci sbirky
Ceské gotiky v Narodni galerii’, Uméni X, 1962,
pp. 588—596; Jaromir Homolka — Ladislav Kesner,
‘Ceské uméni gotické’, Praha 1964; Jaromir Homolka
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— Jiff Kropacek, ‘Nova instalace éeského pozdné
gotického uméni na Kfivoklatu a Kosti’, Uméni X1V,
1966, pp. 122—145.

51 Frantidek Kotrba, ‘Pozdné goticka plastika
Pieta z muzea v Susicl’, in: Vlastivédné zprdvy
stfedniho Pootavi, Suice 1962, pp. 10—12; Jaromir
Homolka, ‘K restauraci nékterych praci Mistra
Zvikovského Oplakéavani', Pamdtkovd péée XXIII,
1963, pp. 74—79; Jifina Hofejsi — Jarmila Vackova,
‘K prizkumu stfedovékého uméni jiznich

Cech’, Uméni XTI, 1965, pp. 302—314; Vladimir
Horpeniak, Restaurovdni pamdtek uméni v muzeu
Sumavy, Sugice 1992.

52 Jihoéeskd pozdni gotika 1965 (fn. 15); Albert
Kutal (rev.), ‘Jiho&eska pozdni gotika’, Casopis
Ndrodniho muzea 123, 1954, pp. 203—207; Otto
Wutzel (ed.), Die Kunst der Donauschule 1490—1540
(Exh. cat.), Stift St. Florian und SchloBmuseum
Linz, Linz 1965; reviewed extensively: Jaroslav
Pesina — Jaromir Homolka, ‘K otdzkam uméni
dunajské skoly’, Uméni XIV, 1966, pp. 334—359;
Fajt 1996 (in. 18).

53 For an up-to-date overview of the bibliography
related to the individual works of the hypothetical
oeuvre, see the catalogue section in Jindra —
Ottova 2013 (fn. 6); also Zitkova 2010 (fn. 18).

54 Jifi Fajt, ‘Late Gotic Sculpture in Bohemia
during the Region of Wladislaw II (1471—1516).
The Present State of Knowledge and Questions

of Future Research’, in: Dietmar Popp — Robert
Suckale (eds.), Die Jagiellonen, Niirnberg 2002,

pp. 251—262; Jifi Fajt, Europa Jagellonica (1386—1572).
Uméni a kultura ve stfedni Evropé za vlddy Jagellonci.
Priivodce vystavou, Kutna Hora 2012; for a project
presenting selected sculptural works from the
collections of the National Museum: Michaela
Ottova (ed.), Sochafstvi za vlddy Jagelloncii. Z pokladii
Ndrodniho muzea, Ceské Bud&jovice 2012.

55 Stefan Roller (ed.), Fantastische Welten. Albrecht
Alidorfer und das Expressive in der Kunst um 1500
(Exh. cat.), Stidel-Museum, Frankfurt am Main,
Miinchen 2014, p. 194, cat. no. 106 (Master of the
Lamentation of Christ from Zebrik, Holy Trinity
from Ceské Budé&jovice, entry by Ji¥f Fajt — Markus
Horsch); on connections to the Danube-lands,

see recently Kathrin Brandmair, Kruzifixe und
Kreuzigungsgruppen aus dem Bereich der Donauschule,
Petersberg 2015, pp. 45—48.

56 West Bohemian Gallery in Plzenl 2013/2014,
followed by a partial reprise at the National Gallery
Prague; Jan Dienstbier (rev.), ‘Obrazy krasy a spisy.
Gotika v jihoz4dpadnich Cechach’, Bulletin Ndrodni
galerie v Praze XXIV, 2014, pp. 195—203; Jan Chlibec
(rev.), ‘Obrazy krasy a spasy: gotika v jihozdpadnich
Cechach’, Uméni 63, 2015, pp. 325—330.
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57 Seein. 47.

58 Jihoéeskd pozdni gotika 1965 (fn. 15), pp. 217—
218, cat. no. 153, he returns to the carving in his
study Margindlie k dilu Mistra Oplakdvdni ze Zebrdka,
ibidem, pp. 157—168, esp. pp. 160, 161, 163.

59 Franz Kieslinger, Mittelalterliche Skulpturen
einer Wiener Sammlung, Wien — Leipzig 1937, p. 22,
Figs. 55, 56.

60 Jaromir Homolka, ‘Pozndmky k dilu mistra
Zvikovského Oplakavani’, Zprdvy pamdtkové péce
XXVI, 1966, pp. 74—79, esp. p. 77.

61 Hynek Rulisek, Gotické uméni jignich Cech, Ales
South Bohemian Gallery in Hluboké4 nad Vltavou
1989.

62 Roman Lavicka, Gotické uméni. Priivodce sbirkou
stiedovékého uméni AlSovy jihoceské galerie, Ale§

South Bohemian Gallery in Hluboké4 nad Vltavou
2007, pp. 64—065, he also lists the Lamentation from
Ledenice, Mary Magdalene from Strmilov, the series

of carvings from Cakov, St. Wenceslaus and Christ of
Sorrows from Ceské Budéjovice; see pp. 64—68.

63 Michaela Ottovj, in: Jindra — Ottova 2013
(fn. 6), p. 439, in reference to Jaromir Homolka
1966 (fn. 16).

64 Jan Dienstbier 2014 (fn. 56), pp. 199, 202.

65 Jihodeskd pozdni gotika 1965 (fn. 15), p. 163.

66 Ibidem.

67 Restored in 1999—2000, Anna Tfestikova, Eva
Votoc¢kova (St. Peter and St. Bartholomew), 2008—
2009, Iris Brunner (St. Paul).

68 Silke Geppert, Mode unter dem Kreuz. Kleider-
kommunikation im christichen Kult, Salzburg 2013.

69 For similarly carved decorations from the
circle of the Masters from Zebrak and Zvikov,

see St. John the Evangelist from Majdalena (National
Gallery Prague); St. John the Evangelist from the Zvikov
Lamentation (Zvikov); St. Catherine (?) from Bavorov
(Ale3 South Bohemian Gallery in Hluboka n. Vlt.),
also St. Peter from Petrovice by SuSice (Diocese of
Ceské Budégjovice), St. Peter from Budétice (National
Museum).

70 ‘South Bohemian carver, c. 1510—1515,

St. Peter, St. Paul, St. Bartholomew?’, in: Jiho&eski
pozdni gotika 1965 (fn. 15), p. 251, cat. no. 208—210
(entry by Jaromir Homolka); Chlumsk4 — Fajt
2006 (fn. 35), cat. no. 208—210, p. 251; Helena
Datiové, Pozdné gotické sochat'stvi jagellonského obdobi
(1471—1526) % depozitdiii Ndrodni galerie v Praze,
unpublished dissertation, Palacky University

in Olomouc, Olomouc 2013, pp. 77—81, cat. no. 17
(retrieved 20. 5. 2018); Jindra — Ottova 2013 (fn. 6),
pp. 280—81.

71 Jindra — Ottova 2013 (fn. 6), cat. no. 84,

Pp- 338—359, on the series from Lnéfe see

pp. 280—281.



72 See in. 8.

73 A feature characteristic of a number of works
from the oeuvre of the Master of the Zebrak
Lamentation.

74 Jindra — Ottova 2013 (fn. 6), cat. no. 101,

pp- 398—401.

75 Seein.o.

76 However, its genesis is older, as follows from
a comparison with the Assumption from Kfistin

(late 15th century, Diocese of Ceské Budé&jovice),
we also find it on the Adoration of the Magi from
Ceské Budéjovice (Ales South Bohemian Gallery in
Hluboka nad Vltavou).

77  Jihoéeskd pozdni gotika 1965 (fn. 15), p. 159.

78 See Ivana Vernerové, appendix to
unpublished laboratory report no. 10/02, 2013,
Archive of the Chemical-Technological Laboratory
of the National Gallery Prague. Both segments of
the plinth were coated with identical overpainting
during the last round of restoration work.

79 See the unpublished restoration report by
Véra DE&di¢ova and the unpublished laboratory
report by Radka Sefcfi, no. 10/2 with later
additions, Archive of the Restoration Department
and Archive of the Chemical-Technological
Laboratory of the National Gallery Prague.

80 Radka Sefcti, Appendix 4 to unpublished
laboratory report no. 10/2 from 16. 3. 2015, and
Appendix 5 from 20. 3. 2015.

81 The cloak was likely repaired a number of
times in the past, and the work probably involved
a radical removal of the earlier layers and the
application of new coating. Prussian blue was first
used no sooner than in 1704, and more frequently
from the 1720s onwards, the polychromy was
probably repaired when the work was placed in the
Baroque altarpiece at the church in Bilsko.

82 Radka Sefcti, unpublished attachment to
laboratory report no. 10/2 — Appendix 2 from

9. 4. 2014 (sample no. 14 — Christ’s gilded
loincloth, hem).

83 Sce fn. 13.

84 Control blocks of the secondary layer were
retained on less visually exposed segments.

85 Traces of earlier polychromy were
subsequently blended together by retouching
pigment.

86 Poor adhesion of the uncovered layer to the
coloured base likely brought about numerous
smaller or greater losses in the past, which were
then locally repaired or overpainted in various
ways.

87 Tt has only been preserved in fragmentary
form deeper within the carving.

88 Partly preserved green and brown layers were
discovered beneath it — see Radka Sefcti, Appendix
6 to laboratory report no. 10/2 from 20. 4. 2017
(sample no. 19).

89 The metal loops were retained with partly
preserved surface layers of polychromy.

90 The individual layers of flesh tone were
difficult to distinguish — in contrast, the secondary
overpainting on Mary’s dress and cloak was easily
visible.

91 Here, the decayed wooden mass was replaced
with limewood dust cement.

92 A sample of the later green coat of over-
painting was retained on a less exposed area for
further study.

93 On the procedure employed during the

final stage of restoration, see the unpublished
restoration report by Véra D&di¢ova, Archive of the
Restoration Department of the National Gallery
Prague.

Translated by Benjamin Ziak
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MATERIALIA

Portrait of Hakim Shifa’t from the
Collections of the National Gallery
Prague in the Context of the Work of
Riza-yi “Abbasi, His Workshop and
Epigones: Supplementum’

KRISTYNA RENDLOVA

In 2015, the Bulletin of the National Gallery Prague published a study introducing a portrait
of hakim Shifa’i, the poet and court physician of Persian Shah ‘Abbas I, from the Collection
of Asian and African Art of the National Gallery Prague, specifically in the context of a
theory concerning the lost original of a portrait from the brush of perhaps the most iconic
Persian painter, Riza-yi ‘Abbasi, and three other existing copies produced by the master’s
pupils and epigones.’ The addition of a fourth portrait — currently in Prague — (Fig. 1)} to

a series of previously three known copies of the same work,* which the study introduced,
shed new light especially on the issue of dating Riza-yi ‘Abbasi’s original, as the Prague
portrait was historically closest to it. Now, a fifth portrait can be added to the series of four,
namely a painting from the collections of the Topkap: Palace Museum Library in Istanbul.
The inscription and above all the date on this fifth painting of hakim Shifa’i require that the
conclusions drawn in the abovementioned study be reviewed. At the same time, the entire
series — now counting five extant versions of the same portrait, all depicting a specific
subject that is in at least three cases identified by name in the inscription’ and evincing a
high degree of formal similarity — represents one of the largest known series of copies of a
portrait of a specific historical figure within 17th century Persian painting.

Keywords A fifth — Istanbul — version

ha!dm Shifé'i,'Rizé—yi ‘Abbési, mgraqgaﬁ, portrait, Persian of the portrait of hakim Shifa’i

painting, Persian drawing, Islamic painting K
A portrait of a seated man (Fig. 2), who can
be identified in the context of four other
versions of the same portrait as hakim Sharaf
ad-Din Hasan, also dubbed Shifa'i Isfahani,
is contained in a Persian album (muraqqa’)
held at the Topkap: Palace Museum Library.®
It is rendered in watercolour and ink on a
paper folio sized 14 x 9.5 cm (34.1 x 22.7 cm
including the mat). The figure’s attire and
position are essentially identical to the other
versions of the same work, except the man
on the Istanbul portrait has his trousers
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tied over and a distinctive blue hem on the
backside of the bottom edge of his gown.
The pleating and basic colour scheme match
most with the British copy, even though

the hue of the Istanbul portrait is notably
dimmer and none of the writing implements
are present. In terms of physiognomy and
facial expression, the Istanbul portrait most
resembles the Prague and French versions.
As with the French copy, all indications of a
background are completely absent. The copy
is distinctive by an emphasis on drawing
technique and a dominant dark contour.

In the bottom left corner, the folio carries
the inscription: “shab-¢ sih-shanba, panjum-e
shahr-¢ Rajab’ul-marjab sane 1036 / in sirat-e
tab‘ ... Rezd-ye ‘Abbasi” (“Tuesday evening of the
fifth day of the month of Rajab in the year 1036 /
Reza-ye ‘Abbasi completed this painting”). Though
the wording does not identify the subject
specifically, it cites a date corresponding to
22 March 1627 and alludes to the work’s
having been made by Riza-yi ‘Abbasi.

The album that contains the Istanbul
portrait of hakim Shifa'i comprises a total
of eighteen sheets: an opening folio with
dried pressed flowers,’ sixteen predominantly
drawn portraits of individual figures in the
Persian Safavid style of the Isfahan school of
various quality® and seventeen calligraphic
sheets.? Some of the drawings carry signatures
such as “Sadiqi Beg” (fol. 4b), “Muhammad
‘Al1” (fol. 10b)¥ or “Bihzad” (fol. 15a).

Infrequent references in the secondary
literature indicate the album has perhaps
understandably, owing to its less attractive
nature, eluded the attention of scholars until
now — it is not mentioned in any of the
relevant monographs dedicated to Persian
painting and drawing and by none of the
catalogues presenting general selections of
Islamic manuscripts and albums from the
collections of the Topkap: Palace Museum
Library." The only brief reference known to
the author is found in a study by Zeki Velidi
Togan, who makes the following cursory
remark: “H. 2146 has 18 leaves and contains
works by Imad al-Huseyin, Velidjan Naqqash and
a portrait of Sadiqi [sic] Bek of Tebriz, a writer in
the Chaghatai tonque” ** Concerning folio 4b, he
adds in a caption: “Shah Ismail’s portrait by the
contemporary Turkish painter from Azerbaidjan,
Sadiqi [sic] Bek Efshar. This person also wrote a
biography of artists and poets which was recently
published in Tebriz”.

1 Hakim Shifa’i, 1038 AH (1628—-1629), The National Gallery Prague.

On the basis of this brief statement,
one might assume Togan attributes the
authorship of some of the calligraphic sheets
to the renowned Persian calligrapher from
the court of Shah ‘Abbas I, ‘Tmad al-Hasani
(t 1615). He then attributes a portrait of a
sitting lad with a falcon to Veli Jan, likely on
the basis of a signature (fol. 13a).* Finally,
concerning Sadiqi Beg, Togan reads the
signature on folio 4b, and correctly identifies

Bulletin of the National Gallery Prague XXVI11/2018 77



the painter’s Turkic origin and adverts to his
work Majma‘ al-Khwass (Concourse of the Elite).s
Confirming or refuting the authenticity of
these signatures or Togan's claims would
exceed the scope of this essay. However, it

is at least appropriate to question Togan's
conclusion that the portrait of a kneeling
young man depicts Shah Isma‘il IT — despite
the fact that Sadiqi Beg (1533/34—1609/10)
was a contemporary of Shah Isma“l II (1537—
1577) and worked among others for him, the
portrayed subject is not identified by any
inscription whatsoever.!¢ Finally, let us point
out that Togan makes no mention at all of the
folio signed “Riza-yi ‘Abbasi”.

The portrait is also not mentioned by Sheila
Canby in her monograph on the prominent
Persian painter, in spite of the great deal of
attention she devotes to many disputed and
even questionable signatures, usually in order
to refute them conclusively.” The list of works
whose attribution to Riza-yi ‘Abbasi must be
rejected despite the signature must certainly
also include the discussed portrait of hakim
Shifa’i — the quality and style of drawing do
not indicate in the least that the work should
be ascribed to this master.

Conclusion

In terms of authorship, the portrait kept in
the collections of the Topkap: Palace Museum
Library does not constitute a breakthrough
in the sense of being a ‘discovery’ of an as
yet unfound original of Riza-yi ‘Abbasl’s
portrait of hakim Shifa’i, which Mu‘in
Musavvir alludes to in the inscription on his
copy in the Collection of Prince and Princess
Sadruddin Aga Khan. In this respect, it ranks
alongside the British and French copies,
which either still carry, as is the case of the
hakim Shifa’i at the British Museum, or
formerly carried an inauthentic signature,

as is the case of the portrait owned by the
Bibliothéque nationale de France.

Doubtless more interesting is the inscribed
date, which makes it the earliest of all dated
portraits of hakim Shifa’i — Mu‘in Musavvir
finished his copy on the fifteenth day of the
month of Muharram in 1085 AH (21 April
1674),* the French portrait previously carried
an inscription of 1043 AH (1633—1634)," and
the Prague portrait is dated 1038 AH (1628—
1629). The signature on the British portrait
does not contain a date of production,
however, the rendering suggests it is a later
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copy. By its dating to the fifth day of the
month of Rajab of 1036 AH (22 March 1627),
the hakim Shifa’i from Istanbul predates the
Prague portrait by a year to two years and
thereby further moves the presumed date of
origin of Riza-yi ‘Abbasi’s lost original.

Let us merely remind that Mu‘in Musavvir
dates the master’s original to 1044 AH (1634—
1635),% which in view of the probable date of
hakim Shifa’i’s death, cited by sources as the
fifth day of the month of Ramadan in 1037
AH (9 May 1628) or 1038 AH (1628—1629),*
would mean Riza-yi ‘Abbasi produced a
portrait of Shifa’i approximately seven years
after his passing. This already caused doubts
with Abolala Soudavar,?* even before Mu‘in
Musavvir’s dating was refuted by dates found
on the French, Prague and now the Istanbul
portrait. The Prague painting established that
the original was produced no later than in
1038 AH (1628—1629), that is to say, around
the time of Shifa't’s death. The Istanbul
painting, whether the date pertains to the
production of the copy or follows the date
on the model — perhaps the master’s work —
now moves the assumed date of the original’s
production by two more years.

The individual known copies of the portrait
of hakim Shifa'i were produced in temporal
intervals of at least seven and at most
fifty years in the case of Mu‘in Musavvir’s
painting, which, however, was made only
subsequently, perhaps out of nostalgia on the
part of the customer or the painter himself
in his latter career,® a sentiment that could
be suggested by his having made a portrait
of master Riza-yi ‘Abbasi forty years after
his death.?* The whole series serves as an
illustration of the scale of the practice of
copying masters’ works in the tradition of
17th century Persian painting. To the author’s
knowledge, the series of portraits of hakim
Shifa'i, in terms of the number of extant
copies depicting a specific, identified figure,
is perhaps only ‘rivalled’ by the series of five
portraits illustrating master Muhammad ‘Ali,
the Gilder of Shiraz (Fig. 3).%

Three of the portraits of master Muhammad
‘Ali — those from the collections of the
Museum of Fine Arts, the Keir Collection
and The Metropolitan Museum of Arts — still
carry the signature of Riza-yi ‘Abbasi, whose
authenticity, however, was refuted in all cases
by Sheila Canby.? The fourth portrait from
the collection of the Bibliothéque nationale



2 Portrait of a Seated Man, 1036 AH (1627). Istanbul, Topkapi Palace
Museum Library, courtesy of the Topkapi Palace Museum Library.

de France, which we might add is contained
in the same album as the French copy of the
portrait of hakim Shifa’i, appears at least at
cursory inspection originally to have carried
an inscription alluding to Riza-yi ‘Abbasi’s
authorship. Just like on the folio with hakim
Shifa'i, here too the inscription was later
erased and its precise wording would require
a thorough examination of the album in situ,
which the author has been unfortunately
unable to do. Nevertheless, the fact that

the series of portraits of Muhammad ‘Alj,

as an example of the practice of pupils
copying their masters’ works, serves as a
notable parallel to the series of portraits

of hakim Shifa1 is also supported by one

of the inscriptions on the fifth portrait of
Muhammad ‘Ali, namely the copy from

the original collections of Dirkan Khan
Kelekian. Rudolf Reifstahl’s translation of it
reads: “My master has painted the above on the
seventh of Ramazan, 1020 (Monday, November
14, 1611 A.D.).”” It is thus clear that dates
inscribed on copies could represent the date
of production either of a particular copy or
of the original itself within contemporary
painting practice.

Of the five extant portraits of hakim Shifa’1,
the Prague copy is clearly most refined in its
rendering and appears most perceptive of
the portrayed subject. According to historical
sources, hakim Sharaf ad-Din Hasan died at
the age of 72 or 82, his birth being cited as
either 956 AH (1548—1549) or 966 AH (1558—
1559).28 The Prague portrait in particular
captures a likeness of the poet and physician
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3 Portrait of Ustad Muhammad °Ali. New York,
The Metropolitan Museum of Art, licenced under
CC0 1.0.

79



80

as an elderly man embodying wisdom,
erudition and spiritual maturity. If hakim
Shifa'i really was portrayed by Riza-yi ‘Abbasi
in an advanced age and in the latter phase of
the artist’s career, as the copies’ dates indicate
and as would apparently also correspond to
the stages of Riza-yi ‘Abbast’s artistic activity,
then the Prague portrait, even after the
addition of the Istanbul drawing, still appears
to be most faithful to the original by virtue
of its form, even though it is now ‘overtaken’
by the portrait from Istanbul in terms of
historical succession.

The Prague portrait and Mu‘in Musavvir's
painting of hakim Shifa’i still create the
impression that they are copies of the
master’s original work, whereas the other
three portraits are either looser or less skilful
adaptations or copies of copies. Considering
the similarity between Mu‘in Musavvir’s
portrait of Riza-yi ‘Abbasi and the Prague
portrait of hakim Shifa’i, especially in the
delicate modelling of the face, there once
again arises the question of Mu‘in Musavvir’s
potential contribution to the Prague portrait.
It is noteworthy that the previously assumed
date of Mu‘in Musavvir’s birth around 1617
has been recently moved further back to
1610—1615 by Robert Eng, who claims Mu‘in
Musavvir became a pupil at Riza-yi ‘Abbasi
around 1630.” The theory concerning
Mu‘in Musavvir’s contribution to the
Prague portrait now appears more realistic
historically, nevertheless, for lack of other
convincing arguments from anything but the
works’ formal similarity, it remains purely
speculative.
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Conservation

of Japanese Woodblock Prints
in the National Gallery Prague

BARBORA BARTYZALOVA

Because of their charming character, Japanese ukiyo-¢ woodblock prints were popular
export articles which often appear in museums, galleries, and private collections. The study
briefly describes the technical aspects of woodblock prints, the characteristics of traditional
materials, typical damage, and treatment methods. In the end, it recommends safe ways to

display and store the woodblock prints.

Comprising around four thousand prints,
the National Gallery collection of Japanese
woodblock prints includes a remarkable
number of single-sheet prints ichimai-e,
illustrated books ehon, picture albums, and
woodblock prints in the form of hanging
scrolls and fans. The earliest black and white
prints from the late 17th and early 18th
centuries and multi-coloured woodblock
prints nishiki-¢ (brocade pictures), the
paramount Japanese print artworks from the
18th—19th centuries, as well as remarkable
aniline prints from the second half of the
19th century are represented.

The lack of profound knowledge of the
materials and production technology of
Japanese woodblock prints resulted in
improper treatment both in the past and
present, which many times cause irreversible
damage to the print and reduce its historical
and aesthetical value. The knowledge of
traditional materials and technologies is
crucial for proper conservation. This report
thus seeks to highlight the technical aspects
of Asian materials and the typical damage to

Keywords
conservation, Japanese woodcuts, ukiyo-e, Japanese paper,
Japanese print
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be found in the Japanese woodblock prints
and suggests proper treatment in accordance
with the domestic tradition. The text is
further equipped with the conservation photo
documentation of the woodblock prints

to illustrate the damage and conservation
methods.

Technical Aspects
Japanese woodblock printing art falls in the
category of relief printing. A single colour
image is formed by a simultaneous print from
several wooden blocks — one block for each
colour. The ink is applied to the block and
a moist handmade paper is placed on top.
A baren (disk-like hand tool) is then used for
circular movements over its surface.*

The wooden block is printed on the
handmade washi paper which is made of
bast fibres from the inner bark of the paper
mulberry (kozo bush). After steaming, the
upper part of the bark is removed from the
kozo fibres and is subsequently boiled in
alkaline infusion which produces chemical
agents that are the natural components of
bast fibre (lignin, pectin, hemicelluloses).?
The softened fibres are washed to remove the
remaining alkaline parts and are pounded
with wooden sticks or mallets that do not
shorten the fibres but rather loosen them
and coarsen their surface. Such fibres are
very long, ranging from 6 to 20 mm.? The
pounded fibres are mixed in water with the
addition of slime from Abelmoschus (Hibiscus
abelmoschus).* The properties of the suspension
and of the equipment of the suspension tub
enable the paper producer to gain very thin,
even, and strong sheets of double-fibre paper
which are pressed and dried on wooden
boards that are exposed to sunshine.

The paper type which is traditionally
used for ukiyo-e prints is called hosho. It is
prime-quality paper from pure kozo fibres
which endures the entire printing process
and excellently absorbs the printing ink.
Furthermore, its size remains unchanged
after moistening which crucially influences
the flawless colour register of the individual
planes. Usually, denser papers with high
opacity, which was obtained by adding raw
rice starch into the paper suspension, were
used to print the individual images. A coat
of dosa, a solution of the gelatine nikawa and
alum, was sometimes applied to the surface
to prevent the bleeding of colours. Alum
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1 Shugansai Shigehiro, Girl on a Wooden Bridge, mid-
19th century, National Gallery Prague (Vm 2594). Prior to
conservation. The print was pasted with acid pasteboard
which turned the original into yellow; moreover, this
treatment suppressed the relief impression of the print.

forms cross-links with collagen which makes
gelatine insoluble. However, woodblock
prints called surimono® make an exception,
often using prime-quality hosho paper, non-
glued or only very slightly glued, which
allowed printmakers to achieve specific
printing techniques and three-dimensional
reliefs.

Mineral pigments as well as vegetable dyes
bound to the substrate were used for the
preparation of print inks. The himenori paste
made of rice was used as a binder” while the
nikawa gelatine was used for coarser mineral
pigments and metal powders.

Typical Damage

of Japanese Woodblock Prints

Japanese handmade paper is highly age-resis-
tant because of its material and production
technology. It naturally contains a higher
amount of hemicelluloses which cover the
kozo fibres and make the paper more elastic.
Boiling of fibres in an alkaline environment
causes the paper to keep its pH neutral and
unless an enormous amount of potassium



1 Condition after conservation. The woodcut was moistened, removed from the pasteboard and stretched on the karibari board.
The conservation treatment was carried out by Hana FiSerov4, a student of the Secondary School of Graphic Arts, as part of her
thesis in 2017.
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2 Utagawa Kunisada, Iwai Hanshiro V, a hero of Hakkenden inu no soshi series,
1852, National Gallery Prague (Vm 3148). A reverse of the print with visible traces
of the baren smoothing tool and the original print colours. Total pasting with
opaque paper causes the loss of these typical features.

alum (KAI(SO,),) is used, acid hydrolysis
poses a much lesser threat to Japanese
handmade paper than to European paper.
Nevertheless, various types of damage may
appear which may be caused by improper
manipulation, exposition, deposition, and
degradation in the ageing processes.
Japanese paper, thin and subtle at first
sight, is also very firm and resilient. In
Europe, much thicker sheets of paper are
common; therefore, we tend to think that
Japanese paper requires reinforcement.
Pasting the back of the woodblock print
appears to be the most common repair.
Japanese woodblock prints were pasted,
wholly or partly, with strong pasteboards,
cardboards, and technical cardboards,
sometimes using starch paste, other times
using animal glue or various types of
tapes (Fig. 1). The total pasting proved
unnecessary in one third of the cases. These
materials, which succumb to lignin and acid
hydrolysis degradation to a much greater
extent and which change the colour, turning
the pure white paper into yellow, thereby
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also changing its character, damage the
relief effect of the wooden matrix imprint
and make viewing the back of the print
impossible. However, valuable information is
preserved on the back of the print — traces
of the smoothing tool baren as well as the
print’s original colours in case they faded
away on the obverse (Fig. 2). Total pasting
may cause irreversible loss.

Starch which was added to the paper
suspension to increase the paper opacity
sometimes had a tendency to cluster when
collected from the suspension. During the
ageing of paper, optical differences between
the cluster and its surroundings are visible.
These parts appear as lighter spots (Fig. 3).

The structure of Japanese paper is naturally
more open. It adopts rough impurities and
dust more easily while absorbing air humidity.
When manipulated it is prone to abrasion and
the pulling of fibres from the surface which
then form rolls that again easily absorb dust.
These damaged parts are most commonly
found in corners as they were directly
touched with fingers during manipulation.

Cracks as well as torn-off, dirty, and
abraded corners are also common as well
as various tapes and losses caused by the
inconsiderate removal of these tapes. Quite
often, biological infestation by insects
appears; in the Japanese environment
mostly by the deathwatch beetle (Xestobium
rufovillosum). The woodblock prints were
kept in wooden boxes or on wooden shelves
which were infested by the beetle.® The paths
made by its larvae are rather wide because
the larvae may reach up to 11 mm. Japanese
paper may be further affected by moulds and
foxing® when deposited in unsuitable climate
conditions (Fig. 4). Folds in the middle of the
sheet or breaks near the edge with sewing
openings, occur frequently. If the print was
fixed to the underlay along the edges or at
spots, paper is waved and deformed, and the
corners are even ripped off at the places of
adhesive joining.

Vegetable dyes are rather unstable,
sensitive to light and humidity and prone to
bleeding. The conservation treatment must
adapt to their nature. In Japan, woodblock
prints were usually kept in albums or cases
protected from light. Contrarily, they were
often framed and hung on walls for long-
term display in Europe. Because the layers
of colours included light-sensitive pigments,



these prints lost their original colour or
faded considerably (Fig. 5). Unfortunately,
such damage is cumulative, meaning that the
time of exposure to light adds up during the
print’s life and the reactions continue even
after it is placed in darkness.*

Acquired from safflower (Carthamus
tinctorius), the beni dye was most frequently
used for red and pink areas. The next most
frequently occurring red dye, akane, was
extracted from the roots of Rubia (Rubia
akane, Rubia tinctorum)."* As far as yellow areas
are concerned, the resin gamboge was used for
the early prints of the first half of the 18th
century while pigment extracted from the
roots of curcuma ukon and pigment kariyasu
from the leaves of Miscanthus tintorius were
used in the second half of the 18th century.

Aobanagami dye extracted from the petals
of the Asiatic dayflower (Commelina communis)
and indigo ai from Indigofera were blue
plant dyes. Aobanagami is regarded as the
most problematic colour layer in Japanese
woodblock prints. This dye is extremely
sensitive to direct and fluctuating humidity.*?
The above-stated dyes are sensitive to light,
and wukon (curcuma) is also highly sensitive
to humidity. However, one must be cautious
with green and violet areas too because these
hues are mixtures of primary colours. The
violet colour was achieved by mixing the
safflower and Asiatic dayflower. Regarding
green, earlier prints show curcuma mixed
with Asiatic dayflower while the later
ones revealed the yellow and gold mineral
orpiment mixed with indigo.»

Further pigments may be found in the
prints: lamp black (sumi); red, yellow and
brown ochres; shell white (gofun); lead white
(empaku), orpiment (kio) containing poisonous
arsenic; crushed mica (kira); red lead and
vermilion (shu); very popular Prussian blue
(bero-ai); very rarely azurite (gundzho); and
malachite (rokusho). Brass and tin pigments
may imitate metal areas such as sword
blades or are found in patterns decorating
kimonos and clothing accessories. The
binder degradation of coarse pigments may
sometimes result in powdering.

When brass powder is used, copper cor-
rosion often occurs in the form of darkened
areas, pervading through the paper degrading
cellulose fibres (Fig. 6). Sometimes, the paper
underlay may fall off in the printed areas
(Fig. 7).

3 Hosoda Eisui, The Lovers Komurasaki and Gompachi, c. 1796, National Gallery
Prague (Vm 2682). Detail. White spots are clusters of starch added to the paper
suspension to increase the paper opacity.

4 Kitagawa Utamaro, The Hour of the Snake from the series The Twelve Hours in
Yoshiwara, 1794—1795, National Gallery Prague (Vm 160). Detail. The small spots
are referred to as foxing.
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The areas imprinted by lead pigments (red
lead, lead white), may form dark veils as
a result of air pollutants (Fig. 9). In Japan,
such damage is regarded as patina type and
is not eliminated. The earlier literature states
that this patina may be reduced by hydrogen
peroxide; however, such treatment changes
the hue of the pigments.*

The pigments sensitive to humidity include
ukon (curcuma), beni (Rubia), 4i (indigo),
and aigami (Asiatic dayflower). Watering
processes or moistening must be done with
extra caution. If colours are not damaged by
fading, they are more sensitive to humidity
than those already faded. In case of moist
cleaning, pigments may migrate through the
paper underlay which causes fading on the
obverse. This process also occurs during
pasting when the pigment bleeds through to
the pasting paper (Fig. 10). In case of local
watering, leakage and stains occur which are
difficult or impossible to remove (Fig. 11).
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5 Utagawa Kunisada, Ichikawa Danjuro VIII with a Fue (flute) in a Court Robe Seated under a Japanese Cherry, 1851—1853, National Gallery
Prague (Vm 5769). An example of significantly faded colours caused by exposure to light.

Conservation of Japanese

Woodblock Prints

Using natural dyes mainly extracted

from plant sources is the central issue of
Japanese prints conservation. Chemical and
technological research must be carried out
prior to conservation treatment to at least
partly identify dyes and pigments and suggest
the most appropriate and careful method.
Non-destructive techniques are used for the
identification; at first, multispectral depiction
is generated in the light radiation of various
wavelengths (infrared IR 1700nm—780nm,
visible light VIS 780nm—380nm, ultraviolet
UV 380—360nm) (Fig. 12), and later devices
are used.

In the side light of the visible spectrum,
the relief of the print is highlighted as well
as the breaks, folds, and paper structure.
We also monitor what is happening on the
reverse side of the print; whether the colour
areas bleed through or whether stains of



corrosion caused by brass pigments appear.
The brass pigment areas are easy to identify
as they luminesce under ultraviolet light
(Fig. 13). We can also observe luminescence
and the changing colours of spots; for
example orpiment changes its colour from
yellow to a bright yellow highlighter colour.
When observing under ultraviolet light,
sources are used which are equipped with
filters to eliminate the unneeded parts of the
spectrum.

A USB microscope is suitable for detail
observation; furthermore, it enables taking
photographs easily (Fig. 6).

The identification of vegetable dyes is
more complex. Depiction of the print in
false colours, which is based on the ability
of various materials to reflect infrared
radiation, may be very helpful. For example,
indigo becomes bright red while Prussian
blue becomes violet in false colours. This
technique can thus differentiate blue colour
from blue pigment although they may appear
to be the same to the human eye.”

Very thin layers of inks are applied to the
woodblock prints; therefore, apparatuses
are required for more detailed identification.
With regard to the non-invasive methods of
colour layer identification, the laboratory of
the National Gallery Prague carries out x-ray
fluorescence (XRF) and Raman spectroscopy.
We are currently seeking and testing
technologies which provide the most relevant
results for Japanese prints.

The double-fibre character of Japanese
paper and its open structure do not allow
for mechanical cleaning with rubber and
sponges. Impurities may be blown off by
a cold current of air or brushed off with fine
brushes. PU sponges without latex may be
used in some cases as they absorb impurities
and are delicate at the same time (Fig. 14).

If rolls of fibres already exist on the print
surface, we cut them off with a sharp scalpel
and a pair of pincers under the microscope
(Fig. 15). The fibre edges may be attached
to the underlay with the water and ethanol
solution of cellulose ethers.

In case sensitive dyes or metal powder were
used on the print, water processes must be
eliminated. Short-term protection of colour
layers by fixation, e.g. with cyclododecane,
usually does not work.

Because the kozo fibres are very long and

are prone to absorb humidity, local temporary

6 Ryusai Shigeharu,
Arashi Rikan 11,

c. 1834, National
Gallery Prague

(Vm 3699). A

USB microscope
photograph
AM4113ZT Dinolite
Premier magnified
50 times. A detail
of a metal décor
on the obverse

and corrosion that
penetrated through
the paper underlay.

7 Kurizono (?),
Surimono with a
Peony Motif on the
Panel, National
Gallery Prague

(Vm 2131). Detail.
The paper underlay
was affected by

- corrosion in the brass

powder areas to
such an extent that it
began to crack and
fall off.

8 Kurizono (?),
Surimono with a
Peony Motif on the
Panel, National
Gallery Prague

(Vm 2131). Detail
of damage caused
by corrosion on the
reverse which was
first treated by local
deacidification to
stabilise corrosion
and afterwards the
areas were pasted
with thin Japanese
paper.
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9 Ryusai Shigeharu, An Actor Playing a Man in the Windstorm, 1832, National
Gallery Prague (Vm 2065). There is a visible dark veil on the actor's robe as a result
of the reaction of lead included in vermillion with air pollutants.

fixation does not work and the colours may
bleed despite this protection. The water
solution of isinglass, applied by an ultrasonic
steam generator (Fig. 16) or the isinglass
solution in combination with the Japanese
seaweed funori which prevents shines (Fig. 17)
may be used to consolidate the powdering
pigments. Even low concentrations lead to
a successful application.
If the print colours are stable or faded
and we consider water-based cleaning, it is
recommended to use cleaning in a sandwich
of moistened blotting papers which suction
the degraded products that appeared in
the paper during the ageing process, but
hemicelluloses that naturally wrap the
kozo fibres are not washed away (Fig. 18).
Washing woodblock prints in a water bath
is not recommended. Hemicelluloses protect
the fibres and increase paper elasticity.'
Moreover, starch may be washed out and
paper may change its structure. Suction
salt may also be used during local cleaning
of edges and stains. Suction regulation is
required, using the lower mode that prevents
colour layers from migration; the affected
areas are stippled and locally moistened.
Water and ethanol solutions or other
dissolving agents may be used with care.
Moistening cannot be evaded if the removal
of unsuitable dubbing or tape is required.
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10 Kikugawa Eizan, Portrait of a Fashionable Cherry-
blossom Viewing Party, 1815—1820, National Gallery
Prague (Vm 6315). A photograph from the National Gallery
conservation department'’s archive. The condition prior

to conservation (left) and after conservation (right). An
example of inappropriate conservation during which the
colours bled through pasting.

The amount of humidity may be regulated
again by the ultrasonic steam generator or
Gore-Tex (Sympatex) foil.

The conservation of woodblock prints with
metal decoration resembles the treatment of
archival materials affected by the corrosion
of iron gall inks. Water processes should be
reduced to a minimum, and the print must
be kept in a stable environment without
fluctuating humidity to prevent the migration
of cupric ions. Local deacidification may be
considered; however, the décor is sometimes
printed over an underlay made by a different
colour. Some natural dyes and pigments can
change their hues depending on the pH of
the environment.” Many prints from the
Osaka region that are in the collection of the
National Gallery Prague revealed metal décors
on areas printed by Prussian blue which is
highly sensitive to an alkali environment
(Fig. 13). If the paper were deacidificated
in an area that was printed by such a dye
or pigment, the colour of the area would
change. In such case, the damaged fragile
paper is reinforced with Klucel adhesive



laminating foil previously activated by
ethanol and deacidification is never used
(Fig. 8).

Prime-quality Japanese paper of similar
structure and weight as the original is used
to repair local cracks and losses. Significantly
low-viscose glue must be applied; high-
concentrate glues result in a local shrinking
of paper and hardening around the glued
joint. Glue is applied either on a smooth
non-absorptive mat and removed from the
underlay by a paper strip used to repair
the defect or it is applied to paper strips on
a wooden board which absorbs excessive
humidity. Treatment with an adhesive foil
coated with Klucel is very convenient.®® If
thin strips or patches are applied to moist
paper, humidity activates the glue eliminating
shrinking, or allowing only a small one which
may easily be levelled during subsequent
stretching.

Because the hosho paper was filled with
raw starch, a heated spatula should not be
used for the treatment of defects (starch
gelatinisation begins at the temperature of
60 °C). The paper may become transparent in
warm areas.’

Stains caused by clustered starch grains
may be reduced with great difficulty.
Nevertheless, impurities around them may be
reduced to mitigate the optical differences.?

11 Utagawa Kunisada, /lwai Hanshiro V, a hero of
Hakkenden inu no soshi series, 1852, National Gallery
Prague (Vm 3148). Condition prior to and after
conservation. The spot caused by local leakage was sucked
out with the use of water and ethanol solution.

If overall backing is required, prime-quality
lightweight Japanese paper is used to avoid
reducing the visibility of the elements on
the reverse side of the object. Diluted wheat
starch or a reinforcement adhesive foil with
a coat of Klucel activated by alcohol is used
as glue.

According to East Asian tradition,
stretching the Japanese print on the karibari
board is the most appropriate levelling
method. It retains the original structure of
Japanese paper along with the relief effect
which are typical features that might be
damaged irreversibly during pressing.* Some
prints on thin paper may be pressed in
a soft sandwich, e.g. made of felt or filtration
papers, but paper may warp and remain
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12 Shunkosai
Hokushu, Actor
Asao Gakudzuro |,
1st half of the 19th
century, National
Gallery Prague (Vm
2554). Multispectral
depiction in various
spectrums of light.

92

a Dispersed white light. The clothes are slightly bled;
spots and leakage appear mostly in the upper part. The
sensitivity of the layer of colour in water indicates the use of
vegetable dyes.

unlevelled. This property seems to proceed
from the production process when the
freshly collected sheets of paper dry out on
wooden boards and so stretching is the most
appropriate method of levelling.

The inner wooden structure karibari is made
of laths which are attached to one another and
crossed to minimise twisting under increased
humidity. They are made of the hinoki cypress
wood which is light, resilient, and not prone
to twisting. Several layers of paper are further
glued on this wooden structure in a precise
sequence and the surface is impregnated
with kakishibu which is the fermented juice of
unripe kaki (Diospyrus japonica). The karibari
board is made to minimise the risk of ripping
the object during the drying period. The
paper cover of the board collaborates with the
print, stretching and shrinking depending on
the humidity. When the conserved object is
stretched, auxiliary strips of Japanese paper
cut by a water cut are attached to its edges;
this is mostly done with the long fibres and
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b Sharp sidelight highlighting the paper damage.

wheat starch (Fig. 19). Afterwards, the slightly
moistened print is glued to the karibari on all
sides only along the edges of auxiliary strips.
During the drying process, the fibres level up
evenly and slowly adapt to the new shape (Fig.
20). The print under conservation must be
stretched for at least three weeks to eliminate
the reversibility of defects. The karibari may
be replaced by a board with a smooth surface
made of low-resin wood. Nonetheless, such
a board is unable to cooperate with the
stretched object the same way as the karibari
board; therefore, the moistening intensity
must be well estimated. When working with
extremely fragile objects, the moistened work
may be covered with a sheet of moistened
rayon paper or other suitable paper which is
glued along all the sides around the original
that is being levelled. Thus the original is
levelled by the stretching of the upper layer
without being strained.?

Retouching is used only for patches
because they are completely irremovable from



C An ultraviolet photograph shows the illuminated areas
inside the sleeves imprinted by red colour; furthermore, the
yellow areas, which seem to be the same, are differentiated
and the clothes darkened and turned to brown. On the
other hand, the yellow colour remained unchanged in some
parts of the sword.

most of the originals. Watercolour paints and
pastels are used as well as pigments bound
with a suitable binder (gelatine, isinglass,
gum Arabic, Paraloid B72). Sometimes, the
underlay must be fixed with glue because
the long fibres absorb the colour unevenly.
Traditionally, the surface is fixed by ddsa —
the gelatine and potassium alum solution
(the potassium alum concentration must not
exceed 5%) and also milk from soya beans
(Chinese method).

Backing the print with suitable cardboard
or pasteboard is one of the conservation
methods; the retouched additions are
applied directly to the cardboard so that the
patches are not fixed directly to the original.
The print is then fixed to the cardboard
with paper strips (V-hinges) along the top
edge.? The manipulation with a print fixed
to a firmer underlay is very advantageous.
This method of adjustment is suitable for a
horizontal display in cases.

d False colours (IRFC) — The clothes depicted in false
colours (red hues) suggest the use of a vegetable dye,
perhaps indigo; however, the violet hue in the original
colours indicates Aobanagami. The laboratory of the
National Gallery Prague seeks the best method to identify
vegetable dyes in Japanese woodblock prints in the long
term.

Long-Term Depositing,

Exhibiting, and Manipulation

Preventive conservation and gentle manipula-
tion facilitates the preservation of (not only)

Japanese woodblock prints in good condition.

Because these artworks spend most of their
time in repositories, it is important to choose
suitable materials to protect them. Unlike
usual materials of archival quality which are
equipped with alkaline buffer, it is beneficial
to keep Japanese prints in envelopes and
mountings fulfilling the standards for photo-
graphic materials. Because many biological
colours and pigments on Japanese prints

are sensitive to an alkaline environment,
materials with non-alkaline buffers are bet-
ter. The woodcuts in the Collection of Asian
and African Art are gradually removed from
unsuitable old mountings and acid paper and
are placed in envelopes made of transparent
glassine paper with neutral pH without an

alkaline buffer.

Bulletin of the National Gallery Prague XXVI11/2018

93



13 Ryusai Shigeharu, Arashi Rikan Il, National Gallery Prague (Vm 3699). Detail
of copper corrosion and dispersion of copper ions into the print surrounding under
the UV light which becomes evident by a dark violet luminescence and violet halo

around these parts.

14 Ryusai Shigeharu, Actor Iwai Shidjaku as Terute no hime, 1833, National
Gallery Prague (Vm 1957). Detail. Mechanical cleaning of surface with a PU
sponge.

The material for mountings should also be
non-acid and without an alkaline buffer. Most
of the works of art, which were removed
from frames and placed in mountings
for exhibitions, remain in the mountings
afterwards; therefore, selecting adequate
material for mountings is essential. A proper
setting of the object on the mounting is
important so that the work may be removed
if necessary.> The hinges made of Japanese
paper or another thin paper are glued to the
woodcuts with easily removable glue, e.g.
wheat starch or cellulose ethers. We try to
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ensure that the mounting window is a couple
of millimetres bigger than the original to
avoid loading and overlapping of the edges.
It is convenient to make the back of the print
easily accessible too; therefore the fixation of
paper hinges should be as follows: the strip
is bent under the print and subsequently
glued over by another strip of paper,
so-called ‘V-hinge'. If the print is levelled on
the karibari board with the auxiliary strips

of paper, the strips may be left in place and
their upper edge may be fixed to the bottom
of the mounting or such edges may be
created additionally.

The exposure of woodcuts is limited by
time and the intensity of lighting because of
their sensitivity. The intensity of light should
never exceed 50 Lux, which is acceptable by
the spectator while remaining safe for the
object. Daylight is absolutely inappropriate
and light sources without UV radiance are
naturally required. The exhibition period
is limited to 2—3 months after which the
woodcut is returned to the darkness of
a repository for at least three years, in rare
cases for five years. Light should be dimmed
in manipulation areas as well. Relative
humidity should meet the museum/gallery
standards, i.e. 50 RH +5% and temperature
18—20°C. If the depository temperature is
lower, the work of art should be acclimatised
step by step.”

Conclusion

The aforementioned conservation techniques
are examples of an individual selection of
methods that respect traditional production
technology as well as the specific materials
used for making Japanese woodblock prints.
Inappropriate repairs and adjustments from
various periods of time unfortunately also
affected the works in the Collection of Asian
and African Arts of the National Gallery
Prague. These treatments were gradually
eliminated, returning the original appear-
ances to the woodcuts as much as possible,
using the techniques and materials from

the place of their origin. New conservation
treatments are done with emphasis on retain-
ing the greatest possible authenticity of the
artworks and on treatment reversibility. The
protection of artworks under suitable condi-
tions during the long-term deposition and
observation of the exhibition regime, which
limits the exposure of the works, is a signifi-



15 Cutting the rolls of fibres with a pair of pincers, a
sharp scalpel and a magnifying glass.

lllIlIIIII".

16 Utagawa Hiroshige, Thirty-six Views of Mount

Fuji, 1859, National Gallery Prague (Vm 1388). The
powdering parts, which are imprinted by Prussian blue, are
consolidated with 0.5% solution of isinglass by ultrasonic
steam generator.

17  Tamiyaki, Surimono with a Cock, Hen and Chicken,
mid-19th century, National Gallery Prague (Vm 1147). The
décor printed by crushed mica was flaking off noticeably
on the obverse. 1.5% solution of isinglass was used in
combination with 0.1% solution of Jun Funori (Pure Funori)
for consolidation.

18 The yellow traces of cellulose degradation products
sucked out into blotting papers after moist cleaning of the
woodblock print.

19 Detail of the attachment of an auxiliary strip of paper
(via long fibres) along the woodblock print reverse.

20 Djukodo Yoshikuni, Actor Ichikawa Hakuen, 1829,
National Gallery Prague (Vm 2537). A woodblock print with
auxiliary strips of Japanese paper fastening it to the karibari
board.
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cant part of the care for the ukiyo-¢ collection.
The regulation of exhibition frequency and
protection during the long-term deposition
are the main goals for the preservation of the
artefact in the greatest possible authenticity
as long as possible.
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REPORTS

Die Jungfrau Maria als Immaculata

voh Lorenzo Mattielli und die Allegorie

der Astronomie nach Giovanni
da Bologna in den Barockkunst-

Ausstellungen der Nationalgalerie Prag

TOMAS HLADIK

Im Rahmen der Dauerausstellung einheimischer Barockkunst der Nationalgalerie in Prag
wurden ab 2008 auch zwei bemerkenswerte Bildhauerarbeiten aus der ersten Hilfte des
18. Jahrhunderts prisentiert, denen ungeachtet ihrer hohen kiinstlerischen Qualititen
bislang keine entsprechende fachliche Aufmerksamkeit gewidmet wurde. In der externen
Ausstellung ,,Barockkunst aus den Sammlungen der Nationalgalerie Prag” im Konvent

des einstigen Zisterzienserklosters von Saar (Zd'ar nad Sazavou) ist die Marmor- und
Alabasterskulptur einer Immaculata ausgestellt, die aufgrund markanter Stilmerkmale
und ihrer brillanten bildhauerischen Verarbeitung Lorenzo Mattielli (1687—1748)
zugeschrieben werden konnte, einer fithrenden, auf dem Feld der Spitbarockplastik im
kaiserlichen Wien und spiter am koniglichen und kurfiirstlichen Hof zu Dresden titigen
Kiinstlerpersonlichkeit. Nur ein wenig frither hatte im Rahmen der Ausstellung ,,Barock in
Biohmen“ im Schwarzenbergpalais auf dem Hradschin die kleine polychrome Holzplastik
Allegorie der Astronomie ihren festen Platz gefunden, die eine hochinteressante bildnerische
Umsetzung der thematisch identischen Kabinettbronzen von Giambologna in die Formen-
und Stilsprache der mitteleuropiischen Hochbarockplastik darstellt.

Ganz am Ende der externen Ausstellung in Schlasselworter ' o
Saar (Zd'é.l' nad Sézavou) ist eine komplette Hogh- und Spatbarockplastik, Loreﬁzo Mattielli, Jakob

X | K X Christoph Schletterer, Jungfrau Maria-Immaculata,
Kollektion barocker Klelnplastlken mittel- Spatrenaissanceplastik, Giovanni da Bologna
europiischer Provenienz ausgestellt, in (Giambologna), Allegorie der Astronomie (Venus Urania)

deren Rahmen der Betrachter auf den ersten
Blick sowohl vom verwendeten exklusiven
Material, als auch der héchsten bildnerischen
Qualitit der kleinen Statue der Jungfrau Maria
als Immaculata in Bann gezogen wird.! Sie zeigt
die jugendliche Gestalt der Jungfrau Maria

auf einem wolkigen Piedestal, das auf einer
von der Schlange umwundenen Erdkugel
ruht. Auch die Erdkugel ruht auf einem
weiBen Wolkenkranz und ist auf einem
niedrigen Sockel befestigt, der ringsum in
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regelmdBigem Rhythmus von einer seich-
ten Wellenlinie umrundet ist. Wahrend die
Erdkugel und der Sockel aus Buntmarmor
in Braun- und Gelbténen sind, wurden
die weiBen Wolkchen und die gesamte
Mariengestalt aus hellem Alabaster mit etwas
dunklerer Aderung gefertigt. Die belebte
Linie des Schlangenkérpers mit dem Apfel
vom Baum der Erkenntnis aus dem Paradies
im Maul wurde offenbar aus polychro-
mem Stuck gefertigt und auf der glatten
Globusoberfliche mit Metallstiften befestigt.
Die grazile Mariengestalt mit der hoch
angesetzten Taille ist hier in der sanften
S-férmigen Linie ihres schlanken Korpers
erfasst (Abb. 1—2). Dem deutlichen
Kontrapost mit dem nach vorn tretenden
linken FuB entspricht die Rechtsneigung
der Hiifte sowie die gleiche Neigung des

zierlichen Kopfes mit dem nach unten auf die

bewegte Wellenlinie des Schlangenkérpers
gerichteten Blick; die beiden ineinander
greifenden Arme weisen hingegen in
bewusstem Kontrast zur linken Schulter. Die
Mutter Gottes ist in ein langes Untergewand
gekleidet, das bis auf das Wolken-Piedestal
hinabfillt, belebt von einem System aus
diinnen langgezogenen parallelen Filtchen,
die sich auf dem vorgesetzten Bein in ein
effektvolles Muster aus kurzen, V-{6rmig
modellierten Falten verwandeln und in

den iippig gerafften Mantel iiberleiten,

den die Jungfrau Maria mit beiden Handen
an einem Zipfel hochzieht und unter der
linken Schulter hilt. Von der Kopimitte wallt
ein lingerer Schleier auf Marias Riicken
herab. Er wird von einem Band in dem

von einem Scheitel geteilten welligen Haar
gehalten (Abb. 3) und durch einige wenige
Schrigfalten gegliedert, deren ruhiger
Rhythmus sich auch auf der Riickseite

des Mantels fortsetzt (Abb. 4). Unter dem
welligen unteren Saum des Untergewands
sind die freien Zehen der mit schlichten
Riemensandalen beschuhten Fiie zu sehen.
Das markanteste Motiv dieser im Detail
realistischen und im Ganzen idealisierenden
Bildhauerkomposition ist freilich die
ausdrucksstarke Modellierung des schweren
Mantels, der die Silhouette der gesamten
Statue breiter macht. Wahrend dessen Stoff
mit umgeschlagenem Obersaum unter der
rechten Hiifte in stark gekriimmten Falten
zusammengerafft ist, dem der lebhafte
Rhythmus des Untersaums entspricht,
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fillt der Mantel auf der entgegengesetzten
Seite frei von der Schulter in einer geraden
ruhigen Bahn herab. An der Stelle, an

der er auf der Riickseite das zum Schritt
ansetzende linke Bein beriihrt, klafft
gleichzeitig eine verbliffend tiefe Liicke,
die einen interessanten Blick in den offenen
Statuenkern freigibt (Abb. 5).

Die erstmalig publizierte Immaculata-
Statue ist in den 1950er Jahren aus einem
Kirchendepot in die Nationalgalerie
gelangt und wurde hier als Arbeit eines
unbekannten tschechischen Meisters
des ausgehenden 18. Jahrhunderts
inventarisiert. Old¥ich J. Blaziek sah
sich spidter dazu veranlasst, sie dem Werk
eines Osterreichischen Bildhauers aus der
gleichen Zeit zuzuschreiben, noch spiter
zog derselbe Forscher die Autorenschaft
von zwei herausragenden Personlichkeiten
der spitbarocken Bildhauerkunst in der
Kaiserstadt Wien in Betracht — von Lorenzo
Mattielli (1687—1748) und Johann Baptist
Hagenauer (1732—1810).> Die Marienstatue
mit ihrem deutlich ausgepriagten Kontrapost
sowie der schwebenden Bewegung des
S-f6rmig gedrehten Kérpers mit dem
sanften Hiiftschwung sowie der Betonung
der Vorderansicht und der geschlossenen
Silhouette verrit wirklich eine Nihe zum
bekannten Figurentyp von Lorenzo Mattielli.
Dieser hob sich allerdings stark vom
bekannten ,K6rperkanon‘ der Frauengestalten
Hagenauers ab. Zu Beginn seiner
Kiinstlerlaufbahn wurde er jedoch von einem
anderen Absolventen, dem spiteren Professor
der auf Bildhauerei spezialisierten Klasse
an der Wiener Akademie Jakob Christoph
Schletterer (1699—1774) iibernommen.? Der
inspirative Einfluss von Lorenzo Mattielli,
einem Kunstler aus dem oberitalienischen
Vicenza*, zeigt sich vor allem in Schletterers
Frithwerk, in Verlauf dessen ab Mitte der
1730er Jahre eine Reihe von bildhauerischen
Darstellungen der Immaculata entstanden
sind, welche die ausdrucksstarke Bewegung
des schlanken Korpers und die lebhaften
Linien der duBeren Silhouette kennzeichnen.
Seinen ersten bemerkenswerten
kiinstlerischen Erfolg erzielte Schletterer
mit der zentralen Skulptur der Mariensiule
im ungarischen Odenburg (Sopron) (1744),
deren eindrucksvolles Resultat der junge
Kiinstler in einer Reihe von kleinformatigen
Varianten der Plastik wiederholt hat, die



1 Lorenzo Mattielli, Jungfrau Maria-Immaculata, um 1735, Narodni galerie Praha. Foto: Narodni galerie Praha (David Stecker).
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2 Lorenzo Mattielli, jungfrau Maria-Immaculata.

schon bald zu einem begehrten Artikel auf
dem Kunstmarkt wurden.’ Die osterreichische
Forscherin Ingeborg Schemper-Sparholz

hat vor Jahren auf zwei hochwertige
Barockstatuetten aufmerksam gemacht,

die durch ihre Wiener Provenienz, den
verwendeten Figurentyp der Jungfrau Maria-
Immaculata und auch durch die hohe Qualitit
ihrer kiinstlerischen Ausfithrung miteinander
verbunden sind. Konkret handelt es sich

um eine Terrakottaplastik aus dem Besitz

der Osterreichischen Galerie in Wien von

der Hand Lorenzo Mattiellis® (Abb. 6) und
eine Alabasterskulptur aus der Magyar
Nemzeti Galéria in Budapest, die von der
Fachliteratur zuverlissig ins (Buvre Jakob
Christoph Schletterers (Abb. 7) eingeordnet
wurde.” Wihrend im ersten Fall nicht
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genau bekannt ist, fiir welchen konkreten
Auftrag Mattielli die Tonstatuette eigentlich
geschaffen hat, ist die Alabasterskulptur
fur die ungarische Abtei Zirc entstanden,
wobei auf westungarischem Gebiet noch
weitere kleinformatige Marienfigiirchen des
Autors erhalten geblieben sind.® Alle tragen
die charakteristischen Stilmerkmale des
oberitalienischen Statuentyps der Immaculata,
den Mattielli in Form der erwidhnten Statue
aus Wien in die Kaiserstadt gebracht hatte.?
Vom Thema her reprisentieren alle
erwihnten Bildhauerarbeiten eine
der hiufigsten Varianten der gegen-
reformatorischen Darstellung von Marias
Unbefleckter Empfingnis (Immaculata Conceptio),
bekannt als La Pirisima.”® Im Sinne der
Erzihlung in der Apokalypse steht hier
die betende Maria auf der Erdkugel (und
meist auch auf einer Mondsichel), die von
der Schlange mit dem Apfel des Baums
der Erkenntnis aus dem Paradies im
Maul umschlungen ist. Die jugendliche
Erscheinung der Jungfrau Maria wird zugleich
von Engeln oder Putten gepriesen und ihr
Haupt ziert ein Heiligenschein aus zwolf
goldenen Sternen. Dieser ikonografische
Typus, der aus der Gleichsetzung der
biblischen Jungfrau Maria mit dem
apokalyptischen, in die Sonne gehiillten
Weib verbunden ist, das der Schlange den
Kopf zertritt (1. Mose 3,15)", dem Symbol
fiir die der Siinde verfallenen Welt, wurde
tur die Zeit des Barock zur bedeutendsten
Mariendarstellung.’? Im Rahmen eines
Werkvergleichs wird das beschriebene
Schema am getreuesten von der Immaculata
aus Budapest eingehalten, wihrend bei
den Mariengestalten aus Wien und Prag
die verbindliche Geste des Gebets durch
das wirkungsvolle Motiv der auf der Brust
gekreuzten Hande (im vorliegenden Fall ein
wenig seitlich vor der Brust) ersetzt wurde,
das Marias tiefe Demut symbolisiert. Im Fall
der Prager Ausfithrung fehlt lediglich das
traditionelle Geleit der anbetenden Engel,
was allerdings nicht von einer etwaigen
Beschidigung in der Vergangenheit herriihrt.
Die dem Rokoko entsprechende
Stilauffassung der Statuen aus Wien und
Budapest arbeitet mit der weichen Bewegung
des schlankem Marienkorpers mit auffillig
verlingerten Proportionen, ferner mit
einem eng anliegenden Untergewand,
einer geschlossenen Silhouette und dem



quasi nach innen gewandtem Gemiit.
Weitere gemeinsame Merkmale sind dann
die besondere Zierlichkeit von Marias
korperlicher Erscheinung und der kleine
Kopf, dem Betrachter im Dreiviertelprofil
zugewandt, was die ,griechische Form*
der geraden Nase zur Wirkung bringt.

Es handelt sich gleichzeitig um formale
Stilmerkmale, die man auch bei der Statue
der Immaculata aus der Nationalgalerie
Prag finden kann. Vergleicht man aber
alle drei Mariendarstellungen sorgfiltiger,
stellt man fest, dass die Prager Variante
ungeachtet des mit der Budapester
Madonna iibereinstimmenden Materials
in einigen formalen Details und auch im
Gemiitsausdruck schlieBlich doch der
Immaculata aus Wien viel niher steht.
Gemeinsam haben beide beispielsweise
das in der Mantelfaltung verwendete
Kompositionsschema (auch wenn dieser im

Wiener Fall enger am Korper anliegt) mit dem

sehr auffilligen Motiv der langen, kriftigen
Hingefalte, die sich lings der rechten

Seite der Jungfrau Maria herunterzieht.
Praktisch identisch ist die Behandlung des
frei herabfallenden hinteren Mantelteils,
der eine Art leere Nische hinter Marias
Riicken entstehen lasst. Untibersehbar ist
in beiden verglichenen Fillen die grazitse
Geste der verbundenen Hinde der Jungfrau
Maria, genau wie ihr Antlitz ein idealisierter
und vergeistigter Typus. Als sehr dhnlich
kann man auch die Form des kleinen,
ebenfalls zur rechten Schulter geneigten
Kopfes mit dem sorgfiltig iiber die Ohren
gekammten und teilweise durch einen
vom Scheitel abwirts fallenden Schleier
bedeckten Haar bezeichnen. Die Prager
Statue ruft freilich mit ihrer prazisen und
scharf umrissenen Modellierung einen
etwas markanteren Eindruck hervor als

der weich geformte Ton aus Wien, und das
nicht nur durch die scharfkantigen langen
Falten des Untergewands, sondern durch
die gleichartige Behandlung des Stoffes in
der Partie der durchhingenden Bahn unter
der rechten Hifte der Jungfrau Maria. Diese
rein formale Differenz rithrt zweifellos von
der Verwendung ganz unterschiedlichen
Materials bei den hier gegentibergestellten
Statuen her — im einen Fall musste

der Kiinstler bei der Modellierung der
Mariengestalt und ihrer Draperie mit
Spachteln in weichem Bildhauerton arbeiten,

3 Lorenzo Mattielli, jJungfrau Maria-Immaculata — Detail des Kopfes.

im anderen Fall gestaltete er ihr endgiiltiges
Aussehen aus dem wesentlich hirteren
Alabaster. Hinsichtlich der Datierung
unserer Skulptur kann man sich auf die
Erkenntnisse der Fachliteratur stiitzen, die
erkannt hat, dass Mattielli diesen besonders
fragilen und langgestreckten Figurentyp um
die Mitte der 1730er Jahre verwendet hat.

In diesen Zeitraum werden beispielsweise
die allegorischen Skulpturen der Elemente,
Jahreszeiten und Erdteile eingeordnet,

die aus dem Primonstratenserkloster

in Klosterbruck (Louka) nach Jaispitz
(TJeviSovice) gelangten und heute wenngleich
unvollstindig im dortigen Schlosspark
aufgestellt sind.” Die Entstehung der
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4 Lorenzo Mattielli, jungfrau Maria-Immaculata —
Rickansicht.

eigentlichen Immaculata-Statue aus der
Osterreichischen Galerie wird traditionell auf
die Zeit nach 1736 angesetzt." In der Mitte
des gleichen Jahrzehnts kann man auf der
Grundlage der angefithrten Stilargumente
auch die Entstehungszeit der Jungfrau Maria
aus der Nationalgalerie Prag vermuten.

Nur unter Schwierigkeiten diirfte man eine
Antwort auf die Frage finden, welchem
Zweck beide genannten Marienbildnisse
urspriinglich gedient haben. Bei der Wiener
Terrakottafigur wird angenommen, dass sie
als Modello zu einer unbekannten Skulptur
der Jungfrau Maria-Immaculata entstanden ist.
Ein analoges Vorgehen ist im Rahmen der
Atelierpraxis Mattiellis durch zeitgendssische
Berichte belegt, laut denen der Kinstler
das Wiener Atelier immer seltener verlassen
und sich vorwiegend der Anfertigung von
Modellplastiken gewidmet hat. Deren
einziges erhaltenes Beispiel stellt die
polychrome Terrakottastatue des Propheten
Daniel dar, die als Modell fiir eine groBe
vergoldete Holzplastik auf dem Hochaltar
der Klosterkirche der Benediktiner im
niederosterreichischen Melk gedient hat.”
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5 Lorenzo Mattieli, fJungfrau Maria-Immaculata — Blick
auf das linke Profil.

Die Prager Immaculata hingegen verrit mit
ihrem auffillig preziosen Charakter und
dem gewihlten bildhauerischen Werkstoff,
dass sie zu einem géinzlich anderen Zweck
erstellt wurde. Man kann sich vorstellen,
dass sie als Andachtsbild fiir die private
Verwendung und Verehrung oder als
exklusiver Gegenstand fiir das zunehmende
zeitbedingte Sammlerinteresse gedacht war.
Das auBerordentlich wertvolle Kunstwerk
konnte freilich auch als eindrucksvoller
Beweis fiir das Mizenatentum, den erlesenen
Geschmack und die hohe gesellschaftliche
Stellung ihres Auftraggebers entstanden
sein. Fur die erstgenannte Variante und

die Herkunft aus dem Besitz eines hohen
Wiirdentragers der katholischen Kirche in
Bohmen oder Méhren diirfte die neuere
Provenienz dieser hier erstmalig publizierten
Statue aus der Nationalgalerie Prag sprechen.

Allegorie der Astronomie (Venus Urania)
Fiir eine angemessene Interpretation der
polychromen, eine Allegorie der Astronomie
darstellenden Schnitzerei muss ein anderer
Weg der Auslegung eingeschlagen werden,



als er sich bei der Untersuchung der brillant
modellierten Skulptur von Lorenzo Mattielli
anbietet. Sie wurde erstmals im Rahmen
der Dauerausstellung , Der Kiinstler und

seine Werkstatt im Bohmen der Barockzeit* im

St. Georgskloster prisentiert (2003—2007) und
anschlieBend erneut auch in der Barockkunst-
Ausstellung im Schwarzenbergpalais gezeigt,
fur die sie erneut aus den Sammlungen

des Nationalmuseums in Prag ausgelichen

6 Lorenzo
Mattielli, Jungfrau
Maria-Immaculata,
um 1736, Wien,
Osterreichische
Galerie Belvedere.
Foto: Belvedere,
Wien.
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7 Jakob Christoph
Schletterer,
Immaculata, um
1754, Budapest,
Magyar Nemzeti
Galéria. Repro:
Narodnfi galerie Praha
(David Stecker).
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wurde.” Die allegorische Frauengestalt

(Abb. 8) ist auf einem niedrigen rechteckigen
und schlicht gehaltenen Holzsockel
aufgestellt,’® an dessen rechter Seite eine
kleine Armillarsphire und ein niedriges
Prisma angebracht sind, aus dem ein weiterer,
diesmal betrichtlich héherer und schmalerer
Sockel hervorragt, der ein Richtscheit
darstellten soll, auf das sich Venus mit ihrer
linken Hand und Hiifte stiitzt. Thre Gestalt
ist im stark S-f6rmig geschwungenen Korper
mit hoch angesetzter Taille und hohem,
ausschreitendem linkem Bein erfasst, das
sich an das untere Sockelprisma lehnt. Die
im Geist des Barock gebauschte Draperie, die
den SchoB, die Oberschenkel und die linke
Hiifte spirlich verhiillt, fillt zum Sockel
herab, wobei sie teilweise das Richtscheit
verdeckt und rechts im wirkungsvollen
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Motiv des gebauschten Stoffzipfels endet,
und die Statuensilhouette insgesamt breiter
macht. Gleichzeitig hat das kleine Stoffstiick
in der rechten Hand der Venus die Aufgabe,
wenigstens teilweise deren linke Brust zu
verhiillen. Die ausdrucksvolle Dynamik und
starke Expressivitit der Gesamtkomposition
geht nicht nur aus der kriftigen S-Form des
relativ schlanken Korpers hervor, sondern
auch aus der kontrastvollen Fithrung der
beiden diagonalen Hauptachsen — der
Achsen des zum Schritt ansetzenden linken
Beins und des gegenliufig ausgerichteten
und dann scharf angewinkelten linken Arms.
Uniibersehbar und ausdrucksstark ist die
tuppige Haartracht der Venus. Wihrend das
untere Haar, iiber die Ohren nach hinten
gekimmt, wo es in einer lingeren gewellten
Strihne auf den nackten Riicken fillt,

von einem schmalen perlenbeschlagenen
Stirnreif geschmiickt wird, zieren die beiden
oberen dicken Zopfe, von einem reich
geschmiickten Diadem gehalten und vorn

in eigenartigen hohen Locken endend, den
Scheitel dieser Venus, wihrend sie nach
hinten zu einem groBen geflochtenen Knoten
zusammengebunden sind (Abb. 9).

Schon bei einer fliichtigen Betrachtung
wird klar, dass das beschriebene
Kompositionsschema der Allegorie der
Astronomie keine vergleichbare Vorstufe in
der einheimischen Bildhauerproduktion der
Barockzeit hat.” Die vollauf beherrschte
figura serpentinata, der umgesetzte Koérpertyp
und die auBergewohnliche Form der
Barockhaartracht fithrten vor einiger Zeit
zur Ansicht, als inspirierende Vorlage
zu dieser solitdren Schnitzerei aus dem
Nationalmuseum konnte die vergoldete
Bronzeplastik Allegorie der Astronomie
(Venus Urania) gedient haben, eine Arbeit
von Giovanni Bologna (Giovanni da
Bologna, Giambologna, 1529—1608), die
im Kunsthistorischen Museum in Wien
aufbewahrt wird (Abb. 10 u. 13), oder
eine von deren bekannten Varianten oder
Kopien.* Die Wiener Bronze hat annihernd
die gleiche Hohe wie die an der Prager
Figur gemessene und ist in Giambolognas
Florentiner Atelier im Zeitraum von 1572
bis 1575 entstanden; sie wird von der
Fachliteratur als ,mutmaBliche Spitzenleistung bei
der Darstellung seiner selbstindigen Frauengestalten”
eingestuft.” Dieses vergoldete Gussstiick,
einzigartig in seiner kiinstlerischen Qualitit,



8 Prag oder Wien (?), zweites Viertel des 18. |h., Allegorie der Astronomie, Narodni muzeum, Leihgabe an die Narodni galerie Praha.
Foto: Néarodni galerie Praha (David Stecker).
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9 Allegorie der Astronomie, Narodni muzeum — Detail des Kopfes.

Oberflichenbearbeitung und erhaltenen
Signatur wird aufgrund der beigefiigten
Armillarsphire, mit gravierten Zeichen aus
Tierkreis, Sternen, Breitengraden und den
Inschriften VENNVS, SOL und LVNNA

als allegorische Veranschaulichung der
Astronomie interpretiert, gegebenenfalls

als Darstellung der romischen Go6ttin Venus
mit ,planetaren Konnotationen* (Venus
Urania), obwohl hier der Florentiner Meister
gleichzeitig seine Aufmerksamkeit und
Sorgfalt den Reizen des Frauenkorpers
zugewandt hat.?? Die weiteren hinzugefiigten
Attribute von Zirkel und kurzem Lineal, von
Venus mit der linken Hand gehalten, bzw. des
langen Richtscheits und des darauf gelegten
WinkelmaBes, an die sie sich wiederum mit
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dem Ellenbogen des rechten Arms lehnt,
bestitigen diese klassische Deutung.?

Thre rechte Hand hebt die Géttin fast bis

in Schulterhéhe, wobei sie zugleich das
schmale Band umfasst, das ihren Oberkérper
umgibt und gleichzeitig auf ihrem Riicken
die Signatur des Kiinstlers selbst trigt.>
Entscheidend fiir den eindrucksvollen
Effekt dieses Werks waren die vollendete
Nutzung des stark spiraliférmig gedrehten
Korpers und die starke Anhebung des
linken Beins der Venus. Giambologna hat
darin ein dsthetisch vollendetes Gesamtbild
in einer geschlossenen Komposition
geschaffen, die bei der gleichzeitigen sanften
Neigung des Kopfes extreme Effekte bei der
Darstellung des weiblichen Korpers erzielt.
Sein gleichzeitiger Einsatz umfassender
Silhouetten erlaubte dem Betrachter eine
vollendete Sicht der Figur von allen Seiten
und aus allen méglichen Blickwinkeln.? Lars
Olof Larsson kam vor Jahren sogar zu dem
Schluss, dass in der Wiener Venus Urania

so vollendet wie in kaum einer anderen
Skulptur aus der Zeit des Manierismus das
Kompositionsprinzip einer rasant gedrehten
Gestalt (figura serpentinata) mit der idealen
Wahrnehmung eines wertvollen Artefakts
von vielen Seiten verbunden ist.?* Ahnlich
sprach Manfred Laithe-Jasper davon, dass es
erst in der Vielzahl der Ansichten moglich
sei, diese Bronze visuell zu ,erfassen“, wobei
keine andere Komposition Giambolognas
derart hohe Anforderungen an den Bedarf
einer komplexen Betrachtung aus allen
moglichen Blickwinkeln stelle.” Von einer
Reihe bekannter Repliken unterscheidet
sich die vergoldete Plastik aus Wien

durch ihre hochwertige Ausfithrung, was
die hierauf spezialisierten Forscher zur
Uberlegung veranlasste, ob nicht gerade
diese den Erstabguss von Giambolognas
eigenhdndigem Modell darstellt, der
zweifellos einem besonders gelehrten

und erlauchten Sammler zugedacht sein
konnte.?® Ein solcher war zweifellos auch
Kaiser Rudolph II., in dessen Kunstkammer
auf der Prager Burg sich laut erhaltenem
Inventar gleichfalls Kabinettbronzen aus
der Renaissance befanden. Allerdings
lassen sich nur 27 Eintrage aus diesem
Verzeichnis mit einiger Gewissheit als
Arbeiten von Giambologna oder dessen
Atelier identifizieren, doch ist darunter
keine Allegorie der Astronomie bzw. Venus



Urania auszumachen.® Larsson hat aber
zugleich angemerkt, dass das Inventar der
Kunstkammer offensichtlich nicht die gesamte
Sammlung Rudolfs umfasst, weswegen

sich nicht vollig ausschlieBen ldsst, dass zu
dieser urspriinglich auch die beschriebene
vergoldete Bronze aus Wien gehort hatte.*°
Im Jahr 2006 wurde im Rahmen der Wiener
Giambologna-Ausstellung erstmals eine
weitere vorziigliche Bronze zum Thema
Allegorie der Astronomie publiziert (Abb. 11),
was den Vorrang der Wiener Plastik
gewissermaBen in Zweifel gezogen hat.
Nach dem heutigen Kenntnisstand hat es den
Anschein, dass es sich im Fall der vergoldeten
Bronze aus den kaiserlichen Sammlungen

in Wirklichkeit nicht um den Erstabguss
handelte, der in einem frithen Stadium

nach Giambolognas Original angefertigt
wurde, sondern um dessen bewusst
differenzierende Uberarbeitung durch den
Meister personlich, die unbestritten zu einem
prazisen Endergebnis gefithrt hat.’? Die neu
publizierte Kleinplastik Astronomie ist in der
Florentiner Werkstatt wahrscheinlich nach
1573 mutmaBlich von Fra Domenico Portigiani
abgegossen worden, wie im Katalog der
erwihnten Ausstellung Particia Wengraf als
eine ihrer fritheren Besitzerinnen anfiihrt.

Exkurs — Die Reisen von Giambolognas
Skulpturen in den Norden

Giambolognas Ruhm als Kiinstler wurde in
Europa vor allem von seinen Kleinpastiken
in Bronze begriindet, die von den Medici
auf diplomatischem Weg als Geschenke an
die befreundeten europiischen Fiirstenhofe
geschickt wurden. Das galt auch fiir den
Prager Kaiserhof Rudolphs II., an dem nach
und nach die gréBte bekannte Sammlung
von Giambolognas Skulpturen auBerhalb
Italiens zusammengekommen ist.> Im
gleichen MaB, in dem sich der Ruhm

des Florentiner Meisters tiber Europa
ausgebreitet hat, erlangten auch dessen
Kabinettstiicke den Stellenwert hochst
begehrter Sammlerstiicke, und das nicht
nur fiir herrscherliche und fiirstliche
Kunstkammern, sondern gleichermaBen auch
fiir reiche Patrizierhduser. Die vereinzelt
erhaltenen Inventare liefern interessante
Informationen dariiber, dass zahlreiche
Bildhauerarbeiten des genannten Charakters
durch Zutun einiger kunstliebender
Kaufleute siidddeutscher Herkunft, aber auch

10 Giovanni Bologna, Allegorie der Astronomie (Venus Urania), um
1572—1575, Wien, Kunsthistorisches Museum, Kunstkammer. Foto: KHM-

Museumsverband.
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gut informierter Kiinstler in den Norden der
Alpen gelangt sind.* Beispielsweise erfihrt
man in dem Bericht des Kunstagenten Philipp
Hainhofer, der im Jahr 1610 aus Augsburg
an Herzog Philipp II. von Pommern-Stettin
gesandt wurde, etwas iiber die bedeutende
Sammlung von zehn Kabinettbronzen
Giambolognas im Besitz des kaiserlichen
und wiirttembergischen Rats Markus Zich
in Augsburg,’ in der gleichfalls ,Una femina
diritta, per Pastrologie intensa“ enthalten

war.” Ahnlich lagen die Dinge bei der
Schénborner Sammlung in Pommersfelden,
in der sich vierzehn Bronzeplastiken des
groBen Florentiner Kiinstlers befanden,

von denen die neuere Forschung insgesamt
funf Exemplare mit fiinf dlteren Eintradgen
in der urspriinglichen Sammlung Zichs
identifizieren konnte, und das einschlieBlich
der Kleinplastik Astronomie.’® Wie namlich
unldngst die Miinchener Forscherin Dorothea
Diemer feststellen konnte, hat Caspar Zich,
der Erbe von Markus, im Jahr 1660 einen Teil
der Familiensammlung an Johann Philipp
von Schénborn, den Kurfiirst von Mainz
und Fiirstbischof von Wiirzburg veriuBert.>
Eine andere bemerkenswerte Sammlung
von Renaissance-Bronzen vermochte der
Niurnberger Biirger Paulus Praun (1548—1616)
zusammenzutragen, der sich im Rahmen
seines Familienunternehmens auf den
Seidenhandel spezialisiert hatte und sich
vorwiegend in Bologna aufhielt. Kurz vor
seinem Tod lieB er die gesamte Sammlung
nach Niirnberg bringen und da Inventare
von 1616 und 1719 erhalten geblieben sind,
konnten im Rahmen des hier angefithrten
bildhauerischen Erbes Johann Gregor van
der Schardts mit groBer Wahrscheinlichkeit
insgesamt acht Kabinettbronzen von
Giovanni Bologna identifiziert werden.*

In diesem Zusammenhang gewinnt der
Umstand an Wichtigkeit, dass Praun nur
acht Jahre nach Giambologna verstorben

ist und deshalb in seiner Sammlung nur
schwerlich jungere Abgiisse haben konnte.
Darin tiberwogen also Stiicke, die von den
engsten Mitarbeitern des Meisters, z. B.
Antonio Susini abgegossen worden sind.
Unter den aufgefithrten Eintrigen figurieren
die Gestalt des Mars, mehrere Abgiisse
Badender Frauen und auch zwei kleine
Kruzifixe, allerdings keine Astronomie oder
Venus Urania.* Diese findet man hingegen in
einer anderen mitteleuropdischen Sammlung
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von der Wende des 16. zum 17. Jahrhunderts,
die der Dresdener Hofarchitekt Giovanni
Maria Nosseni zusammentragen konnte.
Laut des zeitgenossischen Verzeichnisses
von dessen beachtenswerter Sammlung
waren dort dreizehn Statuen Giambolognas
verzeichnet, die aus ganz verschiedenem
Material gefertigt waren — aus rotem
Wachs, Kupfer, Metall, Stuck, Gips und
gebranntem Ton.* Im Gegensatz zur
alteren Sammlung Paulus Prauns figurierte
in Nossenis Sammlung nachweislich auch
eine Kopie der Astronomie, aus weiBem Gips
gefertigt und in MaBen, die der vergoldeten
Bronze aus Wien gleichkommen.* Fir den
beschriebenen Kontext ist es wohl nicht
ganz bedeutungslos, dass es auch dem
Grafengeschlecht Nostitz gelungen ist,

in Bohmen eine hochwertige Kollektion
italienischer Bronzen zusammenzubringen,
in der selbst sehr gute Exemplare von
Arbeiten nicht fehlten, die im breiteren
Umkreis der Nachfolger Giovanni da
Bolognas entstanden sind.* Und schlieBlich
lasst sich nicht einmal jene hypothetische
Annahme ginzlich ausschlieBen, dass einige
der Werkstattabgiisse der Venus Urania

von Adriaen de Vries, einem unbestritten
hochbedeutenden Schiiler des Florentiner
Meisters aus Florenz nach Prag gebracht
wurden, auch wenn unter den erhaltenen
Berichten kein relevanter Nachweis ausfindig
zu machen ist.%

Unter den oben beschriebenen Umstinden
ist es heute duBerst schwierig, konkret auf
die Frage zu antworten, ob die Allegorie der
Astronomie aus dem Nationalmuseum als
direkte Vorlage Giambolognas vergoldete
Skulptur hatte, die mit Gewissheit im
Inventar der kaiserlichen Schatzkammer erst
im Jahr 1750 genannt wird,* oder eine der
weiteren Varianten dieser offensichtlich viel
bewunderten Komposition.#” Diese Kopien
und Adaptionen wurden in verschiedener
Endqualitdt und unterschiedlichen MaBen
abgegossen,*® bekannt sind aber auch aus
Elfenbein, Holz und Porzellan gefertigte
Versionen.® Mit den meisten dieser
Nachfolgewerke (ebenso mit der unlangst
publizierten Venus aus einer Privatsammlung)
hat die vorliegende Astronomie das Fehlen
des die Draperie haltenden Bands* und
dariiber hinaus eine iippigere Aufmachung
der Haare gemein. Bei einem aufmerksameren
Vergleich der Prager Holzplastik mit



den genannten Renaissance-Bronzen ist
zudem eine Reihe weiterer Differenzen
nicht zu iibersehen. Sie beginnen mit der
unterschiedlichen Sockelform — einer
runden bei der vergoldeten Statue aus Wien
und der Bronze aus der Privatsammlung
sowie einer rechteckigen bei der Holzfigur
aus Prag. Ahnlich liegen die Dinge bei den
Attributen Zirkel, Lineal und WinkelmaB,
die ein Geometer oder Astronom zu
verwenden pflegt und die in unserem Fall
fehlen, wihrend die Armillarsphire eine
schlichte Kugelform ohne eingravierten
Tierkreis und Inschriften annimmt, wie das
auch bei den meisten bekannten Kopien
der Fall ist. Anders sind auch der Kopf der
Venus und die Blickrichtung der Augen
gedreht, die bei Giambolognas Bronzen
konsequent iiber die rechte Schulter zur
Basis hinab gewendet sind. Auch das feste
Aufstiitzen beider Arme auf die kleine
Oberfliche des Richtscheits, die gut an den
Renaissanceabgiissen zu sehen sind, wurde
in unserem Fall in ein Abstiitzen der linken
Hand geédndert, wihrend der angewinkelte
rechte Arm frei in den Raum weist, was am
besten beim Blick auf die rechte Seite der
Figur sichtbar wird (Abb. 12). Als verhaltener,
aber doch im Endeffekt sehr wirkungsvoll
erscheint die Darstellung der kostbaren
Accessoires, mit denen die tippige Haartracht
der Astronomie aus Wien sowie der Venus aus
der Privatsammlung (Abb. 13 u. 14) verziert
werden und deren Diademe umgekehrt die
plastische Nachahmung von Edelsteinen
vermissen lassen, ferner auch die auffillige
Brosche, die iiber der Stirn der Prager

Figur prangt. Untibersehbar ist schlieBlich
auch die unterschiedliche Behandlung aller
Draperien: wihrend es sich bei Giambolognas
Originalen um einen schmalen, im ruhigen
Rhythmus mehrerer R6hrenfalten von der
hohen Strebe des Richtscheits herabfallenden
Stoffsteifen handelt, wobei die Frauengestalt
ansonsten nackt bleibt, wird im Fall der
barocken Holzfigur die Draperie nicht nur
in umgekehrter Richtung gefiithrt, sondern
auch sehr energisch in einem lebhaften
Muster aus relativ starken Falten modelliert,
die sich einmal in der Hiift- und SchoBpartie
der Venus dicht an den Korper schmiegen,
den sie bezeichnenderweise bedecken,

ein andermal mit einer hohen Spitze im
umliegenden Raum wehen. Gleichzeitig
handelt es sich in diesem Fall um ein

formales, durchweg charakteristisches
Detail fiir das Vorgehen des Autors der
Prager Holzplastik: die schlichte Draperie
der Renaissance-Venusgestalten musste ihm
vollig ausdruckslos vorgekommen sein.

Im Gegensatz dazu schien die Form des
Tiichleins, mit dem sich unsere Venus mit
der rechten Hand notdiirftig die linke Brust
verhillt, gut von einer anderen berithmten
Giambologna-Komposition abgeschaut
worden zu sein, und zwar von der Venus, die
sich nach dem Bad abtrocknet, durch eine Reihe
von Abgiissen bekannt, die sich heute in
einer Reihe von Sammlungen in Europa und
Ubersee befinden.’* Ahnlich differenziert
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11 Giovanni
Bologna, Allegorie
der Astronomie
(Venus Urania),
mutmafilich

nach 1573,
Privatsammlung.
Repro: Narodni
galerie Praha (David
Stecker).
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12 Allegorie der Astronomie, Narodni muzeum — Blick auf das rechte Profil.

war das Vorgehen des jiingeren Autors

auch bei der Ausarbeitung des weiblichen
Akts: wieder wurde dieser im Vergleich zur
berithmten Vorlage realistischer gestaltet,
wobei die weniger glatte Modellierung

die Handmuskulatur, die Muskeln und
Vertiefungen auf dem Riicken der Venus
hervorhebt (Abb. 15). SchlieBlich ist auch der
Korperkanon der Prager Variante augenfillig
schlanker, gleichzeitig ist die urspriingliche
Komposition zugunsten einer Vorderansicht
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vereinfacht, wobei die jihe Spiralbewegung
durch das Aufrichten des Oberkérpers

und die Drehung des Kopfes nach vorn
gemildert wurde. Fasst man alle bisherigen
Feststellungen zusammen, muss man
konstatieren, dass es sich im Fall der Prager
Holzplastik um zu erwartende und schlicht
logische Unterschiede zwischen dem im Stil
formalen Vorgehen des Spitzenbildhauers
der Spitrenaissance und dem Bemithen des
mitteleuropaischen Bildschnitzers um eine
gestalterisch vollends gekronte Umsetzung
des bertithmten gegossenen Modells in die
Ausdrucksweise der Bildhauerkunst des
Hochbarock handelt. Ein Versuch, der in
seinem Endergebnis eine unserer Meinung
nach rundweg tiberzeugende Bewiltigung
der gewihlten Aufgabe gebracht hat.

Gerade die genannten uniibersehbaren
Unterschiede der gegeniibergestellten Werke
widersprechen unserer Meinung nach dem
skeptischen Urteil, nach dem die Prager
Holzplastik lediglich eine spite Kopie aus
der zweiten Hilfte des 19. Jahrhunderts

sei.’ Es ist ndmlich einfach unvorstellbar,
dass auch ein sehr geschickter Bildschnitzer
aus dem 19. Jahrhundert es geschafft hiitte,
sich so iiberzeugend in die Stilsprache der
Bildhauerkunst aus dem zweiten Viertel des
18. Jahrhunderts einzufiihlen, wie es die hier
besprochene Statue aus dem Nationalmuseum
zeigt. Ein Kopist wire zweifellos so
vorgegangen, dass er sich bemiiht hitte,
sklavisch getreu die berithmte Vorlage sowohl
im Kérpertyp und im Bewegungsausdruck der
Figur, als auch in den verwendeten Formen
der ruhevollen Draperie und Begleitattribute
nachzuahmen. Wir haben im Gegenteil
weiter oben zu zeigen versucht, dass die in
die Ausstellung der hiesigen Barockkunst im
Schwarzenbergpalais entlichene Allegorie der
Astronomie formal und stilistisch ein ginzlich
authentisches Bildhauerwerk darstellt, das
gleichzeitig ein hochst interessantes Beispiel
fiir eine verbliiffend spite Reaktion auf ein
konkretes in Material und Form exklusives
und zeitgendssisch hoch geschitztes
Bildhauerwerk aus der Florentiner Werkstatt
von Giovanni da Bologna im stilistisch bereits
véllig anderen Umfeld der mitteleuropiischen
Bildhauerkunst im zweiten Viertel des

18. Jahrhunderts darstellt.”



13 Giovanni Bologna, Allegorie der Astronomie, Wien,
Kunsthistorisches Museum, Kunstkammer — Detail des
Kopfes. Foto: KHM-Museumsverband.

Notes

1 Lorenzo Mattielli, Jungfrau Maria-Immaculata, um
1735, freie Skulptur, auch riickwirtig ausgearbeitet,
bunter und weier Marmor, H. 47,5 cm (komplett
mit Heiligenschein), H. 40 cm (Marienfigur mit
Sphire), H. 4,7 cm (Sockel), Inv. Nr. P 3027 (alte
Inv. Nr. DP 674), erworben als Leihgabe des
Staatlichen Amts fiir Kirchenangelegenheiten in
Prag von der Kéniglichen Praimonstratenserkanonie
auf dem Strahov im Jahr 1951, iiberfithrt von der
Religionsgesellschaft an die Nationalgalerie Prag
im Jahr 1957, am 29. 12. 2014 zum Kulturdenkmal
erkliart, Evid. Nr. 105544.

2 Vgl. Blazi¢eks Vermerk auf der Evidenzkarte

(P 3027), aufbewahrt in der Sammlung Alter
Meister der Nationalgalerie Prag.

3 Vgl hierzu Ingeborg Schemper-Sparholz, Der
Bildhauer Jakob Christoph Schletterer als Lehrer
an der Wiener Akademie, in: Barock: regional —
international (Kunsthistorisches Jahrbuch Graz, 25),
Gotz Pochat — Brigitte Wagner (eds.), Graz 1993,
S. 230—250, hier S. 232.

4 Zu Mattielli letztmalig Ingeborg Schemper-
Sparholz, Der Bildhauer Lorenzo Mattielli. Die Wiener
Schaffensperiode 1711—1738. Skulptur als Medium
hifischer und sakraler Reprisentation unter Kaiser

Karl V1., nicht publizierte Habilitationsschrift,
Universitit Wien, 2003; eadem, Lorenzo Mattielli
und das Problem der Stilvarianten in der Skulptur
des Spitbarock in Wien, in: Pygmalions Aufklirung.
Europdische Skulptur im 18. Jahrhundert, Roland Kanz

14  Giovanni Bologna, Allegorie der Astronomie, Privatsammlung —
Detail des Kopfes. Repro: Narodni galerie Praha (David Stecker).

15  Allegorie der Astronomie, Narodni muzeum — Rickansicht.
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— Hans Korner (eds.), Miinchen — Berlin 2006,

S. 113—131; eadem, Der Bildhauer Lorenzo Mattielli
und seine Rolle als Vermittler oberitalienischer
Gestaltungsprinzipien in der dekorativen Skulptur
und Plastik des Spatbarock in Mitteleuropa,
Barockberichte. Informationsblétter zur bildenden Kunst
des 17. und 18. Jahrhunderts, Salzburg Museum, 2011,
S. 5—21. Diese thematische Nummer ist ganz den
verschiedenen Aspekten von Mattiellis Schaffen

gewidmet.
5 Schemper-Sparholz (zit. in Anm. 3), S. 232, 248,
Anm. 13; eadem, ... so vom maller Troger recomandiret

worden“. Der Bildhauer Jakob Christoph Schletterer
(1699—1774) und die Tiroler in Wien, in: Reiselust &
Kunstgenuss. Barockes Bohmen, Mihren und Osterreich,
Friedrich Polleross (ed.), Petersberg 2004, S. 141—
156, hier S. 152.

6 Lorenzo Mattielli, Immaculata, um 1736,
gebrannter Ton mit braunem Anstrich,

H. 50 cm, Osterreichische Galerie Belvedere,

Inv. Nr. 4351, entstammt der Wiener Sammlung
von Oskar Bondy. Vgl. Elfriede Baum, Katalog

des Osterreichischen Barockmuseums im Unteren
Belvedere in Wien, Bd. 1, Wien — Miinchen 1980,
S. 292, Kat. Nr. 175, Abb. 175 auf S. 294 (Lorenzo
Mattielli?); Schemper-Sparholz (zit. in Anm. 3),

S. 232, Abb. 3 auf S. 233.

7 Jakob Christoph Schletterer, Maria-Immaculata,
um 1754, Alabaster, H. 38,5 cm, Budapest, Magyar
Nemzeti Galéria, Inv. Nr. 86.13M, stammt aus der
Abtei Zirc, spiter verwahrt im Diézesanmuseum
von Gran (Esztergom), vermeintlich im

II. Weltkrieg vernichtet, in beschidigtem
Zustand wiederentdeckt. Thre Marmorvariante

(H. ca. 40 cm) aus dem Museum in Tata stammt
vom dortigen Schloss der Fiirsten Esterhizy.

Vgl. Maria Agghéazy, Die Immaculata-Statuen des
Jakob Christoph Schletterer, Alte und Moderne
Kunst IX, 1964, Miarz/April, S. 24—25, Abb. 1—3;
Schemper-Sparholz (zit. in Anm. 3), S. 232,

Abb. 4 auf S. 233; eadem (zit. in Anm. 5), S. 152,
156, Anm. 42, Abb. 13 auf S. 155; eadem, Jakob
Christoph Schletterer, Maria-Immaculata, um 1754,
in: Georg Raphael Donner. 1693—1741 (Kat. Ausst.),
Gerbert Frodl (ed.), Osterreichische Galerie Wien
1993, S. 447—448, Kat. Nr. 104, Abb. auf S. 448.

8 Schemper-Sparholz (zit. in Anm. 5), S. 152, 156,
Anm. 42, 43.

9 Eadem, in: Georg Raphael Donner (zit. in
Anm. 7), S. 448. Den gleichen Marientyp zeigt
Mattielli in der Gruppe zum Thema der ,,Heiligen
Sippe* (die Jungfrau Maria mit dem Kind und

den hll. Joseph und Anna), 1736, gebrannter Ton
mit Bronzeanstrich, H. 61 c¢m, signiert auf der
rechten Stufenseite: Laurentius Mattielli fecit Ano

Bulletin of the National Gallery Prague XXVIl1/2018

1736, Osterreichische Galerie Belvedere, Wien,

Inv. Nr. 2364. Vgl. dazu eadem, in: Georg Raphael
Donner (zit. in Anm. 7), S. 251, 253, Kat. Nr. 16,
Abb. auf S. 250; eadem, in: Triumph der Phantasie.
Barocke Modelle von Hildebrandt bis Mollinarolo

(Ausst. Kat.), Michael Krapf (ed.), Osterreichische
Galerie Belvedere, Wien 1998, S. 215, Kat. Nr. 66,
Farbabb. auf S. 216.

10 Vgl. Jan Royt, Slovnik biblické ikonografie, Praha
2006, S. 198.

11 Vgl. Ernst Guldan, Eva und Maria: eine Antithese
als Bildmotiv, Graz — Kéln — Wien 1966, S. 108:
»Die unbefleckte Jungfrau, umgeben von den Zeichen

der Sonnenbraut, ist zur reparatrix mundi geworden. ...
Denn die Sinnmitte dieser Bilder bestimmt das Motiv der
Schlangentreterin iiber der vom Sindenfluch heimgesuchten
Welt.“

12 Vgl. Guldan (zit. in Anm. 11), S. 105—108,
Abb. 123—126 auf S. 290—291; Engelbert
Kirschbaum SJ, Lexikon der christlichen Ikonographie,
Bd. II., Rom — Freiburg — Basel — Wien 1970,

S. 343; Hannelore Sachs — Ernst Badstiibner

— Helga Neumann, Christliche Tkonographie in
Stichworten, Leipzig 1980, S. 350—351; Gertrud
Schiller, Ikonographie der christlichen Kunst, Bd. 4,2
(Maria), Giitersloh 1980, S. 175, Abb. 781—786 auf
S. 438—441. Das hier reproduzierte Musterbeispiel
fir die barocke Darstellung der Immaculata Conceptio
— die groBe Leinwand von Giambatista Tiepolo
aus der Chiesa Di Santa Maria in Aracoeli in
Vicenza (1734—1736).

13 Ingeborg Schemper-Sparholz, Die Ovidischen
Statuen aus Klosterbruck und andere mégliche
Arbeiten Lorenzo Mattiellis in Mahren, in: Ars
naturam adiuvans. Shornik k pocté prof. PhDr. Milose
Stehlika, Ji¥i Kroupa (ed.), Brno 2003, S. 31—49, hier
S. 41.

14 Baum (zit. in Anm. 6), S. 292.

15 Vgl. letztmalig Toma$ Hladik, Hlavni oltaF
klasterniho kostela benediktintt v Melku, in: idem,
Sochaiskd dilna obdobi baroka ve stfedni Evropé. Od
ndvrhu k provedeni, Narodni galerie v Praze 2016,

S. 131—134, 173, Anm. 363, 367—369, Abb. 102 auf
S. 133 (Lorenzo Mattielli, Prophet Daniel, um 1726,
gebrannter Ton, ziegelrot, helle Grundlage, auBer
dem hellroten Inkarnat urspriinglich mit Blattgold
auf ocker Bolus verziert, H. 39,5 cm, B. 22 cm,

T. 13,5 cm, Germanisches Nationalmuseum,
Niirnberg, Inv. Nr. Pl. 0.2401).

16 Unbekannter Autor, Prag oder Wien(?),
zweites Viertel des 18. Th., Allegorie der Astronomie,
Lindenholz, freie Schnitzerei, auch riickseitig
ausgearbeitet, erneuerte jiingere Farbfassung,

H. 41,3 cm, B. 11,5 cm, T. 9,2 cm, N4rodni muzeum
-Historické muzeum (Nationalmuseum-Historisches



Museum in Prag), Inv. Nr. H 3 805, Leihgabe an
die Nationalgalerie Prag, Inv. Nr. VP 10665. Uber
den Erwerb der Schnitzerei ist nichts Genaues
bekannt, im Nationalmuseum wurde sie bereits
vor dem Jahr 1900 inventarisiert; im Jahr 1979 von
Karel Stadnik restauriert.

17 Vgl. Toma3 Hladik, Sochafska dilna

v baroknich Cechich, in: Uméni manijrismu a baroka
v Cechdch. Privodce stdlou expozici Sbirky starého umeéni
Ndrodni galerie v Praze v Kldstere sv. Jifi, Vit Vlnas
(ed.), Narodni galerie v Praze 2005, S. 137, Nr. 138,
Abb.

18 Der untere, zweifach abgestufte Sockelteil
kann allerdings jingerer Herkunft sein: zwischen
der eigentlichen Plinthe und dieser Sockelpartie
wird eine kaum merkliche Fuge sichtbar.

19 Es scheint aber, dass dieses Bewegungs-
grundschema einer Renaissancestatue auch von
der Steinskulptur Allegorie des Friihlings (Venus

mit Rosen), einer Arbeit von Hieronymus Kohl

(?) oder Bartholomius Zwengs beim Dekor des
sporckschen Kukusbads herangezogen wurde.

Vgl. D. Z. Bor (Vladislav Zadrobilek), Frantisck
Antonin hrabé Spork. Vijznamnyj mecends barokni kultury
v Cechdch, Trigon 1999, Abb. 23 auf S. 21; Ivo
KofFan, Braunové, Praha 1999, S. 56 (die Werkstatt
von Mathias Bernhard Braun). — Martin Pavli¢ek
(Rez.), Ivo Kotan, Braunové, Uméni XLVIII,

2000, S. 97, 100, Anm. 3, hilt die Allegorie der vier
Jahreszeiten in Kukusbads fiir ein etwaiges Werk von
Ottavio Mosto.

20 In den kaiserlichen Sammlungen ist das Werk
erst ab 1750 belegt. Vgl. Julius von Schlosser,
Werke der Kleinplastik in der Skulpturensammlung des
Kaiserhauses, Bd. 1, Bildwerke in Bronze, Stein und Ton,
Wien 1910, S. 10, Tab. XXVII/2. — PhDr. Lubomir
Sr3eri hat sich mit der Prager Schnitzerei im
Rahmen der Vorbereitung der Ausstellung A
Thousand Years of Czech Culture. Riches from the
National Museum in Prague, Old Salem 1996, befasst,
diese aber letztendlich nicht in den Katalog
aufgenommen. Ich danke ihm herzlich fiir diese
miindliche Mitteilung und die Zustimmung zur
Publikation des Werks.

21 Giambologna, Venus Urania oder Allegorie

der Astronomie, um 1575, Bronzeguss, H. 38,8 cm,
gravierte Signatur riickseitig auf dem die

Draperie haltenden Band: GIO BOLONGE, Wien,
Kunsthistorisches Museum, Kunstkammer,

Inv. Nr. KK 5893. Die Datierung des Werks
bewegt sich in der Fachliteratur in der Zeitspanne
zwischen 1572 und 1573, um 1573 und um 1575.
Vgl. Charles Avery, Giambologna. The complete
sculpture, Phaidon Press, London 1993, S. 139,

Abb. auf S. 138; letztmalig Claudia Kryza-Gersch,

in: Giambologna. Triumph des Korpers (Ausst. Kat.),
Wilfried Seipel (ed.), Wien, Kunsthistorisches
Museum 2006, S. 234—237, Kat. Nr. 16, Abb.

auf S. 235, 236, 237; Manfred Leithe-Jasper, in:
Giambologna — gli dei, gli eroi. Genesi ¢ fortuna di uno
stile europeo nella scultura (Ausst. Kat.), Beatrice
Paolozzi-Strozzi — Dimitrio Zikos (eds.), Firenze,
Museo Nazionale del Bargello 2006, S. 204—206,
Kat. Nr. 22, Abb. auf S. 205, 206.

22 Avery (zit. in Anm. 21), S. 259, Nr. 55.

23 Vgl. Manfred Leithe-Jasper, in: Von allen
Seiten schon: Bronzen der Renaissance und des Barock
(Ausst. Kat.), Volker Krahn (ed.), Altes Museum
Berlin, Heidelberg 1995, S. 354—355, Kat. Nr. 110,
Abb. auf S. 356—357.

24 Vgl. Herbert Keutner und Manfred Leithe-
Jasper, in: Giambologna 1529—1608. Ein Wendepunkt
der europdischen Plastik (Ausst. Kat.), Charles Avery
— Anthony Radcliffe — Manfred Leithe-Jasper
(eds.), Wien, Kunsthistorisches Museum 1978,

S. 27, 92—93, Kat. Nr. 12, Abb. 12, Farbtafel V.

25 Georg von Gehren (Rez.), Giambologna, ein
europiischer Bildhauer im Dienste der Medici,
Weltkunst XLVIII, 1978, S. 2463.

26 Lars Olof Larsson, Venus Urania oder
Allegorie der Astronomie, in: Prag um 1600. Kunst
und Kultur am Hofe Rudolfs II. (Ausst. Kat.), Villa
Hiigel, Essen 1988, S. 139—140, Kat. Nr. 47, Abb. 47
auf S. 140 (Gesamtheit und Detail des Kopfes).
27 Leithe-Jasper (zit. in Anm. 23), S. 354—355.
28 Larsson (zit. in Anm. 26), S. 139.

29 Vgl. Rotraud Bauer — Herbert Haupt (eds.),
Das Kunstkammerinventar Kaiser Rudolphs

II., 1607—1611, Jahrbuch der Kunsthistorischen
Sammlungen in Wien, 72 (Neue Folge Bd. XXXVI),
1976, insbesondere S. 99 ff. Eine Aufzihlung von
Giambolognas Bronzen in Prag liefert Leithe-Jasper
(zit. in Anm. 24), S. 75—77, 82, Anm. 22; idem,

in: Giambologna 1529—1608. Sculptor to the Medici
(Ausst. Kat.), Charles Avery — Anthony Radcliffe
(eds.), Edinburgh — London — Vienne 1978—1979,
S. 53—55, 60, Anm. 20; Gehren (zit. in Anm. 25),
S. 2462.

30 Larsson (zit. in Anm. 26), S. 140. Ahnlich
dachte auch Anthony Radcliffe, Giambologna’s
Cesarini Venus (Ausst. Kat.), National Gallery of Art,
Washington 1993, S. 10—11, Kat. Nr. 4, Abb. auf
S. 10: ,It may have belonged to the Emperor Rudolf

II., who had a special fascination with astronomy and
astrology, though it does not appear in his inventory which
is incomplete.”

31 Giambologna, Astronomia auch bekannt als
Venus Urania, gegossen vermutlich nach 1573,
moglicherweise durch Fra Domenico Portigiani,
Bronze, H. 38,8 cm, Privatsammlung. Vgl. Patricia
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Wengraf, in: Giambologna. Triumph des Korpers
(zit. in Anm. 21), S. 237—242, Kat. Nr. 17, Abb. auf
S. 238, 239, 241.

32 Kryza-Gersch, in: Giambolgna. Triumph

des Korpers (zit. in Anm. 21), S. 237, ferner auch
Patricia Wengraf, in: ibidem, S. 238: , Die beiden
Bronzen kinnen unmoglich nach derselben Gussform
angefertigt worden sein, denn das Wiener Exemplar ist ein
stirker ausgearbeitetes Modell. “

33 Patricia Wengraf, in: Giambologna. Triumph
des Korpers (zit. in Anm. 21), S. 114, 122, 136, 138,
Anm. 52, 53, 142.

34 Dorothea Diemer, in: Giambologna. Triumph
des Korpers (zit. in Anm. 21), S. 155, 175—176, 181,
185, Anm. 2—7, 83—86.

35 Mit den Wegen, auf denen Giambolognas
Bronzen auf die Nordseite der Alpen gelangt sind,
hat sich wiederholt Dorothea Diemer befasst:
Giambologna in Germania, in: Giambologna

— gli dei (zit. in Anm. 21), S. 107—125; eadem,
Giambologna in Deutschland, in: Giambologna.
Triumph des Korpers (zit. in Anm. 21), S. 155—185;
eadem, Giambolognas Wirkung in Deutschland,
in: Giambologna in Dresden. Die Geschenke der

Medici (Ausst. Kat. ), Dirk Syndram — Moritz
Woelk — Martina Minning (eds.), Staatliche
Kunstsammlungen Dresden, Miinchen — Berlin
2006, S. 81—88.

36 Der Hindler Markus Zich (t 1620) stand ab
1584 in den Diensten der Fugger und zugleich

des kaiserlichen und wiirttembergischen Hofrats.
Vgl. Hierzu Oskar Doering, Des Augsburger Patriciers
Philipp Hainhofer Bezichungen zum Herzog Philipp II.
von Pommern-Stettin. Correspondenzen aus den Jahren
1610—1619 im Auszuge mitgetheilt und commentiert
(Quellenschriften fiir Kunstgeschichte und
Kunsttechnik des Mittelalters und der Neuzeit,

N. F. Bd. VI), Wien 1894, S. 97; zitiert von

D. Diemer, in: Giambologna. Triumph des Korpers
(zit. in Anm. 21), S. 184, Anm. 56.

37 Leithe-Jasper (zit. in Anm. 24), S. 79, 82,
Anm. 37—39; letztmalig Diemer, in: Giambologna.
Triumph des Korpers (zit. in Anm. 21), S. 168,
172—175, 184—185, Anm. 55—79. — Laut
Hainhofers Bericht vom 4. April 1612 bot Zich
seine Sammlung (,Bilder“), die auf 4 000 Gulden
geschitzt wurde, in Wien Kaiser Matthias an.

Vgl. Doering (Anm. 36), S. 223; zitiert von Diemer,
in: Giambologna. Triumph des Kérpers (zit. in
Anm. 21), S. 175, 185, Anm. 80.

38 Hans R. Weihrauch, Europdische Bronzestatuen,
15.—18. Jahrhundert, Braunschweig 1967, S. 506,
Anm. 250; 250 Jahre Schloss Pommersfelden (1718—
1968) (Neujahrsblitter, hg. von der Gesellschaft
fiir Frankische Geschichte 23) (Ausst. Kat.),
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Wilhelm Schonath (ed.), Wiirzburg 1968, S. 84,

N. 123; Diemer, in: Giambologna — gli dei (zit. in
Anm. 21), S. 115, 117—119, 124—125, Anm. 54—81;
eadem, in: Giambologna. Triumph des Kérpers
(zit. in Anm. 21), S. 174, 184, Anm. 70; Wengraf,
ibidem, S. 114, 136, Anm. 54.

39 Diemer, in: Giambologna. Triumph des
Korpers (zit. in Anm. 21), S. 173, 184, Anm. 64.
40 Ursel Berger, Eine Skulpturensammlung mit
dem Bildhauernachlass von Johann Gregor van
der Schardt, in: Die Kunstsammlungen des Paulus
Praun. Die Inventare von 1616 und 1719 (Quellen zur
Geschichte und Kultur der Stadt Niirnberg, 25),
Katrin Achilles-Syndram (ed.), hg. vom Stadtarchiv
Nirnberg, Niirnberg 1994, S. 43—60, hier S. 45—47
(Aufzdhlung der Giambologna-Bronzen); ferner
vgl. Diemer, in: Giambologna — gli dei (zit. in
Anm. 21), S. 114, 124, Anm. 41—47.

41 Die ganze Sammlung ist lange Zeit in
Familienbesitz geblieben und erst im Jahr

1801 als Ganzes verkauft worden; Spuren von
Kabinettbronzen sind allerdings verschwunden.
Vgl. Diemer, in: Giambologna. Triumph des
Korpers (zit. in Anm. 21), S. 167, 183, Anm. 43—47.
Die Autorin fithrt andere Lebensdaten von Paulus
Praun an (1558—1627) unter dem Zusatz, dass die
genannte Sammlung erst nach dessen Ableben
nach Nurnberg geraten sei.

42 Monika Meine-Schawe, Die Grablege der Wettiner
im Dom zu Freiberg. Die Umgestaltung des Domchores
durch Giovanni Maria Nosseni 1585—1594, Tuduv-
Studien, Reihe Kunstgeschichte, Bd. 46, Miinchen
1992, S. 177—179, Nr. 26—38; ferner vgl. Diemer,
in: Giambologna — gli dei (zit. in Anm. 21),

S. 122, 125, Anm. 84, 85; eadem, in: Giambologna.
Triumph des Korpers (zit. in Anm. 21), S. 176—177,
185, Anm. 87—091.

43 Meine-Schawe (zit. in Anm. 42), S. 178,

Nr. 33: ,¢in stehend Bild, die Astronomia, von Gips,
weiss, 3 Ellen hoch, 2 Th.“; ferner vgl. Diemer, in:
Giambologna — gli dei (zit. in Anm. 21), S. 125,
Anm. 85: ,La misura sommaria di % braccia concorda
con L' Astronomia firmata, conservata a Vienna (cat. 22);
eadem, in: Giambologna. Triumph des Kérpers
(zit. in Anm. 21), S. 176—177, 185, Anm. 89—90.
44 Vgl. hierzu Falské renesanéni bronzy (Auss. Kat.),
Jan Chlibec (ed.), Narodni galerie v Praze 1992,

S. 47—51, Kat. Nr. 49—54; idem, Ttalské renesanéni
socharstvi v éeskijch stdtnich a soukromych sbirkdch,
Academia, Praha 2006, S. 25—26, 284—287,

Nr. 133, 134. Die Sammlertitigkeit des Geschlechts
reichte bis ins 16. Th., wobei die Kollektion

der italienischen Bronzen in den Nostitzer
Sammlungen mindestens ab 1765 aufbewahrt
wird. Weitere Beispiele fiir Werkstattarbeiten und



Bronzeabgiisse aus dem anschlieBenden Schaffen
des Florentiner Meisters sind in Prager und
Briinner Privatsammlungen gelangt, ferner auch in
die Nationalgalerie Prag, ins Kunstgewerbemuseum
in Prag, ins Schlesische Museum in Opava und ins
Nordbshmische Museum in Liberec. Vgl. ibidem,
S. 280—283, 288—298, Nr. 132, 133, 136—140. —
Zur Sammlertitigkeit der Nostitz ferner Lubomir
Slavigek, Nosticové jako sbé&ratelé a podporovatelé
uménti, in: Artis pictoriae amatores (Ausst. Kat.),
Lubomir Slavigek (ed.), Narodni galerie v Praze
1993, S. 171—183.

45 Zur Personlichkeit von Vries vgl. Adriaen

de Vries 1556—1626. Imperial sculptor (Ausst. Kat.),
Frits Scholten (ed.), Zwolle 1998; Adriaen de Vries
1556—1626. Augsburgs Glans — Europas Ruhm
(Ausst. Kat.), Bjorn R. Kommer (ed.), Stadtische
Kunstsammlungen Augsburg, Heidelberg 2000;
Sigmund Graf Adelmann — Dorothea Diemer
(eds.), Neue Beitrige xu Adriaen de Vries. Vortrige des
Adriaen de Vries Symposiums vom 16. bis 18. April
2008 in Stadthagen und Biickeburg (Kulturlandschaft
Schaumburg, Bd. 14), Bielefeld 2008.

46 Ein figur, so die Venus Uranie repraesentiert,

aus obiger materi (Pronso) verfertigt.* Vgl. hierzu
Heinrich Zimmermann, ,Inventare, Acten und
Regesten aus der Schatzkammer des Allerhchsten
Kaiserhauses’, Jahrbuch der Kunsthistorischen
Sammlungen des Allerhichsten Kaiserhauses 10, 1889,
S. CCCX, Regest 6253; zitiert von Leithe-Jasper
(zit. in Anm. 24), S. 60, Anm. 27; idem, in: Von
allen Seiten (zit. in Anm. 23), S. 354, 355, Anm. 1.
47 Leithe-Jasper, in: Giambologna — gli

dei (zit. in Anm. 21), S. 204, Kat. Nr. 22,

fithrt nachstehende bekannten Repliken

und Varianten an: drei befanden sich einst

in Berliner Privatsammlungen, ferner
Klosterneuburg, Kunstsammlungen des
Augustiner Chorherrenstiftes, Inv. Nr. KG 31;
London, Sotheby’s 10. 12. 1987, Lot 74; London,
Sotheby’s 12. 12. 1996, Lot 48; Privatsammlung
(H. 38,7 cm, Ernst im Besitz von Patricie

Wengraf und Sir Leon Bagrit), zweimal in
Sammlungen in New York; Paris, Musée du
Louvre, collection Thiers; Paris, Musée du

Louvre (?), frither Sammlung Martin Le Roy;
Toronto, Royal Ontario Museum (anonyme
Leihgabe, frither in der Schénborner Sammlung
in Pommersfelden); Versailles, Musée national des
chateaux de Versailles et de Trianon (H. 39,7 cm,
Inv. Nr. MV 7736). — Weitere Bronzevarianten,
Abmessungen vergleichbar mit der Wiener Plastik
Astronomie, fithrt Wengraf an, in: Giambologna.
Triumph des Korpers (zit. in Anm. 21), S. 240: New
York, Metropolitan Museum of Art (H. 38,9 cm);

New York, Sotheby’s 30. 5. 1987, Lot. 61

(H. 38,4 cm); frither New York, Bachstitz Collection
(H. 38 cm); Versailles, Musée national des chateaux
de Versailles (H. 39,7 cm, in diesem Fall wurde
wahrscheinlich auch die Héhe des Bronzesockels
einberechnet). Die Autorin erwahnt ferner noch
eine Reihe kleinerer und spiter entstandener
Abgiisse derselben Komposition. — Eine
spiegelverkehrte Variante (Bronze, H. 18,6 cm),
wahrscheinlich von einem nordeuropdischen
Kiinstler, aufbewahrt in Wien, Kunsthistorisches
Museum, Kunstkammer, Inv. Nr KK 5891.

Vgl. hierzu Leithe-Jasper (zit. in Anm. 24), S. 93,
Kat. Nr. 12b. — Valeria Brunori, in: Giambologna
— gli dei (zit. in Anm. 21), S. 353, Nr. 6, Abb.,
reproduziert die Kopie Venus Urania (patinierte
Bronze, H. 37,5 cm, Inv. Nr. 85B) aufbewahrt im
Museo Nazionale del Bargello, Florenz.

48 Manchmal kann nicht einmal genau
entschieden werden, ob es sich in den erhaltenen
Fillen um Autorenrepliken, anonyme Varianten
oder bloBe Kopien handelt, Vgl. Leithe-Jasper, in:
Giambologna — gli dei (zit. in Anm. 21), S. 205.

49 Hannover, Kestner-Museum, Elfenbein,
Stdholland, um 1600?. vgl. Leithe-Jasper, in:
Giambologna — gli dei (zit. in Anm. 21), S. 204, wo
auch eine Schnitzerei aus dem Nationalmuseum in
Prag genannt wird. — Zur Venus aus Porzellan von
Anton K. Luplau vgl. Ursel Berger — Volker Krahn,
Bronzen der Renaissance und des Barock. Katalog

der Sammlung, Herzog Anton Ulrich-Museum
Braunschweig, Braunschweig 1994, S. 16, Abb. 12
ebenda.

50 Das schmale, iiber Riicken und Brust der
Wiener Venus gefithrte Band mit der Signatur des
Meisters, das ihre Draperie hilt, fehlt hingegen bei
den weiteren bekannten Varianten.

51 Z.B. Venus, sich nach dem Bad abtrocknend,

um 1580—1585 (?), Bronze, H. 24,9 cm, Wien,
Kunsthistorisches Museum, Kunstkammer,

Inv. Nr. KK 5874. Vgl. Leithe-Jasper (zit. in

Anm. 24), S. 84—87, Kat. Nr. 1—5, 5a; idem, in:
Giambologna — gli dei (zit. in Anm. 21), S. 203,
Kat. Nr. 21; Kryza-Gersch, in: Giambologna.
Triumph des Korpers (zit. in Anm. 21), S. 195—198,
Kat. Nr. 3, Abb. auf S. 195, 196.

52 Aufgrund des Restauratorenbefunds,

der einen vorziiglichen Holzzustand und die
Anwendung der jiingeren PolierweiBtechnik

auf der Oberfliche konstatierte, interpretierte
PhDr. Lubog Sr3eti die Entstehungsgeschichte der
Allegorie der Astronomie in folgendem Sinne: ,Es

ist also maoglich, dass die Statue ein heute unbekanntes
Modelletto kopiert und eventuell in der Zeit historisierender
Riickgriffe auf Manierismus und Barock in der zweiten
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Hilfte des 19. Jahrhunderts entstanden ist.“ Vgl. den
handgeschriebenen Text des Katalogstichworts
der Ausstellung in Old Salem aus dem Jahr 1996.
Ich danke Dr. Lubomir Sr3en herzlich fir die

Uberlassung des maschinengeschriebenen Textes.

53 Eine andere Umsetzung eines Spit-
renaissancewerks in seine Barockgestalt stellt der
Herkules im Kampf mit dem Lowen aus dem letzten
Drittel des 17. Jh. dar, gleichfalls aus dem Besitz
des Nationalmuseums in Prag, offenbar eine
Reaktion auf Vries’ Springbrunnen in Augsburg
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bzw. dessen bekannten Kupferstiches. Jiingere
Beispiele einer Umsetzung dhnlicher Werke mit
dem Motiv der Kdmpfe des Herkules stellen die
steinernen Statuengruppen von Johann Georg
Bendl und Ferdinand Maximilian Brokof sowie

die Skulptur aus Brauns Werkstatt auf dem

Schloss in Duchcov vor. Vgl. hierzu Lubo§ Sr3eri,
in: Sldva barokni Cechie. Uméni, kultura a spolecnost

17. a 18. stoleti (Ausst. Kat.), Vit Vlnas (ed.), Narodni
galerie v Praze 2001, S. 398, Kat. Nr. II/3.172.

Ubersetzungen Jiirgen Ostmeyer



REPORTS

A Non-Ilnvasive Material
Investigation of Paintings by
Gustav Klimt

RADKA SEFCU

The National Gallery’s chemical-technological laboratory has recently been equipped

with new tools for mobile, non-invasive examination methods, such as X-ray fluorescence
analysis, mobile Raman spectroscopy and Fourier transform infrared spectroscopy. The
in-situ mobile non-invasive methods allow us to undertake a material investigation of
valuable artworks without moving them to a laboratory setting and taking samples for
chemical analysis. X-ray fluorescence analysis and Raman spectroscopy were recently used
to examine important artworks such as the Virgin and Water Castle by Gustav Klimt. The
examination using these mobile instrumental methods brought very satisfying results. We
were able to identify art materials used including pigments and dyes and to characterize
the artist’s palette and painting technique without compromising the artworks’ material
integrity.

Non-invasive analytical methods have Keywords
recently been the main focus in the field Gustav Klimt, non-invasive analytical me_thot_:{s, Raman
of material investigation of artworks. These spectroscopy, Xray fluorescence analysis, pigments
methods allow us to examine artworks
from which we cannot take samples, and
they also help eliminate micro-destructive
methods where micro samples are taken from
peripheral or damaged parts of artworks
during the restoration process.* Investigation
using mobile non-invasive methods can be
performed in situ and it is not necessary to
move the artworks to a laboratory setting
and take samples for chemical analysis. The
investigation can take place in exhibition
halls, vaults or in the restorers’ studios
during restoration (Fig. 1).2
The usual non-invasive methods can be
used for artworks of any size. Their further
advantages include flexibility, relatively fast
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1

Examination of the Virgin with a portable XRF spectrometer.

data processing and contactless analysis,
which is performed from a distance of

a few millimetres or centimetres. The
measurement can be taken from an infinite
number of points, creating a base for highly
representative and relevant figures (Fig. 2).
Full-area measurement is also possible with
these methods? and in some cases depth
profiling (3D) can be performed.*

The currently used innovative mobile
instruments are highly precise and sensitive,
offering a sufficient compromise between
mobility and the parameters of top-quality

stationary instruments in science laboratories.

When interpreting the results it is, however,
necessary to take into account both the
instruments’ parameters (measurement
performance and its limitations etc.) and
the fact that the analysis is conducted on
the artwork’s surface. Art materials used are
usually heterogeneous and, in the case of
painting, have been applied in a system of
layers.> The works may also contain materials
that were added during later retouching and
overpainting.
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The most common mobile instrumental
methods include X-ray fluorescence analysis
(XRF), mobile Raman spectroscopy (RS)
and Fourier-transform infrared spectroscopy
(FTIR). The earliest of these methods — X-ray
fluorescence analysis® — helps determine
the chemical composition of the examined
art material based on stimulated emission
of characteristic X-radiation. The analysis
reveals the chemical elements present in
the examined spot. It is commonly possible
to detect elements from aluminum (Al) to
uranium (U).” Based on the characteristic
elements present in the paint, we can identify
particular inorganic materials — pigments in
the paint.® In the case of complex layered
structures, the method loses its effectiveness
with the increasing depth (layer) in which the
particular pigment is present.®

The complimentary methods of Raman
and infrared spectroscopy, which have
become increasingly common in the recent
years, study the structural character of
inorganic and organic materials (pigments,
dyes and binding agents).”® Both methods
are based on the characteristic interaction
between the analyzed material and the
excitation laser emission. In Raman
spectroscopy, the wavelength of the
excitation laser is an important parameter.™
By analyzing a material using this method,
we obtain a spectrum that characterizes its
structure; the material is then identified
based on comparison with the library
of standard-material spectra.'? Portable
Raman spectrometers usually contain
optic fibres which conduct the excitation
beams directly to the measured object and
subsequently conduct the emitted radiation
to the detector.

Optic fibres can be connected through the
microscope (Fig. 3), and so it is possible to
examine areas on the order of micrometres.
When conducting the measurement, it is
necessary to carefully regulate the laser’s
power so that the degrading photo-chemical
or thermal processes do not alter the
structure of the artwork’s surface.” In the
cases where most of the elements in the
examined material exhibit fluorescence, it
is necessary to use instruments equipped
with lasers that are able to reduce and
eliminate this fluorescence (Fig. 4)* or use
reflectance infrared spectroscopy. Mobile
Fourier transform infrared spectroscopy



2 The number of spots measured by XRF spectrometer.

is used in its reflectance mode to identify
organic components in the painting (colours,
binders, surface varnishes etc.).”s

The examination of 19th century and
modern art using these methods is rather
complex because, as apparent from previous
examinations by conventional methods, the
mixture of materials is quite heterogeneous.*
The new, industrially manufactured tubes
of paint liberated the artists from traditional
techniques, allowing them to experiment

and mix several different colours in order to
achieve the desired shade.?”

The methods of X-ray fluorescence analysis
and Raman spectroscopy were recently used
to examine important paintings such as

the Virgin (oil, canvas, 190 x 200 cm, 1913,
National Gallery Prague, inv. €. O 4152) and
Water Castle (oil, canvas, 110 x 100 ¢cm, 1908—
1909, National Gallery Prague, inv. no. O 4103,
fig. 5) by Gustav Klimt (1862—1918), the most
important artist of the Viennese Art Nouveau.
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3 Measuring with a
Raman spectrometer
featuring optical fibre
connected through a

microscope.
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The artworks were acquired in 1910 by the
German section of the Modern Gallery. The
Water Castle, purchased from an exhibition
in 1910, depicts a landscape with the
Kammer Castle; Klimt painted it during his
summer sojourn at Lake Attersee. The Virgin,
thematizing the phenomenon of femininity,
one of the key Art Nouveau subjects, was
purchased as a special acquisition following
Klimt’s exhibition in Rudolfinum, organized
in 1914 by the Modern Gallery.*®

Both these artworks were examined as
part of preparations for the exhibitions in
2017 and 1018. However, Klimt’s works
from the collections of the National Gallery
Prague have not been fully examined in
terms of their material composition. Partial
analyses of material investigation conducted
largely during the restoration of Klimt's wall
paintings were published abroad.®

Analytical Methods

Elemental analysis was performed on

the painting’s surface by way of mobile
non-invasive X-ray fluorescence analysis
using the portable NITON XL3t GOLDD
instrument. An X-ray tube with a silver
anode and maximum voltage of 50 kV

was used as the source of radiation. This
method can detect elements with an atomic
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number higher than aluminum (Z>13).

The radiation emitted from the painting’s
surface was detected from an area measuring
3 mm in diameter using an integrated large-
volume silicon detector. Each measured
spot was photographed using an integrated
CCD camera and analyzed for 120 s. The
measurement was contactless, conducted
from a distance of approximately 0.5 cm. In
the case of the Virgin, elemental analysis was
performed on 42 measured spots (Fig. 2),
while 19 spots were measured in the paint
surfaces of the Water Castle. The structure

of art materials was identified by way of
mobile Raman spectroscopy. An iRaman Plus
dispersive spectrometer with optical fibre
made by BWTek was used for the Virgin.
The excitation laser operated at 785 nm with
maximum power of 420 mW. The intensity
of incident laser radiation was up to 5 %
with the measurement period between 4
and 40 s. The spectrometer covered the
spectral range between 65 and 3200 cm?
with a spectral resolution of 4,5 cm*. The
optical fibre, 1.5 m in length, was connected
through an Olympus microscope affixed to
a motorized tripod which was able to move
along the x, y, z axes with a minimum step
of 5 pm. The measurement was contactless.
The BWSpec and Omnic 9 programs were



used to process the data. We also made use
of the Bravo handheld Raman spectrometer
made by Bruker. This instrument features
a 780—1064 nm duo laser with mitigated
fluorescence (Sequentially Shifted Excitation,
SSE). The spectrometer covered a spectral
range between 300 and 3200 cm? with laser
power < 100 mW and resolution 10 cm™.
The Opus and Omnic 9 programs were used
to process the data. The resulting spectra
were compared with the spectrum library
in the chemical-technological laboratory

of the National Gallery Prague. We
conducted 58 measurements using portable
Raman spectrometers on the Virgin and

30 measurements on the Water Castle.

Results

The examination using mobile instrumental
techniques brought extensive results based
on which we can specify the art materials
(Tab. 1 and 2) and technique Klimt used in
his paintings. Both works are painted on
plain-weave canvas supports covered with

a priming ground layer with a slight warm
tinge. In the Water Castle, Raman spectroscopy
detected the characteristic bands (1054, 988,
456 cm?) which unambiguously confirm the
presence of lead white (PbCO, - 2 Pb(OH),)
and barium sulphate (barium white, BaSO,).
In the Virgin, elements characteristic of lead
and barium white were detected in the white
layer in the place where the canvas is pulled
over the stretcher bar, suggesting that ground
with the same material composition was
used here. The priming ground layer based
on lead and barium white was widely used

in mass-produced canvases.? Aside from

this ground, we also identified elements
characteristic of zinc white (ZnO) with a small
addition of calcium carbonate (CaCO.,, fig. 6).
The ground layer was clearly covered with
white underpainting because the significant
presence of zinc (Zn) was detected in all
obtained XRF spectra. An unevenly applied
white layer is also visible on the canvas strips
on the stretcher bars.

Although drawing material is extremely
difficult to detect by non-invasive methods,

it is possible to confirm that both works
contain black (grey-black) drawn lines, in
some places visible to the naked eye and
likely made in carbon black.?? In the Virgin,
we may see drawn spirals, while in the Water

Castle the drawing is visible in the details on
the building, such as windows (Fig. 7).%
Zinc white is also present as the main white
pigment in flesh tones (Fig. 8a), white floral
motifs in the Virgin and the architecture
(castle, tower) and the sky in the Water
Castle. Tt appears in all colour tones (yellow,
red, pink, violet, blue, green). In the flesh
tones, zinc white is combined with coloured
pigments (cadmium yellow, cobalt blue,
emerald green, etc.). Zinc white was widely
used in Klimt’s times as it is subtle and can
be mixed with a variety of pigments including
those containing sulphur such as cadmium
yellow.?* In addition, it is less likely to turn
yellow when mixed with oil binders® and,
thanks to its elasticity in the mixture with
the binding agent, it is suitable for shaping
impasto layers.?¢ Klimt took advantage of
this quality when constructing paint layers
in the Virgin where the smooth dark surface
forms a background for the entangled figures
of the virgins depicted using a combination
of textured multi-colour impasto layers. The
artist ingeniously applied the additional
colours, combining violet or blue next to
yellow, green next to pink or orange-red.
Contrasting with the glowing white facial
tones and the dark smooth background, the
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4 Measuring with a
Raman spectrometer
equipped with a duo
laser operating at
780—1064 nm.
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5 Water Castle.
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6 XRF spectra from the ground in the Water Castle (a) and Virgin (b).
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array of complementary colours accentuates
the work’s playfulness and dynamism.

In the Water Castle, the smooth, calm
surface of Lake Attersee and the light-
coloured building contrast with the short,
broken brushstrokes used for the greenery
and the roofs. The impasto layers are
subtle and the textured surface of the
greenery underlines the scene’s melancholy
atmosphere. Tonal gradation in both works
is achieved by employing several pigments in
different variations.

The palette is more diverse in the Virgin.
Here, the main yellow pigments include
strontium yellow (SrCrO,) and barium yellow
(BaCrO,), both of which were detected by
Raman spectroscopy (Fig. 9a,b). XRF analysis
also demonstrated the presence of cadmium
yellow (CdS, fig. 8b). While strontium yellow
only appears in yellow tones in the Virgin,
barium yellow and cadmium yellow were
also used in the Water Castle, namely in the
yellow and green areas. In addition to that,
ferric oxide pigments, likely admixtures of
yellow or brown ochre, were detected in

the brown areas on the Water Castle. In both
works, Klimt combined vermilion (HgS) with
the yellows, and especially cadmium yellow,
to achieve orange and red tones. He may

17-116-XRF 1 flesh tone

7 The black drawing showing through the light paint, Water Castle.
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9 Raman
spectra from
the coloured

paint in the

Virgin.
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also have used cadmium orange or red (CdS,
CdSe), detected on the virgins’ skin and lips.
Vermilion was detected in the signature on
the Virgin. Aside from vermilion, Klimt also
used red lead (Pb,0,) and a red lake which
was identified as dark alizarin Madder lake
(Fig. 9f). Red lake mixed with zinc white
creates tones from light pink to a very dark,
wine colour.

French blue and violet ultramarine
(Na, Al SiO, S, ) were identified in

both works. 'l"zflez-4presence of cobalt blue
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(CoO - Al,O,) and Prussian blue was only
demonstrated in the Virgin. Cobalt blue, likely
in combination with ultramarine, is used in
floral motifs and spirals, and Prussian blue
appears on the background and in some

of the green-blue paint. The spirals on the
blanket change their tonality from dark
blue, possibly with an admixture of black,
to light violet where cobalt violet light was
detected (Co,(AsO,),). This pigment was
among the most expensive colours. Tonal
grading from blue to violet on the spirals



is achieved by mixing the above pigments
with zinc white. Elemental analysis of

the dark areas confirmed the presence of
phosphorus (P), a key element in bone blacks
(Ca,(PO,), + CaCO, + C).

Tonal gradation can also be observed in green
areas, where it is achieved by employing
green pigments with different chemical
composition, such as the transparent
chromium oxide (viridian, Cr,0, - nH,0) or
opaque chromium oxide (Cr,0,), detected

in the Water Castle in the vegetation and the
water surface of the lake. The deep green
paint in the Virgin suggests the presence of
transparent chromium oxide. In contrast
with this deep colour, the Virgin features
lighter green tones created using emerald
green (Cu(CH,COO), - 3 Cu(AsO,),). The
green pigments complement one another.
The painter achieved different shades by
combining them with yellow pigments, zinc
white as well as vermilion and Prussian

blue. The light value of the final colour is
dependent on the ratio of the individual
pigments. Raman spectroscopy showed bands
at 1200—1600 cm?, characteristic of zinc
soaps — zinc oleates and stearates. We may
assume that they were formed by the reaction

of the oil binder with zinc cations? although
some manufacturers were known for adding
these compounds directly to the colours as
a dispersion medium in order to prevent the
colour from drying out in the tube.

Conclusion

This investigation has shown that combining
different instrumental, non-invasive methods
of analysis can be very fruitful. Despite
being technologically demanding and time-
consuming, this complex method can bring
exhaustive information about painting
technique and materials used without taking
samples from the examined work. Identifying
material composition is key to determining
the technique of individual artworks in the
context of contemporary production. The
present work gathers a large amount of data
obtained during scientific investigation of
art materials used in paintings by Gustav
Klimt from the collections of the National
Gallery Prague. The results will significantly
reduce the practice of taking micro-samples,
although samples remain necessary for
identifying the way in which individual paint
layers were applied and pigments combined
in these layers.
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Tab. 1 Dominant chemical elements identified by X-ray fluorescence analysis

Colour of the paint

Virgin (O 4152)

Water Castle (O 4103)

nﬁ;‘;ﬁmem Chemical elements m:::;:::ment Chemical elements
White 1 1,23 Zn, Ba, Pb, S 2,7,11, 13,16 Zn, Ba, S, Fe
White 2 15 Pb, Ba, S,
Yellow 10, 12*, 23, 33 Cd, Cr, Sr, Ba 58 Cd, Zn, S, Cr
Orange 1 9, 11 Cd, S, Hg, Sr
Orange 2 14 Hg, S, Cd
Red 1 13 Hg, S 3,6 Hg, S, Cd, Fe, Zn
Red 2 17 Fe, Cd, Se
Red, dark 15,16 Zn, Ba, S (Fe)
Violet 27, 29 Co, As
Violet, dark 28 Co, As, Hg, S 10, 17 Zn, S, Cd, Al, Si, S, Fe, Cr, Hg,
Ca, Sr

Blue 21, 22, 25, 26 Co, Al Si, S, As, K, Ca 1 Zn, S, Al, Si, Ca
Green 32, 33, 34, 37 S, Cd, Cr (Sr, Fe) 4,14, 18 Cr, Cd, Zn, Sr, Ba
Green, light 35 Cr, S, Cd, As
Green, dark 36 Cu, As, Cr, Cd, S
Brown 39 Al, Si, S, K, Ca, Cr, Fe, Cd, Zn, Se, 9 Fe, Zn, P, Ca

Ba, Sr, Hg, Pb
Black 30, 31, 40 Al Si, S, K, P, Ca, Cr, Fe, Sr, Hg, 12 P, Ca, Zn, Fe,

Co, As
Flesh tone 4,5, 6 Zn, Ba, S (Cd, Cr)**
Flesh tone, contour 7 Zn, Ba, S, Cr, Co, As
Ground 41 Zn, Ba, S, Ca, Pb 19 Ba, Pb, S
Signature 42 Hg, Cd, S, Fe — -

* Only cadmium has been identified (Cd), ** elements in the brackets were identified on the coloured areas in skin parts. Cadmium (Cd) was
identified in the yellow-tinged skin parts.
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Tab. 2 Results of analysis by way of Raman spectroscopy

Colour of the
paint

Virgin (O 4152)

Water Castle (O 4103)

Raman bands (cm') Pigments Raman bands (cm') Pigments
White 1 1441, 1302, 437 zinc white 437 zinc white
oil binder
- - 2915, 1444, 1299, 1299, zinc white
1052, 985, 436 barium sulphate
lead white
White 2 — - 1050, 988, 622, 457 barium sulphate
lead white
Yellow 892, 865, 399, 374, 349 strontium yellow 1441, 1299, 437, 385, 345 yellow ochre
zinc white
vermilion
1076, 915, 893, 865, 431, 402, strontium yellow 1049, 987, 615, 456 cadmium yellow
374, 349 lead white
barium sulphate
987, 862, 344 barium sulphate 1056, 988, 609, 461 cadmium yellow
barium yellow lead white
vermilion barium sulphate
Orange 1 343, 253 vermilion
Orange 2 1438, 1297, 1051, 548, 390 lead white
red lead
Red 1 343 vermilion 342 vermilion
Red, dark 2937, 2884, 2853, 1636, 1519, alizarin
1481, 1440, 1328, 1296, 1064, zinc white
490, 437
Violet 1442, 1297, 873, 840 cobalt violet light 1049, 986, 546, 459 violet ultramarine
led white
barium sulphate
Violet, dark 873, 548 cobalt violet light, 987, 545, 376 violet ultramarine
ultramarine barium sulphate
Blue 548 ultramarine 1048, 987, 546, 458 ultramarine
lead white
barium sulphate
Green 2153, 2092, 1438, 1304, 987, barium sulphate 988, 552 opaque chromium oxide
900, 862, 540, 437, 399, 358 barium yellow barium sulphate
Prussian blue
Green, light 987, 862, 351 barium sulphate 1048, 986, 616, 546, 462, 396 cadmium yellow
barium yellow opaque chromium oxide
lead white
barium sulphate
Brown 892, 865, 402, 371, 349 strontium yellow 1592, 1312, 340 vermilion
bone black
Flesh tone 2939, 2854, 1439, 1298, 437 zinc white
Ground 987 barium sulphate 1054, 988, 456 lead white
barium sulphate
Signature 2152, 2091, 1608, 1311, 533, 341  Prussian blue

vermilion

Bulletin of the National Gallery Prague XXVI11/2018 127



Notes

1 Koen Janssens — Geert Van der Snickt —
Frederik Vanmeert — Stijn Legrand — Gert Nuyts
— Matthias Alfeld — Letizia Monico — Willemien
Anaf — Wout De Nolf — Marc Vermeulen — Jo
Verbeeck — Karolien De Wael, Non-Invasive and
Non-Destructive Examination of Artistic Pigments,
Paints, and Paintings by Means of X-Ray Methods,
in: Rocco Mazzeo (Ed.) Analytical Chemistry for
Cultural Heritage, Springer, Cham 2017, pp. 77—128.
2 Examinations of both mobile and immobile
cultural heritage can also be performed outdoors
or inside a church or chapel, see Tom4s Cechidk —
Tom4§ Trojek — Radka Sefct — Sté&panka Chlumsk4
— Anna Tfedtikovda — Marek Kotrly — Ivana
Turkové, The use of powdered bismuth in Late
Gothic painting and sculpture polychromy, Journal
of Cultural Heritage 16, 2015, pp. 747—752.

3 Steven Saverwyns — Christina Currie —
Eduardo Lamas-Delgado, Macro X-ray fluorescence
scanning (MA-XRF) as tool in the authentication
of paintings, Microchemical Journal, Vol. 137, 2018,
pPp. 139—147.

4 Tomé4§ Trojek — Radek Proke¥ — Radka Sefcti —
Hana Bilavéikova — Tom4§ Cechik, Confocal X-ray
fluorescence spectrometer for in-situ analyses of
paintings, Radiation Physics and Chemistry, Vol. 137,
pp. 238—242.

5 This also applies to sculptural polychromy.

6 Roberto Cesareo — Francisco Vittorio

Frazzoli — Carlo Mancini — Sebastiano Sciuti

— Maurizio Marabelli — Paolo Mora — Pasquale
Rotondi — Giovanni Urbani, Non-destructive
analysis of chemical elements in paintings and
enamels, Archacometry 14, 1972, pp. 65—78; Teddy
Hall — Frangois Schweizer — Paul A. Toller,

X-ray fluorescence analysis of museum objects:

a new instrument, Archaecometry 15, 1973, pp.
53—78; Alessia Longoni — Carlo Fiorini — Paolo
Leutenegger — Salvatore Sciuti — Gabriele
Fronterotta — Lothar Striider — Peter Lechner, A
portable XRF spectrometer for non-destructive
analyses in archaeometry, Nuclear Instruments

and Methods in Physics Research A, Vol. 409, 1998,
pp. 407—4009.

7 Under some conditions it is possible to detect
elements from sodium up (Na, atomic number 11).
8 Costanza Miliani — Francesca Rosi —

Aviva Burnstock — Bruno Brunetti — Antonio
Sgamellotti, Non-invasive in-situ investigations
versus micro-sampling: a comparative study on

a Renoirs painting, Applied Physics A, 89, 2007,

pp- 849—856; Erich Stuart Uffelman — Elizabeth
Court — John Marciari — Alexis Miller — Lauren
Cox, Handheld XRF Analyses of Two Veronese

Bulletin of the National Gallery Prague XXVIl1/2018

Paintings, in: Patricia L. Lang — Ruth Ann
Armitage (eds.), Collaborative Endeavors in the Chemical
Analysis of Art and Cultural Heritage Materials, 2012,
pp- 51—73.

9 For more about this see for example Hana
Bartovd — Tom4$ Trojek — Tom4§ Cechdk — Radka
Sefcti — St&panka Chlumsk4, The Use of Various
X-Ray Fluorescence Analysis Modalities for the
Investigation of Historical Paintings: The Case
Study on the Late Gothic Panel Painting, Radiation
Physics and Chemistry, Vol. 139, 2017, pp. 100—108;
Laurence de Viguerie — Philippe Walter — Eric
Laval — Bruno Mottin — Armando Solé, Revealing
the sfumato Technique of Leonardo da Vinci by
X-Ray Fluorescence Spectroscopy, Angewandte
Chemie, Vol. 49, 2010, pp. 6125—6128.

10 Philippe Colomban, The on-site/remote
Raman analysis with mobile instruments: a review
of drawbacks and success in cultural heritage
studies and other associated fields, Journal of Raman
Spectroscopy, Vol. 43, 2012, pp. 1529—1535; Francesca
Casadio — Celine Daher — Ludovic Bellot-Gurlet,
Raman Spectroscopy of cultural heritage Materials:
Overview of Applications and New Frontiers, in
Instrumentation, Sampling Modalities, and Data
Processing, in: Rocco Mazzeo (ed.), Analytical
Chemistry, Spring, Cham 2017, pp. 161—211; Peter
Vandenabeele — Howell G. M. Edwards — Luc
Moens, A Decade of Raman Spectroscopy in

Art and Archaeology, Chemical Reviews 107 (3),

2007, pp. 675—686; Michele R. Derrick — Dusan
C. Stulik — James M. Landry, Infrared Spectroscopy
in Conservation Science, Getty Publications, Los
Angeles, 1999.

11 Lasers with wavelengths of 455, 532, 632, 780
(785) and 1064 nm are suitable for the analysis.
Lasers with wavelengths of 532, 780 (785) and 1064
nm are most commonly used for the analysis of
paint layers.

12 Lucia Burgio — Robert J. Clark, Library of
FT-Raman spectra of pigments, minerals, pigment
media and varnishes, and supplement to existing
library of Raman spectra of pigments with visible
excitation, Spectrochimica Acta A 57, 2001, pp. 1491—
1521.

13 Prior to the measurement, we tested the
methods on samples simulating the examined
artistic technique and the use of pigments
presumed based on, for example, the elemental
composition previously determined by way of

the XRF. These tests help specify the safest
measurement parameters, such as the laser’s power
and the necessary duration of the measurement.
This solution offers a compromise between the
procedure’s safety and the intensity of signal



diffusion; the most commonly used laser power is
1—-5 %.

14 Lasers with wavelength of 780 or 1064 nm are
used to reduce or eliminate fluorescence.

15 Francesca Rosi — Alessia Daveri — Costanza
Miliani — Giovanni Verri — Paolo Benedetti —
Francesca Pique — Brunetto Giovanni Brunetti

— Antonio Sgamellotti, Noninvasive identification
of organic materials in wall paintings by fiber
optic reflectance infrared spectroscopy: a statistical
multivariate approach; Analytical and bioanalytical
chemistry 395, 2009, s. 2097—2106; Polonca

Ropret — Costanza Miliani — Silvia A. Centeno

— Crtomir Tavzes — Francesca Rosi, Advances in
Raman mapping of works of art, Journal of Raman
Spectroscopy, 41, 2010, s. 1462—1467.

16 Radka Sefcti, Material Research: Vincent van
Gogh, Green Field, Bulletin of the National Gallery in
Prague XXVII, 2017, pp. 58—59; Véclava Antuskova
— Hana Bilav¢ikova — Martina Kmoni¢kova —
Vaclav Pitthard — Radka Sefcfi, Technika syntonos
v dile Antonina Slavi¢ka, Férum pro konzervdtory-
restaurdtory, AMG, Litomysl 2017, pp. 8—14.

17 David Bomford — John Leighton — Jo Kirby —
Ashok Roy, Impressionism: Art in the Making, National
Gallery London, London 1991; Klaus Albrecht
Schréder — Heinz Widauer — Sjraar van Heugten
— Marije Vellekoop (eds.), Van Gogh: Heartfelt Lines,
DuMont, Kéln 2008.

18 Olga Uhrovi, Gustav Klimt, in: Veronika
Hulikova (ed.), Konec zlatijch éasii (ex. cat.), National
Gallery Prague 2017, pp. 19—31.

19 KLIMT & RODIN: An Artistic Encounter, Fine
Arts Museum of San Francisco, USA, Oct. 14,

2017 — Jan. 28, 2018. The exhibition Konec zlatyjch
¢asii (The End of the Golden Times), curators: Otto
M. Urban — Zuzana Novotna — Olga Uhrova —
Petr Sdmal and Petr S4mal, National Gallery
Prague, Apr. 24 — July 22, 2018.

20 Benilde F. O. Costa — Mathias Blumers —
Antonio Sansano — Goestar Klingelhéfer —
Fernando Rull — Robert Lehmann — Franz

Renz, Klimt artwork: material investigation by
backscattering Fe-57 Mossbauer and Raman
spectroscopy, Hyperfine Interactions, 2014,

s. 621—627; Benilde F. O. Costa — Robert
Lehmann — Dagmar Wengerowsky — Mathias
Blumers — Antonio Sansano — Fernando Rull —
Harald J. Schmidt — Folke Dencker — André

Niebur — Goestar Klingelhofer — Ralf Sindelar —
Franz Renz, Klimt artwork (Part II): material
investigation by backscattering Fe-57 Mossbauer-
and Raman- spectroscopy, SEM and p-XRF,
Hyperfine Interactions, 2016, 237: 92; Alexandra
Metzer, Gold for Paradise — Gustav Klimt's gilding
technique for the Beethoven Frieze (https://www.
iiconservation.org/node/6087).

21 For more about the mass production of
canvases and the way ground was applied and
made see Iris Schaefer — Caroline von Saint-George
— Katja Lewerentz — Heinz Widauer — Gisela
Fischer, Painting Light: The Hidden Techniques of the
Impressionists, Skira Albertina, 2009, pp. 43—59. The
same ground was detected for example in paintings
by Vincent van Gogh: Ralph Haswell — Leslie
Carlyle — Kees T. J. Mensch, Van Gogh’s Painting
Grounds: Quantitative Determination of Bulking
Agents (Extenders) Using SEM/EDX, Microchimica
Acta, Vol. 155, 2006, pp. 163—167; Olga Uhrova

— Radka Sefcti — Adam Pokorny, Sain-Rémy 188,
Bulletin of the National Gallery in Prague XXVI, 2017,
pp. 50—63; Radka Sefcti, Materislovy prizkum
obraztl Jakuba Schikanedera, in: Veronika Hulikovj
(ed.), Jakub Schikaneder (1855—1924) (ex. cat.),
National Gallery Prague 2012, pp. 247—259.

22 Carbon-based black is the most common
drawing material (for example graphite, carbon
black).

23 The extent and technique of the drawn design
is the subject of a restorer’s examination carried
out using IRR photography.

24 Lead white cannot be mixed with these
pigments because it may degrade, transforming
into black lead sulphide (PbS).

25 Leslie Carlyle, The Artist’s Assistant: Oil Painting
Instruction Manuals and Handbooks in Britain 1800—
1900 with References to Selected Eighteenth Century
Sources, Archetype Books, London 2001.

26 Salvant Plisson — Laurence de Viguerie — Luc
Tahroucht — Michel Menu — Guylaine Ducouret,
Rheology of white paints: How Van Gogh achieved
his famous impasto, Colloids and Surfaces A:
Physicochemical and Engineering Aspects, Vol. 458, 2014,
pPp. 134—141.

27 Laurianne Robinet — Marie-Claude Corbeil,
The Characterization of Metal Soaps, Studies in
Conservation 48, no 1, 2003, pp. 23—40.

Translated by Hana Logan

Bulletin of the National Gallery Prague XXVI11/2018

129



ARCHIVE

Exhibitions of Renato Guttuso
and Changes in the Perception of
His Art in Socialist Czechoslovakia

ANNA EBENOVA

One of the features of the Socialist Czechoslovakia’s cultural policy was its interest in
Communist artists from Western countries. This interest tended to change depending on the
political situation at the time. Renato Guttuso, regarded chiefly as an exponent of Italian
Neo-Realism in painting, was acknowledged in Czechoslovakia over a fairly long period. At
the age of 29, Guttuso joined the Italian Communist Party (Partito Comunista Ttaliano —
PCI). After World War II he became an active party functionary, in 1976 he was even a PCI
member of the Italian Senate. As a successful painter and art theorist he is recognized as a
highly influential figure of the Italian Left-wing cultural scene.

Guttuso’s work was first exhibited in Czechoslovakia in 1949 as part of the collective
exhibition of Italian graphic art. That same year, an exhibition titled Young Italian Painting
took place; Guttuso personally attended its grand opening in Prague, thus establishing
direct contacts with the Czechoslovak cultural circles. In the following years, a total of four
monograph exhibitions of his artwork were staged in Prague — in 1954 in the Manes art
gallery, and in 1968, 1973 and 1979 in the National Gallery.

Keywords In June 1946 Italy became a republic.

Renqto Guttuso, C;echoslovak-ltalian relations, exhibitions, The first national election was won by the

Archives of the National Gallery Prague .. . s
Christian Democratic Party whose political
course was pro-Western, oriented chiefly
towards the United States. The Communists
became the second strongest political party
in Italy. The Italian government was rightly
concerned with the growth of Communist
power and its policy was therefore marked by
a firm anti-Communist stance demonstrated
in a fairly aggressive propaganda campaign
in the form of various manifestos and
posters, as well as interventions in the field
of culture. For example, in May 1947, a law
was stipulated prohibiting the incitement of hatred
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1 Installation of the exhibition Renato Guttuso: Autobiografia, National Gallery Prague, Waldstein Riding School, 1968, Archives of

the National Gallery Prague. Photo: Vladimir Fyman.

between social classes in films which, in practice,
facilitated ideological censorship.*

Ttaly also strove to curb the contacts of
the Italian Left with Czechoslovakia. We
may read in a report for the Ministry of
Foreign Affairs regarding Czechoslovak-Italian
relations that as early as May 1948, in a note
sent to the ministry, the Italian Embassy
complained of “the pursuance of cultural
contacts” on the part of Czechoslovakia,
accusing it that “it supports the organizing
of Ttalian workers” in Czechoslovakia.? In the
following years, the Italian government made
every effort to hinder the administrative
procedures for collaboration with
Czechoslovakia and, in 1952, it went as far
as cancelling the validity of all Ttalian travel
passports to Czechoslovakia.?

By contrast, Czechoslovakia was practically
only interested in communicating with the
Italian Communist Party (hereinafter as

2 Photograph from the opening of the exhibition Renato Guttuso:
Paintings from 1931—1971, National Gallery Prague, Waldstein Riding
School, 1973, Archives of the National Gallery Prague. Photo: Marie
Sonkova.
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“PCI”) or its sympathizers. Still in 1948,
Czechoslovakia participated in the Venice
Biennale, but did not attend the following
two events.* However, in 1951, at the
instigation of the PCI, the Czechoslovak
government sent a propagandistic exhibition
to Milan called Czechoslovakia — A Country of
Vigorous Construction Endeavours — A Country
of Joyful Working People.> A number of visits
of Ttalian Communist cultural figures to
Czechoslovakia were also organized with the
purpose of reinforcing the country’s relations
with the Italian Left, for example, of the
artist Gabriele Mucchi in 1951.°

The Young Italian Painting exhibition,
mounted at the gallery of the Fine Artists’
Association in Prague in 1949, was prepared on
the Italian part by Alleanza della cultura — an
organization founded with the support of
the PCI.” The majority of artists exhibiting
in Prague were sympathizers of the PCI or
another Left-wing party (at least at the time
of the exhibition’s preparations).® However,
they did not produce art in the spirit of the
Zhdanov Doctrine that promoted Socialist
Realism; for the most part, they embraced
Cubism and Expressionism, and some, such
as Giulio Turcato and Armando Pizzinato,
engaged in abstract art. At the time, both
artists were members of the Forma 1 group,
who proclaimed that they were “Formalists
and Marxists convinced that the terms Marxism
and Formalism are not unconciliable”.* Renato
Guttuso exhibited three paintings in a Neo-
Cubist style there and delivered a speech at
the exhibition preview.

The Young Italian Painting exhibition took
place only a few months after the Zhdanov
Doctrine had been declared binding for the
Czechoslovak cultural scene® and was little
reflected in the press. The critical reviews
issued on the exhibition focused mainly
on political questions. They justified the
modernism of the Italian artists by the
adverse social situation in Italy, which they
described using fiercely demagogic rhetoric
in the context of a campaign under way in
Czechoslovakia at the time and aimed against
so-called “cosmopolitanism”, American
influences and the Catholic Church.” For
that matter, similar rhetoric was also used
by Renato Guttuso, who wrote an article
along these lines for the Rudé prdvo (Red Law)
daily in which he literally states that “in Ttaly,
the various forms of clerical oppression, residues
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of the fascist plague and decadent Ttalian culture
that has at its disposal all the weapons (the press,
book publishing, etc.) provide, in large measure,
possibilities for ideological oppression.”? In the
course of 1949, Guttuso gradually abandoned
the Neo-Cubist style and his artistic idiom
assumed a more realistic vein, which was
presented in the Czechoslovak press as
evidence of the correctness of the method of
Socialist Realism.? During his visit, Guttuso
established contacts with the Czechoslovak
cultural scene, for example, with Miroslav
Micko, who was later appointed commissar
for Guttuso’s first monograph exhibition held
in Prague in 1954.

The Exhibition Renato Guttuso,

SVU Manes, 1954

Between 1950 and 1954, only three
exhibitions of contemporary Western art took
place in Prague. These were exhibitions of
caricatures by William Gropper held in 1950,
and of caricatures by Jean Effel and drawings
by Paul Hogarth staged in 1953. Guttuso’s
exhibition in January 1954 was therefore the
first display of paintings by a Western artist
from the beginning of the 1950s, albeit an
artist of Communist leanings. Tts preparations
had already begun in 1952.% This was the
year that the Second National Conference

of the Union of Czechoslovak Fine Artists
(SCSVU) was organized and it was from then
on that a certain shift from the Zhdanov
Doctrine’s schematic concept of the fine arts
can be observed.”

Guttuso exhibited a total of 33 paintings
and eighteen drawings dating from 1950 to
1953.% From today’s perspective, the works
can be aligned with Italian Neo-Realism
although Guttuso himself rejected the use
of this term. Enrico Crispolti” labelled his
style realismo sociale (“social realism”) owing
to socially-inspired themes of his works.*
Canvases featuring social themes prevailed
at the Prague exhibition. A certain curiosity
was the display of a portrait of Julius Fuéik,
which the Czech art critics subsequently
welcomed most positively.*® The exhibition
then travelled from Prague to Warsaw,
Budapest and Bucharest.

At the time of the exhibition Guttuso
visited Czechoslovakia again. Great
importance was attached to his visit, mostly
for political reasons — he was a party
functionary (at the time he was already a



member of the PCI’s Central Committee) and
the Ministry of Culture therefore considered
him “a political personality of first rank”.> Tt
therefore comes as no surprise that the
entire course of his visit was meticulously
organized, beginning with meeting him at
the airport. During his visit, Guttuso was
also delegated to tour various Prague-based
institutions and to hold discussions there
with the employees; he visited the Academy
of Fine Arts, the Rudé prdvo daily’s editorial
board, the Union of Czechoslovak Writers,
and the Manes Association of Fine Artists.
According to the Ministry of Culture, the
purpose of the discussions was “to strengthen
the political awareness of Czech artists and the
general public”. Moreover, great care was
taken to ensure that Guttuso should leave
with a good impression of his visit to
Czechoslovakia. The Ministry of Culture
also found the visit important with regard to
further intensifying cultural relations with
Ttalian artists and above all to the cultural
and political influence on the Italian public.?

This time, the reactions of the
Czechoslovak press to the exhibition of
Renato Guttuso were numerous. The reason
was the very fact that for the first time the
exhibition introduced realistic painting
from the West. Furthermore, in terms of
quality, Guttuso’s paintings surpassed the
contemporary official art production that was
commonly presented to painters as a paragon
of sorts.

It comes as an interesting coincidence that
the exhibition of Soviet artists had opened
shortly before Guttuso’s exhibition.? The two
shows partly overlapped, inspiring viewers
to many comparisons which, however, were
rather superficial and did not venture into
more detailed analyses. Guttuso’s painting
was accepted by the press altogether
positively, however the art critics based
their evaluation of the venue — in keeping
with the general practice in those days —
chiefly on the artist’s political engagement
and the paintings’ social themes. Once
again, Guttuso’s departure from Neo-Cubist
painting was emphasized as that style was
hardly acceptable in Socialist Czechoslovakia
in 1954. In this context, he was essentially
described in the Czechoslovak press as “a
reformed artist” who — although admittedly
briefly succumbing to the influences of
modern art, namely Expressionism, labelled

by the period rhetoric as “formalistic flounder”?*
— managed to return to “the correct path”,
meaning a path towards Socialist Realism
based on the Soviet model.

In Italy, Renato Guttuso confronted the
disfavour of the anti-Communist Italian
government. Although he exhibited at all
the biennials from 1948 to 1957, showing
there even several large canvases, he was
stripped of his passport.?° His inclination
to Realism was subjected to criticism. The
Prague exhibition was therefore a way of
exhibiting his works with success and also
with “understanding”. Moreover, he had the
opportunity to get a glimpse of a country
that proudly manifested a social model which
he himself espoused. In Czechoslovakia,
Guttuso’s exhibition was a certain
confirmation of the tendencies leading to a
relaxation in the cultural sphere and to the
gradual opening of doors to contemporary
Western art, albeit so far only within the
constraints of the current ideology. That same
year, exhibitions of Mexican and Brazilian
graphic art were also mounted, and a year
later an exhibition of Gabriele Mucchi’s art
was displayed.

In the subsequent years, especially in the
first half of the 1960s, the interest in Guttuso
shifted from his painting to his theoretical
essays on Marxist aesthetics. Guttuso's
stances in questions of art were basically
liberal; he defended the creative freedom
of artists and endorsed the preservation of
modern means of artistic expression and a
creative treatment of form.? Distinctive is his
concept of “the struggle for truth on two fronts”.?
What he meant was “the struggle against the
passive reception of visual conventions”, i.e.
particularly the opposition against descriptive
realism, on the one hand, and “the struggle
against irrational and anti-realistic voguish excesses,”
on the other, alluding chiefly to abstract
works that, in his opinion, were only created
under the influence of a current fad and
lacked authenticity. This gave Czech art critics
who stood on the opposite sides of these
fronts the opportunity to refer themselves to
Guttuso's ideas according to their needs.
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The exhibition Renato Guttuso:
Autobiografia, National Gallery, Waldstein
Riding School, 1968

Following a fairly long period when Renato
Guttuso did not exhibit in Prague,® three of
his exhibitions were hosted at the National
Gallery in relatively rapid succession — in
1968, 1973 and 1979.

The organization of the monograph
exhibitions was chiefly associated with the
National Gallery’s director Jifi Kotalik, who
maintained favourable relations with Ttaly.3°
In previous years, Kotalik had noted the
generally little interest in “progressive artists
from Western countries”, specifically mentioning
as an example Renato Guttuso,” and shortly
after being appointed director in 1967, he
included Guttuso into the National Gallery’s
exhibition plan.’

The Prague exhibition ran from February
5 to March 10, 1968 at the Waldstein
Riding Hall, a space designated for large art
exhibitions. The grand opening was attended
by political functionaries, among them
Vladimir Koucky, Secretary of the CC CPC
and Karel Hoffmann, Minister of Culture
and Information. Their attendance thus also
attests to the exhibition’s political dimension.
Guttuso himself did not attend the exhibition
preview.®

The relaxation of the political situation
in Czechoslovakia was also reflected in its
relations with Italy, which were now less
tense, allowing for the advancement of
cultural contacts between the two countries.
The Czechoslovak Embassy in Rome was also
more open towards issues concerning the
Church and to establishing closer friendly
contacts with the governing Christian
Democracy party.®

The Renato Guttuso exhibition in Prague
was organized in collaboration with the Luigi
Toninelli gallery in Milan, which at the time
administrated some of his works. A choice
was made of Guttuso’s autobiographical cycle
Autobiografia — a collection of 36 paintings
and 62 watercolours that Guttuso created in
the spring and summer of 1966. Beginning
in 1956, Gutusso gradually altered his
artistic vocabulary, abandoning explicitly
social themes in favour of a more subjective
painterly idiom; the Communist ideology also
gradually ceased to be felt in his canvases. In
his Autobiografia, the artist sought to render
memory as part of the present. This was
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therefore not a biography, although he did
return to some moments in his life, from
which he drew topics for his paintings. As he
himself wrote, this objective was also reflected
in the choice of the visual means which,
according to him, were to be “sovereignly
free”; hence, the paintings were connected
more through a common idea rather than
their style. In some works, Guttuso sought
inspiration in old photographs or in his
paintings from previous periods, which he
usually painted himself after the models,
re-created and introduced into new contexts.
In doing so, he created a sort of “visual
collage” of the individual motifs-symbols.
Stylistically, these collages in particular tend
towards greater planarity, while other paintings
adhere to his Neo-Realist style of the preceding
years, and in still other works Guttuso
employed Surrealist means. Jifi Kotalik later
wrote that the Autobiografia carries “all the signs
of Guttuso’s mature work”.” Enrico Crispolti
labelled this style “realismo memoriale” (memory
realism) which, in his opinion, consisted in
Guttuso’s finding new perspectives in the
spaces of memory by liberating his visual
associations from the unity of time and
space.® The cycle had been exhibited in 1967
in Darmstadt and Recklinghausen and in 1968
in Antwerp, from where it travelled to Prague.
From Prague, the exhibition moved on to
Hamburg and Ferrara.*

The 1968 Prague exhibition arrived during
the brief period when Czechoslovakia was
experiencing relative freedom and artworks
that had previously been relegated to the
unofficial art scene could now be exhibited.
That year, at the National Gallery alone, a
total of 29 exhibitions were hosted, of which
eleven were of foreign artists, including
exhibitions of Western art.*

Guttuso’s exhibition probably passed
relatively unnoticed, overshadowed by
many other, more attractive art shows. This
is documented by its low attendance.®* A
somewhat reserved tone was also noted in the
press reviews; the magazine Vijtoarné uméni
(Fine Arts) did not dedicate a single review to
the exhibition. Perhaps for the first time ever,
Guttuso’s art was critically assessed also from
an artistic point of view, evaluated in terms of
the quality of painting, and not simply as the
work of a Communist artist.

In the late 1960s, Guttuso’s paintings
represented a rather conservative trend



in painting. Frequently, Czech critics did
not even consider him contemporary in

the field of figurative art. Ludék Novak,

one of the main New Figuration theorists
subjected his paintings to caustic criticism.
Instead of “a deepening and a contemplation of
the structures of the new descriptive idiom”, he
saw in his work “random improvisations” and
“q disorganic system”, where “the expanding of
horizons” was, according to him, “more a path
towards uncertainties and half-baked concepts”.
Finally, he speculated whether Pop-Art in

its “derision of the daily banalities..., in which
Guttuso seems almost trapped” was ultimately not
more “pictorial” than Guttuso’s art.*? In his
review that also appeared in the art journal
Vijtvarnd prdce (Artwork), Arsen Pohribny
designated Guttuso’s painting as “the same old
expressive realism” and noted that “compared to
superb Ttalian painting — and when the mechanism
of ideological apriorisms no longer regulates the
perception — we are able to tell a standpoint apart
from the artistic outcome.”

Differing somewhat from the current
reviews was the commentary of Lubo3
Hlavicek, who even commended one of the
paintings on display — Departure of a Steamboat
— as being “the most fortunate realization of
the New Figuration tendencies”. He justified
his opinion by claiming that the painting
depicted “the civilism of the everyday.” The scene
of a departing steamboat was related to
Guttuso’s first trip from Sicily and therefore
had little to do with the everyday.* By
contrast, Guttuso’s output received positive
reviews in the Kulturni tvorba (Cultural Work)
and Rudé prdvo periodicals that represented
the official party line, which appreciated in
Guttuso his dialectic approach and loyalty to
Realism. Rudé prdvo even printed an interview
with the artist.*

Almost without exception, the art critics
compared Guttuso’s Autobiografia to his
painting of the 1950s, and despite the
aforesaid criticisms they basically agreed
on the quality of Guttuso’s painting of
that period and its beneficial importance
for Czechoslovakia in those days. They
maintained that Guttuso’s work of the 1950s
was an example of what at the time was a
modern concept of Realism. Nonetheless, in
1968, Guttuso’s political and social awareness
and his already conservative painting
could no longer reach the level of interest
as before.

The exhibition Renato Guttuso: Paintings
from 1931—1971, National Gallery,
Waldstein Riding School, 1973
The relatively good relations with Italy that
Czechoslovakia had enjoyed in the second
half of the 1960s came to an end with the
military invasion of Czechoslovakia in 1968.
Whereas the country’s political climate
changed gradually, its cultural relations with
foreign countries suffered a blow. The PCI,
which was headed towards more a liberal
political line and positively reflected on the
Prague Spring in its periodicals, regarded
the military invasion as “a tragic mistake”,
but not as an inevitable consequence of the
fundamental features of the Soviet system.
From the PCI’s perspective, the Soviet
Union still continued to be a peace-forging
power and a paragon of social progress
worldwide. Nevertheless, the PCI tenaciously
refused to establish normal relations with
Dubcek’s successors. Despite the efforts of
Czechoslovak officials in Italy to reconcile
the situation, the first official PCI delegation
visited Czechoslovakia only much later, in
1974. At the time, Czechoslovakia’s political
contacts with Ttaly were virtually null and
the PCI’s negative stance only aggravated
this state of affairs. However, in the cultural
sphere, collaboration still continued,* all
the more reason why these activities were
imbued with a political undertone. To
improve the overall picture of Czechoslovakia
during the Normalization period, the
Czechoslovak Embassy strove to utilize all
visits to Czechoslovakia and major cultural
events in the country to capture “the interest of
the Ttalian society”, and thus — through indirect
influence — achieve positive publicity in the
mass media. It is in this perspective that we
must perceive the exhibition and the related
official visit of Renato Guttuso in 1973, which
took place a year before the abovementioned
visit of the PCI delegation. Once again, the
exhibition was organized on the initiative
and with the significant input of Ji¥i Kotalik.
It was he, too, who had already proposed to
the Ministry of Culture in 1971 to invite the
painter as an official guest.¥

Kotalik discussed the planned exhibition
with Guttuso during his business trip to
Ttaly in 1972.% During this journey he also
visited Milan and the Galleria Toninelli,
with which institution he also negotiated the
purchase of Guttuso’s canvas News for the
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3 Installation of the exhibition Renato Guttuso: Paintings from 1931—1971, National Gallery Prague, Waldstein Riding School, 1973,
Archives of the National Gallery Prague. Photo: Vladimir Fyman.

National Gallery and the long-term loan of
the painting Farewell that had been showed in
Prague in 1968.4°

The exhibition was eventually staged in
1973, again at the Waldstein Riding School,
from January 23 to March 4. Guttuso
was present at the grand opening, with
the attendance of the Minister of Culture
Miloslav BraZzek and the Vice-Minister
of Culture Josef Svagera on the part of
the Czechoslovak official representatives.
Guttuso stayed in Prague for a few more
days afterwards, re-visiting Prague’s art
academy, where he talked with students and
professors.>°

We may learn from Kotalik’s preface to
the exhibition catalogue that the exhibition
installation was originally partly modelled on
the retrospective of Renato Guttuso’s work
shown in 1971 in Palermo on the occasion
of the artist’s 60th birthday. From October
to December 1972, the exhibition was also
installed in Moscow and Leningrad (now
St Petersburg) on the occasion of Guttuso’s
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reception of the International Lenin Peace
Prize. From Prague, the exhibition was
transferred to Bratislava and afterwards to
Bucharest and Budapest.* This was the first
comprehensive exhibition of Renato Guttuso
in Czechoslovakia. Its focus lay in his latest
creative output, yet offering a comparison
with all the important stages of his artistic
development from the 1930s onwards
(paintings based on Expressionism, post-war
Neo-Cubism, the Neo-Realism of the 1950s,
and collages and allegories of the 1960s

and 1970s). Also on display were paintings
with social themes, as well as a great many
portraits, still-lifes, landscapes and scenes of
everyday life, drawings and illustrations for
Dante’s Divine Comedy. Yet the focal point of
the display was The Funeral of Togliatti, a huge
canvas that Guttuso had painted in memory
of the late PCI Secretary, depicting around
him a crowd of people, including Stalin,
Lenin (from various angles), Lorca, Sartre and
other prominent figures with whom Togliatti
had been acquainted.*



In the 1970s, the politically repressive
Normalization period had a profound impact
on the whole cultural scene, including
all exhibition projects. Apolitical subjects
prevailed in common exhibitions (omitting
those commemorating political anniversaries,
and such like).” One of the reasons was
no doubt the wish of the exhibiting artists
and organizers to evade confrontations with
the regime or, on the contrary, to avoid
discrediting themselves in their colleagues’
eyes by choosing pro-regime subject matter.
However, the official framework of an
exhibition could imprint a political content
even on seemingly apolitical themes.>

Contrary to the 1968 exhibition, the
attendance at Guttuso’s exhibition in 1973
was more than twofold.” As opposed to the
art reviews of 1968, in which his oeuvre
was judged without restraint, both in the
positive and negative sense, now Guttuso
was cherished and praised again as an artist,
but above all, as a politically conscious
Communist. Of all the paintings, The Funeral
of Togliatti received the greatest attention.
Practically not a single negative review can
be found in the large number of articles
dedicated to the exhibition. He was termed
“the revolutionary Renato”,® “an anti-fascist”,>
and “a fighter on the front of international
progress”.’® Guttuso’s artistic manifestation
of his affinity to the Communist party was
highlighted as follows: “After all, the red flag
as a symbol, the red star, the star with the hammer
and sickle are no exception in Guttuso’s art. Quite
on the contrary. They appear everywhere, calling
to action, emphasizing that the painter belongs to
the Communist party, that he is fighting against
power and capital, and that he does not intend
to surrender.” His party initiatives was also
noted. On the occasion of the exhibition, the
Rudé prdvo daily appealed with a large portion
of reproach to those Czech artists who
were not creating politically committed art.
An article in the Bratislava Nové slovo (New
Word) newspaper even stated that the work
of Renato Guttuso meant “the revival of the role
of the artist in society”.®® Guttuso’s output was
accepted favourably by the Normalization art
critics even as regards his artistic qualities.
In its overall evaluation of the venue, the
final report on the exhibition elaborated for
the National Gallery noted that the Renato
Guttuso exhibition “indicated a wide range of
possibilities for expression of politically engaged

4 Visit of Renato Guttuso to the Academy of Fine Arts in Prague, 1973, Archives of
the National Gallery Prague. Photo: Oldrich Rakovec. In the forefront from the left:
Jiri Kotalik, Sauro Ballardini, Frantisek Jiroudek, Renato Guttuso. In the back to the
right of Kotalik: Jan Smetana, Arnost Paderlik.

modern art. Tt has therefore been a crucial event not
only in artistic terms, but also with respect to its
cultural and political significance.”

During the Normalization period, the
question of the political commitment of art
reassumed relevance. However, political
commitment or its absence was used mainly
as an argument to press for or supress a
particular artist or group. Art reviewing was
mainly focused on the political evaluation
of an artist.’* This is perhaps the source
of the adoration of Guttuso as a political
figure, practically without assessing his art
production as such. Contrary to the 1950s,
there was no longer any need to highlight
his Realism; it was much more important
now to emphasize his positive relations
with the Soviet Union. Gutusso did not
leave the Communist Party even after the
1968 events. At the time, various modernist
tendencies in art were already being tolerated
in Czechoslovakia but what was of real
importance in those days was an artist’s
correct party line expressed by their personal
political stance or better yet loyalty. The
reviews therefore were not much interested
in Guttuso’s style even though the 1973
exhibition was perhaps the most interesting
of all his Prague-held exhibitions.
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5 Poster for the exhibition Renato Guttuso: Drawings from 1949—1976, National Gallery Prague, Belvedere Summer
Palace, 1979. Graphic artist: Jaroslav Svab, Archives of the National Gallery Prague.
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The exhibition Renato Guttuso: Drawings
from 1949—1976, National Gallery,
Belvedere Summer Palace, 1979

The Czechoslovak Embassy considered the
trip of the first official PCI delegation to
Prague in 1974 “a significant milestone in the
relations and the beginning of a period of gradual
normalization” of the relations with the PCI.
In the following years, however, the PCI

was headed towards greater liberalization,
distancing itself more from the Soviet

policy and striving to establish a broader
collaboration with other parties in Italy. A
further cooling of cultural contacts with
Czechoslovakia took place on account of the
impact of the Charter 77 events and that same
year the Biennale of Dissent was organized in
Venice. Likewise, the activities of the Italian
Society for Cultural Contacts with Czechoslovakia
were considerably constricted. By contrast,
certain activities of Czechoslovakia were
staged in Italy with the purpose of presenting
the official regime’s stance on the Soviet
occupation of the country.®*

Plans to hold what was Guttuso’s last
exhibition in Prague were already under
way in 1976, at the behest of the Ministry
of Culture.” The exhibition was taken over
from the Soviet Union, where it had been
shown in Moscow, Leningrad, Kuybyshev
and Arkhangelsk. In Prague, it was shown at
the Belvedere Summer Palace from February
15 to April 1, 1979. A total of 58 drawings
produced between 1949 and 1979 were
displayed, including a number of Guttuso’s
theatre stage designs.®® Guttuso created
most of the drawings in the first half of the
1970s. In them, he returned to the motifs he
had treated in the previous years — women
making tomato sauce, a guerilla woman,
children in a boat, Sicilian landscapes, and so
forth. Fourteen of the drawings were studies
after paintings by Michelangelo, Cranach and
Picasso. In the magazine Tvorba (Artwork),
Jaromir Pelc notes that the installation
included three paintings that were not listed
in the exhibition catalogue.”

The attendance of the exhibition was
relatively high, totalling 6,390 persons. Once
again, Guttuso was reviewed uncritically.
Like with the 1973 exhibition, his importance
was seen in the political commitment of his
work, whose ideological context and social
awareness were particularly commended.%
The magazine Svét v obrazech (The World in

Images) emphasized, among other things,
that “this is precisely why he is aligned with our
world’s foremost artists”.0 Zemédélské noviny
(Agricultural Newspaper) observes that

his work espouses “the supreme values of
international, politically committed art”.” Rolnické
noviny (Peasants’ Newspaper) states that his
art is “filled with protest against everything that

is in conflict with the noble goals and feelings of
Man"." The magazine Prdce (Work) presents
him as “a prominent exponent of the progressive
pursuits in the contemporary Ttalian milieu”.”> The
articles abound in narrations about his life
that emphasize his involvement in the anti-
fascist resistance movement and mention
the prizes he had been awarded, but overall
do not provide a more detailed art-historical
analysis of his work, and if so then only
marginally. An exception is again a review of
Lubo§ Hlaviéek, who — while also praising
the political commitment of Guttuso’s art —
analyses his painting and drawing art quite
extensively, regarding him as “a classic of
20th-century art”.”

The exhibition organized in 1979 was the
last monograph exhibition of Renato Guttuso
in Czechoslovakia. The end of the 1970s
in Czechoslovakia was a period of lethargy
that affected a part of the society following
the political oppression of 1977 and during
the ongoing persecution of the Charter 77
signatories. This general climate was matched
by the insipid exhibition activities with a
prevalence of drawings, their subjects being
apolitical or returning to the anti-fascist
resistance movement that was beginning to
be discredited through a distortion of history
endorsed by the Communist ideologists.
Guttuso’s exhibition presented fine works
of art and was relatively successful, but
even so the event was now a mere echo of
his previous influence in Czechoslovakia.

In the years to come he was represented

in the exhibitions titled Anti-Fascism: Our
Creed hosted by the Centre of Culture and
Information of the GDR and Struggles and
Combats: Art against Fascism and War staged in
1982. The exhibition did not attract much
notice: “The poor attendance of the exhibition ...
is probably the result of a certain fatigue of the
public caused by the theme as such and the excessive
accumulation of like-focused events at the same
period.’™

Renato Guttuso was an artist who was
convinced that art could, and even should
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have a social function and should be imbued
with profound moral values. Contemporary
art critics essentially agree that despite the
large amount of his socially committed art,
he was not only a painter of “red banners”
and appreciates his talent for narration,
openness to all stimuli and ability to portray
people in their social interactions. Guttuso
expressed his opinion on all topical issues
of his day, for which his oeuvre won a firm
place in Italian painting of the 20th century.

Renato Guttuso was an artist who received
sustained attention in Czechoslovakia. In
contrast to his consistent political opinions
and a certain unity of artistic expression,
his acceptance by Czech official art critics
changed depending on the country’s current
political situation. Guttuso became a screen
of sorts, onto which these tendencies were
projected. Often the evaluation of his artwork
was opposite to that in the West; a typical
example is Guttuso’s Autobiografia, which
received a tepid response in Czechoslovakia,
but to which the influential German art
historian Werner Haftmann devoted an
independent monograph.”

The question arises as to why Guttuso of all
artists was topical in Czechoslovakia. There
might have been a number of reasons. One
of them was his importance as a painter, art
theorist and politician, another his ability to
assert himself even in the Italian milieu, as
well as his embracement of Realism during
the crucial 1950s. This is corroborated by
the specific situation in Italy at the time that
provided an array of themes that resonated
well in Czechoslovakia, especially when they
were narrated from the perspective of an
Ttalian Communist.

The figure of Renato Guttuso documents
the mutual appreciation between the Western
Left and the Socialist Czechoslovakia, and
the favourable reception of his work in the
country exemplifies the reflection of this
relationship by the cultural scene of the
period and an example of the changes in
the relationship depending on the political
situation. We will not exaggerate much if
we say that throughout the entire thirty-year
period, Guttuso was not given an objective
evaluation free of political distortion in
Czechoslovakia.

Bulletin of the National Gallery Prague XXVIl1/2018

Notes

I would like to thank Mgr. Tom4$ Hylmar and
PhDr. Milan Pech, Ph.D. for their support, valuable
suggestions and comments on the article.

1 Lara Pucci, History, Myth, and the Everyday:
Luchino Visconti, Renato Guttuso, and the Fishing
Communities of the Italian South, Oxford Art
Journal XXXVI, 2013, No. 3, 36. 3., p. 423.

2 Archives of the Ministry of Foreign Affairs
(hereinafter as AMZV), fonds Territorial Divisions
— Ordinary, 1945—1959, Italy, box no. 9, Report on
the Development of Czechoslovak-Italian Cultural
Relations for the Secretariat of the CC CPC.

3 Ibidem, Letter of the Czechoslovak Embassy
Regarding an Interview with Ambrogio Donini,

23. 3. 1953.

4 Veronika Wolf, Cesti a slovensti umélci na
Bienile v Benatkich 1920—1970, Olomouc 2005.

5 National Archives of the Czech Republic,
fonds Ministry of Information 1945—1953, box

no. 9, Informative Display in Milan — Approval of
Exhibition Libretto.

6 Ibidem, Plan of Activities of the Ministry of
Information and Public Education (MIO) for 1952,
15. 1. 1952. Detailed documentation has been
preserved in the National Archives of the Czech
Republic (hereinafter as NACR) regarding the

visit of Gabriele Mucchi. NACR, fonds Ministry

of Culture 1953—1956, Italy, box no. 358, Visits of
Ttalian Artists to Czechoslovakia.

7 Corrado Maltese, Centoventi quadri in viaggio
verso Praga, L'Unitd XXV, 1949, 7. 4., p. 3. The
organization was found in February 1948 at the
instigation of the Fronte Democratico Popolare (People’s
Democratic Front), a political coalition associating
the Ttalian Communist Party and the Ttalian
Socialist Party. In response to the Warsaw Peace
Congress, its purpose was to be “the protection of the
freedom of culture, protection of culture against reactionism
and the preservation of its democratic character?

8 Some artists resigned from the party in the first
half of 1949 in reaction to the fierce discussion
about Realism and abstract art in relation to the
exhibition Prima mostra nazionale d’arte contemporanea
(The First National Exhibition of Contemporary Art)

in Bologna.

9  “Noi ci proclamiamo formalisti ¢ marxisti, convinti
che i termini marxismo e formalismo non siano
inconciliabili...” Manifesto of the Forma 1 group,
Rome, April 1947.

10 The Doctrine was proclaimed a binding
method by the Minister of Information

Viclav Kopecky in his speech delivered at the
Ninth Congress of the Communist Party of
Czechoslovakia in May 1949.



11 ma [?], Vystava mladého italského malifstvi,
Lidové noviny LVII, 1949, No. 218, 17. 9., p. 5. —

om [?], Mladé italské malifstvi, Lidové noviny LVII,
1949, No. 228, 29. 9., p. 5. The article about Renato
Guttuso issued in June of that same year was
written in a similar tone: Severoéeskd Mladd fronta V,
1949, No. 137, 12. 6., p. 10.

12 Renato Guttuso, K vystavé italského maliFstvi,
Rudé pravo XXIX—XXX, 1949, No. 212, 9. 9., p. 5.
13 om [?], Mladé italské malifstvi, Lidové noviny
LVII, 1949, No. 228, 29. 9., p. 5. Some artists and
critics reproached Guttuso for his change of style
which they regarded as blind obedience to the
party; by contrast, this shift was accepted with
great enthusiasm by Leftist critics (Antonello
Trombadori, Corrado Maltese) and, naturally, in the
Eastern bloc. Guttuso himself claimed that he had
decided for the change independently and that he
had stroved for realism even during his Neo-Cubist
period.

14 AMZV, fonds Territorial Divisions — Ordinary,
1945—1959, Ttaly, box no. 9, Letter of the Ministry
of Foreign Affairs for the Czechoslovak Embassy in
Rome, 18. 12. 1952.

15 Tereza Petiskova, Oficidlni uméni padesatyjch
let, in: Polana Bregantova — Rostislav Svacha —
Marie Platovska (ed.), Déjiny éeského vyjtvarného uméni,
Praha 2005, p. 362.

16 AMZYV, fonds Territorial Divisions — Ordinary,
1945—1959, Ttaly, box no. 9, Correspondence of the
Czechoslovak Embassy and Ministry of Foreign
Affairs, 24. 11. 1953.

17 Enrico Crispolti devoted himself extensively
to Guttuso’s oeuvre and authored a multi-volume
catalogue raisonné on Guttuso’s paintings. Enrico
Crispolti, Catalogo ragionato generale dei dipinti di
Renato Guttuso, Milano 1983—1984.

18 Enrico Crispolti, Dalla Diffidenza ad un
dialogo ravvicinato, fra anni Quaranta e Sessanta,
nei ricordi di un giovane ex-venturiano, Bagheria
2003, pp. 28—41.

19 Guttuso’s decision to paint a portrait of Julius
Futik for the exhibition came at the last moment.
As is evident from the correspondence, he was
still working on the painting in the fall and was
not entirely certain that he would exhibit the
painting. The reasons need not have necessarily
been his wish to flatter the Czech audience. Julius
Fulik was a well-known figure in the Communist
circles, his Report from the Gallows was already
published in Ttalian in 1949. Guttuso had even
illustrated one of the book’s editions. For Guttuso,
this theme could have been revived by the Julius
Fudik Festival organized by the Czechoslovak-
Italian Relations Society in summer 1953. The

portrait is now in the keeping of the National
Gallery Prague (O 16704).

20 Werner Haftmann, Guttuso, immagini
autobiografiche, Milano — Roma 1971, p. 135.

21 NACR, Fonds Ministry of Culture 1953—1956,
Ttaly, box no. 358, Visits of Italian Artists to
Czechoslovakia, 28. 12. 1953.

22 Ibidem, Report on the Sojourn of the Italian
Artist Renato Guttuso, 13. 2. 1954.

23 Exhibition of Soviet Fine Art, Prague Castle
Riding Hall, January—February 1954.

24 j. 3. [?], Pozdrav Renatu Guttusovi, Literdrni
noviny III, 1954, No. 6, 6. 2., p. 5.

25 See Miroslav Mi¢ko, Obrazy Renata Guttusa,
Vijtoarnd prdce 11, 1954, No. 2, 29. 1., p. 10. —
Miroslav Lamag, Renato Guttuso: k vystavé Renata
Guttusa v Ménesu v lednu a dnoru 1954, Vijtvarné
uméni IV, 1954, No. 1, 28. 2., pp. 33—35. — [Jif
Plachetka], Uméni bojujici a vitézné, Rudé pravo
XXXIV, No. 33, 3. 2., p. 2.

26 AMZYV, fonds Territorial Divisions — Ordinary
1945—1959, Italy, box no. 9, Correspondence of the
Czechoslovak Embassy and Ministry of Foreign
Affairs, 28. 3. 1953.

27 See Vladimir Pozner, Renato Guttuso.

O malifstvi, o znalosti ¢lovéka. Tteti dopis
Vladimira Poznea z Rima, Literdrni noviny XXIII,
1960, No. 23, p. 3; Fib [?], Italsky mali¥ Renato
Guttuso, Kulturni tvorba 1, 1963, No. 8, 21. 2., p. 15;
Renato Guttuso, Co pfestalo byt tabu, Kulturni
toorba 11, 1964, No. 3, 16. 1., p. 15; AJL [Antonin
Josef Liehm], Guttuso, Literdrni noviny, 1965, 21. 8.,
p. 8; Milog Vacik, Pochopit Clovéka a skute¢nost,
Rudé pravo XLV, 1964, Nos. 44—45, 22. 11., p. 2b;
Renato Guttuso, O povinnosti umé&lce, Literdrni
noviny XII, 1963, No. 11, p. 9; Milena Honzikova,
Neapolské st¥ipky, Literdrni noviny XII, 1963, p. 9.
28 The idea was well accepted in Czechoslovakia
in 1963. See Renato Guttuso, O povinnosti umeélce,
(cited in Note 27); Fib [?], (cited in Note 27);
Milena Honzikovi, (cited in Note 27); Frantisek
Pavlitek, Co je pravda v literatufe? Neexistuje
mimo opravdovost tviirce, Literdrni noviny XII, 1963,
No. 13, 30. 3., p. 3.

29 The work of Renato Guttuso appeared

in Prague only in the context of a collective
exhibition of Ttalian graphic art in 1959 (Ftalskd
kresba a grafika. Kresby a grafika italskjch malifi

a sochafii, Galerie Nova sifi — Mal4 galerie, Praha,
April 1959).

30 Jifi Kotalik was repeatedly a commissar of
the Venice Biennale (1958, 1960) and an author of
essays published in catalogues for exhibitions in
Ttaly (as early as 1948).

31 Uméni a kritika: Sbornik dokumentii z celostdini

Bulletin of the National Gallery Prague XXVI11/2018

141



142

konference o soucasnych iikolech socialistické umélecké
kritiky ve dnech 20.—22. tinora 1961, 1961, p. 164.

32 Archives of the National Gallery Prague
(hereinafter as ANG), fonds National Gallery
Prague, 1965—1970, Exhibition Concepts and Plans
(partly arranged).

33 ANG, fonds National Gallery Prague,
Exbihition Documentation, 1968, Renato Guttuso.
34 Besides its regular presentations at the
Venice Biennale during the 1960s, Czechoslovakia
also attended the Milan Triennale. There were
various reciprocal exchanges of exhibitions,

such as Bohemian Baroque art in Milan (1966)

and Bohuslav Reynek in Rome (1967), and in
Czechoslovakia the exhibitions of Emilio Vedova
(1967) and Premio Marzotto (1967).

35 AMZYV, fonds Territorial Divisions — Ordinary,
1965—1968, Ttaly, box no. 1, Record of Social
Contacts, 28. 9. 1965.

36 Vittorio Rubiu, Catalogo delle opere, in:
Redazione d’arte Sansoni, centro di cultura di
Palazzo Grassi (ed.), Guttuso, opere dal 1931—1981
(exh. cat.), 1982, Venezia, p. 174.

37 Jiff Kotalik, Renato Guttuso: Obrazy =z let 1931—
1971 (exh. cat.), Narodni galerie v Praze 1973.

38 Enrico Crispolti, Attraverso e oltre il
centenario, in: Carapezza Guttuso — Crispolti
(edd.), Guttuso 1912—2012, p. 75.

39 Archivi Guttuso, Biografia, in: Fabio
Carapezza Guttuso — Enrico Crispolti, Guttuso
1912—2012 (exh. cat.), Complesso del Vittoriano

a Roma 2012, p. 220.

40 These venues included such prominent artists
as Frantisek Kupka, Josef Sima, Jiff Balcar, Vojtéch
Preissig, Yves Klein and Jean Bazain.

41 The exhibition attendance totalled

4 012 persons within 35 days of its duration.

Other exhibitions held that year at the Waldstein
Riding Hall had a more than twofold attendance:
Josef Sima 10 284 visitors within 30 days of the
exhibition’s duration, Frantiek Kupka 15 362

in 52 days, Venetian Painting 15 477 in 30 days,
Fifty Years of Czechoslovak Painting 10 486, and
the Ludvik Kuba exhibition (that only ran for

13 days) also reached a higher number, that of

5 217 visitors. ANG, fonds National Gallery Prague,
1966—1970, NG Attendance, 1968 (partly arranged).
42 TLud&k Novak, Prazské vystavy, Vijtvarnd prdce
XVI, 1968, No. 4, 20. 3., p. 4.

43 Arsen Pohribny, Prazské vystavy, Vijtvarnd prdce
XVI, 1968, No. 4, 20. 3. p. 4.

44 Lubos Hlavatek, Mnohostén ¢asu, Kulturni
noviny I, 1968, No. 7, p. 6.

45 Renato Guttuso, Vystava ve Valdstejnské

Bulletin of the National Gallery Prague XXVIl1/2018

jizdarng&, Kulturni tvorba VI, 1968, No. 10, 7. 3.,

p- 14; Vlastimil Fiala, Zivotopis mali¥e, k vystavé
obrazil a kreseb Renata Guttusa v Praze, Rudé
prdvo XLIX, 1968, 2. 3; Tlja Setlik — Vitézslav
Rzounek, Tvorba, angaZovanost a nadé&je. Chvilka
u Renata Guttusa, Rudé prdvo XLIX, 1968, No. 41,
11. 2. 1968, p. 4.

46 For example, the cultural agreement with
Ttaly that Czechoslovakia had been striving to
conclude from 1969 was concluded only in 1971,
and its implementation protocol was signed

even a year later. AMZV, Territorial Divisions —
Confidential 1970—1974, Italy, box no. 2, Letter of
Instruction No. 10 for the Czechoslovak Embassy
Rome, November 1971 and The Evaluation of the
Czechoslovak Embassy’s Plan Fulfilment in the
First Half-Year of 1973.

47 ANG, fonds National Gallery, 1971—1975,
Exhibitions, Letter of Jiff Kotalik to the
Czechoslovak Ministry of Culture, 10. 11. 1972
(partly arranged).

48 ANG, fonds Jifi Kotalik, Correspondence,
Letter of Jiff Kotalik to the Embassy in Rome,

29. 12. 1971 (partly arranged).

49 Ibidem, Letter of Jifi Kotalik to Galleria
Toninelli, 19. 2. 1973.

50 Véra BeneSova, 120 minut s Renatem
Guttusem, Zemédélské noviny, 1973, 1. 2.

51 Archivi Guttuso, Biografia, in: Fabio
Carapezza Guttuso — Enrico Crispolti, Guituso
1912—2012 (exh. cat.), Complesso del Vittoriano

a Roma 2012, p. 220.

52 Palmiro Togliatti, Secretary of the PCI from
1927 to 1964 and Guttuso’s good friend.

53 The holding of exhibitions of Western art
dropped dramatically and the National Gallery
turned its attention back to the art of the Eastern
Bloc countries. As regards Czech art, attention was
re-focused on the 19th century and the first half
of the 20th century, or the exhibitions returned to
Realistic art, and smaller displays of stamps and
medals.

54 Milan Pech, Galerie Ceskoslovensky
spisovatel 1970—1990, in: Marie Klime3ova (ed.),
Cs. spisovatel 50—91, Praha 2014, p. 102.

55 A total of 10 079 persons; ANG,

fonds National Gallery Prague, Exhibition
Documentation, Renato Guttuso, 1973, Final Report
of the Exhibition.

56 Kz [?], Vystava Renata Guttusa, Tribuna, 1973,
27. 11.

57 Uméni bojujici, Svoboda, 1973, 12. 2.

58 Platna plnd dynamického napé&ti, Veéerni Praha,
1973, 20. 2.



59 Kz [?], (cited in Note 56). — See Helena
Dvoftiakova, Odvaha postavena na majstrovstve,
Nové slovo, 1973, 29. 2.

60 Helena Dvofakova, Odvaha postavena na
majstrovstve, Nové slovo, 1973, 29. 2.

61 ANG, fonds National Gallery Prague,

Exhibition Documentation, 1973, Renato Guttuso.

62 Jifi Setlik, Léta sedmdesats a osmdesata, in:
Déjiny éeského vijtvarného uméni [VI/1], Praha 2007,
p. 372.

63 AMZYV, fonds Territorial Divisions —
Confidential 1970—1974, Italy, box no. 2, The
Czechoslovak Embassy’s Plan Fulfillment in the
First Half-Year of 1974.

64 Ibidem, box no. 1, Pfehled &eskoslovensko-
italskych vztaht od roku 1968.

65 ANG, fonds National Gallery Prague, 1975—
1980, Exhibitions, Letter of Jifi Kotalik to Renato
Guttuso, 27. 10. 1976 (partly arranged).

66 Mario de Micheli, Renato Guttuso, Kresby
z let 1949—1976 (exh. cat.), Praha 1979.

67 Jaromir Pelc, Podle mého nizoru, Tvorba
XLIV, 1979, 21. 2. With regard to three of the
exhibited paintings, two of the canvases were

probably from NG’s collections; these are News
(O 12915), School Children (O 12126) and Julius
Fuéik — a painting from the possession of Gusta
Fuéikova.

68 Vit&zslav Rzounek, for the exhibition of
drawings by Renato Guttuso, see the article
Poselstvi socialistického humanismu, Rudé prdvo
LIX, No. 47, 1979, 24. 2., p. 5.

69 M. H,, Clovék v kresbé& Renata Guttusa, Svét
v obrazech, 1979, 23. 3.

70 For the exhibition of drawings by Renato
Guttuso, see the article Vypravéni lidem o lidech,
Zemédélské noviny, 1979, 3. 3.

71 Vlasta Barto3ova, Prazsky kaleidoskop, Rolnické
noviny, 1979, 31. 3.

72 Jifi Blahota, Osobnost realistické tvorby, Prdce,
1979, 22. 2.

73 Lubo3 Hlavaéek, Tvar lidu a ¢asu, Tvorba
XLIV, 1979, 7. 3.

74 ANG, fonds National Gallery Prague,
Exhibition Documentation, 1983, Struggles and
Combats, Final Report on the Exhibition.

75 Werner Haftmann, Guttuso, immagini
autobiografiche, Milano — Roma 1971.

Translated by Linda Leffovd

Bulletin of the National Gallery Prague XXVI11/2018

143



STUDIE

lkonicky Buddha z 5. stoleti n. L.
ve sbirce Narodni galerie a dvé
sesterské sochy

MATTHIAS BAUR

144

Sbirka uméni Asie a Afriky Narodni galerie Praha vlastni sosku meditujiciho Buddhy
Sakjamuniho, ktera patii mezi nejvyznaénéjsi dila raného &inského sochai'stvi. Neobvykle
velka soska stara pres patnact set let se dochovala nap¥i¢ staletimi téméf v ptivodnim
stavu. Jeji prosta Cistota a geometricka strohost i nadale vyzaruje tutéz slavnostni medita-
tivni nehybnost, ktera musela uchvatit prvni ¢inské nasledovniky buddhistické viry. Teprve
nedavno vyslo najevo, Ze zminéna soska je jednou ze t¥i velmi podobnych dél rozesetych

v riiznych koutech svéta. Prazsky Buddha mimoradné pripomina sochu z némecké sou-
kromé sbirky, ktera bezesporu pochazi ze stejné dilny (obr. 1). A ziejmou pribuznost vyka-
zuje také Buddha, jenZ se piivodné nachazel ve sbirce jednoho z japonskych muzei.

Klicova slova

¢inské socharstvi, bronzova socha Buddhy, odlévani bronzu
do pevnych forem, Buddha §ékjamuni, kultura oblasti kolem
mésta Cchang-an, obdobf tzv. Sestnécti kralovstvi v Cing,
dynastie Severni Wej, dynastie Pozdni Cchin
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Uvod

Tii zde predstavené sosky patfi k nejstar-
§im dochovanym voln€ stojicim zpodobe-
nim Buddhy, ktera maji sv@ij pvod v Ciné&
a v nichz se vliv mathurské, ghandarské

a stfedoasijské skoly harmonicky snoubi

s typicky ¢inskymi rysy (obr. 2). N&které
motivy pfejaté ze zapadnich kultur jsou

v kontextu ¢inského uméni mimotadné
neobvyklé, nebo se v Ciné rozsitily pozdéji.
Z toho lze soudit, Ze zde musel existovat
relativiné€ pfimy a necenzurovany kontakt

s danymi oblastmi a zminé&na dila je tfeba
vy¢lenit z mnozstvi dochovanych soch z rané-
ho &nského obdobi.

Geograficky sogky vykazuji pfibuznost se
socha¥stvim kolem Cchang-anu (dne$ni Si-an),
ktery byl tehdy jednim z nejkosmopolitnéj-
§ich mé&st na svét€ a predstavoval vstupni
branu na Hedvibnou stezku. Sloh, ikonogra-
fie a technické parametry napovidaji, Ze praz-



sky a n€mecky Buddha vznikly kolem roku
420, kdezto tfeti z Buddhil je pravdépodobné
o né&co mladsi. Viechny t¥i sochy nicméné
spadaji do doby ozna&ované jako Sestnict
kralovstvi (304—439), bouflivych, nepfehled-
nych let politické nejednoty, za nichz buddhi-
smus nejen piezival, ale dokonce vzkvétal,
protoze ho podporovaly elity koovnych
kment, které neprestavaly napadat Cinu ze
severu. Buddhistické vira navic uspokojovala
duchovni potfeby prostych lidi, ktef{ v tomto
chaotickém obdobi plném valéeni Zili v bid&
a zoufalstvi.

Datace a misto ptivodu napovidaji, Ze jsou
vSechny tfi sochy spojeny s kromobyc¢ejné
zajimavou udalosti z ¢inskych dé&jin a vznikly
»ha hrané nové a diilezité etapy ve vijvoji cinského
buddhismu“.* V Cchang-anu v té dobé& probi-
haly price na patrné nejvétsi prekladatelské
zakazce v historii Ciny. Pod vedenim mnicha
Kumaéradzivy se tu v roce 402 sesly tisice mni-
cht z Ciny, Afghénistanu, Pékistanu, Indie
a st¥edni Asie, jejichZ tkolem bylo pofidit
novy preklad buddhistickych svatych textt:.
Vysledkem bylo, Ze se Cchang-an proménil
v tavici kotlik, v ném# probublavaly nejriiz-
né&jsi vlivy z celého buddhistického svéta.
ODbf1 projekt, ktery polozil zdklady mah4ja-
nového buddhismu v Cing, dosel nahlého
konce v letech 417—418 s paddem dynastie
Pozdni Cchin. Mnozi mnisi uprchli z Cchang-
-anu nalezli Gtocist€ mezi p¥isludniky kmene
sienpejskych Tabgaét, tudiz je mozZné, Ze
sosky, o nichZ pojednéva tento text, vznikly
bud v Cchang-anu t&sné pied timto zlomem
v letech 417/418, nebo kritce poté na tzemi
ovladaném dynastii Severni Wej.

Plvod

Sosku ze sbirek Nérodni galerie ptivodné
vlastnil sbératel Rudolf Hejny (1882—1957),
¢len Ceskoslovenského diplomatického sboru,
ktery v Cin& pobyval v letech 1931 aZ 1939,
kdy zastéval funkci konzula v Charbinu.

V tomto obdobi shroméiZdil malou, ale
cennou shirku éinského a tibetského uméni.
V roce 1954 pak jeho sosku Buddhy popsal
Lubor Hijek,? ktery ji dle vlastnich slov nale-
zl v Hejného sbirce §tastnou nahodou.* Héjek
pusobil fadu let jako feditel Sbirky orientalni-
ho uméni Nérodni galerie a v soSce rozpoznal
jedno z nejstarich ¢inskych sochatskych dél.
Podle jeho nizoru 3lo nepochybné o dilo
Hmimotddné zajimavé % uméleckého hlediska®.’
Domnival se, Ze soSka pochézi pfiblizné

z roku 400 n. 1., pFi¢em# zdtraziioval, Ze

v dobg, kdy piSe svij text, se vi pouze o nece-
1€ desitce ¢inskych bronzovych soch srovna-
telného stafi.* Zminénému dilu pfisuzoval
takovou dtleZitost, Ze je vybral na pfebal své
zésadni prace Cinské uméni, ktera byla preloZe-
na do né&kolika jazykd.”

V roce 1958, po smrti Rudolfa Hejného,
ziskala celou jeho sbirku véetn& Buddhy
Niarodni galerie (inv. &. NG Vp 453). Soska
byla poprvé zpfistupnéna vefejnosti v letech
1960 aZ 1969, kdy byla soudasti stilé expozice
v zdmku v BeneSové nad Ploucnici, kde jako
zazrakem pieZila pustosivy pozar, ktery pohl-
til viznamnou &ast sbirky. Poté sbirka ziistala
po mnoho let bez trvalého vystavniho pro-
storu, nicméné samotnd soska se opakované
objevovala na specialnich vystavach, napf. na
vystavich Uméni vychodni Asie v letech 1979
aZ 1980, Buddhistické sochaf¥stvi v roce 1991
a Buddha Sakjamuni v roce 1996. V roce 1998
nagla Sbirka uméni Asie Narodni galerie novy
domov na zamku Zbraslav, kde byla v letech
1998 aZ 2009 v ramci stilé expozice vystavena
i soska Buddhy. Po dvouletém mezidobi se
potom cela sbirka véetné sosky prestého-
vala do paldce Kinskych, kde byla k vidéni
v letech 2011 az 2018.% Popis sosky z Narodni
galerie, jejiZ existenci poprvé zdokumento-
val Lubor Hiéjek, se objevil v mnoha dalgich
publikacich.® V nisledujicim textu ji budeme
nazyvat prazsky Buddha.

Druhy Buddha pochizi ze soukromé sbirky
némecké obchodnice s uménim Edithy
Leppichové (1904—1992) (obr. 3). Leppichova
patfila ve dvacatych letech 20. stoleti k prv-
nim studentdim dé&jin vychodoasijského
uméni, které vyuéoval profesor Otto Kiimmel
(1874—1952),*° povaZovany za jednoho ze
zakladateld této akademické discipliny.*
Kummel vedl berlinské Muzeum asijského
uméni a od roku 1927 byl &estnym profeso-
rem na Univerzité v Berliné. Mimoto byl také
jednim ze zakladatelt a redaktort nejvyznam-
néjstho némeckého ¢asopisu o vychodoasij-
ském uméni pF¥ed druhou svétovou vilkou
s ndzvem Ostasiatische Zeitschrift. Leppichova
u négj studovala v dobég, kdy vydal pfelomovou
publikaci Die Kunst Chinas, Japans und Koreas
(Uméni Ciny, Japonska a Koreje)™ a kdy se
v Berlin€ roku 1929 konala legendarni vystava
¢inského umeéni, kterou Kiimmel organizoval.
Jak stélo ve vystavnim katalogu, jednalo se
o prvni prezentaci ¢inského uméni na evrop-
ské ptdé& ,napfic éasoprostorem*.
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Také Editha Leppichova, podobn€ jako
Rudolf Hejny, Zila ve tficatych letech v Ciné.
Pfest€hovala se tam v roce 1934, nejprve
studovala sinologii na Vysoké skole ¢inskych
studii v Pekingu a brzy poté si zfidila vlastni
obchod s uménim. Pravidelné jezdila na
prizkumné vypravy do vnitrozemi a navsté-
vovala mista, kam se v té dob& podivala jen
hrstka cizinct. Svilj obchod na adrese Hsin
Kai Lu 65 provozovala az do roku 1949, kdy
bylo obchodovéni s ¢inskym uménim znarod-
néno.* V tomto obdobi zakoupila i jednoho
ze t¥f Buddh#, jimzZ je v€novéna tato stat.
Udajné se jednalo o jeji nejoblibenéjsi alo-
vek.”

V roce 1955 Leppichova Cinu opustila
a v roce 1956 se pres Hongkong vritila do
Némecka. V témzZe roce méla na prvnim
ro¢niku némeckého Veletrhu umeéni a sta-
rozitnosti v Mnichov€ vlastni stinek, ktery
pFfedznamenal jeji novy zaéatek v Némecku,

a v roce 1959 oteviela v Kolin€ nad Rynem
Galerii vychodoasijského uméni Edithy
Leppichové.* Tam se také od 6. listopadu

do 6. prosince 1962 konala vystava 4000 let
vychodoasijského uméni, na niz byla poprvé
pfedstavena vefejnosti soska Buddhy uvedena
ve vystavnim katalogu pod €islem 34.7

KdyZ Leppichova v roce 1992 zemfela,
sosku z jeji pozustalosti ziskal némecky
sbé&ratel. V roce 2017 pak byla vydraZena na
berlinské aukci pofadané aukénim domem
Grisebach. V aukénim katalogu, na némz se
podilel také byvaly feditel berlinského Muzea
asijského uméni, se o této poloZzce pravem
psalo, Ze se jedna o ,mistrovské dilo“ a ,ucinénou
vzdcnost obrovské uméleckohistorické hodnoty“.*®
O této so8ce budeme hovofit jako o berlin-
ském Buddhovi.

Ttetiho, velice podobného Buddhu v minu-
losti vlastnilo jedno z japonskych muzei.
Poprvé ji v roce 1960 popsal Seii¢i Mizuno,
ktery ji datoval az do roku 489 na zdkladé
adajné datace ,tfindcty rok éry tchaj-che“ na
so3ce.” Ve skute¢nosti oviem na pfed-
métu zadny népis neni, muselo tudiz dojit
k zamé&ng dila. Soska byla mnoho let soudasti
sbirky Muzea kaligrafie v Tokiu. V roce 1997
se ale pfesunula do sbirky jiného tokij-
ského muzea — Muzea uméni v Idemicu.?
KdyZ se poté v roce 2001 objevila na aukci
Christie’s v Hongkongu, tamni odbornici
odhadli dobu jejiho vzniku na prvni polo-
vinu 5. stoleti n. 1.2 Tato star3i datace byla
potvrzena v roce 2014, kdy Christie’s sosku
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drazila podruhé, tentokrit v New Yorku.?
Podle mista konani posledni aukce budeme
o tomto dile mluvit jako o newyorském
Buddhovi.

Analyza stylu a ikonografie

Tii vySe zminéné sosky se téméf shoduji

co do rozméri, ikonografie i forméalné sty-
lového provedeni, ale také co do vné&jsich

i vnitfnich kontur zep¥edu, z boku a zezadu.
Newyorsky Buddha je vysoky 28,2 centimet-
i, zatimco oba Buddhové z Prahy a Berlina
mé&fi 29 centimetr.?? Ve viech pfipadech mi
postava Buddhy podobu vysokého reliéfu
(postavu vidime ze t¥f ¢tvrtin) a byla odlita
spolu s mandorlou. Tento fakt je pozoru-
hodny, protoZe bronzovi Buddhové z prvni
poloviny 5. stoleti n. 1. byli zpravidla opra-
covani ze viech stran a posléze mechanicky
pfipojeni k samostatn€ odlité mandorle,
obvykle pomoci jednoho &i vice kolika
vystupujicich z Buddhovych zad. Z existence
nékolika srovnatelnych dél oviem vyplyva,
Ze se tento typ zobrazeni v danou dobu

t&3il pfinejmensim oblastnimu vyznamu.
Zde mame na mysli sosku z Nelson-Atkins
Museum of Art v Kansasu,* velmi podobnou
soSku neznamé provenience? a také sosku
ze sbirek japonského Muzea v Hamamacu.?
Tito t¥i Buddhové, na néZ budeme nadile
odkazovat jako na skupinku z Nelson-Atkins/
Hamamacu, patrné pochézeji z dvacéatych

let 5. stoleti n. 1.¥ PfestoZe nezname pfes-
né misto jejich vzniku, pfedchozi vizkum
nazna&uje ,iizkou pribuznost s oblasti Cchang-
-anu“.?® Toto pfiblizné geografické a Gasové
vymezeni potvrzuje i nade studie, kterd

v tomto sméru pfindsi konzistentni a opako-
vané dikazy nejriznéjsi povahy.

Hlava

Tvaf berlinského Buddhy je propracovani

s mimoFadnou jemnosti. Ovilny tvar obliceje
spolu s protahlym nosem ji dodévaji vyjimed¢-
né elegantni vzezfeni. PIné rty ji proptjcuji
naznak tsmévu, jenz je tajemny a soucasné
mirny a kultivovany (obr. 4). Tvaf prazského
Buddhy je rovnéz skvostné propracovani,

ale vyznaguje se velmi odlinymi rysy. Tvar
obli¢eje je ir3{ a hranat€&jsi a nos trochu krat-
§i, lice proto vypadaji baculatg&jsi. Obli¢ejové
rysy v obou pfipadech oZivuje mirn4 asy-
metrie. So8ky s jemnymi, naturalistickymi
tvafemi tak ptisobi impozantné a pfirozeng,
zatimco abstraktni linedrni vzorce jejich



odévu a mandorel zaroveti vyjadfuji hieratic-
ky odstup a transcendenci.

Detailni provedeni téchto Buddht vynikne
zejména ve srovnéani s newyorskou soskou:
obodi prazského a berlinského Buddhy je
plastické, kdeZto obo¢i newyorského Buddhy
tvofi pouhy basreliéf. V prvnim pfipadé
se obodi klene v elegantnim oblouku, jenz
plynule pfechazi v kofen nosu, zatimco
u newyorské verze vypadi, jako by bylo
k tvéafi pfidano dodateéné. Také nosni dirky
prazského a berlinského Buddhy ptisobi
velmi realisticky, kdezto u newyorského
Buddhy jsou pouze naznafeny jednoduchymi
ryhami. TotéZ plati pro rty: u prazského
a berlinského Buddhy jsou opét vykresleny
mimoFadné delikatn& a naturalisticky. Rty
newyorského Buddhy oproti tomu vymezuji
hrubé& naértnuté linie. I proto je vyraz tohoto
Buddhy poné&kud vyprazdnény a jeho oblicej
spiSe pfipomina masku. Zajimavy rozdil lze
pozorovat také v zobrazeni o¢i: u prazského
a berlinského Buddhy je vyjadfuje §t&rbina,
ktera se mirné svazuje k nosu, zatimco
u newyorského Buddhy maji o¢i horni
i spodni vicka, s ¢imZ se setkdvime jen velmi
zfidka.? Celkové vzato se hlavy prazského
a berlinského Buddhy jevi archaicky zvét-
Sené, kdezto proporce newyorského Buddhy
pusobi realisti¢té&ji. To lze povazovat za prvni
z fady prvkd, které naznacuji, Ze newyor-
sky Buddha je o néco mladsi nez druzi dva
Buddhové.

Neobvyklym rysem v3ech t#i sosek je velky,
spiralovity vlasovy vir umistény nad stfedem
ela. Mohlo by se jednat o neobvyklé zna-
zornéni #rny neboli chomade vlast, ktery
soudobé sutry popisuji jako ,doprava zatoce-
nou kudrlinu®?° ta se oviem zpravidla nachazi
pfimo na &ele. Ve stfedoasijském uméni
byly podobné motivy zndmé jiz v druhé
poloviné 4. stoleti n. 1.** Ale ve srovnani
s témito zadpadnimi modely vykazuji tfi vyse
zminé&ni Buddhové vyrazny sklon k abstrakci
a stylizaci typické pro rana ¢inskd umélecka
dila. Vlasovy vir ma pf¥isnou ornamentalni
podobu, jejiz zasluhou pFipomina spise $perk
nez kudrlinu. KdyZ se v druhé poloviné
5. stoleti n. 1. zadaly podobné motivy obje-
vovat Cast&ji, tento vizualni purismus témér
vymizel, coZ plati zejména pro obdob{ éry
Tchaj-che.’? V té dob¢ jiz ornament ustoupil

vvvvvvvvvvvv

vani, které ma blize k pivodnim exemplaFtim
z Gandhiry. Tento vyvoj mohl byt zptsoben

novou vinou gandharskych motiv b&€hem
tzv. gandhérské obrody.”

Vlasy jsou rozdéleny na paralelni dilky
tvoF¥ené plochymi oblouky, které se sticeji
ve sméru vlasového viru k ob&éma strandm
hlavy. Vnitini struktura t&esu sestavé z para-
lelnich piekryvajicich se kli¢ek pFipominaji-
cich rybi Supiny. Takovy vzor je pro ¢inské
uméni 5. stoleti n. 1. mimo¥adné& neobvykly,
ale opét se s nim setkdvime u dél gandharské
kultury. Jako piiklad uvedme reliéf z ber-
linského Muzea indického uméni (3. stoleti
n. 1.)** nebo hlavu Buddhy z Los Angeles
County Museum of Art (pFiblizn& 4.—5. sto-
leti n. 1.).» Hlava Buddhy z Narodni galerie
(3.—4. stoleti n. 1.)* a soska Buddhy z muzea
v Pe3avaru (kolem r. 400)” pfedstavuji lehce
modifikovanou verzi newyorského Buddhy,
kdy je vysledkem vertikalniho uspofadani
prekryvajicich se Supin vzor sloZeny z vilnek.
Skuteénost, Ze u tf{ sosek, které jsou pred-
métem nadi studie, nalézame dvé rozdilné
varianty téhoz gandhérského motivu, jenz se
jinak v ¢inském sochafstvi prakticky nevysky-
tuje, sv€déi o p¥imém vlivu Gandhiry. U praz-
ského a berlinského Buddhy se tento motiv
opakuje také na usnise, kdezto u newyorského
Buddhy je usni$a pokryta detailn€ znazorné-
nymi vlasy vy€esanymi ve stoupajici spirile.

Ruce
Disproporéné velké ruce jsou naaranZova-
ny do neortodoxni varianty dhjdni-mudry.’
SloZené ruce neleZi v kliné€ h¥betem dold,
ale jsou otoeny dlanémi k t&lu tak, Ze
vidime pouze hibet pravé ruky. V Ciné se
tato varianta dhjdni-mudry stala normou ve
4. stoleti n. 1. a v prvni poloviné 5. stoleti
n. l. za¢ala postupné€ mizet, ackoli existuje
nékolik ojedinélych piikladt pochazejicich
z konce 5. ¢ dokonce pocatku 6. stoleti
n. 1. S touto ,naklon&nou” dhjdni-mudrou se
setkame v klasickém ghandarském sochafstvi
od 2. do 3. stoleti n. l. za éry Kugand, s tim
rozdilem, Ze zde byl k divikovi otoen hibet
levé ruky. Gesto, pfi némZ se ven obraci hibet
pravé ruky, jako je tomu v p¥ipad€ nagich t¥i
so3ek, charakterizuje spiSe sosky z oblasti
Svat a stfedni Asie pozdniho 3. a raného
4. stoleti n. 1.#°

Zminé&né zipadni exemplite zustavaly sice
prevaZzné naturalistické, ale prazsky a berlin-
sky Buddha pozvedli miru abstrakce na nej-
vy$5i troveil — ke ztvarnéni sloZenych dlani
stadily ¢tyfi jednoduché paralelni linie. Palec
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ani dal3i anatomické detaily, jako jsou nehty
nebo klouby, nejsou znazornény viibec.
Takové zjednoduseni, upominajici na dfevo-
fezy, obzvlasté vynikne ve srovnani s tvifemi
obou sosek, jejichz rysy jsou propracoviany
do nejmensich podrobnosti. Newyorsky
Buddha tento protiklad — jemna modelace
versus hruba sochafina — zcela postrada:
jeho tvaf je ztvirnéna témé¥ stejné ,nahrubo*
jako jeho ruce, jejichz palce smé&fuji vzhiiru
a dotykaji se konecky, ¢imZ vytvareji trojihel-
nik.#

Roucho

Roucho Buddhovi zakrjvi ob& ramena

a vytvaii abstraktni, geometricky a pfisné
symetricky vzor sestévajici z paralelnich skla-
dt. V tomto ohledu je pozoruhodné srovnani
se sofkou Buddhy ze 4. stoleti n. ., kterou
ma ve své sbirce Indické muzeum v Kalkatg.+
Roucho Buddhovi spada pfes hrud v zédhy-
bech ve tvaru ztZené paraboly, jeZ po obou
strandch plynule pfechazi v nadlokti (obr. 5).
Tento typ skladi je pro ¢inské uméni neob-
vykly; zde se zdhyby zpravidla skladaji pfes
hrudnik do hranatého U nebo (méné &asto)
do V. Dal8im, je3té vzacné&jsim typem skladi,
ktery je n€kdy t&€zké odligit od skladd do V, je
roz3ifend parabola (,eliptické U¥).# Roucho
prepadéva pres levé i pravé predlokti a v mir-
ném oblouku splyvé ke kolentim, kterd zakry-
sotva viditelny; zda se, Ze s koleny tvoii jeden
amorini celek. Tento stfih roucha vidime

u ¢inskych bronzovych soch z 5. stoleti n. 1.
jen z¥idka, zdhyby spadaji z pfedlokti, ale
obvykle konéi t&€sné& nad koleny nebo volné
splyvaji v trovni holeni.*

V tomto sméru se nasim so§kdm patrné nej-
vice bliZi ¢inska soska Buddhy z Oblastniho
muzea provincie Che-pej, ktera vznikla
piiblizn€ v letech 400—420 n. 1.# Celkové
vzato tato soska vykazuje znaénou piibuz-
nost. VEjiFovité zahyby Buddhovy réby mu
zakryvaji kolena (obr. 6), ale sklady na hrudi
vybihaji do 3picky, ¢imZ se formalné vice odli-
§uji od dél, kterd vznikala v Mathufe. Tomuto
zjisténi odpovidaji také drobné rozdily
v profezu zahybt — véjifovité sklady u kolen
prazského a berlinského Buddhy se vyznaéuji
vyraznou trojrozmérnou plasticitou. Lze je
oznafit za sklady s ,klinovym stuptiovanim®,
jejichz datace spadd do pozdniho 4. nebo
raného 5. stoleti n. 1.#¢ R6ba Buddhy z provin-
cie Che-pej se oproti tomu sklada do zahybt
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s ,ranym stupfiovinim®, které je povazovano
za o n€co mladsi.# Vyrazna plasticita skladt
u prazského a berlinského Buddhy naznaéuje
blizkou p¥ibuznost s Buddhou z provin-

cie Che-pej, kdezto u newyorského Buddhy

v tomto ohledu Zidnou podobnost nespatiu-
jeme. Zahyby jeho réby tvofi ,vyryté linie“
obvykle datované do pozdéjsitho obdobi.+

Motiv v&jifovité draperie na trovni kolen
se vyskytuje také u dvou ¢asto publikova-
nych soSek nesoucich népis s datem vzniku:
prvni rok 437 (ptvodné& v Tuan-fangové
sbirce a posléze ve sbirce TOMA v Isikaw€)*
a druhi rok 451 (ve Freer Gallery of Art).>° Na
rozdil od Buddhy z provincie Che-pej a star-
§ich dé&l z Mathury jsou nadlokti sosky jasné
vymezend a nesplyvaji s hrudnikem: zédhyby
na hrudi jsou §irsi nez zahyby v horni &asti
pazi a maji tvar hranatého U s témé&f verti-
kélnimi stranami, kdeZto zdhyby na pazich
jsou dzké a stoupaji v jiném dhlu. Proto
je nelze povaZovat za pokraovani &i nava-
zani na sklady v oblasti hrudniku, jak tomu
bylo v pfipad€ sosek z Mathury. Odklon od
mé&kkych, parabolickych zahybti zndmych
z Mathury je patrny také z hranatého tvaru
zahybu na trupu. Buddhové z let 437 a 451 se
tak indickym pfedchtidciim vzdaluji mnohem
vice nez prazsky a berlinsky Buddha, ale
presto se s nimi v n€kolika zajimavych aspek-
tech shoduji, viichni maji nap¥iklad vysku
okolo 29 cm.

Zavérem lze tudiZ Fici, Ze tfi dila, ktera
nam poslouzila ke srovnéni, se od mathur-
skych pfedchtdcii formalné 1i3i vice nez
prazsky a berlinsky Buddha. Zd4 se, Ze tato
formalni vzdilenost odpovida rozdilné dataci
srovnéavanych sodek, z ehoz lze usuzovat,
Ze vznik prazského a berlinského Buddhy
spadéd do zaditku éry vymezené t€mito dily.
Pro dataci na zac¢atek 5. stoleti n. 1. hovofi
rovnéz trojrozmérna modelace zdhybt dra-
perie. Newyorsky Buddha se od prototypt
z Mathury vzdaluje vice, zejména pokud jde
o plasticitu zdhybt, ktera je charakteristicka
pro polovinu 5. stoleti n. l. & jest€ pozdé&jsi

obdobi.

Mandorla

Buddha je znizornén na pozadi tvofeném
mandorlou ve tvaru listu, kterd vykazuje
vysoce stylizovany a p¥isné symetricky vzor
sestavajici z plamenil. Hrubé, pfesné geome-
trické tvaroslovi je jasn& odlifuje od jemného
hravého vzoru slozeného z plamenti ve tvaru



pismena C, ktery se rychle 5i¥il pfibliZzné€ od
roku 430 n. . a je charakteristicky naptiklad
pro vyse zmin&éného Buddhu z roku 437 n. L.
Paprsky mandorly koresponduji s klinovi-
tym prifezem zihybi (obr. 7) a zd4 se, Ze
na né navazuji také stylové. Mandorla neni
jen ozdobou & dopliikem; celé dilo dotvari

a Buddhu kompletn& obklopuje. V&jifovité
roucho sahd pod kolena a pod rukama pfe-
chézi téméf bez poviimnuti do paprska
mandorly, ¢imZ zespodu uzavird kruh aureo-
ly. Diky tomu se zd4, Ze Buddha medituje

v mofi plament, ale jeho delikétni, ulechtila
tvaf soucasné vyzafuje nejvyssi mozny klid

a nevzrusenost; jako by umélec toto dilo
vymodeloval s my3lenkou na nasledujici vétu
z Lotosové sutry: ,I tehdy, kdy jsou bytosti spa-
lovdny ohromnyjm poZdrem na konci véku, v této mé
zemi vlddne mir a stdle prekypuje bogstoy i lidmi...“>*
Pocity, které v divikovi vzbuzuje pohled na
tuto sosku, popsal neoby€ejné ptisobivym
jazykem Lubor Hiéjek: ,, Motiv plamene tu ovsem
neni novinkou... Zde figura tvofi souédst tohoto
plamene, je jim strdvena, jen matné z ného vystupu-
je jako vdsnivy obraz pohanského boha ohné nebo
slunce. Jediné hlava se zachrdnila z tohoto poZdru,
vystupuje nad néj a premdhd ho svijm vijrazem
povzneSeného védéni a duSevni vyrovnanosti. “

Recipro¢ni korespondence vysoce abstrakt-
ni mandorly a podobn¢€ stylizovaného roucha
je dokladem ,éinského sklonu promésiovat postavy
i odévy v rytmicky utvdfené linedrni vzorce.>
RenéYvon Lefebvre d’Argencé to krasné
vystihl, kdyZ poznamenal, Ze stylem ¢inského
umélce je linedrni rytmus.> Lubor Hajek
jist€ uvazoval podobng, kdyz o prazském
Buddhovi napsal, Ze ,ji% nejstarsi buddhistickd
tvorba pres ziejmou zdvislost na severni Indii
hovoti svijm vlastnim, Ciné vrozenyjm uméleckym
jazykem“.> Pozdé&ji, v druhé poloviné 5. stoleti
n. 1., se srovnatelné motivy plament roz-
si¥ily po celé Cing, ale jejich zobrazeni uz
nikdy nedosahlo tak vysokého uméleckého
standardu. Ve vé&t§iné pfipadt jsou plameny
vyryty ndhodné€ a postridaji jakoukoli troj-
rozmérnou modelaci i napojeni na postavu
Buddhy na triné.

Zd3 se, Ze motiv zaFicich plamen® ma svij
ptvod ve st¥edni Asii, kde se vyskytoval ve
formé& nimbu jiZ v t¥eti &tvrtiné 4. stoleti n. 1.
Jako ptiklad uvedme dvé& nasténné malby
v kyzylskych jeskynich’® a d¥evénou sochu
stojictho Buddhy, o niZ se soudi, Ze vznikla
kolem roku 400 n. 1. ve mé&st& Ku-¢cha.” Do
Ciny se tento motiv dostal z¥ejmé& na po&atku

5. stoleti. Napfiklad v jeskyni 169 v Pi-ling s’
(provincie Kan-su) se nach4zi Buddha

z obdobi let 400 aZ 420 n. 1., na jehoZ man-
dorle se objevuje velmi podobny motiv sesté-
vajici z plamenu srpkovitého tvaru.’®

Nimbus kolem hlavy a t&la ohranicuje
Siroky pas, ktery zalina v pfipad€ praZského
a berlinského Buddhy na levé strané téla
o né&co vyse nez na pravé. Oba prvky, pas
i asymetrické umisténi jeho konct, jsou
pomeérné vzacné, presto se s nimi presné
v této podobé& setkdvime u dél ze skupiny
Nelson-Atkins/Hamamacu, o niZ jiz vime, Ze
s nagimi tfemi Buddhy sdili dal3i dva neob-
vyklé rysy: t¥i¢tvrteéni zobrazeni Buddhovy
postavy a skuteénost, Ze postava byla odlita
spoleéné s mandorlou. Casovi a regionélni
pfibuznost se proto jevi jako velmi pravdé-
podobni, ackoli postavy ze skupiny Nelson-
-Atkins/Hamamacu se od prazského Buddhy
a jeho dvou sesterskych sosek vyrazné 1isi
v provedeni roucha a trinu.

Na zadni strané mandorly t¥f so$ek z Prahy,
Berlina a New Yorku je znizornéna udélost
z Lotosové sitry — textu, jehoz zasluhou se
mahéjinovy buddhismus prosadil jakozto
nové doktrina a etabloval se coby vyznani
nadfazené hinajanovému buddhismu:*
Buddha Prabhutaratna se tu objevuje na
nebesich vedle Buddhy Sdkjamuniho, aby
naslouchal jeho uéeni (obr. 8). Dialog z jede-
nécté kapitoly Lotosové sttry nebyl vybran
ndhodné& — predstavuje totiz symbol celé
sutry. Zachycenou scénu lze pravem pova-
zovat za ,poznévaci znacku* mahajanového
buddhismu.®® Alexander Soper upozoriiuje
na skutednost, Ze Buddha Prabhutaratna,
nejstarsi ze viech Buddht, je vZdy zmirio-
van pouze v souvislosti s touto udalosti,*

a dokonce nevihi vyslovit domnénku, Ze
zminéna scéna byla vybdjena Cisté za iéelem
co nejjasnéji a nejjednoznaénéji demonstro-
vat novou tezi mahéijanového buddhismu,
podle niZ nirvana neznamena naprosty zanik
a zmizeni.®? Do &instiny byla Lotosova sttra
preloZena mnohokrat, poprvé jiz ve 3. stoleti
n. 1., ale nejvyznamnéjsi a nejvlivné&jsi pie-
klad poridil roku 406 v Cchang-anu talento-
vany a uznédvany prekladatel Kumaradziva,®
jenz pat¥il mezi stoupence mahsjanového
buddhismu a pomahal jej propagovat svymi
preklady.®

Soska z roku 473 n. 1. ve sbirce Freer
Gallery of Art byla dlouho povaZovéina za
jedno z nejstarsich dél ztvarniujicich dia-
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log mezi Prabhutaratnou a Sakjamunim.®
Dnes oviem vime, Ze se tento motiv obje-
voval v dobové ikonografii uz v letech
410—420 n. 1, a to v oblasti kolem Cchang-
-anu. Tento fakt doklada reliéfni stéla ze
sbirky Spravy kulturnich pamitek mésta
Si-an, z jejihoz napisu vyplyva, Ze vznikla
pravd€épodobné v roce 411 n. 1.,® bronzova
soSka z téze sbirky pochézejici z po&itku

5. stoleti” a bronzova soska z Freer Gallery
of Art, kterd patrné& pochéazi z prvni &tvr-
tiny 5. stoleti.®® Tato tfi dila nabizeji nejen
nejstarsi dochované zobrazeni dialogu mezi
Prabhutaratnou a Sakjamunim, ale také
motiv plament $lehajicich z vnéjsiho okraje
mandorly, ktery se velmi podobé plamenné
mandorle prazského Buddhy a jeho dvou
sesterskych sosek. Dialog Prabhutaratny

a Sdkjamuniho m4 tudiZ znaény vyznam pro
urdeni stafi a mista pivodu ti sodek, jimz je
vénovana tato stat. Navic, jak uvidime déle,
mai tento vyjev zdsadni dtleZitost pro rozpo-
znani samotného Buddhy Sékjamuniho.

Tron

Buddha sedi na vysokém trinég. Tradi¢né je
Htakovy triin pravoihly a rozdéleny na tii édsti:
Sirokd horni platforma neboli sedadlo, u%si prostfe-
dek a spodni édst stejné Sirokd jako horni“.*® Tranu
se prezdiva sumérsky trin, coZ je povazova-
no za ,symbolickou nardgku* na horu Suméru,
jez ,je osou a stiedem svéta a spojuje pozemskou
#$i s Fi5i duchovni“.™® Hugo Miunsterberg mimo-
to pfedestira vlastni vysvétleni symboliky
spjaté s timto trnem: , Vijznam tohoto symbolu
by potom spocival v tom, %e Buddha sedici na hote
svéta se nachdzi nad svétem a je vlddcem vesmiru.“™
Kosmologicky vyznam hory Suméru coby
stfedu sv€ta ma sice kofeny v hinajdnovém
buddhismu, ale pfetrval i v mahsjanovém
uéeni, které buddhistickou kosmologii
vyznamné rozsifilo.”

Sumérsky triin zacal nahrazovat starsi lvi
trin na podatku 5. stoleti a nejvétsi popula-
rit€ se v ¢inském buddhistickém sochafstvi
t&3il v jeho druhé poloving.” Charakteristicka
stupriovitd podoba triinu ma svij pfedobraz
v Gandhéfe 3. aZ 4. stoleti.™ Stejné& tak lze
na gandharskych exemplafich nalézt typické
§rafovani trinu. Pfikladem miiZze byt Buddha
z Britského muzea v Londyng, ktery pochézi
patrné z 2. nebo 3. stoleti.” U ¢inskych
Buddht se s timto rysem setkdvime pomé&rné
vzacné.”
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Podstavec
Podstavec mé tvar krychle uzaviené ze ¢ty¥
stran, coZ je velice neobvyklé.” Lubor Hijek
k tomu poznamenavi, Ze tento rys je znamy
jiz ze 4. stoleti.” Formalné& pFipomina slav-
ného Buddhu z roku 338 ze sbirky Muzea
asijského uméni v San Francisku. U pozdé&j-
gich dél z prvni poloviny 5. stoleti podstavec
zpravidla tvoii piedestal na ¢tyfech nozkéch,
otevieny ze Ctyf stran jako arkada; tvar krych-
le ze 4. stoleti ustupuje kénickému prove-
deni, které se smérem vzhiru zuZuje, a ve
srovnani s dfiv€j§im nizkym kompaktnim
vzezienim se vyrazné zvétsuje jeho vyska.”
Mezi nejstar§i znamé piiklady tohoto nového
typu patif Buddha Maitréja, ktery je ndpisem
datovan do roku 423 n. 1., kdy na jihu vladdla
dynastie Liou Sung,* a bronzovy Buddha
z roku 429 n. 1., pochazejici ze severozapad-
ni dynastie Sia.®

Na pfedni stran€ uprostfed vidime Buddhu
v lotosové pozici dhjdnasana a dvé vysoce
postavené Zeny z kmene Sien-pej, jednu po
Buddhove levici a druhou po jeho pravici.
Zeny maji vysoky tdes propleteny stu-
hami a jsou obleeny v odévu sestavajicim
z kabatku tzkého stfihu pFepasaného ptes
hrudnik, ktery jim saha po kolena, a sklddané
sukng, jez vy¢uhuje zpod kabatku a pokra-
¢uje az na zem.® UZ sam fakt, Ze se tu Zeny
objevuji v roli darkyti, podporuje pfedpoklad,
Ze se skuteéné jedna o kmen Sien-pej, pro-
toZe jeho Zeny byly prakticky rovnopravné
s muZi a ve spole¢nosti se t&3ily vysokému
statutu.® Zeny kmene Sien-pej jsou vyobra-
zeny jako darkyné i jinde, naptiklad v jeskyn-
nim komplexu Jiin-kang, kde maji na sobég
stejny tradiéni odév.®

Na zadnfi stran€ je vpravo od stfedové umis-
téného Buddhy zachycena dalsi Zena. Celni
vyobrazeni a od&€v se shoduji s vyobrazenim
na licové strané. V tomto piipadé oviem
po Buddhové levici, v pozici, jez v Ciné&
znamenala nejvy3si poctu, vidime muze,®
jehoZ odév se lisi od od&vu Zen. M4 na sobé&
kalhoty a boty a na hlavé plochou &epici.®
Postava je ztvirnéna v polosedé s nohama
visicima ve vzduchu. Muz je bokem otocen
k Buddhovi a oviva ho metlou na odhanéni
much (¢u-wej).¥” Skute€nost, Ze jsou vSichni
tfi Buddhové obklopeni stejnymi darci ve
stejnych pozicich, napovidé, Ze postavy darct
nemaji individuélni votivni vyznam a prav-
dépodobné byly pfevzaty z modelové sosky.



Z toho davodu je lze povazovat za nedilnou
soudast zobrazeni.®®

Bo¢ni strany podstavce jsou zdobeny
zvifecimi maskami. Netvor se na podstavci
objevuje dvakrit, jednou s otevienou tlamou
a podruhé se zavienou. Podobné zvifeci
masky se objevuji na ¥fad€ keramickych nadob
z tohoto obdobi a také v mnoha &nskych
hrobkéch z 5. a 6. stoleti.?? TéméeF totozné
masky bychom nasli v jeskyni Ku-jang
v Lung-menu.” I zde se masky objevuji vedle
buddhistického boZstva. Podobné tomu je
i v jeskyni €. 248 z obdobi vlady dynastie
Severni Wej v Tun-chuangu, kde ,,pdr reliéf-
nich masek piiSer zdobi niku se sochou Buddhy*.*
Eklektické pojeti viry, jehoz jsme zde svédky,
podle vieho naznaéuje, Ze nasi t¥i Buddhové
vznikli ve spole¢nosti, v niZz buddhismus
dosud nezapustil pevné kofeny a latentni vira
v magii a apotropaickou té&innost archaickych
symbolt byla stéle Ziv.

Identita zndzornéného Buddhy

Vzhledem k absenci népisti je tézké roz-
poznat, zda se v pfipadé Buddhi v loto-
sové pozici dhjdnasana z raného obdobi
jedna o Sdkjamuniho, nebo Maitréju. Oba
Buddhové se v 5. stoleti t&3ili zna¢né obli-
bé. V&fici byli tou dobou zcela ponoFeni do
uéeni Buddhy Sakjamuniho,’ zatimco popu-
larita Maitréji vychazela ze skute¢nosti, Ze
byl v tomto neklidném obdob{ ¢inskych dé&jin
povaZovan za spasitele.”

Jediny Buddha v lotosové pozici dhjdna-
sana z obdobi kolem roku 400 n. 1., kterého
jasn& identifikuje pFitomny népis — soska
z newyorského Metropolitniho muzea uméni
udajn€ pochazejici z roku 426 n. 1. — je
Buddha Maitréja.>* Marylin M. Rhieova
s odkazem na toto dilo hovoii o pot¥ebé&
zvazit, zda sosky Buddht v lotosové pozici
z daného obdobi nepfedstavuji Buddhu
Maitréju,® ackoli se sama piiklan{ k n4zoru,
ze vzhledem k neexistenci konkrétné&jsich
informaci lze pfedpoklddat, Ze v&tiina zmi-
nénych Buddhti predstavuje Sakjamuniho.?
Jeji hodnoceni je v souladu s domnénkou
Rodericka Whitfielda, Ze népis na Buddhovi
z Metropolitnitho muzea mohl byt pozdé&jsim
dodatkem, a jako takovy neni autenticky.””

Tvari v tvaf této nevyjasnéné situaci se
autofi katalogu aukéntho domu Grisebach
rozhodli ponechat otazku identity ber-
linského Buddhy otevienou.?® Editha

Leppichova naopak usoudila, Ze tento
Buddha pfedstavuje Maitréju,® kdezto praz-
ského Buddhu prohlésil Lubor Hijek za
Sékjamuniho.® K témuz zavéru jako Hijek
dospéli posléze odbornici z Christie’s, podle
nichZ je newyorsky Buddha zobrazenim
Sédkjamuniho. Zde se nicméné slusi zda-
raznit, Ze viechna vyse zminé€na tvrzeni jsou
zaloZena na pouhych dohadech. Jejich autofi
pfitom prehliZeli skuteénost, Ze v p¥ipadé
tff Buddht, ktefi jsou pfedmétem této statg,
méame k dispozici zfejmou charakteristickou
ikonografii, byt to tak na prvni pohled nevy-
pada.

Kli¢em k identifikaci prazského Buddhy
a jeho dvou sesterskych sosek je rubova
strana mandorly. Leroy Davidson byl patrné
prvni, kdo upozornil na fakt, Ze ,%obrazeni
Sdkjamuniho a Prabhutaratny svédci o tom, %e
hlavni postavou na predni strané je Sdkjamuni®.**>
Téhoz nizoru je i Alexander Soper, ktery
vé¥, Ze znazornéni dialogu Sédkjamuniho
a Prabhutaratny v podobé& vedlejsiho motivu
vZdy znameni, Ze hlavni postavou je
Sékjamuni. Z toho divodu pak tento dialog
povaZuje za specificky atribut Sdkjamuniho.'*
Kromé toho Soper pfipominé, Ze v mahajano-
vém buddhismu existovala silné a v§yznamna
odno¥, kter4 propagovala kult Sakjamuniho,
a Ze obzvlast Lotosova sutra, k niZ tento
vyjev odkazuje, mé&la slouzit ke glorifikaci
Sékjamuniho a potieni kritiky ze strany
stoupenct Maitréji a Amitdbhy.*** Vzhledem
k pfedpokladané genezi dila v kontextu
mahéjanového hnuti a k pfimému odkazu
na Lotosovou sttru na zadni strané nelze
Buddhu z pFedni strany poklddat za nikoho
jiného nez za Sédkjamuniho.

Metoda odlévani a uréovani autorské dilny
Casto se predpoklads, Ze buddhistické bron-
zové sodky ze 4. a 5. stoleti vznikaly odléva-
nim technikou ztraceného vosku.*** Pro tuto
techniku je typické, Ze nedovoluje identickou
replikaci, protoZe se voskovy model v pribé-
hu tohoto procesu vytavi.**® Jestlize oviem
provedeme detailni srovnani praZského a ber-
linského Buddhy, zjistime, Ze obé& sosky maji
témé&f totoZnou formu i obrys. Je proto vyso-
ce nepravdépodobné, Ze by vznikly technikou
ztraceného vosku. Naopak se nabizi pfed-
poklad, Ze zde bylo pouZito tzv. odlévani do
pevné formy neboli zpisob odlévani, ktery
umoZiiuje identickou replikaci prototypu.
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Tuto metodu vyvinuli ¢insti femeslnici za
vlady dynastif Sang a Cou za téelem vyroby
ritudlnich nddob. Teprve pfed n&kolika lety
vyslo najevo, Ze se tentyz zptsob odlévani
pouzival také pfi tvorb& ranych buddhistic-
kych bronzovych soch.*” Odlévani do pevné
formy za&inad oddélenim formy od primarntho
modelu. Tato tzv. primarni forma sestiva
z nékolika dild, které lze od modelu snadno
oddélit. Primarni forma je poté znovu sesa-
zena a naplnéna sprasi, ktera je natolik jemna4,
Ze dokaZe reprodukovat i drobné detaily.*
Touto cestou lze z jedné primarni formy
vytvofit velké mnozstvi identickych sekundar-
nich sprasovych modelt, jimZ se né€kdy fika
mezimodely. V pfipad€ potfeby mohou byt
sekundarni modely po odstranéni primarni
formy doplnény o ten & onen detail a pfi-
zpusobeny pozadavkiim zdkaznika. Potom
je na sekundarni model aplikovdno uvoliio-
vaci ¢inidlo, nap¥. jemny prasek z dfevéného
uhli, a nasledn€ je model pokryt nékolika
slabymi vrstvami sprasové hliny. Jakmile
spra3 zatvrdne, sekundarni forma, ktera timto
procesem vznikla, je po ¢4stech oddélena od
sekundarniho modelu. Sekundarni model je
posléze obrabén, dokud tloustka odstranéné
vrstvy neodpovida poZzadované tloustce stény
bronzové sochy. Potom je takto upraveny
sekundarni model vloZen jako jadro do znovu
sesazené sekundérni formy, ktera je v této
chvili pfipravena k odlévani jako jadro.*®

Design praZského a berlinského Buddhy
sv€déi o zdméru vyhnout se pod¥iznutim,
ktera by femeslniktim ztiZila jednoduché
odstranéni jednotlivych ¢asti pevné formy
(obr. 9). To je patrné zejména v dseku za
rukama obou Buddhti, ktery ma tvar rovné
plochy spojujici horni okraj rukou a predlokti
s t€lem. Pfi bliz§im prozkoumaéni sosky je
ziejmé, Ze potfebu snadného sejmuti formy
zohledtiuje i vjrazna plasticita zdhybt rou-
cha. Hluboké podfiznuti v mist€ pFechodu
téla Buddhy v mandorlu pouZiti techniky
odlévani do pevné formy nebrani, protoze
z né&kolika znimek mtZeme odvodit, Ze
mandorla byla odlita samostatné a dfive nez
postava Buddhy.** Zda4 se, Ze odlitek man-
dorly byl nejprve vlozen do formy s Buddhou
a teprve poté doslo k odliti sosky.

Navzdory mnoha podobnostem lze mezi
prazskym a berlinskjm Buddhou pozorovat
i fadu odlisnosti. C4st roucha pod rukama
prazského Buddhy je rozdélena do 3esti
véjifovitych skladt, kdezto u berlinského
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Buddhy je sklad@ pouze pét. Na hrudniku
prazského Buddhy vidime Sest parabolickych
zahybt, kdezto berlinsky Buddha jich ma
sedm. Masivni, ne-li pfimo baculaté prsty
prazského Buddhy jsou viceméné rovné

a umisténé v pfisné horizontalni poloze,
kdezto $tihlejsi prsty berlinského Buddhy
jsou mirné& pokréené, jako by se nesméle
hlasily k naturalismu. Nejvétsi rozdil mezi
t€mito dv€ma soskami je nicméné ve tvaru
obli¢eje. Tvar berlinského Buddhy je ovilna
a §tthla, zatimco tvar prazského Buddhy je
hranaté&jsi a 3irsi.

Bezmaila naprosta shoda zakladnich obrysii
spolu s rozdily v detailech napovida, Ze
dokonéovaci price byly providény na mezi-
modelu; priméarni forma tedy nejprve vydala
témé&F hotové modely téze velikosti a tvaru,
na téch byly individualn& doladé&ny detaily
a potom podle nich vznikly sekundarni
formy, které poslouzily k odliti vyslednych
sodek. Detaily byly vytviFeny bud ruéng,
nebo, napiiklad v pfipadé opakovani motivi
na podstavci, pomoci razitek. Tento postup
slouzil &inskym Femeslnikiim k sériové
vyrobé& individualné& zdobenych bronzovych
nadob jiZ za ¢asti dynastii Sang a Cou.™ Ani
oni viak nepfistupovali k identické replikaci
zdobenych primarnich modeld, pFestoze by
to zajisté nebylo nic obtizného.*? Primérni
formy byly vyuziviny pouze k tvorb& nezdo-
benych modelt a ty se zdobily az nasledné
a individualné.

Doposud se nepodafilo objasnit, pro¢
vyrobci za dynastif Sang a Cou nepodrobili
vyrobni proces racionalizaci a pln€ nevyuzi-
vali potenciélu, ktery jim nabizelo odlévani
do pevné formy. N&ktefi odbornici se domni-
vaji, Ze pro to mohly existovat ndm neznamé
technické dtvody.** Jini pfedpokladaji, Ze
individudlni vzhled byl Zadouci, protoze
usnadiioval rozpoznévani mezi podobnymi
predméty a soskami vlastnénymi jednim
spoledenstvim. To plati pFedevsim pro ritual-
ni nadoby, které se Casto vyrabély v sadach.
V nékterych p¥ipadech se soudi, Ze individua-
lizace slouZila pfedevsim k vyjad¥eni nébo-
Zenské tcty nebo G¢innosti,** a v této souvis-
losti se jevi jako vysoce pravdépodobné, Ze
tento aspekt byl hlavnim dtvodem individual-
nich ryst praZského a berlinského Buddhy.

Ve svétle t€chto zjisténi je zjevné, Ze nasi
dva Buddhové vznikli v téZe dilné& za pouziti
tychz forem a néstrojii. Newyorsky Buddha
oproti tomu nepochéazi z téhoz primarniho



modelu a byl o¢ividn€ opracovan jinymi
néstroji. Vzhledem k tomu, Ze vy3e uvedena
analyza upozornila na ¥fadu rozdilt jak ve
stylu, tak v drovni a ambicich uméleckého
provedeni, lze soudit, Ze newyorsky Buddha
byl patrné vytvofen v jiné diln€&. Fakt, Ze
zakladni rysy jsou zde reprodukovany s témé¥
otrockou pfesnosti, neni s timto zdvérem

v rozporu, protoZe viechny t¥i sosky bezpo-
chyby odkazuji na ztracenou pfedlohu. Na

to lze usuzovat z vySe zminé&né skute¢nosti,
Ze se na podstavci viech tff Buddht objevuji
tit{Z darci ve zcela shodnych pozicich.

Datace
Lubor Héjek datoval prazského Buddhu
do obdobi kolem roku 400 n. 1.** Ladislav
Kesner oviem soudil, Ze soka pochazi
z poloviny 5. stoleti n. .16 Katalog aukéniho
domu Grisebach, na jehoZ sepsani se podilel
byvaly Feditel berlinského Muzea asijského
uméni Willibald Veit, odhadl vznik berlin-
ského Buddhy na zadatek 5. stoleti n. 1.1
Seii¢i Mizuno ve svém katalogu &inskych
Buddht kladl vznik newyorského Buddhy
do roku 489 n. 1., pfi€emz se opiral o ddajné
autenticky napis."® Pozd€ji od néj tuto infor-
maci prevzal Tin Sen.” Vychézeje z fixntho
bodu, ktery pfedstavoval rok 489 n. 1., zafadil
prazského Buddhu do obdobi kolem roku
480 n. 1., ¢imZ podpofil nizor, Ze je tato
soSka star3i nez newyorsky Buddha.'* Ale
ani Seii¢i Mizuno, ani Tin Sen podle vieho
nezkoumali originil newyorské sosky, protoze
pii hongkongské aukci Christie’s z roku 2001
vyslo najevo, Ze na soSce zddny napis neni.
Chybna datace tak musela byt zptisobena
zdménou. Je mozné, Ze Saburo Macubara si
toho byl v€dom, kdyz newyorského Buddhu
popisoval v roce 1995. Jeho pFesné staii
neuvedl a umistil ho mezi né&kolik dalsich,
jejichz vznik je odhadovin ve druhé poloviné
5. stoleti n. 1.1 Odbornici z Christie’s byli
jiného nazoru a v aukénim katalogu z roku
2001 zafadili newyorského Buddhu do prvni
poloviny 5. stoleti n. 1.122 Tato star3i datace
byla potvrzena v roce 2014, kdy se soska
znovu draZila v newyorské aukei Christie’s.**
Relativné€ Siroké rozmezi zminénych dataci
odrazi pfedeviim fakt, Ze newyorsky Buddha,
jak vyplyva z naSich zji§téni, patrn& vznikl
o dvé ¢i t¥i desetileti pozdé&ji nez jeho dvé
sesterské sosky. Ale potiZe s pfesnym urce-
nim jeho stafi zajisté souvisi také s jedined-
nym charakterem v3ech tf{ soSek, v némz

se odraZeji pozoruhodné heterogenni vlivy

a odkazy. Sosky vykazuji rysy, jez lze vysledo-
vat jiZ ve 4. stoleti n. 1., ale souasn€ predji-
maji aspekty, které se zalaly b&zné vyskytovat
teprve v druhé poloviné 5. stoleti n. .

Mame-li zadit rysy, které spadaji do 4. sto-
leti n. 1., p¥ipomertime, Ze Buddhovy ruce
jsou naaranzoviny do neortodoxni varianty
dhjdni-mudry, které je pro 4. stoleti typicka,'>
ackoli ojedinélé piiklady tohoto druhu dhjdni-
-mudry lze nalézt v prab&hu celého 5. a n€kdy
dokonce i po¢atkem 6. stoleti n. 1. Také
archaické zvé€tseni hlavy, patrné na prazském
a berlinském Buddhovi, je v 5. stoleti n. .
méné obvyklé. Nizky, krychlovity podstavec
uzavieny ze Gty stran je rovnéz velmi vzac-
nym rysem odkazujicim ke star§imu datu.'?
Praxe modelovat podstavec jako p6dium na
Ctyfech nozickach, které krychlovity tvar
nahradilo, se rozsifila nejpozdé€ji v letech
420—430 n. L.

Roucho v3ech tfi so3ek se vyznacuje cha-
rakteristickym vzorem parabolickych zdhybt,
ktery pFedstavoval normu od poloviny
4. stoleti n. 1. do poloviny stoleti patého. Pfi
bliz§im zkoumani oviem zjistime, Ze zdhyby
se skladaji do vzoru, ktery se od typickych
vzori této doby — zpravidla do tvaru hrana-
tého U nebo Fid¢eji do pismene V — mirné
ligi. Vysvétlili jsme si, Ze ztiZend parabola
stejné jako dal3i motivy skladd typické pro
tfi Buddhy, jimZ je vénovana tato studie,
jsou odvozeny od pFedchidcti z Mathury
a do Ciny se dostaly na poéatku 5. stoleti
n. 1., byt byly stile velmi vzacné. T¥i Buddhy
jsme srovnali se tfemi ¢inskymi soskami,
jejichz roucha vykazuji podobné ovlivnéni
mathurskym uménim, a dosli jsme k zivéru,
7e 74dné ze srovnavanych dél z let 400—420
a 451 n. 1. nemd k modelim z Mathury tak
blizko jako prazsky a berlinsky Buddha,
coz hovofi pro jejich starsi dataci bliZici se
pocitku obdobi, v némz vznikla dila, s nimiz
jsme je porovnavali. Newyorsky Buddha se od
modeld z Mathury li$i mnohem vice, z &ehoz
usuzujeme, Ze je ponékud mladsiho data.
Trojrozmérn4 plasticita zdhybt na rouchu
tuto navrhovanou dataci potvrzuje. Prazsky
a berlinsky Buddha se vyznacuji sklady,
které lze oznagdit za kombinaci ,klinového*

a yraného stupriovani typickou pro pozdni
4. a rané 5. stoleti n. 1.1 U newyorského
Buddhy naopak pozorujeme zahyby v podobé&
»Vyrytych linif“, které se staly obvyklymi

o0 néco pozdé&ji.
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Dataci do prvnich let 5. stoleti n. 1. pod-
poruje také jisty ikonograficky detail.
Donedévna panovalo minéni, Ze nejstarsi
zobrazeni dialogu mezi Prabhutaratnou
a Sakjamunim pochazi ze sedmdesatych let
5. stoleti n. 1. Dnes oviem vime, Ze tento
vyjev byl zachycen jiz v letech 410—420 v iko-
nografii, o niz zde hovofime, a to zejména
na tzemi Cchang-anu. Pravé tam v roce
406 vypracoval Kumaradziva daleko nejvy-
znamné&jsi a nejvlivnéjsi preklad Lotosové
sutry. Jak jsme vidéli, dialog Prabhutaratny
a Sakjamuniho je povaZovéan za symbol
tohoto textu a souasné za symbol samot-
ného mahéjinového buddhismu, podporova-
ného KumiradZivovou tvorbou.

A pak je tu fada charakteristik, které
obvykle spojujeme s druhou polovinou 5. sto-
leti n. 1. Mezi rysy, které jsou pro poéatek
5. stoleti n. 1. pon€kud nezvyklé, pat¥i napii-
klad zobrazeni Buddhy v podobé& vysokého
reliéfu a odliti Buddhovy postavy spoleéné&

s mandorlou. T¥i bronzové so3ky, o nichz

se vySe zmifiujeme jako o skupin& Nelson-
-Atkins/Hamamacu, nicméné& dokazuji, Ze
sochy s podobnymi rysy vznikaly na dzemi
Cchang-anu jiz ve dvacatych letech 5. stoleti
n. . Dal§im rysem, s nimz se setkime hlavné
u srovnavanych dél z druhé poloviny 5. sto-
leti n. 1., je podoba plamenné mandorly. Ale
jak jsme vidéli, tyto mladsi pfiklady postra-
daji pfisnost, dislednost a pfedeviim origina-
litu, ktera vyvéra z jednoty plament a zahybu
roucha, zejména v pfipadé prazského a ber-
linského Buddhy. Ve srovnani s nimi ptisobi
paprséité mandorly druhé poloviny téhoz sto-
leti nudné a nezivotné&. To plati do jisté miry
i pro newyorského Buddhu. Pfipomnéli jsme
si, Ze se s timto typem plamenného motivu
muZeme setkat jiz u modela ze st¥edni Asie
4. stoleti n. 1. a u &inského uméni z poéatku
stoleti patého. Ctvrtym rysem zpravidla spo-
jovanym s druhou polovinou 5. stoleti n. L.

je spirdlovita kudrlina na Buddhové &ele.1?
Kudrlina, kterou nachézime u tif Buddhi,
jez zde analyzujeme, se oviem od pozdé&jsich
dél lisi piisn€ ornamentalnim vzorem, jenZ

je ryzi reflexi raného &inského uméni a jeho
schopnosti pfevést zapadni modely do spe-
cificky ¢inského tvaroslovi. V obdobi Tchaj-
-che tento vizudlni purismus ze socha¥stvi
téméF vymizel. Patym znakem, o némz se zde
muZeme zminit, protoZe se v této podobé&
zadal §ifit v Ciné teprve od &tyticatych let

5. stoleti n. 1., je sumérsky trin. Tento typ
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vlddcova triinu je nicméné znam z ghandar-
skych soch 4. stoleti. Pro Ghandaru je rovnéz
typické pozoruhodné 3rafovani tréinu, s nimz
se v ¢inském sochafstvi setkdvame jen ziidka.

Zd4 se, Ze tyto zdanliv€ anachronické
charakteristiky zasely zmatek, ktery vyrazné
ztizil dataci nasich tfi Buddht. Neni proto
nijak pFekvapujici, Ze myln4 datace Seii¢iho
Mizuna (rok 489 n. 1.) ztistala dlouho bez
poviimnuti. Tuto nejistotu lze nicméné roz-
ptylit, pokud vezmeme v dvahu, Ze viechny
zminé&né rysy nachézime jiz u prototypt
z Gandhiry a stfedni Asie 3. a 4. stoleti
n. 1., a jejich vyskyt lze proto povazovat za
vysledek raného, necenzurovaného piso-
beni t&chto vlivi. Rozsifeni danych motiva
v druhé poloviné 5. stoleti je pak mozné
chépat jako disledek postupného pronikani
do &inského uméni, nebo obnoveného pfilivu
zapadnich motivil, k némuz do3lo b&hem
tzv. gandhérské obrody.** Tato studie opa-
kované& ukazuje, Ze u vSech tif so3ek, jim#Z je
vénovana, nalézame &etné stopy, které takové
piimé ovlivnéni dokladaji.

Je proto pravdépodobné, Ze prazska
a berlinské socha Buddhy vznikly pfiblizné&
kolem roku 420 n. 1., kdeZto newyorsky
Buddha byl vytvofen o 20 ¢ 30 let pozdéji.
Védecké metody jsou pro potvrzeni této
datace vychazejici Gisté ze zohlednéni stylu
piilis nepFesné. Dva termoluminiscenéni
testy keramického jadra berlinského Buddhy
nicméné alesponi hovoii ve prospéch hrubého
odhadu stafi sosky a potvrzuji jeji autenti-
citu. Oba testy provedené nezavisle na sobg&
v Némecku a ve Velké Britanii dosly k zavéru,
Ze se posledni vypal odehral pfed patnicti sty
lety +/- 400 let (Kotalla Institute), respektive
pied deviti sty aZ patnécti sty lety (Oxford
Authentication).

Geograficky plivod

Otazka stylu

V pfedchozich odstavcich jsme vidéli, Ze pro
tfi Buddhy z Prahy, Berlina a New Yorku je
typicka eklektickd kombinace motivii rizného
zapadniho pivodu. Zachyceni roucha odka-
zuje k pfedchtidciim z Mathury, vykresleni
vlast naopak pfipominid modely z Gandhéry
a totéz plati pro sumérsky triin a ozdobné
grafovani. Motiv zéfici plamenné mandorly

a spirdlovité kudrliny na ¢ele se oproti tomu
vztahuje k modeltim ze stFedni Asie. N&které
z identifikovanych motivil jsou v éinském
sochaf¥stvi vzacné, napf. véjitovité zihyby



roucha zcela zakryvajici kolena, faseni roucha
pod rukama, modelace vlast do hrbolkd se
vzorem rybich Supin nebo 3rafovéni trinu.
Jiné rysy se v ¢inském umeéni rozsifily teprve
v pozdé&jsi dobé, napt. sumérsky trin, a vét-
§inou se zachovaly v pomérné nudné a nezi-
votné formé, napf. zafici plamenna mandorla
nebo spirdlovitd kudrlina nad éelem.

Tito t¥i Buddhové jsou jedineéni ptede-
v3im proto, Ze u nich nachizime viechny
tyto vzdcné a zvla§tni motivy najednou.
Kombinovany vyskyt téchto ryst nelze pova-
Zovat za nic menstho neZ za dikaz p¥imého
kontaktu se zdpadnimi vlivy, nikoli pouze
za postupny proces rozifovini zdpadnich
vlivil v éinském uméni. Pfimy kontakt se
zédpadnimi modely z geograficky vzdalenych,
riznorodych oblasti je obzvl4sté véro-
hodny v mistg, jakym byl Cchang-an, ktery
predstavoval vstupni brinu na Hedvibnou
stezku, kde se v daném obdobi potkévali
mnisi z celého buddhistického svéta. Pravem
lze pfedpoklddat, Ze mnozi mnisi, kte¥i se
podileli na Kumaradzivovych prekladech, si
s sebou ze svych zemi pfinesli nejrizné&jsi
buddhistické sosky,*° a dokonce se m4i za to,
ze né&ktet{ z téchto mnicht mohli sami byt
zruénymi femeslniky & sochafi.™

Nase analyza vysvétlila, Ze n€které ze
zminénych ryst patfily mezi prvky pFeva-
Zujicimi v repertodru ¢changanské oblasti
v dobé& kolem roku 420 n. 1. Tento regionalni
repertoar se skladal z nasledujicich charak-
teristik, které se tykaji stylu, ikonografie
a metody odlévani: motivy na rouchu odvo-
zené z Mathury, rané zobrazeni plamenného
motivu na mandorle, §iroké nimby v podobé&
pasu kolem hlavy a téla, pFicemz nimbus
kolem téla zagin4 atypicky o néco vyse na
levé strang, rané vykresleni dialogu mezi
Prabhutaratnou a Sakjamunim, coZ prav-
dépodobné odrizi vyznam tohoto dialogu
coby symbolu mahéjanového buddhismu,

a rané vyobrazeni Buddhy ve vysokém reliéfu
ve spojeni se spoleénym odlitim Buddhovy
postavy s mandorlou. Viechny tyto prvky, jak
jsme vid€li, se kolem roku 420 n. l. objevo-
valy na bronzovych sochach z Cchang-anu
bud jednotliv€, nebo v riznych kombinacich.
NemtzZeme vylouéit, Ze se n&€které z nich
soutasné vyskytovaly také v jinych &nskych
regionech, ale k jejich masovéjsimu rozsifeni
doslo az pozdgji. Kombinace viech vy3e zmi-
nénych prvki v rimci jediné sosky je proto
vyznamnym svédectvim o jejim ptivodu,

presvédéivé obracejicim nasi pozornost
k ¢changanskému regionu.

Tento zdmér nezpochybiiuje ani skuteé-
nost, Ze z hlediska vyskytu neobvyklych
motivl na rouchu inspirovanych mathur-
skym uménim ma k prazskému, berlinskému
a newyorskému Buddhovi z ¢inskych dé&l nej-
blize skupinka so3ek, které pochézeji z riuz-
nych oblasti. Marylin M. Rhieova se domniv3,
ze nezvykly motiv stuptiovitych zahybu, které
se vé&jifovité tdhnou po predlokti a zakryvaji
nohy i s koleny, se do Ciny dostal kratce po
roce 400 n. 1., v dob& po Kuméradzivove pie-
kladové kampani.’? Pfedpoklads, Ze se jedna
o motiv, ktery do Cchang-anu pfigel spolu
s indickymi mnichy. Po padu dynastie Pozdni
Cchin v letech 417—418 tito mnigi z Cchang-
-anu uprchli. Vé&tsina jich nala dtocisté
na severu, na dzemi spFatelenych kmenti
sienpejskych Tabgaét, které ochratiovaly
buddhistickou viru od roku 398.* Ostatni
mni3i utekli na jih, kde se usadili na tizemi
dynastie Vychodni Tin (317—420), kterou brzy
poté vystiidala dynastie Liou Sung (420—479).
To je dostatednym vysvétlenim paralelniho
vyskytu tohoto vzdcného motivu na severu
(Buddha z provincie Che-pej z obdobi kolem
400—420 n. 1.) a na jihu (Buddhové z let 437
a 451).134

Usoudili jsme, Ze prazsky a berlinsky
Buddha pochézeji z doby kolem roku
420 n. L., kdeZto newyorsky Buddha je patrné
o néco mladsi. Prvni dvé€ sosky tudiz nejspis
vznikly kritce pred lety 417—418 v Cchang-
-anu nebo pozdéji v sousednim regionu,
kam se styl rozvinuty v Cchang-anu presunul
po padu dynastie Pozdni Cchin. V pi¥ipadé
newyorského Buddhy se oviem zd4 mnohem
regionu, neZ Ze by byl vytvofen v samotném
Cchang-anu.

Odév darct

Odév darct na podstavci naznacuje, Ze se
jedné o pfisludniky kmene Sien-pej. Na prvni
pohled se tudiz muZe zdat, Ze tato stopa
ukazuje na dynastii Severni Wej ovladanou
kmeny sienpejskych Tabga&t a Ze viechny t¥i
soSky patrné vznikly pravé tam. Skuteénost
je ale pon€kud komplikované&jsi: zaprvé jsme
vySe dospéli k zavéru, Ze identické postavy
déarcil na viech tfech soskach nemaji indi-
vidudlni votivni v§znam a patrné byly pFe-
vzaty z prototypu. Jakékoli uréeni ptivodu
jejich od&vu by tedy poukazovalo pouze na
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geograficky ptivod prototypni sosky, nikoli
nutné na ptvod tf sosek, o nichZ pojednava
tato studie. Zadruhé dnes s jistotou vime,

ze se v Cchang-anu usadili mnozi prislugnici
kmene Sien-pej. Dérci se tak mohli rekrutovat
dou etnickych Cchiangti.

Jak vime z Kroniky dynastie Wej, vladci
kment sienpejskych Tabgact z dynastie
Severni Wej udrzovali tizké diplomatické
vztahy s dynastif Pozdni Cchin a pravidelné&
posilali delegace do Cchang-anu. Vyslanci se
tam spolu s poéetnym doprovodem nejspis
¢asem usadili natrvalo. V roce 414 n. 1. byl
do Cchang-anu dokonce poslan zistupce
vladnouciho rodu.*» Né&co takového bylo
nesmirné€ neobvyklé®¢ a nejspise to souviselo
se stiatkem spojujicim panovnické dynas-
tie, ktery byl planovan na nasledujici rok”

a ktery déle prohloubil vazby mezi t&€mito
dvéma fiSemi. Neni proto divu, Ze v roce

417 n. 1., po padu dynastie Pozdni Cchin,
mnoz{ pfisludnici panovnického rodu a vy3si
tfidy uprchli na izemi dynastie Severni
We]"BS

PestoZe je t&€zké ziskat spolehliva &isla,

s jistotou lze ¥ici, Ze kmen Sien-pej byl ve
vlastni ¥i§i men3inou, a to i tehdy, pokud
bychom k sienpejskym Tabga¢tm pfipojili
sienpejské skupiny jinych vyznani. Kromé
Cifiant, kte¥ tvorili vétsinu, tu byla také
nezanedbatelnd populace rozmanitého
etnického ptvodu, véetné Siung-nu a proto-
‘Tibetan® (napiiklad kmeny Cchiang a Ti).™s
Lze divodné pfedpokliddat, Ze podobni kom-
binace etnik byla typicka také pro dynastii
Pozdni Cchin. P¥inejmen3im je zndmo, Ze zde
zily vlivné sienpejské rodiny, které slouzily
¢chiangskym vlddctim.™°

Z archeologickych nilezti je mozné odvo-
dit, Ze Sien-pejové zijici v Cchang-anu aktivné
prosazovali svou kulturni identitu. Na pod-
stavci reliéini stély ze sbirky Spravy kultur-
nich pamétek mésta Si-an, datované do roku
411 n. 1., najdeme vyobrazeni darct, ktefi
pfipominaji darce z nami zkoumanych sosek
a jsou rovnéz oble€eni do odévu typického
pro kmen Sien-pej.*#* A¢koli byla tato stéla
nalezena v okolf dne¥ntho Si-anu, je ozna-
Cena cisafskou érou dynastie Severni Wej
Jireti rok éry Jung-sing“.*+* TotéZ plati pro dfive
zminé&nou reliéfni stélu, jejiz datace se rovn&z
klade do roku 411 n. 1. a které se také nasla
v oblasti nedaleko Si-anu.'# Také tfeti stéla
objevend v roce 1934 v blizkosti Si-anu s napi-
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sem, podle n€hoz vznikla v roce 424 n. 1., je
oznadena cisafskou érou dynastie Severni Wej
yproni rok éry S’-kuang®, prestoze tou dobou
vladla v Cchang-anu dynastie Sia.™

To v3e je dostate¢nym ditkazem, Ze odév
déarcti na podstavcich viech t¥i buddhistic-
kych so3ek je zcela v souladu s hypotézou,
e pochézeji z Cchang-anu z doby pano-
vani dynastie Pozdni Cchin. Oproti tomu
se jevi pomérné nepravdépodobné, Ze by
so8ky vznikly za vlady dynastie Vychodni
Tin nebo Liou Sung. Panovnici z dynastie
Severni Wej sice udrzovali ptatelské vztahy
i s témito dynastiemi,'¥ ale zd4 se, Ze na
jejich tizemi neradi posilali vyslance z fad
pfislusnikt kmene Sien-pej.*#¢ Nic nenasvéd-
¢uje tomu, Ze by tak daleko na jihu existovala
nezavisla populace Sien-pejt. Navic tu podle
vieho vzniklo mnohem méné buddhistickych
zobrazeni neZ na severu.#’

Politicka diskontinuita

a jedinecnost designu

Sosky predstavené v na3i studii vznikly

v dobé& pocatkti masové vyroby, a to nejspise
ve dvou rtiznych dilnich. Je vysoce pravdé-
podobné, Ze vychéizeji z dalezitého prototyp-
niho zobrazeni. Vzhledem k tomu se nabizi
otédzka, pro¢ se tento podmanivy a umélecky
kvalitni design dochoval pouze ve formé t¥
nami analyzovanych sosek a — coz je jesté
dgjsiho ¢inského uméni.

Podle jednoho z moznyjch vysvétleni se
tento design nahle vytratil v désledku uda-
losti, kterd prevratila stévajici situaci vzhtru
nohama. Tomu ov8em nic nenasvédéuje; hos-
podafsky dynastie Severni Wej prosperovala
az do zadatku &tyficatych let 5. stoleti n. 1.8
a politicky byla pFevaZzné& stabilni aZ do viny
perzekuci, které postihly buddhistické vé¥ici
v letech 444 aZ 446.** V této souvislosti se
naopak nabizi Gvaha o dobyti Cchang-anu
Liou Jim roku 417 a nésledném pronisledo-
vani buddhistického vyznani, které od roku
418 sankcionoval panovnik Che-lien Po-po.
Tyto udalosti musely prakticky ze dne na
den pfipravit dilny v Cchang-anu o Zivobyti
a mohly zapficinit také zni¢eni potencidlniho
prototypu.

Prvni pohled svadi k interpretaci, Ze
viechny t¥i sogky vznikly v Cchang-anu pred
lety 417—418. Jak ale vyplyva z vyse uve-
deného, newyorsky Buddha velmi pravdé-
podobné& pochizi z pozdg&jsiho obdobi nez



prazsky a berlinsky Buddha, ¢imz vznika
pochybnost, zda mohl mit sviij ptavod
v Cchang-anu. Je tomu tak proto, Ze berlin-
sky a prazsky Buddha nemohli vzniknout
dfive neZ kolem roku 410 n. l. a jen o né€kolik
let pozdé&ji (417—418) doslo k padu dynastie
Pozdni Cchin. Jako vérohodnéjsi se tedy jevi
moznost, ze dilna, z niz pochézeji prazsky
a berlinsky Buddha, byla zni¢ena b&hem
bouflivého obdobi v letech 417—418 n. 1.
a dané tvaroslovi bylo posléze nakratko ozi-
veno v diaspofe na tzemi dynastie Severni
Wej. Tamni tviirci vak o¢ividné nedosaho-
vali uméleckych a Ffemeslnych kvalit svych
predchidct. Je mozné, ze zminé&ny design
vymizel pouze z toho divodu, Ze novi dilna
postradala patfi¢nou zru¢nost. Nebo zaéal
byt jednoduse povazovan za piezity.

Jak jsme dolozili vy3e, vzor sestdvajici
z jemné& propracovanych plament ve tvaru
pismene C se stal pFi zobrazovani mandorly
standardem nejpozdé&ji ve tficatych letech
5. stoleti n. . PfibliZn& ve stejnou dobu se
roz3ifil elegantni podstavec kénického tvaru
s otevienymi stranami. Je tudiz moZné, Ze t¥i
Buddhové, jimz je vénovéna tato stat, zacali
vzhledem k tomuto vyvoji ndhle ptisobit
stejn& zastarale jako jejich nizké krychlové
podstavce.

Zavér
T¥i bronzové sosky, které jsou pfedmétem
tohoto pojednéni, jsou dokladem hluboké-
ho nabozenského cit&ni prvnich stoupenct
buddhismu v Ciné&. Jak jsme si ukéazali, pred-
stavuji Buddhu Sakjamuniho, a Ize je rovnéz
povazovat za umé&lecky vrchol své doby. To
plati pfedevsim pro prazského a berlinského
Buddhu, dvé& sosky, jejichz vyzarovani osci-
luje mezi fyzickou pfitomnosti a hieratickym
odstupem i mezi naturalismem a abstrakci,
coz je fascinujici i pro oko postmoderniho
divaka.

Ukazali jsme, Ze prazsky i berlinsky
Buddha vznikli v poéatcich masové vyroby
v téZe diln€ a za pouziti stejné metody
odlévani (do pevné formy). Tato skuteénost
déle posiluje neddvna zjist&ni dokazujici, Ze
zminé&na technika vyvinuta za vlady dynas-
tie Sang se pouZivala jest& o patnéct set let
pozd&ji pfi tvorbé prvnich &inskych buddhis-
tickych sodek.”° PrestoZe se prazsky Buddha
zrodil z téZe formy jako Buddha berlinsky
a byl opracovan stejnymi néastroji, femeslnici
si dali zaleZet, aby ob&ma vtiskli individualni

vzhled, k €emuz je patrné vedla ndbozenska
dcta a snaha o ndboZenskou déinnost.

Dile se lze domnivat, Ze viechny tfi sosky
maji vazbu na Cchang-an. Sosky se vyzna-
¢uji mnoha rysy, které sv€déi o pfimém a do
zna¢né miry necenzurovaném kontaktu se
zapadnimi modely z Mathury, Gandhéry
a st¥edni Asie, coz odraZi kosmopolitni
povahu Cchang-anu v prvnich dvou desetile-
tich 5. stoleti n. . Ukazali jsme si, Ze n&které
z t&€chto charakteristik 1ze povaZovat za prvky
regionalniho stylu, ktery v té dob& v Cchang-
-anu prevazoval. S n€kterymi aspekty se v &n-
ském sochafstvi setkdvime velmi zfidka nebo
pozdé&ji a specifickou kombinaci, jiZ jsme
tu svédky, mtZeme oznafit za jedineénou.

A nakonec je tu fakt, Ze u viech t¥i sogek
nalézédme zvl43tni ikonografické rysy dzce
spojené s mahdjanovym buddhismem, ktery
se tehdy &ifil z Cchang-anu a byl propagovan
vlivhymi pfeklady mnicha Kumaradzivy.

Jisté znamky ukazuji na to, ze prazsky
i berlinsky Buddha vznikli p¥ed padem
dynastie Pozdni Cchin v letech 417—418
v Cchang-anu, a¢koli zcela nelze vyloudit
ani o néco pozdé&jsi dataci do obdobi vlady
dynastie Severni Wej. Kratce po svrzeni
dynastie Pozdni Cchin zag&ali byt buddhis-
ti¢ti v&fici perzekvovani a mnozi mnisi
z Cchang-anu uprchli. ProtoZe newyorsky
Buddha pravdépodobné& vznikl v jiné dilné&
aZ o 20—30 let pozdéji, 1ze pFedpokladat, Ze
jeho ptivod spada do obdobi vlady dynastie
Severni We;j.
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Seznam vyobrazeni

1 Setkani po letech odlouceni: prazsky Buddha (vlevo)
a berlinsky Buddha (vpravo).

2 Vlevo: newyorsky Buddha (© 2014 Christie’s Images
Limited), uprostred: prazsky Buddha, vpravo: berlinsky
Buddha.

3 Editha Leppichové (1904—1992) (© Getty Images).

4 Buddhova tvar, vlevo: newyorsky Buddha (© 2014
Christie’s Images Limited), uprostied: prazsky Buddha,
vpravo: berlinsky Buddha.

5 Buddha, mathurskéa skola, asi 4. stol., Indické muzeum,
Kalkata (prevzato z Marylin M. Rhie, Early Buddhist Art of
China and Central Asia, Vol. 3: The Western Ch’in in Kansu
in the Sixteen Kingdoms Period and Interrelationships with
the Buddhist Art of Gandhara, Brill, Leiden — Boston 2010,
obr. 5.35).

6 Buddha, asi 400—420, Oblastni muzeum provincie
Che-pej (prevzato z Marylin M. Rhie, Early Buddhist Art
of China and Central Asia. Vol. 2: The Eastern Chin and
Sixteen Kingdoms Period in China and Tumshuk, Kucha
and Karashahr in Central Asia, Brill, Leiden — Boston —
Cologne 2002, obr. 2.79).

7 Klinovy profil plament mandorly (berlinsky Buddha).
8 Vlevo: newyorsky Buddha (© 2014 Christie’s Images
Limited), uprostred: prazsky Buddha, vpravo: berlinsky

Buddha.

9 Priklady snahy vyhnout se podfiznuti, vlevo: prazsky
Buddha, vpravo: berlinsky Buddha.

Prelogila Martina Neradovd



STUDIE

Lucas Cranach starsi:
Zakon a milost a Lucas Cranach
mladsi (?): Zakon a milost

OLGA KOTKOVA — ADAM POKORNY

PRILOHA: IDENTIFIKACE MATERIALU — RADKA SEFCU

V prazské Narodni galerii se zachovaly dva obrazy Zdkon a milost, original z roku 1529
(obr. 1a) od Lucase Cranacha star§iho a jeho presna kopie (obr. 1b), jez vznikla ve druhé
polovin€ 16. stoleti. Cranach v roce 1529 kromé€ Zdkonu a milosti z Narodni galerie v témze
roce namaloval vyjev stejného namétu jesté jednou — nachazi se v Goté (obr. 2). Obé dvé
tyto malby se staly inspiraci a obsahovym vychodiskem pro fadu dalsich dél, a proto jsou
oznaceny jako archetypy dvou zikladnich kompozic, tzv. prazského typu a gothského
typu. V literature, tykajici se prazského a gothského typu, jednohlasné zazniva nazor, Ze
Cranachiv prazsky typ v némeckych oblastech naSel jen minimalni odezvu (a to mimo
Cranachovu dilnu), oproti tomu gothsky typ se v némeckych tizemich hojné rozsiril. Prazsky
typ nasel v ramci cranachovské malby jen jedno bezprostredni opakovani v deskové malbé,
a tim je vySe zminéna kopie.

Piitomna stat se proto snaZi najit odpovéd, pro¢ prazsky typ nenaSel v némeckych oblas-
tech pfimou odezvu, zatimco v zemich Koruny ¢eské nachazime jeho ohlas (zprostfedkovany
zejména grafikou) opravdu ¢asto. Domnivame, Ze v némeckych luteranskych oblastech se
z obsahovych divodi daleko vice uplatnila kompozice gothska, jez s vétsi nazornosti ilu-
struje zakladni luteranské doktriny. Oproti tomu v zemich Koruny ¢eské, kde se misily vlivy
(novo)utrakvismu, luteranstvi i katolictvi, vice vyhovoval prazsky typ. Vyobrazeni Zdkon
a milost si zde pofizovali stoupenci €i priznivci luteranské viry, vyznavaci kalichu i katolici.
Prazské schéma se tak podle naseho nazoru ujalo v prostiedi s uréitou konfesionalni diver-
zitou.

Souvislosti vzniku obrazu (OK) Klicova slova

7Zskladni pﬂﬁ: Lutherovy teologie Vyché- Lucas Cranach star$i, Lucas Cranach mladsi, luteranska
. . o, . teologie, utrakvismus, Zakon a milost, technologicky

zi z u€eni o ospravedlnéni virou, sola fide. préizkum

OspravedInéni hii¥nika nezilezi na skut-

cich, ale na vife. Pfi formulovani tohoto

ufeni Luther mj. ¢erpal z dopisti apostola

Pavla Rimantm, sviij postoj dale vysvétlo-

val ve svém komentafi Listu apostola Pavla

Galatskym, v pojednani De servo arbitrio

z roku 1525 (jez sepsal v reakci na Erasmtv

spis De libero arbitrio) a svych kazanich. Tuto
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koncepci vytvarné€ kodifikoval Lucas Cranach
star$i v zobrazeni nazjvaném Zdkon a milost,
pfi¢emz malife ovlivnily i nazory Filipa
Melanchtona.* Za nejstar3i vizualni ztvarné-
ni tohoto teologického konceptu, které lze
spojit se jménem Lucase Cranacha starsiho,

je pokladan titulni list Lutherova vykladu
evangelia od adventu po Velikonoce, Auslegung
der Evangelien vom Advent bis auf Ostern z roku
1528.2 Z deskového malifstvi, jeZ souvisi

s tvorbou Lucase Cranacha starsiho, jsou
povazovany za nej¢asné€jsi zachyceni antiteze
Zdkon a milost pokladany dva obrazy — jeden
je uloZen v Nérodni galerii Praha (obr. 1a),’
druhy se nachézi v Goté (Stiftung Schloss
Friedenstein; obr. 2).* Ob& dvé tyto malby
(oznafované téZ jako Proni hiich a vykoupeni
lidstva) se staly inspiraci a obsahovym vycho-
diskem pro fadu dalsich dél, a proto jsou
oznaleny jako archetypy dvou zakladnich
kompozic, tzv. prazského typu a gothské-

ho typu.’ Oba typy pracuji se symetrickym
rozd€lenim plochy obrazu pomoci vzrostlého
stromu na dv€& poloviny, tj. na epochy Starého
zakona a Nového zikona, pfiemz pfekona-
nou éru (tj. starozakonni) metaforicky vyjadiu-
je uschlé vétvovi stromu. Oproti tomu v obdo-
bi novozakonnim, p¥inasejicim vykoupeni
skrze obét Krista na kiiZi, strom ra3i a zelenj
se. Obsahovych a z toho vyplyvajicich moti-
vickych a kompozi¢nich rozdilt mezi praz-
skou a gothskou verzi je celd fada, podrobné
je rozebira rozsahla literatura, jeZ se tomuto
par excellence reformagnimu tématu dlouho-
dobé& vénuje.® Vzhledem k zamé&feni tohoto
piispévku upozornime jen na zakladni odlis-
nosti obou archetypt, nisledné se zamé¥ime
na exempla¥ z Narodni galerie v Praze a jeho
recepci. U prazské verze je leva ¢ast vyhraze-
na dobé& sub lege (Stary zakon), prava odpovida
dobé& sub gratia (Novy zikon). Této koncepci
odpovida i vyb&r zobrazenych scén: vlevo

na hot¥e Sinaj je zobrazen MojZi§ dostavajici
desky Zakona od Hospodina; pod timto vyje-
vem stoji Adam a Eva pFed stromem poznani,
z n&hoz Eva pravé utrhla jablko. Ve stfednim
planu je Zidovsky tabor s hadem vzty¢enym
na kilu. Smrt pfipomina otevieny hrob s mrt-
vym té€lem. Stfed kompozice patii Adamovi (¢
obecnég ¢lovéku, hiisniku) rozhodujicimu se
mezi témito epochami. Starozakonni prorok
1zaj4s, jenz se k nému pFitadi, vijraznym ges-
tem poukazuje ke Kristu na kiiZi, tj. typolo-
gicky druhému Adamovi. Z druhé strany se
k Adamovi (€lovEku) naklini Jan Kititel, jenz
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ho nabida k nové éfe, k dob& Milosti. Jan
Kititel, posledni starozdkonni prorok a bez-
prostiedni pfedchtidce Krista, poukazuje

k vykoupeni lidstva prostfednictvim Kristovy
obéti — pravou ruku vztahuje k Berdnku
Bozimu. Vpravo dole je zachycen zmrtvych-
vstaly Kristus jako vitéz nad hfichem a smrti.
Stfedni plan zapliiuje Zvé&stovani pastyfam,
za timto vyjevem se rozprostird mé&sto a idy-
licka krajina. Kone¢né& proté&jskem k vyjevu

s Mojzi§em je Panna Marie v nadé&ji, stojici
na hote Sion, k niz se blizi obklopen andé&ly
Kristus-Immanuel s kifizkem.

Rovnéz vyjevy na desce z Gothy rozdg&luje
uschly strom. Mojzi§ s Desaterem je umis-
t&n dole pod uschlym stromem, nalevo od
néj Adama (¢lovéka) vhani Smrt a Débel
pfimo do pekelnych plamenti. V&Ené zatra-
ceni hii§nika umoctiuje i pfitomnost Krista
pfi Poslednim soudu. Adam (€love&k) se zde
objevuje jesté jednou — Jan Kititel jej odka-
zuje na Krista-Vykupitele a jeho obé&t (vyjad-
fena pfitomnosti Beranka BoZiho a Kristem
na kfizi). Zdtiraznén je pramen krve, jenz
vytryskl z rdny na boku Spasitele a zkrapi
Clovéka. Tento vyznamny eucharisticky motiv
na prazském typu chybi. Na verzi z Gothy
oproti tomu nenajdeme stojici Pannu Marii
s Immanuelem, vpravo nahofe je vyobrazen
Zmrtvychvstaly Kristus.

Pro koncept dila i pro pojeti luteranské
vizuality, jeZ podtrhovala didaktickou roli
obrazu, je dilezité i zapojeni textové slozky.
V¥jev z Gothy je doprovozen vysvétlujicimi
biblickymi citaty p¥i dolni hran& desky,” na
verzi z Prahy v sou¢asné dobé jiz nejsou
zadné napisy, byt — jak zachycuje restaurator-
sky prizkum — deska byla druhotng, proka-
zateln€ pred 30. 12. 1814 (kdy malbu poprvé
coby zaptjcku ze sbirky hrabé&te Josepha
Nostitze uvadi inventaf Obrazarny Spole¢nosti
vlasteneckych pratel uméni),® dole sefiznuta.
Pfi krajich desky jsou zfetelné stopy ¢erného
pasu, jenZ ptivodné ramoval napisové pole.?
Na rozdil od desky z Gothy byly podle naseho
nazoru osvétlujici pfipisy patrné€ i v poli
obrazu z Narodni galerie Praha. Pfi peclivé
prohlidce originélu jsou stopy napist jesté
patrné (obr. 5), byly viak odstranény v letech
1971—1972 jako neptivodni, a to na zdkladé
podrobného restauritorsko-technologického
prizkumu.* Napisy v ploge obrazu byly i na
etnych grafickych listech, jez maji stejny kon-
cept jako Cranachova malba prazského typu,
a dale i na zndmém obrazu Zdkon a milost



od Hanse Holbeina mladsiho, jenz doklada
praniky reformaénich ndzort do Britanie
(National Gallery of Scotland, Edinburgh).”
V literatufe tykajici se prazského a goth-
ského typu jednohlasné zazniva nazor, Ze
Cranachiiv prazsky typ v n€meckych oblas-
tech nagel jen minimalni odezvu (a to mimo
Cranachovu dilnu),*? gothsky se v némeckych
tdzemich hojné& rozsifil a do dnednich dnt
se zachovalo né&kolik jeho variant, jez lze
spojit pfimo s Lucasem Cranachem star§im.
V mnohych detailech se viak odchyluji od
exempléafe z Gothy. Tomu jsou nejblize dvé
zobrazeni Zdkonu a milosti — z Norimberka
(Germanisches Nationalmuseum Niirnberg)
a z Vymaru (Klassik Stiftung Weimar,
Museen).” Gothsky protoptyp nasel ode-
zvu i na monumentalnim retablu v kostele
sv. Wolfganga ve Schneebergu.'* Téma rezo-
novalo i v grafice (dfevofez londynské British
Library, jenz kombinuje motivy z obou
typt) a v kniznich ilustracich, pfedevsim ve
vydanich Lutherovy Bible. Je zndma i exis-
tence né€kolika kreseb s motivy ze sledova-
ného ndmétu — nezveéstna prace z Drizdan
a dochovany nagrt z frankfurtského Stidelu.”
Gothsky obraz rezonoval i v mnohych dal-
§ich deskovych obrazech; pfed né&kolika lety
byla téZ objevena nasténnd malba v domé&
v Gorlitzu, kterd na né&j navazuje.'* Prazsky
typ nafel v rdmci cranachovské malby jen
jedno bezprost¥edni opakovani v deskové
malbg, a tim je kopie (obr. 1b), jez se zacho-
vala také v Narodni galerii Praha.?
Skuteénost, Ze se ob& malby objevily
v Praze, mtZe byt nahoda, anebo vysledek
souhry dobovych okolnosti. Pfiklanime se
spise k mozZnosti druhé, nejstarsi dochované
prameny totiZ ukazuji do Cech, na Moravu
a do moravskoslezského pomezi. V malif-
stvi je prazsky typ v némeckych oblastech
zachytitelny spise vyjimeéng, v dilech vznik-
Ijch mimo dosah Cranachovy dilny, napft.
na obrazech v Regensburgu (Museum der
Stadt Regensburg) a v kostele sv. Sté€pana
v Aschersleben.*® Velmi pozdnim a proto
pozoruhodnym odleskem prazského typu
Zdkonu a milosti je platno od amsterdamského
malife Jacoba de Wit z roku 1726 (Museum
Catharijneconvent Utrecht).” Sitily ho pie-
dev3im grafiky, jejichz prostfednictvim se
téma z4hy dostalo i do Cech a na Moravu —
zde jeho ohlas nachdzime na zdmku
v Pardubicich, na nésténné malb& v rytifském
sale. Vznikla kolem roku 1532, objednavate-

lem byl podle dosavadni literatury Vojtéch

z Pernstejna (1490—1534), ktery se hlasil

k novoutrakvismu, sméru, jenZ byl blizky
luterstvi. Navic 1ze doloZit Pernstejnovy
styky se saskym kurfiftskym dvorem.? I dal3i
nasténné malby z Horazdovic a z domini-
kanského klastera v Ceskych Budgjovicich
vychazeji z prazského typu; obdobné jako
nasténné malby z devadesatych let 16. sto-
leti ze zamku v HorSovském Tyné&. Za jejich
vznikem stél Vilém starsi Popel z Lobkobic,
jenz konvertoval k vife podoboji.* Dalsim
cennym dokladem ukazujicim sloZitou kon-
fesionélni situaci v zemich Koruny &eské je

i fragmentarné dochovana freska z roku 1555
s namétem Zdkon a milost v kostele sv. Vaclava
v Moravské Ostravé.2 Kostel byl sice v té
dobé (formalng) katolicky, avsak zdejsi farati
konvertovali a slouZili zde m3e sub utraque.?
I zde freska vychazi pfevazn€ z prazského
typu, byt nékteré motivy jsou pfevzaty

i z gothského. MtiZeme se proto domnivat, Ze
v némeckych luterdnskych oblastech (hlavné
na dzemi historického Saska) se zejména

z obsahovych dtivodt daleko vice uplatnila
kompozice gothska, jez mimo jiné akcentuje
hrozbu vé&&ného zatraceni, pregnantné&ji vysti-
huje i my3lenku eucharistie v podobé& pra-
menu krve proudici z rany v Kristové boku

a dopadajici na ¢elo a hrud h#ignika. Tim

je zaroven zdtiraznéno i vykoupeni ¢lovéka
skrze JeziSovu smrt na kiizi. Zjednodusené
Ize ¥ici, Ze gothské schéma s v&t3i nazornosti
ilustruje zakladni luterdnské doktriny. Oproti
tomu v regionech, v nichZ se misily vlivy
(novo)utrakvismu, luteranstvi i katolictvi,

Ize vysledovat pfedev§im recepci prazského
typu. Vyobrazeni Zdkon a milost si pofizovali
stoupenci (& sympatizanti) luteranské viry,
vyznavaéi kalichu i katolici (jako tomu bylo
v Ceskych Budé&jovicich). Proto se domni-
vame, Ze oba exemplafe z Narodni galerie

v Praze souviseji pravé s prostfedim urcité
konfesionalni diverzity, coz byl jev sympto-
maticky pravé pro Cechy.

Oba dva exempléfe z prazské Narodni
galerie jsou si velmi blizké, proto ostatn& byly
v minulosti v literatufe hojn& zamé&tiovany.
A% zardZejici podobnost se ukazala i pfi vza-
jemné konfrontaci obou exponitt (obr. 4a-d),
kdy ob& malby byly vystaveny vedle sebe.

Byl proto proveden detailni restauratorsky
a materidlovy prizkum obou obrazt.>
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Restauratorsky priizkum (AP)

Deska Cranachova originalu (inv. €. O 10732)
m4 rozméry 72—72,3 x 88 cm s tloustkou
pohybujici se okolo 2,1 cm. Na 3ifku ma

tak s kopif témé&f stejné rozméry, rozdil ¢ini
pfiblizn€ 1 cm. Obrazovou podlozku tvoii pét
vertikdlnich prken s radidlnim i tangenciél-
nim fezem. Dfevo desky bylo identifikovino
jako lipové.” Si¥e jednotlivych ¢4sti se pohy-
buje pfiblizn€ od 15 do 20 cm. Zadni strana
obrazu nese ptivodni opracovani hoblikem

s ptlkruhovym noZem (obr. 3a). Deska byla
hoblovina kolmo na smér ristu dfeva.?® Na
horni stran€ obrazu se nachazi ptivodni okraj.
Ostatni strany jsou sefiznuté. Malba ani pod-
klad na horni stran& nedosahuje az k hrané
desky. Je tak zfejmé, zZe podlozka byla jesté
pfed aplikovanim podkladu vloZena do obra-
zového ramu nebo provizorniho rdmu, ktery
zajistoval stabilitu desky.” P¥i tomto okraji je
také patrné ryta linie objevujici se b&Zné& na
obrazech z dilny Lucase Cranacha starsitho.?
Malba misty zabiha za kiidovy podklad aZ na
odhaleny dfevény okraj. Tento fakt naznalu-
je, Ze obraz byl béhem malby bez uvedeného
zajidt&ni proti deformaci desky. Podél horni-
ho okraje se dale nachdzi Eerné ordmovani.
Tato vrstva nezabihd za druhotné& zhoblova-
ny okraj a je mozné, Ze je ptivodni.? Horni

a boé¢ni okraje jsou ze zadni strany zeslabeny
zafezem, ktery je vyplné€n smrkovym dfevem.
Bo¢ni laté jsou k desce pfipevnény koliko-
vymi éepy. Stejnym zplsobem fixovani lat

se také v minulosti nachazela v draZce pfi
horni strané. Z divodu blokace pfirozené-
ho pohybu desky byla v minulém restau-
ratorském zasahu odstranéna a nahrazena
§paliky s totoZnou orientaci d¥evnich vldken
jako originélni podlozka.* Je otdzkou, jestli
tyto drazky nejsou originalni a nesouviseji

s ptivodnim rdmovanim obrazu.* Pfi spodni
stran€ malby je dochovdna €erni linie. Je tak
mozné, Ze obraz byl ptivodné komponovéin
podobng, jako je tomu na diskutované kopii,
kde je obrazovy vyjev a textové pole ferné
ordmované.’> Tomu by teoreticky nasvédéoval
i fakt, Ze popsané drazky se na spodni stra-
né nenachézeji. Lepené spoje desky jsou na
predni i zadni stran& pfelepeny cupaninou.?
Pfed aplikaci podkladu s p¥irodni kiidou byla
obrazové deska zaizolovana.*

Kopie obrazu Zdkon a milost (inv. &. O 9619)
je namalovana na deskové podloZce z lipo-
vého dfeva o velikosti 88,5 x 86,6—87,1 cm
a tloustce pohybujici se v rozmezi 1,2—
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1,5 cm. Desku tvofi éty#Fi vertikdln€ oriento-
vané &asti tangencidlniho fezu. Prkna nejsou
soub&zné& ufiznuté, v jednom piipadé rozdil
§ifky pfi horni a spodni strané dosahuje 6 cm.
Stabilitu podlozky zajistuji dva svlaky. Lepené
spoje jsou bez pouZiti kolikovych &ept. Zadni
strana desky nese &itelné stopy po opraco-
vani hoblikem se zubatym nozem (obr. 3b).
Podklad s malbou dosahuje az k hran& desky,
ale nepfesahuje na boé¢ni stranu. Zd4 se tedy,
Ze strany obrazu byly v minulosti zafistény
zhoblovinim. Podle obrazové kompozice je
viak zfejmé, Ze nedoslo k vyrazné&jsi zméné
velikosti. Po strandch se v desce nachéazeji
¢asti diagonalné& vloZenych kolikovych &ept,
pochiézejicich mozné z upevnéni rimovych
ligt. Oproti Cranachovu originalu nejsou
spoje desky pfelepeny textilni cupaninou.
Podklad obrazu je tvofen pfirodni kiidou.

V ramci recentniho badéni byla na kopii
obrazu Zdkon a milost objevena pod malbou
&tvercova sit (obr. 6).5 Podle charakteru linii
je zFejmé, Ze byla provedena tmavou kiidou
nebo tuzkou. Stejny material je pouZit na pe¢-
livé pFekreslent vzoru kompozice.* Podkresba
je jednoduchi bez stinovani. Formy jsou
v obrysech vyznaleny zmnoZenymi liniemi.
Ctvercova sit jasné doklad4 pouZity zptisob
pfenosu ze vzorové kompozice.

Na Cranachové originilu se vedle toho
nachézi tspornd podkresba provedena 3pica-
tym $tétcem. Nékteré linie, zejména v inkar-
nitech, napovidaji taktéZ o pouziti brka.

Na tento kreslici prostfedek odkazuji mimo
rukopisny charakter kratkych tahti i zkosena
zakonéeni linif nebo tmavsi okraje linek.”
Kompozice obrazu je sumarn€ vymezena
hlavnimi obrysy bez stinovani. Anatomické
detaily jsou jen rdmcové nalrtnuty.

Na kopii obrazu Zdkon a milost oproti
Cranachovu originilu, kde bylo pouZito Sedé
podmalby, je malba provedena pfimo na
olejem zaizolovany kiidovy podklad. V modré
obloze bylo mimo olovnatou bélobu uréeno
pouZiti azuritu Na obraze byl metodou XRF
také identifikovan smalt. Cervené plasté jsou
malovany rumélkou s éervenym organickym
pigmentem, kterym jsou nésledné& v lazu¥e
lok4lng kontrastovany nejhlubsi stiny. Cisté&
zlut€ malované ¢asti obrazu tvoii olovnato-
-ciniéita zlut. Tén inkarnatd je dan smési
olovnaté béloby, rumélky a okrti. Malba se
odehrava ve dvou vrstvach v celkove tenkych
nanosech. Olovnatou bé&lobou modelované
objemy s pfiznanou stopou 3tétce viak



nedosahuji jemnosti a subtilnosti Cranachovy
malby. Modelace draperii je stavéna od prvni
barevné vrstvy, na z4avér jsou vyznateny
Cisté Cervené akcenty. Vegetace byla nejprve
sumarné modelovana v zakladnim ténu,
nasledné byly definovany detaily. V malbg&
terénu a skal je vyuZzito tonality svétlého pod-
kladu se svrchni polotransparentni malbou.
Podle prekryvi jednotlivych ¢asti malby se
zd4, Ze obraz je vystavén od pozadi. Figury
byly maloviny aZ po vymezeni oblohy a kra-
jinného pozadi.

Popsané pigmentové slozeni kopie bylo
identifikovano i u Cranachova originélu.
Ve vzorku z oblohy, obsahujicim olovna-
tou bélobu spolu s azuritem, a ze zeleného
terénu, malovaného smési mé&dnatého
pigmentu s olovnatou bé&lobou a olovnato-
-cini¢itou Zluti typu I., byla pod malbou
identifikovana $eda podmalba obsahujici
olovnatou bé&lobu s ¢erni.’® Tato podmalba je
velmi subtilni. Jeji tén miZeme misty pozo-
rovat v oteviené svrchni malbg, jako napii-
klad v oblasti na b¥ehu feky pod méstem
v pozadi. Oproti tomu &ervené plasté jsou
podlozeny velmi tmavou podmalbou obsahu-

jici Cerni spolu s rumélkou a Eervenym okrem.

Modelace je na tomto optickém zaklad€
tvofena jasné Cervenou rumélkou. Na zivér
byly stiny prohloubeny lokalnimi lazurami
Cerveného organického pigmentu.* Oproti
tomu v malbé kle¢ictho MojZzise je plast
modelovan polotransparentni ervenou mal-
bou vyuZzZivajici svétlého podkladu. V mistech
s otevfenou malbou se zd4, Ze i tato partie
byla ve stinech podloZena §edou podmalbou.
V mistech s transparentni svrchni malbou se
tato podmalba projevuje vyrazné&j$imi tahy
sumérné vyznadujicimi zastin€né ¢4sti mode-
lace. Nejvy3$si svétla jsou pak dosazena kryci
malbou s obsahem béloby. V modrém plasti
proroka Starého zikona byl identifikovan
azurit spolu s Zelezitymi pigmenty, rumél-
kou, olovnatou bélobou a kostni ¢erni. Podle
makrofotografie je zfejmé, Ze vystavba drape-
rie je rozvedena taktéZ na svétlém optickém
zaklad&. Pozorovanim detailti prekryvajicich
se ¢asti malby je evidentni, Ze obraz nebyl
malovan Fablonovité po jednotlivych &as-
tech, ale byl vystavén postupné jako celek.
Nap#iklad malba inkarnéatt figur v popfedi
predchizela malbg vegeta¢niho pozadi.
Potom co byl na $edé podmalbég v zédkladnich
forméch zelené& podloZen terén a vegetace,
byly na figuridch vyznaéeny kresebné anato-

mické detaily spolu s vlasy a vousy. Nasledné
bylo definovino listovi drobnymi lokalnimi
tahy. Podle pfekryvii v pozadi za Janem
Kititelem se zda, Ze Gerveny plast také pred-
chizel malbé& zeleného terénu. Obdobnou
situaci nachdzime v malbé& ukfizovaného
Krista, kde inkarnity i k¥iz byly malovany
s velkou mirou detaild je3t& diive nez modra
obloha. Naopak figura Panny Marie byla asi
provedena aZz po malbé& pozadi.®

Uvedené pigmenty na diskutované kopii
byly b&Zné pouzivany v 16. stoleti, ale oviem
i ve stoleti nasledujicim. Samotna pouzita
malifska paleta tak nevylu€uje zafazeni kopie
do 16. stoleti, ale ani nevyvraci v minulosti
tradované vro¢eni do obdobi nisledujictho.
Malba kopie se oproti originilu jasné vydé-
luje niz3i kvalitou. Mali¥sky pFednes je tvrdsi
s priznanou 3t€tcovou stopou, stinované pre-
chody nedosahuji jemnosti pfedlohy. V ana-
tomickych detailech nenachizime typickou
detailni linedrni ostrost Lucase Cranacha star-
§tho. Zfetelné& se rozdil v malifském uchopeni
vyjevuje komparaci RTG snimkd (obr. 4c—d).
Samotna maliFské technika je oproti originalu
redukované. Vzhledem k obecnym znaktim
malby kopie, jako jsou charakter subtilni
malby, plo§né podloZeni vegetace se svrch-
nimi lokdlnimi detaily, vyuZivani svétlého
ténu podkladu v terénu, na skaliskich nebo
napiiklad zptisob malby vlast a voust na
sumarné modelaénim zikladg, je viak vrogeni
tohoto obrazu do 16. stoleti velmi pravdépo-
dobné.

Porovnéni jednotlivych detaildi kopie
a Cranachova originilu prekvapuje mirou
shody jednotlivych detailt. V tomto bodé
je v malbé& kopie vidét nepopiratelna vile
dosédhnout co nejvétsiho souladu s origina-
lem. V porovnéni tak mtzeme vidét shodu
i v nejmensich detailech, jako je vInéni
prament vlast, faseni draperii, listy vegetace
nebo kameny na terénu. Bezpochyby tak byla
kopie malovidna pfimo podle originélniho
obrazu. Existenci tfettho obrazu nebo grafic-
kou pFedlohu jako mezi¢lanku mezi diskuto-
vanou kopii a origindlem si lze t&€zko predsta-
vit. Je zfejmé, Ze k prekresleni byla pouzita
&tvercovi sit. Piekryjeme-li jednotlivé kom-
pozice zkoumanych obrazt pfes sebe, tak
nachizime oddélené v jednotlivych ¢istech
obrazu naprostou tvarovou shodu (obr. 8—9).
Nicméné v ramci celku jsou jednotlivé ¢asti
obrazu &asteéné dislokované v fadu néko-
lika milimetréi. Aby bylo mozné kompozici
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okopirovat, bylo n&jakym zptisobem nutné
sit zanést i na pfedlohu. To jist€ nebylo
provedeno jednoduchym nakreslenim sit& na
vzorovou malbu. Jednim z mozZnych zptsobt
provedeni je, Ze pfed kopirovanou malbu byl
pfikladan ram s napnutymi nitémi ve formé
Etvercové sité.4> Popsané diference v prosto-
rovém vztahu jednotlivych &asti obrazu by
tedy mohly byt vysvétleny tak, Ze vytvofeni
sit svym rozmérem nepokryla cely obraz, ale
pouze jednu &ast. Kopista tak pF¥ekresloval
vZdy pouze mensi partii obrazu a byl nucen
sit n€kolikrat prfesunout (obr. 7).

Zavér (OK)

Provedeny restauratorsky prizkum ukéizal,

Ze kopie (O 9619) byla se v3i pravdépodob-
nosti délana podle originilu (O 10732), tedy
Ze malif-kopista vzor sam vidé€l a znal ho.
Zpusob malby, vystavba obrazu, barevna
paleta i materidlové sloZeni odpovidd dobé
vzniku v 16. stoleti. Zaroven se viak techno-
logicky odlisuje od originilu, jenZ je datovan
1529 (obr. 10a). Ostatné tento letopodet je i na
kopii (obr. 10b). Jak prokizal restauritorsky
prizkum, signatura v podobé& dricka i letopo-
et 1529 jsou provedeny soucasné s malbou,
to znamend, Ze nebyly dodany pozdé&ji.# Pak
tedy malif-kopista chté&l pfesn€ napodobit
podpis a dataci na originélu, chtél vzbudit
zd4ni autenticity a dataci vlastné& zfal3oval.4
Zpusob provedeni signatury a datace nicmé-
né presné odpovida zaméru kopisty — jeho
prace méla byt do detailu stejné jako origi-
nal, nebot podrobna prohlidka ukézala, Ze
veSkeré motivy, jejich umisténi i barevnost
pfesné odpovidaji vzoru. Na celém obraze se
ukézal jediny, aviak vymluvny rozdil: Eva,

jez pravé utrhla jablko, je na originélu zcela
nahi. Autor kopie ale Evinu nahotu nepfipus-
til a ohanbi ji zakryl obligatnim jablofiovym
listem (obr. 11a—b).

Kromé toho, Ze si kopista poméhal &tver-
covou siti a original znal podle vieho z auto-
psie, nevime nic bliz§tho o tom, kde original
vid€l. Ani u jednoho exemplaie nelze doloZit
ptvodni provenienci. Exemplaf O 10732, jak
jsme jiz vySe popsali, nikde jinde nenasel bez-
prostifedni odezvu, zatimco dalsi zobrazeni
Zdkonu a milosti gothského typu se promitlo
do né&kolika dal3ich variaci, jez vznikly p¥imo
v Cranachov€ dilné&. Skute¢nost, Ze kompozice
prazského typu zustala az na diskutovanou
vyjimku bez reakce, mohla mit jednoduché
vysvétleni — mohla ztstat v Cranachové
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wittenberské dilng, nebot druhy typ v Sasku
a v okolnich ¢&isté luteranskych krajich z obsa-
hovych davodt vyhovoval 1épe. Pak ji mohl
kopirovat n&jaky ¢len dilny, nap¥. Lucas
Cranach mladsi. K namalovéani naprosto stej-
ného obrazu musel byt nepochybné dévod —
napf. poptavka. Ta, jak tomu naznaguji vy3e
uvedené okolnosti, mohla p¥ijit z Cech,
kde v né&kterych oblastech luteranska vira
nachézela silnou odezvu, a to jak v prost¥edi
doposud katolickém, tak v milieu utrakvis-
tickém, kde dochézelo k vzdjemnému ovliv-
fiovéani a sblizovani myslenkovych prouda
reformovanych cirkvi.¥ Zaroveti je nutno
piipustit i jinou moZnost: Cranachdv original
se zahy po svém vzniku dostal do n&kterého
luteranského sboru na severu ¢i severozapadé
Cech anebo do blize neuréené reformované
komunity v p¥ihrani¢ni oblasti,* kde ji kopista
také mohl vidét. V té€chto oblastech se mluvilo
némecky, takZe napisy na obrazech v némdciné
byly srozumitelné i pro zdejsi obyvatelstvo (&i
alespori pro jeho &ast).

Cranach a jeho dilna ostatn€ dostévali
z Cech (i z Moravy) sludny pocet zakazek,
a to napii¢ nabozZenskym spektrem — pro
katedralu sv. Vita dodal tzv. Pragsky oltdr
(kolem 1520),% zcela mimoFadnou objednivku
dostal od hrabat Jeronyma a Vavt¥ince Slika.
Cranach se svou dilnou Slikéim namaloval
monumentélni retabl pro kostel sv. Jaichyma
v Jachymovg, jenz byl prvni luterdnskou kos-
telni novostavbou v Cechach. Archa, datovana
1545, sice shofela 1873, nicméné starsi docho-
vany popis umozriuje alespoii identifikovat
skladbu jednotlivych vyjevii. Nevi se viak,
zda oltaf namaloval Cranach starsi, dilna, &
Cranach mlad3i — a pravé jeho jméno uvadi
v této souvislosti i posledni literatura. V roce
1545 stal v &ele dilny jesté formaln& Lucas
Cranach star$i, nicméné lze pfedpokladat,
Ze velky pocet objednavek obstaravala dilna
v Cele s jeho synem Lucasem Cranachem
mlad3im, ktery otctiv podnik pfevzal po jeho
smrti v roce 1553. Cranach se svou dilnou
prokazateln& dodaval obrazy i na sever Cech,
konkrétné& do Usti nad Labem — deska Nechte
malickyich ke mné pfijit nese objednavatelsky erb
Kockt z Kocenstejna; vyjev doprovazi bib-
licky citat v némcing&.* Mali¥sky styl i techno-
logie této desky jednozna¢né ukazuji k Lucasi
Cranachovi mladsimu.*

Podle nageho nazoru Cranach mladsi (za
mozné spoluprice dilny) nejspise namaloval
i kopii Zdkonu a milosti. N&které detaily totiz



prozrazuji i jeho rukopis — na rozdil od
Lucase Cranacha starsiho byl jeho projev vice
sumdrni, chybi drobnopisnd malba p¥iznaéna
pro Cranacha starsiho. Postavy prarodi¢t na
kopii jsou rukopisné velmi blizké s postavami
Adama a Evy na obraze Proni hfich.>° Ty jsou
zase blizké pojet! miniaturni desky Zdkon
a milost.”* Mali¥ské analogie nabizeji i jiné
jednu desku — Krest Krista z Berlina. Ta je
zajimava jesté z jednoho divodu — rovnéz
se na ni objevila ¢tvercova sit, provedeni
suchym médiem (tmavou tuzkou a Cerve-
nou k¥idou).” I uZiti Eerné &i Cervené kiidy
v podkresbé je spojovino s tvorbou Lucase
Cranacha mladsiho.” Koneén€ zptisob pou-
ziti smaltu lze brat jako dal3i indicii vedouci
k pfipsani kopie Zdkonu a milosti Lucasi
Cranachovi mlad$imu. V tomto p¥ipad€ by
pak signatura, jez pfesné kopiruje provedeni
podpisu na originélu, nebyla pouhou népo-
dobou, ale jednalo by se o podpis Cranacha
mladsiho.

Podrobnosti vzniku kopie nelze jist&
s odstupem staleti doloZit, aviak provedeny
prizkum alespoii naznaéil, jak byla vytvo-
Fena a kdo ji mohl vytvofit. Lucas Cranach
mlad3i ztstaval dlouho ve stinu svého otce,
a teprve vystava v roce 2015 umoznila lépe
poznat jeho prace a jeho tviiréi proces a sou-
¢asné& vymezit jeho dila oproti ceuvre Lucase
Cranacha star3itho. A zd4 se, Ze zptisob nama-
lovéani diskutované kopie Zdkonu a milosti do
kontextu tvorby Lucase Cranacha mladsiho
a jeho dilny zapada.

Poznamky

1 Z velkého mnozstvi literatury tykajici se
tohoto zobrazeni vybirdme né&kolik zasadnich
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Cranach, Luther und servum arbitrium, Analecta
Romana Instituti Danici 19, 1990, s. 145—184;
Ernst Badstiibner, Gesetz und Gnade in der
Tkonographie protestantischer Bildkunst, in:
Gesetz und Gnade. Cranach, Luther und die Bilder
(kat. vyst. Wartburg, Eisenach — Schloss
Hartenfels, Torgau), Eisenach 1994, s. 33—40,
42—59; Daniel Gorres, Zakon a milost, in: Olga
Kotkovi (ed.), Cranach ze vSech stran. Cranach From
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podrobnéjsi odkazy na dal3f literaturu k tématu);
Magdalena Nespé&sna Hamsikova, Lucas Cranach
a malifstvi v éeskijch zemich, Praha 2016, zejména
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National Gallery in Prague. German and Austrian
Puainting of the 14th—16th Centuries. Illustrated Summary
Catalogue 11/1, Praha 2007, s. 28—29, ¢&. kat. 8.

4 Inv. & SG676, smiSend technika, lipové
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zdvizenymi kiidly 1529. Provenience: od r. 1659
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typ), a s. 170—171, &. kat. 41 (zde zakladni odkazy
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Versuch einer Bilanz, in: Dirk Syndram — Yvonne
Wirth — Doreen Zerbe (eds.), Luther und die Fiirsten.
Aufsatzband, Dresden 2015, s. 97—113.

7 Jejich transkripci uvadi napf. Carrasco —
Lange — Spira — Triimper (cit. v pozn. 2), s. 343,
T 42.

8 Zde zaznamenané rozmeéry uvedené v palcich
odpovidaji souasnému stavu — viz Einreichungs-
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napisy pFekryvaly ptivodni, patrné jiz pouze
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11 X té€mto grafikim a obrazu z Edinburghu:
Matthias Weniger, , Durch und durch lutherisch“?
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England (kat. vyst. Tate Britain), London 2006,
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zejména s. 28—29, & Guido Messling, Cranach

et son temps (kat. vyst. Palais des Beaux-Arts

de Bruxelles — Musée du Luxembourg Paris),
Bruxelles 2010, s. 229, ¢. kat. 146.

13 Viz zékladni ddaje k obéma obraztim: Kurt
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Gemdlde des 16. Jahrhunderts, Stuttgart 1997, s. 136—
140; Helga Hoffmann, Kunstsammlungen zu Weimar.
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14 Viz napf. Thomas Pépper — Susanne
Wegmann, Das Bild des neuen Glabens. Das Cranach-
-Retabel in der Schneeberger St. Wolfgangskirche (sbornik
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Hamsikova (cit. v pozn. 1), s. 145—147.

15 Ve sledovaném kontextu viz zejména
Nespé&sna Hamsikova (cit. v pozn. 1), s. 131—144,
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16 Kai Wenzel, Exkurs: Das Bildthema ,Gesetz
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Fischer (cit. v pozn. 4), s. 107—115.

17 NG, inv. & O 9619, olej, lipové difevo,
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88,5 x 87,1 cm, znaleno a datovano dole uprost¥ed
na pafezu doleva sméFujicim drickem se
zdvizenymi kiidly 1529 (zptsob znaéeni zjevné
imituje Cranachovu signaturu; znafeni pochazi
ze stejné doby jako malba). Do NG zaptjéila

r. 1800 hrabénka Marie Anna Thunova, rozena
Kolowrat-Lieb3tejnska. Viz prehled zakladnich
adaji a literatury: Kotkova (cit. pozn. 3), s. 30—31,
¢. kat. 9. Na rubové stran& vprostfed sbératelska
pecet patfici rodu Bruntélskych z Vrbna. V poli
obrazu pod jednotlivimi vyjevy vysvétlujici napisy
ve Zluté barvé:

GESECZ / SVNDER / TODT / FIGVR DER
RECHTFERTIGVNG / PROPHETEN / MENCH AN
GNAD / VNSER RECHTFERTIGVNG / ANZEIGER
CHRISTI / EMANVEL / ENGEL ERHALTEN / ZV
DEM DIENST CHRISTI / VNSER VNSCHILD /
VNSER VBERWINDVNG

Dole pias s napisy s uryvky Nového a Starého
zakona:

Roma. 6 Der Todt ist der siinden sold. Cor.15/

Die Siind ist des Todes spies Aber das gesetz Ist der /
siinden krafft Rom 4. Das gesetz richtet zorn ahn. /
Roma.1. Es wirdt offenbart Gottes zorn von himel vber /
aller menschen gotlos leben und vnrecht Roma. 3. /

Sie seindt alezumal siinder vnd mangeln des preises das
sie /sich Gottes nicht riimen mogen /

Roma. 3. Durch das gesetz komet erkentnus der Siinden /
Matthei 11. Das gesetz vnd Propheten gehen bis auff Jo-/
hannis zeitt. /

Roma. 7. Ich Elender Mensch wer wirdt mich erlosen /
aus dem Leibe des Todes Roma. 1. Der gerechte lebet gerns
[?] gelawbens Roma. 3. Wir halten das ein Mensch ge- /
recht werde durch den gelauben on werck des gesetzes. /
Marci.1. Es Wirdt ein stercker komen nach mir S. /
Joannes Baptist. Joan. 2. Sihe das ist Gottes lamb /

das der welit siinde treget 1. Petri 1. In der heili-/

gung des geistes zum gehorsam und besprengung des blu-/
tes Jesu Christi. Amen. /

Esaie.26. Send das Lamb den herscher der Erdenn /
Exodi.12. Es wirdt sein ein Lamb on mackel. /

Der Todt ist verschlungen im sieg. Todt wo ist dein /
spiess. Helle wo ist dein sieg? Danck hab Gott /

der vnns den sieg geben hatt durch Jesum Christum /
Unsern herzen.I. Corin.15. /

Matthei.4. Die Engel haben sich genehet und die-/

neten yhm /

Wenn seinen Engeln ist gepoten von dir auff das /

sie dich behiitten yn allen deinen wegen. Psal. 90.

18 Viz vyobrazeni t&chto obrazii: Badstiibner
1994 (cit. v pozn. 1), s. 51—53, & kat. 40—41. Dalsi
pfiklady uvadi nap¥. Fischer (cit. v pozn. 4), s. 29.
19 Viz vyobrazeni a zadkladni popis:
https://www.catharijneconvent.nl/adlib/41001/
(vyhledano 11. 7. 2018).



20 Vladimir Hruby — Jan Royt, Nasténna

malba s nimétem Zikon a milost na zdmku

v Pardubicich, Uméni XXXX, 1992, s. 124—137;
Nespé&ina Hamsikova (cit. v pozn. 1), s. 267—272;
viz vyobrazeni: https://www.vem.cz/mazhaus/
(vyhledéano 11. 7. 2018).

21 Jan Royt, Graficky list s luterdnskym ndmétem
Alegorie zakonu a milosti ve vydani Melantrichovy
bible, Historie otdzky — problémy. Ceskd bible. Kulturni,
ideovy a politicky fenomén v proméndch staleti 5, 2/2013,
S. 60.

22 Viz ibidem, s. 60—61; Jana PFidalové, Ndsténnd
malba ,Zdkon a milost‘ v kostele sv. Vdclava v Moravské
Ostravé (bakalarska diplomové prace, Masarykova
univerzita v Brné), Brno 2006; srov. https://
is.muni.cz/th/75121/ff_b (vyhled4no 11. 7. 2018).

23 Royt (cit. v pozn. 21), s. 37—38.

24 Metodika prizkumu je zaloZena na
nedestruktivnich zobrazovacich metodéch:

1. Prohlidka obrazu v rozptyleném dennim

svétle a v razantnim bo¢nim osvétleni —

snimano digitélni zrcadlovkou CANON EOS 6

D s objektivem EF 24—105 mm / 1:4 L IS USM;
CANON Macro EF 100 mm / 1:2,8 USM; SIGMA
180/2,8 EX APO DG OS HSM Macro; CANON
MP-E 65/2,8 MACRO (zaznamenano ve formatu
RAW, konvertovano do formatu TIFF).

2. Prohlidka obrazu binokularnim mikroskopem
Leica — z4dznam v 10 aZ 40nisobném zvé&tiend,
zaznamenano digitadlni kamerou Leica DFC.

3. Prohlidka obrazu v UV spektru — pofizena
fotografie UV luminiscence s pouzitim filtru HOYA
HMC filter RM 90.

4. Rentgenografie — snimky z celé plochy obrazu
byly sestaveny do jednoho celku v grafickém
programu Adobe Photoshop CS5 a PTGui.

5. IR reflektografie — snimano kamerou OSIRIS,
citlivost 0.9 — 1.7pm.

6. IR fotografie ve falednych barvach, digitalni
fotoaparit Sony dsc-717, provedeno v programu
Adobe Photoshop CS3.

V rameci restauratorského prazkumu byla
provedena identifikace pouzitjch pigment a dfeva
podlozky. Analyzy provedla v laborato¥i Narodni
galerie v Praze Radka Sefcii. Vice o laboratornim
priizkumu viz srovnavaci tabulku Radky Sefcti.

25 Desky vyrobené z lipového dfeva jsou

v ceuvre Lucase Cranacha star3iho velmi bézné,
viz Gunnar Heydenreich, Lucas Cranach The Elder.
Painting materials, techniques and workshop practice,
Amsterdam 2007, s. 47—50.

26 Hoblovanim ve sméru kolmém na rist dfeva
dochizi k vétsimu a rychlejdimu odbéru materilu.
Obecné v truhlarské praxi byly takto desky nejprve
nahrubo srovnény a pak pfipadné& nisledné

vyhlazeny dohoblovinim v podélném sméru na
rist dieva.

27 Pfinatéru podkladovych vrstev na deskovou
podlozku dochézi k vjraznému zvlhéeni dfeva
desky, coz mize mit za nasledek jeji deformaci.

Z tohoto dtivodu bylo od stfedovéku béznou praxi
aplikovat podklad na desku zajisténou obrazovym
ramem nebo pozdgji provizornimi litami. Vice
podrobnosti o této praxi v diln& Lucase Cranacha
starSiho viz Heydenreich (cit. v pozn. 25), s. 86—88.
28 Tyto linie mohly vyznaovat malovanou
plochu, nebo také mohly byt provedeny kviili
neposkozeni podkladu pfi vyjmuti desky z ramu
nebo provizornich lati. Vice o této praxi v diln&
Lucase Cranacha star§iho viz ibidem, s. 86.

29 Cerné oramovani bylo prokézéno na
né&kterych dilech Lucase Cranacha star§iho —
ibidem, s. 86.

30 Viz Mojmir Hamsik, Restauratorsky protokol
(cit. v pozn. 9).

31 Dréazka na zadni stran& podél okraju je znama
i z fady dalsich dél z dilny Lucase Cranacha
starsiho, viz Heydenreich (cit. v pozn. 25), s. 66.
32 Tuto moznost uvadi na zdklad€ prizkumu jiz
M. Hamsik (cit. v pozn. 9).

33 Prelepy lepenych spoju textilni cupaninou
byly v Cranachové dilné zejména od r. 1514/1515
bé&zZnou praxi, viz Heydenreich (cit. v pozn. 25),

s. 69. Timto zptisobem se mél redukovat negativni
vliv lepenych spojt na svrchni malbu tak, aby
nedoslo k p¥ipadnému popraskani.

34 Na obrazech z dilny Lucase Cranacha
starSiho byl €asto identifikovan podklad

z uhli¢itanu vipenatého, oviem bez pfitomnosti
jednobuné&énych motskych organismi,

tzv. kokolitt, odkazujicich na ptvod z pfirodni
kiidy. Jako jedna z moZnosti ohledn€ pivodu je
uvadén mlety vipenec. Vice viz ibidem, s. 93.

35 Viz Helen Smith-Contini — Ingo Sandner —
Gunnar Heydenreich, in: Kotkova (cit. v pozn. 1),
s. 160—161, ¢. kat. 22.

36 Ibidem. Autofi uvazuji také o moznosti
pouziti 3pi¢atého §t&tce. To viak na zikladé nyni
vyhotovenych detailnich IR reflektogram?® neni
pravdépodobné.

37 Stejny typ podkresby byl popsin

i v pfedeslém prozkumu. Autofi na zékladé
studia kresebného rukopisu odkazuji pfimo

na ruku Lucase Cranacha starsiho, viz Smith-
-Contini — Sandner — Heydenreich, in:

Kotkova (cit. v pozn. 1), s. 58—59, &. kat. 3. Vice

o podkresbach v diln& Lucase Cranacha starsiho
viz Heydenreich (cit. v pozn. 25), s. 105—113.

38 Uziti §edé podmalby bylo v dilné&

Lucase Cranacha b&zné, vice viz Heydenreich
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(cit. v pozn. 25), s. 177—180. V ramci prizkumu
byly odebrany pouze tfi vzorky z okraje obrazu:
modré oblohy, zeleného terénu, ¢erveného plasté.
Je mozné, Ze $edou podmalbou jsou podmaloviny
i dal3i partie obrazu.

39 Popsani vystavba zejména Eervenych,
zelenych a tmavé purpurovych draperii byla

v dilné& Lucase Cranacha velmi b&zn4, viz ibidem,
s. 182.

40 Popsany postup vystavby obrazu zcela
odpovidé praxi v diln& Lucase Cranacha starsiho,
viz ibidem, s. 207—211.

41 Na zaklad€ prazkumu vlozila Z. Grohmanova
kopii Zdkon a milost do 2. poloviny 16. stol., viz
Zora Grohmanovi, Restauritorsky prazkum

k obrazu Hrich a vykoupeni, kopie ze 17. stoleti,
4. 1. 1993, Archiv restauratorského oddé&leni
Narodni galerie v Praze.

42 Obdobny ram se siti byl napiiklad pouzivin
pro prekreslovani slozitych prostorovych
kompozic, jak je to zndmo z dfevofezu Albrechta
Diirera, viz vyobr.: https://www.metmuseum.org/

art/collection/search/366555 (vyhledano 11. 7. 2018).

43 Kristina Mardikovd Malkova, in: Kotkova
(cit. v pozn. 1), s. 162, 166.

44 Dieter Koepplin struéné& uvedl, Ze tato
signatura je fale¥na a datace nespravna: Dieter
Koepplin, in: Christian Miiller — Stephan
Kemperdick (eds.), Hans Holbein d. ].: die Jahre in
Basel 1515—1532 (kat. vyst. Kunstmuseum Basel),
Miinchen 2006, s. 95, pozn. 82.

45 Toto niboZenské prostfedi podrobné ve
vztahu k ndmétu Zikon a milost popsali Hruby —
Royt (cit. v pozn. 20), s. 124—137.

46 Tak soudi i Jan Royt (cit. v pozn. 21), s. 50.
47 Viz recentné Mila Horky, in: Gunnar
Heydenreich — Daniel Gérres — Beat Wismer,
Lucas Cranach der Altere. Meister. Marke. Moderne (kat.
vyst. Museum Kunstpalast Diisseldorf), Diisseldorf
2017, s. 183, &. kat. 85—89 (zde odkazy na zikladni
literaturu).

48 Viz Kotkova (cit. v pozn. 1), s. 124—128. Erb
identifikovala Michaela Hrub4.

49 Technologicky prizkum provedla Kristina
Marsikova Malkova, ibidem, s. 127, 129. V plasti
Krista i v erbu chemick4 analyza Radky Sefcti
potvrdila pou#iti smaltu, viz té% Radka Sefcd, in:
ibidem, Pfirodovédny a materidlovy prizkum, s. p.
50 Museum of Fine Arts Houston,

inv. €. 44-546, signovano a datovdno 1549, olej,
dfevo, 21,7 x 17,1 cm. Viz Suzanne Wegmann, in:
Roland Enke — Katja Schneider — Jutta Strehle
(eds.), Lucas Cranach der Jiingere. Entdeckung eines
Meisters (kat. vyst. Augusteum, Wittenberg),
Miinchen 2015, s. 270, &. kat. 2/27.
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51 Stiftung Luthergedenkstitten in Sachsen-
-Anhalt, inv. &. G 156, signovéno, kolem 1550, olej,
dfevo, 19 x 25,5 cm. Viz Suzanne Wegmann, in:
ibidem, s. 366—367, ¢. kat. 3/37.

52 Viz k tomu: Anja Wolf, Die Taufe Christi
von 1556. Einblicke in die Arbeitsweise Lucas
Cranachs der Jiingeren, in: Elke A. Werner — Anne
Eusterschulte — Gunnar Heydenreich (eds.), Lucas
Cranach der Tiingere und die Reformation der Bilder,
Miinchen 2015, s. 168—179.

53 Viz Ingo Sandner — Gunnar Heydenreich —
Helen Smith-Contini, Verdnderungen beim
Unterzeichnen in Cranachs Werkstatt und die
Arbetsweise von Sohn Lucas, in: ibidem,

s. 129—139, zvlast& s. 138—139.



Seznam vyobrazeni

1a Lucas Cranach starsi, Zdkon a milost, 1529, celek.
Narodni galerie Praha.

1b  Lucas Cranach mladsi (?), Zdkon a milost, 2. polovina
16. stoleti, celek. Narodni galerie Praha.

2 Lucas Cranach starsi, Zdkon a milost, 1529. Stiftung
Schloss Friedenstein.

3a Lucas Cranach starsi, Zdkon a milost, 1529, rubova
strana.

3b Lucas Cranach mladsi (?), Zdkon a milost, 2. polovina
16. stoleti, rubova strana.

4a Lucas Cranach starsi, Zdkon a milost, detail.

4b  Lucas Cranach mladsi (?), Zdkon a milost, 2. polovina
16. stoleti, detail.

4c  Lucas Cranach starsi, Zdkon a milost, 1529, RTG
snimek.

4d  Lucas Cranach mladsi (?), Zdkon a milost, 2. polovina
16. stoleti, RTG snimek.

5 Lucas Cranach starsi, Zakon a milost, 1529, detail se
zbytky napisu ,Gnad”.

6 Lucas Cranach mladsi (?), Zdkon a milost, 2. polovina
16. stoleti, IRR, detail s patrnou ¢tvercovou siti.

7 Postup kopirovani Zdkonu a milost.
8 Porovnani (zékres) originalu a kopie, celek.
9 Porovnani (zakres) originalu a kopie, detail.

10a Lucas Cranach star$i, Zdkon a milost, 1529, detail
signatury.

10b  Lucas Cranach mladsi (?), Zdkon a milost,
2. polovina 16. stoleti, detail signatury.

11a Lucas Cranach star$i, Zdkon a milost, 1529, detail
Adama a Evy.

11b  Lucas Cranach mladsi (?), Zdkon a milost,
2. polovina 16. stoleti, detail Adama a Evy.

Annex

Identifikace material: Lucas Cranach
starsi: Zdkon a milost a Lucas Cranach
mladsi (?): Zakon a milost

RADKA SEFCU

Materidlovy prizkum* doplnil a upfesnil
dosavadni poznatky o obou verzich Zdkonu

a milosti z Narodni galerie Praha.? V mate-
ridlové skladb& nachizime mnohé shodné
prvky mezi ob&ma dily. U obou dél je pod-
lozka z lipového dfeva (Tilia sp.).> Pro pod-
klad maleb je uzita pfirodni kiida.* K¥ida je
nanesena postupné€ v n€kolika vrstvich. Na
obou deskach je podklad spise subtilnégjsi,
maximéln€ naméfend tloustka se zde pohy-
buje v rozmezi cca 0,1—0,2 mm. V kifidovych
podkladech bylo potvrzeno histochemickym
barvenim p#iénych fez’ a metodou MALDI-
-TOF MS pojivo na bézi kolagennich protei-
nd — Zivod&idny klih.¢ Vrstva klihok#idového
podkladu byla u obou desek izolovina orga-
nickou vrstvou na bazi oleje pfed nanesenim
barevnych vrstev malby. Obdobnou pfipravu
podkladovych vrstev u maleb lze rozpoznat
i na ostatnich dilech ze sbirek Narodni gale-
rie v Praze jak Lucase Cranacha st., rovnéz

i Lucase Cranacha ml.”

Porovninim materidlové skladby barevnych
vrstev oba obrazy vykazuji n€které shodné
prvky jak v uziti pigmentd, tak pojiv. U obou
desek analyza na mikrovzorcich a neinvazivni
rentgenové fluorescenéni analyza prokazala
z hlediska pigmentti, barviv a pojiv malif-
skou paletu typickou pro evropské malifstvi
16. stoleti, obsahujici pigmenty této doby,
které jsou rovné€Z doloZeny v dilech Lucase
Cranacha st., v jeho dilng, ale rovné&z i v dile
Lucase Cranacha ml. Mezi nejvyznamnéji uzi-
vané a identifikované pigmenty patfi olovnata
bé&loba, azurit, rumélka, Eerveny org. lak,
okry, olovnato-ciniéita Zlut typ I, zelené
pigmenty na bazi médi, nejéast&ji médénka,
a Cerné na bazi uhliku.

Technika malby je vrstevnati, vyuziva-
jici souttu jednotlivych barevnych vrstev.
Celoplo$na podmalba na kopii (O 9619)
nebyla dolozena. Modra malba oblohy je na
kopii provedena ve dvou modrych vrstvich
smé&si azuritu a olovnaté bé&loby. Na obraze
Zdkon a milost (O 10732) je uZita typicky Seda
podmalba v malbé& oblohy pod modrou vrst-
vou azuritu a pod zelenou malbou vegetace.
Sed4 podmalba mé svétle Sedy odstin, ktery
vznikl kombinaci uhlikaté ¢erné s olovnatou
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bélobou.® Na nich je nanesena svétle modra
vrstva azuritu ve smési s olovnatou bé&lobou
(obr. 1). Tato kombinace kladeni vrstev nasle-
duje ustilenou praxi 16. stoleti pro malbu
minerdlnimi mod¥emi. PouZiti §edé podmalby
umoziiovalo vytvafeni modelace vyslednych
barevnych odstinti, ale mohla byt i dtvo-
dem pro niZ3i spotfebu drazstho modrého
pigmentu. V zelenych vrstvich byl proka-
zan zeleny mé&dnaty pigment v kombinaci

s olovnato-ciniéitou Zluti typ I a olovnatou
bélobou. Zaklad pletovych ténd tvoii kom-
binace olovnaté b&loby s rumélkou a okry.

V zluté malbé bylo doloZeno Ramanovou
spektroskopif uziti olovnato-cini¢ité zluti

typ I, olovnaté bé&loby a ojedinéle zrna okri.
Na malbé& éervenych draperif byla ve spodni
opakni vrstvé potvrzena rumélka a Eerveny
organicky lak s pfimé&si okrt. Zatimco na
dile Lucase Cranacha st. je tmavé ¢ervena
kompaktni podmalba, zastoupeni vice mine-
ralnimi pigmenty, rumélkou, okry a éerni
(obr. 2), na druhém exemplafi podmalba
neni. Zde ve spodni &ervené vrstvé je vice
zastoupen &erveny organicky lak s ojeding-
Iymi zrny rumélky (obr. 3) a ve vrchni vrstvé
malby je vedle erveného laku rumeélka, olov-
natd béloba a ojedinéle Eerni. Vrstvy se ligi
kvantitativnim zastoupenim jednotlivych pig-
mentd. Tento fakt spige reflektuje modelaci
vysledného barevného odstinu &ervené dra-
perie, kde na originéle je malba provedena na
podmalbé ve dvou vrstvich, ve spodni vrstvé
je rumé&lka a ve vrchni je Eerveny organicky
lak. Modelace stinu u obou dé&l je obvykle
dotvofena tmavsi lazurou ¢ervenym orga-
nickym lakem s ojediné&lymi zrny rumé&lky

a olovnaté bé&loby.? Oproti tomu ve svétlech je
obvyklé zastoupeni vétsitho mnozstvi bilych
pigmenttl, zejména olovnaté bé&loby. Analyza
ukézala, Ze na obou exemplafich je uZit
rozdilny Eerveny organicky lak. Na snimcich
po excitaci ultrafialovym sv&tlem maji vrchni
vrstvy Gerveného organického laku rozdilnou
fluorescenci (obr. 2b, 3c).

Diference mezi ob&ma dily byla komparag-
né sledovéna zejména na identifikaci mod-
rych pigmentd, nebot odli¥nost dél Lucase
Cranacha star§iho a mladstho vidime v uziti
smaltu.? Jasn€ modra malba oblohy je na
obou dilech tvoF¥ena smé&si azuritu a olovnaté
bé&loby. Prvkovou rentgenovou fluorescenéni
analyzou byla v malbé& 3edych oblak na kopii
Zdkon a milost (O 9619) identifikovana kom-
binace prvka typickych pro smalt.* Ten je
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zde uZit vedle azuritu a olovnaté bé&loby.*?
Smalt byl rovn&€Z doloZen na dilech ze sbi-
rek N4rodni galerie Praha Lucase Cranacha
ml. Podobizna muze (dfevéna podlozka, DO
4146), Podobizna %eny (dfevénd podlozka, DO
4145).» Dale byl identifikovan na dile Nechte
malickyjch prijiti ke mné (lipa, 1538, DO 4238).
Na dile Podobizna muge byl identifikovan smalt
v malb& modrého pozadi. Na ostatnich dilech
v malb& odévi,* obvykle ve smé&si s olovnatou
bélobou, ale rovnéz i s ervenym org. lakem
a azuritem. Mohla tak byt docilena specificka
vysledna barevnost malby. Smalt se stava
roz§ifenéjsim pigmentem v evropské malbé
aZ v dobé& renesance a néasledného baroka.”
Vyroba smaltu je po roce 1540 spojovana
s Ceskou sklafskou vyrobou, ale i s Benatkami
a Flandry.** Smalt je pomé&rn€ nestabilni
pigment podléhajici degradaénim procestim,
kde barva miize z jasné modré prechazet do
Sedych odstinti, nebo mtiZe vrstva se smaltem
ziskat aZ transparentni lazurni charakter.”
Shody u obou desek byly potvrzeny
i v uZiti pojivovych slozek. V barevnych
vrstvich byl doloZen vysychavy esterovy
olej. V pripadé desky Zdkon a milost (O 9619)
byla provedena identifikace plynovou chro-
matografii s hmotnostnim spektrometrem.®
V malbé& byl identifikovan polymerizovany
In&ny olej s pfimé&si smrkové pryskytice,
damary a vosku. Smrkova pryskyfice mohla
byt modifikaci média na bazi oleje a ovliv-
fiovat tak translucentnost malby.** Damara
a vosk jsou z pozdé€jsich povrchovych tprav
z restauratorského zdsahu. Lnény olej patfil
k nejpouzivan€jsim pojiviim malby 16. sto-
leti.>° Vedle Inéného oleje* je v dilech Lucase
Cranacha st. doloZen i olej ofechovy.?
Vysledky materidlového prizkumu potvr-
dily ¢4ste¢nou materidlovou shodu na obou
dilech. Jsou to zejména pigmenty jako azurit,
olovnato-cinitita Zlut typ I, rumélka, olov-
nata bé&loba a pojivové slozky, které patii
mezi zcela b&éZné& uZivané vytvarné materi-
aly 16. stoleti. Odlinost nachdzime v uZiti
smaltu na kopii. Smalt mtZe byt viznamnym
dataénim prvkem pro vznik kopie. Pfi vytva-
¥eni kopie byly reflektovany znalosti materi-
alové vystavby originalu, ale zaroven jiz byly
zvoleny nové pigmenty, které mohly prohlou-
bit diferenciaci barevnych akcentd.



Tabulka &. 1

Zakon a milost (NG, inv. ¢. 0 10732)
1529

Zakon a milost (NG, inv. €. O 9619)
2. polovina 16. stoleti

Podlozka
druh lipa (Tilia sp.) lipa (Tilia sp.)
velikost (cm) 71,5 x 87 88,4 x 86,6

podklad prirodnf krida prirodni krida

inkarnét okry, rumélka, olovnatéa béloba* dveé rGZové vrstvy — olovnaté béloba, rumélka,
Zluty okr

Pigmenty

zluté nebe olovnato-cinicita zlut, olovnata béloba* dvé Zluté vrstvy — olovnato-cinicita zlut typ |,

olovnata béloba, okr (s)

c¢ervenéd draperie

vrchni ¢ervené vrstva — ¢erveny organicky lak

spodni ¢ervend vrstva — rumélka
podmalba — &erveny okr, rumélka, ¢ern

vrchni ¢ervena vrstva — erveny organicky lak,
rumélka, olovnata béloba (s), uhlova cern (s)

spodni ¢ervend vrstva — rumélka, ¢erveny
organicky lak

zelena

dvé zelené vrstvy — médnaty zeleny pigment,
olovnata béloba, olovnato-cinicita Zlut typ |

Seda podmalba — olovnata béloba, ¢ern

modré nebe

modra vrstva — azurit, olovnata béloba
Seda podmalba — olovnata béloba, ¢ern

modra — azurit, olovnata béloba**

Sedé (oblaka) — smalt, azurit, olovnata béloba*

modré draperie

azurit, okry, olovnaté béloba, rumélka,
pravdépodobné kostni cern*

azurit, okry, olovnata béloba *

Pojiva

histochemicka analyza /
mikrochemické testy

podklad — proteiny, pravdépodobné klih
malba — olej

podklad — proteiny, pravdépodobné klih
malba — olej

GC/MS - tepelné polymerizovany Inény olej
smrkova pryskyrice (s)
damara (s)
véeli vosk (s)

MALDI TOF - podklad — klih

* vysledky byly identifikovany neinvazivni metodou rentgenové fluorescenéni analyzy
** analyza provedena Dorou Pechovou v roce 1993 na praskovém vzorku

(s) = pfimés ve velmi malém mnoZstvi

Poznamky

1 Radka Sefcti, nepublikované laboratorni

zpravy &. 12-62, 93-1-XRF; Dorothea Pechovi,
nepublikovana laboratorni zpréava ¢. 93-1, archiv
chemicko-technologické laboratofe, Narodni galerie
v Praze.

2 Radka Sefct, in: Olga Kotkova (ed.), Cranach ze
vSech stran. Cranach From All Sides (kat. vyst. Narodni
galerie v Praze), Pfiloha: Pfirodov€dny materidlovy
priizkum; Kristina Malkova — Radka Sefctt — Olga
Kotkova — Vaclav Pitthard — Stépanka Kuckovi,
Examination of Paintings by Lucas Cranach the
Elder and his workshop from the Collection of

the National Gallery in Prague, 5th International
symposium Painting Technique. History, materials and
studio practice, 18.—20. prosince 2013, 2016, s. 85—96;

Kristina Mar3ikova Malkova, Technologie malby Lucase
Cranacha st. a jeho okruhu. Prizkumy dél = éeskych
sbirek a jejich interpretace, disertaéni prace (ved.
Karel Stretti, Akademie vytvarnych uméni), Praha
2015; Mojmir Hamsik, Restauratorsky protokol,
Lucas Cranach st., Prvni hfich a vykoupeni
lidstva, O 10732, archiv restauritorského oddéleni,
Narodni galerie v Praze 1971; Zora Grohmanova,
Restauratorsky protokol, Lucas Cranach st., Hfich
a vykoupeni, O 10732, archiv restauritorského
oddéleni, Narodni galerie v Praze 1993.

3 Vdile Lucase Cranacha st. i ml. se setkdvame
se §irokou §kilou uziti d¥evin: dub, buk, jedle.
Gunnar Heydenreich, Lucas Cranach the Elder:
Painting Materials, techniques and workshop practice,
Amsterdam 2007, s. 47—57, 61. Lipové dievo patii

Bulletin of the National Gallery Prague XXVI11/2018

175



od 15. stol. k jednomu z nejpouzivané&jsich drev
pro piipravu deskovych obrazi.

4 V Cranachovych dilech byva uZit

v podkladovych vrstvach rovnéz vipenec,
Heydenreich (cit. v pozn. 3), s. 93.

5 Histochemicky byla identifikovana i proteinova
izolace na Pragském olidfi.

6 Analyzu metodou MALDI TOF provedla
Stépanka Kutkova z VSCHT Praha.

7 Viz pozn. 2.

8 Tmavé edé az Cerné podmalby byly potvrzeny
na malb& Pragského oltdre.

9 Cerveny org. lak s p¥fmési olovnaté bé&loby

a rumé&lky doloZen i na dal3ich dilech Lucase
Cranacha ml., viz Jana Herrschaft, Maltechnik und
Materialwahl Lucas Cranachs des Jiingeren am
Beispiel der Kanzelbilder in der Kapelle auf Schloss
Augustusburg (Sachsen), in: Elke A. Werner —
Anne Eusterschulte — Gunnar Heydenreich (eds.),
Lucas Cranach der Jiingere und die Reformation der Bilder,
Miinchen 2015, s. 181—191, s. 185.

10 TIbidem, s. 185—186.

11 Potvrzena pfitomnost kobaltu, arzenu,
drasliku a kfemiku. Chemické slozeni historického
pigmentu smalt je SiO,+K,0+Al,0,+CoO+As,0..

12 Paralela v uziti smaltu v kombinaci s azuritem
je doloZena i na dal3ich dilech Lucase Cranacha
ml., viz Herrschaft (cit. v pozn. 10), s. 181—191,
zvl. 5. 185—186.

13 Viz zékladni idaje k obraztim: Kotkova

2016 (cit. v pozn. 2), s. 118—123, &. kat. 16; Jana
Odvarkova, nepublikované laboratorni zpravy 05-27,
05-28, archiv chemicko-technologické laboratofe,
Narodni galerie v Praze 2005.

14 YV odévech s azuritem, Sefcti 2016

(cit. v pozn. 2).

15 Ojedinéle byl identifikovan i pfed touto
periodou, napf¥. Marco Verita — Alessandro

Renier — Sandro Zecchin Chemical analyses of
ancient glass findings excavated in the Venetian
lagoon, Journal of Cultural Heritage 3, 2002, s. 261—
271. Rovné&z ital3ti mali¥i smalt pouzili v malbé

jiz v obdobi quattrocenta, kdy byla rozifena
sklarska vyroba v Benatkach. Smalt ve smé&si

s azuritem a p¥irodnim ultramarinem byl prokazan
na dile Kladeni Krista do hrobu (The Entombment,
1455, Narodni galerie Londyn, inv. &. 466)
nizozemského mali¥e Dierica Boutse (1410—1475)

a na olta¥i Cirkevnich otcii starsich (Altarpiece of the
Early Church Fathers, c. 1483, Alte Pinakothek,
Bayerische Staatsgemildesammlungen, Mnichov,
inv. &. 2597—2600) od Michaela Pachera (1435—
1498).

16 Bruno Muhlethaler — Jean Thissen,

Smalt, in: Ashok Roy (ed.) Artists’ Pigments.
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A Handbook of Their History and Characteristics,

vol. 2, National Gallery of Art, Washington,
Archetype Publications, London1993, s. 113—130.
Uziti smaltu na pod&atku 16. stoleti jako sikativ.

K historii uZiti viz Heike Stege, Out of the blue?
considerations of the early use of smalt as blue
pigment in european easel painting, Zeitschrift fiir
Kunsttechnologie und Konservierung, 18, 2004, s. 121—
42; Francois Delamare, Blue Pigments: 5000 Years of
Art and Industry, London 2013, s. 37—98.

17 Laurianne Robinet — Marika Spring —
Sandrine Pagés-Camagna, Vibrational
spectroscopy correlated with elemental analysis for
the investigation of smalt pigment and its
alteration in paintings, Analytical Methods, 5 (18),
2013, s. 4628—4638.

18 Analyzu provedl Vaclav Pitthard, KHM ve
Vidni.

19 Alan Phenix — Joyce Townsend, A brief
survey of historical varnishes, in: Joyce Hill
Stoner — Rebecca Rushfield (eds.), Conservation of
Easel Paintings, Routledge, London — New York,
2012, 5. 252—263.

20 Rachel Billinge — Lorne Campbell — Jill
Dunkerton — Susan Foister — Jo Kirby — Jennie
Pilc — Ashok Roy — Marika Spring — Raymond
White, Methods and materials of Northern
European painting in the National Gallery, 1400—
1550, National Gallery Technical Bulletin 18 (1997),

s. 6—55.

21 Raymond White — Jennifer Pilc, Analyses of
Paint Media, National Gallery Technical Bulletin 14,
1993, s. 88—89; Raymond White — Jennifer Pilc,
,Analyses of Paint Media, National Gallery Technical
Bulletin 16, 1995, s. 88—89.

22 Milkova et al. 2013 (cit. v pozn. 2).

Seznam vyobrazeni

1 Stratigrafie vrstev ve viditeIném svétle z modré oblohy,
Zdkon a milost (O 10732). Na kiidovém podkladé viditelna
izolaéni organickd mezivrstva, Seda podmalba a modra
vrstva malby s azuritem a olovnatou bélobou.

2 Detail malby ¢ervené draperie (a) a stratigrafie vrstev ve
viditelném (a) a ultrafialovém svétle (b) z ¢ervené draperie,
Zdkon a milost (O 10732). Na kridovém podkladé viditelna
izolaéni organickd mezivrstva, tmavé c¢ervend podmalba

a dvé cervené vrstvy malby. Ve spodni byla identifikovana
rumélka, vrchni ¢ervena vrstva je s ¢ervenym org. lakem.

3 Detail malby ¢ervené draperie (a) a stratigrafie vrstev ve
viditeIném (b) a ultrafialovém svétle (c) z ¢ervené draperie,
Zdakon a milost (O 9619). Na stratigrafii je viditelna ¢ervena
podmalba s ¢ervenym org. lakem, s primési rumélky

a ¢ervena vrstva malby s ¢ervenym org. lakem s primési
olovnaté béloby a rumélky. Na povrchu jsou vrstvy lak(

a retuse.



MATERIALIE

Pieta z Bilska.
Zachranény skvost rezbarstvi

jiznich Cech. Nova prace z okruhu

Mistra Oplakavani ze Zebraku?

STEPANKA CHLUMSKA

VE SPOLUPRACI S VEROU DEDICOVOU

V leto$nim roce bylo v Narodni galerii Praha dokonéeno restaurovani mimoradné pozdné
gotické fezby — Piety z Bilska. Clanek seznamuje s priibéhem restaurovani a prinasi
vysledky prizkumu a uméleckohistorického zhodnoceni dila, které bylo v dosavadni misto-
pisné literatute uréovano jako barokni, nebot Pieta byla od 18. stoleti osazena do barokniho
boc¢niho oltare v kostele sv. Jakuba Vétsiho v Bilsku na Strakonicku. Zaroven si ¢€lanek v§ima
dalsiho z pozdné gotickych dél, dle tradované provenience z Bilska, Fezby sv. Jakuba a Maii
Magdalény, ktera je v uméleckohistorické literature jiZz po desetileti znama. Autorsky je
spojovana s okruhem Mistra Oplakavani ze Zebraku & Mistra Oplakavani ze Zvikova, viid-
¢ich osobnosti fezbai'ské produkce v jiznich a jihozapadnich Cechach v 1. t¥eting 16. stoleti.
Vysledky umeéleckohistorického rozboru, priizkumu a restaurovani Piety z Bilska prokazaly,
Ze i tato Fezba ma ke jmenovanému okruhu praci tésné vazby, jak je patrno z jeji typologie,
charakteru rezbarského rukopisu i detailti torzaln€ dochované piivodni polychromie. Dalsi
vazby na tento okruh vyplyvaji z objednavatelského kontextu, nebot obé Fezby z Bilska byly
nejspise objednany po roce 1508, kdy se drzitelem panstvi Drahonice, jemuz prinaleZelo

i Bilsko, stava nejvyssi kanclér Zden¢k Lev z RoZmitalu (t 1535).

Provenienéni kontext
Udaje na evidenénich kartach sbirkovych Kiicova slova

fedmetts Alg sihoteské leri Hluboké kostel sv. Jakuba Vétsiho v Bilsku, panstvi Drahonice, Pieta
predmetl AIS0oVy JINOCESKE galerle v HIUDOKE 2 Biiska, Sv. Jakub Vetsi a Mai Magdaléna z Bilska, Mistr
nad Vltavou spojuji s farnim kostelem Oplakavéni ze Zvikova, Mistr Oplakavani ze Zebréku,
v Bilsku na Strakonicku® dvé velmi za]'imavé pozdné gotické rezbarstvi v jiznich Cechach, Zdenék Lev

N « o RoZmitélu, prizk ani

pozdné gotické Fezby. V $edesstych letech # Rozmitald, priizkum a restaurovan!
byl do sbirek z mé&stského muzea v Bavorove
deponovén reliéf Sv. Jakub Vétsi a Mdri
Magdaléna® (obr. 1). o n&kolik desetileti poz-
dgji farnost zapujéila galerii monumentalni
vysoky reliéf Piety? (obr. 2). Z pisemnych
prament na dzemi volytiského dékanatu
z pfedhusitského obdobi vime, Ze kostel
sv. Jakuba v Bilsku patfil mezi movité. Ve vsi

byvala tvrz, zanikla patrné jiz ve stfedoveku,
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jejiz drzitele ve 14. stoleti zname z pisemnych
pramenti.* Pro zpfesnéni provenienéniho

a atribugniho kontextu obou reliéfu je viak
podstatné, Ze osada Bilsko v dob¢€ jagellon-
ské a nisledujicich staletich patfila k panstvi
v nedalekych Drahonicich. Patronatni pravo
ke kostelu v Bilsku tedy drzeli az do 20. sto-
leti majitelé drahonického panstvi.’ V prvnim
desetileti 16. stoleti majetek panstvi, spolu

s rodovym sidlem na tvrzi v Drahonicich
pfechédzi z pant z Drahonic na jednoho z nej-
vyzna¢énéjsich muzt kralovstvi, nejvyssiho
purkrabiho Kralovstvi ¢eského (1508—1530),
Zderika Lva z Rozmitéilu (+ 1535).6 Z tvrze
zbylo dnes pouhé torzo, pFedpokldda se, Ze
do podoby nékdejsiho honosného sidla byla
prestavéna v prvnim desetileti 16. stoleti. Jiz
ve tficatych letech 16. stoleti bylo zadluZené
panstvi pany z RoZmitilu zastaveno a nésled-
né prodano. Od roku 1700 drahonické panstvi
vlastnili Schwarzenberkové, ktefi panstvi slou-
¢ili s panstvim protivinskym.” Vazby Bilska na
Drahonice dokldda i mobilia¥ bilského koste-
la, nebot v dobé& barokni bylo do Bilska z dra-
honické kaple p¥emisténo vybaveni pro hlavni
olta¥, jak zminuji pisemné prameny i starsi
mistopisna literatura. Zda se tehdej3i pFesuny
z Drahonic netykaly i dalsich poloZek mobi-
lid¥e, tedy napiiklad i reliéfu Piety z Bilska,
nelze prozatim bez dalstho studia novovékych
prament pFesvédéivé doloZit.

Soupis pamétek z roku 1910 nepfinasi dobo-
vou fotografii interiéru bilského kostela ani
neuvadi Zddnou zminku o pozistatku nékdej-
§itho stfedov€kého vybaveni (vyjma kamenné-
ho sanktuiria), k novovéké historii zmitiuje
zpravu o prestavbé kostela po pozaru v roce
1630 a dochované oltafe urcuje jako barokni,
a to vCetn€& sochy Bolestné Panny Marie — ,slus-
né fezby % 18. stoleti”, umisténé vedle boéniho
oltd¥e s obrazem sv. Linharta na severnf stra-
né lodi.? Diky fotografii archivované ve farni
pameétnici jsme si jisti, Ze zminénd Bolestn4
Panna Marie je totoZna s pozdné& gotickou
Pietou z Bilska (obr. 3).° Tato v soupise matou-
cim zptsobem uvidéna polozka je dile shod-
né s pozdé&jsim tdajem ze soupisu pamatek
ze sedmdesétych let, ktery zmitiuje na téze
pozici ve vy¢tu rokokového vybaveni kostela
,Socharsky oltdi Piety“.* Udaje o boénim oltafi
Bolestné Panny Marie ze soupisu z roku 1910
odpovidaji zdiznamiém ve farni pamé&tnici

z doby barokni,* ve vy¢tu ¢tyf oltart je zde
uveden , Altare Minus Dolorosa B. M. Virginis*,
zifzeny roku 1758.
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Také novejsi zdznamy z prvni poloviny
20. stoleti nehovoii o sose Piety, ale o Bolestné
Panné Marii na olta¥i shodného zasv&ceni.'?
Ve farni pamétnici jsou zaznamenény opako-
vané diléi opravy mobilid¥e kostela, pocitaje
Vv to i opravy a Gpravy oltafl (zmin&ny také
opravy soch a pozlacovagské prace), i péce
o jejich vybaveni (ndkup svicnd, antepen-
dif ad.) véetn& novych Fezeb pofizenych ze
sbirky farnikd v tyrolskych dilnach (objed-
navka u Ferdinanda Demetze ze St. Ulrich in
Groden). Opakovane€ je zmitiovana i idrzba
olté¥e Bolestné Panny Marie, napiiklad roku
1924 dal fard¥ Antonin Hala ,impregnovati
proti hnilobé a éervotoéi* sochu Bolestné Panny
Marie, prace providél fezbar z Kutné Hory.
V roce 1926 dal opravit polychromii oltafe od
pozlacovade z Turnova, pfitom byla vymé-
néna vypli oltd¥ni niky, zcela poskozené
CervotoCem, dal3i opravu polychromie oltare
provedl malif Toma§ Peterka z Tyna nad
Vltavou roku 1937. Dochovanym popistim
oprav odpovida jak stav dfevni hmoty Piety,
tak pocet a riznorodost kvality provedeni
jejich novéjsich vrstev zlaceni a polychro-
mie. Dfevokazny hmyz ni¢il mobilia¥ kostela
i nadéle, roku 1975 byla z oltd¥e Bolestné
Panny Marie odstranéna zcela rozpadla
oltd¥ni menza."?

Ziznamy z prvni poloviny 20. stoleti jsou
velmi detailni, je tedy prekvapivé, Ze zde
nenachdzime Zddnou zminku o reliéfu se
sv. Jakubem a Mdfi Magdalénou % Bilska. Soud€
dle jeho stavu, pro3el v novodobé historii
odlinymi podminkami dschovy nez reliéf
Piety. Zasadné se totiZ 1i3i stav jeho d¥evni
hmoty i polychromie. D¥evo reliéfu sv. Jakuba
Vétsiho a Md#i Magdalény je Cervotofem téméf
neposkozeno, ale na rozsahlych éastech
plochy chybi polychromie, oproti tomu Pieta
z Bilska byla éervotofem v minulosti témé&F
zcela zniCena a destrukei oddilily pouze
nanosy barevnych vrstev a jejich podkladu.

Reliéf se sv. Jakubem Vétsim a Mdri
Magdalénou byl restaurovan v Sedesatych
letech 20. stoleti Ludmilou Slanskou* a spolu
s konvolutem dalgich dél jihoCeské proveni-
ence vystaven v expozici AlSovy jihoZeské
galerie v Hluboké nad Vltavou, proto jej zdhy
reflektovala i odborn3 literatura. V katalogu
stézejni vystavy Jiholeskd pozdni gotika byl Jifim
Kropatkem v Sedesétych letech reliéf uréen
s otaznikem jako préace néleZici Mistru reliéfu
Oplakévani ze Zebraku,” Jaromir Homolka
jej v nasledné monografické studii o Mistru



Oplakévani ze Zvikova pfipsal okruhu
Zvikovského mistra.’* V té dob& v3ak Pieta

% Bilska do statnich sbirek zaptijéena nebyla
a zminky o jeji existenci v odborné literatute
chybé&ji.” Ani pozdé&jsi zapujcka nevedla

k jejimu publikovani a vystaveni, nebot hava-
rijni stav prezentaci neumoziioval. Nedavno
ukonéené restaurovani Piety tedy poskytuje
prvni moznost hlubsiho poznéni této mimo-
Fadné pamatky. Restaurovani vratilo fezb€ jeji
dosud pouze tudeny detail (obr. 17), pfesvéd-
Civéji ptisobi i tva¥e Panny Marie a Krista.

Je zFejmé, Ze Pieta stylovym charakterem

i ikonografickym typem nalezi do okruhu
praci spojovanych s Mistrem Oplakavéani ze
Zebraku a Oplakavani ze Zvikova, zajimavé
paralely nabizi jak jeji typologie, tak charak-
ter Fezba¥ského rukopisu i detaily torzalné
dochované polychromie. Z t&chto dtvodi
budou v nasledujicim textu sledovany para-
leln€& obé€ atribuéni linie.*®

Celek &i dva solitéry?
Ziasadni otdzkou je, zda lze oba dochované
reliéfy z Bilska povazovat za fragment jedno-
ho celku a atribuéné€ je propojit, ¢i zda oba
reliéfy spojuje pouze jejich tradovana pro-
venience. V p¥ipadé reliéfu sv. Jakuba Vétsiho
a Md#i Magdalény je tradovana provenience
v Bilsku podpofena ikonografif shodnou
s patrociniem kostela, u Piety 1ze vychazet
pouze z novovéké podoby olti¥e Bolestné
Panny Marie v bilském farnim kostele s tim,
Ze nelze bez detailniho studia prament
vylouéit ani moZnost, Ze Pieta byla ptivodné
objednana pro jiny sakrilni objekt, nejspise
pro kapli drahonické tvrze a do Bilska byla
pfesunuta az pii z¥izeni baroknfho oltafe.
Bez znalosti reliéfu so. Jakuba Vétsiho a Mdri
Magdalény bychom uvaZovali o ptivodnim
umisténi Piety z Bilska v oltafni skiini nedo-
chovaného retablu nebo o jejim solitérnim
umisténi v lodi ¢ kné&zisti, napiiklad na kon-
zole v blizkosti svatostanku.* Pokud by vak
Pieta z Bilska pFisluela k fezbé& se sv. Mdfi
Magdalénou a sv. Jakubem Vétsim, 1ze teoreticky
uvaZovat o dvou variantach jejich umisténi.
V prvni, pravdépodobnéjsi, ziskdvime ,ztra-
cenou ustFedni skupinu vicefiguralniho
Oplakavani Krista, za jehoz ¢ast jiz starsi
literatura reliéf se sv. Jakubem Vétsim a Mdri
Magdalénou povazovala (Kropafek, Homolka).
V druhé variant€ spojujeme celek ikono-
graficky, uvazujeme v3ak osazeni reliéf na
dvou mistech retdblu — na pohyblivém kiidle

(reliéf se sv. Jakubem Vétsim a Mdri Magdalénou)
a v oltafni sk¥ini (Pieta). Zminéné varianty
vychazeji ze zplisobu fezbafského opraco-
vani bokl a podstavy obou reliéft, ktery
vylu€uje pfislusnost k jednomu sochaiskému
bloku, jak je tomu napiiklad u Oplakdvdni e
Zebrdku & Oplakdvdni ze Zvikova, umoZiiuje
v3ak aditivni fazeni jednotlivych prvki vice-
figuralni kompozice &i solitérni osazeni obou
reliéfa.

Ve variant€ vicefiguralni skupiny
Oplakavani rekonstruujeme rozmérny celek,
z n€hoz se dochovaly minimaln& dvé€ t¥etiny
splochy”, nebot Pieta by byla nepochybné
osou kompozice a reliéf se sv. Jakubem
a Mafi Magdalénou by byl osazen nalevo od
reliéfu Piety (obr. 4). Vysledna sochafska sku-
pina by mé&la minimaln{ §1¥i 190 cm. Pokud by
tato sestava nilezela stfedu oltafni skiing, jed-
nalo by se o retdbl zna¢nych rozmért, ktery
by dominoval presbytafi bilského kostela (3ife
presbytéafe cca 6 m). Kompozi¢nimi proté&jsky
ke Sv. Jakubu Vétsimu a Maii Magdaléné by
mohl byt po levici Krista Jakubtiv bratr —
sv. Jan Evangelista, mila¢ek Pané&, dopro-
vizeny Nikodémem ¢&i Josefem z Arimatie,
ktery Kristovo t€lo vyZadal na Pilatovi a siial
jej z kiize. Takto lze rekonstruovat tradiéni
ikonografickou sestavu scény Oplakévani
s jednou vyhradou, kterou je umisténi
sv. Mafi Magdalény a Jana Evangelisty. Na
vétsiné scén Oplakivini je totiz ve vysadnim
postaveni po Kristov€ pravici vyhrazeno Janu
Evangelistovi a truchlici M4fi Magdaléna je
po Kristové levici, asto se dotyka Kristovych
paZzi (Oplakdvdni Krista % Korkusovy Huti,
Al3ova jihoCeska galerie v Hluboké n. Vlt.),
drzi naddobu s olejem na zaopatieni Kristova
t&la, ¢i v odkaze na biblické li¢eni Kristovy
navstévy v domé Simonové se vlasy dotyka
Kristovych nohou nebo je liba (Lk 7, 37—38).
Avsak i pro stranové pfevricené umisténi
nachdzime méné pocetné analogie (Oplakdvdni
Krista, kladter minoritd v Brné&). Na reliéfu
z Bilska fezba pfedlokti Magdaléninych
pazi chybi, prostorové sméfovani fragmentu
pazi naznaluje, Ze pivodni celek mohl byt
stranov€ prevricenou obdobou gestiky pazi
drzici pyxidu na Zebrackém a zvikovském
Oplakavéni (obr. 5), obdobny pohyb pazi ma
i Md#i Magdaléna % Malého Boru u Horazdovic
(fragment scény Noli me tangere, Alova jiho-
Ceska galerie v Hluboké n. Vlt.). P¥itomnost
apostola sv. Jakuba Vétsiho lze na scéné
Oplakavini vysvétlit nikoli odkazem na li¢eni
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biblického dé&je, ale odkazem na zasvéceni
bilského kostela pravé sv. Jakubu Vétsimu.
K vicefiguralnim scéndam Oplakévani se své-
te¢ti patroni donatort ¢ tituldrni svétci oltaft
¢i chramt nez¥idka pfidruzovali, a napliiovali
tak symbolickou hodnotu svatého spolegen-
stva Géastného Kristovy spasné obé&ti.2
Druhou vy3e zmin&nou teoretickou moz-
nosti je, Ze byl ptivodné reliéf s vyobrazenim
titularniho svétce chramu — sv. Jakuba —
osazen na vnit¥ni stran€ levého pohyblivého
kiidla retdblu a Pieta byla umisténa ve stfedu
oltani ski¥in& téhoz retablu. V této varianté
bychom ikonografii chybé&jictho pravého
pohyblivého k¥idla mohli odvozovat i od své-
teckych patront donitora ¢i oltafe, na kterém
byl retdbl umistén. Lze v§ak namitnout, Ze
hloubka reliéfu kolem 18—20 cm byla s ohle-
dem na vyslednou hmotnost pohyblivych
kiidel uzivana spise u reliéfi pro stied oltaFni
skfing, a pro vyplii vnitfnich stran kiidel
bylo obvyklej3i uziti nizkého reliéfu, aviak
i pro tato feSeni bychom nalezli obdoby
v lépe dochovaném pamétkovém fondu
fezanych retablt z oblasti Bavorska, Frank &
Svabska. Pfimo v atribu¢nim okruhu Mistra
Oplakavéini ze Zvikova a Mistra Oplakavani
ze Zebraku tuto tezi ovéFit nelze, protoze
i p¥es znaény polet dochovanych fezeb se
nedochoval Zadny kompletni retébl s reliéfy
v ptvodni adjustaci.??
Zptesnéni hypotéz o piivodni adjustaci
dochovanych fragmentd mtze v fad€ pFipadid
napomoci dokumentace zdsaht a opracovani
postavy a zadni strany fezeb. U obou celkil
z Bilska jednoznaéné stopy po kotveni chybi,
pouze na pravém rameni Panny Marie je
patrny otvor, ktery by mohl byt poztstatkem
né&kdejstho spoje. Podstatnym zji§ténim viak
je, Ze se u obou celkt ,rukopisné&” li§i probra-
ni jadra sochafského bloku. V p¥ipadé Piety
z Bilska sochafsky blok vyZzadoval sloZit&jsi
piipravu, nebot je sloZen z n&€kolika ¢asti
(podrobnéji viz oddil prizkum a restauro-
véni), probrani hmoty je provedeno peclivé
vedenymi zafezy Sirokého dlita se zFetelné
Citelnym profilem, v horni ¢4sti radialng je
probrani hmoty vedeno paprséité vedenymi
zafezy (obr. 6a). Odlisnou charakteristiku
vedeni nastroje méa opracovani zadni stra-
ny reliéfu se sv. Jakubem a Mdi Magdalénou
(obr. 6b), kde je misty patrné spiSe vervni
odlamovani hmoty nez jeji pozvolné odebira-
ni ¢isté€ vedenymi paralelnimi stopami nastro-
je. Otazkou je, zda rukopisné odli§nosti zpra-
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covani rubové strany principidlng€ vylucuji
pfislusnost obou Fezeb k témuz celku, pokud
pfedpoklidame, Ze v rimci dilny na ¥ezbach
z Bilska pracovali dva rtizné zdatni autofi,
jak 1ze dovodit z odlidnych fezbaiskych kvalit
obou Fezeb. Pfiznaénou analogii nabizi zadni
strany dvou svatych panen z Bavorova, které
byly nepochybné uréeny do téhoz celku,
pfesto se viak opracovini jejich zadnich
stran zasadné lidi (Mistr Oplakavéani Krista

ze Zvikova — nasledovnik, Al3ova jiho¢eska
galerie v Hluboké n. Vlt.).# Zptisobu opraco-
véani zadnich stran Fezeb v atribuénim okruhu
Mistra Zvikovského a Mistra Zebrackého
Oplakévani se v€novala v monografii z roku
2013 Michaela Ottova. Pfedpoklada, Ze je
charakter opracovani rubu Fezeb v jadru
ceuvre Mistra Oplakavéani ze Zvikova shod-
ny, pouziva ho v fad€ pripadi jako atribuéni
korektiv, naopak u okruhu Mistra Zebrackého
Oplakavani konstatuje podstatné vétsi rizno-
rodost v technice odebirani hmoty na rubové
stran€.? Pokud vychdzime z t€chto zjisténi,
nachdzime paralely i pro zpracovani rubové
strany Piety x Bilska. Paralelni dlouhé stopy
dlata shora nasazené do oblouku vé&jifovit&
rozloZenych zasekt na rubu Piety % Bilska
maji ve skupiné praci Mistra Oplakivani ze
Zvikova typologickou obdobu u rubu Madony
z Hracholusk a Sv. Markéty z tzv. vétsi kasper-
skohorské archy (Obecni tfad Hracholusky;
Muzeum Sumavy, Kagperské Hory), blizké je
vedeni nastroje i na rubu Assumpty z Kotouné
(Biskupstvi ¢eskobudg&jovické). Méné pecli-
vym zpracovanim se bliZi opracovani rubu
st€Zejniho dila ccuvre Mistra Zebriackého
Oplakavani, Piety Pdné, z&asti rovn&€Z Mdri
Magdalény % Nového Boru u Horagdovic a Svétice
z Homol u Ceskych Budé&jovic (shodné
Al3ova jiholeska galerie v Hluboké n. Vlt.).?
Energické opracovani zadni strany reliéfu se
sv. Jakubem a Md¥i Magdalénou ma ve zvikov-
ském okruhu ,ledabylosti* provedeni podstat-
né méné€ komparaci, v zdsadé jde v3ak o ruko-
pisné osobitou redakci postupu uzitého

u vySe zminéné Madony z Hracholusk, typem
odli§né, hrani¢ni rukopisné poloha hrubého
odlamovini hmoty dfeva je patrna u fezeb

% Cernivska (Biskupstvi éeskobudgjovické).?
V okruhu praci, dfive neproblematicky spojo-
vanych se Zebrackym okruhem, je Sv. Jakubu
a Mdri Magdaléné z Bilska blizké opracovani
rubu Madony mal$inské (Narodni galerie Praha,
obr. 6e) a zvlasté Apostolii ze Lndf (Biskupstvi
Ceskobudégjovické) (obr. 6c,d).>”



Panna Marie sedi na jednoduchém stolci,
synovo té€lo podpird pravou rukou na hrudi,
levou pazi, mirn€ vyto¢enou do strany, jej
pfidrzuje na stehnech. Kristus mé4 nohy
ohnuté v kolenou, chodidla volnég, hlava
pada k pravému rameni, jeho levice je volné
spusténa pred télem. Trup je natoCen tak,
aby jej divik vnimal témé&f ¢elng, smérem
k pozorovateli se obraci i zastFeny pohled
Panny Marie. Na temeni pfeloZend rouska
Panny Marie voln€ spljva na ramena, plast
sepnuty na hrudi je podlozen pod Kristovym
té€lem, jez v Mariin€ klin€ hluboce podklesa,
dojem tihy dotvafi i draperie Mariina 3atu.

Z hlediska typologie nachazime pro Pietu

% Bilska v jiznich a jihozapadnich Cechich
Fadu analogif v souboru piet naleZejicich

k tzv. burgundskému typu, pfiznaénému
specifickym zobrazenim Kristova zmu&eného
t&€la v mat¢iné kling, jehoz hlavni rysem je
klesajici bezvladna paZze,® u Piety % Bilska
navic doprovizenym prudkym néklonem
hlavy pokleslé k rameni. Také dal3i kompo-
zi¢ni prvky, jakym je vytoceni Kristova trupu
a dliraz na prezentaci viech jeho ran, zvlasté
oteviené, krvicejici rany v boku, pramene
svatosti, maji svilj zfejmy naboZensky obsah.
Radi Pietu % Bilska do skupiny piet, jeZ nesou
zFetelné znaky symboliky ,ostentatia Christi*,
kterou u fady dél jiznich a jihozapadnich
Cech opakované zminilo jiZ starsi badani.>
Nepiehlédnutelny je i dal3i kompoziéni
prvek, ktery upomene na starsi pfedobrazy
piet, totiz zptisob uloZeni bezvladného
Kristova téla do matéina klina. T€lo Krista
nespociva v expresivné vypjatém nataZeni,
odkazujicim na posmrtnou ztuhlost mrtvého
t&la snatého z kiiZze, Kristova kolena jsou
pokréena a holené€ sviraji se stehny témé¥
pravy thel, pfiznaény je také sklon usazeni
chodidel. Je velmi pravd€podobné, Ze toto
FeSeni bylo védomym a obecné srozumitel-
nym odkazem na silnou tradici krasnoslo-
hych piet, neziidka uctivanych andachtsbildi,
Fadu piikladt zndme i z Eesko-rakousko-
-bavorského pomezi.*® Krasnoslohé pred-
obrazy pfipomene i zdraznéni télesnosti,
vyjad¥ené hlubokym proméacknutim Kristovy
ktZe pod Siroce rozevienymi prsty Mariiny
pravice, podpirajici jeho hrud.* S pokrée-
nim kolen se setkdvime i u piet burgund-
ského typu, aviak podstatn€ méné ¢asto nez
u stardtho typu vertikdlnich a horizontalnich
piet, coz kromé& obsahového kontextu odpo-
vida i odlinému pojeti dynamiky pohybu.

Hleddme-li analogie pro viechny hlavni
vyznamové a kompoziéni prvky Piety z Bilska,
tedy i pro symboliku ,ostentatia Christi“, je
skupina paméatek mén€ podetni. Zajimavé
paralely pro oblast jiznich a jihozdpadnich
Cech nabizi bavorsky fond, Pietu % Clevelandu
pfipsanou Mistru z Rabenden z okruhu
landshutského socha¥e Hanse Leinbergera

&i Pietu % frantiskdnského kostela ve Wiirzburgu
Tilmana Riemenschneidera, z oblasti rakous-
kého Podunaji dfivéjsi badani upozornilo na
Pietu z videtiské akademie.” V pamatkovém
fondu jiznich a jihozdpadnich Cech tuto
typologii reprezentuje podetna skupina piet,
kterd méla nejspise jedno spoleéné vycho-
disko — vétSinou jsou spojovany s okru-
hem Zvikovského mistra. Patf{ k nim Pieta

% Kadova u Blatné (Rimskokatolicka farnost
Kadov , obr. 7), Pieta % Podlesi (Muzeum
Sumavy Sugice) a ztracend Pieta  Rovné

u Strakonic, t€sné analogie nachizime

i v zdpadoleském pamiatkovém fondu (Pieta
ze Zdpadoleského muzea v Plzni, dnes nezvéstna
Pieta % Plané nad M%i),» Yadu spoleénych
znak® nesou i Oplakavani souvisejici s okru-
hem Zvikovského mistra (Oplakdvdni, Dom-
-und Didzesanmuseum Wien).3

Nedilnou souééasti modela¢niho G&inu
Fezby Piety % Bilska je polychromie, nedo-
chovala se na vSech plochich, pfesto viak
mame velmi dobrou pfedstavu o pivodnim
rozvrZzeni barevnosti jednotlivych ¢asti Fezby
a o urovni jejtho femeslného zpracovani.
Pozoruhodné jsou zejména inkarnity Krista
a Panny Marie a detaily polychromie, které
navazuji na plastické €sti fezby, jak je tomu
u sta€enych kade¥i Kristovych vlasa (obr. 15).
Vysledky prizkumu dochovanych &asti
ptvodni polychromie na Pieté % Bilska umoz-
fiuji srovnani s vysledky prizkumu polychro-
mie né&kterych vyznaénych dél ceuvre Mistra
Oplakavani Krista ze Zebraku a Oplakévéni
Krista ze Zvikova, ktery byl realizovin v deva-
desétych letech v Narodni galerii v Praze
v ramci piipravy planované monografické
vystavy obou anonymu.»

Inkarnét Krista Zebrdckého Oplakdvdni> je
vystavén ve dvou vrstvich — spodni vrstva
ze smé&si olovnaté bé&loby a rumélky je pte-
kryta vrstvou svétlejsiho ténu; v okoli ran
je ve smési rumélky a bé&loby jesté azurit,
ktery proptijéoval inkarnatu namodraly tén.
Barevné€ jsou podmalovany i Zily. Na inkar-
nitech Zenskych postav je zptisob vystavby
pletového ténu obdobny, spodni vrstva ma
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v3ak temné&jsi tén. Tim bylo docileno rafi-
nované rozriznénosti inkarnatd v rimci
barevné skladby reliéfu. Na né&kterych dra-
periich se dochovaly fragmenty stiib¥eni

s barevnymi lazurami (Cervend, zelend),
zlacené &i stiib¥ené byly detaily odévi,
rouska Krista byla dle dochovanych frag-
mentd zlacend. Obdobné postupy sledujeme
i na provedeni polychromie Piety % Bilska.

Na inkarnatech Panny Marie z bilské Piety
byl identifikovan podklad z p¥irodni k¥idy

a déle vrstva z olovnaté béloby, éerveného
organického laku a p¥fimé&s rumé&lky. Tonalitou
se inkarnit Krista a Panny Marie navzijem
lis1, coz je ddno odlisnou barevnosti prvni
vrstvy. U tmavitho inkarndtu Krista ma
spodni vrstva vyrazny oranzovo-okrovy tén,
inkarnat Panny Marie m4 tuto vrstvu svét-
lejsi, jak je patrno jak na samotném origi-
nale, tak na stratigrafii odebranych vzorkd.
Obdobné jako na Oplakdvdni ze Zebrdku jsou
veristicky li€eny stopy po tryznéni, okoli ran
je namodralé, stejné& jako partie kolem dust,
krev z ran volné stéka (obr. 5). Barevnost
draperii se v origindle nedochovala, zda se
v3ak, Ze opravy respektovaly ptvodni roz-
vrh, vjraznym akcentem byl nepochybné
stfibfeny plast Panny Marie s modrou lazu-
rou, Kristova rouska byla zlacena. Také na
reliéfu sv. Jakuba Véisiho a Mdfi Magdalény se
polychromie ve fragmentu dochovala (obr. 1,
11a), misty prosvitad spodni vrstva inkarnitu
obdobného charakteru jako na Pieté z Bilska,
zdobny $at MaFi Magdaleny byl zeleny,
vyzdobné detaily pokovené, ptisobivim
barevnym akcentem byla &erveni podsivka
plast&.” Vyrazn€ oranzove€ ténovana prvni
vrstva polychromie inkarnatt je patrna i na
souboru spojeném s Mistrem Oplakivani ze
Zvikova, jak lze doloZit na vysledku prt-
zkumu souboru Fezeb z byvalé tzv. vétsi
kagperskohorské archy (Muzeum Sumavy,
Ka3perské Hory; Narodni galerie v Praze).®
Rozséhlé fragmenty polychromie inkarnatt
Krista i Ma¥i Magdaleny z Ka$perskych Hor
vykazuji obdobné rysy barevnosti jako inkar-
nit Mafi Magdalény z Bilska, jasny oranZovy
ton je podminén spodni vrstvou tvofenou
smé&si b&loby a minia, v pohledové vrstvé je
ve smé&si s bé&lobou &erveny organicky lak,
tato vrstva ma tak nartZovély tén. Plosny
srovnévaci prizkum polychromii dél obou
hypotetickych ceuvre doposud providén
nebyl, pfedpokladame, Ze detailni srovna-
vaci prizkum (zejména v piipad€ inkarnati)
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mutZe v budoucnu pfinést cennd zjisténi
pro upfesnéni n€kterych dilenskych vazeb
a vychodisek.

Dilensky kontext a okruh Mistra
Oplakavani ze Zebraku a Mistra
Oplakavani ze Zvikova
Dosavadni literatura se v€novala v souvis-
losti s Bilskem pouze skuping sv. Jakuba
s Md#i Magdalénou, na zaklad€ slohového
rozboru tento reliéf povazovala zpravidla za
préaci niz$i kvality, naleZejici okruhu Mistra
Zebrackého Oplakavani (Kropadek, Rulisek,
Lavicka) ¢i Mistra Zvikovského Oplakavéni
(Homolka, Ottova). MoZnost pfisludnosti
obou reliéfdi k jednomu celku vyrazn& posou-
va hodnoceni kvality provadéjici dilny, nebot
Fezbarska kvalita nové restaurované Piety
zfeteln& prevySuje droveri zpracovini Fezby
reliéfu sv. Jakuba Vétsiho a Mdii Magdalény.
Dtlezitym korektivem mize byt v pfipadé
obou reliéfii z Bilska také uréeni objednavate-
le. Obé fezby lze vrotit do prvniho desetileti,
¢i podatku druhého desetileti, kdy byl vlast-
nikem panstvi Drahonice, zahrnujici rovnéz
Bilsko, Zdenék Lev z RoZmitalu, o némz
vime, Ze byl objednavatelem né&kolika Fez-
bafskych dél, které dnes spojujeme s dilnou
Zvikovského mistra a jeho okruhem,?*® rovnéz
je uvazovan jako objednavatel souboru fezeb
z Kadova u Blatné, z nichZ Pieta*® ma k Pieté
z Bilska Gzké typologické vazby. Na zdkladé
téchto skuteénosti 1ze zcela opravnéné pred-
pokladat vznik obou fezeb z Bilska v n&které
z dilen ptisobicich v jihozapadnich Cechich,
autorské pFipsani na zaklad€ stylové analy-
zy vSak takto zcela jednoznaén& nevyznivi,
u Fady ryst jsou zfetelné komponenty stylu
spojovaného s okruhem Zebrického mistra,
véetn€ neprehlédnutelnych vazeb k fezbaistvi
bavorskych center.

I pfes soustfedény zidjem badateld, pocinaje
studiemi Josefa Opitze ve tficatych letech
20. stoleti,* je rozlifeni autorskych okruhti
vazanych na dv€ kliova dila Oplakdvdni ze
Zebrdku (kolem 1510, Muzeum hlavniho
mésta Prahy, zaptjéeno do Narodni galerie
v Praze)*? a Oplakdvdni ze Zvikova (po 1508
[?1, Zvikov, Pamatkovy tstav v Ceskych
Bud&jovicich)® pFedmé&tem atribuénich dis-
kusi, které se snazi vyty¢it jasné&jsi hranice
v souboru praci, jez vykazuji kromé Fady
odlidnosti také fadu dil¢ich shod.* Tento rys
je dobfe patrny jiz v padesatych a Sedesatych
letech v brilantnich studiich Alberta Kutala,*



Jifiho Kropacka* a Jaromira Homolky,* kte¥
formulovali charakteristiku a kofeny stylu
Mistra Oplakavéani ze Zebriku a jeho okruhu
a nasledn€ i hypotézy o vzdjemném vztahu
a odlidnych vychodiscich obou anonymt,
¢innych v jiznich (Ceské Bud&jovice?) a jiho-
zépadnich Cechich (Kagperské Hory nebo
Horazdovice?) v prvni ¢tvrting 16. stoleti.*
Autor Zvikovského Oplakdvdni byl nahliZen
jako mladsi, §vibsky orientovany mistr, ktery
vzeSel z dilny Mistra Zebrackého Oplakavani,
jehoz vyrazn& formovala zkugenost s pasov-
skym pogerhaertovskym fezbafstvim
a podunajska, videriska lekce spolu s grafi-
kou Cranachova a Diirerova okruhu. Tento
koncept se nasledné promitl do syntetickych
praci o pozdné gotickém uméni v Cechéch,*
stejné jako do prezentace sbirkovych expo-
zic™ a reflektovalo jej rovnéZz zahraniéni
badani. K atribuéni diskusi p¥ispély prace
publikujici vysledky restauratorskych praci
z oblasti jiznich a jihozapadnich Cech,”
recenze vyznacnych praci zahrani¢nich
badatelt a vystavni projekty, které zdsadni
meérou rozsifily moznost pfimého srovnani
jednotlivych dél uvazovanych atribuénich
okruhi i §irsich vazeb regionélni produkce.*
Téma Mistra Oplakéavani ze Zebrdku a Mistra
Oplakavani ze Zvikova bylo z rtiznych dhld
pohledu opakovang reflektovino badanim
i v poslednich desetiletich,> v mezinirod-
nim kontextu diky vystavnim projektim
»Europa Jagellonica“>* a ,Fantastische Welten“,>
monografické studium pamatkového fondu
jihozépadnich Cech bylo zavreno vysta-
vou ,,Obrazy krdsy a spdsy* autorského tymu
Jana Royta, Michaely Ottové a Petra Jindry.”
NepfFehlédnutelnym rysem specidlnfho
badani poslednich dekad je silici tendence
relativizovat €i zcela opustit dfivéjsi koncept
dvou autorskych osobnosti a nahliZet sou-
bory obou autorskych okruht vice optikou
tehdejsi dilenské praxe, kterd dilenskym pro-
vozem podmitiovala jak §ifi variaci uZitych
prototypti, tak moznost blizkych personal-
nich vazeb.5’

Jistou atribuéni nejednoznaénost pro-
vazi i hodnoceni reliéfu sv. Jakuba Vétsiho
a Mdri Magdalény z Bilska. Doposud jedinou
zevrubnou analyzu tohoto reliéfu publiko-
vali Jiff Kropéadek a Jaromir Homolka. Jifi
Kropadek v katalogu Jihoceskd pozdni gotika®®
reliéf analyzoval jako dilo vychézejici mode-
lagnimi principy ze star3i pasovské tradice
transponujici gerhaertovské principy (Mistr

Kefermarktského oltafe) a konstatoval jasny
vztah k Oplakdvdni ze Zebrdku. S otaznikem
reliéf pfipsal Mistru Oplakévéni ze Zebraku
a datoval do doby pied & po roce 1510 s tim,
ze tak pfedpokladal vznik reliéfu Oplakdvdni
ze Zebrdku. V typu figur spatoval charakte-
ristickou protahlost a nevelké hlavy. Maii
Magdalénu a Jakuba V&tsitho charakteri-
zoval jako ,variantu dvojice Mdii Magdalény

a Nikodéma ze %ebrdckého Oplakdvdni®, a to
zvl45t€ s ohledem na draperiové schéma

a obli¢ejovy typ. S Kropatkovym hodnocenim
reliéfu z Bilska jako varianty ,dvojice Mdri
Magdalény a Nikodéma ze Zebrdckého Oplakdvdni®
1ze souhlasit pouze v obecné roviné kompo-
zi¢ni shody pohybového schématu a fefeni
draperie u kleéici Mari Magdalény (ten viak
uziva i okruh Zvikovského mistra) a uziti
mé&lkého reliéfu pro postavu v druhém planu.
Pro typ tvafe Mafi Magdalény Kropacek pred-
pokladal t&sné obdoby u Madony % Ttebotovic
a u sochy sv. Anegky a sv. Barbory v galerii
vytvarnych uméni ve Vidni,* blizkou p¥ibuz-
nost spatfoval u obli¢ejového typu i kompo-
zice draperie u Magdalény % Nového Boru, pro
Magdalénin 3at s rozsifenymi rukéavy v Klanéni
¢eskobudéjovickém, zadv€rem viak poznamenal,
Ze definitivni soud o mife jist& nejuziiho
vztahu reliéfu z Bilska a k osobnosti Zebrac-
kého mistra ,v$ak nelze s jistotou urcit; rovnéz
¢asovd a slohovd poloha zde neni zcela jasnd®.

V roce 1966 Jaromir Homolka reliéf zminil

v monografické studii o Mistru Zvikovského
Oplakavani, zafadil jej do ,okruhu dél zvi-
kovského mistra“ a spojil s Mdfi Magdalénou ze
Strmilova, zdsadn€ pfitom odmitl Kropackovu
atribuci reliéfu p¥imo Mistru Zebrackého
Oplakévani, v charakteristice stylové polohy
reliéf % Bilska povazoval za doklad roz3ite-
nosti ,meékkého malebného slohu, jeho% Skdla je
ovsem bohatd“, autora reliéfu oznaéil za ,umélce
pozoruhodné iirovné.° Dalsi, podstatné& strud-
né&jsi charakteristiky nachazime v priavod-
cich sbirkami AlSovy jihogeské galerie na
Hluboké (1989). Hynek Rulisek reliéf s Madri
Magdalénou ¥adi do 8ir3i skupiny kvalitnich
praci ovlivnénych Mistrem Oplakévani Krista
ze Zebraku a Mistrem Oplakavani Krista

ze Zvikova, autorsky jej propojuje s Mdri
Magdalénou ze Strmilova. Zpochybiiuje dfive
navrzenou pfisludnost skupiny k vicefigu-
ralnimu Oplakavani v navaznosti na opra-
covani reliéfu z boku a pfedpoklada jeho
piisludnost k n€kdejsimu retablu bilského
kostela.®* Roman Lavi¢ka Sv. Jakuba a Mdfi
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Magdalénu datoval do doby kolem 1510 a zafa-
dil spolu s fadou dalgich dél rtizné kvality do
skupiny dél ovlivnénych Mistry Oplakavani
ze Zebraku a Zvikova.*? Lavic¢ka soudi, Ze

jde o zlomek st¥edu retablu pro hlavni olta¥
kostela v Bilsku a poznamenévi, Ze podob-
nost k Mistru Oplakévani ze Zebréku je
shledavina zejména v typice hlav a rozvrhu
draperie. Michaela Ottova torzo % Bilska zmi-
nila v doprovodné monografii vystavy Obrazy
krdsy a spdsy okrajov€ jako dilo 3ir§iho okruhu
Mistra Zvikovského Oplakivini,* jehoz
hypoteticky dilensky ceuvre &itd nyni pres dvé
desitky praci, véetn€ dél pFipsanych, byt ¢asto
s otaznikem, v zahrani¢nich sbirkiach (Vider,
Mnichov, PafiZ, Linec). Pfipsani torza z Bilska
okruhu Mistra Zvikovského Oplakévani
nasledné v recenzi téZe monografie zpochyb-
nil Jan Dientsbier konstatovinim, Ze torzo

% Bilska ,md pozoruhodné analogie k Oplakdvdni ze
Zebrdlu“.o4

Jifi Kropadek oznadil pFed vice nez ptl-
stoletim reliéf z Bilska za ,problematicky“.s>
Pravdépodobné& nemél na mysli pouze nejed-
noznaénost pfipsani, éteme-li totiz reliéf po
jednotlivych detailech, neubranime se dojmu,
Ze je kvalitativn& rozkolisany a misty mode-
laéné& nejisty. Tento rys je vSak spoleény fadé
dalsich fezeb, kladenych do $irstho okruhu
obou mistrél. Z dosud navrzenych kom-
paraci stoji reliéfy z Bilska patrn& nejblize
Svéticim z videtiské Akademie, na které upo-
zornil Ji¥f Kropadek,s vykazuji blizké shody
zejména ve zpracovani obli¢ejovych partii,
jak je patrno ze srovnani Sv. Md#i Magdalény
% Bilska a videriské Sv. Barbory. Oproti tomu
Midfi Magdaléna ze Strmilova, komparace navr-
Zenda Jaromirem Homolkou ze zvikovského
okruhu, ma k Md#i Magdaléné % Bilska voln€&jsi
vazby, podminéné spife uzitim obdobného
kompozi¢niho vzorce nez shodnym Fezbai-
skym rukopisem.

V souvislosti s Bilskem ziistal doposud
zcela nepovsimnut soubor Apostoli ze Lndf
(Biskupstvi éeskobudé&jovické). Znaénd mira
pribuznosti vyplyva zejména ze srovnéni
podoby InaFskych fezeb po poslednim
restaurovéni, které odstranilo silné ninosy
novéjsi polychromie.” Podstatné& 1épe lze nyni
porovnat zptsob zpracovani jemnych detaild
Fezby, jakymi jsou o&ni vitka, kloubnaté prsty
s ovalnymi nehty ¢&i fezba vlast a vousa.

Na Fad€ mist jde o témé&F rukopisn€ totozny
detail (obr. 10a—c, 11a—c), u lehce propad-
Iych lici, probrani v oblasti nadoénicovych
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oblouki, nosu s typickym zaoblenym zakon-
¢enim i zpracovani fezby pootevienych tst
a voust upravenych do dvou stienych pra-
ment. Spole¢ni je rovné€Zz proporéni nepies-
nost (délky pFedlokti vzhledem k trupu),
mé&kké modelaéni pfechody a snaha o dyna-
mizaci kompozice pomoci podunajsky ladé-
nych vzedmutych draperii, stejné tak motiv
plasté pretazeného pied télem a vybihajiciho
pod predloktim.

Je zajimavé, Ze a¢ se zakladni kompo-
zice schématu draperie u kle¢ici Mafi
Magdalény ve sledovaném okruhu praci
obou mistrtt opakuje, je Sat Md#i Magdalény
% Bilska jedinym piikladem FeSeni, kdy je
jeji hrud zcela zahalena. Namisto obvyk-
1ého sviidného 3atu s hlubokym vystfihem
(srov. Magdalenu % Cakova) je vypasovany
zivatek zakonéen stojackem s Sirokym
lemem bez ozdob, s timto detailem se ve
zmifiovanému okruhu setkdvime u odévu
muzi ¢ vdanych Zen (obdobné& 3at Sv. Anny
Samotfeti % Prachatic, Jana Evangelisty % Lub, Jana
Evangelisty z Oplakdvdni ze Zebriku, Apostolii ze
Lndr). Sat Mai{ Magdalény z Bilska s rozsite-
nymi rukavy ptsobi ve zmifiovaném okruhu
Fezbarskych praci pon&kud archaicky, stejné
tak jako zavinuti hlavy s ozdobnou sponou,
které upomini jesté na typy Sifené grafi-
kami porynskych mistrt E. S. a Israhela van
Meckenem, jejich aktualizované obdoby v3ak
nachézime i v produkeci po€éatku 16. stoleti
(srov. Lucas Cranach st., Oplakdvdni Krista;
Mistr Oltare sv. Bartolomé&je, Snimdni % kfi%e).%
Ozdobni spona je viak Fezbéarsky zajimavym
detailem, jehoz obdobnou formulaci mtZeme
sledovat na fad€ dalsich praci sledovaného
okruhu.®

Obdoby reliéfu se sv. Jakubem a MdFi
Muagdalénou % Bilska se lnafskymi Apostoly jsou
natolik t&sné, Ze opraviiuji k pfedpokladu
autorstvi jedné a téze dilny. Tato hypotéza
v8ak otevira dal3i okruh otazek, nebot na
autorstvi Apostolii ze Lndf aktualn€ nepanuje
mezi badateli shoda. V katalogu jihoZeské
pozdni gotiky z roku 1965 byly Apostolové
ze Lndf neproblematicky fazeni do okruhu
Mistra Oplakavani ze Zebraku,” vétsinové
jej prejalo i mladsi badani. Naposledy jej
vSak Michaela Ottova v souhrnném pi¥ehledu
objednavatelskych aktivit Lva z RoZzmitilu
a bratri Svihovskych ptiradila k okruhu praci
Mistra Zvikovského Oplakéavani. Apostoly
ze Lndf pripsala stejné dilné& jako Sv. Petra
z Petrovic u Susice (Biskupstvi Ceskobudéjo-



vické), u n€hoz pfedpoklddd moznou objed-
navku Zdetika Lva z RoZzmitdlu. Déle je autor-
sky propojila se souborem fezeb z Budétic
(Praha, Narodni muzeum), u nichz pF¥edpo-
klada objednavku Svihovskych a ptvodni
uréeni na R4bi.™ Propojeni souboru ze Lna¥
s dal3imi dily, kterd objednavali piislusnici
spriznénych rodt Svihovskych a Rozmitald,
je pro kontext objednévky torza z Bilska velmi
zajimavé, pfipomeneme-li drzbu Bilska pany
z Rozmitalu.” I z pohledu stylového roz-
boru se zd4 byt rozsiFeny atribuéni kontext
skupiny praci, hypoteticky zahrnujici torzo
z Bilska, svétice z videriské Akademie, Apostoly
ze Lndf¥, soubor 3 Budétic a Sv. Petra % Petrovic
u Susice, 1 p¥es zFetelny rozkyv kvality nosny
pro dal3i kompara&ni studium. To nebude
mozno uzaviit bez detailntho technologic-
kého a restauratorského prizkumu jednot-
livych ¢lankt souboru. Dile je otdzkou, jak
s timto data¢né a kvalitativn€ rozriiznénym
hypotetickym dilenskym souborem souvisi
Mdii Magdaléna ze Strmilova, u niZ Homolka
predpoklddal pfimou dilenskou souvis-
lost s torzem % Bilska a Sv. Mdfi Magdalénou
z Malého Boru u Horazdovic, otdzkou také je,
zda do vy$e zmitiované skupiny nezahrnout
i barokizovanou Assumptu z Kotouné.
Ponékud problematické je do tohoto dilen-
ského konceptu za&lenit velmi kvalitni Pietu
% Bilska, nebot rozkolisanost v kvalit& prove-
deni, ktera je zfejma u reliéfu se sv. Jakubem
a Mdfi Magdalénou, pro fezbafsky zcela
suverénni Pietu neplati. Proporéni stylizace
subtilniho kritkého trupu oproti mohutnégjsi
dolni poloviné t&€la” je poddna se samoziej-
mou lehkosti, stejné tak celkovy dojem nerusi
nékteré anatomicky nepfesvédéivé detaily
(viz napf. pravd ruka Panny Marie). Mirou
osobité stylizace, kterd ovlada proporce
a pohybové schémata obou figur, je Picta
z Bilska blizka ob&ma stéZejnim dildm ceuvre
Mistra Oplakavani ze Zebraku — Pieté Pdné
% Ceskyjch Budéjovic (AlSova Jihoceska gale-
rie v Hluboké n. VIt., obr. 13) a modelaéné
subtiln&jsimu Oplakdvdni Krista ze Zebrdku
(Muzeum hl. m. Prahy), obdobny je rovnéz
dtraz na odlifeni prvniho a druhého plinu
kompozice. Srovname-li detaily t&€chto fezeb
s Pietou % Bilska, setkdviame se s obdobnymi
kompoziénimi a modelaénimi principy, opa-
kovanim obligejovych typt i detailt fyzio-
gnomie. Panna Marie z Bilska je obli¢ejovym
typem, pfiznaénym Sirokou ,hranatou” tvafi,
velmi p¥ibuzna Panné Marii z Zebrackého

Oplakavéni, kde nachazime také blizké
obdoby specifické modelace Mariinych prstt
(obr. 10d—1), a ¢4sti fyziognomie Kristova
aktu, jehoz hrud je v8ak na Pieté¢ % Bilska
mohutnéjdi. Detaily formulace draperie, pfi-
znaéné hlubokym probranim 3irokych ploch
a zivou linif dzkych hibett, misty prolamo-
vanych mé&lkymi zafezy, ma Picta z Bilska
velmi blizko ke Sv. Md#i Magdaléné % Malého
Boru u Horazdovic (Al§ova jihoGeska galerie
v Hluboké n. Vlt.), u niz je pfedpokladina
objednavka Svihovskymi z Ryzmberka.”
Rada ryst Pietu % Bilska propojuje také
s okruhem Zvikovského mistra. V prvni fadé
jde o typologické shody, shodny typ vyob-
razeni Piety byl variantné zpracovavan na
fad€ pozoruhodnych Fezeb z oblasti jihoza-
padnich a zédpadnich Cech, jak bylo fe¢eno
vySe.” S variacemi téhoZ prototypu souvisi
i diléf shody ve formulaci n€kterych detaild
Fezby, jak je patrno na mélce modelova-
nych Sirokych plochich na hrudi, ¢lenénych
né&kolika vertikdlnimi tzkymi fasami zala-
movanymi nad p¥epasanim, opakujicich se
téméF doslovné napiiklad na Pieté z Podlesi,”
volngji na Pieté z Kadova (Rimskokatolicka
farnost Kadov, obr. 7) a Pieté¢ ze Zdpadoéeského
muzea v Plzni (Zdpadoleské muzeum v Plzni).
Mimo ikonograficky typ piety se ve zvi-
kovském okruhu opakuje tento motiv na
Assumpté z vEtsi archy z Kagperskych Hor
(Muzeum Sumavy, Kasperské Hory) & na
Assumpté % Blatné (Biskupstvi éeskobudgjo-
vické), Obdobné lze od spoleéného prototypu
piety odvodit typ t&€sného zavinuti nizko
posazené prekiizené Kristovy rousky, u Piety
% Bilska ¢lenéné dzkymi hluboce probra-
nymi zdhyby. Napadné pfibuzné je rovnéz
modelaéni zdtraznéni cipu plasté Panny
Marie podlozeného pod Kristovym t&lem
(obr. 12). V priéelném pohledu posiluje
motiv ostentatia Christi a zaroveri zdlraziiuje
zvolené kompozi¢ni Fedeni, charakteristické
mirnym nédklonem nohou podklesédvajicich
pod vahou Kristova t&la. U Piety z Bilska
tvo¥i pfehyb plasté hluboky ,misovity*
zahyb sméfujici od pravého kolene na levé
stehno, odkud se rozbihaji vyrazné linie
okraje plasté zdtraziiujici sklon volné nohy.
Kompoziéné piibuzné fedeni je patrné u Piety
ze Zdpadoéeského muzea v Plzni. U Piety z Podlesi
hluboké probrini hmoty provéseného cipu
plasté€ v Mariin€ klin€ nenachazime, mode-
lace je feSena n&kolika mélkymi misovi-
tymi zdhyby s nepferu§ovanymi ostrymi
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hiebeny. Tento prvek, typicky zejména pro
stéZejni prace zvikovského okruhu a ozna-
¢ovany jako ,sloh paralelnich linif“, na Pieté
z Bilska nenachazime, draperie je hluboce
probrana, vysoké, izké hibety zdhybt jsou
misty mé&kce prolamovény a v zahybech tvoii
pfiznaéné klicky, které Albert Kutal a poz-
dgji Jiff Kropacéek odvozovali od znalosti
ranych grafik Lucase Cranacha st.,” hluboké
probrani draperie kontrastem svétel a stint
vytvai uinnou svételnou rezii celku. Ve
formulaci draperie, mékce zvlnéné pii soklu,
spatfujeme obdobné rysy ,mékkosti“ kte-
rou Jaroslav Homolka vyzdvihl u reliéfu se

sv. Jakubem Vétsim a Mdri Magdalénou. Autor
Piety % Bilska byl fezbaf mimotadnych kva-
lit, v mnohém srovnatelnych s fezba¥skym
mistrovstvim autora Mdfi Magdalény % Malého
Boru u Horazdovic a Piety Pdné % Ceskijch
Budéjovic (obr. 13). Pfedpoklddame, Ze Pieta

% Bilska neni t€mto Fezbam vzdélena ani
data¢nég, vzhledem k odkaztim na Oplakdvdni
Krista ze Zebrdka 1ze predpokladat jeji vznik
aZ po tomto reliéfu, jak ostatn& navrhl jiz
Jifi Kropéadek, v pFipadg reliéfu se sv. Jakubem
a Mdfi Magdalénou. Za datum post quem lze
uréit rok 1508.

Zahajeni prizkumu a restaurovani
Restauratorsky zdsah na Piet¢ z Bilska byl roz-
délen do nékolika etap. Rezba byla z Alsovy
jihoCeské galerie transportovina s maximalni
opatrnosti s tim, Ze bude t¥eba pfed zapoce-
tim restaurovani potvrdit prizkumem rozsah
poskozeni dfevni hmoty a ziskat informace

o poétu a stafi dochovanych vrstev polychro-
mie (obr. pred restaurovanim, obr. 2). Rezba
byla zcela zjevn& destruovina dfevokaznym
hmyzem do té miry, Ze by se bez silnych
vrstev novodobé polychromie zpragkovatéla
dfevni hmota rozpadla. Takto byla poskozena
napiiklad fezba vlast a trnové koruny Krista
(obr. 14) &i n&které ¢lanky prstt Panny Marie,
nékteré plochy draperii a plint. Mnohodéetné
vrstvy polychromie nebyly soudrzné ani

s podkladem, ani mezi sebou, proto byly na
vice mistech bud zcela uvoln&né nebo odpad-
1é. T pfes viditelnou $ifi poskozeni prvni ori-
entaéni prizkum pfinesl optimisticky vyhled
rozsahu dochované modelace draperii i ¢4sti
anatomickych detailt fezby Krista a Panny
Marie. Bylo tedy rozhodnuto zahijit spolu se
zpeviiovanim polychromie roziifenou sondaz
do jejich stardich vrstev, tak aby bylo mozno
navrhnout dal3f postup sniméni (obr. 8).
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Priizkum a restaurovani

Sochai'sky blok:

Na zadni strané fezby je patrné sloZeni
socha¥ského bloku (obr. 6a). K masivni, ve
stfedu mélce probrané &asti jsou svlaky pfipo-
jeny dva uz3i dily. Svlaky jsou dnes patrné
diky rozestupu spoje mezi jednotlivimi bloky,
spéra je dnes o 3ifi cca 1—1,5 cm. Dal3{ spoj
je zfetelny p¥i spodnim okraji, 4st terénu
byla pfipojena novéji, jak je zFejmé z celko-
vého provedeni i vrstvy novéjsi polychromie,
ktera prekryva kované spojky. Na zadni strané
se dochovaly zfetelng &itelné stopy néstroji
pro opracovani dfevni hmoty, stejné& tak jako
mnohodetné vyletové otvory a popraskani
dfeva. Na pravém rameni Panny Marie je
patrny otvor, ktery by mohl byt poztstatkem
adjustace navaznych &asti reliéfu.

Stav fezby a polychromie pred
restaurovanim

Na povrchu fezby se pfed restaurovanim
nachézely nové&jsi vrstvy i ¢asti star§ich
podkladd a pfemalby. Druhotné vrstvy
znejastiovaly modelaci fezby a barevn€ silné
zkreslovaly jeji celkové vyznéni (obr. 9, 16).
Prizkum potvrdil, Ze $patny stav fezby se
opakovangé fesil jiZz v minulosti, n€kde tak
ptvodni fezbu nahradila vyspravka pomo-

ci plat€né bandaze. Timto zptisobem byla
napiiklad nahrazena zcela chybégjici ¢ast
vybihajici rousky, jeZ stini ¢elo Panny Marie
(obr. 9). Nové platno zde bylo pfi opravé
vyztuzeno dlouhymi h¥eby. Jinde jsou patrné
dil&i ztraty modelace p¥ekryty novodobou
polychromii. Opravovin byl rovnéz spodni
okraj fezby. Na plintu je zcela &itelnd spara

a vsazeny klin. Travnaty terén je sloZen ze
dvou ¢&asti: originalniho plintu, ktery uzavira
ptvodni kompozici celku, a novéji pfipojené
¢asti vysoké cca 8—9 cm, zhotovené z hrubég
opracované fosny. Ta je k originalu pFipojena
Ctyfmi kovanymi spojkami. Tento doplnék
byl rovnéz siln& napaden Eervotofem, jak je
dobfe patrné na rubu fezby. Materiil Fezby
byl laboratorn& zkoumén, original je vytvofen
z lipového dfeva, dopln&k ze d¥eva borovi-
ce.”® P¥i prevzeti Fezby do restauritorské péce
byly pfedany také novéjsi doplitky — odlome-
na Cast paprséité svatozare destruované Cervo-
toGem, palec levé ruky Krista a ¢4st odlomené
draperie plasté Panny Marie.



DFivéjsi opravy polychromie

Polychromie byla v minulosti opravovana
nékolika zptsoby. N&ékteré opravy prinesly
kompletni pfemalbu, jiné se soustfedily na
dil¢i opravy jednotlivyich poskozeni. Velmi
razantné probihala naptiklad oprava plasté
Panny Marie, proto neni v ptivodni barevnos-
ti ve v&t3i mife dochovana (obr. 12). Starsi
vrstvy polychromie plasté€ (st¥ibfeni s modrou
lazurou?) byly pfi jedné ze starsich oprav
celoplo$ng strzeny, mistné se dochovaly
pouze stopy svétlych podkladovych vrstev.
Novi, femesln€ zna¢n€ neuméld dprava viak
na starsi barevnost navizala. Na silny k¥ido-
vy podklad a vrstvu bolusu bylo provedeno
pokoveni st¥fbrem s naslednym modrym
lazurnim natérem. Obdobné& oprava postu-
povala na $atu Panny Marie, kde byly sejmu-
ty nesoudrzné vrstvy a nahrazeny novym
podkladem, jak o tom sv&d¢&i poskribani,
stopy po mechanickém odstratiovani star§i
vrstvy polychromie tvofené kiidovym podkla-
dem a st¥ibfenim s &ervenou lazurni vrstvou.
Jinde byly naopak star3i vrstvy polychromie
ponechiny. Na roudce Panny Marie byly silné
vrstvy podkladu pro nové stfibfeni nanese-
ny na star3i polychromii i na platnem nové
vyspravené misto nad elem. Star3i vrstvy
polychromie byly celoplo3né& piekryty novy-
mi vrstvami také p¥i opravé inkarnt Krista
a Panny Marie.

Dochované vrstvy polychromie

a postup restaurovani: draperie

Na rou3ce Panny Marie materidlovy prizkum
a nisledné sondaz potvrdily n&kolik vrstev
polychromie.” Byl proveden neinvazivni
prizkum plat&€nych preleptl a nisledné jejich
materidlovy prizkum. Porovndvana lnéna
platna nejsou identicka, li31 se nejen husto-
tou vazby,° ale také ¢asovym uréenim. Platno
na tvafi Panny Marie je ptivodnim pFelepem,
oproti tomu platno na jeji roudce je mladsi
vyspravkou, kterd nahradila destruované
dfevo fezby na okraji rousky. P¥ehyb platna
zakryl i ¢ast starsi polychromie na Mariiné
Cele a zlaceni na lemu jeji rousky. P¥i nyné&j-
§im restaurovani byl tento dopln&k ponechan,
zamérné€ byla zvolena retus tak, aby byl pfi
bliZz§im pohledu z¥ejmy rozsah dfivéjsi histo-
rické dpravy.

Na plasti Panny Marie se nachizela velmi
silna vrstva jasné bilého podkladu novodo-
bého st¥ibfeni, leziciho pod st¥ibrnou folii
poloZenou na Zlutém polimentu s modrou

lazurou na povrchu, ktera vétsinou piekry-
vala jen holé dfevo nebo plochy se star§imi
zbytky svétlych podkladt starsich polychro-
mii a nékde i modré, lokiln& dochované
¢asti pojednani lezici pfimo na dfevé nebo
s tenkym svétlym podkladem. Pouze na
levé strané sochy, za hlavou Krista, se na
plasti Panny Marie dochovalo ve v&tsi ploge
star$i druhotné st¥ibfeni s modrou lazu-
rou. Orientaéni dataci této dpravy poskytuji
vysledky materidlového prazkumu, ktery
stanovil v odebranych vzorcich pfitomnost
novovékého pigmentu — pruské modii.®
Na rou3ce Krista byly zjistény t¥i az Ctyfi
vrstvy pokoveni. Nejmladsi bylo provedeno
platkovym zlatem.®? Velmi silny podklad
nejmladsi vrstvy zlaceni, provedené dle
zdznamu oprav v prvni poloving 20. stoletf,®
zasadné zkresloval charakter ptivodni fezby
a stiral jeji modelaéni kvality. Odstranénim
této vrstvy b&hem restaurovani se docililo
obnoveni jemnych modela¢nich p¥echodt.®
Zbyvajici, zna¢n€ subtilni vrstvy, dochované
ve fragmentu, byly ponechany.®

Inkarnaty

Prizkum dokumentoval také zpiisob vystavby
polychromie na inkarnétech Krista a Panny
Marie. Na povrch fezby byl poloZen kiidovy
podklad, na né&j nisledovala prvni barevna
vrstva. Tonalita jednotlivych vrstev se u inkar-
natu Krista a Panny Marie 1i8i, tim byla
docilena jejich odlisna barevnost. Inkarnét
Panny Marie m4 svétlejsi podklad nartzové-
1ého ténu, na kterém lezi dal3i vrchni vrstva
polychromie, dnes v riizném stupni dochovi-
ni. Inkarnat Krista je vysledné tmavsi, coz je
déno barevnosti oranZového ténu, nanesené-
ho na vrstvu k¥fidového podkladu. Nisledujici
ptvodni vrchni vrstva s malbou kripé&ji krve
a Zil je misty velmi poskozend. Malba krve na
pazich Krista je provedena ¢ervenohnédou
barvou lazurniho charakteru. Kripé&je krve
byly v minulosti opravoviny. Tato mladsi
dprava byla pfi nyné&j§im restaurovani pone-
chéna, stejné jako né&které stopy po opravich
polychromie tréinu, plintu a trnové koruny.
Ptvodni vrchni vrstva inkarnatu Krista se
dochovala zejména na hrudi a v obli¢ejové
¢asti, ruce a nohy byly zna¢né poskozeny,
zde je misty proto patrni pouze podkladova
oranzovo-okrova vrstva.®® Vzhledem k mimo-
Fadné kvalit€ ptvodni vrchni vrstvy inkarnatt
vSak bylo rozhodnuto tuto nejstarsi vrstvu

v maximalni mife prezentovat.
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Na obli¢eji Panny Marie bylo sniméni
novéjsich vrstev providéno nivazné& na feSeni
zptsobu prezentace druhotné opravy rousky
nad jejim ¢elem. Odstranénim druhotnych
vrstev inkarnatd byly odkryty jemné detaily
malifského zpracovani nejstarsi vrstvy, jako
jsou malované detaily o¢i s fasami a rty se
stinovanim asymetrickych koutkd dst. BEhem
snimani se zménila i barevnost Mariinych od&i,
pFemalba totiZ ptivodni hnédy té6n nahradila
modfi.

Terén, triin, trnova koruna

Kromé& modrych a Eervenych tént se v barev-
né skladbé celku uplatnila zelena barevnost.
Zeleni je soudasti Satu Panny Marie (rub
$atu),* trnové koruny i travnatého terénu.
Na trnové korun€ byla sejmuta nejmladsi
zelena prfemalba (n4t&r).®® Ostatni fragmenty
stargich vrstev byly p#i nyné&j$im restaurovani
na trnové koruné ponechiny a pouze propo-
jeny retusi. Shodnym novodobym néatérem
jako trnova koruna byl pfetfen spodni okraj
fezby s travnatym terénem i jeho novodoby
doplnék. Na originalni ¢asti fezby tato pre-
malba pifekryvala stardi zelenavou vrstvu na
siln&j§im podkladu. Tato vrstva polychromie
odpovidé vrstvE, ktera je na doplitku p¥fimo
nanesena na kovové spojky a lokaln& ohotelé
Casti d¥eva.® Starsi, aviak rovné€Zz neptivodni
vrstva byla zvolena pro odkryti a prezentaci.
Na originélni ¢asti terénu je pod touto vrst-
vou dal3f fragmentarné zachovana ptavodni
vrstva.

Postup snimani pfemaleb a dopliik(
Vsechny prekryté a zalité partie fezby bylo
nutno postupné zbavit druhotnych nanost

a uvolnit ptivodni modelaci. Spatny stav d¥eva
vSak nedovoloval postupovat dile bez soub&z-
né kontroly viech tsekd fezby. Vysoké dru-
hotné prevrstveni sice n€kde zafixovalo tvar
rozpadajiciho se dfeva sochy, ale teprve po
naputéni a vytvrzeni jednotlivé odkryvanych
asti se mohlo nasledné& pfistoupit k plose
dalsi, coz zajistilo udrZeni ptivodni modelace.
Napiiklad na temeni Krista, trnové koruné

i jeho kadefich bylo nutno d¥evni hmotu
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petrifikovat velmi detailn& a opakované. Mira
degradace d¥evni hmoty velmi zpomalila cely
postup prace. Pfi odstratiovani druhotnych
vrstev se nejvice osvédéilo postupné mecha-
nické odbru3ovani, zten¢ovani jednotlivych
vrstev ostrym skalpelem.® Dile byly oddéleny
druhotné zlacené paprsky Kristovy svatozife.
Po jejich vyjmuti bylo d¥evo zpevnéno petrifi-
kaci a nasledovalo sejmuti druhotnych vrstev,
pfemaleb na rameni Krista, které bylo Fezbou
svatozafe d¥ive kryto. Zde se nové objevila
malba krve i vlasd.

Po témé&f iplném sejmuti druhotnych
vrstev a zpevnéni dfeva bylo mozno pfikro-
Cit k navraceni dfive oddé&lenych &asti fezby
k hmot€ originélu. Znovu byl k originalu pfi-
pojen opraveny $pén, ktery vypliioval sparu
v fezb& plasté na pravé strané sochy, stejné
tak byly navriceny zpevnéné odlomené &asti
Fezby plasté. Na trnové korun& bylo mozno
piipojit na ptivodni misto dochovanou zpev-
nénou skofepinu z pilin, chrdnénou vrst-
vami polychromie a pfemaleb.” Tim z0stava
zachovan celistvy ptivodni tvar fezby.?? Déle
byl pFipojen druhotny dopln&k levé ruky
Krista. Palec byl osazen s viditelnou sparou
odligujici original od doplitku, ponechéna
byla jeho barevna dprava. I toto misto je tedy
pro pfipadné budouci badéani referenéni pro
srovnavaci prizkum novéjsich tprav pozdné
gotické fezby.

Na so$e nebyly pfi nyné&jsim restauro-
vani zdmé&rné plodné€ potladoviny ani starsi
defekty. Jsou tak pfiznany zmény sochai-
ského bloku v prib&hu ¢asu, patrné roze-
stupy, trhliny i naruSeni dfeva ¢innosti ¢ervo-
toge. Vyletové otvory byly tmeleny pouze na
nékolika pohledové exponovanych mistech
v obliCeji Krista a Panny Marie. Obdobné
byla volena mira a charakter retuse.” Bylo
sjednéno, Ze vysledek ma opticky nenésilné
propojit vrstvy rtzného stafi pii zachovani
paméti a autenticity dochovaného celku,
zahrnujictho jak plochy s polychromii, tak
¢asti odhalené na kifdovy podklad i na
(obr. 17). Rezba tak po restaurovéni stale
zustava sv€dkem predchozich osudt.



Poznamky

1 K osadg Bilsko (Blsko, Bé&lsko): Augustin
Sedlacek, Mistopisny slovnik historicky Krdlovstoi
Ceského, Argo 1998; novéji s odkazy Karel Kuda,
Mésta a méstecka v Cechdch, na Moravé a ve Slexsku,
Praha 1996. Jednolodni stavba byla zaloZena ve vsi
nedaleko Vodiian kolem r. 1260, dobfe dochovany
je zejména klenuty presbytaf, nisledné fada
pozdgjsich stavebnich tprav. K nejstarsi stavebni
etapé Jifi Kuthan, Stéedovékd architektura v jignich
Cechdch do poloviny XIII. stoleti, Ceské Budé&jovice
1972, s. 164 (star3i bibliografie); V. Braun, Pamdtky
strakonického okresu, Strakonice 1968, s. 20—21;
nové&ji Jan Sommer, K datovani véze kostela

v Bilsku, Zprdvy pamdtkové péée 54, 1994, s. 31.
Pozdé&jsi rozsahlé stavebni pravy po r. 1630
vyvolal pozar kostela.

2 Evidenéni karta dila: Svo. Jakub a Md¥i Magdaléna
% Bilska, jizni Cechy, XVI. stoleti, lipové d¥evo,
zbytky ptivodni polychromie, 133 x 43 x 18 cm,
inv. & DP 66, deponovano z Mé&stského muzea

v Bavorové r. 1962; za ovéfeni adaji d&kuji
Gabriele Vachové z Al3ovy jihogeské galerie na
Hluboké.

3 Evidentni karta dila: Pieta % Bilska, jizni

Cechy, XVI. stoleti, d¥evo, polychromie

nova, 136 x 93 x 24 cm, inv. ¢. DP 213, r. 1993
zaptijéeno Rimskokatolickou farnosti Bilsko na
zakladé& hospodafské smlouvy (do r. 2008), od

r. 2008 zapijfeno do Narodni galerie v Praze,

inv. ¢. VP 11806.

4 S odkazy na star3i literaturu Frantiek

Kasgitka — Bofivoj Nechvatal, Hrady, hrddky

a torze na Strakonicku, Blatensku a Vodiiansku,

2. preprac. a dopl. vyd., Strakonice 2014, s. 28.

5 Ibidem, s odkazy na starsi literaturu, s. 98—103.
Od 80. let 15. stol. byli majiteli Drahonic synové
Adama z Drahonic, n€kdejsitho purkrabiho na
Helfenburku. Vaclav z Drahonic odkéazal Drahonice
a Radomilice nejvy33imu purkrabimu Zdetiku Lvu
z RoZmitalu, ten v r. 1534 zastavil panstvi Vaclavu
Svihovcovi ze Svihova, ten je odkizal manzelce
Katefin€ z Lipy a nasledné& se v rodové linii stfidala
fada majiteld. V r. 1700 byly Drahonice prodany
kniZeti Ferdinandu Schwarzenbergovi, v drzeni
tohoto rodu byly az do r. 1945.

6 K rodu pand z RoZmitilu novéji Simona
Kotlarova, Pdni % Rozmitdlu, Ceské Budéjovice
2008; ad Rozmitdlové jako stavebnici a objednatelé
uméleckych dél novéji s odkazy Jifi Kuthan,
Stavebni dilo a mecenat Lva (t 1485) a Zdetika Lva
(+ 1535) z RoZmitalu, in: Sbornik Ndrodniho muzea —
fada A (historie), 61, 2007, s. 53—65; idem: Krdlovské
dilo za Jifiho = Podébrad a dynastie Jagelloncii, 1., Praha
2010, s. 288—308; Jan Lhotdk — Michal Tejéek,

Nejvyznamné&jsi objednavatelé pozdné gotického
uméni v jihozapadnich Cechich, in: Petr Jindra —
Michaela Ottova, Obragy krdsy a spdsy. Gotika

v jihoxdpadnich Cechdch, Zépadodeska galerie v Plzni,
Praha 2013, s. 30—47, zejm. s. 37, 40—42; Michaela
Ottova, Objednavatel, dilna a styl. Gotické uméni
v jihozapadnich Cechéch, in: ibidem, s. 268—283,
k pantim z RoZmitalu zejm. s. 278.

7 Za konzultaci k novovékym dé&jindm Bilska
dé&kuji Pavle Stuchlé z Mé&stského muzea a galerie
Vodilany.

8 TJosef Soukup, Soupis pamdtek historickijch

a uméleckijch v krdlovstvi ceském od pravéku do poédtku
XIX. stoleti, XX XIII. Politicky okres pisecky, Praha
1010, s. 27—32.

9 Jednotlivé strany zdznamu od r. 1761 v&etné
piiloh dostupné elektronicky na http://www.
bilsko.eu/images/farkronika/index.html; zdrojovy
dokument uloZen ve fondech archivu farnosti
Bilsko, Vodiiany. Fotografie pofizena farafem
Antoninem Hélou nejspiSe v 2. desetileti 20. stol.,
za konzultaci d€kuji Lence Kulikové, kronikafce
obce Bilsko.

10 Emanuel Poche a kol., Umélecké pamdtky

Cech, 1., Praha 1977, s. 79; dile V. Braun, Pamdtky
strakonického okresu, Strakonice 1968, s. 20—21
(starsi bibliografie); evidenéni list kulturni
pamatky, evidované pod €. 20648/3-4008

(zdznam z 31. 12. 1963), dostupné na https://
iispp.npu.cz/mis_public/searchDocument.
htm?search=id%3A%281139005%29

11 Liber memorabilium / Farni pamé&tnice, s. 11.
12 Ibidem, napf¥. zdznamy k r. 1913 a 1914

(s. 114, 116). Jedna z neobséhlejsich pasazi

k oltafi Bolestné Panny Marie z r. 2014 zachycuje
rozlouéeni odvedenct po vypuknuti 1. svétové
valky: ... Bylo 27. éervence 1914 krdsné rdno; do kostela
pFisli mugové, kieri méli nastoupiti slugbu vojenskou.

Sli ku sv. zpovedi a k sv. prijimani a po ném — jako na
povel — vSichni $li ku oltdfi Bolestné P. Marie a tam se
slzami v ocich za pldée vech pritomniich louéili se s milou
sochou Maridnskou, odporoudeli sebe a své drahé Rodicce
Boi...“ (s. 116).

13 Farni pamétnice (cit. v pozn. 11), s. 125, 138,
169.

14 Ludmila Slansk4, nepublikovana
restauratorskd zprava RZ 6/65, archivovana

v Al3ove jihodeské galerii v Hluboké n. Vlt.

15 Kat. heslo: Sv. Jakub a Mafi Magdaléna

z Bilska, Mistr reliéfu Oplakavani Krista ze
Zebriku (?), pred nebo kolem 1510, in: Jikoceskd
pozdni gotika 1450—1530 (kat. vyst.), Hluboka nad
Vltavou 1965, s. 217—218, €. kat. 153 (autor hesla
Jifi Kropad&ek); ibidem, s. 160, 161, 163.

16 Jaromir Homolka, Pozndmky k dilu mistra
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Zvikovského Oplakavani, Zprdvy pamdtkové péée
XXVI, 1966, s. 74—79, zvl. 5. 77—78.

17 Neuvadi ani FrantiSek Matous, Sochafstvi, in:
Vladimir Denkstein — Franti§ek Matous, Jikoéeskd
gotika, Praha 1953, s. 38—63.

18 Zaikladni literatura k tématu viz pozn. 48—59,
odkazy k jednotlivym diltm uvadéji zpravidla
posledni publikované katalogové zpracovéni, pro
fond zépadnich Cech: Jiti Fajt, Gotika v zdpadnich
Cechdch (1230—1530), IT1, Praha 1996; pro
jihozapadni Cechy s dil&im presahem do fondu
jiznich a zipadnich Cech: Jindra — Ottova 2013
(cit. v pozn. 6); pro jadro pfipsaného ccuvre Mistra
Oplakéavéni ze Zebraku a Mistra Oplakavani ze
Zvikova revize bibliografie in: Gabriela Zitkova,
Mistr Zebrdckého Oplakdvdni a jeho vztah K Mistru
gvikovského Oplakdvdni (nepubl. diplomova préce,
Ustav dé&jin kiestanského uméni KTF UK v Praze),
Praha 2010, dostupné na https://is.cuni.cz/
webapps/zzp/detail/63837/ (vyhleddno 20. 6. 2018);
zakladni vychodisko pro jiho&esky fond: Jikoceskd
pozdni gotika 1965 (cit. v pozn. 15).

19 Piiklady z oblasti Frank viz nap¥. tzv. Mald
Pieta, Norimberk, kostel sv. Jakuba, vyobr. in
Jindra — Ottova 2013 (cit. v pozn. 6), s. 362,

obr. 343; do oltafni skfiné byla nejspise uréena

z Norimberka importovana Pieta % frantiskdnského
kldstera v Plzni, v pramenech pozdgji popsano jako
olta¥ ,Matris Dolorosae*, viz Jan Chlibec, in: Fajt
1996 (cit. v pozn. 18), s. 770, &. kat. 351.

20 V tomto bodg tedy nesouhlasime

s hodnocenim Hynka Ruliska, ktery vicefiguralni
scénu s ohledem na opracovéni Fezby reliéfa

s Mafi Magdalénou vylouéil, viz Rulidek 1989

(cit. v pozn. 61). V dvahéch o rekonstrukci tfeba
zohlednit ptivodn& mensi vysku Piety, dnes na
podstavé novodoby doplné&k vysky cca 8 cm,
souvisejici nejspise s osazenim v baroknim olt4fi.
21 K vykladim scény Oplakavini ndvazné na
pamatkovy fond jihozépadnich Cech Petr Jindra,
Oplakéavani Krista, téma a dila, in: Jindra — Ottova
2013 (cit. v pozn. 6), s. 418—433, fadu komparaci
nabizi deskové maliFstvi, nezfidka dstfedni scéna
Oplakavéni byla komponovana jako epitaf.

22 1 kdyz je zFejmé, Ze z dochovanych Fezeb
fada ptvodng retdblim néleZela a nékterd naopak
mohla byt od po&atku koncipovéna jako solitér
mimo oltafni architekturu, uréeny k devoci

v chrdmovém interiéru. Ostatné ani doposud
vétsinov€ uvazovani varianta, zZe Oplakdvdni

%e Zvikova a Oplakdvdni ze Zebrdku ptivodné
naleZela stfedu retablu s pohyblivymi k#idly, neni
jedind, uvazovat lze i o formé& oltaini sk¥in& bez
pohyblivych kiidel.
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23 Jindra — Ottovi 2013 (cit. v pozn. 6),

¢. kat. 107, s. 414—415 s vyobr.

24 Ibidem, zvl. s. 339, 376, 440—441, 438;

t&sné obdoby zpracovini zadnich stran ve
zvikovském okruhu spatfuje u Madony % Hracholusk
se souborem Fezeb z kostela sv. Markéty

v Ka3perskych Horach, Assumptou z Blatné, ze
souboru se pak oproti tomu vyd€&luji Svétice z Homol
a fezby z Cernfvska.

25 Vyobrazeni Jindra — Ottova 2013

(cit. v pozn. 6), s. 376, 379, 439, 411, 399.

26 Vyobrazeni ibidem, s. 376, 391.

27  Jihoéeskd pozdni gotika 1965 (cit. v pozn. 15),

¢. kat. 157, s. 221 (bibliografie), vy&et nové&jsi
bibliografie Zitkova 2010 (cit. v pozn. 6), s. 101;
Ottova, in: Jindra — Ottova 2013 (cit. v pozn. 6),
navrhuje vyjmout obé& dila z ccuvre Mistra
Oplakéavéni ze Zebraku a zatadit je do kontextu
produkce zvikovského okruhu, jednim

z argumentt je i zpracovani rubové strany Madony
z Mal3ina, bliz3i zvikovskému okruhu, s. 440;

k souboru ze Lnaf viz pozn. 70.

28 Mnotzstvi regionélnich variaci dokumentuje
William H. Forsyth, The Pieta in French late gothic
sculpture: regional variations, New York 1995.

29 Odkazy Jindra — Ottova 2013 (cit. v pozn. 6),
S. 428—429; rovnéz Petr Kovag, Videriské
Oplakévani Zvikovského mistra, in: Stavitelé
katedrdl: http://www.stavitele-katedral.cz/peter-
-kovac-videnske-oplakavani-zvikovskeho-mistra/
(vyhledano 20. 6. 2018).

30 K typu a 3ifeni naposledy Ludmila Kvapilovi,
Vesperbilder in Bayern von 1380 bis 1430 zwischen
Import und einheimischer Produktion, Petersberg 2017.
31 Navizani na jiho&eskou krasnoslohou tradici
uvazuje v souvislosti s Mistrem Zebrackého
Oplakavéani Jaromir Homolka, viz Homolka 1978
(cit v pozn. 49), s. 230.

32 K Piet& z videriské akademie Fajt 1996

(cit. v pozn. 18), s. 781.

33 Ke skupinég viz heslo: Pieta, Rokycansko (?),
kolem 1500—1510, Zapado&eské muzeum v Plzni,
in: Fajt 1996 (cit. v pozn. 18), s. 780—781,

¢. kat. 358 (autor hesla Jifi Fajt); ibidem shrnuti
diskuse k atribuci Piety; Dagmar Braunova, Gotickd,
renesanéni a barokni plastika ze sbirek zdpadoceského
muzea v Plzni, Plzeti 1984, nestr., pfipisuje Pietu
Mistru zvikovského Oplakavani; Ji¥i Fajt ji klade
do blizkosti Piety z Kadova (Rimskokatolick4
farnost Kadov), naposledy k tématu Olga Kotkova,
in: Jindra — Ottova 2013 (cit. v pozn. 6), s. 345,

&. kat. 79, a Michaela Ottova, ibidem, s. 281; déle
k typu v zakladnich rysech naleZi Pieta z Vysokého
Sedlisté, Pieta % Bélé nad Radbuzou, viz Fajt 1996



(cit. v pozn. 18), s. 840—841, €. kat. 438, 439 (autor
hesla Jan Chlibec).

34 Viz Petr Kovag (cit. v pozn. 29; vyhledano

20. 5. 2018).

35 Pfipravovéina v 90. letech v Narodni galerii

v Praze, autofi konceptu Jiff Fajt — Jan Chlibec,
viz také pozn. 36; priizkum polychromie
provadén i u nové restaurovanych dél od r. 2000
vystavenych v dlouhodobé expozici v Anezském
klagtere, viz Jiti Fajt — Sté€panka Chlumska, Cechy
a stfedni Evropa 1200—1550. Dlouhodobd expozice
Sbirky starého uméni Ndrodni galerie v Praze v kldstere
sv. Anegky Ceské, Praha 2006, s. 127 (Apostolové ze
Lndf#, inv. &. P 2894—2895, Sv. Janové % Horazdovic,
inv. &. P 4566—4567, Andélé, inv. . P 318—319).

36 Prozkum realizovéan pii poslednim
restaurovani dila, viz Anna TFedtikova,
nepublikované restauratorska zprava, Oplakavani
Krista ze Zebraku, inv. & VP 1410, 1997, archiv
restaurdtorského oddéleni Néarodni galerie v Praze;
Dorothea Pechova, nepublikovana laboratorni
zprava, 1996, archiv chemicko-technologické
laborato¥e N4rodni galerie v Praze; Radka Sefct,
nepublikovana laboratorni zprava, 1998, archiv
chemicko-technologické laboratofe Narodni galerie
v Praze.

37 Komparaéni prizkum polychromie obou
reliéft z Bilska bude pFfedmé&tem dal3iho
zkoumani.

38 Jindra — Ottova 2013 (cit. v pozn. 6),

¢. kat. 92, s. 378—379; restauratorské zpravy:
Anna Ttestikova, Sv. Markéta, Mafi Magdaléna,
Assumpta a Ukfizovany z Kasperskych Hor,
nepublikované zpravy o restauritorském
prizkumu, 1996, archiv restauritorského oddé&leni
Narodni galerie v Praze; Ivana Vernerové, Dorothea
Pechovi, nepublikované zprava &. 96/21, 1996,
archiv chemicko-technologické laboratofe Narodni
galerie v Praze.

39 Viz pozn. 9.

40 Viz pozn. 36.

41 TJosef Opitz, Mistr reliéfu Oplakavani Krista
ze Zebriku, Dilo XVII, 1935/36, s. 88—91, 110—114,
124—127.

42 S piehledem aktuilniho stavu badani

a star§ich atribuci Jindra — Ottova 2013

(cit. v pozn. 6), &. kat. 102, s. 402—405 (autor hesla
Petr Jindra).

43 S prehledem aktualniho stavu badéani

a star§ich atribuci Jindra — Ottova 2013

(cit. v pozn. 6), s. 370—375, €. kat. 90 (autor hesla
Petra Jindra).

44 Aktualni shrnuti dosavadni atribuéni diskuse
Michaela Ottova, Mistr Oplakavani Krista ze

Zvikova padesitilety — ¢as na bilancovani?, in:
Jindra — Ottova 2013 (cit. v pozn. 6), s. 434—447;
Jan Chlibec (rec.), Obrazy krasy a spasy: gotika

v jihoz4padnich Cechéch, Uméni 63, 2015,

s. 325—330; v pfedchozich dekadich zejm. Petr
Kovag, Mistr Zvikovského Oplakavéani a Kaperské
hory, in: Sbornik vlastivédnijch praci o Sumavé

k 650. vijroéi mésta Kasperské Hory, Kagperské Hory
1980, 109—125; Jan Miiller, Nékteré pFedpoklady
raného dila Mistra reliéfu Oplakavani ze Zebraka,
Uméni XXXVIII, 1990, s. 15—25; Petr Kovac,

(cit. v pozn. 29; vyhledano 20. 6. 2018); Jifi Fajt,
Late Gotic Sculpture in Bohemia during the Region
of Wladislaw II (1471—1516). The Present State of
Knowledge and Questions of Future Research,

in: Dietmar Popp — Robert Suckale (eds.), Die
Jagiellonen, Niirnberg 2002, s. 251—262; Zitkova
2010 (cit. v pozn. 18).

45 Albert Kutal (rec.), Jihogeska pozdni gotika,
Casopis Ndrodniho muzea 123, 1954, s. 203—207;
idem, Nové prace z okruhu Mistra Zebrackého
Oplakévani, Casopis Ndrodniho muzea CXXIV, 1955,
s. 46—76; idem (rec.), K vystavé jihoCeska pozdni
gotika 1450—1530, Uméni IV, 1966, s. 216—229.

46 Jifi Kropacek, Ukfizovany z byvalého
dominikanského klastera v Ceskych Budé&jovicich,
Uméni VIII, 1960, s. 160—175; idem, Marginalie

k dilu Mistra Zebrackého Oplakavéni, in: Jihoceskd
pozdni gotika 1965 (cit. v pozn. 15), s. 157—168.

47 Jaromir Homolka, Jiho&eské uméni pozdni
gotiky. Plastika, in: Jihoéeskd pozdni gotika 1965 (cit.
v pozn. 15), s. 44—60, 124—156; idem, Poznamky
k dilu mistra Zvikovského Oplakavéni, Zprdvy
pamdtkové péée XXVI, 1966, s. 74—79; idem, Die
siidbéhmische Plastik der Spitgotik, in: Werden und
Wandlung, Linz 1967, s. 176—200.

48 Zrejmé i ve vystavnim katalogu Jihoceskd
pozdni gotika 1965 (cit. v pozn. 15), napf. odlisny
nazor na atribuce n&kolika stéZejnich dél: Klanéni
tii krdlii % Ceskijch Budéjovic Kropadek pripisuje
Mistru Oplakévani ze Zebraku a odviji od ngj
chronologii mistrovych ¢asnych praci, Homolka
naopak z ccuvre odepisuje a navrZzeni nové
atribuce povazuje za uzlovy bod dal3iho badéni;
rozdilné pohledy i u datace Nejsvétéjsi Trojice

% Ceskyjch Budéjovic (Pieta P4ng), Kropadek povaZuje
za dilo stfedniho obdobi (kolem 1512), Homolka
klade kolem 1520 (pozdé&ji dataci posunul blize

k 1. desetileti).

49 Christian Salm, Malerei und Plastik der
Spitgotik, in: Karl Maria Swoboda (ed.), Gotik

in Bohmen, Miinchen 1969; Jaromir Homolka,
Socharstvi, in: Pozdné gotické uméni v Cechdch (1471—
1526), Praha 1978, s. 167—254; idem, Pozdné& gotické
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sochafstvi, in: Déjiny éeského vjtvarného uméni, 1/2,
Praha 1984, s. 534—565.

50 Jaromir Homolka, K nové instalaci sbhirky
Geské gotiky v Narodni galerii, Uméni X, 1962,

s. 588—596; Jaromir Homolka — Ladislav Kesner,
Ceské uméni gotické, Praha 1964; Jaromir
Homolka — Jiff Kropa¢ek, Nové instalace ¢eského
pozdné gotického uméni na Kfivoklatu a Kosti,
Uméni X1V, 1966, s. 122—145.

51 FrantiSek Kotrba, Pozdné goticka plastika Pieta
z muzea v Susici, in: Vlastivédné zprdvy stiedniho
Pootavi, Sugice 1962, s. 10—12; Jaromir Homolka,

K restauraci n&kterych praci Mistra Zvikovského
Oplakavani, Pamdtkovd péée XXIII, 1963, s. 74—79;
Jifina Hofej3i — Jarmila Vackovd, K prazkumu
stfedovékého umeéni jiznich Cech, Uméni XIII,
1965, s. 302—314; Vladimir Horpeniak, Restaurovdni
pamdtek uméni v muzeu Sumavy, Sufice 1992.

52 Jihodeskd pozdni gotika 1965 (cit. v pozn. 15);
Albert Kutal (rec.), Jihoeska pozdni gotika, Casopis
Ndrodniho muzea 123, 1954, s. 203—207; Otto Wutzel
(ed.), Die Kunst der Donauschule 1490—1540 (kat.
vyst.), Stift St. Florian und SchloBmuseum Linz,
Linz 1965; obsahle recenzovano: Jaroslav Pesina —
Jaromir Homolka, K otdzkim uméni dunajské
Skoly, Uméni XIV, 1966, s. 334—359; Fajt 1996

(cit. v pozn. 18).

53 Aktualizovany soupis bibliografie

k jednotlivym diliim hypotetického ceuvre

viz katalogova €ast Jindra — Ottova 2013

(cit. v pozn. 6); dile Zitkova 2010 (cit. v pozn. 18).
54 Fajt 2002 (cit. v pozn. 44); Jitf Fajt, Europa
Jagellonica (1386—1572). Uméni a kultura ve stiedni
Evropé za vlddy Jagellonci. Priivodce vystavou, Kutna
Hora 2012; v ramci projektu prezentovan vybé&rové
i fond sochafstvi Narodniho muzea: Michaela
Ottova (ed.), Socharstvi za vlddy Jagelloncii. Z pokladii
Ndrodniho muzea, Ceské Budé&jovice 2012.

55 Stefan Roller (ed.), Fantastische Welten. Albrecht
Alidorfer und das Expressive in der Kunst um 1500

(kat. vyst.), Stidel-Museum, Frankfurt am Main,
Minchen 2014, s. 194, €. kat. 106 (Mistr Oplakavani
Krista ze Zebriku, Nejsvét&jsi Trojice z Ceskych
Budé&jovic, autofi hesla Jifi Fajt — Markus

Horsch); nove také k vazbam na Podunaji Kathrin
Brandmair, Krugzifixe und Kreuzigungsgruppen aus dem
Bereich der Donauschule, Petersberg 2015, s. 45—48.
56 Zaipadodeska galerie v Plzni 2013/2014,
nasledné zmengend repriza v Narodni galerii

v Praze; Jan Dienstbier (rec.), Obrazy krasy a spasy.
Gotika v jihozédpadnich Cechach, Bulletin Ndrodni
galerie v Praze XXIV, 2014, s. 195—203; Jan Chlibec
(rec.), Obrazy krasy a spasy: gotika v jihozapadnich
Cechach, Uméni LXIII, 2015, s. 325—330.
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57 Viz pozn. 47.

58 Jihoceskd pozdni gotika 1965 (cit. v pozn. 15),

s. 217—218, &. kat. 153, dile se k fezb& vraci ve
studii Margindlie k dilu Mistra Oplakdvdni ze Zebrdka,
ibidem, s. 157—168, zvl. s. 160, 161, 163.

59 Franz Kieslinger, Mittelalterliche Skulpturen
einer Wiener Sammlung, Wien — Leipzig 1937, s. 22,
obr. &. 55, 56.

60 Jaromir Homolka, Poznidmky k dilu mistra
Zvikovského Oplakavani, Zprdvy pamdtkové péée
XXVI, 1966, s. 74—79, s. 77.

61 Hynek Rulisek, Gotické uméni jiznich Cech,
Al3ova jihogeska galerie v Hluboké nad Vltavou
1989.

62 Roman Lavicka, Gotické uméni. Priivodce sbirkou
stiedovékého uméni AlSovy jihoceské galerie, AlSova
jihoCeska galerie v Hluboké nad Vltavou 2007,

s. 64—65, dale uvadi Oplakdvdni % Ledenic, Mdfi
Magdalénu e Strmilova, soubor ¥ezeb z Cakova,

sv. Vdclava a Bolestného Krista % Ceskiich Budéjovic; viz
s. 64—68.

63 Michaela Ottovj, in: Jindra — Ottova 2013
(cit. v pozn. 6), s. 439, v odkaze na Jaromira
Homolku 1966 (cit. v pozn. 16).

64 Jan Dienstbier 2014 (cit. v pozn. 56), s. 199,
202.

65 Jihoceskd pozdni gotika 1965 (cit. v pozn. 15),

s. 163.

66 Ibidem.

67 Restauroviano 1999—2000, Anna TFestikovi,
Eva Voto¢kova (sv. Petr a sv. Bartoloméj), 2008—
2009, Iris Brunner (sv. Pavel).

68 Silke Geppert, Mode unter dem Kreuz.
Kleiderkommunikation im christichen Kult, Salzburg
2013.

69 Obdobné fezané ozdoby v dilenském okruhu
zebrackého i zvikovského Mistra viz Sv. Jan
Evangelista z Majdalény (N4rodni galerie v Praze);
Sv. Jan Evangelista z Oplakavani ze Zvikova
(Zvikov); Sv. Katefina (?) z Bavorova (AlSova
jiho&eska galerie v Hluboké n. Vlt.), rovn&z Sv. Petr
z Petrovic u SuSice (Biskupstvi ¢eskobudg&jovické),
Sv. Petr z Budétic (Narodni muzeum).

70 Rezbif jihozapadnich Cech, kolem
1510—1515, Sv. Petr, Sv. Pavel, Sv. Bartoloméj, in:
Jihoéeskd pozdni gotika 1965 (cit v pozn. 15), s. 251,
¢. kat. 208—210 (autor hesla Jaromir Homolka); Fajt
— Chlumska 2006 (cit. v pozn. 35), & kat. 208—210,
s. 251; Helena Détiova, Poxdné gotické sochaf'stoi
jagellonského obdobi (1471—1526) % depozitdii Ndrodni
galerie v Praze, nepubl. disertaéni prace, Univerzita
Palackého v Olomouci, Olomouc 2013, s. 77—81,

¢. kat. 17 (vyhledano 20. 5. 2018); Jindra — Ottova
2013 (cit. v pozn. 6), s. 280—81.



71 Jindra — Ottova 2013 (cit. v pozn. 6),

&. kat. 84, s. 358—359, k souboru ze Lna¥

s. 280—281.

72 Viz pozn. 8.

73 Rys piiznaény zvlasté pro fadu praci ceuvre
Mistra Oplakavan{ ze Zebriku.

74 Jindra — Ottova 2013 (cit. v pozn. 6),

¢. kat. 101, s. 398—401.

75 Viz pozn 9.

76 Mai v3ak starf genezi, jak vyplyva ze srovnéani
s Assumptou z KFfistina (konec 15. stol., Biskupstvi
Eeskobudéjovické), nachazime jej i u Klanéni t#i
krdlii % Ceskyjch Budéjovic (Alsova jihodeska galerie

v Hluboké n. Vlt.).

77  Jiholeskd pozdni gotika 1965 (cit. v pozn. 15),

s. 159.

78 Viz Ivana Vernerovd, dodatek nepublikované
laboratorni zpravy 10/02, 2013, archiv chemicko-
-technologické laboratofe Narodni galerie v Praze.
Obé ¢&asti plintu byly pfekryty pfi minulé opravé
shodnou pfemalbou.

79 Viz nepublikovani restauratorska zprava
Very Dé&di¢ové a nepublikovana laboratorni zprava
Radky Sefcti &. 10/2, s pozdé&jsimi dodatky, archiv
restaurdtorského oddéleni a archiv chemicko-
-technologické laboratofe Narodni galerie v Praze.
80 Radka Sefcti, dodatek &. 4 k nepublikované
laboratorni zpravé 10/2 z 16. 3. 2015, a &. 5

z 20. 3. 2015.

81 Pl4st byl v minulosti zFejmé& vicekrat
opravovan a pfitom doslo pravdépodobné

i k radikdlnimu sejmuti pfedchozich vrstev

a novému navrstveni. Pruskd modf nejd¥ive po

r. 1704, b&Zngji pouzivina od 20. let 18. stol.,
dprava polychromie byla nejspide provedena
névazné na osazeni do barokniho oltafe v bilském
kostele.

82 Radka Sefcti, nepublikovany dodatek

k laboratorni zpravé 10/2 — dodatek &. 2

Z 9. 4. 2014 (vzorek €. 14 — zlacena rouska Krista,
okraj).

83 Viz pozn 13.

84 Na rouice byly na mén€ pohledovych mistech
ponechany kontrolni bloky této druhotné vrstvy.
85 Nisledné byly zbytky mladsi polychromie
retusi provazéany do celku.

86 Spatni soudrznost odkryvané vrstvy

s barevnym podkladem z¥ejmé zapficinila, Ze jiz
v minulosti doslo k jejim etnym drobnym i v&tsim
ztratam, které byly rtizné lokilné opravoviny

a pfemalovany.

87 Dochovala se jen ¢aste¢né v hloubkach
modelace.

88 Pod ni byly zaznamenény &aste¢n€ dochované

zelené a hn&dé vrstvy — viz Radka Sefcit, dodatek
¢. 6. k laboratorni zpravé 10/2 ze dne 20. 4. 2017
(vzorek &. 19).

89 Kovové spojky byly ponechény s ¢4ste¢né
dochovanymi polychromnimi vrstvami na povrchu.
90 Hurfe navzdjem odlisitelné vrstvy se nachazely
na inkarnatech, naopak druhotné pfevrstveni na
Satu i plasti Panny Marie bylo snéze patrné.

91 Zde byla v minulosti ztracend hmota dfeva,
rozpadla na prach, doplnéna tmelem z lipovych
pilin.

92 Pro dal3f studium byl ponechdn na méné
viditelném mist& vzorek novodobé pifemalby
zelenym natérem.

93 K postupu v zivére¢né fazi restaurovani
podrobnég viz nepublikovana restauratorska zprava
Very Dé&di¢ové, archiv restauratorského oddéleni
Narodni galerie v Praze.

Seznam vyobrazeni

1 Sv. Jakub a Mdari Magdaléna z Bilska, po 1508—1515.
AlSova jihoceska galerie v Hluboké n. VIt. Foto: Narodni
galerie Praha.

2 Pieta z Bilska, po 1508—1515, stav pred restaurovanim.
Rimskokatolicka farnost Bilsko. Foto: Narodni galerie Praha.

3 Pohled do lodi kostela sv. Jakuba Vétsiho v Bilsku, oltar
Bolestné Panny Marie. Foto: Antonin Hala, reprodukovéano
z farni pamétnice.

4 Sv. Jakub a Mdri Magdaléna z Bilska a Pieta z Bilska,
po 1508—1515. AlSova jihoceské galerie v Hluboké n. Vit.,
Rimskokatolicka farnost Bilsko. Foto: Narodni galerie Praha.

5 Oplakdvani Krista ze Zebrdku, Mistr Oplakavani
Krista ze Zebréku, kolem 1510, detail sv. Mafi Magdalény.
Muzeum hl. mésta Prahy. Foto: Narodni galerie Praha.

6 Opracovani zadnich stran.

6a Pieta z Bilska, po 1508—1515. Rimskokatolicka farnost
v Bilsku.

6b  Sv. Jakub Vétsi a Mari Magdaléna, po 1508—1515.
AlSova jihoceska galerie v Hluboké n. VIt.

6C  Sv. Petr ze Lndr, kolem 1510—1515. Biskupstvi
¢eskobudéjovické.

6d Sv. Bartoloméj ze Lndr, kolem 1510—1515. Biskupstvi
¢eskobudéjovické.

6e  Madona z Malsina, Mistr Oplakavani Krista ze
Zebréaku, kolem 1515. Narodni galerie Praha.

Foto: Narodni galerie Praha.

7 Pieta z Kadova, kolem 1510, Rimskokatolicka
farnost Kadov. Foto: Narodni galerie Praha.

8 Pieta z Bilska, po 1508—1515, detail tvare Krista, stav
v priibéhu restaurovani. Rimskokatolicka farnost v Bilsku.
Foto: Narodni galerie Praha.

9 Pieta z Bilska, po 1508—1515, detail tvaie Panny Marie,

stav v pribéhu restaurovani. Rimskokatolicka farnost
v Bilsku. Foto: Narodni galerie Praha.
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10 Srovnani detailt rezby.

10a  Sv. Jakub Vétsi a Mari Magdaléna z Bilska, po
1508—1515, detail ruky sv. Jakuba. AlSova jihoceska galerie
v Hluboké n. Vlt.

10b  Sv. Petr ze Lndr, kolem 1510—1515, detail ruky
sv. Petra. Biskupstvi ¢eskobudéjovické.

10c  Sv. Bartoloméj ze Lndr, kolem 1510—1515, detail
ruky sv. Bartolomé&je. Biskupstvi ¢eskobudé&jovické.

10d  Oplakdvéni Krista ze Zebréku, Mistr Oplakavani
Krista ze Zebraku, kolem 1510, detail ruky Panny Marie.
Muzeum hl. mésta Prahy.

10e,f Pjeta z Bilska, po 1508—1515, detail ruky Panny
Marie. Rimskokatolicka farnost v Bilsku.

Foto: Narodni galerie Praha.

11 Srovnani detail fezby.

11a  Sv. Jakub Vétsi a Mari Magdaléna z Bilska,

po 1508—1515, detail tvare sv. Jakuba. AlSova jihoceska
galerie v Hluboké n. VIt.

11b  Sv. Bartoloméj ze Lndr, kolem 1510—1515, detail
tvare. Biskupstvi ¢eskobudé&jovické.

11c  Sv. Petr ze Lndr, kolem 1510—1515, detail tvare.
Biskupstvi ¢eskobudé&jovické.

12  Pieta z Bilska, po 1508—1515, detail $atu Panny Marie,
stav po restaurovani. Rimskokatolicka farnost v Bilsku. Foto:

Néarodni galerie Praha.
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13 Pieta Pané z Ceskych Budéjovic, Mistr Oplakéavani
Krista ze Zebraku, kolem 1515. Al$ova jihoceska galerie
v Hluboké n. VIt. Foto: Narodnf galerie Praha.

14  Pieta z Bilska, po 1508—1515, trnova koruna,
detail drevni hmoty poskozené drevokaznym hmyzem.
Rimskokatolicka farnost v Bilsku. Foto: Narodnf{ galerie
Praha.

15  Pieta z Bilska, po 1508—1515, stav v priibéhu
restaurovani, snimani premaleb. Rimskokatolicka farnost
v Bilsku. Foto: Narodnf galerie Praha.

16 Pieta z Bilska, po 1508—1515, stav v priibéhu
restaurovani, snimani premaleb. Rimskokatolicka farnost
v Bilsku. Foto: Narodni galerie Praha.

17 Pieta z Bilska, po 1508—1515, stav po restaurovani.
Rimskokatolicka farnost v Bilsku. Foto: Narodnf
galerie Praha.



MATERIALIE

Portrét hakima Sifa'iho ze sbirky
Narodni galerie Praha v kontextu
tvorby Riza-ji “Abbasiho, jeho dilny
a epigonu: Supplementum’

KRISTYNA RENDLOVA

V roce 2015 byla v Bulletinu Narodni galerie v Praze publikovana studie predstavujici podo-
biznu hakima Sif4’itho, basnika a dvorniho 1ékare perského $4ha ‘Abbase 1., ze Shirky uméni
Asie a Afriky Narodni galerie Praha, a to v kontextu teorie o nedochované piivodni predloze
portrétu z ruky snad nejikonictéjsiho perského malife Riza-ji ‘Abbasiho a dal$ich tifi existuji-
cich kopii zhotovenych mistrovymi Zaky a epigony.2 Pravé prirazeni ¢tvrtého — prazského —
portrétu (obr. 1)* k sérii do té doby znamych tii verzi téhoz dila,* jez studie prinesla, vneslo
nové svétlo zejména do problematiky datovini ptivodniho Riza-ji ‘Abbasiho originalu, nebot
prazsky portrét mu byl svou dataci historicky nejbliZe. Nyni lze k sérii ¢ty kopii prifadit
portrét paty, a to ze sbirek knihovny Muzea palace Topkap: v Istanbulu. Inskripce a zejména
vrodeni této paté podobizny hakima Sifa’iho si zadaji aktualizovat zavéry vyslovené ve vyse
uvedené studii. Zaroven cely soubor — €itajici timto pét dochovanych verzi téhoz portrétu,
jez znazornuji konkrétni a prinejmensim ve tfech pripadech inskripci jmenovité identifi-
kovany portrétovany subjekt’ a vykazuji velmi vysokou miru formélni podobnosti — repre-
zentuje jednu z nejpocetnéjsich znamych sérii kopii portrétu konkrétni historické postavy

v ramci malifské praxe Iranu 17. stoleti.

Pata — istanbulska — Klicovg slova . ) )
verze portrétu hakima Sifé'ino o L s 0 s, port pers
Podobizna sediciho muZe (obr. 2), jehoz

lze v kontextu ostatnich &yt verzi téhoz

portrétu identifikovat jako hakima Saraf

ad-Din Hasana, zvaného téz Sifa’i Isfahani,

je soucasti perského alba (muraqqa‘) ve sbir-

kach knihovny Muzea paldce Topkap1.® Je

vyvedena barvami a tu3i na papirovém foliu

o rozmé&rech 14 x 9,5 cm (vetn€ podlepu

34,1 x 22,7 cm). Odé&v a pozice postavy jsou

takika identické s ostatnimi verzemi téhoz

dila, pouze muZ na istanbulském portrétu

ma pieviazané nohavice a vyrazné je i modré

Bulletin of the National Gallery Prague XXVI11/2018

195



lemovini na rubu dolnfho okraje roucha.
Raseni a z4kladni barevné ladéni odévu maji
nejbliZe k britské kopii, byt barevny tén je

u istanbulského portrétu znaéné tlumenéjsi
a pravé tak chybé&ji jakékoli psaci potfeby.
Fyziognomif a vyrazem tvif¥e m4 istanbul-
sky portrét nejblize k verzi prazské a fran-
couzské. Stejné jako u francouzské kopie je
zcela eliminovan naznak jakéhokoli pozadi.
Specificky je pak vyrazn& kresebny charakter
a dominujici tmava obrysova linie.

V levém dolnim rohu nese folio inskripci:
sSab-e sih-Sanba, pandZum-e Sahr-¢ Radzab’ul-
mardzab sane 1036 / in sirat-e tab’... Rezd-je
‘Abbdsi* (,iterniho vecera pdtého dne mésice
Red%eb roku 1036 / Rezd-je ‘Abbdsi... dokon-
¢il tuto malbu“). PfestoZe p¥imo identitu
portrétovaného tedy népis nespecitikuje,
uvadi dataci, jez koresponduje s 22. bfeznem
roku 1627, a také evokuje, Ze se jedna o dilo
Rizé-ji ‘Abbéstho.

Album, jehoz je istanbulska podobizna
hakima Sifd’tho sou&asti, obsahuje celkem
osmnict folii: tvodni folio se susenymi
lisovanymi kv&tinami,” Sestnict pfevazné
kresebné provedenych a svou kvalitou riz-
norodych portrétd samostatnych postav
v perském safijovském stylu isfahénské skoly®
a sedmnéct kaligrafickych lista.” N&které
kresby nesou signace jako napiiklad ,Sadiqi
Beg” (fol. 4b), ,Muhammad ‘Ali“ (fol. 10b)™ &
,Bihzad“ (fol. 15a).

Velmi omezené zminky v sekundérni lite-
ratufe doklddaji, Ze album doposud, mozZna
z pochopitelnych divodt své mensi atrakti-
vity, unikalo pozornosti badateltt — nezmi-
fiuji ho relevantni monografie vénované
perské malbé a kresb€ ani Zadny z katalogt
predstavujici souhrnné vybrané islamské
rukopisy a alba ze sbirek knihovny Muzea
paldce Topkap1." Jedinou zminku, jiZ si je
autorka v€doma, p¥inasi studie Zeki Velidi
Togana, jenZ stru¢né€ uvadi: ,H. 2146 sestdvd
% 18 listii a obsahuje dila od Imada al-Husejina,
Velidzana Naqqase a rovnés portrét Sadiqi Beka
z Tebrizu, spisovatele v éagatajstiné.“** Déle kon-
krétné k foliu 4b v popisku dodéva: ,Portrét
§dha Ismaila % pera jeho soucasnika Sadiqi Beka
EfSara, tureckého malive % Azerbajdzdnu. Ten byl
také autorem biografii umélcii a bdsnikii, neddvno
vydangjch v Tebrizu.“

Na zdklad€ této kratké zminky se lze
domnivat, Ze Togan piipisuje n€které
kaligrafické listy proslulému perskému
kaligrafovi ptisobicimu na dvofe §4dha
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‘Abbése 1., ‘Imad al-Hasanimu (+ 1615). Jako
dilo Veli DZana pak pravdépodobné uréuje na
zakladé€ signace portrét sedictho mladika se
sokolem (fol. 13a). Kone¢né& co se tyée Sadiqi
Bega, Togan ¢te signaci na foliu 4b, spravné
uvadi maliFiv turkicky ptivod a poukazuje

na jeho dilo Mad#ma‘ al-Chvass (Shromdzdéni
nejlepsich = nejlepsich).” Potvrzeni & vyvraceni
autenti¢nosti uvedenych signaci a Toganovych
tvrzeni by bylo nad rimec této zpravy. Je viak
pfinejmensim na misté zpochybnit Togantv
zaver, ze portrét kle¢iciho mladika znazor-
fiuje konkrétné §dha Isma‘ila II. — pFestoZe
Sadiqi Beg (1533/34—1609/10) byl souéasnikem
§aha Ismé‘ila II. (1537—1577) a pasobil mimo
jiné také v jeho sluzbéch, portrétovaného
neidentifikuje Zadna inskripce.’® Zavérem pak
nutno podotknout, Ze folio signované ,Riza-ji
‘Abbési“ Togan nikterak nezmiriuje.

Portrét neuvadi ani Sheila Canby ve své
monografii zabyvajici se timto vyznamnym
perskym malifem, a to navzdory pozornosti,
kterou vénuje i mnohym z hlediska auten-
ti¢nosti spornym, ba pochybnym signacim,
aby je povétsinou néasledné definitivné vyvra-
tila.” Prav€ mezi dila, u nichZ je tfeba Rizé-ji
‘Abbasiho autorstvi navzdory signaci odmit-
nout, patfi nepochybné i pojedndvany istan-
bulsky portrét hakima Sifa’tho — kvalita a styl
kresby nenapovidaji ani v nejmensim, Ze by
se mohlo jednat o mistrovo dilo.

Zavér

Portrét ze sbirek knihovny Muzea palice
Topkap: tedy, co se ty¢e svého autorstvi,
neznameni zcela zfejmeé zdsadni prilom ve
smyslu ,objeveni” nedochovaného Rizé-ji
‘Abbésiho originalu Sifd’tho podobizny, jejz
zmifiuje Mu‘in Musavvir v inskripci na své
kopii ve Shirce prince a princezny Sadruddin
Aga Khan. Lze jej tudiZ v tomto ohledu
zafadit po bok britské a francouzské kopie,
jeZ nepravou signaci bud stile nesou, coz je
pripad hakima Sifs’tho v British Museum, ¢i
nesly pfed jejim vymazanim, jako je tomu

u portrétu ze sbirek Bibliothéque nationale
de France.

Nesporn€ zajimavéjsi je viak uvedené vro-
¢eni, jeZ je nejranné&jsi ze viech datovanych
portrétt hakima Sifa’tho — Mu'‘in Musavvir
dokon¢il svou kopii v patnactém dni mésice
Muharram roku 1085 AH (21. dubna 1674),'
francouzsky portrét nesl pfed jejim smaza-
nim dataci 1043 AH (1633—1634) ? a koneéné
na prazském portrétu je uveden rok 1038 AH



(1628—1629). Inskripce na britském portrétu
pak rok vzniku neobsahuje, aviak provedeni
naznaduje, Ze jde spiSe o pozdé&jsi kopii.
Istanbulsky hakim Sifa’i tak svym datem
vzniku patého dne mésice RadZab roku 1036
(22. bfezna 1627) pfedchézi o rok az dva
prazsky portrét a dale tak posouva pravdé-
podobné vro¢eni nedochovaného Riza-ji
‘Abbésiho originalu.

Pfipometime zde jen, Ze Mu‘in Musavvir
datuje vznik mistrovy pfedlohy do roku 1044
AH (1634—1635),% coz by vzhledem k prav-
dépodobnému roku tmrti hakima Sifa’tho,
jez prameny zasazuji do patého dne mé&sice
Ramadénu roku 1037 AH (9. kvé&tna 1628) &i
do roku 1038 AH (1628—1629),% znamenalo,
Ze Riza-ji ‘Abbasi zhotovil Sifd’tho podobiznu
priblizn€ sedm let po skonu portrétovaného.
To vyvolavalo pochybnosti jiz u Abolala
Soudavara jesté dfive,?? nez Mu‘in Musavvi-
rovo vro&eni vyvritily datace francouzského,
prazského a nyni i istanbulského portrétu.
Prazska malba pak doloZila, Ze original
nevznikl pozdéji neZ v roce 1038 AH (1628—
1629), tedy priblizné kolem roku Sifd’tho
smrti. Istanbulsky portrét nyni, at jiZ je jeho
datace vro¢enim zhotoveni kopie, ¢i pfesné
cituje dataci pfedlohy — snad mistrova dila —,
teorii o nejzaz§im datovéni origindlu posouvi
jesté piiblizn& o dva roky diive.

Casovy rozptyl mezi jednotlivymi zndmymi
kopiemi portrétu hakima Sifd’tho ¢ini tedy
pfinejmensim sedm, respektive takika pade-
sat let v pripadé Mu‘in Musavvirovy malby,
jez vSak byla dokonéena dodate¢né mozna
v nostalgii p¥fipadného zadavatele ¢ samot-
ného malife v pozdni fazi jeho kariéry,? jak
by naznacovalo i jeho dokonéeni podobizny
znazoriujici samotného Riza-ji ‘Abbéastho
CtyTicet let po mistrové dmrti.* Cela série
tak ndzorné ilustruje, jak rozséhla byla praxe
kopirovani d€l mistrdl v tradici perského
malifstvi 17. stoleti. Dle povédomi autorky
muZe sérii portrétd hakima Sifd’tho, co do
poctu dochovanych kopii podobizen zna-
zortiujicich konkrétni, jmenovanou postavu,
sKonkurovat” snad jen série pé&ti portrétt
ilustrujicich $irdzského pozlacovade, mistra
Muhammada ‘Aliho (obr. 3).%

THi z portrétt mistra Muhammada
‘Aliho — ty ze sbirek Museum of Fine
Arts, Keir Collection a The Metropolitan
Museum of Art — nesou do dnesnich dnt
signaci Rizé-ji ‘Abbasiho, jejiZ autenti¢nost
vSak byla Sheilou Canby ve v3ech pfipa-

dech vyvricena.* Ctvrty portrét, ze sbirek
Bibliothéque nationale de France, jenz se,
nutno podotknout, nachéazi ve stejném albu
jako francouzska kopie podobizny hakima
Sifa’tho, se zd4 pri zb&Zném prozkoumani
také ptivodné obsahovat inskripci evoku-

jici Riza-ji ‘Abbéstho autorstvi. Stejné jako

u folia s hakimem Sif4’im i zde vsak byla
tato inskripce nasledné€ smazana a jeji pfesné
¢teni by si zaddalo dikladné prostudovani
alba in situ, jeZ bohuZel nebylo v sougasnych
moznostech autorky. Nicméné& skute¢nost,

ze série s vyobrazenimi Muhammada ‘Aliho
predstavuje jako ukazka praxe kopirovani
mistrova dila jeho Ziky pozoruhodnou para-
lelu k sérii podobizen hakima Sifa’tho, pod-
poruje i jedna z inskripci na patém portrétu
Muhammada ‘Aliho, a to z ptvodnich sbirek
Dirkana Khana Kelekiana. Ta v pfekladu
Rudolfa Reifstahla uvadi: , Miij mistr tento obraz
namaloval sedmého dne mésice Ramazan, 1020
(pondéli, 14. listopadu 1611).“” Je tak zfejmé, Ze
vroCeni kopii mohlo byt v dobové malifské
praxi stejn€ tak dataci vyhotoveni kopie, jako
i ptvodni ptedlohy.

Z péti dochovanych podobizen hakima
Sifa’tho je prazska kopie zjevné& svym malif-
skym provedenim nejcitlivéjsi a také se zda
byt nejvnimavéjsi k portrétovanému modelu.
Hakim Saraf ad-Din Hasan musel dle dobo-
vych prament zemfit ve v€ku pfiblizné&

72 &i 82 let, nebot jeho narozeni je datovino
do roku 956 AH (1548—1549) ¢i 966 AH
(1558—1559).28 Pravé prazsky portrét basnika
a lékare ze viech nejvice vystihuje jako muZe
postarsiho, ztélestiujictho uenost, moudrost
a dugevni vyzrilost. Mél-li byt hakim Sifa’i
portrétovan Rizé-ji ‘Abbasim ve svém vy3§im
v€ku a v ramci pozdni tvorby maliFe, jak
naznad&uji datace kopii a jak by korespondo-
valo i s patrnymi fadzemi Riza-ji ‘Abbasiho
tvorby, pak praZzsky portrét i po pfifazeni
istanbulské kresby evokuje, Ze je svou for-
mou nejverngjsi originilu, pfestoZe co se tyce
vroCeni, ho nyni v historické blizkosti ,pfed-
biha“ istanbulské dilo.

Prazsky portrét spolu s Mu‘in Musavvi-
rovou podobiznou hakima Sifa’tho i nadale
psobi dojmem, Ze se jedna o kopie dle
origindlniho mistrova dila, zatimco ostatni
tfi vyobrazeni byla bud volné&jsi, popii-
pad€ méné umnou adaptaci ¢ kopif kopie.

S ohledem na podobnost mezi Mu‘in
Musavvirovou podobiznou Riza-ji ‘Abbéasiho
a prazskym portrétem hakima Sifd’tho,
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zejména v jemné modelaci tvafe, se znovu
vkrada otdzka pripadné déasti Mu‘in Musav-
vira na praZském portrétu. Je p¥itom zahodno
uvést, ze pivodni domnélé datovini Mu'‘in
Musavvirova narozeni do obdobi kolem roku
1617 bylo ned4dvno Robertem Engem posu-
nuto do let 1610—1615 s argumentem, Ze
Mu'‘in Musavvir musel nastoupit do uéeni

k Riza-ji ‘Abbasimu kolem roku 1630.% Tato
teorie Mu‘in Musavvirovy participace na praz-
ském portrétu se tedy nyni jevi z historického
hlediska jako realné&jsi, aviak pfesto nadile
pro nedostatek jakychkoli dalgich prikaznych
argumentd jinych nez formalni podobnost
dél ztstava pouhou spekulaci.
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Restaurovani
japonskych dievoiez( ukijo-e
v Narodni galerii Praha
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Japonské drevorezy ukijo-e se diky svému pivabu staly oblibenym vyvoznim artiklem a jsou
v hojné mire zastoupeny v kolekcich muzei a galerii i v soukromych sbirkach. Studie stru¢né
popisuje technické aspekty dievorezii, charakteristiku tradi¢né pouzivanych materiali,
typicka poskozeni a zpiisoby jejich oSetfeni. Na zavér doporucuje, jakym zptisobem by mély
byt di‘evoiezy bezpetné vystavovany a uchovavany.

Kli¢ova slova
restaurovani, japonské drevorezy, ukijo-e, japonsky papir,
japonsky tisk
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Sbirka japonskych dievorezii v Narodni
galerii, ¢itajici kolem &tyf tisic tiskd, obsa-
huje vyznamny pocet volnych listt i¢imai,
ilustrovanych knih ehon, obrazovych alb nebo
dfevofezil adjustovanych ve formé& zavés-
nych svitktl a v&jiFt. MiZeme zde nalézt jak
nejstarsi ernobilé tisky z konce 17. a zaéatku
18. stoleti, vrcholni dila japonského tiskaf-
stvi pestrobarevnych tisk® nisikie (brokatové
obrazky) z 18.—19. stoleti i vjrazné anilinové
tisky z druhé poloviny 19. stoleti.

Z nepochopeni materidlové podstaty a bez
hlubgich znalosti o technologii vyroby japon-
skych dfevofeziti dochazelo a stile n€kdy
dochéazi k nevhodnym zasahtim, které lec-
kdy nenévratné dfevofez niéi a snizuji jeho
historickou i estetickou hodnotu. Pro zvoleni
vhodného zptisobu restaurovani je znalost
tradi¢nich materialt a technologii naprosto
nezbytni. Zamérem této zpravy je proto
uvést technické aspekty asijskjch materidla
a jejich typicka poskozeni, ktera u japonskych
dfevofezti nalézame, i jejich vhodné o3et¥eni
v souladu s doméci tradici. Text je doplnén
restauratorskou fotodokumentaci dievofezii,



kter4 tato poskozeni a restauratorské postupy
ilustruje.

Technické aspekty

Japonsky d¥evofez se fadi k tisktim z vysky.
Jeden barevny obraz je vytvoFen soutiskem
né&kolika d¥evénych matric — pro kazdou
barvu je zhotovena jedna matrice. Tiskova
barva se nanasi na matrici, pak je na ni
svrchu poloZen provlhéeny ruéni papir, po
jehoZ povrchu se krouzZivymi pohyby pfejizdi
tiskafskym polstatkem barenem.*

Matrice je otiskovana do ru¢niho papiru
wasi zhotoveného z lykovych vldken oddéle-
nych od vnitini kiry stromt kézo (kef z ¢eledi
moru3ovnikovitych). Z lyka kdéza se po napa-
Feni mechanicky odstrani vrchni vrstva kiry
a tato surovina je poté vafena v alkalickém
nalevu, ktery rozpusti n€které chemické latky
vyskytujici se pfirozené v Iyku (lignin, pektin,
hemicelul6zy).? Zméeklé lyko se vypere od
zbytkt alkilif a surovina se pak tluce dfe-
vénymi ty¢emi nebo palicemi, které vldkna
nekriti, ale rozvolni a zdrsni jejich povrch.
Takto upravena vldkna jsou velice dlouhd —
mohou mit mezi 6—20 mm.? Roztluéené Ijko
je rozmichéno ve vodé€ s piidavkem slizu
z kofFene ibiskovce (Hibiscus abelmoschus).*
Vlastnosti suspenze a zafizeni Eerpaci vany
umoziuji papirnikovi ¢erpat tenké, rovno-
mérné a velice pevné archy dlouhovldknitého
papiru, které se po lisovani susi ptihlazené
na dfevénych deskach vystavenych sluneé-
nimu svitu.

Druh papiru tradiéné pouZivany pro tisk
ukijo-e se nazyva héso. Jedna se o vysoce
kvalitni papir z Cistého kdza, ktery vydrzi cely
tiskovy proces a vyborné pfijima tiskovou
barvu. M4 také dobrou rozmé&rovou stilost po
navlhéeni, coZ ma zasadni vliv na dokonaly
soutisk jednotlivych ploch. Papiry pouzi-
vané pro tisk jednotlivych vyobrazeni byvaly
obvykle hutnéjsi s vy33i opacitou, které se
docililo pfidanim surového ryzového skrobu
do papirové suspenze. Aby se tiskova barva
pfi tisku nerozpijela, mohl byt povrch zakli-
Zen natérem ddsy, roztokem Zelatiny nikawa
s pfidavkem kamence, ktery ma schopnost
sitovat kolagen, a tudiz &inf Zelatinu neroz-
pustnou. Vyjimku v3ak tvo¥i dfevofezy
nazyvané surimono,> pro néz se ¢asto pouzival
papir hdso té nejvyssi kvality, neklizeny nebo
jen velice slab& kliZeny, aby tiskafi umoZnil
dosahnout specifickych tiskovych technik
a plastického reliéfu.

Pro pf¥ipravu tiskovych barev se pouZivaly
jak mineradlni pigmenty, tak rostlinna bar-
viva vazand na substrit. Jako pojivo slouzila
pasta himenori vyrobena z ryze,” pro hrubsi
mineralni pigmenty nebo kovové prasky jako
pojivo Zelatina nikawa.

Typicka posékozeni japonskych difevoiezi

Japonsky ruéni papir je diky vstupnim suro-
vindm a technologii vyroby velice odolny viéi
starnuti. Pfirozené& obsahuje v&t§i mnozstvi
hemiceluléz, jez obaluji vldkna kéza a Eini
si uchovéiva pH v neutralni oblasti a pokud
neni pouZito pii klizenf enormni mnoZstvi
kamence (KAI(SO,),), japonské ru¢ni papiry
ohrozuje kyseld hydrolyza v mensi mife nez
papiry evropské. I pfesto se lze setkat s riz-
nymi druhy poskozeni, které mohou byt
zpusobené nevhodnou manipulaci, expozici,
uloZenim i degradaénimi procesy b&éhem
starnuti.

Japonsky papir, na prvni pohled tenky
a subtilni, je zdroven velice pevny a odolny.
ProtoZe jsme v evropském prostfedi zvykli
vSeobecné na silné&jsi archy, vyvoldva v nas
dojem, Ze by mél byt n&jakym zptisobem
zpevnén. Nejobvyklej§i opravou pak byva
celoplo3né podlepeni dfevofezu. Japonské
dfevofezy byly celoplodné i bodové podlepo-
vany nejcastéji silnymi lepenkami, kartony
i archy strojniho papiru, n€kdy za pouziti
§krobové pasty, jindy Zivo&isného klihu nebo
nejriznéjdich druht lepicich péasek (obr.

1). Celoplo3né podlepeni nebylo ve vét§ing
pfipadt nutné. Tyto materidly podléhajici
degradaci ligninu a kyselé hydrolyze v mno-
hem vy33i mife a vlivem starnuti zaéinaji
zbarvovat bélostny ru¢ni papir do Zluta,
lepidlem zanéseji strukturu papiru a méni
jeho charakter, ni¢i plasticky efekt otisku
dfevéné matrice a znemoztiuji pohled na
zadni stranu tisku. Na zadni strang tisku jsou
pfitom zachovany cenné informace — stopy
hladictho polstaiku baren i ptivodni kolo-

rit dfevofezu, pokud z licové strany doslo

k vyblednuti barev tisku (obr. 2). V pfipadé
celoploiného podlepeni mtze dojit k jejich
nenavratné ztraté.

Skrob, ktery se pridaval do papirové sus-
penze, aby zvysil opacitu papiru, mé&l n&kdy
tendenci se pfi Cerpani shlukovat. BEhem
starnuti papiru dochézi k optickému rozdilu
mezi shlukem a okolim. Tyto partie se pak
jevi jako svétlejsi skvrny (obr. 3).
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Japonsky papir mé pfirozené€ oteviené&jsi
strukturu. Snadnéji p¥ijima hrubé nedistoty
a prach, zaroveii absorbuje vzdusnou vlh-
kost. V pfipad€ manipulace je nachylny k odi-
rani a vytahovéni vldken z povrchu, které pak
tvoii smotky, do nichZ se opét snadno chyta
prach. Nej¢asté&ji jsou takto poskozené partie
v rozich, kde dochédzelo k pfimému styku
s prsty pii manipulaci.

Bé&Zné jsou také trhliny, odtrzené, §pinavé
a odfené rohy, riizné druhy lepicich pasek,
ztraty zptisobené nedetrnym sniménim téchto
pasek. Neztidka se objevuje biologické napa-
deni hmyzem, v japonském prostfedi pre-
deviim Cervotoem kostkovanym (Xestobium
rufovillosum). D¥evofezy byly uchovaviny
v d¥evénych krabi¢kach nebo v dfevénych
poli¢kach, jejichZz dfevo tento brouk napadal.®
Cestitky vyZrané jeho larvami jsou pomérné
Siroké, protoZe larva dosahuje velikosti aZ
11 mm. Japonskym papirim se nevyhybaji
ani plisné€ nebo foxing® v pfipadé ulozeni
v nevhodnych klimatickych podminkich
(obr. 4). Velmi ¢asté jsou prehyby v poloving
archu nebo zlomy u hrany s otvory po $iti,
pokud byl dfevofez v minulosti svizan do
knizni vazby. Pokud byl dfevofez fixovin
k podloZce bodové nebo po okrajich, v misté&
lepeného spoje dochézi k vinéni a deformaci
papiru, n€kdy i k odtrZeni rohd.

Rostlinné barviva jsou velice nestéls,
citlivd na svétlo a vlhkost, ndchylné k rozpi-
jeni. Jejich pFitomnosti se musi pfizptisobit
nasledny restauratorsky zasah. D¥evofezy
byly v Japonsku obvykle uchovavany v albu &i
pouzdie chranéné pred svétlem. V evropském
prostiedi byly naopak ¢asto rimovény a vysta-
vovany k obdivovani dlouhodobé& zavé3ené na
sténu. Vzhledem k tomu, Ze se v barevnych
vrstvach asto nachdzela barviva citlivd na
svétlo, tyto dfevotezy ztratily svilj ptivodni
kolorit nebo vybledly docela (obr. 5). Bohuzel
je toto poskozeni kumulativni, tzn. Ze se
svételné piisobeni b&hem zivota tisku séita
a reakce pokraduji i po ulozeni dfevofezu do
tmylo

Cervené a riizové plochy byly tistény nej-
Cast€ji barvivem beni ziskdvanym z okvétnich
listktl svétlice barvifské (Carthamus tinctorius).
Jako druhé nej¢astéji se vyskytujici éervené
barvivo tzv. akane pochazi z kofene mo¥eny
(Rubia akane, Rubia tinctorum).** Co se tyka zlu-
tych ploch, u starich tiskt z prvni poloviny
18. stoleti se vyskytuje pFedevsim pryskyfice
gumiguta a pozdé&ji v druhé polovinég 18. stoleti

Bulletin of the National Gallery Prague XXVIl1/2018

zejména barvivo ziskané z kofene kurkumy
ukon a karijasu ze stébel ozdobnice (Miscanthus
tintorius).

Z modrych rostlinnych barviv je nutné
zminit aobanagami z okvétnich listkt k¥izatky
obecné (Commelina communis) a indigo 4i z indi-
govniku (Indigofera). Aobanagami je povazo-
vrstvu japonskych dfevofezil. Toto barvivo
je extrémné citlivé na ptisobeni jak pfimé,
tak kolisavé vzdusné vlhkosti.*? VSechna vyse
uvedend barviva jsou citliva na svétlo a ukon
(kurkuma) je zna¢né€ senzitivni na vlhkost.
Obezfetni viak musime byt i v pfipadé zele-
nych a fialovych ploch, protoze tyto odstiny
vznikaly misenim priméarnich barev. Fialova
barva se nej¢asté&ji ziskdvala smisenim svétlice
a kiiZatky. V pfipad€ zelené ve starsich tiscich
nachizime kurkumu s k¥iZatkou, zatimco
v pozdéjsich se vyskytuje spise zlatozluty
mineral auripigment s indigem.?

Z pigmentt se v tiscich m@Ze objevit
lampova éerni (sumi), Cervené, Zluté a hnédé
okry, muslova bé&loba (gofun), olovnata bé&loba
(empaku), auripigment (kio) obsahujici jedovaty
arzen, drceni slida (kira), minium a rumélka
($u), velmi obliben4 pruska mod¥ (bero-ai),
velice zfidka azurit (gund%d) a malachit
(roku$o). Mosazné a cinové pigmenty mohou
imitovat kovové plochy, jako jsou Eepele
medt, nebo se objevuji ve vzorech kimon
a dopliikkt odévii. U hrubozrnnych pigmenti
mutiZe n€kdy dochazet vlivem degradace
pojiva ke spragovani.

V piipad& pouziti mosaznych praskd
dochézi ¢asto ke korozi mé&di, ktera se pro-
jevuje ztmavnutim plochy, prostupuje skrz
papir a degraduje vlakna celul6zy (obr. 6).

V nékterych piipadech miize dochézet
k vypadévani papirového podkladu v misté
tisku (obr. 7).

Na plochéch tisténych pigmenty na bazi
olova (minium, olovnat4 béloba) se vlivem
vzdusdnych polutantl mohou vytvéifet tmavé
zavoje (obr. 9). V japonském prostfedi je toto
poskozeni povazovino za druh patiny a neni
eliminovano. Ve star3i literature se uvadi, Ze
je mozné tuto patinu redukovat peroxidem
vodiku, bohuZel tento zidsah méni i odstin
pigmentt.*4

K barviviim citlivym na vlhko patfi pfede-
v8im ukon (kurkuma), beni (mofena), ai (indigo)

a aigami (kfiZatka). Vodné procesy nebo
vlhéeni musi byt providény velice obezfetné.
Pokud jsou barvy tisku neposkozeny blednu-



tim, jsou na vlhko mnohem citlivéjsi nez jiz
vybledla barviva. V p¥ipadé ¢isténi za vlhka
muze dochizet k migraci barviva skrz papi-
rovy podklad, takZe z licové strany bledne.
K tomuto procesu také dochazi pfi celoplos-
ném podlepovini, kdy se barvivo propije az
na podlepovy papir (obr. 10). Pokud v nékte-
rych mistech doslo k ptsobeni vody lokilng,
vznikaji zatekliny a rozpité skvrny, které je
obtiZzné a n€kdy nemozné odstranit (obr. 11).

Restaurovani japonskych dievofezi
Pouziti pFirodnich barviv ziskdvanych ptede-
v3im z rostlinnych zdrojt je tstfedni proble-
matikou pfi restaurovani japonskych dfevoie-
zl. Pfed samotnym restauratorskym zasahem
je tfeba provést chemicko-technologicky
prizkum a pokusit se alespoii ¢asteéné iden-
tifikovat pouZita barviva a pigmenty tisku,
aby bylo mozné sestavit nejvhodnéj3i a nej-
etrng&j3i postup. Identifikace probih4 nede-
struktivnimi technikami, nejprve pofidime
multispektralni zobrazeni ve svételném zafeni
o riznych vinovych délkich (infragervené IR
1700nm-780nm, denni viditelné zafeni VIS
780onm-380nm, ultrafialové UV380-360nm)
(obr. 12), poté pfistrojovym vybavenim.

V boénim svétle viditelného spektra docha-
zi ke zvyraznéni reliéfu tisku, zvyrazné-

ni zlom?, pfehybt a struktury papiru.
Sledujeme také, co se odehriava na rubové
strané& tisku. Zda se barevné plochy propiji,
zda se objevuji skvrny typické pro korozi
zplisobenou mosaznymi pigmenty. Plochy

s mosaznymi pigmenty jsou snadno identifi-
kovatelné po osviceni ultrafialovym svétlem,
kdy dochézi k jejich luminiscenci (obr. 13).
Sledujeme také svétélkovani a zmé&nu barev-
nosti barevnych ploch, kde se napiiklad
velice vyrazng projevuje auripigment zménou
odstinu ze zluté na odstin svitivé zlutého
zvyraziiovaée. Pro pozorovani v ultrafialovém
svétle pouzivime zdroje, které jsou opatfeny
filtry proti nezadouci &asti spektra.

Pro pozorovéni detaildl je vhodné pouzivat
USB mikroskop, za jehoz pomoci mtiZeme
zhotovovat jednoduse i fotografickou doku-
mentaci (obr. 6).

Identifikace rostlinnych barviv je ponékud
slozit&j3i. Velice ndpomocné mutze byt zob-
razeni tisku ve falesnych barvich, které je
zaloZeno na schopnosti riiznych materialt
odrazet infracervené zafeni. Napfiklad indigo
se ve falednych barvach projevuje jako jasné
Cervené, pruskd modf se zobrazuje fialové.

Touto technikou je tedy mozné rozligit modré
barvivo od modrého pigmentu, i kdyz se oku
jevi na pohled stejn&.”

Tiskové barvy jsou na dfevofezech nane-
seny ve velmi tenké plo3e, z tohoto dévodu
je pro detailn&jsi identifikaci nutné mit
vhodné pfistrojové vybaveni. Co se tyka
neinvazivnich metod identifikace barevnych
vrstev, laboratof Nérodni galerie Praha pro-
vadi rentgen-fluorescenéni analyzu (XRF)

a Rammanovu spektroskopii. V souéasné
dobé hledame zptsoby a testujeme, jaké tech-
nologie by ndm poskytovaly u japonskych
dfevofezi nejrelevantnéjsi vysledky.

Vzhledem k dlouhovlaknitému charakteru
japonského papiru a jeho oteviené strukture
neni vhodné povrch &istit mechanicky — pry-
Zemi a houbi€kami. V tivahu pfichizi ofou-
kéani necistot proudem studeného vzduchu,
pfipadn€ o¢isténi jemnymi $tétci. V n&kterych
pfipadech je moZné pouZit PU houbicky bez
obsahu latexu, které dobfe pfijimaji necistoty
a jsou zaroverni velice jemné (obr. 14).

Pokud jiz jsou na povrchu dfevofezu vytvo-
feny smotky vldken, odtindme je za pouziti
ostrého skalpelu a pinzety pod mikroskopem
(obr. 15). Okraje vldken je mozné k podkladu
pFichytit pomoci vodno-etanolového roztoku
éterti celulézy.

Pokud jsou na dfevofezu plochy ti§téné
citlivymi barvivy nebo kovovymi pragky,
musime omezit vodné procesy. Kratkodoba
ochrana barevnych vrstev fixaci, nap¥. cyk-
lododekanu, ¢asto nefunguje. Vzhledem
k tomu, jak dlouh4 vldkna kéza jsou a jak
nabiraji vlhkost, byva lokalni do€asné fixace
nefunkéni, a i pfes tuto ochranu mize dojit
ke krviceni barev. Ke konsolidaci spragujicich
se pigmentd miizeme pouzit vodny roztok
vyziny, aplikovany ultrazvukovym vyvije¢em
pary (obr. 16), nebo roztok vyziny v kom-
binaci s japonskou fasou funori, kterd brani
vzniku leskt (obr. 17). Aplikace byva velmi
Géinna i pfi nizkych koncentracich.

Pokud jsou barvy tisku stabilni nebo
vybledlé a uvazujeme o vodném ¢€isténi,
doporuéuje se ¢isténi v sendviéi z provlhdée-
nych filtraénich papird, do nichz se odsaji
degradaé¢ni produkty vzniklé v papiru b&hem
starnuti, ale nedochédzi k vymyvani hemi-
celul6z pfirozen& obalujicich vlidkna kdza
(obr. 18). Nedoporuéuje se koupani d¥evo-
Fez® ve vodni lazni. Hemicelul6zy vldkna
chrani a zvy3uji elasticitu papiru.’® Zaroven
by mohlo dojit k vyplaveni §krobu a zmé&né
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struktury papiru. P¥i lokdlnim ¢iténi okrajél
a skvrn mZeme vyuZit odsévaci sttl.
Regulujeme odsévani na mirny stupeti, aby
nedochizelo k migraci barevnych vrstey,
a postiZena mfista tupujeme a lokiln& zvlh&u-
jeme. Mizeme pouZivat vodno-etanolové roz-
toky, pfipadn€ s opatrnosti jini rozpoustédla.
Vlhéeni se nevyhneme, pokud potfebujeme
sejmout nevhodnou dublaz nebo lepici pasky.
Mnozstvi vlhkosti miiZzeme regulovat opét
pouzitim ultrazvukového vyvijeée pary nebo
goretexovou (sympatexovou) folii.
Problematika restaurovani d¥evofezil s kovo-
vym dekorem se podobé o3et¥eni archivalii
postizenych korozi Zelezo-galovych inkoustd.
Vodné procesy by se mély omezit na mini-
mum a dF¥evofez je nutné udrZovat ve stabil-
nim prostfed{ bez vykyvi vlhkosti, aby nedo-
chizelo k migraci médnatych iontd. Je mozné
uvazovat o lokdlnim odkyseleni plochy, oviem
v n€kterych pfipadech je dekor pFetidtén pres
podklad zhotoveny jinou barvou. Né&ktera
pfirodni barviva i pigmenty maji schopnost
mé&nit odstin v zavislosti na pH prostiedi.”
U mnoha dfevoFezti z sacké oblasti ze sbirek
Narodni galerie Praha jsme nalezli kovové
dekory zdobici plochy tisténé pruskou modii,
ktera je na alkalické prostfedi vysoce citliva
(obr. 13). Pokud by tedy bylo provedeno odky-
seleni papiru v misté ti§téném takovym bar-
vivem nebo pigmentem, doslo by k barevné
zmé&né plochy. V takovém piipad€ zpeviiu-
jeme kiehky papir lokdln& v mist& poskozeni
adhezivni klucelovou folii aktivovanou etano-
lem a rozhodné& neodkyselujeme (obr. 8).
Pokud potFebujeme vyspravit lokalné
trhliny & ztraty, vybirdme za timto téelem
kvalitni japonsky papir podobné struktury
a plodné hmotnosti jako original. Je potieba
dbat na vyrazné nizkou viskozitu lepidla,
nebot pokud je lepidlo pf#ili§ koncentro-
vané, dochizi k lokdlnimu smr3téni papiru
a ztvrdnuti v okoli lepeného spoje. Lepidlo
nanasime bud na hladkou nesavou podlozku
a sejmeme ho z podkladu poloZenim pisku
papiru, kterym defekt vyspravujeme, nebo
natirime péasky na dfevéném prkénku, které
odsaje pfebytetnou vlhkost. Velice vhodné
jsou vysprivky japanovou adhezivni folii
opatfené vrstvou Klucelu.** Pokud se tenké
pasky nebo zéplaty pfiloZi na jesté zavlhly
papir, vlhkost zdroveti aktivuje lepidlo
a nedochazi k Zddnému nebo jen velmi mir-
nému smr§téni, jeZ lze snadno vyrovnat pfi
nésledném vypnuti.
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ProtoZe byly papiry héso plnény surovym
§krobem, nedoporucuje se pouzivani vyhii-
vané §pachtle pfi vyspravovani defektt (3krob
zalind mazovatét pfi teploté 60 C°). V zah¥a-
tych partiich pak papir mtiZe zprihlednét.”

Skvrnky zptisobené shlukovinim $krobo-
vych zrn lze jen obtizné& redukovat. MiZeme
nicméné redukovat necistoty v okoli, aby se
zmirnil opticky rozdil.»

Pokud je nutné provést celoplodné podle-
peni, vybirdme kvalitni japonsky papir nizké
plodné hmotnosti, abychom neomezili viditel-
nost elementd na rubové strané objektu. Jako
lepidlo pouzivime fedény pSeniény Skrob
nebo opét japanovou adhezivni folii s vrstvou
Klucelu aktivovanou lihem.

Pro vyrovnani japonského dfevofezu
je podle vychodoasijské tradice nejvhod-
né&jsi technikou vypnuti na desce karibari.
Tento zplsob zachoviva ptvodni strukturu
japonského papiru spolu s plastickym efek-
tem tisku, coZ jsou typické znaky, které se
mohou v p¥ipadé lisovani nendvratné zniéit.?
Nékteré dfevorezy tist€né na tenkém papiru
si mtzeme dovolit v m&kkém sendvi¢i napf¥.
z plsti nebo filtra¢nich papird obtizit lehkou
z4at&zi, ale stdva se, Ze se papir i pfesto vlni
a nevyrovni. Pravdépodobné tato vlastnost
vychézi z procesu vyroby, kdy se Cerstvé
naferpané archy papiru susi piihlazené na
dfevénych deskach, a proto je z jejich pod-
staty napinédni také nejvhodnéjsi zptisob pro
jejich vyrovnani.

Vnitini d¥evénd konstrukce karibari je tvo-
Fena latémi, vzdjemné do sebe zasazenymi
a zk¥iZenymi tak, aby se minimalizovalo
krouceni pfi zvySené vlhkosti. Jsou ze dieva
cypfise hinoki, které je lehké, odolné, mini-
malng& se krouti. Tato d¥evéna konstrukce je
potom polepena né&kolika vrstvami papiru
v pfesném sledu a povrch naimpregnovéan
pomoci kakisibu, tj. fermentované §tavy nezra-
1ého ovoce kaki (Diospyrus japonica). Deska
karibari je vyrobena tak, aby minimalizovala
nebezpedi potrhani objektu v dob& schnuti.
Papirovy pokryv desky spolupracuje s dilem
a v zavislosti na vzdu3né vlhkosti se povoluje
a smrituje. Pokud se restaurovany objekt
vypind, vzdy jsou k jeho okrajim pfipojeny
pomocné pasy japonského papiru utatého
vodnim fezem, provadi se to ve v&t§ing
pfipadt pouze za dlouhd vlikna p3eni¢nym
gkrobem (obr. 19). Na karibari je posléze
mirn& zvlhéeny dfevofez pfilepen ze viech
stran pouze po okrajich pomocnych pasi.



B&hem procesu schnuti se vlakna objektu
stejnomérné vyrovnéavaji a pomalu se podii-
zuji novému tvaru (obr. 20). Restaurovany
dfevofez musi byt napnuty minimalné po
dobu tif tydnt, aby nedoslo k navriceni
defekti. Namisto desky karibari miizeme pou-
zit desku s hladkym povrchem ze d¥eva chu-
dého na pryskyfice. Dfevéni deska ale neni
schopna s vypinanym objektem spolupraco-
vat stejnym zptsobem jako karibari, takze je
velice dtlezité odhadnout intenzitu zvlhéeni.
V pfipad€ extrémné kiehkych objektt je
mozné zvlh&ené dilo pfekryt svrchu archem
zvlh&eného rayon papiru nebo jiného vhod-
ného papiru a ten pfilepit po vech stranich
okolo vyrovnévaného originalu. Original
se tak vyrovnava prostfednictvim vypinéni
svrchni vrstvy, aniz by byl sdm naméhén.?
RetuSe provadime pouze na dopliicich,
z original® jsou ve v&tsing piipadt kom-
pletn& neodstranitelné. PouZivime akvarelové
barvy, pastely, pfipadné pigmenty pojené
vhodnym pojidlem dle pot¥eby (Zelatina,
vyzina, arabskd guma, Paraloid B72). Podklad
pod retudemi je n€kdy t¥eba zakliZit, protoZe
dlouha vldkna nepfijimaji barvu rovnomérné.
Tradién€ se ke kliZzeni povrchu pouziva
ddsa — roztok Zelatiny a kamence (koncent-
race kamence nesmi pfesahnout hranici 5 %)
i mléko ze sé6jovych bobil (¢insky zptisob).
Jednim z konzerva¢nich pfistuptl je moz-
nost podloZeni dfevofezu vhodnym karto-
nem ¢&i lepenkou a aplikace retufovanych
dopliikd pfimo na tento karton, zdplaty tak
nejsou p¥imo fixovany k originalu. D¥evofez
je pak pFipevnén ke kartonu pomoci papi-
rovych paskt (V-hinges) pfi hornim okraji.?
Manipulace s dfevofezem pFipevnénym
k pevnéjsi podlozZce je velice vyhodna. Tento
zpusob adjustace je vhodny pro expozici na
plocho ve vitrinich.

Dlouhodobé uloZeni, vystavni reZim

a manipulace

Preventivni konzervace a Setrné zachézent
poméhé udrzet v dobrém stavu nejen japon-
ské dfevofezy. Vzhledem k tomu, Ze tato dila
travi vétSinu své existence uzaviena v depo-
zitafich, je dileZité vybrat vhodné materi-
ly, které je ochrani. Na rozdil od béZnych
materidlt archivni kvality opatfenych alkalic-
kou rezervou, je vhodné japonské dievorezy
ukladat do obalek a paspart spliiujicich stan-
dardy pro fotografické materialy. Protoze je
velké mnozstvi rostlinnych barviv a pigmentt

na japonskych tiscich citlivjch na alkalické
prostiedi, materidly bez alkalické rezervy
jsou k tomuto Géelu vhodné&jsi. Ve Sbirce
uméni Asie a Afriky jsou postupné dfevore-
zy vyjimany z nevhodnych starych paspart

a kyselych papirt a prebaloviny do obélek

z transparentniho papiru glassin s neutrdlnim
pH bez alkalické rezervy.

Material pro pasparty také vybirime nejlépe
takovy, ktery je nekysely a zaroverti bez alka-
lické rezervy. Vzhledem k tomu, Ze vé&t3ina
dé&l po vystavé a vyramovani v paspartach jiz
zUstava, je dobré vybirat pro jejich vyrobu
adekvitni material. Dtlezité je spravné upev-
néni objektu do pasparty tak, aby v pripadé
potieby bylo mozné dilo z adjustize opét
snadno demontovat.? Zivésy z japonského
papiru nebo jiného tenkého papiru k d¥e-
vofeztim fixujeme snadno odstranitelnym
lepidlem, napiiklad p3eni¢nym Skrobem
nebo éthery celulézy. Snazime se, aby okno
pasparty bylo o par milimetrd v&t3i nez ori-
ginal, aby nedochazelo k zatiZeni a pfekryti
okrajt. Je vhodné, aby byla snadno pfistupna
i zadni strana tisku, proto je nejvhodné&jsi
fixovat papirové zavésy tak, Ze se pasek
zahne pod tisk a poté se prelepi druhym
prouzkem papiru, tzv. V-z4avés. Pokud se tisk
vyrovnaval na desce karibari za pomocné péasy
papiru, je moZné po sejmuti pasy ponechat
a fixovat jejich horni okraj ke spodni desce
pasparty, nebo je mozné takové okraje doda-
te¢né& pro adjustaci vytvofit.

Expozice dfevofezt je kvilli jejich citlivosti
ke svétlu omezena jak dobou, tak intenzi-
tou osvétleni. Intenzita svétla by rozhodné
nemeéla prekrocit 50 luxd, coz je hladina
akceptovatelna jak pro divdka, tak bezpe¢na
pro objekt. Absolutné nevhodné je denni
svétlo, zdroje svételného zafeni bez UV
zaFeni jsou samozFejmosti. Vystavni doba je
omezena na 2—3 mésice, poté d¥evofez opé&t
ukldddme do temna depozitiFe na minimalné
tfi roky, u vjznamnych exemplait 1épe na
pét let. Svétlo by mélo byt tlumeno i v mani-
pulaénich prostorech. Relativni vlhkost by
mé&la byt udrzovina na muzejnim/galerij-
nim standardu, tzn. 50 RH +5 % a teplota na
18—20°C. Pokud se udrzuje teplota v depozi-
tafi na nizsich hodnotach, mélo by byt dilo
pozvolné aklimatizovino.?

Zavér
Vise uvedené techniky restaurovani jsou
piikladem individualnfho vyb&ru metod,
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které respektuji tradiéni technologii vyroby

a specifické materialy pouzité pro vyrobu
japonskych dfevofezil. Nevhodné opravy

a adjustaZe provedené v rtiznych ¢asovych
obdobich se bohuZel nevyhnuly ani dilém,
ktera se nachézeji ve Sbhirce uméni Asie

a Afriky Néarodni galerie Praha. Tyto zdsahy
jsou pribézné eliminovany a dfevofeztim

je v mezich moZnosti navracena ptivodni
podoba s vyuZitim technik a materiald pocha-
zejicich z mista jejich pivodu. Nové zasahy
jsou vedeny s diirazem na zachovéni co
nejvy3si autenticity dila a reverzibility zésa-
hu. Vyznamnou &asti péce o kolekce ukijo-¢

je ochrana d€l skrze vhodné podminky pfi
dlouhodobém uloZeni a vystavni reZim ome-
zujici expozici dél. Cilem regulace vystavniho
rezimu a ochrany p#i dlouhodobém uloZeni
je zachovani artefaktu v co nejautenti&t&jsi
podobé po co nejdelsi dobu.
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Seznam vyobrazeni

1 Sugansai Sigehiro, Divka na drevéném mdstku, polovina
19. stoleti, Narodni galerie Praha (Vm 2594). Stav pred
restaurovanim. Drevorez byl celoplosné podlepen kyselou
lepenkou, které zabarvila originél do Zluta, a proto tento
zasah také zcela potlacil plasticky dojem tisku.

Stav po restaurovani. Drevorez byl za vlhka sejmut

z lepenky, podlepen a vypnut na desce karibari.
Restauratorsky zésah provedla Hana Fiserové, studentka
Stredni priimyslové skoly grafické a Vyssi odborné skoly
grafické jako soucast praktické diplomové prace v r. 2017.

2 Utagawa Kunisada, Iwai Hansiré V. jako hrdinka

série Hakkenden inu no sési, 1852, Narodni galerie Praha
(Vm 3148). Rubové strana drevorezu s viditelnymi stopami
po tiskarském polstarku baren a pGvodni barevnosti
tiskovych barev. V pripadé celoplosného podlepeni
neprdhlednym papirem se tyto typické znaky ztraci.

3 Hosoda Eisui, Milenci Komurasaki a Gompaci, kolem
r. 1796, Narodni galerie Praha (Vm 2682). Detail. Bilé
skvrny tvorené shluky skrobovych zrn pridavanych do
papirové suspenze pro zvyseni opacity papiru.

4 Kitagawa Utamaro, Hodina hada ze série Dvandct
hodin v JoSiware, 1794—1795, Narodni galerie Praha
(Vm 160). Detail. Jako foxing se oznacuje mnozstvi
drobnych skvrn.

5 Utagawa Kunisada, I¢ikawa Dandzuré VIII. s flétnou
fue sedici v dvorském rouchu pod sakurou, 1851—1853,
Narodni galerie Praha (Vm 5027, Vm 5769). Priklad
vyrazného vyblednuti tiskovych barev v disledku vystaveni
svétlu.

6 Rjusai §igeharu, Arasi Rikan II., asi 1834, Narodni
galerie Praha (Vm 3699). Fotografie USB mikroskopem
AM4113ZT Dino-lite Premier v 50ndsobném zvétseni. Detail
kovového dekoru z licové strany a koroze, jez prostoupila
skrz papirovy podklad tisku.

7 Kurizono (?), Surimono s motivem pultu s pivorikami,
Narodni galerie Praha (Vm 2131). Detail. Koroze v misté
tisku mosaznym praskem poskodila papirovy podklad do té
miry, ze zacal praskat a vypadavat.

8 Kurizono (?), Surimono s motivem pultu s pivorikami,
Néarodni galerie Praha (Vm 2131). Detail poskozeni
korozi z rubové strany, kde bylo provedeno nejprve
lokalni odkyseleni pro stabilizaci koroze a mista zpevnéna
podlepenim tenkym japonskym papirem.

9 Rjusai §igeharu, Herec v roli muZe ve vichrici, 1832,
Néarodni galerie Praha (Vm 2065). Na Satu herce tisténého
rumélkou je viditelny tmavy zavoj, jenz vznika reakci olova
obsazeného v rumélce a vzdusnych polutantd.

10 Kikugawa Eizan, Médni krdsky pfi slavnosti sakur,
1815—1820, Narodni galerie Praha (Vm 6315). Fotografie
pochazi z archivu restauratorského oddéleni NG. Vlevo stav
pred restaurovanim, vpravo stav po restaurovani. Ukéazka
nevhodného restauratorského zasahu, kdy doslo k propiti
tiskovych barev skrz b&€hem celoplosného podlepeni.

11 Utagawa Kunisada, /wai Hansiré V. jako hrdinka
série Hakkenden inu no sési, 1852, Narodni galerie

Praha (Vm 3148). Stav pred restaurovanim — stav po
restaurovani. Skvrna zptsobené lokalnim plsobenim vody
byla eliminovdna pomoci vodo-etanolového roztoku na
odsavacim klinu.

12 Sunkésai Hokusd, Herec Asao Gakudzurd 1., 1.
polovina 19. stoleti, Narodni galerie Praha (Vm 2554).
Multispektralni zobrazeni v rlznych svételnych spektrech.

a Rozptylené bilé svétlo. Sat je mirné rozpity, predeviim

v horni ¢asti vlivem tekutiny doslo ke vzniku skvrn a zateklin.
Citlivost barevné vrstvy k vodé poukazuje na pouziti
rostlinného barviva.

b Bo¢ni razantni svétlo zdlrazrujici poskozeni papiru.

c Fotografie v ultrafialovém svétle, pri kterém luminuji
plochy uvnitF rukava tisténé ¢ervenou barvou, zaroven se
odlisily na prvni pohled stejné zluté plochy, Sat potemnél do
hnéda, oproti tomu nékteré ¢asti mece si ponechaly Zlutou
barvu.

d Faledné barvy (IRFC) — Sat zbarveny ve falenych
barvach do ¢ervena poukazuje na pouziti rostlinného
barviva, kterym mdze byt indigo, ale vzhledem k fialkovému
odstinu v originélni barevnosti spise aobanagami
(krizatka). Hledani nejvhodnéjsiho zputsobu identifikace
rostlinnych barviv na japonskych drevorezech je
dlouhodobou aktivitou laboratore NG.

13 Rjusai Sigeharu, Arasi Rikan II., Narodni galerie Praha
(Vm 3699). Detail koroze médi a rozptyleni médnatych
jontd do okoli tisku v ultrafialovém svétle, které se projevuje
temné fialovou luminiscenci a fialkovym halo okolo téchto
partii.

14  Rjusai Sigeharu, Herec Iwai SidZaku jako Terute no
hime, 1833, Narodni galerie Praha (Vm 1957). Detail.
Mechanické ¢isténi povrchu papiru jemnou PU houbickou.

15  Odtinani smotkd vldken s pomoci pinzety, ostrého
skalpelu a lupy.

16 Utagawa Hirosige, Tricet Sest pohledd na horu Fudzi,
1859, Narodni galerie Praha (Vm 1388). Konsolidace
sprasujicich se partif tisténych pruskou modri 0,5% vyziny
pomoci vyvijece pary.

17  Tamijaki, Surimono s kohoutem, slepici a kuretem,
polovina 19. stoleti, Narodnf galerie Praha (Vm 1147).
Detail rubové strany. Z rubové strany dochézelo

k masivnimu odlupovani dekoru tisténého slidovym praskem
(kira). Ke konsolidaci byl pouzit roztok 1,5% Vyziny

v kombinaci s 0,1% roztokem dZun funori (¢ista funori).

18 Zazloutlé stopy degradacnich produktd celulézy
odsatych do filtra¢nich papird po vihkém ¢isténi drevorezu.
Restaurétorsky zésah provedla Hana Fiserova, studentka
Stredni pramyslové skoly grafické a Vyssi odborné skoly
grafické jako soucast praktické diplomové prace v r. 2017.

19 Detail uchyceni pomocného pasu papiru za dlouha
vldkna po okraji rubové strany drevorezu.

20 Dzuko6do Josikuni, Herec I¢ikawa Hakuen, 1829,
Narodni galerie Praha (Vm 2537). Drevorez opatreny
pomocnymi péasy japonského papiru, které slouzi k jeho
pripevnéni na desce karibari.
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ZPRAVY

Panna-Iimmaculata

Lorenza Mattielliho a Alegorie
Astronomie podle Giovanniho da
Bologna v expozicich barokniho uméni
Narodni galerie Praha

TOMAS HLADIK

V ramci dlouhodobych expozic domaciho barokniho uméni Narodni galerie v Praze jsou

od roku 2008 prezentovana také dvé pozoruhodna socharska dila z prvni poloviny 18. sto-
leti, jimzZ i pYes jejich vysokou vytvarnou kvalitu nebyla doposud vénovana odpovidajici
odborna pozornost. V detasované expozici ,Barokni uméni ze sbirek Ndrodni galerie v Praxe“
v konventu nékdejsiho klastera cisterciakii ve Zdaru nad Sazavou je vystavena mramorova

a alabastrova skulptura Immaculaty, kterou bylo mozné na zakladé¢ vyraznych slohovych
znakd a brilantniho socharského zpracovani pfipsat ruce Lorenza Mattielliho (1687—1748),
predni umélecké osobnosti ¢inné na poli pozdné barokni plastiky v cisai'ské Vidni a pozdé&ji
i na kralovském a kurfiftském dvoie v DraZdanech. O nemnoho diive nasla v ramci expo-
zice ,Baroko v Cechdch“ v hradéanském Schwarzenberském paléci své stilé misto nevelka
polychromovana rezba Alegorie Astronomie, ktera predstavuje velmi zajimavou vytvarnou
transpozici nimé&tové shodnjch Giambolognovych kabinetnich bronzid do formalni a slo-
hové mluvy stfedoevropského sochafrstvi vrcholného baroka.

Klicovd slova Immaculata

socharstw'vrcholneho a pozdniho baroka, Lorenzo Mattielli, V samém zaveru detasované sd4rské CXpOZiCC
Jakob Christoph Schletterer, Panna Marie-lmmaculata, . | . .
socharstvi pozdni renesance, Giovanni da Bologna J€ Vystaven uceleny soubor barokni drobné
(Giambologna), Alegorie Astronomie (Venus Urania) plastiky stfedoevropské provenience, v jehoz

ramci zaujme divika na prvni pohled jak
uzitym exkluzivnim materidlem, tak také
vrcholnou vytvarnou kvalitou nevelkd socha
Panny Marie-Immaculaty.* Zachycuje mladicky
zjev Panny Marie stojici na nizké oblaéné
podnozi, poloZené na zemské sfé¥e obtoce-
né hadem. Také sféra je podloZena v&ncem
bilych obla¢kd a upevnéna na nevysoky sokl,
po obvodu probrany v pravidelném rytmu
mélké vlnovky. Zatimco zemsky glébus i sokl
byly zhotoveny z barevného mramoru hné-
dych a Zlutych odstint, bil4 oblaka i celd
Mariina postava byly vypracovany ze svétlého
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alabastru s tmav§im Zilkovanim. Ziv4 linie
hadiho té&la drziciho v tlamé& jablko z rajské-
ho stromu poznini byla zFejmé& vypracovina
z polychromovaného stuku a na hladky
povrch glébu upevnéna pomoci kovovych
cept.

Graciézni postava Panny Marie s vysoko
posazenym pasem je zde zachycena v mirné
esovce svého stithlého téla (obr. 1—2).
Vyraznému kontrapostu s pfedsunutou
levou nohou odpovida vyklonéni boku
doprava, kam je rovnéz pfiklonéna drobni
hlava s pohledem upFenym dold na hybnou
vinovku hadiho téla; naopak spojené paze
sméFuji v zimé&rném kontrastu k levému
rameni. Matka BoZi je odéna do dlouhého
spodniho roucha spadajiciho k oblaéné pod-
nozi a oZiveného soustavou vytazenych ten-
kych paralelnich fas, které se promé&miuji na
predsunuté noze v pisobivé schéma kritkych
zahybt tesanych do podoby pismena , V¥,

a do bohat& natraseného plastg, jehoz vysoko
vytaZeny cip pFidrzuje Marie obéma rukama
pod levym ramenem. Z temene hlavy spada
na Mariina zada del3i rouska, zachyceni stu-
hou ve vlnitych vlasech rozdé&lenych pé&sin-
kou (obr. 3) a élenénd nemnoha §ikmymi
zahyby, jejichz klidny rytmus pokratuje také
na zadni strané plasté (obr. 4). Pod zvlné-
nym dolnim lemem spodniho roucha vidime
volné prsty nohou obutych do jednoduchych
paskovych opankt. Nejvyraznéjsim motivem
této v detailu realistické a v celku idealizujici
sochafské skladby je oviem vyrazové velmi
aéinnd modelace t&€zkého plasté rozsifuji-
ctho siluetu celé sosky. Zatimco pod pra-
vym bokem je jeho latka probrina ve formé&
robustnich prohnutych zdhybt s obricenym
hornim lemem, jemuz odpovida Zivy rytmus
lemu spodniho, na opaéné strané spada plast
volné& z ramena v rovné klidné ploge. Na
rozhrani jeho rubové strany a nakroéené levé
nohy vznikla soutasné prekvapivé hluboka
proluka nabizejici zajimavy pohled do otevie-
ného jadra sochy (obr. 5).

Prvné publikovana socha Immaculaty se
do Nérodni galerie dostala z cirkevniho
depozitafe v padesitych letech minulého
stoleti a byla zde inventovana jako price
nezniamého ¢eského mistra ze sklonku
18. stoleti. Oldfich J. Blazi¢ek se pozdé&ji pii-
klonil k pfipsani dila rakouskému sochafovi
ze stejného obdobi, posléze stejny badatel
uvazoval o autorstvi dvou vyraznych osob-
nosti pozdné barokniho sochafstvi cisarské

metropole Vidn& — o Lorenzovi Mattiellim
(1687—1748) a Johannu Baptistu Hagenauerovi
(1732—1810).2 Maridnska soska se svym z¥e-
teln€ vyjadfenym kontrapostem i plavnym
pohybem esovit€ stofeného téla s mékkym
zhoupnutim v bocich, stejn€ jako zvyraz-
nénim pracelniho pohledu a uzavienou
siluetou opravdu blizce hlisi k zndmému
figurdlnimu typu Lorenza Mattielliho. Ten se
oviem hodné& odliSoval od znamého téles-
ného kdnonu Hagenauerovych Zenskych
postav. Na poéatku své umélecké drahy
jej v8ak pfevzal jiny odchovanec a rovnéz
tak i pozdé&jsi profesor socha¥ské specidlky
na videriské akademii, Jakob Christoph
Schletterer (1699—1774).} Inspirativni vliv
Lorenza Mattielliho, umé&lce ptivodem z hor-
noitalské Vicenzy,* se projevil pfedevsim ve
Schlettererové rané tvorbé, v jejimz prab&hu
vznikala od poloviny tficatych let 18. stoleti
fada sochafskych zpodobeni Immaculaty, ktera
charakterizuji vjrazny pohyb 5tihlého téla
a Zivé linie vné&jsi siluety. Prvni vjrazny umé-
lecky tdspéch pfinesla Schlettererovi dstfedni
skulptura marianského sloupu v uherské
Soproni (1744), jejiz ptisobivy vysledek mlady
umélec opakoval v fadé plastickych variant
malého formétu, jez se brzy staly Zidanym
artiklem na uméleckém trhu.> Rakouska
badatelka Ingeborg Schemper-Sparholz
pred lety upozornila na dv€ velmi kvalitni
barokni sosky, které navzijem spojuje videri-
ska provenience, uzity figuralni typ Panny
Marie-Immaculaty a rovnéz vysoka kvalita
vytvarného zpracovani. Jedna se konkrétné
o terakotu z majetku Osterreichische Galerie
ve Vidni z ruky Lorenza Mattielliho® (obr. 6)
a alabastrovou skulpturu z Magyar Nemzeti
Galéria v Budapesti, kterd byla specidlni
literaturou spolehlivé viazena do ceuvre
Jakoba Christopha Schletterera (obr. 7).7
Zatimco v prvnim piipad€ pfesné nevime,
pro jakou konkrétni zakdzku byla hlinéna
soSka Mattiellim vlastné pofizena, alabastrova
skulptura vznikla pro uherské opatstvi Zirc,
pfiemZ na dzemi zdpadnich Uher se docho-
valy jest€ dal3i autorovy maridnské sosky
malych formatd.? Viechny nesou charakteri-
stické slohové znaky hornoitalského sochai-
ského typu Immaculaty, ktery do cisafské met-
ropole pfines] Mattielli, a to prostFednictvim
uvedené sochy z Vidnég.?

Po namétové strance reprezentuji
vSechna zmitiovana sochafska dila jednu
z frekventovanych variant protireformag-
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niho zobrazeni Panny Marie Neposkvrnéného
poceti (Immaculata Conceptio) znamou jako La
Piirisima.*® V intencich popisu Apokalypsy zde
stoji modlici se Marie na zemské sfé¥e (a vét-
§inou také na ptlmésici), obto¢ené hadem
drzicim v tlamé€ jablko z rajského stromu
poznani. Mladistvy zjev Panny Marie sou-
¢asné oslavuji andélé nebo putti a jeji hlavu
zdobi svatozaf dvanicti zlatjch hvézd. Tento
ikonograficky typ, ktery se zrodil z identifi-
kace biblické Panny Marie s apokalyptickou
Zenou sluncem odénou drtici svou nohou
hlavu hada (Gn 3,15),"* symbol své&ta pro-
padlého h¥ichu, se stal pro obdobi baroka
maridnskym zobrazenim nejvyznamnéj-
§im.*2 V pfipad€ komparovanych dél napl-
fuje popsané schéma nejveérnéji Immaculata
z Budapesti, zatimco na marianskych posta-
vach z Vidn€ a z Prahy nahradil zavazné
gesto modlitby ptisobivy motiv rukou slo-
Zenych na hrudi (v na§em p¥ipad€ ponékud
stranou hrudi) symbolizujici Mariinu hlu-
bokou pokoru. V p¥ipad€ prazské realizace
jenom schézi jinak tradi¢ni doprovod adoru-
jicich andéld, coZ oviem nesouvisi s pfipad-
nym poskozenim dila v minulosti.

Rokokové slohové pojeti uvedenych soch
z Vidné& a Budapesti pracuje s mékkym
pohybem Mariina §tthlého téla napadné
prodlouzenych proporci, dile s tésné prilé-
hajicim spodnim $atem, uzavienou siluetou
a jakymsi dovnitf obricenym sentimen-
tem. Dal3imi spoleénymi znaky jsou potom
zvlastni kifehkost télesného zjevu Panny
Marie a drobna hlava obricend k divikovi ve
tfiétvrtednim profilu, ktery dava vyniknout
Jfecké formé“ rovného nosu. Jedna se
soutasné€ o formalné& slohové znaky, které
nachdzime také na so3e Immaculaty z Narodni
galerie v Praze. Srovnavime-li oviem v3echna
tfi maridnsk4 zobrazeni peélivéji, zjistime,
Ze prazska varianta mé i pfes materidlovou
shodu s budapestskou soskou nékterymi
formélnimi detaily a také vyrazovym vyla-
dénim pfFece jen mnohem blize k Immaculaté
z Vidné. Spoleény je napiiklad uzity kompo-
zi¢ni vzorec fasnéni plasté (byt ten pFiléha
ve videriském piipadé& tésnéji k té€lesnému
jadru) s velmi nidpadnym motivem dlouhého
silného zdhybu provéseného pod pravym
bokem Panny Marie. Prakticky identické
je Fedeni volng& spadajictho zadniho dilu
plastg, ktery utvaii jakousi prazdnou niku
za Mariinymi zady. Neptfehlédnutelné jsou
v obou srovnévanych pfipadech graciézni
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gesto spojenych rukou Panny Marie, stejné
jako jeji tvaf idealizovaného a produsevné-
1ého typu. Za velmi blizkou maZeme oznadit
rovnéz formu drobné hlavy ptiklon&né vzdy
k pravému rameni, s vlasy peélivé s€esanymi
pfes udi a ¢astetné krytymi rouskou spadajici
z temene. Prazska socha oviem ptisobi

svou precizni vyostfenou modelaci o néco
vyrazn&j$im dojmem nez mé&kce formovana
pélend hlina z Vidng, a to nejenom ostrymi
dlouhymi Fasami spodniho 3atu, ale stejné
tak pojednanim plasté zejména v partii pro-
hnutého zédhybu pod pravym bokem Panny
Marie. Tato diference formalniho razu pada
nepochybné na vrub uziti odli¥ného mate-
ridlu srovndvanych soch — jinak musel umé-
lec postupovat p¥i modelaci postavy Panny
Marie a jeji draperie §pachtlemi v m&kké
sochafské hling, jinak vybavoval jeji vysled-
nou podobu z tvrdsiho materidlu alabastru.
Pokud jde o vrogeni nasi skulptury, mizeme
se zde opfit o zjisténi specidlni literatury,
ktera rozpoznala, Ze Mattielli uzival zvlasté
kiehkého a protdhlého figurilniho typu

v poloving t¥icatych let 18. stoleti. Do tohoto
¢asového ramce jsou viazovany kupiikladu
alegorické skulptury Zivl#, ro¢nich dob

a svétadilti, které se z premonstritského
klastera v Louce dostaly do JeviSovic a dnes
jsou v nedplném poctu rozmistény v tamnim
zameckém parku.® Vznik samotné sosky
Immaculaty z Osterreichische Galerie je kladen
tradi¢n€ do doby po roce 1736.% V poloving
stejného decennia 18. v€ku miZeme na
podkladé uvidénych stylovych davodt hledat
rovné€Zz dobu vzniku skulptury Panny Marie

z Néarodni galerie v Praze. ObtiZné€ budeme
oviem hledat odpovéd na otdzku, k jakému
prvotnimu téelu ob& uvadéni maridnska zpo-
dobeni slouzila. O videtiské terakoté se pred-
poklada, Ze vznikla jako modello k neznamé
skulptu¥e Panny Marie-Immaculaty. Analogicky
postup je v ramci umélcovy ateliérové praxe
doloZen soudobymi zprdvami, podle nichz
Mattielli opoustél videnisky ateliér stile méné
a vénoval se pfevazné zhotovovani modelo-
vych plastik. Jejich jediny dochovany piiklad
pfedstavuje polychromovani terakota proroka
Daniela, ktera byla modelem pro velkou zlace-
nou fezbu na hlavnim oltafi klasterniho kos-
tela benediktin® v dolnorakouském Melku.”
Prazska Immaculata naproti tomu svym
nipadné preciéznim charakterem a zvolenym
sochafskym materidlem napovida, Ze byla
zhotovena ke zcela odlisnému téelu. Umime



si pFedstavit, Ze byla zamyslena jako devo-
cionélni sochaiské dilo uréené k osobnimu
prozivani a ucté, anebo jako exkluzivni pfed-
mét nartstajictho dobového sbératelského
zajmu. Mimof4ddné& kvalitni umé&lecké dilo
mohlo ov§em vzniknout také jako ptsobivy
doklad mecenésstvi, vybraného vkusu a vyso-
kého spolefenského postaveni svého objedna-
vatele. Pro prvni uvedenou moznost a ptivod
z majetku né&kterého z vysokych predstave-
nych katolické cirkve v Cechach & na Moravé
by sv&déila moderni provenience této prvné
publikované sosky z Narodni galerie v Praze.

Alegorie Astronomie (Venus Urania)
Odlisnou cestou vykladu dila, nez se ndm
nabizel pfi zkoumani modelaén€ brilantni
skulptury Lorenza Mattielliho, je tfeba se dat
pfi adekvitni interpretaci polychromované
Fezby znézortiujici Alegorii Astronomie.*® Ta
byla prvné€ prezentovina v rdmci dlouhodobé
vystavy ,, Umélec a jeho dilna v baroknich Cechdch“
v klagtere sv. Jifi (2003—2007) a nasledné

byla znovu vyuZita také v expozici barokni-
ho uméni ve Schwarzenberském paléci, kam
byla op&tovné€ zapujéena ze sbirek Narodniho
muzea v Praze.” Zensks alegoricka figura
(obr. 8) je umisténa na nevysoky obdélny

a jednodu3e profilovany dfevény sokl,® na
jehoZ pravé stran€ jsou rozmistény drob-

né armirédlni sféra a nizky hranol, z n€hoz
vyrastd dalsi, tentokrit vyrazné vyssi a uzsi
sokl, ktery ma znazorfovat zednické pravitko,
o né&z se Venuse opird levou rukou a bokem.
Jeji postava je zachycena v prudkém esovitém
stoCeni téla s vysoko posazenym pasem a do
vysky nakroéenou levou nohou, opfenou

o spodni hranolovy sokl. Barokn€& vzduta
draperie, minimalné& kryjici klin, stehno a levy
bok, spadé dol@i k zdkladng, pFi¢emZ &asteéné
kryje zednické pravitko a je vpravo ukonéena
efektnim motivem vzdutého cipu roz3ifujici-
ho siluetu sosky. Sou¢asné drobny kus latky
v pravé Venusiné ruce mé za kol aspoil z&as-
ti prikryt jeji levé fiadro. Vyrazna dynamika

a silna exprese celé skladby vyrtistd nejenom
z prudké esovky pomé&rné stihlého téla, ale
také z kontrastniho vedeni dvou hlavnich
diagonilnich os — osy nakro&ené levé nohy

a opaénym smérem mifici a nisledné ostre
zalomené pravé paze. Nepfehlédnutelni

a vyrazové velmi ptsobiva je bohata forma
Venusina déesu. Zatimco spodni vlasy, vyce-
sané pies usi dozadu, kde v del§im zvinéném
pramenu spadaji na hol4 zida, jsou pfizdo-

beny dzkou &elenkou posizenou perlami
nebo drahymi kameny, dva svrchni silné
copy zachycené bohat& zdobenym diadémem
a vpfedu ukonéené zvlastni formou vysokych
vrko€ti, vzadu naopak stazené do velké-

ho propleteného uzlu, zdobi temeno hlavy
této Venuse (obr. 9).

Uz pfi zb&zné prohlidce je patrné, ze
popsané skladebné schéma Alegorie Astronomie
nemd srovnatelné pfedstupné v domici
socha¥ské produkci obdobi baroka.** PIn&
zvladnuta figura serpentinata, uzity t€lesny typ
i nezvykla forma bohatého tcesu vedly pfed
¢asem k nazoru, Ze inspirativn{ p¥edlohou
solitérni Fezby z Narodniho muzea se stala
zlacen4d bronzova socha Alegorie Astronomie
(Venus Urania), prace Giovanniho Bologni
(Giovanniho da Bologna, Giambologni,
1529—1608), chovani v Uméleckohistorickém
muzeu ve Vidni (obr. 10 a 13), anebo néktera
z jejich zndmych variant & kopii.® Videtisky
bronz m4 pfiblizné stejnou vysku, jakou
jsme namé&fili u prazské Fezby, a vznikl
v Giambolognové florentském ateliéru
v rozpéti let 1572—1575; odbornou literatu-
rou je vysoce hodnocen jako ,pravdépodobné
vrcholné zpodobeni jeho samostatnijch Zenskyjch
postav“.?* Tento zlaceny odlitek, unikatni
ve své umélecké kvalitg, findlnim povrcho-
vém zpracovani i zachované signatufe, je
na zakladé pfipojené armildrni sféry, opat-
Fené rytymi znamenimi zvérokruhu, hvézd,
polednik® a ndpisy VENNVS, SOL a LVNNA,
interpretovéan jako alegorické znidzornéni
Astronomie, pfipadné jako zpodobeni #fimské
bohyné Venuse s ,planetdrnimi konotacemi*
(Venus Urania), tfebaZe tu florentsky mistr
vénoval zaroveii peélivou pozornost i piiva-
biam Zenského téla.?? Dal3i pfipojené atributy
kruzidla a kratkého pravitka, které Venuse
svird ve své levé ruce, respektive dlouhého
zednického pravitka a na ném polozeného
thelniku, o které se naopak opira loktem
stejné paze, tento tradi¢ni vyklad potvr-
zuji.? Pravou ruku bohyné pozveds skoro az
k pravému rameni, pfi¢emz se zaroveti chipe
uzkého pésu, obtidejictho horni polovinu
jejiho téla a nesouciho na zidech soudasné
také signaturu umeélce samotného.?* Pro
plsobivy finalni vysledek tohoto dila bylo
naprosto uréujici dokonalé vyuziti prudkého
spiralovitého stoéeni téla a vysoko pozved-
nuté levé nohy Venuse. Giambologna v ném
dosahl esteticky dokonalého vysledku za
pomoci seviené kompozice, jez pii sou-
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¢asném mirném piiklonéni hlavy dociluje
extrémnich poloh p#i zndzornéni Zenského
t&€la. Soutasné uplatnéni plnych siluet umoz-
nilo divdkovi dokonalou prohlidku figury ze
vech stran a moZnych uhld pohledu.” Lars
Olof Larsson pfed lety dokonce soudil, ze ve
videniské Venusi Uranii se jako v mélokteré jiné
skulptufe obdobi manyrismu dokonale pro-
pojil kompoziéni princip razantniho stofeni
postavy (figura serpentinata) s idedlem percepce
vzacného sochafského artefaktu z mnoha
stran.?* Podobn& Manfred Laithe-Jasper
hovofil o tom, Ze teprve v mnozstvi pohledt
je mozné tento bronz vizuilné ,uchopit,“
pfi¢emz Z4dna jind Giambolognova kompo-
zice neklade tak vysoké niroky na potiebu
komplexniho prohliZeni ze v§ech moZnych
1hla.# Od fady zndmych replik se zlacena
soSka z Vidné odlisuje vysokou kvalitou pro-
vedeni, coZ vedlo specidlni badani k dvaze,
zda pravé ona nereprezentuje prvotni odli-
tek Giambolognova autorského modelu,
uréeny nepochybné& pro obzvlasté pouce-
ného sbératele.?® Tim nepochybné& byl také
cisa¥ Rudolf II., v jehoz hradni kunstkomore
se podle dochovaného inventafe nalézaly
rovnéz renesanéni kabinetni bronzy. Oviem
pouze dvacet sedm polozek z tohoto inven-
ta¥e miZzeme s urcitou jistotou identifikovat
jako prace Giambologni nebo jeho ateliéru,
aviak Zadnou Alegorii Astronomie, respek-

tive Venus Uranii mezi nimi nenachdzime.?
Larsson v3ak zaroven pfipomnél, Ze inven-
tar kunstkomory nezahrnuje evidentn€ celou
Rudolfovu sbirku, a proto pry nelze tplné
vylouéit, Ze do ni ptivodné patfil rovnéz
pojednavany zlaceny bronz z Vidné&.* V roce
2006 byl v rdmci videtiské Giambolognovy
vystavy prvné publikovin dal3i znamenity
bronz na namét Alegorie Astronomie (obr. 11),
ktery dosavadni prioritu videriské sochy
uvedl v uréitou pochybnost.** Podle dnesniho
stavu poznani se zda, Ze v p¥ipadé zlaceného
bronzu z cisafskych sbirek se ve skute¢nosti
nejednalo o tpln€ prvotni odlitek, pofi-

zeny v raném stadiu podle Giambolognova
vychoziho modelu, nybrz o jeho timyslné
diferencované piepracovéani samotnym
mistrem, které nesporné vedlo k preciznimu
findlnimu vysledku.’? Nové publikovana
soska Astronomie byla ve florentské dilné
odlita patrné po roce 1573 pravdépodobné Fra
Domenikem Portigianim, jak uvadi v katalogu
jmenované vystavy Patricia Wengraf, jedna

z jejich n€kdejsich majitelek.”
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Exkurs — Cesty Giambolognovych
socharskych dél na Sever

Giambolognovu evropskou sldvu zalozily
predevsim malé bronzy, které Medicejsti
zasilali jako diplomatické dary na sp¥atele-
né evropské kniZeci dvory. Platilo to rovnéz
pro prazsky dviir cisafe Rudolfa II., ktery
postupné€ shromazdil nejvyznamné&;jsi soubor
Giambolognovych sochafskych praci mimo
Italii.>* V mife, jak se umé&lecka proslulost
florentského mistra 3ifila celou Evropou,
nabyvala jeho kabinetni dila charakter veli-
ce Zadanych sbératelskych pFfedmétd, a to
nejen pro panovnické a kniZeci kunstkomo-
ry, ale rovné&z pro bohaté patricijské domy.
Sporadicky zachované inventére pfinaseji
zajimavé informace o tom, Ze celd fada
sochafskych praci uvedeného charakteru se
dostavala za Alpy prostfednictvim né&kterych
umeénimilovnych obchodniki jihonémecké-
ho ptivodu a dile rovnéz pouéenych umél-
ct.” Tak napiiklad ze zprivy uméleckého
agenta Philippa Hainhofera, odeslané roku
1610 z Augsburgu vévodovi Philippovi II.

z Pomortan-Stétina, se dozviddme o vyznam-
né kolekci deseti Giambolognovych kabi-
netnich bronzt v majetku cisarského

a wurttemberského rady Markuse Zicha

v Augsburgu,’ v niZ byla rovnéz zastoupe-
na ,, Una femina diritta, per Uastrologie intensa®.>
Podobné tomu bylo v schonbornské sbirce
v Pommersfelden, v niZ se nalézalo ¢trnact
bronzovych so3ek velkého florentského
umélce, z nichz se modernimu badani poda-
Filo ztotoZnit celkem pét exemplaFd s péti
star§imi zdznamy v ptivodnim seznamu
Zichovy sbirky, a to véetn€ sosky Astronomie.’
Jak totiZ neddvno zjistila mnichovska bada-
telka Dorothea Diemer, prodal Caspar Zich,
Markustiv dédic, v roce 1660 €ast rodinné
sbirky Johannu Philippovi von Schénborn,
kurfiftovi mohu&skému a knizeti biskupo-
vi ve Wiirzburgu.® Jinou pozoruhodnou
kolekci renesanénich bronzi se podafilo
shromézdit norimberskému mé&stanovi Paulu
Praunovi (1548—1616), ktery v rdmci rodin-
ného podniku specializujictho se na obchod
hedvabim pobyval p¥evaZzné v Boloni. Kritce
pfed svou smrti nechal celou sbirku pfevézt
do Norimberku, a jelikoz se ndm dochova-
ly inventére z let 1616 a 1719, bylo moZné

v rimci zde uvadéné sochatské pozustalosti
po Johannu Gregorovi van der Schardt iden-
tifikovat velmi pravdépodobné celkem osm
kabinetnich bronzt Giovanniho Bologni.*



Na dtleZitosti nabyva v této souvislosti ta
okolnost, Ze Praun zemftel pouhych osm let
po Giambolognovi, a proto mohl mit ve své
sbirce sotva mladsi odlitky. Dominovaly v ni
tedy kusy, které odlévali mistrovi nejblizsi
spolupracovnici, napiiklad Antonio Susini.
Mezi uvadénymi polozkami figuruji postava
Marta, vice odlitkt Koupajicich se %en a také
dva malé krucifixy, aviak zadna Astronomie &
Venus Urania.* Tu naopak nachazime v jiné
stfedoevropské sbirce z pfelomu 16. a 17. sto-
leti, kterou se podafilo shromézdit drazdan-
skému dvornimu architektovi Giovannimu
Marii Nossenimu. Do dobového seznamu
jeho pozoruhodné sbirky bylo vepsano
tfindct Giambolognovych soch, zhotovenych
z riznorodych materidlt — Cerveného vosku,
médi, kovu, Stuku, sidry a péalené hliny.+?
Na rozdil od star$i kolekce Paula Prauna
figurovala v Nosseniho sbirce prokazatelné
také kopie Astronomie, zhotovena z bilé sadry
a v rozmé&rech srovnatelnych se zlacenym
bronzem z Vidné&.# Pro popisovany kon-
text nebude zFejmé tplné€ bez vyznamu, Ze
rovné&€Z hrabécimu rodu Nostict se podafilo
v Cechach shromézdit kvalitni kolekci ital-
skych bronzti, v niz nechybély ani kvalitni
ukézky praci vzniklych v §ir§im okruhu nésle-
dovnikd Giovanniho da Bologna.* A koneéné
nelze zcela vylou¢it ani onu hypotetickou
moznost, Ze né€ktery z dilenskych odlitkt
Venus Urania si do Prahy z Florencie pfivezl
Adriaen de Vries, nesporné jeden z nejvy-
znamngjsich zakd florentského mistra, tfe-
baZe mezi dochovanymi zpravami relevantni
dtikaz nenachézime.®

Za vySe popsanych okolnosti je dnes jiz
krajn&€ obtiZzné odpovédét piesné na otizku,
zda Alegorie Astronomie z Narodniho muzea
si za pfimou pfedlohu vzala Giambolognovu
zlacenou bronzovou sochu, jez je s jistotou
prvné zminéna v inventafi cisarské poklad-
nice teprve roku 1750,* anebo né&kterou
z dal3ich variant evidentné velmi obdivo-
vané kompozice.¥ Tyto kopie a derivity
byly odlévany v rtizné vysledné kvalit&
i odli¥nych rozmérech,*® jsou viak rovnéz
znamy verze zhotovené ze slonoviny, dieva
a porcelanu.® S vétsinou téchto néslednych
praci (stejné€ jako s nedavno publikovanou
Venusi ze soukromé sbirky) ma nase Astronomie
spole¢nou absenci pasu pfidrzujiciho dra-
perii* a rovné&z bohat3i formu dpravy vlasi.
Pfi pozorné&jsim srovnavani prazské fezby
s uvadénymi renesanénimi bronzy nelze viak

soudasné prehlédnout i fadu vzijemnych
diferenci. Zadinaji odlidnou formou sokltt —
kulatého u zlacené sosky z Vidn€& a bronzu
ze soukromé sbirky a obdélného u fezby

z Prahy. Podobné je tomu s atributy kruzidla,
pravitka a dhelniku, kterych uzival geo-
metr nebo astronom a jeZ v na§em piipadé
schézeji, zatimco sféra nabyvé jednoduché
kulovité formy bez rytého zodiaku a népisi,
jak je tomu rovnéz u vétsiny znamjch

kopii. Odligné je rovné&Zz natoéeni Venudiny
hlavy a sméFovani pohledu jejich oéi, které
u Giambolognovych bronzi sméFuji disledné
pFes pravé rameno dold k zdkladng&. Rovnéz
pevné zapieni obou pazi o nevelkou horni
plochu zednického pravitka, dobfe patrné na
renesanénich odlitcich, bylo v naem p#ipadg
pozménéno ve prospéch opfeni pouze levou
rukou Venus3e, zatimco jeji ostfe zalomena
pravéa paze sméFuje voln€ do prostoru, coz
nejlépe dokumentuje pohled na jeji pravy
profil (obr. 12). Jako stfidmé&jsi, a pfesto

ve vysledku velice ptisobivé se jevi zna-
zornéni drahocennych dopliikt, zdobicich
bohatou tpravu vlast Astronomie z Vidné

i Venuse ze soukromé sbirky (obr. 13 a 14),
jejichz Celenky postradaji naopak plastic-
kou imitaci drahych kament, a déle také
vyraznou broz zavéSenou nad &elem prazské
figury. Nepfehlédnutelny je nakonec také
rozdil v pojednéni viech draperii: zatimco

u Giambolognovych originild se jedna

o uzky pruh latky spadajici dolt v klid-

ném rytmu nékolika trubicovych zdhybt

z vysoké podpéry zednického pravitka,
pFi¢emz jinak zlistava Zenska figura naha,

v piipad& barokni fezby je draperie vedena
nejenom odlisnym smérem, ale pfedeviim
velmi energicky modelovina v Zivém vzorci
pomérng silnych zahybd, jednou se lepicich
t&sné na télo v partii Venusina boku a klina,
ktery pfiznatné zakryvaji, podruhé vyletu-
jici vzdutym cipem do okolntho prostoru.
Soucasné se v tomto piipadé jednd o formalni
detail naprosto p¥izna¢ny pro pfistup autora
prazské fezby: jednoducha draperie renesan-
¢nich Venusi mu musela pfipadat zcela bez-
vyraznd. Naopak forma drobné rousky, jiz si
nase Venuse z&asti pravou rukou zakryvé levé
fiadro, jako kdyby byla dobfe odpozorovana
z jiné proslulé Giambolognovy kompozice,

a to Venuse osusujici se po ldzni rovn&€Zz znamé
z fady odlitk®, dnes uloZenych v fad& evrop-
skych i zamo¥skych sbirek.™ Podobné dife-
rencovany byl pfistup mladstho autora také
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pii vypracovani Zenského aktu: oproti slavné
méné uhlazend modelace dava vyniknout
muskulatu¥e rukou, svalim a prohlubnim
na Venu3inych zadech (obr. 15). Nakonec
také t&€lesny kdnon prazské varianty je o&i-
vidné $tihlejsi a zaroveii byla prvotni kompo-
zice zjednodusena ve prospé&ch frontilniho
pohledu, pfi¢emZ prudky spiralovy pohyb
byl zmirnén nap¥imenim horni poloviny
t&€la a vytoenim hlavy dopfedu. Shrneme-
-li v8echna dosavadni zji§téni, shleddviame,
Ze v pfipad€ prazské fezby se jedné o oce-
kévatelné a naprosto logické rozdily mezi
slohové formélnim piistupem vrcholného
predstavitele sochafstvi pozdni renesance

a snahou stfedoevropského Fezbaiského
mistra o vytvarn€ plné& dovrienou trans-
pozici proslulé kovové p¥edlohy do mluvy
sochafstvi vrcholného baroka. Pokus, ktery
ve svém findlnim vysledku pfFinesl podle
nadeho nazoru naprosto pfesvédcivé feseni
zvoleného dkolu. Prav€ uvidéné nepiehléd-
nutelné diference komparovanych dél odpo-
ruji podle naseho minéni skeptickému soudu,
podle n&hoz prazska fezba predstavuje
toliko pozdni kopii druhé poloviny 19. sto-
leti.”> Neumime si totiz predstavit, jak by se
byt i velmi zruény Fezbaf 19. stoleti dokézal
vcitit do slohové Feéi sochafstvi druhé ¢tvr-
tiny 18. stoleti natolik pFesvédiive, jak to
prokazuje pojednévana socha z Narodniho
muzea. Kopista by nepochybné postupo-
val tim zptsobem, Ze by se snaZil otrocky
vérné€ napodobit slavnou pfedlohu jak

v té€lesném typu a vyrazném pohybu figury,
tak také v uzitych formach klidné draperie

a doprovodnych atributtl. Snazili jsme se
naopak ukézat vyse, Ze Alegorie Astronomie
zaptjend do expozice domactho barokniho
uméni ve Schwarzenberském palici, repre-
zentuje po formaélni i slohové strance zcela
autentické sochatské dilo, jez zaroveii p¥ed-
stavuje velmi zajimavy doklad pfekvapivé
pozdni reakce na jedno konkrétni, materia-
lové i forméln& exkluzivni a dobové vysoko
hodnocené socha¥ské dilo vzeslé z florentské
dilny Giovanniho da Bologna, v slohové jiz
naprosto odli§ném prostfedi stfedoevrop-
ského sochafstvi druhé étvrtiny 18. stoleti.”
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Poznamky

1 Lorenzo Mattielli, Panna Marie-Immaculata,
kolem 1735, volna skulptura vypracovana i vzadu,
barevny a bily mramor, v. 47,5 cm (celek se
svatozéfi), v. 40 cm (figura P. Marie se sférou),

V. 4,7 cm (sokl), inv. &. P 3027 (staré inv. &. DP 674),
ziskano jako zapujcka Statniho dradu pro véci
cirkevni v Praze z Kralovské kanonie premonstrata
na Strahové roku 1951, pfevedeno NabozZenskou
matici do Narodni galerie v Praze roku 1957,

29. 12. 2014 prohlageno za kulturni pamatku,

evid. €. 105544.

2 Srov. Blazi¢kiv zapis na evidenéni karté

(P 3027) uloZené ve Sbirce starého uméni Narodni
galerie v Praze.

3 Srov. k tomu Ingeborg Schemper-Sparholz, Der
Bildhauer Jakob Christoph Schletterer als Lehrer
an der Wiener Akademie, in: Barock: regional —
international (Kunsthistorisches Jahrbuch Graz, 25),
Gotz Pochat — Brigitte Wagner (eds.), Graz 1993,

s. 230—250, zde s. 232.

4 X Mattiellimu naposledy Ingeborg Schemper-
-Sparholz, Der Bildhauer Lorenzo Mattielli. Die
Wiener Schaffensperiode 1711—1738. Skulptur als
Medium hifischer und sakraler Repréisentation unter
Kaiser Karl V1., nepublikovany habilitaéni

spis, Universitit Wien, 2003; eadem, Lorenzo
Mattielli und das Problem der Stilvarianten in der
Skulptur des Spitbarock in Wien, in: Pygmalions
Aufklirung. Europdische Skulptur im 18. Jahrhundert,
Roland Kanz — Hans Kérner (eds.), Miinchen —
Berlin 2006, s. 113—131; eadem, Der Bildhauer
Lorenzo Mattielli und seine Rolle als Vermittler
oberitalienischer Gestaltungsprinzipien in der
dekorativen Skulptur und Plastik des Spitbarock
in Mitteleuropa, Barockberichte. Informationsblitter
zur bildenden Kunst des 17. und 18. Jahrhunderts,
Salzburg Museum, 2011, s. 5—21. Toto tematické
¢islo je celé v€novano rozli¢nym aspektim
Mattielliho tvorby.

5 Schemper-Sparholz (cit. v pozn. 3), s. 232,

248, pozn. 13; eadem, ,,... so vom maller Troger
recomandiret worden”. Der Bildhauer Jakob Christoph
Schletterer (1699—1774) und die Tiroler in Wien, in:
Reiselust & Kunstgenuss. Barockes Bohmen, Mihren und
Osterreich, Friedrich Polleross (ed.), Petersberg 2004,
s. 141—156, zde s. 152.

6 Lorenzo Mattielli, Immaculata, kolem 1736,
palena hlina s natérem hné&dé barvy, v. 50 cm,
Osterreichische Galerie Belvedere, inv. &. 4351,
pochézi z videtiské sbirky Oskara Bondyho.

Srov. Elfriede Baum, Katalog des Osterreichischen
Barockmuseums im Unteren Belveder in Wien, Bd. 1,
Wien — Miinchen 1980, s. 292, ¢&. kat. 175, obr. 175



na s. 294 (Lorenzo Mattielli?); Schemper-Sparholz
(cit. v pozn. 3), s. 232, obr. 3 na s. 233.

7 Jakob Christoph Schletterer, Maria-Immaculata,
kolem 1754, alabastr, v. 38,5 cm, Budapest,

Magyar Nemzeti Galéria, inv. €. 86.13M, pochazi

z opatstvi Zirc, poté uloZena v Diecéznim muzeu
v Ostfihomi, domnéle zni¢ena za II. svétové

valky a znovuobjevena v poskozeném stavu.

Jeji mramorova varianta (v. cca 40 cm) z Muzea

v T4t&€ pochdzi z tamniho zdmku kniZat Esterhazy.
Srov. Maria Agghédzy, Die Immaculata-Statuen

des Jakob Christoph Schletterer, Alte und Moderne
Kunst IX, 1964, Mirz/April, s. 24—25, obr. 1—3;
Schemper-Sparholz (cit. v pozn. 3), s. 232, obr.

4 na s. 233; eadem (cit. v pozn. 5), s. 152, 156,
pozn. 42, obr. 13 na s. 155; eadem, Jakob Christoph
Schletterer, Maria Immaculata, um 1754, in: Georg
Raphael Donner. 1693—1741 (kat. vyst.), Gerbert
Frodl (ed.), Osterreichische Galerie Wien 1993,

S. 447—448, €. kat. 104, obr. na s. 448.

8 Schemper-Sparholz (cit. v pozn. 5), s. 152, 156,
pozn. 42, 43.

9 Eadem, in: Georg Raphael Donner

(cit. v pozn. 7), s. 448. Stejny typ P. Marie uplatnil
Mattielli ve skupin& na namét ,, Svatého Pfibuzenstva*
(P. Marie s d&ckem a sv. Josefem a Annou), 1736,
palen3 hlina s bronzovym nitérem, v. 61 cm,
znateno na pravé stran& schodu: Laurentius
Mattielli fecit Ano 1736, Osterreichische Galerie
Belvedere, Wien, inv. &. 2364. Srov. k tomu

eadem, in: Georg Raphael Donner (cit. v pozn. 7),
s. 251, 253, &. kat. 16, obr. na s. 250; eadem, in:
Triumph der Phantasie. Barocke Modelle von Hildebrandt
bis Mollinarolo (kat. vyst.), Michael Krapf (ed.),
Osterreichische Galerie Belvedere, Wien 1998,

s. 215, &. kat. 66, bar. obr. na s. 216.

10 Srov. Jan Royt, Slovnik biblické ikonografie, Praha
2006, s. 198.

11 Srov. Ernst Guldan, Eva und Maria: eine
Antithese als Bildmotiv, Graz — K6éln — Wien 1966,

s. 108: , Die unbefleckte Jungfrau, umgeben von den
Zeichen der Sonnenbraut, ist zur reparatrix mundi
geworden... Denn die Sinnmitte dieser Bilder bestimmt das
Motiv der Schlangentreterin iiber der von Siindenflucht
heimgesuchten Welt.

12 Srov. Guldan (cit. v pozn. 11), s. 105—108,
obr. 123—126 na s. 290—291; Engelbert Kirschbaum
S, Lexikon der christlichen Ikonographie, Bd. IL.,

Rom — Freiburg — Basel — Wien 1970, s. 343;
Hannelore Sachs — Ernst Badstiibner — Helga
Neumann, Christliche Tkonographie in Stichworten,
Leipzig 1980, s. 350—351; Gertrud Schiller,
ITkonographie der christlichen Kunst, Bd. 4,2 (Maria),
Giitersloh 1980, s. 175, obr. 781—786 na s. 438—441.

Zde reprodukovan vzorovy piiklad barokniho
ztvarnéni Immaculaty Conceptio — velké platno
Giambatisty Tiepola z Chiesa Di Santa Maria in
Aracoeli ve Vicenze (1734—1736).

13 Ingeborg Schemper-Sparholz, Die Ovidischen
Statuen aus Klosterbruck und andere mégliche
Arbeiten Lorenzo Mattiellis in Mihren, in: Ars
naturam adiuvans. Sbornik k pocté prof. PhDr. Milose
Stehlika, Jifi Kroupa (ed.), Brno 2003, s. 31—49, zde
S. 41.

14 Baum (cit. v pozn. 6), s. 292.

15 Srov. naposledy Toma3 Hladik, Hlavni oltaf
klasterniho kostela benediktintt v Melku, in: idem,
Sochat'skd dilna obdobi baroka ve stiedni Evropé. Od
ndvrhu k provedeni, Narodni galerie v Praze 2016,

5. 131—134, 173, pozn. 363, 367—369, obr. 102 na

s. 133 (Lorenzo Mattielli, Prorok Daniel, kolem 1726,
palena hlina cihlové Eervené barvy, svétly podklad,
kromé svétle razového inkarniatu zdobeno
ptvodné platkovym zlatem na okrovém polimentu,
v. 39,5 cm, 3. 22 c¢m, hl. 13,5 cm, Germanisches
Nationalmuseum Niirnberg, inv. & Pl. 0.2491).

16 Neznamy autor, Praha nebo Viden (?),

druhi ¢tvrtina 18. stoleti, Alegorie Astronomie,
lipové drevo, volna fezba vypracovana také

vzadu, obnovena mladsi polychromie, v. 41,3 cm,
§. 11,5 cm, hl. 9,2 cm, N4rodni muzeum-Historické
muzeum, inv. & H 3805, zaptjéeno do Néarodni
galerie v Praze, inv. &. VP 10665. Zpiisob ziskani
Fezby pfesné nezname, v Narodnim muzeu byla
inventovana uz pfed rokem 1900; roku 1979 ji
restauroval Karel Stadnik.

17 Srov. Tom4s Hladik, Sochafska dilna

v baroknich Cechach, in: Uméni manijrismu a baroka
v Cechdch. Priwodce stdlou expozici Sbirky starého uméni
Ndrodni galerie v Praze v Kldstefe sv. Jifi, Vit Vlnas
(ed.), Narodni galerie v Praze 2005, s. 137, &. 138,
obr.

18 Spodni, dvakrat odstupnéné ¢ast soklu mtze
byt oviem mladsiho ptivodu: mezi vlastnim
plintem a touto partii soklu je patrna nevyrazna
spara.

19 Zda se v3ak, Ze zakladni pohybovy vzorec
renesanéni sochy pfebrala také kamenna skulptura
Alegorie Jara (Venuse s rigemi), prace Jeronyma
Kohla (?) nebo Bartholomea Zwengse z vyzdoby
§porkovského Kuksu. Srov. D. Z. Bor (Vladislav
Zadrobilek), Frantisek Antonin hrabé Spork. Vijznamnij
mecends barokni kultury v Cechdch, Trigon 1999, obr.
23 na s. 21; Ivo Kofan, Braunové, Praha 1999, s.

56 (dilna Matyase Bernarda Brauna). — Martin
Pavliéek (rec.), Ivo KoFan, Braunové, Uméni XLVIII,
2000, s. 97, 100, pozn. 3, povazuje Alegorie étyr
roénich dob v Kuksu za mozné dilo Ottavia Mosta.
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20 V cisafskych sbirkach je dilo doloZeno
teprve v roce 1750. Srov. Julius von Schlosser,
Werke der Kleinplastik in der Skulpturensammlung

des A. H. Kaiserhauses, Bd. 1, Bildwerke in Bronze,
Stein und Ton, Wien 1910, s. 10, tab. XXVII/2. —
PhDr. Lubomir Sr3efi se prazskou fezbou zabyval
v ramci pfipravované vystavy A Thousand Years

of Czech Culture. Riches from the National Museum

in Prague, Old Salem 1996, do katalogu ji viak
nakonec nezatadil. Srde¢né mu d&kuji za toto tstni
sdéleni a za souhlas s publikovdnim dila.

21 Giambologna, Venus Urania nebo Alegorie
Astronomie, kolem 1575, lity bronz, v. 38,8 cm, ryta
signatura vzadu na pasu pridrzujicim draperii: GIO
BOLONGE, Wien, Kunsthistorisches Museum,
Kunstkammer, inv. & KK 5893. Datovani dila

v odborné literatufe kolisa v rozpéti let 1572—1573,
kolem 1573 a kolem 1575. Srov. Charles Avery,
Giambologna. The complete sculpture, Phaidon Press,
London 1993, s. 139, obr. na s. 138; naposledy
Claudia Kryza-Gersch, in: Giambologna. Triumph
des Korpers (kat. vyst.), Wilfried Seipel (ed.), Wien,
Kunsthistorisches Museum 2006, s. 234—237,

&. kat. 16, obr. na s. 235, 236, 237; Manfred Leithe-
-Jasper, in: Giambologna — gli dei, gli eroi. Genesi ¢
fortuna di uno stile europeo nella scultura (kat. vyst.),
Beatrice Paolozzi-Strozzi — Dimitrio Zikos (eds.),
Firenze, Museo Nazionale del Bargello 2006,

S. 204—206, ¢. kat. 22, obr. na s. 205, 206.

22 Avery (cit. v pozn. 21), s. 259, €. 55.

23 Srov. Manfred Leithe-Jasper, in: Von allen Seiten
schon: Bronzen der Renaissance und des Barock (kat.
vyst.), Volker Krahn (ed.), Altes Museum Berlin,
Heidelberg 1995, s. 354—355, &. kat. 110, obr. na

s. 356—357.

24 Srov. Herbert Keutner a Manfred Leithe-
-Jasper, in: Giambologna 1529—1608. Ein Wendepunkt
der europdischen Plastik (kat. vyst.), Charles Avery —
Anthony Radcliffe — Manfred Leithe-Jasper (eds.),
Wien, Kunsthistorisches Museum 1978, s. 27,
92—93, &. kat. 12, obr. 12, bar. tab. V.

25 Georg von Gehren (rec.), Giambologna ein
europidischer Bildhauer im Dienste der Medici,
Weltkunst XLVIII, 1978, s. 2463.

26 Lars Olof Larsson, Venus Urania oder
Alegorie der Astronomie, in: Prag um 1600. Kunst
und Kultur am Hofe Rudolfs II. (kat. vyst.), Villa
Hiigel, Essen 1988, s. 139—140, &. kat. 47, obr. 47
na s. 140 (celek a detail hlavy).

27 Leithe-Jasper (cit. v pozn. 23), s. 354—355.

28 Larsson (cit. v pozn. 26), s. 139.

29 Srov. Rotraud Bauer — Herbert Haupt (eds.),
Das Kunstkammerinventar Kaiser Rudolphs II.,
1607—1611, Jahrbuch der Kunsthistorischen Sammlungen
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in Wien, 72 (Neue Folge Bd. XXXVI), 1976, zejména
s. 99 ad. Vyéet Giambolognovych bronz# v Praze
podéva Leithe-Jasper (cit. v pozn. 24), s. 75—77,
82, pozn. 22; idem, in: Giambologna 1520—1608.
Sculptor to the Medici (kat. vyst.), Charles Avery —
Anthony Radcliffe (eds.), Edinburgh — London —
Vienne 1978—1979, s. 53—55, 60, pozn. 20; Gehren
(cit. v pozn. 25), s. 2462.

30 Larsson (cit. v pozn. 26), s. 140. Stejné smyslel
Anthony Radcliffe, Giambologna’s Cesarini Venus
(kat. vyst.), National Gallery of Art, Washington
1993, s. 10—11, &. kat. 4, obr. na s. 10: , It may have
belonged to the Emperor Rudolf II., who had a special
fascination with astronomy and astrology, though it does
not appear in his inventory which is incomplete.“

31 Giambologna, Astronomia také znama jako
Venus Urania, odlita pravdépodobné po roce 1573
mozna Fra Domenikem Portigianim, bronz,

v. 38,8 cm, soukrom4 sbirka. Srov. Patricia
Wengraf, in: Giambologna. Triumph des Korpers
(cit. v pozn. 21), s. 237—242, &. kat. 17, obr. na

5. 238, 239, 241.

32 Kryza-Gersch (cit. v pozn. 21), s. 237, dile
také Patricia Wengraf, in: ibidem, s. 238: , Die beiden
Bronzen kinnen unmoglich nach derselben Gussform
agefertigt worden sein, denn das Wiener Exemplar ist ein
stirker ausgearbeitetes Modell. “

33 Patricia Wengraf, in: Giambologna. Triumph
des Kérpers (cit. v pozn. 21), s. 114, 122, 136, 138,
pozn. 52, 53, 142.

34 Dorothea Diemer, in: Giambologna. Triumph
des Kérpers (cit. v pozn. 21), s. 155, 175—176, 181,
185, pozn. 2—7, 83—86.

35 Cestami, jimiZ se Giambolognovy bronzy
dostévaly do Zaalpi, se opakované zabyvala
Dorothea Diemer, Giambologna in Germania,

in: Giambologna — gli dei (cit. v pozn. 21),

s. 107—125; eadem, Giambologna in Deutschland,
in: Giambologna. Triumph des Kérpers

(cit. v pozn. 21), s. 155—185; eadem, Giambolognas
Wirkung in Deutschland, in: Giambologna in
Dresden. Die Geschenke der Medici (kat. vyst.), Dirk
Syndram — Moritz Woelk — Martina Minning
(eds.), Staatliche Kunstsammlungen Dresden,
Miinchen — Berlin 2006, s. 81—88.

36 Obchodnik Markus Zich (t 1620) byl od
roku 1584 ve sluzbach Fuggeri a soutasné také
cisaFskym a wiirttemberskym dvornim radou.
Srov. k tomu Oskar Doering, Des Augsburger
Patriciers Philipp Hainhofer Bezichungen zum Herzog
Philipp II. von Pommern-Stettin. Correspondenzen aus
den Jahren 1610—1619 im Auszuge mitgetheilt und
commentiert (Quellenschriften fiir Kunstgeschichte
und Kunsttechnik des Mittelalters und der Neuzeit,



N. F. Bd. VI), Wien 1894, s. 97; cituje D. Diemer,
in: Giambologna. Triumph des Kérpers (cit.

v pozn. 21), s. 184, pozn. 56.

37 Leithe-JTasper (cit. v pozn. 24), s. 79, 82,
pozn. 37—39; naposledy Diemer, in: Giambologna.
Triumph des Kérpers (cit. v pozn. 21), s. 168,
172—175, 184—185, pozn. 55—79. — Podle Hainho-
ferovy zpravy ze 4. dubna 1612 nabizel Zich svou
sbirku (,Bilder”), jez byla ocenéna na 4.000 zla-
tych, ve Vidni cisafi Matyaovi. Srov. Doering
(pozn. 36), s. 223; cituje Diemer, in: Giambologna.
Triumph des Korpers (cit. v pozn. 21), s. 175, 185,
pozn. 80.

38 Hans R. Weihrauch, Europdische Bronzestattuen,
15.—18. Jahrhundert, Braunschweig 1967, s. 506,
pozn. 250; 250 Jahre Schloss Pommersfelden
(1718—1968) (Neujahrsblitter, hg. von der
Gesellschaft fiir Frinkische Geschichte 23)

(kat. vyst.), Wilhelm Schonath (ed.), Wiirzburg
1968, s. 84, ¢. 123; Diemer, in: Giambologna —

gli dei (cit. v pozn. 21), s. 115, 117—119, 124—125,
pozn. 54—81; eadem, in: Giambologna. Triumph
des Korpers (cit. v pozn. 21), s. 174, 184, pozn. 70;
Wengraf, ibidem, s. 114, 136, pozn. 54.

39 Diemer, in: Giambologna. Triumph des
Korpers (cit. v pozn. 21), s. 173, 184, pozn. 64.

40 Ursel Berger, Eine Plastiksammlung mit

dem Bildhauernachlass von Johann Gregor van
der Schardt, in: Die Kunstsammlungen des Paulus
Praun. Die Inventare von 1616 und 1719 (Quellen zur
Geschichte und Kultur der Stadt Niirnberg, 25),
Katrin Achilles-Syndram — Stadtarchiv Niirnberg,
Niirnberg (eds.) 1994, s. 43—60, zde s. 45—47 (vycet
Giambolognovych bronz); dile srov. Diemer, in:
Giambologna — gli dei (cit. v pozn. 21), s. 114, 124,
pozn. 41—47.

41 Cela sbirka ziistala dlouho v rodinném
drzeni a teprve roku 1801 byla jako celek prodéna;
stopy po kabinetnich bronzech se oviem ztratily.
Srov. Diemer, in: Giambologna. Triumph des
Korpers (cit. v pozn. 21), s. 167, 183, pozn. 43—47.
Autorka uvadi odlidna Zivotni data Paula Prauna
(1558—1627) s tim, Ze uvedeni sbirka se do
Norimberka dostala az po jeho smrti.

42 Monika Meine-Schawe, Die Grablege der Wettiner
im Dom zu Freiberg. Die Umgestaltung des Domchores
durch Giovanni Maria Nosseni 1585—1594, Tuduv-
-Studien, Reihe Kunstgeschichte, Bd. 46, Miinchen
1992, s. 177—179, &. 26—38; dale srov. Diemer, in:
Giambologna — gli dei (cit. v pozn. 21), s. 122, 125,
pozn. 84, 85; eadem, in: Giambologna. Triumph
des Korpers (cit. v pozn. 21), s. 176—177, 185,
pozn. 87—91.

43 Meine-Schawe (cit. v pozn. 42), s. 178,

¢. 33: ,ein stehend Bild, die Astronomia, von Gips,

weiss, % Ellen hoch, 2 Th.“; dile srov. Diemer, in:
Giambologna — gli dei (cit. v pozn. 21), s. 125,
pozn. 85: ,La misura sommaria di 3 braccia concorda
con L' Astronomia firmata, conservata a Vienna (cat. 22)%;
eadem, in: Giambologna. Triumph des Kérpers
(cit. v pozn. 21), s. 176—177, 185, pozn. 89—90.

44 Srov. k tomu Italské renesancni bronzy

(kat. vyst.), Jan Chlibec (ed.), Narodni galerie

v Praze 1992, s. 47—51, &. kat. 49—54; idem, Italské
renesancni sochai'stoi v eskijch stdtnich a soukromijch
sbirkdch, Academia, Praha 2006, s. 25—26, 284—287,
&. 133, 134. Shirkova ¢innost rodu sahala do

16. stoleti, pfi¢emz kolekce italskych bronzt je

v nosticovskych sbirkich uloZena nejméné od roku
1765. Dal3i piiklady dilenskych praci a bronzovych
odlitkd z naslednosti tvorby florentského

mistra se dostaly do soukromych sbirek v Praze

a Brné a déle do Néarodni galerie v Praze,
Uméleckoprimyslového muzea v Praze, Slezského
zemského muzea v Opavé a Severofeského muzea
v Liberci. Srov. ibidem, s. 280—283, 288—298,

¢. 132, 133, 136—140. — Ke sbératelské ¢innosti
Nosticti déle srov. Lubomir Slavi¢ek, Nosticové
jako sbératelé a podporovatelé uméni, in: Artis
pictoriae amatores (kat. vyst.), Lubomir Slaviéek (ed.),
Narodni galerie v Praze 1993, s. 171—183.

45 K Vriesov€ osobnosti srov. Adriaen de Vries
1556—1626. Imperial sculptor (kat. vyst.), Frits
Scholten (ed.), Zwolle 1998; Adriaen de Vries
1556—1626. Augsburgs Glanz — Europas Ruhm

(kat. vyst.), Bjérn R. Kommer (ed.), Stidtische
Kunstsammlungen Augsburg, Heidelberg 2000;
Sigmund Graf Adelmann — Dorothea Diemer
(eds.), Neue Beitrige zu Adriaen de Vries. Vortrige des
Adriaen de Vries Symposiums vom 16. bis 18. April
2008 in Stadthagen und Biickeburg (Kulturlandschaft
Schaumburg, Bd. 14), Bielefeld 2008.

46 |, Ein figur, so die Venus Uranie repraesentiert,

aus obiger materi (Pronso) verfertigt.“ Srov. k tomu
Heinrich Zimmermann, ,Inventare, Acten und
Regesten aus der Schatzkammer des Allerhgchsten
Kaiserhauses’, Jahrbuch der Kunsthistorischen
Sammlungen des Allerhochsten Kaiserhauses 10,

1889, s. CCCX, Regest 6253; cituje Leithe-Jasper
(cit. v pozn. 24) s. 60, pozn. 27; idem, in: Von allen
Seiten (cit. v pozn. 23), s. 354, 355, pozn. 1.

47 Leithe-Jasper, in: Giambologna — gli

dei (cit. v pozn. 21), s. 204, €. kat. 22, uvadi
nisledujici znamé repliky a varianty: t¥i

byly kdysi v soukromych sbirkidch v Berling;

déle Klosterneuburg, Kunstsammlungen des
Augustiner Chorherrenstiftes, inv. €. KG 31;
Londyn, Sotheby’s 10. 12. 1987, Lot 74; Londyn,
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Sotheby’s 12. 12. 1996, Lot 48; soukroma sbirka
(v. 38,7 cm, kdysi v majetku Patricie Wengraf

a Sira Leona Bagrita), dvakrat ve sbirkdch v New
Yorku; Paf¥iz, Musée du Louvre, collection

Thiers; Pafiz, Musée du Louvre (?), kdysi sbirka
Martin Le Roy; Toronto, Royal Ontario Museum
(anonymni zaptjcka, dfive v schonbornské

sbirce v Pommersfelden); Versailles, Musée
national des chateaux de Versailles et de Trianon
(v. 39,7 cm, inv. & MV 7736). — Dal3i bronzové
varianty, rozmé&ry srovnatelné s videriskou sochou
Astronomie, uvadi Wengraf, in: Giambologna.
Triumph des Koérpers (cit. v pozn. 21), s. 240: New
York, Metropolitan Museum of Art (v. 38,9 cm);
New York, Sotheby’s 30. 5. 1987, Lot. 61 (v. 38,4
cm); dfive New York, Bachstitz Collection (v. 38
cm); Versailles, Musée national des chiteaux de
Versailles (v. 39,7 cm, v tomto pfipad€ byl zfejmé&
zapodten i vy bronzovy sokl). Autorka dale
zmifiuje je3t€ fadu mengich a pozdé&ji vzniklych
odlitkd totozné kompozice. — Zrcadlové obricena
varianta (bronz, v. 18,6 cm), pravdépodobné od
nékterého severského umélce, je uloZena ve
Vidni, Kunsthistorisches Museum, Kunstkammer,
inv. & KK 5891. Srov. k tomu Leithe-Jasper

(cit. v pozn. 24), s. 93, &. kat. 12b. — Valeria
Brunori, in: Giambologna — gli dei (cit. v pozn. 21),
s. 353, &. 6, obr., reprodukuje kopii Venus Urania
(patinovany bronz, v. 37,5 c¢m, inv. €. 85B) uloZenou
v Museo Nazionale del Bargello ve Florencii.

48 Ne&kdy ani nelze pfesné rozhodnout, zda se
v dochovanych pfipadech jedna o autorské repliky,
anebo o autonomni varianty & pouhé kopie.

Srov. Leithe-Jasper, in: Giambologna — gli dei

(cit. v pozn. 21), s. 205.

49 Hannover, Kestner-Museum, slonovina, jizni
Nizozemi, kolem 1600?. Srov. Leithe-Jasper, in:
Giambologna — gli dei (cit. v pozn. 21), s. 204,
kde je rovnéz uvedena fezba z Nirodniho muzea
v Praze. — K porcelanové Venusi od Antona

K. Luplaua srov. Ursel Berger — Volker Krahn,
Bronzen der Renaissance und des Barock. Katalog
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der Sammlung, Herzog Anton Ulrich-Museum
Braunschweig, Braunschweig 1994, s. 16, obr. 12
tamtéz.

50 Uzky pés s mistrovou signaturou, vedeny
pres zdda a hrud videtiské Venuse a pfidrzujici jeji
draperii, naopak schazi u dal3ich znamych variant.
51 Napiiklad Venuse osusujici se po ldzni,

kolem 1580—1585(2), bronz, v. 24,9 cm, Wien,
Kunsthistorisches Museum, Kunstkammer,

inv. &. KK 5874. Srov. Leithe-Jasper, Giambologna,
1529—1608. Ein Wendepunkt (cit. v pozn. 24),

s. 84—87, ¢. kat. 1—5, 5a; idem, in: Giambologna —
gli dei (cit. v pozn. 21), s. 203, &. kat. 21; Kryza-
-Gersch, in: Giambologna. Triumph des Korpers
(cit. v pozn. 21), s. 195—198, &. kat. 3, obr. na

s. 195, 196.

52 Na zdkladé zjisténi restauratora, ktery
konstatoval vyborny stav dfeva a uziti mladsi
techniky le$téné béli na povrchu, interpretoval
PhDr. Lubo§ Srieii historii vzniku Alegorie
Astronomie v nasledujicim smyslu: , Je tedy mogné, %e
soSka kopiruje dnes nezndmé barokni modelletto, a vznikla
snad v dobé historizujicich ndvrati ke slohim manyrismu
a baroku ve 2. pol. 19. stoleti.“ Srov. rukopisny text
katalogového hesla vystavy v Old Salemu z roku
1996. Dr. Lubomiru Sr3tiovi srde¢né d&kuji za
poskytnuti strojopisného textu.

53 Jinou transpozici slavného pozdné
renesan¢niho dila do podoby barokni drobné
fezby pfedstavuje Herkules v zdpasu se lvem ze t¥eti
tfetiny 17. stoleti, rovn&z z majetku Narodniho
muzea v Praze, ktery je zfejmym ohlasem Vriesovy
fontany v Augsburgu, respektive jeji znamé rytiny.
Mladsi ¢lanky v procesu transpozice podobnych
dél s ndmétem Herkulovych zdpast predstavuji
prazska kamenna souso3i Jana Jiftho Bendla

a Ferdinanda Maxmilidna Brokofa a skulptura

z Braunovy dilny na zdmku v Duchcové€. Srov.

k tomu Lubo§ Sr¥en, in: Sldva barokni Cechie. Uménd,
kultura a spolecnost 17. a 18. stoleti (kat. vyst.), Vit
Vlnas (ed.), Narodni galerie v Praze 2001, s. 398,

¢. kat. 11/3.172.



Seznam vyobrazeni

1 Lorenzo Mattielli, Panna Marie-Immaculata, kolem
1735, Narodni galerie v Praze. Foto: Narodni galerie Praha
(David Stecker).

2 Lorenzo Mattielli, Panna Marie-Immaculata.

3 Lorenzo Mattielli, Panna Marie-Immaculata — detail
hlavy.

4 Lorenzo Mattielli, Panna Marie-Immaculata — pohled
na zadni stranu.

5 Lorenzo Mattielli, Panna Marie-Immaculata — pohled
na levy profil.

6 Lorenzo Mattielli, Immaculata, kolem 1736, Wien,
Osterreichische Galerie Belvedere. Foto: Belvedere, Wien.

7 Jakob Christoph Schletterer, Immaculata, kolem 1754,
Budapest, Magyar Nemzeti Galéria. Reprofoto: Narodni
galerie Praha (David Stecker).

8 Praha nebo Viden (?), druha ¢tvrtina 18. stoleti,
Alegorie Astronomie, Narodni muzeum, zaptj¢eno do
Narodni galerie v Praze. Foto: Narodni galerie Praha (David
Stecker).

9 Alegorie Astronomie, Narodni muzeum — detail hlavy.

10 Giovanni Bologna, Alegorie Astronomie (Venus
Urania), kolem 1575, Wien, Kunsthistorisches Museum,
Kunstkammer. Foto: KHM-Museumsverband.

11 Giovanni Bologna, Alegorie Astronomie (Venus
Urania), pravdépodobné po roce 1573, soukroma sbirka.
Reprofoto: Narodni galerie Praha (David Stecker).

12 Alegorie Astronomie, Narodni muzeum — pohled
na pravy profil.

13 Giovanni Bologna, Alegorie Astronomie, Wien,
Kunsthistorisches Museum, Kunstkammer — detail hlavy
Foto: KHM-Museumsverband.

14 Giovanni Bologna, Alegorie Astronomie, soukroma
sbirka — detail hlavy. Reprofoto: Narodni galerie Praha
(David Stecker).

15 Alegorie Astronomie, Narodni muzeum — pohled
na zadni stranu.
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ZPRAVY

Neinvazivni materialovy
pruzkum obrazil
Gustava Klimta

RADKA SEFCU

V poslednich letech doslo v chemicko-technologické laboratori Narodni galerie Praha

k v§znamnému rozsifeni mobilnich neinvazivnich metod, jako je rentgenova fluorescenéni
analyza, mobilni Ramanova spektroskopie a infradervena spektroskopie s Fourierovou trans-
formaci. Mobilni neinvazivni metody prizkumu in situ umoziuji materialovy prizkum
vysoce viznamnych dé€l bez nutnosti jejich prfesunu do laboratornich podminek a zejména
pak bez nutnosti odbérii vzorkii pro chemickou analjzu. Metody rentgenofluorescenéni ana-
ljzy a Ramanovy spektroskopie byly v nedavné dobé vyuZity pro priizkum tak vyznamnych
dél, jako je Panna a Vodni xdmek od Gustava Klimta. Priizkum t€mito prenosnymi instru-
mentilnimi technikami p¥inesl velice uspokojivé vysledky. Byly identifikovany vytvarné
materialy, zejména pigmenty a barviva, a tim i charakterizovana umélcova paleta a technika
provedeni bez nutnosti jakéhokoliv zasahu do dél samotnych.

Klicova slova: V poslednich letech se v oblasti materialové-

Gustav KIimF, neinvazivni analytick% nlqetod'y, Ramanova ho prﬁzkumu uméleckifch dél soustiedila

spektroskopie, rentgenofluorescenéni analyza, pigmenty veis . . ..
pozornost na vyuZiti zejména neinvazivnich
analytickych metod. Diivodem pro volbu
té€chto metod bylo umoZnit zkoumani dél,
kde neni moZnost odebrat vzorek pro mate-
ridlovou analyzu, ale i eliminovat mikrode-
struktivni metody, kdy v prab&hu restaura-
torského procesu dochazi pravé k odbéru
mikrovzorkd obvykle z okrajovych ¢asti umé-
leckych dé&l nebo v mistech defektii.! Mobilni
neinvazivni metody prizkumu jsou provadé-
ny in situ bez nutnosti p¥esunu dél do labo-
ratornich podminek a bez nutnosti odbért
vzorkt pro chemickou analyzu. Prizkum lze
realizovat p¥imo ve vystavnich prostorich,
v depozitafich nebo v prab&hu restaurovani
v restauratorskych ateliérech (obr. 1).2
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Obvyklé neinvazivni metody rovnéz nejsou
limitovany velikosti samotnych uméleckych
dél. Vyhodou t&chto metod je flexibilita,
relativin€ rychlé ziskdni dat a analjza mtize
pfitom probihat bezkontaktn€ ze vzdalenosti
nékolika malo milimetrd aZ centimetrt.
Méfeni je provadéno bodov€ na nekoned-
ném poctu bodt, které je nasledné zakladem
velice reprezentativnich a relevantnich ddajt
(obr. 2). Rovné€Zz muzZe byt méfeni realizovino
plo3né& a v n&kterych pripadech lze provést
i hloubkové profilovani (3D).4

V soudasnosti pouzivané inovativni mobilni
piistroje maji velice dobrou pFesnost, citlivost
a parametry, které jsou dosta¢ujicim kom-
promisem mezi jejich mobilitou a parametry
§pic¢kovych stacionarnich v€deckych instru-
mentalnich pfistroji v laboratof¥ich. P¥i inter-
pretaci vysledki je viak vzdy nutné zohlednit
jak samotné parametry piistrojt (vikony,
limity mé&feni apod.), tak i to, Ze analyza
probihé z povrchu umeéleckého dila. UZité
vytvarné materialy jsou obvykle heterogenni,
Casto jde o vrstevnaté systémy, jako je tomu
u malby,’ a na dilech mohou byt i druhotné
materialy v retudich a pfemalbach.

Mezi nejrozsifenéjsi mobilni instrumen-
talni metody patii rentgenova fluorescenéni
analyza (XRF), mobilni Ramanova spekt-
roskopie (RS) a infragervena spektroskopie
s Fourierovou transformaci (FTIR). Nejdéle
vyuZzivajici metoda je rentgenova fluo-
rescen¢ni analyza,® kterd umo#Ziiuje stano-
vit chemické prvkové sloZeni zkoumaného
vytvarného materidlu na zdklad€ stimulo-
vané emise charakteristického rentgenového
zafeni. Vysledkem analyzy je identifikace pii-
tomnych chemickych prvkd. B€Zné lze urdit
chemické prvky od hliniku (Al) po uran (U).
Na zaklad€ pfitomnych charakteristickych
prvka Ize identifikovat konkrétni anorga-
nicky materidl — pigment v malb&.8V pfipadé
komplexnich vrstevnatych struktur malby je
limitujici uréeni v jaké hloubce, resp. vrstve,
se dany piftomny pigment nachazi.’

V poslednich letech jsou stile vice vyu-
Zivany komplementdrni metody Ramanova
a infradervend spektroskopie, které studuji
strukturni charakter anorganickych a orga-
nickych materiald (pigmentd, barviv a pojivo-
vych slozek).** Ob& metody jsou zaloZeny na
charakteristické interakci mezi analyzovanou
latkou a excitaénim laserovym zafenim. V pii-
padé Ramanovy spektroskopie je délezitym
parametrem vlnova délka excitaéniho laseru.

Analyzou ziskdme spektrum charakterizujici
strukturu zkoumané latky, kterd je identifiko-
vana na zéklad€ porovnani s knihovnou spek-
ter standardnich latek.'* Mobilni Ramanovy
spektrometry nejcastéji vyuzivaji k méfeni
opticka vlakna umoZiujici pfivedeni exci-
ta¢nfho zafeni pfimo k méfenému objektu
a néasledné odvedeni emitovaného zafeni na
detektor.
Optické vldkno muZe byt napojeno pies
mikroskop (obr. 3), mé&Feni lze tak provadét
na ploge veliké fadové mikrometry. Extrémni
pozornost p¥i méFeni je v€novana regulaci
vykonu laseru, aby na povrchu uméleckého
dila nemohlo dojit ke zméné& struktury vlivem
degradaéniho fotochemického nebo tepelné-
ho procesu.® V piipadech, Ze ve zkoumanych
materidlech pfevladaji latky vykazujici fluo-
rescenci, je nutno pro analyzu vyuZzit takové
pristroje, resp. lasery, které jsou schopny
fluorescenci redukovat nebo eliminovat
(obr. 4),% ev. pouzit reflexni infragervenou
spektroskopii. Mobiln{ infradervend spektro-
skopie s Fourierovou transformaci (FTIR) se
uziva v reflexnim modu zejména pro iden-
tifikaci organickych slozek malby (barviva,
pojivové latky, povrchové laky apod.).”

Vyuziti t&chto technik pii studiu uméni
19. stoleti a moderntho umeént je sloZit&jsi,
nebot jak ukazuji prizkumy provedené
konvenénimi metodami na vzorcich, jde
0 pomé&rné pocetné&jsi heterogenni smési
materialt.’® Nové, jiz pramysloveé vyribéné
barvy v tubéach davaji moZnost se osvobodit
od tradiénich vytvarnych postupt a umoziiuji
vice experimentovat vzajemnym miSenim
nékolika rozdilnych barev pro vytvofeni poza-
dované barevnosti.”

Metody rentgenofluorescen¢ni analyzy
a Ramanovy spektroskopie byly v neddvné
dobé vyuZity pro prizkum tak vjznamnych
dél jako je Panna (olej, platno, 190 x 200 cm,
1913, Nérodni galerie Praha, inv. &. O 4152)
a Vodni zdmek (olej, platno, 110 x 100 cm,
1908—1909, Narodni galerie Praha,
inv. é. O 4103, obr. 5) od Gustava Klimta
(1862—1918), nejvyznamnéjsiho predstavitele
Videriské secese. Dila byla ziskdna némeckou
sekci Moderni galerie, Vodni zdmek v ramci
vystavy v roce 1910. Namétem je krajina se
zdmkem v Kammeru, kterd byla namalovina
Klimtem v prab&hu letnich pobytt u jezera
Attersee. Mimoradna akvizice dila Panna,
vyjadfujici fenomén Zenského byti, jenz patii
mezi zdsadni témata secese, byla realizovina
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po vystavé v Rudolfinu v roce 1914 pofadané
Moderni galerif.®

Ob¢ vyznamna dila bylo moZno zkoumat
pii pfipravé pro vystavni projekty v roce
2017 a 2018.% Dila Gustava Klimta ve sbir-
kach Narodni galerie Praha nebyla doposud
zkouména z pohledu materialového sloZeni.
Diléi analyzy materidlového prizkumu dél
tohoto umeélce byly publikoviny v zahraniéi,
zejména na nist€nnych malbach v prab&hu
restaurovani.*

Metody analyzy

Prvkova analjza probthala z povrchu malby
metodou mobilni neinvazivni rentgenofluo-
rescen¢ni analyzy, kterd byla provedena
prenosnym piistrojem NITON XIL3t GOLDD.
Zdroj zaFeni je minirentgenka se stfibrnou
anodou, s maximalnim napé&tim 50 kV.
Analyza umoziiuje detekovat prvky s ato-
movym ¢islem vétsim nez hlinik (Z>13).
Emitované zafeni z povrchu malby bylo dete-
kovano s minimalni velikosti plochy o pri-
méru 3 mm integrovanym velkoobjemovym
kfemikovym detektorem. Plocha mé&feni byla
sniména integrovanou CCD kamerou. Doba
jedné analyzy byla 120 s. Mé&feni probihalo
bezkontaktné& ze vzdalenosti do cca 0,5 cm.
Na obraze Panna byla provedena prvkova
analyza ze 42 méFenych bodi (obr. 2), na
obraze Vodni zdmek bylo mé&feno 19 bodt na
barevnych plochach.

Identifikace struktury vytvarnych materialt
byla provedena mobilni Ramanovou spekt-
roskopii. Na obraze Panna byl uzit disperzni
Ramantiv spektrometr s vliknovou optikou
iRaman Plus od firmy BWTek. Excitaéni laser
785 nm. Maximalni vykon laseru je 420 mW.
Intenzita dopadajiciho laserového ziFeni
byla do 5 % s dobou mé&feni 4—40 s. M&feny
spektralni rozsah je 65—3200 cm? s rozlige-
nim 4,5 cm*. Vldknova optika 1,5 m dlouha
byla zapojena pfes mikroskop Olympus
s objektivem se zvé&tsenim 20krat. Mikroskop
byl uchycen do motorizované trojnozky
s posunem ve sméru os X, y, z, $ miniméalnim
krokem 5 pm. Méfeni probihalo bezkon-
taktné&. Vyhodnoceni bylo provedeno pomoci
programtt BWSpec a Omnic 9. Rovnéz byl
uZit ruéni Ramantv spektrometr Bravo od
firmy Bruker. Pfistroj je vybaven dudlnim
laserem 780—1064 nm s potla&enou fluo-
rescenci — Sequentially Shifted Excitation
(SSE). Mé&feni probihalo ve spektrilnim
rozsahu 300—3200 cm? s vjkonem laseru

Bulletin of the National Gallery Prague XXVIl1/2018

< 100 mW a rozlifenim 10 cm?. Vyhodnoceni
bylo provedeno pomoci program® Opus

a Omnic 9. Spektra byla porovnana s kni-
hovnou spekter chemicko-technologické
laboratofe Narodni galerie Praha. Na obraze
Panna bylo provedeno 58 méFeni mobilnimi
Ramanovymi spektrometry, na obraze Vodni
zdmek bylo realizoviano 30 méfeni.

Vysledky

Prizkum mobilnimi instrumentalnimi tech-
nikami p¥inesl pomérné rozsahlé vysledky,
na jejichz zékladé lze specifikovat autorskou
paletu vytvarnych materialt (tab. 1 a 2)

a techniku provedeni malby. Oba obrazy
jsou na platéné podlozce tkané plitnovou
vazbou. Na plitné€ je bila podkladova vrstva
(3eps) s mirnym teplejsim odstinem. Na obra-
ze Vodni zdmek byly namé&feny Ramanovou
spektroskopii charakteristické pasy 1054,
988, 456 cm* jednoznaéné potvrzujici pii-
tomnost zdkladni smé&si olovnaté bé&loby
(PbCO, - 2 Pb(OH),) a siranu barnatého
(barytové béloba, BaSO,). Na obraze Panna
byly v bilé vrstv€ na ohybu napinactho ramu
identifikovany charakteristické prvky rovnéz
pro olovnatou a barytovou bé&lobu, které by
odpovidaly pouziti §epsu na stejném mate-
ridlovém zikladé. P¥ipravna podkladova vrst-
va pravé na béazi olovnaté a barytové béloby
byla Siroce pouZivana pii primyslové piipra-
v€ platen pro malbu.® Vedle tohoto zékladu
v3ak byly identifikovany i charakteristické
prvky pro zinkovou bé&lobu (ZnO) s mensim
ptidavkem uhli¢itanu vapenatého (CaCO,,
obr. 6). Je zFejmé, Ze na vrstvu Sepsu byla
nanesena celoplodna bila podmalba, nebot
vyznamné zastoupeni zinku (Zn) se projevilo
ve viech namé&fenych XRF spektrech. Rovnéz
na ohybu napinactho rdmu je viditelna nerov-
nomérné nanesend b&laveéjsi vrstva.

AC je kresebny materiél velice obtiZné
identifikovatelny neinvazivnimi metodami,
1ze ¥ici, Ze u obou dél jsou lokalné& viditelné
¢erné (Sedolerné) kresebné linky, provedené
Cerni zfejmé& na béazi uhliku.?? Na obraze
Panna jsou viditelné napiiklad v malb& spi-
ral, na dile Vodni zdmek je kresba viditelnd na
detailech zamku (okna, obr. 7).2

Zinkova bé&loba byla na obou obrazech
prokézana i jako hlavni bily pigment v biljch
ténech malby, zejména v malbé inkarnatt
(obr. 8a), na bilych flordlnich motivech
na obraze Panna a v malbég architektury
(zdmek, v€Z) a v bilé malb& oblohy na dile



Vodni zdmek. Zinkova bé&loba je i soudasti ve
vSech barevnych ténech (Zlutych, ¢ervenych,
rtzovych, fialovych, modrych, zelenych).
Barevny t6n malby inkarnitu je dotvifen
pfidavkem barevnych pigmentt (kadmiova
zlut, kobaltova modf, svinibrodska zeleri
atd.) pravé€ v kombinaci se zinkovou bé&lobou.
Zinkova bé&loba v tomto obdobi méla velice
Siroké uplatnéni, je jemnd, misitelnd i s pig-
menty obsahujicimi siru (nap¥. kadmiova
Zlut).>* RovnéZ ma mensi tendenci k Zlout-
nuti v olejovych pojivech® a mohou se s ni
lépe tvarovat past6zn€jsi nanosy, diky vy3si
elasticité v olejovém pojivu.? Klimt vyuZil
této vlastnosti v malb€& barevnych vrstev na
obraze Panna, kde na hladké tmavé plose
pozadi je malba ,klubka* panen rozehrana
kombinaci strukturnéjsich barevnych pastéz-
nich ndnost. Dimyslné naklada s dopliiko-
vymi barvami, kde kombinuje fialovou nebo
modrou vedle Zluté, zelenou vedle rtizové
nebo oranzovo-ervené. Paleta kontrastnich
barev vedle zafivé bilych ploch inkarnatt

a tmavého hladkého pozadi podtrhuje hravy,
dynamicky nédboj namétu dila.

Na dile Vodni zdmek je v kontrastu hladka,
klidn€& ptisobici hladina jezera Attersee nebo
svétlad malba architektury s traktaci jednotli-
vych délenych kratkych tahtl §tétce nanase-
nych v malbé zelen€ nebo stiech. Past6znost
nanost je drobné a struktura traktovani tahti
Stétce v zeleni spiSe dotvafi melancholické
vyznéni ndmétu obrazu. Lokalni tonilni
zabarveni je u obou dél docilovano variaci
nékolika pigmentd.

Barevna pestrost palety je bohat3i na
obraze Panna. Hlavnimi zlutymi pigmenty
jsou stronciova Zlut (SrCrO,) a barytova
zlut (BaCrO,), které byly jednoznaéné pro-
kézany v Zluté malb& metodou Ramanovy
spektroskopie (obr. 9a, b). XRF analyza
déle prokézala i kadmiovou Zlut (CdS, obr.
8b). Zatimco stronciova zlut je uZita pouze
v zlutych ténech na obraze Panna, barytova
Zlut s kadmiovou Zluti jsou uZzity rovnéz i na
dile Vodni zdmek, a to jak v zlutych plochach,
tak i v zelené malbé. Ojedinéle byla v malbé
obrazu Vodni zdmek potvrzena p¥itomnost
Zelezitych pigmentd, pravdépodobné jde
o pfimés Zlutého az hné€dé zabarveného okru
na plochéch s hnédou barevnosti. Malbu
s oranZovymi az Gervenymi tény dociloval
u obou dé€l kombinaci rumélky (HgS) a Zluti,
zejména kadmiové. Nelze vylouéit i pfitom-
nost kadmiové oranZe ¢i Cervené (CdS, CdSe),

ktera byla doloZena v malbé inkarnatu na
rtech panny. Rumélka byla uZita i pro signa-
turu na obraze Panna. Vedle rumélky je zde
pouZito i minium (Pb,0,) a ¢erveny organicky
lak, ktery byl identifikovan Ramanovou spekt-
roskopii jako alizarin tmavy (kraplak, obr. of).
Kraplak ve smési se zinkovou bé&lobou vytvaii
plochy od svétle rtizové po velice tmavou, aZ
vinovou tonalitu.

Francouzsky modry a fialovy ultramarin
(Na,_,,AlSi,O,S, ,) byly identifikoviny na
obou dilech. Kobaltovd modf (CoO - Al,O,)

a pruskd modf byly potvrzeny pouze na
obraze Panna. Kobaltovd mod¥ je uZita zfejmé
v kombinaci pravé s ultramarinem ve flo-
ralnich motivech a spirdlach a pruskd modf

v malbé& pozadi a v nékterych partiich zeleno-
-modré malby. Spirily na pfikrjvce méni
tonalitu od tmave€ modré, kde lze uvaZovat

o pfimé&si erné az po svétle fialovou, kde
byla jednozna&né prokizana kobaltova violet
svétla (Co,(AsO,),). Tento pigment patiil mezi
nékladné&jsi barvy. Stupiiovani barevné tona-
lity spiral od modré po fialovou je provedena
vzéjemnym miSenim prave t€chto pigmentt
se zinkovou bé&lobou. Prvkovou analyzou
byla na tmavych plochach potvrzena pfitom-
nost fosforu (P), coz je signifikantni prvek pro
kostni ¢erné (Ca,(PO,), + CaCO, + C).

Na zelenych plochéch lze sledovat pro-
meénnost barevného ténu, kterou dociluje jak
riznorodym pouzitim druhové rozdilnych
zelenych pigmentd, jako je zeleny pigment
na béazi chromu, napf. chromoxid transpa-
rentni (viridian, Cr,0, - nH,0) nebo tupy
(Cr,0,), ktery byl jednozna¢né prokézan na
obraze Vodni zdmek v malb& vegetace i na
vodni hladinég jezera. Pro pfitomnost chro-
moxidu transparentniho sv€déi na obraze
Panna vyrazna hluboka, syté€ zelena barva
malby. S touto sytosti kontrastuji svétlejsi
zelené tény, kde je uZita svinibrodska zelern
(Cu(CH,COO), - 3 Cu(AsO,),), ktera byla
prokazana na dile Panna. Zelené pigmenty
se vzijemn€ dopliiuji. Barevné valéry jsou
docilovany i kombinaci se Zlutymi pigmenty,
zinkovou bé&lobou, ale rovné&Zz i pfimésmi
napf. rumélky a pruské modfe. Vyznéni
stupné& odstinu zavisi na vzdjemném poméru
jednotlivych pigmentd.

Analyza Ramanovou spektroskopii proka-
zala pasy mezi 1200—1600 cm?, které jsou
typické pro pfitomnost zine¢natych mydel —
oleaty, stearaty zinku. Lze p¥edpoklddat, Ze
vznikly reakei olejového pojiva se zine¢na-
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tymi kationty;? je zndmo, Ze n&€ktefi vyrobci
pridavali tyto slou€eniny p¥imo do barev jako
dispergaéni ¢inidlo, aby prodlouZily jejich
mozné zpracovani a nedochédzelo k vysychéni
barvy v tubég.

Zavér

V ramci provedeného priizkumu se ukazalo
velice zdsadni propojeni kombinace jednot-
livych instrumentalnich analytickych nein-
vazivnich technik. Je zF¥ejmé, Ze i pfes velice
technicky i ¢asové€ niro¢ény zptsob méfeni je
uziti vzadjemné& se kombinujicich neinvaziv-
nich instrumentélnich metod z4sadni a mize
pfinést jiz pomé&rné& uspokojivé vysledky

o mali¥ské technice a uzitych materidlech,
aniz by byl nutny zasah do dila formou
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odbéru vzorkd. Uréeni materidlového sloZeni
je podstatnou slozkou pfi posouzeni tech-
niky zpracovani vytvarného dila v kontextu
dobové tvorby. Price shromézdila mnoZstvi
dat ziskanych pfirodovédnym prizkumem

o uZitych vytvarnych materidlech na dilech
Gustava Klimta ze sbirek Narodni galerie
Praha. V budoucnu na zikladg t&chto vysled-
k& mtze dojit k vyrazné eliminaci odb&ru
mikrovzorkd, jez jsou stile viak nezastupi-
telné pro identifikaci kladeni jednotlivych
vrstev malby a roz3ifeni znalosti o kombinaci
pigmentil a pojiv v jednotlivych mali¥skych
vrstvach.



Tabulka &. 1 Majoritni chemické prvky identifikované rentgenovou fluorescenéni analyzou

Barva malby Panna (O 4152) Vodni zamek (O 4103)
cislo méreni chemické prvky ¢islo méreni chemické prvky
bila 1 1,23 Zn, Ba, Pb, S 2,7,11, 13,16 Zn, Ba, S, Fe
bila 2 15 Pb, Ba, S
Zlutéd 10, 12*, 23, 33 Cd, Cr, Sr, Ba 58 Cd, Zn, S, Cr
oranzova 1 9,11 Cd, S, Hg, Sr
oranzova 2 14 Hg, S, Cd
Cervena 1 13 Hg, S 3,6 Hg, S, Cd, Fe, Zn
cervena 2 17 Fe, Cd, Se
éervena tmava 15, 16 Zn, Ba, S (Fe)
fialova 27,29 Co, As
fialova tmava 28 Co, As, Hg, S 10, 17 Zn, S, Cd, Al, Si, S, Fe, Cr, Hg,
Ca, Sr

modra 21, 22, 25, 26 Co, Al Si, S, As, K, Ca 1 Zn, S, Al, Si, Ca
zelena 32, 33, 34, 37 S, Cd, Cr (Sr, Fe) 4,14, 18 Cr, Cd, Zn, Sr, Ba
zelena svétla 35 Cr, S, Cd, As
zelend tmava 36 Cu, As, Cr, Cd, S
hnéda 39 Al, Si, S, K, Ca, Cr, Fe, Cd, Zn, Se, 9 Fe, Zn, P, Ca

Ba, Sr, Hg, Pb
cerna 30, 31, 40 Al, Si, S, K, P, Ca, Cr, Fe, Sr, Hg, 12 P, Ca, Zn, Fe

Co, As
inkarnat 4,5,6 Zn, Ba, S (Cd, Cr)**
inkarnat kontura 7 Zn, Ba, S, Cr, Co, As
podklad (Seps) 41 Zn, Ba, S, Ca, Pb 19 Ba, Pb, S
signatura 42 Hg, Cd, S, Fe — —

* |dentifikovano pouze kadmium (Cd), ** prvky uvedené v zavorkéach byly identifikovdny na zabarvenych plochédch malby inkarnatu. V Zluté
zabarvené malbé inkarnatu bylo identifikovano kadmium (Cd).
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Tabulka €. 2 Vysledky analyzy Ramanovou spektroskopii

Barva malby

Panna (O 4152)

Vodni zamek (O 4103)

Ramanovy pasy (cm™)

Pigment

Ramanovy pasy (cm™)

Pigment

bila 1

bila 2

zluté

oranzova 1

oranZova 3

cervena 1

¢ervena tmava

fialova

fialova tmava

modra

zelena

zelend svétla

hnéda

inkarnat

podklad (Seps)

signatura

1441, 1302, 437

892, 865, 399, 374, 349

1076, 915, 893, 865, 431, 402, 374,
349

987, 862, 344

343, 253

1438, 1297, 1051, 548, 390

343

2937, 2884, 2853, 1636, 1519, 1481,
1440, 1328, 1296, 1064, 490, 437

1442, 1297, 873, 840

873, 548

548

2153, 2092, 1438, 1304, 987, 900,
862, 540, 437, 399, 358

987, 862, 351

892, 865, 402, 371, 349

2939, 2854, 1439, 1298, 437

987

2152, 2091, 1608, 1311, 533, 341

zinkova béloba
olejové pojivo

stronciova zlut

stronciova zlut

siran barnaty
barytova Zlut
rumélka

rumeélka

olovnata béloba
minium

rumélka

alizarin kraplak
zinkova béloba

kobaltova violet svétla

kobaltova violet svétla,

ultramarin

ultramarin

siran barnaty
barytova zlut
pruska modr

siran barnaty
barytova zlut

stronciova zlut

zinkovéa béloba

siran barnaty

pruska modr
rumélka

437

2915, 1444, 1299, 1299, 1052,
985, 436

1050, 988, 622, 457

1441, 1299, 437, 385, 345

1049, 987, 615, 456

1056, 988, 609, 461

342

1049, 986, 546, 459

987, 545, 376

1048, 987, 546, 458

988, 552

1048, 986, 616, 546, 462, 396

1592, 1312, 340

1054, 988, 456

zinkova béloba

zinkova béloba
siran barnaty
olovnata béloba

siran barnaty
olovnata béloba

zluty okr
zinkovéa béloba
rumélka

kadmiové zlut
olovnata béloba
siran barnaty

kadmiova Zlut
olovnata béloba
siran barnaty

rumélka

fialovy ultramarin
olovnata béloba
siran barnaty

fialovy ultramarin
siran barnaty

ultramarin
olovnata béloba
siran barnaty

chromoxid tupy
siran barnaty

kadmiové zlut
chromoxid tupy
olovnata béloba
siran barnaty

rumélka
kostni ¢ern

olovnata béloba
siran barnaty
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spectroscopy, SEM and p-XRF, Hyperfine Interactions,
2016, s. 237: 92; Alexandra Metzer, Gold for
Paradise — Gustav Klimt's gilding technique for the
Beethoven Frieze (https://www.iiconservation.org/
node/6087).

21 K pramyslové pfipravé pliten a naniSeni,
sloZeni a druhti Sepst viz Iris Schaefer — Caroline
von Saint-George — Katja Lewerentz — Heinz
Widauer — Gisela Fischer, Painting Light: The Hidden
Techniques of the Impressionists, Skira Albertina, 2009,
S. 43—59. Stejné sloZeni se prokazalo napf. na
dilech Vincenta van Gogha: Ralph Haswell — Leslie
Carlyle — Kees T. J. Mensch, Van Gogh's Painting
Grounds: Quantitative Determination of Bulking
Agents (Extenders) Using SEM/EDX, Microchimica
Acta, 155, 2000, s. 163—167; Olga Uhrova — Radka
Sefctt — Adam Pokorny, Sain-Rémy 188, Bulletin of
the National Gallery in Prague XXVI, 2017, s. 50—63;
Radka Sefcti, Materidlovy priizkum obrazi Jakuba
Schikanedera, in: Veronika Hulikova (ed.), Jakub
Schikaneder (1855—1924) (kat. vyst.), Narodni galerie
v Praze 2012, s. 247—259.

22 Certi na bazi uhliku je nejéast&jsi kresebny
material, napf. grafit, uhlova &eri.

23 Rozsah a technika kresebného rozvrhu je
pfedmétem restauratorského prizkumu. Prazkum
se provadi pomoci IRR snimkovéni.

24 Olovnatou bé&lobu nelze misit s t&€mito
pigmenty, nebot muze dochazet k jeji degradaci za
vzniku ¢erného sulfidu olovnatého (PbS).

25 Leslie Carlyle, The Artist’s Assistant: Oil
painting Instruction Manuals and Handbooks in Britain
1800—1900 with references to Selected Eighteenth Century
Sources, Archetype Books, London 2001.

26 Salvant Plisson — Laurence de Viguerie — Luc
Tahroucht — Michel Menu — Guylaine Ducouret,
Rheology of white paints: How Van Gogh achieved
his famous impasto, Colloids and Surfaces A,
Physicochemical and Engineering Aspects sv. 458, 2014,
S. 134—141.

27 Laurianne Robinet — Marie-Claude Corbeil,
The Characterization of Metal Soaps, Studies in
Conservation 48, 2003, €. 1, s. 23—40.



Seznam vyobrazeni

1

2

Prazkum obrazu Panna mobilnim XRF spektrometrem.

Zobrazeni poctu analyz bodového méreni XRF
spektrometrem.

Meéreni mobilnim Ramanovym spektrometrem
s optickym vldknem napojenym pres mikroskop.

Méreni mobilnim Ramanovym spektrometrem s duéinim
laserem 780—1064 nm.

Vodni zémek, celek.

XRF spektra z Sepst obrazll Vodni zdmek (a) a Panna

().

Viditelna ¢erna kresba pod svétlou malbou, Vodn/
zdmek.

XRF spektra, identifikace prvkového slozeni, Panna.

Ramanova spektra z barevnych ploch malby obrazu
Panna.
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Vystavy Renata Guttusa
a promeény jeho recepce
Vv socialistickém
Ceskoslovensku

ANNA EBENOVA

Jednim z fenomént kulturni politiky socialistického Ceskoslovenska byl zdjem o komunis-
tické umélce ze zapadnich zemi. Tento zajem byval proménlivy v zavislosti na dobové situa-
ci. K tém, o kterych bylo udrZovano povédomi po delsi dobu, patfil mali¥ Renato Guttuso,
fazeny prevazné do italského neorealismu. Guttuso jiz ve svych 29 letech vstoupil do Italské
komunistické strany (IKS). Po druhé svétové valce se stal aktivnim funkcionafem, od roku
1976 dokonce pisobil v senatu. Jako tispéSny malif a teoretik uméni se zaradil mezi nejvy-
razngjsi postavy italské levicové kulturni scény.

Guttusovo dilo bylo v Ceskoslovensku poprvé vystaveno v roce 1949 v ramci kolektivni
vystavy italské grafiky. Jesté téhoz roku probé&hla vystava Mladé italské mali¥stvi, jejiz ver-
nisaZe v Praze se osobné zicastnil a navazal tak primé kontakty s ceskoslovenskymi kultur-
nimi kruhy. V nasledujicich letech se v Praze uskuteénily celkem &tyfi jeho monografické

vystavy — v roce 1954 ve vystavni sini Manes, v letech 1968, 1973 a 1979 v Narodni galerii.

Klicova slova V Cervnu 1946 se Italie stala republikou.

Rlenato Guttqso, ?eskos{lovensko-italské kulturni vztahy, Vv pl'Vl’liCh volbach zvitézila strana k¥estan-

vystavy, Archiv Narodnf galerie v Praze skych demokratt, jejiz politika byla oriento-
véna na Zapad, pFedevsim na USA. Druhou
nejsilnéjsi italskou politickou stranou se stali
v té dobé& komunisté. Ttalskd vlada se oprav-
néné obavala riistu moci komunistd a jeji
politika se proto vyznacovala pevnym proti-
komunistickym postojem, ktery se projevoval
pomérné agresivni propagandou v podobég&
riznych manifestdl a plakatt a také korigova-
nim v oblasti kultury. Naptiklad jiz v kvétnu
1947 vesel v platnost zakon o zdkazu podnéco-
vdni k t¥idni nendvisti ve filmu, ktery umoztioval
v praxi uplatiiovat ideologickou cenzuru.*

Italie se snazila omezovat také kontakty

italské levice s Ceskoslovenskem. Ve zpra-
v€ pro ministerstvo zahrani¢nich véci

230 | Bulletin of the National Gallery Prague XXVI11/2018



o Ceskoslovensko-italskych kulturnich vzta-
zich se doGteme, Ze jiZ v kvétnu 1948 si ital-
ské vyslanectvi nétou zaslanou ministerstvu
stéZzuje na ,provddéni kulturnich styki“ z Ces-
koslovenské strany a vytyka, Ze se ,podporuje
organisovdni italskijch délniki* v CSR.2 V nisle-
dujicich letech se italské vlada snaZila o zti-
Zeni administrativnich postupii pro spolu-
préci s Ceskoslovenskem, roku 1952 dokonce
zrugila platnost viech italskych cestovnich
past do Ceskoslovenska.3

Oproti tomu Ceskoslovensko stilo prakticky
jen o komunikaci s italskou Komunistickou
stranou (déle IKS) nebo jejimi sympati-
zanty. Je§té v roce 1948 se CSR tdastnila
Benatského biendle, nasledujici dva roéniky
v3ak jiz vynechala.* V roce 1951 naopak
zaslala do Mildna na podnét IKS propagaéni
vystavu pod nazvem: Ceskoslovensko — zemé
radostného budovdni — zemé §tastného pracuji-
ciho lidu.> Zorganizovano bylo také n€kolik
navstév italskych komunistickych kultur-
nich pracovnik® v CSR za ti¢elem upevnéni
vztaht s italskou levici, nap¥. mali¥e Gabriele
Mucchiho v roce 1951.°

Podobné i vystava Mladé italské mali¥stvi
v roce 1949, kterd probé&hla v prazské Jednoté
uméleii vyjtvarnygch, byla za italskou stranu
piipravovana organizaci Alleanza della cultura,
zaloZenou za podpory IKS.” V&tsina umélcd,
kteti v Praze vystavovali, patfila také (alesponi
v dobé& pfipravy vystavy) k sympatizantim
IKS nebo jiné levicové strany.® Netvofili
oviem v duchu Zdanovovych zisad sociali-
stického realismu. Odkazovali se zpravidla
na kubismus a expresionismus, néktefi,
jako byl nap¥. Giulio Turcato nebo Armando
Pizzinato, se vénovali abstrakci. Oba v té
dobé byli ¢leny skupiny Forma 1, jejiz ¢lenové
prohlaovali, Ze jsou ,formalisté a marxisté, pre-
svédéent, %e pojmy marxismus a formalismus nejsou
neslucitelné”.® Renato Guttuso zde vystavil t¥i
obrazy v neokubistickém stylu a pii piileZi-
tosti vernisaZe pronesl projev.

Vystava Mladého italského malifstvi prob&hla
jen par mésict po vyhlageni Zdanovovych
zasad za z4vazné na eskoslovenském
kulturnim poli*® a méla v tisku relativné
maly ohlas. Recenze, které k vystavé vysly,
se v€novaly hlavné otazkdm politickym.
Omlouvaly modernismus Italt nep¥iznivou
spoleéenskou situaci v Itélii, kterou popi-
sovaly demagogicky vyostfenou rétorikou
v ramci kampané probihajici v té dobg&

v Ceskoslovensku a namifené proti tzv. kos-

mopolitismu, americkym vlivim a proti
katolické cirkvi.** Obdobnou rétoriku ostatné
pouzil i Renato Guttuso, ktery napsal ¢lanek
v podobném duchu do Rudého prava, kde
doslova uvadi, Ze ,v Itdlii rizné druhy klerikdl-
niho dtlaku, zbytky fasistického moru a ipadkovd
italskd kultura, kterd md k ruce vSechny zbrané
(tisk, vyddvdni knih atd.), skijtaji v Siroké mive
moznost k ideologickému ditisku“.** Guttuso

v prab&hu roku 1949 zagal opoustét neoku-
bistické vyrazové prostfedky a jeho vytvarny
projev se stal realisti¢t&jsim, coZ bylo v ¢es-
koslovenském tisku prezentovino jako dikaz
spravnosti metody socialistického realismu.”
B&hem névitévy navizal Guttuso kontakt se
zdej31 kulturni scénou, mj. i s Miroslavem
Mickem, ktery se pozdé&ji stal komisa¥em
jeho prvni monografické vystavy v roce 1954
v Praze.

Vystava Renato Guttuso, SVU Manes, 1954
Od roku 1950 do roku 1954 prob&hly v Praze
pouze t¥i vystavy soudobého zdpadniho
uméni. Slo o vystavu karikatur Williama
Groppera v roce 1950, karikatur Jeana

Effela a kreseb Paula Hogartha v roce 1953.
Guttusova vystava v lednu 1954 tak byla prvni
vystavou malby zdpadniho umeélce od pocat-
ku padesatych let, byt tedy umélce komunis-
ty. S jejimi pfipravami se za¢alo dokonce jiz
roku 1952.% Byl to rok, kdy probé&hla 2. celo-
statni konference Svazu ¢eskoslovenskych
vytvarnych umélct (SCSVU), a od této chvi-
le mtiZeme pozorovat ur€ity posun od Zda-
novovského schematického pojeti vytvarného
umeéni.”

Guttuso vystavil celkem 33 obrazt a 18 kre-
seb z let 1950 aZ 1953.% Dila by z dne3niho
pohledu byla fazena k italskému neoreali-
smu, ackoliv Guttuso sdm se proti tomuto
terminu vyhratioval. Enrico Crispolti¥ jeho
styl nazyval ,realismo sociale” (,socidlni rea-
lismus*) pro socidlni tematiku dél.** Také na
prazské vystave platna se socidlni tematikou
prevazovala. Urcitou kuriozitou bylo vysta-
veni portrétu Julia Fuéika, ktery ¢eska kritika
nasledné pfivitala velmi pozitivné.* Z Prahy
vystava putovala jest€ do VarSavy, Budapesti
a Bukuresti.

Guttuso v dobé& vystavy Ceskoslovensko
znovu navstivil. Jeho névstévé byla pfipiso-
vana vysoka daleZitost, pfedeviim z davodt
politickych — byl funkcionafem strany (v té
dobé& dokonce jiz €lenem UV IKS) a minis-
terstvo kultury jej povazovalo za ,politickou
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osobnost proniho Fddu“.* Neni proto pfekvapivé,
ze cely prabé&h jeho navstévy byl peclivé orga-
nizovan jiz od vyzvednuti na letisti. V rdmci
pobytu byl Guttuso také vyslin na turné

s besedami v prazskych institucich — navstivil
Akademii vytvarnych uméni, redakci Rudého
prava, Svaz Ceskoslovenskych spisovatelt

a Manes. Cilem besed bylo podle minister-
stva kultury ,upevnéni politického uvédomeéni
Ceskyjch umélcii a Siroké vefejnosti®. Zaroven se
dbalo na to, aby si Guttuso odnesl z navstévy
Ceskoslovenska dobry dojem. Ministerstvo
kultury spatfovalo vijznam navstévy rovnéz

v prohloubeni kulturnich stykd s italskymi
vytvarnymi umélci a hlavné v kulturné-
-politickém vlivu na italskou vefejnost.?

Ohlasy vystavy Renata Guttusa v Eesko-
slovenském tisku byly tentokrat poletné.
Duvodem byl uz samotny fakt, Ze vystava
poprvé pfinesla realistickou malbu ze
Ziapadu. Guttusova malba navic kvalitativné
pfevysovala soudobou oficidlni produkci,
ktera byla b&zné davana maliftm za vzor.
Zajimavou nahodou je, Ze kratce pfed
vystavou Guttusovou byla zahéjena vystava
umélct SSSR.2 Obé vystavy se ¢astedné
prekryvaly a inspirovaly k mnohym srov-
nanim, kterd byla ovSem spiSe povrchni
a do podrobnéjstho rozboru se nepoustéla.
Guttusova malba byla tiskem pfijata veskrze
pozitivng, jeji hodnoceni autofi recenzi ale
zaklddali — podle b&Zné dobové praxe — pfe-
devsim na jeho politické angaZovanosti a na
socidlni tematice obrazt. Zdiraziiovan byl
znovu Guttustv odklon od neokubistické
malby, v roce 1954 st&zi piijatelné. V tomto
kontextu byl v ¢eském tisku v zdsadé liGen
jako ,napraveny umeélec”, ktery sice kritce
podlehl vlivim modernitho uméni, zejména
expresionismu, ozna¢ovaného dobovou réto-
rikou za ,formalistické pokusnictvi“,>* ale nalezl
znovu ,spravnou cestu”, mysleno cestu
k socialistickému realismu podle sovétského
vzoru.”

Renato Guttuso se v Itdlii potykal s nepfizni
antikomunisticky orientované italské vlady.
Vystavoval sice na viech bienile v letech
1948 aZ 1957, a to dokonce né&kolik velkych
platen, byl mu ale odebran pas.? Jeho pii-
klon k realismu byl vystaven kritice. PraZska
vystava proto pro né&j byla moznosti vystavit
sva dila s tispéchem a také s ,pochopenim*.
Ziroveil mél piileZitost nahlédnout do zem¢,
jez se pysnila spoleéenskym modelem, ktery
sam hijil. V Ceskoslovensku byla Guttusova
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vystava ur€itym potvrzenim tendenci k uvol-
néni v kulturni sféfe a k postupnému otevi-
rani dvefi soudobému zdpadnimu uméni, byt
zatim jen pokrokovému v intencich dobové
ideologie. Jest& téhoz roku probé&hly také
vystavy mexické a brazilské grafiky, nasleduji-
ctho roku pak vystava Gabriele Mucchiho.

V nasledujicich letech, zejména v prvni
poloviné let Sedesatych se zdjem o Guttusa
pfesunul od malby k jeho teoretickym textim
tykajicim se marxistické estetiky. Guttusovy
postoje byly v otdzkich uméni v zdsadg
liberdlni — obhajoval tviiréi svobodu umélce
a prosazoval zachovini modernich vyrazo-
vych prostFedkil a tviréi prici s formou.?
Pfiznalna je jeho myslenka ,zdpasu o pravdu
na dvou frontdch*.?® Myslel tim na jedné strang
#b0j proti trpnému prijimdni vizudlnich konvenci®,
tj. zejména opozici viiéi popisnému realismu,
na stran€ druhé ,boj proti iraciondlnim a anti-
realistickym modnim vystielkiim*, ¢imZ nejvice
naraZel na abstraktni dila, kterd podle jeho
nézoru vznikala pouze pod vlivem médy
a postradala autenticitu. To davalo pfFileZitost
Seskym autortim stojicim na réiznych stra-
néach téchto front, aby se Guttusovych nazort
podle svych potfeb dovolavali.

Vystava Renato Guttuso: Autobiograficky
cyklus, Narodni galerie, Vald$tejnska
jizdarna, 1968
Po relativn€ dlouhém obdobi, kdy Renato
Guttuso v Praze nevystavoval,® prob&hly
v pomé&rn€ kratkém sledu let 1968, 1973
a 1979 t¥i jeho vystavy v Narodni galerii.
Organizace monografickych vystav byla pfe-
dev3im spojena s osobou tehdejsiho feditele
NG Jiftho Kotalika, ktery mél s Italif dobré
vztahy.*® Kotalik ostatné jiz v pFedchozich
letech poukazoval na vieobecné maly zidjem
o ,pokrokové umélce zdpadnich zemi“, jako pii-
klad jmenoval pravé Renata Guttusa® a kratce
po svém néastupu do funkce feditele roku
1967 jej zatadil do vystavniho planu Narodni
galerie.?
Vystava v Praze probihala od 5. 2. do
10. 3. 1968 ve Valdstejnské jizdarné, tedy
v prostoru, ktery byl vyhrazen velkym umé-
leckym p¥ehlidkdm. Slavnostni vernisiZe se
zudastnili politiéti funkcionafi, mezi jinymi
tajemnik UV KSC Vladimir Koucky nebo
ministr kultury a informaci Karel Hoffmann.
Jejich ucast tak vypovida i o politickém
rozméru vystavy. Guttuso se tehdy zahijeni
vystavy nezud&astnil.



Uvoltiovani politické situace v Cesko-
slovensku se projevilo také ve vztazich
s Italif, které byly méné napjaté, a kulturni
styky tak mohly byt dobfe rozvijeny.*
Ceskoslovenské zastupitelstvi v Rimé& bylo
vstiicné&jsi i v otazkich cirkevni problema-
tiky a k navazani uzgich pfatelskych stykt
s vladni stranou k¥estanskych demokrat.*

Vystava Renata Guttusa v Praze vznikla ve
spolupréci s mildnskou galerif Luigi Toninell,
ktera v té dob€& spravovala né&ktera jeho dila.
Byl vybran Guttustiv Autobiograficky cyklus,
soubor 36 maleb a 62 akvareld, které Guttuso
vytvofil v obdobi jara a léta roku 1966.%

Od roku 1956 Guttuso postupné ménil své
umélecké vyjadfovani, opoustél vyslovené
socialni tematiku malby ve prospé&ch jejiho
subjektivnéjsitho zamé&feni, také komuni-
stickd ideologie pfestivala z obrazi tolik
vystupovat. V Autobiografickém cyklu usiloval

o ztvarnéni paméti jako souéasti p¥itomnosti.
Neslo tedy o Zivotopis, ackoliv se vracel

k n&kterym momentim svého Zivota, z nichz
Cerpal ndméty pro obrazy. Jak sam piSe,
tomuto zdméru odpovidala i volba vyrazo-
vych prost¥edki, které podle ného mély byt
»Sorchované svobodné“, vice nez styl malby tak
obrazy spojovala spole¢ni idea. Guttuso

se n€kdy inspiroval starymi fotografiemi
nebo svymi obrazy z p¥edchozich obdobi,
které zpravidla podle pfedlohy sim maloval,
pretvafel je a déaval do novych souvislosti.
Vytvarel tak ¢asto jakousi ,vizudlni kolaz*
jednotlivich motivi-symbolt. Zvl4sté tyto
kolaze maji stylov€ tendenci k vé&tsi plosnosti,
jiné malby se drzi neorealismu pfedchozich
let, v dalgich Guttuso vyuzil surrealistic-
kych prostfedka. JiFi Kotalik pozdégji napsal,
Ze Autobiograficky cyklus nese ,vsechny znaky
vyzrdlého Guttusova uméni“.’” Enrico Crispolti
oznadil tento styl jako ,realismo memoriale”
(vzpominkovy realismus), ktery podle n€ho
spo¢ival v Guttusové nalezeni novych per-
spektiv v prostorech paméti tim, Ze osvobodil
své vizualni asociace od jednoty ¢asu a pro-
storu.’® Cyklus byl vystaven jiZ v roce 1967

v Darmstadtu a Recklinghausenu, v roce 1968
pak v Antverpach, odkud putoval do Prahy.
Z Prahy se vystava piesunula do Hamburku
a Ferrary.’

Prazska vystava roku 1968 piisla v kratkém
obdobi, kdy v Cechéch panovala relativni
svoboda, a bylo mozné vystavit dila, ktera
byla do té doby odk4zana na neoficial-
ni scénu. Jen v Narodni galerii bylo toho

roku usporadano celkem 29 vystav, z toho
11 zahrani¢niho uméni, vEetné vystav uméni
zapadniho.®

Guttusova vystava tak zfejmé& zanikala
ve stinu mnozstvi dalgich, atraktivné&jsich
vystav. Sv€d&i o tom i jeji nizkad navstév-
nost.* V rezervovanéjsim ténu se nesly také
recenze v tisku, Casopis Vijtoarné uméni nevé-
noval vystav€ dokonce recenzi Zddnou. Snad
poprvé bylo kriticky posuzovano Guttusovo
dilo i po strance umélecké, hodnoceno z hle-
diska kvality malby, a nejen jako dilo umélce-
-komunisty.

Guttusovy obrazy na konci Sedesétych let
zastupovaly spi§e konzervativni proud malby.
Casto nebyl tehdejsimi &eskymi recenzenty
povazovan za aktualniho ani na poli figurace.
Ludé&k Novik, jeden z hlavnich teoretikd
Nové figurace, podrobil jeho malbu silné
kritice. Misto ,prohloubeni a promysleni struk-
tur nového zobrazujiciho projevu” vidél v jeho
tvorb& ,ndhodné improvizace” a ,neorganicky
systém®, ,roxsifeni obzori” bylo podle ng&j ,spise
cestou k nejistotdm a nedomyslenostem®. Zavérem
se zamyslel nad tim, jestli pop-art, ,vysmi-
vajici se banalité dne..., do které Guituso témér
upadd® neni nakonec vlastné& ,vjtoarnéjsi nez
Guttuso.** Arsen Pohribny ve své recenzi
rovné&z ve Vijtvarné prdci oznadil Guttusovu
malbu za ,stdle stejnyj expresivné ladény realismus”
a podotkl, Ze ,ve srovndni s kvalitni italskou mal-
bou — a kdy mechanismus ideologickjch apriorismi
u% neusmérniuje pohled, jsme s to rozlisit postoj od
umeéleckyich vysledkii*.+

Z dobovych kritik pon€kud vybo&oval
komenta¥ Lubose Hlavicka, ktery jedno
z vystavenych dél — Odjezd parniku — vyzdvi-
hoval jako dokonce ,nejstastnéjsi realizaci
tendenci nové figurace*. Svij nazor zdivodiioval
tim, Ze obraz ztvartiuje ,civilismus kagdoden-
nosti“. Guttuso viak spise nez kazdoden-
nost zobrazoval specifické vzpominky. Také
vyjev odjizdg&jiciho parniku se vztahoval
ke Guttusov€ prvni cest€ ze Sicilie, a tedy
s kazdodennosti pfili§ nesouvisel.* Pozitivni
hodnoceni Guttusovy tvorby naopak zazné&lo
z periodik Kulturni tvorba a Rudé prdvo pre-
zentujicich oficidlni linii strany, kterd na
Guttusovi ocetiovala jeho dialekti¢nost a vér-
nost realismu. Rudé prdvo dokonce otisklo
i rozhovor s umé&lcem.®

Recenzenti téméf bez vyjimky srovnavali
Guttusiiv Autobiograficky cyklus s jeho
malbou padesitych let, a pfes vySe zmitio-
vané vytky se v podstaté shodli na kvalité&
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Guttusovy tehdejsi malby i na jejim p¥inosu
pro Ceskoslovensko té doby. Guttusova malba
padesatych let podle nich byla ukizkou na tu
dobu moderné pojimaného realismu. V roce
1968 nicméné Guttusova politicka a social-

nf angaZovanost a jiZ konzervativni malba
nemohla dosdhnout takového zajmu.

Vystava Renato Guttuso, Obrazy
z let 1931—1971, Narodni galerie,
Valdstejnska jizdarna, 1973
Pomérné dobré vztahy, které mélo
Ceskoslovensko s Itlif ve druhé polo-
vin€ Sedesatych let, koné&i s okupaci
Ceskoslovenska v roce 1968. Zatimco u nés
se poméry méni postupné, pro zahrani¢ni
kulturni vztahy se Zdpadem to znameni
rychly propad. IKS, ktera sméFovala k libe-
raln&jsimu pojeti své politiky a ve svych
periodikich pozitivné reflektovala Prazské
jaro, vnimala okupaci jako ,tragickou chybu*,
ale ne jako nevyhnutelny nasledek zaklad-
nich rysii sovétského systému. Z perspektivy
IKS zustal Sovétsky svaz dil mirovou silou
a prikladem socidlniho progresu ve svété. IKS
nicméné vytrvale odmitala nastoleni normal-
nich vztahdi s Dubéekovymi nastupci. Pfes
snahu &eskoslovenskych pracovnikd situaci
v Italii urovnavat, prvni oficidlni delegace
IKS navstivila Ceskoslovensko aZ v roce 1974.
Politické styky Ceskoslovenska s Ttélii byly
v té dobé& prakticky nulové a negativni postoj
IKS tuto situaci je3té umocnil. Na kulturnim
poli ale spoluprice je3t& probihala,* a o to
vice pak takové akce ziskavaly politicky pod-
text. K vylepSeni obrazu normalizovaného
Ceskoslovenska se zastupitelské trady snazily
vyuZzivat viech navstév a vétsich kulturnich
udalosti v CSSR, které by ,mohly interesovat
italskou spolecnost, a tak nepfimym vlivem
dosédhnout pozitivni publicity ve sdélovacich
prostiedcich. V této perspektivé je tfeba vni-
mat i vistavu a s ni spojenou oficidlni navité-
vu Renata Guttusa v roce 1973, ktera se tak
uskuteénila o rok dfive nez zminéna navstéva
delegace IKS. Vystava prob&hla opét z iniciati-
vy a za vyznamného pfispéni Jiftho Kotalika.
Byl to také on, kdo ministerstvu kultury navr-
hoval pozvani malife jako oficidlniho hosta
jiZz v roce 1971.%

O planované vystavé Kotalik jednal
s Guttusem b&hem své sluZzebni cesty do
Italie v roce 1972.¢ B&hem této cesty navsti-
vil také Milan a Galerii Toninelli, se kterou
mimo jiné jednal o nakupu Guttusova platna
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Zprdvy pro Narodni galerii a dlouhodobém
zapujéeni dila Rozloudeni, které bylo vystaveno
v Praze v roce 1968.4

Vystava nakonec prob&hla v roce 1973 opét
ve Valdstejnské jizdarn€ v terminu 23. 1.
aZ 4. 3. Na vernisaZi byl Guttuso p¥itomen
a za Ceskoslovenské oficialni predstavitele
se zufastnil ministr kultury Miloslav Brazek
a naméstek ministra kultury Josef Svagera.
V Praze pak Guttuso né&kolik dni zstal
a navstivil opét prazskou akademii, kde bese-
doval se studenty a profesory.*®

Z Kotalikovy p¥edmluvy katalogu se dozvi-
ddme, Ze expozice byla ptivodn€ z&asti kon-
cipovana na zaklad€ restrospektivni vystavy
Renata Guttusa roku 1971 v Palermu, uspo-
Fadané k umélcovym Sedesatinam. V ¥ijnu
aZ prosinci roku 1972 byla také instalovina
v Moskvé€ a v Leningradu (dne3ni Petrohrad)
v souvislosti s Guttusovym pfijetim mezi-
narodni Leninovy ceny miru. Z Prahy
se vystava presunula je§té do Bratislavy
a déle do Bukuresti a Budapesti.™ Byla to
prvni souborni vystava Renata Guttusa
v Ceskoslovensku. Jeji t&zisté spoéivalo
v nejnovéjsi tvorb€, umoZnovala ale srovnat
vSechna vyznamni obdobi jeho uméleckého
vyvoje od tficatych let (malbu vychézejici
z expresionismu, povéleény neokubis-
mus, neorealismus let padesatych, koldZe
a alegorie let Sedeséatych a sedmdesatych).
Vystaveny byly obrazy jak se socidlni tema-
tikou, tak velké mnozstvi portrétt, zatisi,
krajin a ndmét z b&zného Zivota, kreseb,
ilustraci k Dantové Bogské komedii. Expozici
ale vévodil obraz Pohteb Togliattiho, rozmé&rné
platno, které bylo Guttusovou vzpominkou
na zemfelého tajemnika IKS, zobrazujici
kolem né&j zastup lidi v€etné Stalina, Lenina
(z mnoha pohledi), Lorcy, Sartra a dal3ich
osobnosti, k nimz mél Togliatti vztah.>

V sedmdesatych letech normalizace hlu-
boce dolehla na celou kulturni scénu,
vystavni ¢innost nevyjimaje. U b&éZnych
vystav (pomineme-li vystavy k politickym
vyro¢im apod.) pfevazovala apolitickd
témata.” Jednim z dtivodd byla jist€ snaha
vystavujicich nebo pofadateld vystav vyhnout
se konfrontaci s reZimem, nebo naopak
nezdiskreditovat se v o€ich kolegii volbou
rezimnich témat. Oficidlni rimec vystavy
oviem mohl vtisknout politicky obsah i téma-
tim zdénlivé apolitickym.>

Oproti vystavé v roce 1968 byla navst&vnost
Guttusovy vystavy vice nez dvojniasobna.”



Na rozdil od recenzi z roku 1968, kdy bylo
posuzovéano jeho dilo svobodné, a to jak
pozitivng, tak negativn€, nyni byl Guttuso
znovu adorovan, znovu byl vyzdvihovan jako
umeélec, ale hlavné jako uvédomély komuni-
sta. Z obraza ziskal nejvétsi pozornost pravé
Poheb Togliattiho. V pomé&rné€ velkém mnozstvi
¢lankd, které byly vystav€ vénovany, nena-
jdeme prakticky jedinou negativni kritiku. Byl
oznaovan vyrazy jako ,revoluciondi Renato >
Jantifasista®,’’ ,bojoonik na fronté svétového
pokroku“.’® Byla ocetiovana Guttusova umé-
leck4d manifestace pfisluinosti ke komunis-
tické strané&: ,Ostainé rudy prapor jako symbol,
rudd barva, hvoézda se srpem a kladivem nejsou
vyjjimkou v tvorbé Guttusa. Naopak. Objevuje se
vSude, burcuje, zdiiraziiuje, Ze mali¥ patii ke komu-
nistické strané, %e bojuje proti moci a kapitdlu a %e
se nemini vzddt.“>® Byla zmitiovéna i jeho tcast
v ramci rznych iniciativ strany. Rudé prdvo pii
pfileZitosti zmifiované vystavy s notnou déav-
kou vytitek apelovalo na ¢eské umélce, ktefi
politicky angazované uméni netvori. Clanek
v bratislavskych novinidch Nové slovo uvedl
dokonce, Ze dilo Renata Guttusa znamenj
»obrodu posldni umélecké osobnosti ve spolecnosti*.®
Guttusovo dilo bylo normalizovanou vytvar-
nou kritikou pfijato pozitivné i co se tyce
jeho uméleckych kvalit. Zavéreéna zprava

z vystavy pro Néarodni galerii v celkovém
hodnoceni udélosti poznamenévi, Ze vystava
Renata Guttusa ,naznacila §ivi vjragoviich mo%-
nosti angagovaného moderniho uméni. Byla tedy
proofadou uddlosti nejen uméleckou, ale i kulturné
politickou.“**

Otazka angaZovanosti uméni se b&€hem nor-
malizace stala znovu aktualni. AngaZovanost
nebo jeji absence byly ale vyuZiviny prede-
v3im jako argumenty k prosazeni ¢ potladeni
jednotlivého umeélce nebo skupiny. Kritika
spocivala pfedeviim na umélcové hodnoceni
politickém.*? Odtud pravdépodobné pra-
meni adorovani Guttusa jako politické osob-
nosti vice méné& bez vé&tsi kritiky jeho dila.
Oproti padesatym letim nebylo totiZ t¥eba
vyzdvihovat jeho realismus, bylo mnohem
vyznamnéjsi zdraznit jeho pozitivni vztahy
se Sovétskym svazem. Guttuso ani po udilos-
tech z roku 1968 stranu neopustil. V té dobé&
jiZz byly v uménf{ tolerovany rtizné modernis-
tické sméry, co ale bylo dtileZité, byla jakasi
stranicka ,spravnost”, vyjid¥end osobnim
politickym postojem nebo spise loajalitou.
Recenze se tedy pfili§ o Guttustv styl neza-
jimaly, a to pfesto, Ze vystava roku 1973 byla

patrné nejzajimavéjsi ze vech jeho prazskych
vystav.

Vystava Renato Guttuso — kresby z let
1949—1976, Narodni galerie, letohradek
Belvedér, 1979

Cestu prvni oficidlni delegace IKS do Prahy
v roce 1974 povazoval Eeskoslovensky zastu-
pitelsky tfad za ,dilegity meznik ve vztazich

a za poédtek obdobi postupné normalizace” vztaht
s IKS.” V nisledujicich letech IKS nicméné
spéla k vé&tsi liberalizaci, vice se distanco-
vala od politiky SSSR a ziroveri se snaZila
navézat §ir$i spolupraci se stranami v Italii.
V kulturnich stycich s CSSR dochazi k dalsi-
mu ochlazeni vlivem ohlasu udilosti kolem
Charty 77, v témze roce bylo uspofadano

v Benitkach Bienile disentu. Také ¢innost
italské Spolecnosti pro kulturni styky s CSSR se
znaln€ zuzila. Naopak probihaly uré¢ité akce
Ceskoslovenska v Italii, jejichZ cilem byla
zejména snaha o prezentaci rezimniho nézo-
ru na okupaci.*

Posledni Guttusova vystava v Praze byla
planovina z podné&tu ministerstva kultury
uZ v roce 1976. Expozice byla pfevzata ze
Sovétského svazu, kde jiz prob&hla v Moskve,
Leningradu, KujbySevu a Archangelsku.

V Praze se konala v letohrddku Belvedér od
15. inora do 1. dubna 1979. Bylo vystaveno
celkem 58 kreseb z let 1949 aZ 1976 v¢etné
nékolika Guttusovych nivrhi scénogra-
fickych.® Vé&tsinu kreseb Guttuso vytvofil

v prvni polovin€ sedmdesatych let. Vracel se
v nich k motiviim, kterymi se zabyval v pfed-
chozich letech — Zeny pfipravujici rajsky
protlak, partyzdnka, déti v lodce, sicilské
scenerie atd. Ctrnact kreseb vénoval studiim
pfedloh podle Michelangela, Cranacha nebo
Picassa. Jaromir Pelc v ¢asopise Tvorba uvadi,
Ze do instalace byly zafazeny také t¥i malby,
které nebyly uvedeny v katalogu.”

N3avstévnost vystavy byla pomérné vysoka,
6390 osob. O Guttusovi se psalo opé&t nekri-
ticky. Podobn& jako u vystavy z roku 1973 byl
jeho vyznam spatfovan v angaZovanosti jeho
tvorby, vyzdvihovana ideovost a spoleenska
Gcast.®® Casopis Svét v obrazech zdraziioval
mimo jiné, Ze ,prdvé proto se pocitd k pied-
nim toirciim naseho svéta®.® Zemédélské noviny
pisi, Ze jeho tvorba patii k ,nejoyssim hodno-
tdm svétového angafovaného uméni“.” Rolnické
noviny zmitiuji, Ze je ,naplnénd protestem proti
vSemu, co je v rozporu s uslechtilymi cili i city
¢lovéka”.™ Rovnéz Casopis Prdce ho predsta-
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vuje jako ,viznamného predstavitele pokrokovijch
snah v soucasném italském prostredi“.” Clanky
bohaté 1i¢i jeho Zivot s dlirazem na zapojeni
v protifagistickém odboji, zmitiuji se o zis-
kanych cenach, podrobné&jsimu umélecko-
-historickému rozboru dila se ale zpravidla
nevénuji, popfipad€ jen okrajové. Vyjimkou
je opét recenze Lubo3e Hlavicka, ktery sice
rovnéZ oceniuje Guttusovo sepéti tvorby

s politickou angaZovanosti, kromé& toho se
oviem pomérné obsidhle vénuje rozboru jeho
malby i kresby, a povaZuje ho jiz za ,klasika
vytoarné tvorby XX. stoleti“.”

Vystava v roce 1979 byla posledni mono-
grafickou vystavou Renata Guttusa u nis.
Konec sedmdesatych let v Ceskoslovensku
byl jakymsi obdobim letargie ¢4sti spoleé-
nosti po perzekucich roku 1977 a za trvajictho
pronasledovani chartisti. Tomu odpovidala
i nevyrazni aktivita vystavni — pFevazuji
kresby, tematika je apoliticka nebo se vraci
k protifagistickému odboji, ktery byl v té
dobé zdiskreditovan pfekrucovanim historie
komunistickou ideologii. Guttusova vystava
pfinesla kvalitni dila a byla relativné dspé&3ina,
i tak ale byla spi§ dozvukem jeho vlivu
v Ceskoslovensku. V nasledujicich letech byl
zastoupen v expozicich Antifasismus — nase
vyzndni v Kulturnim a informaénim stfedisku
NDR a Boje a zdpasy — uméni proti fasismu
a vdlce v roce 1982. Vystava se netésila velké
pozornosti: ,Pomérné mald ndvstévnost vystavy...
je pravdépodobné diisledkem uréité dinavy publika
% tématu a nadmérné kumulace akci se stejnym
zaméfenim v téze dobé.“™

Renato Guttuso byl umélcem, ktery byl
presvédéen, Ze uméni mtze, a dokonce by
mé&lo mit funkci spoletenskou a také obsa-
hovat hluboké morilni hodnoty. Sou¢asna
umélecka kritika se v zdsad€ shoduje na tom,
Ze pfes mnozstvi angaZované tvorby nebyl
jen malifem ,rudych prapori” a ocetiuje jeho
talent pro naraci, otevienost viem podnéttim
a ztvarnéni ¢lovéka v jeho interakcich spo-
leéenskych. Guttuso se vyjadfoval ke viem
aktualnim otdzkam doby, a i proto si jeho
dilo vydobylo své pevné misto v italské malbé
20. stoleti.

Renato Guttuso byl jednim z umélca,

o néz neprestaval byt v Ceskoslovensku
zajem. V kontrastu k jeho nédzorové stabilité
a urcité vyrazové jednotnosti se jeho pfijeti
Eeskou oficidlni umé&leckou kritikou ménilo
podle aktuélni vnitropolitické situace. Stal se
jakymsi projekénim platnem, na které se tyto
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tendence promitaly. Casto bylo hodnoceni
opaéné nez na Zipadé — typickym piikla-
dem je Guttustiv Autobiograficky cyklus,

v Ceskoslovensku vlazné pfijaty, jemuz vlivny
némecky historik uméni Werner Haftmann
vénoval samostatnou monografii.”

Naskyta se otazka, pro¢ byl v Ceskosloven-
sku aktuélni pravé Guttuso. Bylo zde prav-
dépodobné vice divodi. Jednim z nich byl
jeho vyznam jako maliFe, teoretika i politika,
dal3im jeho schopnost prosadit se i v italském
prostiedi, a zaroveni jeho p¥iklon k realismu
v kli€ovych padesétych letech. Nahrivala
tomu také specificka situace v Italii, ktera
poskytovala fadu témat, jeZ v Ceskoslovensku
rezonovala, zejména pokud byla vyli¢ena
z pohledu italského komunisty.

Osobnost Renata Guttusa sv€d¢i o vza-
jemné naklonnosti zapadni levice a sociali-
stického Ceskoslovenska a pfijeti jeho dila
v nafem prostiedi je prikladem reflexe tohoto
vztahu dobovou kulturni scénou a ukizkou
jeho promén v zavislosti na situaci politické.
TéméF bez nadsiazky mizeme konstatovat,

Ze se v Ceskoslovensku Guttusovi b€hem
celého tficetiletého obdobi nedostalo objek-
tivniho hodnoceni zbaveného politického
zkresleni.

Poznamky

Dékuji Mgr. Tomasi Hylmarovi a PhDr. Milanu
Pechovi, Ph.D,, za podporu, cenné podnéty k ¢lan-
ku a konzultace.

1 Lara Pucci, History, Myth, and the Everyday:
Luchino Visconti, Renato Guttuso, and the Fishing
Communities of the Italian South, Oxford art journal
XXXVI, 2013, €. 3, 36. 3., s. 423.

2 Archiv ministerstva zahraniénich véci (dale
AMZV), fond Teritorialni odbory — oby&ejné,
1945—1959, Italie, &. kart. 9, Zprava o vyvoji
Ceskoslovensko-italskych kulturnich vztahd pro
sekretariat UV KSC.

3 TIbidem, Dopis &eskoslovenského ZU

o rozhovoru s Ambrogio Doninim, 23. 3. 1953.

4 Veronika Wolf, Cesti a slovensti umélci na Biendle
v Bendtkdch 1920—1970, Olomouc 2005.

5 Narodni archiv CR, fond Ministerstvo informaci
1945—1953, &. kart. 9, Informativni vystavka

v Milan&€ — schvéleni libreta.

6 Ibidem, Plan ¢innosti MIO na r. 1952,

15. 1. 1952. K navstévé Gabriele Mucchiho se
zachovala podrobnéjsi dokumentace v Narodnim
archivu (déle NA). NA CR, f. Ministerstvo kultury
1953—1956, Itilie, ¢. kart. 358, Navstévy italskych
umélct v CSR.



7 Corrado Maltese, Centoventi quadri

in viaggio verso Praga, L'Unitd XXV, 1949,

7. 4., s. 3. Organizace vznikla v inoru 1948

z podnétu tzv. Fronte Democratico Popolare (Lidovd
demokratickd fronta), politické koalice sdruzujici
Ttalskou komunistickou stranu a Italskou stranu
socialistickou. V névaznosti na Var§avsky mirovy
kongres méla byt jejim Géelem ,ochrana svobody
kultury, ochrany kultury pfed zpdtecnictvim a zachovdni
jeji demokratiénosti®.

8 Néktefi umélci vystoupili ze strany b&hem
prvni poloviny r. 1949 v reakci na vyostfenou
diskusi o realismu a abstrakci v ndvaznosti na
vystavu Prima mostra nazgionale d’arte contemporanea
(Proni ndrodni vijstava soucasného uméni) v Bologni.

9 ,Noi ci proclamiamo formalisti e marxisti, convinti
che i termini marxismo ¢ formalismo non siano
inconciliabili...* Manifest skupiny Forma 1, Rim,
duben 1947.

10 Jako zivaznou metodu je vyhlasil ministr
informaci Véaclav Kopecky ve svém projevu na

IX. sjezdu KSC v kvétnu 1949.

11 ma [?], Vystava mladého italského malifstvi,
Lidové noviny LVII, 1949, &. 218, 17. 9., s. 5. — om
[?1, Mladé italské mali¥stvi, Lidové noviny LVII, 1949,
¢. 228, 29. 9., s. 5. V obdobném duchu se nesl
¢lanek o Renatu Guttusovi z Eervna toho roku:
Severoceskd Mladd fronta V, 1949, €. 137, 12. 6., s. 10.
12 Renato Guttuso, K vystavé italského maliFstvi,
Rudé pravo XXIX—XXX, 1949, &. 212, 9. 9., s. 5.

13 om [?], Mladé italské mali¥stvi, Lidové novi-

ny LVII, 1949, €. 228, 29. 9., s. 5. Zmé&nu stylu
Guttusovi n&ktefi umélci a kritikové vyéitali jako
slepou poslugnost strang, naopak s velkym nad3e-
nim byla tato zména pfijimana levicovymi kritiky
(Antonello Trombadori, Corrado Maltese) a pocho-
pitelné pak ve vychodnim bloku. Guttuso sam tvr-
dil, Ze se ke zmé&né& rozhodl nezavisle a o realismus
usiloval i b&éhem svého neokubistického obdobi.
14 AMZV, {. Teritoridlni odbory — oby¢ejné
1945—1959, Italie, &. kart. 9, Dopis MZV pro
Vyslanectvi Ceskoslovenské republiky v Rimg,

18. 12. 1952.

15 Tereza Petiskovd, Oficialni umé&ni padesatych
let, in: Polana Bregantové — Rostislav Svicha —
Marie Platovska (ed.), Déjiny ceského vijtvarného uméni,
Praha 2005, s. 362.

16 AMZYV, {. Teritoridlni odbory — oby¢€ejné,
1945—1959, Ttalie, &. kart. 9, Korespondence ZU

a MZV, 24. 11. 1953.

17 Enrico Crispolti se rozsihle vénoval
Guttusovu dilu, je autorem né&kolikasvazkového
souborného katalogu Guttusovych maleb. Enrico
Crispolti, Catalogo ragionato generale dei dipinti di
Renato Guttuso, Milano 1983—1984.

18 Enrico Crispolti, Dalla Diffidenza ad un
dialogo ravvicinato, fra anni Quaranta e Sessanta,
nei ricordi di un giovane ex-venturiano, Bagheria
2003, 5. 28—41.

19 Guttusovo rozhodnuti namalovat pro vystavu
Fuéiktv portrét pfislo na posledni chvili. Je3t& na
podzim, jak vyplyva z korespondence, na obrazu
pracoval a nebyl si zcela jist, zda ho vystavi.
Divodem nemusela byt nutné snaha zalibit

se. Julius Fuéik byl v komunistickych kruzich
postavou znamou, v ital3ting vy3el jeho text
Reportd% psand na oprdtce jiz v roce 1949. Guttuso
jedno vydani knihy dokonce ilustroval. Ozivenim
tohoto tématu mohly pro Guttusa byt slavnosti
Julia Fuéika, které uspotidala &eskoslovensko-
-italska stykova spoleénost v 1ét€ 1953. Portrét je
nyni ve sprav€ Narodni galerie v Praze (O 16704).
20 Werner Haftman, Guttuso, immagini
autobiografiche, Milano — Roma 1971, s. 135.

21 NA CR, fond Ministerstvo kultury 1953—1956,
Ttalie, ¢. kart. 358, Navstévy italskych umélca

v CSR, 28. 12. 1953.

22 Ibidem, Zpriva o pobytu italského umeélce
Renata Guttusa, 13. 2. 1954.

23 Vystava sovétského vytvarného umeéni,
Jizdarna PraZského hradu, leden — tnor 1954.

24 3. [?], Pozdrav Renatu Guttusovi, Literdrni
noviny III, 1954, €. 6, 6. 2., s. 5.

25 Srov. Miroslav Mi¢ko, Obrazy Renata Guttusa,
Vijtoarnd prdce 11, 1954, €. 2, 29. 1., s. 10. — Miroslav
Lamag, Renato Guttuso: k vystavé Renata Guttusa
v Manesu v lednu a Gnoru 1954, Vijtvarné uméni

IV, 1954, &. 1, 28. 2., s. 33—35. — [Jifi Plachetka],
Uméni bojujici a vitézné, Rudé pravo XXXIV, €. 33,
3.2, 5. 2.

26 AMZYV, {. Teritoridlni odbory — oby¢ejné,
1945—1959, Italie, &. kart. 9, Korespondence ZU

a MZV 28. 3. 1953.

27 Srov. Vladimir Pozner, Renato Guttuso.

O malifstvi, o znalosti ¢lovéka. Tteti dopis
Vladimira Poznera z Rima, Literdrni noviny XXIII,
1960, &. 23, s. 3; Fib [?], Italsky malif Renato
Guttuso, Kulturni tvorba 1, 1963, &. 8, 21. 2., s. 15;
Renato Guttuso, Co pfestalo byt tabu, Kulturni
toorba 11, 1964, €. 3, 16. 1., s. 15; AJL [Antonin Josef
Liehm], Guttuso, Literdrni noviny, 1965, 21. 8., s. 8;
Milo$ Vacik, Pochopit Clovéka a skuteénost, Rudé
prdvo XLV, 1964, €. 44—45, 22. 11., s. 2b; Renato
Guttuso, O povinnosti umélce, Literdrni noviny XII,
1963, €. 11, s. 9; Milena Honzikové, Neapolské
stiipky, Literdrni noviny XII, 1963, s. 9.

28 Myslenka ziskala v Ceskoslovensku ohlas

v r. 1963. Srov. Renato Guttuso, O povinnosti
umélce (cit. v pozn. 27); Fib [?] (cit. v pozn. 27);
Milena Honzikova (cit. v pozn. 27); Frantisek

Bulletin of the National Gallery Prague XXVI11/2018

237



Pavli¢ek, Co je pravda v literatufe? Neexistuje
mimo opravdovost tvirce, Literdrni noviny XII, 1963,
¢. 13, 30. 3., s. 3.

29 Dilo Renata Guttusa se v Praze objevilo pouze
v ramci kolektivni vystavy italské grafiky v roce
1959 (Ltalskd kresba a grafika. Kresby a grafika italskyich
maliFi a sochatii, Galerie Nova sifi — Mal4 galerie,
Praha, duben 1959).

30 Jiff Kotalik byl n&kolikrat komisafem
benatského bienile (1958, 1960) nebo autorem
text do katalogti vystav v Itdlii (jiZ v r. 1948).

31 Uméni a kritika: Sbornik dokumentii z celostdtni
konference o soucasnych ikolech socialistické umélecké
kritiky ve dnech 20.—22. dinora 1961, 1961, s. 164.
32 Archiv Narodni galerie v Praze (dile ANG),
fond Narodni galerie Praha, 1965—1970, Koncepce
a plany vystav (¢astedné uspofadano).

33 ANG, . Nirodni galerie v Praze,
Dokumentace vystav, 1968, Renato Guttuso.

34 Kromé pravidelného zastoupeni na benitském
bienile se Ceskoslovensko v 60. letech n&kolikrat
zi&astnilo také milanského trienéle. Probihala

i rliznd vzijemnd vyména vystav, napiiklad éeského
baroka v Milané& (1966), Bohuslava Reynka v Rimé&
(1967) a v Ceskoslovensku vystava Emilia Vedovy
(1967) nebo Premio Marzotto (1967).

35 AMZYV, {. Teritoridlni odbory — obyéejné,
1965—1968, Itilie, ¢. kart. 1, Zaznam

o spoledenském styku, 28. 9. 1965.

36 Vittorio Rubiu, Catalogo delle opere, in:
Redazione d’arte Sansoni, centro di cultura di
Palazzo Grassi (ed.), Guttuso, opere dal 1931—1981
(kat. vyst.), Venezia 1982, s. 174.

37 Jiff Kotalik, Renato Guttuso: Obrazy % let 1931—
1971 (kat. vyst.), Narodni galerie v Praze 1973.

38 Enrico Crispolti, Attraverso e oltre il
centenario, in: Carapezza Guttuso — Crispolti
(edd.), Guttuso 1912—2012, s. 75.

39 Archivi Guttuso, Biografia, in: Fabio
Carapezza Guttuso — Enrico Crispolti, Guttuso
1912—2012 (kat. vyst.), Complesso del Vittoriano

a Roma 2012, s. 220.

40 Z vyznamnych jmen lze uvést Frantiska
Kupku, Josefa Simu, Jiftho Balcara, Vojtécha
Preissiga, Yvese Kleina, Jeana Bazaina.

41 Néavstévnost vystavy €inila 4012 osob za

cca 35 dni trvani vystavy. Jiné vystavy, které
probéhly toho roku ve Valdstejnské jizdarng,
mély navitévnost i vice nez dvojndsobnou —

Josetf Sima za 30 dni trvani vystavy 10284
névstévnikd, Frantiek Kupka za 52 dni 15 362,
Benatské malifstvi za 30 dni 15 477, Padesit let
Geskoslovenského malifstvi 10486, také vystava
Ludvika Kuby (trvajici pouze 13 dni) dosdhla

Bulletin of the National Gallery Prague XXVIl1/2018

vy$siho poétu 5217 navitévnikd. ANG, f. Narodni
galerie v Praze, 1966—1970, N4v3tévnost NG, 1968
(Caste€né& usporadano).

42 TLud&k Novik, Prazské vystavy, Vijtvarnd prdce
XVI, 1968, &. 4, 20. 3., s. 4.

43 Arsen Pohribny, Prazské vystavy, Vijtvarnd prdce
XVI, 1968, &. 4, 20. 3., s. 4.

44 Lubos Hlavacek, Mnohostén &asu, Kulturni
noviny 1, 1968, €. 7, s. 6.

45 Renato Guttuso, Vystava ve Valdstejnské
jizdarng&, Kulturni tvorba VI, 1968, ¢&. 10, 7. 3., s. 14;
Vlastimil Fiala, Zivotopis malite, k vystavé obraza
a kreseb Renata Guttusa v Praze, Rudé prdvo XLIX,
1968, 2. 3.; Ilja Setlik — Vit&zslav Rzounek, Tvorba,
angazovanost a nadé&je. Chvilka u Renata Guttusa,
Rudé pravo XLIX, 1968, &. 41, 11. 2., s. 4.

46 Nap¥. kulturni dohoda s Ttlif, o kterou CSSR
usilovala od r. 1969, byla uzaviena az v r. 1971,
jeji provadéci protokol dokonce az o rok pozdéji.
AMZYV, Teritoridlni odbory — tajné, 1970—1974,
Ttalie, kart. &. 2, Instrukén{ dopis &. 10 pro ZU
Rim, listopad 1971, a Hodnoceni plnéni plénu ZU
v I. pololeti 1973.

47 ANG, . Nirodni galerie, 1971—1975, Vystavy,
dopis Jittho Kotalika Ministerstvu kultury CSR,
10. 11. 1972 (Casteéné uspofadano).

48 ANG, {. Jiff Kotalik, Korespondence, Dopis
Jifiho Kotalika velvyslanectvi v Rimé, 29. 12. 1971
(¢astedné uspofadano).

49 Ibidem, Dopis Jifitho Kotalika Galerii
Toninelli, 19. 2. 1973.

50 Véra BeneSova, 120 minut s Renatem
Guttusem, Zemédélské noviny, 1973, 1. 2.

51 Archivi Guttuso, Biografia, in: Fabio
Carapezza Guttuso — Enrico Crispolti, Guituso
1912—2012 (kat. vyst.), Complesso del Vittoriano

a Roma 2012, s. 220.

52 Palmiro Togliatti, tajemnik IKS v letech 1927
aZ 1964 a Guttustiv dobry pfitel.

53 Vyrazné poklesla vystavni produkce
yzapadniho” uméni, NG se zalala opét vice
orientovat na uméni zemi vychodniho bloku.

U Ceského uméni se pozornost vracela k 19. stoleti
a 1. poloviné 20. stoleti, nebo byly vystavy
zamé&feny znovu na tvorbu realistickou, popf. na
men3i expozice zndmek nebo medaili.

54 Milan Pech, Galerie Ceskoslovensky spisovatel
1970—1990, in: Marie Klime¥ova (ed.), Cs. spisovatel
50—91, Praha 2014, s. 102.

55 Celkem 10079 osob; ANG, . Narodni galerie
v Praze, Dokumentace vystav, Renato Guttuso,
1973, Zavére¢na zpriva o vystave.

56 Kz [?], Vystava Renata Guttusa, Tribuna, 1973,
27. 11.



57 Uméni bojujici, Svoboda, 1973, 12. 2.

58 Plitna plnd dynamického napéti, Veéerni Praha,
1973, 20. 2.

59 Kz [?] (cit. v pozn. 56). — Srov. Helena
Dvoftiakova, Odvaha postavena na majstrovstve,
Nové slovo, 1973, 29. 2.

60 Dvoidkovi, (cit. v pozn. 59).

61 ANG, f. Ndrodni galerie v Praze,
Dokumentace vystav, 1973, Renato Guttuso.

62 Jifi Setlik, Léta sedmdesats a osmdesata, in:
Déjiny éeského vijtvarného uméni [VI/1], Praha 2007,

s. 372.

63 AMZYV, {. Teritoridlni odbory — tajné,
1970—1974, Ttalie, kart. &. 2, PInéni planu ZU za

I. pololeti r. 1974.

64 Ibidem, kart. ¢. 1, PFehled &eskoslovensko-
-italskych vztaht od r. 1968.

65 ANG f. Narodni galerie v Praze, 1975—1980,
Vystavy, Dopis Jifiho Kotalika Renatu Guttusovi,
27. 10. 1976 (Casteéné uspofadano).

66 Mario de Micheli, Renato Guttuso, Kresby

z let 1949—1976 (kat. vyst.), Praha 1979.

67 Jaromir Pelc, Podle mého nizoru, Tvorba
XLIV, 1979, 21. 2. U tfi vystavenych obrazt se
pravdépodobné jednalo o dva obrazy ze sbirky NG,
tj. Zprdoy (O 12915), Skoldci (O 12126), a obraz Julius
Fuéik z majetku Gusty Fuéikové.

68 Vitézslav Rzounek, K vystavé kreseb Renata
Guttusa, Poselstvi socialistického humanismu, Rudé
prdvo LIX, €. 47, 1979, 24. 2., 5. 5.

69 M. H., Clovék v kresb& Renata Guttusa, Svét

v obrazech, 1979, 23. 3.

70 K vystav€ kreseb Renata Guttusa v Praze,
Vypréavéni lidem o lidech, Zemédélské noviny, 1979,

3. 3.

71 Vlasta Barto3ova, Prazsky kaleidoskop, Rolnické
noviny, 1979, 31. 3.

72 Jifi Blahota, Osobnost realistické tvorby, Prdce,
1979, 22. 2.

73 Lubo3 Hlavaéek, Tvar lidu a ¢asu, Tvorba
XLIV, 1979, 7. 3.

74 ANG, f. Narodni galerie v Praze,
Dokumentace vystav, 1982, Boje a zapasy,
Zavérecna zpriva z vystavy.

75 Werner Haftmann, Guttuso, immagini
autobiografiche, Milano — Roma 1971.

Seznam vyobrazeni

1 Expozice vystavy Renato Guttuso: Autobiograficky
cyklus, Narodni galerie Praha, Valdstejnska jizdarna, 1968,
Archiv Narodni galerie v Praze. Foto: Vladimir Fyman.

2 Fotografie ze zahajeni vystavy Renato Guttuso: Obrazy
z let 1931-1971, Narodni galerie Praha, Valdstejnska
jizdarna, 1973, Archiv Narodni galerie v Praze. Foto: Marie
Sonkova.

3 Expozice vystavy Renato Guttuso: Obrazy z let
1931-1971, Nérodni galerie Praha, Valdstejnské jizdarna,
1973, Archiv Narodni galerie v Praze. Foto: Vladimir Fyman.

4 Navstéva Renata Guttusa na prazské AVU, 1973, Archiv
Narodni galerie Praha. Foto: OldFich Rakovec.

5 Plakéat vystavy Renato Guttuso: Kresby z let 1949—1976,
Narodni galerie v Praze, letohradek Belvedér, 1979.
Autor: Jaroslav Svab. Archiv Narodni galerie Praha.

Bulletin of the National Gallery Prague XXVI11/2018

239



List of Contributors / Sexnam autorii

Barbora Bartyzalova

National Gallery Prague

Néarodni galerie Praha
barbora.bartyzalova@ngprague.cz

Matthias Baur

Independent scholar, Ulm, Germany
nezavisly badatel, Uim, Némecko
matthias.baur@volk.de

Vera Dédicova

National Gallery Prague
Néarodni galerie Praha
vera.dedicova@ngprague.cz

Anna Ebenova

National Gallery Prague
Néarodni galerie Praha
anna.ebenova@ngprague.cz

Tomas Hladik

National Gallery Prague
Néarodni galerie Praha
tomas.hladik@ngprague.cz

Stépanka Chlumska

National Gallery Prague

Néarodni galerie Praha
stepanka.chlumska@ngprague.cz

Olga Kotkova

National Gallery Prague
Néarodni galerie Praha
olga.kotkova@ngprague.cz

Adam Pokorny

National Gallery Prague

Nérodni galerie Praha

&

Academy of Fine Arts in Prague
Akademie vytvarnych uméni v Praze
adam.pokorny@ngprague.cz

Kristyna Rendlova

The Khalili Research Centre for the Art and Material Culture
of the Middle East, University of Oxford

Vyzkumné centrum Khalili pro uméni a materialni kulturu
Stredniho Vychodu, Oxfordska univerzita
kristyna.rendlova@wolfson.ox.ac.uk

Radka Sefcti

National Gallery Prague
Narodni galerie Praha
radka.sefcu@ngprague.cz

Review procedure

All texts published in the NGP Bulletin (except for expert
reviews) are subject to the anonymous review procedure
(the reviewer does not know the name of the author of
the text and vice versa). Both addressed reviewers are
experts on the given field and are not in employment
relationship with the author’s place of engagement by the
date of the text’s submission. Reviewers comment on the
formal inclusion of the text in the issue’s structure and on
its professional qualities. The text is published only after
possible comments have been incorporated. Completed
review forms are archived.

Recenzni rizeni

Vsechny texty publikované v Bulletinu NGP (s vyjimkou
odbornych recenzi) prochézeji anonymnim recenznim
Fizenim (recenzent nezna jméno autora textu, autor nezna
jméno recenzenta). Oba osloveni recenzenti jsou odborniky
na danou problematiku a nejsou k datu odevzdani textu
pracovné-pravné spojeni s plsobistém autora. Vyjadruji

se k forméalnimu zarazeni textu do struktury daného disla

a k jeho odbornym kvalitdm. Text je publikovan az po
zapracovani pripadnych pripominek. Vyplnéné recenzni
formulére jsou archivovény.



