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Observations on the Altarpiece

of Thomas de Coloswar

Mojmir FRINTA

First, let us start with an acknowledgement that
in the incompletely preserved altarpiece from the
Benedictine monastery Hronsky Svity Benadik (Ga-
ramszentbenedek) by Thomas de Coloswar (Kolo-
zsvar, Cluj, Klausenburg) of 1427 we have one of
the rare precious testimonies in Central Europe on
the mobility of late Medieval artists. This recogni-
tion will be supported by our observations on the
formal and technical aspects of his paintings. Our
comparisons hopefully substantiate the thesis of the
predominant Bohemian inspiration and connection
of this painter originating from the eastern confines
of the Hungarian state, as it was expressed also by
previous scholars. This regionally oriented focusing
on the sources, of course, does not mean that we
cannot detect connections with other centers — Aus-
trian in Central Europe, South Netherlandish (I pre-
fer this term to: Franco-Flemish) and North Italian
(Lombardy) but these impacts seem to be more re-
mote and not first-hand as I will argue for the case
of Bohemian contacts.

Most of the illuminated manuscripts I was con-
sidering in my article on the Gerona Martyrology of
1964 and listed also by Gyongyi Torok in the cata-

! FRINTA, M.: The Master of the Gerona Martyrology and
Bohemian Ilumination. In: The Art Bulletin, 46, September
1964, No. 3, pp. 253-306.

)

SCHMIDT, G.: Tafelmalerei — Wandmalerei — Buchmalerei.
In: Gotik in Bibmen. Munich 1969, p. 318.

3 BARTLOVA, M.: Eine Neudatierung des sog. Raigerner Al-
tars und die Folgen fiir die Chronologie der Bhmischen Ta-
felmalerei des 15. Jahrhunderts. In: Zeitschrift fiir Kunstgeschichre,
65, 2002, pp. 145-179. There is a number of coincidences in
the Crucifixion of the Rajhrad altarpiece: the swooning Vir-

logue of the Esztergom Museum of 1993 (the Ant-
werp /Vechta/ Bible of 1402, the Gerona Martyrolo-
gy, the Missal in Vienna, Cod. 1850, the Seitenstetten
and Sedlec Antiphonaties, the Boskovice Bible and then
the Travels of John Mandeville and the Cantionale in
Vienna, Cod. 4642) form the foundation of the formal
and cultural-esthetic outlook of Master Thomas and
provide impetus to his own formulations.' It should be
added that we can actually go further down in time as
the elements which are subject of our interest descend
to the art of the Master of the Tfebofi Altarpiece and
to some members of the illuminators’ shop working
for the king Wenceslaus IV.

Of the important connections listed in the litera-
ture, I would perhaps put less emphasis on the role
of the Master of the Rajhrad (Raigern) Altarpiece for
double reason: his personal style is more forceful with
almost brutal expressiveness while Thomas’ message
is more gentle and placid.” {Fig. 15} Second, some
uncertainty was recently aired for the chronology of
the Rajhrad Altarpiece by arguing for a later date than
the hitherto considered dating: before 1420. This does
not intend to diminish the value of various coinci-
dences — mainly iconographic.’?

gin; woman with wimple; large knot of Christ’s loincloth; plac-
ing both the spear and sponge on the left side of the cross,
similar helmets of soldiers; in the Carrying of the Cross: man
with his fist raised to beat Christ.

I have found the same rare genre motif of a little boy riding
a make-believe horse painted in a Crucifixion from the Bar-
fusserkirche in Frankfurt, attributed to Hans von Metz, in the
Historisches Museum in Frankfurt, B 695, which motif is pain-
ted less explicitly in the right distance in the Carrying of the
Cross by the Rajhrad Master in Brno, Provincial Museum {Figs.
15, 16]1. — FRINTA, M.: Some Distinctive Human Types in
Art Around 1400 as a Means of Tracing Artistic Contacts

3



I am omitting the armorial (charter) letter by
Emperor Sigismund for the town Kosice (Kassa) writ-
ten in Bratislava (Pozsony) in 1423 which I see in
connection with a more traditionalist workshop in
Prague unrelated to the more exceptional creations
in the group of just mentioned manuscripts.*

Torok reported with some critical overtones on
the thesis of Zsuzsa Lukdcs who assumed that Master
Thomas spent some time in the workshop of Duke of
Berry while she declined to consider, as unlikely that
the influence was transmitted through Bohemian,
Austrian or German art. Her other point of stressing
the impact of the Narbonne Parement looks to me,
rather than a direct model, as performing the peren-
nial role of prominent examples of Western art in
precipitating the eagerness of artists in other parts of
Europe to strive to emulate the supremely refined and
sophisticated art forms as artists do instinctively when
faced with the instances of superb creation.

Many of the figural types of Master Thomas point
to Bohemian prototypes — vide the female types and
the angels both of whom entered also into Austrian
painting of the early fifteenth century.

Especially well can be compared two heads in the
Ascension scene, the Virgin’s and St. Peter’s with those
in the Musterbuch in Vienna, Kunsthistorisches Mu-
seum which was kept in the past in Ambras Castle.
However, the masterfully conveyed sorrow of the
Virgin’s drawing, undoubtedly part of Crucifixion,
was toned down to a lesser emotionalism in accor-

between Bohemia and the Regions West of the Rhine. In:
Uméni, 44, 1996, No. 3-4, p. 312, fig. 11. The direction of
the influence tying these two paintings cannot be established
as both paintings lack dates. The action, in view of lesser read-
ability in the Rajhrad had been erroneously interpreted as
a highly disrespectable action of the little boy in an argument
on the supposedly anti-clerical tendency in this altarpiece of
the Hussite era. — KAREL, S.: Archa rajhradska a jeji misto ve
vyvoji Ceského uméni prvni poloviny 15. stoleti. In: Universi-
tas Carolina 1. Philosophica. Prague 1955, pp. 76-94.

4 FRINTA, M.: Some Thought-provoking Musing: Angevino —
Luxemburgian — Corvinian. In: Ars, 1996, No. 1-3, p. 82, fig. 9.

Already the Tfebon Master used this emotion-loaded posture
in the Virgin in the Crucifixion from Svatd Barbora of ca. 1380
(National Gallery in Prague); it appears then in the Vys$i Brod
Crucifixion (before 1400) and in a Crucifixion in the gallery in
Berlin (ca. 1410). — MATEJCEK, A.: Czech Gothic Painting
1350 — 1450. Prague 1950, pls. 114, 127, 147. There is

dance with a different subject, namely Ascension as
the subject was changed from the unknown Bohemi-
an masters’ apparent portions of the Crucifixion scene.
The emphatically forward-thrust face to convey the
emotional intensity distinguishes also St. John’s draw-
ing presumably for a Crucifixion and it is presented
in the same form twice by Thomas de Coloswar (Cru-
cifixion and Ascension). It was apparently a motive
dear to the Bohemian artist as it was used for several
of his drawn heads.” The “flaming” hair of St. John
by Master Thomas has its counterpart in several heads
in the Ambras collection of drawings. Also the wim-
ple and the kerchief-hood artfully folded back at the
top of the head can be noted in both works but they
occur frequently in Central European painting.® Since
it is not clear whether some of the drawings were not
actually executed in today lost paintings, the propo-
sal of Thomas’ knowledge of this “model-book” is
just one of the possibilities.

Characteristic for the Bohemian relationship are
also the bearded male types in the Ascension. I have
compared St. Peter and the Apostle behind him (St.
Andrew?) in the Ascension with a pair of copper-gilt
reliquary busts — St. Peter and St. Paul (changed from
the original St. Nicholas) in the Archiepiscopal Pala-
ce in Prague, commissioned after 1413 by Archbish-
op Albik of Unicov.” These intense, sternly forebod-
ing facial types can also be compared to two alabas-
ter statues of SS. John the Baptist and Andrew(?) in
Erfurt, Dommuseum.®

a precedent in the Italo-Byzantine stratum in a large Crucifix
of ca. 1200 in S. Maria, island of S. Nicola nelle Tremiti. —
Puglia fra Bisanzio e ['Occidente. Milan 1980, pp. 356-357.

Mentioned may be the wimples first in the Resurrection in
the Vyssi Brod altarpiece and then in the fragmentary Sedlec
Antiphonary of 1414 and in the Rajhrad altarpiece. From the
Western preceding examples, we find the wimple e.g. in the
Crucifixion in the Parement of Narbonne, then in the Passion
altarpiece in the museum in Besangon of ca. 1380 and in
Melchior Broederlam’s Carthusian altarpiece of Champmol of
1394 — 1399 in the Musée des Beaux-Arts in Dijon.

7 FRINTA 1996 (see in note 4), pp. 83-85. Also in Prague the
Crown of Bohemia. New York 2005, p. 286, No. 125.

8 FRINTA, M.: The Beautiful Style in the Sculpture around 1400
and the Master of the Beantiful Madonnas. University of Michi-

gan at Ann Arbor 1960, unpublished doctoral dissertation,
figs. 44-45.



Yet other facial types cannot be so easily explained
by dependency on previous Bohemian tradition: the
one of St. John crowned with upward-flaming hair
differs from the several variations appearing in Bohe-
mian and Austrian painting (e.g. St. John in the Ra-
jhrad altarpiece who looks older and his hair is more
plentiful or perhaps the one in the Crucifixion in St.
Lambrecht). Also the elongated oval face of Christ
does not have close parallels in Bohemia (except pos-
sibly a Veraicon belonging to the Metropolitan Ca-
pitula of St. Vitus in Prague {Fig. 1} and this type
may be tentatively viewed as Master Thomas’ own
contribution.

On the other hand, Master Thomas was not as
much interested in portraying Hebraic types to
heighten the feeling of veracity of the Biblical repre-
sentation, as did consistently his presumable models
— the painters in Prague, active principally as illumi-
nators (I called two prominent interrelated painters
in the Antwerp Bible and Gerona Martyrology: the
Master A and Master B). Models for these ethnic types
can be found in some late fourteenth century minia-
tures in France issued from the continuing style spat-
kled by the Narbonne Parement Master.” Still, sev-
eral such ethnical types can be found in the Eszter-
gom altarpiece — a soldier second to the right of the
centurion and the man with the hammer at the bot-
tom right of the Crucifixion, and two men at the top
left in the Carrying of the Cross; one of them clad
with a praying shawl.

Some faces are quite realistic such as St. Giles who
can be compared, e.g. with St. Benedict Handing the
Rule of the Order to his Monks — in a miniature cut-
ting from the Sedlec Antiphonary of 1414 in the
Museum of Fine Arts in Budapest, No. 3112; the
comparisons can be extended to still earlier artists —
the highly influential Tfebon Master and his St. Giles,
standing with SS. Gregory and Jerome on the verso
of the Entombment panel in Prague National Gal-

? This representational tendency was well expressed in the Tres
Belles Heures de Notre-Dame (Paris, Bibliotheque Nationale
de France, nov. acq. lat. 3093) attributed to the Parement
Master and workshop. — PORCHER, J.: Tres Belles Heures
de Notre-Dame. In: Lz Revue des Arts, 1957, p. 13 f; MEISS,
M.: French Painting in the Time of Jean de Berry. The Late XIV
Century. New York 1974, plate volume, figs. 6-25. The heavy
beards are reminiscent of the figures painted in fresco in the
Papal Palace in Avignon by Matteo Giovannetti. The Near

1. Veraicon, detail, early 15" century. Treasury of St. Vitus Cathedral,
Prague. Photo: Archive of author.

lery.'® There are precedents for this facial realism in
both seminal regions — France-South Netherlands and
of course, in Italy.

A variety of men’s headdresses that illustrate the
new fashions introduced in the West and spreading
fast through Europe, were depicted both in the Esz-
tergom altarpiece and in the miniatures in Prague.
Wide horizons in art awareness and international ex-
periences can be detected for both, the painter from
far away Kolozsvar and for the leading illuminators
in Prague. Several shapes of helmets of soldiers in the
Esztergom paintings find the closest comparisons in

Eastern types with heavy black beards are, quite appropriate-
ly, best suited for the subject of the miniature the Unbelie-
vers. — Ibidem, fig. 20. Extreme, almost caricaturist formula-
tion appears in Prague by the Master of the Golden Bulla and
in the work of one collaborator in the Antwerp Bible. — Pra-
gue... (see in note 7), p. 336, fig. 85.

10 MATEJCEK 1950 (see in note 5), pl. 109.
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2. Thomas de Coloswar: Detail with trees of St. Giles scene, 1427.
Christian Museum, Esztergom. Photo: Archive of author.

the paintings in Bohemia (the Rajhrad altarpiece and
the Vyssi Brod Carrying of the Cross) and reflect the
current armament styles in Central Europe. The un-
usual shape of the small shield held by the young
man next to the cross finds its precedent in the shield
of a soldier seated in front of the sarcophagus in the

"' SCHMIDT, G.: Die Wehrdener Kreuzigung der Sammlung
von Hirsch und die Kolner Malerei. In: Vor Stefan Lochner. Die
Kilner Maler von 1300 — 1430. Cologne 1977, p. 15, fig. 7;
SCHMIDT, G.: Die Rezeption der italienischer Trecentokunst
in Mittel- und Osteuropa. In: Gotika v Sloveniji. Ljubljana 1995,
p- 31, figs. 9, 10.

12 There is one figure that aroused my interest. It is an old man
with white whiskers gesturing at the right edge of the Carry-
ing of the Cross. The face stands out in the paleness of the

Tfeboni Resurrection, making it an additional con-
nection to the past art, a phenomenon that seems to
be characteristic of the inclination of Master Thomas.

The strongly foreshortened upward looking heads
in Master Thomas’ altarpiece had been correctly con-
nected to Italian prototypes but the existence of a very
much the same facial conformation in an Upper Rhen-
ish(?) Crucifixion of the first half of the fourteenth
century from the collection of Robert von Hirsch
makes the claim of a direct Italian influence just
a mere possibility.'" Also the old Italian convention
of the prismatic, facetted rock formations in the Esz-
tergom paintings does not have to be claimed as di-
rect Italian influence because it was adopted already
before in Central Europe. In any case, it shows Mas-
ter Thomas as a man of conservative formation and
retrospective nature.

The degree of realistic tendency attempted by
Master Thomas varies in individual parts of the al-
tarpiece and shows him as a member of the transi-
tional generation to face new approaches. In the Car-
rying of the Cross and in the Resurrection it is more
advanced: the hands and foot of Christ in the Resur-
rection show considerable awareness of the anatomi-
cal form which contrasts oddly with the slender hands
of Mary and of other figures in the Crucifixion and in
the Ascension that in their schematization still fol-
low the old Gothic convention.'? This dichotomy can
be observed also in the postures: in the Carrying of
the Cross, the feet are firmly planted on the ground
expressing the bodily weight; but the sense of the
body gravity evaporated in the two men on the lower
right of the Crucifixion who are like suspended pup-
pets and so is, next to the cross, the young man look-
ing upwards whose head is constructed similarly to
that of St. John; his posture is strangely labile and
unbalanced in a quasi running motion: he belongs to
the archaic mode of representation. We find a compa-

colorit from the rest of the reddish faces, as well as by its dis-
tinctive realism which as if foreshadows the Boschian types in
the Netherlands. {Fig. 16} I was puzzled when scrutinizing
the photo of this painting taken after its cleaning in 1932, to
see that the face looks there quite incomplete. However, we
know that a delight in grimacing expressions was shared by
some German painters closer in time, e.g. Hans Multscher in
Wiirzacher Altar of 1437 and Hans Hirtz around the middle of
the century in his Arrest of Christ. — STANGE, A.: Deutsche
Speitgotische Malerei 1430 — 1450. Konigstein 1965, pp. 24, 28.



3. Master of the Tre-
boit Altarpiece: Detail
with trees in Christ in
Getsemane, ca. 1380,
0 476. National
Gallery, Prague. Pho-
to: Archive of author.

rable prototype in the shepherd at the left of the
Nativity by the Master of the Vyssi Brod Altarpiece.
(These two concepts, a traditional one and an inno-
vating one, may be explained, it must be conceded,
by a suggestion that these two modes belong to two
collaborating painters.)

The apparent disregard for an overall proper scale
of the figures is a further case of the painter’s relative
archaism: the diminutive size of two men at the bot-
tom right of the Crucifixion and Simon of Cyrene
helping Christ to drag the cross is revealing Thomas’
traditional medieval formation according to which
figures more subordinate and less important for tell-
ing the story were occasionally painted in a strongly
reduced scale. Small is also the figure of the donor
Nicholas, canon of Gydr and choir master of the Royal

Chapel in Buda. This was a convention surviving dog-
gedly even by painters who were already fully versed
into the rational realistic mode of representation.
Looking carefully, one may uncover a strange lapse
in the representational logic in the Resurrection scene.
There are two red seals painted over the juncture in
the stone which apparently defines the separate iden-
tity of the coffin and of its lid, therefore depicting the
image of the closed and sealed sarcophagus. And yet,
we see Christ stepping out from the inside. The paint-
ing was done so ambiguously that it is not clear wheth-
er we are looking at the inside wall of the sarcopha-
gus or the upper surface of the lid. The painter’s mis-
understanding of the actual situation to be represented
is still increased by the cascading end of drapery of
Christ’s garment which is formalistically thrown over
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4. Master of the Antwerp Bible (Master A): Bible of Conrad of Vechta,
1402 — 1403, fol.117v. Museum Plantin-Moretus, Antwerp. Photo:
Courtesy of Institut Royal du Patrimoine Artistique in Brussels.

the edge of the coffin to hang as a decoration on the
outside of the sarcophagus. Since Christ is still stand-
ing inside, this part of the garment could hardly pre-
cede his stepping out. Of course, one can take the
opposite view by interpreting the action as a depiction
of a miracle, when Christ is stepping out through the
sealed lid of the coffin. One cannot escape the feeling
that the frontal positioning of the coffin was a less
successful representational solution than was the dia-
gonally placed sarcophagus painted by the Ttebon
Master which is also superior in the emotional con-
tent of the mysticism and majestic mystery.

I propose to examine two features, one represen-
tational and the other of technical character to hope-
fully find something more specific on the artistic for-
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5. Master of the Antwerp Bible: Bible of Conrad of Vechta, fol.140v:
Jabel Kills Sisera. Phoro: Courtesy of Institut Royal du Patrimoine
Avrtistique in Brussels.

mation and contacts of Master Thomas. I believe that
both have a potential to help our search for detecting
connections. Their specificity makes them usable for
this task.

With the first item, a highly distinct and specific
representation of the leafy trees, I already dealt some
forty years ago. There is an emphasis on the spiky
quality of the narrow pointed leaves which occasion-
ally swirl in agitation. The well defined leaves stand
out in a dramatic fashion from the darker surround-
ing ground of the tree-tops. {Fig. 2} They are remark-
ably close to the representations painted by the Mas-
ter of the Tfebon Altarpiece and can be followed in
a sequence of clearly related renderings in early fif-
teenth century Bohemian illuminations. [Figs. 3-5}



6. Master of the Gerona Martyrology: Martyrology Usuardi — St. Be-
nedict Fed by a Monk in the first medallion, before 14102, fol.33v.
Diocesan Museum, Gerona (Girona). Photo: Institut Amatller d'Art
Hispanic, Barcelona.

First instances after the Tfebor creation are in the
Bible of Conrad of Vechta in Antwerp, Museum Plan-
tin-Moretus by one of the chief collaborators. [Figs.
4, 5} This particular rendering was apparently his per-
sonal idiom because a lesser associate who was as-
signed to paint less important portions of the minia-
ture over the guiding under-drawing of the master,
did not imitate the style of the master but used the
more general fashion of decorative foliate trees."” The
same team of illuminators worked on a large host of
illuminated medallions in the Martyrology Usuardi
in Gerona, Diocesan Museum and then on those in

15 Covenant between David and Jonathan in the Antwerp Bible.
— DROBNA, Z.: Gothic Drawing. Prague 1960, pl. 108.

7. Master of the Gerona Martyrology and Master B: Martyrology Usu-
ardi, fol.49. Photo: Institut Amatller d'Art Hispanic, Barcelona.

a Bohemian Missal in Vienna, Osterreichische Na-
tionalbibliothek, Cod. 1850 and carried on the inno-
vators’ idioms. {Figs. 6, 71 The two chief interrelated
Masters A and B also continued collaborating on the
fragmentary dispersed Antiphonary later kept in the
Monastery of Seitenstetten in Austria and on an An-
tiphonary of 1414, similarly vandalized, from the
Monastery of Sedlec, with cuttings in the Museum of
Fine Arts in Budapest and a portion in the State Re-
search Library in Brno." [Fig. 8} In this manuscript
and in a Cantionale in Vienna, Cod. 4642, it was the
presumably younger Master B who continued the

" SCHMIDT, G.: Fragmente eines bdhmischen Antiphonarium
des frithen 15. Jahrhunderts (ehemals in Seitenstetten) und
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8. Master B: Fragment of the Antiphonary from Sedlec Monastery,
Christ and Zachaeus, 1414, NR 8, fol.144. State Research Library,
Brno. Photo: Stdtni distav pamdtkové pée, Praba.

style — yet with lesser impetuosity — of these distinc-
tive foliate trees. Perhaps the last example of this im-
pressive portrayal of the trees by the painters associ-
ated with a prominent Prague illuminators shop
comes from the Boskovice Bible in Olomouc, State
Research Library, sign. III-3." It is significant that all
these examples come from Bohemian manuscripts of
the first two decades of the century. The first of them

eine Marientod Iniziale des Rosenwald Collection. In: Wiener
Jabrbuch fiir Kunstgeschichte, 22, 1969, pp. 148-156; HOFE-
MANN, E.: Cseh miniat(irok a Szépmivészeti Mizeumban. In:
Az Orszdgos Magyar Szépmiivészeti Miizenm Eﬂéb’nyﬁei, 1, 1918,
pp. 49-74; DROBNA, Z.: Les huit miniatures tchéques de
Budapest. In: Bulletin du Musée National Hongrois des Beaux-Arts,
11, 1957, pp. 28-50.

> FRINTA 1964 (see in note 1), fig. 36.
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is connected with the Royal milieu because Conrad of
Vechta was the Master of the Mint and the third, the
Martyrology features in several illuminations the royal
monogram W — therefore also pointing to the Prague
origin. This cannot be maintained with the same cer-
tainty for the last, the Boskovice Bible which could
have been produced in one of the Moravian centers.
The painters in the Western regions whose cre-
ations have to be linked in some respects with those
of their contemporaries in Prague, also often painted
leafy trees but, with one exception, the effect of their
technique is different: the casual brush strokes do not
aim to define the leaf shapes but merely suggest the
bulk of the tree-crowns. It should be remembered
that a distant precedent for this procedure exists in
the tree of the title-page to Petrarch’s Virgil by Si-
mone Martini in Milan, Biblioteca Ambrosiana. Some
of Flemish illuminators working for the French pa-
trons favored this free, almost sketchy technique (e.g.
Master of Cité des Dames; Master of Berry’s Femmes
Cleres who worked in 1401 on the same manuscript
with the Lugon Master; the Rohan Master and the
Apocalypse Master).'® Especially impetuous is the
sketchily brushwork of the trees by the Master of Ber-
ry Apocalypse in God with Adam and Eve in Morgan
Library ms. 133." On the other hand, the trees in
Melchior Broederlam’s Flight into Egypt in his Dijon
altarpiece of 1394 — 1399 come closer to the idioms in
Bohemia. However, bafflingly similar are the trees in
the illumination of the Fool in a Psalter of Jean de Ber-
ry by Jacquemart de Hesdin in Paris, Bibliothéque
Nationale de France, fr. 13091." {Fig. 9} Let us re-
member that Master Thomas himself was not com-
pletely committed to the mode initiated by the Tte-
bon Master and continued by the Antwerp and Gero-
na Masters because some tree formations, especially
the trees to the left of St. Giles form a transition to the
more general decorative mode. Besides this sketchy
“impressionistic” technique, a more precise and me-

1 MEISS, M.: French Painting in the Time of Jean de Berry. The
Limbourgs and their Contemporaries. New York 1974, figs. 57,
59, 70-73, 788, 790, 876.

7 MEISS 1974 (see in note 9), fig. 843.

'8 Ibidem, fig. 78.



9. Jacquemart de Hesdin: Psalter of Jean de Berry, Fool, fol.100, fr.
13191. Bibliotheque nationale de France, Paris. Repro: MEISS, M.:
French Painting in the Time of Jean de Berry — the Late XIV Century.
London 1969, fig. 78.

ticulous painting of the foliage is also represented in
Parisian illumination, e.g. Livre de la chasse, Biblio-
théque Nationale de France, ms. fr. 619 and Virgil’s
Georgics of 1403 in Florence, Biblioteca Laurenziana,
Med. Pal. 69." Let us recall that an subordinate col-
laborator of the chief Antwerp Master adhered to the
more general type of representation.

We will further meet this more measured mode
in the fifteenth century production in Central Eu-
rope, both in Bohemia and in Austria. The decorative
brand of foliage characterizes the trees in the Younger
Titurel which was in the sixteenth century in the pos-
session of the Fernbergers and which I had a privilege

' Ibidem, fig. 841; Gaston Phébus, Livre de la chasse, ca. 1410,
Paris, Bibl. Nat., fr. 616, fol.27: Bears; MEISS 1974 (see in
note 16), fig. 253 (Bedford trend).
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10. Austrian, The Younger Titurel, ca. 1420 — 1425, H. P. Kraus
Rare Books, fol. 69. Photo: Courtesy of H. P. Kraus Rare Books, New
York.

of examining at H. P. Kraus Rare Books in New York
in the early seventies. {Fig. 10} Some features in these
illuminations (such as the later Wenceslavian acanthus
and the monster masks in the margin) stem from the
Prague traditions transferred to Austria. More advanced
portions — the realistically painted horses — point to
a later date in the thirties of these illuminations. Like-
wise, the flora on the lawn the Duke Wilhelm is kneel-
ing on in prayer on fol.1 of the manuscript of Thomas
Aquinas, Historia de Corpore Christi of 1404 — 1406 in
the Morgan Library, No. 853 is painted in this exact-
ing manner; again, the margins are provided with the
late Wenceslavian acanthus.”

20 SCHMIDT, G.: Buchmalerei in Gotik in Osterreich. Krems 1967,
#87, p. 154, fol.1v.
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11. Bohemian painter: Assumpta from Destnd, ca. 1450, O 495. Na-
tional Gallery, Prague. Photo: Stdtni iistav pamdtkové péce, Praba.

Austrian influence replaced gradually in the fif-
teenth century in the Silesian illumination the until
then dominant Bohemian impact. It is recognizable
also in the precise rendering of the foliage in the Bank-
sche Bible (after 1427) which was unfortunately de-
stroyed in 1945 in the Municipal Library of Wroclaw
(Breslau).?! This graphic ornamental style of the foli-
age continued to be used in the middle of the century
in Bohemia as shows the Assumpta from Destnd in
Prague, National Gallery, O 495. {Fig. 11} It may
be plausible to connect this Austrian and later Bohe-
mian mode of the flora representation with the trees
in a panel with the Murder of St. Peter Martyr at-
tributed to Jacobello del Fiore in the Dumbarton Oaks
Library, Washington. {Fig. 12} Another similar dec-

21 KLOSS, E.: Die Schlesische Buchmalere: des Mittelalters. Berlin 1942,
Municipal Library, R 162, ca. 1432 — 1433, figs. 211, 212.
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12. Jacobello del Fiore: Murder of St. Peter Martyr, ca. 1428. Photo:
Courtesy of Dumbarton Oaks Library, Washington.

orative rendering of the foliage in Venice is in the
Stigmatisation, ex voto of Two Spanish Knights, of
1432 in Paris, Musée des Arts Décoratifs. Support
for this conjecture would come from the recognized
spreading of Bohemo-Austrian style into Tirol and
further southward: it is present in Master Wence-
slaus’ murals in the church in Riffiano close to Mera-
no, in the murals in the cloister of the cathedral of
Bressanone (Brixen), and in the Torre Aquila in Tren-
to (Trient), before 1406 which provide a connecting
link to North Italian idioms. A Madonna signed by
Michele Giambono in Rome, Galleria Nazionale is
a Venetian transposition of the renowned style of
“Beautiful Madonna”. Additionally, the Crucifixion
predella panel from Novacella (Neustift) near Bres-
sanone (Brixen) reveals the Bohemian adornment tra-
dition of the relief decoration which was transferred
to Salzburg. On the other hand, taking the cue from
the suggested attribution and dating: Venetian, ca.



it "

13. Thomas de Coloswar: Detail of Christ’s loincloth in the Crucifixion. Christian Museum, Esztergom. Photo: Archive of author.

1390 of a panel with the Legend of Aracoeli in Stut-
tgart, Wiirttembergische Staatsgalerie, would sug-
gest a possibility of the local existing tradition in the
Veneto for our particular representation of the flow-
ering lawn and the tree in the Stuttgart picture.”

22 MEISS 1974 (see in note 9), fig. 820.

2 HAMSIK, M.: Maliisk4 technika zlatokorunské Madony. In:
Uméni, 8, 1960, No. 5, pp. 515-519; HAMSIK, M.: Ma-
litskd technika vySebrodského cyklu. In: Umeni, 10, 1962,
No. 4, p. 394; HAMSIK, M. - FROMLOVA, V..: Mistr Tte-
boriského oltdfe. In: Umeni, 13, 1965, No. 2, p. 135;
FROMLOVA, V.: Restaurace a prazkum techniky malby
cirkvické desky. In: Uméni, 15, 1967, No. 2, p. 109; HAM-
SIK, M.: Protivinské deska a potatky techniky krésného slo-
hu. In: Uméni, 17, 1969, No. 6, p. 584; FROMLOVA, V.:
Adorace décka z Hluboké. In: Uméni, 19, 1971, No. 6, p.
580; HAMSIK, M. — TOMEK, J.: Technika ¢eské malby po
tfeboriském mistru: epitaf Jana z Jefené, deska z Dubecka.

Master Thomas generally used the technical pro-
cedures current in Central European painting.” The
preliminary stage involves the tracing of the forms
by line incised into the gesso: occasionally also the
inner forms such as the folds of the drapery are marked

Cist metodické. In: Umeni, 24, 1976, No. 5, p. 436-452;
HAMSIK, M. - TOMEK, J.: Malifskd technika Mistra Theo-
dorika. In: Uméni, 32, 1984, No. S, p. 377; HAMSIK, M.:
Madona “Ara coeli”, K 349. Restaurace a malifskd techni-
ka. In: Uméni, 39, 1991, No. 4, p. 316. — Masterfully and
elegantly traced incised lines can be admired in the Bohemi-
an early Madonna in Zbraslav. Another prominent instance
from the middle of the fourteenth century is in the disban-
ded altarpiece from Vys$s§i Brod (Angel in the Annunciation).
Then follows another practitioner of the incised preliminary
drawing: the prominent Tfebofi Master (Entombment) and
shortly after the painter of the altarpiece in Grudziaz (Dor-
mition and Coronation) and our last example in the Madon-
na from Zlata Koruna.
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14. Bohemian artist: Detail of the frame with an Angel of the Madonna in Wrockaw (Vrvatislav, Breslan), ca. 1420. Photo: Courtesy of Silesian
National Museum, Wroclaw.

by incised line. This guiding incised drawing is not
always closely adhered to while painting, and some
changes can be spotted. Signs of correction are visi-
ble in some hands in which the fingers assume im-
proved positions and also in the face of the woman
with wimple behind the Virgin in the Crucifixion.
The incised line defines her chin forward-thrusting
which is akin to that of the Virgin in the Ascension, I
already mentioned. There are precedents for this
motif suggesting extreme emotion in Bohemian paint-
ing: it is analogous to the pose of the woman to the
left of the Virgin in the Crucifixion from Svatd Bar-
bora attributed to the Ttfebofi Master.* In the Esz-
tergom Crucifixion, the final, painted form of the
woman’s face wrapped in a wimple is, however,
rounder and less intense looking. The procedure of
establishing the forms by incised lines is applied con-
sistently and Master Thomas does not complement
it by sketching the form by brushed on strokes which
seems to be a procedure increasingly being adopted
by the painters at that time. In some cases the paint-
ed line assumes calligraphic beauty.

An interesting situation can be observed at the
outline of Christ’s hip in which the incised line de-
fines the silhouette yet, the knot tying the loincloth
and its cascading drapery folds were then painted
outside this demarcation incision. But the changing

2 MATEJCEK 1950 (sce in note 5), pls. 114, 116.

% DROBNA 1960 (see in note 13), pl. 89.
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of mind is evident from the fact that the stippled pat-
tern on the gold ground continues underneath the
knot and the cascading drapery straight to the in-
cised outline. {Fig. 13} One wonders whether this
might be an indication of a change that the painter
conceived during the painting phase, from a more
austere to a more ornate representation. The knot does
not occur in the older Central European painting. Tfe-
boti Master’s Crucified Christ from the just mentioned
Svatd Barbora seems to be the early instance; in the
field of illumination, the first instance is in the canon
page in the Bfeznice Missal of ca. 1400.” One more
pre-1400 instance of the knot can be considered —
a knot around the loin of Christ in the Crucifixion from
a diptych in Berlin, Gemildegalerie, 1221 and 1219.
If my presumption of the Hungarian origin of the dip-
tych turns out to be right, Master Thomas’ coming
into contact with this rare work might be construed as
precipitating his amendment of the knot.*

A change of shape from the incised to the painted
form seems to involve also the two banners in the
Crucifixion. The lower edge of the banner at the left
was incised a little higher which makes me wonder
about the object painted on the banner which would
have to occupy an awkwardly squeezed position avail-
able at the bottom. It must be seen as belonging to
the stage of the enlarged banner and might have been

% Prague... (see in note 7), p. 239, #92.



15. Master of Rajhrad (Raigern) Altarpiece: Christ carrying the Cross, ca. 1420 (or later?). Provincial Museum, Brno. Photo: Stdtni iistav
pamdtkové péce, Praha.

a result of an afterthought. I seem to understand the
object as a medieval Jewish hat and as such it would
have been an expression of the polemic of the Church
against the Jews.”” There was originally no provision
for the narrower banner at the right because the con-
tinuous tooled diaper pattern of the ground allowed
no provision for the banner; the lizard painted on it is
of an analogous derogative character as is the frog
painted in other instances. I find it interesting that in
a preliminary under-drawing for a mural of ca. 1420
in the cathedral of KoSice (Kassa) the staff held by
Christ in the Resurrection was originally not provid-
ed by the banner which was, however, added still dur-
ing the painting process.”

7 This distinctive Jewish hat was painted in the Grudziaz altar-
piece in Warsaw of ca. 1380 and then in the Betrothal in
Rosgarten Museum in Konstanz which I tentatively assign to

My second and final point concerns a highly dis-
tinct technical procedure of decorating the gold back-
ground. The traditional technique was to incise (en-
grave) the pattern or to produce it by iterative stip-
pling. Painting in Rimini and in North Italy is dis-
tinguished by this kind of decoration which often was
of floral design but also popular were geometric forms
such as the diaper pattern or checkerboard pattern.
This abstracted reference to background hanging was
also painted in the miniatures of Wenceslavian time,
including the Antwerp Bible. An overall pattern of
densely packed lozenges was not rare in the past but
in the fourteenth century the lozenges, and it is im-
portant to realize it, were drawn by incised line while

a Bohemian painter who sojourned around 1415 in Konstanz
in the retinue of Emperor Sigismund.

28 DROBNA 1960 (sce in note 13), pl. 159.
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the new type of stippled diapers was progressively
replacing in Bohemia the older traditional type and
in the first half of the fifteenth century it became dom-
inant.”

Master Thomas’ procedure for the same lozenge
pattern was different: albeit of similar appearance, it
consists of rows of repeated prongs to form interrupted
line to design the lozenges, and it is important to
realize that these are not made by iterative stippling
with a pointed simple punch, but rather by a special
distinct tool which can be called “running wheel” be-
cause a small disc was provided with spikes on its cir-
cumference which produce rows of prong impressions
by rotating the disc. Master Thomas had two such
tools, and the one slightly larger was punching elon-
gated prongs; in addition, he made use of a simple
pointed punch and a small circular punch. He used
this innovative technique to design a diagonal grid
of lozenges on the gold ground and to make slender
radiating rays in the halos. [Fig. 14} It is significant
for ascertaining prototypes for Thomas’ procedures
that we find the earliest instances in the paintings of
the Ttebol Master and from the photographs, I seem
to recognize the use of the “running wheel” already
one generation earlier, in the paintings of the Master
of the Vys$si Brod Altarpiece, followed by the Ma-
donna of Archbishop Ocko.*

* Bohemian examples of the incised grid belong to the four-
teenth century and to the beginning of the fifteenth century:
a strongly Italianate Missal of Dominus Nicolaus prepositus
Brunens(is), ca. 1355 in Brno, St. James Library in the City
Archives; Orationale Arnesti, before 1364, Prague, Library of
the National Museum, XIII C 12; Canon page in an Austrian
Missal, ca. 1371 in Klosterneuburg Library, No. 93; Canon
page of the late fourteenth century, Wroctaw Library, Cod.
1113 (Kloss 6542); Missal of Zbynék Zajic of Hasenburg, 1409
in Vienna, Osterreichische Nationalbibliothek, Cod. 1844;
Pihler Crucifixion folding triptych, ca. 1410 in Munich, Bayeri-
sches Nationalmuseum; Crucifixion triptych by the Master of
the Vys3{ Brod Madonna, after 1420, Prague, National Gal-
lery, O 1570-1572. — MATEJCEK 1950 (see in note 5), pls.
208-213. From the West European production can be mentio-
ned Canon page by Herman Scheere in Vienna.

It was punched in the helmets and spears of the soldiers in
Christ in Gethsemane and on the collar of St. Margaret in the
Ttebon altarpiece. — MATEjéEK 1950 (see in note 5), pls.
91, 95 and in Technologia Artis, I. Prague 1990, p. 43. Exam-
ples of further use: Dubecek panel with Saints, before 1400,
Prague, National Gallery, O 693 — MATEJCEK 1950 (see in
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16. Thomas de Coloswar: Christ carrying the Cross, lower scene on the
right shutter of the triprych in Esztergom, 1427. Christian museum,
Esztergom. Photo: Archive of author.

note 5), pls. 136-140; Madonna Aracoeli, ca. 1400, Prague,
National Gallery, O 1457 — MATEJCEK 1950 (see in note
5), pls. 120-25; Veraicon, after 1400, Prague, Treasury of St.
Vitus {Fig. 1}; Budéjovice Madonna, after 1400, Ceské Budé-
jovice, Municipal Museum, N 145 — MATEJCEK 1950 (see
in note 5), pls. 149-51; Resurrection from the Rajhrad altar-
piece, before 1420?, Brno, Provincial Museum, A 627 — MA-
TE]éEK 1950 (see in note 5), pls. 190-191; Wroclaw (Vrati-
slav) Madonna, ca. 1420, Wroclaw, Silesian National Muse-
um; Vys$si Brod Madonna, after 1420, Vys3{ Brod Monastery
— ex Prague, National Gallery, DO 3619 - MATEJCEK 1950
(see in note 5), pls. 205-207; Adoration from Zelnavsko, ca.
1420, Hlubokd, Ale§ Gallery; Ndmést Martyrdom of SS. Apol-
lonia and Catherine, ca.1420, Brno, Provincial Museum, A 38
— MATEJCEK 1950 (see in note 5), pls. 215-218; Hyrov dis-
mantled triptych, ca. 1430, Prague, National Gallery, O 1396-
1398 — MATEJCEK 1950 (see in note 5), pls. 19-21; Zaton
Crucifixion triptych, after 1430, Prague, National Gallery,
DO 215-217 — MATEJCEK 1950 (see in note 5), pls. 222-
227; Visitation from Ceské Budéjovice, after 1430, Prague,
National Gallery - MATEJCEK 1950 (see in note 5), pl. 230;
Lanna Assumpta, ca. 1450, Prague, National Gallery, O 495
— MATEJCEK 1950 (see in note 5), pls. 265-266. Use of the



In the ground of the Esztergom Resurrection, the
diapers contain in the center stippled fleur-de-lys. The
border at the top in the Calvary is decorated by
a punched band with a row of stippled hexa-prongs
which is a widely used motif but the adjoining stip-
pled arcade with appended fleur-de-lis is more rare
and thus distinctive. The motif itself likely originat-
ed in the large-scale architectural decoration such as
we see it around the walls in St. Wenceslaus” Chapel
in the Prague Cathedral. This pattern was a popular
adornment of the edge of the panels by the Bohemi-
an painters of the first part of the fifteenth century
and its occurrence in the Esztergom altarpiece
strengthens the proposal for Bohemian contacts.’!

The idea of replacing the laborious free-hand
punching with a handy efficient tool is a phenomenon
worth investigating for its art historical implications.
Since it is very specific, it can be used as a criterion
for seeking connections and influences. Clarification
of the problem: where, when and by whom it was
first used would make it a desirable research project.

The usage of this distinctive “running wheel” tool
by Master Thomas can best be interpreted as a sign of
his direct communication (or perhaps even a temporary
association) with some workshop in Prague. The cu-
mulative evidence of the technological, stylistic and

“running wheel” can be found also in Netherlandish illumi-
nation: e.g. Crucifixion. — MARROW, J.: Golden Age of Dutch
Manuscript Painting. New York 1990, pl. VII-50a.

! Madonna of Svoj$in, ca. 1410; loan to the National Gallery,
Prague, VO 4 — Ceské uméni gotické 1350 — 1420. Prague 1970,
No. 89; Madonna of Zlat4d Koruna, ca. 1410, Prague, Natio-

17. Hans von Metz?: Detail of the Crucifixion from the Barfiisserkir-
che, ca. 1425, B 695. Historisches Museum, Frankfurt. Photo: Cour-
tesy of Historisches Museum, Frankfurt.

iconographic order confirms his close familiarity with
the practices of the Bohemian painters — not only his
contemporaries but also the impact on him of the Bo-
hemian art of the preceding generation. This ascer-
tainment tends to place his formative years there to
the beginning of the century and his continuing con-
tacts thereafter during his career with Bohemia.

nal Gallery, O 8631 — MATEJCEK 1950 (sec in note 5), pl.
145; Madonna of Wroctaw (Vratislav, Breslau), ca. 1420,
Wroclaw, Silesian National Museum — MATEJCEK 1950 (see
in note 5), pl. 214; Madonna of Vys§i Brod, after 1420, Prague,
National Gallery, 07671 — MATEJCEK 1950 (see in note 5),
pls. 203-207; St. Barbara, ca. 1420, Prague, Gallery of Strahov
Monastery — MAT]VE_](V:EK 1950 (see in note 5), pl. 201.
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Dve pozorovania k oltirnemu obrazu
od Tomasa z Kolozvaru

Resumé

Hladanie in$pirdcie a savislosti umenia Tomadsa
z Kolozvéru je stazené nedostatkom komparativne-
ho materidlu, ktory sa zachoval na Gzemi sudobého
Madarska. Umelcov netplne zachovany oltar sa po-
vodne nachddzal v juhoslovenskom kléstore vo sv. Be-
fiadiku a v minulosti bol preneseny do cirkevného
centra v Ostrihome (Esztergom). Stylové skiimanie
ukazuje jeho Siroky rozhlad, zamerany nielen na su-
sedné stredoeurépske umelecké foyé, hlavne v Ce-
chéch, ale tiez na vzdialené franko-nizozemské ob-
lasti a severné Taliansko. Tomasova in$pirdcia v Ces-
kom maliarstve pre krdsne, uslachtilé typy tvéri bola
zdoraznena v kritickej literatdre porovndvanim s kres-
bami na dostickach ceského ,vzornika“ z Ambrasu
vo Viedni z Kunsthistorisches Museum a kresbami
Zvestovania vo Fogg Art Museum Harvardskej uni-
verzity. K nim som pridal porovania pre typ sv. Pet-
ra v relikvidrovej striebornej buste svitca na prazskom
arcibiskupstve pre Albika z Unicova z 1413.

K vysledkom vyskumu prof. Jana Bako$a o vztahu
oltara vo sv. Benadiku k ¢eskému maliarstvu, uvede-
né v jeho kandidétskej dizertacnej praci z roku 1970,
priddvam dva pripady, ktoré st svojou $pecifickostou
pouzitelné ako argument dalSich savislosti: jeden
z oblasti tvarovej a druhy z technologickej. Prvym je
majstrove $pecifické stvarnenie listnatych stromov, pre
ktoré nachddzame dynamicky podané prototypy
v malbdch Majstra z Tfebone. Toto vyrazné stvarne-
nie stromu bolo prijaté v nasledujicej generacii ilu-
mindtorom Biblie Konrdda z Vechty v Antverpach.
Pre kontrast uvddzam pripady viac konvencénych zo-
brazeni v Rakusku, v severnom Taliansku a v zdpad-
nej Eurédpe.
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Druhym elementom ukazujicim na znalost ma-
liarskej produkcie Majstra Tomésa v Cechach je pou-
zitie novej techniky vyzdoby. Puncovanie lacov vo
svitoziarach a v diagondlnych, prerusovanych ciarach
vytvarajucich kosostvorcovy vzor na zlatom pozadi,
bolo urobené pomocou ndstroja s malym ozubenym
kolieskom, ktoré pri rotacii efektivne vytvaralo linky
zlozené z bodov. Tento maly technicky vynalez sa stal
velmi populdrnym v ¢eskych dielnach na zadiatku 15.
storocia, ale prvé pouzitie mézeme ndjst uz u Majstra
tfeboriského. Jeho umenie bolo zrejme velmi vplyv-
né pre nasledujacich maliarov, ako ukazuje tiez sle-
dovanie jeho uslachtilych, krdsnych Tudskych typov
pri vzniku krasneho $tylu. TomdSove pouzitie kolies-
kového ndstroja sa dd najlepsie vysvetlit jeho ndvste-
vou miestnych maliarskych dielni, skor nez len jed-
noduchym pozorovanim z dialky dovezenych ceskych
malieb. Pre tento ndzor hovori ¢asté pouzivanie tejto
techniky v ¢eskom maliarstve a naopak jej mimoriad-
nost v ostatnych centrach.

Niektori badatelia uvazovali o0 moznej spolupraci
dvoch maliarov, ¢o by mohli naznacovat zmeny vo
forme a vyzdobe $tanddrd. Pre mozny Casovy vyvin
myslenia maliara (ale tiez pre moznost spoluprice) je
dblezitd zmena smerujuca k vicsej dekorativnosti
postavy Krista v Ukrizovani. Velky uzol zvizujici
perizonium a kaskdda zahybu neboli pévodne plano-
vané, ako ukazuje skimanie infraervenym Zziarenim,
pretoze diagondlne vypracovanie puncovaného vzoru
na zlatom pozadi siahalo az k rytému obrysu boku
v tradi¢nom, jednoduchom tvare pouzivanom este
okolo roku 1400. Naopak, dekorativne zatazeny uzol
patri k neskorSiemu $tylu.

Preklad M. Vanco
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Icons of the Past: Joannes Sambucus and
the Medical Republic of Letters'

Arnoud VISSER

Why would a serious scholar produce an album
with portraits of his colleagues, accompanied by his
own encomiastic poems? Sixteenth-century human-
ists would not find this question difficult to answer.
Portrait books presented learned readers with anti-
quarian scholarship as well as models for a virtuous
life. The interest was, in a sense, a natural outcome
of other humanist pursuits, such as the study of an-
cient coins, biographies of emperors and illustrated
genealogies, mixed with an acute awareness of the
need for self-presentation in the most graphic sense
of the word.” The earliest collections include a gallery
of lawyers by Antonio Lafreri (1566) and one of
scholars from various disciplines by Philips Galle
(1569).° Perhaps the most famous example of the
portrait craze among humanists, is that of the his-
torian, physician and bishop Paolo Giovio (1483 —
1552) who had collected in his villa near Como ap-
proximately four hundred painted portraits of dif-

This article is a revised version of my article: VISSER, A.: From
the Republic of Letters to the Olympus: The Rise and Fall of
Medical Humanism in 67 Portraits. In: DIJKHUIZEN, J. F.
van (ed.): Living in Posterity. Essays in Honour of Bart Westerwe-
¢l. Hilversum 2004, pp. 299-313.

2 See PELC, M.: llustrium imagines. Das Portréithuch der Renais-
sance. Leiden 2002; HASKELL, F.: History and its Images. Art
and the Interpretation of the Past. New Haven — London 1993,
pp- 26-59 and SELLINK, M. S.: Philips Galle (1537 — 1612):
Engraver and Print Publisher in Haarlem and Antwerp. PhD the-
sis, Vrije Universiteit Amsterdam. Amsterdam 1997, Vol. 1,
pp. 41-67.

> For Lafreri see PELC 2002 (see in note 2), No. 99; for Galle
see PELC 2002 (see in note 2), Nos. 61-64 and SELLINK
1997 (see in note 2), esp. pp. 41-67.

ferent men, historical and contemporary, derived
from widely divergent sources.*

This article will focus on one particular, little-stud-
ied portrait book, compiled and edited by the hu-
manist polymath Joannes Sambucus (1531 — 1584).
It concerns the first printed gallery of physicians, en-
titled Veterum aliguot ac vecentinm medicorum philosopho-
rumque Icones {...} (Some portraits of ancient and re-
cent physicians and philosophers), published by Chris-
topher Plantin in Antwerp in 1574.° Pieter van der
Borcht was probably responsible for the engraved
portraits. To many modern readers, the book may
seem to present a tantalizing, highly idiosyncratic
slideshow of the history of medicine. Ancient philos-
ophers such as Thales, Pythagoras, Plato and Aristo-
tle precede sixteenth-century scientists like Andreas
Vesalius, Leonhard Fuchs and Conrad Gesner. Di-
vine figures and legendary characters such as Apollo,
Socrates and the medically gifted centaur Chiron are

4 Part of it published by Pietro Perna (Basle 1575) with Gio-
vio’s biographies.

> VOET, L.: The Plantin Press (1555 — 1589). A Bibliography of
the Works Printed and Published by Christopher Plantin at Antwerp
and Leiden. Amsterdam 1980 — 1983, 7 vols., No. 2175 and
PELC 2002 (see in note 2), No. 137, pp. 248-249, a facsimile
of this edition was edited by Max ROOSES (Antwerp 1901);
a second edition was published by Franciscus RAPHELEN-
GIUS (Leiden 1603), reproduced in facsimile with introducti-
ons by Méria VIDA, Zoltdn KADAR and Gabriella JANT-
SITS (Budapest 1985). In this second edition Raphelengius
had added sections with biographical notes and laudatory
poems. For the history of portraits of physicians, sce BER-
GHAUS, P. (ed.): Portrit 2. Der Arzt. Graphische Bildnisse des
16. — 20. Jahrbunderts aus dem Portréitarchiv Diepenbroick. Min-
ster 1978.
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followed by the less familiar pharmacologists Crate-
vas, Niger and Pamphilus. How should the reader
make sense of this book?

The aim of this article is to examine Sambucus
and his use of the portrait book as a prism of the cul-
ture of scholarship in the sixteenth century. This will
be done by pursuing a cultural-historical, contextu-
alized approach: we will first address some basic ques-
tions about Sambucus, his scholarly activities, his so-
cial roles and identities. This will be followed by
a detailed analysis of his collection of portraits: How
was the book structured? What were the iconograph-
ical sources for the portraits? How does Sambucus
present the scholars included in this gallery? Finally,
having placed the book in its particular historical con-
text, I will argue that the Iconzes was meant to increase
Sambucus’ social credit within the Republic of Let-
ters, without which he would not be able to realise
a particular scholarly ambition: a new edition of the
most important herbal book from antiquity,
Dioscorides’ De materia medica. Before we can address
these issues, however, the author of the book needs
to be introduced briefly.

Joannes Sambucus:
Image and Identities®

Who was Joannes Sambucus? There are many an-
swers to this question, depending on the identity one
highlights. The issue is further complicated by the
image that Sambucus himself created. Especially his
famous emblem book, a collection of over two hun-
dred illustrated epigrams first published in 1564, pre-
sents us with such an authorized image.” Modern schol-
arship has generally tended to foreground this eye-
catching emblem book, but there is little indication
that his contemporaries did the same. His reputation
within the early modern Republic of Letters was first
and foremost based on his scholarly patronage and his
impressive collection of books and old manuscripts.

This brief biographical introduction is based on my book: VIS-
SER, A.: Joannes Sambucus and the Learned Image: The Use of the
Emblem in Late-Renaissance Humanism. Leiden — Boston 2005,
pp. 1-48.

7 SAMBUCUS, ].: Emblemata cum aliquot nummis antiqui operis

{...}. Antwerp : C. Plantin, 1564 and later. All further refe-
rences will concern the expanded edition of Antwerp 1566.
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1. In his emblem book, Sambucus dedicated an emblem to his home town
of Trnava, praising the town and providing a humanistic, classicizing
interpretation of its heraldic symbols. Emblemata. Antwerp : C. Plan-
tin, 1564, pp. 167-168. Photo: Universiteitshibliotheek Leiden.

Let us start with his social and regional back-
ground. Joannes was born as Zsamboky Janos into
a reasonably prosperous family in Trnava, today’s Slo-
vakia, on July 25, 1531. His father, Petrus Sambu-
cus, was a man of standing and some influence in the
region, having served as a mayor of Trnava twice, in
1547 and 1551. Moreover, in 1549, Ferdinand I, in
his capacity as king of Hungary, had made Petrus
a nobleman as a reward for his political services.® In
his emblem book, Sambucus proudly celebrates his
regional identity. He devotes an emblem to Trnava,
for example, praising its history, and explaining its
heraldic symbols in humanistic terms.” {Fig. 1} An-

§ VANTUCH, A.: Nové dokumenty k Zivot a dielu Jdna Sam-
buca. In: Historické Stiidie, 13, 1968, pp. 250-251.

? SAMBUCUS 1566 (see in note 7), p. 145, Tirnaviae patriae
meae arma.



other emblem represents the coat of arms of his fam-
ily, featuring two cranes holding a stone in their feet
and a golden ring in their beaks. Again Sambucus
re-interprets the imagery in distinctly humanist
terms. "’

This humanist perspective leads us to the field of
professional identity. Sambucus was a scholar shaped
by the culture of Renaissance humanism. Only ten
years old, he embarked on a peregrinatio academica
which led him to the universities of Vienna (1542),
Leipzig, Wittenberg (1545), Ingolstadt (1548), the
famous gymnasium of Johann Sturm at Strasbourg
(1550), finally to obtain a magister degree at the uni-
versity of Paris in 1552. It was in these centres of
learning that Zsamboky Janos became Joannes Sam-
bucus Tirnaviensis Pannonius. Here, Sambucus im-
mersed himself in the classics, with particular atten-
tion to the study of ancient Greek literature. His first
scholarly publications date from this period, includ-
ing schoolbook editions of Homer (1550) and Xeno-
phon (1552).

Between 1553 and 1564 Sambucus remained
a traveller and a student, working as a tutor to young
aristocrats and enjoying some patronage from the new
Hungarian archbishop, Nicolaus Oldh, and the Habs-
burg court. His new role brought him to Italy, France
and the Low Countries, where he again stood in con-
tact with leading members of the European Republic
of Letters. In Padua he briefly embarked on the study
of medicine (on which more below). Yet above all
collecting activities occupied his mind: he managed
to buy an impressive number of books and old manu-
scripts, which formed the basis for his famous library.
He bought more than books alone, however, and was
an avid collector of coins, prints and even sculptures.
His strong interest in iconography is apparent in his
edition of Johann Hiittich’s collection of numismatic
portraits of Roman emperors, his influential emblem
book (with a numismatic appendix), and his collec-
tion of triumphal arches, an allegorical tribute to Don
Juan after the battle of Lepanto, published by Philips
Galle in 1572."" His emblem book reflects Sambu-

10 See VISSER 2005 (see in note 6), p. 6.

"W HUTTICH, J.: Romanorum principum effigies {...}. Ed. J. Sam-
bucus. Strasbourg : W. Kopfel, 1551. See PELC 2002 (see in
note 2), No. 90, p. 201; SAMBUCUS 1564 (see in note 7)
and Arcus aliquot triumphales {...}. Antwerp : Ph. Galle, 1572.

Os,oculos pictor Sambuci reddidit,aptum
Ingeni) munus fingere {olus amar.
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2. Joannes Sambucus in 1565 with his dog Bombo. Emblemata. Se-
cond ed. Antwerp : C. Plantin, 1560, fol. Alvo. Photo: Universiteits-
bibliotheek Leiden.

cus’ years as traveller and collector. It shows him as
the learned vagabond, travelling through Europe with
his dogs, Bombo and Madel, but also presents his
collection of Roman coins."” {Fig. 2}

2 Sambucus’ emblem about his dogs is entitled “Fidei canum
exemplum”. — SAMBUCUS 1566 (see in note 7), p. 143. The
section of ancient coins follows directly after the emblems.
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3. Portrait of Galen from Joannes Sambucus. Veterum aliquot ac
recentium medicorum philosophorumque icones. Answerp : C.
Plantin, 1574, no. 19, fol. Elro. Photo: Universiteitsbibliotheck Lei-
den.

For the last twenty years of Sambucus’ life, how-
ever, Sambucus was not just a humanist anymore, but
above all a courtier. The precise characteristics of this
part of his professional life, following the publication
of his emblem book, are difficult to define. Officially,
Sambucus’ position was that of historiographer to the
emperors Ferdinand I, Maximilian II and Rudolf II,

" GERSTINGER, H. — VANTUCH, A. (eds.): Die Briefe des
Jobannes Sambucus (Zsamboky) 1554 — 1584. Mit cinem Anhang
die Sambucusbriefe im Kreisarchiv von Trnava von Anton Vantuch.
Sitzungsberichte der Osterreichische Akademie der Wis-
senschaften, Philosophisch-Historische Klasse 255, 1968, letter
to Theodor Zwinger, No. xxxvi, dated May 17, 1570. Sam-
bucus had originally commissioned the court medallist Anto-
nio Abondio (1538 — 1591) to make the illustrations. For the
publication he had the Basel publisher Theodor Zwinger in
mind. However, Abondio did not keep his promise and Zwin-
ger probably lost interest. — GERSTINGER — VANTUCH

1968 (see above), letters Nos. xxxv, xli and xliii.
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but his work in this field was limited. Instead, his
reputation within the early modern Republic of Let-
ters was, it seems, first and foremost based on his
scholarly patronage and his impressive collection of
books and old manuscripts, which he generously put
at the service of his colleagues.

Icones: Genesis, Structure and Form

The publication of Sambucus’ Icones can be locat-
ed in the last phase of his career, when he stayed at
the Habsburg court as a historiographer. It proved
to be a complicated affair. Sambucus had finished the
epigrams as early as 1570, but he had difficulty in
finding a reliable artist and publisher to take care of
the production.” After several disappointing at-
tempts, he turned to old friends in the Low Coun-
tries: “Please urge the person who is working on my little
collection to hurry up; I shall pay him when he is ready”,
he wrote to the geographer Abraham Ortelius in Sep-
tember 1573." The book finally appeared in 1574
from the presses of Christopher Plantin."

How, then, did the court-historiographer present
the history of medicine? The collection of portraits
opens with the goddess of healing, Hygiaea, who is
invoked to “bring to light what is scarce, to disclose the
abundant treasuries”. After this, six portraits represent
the mythical phase of medical history from Apollo to
Homer. A large group of 21 portraits of famous and
less familiar ancient scholars and philosophers follows,
including important medical authors from this peri-
od, such as Hippocrates, Galen and Dioscorides. {Fig.
31 The main part of the gallery consists of 35 por-
traits of early modern medical scholars from all over
Europe. It is hard to detect particular patterns with-
in this group: it seems the portraits are not ordered

" Letter from Sambucus to Abraham Ortelius, dated Septem-
ber 2, 1573. See HESSELS, J. H. (ed.): Abrahami Ortelii {...}
epistulae. Cambridge 1887, reprint Osnabriick 1969, pp. 104-
105, No. 44: “Oro te cobortere, eum qui Museolum nostrum prae
manibus habet, ut urgeat opus: ubi ad extremum erit: munus illi
denuo mittam.” This is similar to the production process of the
Emblemata, see VISSER 2005 (see in note 6), pp. 62-66, 120.

5 See Max ROOSES’ introduction to Icones veterum aliguot, ac
recentium medicorum, philosophorumgque elogiolis suis editae, opera I.
Sambuci. Antwerp : C. Plantin, 1574, facsimile reproduction
Antwerp 1901.



thematically, chronologically or geographically and
there are no explicit references to a macro-structure
either.'® The next two portraits represent, somewhat
unexpectedly, the classical writers Seneca and Strabo.
Finally, the last three portraits are reserved for the
medieval naturalist Pierro de’ Crescenzi, the famous
neo-platonist Marsilio Ficino and Sambucus himself.

Although the order of portraits is not strictly chro-
nological, a general historical development is suggest-
ed, in which the humanist representatives are natural
heirs of the classical tradition. Arabic intermediaries,
such as Averroés and Avicenna, are not represented
in this overview. Also lacking are important contem-
porary innovators of botanical studies, such as Ulisse
Aldrovandi or Carolus Clusius. Rather, the collection
is focused on medical humanism in its traditional
forms. From this perspective, Sambucus literally rep-
resents the end of a historical development.

How does Sambucus present his icons in the ac-
companying poems? Generally, he gives a brief eval-
uation (mostly consisting of two elegiac distichs) of
their scholarly merits and literary status, or of their
relevance for the history of medicine or philosophy."
In most cases, the poem is complimentary, although
in the epigrams accompanying Pliny, Pamphilus and
Paracelsus some reservation can be noticed. In the
case of the early modern scholars, contributions to
the study of philology are praised in particular. Al-
though non-classical developments are referred to —
Vesalius for example is acclaimed as the pioneer of anat-
omy, while Rondelet is hailed as an ichthyologist — in

1 In some cases there appears to be grouping of like-minded
scholars, as in the sequence of Da Monte, Fernel, Trincavelli
and Dubois, sharing their attitude towards Galen, or in the
case of Crato and Biesius, both personal physician of the Em-
peror. However, in both cases other relevant portraits are not
included in the sequence, but present elsewhere, such as Corti
and Mattioli respectively.

In the case of Cuspinianus the poem comprises three distichs,
that of Sambucus himself four. This latter poem, however, is
not written by Sambucus; in the case of Homer, Sambucus
explains his presence in the collection by referring to Apollo’s
wish that physicians should have sufficient literary training.

®©

For references to philological skills, see the poems for Ander-
nacus, Biesius, Brassavola, Cornarius, Crassus, Crato, Ficino,
Gesner, Montagnana, Mattioli, Sambucus, Scaliger, Sylvius,
and Trincavelli.

general, the restoration of the “monumenta” of classi-
cal authors receives more attention than empirical re-
search.' The epigrams do not contain much biograph-
ical information, but often include name punning and
references to the scholars’ regional backgrounds."
All these characteristics betray a traditional human-
ist mindset. The epigrams confirm humanist cultural
values and presuppose typically humanist knowledge
on the part of the reader. At the time of publication,
however, this may have been a rather optimistic ap-
proach. Significantly, Plantin’s successor in Leiden,
Francis Raphelengius, added a biographical section to
the second edition. In preparing this edition, even the
learned Raphelengius himself had to ask his cousin
Balthasar Moretus, who ran the officina plantiniana in
Antwerp, to send a copy of the first edition, which he
needed to place the epigrams beneath the correct por-
trait.”” This once illustrious scholarly community had
clearly become difficult to identify. From a celebration
of medical humanism, it seems the Icones had turned
into a monument commemorating an episode in med-
ical history. How could this have happened? To an-
swer this question, we need to look at some contem-
porary developments in the history of medicine.

Humanism and Medicine
in the Sixteenth Century

In the sixteenth century, humanism revolution-
ised the study of medicine.”’ Important sources were
re-discovered, such as Theophrastus’ Historia plan-

' In the case of Xenocrates the lack of biographical information
is subject of the epigram. For name punning see for instance
Altomare, Apollonius, Bock, Fernel, Massa and Trincavelli;
for references to regional backgrounds see for example Aris-
totle, Biesius, Gesner, Guinter, Junius and Lazius Pythago-
ras, Thales, Trincavelli. There is no particular stress on speci-
fic regional identities; compare the use of portrait books for
constructing national images. — ENENKEL, K. A. E.: Het
Nederlandse “nationale bewustzijn” in biografische reeksen:
Miraeus’ Elogia Belgica en Meursius’ Athenae Batavae. In:
ENENKEL, K. A. E. (ed.): Typisch Nederlands. De Nederlandse
identiteit in de letterkunde. Voorthuizen 1999, pp. 27-54.

)
S

VOET 1980 — 1983 (see in note 5), Vol. 5, No. 2175.

2

See SCHMITT, C. B.: Science in the Italian Universities in
the Sixteenth and Early Seventeenth Centuries. In: CRO-
SLAND, M. (ed.): The Emergence of Science in Western Europe.
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4. Gallery of seven physicians, from the Codex Vindobonensis of Diosco-
rides. De materia medica, fol. 2vo. Repro: Courtesy of the Osterrei-
chische Nationalbibliothek, Vienna.

tarum and Dioscorides’ Materia medica, and seminal
works, such as those of Galen, were edited. This epi-
sode in the history of medicine is often referred to as
medical humanism, or hellenism, since the most im-
portant sources were in Greek. Its heyday was in the
middle of the century. Once the main texts had been
edited, Latin translations appeared causing a gradual
shift in the debate from philological discussions to
matters of evidence and method.” Simultaneously,
the empirical approach to the study of nature became
a prominent feature of natural history. Explorations

London 1975, pp. 37-38; SIRAISI, N. G.: Medicine and the
Renaissance World of Learning. In: Bulletin of the History of
Medicine, 78, 2004, No. 1, pp. 1-36, esp. 29-36.

2 NUTTON, V.: Greek Science in the Sixteenth-Century Re-
naissance. In: FIELD, J. V. — JAMES, F. A. J. L. (eds.): Rena-
issance and Revolution. Humanists, Scholars, Craftsmen and Natu-
ral Philosophers in Early Modern Europe. Cambridge 1993, pp.
15-24 (15-28).
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of new worlds led to new discoveries and collecting
naturalia became increasingly popular, all of which
contributed to the systematic description of nature.
Both the rediscovery of ancient texts and the explo-
rations of nature itself led to an institutionalisation of
botanical studies. In the 1530s the first structural
chairs of botany were established at Italian universi-
ties and in several places botanical gardens were
founded. These developments shaped the organisa-
tion of medical scholarship. Dissemination of the lat-
est developments and findings was of vital impor-
tance for the medical community.

Cases in point are Pier Andrea Mattioli’s editions
of Dioscorides’ Materia medica. From the 1540s on-
wards his numerous editions had become the most
important pharmacological manual of its time. Rather
than a text edition, Mattioli’s work became an ency-
clopaedic project in which the old text was enriched,
corrected and illustrated. For all this, Mattioli relied
on the help of specialists from all over Europe, whose
assistance was acknowledged in an ever-growing pref-
ace to the book. In this way, the new editions gradu-
ally replaced Dioscorides’ own text. On a social level,
moreover, they made Mattioli the co-ordinator of
a new scholarly community.”

Sambucus’ Icones only partly represents this com-
munity. Mattioli is included in the gallery, and in the
poem beneath his portrait he is praised for having
surpassed Dioscorides, whose portrait appears earlier
in the book.** On the whole, however, Sambucus pre-
sents icons of the past. Significantly, only six of those
portrayed were still alive when the collection was

published.

Sambucus’ Interest in Medicine

Taking contemporary scientific developments into
account, the Icones is a rather old-fashioned book. Yet
Sambucus had concrete ideas about its added value,

» FINDLEN, P.: The Formation of a Scientific Community:
Natural History in Sixteenth-Century Italy. In: GRAFTON,
A. — SIRAISI, N. (eds.): Natural Particulars. Nature and the
Disciplines in Renaissance Europe. Cambridge (Mass.) 1999, pp.
369-400.

2 “Matthiolo primas qui defert, lector, in herbis, | lure facit: gratos
talibus esse decet. | Cumgque dies aliam doceat, tamen omnibus unus |
plus tulit bic lucis nonne Dioscoridi?”



and he was prepared to pay a considerable sum to
have the work published. Why? This can best be
understood by considering Sambucus’ unusual career
as a physician. When still a student, Sambucus con-
fessed that he preferred literature to medicine. In
a poem published in 1555, he shows himself to be
a pragmatic student:

“I have devoted myself to Phoebus Apollo and medicine,
until something move elegant comes along, which also pleases
my taste. By this study, however, I wish to help my dear
ones and my own good health.””

It seems the quest for this something more ele-
gant soon so distracted Sambucus, that he broke off
his medical studies in Padua and continued his aca-
demic tour through Italy, France, Germany and the
Low Countries.?® Sambucus’ subsequent record is not
particularly impressive. He was appointed titular
court physician (medicus aulae titularis) in 1567,
a post without an annual allowance and the first step
in a medical career at court. In fact, Sambucus would
never make a second step. As soon as 1567, serious
problems arose, when the Vienna faculty of medicine
refused him as a member, since he failed to produce
a doctoral degree. Membership of the faculty was
a prerequisite for practising physicians. Sambucus was
only saved from a humiliating legal procedure when
the Emperor decreed that court physicians were not
answerable to the faculty. However, Sambucus’ med-
ical career was over. He was never appointed, for in-
stance, to the paid post of “medicus actualis”, or the
prestigious position of personal physician of the em-
peror, such as Joannes Crato of Kraftheim, Sambu-
cus’ patron.

Rather than as a practising physician Sambucus
was a humanist and antiquarian. The publication of
the Icones should also be seen in the context of these

» “Phoebo me ac medicis dedi colendum, | Donec quid magis accidir
venustum | Et meo placet simul palato. | Consultum hoc studio tamen
propinguis | Et meae cuperem bonae saluti.” — SAMBUCUS, J.:
Poemata quaedam {...}. Padua : G. Perchacinus, 1555, fols.
30vo-31ro.

26 Sambucus stopped after attaining a licentiate, see BALINT-
NAGY, S. : Der weltberithmte Historicus Johannes Sambu-
cus (1531 — 1584) als Arzt. In: Siidhoffs Archiv fiir Geschichte
der Medizin, 24, 1931, pp. 150-174, esp. 154-156.

5. Second gallery of seven physicians, from the Codex Vindobonensis of
Dioscorides. De materia medica, fol. 3vo. Repro: Courtesy of the Oster-
reichische Nationalbibliothek, Vienna.

antiquarian activities. Sambucus’ idea for a portrait
collection coincides with the arrival of a unique
Dioscorides manuscript in Vienna. In 1569 the Habs-
burg diplomat Augerius Ghislenius Busbeck had
purchased this codex in Constantinople for the impe-
rial library in Vienna.”” Dating from the first decade
of the sixth century and illustrated with remarkable
coloured plates, it was a unique source for medical
scholarship. Moreover, it contained a collection of por-
traits of fourteen ancient physicians.” {Figs. 4, 5} On

77 See VON MARTELS, Z. W. R. M.: Augerius Gislenius Bus-
bequins. Leven en werk van de keizerlijke gezant aan het hof van
Siileyman de Grote. PhD thesis. Groningen 1989, p. 409 and
GERSTINGER, H.: Dioscurides Codex Vindobonensis Med. Gr.
1 der Osterreichische Nationalbibliothek. Kommentarband zu der
Faksimileansgabe. Graz 1970, pp. 2-4.

* Ibidem, pp. 28-33; there are four folios with portraits, the first two

(2v and 3v) of which depict seven physicians each, whilst the two
subsequent leafs contain allegorical compositions of Dioscorides.
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the basis of this manuscript Sambucus tried to make
an edition of Dioscorides’ work, for which purpose he
had it copied, including the illustrations in colour.”
In fact, this copy appears to be the model for twelve
of the ancient physicians in the Icones.

In the dedicatory letter Sambucus emphasises the
antiquarian value of the Icones.”' He refers to his ear-
lier work on portraits of Roman emperors and adds
that physicians and philosophers should not be for-
gotten. He acknowledges that by that time many
collections of portraits had been published, but claims
that the asset of the Icones was its reliance on visual
sources, such as coins, old manuscripts, statues, and
paintings.”” Rather than fashioning the portraits af-
ter literary descriptions, Sambucus thus claims to have
used visual evidence in his search for authentic imag-
es. Surviving contemporaries, he adds, were repre-
sented according to their age at the time.”

This is all clearly visible in the iconographical char-
acteristics of the portraits, which vary as widely as
their sources. The quest for historical realism leads to
a mixed collection of poses, clothes and attributes.*
The case of Seneca, for instance, shows us the profile
of a monk (with a shaved head wearing a habit), hold-
ing a book. The epigram beneath it refers to an old
manuscript as the source for the iconography. Van
der Borcht managed to secure the visual unity of the
book by the uniform, circular shape of the portraits
and by their frames,” which are all richly decorated
in mannerist style, using animals and flowers, putti

# Ibidem, p. 5; part of this copy is preserved in the National-
bibliothek, Vienna, sig. Cod. Lat. 12478.

3% See the appendix for the portraits involved. In the engravings
the heads are enlarged; also the pose of the originals is redu-
ced to cover the head only.

Sambucus presented the Icones as a new-year’s gift to Johann
Heinrich Herwart (1520 — 1583), a patrician from Augsburg,
and patron of humanist philology (also renowned for his bo-
tanical garden).

“Ac scio multos hoc ipso argumento libellos hodie in vulgus produci:
sed, quod Plinius, et Aelianus de Homero fatebantur, idem censeo de
multorum editionibus; Icones ad bistoriarum descriptiones penicillo
informatas, non de pro{shtypis ectypa reddita.”

Sambucus, preface to the Icones: “{...} ista, amicorum fide, ac
testimonio, de statuis, signis, tabellis, partim nummis, haud recentis
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and mythical creatures, festoons and scroll work.*
The imagery reflects the riches of nature, but is not
precisely tuned to the expertise of the portrayed: no
fishes adorn Rondelet’s portrait, for instance, but birds
and squirrels. Finally, antiquarian accuracy is appar-
ent in the four cases (Argenterius, Goropius Beca-
nus, Montagnana and Curtius) where no models were
available. Here the space for the portrait was simply
left black.

Thus, Sambucus’ interest in portraits as historical
documents has guided the presentation to an impor-
tant extent. As appears from the explicit motivation in
the preface, collecting portraits was a goal in itself. This
does not, however, fully explain why the book was
published. Sambucus, for his part, already possessed
the portraits. Moreover, the production of the book
was extremely expensive and time-consuming. What
more could have driven Sambucus and Plantin?

The Social Function of the Icones

I would like to argue that one of the main func-
tions of the Icones for Plantin and Sambucus was that
of a gift book. For their professional activities both
depended on patronage, as well as on a continuous
exchange of services within the scholarly communi-
ty. Sambucus, for instance, helped Plantin to obtain
the imperial privileges for some of his publications,
while he himself depended on the services of Crato
for influential assistance at court.’” In completing his

memoriae, atque vetustissimorum codicum vestibulis comportarim, su-
perstites ad cuiusque aetatem simulandos curaverim.”

3 Except for the illustration of Hygiaea, which gives a full ima-
ge, all portraits are half-length, about a third of them being
represented in profile (which in some cases points to coins and
medals as sources), one frontally and the rest in three quarters
view.

% Except for the opening print of Hygiaea.

3¢ The design of the border is part of the portrait; only in the
case of the four blank ones, existing frames are used. The bor-
ders of Cordus’ portrait is used for Curtius, Theophrastus’ for
Montagnana, Giovio’s for Goropius Becanus and Plato’s for
Argenterius.

7 VISSER 2005 (see in note 6), pp. 23-24, 26, 28, 81-82.



textual editions, help from colleagues all over Europe
was indispensable. Although humanists often speak
about the virtue of liberality in these circumstances,
reciprocity, and hence social credit, was an essential
precondition for the survival of the system. In his cor-
respondence, Sambucus regularly refers to gifts re-
ceived or enclosed, and it is clear that these presents
were not completely free of obligation. In the same
letter to Ortelius, for instance, Sambucus also ex-
pressed gratitude for the copy of Ortelius Theatrum
which he had received as a present. “I am much obliged
until I can repay it with a greater favour”, he answered.
As a first counter-gift he enclosed a ring, which “did
not have much gold”, but contained a “remarkable stone,
with an image to exercise the mind’ *® The Icones could
similarly be used as a gift.

Books could perform this function in several ways:
as a public gift by means of a dedication, but also as
a personal gift from one owner to the other.”” Sam-
bucus produced several publications that can be re-
garded as gift books par excellence. The most promi-
nent examples are his emblem book, the Arcus ali-
quot triumphalia, and the Icones. These works were not
only donated to a single dedicatee, but presented to
colleagues and friends as well.*’ So, in presenting the
Icones in this form, what did Sambucus expect in re-
turn and from whom, apart from the formal dedica-
tee?

There are no sources to answer these questions
directly. Still there are strong indications that Sam-
bucus wanted to use the Icones to increase his social
credit in the scholarly community. It was connected
to one project in particular, Sambucus’ ambitious plan

% HESSELS 1887 (see in note 14), No. 44: “De Theatro, non
vulgari, ut tu extumes munere, itemque deorum imaginibus te vehe-
menter amo, habeogue gratiam, dum beneficio maiori vedimam.” and
“Tibi vero nunc levidense Swpnuoiov istum anulum mitto: auro non
copiosum, lapillo non vulgari, et ad studia, cogitationumque occupa-
tiontbus wusitato {...}.”

» See DAVIS, N. Z.: Beyond the Market: Books as Gifts in
Sixteenth-Century France. In: Transactions of the Royal Histori-
cal Society. London 1983, fifth series, Vol. 33, pp. 69-88.

S
S

The Emblemata contained numerous dedications, which can
be seen as small presents; Sambucus also sent a copy to Pau-
lus Manutius in Venice. — GERSTINGER — VANTUCH 1968
(see in note 13), pp. 123-125; a copy of the Arcus for instance
is sent to Pietro Vettori in Florence — GERSTINGER — VAN-

to produce a new edition of Dioscorides’ Materia med-
ica. With this edition, Sambucus hoped to surpass
Mattioli’s achievement, not only in terms of scholar-
ship, but also financially. “The work will not be less agree-
able and lucrative than Mattioli’s learned collections”, he
optimistically wrote to Zwinger, explaining his re-
quest for a financial compensation of 500 florins. He
only needed “z patron” and a “suitable publisher” "' By
that time, Mattioli’s Dioscorides was probably the
most widely read scientific book of its time, and the
editor himself was about to retire from his respected
services as personal physician of the Emperor.*> Sam-
bucus knew that a publication of Dioscorides could
gain the editor and his publisher immense fame,
wealth and standing.

In addition to investments for the publication,
Sambucus needed intellectual help. Like Mattioli be-
fore him, Sambucus depended on colleagues from all
over Europe for collations, emendations and correc-
tions. The Icones could help Sambucus to succeed in
two ways. First, it presented Sambucus as a natural
successor to the illustrious scholarly tradition. Sam-
bucus was not only the compiler of this hall of fame,
he is also present in it himself, and his work-in-
progress on Dioscorides is mentioned explicitly. Sec-
ond, Sambucus’ portrait book makes its compiler into
a scholarly broker, who could offer access to a hall of
fame. In a time when the private exchange of por-
traits (painted, printed, or on medals) was a popular
way of circulating one’s image, confirming a shared
identity and establishing friendly relations, their pub-
lication could made one an influential manager of
reputations. Hugo Blotius, for instance, wrote to col-

TUCH 1968 (see in note 13), pp. 133-134, who subsequ-
ently presented the copy to his patron Cosimo I de Medici, cf.
VARADY, E.: Relazioni di Giovanni Zsdmboky (Sambucus)
coll'Umanesimo Italiano. In: Corvina. Rivista di scienze lettere
ed arti della Societe Ungherese-Italiana Mattia Corvino (1935),
pp- 38-39. Moreover, the Emblemata and the Icones were both
presented to their dedicatees as a new year’s gifts, signing the
dedicatory letters on the first of January.

4

Letter to Theodor Zwinger, dated June 7, 1571. — GERSTIN-
GER — VANTUCH 1968 (see in note 13), No. xliv; for the
scholarly emulation of Mattioli see also letter to Pietro Vetto-
ri, dated September 13, 1570 — GERSTINGER — VANTUCH
1968 (see in note 13), No. xI, p. 112.

2 FINDLEN 1999 (see in note 23), pp. 373-380.
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leagues asking for portraits he could publish. Simi-
larly, Galle asked for new suggestions in the preface
to his 1572 edition. In this case, we know how even
the powerful Joannes Crato, for instance, was sensi-
tive to its impact.”’ By publishing a gallery of medi-
cal humanists, Sambucus put himself in a position
similar to that of Galle with his portrait book.

In fact, however, bad timing thwarted the strate-
gy. By 1570 there were few scholars who wished to
follow in Sambucus’ footsteps on the path of medical
humanism. Carolus Clusius, for instance, was scepti-
cal of the relevance of the Vienna Dioscorides manu-
script. As I indicated above, ancient medical texts
had gradually become marginalised in favour of em-
pirical research. In fact, Sambucus would never suc-
ceed in realising the Dioscorides edition, and got
caught up in endless logistical problems. Moreover,
the printers with whom Sambucus tried to co-oper-
ate were not prepared to comply with his financial
demands. “I/ mio Aristotele et Dioscoride sono sepulti in
Basilea et Geneva”, Sambucus wrote not without
a sense of resignation to Fulvio Orsini in 1583.” In
1598, fourteen years after Sambucus’ death, an edi-
tion appeared in Frankfurt incorporating some of
Sambucus’ work on the text. By this time, however,
the physicians of the Icones seemed intriguing, rather
than important. They were the icons of an antiquat-
ed past.

Appendix: List of portraits

Names marked with an asterisk refer to portraits
based on the Dioscorides’ Codex Vindobonensis.

Aegina, Paul of (c. 625 — c. 690) {23}

Aesculapius {4}

Agricola, Georgius (1494 — 1555) {38}
Alexandrinus von Neustein, Julius (1506 — 1590) {431
Altomare, Donato Antonio (c. 1506 — 1562) {46}
Andernach, see Guinter, Johann {34}

Apollo {2}

Apollonius* {25}

Aretaeus of Cappadocia (fl. 2™ c.) {11}

Argenterio, Giovanni (1513 — 1572) {49}

# SELLINK 1997 (see in note 2), pp. 51, 54-55.

4 VON MARTELS 1989 (see in note 27), pp. 409-410.
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Aristoteles (384 — 322 BC) {13}

Biesius, Nicolaus (1515 — 1573) [45}

Bock, Hieronymus (1498 — 1554)

Brassavolus, Antonius Musa {35}

Cardano, Girolamo (1501 — 1576) {53}

Celsus, Aulus Cornelius (25 BC — 50) {18}

Chiron* [3}

Cordus, Valerius (1515 — 1544) {51}

Cornarius, Janus (1500 — 1558){391

Corti, Matteo (1474/5 — 1544) {60}

Crassus, Junius Paulus {56}

Cratevas* (1% c¢. BC) [16}

Crato von Kraftheim, Joannes (1519 — 1585) {44}

Crescenzi, Pier de’ (1233 — 1320) {65}

Cuspinianus, Joannes (1473 — 1529) {50}

Dioscorides, Pedianus® (1% c.) {20}

Fernel, Jean Francois (1497 — 1558) {29}

Ficino, Marsilio (1433 — 1499) [66}

Fuchs, Leonhard (1501 — 1566) {371

Galen* (129 — 199/216?) {19}

Gesner, Conrad (1516 — 1565) {33}

Giovio, Paolo (1483 — 1552) {36}

Goropius Becanus, Joannes (1518 — 1572) {52}

Guinter, Johann, of Andernach (1487 — 1574)

Heraclius of Tarent* (c. 100 — c. 70 BC) {26}

Hippocrates (c. 460 — c. 377 BC) {9}

Homerus (8" ¢. BC) [6}]

Hygiaea {1}

Junius, Hadrianus (1511 — 1575) {48}

Lazius, Wolfgang (1514 — 1565) {59}

Machaon* [5}

Massa, Nicolo (1489 — 1569) [47}

Mattioli, Pier Andrea (1501 — 1578) {40}

Montagnana, Bartolomeo (f 1460) {57}

Monte, Joannes Baptista da (1498 — 1551) {28}

Nicander of Colophon* (fl. 130 BC) [15}

Niger, Sextius* (fl. 50) {17}

Pamphilus from Alexandria* (2™ half of the 1% c.)
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Paracelsus (1493 — 1541) {62}

Plato (c. 429 — 347 BC) {12}

Plinius Secundus, Gaius (23/4 — 79) [22}

Pythagoras (fl. ¢. 520 BC) {7}

Rondelet, Guillaume (1507 — 1566) {42}

4 GERSTINGER — VANTUCH 1968 (see in note 13), letter
clxiii, p. 278; for a survey of the genesis of this edition, ibi-
dem, pp. 297-302.



Rufus of Ephesos* (fl. 100) {24}

Salvianus, Hypolitus (1514 — 1572) {41}
Sambucus, Joannes (1531 — 1584) {67}
Savanorola, Michele (1385 — 1466) {58}
Scaliger, Julius Caesar (1484 — 1558) {54}
Seneca, Lucius Annaeus (c. 4 BC — 65) {63}
Socrates (470 — 399 BC) {10}

Strabo (64 — after 21 BC) {64}

Sylvius, Joannes (1478 — 1555) {31}

Thales (fl. 585 BC) {8}

Theophrastus (c. 371 — c. 287 BC) {14}
Tragus: see Bock {61}

Trincavelli, Vettore (1496 — 1568) {30}
Vesalius, Andreas (1514 — 1564) {32}
Vettori Faventino, Benedetto (fl. 1512?) {55}
Xenocrates*® (1st c. BC) {21}
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Obrazy minulosti:
Joannes Sambucus a lekarska ,republika ucencov’

Resumé

Sttdia sa zaoberd malo skimanou knihou huma-
nistického polyhistora Joannesa Sambuca (1531, Tt-
nava — 1584, Viedet) Veterum aliquot ac recentinm me-
dicorum philosophorumgque Icones {...} (Niektoré portré-
ty starych a novych lekédrov a filozofov {...}) vydanou
v roku 1574. Centrdlnou témou $tudie je Sambucus
a jeho vyuzitie knihy portrétov ako prizmy, cez ktort
je vaoimand kultdra humanistickych uéencov v 16.
storoCi. V $tadii sa uplatiuje kultdrno-historicky kon-
textudlny pristup: najprv je Sambucova kniha ska-
mand v kontexte Sambucovho Zzivota. Kariéra jej au-
tora ilustruje ako humanisticky, klasicizujici pohlad
a sustavné hladanie mecénov formovali Sambucove
vedecké aktivity.

Potom nasleduje analyza kolekcie Sestdesiatich
siedmych portrétov. Tdto kolekcia ukazuje, ze selek-
cia a prezentdcia lekdrov — hrdinov je reflektovand
predovsetkym zo zorného uhla lekdrskeho humaniz-
mu, jeho obrody v 16. storoci, znovuozivenia, vedud-
ceho nésledne k publikovaniu starovekych lekarskych
textov. Dalej, analyza ikonografickych vychodisk od-
haluje antikvérsky pristup autora k predstaveniu por-
trétov. Dvandst portrétov, predstavenych v Sambu-
covej knihe, pochddza vlastne zo slavneho Dioscori-
dovho kédexu zo 6. storocia, v tej dobe prineseného
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do Viedne (tieto portréty su vyznadené v apendixe
portrétov na konci $tadie).

Nakoniec je detailne skiumand funkcia Sambuco-
vej knihy: argumentuje sa, ze kniha portrétov mala
v Republike u¢encov zabezpelit Sambucovi vyssi spo-
lo¢ensky kredit, bez ktorého by len tazko realizoval
svoj Specificky vyskumny projekt: novi ediciu najdd-
lezitejsieho starovekého herbara, diela gréckeho ucen-
ca Dioscorida De materia medica. K aktudlnej edicii
tejto farmakologickej price totiz Sambucus nepotre-
boval iba stary rukopis, ale aj dal$iu v§emozna po-
moc, v¢itane novych empirickych poznatkov od ko-
legov z celej Eurépy. Kniha portrétov mu v tom moh-
la pomoct. Predovsetkym, Sambucus tym, Ze sam seba
zahrnul do lekdrskej siene sldvy, sa vo vztahu k tradicii
lekarskeho humanizmu predstavil ako dedi¢ tradicie
humanizmu v oblasti mediciny. Dalej, volba tohto
$pecifického Zdnru — siboru portrétov — mu dala moc
dopriat, alebo naopak odfiat, sldvu a spolocenské
uznanie nielen sebe, ale aj vSetkym svojim kolegom.
Sumarizujuc, kniha portrétov Joanesa Sambuca bola
koncipovand ako idedlny humanisticky dar, demon-
strujaci, ako klasické humanitné stadium islo ruka
v ruke s mecend$stvom a sebazviditelniovanim.

Preklad 1. Ciulisovd
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Die Lehr- und Wanderjahre
Leopold Bauers

Jindfich VYBIRAL

Vorliegende Studie beschiftigt sich mit dem ers-
ten Abschnitt der Lebens- und Schaffensbahn des be-
deutenden mitteleuropiischen Architekten Leopold
Bauer (1872 — 1938). Der Autor widmete dieser Etap-
pe des Kunstlerlebens schon frither zwei Aufsitze.'
Der jetzige Text basiert im Unterschied zu ihnen auf
dem Studium von Bauers umfangreichem und bislang
unzuginglichem Nachlass. Ein Forscher, der die ,,Pro-
blemgeschichte” der ,, Materialbearbeitung* vorzieht,
ist hier vor eine ungewohnt umfangreiche Aufgabe
in einem verhiltnismdBig konventionellen Genre der
Kunstgeschichtsschreibung gestellt — der Kiinstler-
biographie. Ubertrieben gesagt, die Konstruktion
kithner Hypothesen ist zugunsten der methodischen
Leistungen gewissenhafter Archivmiuse weitgehend
in den Hintergrund gertickt. Sich mit personlichen
und kinstlerischen Peripetien des Schopfers abzuge-
ben, kann sich als langweilig erweisen und auch als
aulerst altmodisch — nachdem Roland Barthes und
Michel Foucault den , Tod des Autors” verkiindet
haben: Der Kiinstler kam um seine ausschlieBliche
Position als alleiniger Urheber des Werkes, das ein
kollektives Kulturprodukt sei und dessen Bedeutung
neben der personlichen Erfahrung des Autors unzih-
lige andere Quellen habe.”? Welchen Sinn hat nach
dieser drastischen Trennung von Schépfer und Werk
das Schreiben einer Kiinstlerbiographie? Die gestell-
te Frage ist nur scheinbar eine Huldigung an eine
vergingliche philosophische Mode, denn das erhobe-
ne Problem ist weder kiinstlich noch neu. Schon vor

! VYBIRAL, J.: Mladé léta Leopolda Bauera. In: Shornik praci
Silozofické fakulry brnénské univerziry, F-34-36, 1990 — 1992,
S. 133-147; VYBIRAL, J.: Hauser fiur Kunstfreunde. Das
Frithwerk von Leopold Bauer. In: Uméni, 49, 2001, S. 501-
519.

hundert Jahren driickten Heinrich Wolfflin und Hans
Tietze ihre Zweifel an der Methode der biographi-
schen Auslegung aus, die nach ihnen auf der umstrit-
tenen Annahme beruht, dass das Werk das Leben
des Kinstlers widerspiegelt und dass sich seine Le-
bensumstinde in ihm unmittelbar objektivierten.
Angeblich sei es nicht moglich, mittels einer Biogra-
phie allgemeine Tendenzen der Kunst sichtbar zu
machen, denn das Schicksal des Einzelnen und die
Logik des historischen Prozesses beziehen sich auf
grundsitzlich unterschiedliche Fluchtpunkte.® Es war
jedoch gerade die spitere Enttduschung von der
~Kunstgeschichte ohne Namen“ und das Misstrauen
gegentiber den Moglichkeiten unserer Disziplin, eine
historische Verinderung exakt zu erkldren, was die
,Geschichte der Kunstler” zuriick ins Spiel brachte.
Wenige Kunsthistoriker wirden heute das Interesse
an existenziellen Erlebnisse und Erfahrungen der Schop-
fer aus der Wissenschaft in den Bereich der schonen
Literatur verweisen. Die biographische Forschung bie-
tet sich, wenn sie denn nicht als Anekdotensammlung
endet, umgekehrt als rationale und glaubwiirdige Stra-
tegie an, die bei einer gesunden Portion Skepsis zum
erhofften inneren Verstindnis des Werks fiihren kann.

Jagerndorf

Die Geschichte Leopold Bauers beginnt am 1.
September 1872 in Jagerndorf (Krnov). Der Geburts-
ort des Architekten gehorte zu den altesten und be-

> Vgl. BURKE, S.: The Death and Return of the Author: Criticism
and Subjectivity in Barthes, Foucault, and Derrida. Edinburgh
1998.

> HELLWIG, K.: Von der Vita zur Kiinstlerbiographie. Berlin 2005.
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deutendsten Stidten des Osterreichischen Schlesien.
Seit dem Ende des 14. Jahrhunderts war er Sitz eines
Furstentums, welches zuvor einem Nebenzweig der
Pfemysliden gehort hatte und sukzessive in die Hin-
de der Hohenzollern und der Liechtensteins iiber-
ging. Keiner von ihren Inhabern ragte als grofBzi-
giger und ausreichend freigebiger Bauherr hervor,
trotzdem gewann die Stadt wihrend der Jahrhun-
derte eine Reihe architektonischer Dominanten und
ein angenchm malerisches Aussehen. Uberdurch-
schnittlich war freilich das 6konomische Potential
der Stadt, dessen Grundlage die traditionelle Tex-
tilproduktion bildete. Gerade sie bot die Vorausset-
zungen fir die ungestiime Entwicklung Jagerndorfs
im Prozess der kapitalistischen Industrialisierung,
die hier zwar relativ verspitet verlief, jedoch im
Vergleich mit anderen historischen Zentren Nord-
mihrens und Schlesiens einen nie gesehenen Auf-
schwung erreichte. Die GroBproduktion von Tuch
seit dem Ende des ersten Drittels des 19. Jahrhun-
derts verdringte die handwerkliche Fertigung. Die
groBte Dynamik erreichte dieser Prozess in der Zeit
von Bauers Kindheit und Heranreifen. Existierten
1870 in Jagerndorf sieben Fabriken, so waren es im
Jahre 1900 ihrer schon 39 und ihr Produktionsvo-
lumen ruckte die Stadt angeblich auf den vierten
Platz in der Habsburgermonarchie. Innerhalb von
funfzig Jahren seit 1834 verdreifachte sich ungefihr
die Anzahl der Bewohner und tberschritt 1890 die
Zahl von 12 000.*

Ahnlich wie viele seiner Weggefihrten aus den
Reihen moderner Gsterreichischer Architekten stamm-
te Leopold Bauer aus der Schich, die an dieser Grin-
derbewegung unmittelbar Anteil hatte. Sein Grof3-
vater Johann Anton Flemmich (16. 4. 1812 — ?) ar-
beitete sich vom Tuchmachermeister zum Besitzer
einer der groften Textilfabriken in der Stadt empor.
1854 kaufte er die Gaststitte ,Zum weillen Rossel”
an, die zur Erinnerung an seine Gesellenwanderschaft

4 SCHULIG, H.: Ein Heimatbuch fiir die Bezirke Jigerndorf und
Olbersdorf. Troppau 1923; Jagerndorf in den letzten 70 Jah-
ren. In: Jigerndorfer Lindchen, 1936, S. 21; KONIGER, E.:
Jagerndorf im Spiegel der Geschichte. In: Jagerndorfer Zeitung,
1925, nicht pag.; VYBIRAL, J. — ZATLOUKAL, P.: Archi-
tektura let 1850 — 1950 v Krnové. In: Umeéni, 38, 1990,
S.521-533.

> Jégerndorfer Léndchen, 1931, Nr. 7, S. 55-56, Nr. 8, S. 60-62.
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in die Alpenldander zuerst den Namen , Zum lustigen
Tiroler* und spiter einfach , Tiroler* trug.’ Ferne und
Exotik gehorten iberhaupt zur Familientradition. Die
Vorfahren des Fabrikanten kamen angeblich nach
dem DreiBigjahrigen Krieg aus Holland nach Jigern-
dorf, aber ihre urspringliche Heimat soll Spanien
gewesen sein.® Aus der viterlichen Linie gesellte sich
zum Unternehmergeist der Flemmichs der Sinn fir
Kunst, besonders fiir Musik. Der zweite Grofivater
des Architekten, Johann Bauer (16. 7. 1809 — 21.
11. 1887), mit Herkunft aus dem schlesischen Brans-
dorf (Brantice) verdiente seinen Lebensunterhalt als
Geigenbauer und Hersteller von Blasinstrumenten,
war jedoch ein allseitiger Musiker und wirkte auch
als stadtischer Organist.” Sein Sohn Josef Bauer (29.
1. 1843 — 25. 10. 1915), selbst ein vorztglicher Pia-
nist, machte sein Haus zum wiederholten Schauplatz
von Konzerten oder Theaterauffithrungen. Die Ehe
mit Marie Anna Flemmich (2. 2. 1847 — 7. 9. 1883)
wurde im Oktober 1865 geschlossen. Das Jahr dar-
auf Gibernahmen die Eheleute den ,Tiroler”, den sie
nach und nach in das groBte Hotel der Stadt verwan-
delten. Aus ihrem Ehebund erreichten finf Kinder
das Erwachsenenalter. Vor Poldi kam Max (1867)
und Hermina (1869) zur Welt, nach ihm Josef
(1876) und Marie (1879).®> Nach dem vorzeitigen
Tod seiner schonen Frau vermihlte sich Josef Bauer
zum zweiten Mal und in der neuen Ehe zeugte er
drei weitere Nachkommen, Klementine, Liesel und
Karl. Zwischen den Kindern aus der ersten und
zweiten Eheverbindung gab es einen relativ grof3en
Altersunterschied, aber ihr Vater unterschied zwi-
schen ihnen auch nach einem anderen Kriterium:
oA} die Mutter des Poldi hat nur Milch genossen wegen
Ihrer Herz Klopfen, keine geistige Getrinke, deshalb sind
die Kinder aus 1. Ebe auch geistig frisch”, befand er kurz
vor seinem Tod. Seine zweite Frau dagegen, heift
es, ,hat aber in dem Umstand Bier, Wein und Schnaps
getrunken, deswegen sind die Kinder aus 11. Ehbe nach

¢ Albertina Wien, Nachlass Leopold Bauer (weiter nur Alberti-

na). Biographische und andere Daten tiber Oberbaurat Pro-
fessor Leopold Bauer (Autobiographie des Kiinstlers von 1936).

7 Ibidem, handschriftliche Bemerkungen Josef Bauers und Fra-
gebogen zum Nachweis arischer Abstammung vom 22. 9.

1938.

8 Ibidem.



etwas verschwommen*.° Fiir die Tatsache, dass einer von
den Séhnen zu einem berthmten Architekten wur-
de, wihrend die Ubrigen sich mit durchschnittlichen
Ergebnissen dem Tuchgeschift und dem Gastgewer-
be widmeten, hatte der alte Herr keine Erklirung.'

Der Junge Poldi wurde am Sonntag geboren und
alles spricht dafiir, dass entsprechend diesem gliick-
lichen Vorzeichen er in Jigerndorf eine freudvolle
Kindheit durchlebte. Es sind keine Hinweise tberlie-
fert, dass er nach dem Tod der Mutter emotional ge-
litten hétte. In seinen Erinnerungen erscheint umge-
kehrt das viterliche Haus als Schauplatz frohlicher
Spiele: (...} so entwickelte ich bis zu meinem 14. Jahre
hauptsdchlich eine Virtuositit in Baume klettern und im
Hosen zerreissen”, briistete er sich spiter.'' In seinem
Gedichtnis blieb vor allem der grole Garten mit
Sommertheater, alten Gartenlauben und Pergolen
haften. Quer teilte thn die halb umgestiirzte Burg-
mauer und den uralten Wassergraben bevolkerten
unzihlige Schildkroten, aus denen biedere Jagerndor-
fer eine vorziigliche Suppe bereiteten. Das Hotel mit
einem groflen Tanzsaal war mit verblichenen Male-
reien aus der Zeit des Grofvaters des Jungen ge-
schmiickt."” Vor diesem Hintergrund wurde alljahr-
lich mit gebithrenden Prunk der Festtag des hl. Leo-
pold gefeiert, der dem Schutzbefohlenen des Heili-
gen im Alter als ein ,besonders freudiger Tag® im
Gedichtnis haften blieb.” Hinter der Schwelle des
viterlichen Hauses boten sich fur abenteuerliche Ex-
peditionen enge Gisschen mit Laubengingen und
ausgedehnte Uberreste der Stadtbefestigung an. Den
rothaarigen Poldi zog aber gleichermalien die so viel
prosaischere Umgebung der Fabrikhallen an, wo er
angeblich Bubenstreiche unterlie3 und ,dze Beziehun-
gen zwischen Maschine und Mensch vollig verstehen lern-
t¢“." Den Horizont seiner Erinnerungen bildeten die

? Ibidem, der Brief Josef Bauers an seine Schwiegertochter Ste-
phanie vom 24. 10. 1914.

' Dem Tuchhandel widmete sich der vorzeitig verstorbene Max
Bauer, der jingere Bruder Josef eréffnete ein Café in Bielitz
(Bielsko) und das Familienunternehmen in Jigerndorf fithrte
nach dem Tod des Vaters die Schwester Marie Mose.

' Albertina, Brief Leopold Bauers an Franz Herwig vom 19. 9.
1922.

12 Ibidem, Autobiographie des Kiinstlers von 1936.

1. Leopold Bauer als Kind mit seiner Mutter, etwa 1873. Albertina
Wien. Foto: Jindiich Vybiral.

Wilder bei der Stadt und der Riicken des Hugels
Schellenburg mit einer barocken Wallfahrtskirche
und einer mittelalterlichen Burgruine, wohin er spa-
ter seine Mitschiiler zu einer winterlichen Schlitten-
fahrt einlud.®

Bauers Erinnerungen an die Jiagerndorfer Kind-
heit unterscheiden sich nicht sehr von dem, was sein
spiterer Mitschiiler Josef Hoffmann tber die in Pir-
nitz (Brtnice) verbrachten Jahre geschildert hat.' Fiir
beide Architekten war diese Zeit eine Quelle unver-
gesslicher emotionaler Erlebnisse, aber auch andau-
ernder Inspiration, die nicht unterschétzt werden soll-
ten. ,,Oft und oft hatte ich mich bei meiner praktischen

'3 Ibidem, Brief Leopold Bauers an Maria Stona vom 15. 11.
1937.

! Ibidem, Brief Leopold Bauers an Franz Herwig vom 19. 9.
1922.

Y Ibidem, Heft mit Schulaufgaben vom Dezember 1890.

' HOFFMANN, J.: Selbstbiographie. In: Ver Sacrum, Neue Hef~
te fiir Kunst und Literatur, 4, 1972, S. 104-123.
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2. Eltern Leopold Bauers, nach 1870. Albertina Wien. Foto: Jindiich
Vybival.

Tdtigkeit an das bescheidene Stédtchen erinnert und aus
dieser Evinnerungen schipfe ich Anregungen in Hiille und
Fiille“, lesen wir in Bauers Artikel von 1917." In sei-
ner inneren Welt blieb Jiagerndorf ein bescheidenes
Schmuckstiick, das vielleicht nicht die erhohte Auf-
merksamkeit der Spezialisten und drei Sterne im Bae-
deker erforderte. Was ihn verzauberte, war der Ein-
klang der historischen Baudenkmiler aus verschie-
denen Zeiten und die Meisterschaft namenloser Bau-
meister, ihr instinktiver Sinn fir Proportion und
rdaumliche Bezichungen, die auf jahrhundertelange
Tradition und keineswegs auf Bucherkenntnisse ge-
grundete Sicherheit. ,,Zur Zeit, als in den jungen Kipfen
zum ersten Male die ldee der Reform des Wobnbausbaues
auftauchte, schwebte mir immer die Gemiitlichkeit meines

7 BAUER, L.: Schutz dem kiinstlerischen Stadtbild. In: Dze Zezz,
30. 1. 1917.

'8 Albertina, Brief Leopold Bauers an Fritz Pollak vom 23. 12. 1907.
¥ Ibidem, Autobiographie des Kiinstlers von 1936.
* {Leopold Bauer}: Stidtestudium vom Standpunkt der heimat-

lichen Kultur. I. Jigerndorf. In: Hobe Warte, 1, 1904 — 1905,
S. 36-37, hier S. 36.
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Geburtshauses vor”, bekannte der spitere Architeke.'®
WIch erwibne dies alles deshalb so ausfiibrlich, weil diese
Jugendeindyiicke fiir meine Auffassung des gemiitlichen Wobh-
nens geradezu entscheidend waren®, schrieb er in seiner
Autobiographie.” Obwohl er ofters bewiesen hat, dass
er nicht an Ubertriebener Riicksicht auf den Denk-
malsbestand litt, weckten rohe Eingriffe in die histo-
rische Umgebung seines Geburtsortes in ihm Zwei-
fel an der alleserlosenden Kraft des Fortschritts. An
seinem Beispiel wurde er sich der Klippe der moder-
nistischen Programme bewusst, deren Rationalismus
zu Resultaten der Entledigung allen Zaubers und aller
Anmut fihren kann. ,Vergleicht man das Ausseben einer
Stadt vor zebn _Jabren mit dem heutigen, dann hat man die
klare Empfindung, als ob die lebende Generation nichts Wich-
tigeres zu tun hitte, als das kistliche Bild so griindlich wie
miglich zu entstellen oder zu vernichten®, schrieb er in ei-
nem anderen, Jigerndorf gewidmeten Artikel.”

Brunn

In seiner spiteren Korrespondenz beschrieb Bau-
er seinen Jagerndorfer Reifeprozess ohne grof3e Be-
schonigung. In jovialem Ton schildert er: ,,Das villige
Unbelastetsein mit irgend welcher Wissenschaft bis zu mei-
nem 14. Jahre hat meiner spateren Entwicklung sicher sehr
geniitzt.**" Seine Schulzeugnisse bestitigen die Wahr-
haftigkeit dieser Erklarung nur teilweise. Der Junge
wies einen betrichtlichen Mangel an Begabung fir
Sprachen und gesellschaftswissenschaftliche Ficher
auf, in Deutsch und Franzosisch schritt er kaum voran,
dafir erreichte er in Naturwissenschaften sehr anstéin-
dige Ergebnisse.”? Das war hochstwahrscheinlich der
Hauptgrund, warum die Eltern ihr Verlangen aufga-
ben, den Sohn zu einem professionellen Musiker zu
erziehen und ihn fur eine praktische Laufbahn vorbe-
reiten liefen.?’ Der Junge trat nach der Beendigung
der Volksschule 1883 in die Jagerndorfer Realschule

21 Albertina, Brief Leopold Bauers an Franz Herwig vom 19. 9.
1922.

> Ibidem, Realschulzeugnis, Jagerndorf von 1887 und 1888.

% HAYEK, M.: Leopold Bauer, Der Mensch und sein Werk.
In: Leopold Bauer. Zum 60. Geburtstage 1. September 1932. Wid-
mungen seiner Freunde. Brinn — Prag — Leipzig — Wien 1932,
S. 68-77.



ein und nach Absolvierung ihrer vier Klassen ging er
1888 nach Brunn weg, um vom zweiten Schuljahr
an den Unterricht auf der hoheren Gewerbeschule
fortzusetzen. Diese Lehranstalt, gegriindet 1874,
hatte einen sehr guten Ruf und besonders ihre Bau-
abteilung stellte in dieser Zeit auch die Briinner Tech-
nische Hochschule in den Schatten. Den Verdienst
daran hatte vor allem Germano Wanderley (1845 —
1904), geburtig aus dem brasilianischen Pernambu-
co, der auf der Schule fast dreiBig Jahre lang die ar-
chitektonischen und baulichen Ficher unterrichtete.
Zeugnis von des Professors Akribie und Methode le-
gen seine hdufig und wiederholt herausgegebenen
Handbiticher ab. In Briinn und weiteren mihrischen
Stidten hinterlie3 dieser Architeke tiefe Spuren auch
als Projektant vieler Bauten, besonders von Mietshdu-
sern mit opulenten Fassaden im Geist des spiten His-
torismus’.*! Sein wiirdiges Gegenstiick auf der Gewer-
beschule war Alois Prastorfer (1846 — 1910), Absol-
vent der Wiener Akademie, Schiiler und Mitarbeiter
von Theophil Hansen, der fir Brinn zum Beispiel ei-
nen ausgedehnten Komplex von Bauten des Zentral-
friedhofs entworfen hatte. Gegeniiber dem angespannt
dekorativen und dramatischen Stil Wanderleys zuch-
tete er einen malvolleren klassizistischeren Ausdruck
in den Fullspuren seines Wieners Lehrers.”

Bauer bemerkte spiter tiber Prastorfer, dass seine
Vortrige fast immer mit einer Ode auf den groflen
Kiinstler Hansen endeten.?® Tiefer interessierte ihn
der erste der beiden Architekten, der ihn im dritten
Schuljahr in Formenkunde unterrichtete, im vierten
im Entwerfen und ihn als Professor der Klasse zur
Matura fihrte. , Wanderley war ein Fanatiker der gedie-
genen bautechnischen Konstruktion und ein geradezn un-
iibertrefflicher Lebrer, der auf alle seine Schiiler grossen Ein-
Jluss ausiibte; trotz seiner Strenge liebten ibn alle.” Wie
als Beweis dieser Behauptung bewahrte der Archi-
tekt das ganze Leben lang Wanderleys Skripten und

2 ZATLOUKAL, P.: Piibéhy z dloubého stoleti. Architektura let
1750 — 1918 na Moravé a ve Slezsku. Olomouc 2002, S. 425-
432.

» Ibidem, S. 433-440.
% BAUER, L.: Josef Hoffmann. Einige Gedenkworte zum sech-

zigsten Geburtstag dieses grossen Baukiinstler. In: Newe Freie
Presse, 18. 12. 1930.
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3. Leopold Bauer: Erste Skizze einer Fassade mit Korrekturen von G.
Wanderley, 1891. Albertina Wien. Foto: Jindiich Vybiral.

seine Notizen von dessen Erlduterungen auf. Im
Nachlass des Kunstlers blieben auch Fassadenentwiir-
fe mit energischen Spuren der Korrekturen des Pro-
fessors erhalten.”® SchlieB3lich war es nur Wanderley,
bei dem Bauer immer mit ausgezeichneten Noten
Fortschritte machte, wihrend er in den ubrigen Fa-
chern keine allzu berauschenden Erfolge erreichte.
Nach anfinglichen Schwierigkeiten gelang ihm in der
Zeichnung Anstindiges, Deutsch bewiltigte er jedoch
in der Regel nur mit einem ,geniigend“. Auch bei
der Reifeprifung im Juli 1891 erhielt er ein ,,vorzig-
lich* nur im Entwerfen von Gebduden. Neben ,lo-
benswert” in allgemeiner Bautheorie und in Formen-
und Stillehre wurden alle ibrigen Ficher nur mit drit-
tem Grad der Notenskala bewertet.”

77 Ibidem.

8 Albertina, Fassadenstudie, 14. 2. 1891, eine weitere ist 20.5.
1891 datiert.

» Ibidem, Zeugnis von 1887 und 1888; Archiv mésta Brna, fond
Stétn{ pramyslovd Skola (Archiv der Stadt Briinn, Fond der Staat-
lichen Gewerbeschule), Inv. Nr. 9801, 9860, 9862, 9863. Vgl.
VYBIRAL, J.: Architekti videfiské moderny na primyslové skole
v Brné. In: Umeéni a vemesla, 1988, Nr. 2, S. 6-7.

35



%}
"

4. Leopold Bauer: Vierte Skizze einer Fassade mit Korrekturen von G.
Wanderley, 1891. Albertina Wien. Foto: Jindfich Vybiral.

Dem schuchternen Josef Hoffmann, der mit ihm
drei Jahre lang die Schulbank teilte, blieb er als e
genialer Teufelskerl, der manchmal Auskunft und Hilfe
erterlte” im Gedichtnis haften.’® Bauer dagegen erin-
nerte sich, wie sein Freund schon damals ,eznen zest-
gemdifSen persinlichen Ausdruck der Architekturformen er-
sehnte”, ohne dass er selbstverstindlich eine Ahnung
davon hatte, wie ein solcher moderner Ausdruck aus-

%0 Zit. nach SEKLER, E. F.: Josef Hoffmann. Das architektonische
Werk. Salzburg — Wien 1982, S. 12.

! BAUER 1930 (wie Anm. 26).

2 VYBIRAL, J.: Junge Meister. Architekten aus der Schule Otto Wag-
ners in Mdhren und Schlesien. Koln — Weimar — Wien 2007, S. 2.

> Archiv mésta Brna (wie Anm. 29), Inv. Nr. 9860, 9862 u.
9863. Zu Paul Waller siehe VYBIRAL, J.: Geburt einer
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sehen konnte.’ Zu seinen Mitschiilern gehorte auch
Alois Ludwig und zwei Jahrginge hoher lernten auf
der Kunstgewerbeschule gleichfalls Adolf Loos und
Hubert Gessner. Die zukinftigen berithmten Archi-
tekten sehen wir auf einer unikaten Photographie von
1889.%? Die Wohnung im dritten Stock des Kounitz-
palais auf dem damaligen GroBen Platz 28 teilte Bau-
er mit seinem weiteren Mitschiiler Paul Waller (1871
—1902), Weltenbummler franzosischer Nationalitit,
geboren im griechischen Thessaloniki, spater erfolg-
reicher Architekt in Miahrisch-Ostrau. Thre Wirtin
und verantwortliche Aufseherin war die Baumeister-
witwe Bertha Halamek. Nach zwei Jahren zogen die
beiden jungen Leute zu Josef Lehner in der Rudolf-
gasse 4 um.*® Der Aufenthalt in Briinn brachte Bau-
er neben Zusammentreffen mit erfahrenen Professo-
ren und aufgeweckten Mitschiilern noch einen wei-
teren Gewinn — neue Horizonte eroffnete ihm die
Lektiire. Den Sonntagnachmittag verbrachte er in der
reich mit Fachliteratur versorgten Bibliothek des
Kunstgewerbemuseums. Zu Hause las er August
Bebel, der sein Interesse am politischen und Skono-
mischen Geschehen zufriedenstellte.”* Der zufillige
Besuch des Theaters erweckte in thm sogar den Ge-
fallen an Poesie. ,In dieser Zeit kaufte ich mir ein Exem-
plar des Faust, der seither linger als 35 Jahre mein treuer
Begleiter war®, teilt er nach Jahren mit. ,Im Briinner
Augarten auf- und abgehend lernte ich damals aus Begeis-
terung den ganzen ersten Teil des Faust auswendig, und es
sind mir heute noch ganze Seiten dieser Dichtung im Ge-
déchtnis haften geblieben.“” Dem Vater schickte er aus
Briinn ernsthafte Briefe, in denen er knapp seine Lern-
fortschritte schilderte und breit das gegenwirtige
politische Geschehen erdrtete. Mit Sympathie berich-
tete er Uber den 1. Mai 1890 und mit dem Jahrhun-
dertende erwartete er eine groRe Revolution, die Os-
terreich und Deutschland in Republiken verwandeln
und eine neue Bliitezeit der Kunst bringen sollte.*

Grofistadt. Architektur im Bild von Méhrisch-Ostran 1890 — 1938.
Ostrava 2001, S. 28.

3 Albertina, Brief Leopold Bauers an den Bruder Karl vom 30.
10. 1907. Brief Leopold Bauers an Franz Herwig vom 19. 9.
1922.

» Ibidem.

3¢ Ibidem, undatiertes Briefkonzept.



Mit groBer Begeisterung meldete er nach Hause
auch seine Entscheidung, mit dem Studium auf der
Akademie fortzufahren und sich fortan der Archi-
tektur zu widmen. Der Bauberuf verlangt ihm zu-
folge allein Geschiftsgeist, der ihm angeblich véllig
fehle. Er will Bauten entwerfen, die das Niitzliche
mit dem Schonen verbinden wiirden und Stolz und
Freude ihrer Besitzer wiren. ,,Baukunst! Welch ein
Gefiihl erweckt gleich dieses Wort,” schrieb er seinen
Nichsten. ,,Ich habe eine hinveiflende Begeisterung fiir
meinen Beruf und ich fiirchte nichts so sehr als die Zeit wo
ich einmal werde still stehen miissen und nicht mebr ler-
nen diirfen.””’

Die Schularbeit, die Bauer in den Jahren 1890
und 1891 unter Wanderleys Leitung schuf, zeigte
nichts von jenem von Hoffmann erwartetem neuen
Stil. Es waren verhiltnismalig gewohnliche, wenn
auch einfallsreiche Entwiirfe in verschiedenen, die
Moglichkeiten der Neorenaissance-Formenlehre er-
forschenden Positionen. Unter ihnen finden wir klas-
sisch ausgefiihrte Studien, wie die Variation auf Sem-
pers Dresdner Oppenheimpalais oder eine Interieurs-
wand in den vollblitigen Formen des italienischen
Cinquecento, die an die gerade vollendete Treppen-
haushalle des Naturhistorischen Museums in Wien
erinnert.”® Die vom Professor korrigierte Palastfas-
sade vom Februar 1891 war jedoch schon ein Wi-
derhall des eklektizistischen, flatterhaften Stils, wie
ihn die Architekten des spiaten Historismus in Wien
pflegten, z. B. Emil von Forster oder das Duo Fer-
dinand Fellner d. J. und Hermann Helmer. Die
Komposition dominierte ein Mittelrisalit mit flacher
Nische zwischen Doppelsdulen, deren Archivolte
Uber das Kranzgesims hinausreichte und von einer
Kuppel tberdeckt wurde. Bauer kombinierte hier
heterogene Stilformen und steigert ihre Spannung
im zerklufteten Umriss. Fortgeschrittenere Varian-
ten der Aufgabe zeigen, dass ihn der Professor in
die Richtung zu einem geschlossenem Volumen und
einem klarer hierarchisierten Aufbau dringte, jedoch
unterstiitzte er auch die entgegengesetzte Tendenz
zu einer aufgebrochenen Fassadenfliche und ihrer

%7 Ibidem.

%% Ibidem, die dlteste Zeichnung datiert vom 1. 8. 1890.

Froiel e die Sfanung cines M magebandss in Treppan
s ) < PF
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5. Leopold Bauer: Wetthewerbsprojekt des Kunstgewerbemuseums in
Troppan, 1891. Albertina Wien. Foto: Jindiich Vybiral.

Befrachtung mit reichem, plastischem Apparat.’’
Wie weit Bauer es noch nach Beendigung der Kunst-
gewerbeschule zur tatsichlichen Meisterschaft hat-
te, zeigte seine erste vollig selbstindige Arbeit, der
er die Ferien nach der Reifeprifung widmete. Es war
ein Wettbewerbsentwurf fiir das Kunstgewerbemu-
seum in Troppau (Opava), schwungvoll bezeichnet
mit dem Motto: ,,Was uns die grofen Geister schufen,
dies zu verbreiten, sei berufen.“® Den jungen Eleven
verriet hauptsichlich der Grundriss mit ungeschicke
verbundenen Riaumlichkeiten, zusammengepress-
tem Innenhof und einem abgelegenen Treppenhaus,

* Ibidem, Fassadenstudie, 14. 2. 1891, eine weitere ist 20. 5.
1891 datiert.

# Tbidem, Brief des Museumkuratoriums vom 7. 5. 1891. Vgl.
den Brief Leopold Bauers an Franz Herwig vom 19. 9. 1922.
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6. Leopold Bauer: Projekt des Schiitzenhauses fiir Thorn, 1892. Albertina Wien. Foto: Jindiich Vybiral.

mit Rdumen, die ohne klare Ordnung und kriftigen
Rhythmus geschaltet waren. Beim Komponieren des
AuBeren blieb Bauer der Schuldoktrin treu und be-
miubhte sich um Renaissanceharmonie in den Gren-
zen einer ruhigen Blockform. Sempers Lehre ldsst sich
wiederum nicht tbersehen, auch wenn seine Quelle
diesmal des Architekten spites Wiener Werk war.
Des Autors Unreife erscheint deutlich beim Vergleich
seiner Leistung mit dem freieren und vom Gesichts-
punkt des Formenrepertoires aus auch moderneren
Entwurf, fur den Bauers Landsmann und spiterer
Kollege Josef M. Olbrich im Wettbewerb den zwei-
ten Preis erhielt.*!

4 Ibidem, Projekt fiir die Erbauung eines Museumsgebiudes in
Troppau, Motto: ,Was uns die grossen Geister schufen, dies zu ver-
breiten sei berufen.” Den ersten Platz im Wettbewerb erlangte
J. und A. Drechsler, der Bau wurde jedoch nach dem Projekt
von Johann Scheiringer und Franz Kachler realisiert. Siehe
KLIMESOVA, E.: Vznik a poateni vyvoj uméleckoprimys-
lového muzea v Opavé (1883 — 1918). In: équz'; Slezského
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Thorn und Diisseldorf

Um die notwendigen praktischen Fertigkeiten zu
erwerben und um Geld fiir ein weiteres Studium zu
verdienen, trat Bauer im September 1891 die Praxis
in einer Baufirma an. Stitte seines Wirkens wurde
dass preuBische Thorn, wo er an der Projektierung
und Ausfithrung eines Schiitzenhauses teilnahm. Skiz-
zen vom Februar 1892, unterzeichnet von seinem
Arbeitsgeber, dem Bauunternehmer Uebrick, zeigen
den Gesellschafts- und Restaurantriumlichkeiten
umfassenden Ausstattungsbau in relativ konventio-
nellen Formen der deutschen Neorenaissance.® In der

muzea, B-22, 1983, S. 1-23, hier S. 5-6; Weiter vgl. VYBI-
RAL, J.: Die Wurzeln des Lorbeers. Anfinge und Quellen des
architektonischen Schaffens von Josef Maria Olbrich. In: Umé-
ni, 48, 2000, S. 407-422.

42 Albertina, Entwurfskizze zum Thorner Schiitzenhaus, dat. 27.
2.1892.



7. Leopold Bauer: Entwurf einer Villa, 1893. Albertina Wien. Foto: Jindiich Vybiral.

spateren Korrespondenz erinnerte sich Bauer, wie ihn
die Thorner Gotik und die Marienburg des Deutschen
Ritterordens begeisterte, ,eines der traumbaftesten Ar-
chitekturwerke, die man sehen kann“.® Ein unvergessli-
ches Erlebnis trug er auch aus Danzig davon, wohin
er sich fir die Weihnachtsfeiertage begab, um Mem-
lings Jungstes Gericht zu sehen, und wo er dann ei-
nen romantischen Heiligabend auf einem Leuchtturm
an der Kiiste mit seinem einsamen Wichter verbrach-
te.* Sein Thorner Tagebuch ist aber hauptsichlich
Zeugnis beklemmender Langeweile, Vereinsamung
und Unzufriedenheit, die er an dem provinziellen
Wohnsitz durchlebte. ,,Mehr als je fiibl ich meine un-
wiirdige Lage in diesem greulichen Philisternest!”, vermerk-
te er im Mirz 1892. Was er in seinem freiwilligen
Exil am meisten entbehrte, war das freundschaftli-

% Ibidem, Brief an Maria Stona vom 22. 9. 1936.

“ Ibidem.

che Verstiandnis, wie er es in Briinn mit seinem Mit-
schiiler Hoffmann erlebt hatte. ,0 diese Ode, héitt das
Schicksal mir doch hier einen Freund verliehen, eine emp-
findende Seele, die schine Harmonie mit mir getheilt hit-
te“, seufzte er ins Tagebuch und fuhr mit wehmiiti-
gem Pathos fort: ,,Hoffmann, Hoffmann! Wo sind unsere
Tage! Arm in Arm, die Welt mit unseren Worten wiegend,
das_Jahrhundert vor unsern Fiisse gerollt, schritten wir dabin
auf unbestrittenen Babnen, Raphael anbetend und das
schlechte verdammend!“*® Sein mihrischer Freund nahm
in dieser Zeit eine dhnliche Erfahrung bei der Praxis
in Wurzburg auf sich. Aus dem einzigen bewahrt
gebliebenen Brief wissen wir, dass er sich dort be-
miihte, fiir Bauer Arbeit zu beschaffen und dass die
jungen Minner in dieser Zeit eine grol3e Studienreise
planten.?’

® Ibidem, Tagebuch der Jahre 1892 — 1894, Eintrag vom 8. 3.
1892.

6 Tbidem.
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8. Leopold Bauer: Entwurf eines Schlosses, Hauptstiegenhaus, 1893.
Albertina Wien. Foto: Jindiich Vybiral.

Aus der Thorner Leere riss sich Bauer ohne Be-
dauern am 25. April 1892 los und begab sich tber
Berlin fiir eine neue Arbeit nach Diisseldorf, wo in
dieser Zeit sein Mitschiiler Alois Ludwig wirkte. Der
in der Hauptstadt Deutschlands verbrachte Tag, den
er der Besichtigung der Museen und architektonischen
Denkmilern widmete, war Balsam fur die niederge-
schlagen Seele. Seine detaillierten Aufzeichnungen
erlauben uns eine genaue Vorstellungen davon zu
machen, zu welchen isthetischen Idealen sich der

47 Ibidem, undatierter Brief von J. Hoffmann.

8 Tbidem, Tagebuch aus den Jahren 1892 — 1894, Eintrag vom
19. 6. 1892.

% Ibidem.

°% Ibidem, Fragment einer Projektdokumentation vom Februar
bis Mai 1892.
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zukunftige moderne Kunstler bekannte. Von der
Berliner Architektur nahmen ihn am meisten die
Bauten Karl Friedrich Schinkels ein, auch wenn er
sich nicht den kleinen Vorwurf verbiss, er sei angeb-
lich ,,von Hansen etwas verwibnt.*® Von den angeschau-
ten Werken bewunderte er hauptsichlich die Arbei-
ten von Rubens, Rembrandts und der italienischen
Meister. Die Bilder seiner Zeitgenossen lieen ihn
nicht vollkommen kalt — thn nahmen zum Beispiel
Defregger, Makart und Piloty gefangen. Aber wie
sich vermuten lieB}, suchte er seine Vorbilder unter
den alten Meistern: ,mein Herz war voll von {den} Ide-
alen Rafaels und Michelangelos“.” Die Bingenommen-
heit fur Geschichte hinderte ihn jedoch nicht, sich
am neuen Ort rein zeitgendssischen Aufgaben zu wid-
men. In Dusseldorf fithrte Bauer unter der Leitung
des Architekten Peter Paul Fuchs das groBle Hotel
»Kaiserhof* aus, welches zwar eine neobarocke Fas-
sade hatte, aber darunter eine Eisenkonstruktion ver-
barg.” In der Arbeit war er so eifrig, dass er sich nach
seinem eigenem Zeugnis ,buchstiblich kaum Zeit zum
Schlafen nabm und selten vor zwei Ubr aus dem Biiro heim-
kehrie*>! Diesen Einsatz hielt er neun Monate durch.
Der Briefwechsel mit Hoffmann bestarkte ihn in der
Entscheidung, ebenso wie sein Freund, die unterge-
ordnete Stellung in einer Baufirma zu verlassen und
das Studium der Architektur an der Akademie der bil-
denden Kiinste in Wien aufzunehmen.”? Im Februar
1893 lobte er sich schon in seinen Aufzeichnungen,
dass nach der Zeit von ,Schmerzen und Leiden {...} ein
Anfang eines besseren Lebens am Busen der Kunst* kam.”

Wien

Als Bauer in der beriihmten Kunstlehranstalt an-
trat, wihlte er ebenso wie Hoffmann von zwei Schu-
len die ,modernere”, die schon fast im zehnten Jahr
der letzte der Baubarone der RingstraBen-Ara, Carl
von Hasenauer (1833 — 1894), fiihrte. Bauer erin-

°! Ibidem, Brief Leopold Bauers an Franz Herwig vom 19. 9.
1922.
>2 BAUER 1930 (wie Anm. 26).

> Albertina, Tagebuch aus den Jahren 1892 — 1894, Eintrag
vom 10. 2. 1893.

>4 Ibidem, Autobiographie des Kiinstlers von 1936.



nerte sich an seinen ersten Hochschullehrer als einen
gutherzigen Menschen, deutete jedoch an, dass ihr
Kontakt weder lang noch tief war.”* In einem Brief
von 1907 duBlerte er sich sogar bedeutend erbar-
mungsloser: ,,Die Enttauschung war fiirchterlich, aber ich
Jand bald Anregung in Gleichgesinnten.”> In Hasenau-
ers Schule verbrachte der junge Mann nur das Studi-
enjahr 1892/1893, mit dessen Abschluss am 21. Juli
1893 er den Pein-Preis erhielt.”® Das folgende Jahr
widmete er als Freiwilliger dem Militdrdienst.”” Um
dabei keine Zeit zu vergeuden, bot er dem Architek-
ten Alfred Riehl seine Dienste an, der sich dazu an-
schickte, Wien mit seinem Plan eines Durchbruchs
eines breiten Boulevards, den Praterstern mit dem
Stephansdom verbindend, zu verbliiffen.”® Trotz der
Flucht aus den Studien und der spiteren Herabset-
zung dieser Lebensetappe ist nicht zu leugnen, dass
schon Bauers erstes Jahr auf der Akademie Friichte
trug und dass seine professionelle Kompetenz offen-
sichtlich wuchs. Sein Lehrer galt in Wien als Repri-
sentant des Neobarocks, der ab Anfang der Neunzi-
ger Jahre in Wien die bisher bevorzugte Neorenais-
sance in ihrer Beliebtheit abloste. Gegen den kosmo-
politischen und angeblich gelehrten Stil der
Sempergeneration wurde die neue Mode als Ausdruck
des herzlichen 6sterreichischen Wesens und Symbol
der berihmten Vergangenheit der Habsburgermon-
archie aufgenommen. Hasenauer, dessen Schopfun-
gen noch sein Vorginger auf dem Professorenstuhl,
Theophil Hansen, als inferior verleumdet hatte, wurde
als . der Wienerischste der Wiener Architekten” besungen.”
Der Wandel, in dem in kurzer Zeit Bauers Personal-
stil verlief, entsprach der sich ausbreitenden Stim-
mung und héchstwahrscheinlich auch dem direkten
Einfluss seines Lehrers. Gegen Ende des Jahres 1892
skizzierte er sich noch zwei Interieurs in Sempers ba-

> Ibidem, Brief Leopold Bauers an Fritz Pollak vom 23. 12.
1907.

>¢ Tbidem, Zeugnis im Nachlass des Architekten. Marco Pozzet-
to gab irrtiimlich an, dass Bauer bei Hasenauer im Schuljahr
1893 — 1894 studierte. — POZZETTO, M.: Die Schule Otto
Wagners 1894 — 1912. Wien — Miinchen 1980, S. 213.

> Fiir die Information danke ich Herrn Ferdinand Gutschi, Ar-
chivar der Akademie der bildenden Kiinste in Wien.

’% Albertina, Brief von Alfred Riehl vom 21. 4. 1894. Vgl. HAI-
KO, P. — KASSAL-MIKULA, R.: (Hrsg.): Das ungebaute

9. Leopold Bauer: Tor eines Justizpalastes, 1893. Albertina Wien.
Foro: Jindiich Vybiral.

rocken Renaissanceformen und im nichsten Jahr schuf
er sogar einen Entwurf einer rein italienischen Villa
am Meer.® Vom Mirz desselben Jahres stammt je-

Wien. Projekte fiir die Metropole 1800 — 2000. Wien 1999, S.
124-125.

*? Zit. nach HAIKO, P.: Semper und Hasenauer. Kosmopoli-
tische Neorenaissance versus osterreichischer Neobarock. In:
WENZEL, C. (Hrsg.): Stilstreit und Einbeitskunstwerk. Dres-
den 1998, S. 199-212. Vgl. EGGERT, K.: Carl Freiherr von
Hasenauers Schopfungen in der Stadterweiterungszone. In:
PLANER-STEINER, U. - EGGERT, K. - SCHMIDT, F. G.:
Semper und Carl Hasenauer. Wiesbaden 1978, S. 216-225.

 Albertina, Saal mit Treppenhaus, dat. 9. 11. 1892.
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10. Leopold Bauer: Skizze zu einem Stiegenhaus, 1894. Albertina Wien.
Foto: Jindfich Vybiral.

doch schon eine Studie eines Schlosses, die einer vol-
lig anderen Welt angehdrt. Aus den erhalten geblie-
benen Fragmenten kann man sich eine Vorstellung
eines grandiosen Bauorganismus machen, mit einer
beherrschenden, michtigen Kuppel iiber dem Fest-
saal, an den zu den Seiten ein Speisesaal und Zere-
moniensaal anlagen. Das Gegenstiick zu dieser Do-

¢! Ibidem, Studie zum SchloB, dat. Mirz 1893.

 Jbidem, Project zur Thor-Anlage eines Justiz-Palais, dat. No-
vember 1893.

% DREXLER, A.: The Architecture of the Ecole des Beaux-Arts. [ Aus-
st. Kat.] New York : The Museum of Modern Art, 1975;
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minante bildete auf der entgegengesetzten Seite des
Hofes die Schlosskirche, gleichfalls mit Kuppel und
zwei diagonal gedrehten Fassadentiirmen. Auch wenn
Bauer als Ausgangspunkt einen franzosisch orientier-
ten klassizistischen Barock wihlte, gegentiber den vo-
rangehenden Entwiirfen wich die strukturelle Klarheit
einer amorpheren Formgebung und es nahmen um-
gekehrt die aufgeregten Kontraste, dekorativen Effekee
und bizarren Formen zu. In seinem Entwurf fehlten
nicht einmal ,entfremdende” Motive, aber iber die
Tendenz zur Modernisierung tiberwog cher die Bemii-
hung der Beherrschung der barocken Formensprache
und die Einfiihlung in die Mentalitit ihrer Schopfer.®!
Ahnlich prachtvolle, doch genauere Formen benutzte
Bauer im November 1893 fiir das Tor des Justizpalas-
tes, wihrend er fir den Gartenpavillon mit Brunnen
vom Anfang des folgenden Jahres eine entspanntere
Position rokokohafter Verspieltheit wihlte.®* Das
Hauptziel dieser Ubungen war jedoch weder das his-
torische Studium noch die Suche nach einem personli-
chem Ausdruck. Wie auf allen dergleichen Schulen,
die sich zur Tradition der Beaux-Arts bekannten, han-
delte es sich um Kompositionsaufgaben, bei deren Lo-
sung sich die Studenten die uberzeitlichen Prinzipien
der architektonischen Form aneignen sollten. Deshalb
unterschieden sich Bauers prizis ausschattierten Aqua-
relle, ungeachtet der ideologischen Floskeln tiber den
osterreichischen Barock, nur wenig von den Schular-
beiten, die in der zweiten Hilfte des 19. Jahrhunderts
an den anderen europdischen und amerikanischen Aka-
demien entstanden. Der Neobarock war in dieser Zeit
auf den meisten von ihnen der favorisierte Stil.®
Nach dem vorzeitigen Hinscheiden des Professors
fihrte die Schule provisorisch sein Assistent Bruno
Gruber, der tbrigens schon vorher hinsichtlich Ha-
senauers Belastung mit dem Rektorenamt einen gro-
Ben Anteil des Unterrichts ibernommen hatte.* Als
am 16. Juli 1894 Otto Wagner zum Professor er-
nannt wurde, begriilite Bauer diesen Wechsel mit Be-
geisterung, denn der neue Lehrer bedeutete angeb-
lich schon damals ,fir uns junge Architekten die Mor-

EGBERT, D. D.: The Beaux-Arts Tradition in French Architec-
ture. Nllustrated by the Grand Prix de Rome. Princeton 1980;
MIDDLETON, R. (Hrsg.): The Beaux-Arts and Nineteenth-Cen-
tury French Architecture. London 1982.

% W AGNER, W.: Die Geschichte der Akademie der bildenden Kiinste
in Wien. Wien 1967, S. 251-252.



genrite einer nenen Zeit“.® Wodurch sich sein Unter-
richt vom bisherigen unterscheiden werde, machte
Wagner schon in seiner Antrittsrede bekannt. Er ver-
sprach in ihr einen Abschied von der gewohnten Pra-
xis, als die Studenten Kopien historischer Vorlagen
schufen und Stilreinheit das Maf3 fur die Beurteilung
der Qualitit ihrer Arbeiten war. Der Ausgangspunkt
kunstlerischen Schaffens sollte kiinftighin das moder-
ne Leben und seine Bedirfnisse sein. Das Wesen sei-
ner , praktischen Richtung* beleuchtete der neue Pro-
fessor anschaulich, als er die Themen der Schulauf-
gaben bekannt gab. Anstelle von Schléssern und Kir-
chen sollten die Studenten schon im ersten Studienjahr
ein einfaches Wiener Mietshaus entwerfen, damit sie
auf die hdufigste Aufgabe der laufenden Projektpra-
xis vorbereitet wiren. Im zweiten Jahr gab er die Lo-
sung offentlicher Bauten mit komplizierter Konstruk-
tion und Symbolik auf und erst zum Abschluss der
Studien sollten die zukiinftigen Architekten mit der
Schwere der traditionellen akademischen Aufgabe
kimpfen — des umfangreichen utopischen ,Idealpro-
jektes“. Der provokante Gedanken war damals nicht
nur eine Ablehnung des historischen Prinzips des Stu-
diums, sondern auch eine Betonung des kunstleri-
schen Wesens des Entwerfens und der Notwendig-
keit angeborener Voraussetzungen fiir diesen Beruf.*
In seinem spiteren Programmtext grenzte sich Wag-
ner ausdricklich gegentber dem akademischen Sys-
tem der Ubung des FleiBes und des Gedichtnisses ab
und duBerte die eindeutige Uberzeugung, dass sich
im Unterschied zur Wissenschaft Architektur nicht
im gewohnlichen Wortsinne lehren lasse. In diesem
Manifest sprach er sich auch klarer dazu aus, was der
eigentliche Inhalt seines Unterrichts sein sollte, als er
hervorhob, ,, Erwecken des Kunstverstindnisse, einer Ubung
im riumlichen Denken, einer Riicksichtnabme auf die in-
dividuelle Fibigkeit des Einzelnen und von einer Weisung
des Schiilermaterials in die richtige Bildungsbahn“." Sei-
ne Aufgabe sah er nicht nur in der Pflege des édstheti-
schen Empfindens, sondern sehr bezeichnenderweise
auch im Einfluss auf die moralischen Eigenschaften
der Studenten.

© BAUER 1930 (wie Anm. 26).

% WAGNER, O.: Baukiinstlerisches Lehrprogramm. In: Dexz-
sche Bauzeitung, 28, 27. 10. 1894.

11. Leopold Bauer: Skizze zu einer Eingangshalle, 1896. Albertina
Wien. Foto: Jindiich Vybival.

Als ihre Schiiler in den verschiedensten Publikati-
onen versuchten, den Unterricht in der Wagnerschule
zu charakterisieren, hoben ihn simtlich als Antithese
zur akademischen Methode, gegriindet auf Drill und
Disziplin, hervor. ,,Die griofite Freiheit, das ist die Wag-
nerschule”, schrieb 1895 Max Fabiani.®® ,,Der Haupt-
vorzug der Wagnerschule ist das freie Individualisieren al-
ler Talente und Originalititen”, lesen wir in der Ein-

" WAGNER, O.: Die Bankunst unserer Zeit. Wien 1914, S. 20
(4. Auflage).

% FABIANI, M.: Aus der Wagnerschule — 1895. In: Der Archi-

tekt, 1, 1895, Beilage. Zit. nach POZZETTO 1980 (wie Anm.
56), S. 146-147, hier S. 147.
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fithrung eines unbekannten Autors zu einer Publika-
tion der Schule von 1898.% Die Tatsache, dass es sich
nicht um eine nur zweckdienliche, fiir die Offentlich-
keit bestimmte Erkldrung handelt, belegen auch pri-
vate AuBerungen junger Architekten: ,Was ihren Wert
ausmacht, ist die Paedagogik: der Freiheit eine Gasse®,
schrieb in einem Brief der Mitschiiler, Architekt und
Maler Hans Kestranek.” Anstelle autoritativer Ord-
nung herrschte in der Wagnerschule eine freund-
schaftliche Atmosphire, deren dulerer Ausdruck eine
fast sohnesartige Anhinglichkeit der Schuler zum
Lehrer war. Fabiani hob hervor, ,mit welcher Begeiste-
rung die Schiiler an ihrem Meister hingen, welcher iiberra-
schende Eifer von beiden Seiten der Aufgabe entgegengebracht
wird“.”* Ahnliche Bezichungen in der Schule beschrieb
Emil Pirchan: ,,Durch seine warme mitfiiblende Mensch-
lichkeit gewann er sich die Herzen der Schiiler, er wurde
der Abgott seiner jungen Anhinger, die ibn leidenschaft-
lich verebrten.”’* W agners Privatatelier war direkt mit
der Schule verbunden und Pirchan zufolge stand der
Lehrer den Studenten fast zu jeder beliebigen Tage-
stunde zur Verfugung. Geradezu berithmt waren die
regelmiBigen Diskussionen, die sich in Wagners Spe-
zialklasse jeden Montagvormittag abspielten. Aus-
gangspunkte fur den Meinungsaustausch waren neue
Fachzeitschriften, aber die Debatte griff uber archi-
tektonische Themen hinaus und bertihrte die verschie-
densten politischen, wirtschaftlichen und gesellschaft-
lichen Angelegenheiten.”” Wagners Methode brach-
te eine wesentliche Anderung in der Bezichung zur
akademischen Tradition, in deren Rahmen der Un-
terricht von Architektur die praktische Dimension der
Baukunst, also sowohl technologische und 6konomi-
sche als auch soziologische Fragen, tberging. Des
Architekten Aufgabe war nicht mehr nur eine Suche
nach formaler Schonheit, bei der erdverbundene Fra-
gen den ausfiuhrenden Baumeistern oder Ingenieu-

% Ibidem, S. 150.

70 Archiv architektury a stavitelstvi Ndrodniho technického
muzea v Praze (Archiv der Architektur und des Bauwesens
des Technischen Nationalmuseums, Prag), Nachlass Jan Ko-
téra, Brief vom 18. 1. 1899 (Nr. 184).

"I FABIANI 1895 (wie Anm. 68).

72 PIRCHAN, E.: Orz0 Wagner. Der grofie Baukiinstler. Wien 1956,
S. 20.
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ren uberlassen sein sollcen. Wagner gelang zu einem
betrichtlichem Male das, worum sich an der Pariser
Ecole des Beaux-Arts dreiflig Jahre vorher Viollet-le-
Duc vergeblich bemiiht hatte, unzufrieden mit der
Ausbildung tiichtiger Aquarellisten, die nur in Wett-
bewerben, aber keineswegs im praktischen Leben
brauchbar waren. Wagner hob in seinem Geiste in
der Heranbildung der Architekten die undurchldssi-
ge Grenze zwischen beauté und utilité auf.”* Dieser
Schritt bedeutete keinesfalls die Ubernahme der an
den technischen Schulen herrschenden Prinzipien. Auf
diese Lehranstalten sah Wagner mit grofler Antipa-
thie, weil er bei deren einseitig ausgebildeten und
hiufig unbegabten Absolventen gerade die kiinstle-
rische Dimension des Gestaltens vermisste. Im Ge-
genteil sollte der Architekt entfremdete Gebiete der
gegenwirtigen Zivilisation untereinander verbinden,
als die Krone der modernen Menschheir in seiner gliickli-
chen Vereinigung von ldealismus und Realismus”.” Auch
als der Wiener Professor das Spektrum der Aufgaben
um die bisher tibergangene Bereiche Urbanismus und
Bebauungsplanung erweiterte, bedeutete das vor al-
lem, ,kunstlerische Prinzipien® in diese Bereiche hi-
neinzutragen. Aber nicht einmal Wagner konnte
mehr als ein Kompromiss mit der akademischen Tra-
dition gelingen, beschrinkt sowohl durch den Rah-
men der Wiener Akademie als auch durch seine im
Kern historistische Gesinnung: Er selbst war tiber-
zeugt von dem unverginglichen Erfordernis histori-
scher Studien und auch der neue Stil sollte seiner
Meinung nach in schrittweiser Entwicklung aus dem
Vorherigen entstehen.”® Uberdies, bei allen Vorbe-
halten gegentiber dem akademischen Dirill, erkannte
er die Uberlegenheit der wesentlich mit den Prinzi-
pien der Beaux-Arts verbundenen franzosischen Ar-
chitektur an: ,,Die Franzosen, welche in den letzten zwei
Jabrbunderten unsere Meister in der Kunst waren, weisen

» POZZETTO 1980 (wie Anm. 56) S. 12-13. Vgl. PIRCHAN
1956 (wie Anm. 72), S. 21.

™ Siehe Anm. 63.
> WAGNER 1914 (wie Anm. 67), S. 13.
76 Vgl. OECHSLIN, W.: Stilbiilse und Kern. Otto Wagner, Adolf

Loos und der evolutiondre Weg zur modernen Architektur. Zirich
1994.
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12. Leopold Bauer: Arena in einem kaiserlichen Park, 1895. Albertina Wien. Foto: Jindiich Vybzm/

uns auch jetzt wieder die richtigen Ziele."”’ Deshalb tiber-
rascht es nicht, dass zum Fluchtpunke aller Schul-
ubungen die ideale Aufgabe wurde, angelegt nach
dem Vorbild der Wettbewerbsvergaben des Grand
Prix de Rome. Diese Entwiirfe verkorperten selbst
das Wesen der akademischen Lehre. Die Bauten gi-
gantischen Ausmales sollten niemals errichtet wer-
den, und deswegen wurden 6konomischen Fragen
nicht die geringste Aufmerksamkeit gewidmet. Wag-
ner ubertrieb sogar noch den utopischen Charakter
dieser Aufgaben, die auf der Ecole des Beaux-Arts
zum grofiten Teil Bauten fur die 6ffentliche oder na-
tionale Reprisentation umfassten.”® Auch die Verga-

77 WAGNER, O.: Einige Scizzen, Projecte u. ansgefiibrte Bamwerke.
Wien 1889. Zit. nach GRAF, O. A.: Otto Wagner. Wien — Koln
— Graz 1985, Bd. 1, S. 73. Vgl. BERRY, J. D.: From Histori-
cism to Architectural Realism: On Some of Wagner’s Sources.
In: MALGRAVE, H. F. (Hrsg.): Otto Wagner, Reflections on the
Raiment of Moderniry. Santa Monica (Calif.) 1993, S. 243-278.

be fir die unteren Studienjahre der Wagnerschule
hatten ihr Vorbild in den monatlichen Wettbewer-
ben der Pariser Ecole (concours mensuels d'émulation), die
fiir ihre Schiiler mehr oder weniger verpflichtend wa-
ren und deren Themen bereits vom praktischen Leben
ausgingen. Unter diesen Aufgaben kamen geldufig
Bautypen wie Bider, Schulen, Wohnhiuser, aber sogar
auch Telegraphentiirme oder Bahnhofe vor.” Der
gleichfalls hiufig kritisierte graphische Formalismus
der Schularbeiten in Wagners Spezialklasse ist als Uber-
bleibsel der akademischen Tradition zu erkléren.
Im ersten Semester nach Wagners Ankunft auf
der Akademie, also ab Herbst 1894 bis zum Friih-

8 EGBERT 1980 (wie Anm. 63), S. 140.
7 JACQUES, A.: The programmes of the architectural section

of the Ecole des Beaux-Arts, 1819 — 1914. In: MIDDLETON
1982 (wie Anm. 63), S. 59-65.
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13. Leopold Bauer: Studie zu einem Denkmal am Meere, um 1895.
Albertina Wien. Foto: Jindiich Vybiral.

ling des néchsten Jahres, arbeitete Bauer am Entwurf
eines grofen, neobarocken Treppenhauses. Eine mit
technischer Bravour ausgeftihrte Studie bezeugt noch
keine Anderung in der Fithrung der Schule.** Aber
gleichermallen so wenig entspricht der eingebiirger-
ten Vorstellung von Wagners Spezialklasse als Labo-
ratorium der modernen Architektur Bauers Entwurf
einer Arena in einem kaiserlichen Park von 1895. Er
stellt ein nicht groBes Theatergebdude dar, mit offe-
ner Bithne auf halbrundem Grundriss, umringendem
Sdulengang und zwei bekronenden Dachlauben.®!
Wie es sich bei Bauten dieser Art gehorte, schopfte
das Formenrepertoire tberwiegend aus dem Barock

8 Albertina, Entwurfskizze zum Stiegenhaus, 27. 10. 1894.

81 Tbidem, Entwurfs-Skizzen zu einer Arena in einem Kkaiserli-
chen Park, 1895.

8 WAGNER 1889 (wie Anm. 77); GRAF 1985 (wie Anm. 77),
S.72.

% WAGNER 1914 (wie Anm. 67), S. 41-42.
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und die Sendung des Baus, ein Tempel der leichten
Muse zu sein, driickte auch der in Krone und Ein-
gangspartie konzentrierte prunkvolle Skulpturen-
schmuck aus. Vergleichen wir jedoch diesen Entwurf
mit Bauers idlteren Arbeiten, sehen wir deutlich eine
Verschiebung zur einfacheren und tektonisch klare-
ren Struktur. Die barock bewegte Silhouette und rei-
che Dekoration kann kaum verdecken, dass der tat-
sachliche Ausgangspunkt des Entwurfs bereits die
Jfreie Renaissance” ist, die nach der damaligen Uber-
zeugung Wagners den angemessensten kiinstleri-
schen Ausdruck fir moderne Zwecke und Konstruk-
tionen bot.* Bauers Lehrer bevorzugte zwar Schop-
fungen neuer Formen, liel3 jedoch auch Adaptionen
des Bestehenden zu: ,Der Architekt mige daber in die
volle Schatzkammer der Ueberlieferung greifen, das Gewdbhlte
aber nicht copiren, sondern durch Neugestaltung seinen
Zwecken anpassen.®

Bauer hinterlief uns keine Erinnerungen an den
Aufenthalt auf der Akademie. Nur als er spiter sei-
nen Sohn schulmeisterte, erinnerte er daran, dass er
in dieser Zeit mindestens funfzehn Stunden am Tag
gearbeitet hatte.® Unter seinen ilteren Mitschiiler
waren von den spiter bedeutenderen Architekten der
Pragerdeutsche Friedrich Kick und der Pilsener
Landsmann FrantiSek Krdsny, gemeinsam mit thnen
ging von Hasenauer zur Wagnerschule auch Adolf
von Infeld. Zwei Jahre lang begegnete Bauer auf der
Akademie auch Hubert Gessner, Jan Kotéra, ein Jahr
lang Josef Ple¢nik und Alois Ludwig.® Herzlichere
Beziehungen unterhielt er jedoch auch fernerhin mit
Alfred Castellitz, Viktor Kovaci¢ und Franz Ma-
touschek. Mit Ple¢nik duzte er sich zwar, aber ihre
nicht sehr zahlreichen Briefe flieen nicht von inni-
gem Ton Uber. Weiter freundete er sich mit Hoff-
mann an, aber seine spitere Behauptung, dass er ge-
meinsam mit ihm und Olbrich den berihmten Sie-
benerclub gegriindet habe, wird wohl nicht vollig im
Einklang mit der Realitit stehen.® Uber Bauers in-

8 Albertina, Brief an den Sohn Wolfgang vom 14. 2. 1933.
% POZZETTO 1980 (wie Anm. 56), S. 142.

% Albertina, Autobiographie des Kiinstlers von 1936. Zum
Siebenerclub siche KLEEHOVEN, H. A. von: Die Anfinge
der Wiener Secession. In: Alte und moderne Kunst, 5, 1960,
S. 6-10.



tellektuelle Interessen wissen wir, dass er sich in der
Zeit seiner Wiener Studien mit 6konomischen Fra-
gen, besonders mit dem Funktionieren des Geldmark-
tes und des Borsenhandels beschiftigte. Von der Lek-
ture Bebels ging er zu der Friedrichs Engels und spa-
ter Karl Marx’ iiber. In seiner Korrespondenz finden
wir eine humorvolle Erinnerung, wie er sich diese
Lektiire verschaffte: Den dritten Band des in Oster-
reich verbotenen Kapitals musste er sich direkt in der
Hofbibliothek ausleihen.’” Das Interesse fiir Okono-
mie und Politik begleitete Bauer dann durch das ganze
Leben. Aber in der Jugend erwarb er sich auch eine
gesundere Vorliebe wie das Bergwandern. Ein Reihe
von Zeichnungen aus dem Pitztal und St. Leonhard
in Tirol verrit, wo er die Ferien im Sommer 1895
verbrachte.®

Auf der Schule gehorte Bauer zu den erfolgreichs-
ten Wagnerschiilern. Fur den Entwurf der Arena er-
hielt er im Juli 1895 den goldenen Hofpreis, eine der
hochsten Wirdigungen fir Studenten der Akade-
mie.” 1896 fligte er eine weitere bedeutende Tro-
phée hinzu, den Hansen-Preis fur das Studium der
Antike.” Die gewtirdigte Arbeit mit dem Titel Anti-
ke Fragmente entsprach wenig den akademischen Ge-
pflogenheiten. Wihrend seine Kollegen regulire, ar-
chitektonische Projekte vorlegten, beschickte Bauer
den Wettbewerb mit einer groen Radierung, die eine
Collage aus romischen Skulpturenteilen und archi-
tektonischen Motiven darstellte.” Sein Aufenthalt auf
der Akademie war aber auch von einer intensiven
Teilnahme an architektonischen Wettbewerben aus-
gefille. Sicherlich brachte sein grofer Ehrgeiz ihn
dazu, aber zu dieser ,ausserordentlich lehrend{en)} Weise
offentlicher Prisentation trieb auch Wagner seine
Schiiler an.”” Im Mai 1895 nahm Bauer mit weiteren
zweihundert Architekten am Wettbewerb fur das
Rathausprojekt in Stuttgart teil. Gemdl den Wett-

87 Ibidem, Brief Leopold Bauers an Franz Herwig vom 19. 9.
1922.

% Ibidem, Zeichnung, dat. zwischen 24. 8. und 2. 9. 1895.

¥ Ibidem, das Zeugnis vom 19. 7. 1895 unterschrieb der Rek-
tor Josef M. Trenkwald. Pozzetto setzt die Verleihung des
Hofpreises irrtiimlich ins Jahr 1894. — POZZETTO 1980 (wie
Anm. 56), S. 213.

[

14. Leopold Bauer: Wetthewerbsentwurf fiir das Rathaus in Stuttgart,
1895. Albertina Wien. Foro: Jindiich Vybiral.

bewerbsbedingungen sollte der Neubau, auf der std-
westlichen Seite des stddtischen Markeplatzes situ-
iert, der Wirde der koniglichen Hauptstadt entspre-
chen. Die Wahl des Stils war dem Belieben der Teil-
nehmer tberlassen, unausgesprochene Voraussetzung
war jedoch, dass sich das entworfene Rathaus in seine
Umgebung eingliedere. Die Erwartung der Offent-
lichkeit fasste der Redakteur einer einflussreichen
Fachzeitschrift zusammen, dem zufolge der Wettbe-
werb eine ,willkommene Gelegenhbeit bietet, den Forde-
rungen moderner ZweckmdfSigkeit im Rabmen geschichtli-
cher Baumotive und Kunstformen zu geniigen”.”> Es wur-
de vorausgesetzt, dass sich die Architekten an das
Vorbild heimischer Architektur des Spatmittelalters
hielten. Ebenso uberwog die Ansicht, dass ein Turm
Bestandteil eines deutschen Rathauses sein musse.

% Ibidem, das Zeugnis vom 17. 7. 1896 unterschrieb der Rek-
tor Karl Kundmann.

! Ibidem, als ,Studie nach der Antike“ veroffentlicht in Der
Architekt, 2, 1896, Tf. 88.

92 WAGNER 1914 (wie Anm. 67), S. 17.
% Der Wettbewerb um den Entwurf eines Rathauses fiir Stutt-

gart in Deutsche Bauzeitung, 29, 1895, S. 309-311, 321-326,
333-335 und 341-343, hier S. 309.
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Bauer bewies in dieser Situation eine grofle Portion
Pragmatismus und kam auf der ganzen Linie den
Forderungen der Offentlichkeit entgegen. Er statte-
te das Rathaus mit einer spatgotischen Fassade mit
groBen Fensteroffnungen aus, wogegen der Umriss
des Baus schon unverwechselbare Zeichen der trans-
alpinen Renaissance hatte. In der sudlichen Ecke er-
richtete er den Turm, dessen Gegenstiick der den
Hauptratssaal auszeichnende michtige Giebel und
Erker war.”® Sein virtuos ausgefiihrter Entwurf ge-
langte jedoch nicht einmal in die zweite Runde des
Wettbewerbs. Das entscheidende Kriterium war am
Ende namlich nicht die Wahl des Stiles, sondern die
zweckmifige Organisation des Baus. Wihrend sich
im Stilausdruck sein Projekt von der siegreichen Ar-

%4 Albertina, Motto: Eroica.

% Im Wettbewerb wurde der erste Preis nicht verlichen, den
zweiten Preis erhielten die Architekten Neher und Kauffmann
aus Frankfurt, Kuder und Miiller aus Stralburg und Vollmer
und Jassoy aus Berlin.
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beit nur wenig unterschied, konnte sich in anderer
Hinsicht der junge Architekt mit erfahrenen Vor-
kampfern weiterhin nicht messen.”

Ohne Erfolg beendete Bauer auch die Teilnahme
am Projektwettbewerb fur das Museum in Reichen-
berg (Liberec), der im Herbst 1895 ablief. Die Be-
dingungen, eine malerische Losung hervorhebend,
versprachen modernen Architekten keine grof3e
Chance, in der Jury saf3 jedoch neben lokalen Fabri-
kanten auch Otto Wagner.”® Die Gestalt von Bauers
Entwurf kennen wir nicht, nur das erhalten geblie-
bene, graphisch ausgefiihrte Titelblatt suggeriert, dass
seine AuBerung moderner gewesen sein konnte als
im vorherigen Fall.”” Der Verlauf beider Scharmuitzel
ist fur unsere Interpretation hauptsichlich deswegen

% Deutsche Bauzeitung, 29, 1895, S. 316.

77 Albertina, Entwurf fiir ein Nordbshmisches Gewerbemuse-
um in Reichenberg, Motto: Utile dulci, Titelblatt mit Situa-
tion.



16. Leopold Bauer: Fiirstensitz Monaco, Ansicht von der Stadt, 1896. Albertina Wien. Foto: Jindiich Vybiral.

wichtig, weil er die wichtige und nicht vollig offen-
kundige Dimension des mitteleuropiischen Kultur-
systems am Ende des 19. Jahrhunderts zeigt. Nach
dem Misserfolg von finfzig Gsterreichischen Teilneh-
mern am Stuttgarter Wettbewerb begann ndmlich
die deutsche Kritik auf das schwache Niveau der ar-
chitektonischen Konkurrenz in Bauers Heimatland
und indirekt auch auf die Riickstindigkeit der Wie-
ner Architektur hinzuweisen.”® Der Reichenberger
Wettbewerb sollte deswegen ein ,,Anzeichen der Besse-
rung in den osterreichischen Preisausschreibungen® sein.”
Die teilnehmenden Architekten jedoch tberschritten
entweder den gegebenen Kostenvoranschlag oder
schickten misslungene Entwiirfe ein, und so bekam
das feindliche Lager weitere Argumente in die
Hand.'” Diese Umstinde erkldren zu einem betracht-
lichem Mafe sowohl den Akademismus der Studen-

% Deutsche Bauzeitung, 29, 1895, S. 343.

% Ibidem, S. 315.
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tenarbeiten in der Wagnerschule, wie auch den Op-
portunismus einzelner an Wettbewerben teilnehmen-
der Schiler. Dem Wiener Professor und seinen Stu-
denten fiel die Aufgabe offizieller Reprisentanten der
osterreichischen Architektur zu und diese Tatsache
beschrinkte die Moglichkeiten ihres bahnbrechenden
modernistischen Auftretens. Wagner unterzog zwar
den deutschen Rathauswettbewerb einer beilender
Kritik,'"" seine eigenen Wettbewerbsentwiirfe konn-
ten jedoch die herrschenden Maf3stibe nicht ignorie-
ren. In kithnen Manifesten, kontrastierend mit rela-
tiv zahmen architektonischen Leistungen, konnen wir
deshalb etwas wie eine artilleristische Vorbereitung
erblicken, die Offentlichkeit fiir die Ankunft noch
kihnerer Losungen bearbeitend.

Aus diesem Blickwinkel ist es notig, auch Bauers
Schulabschlussprojekt zu betrachten. Wagner gab

190 Thidem, S. 604.

LW AGNER 1914 (wie Anm. 67), S. 38.
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thm im Geist der akademischen Tradition als Verga-
be eine architektonische Phantasie auf — den Furs-
tensitz in Monaco. Einzelne Blitter, datiert vom De-
zember 1895 bis Juli 1896, stellen einen umfangrei-
chen Komplex von Gebduden gargantuesker Ausma-
Be dar, untergebracht auf dem felsigen Gipfel der
mittelmeerischen Sommerfrische. Aus der veroffent-
lichten Beschreibung geht hervor, dass den linken Teil
des bebauten Geldndes die eigentliche Residenz des
Zwergmonarchen einnahm, den rechten die Spielka-
sinos und Festsile, wihrend in der Mitte der Kom-
position der offentliche Raum mit Theater, Museum,
zwei Kirchen, Reitschule und Restaurants situiert
werden sollten.'” Bauer ordnete in beiden Hauptan-
sichten die Massen symmetrisch lings der Querachse
an und ordnete sie der zentralen Dominante in der
Gestalt einer kuppelbedeckten Kirchenhalle unter.
In der zum Meer exponierten Fassade brachte er tiber
einem Sdulenportikus effektvoll eine halbkugelformi-
ge Kuppel auf hohem Tambour zur Geltung, woge-
gen er in Richtung zur Stadt ein flacheres Relief wihlte
und an die Stelle einer Kuppel eine niedrigere Krone
setzte. Mit der Disposition der Volumina und der
ungewohnten Durchdringung der sakralen und pro-
fanen Zwecke evoziert Bauers Entwurf Bauten wie
den spanischen Escorial oder das Pariser Hotel des
Invalides, auch wenn seine Ahnlichkeit mit den bom-
bastischen ,Domen® der Weltausstellungen untiber-
sehbar ist. Ahnlich wie diese ephemeren Bauten iiber-
rascht der Fiirstensitz mit der Verbindung von histo-
rischer Symbolik und technischer Utopie, die neben
den phantastischen Ausmaflen auch durch die An-
wendung moderner Errungenschaften wie Lastenauf-
ziige und Personenseilbahnen zum Ausdruck kamen.

Im Formenrepertoire stimmt Bauers Entwurf
sozusagen mit den gleichzeitigen Projekten seiner
Kollegen aus der Wagnerschule tberein. Der Furs-
tensitz ist gleich wie Hoffmanns Entwurf ,, Forum or-
bis, insula pacis“ eine AuBerung eines selbstbewuss-
ten Eklektizismus’ barock-klassizistischer Tradition,
der sich auf die Antike, Michelangelo, Fischer von

192 Der Architekt, 2, 1896, S. 46, Tf. 81 und 82.
105 GRAF 1985 (wie Anm. 77), S. 48.

104 SEDLMAYR, H.: Johann Bernard Fischer von Erlach. Wien
1976, S. 178.
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Erlach und Schinkel berief. Sein unmittelbares Mus-
ter jedoch war das Werk Wagners selbst, vor allem
der Wettbewerbsentwurf fur den Reichstag von 1882.
Von ihm tibernahm Bauer die flache Kuppel mit der
Krone und die Sdulenfassade, aber auch den ,,Festap-
parat®, hauptsichlich Obelisken, Pylone und Friese
mit Skulpturenschmuck, die verbindliche Forderung
nach Wiirde erfiillend.'” Traditionelle symbolische
Motive und allgegenwirtige allegorische Figuren
schaffen gemeinsam sozusagen ein barockes ,Novum
Theatrum Architecturae®.'® Richtschnur fiir Bauer
war offensichtlich Gottfried Sempers ,Praktische As-
thetik®, gemif der eine monumentale Wirkung nur
moglich ist ,.durch Emancipation von der struktiv-stoffli-
chen Realistik, durch sinnbildliche Vergeistigung*.'"”> Zur
Vorstellung einer modernen, aus neuen Bediirfnis-
sen und Konstruktionen entstehenden Architektur,
hatte es diese Schularbeit meilenweit. Allein die fol-
gerichtige Abtrennung der Dekoration vom ostenta-
tiv ausgestellten, ja sogar betonten tektonischen Ske-
lett deutet an, welche Folgen in Zukunft Sempers
Lektion fur den jungen Architekten haben wird.

Rom und Paris

Wagner war mit dieser Arbeit zufrieden — in ei-
nem spiteren Brief bezeichnete er sie als ein ,glin-
zendes Projekt“."" Bauer erhielt sodann als offizielle
Anerkennung fur seine Leistung ein Reisestipendi-
um, das ihm einen zweijihrigen Aufenthalt in Italien
und Frankreich ermoglichte. Den jungen Architek-
ten konnte nur verdriefen, dass es nicht die prestige-
trachtigste Auszeichnung war, der sog. Rompreis, den
schon ein Jahr zuvor Hoffmann gewonnen hatte, son-
dern das Schwendenwein-Stipendium fur die besten
Studenten deutscher Nationalitit.'”” Uber den Ver-
lauf von Bauers Studienreise haben wir nur indirekte
Informationen aus seinen Skizzenbiicher und Zeich-
nungen. Mit Sicherheit wissen wir, dass er den An-
fang April 1897 in Florenz verbrachte, mit Monats-
ende war er schon in Rom und drei Wochen darauf

105 SEMPER, G.: Der Stil in den technischen und tektonischen Kiin-
sten oder Praktische Aesthetik. Frankfurt a. M., Bd. 2, S. 381-
382. Vgl. BERRY 1993 (wie Anm. 77).

19 Albertina, Brief von O. Wagner vom 25. 7. 1898.

W7 POZZETTO 1980 (wie Anm. 56), S. 142 und 213.



brach er zum stdlichen Teil der Halbinsel auf. Im
Januar 1898 ist sein Aufenthalt in Mailand belegt.'*®
Im Juli des Jahres skizziert er das Leben in den Pari-
ser Straflen und seine Anwesenheit in der franzosi-
schen Hauptstadt erwidhnt Adolf Loos in einem Zei-
tungsartikel.'” Otto Wagner hielt die Institution der
~Romreise“ fiir iberlebt und riet seinen Schiilern, sich
anstelle von archiologischen Studien in Italien dem
Kennenlernen des zeitgendssischen Bauens in den
europdischen GrofBstidten zu widmen: ,,Nicht also um
traditionelle Formen in sich aufzunebmen, sondern um He-
bung des Kulturniveaus handelt es sich beim reisenden Kunst-
jiinger.“"'* Als wire es erst im Augenblick des Verlas-
sens der Schule erlaubt, die akademischen Konven-
tionen zu vernachldssigen. Bauer nahm diese Emp-
fehlung mit Dank an und zeichnete die antiken
Denkmaler nur sporadisch: Mit Ausnahme der Tem-
pel in Paestum, rustikaler Architektur auf Capri und
verschiedenen Figurenstudien finden wir in seinen
Skizzenblichern unter den italienischen Motiven nur
Landschaften und Genreszenen. Dariiber hinaus wid-
mete er sich der Entfaltung eigener Einfille und Stu-
dien. Er beschickte weitere architektonische Wett-
bewerbe und wie wir aus seinen Erinnerungen wis-
sen, begann er in Rom zu uberlegen, wie Darwins
Evolutionstheorie und das Energieerhaltungsgesetz

auf die Entwicklung der Kunst anzuwenden sei.'"

198 Albertina, Zeichnungen und Skizzenbiicher aus den Jahren
1897 und 1898.

WLOOS, A.: Aus der Wagner-Schule. In: Nezxe Freie Presse, 31. 7.
1898.

" WAGNER 1914 (wie Anm. 67), S. 27.

"' Albertina, Brief Leopold Bauers an Fritz Pollak vom 23. 12.
1907.

12 Ibidem, Tagebuch der Jahre 1892 — 1894, Skizzenbiicher der
Jahre 1896 — 1898.

Auf seinen Zeichnungen taucht aber auch ein cha-
rakteristisches Frauenprofil auf: Bauer hatte seit dem
Frihling 1893 Bekanntschaft mit der damals neun-
zehnjdhrigen Laura Ficker und den Tagebucheintra-
gungen zufolge durchlebte er die Beziehung sehr
ernst.''? Es ist zu erwarten, dass ihn in der Zeit der
romischen Reise nicht nur die Architektur beschif-
tigte.

Die traditionellen Kiinstlerbiographien stellten die
Schopfer als Genies und Entdecker dar, die schon in
der Jugend ungewohnliche Eigenschaften aufwiesen,
namentlich auBerordentliche Begabung und Origi-
nalitit.'"” Die Geschichte des jungen Bauer zeigt da-
gegen eher den beschwerlichen Prozess des Lernens,
dessen erfolgreiches zu Ende fithren war neben Ta-
lent durch starken Willen und breite intellektuelle
Interessen bedingt. Sein kiinstlerisches Heranreifen
widerspricht auch dem konventionellen Bild der ers-
ten modernistischen Generation als Rebellen, die den
Bruch mit Tradition und Geschichte anstrebten. In
den Uberlegungen des jungen, Rafael und Michelan-
gelo bewundernden Bauer gibt es gar keine Spuren
solch einer infantilen Revolte. Sein Weg zur moder-
nen Architektur war durch und durch eine Evolu-
tion.

Deutsch von S. Bartilla

15 HELLWIG 2005 (wie Anm. 3), S. 140-147. Vgl. BAKOS,
J.: O monografii. In: BAKOS, J.: Periféria a symbolicky skok.
Bratislava 2000, S. 98-106. Die Studie entstand als Bestandteil
des Projektes 408/05/0789, Leopold Bauer (1872 — 1938),
unterstiitzt von der Grantové agentura Ceské republiky (Agen-
tur fir Projektforderung der Tschechischen Republik). Es ist
dem Autor eine angenehme Pflicht fiir das zuginglich Ma-
chen von Bauers Nachlass in der Wiener Albertina zu dan-
ken. Von den 6sterreichischen Kollegen machten sich um das
Entstehen dieser Arbeit namentlich Dr. Markus Kristan und
Mag. Sybille Hentze verdient.
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Studijné a putnické roky
Leopolda Bauera

Resumé

Leopold Bauer (1872 — 1938) patril k prvym Zia-
kom Otto Wagnera po jeho ndstupe na viedenska
Akadémiu vytvarnych umeni. Jeho pociatoénd tvor-
ba predstavovala jednu z najrydzejsich manifestacii
ranej moderny v strednej Eurdpe. V Case, ked sa jeho
sucasnici venovali prevazne mdde krivkovej ornamen-
tiky, smeroval k jednoduchym geometrickym for-
méam, ktorym pri vyzdobe pripadalo len podruzné
miesto. Mlady umelec patril k prominentnym ¢lenom
Viedenskej secesie, aranzoval jej vystavy a redigoval
jej Casopis Ver Sacrum. Jeho najstar$ia architektonic-
k4 realizdcia, vila Karla ReiBiga v Brne (1901 — 1902),
bola oznacovand ako prvy moderny dom v rakuskej
monarchii. Neskér vSak Bauer prehodnotil svoje vy-
chodiskd a presiel k pozicidm nového historizmu. Svoj-
ho ucditela Otto Wagnera podrobil ostrej kritike
a udajne s podporou konzervativnych politickych kru-
hov sa stal na niekolko rokov jeho ndstupcom na pro-
fesorskom stolci.

Sttdia sa zaoberd prvym tisekom Bauerovej Zivot-
nej a tvorivej drahy od jeho narodenia v sliezskom
Krnove, cez roky stravené na Vyssej priemyslovej $kole
v Brne a Akadémii vytvarnych umeni vo Viedni, az
k ,rimskej ceste” v zdvere jeho architektonického §ta-
dia. Doteraj$ie poznatky o Bauerovej mladosti a do-
spievan{ st tu obohatené o informdcie z umelcovej
obsiahlej, doteraz nepristupnej pozostalosti, ulozenej
vo viedenskej Albertine. Bauerove ndzory a zdmery
st zretelné v jeho ranych listoch, dennikoch, ako aj
v prvych projektoch. Autor hlada savislost existenci-
alnych prezivani a skdsenosti tvorcu s jeho tvorbou.
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Pri tom si kladie otdzku, ¢i biografické bddanie moze
fungovat ako racionédlna a doveryhodnd stratégia ve-
daca k vnttornému porozumeniu diela. Nevyhnut-
nd metodickd skepsa ma svoj pévod v ivahach Hein-
richa Wolfflina a Hansa Tietzeho: ti uz pred storo-
¢im vyjadrili pochybnost o zdkladnom predpoklade
biografického vykladu, Ze dielo odzrkadluje Zivot
umelca, a Ze sa v lom bezprostredne spredmetfiuja
zivotné okolnosti. Podla nich nie je mozné pomocou
zivotopisu zviditelnit vSeobecné tendencie umenia,
pretoze osud jednotlivea a logika historického proce-
su sa vztahuju k zdsadne rozdielnym stradniciam.
Bolo to v8ak prive neskorsie sklamanie z ,,dejin ume-
nia bez mien“ a neddvera vo¢i moznostiam nasej dis-
cipliny exaktne vylozit historickd zmenu, ¢o vratilo
»dejiny umelcov” spit do hry.

Tradi¢né umelecké biografie prezentovali tvorcov
ako géniov a objavitelov, ktorf uz v mladosti vykazo-
vali nev§edné vlastnosti, najmd mimoriadne nadanie
a originalitu. Pribeh mladého Bauera ukazuje naopak
skor tazky proces studia, ktorého tspe$né zavfSenie
bolo spolu s talentom podmienené silnou volou a Siro-
kymi intelektudlnymi zdujmami. Jeho umelecké do-
zrievanie odporuje tiez konvenénému obrazu prvej
modernistickej generdcie ako buri¢ov domahajucich
sa rozchodu s tradiciou a dejinami. V rozmyslani mla-
dého Bauera, obdivujuceho Rafaela a Michelangela,
nie je ziadna stopa po takejto infantilnej revolte. Jeho
cesta k modernej architekture bola rydzo evoluc¢na.

Preklad M. Vanco
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Acquired and Dispersed: The Collections
of Grazioso Enea Lanfranconi and Baron Karl Kuffner

Ingrid CIULISOVA

Exhibitions of European Works of Art

The picture gallery of the Slovak Museum in Brat-
islava was ceremonially opened on 23™ March 1943.
According to the long-serving curator of the muse-
um Ludmila Kraskovska: “The Slovak public had for
the first time an opportunity to appreciate examples of Euro-
pean fine art on its own territory...”" But it is appropria-
te to comment here that this statement was not ac-
curate and reflected more the current political reality
— the existence of the Slovak state. The inhabitants
of multi-ethnic Bratislava (Pressburg, Pozsony) and
visitors to the city could see works of European art in
the exhibition rooms of the Bratislava City Museum
at least in the second half of the 1920s. I have in mind
the new installation of the city collections, started in
1926 and including a picture gallery from 1930.2 It
included various examples from world art, which be-
came the property of the City Museum in Bratislava

* This study was written within the framework of research grant
No. 2/7093/27 of the grant agency VEGA of the Slovak Aca-
demy of Sciences and the Ministry of Education of the Slovak
Republic. I would like to thank you to Dr Marian Bisanz-
Prakken, Dr Walter Liedtke, Michéle Perny, Dr Katalin Pli-
hél, Mgr Hildegarde Pokreis, Anne Simpson (NIAS) and the
representatives of the Gallery of the Town Bratislava and The
City Museum in Bratislava for their kind help.

! KRASKOVSKA, L.: Z dejin historického tstavu Slovenské-
ho ndrodného muzea (From the history of the Institute of His-
tory of the Slovak National Museum). In: Zbornik Slovenského
ndrodného miizea, Histdria, 79, 1985, p. 335.

N

FAUST, O. — FUSAK, L.: Z hist6rie mestského muzea v Bra-
tislave (From the history of the City Museum in Bratislava).
In: Sto rokov mestského miizea v Bratislave 1868 — 1968. Brati-

either as donations from private individuals, as in the
case of the donation of Jan Nepomuk Batka for ex-
ample, or through purchase on the art market at the
beginning of the twentieth century.

In the wider cultural context of the Czechoslovak
Republic, a significant exhibition of old works of art
from the Bratislava collections also provided a further,
undoubtedly unique opportunity to admire works of
world art. It was organized in 1928 by the Art Club
of Slovakia (Umeleckd beseda slovenskd) in Bratisla-
va. It gave the Bratislava community the opportuni-
ty to appreciate previously little known works of art
coming from the collections of prominent Bratislava
private collectors such as Karl Stampfel, as well as
works from the collections of the City Museum and
the Slovak Museum. It was also the first public dis-
play of high quality works of world art, acquired by
the Czechoslovak state following the dispersal of the
collection of Count Janos Palffy.’

slava 1968, p. 23; Strucny katalig Mestského miizea podla miest-
nosti (A brief catalogue of the City Museum arranged by ro-
oms). Bratislava 1931; GUNTHEROVA, A. — WAGNERO-
VA, O.: Katalég Mizea mesta Bratislavy. Bratislava 1933;
GUNTHEROVA, A. — WAGNEROVA, O.: Strutny katalig
mestského miizea podla miestnosti (A brief catalogue of the City
Museum arranged by rooms). Bratislava 1933; Sbierky obra-
200, plastik a Sperkov. Kataldg k vistave Mestského miizea v Bra-
tislave (Collections of pictures, sculptures and jewellery. A ca-
talogue of an exhibition at the City Museum in Bratislava).
Bratislava 1934.

3 Staré umenie z bratislavského majetku do roku 1800. Katalig X XII.
Vystavy Umeleckej besedy Slovenskej (UBS) (Old art from Brati-
slava property up to 1800. Catalogue of the 22™ exhibition of
the Art Club of Slovakia). Bratislava, 11% March — 4" April
1928. Bratislava 1928.
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1. Grazioso Enea Lanfranconi. Courtesy of the Gallery of the Town
Bratislava. Photo: Ladislav Sternmiiller.

The exhibition of world old master pictures at the
Slovak Museum in Bratislava, organised soon after
the end of the Second World War in 1946, also had
a specific character. In the foreword of the catalogue
one of the curators Jaroslav Dubnicky stated that the
exhibition was presenting to the public pictures, which
had never been exhibited before. However, his rheto-
ric already signalled the revolutionary surge of com-
munist power: “It was the custom of the German and
Hungarian landowners of aristocratic origin to invest part
of the income gained from exploiting the Slovak people in art
collections, which were usually not formed because of a love

4 DUBNICKY, J. - GUNTHEROVA, A. — KRASKOVSKA,
L.: Vistava obrazov starych svetovych majstrov 15. — 19. storocia
(Exhibition of pictures by Old Masters of the fifteenth to ni-
neteenth Centuries.) [Exhib. Cat.} Bratislava : Slovenské mu-
zeum, 1946.

> See JAEGER, J.: Die Lanfranconischen Kunstsammlungen. In:
Wiener Almanach. Jabrbuch fiir Literatur, Kunst und iffentliches Le-
ben, 1895, pp. 393-397; FRIMMEL, T. von: Geschichte der Wie-
ner Gemdildesammlungen. Berlin — Leipzig 1899, Vol. 1, pp.93-
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of art or to make important works of art accessible to the
public, but to impress ‘honoured’ guests, although this ap-
proach was in conflict with the nature and purpose of the
work of art. It will only be an act of justice if these works of
art are no longer imprisoned in mansions, but become the
property of the state and the state collections are enlarged.”
In this case, the exhibited pictures by Italian, Dutch,
Spanish, French, English and German masters, as well
as old Russian icons, came from confiscated or aban-
doned mansions in the territory of Slovakia. Many of
the pictures on display were originally part of the pic-
ture gallery of the Brunswick family at Dolnd Krupa.
However, the names of two important Central Euro-
pean art collectors associated with the territory of Slo-
vakia — Grazioso Enea Lanfranconi (1850 — 1895)
and Baron Karl Kuffner (1847 — 1924) — did not
appear in connection with any of these exhibitions,
or did so only marginally.

The collection
of Grazioso Enea Lanfranconi

Grazioso Enea Lanfranconi (1850 — 1895) came
from a Lombard patrician family [Fig. 1}. His parents,
Antonio Lanfranconi (1810 — 1875) and Maria Lan-
franconi née Romeri permanently settled in Bratisla-
va (Pressburg, Pozsony) after buying the Devin quar-
ry. Grazioso Enea Lanfranconi also settled here at the
end of the 1860s after completing his studies at the
Polytechnic in Milan. He was one of the leading spe-
cialists of his time in the area of waterworks, and the
river Danube was at the centre of his attention.
A noteworthy project for regulating the Danube and
using it as a route for shipping is associated with Lan-
franconi’s name. He was also interested in history and
became notable during his life as an enthusiastic col-
lector and owner of a great art collection.” However,
the collection of pictures which he built up has been

96; Lanfranconi, Enea Grazioso. In: Osterreichisches Biographis-
ches Lexikon und biographische Dokumentation 1815 — 1950, Wien
— Koln — Graz 1969, Vol. 4, Lfg. 20, p. 437; Slovensky biogra-
ficky slovnik (Slovak Biographical Dictionary). Martin 1989,
Vol. 3, p. 348; KEMENY, A.: Dejiny slovenského zberatel-
stva IIT (History of Slovak Collecting III). In: Vytvarny Zivot,
35, 1990, No.7, p. 62; KARASOVA, Z.: Podivuhodny in%i-
nier (The Strange Engineer). In: Historickd revue, 1996, No.7,
p. 30; CIULISOVA, L.: Paintings of the 16th century Netherlan-
dish Masters. Slovak Art Collections. Bratislava 2006, pp. 18-19.



2. Lanfranconi
Palace in Bratislava.

little studied and Lanfranconi himself has remained
an elusive figure. The catalogue of Grazioso Enea
Lanfranconi’s collection of old master pictures, pre-
pared by the art critic Emmerich Ranzoni (1823 —
1898) and published at the beginning of the 1880s,°
reveals that the pictures were on display in the Lan-
franconi Palace on the former Coronation Square
[Fig. 21, probably designed by the architect Ignéc Fei-
gler junior. They included about three hundred paint-
ings by Italian, French, Spanish, Dutch, Flemish, Ger-
man and other masters. Venetian paintings prevailed
among the Italian works and it was noteworthy that
Lanfranconi developed a taste for late Flemish and
Dutch art. The most numerous group, amounting to
more than half the works in the above mentioned
catalogue, consisted of pictures by Flemish and Dutch
masters. Furthermore, Ranzoni’s catalogue also re-
veals, that Lafranconi was a passionate collector of
the paintings by Peter Paul Rubens. Ranzoni men-

& Catalog der Sammlung von Gemdilden iilterer Meister in Besitze
des Herrn Commendatore Lanfranconi in Pressburg von Emme-
rich Ranzoni. (8-r. 30 1.) Pressburg, év. N. An-germayer C.
konyvny.

tions a collection of thirteen paintings by Rubens and
his studio including such works as “The Death of
Dido”, “The Battle of the Amazons” and a picture
from a cycle on the life of Achilles — “Achilles Slays
Hector”. Lanfranconi also collected pictures of con-
temporary masters, especially by Hungarian and
German painters. As pointed out in the concluding
note of the catalogue, he acquired the pictures from
prominent European art collections of families such
as the Hohenzollerns, Kauntitzes, Collaltos, Monten-
uovos, Zampieris, Strasoldos, Festetics and Enzens-
bergs. He gained the necessary financial resources
mainly from ownership of the Devin quarry and from
business connected with the regulation of navigable
rivers in the Kingdom of Hungary.

As in the case of Karl Kuffner’s art collection, we
do not know how and where the pictures were exhib-
ited in his palace in Bratislava. However, we do know
that the individual attributions were the result of con-

7 Introduction by J. M. Heberle to the Katalog der ausgezeichne-
ten Gemdilde-Galerie des Pressburg verstorbenen Herrn Grazioso Enea
Lanfranconi. Ed. J. M. HEBERLE — H. LEMPERTZ SOHNE.
Oct. 21. — 23. Cologne 1895.
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3. Pieter Brueghel The Younger: The Whitsun Bride. Photo:

sultations with the highly respected experts of the
time, including the already mentioned Emmerich
Ranzoni, Giovanni Morelli and Theodor von Frim-
mel, who were frequent guests of Lanfranconi in Brat-
islava.” But Grazioso Enea Lanfranconi also became
well-known as a collector of old maps, which were
clearly connected with his professional orientation
towards hydrology and hydrography. He succeeded
in obtaining various remarkable maps related mainly
to the territory of Central Europe and the Kingdom
of Hungary, by such map makers and cartographers
as Wolfgang Lazius, Johann Sambucus, Vincenzo

His library as well as his collection consisting of twelve ma-
nuscripts, one hundred sixty seven printed maps and thirty
eight atlases were purchased by the Hungarian National Lib-
rary in 1895 and today are preserved at the National Szeché-
nyi Library. — PATAY, P.: Az Orszdgos Széchényi Konyvtdr
Térképtardnak torténete (1802 — 1946). In: Kiilinlenyomata
az Orszdgos Széchényi Kinyvtdr Evkinyve, 1986 — 1990, p. 281.
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Courtesy of The Metropolitan Museum of Art, New York.

Maria Coronelli, Frederick de Wit and Samuel Miko-
viny. Finally, contemporaries also mentioned Lanfran-
coni’s exceptional library.® A collection of prints and
drawings also had an important place in Lanfranco-
ni’s collections, including a comprehensive group of
works associated with Bratislava and its surround-
ings. In 1888, he donated some of those to the City
Museum in Bratislava.” The staff of the City Muse-
um succeeded in acquiring further parts of Lanfran-
coni’s graphic collection from the Bratislava art mat-
ket in 1923 and 1929. This involved mainly graphic
works of Italian, Netherlandish and German mas-

9 FAUST — FUSAK 1968 (sce in note 2), p. 15.

10 FRANCOVA, Z.: V§voj zbierkového fondu Mestského mi-
zea v Bratislave v medzivojnovom obdobi (1918 — 1939). (The
development of the collections of the City Museum in Brati-
slava in the inter-war period, 1918 — 1939). In: Zbornik Mest-
ského miizea v Bratislave, 15, 2003, p.136.



4. Peter Paul Rubens:
The Death of Didb.
Photo: Courtesy of Musées
du Lonvre, Paris. RMN,
Gérard Blot.
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5. Karl Kuffner. Courtesy of the personal archive of Hildegarde Pokreis.

ters.'” He was also interested in collecting sculptures,
for example, a collection of Baroque wooden busts
made in the studio of Georg Rafael Donner and orig-
inally forming part of the decoration of St. Martin’s
Church in Bratislava, Lanfranconi purchased the busts
during a restoration of the church in the 1860s."
Grazioso Enea Lanfranconi died suddenly in 1895
and was buried in Bratislava.'? In the same year, his

" The set of twenty eight wooden Baroque busts made about
1736 was originally part of the choir stalls in the chancel of
the Church of St. Martin in Bratislava. According to local li-
terature, they were regarded as the work of Johann Messer-
schmidt. About the beginning of the twentieth century, twenty
four of the busts from Lanfranconi’s collection found its way
to Budapest and since are now part of the collections of the
Hungarian National Gallery. — POTZL-MALIKOVA, M.:
Juraj Rafael Donner a Bratislava (1693 — 1741) (Georg Rafael
Donner and Bratislava). [Exhib. Cat.} Bratislava : Slovenskd
ndrodnd galéria, 1992, pp. 39-40.

12 He was buried on 11% March 1895 in the Ondrejsky Cemete-
ry in Bratislava. The surviving monument bears the names of
Lanfranconi’s father Antonio (1810 — 1875), his brother Luigi
(1858 — 1920) and of Vittoria Lanfranconi (1906 — 1940). See
OBUCHOVA, V.: Ondrejsky cintorin (The Ondrejsky Ceme-
tery). Bratislava 2004, pp. 178-180.

Y Pieter Brueghel The Younger, “The Whitsun Bride” (New
York, The Metropolitan Museum of Art, gift of George Gil-
bert Quackenbush, New York, 1939, inv. no. 39-16) is in
Ranzoni’s catalogue of Lanfranconi’s collection listed under
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heirs had the most valuable part of his collection auc-
tioned on the Cologne art market. As in the case of
the collection of Baron Kuffner, the works from Lan-
franconi’s collection now belong to prominent muse-
ums and galleries of the world. For example, it is pos-
sible to mention the picture by Pieter Brueghel The
Younger “The Whitsun Bride” now in the Metro-
politan Museum in New York [Fig. 31, Peter Paul
Rubens’ “Death of Dido” {Fig. 41, purchased by the
well-known Paris art-dealer Charles Sedlmeyer and
now in the Louvre, and Rubens’ picture “St. Albert
of Louvain” now preserved in the collection of the
Art Institute in Chicago.” The part of the graphic
collection, which Lanfranconi presented at the Brat-
islava City Museum in 1888 and the further parts
purchased in 1923 and 1929, are now the property
of the Gallery of the Town of Bratislava.

The collection
of Baron Karl Kuffner

The Jewish elite has an important place in the his-
tory of art collecting in the Austro-Hungarian Mo-
narchy. Apart from Baron Mér Lip6t Herzog (1869
— 1934), who worked for the tobacco industry, its
prominent representatives included two sugar bar-
ons. The first was Baron Ferenc Hatvdny (1881 —

no. 78 as a work of Pieter Brueghel The Elder, “Dutch Chil-
dren’s Festival”. — LIEDTKE, W. A.: Flemish Paintings in the
Metropolitan Museum of Art, I. New York 1984, pp. 25-27. In
the Cologne auction catalogue from 1895, the work appears
as lot 20. The picture “The Death of Dido” (Paris, Musées du
Louvre, inv. no. RF 1942-33) appears in Ranzoni’s catalogue
under no. 150 as P. P. Rubens “Death of Dido”. In the Co-
logne auction catalogue it is quoted as lot 604. The painting
“St. Albert from Louvain”, (Chicago, The Art Institute Chica-
go, Illinois, inv. no. 1968.96) was registered by Ranzoni as as
“Allegory of the Ascension of St. Jerome” by Peter Paul Ru-
bens and in the Cologne auction catalogue as “St. Jerome”
(lot 174). The picture “Achilles Slays Hector” listed by Ran-
zoni as Rubens’ work no. 154 was in the Cologne auction ca-
talogue listed as lot 169. The picture is considered by Egbert
Haverkamp-Begemann as a copy. See HAVERKAMP-BEGE-
MANN, E.: The Achilles series. Brussels 1975, p. 132, also
LAMMERTSE, F.: Provenance of the sketches, modelli and
cartoons. In: Peter Paul Rubens: The Life of Achilles. Ed. F. LAM-
MERTSE — A. VERGARA. {Exhib. Cat.} Rotterdam : Muse-
um Boijmans Van Beuningen, 2003 — Madrid : Museo Naci-
onal del Prado, 2003/2004. Rotterdam 2003, pp.59-63.



1958) and the second was Baron Karl Kuffner (1847
— 1924), who lived at Slddkovicovo, formerly Mag-
yardidszeg, in Slovakia.'t Karl Kuffner {Fig. 5} came
from a Jewish family, which already owned a sugar
factory at Bfeclav (Lundenburg) in Moravia and
a brewery at Ottakring, Vienna, in the first half of
the nineteenth century. After the Austro-Hungarian
Compromise, they extended their business to the
Kingdom of Hungary. Igndc and Jakub Kuffner and
the Guttmann family established a sugar factory at
Slddkovicovo in 1867. Karl Kuffner came to Sladk-
ovicovo two years later. He remained for the rest of
his life and was buried there.

Karl Kuffner prepared himself for his career in the
sugar industry through careful study. It was mainly
thanks to him that the Sladkovi¢ovo sugar house gra-
dually became one of the most prosperous in the King-
dom of Hungary and later also in inter-war Czecho-
slovakia. Kuffner’s extraordinary success in the field
of sugar production was also recognised by his eleva-
tion to the nobility. In 1896, Karl Kuffner gained
the noble predicate “de Didszegh” and in 1904 he
was granted the title “Baron”. The break up of the
Austro-Hungarian Monarchy made no essential dif-
ference to his successful business activities. After the
formation of the Czechoslovak Republic, Kuffner re-
mained one of the leading functionaries and organiz-
ers of the sugar industry in the country.

" On the Kuffner family and Karl Kuffner see particularly:
KUFFNER, H. von: Geschichtliche Daten iiber die Familie Kuff-
ner. Verlag des Verfassers 1902; Karol Kuffner. In: TIBEN-
SKY, J. et al.: Prickopnici vedy a techniky na Slovensku (Pioncers
of Science and Technics in Slovakia). Bratislava 1988, pp. 751-
755; Kuffner, Karol. In: Slvensky biograficky slovnik (Slovak
Biographical Dictionary). Martin 1989, Vol. 3, p. 299; GAU-
GUSCH, G.: Die Familie Kuffner. In: Adler-Zeitschrift fiir
Genealogie und Heraldik, 20, (XXXIV), 1999-2000, pp. 243-
251; POKREIS, H.: Podnikanie Karola Kuffnera na juznom
Slovensku. (The business activities of Karl Kuffner in southern
Slovakia.) In: JiZni Morava. Viastivédny sbornik, 39, 2003, pp.
59-75; LILLIE,S.: Was Einmal War: Handbuch der einteigneten
Kunstsammlungen Wiens. Czernin — Vienna, 2003, pp. 615-627.
In 1933, Baron Raoul Kuffner married one of the most extra-
ordinary protagonists of Art Deco, the painter Tamara Lem-
picka (1898 — 1980). Basic biographical data about Raoul
Kuftner can also be found in the numerous publications con-
cerned with Lempicka.

Hardly any attention has so far been devoted to Karl Kuffner
as a collector, in comparison with that devoted to his relati-
ves, well-known Viennese art collectors. His name is only mar-

However, it is less well known that Baron Kuftner
was also an enthusiastic art collector and owner of
a valuable collection. Unfortunately only a few sources
of information on his passion have survived. As far as
I know, no catalogue of Kuffner’s collection was ever
published and the accessible archive materials do not
include even a basic inventory of the collection. There
is also little information about where Karl Kuffner
acquired his pictures. Therefore, the auction cata-
logues remain the basic and decisive sources of infor-
mation. They reveal that Kuffner was mainly inter-
ested in Dutch and Italian paintings, although his
collection also included sculptures, craft works and
probably also old books and rare manuscripts.

Kuffner’s collection was located in the family
mansion in the centre of Slddkovicovo, which was
expensively reconstructed by the baron after an ex-
tensive fire. However, more detailed information
concerning the division, organization and forms of
displaying the individual art works are also lacking.
We can only judge from later archive sources that
the picture gallery contained the respectable num-
ber of almost one hundred and fifty paintings. It
can be assumed that the core of Kuffner’s collection
consisted of pictures from the collection of Count
Leopold von Firmian Archbishop of Salzburg and
could have come to the collection through his wife
Frances von Firmian."”

ginally mentioned also in Slovak relevant literature. — KRAS-
KOVSKA 1985 (sce in note 1), p. 336; VACULIK, K.: Styri
desatrocia Slovenskej ndrodnej galérie. Prispevok ku genéze
galerijnej aktivity na Slovensku (Four decades of the Slovak
National Gallery. A contribution to the genesis of gallery ac-
tivity in Slovakia.). In: Slovenskd ndrodnd galéria v slovenskej kul-
trire. {Exhib. Cat.} Bratislava : SNG, 1988, p. 5. He is briefly
mentioned in the framework of the history of art collecting in
the Austro-Hungarian Monarchy by MRAVIK, L.: “Princes,
Counts, Idlers and Bourgeois”. A hundred years of Hunga-
rian Collecting. In: Studies in Modern Hungarian Painting 1892
—1919. Ed. T. KIESELBACH. [Exhib. Cat.} Budapest : Kie-
selbach Gallery, 2004; CIULISOVA,L: Paintings of the 16th
Century Netherlandish Masters. Slovak Art Collections. Bratislava
2006, pp.18-19.

The collection of Count Leopold von Firmian, Archbishop of
Salzburg, Leopoldskron Castle, Salzburg is mentioned in the
auction catalogue: Dutch and Flemish Old Masters — Italian Re-
naissance Paintings. Baron and Baroness Raoul Kuffner de Dio-
szegh, New York, Parke-Bernet Galleries. Sale Nov. 18, 1948. It is
believed that the “Altarpiece of Saints Michael and Anthony
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After the death of Karl Kuffner in 1924, his only
son Raoul Kuffner (1886 — 1962) inherited all his prop-
erty and collections. In reaction to the rise of Nazism,
he decided to move part of the family collection abroad.
In 1932, he already turned to the State Office for the
Protection of Monuments in Bratislava with a request
for permission to export some of the paintings from
the family picture gallery. Since a relatively large num-
ber of works was involved, the Czech art historian Jan
Hofman, an employee of the Bratislava office, informed
the Ministry of Education and National Enlightenment
in Prague about the whole matter before the applica-
tion was considered. In Hofman’s letter, we find the
following brief description of Kuffner’s picture gallery:
“The picture gallery was established in the last quarter of the
last century, and in the spirit of the fashion of that period, it
contains mainly Italian and Netherlandish works of an im-

Abbot”, executed by the Spanish painter Martin de Soria, to-
day preserved in the Museum of Fine Art in Boston, was acqu-
ired by Karl Kuffner from the Madrid collection of the Mad-
razo family.
1 Tt is necessary to note here that the practice of giving export
licenses for art collections in exchange for the donation of
selected works to galleries was associated in the Czechoslo-
vak state context with the name of the director of the Pictu-
re Gallery of the Patriotic Friends of Art in Prague (Obra-
zérna vlasteneckych pfdtel uméni), the Czech art historian
Vincenc Kraméf, whose practice was continued by his suc-
cessor Josef Cibulka. — VLNAS, V.: Josef Cibulka 1939 —
1945: Skica k portrétu feditele Nédrodni galerie. Diplomacie
virzinky a koniak. (Josef Cibulka 1939 — 1945. A Sketch
Portrait of the Director of the National Gallery. Diplomacy
of Virginia cigars and cognas). In: Vita Nostra Revue, 2, 2000,
pp. 32-38.

=)

Letter from Dr. Jan Hofman of the State Office for the Pro-
tection of Monuments in Slovakia to the Ministry of Educa-
tion in Prague, 19® October 1932, no. 209/32. See Narodn{
archiv Praha, Ministerstvo $kolstvi 1918 — 1949, inv. no. 3313.
See also the letter from the Society of the Slovak Vlastivedné
Museum (Spoloc¢nost Slovenského vlastivedného muzea) ad-
dressed to the State Office for the Protection of Monuments
(Stétny referat na ochranu pamiatok) from 24™ July 1935,
no. 416/1935, which confirms that the Society has received
art objects from the collection of R. Kuffner de Didszegh as
a provisional state deposit. This letter from 24™ July 1935
gives the following list of objects: 1. “Portrait of a painter”,
oil on canvas from the seventeenth century, recorded in the
inventory under no. 1273; 2. “Still life with vegetables”, oil
on canvas from ¢. 1700, recorded in the inventory under no.
1274; 3. “Still life with fruit”, oil on canvas from c. 1700,
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pressive character. A significant proportion are copies and some
are forgeries.” A further part of the letter testifies to the
criteria by which Hofman assessed Kuffner’s collec-
tion. We read there: “This collection shows no special re-
gard for Slovakia and contains no Slovak works in the nar-
rowest sense of the word. Almost all the material is foreign
and was apparently bought abroad... In these civcumstances
the office has no objections to permission...” Hotman further
informed the ministry that with regard to the large
number of pictures, which would be removed from the
artistic inventory of Slovakia by export, it was prelimi-
narily agreed that Baron Kuftner would present some
pictures to Slovak museums,'® and the office would
deposit them in the picture gallery of the Vlastivedné
Museum in Bratislava. Hofman was considering first
of all pictures from the cultural sphere close to Slova-
kia, namely Austria and Germany."

recorded in the inventory under no. 1275; 4. “Portrait of
a woman”, oil on canvas from nineteenth century, recorded in
the inventory under no. 1276; 5. “Indian prince”, oil on can-
vas from eighteenth century, signed by Marienhof, recorded
in the inventory under no. 1277; 6. “Landscape with a castle”,
oil on canvas from the seventeenth century, recorded in the
inv. under no. 1278; 7. “Landscape”, oil on canvas from eigh-
teenth century, recorded in the inventory under no. 1279; 8.
“Suffering Christ”, tempera on wood from the fifteenth cen-
tury, recorded in the inventory under no. 1280; 9. “Ecce
Homo”, tempera on wood from fifteenth century, recorded in
the inventory under no. 1281; 10. “Frogs’ court”, oil on can-
vas from the seventeenth century, recorded in the inventory
under no. 1282; 11. “Apostle”, wooden polychrome statue
from the fifteenth century, recorded in the inventory under
no. 1584; 12. Cup on a small foot, silver, gilded, beaten, from
the seventeenth century, recorded in the inventory. under no.
1583. At this point, the letter states that the listed objects
came to the museum in 1933. The list continues as follows:
13. Cup beaten from silver and gilded from seventeenth cen-
tury, recorded in the inventory under no. 1629, 14. “Archan-
gel Michael”, oil on canvas, Austrian master from eighteenth
century, and dimensions 66.5 X 51 cm, recorded in the inven-
tory under no. 1309, 15. “Monk and angel”, oil on wood,
North German painter from seventeenth century, dimensi-
ons 28 X40 cm, recorded in the inventory under no. 1310;
16. “Antique scene”, oil on canvas, German painter from ei-
ghteenth century, dimensions 50.5 X44.5 cm, recorded in the
inventory under no. 1311, 17. “Torso of the Body of Christ”,
wooden statue, German master from eighteenth century, re-
corded in the inventory under no. 1312. See Narodni archiv
(National Archives) Prague, Collection: Ministerstvo skolstvi
(Ministry of Education) 1918 — 1949, inv. no. 3253. The acqui-
sitions were also registered in the annual report of the Society
of the Vlastivedné Museum. — Vyrotnd zprdva za rok 1935 Spo-



Baron Kuffner obtained permission to export his
pictures and some of the selected art objects were al-
ready moved to Bratislava in 1933. The Society of
the Slovak Vlastivedné Museum officially confirmed
receiving a state deposit composed of seventeen art
objects from the collection of the industrialist Raoul
Kuffner in 1935. It consisted of a collection of thir-
teen paintings, two statues and two art craft works,
mostly of Central European provenance as Hofman
had requested. One of the most valuable acquisitions
was undoubtedly the signed painting by the seven-
teenth century Dutch painter Aert Jansz. Marienhof
“Man wearing a Turban” {Fig. 6}. This picture was
exhibited to the public for the first time in 1943 at
the above mentioned exhibition in the Slovak Muse-
um in Bratislava. After the establishment of the Slo-
vak National Gallery in Bratislava, the “gift” from
Baron Kuffner was placed under the administration
of this newly established state institution.

We are relatively well informed about the works
of art from Kuffner’s collection, which are now part
of the collection of the Slovak National Gallery in
Bratislava and the individual items can be identified,'®
but the fates of the works of art from Kuffner’s col-
lection, those exported by Raoul Kuffner, are not quite
clear and are reliably documented only in isolated
cases. However, it appears that the greater part of
the former picture gallery was sold out on the Ameri-
can art market by Raoul Kuffner and his wife Tama-
ra Lempicka in 1948 — 1951. The core of Kuffner’s

locnosti Slovenského viastivedného muzea v Bratislave. Bratislava
19306, pp.18-19. Surprisingly, however, not all the acquisiti-
ons are mentioned in the quoted report.

Jan Hofman’s argumentation in this correspondence consis-
tently originated in the contemporary ideology of Czechoslo-
vakism as the official state ideology of the newly established
Czechoslovak state. In the case of Slovakia, he emphasized
exclusively the national-ethnic aspect.

The transfer of Kuffner’s state deposit is confirmed by
a document written on 18™ April 1950 on the occasion of the
transfer of three groups of pictures and statues from the Slo-
vak Museum to the Slovak National Gallery. — Archiv Slo-
venského ndrodného muzea. Fond: Slovenské mizeum 1940
— 1959, VII/1. Research has still not been done into the origin
of works of art from Karl Kuffner’s collection now preserved
in Slovak museums and galleries. Provenance data on the art
objects from Kuffner’s collection in the published catalogues
of the Slovak National Gallery and the Slovak National Mu-

seum are limited to statements about their transfer from the

6. Aert Jansz. Marienhof: Man wearing a turban. Photo: Courtesy of
the Slovak National Gallery, Bratislava. Anna Milichovd.

collection — paintings by Dutch and Flemish masters
from the seventeenth century — was auctioned in New
York in 1948." Various works of art coming origi-

Slovak National Museum. The following items from the col-
lections of the Slovak National Gallery can be associated with
Kuffner’s collection: “The Archangel Michael” (Bratislava,
SNG, inv. no. O 308, identical with no. 14 in the quoted list,
see note no 7); “Statue of St. Peter the Apostle” (Bratislava,
SNG, inv. no. P 143, identical with no.11 in the quoted list);
“Body of Christ” (Bratislava SNG, inv. no. P 17, identical
with no. 17 in the quoted list); Jan A. Marienhof: “Oriental in
a turban” (Bratislava, SNG, inv. no. O 297, identical with
no. 5 in the quoted list); “Christ before Pilate” (Bratislava,
SNG, inv. no. O 290, identical with no. 9 in the quoted list);
“Death of a monk-saint” (Bratislava, SNG, inv. no. O 494,
identical with no. 15 in the quoted list); “Frog’s court” (Brati-
slava, SNG, no. 10 in the quoted list); “Christ wearing the
crown of thorns” (Bratislava, SNG, inv. no. O 550, identical
with no. 8 in the quoted list).

Y Dutch and Flemish Old Masters — Italian Renaissance Paintings.

Baron and Baroness Raoul Kuffner de Dioszegh. New York : Par-
ke-Bernet Galleries, Sale Nov. 18, 1948.
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nally from this collection now form part of the hold-
ings of prestigious American museums and galleries.
The signed painting by the Dutch artist Bartholom-
eus Breenbergh “The Preaching of Saint John the Bap-
tist” from 1634 in the collections of the Metropolitan
Museum in New York can be given as a good exam-

ple {Fig. 7}.
(De) formed tradition

I think that art collections themselves are an im-
portant factor, reflecting the position of a specific re-
gion, in this case the present territory of Slovakia, in
relation to the international art market. They testify
to the demands, taste and finally also the social sta-
tus and financial means of their owners, who selected
and acquired the works of art, and finally transferred
them to a specific location, where they gained entire-
ly new social and cultural role. From this point of
view, the private art collections are among the most
important sources of cultural innovation.

The individual collected objects are however, also
circulating material things and work as a medium of
social communication. Communication through
which it is possible to gain access to further questions
closely connected with individual strata, and to the
questions of the cultural, political and religious back-
ground of the collectors. From the point of view of
cultural anthropology, art collections are originally
structured groups of cultural objects, by means of
which a specific society and its representatives make
themselves visible to us.” I think that the systemati-
cally and tastefully built up art collections of Enea
Grazioso Lanfranconi and Karl Kuffner illustrate the
points I wish to stress.

In particular, both Grazioso Enea Lanfranconi and
Karl Kuffner were closely connected with the terri-
tory of present-day Slovakia through their lives and
work, in spite of the fact that their ancestors were
not born there — Grazioso Enea Lanfranconi was born
at Pellia in Lombardy, while Karl Kuffner came from
Bfeclav in Moravia. From this point of view, each of
them acted as a foreign element in the society of which
they became a part. Both belonged to the generation

2 POMIAN, K.: Collectors and Curiosities: Paris and Venice, 1500
— 1800. Cambridge 1990; GELL, A.: Art and Agency: An
Anthropological Theory. Oxford 1998.
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born around 1850, that is to a generation, which ex-
perienced the radical political change of the Austro-
Hungarian Compromise and all the changes associ-
ated with it. Both were also academically educated
members of the middle class, who gained their prop-
erty from business. Kuffner was actually so success-
ful in business that he was awarded a noble title. Both
had a love of art and their collections eventually had
a common fate. The collections of both Lanfranconi
and Kuffner were put on the international art mar-
ket by the collectors’ heirs.

However, it is necessary to emphasize that there
were also some significant differences between Grazio-
so Enea Lanfranconi and Karl Kuffner. In particular,
their cultural and religious backgrounds were diffe-
rent. While the family of Karl Kuffner was more
a part of the Austrian milieu and Jewish community,
Lanfranconi was an heir of the Italian Catholic tradi-
tion. This makes it more surprising that these diffe-
rences were not reflected in the structure of their art
collections, or at least of the picture galleries. Collec-
tions of Italian and especially Dutch and Flemish
paintings formed the nucleus of the picture galleries
of both men. The taste for Dutch and Flemish pic-
tures is especially striking in the case of Lanfranconi.
Another common element was the local aspect of their
collections. Both included objects directly associated
with the history of the territories in which they lived.
Karl Kuffner became noted in the regional context
as a collector of Turkish carpets, while Grazioso Enea
Lanfranconi had a collection of graphic works refer-
ring to Bratislava and its history.

The following question might arise: Why did both
collectors focus on collecting Italian, Dutch and Flem-
ish pictures? That is on art works not at first sight
linked up to the region in which they lived and
worked. I think that the answer could be connected
with the essential role which the example of the im-
perial picture gallery in the Belvedere at Vienna played
in the Austro-Hungarian Monarchy. Christian von
Mechel arranged it for the Emperor Joseph Il in 1781.
The surviving plan of Mechel’s arrangement of the
Vienna picture gallery, divided according to schools,
shows that the gallery was dominated by works of



7. Bartholomeus Breenbergh: The Preaching of Saint John the Baptist. Photo: Courtesy of The Metropolitan Museum of Art, New York.

Italian, Flemish, Dutch and German masters, that is
by the works of painters, active in territories histori-
cally belonging to the Habsburg crown and forming
part of the artistic traditions of this multi-ethnic and
multi-cultural Empire. As later in Lanfranconi’s case,
the collection of pictures by Peter Paul Rubens was
especially appreciated.”!

As I have already mentioned, both tastefully ac-
cumulated collections were put on the international

! The collection of pictures by Rubens, amounting to forty five
works, had a special position in the Imperial Gallery at Vienna.
A separate room in the Gallery was devoted to them, as others
were to the pictures of Anthony van Dyck and David Teniers.
See especially MECHEL, CH. von: Catalogue des tableaux de la
galerie imperiale et royale de Vienne. Basle : chez 'auteur, 1784,
pp. XXVIII-XXIX, 345, 371, 378; FRIMMEL, T. von: Ge-

art market by the heirs. The gallery of Grazioso Enea
Lanfranconi was auctioned at Cologne in 1895, and
that of Baron Karl Kuffner in 1948 — 1951 in New
York. The death of their owners meant the break up
of these art collections, but the mere fact of their ex-
istence, although only briefly, throws new light on
the little researched society of the private art collec-
tors of the late nineteenth and early twentieth centu-
ries in what is now Slovakia. On the one hand, the

schichte der Wiener Gemdildesammiungen, 1899 — 1901, Vol. 1-3
AURENHAMMER, G.: Geschichte des Belvederes seit dem
Tode des Prinzen Eugen. In: Mitteilungen der Osterreichischen
Galerie, 13, 1969, pp. 41-183; MEIJERS, D. J.: Kunst als Na-
tur: die Habsburger Gemdldegalerie in Wien um 1780. Wien 1995;
SHEEHAN ]J. J.: Museums in the German Art World: From the
End of the Old Regime to the Rise of Modernism. New York 2000.
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now dispersed art collections point to the multi-cul-
tural and multi-ethnic character of this society. On
the other hand, however, they reveal the discontinu-
ity of the long-term tradition of art collecting in this
region. This tradition was formed, or more accurately

deformed, by the unusually rapid changes of political
regimes. As Walter Benjamin stated, “collection is a _form
of practical memory” . Information about the sadly dis-
persed art collections of Grazioso Enea Lanfranconi and
Karl Kuffner contribute to its reconstruction.

Ziskané a rozptylené:
Zbierky Grazioso Eneu Lanfranconiho a baréna Karla Kuffnera

Resumé

Grazioso Enea Lanfranoni (1850 — 1895) sa naro-
dil v Lombardii. Jeho rodicia sa natrvalo usadili v Bra-
tislave. Sem po ukonceni Studii na mildnskej poly-
technike, prisiel aj Enea Lanfranconi. Patril k popred-
nym savekym $pecialistom na vodné diela a v centre
jeho pozornosti stdla riecka Dunaj. Lanfranconi sa v§ak
zivo zaujimal aj o histériu a uz za svojho Zzivota bol
znamy ako zberatel a majitel velkej umeleckej zbier-
ky. Jej tazisko tvorili predovSetkym obrazy starych
majstrov, aj ked Lanfranconi nakupoval i grafiky,
mapy a obrazy stvekych, najmd madarskych a nemec-
kych maliarov. Z katalogu obrazovej zbierky starych
majstrov, ktory vysiel zaciatkom osemdesiatych ro-
kov 19. storocia tlacou v Bratislave, a ktory pripravil
umelecky kritik Emmerich Ranzoni (1823 — 1898)
vyplyva, Zze galéria bola umiestnend v Lanfranconiho
paldci na byvalom Korunova¢nom namesti v Brati-
slave. Nachddzalo sa tu okolo tristo obrazov talian-
skych, franctzskych, Spanielskych, holandskych, flim-
skych, nemeckych a inych majstrov. Prinajmensom
pozoruhodné bolo, ze najpocetnejsiu skupinu, viac ako
polovicu skatalogizovanej obrazovej zbierky, tvorili
diela holandskych a flimskych maliarov. K zvlase
hodnotnym patrila kolekcia obrazov Petra Paula Ru-
bensa a jeho $koly. Lanfranconi ziskal svoje obrazy

2 BENJAMIN, W.: Das Passagen-Werk. Ed. Rolf TIEDE-
MANN. Frankfurt am Main 1983, Vol. 1, p. 271.
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z renomovanych eurépskych umeleckych zbierok ro-
din Hohenzollern, Kauntitz, Collalto, Montenuovo,
Zampieri, Strasoldo, Festetics, Enzensberg a dalsich.
Jednotlivé atribucie boli vysledkom konzultacii so
savekymi renomovanymi znalcami, uz spominanym
Emmerichom Ranzonim, Giovannim Morellim
a Theodorom von Frimmel, ktori byvali v Bratislave
u Lafranconiho hostami. Grazioso Enea Lanfranconi
sa vSak stal zndmy aj ako zberatel starych mdp, ¢o
zrejme suviselo s jeho profesiondlnou orientdciou na
hydroldgiu a hydrografiu. Podas Zivota sa mu podari-
lo ziskat viacero pozoruhodnych kusov viazucich sa
tematicky predovsetkym k teritériu strednej Eurépy
a Uhorska, od takych kartografov ako boli napriklad
Wolfgang Lazius, Johann Sambucus, Vincenzo Ma-
ria Coronelli, Frederick de Wit, ¢i Samuel Mikoviny
(dnes v zbierke Orszdgos Széchényi Konyvtdr v Bu-
dapesti). Dolezité miesto prindlezalo v Lanfranconiho
zbierke aj kolekcii grafik, v ramci ktorej tvorili ucele-
na skupinu grafiky tematicky sa viazuce k Bratislave
a k jej okoliu. Roku 1888 Lanfranconi daroval jej Cast
bratislavskému Mestskému muzeu. Dal§iu ast gra-
fickej zbierky z Lanfranconiho pozostalosti sa podari-
lo ziskat pracovnikom Mestského muzea na bratislav-
skom umeleckom trhu v roku 1923 a 1929.



Predmetom Lanfranconiho zberatelského zdujmu
vSak boli aj sochdrske diela. Prikladom je kolekcia
barokovych bust vyhotovenych v dielni Juraja Rafae-
la Donnera, ktord tvorila povodne stcast cirkevného
mobilidru dému sv. Martina v Bratislave, a ktord
Lanfranconi zakuapil pocas obnovy kostola v 60. ro-
koch 19. storocia. Roku 1895 Grazioso Enea Lan-
franconi ndhle zomrel. ESte v tom istom roku nechali
jeho dedicia vydrazit najhodnotnejsiu Cast zbierky na
kolinskom umeleckom trhu. Podobne ako v pripade
zbierky baréna Kuffnera, aj diela z Lanfranconiho
zbierky st dnes sucastou renomovanych medzinarod-
nych zbierkovych institucii. Kolekcia grafik, ktora
Lanfranconi daroval roku 1888 Mestskému muzeu
v Bratislave, ako aj dalsie, uz spominané akvizicie
grafik z jeho pozostalosti, si v majetku Galérie mes-
ta Bratislavy.

V dejindch umeleckého zberatelstva v rakasko-
uhorskej monarchii patri dolezité miesto Zidovskej
elite. K jej prominentnym predstavitefom patril aj
v Sladkovicove (byvaly Magyardiészeg) pdsobiaci ba-
rén Karl Kuffner (1847 — 1924). Karl Kuffner po-
chddzal zo zidovskej rodiny Kuffnerovcov, ktord uz
v prvej polovici 19. storocia vlastnila v moravskom
meste Bfeclav (byvaly Ludenburg) cukrovar, ktorej
patrili pivovary vo viedenskom Ottakringu, a ktord
po rakasko-uhorskom vyrovnani zacala podnikat aj
v Uhorsku. V roku 1867 Igndc a Jakub Kuffnerovci
spolu s rodinou Guttmanovcov zalozili v Slddkovicove
cukrovar. O dva roky neskér prisiel do Slddkovic¢ova
aj Karl Kuffner, ktory tu potom prezil cely svoj zivot,
a ktory tu je aj pochovany. Kuffnerove mimoriadne
uspechy na poli cukrovarnictva boli ocenené aj jeho
povysenim do $lachtického stavu a udelenim titulu
baréna. Na uspe$nych podnikatelskych aktivitdch
Karla Kuffnera ni¢ nezmenil ani rozpad rakdsko-uhort-
skej monarchie. Aj po vzniku Ceskoslovenskej repub-
liky patril Karl Kuffner k poprednym funkciondrom
a organizatorom cukrovarnickeho podnikania na tom-
to uzemi a kuffnerovsky cukrovar k prosperujucim
Ceskoslovenskym podnikom.

O nie¢o menej je vSak zndme, ze barén Kuffner
bol aj zanietenym zberatelom umenia a majiteflom
kvalitnej umeleckej zbierky. Zdkladnym a rozhodu-
jacim zdrojom informadcii ohlfadom tejto zbierky zo-
stavaju nateraz predovsetkym aukéné kataldgy. Vy-
plyva z nich, Ze Kuffnerov zdujem sa prvoplanovo
sustredoval na obrazy, predovsetkym holandské, i ked

sa v jeho zbierke nachddzali aj sochdrske price, diela
umeleckého remesla, a pravdepodobne aj staré knihy
a rukopisy. Kuffnerova zbierka bola umiestnend v ro-
dinnom kastieli v centre Slddkovicova, ktory nechal
bardén po rozsiahlom poziari ndkladne prestavat.
Z archivnych udajov mo6zeme usudzovat, ze obrazo-
va galéria pozostdvala z actyhodného poctu takmer
150 obrazov. Zda sa, ze jej jadro tvorili obrazy po-
chddzajuce zo zbierky salzburského arcibiskupa grofa
Leopolda von Firmian a do zbierky sa mohli dostat aj
prostrednictvom Kuffnerovej manzelky Franzisky von
Firmian.

Jedinym dedicom majetku i zbierky sa po smrti
Karla Kuffnera roku 1924 stal jeho jediny syn Raoul
Kuffner (1886 — 1962). Ten sa v reakcii na nastupu-
juci nacizmus rozhodol vyviest rodinna zbierku do
zahranitia. U% roku 1932 sa obrétil na Stdtny referat
na ochranu pamiatok v Bratislave so Ziadostou o ude-
lenie sthlasu na vyvoz Casti obrazov z rodinnej obra-
zarne do zahranic¢ia. Vzhladom k vi¢Siemu poctu ob-
razov, ktoré sa vyvozom vyradia z umeleckého inven-
tara Slovenska, bolo dohodnuté, Ze bar6n Kuffner d4
niektoré obrazy bezodplatne k dispozicii ¢eskosloven-
skému $tdctu a konkrétne slovenskému muzejnictvu.
Z vybranej kolekcie 17 umeleckych diel k najhodnot-
nej¥{m akvizicidm Ceskoslovenskej republiky patril
signovany obraz holandského maliara 17. storocia
Aert Jansz Marienhofa ,Muz v turbane® (dnes Brati-
slava, Slovenskd ndrodnd galéria, inv. ¢. O 297).

Kym o tych umeleckych dielach z Kuffnerovej
zbierky, ktoré s dnes v zbierkovom fonde Sloven-
skej narodnej galérie v Bratislave, sme pomerne dob-
re informovani, osudy dal$ich umeleckych diel z kuff-
nerovskej zbierky, vyvezenych do zahranicia, s me-
nej jasné. Je vsak pravdepodobné, Ze k rozptyleniu
jadra kedysi zndmej obrazovej galérie doslo v rokoch
1948 — 1951. Raoul Kuffner a jeho manZzelka Tama-
ra Lempicka rozpredali zbierku na americkom, hlav-
ne newyorskom, umeleckom trhu. Viaceré umelecké
diela pochddzajiace zo zbierky Karla Kuffnera dnes
tvoria sucast zbierkového fondu prestiznych americ-
kych zberatelskych institacii.

Umelecké zbierky samotné s dblezitym faktorom,
reflektujicim postavenie konkrétneho tzemia (v tom-
to pripade dnesného Slovenska) vo vztahu k medzi-
narodnému umeleckému trhu. Vypovedaja o pozia-
davkach, vkuse a v neposlednom rade aj o socidlnom
Statdte a finanénych moznostiach svojich majitelov.
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Teda tych, ktori jednotlivé diela najprv vyselektova-
li, potom ziskali a nakoniec transferovali na konkrét-
ne miesto, kde tieto neskor fungovali v celkom no-
vych socidlnych, vlastnickych a kultdrnych vizbéch.
Z tohto pohladu su jednotlivé zbierkové exponity aj
citkulujicimi materidlnymi predmetmi. Na druhej
strane, a to povazujeme v tomto kontexte za obzvlast
dolezité, sa vsak aj dolezitym médiom socidlnej ko-
munikdcie. V neposlednom rade, z hladiska kultar-
nej antropoldgie, st umelecké zbierky origindlnymi
subormi kultarnych objektov, prostrednictvom kto-
rych konkrétne society a ich predstavitelia o sebe vy-
povedaja. Domnievame sa, Ze prdve vo svojej dobe
zname, systematicky a s vkusom budované umelec-
ké zbierky Grazioso Enea Lanfranconiho a Karla
Kuffnera, st v tomto zmysle zvld$t zaujimavé. A to
hned' z viacerych dévodov.

PredovSetkym obaja, tak Enea Lanfranconi ako
i Karl Kuffner, boli svojim Zivotom i pracou tzko
zviazani s Gzemim dnesného Slovenska. A to i napriek
tomu, ze ich predkovia sa tu nenarodili. Z tohto po-
hladu kazdy z nich predstavoval v prostredi, do kto-
rého sa neskdr zaclenil, cudzorody prvok. Obaja pat-
rili do generécie narodenej okolo roku 1850. Cize
generécie, ktoré zazila radikdlny politicky zvrat, kto-
rym rakusko-uhorské vyrovnanie nepochybne bolo,
ako aj vSetky zmeny s tym stvisiace. Obaja boli aka-
demicky vzdelani prislusnici vyssej strednej vrstvy,
ktori svoj majetok nadobudli podnikanim. Oboch
spdjala ldska k umeniu a v neposlednom rade, spo-
lo¢ny bol aj osud ich zbierok. Tak v Lanfranconiho,
ako aj v Kuffnerovom pripade boli tieto nakoniec
dedi¢mi rozpredané na medzindirodnom umeleckom
trhu.

Na druhej strane, a to je potrebné osobitne zd6-
raznit, boli v§ak Grazioso Enea Lanfranconi i Karl
Kuffner zaroven aj ludmi, ktori sa v mnohom odliso-
vali. Rozdielne bolo predovsetkym ich kultarne
a ndbozenské zdzemie. O to prekvapujicejsie potom
posobi fakt, ze do skladby ich umeleckych zbierok,
prinajmensom obrazovych galérii, sa uvedené odlis-
nosti nepremietli. Tak v pripade Lafranconiho
i Kuffnera spocivalo tazisko ich obrazovych galérii
v kolekcii talianskych a najmd holandskych a flim-
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skych malieb. U Lafranconiho priam prekvapivo v ko-
lekcii holandskych a flimskych obrazov. Dal§im spo-
lo¢nym prvkom bol lokdlny aspekt zberatelského za-
cielenia. Sucastou kolekcii oboch zberatelov boli aj
predmety bezprostredne sa viazuce k hist6rii tzemia,
na ktorom obaja posobili.

Pravom sa preto vyndra otazka: Preco sa obaja
zberatelia orientovali predovsetkym na talianske, ho-
landské a flimske obrazy? Teda na diela, ktoré s aze-
mim, kde zili a posobili, na prvy pohlad nesuviseli.
Domnievame sa, ze odpoved by mohla savisiet s vy-
znamnou ulohou, ktora v rakusko-uhorskej monar-
chii zohral priklad instaldcie imperidlnej viedenskej
obrazovej galérie v Belvederi, ktora v roku 1781 pri-
pravil Christan von Mechel. Z plinu Mechelovej in-
Staldcie viedenskej obrazovej galérie, ¢lenenej pod-
fa $kol vyplyva, ze galérii dominovali prave diela ta-
lianskych, flimskych, holandskych a nemeckych maj-
strov. Teda obrazy maliarov, pésobiacich na tizemiach,
ktoré sa historicky spdjali s habsburgskou korunou
a tvorili sacast umeleckej tradicie tejto starej multiet-
nickej a multikulturdlnej eurdpskej monarchie.

Ako sme uz spominali, tak obrazova galéria Gra-
zioso Eneu Lanfranconiho ako i Karla Kuffnera boli
dedi¢mi rozpredané na medzindrodnom umeleckom
trhu. Smrt ich majitefov znamenala zdnik tychto ori-
gindlnych umeleckych suborov. Kedze stikromné
umelecké zbierky patria medzi délezité zdroje kul-
tarnej inovdcie, uz samotny fake ich existencie, aj ked
relativne kratkej, vrhd nové svetlo na doposial maélo
preskimany obraz society sukromnych umeleckych
zberatelov konca 19. a zaciatku 20. storodia u nds.
Na jednej strane poukazuje na jej multikulturdlny
a multietnicky charakter. Na strane druhej dnes roz-
ptylené zbierky upozornuju na diskontinuitna a v ko-
lektivnej pamiti viacerymi, vzdjomne sa prekryvaja-
cimi vrstvami Struktarovanu tradiciu umeleckého zbe-
ratefstva na tomto tzemi. Na tradiciu, ktort viac ako
kdekolvek inde (de)formovali nezvycajne rychlo a ra-
zantne sa meniace politické rezimy. Ako konstatoval
Walter Benjamin, ,zberatelstvo je forma praktickej pa-
mate”. Predlozené poznatky o dnes rozptylenych zbier-
kach Eneu Lanfranconiho i Karla Kuffnera chcu pri-
spiet k jej rekonstrukcii.
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Stratégie velkych vystav

a ich podiel na formovani umenia sorely

Alexandra KUSA

Dejiny socialistického realizmu' — oficidlne reSpek-
tovaného umeleckého smeru v Ceskoslovensku v ro-
koch 1948 — 1989 — st este stéle obchddzané aj kunst-
historickym terénom. Umenie sorely,” teda obdobie
stalinistického socialistického realizmu, ktoré sa zvyk-
ne nazyvat aj socrealizmus alebo socreal, je relativne
kritkou epizédou v tridsatro¢nych dejindch socialis-
tického realizmu, napriek tomu je mozné toto obdo-
bie skimat samostatne. Trvanie sorely mozno v ndd-
vaznosti na kultarnu politiku vymedzit rokmi 1948
— 1956. Za zactiatok presadzovania oficidlnej doktri-
ny sa dd povazovat monumentalny Zjazd ndrodnej
kulttry, na ktorom sa prvykrét kodifikovala nova tvér
kultarnej politiky. Nadvlada sorely nad kultarou skon-
¢ila o par rokov neskor, na XII. zjazde Komunistickej
strany Ceskoslovenska a na naslednej Ustanovujice]
konferencii Zvizu ¢eskoslovenskych vytvarnych umel-
cov, ktora navrhla nové, liberdlnejsie stanovy.’ V tomto
obdobi bola podoba umenia diktovand, sledovana
a financovand novou politickou garnitarou.

' Dejindm umenia v pitdesiatych rokoch som sa venovala aj
v praci: Sorela — slovensky variant? Stratégie a podoby vytvarného
umenia socialistického realizmu 1948 — 1956 na Slovensku. Ne-
publikovand dizerta¢nd préca. Katedra dejin vytvarného ume-
nia FiF UK. Bratislava 2004.

2 Termin sorela sa pouziva iba v krajindch byvalého Ceskoslo-
venska. O jeho povode sa traduje niekolko ,,povesti“. Vraj ho
vymysleli architekti ako svoje interné oznacenie odvodené od
SOcialisticky REalizmus LAkomy (meno agilného kritika), au-
torom oznacenia je Udajne Josef Havli¢ek. Ind legenda ndzov
odvodzuje od rovnakého ndzvu krému na topdnky. Asi naj-
blizsie skuto¢nosti bude spomienka pani profesorky L. Pete-
rajovej, ktord je stcastou jej posudku mojej dizertacnej prace
(pozn. 1), kde si spomina na slovo sorela ako ndzov brilantiny,
na ktory sa vztahoval reklamny popevok: ,Sorela, sorela, hlava

Najfrekventovanejsia otdzka, ktord sa umenia so-
rely tyka, pdtra po jeho originalite, teda nakolko bol
socialisticky realizmus do Ceskoslovenska implanto-
vany a nakolko vyplynul z vlastného vyvoja kultary.
Doktrina sorely bola v zmysle ,proletdrskeho inter-
nacionalizmu®, do krajiny implantovand. Tento im-
plantdt sa tykal predovSetkym poziadavky na pro-
sovietsku, rozume;j stalinskd, podobu socialistického
realizmu. Jej poCetné mutdcie uz ovplyviiovali miest-
ne faktory. Zdroven vsak mozno hovorit aj o jej slo-
venskom variante, pretoze skuto¢ne varirovala pred-
pisany vzor. Slovenska sorela existovala v permanent-
nom triumvirdte, na ktorom sa podielali: dovtedajsi
domici vytvarny vyvoj, individudlne predstavy jed-
notlivcov o podobe sorely a sovietske priklady. Toto
tvrdenie potvrdzuje zlozenie umeleckych diel, ktoré
sa zachovali; vysledkom neboli len prosovietske die-
la," ale aj pokusy o vlastn cestu’ a vklady tzv. for-
malistov.® Na tomto mieste treba zdoraznit zdsadny
rozdiel; sorela bola v byvalom Ceskoslovensku tplne

ma bolela. ... Termin sa pomaly zauzival v ¢esko-slovenskej
teoretickej spisbe, pozri napr. BAKOS, J.: Isti ,sorely“. Pri-
spevok predneseny na sympoziu Recidivy modernity. Usporia-
dal Spolok architektov Slovenska v Bratislave diia 12. novem-
bra 1991; SEDLAKOVA, J.: Sorela. Ceskd architektura padesd-
tych let. {Kat. vyst.} Praha : Ndrodn{ galerie, 1994.

> Zjazd ndrodnej kulttary sa konal 10. — 11. aprila 1948
a Ustanovujuca konferencia Zvizu Ceskoslovenskych vytvar-
nych umelcov 27. a 28. oktdbra 1956.

IS

Napriklad diela od Mérie Medveckej, Ctibora Belana, Edity
Spannerove;j.

5 Napriklad diela od Ladislava Gudernu, Stefana Bednara, Er-

vina Semiana.
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odlisnym problémom nez stalinsky socialisticky realiz-
mus v Rusku, napriek tomu, Ze sledovala jeho vzor,
pretoze vznikla z odliSnych pohntrtok, v inych pod-
mienkach, a hlavne v rozdielnom case. Napriek jed-
noznacnej a zdanlivo konzekventne presadzovanej kul-
tarnej politike nevystupovala slovenskd sorela ako ko-
herentny fenomén. Tento stav spOsobila situdcia,
v ktorej sa kultarna obec ocitla. Nastdvala jej rekon-
$trukcia, vznikali mnohé zdkladné instittcie, pri bu-
dovani ktorych bola doktrina socialistického realizmu
iba jeden z problémov, tak to bolo v pripade novoza-
lozenej Slovenskej ndrodnej galérie alebo Vysokej skoly
vytvarnej, preto sa doktrina asi najkonzekventnejsie
prejavila veamci Cinnosti Zvdzu ceskoslovenskych vytvar-
nych umelcov (tu slovenskej sekcie), ktory mal na staros-
ti ekonomické zdzemie vytvarného Zivota a prepdjal
ekonomické s politickymi zdujmami a v politike
a zlozeni velkych vystavnych prehliadok.

Zavery a poznatky vyuzité pri koncipovani §tadie
vychéddzali predovsetkym z dokumentdrneho mate-
ridlu.” Tomu vSak predchddzalo podrobné $tadium
dostupnych textov. Okrem predvojnovych textov,
ktoré iniciovala Komunistickd strana® zacala relevant-
nd literatara vychadzat po vojne, kedy reflektovala

¢ Napriklad diela od Martina Benku, Tudovita Fullu, Ester Sime-
rovej, Milo$a A. Bazovského.

7 Précasa opiera o vyskum katalégov vydanych k dobovym (ko-
lektivnym aj monografickym) vystavam, ako aj ku katal6gom
vystav téme venovanych. Dalej sa opiera o poznatky z dennej
tlace (Pravda, Nové slovo, Rudé prdvo), kultirnych novin
a Casopisov (Pravda, Literdrni noviny, Kultiirny Zivot, Slovenské
poblady etc.), odbornej tlace (Vytvarnd prdce, Vitvarné umént,
Vytvarny Zivot, Umenie etc.), ale aj $pecializovanych dobovych
periodik (Pod zdstavou socializmu a vyberov zo sovietskej tlace).

8 Napriklad v tladi Rudé prdvo, Proletdr, Agitdtor, Avantgarda,
Komunista etc. Predvojnovd situdciu sumarizuje publikdcia
CABADA, L.: Intelektudlové a idea komunismu v Ceskych zemich
1900 — 1939. Praha 2000.

9 KRAMAR, V.: Kuturné-politicky program KSC. Praha 1946;
TEIGE, K.: Viyvojové promény v uméni. Praha 1966, s. 56-57.

10 STOLL, L.: Skutechosti tvdié v tvd¥. Praha 1949; NEJEDLY, Z.:
O realismu pravém a nepravém (1948). In: NEJEDLY, Z.:
O vytvarnictvi, hudbé a poesii. Praha 1952; NEUMANN, S. K.: Ansi-
gidle, neboli optimismus bez povér a tlusi. Praha 1951 (prvé vydanie 1937).

1 BEDNAR, S. — CEMICKY, L. (Ed.): Slovenské vytvarné umenie
na ceste k socialistickému realizmu. Bratislava 1950; FODOR, P.

68

otazky buducej orientdcie kultury (Laco Novomesky,
Karel Teige)’ a predovsetkym po roku 1948, kedy
zacala strana vydavat prirucky o tom, ako si kulttr-
nu politiku a umenie predstavuje.'” Pre formovanie
slovenského umenia boli podstatné knizné publika-
cie od Stefana Bednéra, Ladislava Cemického, Maria-
na Vidrossa, P. M. Fodora."" Tieto publikécie boli tak-
mer manudlom, pretoze na konkrétnych prikladoch
sa v nich vysvetlovalo, ¢o je ,dobré” umenie a aky
pristup je ziaduci. Ako sa ndzory ,napravali“ a hranice
sorely rozsirovali, reflektovali autori dianie takmer az
po rok 1989, aj ked samotnej sorele sa venovali okra-
jovo (Marian Vdross, Tudmila Peterajovd, Radislav
Matustik, Viera Luxovd)."? K novsim vyskumom pat-
ria vysledky z oblasti literdrnej vedy" a pre vyskum
na poli vytvarného umenia predovsetkym priekop-
nicke $tadie Jina Bako$a."! Téme sa dalej venovala
Cast projektu v Slovenskej narodnej galérii Dejiny slo-
venského vytvarného umenia. 20. storocie (Katarina Baj-
curovd, Aurel Hrabusicky)" a ¢iastkovo Mdria Oris-
kovi,'¢ tieZ treba spomentt parcidlne vyskumy, kto-
ré realizovala Galéria mesta Bratislavy (vystavny cyk-
lus Rozpamiitdvanie)."” Velkym pomocnikom v badani
bola publikdcia Ceské umeni 1938 — 1989 (programy,

M..: Sticasné slovenské maliarstvo. Bratislava 1949; VAROSS, M.:
Slovenskd vytvarnd pritomnost. Bratislava 1953.

VAROSS, M..: Nicktoré teoretické problémy vyvinu a vysku-
mu slovenského vytvarného umenia po oslobodeni. In: Ume-
ni, 12, 1964, ¢. 5, s. 433-453. Z R. Matustika postupne vy-
rastol zaryty odporca socialistického realizmu (zanietenost jeho
prejavu sa tym nijako nezmenila). PETERA_]OVA, L.: Slo-
venské vytvarné umenie 1945-65. In: Uméni, 13, 1965, &. 4,
s. 374-396; BIATHOVA, K. — LUXOVA, V.: Malba
v architektiire. Bratislava 1965.

5 DRUG, S. (Ed.): Umenie v stushich totality 1948 — 1956. Ustav
slovenskej literattry Slovenskej akadémie vied, Bratislava 2000;
PASTEKOVA, J. (Ed.): Poetika a politika. Bratislava 2004.

1 Vidina je zhrnutd v publikdcii BAKOS, J.: Z klietky na trho-
visko. Bratislava 1999.

5 BAJCUROVA, K. — HRABUSICKY, A.: Slovenskd moder-
na pod tlakom dvoch totalit. In: Dejiny slovenského vitvarného

umenia. 20. storolie. Ed. Z. RUSINOVA. Bratislava 2000.

16 ORISKOVA, M.: Duojhlasné dejiny umenia. Bratislava 2002.

)

Predov$etkym Rozpamditdvanie 2. Slovenské vytvarné umenie 1948
— 1953. [Kat. vyst.} Bratislava : Galéria mesta Bratislavy,



kritické texty, dokumenty)'® a publikdcia venovand kul-
ttrnej politike od Alexeja Kusika' a v poslednych
rokoch tiez vysledky badania Jittho Knapika.” V Ce-
chéach bolo usporiadanych aj niekolko vystav s kata-
l6gmi, ktoré sa ale venovali prioritne Ceskej proble-
matike.”! V medzindrodnom kontexte sa problema-
tike stalinistického socrealizmu venuje predovsetkym
Boris Groys,* jeho préci predchddzali prispevky ve-
nované skor avantgardnému ruskému umeniu s pri-
hliadnutim k neskorSiemu vyvoju (Camilla Grey, S.
O. Chan-Magomedow).” Po roku 1989, kedy bol
v krajindch byvalého socialistického bloku postupne
spristupneny konkrétny vytvarny materidl, sa zacala
sorela prezentovat cez vystavné projekty. Pre nd§ re-
gién boli dolezité tri: Tyrannei des Schinen (1994),*
Kunst und Diktatur. Architektur, Bildhauerei und Male-
rei in Osterreich, Deutschland, Ttalien und der Sowjetu-
nion 1922 — 1956 (1994)” a uz spominand Agitdcia
k Stastin. Vyznamne prispeli aj vystavné podujatia,
ktoré mapovali povojnové umenie v postkomuni-
stickych $tatoch: Ewurgpa Europa. Storolie avantgardy
v strednej a vychodnej Eurdpe (1994), Riss im Raum
(1994),% Aspekte | Positionen (1999).” Za zmienku stoja
pozoruhodné prispevky od Léranda Hegyiho,” ktory
sa primarne venuje konceptu ,,centrilnej Eurdpy*®, ale

1991; Rozpamditdvanie 3. Slovenské vytvarné umenie 1954 —1957.
[Kat. vyst.} Bratislava : Galéria mesta Bratislavy, 1992.

18 SEVCIK, J. - MORGANOVA, P. — DUSKOVA, D.: Ceské
uméni 1938 — 1989 (programy, kritické texty, dokumenty). Praha
2001.

19 KUSAK, A.: Kultura a politika v Ceskoslovensku 1945 — 1956.
Praha 1998.

20 KNAPIK, J.: V zajeti moci. Praha 2006; KNAPIK, J.: Unor
a kultura. Praha 2006.

20 SEDLAKOVA, J.: Sorelia. Ceskd architektura padesdrych let. [Kat.
vyst.} Praha : Ndrodni{ galerie, 1994; AULICH, J. — SYL-
VESTROVA, M.: Znameni doby. Plakdt stiedni a vidni Evropy
1945 — 1995. [Kat. vyst.} Brno 2000; PETISKOVA, T.: Ces-
koslovensky socialisticky realismus 1948 — 1958. [Kat. vyst.} Pra-
ha 2002; Déjiny ceského vytvarného uméni 1939 — 1958. Praha
2005, 5. diel.

22 GROYS, B.: Gesamkunstwerk Stalin. Minchen 1988; GROYS,
B.: The Total Art of Stalinism. Princeton 1992.

» GREY, C.: The Great experiment. Russian Art 1863 — 1922.
London 1962; CHAN-MAGOMEDOW, S. O.: Pioniere der

1. Poblad do initaldcie V. Celoslovenskej vystavy, 1949. Repro: BED-
NAR, §. — CEMICKY, L. (Eds.): Slovenské vytvarné umenie na
ceste k socialistickému realizmu. Bratislava 1950.

dotyka sa aj problematiky sorely. Zatial poslednd vel-
kéd vystava s obsiahlym katalégom bola Traumfabrik
Kommunismus (2003), ktordt mdzeme vnimat ako do-

Casné ,summary” bddania o stalinistickom umeni.”

Umenie sorely bolo uzko spojené s novou kultir-
nou politikou, ¢o priam podstva paralelné skimanie

sowjetischen Architektur. Dresden 1983. Ale aj prace C. Clark
aI. Golomstocka.

2 Tyrannei des Schimen. Architektur der Stalin-Zeit. Ed. P. NOE-
VER — B. GROYS. Wien — Miinchen 1994.

3 Kunst und Diktatur. Architektur, Bildbauerei und Maleres in Oster-
reich, Deutschland, Italien und der Sowjetunion 1922 — 1956. Ed.
J. TABOR. Wien 1994.

26 BAKOS, J.: Illusionen und Desillusionen des Kiinstlers im
Kifig. In: FLUGGE, M. — SVESTKA, J. (ed.): Der Riss im
Raum. Positionen seit 1945 in Deutschland, Polen, der Slowakei
und Tschechien. Berlin 1994, s. 72-80.

7 RUSNAKOVA, K.: Slovak Art 1949 — 1999. An Interrup-
ted Story. In: Aspects / Positions. 50 Years of Art in Central Euro-
pe 1949 — 1999. Wien 1999, s. 213-224.

* HEGYI, L.: Central Europe as a Hypothesis and a Way of
Life, s. 9-42 a ,Eastern Art“ — State Art — Official Art in the
Former Eastern Bloc Countries, s. 59-64.

¥ Vystava sa konala vo Frankfurte nad Mohanom v Nemecku.

GROYS, B. —HOLLEIN, M. (ed.): Traumfabrik Kommunismus.
Die visuelle Kultur der Stalinzeit. Frankfurt am Main 2003.
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problematiky: (1) na jednej strane sledovat ako sa kul-
tarna politika presadzovala v ramci oficidlnych Struk-
tar, teda ako boli proklamované stratégie prenesené
do konkrétnych institucii a ako sa tieto voci doktrine
vymedzovali — venovat sa inStitucionalizdcii umenia
socrealizmu vo svojej dobe, (2) a na druhej strane sle-
dovat mnozinu konkrétnych vytvarnych diel, ktoré
boli v tomto obdobi vytvorené podla presadzovanych
»navodov“. Predkladand $tadia sa pokdsa spracovat
materidl podla prvého pristupu, vychddza z premisy,
ze vystavy vytvarného umenia asi najpruznejsie odra-
zaja nielen aktudlny stav vytvarnej produkcie, ale pre-
dovsetkym vypovedaja o preferencidch a ambiciach
ich organizdtorov. Dnes také populdrne muzeologic-
ké témy o muzeich ako novodobych chrdmoch, by
sa v patdesiatych rokoch dali aplikovat azda este ex-
plicitnejsie. Po politickom obrate zadala predeym elit-
nd kultdra naraz patrit vSetkym — a prdve toto nové
vlastnictvo bolo velmi zjavnym vydobytkom o to viac,
ze okrem tvrdej prace v mene lepsej budicnosti k vy-
raznému celoplo$nému zlepSeniu situdcie masy oby-
vatelov nedoslo. Prave v oblasti kultdry (ale aj vzde-
ldvania) sa nova rovnost prejavila najrychlejsie, preto
bola kultarna scéna dotovand, propagovand a aj sle-
dovand. Velké vystavy sa stavali miestami ,zjavenia“
novej ideoldgie, ukazovali sa na nich obrazy idealizo-
vanej skutoénosti, oslavovali vybraté udalosti, ¢asto
zvecniovali neexistujuce situdcie.

Analyza stratégie vystavy umenia mdze odokryt
mnohé, ¢asto i nevedomé pohnttky vsetkych zacast-
nenych — spoloc¢nosti, ktorej je vystava predkladana,
a spolocenstva, ktoré vystavu predkladd. Kratke tr-
vanie stalinistického socialistického realizmu priam

30 HALIK, P.: Stalinistick4 architektura. In: Architekt, 44, 1998,
¢ 4,s.47-50.

3V Fakticki autori diel socialistického realizmu vystupovali takpove-
diac v iilobe uskutotnitelov. Ich wlobou bolo ubddnut, vytusit, & si
sama moc praje, aby sa vyddvalo za skutocnost. Neurcitost spojend
5 hrozbou plodila snativest. — BAKOS, J.: Z klietky na trhovisko.
Bratislava 1999, s. 136.

2V oznacovani negativnych prikladov nesli komunisti az tak
do hibky ako napriklad fagisti , vyslovene odcudzujica vysta-
va typu Entartete Kunst sa nikdy nekonala, tiez sa nerobili na-
hodné kontroly ateliérov.
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nabdda v§imat si jeho prejavy v rdmci SirSie koncipo-
vanych tém, teda v konkrétnych situdciach a v oficidl-
nych rdimcoch. Stratégie Statom dotovanych velkych
vystav presvedéivo vypovedaja o vtedajsom umeni
a kulttrnej politike — teda o tom, ¢o si ,,moc” cenila,
aké umenie vyzdvihovala, akym sp6sobom ho pre-
zentovala a spdjala sa s nim. Kritiky jednotlivych vy-
stav mo6zeme, analogicky k postaveniu architektonic-
kych satazi, vnimat ako akési ndvody na socialisticky
realizmus, kedZe vladna moc ,neformulovala Ziadny
navod, ako vytvdrat ideologickil architektiivu, akymi znakmi
vyjadrit jej realisticky umelecko-ideovy obsah*.* Zodpo-
vednost za uskuto¢nenie hmlisto formulovanych na-
znakov podoby umenia lezala na tvorcoch, ich dlo-
hou bolo neraz doslova uhdadnut neurcité predstavy
vedenia.’' Sorela sa preto formovala metédou poku-
su a omylu. Kritiky vystavenych diel na $tdtnych pre-
hliadkach sa stali akousi pomdckou pre pracu vytvar-
nika — vysledky a hodnotenia sa sformulovali do po-
doby kritérii, ktoré prechddzali do dalsich vystav
a konkretizovali podobu nového umenia. Az na vy-
stavach sa vytvarnici dozvedeli, ¢o je a ¢o nie je socia-
listicky realizmus a nakolko sa k nemu pribliZili. Preto
mnohi vytvarnici svoje diela po odporacaniach ,kri-
tiky“ premalovévali, alebo vytvdrali dalsie varianty.
Socialisticky realizmus bol vdaka tejto praxi defino-
vany dvojako, najprv vSeobecne z politickych pozicii,
a potom pomocou kritiky konkrétnych diel a nésled-
nym pomentvanim pozitivnych a negativaych prikla-
dov.?* Tato kritickd prax skryvala potencidlne nebez-
pecenstvo schematizmu, inak tak ¢asto vycitaného vy-
tvarnikom, ktoré este zndsobovala absencia monogra-
fickych vystav.® Uspech na velkej vystave, hned

3 Po roku 1948 sa zreorganizoval vytvarny Zivot a v priebehu
rokov 1949 — 1952 sa umenie prezentovalo iba na velkych
kolektivnych vystavich. Tdto stratégia na jednej strane vy-
plyvala z uprednostfiovania kolektivu pred individualitou,
ktoré bolo novej ideoldgii vlastné, no k situdcif prispel aj prak-
ticky dovod, a to prirodzeny nedostatok novych diel. Po opi-
tovnom zavedeni monografickych vystav bol vyber osobnosti
motivovany politicky a usporiadat vystavu sa ,dostdvalo za
zdsluhy“ (¢o sa tykalo aj ,zasluzilych“ bojovnikov angazuju-
cich sa za politické presadenie zriadenia, ktory socrealizmus
ani nerobili, napriklad E. Gwerk), dalej vystavy scasti reflek-
tovali prvé rehabilitdcie (G. Mally, M. Benka) alebo sa zame-
rali sa na tradi¢né polohy umenia (J. Hanula, J. Augusta, J.
Koniarek, J. Koreszka). Z mnohych uvddzam: v Slovenskej
ndrodnej galérii vystava G. Mallého; v USCSVU vystavy M.
Benku, S. Polkordba, J. Alexyho, J. Koreszku.



katapultoval umelcov a v niektorych pripadoch iba
diela na vyslnie zdujmu tak automaticky, az sa tento
jav kritizoval uZ v priebehu roku 1952.** Model vel-
kych vystavnych prehliadok bol prebraty priamo zo
Sovietskeho zvizu, vzorom boli Viezvizové vyroné vy-
stavy, ktorych katalogy® sa vyddvali aj u nds. Velkole-
pé prehliadky tiez nahradzali stéle expozicie, ktoré este
nebolo z (ho vystavat (a na Slovensku vlastne ani kde),
diela socialistického realizmu pod drobnohladom spo-
lo¢nosti este len vznikali. Okrem samotnych diel bol
dolezity aj masovy aspekt prehliadok, manifestacia ko-
lektivneho postupu, ktory a priori vylucoval pochyb-
nost o platnom stave a spravnosti nastupenej cesty.
Najokdzalej$im vystavnym modelom sa stali velkole-
pé celostatne prehliadky umenia v Jazdiarni prazské-
ho hradu nazyvané aj Jazdiarenskymi prehliadkami.
Ak skamame vplyv velkych vystav na doktrinu
sorely, spomentt treba eSte jeden vystavny projekt
z roku 1947. Bola nim vystava Obrazy ndrodnyjch umel-
cov SSSR,** ktord v mnohych ohladoch vystupuje do-
slova ako ,,preview”, ako ukazovatel k socialistickému
realizmu, aj ked ako jedind vo vypocte nie je povod-
nd. Vystava Obrazy... sa vdaka diskusii,”” ktora vyvo-
lala, stala milnikom na ceste k dal$iemu vytvarnému
vyvoju krajiny, pretoze to o ¢om sa v skuto¢nosti dis-
kutovalo, nebola vystava a vystavené diela, ale otdz-
ka dalsieho smerovania umenia. Napriek negativnej
konfrontdcii so sovietskou produkciou vysledkom
nebolo tplné odmietnutie predlozeného socialistické-
ho realizmu. Prevlidol ndzor, Ze nové smerovanie si
musime vyrie$it po svojom, a teda aj pripadny socialis-
ticky realizmus by u nds mal vyzerat inak. Tieto Gvahy
boli podporené zdanlivo logickym nazorom, Ze ruskd
forma vychddza z inej tradicie, pretoze v Sovietskom
zvize zacali budovat socializmus z hibky feudalizmu,
teda v inej situdcii. O vyzname diskusie okolo vystavy
svedcia neskorsie texty, v ktorych boli programy socte-
alizmu casto koncipované ako dialég s polemikami

3 Tito prax kritizoval napriklad L. Stoll na II. zjazde &. spiso-
vatefov. Podla STOLL, L.: Uméni a ideologicky boj 1. (1945 —
1959). Praha 1972, s. 138-139.

% Neboli to doslova katalégy, skor zborniky a vydévali sa v prvej
polovici 50. rokov, napriklad Viesvazovd vystava vytvarného umémi

1951. Ed. L. KARA. Praha 1953.

3 Vernisdz bola velkolepou spolocenskou ale aj politickou udalos-
tou, za zvukov Ceskoslovenskej a sovietskej hymny ju otvoril 12.

vedenymi prave v suvislosti s vystavou. Kriticka scéna
sa stala svedkom zrazky dvoch predstdv o poslani ume-
nia, dvoch koncepcif vykladu kategérie umenie, preto
mozno vystavu Obrazy... vaimat ako prolég k umeniu
socialistického realizmu v Ceskoslovensku.

Era velkych vystavnych prehliadok sa fakticky
zalala v roku 1949. Celostdtne prehliadky stcasného
umenia boli najvac¢simi vystavnymi podujatiami v de-
jindch trvania spolo¢nej republiky a v savislosti s roz-
sahom, obsadenim a politickou podporou mozno po-
vedat, ze mali ambiciu tvori¢ dejiny. Ich koncepcia
sledovala hned niekolko paralelnych zdujmov. Prvym
impulzom k ich usporiadaniu bol , dar* Klementa
Gottwalda vytvarnikom — presnejsie udajne z jeho
podnetu zrychlend rekonstrukcia Jazdiarne prazské-
ho hradu a jej ndsledné venovanie vytvarnej obci. Vol-
ba miesta tohto ,daru” mala sama o sebe silny sym-
bolicky ndboj — Hrad, univerzdlny symbol moci, sa
sCasti stal verejnym priestorom — miestom, kde $tdt
prezentoval svoje umenie, kde ho pontkal najsirse;
verejnosti. Treba pripomentt, Ze volba Jazdiarne ne-
bola ndhodnd, pretoze td sa uz od roku 1947 na pod-
net prezidenta BeneSa upravovala na vystavné acely.
Mali sa v nej konat pravidelné vystavné salony, ktoré
by organizovalo kuratérium pri kancelarii prezidenta
a prace natolko postupili, ze prvd vystava uz mala
uréeného komisdra (Dr. Novotného) a ndplii — mala
byt tridsatro¢nym prierezom z vytvarnej tvorby.*®
Kanceldria prvého robotnickeho prezidenta iba po-
kracovala v uz zacatom pldne. O snahe vyrovnat sa
predchddzajicej vldde vypovedd aj propaganda, kto-
rd tvrdila, Ze vystavny resp. ideovy program Jazdiar-
ne stanovil prezident.”” V navrhovanom programe
Jazdiarne sa malo striedat si¢asné umenie s umenim
19. storocia. Takto koncipovany program vlastne
stvaroval” dejiny, sucasné umenie viditelne dolado-
val k (vybranému) umeniu 19. storocia, popieral mo-
dernu tradiciu a zdrovenl vytvéral int ,,nespochybni-

aprila 1947 na Slovanskom ostrove v Prahe minister zahranic-
nych veci Jan Masaryk. Vystavu usporiadala Umeleckd beseda
v spoluprdci so Spolo¢nostou pre kultarne a hospodarske styky
so ZSSR a vystavovali na nej Alexander M. Gerasimov, Sergej
V. Gerasimov, Alexander A. Dejneka, Arkadij A. Plastov.

7 Mnohé z textov boli publikované v: MRKVICKA, O. (Ed.):
Stietnuti — Sovétské maltistvi a soucasné uméni. Praha 1947.

8 Podla Pravda, 29, 4. 2. 1948, &. 46, s. 4.
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telna“ a historicky podlozend. V susedstve s ,,maj-
strovskymi dielami“ 19. storocia sa nové umenie po-
svicovalo, dostdvalo zdanie zdkonitosti a historicke;j
opodstatnenosti. Z tychto dévodov a zrejme aj z do-
vodov ideologickych nejasnosti okolo buduceho sme-
rovania bola prvou vystavou v Jazdiarni velkd pre-
hliadka ¢eského umenia 19. storocia.

Druhym, takpovediac iniciatnym, podujatim bola
vystava Ceskoslovensky lud a Jeho kraj v Zivote, prici a zd-
pase — vystava, ktorej koncepcia hladala v umeni 20.
a 30. rokov predstupeii k tomu, ¢o bude charakterizo-
vané ako socialisticky realizmus.” Jazdiarenské pre-
hliadky potom pokracovali v dvojro¢nych intervaloch.
Kazda mala svoj vlastny program, ten bol viac kulttr-
no-politicky,”" nez umelecko-historicky a mozno ho
vnimat ako historické javisko. Vystavy sa postupne
napltiali novym umenim a produkovali nové , hviezdy*,

% Bolo stanovené, Ze program siene md zoznamovat [ud s dielami
klasikov ¢eskoslovenského vytvarnictva, pri tej prileZitosti boli
vystavené aj dovtedy nezverejnené hradné zbierky. — NECA-
SEK, F. (ed.): Za rozkvét &. vytvarného uméni. (Projevy
z konference). Praha 1951.

0 (.} Ze nase uméni v dvacdtych a t¥icarych letech, o kdy% oslabené
rozkladnon atmosférou iipadkové burfoazni spolecnosti, Cerpalo piece
Jen ve svych nejlepSich dilech svou inspiraci ze styku se Zivotem lidu
a rodné zemé {...}.“ — Ibidem, s. 10.

72

2. Mdria Medveckd: Odvddzanie
kontingentu na hornej Orave,

0 1713, 1951, olej na pldtne,
171 X 270 cm. Majetok: OG
Dolny Kubin. Repro: BEDNAR,
§. — CEMICKY, L. (Eds.):
Slovenské vytvarné umenie na
ceste k socialistickému realiz-
mu. Bratislava 1950.

tu vak hrozilo viditeIné prerusenie kontinuity s pred-
chddzajacim vyvojom, preto, aby sa zabezpedila aj ucast
starSich zasluzilych umelcov zvykli poroty vystav vy-
sielat zéstupcov do ateliérov vytvarnikov starSej gene-
rdcie, aby vybrali diela z ich najnovsej tvorby. Prehliad-
ky tak v prvom rade komplexne predstavili (a skon-
trolovali) priacu vsetkych vytvarnikov. Na mnozstve
zhromazdeného materidlu sa potom pomerne jedno-
ducho dalo vysvetlit, ktoré diela a pre¢o vyhovuji no-
vému smeru. Vystava sa tak stala akousi instrukciou,
navodom ako dalej. Zdrovenl prehliadky demonstro-
vali ,jednotu vytvarnej obce”. Tento aspekt bol Casto
v sprievodnych textoch podciarkovany a davany do kon-
trastu s predfebrudrovou spolkovostou. Ceskoslovenské
prehliadky v neposlednom rade manifestovali aj bezprob-
lémovost ,bratského” vztahu medzi oboma narodmi —
aj tychto tém sa Casto dotykali tivody v katalégoch.*

4 FORMANEK, V.: K zévéru II. Prehlidky v Jizdrné. In: V-
tvrané uméni, 3, 1953, s. 512-522.

27 novin a asopisov vyplyva, Ze povojnové vztahy medzi né-
rodmi boli napité, napriklad v roku 1948 pisal L. Novomesky
list Vaclavovi Kopeckému, kde sa stazoval na $tvava kampan
v $portovej (1?) rubrike Mladej fronty a vyzyval ho ,kazdy proti
Sovinistickému chrapinstvu a svinstvu vo viastnom ndrode! — Ume-
nie politiky, politika umenia 11. Z listov Laca Novomeského. Ed.
S. DRUG. Bratislava 1989, s. 219-222.



3. L. Semenov: Karikatiirna kresha

Kritiku, vekni konecné, libim se ti

nebo ne?*” Repro: Vytvarné uméni,
II, 1951 — 1952, 5. 261.

Po spusteni alohovych akcii sa na prehliadkach vy-
stavovali Stdtne objedndvky, a aj ked sa tomu kritici
Casto branili, boli to prave velké $tdtne prehliadky,
kde sa diela kodifikovali. Z analyzy zlozenia vystavu-
jacich autorov a vystavenych diel na jednotlivych pre-
hliadkach vyplyva, ze v rdmci pomerne kratkeho ob-
dobia sa vyzdvihované a cenené diela dostali na
takmer kazda velkd vystavu — ich cirkuldcia bola po-
zoruhodnd.®

Vystava Ceskoslovensky lud a jeho kraj v Zivote, prdci
a zdpase (Praha, 1949) bola nainstalovand v mesiacoch
méj a jan na ,hradé v sidle presidenta Gottwalda, moud-
rého inicidtora naseho nového ndrodniho snazeni”, ktory
nad fiou prevzal z4stitu.* Prehliadka bola venovani
IX. zjazdu Komunistickej strany Ceskoslovenska a jej

> Napriklad dielo ,,Odvéddzanie kontingentu na hornej Orave®
(1951) od Mirie Medveckej (dnes majetok Oravskej galérie
Dolny Kubin), ktoré mozno pokladat za emblematické dielo
slovenského socialistického realizmu bolo okrem celosloven-
skych a krajskych vystav prezentované aj na Vyrwarnej sirode
1951, 11. Prebliadke Ceskoslovenského vitvarného umenia 1951 —
1953, Desat rokov Ceskoslovenskej Ludovo demokratickej republiky
vo vytvarnom umeni 1945 — 1955, okrem toho autorka zafi do-
stala Statnu cenu K. Gottwalda.

# Citované podla Gvodu v katalégu Ceskoslovensky lid a jeho kraj
v Zvoté, préci a zdpasu. Praha 1949.

— Kritiku, fekni Lanecnd, libing se ti nebo ne?

Cestné predsednictvo bolo zostavené z radov kultar-
nej a politickej $picky.” Koncepcia, v stlade s pod-
titulom Vystava obrazii a soch 1918 — 1949 predstavi-
la vyber z diel vytvorenych od vzniku Ceskoslovenska.
Predlozend kolekcia bola vlastne akousi vyberovou
projekciou vzorovej minulosti — komisia predstavila
diela, ktoré pokladala za predstuperti socialistického
realizmu. Porota vyselektovala diela, ,r0r¢ sa najviac
priblizovali novému dnesku, v ktorych citime vztab k pracu-
Jticemu Ludu, ndrodu a zemt, ktoré uchovdvaji ndrodné tra-
dicie ndsho klasického realistického umenia pred ndporom
cudzorodych formalistickych vplyvov.“*® Takto koncipo-
vand kolekcia mala v prvom rade posilnit opravne-
nost novej doktriny — predostrela nova interpretdciu
dejin, selekciou minulosti kreovala nova budicnost.

5 Cestné predsednictvo: Zdengk Nejedly (Minister $kolstva, vied
a umeny), Viclav Kopecky (Minister informdcii a osvety), Laco
Novomesky (Poverenik $kolstva, vied a umeni), Andrej Pav-
lik (Poverenik informdcii a osvety), Viclav Vacek (Primdtor
hl. mesta Prahy), Bohumil Cervi¢ek (Prednosta kancelarie pre-
zidenta republiky), tajomnikom vystavy bol FrantiSek Petas.

46 Podla tvodu v katalégu Ceskoslovensky lid a Jebo kraj v Zivoté,
praci a zdpase. Praha 1949.
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Tento vyber nedostal teoreticku zdkladsiu, v katalégu
bol publikovany iba kritky nepodpisany tvod v mene
vystavného vyboru, ktory mal inStruktdZzny charak-
ter. Z dvadsiatich $iestich ¢lenov vystavného vyboru
bolo Sest nominantov zo Slovenska.?”” Tomuto pome-
ru zodpovedalo aj zloZenie vystavujucich. V sloven-
skom vybere dominovali predstavitelia moderny, ti,
nad ktorymi bude onedlho vyrieknuty ortiel forma-
lizmu.* Vplyv novej doktriny sa skor neZ v menoslove
odrazil vo vybere jednotlivych diel — napriklad u Lu-
dovita Fullu komisia uprednostnila folklérne motivy
a potlacdila jeho modernost,” Martin Benka bol za-
stupeny vyberom z 20. a 30. rokov a od Cypridna
Majernika boli vybraté iba diela na socidlne témy.
U ostatnych slovenskych autorov sa vyber sustredil
na krajinky, zétisia, civilné motivy. Prehliadky sa za-
Castnila skoro kompletnd zostava modernej genera-
cie (chybal iba Mikulds Galanda), ale bez reprezenta-
tivnych diel. Slovensky vyber bol Ciasto¢ne reinstalo-
vany vo Zvolene. Mnohi z vystavenych autorov sa na
dalsich prehliadkach neobjavili.

Dal§im velkolepym podujatim bola vystava Vy-
tvarnd riroda (1950),” ktora sice nepatri do jazdiaren-
skej série, ale bola koncipovana celostdtne, a preto
do tohto prehladu patri. Vytvarnd sroda bola prvou
celostatnou vystavou, ktora organizoval novy Zviz
Ceskoslovenskych vytvarnych umelcov. Uz ndzov Vy-
tvarnd divoda naznalil nové priority kultirnej politi-
ky. DuSevnd prica, teda tvorba sa pripodobtiovala
k poI'nohospodadrskej vyrobe — prezentovala sa ako
suroda“. Ndzov vznikol na novej médnej vlne, ktord
sa rozmohla po Februdri — popularitu si ziskala aj pra-
covna a budovatelska Stylizdcia vSedného Zivota.”!

7 Pt vytvarnikov Stefan Bednér, Ladislav Cemicky, Bedrich
Hoffstadter, Jozef Kostka, Jan Mudroch a jedna teoreticka
Alzbeta Giintherovd-Meyerova.

8 Najpocetnejsie boli zastapeni: Milo§ A. Bazovsky (5), Martin
Benka (6), Ludovit Fulla (9), Cypridan Majernik (9), Gustav
Mally (8), Jozef Kostka (5).

¥ Preto je zardzajici vyber kolorovaného drevorytu ,Revicka
Madona“.

°% Praha, U hybernd, 18. december 1950 — 15. janudr 1951.
1 Aj ked ani zdaleka nenastal taky extrém ako ddvat detom

budovatelské mend (Traktor, Elektrifikdcia) ako po revolucii
v Rusku.
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Priority spolo¢nosti a aj naroky na umenie sa zmenili
a umeleckd tvorba sa stala druhom sluzby. Poslanim
umenia nebolo len Zivot zobrazovat, ukazovat, ale ho
aj menit a tvorit.”? T4to situdcia bola umocnend, v du-
chu schematickej aplikdcie marxizmu-leninizmu, vie-
rou v spatnd posobnost umenia na hospodarsku za-
kladfiu. Vo vytvarnej praxi to znamenalo navstevy
umelcov na pracoviskach, ktoré poskytli priamy kon-
takt so ziaducimi ndmetmi a ukdzali robotnikom, Ze
aj ,vytvarnicka®“ praca je prdcou,” ze vytvarnik nie je
Lprizivnik”, ¢ kolisavy element, ale jeden z nich.”*

Mnohé z vytvarnickych ndvstev na pracoviskdch
boli ,nad$enecké” iné boli sacastou nového, ekono-
mického usporiadania — tlohovych akcii.” Ulohové
préce uz tvorili Cast vystavenych diel (predovsetkym
skice) prezentovanych na Vytvarnych sroddch.

V roku 1950 sa $tdtna moc zacala uplattiovat aj
pomocou nepopuldrnych opatreni a na verejnost za-
Cali presakovat indicie o nadchddzajacich procesoch:
Vladimir Clementis bol odvolany, Gustav Husak
a Laco Novomesky kritizovani. V novinach sa zacali
objavovat sebakritiky, spominal sa vntutorny nepria-
tel. K neistej domacej sa pridala aj napdtd medzina-
rodnd situdcia, len v rokoch 1950 — 1952 sa pozia-
davky na armddu zvysili $tvorndsobne. Politicku si-
tudciu reflektoval aj kataldg k vystave, v texte sa spo-
minal konflikt v Kérei a zdbrazioval ,bratsky” aspekt
spoluzitia Cechov a Slovakov, ktory mal zmieri¢ na-
pitie okolo odhalovania slovenského burzodzneho
nacionalizmu. Koncepcia vystavy sa niesla v ,.znameni
snahy vytvorit o najpravdivejsie realistické vytvarné die-
la“. V katal6goch k takému typu vystav nebolo zvy-
kom uverejiiovat odborné texty, pravdepodobne pre-

> NOVOMESKY, L.: Definitivna napli literatdry. In: Kuliirny
Zivot, 4, 1949, &. 5, s. 1.

%% Presvied¢aju nds o tom formuldcie ako ,, Umélec je predevsim pro-
dukujici délnik; je proto potieba, aby se zbavil stavovskych predsud-
ki, a aby pracoval podle planu a il jako ktorykoliv obian nové spo-
locnosti. Jediné z jeho socializace miiZon vzniknont novd dila.” —
KUSAK 1998, c. d. (v pozn. 19), s. 281.

>4 Strana bola vodi inteligencii vzdy podozrievava, nezhody za-
cali uz v 30. rokoch, ked sa zacal formulovat zdrodok tzv. tvr-
dého jadra komunistov. Napriklad formuldcie v: NEUMANN,
S. K.: Antigide, neboli optimismus bez povér a ilusi. Praha 1951
(prvé vydanie 1937).



4. Martin Benka: Stiidia ¥ obrazu Minulost a sicasnost, O 2585, 1952, olej na pldtne, 51,8 X 97 cm. Majetok: Slovenskd ndrodnd galévia.
Foto: Fotoarchiv SNG.

to, lebo nikto z fungujacich teoretikov vlastne neve-
del, ¢o presne socialisticky realizmus je.” Boli to skor
akési tvody do novej problematiky, ktoré vymentuvali
dbvody, ktorymi by sa dali ospravedlnit tie diela, ktoré
neboli korektné v zmysle ideoldgie. Podla textu v ka-
talogu na prvej Urade boli vystavené ,pokusy, teda nie
diela vyzretej ideovosti a umeleckej dokonalosti, ale ,slub-
né zaciatky“.”’ Vystavnd komisia sa v duchu budova-
telského entuziazmu premenovala na komisiu pre pla-
novanie a prace sa vyberali z krajskych vystav a boli

% Ulohové akcie vypisoval Zviz (Svaz Ceskoslovenskych vytvar-
nych umelcov), konkrétnym vytvarnikom boli zadané témy,
na ktoré mali v danom termine vytvorit diela. Ak autorov
ndvrh na tému porota prijala, bola vytvarnikovi po dobu 6
mesiacov vypldcand mesacna Ciastka, pocas prace na objed-
ndvke bol autor v pravidelnom styku so subkomisiou ktord
radila ako md vytvarnik postupovat, napriklad aby opravil
pozadie, narovnal hrdinovi chrbdt, premiestnil postavy, opra-
vil vyraz v tvire, farebnost etc.

rozdelené do narodnych sekcii. Vyber pre slovenska
sekciu uz zahfiial inych autorov, nez boli ti, ktori vy-
stavovali na Ceskoslovenskom lude, takmer Gplne z neho
vypadli modernisti (Janko Alexy, Milo§ A. Bazovsky,
Martin Benka), vyber preto posobi trochu ako gene-
ra¢nd vymena (Orest Dubay, Bedrich Hoffstddter,
Jozef Kostka a mladi vytvarnici). Slovenské umenie
bolo v rdmci celo$tdtnej prehliadky vanimané pozitiv-
ne — ukdzalo sa ,jak kusé byly pomluvy o zaostalosti slo-
venského uméni*.>® K ocefiovanym autorom patrili La-

56 Velmi vystiZne sa na tito tému vyjadril novinr Véclav Cerny:
WDoklonil bych se po pds, v 1icté bych poklekl pied tim, kdo by mné, nez se
dostavi konec mych dnil, presné vystvétlil, co je ten socialisticky rea-
lismus*. — CERNY, V.: Pamiti 1945 — 1972. Praha 1992, s. 228.

%7 Na ceste k socialistickému realizmu. In: Vyrwarnd siroda 1950.
Kat. vyst. bez tirdze. (Pravdepodobne) Bratislava 1950. Uvod

nema autora.

8 SOLTA, V.: Piipominky k vystavé¢ , Vytvarnd troda 1950%.
In: Vytvarné uméni, 1, 1950, s. 385-395.
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dislav Cemicky, Ctibor Belan a predovietkym Maria
Medveckd, ktorej kariéra sa zacala prave tu. Na Uro-
de vystavila triptych ,,Oravskd priehrada“ (1950), kde
bola okrem ndmetu ocenend aj obroda epickych ob-
razovych cyklov. Ustredny motiv obrazu je z vystavby
priehrady a diela po strandch su alegorickymi vyjav-
mi na budovatelskd tému. Napriek pochvalam nebol
»obdiv* nekriticky ani vo¢i Medveckej ani v pripade
pozitivne vaimaného Belanovho obrazu ,,Prechod cez
Cierny Vah* (1949), ktory bol zas pokladany za prili
pesimisticky — nakoniec im viac vytkli nez pochvalili.
Uz vtedy sa zacali ozyvat pochybovacné hlasy, ktoré
varovali pred tym, aby pochvélené a vystavené diela
na prehliadke neboli hned kodifikované, aby divéci
nepredpokladali, Ze ,.izde 0 vystavu vzorov socialistického
realizmu, Ze sa im dostdva znacky kvality“.>® Konecny
verdikt kritiky bol zmierlivy a uznal, Ze prerod bude
postupny a tazky, kedze ,zdpas o socrealizmus prebieha
iba chvilu a nemdZeme hned olakdvar uchvacujice diela*.”
V textoch sa dalej doslova vysvetlovalo ako na vec,
¢o by bolo treba na obrazoch opravit, na ktoré detai-
ly sa zamerat a ako postupovat dalej. KedZe mnohé
z vystavenych prac boli skicami k dlohovym pracam,
mohli byt podla ,ndvodov* prepracované. Price vy-
stavené na prvej Vytvarnej sirode boli odsidené ako zly
a neujasneny priklad, kedy sa vytvarnici sice hldsili
k novej tematike, ale sa eSte nezbavili ,blavnych ostiiov
Jormalizmu® — iba spracovali nové témy starymi meté-
dami.®" Z odstupu rokov moZno zhrnit, Ze vystavené
diela na tejto vystave patrili k vytvarne zaujimavym
a daju sa vnimat ako snaha vizudlne formulovat vlast-
na (teda z Ceskej a slovenskej tradicie vychadzajicu)
cestu k umeniu socialistického realizmu. Cast z tychto
obrazov bolo tdajne pouzitd ako dekoracia na IX. zjazde
Komunistickej strany Slovenska v Bratislave.

Druhd Vytvarnd siroda (1951) uz bola aj fyzicky
rozdelend podla sekcii, Ceskd a slovenska sekcia vy-

> Tbidem.
% Ibidem.

OV . Pieblidka ceskoslovenskébo vytvarného uméni 1949 — 1951. (Dis-
kusné prispevky). Praha 1951.

6 7. Alexy s kresbou ,Stadia stromov* (1951), M. A. Bazovsky
s olejom ,,Hviezdoslavov kraj“ (1950), M. Benka s olejovou $ta-
diou ,, Vytvarnici na statnopolitickom skoleni v Mlytianoch“ (1951)
a Fulla s ilustraciami k Fieldingovmu roménu Najdsich Tom Jones.
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stavovali oddelene jednoro¢ny vyber z tvorby jednot-
livych stredisk. Po ich skoncenti si krajiny vystavy vy-
menili, a kedZe sa celo$tdtne prehliadky konali vzdy
v Cechéch, bol ¢esky material na Slovensku novin-
kou. Obozndmit sa s nim bolo pre nadsho divika, vy-
tvarnika a hlavne funkcionara dolezité, pretoze pra-
ve s tymito dielami sa potom slovenské umenie po-
rovndvalo. Pre nds bolo vzorom ceské umenie o to
viac, ze Ceski vytvarnici v socialistickom realizme po-
krocili dalej (mali uz za sebou prva ulohova akciu).
Préve toto fyzické rozdelenie vystavy ovplyvnilo vy-
ber slovenského materidlu. V rdmci ¢eskoslovenskych
prehliadok vystavovalo madlo slovenskych autorov
(okolo dvadsatpit), ale pre tuto prilezitost bolo nut-
né vyber rozsirit, preto sa na druhej Vytvarnej irode
opdt objavili modernisti, napriklad J. Alexy, M. A.
Bazovsky, M. Benka, L. Fulla.®® Kritika si ich samo-
zrejme podala, ale vystaveni boli; napriklad o Fullovi
M. Viross napisal, ze mu prerod ide najpomalsie zo
vSetkych vytvarnikov.® Zdanlivd persondlna konti-
nuita vytvarnej scény sa vsak zas obnovila. Na vysta-
ve boli uz klasicky zastapené portréty, ndmety
z Povstania, prevahu mala krajinomalba a pracovné
vyjavy. Jedinou historickou kompoziciou® bolo Med-
veckej ,,Odovzdavanie kontingentu na Hornej Ora-
ve“ (1951). Zavi$enim vystavy bola akvizicia patnds-
tich diel, ktorti vo vybere zrealizovala Slovenskd nd-
rodnd galéria.

Akoby pokradovanim reinterpretadnej vystavy
Ceskoslovensky lud a jeho kraj v £ivote, prci a zdpase bola
velkolepd bilanénd I. Prebliadka ceskoslovenského vitvar-
ného umenia za roky 1949 — 1951 (1951), prvé zo Sty-
roch poeticky nazyvand aj prvy kvet nového umenia.
O doslednosti s akou sa pripravovala sveddi aj samo-
statne vydany organizaény poriadok. Vystavu nav-
stivil aj prezident republiky s manzelkou a o dielach
sa vyslovili s uznanim ako o pokroku na ceste k so-

% Tymto tvrdenim vlastne vytvarnikovi poméhal, pretoZe Fulla
sa o ziaden prerod nesnazil, celd prva polovicu 50. rokov sa
nakoniec aj tak venoval ilustrdcidm Slovenskych rozprdvok.

6

AN

Najcenenej$im zdnrom v maliarstve bola prave tematicka mal-
ba v zmysle historickej kompozicie, ktord ale nemala v nasom
umen tradiciu, a preto bola viac neZ iné naviazand na soviet-
ske priklady. O to viac, Ze prive takéto priklady sovietskeho
umenia sa v ramci medzindrodnej kultirnej propagandy vy-
vazali a reprodukovali.



cializmu.® Prvé Prebliadka bola prvou bilanciou diel
vytvorenych podla novych pravidiel v celo$tdtnom
meradle a mala vo velkolepom prehlade ukazat ,.do-
terajsie dispechy umelcov na ceste k umenin potrebnému
a zrozumitelnému Ludu, umenin ndrodnému; umeniu, kto-
7€ bude zobrazovar cestu ndsho ludu k Stastnej budicnosti
v socialisticke] republike“.* Aj ked nespokojnost s rych-
lostou procesu prechodu umelcov stile pretrvavala,
vystavu predsa ocenil ,sidrub Gottwald a vietok nds
Iud“®" ako nesporny tspech. Opit sa hodnotila snaha
a vazne usilie zbavit¢ sa formalizmu a prekonat tzv.
revolu¢nu formu.

Velkolepo koncipované vystavy prindsali so sebou
jeden paradox — kedZe boli organizované z najvyssich
miest (spociatku samotnou prezidentskou kancela-
riou), boli vlastne odsudené na Gspech. Vystavené diela
sa ocitli v ambivalentnej situdcii — boli posvitené vla-
dou, td ale s nimi nebola spokojnd. V tomto zmysle
na scéne panovala akdsi schizofrénia, typicka pre vztah
kultarnej politiky a kultary. Vzniknuty rozpor sa ¢asto
riesil dvojitym pristupom: vystava bola ako celok
akceptovand a pochvalend a kritika isla po jednotli-
vych obrazoch alebo obrazovych témach, pristavila
sa aj pri ,kladnych” aj pri ,zapornych® prikladoch.
Tie kladné dalej sluzili ako nasledovaniahodné pri-
klady a negativne boli ¢asto rafinovane zmierfiované
— t.j. ospravedltovali vytvarnikov.® Tiez poskytovali
névody, niekedy doslova instrukcie, ako na vec, na-
priklad ,.treba prebudovar od zdikladu celé tvorivé zamera-
nie, t.j. previest ho od destrukcie, vismechu a rozbijacskych
sndh zameranych proti burZodznemu poriadku ku kladné-
mu vztabu k dnenej skutocnosti*.” Préve vdaka tejto
kritickej praxi boli subory vystav chdpané ako skupi-
ny vzorov'® a toto takpovediac ,learning by doing”

6 O tejto udalosti vydala spravu CTK, 22. maja 1951.

6 Podla organiza¢ného poriadku. — Za rozkvét &. vitvarného umé-
ni. Konference. Praha 1951, s. 45.

¢ KARA, L. — SOLTA, V.: K nékterym otazkdm naseho sou-
Casného uméni. In: Vyrwarné uméni, 2, 1951-1952,'s. 232-241.

% Ku cti vytvarnym kritikom slazi, Ze takmer nikdy neodcu-
dzovali byvalych kolegov a ,,modernych spolubojovnikov*, pre-
javy hyenizmu boli skor Casté z radov rychlo-kariéristov
a byvalych kolegov — nedspesnejsich maliarov.

® KARA — SOLTA 1951-1952, c. d. (v pozn. 67), s. 232-241.

bolo charakteristickou ¢rtou ndstupu socialistického
realizmu.

Ceska kritika nevelmi pozitivne hodnotila vysta-
vené diela, vyditkami zahrnula aj tych, ktori vystu-
povali ako aspesni (t.j. M. Medveckd, C. Belan, J.
Kostka), ostatné prace ani nekomentovala. Medvec-
kej dielu uznali iba pozitivou snahu vytvorit typ hr-
dinu, ale mala sa pokusit zachytit ,»ysy bojovnikov za
industrializdcin Slovenska*, dokonca jej ako vzor po-
nukli P. M. Bohuna. K slovenskému umeniu sa pri-
stupovalo a priori ako k menejcennému — vyplyva to
z politickych ¢lankov, ktoré zdpalisto nabadaja k opa-
ku. Tento ndzor bol s¢asti namieste, ndstup socialis-
tického realizmu bol u nds pozvolnejsi a rozpacity.
Ved az na par kusov neboli u nds takmer Ziadne ,,tvr-
dé“ diela, neexistuje ani len porovnatelny priklad
k najvelkolepejsiemu dielu sorely obrazu ,,Vdakyvzda-
nie ¢eského a slovenského Iudu generalissimovi Sta-
linovi“ od Jana Cumpelika.”’ Na vystave sa prezen-
tovali predovsetkym vysledky z prvej tlohovej akcie,
ktord eSte na Slovensku nezacala, pravdepodobne
z ekonomickych dévodov, no oficidlne bola prekaz-
kou Novomeského politika, ktord vraj podcefiovala
realistické umenie 19. storocia, a preto nedovolovala
slovenskej sorele rozvinat sa. Kataldg k vystave uva-
dzal len zoznam diel, dlhy teoreticky text bol publi-
kovany v Casopise Vyrwarné uméni,”* ktory simuloval
katal6g v dnesnom slova zmysle a k vystave vysiel aj
zbornik diskusnych prispevkov.” Z textov vyplyva,
ze situdcia sa takmer nezmenila a vyditky boli stéle
tie isté: v krajindrstve, ku ktorému sa utiekalo stdle
viac vytvarnikov bolo namiesto pozadovanej optimis-
tickej krajiny ,jes?é piilis mnobo chmury a stesku™ ale-
bo (napr. Belanovi) sa vycitalo, Ze sa v diele namiesto

0 Casto byla kladena otdzka, je-li vistava v Jizddrné vistavou vzori.
Zajisté ne, ale pomdhd {...}* — Ibidem.

7 Jan Cumpelik, Alena Cemakovd, Jaromir Sochof: , Diktivzdani
¢s. lidu generalissimu J. V. Stalinovi®, 1951 — 1952, tempera
na pldtne, 870 X 800 cm (dnes nezvestné). Tento kolektiv
z Arméddneho vytvarného $tidia vystupoval aj pod menom
C.8.C. Dielo vzniklo podla ruského diela , Velikému Stalinovi
— slava“ (Kugacov, Necitelja, Cypljakov).

2 KARA — SOLTA 1951-1952, c. d. (v pozn. 67), s. 232-241.
3 Za rozkvér &. vyitvarného uméni. Konference. Praha 1951.

7 KARA — SOLTA 1951-1952, ¢. d. (v pozn. 67), s. 235.
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5. Jdn Mudyoch: Partizdnka na strdzi pod Rozsutcom, O 1617, 1954.
Olej na pldtne, 86 X 66 cm. Majerok: Slovenskd ndrodnd galéria.
Foto: Fotoarchiv SNG.

revolu¢nej romantiky prejavil rys pasivneho roman-
tizmu. Dobovd kritika bola priam posadnutad ,the-
matickou” malbou, neustdle brojila za jej obrodu
a rozvoj (venovat sa jej bola najlahsia cesta ako urobit
kariéru). Tematickd malba, ktord vyrdbala idealizo-
vana histériu a pritomnost, sa na tento ucel hodila
este viac nez fotografie, pretoze okrem toho, Ze za-
chytila potrebnt tému tak, ako to bolo ziaduce, pri-
dala jej zdanie opravnenosti a patinu. Na zdver kaz-
dej kritiky bolo ohodnotené usilie o vymetenie for-
malizmu a pochvala, Ze skutocne formalistické diela
sa uz na prehliadkach nenachddzaja.

O dva roky neskér bola zorganizovana I1. Prebliad-
ka Ceskoslovenského vytvarného umenia 1951 — 1953

7> S tvrdenim, Ze zvolend tlmend farebnd stupnica a rozptylené
svetlo zodpovedaju optimistickym pocitom by sa zrejme dalo
uspesne polemizovat. Podla KEMENY, A.: Ndmetové okruby
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(1953). Vystava bola 15. mdja slavnostne otvorend
za pritomnosti prezidenta Antonina Zapotockého,
ndmestnika predsedu vlddy Zdenka Nejedlého
a ministra informacii a osvety Vaclava Kopeckého.
Neskor sa periodicita vystav narusila a zorganizovali
sa uz iba dve pokracovania I1I. Prebliadka... (1955)
alV. Prebliadka... (1959). Napriek rovnako velkole-
pej koncepcii a mnozstvu vystavenych exponatov boli
to prvé dve, ktoré formovali tvar kultarnej politiky.
Tretia Prebliadka odrdzala rozpaky nad zmenami
v definicii socialistického realizmu a $tvrtd potvrdzo-
vala zmenenu situdciu.

Porota vystav bola priamo zodpovednd Klemen-
tovi Gottwaldovi, takze jeho smrt oddialila otvorenie
vystavy. Zastita nad fiou plynulo presla do kompe-
tencie prezidenta A. Zapotockého, akoby bol patro-
ndt nad umenim jednym z odznakov moci. Samotnd
organizdcia podujatia uz presla do kompetencie Zva-
zu Ceskoslovenskych vytvarnych umelcov a majoritné
zastupenie ¢lenov Zvizu urcovalo koneéné zloZenie
expozicie. V porote, ktord mala tridsatosem clenov,
bolo zastupenych Sest slovenskych reprezentantov (M.
Benka, B. Hoffstddter, J. Kostka, D. Milly, R. Pribi§
a M. Viross). Na druht Prebliadku prednostne vybe-
rala diela z tlohovych akcii, akcie Povltavi, akcie Stavby
soctalizmu a inych Statom dotovanych akcif.

Aj tato Prebliadka dostala velkorysy priestor v ¢a-
sopisoch a k dielam sa vyjadrovali popredni kritici.
Aj tentoraz vynikla M. Medvecka s dielami ,,Odovzda-
vanie kontingentu na hornej Orave® (1951) a ,Deti
mieru” (1952), ktoré boli v savislosti s triptychom
,Oravskd priehrada“ vnimané ako pozitivny vyvoj.
Uspech , Kontingentu“ viak nebol v zvladnuti realis-
tickej malby, napriek tomu, ze Gdajne ,celé dielo dycha
svieZim optimizmom*,” bola to téma, ¢omu sa dostalo
oslavy. Autorka zobrazila jedno z desivych obdobi
néstupu socialistického polnohospodarstva, ktoré su-
viselo so zakladanim druZstiev a na Slovensku patrilo
k politicky najpélcivej$im — odovzddvanie predpisa-
nych potravinovych ,prebytkov® $tdtu. Medvecka
spravila presne to, ¢o sa vyzadovalo — ,,na sldvu veé-
na“ zobrazila dejinny dsek tak, ako mal prebiehat,
ako si strana zelala, aby prebichal, a ako sa nafi malo
spominat. Prave preto bolo toto dielo u politikov také

socialistickej epochy v slovenskom vytvarnom umeni. Nepublikova-
nd diplomova praca. Katedra dejin umenia a muzikolégie FiF
UK. Bratislava 1979, s. 20.



populdrne a preto je ,,Kontingent” v nasom kontexte
dielom sorely par exellence.”® V tomto zmysle autor-
ka koncipovala aj dalsie sldvne dielo ,,Deti mieru®
(1952). Vyjav je v porovnani s ,Kontingentom® po-
dany zivsie, s presvedcivej$im svetlom a rozohranym
pohybom.”” Cenilo sa ko ukdzka starostlivého pozoro-
vania skutotnosti a vhibenia sa do psycholdgie mlddeze vy-
obrazenymi v odviznej kompozicii“.”® Hodnotenie je ob-
razom propagandy, pretoze vyjav nemd so skutoc-
nostou ni¢ spolo¢né, aj ked Medveckej deti sedeli
modelom a krajina za nimi je vysekom z konkrétne;j
oravskej prirody. Je tazké predstavit si, aby sa zaliat-
kom 50. rokov nedelne vyobliekané oravské deti cho-
dili hrat pod les s babkovym divadlom. Tu sa Med-
veckej podarilo vystihntt ta pozadovant rovnovihu
medzi do o¢f bijucim nezmyslom vyjavu a jeho realis-
tickym posobenim. , Deti mieru” sa totiz, ako to do-
kladd aj ndzov, alegériou, ale alegériou, ktord je po-
déavana ako skutoc¢nost a od divdka pozaduje, aby bola
takto vanimand. Ako za vSetky diela, aj za toto bola
maliarka okrem chvdly karhand — vycitka smerovala
k mélo prepracovanému spojeniu medzi vyjavom
a pozadim. O popularite takto koncipovaného diela
sveddia aj iné, podobné prace, napriklad ocefiovany
»Micurinsky krazok“ (1952) od E. Spannerovej, , Kar-
linski pionieri piu prezidentovi Gottwaldovi“ od R.
Dvotikovej, ,,V Sokoloch buduicnosti“ od O. Oplta.

Napriek uspechom a chvile kritici vytvarnikom
vycitali nejednotnost socialistického obsahu a realis-
tickej formy a nedostatky vo figurdlnej malbe. Figu-
ralne maliarstvo bolo doslova tzkym profilom, preto
dostalo konkrétnu ideologicka podporu,” ktord sa
odrazila aj vo vy$$om finan¢nom ohodnocovani. Po-
zitivne bolo zhodnotené azda len krajinarstvo a v rdm-
ci neho, uz tradicne, obraz ,Liptovské hole“ (1950,
1952) od Bedricha Hoffstidtera.* Vystavu zhodno-
til aj Zviz Ceskoslovenskych vytvarnych umelcov na

76 A préve preto ho na Orave neprijali dobre, pre toto klamstvo,
ktoré bolo v Prahe a v Bratislave osldvené — v ézse vzniku diela
sa na umelkyiin mnobi krajania na Orave hnevali, pretoZe
v skutotnosti kontingenty neodovzddvali s tym dismevom, ktory ona
predvidala — ale po Case, ked drugstevné hnutie zapustilo hlboké ko-
rene, prihldsili sa k jej viedajSiemu chdpanin, a toto sa vold budric-
nostny aspekt”. — Ibidem.

77 VAROSS, M.: Maliarstvo a grafika na VU 1951. In: Kultrrny
Sivor, 7,1952, & 1, 5. 5-6.

0. Ladislav Cvemz'c,éj: Hra s bublinon, O 4756, 1953, olej na pldtne,
124 X 98 cm. Majerok: Slovenskd ndrodnd galéria. Foro: Foroarchiv
SNG.

svojom zasadnuti 27. jana 1953, kde obsirny referat
predniesol Antonin Pelc a vybor vo svojom vyhldseni
vSetkym ¢lenom zdoraznil, Ze podcefiovanie ideolo-
gického tuseku price by prakticky znamenalo posil-
nenie idealistickej burZodznej ideolégie.®! Tiéto for-
muldcia uz bola viac nez len varovanie, bola to vy-
hrdzka.

8 VAROSS, M.: Slovenskd vitvarnd pritomnost. Bratislava 1953,
s. 48.

7 Resoluce ze zaseddni vyboru UVCSVU dne 27. Cervna 1953.
In: Vytwarnd prdce, 3, 1953, ¢. 19, s. 2.

8 Pre autora sa dielo stalo osudnym, ked ho viezol z Deminovej
na celoslovensku vystavu havaroval a tragicky zahynul.

81 Resoluce ze zasedani vyboru UVCSVU dne 27. Cervna 1953.
In: Vytvarnd prdce, 3, 1953, ¢. 19, s. 2.
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Zostava diel na III. Prebliadke ceskoslovenského vy-
tvarného umenia (1955) uz odrazala rozpaky, v akych
sa vytvarnd scéna ocitla. Napriek tomu sa na vystavu
zozbieralo okolo osemsto préc, ktorych jadrom boli
diela vybraté z tematickych satazi (napriklad z celo-
slovenskej sutaze k desiatemu vyrociu Slovenského
narodného povstania, zo sutaze na diela s polnohos-
podarskou tematikou a zo sataze k 10. vyrociu oslo-
bodenia republiky). Uvodny text v katalégu edte ne-
odrézal stav, do ktorého sa umenie dostalo. Podpora
bola opit vyslovend tematickej malbe, chvalili sa aspe-
chy, riesili problémy mladych (ich diela vraj boli pri-
1is Sedivé) — avod v katalégu je ni¢ nehovoriaci az
nudny, prave tento nedostatok nadSenia je presved-
¢ivym indikdtorom zmeny. Zviz preto k vystave uspo-
riadal sustredenie, vysledkom ktorého bol zbornik
studii.®? Potreba zaujat stanovisko bola umocnend aj
priemernym materidlom vystavenym na vystave,
mnohé diela ,nestihli“ zmenu zaregistrovat, preto sa
vyber robil akoby na dve strany. Dokonca porota uz
nevyslala svojich zdstupcov vybrat diela do ateliérov
vytvarnikov starSej generdcie, snaha poddvat ,socia-
listické” vykony polavila.

Z hladiska slovenskej ucasti tato prehliadka pat-
rilak tym Gspesnejsim, a to napriek tomu, Ze ¢ast ma-
teridlu zostala na vystave v Slovenskej ndrodnej galé-
rii (konala sa pri prilezitosti otvorenia adaptovane;
budovy). Ocenené boli napriklad Hloznikove grafiky
a niektoré z novych Medveckej prac a Belanova ,,Po-
sledn4 zima“ (1955), ktord sa stala klasikou.

Posledna, IV. Prebliadka ceskoslovenského vytvarného
umenia (1959) bola zorganizovand po takmer patroc-
nej prestavke, takze uz nepatri do vypoltu vystav
ovplyviiujicich umenie sorely, napriek tomu sa pri
nej v kratkosti pristavime. Prestavku spdsobila situa-
cia v kultarnej politike a opdtovné zmeny kurzu.
V katalégu sa uz spominaju hrani¢né zjazdy a text je
opit skor odtazity a nie velmi konkrétny a koncepcia
vystavy, skor nez by bola vykrocenim na novu cestu,
odrdzala rozpaky. Vyrecny je skor zoznam vystavu-
jucich — vystavovali uz ,vSetci®, napriklad J. Zrzavy,
L. Fulla, M. A. Bazovsky. Potrebu zmeny vsak odra-

8 Boli zverejnené v dvoch Cislach Casopisu Vyrwarné uméni, 5,

1955, ¢. 5, 6.
% Prvd mala 59 453 ndvstevnikov, druhd 28 444, tretia 39 271

a §tvrtd, ktord trvala iba dva mesiace (ostatné 4-5), v Jazdiarni

(42 185) a v Manese (33 684).
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zala ndvstevnost, napriek nejednoznacnej koncepcii
mala prdve tdto vystava najvyssiu ndvstevnost.”

Udalostou ,,sezény* a bodkou za velkolepymi vy-
stavnymi projektmi pitdesiatych rokov bola vystava
Desat rokov Ceskoslovenskej ludovodemokratickej republiky
vo vitvarnom umeni 1945 — 1955 (1955), ktora sa ko-
nala v Prahe. Monumentdlna vystava zahfnala vyse
dva a pol tisic poloziek katalogu, ktoré boli umiest-
nené do piatich velkych galerijnych priestorov. Vy-
stavu spolu s Ministerstvom kultdry, Narodnou ga-
lériou a Ustrednym zvizom &eskoslovenskych umel-
cov usporiadalo aj Ministerstvo ndrodnej obrany (!?).
Jej koncepcia uz odrdzala prechod k novym vycho-
diskdm a poziadavky na vytvarnikov sa zmenili. Ohra-
niCenie vystaveného materidlu rokmi 1945 — 1955
naznacuje opatovnu ambiciu pomenovat ,,nasu stcas-
nost“, definovat ju a Casovo ohrani¢it (analogicky
k situdcii po roku 1948). Véclav Formdnek v Gvod-
nom texte v kataldogu oznacil cely tasek od oslobode-
nia za obdobie, ,.v ktorom sa umenie rozvija v riplne no-
vych Zivotnych podmienkach” * Tak sa dejiny novej ,s0-
cialistickej“ sacasnosti pocitali uz od vojny, a nanovo
sa definovalo, ¢o a kto su sacastou ,nasej tradicie”.
Katalégové texty sa uz klasicky delili podla vytvar-
nych druhov, slovenské umenie bolo spracované sa-
mostatne. Nasho materidlu sa dotykal aj text Jiftho
Kotalika o dekorativnom maliarstve, ktoré sa stéle
velmi oceniovalo, ved v sti¢innosti s novou architek-
tdrou sa prave monumentalne maliarstvo a sochdrstvo
najviac podielalo na tvorbe zivotného stylu.

V katal6gu je publikovany pomerne hutny a ob-
siahly text o slovenskom umeni od Karola Vaculika.
Vtedajsi riaditel Slovenskej ndrodnej galérie nezvy-
kol pisat dlhé texty, preto mozno usudzovat, Ze sa
chopil sance, ktora mu vystava poskytla a ,,poopravil“
dejiny sucasného umenia. Snaha rozsiri¢ hranice so-
cialistického umenia bola typickou ¢rtou Vaculikove;j
spisby o su¢asnom umeni pocas celych patdesiatych
rokov. V texte ospravedliiuje a vysvetluje povojnovi
windividualistickd, subjektivizugiicu, na formdlne riesenia
zamerani” tvorbu vytvarnikov. Za urc¢ujacu udalost
povazoval Zjazd vytvarnikov a architektov (1949),

“ FORMANEK, V.: Deset let &. vitvarného uméni. In: 10 let
Ceskoslovenské lidové demokratické republiky ve vitvarném uméni
1945 — 1955. {Kat. vyst.} Praha 1956, s. 5.



ktorym sa zacalo tvrdé obdobie nédstupu socialistic-
kého realizmu, to odsudil ako krétky usek, ktory skon-
¢l ,,obratom® po II. celostitnej konferencii (1952).
Toto obdobie vnima ako z4dvoz, do ktorého sa sloven-
ské umenie dostalo a ,podlahlo vilgarizdrorskym bes-
ldm a metidam, podvizujicim tvorivé snaZenie nadanych
umeleckych individualit ba poskytujiici naopak neobmedze-
né moznosti uplatiovania sa priemernym, profesiondlne ne-
pripravenym zjavom, ktori sa zameriavali vylucne a okdzalo
na obsah*.® Tiez kritizoval znevazujaci postoj k star$im
vytvarnikom, ako boli napriklad G. Mally, M. Ben-
ka, J. Alexy, M. A. Bazovsky, L. Fulla, C. Majernik,
ktori boli vulgarizdtormi zatlacovani do pozadia.
K. Vaculik patril k tym, ktori sa ithned chopili pt-
vych rehabilitacii® a do ich zoznamu nendpadne pri-
dal aj dalsie mend (napriklad M. A. Bazovského).
Zrejme pod vplyvom zdverov z jednotlivych zjazdov
pomenoval nové ,57roké, viestranné chdpanie metidy so-
cialistického realizmu, ktoré umoZituje uplatnit sa umelcom
najrozlicnesich osobnych pontati a vitvarnych zdlub, stdva
sa oporou nielen starsim umelcom s ddvnefSon realistickon
minuloston, prehlbujiicim svoj ndzor vo zmysle socialistické-
ho pobladn na dnesnii skutocnost, ale obrodne posobi aj na
umelcov individualistického, artistnébo zamerania, ba aj
na vyslovenych vyznavacov formalizmu, ktorych takyto ne-
dogmaticky pristup k tvorivym otdzkam vedie k realis-
tickejSiemu a socialistickému chapaniu metddy a tilohy umel-
¥ Viac neZ texty v kataldgu sveddi o novom vni-
mani umenia zoznam vystavenych diel. Napriklad za-
radenie az Siestich pric M. A. Bazovského z rokov 1948
— 1953, v ktorych sa autor zjavne o socialisticky rea-
lizmus ani nepokusal. Novinkou bolo aj zaradenie L.
Fullu, ktorému sa dostalo aj zdrzanlivej pochvaly, a to
okrem malieb z konca $tyridsiatych rokov vystavil aj
dva gobeliny ,Rysava jalovica“ (1947) a ,Madona“
(1949), téma druhého z nich by bola pred tromi rokmi
na velkej vystave nemyslitelnd a aj v tomto roku bolo
odvahou ho vystavit. Progresivnym bola aj vyber préc
od G. Mallého a dovtedy zazndvaného C. Majernika.

% VACULIK, K.: Slovenské vytvarné umenie. In: Ibidem.
% Paradoxne, prvé rehabilitdcie pri§li v ne§tastnom roku 1952
ako désledok zdverov II. celoitatnej konferencii ZCSVU, re-
habilitdcia sa tykala uz zaslazilych umelcov — Gustdva Mallé-
ho a Martina Benku, v Cechdch Viaclava Spalu, Rudolfa Kre-
mlicku.

 VACULIK 1956, c. d. (v pozn. 85).

Vo vystavenych pricach a publikovanych textoch
bola badatelnd zmena. Situdcia sa zacala pomaly
menit, velkolepé prehliadky sa usporaduvali spora-
dickejsie a preferovali sa na nich iné diela nez dovte-
dy. Niektor{ autori postupne prestali vystavovat, ini
sa do sien{ vratili. Mozno povedat, Ze prave vystava
Desat’ rokov... uzatvara velkua éru prehliadok umenia
sorely, a jej koncepcia je v mnohom podobnd kon-
cepcii prvej vystavy — opit prepisuje dejiny a preberd
autorov. Poslednou bodkou v tomto zmysle je uz slo-
venska vystava Socidlny zdpas a revolucné tradicie ndsho
ludn (Slovenskd ndrodna galéria, 1957). Aj ked je tdto
vystava koncentrovand na slovensky materidl v jej
koncepcii badat paralelu s vystavou Ceskoslovensky
lud..., o len podciarkuje duplicita vystavenych diel .
Vystava uz bola prehliadkou slovenského moderné-
ho a stasného umenia, jej autori sa koncentrovali
nielen na diela so vztahom k robotnickej triede, ale aj
na diela venované nirodnym témam a predstavili
novy, poopraveny nazor na vlastné dejiny. Do popre-
dia sa dostala socidlna tematika (pod ktort sa skrylo
kadeco od Kolomana Sokola az po dedinské vyjavy
Milosa A. Bazovského), a tak to bola nakoniec pred-
sa len téma, ktora zachrdnila ,burzodzne” umenie pre
socialisticky realizmus. Na tato koncepciu potom
nadviazalo celostatne podujatie Umenie bojujiice (1959),
ktoré uz do tohto vypoctu nepatri.

Okrem celostiatnych prehliadok sa na vyslednej
vystavnej skladbe podielala aj celd séria celosloven-
skych prehliadok, ktorych tradicia zacala v roku 1948.
Pre formovanie umenia sorely sa prelomovou stala
IV. Celoslovenskd vystava umelcov (1949). Vystavené
prace mali byt reakciou na I. zjazd slovenskych vy-
tvarnikov a teoretikov,* na ktorom sa z iniciativy stra-
ny nastolila otdzka dalSej ideologickej orientdcie nasho
umenia. Vytvarnici sa tu, na popud L. Novomeské-
ho, zaviazali oboslat nadchadzajicu celoslovensku
vystavu dielami v znameni prerodu, ktory sa odo-
hral v roku 1948, resp. v duchu socialistického rea-

8 Napr. niektoré diela od B. Hoffstidtera, C. Majernika, J. Mud-
rocha, J. Zelibského.

% Konal sa 13. marca, predsedal mu L. Novomesky a O. Pavlik
a na tomto zjazde si ,prevaind vicSina slovenskych vytvarnych umel-
cov po prvy vaz uvedomila svoje predoslé postavenie, svoju dezorientova-
nost a bexpdternost v rdmci burfodznej kultivy, svoj odklon od lndn
a vibec nesprdvne pdsobenie v ramei spolocnosti, ktord sa pristala do vy-
stavby socializmu. — VAROSS 1953, c. d. (v pozn. 78), s. 13.
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lizmu.” Vystavy sa zGCastnili takmer vSetci vytvar-
nici s novymi ndmetmi, tento nédstup bol ete nadse-
ny a iniciativany, nie vynateny. Kritiky na vystavu ne-
boli pozitivne, vicsina akceptovala vystavu iba ako
chvilyhodny pokus.” Tento kriticky postoj sa stane
modelovym pre nadchddzajiace obdobie, kedy sa iba
varirovalo uz povedané a vyditalo sa vlastne dokola
to isté. Preto v zmysle ndstupu socialistického realiz-
mu bola najvyznamnejSou, priam zakladajacou VII.
Celoslovenskd vistava (1952).7% Vystava bola o to dole-
zitejsia, ze prave na nej sa predstavili vysledky prvej
slovenskej tlohovej akcie, ktord bola najvicsou vy-
tvarnou spolocenskou objedndvkou” v dejindch slo-
venského umenia. O jej vyzname a tspechu sveddi aj
to, ze bola jedinou, ktorej sa dostalo Sirokého priesto-
ru na strankach Vytvarného uméni.** Tejto pozornosti
sa vystave dostalo mozno aj preto, ze rok 1952 bol
¢iernym rokom pre slovensku kulttru, ved aj tloho-
va akcia sa udajne mohla odohrat az teraz, ked bol
szradca® L. Novomesky usvedceny, aj ked je pravde-
podobnejsie, ze na Slovensko prisiel rad neskor
z ekonomickych dévodov. Nova vlada ukazala verej-
ne svoju druht tvar, komunizmus uz nebol v§eobec-
ne ,pozitivny“ a ludia sa zacali bat. Pravdepodobne
to bol dévod masovej ucasti, aj ked mnohé z vysta-
venych diel doktrinu socialistického realizmu nena-
pltiali, tu treba kolegom priznat, e kritika sa kon-
kretizdcii a hrubym sudom vyhla. Z celkového pre-

% Na ndvrh L. Novomeského ,sa (vjvarnici) zavizuji, e svoju
budiicu celoslovenskii vistavu vyplnia dielami, zobrazujiicimi podobu
a smysl nasej cesty k socializmu®. — Rezolacia slovenskych vytvar-
nikov. In: Kultitrny Zivot, 4 , 1949, &. 6,s. 7.

7! Napriklad M. Vidross kritiku vystavy uzavrel slovami, Ze ,je
proym pozorubodnym kolektivwym pokusom vyrovnat sa umelecky so
sticasnym dianim {...} dnes méZeme hodnotif iba snahu, a to i len
snabu, ktord vyplynula nie z formalistického, ale z ideového pochope-
nia zdsad soc. realizmu” . — mv: K IV. Celoslovenskej vystave.
In: Kultrirny Zivot, 4, 1949, & 23, s.7.

92 Pripravila ju Slovenské sekcia USCSVU v ramci mesiaca Ces-
koslovensko-sovietskeho priatelstva a po premiére v Bratislave
bola reprizovand v Banskej Bystrici a KoSiciach a vysiel k nej
katalég — VAROSS, M.: Uvod. In: VIL celoslovenskd vystava.
[Kat. vyst.} Bratislava 1952.

2 O masovosti akcie sved{ aj pocet zapojenych vytvarnikov do
ulohovej akcie, $tdt si objednal diela od 70 maliarov a 2 so-
chérov, vratane tychto Glohoviek bolo pre vystavu zhromaz-
denych takmer 500 diel.
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hladu celoslovenskych vystav” je mozné vyvodit nie-
kolko zaverov. Obsadenie vystav bolo vo velkej mie-
re vyrovnané, stabilné zlozenie vytvarnikov vSak skor
nez na ich ochotu spolupracovat poukazovalo na ne-
velku vytvarna scénu, pretoze nizky pocet diel na vy-
stavach by sposobil vicsie problémy nez odchylky od
presadzovanych vytvarnych noriem.

Poslednym okruhom vystav, ktorému sa tdto $td-
dia podrobne nebude venovat, boli tematické vysta-
vy, ktoré sa strategicky viazali na vybrant aktudlnu
spolocensku tému (nickedy doslova problém). Téma
sa stala ustrednym bodom, okolo ktorého organiza-
tori zhromazdili ¢o najsir$i vytvarny materidl, kto-
rym ju historicky kodifikovali a oslavili. K prvym patri
vystava Ceskoslovensko-sovietske priatelstvo vo vytvarnom
umeni (Praha, 1952), usporiadand v rdmci mesiaca
sovietsko-Ceskoslovenského priatelstva a k 35. vyro-
¢iu oktdbrovej revolucie.”® Inym, Specifickym typom
vystavného podujatia pitdesiatych rokov boli vysta-
vy na ,miestach ¢inu“, ktoré vzdialene pripominali
plan monumentalnej propagandy. Boli to vystavy na
miestach , velkych stavieb socializmu®. Zamer bol jed-
noduchy na jednej strane ukdzat duSevna pracu adek-
vatne manudlnej,” nezanedbatelny bol aj fakt, Ze
umenie prislo k svojmu tematickému zdroju a hlavné-
mu divdkovi. Divék sa stal zdroveil majitefom aj mo-
delom, na vlastné o¢i sa zozndmil ako bola prelozend
kvalita socialistického Zivota do re¢i umenia. Uspe-

9% VAROSS, M.: VIL. Celoslovenské vystava. In: Vytvarné umént,
3, 1953, s. 181-194. Materidlu prezentovanému na vystave
bola venovand aj publikacia VAROSS, M.: Slovenskd vitvarnd
pritomnost. Bratislava 1953.

% Prva celoslovenskd vystava sa odohrala este v roku 1946

a poslednd v roku 1959.

% Organizétori si stanovili za ciel zhromazdit tie diela, ktoré

vyjadruja vrelé city (vdaku a ldsku) k Sovietskemu zvizu, ,.kz0-

rymi rok od roku koSati strom vernej druzby. — Velké svédectvi

lasky a dika. In: Vytvarnd prdce, 1, 1952, ¢. 3-4,s. 1.

7 Napriklad ,nezacal jsem délat hned, mluvil jsem se soudruby o jejich
prdci (...}, ale o t¢ své jsem je musel teprve presvédiit. Délal jsem
nékdy 1 dvé smény bez prevuseni, zalinal jsem rdano stejné {...} byl
Jsem jednim z nich." — HRUSKA, J.: Posluchati Akademie vy-
tvarnich uméni o své praci v zavodech. In: Vytwarné uméni, 1,

1950, s. 48.



chy vytvarnikov medzi pracujicimi boli zalozené viac
na ,jarmoc¢nom efekte” nez ako ddsledok osvetovej
¢innosti — pretoze ti ocetiovali len také diela, na kto-
rych sa spozndvali. K takym patrilo napriklad vy-
stavné podujatie Vytvarni umelci na stavbdch socializ-
mu (Praha, 1952) alebo slovensky prispevok Trar
druzby vo vytvarnom diele (Kosice, 1953), ku ktorej sa
viazal niekolkomesa¢ny pobyt dvadsatdva vytvar-
nikov na stavbe a vystavilo sa stoosemndst tematic-
kych malieb. Podobne Struktdrovand bola sataz
a vystava s polnohospodarskou tematikou, na kto-
ra Poverenictvo informdcii a osvety, Poverenictvo
s$kolstva, vedy a umenia a druzstvo Tvar zadali ob-
jednavky na obrazy z réznych odvetvi vyroby, prie-
myselnych a inych objektov.

Asi najrozsiahlejSou povodne slovenskou tematic-
kou vystavou bolo podujatie Slovenské ndrodné povsta-
nie vo vytvarne tvorbe 1944 — 1954 (1954), venované
10. vyroc¢iu SNP. Bola to vlastne jedind velkolepd
tematickd vystava organizovand slovenskou sekciou
zvdzu a zdrovenl jedna z poslednych socrealistickych
vystav (ak nie poslednd) vobec. Jej vyznam podtrhuje
aj ndslednd reinstaldcia v Prahe a Brne. V. mnohom bola
od ostatnych tematickych vystav odli$nd, v prvom
rade bola koncipovand retrospektivne a zdvaznost
témy, ktora spracavala akoby posvitila vyber aj for-
malistickych diel. Kurdtori pracovali s materidlom, kto-
ry vznikal uz pocas vojny (rdzne plagity, ndstenky,
agitky). So zmenou roku 1948 sa vyrovnali pomerne
lahko, cenila sa téma a forma sa skomentovala ako
prekonand, ked , burZodzne, iipadkové a protiludové ume-
nie bolo odsiidené stratit sa v prepadlisku dejin”,”® napriek
tomu sa v retrospektivnej casti (1945 — 1953) obja-
vili aj niekolki ,zabudnuti“ autori, ako napriklad C.
Majernik. Vystava k vyrodiu Povstania spolu s VII.
Celoslovenskou vystavon patrili k najaspesnej$im a naj-
typickej$im vystavam sorely na Slovensku a prvd
z nich sa dokonca pokladala za prelomovi. Napriek
rozdielom v oboch koncepciach sa na podujatiach vy-
stavovali diela vytvorené na Statnu objednavku: VII.
Celoslovenskd vystava bola prehliadkou diel z Glohovej
akcie a na vystave k vyrociu Povstania sa prezento-
vali diela vytvorené v rdmci rovnomennej tematickej
sataze. Téma SNP vsak bola vytvarnikom blizsia nez
nejasné pozadie ulohovej akcie a mnohym prechod

%8 Slovenské ndrodné povstanie vo vytvarnom umeni. {Kat. vyst.} Bra-
tislava 1955.

7. Maximilidn Schurmann: Klement Gottwald, O 5760, 1953, olej
na preglejke, 220 X 120 cm. Majetok: Slovenskd ndrodnd galéria.
Foto: Fotoarchiv SNG.

k novej doktrine ulahdila. Povstanie sa pod vplyvom
propagandy postupne mytizovalo a tdto téma bola
stale na pretrase. Priam jeho glorifikdcia, ku ktorej sa
pridali efektné kulisy a Stafaz a este stale pozitivny
imidz sa stali tou ,barlou”, ktord mnohym pomohla
na ,brehy“ socialistického realizmu. M. Viross do-
slova konstatoval, ,,Ze nase vitvarné umenie sa touto ces-
tou naslo”,” aj ked sa vnimalo negativne, Ze sujetové
kompozicie vicsina umelcov pochopila tragicky vy-
ber z tejto vystavy neskor tspesne reprezentoval Slo-
vensko na I11. Prebliadke v Jazdiarni.

Okrem vystav, ktorym sa venuje tdto $tadia, sa
v Ceskoslovensku usporiadalo aj niekolko prehliadok
umenia zo spriatelenych krajin, napriklad Stcasné
umenie Madarska (1953), ¢inske (1955), indické
(1956), mexické (1956) umenie, ktoré manifestovali

% VAROSS, M.: Uspech slovenského vytvarného umenia. In:
Kultiirny Zivot, 9, 1954, & 38, s. 1, 10.
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spolo¢ny postup na ceste k socialistickému realizmu
a informovali tak o snahédch jednotlivych krajin za-
pacit sa vzoru. Taktiez sa dali sledovat nuansy a Speci-
fikd jednotlivych interpretdcii téz socialistického rea-
lizmu.'®

Ambicie kultarnej politiky po roku 1948 sa asi
najvyraznejsie presadili v stratégidch velkych vystav.
Ked?Ze na Slovensku sa ndrodnd galéria a krajské ga-
lérie eSte len budovali a samostatné vystavy sa pre-
stali na ¢as organizovat, celoslovenské a celostatne vy-
tvarné prehliadky pokryvali celd produkciu sudobého
umenia. Fungovali ako akysi ,tester”, ktory na kon-
kréenych prikladoch vysvetloval a rozdeloval na ,,dob-
ré" a ,zI¢* umenie.

Aj v stvislosti s agendou vystav vstupila sorela do
nédsho vyvoja skér retardadne ani nie tak z formélneho
hladiska, ako skor z hladiska dlhodobého vplyvu na
komunitu. Slovenské umenie stratilo mnoho zo svo-
jej emancipovanosti — akoby stratilo dych. Jeho né-
hly rozvoj a podporu poznadili negativne spolocen-
ské javy, ktoré pripravili pddu pre priemerné ume-
lecké zjavy a rozhodnutia v prospech tzv. mensieho
zla. Podobne alibisticky sa odohralo aj odsudenie so-
rely, napriklad dovtedy angazovany Ludovit Kudlak

' Na povrch vysli niektoré priam Carovné skutocnosti, napr.
v Cine zobrazovali Stalina so Sikmymi o¢ami.

11 KUDLAK, L.: O svojom ideovom a formovom vyvine. In:
Vytvarny Zivot, 1, 1956, ¢ 3-4, s. 109-112. Jeho vyhldsenie
bolo do zna¢nej miery alibistické, pretoze po Rusoch sa ,,opi-
¢l predovsetkym on sdm.
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v druhej polovici 50. rokov vSetko zavrhol doslova so
slovami, Ze sme sa ,,0pzc7/i po Rusoch*.'"!

Situdcia v 50. rokoch bola mnohokrédt adekvatna
Novomeského vyroku — ,pribijali sme klince zlatymi
hodinkami*, napriek tomu sa pocas tohto obdobia na
Slovensku polozil zdklad mnohych vrcholnych kul-
tarnych institacii (napriklad Slovenskej ndrodnej ga-
lérie, Vysokej skoly vytvarnych umeni), rozpradil sa
vytvarny zivot a vytvorili sa viac i menej kvalitné diela,
ketoré vsetky rozpory svojej doby odzrkadlili. Preto
by nds nemalo zarazi¢ vyznanie jedného z protago-
nistov vtedajsieho kultirneho Zivota Stefana Bedn4-
ra, ktory v roku 1969 povedal: ,,{...} som rdd, Ze som
mohol 2if v tejto dobe a prezit vietko, ¢o so sebou priniesta.
Ni¢ nelutujem, ani sa za nic nehanbim. Keby som sa mohol
vrdtit spat, cheel by som Zivot preif tak, ako som ho preZi-
val doteraz.”'"> A nemalo by nds zarazit ani to, ako
toto obdobie zhodnotil Karol Vaculik: ,{...} bola to
zvlditna doba. Doba vzdjomnébo podozrievania, tragické-
ho drdsania citlivich vdn a bolesti. Doba cestnych omylov,
ale i necestného zatlacovania vietkého tvorivého a vyjvoja
schopného do pozadia, ba dokonca — obrazne povedané —
mimo zdkon. Aj doba ndstupn netvorivych, neumeleckych
stl obratne sa prizivujicich na konjunktive.” '

192 7 rozhovoru so Stefanom Bedndrom. In: Lud, 15. 5. 1969.

15 VACULIK, K.: Milo§ Alexander Bazovsky. Bratislava 1967,
s. 80. Tento citdt spomina aj J. Fuchs v rozhovore s M. A.
Bazovskym a tvrdia, ze ho K. Vaculik musel vypustit z prvej
monografie M. A. Bazovského. Podla FUCHS, J.: K reha-
bilitdcii nerehabilitovatelného alebo M. A. Bazovsky v obdobi
kultu. In: Kultiirna tvorba, 6, 1968, & 33, 's. 7-8.



Strategies of Major Exhibitions
and Their Impact on Forming of the Art of “Sorela”

Summary

The submitted text is focused on the research of
the visual art of the early Socialistic realism — in the
fifties of the 20™ century — which is also called socreal-
ism, socreal, sorvela, at the time when art was dictated,
monitored and financed by the new political éguipe.
After the February of the 1948 Czechoslovak cultur-
al policy was based on the so-called Stalin-Zhdan
doctrine in the way it had been practiced in the Sovi-
et Russia since the middle of the thirties of the 20™
century.

Cultural issues and thus also visual art are con-
nected with the political situation therefore the se-
lected period is closely related to events of political
life. There is the 1948 February milestone on one hand
when the doctrine started to be asserted in the newly
formed cultural policy and gradually in specific works
of art. On the other hand the period of sorela is closed
by the events emanating from Stalin’s death (1953).
Its impact had not been applied nor confirmed in
Czechoslovak meetings of the Communist party un-
til 1956, it was the time when the Stalinist phase of
the Socialism finished — personality cult was “discov-
ered”, the Association of visual artists approved more
liberal statute and the Socialist art absorbed modern-
ism into its “definitions”.

Due to the above mentioned link with the cultur-
al policy the introduction chapters of my work are
dedicated to implementation of modernism and its
wider relations in which it was taking form. The pre-
view is focused in detail on determining the period
and cultural-political situation, growth and spread-
ing of the new doctrine. In the following part I study
how was the art program formulated and “translat-
ed” into the definitions and instructions, and which
ambitions could have been attributed to the new pow-
er. Tight union of art with the new cultural policy
provides the ground for close study of visual art of
the fifties of the 20™ century from two angles: 1. on
one hand it follows the process of institutionalizing
of sorela art, 2. on the other hand it follows the set of

specific visual art pieces which were created at that
period according to more or less pronounced “instruc-
tions”. The work examines official frameworks — strat-
egies of the big exhibitions in which visual art exist-
ed. The strategies of big exhibitions tackled contem-
porary priorities and ambitions probably in the most
sensitive way.

In conclusion I tried to find the answer to the most
frequent question concerning sorelz: that is, how far
was it Russian implantation imported in together with
liberation and to what degree was it a consequence
of post-war culture. It is the aspect of interrupted
“progressive sorela” because of what is the Socialist re-
alism widely criticised. The doctrine of sorela was in
the sense of “proletarian internationalism” implant-
ed in the country. However, the most intensely im-
planted was the requirement of the pro-Soviet i.e.
Stalinist course of the Socialist realism (most of the
people from the cultural sphere supported his own
version), application of the doctrine was influenced
by the local factors. In connection with the national
sorela it can be literally said that there was such a thing
as Slovak variant as it really was a variation of the
enforced model. Slovak sorela existed in permanent
triumvirate where following elements competed: de-
velopment of national visual art till that date, indi-
vidual understanding of sorela’s image and a Soviet
model. The categorizing of the visual art material was
done depending on prevailing tendency. As a result
there were not only pro-Soviet art pieces but also at-
tempts to have own way, inputs of co-called formal-
ists, which took place on the background of the na-
tional developments and on the base of local envi-
ronment and traditions. It is important to stress here
that there is one fundamental difference which is
sometimes neglected: sorela (meaning socialist real-
ism of the Stalinist type) presented a completely dif-
ferent problem in former Czechoslovakia than the
Stalinist socialist realism in Russia. The reason for that
was its formation — there were different motives for
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its formation, different conditions and it was created
in a completely different time. Development of the
socialist realism was irregular and unique, also thanks
to the “reform” of the year 1952 and on this very
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basis it can be understood as something independent
even though influenced by foreign ideology.

English by A. Kusd
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Jan Bialostocki, Goya’s “Third of May”, and the Aporias
of Research on the Genetic Relations of Paintings'

Stanistaw CZEKALSKI

In art history, the early 1960s promoted the ideas
of artistic influence and interpictorial relations to the
status of the main object of research. The axiom of
the historical continuity of art, i.e. deep rootedness of
every work of art in the artistic tradition, has been
fundamental for the discipline since Giorgio Vasari,
later supported by the classics of the history of styles,
such as Alois Riegl and Heinrich Wolfflin. More re-
cently, it has been reacknowledged and reinterpret-
ed in the studies of Ernst H. Gombrich and George
Kubler, who liberated it from dubious historico-philo-
sophical assumptions about the determination of the
forms of art by the transindividual Zeizgeist or natio-
nal spirit, and explained in a much more rational man-
ner. There have been attempts to grasp the influence
of earlier works of art on later ones in terms of such
exact sciences as biology, genetics, psychology, and
cybernetics. The genetic relationship of given works
to their antecedents has been explained by the prag-
matics of the process of creation, which views art as
an ability to solve specific problems and perform tasks.
Both in Kubler’s and in Gombrich’s opinion, a work
of art must be approached as an artist’s solution of
some problem; both the problem itself and clues how
to deal with it can be found in the works of the
artist’s predecessors. Thus, tradition turns out to be
a repertory of available means which are an ines-
capable starting point on a way to find new and
better solutions. The results of such search cannot
reach too far beyond the already known schemas
since, just like language, works of art have
a communicative function. In order for a given art-

! The present paper is based on fragments of my book: Inzerte-
kstualnos¢ i malartswo. Problemy badai nad zwigzkami miedzyob-

work to be communicative, it must refer to an al-
ready existing artistic code.

An approach to art history as a history of artistic
problems and their subsequent solutions was proposed
by Kubler in his book, The Shape of Time: Remarks on
the History of Things, of 1962. He viewed the work of
art as a set of genetic features each of which corre-
sponded to a certain task consciously taken up and
solved by the artist. Every solution has been a response
to a preceding one, and at the same time a vehicle of
a stimulus to try again later. Kubler’s approach im-
plies that the general task of art history is to arrange
individual works into “serées of forms” which played
the role of channels transmitting genes from the ear-
lier works to later ones. The goal of an analysis of
a given work is then to reconstruct its genotype as
a system of features inherited from the older works
which influenced it.

Similar conclusions can be drawn from Gombrich’s
observations on the ways in which art performs its
crucial mimetic function. In his Art and 1/lusion.
A Study in the Psychology of the Pictorial Representation,
published in 1960, Gombrich pointed to a conven-
tional character of the representations of reality and
suggested approaching the pictorial communication
in terms of language. He realized that the effective-
ness of the transpositions of aspects of nature onto
pictorial forms, crucial for the effect of illusion, de-
pended on the “vocabulary” of suitable schemes of rep-
resentation provided by the artistic tradition. This “vo-
cabulary” played the role of a quasi-linguistic code
which made it possible to translate a view of reality

razowymi {Intertextuality and Painting. Problems of the Ana-
lysis of Interpictorial Relationships}. Poznad 2006.
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into a recognizable image. Trying to represent a motif
selected from nature, a painter or draughtsman first
had to interpret it in reference to a repertory of pic-
torial motifs and choose from it a schema which
seemed the most adequate. The choice of the schema
was dictated by a certain conceptualization of a given
object of representation. Accepting that schema as
a starting point in the construction of the image, the
artist passed on to the stage of correction, trying to
adjust it to the data observable in nature and trans-
form it in such a way that it became most closely simi-
lar to the real view of the represented motif. On the
other hand, however, that view, perceived through
the prism of the selected schema, in an approach as-
suming an artistic effect, became similar to that sche-
ma as well; the painter “will therefore tend ro see what he
paints rather than to paint what he sees.”> Hence,
a correction of a pictorial schema could never totally
blur its traces in a new representation. That made
Gombrich suppose that the schema used in a given
painting, borrowed from earlier ones, remains recog-
nizable in spite of its transformation. It was an as-
sumption that the author of Art and Illusion conside-
red fundamental for art history: its goal is to recon-
struct the artistic tradition as a series of references of
one work to another, according to the principle of
“schema and correction,” a series by definition including
every single pictorial representation. For instance, “#
is not hard to show that the vocabulary which Constable
used for the portrayal of these East Anglia scenes comes from
Gainshorough,” while “Gainsborough saw the lowland
scenery of East Anglia in terms of Dutch paintings which
he arduously studied and copied. ... And where did the
Dutch get their vocabulary? The answer to this type of ques-
tion is precisely what is known as the ‘history of art’. All
paintings, as Wilfflin said, owe more to other paintings
than they owe to direct observation.”* The task of the art

? GOMBRICH, E. H.: Art and Hlusion. A Study in the Psychology
of Pictorial Representation. London 1962, p. 73.

’ Ibidem, p. 267.
4 Ibidem, p. 268.

> Ibidem, p. 320.
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historian is then “to look for the derivation of any artist’s
vocabulary in the traditions of the past.”> According to
Gombrich, to recognize the pattern adopted by the
artists as his starting point means to recognize the
way in which he interpreted the motif represented
and to have an insight into his intention. If a landscape
by Constable resembles to the scholar the painting of
Gaspar Poussin, it means that Constable painted with
this particular model in mind, considering it the clo-
sest to what he himself wanted to represent: “We can
observe how a comparison immediately arises in the paint-
er’s mind in front of bis motif. He thinks of Gaspar Poussin,
whose grandiose mountain scenes had taught the eighteenth
century to see the mountains in terms of the picturesque.”®
That fundamental principle of the dependence of
every painting upon another was supposed to be con-
firmed by Gombrich’s earlier analysis of the works of
Goya commemorating the Madrid massacre of 1808,
the best known among which is of course “The Third
of May 1808 — The Execution of the Insurgents”. On
that occasion Gombrich claimed: “The original genius
who ‘paints what he sees” and creates new forms out of no-
thing is a Romantic myth. Even the greatest artist — and be
more than others — needs an idiom to work in. Only tradi-
tion, such as be finds it, can provide him with the raw
material of imagery which he needs to represent an event or
a ‘fragment of nature’. He can ve-fashion bis imagery, adapt
it 10 its task, assimilate it to his needs and change it beyond
recognition, but he can no more represent what is in front of
his eyes without a pre-existing stock of acquired images than
he can paint it without the pre-existing set of colours be
must have on his palette.”” Even though Goya had seen
the execution of the Madrid insurgents with his own
eyes, he would not have been able to transfer it onto
canvas without the support of other representations
of such atrocities.® If so, it is necessary to identify the
pattern used by Goya in “The Third of May”, and

Ibidem, p. 267. In this particular case, the artist himself re-
corded on the reverse side of the painting his association with
the style of Gaspar Poussin, which obviously confirms Gom-
brich’s opinion. Usually, however, scholars must count only
on their own associations when they choose to construct such
genetic series.

7 GOMBRICH, E. H.: Meditations on the Hobby Horse and Other
Essays on the Theory of Art. London 1963, p. 126.

8 Ibidem, p. 125.



the same should be done in reference to any other
painting. The initial schema whose correction resul-
ted in Goya’s representation of the Madrid massacre
Gombrich found in the etchings of Robert K. Porter
on a similar subject, yet Porter’s etchings do not show
much similarity to Goya’s composition, which makes
their recognition as a pattern rather dubious. For
Gombrich himself, that, however, was no problem —
indeed the fact that “The Third of May” is so diffe-
rent from them seems only to prove his point: the
pattern can be corrected to such an extent that it will
become unrecognizable. What remains a problem,
though, is that such a conclusion actually turns against
the fundamental claims of the author of Art and Iilu-
sion concerning the proper duties of art history, since
the key task of art historians which Gombrich speci-
fies, i.e. the identification of genetic relationships be-
tween paintings, would turn out impossible. The more
the artist would be allowed to differ from the initial
schema, which would result in diminishing similarity
between it and its corrected version, the wider would
become the range of free, unverifiable speculations
on probable patterns. If a painting resulting from
a far-reaching correction of the used schema does not
have to be particularly similar to it, the suggestions
as regards that schema can be multiplied virtually 24
infinitum. Gombrich, who adopted Karl Popper’s prin-
ciple of the falsification of scientific propositions by
trial and error also in respect to the evolution of illu-
sion in art (a schema of representation corresponded
to an adopted hypothesis, while a correction corre-
sponded to its falsification on the basis of the visual
experience), did not critically consider the legitima-
tion of his claims concerning the genetic relationships
between specific paintings, such as the influence of
Porter’s etchings on “The Third of May”.

The neglect of the overly optimistic author of Ar¢
and Hlusion was corrected after fifteen years by Goran
Hermerén. Hermerén’s 1975 book, Influence in Art
and Literature, challenged Gombrich’s optimism and
questioned the approach deriving works of art and
literature from their antecedents. The Swedish scho-
lar penetratingly analyzed the idea of artistic influ-
ence, examined its logical premises and implications.

9 See HERMEREN, G.: Influence in Art and Literature. Prince-
ton 1975, pp. 308-309.

On the one hand, he was interested in the rules of
proving and questioning claims of influence, adopt-
ed in practice by art and literary historians, on the
other, he focused on the relationship between such
arguments and the logic of cause and effect which
the idea of influence implies. According to Hermerén,
no matter how legitimately dubious that idea may be
when it is interpreted in terms of simple determina-
tion of the work Y by another work X, in fact all the
genetic relationships, supplemented by other concepts
stressing the authort’s creative contribution to the use
of a given model, such as, for instance, allusion, inter-
pretation, paraphrase, etc., can be reduced to influ-
ence precisely.” Whenever the goal is to identify
a genetic relationship between two works, that rela-
tionship is of a causal character, that is, the maker of
the work Y used in it solution # as a result (under the
influence) of his contact with the work X. Understood
in such terms, the influence as a situation when X be-
comes a stimulus (a cause) to form Y in some « aspect
of its structure, is a foundation of all historical rela-
tionships between paintings or texts, and every attempt
to reconstruct them must take it into account.'

The cause-and-effect logic of the influence of X
on Ya makes X a necessary precondition of Ya, which
means that without the presence of X in the process
of creation the solution of Yz as it is would not be-
come possible. By the same token, Yz becomes a trace
of the influence of X, which is how one may under-
stand the usual treatment of similarities between
works as features pointing to their genetic relation-
ship. A claim about the influence of the work X upon
Y would not make sense, if it were not possible to
indicate specific traces of that influence, i.e. to recog-
nize in Yz its effect.!! If scholars notice that Y is sim-
ilar to X in respect to «, they are likely to treat that
similarity as an objective feature inherent in the struc-
ture of Y as index of the influence of X.!* Thus, Her-
merén shows how dubious and insufficient the crite-
rion of similarity is as a basis of the reconstruction of
the work’s genealogy. First, an actual influence does
not necessarily have to mean visible similarity. Ar-
tists, particularly the outstanding ones, may trans-
form their inspirations to such an extent, that no sim-

19 Ibidem, pp. 51, 93, 95, 105.

! Ibidem, pp. 93-96.
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ple visual analogies are traceable.” Besides, the in-
fluences of different works may overlap and mutual-
ly distort one another.' Next to the influence which
Hermerén calls “positive” and which is expressed in
the adaptation of borrowed solutions, there is also
a “megative” one, consisting in the artist’s reaction
against someone else’s solution and its revision."”
Usually, the graspable similarities between some as-
pects of works are more or less intensely combined
with differences, which makes the former not obvious
or even dubious.'® Second, it is a debatable issue whe-
ther in a given case there is a similarity — depending
on one’s individual approach, one may either notice
it clearly or, on the contrary, prefer to see the blur-
ring differences.” The similarity of two works is ex-
perienced in the recipient’s perception, which yields
a persuasive effect of resembling one work by ano-
ther, but the classification of that effect as an objec-
tive feature of the structures in question turns out
uncertain and unverifiable by simple observation,
unless it seems obvious to a given individual."® For
any similarity to be doubtless, it must refer to an ex-
ceptionally large part of the structure of the works
compared and remain particularly exact, which in
practice happens quite rarely, since artists often free-
ly transform available models.” Normally, when the
analogous features are blurred by differences, which
provokes doubts, there are two ways to substantiate
the claim of similarity: by persuading all the uncon-
vinced to notice it, or by demonstrating by compari-
son that there is no other work as similar in respect
to @ to the analyzed work Y as the work X.*° Third,
just the similarity of two works, even though as usual
it makes a starting point of the reconstruction of
a genetic relationship, it by no means implies an in-
fluence or, more so, its specific character. It only makes

12 Ibidem, pp. 177-178.

' Ibidem, pp. 232-233.

4 Ibidem, pp. 268-270.

' Ibidem, pp. 42, 308-309.

16 Ibidem, pp. 183.

7 Ibidem, pp. 183-184. In this context, Hermerén makes

a reference to a controversy between Walter Friedlaender and
Kurt Badt as regards the influence of Raphael on Poussin.
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possible a range of hypotheses explaining noticeable
analogies between X and Y. One must take into con-
sideration factors other than direct influence: an indi-
rect influence via some third work, reproduction, etc.
(there may be more than one such mediating element),
an independent influence of the work Zon X and Y
(in such a case, there is no genetic relationship between
X and Y, but only between X and Z and Y and Z), the
variant of a common origin plus elements of indirect
influence of Z on Y on the one hand, and Z on X on
the other, and finally, sheer coincidence as a result of
which Y resembles X, although there are no relations
between them.” At any rate, when a scholar points to
the similarity to the work Y to X in respect to « as
probable evidence of their genetic relationship, but does
not demonstrate an essential advantage of that analo-
gy over other similarities which may be noticed not
between Y and X, but between Y and U, W or Z as
alternative influences, then the very possibility of re-
ferring to alternatives is a sufficient ground to chal-
lenge the claim about the influence of X upon Y.*
Since to prove the influence of one work on an-
other it is not enough to claim the similarity of Y and
X, scholars have been proposing other arguments to
legitimate their claims of this kind. The logic of the
causal relationship makes it necessary to confirm the
contact (either direct or indirect, for instance via some
reproduction) of the maker of Y with the work X,
which, of course, must have taken place before the
coming of Y into being.” As in most cases the en-
counters of artists with works by others are not re-
corded, it is wrong to reduce everything that a given
artist might have seen to whatever has been acciden-
tally preserved as records of particular instances.
Under such circumstances, scholars must in one way
or another estimate the probability of a given encoun-

® Ibidem, pp. 197-200, 204-205.
¥ Ibidem, pp. 207-209.

* Ibidem, pp. 200, 207.

! Ibidem, pp. 218-223.

2 Ibidem, p. 218.

 Ibidem, pp. 164-167.



1. Francisco Goya: The Third of May
1808 — The Execution of the Insur-
gents, 1814, No. 749, Oil on canvas,
266 X 345 cm, section. Museo del
Prado, Madyid. Repro: GUDIOL,
J.: Goya. Praha 1982, p. 281,

fig. 581 (Vol. 2).

ter, looking for indications that the artist could actu-
ally never see a given work.?* Still, if in a given case
there is no doubt that the maker of Y saw X before,
and indeed Y is in some respect similar to X, but this
similarity can be contrasted with the similarity of Y
to the work Z which the artist in question might have
seen as well, then the confirmation of contact does
not determine anything as regards the actual influ-
ence. Although previous contact is a necessary con-
dition for any claims of influence, it is not sufficient;
the artist may have known the work X and still re-
main independent of it, making Y.” Even though
his own painting Y resembles some earlier painting
which he had an opportunity to see, this is no evi-
dence of influence, as the coincidence may be purely
accidental. Hermerén emphasizes that the conditions
of similarity and contact, necessary to legitimize the
claims about the influence of one work on another,
altogether do not provide sufficient ground for such
claims.?® In other words, the fact that the artist might

 Tbidem, pp. 169-170.

» Ibidem, pp. 117, 125, 172-173.

have seen or really saw the work X and then made Y
which in some respect turns out similar to X, does
not determine the actual influence as a cause-and-
effect relationship between one and the other. Such
a relationship still remains only probable, by no means
affecting the probability of the opposite claim of no
influence. Influence is a relationship which may but
does not have to have taken place between the con-
tact of the maker of Y with the work X and
a graspable effect of similarity of Y to X in some as-
pect. What really decides about such a relationship
is a cause-and-effect change. If the work X actually
influenced Y as regards #, it means that without that
influence the work Y would have been quite diffe-
rent in respect to «.”’ If the maker of Y had not seen
X, he would have definitely not achieved the effect
Ya. Abandoning the claim that the artist must have
taken into account X to obtain the effect of Yz would
have meant that his familiarity with X had no influ-
ence on Ya — then it would have been no influence,

% Tbidem, pp. 239.

77 Ibidem, pp. 239, 246-247.
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but an accidental parallel. The problem is that the
criterion of change in respect to the work Y, which
has a certain specific form, remains unverifiable.?®
Eventually, then, it is impossible legitimately to de-
cide whether the similarity of two works is a result of
the influence or not.

What, then, does it mean to claim that the work
Y in its aspect # came into being under the influence
of X? It means that the maker of Y solved the prob-
lem @ driven by his memory of X, that that particu-
lar memory affected in the artist’s mind his choices
concerning a given problem, that nothing but that
memory drove his hand while he was working on a.
Since one may actually have no insight in the alleged
dependence of Y on X, which works (or does not work)
as transmission from the artist’s mind to the tip of
his pencil or brush, any claim of an influence must
remain sheer speculation. If scholars recognize in the
interpictorial similarities the traces-indicators of ge-
netic relationships, no matter how persuasively they
argue, their claims are in fact groundless. The szgnifié
of the influence — the memory of the work X in the
artist’s mind and the moment of its passing via the
painting hand onto the work Y — remains ungra-
spable and no perceptible traces of the similarity of
two works, usually taken for its signifiant, cannot by
ascertained beyond doubt. In fact, Hermerén does
not go beyond asking questions about the legitimacy
of claims deriving one work from another and pro-
poses no explicit radical conclusions from his critical
approach, but his logical analysis of the idea of influ-
ence clearly implies that art history which reconstructs
genetic relationships between paintings is just a “&ind
of writing”, to use a famous definition of philosophy
proposed by Richard Rorty, that tries to blur the im-
possibility of reaching its goals and the inescapable
tenuousness of its assumptions. Scholars who seek to
confirm influences support their subjective impres-
sions with secondary arguments of no decisive value,
which by their faulty logic are supposed to validate
unverifiable suggestions that similarities are actually

* Ibidem, pp. 278-279.

# Ibidem, pp. 46, 226. See also SANDBLAD, N. G.: Manet.
Three Studies in Artistic Conception. Lund 1954, p. 122.

30 “Let us suppose thar Manet was not familiar with Goya’s works, and

both Goya and Manet — without knowing anything about the exis-
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rooted in influence. Examining all the doubts that
are and should be provoked by such claims, Herme-
rén calls for self-critical attention and care, stressing
the necessity to confront the beliefs of scholars who
tend to interpret similarities which they have noticed
as traces of influence with other options and alterna-
tive similarities, possibly suggesting different genetic
relationships. If Hermerén’s approach creates any
perspective for the study of artistic influences, it does
not aim at proving specific claims about one work
influencing another, as for instance Gombrich would
do, but quite on the contrary, at skeptical question-
ing of such claims by multiplying and confronting
with one another various suggestions, similarly un-
verifiable and even mutually exclusive.

In his considerations, Hermerén made references
to Gombrich’s claim about the influence of Porter’s
etchings on Goya’s “Third of May” only to use this
case as an argument against other claims identifying
the pictorial origins of the representations of execu-
tion. His primary goal was to challenge a received
idea of art historians that Goya’s painting became
a model for “The Execution of Emperor Maximilian”
by Edouard Manet. Hermerén brought together con-
trary hypotheses concerning that alleged influence,
demonstrating that none of them could be either vali-
dated or refuted. On the one hand, he presented the
view of Nils G. Sandblad, according to whom Ma-
net’s painting can be interpreted as an effect of the
positive influence of Goya’s work wherever analogies
can be seen and its negative influence as regards per-
ceptible differences.” Hence, the whole work of the
French painter could be approached as a dialogue with
his great Spanish predecessor. On the other hand,
though, Hermerén put forward a completely diffe-
rent hypothesis rejecting Goya’s influence and em-
phasizing Manet’s independence. He argued that all
the crucial aspects of the latter’s composition, which
may be associated with the painting by Goya, may as
well be explained as logically dictated by the specific
subject.’® One may conclude that Manet’s solutions

tence of each other — are 1o paint an execution scene. Both Goya and
Manet will then, we can safely assume, depict two groups of people in
their paintings: those who are to be executed, and those who are to
perform the execution. Let us go on and ask: from what angle is it
reasonable to suppose that the two painters will represent the execu-
tion? ... It is possible to exclude at once several possible alternatives as
extremely unlikely; for example that the painters could represent the



were imposed by the logic of the best possible repre-
sentation of the scene of execution, and not by his
memory of the Spaniard’s work in which every de-
tail is rendered differently. In other words, Manet
did not have to follow Goya, even if he saw and
remembered his painting, to construct his composi-
tion in the way he did. If Manet’s composition could
be painted as it was without the artist’s knowledge
of Goya, that what is the meaning of the influence
of “The Third of May”? The alternative proposed
by Hermerén cannot be solved, which makes any
attempts to interpret Manet’s painting in terms of
influence groundless, regardless of the alleged analo-
gies between the two works, as it makes groundless
any claims about the Frenchman’s independence, no
matter how persuasively one may stress the differen-
ces between “The Execution of Emperor Maximi-
lian” and “The Third of May”, and interpret them as
evidence of artistic invention. Eventually however,
suggests Hermerén, reducing the range of possible
options to this alternative would be groundless as
well. One other option he found by making reference
to Gombrich’s claim about the influence of Porter
on Goya:*' Perhaps Manet knew Porter too, so why
should one not propose another hypothesis that the
latter was an influence on both artists who followed
him in time?

The aporetic character and undecidability of specu-
lations on the genetic interpictorial relations have
been also considered by Jan Bialostocki who ap-
proached that problematic in still another way. The

execution from behind those who are to be executed or from bebind
those who are to perform the execution. 1 is reasonable to suppose that
the psychological interest of the artists (and of the future beholders)
will be concentrated on the faces, expressions, and gestures of the per-
sons depicted, and on the differences there may be in this respect betwe-
en those who are to be executed and those who are to perform the
execution. Thus, there seems to be only one possible answer to the ques-
tion of a reasonable angle from which to paint the scene: from the
side.” Hermerén immediately makes this claim precise by in-
troducing an appropriate schema of the situation: from the
side, but not symmetrically in respect to both groups, since
“the expressions, gestures, and faces of those who are to be executed are
mauch more interesting than the expressions, eic., of the soldiers.” Hence,
it is logical to locate the point of view closer to the soldiers
than to the victims, so that the group of the latter could be
seen more distinctly. Equally logical is the choice of the mo-
ment — the most dramatic one is that of firing. “In this way,”
Hermerén concludes, “i# 75 possible to reduce the importance of the

Polish scholar tried to study the influence exerted on
the form of specific paintings by the imaginary ar-
chetypes hidden deeply in human mind. Starting from
the tradition of iconology, Bialostocki developed Et-
win Panofsky’s idea of the history of types of repre-
sentation and adaptation of ancient iconographic
motifs to new subjects.”” While Panofsky construc-
ted a system of connections between paintings based
on the identity or similarity of the literary motifs re-
presented, Bialostocki exposed deeper ties on the level
of more elementary ideas which make the common
denominator of different narratives. Among his in-
spirations were structural anthropology and the Jun-
gian psychoanalysis, combined with Warburg’s model
of the history of paintings, crucial for iconology, and
Cassirer’s theory of symbolic forms. In Bialostocki’s
view, an artist attempting to represent some subject
drawn from literature would not necessarily refer to
preceding representations of the same texts. Some-
times in a given narrative or scene the painter sees
primarily its deeper ideological underpinning,
a thematic core due to which he may associate it with
other narratives or scenes. Such imaginary topics the
scholar called “frame subjects”. They extend the per-
spective of interpictorial relations beyond the limits
of iconographic schemas corresponding to particular
literary texts.

Bialostocki observed the reduction of the icono-
graphic level of the painting to such an elementary,
universal idea studying the works of Rembrandt.?’
For instance, the subject of the Supper at Emaus from

perbaps otherwise striking similarities between the two paintings. Even
if Manet had not been familiar with Goya's execution scene in the
Prado, there is bound to be some similarity between the two paintings.
We have good reasons to suppose that they would represent two groups
of people from roughly the same angle and at the same moment, and
that one of these groups will be soldiers firing at the other.” — HER-
MEREN 1975 (see in note 9), pp- 227-228, and then down
below to 231.

°! Ibidem, p. 228; GOMBRICH 1963 (sce in note 7), pp. 124-
126.

2 See BIALOSTOCKI, J.: Badania ikonograficzne nad Rem-
brandtem. In: Pigd wickdw mysli o sztuce. Studia z dziejow teorii
7 historii sztuki. Warsaw 1959 and a modified version of the

same text in Symbole i obrazy w swiecie sztuki. Warsaw 1982.

» BIALOSTOCKI 1959 (see in note 32), pp. 257-259.
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the Gospels Rembrandt inscribed in a wider motif
frame determined by the “discovery of a divine figure in
the body of an apparently average human being, connected
with a motif of having supper in a modest interior.”>* Cre-
ating his vision of the recognition of Christ by the
disciples, Rembrandt referred not to the iconography
of the representations of that particular scene, but to
a painting which on the iconographic level represented
a different narrative, embedded in the same frame
subject combining analogical motifs, i.e. “Filemon and
Baucis” by Elsheimer. The literary subject of Rinaldo
and Armida from Tasso’s “Jerusalem Liberated”, re-
presented in a painting by Poussin, belongs to the
frame subject of the erotic “visitation of the sleeping hero
by the heroine.”® It was a basis of Poussin’s reference
to the representations of the story of Selene and Endy-
mion on antique tombs, which were another concret-
ization of the same thematic invariant.

Biatostocki remained faithful to the iconological
approach to interpictorial relations inasmuch as he
believed that they were based not on the visual simi-
larity itself, but primarily on some general ideas sug-
gested by the associations of representations which
he identified with the ideas in the artist’s minds. In
his opinion, such frame ideas were attached to cer-
tain archetypal images, “deeply rooted in the prebistory
of the human spirit” and corresponding to the “elemen-
tary myths of the humankind,” the existential anxiety,
desires or passions.”® One can mention in this con-
text, for example, such typical motifs-symbols as the
revelation of deity in the mortals’ house, a nude figu-
re at rest as an object of someone’s desire, a heroic
rider, a man opposing the powers of nature, abdu-
ction of a woman by a man, mourning, etc. Repeated
and transformed as variants of constant general sub-
jects, the symbolic meanings of paintings “get attached
to certain general formal arrangements,”®’ making
a permanent foundation which structures the visual
imagination of artists for centuries as the “static back-
ground of the traditional iconography.”*® This background
is the area of iconographic transformations which con-

3 BIALOSTOCKI, J.: Tradycje i przeksztalcenia ikonograficzne.
In: Teoria i twirczosé: O tradycji i inwencji w teorii sztuki
7 ikonografii. Poznad 1961, p. 152. In this paper, the author
analyzes Rembrandt’s “Supper at Emaus” of the version from
the Jacquemard-André Museum in Paris.

% Ibidem, p. 150.
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sist in inscribing a new narrative into an imaginary
schema related to a different story, but remaining
within the same basic ideological frame.

The passing of similar pictorial forms from one
iconographic subject to another was observed by
Bialostocki also in a sphere somewhat more distant
from the archetypal core of the human mind, where
the “horizontal”, as it were, attracting of images by
others is more perceptible than their common “verti-
cal” dependence on the center of “iconographic gravity”
on the level of the most primeval imagery. What is
at work on such a “horizontal” plane is not so much
the deep collective unconscious, but first of all the
artist’s conscious thought associating a given subject
with a specific pattern of representation which showed
up in the iconography of some other subject. Also
under such circumstances what decides about the
adaptation of a specific pattern is a deeper and more
universal “frame idea” identified under a thematic ref-
erence to a certain story. The role of pictorial “arche-
types” is then taken over by specific works considered
by subsequent artists as perfect visual renderings of
certain crucial ideological meanings. Just as Rem-
brandt referred in his representation of “The Supper
at Emaus” to Elsheimer’s “Filemon and Baucis” be-
cause he believed that he had found in it an appropria-
te model of the subject of the recognition of deity in
a human being, Poussin, painting his “Rinaldo and
Armida”, made a reference to the antique motif of
Selene and Endymion, since he decided that it was
a proper model for a scene including a woman fasci-
nated by the view of a sleeping youth. Similarly,
Daumier represented a killed worker, following “The
Mourning of Christ” by Rubens most likely because
he had noticed in the latter painting the tragic ma-
jesty of death which he accepted as appropriate, while
Direr modeled his figure of Adam after the Belve-
dere Apollo, probably finding in it the ideal beauty
of the male body which should have been character-
istic of the first man created by God. In a similar way,
many representations of the Madonna in early mo-

3¢ Ibidem, p. 142.
7 BIALOSTOCKI, J.: Ikonografia romantyczna. Przeglad pro-
bleméw badawczych. In: Symbole i obrazy w swiecie sztuki. W ar-

saw 1982, p. 349.

3% BIALOSTOCKI 1961 (see in note 34), p. 159.



2. Paul Revere: The Bloody
Massacre Perpetrated in King
Street, Boston on March 57,
1770 by a Party of the 29"
Regiment, 1770, Hand-
colored engraving, fragment of
print 29.2 X 24.2 cm. Re-
pro: BIAEOSTOCKI, J.
Symbole i obrazy w $wiecie
sztuki, Warszawa 1982,
fig. 272.

dern art refer to a particularly suggestive “archetype”
of that figure, painted by Raphael.*

The interpictorial references which allow the be-
holder to find a meaning which indicates the “frame”
of their relationship Bialostocki essentially considered
intentional, i.e. testifying to a deliberate reinterpre-
tation in a new work of the frame subject inscribed
in the adapted model.®* He assumed that at least
sometimes “artists themselves thought in terms of such frame
subjects.”*" Thus, the interpreter’s recognition of the
frame of meaning which connects two paintings de-
spite the difference in their specific iconographic con-
tent would equal grasping the idea followed by the

% Ibidem, pp. 140, 145, 152-154, 158.

% The reverse of such connections are borrowings of formal sche-
mas related to a given subject, which is not followed by the
meaningful connection of the paintings on the iconographic
and the frame levels. Such ambiguous adaptations of pictorial

TR T

artist when he adapted a representational schema ta-
ken from elsewhere. If the borrowed general formal-
ideological model had been formerly related to an
unambiguous iconographic concretization, being con-
nected with a specific narrative or hero, one may sur-
mise that making a reference to that iconography
might have been a deliberate choice of the artist who
saw in it a more universal idea which could be adap-
ted for a different concretization. Assuming that the
clarity of the interpictorial relation allows one to have
an insight into the artist’s intention, Bialostocki went
even as far as to decide whether or not in a given case
the artist made an allusion to the iconographic con-

forms Bialostocki considered “unconscions”, giving as an exam-
ple (after Panofsky) the representations of Hercules at the cross-
roads, referring to the schema of Imago Pietatis or Mourning.

See BIALOSTOCKI 1961 (see in note 34), pp. 147-148.

4 Tbidem, p. 151.
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tent of the adapted painting, wishing the beholder to
associate the two works on that level. When Diurer
represented Adam, following the model of Apollo,
“most likely he did not care if the connection was noticed by
the beholder. He made a new painting, using a perfect ico-
nographic schema of the old work, and the perfect form bo-
rrowed from the pagan deity ... was supposed to affect the
beholder by itself.”** There are, however, allusive ico-
nographic transpositions which can be properly un-
derstood only by comparing the transforming work
with the transformed one. “Approaching a work based
on an allusive transformation, the beholder must realize that
he is facing an ‘ambiguous’ object, whose old content is still
alive and combined with the new one.”*® Bialostocki gave
an example of allegorical portraits: in such cases the
point is to represent “one person as another whose
dignity, according to the artist’s intention, is trans-
ferred onto the sitter to be appropriately sensed by
the beholder.”* A relationship of this kind is obvious
when the sitter is equipped with a proper costume or
attributes clearly identifying his a/ter ego (Bronzino’s
“Andrea Doria as Neptune”, “Cardinal Albrecht of
Brandenburg as St. Jerome” by Cranach). Yet other
examples referred to by Bialostocki seem more du-
bious: is Callimachus on the epitaph tablet by Wit
Stwosz (Cracow, Dominican church) supposed to be
recognized as an evangelist or a Church Father, while
a woman hugging children on a portrait by Reynolds
(London, National Gallery) is a personification of
Caritas? On what basis are we to decide whether the
artists actually had such allusive intentions or — to
summon Gombrich’s theory — they just corrected
schemes which they considered quite obvious for re-
presentations of a scholar in his study or a loving mo-
ther because they could not find others, equally per-
tinent? How can we know that the dead worker from
Daumier’s etching was supposed, in the artist’s in-
tention, to be recognized as a modern incarnation of
Christ? After all, this can by no means be confirmed.

Such doubts can be continued to include a question
if the frame subject, understood in most general terms
as an idea which serves as a common denominator
for the content of the paintings compared is not, in
fact, just an effect of the interpreter’s interpictorial

2 Ibidem, p. 155. In a footnote, the author adds: “Applying all
the proportions of the Belvedere Apollo to Christ Resurrected in his
‘Small Passion’, Diirer hoped that the connection would be noticed.”
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associations projected on the artistic origin of the work
and the artist’s intention. Having adopted (although
to a limited degree and with objections) the assump-
tions of structuralism and the theory of archetypes,
Bialostocki could believe that due to the common deep
structure of the human mind his own associations
related to the elementary meanings of paintings cor-
responded to those of their makers. Is it not true,
however, that the same painting, with all his aspects
of content, can be associated with many others, re-
vealing different “frame ideas”? For instance, as re-
gards Poussin’s “Rinaldo and Armida”, one may as-
sign to it a number of frame subjects (i.e. the alleged
artist’s intentions), formulating them differently, de-
pending on other representations that would come
to one’s mind, such as, to follow Bialostocki, the an-
tique iconography of Selene and Endymion (the frame
subject: “visitation of the sleeping hero by the heroine”), or
Correggio painting “Venus, Satyr, and Cupid” (the
frame subject: “a beautiful human figure sleeping under
the trees, lustfully watched by an individual of the opposite
sex”), or Titian’s “Danae” (the frame subject: “a beau-
tiful human figure which aroused someone’s love, lying with
provocatively spread legs”), or “The Sacrifice of Isaac”
(the frame subject: “a winged figure halts a knife aimed
at an unarmed youth”). Besides, regardless of that pano-
ply of possible thematic associations triggered by
“Rinaldo and Armida”, which point to different re-
ferences from the tradition of representation and mo-
dels, in terms of the arrangement of the whole scene
and connections between figures, Poussin’s painting
reveals particularly striking analogies with a work
unrelated to it by any meaningful frame subject. It is
Raphael’s “Madonna with a Veil” (called also “Ma-
donna with a Diadem”) — one of the “archerypal” Ma-
donnas of the Italian artist. A distinct similarity of
the two paintings, accidental or not, makes it equally
possible to claim that “Rinaldo and Armida” is
a perverse travesty of the image of Holy Mary’s love
of the Child.

Bialostocki’s theory, assuming that an interpreta-
tion reflects the key intention of the work and that
the interpictorial associations of the beholder repeat
the more or less conscious associations of the artist,

“ Ibidem, p. 154.

# Tbidem, p. 153.



does not allow for any critical verification of the claims
concerning “frame” analogies which for different scho-
lars may in fact be very diverse. Such a situation pro-
vokes much futile speculation as regards the original
“meta-idea” in which the image in question is rooted,
directing the artist’s imagination toward an indefi-
nite other representation.

Biatostocki did not conceal his own sense of un-
certainty and doubts provoked by the theory of “frame
subjects”, which can be found in his book, Symbole
7 obrazy w swiecie sztuki {Symbols and Images in the
World of Art}. Actually, the scholar hesitated in re-
spect to principles determining the transposition of
the frame elements of iconography. An explanation
of that process in structuralist and psychological terms
went against the grain of historical exegesis. At first,
Bialostocki tended to believe that the analogies be-
tween paintings on the level of general formal and
ideological schemas stem primarily from the nature
of the human mind, always choosing the same
“frames”, which leads to a conclusion that on this le-
vel interpictorial relations appear independently of any
genetic links, i.e. they can take place without any
influence of one work on another. On the one hand,
“among the paintings which belong to one group within
a given ‘frame subject’ mutual influences vesulting in ico-
nographic transformations are particularly frequent,”
while on the other, no derivations are necessary. If the
“fundamental thoughts of the human mind created an ele-
mentary repertory of myths, common for almost all humani-
1y, it would be no wonder that the basic imagery, those ‘frame
subjects’ came into being independently of one another as
an iconographic equivalent of mythology.”*® Bialostocki
believed that the “world of images — symbolic, archetrypal
or frame images, no matter what we prefer to call them —
described by Jung, is definitely velated to the fundamental
Junctions of the human mind. ... It is a fact that those basic
ideological themes, combined with plastic motifs into orga-
nic forms, can be found ... in the art of Assyria, in the worlds
of Aeschylus, Dante, the Romanesque sculpture, Shakespeare,
Blake, Goya, and Picasso.”" They belong to the deep

® Ibidem, p. 151-152.

4 BIALOSTOCKI, J.: Temat ramowy i obraz archetypiczny:
psychologia i ikonografia. In: Teoria i twirczosé.. 1961 (see in
note 34), p. 161.

structure of the universal language of images which
speaks not only of the represented world, “but also —
or perhaps even in the first place — of the structure of the
human mind.”*® However, years later, remembering
that opinion in the first chapter of Symbole 7 obrazy
w Swiecie sztuki, Biatostocki admits: “An art historian
will be right, if ... he realizes, analyzing the rise, inertia,
and continuity of the iconographic repertories by historical
methods, that he will be able to explain many problems ...
without recourse to an assumption of the ‘unchanging hu-
man mind'.”® Critically distancing himself from the
tenets of structuralism and accepting the results of
more recent research on the iconography of Rem-
brandt’s paintings, Bialostocki revised his thesis about
the key importance of frame subjects for the art of
the Dutch master. Still, he kept thinking about the
possibility of combining structuralism, psychologism,
and the genetic approach in the attempts to explain
relationships among paintings representing the same
frame subject. Eventually, he found no ultimate so-
lution to his dilemma.

Analyzing the problem of interpictorial relations,
Bialostocki also paid much attention to “The Third
of May” by Goya. His considerations on that particu-
lar painting most fully revealed the dubious status of
theses interpreting perceptible analogies between
works of art as evidence of their genetic proximity.
Writing about Goya’s painting in Teoria i twirczos,
the scholar did not assume it necessary to point to
any specific pattern that the artist might have used.
He considered “The Third of May” a perfect example
of the concretization of a constant frame subject,
a pictorial archetype which did not stem from art,
but from the deep structure of the human mind. Va-
rious historically changing iconographic variants of
the same basic pattern, an imaginary schema, do not
have to be connected by genetic relations, since in fact
all of them derive from the same source. They can be
approached as parallel solutions which independent-
ly of one another take up the same archetypal image
— the “image of the opposition of man and the powers of

47 Ibidem, p. 166-167.
 Tbidem, p. 168.

“ BIALOSTOCKI, J.: Symbole i obrazy. In: Symbole i obrazy...
(see in note 32), p. 17.
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destruction” which allows for different concretizations
with varying frame figures of the destroyer and the
victim, just like different dramatic events may be-
long to the same basic theme as well.”® Therefore,
Bialostocki did not ask about the artistic sources which
Goya might have had in his mind while he had been
painting “The Third of May”, but instead referred to
former versions of the frame subject that he had cho-
sen. Particular versions, created at different moments
in time, constitute a series of solutions concretizing
a constant pictorial archetype, but —unlike in the case
of Kubler — not necessarily connected by the rela-
tions of influence of one work on another. Within
such a series, more typological than genetic, the scho-
lar associates Goya’s work, just for the sake of an ex-
ample, with David Vinckboons’s painting “Humans
Struggling with Death” and “The Triumph of Death”
by Brueghel.

Bialostocki’s thinking about Goya’s painting was
essentially modified by the views of Gombrich who
pointed to the necessity of genetic relationships be-
tween paintings, since every artist trying to repre-
sent something must refer to a specific pattern as
a basis of his correction. In a paper on the iconogra-
phy of romanticism, Bialostocki repeated the claim
about the relationship of “The Third of May” with
the iconography of the triumph of death on the level
of the frame subject, but in a footnote he added, sum-
moning Gombrich, that the “relationship with the anti-
Napoleonic folk etchings is also beyond doubr.”' After
a longer period of time, the scholar summed up his
considerations on Goya’s work, strengthening the
arguments for both options, the “genealogical” and the
structural-psychological, so that they became even
more opposite to each other.’” On the one hand,
Biatostocki followed the direction indicated by Gom-
brich, accepting the assumption that every artist
must derive his painting from some pattern which
art history should be able to recognize. At the same
time, he ignored a remark of the author of “Medita-
tions on the Hobby Horse” that an outstanding ar-

Y See BIALOSTOCKI 1961 (see in note 34), p. 159 and
BIALOSTOCKI 1961 (see in note 46), pp. 160-161.

! BIALOSTOCKI 1982 (see in note 37), p. 355. The paper was
actually written in 1963.
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tist may correct the initial schema so radically, that
his work will not be similar to it at all. Bialostocki
assumed that the pattern actually used by Goya is
some painting which is possibly the closest to “The
Third of May”, so that “if one is to make a choice between
the etchings of Porter, referred to by Gombrich, and Paul
Revere’s “The Bloody Massacre’ as Goya's possible inspira-
tions, the American etching must be chosen without any
doubt.”>® Hence, his conclusion is that for each pain-
ting one should identify a specific iconographic source,
the most similar to it in terms of form and content,
by the same token reducing the range of the sche-
ma’s correction. On the other hand, though, Bialo-
stocki did not give up his effort to derive the painting
from an archetypal source through which (and not
through the repertory of works remembered by the
artist) it is related to other, earlier and later, concre-
tizations of the same archetype or frame subject. Con-
sequently, the scholar freely multiplied the examples
of parallel works placed in the same frame of form
and content, next to those mentioned before refer-
ring also to the representation of the martyrdom of
saints, such as “The Martyrdom of St. Sebastian” by
Hans Memling, renderings of the subject of shooting
at the father’s corpse, Callot’s “Execution of the Ma-
rauders”, and finally two versions of “The Execution
of Russian Patriots by the French in Moscow in 1812”,
one assigned to Vassily Sazonov, the other to Mikhail
Tikhonov, both painted a year before Goya’s “Exe-
cution of the Insurgents”. Bialostocki was particular-
ly intrigued by the two Russian paintings from far-
away Petersburg. They made him believe that an in-
terpretation of the Spaniard’s work as a correction of
the etching by Paul Revere was not satisfying and
that “one should not put too much emphasis on such direct
relationships. ... The problem cannot be ... so easily dis-
carded, when we realize that the artists ... who had no
contact, working thousands of kilometers apart, used
a similar schema.”* In such a case, a genetic relation-
ship of a direct or indirect derivation from the same
source is extremely unlikely, while the analogies con-

2 BIALOSTOCKI, J.: Pluton egzekucyjny od Paula Revere do
Goyi (1981): In: Symbole i obrazy... 1982 (see in note 32).

% Ibidem, p. 414.

54 Ibidem.



necting “The Third of May” with “The Execution of
Russian Patriots”, which most probably Goya did not
know, are at least as close as those with the American
etching which the artist might — but only might —
have known. This means that a distinct similarity of
two paintings does not have to imply their genetic
relationship, so that Revere’s “Bloody Massacre” did
not have to be Goya’s model, either, and if so, it is
quite possible that the alleged schema-correction ties
may be interpreted as parallels related only to one
and the same frame schema.

Ultimately, then, Bialostocki gave no final answer
to his key question: to what extent, if at all, the rela-
tionship of a painting to an archetypal formula enco-
ded in the artist’s mind must be mediated by its rela-
tionship to a specific pictorial pattern? What is the value
in this respect of the theory of Gombrich and that of
the frame archetypes? The paper, Pluton egzekucyjny od
Paula Revere do Goyi {The Firing Squad from Paul Re-
vere to Goyal, is a perfect example of considerations
on interpictorial relations following the direction indi-
cated by the book by Hermerén, reversing the tradi-
tional order of argument and multiplying doubts.

Since it remains impossible to validate or refute
the claims concerning the genetic relations of paint-
ings, art history can only stay within their vicious cir-
cle: it can propose new suppositions which would be
as unverifiable as the old ones, repeat or question
hypotheses which have been proposed before. As re-
gards “The Third of May”, one may agree with the
claims of Hermerén and Bialostocki that the analo-
gies between this particular painting and others do
not imply any genetic connection, or with the theses
of Gombrich or Sandbald that they actually confirm
actual influences. Besides, one may multiply ad in-
finitum potential models and by the same token chal-
lenge any proposals of that kind, following Herme-
rén and Bialostocki again. The role of the pictorial
“sources” of “The Third of May” can just as well be
played by three other engravings: one by Jean-Fran-
cois Janinet, from the series representing the most
important episodes of the French Revolution, which
shows firing at the crowd in the courtyard of the

Bastille (Bibliothéque Nationale de France, Paris), an
etching by Juan Carrafo, “The Massacre of the Insur-
gents of May 2, 1808 in Madrid”, and an anonymous
woodcut with the scene of “The Execution of Monks
in Valencia” (both in Biblioteca Nacional, Madrid).
Close similarities connecting so many alternative
“models” of Goya’s painting on the one hand make
one think about some genetic relationship among all
of them, founded upon a series of influences, while
the other option is that there are no genetic connec-
tions at all. Neither of the two directions of specula-
tion leads to historical truth — to the knowledge of
“how 1t really was.” Their overview allows one only to
draw conclusions concerning art history “as @ kind of
writing” on the reconstruction of genetic interpicto-
rial relations, the theoretical foundation of which has
been created, among others, by Kubler and Gom-
brich. It turns out to be a discourse of paradoxes.
Dominated by a belief that revealing the influences
of certain works of art on others is the basic, obvious,
and attainable goal of research, in fact this discourse
leads to something quite opposite: it results in the
dissemination of unverifiable, but also irrefutable hy-
potheses which often happen to be contradictory or
mutually exclusive, at the same time suggesting pro-
bable genetic relationships among paintings: borro-
wings, adaptations, quotations or allusions. In con-
sequence, art history constructs a network of inter-
pictorial relations with no palpable reference to the
extrapictorial reality. Those relations do not reflect ac-
tual influences which took place while specific works
were coming into being, but stem from the observa-
tions and associations of scholars. This network of in-
terpictorial connections, inseparable from interpreta-
tions of paintings against the background of others, in
fact corresponds to the space called by the poststruc-
turalist literary theory “intertextuality”. Still, intertex-
tuality as a theoretical category which deconstructs the
“myth of filiations” remains for art history a difficult chal-
lenge, since it aims at its epistemological foundations
and questions its academic status of a discipline gath-
ering knowledge of the past.”

English by M. Wilczysiski

> See BARTHES, R: From Work to Text. In: Image — Music —
Text. Transl. S. HEATH. New York 1977, pp. 155-164.
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Jan Bialostocki, Goyov ,,3. maj“
a ap6rie badania o genetickych vztahoch malieb

Resumé

Studia predstavuje Bialostockého pojem ,ram-
cové namety”, tedriu medziobrazovych vztahov for-
mulovanu zadiatkom 60. rokov a to v SirSom kon-
texte dejin umenia, ktoré sa sustreduja na umelec-
ky vplyv a genetické vizby medzi umeleckymi die-
lami. Zaklady takéhoto pristupu boli polozené
stadiami Georga Kublera a predovsetkym Ernsta H.
Gombricha. Podla Kublera, alohou dejin umenia je
zoradit individudlne diela do ,sérif foriem*, ktoré
pochadzaju z nestdlych ,genov®, a to od najrannej-
$ich az po najneskorsie diela. Cielom analyzy dané-
ho diela je rekonstrukcia jeho genotypu ako systé-
mu ¢ft zdedenych z predchddzajucich diel, ktoré ho
ovplyvnili. Gombrich, prirovndvajic systém obra-
zovej reprezentédcie k jazyku, sa sustredil na nevy-
hnutna zdvislost kazdého obrazu na ,slovnej zdso-
be“ predchddzajacich foriem zndzornenia, ktord hra
ulohu svojbytného obrazového kédu. Zdodraznil, ze
kazdy obraz musi byt vysledkom mechanizmu ,;sché-
my a korektary®: vSetci umelci takym alebo ona-
kym spésobom pouzivaji urlity obraz, ktory je uz
k dispozicii, ako schému, ktort korigovanim prispd-
sobuju motivu vybranému ako predmet zndzorne-
nia. Gombrich sa domnieval, Ze korigovanie obra-
zovej schémy nikdy nemdze viest k totdlnej neza-
vislosti vysledného obrazu od vychodzieho bodu, a Ze
kazdé zndzornenie musi do istej miery v sebe ucho-
vavat svoj povod v inom, predchddzajiucom zndzor-
neni. Pokladal svoju domnienku za pevny zdklad de-
jin umenia, ktoré maju rekonstruovat umeleckd tra-
diciu ako sériu odkazov jedného diela k druhému;
ako ndsledné korekcie individudlnych schém.

Pozornost badatelov, ktorf sa zaujimali o medzi-
obrazové vztahy bola zvlas¢ pritahovand Goyovym ob-
razom ,,3. mdj 1808 — Poprava povstalcov®. Pre Gom-
bricha bol tento obraz dokazom, ze dokonca aj velky
umelec sa musi opierat o isté dosazitelné vzorce, pri-
¢om svoju velkost potvrdzuje len schopnostou trans-
formovat tieto vzorce do takej miery, Ze to nemozno
rozpoznat. Bddatel sa domnieval, Ze vzorce, ktoré
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Goya v 3. mdji* transformoval boli lepty Roberta
K.Portera, ktoré skuto¢ne nepreukazuji vela podob-
nosti so $panielovym obrazom. Gombrichova $tudia,
v ktorej autor tvedil, Ze ,, 3. mdj“ bol odvodeny z Porte-
rovych leptov hoci sa na ne nepodobd, ¢o znamena,
ze povodnad schéma, ked uz bola raz korigovand, moze
zostat nerozpoznatelnd, implicitne definovala tlohu
historikov umenia ako nemoznua: ak podobnost me-
dzi korekturou a schémou nie je nevyhnutnd, potom
niet obmedzeni pre $pekuldcie tykajice sa udajného
vplyvu jedného diela na druhé.

Goran Hermerén vyjadril vazne pochybnosti ty-
kajice sa pristupu k problému umeleckého vplyvu.
Logickou analyzou tvrdeni o genetickej vzdjomnej za-
vislosti diel zaloZenej na vplyve demonstroval, Ze ar-
gumenty obvykle zhromazdené na to, aby podpo-
rovali takato tézu st nedostatocné, kedze zdvery
o vplyve nejakého rannejsicho diela na neskorsie vlast-
ne nemozno verifikovat. Vo vztahu k ,,3. mdju” Her-
merén spochybnil ddvno zavedeny ndzor, ze Goyov
obraz ovplyvnil Manetovu ,, Popravu cisdra Maximilia-
na”, ako aj vSeobecné tvrdenia o genetickom vztahu
medzi analogickymi zndzorneniami scén poprav.
Svédsky badatel dovodil, #e rovnako neverifikovatel-
né su aj dve protire¢ivé tvrdenia, ktoré bud spdjaju
podobné obrazy na zdklade vztahu priameho alebo
nepriameho vplyvu, alebo odmietaju akykolvek ta-
kyto vplyv a interpretuji vnimatelné analégie medzi
zobrazeniami ako paralely, ktoré nie su zalozené na
genetickych vidzbach.

Uvahy Jana Bialostockého o medziobrazovych
vztahoch taktieZ prispeli k debate o interpretacidch,
ktoré pokladali analégie medzi obrazmi za vplyvy,
a to vo vztahu ku Goyovmu ,,3. mdju*. V neskorych
50. a rannych 60. rokoch Bialostocki vyvinul teériu
sramcovych ndmetov” a ,archetypélnych obrazov®,
ktoré problém medziobrazovych vztahov este viac
skomplikovali. Za prvé, pozornost venoval podobnos-
tiam medzi obrazmi, ktoré si napriek odliSnostiam
v ikonografickej téme spojené zhodnou zakladnou



myslienkou — ,rdmcovym ndmetom". Vseobecné te-
matické analdgie medzi obrazmi s odli$nou ikonogra-
fiou zodpovedaja spolo¢nej schéme zndzornenia. Za
druhé, polsky badatel poukdzal na dva ddévody ta-
kychto podobnosti v konstrukcii obrazu, ktoré vyka-
zuji podobné, ale odlisné namety. Takéto podobnos-
ti mozu byt zakotvené vo vplyve, ked umelci pracu-
jaci na $pecifickom ndmete si ako vzor bera odlisna
ikonografiu, ktord vSak patri k rovnakej ramcove;j
myslienke. Na druhej strane, hoci rovnako dobre,
podobnosti tohto druhu moézu pochddzat ani nie
z vplyvu jedného diela na druhé, ale z pésobenia ne-
jakého hlbokého psychologického archetypu na pred-
stavivost rdznych umelcov.

Vyvinuc tato tedriu Bialostocki pochopil ,,3. mdj*
ako vyborny priklad diela, ktoré je jednou z kon-
kretizacii toho istého obrazového archetypu zodpo-
vedajuceho rdimcovému ndmetu , protiklad doveka a sil
destrukcie”. Domnievajac sa, ze Goya, tak ako mnohi
inf umelci, sa svojou malbou vztahoval k rovnakému
archetypdlnemu obrazu, ktory bol spolo¢nym vycho-
diskom vSetkych zndzorneni, ktoré boli jeho varidcia-
mi, Bialostocki si nemyslel, Ze je nevyhnutné hladat

pre 3. mdj* pramen v niektorom inom umeleckom
diele. Neskor vsak, pod vplyvom Gombricha, zmenil
nédzor a pripustil, Ze Goya musel pouZzit nejaky ma-
liarsky vzor, ale na rozdiel od Gombricha zastavaja-
ceho kritérium podobnosti medzi schémou a korek-
tarou, odkdzal k leptu Paula Revere ako moznému
povodu popri Porterovych leptoch. To neznamenalo,
ze by Bialostocki zavrhol svoju tedriu archetypédlnych
obrazov: nadalej zvazoval nakolko podobnost zndzot-
nenia mozno vysvetli¢t vplyvom, alebo naopak spo-
lo¢nym archetypom. Nakoniec nenasiel uspokojuju-
ce rieSenie tejto dilemy. Bialostockého ¢lanok, ktory
zhrnul jeho Gvahy o Goyovom diele, mozno pokladat
za uvedenie modelu spisby o medziobrazovych vzta-
hoch, ktoré navrhol Hermerén do praxe, modelu ne-
uznavajuceho umelecké vplyvy ale zndsobujticeho al-
ternativne, protiredivé a nerozhodnutelné tvrdenia,
ktoré sa tykaji podobnosti medzi obrazmi.

Analyza debaty o ,,3. mdyi* nuti kriticky revidovat
systém pojmov dejin umenia, ktoré sa sastreduju na
genetické vztahy, a otvorit pole tedrii intertextuality.

Preklad ]. Bakos
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Of Objects and Subjects
of Visual Culture Studies

Margaret DIKOVITSKAYA

My book Visual Culture: The Study of the Visual af-
ter the Cultural Turn' explores the history, theoretical
frameworks, methodology, and pedagogy of visual
culture in the United States. Visual culture, also
known as visual studies, is a new field for the study
of the cultural construction of the visual in arts, me-
dia, and everyday life. It is a research area and
a curricular initiative that regards the visual image as
the focal point in the processes through which mean-
ing is made in a cultural context. An interdiscipli-
nary field, visual studies came together in the late
1980s after the disciplines of art history, anthropolo-
gy, film studies, linguistics, and comparative litera-
ture encountered poststructuralist theory and cultural
studies. Deconstructionist criticism showed that the
academic humanities were as much artefacts of lan-
guage as they were outcomes of the pursuit of truth.
The inclusive concept of culture as “a@ whole way of
life” (Raymond Williams) became the object of in-
quiry of cultural studies, which encompassed the
“high” arts and literature without giving them any
privileged status. As a result of the cultural turn, the
status of culture has been revised in the humanities:
it is presently seen as a cause of — rather than merely
a reflection of or response to — social, political, and
economic processes. The importance of the concept
of cultural context in the humanities added further
momentum to the rise of visual studies. Perception
has come to be understood as a product of experience
and acculturation, and representations are now stud-

' DIKOVITSKAYA, M.: Visual Culture: The Study of the Visual
after the Cultural Turn. Cambridge (Mass.) — London 2005, 2006.

? HOLLY, M. A. — MOXEY, K. (ed.): Art History, Aesthetics,
Visual Studies. Williamstown (Mass.) 2002.

ied as one among the other signifying systems that
make up culture.

Although the new field of visual studies has en-
joyed a proliferation in the Anglo-American acade-
my over the past decade, there is no consensus among
its adepts with regard to its scope and objectives, def-
initions, and methods. Recent introductions to and
readers of visual culture have spelled out a variety of
conceptual perspectives. Visual Culture: The Study of
the Visual after the Cultural Turn endeavours to an-
swer the fundamental question of how to conciliate
diverse theoretical positions in order to develop
a common ground for working in the field of the vi-
sual. This book focuses on both the theoretical un-
derpinnings of visual studies and the institutional
implications of establishing a new area of inquiry.

Lately, visual culture has become the center of
various concerns. At the May 2001 Clark Art Insti-
tute Conference, “Art History, Aesthetics, Visual
Studies”, (Williamstown, Mass., USA)? the question
was posed as to whether or not this new field had
reached a state of inconsistency by subsuming every-
thing related to the cultural and the visual. Matthew
Rampley, participant in the fourth international
“Crossroads in Cultural Studies” conference (Tampere,
Finland, 2002), is of the opinion that visual culture
has no object of study since it commenced with
a disapproval of the “raditional histories of art, film,
photography...{and} their positivist attachment to their ob-
Ject as a discrete given.” > 1 envisioned my task to be to

> RAMPLEY, M.: Whatever Happened to Material Culture?
Paper presented to Session on Theory and Pedagogy of Visual
Culture at the “Crossroads in Cultural Studies” 4™ Internatio-
nal Conference, Tampere, (Finland) 2002.
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show how visual studies avoids these two ontological
perils and negotiates between the Scylla — the lack of
a specific object of study — and the Charybdis — the
expansion of the field to the point of incoherence.

This book took on a comparative perspective from
which it asked the following questions: What is visu-
al studies and what is its object? What is the rele-
vance of visual culture for art historians? What atti-
tudes do they adopt toward visual studies today?
What is the relationship between the study of the
history of art and the study of the visual and the cul-
tural? Does visual culture require interpretative meth-
odologies that are distinctive from those employed
by art history and cultural studies?

In order to understand the interplay between art
history, cultural studies, and visual studies, it is cru-
cial to examine a range of theoretical standpoints. In
2001, I approached and interviewed the academics
who had responded to the “Questionnaire on Visual
Culture” and faculty members from a number of
American universities.” My aim in the interviews was
both to solicit a reflection on issues whose coverage
in the existing literature seemed either insufficient or
vague and to reveal how the interviewees’ thoughts
were related to other statements in the field. T also
strove to explore with “the subjects of visual culture”
their experiences in the changing academic environ-
ment. Three clusters of scholars are represented: the
first sees visual studies as an appropriate expansion of
art history; the second group views the new focus as
independent of art history and more appropriately
studied with technologies of vision related to the dig-
ital and virtual era; and, finally, the third cluster con-
siders visual studies a field that threatens and self-
consciously challenges the traditional discipline of art
history.

In the text, the quotations are grouped to create
a polylogue, in which thoughts are communicated,

Questionnaire on Visual Culture. In: October, 77, Summer

1996, pp. 25-70.

I conducted interviews with and received written responses from
30 people, including Thomas Conley, Douglas Crimp, George
Dimock, Paul Duro, Anne Friedberg, Brian Goldfarb, Thomas
Gunning, James Herbert, Judy Ho Orange, Michael Ann Hol-
ly, Martin Jay, David Joselit, Laura U. Marks, Nicholas Mir-
zoeff, W. J. T. Mitchell, Sheila Murphy, David N. Rodowick,
Fatimah Tobing Rony, Howard Singerman, Janet Wolff.
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positions are counterpoised, and meanings are creat-
ed. I convened this virtual panel hoping not only to
make explicit the implicit differences in the views on
and approaches to visual studies of its advocates, but
also to illustrate how their ideas and arguments may
complement each other — in other words, to find
points of convergence and productive disagreement.
Thus, rather than showing a consensus, such a design
allows for a revelation of the subtle aspects of the com-
plex debate and fashions a space where the exchange
of opinions on the field’s agenda(s) unfolds.

An academic field is defined by three criteria: the
object of study, the basic assumptions that underpin
the methods of approach to the object, and the histo-
ry of the discipline itself. The following excerpt from
Chapter 1, “Theoretical Frameworks,” discusses Ge-
nealogy and the Object(s) of Visual Culture Studies.

Since the term “pictorial turn” was coined in the
USA in the 1990s by W. J. T. Mitchell, it has served
as a focus for the ongoing theoretical discussion on
pictures whose status lie “somewhere between what Tho-
mas Kubn called a ‘pavadigm’ and an ‘anomaly” and
which have emerged as a “kind of model or figure for
other things” in the human sciences.® At the same time,
the related issues of vision and visuality have been
zealously explored across a broad range of the human-
ities and social sciences — the trend called the “visu-
al turn”.” W. J. T. Mitchell further posited that a new
interdiscipline of visual studies has surfaced around
the pictorial turn that runs through critical theory
and philosophy.® T argue that if we are to accept
Mitchell’s thesis that visual studies was born to the
marriage of art history (a discipline organized around
a theoretical object) and cultural studies (an academic
movement echoing social movements) we should rec-
ognize that it is the “cultural turn” that made visual
studies possible in the first place. In this case, the ques-
tion arises: What constituted the cultural turn?

¢ MITCHELL, W. J. T.: Picture Theory: Essays on Verbal and Vi-
sual Representation. Chicago 1994, p. 13.

7 JAY, M.: That Visual Turn: The Advent of Visual Culture.
In:_Journal of Visual Culture, 1, 2002, No. 1, pp. 87-92; JAY,
M.: Cultural Relativism and the Visual Turn. In: jJournal of
Visual Culture, 1, 2002, No. 3, pp. 267-278.

8 MITCHELL, W. J. T.: Interdisciplinarity and Visual Culture.
In: The Art Bulletin, 77, 1995, No. 4, pp. 540-544.



From the early 1980s on, the study of culture be-
came overwhelmingly significant in the human sci-
ences. In general, we can distinguish between two
research paradigms: one that organized the study of
society on the model of natural sciences and another
whose approach belongs to the interpretative and
hermeneutic tradition that emphasizes human sub-
jectivity and contextual meaning. Before the cultural
turn, researchers did not much question the meaning
or operation of social categories themselves, nor did
they pay attention to individual motivation within
social formations. Research projects based on a com-
monsense meaning of the social typically employed
quantitative methods. In the end, “multimillion-dol-
lar studies of census vecovds... and thousands of individual
case studies came up with contradictory rather than cumu-
lative vesults. Social categories — artisans, merchants, wom-
en, Jews — turned out to vary from place to place and from
epoch to epoch, sometimes from year to year. As a vesult, the
quantitative methods that depended on social categories fell
into disrepute.”®

The major theme needing revision was the status
of the social. Historians began to explore cultural
contexts in which groups or individuals acted and to
emphasize the interpretation of symbols, rituals, and
discourses. The issue of subjectivity and the subjec-
tive side of social relations was given an important
place on the research agenda. The scrutiny of culture
demonstrated, among other things, that all our ap-
proaches are contaminated with ideological precon-
ceptions. The previous paradigm, based on a belief
in the objective nature of social scientific inquiry, was
subsequently displaced by a standpoint that reveals
culture — a representational, symbolic, and linguistic
system — to be an instigator of social, economic, and
political forces and processes rather than a mere re-
flection of them. As Stuart Hall stressed in the Open
University course on “Culture, Media and Identities”,

? BONNELL, V. E. - HUNT, L.: Beyond the Cultural Turn: New
Directions in the Study of Society and Culture. Berkeley — Los
Angeles 1999, p. 7.

' HALL, S.: The Centrality of Culture. In: THOMPSON, K.
(ed.): Media and Cultural Regulation. London — New Delhi 1997,
pp. 207-238, see p. 223.

" BONNELL — HUNT 1999 (see in note 9).

the cultural turn “could be read as representing a ‘re-turn’
to certain neglected classical and traditional sociological
themes after a long period dominated by more structural,
Junctionalist or empiricist concerns.”'® Among the nota-
ble outcomes of these explorations was the forging of
a common language that uses the same concepts and
terms — such as “culture,” “practice,” “discourse,” and
“narrative” — across many disciplines that have be-
come mutually intelligible."

The cultural turn brought to the study of images
a reflection on the complex interrelationships between
power and knowledge. Representation began to be
studied as a structure and process of ideology pro-
ducing subject positions. In the light of Louis Althus-
ser’s'? broadened notion of ideology — that it covers
all aspects of societal life and is analogous to systems
of signs — the work of art came to be seen as a com-
municative exchange. As a result, the concept of au-
tonomy of art was replaced by the concept of inter-
textuality. Art was now treated as a specific discur-
sive system that during the modern period created
the category of “artwork” as a repository for values
(non-instrumentality, creative labor, etc.) that had
been suppressed within the dominant culture of mass
production. Contemporary scholarship has disclosed
the ways in which the work of art has been tradition-
ally presented as the object that rejects contingency
and refuses or “frustrates the grasp of discursive systems of
knowledge through its relentless formal self-transformation”
and has revealed how “formal meaning becomes the em-
blem of an immanent, autonomous dyive towards differenti-
ation.”” The scholarship that rejects the primacy of
art in relation to other discursive practices and yet
focuses on the sensuous and semiotic peculiarity of
the visual can no longer be called art history — it de-
serves the name of visual studies.

It is important to emphasize from the outset that
visual culture/visual studies is not the same thing for

”» «

2 ALTHUSSER, L.: Ideology and the Ideological State Appara-
tus. In: Lenin and Philosophy and Other Essays. Trans. B.
Brewster. London 1971.

Y KESTER, G. March 24, 2000. A Response to Tim Hodgkin-

son. In: Socially Engaged Practice Forum, message #25. http://
www.listbot.com.
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all of its theorists and practitioners. Moreover, one
can speak of distinct schools of thought being formed
at the different institutions of higher learning in which
these people teach and do research. To begin with,
Michael Ann Holly, former chair of the Art and Art
History Department at the University of Rochester
(home to the first US graduate program in Visual
Studies) and now director of research at the Clark
Art Institute thinks of visual culture as a hybrid term
that describes a situation when one fuses works of art
with contemporary theory imported from other dis-
ciplines and fields, particularly semiotics and femi-
nism.'¥ For Holly, visual studies calls into question
the role of all images in culture, from oil painting to
twentieth-century TV. These images can be contrast-
ed and compared on the basis of their working as
visual representations in culture rather than through
the use of such categories as “masterpieces” and “created
by geniuses” vs. “low art”. As a historiographer inter-
ested in the intellectual history of art history, Holly
has been concerned with how the practice of art his-
tory in the United States was turning into an empit-
ical discipline, preoccupied solely with facts and fro-
zen in place around the time of the Cold War. In the
late 1980s, the influx of thinking that has fallen un-
der the ubiquitous term “theory” shook up those es-
tablished procedures and protocols of the discipline.
In his response to my questionnaire, Stephen Melville
of Ohio State University pointed to theory as the es-
sential background for the origin of visual culture:
“Shortly after the Second World War, and depending very
much on a complicated set of cultural and political develop-
ments through the 19605, you have the emergence of a very
powerful line of thinking in France that ultimately gives
rise to what is called, briefly and mostly around the journal
Tel Quel iz France but much move sustainedly in the United
States, ‘theory’. The developments that drive the emergence
of theory happened in a variety of fields — anthropology,
literary criticism, psychoanalysis, intellectual history, phi-
losophy. There is a large body of shared references that bind
them together — to Saussure and linguistics, to the drift of
post-Kantian European philosophy, to some stakes in or near
Surrealism. One shared feature of this work is its claim o
a thorough-going ‘anti-humanism’. Some people think of it

4 M. Dikovitskaya’s interview with Michael Ann Holly, 2000.

1 S. Melville’s response to Margaret Dikovitskaya, 2001.
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as a form of Marxist ideology critique with the modifier
‘bourgeois’ understood to be integral to what’s meant by hu-
manism here; others, including nyself, will take its force to
be better caught by reference to Nietzsche or Heidegger. It
seems natural to take this as entailing also some kind of
critique of ‘the humanities’. Visual culture, more or less in-
heriting all this, would be part of an undoing or unprivi-
leging of the humanities and the central place they tradi-
tionally occupy in the university, and of course art history
would be one of the things in need of such undoing.”"

The new field of visual culture drew upon criti-
cal theory and cultural studies, the latter itself be-
ing a critique of the barriers between the humani-
ties and the social sciences that had been construct-
ed in the nineteenth century due to the refusal of
art to be subsumed under scientific rationality. In
this light, Janet Wolff, former director of the Roch-
ester Visual and Cultural Studies Program and now
Professor at the Centre for Interdisciplinary Research
in the Arts, The University of Manchester, argued
that the necessary project for the study of art would
be an approach which combines textual analysis with
sociological analysis of institutions. Such an approach
emerged from her own frustration with two modes
of analysis — what she described as a parallel experi-
ence and parallel dissatisfaction with two traditions:
“first, a sociological tradition that looks at cultural insti-
tutions and cultural processes but never pays attention to
the text... and which is agnostic about aesthetic questions;
and second, textual analysis mainly in the humanities,
which for the most part pays no attention to institutions
and social processes, but concentrates on readings — howev-
er interesting but nonetheless just readings — of texts and
images. My argument has been that the best kind of work
in visual studies manages to do both of those things and to
integrate them.”'®

In short, visual studies — the study of represen-
tations — pays close attention to the image but uses
theories developed in the humanities and the social
sciences to address the complex ways in which mean-
ings are produced and circulated in specific social
contexts. Holly, co-editor of three anthologies, I/7-
sual Theory: Painting and Interpretation (1991), Visu-
al Culture: Images and Interpretations (1994), and Art

16 M. Dikovitskaya’s interview with Janet Wolff, 2001.



History, Aesthetics, Visual Studies (2002)," is convinced
that considering images in light of new theoretical
perspectives provides new answers to old questions
about art. At stake here is not only the possible “scien-
tific” classification of objects — which could be the
pitiful fate of an art history that is not so theoreti-
cally informed — but also the loss of the interroga-
tion of images: testing them and bombarding them
with ideas.

For James D. Herbert of the University of Cali-
fornia at Irvine, visual culture is a term encompass-
ing all “buman products with a pronounced visual aspect
including those that do not, as a matter of social practice,
carry the imprimatur of art,” whereas visual studies is
a name for the academic discipline that takes visual
culture as its object of study." Visual studies democ-
ratizes the community of visual artifacts by consider-
ing all objects — and not just those classified as art —
as having aesthetic and ideological complexity. How-
ever, instead of leveling them or lumping them all
together, visual studies embarks on the scrutiny of
the hierarchy of objects that has imbued and contin-
ues to imbue some with a greater significance than
others. I find a connection between this view on vi-
sual studies and the concept of “World Art Studies”
initially put forward by British art historian John
Onians. When World Art Studies works against the
art historical canon by “faking the broadest view of what
is visually interesting,” it, like visual studies, involves
“acknowledging the variation of concentration on different
Jorms of art through time and across cultures.””® As On-
ians notes, this should ultimately help us understand
such phenomena as the European privileging of fine
arts over decorative arts or the Chinese disregard of
paintings not produced by the literati. Onians un-
derlines the possibility of what he calls a “natural”
history of art, whose task would be to explore how
the relationship of humans to their natural environ-
ment determines the diverse character of art through-
out the world. Herbert’s visual studies, however, sus-
pends itself somewhere between an art history that

7 BRYSON, N. — HOLLY, M. A. —- MOXEY, K. (ed.): Visual
Theory: Painting and Interpretation. Cambridge 1994; BRYSON,
N.-HOLLY, M. A. - MOXEY, K. (ed.): Visual Culture: Ima-
ges and Interpretations. Hanover — London 1994; HOLLY, M.
A. — MOXEY, K. (ed.): Art History, Aesthetics, Visual Studies.
Wailliamstown (Mass.) 2002.

uses evidence of human social practice to understand
a work of art and an anthropology that regards ma-
terial artifacts as evidence of such practice. In this
formulation, visual studies reflects the impact of cul-
tural anthropology, which was responsible for the
recent displacement of the elitist notion of culture
based on absolute models of aesthetic value (which
needs to be cultivated in everybody but is available
to only a few) by another concept that considers ma-
terial, folk, and popular cultures as important signi-
fying practices. This all-embracing and anthropolog-
ically more egalitarian notion of culture implies that
all artifacts and practices are worthy of scientific study.
It also encourages the application of methods and
procedures that were previously reserved for the study
of “high” culture to those artifacts that were thought
to be outside of it but which are cultural nonetheless.
Herbert’s desire for the expanded territory of visual
studies also echoes somewhat the concept of material
culture introduced to art history some twenty years
ago by Jules David Prown, an art historian from Yale
University where Herbert studied for his Ph.D. The
object-based theory of material culture premises that
artifacts are primary data for the study of culture and
that they should be used as evidence rather than il-
lustrations; it thus deals with objects such as Chip-
pendale sideboards or furniture because they have
symbolic meaning or symbolic capital in the antebel-
lum United States. Through its attendance to both
art objects and artifacts, visual culture in Herbert’s
formulation forges an important bridge with materi-
al culture studies and thus escapes the danger of be-
ing reduced to mere semiology of the visual sign.
Additionally, visual culture pays special attention to
the study of modern manufactured goods (thus dis-
tinguishing itself from art history).

W. J. T. Mitchell of the University of Chicago
describes visual culture as analogous to linguistics:
the former has the same relation to works of visual
art as the latter has to literature. Art here plays the
role of literature despite a fundamental difference

'8 HERBERT, J. D.: Visual Culture/Visual Studies. In: NEL-
SON, R. S. — SHIFF, R. (ed.): Critical Terms for Art History.
London — Chicago 2003, second edition.

' ONIANS, J.: World Art Studies and the Need for a New

Natural History of Art. In: The Art Bulletin, 28, 1996, No. 2,
pp. 206-209, see p. 206.
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between, on the one hand, visual imaging and pic-
turing and, on the other, linguistic expression: lan-
guage is based on a system (syntax, grammar, pho-
nology) that can be scientifically described while pic-
tures cannot. In addition, while literature forms a part
of the study of language, visual art is just one area of
visual culture. The emergence of visual culture is
a challenge to traditional notions of reading and lit-
eracy. Because the literary text consists of visible signs,
the alphabet and mode of inscription become issues:
the researcher has to analyze writing as a system of
images. The Chinese character system, Egyptian hi-
eroglyphics, and Aztec writing have very elaborate
graphic conventions. All these symbols have histori-
cal origins; they become the proper domain of visual
culture, which stimulates an interest in typography,
graphology, and calligraphy. Beyond this graphic lev-
el, there is a realm of what can be called “virtual”
visuality in literature implied by the text that con-
tains images, inscriptions, and projections of space.
Traditional literary scholars, who are not interested
in how the text represents itself, usually read through
novels, plays, and poems for something else (plot,
meaning, etc.) and are not very mindful of descriptive
literary texts where the projection of virtual spaces and
places unfolds. Visual culture, on the other hand, re-
fers to this world of internal visualization that appeals
to imagination, memory, and fantasy. Memory is en-
coded both visually and verbally and has a connection
to rhetoric. The psychological notions of vision — inte-
rior vision, imagining, dreaming, remembering — are
activated by both visual and literary means. Thus, the
study of visual culture allows all these aspects to come
into view: one begins to look at and actually examine
the process of visualizing literary texts.

The focus of visual culture analysis is shifted away
from things viewed toward the process of seeing, in-
sists Mitchell. He chose the title “Visual Culture” in-
stead of “Visual Studies” for his course at the Univer-
sity of Chicago because he was interested in the con-
structedness of vision: “The name Visual Studies seemed
to me too vague, since it could mean anything at all to do

2 M. Dikovitskaya’s interview with W. J. T. Mitchell, 2001.
2 BARNARD, M.: Art, Design and Visual Culture: An Introduc-

tion. New York 1998; MIRZOEFF, N.: An Introduction to Vi-
sual Culture. London — New York 1999.
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with vision, while Visual Culture... suggests something more
like an anthropological concept of vision as artifactual, con-
ventional, and artificial — just like languages, in fact, which
we call ‘natural languages’, in the same breath we admit
that they are constructed systems on the borderlines between
nature and culture. By calling the field Visual Culture,
L was trying to call attention to vision as itself prior to con-
sideration of works of art or images, and to foreground the
dialectics of what Donna Haraway calls ‘nature/culture’,
in the formation of the visual field. Vision itself is a cultural
construction.”*

One of the main questions which visual culture
addresses is: What is it that you learn when you learn
to see? According to Mitchell, works of art do not set
the boundaries of the new field, nor do images or
representations. For instance, buildings and land-
scapes, which are neither images nor representations,
are nevertheless objects that are looked at in the course
of everyday life and are, therefore, legitimate objects
of visual culture.

The way one sees the world is important and the
visual field is the place where social differences are
inscribed. Researchers®' who adopted Mitchell’s defi-
nition* of visual culture as the study of the cultural
construction of visual experience in everyday life, as
well as in media, representations, and visual arts use
“cultural” and “social” interchangeably, and this calls
for clarification. When asked during our interview,
Mitchell posited that visual culture is about the so-
cial formation of the visual field, or visual sociality:
“Raymond Williams suggests we think of society as desig-
nating the whole realm of relations among persons, classes,
groupings, i.e. so-called ‘face to face relations’, or immediate
relations. Culture is the structure of symbols, images, and
mediations that make a society possible. The concepts are
interdependent: you could not have a society that did not
have a culture, and a culture is an expression of social rela-
tions. However, the culture is not the same thing as the soci-
ety: Sociery consists in the velations among people, culture the
whole set of mediations that makes those relations possible —
or (equally important) impossible. Visual culture is what
makes possible a society of people with eyes.”*

2 MITCHELL, W. J. T.: Interdisciplinarity and Visual Culture.
In: The Art Bulletin, 77, 1995, No. 4, pp. 540-544.

» M. Dikovitskaya’s interview with W. J. T. Mitchell, 2001.



The epistemological centrality of culture does not
imply that “everything is culture” but means that ev-
ery social practice depends on and relates to meaning,
and culture is the constitutive condition of that prac-
tice. One can conclude that visual culture is a field for
the study of both the social construction of the visual
(visual images, visual experience) and the visual con-
struction of the social, which apprehends the visual as
a place for the examining the social mechanisms of dif-
ferentiation. The interesting questions that might be
further asked here are: What is the absence of visual
culture? and What is the absence of cultural vision?

Visual studies claims that the experience of the
visual is contextual, ideological, and political. Dou-
glas Crimp of the University of Rochester posits that
objects of study should be determined by the type of
knowledge that one seeks to create and by the specif-
ic uses for that knowledge. When he began thinking
about the subject of AIDS about twenty years ago,
he was interested in how American artists and the art
world as a social matrix were responding to the crisis
brought on by the epidemic. Crimp became involved
in a political movement fighting AIDS. He soon re-
alized that the initial questions he had been asking
were inadequate for the type of information he sought
to produce: “To limit myself to fairly narrowly defined
notions of art practice or the art world would not suffice...
This didn’t mean that 1 relinquished my interest in how
art practices were dealing with AIDS, but it gave me a very
different perspective on how people might deal with it: what
kinds of information they would have to understand in or-
der to deal with the subject adequately.”** Thus, Crimp
began looking at wider ranges of cultural discourses,
including popular culture and medical discourse, that
were outside the purview of contemporary art. This
is just one, albeit a vivid, example of how and why
a researcher’s orientation has changed from an art
critical to a visual studies perspective.

Nicholas Mirzoeff, formerly at the State Universi-
ty of New York at Stony Brook and now at New
York University, insists that visual culture is “somze-
thing different from simply art history with a little bit of
theory admixed.”” He calls visual culture the interface
between all the disciplines dealing with the visuality

2 M. Dikovitskaya’s interview with Douglas Crimp, 2001.

» M. Dikovitskaya’s interview with Nicholas Mirzoeff, 2001.

of contemporary culture. According to Mirzoeff, vi-
sual culture was born in the new art history depart-
ments set up in the British universities but it has be-
gun to have a much wider range of possibilities in
the last ten years. The latest developments in digital
technology caused the immense cultural changes
throughout the world that earned the visual a pre-
eminent place in our everyday life. This explains vi-
sual culture’s preoccupation with analysis of events
in which the consumer interacts with visual technolo-
gies in search of pleasure, information, or other edifi-
cation. Today, Mirzoeff opines, visual culture needs
to position itself as a critical study of the genealogy
and condition of the global culture of visuality. Glo-
balization in its various forms — global TV channels
and programs, global visual infrastructures such as
cable and satellite, and the World Wide Web — is
one of the key features of our lives. Since the explora-
tion of these forms does not fit the disciplinary bound-
aries of traditional academic courses, a postdisciplinary
formation called Visual Culture comes to the fore:
“Visuality is the term that I tend to use now, rather than
visualization, meaning the visual in the overlap between
representation and cultural power. In talking about visual-
1ty, one has in mind a much wider field than that concerned
only with the media, one covering the present process of col-
lapse of the media into each other, or convergence — particu-
larly in the digital realm — so that it no longer makes sense
to organize our study of visuality by medium.”*

Visual culture entails a mediation on blindness,
the invisible, the unseen, and the unseeable. Engage-
ments with biomedicine and digital technology have
allowed us to form new conceptions of contemporary
bodies. Lisa Cartwright, a former professor at the
University of Rochester and now at the University of
California, San Diego, explores the optical virtuality
of postvisual domains constituted by institutional dis-
courses of science and medicine. These employ such
techniques as endoscopy, where simulation reproduces
not merely the image but also behaviors and func-
tions. Telepresent surgery, which involves using vir-
tual reality to perform surgery at a distance, is an-
other example of a possible object of scrutiny for vi-
sual culture.

% Tbidem.
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David N. Rodowick, a former professor at the
Rochester Visual and Cultural Studies Program and
now the director of the Film Program at King’s Col-
lege (London, UK), is mostly interested in the criti-
cal theoretical study of the different visual and artic-
ulable regimes. Contrary to Mirzoeff, Rodowick ar-
gues that the notion of visual culture is not only
a function of twentieth-century culture but needs to
be applied historically. He based his concept of visual
culture on Deleuze’s understanding of Foucault’s the-
ory.”” Deleuze was able to see in Foucault what Fou-
cault did not necessarily see clearly himself, namely,
that he had a unique sense of how the occurrence of
epistemic changes from early modern society and the
industrialized era to the twentieth century took place.
Foucault revealed not only changing notions of sub-
jectivity but also how such notions of subjectivity
themselves overlap different strategies of visualiza-
tion and expression, which Deleuze called “/e visible et
Uénongable”, or the visible and the utterable. Deleuze
developed a periodization of the history of power —
from a sovereign, to a disciplinary, to what he calls
a controlsociety. While each of these periods is marked
by different strategies of knowing and power, they
are also articulated by means of distinctive mobiliza-
tions of the visible and the expressible. In our inter-
view, Rodowick stated that the same set of concepts
can be used to explain both cultural and epistemo-

¥ DELEUZE, G.: Foucanlt. Minneapolis 1988.
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logical changes taking place over long periods of time.
He said: “For me, this is what visual culture is all about:
how these different notions of power and knowledge change
across different strategies of visualization and expression,
and how they are imbricated with one another in different
complex ways in different, relatively distinct, bistorical
eras.”* Visual culture embraces modes of being and
experiencing within distinct regimes, modes such as
subjectivities — subject positions that emerge through
visual relations, the subject within the “society of spec-
tacle” — as well as industries of the visual.

To summarize, some researchers use the term vi-
sual culture/visual studies to denote new theoretical
approaches in art history (Holly); some want to ex-
pand the professional territory of art studies to in-
clude artifacts from all historic periods and cultures
(Herbert); others emphasize the process of seeing
(Mitchell) across epochs (Rodowick); while still oth-
ers think of the category of visual as encompassing
nontraditional media — the visual cultures not only of
television and digital media (Mirzoeff) but also of sci-
ence, medicine, and law (Cartwright). Objects of vi-
sual studies are not only visual objects but also modes
of viewing and the conditions of the spectatorship
and circulation of objects. One can conclude that vi-
sual studies goes far beyond its constituent object-
oriented disciplines of art history, anthropology, film
studies, and linguistics.

* M. Dikovitskaya’s interview with David N. Rodowick, 2001.



O objektoch a subjektoch stadii
vizualnej kultary

Resumé

V priebehu devitdesiatych rokov sa objavil velky
pocet tvodov a antoldgii o vizudlnej kultare, ktoré
ponukli mnozstvo rozli¢nych koncepénych perspek-
tiv. Tieto publikacie hladali odpoved na otdzku, ako
zosuladit rozdielne teoretické pozicie a vybudovat
spolo¢na zdkladniu pre pracu s vizudlnom. Kym aka-
demicky svet na strankach odbornych casopisov
a v ramci odbornych organizacii burlivo diskutuje
o spravnom postupe, v severnej Amerike, Eurdpe a Aus-
tralii st otvdrané obsazné fakultné a celouniverzitné
programy vizudlnych $tadii.

Ako stcast vyskumu, ktorého vysledkom sa stala
moja kniha Vizudina kultiira: Stidia vizudlna po Ful-
tiirnom zlome (Visual Culture: The Study of the Visual
after the Cultural Turn. Cambridge (Mass.) — London
2005, 2006), som viedla interview s 33 osobnostami.
Zamerala som sa na americkych univerzitnych profe-
sorov, medzi ktorymi bolo aj mnoho tych, ktori od-
povedali na dnes neslavne znamy Dotaznik k vizualnej
kultire (Questionnaire on Visual Culture. In: Octo-
ber, 77, Summer 1996, s. 25-70). Cielom bolo ziskat
rad postojov k teoretickym a pedagogickym problé-
mom a predstavit historicky prehlad $tadif vizudlnej
kultary s previazanim na sacasnt polemiku o zdro-
joch a smerovaniach odboru.

Pre teoretikov a praktikov v odbore neznamena-
ja vizuédlna kulttra a vizudlne $tadie vzdy jedno a to
isté. Michael Ann Holly uvazuje o vizudlnych stadi-
ach ako o hybridnom pojme, ktory opisuje stav pre-
pdjania umeleckych diel so sucasnou teériou, impor-
tovanou z inych disciplin, predovietkym zo semioti-
ky a feminizmu. Ako histori¢ka, zaujimajica sa
o intelektudlny aspekt dejin umenia, upriamila svoju
pozornost na otdzku, ako sa americkd historiografia
umenia menila na empirickd disciplinu, prednostne
zameranu na fakty, ktord uviazla v obdobi studenej
vojny. Koncom osemdesiatych rokov otriasol tymito
zauzivanymi proceddrami a protokolmi odboru pri-
lev toho, ¢o sa sustredilo pod vSadepritomnym
pojmom ,teéria“. Holly je presvedéend, ze otdzky

vznesené na ziklade reflexie teoretickych perspektiv
dokdzu dat nové odpovede na problémy starého ume-
nia. Vizudlne $tidid, stadium reprezenticie, venuju
pozornost obrazu, ale vyuzivaja teérie pochddzajace
z inych odborov humanitnych vied.

Pre Jamesa Herberta zahfiia pojem vizudlna kul-
tara ,wsetky Ludské produkty so zretelmjm vizudlnym as-
pektom*, kym vizudlne $tidid predstavuja ndzov aka-
demickej discipliny, objektom zdujmu ktorej je vizu-
dlna kulttara. Vizudlne $tadid demokratizuja spolo-
Censtvo vizudlnych artefaktov. Nespochybnujic
délezitost umeleckych predmetov pripisuji ostatnym
artefaktom — z celého sveta — esteticku a ideovi kom-
plexnost. Vizudlne $tadid kladd samé seba niekde
medzi dejiny umenia, vyuZzivajice dokazy spolocen-
skej praxe na vysvetlenie umeleckého diela, a antro-
polégiu, povazujicu materidlne artefakty za dokazy
takejto praxe. Podla Herberta vizudlne $tadid neuza-
tvaraju otazku potencidlnej autondémie umeleckého
predmetu, ale ju prostrednictvom skimania neprett-
zitého a plodného napitia medzi dvomi zdkladnymi
konceptmi — spolocenskej ,existencie” a materidlneho
»umenia“ — naopak nechdvaju stile otvorenu.

W. J. T. Mitchell opisuje vizudlnu kultiru ako
analogicku lingvistike: prvd md ten isty vz¢ah k dielam
vizudlnych umeni ako ma druhd k literatire. Vizudl-
ne umenie je iba jednou z oblasti vizudlnej kultary.
Analytické zameranie vizudlnej kultiry sa odvracia
od videného smerom k procesu videnia. Mitchell si
namiesto ndzvu ,, Vizudlne $tudia“ vybral pre svoj kurz
na Chicagskej univerzite ndzov ,Vizudlna kultara®
z dovodu zdujmu o konStruované aspekty videnia.
Jednou z hlavnych otazok, na ktoré jeho kurz hlada
odpoved, je: Co sa vlastne jednotlivec ud, ked sa u&i
vidiet? Podla Mitchella je objavenie sa konceptu vi-
zudlnej kultury vyzvou tradiénym predstavam (ita-
nia a gramotnosti. Literdrny text sa skladd z vidi-
telnych znakov, abeceda a spdsob zdpisu sa tak stdva
osobitnym problémom a bddatel musi voimat a ana-
lyzovat pisany text ako systém obrazov. Za touto gra-
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fickou trovtiou sa v literature rozprestiera oblast vir-
tudlnej vizuality, zahrnutej v texte, ktory obsahuje
obrazy, zépisky a zobrazenia priestoru. Vizudlna kul-
tara sa tiez vztahuje k svetu vnutornej vizualizdcie,
obratenému k obrazotvornosti, pamiiti a fantézii. Std-
dium vizualnej kultary umozniuje zohladnit vsetky
tieto aspekty: je mozné zacat vnimat a skutocne ska-
mat proces vizualizdcie literdrnych textov.

Nicholas Mirzoeff trvd na tom, Ze vizualna kulta-
ra je ,mieco iné nez len dejiny umenia s malon primesou
tedrie.” Podla jeho ndzoru je vizuédlna kultara rozhra-
nim medzi v§etkymi disciplinami zaoberajacimi sa
vizualitou sucasnej kultary. Zameriava sa na analyzu
vizudlnych javov, v rdmci ktorych sa konzument pri
hladani zdbavy a informdcii stretdva s vizualnymi
technoldgiami, siahajicimi od maliarstva az k inter-
netu. Vizuédlna kultara sa dnes nevyhnutne potrebu-
je ustanovit ako kritické $tadium genealdgie a posta-
venia globdlnej kultdry vizuality. Globalizdcia a jej
rozli¢né formy — globdlne televizne kanély a progra-
my, globélne vizualne kablové alebo satelitné in-
frastruktary a World Wide Web — st jednym z kla-
¢ovych komponentov vizudlnej kultdry. KedZe tieto
neddvne inovécie prekracuja odborné hranice tradic-
nych akademickych kurzov, presadil sa post-discipli-
nédrny atvar s nazvom vizuédlna kultara: ,S&dr nez po-
Jem vizualizdcia, uprednostiiujem dnes pouZivanie pojmu
vizualita, a to v zmysle vizudlneho v vdamei presabu medzi
reprezentdcion a kultiirnou mocon. Pri uvaZovani o vizualite
vystupuje na povrch prebiehajici proces kolapsu médii do
seba navzdjom, proces ich konvergencie — predovietkym
v digitdlnej sfére — a tak uz viac nie je zmysluplné organi-
zovat Stidium vizuality podla drubu média.”

Prednostnym zdujmom Davida N. Rodowicka je
kriticko-teoretické Studium rozdielnych vizudlnych
a artikula¢nych rezimov. Argumentuje, ze predstava
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vizudlnej kultary nie je dand vyluéne kultare dvad-
siateho storocia, ale Ze je potrebné ju aplikovat histo-
ricky. Rodowick zalozil svoj koncept vizudlnej kulta-
ry na interpretdcii tedrie Michela Foucaulta z pera
Gillesa Deleuzea, v ktorej je ,histéria“ chdpana ako
prechod medzi rozdielnymi audiovizudlnymi rezima-
mi. Tieto rezimy su epistemologickymi mdédmi,
v ktorych moc a vzdelanie st prekryvajicimi sa stra-
tégiami vizualizdcie a expresie.

Bolo by mozné dospiet k zdveru, Ze niektori ba-
datelia pouzivaja pojem ,vizudlne Stadid“ za ucelom
oznacenia novych teoretickych pristupov v historio-
grafii umenia; niektori chct rozsirit oblast odborné-
ho zdujmu $tadii 0 umeni o artefakty zo vSetkych his-
torickych obdobi a zo vSetkych kultir; inf zd6raziuju
vyvin procesu videnia naprie¢ epochami; dalsi uva-
Zuju o kategérii vizudlneho aj v savislosti s netra-
di¢nymi médiami — vizudlne kultdry nielen televizie
a digitdlnych médii, ale aj vedy, mediciny a prava.

Ktoré st nesporné vlastnosti nového odboru? Sta-
dia vizudlnej kultary zastresuja Sirsie pole skimania
prostrednictvom prijatia populdrnych médii, filmu
a fotografie, ktoré nespadajd ani do najvolnejsich hra-
nic dejin umenia. Sucasne su vizuélne $tadid metodo-
logicky vymedzené uZzsie nez dejiny umenia, pretoze
vyuzivaju kriticky rdmec — sadu predpokladov po-
mocou ktorych je objekt studia posudzovany. Meto-
dolégiu vizudlnych studii mozno nazvat interdiscipli-
nédrnou do tej miery, pokial si neosvojuje zjednoduse-
né komparativne §tudium, v ktorom by sa rozdiely
medzi Zdnrami umeleckej produkecie stierali. Studen-
ti vizudlnej kultary mo6zu aplikovat na umelecké die-
lo metodoldgiu zo sféry literdrnej kritiky, zdaroven vsak
venuju pozornost ich vzdjomnému rozporu.

Preklad M. Hrdina
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Prayers and Portraits:
Unfolding the Netherlandish Diptych

Essays in Context:
Unfolding the Netherlandish Diptych

Prayers and Portraits: Unfolding the Netherlandish Diptych. Eds. John Oliver HAND — Catherine A. METZGER
— Ron SPRONK. [Exhib. Cat.} National Gallery of Art, Washington, D.C. New Haven — London : Yale
University Press, 2006, 340 pp., 328 col. ill. a 92 bw. ill., ISBN 0-300-12155-57.

Essays in Context: Unfolding the Netherlandish Diptych. Eds. John Oliver HAND — Ron SPRONK. Harvard
University Art Museum, Cambridge, MA. New Haven — London : Yale University Press, 2006, 256 s., 14

col. ill. a 95 bw. ill., ISBN 0-300-12140-7.

Vystava, nazvand Prayers and Portraits: Unfolding
the Netherlandish Diptych, ktort autorka recenzie mala
moznost vidiet v The National Gallery of Art vo
Washingtone, D.C. (12. november 2006 — 4. febru-
ar 2007), a ktord bola potom tohto roku predstavend
eurépskemu publiku v Koninklijk Museum voor Scho-
ne Kunsten v Antverpach (3. marec 2007 — 27. mdj
2007), sa bezpochyby radi k najvyznamnej$im
a najreprezentativnej$im vystavnym projektom nizo-
zemského maliarstva poslednych desatrodi. Jej orga-
nizdtori — John Oliver Hand (kurdtor, The National

Gallery of Art, Washington), Catherine A. Metzger
(konzervitorka, The National Gallery of Art, Wa-
shington) a Ron Spronk (kurdtor, Straus Center for
Conservation and the Center for the Technical Study
of Modern Art, Harvard University Art Museums,
Cambridge, MA) sa zamerali na okrajovo reflektova-
nu problematiku nizozemskych diptychov ako objek-
tov. A to s ciefom preskimat nielen umeleckohisto-
ricky, ale predovSetkym materidlova a technicka
stranku jednotlivych umeleckych diel. Nasledne po-
tom odpovedat, pokial mozno, na otdzky suvisiace s
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produkciou, pévodnou funkciou a vyuzitim nizozem-
skych diptychov. Z tohto hladiska je potrebné vyso-
ko ocenit nielen pritomnost konzervatora vo vyskum-
nom a organiza¢nom time, ale aj jeho zaclenenie, a to
ako rovnocenného partnera, medzi ¢lenov autorské-
ho kolektivu vystavného katalégu. Vsetci traja autori
zdielali rovnocenne aj zodpovednost za prezentované
vysledky vyskumov, a tak ani vstupné §tadie, ani ka-
tal6gové hesld, nie st konkrétne autorsky priradené.

Vyskumny projeke, ktory napokon vyustil do
zmiefiovanej vystavy, bol dlhodobejsi. V jeho priebe-
hu sa podarilo postupne preskamat a detailne zdo-
kumentovat dvadsatpit parov obrazov a dal$ich pit-
ndst samostatnych tabul nizozemskej a francizskej
proveniencie z viac ako tridsiatich verejnych a suk-
romnych zbierok v Eurépe a USA. Okrem tradi¢nych
umeleckohistorickych postupov boli v rdmci vysku-
mu vyuzité aj vSetky Standardné nedestruktivne me-
tody, preferované tzv. ,technical art history” — tech-
nickymi dejinami umenia.

Vysledky vyskumu st v katalégu vystavy pred-
stavené v troch zdkladnych ¢astiach. Uvodna §tadia
je venovana problematike formatu diptychu v nizo-
zemskej malbe, nasleduje ¢ast zamerand na otazky
materidlu a technickych aspektov. Najrozsiahlejsiu
Cast, a zaroven aj vlastné jadro publikdcie, tvori kata-
l6g. Pozostava zo Styridsiatich hesiel, pojednédvajucich
v abecednom poradi diela majstrov ako Jan van Eyck,
Robert Campin a Rogier van der Weyden, Hugo van
der Goes, Hans Memling, Geertgen tot Sint Jans,
Jan Mostaert, Jan Gossaert, Michael Sittow a dal-
$ich. Sacastou reprezentacnej, bohato obrazovo vy-
bavenej publikdcie je apendix, zahffiajaci pozndmky
k textom, tdaje o proveniencii jednotlivych diel, o ich
Ucasti na vystavach, ako aj detailnt bibliografiu. Mi-
moriadne hodnotnou stcastou katalogu je samostat-
ne priradeny technicky apendix, obsahujuci vSetky
zdkladné tdaje suvisiace s maliarskou vystavbou pre-
zentovanych obrazov, ako aj s ich technickou sklad-
bou (s. 278-303).

Samotnd washingtonska vystava predstavila ve-
rejnosti tridsatsedem nizozemskych a franctzskych
diptychov vyhotovenych v 15. a 16. storo¢i. Hned na
zaliatku je potrebné zd6raznit, Ze z predstavenej ko-
lekcie sa iba dve diela dodnes zachovali vo svojej rela-
tivne povodnej podobe. Jedna sa o diptychy z brug-
skych zbierok — diptych Hansa Memlinga ,,P. Mdria
s dietatom a Maarten van Niewmwenhove” (kat. &. 26)
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a diptych Jana Provosta ,Kristus nesici kriz a Portrét
patdesiatityrivocného frantiskdna” (kat. ¢. 31, Musea
Brugge, Hospitaalmuseum Sint-Janshospitaal). Fak-
tom totiz zostdva, ze drvivd vic$ina diptychov bola
v priebehu ¢asu rozdelend, druhotne upravend a né-
sledne, ¢asto opakovane, zaclenend do novych obra-
zovych celkov a ideovych kontextov. Ako vystizny
priklad tu mozno uviest prace Albrechta Boutsa —
wEcce Homo" a ,,Mater Dolorosa® (kat. ¢. 3, Suermondt-
Ludwig-Museum Aachen), ktoré dnes tvoria astred-
nu ¢ast novokonstituovaného triptychu a ktoré s vel-
kou pravdepodobnostou ani neboli zamyslané ako
stcast diptychu, resp. ako pandanty (str. 40). Na dru-
hej strane, v pripade tabul Hansa Memlinga — ,M/a-
dd Zena s karvafidtom” (kat. ¢. 27, The Metropolitan
Museum of Art, New York) a ,,Dva kone a opica” (Mu-
seum Boijmans Van Beuningen, Rotterdam) sa po
vyhodnoten{ vysledkov komplexného nedestruktiv-
neho vyskumu zatial ako pravdepodobnejsia javi ich
povodnad prislusnost k triptychu.

V ramci vystavy sa jej organizdatorom podarilo veel-
ku presvedcivo rekonstruovat a vystavit viacero sku-
to¢ne exkluzivnych nizozemskych diptychov, resp.
obrazov, povodne zamyslanych a vyhotovenych ako
pandanty — kat. & 11, 22, 25, 28, 34-36, 38 vystav-
ného katalégu. Spomenat mozno napriklad tabule so
WSv. Trojicon” a ,Sv. Hieromymom*, atribuované Maj-
strovi Adordcie z Lille (kat. ¢. 22, stkromn4 zbierka,
zapozicané Harvard University Art Museums, Fogg
Art Museum), ktoré povodne fungovali ako pandan-
ty. To, ze spolu naozaj azko suviseli, potvrdili aj vy-
sledky neddvneho umeleckohistorického vyskumu
(porovnaj AINSWORTH, M. W.: Text and Image.
How St. Jerome sees the Trinity. In: The Burlington
Magazine, 149, 2007, ¢. 1247, s. 95-96).

Osobitne vynimo¢nym vystavnym pocinom a za-
rovefl hodnotnym divickym zdzitkom bolo prilezi-
tostné zjednotenie diptychu Michaela Sittowa — ,P.
Mdria s dietatom” (Staatliche Museen, Berlin) a ,,Diego
de Guevara (?)“ (kat. ¢. 34, National Gallery of Art,
Washington). Obe casti diptychu, ktoré sa v rdmci
zbierkového fondu svojich materskych zbierkovych
institacii prezentuju ako autonémne obrazy, boli po
mimoriadne dlhej dobe prave vo Washingtone opi-
tovne zjednotené vo svojej povodnej podobe prenos-
ného objektu. Dva diptychy, zahrnuté do vystavného
katal6gu — diptych Jana van Scorel (kat. ¢. 33) s ,,P.
Madrion a dietatom” (Tambovskaja Kartinnaja Galere-



ja) a ,Portrétom muza“ (Staatliche Museen, Berlin,
Gemildegalerie), ako aj diptych Rogiera van Wey-
den (kat. ¢. 39) s ,,Mdriou a dietatom” (Musée des Be-
aux-Arts, Caen) a ,,Portrétom Jeana de Froimont (Musées
Royaux des Beaux-Arts de Belgique, Brussels) sa or-
ganizdtorom, i napriek velkému Usiliu, nepodarilo pre
vystavu zabezpecit.

Krédom samotnej vystavy bola myslienka pred-
stavit divakom nizozemské obrazy, ktoré pévodne
tvorili sacast mobilnych objektov a ktoré s dnes vni-
mané ako autonémne umelecké diela, v ich pévodne;j
funkcii. Teda ako sacast oltirnych diptychov. Nene-
goval sa v8ak pritom ani ,afterlife” jednotlivych ob-
razov. Ako priklad mozno uviest diptych, ktorého
tabule boli vyhotovené v dvoch rozli¢nych ¢asovych
obdobiach a pochddzaji od dvoch rozdielnych maj-
strov. Jednd sa o diptych Majstra M. Magdalény a ne-
znameho franctzskeho majstra — ,Mdria s dietatom a
Willem van Bibaut“ (kat. ¢. 23, sikromnd zbierka),
ktory bol na washingtonskej vystave umiestneny
v priestore, na novy podstavec, mierne pootvoreny
a divacky dobre vnimatelny zo vsetkych strdan. Z pred-
stavenej kolekcie sa svojim svetskym charakterom
vymykal tzv. ,Priatelsky diptych” s portrétmi Erazma
Rotterdamského a jeho priatela, humanistu Petrusa
Aegidiusa (kat. ¢. 16). Spojeny s menom Quentina
Massysa dokumentuje formdlne i tematické zmeny
viazuce sa k nizozemskému diptychu v 16. storodi
v nadviznosti na nastup reformacie. Vo Washingto-
ne vystavené portréty Erazma Rotterdamského (Ga-
lleria Nazionale d’Arte Antica, Palazzo Barberini,
Rome) a jeho priatela Petra Gillisa (Koninklijk Mu-
seum voor Schone Kunsten, Antwerp) boli na zdkla-
de vysledkov vyskumu autorov katalogu klasifikova-
né ako repliky. Vyhotovené podla Massysovych ori-
gindlov (dnes v Royal Collection, Hampton Court
a v sukromnej zbierke vo Velkej Britdnii), pravdepo-
dobne v minulosti tiez fungovali ako pandanty.

Integralnou sucastou vyskumného projektu bolo
usporiadanie dvoch medzindrodnych ,,okrahlych sto-
lov* venovanych otdzke nizozemského diptychu.

Vysledky diskusie renomovanych Specialistov boli
vo forme trindstich Stadif zhrnuté v publikacii Essays
in Context: Unfolding the Netherlandish Diptych. Je po-
trebné zdbraznit, Ze publikdcia je velmi kvalitnd a viac
ako pozoruhodnd. Aj vdaka tomu, Ze problematika
diptychu je tu rozoberana z viacerych hladisk a $kéla

1. Albrecht Bouts (?): Kristus s titovou korunon. Slovenskd ndrodnd
galéria, Bratislava. Repro: CIULISOVA, 1.: Paintings of the 16th
Century Netherlands Masters. Slovak Art Collections. Bratislava 2000.

zvolenych pristupov reflektuje aktudlne medievalis-
tické trendy. Vo vztahu k vyskumu materidlu prove-
niencne sa viazucemu k strednej Eurépe povazujem
za zvla$t prinosné najmi Studie Victora M. Schmidta
— , Diptychs and Supplicants: Precedents and Con-
texts of Fifteenth-Century Devotional Diptychs®
(s. 15-31) a Till-Holger Borcherta — , Innovation, Re-
construction, and Deconstruction: Early Netherlan-
dish Diptychs in the Mirror of Their Reception® (s.
172-199). Za osobitne insSpirativou pre sféru muze-
alnych $tadii povazujem $tudiu Ivana Gaskella —
,Diptychs — What'’s the Point” (s. 201-213, opako-
vane publikovana v The Journal of Aesthetics and Art
Criticism, 64, 2006, ¢. 3,'s. 325-332).

Na zdver je azda potrebné dodat, ze slovenské
umelecké zbierky, pokial mi je zndme, nezahffiaja
ziaden nizozemsky diptych z 15. resp. 16. storodia. K
skumanej problematike sa v§ak bezprostredne viaze
obraz ,,Kristus s tisovou korunou” zo zbierok Slovenskej
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néarodnej galérie v Bratislave. {Fig. 1} Obraz pocha-
dza zo zbierky cukrovarnickeho magndta, zakladate-
Ia a vlastnika cukrovaru v Sladkovicove, baréna Kar-
la Kuffnera (pozri podrobnejsie $tidiu autorky
v tomto Cisle Ars) a do $tdtnych zbierok sa dostal
v ramci dondcie Karlovho syna, baréna Raoula Kuff-
nera. Obraz nebol doposial podrobeny komplexné-
mu nedestruktivnemu vyskumu, jeho atribucia zo-
stava stale otdzna a pripisanie Albrechtovi Boutsovi
s otaznikom je azda namieste (CIULISOVA, L.: Pa-
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intings of the 16" Century Netherlandish Masters. Slovak
Art Collections. Bratislava 2006, s. 48-51). Uz v roku
1985 vsak Jarmila Vackovd upozornila, ze bratislav-
skd tabula mohla mat pandant, a sice obraz s ,,Bo/est-
nou P. Mdrion” (VACKOVA, J.— COMBLEN-SON-
KES, M.: Collections de la Tchécoslovaquie. Bruxelles
1985, s. 84, kat. ¢. 33). Aj overenie tejto hypotézy si
vyziada detailny nedestruktivny vyskum diela.

Ingrid Cinlisovd
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Eva Toranova (1932 — 2006)

Pracovnic¢ka Slovenského ndrodného muzea (1958
— 1969) a Ustavu dejin umenia SAV v Bratislave
(1969 — 1999). Zomrela diia 6. mdja 2006.

Stadium odboru dejiny umenia — histéria absol-
vovala na Filozofickej fakulte Univerzity Komenské-
ho v Bratislave (1951 — 1957), titul kandit4t vied
(CSc.) ziskala na Ustave tebrie a dejin umenia Slo-
venskej akadémie vied (SAV) v Bratislave (1968)
a titul doktor filozofie (PhDr.) na Filozofickej fakulte
Univerzity Jana Evangelisty Purkyné v Brne (1969).

Poprednd a medzinarodne akceptovand $pecialist-
ka a znalkyfia v oblasti dejin umeleckych remesiel.

Najvyznamnejsie publikdcie: Zlatnictvo na Sloven-
sku (Bratislava 1975, 1983), vydané aj zahrani¢nymi
vydavatelstvami (Hanau 1982, Warszawa 1985),
§peréém‘1/o na Slovensku (Bratislava 1976), Cindrstvo
na Slovensku (Bratislava 1980), Vysivky minuljch storoci
(Bratislava 1984) a Medikovdicstvo (Bratislava 1991).
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