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Understanding of Art
as Active Visual Hermeneutics

Ladislav KESNER

Introduction

Understanding, as the final outcome of interpre-
tative action, is implicitly present in all thoughts about
interpretation. Yet there is a significant contradiction
in the recent practice of art history between, a massive
—almost narcissistic — attention lavished on the prob-
lems of interpretation on one hand and the corre-
sponding lack of interest in the problem of under-
standing of works of art on the other. It is a split
between the double meaning of “hermeneutics” —
while art history has been busily engaging herme-
neutics in the sense of theory or a method of inter-
pretation, it was much more reluctant to pursue
hermeneutics as an art of understanding.! At the be-
ginning of his essay on Laocodn, lamenting the lack
of understanding of this profound aesthetic object,
American art historian Richard Brilliant recently ob-
served that “disinterest, born of ignorance and new system
of values deprives hermeneutics — the act of search for under-
standing — of its purpose.”” Yet there are clearly many
reasons why the issue of understanding does not loom
high on the agenda of art historical theory and prac-
tice.

The battle between humanistic positions ascertain-
ing a stable meaning and establishing such a meaning

' For this double sense of hermeneutic enterprise see e.g. GRON-

DIN, J.: Einfibrung in die philosophische Hermenentik. Darm-
stadt 1991.

? BRILLIANT, R.: My Laocoin. Alternative Claims in the Interpre-
tation of Artworks. Los Angeles — Berkeley 1999, p. 4.

3 Thave dealt with these epistemological issues in interpreta-
tion elsewhere KESNER, L. (ed.): Vizudini teorie. Soucasné ang-

in a work of art as the true aim of interpretation on
one hand, and various forms of relativism which deny
such a possibility on the other, may no longer pose
a major issue in the humanities (such as it may have
been the case a decade ago)’ and a very few interest-
ing and valuable interpretations embrace extreme
stances of perspective cultural relativism. But the
cumulative influence of these attitudes undoubtedly
contributed to the general sentiment that, in perceiv-
ing art, “anything goes”, and that each viewer is en-
titled to his/her private understanding — hence “mis-
understanding” a work of art does not really matter.
The reticence to deal explicitly with understanding
may then register as the fact that art historians willy-
nilly accept that individual making-sense of museum
viewers, or readers of their texts, is an unpredictable,
intersubjective matter, inaccessible to rigorous dis-
course of “scientific” discipline, used to handling
“hard” facts about works of art. Therefore, the view-
er's understanding, his/her experience of a work of
art, is better pushed outside the purview of art histo-
ry to the realms of philosophical aesthetics, psychol-
ogy, or museum education.*

In this essay, I shall proceed on the opposite as-
sumption, namely that understanding a work of art
is a matter of consequence for concerns of art history,

lo-americké myslent o vitvarnych dilech. Jinodany 2006, 2nd revi-
sed edition; and KESNER, L.: Muzeum uméni v digitdini dobé,
Vanimdni obrazii a proZitek uméni v soudobé spolecnosti. Praha 2000,
esp. p. 202-218.

4 KESNER, L.: Kritickd teorie, ~védecké" déjiny uméni
a proZitek uméleckého dila. In: BARTLOVA, M. (ed.): Déji-
ny uméni v leské spolecnosti: otdzky, problémy, vizvy. Praha 2004,
p. 21-31.



and especially for any practice of presentation of works
of art to audiences. Perhaps, to put it in a stronger
term, if art history and museology agree to the ethi-
cal imperative to let works of art “work” on their view-
ers, the problem of understanding then logically as-
sumes a much more central role in the disciplinary
agenda. Consequently, while hermeneutics as
a distinct body of philosophical tradition may have
relatively little to offer as a model of interpretative
action, hermeneutics as a search for understanding is
of utmost relevance for contemporary practice of art
history.?

I shall argue here in favour of a general model of
understanding a work of art — one in which the view-
er, rather than instantly translating visual into the
zone of conceptual and verbal “meaning,” is able to
activate his/her internal resources and engage them
in extended and active visual hermeneutics. In order
to present a sketch of such model (and no more than
a sketch can be accomplished here),® I shall actempt
to systematize the notion of “image understanding,”
to discuss it in a way that could have some bearing
on the practical concern of art historians. Art histori-
ans are involved with visual and spatial images and
artefacts, invested with cultural and aesthetic values.
Any act (or process) of experiencing, of somehow com-
ing to terms with a painting, sculpture, photograph
or any visual art object, involves perceptual and cog-
nitive processes and routines,” which observers em-
ploy in understanding images and visual objects gen-
erally. The roles of such processes and routines, as
indeed the problem of “image understanding,” con-
tinue to be a major concern in cognitive and vision
science, in the realms of scientific imagery. Are there
any common grounds between art-historical herme-
neutics and discourse of image in these disciplines?
How the more technical sense of image understand-
ing (such as it is employed in the cognitive and vision
sciences) relates to the notion of image understand-
ing as a cultural ideal and ethical imperative? Can

5 One could therefore correct W. J. T. Mitchell's assertion that
a professional responsibility toward representation (of those
who deal with them) is making sense of representations and
publishing that sense (MITCHELL, W. J. T.: Picture Theory.
Chicago — London 1994, p. 422) by adding that professional
responsibility should be above all concerned with presenting
them in a way that would facilirate understanding by their
viewers.

these two senses of understanding be productively
related? It is precisely the interface between the visu-
al and the art/aesthetic that requires a special atten-
tion, particularly in the light of new research in the
brain and mind sciences and new insights on visual
perception, cognition and consciousness.

Displacement/substitution

Many examples of making sense of images are vis-
ibly available to anyone who takes time to observe
people interacting with paintings and sculptures in
museums and galleries. They are often embodied in
a person asking his or her companion “what is this?”
and receiving an answer (often based on reading the
caption), which usually prompts a response of
acknowledgement followed by moving away from the
exhibit. A nice example of the act of understanding
work of art is given by Rudolph Arnheim in his “Sev-
en Exercises in Art Appreciation”: “I remember once
watching a teacher with her second-graders coming to a piece
of abstract sculpture in a museum gallery. ‘What is this?’
asked the children. The teacher, very unsure berself, went
closer and looked at the label. ‘Gift of Mr. And Mrs. Oscar
Verlinski,’ she read. The children, satisfied, moved to the
next object.”®

Besides providing a depressively true account of
the nature of many encounters between works of art
and people in museums, of a way in which people
harvest meaning of objects and images, Arnheim’s
observation captures some essential aspect of the pro-
cess in which beholders make sense of art. It high-
lights the moment, in which a visual object, put
before the eyes and pressing itself for some form of
understanding is “answered.” It is 2 paradigmatic ex-
ample of an act of translation, or displacement, which
— as Thomas Crow recently observed — we must do in
order to understand any visual object: “Faced with
a mute work of art. .. observer enters into process of transla-
tion, making sense of it by some form of paraphrase in thought

6 The present article outlines main fssues of a work in progress.

7 1 use term “routine” here in the non-trivial sense as employed
in vision and cognitive science.

8 ARNHEIM, R.: For Your Eyes Only, Seven Exercises in Art
Appreciation. In: To the Rescue of Art. Los Angeles — Berkeley
1992, p. 61.
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Causey, A.: Sculpture Since 1945, Oxford 1998, p. 43.

or words. .. All paraphrase sets aside the oviginal: to put the
name in the place of painting is to remove it from immediate
consciousness”.’ Crow does not elaborate much on this
process, setting instead to a discussion of three ex-
amples of how successful art-historical interpretation
grafts onto the ligature (“a gap”) already present in
the given work of art. The gist of Crow’s observation
(although again not explicitly elaborated on) is, that
some form of substitution, or paraphrase, is essential
for any act of understanding of art, and that even the
most profound and informed interpretations proceed
through chain of paraphrases, or translations.'® How-
ever, Arnheim'’s story presents displacement on
a different level, it highlights the violent and termi-
nal substitution of a visual object for the label in the
viewer’s mind eye. In the moment when the exhibit
becomes “a gift of Oscar Verlinski and his wife” for
the inquiring children, its life as a sculpture, as an
object endowed with visual and aesthetic interest, is
terminated. By fixing on identification, the viewer's
interrogation of the object is effectively concluded.

* CROW, T.: The Intelligence of Art. Chapel Hill 1999, esp.
p- 1-5.

10 Wolfgang Iser, one of the leading figures of lierary rezeption-

dsthetik, claims in his latest book that any act of understan-

1. Barbara Hepworth, Pelagos, 1946. Tate Gallery, London. After:

Instead of opening a series of exchanges between the
image and the viewer, ushering a reciprocal play, in-
viting to the rich possibilities of dialogue, the first
displacement often is also the final, obliterating the
need for any further inquiry. Image answered, case
closed.

Arnheim’s story, however, points to yet another
direction. The whole apparent point of the anecdote
— the poor teacher’s misunderstanding of the sculp-
ture, extended over to the unsuspecting children, is
in principle not that different from any “correct” ex-
planation that could have been expected here by
a more sophisticated interpreter. Had the teacher
provided the children with an authorized answer, usu-
ally given on such an occasion, or one which any be-
holder silently provides himself with, such as, e.g.
“Barbara Hepworth”, or “Pelagos”, or “an abstract
sculpture”, nothing dramatic would have been
changed in the nature of such act of “understand-
ing”, in the violent substitution of the visual object
for a label that most museum visitors routinely do
[Fig. 1}. This brief anecdote further opens a way for
questioning the distinction made by Richard Woll-
heim — author of one of the most complex accounts
of pictorial meaning — between “what is it to under-
stand an image, as opposed to understand some fact about
it.”"! The above-mentioned sculpture, translated into
“a gift of Mr and Mrs Oscar Verlinski”, no more ter-
minates the process of understanding it, than being
labelled “Pelagos” or “abstract sculpture.” All such
understandings can become a place of final displace-
ment in the viewer’s mind, a terminal point of en-
counter, rather than being a starting point for
a productive exchange, recursive oscillations between
the viewing subject and the object.

Image understanding
in non-art {(medical) images

Works of art form only a tiny minority among
images and it is pertinent to at least briefly acknow-
ledge that, in other domains of representations, the

ding has always been an act of translation. - WOLFGANG,
L.: Range of Interpretation. New York 2000.

" WOLLHEIM, R.: Painting as an Art. Princeton 1987, p. 22
(italics mine).



2. Large aortic anenrysm. Digital subtraction angiography. Reproduc-
tion conrtesy of ZRIR IKEM Praba.

problem of image understanding has been explicitly
stated as being of paramount importance, and it is
rigorously and systematically attended to. This can
be observed well in the field of biomedical imaging,
with the massive spread of new imaging technolo-
gies, such as digital radiography, computed tomog-
raphy, magnetic resonance imaging, positron emis-
sion tomography, ultrasonography, mammography
and other modalities, alongside the traditional film
radiology, and the ever-increasing penetration of im-
ages into medical practice. A brief and unsystematic
look at how images are made sense of in the realm of
medical imagery will demonstrate the sustained at-
tention with which image understanding is taken

12 ROBINSON, P.: Radiology’s Achilles’ Heel: Error and Va-
riation in the Interpretation of the Roentgen Image. In: Bri-
tish_Journal of Radiology, 70 (839), 1997, p. 1085-1098.

13 SWET, H. — GIGER, M. — DOI, K.: Computer Vision and
Decision Support. In: HENDEE, W. ~ WELLS, P. (ed.): The
Perception of Visual Information. New York 1997, p. 320.

4 BREALEY, S.: Measuring the Effects of Image Interpreta-
tion: An Evaluative Framework. In: Clinical Radiology, 56, May
2001, No. 5, p. 341-347.

there, and provides a useful point of departure for our
imminent concerns.

It is hardly surprising that all these new technolo-
gies and modalities of image creation, display and
visualization in medicine overcome interpretive ca-
pacities of those who handle them. Medical profes-
sion is unanimous in the assessment that, despite the
enormous progress, interpretation of the image in-
formation in combination with related clinical data
remains a difficult and ill-defined problem. Special-
ized literature abounds in statements such as “¢he per-
formance of buman eye and brain has failed to keep pace
with the enormous technical progress in radiology”; “cli-
nicians are increasingly unable to fully appreciate the sig-
nificance of data that they gather”'> or “errors and observer
variations in interpretation now represent the weakest as-
pect of clinical imaging.”

What does image understanding in biomedical
(and other scientific) images entail? In the realm of
scientific imagery in general, “understanding” is just
one part of the complex agenda and activities sur-
rounding these images. These can be divided into dis-
crete phases, such as image data acquisition, image
recovery, recording and distribution, display/visuali-
zation, image observation, image analysis and image
evaluation. In the specialised parlance of scientific
image processing, “image understanding” is just one
aspect of image analysis, one step in a continuous
chain, which follows extracting qualitative and quan-
titative information from imagery, and precedes the
next step of visualization such information."

Other dimensions of understanding medical im-
ages involve the fact how medical interpreters who
are awash with data cope with problems of transpa-
rency and familiarity.'® From yet another angle, mak-
ing sense of a medical image requires mental inte-

15 BECK, R.: Overview of Imaging Science. In: Proc. Natl. Acad.
Sci. USA, 90, November 1993, p. 9746-9750.

16 CREASE, Robert: Biomedicine in the Age of Imaging. In:
Science, 261, July 30, 1993, p. 554-560: “Images seem to offer
a transpavent view of biological structure or process: a crystal clear
perception of what is ‘really’ going on inside the body ... while inter-
preter might loose sense of the fact that mapping that obtains between
image and its object is always incomplese or distorted. Likewise, ima-
ges create dangers entwined with their benefits ... making us feel Ja-
miliarity with the object, yet putting this object in impersonal distan-
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gration of different image modalities (especially in
the fusion of structural /anatomical/ and functional
imaging), and how can such complex visualization
models, or interpretations of these models, be com-
municated easily and unambiguously to someone else.

While the general issue of meaning-making in
biomedical imaging is thus much more complex, the
most common and typical case of image understand-
ing in the medical context is that of correct interpre-
tation of object(s) in the given image, related to the
goal of establishing diagnostic truth. In diagnostic
radiology, the observer endeavours to classify obser-
vations as being characteristic of a group of diseases
and possibly to recognise that the image features are
unique to a single diagnosis. Many objects are usual-
ly recognised immediately during the preattentive
phase of perception. Once an unexpected feature is
recognised, a more deliberate and conscious consid-
eration of the nature of abnormalities is pursued dur-
ing the attentive phase of inspection. The understand-
ing thus amounts to sorting out relevant information
from irrelevant, or “noise”, identifying and extract-
ing clinically significant visual objects in the image.
The radiologist aims at complete displacement of the
visual image for a sign of condition or illness, his/her
goal being an unambiguous interpretation — striping
image of any indeterminacy and ambiguity. In
a moment the object in an image has been recognised
for what it is (e.g. tumour), and its characteristics —
such as size, location, interrelationship with other
objects (such as organs and tissues) which are signif-
icant for subsequent therapeutic intervention — it has
been understood. The process of understanding is
driven and motivated by this action waiting in the
future, which in turn will be prompted and deter-
mined by correct — that is — unambiguous interpre-
tation of visual information within the image. Final-
ity of displacement is not only acceptable, it is re-
quired. Theoretically, it would be possible to extend
the process of “making sense” of a medical image of
it further, e.g. appreciating its expressive meanings,
yet the authorised way of reading, of handling, is ful-
filled by the substitution of visible configuration for
a diagnosis {Fig. 2, 31.

ce — making it easier to consider interventions ....” Cf. also STAF-
FORD, B.: Good Looking. Essays on the Virtue of Images. Cam-
bridge (Mass.) 1996.

3. Stenosis of the internal carotid artery. Conventional angiography
(left) and shaded surface 3D view from the CT-angio(right). Photo:
National Biocomputational Center, Stanford University Medical Cen-
ter; http://biocomp.stanford.edu.

Changing parameters
of interpretation in art images

Many art historians, no less than radiologists and
naive viewers, tend in their interpretations to displace
and substitute art images in the hard sense, essen-
tially reducing their (and by extension their audienc-
es’) understanding to retrieving the work’s content.
In the traditional arc-historical hermeneutics, espe-
cially in Panofskian iconography, for a long time an
emblem of interpretive method in art history, under-
standing a work of art was often reduced on estab-
lishing its meaning. During the last few decades,
iconography sustained heavy critique for its way of
absolutist displacement of image or object for a logo-
centric precedent — a pre-existing text, myth, con-
cept, idea or other discursive model — as a stable,
unitary meaning. Yet despite this by now well-known
and much rehearsed critique of iconography, such
mode of making sense of images survives well in
standard art historical and museum practices and pro-
tocols — in exhibit labels, explanatory panels, bro-
chures and catalogues. These may have relatively lit-
tle scholarly prestige, yet powerfully influence and




shape the way general viewers go about understand-
ing works of art. There is indeed a sort of perverse
asymmetry: while academic art history often makes
images increasingly hardly to penetrate and “compli-
cates” their meaning," the general audience, or mu-
seum viewers, often prompted by museum didactic
apparatus and publications for wider circulation, tend
to shortcut true visual hermeneutics in favour of
a swift and finite translation.

Despite the sensitivity to excesses of the icono-
graphic method (which, as has been rightly pointed
out, stands almost in opposition to the original icono-
logical program of Panofsky), its heritage lingers in
the common notion that, behind opaque surface of
images, there lies a hidden meaning, that images are
riddles to be answered, that they can (and should be)
conquered, interrogated or fully explained, albeit with
a different method that iconographic deciphering. In
one of the earliest and still most lucid instances of
criticism of iconography’s conception of signification,
Hubert Damisch wrote almost thirty years ago:

“The image 15 always seen, whatever its constitution as
an image, as the prop, the vebicle for any and every signi-
fied injected into it from outside, and vesearch still obeys
a model of signifying, of communication, which leads to
a radical distinction between that aspect of the image which
belongs to the order of perception, and that which has prop-
erly semiotic dimensions.”"®

As Yve-Alain Bois noted, the number of method-
ologies introduced as an alternative to iconology
shared Panofsky’s conception of signification (Bois
notes Marxist and psychoanalytic criticism) likewise
tend to infer from works of art “z final cause, a hidden
meaning, a transcendental and single signified.”" Inciden-
tally, that approach which itself posed and justified

7 As analyzed by ELKINS, J.: Why Are Our Pictures Puzzles? On
the Modern Origins of Pictorial Complexity. New York — London
1999.

8 DAMISCH, H.: Semiotics and Iconography. In: PREZIOS],
D. (ed.): The Ast of Art History: A Critical Anthology. Oxford —
New York 1998, p. 240. ‘

9 BOIS, Y.-A.: Panofsky Early and Late. In: At in America,
July 1985, p. 9.

2 For a lucid discussion of semiology as an alternative to icono-
graphy cf. BAKOS, J.: Styri trasy metodoligie dejin umenia. Bra-
tislava 2000.

its entrance to visual arts as an alternative to iconog-
raphy, i.e. the semiological reading of images, is based
on a notion of image as kind of visual language. Sem-
iotics itself further fostered the idea that an image
can be totally displaced, translated, that it is a code
to be broken, or language to be mastered.”

It can be argued that the interpretative practice
itself, from the ancient method of Ekphrasis to 20*
century approaches, fostered the general conception
of image as a manifestation of a hidden meaning,
which must be unlocked and translated, whose ma-
terial and visual specificity must be completely sub-
stituted for it to become legible. James Elkins ob-
serves that art historians and philosophers in their
writings perpetuate “z dual sense of pictures”, that they
are conflicted about the way they take pictures to be,
and locates two incompatible conceptions often in-
tertwined in writing about pictures: one is the im-
possible ideal of the “pure picture” — the wordless
object (the image unsullied by writing or any verbal
equivalents, either in the object or in its interpreta-
tion). The other is the ideal of picture as a substitute
for writing, and hence a carrier of a determinate
meaning, that is image as analytical proposition.**

While the habits of understanding an image
through violently displacing it for hidden meaning
still pervade many art historical endeavours, the prac-
tice of scholarly interpretation has nonetheless moved
towards generally broadening the parameters of un-
derstanding of images. The inclusion of images and
objects from outside the traditional art-historical can-
on has increased the awareness that works of art are
culturally purposeful objects and understanding such
an image or object entails not just explicating the
content, but grasping how it functioned within the

2 ELKINS, J.: Domain of Images. Ithaca — London 1999, esp.
p. 55-57. In a similar vein, W. J. T. Mitchell has noted “the
representational complementarity of work and image, whereby un-
derstanding of one seems inevitably to appeal vo the other. In the
modern eva the main direction of this appeal wonld seem to be from
the image, conceived as a manifest, surface content, or “material” to
the word, conceived as the latent, hidden meaning lying bebind the
pictovial surface.” — MITCHELL, W. J. T.: Iconology. Image,
Text, Ideology. Chicago — London 1986, p. 45.

larger world of social facts in which it operated. Ar-
chaeologists and anthropologists in particular, being
challenged by the need to interpret objects and im-
ages from culturally and temporarily vastly distant
contexts, paved the way to reformulating the ques-
tion of meaning to include not only the content, but
also its intended and real (manifest and latent) func-
tions and ways it operates in a given society.?? This
emphasis on social function, hence understanding of
how objects become meaningful in social action came
to characterise some of the most innovative models
of art-historical production since 1970s.? To anoth-
er interpreters, the meaning of the image may be seen
in a way it distances itself from its referent, or from
preceding or following images in a continuing stylis-
tic evolution, or in a “chain of replication”.*® Or, it
may be not the content itself, but rather the question
of how the image can encode meaning in the first
place —i.e. grasping the representational mechanism
of the image through which it signifies — which en-
tails a key aspect of image understanding.

In exemplary cases of interpretation of complex
works of art, often several (or all of) these sources of
meaning will be engaged and explored to arrive at ac-
ceptable understanding of the given object. Each ex-
emplary case of art-historical understanding tries to
avoid the final displacement of visible for a hidden con-
tent, in favour of a more open-ended process of on-
going translations, continuous feedback loop, oscillat-
ing between places of substitutions (to which image was
temporarily translated) and back to image in its visual
specificity. At the end, the image or object is answered
(in an exhaustive way for given moment), but this
translation only serves to heighten its visual appeal
and uniqueness, which was not lost, but somehow
enhanced through the act of understanding.

# E.g., one of the leading figures of contemporary archaeology,
Tan Hodder, distinguishes between three types of meaning in
artefact: function, structure and content. Ideas, beliefs and
symbolic meanings are to be located in social action. —- HOD-
DER, L.: The contextual analysis of symbolic meanings. In:
HODDER, 1. (ed.): The Archaeology of Contextual Meanings.
Cambridge 1991, p. 1-10.

# Work of Michael Baxandall can serve as a paradigmatic example.

* For the chain of replication see DAVIS, W.: Replications. Archa-
eology, Avs History, Psychoanalysis. University Park (Penn.), 1996.

Understanding as a process
—~ phenomenological hermeneutics
of H. G. Gadamer as a model

Such a process of understanding a work of art, as
an open-ended activity of partial translations in re-
cursive loops from visual to verbal and back, brings
to mind the concept of art as a performance or play,
elaborated by the leading figure of 20% century herme-
neutics, Hans Georg Gadamer, especially in his key
work Truth and Method and in Relevance of Beautiful.
Gadamer insists on the power of art to alter the con-
sciousness of the observer who looks at it — the work
“Ussues a challenge which expects to be met... When we see
something, we must think something in order to see any-
thing.”” For Gadamer, picture reading is a process
whereby beholder encounters picture as addressing
him or her with a kind of personal question, and the
understanding develops in the form of its answer. The
main problem is to find the right question to which it
provides answer. Gadamer warns against “any super-
tor presumption that we can make sense of it all... It is an
objectivist prejudice of astonishing naiveté for our first ques-
tion to be ‘what does this picture represent’.”® So one can
understand image only by actualizing what is implied
in the work, and then engage in a dialogue with it.
When the process of dialogue, of mutual play, of com-
ing and going questions and answers proceeds to
a certain point, it results in a “fusion of horizons” be-
tween text (image) and the interpreter/viewer. Work
thus engages viewer in the process of understanding
as an interpretive game, as a continuous process of
questions and answers, and as such it can never achieve
ontological finality.”” In Gadamer’s view, to under-
stand means to translate, to bring certain aspects out
which in a moment seem important, while inevitab-

% The Relevance of the Beautifull and other Essays. Cambridge 1986,
p. 17, 26, 29.

% Ibidem, p. 34, 38.

¥ HORYNA, M.: Umélecké dilo jako rozvrh. In: BARTLOVA,
M. (ed.): Déjiny umini v Ceské spolecnosti: otdzky, problémy, vizvy.
Praha 2004, p. 80 — has recently noted that Gadamer’s no-
tion of aesthetic experience as participation on play has been
anticipated by Dagobert Frey’s analyses of aesthetic encoun-
ter, presented in his Kunsgeschichtliche Grundfragen. Wien 1947,



ly putting other aspects aside. No text or object pos-
sesses some absolute meaning which resides in itself,
but rather the meaning comes into being through
the process of understanding: “All enconnters with the
language of art is an encounter with an unfinished event
and is itself part of this event.”®

Gadamer’s hermeneutics thus highlights the ac-
tivity of subject vis-a-vis the object/text, the perform-
ance of the perceiving subject, without succumbing
to the doctrine of absolutely free play of meaning;
understanding for Gadamer emphatically does not
entail any “anything goes” attitude:

“Now it is the case that meaning represents a fluid case
of possibilities. ..but it is still not the case that within this
variety of what can be thought, i.e. of what a reader can
find meaningful and expect vo find, everything is possi-
ble... "™

Gadamer’s notion of process-like, temporary un-
bounded, format of interpretation, of understanding
as a play, is antithetical to the notion of interpreta-
tion aiming at a complete, “full understanding”, of
given work of art, on which many art historical ef-
forts have been based.*

At this point, it will be useful to briefly return
back to the distinction between works of art (or aes-
thetic images) and other images. Non-art (such as
medical or scientific) images, as we have seen, require
the finite displacement of visual for the conceptual
label (such as a medical diagnosis); answering the
image is required and necessary — ## 75 the authorized
form of understanding the image. Work of art, on

the other hand, often asks his/her viewer to resist the

% GADAMER, H.-G.: Truth and Method. Translation by J.
Weinsheimer and D. Marshall. London — New York 2004, p.
85. Gadamer's hermeneutics has been given some attention
in recent art historical and archaeological reflections on inter-
pretations. For Michael Ann Holly, Gadamer's phenomeno-
logical project offers one metaphorical way to approach the
dynamics of exchange between objectivity (of art work) and
subjecthood, cf. HOLLY, M. A.: Past Looking. Historical Ima-
gination and Rhetoric of the Image. Ithaca — London 1996, esp.
p. 25-26, 145-146, 162-165. For discussion of application of
Gadamer's hermeneutics, especially his concept of a herme-
neutic circle and fusing of horizons in the context of archaeo-
logy see especially TILLEY, Ch.: Material Culture and Text.
The Art of Ambiguity. London — New York 1991, p. 114-118
and SHANKS, M. — TILLEY, Ch.: Re-Constructing Archaeolo-
gy. Theory and Practice. London — New York 1992, 2™ ed.,
p. 105-107.
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interpretive closure, it demands that the hermeneutic
act of understanding avoids, or at least postpones,
such finality. To an attentive viewer, it suggests pos-
sibilities for open-ended viewing and interpreting.*!
Another way of stating this distinction would be, that
while in informational-scientific images the concept
of understanding requires a necessity of a consensual
agreement among group of mandated viewers-inter-
preters, in art/aesthetic images such a consensus might
be desirable with respect to some facts about the im-
age (such as attribution, or authenticity), but the per-
sonal difference in understanding — that is experienc-
ing — is also welcome and encouraged.

This distinction between the need for unambigu-
ous understanding in medical (scientific, utilitarian)
images and preserving some sense of open-ending, or
ambiguity in art images might then appear to be
a consequence of their ontological status — while the
former are essentially information images, perform-
ing utilitarian function, the latter contain expressive
meaning, they are in Nelson Goodman’s sense, se-
mantically dense, or replete.’? Art images are thus by
their very definition able to mean more freely, in more
complex ways, hence naturally resist interpretive clo-
sure and offer themselves up against univocal under-
standing. But such firm distinction between “utili-
tarian” and “artistic” images is questionable. On one
hand, a substantial amount of images and objects re-
ferred to today as “art” were created precisely to
convey visual information, they had some of the func-
tions modern forms of communication fulfil.*> More-
over, as many art images had communicative func-

29 GADAMER 2004 (see in note 28), p. 238.

% For a critique of the ideal of “full understanding” cf. On alien
art and experiencing art fully: Gombrich-Kesner corespon-
dence. In: Uméni, 42, 1994, No. 2, p. 107-115; and KESNER
2000 (see in note 3), p. 186-191.

31 Cf. also GADAMER, H.-G.: Bildkunst und Wortkunst. In:
BOEHM, G. (ed.): Was ist ein Bild? Miinchen 2001.

2 GOODMAN, W. L.: Language of Art. Indianapolis 1968, esp.
p. 228-230.

3 Flkins is right when noting on impossibility to make firm
distinctions berween religious, artistic and informational ima-
ges (p. 5). And further on, he rightly observes that “calling non
art images merely ‘informational’ only postpones the difficult task of

tion, analogous to communicative function of con-
temporary non-art images, extracting this original
meaning is an important part of hermeneutical task,
of the ongoing interpretative play.

Many non-art scientific or medical images, on the
other hand, contain an expressive meaning and aes-
thetic qualities, no less than art/aesthetic images. But
to search for the expressive meaning in them, e.g. to
aesthetically contemplate a radiogram, is not the au-
thorised way of dealing with such an image. Thus
the distinction between two hermeneutic positions
displacing visual for a conceptual label in the case of
non-art images versus the ideal of open hermeneutic
cycle, of avoiding inscription of definite meaning in
the case of art images, does not stem from any inher-
ent quality of images themselves. Rather than being
a result of a sharp ontological difference between art
and non-art images, it merely registers how their use
by their contemporary viewers opens them for un-
derstanding.

The role of biologically ingrained capacity
for object recognition and identification

Gadamer’s notes on interpreting works of art char-
acterize the ongoing, dynamic nature of exchange
between an aesthetic object and perceiving (interpret-
ing) subject. It suggests that understanding is an
open-ended, or at least an extended process, which
does not end in the moment of identification of rep-
resentational content, or obtaining information em-
bedded in the work of art, but includes a more
complex response and understanding as well. Never-
theless, it does so on the rather abstract level of phil-
osophical discussion, without making categorical dis-
tinction between various types of works of art. How
such a model of open-ended hermeneutics, resisting
the final substitution of image and always leading
back to its visual and material substance, could work
in a visual medium? Obviously, the specific nature of
visual objects/images — as opposed to literary, musi-
cal, or scenic works of art — and specific constraints of

separating information from other kinds of content in artworks.” —
ELKINS 1999 (see in note 21), p. 53.

3 CRICK, F.— KOCH, Ch.: Are we aware of neural activity in
primary visual cortex? In: Natare, 375, May 11, 1995, p. 121-

visual perception and visual consciousness decisively
determine the routes through which understanding
of visual (plastic) work of art is achieved. Emphasis
on works of visual art as “text”, in some strands of
recent theory, often tended to obscure this irreduci-
bly visual (and also spatial and material) condition of
being and meaning of images.

So far we have discussed the tendency of many
viewers to displace the presence of art work for the
label — some verbalized fact about the work, in their
consciousness. The moment when the visible content
of the picture is recognised as to what it depicts, the
encounter with picture is often concluded. It is diffi-
cult to blame the viewers for such a mode of under-
standing. The pressing need for coming to terms with
a painting or sculpture, which so often characterizes
the behaviour of museum visitors and which is so nice-
ly captured in the reaction of children from Arnheim’s
story, asking their teacher “what is this?”, can be seen
as an extension of a genetically programmed opera-
tion of visual awareness, the role of which, as neuro-
biologists plausibly explain, is to produce the best
current interpretation of the visual scene, in the light
of past experience either of ourselves or of our ances-
tors, and to make it available to the parts of brain
that contemplate, plan and execute voluntary motor
outputs.” The human visual system, which ontoge-
netically evolved in service of assuring physical and
social survival of animal, cannot be easily switched-
off when tried on works of art.

Viewing of art images thus seems to be character-
ized by a tension between the unconscious reaction,
biologically programmed desire of their viewers to
understand unambiguously given visual scene and the
fact that stopping at the moment of this initial dis-
placement, answering the image in the moment of
identification, threatens to annihilate its most valua-
ble asset — the possibility for extended interpretive
play. With a bit of a poetic license, one could per-
haps say that art images are often victims of biologi-
cally hard-wired operation of the human system for
recognition and identification, victims of the “rush to

123. The issue is certainly more complicated from neurobio-
logical and cognitive perspective — but the discussion is bey-
ond the scope of present paper.
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the object” (in Michael Baxandall's apt term).* Com-
bating such a habit of displacement, which stands in
a way of more plastic and engaging experience of
works of art, will therefore require thorough atten-
tion to the current research on vision and visual cog-
nition.

Recognition is the opening part of the process of
understanding, an act which stems from biological
mechanisms which sub-serve consciousness. To neu-
robiologists, it is synonymous with “understanding”
— the most fundamental cortical function, which de-
pends upon detecting and relating the relationship
within the image (i.e. between constitutive parts of
the image), and between the image and the environ-
ment.?® This applies particularly in the so-called Rec-
ognition Theory of depiction, based on a notion of
perceptual equivalence between images and their
objects.”” Scientists usefully distinguish between re-
cognition and identification: the former being a decision
about whether an object has been seen before, while
the latter is a decision about an object’s unique iden-
tity.*® Or, as the leading figure of contemporary cog-
nitive neuroscience Stephen Kosslyn puts it: “recogni-
tion occurs when input matches a perceptual memory, and
hence one knows that the object is familiar; identification
occurs when input accesses representations in @ multimodal,
‘conceptual’ memory store, and one thereby has access to @ wide
range of knowledge about the object (its name, favourite
babitat, sounds it makes when shaked, and so on). When
an object is identified, one knows more about it than is ap-
parent in the immediate sensory input.”*

The dual process of recognition — identification
corresponds to the distinction between perceiving

3 BAXANDALL, M.: Words For Pictures. Seven Papers on Renais-
sance Art and Criticism. New Haven — London 2003, p. 130.

36 BARLOW, H.: What does the brain see? How does it under-
stand? In: BARLOW, H. - BLAKEMORE, C. — WESTON-
SMITH, M. (ed.): Images and Understanding. Thoughts about
Images, ldeas about Understanding. Cambridge 1990, p. 5-25.

37 Cf. SCHIER, F.: Degper Into Pictures. Cambridge 1986; ROL-
LINS, M.: Pictorial Representation: When Cognitive Scien-
ce Meets Aesthetics. In: Philosophical Psychology, 12, 1999, p.
387-413.

38 Identification thus requires subjects to discriminate between
similar objects and involves generalizations across some shape
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a picture’s content and its subject: viewers recognise the
content of the picture, and they identify it as their
subject.® For art historians, such conceptualisation
of modern cognitive science brings to mind a familiar
tool of their trade — Panofskian tripartite iconograph-
ical scheme. In a process of recognition, viewers re-
trieve the picture’s “primary meaning”, while identi-
fication (or, assigning the scene some conceptual
meaning) establishes the “secondary meaning” in the
Panofskian scheme. Cognitive neuroscience also pro-
vides further support for our “work-of-art-as-victim-
of-human-visual-system” thesis. In most cases, ob-
ject perception is an automatic, largely unconscious
operation; the habit of substitution/displacement of
the visual for the verbal label (hidden meaning) is
driven by the human visual system. According to the
mainstream view of contemporary cognitive science,
the recognitive processes by means of which pictures
are represented are similar to ordinary visual process-
es — the recognition skills which people bring to pic-
tures depend on and extend the dynamic of recogni-
tion skills exercised in ordinary perception. The abil-
ity to recognise subjects of pictures is thus an exten-
sion of the dynamism of recognition. Nevertheless,
pictorial recognition is not entirely identical with or-
dinary visual recognition.”" According to Mark Roll-
ins, the interpretation of a work of art can depend on
essentially the same recognitive capacities that ground
interpretation of all pictures, yet still be distinctive
because of the capacity of the artistic stimulus to en-
gage those capacities in certain controlled ways.®
As we have just observed, pictorial understanding
is specific in that, unlike ordinary perception, picto-

changes as well as physical translation, rotation and so on,

while recognition involves generalization across size, location,

viewpoint and illumination. — Cf. PALMIERI, T. — GAU-

THIER, L.: Visual Object Understanding. In: Nature Reviews:
" Nenroscience, 5, April 2004, p. 291-304.

¥ KOSSLYN, S.: Image and Brain. The Resolution of the Imagery
Debate. Cambridge (Mass.) 1996, p. 72.

4 LOPEZ, D.: Understanding Pictures. Oxford 1996.
U Ibidem, p. 144-150.
42 ROLLINS, M.: The Mind In Pictures: Perceptual Strategies

And the Interpretation of Visual Art. In: The Monist, 86, 2003,
No. 4, p. 611.
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4. Lucas Cranach the Elder: Crucifixion, 1503. Alte Pinakothek,
Munich. Afer: Alte Pinakothek Munich. C. H. Beck | Scala Books,
1985, p. 121.

rial recognition operates on two levels: content-re-
cognition and subject-recognition; that is, viewers in-
terpret pictures by recognising their subjects in the
aspects they present.®> Looking at Lucas Cranach’s
Crucifixion and recognising at least the main objects
within the scene as human (anthropomorphic) bod-
ies is a biologically determined operation of the hu-
man visual system. Identifying this content as
a certain subject, that is ascribing identities to these
individual figures and establishing the significance of
their relationship — of the meaning of the entire scene,
is then predicated upon the viewer’s belonging to
a shared intersubjective vocabulary of pictorial mo-
tifs [Fig. 4]. However, for those who share such
a vocabulary, this culturally ingrained capacity for
recognising subjects in pictorial contents, grafts onto
the biologically hard-wired propensity for perceptual
identification — and hence for translating or displac-
ing the pictorial meaning. As Mieke Bal observes,
“recognition-based reading is unavoidable, since it is the

“ LOPEZ 1996 (see in note 40), p. 144-146.

cultural memory on which not only language but also other
semiotic systems are based. Recognition operates on the basis
of an ever changing, yet relatively intersubjective vocabu-
lary which the memory of given culture builds up, modi-
fies.”* In other words, such culturally acquired and
specific knowledge will utilize and intensify the in-
grained capacities of visual-cognitive system, and go
against requirements of extended visual hermeneutics.
The habit of displacement/substitution is thus dou-
bly secured: the learned capacity to recognise certain
pictorial contents as subjects, to read them icono-
graphically, exploits the mechanism of object recog-
nition.

Different levels of understanding
and the traditional view separating seeing
and understanding

Hence a paradox: works of art ask us to postpone
the final displacement into an unambiguous verbal-
ized meaning and invite us to an open-ended or much
extended play of experiencing and understanding; yet
no matter how much we pursue such an ideal, the
human visual system will automatically do (in most
art images, anyhow) the initial act of “hard” displace-
ment of the visible in the act of recognition and iden-
tification. Translation will have to be accomplished,
no matter what our intentions to do otherwise might
be. The functioning of this biologically programmed
“rush to the object”, of the mostly automatic recogni-
tion system so effectively used by human viewers,
suggests that the process of understanding a picture
or sculpture can be divided into two distinct levels:
perceptual understanding (recognition and identifi-
cation), followed by understanding or experience of
a higher order.

It is worth observing that the notion of this split
has been — in one form or another — firmly embedded
in scientific, as well as philosophical accounts of per-
ception and cognition. Thus Gadamer takes these two
levels of understanding for granted, when he claims
that only if we “recognise” what is represented are
we able to “read” a picture; in fact, that is what ulti-
mately makes it a picture. And adding examples of
literary and musical work to his discussion, he fur-

“BAL, M.: Reading Rembrands: Beyond the Word-Image Opposi-
tion. Cambridge 1991, p. 214.
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ther says that “Only when we understand it, when it is
‘Clear’ to us, does it exist as an artistic creation for us."®
This is further elaborated in the next chapter of his
book dealing with ontology of works of art, where he
qualifies his observations of the nature of recognition,
by distinguishing between recognition as knowing
something that is familiar, and recognition in its “pro-
foundest nature”.% In a similar vein, Wolfgang Iser
states that “it makes all the difference whether the subject |
matter is present, or has to be constituted, or has to be teased
out of hiddenness. In each of these instances, the gap between
what is interpreted and the register into which it is trans-
Jated is of a different dimension.””

Categorical separation between processes of see-
ing/perceiving and understanding, or seeing and aes-
thetic response has a long tradition and harks back
to Kant's Critigue of Pure Reason, where he divides the
mind into two Faculties — passive Sensibility through
which raw sensory data are collected and active Un-
derstanding which makes sense of this data. This dis-
tinction has been constantly present in the practice
of art-history and aesthetics, in the former partly due
to the influence of iconography, which has been ex-
plicitly based on upholding the distinction between
the realm of pure sensation and the meaning ascribed
to a form.®

In contemporary philosophy of art, it was namely
Arthur Danto, who consistently elaborated his view
of a fundamental gulf between visual and aesthetic
experience. In a famous example, he discusses Andy
Warhol’s Brillo Box and makes a categorical distinc-

49 GADAMER 2004 (see in note 28), p. 79.

46 “But e do not understand what recognition is in its profoundest nature
ifwe only regard it as knowing something again that we know alveady,
i.e. what is familiar is recognised again. The joy of recognition is rather
the joy of knowing more than is alveady familiar.”

47 [SER, W.: Range of Interpretation. New York 2000, p. xi, 69.

4 As is well-known, Panofskian iconography “concerns itself with
the subject matter of meaning of works of art, as opposed to their
form.” Panofsky articulates his method by distinguishing three
distinct sequential stages of understanding art work: primary
or natural subject matter, secondary or conventional subject
matter and intrinsic meaning or content. The first stage is
apprehended by identifying pure forms. — PANOFSKY, E.:
Meaning in Visual Arts. In: Studies in Iconology. New York
1962, p. 3. It has been noted that Panofsky's seemingly natu-
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tion between Brills Box as a work of art versus ordi-
nary Brillo Bow: the differences that cannot be met
by eye, Danto argues, constitute the aesthetic com-
ponent in Warhol's painting. In a recent symposium
on historicity of eye he sums up his ealier formula-
tions by saying that “the minimal visual experience is
only the hard core of extended visual experience and the
concept of work of art belongs to extended visual experience.
The capacity to have minimal visual experience derives from
the genetic code for optical system. The rest 15 Menschen-
werk. "

The separation of the two stages — of seeing/per-
ceiving and interpreting/understanding, is perpetu-
ated also in some recent scientific accounts of vision.
In his much discussed book Inner Vision, neuroscien-
tist Semir Zeki describes key neurobiological mecha-
nisms that sub-serve vision, and in which the very
possibility of aesthetic experience of a painting or
sculpture are grounded. His main focus lies in
a detailed explanation of how various visual ateributes
of a painting are separately processed by the visual
system, thus describing physiological mechanisms
which constitute a basis for experience of visual art.
Zeki repeatedly concedes that he (and by implication
also contemporary neurology) has nothing to say
about how the brain attributes aesthetic quality to
a work of art, how and where the brain imparts an
aesthetic component to a work of art.” In the chap-
ter on Mondrian, Malevitch and the neurophysiology
of oriented lines, he exhaustively discusses how some
modernist abstract paintings, with an emphasis on

ral and incontrovertible assumption about the nature of per-
ception is not natural at all and stems from historically condi-
tioned concept of vision — of innocent eye, occupied with
a ,primordia} vision" of pure forms. — CRARY, J.: Techniques
of the Observer. On Vision and Modernity in the Nineteenth Centu-
7y, Cambridge (Mass.) 1999, p. 66. Stephen Bann, analyzing
Panofsky’s own application of his method in the analysis of
Allegory of Prudence, points out to contradiction when Panofsky
himself admits to impossibility of separating purely visual from
the realm of meaning. — BANN, S.: Meaning/Interpretation.
In: NELSON, R. S. — SHIFF, R. (ed.): Critical Terms for Art
History. Chicago 1996, p. 86-100.

9 DANTO, A.: The Pigeon Within Us All: A Reply to Three
Critics. In:_Journal of Aesthetic and At Criticism, 2001, p. 39-44.

50 Lner Vision. An Exploration of Art and the Brain. London 1999,
p. 131, 159.

lines and edges, stimulate the so-called orientation
selective cells — that is, physiological building blocks
for the neural elaboration of forms. So in any viewer
of Mondrian, or Barnett Newman'’s paintings, large
numbers of orientation-selective cells in visual brain
will be activated and be responding vigorously. But
he concludes: “Whether the responses of these orientation
selective cells provide the aesthetic experience is a question
that neurology is not ready to answer”. And he further
admits that “we certainly know little enongh to account
Jor, in neurological terms, for aesthetic experience.”'His
treatment thus effectively cements the separation of
visual perception from aesthetic experience.’

Influential strands of philosophical, as well neu-
roscientific accounts of vision and cognition thus con-
spire in sustaining the notion which separates the two
levels of image understanding: object (or perceptual
understanding) from higher-order understanding (or
aesthetic experience.) Such a distinction, it should be
noted, is also fostered by some protocols and habits
of art-historical practice, where it is often perceived
as desirable to create a purely descriptive account of
an object, devoid of any explicit judgments and in-
terpretations.

Toward active visual hermeneutics

It is precisely this boundary which should be ques-
tioned by analyzing how the process of understand-
ing is embedded and interwoven in the temporal un-
folding of perception. My concern here lies not so
much with dismantling this distinction entirely — as
comprehensive discussion of this problem is well be-
yond the scope of this essay. Cognitive neuroscience
and philosophy of mind at any rate may not as yet
have conceptual tools precise enough to describe the

*! Ibidem, p. 115, 216.

%% This implication of Zeki's book is somewhat ironic, given the
fact that author himself, in his previous publications, insisted
on the impossibility of separating seeing from understanding
(“seeing and understanding merge into one another and are not discrete
activities localizable to different parts of the cortex”). — see ZEKI,
S.: Vision of the Brain. London 1993, p. 4, 144, 319.

53 -
Bu.t significantly for our concerns, current research in visual
object understanding likewise warns against dividing the pro-
cesses of making sense of images into neat categories. As Tho-

dynamics of processes in the murky areas between
perception and cognition.” Suffice it to emphasize
that insisting on separating the perception and cog-
nition (perceptual/object and the higher-level under-
standing) is a real conceptual obstacle to developing
active visual hermeneutics vis-a-vis the aesthetic ob-
ject. The alternative, as has been suggested, acknowl-
edging the biologically grounded propensity for dis-
placing the visual in consciousness, would use various
means to interrupt such swift translation or displace-
ment, attempting to engage the viewer in full body-
brain interaction. Therefore it is necessary to look at
how experience of an image is not merely enabled by
the visual processing, but in fact how it is seamlessly
intertwined with visual experience, and how under-
standing — in all its emotional and cognitive richness
and plasticity ~ is not possible outside the visual ex-
perience of the image.

There is no single model of how such active visual
hermeneutics can be achieved. To start with, there
are possibilities offered by works of art which are per-
ceptually ambiguous, incomplete or unstable (in terms
of Datio Gamboni “potential images”),’* thereby prob-
lematising the processes of recognition and identifi-
cation {Fig. 51. Some of the best examples of recent
art history, rather than obliterating author’s own vis-
ual activity, succeed in providing rich accounts of vis-
ual experience, thus offering a sensitive viewer
a chance to make his/her own visual encounter more
reflexive.”

Much pertinent in this regard is the recent em-
phasis on embodiment and those accounts which dem-
onstrate the importance of perception as embodied
activity — Michael Fried, to name but a single exam-
ple, has shown that such accounts are productive both
in the case of non-figurative abstract art and the fig-

mas Palmeri and Isabel Gauthier write: “to understand the brid-
ge between perception and cognition, it is fruitful to abandon any
sharp distinction between percepiual and cognitive aspects of visual
object understanding.” — PALMIERI — GAUTHIER 2004 (see
in note 38), p. 291.

GAMBONI , D.: Potential Images. Ambiguity and Indeterminacy
in Modern Art. London 2002, without, however, providing any
account of how they might work.

v
-

Writings of Leo Steinberg and Joseph Leo Koerner can serve
as exemplary cases.
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5. Panl Gauguin: Seascape with Cow or Above the Abyss, 1888. Musée
des Arts Décoratifs, Paris. After: Gamboni, D: Potential Images.
Ambiguity and Indeterminacy in Modern Art. London 2002, p. 87.

urative painting.’® Current paradigms of active, or
enactive perception and embodied cognition, increas-
ingly important within cognitive and vision sciences,
provide art historians with a better insight into in-
rernal resources on which the viewer’s beholder share
can be based. In this connection, it is also pertinent
to make an important qualification to the point that
active visual hermeneutics works against the grain of
biologically hard-wired function of object recognition.
Not all cases of rapid displacement of the visual in

% For the former see FRIED, M.: A#t and Objecthood. Essays and
Reviews. Chicago — London 1998; for the latter, FRIED, M.:
Menzel's Realism. Art and Embodiment in the Nineteenth Century
Berlin. New Haven — London 2002.

57 David Freedberg defines response as “the symptoms of the relati-
onship between image and beholder.” — FREEDBERG, D.: The
Power of Images. Studies in the History and Theory of Response.
Chicago 1989, p. xxii.
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the viewer’s consciousness are equally negative, and
active visual hermeneutics could — in some cases —
productively utilize the “rush for the object”. The Gad-
amerian notion of understanding brings overtones of
(at least partly) disinterested, playful activity. How-
ever, as has been amply documented, many images
now presented as art objects once triggered multifac-
eted, often intuitive, impulsive, visceral responses,
prompted actions from their original viewers and us-
ers.”’ Naturally, any such vital and intuitive response
of the original audience is based upon “understand-
ing” the image in a sense of recognising and identify-
ing visual objects, often on erasing the distinction
between the image and its subject. The ability of the
contemporary viewer to re-experience something of
this original affective power, that is, to translate the
visible into some register of his/her own psychoso-
matic experience, rather than to a mere detached in-
tellectual understanding, would be one example of
extended, dynamic understanding. Current accounts
of empathy and intersubjective understanding, sub-
stantiated by neuroscientific research (such as on the
role of mirror neurons) open new ways for thinking
of how understanding art objects extends to under-
standing emotions, feelings and intentions of others
in non-discursive terms.”® Many objects and images
presented as “art” in contemporary museums were
objects of various kinds of use and handling. As such,
they can be seen as repositories of scripts for various
culturally-specific forms of treatment, handling and
bodily actions connected with use of such artefacts —
that again can be to some extend activated by the
viewer.

It is questionable, though beyond the purview of
this essay, whether such active visual hermeneutics is
in fact compatible with the traditional notion of in-
terpretation. One way would be to say that indeed it
is not; that the notion of active visual hermeneutics
goes “against interpretation.” Following Leo Steinberg

58 For new accounts of empathy and imitations cf. among others
GALLESE, V.: The Roots of Empathy: The Shared Manifold
Hypothesis and the Neural Basis of Intersubjectivity. In: Psy-
chapathology, 36, 2003, p. 171-180; GALLAGHER, S.: Her-
meneutics and the cognitive sciences. In: Journal of Conscious-
ness Studies, 11, 2004, No. 10-11, p. 162-74; HURLEY, S. —
CHATER, N. (ed.): Perspectives on Imitation: From Cognitive
Neuroscience to Social Science. Cambridge (Mass.) 2005.

(and his recent commentators), one would claim that
being affected by artistic image as an embodied ani-
mal, in entering the recursive loops of encounters with
work of arts in their bodily dimensions, is essentially
incompatible with obtaining the works’ meaning, that
conceptual apprehension is incompatible with meta-
phoric language of embodiment.’” But it would be
perhaps equally possible to argue that both attitudes
can be reconciled, that active visual hermeneutics can
— to use Hans Gumbrecht’s plea — oscillate between
what he terms “presence ¢ffects” and “meaning effects.”®
Agreeing to ethical imperative to let works of art
work for their viewers, to assist them in achieving
understanding/experience as plastic as possible,
presents a formidable scenario for art history. The true
task of hermeneutics of the visual would require at-
tention be paid to the nature of visual/cognitive trans-

ference, to explore the suture between visual/aesthetic
in the process of understanding. It would require re-
considering philosophical hermeneutical models in the
light of new hypotheses and empirical facts generat-
ed by neurosciences, cognitive sciences and the phi-
losophy of mind, taking into account aspects such as
cognitive penetrability of vision, processes of micro-
cognition, models of embodied perception, role of
projective imagination in the perception, the inter-
relationship between cognitive and psychoanalytic
unconsciousness, etc. Perhaps the first thing to bear
in mind is that a general category of “art” is of limit-
ed use and that various forms, types, genres and me-
dia of visual and spatial arts offer distinct constraints
and opportunities for active visual hermeneutics — an
understanding that works of art as a special class of
visual objects deserve and require.

Porozumenie umeniu ako aktivna vizuilna hermeneutika

Resumé

Vysokd miera pozornosti venovand v sidobom
umeleckohistorickom uvaZovani interpretdcii umelec-
kych diel vystupuje v ostrom protiklade k nedostatku
zdujmu o ich pochopenie. Vyznam hermeneutiky ako
nauky o pravidlich a podmienkach interpreticie sa
tu ukazuje v dvoch polohdch. Zatial ¢o historiografia
umenia aktivne vyuziva hermeneutiku umenia
v zmysle tedrie alebo metddy interpretécie, zdrdha sa
ju presadzovat ako cestu k pochopeniu.

Rozpor medzi humanistickymi pristupmi, charak-
teristickymi pevne danym vyznamom ako koneénym

* These possibilities as two antithetical stances are highlighed
by FORMAN, L.: The Difference Experience Makes in “The
Philosophical Brothel”. In: Art Bulletin, 85, 2003, No. 4, p.
769-783. Steinberg'’s classical account of Picasso’s Demoisel-
les d'Avignon heavily emphasizing the embodied reaction and
participation of viewer can be cited as paradigmatic of one

ciefom interpretdcie, a réznymi formami relativizmu,
keoré takyto postup odmietajd, sice nie je v popredi
sacasného umeleckohistorického diskurzu, svoj vplyv,
predovietkym relativizujici, si vSak nadalej zachovi-
va. Prevldda pocit, Ze pri vnimani umeleckych diel
»je vietko platné“, Ze prdvo divdka na vlastny ndzor
md absolttny charakter, a Ze na pochopeni umelec-
kého artefaktu vlastne ani nezdleZi. To sa premieta
do charakteristicky zdrZanlivého postoja historikov
umenia k problematike chdpania, kroré je svojou ne-
predvidatelnostou prili§ vzdialené rigoréznemu sve-

particular approach to what we labeled here an active visual
hermeneutics. — SCHAPIRO, M.: The Philosophical Brothel.
In: Ocrober, 44, Spring 1988, p. 7-74.

% GUMBRECHT, H.: Production of Presence. What Meaning Can-
not Convey. Stanford 2004.
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tu vedeckej discipliny a je nasledne vytld¢ané do sfé-
ry filozofickej estetiky, psycholdgie alebo muzedlne-
ho vzdelavania.

Této $radia sa sna¥f poniknut opa¢né stanovisko.
Ak je toti# eticky imperatfv nechat umelecké dielo
slobodne posobit na divéka platny tak pre muzeold-
giu, ako aj pre historiografiu umenia, problematika
chépania a viznam hermeneutiky ako met6dy hla-
dania, ktoré smeruje k pochopeniu, musia potom aj
v ramci umeleckohistorickej praxe zastdvat omnoho
dbleZitejsie miesto.

Stidia argumentuje v prospech vieobecného mo-
delu pochopenia umeleckého diela — modelu, v kto-
rom je divak schopny aktivovat svoje vndtorné zdro-
je avyuZit ich v roziirenej a aktivnej vizudlnej her-
meneutike, skor ne¥ aby okamfZite presunul vizudlne
vnemy do zény konceptudlneho a verbdlneho vyzna-
mu, na o v svojich $tadidch poukézal napriklad his-
torik umenia Rudolph Arnheim. Pri stretnuti s ume-
leckym dielom si totiZ vitina [udf poloif jednodu-
cht otdzku: ,Co to je?*, a ked dostane zodpovedaji-
cu odpoved vo forme popisky alebo vykladu lektora,
presunie svoj zdujem inam. Zameranie pozornosti na
ptihu identifikdciu objektu tak znemoZni otvorit vza-
jomne bohatsi dialég medzi divikom a umeleckym
dielom, ked¥e prva odpoved byva &asto aj poslednd.

Aby bolo mozné pontknut vieobecny model ak-
tfvneho chépania umeleckych diel, $tidia sa pokusa
systematizovat pojem ,pochopenie obrazu“, preskd-
mat ho sposobom, ktory bude mat vztah k praktic-
kym problémom historikov umenia. Otvdra $irsiu
problematiku Iudského vnimania, pozndvania a ve-
domia tak, ako ju skiimajii vizudlne a kognitivne vedy.
Podla ich zisteni je fudské vnimanie geneticky na-
programované ststredovat pozornost na pétranie po
konetnom vyzname objektov v svojom zornom poli.
Zabezpecuje sa tak zdkladny pocit istoty, ked%e ne-

zndme je potencidlne nebezpecné. Samozrejme, o
najrychlejdia a ¢o najpresnejsia identifikdcia videné-
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ho je v niektorych sférach, napriklad v lekdrstve pri
skimani réntgenovych snimkov, absolitnou priori-
tou. Napokon, charakreristicky aspekt hladania ko-
neéného zmyslu je obsiahnuty aj v rdmci koncepcii
historiografie umenia, a to predovietkym v podobe
stale vplyvnej tradicie ikonografie a ikonoldgie Erwi-
na Panofského, pri ktorej je pochopenie umeleckého
artefaktu Zasto redukované na urlenie jeho vyzna-
mu.

Ako je teda mo#né prekonat nutkanie nahradit
vizudlny vnem verbalizovanym vyznamom a vstpit
tak do sféry otvoreného dialdgu s umeleckych die-
lom? Cesty sa otvdraju tak na strane umeleckohisto-
rickej metodoldgie, ako aj na strane samotného ume-
nia. Fenomenologickd hermeneutika Hansa Georga
Gadamera, jednej z vedicich postdv odboru v 20. sto-
rodi, vnima problematiku chdpania umenia ako akti-
vitu s otvorenym koncom. Divék sas umeleckym die-
Jom stretdva v interpretalnej hre, v kontinudlnej vy-
mene otdzok a odpovedi a pochopenie ako také ne-
mb3e dosiahnut ontologickd finalitu. Pochopit
neznamend transformovat do sféry verbédlnych vyzna-
mov vietky vizudlne vnemy, ale iba tie, ktoré sa zda-
ja byt ddlezité v urditej chvili. Objekt inherentne ne-
obsahuje #iadny koneény vjznam, vyznam sa rodi aZ
v procese pochopenia. V sfére umeleckych aktivit
md¥u tomuto ciefu zodpovedat koncepcie opticky
neurditych, neukongenych alebo nestdlych diel, ktoré
problematizujii proces pozndvania a identifikovania.
Pontkajti rozmanité vizudlne zdZitky, umoziiujice
citlivému divikovi vnemovo bohaty kontakt.

Ulohou aktivnej vizudlnej hermeneutiky bude
potom skiéimat rozhranie medzi vizudlnym a ume-
leckym/estetickym, skimat moZnosti diskurzu o obra-
ze, o problematike ,pochopenia obrazu® ako kulcar-
neho ideslu a etického imperativu v svetle novych
vjskumov v ramci vizualnych a kognitivaych vied.

Vyber a preklad M. Hrdina
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What Is Style For?

Michael Viktor SCHWARZ

Fundamentally, art historians can study two as-
pects of a work of art: the represented and that which
represents, the representer (Saussure would have said
le représentée and Je représentant). The study of the repre-
sented is called iconography. The study of the repre-
senter is called critique of style. Critique of style means
that certain characteristics of design are examined
comparatively in order to deduce from the observa-
tions the authorship and cultural origin of the work:
Rembrandt or an anonymous Dutch painter of the
17* century, Italian or Byzantine, antique or medie-
val, original or fake? While one can say that iconog-
raphy adequately examines the represented in that it
poses the central question of what is represented, it
does not seem unfair to reproach critique of style for
sticking to mere symptoms. It is interested in the clas-
sification features of the instruments of representing,
but neither in the respective purposes of the instru-
ments, nor in how they are used by the artists. In
short: It is only interested in how the representer looks
and not in how it represents.

Apart from speculations in the normative tradi-
tion of Poussin and classic rhetoric theory which start
from and come to the assertion that specific styles
enable the representation of specific contents,’ there

' POUSSIN, N.: Lettres et propos sur P'art. Ed. A. BLUNT. Paris
}964, pp. 121-125; BIALOSTOCKI, J.: Das Modusproblem
in den bildenden Kiinsten: Zur Vorgeschichte und zum Nach-
leben des ,Modusbriefes” von Nicolas Poussin. In: Zeitschrift
fiir Kunstgeschichte, 24, 1961, pp. 128-141.

? Cf. BAKOS, J.: Der tschecho-slowakische Strukturalismus und
die Kunstgeschichtsschreibung. In: Zeitschrifs fir Asthetik und

is a school of research which studies the functional
aspect of form systematically. Sometimes the term
Jormalism is used for it, following the name of a similar
paradigm in literary criticism.” The starting point of
these considerations was the art theoretical text Das
Problem der Form in der bildenden Kunst by the sculptor
Adolf von Hildebrand (1893). The best known pro-
ponent is Ernst H. Gombrich. Similar to Hildebrand
— although arguing not from the perspective of the
producer, but instead from that of the interpreter —
in his book At and Ulusion (1960) Gombrich addresses
the question of how the representer represents: How
is it that a few pencil strokes give viewers the im-
pression of a living face, or that combinations of di-
agonal and orthogonal lines make it hard for them to
reject the appearance of spatial qualities? Gombrich
maintains that this works because the viewers un-
knowingly collaborate. They complement what they
see according to their experiences and deceive them-
selves in a productive way. In their minds arises from
the representer not so much the representation of
objects as the illusion of them, for example of a face
or a space. This approach is an essential contribution
and appears to make art history complete. Neverthe-
less, it is full of unsolved problems.

Among the unsettled questions in Gombrich's
model is that of the historicity of form.> Though cri-

allgemeine Kunstwissenschaft, 36, 1991, pp. 53-103; and BAKOS,
J.: The Prague Linguistic Circle’s Contribution to Art Histo-
ty. In: Human Affairs, 15, 2005, pp. 22-34.

> SCHWARZ, M. V.: Das Problem der Form und ihrer Ge-
schichtlichkeit: Hildebrand, Riegl, Gombrich Baxandall. In:
Wiener Schule: Erinnerung und Perspektiven (= Wiener Jabrbuch
Jiir Kunsigeschichte, 53, 2004). Vienna 2005, pp. 203-216.
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tique of style may not encroach upon the core prob-
lems of the representer, its observations are still real,
and attest to this: The representer looks significantly
different at various times, at various places, and in
the hands of various artists. If Gombrich really is right
when he asserts that representing always is only about
the fabrication of an illusion in the eye and mind of
the viewer, then with what do these differences in
the appearance of the representer correlate? Why do
the structures with which Raphael represents a naked
man look completely different from those with which
Rembrandt represents a naked man? Nevertheless,
what happens in European art between the 14* and
the mid-19% centuries seems to be a problem Gom-
brich can cope with. Here he perceives a gradual in-
crease in the artists’ dexterity in representing, which
progresses according to the principle of trial and er-
ror, and in the public’s growing proficiency in read-
ing.* In the end, the former can paint impressionisti-
cally, and the latter can convert impressionistic paint-
ings into misty illusions of reality. But there are also
well-known changes in the opposite direction, for
example in late antiquity and in the decades around
1900, in the time when Gombrich was born.

And even within the six supposedly normal Euro-
pean centuries, the trend towards the perfect guide-
line for the perfect illusion is recognizable only from
a great distance. In detail there are enough occur-
rences that do not fit into Gombrich’s picture — one
may think of Raphael’s contemporary Veit Stof} and
his highly artificial figures of unpainted wood. It is
hard to believe that they are wrought in such a way
in order to call forth illusions of living people. On the

4 GOMBRICH, E. H.: Art and Ulusion: A Study in the Psycholo-
gy of Pictorial Representation. New York 1960, p. 88 and pas-
sim.

5 Mistra Jana Husi Sebrané spisy teské. Ed. K. J. ERBEN. Prag
1865, Vol. 1, p. 71. It should be added that Hus, as distingui-
shed from his followers, the Hussites, was no categorial ene-
my of images. In the sermon quoted here, he obviously refers
to a specific type of images.

=N

BRYSON, N.: Vision and Painting: The Logic of the Gaze. Ho-
undmills — London 1983, p. xiii.

~

RIEGL, A.: Die spétrimische Kunstindustrie nach den Funden in
Osterreich-Ungarn. Vienna 19015 GOMBRICH, E. H.: In Se-
arch of Cultural History. Oxford 1969; GOMBRICH, E. H.:
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other hand, this seems especially true of the figures
and paintings which emerged from the workshops of
the Central European artists two or three generations
earlier. According to Jan Hus, their madonnas and
female saints in their liveliness and beauty made men
think “nasty thoughts” and “fall into temptation”.? Thus
the art of Veit StoB} should be described as a sort of
retreat from an art awakening illusions.

Gombrich created a veritable science of the appli-
cation and perception of the representer, but it does
not work as a historic science.’ That is no accident,
but is instead in accordance with Gombrich’s inten-
tions; he mistrusted the narratives of history, above
all when, in Hegelian manner, laws of history were
supposed to be deduced from them. A history of style
on a Hildebrandian basis, and at the same time in
a Hegelian perspective, had propelled for instance
Alois Riegl, who had argued that world history of the
visual moved from the haptic to the optic (just as
world history of the political moved, according to
Hegel, from the feudal society to the monarchy).’
Because such paradigms had already begun to be
abandoned by historians in Gombrich’s time, and
because they seem only absurd today, nothing hin-
ders the attempt to put Gombrich’s concept into
a modern (art) historical perspective that refrains from
historical-philosophical speculation. That is what
Michael Baxandall has done. His best known book,
Painting and Experience: A Primer in the History of Pic-
torial Style (1972), deals with art in the 15%-century
Florence. The Limewood Sculptors of Renaissance Germa-
ny (1980), dedicated to Veit Stof} and his contempo-
raries in Southern Germany, is also pertinent. Like

Hegel und die Kulturgeschichte. In: Nexe Rundschan, 88,1977,
pp. 202-219; GINZBURG, C.: Da A.Warburg 2 E. H. Gom-
brich: Note su un problema di metodo. In: Studs medievali,
serie I11, 7, 1966; pp. 1015-1065, esp. 1045-1053. Reprinted
in: GINZBURG, C.: Spurensicherungen. Berlin 1983, pp. 115-
172. It should be mentioned that Ginzburg's interpretation
of Riegl’s idea of style as based on the category of race is mis-
leading. Whereas Ginzburg translates that, according to Riegl,
late-antique Christians and pagans belonged to the same “raz-
2a” (race) and thus used the same style, Riegl says that they
belonged “zu denselben Volksstiimmen” (to the same tribes). In
this way, he stresses that style was independent of faith but he
also states that it was independent of belonging to a specific
wypibe” as well. — GINZBURG, C.: Stile: inclusione ed esclusi-
one. In: GINZBURG, C.: Occhiacci di legno: Nove viflessiont sul-
la distanza. Milan 1998, pp. 136-170.

Art and Ulusion, these books address the question of
how forms become something that represents, though
the question is answered not solely and not even pri-
marily from the point of view of psychology. Instead
of this, Baxandall focuses on what I would call the
competence of the user. For Baxandall the ability of
decoding visual data is historically determined, more
exactly, it is a cultural anthropological phenomenon
that is related to and based on the entirety of the
cultural practices of a specific society.® An example
from the first book: In order to read perspective as
space, the users must possess a certain cognizance of
the geometrical representation of space —a cognizance
as it was taught in early modern Italian trading towns,
not only by life, but also by schools. And this learned
cognizance must suffice in order to read perspective
routinely and to enjoy doing so. What in behavioral
science is called Funktionslust (the performance of
a function for one’s own pleasure) is a part of compe-
tence, because it is not inevitable that the signs of-
fered will be accepted; if the users don’t like hand-
ling them they can reject them. The perspective con-
structions of Piero della Francesca or Uccello or oth-
ers react thusly to the image-users’ capability, given
within a specific historical situation, to perceive in such
constructions the representations of volumes, spaces
or three-dimensional objects. Naturally these
constructions are also based upon the skills of the art-
ist, acquired in whatever way. It accounts for the com-
prehensibility of the employed forms that producers
and users belonged for the most part to the same cul-
ture and cultivated together the corresponding skills
and competences.

To give an example from the second book as well:
According to Baxandall, the obsession with drapery
forms, which one can observe in German sculptors of
the decades around 1500, among them Veit Stof3,
has to do with a culture of virtuosic adornment which
can be observed further in music (the fioritures of
Meistersang) and in calligraphy. Hence the fantasti-
cally formed folds were readable for the users of the
work as an embellishment and as a specific type of

¥ GEERTZ, C.: Art as a Culcural System. In: Modern Language
Notes, 91, 1976, pp. 1473-1499. Reprinted in: GEERTZ,
C.: Local Knowledge: Further Essays in Interpretative Anthropo-
{qu. New York 1983, pp. 94-120; SCHWARZ, M. V.
Ubermalungen und Remakes: Stil als Medium. In: Stiffra-

visual rhetoric which did not aim at true-to-life
effects but rather at artistry and elevation. As op-
posed to perspective, this is a competence that re-
lates to forgotten aspects of a vanished mentalité, and
therefore it is unfamiliar to us. Competences can, then,
be lost.

Baxandall’'s approach does not just combine ques-
tions pertinent to the social sciences and to Gom-
brich’s special idea of how to question art, but also
highlights a basic experience of art historical work
from which this discipline emerged at all, namely that
of the contingency of the representer. Style, one can
now say, is different because it reflects various forms
of visual competence and thereby permits the obser-
vation of the course of cultural history by looking at
the changing visual skills, needs, and interests of the
culture’s proponents — be they artists or the audi-
ence. Insofar as one does not define style solely as
a symptom on the surface, one can also say that style
is that which structures not only the representer, but
also the visual competence of the producer and that
of the user — as syntax gives structure and meaning
to language and is historically variable as well.” To
the users, style also signals familiarity and announces
Funktionslust when dealing with the work of art.

Baxandall did not, however, address an obvious
question: How is it with Gombrich's idea, under these
circumstances, that the use of the representer is al-
ways aimed at illusion? And thereby we come to an-
other problem with Gombrich's model. If Gombrich
assumed that the goal of representing is the illusion
of something independent from the image, then it
follows that in the act of seeing and of completing
the illusion, the viewer would mislead him- or herself
about the fact that the represented is the product of
the representer. Instead of this, the viewer starts from
the assumption that the represented is the product
or the reproduction of that item outside the image to
which the represented refers. A represented landscape
is therefore the representation of a landscape, and this
landscape can be regarded not only in its represent-
ed, but also (by an outing rather than a museum vis-

gen. Ed. B. KLEIN — B. BOERNER. Berlin 2005, pp. 187-
204.

? For the German language cf. POLENZ, P. von: Dexntsche Satz-
semanttk. Berlin — New York 1988, pp. 24-48.
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it) in its naturally occurring form. The possibility of
experiencing it in natura is, indeed, the precondition
that one also (re)cognizes it in a solely represented form.

This may apply to photographic images and the
audience’s use of them, which likely shaped Gom-
brich’s concept of illusion. Photos are optical-chemi-
cal impressions of that which was photographed, and
that is central for their perception, as Roland Barthes
points out in La chambre clair (1979). This, however,
would surely describe the situation incorrectly, as far
as manually generated images are concerned. Nei-
ther are they impressions which would not exist with-
out an imprinted object, nor could the audience un-
derstand them as such before the invention of pho-
tography. There were some exceptions: In the field
of sacred pictures, there was the so-called wveronica,
a type of fictive portrait which was believed to come
from an impressed image of Christ’s face on a cloth,
and, in the realm of myths, there was the story of
Dibutades, a Greek potter’s daughter who, accord-
ing to Pliny the Elder, invented the art of painting
by penciling the shadow of her beloved’s face on
a wall.'® The isolated position of these concepts shows,
however, that, in pre-modern times, the idea of an
imagery whose illusive quality is due to a more or
less mechanical doubling of real structures cannot be
taken for granted.

In order to describe realistically and more trans-
parently the relationship of representer and represent-
ed in the audience’s perception, one can fall back on
a pattern in dramatic theory: Here the representer is
the actor, the represented the character.' In the course
of a given performance, a given audience member at
a given moment may indeed perceive only the char-
acter, forgetting entirely that it is embodied by an
actor and that one finds oneself in a theatre and not

0 BELTING, H.: Das echte Bild: Bildfragen als Glanbensfragen.
Munich 2005 (For a review of Belting’s book see: SCHWARZ,
M. V. In: Kunstchronik, 59, 2006, pp. 484-490); SCHMIDT-
LINSENHOFF, V.: Dibutadis. Die weibliche Kindheit der
Zeichenkunst. In: Kritische Berichte, 4, 1996, pp. 7-20.

1 FISCHER-LICHTE, E.: Was verkérpert der Korper des
Schauspielers? In: Performativitéit und Medialitit. Ed. S. KRA-
MER. Munich 2004, pp. 141-162. 1 prefer this framework of
theory to the en vogue phenomenological approach which al-
lows the discussion, in the terms of representation and me-
dium, of what I term the represented and the representer and
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in the castle of Elsinore. Taken as a whole, however,
a wavering of perception is typical: Actor and char-
acter are simultaneously present; at times the one,
then the other comes to the fore; only seldom does
one of them disappear. An argument put forth in the
17% century against the moral worth of the theatre is
that the edifying effect of the character ultimately
has no chance against the erotic effect which the body
of the actor imposes on the audience.'” Here a conflict
between presence and illusion reveals itself. In
a theatre review of the 18% century, it was opined
that actors who, in the appropriate scenes, let them-
selves fall to the floor with impact rather than smooth-
ly gliding down, and who thereby received applause,
were applauded for their daredevilry and not for their
dramatics, and the audience would have done better
to go to the circus."” Here a conflict between realism
and illusion reveals itself. The more an actor plays his
or her part, the more not only the embodied charac-
ter appears before the audience, but also the person
of the actor. Presumably therefore there are famous
actors and not just famous pieces and famous charac-
ters. And therefore the audience goes to the theatre
not just to see a certain piece, but also to see a certain
actor. That the actor at times celebrates him- or her-
self at the expense of both the character and the piece
is for the audience uncomfortable, but belongs abso-
lutely to the problem of the relationship of representer
and represented.

The relevance of this framework of theory espe-
cially for an art history concerned with the problem
of the historicity of style becomes obvious when we
carefully read Baxandall's books. From Paznting and
Experience onward, the beholder’s wavering percep-
tion is implicitly present. One may look at Baxan-
dall’s remarks on the “most three-dimensional of bats be-

which leads to the result that we can either see the one or the
other (Husserl, Sarcre, Merleau-Ponty). — WIESING, L.: Mer-
leau-Pontys Phinomenologie des Bildes. In: Merleau-Ponty und
die Kulturwissenschaften. Ed. R. GIULIANL Munich 2000, pp.
265-282.

12 The texts concerning the Querelle de la moralité du thédtre were
edited by THIROUIN, L.: P. Nicole, Traité de la comédie et
autres pidces d'un procés du thédtre. Paris 1998.

15 ENGEL, J. J.: Ideen zu einer Mimik (1785/6). In: ENGEL, J.
J.: Schriften. Berlin 1804, Vol. 7, pp. 58-60.

having as if it were two-dimensional, spreading itself flatly
on the picture plane”, Niccold da Tolentino’s hat in Uc-
cello’s Battle of San Romano: The represented — the
hat —is three-dimensional; the representer — lines and
colour fields on the surface of the painting — is flat."
Subsequently, in Shadows and Enlightenment (1995),
Baxandall explicitly states that certain 18%-century
French portraits are painted in a way that the be-
holder’s “perception flickers between paint and painted”."

II.

By regarding two statues and two paintings I wish
to explain the usefulness of a further development of
these ideas. The first pair is by Donatello, two sculp-
tures which are poles in his varied oeuvre and raise
the question of whether they can be understood at all
as emanations of the same artistic culture. I refer to
the bronze David (Florence, Bargello) and the Magda-
lene (Florence, Opera del Duomo).'¢ Everything about
them is dissimilar, a fundamental difference which
research has tried to assign to formulas such as classic
vs. gothic, idealistic vs. realistic, and at times has tried
to explain using the biography of the artist. I would
proceed differently in describing them.

In the case of the David, I would emphasize that
a viewer inescapably looks at the representer first and
regularly returns to it {Fig. 1]. While approaching
the sculpture in the great hall of the Bargello he or
she sees bronze and will only gradually experience
skin apart from the metal. For the contemporaneous
viewer, it was of special importance to recognize
a bronze statue and with this a medium rich with

' BAXANDALL, M.: Painting and Experience in Fiftenth Centu-
#y ltaly. Oxford 1972, pp. 89-91.

'* BAXANDALL, M.: Shadows and Enlightenment. New Haven —
London 1995, p. 138. This formulation is close to Richard
\X/oll.heim’s concept of “twofoldness” which — in Andrew
Harrlson's words — allows the description of “bow we need to
1ncorporate within onr proper responses to pictures in art a simultaneous
awareness both of what the pictures depict and of the qualities of the
marked surface which renders such depiction possible.” — HARRI-
SON, A.: The Limits of Twofoldness: A Defense of the Con-
cept of Pictorial Thought. In: Richard Wollheim on the Art of
Painting: Art as Representation and Expression. Ed. R. van
GERWEN. Cambridge 2001, pp. 39-58.

'S ROSENAUER, A.: Donatells. Milan 1993, Cat. No. 41, 56.

1. Donatello: David. Florence, Bargello. Photo: author.
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2. Donatello: Magdalene. Florence, Museo dell’ Opera del Dromo. Phoro:
author.
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prestige whose background in antiquity had become
accessible through humanism.!” Therefore the naked
boy’s beauty appears in a way that refers the audi-
ence to cultural tradition and qualities of art, and the
shimmering, taut surface makes present not only
a beautiful body but also artistic skill. We are remind-
ed of him who produced the opportunity for this be-
wildering experience. Whoever is familiar with the
gossip about Donatello’s homosexuality cannot look
upon the figure without thinking of it. Just as how the
actor makes him- or herself known on the stage beside
the character from time to time, demanding applause,
so do the representing material and the representing
medium appear, and behind them the artist as the rep-
resenting personality. Vis-a-vis all of this, the repre-
sented character — the Old Testament hero, king, and
Prophet David — possesses a low presence. No one
would assert that this work of art was made in order
to call forth an illusion of his attendance in the world
of the viewer. If there is a meaning intended beyond
artistry and beauty, then it has the character of an
allegory or metaphor and concerns facts which are
only distantly related to the historical figure."®
The Magdalene is entirely different {Fig. 2}: In
a museum context, it may be an obvious response to
view her as a Renaissance statue and a work of art.
At the meeting place of a penitent confraternity, how-
ever, where the figure is supposed to have been placed
originally, what clearly prevailed was the appearance
of a piously gesticulating woman dressed in shabby,
hairy locks in which the brothers and sisters immedi-
ately recognized the holy penitent. And indeed, the
artist has avoided many features of the statue medi-
um, a fact that becomes clear in comparison with the
David: contrapposto is not used, but instead an impro-
vised posture; not a body is visible, but instead iso-
lated, thin limbs. Above all, however, one does not

\7 PRISTERER, U.: Donatello und die Entdeckung der Stile 1430—
1445. Munich 2002, pp. 412-425.

18 This statement is in accordance with a long tradition of inter-
preting the statue. For a new version of a political reading
see: McHAM, S. B.: Donatello’s bronze David and Judith as
Metaphors of Medici Rule in Florence. In: Art Bulletin, 83,
2001, pp. 32-47. For a reading which is, in my eyes, more
appropriate and which is based on the theory of love and be-
auty, see: SHEARMAN, J.: Only Connect ... Art and the Specta-
tor in the Italian Renaissance. Princeton 1992, pp. 17-27.

see what material the figure is made of. The material
is concealed by an illusionistic painting, and this is
decisively involved in directing our attention to the
represented and in obstructing the reflection of the
representer. On the other hand, the figure is not at
all only realistic, and one could hardly take Magda-
lene’s attendance in the chapel for that of a strayed
vagabond. In the painting of the locks, for example,
gilding was used. This must have reminded the audi-
ence of “normal” statues of saints in Florentine church-
es. By making present peculiarities of sacred images,
something awe-inspiring was added to the woman’s
appearance and her holiness was manifested.

In the style of the David, what comes across as
classic, smooth and addicted to beauty also serves to
refer to the medium of the revived classic statue, that
is, to a luxury product which was used to decorate
a palace or a villa, at any rate a place where educated
people enjoyed life. In this case the language of form
makes the representer, and with that the artist’s la-
bor for his patron and the value of the work, a central
issue. In the style of the Magdalene, what comes across
as gothic, veristic, haphazard and ugly refers in con-
trast to the represented subject and distracts from
the medium of the statue, from art and artistry. Not
an artist’s work, but something which could be expe-
rienced at times as the simulated presence of the saint,
at times as an especially stirring devotional image of
her should deter the pious brothers and sisters from
any further enjoyment of life and incite them to peni-
tence. It did not need to be suppressed that the
Magdalene was made by a famous artist and so Dona-
tello’s name was passed on. But name and fame of
the sculptor played a role only insofar as it was exclu-
sively an artist of Donatello’s niveau who could be
trusted to manufacture a figure by which one had the
chance to forget that it was manufactured.?

The other pair consists of two pictures that come
from El Greco and Caravaggio and were painted in
Rome within a few decades of one another, and un-
der almost the same conditions: Both artists tried to
establish the social and professional groundwork for

' Cf. PFISTERER 2002 (see in note 17), pp. 430-475.

* WETHEY, H. E.: E/ Greco and his School. Princeton 1962,
Cat.h No. 122. Cf. also Cat. No. 121: an additional, signed
version by Greco’s own hand.

3. El Greco: Boy Lighting a Candle. Naples, Museo di Capodimonte.
Phoro: anthor.

a career in the orbit of the curia, and both lived in the
houses of well-known patrons. Both created paint-
ings of a medium size and of undemanding subject
matters which let them be incorporated smoothly into
collections. El Greco’s picture shows the half-length
figure of a youth, who is blowing on a glowing piece
of wood in order to light a candle with it (Naples,
Museo di Capodimonte).?® The painter does not tell
us what leads the boy to do this [Fig. 3]. Caravaggio
shows, also as a half-length figure, a youth who for rea-
sons revealed to us just as sparingly is holding a fruit
basket {Fig. 4] (Rome, Galleria Borghese).?' Similar in
theme, the paintings differ considerably in painterly
execution: Caravaggio’s handsome, black haired youth
is precisely modeled by a light that falls from the up-

2 CINOTTI, M. - DELL'ACQUA, G. A. : Caravaggio: Tutte le
opere. Bergamo 1983, Cat. No. 49.
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4. Caravaggio: Boy with a Fruit Basket. Rome, Galleria Borghese.
Photo: anuthor.

per left, and is presented together with the fruit in such
a way that one believes it possible to touch the apples,
pears, and grapes in the basket just as the nose of the
ragazzo. The content of the fruit basket and the figure
are rendered in technically different ways, but in ways
that make leaves, cloth, hair, and the different sorts of
skin, fruit skins and human skin, appear most clearly.
This is Caravaggio’s notorious realism in the state be-
fore it would become an art form of its own.

El Greco developed, in contrast, no coherent illu-
sive structure: When looking at the picture, one sees
a boy as well, but at any time the beholder can direct
his or her gaze to the countless colored brushstrokes
and dots that build up the subject out of the dark
background. The brushwork can also be perceived
independent of the subject, especially along the bor-

22 ERERT-SCHIFFERER, $.: Caravaggio’s Friichtekorb — das
fritheste Stilleben? In: Zeitschrift fiir Kunstgeschichie, 65, 2002,
pp. 1-23, esp. 18. According to Poseq, “the difference between
the superl vendering of the fruit and the somewhat weaker portrayal
of the figure” in Caravaggio is meant to reproduce Zeuxis' pain-
ting. — POSEQ, A. W. G.: Bacchic Themes in Caravaggio's
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derline between subject and background, and it even
partly emerges as a porous relief which advisably
should not be touched. While we expect to feel skin
when coming in contact with the nose of Caravag-
gio’s boy, we know that we would feel but dried paint
when coming in contact with the nose of El Greco’s
boy. Also in contrast to Caravaggio, the painter tole-
rates unattractive sections in the field of the repre-
sented: One may note the black shadows on the sides
of the nose, which nearly distort the youth, and thus
making him more present in an irritating way, but
which also accentuate the difficuly of the chosen light-
ing and its representation. In one place, namely in
the “hotspot” of the picture, the style of painting pro-
vocatively oversteps the limits of representing: Is that
still an ember painted in a virtuosic manner, or is it
glowing paint? That the painter merely meant to
make a faithful rendition of an ember (just as Carav-
aggio made a faithful rendition of a fruit basket) —
presumably that does not cross the audience’s mind.

Both paintings are bravare, but differ in aim and
strategy: The one painter paints in such a way that
the audience tends to forget the act of painting and
concentrates on the representation, which is charac-
terized as beautiful and tempting according to all rules
of art and life. The other paints in such a way that we
see how his act of painting produces the representa-
tion whereby the attractiveness of the represented is
kept within limits and thus refers us back again and
again to the contemplation of the representer and the
process of representing as the actual attraction of the
work. Even so, El Greco’s representation is no less
precisely defined in its subject matter than Caravag-
gio’s which seems to be inspired by a popular anec-
dote in Pliny the Elder and probably tries to surpass
a brilliantly naturalistic work by the Greek artist
Zeuxis: While birds flew to Zeuxis’ picture of a boy
with grapes and tried to pick the grapes, they would
never fly to Caravaggio’s picture because he painted
the boy no less clearly than the grapes and so the
birds would be afraid of the boy.?? As Jan Bialostocki

Juvenile Works. In: Gazette des Beanx Arts, 132, VI, CXI, 1990,
pp. 112-121, esp. 116. But neither can I see a clear difference
in quality, nor can I believe that the perception of a difference
is intended. The figure of the youth shows some weaknesses
in rendering, but we should not forget that Caravaggio was
only at the begin of his career when he painted the picture.

pointed out, El Greco also transcribes a passage in
Pliny the Elder: According to Pliny, Antiphilos of
Alexandria — the famous rival of Apelles — painted
a much-admired image of a boy blowing a fire, whose
face is lit up by the fire.”

For the Cretian-born Domenicos Theotokopou-
los, who maintained a distinctly Greek identity and
who identified with Apelles (or at least was identified
with him),?¥ such a tradition was of great significance.
Perhaps the image in Naples is meant to be some-
thing like an answer from the new Apelles, Domen-
icos Thetokopoulos: What connects the image and
El Greco's style in general with Apelles is in any case
the way of painting, because according to Pliny,
Apelles himself saw the quality of his art not least in
the fact, “that he knew when to take his hand away from
a picture — a noteworthy warning of the frequently evil ef-
fects of excessive diligence.” In the framework of the
wording used here, one would say that Apelles and
El Greco consciously attended to keeping the repre-
sented from obscuring the beauties of the represent-
er and the adventure of representing.

These small case studies are meant to show two
things: Firstly, one must indeed take into account
the audience’s perception that swings between the
representer and the represented, specifically because
it is semantically relevant. It helps in discerning the
difference between a devotional image and a statue
for the adornment of a private home, and assigns the
messages to the appropriate spheres of life, moral
concepts and behavioral conventions. In the same way
the wavering perception can help to make a theme of
the artist’s own national identity and of a specific art-
istry within a central Italian and later Spanish envi-
ronment. Secondly, we have seen that it is above all
style which guides this wavering and makes its ten-
dency predictable. Style is the medium with whose

# BIALOSTOCK], J.: Puer Sufflans Ignes. In: Arte in Europa:
Seritti di storia dell’ in onore di Edoardo Arslan. Milan 1966,
pp. 591-595. Reprinted in: BIALOSTOCKI, J.: The Messa-
ges of Images: Studies in the History of Art. Vienna 1988,
pp. 139-144.

* I refer to a well-known sonnet by Fray Hortensio Félix de
Paravicino. - AZNAR, J. C.: Dominico Greco. Madrid 1950,
Vol. 2, p. 1294. On Greco's Greek identity: HADJINICA-
LAQU, N.: Zwischen byzantinischem Griechentum und west-
licher Modernitic. In: E/ Greco. Ed. S. FERINO-PAGDEN —

help the artist tells the audience to which degree it
should be interested in the artificiality of the work of
art on the one hand and in the subject represented in
the work of art on the other.

Interestingly, this type of semantics of style is not
separate from the question of specific visual compe-
tences that Baxandall introduced to the game. Only
before the background of possible differences in com-
petence does it become understandable why the
means observed in the case studies are so different,
even contradictory: If, in the instance of El Greco’s
image, hints of the work process such as brush strokes
are left visible and direct perception towards the rep-
resenter {Fig. 31, then it is precisely the perfection of
the surface in the case of the David which distracts
from the represented and refers to the perfection of
antique sculpture and therewith to the humanist ide-
als of artistry and patronage [Fig. 11. Florentine view-
ers of the mid-15" century had, then, to have seen
antique statues and to have heard of the culture of
the antique statue, while the Roman viewers of the
late 16™ century had to be willing to encounter the
peculiarities and beauty of Venetian Renaissance
painting, whose conventions El Greco used when
avoiding “the evil effects of excessive diligence” as Apelles
supposedly did.

In the case of the Magdalene, one of several abi-
lities required was to read a color scheme in which
gilding occurs correctly [Fig. 2]. In his treatise Della
pittura, Leon Battista Alberti refuses to “praise” the
use of gold because he considers it inartistic, but in-
forms us that his contemporaries believed gold to “give
majesty” to representations.?® This made its use ap-
propriate for holy images and statues of saints. But
gold could also irritate the viewer — especially the
viewer of the Magdalene — if he or she was not pre-
pared to read it as a representing instead of a represen-

F. CHECU CREMADES. [Cat. Exhib.} Vienna 2001, pp. 59-
67. Surely Greco had no notion of Byzantine Greekness, but
rather saw himself as the offspring of classic Greekness.

B PLINY: Natural History: Books XXXIII-XXXV. Ed. H.
RACKHAM. Cambridge (Mass.) 1952, p. 320.

% ALBERT], Leon Battista : Della Pittura. Uber die Malkunst.
Ed. O. BATSCHMANN —S. GIANFREDA. Darmstadt 2002,
p. 146; ALBERTI, L. B.: Oz Painting. Translation by J. R.
Spencer. New Haven — London 1966, p. 85.
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ted color: a color that is to indicate the hairy woman’s
holiness rather than to describe beautiful hair’s shine.

The awareness of the represented may also require
competence: with the Magdalene foremost an icono-
graphic competence. Above all, however, it is the form
of perception demanded by the figure and its subject
that aims at competence, namely at the readiness of
intensive experience and at the willingness to link
what one experiences sensually with one’s own spit-
itual existence, an approach that was also nurtured
by mystical practices, including self-flagellation in
certain religious brotherhoods.” In the case of the
Caravaggio boy, the viewers must cope with
a chiaroscuro modeling developed by the upper Iral-
ian followers of Leonardo da Vinci, which then in no
way belongs to the ancient basic asset of the Europe-
an representational techniques [Fig. 41. Whether
a non-European or a medieval viewer would under-
stand it correctly and not perceive dark-colored parts
in the face, is thoroughly unclear. We may be re-
minded here of the thesis of Samuel Y. Edgerton,
whereby it was the convention of the chiaroscuro tech-
nique in the following of Leonardo which made it
possible for Galileo Galilei to perceive the surface of
the moon through the telescope as a plastic landscape
of craters, while his rival Thomas Harriot, living in
England and therefore in a different visual culture,
saw only untextured spots.?®

Ultimately, Caravaggio’s boy also gives an exam-
ple of how the disposability of a variety of compe-
tences can influence the wavering of perception and
the role of style therein: A viewer who is visually com-
petent (that is, who is accustomed to looking at Ital-
ian late-Renaissance and Baroque pictures) will tend
to immerse him- or herself in what he or she sees as
existing in a virtual reality, and can thus widely ig-
nore the fact that it is a product of painting. For the
viewer who is also in possession of literary compe-
tence (who knows Pliny’s story) or who is interested
in art as art in general, however, the situation is dif-
ferent: In this case, the impression that one might be

77 FREY, D.: Der Realitdtscharakter des Kunstwerks. In: FREY,
D.: Kunstwissenschaftliche Grundfragen. Vienna 1964, pp. 107-
149; BELTING, H.: Bild und Kult. Munich 1990, pp. 459-
470; MORGAN, D.: The Sacred Gaze: Religions Visual Culture
in Theory and Practice. Berkeley 2005; LARGIER, N.: Lob der
Peitsche: Eine Kulturgeschichte der Ervegung. Munich 2001.
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able to touch what is represented paradoxically ena-
bles the picture to be seen as a perfect picture and as
a product of a great painter. In Caravaggio’s time
most visitors of Roman collections had both compe-
tences and therefore, for them, the representer always
lurked behind the represented just as the represented
did behind the representer. It is possible that this
balance between a highly intense presence of the rep-
resented and — recognizable for connoisseurs — an
equally intense presence of the representer was the
secret behind Caravaggio’s success, and that it helped
to shape the evolution of Baroque painting, ultimately
leading to pictures such as those characterized by
Baxandall as inviting the perception not only to swing
or waver but to vibrate “between paint and painted”.

We can reiterate that style as a structuring ele-
ment in the fabrication of form depends firstly on
competences: What is doable on the one hand and
what is comprehensible (completable, Gombrich
would have preferred) on the other? And secondly,
style depends on the desired semantic. True to Witt-
genstein’s apocryphal statement — seminal for the
pragmatics of linguistics — “Don’t ask for the meaning,
ask for the use,” it is perhaps advisable to speak of func-
tion rather than of semantics.”” What purpose should
the work serve, what should its message and appeat-
ance trigger within the audience? The ability to align
the work with the usage through style involves plac-
ing emphasis on the artificiality and/or on the given-
ness either of the work as a whole, or of parts of it.
Where artificiality is stressed, the viewer’s attention
will tend to the representer, and thereby either the
relation of the work to other works known to the
audience (other statues or paintings), or the role of
the artist and what the audience knows or suspects
about him or her will become central. Both fields call
up specific contexts of perception and interpretation.
In contrast, the emphasis on the givenness directs the
beholder’s attention to the represented, and that, like-
wise, makes contexts available — either those from
the visible reality or those from the literary tradition

 EDGERTON, S. Y.: The Heritage of Giotto’s Geometry: Art and
Science on the Eve of the Scientific Revolution. Ithaca — London
1991, pp. 223-253.

® Ausitze und Aufgaben der linguistischen Pragmatik. Ed. M.
BRAUNROTH et al. Frankfurt am Main 1975, p. 113.

and imagination of the audience. It has often been
maintained — by Gombrich and others — that art is
similar to language in that both systems use conven-
tions.*® While I am not sure whether what one calls
convention in language and in art is really compara-
ble, I have no doubt that the conventions in art are
that item which, among art historians, is called style,
and that they serve — by pointing at times to the rep-
resenter, at times to the represented — to connect the

* GOMBRICH 1960 (see in note 4), pp. 362-364 and passim.

*' LUHMANN, N.: Politische Theorie im Woblfabrisstaat. Munich
1981, p. 20. Friedhelm W. Fischer was the first to relate style to
nor.x-Marxist social theory and to Luhmann'’s ideas on communi-
cation. — FISCHER, F. W.: Gedanken zur Theoriebildung tiber

audience with the relevant contexts of the work, which
are normally many and diverse, and in this way make
it meaningful. Without style as a mediating element,
artificial visual phenomena such as paintings and
sculptures would never have played a role compara-
ble to linguistic phenomena in human societies which,
according to the words of the sociologist Niklas Luh-

mann, consist of communication — verbal and visu-
al?

Stil und Stilpluralismus. In: Beitrége zum Problen des Stilpluralismus.
Ed. W. HAGER — N. KNOPP. Munich 1977, pp. 33-48.

" Thanks are due to Jin Bako$, Kathryn Brush, and Andreas

Winkel for friendly advice and to Christine Schorfheide for
help with the English translation.
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Naco existuje $tyl?

Resumé

Prispevok sa venuje otdzke, ktord bola doposial
v odbore dejin umenia len mélo skiimand. Stylova kri-
tika obvykle znamend niefo celkom iné, ako vztaho-
vanie formy k funkcii: Kto pouZiva 3tyl na atribicie,
datovania, lokalizacie diel a na vypovede o stave sve-
tového ducha (a jeho profanovaného brata, ducha
doby) kond priblizne tak, ako rani letci vo svojich dvoj-
plosnikoch, ktorf vyZivali na svoju orientdciu linie
Yeleznic a ciest. Pri tejto forme pozorovania sa cel-
kom odhliada od zamyilaného telu pozorovanych
predmetoy a namiesto toho sa zameriava na vybrané
charakteristiky ich povrchu: Z tejto perspektivy sa ne-
dozvieme ni¢ o tom, ¢o znamend infra$truktira do-
pravy pre hospodérstvo a spolo¢nost krajiny — a teda
ani ni¢ o skutoénom geografickom vyzname pozoro-
vanych danosti. Aviak podobne, ako sa od Ferdinanda
de Saussure skima fungovanie jazyka a jeho stlasti,
tak by malo byt od Adolfa von Hildebranda a jeho
knizky Problém formy vo vitvarnom ument (1893) jasné,
%e popri symptémoch $tylu sa déd pozorovat aj jeho
funkcia v oku a hlave vnimatela. Heinrich Wolfflin
zhrnul Hildebrandov spis do jednej vety, ked tlohu
vytvarného umelca definoval takto: ,Prérodu treba
nrobit primerane oliam.” Na pozadi tohto zistenia je Styl
tym, ¢o umo?iiuje nachddzat ekvivalenty prirodze-
njch danosti, ekvivalenty, kroré zodpovedaju recipien-
tovej schopnosti vnimat. V umeleckohistorickom dis-
kurze sa da rekon$truovat linia — hoci prerusovand —
ktord a? podnes nadvizuje na sochdra a teoretika
Hildebranda. Siaha cez ¢asto &tané dielo Ernsta Gom-
bricha Art and Hlusion (1960) k pracam Michaela
Baxandalla.

Baxandall neorientoval argumentéciu svojich knth
Painting and Experience in Fifteenth Century Italy:
A Primer in the Social History of Pictorial Style (1972)
a The Limewood Sculptors of Renaissance Germany (1980)
na zdklade klasickej umeleckohistorickej otdzky, o
$tyl vypovedd o umelcoch, regiénoch, obdobiach
a kulvdrach. V centre stoji otdzka, ktoré vytvarné
prostriedky vzbudili v urcitych obdobiach a kulttrach
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— napriklad v spolognosti florentského quattrocenta
& v nemeckych mestskych spolo¢nostiach desatroc
okolo roku 1500 — pozornost publika a tym sugero-
vali — & priam umo¥nili — zboZné alebo zdbavné pou-
Yivanie objektov. K Baxandallovym vychodiskdm pat-
ri psychologicky pristup Ernsta Gombricha, ktory
v kone¢nom dédsledku znamend, Ze utvéranie formy
komplexnym, ale pochopitelnym spésobom riadi vni-
manie. Aviak kym u Gombricha (ako uz u Hildebran-
da) je to vidy rovnaka ilazia skutocnosti, ktord $tyl
vo vaimateloch tdajne produkuje, mé u Baxandalla
tento vysledok, produkovany $tflom, vidy aj dejinnd
dimenziu, & presnejiie tak, ¢o vychddza z dejin men-
talft. Styl produkuje vizudlne GZitkové objekty, keoré
sa svojim vjzorom prispdsobujii pouZivaniu jednot-
livcami zaka¥dym osobitnjch spolo¢nosti, osobitnym
zéujmom a osobitnym situdcidm. Preto sa Baxandal-
love knihy sma nazjvat zdsadnym prispevkom
k historickej antropoldgii vizudlnych kultdr.

Nadvizujic na Baxandalla a na skisenosti zo Sty-
roch pripadovych §tidif o dielach Donatella, Caravag-
gia a Bl Greca sa v dalSom texte $tyl urcuje ako Struk-
tirny element, ktory nielenZe hovorf to & ono tym,
o pestuji dejiny umenia, ale aj oslovuje publikum.
Seyl sposobuje, Ze diela sa voli publiku stdvaja trans-
parentnymi na svoj zamyslany vyznam. Zilastiiuje
sa na uspechu toho, ¢o je prisne vzaté nanajvys ne-
pravdepodobnou zileZitostou: komunikdcie, porozu-
menia. Aby sa nie¢o také udialo, musi producent za-
ka¥dym vyvinat model adresita alebo adresitov, ich
vizudlnych kompetencif a ich potrieb a svoj produkt
vypracovat podla svojich vlastnjch moznosti v tomto
smere. Ak sa model, stojaci v zéklade koncepcie, vy-
dar realisticky a ak producent na zaklade svojho vzde-
lania alebo inych okolnosti disponuje primeranym
repertodrom, tak publikum zaZije produkt ako zro-
zumitelny a artefakt ndjde vyuzitie v ramci mnoho-
hlasného a intermedialneho diskurzu, ktorym sa lud-
ské spolo¢nosti kontituuji a menia.

Preklad 1. Gerdt
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) Sigismundus Rex et Imperator.
Uvahy nad vystavou umenia Zigmundovskej doby

Stefan ORISKO

5 Uhorsky a Cesky kral, nemecko-rimsky cisar —
Zigmund Luxembursky je kontroverznou, alebo skor
kontroverzne prijimanou postavou dejin stredoveke;
Eurépy. Posobivo ho vykreslil madarsky historik
umenia medzivojnového obdobia Istvdn Genthon, ked
do okamihu Zigmundovho stretnutia ,,s pénom vilsim
net bol sam — so Smrion* (9. decembra 1437 v Znojme)
vloZil Gvahy a otdzky o tomto panovnikovi. Tie boli
aktudlne uZ za jeho Zivota a zostali aktudlne podnes,
daliich viac ako pitsto rokov. ,Bo/ 1o tyran, ako ho
predstavovala lndovd fantdzia a balady, ktové z nej vykli-
&li, alebo mdrnotratnik, ako vraveli ini, & korunovany
diplomat, krorého stravujiici nepokoj prebdrial kritom Eu-
ripon, az nasiel pokoj len v brobe? Od svojho otca, cisdra
Rarola IV., sidliaceho v Prabe, zdedil miidrost a ldsku
k umenin, od matky zas krdsu a silu, ktord nemala parn.
V jebo rodine sa striedali milovnici umenia a vdinivi zbe-
ratelia knib. Jeho svokor — krdl Ludovit Velky sa pred
nim vzndsal ako vzor viaddrskeho umenia. Na dyoch kon-
ctloch bojoval na samom vrchole vin a ako prvy civilng ob-
Can sveta dosvedcil svoj obdivubodny diplomaticky cit.
V mnobom ho formoval fivor, ktorého podobnit pohnutost
zaZili len nemnohi, ale najviac dostal od doby, ktord videla
Brunelleschiho stavat chrimy, Pippa Spana bojovat, Ma-
saccia & van Bycka malovat, burgundskjch vojvodov
reprezentoval a Pisanella usmievat sa skldntajic sa nad
medailon. Videla — ale mo¥no elte stupiovar nestupriova-
telné? — pohyby stetca Konrada Witza niekde na brebu

' Sigismundns Rex et Imperator. Milvészer & kultiiva Luxemburgi Zsig-
mond kordban 1387 — 1437. [Kat. vjst.] Ed. . TAKACS. Bu-
dz}pest ~ Luxemburg : Verlag Philipp von Zabern, 2006 (da-
lej cit. ako Sigismundus Rex 2006).

Bodamského jazera, Alaina Chartiera, bdsnika franciiz-
skeho krdla horlit v Budine proti Turkom, Donatella vo
Florencii zdpasit s kamesiom... On, ktory tisicimi korerimi
sa pridiZal zeme, podobal sa svojim najbliZsim, hoci af inym
spdsobom, predsa bol velkorysy ako Donatello, prchky ako
Chartier a nemilosrdny ako Pippo Spano a tak vzneleny
ako sdm burgudsky vojvoda Jan Nebojdcny."

Uvedené slova I. Genthona zvolili za vstupné mot-
to vystavy Sigismundus Rex et Imperator — Zigmund Lu-
xembursky, numenie a kultiira 1387 — 1437, instalo-
vanej najprv v Budapes$ti (Szépmiivészeti mizeum,
marec — jun 2006) a potom v Luxemburgu (Musée
national d’historie et d'art, jul — oktdber 2006). Cie-
lom tohto ndrolného medzindrodného vystavného
projektu (doprevddzaného aj obsiahlym katalégom)
bolo predstavit tohto panovnika, jeho aktivity i Zivot-
n put na pozadi (¢i prostrednictvom) kultiry a ume-
nia a vlastne prispiet k jeho akejsi historickej rehabi-
litdcii.

Pojem rebabilitdcia patri do slovnika politickej pra-
xe, zvldst vo vychodnejSej Casti Eurépy. Vystava nao-
zaj mala aj politické pozadie — impulzom k nej boli
kultirne dohody (medzi Madarskom a Luxembur-
skom) a rdmcoval ju napokon aj vstup Madarska do
Eurépskej unie (oznadili ju ako dar Mad arska Luxem-
bursku a zdpadnej Eurdpe). Z opatného pohladu mala
prispiet k zmene rezervovaného pohladu na vychodné
krajiny.2 V tejto rovine nedlo celkom o iba Zigmunda:

? PAULY, M.: Einleitung. Sigismund und Europa. In: Sigismund
von Luxemburg. Ein Kaiser in Enropa. Tagungsband des inter-
nationalen historischen und kunsthistorischen Kongresses in
Luxemburg, 8. — 10. Juni 2005. Ed. M. PAULY — F. REI-
NERT. Mainz am Rhein : Verlag Philipp von Zabern, 2006,
s. 3, 6 (dalej cit. ako Sigismund von Luxemburg 2006).
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1. Obdlka kataldgn vistavy. Repro: Sigismundus Rex 20006, ¢ d.
(v pozn. 1).

po mnohych storofiach sim sa stal inStrumentom
politicky zafarbenej aktualizicie. Jazykom disciplin
— dejin umenia a historiografie, ktorym pripadlo rea-
lizovat vystavu, by sa skér dalo hovorit o reviziz obra-
zu panovnika i o revizii obrazu umenia #igmundov-
skej doby, ¢m sa vlastne podujatie zaradilo do pradu
prehodnocovania a korekif, sprevidzajiiceho ich ak-
tudlny stav (a v pripade vystavy urenej Sirokej verej-
nosti potvrdzujicej aj ich pouZitelnost). V rdmci his-
toriografif novodobych stredoeurépskych 3tdtov, na
Gzemiach ktorych kedysi Zigmund vlédol, aj panovnik,
aj celd ¥igmundovskd doba sa ponimali Casto emo-
tivne (¢o naznadilo aj Genthonovo motto) i dost roz-
dielne — premietali sa do neho nacionalizujice pred-
sudky & diferencované ideologické stanoviska.

5 Kronika Jana z Turca. In: Kroniky stredovekého Slovenska. Stre-
doveké Slovensko ofami krdlovskych a mestskych kronikdrov. Bd. J.
SOPKO. Budmerice : Vydavatelstvo Rak, 1995, s. 162.

4 Mitwészet Zsigmond kirdly kordban 1387 — 1437. [Kat. vyst]
Ed. L. BEKE —E. MAROSI — T. WEHLI. Budapest 1987, zv.
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Zigmundovsk4 téma sa sice dotyka celej strednej
Eurdpy (51 rokov kraloval v Uborsku, 27 rokov bol rim-
skym krdlom, 17 rokov kraloval v Cechdch a 5 rokov bol
cisdrom — ako to vyrétal Jan z Turca vo svojej kronike
— Chronica Hungarorum — vydanej roku 1488),* ale
intenzita zdujmu o fiu nie je v stredoeurépskych kra-
jinch rovnakd. Azda najviac ju reflektovala madar-
sk4 medievalistika, kde aktudlna vystava nebola pr-
vym krokom tymto smerom. Predchédzala ju vysta-
va Umenie doby krdla Zigmunda 1387 — 1437 (Miivés-
zet Zsigmond kirdly kordban 1387 — 1437), viazand hned
dvomi okrihlymi virodiami — roku 1987, ked ju pri-
pravili, uplynulo 600 rokov od jeho ndstupu na uhor-
sky trén a 550 rokov od panovnikovej smrti. Hoci
nemohla obis¢ ani medzinarodny (eurépsky) kontext,
v ktorom sa Zigmund pohyboval, bola urtend skér
domécemu (madarskému) publiku. Vtedajsia vysta-
va sa mohla opriet o senzaéné nové nélezy kamennej
plastiky z Budina (odkryté 1974) a réamcovalo ju pros-
credie budinskeho krafovského paldca — tvoriace zdro-
veti aj siibor autentickych expondtov in situ (konala
sa v Budape§tianskom historickom muzeu). Stadie
v dvojzvizkovom katalégu® i vstava naznadili, Ze dlhé
obdobie Zigmundovho panovania nebolo umelecko-
historicky jednotné, ale bohato rozvrstvené: existovalo
v fiom vyhranené dvorské umenie i regionalne vyviny,
reagovalo na aktudlne medzinirodné pradenia.

V tvode jednej z metodologicky zésadnjch §tadif
katalégu, venovanej zigmundovskej dobe v madarske;j
historiografii umenia Ernd Marosi kon§tatoval, Ze toto
obdobie v Siadnom pripade nie je umeleckohistorickym
pojmom a bolo by omylom (hoci aj kvoli vystave ¢i vy-
rodiam) kongtruovat takyto chronologicky celok. TieZ
letopocty Zigmundovho uhorského vlddnutia nevy-
tvaraju periodiza¢né zlomy v dejinich uhorského ani
eurépskeho umenia — vymedzuji vSak urdity stav
i Gsek vieobecnych dejin, realitu urtitej doby a dejepis
umenia k nim md¥e pristpit cez orvorenefiie skimanie
vatahov medzi dejinami, kultiivon, mentaliton, nez sa kon-
centrovat len na kategdrie Stylu & epochy .’

U? figmundovskd vystava z roku 1987 korigova-
la aj star$ie pretrvévajice predsudky o jeho cudzoro-

I. Tanulmanyok; zv. 1. Katalégus (dalej cit. ako Milvészet Zsig-
mond kirdly 1987).

5 MAROS]I, E.: A Zsigmond-kor a magyar mivészettdrténeti-
rasban. In: Mivészet Zsigmond kirdly 1987, c. d. (v pozn. 4), zv.
1,s. 380.

.

dosti, ba nepriatelskosti vo¢i domédcemu, uhorskému.
Madarsky dejepis umenia prvej polovice 20. storodia
(aj neskdr) v dynastickom slede juZne (alebo uZie ta-
liansky) orientovanych tsekov vyvinu umenia Uhor-
ska a panovnikov (popri vynimocnosti heroickej, za-
kladatelskej arpadovskej epochy) pozitivne prijimal
zvladt Mateja Korvina a jeho ,,rand” renesanciu i Cias-
to¢ne Anjouovcov, s pritomnou protobumanistickou li-
nion, vychddzajicou z italského trecenta. Toto vplyvné
stanovisko o osobitej ceste uborskébo umenia, sformulo-
vané Tiborom Gerevichom, (akceptované aj inymi
historikmi umenia) metodologicky Cerpalo z wolffli-
novskych protikladov mediterdnneho a zaaplského,
bolo blizke nemeckym koncepcidm o odliSnosti ne-
meckej gotiky — Sondergorzk, hladalo tieZ typologické
spojitosti medzi jednotlivymi Stylmi a mentalitami
narodov.® Inou vplyvnou a opakovane skiimanou di-
lemou madarského dejepisu umenia sd vztahy medzi
dominujiicim centrom a ostatnymi teritériami stre-
dovekého Uhorska,” ktord sa na tseku Zigmundov-
skej doby modifikovala do rozdelenia krajiny na okruh
dvorského (budinskeho) a medtianskeho, videného
i ako ,proces roztrhnutia jednotného viviny umenia” (Pé-
ter Andrds). Tédto koncepcia (blizka Pinderovym poj-
mom Biirgerzeit/Kaiserzeit), naznacujica odliSnost, ba
v krajnom pripade cudzorodost dvorského prostredia,
prispela viak k diferencovaniu obrazu umeleckej si-
tudcie do viacerych vrstiev.® PozitivnejSie posddenie
zigmundovskej doby do madarského bddania vniesla
linia vychddzajica z Maxa Dvordka (Edith Hoffman),
nadvézujica aj na kultGrnohistorické pohlady obja-
vovatelov eurépskeho neskorého stredoveku, ako bol
Johann Huizinga. Jej milnikom sa stala potom prvé
sigmundovskd monografia — Krdl Zigmund a jeho doba
Henrika Horvétha, vydand k patstému jubileu panov-
nikovej smrti (1937), krord syntetizovala dovtedajsie
poznatky i metodologické aspekty (dvor versus mes-

¢ Tbidem, s. 382 n. Tibor Gerevich bol jednym z prvjch madar-
sk)’fchvbédatel’ov, ktorf sa zacali zaoberat internaciondlnym Sty-
lom. Stidiu o hronskobetiadickom oltdri Kalvérie (1923) na-
zval ale priznaéne — Tom4$ z KluZa prvy madarsky maliar ta-
bulovej malby (Kolozsvdri Tamds az elsé magyar képtibla-festd) a po-
vaZoval ho za uhorsku (resp. madarsk() odrodu internaciondl-
neho 3tylu (porov.: BAKOS, J.: Stav bddania o zadiatkoch ta-
bulového maliarstva na Slovensku. In: Ars, 1972/74, & 1-6, 5. 5).
7 Tento problém mé mnohotvérne podoby u jednotlivych ge-
nerdcif historikov umenia a celkom odli§nd podobu naSiel
u nemadarskych bidatelov (slovenskych, resp. Ceskych, ru-

2. Pieta 20 Sthin. Foro z vystavy: autor.

t4, talianske vztahy dvora, dynastickd diskontinuita
i kontinuita, a kultdrnohistorické prierezy politikou,
vkusom, diplomaciou, religiozitou, rytierstvom, atd.).?
Horvithovi najmi k Budinu a dvorskému okruhu
¢asto chybali konkrétne pamiatky, vychaddzal preto
zo §tidia rukopisov, pramerfiov, topografie: aj nim po-
citovand absencia dokladov sa zacala menit po druhej
svetovej vojne, ked sa postupne odkryval stredoveky
material (nielen zo Zigmundovskej doby), najmé ar-
chitektira, ale aj daliie druhy umenia — na Budine

munskych, atd.), ktorf sa tak isto nejakym spdsobom vyrov-
ndvali so vztahom umenia skiimaného regiénu (teritdria)
k centru. V slovenskej historiografii umenia Zigmundovské
obdobie ako celok nebolo skiimané s ddrazom na priviastok
v tomto pojme, posudzovalo sa skér ako sadast vSeobecného
historického rimca konkrétnych pamiatok. Podrobnejsi pre-
hlad dopadu tejto témy na slovensky dejepis umenia je vecou
dalsieho vyskumného zhodnotenia.

8 MAROSI 1987, c. d. (v pozn. 5), s. 385 n.

9 HORVATH, H.: Zsigmond kirdly és kora. Budapest 1937,s. 1 n.
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areal hradu, meStianske domy, na Visegrdde hrad.
Nové nalezy prindsali predovietkym problémy atri-
btcie, datovania, ale i hfadania zdrojov, rekon3truk-
cie vjvinovych procesov. Cudzost a kozmopolitnost
¥igmundovskej doby, vnimand skorsie ako Cosi pe-
jorativne, v hodnoteniach s pribidajicimi pamiat-
kami zo stredovekych centier sa zacala menit na za-
Heovanie do internaciondlneho kontextu a reagovanie
na stredoeurépske centrd — najmé Prahu ¢i Vieden.
Zvldst v parlerovskej a luxemburskej Prahe hladal
dlhorotny vedici budinskych vyskumov Liszlé Ge-
revich priame impulzy: najprv pre prvé tamojsi

nalezy stavebnej plastiky (1954)," potom i pre celd
$kilu tvaroslovia i dispoziéné typy (1958):"" dedi-
¢om Prahy sa nestala len viedenské huta pri kostole

10 GEREVICH, L. Prager Einfliisse auf die Bildhauerkunst der
Ofner Burg. In: Acte Historiae Artinm, 11, 1954, s. 51-61.

1t GEREVICH, L.: Mitteleuropdische Bauhtitten und die Spit-
gotik. In: Acte Historiae Artium, V, 1958, s. 241-282.

12 GEREVICH, L.: The Art of Buda and Pest in the Middle Ages.
Budapest 1971, 5. 83-84. Porov.: MAROSI, E.: Fiinfzig Jahre
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3. Poblad do vistavy, last Interna-
ciondina gotika. Foto: antor.

sv. Stefana (ako to vyplynulo z raktskeho bddania),
ale aj Budin. U Gerevicha sa takto otvorila otdzka
ndstupnictva umeleckych (i politickych) centier —
Budin, hoci len na kratky &as, na zaliatku 15. sto-
rotia, po Prahe ziskal osobité postavenie centra naj-
progresivnejsich pridov neskorej gotiky v zaaplskej
Eurépe (spolu s vjznamom centra Svitej riSe rim-
skej).’? L. Gerevich zohladnil sibeZné Ceské vysku-
my, ktoré mu poméhali utvirat budinsku chronolé-
giu. Podobne vysledky Ceského a slovenského bi-
dania, tykajiceho sa figmundovskej Bratislavy (V.
Mencl, A. Fiala, J. Bures, a inf) iniciovali v madarskej
literattre otazky, v akom vztahu boli Budin a Bra-
tislava — dve Zigmundovské sidla (napr. E. Marosi,*?
M. Cernd-Studnickovd').

Herrschaft Sigismunds in der Kunstgeschichee. In: Sigismund
von Luxemburg 2006, c. d. (v pozn. 2),s. 239 n.

13 Napr.: MAROSI, E.: Vorldufige kunsthistorische Bemerkun-
gen zum Skulpturenfund von 1974 in der Burg von Buda. In:
Acta Historiae Artium, XX11, 1976, 5. 373, pozn. 58; MARO-
SI, E.: A kirdlyi udvar épitészete Zsigmond kordban. In: Ma-
gyarorszdgi mivészer 1300 — 1470 koriil. Ed. E. MAROSI. Bu-

o

Zigmundovské vystava z roku 1987 bilancovala
najmi dovtedajSie madarské badanie (hoci do kata-
16gu prispeli aj zahrani¢ni — i slovenski — autori) a na-
stavila tak kritérid i pre posidenie novsieho projek-
tu. I ked kultarnohistorickou koncepciou prekrodila
prisny umeleckohistoricky rimec, v katalégu akcep-
tovala aj klasické triedenie podla druhov umeni. Uza-
tvéarala vystavny triptych'® mapujici uhorsky stredo-
vek — po¢nidc arpadovskymi kamendrskymi pamiat-
k;m1iv(l978),‘6 cez umenie doby Ludovita L. (1982)"
a? k Zigmundovi. Tento celok mal zrejmt dynastic-
ka periodizdciu, diferencovany geograficky rdmec
(dany pamiatkami z Gzemia dne$ného Madarska na
arpédovskej vystave, na dal§ich expondtmiss uhorsky-
mi vizbami prekrodil aj hranice stredovekého Stdtu),
menej proklamoval vieobecné Stylové kritérid a kon-
centroval sa viac na historické epochy: vZdy viak akcen-
toval odkryvanie, pozndvanie osobitosti,'® §pecifickosti
kultdry a ich potvrdzovanie — ako to kodifikuje ma-
darsky dejepis umenia v rdmci svojich zdkladnych
dloh. V pripade Zigmundovskej vystavy tazbou bolo
spritornrvlit’ obraz (prostredia dvora a Budina), akym sa
chvdlil Zigmund pred diplomatmi a panovnikmsi, o ho
navitivili, a ktory pochvalovali silasnici."

Budapestiansko-luxemburskd vystavu v medzind-
rodnom vyskume predchddzali expozicie umenia oko-
lo roku 1400 (Europiische Kunst um 1400, Vieder
1962), parlerovskd vystava (Die Parler und der Schone
Stil 1350 — 1978, Kolin 1978), na ktoré sa odvoldva
iImre Takdcs, zostavovatel kataldgu a veduci kurd-
torského kolektivu vo svojom dvode.* Na oboch (este
pred prvou Zigmundovskou vystavou) sa prezentova-
li aj pamiatky so Zigmundovskymi vztahmi— vo Vied-
ni-napriklad predmety savisiace s Dra¢im rddom,
v Koline sa do eurépskych reldcif uvddzali uz aj néle-

dapest 1987, zv. 1., 5. 571 n.; MAROSI, E.: Készobriszat.
A budai var Zsigmond kori szobrai és rokonai. In: Ibidem,
$:-584; ai.

1 CEI.{NA—STUDNICKOVA, M.: A miivészeti élet és kapcso-
latai Pozsonyban, Zsigmond kirdly uralkoddsdnak idején. In:
Ars Hungarica, X11, 1984, &. 1, 5. 29-49.

Y MAROSL, E.: El6sz6. In: Mivészer Zsigmond kirdly 1987, c. d.
(v pozn. 4), zv. 1,s. 11.

6 A’rpzfd—,éori kdfaragvinyok. [Kat. vyst.} (= A Székesfehérviri
Istvén Kirdly Mizeum kdzleményei, D. sorozat, 121. sz.). Ed.
M. TOTH — E. MAROSI. Székesfehérvir 1978.

4. Hans Multscher: Zigmund ako nhorsky krdl, z fasidy radnice
v Ulme. Foto: autor.

7 Miivészet 1. Lajos kordban 1342—1382. {Kat. vyst.} Ed.
E. MAROSI -~ M. TOTH — L. VARGA. Székesfehérvir 1982.

18 MAROSIL, E.: A 14. szdzadi Magyarorszdg udvari mivészete
és Kozép-Eurdpa. In: Msivészet 1. Lajos kordban 1342 — 1382...,
c. d. (v pozn. 17), s. 52.

Y MAROSI, E.: El8sz6. In: Mdvészer Zsigmond kirdly 1987, c. d.
(v pozn. 4), zv. I, s. 12.

20 TAKACS, 1.: Szerkesztdi elészé. In: Sigismundus Rex 2006,
c. d. (v pozn. 1), nestr.
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. Klenba spodného podlatia kaplnky sv. Jana pri frantiskdnskon kos-
tole v Bratislave. Foto: autor.

zy budinskych séch;? obe predovietkym davali vy-
stavnd formu fenoménu umenia okolo 1400, zndme-
mu dovtedy z umeleckohistorickych spisov. Nasledo-
vali ich daliie vystavy, ale najmi poletné $rtdie, ski-
majiice geografické, autorské vztahy a iné aspekty in-
ternaciondlnej gotiky, i tak v jej poznani (a vystavnom
propagovani) zostalo mnoho neistjch, problémovych
miest. V Gvode katalégu 1. Takdcs spomenul prave
zatienenie Zigmundovich aktivit sldvon okolo jeho orca,
Karla IV., v porovnani s ktorym sa tieto javia takmer
ako nezndme, zdhadné i prekryté negativnou histo-
rickou zaujatostou.?? Ak skorSia vystava z roku 1987
usilovala rehabilitovat a zakotvit Zigmunda a jeho

2\ Enropésische Kunst um 1400. [Kat. vyst.} Wien : Kunsthistorisches
Museum, 1962, napr. & kat. 509 (strieborny znak Dratieho rddu
2 Betlina), & kat. 536 (vy$ivany znak Draieho radu z Norimberka),
¢ kat. 583 (dukét krila ngunda); ku Kolinu: MAROSI, E.
Bemerkungen zur Architekeur und Bauskulptur der Parlerzeit
in Ungarn. In: Die Parler und der Schine Stif 1350 — 1400. {Kat.
vyst.} Ed. A. LEGNER. Kaln 1980, 2v. IV, s. 132-140.
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dobu v uhorskom kontexte, tak aktudlna jednoznac-
ne ho postvala a vkladala do eurépskych reldcii. Usi-
lim bolo odstrénit doterajdie nedorozumenia a roz-
poznat rozli¢né strénky jeho osoby, panovania, zduj-
mov, i pri vedom{ nenahraditelnych strit diel, najmé
z prostredia budinskeho dvora, keory podla dobovych
svedectiev patril k panovaikovym ambicidm a prio-
ritim. Rekon3trukciu obrazu — Zigmundovskyjch cen-
tier, umenia dobového Uhorska i ¢asti Eurépy —z roz-
tratenych, torzovitych pamiatok prirovnal text vstup-
nej katalégovej zdravice k objavovanin Atlantidy (jej
autorom je madarsky prezident L. Sélyom),” o moz-
no je basnickou nadsazkou i propaga¢nym sloganom,
ale sama vystava svojou jasnou dramaturgickou kon-
cepciou a gradiciou takyto obraz postupne odkrjva-
la. Vsadilo sa na originaly a tsilie ziskat ddlezité, $pic-
kové diela (nie ako roku 1987, kedy ich nie raz na-
hrédzali fotografie a iné dokumenty). Koncept vystavy
sa spdja s menami Ernd Marosi a Roland Recht
a rokom 1996, naplnil ho potom medzinirodny tim
$pecialistov s vedicim I. Takdcsom a realizovala no-
vozriadend produkénd kanceldria. Vystavu a katalég
predchddzal pripravny historicky a umeleckohistoricky
kongres v Luxemburgu (jin 2005) so zbornikom.*

Vystavu uvédzala kapitola, predstavujica niekol-
ko uké¥ok vrcholov neskorého anjouovského ume-
leckého dedi¢stva: luxusné zlatnicke diela z uhorske;j
kaplnky v Aachene, anjouovské koruny, novsie ziste-
né kamenné plastika z Pécsu, ndhrobok Kazimira
Velkého z Wawelu s uhorskymi stvislostami — mali
naznadit situdciu, do ktorej vstupoval mlady Zigmund
po prichode do Uhorska. Prvé roky jeho panovania
ukazuji kontinuitu s predchddzajicim obdobim vo
vykone moci a jej atribtitoch — napriklad v typoch pe-
tatii celkovom charaktere umenia. Za patréna si zvolil
doméceho svitca — rytiera i bojovnika — sv. Ladisla-
va, legitimujiceho kontinuitu s uhorskou minulos-
tou i neskorSie vladarske skutky. Nechal sa aj pocho-
vat v blizkosti hrobu svojho patréna, vo varadinskej
katedrale, podobne ako predtym i jeho prvd manZel-
ka Miria, dcéra krdla Ludovita 1.

2 TAKACS 2006, c. d. (v pozn. 20), nestr.

2 SOLYOM, L.: Elész6. In: Sigismundus Rex 2006, c. d. (v pozn.
1), nestr.

4 Sigismund von Luxemburg 2006, c. d. (v pozn. 2).

Anjonovsky proldg si zasluhuje pozornost nielen pre
zhromaZdené oslnivé (mdélo putujice) expondty zlat-
nictva, ale aj pre nové, korigujice hodnotenia tohto
obdobia, najmd dvorského prostredia a jeho miesta
v stredoeurdpskych reldcidch, ¢im vlastne sa nadvia-
zalo na koncepciu prezentdcii epdch uhorského stre-
doveku a zohladnil sa eurépsky videny vyznam rodu
z vystavy vo Fontevraud.”

Anjouovské a Zigmundovské obdobie si v Uhor-
sku analogické oneskorenymi mocenskymi i umelec-
kymi ndstupmi. Historickd hranica je medzi nimi
nejasnd: mdze to byt rok Ludovitovej smrti (1382),
nastup Zigmunda na trén (1387) i rok smirti jeho an-
jouovskej manzelky (1395). Celé 1l4’ storoCie je anjo-
uovské — v jeho ramcoch zadina i Zigmund, eSte bez
ambicif i bez ddvodu Cosi menit: rakouto dvahou za-
¢ina svoju §tudiu o neskorej faze Anjouovcov Imre
Takécs.?® V madarskej historiografii umenia takmer
pre celd druht polovicu 14. storodia (nie az tak dav-
no) sa zaviedol pojem stredoenripsky 5tyl,*’ (ktory svo-
jimi nepresnymi hranicami sa ukdzal ako vhodny in-
$trument aj vo vzfahu k dejindm), predchddzajici
svojimi stredoeur6pskymi paralelami a zakotvenim
internaciondlnu gotiku.

Ako neskorsie Zigmundovské, aj anjouovské sidla
dvora a dvorské umenie sa zachovali torzovite (a re-
konStruujt sa mozno este s vid§imi ta¥kostami), pred-
sa v8ak naznaluju, Co reflektovali (a tieZ aké st sa-
radnice stredoeurépskeho $tylu). Rezidenéné hrady vo
Visegrdde a Budine v zdkladnej $truktire oddelovali
palédcova kaplnku (capella regia) od paldca — tento
model mé funkéné korene v ParfZi, ale pouZité sta-
vebné formy pochddzaji z repertodru domicich diel-
ni. Néro¢nejSie detaily viak — ako visegrddska stud-
fia — sa eSte doneddvna odvodzovali z ¢eského Koli-
na, noviie ale z Freiburgu a Svdbskeho Gmiindu
(z rovnakého zdroja ako Cerpal aj Peter Parler pre
kolinsky farsky kostol).?® Posuny nastali aj vo filidcii
neskorych ludovitovskych vidieckych hradov, Diés-

gydru a Zvolena. V kataldgovych hesldch sa spéjajt

 L'Europe des Anjon. Aventuve des princes angevins du XIII aun XV*

siécle. {Kat. vyst.} Ed. G. MASSIN LE GOFEF. Paris : Fonte-
vraud, 2001.

26 TA.KACS, L: Kirdlyi udvar és mivészet Magyarorszdgon a késdi
Anjou-korban. In: Sigismundus Rex 2006, c. d. (v pozn. 1), s. 68.

7 Porov.: Magyarorszdgt mibvészet 1300— 1470 kéril... . d. (v pozn. 13).

6. Torzo figiiry apoitola z budinskebo ndlezu. Foto: autor.

so severotalianskymi mestskymi hradmi (E. Marosi),”
ale i viedenskym Hofburgom (I. Takdcs),* s ktorym
md Zvolen pribuzné proporcie a situovanie kaplnky

8 TAKACS 2006, c. d. (v pozn. 26), 5. 71.
¥ MAROSI, E.: Diésgydr, kirdlyi varkastély (kat. 1.36); MA-
ROS, E.: Zélyom, kirdlyi virkastély (kat. 1.37). In: Sigismun-

dus Rex 2006, ¢. d. (v pozn. 1), 5. 114 n.

30 TAKACS 2006, ¢. d. (v pozn. 26),s. 71 n.
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7. Stavebnd keramika % bradu v Budine. Foto z vistavy: autor.

(slovenské badanie ich chdpe ako vysledok rozli¢énych
vplyvov).?' Problémom Zvolena (mozno aj klacom
k nemu) zostdva nadalej kaplnka, o ktorej si zndme
zékladné danosti (dvojpodlaznost, empora, Clenenie
stien a kéla tvaroslovia), ale publikované (zvlast kres-
bové) pokusy o jej rekonstrukciu vyznievaji privelmi
hypoteticky a¥ polemicky, bez stanovenia prijatelnej-
%ich analégi{.?? Do malych priestorov kaplnkovych
dispozicii po¢as 14. storocia sa sustredovali formové
architektonické experimenty, ktoré ale majd Casto
vysvetlenie vo funkcidch a vjzname stavby (Co moz-
no dolo¥it prikladmi z nemeckého i rakiskeho pros-
tredia). V pripade zvolenskej kaplnky zatial uniké aj
objasnenie tejto podmienenosti.

Oproti velkorysym koncepcidm hradnych sidel st
stibesné sochdrske pamiatky z dvorského okruhu len
skromné (zvlast v porovnani s Prahou a Viedfiou), ale
pomerne kvalitné. Takdcs tu sice spomenul ddvnu,

31 §IMKOVIC, M. ~ BONA, M.: Opevnené sidla za vlddy An-
jouovcov. In: Dejiny slovenského vitvarného umenia — Gotika, Ed.
D. BURAN. Bratislava 2003, s. 90 (dalej cit. ako Gotika 2003).

3 GOJDIé, I.: Kaplnka Zvolenského zdmku —akd je a akd bola.

In: Pamiatky a mized, 1995, &. 4, s. 26-31; MATUSCAK, J.
Kaplnka zvolenského zdmku — gotickd etapa. In: Archaeologia
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stale aktualizovand anjouovskd tému madarského
dejepisu umenia, bratov Martina a Juraja z KluZaa ich
sochu sv. Juraja z prazskych Hrad¢ian, ale neotvoril
ju. Ststredil sa na produkciu pecati, ktorej sa sim
predtym badatelsky dlhodobejsie venoval. Stidium
pedati zo strany dejin umenia nie je tak Casté, prinies-
lo (okrem iného) pozoruhodné vysledky v skimani
figurlnej typoldgie, ikonografie, ktoré tito sféru pre-
péjaji aj s monumentdlnymi druhmi. I na zdklade
rozboru vzdjomnych vzéahov réznych disciplin (vra-
tane pedatf) sa pred ¢asom podatilo nanovo usporia-
dat chronoldgiu viedenského sochdrstva po polovici
14. storotia a zva¥it poziciu Viedne vodi inym eurdp-
skym centrdm.? Viaceré odtiene viedenského sochar-
stva tohto obdobia, najmi z okruhu franctzsky orien-
tovanej dielne minoritského kostola (Minoritenwerk-
statf) si zrejme rozhodujice pre mald skupinu ka-
mennych fragmentov (reliéfy prorokov, figru anjela,

bistorica, 25, 2000, 5. 257-266; SIMKOVIC, M. —FIALA, A.:
Zvolen — hrad, tzv. Zvolensky zdmok (kat. 1.1.14). In: Goitka
2003, c. d., (v pozn. 31), 5. 587-588.

% SCHMIDT, G.: Skulptur: In: Gotik. Geschichte der bildenden
Kaunst in Osterreich I1. Ed. G. BRUCHER. Miinchen — London
— New York : Prestel, 2000, s. 308 n.

8. Anjel zo skupiny Zvestovania, terakota. Repro: Sigismundus Rex
20006, c. d. (v pozn. 1), 5. 317.

madonu), pévodne z oltdra v maridnskej kaplnky pri
katedrdle v Pécsi, ktora patri k najnoviim anjuovskym
ndlezom. Jeho objedndvatelom bol Viliam z Berzau-
bernu, tunaj¥{ biskup (identifikovany prostrednictvom
erbu a pecate), blizky dvoru (s funkciou tajného kan-

" TAKACS 2006, c. d. (v pozn. 26),s. 77 n.

& R?ZNOWSKA-SADRAEI, A.: Nagy Kdzmér lengyel kirdly
(1333~ 1370) siremiéke (kat. 1.28). In: Sigismundus Rex 2006,
c.d. (v pozn. 1), s. 107 n. Predchadzajice madarské bddanie

9. Maskardnové konzoly zo Zigmundovskej prestavby hradu v Bratislave.
Foto: antor.

celara). Fragmenty z Pécsu svojim spiritualizovanym
nmystickym realizmom naznatuji jednu — viedensko-fran-
clzsku — liniu, akym smerom mohol byt orientovany
dvor.** K nej patria aj doklady sarkofdgového sochér-
stva, obohatené novymi nélezmi fragmentov zo Szé-
kesfehérvdru i zo Siklésa (ndhrobok Mikuldsa Gor-
janského — de Gara), ktoré vytvorili z doméceho Cer-
veného vipenca (tzv. erveného mramory), tazeného vo
vrchoch nedaleko Ostrihomu. Tento materidl pouZili
aj na Casti ndhrobku Kazimira Velkého v Krakove,
pre ktory sa hladali politické, a teraz aj formové spo-
jitosti v ludovitovskom Uhorsku.?

Druhy prad, z ktorého ¢erpalo anjouovské sochdr-
stvo ma juhonemecké korene v dvorskom okruhu
Ludovita Bavorského a v plastike mestskych kosto-
lov tohto rozsiahleho regiénu. NajdéleZitej$iu pamiat-
ku tohto druhu — lettner z cistercidnskeho opdtstva
v Pilisi spdja literattra s opdtom Henrichom, ktory
v sluzbdch dvora posobil na nemeckom Gzemi ako

bolo v oblasti formovych vztahov tohto ndhrobku k Uhorsku
zdrzanlivejsie. Porov.: MAROSI, E.: Pentimenti. Korrekcidk
a 14.-15. szézadi magyar miivészet képén. In: Koppany Tibor
hetvenedik sziiletésnapjdra. Mitvészettirténet — Mitemlékuvédelem, X.
Budapest 1998, s. 101. ’
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10. Konzola z Nového Mesta nad Vihom. Repro: Kodotiovd 1984,
c. d. (v pozn. 706).

diplomat (zriadoval aj uhorskd kaplnku v Aachene).*
Datuje sa do obdobia okolo 1360, ¢o naznaluje, Ze
$irenie juhonemeckych slohovych prvkov do stredo-
vychodnej ¢asti Eurdpy sa nedialo len prostrednic-
tvom parlerovskej Prahy, ale prebiehalo paralelne.’’
Sprostredkujica tloha Rakdska a Viedne v tomto

36 TAKACS, 1.: A gétika mithelyei a Dundntilon a 13.-14. szd-
zadban. In: Pannonia Regia. MGvészet & Dundntdlon 1000 — 1541
! Kunst und Architekinr in Pannonien 1000 — 1541, {Kat. vyst.}
Ed. A. MIKO - 1. TAKACS, Budapest 1994, s. 29 n.; tie¥
katalégové spracovanie nalezov z Pilisa — TAKACS, L.: Kéru-
srekesztd toredékei, Pilis. In: Ibidem, s. 264-269 (kat. IV-33).

3 TAKACS 2006, c. d. (v pozn. 26), s. 78.

3% SUCKALE, R.: Die Hofkunst Kaiser Ludwigs des Bayern.
Miinchen : Hirmer, 1993, s. 147 n.

» CERNA-STUDNICKOVA 1984, c. d. (v pozn. 14), 5. 37 n.
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procese nie je eSte celkom objasnend,” ale zrejme
mozn4, o mozno naznalit prikladom kaplnky sv. Jana
pri frantiSkdnskom kostole v Bratislave, ku ktorej sa
via¥e dondcia me§tianskych Jakubovcov (1361)
a k nim zase tizke (ba legenddrne) kontakty s dvorom.
U# v skor3ej literattre ku kaplnke sa uvaZovalo, Ze ju
nemozno vysvetlit len vzeéahmik umeniu Viedne okolo
polovice 14. storodia (kam patsi jej portal, vychida-
juci z tamojsich minoritov) a $irSie k Rakuasku (v type
architekttry). Vyskytuja v nej aj prvky z neskorsieho
rakiskeho vyvinu (visuté svorniky, paneldcie stien)
z doby okolo 1400 i motivy ornamentiky z Viedne
presne neodvoditelné, poukazujiice na juhonemecké,
norimberské vzory (Franenkirche) — konzola s divym
muZom v rdmci portélu s viedenskymi minoritskymi
vychodiskami. Novs{ pokus Sz. Pappa (v katal6go-
vom hesle) vyrovnat sa s touto $kdlou prvkov aich
viedenskou chronolégiou odmietol predstavu o dlho-
trvajicej, pomalej vystavbe, presahujicej az do Zig-
mundovskej doby,” a bratislavskej stavbe (vdaka jej
jedinému, mimoriadne schopnému architektovi) prisudil
tlohu predchodcu (vodi Majstrovi Michelovi) a nie jeho
nasledovnika: azda vdaka poznaniu juzného Nemec-
ka, alebo anjouovskych dvorskych (torzovitych) sta-
vieb.* Odhliadnuc od toho, Ze motiv divého muzZa je
zndmy z Viedne v inej, modifikovanej podobe (hoci
pomerne zavasu, azda okolo polovice 14. storolia)
a s diskutovanou vn#tornon viedenskou chronolégiou
(prvenstva uplatnenia bud v kostole augustinidnov
alebo déme sv. Stefana),*! kaplnka pri franti$kdnoch
nie je homogénna ani vytvarne, nie je jednozna¢nd
ani funkciou. Zacali ju stavat ako rodové pohrebisko,
ale musela dostat aj iny el — naznacuje ho svornik
s otvorom uprostred v klenbe spodného podlazia,
doteraz nepoviimnutd zmienka o Kristovom hrobe
u Mateja Bela® i kulisa priedelia s naddimenzovanym

4 PAPP, Sz.: Pozsony, ferences templom, Szent Janos-kdpolna (kat.
1.39). In: Sigismundus Rex 2006, c. d. (v pozn. 1), s. 118-121.

4 ZYKAN, J.: Zur Bauplastik von St. Stephan. In: Osterreichis-
che Zeitschrift fitr Kunst und Denkmalpflege, 22, 1968, s. 14-15.
Porov. tie¥: ORISKO, §.: Trnava — Bratislava — Viedefi — sta-
vebn plastika farského kostola sv. Mikulda v Trnave. In: Pocta
Karolovi Kabounovi, Stvislosti slovenského umenia. Jubilejny zbor-
ntk 3. Ed. §. ORISKO. Bratislava 2006, s. 53.

4 [BEL, M.}: Bratislava Mateja Bela. Vijber z diela Notitia Hun-
gariae novae bistorico-geographica. 1., Il. zv., vydaného r. 1735 —
1736 vo Viedn:. Bratislava 1984, s. 58.

portalom a jeho ikonografia. Aktivita Jakubovcov este
¢akd na kritické spracovanie, poukazuje viak na rasti-
ci vyznam miest v anjouovskom obdobi. Bratislava
sice vzdialend od krdlovského centrdineho rizemia,® mala
viak podobné umelecké pribuzenstvo, kroré siahalo aj mimo
dvora — ako to dokumentuje novostavba hronskobe-
tiadického kldstorného kostola, déleZitd pre regién
i ako pamiatka s autentickym liturgickym zariadenim
(s kamennymi retdbulami, lettnetom) na rozhran{ an-
jouovského a Zigmundovského obdobia.*

Ludovitovské dvorské umenie vyznieva presved-
&ivo z luxusnych zlatnickych predmetov, votivnych
obrazov, ktoré darovali do putnickych miest (Maria-
zell, Aachen), alebo slizZili politickej reprezentécii. St
zvycajne spofahlivo podloZené aj prametimi a identi-
fikovatelné heraldicky i ikonografiou. Aj v tejto ob-
lasti dochddza k novym nélezom i atribticidm, pri zva-
zovani uplatenych zlatnickych technik a vyzdobnych
motivov, ale aj historickych a ndlezovych okolnosti,
co katalég vystavy ilustroval prikladmi koruny a vla-
ddrskeho jablka, pochddzajicimi azda z krélovskych
hrobov (Zigmunda a jeho manZelky) vo Varadine,
kroré ale vznikli sndd skér, v anjouovskych dvorskych
dielfiach.®

Vlastnd tému vystavy zahajovali a# portréty pa-
novnfka: Zigmundova ndpadnd fyziognémia, dopl-
nend pretrvavajicim atribtom — koZusinovou iap-
kou je zndmou st¢astou pociatkov portrétneho ¥anru
v eur6pskom umeni. V tomto zmysle ho predstavila
aj katalégovd $tidia Gotza Pochata o zrode portétu®
i sumarizdcia Vilmosa Tétraiho o jeho vyobrazniach
na talianskej pode.” Vedla autentickych Pisanello-
vych kresieb (dnes v Louvri), zrejme pripravnych né-
¢reov ,,podla modelu” pre malbu, Zigmundov por-
trét vo forme propagandistického obrazu maloval
neskdr Diirer, objavil sa v rade séch panovnikov na
prieCeli radnice v Ulme (Hans Multscher), ale aj
v mnohych rukopisoch, kronikdch, zaznamendvaja-
cich jeho G&ast na koncile v Kostnici, pocas eurdp-

® TAKACS 2006, c. d. (v pozn. 26), s. 78.

“ Porov.: TAKACS, I.: Garamszentbenedek, bencés apatsdgi
templom (kat. 1.38). In: Sigismundus Rex 2006, c. d. (v pozn.
1),s. 116-118.

E TAKACS,. L: Korona téredéke (kat. 1.3). Orszdgalma (kat.
1.4). In: Sigismundus Rex 2006, c. d. (v pozn. 1), s. 94-95.

11. Konzola klenby empory, kostol Maria am Gestade, Viedess. Foto:
antor.

skych ciest, v spisoch venovanych vojenstvu (ktorjch
doklady zaclenili aj do dalSich &astf expozicie).
Zvlastnu oblast Zigmundov;’rch portrétnych vy-
obrazeni predstavuja kryproportréty — uisie ties identi-
fikainé portréty, v keorych byval stotoZtiovany s obraz-
mi svojich patrénov — sv. Zigmundom i sv. Ladisla-
vom, alebo ho zobrazovali v rimci biblickych i histo-
rickych udalosti ako priameho iastnika. Takéto skryré
portréty neodrézali iba prejavy vdaky panovnikovi, ale
napomihali aj aktualizovat zachytené deje. Zigmun-

% POCHAT, G.: A portzé szitletésérél. In: Sigismundus Rex 2006,
c. d. (vpozn. 1), s. 124-142.
“ TATRAL V.: Luxemburgi Zsigmond alakja kordnak irdliai

mutvészetében. In: Sigismundns Rex 2006, ¢. d. (v pozn. 1), s.
143-152.
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12. Socha sv. Heleny z Trnavy, siiéasny stav. Foto: autor.

dove kryptoportréty st vskutku mimoriadne pocet-
né a ich zndmy pocet zrejme nie je konecny. Novsie
D. Buran identifikoval v maliarskom cykle Legendy

‘8 BURAN, D.: Die Wandmalereien in Riffian und Sigismund
von Luxemburg. Uberlegungen zu einer kirchenpolitisch
motivierten Ikonograpie um 1400. In: Sigismund von Luxem-
burg 2006, c. d. (v pozn. 2), s. 301-318.

4 MAROSI, E.: Reformatio Sigismundi. Mvészeti és politikai
reprezenticié Luxemburgi Zsigmond kérnyezetében. In: Si-
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sv. Kri¥a z juhotirolského Riffiana dal$i, predstavu-
jci Zigmunda ako cisira KonStantina.*® Aj na stred-
nom obraze oltdra Kalvéarie z Hronského Beriadika,
ktory roku 1427 namaloval Tomd$§ z Kluza,
v rimskom stotnikovi pod kriZom sa hfadd Zigmund.
Tento detail jedného z klicovych diel celej epochy
priliehavo zvolili aj za emblém vystavy.

O Zigmundovych portrétoch, Zigmundovskej iko-
nografii a jej typoch existuje rozsiahla literattira, na-
zerajlica na vyobrazenia z rdznych aspektov. E. Ma-
rosi v jednej zo vstupnych katalégovych $radif ich
skimal v $irfom kontexte politickej a umeleckej re-
prezentdcie — na panovnickych pecatiach, aktualizu-
jicich uhorské a ri¥ske tradicie a ich premeny, dalej
z hladiska popularity v ilustrovanych spisoch zo sféry
dobovej publicistiky, kde sa vytvérali predpoklady aj
pre masové rozsirenie portréeu. Ich désledkom bolo
i stoto¥nenie Zigmundovej podoby (typu) s idedlnym
obrazom cisara (vladdra). Portrée (poletné portréty)
ako prostriedok a forma (panovnikovej) reprezentd-
cie obsiahol v sebe prvky individualizmu, zmeny v hie-
rarchizdcii druhov, premeny vztahu k realite i v cha-
pani moci. Problematika portrétu v Marosiho seadii®
tvori si¢ast zameru postihniit obraz panovnika a jeho
panovania, ktory spaja s pojmom reformy — Reformatio
Sigismundj. Tento pojem, prevzaty z dobového politic-
kého spisu,*® zaznamendvajiceho Zigmundove pred-
stavy a zdmery, bol siastou primdrnej idey (z roku
1996) usporiadat nanovo (reformovat) Zigmundovski
vystavu.

Pojem fungoval aj v slede vystavy: Zigmund po
nastupe na uhorsky trén po Anjouovcoch najprv sice
prevzal zavedent florentsky orientovani mincovnic-
ku prax, ale reformoval ju (podobne ako to plati aj
pre typolégiu pedati), aj stavba jeho sidla v Budine
mala anjouovsky ziklad, ale po stabilizovani moci
prikrocil k radikdlnym tpravdm hradu a jeho rozsi-
reniu o nové opevnenie, zdhrady, reprezentacnt sied.
Préve od prezentovania tohto sidla sa odvijala roz-
siahla ¢ast (expozicie a katalGgu), venovand dvoru.

gismundus Rex 2006, c. d. (v pozn. 1), 5. 24 n.

% Anonymny spis Reformatio Sigismundi vznikol kritko po Zig-
mundovej smrti, okolo roku 1439. Jeho vydanie z roku 1484
bolo sti¢astou kataldgu vystavy: MAROSI, E.: Reformatio Si-
gismundi (kat. 5.41). In: Sigésmundus Rex 2006, ¢. d. (v pozn.
1), 5. 469.

13. Socha sv. Heleny z Trnavy, stav 1980. Foto: Archiv Pamiatkového
dradu v Trnave.

Zigmundov budinsky paldc zanikol, jeho pddorys
v hrubych rysoch je zndmy z archeologickych vysku-
mov. Od zadiatku odkryvov v roku 1948 i predtym
vzniklo v literatire viac pokusov o jeho rekon3truk-
ciu i zhodnotenie, raz exaktnejiich, inokedy odvés-
nejSich, vidy sa stali predmetom polemik. Novy po-
kus Sandora Tétha’! (akoby chcel na ne pozabudniit)
vracia sa k najstar§im (najautentickej$im) pramefiom
— k prvym budinskym vedutdm (1493, 1541)
a k (s vedutami stivekjm) opisom paldca od Antonia
Bonfiniho a Caspara Ursina Velia, ktorf este videli ne-
skorostredoveky hrad (Bonfini bol v sluzbach Mateja

* TOTH, S:: A budai kirdlyi palota épiiletei a Zsigmond-kor-
ban. [n: Sigismundus Rex 2006, c. d. (v pozn. 1), s. 200 n.

** MAROSI, E.: Zsidmond kirily Avignonban. In: Ars Hungari-
c, XI1, 1984, .1 5. 13 n.

14. Socha sv. Heleny z Trnavy, stav 1965. Foto: Archiv Pamiatkového
diradu v Trnave.

Korvina a Vladislava II., Velius Ferdinanda 1.). T6th
ich potom konfrontoval so zistenym pddorysom
a stavebnymi zvySkami — vysledok je pomerne skep-
ticky. Hoci sa vie, Ze Zigmund ziskal nakresy ¥pitdlu
v Siene (Ospedale della Scala) a papezského paldca
v Avignone,” genéza typu a Stylovych prvkov hradu
zostdva nie celkom jasnd: niektoré prvky odkazuji
k inym budinskym stavbiam (kostol Panny Mirie),
k postupnym fdzam koSického dému, k Prahe
i Karl§tejnu.”

Do archeologického materidlu, pévodom zo Zig-
mundovho budinskeho hradu (bez podrobnejsich ko-

% TOTH 2006, c. d. (v pozn. 51), 5. 212.
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mentéarov) vystavne zaclenili aj maly stbor terakoto-
vych stavebnych dielcov (slepych kruZieb, obklado-
vych prvkov), ktoré st len malou ukdZkou spomedzi
priblizne 800 kusového fondu,** obsahujiceho aj tse-
ky pripor, dekorativne rdmovania otvorov. T4to p6-
sobivd stavebnd keramika podnes nemd ustélené za-
radenie — koliSe od 13. storo¢ia (napr. u L. Gerevi-
cha, ktory ju e$te dalej rozdelil do viacerych i neskor-
$ich obdobi) aZ po rant korvinovskd renesanciu (J.
Balogh). Vidy sa v§ak povaZovala za stcast talian-
skych vplyvov, novsie i za prejav internaciondinych vzta-
hov dvora, dne$né datovanie do poslednej $tvrtiny 14.
a na zaciatok 15. storoia ju nespéja priamo s kon-
krétnym panovaikom.?

Z vyzdoby hradu a prilahlého prepoitského kos-
tola sv. Zigmunda pochédza aj rozsiahly stbor ka-
mennych s6ch, na ktorom pracovali sochdri rozli¢né-
ho $kolenia. Vizby k ich zdrojom vystava nizorne
dokumentovala porovnanim s francizskym dvorskym
umenim (André Beauneveu a jeho okruh) i rakiskou
plastikou krdsneho slohu (Majster z Grosslobmingu).
Genéza sbch, poskladand historikmi umenia na stran-
kach $tidif sa zmenila na efektnd inscenovant expo-
ziciu, v ktorej sa stretli a zoradili diela (a majstri) v ich
predpokladanych vztahoch. Torzd plastik a dalsie
fragmenty odkryli archeologicky zasypané vo vrstvich
jednej z pivnic budinskeho aredlu (L. Zsolnay, 1974),
nasledne re§taurovali a identifikovali v nich viac ako
60 figar a hldv (E. Szakdl) a zakrdtko vystavili a po
prvy raz publikovali (E. Marosi, 1976, stbeine s ar-
cheolégom a reStaurdtorom).

Plastiky vytvdraji viaceré skupiny z hladiska roz-
merov, sochdrskeho pristupu i ikonografie. Ndlez réz-
ne zmenil dovtedy matny obraz o stredovekej plasti-

 VEGH, A.: Lapidarium Hungaricum 4. Budapest 1. Budai kivd-
byi palota 1. kizépkori idomtégla tiredéket. Budapest 1998.

5% Ibidem, s. 42 n.

*6 RECHT, R.: Bevezetd. In: Sigismundus Rex 2006, c. d. (v pozn.
1), s. 3.

7 SCHWARZ, M. V.: Zsigmond viziGja a kirdlyi udvarrél: szobrok
a budai palotdhoz. In: Sigismundus Rex 2006, c. d. (v pozn. 1),
5. 225 n.

* Rozdielne ndzory na ten isty problém sa objavuji aj inde

v kataldgu. Napriklad katalégové &slo o zndmom Zigmundo-
vom portréte z Viedne md pripojené dve odli§né hodnotenia,
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ke Budina, od jeho zverejnenia podnes (i v medziné-
rodnom vyskume) sa dopliiaji poznatky o tomto
komplikovanom celku. Aktudlne Roland Recht (v
katalégovom vstupe) vidi ich v§znam v tom, Ze #moz-
niujil poblad do uriitef epochy, v krorej prebichali viznam-
né zmeny®® — nemal by sa v nich hladat len vysledok
(jeden z vysledkov), ale procesy premien stredoveké-
ho sochédrstva. Nad inou strinkou problému zauva-
Zoval v metodologicky ladenej eseji M. V. Schwarz:
tyka sa vzdjomne prepletenych otdzok vyZarovania
a prijimania, mainstreamu a vynimoclnych diel, poli-
tickych a umeleckych priideni, ktoré maja svoje pro-
tichodné podoby v niektorych naciondlne zaujatych
stanoviskdch stredoeurépskych dejepisov a dejepiscov
umenia vo vyhladdvani prvenstva a stanoveni podria-
denosti. Schwarz, aj v inych svojich prdcach spochyb-
nujaci akceptovany vyznam Stajerského Majstra
z Grosslobmingu, navrhuje prave zmenit jeho pozi-
ciu na stredoeurépskej Sachovnici a (v rdmdi provo-
kujacich otdzok) vznik budinskych séch posiva uz
do fazy pripravy zdzraku umenia okolo 1400.%8

Od zdsadného nélezu sa budinska sochdrska ko-
lekcia rozristla o nové kusy, opit z archeologickych
vyskumov (1994/1995),% ktoré zapadaji do presnej-
$ich ndlezovych vztahov (vodi architektire kostola sv.
Zigmunda) a po konfrontacii s pramefimi ich mo¥no
relativne spolahlivo zaradit do obdobia okolo roku
1410. Publicita okolo nich nie je tak intenzivna ako
skorSia, nové ndlezy st len postupne zverejiiované.
Podla ukdZok na vystave® roziruji predstavu (nie-
len) o budinskom sochdrstve z materidlovej a techno-
logickej stranky: niektoré st vytvorené z terakoty
s polychrémiou a dalSie z umelého liateho kametia
s tesanymi ¢astami. Tieto techniky neboli viak neob-

ktoré odkazuji aj na dévne neistoty okolo tohto diela. V oboch
st priznané Ceské savislosti, iba na inom zéklade a s inym dato-
vanim. Porov.: JENNI, U. —jEKELY, Zs.: Luxemburgi Zsig-
mond portréja (kat. 2.1). In: Sigismundus Rex 2006, c. d. (v poza.
1), s. 153-154. Zostavovatefom katalégu nepochybne neslo
o kodifikovanie obrazu o ¥igmundovskom ument a Zigmundovi.

% VEGH, A.: Zsigmond-kori szoborleletek a budai kirélyi palo-
ta kornyékérl. In: Sigismundus Rex 2006, c. d. (v pozn. 1),
5. 222-223.

© TAKACS, L: Angyali iidvézlet szobercsoportjanak toredékei
(kat. 4.10). Néi figura arcrésze (kat. 4.11). Két fej arcrésze
(kat. 4.12). All6 alak tdredéke (kat. 4.13). In: Sigismundus Rex
2006, c. d. (v pozn. 1), 5. 317-320.

vyklé v urcitych regiénoch — nastoluji rak otdzky
o §irke kontaktov i o moZnostiach (funkcidch) uplat-
nenia plastiky, spolu so slohovou kritikou tychto mi-
moriadne kvalitnych diel (v katalégovej linii ich za-
radili pred znamejsie budinske sochy). Drobné tera-
kotové fragmenty skupiny Zvestovania (patriace azda
k domédcemu oltdru, alebo vi&Siemu oltirnemu cel-
ku s viacerymi vyjavmi) poukazujd aj na tlohu a moz-
nosti rozmnoZeniny (podobne ako uZ spomenuté te-
rakotové stavebné elementy z hradu v Budine).
Budinsky zigmundovsky paldc (zhodne ako niekto-
ré plastiky) nedokondili, sochy neosadili: kral od dvad-
siatych rokov 15. storocia zalal stavat novd reziden-
ciu v Bratislave. Bratislava ako nové sidelné mesto
vtedy zaZivala sibeZne obdobie umeleckej prosperi-
ty. Z bratislavskej stavby hradu pochddza aj vzicny
dokument ctovnej knihy, zachytdvajici mend maj-
strov (Konrad z Erlingu) i vydavky, podla ktorjch
budovanie hradu napredovalo rychlo a bolo i $tedro
finan¢ne dotované. Tento stavebny dennik (porvrdzu-
jaci fungujicu hutnd organizédciu) sa zachoval ako
zlomok s tidajmi k roku 1434. V kontexte vystavy bol
zdsadnym expondtom k bratislavskému hradu a k %ig-
mundovskej stavebnej ¢innosti, ktord v katalégu roz-
viedli F. Bischoff (venujiici sa Konradovi a daliim maj-
strom v Zigmundovych slugbdch),® J. Zary (v zhod-
noteni ¢asti svitomartinského dému z tohto obdobia)®
a Szildrd Papp (zaoberajici sa samotnym hradom).®
Papp v tvaroslovnom repertodri hradu identifiko-
val takmer v§lu¢ne juhonemecké prvky — pokrodil
tak dalej ako jeho predchodcovia (Fiala, Bure§, Ma-
rosi i nespomenuty Mencl), usudzujici len vieobecne
o takejto (ale Ciastoénej) orientdcii stavby, najmi na
zdklade povodu vediiceho majstra Konrdda a nevyludil
ani osobny podiel Zigmunda pri takom nasmerovani
stavby. Pre obliky v tvare osliecho chrbta lemované
fidlami (z hradnej brény) je najbliZ$ou analégiou pres-
bytérium dému v Passau, pre oknd so slepou kruz-
bou z priecelia zas radnica v Ulme (najviac aj s Mul-
tscherovymi sochami Zigmunda), atd. Tieto identifi-

o BI$CHOFF, F.: Francia és német épitSmesterek Luxemburgi
Zsigmund szolgélatdban. A pozsonyi Konrad von Erling

mester. In: Sigismundus Rex 2006, c. d. (v pozn. 1), s. 246-
250.

6 21-&RY, J.: Pozsony, a Szent Mérton-dém Zsigmond kori rés-
zei (kat. 7.99). In: Sigismundus Rex 2006, c. d. (v pozn. 1),
5. 656-657.

15. Tabula z Hlohovea, sv. Jin Krstitel 2 sv. Vjtech (). Foto: Archiv
SNG.

kdcie skonkrétnili zdroje inovativnej morfolégie, ktord
do konca 15. storodia vplyvala na orientéciu nesko-
rogotickej architektiiry Uhorska, ¢im sa naznadil po-
Zigmundovsky Zivot tychto foriem.* V stavebnej plas-
tike hradu déleZitym motfvom st maskarény, zostali
vSak mimo Pappovej pozornosti. Hoci v ich filidcii
nepanuje jednota (zahftia komplikacie okolo /nze po-
stupu medzi Prahou, Budinom a Viedsiou, ktord sa
tu rozdiruje o Bratislavu), predsa len viedenské vzta-
hy (St. Stephan, Maria am Gestade) pre ich objasne-
nie si podporované aj ostatnou stavebnou aktivitou
(najmi Zigmundovskymi tsekmi dému)® v Bratislave.

8 PAPP, S.: Zsigmond i rezidencidja Pozsonyban. In: Sigismun-
dus Rex 2006, c. d. (v pozn. 1), s. 239-245.

% Tbidem, s. 245.

% Porov.: ZARY, J.: Dém sv. Martina v Bratislave: architektiira

a sochdrska vyzdoba. In: Gotike 2003, c. d. (v pozn. 31),
s. 226 n. (s dal3ou literacdrou).
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Ani prestavba bratislavského hradu nebola dokonce-
nd v zigmundovskom obdobi: na arkieri nddvoria Sz.
Papp (uZ v inej, skordej praci)® rozpoznal korvinov-
sky erb.

K Zigmundovmu dvorskému prostrediu patrili
Clenovia Dracicho rddu (zaloZeného 1408) — velmoZi,
podporujaci kréla, s politickymi cielmi, vyznavajici
rytierske etické i ndboZenské cnosti. Aj znak rddu —
mftvy drak skriteny do kruhu, s ranou v tvare kriZa
poukazuje na idedly i symboliku krestanského rytier-
stva (sv. Juraj). Emblémy rddu (ku ktorym patril aj
horiaci kri%) zdobili potom erbové listiny, $perky, tex-
til, zbrane, sedld i ndhrobniky (aj v hypotetickom Zig-
mundovom varadinskom hrobe, ndhodne objavenom
roku 1755 nasli privesok s tymto motivom).*” Mno-
hé takto zdobené luxusné predmety darovali —
z priazne i za zdsluhy — do réznych koncin Eurépy.
Dnes popri historickom vyzname naznacuji Groveid
dvorského umeleckého remesla, v ktorom sa wdomdic-
nili aj $pecidlne vyzdobné techniky — ako priehrad-
kovy (drdteny) email. Aplikovanie tejto techniky
emailu u viacerych zlatnickych diel shZi ako jeden zo
zdsadnych argumentov atribicie a chronolégie, v kto-
rej vyznamné miesto sa prisudzuje relikvidrovej bus-
te sv. Ladislava, vytvorenej pre Varadin. Vystava tak
skiimala a triedila predmety i podla technologického
hladiska a sledovala ich uhorské $irenie.®®

Pre dvor na zdklade objedndvok vznikali luxusné
$pecidlne typy predmetov, ako kostené turnajové se-
dl4 (nedari sa viak lokalizovat ich vyrobu do istejsie-
ho miesta).® Ich sibor, vdaka mnoZstvu i bohatosti

2N

reliéfnej vyzdoby, patril k pritaZlivym bodom expo-

% PAPP, Sz.: A kirdlyi udvar épitkezéses Magyarorszdgon 1480 —
1515. Budapest 2005, s. 87-88. Tiei: PAPP 2006, c. d.
(v pozn. 63), s. 241.

57 Privesok sa nazachoval, dokumentuje ho len kresba z obdobia
okolo roku 1755. Porov.: TAKACS, 1.: Sirkényrendi jelvény,
koronaliliom és orszdgalma rajza (kat. 4.42). In: Sigésmundus
Rex 2006, c. d. (v pozn. 1), s. 341-342.

% Povodom tejto techniky sa zaoberd $tidia: KISS, E.: A sod-
ronyzomanc kezdetei. In: Sigismundus Rex 2006, c. d. (v pozn.
1), 5. 279-283. K relikvidrovej buste sv. Ladislava: KERNY,
T. - WETTER, E.: Szent Liszl6 kirdly ereklyetartd mellszobra
(kat. 4.91). In: Ibidem, s. 378-382.

6 VERO, M.: Megjegyzések a Zsigmond-koti csontnyergekhez.
In: Sigismandus Rex 2006, c. d. (v pozn. 1), s. 270-278.
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zicie, zhodne ako skupina zlatnicky zdobenych poka-
lov z rohoviny, ktord takisto nardZa na tazkosti bliz-
Sie geograficko-dielensky situovat ich vznik pre mo-
bilitu, zapri¢inent aj jednou z ich funkcif (slazili ¢as-
to ako diplomaticky dar) a tiez pre absenciu prame-
fiov. Upozornila na to Evelin Wetter.”® Vznik niekto-
rych mo¥no sice slohovo lokalizovat — ako u pokédlu
z Dréazdan do véclavovskej Prahy, ale po vimene zdo-
biacich erbov’! jeho ptt cez Uhorsko do Saska je ne-
objasnitelnd.

Komplikované je aj umeleckohistorické dokazo-
vanie pdsobenia dvorského okruhu a umenia na ume-
lecké ambicie $fachty, pohybujicej sa v tomto prostre-
di. V ramci skorSieho Zigmundovského projektu
(1987) bolo toto hladisko zastipené v rdmci celku
kultrivy Zigmundovjch krajin,”* kde sa prezentovali (ved-
fa miest) zvlase Cerstvé vyskumy zo sidel ¢i majetkov
$lachty (Ozora, Tara, Siklés a beckovské panstvo),
zastipené §tidiami a katalég uzatvéral apendix —
stru¢né biografie Zigmundovych barénov.” V novej
koncepcii bola téma v¢lenend do kapitoly s ndzvom
Svet rytierov Dratieho rédu. Znémy je Zigmundov zlo-
zity vztah s domécou, uhorskou $fachtou i novou eli-
tou, ktorti sim vytvaral.” Medzi expondtmi tu do-
minovali pamiatky dokumentujice priame vizby
panovnika a $fachty, najmi erbové listiny (menej nd-
hrobniky a kniZné maliarstvo), vlastné $tachtické ak-
tivity vo sfére umenia zostali pripomenuté len kata-
l16govymi heslami a sumarizciou Zs. Jékelya.” Je
celkom logické, Ze $lachtické zdujmy si najcitatel-
nejdie v budovani reprezenta¢nych sidel, hradov (ktoré
spltiali aj funkciu sidla administrécie), nerovnomer-

7 WETTER, E.: Zsigmond kirdly kissebik szarvserlege (kat.
4.83). In: Sigismundus Rex 2000, c. d. (v pozn. 1), 5. 370-371.

" NWETTER, E.: Szarvaserleg (kat. 4.84). In: Sigismundus Rex
2006, c. d. (v pozn. 1), s. 371-372.

2 Porov. Cenenie zvizku $tGdif a kataldgu: Mavészer Zsigmond
kirdly 1987, c. d. (v pozn. 4).

 ENGEL, P.: Zsigmond béréi: révid életrajzok. In: Miivészet
Zsigmond kirdly 1987, c. d. (v pozn. 4), zv. I, 5. 405-458.

 Porov.: CSUKOVICS, E.: Az uralkodéi udvar és az §j elit. In:
Sigismundus Rex 2006, c. d. (v pozn. 1), s. 284-286.

7 JEKELY, Z.: A Zsigmond-kori magyar aristokrdcia miivészeti re-
prezentaciodja: In: Sigismundus Rex 2006, ¢. d. (v pozn. 1), 5. 298-310.

nej§ie vo fundovani sakrélnych stavieb, v spolupraci
s reholami, ndstennom maliarstve, ndhrobnej plasti-
ke. Zachované pamiatky nie vidy umoZiiujd dolozit,
¢i reprezentacné ndroky sa odrazili v koncentrova-
nejSom zdujme o umenie, podobne len taZko, nieke-
dy sporne sa dokazuji vztahy k umeniu dvora. Pri-
kladom moze byt Stibor zo Stiboric a tzv. beckovsky
okrub, o ktorom referovala M. Kodofiovd v katalégu
z roku 1987, uvaZujica o jeho vyraznych, Polskom
sprostredkovanych, parlerovskych vzoroch. S istym
odstupom Casu sa javi okruh menej jednoznaéne: pra-
videlna dispozicia rezidenéného hradu Beckov je st-
¢astou $irSieho modernizaéného pridu,” pddorys au-
gustinidnskeho kostola v Novom Meste nad Vdhom,
stiborovskej fundécie, savisi s centralizujicimi tenden-
ciami v architektire okolo 1400 a aachensko-pra¥sky-
mi vzormi (Karlov),”® kym jeho tvaroslovie s Vied-
tiou (najméd Maria am Gestade — gulovitd konzola,
kolienkovy motiv). Iné Stiborom fundované stavby,
ako (nepublikovany) $pitdl v Skalici, sd &isto lokdl-
nou zéleZitostou.”” Zézra¢nd socha Madony z beckov-
skej kaplnky md podunajsky pdvod,® Stiborov ni-
hrobok vytvoril Specialista na ndhrobniky v Budine
(Majster stiborovskych ndhrobkov).®' Podrobnejsie
skamanie $lachtickych aktivit a podielu na diferen-
covanych drovniach umenia je v mnohom vecou bu-
dicnosti.

V gradicii vystavy, kde tazko mo#no viest hrani-
cu medzi uhorskymi a eurépskymi zdujmami panov-
nika sa pripomenuli aj jeho nezdary — ako nikopolska
bitka proti Turtkom (1396) — mapou Balkdnu (dnes
Pari?, Ndrodnd kniZnica), i medzindrodné diploma-
tické Uspechy — najmi ukdZzkami knizného maliar-
stva, v ktorom Zigmund &asto vystupuje ako stdast

6 KODONOVA, M.: A beckéi (Beckov) uradalom miiveldd-
éstdreéneti jelentdsége a késd gétika kordban, In: MAvészet Zsig-
mond kirg’ly 1987, c. d. (v pozn. 4), zv. I, 5. 312-331; tie¥:
KODONOVA, M.: Beckovsky vytvarny okruh v neskorej
gotike. In: Ars, 1984, ¢. 1, 5. 51-79.

7 éIMKQVIC, M. — BONA, M.: Hradné architektira potas
vlddy Zigmunda Luxemburského. In: Gotikz 2003, c. d.
(v pozn. 31), 5. 200-201.

7 MAROS], E.: Centralizujtce tendencie v architekttre Uhor-
ska okolo roku 1400. In: Pocta Vddavovi Menclovi. Zbornik $tii-
difk otdzkam interpretdcie stredoenrdpskeho umenia. Ed. D. BORU-
TOVA — §. ORISKO. Bratislava 2000, s. 154 n.; MAROSI
2006, c. d. (v pozn. 49), 5. 35.

16. Socha sv. Katariny (?) z Barky. Foto: autor.

" K $pitdluv Skalici: DVORAKOVA, D.: Rytier a jebo krdl. Sti-
bor z0 Stiboric a Zigmund Luxembursky. Sonda do 3ivota stvedove-
kého uhorského Slachtica 5 osobitym zretelom na sizemie Slovenska.
Budmerice : Vydavatelstvo Rak, 2003, s. 322.

% BURAN, D.: Madona z Beckova (kat. 4.13). In: Gotika 2003,
¢. d. (v pozn. 31), 5. 695-696.

8 LOVEL P.: A Stibor-siremlékek mestere. In: Budapess Régisé-
gez, 33, 1999, s. 103 n.; tiez: LOVEI, P.: Stiborici II. Stibor
sitkove (kat. 4.51). In: Sigismundus Rex 2006, c. d. (v pozn. 1),
s. 347.
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obrazového spravodajského seridlu, alebo v alegoric-
kych inotajoch.®? Epilégom za pitdesiatrotnou Zig-
mundovou vlddou sa stali jej opisy a hodnotenia v kro-
nikédrskych knihdch, $irenymi uZ tlafou (viaceré vy-
dania kroniky Jdna z Turca, nemecké svetové kroni-
ky), ktorych ilustrdcie pomohli tradovat aj portrét
panovnika. V nich sa vyskytujd zmienky aj o jeho
smrti, pohrebe i hrobe vo varadinskej katedriéle, hoci
miesto hrobu a presnej$ia podoba jeho ndhrobku zo-
stala nezndma: deStruovali ho v 16. storodi. Vo Vara-
dine viedli archeologické vyskumy i zakladatelia ma-
darského dejepisu umenia; F. Rémer, od roku 1881
varadinsky kanonik, usiloval sa zisti¢ hlavne pddorys
zaniknutého kostola, po flom roku 1884 I. Henszl-
mann cheel lokalizovat hrob sv. Ladislava a Zigmun-
dov hrob hypoteticky umiestnil do jeho susedstva.®

Priamych potomkov Zigmund nemal — jeho zat,
rakasky vojvoda Albrecht Habsbursky panoval krit-
ko, iba dva roky (1437 — 1439), aj vldda Albrechtov-
ho syna, Ladislava V. Pohrobka (1453 — 1457), bola
len problémovou epizédou v porovnani so Zigmudov-
skou ambiciéznou minulostou. V zédverefnej &asti vy-
stavy nazvanej Potomkovia a pamdit hlavne ich portré-
ty ilustrovali politické dejiny. Mensi ddraz (ako na jej
zadiatku v pripade anjouovského tivodu) tu prisidili
predstaveniu umenia poZigmundovského obdobia.
V jednotlivych dielach sa dali od¢itat aj sidobé sme-
rovania, nie ani tak v uhorskom, ale v $ir§om, medzi-
ndrodnom kontexte: napriklad vo viedenskom ume-
ni (s recepciou nizozemskych prvkov) a v éeskom
maliarstve, ktoré zastapila tabula Majstra Rajhrad-
ského oltdra z doby okolo polovice 15. storodia. V nej
vedla aktudlnych kompozi¢nych schém st citelné od-
kazy na predhusitské umenie.®* Na obraze so scénou

82 7Zylétna tcta k Zigmundovi pretrvala v Norimberku, kam
roku 1423 nechal preniest ri¥ske klenoty z husitskjch Ciech
a kaZdorodne ich ukazovali verejnosti. Diirerov portrét, jeho
képie &i varidcie dlho do novoveku pripominali oddanost tohto
mesta Zigmundove;j pamiatke. V katalégu k tomu: KAM-
MEL, F. M.: Zsigmond csészdr és Niirnberg. MUvészeti kap-
csolatok és utdélet. In: Sigismundus Rex 2006, . d. (v pozn. 1),
s. 480-486.

8 KERNY, T.: Zsigmond kirdly temetése és temetkezdhelye.
In: Sigismundus Rex 2006, c. d. (v pozn. 1), 5. 478.

# BlizSie: BARTLOVA, M.: A Szent Kereszt megtaléldsa (kat.

6.18). In.: Sigismundus Rex 2006, c. d. (v pozn. 1), 5. 503-504.
Na vystave tdto tabula bola len osamelou vypoZitkou z geskych
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Niéjdenia sv. KriZa cisir Kon3tantin md rysy Zigmun-
dovho zata, Albrechta a sv. Helena podobu Zigmun-
dovej dcéry, Alzbety, (na inej, nevystavenej tabuli ol-
tara je Ladislav Pohrobok) — politicky podtext sivisi
s otdzkou nastupnictva po Zigmundovi v Ceskych ze-
miach. Dedidstvu Zigmundovského umenia bola po-
tom venovani poslednd katalégovd $tadia. V nej E.
Marosi u? v Zigmundovskom obdobi identifikoval via-
ceré tendencie veduce k neskorej gotike, obsiahnuté
v umen{ dvora a tieZ v osamostatiiujicom sa umeni
miest, ktorym pripadla dloha ich dalej sprostredo-
vat.®

Vlastny zédver vystavy predstavil umenie Zigmun-
dovskej doby v $irfom vyzname — internaciondlnu
gotiku — ¢asto vytvarné doklady, zachované mimo cen-
tra, na okrajovych tizemiach stredovekého Uhorska,
stivisiace viak so stredoeurdpskymi pradmi v sochdr-
stve, tabulovej i kniZznej malbe, textilnom ument, zlat-
niceve. 1. Takdcs tato situdciu nazval bistorickym han-
dicapom 1 perifériami bez centra® — zvla§t druhé slovné
spojenie, na prvy dojem nivelizujice, mozno akcep-
tovat: umenie na tzv. periférnych rizemiach nenasledo-
valo jediné centrum, ale viaceré (a tieZ iné ako Bu-
din); toto umenie mohlo byt v kvalite a ndro¢nosti
rozdielne od centra, s centrom ale je do istej miery —
paradoxne — rovnocenné. Zdmerom zdverenej Casti
bolo predstavit ¢i naznadit aj stredoeurdpsky ramec
a v rimci neho uZ§ie Gzemie v hraniciach Uhorského
kralovstva. Tento vystavny dsek mal jednoznacne
umeleckohistoricky charakter a moZno ho povazovat
aj za prvy Specializovany pokus (hoci bol vystavou vo
vystave) predstavit fenomén umenia okolo 1400
v spomenutom geografickom vymedzeni. Katalég tu
eviduje viac ako 100 poloZiek, bolo ich v§ak viac, lebo

zbierok; v jej celku, rovnako ako v katalggu boli podetné od-
kazy na Zeské kontexty umenia Zigmundovskej doby a vysta-
vend Ceskd produkcia pochddzala z ingch majetkov. Priblizne
v rovnakom ¢ase ako v Budapesti bolo moZné vidiet vystavu
Sigismundus Rex et Imperator prebichala v Prahe vystava Kare/
IV. Césa¥ z Bog{ milosti. Kultura a uméni za vlddy poslednich Lu-
cemburkd, ktord mala aj Zigmundovsku kapitolu. V &ase pisa-
nia tejto recenzie nebol k dispozicii jej kataldg, preto prazski
vystavu s [itostou ponechidvame mimo pozornosti.

8 MAROSI, E.: A Zsigmond-kor mivészeti 6roksége. A késé
gétika kezdete. In: Sigismundus Rex 2006, c. d. (v pozn. 1),
5. 558-564.

8 TAKACS 2006, ¢. d. (v pozn. 20), nestr.

aj za hranicami sdly s touto témou boli insralované
diela, ktoré k nej patria. Vo vystave nezohladnili de-
lenie podla druhov, ani nechceli v inStaldcii vytvorit
fikciu vyvinovej postupnosti, ilo viac o yistavs ako
formu prezentovania diel, v katalégu vSak druhové
a materidlové delenie predmetov zohladnili. Komen-
tire a analyzy k jednotlivym, zvic8a zndmym dielam
s pocetnou bibliografiou napisali mnohi autori Siro-
kého medzindrodného timu s diferencovanymi pri-
stupmi. Katalégové Stidie k tejto téme nie si pokus-
mi o vylerpdvajice sumarizovania, maji v mnohom
charakter metodologicky ladenych Gvah, upozorfiu-
jucich aj na aspekty vyskumu tohto obdobia.
Gyorgyi Poszler vo svojich pozndmkach sa venu-
je tabulovej malbe, krora sa objavuje ako novy druh
nazaciatku 15. storolia. Zvycajne s odvolanim na stav
jej zachovania sa konStatuje, Ze diferencovat a cha-
rakterizovat slohové procesy a tendencie v maliarstve
zigmundovského obdobia nie je mozné. Isté vycho-
disko z tejto skepsy predstavuji vynimodné diela
(oltdr z Hronského Beiiadika) a tieZ okruh vplyvu vie-
denského maliarstva, doloZitelny na viacerych pamiat-
kach. Vyznam tohto okruhu po novom datovani ob-
razu Maria gravida (1409, Madarskd ndrodnd galé-
ria) sa zmenil nielen v Rakisku, ale presiahol aj
na diela z Uhorska, o ktorych sa uva¥ovalo v rdmci
viedenskych vztahov.¥” Uz J. Bako$ v pamiatkach zo
zdpadného Slovenska (Hlohovské tabule, tabule
z GMB ai.) videl ¢innost maliarov z Viedne, ktori

¥ POSZLER, G.: T4blaképfestészet a Zsigmond-kori Magyaror-
szdgon. In: Sigismundus Rex 2006, c. d. (v pozn. 1), 5. 515 n.

% BAKOS, J.: Prispevok k problematike vztahov rakiskeho
a slovenského tabulového maliarstva v druhej §evreine 15. sto-
rotia. In: Ars, 1982, & 1, s. 57 n., 76 n.; ties: BAKOS, J.:
Pociatky gotického tabulového maliarstva na Slovensku. Bratislava
1970. Kandidatska dizertaénd prica (nepubl.), s. 341 n.

¥ POSZLER 2006, c. d. (v pozn. 87), s. 518.

* Aj L. Gerc skiimal vo svojej $tiidii bratislavsko-viedenské vzta-
hy v kniZnom a tabulovom maliarstve. Porov.: GERAT, I.:
Kapcsolatok Bécs és Pozsony kézote a kdny- és tdbla festészet
titkrében. In: Sigismundus Rex 2006, ¢. d. (v pozn. 1), 5. 536-543.

% éeskej orientdcii v kniZnej malbe, okruhu vplyvu Martyrologia
z Gerony sa venovala M. Studni¢kové. Porov.: STUDNICKO-
VA, M.: Cseh orientdcié a miniatirfestészetben. A Geronai meste-
rek kre. In: Sigismundus Rex 2006, ¢. d. (v pozn. 1), 5. 529-535.

mohli pésobit aj na (izemi za hranicami.®® Aj novsia
Suckaleho a Oberhaidacherova tvaha o velkej dielni
vo Viedni, pdsobiacej dlho (1410 — 1440) s viacerymi
majstrami podporuje takito predstavu.® Hronsko-
benadicky oltdr naopak charakterizujd rozko3atené
Stylové a druhové vizby — k musterbuchom, kresbe
i kniZnej malbe,” a tieZ hypotézy o pohybe maliarov
— upozorfiujice na zloZité mechanizmy v rdmci cen-
tier i medzi nimi.”!

S tabulovou malbou sivisi aj presadzovanie a di-
ferencovanie typov oltdrov, ktoré na pamiatkach od
neskorého 14. storoCia sledovala Gyéngyi Toérok,”
skimajica aj otdzky vizieb medzi druhmi umeni
v oltdrnych celkoch. Od vplyvu kamennych retdbuli
na rezbarstvo (éiba), cez malované retdbuld (levoéskd
predela), relikvidrové oltdre (KoSice), a% po najstarsie
skritiové formy — typ Viereraltar s architektonickymi
doplnkami (Zehra, maridnsky oltdr)” a kridlové dru-
hy. Istym zlomom sa jej javi koniec dvadsiatych ro-
kov 15. storoia, ani nie tak z hladiska olt4rnej typo-
légie, ale skér ako prechod od internaciondlneho slo-
hu k lokélnej$im tendencidm.*

V sdvise s liturgickymi predmetmi Evelin Wetter
okrem podielu druhotnych Gprav pripomenula otaz-
ky importu, prekvapujico ¢asty pohyb majstrov
i predmetov a ich presah do interpreticie tradiciona-
lizovania a internaciondlnosti.”

Ak by sme porovnali teraj$iu a minuld Zigmun-
dovsku vystavu, tak v zastipeni diel na nej sa vyraz-

% TOROK, G.: Oltdrmivészet a Zsigmond-korban. In: Si-
gismundus Rex 2006, c. d. (v pozn. 1), s. 547-550.

% Architektonické zlozky oltdrov zostdvajti Casto mimo pozor-
nosti: nemusia pochddzat z rovnakého obdobia ako sochirske
zoskupenie, mbZu byt upravované i druhotne doplnené v rez-
barskej ornamentike (¢o je aj pripad maridnskeho oltdra zo
Zehry so socharskou zlozkou skrine z poslednej tretiny 14.
storoCia) a vo vyuZiti architektonickych motivov (azda oltdr
z BuSoviec).

2 TOROK 2006, c. d. (v pozn. 92), s. 550. Torok pripomenula
aj vyznam skidmania néstenného maliarstva, kde sa uchovali
v malovanej podobe odkazy na oltdrne typy (Ibidem, s. 549).
Rad tychto pamiatok zo Slovenska je bohat$i (Zip, nilez
v mestianskom dome na Panskej ul. 7 v Bratislave, atd).

» WETTER, E.: Liturgikus tirgyak mivészete Luxemburgi

Zsigmond Magyarorszdgén. In: Sigismundus Rex 2006, c. d.
(v pozn. 1), 5. 551-557.
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nej$ou mierou uplatnili pamiatky tabulového maliar-
stva,” kym nédstennd malba zostala len v podobe ka-
talégovych hesiel (na vystave v roku 1987 okrem
transferov ju dokumentovali aj akvarelové képie z ob-
dobia velkych odkryvov na zadiatku 20. storodia). Aj
architektira,” prv doloZend poletnymi ndkresmi pr-
vych dokumentétorov pamiatok z 19. storodia (Kény-
oki, Myskovszky), bola iba naznacend sic¢asnymi fo-
tografiami a ojedinele aj kamendrskymi fragmentmi.

Vystavené diela a katalégové hesla k nim prinies-
li mnohé nové atribticie, zaradenia i datovania, s kto-
rymi sa odbornd verejnost bude podrobnejSie zaobe-
rat. Tyka sa to aj vypoZiciek zo slovenskych zbierok
(ale i diel pévodom z tizemia Slovenska, dnes vSak
v madarskych zbierkach), frekventovanych v literati-
re. Korekcie okolo sochdrskych diel — rezbdrskych i ka-
mendrskych — vyplyvaja z uprestiovania vztahov k bu-
dinskej plastike, ktoré sa predpokladaji i v Sedmo-
hradsku (na dielach zo Sibiu,”® kde do Gvahy prichi-
dza i miestna produkcia a aj prazsky import) i v regi6-
noch Slovenska. V pripade sochy sv. Heleny z Trnavy

% Qkrem 3tidie o tabulovom maliarstve kataldg zaznamendva
len tri vystavené diela (hronskobefiadicky oltér, tabule z Ponik
a obraz Maria gravida z MNG). Porov.: WEHLI, T.: Festé-
szet: In: Mivészet Zsigmond kirdly 1987, c. d. (v pozn. 4), zv.
11, 5. 309-352. Do tejto {asti katalégu zaradili okrem tabulo-
vého aj ndstenné maliarstvo a vySivky na textile. Miniatdrne
maliarstvo a kresba vytvirali samostatny celok.

9

=

Architektiira v katalégu vistavy z roku 1987 bola zastipe-
nd 50 stavbami (jednotlivé stavby potom viacerymi doku-
mentami). Na spracovani architektiry sa podiefalo viac au-
torov, tivod do tohto celku napisal MAROSI, E.: Epitészet.
In: Mivészer Zsigmond kirdly 1987, c. d. (v pozn. 4), zv. I,
s. 115-226.

9

%

Jednoznadné budinske vztahy rozpoznali u kamenného figu-
ralneho torza (kat. 7.7), zloZitejSie, s viacerjmi moZnostami
sa vysvetluje Pieta zo Sibiu (kat. 7.6). Porov.: TAKACS, I.:
Pietd (kat. 7.6); Szobortorzé (kat. 7.7). In: Sigismundus Rex
2006, c. d. (v pozn. 1), s. 569-572.

9 U% na vystave gotiky v SNG v Bratislave (BARTLOVA, M.:
Sv. Helena; kat. 2.1.5. In: Gotika 2003, c. d. (v pozn. 31), s.
659-660) bola socha z Trnavy vystavend v re§taurovanom stave
s doplnkami (atribit, koruna). Z reStaurovania v rokoch 1983
— 1984 sa zrejme nezachovala dokumentdcia. Na fotografidch
v archive Pamiatkového tiradu v Trnave (neg. ¢. 12.275 z roku
1965 a neg. & 29.924 z roku 1980) st evidentné dva rozdiel-
ne stavy oproti dne$nému vyrazu sochy. V madarskej litera-
tiire socha sa ddvnejsie omylom umiestfiuje na fasidu kostola
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problematicky je aj jej stav po reStaurovani (kroré
upravilo jej detaily, zasiahlo do rozloZenia tvarov i si-
luety), ¢o zneistuje akékolvek zaradenie.”” Na rozdiel
od neddvneho pokusu spojit Madonu z Lomnicky
s Budinom (Bartlov4, 2003),'® hoci ako miestom
skolenia jej majstra,'®! v madarskom bédani takyto
vztah nezarezonoval (M. Ver§) a socha (spolu s plas-
tikou Mdrie Magdalény z DaniSoviec) sa chdpe ako
doklad lokdlnej obmeny internaciondlneho 3tylu
(s datovanim Madony z Lomnic¢ky 1410 — 1420
a figtry z DaniSoviec okolo 1420).' Aj plastiky svi-
tic z Borky (1410 — 1420), ktoré stvisia s Madonou
z Lomnicky, sa spdjaji (vznikom) so SpiSom, ale ich
pbvodné umiestnenie sa vidi v novovznikajicej svi-
tyni koSického dému.'® Nie celkom to sthlasi
s novym pokusom o periodizdciu postupného vzni-
ku tejto stavby (S. Té6th), ktory je obsiahnuty na
konci katalégu.'®

Mo%nost vidiet a pozndvat diela, ktoré sa zatial
nestretli na Ziadnej vystave, sprevddzala ochota dnes-
nych ich majitelov zapoZi¢at expondty (vystava ich

klarisiek v Trnave (této lokalizdcia je aj v Zigmundovskom
katalégu — porov.: VERO, M.: Szent Ilona szobor (kat. 7.10).
In: Sigismundus Rex 2006, c. d. (v pozn. 1), 5. 575). Plastika sv.
Heleny sa doneddvna (priblizne do vystavy v SNG) nachd-
dzala na prielelf 3pitdlskeho kostola sv. Heleny v Trnave, kde
dnes je jej képia z umelého kametia. Socha sdvisi s trojdielnou
gotickou edikulou nad vstupom do kostola. V jej boénych ni-
kéch boli prieskumom zistené malované, silne poskodené sto-
jace stredoveké figary, za sochou sv. Heleny sa nasla len ma-
lovand gloriola, ktord (vzhladom k proporcidm sochy a niky)
nemusf stvisiet so zachovanou plastikou. Porov.: ORISKO,
S.: Spitalsky kostol sv. Heleny v Trnave. Prispevok k poznaniu
stredovekého vyvinu kostola. In: Archaeologia bistorica, 25,
2000, s. 245-252.

WBARTLOVA, M.: Maridnsky oltdr z Lomnitky (kat. 4.16).
In: Gotzka 2003, c. d. (v pozn. 31), 5. 697.

MBARTLOVA, M.: Skulptira a tabulové maliarstvo 1400 —
1470. In: Gotika 2003, c. d. (v pozn. 31), s. 255.

102yERQ, M.: Miria Magdaléna szobra (kat. 7.11); Madona (kat.
7.14). In: Sigismundus Rex 2006, c. d. (v pozn. 1), 5. 575-576;
576-577.

WYERG, M.: Szent Dorottya és Katalin (?) szobra (kat. 7.12-
13). In: Sigismundus Rex 2006, c. d. (v pozn. 1), s. 576.

WTOTH, S.: Kassa, Szent Erzsébet-plébdnia templom (kat.
7.98). Sigismundus Rex 2006, c. d. (v pozn. 1), s. 652-655.

prezentovala viac ako 350 od pribliZne 100 dneinych
vlastnikov, v¢itane renomovanych svetovych zbierok).
Aj v tom mozno vidiet pozitivny krok k dalSiemu
skimaniu prejavov internaciondlnej gotiky bez ob-

‘®Okrem katalégu vo viacerjch mutdcidch k dispozicii bol aj
100 stranovy sprievodca vstavou v slovenéine — PAPP, Sz.:
Zigmund Luxembursky. Umenie a kultiira 1387 ~ 1437. Buda-

medzujicich siasnych hranic, rozdielnych stanovisk,
ba i predsudkov v jednotlivych historiografidch ume-
nia. Zaiste i k tomuto chcela dospiet Zigmundovska
vystava.'®

pest : Szépmiivészeti Mizeum, 2006 (preklady do slovendiny
Zs6fia Kiss-Szemdn — Ivan Gerdt).
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Sigismundus Rex et Imperator. Reflecting an Exhibition Dedicated to the Arts
of the Era of the King Sigismund of Luxembourg

Summary

The primary goal of the international exhibition
project Sigismundus Rex et Imperator — Sigismund of Lux-
embourg, Arts and Culture 1387 — 1437 was to present
the emperor, his life and activities in connection with
the arts and culture. The exhibition, firstly presented
in Szépmivészeti mizeum in Budapest and then in
Musée national d’histoire et d’art in Luxembourg
(20006), was also aimed at his historical rehabilitation.
Historiographies of the Central European countries,
where Sigismund once ruled, considered both the
monarch and his era often very emotionally and with
great differences. They also came into touch with
nationalist prejudices and various ideological stand-
points. Although this subject matter is relevant to
the whole Central Europe, the intensity of interest it
evokes in Central European countries is not the same.
The theme was predominantly reflected by the Hun-
garian medieval historiography, where the actual ex-
hibition was not the first step in this direction. Its
predecessor was the exhibition The Arts of the Era of
the King Sigismund of Luxembourg 1387 — 1437, pre-
sented in Budapest in the year 1987 and connected
to two anniversaries — 600 years from the King's en-
try to the Hungarian throne and 550 years from his
death. Although it could not ignore international (Eu-
ropean) context of Sigismund’s activities, it was pri-
marily aimed at national (Hungarian) audience. The
exhibition could lean on new findings of stone sculp-
tures from the Buda Castle, where, in the King’s Pa-
lace, it also took place. The exhibition and studies in
its catalogue indicated that Sigismund’s long reign
was not art historically uniform but amply stratified.
There were the King’s court arts and regional deve-
lopments, both reflecting actual international cur-
rents. It was also concluded that the King Sigismund’s
era is in no case an art historical notion. The dates of
his reign in Hungary do not mark any significant rup-
tures neither in the history of Hungarian nor Euro-
pean arts. They mark a specific period in the political
history, the reality of a distinct era and the historiog-
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raphy of arts can approach it via a more open study
of relations among the history, culture and mentality
rather than via concentrating only on problems of
style or stylistic periods. If the 1987 exhibition tried
to rehabilitate and embody Sigismund and his era
into the Hungarian context, then the actual 2006
exhibition undoubtedly tried to anchor him into Eu-
ropean relations. The concept of the exhibition first
appeared in minds of Ern8 Marosi and Roland Recht
and was then further worked on by an international
team of specialist lead by Imre Takdcs. In separate
chapters the exhibition presented Sigismund’s resi-
dences, the culture of the King’s court and its prod-
ucts, the Emperor’s leading role in the European pol-
itics, his portraits and political heritage. The ending
part of the exhibition was dedicated to the arts of the
King Sigismund’s era in a broader meaning — to the
arts of the International Gothic style. Presented arte-
facts often originated in regions outside the center, in
border regions of medieval Hungary, but in touch
with Central European currents in sculpture, table
and book painting, textile art, goldsmithery etc. Imre
Takécs named this situation « bistoric handicap and
peripheries without center. These phrases can be accept-
ed: the arts of the so called peripheral regions did not
follow only one center but many (and also different
than Buda/Ofen). These arts could have been differ-
ent in quality and demands from the center but —
paradoxically — to a certain degree also equal. The
goal of this important part of the exhibition was to
present Central European context and the specific ter-
ritory of the Hungarian Kingdom within it. This sec-
tion had clearly an art historical character and can be
taken as the first specialized attempt (although be-
ing an exhibition in an exhibition) to present the phe-
nomenon of the arts around 1400 within mentioned
geographical boundaries. Exhibited artefacts and the
catalogue descriptions brought into light many new
attributions and dartings for art historians to deal with.

English by M. Hrdina
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Spanélsk4 malba ze slovenskych sbirek

Pavel STEPANEK

Prizkum slovenskych sbirek, do jisté miry ndhod-
ny a nesystematicky, ktery jsem podnikl od sedmde-
satych let aZz do soucasnosti pdtraje po $panélském
uméni ~starém 1 modernim — pfinesl zajimavé a ¢asto
aZ prekvapivé poznatky a soucasné se ukdzalo, Ze pfes
dil¢i vysledy' fada praci $panélskych malitd cekd jesee
na své zpracovani a védecké zhodnoceni.

Praktické vysledky byly doposud spfSe ¢dstecné —
nékeeré obrazy a plastiky ze slovenského majetku byly

' STEPANEK, P.: Spanielske umenie zo slovenskych zbierok.
In: Vytvarny Zivet, 30, 1985, & 6, s. 26-29; Ibidem. In: Pa-
miatky a mized, 2005, & 4,s. 49-52, il.

2 STEPANEK, P.: Nov4 instalace roudnické sbirky na zdmku
v Nelahozevsi. In: Pamdiky a pFivoda, 1988, &. 5, 5. 276-283;
Sbirky starého uméni 15, — 19. stol. Zdmek v Nelabozevsi. Pritvodce
a seznam expondtsl. {Kat. vyst.] Praha : Stiedoleskd galerie,
1978; Shivky starého uméni 15. — 19. stol. Zamek v Nelabozevs:.
Dodatek k pritvodci a seznamu expondti, {Kat. vyst.} Praha : Stie-
doeskd galerie, 1979.

5 Spanilské umini 14. af 16, stoletf z Ceskoslovenskych shivek. {Kat.
vyst.} Ed. P. STEPANEK. Praha : Sttedoleska galerie, 1984 —
1985; Staré Spandlské umini, Vybrand dila ze sbiveb v CSSR. {Kar.
vyst.}Ed. L. SLAVICEK —J. ASSMANN. Prazsky Hrad — Ji¥sky
kldSter, Cervenec 1987 — tato vystava byla jen pfilefitostnou
snfi§kou ne zcela sprévné zpracovanych tdajd; viz STEPANEK,
P.: Promarénd pfileZitost. K vystavé $panélského umén{
v Praze. In: Rudé pravo, 20. 7. 1987; Spandlské umiéni 17. a 18.
stoleti z Ceskoslovenskych shivek. [Kat. vyst.] Ed. P, STEPANEK.
Praha : Stfedodeskd galerie, listopad 1989 — bezen 1990.

STEPANEK, P.: Alegorie mésice ervence Francisca Barrery
ze Slovenské ndrodni galerie. In: Zbornik Galéria 8. Staré ume-
nie. Bratislava 1984, s. 97-104; Tobarova Madona s déckem
ve Slovenské nidrodni{ galerii. In: Ibidem, s. 105-112; Muril-
lovsky odpotinek na dtéku do Egypta ze Slovenské narodni
galerie. In: Ibidem, 5. 113-115; STEPANEK, P.: Francisco

dlouhodobé zafazeny do instalace tehdejsi Stfedoceské
galerie na zdmku v Nelahozevsi, dnes opét navrdcené-
ho rodiné Lobkowicz{,? nebo byly vyuZity na krat-
kodobych vystavich $panélského uméni v Praze.? Také
doslo na zpracovani jednotlivich dé&* nebo soubord,’
event. i moderniho uméni,® prokazujici symbolickou
i skutecnou $panélskou ptitomnost na Slovensku. Bylo
pfitom vyuzivdno pfedchdzejiciho nebo soubé&iného
badani a konzultaci slovenskych historikd uméni, pre-

Barrera: Alegoria del mes de julio de la Galerfa Nacional Eslo-
vaca. In: lbero-Americana Pragensia, XV1, 1982, s. 133-140.

-

Nuevas esculturas espafiolas en Checoslovaquia. In: Apotheca.
Revista del Departamento de Historia del Arte Universidad de Cor-
doba, 1983, s. 69-99; RUIZ, J.: Tommaso Ruiz y Juan Ruiz
Melgarejo, pintores del XVIII (En torno a las caatro vistas de
Nipoles de Juan Ruiz, de las colecciones del castilio de Cerve-
ny Kamen, Eslovaquia). In: Simposio Internacional Pintura Es-
padiola del Siglo XVIII. Marbella : Museo del Grabado Espafiol
Contempordneo, 15. — 18. abril 1998.

Oscar Dominguez, Vibér z dila (k 80. viro narozeni). [Kat. vyst.}
Praha : Galerie hlavniho mé&sta Prahy, Rytifsky sdl Staromést-
ské radnice, 14. 10. — 16. 11. 1986; Honorio Garcia Condoy en
Checoslovaquia. Sus visitas, estancias, exposiciones y obras (escultura,
pintura y dibujo) de 1935 a 1948, {Kat. vyst.] Ed. P. STEPA-
NEK. Zaragoza : Museo Pablo Gargallo, 7. 10. — 18. 11.
1990; Bratislava : Slovenskd ndrodnd galéria, 13. 12. 1990 —
20. 1. 1991; Brno : Moravsk4 galerie, 3. — 4. 1991. Té% Oscar
Dominguez. 1926-1957. Antoldgica. {Kat. vyst.] Las Palmas de
Gran Canaria : Centro Atldntico de Arte Moderno, 23. 1. —
31. 3. 1996 (s. 73-82, 341-346); Santa Cruz de Tenerife :
Centro de Arte La Granja, 19. 4. — 18. 5. 1996; Museo Mad-
rid : Nacional de Arte Reina Soffa, 25. 4. — 16. 9. 1996; Oscar
Dominguez. [Kat. vjst.} Ed. P. STEPANEK. Olomouc : Mu-
zeum uméni, 25. 11. 1997 — 11. 1. 1998, 75 str., il., vie
s podilem SNG a slovenskych sbirek a koncepci nebo pispév-
kem autora.

53




dev$im Karola Vaculika.” Ve stru¢né syntéze jsem pre-
sentoval toto téma slovenskym Ctendfam v souvislosti
s pripravovanou vystavou v Slovenské ndrodni galerii
(SNG), se které nakonec seflo, pfestoZe se po delsi od-
mlce objevila v jiné podobé aZ neddvno v Bojnicich a na
Cerveném Kameni.? Soucasné se planuje i shrnujici
vystava ve Slovenském ndrodnim muzeu (SNM).
Skladba souboru $panélského uméni neni dina ani
historickymi vazbami na Spanélsko, jako tomu bylo
v Cechéch i na Moravé. Nejvjznamnéj§im pitkladem
je pravé roudnickd lobkovicka sbirka, kterd vznikla
vlastné na zdklad® statku kancléfe Ceského kralovstvi
se Spanélkou Marif Manrique de Lara. Désledky toho-
to spojeni byly dalekosdhlé, protoZe se jim pfedznacila
kuleurni a politickd orientace té &sti Ceské Slechty, keerd
ve druhé poloving 16. stoleti a na zacdtku 17. stoleti
sehrala tak ddleZitou roli v Ceskych déjindch. Ziroven
doslo k dlouhodobému pospanélsténi celého rodu Pern-
$tejnd a prvni generace Lobkowiczli. Celd domécnost
se vedla podle $panélskych zvyka a tradic, v rodiné se
hovofilo a psalo po $panélsky, do Spanglska se jezdilo
na névitévy nebo natrvalo (Jana a Luisa z Pernstejna),
ptijimaly se névitévy Spanélskych vyslancd, kupovaly se
knihy, zbrang, $aty a obrazy, objednévaly se portréty.
Soubor poprvé zpracoval Max Dvoték v roce 1907.
I kdyz mnohé z jeho atribuci uZ neobstoji z hlediska
novych poznatkd, celkem se potvrdily jeho zdkladni
teze, e autofi obrazd, do té doby obchédzeni portré-

7 VACULIK, K.: Tizianov obraz v Slovenskej Ndrodnej galérii.
In: Vitvarny %ivot, V1, 1961, &9, 5. 330-345; VACULIK, K.
Staré enrdpske umenie. Bratislava : SNG, 1977; VACULIK, K.:
Staré eurdpske umenie. Bratislava : SNG, 1983; Privastky a doteraz
nevystavené diela starého eurdpského nmenia. [Kat. vyst.} Ed. K.
VACULIK. Bratislava : SNG, jil — august 1985.

& Spanielske umenie zo slovenskych zhierok. [Kat. vyst.} Bojnice 2005;
vySel jen skromny seznamovy katalog. BohuZel, na vystavé
S]mmel;ke umente 2o Jloz/emkycb zbierok. [Kat. vyst.} Ed. P.
STEPANEK. Hrad Cerveny Kameit, 13. 5. — 3. 9. 2006 se uZ
74dné obrazy ze sbirek SNG neobjevily, protoZe v té dobé pro-
bthala piiprava na rekonstrukci SNG.

? Vystava Alonso Sdnchex Caello y el retrato en la corte de Felipe 11.
[Kat. vjst.} Ed. A. E. PEREZ SANCHEZ —S. BREUER-HER-
MANN - J. M. SERRERA — C. HERNIE ~ F. BENITO DO-
MENECH — C. GARRIDO. Madrid : Museo del Prado, junio
— julio 1990 potvrdila kone¢né jeho vyznam. Dilo Pantojy de
la Cruz je$té touto formou zpracovéno nebylo, pfestoze se mu
dostalo svého ¢asu monografie. — KUSCHE, M.: Juan Pantoja
de la Cruz. Madrid 1964.
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tisté — predeviim Alonso Sdnchez Coello® a Juan Pan-
toja de la Cruz — jsou pfimymi a bezprostfednimi
predchiidci Veldzqueze, ktery pievzal od nich prav-
divost a soucasné vznedenost pojeti a kompoziéni fe-
$enf postojd. Ale i na Slovensku najdeme jednu praci
Pantojovu & jeho dilny, ba dokonce i portrét veldzqu-
ezovsky, jak niZe uvidime.

Ostatni rodové svazky Slechty prevdzné v Cechach
a na Moravé jen usazené (Dietrichsteinové, Beaufort-
Spontinové, Harrachové a pod.) uZ takové soubory
obraz® nepotidili, spf§ jen ojedinéld dila. Ani sbéra-
telstvi moderni nebylo pfili§ vyznamné. Musime je
viak pfipomenout nebot &4st obrazi na Slovensku
pochdzi pravé z Ceskych sbirek a to diky pruZné né-
kupni politice SNG a SNM — hradu Cerveny Ka-
mefi.'® Nelze opomenout oviem, Ze na zafitku 20.
stoleti se vice sbérateld pokusilo ziskat do Ceskych
sbirek $panélské price, i kdyZ jen jako soucdst Sife
koncipované sbirky. Patf{ mezi né Jifi Kardsek ze
Lvovic, arcivévoda Ferdinand d’Este, feditel opavské-
ho Slezského muzea Wilhelm Edmund Braun'!
a pra¥sky sbératel Josef V. Novdk. Privé z Novékovy
sbirky, vytvatené prostfednictvim obchodniho agen-
ta v Barcelong, piesly do SNG dva obrazy.

Na Slovensku se bohuZel zatim nepodafilo podob-
ného sbératele nalézt; vyjimkou je Pélffyho soubor
malby, plastiky a keramiky na hradé Cerveny Kameti,
popt. v Bojnicich,'? doplnény pak svozy a jedté po-

10 Na Cerveném kameni to byla zésluha Jana Krampla a Milana
Tognera. Viz Prirastky..., c. d (v pozn 7).

" O ném viz SCHENKOVA, M.: Braun Wilhelm Edmund
a soukromé sbératelstvi. In: Antique, V, 1998, & 3, s. 43;
SOPAK, P.: Edmund Wilhelm Braun: ¥ivot zasvécenj umé-
ni. In: Déjiny a sontasnost, 20, 1998, s. 44-45.

12 Zeiména studie HORVATH, H.: Grof Jan Pélfi — posledny
majitel bojnického zdmku. In: MALECKOVA, K. (ed.): P4lf-
ovsky rod — definy, osobnosti, stavebné aktivity, mecendisto a zbierky.
Zbornik prispevkov zo symp6zia usporiadaného pri prileZicosti
vystavy Pilffyovci v Bojniciach. Bojnice 2000; viz téZ KEME-
NY, A.: Jan Pilffy jako zberatel I1. In: Viitvarny Zivot, 35, 1990,
& 4, s. 58-59. Naposledy se vénovala problematice palffyovské-
ho sbératelstvi CIULISOVA, L: Art collecting of the Central-
European aristocracy in the nineteenth century. The Case of Co-
unt Palffy. In: Journal of the History of Collections, December 2006.
Viz. http:/fihc.oxfordjournals.org, doi:10.1093/jhc/th1018, zej-

ména hrabéte Janose Palffy (1829 — 1908), keerého tu uvddi

yavs

v kontextu nejvjznamnégjsich stfedoevropskych sbérateld 19.
stoleti. Palffy reagoval na zmény po revolu¢nim roce 1848

zdéji ndkupy SNM. Zatim se na Cerveném Kameni
s jistotou identifikovalo pét obrazli; zd4 se viak, Ze
pfi daslednéj§im zpracovéni a hlavné restaurovani sbi-
rek se mohou objevit je§té dal3i, pfedeviim zejména
mezi portréty 17. — 18. stoleti, protoZe nékteré z nich
na mo¥né vazby na Spanélsko poukazujf at u¥ népisy
nebo stylisticky. Poletné nejrozsihlej$im je nepochyb-
né soubor keramiky, obsahujici kolem 40 kusd, pte-
vazné valencijské produkce Manises v rozmezi 16. —
20. stoleti s pfevahou materidld 16. — 18. stoleti, ostat-
ni pak dokresluji dal§f polohy §panélské majoliky. Ne-
zanedbatelnd je i men$i kolekce obrazd z Bojnic.

Malifstvi pak jednoznalné vévodi soubor obrazll
vytvofeny v poslednich desetiletich SNG pfedevsim
diky ndkupni politice K. Vaculika" a restaurdrorské
¢innosti. V podstaté jde o riznorody materidl, odré-
Zejici rozmanitost ndkupnich zdroji. Dosavadni zis-
ky sice odrdZeji polaritu dvou §panélskych zdkladnich
skol 17. stoleti, madridské a sevillské, aviak samy
o0 sobé nejsou takové, aby dovolovaly vyvozovat vie-
obecné rysy $panélské malby nebo podévat jeji alespoi
strucnou charakteristiku. V jednom pfipadé (Barre-
ra) jde navic o individualitu, vymykajici se zatim usté-
lenému pohledu na $panélsky Zlaty vék.

Pokusime se proto alespoil jen o encyklopedickou
charakteristiku zdkladniho rozli§en{* §pan&lského zla-
tého véku, kdy v rdmci celé evropské malby dosahuje
jednoho z vrchola své historie. Rozli¥ujeme v ném dvé
obdobi: ve 2. poloviné 16. stoleti se projevuje pieva-
ha italskych vliva, z nichZ se dokdZ{ vymanit a vytvofit
svij osobity vyraz jen néktefi malifi z prvni, takzva-
né zakladatelské generace jesté pfed rokem 1600. Po
tomto datu se vytvafi typickd Spanélskd Skola. Ve
srovndni s literaturou nebo sochafstvim se objevuji vr-
cholné projevy malifstvi zlatého véku o néco pozdéji,
a to po roce 1635 konkrétné v dilech Zurbardnovych
a Veldzquezovych. Sdm termin zlaty vé&k zalali pou-
Zivat bdsnici; Lope de Vega vyjadfoval vZdy nadSeny
obdiv pro malifstvi a Quevedo péstoval oboji uméni.

zv§senym zdjmem o aristokratickou minulost rodu a inspiro-
véin Violletem-le-Duc piestavél v novogotickém stylu bojnicky
zdmek; rozsdhlé sbirky nainstaloval ve svych paldcich v Patizi,
Vidni, Bratislav€, Budape$ti a v residencich v Kral'ové, Boj-
nicich a v Pezinoku. Pilffy odkazal jédro sbitky do madarské
Nérodn{ galerie v Budapesti (Magyar Némzéti Galéria). Své
dédice zavézal, aby residence v Bojnicich, Vidni, Budapesti
a Pezinoku vedli jako vefejnd muzea. BohuZel, nisledkem padu
Rakousko-uherské monarchie se Pélffyho sbirka rozptylila,

I kdyz se ve §panélské malbé zlatého v&ku obvyk-
le rozezndva nékolik regiondlnich skol, nelze toto déle-
ni absolutizovat. Dodévala by se tak toti¥ mistnim
projevim soudrZnost, samostatnost i kontinuita, kre-
rou nikdy nemély. Celd fada umélcd také ménila pte-
chodné ¢i trvale pasobidté. Jako nejlepsi priklad po-
slouzi Veldzquez, ktery se zformoval v Seville a pak
byl hlavnim pfedstavitelem madridské $koly. Pro zjed-
noduseni lze viak fici, Ze Celni pfedstavitelé Spa-
nélského malifstvi se soustfeduji ve dvou hlavnich
méstech — Madridu, politickém stiedisku, které Zije
z lesku dvora, a v Seville, stfedisku hospodafském,
téZicim ze svého monopolniho obchodu s Amerikou.
V rané fézi sehrdly vyznamnou roli také mésta Tole-
do a Valencie. Hovofime tedy &asto o étyfech $ko-
lach: kastilské, valencijské, andaluské a madridské.
Ve srovnéni s Francii je ve Spanélsku vytvarny #ivot
tedy centralizovdn méné, ve srovndni s Itélii je pocet
umeéleckych stfedisek naopak zna¢né omezen.

Z hlediska formalniho se jevi jako nejcharakteris-
ti¢téjsi rys Spanélské malby tenebrismus (z latinské-
ho zenebrae, temnota), tedy temnosvit ¢ Serosvit cara-
vaggiovského realistického typu, ktery slou¥i Spané-
ltm jako vjchodisko. Z hlediska nimétového je zaji-
md predeviim figurdlni malba a z4ti§i, krajinomalba
se na Iberském poloostrové téméf nevyskytuje. Hlav-
nim inspiraénim zdrojem $panélského zlatého véku
bylo pavodni posldni baroka, zaloZené na opravdo-
vosti, jez byla — podle vystizného vyjidfeni R. Huy-
gha — pravym opakem teatrdlnosti a sméfovala k jed-
noduchosti a upfimnosti.?’

Vznik a vjvoj $panélského tenebrismu zGstdvd pro
historiky uméni znepokojivim problémem. Je sku-
tecné€ velmi tézké zjistit, kdy Caravaggiovo dilo do
Spanélska vlastné proniklo, protoZe vime pouze
o tfech origindlnich obrazech mistrovych, které se na
Ibersky poloostrov dostaly (a dodnes zachovaly).'

' Poznal jsem jeho zdjem o §panélské uméni, kdyZ jsem byl ¢le-
nem nékupni komise SNG v 80. letech.

4 Podrobn&ji viz STEPANEK, P.: Spandlské uméni od Altamiry po
Picassa. Olomouc : Universita Palackého, 1998, s. 106 a n.

Y HUYGHE, R.: Uméns renesance a baroku. Praha 1970, s. 346.
16 Kromé kopii §ifili jeho umén{ néktef Himst{ malifi, napt. Orazio
Borgiani a Cavarrozzi (ve Spanélsku od 1617). Borgiani viak

pfi prvnim madridském pobytu kolem r. 1600 Caravaggia
jeSté neznal. AZ teprve r. 1613 se dostévaji do Toleda tfi plat-
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Od roku 1620 uZ puasobila z Neapole'” dovéZzend
Riberova dila, kterd mohla rozhodnym zpasobem ov-
livnit tenebristicky naturalismus smyslové prociténych
t6n4, zcela odli$ny svym formélnim bohatstvim a da-
razem na podéni hmoty a barevné pasty od Caravag-
gia, jen? pfes sv{j naturalismus zGstdva prosty, stro-
hy a abstraktni. Zd4 se, Ze Caravaggio si prubéhem
doby podmanil Spanély spiie zcela novou, drsnou si-
lou svého vyrazu nez bojem svétla a stinu, ktery ve
Spanélsku pozorujeme ji¥ zdhy. Aspirace $panélskych
malitd oné doby ztélestiuje spife velkorysost forem
a prudkost kontrast, a na neposlednim misté ple-
bejsky heroismus, ktery u Caravaggia oZivuje posta-
vy — at uz mucedniky nebo venkovany.

Ve Spanélsku nastava viak hodnotovy presun, ba
pfimo zdména: od Caravaggiova zesvétStovani posvat-
ného (profanace sakrdlniho) se pfechdzi k posvéceni
svétského (sakralizace profdnniho).'® Jinymi slovy: ne-
jen posvatny ndmét, ktery Caravaggio podavad v ro-
viné vSednich uddlosti, ale i vSedni ndmét sdm naby-
va ve Spanélsku dramatického dufevniho napéti.
Zdénlivy realismus $panélského malifstvi zlatého véku
je ve vétsiné pfipadd kliem k transcendentdlnimu
idealismu.'® Charakterizuje se pfedev§im monumen-
talitou a klidem, neanekdotickym pfistupem a uméfe-
nou gestikulaci postav. Jak to vyZzadovali uz Spanélsti
mysti¢ti spisovatelé, $panélskd duchovnost se opird
o redlné potitky. Pravé ti ukézali cestu malifam,; vytfi-
bili totiZ vyjadfovdni duevnich stav(i, vztahd a tuZeb
do nejjemnéjSich odsting, stejné jako jazyk, jimz se
vyjadfovali. Mystikové pronikaji do dal3ich, pfedtim
povét§ing neznamych oblasti lidského ducha. ,Spanél-
skd mystika se vyznaluje neobycejnou dicton k lidské osob-
nosti a b svobod¥ vitle.“® Mystikové ve Spanélsku se
neodvraceli zcela od konkrétntho svéta, ale dasto

na Carla Saraceniho a od r. 1620 pfichdzeji do Spanél Zetnd
dila Riberova.

7 O ptindleitosti Neapole ke Spanélsku viz STEPANEK, P.:
Zlaty vek neapolského maliarstva. In: Viiwarny Zivor, 31, 1986,
¢. 5, s. 36-39, il. Riberova dila zasdhla i eské barokni uméni.
O tom autorova studie v tisku. V SNG je zastoupen Ribera
jednou grafickou praci, a to Oplakdvinim Krista, G 2015,
pravdépodobné kopif, signovanou zrcadlové prevricenym G.
R. (Giuseppe Ribera).

' PEREZ SANCHEZ, A. E.: Pintura barroca en Espaiia. 1600/

1750. Madrid 1992; STEPANEK, P.: Spanélské umini od Alta-
miry po Picassa. Olomouc 1998, s. 107.

56

v ném hledali podnéty pro vzruseni, které by je po-
vzneslo do stavu duchovntho vytrZeni a mystické zku-
$enosti. Tuto duchovn{ koncentraci nahradil pak po-
zd&j$i barok rétori¢nosti a teatrdlnosti, upfimnost
vyrazu obétoval technice. Nutno pfipomenout i sku-
te¢nost, ¥e v posledni dobé se za vychodisko temnosvi-
tu povaZuje prévé ,temnd noc* sv. Jana z KifZe ja-
ko¥to pfiprava na pfijet{ zdblesku boZského svétla.?'

Realisticky ptistup $panélskych umélca ke sku-
te¢nosti vychézel z barokni naboZnosti, zvla$té z Du-
chovnich cviteni zakladatele jezuitského fadu sv. Ignd-
ce z Loyoly. Polozil v nich zdklady nové nidbozenské
estetiky, v niZ kladl ddraz prdvé na smyslové ndzor-
né, realistické, dokonce pfimo naturalistické vybavo-
vani neviditelnych véci a vyjevl, pomoci Zivé pred-
stavivosti i smysld. Mnohokrét bylo zmifiovano jeho
doporudeni stfetdvat se s nahou, pfimo brutalnf sku-
te¢nosti, napt. s lidskou lebkou (nebo kostrou), piimo
se ji dotykat a vyuZivat ji k hluboké meditaci a pomoci
takto ziskanych dojmt upfesiiovat a zkonkrétiiovat své
predstavy. Takové realistické vyjevy jsou nemyslitel-
né bez horouci viry, nerozlu¢né spjaté s predstavami
a mentalitou §panélského lidu 17. stoleti.

V téro souvislosti je mozno pfipomenout s Kitso-
nem obecnéji platnou myslenku, e ,zdklad baroknich
estetickych ndzorsi tvotilo presvédient, fe malifstvi a sochat-
stvi fsou zpisoby, jak napodobit idedlni, nikoliv skuteCnon
privodu. Soudilo se totiZ — podle Platina a podle Aristorela
— Ze skuteind piivoda je vidy v nétem nedokonald.“*

Zabyval jsem se témito charakrteristikami mj. i pro-
to, e nedévno doslo k pfekvapivému ztotoinéni nej-
kvalitngjsi caravaggiovské prce ve Slovenské ndrod-
ni galerii, Krista padajicibo pod kifZem, s autorem
$panélskym. Tento obraz byl zakoupen do SNG z praz-
ského antikvaridtu, a urfen Rafaelem Causou v pi-

¥ GALLEGO, J.: Visions et symboles dans la peinture espagnole du
siécle d'or. Paris 1968.

2 CHABAS, J.: D&jiny Spantlské literatury. Praha 1960, s. 153.
Ejiny Sp

2t RZEPINSKA, M.: Zjawisko tenebryzmu w malarstwie XVIL
w. i jego podloze ideove. In: W kregn malarstwa. Wroctaw 1988,
s. 115-137.

22 KITSON, M.: Barok a rokoko. Praha 1972. Pokud jde o medi-
tace sv. Igndce na téma smirti a jeji vyzaéni v uméni, viz HEL-
FERTOVA, J.: Castra doloris doby barokni v Cechéch. In:
Uméni, XX11, 1974, ¢&. 4.

semné konzultaci s Karolem Vaculikem jako mozné
dflo Cecca del Caravaggio, coZ byl tehdy pomérné
novy fenomén evropské umélecké historiografie.”

Vaculik vSak projevil sdostatek soudnosti, aby
nepodlehl pouhé pisemné konzultaci a hledal dalsi
vazby, zejména na obraz Umuieni sv. Sebestidna z var-
$avského Ndrodniho muzea, kde je moZno podle jeho
ndzoru hovofit o identickém autorovi, popf. hledat
autorstvi v okruhu lombardského malife Giovanni Se-
rodina, ,jehof dilo by se moblo stdt jednim z vjchodisek
autorské atribuce naseho obrazu”. Naprosto nové feSeni
autorstvi obrazu Kristus pod kiiZem se naskytlo na vy-
stavé Caravaggio ¢ [Enropa, 1l Movimento caravaggesco
internazionale da Caravaggio a Mattia Preti, krera se
konala v Palazzo Reale v Mildné koncem roku 2005
a potatkem roku 2006.%* Autorka staté tohoto obra-
zu, zde nazvaného Cesta na Kalvirii (Andata al Calva-
rio) Gerlinde Gruberové pfipsala obraz Pedrovi Nu-
tezovi del Valle (Madrid, 1590 cca — 1654), nové
osobnosti, kterd se objevila jako vyraznd tvardi osob-
nost teprve v poslednich nékolika letech, i kdyZz nék-
teré dokumenty o ném byly zndmy {Obr. 1}.

Ve Slovenské nérodni galerii se viak trvd na dosa-
vadnf atribuci, jak svéd¢i vystaveni obrazu po ndvra-
tu ze zminéné vystavy.” Sprdvné se pfipomind, Ze
mnozi mladi mali¥i, ktei p¥ili do Rima po roce 1600,
nasledovali pfiklad Caravaggiiv a Cerpali ze zdklad-
nich principt jeho tvorby, jimiZ jsou z formélniho hle-
diska realizmus a reflektorové nasviceni vyjevu. K nim
patfil i pfedpoklddany autor bratislavského obrazu
Nesen? k#i%e Francesco Boneri, té% Buoneri (okolo
1590, &inny v Rime 1600 — 1620) zv. Cecco del Ca-
ravaggio. Vystava zpfistupnila nejen restaurovany ob-
raz, ale pfedloZila i restaurdtorskou dokumentaci pofi-

# VACULIK, K.: Eur6pske maliarstvo 15. — 18. storoia zo zbie-
rok Slovenskej nédrodnej galérie. In: Zbornik Galéria 8. Staré
umente. Bratislava 1984, 5. 16-63, repr. s. 23, text s. 29-30.

* Caravaggio ¢ I'Europa. I Movimento caravaggesco internazionale
da Caravaggio a Maitia Preti. {Kat. vyst.} Palazzo Reale, 15
ottobre 2005 — 6 febbraio 2006. Milano 2006. Olej na pldtné,
98,5 X 130,7 cm. Viz téZ: htep:www.tekne-eventi.com/pdf/
elenco_new.pdf.

? Cecco del Caravaggio: Nesenie kri¥a v rdmci cyklu Re§rauro-
vané dielo zo zbierok SNG. 1. 3. 2006 — 30. 11. 2006. Kuri-
tor vystavy Ivan Rusina.

1. Pedyo Niirez del Valle (?): Kristus pod kifsem (Cesta na Kalvdrii).
Majetek SNG. Foto: Pavel Stépdnek.

zenou pfi restaurovani dila pfed vystavou v Milané
roku 2005 Norou Hebertovou v Restaurdtorskych
ateliérech SNG. BohuZel, tato vystavka nejenze s no-
vou atribuci viibec nepolemizuje, ale ani se o ni ne-
zmifiuje. Restaurdtorskd dokumentace je perfektni,
ale bez komparace s jinymi dily autora je prakticky
bezcennd. Doufejme, Ze i v zahranié{ dojde jednoho
dne k podobnym restaurdtorskym prazkumum
a nastolf se diskuze na tGrovni exakenéjsi, nez jen
z hlediska uméleckohistorického vizudlniho pfistupu.

Pedro Nfiez del Valle je uZ druhy $panélsky ma-
lif vysokého standardu, ktery se vynofil takika
z nieho (pfipometime, Ze nékteré Tizianovy obrazy
byly odepsdny ve prospéch Diega Pola).?® Ostatng,
stejné to bylo pred pil stoletim s Georgesem de la
Tour ijinymi, dnes uzndvanymi mistry.”’ Podrobny

26 Objevil ho nékdejii Feditel Prada Alfonso Pérez Sinchez, jemuz
vd&im také za orientaci v této problematice, a viibec v ovéfeni
atribuci téméf viech obrazli ze slovenskyjch sbirek.

1 Z novéjdich studii o malifi lze uvést zejména QUESADA VA-
LERA, J. M.: Una degollacién de San Juan Bautista de Pedro
Nufiez del Valle. In: Archivo Espaiiol de Arte, 72,1999, €. 288,
s. 564-572; ddle pak ANTONIO SAENZ, T. de: Unas noti-
cias biogrificas sobre el pintor Pedro Niiez del Valle. In:
Archivo espaiiol de arte, 47, 1974, & 186, s. 160-161; jeden
obraz Sv. Marta (nebo Sv. Markéta) ze sbirek kld§tera bosych
karmelitdnek v Madridu (Descalzas Reales, Patrimonio Naci-
ondl), byl zastoupen na vystavé Caravaggio y la pintura realisia
en Europa. [Kat. vist.] Barcelona : MNAC, 8 Octubre 2005 —
15 Enero 2006. V Pradu je zastoupen Zenou 5 holubici, jejiz
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2. Mignel Jiménez: Kalvirie. Majetek SNG. Foto: Pavel Stépdinek.

rozbor se v§ak vymykd moZnostem tohoto pFispév-
ku. Pfipomefime proto jen, Ze tento pomérné madlo
znamy malif (Nfez) byl, spolu s dal§im, zndméj$im
Spanélem, v Pradu zastoupenym, J. B. Maynem —
¢lenem Akademie sv. Lukase v Rimé (Accademia di
San Luca). Ceccovi se bliZil pomérné chladnym kolo-
ritem a pouZivdnim drobnych dotekd bilé barvy na
svétlech. Pozdéji pasobil pfi dvofe krile Filipa IV.
v Madridu. K objasnéni jeho tvorby pfispél zejména

atribuce kolisa mezi timto Spandlem a Ceccem. Viz www.
mnac.es/doc/lan_002/Caravaggio.pdf

8 PAPPI, G.: Cecco del Caravaggio. Soncino 2001.
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Gianni Pappi, jenZ pouZivd jiného piistupu ke sku-
piné maleb vdzanych na skupinu kolem Cecca, a jako
prvni ptipsal Ntfiezovi del Valle fadu obrazi tohoto
italského Caravaggiova nédsledovnika na zdklad€ je-
diného signovaného obrazu Korunovdni trnim.*® Pro-
hlubme ale divody, uvddéné Gruberovou: pfipomi-
nd Vaculikovu konzultaci, a sou¢asné skuteénost, Ze
ani mezi italskymi historiky uméni nedosla tato atri-
buce vieobecného uznéni. Proti se stavéli hlavné Fede-
rico Zeri a Ottani Cavina, a holandsky historik Joost
Nieuwstraten dokonce sméroval atribuci k Ter Brug-
ghenovi nebo jeho kopistovi. Naposledy Gianni Papi
zase uznaval atribuci Ceccovi, i kdyZ povaZoval obraz
rovné? za blizky Finsonovi, zejména pokud jde o ty-
pologii postav a rytmiku; model bratislavského ob-
razu vidél v Trbali zubi z Galerie Uffizi. Autorka sta-
ti pochybovala o atribuci Ceccovi jak pfed restauraci
obrazu, tak i po neddvné restauraci.® Podle ndzoru
Gruberové se bratislavsky obraz li§i od zndmych
i mladistvych dé&l Ceccovych, a nepfesvédéuje ani da-
tace. Jednim z jejich argumentl je efekt postavy
v brnéni, obrécené zady, odli§ny od tvrdych kovovych
odleskt Ceccovych, podobné jako nedostate¢né uplat-
néni bélob, jaké pouZival F. Boneri (tedy malif, keery
byl veden doposud jako Cecco da Caravaggio), stejné
jako jemnych efektd, jez pouZival Cecco, a soucasné
pouzivd jiny typ drapérie, neZ jaky je uplatnén na bra-
tislavském klecicim Kristovi. Figura zminéného vo-
jéka je obdobnd varSavskému obrazu Umuucens sv. Sebes-
tidna a ve varianté provedené freskou ve Vile Lante.
Podobni postava se opakuje v nékterych Nufezovych
obrazech. Zejména srovnini baretu s obdobnou verzi
Nifezovou na obraze Jael a Sisera v Nérodni galerii
v Dublinu ukazuje podle Gruberové pro Nufeze pfi-
zna¢né shody. Jedingm prvkem, ktery mluvi proti této
atribuci bratislavského obrazu, je, Ze v jinych Nufie-
zovych obrazech se vyskytuji v pozadi prvky archi-
tektur, které ale prévé zde nejsou, podobné jako cha-
rakteristické prodlouZeni postav, kofenici jeSté v ma-
nyrismu. Proto autorka je$té pripousti urcitou nejis-
totu a hovofi do jisté miry o atribuci.*

# Qbraz byl vystaven s restaurdtorskou dokumentaci, kterou
jsem mél moZnost prostudovat, ale zdsadni zdvéry bude moz-
no vyvodit a¥ ze srovnani z jinych restudrtorskych zpriv obra-
z8 Nufezovych.

¥ Caravaggio... c. d. (v pozn. 24), s. 226.

Pripometime jen, Ze Pedro Nuifiez del Valle praco-
val jak v Aragonsku, tak v Madridu. Tak napt. na jed-
nom z obrazi v kostele sv. Vavfince v Huesce je obraz
sv. Orencia datovdn 1623 asignovan latinsky Petrus
Nriinez Academicus Romanus. V madridském krélovském
paldci Alcdzaru pracoval jako dvorni malif za Filipa
IV. Ve své tvorbé si Nifiez udrZoval urditou archaid-
nost v navaznosti na manyristicky idedl prodlouZenych
postav. Podobné jako Cecco pojednéval i skvélym zpG-
sobem kvalitu latek a zdhyby oblekl postav, zejména
bilych, které jsou mimofddné svételné a zdfivé.?!

Vrétime-li se k chronologickému vychodisku ce-
1ého $panélského souboru na Slovensku, pak najde-
me jen jeden jediny, ale o to cennéj¥{ obraz zastupuji-
ci sttedovékou malbu Pyrenejského poloostrova, cha-
rakeeristickou Kalvdrii aragonské skoly (SNG) {Obr.
2}. Dosavadni atribuce hornonémeckému mistrovi je
neudrZitelnd nejen kvali odli§nému charakteru dila,
ale pfedevsim proto, Ze v aragonské Daroce a v zara-
gozském muzeu najdeme kompozice, zcela evidentné
souvisejici s bratislavskou.”” Jednd se o dilo $panél-
ského, pravdépodobné aragonského mistra z bezpros-
tfedni blizkosti Bartolomé Bermeja,” v dobé, kdy pra-
coval s n€kolika malifi pro katedrdlu v Daroce.?
Kalvdrie z Daroky (dnes v Muzeu kolegidty v Daroce)
je redukeci nasi kompozice co do rozmérd i poctu po-
stav [Obr. 3}. Nékteré z nich se opakuji na obou kom-
pozicich jen s nepatrnymi variantami — Kristus a lotr
vpravo na kiiZi, kat (pfevedeny na druhou stranu),
bélovlasy muz s kopim v pozadi (Longinus?). Vroze-
ny vypravé¢sky talent malife odpovidd pravé tomuto
okruhu a mali¥fské provedeni pobledlych, nazelenale
podmalovanych tvifi je charakeeristické pro severo-
vychodni &st Spanélska, Aragonii, stejng jako pouZi-
ti plastickych nimba. Touto scénou se ndm dostdvé
pfiklad mnohofiguralni kompozice pozdné st¥edové-

*! Ibidem, s. 497. Posuny v ndzorech na tvorbu caravaggist
M Rimé souvist také s novymi objevy ohledné tvorby dalstho
Spanéla, mladého Jusepe de Ribery. Naposledy viz DANESI
SQARZINA, S.: New documents on Ribera, ,pictor in Urbe",
1612 — 1616. In: The Burlington Magazine, CXLVIII, April
2006, No. 1237, s. 244-251.

** La Pintura gética en la Corona de Aragin. Museo colegial de Daro-
cz. Madrid 1975, s. 134-135.

 La pintura gitica hispanoflamenca. Bartolomé Bermejo y su obra.
Ed. F. RUIZ I QUESADA — A. GALILEA ANTON. Barce-

3. Miguel Jiménez a Martin Bernat: Kalvdrie (Uki5%0vdni). Retdblz kostela
sv. KiiZe, Santa Cruz de Bursa, 1485 — 1487. Foto: Archiv autora.

kého typu, v ném? individudlni rysy postav i jedno-
tlivjch scén obrazu, ktery je epickym pfevyprivénim
Gstfedniho ndmétu kfestanského uméni a ohniskem
ndboZenské kontemplace.” Autor je zaujat pfedev$im

lona : Museu Nacional d’Art de Catalunya, 26. 2. - 11. 5. 2003,
Bilbao : Museo de Bellas Artes de Bilbao, 9. 5. —31. 8. 2003.
Tuto vystavu jsem mohl vidét v barcelonské verzi. Viz zejmé-
na & kat. 31, o spole¢né prici Martina Bernata a Miguela Ji-
méneze, jehoZ text zpracovala Maria del Carmen Lacarra Du-
cay, a repr. na s, 276.

34 Ibidem.

3 K ikonografii viz HALL, J.: Slovnik naméts a symbolit ve vitvar-
ném uméni, Praha 1991, s. 456.
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4. Spantlsky mali¥ z okrubu_Juana Pantojy de la Cruz: Portrét Filipa
1. Majetek SNM — Cerveny Kameri. Foto: Pavel Stépdnek.

figuralni strankou déje a celou scénu oZivuje rozma-
nitou pohybovou projekei figur s nékolika d&ovymi
epizodami. Trojici ukfizovanych odpovidé trojice Zen
(dvé Marie a Veronika?) v bohatém brnéni setnik Lon-
ginus, ukazujici na Krista, obstardvajici tak dialog
s divakem. Pfitomnost bolestné Marie je jeji pfipomin-
kou na vykupitelském dile. Autor dokdzal vytéZit po-
zoruhodné napéti z protikladu formélniho tvaroslovi
sosné prostorovych postav a jejich plochého dekorativ-
niho rdmovédni bud s nimby nebo lemy na Satech
a zbroje. Hrubd charakteristika Zoldnéfe je tu zdtraz-
néna jeho aZ jakoby kreténskym vzhledem. Vyrazni
kontrastni barevnost (Cervené, zelené a zlaté), sucha

% Viz STEPANEK, P.: UktiZovan{ aragonského malite Migue-
la Jiméneze (?) v SNG. In: Galéria, V1, 2000, &. 1,s. 12.

% HLAVACKOVA, H.: ,Joseph erat decurio”. P¥ispévek k iko-

nografiii UkfiZovan{ ve stfedovékém uméni. In: Uméni, XXXV,
1987, ¢&. 6,s. 507-514.
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S. Spandlsky (?) mali¥: Podobizna ddmy v bobatém obleku. Majetek
SNG. Foto: A. Miciichovd, Archiv SNG.

zemé v popfedi a fldmsky vystavéné mésto s katedrdlou
v pozadi potvrzuji pak iberského, hispanoflamsky
orientovaného umélce, ktery vychdzel z grafickych
listd, z nichz prebiral systém ldmané drapérie. Je jim
s nejvéts{ pravdépodobnosti Miguel Jiménez.*®
Pokud jde o celkovou kompozici, obecné uplat-
fiovanou v celé evropské malbé, Hana Hlavéckova®
definuje jednotlivé postavy, které se vyskytuji nejpr-
ve na nejstar$ich obrazech, inspirovanych textem Ja-
nova evangelia (19, 26-27): ,Kdyz JeZi spat¥il matku
a vedle ni uiednika, bterého miloval, vebl matce: Zeno, ble,
tvilj syn! Potom fekl tomu niednikovi: Hle, tvd matka" >
AzZ teprve pozdéji se objevuji i dal8i postavy se setni-

3 Citovano dle ekumenického prekladu: Bible. Pismo svaté Staré-
ho & Nového zdkona. Praha 1979.

kem. Jesté dfive vSak pfichdzi jiny typ, jenZ se pozdé-
ji vyskytuje vyhradné na Zdpadé: kromé Marie a Jana
je pod kifZem zobrazen i setnik Longinos probodéva-
jict Jezi$av bok a Stefaton s houbou naplnénou octem.
Pozdéji, zejména na zdpadnich rané stfedovékych slo-
novindch, byvajf oba vyobrazovini spole¢né se symbo-
lickymi postavami Cirkve a Synagogy. Cirkev dopro-
vaz{ obréceného Longina, Synagoga nevédomého Ste-
fatona. Nékdy byvaji tyto protéjskové skupiny pod
kffZem chédpdny jako protikladné, jindy vyjadfuji na-
opak historickou posloupnost synagoga — cirkev.

Vedle Jana stoji vyraznd postava setnika jako vy-
znavade, ukazujiciho na JeZiSe se slovy Vere Filius Dei
erat iste Matous 27, 54). Za nim pravdépodobné stoji
v kapuci (Zidovské) Josef (z Arimatie), ktery poZadal
pozdéji o télo JeZiSovo, aby jej mohl pohibit. Je to
onen decurio, Cili radni (pozdgji zaméiiovany za setni-
ka, Lukds 23, 50-52).

Na rozdil od ¢eskych sbirek, kde nejvyznamnéj-
$im souborem je soudrind a logicky skloubend fada
dvorského portrétu 16. a 17. stoleti, na Slovensku
najdeme jen okrajovou ukdzku tohoto druhu malby
a to portrét Filipa 111 ze sbirek na Cerveném Kame-
ni, svého ¢asu publikovany jako podobizna Ferdinanda
Habsburského,” ¢emu? se pfi fyzické charakeeristice
videtiskych, prazskych a madridskych Habsburkd
nelze co divit [Obr. 4]. Ve skuteénosti jde o dilenskou
variantu portrétu Filipa III. z krdlovského paldce
v Madridu, provedeného Juanem Pantojou de la Cruz,
datovaného kolem roku 1603, kterd se od ného ne-
patrné odlifuje rozméry (64 X 47 cm).® Ovalny tvar,
typicky pro 17. stoleti, byl zfejmé pfimalovin pozdé-
ji.®! Svym datem vSak patif obraz uz do po¢dtku no-
vého stoleti, kdy vrcholi vjvoj Spanélské malby, za-
polaty v onom predchazejicim dloubém stolets” Pan-
toja se zdd byt na prvai pohled jednim z onéch umél-
cti, které znovu vyneslo aZ 20. stoleti. Ve skutenosti

% UCNIKOVA, D.: Portrét na Slovensku. Bratislava 1980,
s. 92. Vystava Historické portréty na Slovensku. [Kat. vyst.]
Bratislava : SNM, mdj — august 1984, vystaven Filip III.
(CK O 873) jesté jako Ferdinand Habsbursky.

“ KUSCHE, M.: Juan Pantoja de la Cruz. {Kat. vyst.} Mad-
rid : Castalia, 1964, &. kat. 7, obr. 7, s. 145. Nejnovéji se
badatelka v&novala tematice $panélského vzniku a vyvoje
dvorského portrétu v souhrnné analyze KUSCHE, M.: Re-
tratos y Retratadores, Alonso Sdnchez Coello y sus competidores
Sofonisba Anguissola, Rolan Moys, Jorge de la Rida. Madrid :

6. Diego Veldzquez (?): Portrét Filipa 1V. Majetek SNM — Zdmek
Betliar. Foto: Archiv autora.

vSak nepfestal budit pozornost napf. u francouzského
malife prvni poloviny 19. stoleti Théodora Chassé-
riau, ktery jej peclivé studoval ve Spanélsku spolu
s Veldzquezem a Moralesem.®

Podobné charakteristické rysy jevi i portrét Podobizna
ddmy v bobatém oblekn, zatim v SNG pfipisovand neznd-
mému némeckému mistrovi, z pfelomu 16. a 17. stole-
ti {Obr. 5}. Vyraznd $panélskd méda nemusi jesté zna-

Fundacién de Apoyo a la Historia del Arte Hispéanico, 2003,
632 s. (434 il.).

# Na moravském zdmku Velké Losiny najdeme pravdépodobné
stfedoevropskou (nejspiSe rakouskou) kopii tohoto obrazu.

2 MARIAS, F.: El largo. siglo XVI: los usos artisticos del Renaci-
miento espanol. Madrid : Taurus, 1989.

3 SANDOZ, M.: El pintor Théodor Chassériau (1819 — 1856)
y el mundo ibérico. In: Goya, 1968, ¢&. 80, s. 76-83.
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7. Josef Josefik: Kresebnd rekonstrukee piivodniho formdtn Portrétu Fi-
lipa IV, Majetek SNM — Zdmek Betliar. Repro: Archiv autora.

menat §panélského autora, ale rozhodné k nému sméfuje,
podobné jako kabinet v pozadi, jehoZ ptivod bude nut-
no presnéji urdit. Co zde bude mozno snad upfesnit
presndji, je datum vzniku, které bude odvislé od prvkt
mody, nebot vyrazné zde plisobi Siroky krejzlik v podobé
,mlynského kola®, jehoZ nejran&jsi verzi zndme z doby
kolem roku 1593 a vrcholi po roku 1606; bude viak
nutné piihlédnout k daliim prvkim Zenské médy.
Zde stoji za zminku je§té mensi podobizna, za-
chycujici hlavu syna pfedeslého krile, a to Filipa IV,
jehoz atribuce zlistdva jesté nedofeSena, ale piesto se

4 ny. & 1834, 130 X 91,5 cm, zde je datovdn sprévaé do let
1595 — 1605. Této tematice se vénovala v nékolika svazcich
Carmen Bernis, naposledy v posmrtné vydané knize Lz moda
en los tiempos de Cervantes. Z Ceskych badateld HAJNA, M.
Premiticas de los vestidos” aneb kralovské nafizeni o odfvani
a médé v renesanénim Spanélsku. In: Miscellanea oddélent ru-
kopish a starych tisksi Nédrodni knibovny Ceské republiky, 16, 1999
— 2000, s. 189-208 pfiblizila zejména roli krdlovskych vynost
(prematicas = pragmatiky), omezujicich luxusni prvky dém-
ské i panské médy.
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8. Josef Joseftk: Kresebnd vekonstrukce pitvodni malby pod Portrétem
Filipa IV. Majetck SNM — Zdmek Betliar. Repro: Archiv antora.

jevi jako vjznamny obraz. Tuto podobiznu ze sbirek
na zamku Betliar zrestauroval a peclivé analyzoval
svého Casu (v letech 1983 — 1986) Josef Josefik.®
Ptipsal ji ale Franciskovi de Zurbardn a nesprévné
datoval do doby okolo roku 1638. PfestoZe byla
zminéna v prévodci muzea, zatim nevzbudila tako-
vou pozornost, jakou by si zaslouZila. Obraz mohl
dovézt Emanuel Andréssy, jen? pfi cestich po Evro-
pé navitivil i Spanélsko a Portugalsko® {obr. 6.
Josefik zjistil zdvazné véci, které mluvi ve prospéch
origindlni malby 17. stoleti. Za prvé, formdt obrazu

s jOSEFfK,j.: Restaurdtorskd zprdva, 1. C. B-261/531, 73 stran,
2 kresby.

46 GYORGY, T.: Kastiel Betliar, b. m. b. d. [Betliar 20041, s. 36.

47 Ibidem, s. 9. Kromé toho pochdzi z andrassyovské sbirky i fada
dal3ich pfedmétd, a to ndbytku a zbrani, dnes deponovanych
na zdmku Krisna Horka. Viz GYORGY, T.: Krésna Horka,
SNM — Miizeum Betliar. Ro¥fiava : Roven, 1998 (obr. 15:
selné zbrang, obr. s. 25: Hradnd jedélesi, soubor 8 kfesel se
znakem Kastilie, Leonu, a Bourbonii— 2 vystaveny v Bojnicich).

byl upraven z pivodniho ¢tvercového formdtu (33 X
33 cm) na obdélnikovy, za druhé, k vypodobnéni Fi-
lipa IV. bylo vyu¥ito u# pomalovaného plétna,®® ve
spodn{ vrstvé rentgenovym prazkumem zjistil prav-
dépodobné nedodélany portrét ddmy s Siroky Gcesem
piiznaénym pro médu Spanélského dvora oné doby
(snad od tého? autora), ktery Josefik dokdzal kresebné
zrekonstruovat — byl postaven naleZato, (ili se muze-
me domnivat, Ze se jednalo o vyiez z velkého portré-
tu [Obr. 7, 8}. (Obraz byl mirné zvétien, pravdépo-
dobné v 19. stoleti, kdy byl také naZehlen). Josefik
ale vyslovuje neodvodnitelnou domnénku, Ze by
mohlo jit o podobu ,nap#. Lsabely de Valois“, alkoliv
to nedokldd4 #4dnym srovndvacim materidlem. Podle
Josefika jak technika malby, tak vyraz pevného pred-
nesu velké formy naznacuje vyznamného autora. Cisté
barevné tény s velmi {ispornou paletou, bez modré
a zelené, kterou datuje do doby kolem 1638, ale podle
mého nézoru spiSe s ohledem na néslednou identifi-
kaci. P¥{snd kdzen, jednoduchost pfednesu i barevné
velkd forma, chladnd vérnost, poddni bez frdzi, to vie
svéd¢i pro Veldzqueze, o ném? i sam Josefik uvazuje,
ale nakonec se na zdkladé téchto obecnych charakte-
ristik mylné pfikldni k pfipsdni Franciscu Zurbard-
novi. OvSem uz zékladni komparace s jinymi zndmy-
mi portréty ukdzala, Ze jde o portrée Filipa IV. v jeho
22 — 23 letech, nékdy kolem roku 1628, kdy jesté
Zurbarin v Madridu nepusobil, a ani neni zndmo,
e by svého panovnika portrétoval. To bylo vyhra-
zeno dvornim malifim; tehdy jim byl Diego Veldz-
quez. Nejde jen stanoven{ stdfi podle klamavého
viemu fyzického, ale podle prvkd mddy, zejména
i¢esu, kterou lze pomérné pozorné sledovat podle
dochovanych portrétd a kterd nedovoluje piesahnout
urdity limit. Ve prospéch origindlni tvorby hovofi
i skute¢nost, Ze se zatim nepodafilo zjistit Zddnou
pfesnou verzi, jejiz kopii by mohl nd§ obraz pfed-
stavovat. Naopak, zapadd do fady podobizen mla-
dého panovnika. Proto maZeme betliarsky portrét
zafadit pfinejmensim do Veldzquezova okruhu, po-
kud ne pfimo do jeho tvorby.

*® Podobné pouil podmalovaného pldtna na podobizné Filipa
IV. v Pradu, v brnéni — s krunyfem.

# Odkazuji na podrobny rozbor obrazu v STEPANEK 1984,
¢. d. (v pozn. 4), s. 97-104 a STEPANEK, P.: Alegoria del
mes de julio, de Francisco Barrera. In: Archivo Espariol de Arte,
1984, & 228, s. 357 (ve zkricené podobé).

9. Francisco Barreva: Zatisi & Alegorie mésice Cervence — JVLIO (Léto).
Magetek SNG. Foto: A. Mictichovd, Archiv SNG.

Nejvyznamnéj$imi ukdzkami Spanélské malby
17. stoleti jsou obrazy ze Slovenské ndrodni galerie,
z Casti pochdzejici rovnéZ z pélffyovského majetku,
z tsti z Cech. Nesporné nejvétsi pozornost vzbudi-
lo doposud Z4i57 &1 Alegorie mésice cervence (Léto) Fran-
ciska Barrery (SNG O 5451), ndzorné ilustrujici
madridskou malbu z doby kolem roku 1640, tj.
z vrcholného obdobi zlatého stoleti, vzhledem
k ptehodnoceni role $panélského zdti§i a vibec pfi
zvyraznéni role tohoto malife v celkovém kontextu
madridské $koly [Obr. 91. Stadi pfipomenout jen no-
v&jii zjidténi,? Ze tento malif byl svého ¢asu velmi
zndmy a slavny, protoZe sehrdl rozhodujici roli pfi tzv.
Barrerové sporu, ve kterém vedl madridské malife
proti poplatklim zvanym alcwbala, tj. danim z femesla,
a ktery nakonec ,,svobodn{“ umélci vyhrali. Jeho dilo
se objevuje stéle vice na nejriznéjsich vystavach a zda
se, Ye brzy bude moci byt sestavena alespoii mensi
monografie.’® V ka?dém pfipadé vytvofil mnozstvi
alegorickych obrazd s ndméty ro¢nich obdobi, z nichz
nékteré se soustfeduji jen na zobrazeni nékolik mé-
sic v pfisluiném obdobi (napf. zimni, jarni, letni nebo
podzimni mésice pospolu), jiné, jako v naSem piipadé,
zndzorfiuji mésice samostatné ale v cyklu celého

50 Pintura espaiiola recuperada por el coleccionismo privado. [Kat. vist.}
Ed. A. E. PEREZ SANCHEZ. Sevilla : Hospital de los Vene-
rables, Dic. 1996 — Feb. 1997; Madrid : Academia de Bellas
Artes de San Fernando, Feb. — Abril 1997. Jde o obraz, ktery
byl katalogovin ve Velké Britdnii ~ viz Trafalgar Galleries at
the Royal Academy, I11. [Kat. vyst.] Ed. R. ALFRED — E. CO-
HEN. London 1983, & 11.
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roku.! Nejnovéji postihl jeho hodnoty v souhrnném
soudu, ktery tu prepisuji, L. Kesner: ,,Na prond pobled
pouhé dekorativnt zdtisi biEngsi produkce se pii pozorném
problieni rozvine do velkého malfiského pitvabu. Vzdené
v jediném toku zelené drieny obraz popisuje stiizlivé, ale

poeticky riizné dary léta a v pozadi vievo jest vynikajici

stV Amacllerové astavu (Insticuto Amatller) v Barceloné se za-
chovaly fotografie plten se zndzornénim mésich Cervence
a srpna v obchodnich galeriich, podepsanych a datovanych r.
1638; bez oznadenf zati¥i ze sbirky Artura Raména (& 54.745)
a z4ti¥{ ze sbirky Pietra Lorenzelliho v Bergamu. Srovnej
s obrazem v ARS HISPANIAE, XV, 262-263 ze sbirky Gon-
zélez Abreu, Sevilla, v madridském uméleckém obchodg, zna-
geno 1638. Archiv MAS 1979 — 3966; Cabestany, ¢. 19; dalsi
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10. Francisco Barrera: Alegorie mésice kvétna —
MAYO. Zdtix{ s ovocem, zeleninou a kvétinani. Ma-
jetek SNG. Foto: A. Midichovd, Archiv SNG.

11. Francisco Barrera: Alegorie mésice svpna —
AGOSTO. Zdtisi s ovocem a nddobami. Majetek
SNG. Foto: A. Midiichovd, Archiv SNG.

Yinrovd scéna koupajicich se venkovanil, malovand se zcela
moderni bezprostiednosti.”>

Také dal§{ dva obrazy, sice nesignované, ale bez-
pecné identifikované, rizného sbératelského plvodu,
lze vztahovat k této Fadé Barrerovych zétisi. Piiznalnd
je jeho omezend $kéla zemitych barev, v keerjch pfe-

obrazy spojujici mésice z4¥, ffjen a listopad, rovnéZ v ma-
dridském uméleckém obchodé, neznadeno; déle pak prosinec,
leden a tinor (jako Invierno — Zima). Viz MAS, 3969, 1979,
v obchodg. Viz té2 MULAS, I.: El bodegén espafiol del s. XVII.
In: Antiguaria, 1, €. 2, 5. 20-31.

52 KESNER, L.: Staré $panélské uméni na Hrad¢anech. In: Li-
dovd demokracie, 31. 7. 1987.

12. Francisco Barrera: Alegorie mésice iinora — FEB-
RERQ. Nezndmé misto, naposledy na trbu v Londyné.
Foto: Archiv antora.

13. Francisco Barrera: Alegorie mésice Cervna —
JVNIO. Nezndmé misto, naposledy na trbu v Madri-
du. Foro: Cortesia Galerie Caylus, Madrid.

vladd zelerl a Sed, tak odpovidajici kastilské krajiné.
Druhy, Alegorie mésice kvétna (SNG, Zdtisi s ovocem, zele-
ninon a kvétinami, O 348) zfejmé tvofi souddst Sirstho
cyklu mésicd, namalovanych v roku 1640. Svéddi o tom
shodny formét (102 X 155,5 cm) a v zdsad¢ i stejné
provedeni. Ndmét upfestiuje uprostied dole népis
MAYOObr. 10}. Vaculik vyslovoval zpodatku ke stej-
nému autorstvi vyhrady,” které byly ale Casem roz-
ptyleny a definitivné sprovozeny ze svéta vystavenim
jednoho z obrazdi. Posledni obraz stejnych rozmért
v SNG znézortiuje Alegorii mésice srpna (24151 s ovocem
a nddobami, O 272). Je identifikovan vlevo dole napi-
sem AGOSTO/P [Obr, 11}. Monogram VA na bilém
dzbdnu mZeme snad interpretovat jako zkratku umél-

cova jména napsaného VArrera, tj. BArrera; $panél$ti-
na totiz Casto zaménuje B a V stejnou vyslovnosti na
pocétku slova. Obraz, pfevzaty roku 1950 z byvalého
Slovenského muzea v Bratislavé, se fad{ jak rozméry,
tak stylisticky do série 12 mésich {Obr. 12, 13].
Dalsi dva obrazy, shodou okolnosti murillovské in-
spirace, pochazeji ze shora uvedené sbirky J. V. Novi-
ka z Prahy, ktery je koupil v roce 1904 v Barceloné;
del3i ¢as byly v depozitafi Nérodni galerie v Praze jako
konfiskét (1949 — 1969); pak je vritili majitelim a od
nich je zakoupila SNG. Prvnim z nich je Madona obji-

5 VACULIK 1985, c. d. (v pozn. 7), & 130 a 131 vyslovoval
zpolitku ke stejnému autorstvi vyhrady.
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14. Alonso Miguel de Tobar (Tovar) (?): Madona objimajict décko.
Majetek SNG. Foto: V. Fyman, NG Praba.

majici décko®* {Obr. 14}. Postava v hnédavém Saté
a modrém plésti je namalovand pomérné volnymi tahy
$tétce a lehkou modelaci vyvedena z tmavého neu-
tralné ladéného pozadi chladngjitho odstinu. Jde
o pomé&rné vérny ptepis Murillova obrazu znimého
jako Madonna della Sedia z Bedfordovy sbirky ve
Wobburn Abbey, datované obvykle lety 1766 - 1775,
oviem v leh&im, bezmala rokokovém duchu. Charak-
teristika této kopistické prace vice méné s vlastnim
nézorem a barevnosti odpovidd dosud zndmym cha-

s STEPANEK 1984, c. d. (v pozn. 4), s. 105-112, zde dal3
podrobnosti. Novinky k Tobarové tvorbé pfinesla LAVALLE,
T.: Alonso Miguel de Tobar, pintor de Isabel de Farnesio (Hu-
elva 1680 — Madrid 1752). In: Simposio ... c. d. (v pozn. 3).

55 Zlatd Praba, XXIV, 1907, s. 136 (soucasnik Murilldv; pouze
repr.). Galerie Jos. V. Novik in Prag. Beschreibendes Verzeich-
nis von Th. Von Frimmel. Prag 1934, XLIX.

56 VALDIVIESO, E.: Historia de la Pintura Sevillana. Siglos X111
2 XX. Sevilla 1986, 5. 301-302 uvddi jako jediné jisté signo-
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15. Alonso Mignel de Tobar (Tovar) (?): Madona objimajici décko.
Mexiko, katedrdla. Foto: Archiv antora.

rakteristikim dila Alonsa Miguela de Tobar (Tovar)
(1680 — 1758), kterému se obraz tradi¢né piipisuje,
al pfi prvafm publikovdni u nds se obraz povazuje
je$té za préci soucasnika Murillova a teprve pfi prvni
katalogizaci Novékovy sbirky se objevuje jméno To-
barovo.” Zd4 se, e i v romto pifpadé bude nutno
atribuci znovu posoudit pii vytvafeni budouci mono-
grafie Tobarovy, ke které pfispél neddvno Valdivie-
50.% Tobara ocefiovali jako Murillova kopistu i na
novém ¥panélském bourbonském dvofe (konkrétné

vané a datované dilo obraz Madona Utéchy se sv. FrantiSkem, sv.
Jakubem a kndzem-dondtorem z katedrdly v Seville. Dal3{ signo-
vanou a datovanou praci (1746) je BoZskd pastjika z kostela
v Cortelazor, nedévno restaurovand (anon.: La divina pastora
de Tovar, recobra su primitiva gragancia. In: E/ punto de las
artes, XII1, 1998, & 481, s. 16). Z pfipsanych obrazd pak 5.
Frantisek dostdvd ampuli z Akademie sv. Ferdinanda v Madridu.
Autor piipomind, Ze v jednom obdobi ,priely” atribuce To-
barovy bez opodstatnéni.

16. Murillo, okrub: Odpolinek na dtéku do Egypta. Majetek SNG.
Foto: V. Fyman, NG Praha.

za Filipa V., ktery Murilla obdivoval) béhem jeho
pobytu v Seville v letech 1729 — 1734. Pak se Tobar
prestéhoval s dvorem do Madridu.” Téchto interpre-
taci Murillovy madony existuje po Evropé bezmila
patndct, ale ne vSechny jsou pfipisovatelné Tobarovi.
Nejblizsi najdeme v poznaiiském Nérodnim muzeu,
dalii v Seville a Cérdob&®® a dokonce i v Mexiku, kde
se jich naslo je$té vice: celkem sedmndct, z nichZ ne-
jkvalicnéjdi je v sakristii katedrédly v hlavaim mexic-
kém mésté. Nékteré jsou uz jen kopiemi podle Toba-
rovy kopie {Obr. 15). Murilldv odkaz totiZ rozvijela
jesté na pielomu 17. a 18. stoleti celd fada Zdka a epi-
gonu. Barevnost i ndimét dochdz{ v pracich téchto
umélct na samou hranici libivosti, diky které byl i sdm
Murillo jako jediny ze $panélskych malifG nepfetrZi-
té zndm a uzndvan jako jeden z nejvétsich evropskych
umélch az do samého zdvéru 19. stoleti.

" BOTTINEAU, Y.: L'Art de conr dans U'Espagne de Philippe V.
1700 — 1746. Bordeaux 1960, s. 582 tvrdi, Ze Tobar byl pou-
him (w'était qu'un copiste) kopistou. Jinak je Tobarovoe jméno
zminovano nékolikrit, ale bez dal§ich charakteristik.

%% Naposledy jsem vidél kopii hor¥{ kvality v kostele sv. Trojice
(Trinidad) v Cérdobé v Fjnu 1983.

%% Tobar je uchvicen pohledem na krisnou Katefinu, dceru knéze
Adridna, kterd se pravé v tento den vddvé a kterd ho odpoutd
od véletného dila... Nevésta Katefina se ve Wergelandové
bdsni vyskytuje mj. jako model §panélského malife k Zdsnubdm
svaté Katefiny a koneéné jako jedna ze dvou zhnoucich i

17. Bartolomé Esteban Murillo: Uték do Egypta. Majetek: Szépmiivé-
szeti mitzenm Budapest. Foto: Archiv autora.

Pripomenme si tu romanticky pohled na Tobara
od norského bidsnika Henryka Wergelanda (z roku
1840), v némz se tento Spanélsky malif jevi jako vo-
jék, a ukazuje, Ze Tobar byl zndm v celé Evropé:*
wAlfonzo de Tobar, nestastny malif, ktery se stal Zoldnévem
dobyvatele své viasti Ludvika XIV., proto¥e se nemobl st
Veldzquezem ani Bartolomém Estebanem Murillem, pychou
fpanevlféa, ziistal pozadu. (...) KdyZ wvidél ten obraz (Za-

v kytici, kterou Jan van Huysum namaluje (zde splyvéd sym-
bolika spojeni vlastnosti kvétin a lidi). Viz interpretaci, kte-
rou poskytuje v dvodu YSTAD, V.: Filosofie uméni ve Wer-
gelandové Kytici Jana van Huysuma. In: WERGELAND, H.
Jan van Huysums. Blomsterstykke en buket Frederika Bremer. Ob-
raz § kvétinami Jana van Huysuma. Kytice Frederice Bremerové.
Praha: ELK, 1992, s. 8-41, zejménas. 9-11 a 31. Wergeland
jako zaméstnanec Universitnf knihovny sbiral vyroky histori-
k& uméni o holandskych malifich kvétin a pravdépodobné
narazil na viklad Aristotelova pojet{ uméni, blizkého jeho vlast-
nimu, které se ddle uplatiiuje v interpretaci van Huysumo-
vych kvétin, ale tim bychom vybodili z nafeho $panélského
ndmétu.
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18. Bartolomé Esteban Murillo: Ecce Homo. Majetek SNG. Foto: A.
Miditchovd, Archiv SNG.

snoubeni sv. Kateriny) v chrdmu v Seville, vodném mésté
Murillové, klesl k zemi pod tifi pozndni, Ze neni Zddny
Murillo. (...) Tobar, nejStasinéjii z napodobitelii Esteba-
na Murilla, unikne nebezpeli. Svého mista mezi Spanélsky-
mi mali¥i dosdhl ,Zasnonbenim sv. KateFiny', které viak je
dilem pivodnim a s Murillovim svétozndmym obrazem tého%
jména soutd¥i o palmu vitézstvi, a kromé toho jesté ,Rodi-
nou', ktevd ziistala jen kriilek za ,Rodinon’ Velasquezo-
vou. .. Kdo viak znd Alfonza de Tobara? A kdo viibec znd
velikost Spandlska, velikost ducha, kterou je tato zemé ob-
datena, %e si dovedla uchovat svon ndrodni jedinecnost?
Svét and jen velikost jejich nestésti. %

% WERGELAND 1992, c. d. (v pozn 58),s. 71, 73, 83. Nutno
poznamenat, ¥e oba zmifiované obrazy Alfonsa de Tobar a Obraz
s kvétinami Jana van Huysuma byly souddsti francouzského na-
poleonského lupu, ktery byl pak vystaven v Louvru.

6 Viz STEPANEK, P.: Murillovsky odpoginek na titéku do Egypta
ze Slovenské ndrodni galerie. In: Zbornik Galéria 8. Staré umenie.
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19. Antonio Puga (?): Podobizna idiota* & kreténa” (Alegorie &-
chu). Majetek SNG. Foto: Archiv SNG.

Druhym dilem ze irokého Murillova okruhu je
Odpocinek na iitéku do Egypta (SNG) [Obr. 16}. Tento
némét, vychdzejici z evangelijnich apokryfi, byl ve
Spanélsku dosti obliben, zvldsté v jihoSpanélské an-
daluské ¥kole.’' Murillo jej maloval sdim nékolikrat;
nejzndmé&jil verze je ve svatopetrské Ermitazi. Kres-
ba nadeho obrazu v zdsadé sleduje uzavienost Muril-
lovyich tvard, uvoliuje se viak v ¢rtdch déti a na ska-
lach krajiny. Velmi plastické siluety sv. Josefa s oslem
na pozadi nardzovélého nebe zérovei vytviii typicky
teplou harmonii, o¥ivenou jen kontrastnim modrym
Mariingm plaStém. Tyto promény viak poukazuji

Bratislava 1984, s. 113-115; té2 BUTLER, J. T.: Recent Acces-
sions of American and Canadian Museum. In: The Azt Quarter-
Jy. Detroit : Januar — April 1973, 5. 430, Utk do Egypta, 1640.
Obraz byl reprodukovén rovné ve Zla#é Praze, XX1V, €. 11-
12, obiélka, jako B. E. Murillo, Svatd rodina.

20. §pmzél;éj (kataldnsky?) maliF 17. stoleti: Immakulata se dvéma
[rantiSkdnskymi svétci. Majetek SNG. Foto: Archiv SNG.

nikoliv k rokoku jako v pfedchédzejicim pfipadé, ale
spiSe k radikdlnimu baroku Valdése Leala anebo
i madridské $koly. Typ dobfe vyZivenych déti’s poné-
kud expresionistickym vyrazem upomind nejen napf.
na nésledovniky Murilla véetné Valdése Leala (napf.
Nanebevzeti P. Marie v Sevillském Muzeu vytvarného
uméni), ale také na sochafe jako je Risueno, ktery
v plastice sv. Josefa s Jezi$kem rozvadi podobny typ.®
V kazdém pfipadé jde o ukdzku murillovského na-
podobitele a vlivi madridské $koly.** Také tento ob-
raz pfivezl z Barcelony J. V. Novak.

© GOMEZ MORENO, M. E.: Breve historia de la escultura espaiiola.
Madrid, 2. vyd. 1951, s. 108, fig. 262. K ikonografii viz San
José en el arte espaiiol. {Kat. vyst.} Madrid, enero — marzo 1972.

% Murillo se dostal do Madridu jen krétce, a tov r. 1658. — GAYA
NUNO, J. A.: La obra Pictdrica Completa de Murillo. Barcelona
— Madrid 1978, s. 84. Valdés Leal sim toto téma nezpracova-
v4, ale celd fada andilkd na jeho obrazech md obdobné rysy,
i kdyZ rukopisné nelze bratislavsky obraz s Valdésem spojo-

21. Luis Tovar (?): Sv. Ritfena Limskd. Majetck: SNM — Bojnice.
Foto: Archiv autora.

Nejkvalitnéj§i praci murillovského charakeeru je
nesporné Ecce Homo (ze stdlé expozice SNG), kde se
obraz vede dodnes jako italsk4 prace.% Tizianovi, resp.
jeho okruhu, jej pfipsal K. Vaculik, ktery oviem otaz-
ku atribuce nepovaZzoval v roce 1985 jesté za uzavie-
nou.%’ Podobny typ Ecce Homo byl v 17. stoleti v kato-
lickych zemich pomérné obliben a nachdzi se Casto
bud' z dovozu nebo z domici produkce i ve stfedni
Evropé. Z italské malby mdZeme pfipomenout zej-
ména okruh Guida Reniho, konkrétné obraz bolo-
tiské malitky Elisabetty Siraniové (1638 — 1665, Bo-

vat. Viz Valdés Leal. [Kat. vyst.} Ed. E. VALDIVIESO GON-
ZALEZ. Madrid : Museo del Prado, Junta de Andalucia, 1991.

¢ VACULIK, K.: Tizianov obraz v Slovenskej nérodnej galérii.
In: Virwarnf Zivor, VI, 1961, & 9, s. 330-345.

% Dopis K. Vaculika ze dne 21. 5. 1985; dokonce v separitu

Casopisu Vitwarny Zivot, ktery mi tehdy vénoval, opravil ti-
tul TizianQv a pfipsal -ovsky — Tizianovsky.
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22. Spandlsky (?) malf¥ 17. stoleti: Sv. Ludyik Gonzaga v girlandt,
Majetek SNM — Bojnice. Foto: Archiv antora.

logna) ve sbirce arcibiskupstvi olomouckého z doby
po roce 1660, ziskany na sklonku 19. stolet{.%¢ Cel-
kovy duch tohoto obrazu, hloubka zéZitku, objemo-
vé konstrukce téla i anatomickych detaild a pomérné

6 Olomouckd obrazdrna. ltalské malifstoi 14. — 18. stoleti z olo-
moucksch shivek. [Kat. vjst.} Ed. M. SOUKUP. Olomouc 1996
(autor hesla Milan Togner).

§7 Viz napt. graficky list Antonise van Dycka ze sbirek SNG (G
2520) Vysmievanie Krista, €. kat. 149. —~ Eurdpske umene v zbier-
bach SNG. [Kat. vyst.] Ed. M. KELETIOVA. Bratislava : SNG,
1991 (grafiku zpracovaly Gita KordoSovd a Danica Zmeté-
kov4). Tkonografii viz HALL 1991, c. d. (v pozn. 34), s. 126.

6 Jako Mu Bolesti se objevuje na jediné signované grafice Giu-
seppe Scolariho, registrovaného v malifském cechu bendtském.
Viz The Genius of Venice 1500 — 1600. New York 1984, s. 59
(autor hesla D. L.).

6 Také jinf $panélici malffi se ndmétem zabyvali. V souvislosti
s Tizianovskym modelem Krista je nutno pfipomenout zvl§té
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omezeny kolorit inkarndtu viak vedou ke $panélské-
mu umélci z Murillova okruhu; a po nedavné restau-
raci, pi které se objevil v pozadi vyklenek a postava
se zvyraznila svou objemovost, pak vede nasi pozor-
nost k samotnému Murillovi [Obr. 18]. Pfirozené,
tento typ Eece Homo byl skutené velmi rozifen
i v Itlii i jinde®” sice u¥ od pozdniho stfedovéku, ale
zvlasté od renesance a¥ do pozdniho 17. stoleti kdy
byl Casto ztviriiovn nejen malifsky a sochafsky, ale
i graficky.® Jeho obsahovy smysl se vztahoval prede-
viim k velikonoénf liturgii, k mystickému paSijové-
mu tématu. Vychazi ze zndmych slov fimského mis-
todr¥itele v Judsku Pontia Pilta (Jan, 19, 4-6), kdyZ
ukazoval Krista shromézdénym Zidim poté, co jej
nechal zbi¢ovar. Pilitova slova Hle, tovék vyvolala pro-
tich&dnou reakci, vyjaddtenou zvoldnim Uk#iZovat! Tak
jako i v jinych verzich, je i zde zobrazen se znaky kra-
lovské diistojnosti, jimi# ho pfedtim obdatili vojici,
aby se mu mohli posmivat: trnovou korunou, purpu-
rovjm plé$tém a Fezlem z rakosu. Ndmét ddvd Sanci
pFiblizit trpictho Boha lidskému chépini. Celkovy
charakter podéni mékké, vzduiné a soucasné obje-
mové malby viak spiSe neZ o okruhu Tizianové svéd-
& o bezprostfednim okruhu Murillové, pro keery je
charakeeristicky tento citlivy pfistup k nimétu a jeho
adekvétni citové vyjadient, charakterizujici jihoSpanél-
ské nabo¥enské pojeti; nelze pfehlédnout, Ze ve
Spanélsku existuje mnoZstvi podobnych variant.”
I piivod z pallfyovského majetku svédci ve prospéch
dfivéjii $panélské atribuce (a¢ dnes neudr¥itelné),
Murillovu predchiidci Herrerovi. Wethey’® zddraz-
nil, ¥e s namétem ve Spanélsku nepfidel Murillo, jak

Ecce Homo Matea Cereza ve sbirce Simonsenové v Sio Paulo,
kde je viak zndzornén s pozvednutyma oima k nebi a buda-
pestsky, kde m4 hlavu natodenu k pravému rameni. Viz BU-
ENDIA, J. R.: Mateo Cerezo en su tercer centeneario (1626 —
1666). In: Goya, 1966, & 71 a BUENDIA, J. R. ~ GUTIER-
REZ PASTOR, 1.: Vida y obra del pintor Mateo Cerezo (1634 —
1666). Burgos 1986. Obdobu najdeme v nejedné sbirce, napf.
v Ermitas de Cérdoba, kde je veden jako Murillova $kola. Je-
den Murilldv Ece homo (pouze poprsi) byl prodén v Christies
v Lodnyng, dne 10. 4. 1987, & kat. 80.

70 \WETHEY, H.: Alonso Cano — Painter, Sculptor, Architect. New
Yersey : Princeton, 1955, s. 104, obr. 33. Autor se odvoldvd
na MAYER, A. L.: Murillo. Klasiker der Kunst. Stuttgart 1913,
s. 183-184 a SUID, W.: Tizian. Paris 1935, s. 271. Mezi ne-
jran&j$i projevy tohoto druhu musime viak zahrnout také Ecce
Homo Juana de Juanes z Musea de Bellas Artes ve Valencii.

23. Juan Ruiz: Veduta Neapole 1. Majetek SNM — Cerveny Kamesi. Foto: H. Machdlkovd,

24. Juan Ruiz: Vednta Neapole 11. Majetek SNM ~ Cerveny Kamer. Foto: H. Machdlkova.

se doposud historici domnfivali, ale Alonso Cano, kte-
ry proved! tento ndmét uZ v roce 1645. Jeho nddher-
ny Ecce Homo, namalovany na dvifkdch svatostdnku
hlavniho oltdfe farniho kostela sv. Maf{ Magdaleny
v Getafe, tak pfedchdzi vlnu zdjmu o tento ndmét
u Murilla a jeho ndsledovnikl v posledni tfetiné 17.
stoleti, kdy nadSeni pro dilo velkého Benatcana do-
sahlo vrcholu. PrestoZe je ndmét vSeobecné rozsifen,
nemuZe byt — podle Wetheyho — pochyb, Ze Cano
obdivoval Tizianovu malbu na tento ndmét, tehdy
v Escorialu. Postoj Kristova téla odpovida nejvice Mu-

Konec koncd, tento typ Ecce Homo se dostal i k ndm v 18.
stoleti, jak sv&d¢{ obraz pfipisovany P. Brandlovi v broumov-
ském opatstvi. — CECHNER, A.: Soupis. Praha 1930, obr. 106.

" CATURLA, M. L.: Antonio de Puga, pintor gallego. La Corusia :

rillova Ecce Homo z Richmondu, jehoZ duchu je nej-
bliZsi.

Do sevillského obdobi Veldzquezovy tvorby mize
patfit pfedloha pro Podobiznu ,idiota® & ,kreténa®
z Uméleckohistorického muzea ve Vidni, jehoZ slabsi
kopie je v SNG, takZe je jen velmi vzdilenym ohla-
sem naturalistické etapy velkého $panélského malife.
Zda se, Ze muZe jit o praci Veldzquezova ?4ka Anto-
nia Pugy, jemuZ videfisky obraz pfipisuje Marfa Lui-
sa Caturla.”! Ndmét bude moZno vztahovat k jedno-
mu z péti lidskych smysla’ [Obr. 19].

1982, s. 43; GUDIOL, J.: Veldzquez 1599 — 1660. Praha
1978 tento obraz viibec neuvddi.

72 Viz Los c:inco’ sentidos y el Arte {Kat. vyst.}. Ed. F. CHECA - L.
KONECNY et al. Madrid : Museo del Prado, 1997.
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25. Juan Ruiz: Veduta Neapole 111. Majetek SNM — Cerveny Kames.

Foto: H. Machdlkovd.

26. Juan Ruiz: Veduta Neapole IV. Majetek SNM — Cerveny Kamess. Foto: H. Machdlkovd.

Slabsi Immakulatu se dvéma frantiSkdnskymi svétci
(SNG - jednim z nich je nepochybné sv. Antonin
Padudnsky) mo¥no ptipsat nejspiSe kataldnskému (?)
maliti, i kdy? ani nem@Zeme vyloucit vznik v jiné
oblasti {Obr. 20}

Muzeum v Bojnicich m4 ve svych sbirkdch tfi za-
jimavé, a¢ ne zrovna nejkvalitnési obrazy. O dvou
predpoklddime, Ze jejich autorem je — podle starsiho
ndpisu na zadnf stran& jednoho z nich — granadsky
malif Luis Tovar, jehoZ biografické udaje jsou zatim
velmi maélo zndmé. MaZeme jen konstatovat, Ze jde
o charakeeristické jiho§panélské projevy, pocinaje pa-
tetickymi postoji svétcl (sv. Frantiiek Xaversky a sv.

75 Bodegones y Floreros de 1600 @ Goya {Kat. vyst.]. Ed. A. E. PE-
REZ SANCHEZ. Madrid : Prado, 1983 — 1984; J. de Arrel-
lano spolupracoval s Franciscem Camilem, keery své postavy
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Ri%ena Limskd, SNM — Bojnice) s tlumenou okrovou
barevnosti, které se rozsitila zejména pod Murilovym
vlivem [Obr. 211. Obrazy maji oviem vynikajici do-
bové ramy. T¥etim, neddvno identifikovanym obra-
zem je Sv. Ludvik Gonzaga v givlandé (SNM — Bojni-
ce) {Obr. 221, jejichz vzdalenym vychodiskem jsou
obrazy Jana Brueghela mladiiho a viibec flimskd
malba, ale jeho? barevnost a uvolnény rukopis pou-
kazuje na madridského nasledovnika nejlepsiho
$pandlského malife kvétin Juana de Arrellana. jeho
tvorba byla neddvno rehabilitovdna na vystavé $panél-
ského z4tis{ v Pradu i na dal3ich vystavdch.” Dnes uz
je nam dobfe zndma skutecnost, Ze jednotlivé kvéty

signoval. Viz té% dilo pipisované Juanovi Valdésovi Lealovi
sv. Pavel a sv. Bartoloméj, reprodukované v knize La pintura es-
pasiola del Museo de San Carlos. México 1981.

27. Juan Ruiz: Veduta Neapole (pistav Baia), Patvimonio Nacional, La Granja a Riofrio. Foto: Archiv antora.

pouzité v nizozemské malbé maji pomérné jasné vy-
znamové-symbolické okruhy.”™

Zcela mimo kontext se zafazuje drobnd olejomal-
ba Zvéstovdni (SNG) na médi, patiici spife do katego-
rie dobovych suvenyrl, a¢ pomérné kvalitnich, které
mély za Gkol vyvoldvat spiSe vzpominky poutni a ni-
bozenské neZ splfiovat prvofada kriteria estetickd.

Cennym piinosem pro pozndni $panélské malby
18. stoleti (pfes neddvné zdafilé rehabilitace Madri-
du jako prvofadého stfediska, kdy zde pGsobili Gior-
dano, Tiepolo a Mengs,” jak vystavami ve Francii tak
v Madridu), stéle jesté nepfili§ zndmé, je soubor ctyf
signovanych vedur Neapole (SNM — Cerveny kamei),
jejichZ autorem je $panélsky malif Juan Ruiz’® {Obr.
23, 24, 25, 26}. Pochdzeji z majetku kniZete Palffy-
ho na zdmku v Budmericich. VSechny &tyfi veduty
jsou zhruba stejnych rozmért (42 X 140 cm s od-
chylkami), malované na médi, realisticky zachycuji
az do nejmensich podrobnosti mésto a pistav Neapo/
a pfilehlych zatok Chiaia a Morina s mnoZstvim lodi
ruznych vlajek. Podrobnému vykresleni neunikaji ani
droboucké postavitky lidi na ulici. Obrazy majf vy-
sostné popisny, téméf topograficky charakter, jako

™ Jak to ukazuje napt. Niederlaendische Malerei des 17. Jabrbun-
derts. Luebeck : St. Annen — Museum (1958) nebo HAIRS, M.~
L.: Les peintres flamands de flleurs an XVlle sidcle. Brussel 1958.

7 RODRIGUEZ, G. — DE CEBALLOS, A.: E/ siglo XVIII entre
tradicion y academia. Madrid 1992,

76 Nejde oviem o Juana Ruize Melgareja, pod jeho? jménem byly
zpolatku publikovény; viz Prirastky... c. d. (v pozn 7), 5. 15.

u umélce zvyklého zhotovovat pliny a veduty. Pod-
robnost snizujici spontdnnost vylutuje Ruize z nej-
znaméjSich kvalitnich neapolskych vedutistd prvni
poloviny 18. stoleti. Pfesto vSak majf jeho veduty ur-
City ptvab, ktery je stdle vice ocefiovdn na vystavich
i v aukénich sinich.” Je zajimavé, ¥e uf v katalogu
obrazdrny Vlastenecké spolenosti pidtel uméni z roku
1827 byl zaznamendn mezi zaptjéenymi obrazy pod
¢. 1556 Pohled na Castel Nuovo u Nepole, dokonce
s uddnim rozmérd.”® Otdzka interpretace mér nebo
jejich zdpisu neni jasnd a souc¢asné jméno Thomas Ruiz
lze povazovat spiSe za zkomoleninu jména Joannes,
vzhledem k dekorativaimu zplsobu psani velkého J,
pfipominajici spiSe T. V kaZdém pfipadé tento zdznam
dokazuje p¥itomnost Ruizovjch platen v Cechéch uz
asi v 18. stoleti nebo pfinejmen$im od poédtku stoleti
nasledujictho. BohuZel, o Juanovi Ruizovi nemédme té-
méf zadné biografické zprdvy s vyjimkou jeho obrazd.
Ve S$panélskych krdlovskych sbirkich, konkrétné
v inventdfi z paldce La Granja u Segovie z roku 1746
se uddvi, Ze jde o Neapolee, pfestoZe jeho jméno je na-
prosto §panélské a prestoze phsobil také ve Spanélsku,
jak vyplyva z jednoho datovaného obrazu.” Ve Spanél-

" Viz Carlos 111 en ltalia. ltinerario italiano de un monarca espan™ol.
1731-1759. {Kat. vyst.] Ed. J. UREA. Madrid : Prado, II. -
1. 1989; Vedute italiane del 700 in collezioni private italiane.
{Kat. vyst.] Venezia : Museo diocesano d’Arte Sacra, sett. —
nov. 1987, kap. Scuola Napoletana; UFIKLI, M. — SPINO-
SA,Y.—LEONARDO DI MAURO, N.: Vedute napoletano del
Settecento. Napoli : Eleata, 1989.

78 Einrechnungskatalog, Archiv NG v Praze.
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sku i v Neapoli existuje nékolik variant uvedenych
obrazdl. K jednomu z nich nachdzime mirné obméné-
nou variantu pravé na zimku La Granja a ke druhému
v madridském Pradu, a to s ndpisy, umozujicimi iden-
tifikovat topografii obou obrazi z Cerveného Kame-
tia. DileZité bude i porovndni se esti podobnymi ve-
dutami na zdmku v Opocné, které tematicky souvis
s Cervenokameniskou &tvefic® [{Obr. 271.

V zésadé lze konstatovat, Ze soubor $panélské mal-
by na Slovensku odré?i jen nepatrné tradici Skoly,

7 UREA c. d. (v pozn. 48), s. 166.

80 Podrobn& projedndno v pfispévku na kongresu vénovaném
$panélské malbé 18. stoleti viz RUIZ 1998, c. d. (v pozn. 5).
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kterd dala svétu El Greca, Riberu, Zurbardna, Muril-
la, Veldzqueze a Goyu; pfesto viak stoji za nase po-
zndni. Pokud se pfidr¥ime ukézek, jimiZ je zde zasto-
upena a pfipojime-li soubor sochafsky i uzitého umé-
ni, dostdvime celkové pfijatelny odlesk uméni zemé,
ktera sehrala ve svétovém kontextu daleko vys3i roli,
neZ se doposud pfipoustélo. Ze jsou viak jesté urcité
reservy, svédd i star${ literatura, kterd snad Casem
pomtZe identifikovat ji¥ popsané obrazy.*'

8 Dr. A. G. M. [A. GUNTHEROVA-MAYEROVA}: Vystava
obrazov starjch majstrov. In: Elén, XV, 1946, &. 5-6 (marec —
april), s. 10-11, v recenzi vystavy ve Slovenském muzeu
v Bratistavé: ,, Murillovi pripisand olejomalba a zanjimavy obraz
Francesca Goyn, pochddzajuce z nickdajfej Nydriovskej (neskorsie
Mirbachouskef) zbierky, boli celkom osobitnym zjavom.”

Pintura espafiola de colecciones eslovacas

Resumé

La investigacién en las colecciones eslovacas, que
emprendi6 el autor a partir de los afios setenta bus-
cando arte espahol — antiguo y moderno, trajo re-
sultados sorprendentes y al mismo tempo mostré que
varias obras siguen esperando su valoracién cientifi-
ca. En la pintura se lleva la palma el conjunto de cuad-
ros surgido en los wltimos decenios en la Galeria Na-
cional Eslovaca (en adelante, GNE) de Bratislava,
sobre todo gracias a las adquisiciones y por la con-
siguientes restauraciones.

Recientemente, se produjo una sorprendente iden-
tificacién del mejor cuadro de tendencia caravaggista
en dicha galeria — Cristo cayendo bajo la cruz, con un
autor espafiol. Este cuadro, comprado en Praga, fue
determinado por Raffaele Causa en una consulta por
correspondencia con K. Vaculik como posible obra
de Cecco da Caravaggio, personaje que entonces era
un fenémeno reciente en la historiografia artistica
europea. La nueva solucién de la autorfa del lienzo
aport6 la historiadora Gerlinde Gruber en la expo-
sicién Caravaggio e 'Enropa. Il Movimento caravaggesco
internazionale da Caravaggio a Mattia Preti, organizada
en Milano a principios del afio 2006 (el cuadro es lla-
mado aqui Camino del Calvario | Andata al Calvario);
lo atribuye al pintor espafiol Pedro Niifez del Valle
(Madrid, cca 1590 —~1654), quien emerge en los Glti-
mos anos como una personalidad creadora singnifi-
cativa de la pintura espafola, aunque se le conocia
por documentos ya con anterioridad. G. Gruber,
aunque reconoce cierta inseguridad en la nueva
atribucién, advierte ciertas analogias con la compos-
icién figural en el cuadro Martirio de San Sebastidn en
Varsovia y con el de Jae! y Sisera en la Galeria Na-
cional de Dublin.

Entre otros cuadros importantes en Eslovaquia
encontramos una composicién medieval {nica, el ca-
racteristico Calvario de la escuela aragonesa (GNE),
obra probable de Miguel Jiménez.

Del retrato espafiol cortesano de los siglos 16 y
17, en Europa tan difundido, en Eslovaquia apenas
encontramos dos muestras, una marginal: el retrato
de Felipe 111 de las colecciones del castillo Cerveny

Kamei, publicado hace tiempo como retrato de Fern-
ando de Austria (Habsburgo).

El otro retrato, de menor tamafio que representa
al hijo del rey anterior: Felipe IV, cuya atribucién sigue
sin solucionarse satisfactoriamente. Este retrato de las
colecciones del palacio de Betliar (adonde pudo hab-
erlo traido el propietario del mismo, Emanuel An-
dréssy, quien habia visitado durante sus viajes Espafia
y Portugal), lo restauré y detalladamente analizé hace
veinte afos el restaurador checo Josef Josefik. Pudo
averiguar importantes hechos que confirman una pin-
tura original del siglo 17. En primer lugar, el lienzo
fue adaptado del formato cuadrangular orginal (33
X 33 cm) al rectangular alargado, y segundo, el re-
trato de Felipe IV fue pintado sobre un lienzo ya us-
ado. En la capa inferiror, el restaurador pudo ver con
rayos X un otro retrato, probablemente inacabado,
de una dama con amplio peinado, caracteristico para
la moda esparola de la época (quizds obra del mismo
autor). Josefik reconstruyé dicho retrato de dama con
dibujo para visualizarlo — fue pintado en posisién hor-
izontal, o sea, es, probablemente, un recorte de un
retrato de tamafio grande. Sin embargo, Josefik lo
atribuyé — debido a una “sequedad” de la pincelada —
a Francisco de Zurbardn y lo fechd hacia 1638. En
realidad, se trata de un retrato de Felipe IV a sus 22
— 23 afos, hacia 1628, cuando Zurbarin no estaba
ain en Madrid, y tampoco se conoce un retrato del
Rey suyo. Hacerlo, fue reservado a los pintores de la
corte; en aquél momento fue Diego Veldzquez. No
se trata de establecer la edad segun el engafioso esta-
do fisico, sino por los elementos de la moda, sobre
todo del peinado, cuya evolucién puede seguirse al
obervar retratos conservados. A favor de la posible
autorfa de Veldzquez habla el hecho de que aiin no se
ha logrado encontrar ninguna versién exacta, cuya
copia podria representar nuestro cuadro. Al contra-
rio, se inserta entre la serie de los retratos del joven
Rey, llenando una laguna en su represetnacién con-
tinua. Por estas razones podemos incluir el lienzo de
Betliar si no en la obra del maestro, por lo menos
a taller 0 a su circulo mds estrecho.
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Muestras significantes de la pintura espafiola del
siglo 17 son los tres cuadros de Francisco Barrera en
la GNE, que provienen en parte de las colecciones
Pélffy, en parte de Chequia. Hasta ahora, la mayor
atencién despert§ el firmado y fechado Bodegdn o sea
Alegoria del mes de julio, que ilustra de manera diddcti-
ca la pintura madrilefia hacia 1640, época cumbre
del Siglo de Oro tal como se muestra debido a la lti-
ma revalorizacién de este pintor en particular y del
bodegén en general dentro del contexto espaiiol, de
la escuela madrilefia. Recordemos: el autor jugé el
papel esencial en el llamado proceso de Barrera, en el
que éste encabezé a los pintores madrilefios contra el
impuesto (alcabala), el que al final ganaron los artis-
tas ,libres”. De colores sobrios a base del verde, el E/
mes de julio describe de manera sobria, pero poética, las
diferentes ofrendas del verano y al fondo, a la izquer-
da, apunta hacia una escena de género de campesinos
banindose, de una modernidad inmediata. También
otros dos lienzos suyos, sin firma, pero perfectamente
identificables, procedentes de distintas colecciones, for-
man parte del mismo ciclo de los meses. Son la Ale-
goria del mes de mayo, v la Alegoria del mes de agosto (Bo-
degdn con frutas, legumbres y flores). Son de formato idén-
tico (102 X 155,5 cm) y de la misma ejecucién. El
primero fue expuesto recientemente en el Prado.

Otros dos cuadros, por coincidencia de inspiracién
murillesca, proceden de la coleccién de Josef V. Novik
de Praga, quien los adquirié en 1904 en Barcelona;
un tiempo estaban confiscados en la Galeria Nacio-
nal de Praga, pero después de la restitucién en 1969,
los descendientes los vendieron a Bratislava. El prime-
ro es La Virgen abrazando al niro atribuido a Alonso
Miguel Tovar, el segundo, Descanso en la huida al Egip-
to, de un imitador de Murillo no identificado; ambos
fueron analizados ya en el Boletin de la Galeria Na-
cional Eslovaca.

El trabajo de mayor calidad entre los murillescos
es, sinduda alguna, el Ecce Homo, de la expozicién per-
manente (GNE), donde, sin embargo, estd registra-
do como obra italiana. A Tiziano, o a su circulo le
atribuyé K. Vaculik, quien, sin embargo, no consid-

76

erd cerrada la questién ain en 1985. El espiritu del
cuadro, la profundidad del impacto, la construccién
voluminosa del cuerpo y de los detalles anatémicos
asi como el limitado colorismo del encarnado llevan
a un maestro espanol del criculo de Murillo. La ulti-
ma restauracién en la que aparecié la concha detrds
del Cristo, y se destacé el volumen de la figura, lleva
nuestra atencién hacia el propio Murillo. Natural-
mente, este tipo de Ecce Homo fue muy popular en el
siglo 17 en los paises catélicos ya desde la alta Edad
Media, pero sobre todo desde el Renacimiento hasta
el final del siglo 17, cuando fue representado con fre-
cuencia. Su sentido se relacionaba sobte todo con la
liturgia de la pascua, y con su misticismo. Incluso la
procedencia de la propiedad Pillfy, donde fue tenido
(hoy insosteniblemente) como obra del antecesor de
Murillo, Herrera, apunta hacia la autoria espafiola.
Un aporte valioso para conocer la pintura espanola
del siglo 18, atin poco conocida (a pesar de haberse ya
rehabilitado Madrid como centro de primera categoria
por ser lugar comin de trabajo de los pintores como
Giordano, Tiepolo y Mengs), es el conjunto de cuatro
firmadas Vistas de Ndpoles (Castillo Cerveny Kamett),
por el pintor Juan Ruiz. Las cuatro vistas (42 X 140
cm con ligeras variantes), pintados sobre cobre, captan
de manera realista, hasta el minimo detalle, la
topografia de la ciudad y del puerto de Napoles y las
bahias adyacentes de Chiaia y Morina con una gran
cantidad de barcos de diferentes banderas, incluidas
las austrfacas. Los muchisimos detalles apartan, sin
embargo a Ruiz de los “vedutistas” napolitanos de
mayor calidad en la primera mitad del siglo 18.
Resumiendo, se puede sefialar que el conjunto de
la pintura espafola en Eslovaquia refleja sélo de man-
era muy imperfecta la tradicidén de la escuela que dié
al mundo a El Greco, Ribera, Zurbardn, Murillo,
Veldzquez y Goya, a pesar de ello vale la pena conocer-
lo. Si nos atenemos a las muestras presentadas aqui,
y si agregamos un conjunto considerable de las artes
decorativas, obtendremos una muestra aceptable del
arte del pais que jugé un mayor papel dentro del con-
texto mundial de lo que hasta ahora se admitia.
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Antiquity in Residential Architecture
of Wroctaw in the Nineteenth Century!

Agnieszka TOMASZEWICZ

“Thus for one who wishes to cognize the perfect beanty,
the study of nature wonld have to be at least much longer
and much move laborions than exploration of antiquity™ —
wrote Johann Joachim Winckelmann in 1755 when
sketching the foundations of his theory, which, in
Germany, changed the approach towards ancient art.
Following the concept of Plato, who rooted beauty in
the idea and spirit, Winckelmann praised the ‘per-
fect beauty’, which he understood as a type of the
synthesis of the real beauty. According to Winckel-
mann, Greek sculptures embodied the beauty of liv-
ing bodies, harmonizing the soul and the flesh, mo-
deled with ‘noble simplicity and quiet grandenr, both in
the arrangement and in expression’.?

Winckelmann wrote his first work on ancient art
Thoughts on the Imitation of Greek Works in Painting
and Sculpture (Gedanken ither die Nachabmung der grie-
chischen Werke in Malerei und Bildbanerkunst) after see-
ing a small collection of Roman copies of Greek statu-
es, assembled in Dresden by Stanislaw August, the
Elector of Saxony and the King of Poland. He pub-
lished his further works in Rome, where he studied
both the preserved monuments and literary sources
he had access to. Twice he visited archeological sites
in Herculaneum and Pompeii, but he never visited
Greece. However, in his fundamental work History of
Ancient Art (Die Geschichte der Kunst des Altertums)

The main theses of this paper were presented on the conferen-
ce ‘Past Perfected: Antiquity & Its Reinventions’, which was
organized by National Committee for the History of Art in
Los Angeles on April 6-8, 2006.

? WINCKELMANN,J. J.: Gedantken iiber die Nachabmung der grie-
chischen Werke in Malerei und Bildbanevkunst. Dresden 1755; qu-
oted after: History of Beauty. Ed. U. ECO. Poznad 2005, p. 251.

Winckelmann illustrated not only thorough studies
on the nature of beauty, but also on the periodic divi-
sion of Greek art.? For the first time in the history of
art-related writing, history of art was treated in
Winckelmann’s work as a historical process condi-
tioned by geographical factors as well as social and
political history. ‘Noble simpliciry’, which constituted
the deepest essence of ‘Greek spirit’, could manifest
itself in the works of Greek art and literature as well
as in the Athenian democracy. Winckelmann regard-
ed classical art as an universal model and encouraged
everybody to follow it, which, in his opinion, would
produce better results than copying Nature.
Winckelmann's ‘Greek myth’ was undermined in the
second half of the 19th century, but several decades
earlier it had had a significant impact on German phi-
losophers, artists and art theoreticians. The works of
‘the father of archaeology’ influenced the outlooks of some
founders of German Neohumanism. Friedrich Schill-
er, following the thought of Winckelmann, awarded
Greek art with the highest educational rank in the
harmonious development of mankind. In 1805 Jo-
hann Wolfgang Goethe, inspired by Winckelmann’s
works, published an essay entitled Winckelmann and
his century (Winckelmann und sein_Jahrbundert), in which
he illustrated the discrepancies between the spiritu-
ality of ancient and contemporary people.” Winckel-

3 Ibidem, p. 38.

4 LEPPMANN, W.: Winckelmann. Ein Leben fir Apollo. Berlin
1996.

 JAKUSZKO, H.: Greckie i chrzescijanskie zvodla filozofie niemec-

kiej (Greek and Christian Sources of German Philosophy). Lublin
2004, p. 61 in.
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Fig. 1. Villa Eichborn in the structure of the city. M. Sadebeck, Breslan,
plan, 1865 (fragment).

mann’s works contributed to the emergence of new
independent scientific disciplines — archaeology and
the history of art.

Although German writes lively reacted to Winckel-
mann’s works, the process of implementing Greek
classical rules of construction into architecture was
rather difficult. An exception was the activity of Fried-
rich Wilhelm von Erdmannsdorff, the architect of the
prince of Anhalt-Dessau Leopold Franz, who designed
the first classicist palace on the European continent
(Worlitz palace near Dessau, 1769 —1773).6 Von Erd-
mannsdorff was a friend of Winckelmann, and this
was probably the reason why he attempted to apply
Winckelmann's ideas into architecture.

In Prussia, during the reign of Friedrich Wilhelm
II (1786 ~ 1797), the official trend in construction
was still influenced by the French baroque, but there
were a few active excellent classicism architects such
as Carl Gotthard Langhans or David Gilly. The final
disunion from Friderician baroque was due to Lang-
hans, who built the Brandenburg Gate (1789 —1791),

¢ KADATZ, H.-].: Friedrich Wilbelm von Erdmannsdorff. Der Weg-
bereiter des deutschen Frithblassizismus in Anbalt-Dessan. Berlin

1986.

7 FEIST, P.: Das Brandenburger Tor. Berlin 2004, p. 14.
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and modelled it after the Propylaeum in Athens.’
Langhans’s structures, which already exhibited nu-
merous references to ancient Roman style, became
a pretext to start a discussion on the advantage of the
Greek ideal over the ancient Roman pattern. The
debate on the predominance between ancient Roman
and Greek art was rooted not only in aesthetics but
also in ideology. Richness and splendour of ancient
Roman architecture could be valued highly as a mani-
fest of sublime culture, but also could be perceived as
a sign of decadence and downfall similar to that ob-
served in the court life before the French revolution.
Greek antiquity, however, was to express the charac-
teristics of simple and honest people who lived close
to nature and were untainted by future civilization.
In the age of Napoleon, Imperial Roman antiquity was
associated with the imperial France, therefore in Prus-
sia, which had been under French occupation since
1807, it was impossible to accept any form of art in-
spired by Roman works. After Napoleon’s defeat, and
especially after the Greek uprising against Turks,
Greek classicism was seen as the ‘“deal of freedom’ ®
Whereas in public buildings the architects of Ber-
lin managed to develop a moderate ‘Greek style’, the
designs of residential buildings were oriented towards
ancient Roman style. While the interest in Roman
residential house was aroused in the 18" century by
expressive descriptions of the villa of Pliny the Young-
er, excavations in Herculaneum and Pompeii, disco-
veries of the Caesar palace on the Palatine Hill and
the remnants of Hadrian’s villa, the Greek house was
only known from literature. In contrast to the works
of British and French architects, Prussian designers
presented their first sketches and designs of the ‘an-
cient house’ relatively late. Karl Friedrich Schinkel,
one of the most versatile authors in that period, picked
up the theme of the ‘ancient house’ during his first trip
to Italy in the years 1803 — 1804.° At the time the
artist drew landscapes of ‘cottages’, he also designed
a house located near Syracuse, in which the most cru-
cial problem was to fit the structure into the surround-

8 BOTHE, R.: Antikerezeption in Bauten und Entwiirfen Berli-
ner Architekeen zwischen 1790 und 1870. In: Beriin und die An-
tike. [Cat. Exhib.] Ed. W. ARENHOVEL. Berlin 1979, p. 294.

2 BORSCH-SUPAN, E.: Berliner Baukunst nach Schinkel 1840
— 1870. In: Studien zur Kunst der neunzebnten Jabrhunderts, 25.
Passau 1977, p. 89.

ing landscape, whereas the choice of the architectur-
al form of the building played a secondary role. The
first classicizing constructions — the Mausoleum of
Queen Luisa (1810 — 1812) and the New Pavilion in
the palace park in Charlottenburg (1824 — 1825) were
designed by Schinkel on request of King Friedrich
Wilhelm III. His later works, clearly based on ar-
chaeological sources, were inspired by the interests of
Prince Friedrich Wilhelm, who, in the houses of Ro-
man aristocracy, envisioned the model of his own sum-
mer residence.'” The Prussian successor was especial-
ly fond of the orientation of the Roman house to-
wards the ‘interior’, its excellent connection with the
surroundings as well as the apparent rejection of rep-
resentative values in contrast to former palace struc-
tures. In the years 1825 — 1828 Schinkel designed
the summer residence for prince Karl in Glienicke,
where, on request of the heir, he drew up fantastic
site plans of Acropolis (1834) and reconstruction de-
signs of the Pliny villas in Tuscum (1833) and Lau-
rentinum (1835). Both reconstructions served the de-
velopment of form for the residence of Prince Fried-
rich Wilhelm, which was to be located in Potsdam.
From the design brief only the stibadium with the
hippodrome was actually built, which, however, did
not serve as a horseracing track, but — like the Plinys
— as a place for strolls.!

Before long Schinkel’s works became reflected in
the designs of younger architects, educated in the
Building Academy of Berlin (Bauakademie), which
was founded in 1799. The works of students and grad-
uates of the Berlin Academy attempted, initially un-
successfully, to incorporate Greek principles of con-
struction in designing residential houses. In 1827 Carl
Ferdinand Busse presented a design of an ‘ancient town
house’, in which he tried to put together the layout of
the Pompeian villa of Diomedes with the guidelines
of Vitruvius on designing residential houses in an-
cient Greece.'? A completely different approach to the
problem of the ancient house was expressed in 1832
by Wilhelm Stier, who executed the reconstruction
of one of the villas of Pliny the Younger. Despite his

10 Thidem.

'Y Karl Friedrich Schinkel, Das architektonische Werk heute. The ar-
chitectural work today. Ed. H. IBBEKEN - E. BLAUERT. Stutt-
gart 2001.
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Fig. 2. H. F. Waesemann: Villa Eichborn in Breslan, plan. ,Zeit-
schrift fiir Banwesen®, Vol 7, 1857.

thorough knowledge in the area of residential con-
struction of the ancients, which had been consolida-
ted during his studies in Paris (1820 — 1821), and
several years spent in Italy (1822 — 1827), Stier’s re-
construction was not carried out properly from the
archeological point of view. He chose to create a model
of a villa which could be useful in the design practice
for contemporary artists. The architect believed that
Antiquity and the Renaissance, understood as its con-
tinuation, should constitute the foundations of the
modern construction art, being especially clear, as he
used to say, in shaping ‘palaces, municipal residential
houses and conntry residences’."* According to Stier, town

12 BORSCH-SUPAN 1977 (see in note 9), p. 90.

'* BOTHE 1979 (see in note 8), p. 333.
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Fig. 3. H. F. Waesemann: Villa Eichborn in Breslan, front view. , Zeitschrift fiir Bamwesen®, Vol. 7, 1857.

houses which served both mercantile and residential
purposes, and for which no models were to be found
in ancient Greek architecture, ought to be ‘based on
the ancient Roman architectural style or directly related to
the stylish beritage of the Italian building school’." Front
facades of town houses in compact settlements re-
quired, according to Stier, ‘@ much clearer expression of
detail aesthetics {...} than offered by the Greek art of con-
struction’.’® In 1828 Stier started teaching the course
in ‘Designing and Drawing Constructions’ at the
Betlin Academy, and lecturing on the history of ar-
chitecture, whereas in 1829, he started to teach
a course in ‘forms of ancient architecture’.' In his lec-
tures, as one of the few academics, he presented not
only monuments of ancient art, but also works of
medieval masters."” In his designing career Stier prop-
agated the solution of choosing appropriate style to
a particular construction task.

An opposite approach was represented by Carl
Boetticher, who, since 1839, had been teaching free-
hand drawing and ornamental design at the Berlin
Building Academy. Boetticher made an attempt to
impose the rules of Greek builders on the contempo-
rary architecture. In 1852 he published a two-volu-
me work entitled Tectonics of Hellenes (Die Tekronik der
Hellenen), in which he presented a scientific theory of

14 Ibidem.

13 Ibidem.
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Greek architecture. The author assumed that the form
of architectural divisions in Greek buildings reflected
the clarity of composition and logics of their construc-
tions. For Boetticher decorative elements were ‘mere-
ly a symbolic expression of construction functions’,' their
role was to illustrate the relation between parts of
the building. The opinions of the author of Teczonics
influenced the designing style of the whole genera-
tion of graduates from the Berlin Academy. In resi-
dential architecture, however, this theory was reduced
only to a characteristic composition of the fagade, in
which the layout of particular decorative elements
resulted from the construction requirements. This
meant that the basement or the ground floor of
a building had the form of a plinth supporting a flat
wall of higher stories, which were crowned by an ela-
borate ‘entablature’. Of great popularity among the
designers of residential houses were the collections of
‘ancient’ ornaments, systematically published by
Boetticher, which served as an infinite source of deco-
rative motifs for facades of tenement townhouses until
the mid of the 1870s.

Berlin was becoming the capital of German cul-
ture at a rather slow pace, neither did it ever achieve
such a high class as Paris or London. Nevertheless
the artistic life of Berlin had a powerful influence on

16 BORSCH-SUPAN 1977 (see in note 9), p. 19; HOEPFNER,
W.—SCHWANDNER, E.-L.: Archiologische Bauforschung.
In: Berlin und die Antike ... (see in note 8), p. 343.

17 Ibidem.

8 BOTHE 1979 (see in note 8), p. 328.

Fig. 4. H. F. Waesemann: Villa Eichborn in Breslan, garden view. , Zeitschrift fiir Banwesen*, Vol. 7, 1857.

Hesse, East and West Prussia, Brandenburg, Pomera-
nia, Mecklenburg and Silesia. The majority of archi-
tects active in the 19 century in Wroclaw, the capi-
tal of Silesia, earned their education at the Berlin
Building Academy, therefore the ideas propagated
there found their reflection in the local architecture.
The houses that were emerging in Wroclaw were
based both on the ‘Pompeian havens’, and the prin-
ciples formulated by Carl Boetticher.

The most excellent example of the first trend was
the villa belonging to a banking family of Moritz-
Eichborn, which was erected in the years 1854 — 1855
due to the reconstruction work of a former, small
garden pavilion. The villa was surrounded by a grand
garden complex and located in the southern outskirts
of the city, in the area which had been occupied until
1807 by strong fortifications that were dismantled
after the Prussian-French war [Fig. 11. The property
was purchased by Johann Wolfgang Moritz-Eichborn
in 1819, at a sale of the post-fortified areas organized
by the city authorities.'” This area, which lay on the
exterior of former moats, witnessed the development
of the Suburbs of Swidnica — a new, richer part of the
city, initially only with villas sunk in vast gardens.
The first residence of the Eichborn family, probably
a summer residence, was erected in the beginning of
the 1820s — it was located in the far end of the lot,
from the Tauenzien street, which was demarcated
shortly after the demolition of the city fortifications.

¥ KIESERITZKY, E.: Das Gelinde der ehemaligen Festung
Breslau 1813 — 1870. In: Mitteilungen aus dem Stadtarchiv und
der Stadtbibliotek zu Breslan. Breslau 1903, p. 56 and n.

st vam Ganen

In 1854 Ludwig Theodore, a son of the founder of
the residence, contracted reconstruction works of the
villa and the design of a new garden arrangement to
two artists — the architect Hermann Friedrich Waese-
mann (1813 — 1879) and the gardener Peter Joseph
Lenné (1789 — 1866).

Waesemann graduated from the Berlin Building
Academy in 1835 and six years later he started de-
sign work with one of the most ingenious successors
of Schinkel, Frederic August Stiiler.” The architect
assisted Stiiler in designing, among others, the New
Museum in Berlin. At the beginning of the 1850s
Waesemann renewed his relationship with the Build-
ing Academy — he started lecturing on colorful deco-
rations in architecture. In 1853, however, the archi-
tect came to Wroclaw, where he took a position in
the local building administration. Undoubtedly, the
Eichborn villa was Waesemann'’s greatest masterpiece
built in Wroctaw. His design of the complex used
the already existing buildings — he expanded former
residence towards the front and joined it into one
whole with the enlarged utility buildings. In the new
horizontal layout of buildings, the culmination was
the structure of the villa, whose design followed the
classic rules of symmetry and axiality. Modelled after
the Roman villa urbana’, the most representative in-
teriors of the Eichborn residence were located on the
axis of the building — the first in the series of rooms
was a columned porticus leading to a spatial hall and

* THIEME, U. — BECKER, F.: Allgemeines Lexikon der bildenden
Kiinstler. Leipzig 1942, Vol. 34, p. 21.
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then to the sitting room which was closed by a terrace
leading to the garden [Fig. 2]. From the front, the
layout of rooms was completed by an ‘Dmpluvium’ sid-
ed by pergolas. The main residential building was
joined with elements of the ‘villa rustica’ — a coach
house and stables from the west and an orangerie and
gardener’s house from the east. Apart from recogniz-
able references to the layout of the ancient Roman
villa, motifs derived from the ancient Greek and Ro-
man architecture were also used in the building’s deco-
ration. The front risalit of the Eichborn villa was fin-
ished with a tympanum resting on a simple entabla-
ture, the simple window frames resembled the aper-
tures of Erechteion, the windows in the middle part
of the building’s front were divided by caryatids on
the first floor and the porticus extending outward from
the face of the building was equipped with Corinthi-
an columns {Fig. 3}. The garden fagade, which was
of a less representative character, was also designed
with the use of ancient forms ~ apart from simple
window frames, sills and flat tympanum already
known from the front of the building, the architect
used a motif of arches from the Athenian Agoranomi-
on [Fig. 4}. Similar decorations were used in the inte-
tior of the building — the walls with delicate divisions
in the third Pompeian style were painted in intense,
saturated colors, which served as a background for these
‘ancient’ works of art. The value of the Eichborn resi-
dence was increased by its skilful fitting into the land-
scape garden, which also had numerous ‘ancient’ ac-
cents — pavilions, exedras, statues, bowls and fountains.

The choice of style for the building undoubtedly
confirmed high aspirations of the Eichborn family,
and as one of the founder’s sons said, he desired to
build ‘¢ middle class house worthy of a palace, a town house
resembling a residence; in no case, however, was this middle
class vesidence to imitate a palace and it was not about ex-
posing the wealth accumulated by six generations of a family
velated to the bistory of great trade of Wroctaw. There was
no place for pride or splendonr, nor for false ostentation. In
those interiors you will only find objects of true artistic val-
ne and perfect authenticity. And these collections had not

2t EJCHBORN, W. von: Das schlesische Jabr-Landschafien der Se-
bensucht. Frankfurt 1982, p. 31-32; quot. after BOBER, A.:
Wroclawska willa Eichborn i jej motywy antyczne (The
Wroclaw Eichborn villa and ist ancient motifs). In: Dylematy
Elasycyzmu. O sztuce Wroctawia XVIIL — XIX. wickn i jef enro-
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been accumulated as in a museum and are not a collection
meant for long-term investment, but belong intrinsically to
the beautiful and splendid decoration and furnishings of the
inbabited dwelling and create an adequate environment for
the sublime lifestyle that cultivates knowledge and bean-
ty’ 2 It is worth mentioning that Waesemann's de-
sign was exceptional not only on the scale of Wroctaw
— such designs with a multitude of inspirations from
the ancient house were not built from the funds of
the middle class. The majority of works mentioned
were executed on request of the successor to the thro-
ne, later Friedrich Wilhelm IV. or other members of
the reigning family. Among the contemporary build-
ings, only the villa designed by August Hahnemann
for a famous antiquity lover Fritz von Fahrenheid of
Beynuhnen could match the Wroctaw edifice in terms
of artistic quality. The ancient refuge of the Eichborn
family did not last until today, in 1907 the villa was
demolished and in its place a complex of tenement
town houses was erected.

Quite a different concept of ancient motifs can be
seen in the architecture of residential houses designed
after the publication of Carl Boetticher’s Tectonics of
Hellenes. ‘Greek’ rules of building were implemented
in Wroctaw by two graduates of the Berlin Building
Academy — Carl Luedecke (1826 — 1894) and Carl
Schmidt (1836 — 1888). The older, Luedecke, stud-
ied at Berlin Academy in the years 1847 — 1849, four
years later he was awarded the title of Master of Build-
ing, and in 1856 he opened a design practice in the
capital of Silesia.?? The architect designed municipal
residential developments mainly in the initial period
of his work in Wroclaw, i.e. in the 1860s. His most
important works were public facilities — the stock
market, the central station, as well as the renovation
works in the town hall and the Cathedral of Wroctaw.
Schmid, ten years younger than Luedecke, graduat-
ed from the Building Academy in 1863 and immedi-
ately moved to Wroctaw, where in 1866 he erected
his greatest work — the belvedere on one of the former
bastions, which was incorporated into the composi-
tion of the new city promenade as a sightseeing hill.

pejskich kontekstach (Dilemmas of Classicism. On the Art of Wroclaw
in the 18th and 19th Centuries and Its European Contexts). Ed.
Z. OSTROWSKA-KEBLOWSKA. Wroclaw 1994, p. 174.

2 BECKER, R.: Car/ Luedecke, Gediichinisrede. Breslau 1896, p. 2, 3.
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Villa Straat in Breslan, plan of cellar, ground-

Both architects were fluent in various historical
styles and it seems that, following the postulates of
Wilhelm Stier, they adopted various styles to specific
design works. Luedecke believed that the gothic style
was perfect for large facilities, whereas for smaller
buildings he chose the ‘“ectonic’ classicism based on
antiquity.”® Luedecke was among the few artists who
paid special attention to the limitations in choice of
style imposed by the current building law. Accord-
ing to Luedecke, the law enforced in Wroclaw in the
19 century was an effective hindrance in designing
residential buildings that were characterized by
a picturesquely relaxed mass diversified by motifs

» LUEDECKE, C.: Zur Stilfrage bei Bauten und Kunstwerken
der Jetztzeit. In: Siebenunddreif3igsten Jabres-Bericht der Schlesischen
Gesellschafs fiir vaterlindische Kultur. Breslau 1859, p. 317.
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and first floor, 1863. Drawings collection, Museum of Architecture, Wroctaw,

characteristic of the middle ages — peaks, turrets and
oriels.?

In accordance with the building law, multi-fami-
ly municipal houses were built in Wroctaw in
a condensed development, along the line of the de-
velopment, which most often matched the division
line of the street. Limitations on the maximum
number of stories and height of the building prevented
the possibility to design gables, and until 1864 it was
forbidden to build oriels and turrets in residential
houses. Luedecke justified his choice of classicism and
renaissance forms in designing residential housing not
by conceptual reasons, but the simple need to adapt

* Ibidem, p. 215.
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Fig. 6. C. Luedecke: Vil-
la Straat in Breslan, side
view, 1863. Drawings

the design to the legal requirements. Similar obsta-
cles influenced the style of the interiors of multi-fa-
mily houses. Buildings in a condensed development
were illuminated only from two sides and most often
based on a three-passage construction system. The
street-side of the building usually housed representa-
tive rooms, the rear side housed bedrooms and utility
rooms. Large apartments were designed in front hou-
ses connected with one or two wings — the front build-
ing housed representative rooms, residential rooms
and bedrooms, the wings housed kitchens and other
utility rooms. It is worth emphasizing that in
Wroctaw, like in the majority of German cities of the
19" century, designing and building multi-family
houses was mainly carried out by masonic and build-
ing grandmasters. Architects with academic educa-
tion mainly dealt with representative houses and pub-
lic facilities, residential houses being designed only
on request of a particular investor.

Both Luedecke and Schmidt limited their design-
ing work almost only to residential buildings, which
were not only a long-term investment and source of
income for the founders, but also their homes and
work places. The interiors of the buildings were adap-
ted both to the legal requirements and the area lay-
out, as well as to the needs of the investors, who usu-
ally expected the best possible ‘economical’ use of such
expensive properties. There was no option for apply-
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collection, Museum of
Architecture, Wroclaw,
Poland.

ing the classical standard in designing the spatial lay-
out of the building, but it wouldn't be difficult to
find Boetticher’s ‘#ectonics’ in the fagades of the houses
designed by Luedecke and Schmidt. This means that
decorations of the facades included elements which,
at least theoretically, could fulfil particular construc-
tion functions, as well as other independent, small
architectural compositions.

Another example of the ‘tectonic’ trend in Lue-
decke’s work is the design of a villa for the entrepre-
neur Robert Straat, drawn up by the architect in 1863.
The house was designed on a nearly quadratic plan —
its structural core was a cross of middle rooms which
was completed by four corner rooms [Fig. 51. Three
of them served as residential rooms, the fourth was
designed as a kitchen with auxiliary rooms. The width
of middle rooms was determined by the size of the
staircase located on one of the cross’s arms. The lay-
out of the view was reflected on the fagades of the
building, which connected this design with Durand’s
method of design, and so did the strict symmetry and
axiality, as well as the repetitiveness of the main ele-
ments of the interior layout. But the motifs used by
Luedecke to articulate the facades of the building were
derived from Schinkel’s school of architecture. The
simple cubic structure of the building was diversified
by small risalits and loggias, which underlined the
symmetrical axis of each facade and distorted their

Fig. 7. C. Luedecke: Vil-
la Straat in Breslau,

front view, 1863, Dra-
wings collection, Museum
of Architecture, Wroclaw,

Poland. Ta o {

horizontal, three-fold composition. The risalit of the
staircase included the design of the entrance to the
building and a monumental, two-story window which
illuminated the stairs and, indirectly, the central hall
located on the crossing point of the symmetry axis of
the building plan {Fig. 6]. The middle axis of the
building’s front was underlined by a set of three win-
dow and door openings, which were shaped into an
arch on the first floor [Fig. 7]. The composition de-
limited by pilasters, which supported the triangular
jerkinhead, was superceded by a loggia closed top-
wise by a balcony. This motif, reminded by Schinkel,
was popular among Berlin architects in decorating
residential houses around the middle of the centu-
ry.? Although Luedecke did not agree with the strict
and dogmatic classicism of Boetticher and pointed
out that due to the lack of practical experience® the
use of medieval structures was unjustified, he still
designed the fagades of multi-family houses in
a ‘tectonic’ style.

¥ HAMMER-SCHENK, H.: Neurenaissance in Berlin. Archi-
tekten nach Schinkel: Friedrich Hitzig, Eduard Knoblauch,
Eduard Titz. In: Neorenaissance. Anspriiche an einen Stil (= Mus-
kaner Schriften). Bad Muskau 2001, Vol. 4, p. 161. In 1884
Straat’s villa was expanded by its new owner, Max Grund.
The cubic body of the building was at that time diversified by
a turret and numerous outbuildings. Until the end of the 19
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Luedecke designed three-story or four-story mu-
nicipal buildings whose story height gradually de-
creased top-wards. The ground floors of town houses
were in the form of a plinth which supported a wide
entablature, on which higher stories ‘rested’. The plinth
of the building was ‘reznforced’ by rustication, in nat-
rower town houses the subsequent stories were sup-
ported by pilasters, between which window and door
apertures were designed. The ground floor and the
piano nobile were divided by an entablature whose
cornice usually served as a sill for the windows on the
first floor. The piano nobile was distinguished by
a richer form of classically framed windows, and in
four-story buildings it was decorated like the subse-
quent higher story, which balanced the value of the
two middle stories. The last story was divided from
all other stories by a cornice and usually had simpli-
fied decorative forms — above it there was a strong
‘ancient’ cornice that closed the whole composition.
Thus, Luedecke shaped the faces of town houses in

century the villa had been rebuilt many times and in 1940 it
was planned for demolition. The plan, however, has not been
carried out ~ today the building houses the main office of the
Higher Drama School.

% LUEDECKE 1859, p. 215.
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Fig. 8. C. Luedecke: Ostwald’s townhouse in Breslan, Sfront view, 1861.
Drawings collection, Museum of Architecture, Wrockaw, Poland.

accordance with the horizontal three-fold division,
which was, however, contrasted by vertical elements.
The architect believed that ‘contrast enlivens every work
of ar’¥ The design of a townhouse erected in 1861
for Eduard Ostwald, a wine merchant, had a horizon-
tal entablature supported by pilasters, which provid-
ed additional visual reinforcement for the sides of the
facade [Fig. 81. The middle pilaster, in turn, under-
lined the symmetry axis of the front of the building,
divided it into two passages and served as additional

27 Y UEDECKE, C.: Vortrage {iber Ornamentik. In: Breslaner
Gewerbe-Blatt, May 5, 1860, No. 9, p. 66.
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Fig. 9. C. Schmids: Villa Welz in Breslan, plan, 1868. Drawings
collection, Museum of Architecture, Wroctaw, Poland.

support for the ‘renaissance’ niche which housed the
statue of Dionysus.

In the composition of fagades of a later townhouse
built in 1870 for Julius Neugebauer, Luedecke pri-
marily used vertical lines — the symmetrical axis of
the facade was set by a pseudo-risalit running across
the three stories and the uniform frames binding the
windows of the first and second stories enhanced the
impression of their equilibrium. The rule of contrast
was also applied by the architect in choosing the or-
naments for the faces of municipal residential hous-
es. By reference to an eighteenth century essay on
beauty by William Hoghart, Luedecke proved that
‘lines of contrasting directions have special grace’® The
architect keenly used winding, palmette and gro-

% Ibidem.
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Fig. 10. C. Schmidt: Villa Welz in Breslan, front view, 1868. Drawings collection, Museum of Architecture, Wroclaw, Poland.

tesque friezes — he even designed sets of composi-
tional and decorative elements which he then repeat-
ed in his designs. Luedecke was not reluctant to deco-
rate residential houses with ready-made decorative
patterns, which, in the 19% century, were frequently
published as ornament samples.

As a follower of plurality in style, Luedecke had
a rather relaxed approach to the problem of combin-
ing motifs from different historical eras within one
fagade. In the draft of the design of Oswald’s town-
house, the architect shaped the ground floor in
a clearly ‘Florentine’ style, in the execution project the
‘Renaissance’ ground floor windows were decorated
with ‘Gothic’ noses. It seems, however, that the ‘tec-
tonic’ coherence of the fagade’s composition was of
prime importance for the artist and he did not fully
manifest the duality of functions in his townhouses —
consequently he distinguished only the ground floors,
even if the upper story served mercantile functions.

Much closer to the guidelines of Boetticher was
the facade composition of the villa designed by Carl
Schmidt 1868 for Ernst Welz, the master of carpen-
try and owner of carpentry workshop.

Due to the small width of the property, Welz’s
villa was located near the lateral border of the lot,
and, therefore, was illuminated only from three sides,
which significantly influenced the layout of the inte-
rior {Fig. 91. The dimly illuminated row of rooms at
the dark end wall housed an entry hallway leading to
a spacious staircase, which was inscribed into the
middle passage of the building, and a kitchen with
a pantry. Next to the hallway, in the frontal passage,
there was a sitting room, which adjoined a small hall
open towards the staircase, and the living room lo-
cated in the middle passage. In the rear passage there
was a study and the landlord’s room with a separate
entrance from the garden. On the first floor there
were private rooms, bedrooms and bathrooms. The
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Fig. 11. C. Schmids: Villa Welz in Breslan, side view, 1868. Drawings collection, Museum of Architecture, Wroctaw, Poland.

construction of the building consisted of three adja-
cent cuboids — the base of the main part was set by
the middle passage and adjoined a symmetrical fron-
tal segment, whose base was equal to the area of the
sitting room, and an identical rear segment. The build-
ing seemed composed of two interpenetrating cuboids,
especially that these were covered by two low-sloped
roofs, with the roof ridges crossing on one level at a right
angle. From the front the layout was completed by
a ground floor annex with an entrance hallway, and
from the garden — by a vent running down the side
end-wall, which was covered by a roof with the same
slope direction as the roof of the middle part and thus
seemed to be an integral part of the structure.

In accordance with Boetticher’s guidelines, the
main elements of the fagade fulfilled, at least seem-
ingly, constructional functions. The exterior walls of
the basement had the form of a plinth, crowned with
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a cornice, on top of which were pilasters supporting
the wide entablature — roof support. In the smooth
wall surfaces between the pilasters there were win-
dow openings decorated with aedicule framings. The
number of windows in the front facade was doubled
— the larger windows, closed with arches and limited
by richly decorated framings, underlined the piano
nobile {Fig. 10}. The composition of the face of the
building was closed by the jerkinhead with a tym-
panum filled with sculpture decorations. A similar
layout of the middle risalit of the side facade was di-
versified with an oriel, which enlarged the living room
[Fig. 111. On both sides of the oriel, in the side seg-
ments of the building, there was an aedicule framed
window opening, whose symmetry axis was under-
lined on the first floor by circular niches with busts.
The rear facade of the building was simplified to
a great extent, the decorative framing of windows was

abandoned, and the symmetry of the wall was dis-
rupted by a staircase and a roof over the rear entrance,
and an oriel in the study room. The simplicity of the
rear fagade was derived from the design of workshop
developments located on the opposite side of the gar-
den. The cubic mass of the Welz villa, the ‘“ectonic’
composition of its facades and the decorations based
rather on Roman than Greek antiquity makes
Schmidt’s design divergent from the Roman tradi-
tion of the villa urbana’.

Villas in the nineteenth century Wroctaw consti-
tuted a small percentage of residential housing. In
a rapidly developing city of the industrial era mainly
multi-story houses were built with apartments for
rent. In the tenement townhouses, built for anony-
mous users, it is difficult to find a coherent style of
decorating the fagades. Flat walls of the buildings were
most frequently fitted with ready-made stuccowork
elements, which until the end of the 1860s had qua-
si-ancient forms. Window and door framings were
often supported by pilasters crowned with Tonizn’ or
‘Corinthian’ capitals, the stories were divided by elab-
orate winding or palmette friezes or decorative acan-
thus leaves. Townhouses were crowned by elaborate
‘entablatures’, sometimes caryatids were used to sup-
port the oriels or balconies. Decorations of ancient
origins were widely used in residential housing but
were most frequently devoid of their original con-
struction function and reduced to the ornamental role.

Examples illustrating the reception of ancient mo-
tifs in residential housing in Wroctaw may be con-
ventionally divided into three groups. The first group
comprises houses based on the nineteenth century
visions of suburban villas of the imperial Roman era
(Eichborn villa). The second group is represented by
single or multi-family houses, whose facades corre-
spond to the compositional guidelines formulated in
the “Tectonics of Hellenes’ by Boetticher (Straat and Welz
villas, Luedeck’s townhouses). Finally the third group
comprises tenement townhouses decorated only with

‘ancient’ motifs, which were erected in Wroclaw in

the 1860s.

Wroctaw, where the analyzed examples of resi-
dential architecture are found, was located in the 19%
century on the East borders of Prussia, far North from
the border of the Roman Empire. Thus, the intro-
duction of forms derived from antiquity into archi-
tecture was not justified by historic tradition but by
a weaving of circumstances, such as:

1. Scientific achievements and their accessibility (ar-
chaeological works in Herculaneum and Pompeii,
whose results were widely published; numerous
attempts to reconstruct the residence of Pliny the
Younger on the basis of his letters; discoveries of
other villas of the Roman emperors).

2. The method of educating architects. In the nine-
teenth century Wroctaw there was no academic
education of architects, the majority of designers
active there stemmed from the Berlin environ-
ment. The methods of teaching at the Berlin Buil-
ding Academy were decided upon around the
middle of the 19" century by students and suc-
cessors of Karl Friedrich Schinkel. Some of them,
apart from designing activity, conducted archae-
ological research mainly in the ancient Greece (H.
Strack, F. Adler), some laid theoretical foundati-
ons of the ancient architecture (C. Boetticher and
his Tectonics of Hellenes). According to the mentio-
ned Carl Luedecke, a graduate from the Berlin
Building Academy, ‘%he studies there were almost com-
Pletely limited to the vules of constructing classical ar-
chitecture and its ornaments’.

3. The attitude of investors who followed the aesthe-
tics of Romanticism strived to shape their residen-
ces on the model of the ancient ‘refuge’.

In the end of the 1860s in Berlin, and a few years
later also in Wroctaw, the ancient style was superce-
ded by various kinds of the ‘Italian Renaissance’. The
next return to classicist forms was only in the first
years of the 20™ century.
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Antika v rezidenénej architektare Wroctawi 19. storocia

Resumé

Kazdé epocha ma svoju vlastnt predstavu o gréc-
kej a rimskej antike. Eurépski architekti boli v 19.
storodf zvla§t pritahovani myslienkami ,antického
domu®, ktory bol popri ,talianskej ville” najviac po-
puldrnym vzorom pre obytnd architektiru. Bolo by
moZné pytat sa na dévody toho, preco sa aj v proviné-
nom meste byvalého Pruska stavali ,antické” vily
a preco ndjomné domy boli zdobené ,antickymi* or-
namentami. Priklady ilustrujice recepciu antickych
vzorov v obytnej architektire Wroclawi mézu byt
rozdelené do troch skupin. Prvé skupina zahffia domy
vytvarané podla predmestskej vily rimskeho impéria
v duchu koncepcif 19. storocia (napr. Villa Eichborn
postavend v 1. polovici 19. storodia). Druhd skupina
sa tyka jednorodinnych alebo bytovych domov, kto-
rych fasddy ilustruji kompoziéné pravidld formulo-
vané Carlom Boetticherom v Tectonics of the Hellenes
(napr. Villa Welz, projektovand C. Schmidtom, rov-
nako ako obytny dom projektovany C. Luedeckem).
Nakoniec tretia skupina je reprezentovand obytnymi
domami s antickymi, ale aj s inymi motivami (boli
stavané v Sestdesiatych rokoch 19. storodia). PoZia-
davka na formy koreSpondujice s antikou nezodpo-
vedala vo Wroctawi historickej tradicii, kedZe mesto
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bolo situované na vychodnych hraniciach Pruska, vel-

mi daleko od hranic rimskej riSe. Podla autorkinho

nazoru to vyplyvalo z koincidencie niekolkych fakto-

rov, z ktorych najdoleZitejsie boli nasledujice:

1. Vedecké Gspechy a ich pristupnost (vykopavky
v Herculaneu a Pompejich - tieto objavy boli $iro-
ko popisané v ¢asopisoch, pokusy o rekonStrukciu
vily Plinia Mlad§ieho, vyskumy farebnosti antic-
kej polychrémie).

2. Vzdelanie architektov. Vi&ina architektov pd-
sobiacich v 19. storo&i vo Wroclawi prisla z Berli-
na, kde ukonila stavebnit akadémiu (Bauakade-
mie). Pokradovatelia Karla Friedricha Schinkela
akceptovali grécky a rimsky klasicizmus ako za-
vizok a vieobecne orientovali svojich Studentov
tymto smerom. Popri kresliarskej aktivite Cast pro-
fesorov participovala na archeologickych vykopdv-
kach, hlavne v Grécku (H. Strack, G. Adler), dal-
§{ profesori vytvérali teoretické zdklady klasickej
architektdry (C. Boetticher).

3. Vztah investorov, ktor, stic ovplyvneni estetikou
romantizmu, boli zamerani na vystavbu reziden-
cif vo forme antickych , arocisk".

Preklad 1. Cinlisovd
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Zmysel negicie. Nefigurativny vytvarny prejav
a avantgardné principy v teérii Oskara Cepana

Daniel GRUN

Teoretické vychodiskd Cepanovych
interpretécii abstraktného umenia

UZ vymedzenim predmetu tejto dvahy, ktorym
sd Stadie literdrneho vedca o abstraktnom umeni zo
Sestdesiatych a zatiatku sedemdesiatych rokov, ocitli
sme sa na neistej pdde medzi dvomi disciplinami —
tedriou modernej literattry a teériou moderného
umenia. Komplikdcie nastdvaji hned na zaciatkuy, a to
z niekolkych dévodov: autorom textov je literdrny
vedec so zameranim na medzivojnovi literattiru a slo-
venskd literattiru devitndsteho storocia, krory pri in-
terpretdcii abstraktného umenia uplatnil metodolo-
gické ndstroje literdrnej vedy. Hoci vo svojej dobe
mohli Cepanove $tidie zohrat istd tlohu pri integra-
cii predstavitelov vytvarnej skupiny Konfrontacie do
sféry akceptovaného umenia, nedosiahli vyraznejii
spolocensky acinok. A to hned z niekolkych dévo-
dov. Proti abstraktnému umeniu, ktoré na Sloven-
sku nemalo pevnd oporu v medzivojnovom umen,
stdla Stdtnou kultdrou preferovand tedria realizmu.
Na druhej strane uZ v polovici estdesiatych rokov sa
proti abstrakcii postavili nové vytvarné tendencie za-
loZené na programovej syntéze umenia a ¥ivota. Ce-

Prvé siborné _vydanie Stddif Oskdra Cepana pripravil Juraj
Mojzi§. MOJZIS, J. (ed.): Znepokofené miizy. Bratislava 1999,
Pozostdva z pévodne publikovangch, ako aj nepublikovanych
textov resp. $eadii, krorjch vydanie bolo zamedzené z d6-
vodov cenziiry na zaliatku sedemdesiatych rokov. Okrem
spominanych troch monografickych $tidif do publikdcie
MojZi§ zahrnul aj dalSie kratdie texty z konca pitdesiatych
a Sestdesiatych rokov venované predovietkym tvorbe pred-
stavitefov bratislavského zdruZenia Konfronticie (katalégo-
vé texty a otvéracie prejavy k vystavidm) a ruskym avantgar-
ddm. Komentdre, ktorymi Moj#i§ doprevédza Cepanove tex-

panove Stidie nevznikali ani na spolo¢enski objed-
ndvku, ani ako prejav hlavnej &innosti ich autora —
pritaZlivost tychto textov je paradoxne v ich margi-
nélnosti. Napriek tomu sa v nich odrd¥a mimoriadna
erudicia autora v oblasti avantgardného umenia a pro-
blematike jazyka vytvarnej abstrakcie. Po ,normali-
zalnych" zdsahoch do oblasti vjtvarného umenia
a kultdry, tri najvjznamnejSie monografické §tadie —
o Maridnovi éunderh’kovi, Rudolfovi Filovi a histo-
rickd Stidia o ruskom avantgardnom umelcovi Vla-
dimirovi Tatlinovi, u nemohli byt v dobe svojho vzni-
ku publikované.! Napokon sa pred nami otvira efte
jedna zdsadnd otdzka — ¢ mé¥eme u Cepana hovorit
o ucelenej tedrii abstraktného umenia. Ak by sme pri-
jali tto charakreristiku pre pomerne heterogénny si-
bor textov o v§tvarnom umeni, bolo by potrebné
upresnit ju niekolkymi slovami: marginilnost, frag-
mentérnost, avantgardny pétos, sféra slobody. Préve
posledné z predbeZne naértnutych charakeeristik mieri
k rozvinutiu mterpretacnych nastrojov a kontruk-
tivnej imaginacie, ktoré Cepan spojil v slobodnom
pohybe svojho pisania.

Predmetom nasledujiicej $tiadie bude $tyl, vycho-
diské a motivicie Cepanovych textov o abstraktnom

ty, napriek dékladnému poznaniu historickych stvislosti, ne-
chdvaji viaceré metodologické aspekry interpreticie abstrakt-
ného diela v Cepanom mysleni nepoviimnuté. Niektoré pub-
likované Sridie a recenzie o vjtvarnom umeni sa do spomi-
naného vyberu nedostali. Upozoriiuje na to recenzia Fedora
Matejova. - MATEJOV, F.: [Bez ndzvu}, recenzia knihy Ju-
raja Mo;zxsa Znepokojené mizy. In: Slovenskd literatiira, 47,
2000, & 2, s. 173. Seadie a texty Oskéra Cepana zaradené
do V)’rberu Juraja MojZifa, budem citovat z tejto publikicie,
pri¢om ako prvil uvediem informdciu o pévodnom vydani,
resp. datovanie textu.
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umeni. Za vychodisko som si zvolil tézu o programo-
vej blizkosti $trukturalizmu a kreativnych postupov
historickych avantgdrd. Tiro spriaznenost vedeckej
metédy sustredenej na vottornd skladbu, charakeer
materidlu, funkénost a dalie aspekty s principmi
dobového funkcionalizmu, purizmu, konStruktivizmu
& surrealizmu, pokladdm za model, krory sa v Cepa-
novom myslen{ o vytvarnom umeni opakuje alebo
presnejSie, aktualizuje. Tento model by mohli v me-
dzivojnovom umeni predstavovat vizby medzi Struk-
turalizmom PraZského lingvistického krizku (predo-
vietkym tedrie Jana Mukafovského) a umeleckou
avantgardou (predstavitelia ¢eského Devétsilu — Karla
Teigeho, Vladislava Vancuru a Vitézslava Nezvala).
Podobné pokusy o prepédjanie vedy a moderného ume-
nia s ¢asovym posunom do konca tridsiatych rokov
st zndme aj v stvislosti s bratislavskou nadrealistic-
kou skupinou Avantgarda 38 a Spolkom pre vedec-
kd syntézu.? Na tieto vztahy upozornil prvykrit Kvé-
toslav Chvatik v $tadii Avantgarda a Strukturalizmus,
kde tvrdil, Ze Strukturalistickd estetika je svojou zd-
kladnou metodologickou indpirdciou vernym odrazom
redlnej, objektivnej Struktirnej premeny modernej
kultiry a moderného umenia.? Chvatikovej tedrii ver-
ného odrazu vo vede, umeni a kultire sa dd vyditat
podmienenost argumentovanim v prospech fuzie
marxizmu a $trukeuralizmu. Napriek tomu vztah
medzi modernou umenovedou a modernym umenim
podla méjho ndzoru vytvéra vychodiskd Cepanovho
zdujmu o abstraktné umenie a jeho formulovanie
~programu” skupiny bratislavskych Konfronticii.
Hoci Cepan hovori o ,zdanlivej teoretickej apro-
gramovosti a zddraziiuje, Ze okrem zdkladnych pred-

2 BAKOS, M.: Umeleckd avantgarda na Slovensku a hnutie
A 38. In: Avantgarda 38. Bratislava 1969, s. 34.

3 CHVATIK, K.: Avantgarda a strukturalizmus. In: Problémy bi-
tevdrnef avantgardy. Bratislava 1968, s. 91. (gt&dia bola po pr-
vykrét publikovand v revue Orsentace, 1, 1966, & 2, s. 16-20).
Zbornik z konferencie usporiadanej Slovenskou akadémiou vied
25.—27. oktébra 1965 v Smoleniciach predstavuje prvy kom-
plexny pokus o legitimizdciu historického pojmu avantgarda
a zhodnotenie jeho v§znamu pre aktudlne umenie obdobia Sest-
desiatych rokov. Aktualizdcia vyznamu avantgdard, ktord sa vtedy
v naSom prostred{ uskuto¢nila, predstavovala §irSie spoloCenské
a kultirne usilie o hodnotovii orientdciu socialistického moder-
nizmu. Vyraznym spdsobom do diskusie prispel preklad knihy
talianskeho teoretika avantgardného umenia MICHELI, M. de:
Umlecké avantgardy dvacdtého stoleti. Praha 1964.
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pokladov nepredmetnosti skupina ned6veruje nijakym
apriérnym schémam, jeho teoretickd aktivita okolo
vytvarnej abstrakcie vyraznym spdsobom rozvinula
interpretané postupy abstrakeného diela.* Napriek
tejto skutocnosti nebola dosial venovand dostatoénd
pozornost analyzam a prinosu literdrneho teoretika
v oblasti abstraktného umenia v kompardcii s pristup-
mi ,domdcich“ teoretikov na tomto poli. Prdve ako
predmet kritického ¢itania, analyzy pojmového apa-
ritu a interpretaénych postupov a zo SirSieho pohla-
du aj historickych sdvislost{ vnimania abstraktného
diela v obdobi Sestdesiatych rokov v Ceskoslovensku,
predstavuje komplex Cepanovych textov pntazhvy
materidl pre podrobnejiu analyzu. Pre pritomnd tva-
hu nepokladdme za relevantné len Cepanove texty
zamerané na tvorbu predstavitelov bratislavskych
Konfronticii, ako ich poddva citovand publikécia Ju-
raja MojZida, ale pokdsime sa nadrtniat savisld para-
lelu s jeho ivahami o ruskych avantgarddch a samot-
nou teériou literattry, ktord bola Cepanovi akade-
mickou disciplinou. Po krat$ich katalégovych textoch
k vystavdm alebo prihovoroch pri otvoreni vystav
z konca pitdesiatych a prvej polovice Sestdesiatych
rokov, Cepan svoje interpretalné usilie sdstredil
v $tadii Konfrontdcia 5 uverejnenej v roku 1965 v Slo-
venskych pohladoch a neskdr v dvoch monografic-
kych $tididch — o Maridnovi Cunderlikovi a Rudolfovi
Filovi. ZdruZenie bratislavskych vytvarnikov popri
prazskych Konfronticidch, brnenskej Paralobe ¢i sta-
Casnych trendoch v Polsku a Madarsku spoluvytvara
vlnu abstrakcie zadiatkom $estdesiatych rokov.” Na
priklade Cepanovych $tdif sa pokdsim ozrejmit vziah
medzi tedriou integrujucou avantgardné principy

4 CEPAN, O.: Prejav pri otvoreni vjstavy Konfrontécie v Prahe
(1965). In: MOJZIS 1999, c. d. (v pozn. 1), s. 54. Spomedazi
siestich Konfrontdcii i8lo o posledné spolo¢né vystipenie
v praiskej galérii Nové sifl (z toho prvé tri boli neverejné),
ktoré nazval Cepan ako ,pir 2 polré“. Okrem otvéracich preja-
vov k jednotlivym Konfrontdcidm je Cepan autorom katald-
gového textu k zatvorenej vystave Manana Cunderlika (1958)
v Galérii Cypridna Majernika a napfsal tieZ text do kataldgu
vystavy $trukeurdlne] grafiky Cunderlit, Ovidich, Urbdsek vo
varSavskej galérii Krzywe Kolo v roku 1963. Viac pozri v cito-
vanej publikécii J. MojZi%a.

5 K histérii bratislavskych Konfrontacif pozri $tiidiu BAJCURO-
VA, K.: Pramene slobody. Strukturdlna, lyrickd a gestickd ab-
strakcia. In: RUSINOVA, Z. a kol.: Sestdesiate. [Kat. vyst.} Bra-
tislava : SNG, 1995. Chronoldgiu vzniku a formovania brati-

a metodologické pristupy Strukturalizmu, ruského
formalizmu, psychoanalyzy aich vyuZitim v inter-
pretécii tvorby prisluSnikov vytvarnej skupiny Kon-
frontdcie.

S pojmom avantgarda sa u éepana stretdvame na
jednej strane v rovine skiimaného predmetu, na dru-
hej v rovine metodologického pristupu — doslova
mo¥no povedat, e Cepan avantgardne premyila
o avantgarde. Isté vjchodiskd jeho pristupu ukazuje
Stadia s ndzvom Pozndmky k viskumu siiiasného umenia
(iZe o krize, publikovanej prvykrdt v roku 1964, ne-
skor v zndmej knihe Literdrne bagately.® Ako Zivnt
podu avantgatd charakterizoval Cepan krizovd situ-
dciu, stav, v ktorom sa ist4 jednota nidi, ale zdroveil
sa vytvdra ind jednota, jednota odli§ného. Pojmami,
ktorymi zastre$il imanentné pohyby avantgardy, bude
operovat aj pri charakeeristike abstraktnej tvorby svo-
jich sacasnikov. Ako prook negdcie definoval pretrhnu-
tie zotrvaénych spojiv existujiceho estetického systé-
mu, priom jeho analégiou mé byt revolu¢ny ¢in
a cielom novy organizujici princip. Hladanie vycho-
disk tohto uvaZovania nds zavedie ku Karlovi Marxo-
vi, krorého definiciu krizy vyuil Cepan v literdrno-
historickej $tadii Rozklad romantizmu.’ V pripade
avantgard zdoraziiuje najmi moment wktualizdcie,
stvisiaci bezprostredne s tym, ¢o nazyva ako mecha-
nizmus krizového procesu, ktorého logickym preja-
vom je kontinuita a diskontinuita vo vyvine umenia.
Pojem aktualizdcie chipe Cepan jednak v stvislosti
s ndsilne pretrthnutou kontinuitou avantgardného
vyvinu, jednak ako vychodisko obnovovania %ivého
vztahu medzi umenim a skuto¢nostou a podla neho
posob1 viade, teda aj v spolo¢nosti ,bez triednych bo-
jov*. Napriek diskontinuite vo vjvine umenia Cepan

slavskych Konfrontécii zaznamenal MATUSTIK, R.: Informel.
Slovenskd abstrakcia 1960 ~ 1966. {Kat. vyst.} Zilina : Pova¥ska
galéria, 1991. Podrobnd dokumenticiu a chronolégiu vystav-
nej Cinnosti bratislavskych Konfrontacif spracovala Sabina Jan-
kovi¢ovd v zatial nepublikovanej diplomovej prici o bratislay-
skych Konfrontacidch, obhdjenej na Katedre dejin vytvarného
umenia FiF UK v Bratislave v roku 2004. Chronologicky pre-
hlad Konfronticii, do ktorého zasadil jednotlivé Cepanove 3tt-
die, uvédza aj vy$3ie citovand kniha Juraja Mojzi$a. S predstavi-
tefmi a tvorbou skupiny Ceskych Konfrontécii oboznamuje pub-
likdcia NESLEHOVA, M.: Poselstvi jiného virazu. Praha 1997.

CEPAN, O.: Pozndmky k v§skumu sti¢asného umenia &ie o kri-
ze. In: Literdyne bagately. Bratislava 1992 (1971), s. 7-14; pdvod-
ne publikované v: Slovenskd literatrira, 11, 1964, & 2, 5. 155-159.

a

1. Oskdr Copan (tvrty sprava) medzi iastnikmi neverejnej vystavy
Konfrontdcia 1 v Bratislave rokn 1960. Repro: Moj#ss, J.: Znepokoje-
né miaizy. Bratislava 1999.

bezpodmienecne veri v istd logiku v prejavoch avant-
gardy a ich napojeniu na si¢asnost. ,Cesta moderného
umenia je v podstate logickd a nezvrdtitelnd, Napriek viast-
nyjm i naoktrojovanym doktrinam. Vidy tu islo o nové po-
kusy definovat vziah k premenlivej skutolnost.*® Kam teda
vyustuje tdto logickd a nezvrdtiteInd cesta?

»Gramatika a slovnik” nepredmetne;j
redi a problém negicie

Povedali sme, %e pre Cepana motiv negicie zna-
mena pretrhautie zotrva¢nych spojiv existujiceho
estetického systému, pri¢om jeho analégiou je revo-
lu¢ny Cin a ciefom novy organizujtci princip. Zna-

7 Cepan pri charakterizovani situdcie ndrodnej romantickej li-
terattry v polovici 19. storodia pracuje s Hegelovym vykla-
dom dejinného procesu a jeho dal§im rozvinutim vo filozofii
Karla Marxa. , Ku krize rovnako vedsi i pokusy ndsilne, zvonku a ne-
organicky vndtit samostatnym Castiam princip jednoty. Tento viak
#Z yniltorne protiveli, alebo sa nezhoduje s charakterom vziahov me-
dzi izolovanjmi momentmi a predpokladanim principom jednoty.” —
CEPAN, O.: Rozklad romantizmu. In: Literatiira drubej polo-
vice devitndsteho storolia. Bratislava 1965, s. 25.

¢ CEPAN, O.: Clovek pred obrazom a obraz za dovekom. In:
Slovenské poblady, 80, 1964, & 1, s. 135-137. Text vysiel ako
recenzia na publikdciu zostaventit Miroslavom Lamacom O sebe
a o svojom diele (Bratislava 1964), ktord bola prvou stthrnnou
spravou o avantgardnjch smeroch a ich predstavitefoch.
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mend to teda, e kategéria negdcie tzko savisi s poj-
mom tradicie a taktieZ s kategbriou novosti uplatiio-
vanou pri interpretdcii aktudlnych umeleckych ten-
dencii.” Ak vytvarnd skupina Galandovcov zvolila
konzervativnej§i pristup syntézy fudového a moder-
ného v nadviazani na tvorbu Mikuld3a Galandu, Cyp-
ridna Majerntka a MiloSa Bazovského, v pripade zdru-
¥enia Konfrontécie hovori Cepan o ne-tradicii, dokonca
o znihilizovan{ a skompromitovani tradicie samotny-
mi jej predstavitelmi, potencidlnymi predchodcami
abstraktného umenia. ,Na @k tradicin maji nadvizo-
vat prisluinici Konfrontdcie, zviiSa £iaci tych, ktor chtiac-
nechtiac namiesto dovriovania svojich vibojov prevusili
avantgardni linnost a volky-nevolky stdvali sa vla;tnymz
obZalobcami a obZalovanymi?“*® Cepan tu nar¥a pre-
dovietkym na niekdaj§ich protagonistov avantgard-
nych tendencii z okruhu tzv. Generdcie 1909 resp.
Avantgardy 38, ktori v pitdesiatych rokoch popreli
svoje vychodiskd. Niésledne sa objavuje otdzka, ¢o
umiestnit na post tradicie, ¢im zaplnit prdzdne miesto
v pretrhnutej kontinuite, ak v krdtkych dejindch slo-
venského moderného umenia nemala abstrakcia jed-
noznaéného predchodcu? Neprekvapuje nds potom,
te Cepan charakterizuje situdciu nepredmetného ume-
nia zdnikom dualizmu subjekt — objekt, teda zdoraz-
nenim suverénneho tvoriaceho subjektu, ktory von-
kaj${ svet dostdva pod svoju kontrolu.! Jeho tstred-
nym argumentom sa preto stdva tvrdenie, Ze abstrakt-
n4 tvorba m4 fudské dimenzie a ludska perspektivu.
WA prave cez analdgin napitia subjekt — objekt ndriiava
sa toto umenie v medziach vztabu (lovek — realita, a tym aj
v medziach [udského zanjatia, senzibility a ludského osu-
du."'* Tento argument ndsledne, v monografickych

? Tu treba spomentt knihu, ktord vyrazne prispela k polemi-
kim o avantgardich a neoavantgarddch od nemeckého lite-
rarneho teoretika Petra Biirgera. Autor v kritike Adornovej
kategérie nového tvrdi, Ze novost avantgardy nespociva len
v zmene umeleckych technik a zobrazovacieho systému, ale je
to predovietkym totdlne odstranenie inStittcie, krorou je ume-
nie. Co sa tyka povojnoviich névratov k avantgardnym prakti-
kdm, Biirger posudzuje necavantgardu, ktord reZiruje po dru-
hykrat avangardny zlom s tradiciou ako manifestdciu, krord je
pozbavend zmyslu a dovoluje zaujat akykolvek vyznam. Tento
nézor bol neskdr vystaveny kritike zo strany americkych teore-
tikov Benjamina Buchloha a Hala Fostera. — BURGER, P.:
Theorie der Avantgarde. Frankfurt am Mein 1974; anglicky pre-
klad Theory of the Avant-Garde. Minneapolis 1984, s. 63.

 CEPAN, O.: Konfrontacia 5. In: Slovenské poblady, 81, 1965,
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textoch o tvorbe Rudolfa Filu a Maridna Cunderlika,
rozvinie pod pojmom antropologickej (alebo aj an-
tropomorfnej) konstanty. V Citatelovi tychto textov
vznikd podozrenie, ¥¢ Cepanova posadnutost kon-
$trukciou, mont4Zou a abstrakciou je motivovana kreo-
vanim suverénneho sveta, krory — prave naopak, od-
putany od skuto¢nosti, dostdva sa pod absolitnu kon-
trolu imaginujiceho subjektu.

Podla Oskéra Cepana, & u# prostrednictvom ges-
ticky expresivneho alebo geometricky konStruktiv-
neho vychodiska, prevahu v nefigurativnej tvorbe zis-
kava to, &o nazjva monisticky untverzdlny poblad na rozne
vrstvy skutoinosti. Vzhladom na mnohost moZnych
vykladov slova ,pohlad”,” pokladdm za nevyhnutné
ozrejmit, v akych sdvislostiach Oskar Cepan pracuje
s pojmom univerzdlneho pohladu. Z jeho uvahy vy-
plyva, Ze suverénnym ndstupcom na post tradicie
a novym univerzalnym principom sa stdva re, pismo,
znaky a kidy nepredmetného nmenia vytvarajice spoloc-
ne univerzdlnu gramatiku a slovnik nepredmetnej reii."
Zésadnou sa z tejto pozicie javi dalSia otdzka, ¢i ide
skutofne o mo¥nost itania obrazu, ¢ skutolne vy-
tvaraji abstraktné maliarske znaky nejaki gramati-
ku a slovnik, alebo mdme dodinenia len so Stylistic-
kou metaforou autora, o argument presvied¢ajici
&itatela o moZnosti univerzdlnych vypovedi abstrake-
ného umenia.

V Cepanovej tebrii si frekventované pojmy ako
prvok negécie, gramatika a slovnik nepredmetne;j redi,
univerzalny pohfad (resp. vizudlny univerzalizmus)
a fudsky princip ¢i antropomorfnd veli¢ina alebo kon-
§tanta. Povazujem ich za kltlové pre Cepanovu ar-
gumentéciu za nefigurativny vytvarny prejav. Apli-

¢ 1,s. 123-128; MOJZIS 1999, c. d. (v pozn. 1), 5. 57. Cito-
vand §tidia bola prvym uverejnenym textom o tvorbe pred-
stavitelov bratislavskych Konfrontécii.

! Ibidem, s. 58.
2 Tbidem, s. 60.

3 Na doleZitos¢ tohto pojmu v dejindch umenia uZ upozornili
viacer{ predstavitelia tzv. novjch dejin umenia. Pre jeho ozrej-
menie odkazujem k $tidii Margaret Olinovej v publikdcii
NELSON, R. S. — SCHIFF, R. (ed.): Kritické pojmy defin ume-
nia. Bratislava 2004, s. 368-381.

4 CEPAN 1965, c. d. (v pozn. 4). In: MOJZIS 1999, c. d.
(v pozn. 1), 5. 59, 60.

kuje ich v pripade dvoch taZiskovych monografickych
esejf o tvorbe Maridna Cunderlika a Rudolfa Filu, tex-
tov z roku 1970 a 1971, v ktorych podla méjho né-
zoru zuzitkoval nielen svoju orientdciu v oblasti ab-
straktného umenia a v tvorbe obidvoch autorov zo
Sestdesiatych rokov, ale kri%il v nich aj viaceré meto-
dologické pristupy. V eseji Od Hoveka na prab univerza
venovanej dielu Maridna Cunderlika (1926 — 1983)
mad Tudsky, antropomorfny princip centrdlnu déleZi-
tost a stvisi s jeho pozvolnym prechodom od figurd-
cie ku abstrakcii. Cepan tvrdi, ¥e ludsky princip sa
z Cunderhkove] tvorby nevytréca i napriek tomu, Ze
figira na jeho mafbdch postupne mizne. V Cunderli-
kovej tvorbe sa tento proces odohriva koncom pit-
de31atych rokov a mozno ho sledovat pri porovnani
obrazu Zeny s dibdnom (1958, olej, majetok SNG)
a malieb z nasledujiceho cyklu Arcbzzzc,ée fighiry (1959
— 1961), kde vyuZiva gva¥ a kombinovani techniku
s odtlid¢anim predmetov.” Prive v stvislosti s tymto
prechodom od figiiry k abstrakcii, ako som naznatil,
hovori Cepan o antropomorfaych &reach, kroré sa
okrem pritodnych Zivlov alebo vedy a techniky v ab-
strakcii uplatiuja. ,Ide o premenu figurativne posiatef in-
dividuality ved a javov na antropomorfizovane zovSeobec-
nené velitiny a na pokusy previelit a doslednejsie ich vy-
tarne materializovat v tvaroslovi vizudlneho univerzaliz-
mu.“"® Vo vyraze Cunderlikovjch pracovaych postu-
pov, postupnej redukcie a amorfizicie tvarov, vidi
Cepan prejav vizudlneho univerzalizmu, pricom jeho
diela zachovévaji neznititelni Sifru Hoveka. V tomto
Gbezniku, ktorého ohniskom je ,fudsky princip®, ro-
zoznavame metodologickd nadvidznost na estetiku
Jana Mukafovského. V antropologickom ziklade
umenia nachddza Mukafovsky nevyerpatelny zdroj
moznosti a kazdd z nich zodpovedd uréitej spoloden-
skej Struktire, ¢ skér Zivotnému postoju, ktory je
tejto Strukedre vlastny."” Vysledkom toho je jeho tvr-
denie, Ze kaZdd realizicia odhaluje novy pohlad na
zdkladné ustroenie Hoveka. Mukatovského chipanie

s Marmn Cunderlik. [Kat. vyst.] Ed. M. ORISKOVA — A. HRA-
BUSICKY. Bratislava : SNG, 1992.

16 CEPAN, O.: Od doveka na prah univerza. (1970, text, kto-
rého pévodné publikovanie bolo zamedzené). In: MOJZIS
1999, c. d. (v poza. 1), s. 110.

7 MUKAROVSKY, J.: Mti%e miti estetickd hodnota v uméni
platnost vieobecnou? In: Studie z estetiky. Praha 1966, s. 83.

2. Cast inftaldcie neverejnej vystavy Konfrontdcia 2 v Podunajskych
Biskupiciach roku 1962. Repro: MojZis, J.. Znepokojené mizy. Brati-
slava 1999.

zdkladnébo ustrojenia oveka sa objavuje v podobe 7e-
znzczte[’ne] Sifry doveka rovnako v Cepanovom nazera-
nf zmyslu abstraktného umenia. V inej §tidii Muka-
fovsky dokonca priznéva ,umeniu bez sujetu” komu-
nikativny vyznam: , Tak napriklad farby a linie obrazu
,niely’ znamenaji, napriek tomu, e v nich chyjba akykol-
vek sufet — pozvi ,absolsitny’ malbu Kandinského alebo die-
la urlitych surrealistickjch maliarov. Prave v tomto virtu-
dine semiologickom vdze ,formdlnych’ zloZiek spoiiva vyjad-
rovacia sila umenia bez sujetu, ktovi my nazyvame rozpty-
lenon. Ak mdme byt presni, musime teda povedat, %e opéit
Sunguje ako vyznam celd Struktiva umeleckébo diela, a to
i ako komunikattvny viznam.*'® Pre objasnenie Cepa-
novho chépania abstraktného diela iste nie je zane-

Na stvislost medzi dejinami umenia a Mukatovského poni-
manim antropologickej konitanty poukédzal Jin Bako3
v stati Ceskoslovensky $trukeuralizmus a dejepis umenia. Po-
zri: BAKOS, J.: Styri trasy metodoligie defin umenia. Bratislava
2000, s. 190-197.

'8 MUKAROVSKY, J.: Uméni jako semiologicky fakt. In: Stz-
die z estetiky. Praha 1966, s. 87. ‘
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dbatelné to, Ze Mukafovsky hovorf o virtudine semio-
logickom charaktere foriem diela, ktoré je ako celok
znakom.

Daliou kategériou je vizudiny univerzalizmus ako
vieobsahujica schopnost umeleckého diela, ktord
pozostava v Cepanovej teérii z porozumenia ab-
straktného diela ako svojim spésobom znakového
systému zostaveného z gramatiky a slovnika nepred-
metnej reéi. Tento predpoklad plati, ak samozrej-
me jeho chidpanie diela ako jazyka nie je iba metafo-
rou pre vytvarné vyrazové prostriedky. K samotnym
aspektom vizudlneho univerzalizmu poukazuje sme-
rovanie tvorby Maridna Cunderlika od cyklov Zr-
kadld (1961 — 1963) a Objekry (1963 — 1964) k die-
lam z konca Sestdesiatych rokov, kde vyrazne vyu-
#iva odindividualizovanie maliarskeho gesta pros-
triedkami a objektmi technickej civilizdcie. ESte aj
v jeho planetdrnych a vesmirnych obrazoch asociu-
jicich dobové sondy do kozmu (cyklus Sazelity, 1969)
nachddza Oskér Cepan neznicitelnil Sifru Hoveka. ,Ved
prave ona sa stéva aluminiovym zrkadlom, do ktorého
vriva svoje geometrizované stigmy dnesny svet odosobnenej
techniky a sériovej civilizdcie.”"

V 3tadii o diele Rudolfa Filu Maliar medzi Erosom
a Thanatosom opit vyvstiva otdzka rozdielu medzi slo-
vom a obrazom. Zd4 sa dokonca, akoby tento rozdiel
Cepan zémerne stieral a rozmazéval, ked na adresu
Filovych obrazov hovori: ,Hldsky, slovd a celé vyzna-
mové segmenty akoby patrili do sistavy nezndmebo, neskon-
vencionalizovaného a tatko artikulovatelného jazyka."*
Opozicia slovo — obraz sa ete viac komplikuje, ked
berieme do tvahy ndzvy Filovych obrazov aich sé-
manticky vztah k samotnému ndmetu nepredmetnej
malby — spomefime len niektoré obrazy z rokov 1967
a 68 — Prienik, Zauzlina, Bezolivost, Pokus o epiku
(s vinimkou prvého, ceruza a tempera na papieri,
vietky realizované technikou oleja na pldtne). Filov
maliarsky proces nielenZe disponuje dejovymi prvka-
mi vo vrstven{ gestickych tahov, ale kone¢ny motiv
vyrazne evokuje jeho pomenovanie. Hddanku Filo-

9 CEPAN 1970, c. d. (v pozn. 16). In: MOJZIS 1999, c. d.
(v pozn. 1), 5. 113.

20 CEPAN, O.: Maliar medzi Erosom a Thanatosom. (1971, text,
ktorého povodné publikovanie bolo zamedzené). In: MOJZIS
1999, c. d. (cit. v pozn. 1), s. 117.

2! Tbidem.
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vych obrazov ltsti Oskér Cepan v kriZeni psychickych
energii, telesného gesta a jeho znakovosti. ,Kde je
Champollionova rosetskd tabulka s paralelnym textom, ktord
by umo¥nila tento jazyk deiifrovat? Nazddvam sa, Ze ju
pri proom dotykn s Filovym dielom z nedostatkn injch mo%-
nost{ mb¥e zastdpit pribliadnutie k mechanizmu poc/aodov
hlbkovej psycholdgie a tzv. snovej prdce.”*' Ako naznaluje
samotny nazov Cepanovej tudie, autor sa interpre-
tacne opiera o Freudovu psychoanalyticki teériu ne-
skorého obdobia, predstavovani $tadiami Za princi-
pom slasti (1920) a Ja a Ono (1923), v ktorych Freud
podstatne zrevidoval svoju tedriu pudov.? Cepan na
zaklade Freuda vytvéra trojzlozkova konstrukciu
maliarskeho subjektu, ¢o m4 na zdklade Filovho vy-
chodiska v surrealizme a maliarstve informelu svoje
opodstatnenie. Zvl4Stnostou tejto konstrukcie je, ze
neberie do (ivahy psychologické dispozicie autora, ani
udalosti jeho Zivota, ale plne sa ststreduje na dosade-
nie vedomych a nevedomych zloZiek maliarskeho pro-
cesu do Freudovych kategéri{ — Ja, Nadja a Ono.
Cepan tu nepoufiva trojtlennt konstrukciu subjektu
po prvykrat. Interpretaéne ju preveril na rozbore vni-
torného monoldégu, ktory chipe ako psychicky, jazy-
kovy a literdrny fake. ,Vadtorny monoldg je tribiinon, na
ktorej méin prebovoriz, diskutovat a hddat sa archaické
vrstvy Ludskej psychiky s vrstvami mladsimi, povechovymi
a konvencnymi.“® , Archeolégia“ maliarskeho subjek-
tu pontika daldiu analégiu k interpretacii literdrneho
texty, 4 to najmi v tom, ze Cepan ho chipe ako vrs-
tevnatd $truktiru. KaZdéd z Freudovych kategorii je
viacvrstevnd a u rdznych maliarskych individualit na-
dobtda odli§ny charakter. U Filu sa zviditeltiuje spon-
tdnnou energiou robenia malby, besu malovania, kto-
rému Cepan hovor{ v nadvéznosti na Freudov pojem
libida — pinxids.** Pinxido je zdrojom pre maliarsky
zdznam zépasu energii a sil a navonok sa prejavuje
v zastierajico-dedtruktivnom geste, ktoré dynamizuje
proces tvorby tak, e ,vfsledny obraz je manifestovanim
procesu, v ktorom sa postupne niekolkondsobne zakryvayi,
potldcaji alebo celkom deStrunjii prechodné stupne stability

2 FREUD, S.: Za principom slasti. Prekl. A. Bioch — M. Kran-
kus. Bratislava 2005. V knihe sa nachéddzaji obidve spome-
nuté $radie.

» CEPAN, O.: Kapitoly z teérie si¢asnej literatdry. Tretia. In:
Literdrne bagately, c. d. ( v pozn. 6), s. 45; text bol pévodne
publikovany v: Slovenské pohlady, 81, 1965, . 8, s. 65-68.

medzi vizudlnymi predstavami."® Filovo maliarske ges-
to ma v Cepanovom chdpani ambivalentnt povahu:
je nositefom vyznamovych ako aj materidlovo-vyra-
zovych vlastnostf; je deStruktivne a st¢asne konstruk-
tivne utvarajice, ,je to gesto, ktoré nielenge nesie viznam,
ale siiiasne ho aj tvor{”. Tymto spdsobom v obrazovej
ploche realizuje nevedomé procesy ovlddané pudmi
wzivota® a ,smrti“. Tdto charakteristika maliarskeho
gesta sa prejavuje v rozbore skladby Filovho obrazu:
rozlisuje v nej plén vjznamu, ekvivalencie, ktory spdja
s paradigmatickou osou jazyka a oproti nemu stoji
plén vyrazu, ktory sa radi k syntagmatickej osi jazy-
ka. Prvd sa viaZe k surrealistickej zdsobnici metafo-
rickych vyznamov, zatial ¢o druhd m4 zédklad v meto-
nymickom zaloZen{ informelu (napr. skladba materia-
lu). Vytycenie dvoch osf vytvarného ,jazyka“ Filove]
malby odkrjva Cepanovu metédu rozboru syntaxe
obrazu a jeho vystavbovych moZnosti. Dve zdkladné
osi jazyka popisané Ferdinandom de Saussure prevzal
Roman Jakobson a préve on striedavt povahu tychto
dvoch alternativ rozsiril aj na sféru vizudlnych ume-

i.? Vyznamovy princip Filovej malby pomenoval
Cepan ako Sifrovanie veci prekryvanim, druhotnou
interpretdciou a viacndsobnym spracovanim vycho-
diskovych motivov, ¢o charakterizuje pojmom vrstve-
nia. V stvislosti s pojmom vrstvenia sa objavuje po-
jem druhotného spracovania, ktory priamo stvisi
s Freudovymi pojmami vytesnenia a premiestnenia
a Cepan nim oznaluje tak premenu libidinéznych
motivov na maliarske prvky pinxida, ako aj druhot-
nd interpretdciu existujiceho motivu. Cepan stavia
svoju interpretdciu diel Rudolfa Filu na semiotickom
zdklade obrazu, ale na rozdiel od Mukafovského ne-
chidpe vytvarné dielo ako autonémny znak, ale ako
dynamicky systém znakov. Nie je to len ,2yftvarnj znak
ako primdrny nositel viznamu,“? ale aj jeho vyznamo-

2 Cepanovo interpretalné pouitie pojmu pinxido koreSpondu-
je skér s Jungovym roziirenim pojmu libido na oznadenie psy-
chickej energie vo vieobecnosti, zatial &o pre Freuda je libido
viazané na sexudlny pud a oznaluje jeho psychicky aspekt. —
LAPLANCHE, J. — PONTALIS, J.-B.: Psychoanalyticky slov-
nik. Bratislava 1996, s. 202-204.

» CEPAN 1971. In: MOJZIS 1999, c. d. (v pozn. 1), s. 118.
% | Striedavd prevaba jedného alebo drubého % tehto dvoch procesov

v Ziadnom pripade nie je obmedzend na umenie slova. Td istd osci-
ldcia sa objavuje af v infch znakovich systémoch, ne¥ je jazyk. Nd-

3. Maridn Cunderlik: Zena szhmom, 1958, olej, m;z]etok SNG.
Repro: Maridn Cunderiik (1926 — 1 983).{Kat. vist.} Bratislava :
SNG, 1992.

padnim prikladom z dejin umenia je virazne metonymickd orien-
tdcia kubizmn, kde je predmet transformovany do siboru synek-
doch; surrealisticki maliari na to reagovali vislovne metaforickjm
postojom.” ~ JAKOBSON, R.: Dva aspekty jazyka a dva typy
afatickych porich. In: Poetickd funkee. Jinofany 1995, s. 70.
Dva spésoby usporiadania jazykovych znakov nacrtol Jakob-
son na priklade slovesnych umeni aj v $tididch O realizme
v umeni (1921) a Kontury Glejen (1935), ktoré, predpolxladam
mali vplyv na aj na Cepanovu literdrnovednt metédu (CE-
PAN, O.: K typolégii literdrnych smerov. In: Litteraria, V11,
1964 alebo Stimuly realizmu. Bratislava 1984). K problema-
tike: KUBINOVA, M.: Obrazné pojmenovéni, obrazné vy-
jadfovéni, bdsnicky obraz / Pokus o teoretické uchopent. In:
Pobledy zblizka: zvik, viznam, obraz. Poetika literdrnibo dila
20. stolet. Praha 2002.

7 CEPAN 1971. In: MOJZIS 1999, c. d. (v pozn. 1), s. 123.
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v§ exponent, vytvarné gesto a jeho vlastny protiklad,
ktorym je farba. V interpretdcii Oskdra Cepana sa
konttry Filovych obrazov ukazuji v kriZeni semio-
tickej a psychoanalytickej terminoldgie. Transforma-
cia psychickych energii v pojmoch libida a pinxida
utvéra na Filovych obrazoch maliarsky ekvivalent te-
lesnych a sexudlnych motivov, ktoré ,maliar neguje,
pretvdra a zakrjva vitvarnymi znakmi“*® V tejto pozi-
cii ,podkladu” sa neskdr ocitni aj Filove starsie figu-
rativne prace a postupne aj prenesené motfvy z dejin
umenia a populdrnej kultary. Cepan vo svojich Gva-
hach odkryl tie aspekty Filovej malby, ktoré inter-
pretacie inych autorov zanechali nedotknuté. Mys-
lim tu teraz na telesné aspekty maliarskeho gesta a ich
dynamické dejové stvarnenie, ¢o tkvie aj vo vlastnej
autorovej formuldcii: ,malovanim sa clovek realizuje rov-
nako ako milovanim*.?

Pri porovnani metodologickych vjchodisk inter-
preticie Filovej tvorby u Oskdra Cepana a Jéna Ba-
ko3a, ukazuji sa Specifikd a diferencie dvoch rozdiel-
nych pristupov. Zatial ¢o Cepan vychddza z formélnej
znakovej analyzy diela a vykladu nevedomych zloziek
jeho vrstevnatej $truktiry, Bakos, in$pirovany filozo-
fiou Martina Heideggera, interpretuje umelecké die-
lo ako bytie podmienené paradoxom transcendencie
a imanencie: , Umelecké dielo samo sa md stat bytim a ako
kaidé bytie podlatme jeho paradoxu: je a nie je samo sebon.
Je v sebe len tak, % transcenduje nad seba.®® Cepan zdd-
raztiuje materidlnost vrstiev, farebnt hmotu, znako-
v§ vyraz gesta a jeho vyznam, Bako§ naopak vyslo-
vuje hypotézu, Ze ,predmetom Filovho diela je to duchov-
né, a nie to hmotné v bezxpredmetnom byt sveta” *' Na po-
zadi celkom odli¥ného pojmového uchopovania
vizualneho faktu Filovych malieb Cepan napokon tie?
nachddza v jeho obrazoch imagindrny priestor podria-
deny zakonitostiam objektivneho univerza: ,Svet/o,
nehmotné spajivo protilabljch svetov, je signdlom — obrazne

28 Tbidem, s. 125.

» RILA, R.: Z ateliérov. Malé Gvahy. Slovo vytvarnika. Z tvorby
Rudolfa Filu. In: Vitvarny Ziver, 10, 1965, &. 2,5. 78.

% BAKOS, J.: Tajomstvo sveta a diela Rudolfa Filu. In: Sloven-
ské poblady, 84, 1968, &. 1, 5. 103-109; cit. podla BAKOS, J.:
Unmelec v klietke. Bratislava 1999, s. 61.

3 Ibidem 1968, s. 62.

32 CEPAN 1971. In: MOJZIS 1999, c. d. (v poza. 1), s. 130.
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povedané — diiby po potope, alebo md Crty Cerenia vin na
hladine, do ktorej zapadlo ta¥ké bremeno."** Zostiva pred
nami e$te otvorend otizka, pre¢o maji pojmy negdcie
a deftrukcie, neoddelitelne prepojené s pudom smrti,
v Cepanovej tebrii také vyhradné postavenie. Cepan
sa im pokusa prisudit v kone¢nom désledku pozitiv-
ny Glinok: ,mibilizmus, agresivita, anulovanie seba sa-
mého, dezorganizdcia vyraziva, farebné orgie a bezuzdnd
amorfnost si# manifestdcion o;lobodene/yo pinxida.”> Fila
v maliarskom procese, tvrdi Cepan, ,chce preniknilt
k vizudlne stvdrnitelnej prapodstate bytia.* Detrukcii
prizndva v jeho maliarskej koncepcii vysostnd pozi-
ciu. Hoci teériu pudov Sigmunda Freuda treba ché-
pat v stvislostiach biologizmu devitndsteho storoCia
a autorovych $pekulativnych filozofujicich Gvah, pud
smrti v jeho koncepcii predstavuje zdkladni tenden-
ciu kaZdej ¥ivej bytosti dospiet do anorganického sta-
vu.® Thanatovsky pud de$trukcie v podstate dovo-
Iuje Cepanovi postihnit transcendentné obsahy Filo-
vej malby: ,dezorganizdcia, nibilizdcia, anulovanie, za-
stieranie, prevrxtvomnz'e a niekolkorakd interpretdcia
roznych planov diela si len pomome pracovné postupy, kto-
rymi chee prist k jadru vect.' “ Dalej pise, Ze Fila ,chce
prist a% na dno chaosu, ktory mu predehddzal a ktory je
viastne poliatkom a koncom vietkého.**® V ivode som
naznadil, aky vyznam prikladal pojmu negécie
v stvislostiach vjvinu moderného umenia: avantgard-
ny umelec, ako aj avantgardny teoretik umenia, tvr-
di Cepan, ru$f akysi idedlny, kontinuitny, plynuly
vyvinovy proces aj organickymi, aj neorganickymi
zdsahmi a ¢asto nasilne ni& jestvujicu idylicka po-
hodu, ktor4 si eSte ani neuvedomuje, Ze je odsidend
na sterilnost a ako dalej argumentuje, robi to v mene
nevyhnutného a neprestajného obnovovania vztahu
umenia a skutodnosti. Tieto tézy neodporuji tomu,
&o tvtdi o vztahu avantgardného umenia a estetickych
noriem Peter Biirger: ,, Zmysel zlomu v dejindch umenia,

3 Ibidem, s. 125.
34 Ibidem, s. 130.

% QOrganizmus sa usiluje defcruktivny pud eliminovat tym, Ze
ho z velkej Zasti preorientuje smerom von a nasmeruje na ob-
jekey vonkajsieho sveta, a tak sa stdva pudom dobyjania a vdle
k moci. Dualizmus pudov Zivota a smrti v libidinéznom vy-
voji jedinca Freud opisal na formach sadizmu a masochizmu.
~LAPLANCHE — PONTALIS 1996, c. d. (v pozn. 24),s. 412.

36 CEPAN 1971. In: MOJZIS 1999, c. d. (v pozn. 1), s. 130.

ktory historické avantgardné bnutia vyvolali, netkvie
v deltrukeii umenia ako institicie, ale v znitent mosnosts
nastolenia estetickych noviem ako platnych.”> Pojmy ne-
gicie a destrukcie by sa v tom pripade mohli vztaho-
vat aj k normdm socialistického umenia a zd6razneniu
prirodzenosti maliarskeho procesu: ,Vo vyuoji moder-
ného umenia sa nastolufe stdle silnejSia wtoba charaktern
v totalite osobnosti umelca. Je to samozrejmy ndsledok, ale
i predpoklad stipajicej miery sebavyjadrenia umelca. Cim
nabradit toto kritérium v neddvnej minulosti, ked' tolki
odvolali?“*® Slovd Rudolfa Filu zd6razfiuji priamu
spojitost medzi originalitou tvorcu a jeho charakte-
rom oproti akémukolvek ideologickému diktdtu.
Z tohto hladiska by sme mohli Cepanove pojmy des-
trukcie a negdcie vnimat v tomto roz$irenom vyzna-
me, ako gesto oslobodenia sa z determinantov socidl-
nej reality, ale v podstate im politicky rozmer chyba
a ststreduji sa vyhradne na procesy Filovej malby.

Abstrakcia a realizmus,
ideologické protiklady

Zhodnotenie abstraktného umenia v tzv. byvalom
vychodnom bloku by nebolo tGplné bez analyzy ideo-
logickych protikladov abstrakcia — realizmus, ¢o sa
priamo dotyka recepcie nefigurativneho umenia v na-
Som prostredi.*® Ak médme hovorit o abstrakcii a rea-
lizme ako ideologickych protikladoch v teérii a kritike
umenia, bude potrebné zd6vodnit najprv pojem ,ideo-
légia“. W. J. T. Mitchell rozlifuje dvojaky zmysel
tohto pojmu: ortodoxné chidpanie ako faloné vedo-
mie, systém symbolickych reprezenticii, ktory odra-
za historicki situdciu dominancie istej triedy, ¢o slizi
zakrytiu dejinnej povahy a triednych zdujmov v tomto
systéme pod maskou prirodzenosti a univerzdlnosti.
Druhy, jemnejsi vyznam tohto pojmu, spotiva v spo-

3 BURGER 1984, c. d. (v pozn. 9), s. 87.
38 FILA 1965, c. d. (v pozn. 29), s. 78.

* Stidia Léranda Hegyiho o $tatiite vjtvarnej abstrakcie v kra-
jindch byvalého vichodného bloku (Polska, Madarska a Ces-
koslovenska) osvetlila zdkladné zdkonitosti vo vztahu k tedrii
socialistického realizmu. Nezmiefiuje sa viak o Ziadnom z pred-
stavitelov bratislavskych Konfronticii. - HEGY], L.: Ostkunst
— Staatskunst ~ Offizielle Kunst und der Status der Abstrak-
ten Kunst in den Ehemaligen Ostblocklindern. In: Redukti-
vismus. Abstraktion in Polen, Tschechoslowakes, Ungarn 1950 —
1980. [Kat. vyst.} Wien : Museum Moderner Kunst-Stiftung

4. Maridn Cunderlit: Bez ndzvu (Z cykln Archaické figiiry), okolo
1959, guas. Sitkromny majetok. Repro: Maridn Cunderifk (1926 —
1983).{Kat. vjst.} Bratislava : SNG, 1992,

jeni s usporiadanim hodnét a zéujmov, ktoré dévaji
formu kaZdej reprezenticii skuto¢nosti.®® Prechod od
predmetného umenia k nepredmetnému, od figura-
tivneho zobrazenia k nefigurativnemu do istej miery

Ludwig, 1992, s. 23; pouzri tieZ kapitolu Jazyk abstrakcie
v knihe ORISKOVA, M.: Dvojblasné dejiny umenia. Bratislava
2002. Najnovsou komparativnou §tidiou umenia krajin Stre-
do-vychodnej Eurépy vratane Slovenska je publikicia Piotra
Piotrowskeho, krory umenie informelu spaja s politickym ,,0d-
mikom" druhej polovice pitdesiatych rokov. — PIOTROW-
SKI, P.: Awangarda w cienin Jalty. Sztuka w Europie Srodkowo-
Wichodniej w latach 1945 — 1989. Poznad 2005, s. 66

4

=)

MITCHELL, W. J. T: Iconology. Image, Text, Ideology. Chicago
1986, s. 4. Této kniha sa javi ako prinosné predovietkym pre
rozpracovant problematiku vzéahu obrazu a textu a ich for-
mdlnych charakeeristik, ktoré st sprevidzané zdpasom o defi-
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5. Maridn Cunderlik: Biele zrkadloJ 1962, kombinovand technika.
Sttkromny magjetok. Repro: Maridn Cunderlik (1 926 — 1983).{Kat.
vyst.} Bratislava : SNG, 1992.

Cepan odévodiuje spolodenskym v§vojom v krajine
po druhej svetovej vojne. ,0bdobie zlomu, stagndcie
a schematizmu pripravilo a Gastolne af vykonalo #lobu vel-
kého skoku, velkého prelomu so vietkymi jeho destruktivny-
mi Crtami, bez ktorych sa pravidelne nezaobide prechod od
predmetno-figurativneho umenia k nepredmetnémn,” pise

novanie hranic medzi priestorom a ¢asom, prirodou a konven-
ciou, zmyslami zraku a sluchu, ikonicity a symbolickosti. Po-
zri tieZ kapitolu Image and Ideology, s. 151-159.

4 CEPAN 1965, c. d. (v pozn. 4). In: MOJZIS 1999, c. d.
(v pozn. 1), s. 58.

2 VAROSS, M.: Tedria realizmu vo vjtvarnom umeni. Bratislava
1961. Autor sa venuje kritike abstraktného umenia vo vztahu
k realizmu $pecidlne v kapitole — Realizmus a abstrakcio-
nizmus, s. 175-198.
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Oskar Cepan o obdobi pitdesiatych rokov v Ceskoslo-
vensku vo svojej ivahe o bratislavskych Konfronta-
cidch.*! Nefigurativne umenie u nés nielenZe nemalo
pevni zékladiiu v medzivojnovom umeni, ale netesi-
lo sa ani priazni zo strany oficidlne] tedrie umenia.
V roku 1961 bola publikovand kniha kritika vytvar-
ného umenia a predstavitela marxistickej estetiky
Maridna Vérossa Tedria realizmu vo vitvarnom ument,
ktorou autor vyty¢il predpoklady pojmu , realizmus”
a realistického umenia vo vieobecnosti ako zdklad-
ného stavebného kamefia umenia v socialistickej spo-
lo¢nosti.*? V kapitole Realizmus a abstrakcionizmus
Viross vyvracia hlavné tézy teoretikov abstraktného
umenia — Marcela Briona a Michela Seuphora. Utoti
predovietkym na ich zdkladné argumenty tedrie ab-
straktného vytvarného prejavu: ndrok na univerzél-
nost vyrazovych prostriedkov, vyjadrovanie Cistej du-
chovnosti a bezprostrednost sebavyjadrenia. Vaross
tvedi, Ze termin ,abstrakené umenie” je nezmyselny,
kedZe nijaké umelecké dielo ako zmyslom dostupnd
realita nemoZe byt abstraktné: ,, Bolo iliizion tvorcov ab-
strakiného umenia, ked si mysleli, Ze vyliilenim figurativ-
neho motivu odstrdnia jeden — podla nich zbytolny
a obmedzujici cldnok umeleckého tvorivého procesu a Ze po-
uZitvanim ,abstrakiného’ vitvarného jazyka objavili moz-
nost bezprostredne vyjadrovat univerzdino, duchovno.“®
Podla Virossa, tvrdenie abstrakcionistov, Ze abstrakt-
né umenie je vysledok naliehavej potreby sebavyjad-
renia je scasti pravdivé, ale nelogické, lebo abstrakt-
né umenie ,née je ani povolanté, ani schopné byt dostatoc
nym ,médiom’ pre sebavyjadrenie vitvarného umelca.“*
Odstdenim abstraktného umenia sa na druhej stra-
ne nestavia proti avantgarddm, v fom sa jeho tedria
javi ,miksia“ od vplyvného predstavitela estetickej
teérie realizmu Gyodrgy Lukdcsa.® O tom, Ze svoje
teoretické tézy Maridn Viross v praxi striktne neuplat-
fioval, svedd{ fakt, Ze toleroval zacllenenie autorov

3 Ibidem, s. 181.
4 Ibidem, s. 185.

 LUKACS, G.: The Meaning of Contemporary Realism. London
1963; HARRISON, Ch. — WOOD, P. (ed.): Art in Theory
1900 ~ 1990. An Anthology of Changing Ideas. Oxford — Cam-
bridge 1996, s. 677-678.

orientovanych na nefigurativnu tvorbu do reprezen-
tativneho vyberu moderného slovenského umenia pre
vystava S#lasné slovenské vitvarné umenie v Jazdiarni
prazského hradu v roku 1963, ktorej bol generdinym
komisdrom. Této vystava bola prvym oficidlnym uve-
denim predstavitelov abstraktného vytvarného pre-
javu do vyvojovej linie slovenského moderného ume-
nia. V avodnom texte katalégu vystavy Viross piSe:
~KaZdy z nds si predstavuje socialistické umenie inak, a bolo
by zhubné, keby nazor ktoréhokolvek z nds sa stal dogmon,
zndsiliiujricon ostatnych (o priklady z roznych dchylick
z minulosti niet nidze). Ovela rozumnefsie je vynzir tvors-
vii energin Iudy tak, aby v priaznivich materidino-organi-
zalnych podmienkach mobol kazdy uskutoliovat svoju pred-
Stavu idedlu, a tym sa podielat na tvovbe spolocenského ide-
dlu. 'V socialistickych spololenskych podmienkach, hoci by
boli akokolvek vnsitorne protivecivé, musi napokon venikal
socialistickd kvalita umenia. Tejto zdkonitosti treba dat
priechod, pretoZe je to zdkomitost mavxistickd, definujiica
Fivotné podmienky socialistickej umeleckej prace.“* Vysta-
vu S#lasné slovenské vytvarné umenie moZno preto pova-
Zovat za zaliatok dodasného akceptovania a potvrde-
nia existencie abstraktného umenia v socialistickych
spolodenskych podmienkach. Tento proces sa zacina
rokmi 1963 — 1964, kedy predstavitelia Konfronta-
cif uz vystavovali svoje diela verejne.

ESte dobovi, prvd kniZnd reflexia vytvarného dia-
nia tychto rokov z pera kritika Radislava Matustika
zaviedla modelové schémy ,ndstupov* a ,vyvinovych
vistiev”, tzv. ndstup 1957, reprezentovany skupinou
Galandovcov a ndstup 1961 tvoreny prevazne z Clenov
zdruZenia Konfrontdcie. Matustik o vystave v Jazdiar-
ni napisal: , PraZskd vystava viak silasne znova upozor-
nila, %e pod povrchom diania vinikla novd vrstva, dyubd
vrstva novef viny, ktord md odlisné znaky, problémy a ciele:
ndstup 1961.“ Matustikova schéma ndstupov neza-
chytédva sledovant problematiku nédvratu k avant-
gardnym principom, ktory sa nemohol uskutolnit
naraz, s ,nastupom” jednej ¢i dvoch ,generaénych
vrstiev®. Na prelome pétdesiatych a Sestdesiatych ro-
kov zaznamenal ,ndstup” dvoch vyraznych skupin

46 Uvodny text z kataldgu k vystave Sizmé slovenské vitvarné
umenie, Jazdiaredl praZského hradu, september — november
1963. Vystava zachovévala tradiéné delenia umeleckych dru-
hov. Hlavnym komisdrom vystavy bol Maridn Viross, komi-
sérom pre komornt malbu Tomds Straus, komisdrom pre plas-
tiku Karol Kahoun a komisdrom grafiky a kresby bol Radi-
slav Matustik. Z predstavitelov Konfrontdcii boli do koncep-

6. Rudolf Fila: Prienik, 1907, cernza a tempera, papier. Majetok an-
tora. Repro: Mojéss, J.: Rudolf Fila. Bratislava 1997.

umelcov, ktoré medzi sebou vymedzil, pri¢om potvr-
dil ich kvality a vyrazne sa postavil na stranu novych
vytvarnych tendencii, ale nepti§tal sa do hlbsich ana-
lyz ich tvorby. Na zdklade Matustikovej kroniky vy-
tvarného diania méZeme rekonStruovat poziciu ab-
straktného vytvarného prejavu na Slovensku. ,lba
neverejny charakter chrdnil Konfrontdcie pred sitokmi, kto-
rm sa vystavovali v rokoch 1961 — 1962 verejné poduja-
tia umelcov, (o vazili novy vytvarny ndzov. (...) Postupnd
rebabilitdcia slovenskej modernej tradicie pripravovala podu
na prijatie umenia ndstupu 1957, ale o nonfigurativnych

cie vystavy zaradeni Marian Cunderlik, Rudolf Fila, Jozef Jan-
kovi¢, Jaroslav Ko¢i§, Pavel Maitka a Andrej Rudavsky. Spo-
menuti autori sa predstavili uZ na Vystave mladjch, ktord sa
konala jin — jal 1963.

7 MATUSTIK, R.: Nové slovenské vitvarné umenie. Bratislava 1969,
s. 32,
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epizddach v diele Fullu a Galandu sa mlialo, hoci nie si
nepodstatné. Prevaba ndstupn 1957, ako af viiSina umel-
cov zo starSich vyvinovych vrstiev mali k nepredmetnému
umenin odmietavy postoj, alebo aspors va¥ne vibrady.“®
Podla vytvarnej krititky Evy Seféakovej boli
tGstrednou motivdciou bratislavského zdruzenia Kon-
frontdcie otdzky okolo intenzity a istoty vytvarného
vyrazu, spOsobené vytriezvenim z horacky velkych
ndmetov a monumentdlnych kompozicii bez monu-
mentélnej koncepcie.” Z toho vypljva tvrdenie, Ze
nefigurativne umenie nesie pecat opozicie vo¢i dok-
trine socialistického realizmu s hlavnym narokom na
slobodu individuilnej tvorby. Sefédkovej prvorada
poziadavka na abstraktnom obraze je jeho vytvarnd
kvalita, dokonalost jeho formalnej strdnky. ,Obraz ako
samostatny objekt ako produkt ludskej Cinnosti neobstoff bez
dokonalef formy.*>® Posudzujic aspekty ,,dokonalej for-
my*, Tomé$ Straus v $tadii z roku 1967 Surrealizmus
a neformdlne” maliarstvo povojrovych ias upozornil na
kontinudlnu tradiciu, vykryStalizovand prax surrea-
listického maliarstva v ¢eskom prostredi, na rozdiel
od slovenského, a jeho vplyv na rozvinutie nefigura-
tivneho v§razu. Vlastnou intenciou Strausovej kriti-
ky surrealizmu bolo upozornit na rozpor maliarskej
praxe a estetickej tedrie surrealizmu, ktory pokraduje
aj v povojnovej abstrakcii. ,Awutor tvori — pravda, tiez
v rdmci istej, 1 ked novef slobovej dogmatiky — spontdnne,
pricom maliarska inteligencia autora spoifva v tom, pre-
zentoval & neprezentovat tito spontdnny bru nibody
§ pripadnimi moZnostami novych kombindcii a objavov ako
zvrchovany osobnostny viraz. Malba sa takto stéva akym-
51 setzmogranmom psychickef excitdcie, objektivizovanym ideo-
gramom umelcovho vniitra. Je zjavne asémantickd, nemoz-
no ju merat Ziadnym ustdlenym kidovacim systémom. Jej
Jedinecnost (a hodnota) spociva v jej odliSnosti.>' Postoj
Tomasa Strausa k tzv. §trukturélnej abstrakcii je opro-
ti Oskérovi Cepanovi skepticky. Na rozdiel od Cepa-
na zdOraziiuje isté napitie medzi ,slohovym dogma-
tizmom" a spontaneitou tvorcu, preto v asémanticky

48 Ibidem, s. 33.

49 SEFCAKOVA, E.: Konfronticie. In: Mladd tvorba, 9, 1964,
&11,s. 38,

30 Ibidem, s. 41.

5t STRAUS, T.: Surrealizmus a ,neformdlne” maliarstvo povoj-
novych &as. In: Vytvarny Zivor, 12, 1967, &. 1,5. 6.
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chdpanom abstraktnom diele kéd, jazyk ¢&i gramati-
ka nemaja svoje miesto. Tento nézor zopakoval Straus
aj v knihe Umenie dnes (1968), kde sa pokusil od6-
vodnit vznik abstrakcie v socialistickych krajindch ako
prejav osamotenia a skepsy z Cias druhej svetovej vojny
a ideologického rozdelenia Eurépy studenou vojnou.
Svojimi tézami o vyvoji moderného umenia k stcas-
nym tendencidm Sestdesiatych rokov vyrazne relati-
vizoval ideologizované protiklady abstrakcie a realiz-
mu. Na adresu nefigurativnheho umenia lyrického
a expresivneho okruhu sa Straus vyjadril, ¥e expono-
valo zo vietkych strdn a poldh jeden a ten isty pred-
met, ktorym je ludské psychika a vSetky aspekty osob-
nostnej senzibility a individuality. Z tohto tvrdenia
vychédza aj Strausova skepsa pri hodnoteni expresiv-
nej linie abstrakeného prejavu: |, Skutocnost, a najmi
rozvinutd skutolnost abstrakiného umenia pitdesiatych ro-
kov neporvrdila tori optimistické progndzy priekopnikov
nonfigurdcie z obdobia okolo 1911 a ich neskorSich teore-
vickyjch interpretov o nekonelnej variabilite, a tym aj o ne-
uzavretych moEnostiach virazu bex sprostredkugsiceho mé-
dia vizudlnych a formovich prokov. Umeleckd prax, (iZe

rozvinuty prejav tichto spoliatku takych ldkavich moZnosti

avantgardy zo zaliatku storolia, nkdzala, e pokusy v tomto
smere nie si nevycerpatelné."> V}’rchodiskovou premi-
sou Strausovych Gvah o modernom ument je presved-
Cenie, Ze jediny spdsob postihnutia zdkladnych filo-
zofickych a estetickych kontir takzvanej moderny je
definovat ju nie jednou, akokolvek pochopenou jed-
notiacou tendenciou, ale ,vZdy zdroveri i jej opakom, to
znamend ako vidy znovn aktualizované dialektické vivi-
nové protiretenie.*>® Strausov priklon k moZnostiam
poznévacieho procesu skuto¢nosti umeleckou tvor-
bou a potreba ,.chdpat formu nie ako osobnostnii a sub-
jektivnu danost a viraz, ale ako vieobecnii definiciu
a formulu univerza® > ukazujq, %e ako progresivau li-
niu abstrakcie v druhej polovici Sestdesiatych rokov
vnimal tendencie vychddzajice z medzivojnového
konstruktivizmu a geometrickej abstrakcie — neokon-

52 STRAUS, T.: Umenie dnes. Pokus o kritickst esej. Bratislava 1968,
s. 65-66.

5% Ibidem, s. 20.

>4 Tbidem, s. 124.

Struktivizmus, op-art a kinetizmus. Prave medzivoj-
novd avantgarda a najmi konStruktivizmus boli po-
dou, na ktorej sa teoretici Tomas Straus a Oskiér Ce-
pan z rozlinjch pozicii a ndzorovych vychodisk stre-
tdvali, aviak ich pristupy boli diametralne odli§né.”

Obraz verzus slovo,
kéd verzus vyraz psychickjch energii

Pokdsme sa teraz zosumarizovat jednotlivé avant-
gardné principy, funkéné v Cepanovej tedrii umenia.
Predovietkym, Cepanova avantgardnd prislu¥nost sa
prejavuje v rovine pojmov jeho ,konstruktivistické-
ho" myslenia. V rovine interpreta¢nej metddy sa stre-
tdva semiotické chdpanie umeleckého diela ako zna-
kového systému s hladanim jeho antropologického
zdkladu.”® Ak sme jeden zdroj Cepanovej terminols-
gie lokalizovali v prostredi PraZského lingvistického
krizku, najmi u Jana Mukafovského a Romana Ja-
kobsona a ndsledne v pojmoch neskorého obdobia
Freudovej psychoanalyzy, druhym zdrojom bude tvor-
ba ruskej avantgardy — v poézii predovietkym Vele-
mir Chlebnikov a vo vjtvarnom umeni Kazimir Ma-
levi¢, Vladimir Tatlin a napokon aj ruski emigranti
Vasilij Kandinskij a Sergei Charchoune. Malevicov-
mu suprematizmu a Tatlinovmu kon§truktivizmu ve-
noval sustredent bddatelskd pozornost, &oho dokla-
dom st publikdcie s rozsiahlymi Gvodnymi $tidiami
k spomenutym autorom a ich avantgardnym koncep-

% Pribli¥ne v tom istom obdobi, ked' Oskar Cepan pripravoval
knihu Tatlinova intciattva (Od konstrukiivizmn k produktivizmn),
ktord mala byt publikovand v roku 1971, pracoval Straus (od
roku 1969) na publikicii Kassdk. Ein ungarischer Beitrag zum
Konstruktivismus, vydanej v Nemecku kolinskou galériou
Gmurzynska v roku 1975.

¢ V tomto smere pokladim za doleZité citovat dva pohlady
z oblasti literdrnej vedy na Cepanovu interpretadn metédu
umeleckého diela: ,Oskdr Copan nepovasuje semiotiku za univer-
zdlne platnii metidu — umelecky znak vatma umiestneny medzi zlo-
Zité prieseiniky antora, kultiiry, spololenskej situdcie, atd. Za tjmto
viethym je u Cepana umiestnend antropologickd konitanta chdpand
v dynamickom procese premeny.” ~ MIKULOVA, M.: Oskér Ce-
pan a avantgarda alebo o jednom palindrome. In: Slovenskd
literatiira, 42, 1995, &. 2-3,'s. 152. K podobnému zhodnote-
niu prichddza aj Fedor Matejov v recenzii suborneho vydania
Cepanovych textov o vjtvarnom ument: , Texty O. Cepana pred-
:t:zwt]u pre mita zaujimavé a dalSie domyilanie provokujiice prekri-
Zenie funkcionalisticky ,prevaduinenei estetiky znakovej, komunika-
tivnej, semioticke] a masivnej’ esteriky materidlovo Struktitrnej, pri-

cidm.” Zvld$t zaujimava pre rozbor terminolégie je
Stadia Tatlinova iniciativa (1971), zasahujica proble-
matiku sovietskej avantgardy vbbec. Selektivne sa
upriamim na éepanovu interpretaciu ,,piateho roz-
meru” ako najvys$Sej dimenzie tvorby, zd6raznent tro-
jicou pojmov ,tektonika — faktira — konstrukcia“, de-
finovaného prdve v spojitosti so suprematizmom
a konStruktivizmom. ,Aj ked’ sa navonok argumentova-
lo zvilia politickjmi a ideologickymi fakimi, v samom 2d-
klade tobto obratu a vietkych inych zmien v Lavom bloku'
sovietskej avanigardy bola otdzka novej dimenzie tvorby,
tzv. piary rozmer umenia.”*® V stvislosti s problematikou
,,plateho rozmeru” sa ukazuje podnetnou otdzka, aky
je vztah medzi Cepanovou vyskumnou iniciativou na
poli histérie nepredmetného umenia a kritickou re-
flexiou jeho vytvarnych sacasnikov. Nie je to Gsilie
o sformulovanie akéhosi vieobecného principu ab-
strakeného umenia, ktory by bol schopny vysvetlit’
jeho univerzdlne zdkonitosti? Myslim si, ¥e Oskdr
Cepan ma daleko od formalizmu amerického teoreti-
ka abstrakcie Clementa Greenberga a jeho zimerom
je zdbraznit skér $pecificky ,,vjchodné“ aspekty vyvi-
nu abstrakcie (na ruskej avantgarde) a vndtornt dy-
namiku procesu tvorby abstrakeného obrazu (na tvor-
be predstavitelov bratislavského zdruZenia Konfron-
técie).”? Cepana v pravom zmysle slova nezaujima
genealégia avantgardnych smerov, ale ich programové
formovanie. Neargumentuje v prospech modernistic-
kej malby z hladiska kontinuity s umenim minulos-

rodne koxmickej, afektivne energetickej, neurosenzibilnej.” — MA-
TEJOV 2000, c. d. (v pozn. 1), s. 173.

% Ako prvii dokonil knihu MALEVIC, K. S.: O nepredmetnom svete.
Bratislava 1968 s tvodnou §tidiou Malevidov suprematizmus.
V roku 1971 pripravil publikciu Tatlinova intciativa (Od konitruk-
tivizmu k produktivizmu) . Napriek tomu, Ze u? bola pripravens do
tlace, jej vydanie bolo z ideologickjch dévodov zamedzené. Islo
o antoldgiu textov o Tatlinovi s rovnomennou tivodnou $tadiou
autora. Prekladatelkou textov z rustiny v pripade oboch publi-
kicif je Nada Cepanova. Cepan mal v amysle vydat podobnd
précu aj o predstavitelovi parfZskej vetvy ruskej avantgardy —
Sergejovi Sar¥inovi (Sergei Charchoune), publikovand viak bola
iba informativna $tddia v Revue svetovej literatdry. Pozri: CE-
PAN, O.: Sergi. Charchoune. In: Revue svetovef literatsiry, 3, 1967,
€. 5, s. 41-48. O Vasilijovi Kandinskom vysla $tidia v tom is-
tom Zasopise rok pred tym: CEPAN, O.: Stupne Vasxh}a V.
Kandinského. In: Revue svetovef literatiry, 2, 1966, &

% CEPAN, O.: Tatlinova iniciativa (1971). In: MOJZIS 1999,
c.d. (v pozn. 1),5. 173,
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ti, ale z perspektivy zlomu, krizy a neustdleho ob-
novovania zloZitého vztahu ku skutoénosti. Pytanie
sa na stvislost medzi Cepanovymi analjzami ruské-
ho kon3truktivizmu a jeho zdujmom o model expre-
stvnej abstrakcie svojich sicasnikov nds dovedie k jeho
charakteristikdm tzv. ,piateho rozmeru” — univerzdl-
ny princip vyistavby diel alebo kLl k vistavbe a organizdcii
Jednotného zmyslu tvorby © V skoriich textoch o estetike
abstraktného umenia edte argumentuje prepojenim
objavov ruskej avantgardy s vedou a smerovanim
k univerzélnosti konstrukcie. Svojim obratom k vau-
tornej podstate umenia, tvedi Cepan, pribliZila sa
k pochopeniu politickych a socidlnych revolacii. Ra-
dikalnost ruskych avantgdrd vnimal ako prirodzend
analégiu politickych a socidlnych burok nielen
v Rusku, ale aj v celej Eurépe a ich principy chdpal
ako smerovanie k univerzdlnosti.®'

Sposob, ktorym si vytvorili avantgardy ndrok na
univerzalnost, demonstroval Oskér Cepan aj na poli
literdrnej teérie. V knihe Literdrne bagately, najmi
v platej Casti Kapitol z tedrie siiasnej literatiry, pracuje
Cepan s pojmom montéde a jeho vyznamom v mo-
dernej poézii. MontéZ, toto bojovné potomstvo avant-
gardnych smerov, stavia do protikladu k zdkonitos-
tiam kauzélne a hierarchicky odévodnenej kompozi-
cie, zdbraziiuje pri nej moment vyznamovej protiklad-
nosti a predovietkym moment ,ndsilia” na logickej
stavbe esteticky $tylizovanej skuto¢nosti. Montéz,
ktord vznikla vo vizuidlnych umeniach, vytvarnom
ument a filme, podla Cepana spdsobila rozklad tra-
di¢nych jedndt a odvekych pripustnych stvislosti, ¢im

59 Rozdiel v mysleni tychto autorov ukazuje spbsob opisu ab-
straktného diela. Greenberg piSe: ,Ale & je najdilefitefsie zo
vietkého, samotny obrazovy plan nadobiida na plytkoests, sploituje sa
a stldia dokopy fiktivne pliny hlbky, pokial sa nestretnii ako jedna
na redlnom a materidinom plane, ktory je skutoinym povrchom pldt-
na; kde lefia bok po boku alebo prepojené alebo transparentne uloZené
jedna na drubej.” — GREENBERG, C.: Towards a Newer Lao-
coon. In: HARRISON, Ch. — WOQOD, P. (ed.): Arz in Theory
1900 ~ 1990. An Anthology of Changing Times. 1992, s. 558, pbd-
vodne publikované v Partisan Review, 7, 1940, &. 4, s. 296-310.
Cepan na jednotlivom pripade Filovych malieb ukazuje préve
previstvovanie pldnov: , dezorganizdria, nibilizdcia, anulovanie, za-
stieranie, prevrstvovante a niekolkorakd interpretdcia vbznych planov
diele sit len pomocné pracovné postupy, ktorymi chee prise k jadru veci.”
— CEPAN 1971. In: MOJZIS 1999, c. d. (v poza. 1), 5. 130.

& CEPAN, O.: Tatlinova iniciativa (1971). In: MOJZIS 1999,
¢. d. (v pozn. 1), 5. 174.
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diskvalifikovala pojem tradi¢nej kompozicie. ,Mon-
td¥ovy princip je v siasnosti pilierom estetickej aktualizd-
cie. Je metddon, ktorou moZno konstruovat a rekonstruovat
sttvislost bdsnického pobladn na komplikovani a znacne
Jdiskontinuitnii’ skutoinost bez tobo, Ze by sa nieco iba ilu-
zionisticky predstieralo” % Pri popise fungovania mon-
taze sa odvoldva na Sergeja Ejzen3tejna. Napriek
tomu, %e sa tito technika viaZe na povahu istého
materidlu a jeho skladbové moZnosti, je skutoénym
spojivom medzi umenim zaloZenym na vizudlnom
obraze a slove ako bésnickom jazyku. Svojim jedno-
duchym momentom vyznamovej protikladnosti
a kontrastu umoZfiuje pracu rovnako s verbdlnymi aj
vizualnymi obrazmi. Podobne je to aj s pojmom kon-
Strukcie, ktory vyjadruje vztah materidlu a napitia
(doslova dynamické napétie medzi kontrastne postavenymi
pldnmi vdznorodych materidlov) s vyliCenim ¢i potlace-
nim vyznamu a tvaru. Opit treba pripomentt aj tu
analégiu v literatdre, konkrétne v poézii, ako ukdzal
pri interpretécii Tatlinovych diel. ,Tento nepredmetny
a netvarovy vyznamovy princip Tatlinovych konitrukcif je
zhodny s vibojmi futuristickej, budetlanskej a zanmnej po-
ézie."® To, Co bdsnici ruskej literdrnej avantgardy
uviedli do poézie, nazjva Cepan tzv. zvukovym obra-
zom t.j. sthrnom zvukovych elementov slova, G¢in-
kujtcich na na¥u psychiku mimo jeho vjznamového
obsahu. Mont4? a konStrukcia, navzdjom si pribuzné
pojmy, tvoria nielen centrum Cepanovho uvaZovania
o avantgarde, ale s aj zdrukou univerzalnosti jej prin-
cipov vo sfére vizudlnych umeni aj literatiry. Napo-
kon, obidve techniky maju svoje miesto v experimen-

' Ruské avantgardné umenie z réznych vichodzich poléh a postojov
smerovalo ako celok k univerzdinemn ,postrojenin® — konitrukeii,
E umeleckému artefaktu ako veci', k organizmu, ktory sa vealizoval
na rovaakych princivoch ako privodnd a technickd skutolnost.” —
CEPAN, O.: Manifesty ruskej vjtvarnej avantgardy. In: Slo-
venské poblady, 80, 1964, & 11, s. 51. V stvislosti s estetikou
abstrakcie sa vyjadruje: , Umenie siicasnosti sa zanfima o obnafené
proky mikro- a makrokozmu.” — CEPAN, O.: O estetike abstrakt-
ného umenia. (Recenzia knihy S. E. MoZiiagun: Abstrakcio-
nizmus — rozklad estetiky. Moskva 1961.) In: Slovenské pobla-
dy, 78, 1962, & 6, 5. 130-133.

¢ CEPAN, O.: Kapitoly z teérie sifasnej literatiiry. Piata, In:
Literdrne bagately, c. d. (v pozn. 6), s. 66; stat bola pdvodne
publikovand v: Slovenské poblady, 81, 1965, &. 11, s. 81-83,

6 CEPAN, O.: Tatlinova iniciativa (1971). In: MOJZIS 1999,
¢. d. (v pozn. 1), 5. 176-177.

talnych tendencidch $estdesiatych rokov a Cepan sém
ich vytvarne preveril vo svojich koldZach a komornych
abstraktnych kompoziciach.®

Ak by sme sa pokusili o presnejiie zaradenie Ce-
panovych teoretickych prdc o abstraktnom ument,
mali by sme spomenit autorov, ktori sa systematic-
kejsie venovali problematike ruskych avantgard —
Zdetika Mathausera a Jiftho Padrtu.®® Zdefiek Ma-
thauser v uvaZovani o ruskom futurizme zdéraztiuje
predovietkym na priklade poézie analogické kvality
diela: ,,Futurizmus je monisticky a doberd sa priamo k pod-
Sstatdm. Doberd sa kb nim stondsobnon negdcion tak, e ni-
hilisticky odbadzuje faloiné, prezveté, neFivotné formy by-
tia.“* Tu sa mbzeme opit odvolat na pojem negdcre,
ktory Oskér Cepan pouzil pri charakterizovani tvor-
by svojich st¢asnikov a ktorym zastresil aj imanent-
né pohyby avantgardy. V rovnako nepublikovanych
textoch Jifiho Padrtu o Kazimirovi Maleviovi a su-
prematizme, hoci z celkom odli§nych vychodiskovych
pozicii, zaznieva obdobné troj¢lenné spojenie bezpred-
metnost — negécia — absoldtno: ,PretoZe (fm inym je
viastne bezpredmetnost podla Malevicovich vyrokov, ne¥
cistym stavom vzruSenia z nebytia — drubom enfdrie a extdzy
roznietenej osobnej senzibility?"® Padrta na rozdiel od
Cepana interpretacne zapdja Malevicov suprematizmus
do tradicie nemeckého idealizmu, teozofie a mystiky
a poukazuje na sty¢né body k Nietzschemu a Hei-
deggerovi. U Padrtu je navy$e zjavnd sdvislost s jeho
kritickou reflexiou kon3truktivaych tendencif v druhe;j
polovici $estdesiatych rokov, pri¢om jeho zdujem
o nepredmetné umenie siaha edte do konca rokov pit-
desiatych. Aby sme upozornili aj na dalSie zdroje nefi-
gurativneho vytvarného prejavu a komplexnejsie vni-
mali aj rozdielnu poziciu abstrakeného umenia v eskom
a slovenskom prostredi, odkazujeme k textom &eskych
autorov, okrem spominaného Jiftho Padrtu predo-
vietkym Frantiska Smejkala a Véclava Zykmunda.®

% Vtvarnik Oskdr Copan (1925 — 1992). [Kat. vyst.] Trnava :
Galéria Jana Koniarka, 2005.

 Na tito sivislost upozornil v recenzii knifného vydania Ce-
panovych Stidii o vytvarnom umeni Fedor Matejov. — MA-

TEJOV 2000, c. d. (v pozn. 1), 5. 176.

% MATHAUSER, Z.: Nihil et infinitum ruského futurizmu. In:
Nepopuldrni studie. Praha 1969, s. 48.

" PADRTA, J.: Kazimir Malevié a suprematizmus. Praha 1996, s, 22.

7. Rudolf Fila: Premalba, 1967, olej, pldtno. Majetok antora. Repro:
Moj#ss, J.: Rudolf Fila. Bratislava 1997.

Zdaver

Cepanovo l&tenie avantgardnych Sifier vizudlne-
ho univerzalizmu sa spdja v analyze $pecifickych pre-
javov vo sfére literdrnej aj vytvarnej avantgardy a uza-
tvéra sa, povedzme, syntézou v §tddidch o tvorbe Ma-
ridna Cunderlika a Rudolfa Filu. Ak jeho chépanie
vytvarného diela ako jazyka nie je iba metaforou, po-
tom porozumenie abstrakeného diela ako znakového
Systému zostaveného z gramatiky a slovnika nepredmetnej

¢ Jiff Padrta uZ v roku 1957 uverejnil vo $tvrrom a piatom &is-
le ¢asopisu Vytvarné uméni rozsiahlu $tidiu mapujicu vznik,
vyvoj a siucasny stav abstraktného umenia: PADRTA, J.:
Umén{ nezobrazujici a neobjektivni, jeho politky a vyvoj.
In: Vitvarné uméni, 7, 1957, & 4, 5. FrantiSek émejkal vo
svojom texte z roku 1960 Nefigurativai umé&ni v Ceskoslo-
vensku predstavil program Ceskej $koly nefigurativneho
umenia. Na podobnom principe vystipil Viclav Zykmund
s programom zdruZenia brnenskych autorov pod ndzvom
Parabola, na ktorom participovali aj Rudolf Fila a Jozef Jan-
kovi¢ z Bratislavy.
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e ukazuje k tendencii semiotického postulovania
obrazového znaku. Vysledkom v3ak nie je ndsilné sply-
nutie jazykového a obrazového znaku so zdmerom
hladania univerzdlneho modernistického kdédu, ale
zdbraznenie podobnosti a rozdielov obidvoch mode-
lov: ,,Vizudlny obraz v bdsni viak nenabradi slovo a zasa
slovo, vpisané na graficky list alebo namalované na pldatno
vypadne z kontextu jazyka a zapadne do vivu linii a farieh,
(...) Je teda rozdiel medzi prostriedkami poézie a umenia
vizudineho.“® Cepanov zdujem o prepojenia medzi sfé-
rami vizuilnych a verbédlnych znakov stvisi s interpre-
talnymi postupmi prevzatymi z literdrnej tedrie, ktoré
jedineénym spdsobom zuZitkoval v analyze nefigura-
tivaych diel Cunderlika a Filu, ¢m sa priblfZil sacas-
nym vyskumom v oblasti vizudlneho znaku.”’ Na dru-
hej strane viak to, ¢ pomenoval Cepan zinikom
dualizmu subjekt — objekt, ukazuje sa ako imagina-
tivne kon§truovanie ,syntaxe” abstraktného obrazu,
ktorého svet je odpttany od objektivnej skutocnosti
a nie ako vedecky podlo¥end semiotickd teéria. Ce-
pan sa v slobodnej sfére svojho pisania realizuje ako
avantgardny konStruktér a vizudlne znaky vytvarnej
abstrakcie transformuje do jazyka tedrie. V procese
svojej analyzy interpretuje svoju tizbu a svoju ldsku
k metaforickému objektu maskovand semiotickym
scientizmom: tie mu umoZfiuji rozvijat psychicky
priestor, v ktorom so svojou ldskou zachddza ako
s diskurzom. Tento psychicky priestor je scénou, kde
rozohrdva zdpas pudov Zivota a pudov smrti repre-
zentovanych Erosom a Thanatosom, ako ndm ho Ce-
pan inscenuje v eseji o tvorbe Rudolfa Filu.”!

Na ojedinelom pripade Cepanovych $tidii som sa
pokdsil ukdzat ista ,logiku ndvratu” avantgardnych
principov do tedrie umenia a poukdzat na vyznam ich
aktualizcie v zmysle obnovenia vyanamovych tkaniv
moderného umenia v Sestdesiatych rokoch. Skér neZ

® CEPAN, O.: Vesmirne veci veliké a velky vesmir veci. In:
Kultdrny ¥ivor, 1964, €. 51-52; citujem text z reedicie v revue
Slovenskd literatiiva, 47, 2000, & 2, s. 166.

0 Spometime spolo¢né prvky s tedriou Jiftho Veltruského, by-
valého lena PraZského lingvistického kriZku. Pozri §tidiu
BAKOS, J.: Od ikonolégie k semiotike. In: BAKOS 2000,
c. d. (v pozn. 17), s. 318.

7' KRISTEVA, J.: Freud a ldska: nespokojenost v 1é¢he. In: Ja-

zyk ldsky. Prekl. J. Fulka. Praha 2004. Na porovnanie s Cepa-
novou esejou Maliar medzi Erosom a Thanatosom uvddzam
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systematické uchopenie problematiky abstrakcie cha-
rakterizuje jeho teériu principidlne zotrvdvanie na
programe moderny, resp. avantgardy.’”” Situovanie
Cepanovho myslenia o vytvarnej abstrakcii do per-
spektivy avantgird potvrdzuje aj princip inovicie
a originality. Tu vidim aj dalSie moZnosti v charak-
teristike Cepanovho myslenia o vjtvarnom umeni —
vo vztahu ,jazyka“ abstrakcie a nemennych, takmer
biologicky determinovanych antropologickych kon-
$tdnt. Paradox spojenia nadindividudlnej inStancie
jazyka“ obrazovych foriem s autorskym subjektom
a jeho nevedomymi obsahmi, ktoré dominuji ako
maliarsky vyraz psychickych energii, ukazuje sa pre
Cepanovo myslenie o abstrakcii ako priznaény. Cito-
vany vyrok o znihilizovani a skompromitovani tra-
dicie jej samotnymi predstavitelmi, potencidlnymi
predchodcami abstraktného umenia na Slovensku,
mé do znalnej miery symptomaticky charakter
a predurluje aj postavenie predstavitelov abstrak-
cie v kontexte nielen slovenského, ale aj stredoeu-
répskeho povojnového umenia. Na zdver tejto Gva-
hy sa opit vraciame k pojmu negécie a jeho zmyslu
v kontexte Cepanovho uvafovania o vytvarnom
umeni. Pojem negicie, ktory sme identifikovali ako
klaéovy z rdznych aspektov: z aspektu ,nevyhnut-
nosti“ vyvoja a rozkolu medzi estetickymi kategé-
riami avantgédrd a in§titicie umenia, z aspektu in-
terpretdcie vnttornych maliarskych procesov ab-
strakcie a napokon z hladiska zlomu, ktory nastal
vo v§voji samotnej moderny v Cechéch a na Sloven-
sku po roku 1948. Poksili sme sa ukézat, Ze tieto
aspekty pojmu negécia oznalujd isté symptémy pri-
znalné nielen pre Cepanovu tebriu vitvarnej abstrak-
cie, ale vystihujd zaroveil poziciu a recepciu expresiv-
nej resp. lyrickej linie abstraktného umenia na Slo-
vensku v Sestdesiatych rokoch.

citat z podkapitoly Metonymicky a metaforicky objekt, kde
Kristeva pfSe: .Na tomto zdklade bude musiet analytik — pretoze je
analytikom, a nie dobrjm pastorom & spovednikom — okrem iného
naznalovat, ¥e je tief prchavym, slabjm, ba abjekinym subjektom
tiZby. V psychickom priestore, ktorému umoEnila jebo ldska vinik-
nilt, potom rozobrd tragikomédiu pudov Zivota a pudov smrii, pricom
vo svojej nevedomosti vie, %e ked sa Eros stavia proti Thanatovi,
nebojujit proti sebe rovnocennymi zbranami, Thanatos fe totiZ Gsty,
zatial & Eros je odjak¥iva vyZivovany Thanatom, presoZe pud smrti
Je ,najpudoveisi’ zo vietkjch pudov (Freud) ..., s. 139.

2 MATEJOV 2000, c. d. (v pozn. 1), s. 174.

Meaning of Negation. Nonfigurative
Art and Avant-Garde Principles in Oskér Cepan’s Att Theory

Summary

During the 1960s, literary theorist and historian
Oskar Cepan (1925 — 1992) developed theoretical
devices for the interpretation of abstract art, analys-
ing works by the Bratislava artistic group Konfron-
tacie. At the same time, he examined Russian Con-
structivism and Suprematism (the abstract creations
and writings of Kazimir Malevitch and Vladimir Tat-
lin) and works by Russian emigrants Vasily Kandin-
sky and Sergei Charchoune. His concern with the
primary language and signs of visual abstraction at-
tracted him to becoming a critic of contemporary Slo-
vak abstract artists. The subject of my study deals
with the style, methodological foundations and mo-
tivations of Oskar Cepan’s interpretations of abstract
works of art. The marginal position of his essays within
the Slovak art criticism of the decade does not mean
that they are historically unimportant or lower qual-
ity. One must consider them within the officially-fa-
vored notion of art and cultural policy in communist
Czechoslovakia, which did not support the theory and
practice of abstract art. Furthermore, monographical
studies on works of Rudolf Fila, Maridn Cunderlik
and Vladimir Tatlin were prohibited from being pub-
lished at the beginning of the 1970s.

One of the study’s initial proposals is an examina-
tion of the relation of avant-garde principles to the
formalist method, focusing on composition, structure,
material qualities and the function of the artwork.
My aim is to clarify the continuity of interpretative
vehicles developed by the Prague Lingvistic Group,
particularly in studies of Jan Mukafovsky and Ro-
man Jacobson. These vehicles were implemented by
Oskar Cepan in combination with the terms of late
Freudian psychoanalysis and the notion of montage,
which came from Russian avant-garde film maker and
theorist Sergei Eisenstein. In order to comprehend
the way Oskar Cepan composes the language of ab-
stract art and its theoretical foundations, I analyse
central terms of his theory and their employment.
I focus on his notion of the nonfigurative picture as

a system of sign representation, the device of which
is the semantic quality of painterly gesture. This ges-
ture, according to Cepan, carries not only the expres-
sion and meaning of the picture, but also reflects in-
dependence of the creative artist’s subject and keeps
the outer world under control. Oskér Cepan elabo-
rated on the theory of painterly gesture in his essay
on works by Rudolf Fila entitled “Painter between
Eros and Thanatos”, which is regarded as the most
profound monographical analysis of the period. The
central argument for analysing abstract artwork is
his claim that the language of abstraction is univer-
sal, having human dimensions and human perspec-
tive. This demand for universality was elaborated
under the term “anthropological constant” in his in-
terpretations of works by Slovak abstract artists.

My analysis of Oskér Cepan’s most important
studies is provided in comparison to art criticism of
the decade and research of other scholars in the field
of Russian avant-gardes in Czechoslovakia. In partic-
ular, I concentrate on analogies between his theory
of modern literature, published in book “Literary
Bagatelles”, and steps of his interpretation regarding
abstract art. For Oskar Cepan, the motif of negation
represents the decline of traditional aesthetic systems
and the proposition of new ones and seems to be cru-
cial for his theory. Negation is also related to the con-
struction of artwork as well the term montage as
a guarantee of avant-garde principals in the sphere
of literature and visual arts. In conclusion, it is neces-
sary to ask why is it important to the history of Slo-
vak art to write this kind of interdisciplinary study.
On one hand, Cepan in his writings developed some-
thing like a realm of freedom; on the other hand, al-
though rather marginal and fragmentary, his theory
represents an interesting contribution to the compar-
ative study of visual images and words for the period
of late modernism in East-Central Europe.

English by author
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Teaching Globalisation in Art History*

Paul WOOD

The Open University is a large ‘distance-learning’
institution based in the UK. Included among a2 num-
ber of Faculties ranging from Science and Mathemat-
ics to Social Science and the Arts, the university runs
several art history courses, at first, second and third
levels. At first level, the art history is incorporated
into a general introduction to the Humanities. At
second level there is a broad introduction to art his-
tory, ranging from the influence of classicism to mod-
ernism and contemporary art. Then at third level there
are specialist courses in the Renaissance or in the
Modern periods. Since the early 1990s these art his-
tory courses have appeared in the form of series of
books, co-published by the Open University and Yale
University Press. A course tends to remain in print
for approximately ten years. Thus, for the modern
period, the first major third level course (title: Mo-
dern Art and Modernism) ran from the early 1980s to
1992, the second (title: Modern Art: Practices and De-
bates) from 1992 to 2003. The new course (title: A#t
of the Twentieth Century) has just completed its second
year of presentation.

It would be true to say that all these courses have,
broadly speaking, drawn on the ethos of the social
history of art as it emerged in the English-speaking
world in the 1970s, and the concomitant critique of

This paper was presented at the INHA European Symposium
History of Art, Cultural studies and the Understanding of Contem-
porary Art in Globalisation, Paris, December 1, 2005.

For a survey of these developments, see BAKOS, J.: From the
ideological critique to the apologia for the market. In: Artwork
Through The Market. Ed. J. BAKOS. Bratislava 2004, pp. 13-
51, especially Section V, pp. 26-29.

formalist modernism.' The courses focussed initially
in the 1980s on questions of social class, gradually
amplifying these in the late 1980s and 1990s with
issues concerning gender, in relation both to the prac-
tice of art and the construction of art-historical nar-
ratives. In 1992, in what now seems like an exempla-
ry early move, Annie Coombes contributed a TV film
called The Colonial Encounter on representations of
African art and culture in France to the then-current
modern art course.? Because of the long time-delay
in producing our courses, however, this initiative was
not followed up until the end of the decade. Then, in
the second-level course, titled Art and its Histories,
one of the six books was devoted to Views of Differ-
ence.” This book, edited by Catherine King, investi-
gated various kinds of non-western art under the ge-
neral categories of art in ‘colonial’, ‘pre-colonial’, ‘ex-
tra-colonial’ and ‘post-colonial’ societies. Gavin Jantjes
contributed a case study on ‘Mapping Difference’ in
contemporary art, Rasheed Araeen contributed an-
other on ‘The Artist as a Post-Colonial Subject’, and
there was a further study of art in post-independence
Nigeria; though the bulk of the book was devoted to
discussions of art in China and India. I contributed
a 50 minute TV film discussing questions of author-
ship and politics surrounding the production and re-

? So much so that the film has been re-used as part of the new
course Art of the Twentieth Century.

3 Views of Difference: Different Views of Art. Ed. C. KING. New

Haven — London : Yale University Press — The Open Univer-
sity, 1999.
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ception of Australian Aboriginal art, titled A#z in
Australia: Postmodernism and Cultural Identity.

More recently, 2004 saw the publication of the
new third-level course Art of the Twentieth Century.
This is principally devoted to an analysis of the twen-
tieth century Western avant-garde, to debates about
modernism, realism, and latterly the expanded field
of postmodernist practice. Rather than having
a specific book devoted to non-western art, a thread
runs through all the four course books relating, where
possible, the western avant-garde to aspects of cul-
tural production outside the West. I am very con-
scious of the problematic nature of categories like
“Western’ and ‘Non-Western’, and indeed such ter-
minology is discussed in the course material, but I will
use them here for the sake of brevity. So, historically
speaking, in that part of the course devoted to the
early 20™ century avant-garde, we find a discussion
of the ideology of ‘primitivism’ and its relation to key
modernist notions of ‘authenticity’ and ‘expression’.
We also have a chapter that looks at the Surrealist
critique of imperialism. More particularly this is the
first Open University art history course to include an
explicit address to the issue of Globalisation.

The first book of the course does not tell a historical
narrative but instead offers a discrete series of chap-
ters each of which ‘unpacks’ a major work of art, each
chosen to be representative of a significant type of
modern art, in order to open up areas of debate that
are then, in the rest of the course, examined in his-
torical sequence. The four chapters thus focus upon
a work of modernist abstraction by Barnett Newman;
an avant-gardist intervention in the form of a Du-
champian readymade; a series of performance-based
pieces by Ana Mendieta from the 1970s; and a non-
western contribution to the exhibition Magiciens de la
terre, held in Paris in 1989, by artists from the Yuen-
dumu community in Australia. In this chapter, as well
as discussing debates around the exhibition itself, for
example the discussion between the curator Jean-
Hubert Martin and the critic Benjamin Buchloh on

4 The course consists of four co-published books: Frameworks for
Modern Are. Bd. J. GAIGER; Art of the Avant-Gardes. Ed. S.
EDWARDS —~ P. WOOD; Varieties of Modernism. Ed. P.
WOOD; Themes in Contemporary Art. Ed. G. PERRY — P.
WOOD. All published by Yale University Press in association
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ethnocentrism, the author offers a brief description
of contemporary Aboriginal art as well as the various
problems of translation which it poses. Students are
also introduced to the debate between Ann-Marie
Willis and Tony Fry on the one hand, about the com-
modification and exploitation of Aboriginal artists and
the rejoinder by Roger Benjamin about the impor-
tant economic and educational function of art in Ab-
original communities, which is precisely dependent
on its high commercial profile. Benjamin’s sugges-
tion of a ‘four-aspected’ mode of address required by
Aboriginal art is discussed since it may be seen to
offer a kind of template applicable beyond the spe-
cifically Australian situation. Students are thus in-
troduced to the requirement to approach a work of
art in a potentially complex, multi-layered way, en-
compassing {1} formal apprehension [2] historically,
in terms of Aboriginal culture and tradition {3} po-
litically in terms of contemporary Australian society,
and [4} as problematising the contemporary West-
ern category of ‘Art’ itself.

Later in the course, the chronological sequence of
chapters, beginning in 1900 and concluding at the
end of the century, culminates with a broad discus-
sion of the impact of globalisation, using various ex-
amples of contemporary practice to focus questions
of authorship, the role of artists in contemporary cul-
ture, and relations between the contemporary situa-
tion and the notion of a Western canon. The author,
Niru Ratnam, concludes with a discussion of the blur-
ring of boundaries between the cultural and the po-
litical in contemporary anti-capitalist protests — the
way aspects of the legacy of Dada, Conceptualism
and the Situationist International (all of which are
the subjects of case-studies elsewhere in the course)
have come to colour the quasi-theatrical protest ac-
tions across the world.

In addition to the actual course books, we also
provide students with two collections of readings. One
is a dedicated course reader, also published by Yale
and titled Arz of the Twentieth Century, which includes
a section on Globalisation including key texts by Stu-

with The Open University, New Haven — London 2004. There
is also a dedicated reader of related texts titled Az of the Twen-
tieth Century: A Reader. Ed. J. GAIGER ~ P. WOOD. New
Haven — London : Yale — The Open University, 2003.

art Hall, Sarat Maharaj and Okwui Enwezor. The
other is Art in Theory, an anthology edited by myself
and Charles Harrison of the changing ideas out of
which art has been made during the course of the
20" century. In the expanded new edition of 2002,
whose publication co-incided with the start of the new
Open University course, a strand of texts was added
addressing questions of the relation of the Western
avant-garde to non-western art, to the concept of
primitivism and to late 20* century globalisation it-
self. Texts are included by figures as diverse as Carl
Einstein, Franz Fanon, Edward Said, Homi Bhabha
and Gyatri Spivak.’

So you can see that over the last few years we have
begun to open our art history courses (which, I should
underline, attract many hundreds of students each
year) to the types of issues which are the concern of
the present symposium.

I feel however that the consequences of this are
much more profound than might seem apparent from
these beginnings. The consequences are, that is to
say, more than merely additive. It is not enough to
maintain a conventional sense of the meaning of ‘art’
and expand it to include various kinds of practice,
various types of artefact, that originate from outside
the heartlands of the Western canon. When it comes
to the globalisation of art more is at stake than
a ‘fatter’ category. The very concept of ‘art’ as it is
conventionally employed is a Western construct of
the 18" century — differentiated from the temporal
arts involving narrative, and also from the supposed-
ly minor arts. Both this hierarchy and this autarchy
now seem out of alignment with the contemporary
situation. And yet terms like ‘originality’ and ‘authen-
ticity’ continue to abound in postmodernist discours-
es of art — particularly when there is at stake a sense
of elevating marginalised or hybrid activities to the
status of contemporary art practice, and their practi-
tioners to the status of ‘artist’. What isn’t clear is how
not to talk in these clichés. What is clear is that the
globalisation of art should not be equated with ex-
tending the hegemonic reach of a western concept.

> Art in Theory 1900 —2000. Ed. Ch. HARRISON —P. WOOD.
Oxford : Blackwell Publishing, 2003, New Edition.

¢ Global Tendencies: Globalism and the Large-Scale Exhibi-
tion. In: Artforum, November 2003, pp. 152-163, 206 and

The name of the game is transformation rather than
expansion.

Although they are of course historically insepara-
ble, it is important to maintain a ‘logical’ distinction
between the economic conditions of a globalised art
practice and the potential for critical content and re-
flection of such a practice. I am referring to the sense
in which contributors to the Artforum symposium
on globalisation in November 2003 pointed out that
the global exhibition is simultaneously a ‘glorified
trade fait’ @nd a ‘collector and translator of subjectiv-
ities’.* No contemporary art is more animated by
cross-currents of aesthetics, politics and economics
than Aboriginal art. As part of my own university’s
commitment to multiculturalism, or perhaps I should
say ‘inter-culturalism’, I have been able to purchase
several examples which are now displayed through-
out the campus — in restaurant areas, in offices and
outside the theatre. The art is here in a kind of dia-
logue with the professed ethical stance of an educa-
tional institution. Yet in respect of the market, I well
remember attending a reception at Sotheby’s a few
years ago where my abiding memory is of a chaos of
discarded champagne flutes leaning up against tradi-
tional carved shields and spear-throwers. This was
the sale at which a painting by Rover Thomas, by
then deceased but in his life an unlettered ranch-hand,
realised its reserve price of 1 million AUD. I cannot
imagine much of zhat found its way back to Turkey
Creek. A transformed practice may be summoned into
being by a globalised market, but the politico-eco-
nomic presuppositions of that market remain a fit
subject for critical address, not uncritical celebration.

One of the questions at issue in the present sym-
posium concerns the relation between ‘art history’ and
‘cultural studies’. I think these boundaries have in
many respects already dissolved. A conception of art
history as oriented around connoisseurship, an essen-
tialist art history focussed on aesthetic response to
form, is for all practical purposes extinct. Contempo-
rary art history is overwhelmingly contextual, clearly
open to methodologies and intellectual frameworks

212. The discussion was moderated by James Meyer; contri-
butors were Francesco Bonami, Martha Rosler, Okwui Enwe-
zor, Yinka Shonibare, Catherine David and Hans-Ulrich Ob-

rist.
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drawn from other disciplines. Or at least, I think in
this way when I look outwards from a Department
of Art History: the more openings we have onto com-
parative literature, world history, geography and the
social sciences the more chance we have to leave be-
hind the elitism and snobbery which still stalks the
discourses of Art. Yet when I actually encounter
other disciplines I am often reminded that art history
is possessed of a self-conscious alertness to the visual
and spatial which it is important not to lose in the
cross-currents of interdisciplinarity, of intertextuali-
ty. The assertion of the autonomy of art may have
declined into an ideological fiction, but an assertion
of art’s physicality, and the physicality of our encoun-
ters with it, continues to represent an important de-
fence against the pernicious and all too often mana-
gerially-sponsored expansion of virtuality. Art is more
than potential illustration to an historian’s narrative.

That said, I am conscious as a matter of daily prac-
tice that a defensible sense of the ‘history of art’ in
our contemporary circumstances needs to be supple-
mented from not one but two directions — on the one
side, supplemented by a treatment of adjacent signi-
fying practices (film, television, video, the mass me-
dia, popular music), and on the other by a sense not
so much of the bistory of art and its cognates, but of
their geography. I recently attended a seminar in the
university organised not by art historians but by geo-
graphers and scholars of world literature, under the
title Postcolonial Spaces: Politics, Representation,
Hybridity. It is clear to me that if art history insu-
lates itself from such debates it will wither. What is
interesting, and open, is the terms on which such
engagement takes place. I was reminded of a debate
surrounding the recent publication of David Sum-
mers’ monumental ‘world art history’. A colleague of
mine Suman Gupta, writing from the perspective of
world literature, has accused Summers of a discipli-
nary defensiveness, of a kind of territorial anxiety
about art history which gets his project off on the
wrong foot.” I take his point, but I think there is also

7 SUMMERS, D.: Rea! Spaces: World Art History and the Rise of
Western Modernism. London : Phaidon, 2003. Suman Gupta’s
discussion ‘Territorial Anxieties’ will appear in ELKINS, J.
(ed.): Is Art History Global? London : Routledge, 2006.
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something potentially productive about Summers’
desire to ground his discussion in the discreteness of
the spatial. For what it is worth, I doubt that Sum-
mers attempt to essay a kind of universal grammar
of the spatial will gain widespread acceptance, but
I applaud his sense that a history of art must produce
its relations with other disciplines and not merely
consume their insights — about interculturalism, iden-
tity, urbanism, postcolonialism and so forth. As art
historians I think we have to have two related but
distinct areas of activity in view, under the overall
rubric of ‘globalisation’. On the one hand there is the
contemporary, hybrid, post-modernist art in its myr-
iad forms, often with a self-consciously global reach,
encountered in places like Biennales, and often tak-
ing economic and political globalisation as its sub-
ject. And on the other side is another hybrid form
wherein traditional practices are transformed by glo-
balisation, often engaging with local political strug-
gles, indeed being adjuncts to such struggles, and in
so doing themselves contributing to the transforma-
tion of the category of ‘art’.® As critical historians we
will not serve either of these developments well if we
dissolve their physicality into an all embracing textu-
ality.

As a Westerner, and a Westerner whose job it is,
moreover, to teach the history of art, I am not in
a position to represent the history of other arts at the
cost, say, of displacing a teaching of the twentieth
century western avant-garde. What I am interested
in is the relation between the history of western art
and its ‘others’, taking in both the positives and neg-
atives of that relationship: democracy and imperial-
ism; the ideology of self expression and the discourse
of primitivism; individuality and social life; new ideas
and the persistence of cultural stereotypes. In a word,
I am interested in the Western canon, and particu-
larly how it has been framed by its silences and ex-
clusions. In the new Open University course on Ren-
aissance art history, a course which is dedicated to
revising our description of the ‘renaissance’, I have

& The type of work I have in mind here includes the already
mentioned Australian Aboriginal art as well as such mani-
festations as contemporary Afghan war carpets. For these lat-
ter, see BONYHADY, T. —- LENDON, N. (eds.): The Rugs of
War. [Cat. Exhib.] Canberra : Australian National Universi-
ty, 2003, Further information may be found at http://sts-
dev.anu.edu.au/rugsofwar.

been able to contribute a chapter on the relationship
between art in fifteenth century Venice, and a range
of eastern cultures — Byzantine, Ottoman and oth-
ers. In that text I described the concept of the ‘ca-
non’ as being like a great roof erected over western
art to protect it, and by extension, the interests of its
sponsors, the western bourgeoisie, from its various
‘others’. In our contemporary period, beginning in
the late 20" century and with gathering impetus in
the 21%, a hurricane of forces, economic and political
as well as cultural is beginning to blow the tiles off
that great roof. Shafts of light are coming in. Show-
ers of rain are falling on barren, over-cultivated earth.

In sum I think there are two aspects to our situa-
tion. Firstly, at the level of practice, globalisation is
our modernity, and artists are faced with a new ver-
sion of an old question — the extent to which it is
a governing ethical imperative to address modernity.
I take it that Francesco Bonami’s characterisation of
the current situation as one of “maultiplicity, diversity
and contradiction” is a statement about how artists are
carrying out that address. Secondly, at the level of
interpretation (which is itself also, of course, a kind
of practice) we have to be methodologically self-con-
scious about the narratives we offer, and we have to
be so at every moment. We do not add on ‘world art’ to
‘western art’. We have to brush our inheritance

against the grain from the inside out. This is not a matter
of denigrating the European tradition, but a matter
of opening it up.

Art practice and its attendant discourses — histo-
ry, criticism, theory, whatever — have to be able to
make the world, or contest other world-makings, on
a par with the representations of politicians, econo-
mists, social scientists, or the game is not worth the
candle. Our ‘research’, to employ another over-used
term, has to earn that title if it is not to be a kind of
redundant play in the comfortable upper floors of the
tower of global capitalism. I think that in the end
that is our responsibility as intellectuals and teach-
ers: to keep the culture critical and open, to retain
memories, excavate apparently lost memories, to cut
against the grain of a dominant culture of structural
amnesia. That is what the phrase ‘globalisation and
art history’ means to me. We are undoubtedly posi-
tioned at a new conjuncture of forces that is trans-
forming what we do and why we do it. But at the
risk of appearing old-fashioned I think the political
or ethical demands on us as a radical intelligentsia
are traditional. We have to continue to be the grit in
the machine, all the more so now that is a global
machine. Trabaison des clercs is the equally traditional
judgement of history on those intellectuals who avert
their gaze from the conditions of their world.
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Vyuka globalizicie v ramci dejin vytvarného umenia

Resumeé

Institticia diftanéného vzdeldvania ,The Open
University” so sidlom vo Velkej Britdnii, umoZiuja-
ca Stidium na fakultdch prirodovedného aj humanit-
ného zamerania, pontka viacero kurzov z dejin vy-
tvarného umenia, a to na niekolkych drovniach. Na
prvom stupni s zahrnuté v rdmci vSeobecného Gvo-
du do humanitnych vied, druhy stupefi prind$a pre-
hlad dejin vytvarného umenia od vplyvov klasicizmu
az k sG¢asnému umeniu a tretf stupefi napokon po-
ntka 3pecializované kurzy o renesanénom umeni
a umen{ modernej doby, spristupnené aj v tlaCene;j
forme. Vo vztahu k modernej dobe prebieha v si-
Casnosti kurz s ndzvom |, Vitvarné umenie dvadsiateho
storolia”, keory sa ako prvy z kurzov umeleckohisto-
rického zamerania na ,, The Open University“ otvore-
ne dotyka problematiky globalizicie. Zadina rozbo-
rom emblematickych diel vyznaénych pradov moder-
ného vytvarného umenia, pokracuje jeho chronolo-
gickym prehladom od roku 1900 aZ po koniec storocia
a vecholi diskusiou o vplyvoch globalizdcie, ilustro-
vanych prikladmi sacasnej umeleckohistorickej pra-
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xe. Pozornost je zamerand na otdzky autorstva, na
lohu umelca v sti¢asnej spolo¢nosti a na vztah si-
Casnej umeleckej a umeleckohistorickej situdcie
k pretrvdvajicej predstave dominantnosti zdpadné-
ho umeleckého kadnonu. Co sa tyka umeleckej praxe,
poukazuje sa na skutotnost, Ze globalizdcia sa stala
dne$nou modernitou a umelci opit rieSia otdzku sna-
hy o novost, 0 modernost. Na trovni umeleckohisto-
rickej interpretdcie vystupuje nutnost siistavne me-
todologicky preverovat pribehy dejin umenia, ktoré
historici umenia pontkaji. UZ totiZ nestad{ zachovi-
vat konvenény vyznam pojmu vytvarné umenie tak,
ako vznikol v zdpadnej civizdcii a do tohto systému
iba priddvat umelecké artefakty, ktoré vznikaji mimo
jeho rémca. UvaZovanie o vytvarnom umeni musi
naopak nadobtdat vyrazne otvoreny a kriticky cha-
rakter, aby mohlo byt cennym prispevkom ku globa-
lizovanému diskurzu, ktory sa vinie naprie¢ vedami
o0 spolo¢nosti.

Vyber a preklad M. Hrdina
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Slovak Art History In The Time of Globalisation*

Jan BAKOS

Allow me to provide you with a brief summary of
the ways art historical research in Slovakia have re-
sponded to the political and social challenges during
the last fifteen years. In the time from the so-called
‘Velvet Revolution’ to the present three different cul-
ture-political periods can be distinguished as follows:
the years following the collapse of Communism in
November 1989; the period after the establishment
of an independent Slovak Republik (January 1993)
and the time from joining European Union (May
2004) till the present.

It should be said that immediately after the fall of
Communist regime almost everybody desired to for-
get the Communist past as quickly as possible. Con-
sequently, the main interest of Slovak art historians
at that time was concentrated on the rehabilitation
of art oppressed by the Communist state. Artists/ dis-
sidents were regarded as rebels or political opponents
of the totalitarian regime. By means of a series of large
exhibitions organized by such official state institu-
tion as Slovak National Gallery the former unofficial
artists were celebrated as national heroes after the
fall of Communism." It was not very popular to carry

The text represents a paper read at European Symposium A
contemporain dans la mondialisation. Problématique, recherches, re-
sources, réseaux en Europe | Contemporary Art and Globalization.
Issues, Research, Resources and Networks in Europe, organized by
INHA - Institute national de I'art, Paris 1. — 3. Decembre
2005.

From many exhibitions devoted to the 20" Century Slovak
Art arranged by Slovak National Gallery see e.g. the exhibi-
tion catalogue Sixtieth — soixantiéme — sixtioth: Sestdesiate roky
v slovenskom vitvarnom umeni (Slovak Visual Arts of Sixtieth).
Ed. Z. RUSINOVA. Bratislava : SNG, 1995.

out an analytical examination of Socialist realism i.e.
the official art of totalitarian regime, at that time. An
international conference on ‘Totalitarian regimes and
artistic traditions’ that took place at Smolenice Cas-
tle in 1993 represented an exception. The intention
of the oganisers of the Smolenice meeting was to an-
alyse the abuse of history for purposes of totalitarian
regimes. A group of art historians from Western and
East Central Europe and USA met in order to com-
pare art of Communism and Fascism or Nazism and
to analyse their relationship to different historical tra-
ditions.? It was symptomatic that the conference met
with no response within the Slovak art historical com-
munity. In contrast to that the paper ‘Illusions und
Disillusions of the Artist in the Cage’ published in
the catalogue of the great international exhibition of
German, Polish, Czech and Slovak art since 1945,
called ‘Riss in Raum’ and held in Berlin 1995 raised
a lively but mostly negative response among Slovak
artists and critics. Dealing with the ambiguous social
status of the artist it unmasked the disguised com-
mercial strategies of artists (including dissidents) dur-
ing the Communist regime.

? See the conference proceedings “Totalitarianisms and Traditions”.
In: Ars, 1993, No. 2-3, consisting of papers by Laszl6 Beke, Al-
bert Boime, Richard Etlin, Géza Hajés, Pavel Halik, Kai-Uwe
Hemken, Rudolf Chadraba, Fré Iigen, Alexander Jakimovicz,
Andrej Kovalev, Jaroslav Kudrna, Otakar M4cel, Eva Mein-
erts, Hans-Ernst Mittig, Vojtéch Lahoda, Piotr Piotrowski, Ros-
tislav Svécha, Jindrich Toman, Berislav Valusek, and others.

Der Riss im Raum. Positionen der Kunst seit 1945 in Deutsch-
land, Polen, der Slowakei und Tschechien. Betlin 1995, pp.
72-80; see also BAKOé,_].: Umelecv klietke (Artist in the Cage).
Bratislava 1999, pp. 169-186.
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In the period after the establishment of an inde-
pendent Slovak state in 1993 the interest of the main
stream of Slovak art history was significantly enlarged
and modified: The rehabilitation of neo-Avantgard
art became an organic part of a larger project to re-
construct the history of art in Slovakia as a whole.
This synthetic project has been materialized in the
form of a series of great exhibitions arranged at the
Slovak National Gallery. Even if the project of the
history of art of Slovakia has not been based explicit-
ly on the old Romantic notion of art as an expression
of the spirit of a nation it still regarded the history of
art as the history of a nation state and consequently
shared the notion of artist as national genius with the
old Romanticism. Nevertheless, the specificity of the
current neo-Romantic project “The History of Art in
Slovakia’ can be characterized as an implicit inten-
tion to idealise religious art of the past. Baroque art,
for example, was interpreted as an autonomous and
spiritual phenomenon free of any ideology.’ Both
elements of the art historical project mentioned above
i.e. the focus put on the construction of national his-
tory and the idealisation of religious art, can be re-
garded as a projection of two main ideological move-
ments of Slovak politicy of that time i.e. nationalism
and clericalism, into art historical practice. The first
movement naively looked for an ‘independent’ poli-
tical and economic way for Slovakia; the second one
tried to replace Communist ideology by catholic reli-
gion.’

4 See RUSINA, L (ed.): Barok. Dejiny slovenského vitvarného
umenia, Bratislava : SNG, 1998. See also review by POTZL-
MALIKOVA, M.: Dejiny vytvarného umenia na Slovensku.
Na okraj prvého vystavného podujatia a publikicie z tematic-
kého cyklu SNG v Bratislave. In: Ars, 1999, No. 1-3, pp.
196-213; RUSINOVA, Z. (ed.): 20. storoise. Dejiny slovenské-
ho vytvarného umenia. Bratislava : SNG, 2000. Review by
BARTOSOVA, Z.: Vystava 20. storotie v Slovenskej ndrodnej
galérii. In: A#s, 2000, No. 1-3, pp. 176-207; BURAN, D. (ed.):
Gotika. Dejiny slovenského vytvarného umenia. Bratislava :
SNG, 2003. Review by KOWALSKI, T.: Gotika - Dejiny slo-
venského vjtvarného umenia. In: Ars, 2005, No. 1, pp. 70-74.

See Lux in tenebris. Barock in der Slowakei’ und sein mirtteleu-
ropdischer Kontext. Ed. J. MEDVECKY. Interaktive CD-
ROM. Bratislava : SNG — EL&T GmbH, 2001.

¢ The book RUSINA, I. - ZERVAN, M.: Zivoty svitych (Lives of

Saints). Bratislava 1994, can be regarded as an example of the
projection of clerical ideology into Slovak art history writing.
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As it is known, in the late nineties of the 20 Cen-
tury the isolationist and zenophobic nationalism rep-
resented by the Mediar government had been replaced
by the pro-Europe policy of the Slovak Republic. It
resulted in Slovakia joining NATO and the Europe-
an Union. Despite that, a neo-Romantic construc-
tion of the history of art as the history of Slovakia still
dominates the Slovak art historical scene and repre-
sents the main stream of Slovak art history. In the
meantime the situation in Central European art his-
tory has changed significantly. Faced with the tragic
consequences of the nationalist doctrine of the histo-
ry of art that resulted in a vicious fight for hegemo-
ny, postwar Central European art history had at-
tempted to revise the national model. Art historians
in Germany, Hungary, the Czech Republic or Po-
land returned to pre-industrial or pre-bourgeois so-
cial and political patterns. They started to replace the
idea of the history of art as the history of national
states by the idea of the history of art as the history of
royal dynasties.” Great trans-national projects like the
so-called Jagellonian project (' The Importance of Jag-
gelonian Dynasty for Art and Culture of Central Eu-
rope’),? or a series of exhibitions on art of Luxemburg
dynasty have been launched.® Even the old German
‘Kunstgeographie’ abused by Nazi imperialism has
been replaced by a new ‘Geography of Art’ based on
the above mentioned dynastic idea.'® It is sympto-
matic that Slovak art historians participate in those
dynastic projects only exceptionally. Instead, the

7 The shift from a national to a dynastic model of history has
already been articulated by DA COSTA KAUFMANN, T.:
Toward a Geography of Art. Chicago — London 2004, in his
chapter called “Dynastic versus ethnic identity in early mo-
dern Europe”, p. 135.

8 Die Bedeutung der Jagiellonen fiir die Kunst und Kultur Mitteleuro-
pas (ca. 1450 — 1550). Geisteswissisenschaftliches Zentrum:
Geschichte und Kultur Ostmitteleuropas e. V. Leipzig.

¥ Karel IV. — clsa¥* z Bo¥f milosti: kultura a uméni za viddy posted-
nich Lucemburks. Obrazérna praiského hradu, Praha 13. 2. -
21. 5. 2006. — Prague: The Crown of Bobemia, 1347 — 1437.
Metropolitan Museum of Art, New York 19. 9. 2005 — 3. 1.
2006. 2005; Sigismundus Rex et Imperator: Kunst und Kultur zur
Zeit Sigismunds von Luxemburg 1387 — 1437. Szépmiivészeti
Mizeum, Budapest 17. 3. — 18. 6. 2006.

1% See note 7.

project of the history of art in Slovakia has recently
been significantly transformed by the young genera-
tion of Slovak art historians. They maintained the idea
of the history of art as the history of Slovakia; never-
theless they conceived it purely pragmatically in cry-
ing to escape the nationalist interpretation without
any attempt at theoretical reflection.!' Nevertheless,
one extreme idea has been superceded by another one:
Art history in Slovakia has been conceived of by young
Slovak art historians as a transnational or even pure-
ly cosmopolitan phenomenon nowadays. The conse-
quence of this shift has remained unnoticed: The fun-
damental ideological doctrine of the European Un-
ion i.e. to develop economic unity but maintain cul-
tural plurality, has been radically reinterpreted and
abandoned. Nevertheless, young Slovak art histori-
ans have not noticed the dangers implied in the idea
of cultural globalisation. They have recognised nei-
ther the complete commercialisation of culture nor
the loss of cultural identity as cultural globalisation’s
inevitable consequences. The naivety of the idea of the
history of art in Slovakia as the history of a cosmopo-
litan culture becomes obvious when compared with
very sophisticated post- and crypto-nationalist at-
tempts to make use of the new dynastic projects for
particular national purposes.

It is true that the current coming into being of an
international community of intellectuals similar in
a sense to the Enlightenment ‘republique des lettres’
can be regarded as one of the tokens of the process of
globalisation. Nevertheless, in such a country like
Slovakia this process seems generally to have taken
on the shape of one way street. Slovak art history re-
sponds to European challenges either by escaping into
isolationism and conservatism or by the misunder-
standing and passive reception of imported ideas.

It is a truism to say that the invitation of foreign
experts to give lectures at Slovak institutions as well
as the translation of their papers into the vernacular
have also helped to overcome the long-lasting isola-
tion of the Slovak art historical community from in-

"' BURAN 2003 (see in note 4), reviewed by Milada Studnitko-
va in Uméni 2006, No. 2, pp. 198-200.

12 See LOCHER, H.: The Role of the Museum in the Formation
of the Art Historical Discourse. In: Ars, 38, 2005, No. 1,
pp- 3-19; RAMPLEY, M.: Visual culture: an end to the histo-
ry of art? In: Ars, 38, 2005, No. 1, pp. 53-66; ELKINS, J.:

ternational communication. However, there could be
a danger implicit in such one-sided communication
represented by ‘imported’ papers. They can imply
a disguised intellectual postcolonialism. Nevertheless,
the danger of Western intellectual hegemonism is
being successfully diminished or even eliminated by
the traditional conservative nature of the Slovak men-
tality, art historians not excluded. It may be said that
the leading role in promoting the recent trends of
Western art history is being played within Slovak art
history by the Institute of Art History of the Slovak
Academy of Sciences. In recent years the art histori-
cal journal ARS edited by the Institute of Art Histo-
ry has been systematically opened to contributions
by French, American, German and English authors.
Many current topics such as the role of the museum
in art historical discourse, visual studies versus art
history or the feasibility of writing a global art histo-
ry have been discussed by them.'? In addition, such
classics of Modern art history have also been analysed
or commented as Warburg’s ‘pathosformel’ or the
writings of Meyer Schapiro.'® In order to overcome
the monologue nature of such communications and
to open up the door to an international exchange of
ideas the papers have been published either in their
original language or with an extended summary in
English or French.

In order to establish personal contacts and to re-
place the monologue by a dialogue between West
European/American and Slovak art historians and to
introduce the new ideas of Western Art History to
Slovak art historical discourse a series of lectures about
the impact of art historical myths and their impact
on contemporary art were organised by Institute of
Arc History in cooperation with the Foundation-Cen-
tre for Contemporary Art in Bratislava in 2001 —
2002. Michael-Ann Holly, Keith Moxey, Olga Ha-
zan, Donald Preziosi, Wolfgang Kemp, Steve Bann,
Matthew Rampley, James Elkins and George Didi-
Hubermann were invited to talk about the History
of Art ~ after the ‘Death of the Author,” the Vienna

How is it possible to write about the world’s art? In: Ary,
2003, No. 2, pp. 75-91.

' DIDI-HUBERMAN, G.: A la recherche des sources perdues.
In: Ars, 2003, No. 1, pp. 3-16; KULTERMANN, U.: Art
history and the Twentieth Century: The work of Meyer Scha-
piro. In: Ars, 2003, No. 3, pp. 189-200.
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School of Art History and Melancholy Art, the Myth
of Artistic Progress, the Objects of Art History, the
Future Contemporary Art is working on, the rela-
tionship of History of Art and Visual Studies, Art
and Art Education in Britain in 1990s or the Im-
possibility of writing an Art History of Non-West-
ern Cultures.' In addition a Slovak translation of
the well known Critical Terms for Art History edited
by Robert S. Nelson and Richard Shiff was published
in 2004.7

While the ‘Art History’s Myths’ Project was ad-
dressed mainly to young Slovak art historians, an-
other project organized by IAH SAS in cooperation
with SCCA — an international conference Arwork
through the Market held in Bratislava in 2003 — was
intended not only as a forum for a dialoque between
Western and East Central European art historians. It
was addressed also to the contemporary Slovak art-
ists. Papers read in Bratislava by such outstanding
scholars like Peter Burke, Oskar Bitschmann, Patri-
cia Mainardi, Michael North, Mariet Westermann,
Brandon Taylor, Claire Farago, Paul Matick, Alain
Quemin, Martha Woodmanse or Ursula Frohne were
expected not only to give information about art-mar-
ket strategies and mutual relationships between art-
istic production and commercial practice in the past
and the present.'® They were also to answer the ques-
tion why the international art market remains a priori
closed to artists coming from peripheries such as Slo-
vakia despite the progress in globalisation. Irrespec-

"4 See The Past in the Present: Contemporary Art & Art History'’s
Myths. Bratislava 2002,

" See NELSON, R. S. — SHIFF, R. (ed.): Kritické pojmy dejin
umenia. Bratislava 2004,
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tive of the answer, it might be worth mentioning that
the art market coming into being in Slovakia over
the last decade (as materialised and monopolised by
the SOGA auction house located in Bratislava) is lo-
cally limited and, as a consequence, remains isolated
from international events and the established stand-
ards of connoisseurship. For that reason, the Slovak
art market is still determined by the national art his-
torical mythology, persistently recycling the myth of
great national masters and, as a consequence, cement-
ing the national ideology.

Let me finish by means of a quotation from Alain
Quemin’s Bratislava paper: “Various ideas currently in
vogue, such as ‘globalisation’, ‘métissage’, cultural relativ-
ism and the opening up of contemporary art to different world
cultures...arve largely an illusion. Furthermore, it is not
a question of deliberate power... but vather the consequence
of @ mechanism that allows all of the market actors and
institutions to freely carry out their respective voles which in
Jact vely on a strong territorial dimension which is both de-
nied and largely unconscious. While certain art shows and
exhibitions have sprouted up all over the globe, this has not
led 1o a transfer of activity from the major zones, not to any
real sharing of influence between the center and the peri-
phery.”" Can the same be claimed as far as art histor-
ical discourse on contemporary art is concerned? Is a
similar mechanism based, as it seems, on the secret
agreement between narcissist (Western) hegemon-
ism and (Central European) protectionism at work
also in art theory?

16 See the conference proceedings Artwork Through The Market.
The Past and The Present. Ed. J. BAKOS. Bratislava 2004.

" QUEMIN, A.: The illusion of the elimination of borders in
the contemporary art world. The role of different countries in
the era of globalization and métissage. In: Artwork. .. (see in
note 16), pp. 298-299.

Slovenské dejiny umenia v Case globalizicie

Resumé

Text odznel ako referdt na Eurépskom sympéziu
Art contemporain dans la mondialisation. Problématique,
recherches, resources, réseaux en Europe | Contemporary Art
and Globalization. Issues, Research, Resonrces and Networks
in Enrope, ktory poriadal INHA — Institut national
d’histoire de I'art v PariZi 1. — 3. decembra 2005.

Autor analyzuje vztah hlavaych trendov sloven-
skej historiografie umenia za poslednych pitnést ro-
kov k dominantnym domiécim politickym pridom.
Ambiciou predloZeného referdtu pritom nebolo podat
vylerpavajiicu mapu stcasného slovenského dejepisu
umenia, ale identifikovat ideologické siiradnice jeho
dominantnych trendov. Celkom mimo jeho rdmca
preto zostali nielen viaceré individudlne iniciativy —
metodologicka reflexia, typologickd komparistika slo-
venskej moderny, analyza neoficidlnej scény, kritickd
mugzeoldgia ¢i znalecky vyskum svetového umenia atd.
— ale i prady, ktoré zatial nevyustili do vyraznejich
vedeckych publikicii.

V pretrvévajicom kulte umelca ako nirodného
génia a v pokladani historickych osudov umenia na
uzemi Slovenska automaticky za dejiny umenia Slo-

venska autor nachddza implicitny nacionalizmus. Ide-
alizdciu barokového sakrdlneho umenia ako harmo-
nického neideologického javu, ako aj intenzivne pro-
pagovanie krestanskej ikonografie deSifruje ako
projekciu politického klerikalizmu. V kozmopolitnom
traktovan{ gotického umenia vid{ nielen pokus o kri-
tické prekonanie nacionalizmu, ale aj teoreticky na-
ivny pragmatizmus, ktory si pre svoje potreby eurdp-
sku ekonomickd integréciu vysvetluje ako integriciu
kultdrnu. A historickd analyzu komercionalizicie
umenia, ktord sa na prvy pohlad méZe javit ako pro-
pagdcia neoliberalizmu, pokladd viacmenej za recyk-
lovanie avantgardistickej moralizagnej kritiky komo-
difikdcie a modernistickej viery v oslobodzujicu silu
raciondlnej reflexie. Pre slovensky dejepis umenia je
notoricky priznaéné, Ze drvivd vi&ina tychto projek-
cif zostdva neuvedomeld. V doésledku toho sa sloven-
ski historici umenia tak lahko stdvaji hrackou v ru-
kich sofistikovanej$ich konkurentov a ich ideologic-
kych zdujmov.

Preklad autor
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Pamiatke Radislava Matustika

Zuzana BARTOSOVA

Radislav Matustik, jeden z najvyznamnejsich slo-
venskych umeleckych historikov 20. storodia, odbor-
nik na vytvarnd modernu i silasnost, zomrel na sklon-
ku leta (17. augusta 2006). Jeho odborny osud for-
movali spolo¢enské podmienky, v keorych Zil a nie
zriedka sa na fiom priamo podpisali politické preme-
ny smerovania Slovenska, krajiny, ktord sa uZ pocas
$tadia stala jeho domovom.

Narodil sa 18. aprila 1929 v Cej&i (Morava). Sti-
dium zalal na Filozofickej fakulte Karlovej univerzi-
ty v Prahe (1949 — 1950) a dokondil ho na Filozofic-
kej fakulte Univerzity Komenského v Bratislave
(1953). Vzapit tu zadal predndSa¢ a pracovat na in-
ternej aSpirantire (1953 — 1956) pod vedenim Prof.
Mikuldsa Bakosa. Nielen zdravotné problémy, ale aj
kritika jeho mimoskolskych umeleckohistorickych
nazorov, ktorymi sa v zdvere patdesiatych rokov vzdia-
lil od obhajoby socialistického realizmu k volnejSiemu
nazeraniu na akceptovatelnd podobu vytvarného
umenia spOsobili, Ze dizertana pricu s ndzvom K #eo-
retickym otdzkam sitasnej figurdinej malby obhdjil az
v polovici nasledujiceho desatrocia: titul kandiddta
vied o umenf ziskal roku 1966.

V tomto roku sa stal aj ¢lenom AICA, prestiZnej
organizicie vytvarnych kritikov pri UNESCO.

Radislav Matustik zacal publikovat v pitdesiatych
rokoch a obdobne, ako drvivi vad&inu pric kolegov,
aj tie jeho poznatila viera v sprdvnost dobovych ni-
rokov ideolégie na umenie. Medzi nimi sa viak na-
chddzajt i také, ktoré mu dali mo¥nost nahliadnut
do sveta autorov, ¢o mali vtedy — a maji aj dodnes —
nielen umelecky, ale i moralny kredit. Ernestovi Zme-
takovi venoval dva ivody do katalégov monografic-
kych vystav (1956, 1958), Vincentovi HloZnikovi
popri viacerych textoch v katalégoch monografiu (vy-
§la zadiatkom dalSieho desatrocia, v roku 1962).

Sirka vedomosti, intelektudlna pripravenost a osob-
nostnd zrelost zvlddnut ndroéné témy sa u Radislava
Marustika prejavili v liberdlnej kultirno-politickej
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atmosfére Sestdesiatych rokov. Predndsal a vela pub-
likoval. Programovo sa zaujimal o osobnosti sloven-
skej medzivojnovej avantgardy, predovietkym o Lu-
dovita Fullu: o jeho tvorbe publikoval dodnes nepre-
konand monografiu (vysla v roku 1966). Obhdjil ju
aj ako habilitalnd précu: docentom bol menovany
v roku 1969. V tom istom roku ziskal tieZ titul dokto-
ra filozofie.

V panoramatickych prehladoch Moderné slovenské
maliarstvo (1965) a Nové slovenské viitvarné umenie (1969)
potvedil svoju otvorenost vodi vytvarnej moderne a neo-
avantgarde. Do prvej, viac historickej publikicie, za-
radil popri renomovanych umelcoch vtedy starSej
a strednej generdcie (ako M. Benka, J. Alexy, M. A.
Bazovsky, L. Fulla, S. Bednir, B. Hoffstidter, V.
Hloznik, F. Hloznik, V. Chmel, P. Matejka, J. Mud-
roch, E. Nevan, J. Sturdik, J. Zelibsky, E. Zmetdk) aj
mladych autorov. Im sa uZ plne venoval v nasledujicej
knihe, na ktorej spolupracoval s okruhom kolegov.
V nej podciarkol otvorenost nasho aktudlneho vytvar-
ného umenia voéi eurépskemu dianiu ako prinos
dvoch vin ,,nastupov* autorov Skupiny Mikula$a Ga-
landu (A. Bardik, V. Kompdnek, R. Krivo$, M. Pasté-
ka, A. Rudavsky...) a okruhu neverejnych Konfron-
técii (M. Cunderlik, R. Fila, J. Jankovi¢, J. Kods, E.
Ovcacek, M. Urbdasek...). Aj vo svojej publicistike
presadzoval neoavantgardny pohyb a podporoval to
najvyraznejsie z mladého umenia: kriticky stipec
v Kultirnom Zivote mal vynimocny ohlas.

Radislavovi MatuStikovi bola ako jednému z pr-
vych vysokoskolskych pedagégov zaiatkom tzv. nor-
malizdcie z ideologickych dévodov roku 1972 zasta-
vend pedagogickd ¢innost. V nasledujicom $kolskom
roku (1972 — 1973) Filozofickéd fakulta Univerzity
Komenského uz s jeho predndSkami nepoditala. Na
katedre Vedy o vytvarnom umeni efte niekolko ro-
kov ostal, kym nedostal vypoved (1975). Sad defini-
tivne zamietol jeho Zalobu na neplatnost rozviazania
pracovného pomeru (1976) a uznal ho za opodstat-

nené, ked%e: ,..socialistickd spolocnost nemd zdujem na
vychove apolitickych, i ked vysokokvalifikovanich absolven-
tov..." Nadriaden{ vy¢itali jeho pedagogickému péso-
beniu , pasivnu rezistenciu“.' Pracu naiel v Mestskom
dome kultiry a osvety v Bratislave, kde stravil nasle-
dujtcich pitndst rokov ako administrativny pracov-
nik. Vzhladom na skuto¢nost, Ze ho odsidil aj ,.kon-
solida¢ny" zjazd Zvizu slovenskych vytvarnych umel-
cov (1972), ostal bez moZnosti publikovat a autorsky
pripravovat vystavy.

V tom case pracoval na publikicii s ndzvom ...
predtym: 1964 — 1971 o vitvarnej tvorbe s presahom
k .inakosti®, k duchampovskému prepojeniu umenia
so zivotom na jednej strane a k efemérnym polohdm
na strane druhej. Nestihla u¥ vyjst a dlho kolovala
ako samizdat (vydala ju a% roku 1994 Pova¥sk4 galé-
ria umenia v Ziline). Venoval sa v nej autorom, z kto-
rych sa vicSina neskér ocitla na neoficidlnej scéne: J.
Zelibskej, A. Mlynércikovi, S. Filkovi, M. Adamdia-
kovi, P. Bartosovi, J. Kollerovi, D. Téthovi, J. Meli-
Sovi... Boli to teda predovSetkym akéni a konceptudlni
umelci, s ktorymi Coraz intenzivnejsie spolupracoval.
Ako jeden z nich poas osemdesiatych rokov aj tvoril
(zbornik Terén, 2000, mapuje aktivity tohto okruhu,
ku ktorému sa pridali aj generaéne mladsf autori, R.
Cyprich, L. ]vDurcv:ek, M. a L. Pagdcovci, V. Oravec, P.
Meluzin, M. Krén ). Vetci zdielali rovnaky osud bez
moznosti zverejnenia svojej prace. Utajend vystava
Suterén (1989), ktorej bol Radislav Matustik kurdto-
rom, prezentovala ich tvorbu priatelom.

Po Neznej revolucii (1989) Filozofickd fakuta UK
Radislava Matustika rehabilitovala (15. 5. 1990): na
niekolko rokov sa k pedagogickej profesii vrétil (pra-
coval tu od 1. 11. 1990, prednd3al po¢nic $kolskym
rokom 1991 — 1992 do $kolského roku 1993 — 1994
vcitane). Opit publikoval a pripravoval vystavy. S ne-
vSednym kritickym nasadenim pisal do neskdr zruse-
ného Vytvarného Zivota, pripravoval individuilne
i skupinové prehliadky z tvorby najmi akénych a kon-
ceptudlnych umelcov i autorov objektov a insralcii.
Presadzoval ich aj na medzindrodnej scéne (Body and

the East, Ljubljana 1998). Pisal do katalégov ich vy-
stav, krorych bol kurdtorom, pre niektorych — ako
Janu Zelibski — dokonca opakovane (1992, 1996,
1998). Od zadiatku devitdesiatych rokov bol najbliz-
§im spolupracovnikom porevolu¢nych riaditelov Po-
vazskej galérie, Alexa Mlyndr¢ika i Katariny Rusné-
kovej. Tu pripravil vjznamné historické vystavy (In-
formel a Sen o mrizen, obe 1991) i panoramtické pre-
hlady (Umenie 90. rokov, 1995). Po strate pravnej
subjektiviy inStitdcie (1996) bol v nej uZ nevitany.
Jeho autorské projekty, do ktorych zapdjal aj najmlad-
$ich umelcov, patria na Slovensku pocas devitdesia-
tych rokov k najvyznamnej$im (Bazén, 1992, ON
OFF: Cveﬂ,éovej deti, 1993, Disperzia, 1994 a dalsie).
Spolupracoval aj s banskobystrickou, spomedzi bra-
tislavskych najmi s Mestskou galériou. Medzi jeho
posledné prace patri monografia o Andrejovi Bariiko-
v (2002). Napriek nalomenému zdraviu do posled-
nej chvile pracoval: pripravoval dalSiu, o socharovi
Janovi Matché.

Dve dekddy nédro¢nej pedagogickej price, vysled-
kom ktorej bolo niekolko vin absolventov Katedry
dejin vytvarného umenia Filozofickej fakulty Univer-
zity Komenského v Bratislave (¢i Vedy o vytvarnom
umeni, ako sa v priebehu &asu tie? volala) orientova-
nych vdaka prikladu svojho pedagdéga na umenie 20.
storoCia. Viac ako Sestdesiat Gvodov v katalégoch
vystav, ktoré autorsky koncipoval, temer desiatka
kniZnych publikécif a mnoZstvo $tidii v odbornych
Casopisoch i prispevkov a rozhovorov v kultdrnych
tyzdennikoch a dennej tladi je vypocet, ktory raimuje
tvorivy Zivot Radislava Matustika, nesmierne praco-
vitého a presného umenovedca. Teoreticky fundova-
ny Zil s Gctou k histdrii, k presnosti idajov. Mal zried-
kavi kombindciu talentu pisat a vytvarnej orienta-
cie. Oboje cizeloval vdaka tomu, %e svoje vystavy
a texty venoval autorom, ktor{ v mene umeleckej slo-
body prekracovali hranice konvencii, nehladali len
bezproblémovu krasu a tvorili nezdvisle i pocas tota-
lity. Reflexii o slovenskom vytvarnom umeni bude
osobnost Radislava Matustika vyrazne chybat.

' Pri pisani nekrolégu som Zerpala z pramennych materidloy
archivu Filozofickej fakulty Univerzity Komenského v Bra-
tislave.
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Alexandra Kusi : Sorela - slovensky variant?
Stratégie a podoby vytvarného umenia socialistického realizmu 1948 — 1956 na Slovensku.
Bratislava 2005.

(Obhajoba sa konala 19. 5. 2005 na Filozofickej fakulte UK v Bratislave)

Oponentsky posudok dizertadnej prace Mgr. Ale-
xandry Kusej na tému Sorela — slovensky variant?

Prof. PhDr. Ludmila Peterajovd, CS.

Podtitul dizertatnej prace sprestiuje jej vychodis-
kd i obsah. Znie: Stratégie a podoby vytvarného ume-
nia socialistického realizmu 1948 — 1956 na Sloven-
sku. Praca md 168 strdn a samostatnt prilohu.

Vlastny text doktorandka rozdeluje do piatich ka-
pitol okrem tvodu a zdveru. Kapitoly st vymedzené
a pomenované logicky a postihujd problematiku od
vSeobecnost{ k $pecidlnemu problému umenia socia-
listickorealistického umenia na Slovensku. Bibliografia
preukazuje dobri rozhladenost v problematike. Au-
torka sa oprela o u¥ existujtcu literatdru v Ceskych
krajindch a inde.

Vyber témy préce bol — mo¥no povedat — odvas-
ny v tom zmysle, Ze umelecki historici sa s fiou —a nie-
len u nds — potykajti uz pitndst rokov s vi&fmi-men-
$imi dspechmi, zatial bez jednoznaéného hodnotiace-
ho vymedzenia javu.

Mozno sa k nemu dopracujt naozaj u¥ len mlads
badatelia, pre ktorych téma je objektom nezaujatého
skimania. Tjch niekotko mélo ete Zijicich pamit-
nikov 50. rokov okrem spomienok je ta¥ko schop-
nych tak ¢ onak nezaujatého pohladu. Preto som bola
zvedavd na vysledok bddania mladej umeleckej his-
toricky Alexandry Kusej.

Uz na zaciatok musim kon3tatovat, ¥e ma potesi-
la razantnost a bezkomplexovost autorkinho pohla-
du na dobu a spésob, ako sa vzila do situdcie pre fiu
vzdialenej, ale nie e3te ako histdria kodifikovanej a na-
vy3e s mnohymi citlivymi bodmi. Rekongtruovala ob-
raz doby pomerne verne. V thrne je to velmi dobry
vysledok. Portrétovala udalosti a osobnosti energic-
kymi tahmi, neraz s vlastnymi bystrymi a skratko-
vito Gdernymi komentdrmi, a azda aj preto sa nedala
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vyviest z konceptu podrobnostami, kroré do préce
zahrnula. Nech je jej teda odpustené, %e niektoré
z tychto detailov obsahujt drobné omyly, ktoré po-
vazujem za potrebné korigovat pre pripad, e by sa
dizerta¢nd prica publikovala.

Po prvé: pripravok Sorela nebol na ¢istenie obuvi,
ale pomdda na vlasy (spominam si na popevok z det-
stva: Sorela, Sorela, hlava mé& bolela, vlasy mi vypa-
dali...). Azda aj t4 stvislost s hlavou je tu viac na mieste
ako topanky.

Strana 18 — Ku galéridm, ktoré maji stdlu zbier-
ku umenia 20. storotia, treba pridat Oravsku galériu
a Galériu P. M. Bohtifia. Uzndvam, %e pri ich kon-
cepciich sme sa vyhli ,sorele”.

Strana 48 — Medveckej obraz Odovzdévanie kon-
tingentu na hornej Orave u¥ nebol na vystave 10 ro-
kov lidovédemokratickej CSR v Prahe povazovany
za prekonany (vystavené boli obrazy Stard Orava,
1949, Deti mieru, 1952, Oravéan, 1954, Na zemia-
tisku, 1954, V kuchyni, 1955 — posledny obraz po-
kladany za krok vpred). Pamitdm sa na stanovisk4
poroty. Katalég tirdZ mé. Z vystavy 10 rokov...
v SNG v Bratislave boli reprizované iba kolekcie gra-
fiky a ilustrécie.

Strana 49 — Na margo sovietskej vystavy J. Kota-
lik o. i. napisal: ,Nebot po pravdé buds #eieno: leccos z tobo,
€0 5¢ na vystavé ctyi sovétskych malifsl waii jako realismus,
Je mnobdy jen naturalismus hodné plochy a Femesiné a¥
k povdZlivosti nedovedny nebo nedbaly. Leccos z tobo, v éem
bychom vddi a z celého svdce chtéli videt uméni zem# socia-
listické, zavdni ndm vkusem, o ném% mdme pochybnosts.
A namisto, aby ndm kazdy obraz byl pribledem do tvorivé
duse ndrodsl sovéiskych, potkdvime se tu s akademismen,
JenZ se ve své bezbarvosti hali v bezpohlavni a internaciondini
roucho.” (Tvorba, 16, & 21, 21. 5. 1947) Neviem, &
toto je ,vehementnim ospravediovanim“. V. V. Stecha
tazko zaradit medzi ,komunistickych kritikov”, aj ked
sa po vojne angazoval do diania.

Vseobecne v texte treba rozliSovat medzi ,soviet-
skym“a ,ruskym*“. V uvedenom obdobi itlo o LSoviet-
ske” umenie, ,sovietske® vplyvy. Stalina alebo hym-
nu tazko moZno nazvat ,ruskymi®.

Nezndma je skuto¢nost, e vystava sovietskeho
maliarstva bola v roku 1947 reprizovand v Bratislave.
Pamitdm sa na fiu, bola v paviléne UBS pred alebo
po vystave Kolomana Sokola a vieobecne v hodnoteni
vitazil proti nej Sokol. Svoj negativny nizor na so-
vietsku vystavu spominaji v zdpise z aktfvu vytvar-
nikov-komunistov 21. méja 1950 Peter Matejka
a Bedrich Hoffst4dter, obhajoval ju nejaky Slosiarik.
Zaiste by sa nasli stopy po vystave v tladi.

Strana 53 — Pri vystave Cs. lid a kraj... v Prahe
v roku 1949; Bazovsky bol nespokojny s vjberom (v
liste napisal K. Vaculikovi: ,Ja som sa necheel ziiastnit
praZskej vistavy, lebo je nie po mojej chuti. Ale pribebol
Wagner a silou-mocon vybral G obrazov a S kresieh, %e ako
by vraj vyzerala vistava bezo misa. Nu# zle bude vyzerat,
Ked' tam nebudii moje vigne veci, iha tematicky zodpoveds-
Jiice.” Naproti tomu Majernik bol zastipeny nie 752
socidinymi témami“, ale svojimi typickymi kvalitnymi
dielami.

Strana 66 — Nékupy z vystav u? uskutoifiovala
Krajska galéria v KoSiciach.

Strana 79 — Vystava Umenie XIX. storodia na Slo-
vensku v SNG; riaditelom bol edte dr. Vladimir No-
votny. Vaculik nebol komisdrom. Predsedom vystav-
nej komisie bol Novotny, mal prvy Gvod v katalégu.
Vaculik, keory bol ¢lenom vystavnej komisie, poroty
a inStalacnej skupiny, mal druhy, odborny ivod a spra-
covals V. Mensatorisom kataldg diel a biografie umel-
cov. Treti ivod, silne politicky zamerany, bol od Ele-
ny Dubnickej.

Strana 81 — Vystavy J. Mdnesa a M. Alesa neboli
nprenesené na Slovensko*, nedotykali sa ,sporného vatabu
Cechov a Slovdkov*. Zaplanovalo ich kuratérium SNG
a uskutocnil ich na zdklade vlastného v§skumu a zbe-
ru materidlu K. Vaculik. I§lo mu o doloZenie vztahu
oboch eskych umelcov k Slovensku. Riaditel Novot-
ny mu vycital na schodzke kuratéria prilisnt samo-
statnost.

Strana 84 — Ester Martin¢ekové-Simerové nema-
la v roku 1951 monograficki vystavu. Ani nemohla
mat, v tom Case ju s manZelom vystahovali z Bra-
tislavy! Vystavu na Hviezdoslavovom nédmesti mala
az v roku 1958 (komisirka Dr. A. Giintherova).
V roku 1951 od nej SNG zakipila Podobizefi robot-

nika (kolorovand kresba perom), &o bola v podstate
socidlna vypomoc, a niekolko jej nedéleZitych pric
SNG ziskala prevodom z poverenictva. Bol to be¥ny
spbsob obZivy mnohych vytvarnikov. Nezdéraztiovala
by som jej pripad, v tom ¢ase bola na okraji zdujmu.

Strana 93 — Aktiv slovenskych vytvarnikov-ko-
munistov trval 2 dni (18. a 19. m4dja 1951).

Strana 96 — Na Cele ,mocenského apardtn® zvizu stal
dlh3{ ¢as ako vedici tajomnik maliar Vladimir Veste-
nicky, krory si pocinal ako maly Stalin. Kritika &len-
stva bola najmi voci jeho metédam, pre ktoré sa
ozdravovanie situdcie na Slovensku spomalovalo opro-
ti ¢eskym krajindm. Jeho moc odstrdnil a% ,vyberovy
zvaz".

Strana 103 — Nie vSetci menovani ,realisti* §tu-
dovali iba doma. Napriklad C. Belan pobudol aj na
Akadémii vo Viedni a absolvoval v Prahe u Zelibské-
ho, Vestenicky bol za vojny na Stipendijnom pobyte
v Spanielsku.

Strana 106 — Vaculik sa vylu¢ne sti¢asnému ume-
niu venoval uZ vo vojnovom obdobf, bol jedinym prog-
resivoym kritikom obhajujicim moderné umenie. Po
roku 1948 z , kddrovych dévodov*” a z nechuti k situs-
cii sa obratil k starému umeniu a a% v &ase uvolfiova-
nia znovu zacal pracovat v si¢asnom umeni v presved-
Ceni, Ze sa dd spojit moderny vytvarny prejav so so-
cialistickou spolo¢nostou.

Strana 130 — M. Vdross neuvddza Martina Benku
vo vypocte ,formalistov”.

Strana 134 — M. Benka spolu s novostavbou svoj-
ho miizea dostal v fiom byt a §tdtom platent gazdind.

Vyskytuje sa termin ,vlddna Pravda®“. Bol to or-
gan stranicky, i ked ,vlddnej scrany*.

Strana 140 — J. Jakoby na uvedenom ,zéchodo-
vom* obraze podla jeho vlastnych slov otréil hold zad-
nd Cast nie reZimu, ale komisii vytvarnikov, ktord
pri§la kontrolovat stav jeho , Glohovej prace*. Vychod-
niarski vytvarnici z rdznych pricin boli pomerne tole-
rantni k reZimu, neboli natolko neurotizovani.

Strany 142-144 — C. Belan bol mimoriadne vzde-
lany vjtvarnik, ¢o sa prejavilo aj v jeho neskoriej ¢in-
nosti riaditela Oravskej galérie. Naproti tomu M.
Medvecké nadvizovala najmi po farebnej stranke a v
Zénrovosti iba na svojho uditela G. Mallého.

Strana 153 — Ekonomickd strinku vytvarného
zivota mal na starosti nie Zviz, ale od roku 1949 druj-
stvo Tvar, ktoré sa neskdr pretransformovalo na Slo-
vensky fond vytvarnych umeni.
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Samostatnou prilohou dizertalnej price je zvizok
obsahujici obrazovi ¢ast (vhodne vybrané priklady),
kalenddrium, zoznam diel, zoznam vystav, histériu
SNG, slovnik pojmov a Glasti maliarov na vystavich.

Pokial ide o kalendérium, vyskytuje sa v flom nie-
kolko drobnych chyb.

1947 — K. Sokol sa vratil do vlasti v roku 1946,
nie 1947.

Umelecky mesainik vychddzal v rokoch 1947 —
1948 a po jeho zdniku zaal vychddzat ¢asopis UBS
a SVU 29. augusta Umenie vo vydavatelstve Tatran.

1950 — Dr. Dubnicky odchod kam? Podla méjho
vedomia pracoval potom v SAV ako historik, a nie
uz ako historik umenia.

1951 — Valné zhromazdenie Svizu &sl. vytvarnych
umelcov — slovenskej sekcie sa konalo 15. jila 1951
(Kudldkov referat). Pred eventudlnym publikovanim
préce by sa mali terminy aktivov a plendrok vytvar-
nikov upresnit.

1952 — Stborné vystavy G. Mallého a M. Benku
boli az v roku 1953.

1954 — Zviz umelcov sa ,zadal menit na fond” —
nepresné.

1955 — Vytvarny Zivor zalal vychddzat aZ v roku
1956. Prvé &isla redigoval kolektiv, S. Bednér bol
predsedom redaké¢nej rady aZ od 3/4. &isla, v roku
1957 V. Tilkovsky, od roku 1958 $éfredaktor I. Kdra.

K prilohe ¢. II. — Zoznam diel umenia socialistic-
kého realizmu — médm pripomienku, Ze nie vietky diela
vyznamnych umelcov ¢asovo a ndzorovo patria do
tejto kategérie (Bazovsky, Benka, Fulla, Hoffstidter,
Koreszka, Nemdik, Nevan, 2elibsk}'1). Sem by som
zahrnula iba diela, ktoré vedome vytvarnici robili ako
odpoved na vjzvu pracovat socialisticko-realistickym
spbsobom, teda po roku 1949,

Priloha ¢. III. je zoznam vystav, kde mi chyba
v roku 1957 vystava SNG Tradicie ¢eského moder-
ného umenia, uskutoénend v septembri 1957 z pd%i-
Ciek z Ndrodni galerie v Prahe, ktord v tom ¢ase mo-
derné umenie nevystavovala. Bratislavskd vystava bola
prvou prehliadkou Ceskej avantgardy edte pred vysta-
vou M. Lamaca v Brne. Existuje k nej katalég SNG.

Vystava Tradicie slovenského moderného umenia
v prazskom Madnese sa konala v roku 1959, nie 1958.

Doktorandka v usili 0 maximélne uchopenie prob-
lematiky vypracovala naviac prilohu venovani SNG,
slovnik vybrangch terminov a zaujimavé tabulky G¢as-
ti maliarov na vystavich.
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Précu hodnotim jednozna¢ne kladne a odpori¢am
ju na obhajobu. K mnoZstvu drobnych pripomienok
uvddzam, Ze som pamitnicka a vlastnim archiv ve-
rejne nepristupny. Autorka viaceré detaily ani nemoh-
la vediet a vypdtrat. Moje opravné pozndmky nijako
neznizuji velmi dobrd droveti prace a st okrajového
vyznamu.

Bratislava, marec 2005

Oponentsky posudek doktorandské disertalni
prace Mgr. Alexandry Kusé ,,Sorela — slovensky
variant? Stratégie a podoby vytvarného umenia
socialistického realizmu 1948 — 1956 na Sloven-
sku*

Ji# Sewisk

Disertaéni prace Alexandry Kusé md pfedeviim
velmi potfebné téma, které je spojené s dosud neod-
reagovanym traumatem — socialistickym realismem
a souCasné s nevyfe$enym vztahem k avantgardé. Ty-
to souvislosti slibuje vzit v Gvahu i ndzev disertace,
odkazujici vtipné k star§imu Straussovu ,variantu
moderny*.

Myslim, Ze je opravdu tfeba fesit socialisticky rea-
lismus a avantgardu v uzké spojitosti, dokazuje to
préace Borise Groyse a dlouholetd uméleck4 praxe slo-
vinské skupiny IRWIN, Mladena Stilinovice a dalsich
balkdnskych umélcd. Téze Groyse, Ze stalinisticky
rezim ukrad] avantgardé jeji touhu zménit svét a vy-
tvofit nového clovéka, a Ze jeji ideje proved! jinymi,
akademickymi prostfedky, plati pfedeviim pro So-
vétsky svaz, ale i v n¢kdej¥im Ceskoslovensku v men-
$im méfitku doslo k podobné krddeZi uZ pfed dru-
hou svétovou vélkou ve sporech komunistické admi-
nistrativy a kulcurni levice. Autorka prdce tuto his-
torii také pfipomind, kdyZ referuje naptiklad o Anci-
Gidovi S. K. Neumanna, ktery u néds pravdépodobné
poprvé postavil proti sobé modernost pouhych este-
tickych revolucionafdl a modernost skuteéného revo-
lu¢niho socialismu. To je dal3{ dileZitd téze a dilema,
kterou po vilce feSilo mnoho intelektudll (viz hlavni
motto disertace z eseje ,, Konec moderni doby* od Jin-
dficha Chalupeckého). Stdlo by jisté zato podrobnéji

se zabjvat predehrou konce 30. let, kam patfi sku-
tecny polétek socialistického realismu v naich ze-
mich,

IRWIN je pozdéji historie 80. — 90. let a ptipo-
mindm ji proto, Ze vedle a proti riznym projeviim
soc-artu, tito umélci uvedli do dzké souvislosti jazyk
a ikonografii avantgardy s jazykem a ikonografii so-
cialistického realismu. V pfehnaném ztoto¥néni s obé-
ma se vyrovnavaji s kolektivaimi obrazy, kreré podle
mého ndzoru dosud ovlddaji nafe podvédomi v této
postsocialistické &sti svéta.

Socialisticky realismus také nenf jen sm&nym ky-
Covitym produktem totality, ale je blizky ve svych
nejsilnéjfich projevech sakralnimu uméni, jak dokl4-
daji mauzoleilni gesamtkunstwerky. Jednoduché vy-
té€snéni téchto obrazd by bylo v kadém p¥ipadé tri-
vializaci problému. Autorka si je toho védoma a jeji
préce je svym zplsobem rehabilitaci socialistického
realismu, kterd je zajimavym pocinem, proto¥e ji pro-
vadi nejmladsi generace historik® uméni, nezati¥end
piimou zkuSenost.

Préce je rozvijena na osnové podrobného popisu
programu socialistického realismu, jeho prosazovani,
vystav, fungovani v institucich, ikonografie a jeho réiz-
nych podob. Autorka v n€m shrnuje rozsihly mate-
ridl z archivi, dobové korespondence, dobovych tex-
th i neddvno publikované literatury k velkym vysta-
vam, vénovanym tomuto tématu. Vraci tak do hry
mnoZstvi prament, které aktualizuje, a které jesé
budou predmétem dalii aktualizace a interpretace.
Za cenny pocin pokldddm také druhy dil disertace,
v némz je chronologie (kalendérium), seznam dél so-
cialistického realismu, seznam vystav, kalenddrium
déjin SNG, vysvétleni nékterych termint a dobovych
redlif a Gcast umélcl na celoslovenskych vystavich.

Jadrem préce Alexandry Kusé je viak otdzka, jestli
existuje varianta socialistického uméni na Slovensku,
kterd méla svou funkénost a souvislost s vlastni tra-
dici. Tato otdzka je otdzkou tak fikajic rehabilitadni
a soucasné otdzkou (podotdzkou) emancipacni, tj.
otdzkou sebeurceni. Je totiz soucasné kladena na vysii
trovni jako otdzka existence samostatného moderni-
ho uméni na Slovensku, nebo jako otdzka sebeurdeni
ndroda, a jesté dile jako otdzka problematickych vzra-
h& uvnitt Ceskoslovenského stétu a pokracovat by-
chom mobhli a% k otdzce tzv. Vychodu a Zapadu. Au-
torka se tady dotykd nékolika neurotickych bodt a jeji
price v tomto sméru otvird dal§i problémy paralel-

nosti ¢i neparalelnosti vyvoje v zemich nékdej$iho vy-
chodniho bloku. Specifikem situace na Slovensku
v této dobé (1948 — 1956) bylo, Ze kulturné politic-
k4 ideologie sluzebnosti, srozumitelnosti, tradice a lidu
pfispély paradoxné spi§ k dokonceni emancipaéniho
procesu a potvrzeni kontinuity domdci tradice, nezli
k jejimu naruSeni nebo Gplnému preruSeni. Autorka
toto zji§téni opird o kulturni politiku Novomestské-
ho (politika pferodu postavend na kontinuité v poli-
tickém zavétii) a pfedevsim o kulturni politiku a stra-
tegii zaklddanych ndrodnich instituci, kde mytizova-
né lidovd tradice byla rekontextualizovana a uvedena
do souvislosti s mé§tanskou tradici a modernou.
Obecné praktikovand kulturni politika mocenskych
strukeur (kultura ndrodni a socialistickd) tedy v kon-
kréenf situaci umoznila, aby sluZba ideologii socialis-
tické kultury fungovala pozitivné jako sluzba ndrod-
nimu sebeuréeni. DileZitou roli pfitom sehrélo hle-
ddni kolekrtivnich obrazli, vytvdfeni ,vizudlu“ podle
terminologie autorky, které doplnily lidovy ,baladic-
ko-rapsodicky“ mytus ndrodni kultury a ovlddly na
dlouho podvédomi. Tyto postfehy o medidlnim pd-
sobenf sorely jsou podle mého minéni hodné dalsiho
zpracovani. Jestli néco legitimizuje socialistické uméni,
pak pfedeviim jeho socidlni funkénost a pokradujici
(ukradend), i kdyZ pervertovand utopie avantgardy
o sile uméni (poezie) zménit svét.

Dialektika vyvoje je nékdy sloZit&jsi a ze své do-
midci zkuSenosti vznd$im otdzku, jestli na Slovensku
existoval vétsinovy stiedni proud realismu jako eské
»~domovinové kiidlo“, ktery ulehéil pfijeti sorely a ko-
difikoval realistické umén{ (zdravy pomér k tzv. rea-
lit€) jako invariant zakotveny v pfedmoderni dobg?

Ptimo kritickou vyhradu mdm k autoréiné pojeti
socialistického ky¢e a kyle vibec. Jeji téze, Je v socia-
lismu se uméni stalo zndrodnénym produktem a umé-
lec jeho femeslnym producentem, vychazejicim vstfic
masovému vkusu, je problematickd. To plati pro ka-
pitalistickou produkci a jeji soucasny provoz uméni.
Stejné nesouhlasim s autordinou interpretaci Karla
Teiga. Jeho cirkusy, detekrivky, sportovni zdpasy, gro-
tesky byly zdrojem nejvy$§i poezie a ky¢ neni ekviva-
lentem n&jaké kulturni ptedfize proletaridtu. To je
falesny modernisticky konstruke. Stran kyce bych se
zbavil jakékoli moralizace, protoze ky¢ je velmi funké-
nim socidlnim faktem, je realizaci touhy jinymi pros-
tfedky stejné jako je podle motta celé autorciny pra-
ce kultura pokracovdnim politiky jinymi prostfedky.
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Uménfi si je toho védomo a vzdjemnd vyména mezi
rdznymi realizacemi touhy je trvald a vytrvala.

Préci Alexandry Kusé pokldddm za vdzny pfispé-
vek k pozndni obdob{ 40. a 50. let, let kterd jsou kli-
Zové v historii Ceskoslovenska, i obou jeho tehdejsich
&asti, v historii jejich politiky a kultury, protoZe pra-
vé tady (a je$té tésné predtim) byly poloZeny otdzky,
které urdily celé ndsledujici obdobi. Price zpracovala
Siroky materidl, pokusila se ho utfidit a zasadit do
Sirokého kontextu. Vytknul bych ji obecné, Ze postra-
ddm na nékterych mistech véti zobecnéni, ke kreré-
mu vSak jisté dojde, protoZe pfinejmensim zdkladni
zji§téni a téze by mély byt publikovany a vyvolaji jisté
$ir8{ diskusi.

Préci doporucuji jednoznalné k udéleni védecko-
akademické hodnosti PhD.

Skolitelsky posudok k dizertatnej praci Alexan-
dra Kusd : Sorela — slovensky variant ? Stratégie
a podoby vytvarného umenia socialistického re-
alizmu 1948 — 1956 na Slovensku

Doc. PbDr, Dana Bofutovd, CSc., mim. prof.

Témou predloZenej dizertalnej price je zdanlivo
krétky, av§ak kontroverzny Usek vyvinu ndsho ume-
nia v polovici 20. storo¢ia. Napriek relativne kritke-
mu trvaniu etapy tzv. socialistického realizmu v jej
vyhranenej podobe je tdto téma $iroka a problema-
tickd, spitd s mnozstvom dosial nezodpovedanych (&
dokonca nevyslovenych) otdzok, tykajicich sa tak sfé-
ry spoloCenskych, & ideologicko-politickych stvislosti,
ako aj sivislosti vyvinu vycvarného myslenia, ume-
leckého konceptu. Napriek odstupu pol storocia a pa-
du ideologickych bariér, fenomén tzv. sorely je v nasej
historiografii vytvarného umenia este stéle skér okra-
jovou a ,nedopovedanou” témou. Dizertatnd prica
Mgr. Alexandry Kusej pontka dostato¢ne §iroka plat-
formu, od ktorej sa moze odvinit diskusia, a zdroveni
formuluje a argumentuje urdity — nepochybne plau-
zibilny — ndzor. Prezentuje fenomén sorely ako vysle-
dok zloZitej sahry mnohorakych okolnosti a vplyvov,
zahrnujtcich spolo¢enské predpoklady (napriklad so-
cidlna angaZovanost a lavicovd orientdcia modernis-
tov), politické udalosti a koncepcie (rozdelenie sveta

126

po druhej svetovej vojne, program socialistického re-
alizmu), ale aj inherentne vnttorné napitie v ramci
dobového vytvarno-umeleckého myslenia, pri¢om ako
ustrednu kladie otdzku existencie $pecifického domd-
ceho — teda slovenského — variantu tohto umelecké-
ho javu. Ako sama piSe, snaZi sa ,podat obraz doby
a pavalelne obraz jej umenia”.

Povodne dost Siroko vymedzend téma bola pre
doktorandku vyzvou k obsiahlemu Stadiu jednak do-
bovych pramennych aj sekunddrnych zdrojov, a jed-
nak k podrobnému §tidiu celého sledu interpretdcii
sktimaného fenoménu v $irSom eurépskom aj uzSom
Cesko-slovenskom kontexte. Za velmi dbéleZitd pri-
tom pova¥ujem silnd motivaciu a hibku zdujmu au-
torky o dant problematiku, ktorej svedectvom je sku-
tolnost, Ze svoje $tiidium v roku 1999/2000 kondila
obhdjenim diplomovej price Podoby a zdrofe bistorizu-
JHcich tendencii v architektiive 50-tych rokov na Slovensku.
Je nanajvy§ sympatické, Ze sa nelakd zloZitosti prob-
lematiky zataZenej mnoZstvom dobovych i neskorsich
skresleni a deformdcii, ani moZnej konfrontécie s nd-
zormi pamitnikov a stavia interpretadny model kon-
cipovany z pozicii novej generdcie, nazatazenej ideo-
logickymi ndnosmi minulosti ani subjektivnymi véz-
bami priamych Géastnikov vtedajSieho diania. Ak sa
s takymto pohladom z , genera¢ného odstupu” spija
riziko straty autenticity, tak zdroven sa tu otvara moz-
nost vyviazat sa zo siete zaujatosti ¢i sentimentov
a pontknut triezvejsi, vecnejdi (a mozno ,nemilosrd-
nejdi*) pohlad na skimané javy.

Koncepcia prace Mgr. Alexandry Kusej dozrieva-
la do svojej definitivnej podoby postupne, sibezne so
spracovanim jednotlivych problémovych balikov po-
merne Siroko formulovanej témy. Premysleny a syste-
maticky postup pri jej utvdrani sa premietol aj do cel-
kovej $truktiry dizertalnej prace. Zikladnym moti-
vom prace je nazeranie umeleckych fenoménov v kon-
texte politickych a spolocenskych suvislosti, priom
badat Gsilie autorky o nezaujaté a vecné posudzova-
nie tychto vztahov. S ohladom na komplexnost ska-
manej problematiky a v snahe o hibkové rozpracova-
nie urditych jej strdnok zvolila si doktorandka kltaco-
vé problémy, na ktorych podrobnejsie explikuje do-
bovu situdciu a stvislosti vtedajSieho vytvarného
%ivota. Pre tento ciel si, nazddvam sa, velmi primera-
ne zvolila segmenty vystavnej politiky, budovania Slo-
venskej ndrodnej galérie a organizaciu vytvarného
Yivota v rovine profesijnych inStittcii a Skolstva
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(ZSVU a VSVU), kroré rozoberd v rémci taziskovej
kapitoly Presadzovanie socialistického realizmu, Spraco-
vanie jednotlivych kapitol k tymto problémom ju
potom priviedlo k (opitovnému) roz$ireniu zdberu
o analyzu a interpreticiu konkrétnych umeleckych
diel v kapitole Umenie socialistického realizmu na Sho-
venskn 1948 — 1956, kde na priklade maliarskych
diel nacrtdva vlastnd charakteristiku umenia danej
doby a pokdsa sa ndjst odpoved na viaceré otdzky
vyslovené v Gvode, aby sa potom v Zvere celej prd-
ce pokusila zhodnotit dosah doktriny socialistické-
ho realizmu na vjvoj vjtvarného umenia na Sloven-
sku. Ako vedlaj§i produkt systematického postupu
Mgr. Alexandry Kusej pri spracovani danej témy
vznikli aj materidly, kroré tvoria obsah druhého, pri-
lobového dielu dizertainej prace — predovietkym kalen-
ddrium a cely rad prehladnych zoznamov (umelec-
ké diela, vystavy, histéria SNG, maliarske diela na
jednotlivych prehliadkach vjtvarného umenia), kroré
dopliiaji zvizok obsahujici obrazovt prilohu. Pri-
¢lenenie tohto informa¢ného siboru k dizerticii po-
vazujem za velmi uZitoéné.

Nazddvam sa, Ze Struktiira préce i rozsah jednot-
livjch jej Casti st primerané a zodpovedaji zimeru
autorky vykreslit fenomén umenia 50-tych rokov
v SirSom historickom kontexte. Pri spracovan{ svojej
témy preukdzala schopnost nezaujate a kriticky re-
flektovat historické okolnosti aj umelecké prejavy,
orientovat sa v mnozstve nazorov a koncepcii naze-

rania na vzdjomné vizby umenia a politiky ako aj na
sém fenomén umenia socialistického realizmu,
a napokon aj schopnost formulovat nielen vlastné
nézory a postoje, ale koncipovat prijatelny interpre-
ta¢ny model. Za pozitivnu strénku price pokladdm
skutolnost, Ze autorka si z obsiahleho materidlu ski-
maného obdobia efektivne vybrala a zvolila klaéové
problémové okruhy, ktorym venovala bliziu pozor-
nost — tieto ,,sondy" umozZnili podrobne;jsi pohlad na
mechanizmus fungovania kultdrnej politiky obdobia
socrealizmu v praxi a predstavuji cenny prispevok
k doteraj§im poznatkom. Studiu Mgr. Alexandry
Kusej pokladdm za fundovany zdklad, od ktorého sa
— predpokladdm — odvinie dlho o¢akdvans diskusia
k otdzkam sivisiacim s touto zloZitou erapou né¥ho
vytvarného, resp. kultdrneho Zivota. Hoci v spraco-
vani jednotlivych Casti textu sa miestami nepochyb-
ne vyskytli ur¢ité nedéslednosti, nedotiahnutosti, pri-
padne drobné chyby & omyly — poukdzat na ne je ilo-
hou oponentov — nazddvam sa, ¥e obsiahly text dizertd-
cie (celkove 156 strdn textu) vybaveny bohatym
pozndmkovym apardtom a vysSie zmienenymi prilo-
hami préce predstavuje kvalitu, nasvedéujicu, e jej
autorka, Mgr. Alexandra Kusd, mé vietky predpo-
klady pre samostatné vedecké bédanie a splta krité-
rid stanovené pre ziskanie vedecko-akademickej hod-
nosti PhD. Preto odport¢am, aby jej bola této vedec-
ko-akademickd hodnost udelen4.

V Bratislave 2. 4. 2005
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(Tribute to Karol Kahoun:

Contexts of Slovak Art)

Edited by Stefan Oriko. Stimul : Bratislava,
2006, 231 s., ISBN 80-89236-08-1,
kdvu@fphil.uniba.sk

Proceedings of the conference devoted to the 75%
anniversary of doc. PhDr. Karol Kahoun, CSc., a
former senior lecturer of art history at Comenius Uni-
versity Bratislava, consisting of papers by his friends
and pupils.
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The book consists of two essays: The first one ana-
lyses historical changes of social status of intellectu-
al; the second one deals with metamorphoses of the
idea of historical monument.
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