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Introduction

J. PREISLER.

OHN RUSKIN. Povistni Ginski zed literarni, kterou naSe mila Ceska vlast byvala

otofena. pry uz byla zbofena — tvrdil neddivno kdosi. Dovolujeme si zdvofile o tom po-
chybovat, nebo ncJ\vs pripouitime, e hyla zhotena jen na hranicich k nékterym ndrodim,
k, p. francouzskému. Ze viak v piné své slité a dilkladné vysparované solidnosti trva ddl,
theba naproti kultufe anglické, toho ani ne_;nhnnejsi sehechvila neodéini. Jakd to asi tloudtka
2di Cinské mezi Anglii & (uh). kdyZ prvni zprivy o muii takového vyznamu, jako je John
Ruskin, nesméle zadinaji k nam dolehat v kusych strinkdch po padesdti letech veliké, sluvné
a hluboké jeho innosti! A Ruskin neni jeding, o temz do vierejika & dokonce do dne¥ka dobii
Cechitkové nemdli ani tuseni! Jakd Fada velkych lidi je v '\nglu posiednich padesati let —

basniki, fitosoft, malitd, sochakl, publicistd —, jejichi jmenu u nds vibec fedtE ani nenalezaji
ozvuku v mysli &tendfové! Je primo stradidelné, Ze eanglickda knihovnae u nas zacala ame-
rickym literdrnim panacou Markem Twainem Cinskd vEZ jest¥ wii okolo Cech do kolika-

patrové vyse a mnoho GEaikd pilnych bude zapotiebi, mnoho motyk a skipajicich koledek,
nez ji rozvezeme!

Smrt Clovéka byva silnfm impulsem, aby se znimost o jeho préci Zivotni rozdifila takika
v tvdnu. Tak i smrt osmdesatiletého kmeta anglického roznese jmeno jeho a jakous takous pied-
stavi o jeho usili plilvEkovém wvic a &F nei phivéku jeho Zivota. Podivahodny viiv smgy
Jjei zahajuje v d¥jindch myslenky a myslitelli zpravidla novou bohatsi kapitolu! 'é
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Figure 0.1 A page from Volné Sméry showing the start of Gustav Jaros’s
obituary of John Ruskin with illustration by Jan Preisler.
Gammal/ Gustav Jaros, “John Ruskin”, Volné Sméry IV, no. 3 (1900): 89.



14
F. V. KRE)CI !

jeho misto v uméni,
jeho vyznam, jeho
sldva. Od prvé chvile,
kdy pocitili v sobé&
povolini umélce, ni-
lezel k tomuto hnutf,
které v odporu k vied.
nimu a plochému du-
chu stoleti a Skol-
skym Sablondm spu-
stilo kotvu svych ide-
ali aZz daleko do stie-
dovéku, do italského
malifstvi pfed Rafae-
lem, do toho nesmr-
telného quatrocenta,
jehoZ mistfi jsou ne-
dostiZitelnymi kouzel-
niky &istych linil, sub-
tilnich vznéth a boi-
ské naivnosti — aby,
oplodnivii se na ném
a skombinujic jej v
prvky antiky, dantov-
ského platonismu, ger-
manskych mythii a
raffinované moderni
[sensitivnosti,  rozlilo
poZehndni krdsy nad
zem{ Johna Bulla, kterd
zdd se mit viibec ve
svych uméleckych ge-
niich vétdi Stésti nezli
zasluhuje Nepatfi sice
k prvym zakladatelim
tohoto hnuti, nestdl
jesté roku 1850 u ko-
lébky »Bratrstva prae-
rafaelského« s Rosse-
tim, Huntem a Millai-
sem. PriSel teprv o pét
let pozdéji do Londy-
na, jako student ox-
fortsky, pfitazen kou-
zelnou zdfi, jiZ rozlé-
valo po uméleckém
svété  Anglie jméno
Dante Gabriel Ros-

Figure 0.2 A page from Rozhledy showing an article on Edward Burne-Jones
and the Pre-Raphaelites by F.V.Krejci.

FrantiSek Vaclav Krej¢i. “Burne-Jones.” Rozhledy - revue umélecka, politicka a
socialni VIII, no 1 (1898): 14.



Figure 0.3 Max évabiqsky, Joy, Joy, 1898, ink on paper.
Reproduced from Ela Svabinska: Vzpominky z mladi (Praha: SNKLU, 1962) fig
53.



“THE BLESSED DAMOZI

Figure 0.4 Dante Gabriel Rossetti, The Blessed Damozel, 1875-78, oil on
canvas, 174 cm x 94 cm, Lady Lever Art Gallery, Port Sunlight.



Figure 0.5 Detail from Dante Gabriel Rossetti, The Blessed Damozel, 1875-78, oil on canvas, 174 cm x 94 cm, Lady Lever Art
Gallery, Port Sunlight, England.



18 20FIE POHORECKA-SEBKOVA: DANTE GABRIEL ROSSETTI.

teprve své pravé prostfedi, a zde uzrdvd a Uménim projevuje se, co je
v dusich jejich nejsilnéjdiho a nejkrdsnéjiiho. Rossetti, tento Anglian
s italskou krvi, je pravym typem tohoto splyvdni a dopliovdni se Anglie
s Italii.

Dekadence, symbolism, mystika, novokfestanstvi a visiondfstvi —-
stavy, pro které literatura nalézala vyraz teprve v poslednich létech,
praeformoviny jsou v Rossettim. Byl jednim z prvych bratfi Baudelaira
a Edgara Poea. Typ organismu smysiné nervového a pfi tom vysoce
intelektuelniho, povahy pathologické s mudenickou korunou velké sZiravé
vainé. Jeden z nejictyhodnéjdich hrdin a mudennikd, ryzi, nad vfava

kramdfského stoleti povznesené umélecké ideje.

DANTE GABRIEL ROSSETTI:

Zofie Pohoreckd-Sebkova.

ZESNULA PANNA.

(THE BLESSED DAMOZEL.)

Zesnuld pana hledéla

pfes miiZ nebeskych cest;

v svych ogich méla vétsi hloub,
nez v stichlych tiinich jest,

v ruce tfi méla lilie,

ve vlasech sedm hvézd.

Sat splyvavy ji nezdobil
umélych kvétin jas,

jen bild rbZe, Maria

jiz dala ji z svych krds.
Vlas, jenZ ji padal na rémé,
byl Zlut jak zraly klas.

Zde v kruhu boZich choristek
den sotva byla jen.

A tichy pohled jeji byl

jesté tak udiven,

aé tém, jeZ v svété nechala,
let deset byl ten den.

(Viak jednomu jak rokli sto.
— — Zde privé v moji lic
vlas jeji padd —— zdd se mi...
Ji objimém — — Vsak: nic...
Podzim — to listi spaddvd. —
Rok zmird vic a vic.)

Na ndspu domu boziho

to stdla v chvili té,

jejz Bih vystavél nad hloubky
ve Prostor rozlité,

tak vysoko, Ze slunce zfit

div mohla s vyie té.

Ten ndsep v nebi pfes mofe
étheru tvofi most.

A pod nim piiliv — odliv dne
svych Zdari stfidd skvost,

a zemé hluk, jak bzukot jen
se vzndsi ve vysost.

Kol panny Stastni milenci
zde setkavie se zas,

svou Véénou [dsku chvalili,
svd jména divnych krds.

A duse kol ni k Bohu &y,
jak malych svétel jas.

A ona jen se sklinéla,
nedbala kouzel téch,
aZ zabradli se zahfilo
ji fader na kvétech,

" a v spjatych rukou leZely

lilje jak v tékych snech.

Figure 0.6 A page from Rozhledy showing an article on Dante Gabrie Rosetti
by Zofie Pohorecka —Sebkova and featuring a translation of Rossetti’'s poem
“The Blessed Damozel”.

Zofie Pohorecka —Sebkova, “Dante Gabriel Rossetti”, Rozhledy IX, no 1 (1899):
14-20.



Figure 0.7 Dante Gabriel Rossetti, Paolo and Francesca di Rimini, 1855, watercolour on paper, 25.4 x 44.9 cm, Tate, London.
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Figure 0.8 Max Svabinsky, Confluence of Souls, oil on canvas on cardboard,
68 x 46 cm, 1898, National Gallery in Prague, Czechia.
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Wightwick Manor, The National Trust.

95.3 x 160 cm

Figure 0.9 Edward Burne-Jones, Love Among the Ruins, 1894, oil on canvas,
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Figure 0.10 Max Svabinsky, The Poor Region,1900, oil on canvas, 179 x 246 cm, National Gallery in Prague, Czechia.
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Figure 0.11 Edward Burne-Jones, King Cophetua and the Beggar Maid, 1884,
oil on panel, 293.4 cm x 135.9cm. Tate, London.
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Figure 0.12 Jules Bastien-Lepage, Haymaking (Les Foins), 1877, oil on canvas, 180 x 195 cm. Musée d'Orsay, Paris.
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Figure 0.13 Harald Slott-Mgller, Spring, 1896, oil on panel, 120 x 93 cm. Den
Hirschsprungske Samling.

16



vrv

Figure 0.14 Apartment building no.15, Pafizska/ Paris Street in Prague with sculptural decorations by Karel Novak showing St
George and the Dragon from the early 1900s.
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Figure 0.15 The National Theatre in Prague, architect Josef Zitek, 1883
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Figure 0.16 Interior of the National Theatre in Prague showing the rich decoration dominated by Vojtéch Hynais’ main curtain from
1883.
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Figure 0.17 The Municipal House in Prague by architects Antonin BalSanek and Osvald Polivka, 1905-1912
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Figure 0.18 Max Svabinsky, Czech Spring, 1910. Mural in the interior decoration of the Rieger Salon, The Municipal House in
Prague.
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Chapter 1 — Czech Fine Art Journals Mediating British Art

Figure 1.1 Comparison of the old and new curtain for the National Theatre in Prague. The curtain on the left by FrantiSek Zeni$ek
burned in the 1881 and was replaced by the new one by Vojtéch Hynais in 1883.
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Figure 1.2 Advertisement for Café “Union” in Prague published in Volné Sméry. The advertisement states that the café is a “centre for
Czech artists” and lists Czech and international art journals available to customers. Reproduced from Roman Prahl and Lenka
BydZovska, Volné sméry - Casopis secese a moderny (Prague: Torst, 1993) 28.

23



28 .

Figure 1.3 Alphonse Mucha, Decorations for the Municipal House in Prague. Photo by Jorge Royan.
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Figure 1.4 The cover of VoIné Sméry IV, nol (1900). Cover design by Jan
Preisler.
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Af ty hoto, horo ty strmi,

hedvabnou trivou porostls haro,

jakg to junok po tobd keddi?

Na housle hraje — kouzlo 2 nich lne,
rajima sluch nid jakoby v plen!

Pravi ten junoi: sednéme brath,
pliteisky v kruh na zeleném drmu,
ponotme mysl hiuboce v dumy,
sapdime pised, pisch jak pél jsem,

po siném mol kdy} viny nds hnaly,
kdy: trud & nimi phel a kormidlo Hail

 hote nim dulo do bilgch plachet! —

m— KURSEY
1, PREINLARA,

Zvonily housle a zazpival junok:
U dobrého otce, 4 nilné matky

Jeding syn Hl, jun Roman Vasilit,
Roditlh dvlir pod slunnou stil strani,
bhizy kde sumély Utlé a ithié,

Zil Roman Vasilié jak v hedbivu mikce,
medova jidla chystala matka,

neflenkim suknem datll ho otec,

¢ prici jej bethil a dobri vidy slova
Roman jen slybel a vsmiv jen vidél

na rech vidy otce, dobré téd matky.
Phece se finochu zachtilo vyjit (5]

#vita, daleko, na olad strany,
At N, nezndmé kraje,
vysnéné divy ... Lekla s matko,
zachmubil otec. Vzali za ruce
Jediné &ité, sedli pod bhizy
po skontend prici k oddechu tise
na veler, Josné kdyk vachizela luns
libg kdy} vitr kolibal stromy,
1k Be se shorem tanicich divek
v soumraku edaly, bilé ty blizy.
Zadal tu otec tak domlouvat syhu:
Moje ty disk, deahé a milé,
nede] se likat do klamivgch dalek,
nede] se likat do modracycl
nevel, Bo dtisti tam zlativa, vriké!
Mnohého lakalo, v hote pak vedlo,
¥ hlubeké hofe, | v zihuby, smrt!

Stary xnéd dvolee 2a temngmi lesy,
smutnd tam, pusty, droli se v trosky,
vabuzufe postrach w dobrysh lidi,
Byvaly axy, bylo tam jasno:

Jeding syn v rodi¥d roml,

dobry a krasng, radost své matky,
pochou byl otee ., . Modré ty ddlky,
18i0é ty dilky ho lakaly stale,

Larem bo mamily, opustl otce . . .
Prodel on vhechnu tu Airokou zemi,
tu svatoruskou, za mote plaval,

& siné mote do kmajl cizicl

| zadel on & samému moenému krili,
k samému kedll o Latinsdedmu,

A krdl ten ho pretil a povyiil velmi,
vindil ho mexi své vémné sl
KiRniketn byl mis pokiadd velkyerl®)

-

A -
f .o X
—ﬂsan,ﬂn_" -

Figure 1.5 An example of the interplay between text and images in Volné Sméry. Preisler’s illustration of Julius Zeyer's poem in Volné
Sméry 111, no. 9 (1899): 462.
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Figure 1.6 A typical cover of Rozhledy at the turn of the century. Rozhledy IX,
no. 7 (1900): 19.
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EXPOSITION ETH NOGRAPHIQUE TCHECO-SLAVE ot PRAGUE
Al as P?EMOR! 1895,
THNOGRAPHIE:
PEUPLE ET PAYS. LANGUE CKANSO S ET DANS!S cou tuuls COSTUMES
CHITECTURE POPULAIRE ART POPULAIRE EYC.
LITTERATURE, THEATRE MUSIQU! INDUSTRIE, AGRI E.ECOLES. ART MILITAIRE ANGIEN,
IO“N&C

PRAGUE AU

Figure 1.7 Poster for the Czechoslavic Ethnographic Exhibition in Prague by
Vojtéch Hynais, 1895.
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34 PICTURES FROM BOHEMIA.

much of interest. It is a clean, pleasant little town, rarely troubled with
tourists ; an Englishman is a curiosity. Its central square is surrounded
with pointed and rounded gabled houses, reminding one of Bruges, in the
middle of which stands the square Brunnen and high column, with the
women around it; and above this rises the tower of the Town Hall, and
above all, high on its rocky peak, looms up the dominating castle.

Friedland reminds one somewhat of little Dunster, the hunting town in
Devonshire. The walk
up to the castle is
between hedgerows
that again call up
Devonshire to the
mind. The round
tower over the arch
gateway, the high
roofs and gables and
pinnacles, and beyond
the old part and red
triple domed tower,
remind one of Scot-
land and the chateaux
on the Loire. The
moat is in disorder,
but the drawbridge is
in perfect order, the
chains ready to
swing it up, should a
hostile entrance be
threatened. Over the
entrance are coats of

& arms, the lower one
ostrich feathers with

Foom a drnwring] Diwin Castre: (4 watter crane.  €agles, three helms and

arrows.

After passing beneath a square tower with a pointed arch, there opens
up a most charming peep beyond of another pointed- arch, with portcullis
ready-to fall. Around the first great tower are numerous stags’ heads, and then
we enter into a little courtyard, and as we approach the second arch the
inner court opens up scenically, and around it are towers and gables, oriels and
dormer windows, towers square, and round, and octagonal. The work is
of various ages, new and old, speaking emphatically of history. A little
balcony overhangs one part. One can easily picture it filled with dames
waving a welcome to incoming knights.

FRIEDLAND, GABLONZ, AND TURNAU. 35

Over the lower central tower door are the coloured modern arms of
Clam-Gallas, and above these the old plaque with the bronze older arms.
Up through this gate we pass, and yet ahead is another arch, and now we
can see the regular columns of basalt supporting the great central building
and tower. The whole castle has been built down in successive ages round
this peaked basalt cone of pillars; its earliest part being perched on the
cone peak. Up through this arch we go on in wonderment to the central
court ; over the round tower is the date 1014. This was the kernel of this
great castle, a round watch-
tower; and from this kernel has
grown this mighty interesting
building. In 1248, Berka von
Duba built the part round this
tower, the date is on the build-
ing, and on the other side is a
little arcade. A part of the
castle was burnt in 1500. For
nearly three hundred years it
was in the possession of the
Bibersteins, then it passed into
the hands of the Lords of
Radern, and in 1622 Albert of
Wallenstein bought it for 150,000
florins, and after his death it
was presented by the Emperor
Ferdinand II. to Count
Mathias  Gallas, whose family
intermarried with the Clams;
and in the hands of the family
of Clam-Gallas it still remains.
The Gallas family also inter-
married with the mighty race of
the Rosenbergs, so that they
possessed great influence.

In a work of this description no attempt will be made to give a
consecutive history of Bohemia and her people; but these old castles
present to us pictures of medixval life, and as we visit other parts of this
mountain-locked land we shall see spots that recall her earlier history, when
Poland’s king was Bohemia’s ruler, or when Bohemia's overlord commanded
a race that still worshipped the old gods and sacrificed on the mountain-
side or in forest's depths. Tradition of these days still exist, and super-
stition still supports strange heathen customs, for as late even as the
fifteenth century Bohemia had heathen for her neighbours on north and

From a drawing) BOHMISCH AICHA. by Walter Crame.

Figure 1.8 lllustrations by Walter Crane from James Baker, Pictures from Bohemia Drawn with Pen and Pencil (London: Religious
Tract Society, 1894) 34-35.
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;%mupnf peagunts -ﬂ-’?ragur‘- on- & Johng-Day -

(From a drawing by Walter Crane,

Figure 1.9 lllustrations by Walter Crane showing the Prague traditional folk costumes from James Baker, Pictures from Bohemia
Drawn with Pen and Pencil (London: Religious Tract Society, 1894) 81.
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SouTH BOHEMIAN COSTUMES.

Figure 1.10 lllustrations by Mikolas Ales showing South Bohemian traditional costumes from James Baker, Pictures from Bohemia
Drawn with Pen and Pencil (London: Religious Tract Society, 1894) 153.
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CYME OUDOIR" FROM A PAINTING BY LUDEX NAROLD

Figure 1.11 Reproduction of Ludék Marold’s The Boudoir in The Studio, no.18 (1900): 66
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Reviews of Recent Publications

1 meane

hadd

which offer linear effects full of or
ing F. X
RAGUE.—We¢ have pleasure in giving
herewith a reproduction of a painting
entitled The Bowdoir, the work of a
Prague artist, Ludek Marold, who de-
serves to be much more widely known
than he is at present.  Bessdes being a colourist of
high order, his work displays quakitics of technique
which arc worthy of the highest commendation,
We hope to have an opportenity of dealing more
fully with this paanter’'s work at some future time.

REVIEWS OF RECENT
PUBLICATIONS.

The AwgloSaxen Rewew. Ldited by Lady
Raxpourn Srexcer Cauncuili. (London and
New Yock: Jobn Lane)—To adventure the pro-
duction of & quarterly review, each copy of which
i% to be sold at the price of cne guincs, roquires a

of spirit and seMyeliance which it is not
given to every editor and publisher to possess.
More than a usual amount of curiosity has, there-
fore, been aroused concerning the appearance of the
first number of this serial, and criticisms upon it
were [recly offered before it made its appearance.
Now, to justly criticise a review even gffer its first
issue is scarcely a possble task, The critic has
yet to bearn something of the editor's reserve
forces, upon the strength of which depends, more
than upon anything clse, the ultimate success of
his wventure. It must be concoded that the
Awglo-Saxen Review begins well, and that fact
at least is a good angury for its futare. It
articles are vaned, it is fincly prmted upon good
paper, and its forwal and murging are all that
could be desired.  The photogravure portraits with
which it 15 illustrated arc interesting buth hstone
ally and arustically, and are cxcellent examples of
that method of reproduction.  The cover is amazng.
Were it hand-tooled, as it has at first sght the
appearance of being, it would be worth at least ten

“7uE OUDOIR ™

66

¥ROM A PAINTING BY LUDER MAROLD

Figure 1.12 Reproduction of Ludék Marold’s The Boudoir in The Studio, no.18
(1900): 66.
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Figure 1.13 Ludék Marold’s poster for the Empire of India Exhibition, 1895.
Reproduced from: Jana Orlikovéa, Ludék Marold 1865-1898, (Praha: Obecni
Dim, 1998) 117.
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WALTER CRANE V
LONDYNE., OKRAJ
POKRYVKY «SMY-
SL{T.«

OIOH NASI DOBY - NAPYAL INARELB (1ADL-

Nase doba, to jsou nase dny, day nadeho viastniho Zivota, Daesek, ne véergjick. Kraticky
ten rozmér Casovy Ze md svij sloh umélecky, svij, jediné svij zplsob umdleckého se vy-
Jadfovani? Zajisté Je ano, v tom smyslu, v jakém kaZzdé pokoleni se nuancuje od phed-
choziho a nasledujiciho. Stavby let padesdtych jsou dojista jiné nedli z let osmdesitych. Ale
o tuto nuanci nejde, Nadesla opravdu doba, kterda md sto, tisic chuti a nesmirné mnoho viile
a odhodlani vydobit, wytvobit si uméni ne pouze v desetilete odchylnosti, nybri v zisadné
rozlinosti od predchoziho. Chee vytvoriti novy sloh, ba plemnozi juX vyhladuji, 2e jiz mdime
sloh na&i doby. Je tomu tak? — Pred dvaceti lety se nikdo snad tho nenadal & proto bylo
modou dosti rozsifenou teskniti a toufiti po novém slohu Truchlomyslnici dobfe citili a vidéli,
ze chvatnym a modovym opakovinim historickych slohd, jich pouhou adaptaci pro nase potkeby
niéeho trvalého se nevykond, VidEli stoleti dochdzeti ku konei a po renesanci pes barok jiz
sahalo se ku opémé berlitee rokoka; dijinny okruh architekivry jsme udychané probehli a jednu
beriu po druhé bud jako nemodni, nebo zlomenou, nebo nestafujici odhagovali, Sylvestr
stoleti byl nedaleko a nase hrdé, tolika vymoZenostmi se honosici stoleti, 2dinlivé se na poli
uméleckém Sinulo k brandm Nirvany. Ze architektonicky historismus, ktery jsme provadés, je sice
karakteristick§ pro nadi dobu, nedalo se uphiti, 3e
ale neni rovnocennym slohem s gotikou nebn re-
nesanci & antikou, o tom nikdo nepachyboval,

A piece z téhok tibora, odkud zaznivala kdysi
touZnd Ikdni po nééem opravdu a od kofene novém,
vystupuji nyni protesty proti viemu, co se chee
na viastni nohy stavdti a bez chid a pomocnych
berli v pred kriteti. Vyvolavaji se pravdy do svéta,
JjakoZe novy sloh nikdo apriorné nenis to vytvofiti,
ten Ze se rodi bezdiky jen sdm sebou, juko se
rodi & zraje Sfavnaté ovoce na stromé, nebo varuj
pred novymi proudy ve jménu nirodnosti a mist-
niho viastenectvi V obojim maji pravdu.

Jedté se nestalo & dofista také nikdy nestane, aby
jediny Slovik, jeding uméles kdy si byl usmyslil:
ted vynaleznu novy sloh a udinil tak, Opat Suger
neni vyndlezcem gotiky a Bruneleschi neni vyad-
lezcem renesance. Sloh t¥chto architektonik neni
majetkem jednotlivee, nybri umdleckym vyra
epochy, zvlastd, osobité organisované doby, C

WILLIAM MORRIS
— VAZBA. =

Figure 1.14: A page from Volné Sméry showing a detail from Walter Crane’s
textile cover and William Morris’ bookbinding as illustrations to K.B. Madl’s
article “The Style of our Era”.

K. B. Madl. “The Style of Our Era.” Volné Sméry IV, no. 6 (1900): 155.
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WILLIAM MORRIS § V HAMMER
SMITHU A E. BURNE-JONES ¢+ V
LONDYNE: «FLORA,« CALOUN,

NAVRH Z ROKU 1886

Figure 1.15: A page from Volné Sméry showing William Morris’ and Edward
Burne-Jones’ tapestry “Flora” from 1886 as an illustration to K.B. Madl’s article
“The Style of our Era”.

K. B. Madl. “The Style of Our Era.” Volné Sméry IV, no. 6 (1900): 154.
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Figure 1.16: A page from Volné Sméry showing interiors by M. H. Baillie-Scott
in Douglas as illustrations to K.B. MadlI’s article “The Style of our Era”.
K. B. Madl. “The Style of Our Era.” VoIné Sméry IV, no. 6 (1900): 156.
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Figure 1.17: A page from Volné Sméry showing interiors by M. H. Baillie-Scott in Douglas as illustrations to K.B. Madl’s article “The
Style of our Era”. K. B. Madl. “The Style of Our Era.” Volné Sméry 1V, no. 6 (1900): 15
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e v Anglii nebo ve Vidni zrodilo, co

z Italic ncbo Francie phslo, dojista
neni & nebylo Seskym u nds ndrodnim
a autochtonim. My jsme arci Zidného slohu
nevynalezli, ale proto prece mime svoje
uméni, joko je maji Flimové nebo Spanélé,
Dali jsme vidy novym smérim uméle-
ckym svoje pribarveni, $voji nuanci, ten-
krite, kdy? jsme byli k tomu ndrodné a
umélecky dosti silai. ProhlaSuje se dale,
¥e je samovrazdou nebo aspofi anarchii,
vzdavaji-li se novi architekti samovolné
a zaslepené viech uméleckych a techni-
ckych vymoienosti pfedchozich, Ze je &i-
r¥m nesmyslem, ignorujeli kdo staré formy
a domnivali se, Z¢ je s to na jejich misto po-
staviti nové a nebyvalé, Jenom Ee ti, kdo tak
do svéta vylikuji, patead kilvdi pritomnosti
i minulosti. Nikdo z novych, anina nejra-
dikaln&jsim kfidle, neopovrhuje starym umé-
feckym didictvim, naopak viude od ného
vychizeji, viude je maji za vychodni ziklad
svého viastniho tvoreni. Pouze opakovateli,
nevolngmi nipodobiteli nechi¥ji vice byti
a 2iji a pracuji v domnéni a presvidéen:,
ie vskutku nadedla doba, kdy je zase je-
dnou slusno a nutno tvofit a ne kombi-
novat a wypoditivat variace a permutace.
Jest ale moZay novy sloh? Sloh neby-
valy, origindlni, kter§ by byl uméleckon
peteti zeela nového naieho obdobi? Kdoi
to vi? Snad ano, moind Je ne. To se ne-
ukiZe drive, dokud nenadejde doba vzdi-
lendjdi, moZnost velkého prehledu. Jisto je,

¥e origindlni slohy jsou vzdcn¥i& neili jak HARRISON C. TOWNSEND
se bEEnE ud a vyklidd. Za posledni dvé V LONDYNE. OBRAZARNA
tisicileti nevytvofilo si lidstve Jich vice VE WHITECHAPELU, LON-
nekli jeden jediny, a to je gotike. A trvalo DYN.

to plnych dvandct set let, neZli sc svét kie-
sfangky tuk ndbolensky a socialné zor-
ganisoval, aby se mohl 2baviti vielikych pout a reminiscenci antiky a byl s to mluvitl pouze
svoji uméleckou Fedi o konstrukei a dekoraci. Nejsouf arci ani elementdrni preky gotiky jeiim
vyhradnym vlastnictvim. Pldorys a prifez cheimu vychdzi od basiliky, konstrukce klenby je
starobyly odkaz jako sloup, ale novy duch je prostupuje, pfeménuje, novym etickym a tva-
rovym ideim podmafiuje, Horizontalismus je prekonan a akantus vyplen. Nové konstruktivni
momenty pFivodily novou miuve formdlni a dekoraini a novd wvegetace v nové upravd roz-
kvetla po nadherné stavbé domu.

Nova zaplava antiky, tyranskd nadvlida jeii prisla po gotice a trvd dosud.  Zije ve viech
odstinech renesance a% po rokoko; v patnictém véku poal novy historismus a trva aZ do
dnes. Proti nému se zvedl boj. Proti opakovéni a ndpodobeni vyvstala suaha po plivodnosti
myilenky, slova a Fedi. Jsme v samych poditcich a proto jsou boje a pltky trpké a urputné,
ponévadz vedle sebe Ziji a pracuji dv& pokoleni: jedno vyrostlé v zisadich akademickych,
# jednou uznanou slohovou krasu dlulno ndpodobit, mam-li co stejné krasného podat,
a druhé revoluciondfské, presvidlené o tom, Ze neni jediné krisy, ano ¥e jsou nové krdsy
molné a Ze je tfeba, ba povinnosti muZl silnych vydat se je hledat. Snad pfi tom lecktery
zblowdi, snad jiny stieli mimo cil, ale lépe Ze je a dOstojnéjEi o nové se pokusiti, neili sf
pohodiné opakovati, Z¢ mi v&tsi cenu i ne zcela zdafené dilo samostatnosti, nelli nejskvlg

159

Figure 1.18: A page from Volné Sméry showing the Whitechapel Gallery in
London by H.C. Townsend as an illustration to K.B. Madl’s article “The Style of
our Era”.

K. B. Madl. “The Style of Our Era.” Volné Sméry IV, no. 6 (1900): 159.
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THE NEW WHITECHAPEL
ART GALLERY. DESIGNED
BY C. HARRISON TOWNSEND

Figure 1.19: Harrison C. Townsend: Plan for the Whitechapel Art gallery, a full-
page illustration from The Studio 16 (1899): 197, which was reproduced in
Volné Sméry IV, no. 6 (1900): 159.
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Figure 1.20: The first two pages from the Czech translation of Walter Crane’s
obituary of William Morris published in Rozhledy VI, no. 4 (1896): 161-2.
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Figure 1.21: The translation of the twelfth chapter of Walter Crane’s book “The
Claims of Decorative Art” in Rozhledy VI, no.7 (1897): 289-292.
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Burne-Jones.

Slavny malif anglicky, druhy veliky z praerafaelitii, kfisitel mrtvych
krds, nepickonatelny tviirce mythologickych vidin, melancholicky pévec
linii, uméleckd duse s nejposvitnéjdimi inspiracemi, zahrouZend do Zirnych,
delikdtnich a truchlivych snii uprostfed kramiiské Anglie, Burne-jJones,
odesel dne 17. ervna z tohoto svita. Zemiel v témi domé v Zd-
padniml\cnungtonéul»ndy‘m. v némi pied vice nei stoletim
romanopisec Richardson. Umrti jeho je jednim z onéch viditelnych akti,
jimiZ se uzavird ten dileZity, slavny, é&tyfi desetileti uméleckého vyvoje “
obepinajici a pro celou Evropu XIX. stoleti tak karakteristicky zjev, jeni 1
slove praerafaelism. Burne Jones ,almlto jeden z pfednidl yeho no-
siteld vymykd se proto uZlim hlediskim malifského jeho
dilo je veliky zjev kulturné-psychologicky a chee b)*t proto piededlm
z téchto hledisek vysvétleno, je malifem literdrnim, malifem - poetou
jako snad Zidny druhy — diivodi dosti, aby smél i ten, kdo se za-
byvd jinak jen umélci péra, promluviti o tomto velikém poetovi linie

Bnme—jones byl no,tvoﬁvé]!i duch Skoly praerataclitské ; tim je uréeno

BURNE-JONES. 15

setti. Ale vyspél tak vy-
soko, Ze se stal konge-
nidlnim mistru svému, ba
Ze jej i pfedéil bohatstvim
své obraznosti. V letech
sedmdesdatych, kdy hvézda
Rosettiho hasla u, strd-
vend vlastnim svym cho-
robné¢ horeénym Zirem,
svitila Burne-Jonesova te-
prv v nejohnivéjiim lesku
a svitila tak aZ do konce,
nejzafivej§ z celé té ple-
jady, kterou roziehl prae-
rafaelism na obloze An-
glie, kdyZ po parnych bo-
jich v letech Sedesdtych
na celé &ife zvitézil. Jmé-
no jeho bylo vyslovovino
s posvitnou zboZnosti v
uméleckych cirkvich ses-
thétli« a vyznam jeho stal
se evropskym, kdyZ vie-
obecny vyvoj uméni dal
p za pravdu
a vyvolal po celé Evropé

oA
braznosti a subtilnfho ci-
ténf, s nimiz pfisi prvf
véitcové praerafaelismu
diive jesté neili natura-
lism byl formulovin a
vysloven. Teprv dnesni
generace dovede oceniti
vznefenou krdsu toho bo-
je, jejz ohldsili uz pfed vice
neZ étyficeti lety praera-
faelit¢ bezduchym kon-
vencim a svému neumé-
leckému anglickému pro-
stfedi. Burne-Jones zfistd-
val zde jako jediny ve-
liky Zivouci z onéch let
slavnych zdpasi a na
jeho hlavu sneslo se

Figure 1.22: Obituary of Burne-Jones in Rozhledy with reproduction of The
Golden Stairs (1880).

FrantiSek Vaclav Krejci. “Burne-Jones.” Rozhledy VIII, no 1 (1898):13, 15.
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J. PREISLER.

OHN RUSKIN. Povistni Einski zed literarni, kterou nafe mila Ceskd viasf byvala

otodena, pry ui byla zbofena — tvrdil neddvno kdosi. Dovolujeme si zdvofile o tom po-
chybovat, nebo nl’J\Vﬂ pfipoudtime, e b)la zhofena jen na hranicich k nékterym narodiim,
k. p. francouzskému. Ze viak v piné své slité a dikladné vysparované solidnosti trvda dal,
theba naproti kultufe anglické, toho ani ne_lnhnnejsl' sebechvila neodCini. Jakd to asi Uouﬂkn
2di Cinské mezi Anhlu s (uh). kdyz prvni zprivy o muii takového vyzoamu, jako je John
Ruskin, nesméle zadinaji k¥ nam dolehat v kusm.h strankdch po padesati letech veliké, slavné
4 hluboké jeho Cinnosti! A Ruskin neni jeding, o temZ do vierejika & dokonce do dnefka dobii
Cechitkové nem®li ani tudeni! Jakd Fada velkych lidi je v ‘\ngln poslednich padesati let —

bisnikil, filosoft, malifd, sochafli, publicisti —, jejichi jmena u nds vilbec jedsE ani nenalezaji
ozvuku v mysli &tendfové! Je primo stradidelné, Ze eanglicka knihovnae u nis zacala ame-
rickym literarnim panacou Markem Twainem Cinskd vEZ jeStE il okolo Cech do kolika-

patrové vySe a mnoho JElnikd pilnych bude zapotiebi, mnoho motyk a skhipajicich koleSek,
nez ji rozvezeme!

Smrt &lovéka byva silnym impulsem, aby se znimost o jeho préci Zivotni rozdifila takika
v tvdnu. Tak i smrt osmdesatiletcho kmeta anglického roznese jmeno jeho u jakous takous pred-
stavie o jeho usili plivEkovém wvic a &F nei phiveku jeho Zivota. Podivuhodny viiv s
jei zahajuje v d¥indch myslenky a myslitelfi zpravidla novou bohatsi kapitolu! “é

50

Figure 1.23: A page from Volné Sméry showing the start of Gustav Jaro§’s
obituary of John Ruskin, with illustration by Jan Preisler.
Gammal/ Gustav Jaros, “John Ruskin”, Volné Sméry IV, no. 3 (1900): 89.
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J. PREISLER.

) ;
= \)3“- ;’;\,'.

" 3;1 "
WATN 2T

WA ¥

151

sy 3

Figure 1.24: Detail of Jan Preisler’s illustration in Volné Sméry for Gustav Jaro$’s obituary of John Ruskin.
Gamma/ Gustav Jaros, “John Ruskin”, Volné Sméry 1V, no. 3 (1900): 89.
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Chapter 2 — Reinventing the Pre-Raphaelites

DER ENGLISCHE STIL.

~

Indessen war ein thatiger Kanstler ein bischen unge-
duldLIg !cvofdm und rief aus: ,,Was englisch, was oster-

n einer Runde von Wiener Kunstlern und Kunstf
Idzn wurde neulich Gber den englischen Stil discutiert,
Wie sollen wir uns zu den Bemohungen des Hofraths
Scala verhalten? In ciner recht lebendigen, ja bald leiden-
schaftlichen Weise gieng das Gesprach hin und her. Wir
wollen versuchen, in ein paar Satzen die Meinungen an-
zugeben, die dabei laut geworden sind, Wie man schen
wird, wollen ja eigentlich alle dasselbe; es strebt ihm nur
jeder auf seine Art nach, Man begann damit, dem Hofrath
Sulu gen die Tapezierer recht zu geben. Es sei eine
at, dass er die Herrschaft der paar grossen Tape-
:Imr gebrochen habe, Gegen sie masse man auf seiner
Scite sein, Die Frage sei nur, ob uns viel geholfen werde,
wenn unsere Handwerker nun anfangen, englische und
amerikanische Mobe!l zu copieren, also doch noch immer
nicht aufho wieder zu copi
Ein Fanatiker far den tn(uuhcn Slll uhlldme nun,
wie dieser mit seiner g die g
Kenntnis des Materials verlangend und mit der feinsten
Pricision das Bedarfnis befriedigend, die beste Schule sei;
durch ihn warden wir erst wieder richtige Handwerker
bekommen, und es sei der Handwerker, nicht der Kanst-
ler, der die Hauskunst ausaben solle. Diese Bemerkung
wird mit Unwillen aufgenommen. Man mag das ,,Hand-
werker oder Konstler' nicht gelten lassen, sondern ,,Hand.
werker und Kunstler', Jeder Kanstler mGsse auch ein gutes
Stuck Handwerker sein, jeder Handwerker soll zum Kanst-
ler erzogen werden.
dcn m[lhd\cn lelka crlwb ll:h cin (m:r"

1ohi

! Da‘f:‘n:t‘l‘c‘r us'uhc. was ihm pﬁlﬂm& mul‘u
€5 30, wic ¢s u 9 — du
sollst englisch sein, du sollst Mtu:c"k{l«h sein — ist das
Verderben der Kanstler. Far den Kanstler gibt es kein:
Du sollst das! Er kann nicht schaffen, was er soll; es drangt
ihn, zu schaffen, was er muss, nach seiner Natur muss.
Man lasse mich doch hen, was ich finde! Man
lasse mich doch bauen, wie es nach meinem Gefah! schon
ist! Man lasse mich nach meinem inneren Gebote bauen!
Das ist unser Unglick, dass wir das nicht darfen, dass der
Architekt gehindert wird, seiner Schonheit zu gehorchen,
dass wir ,auf Bestellung® schaffen sollen! Solange die
Maler beim Malen gefragt haben, was dem Publicum ge-
lAllt. haben dc schlecht gemalt, Kanstler sind sic erst ge-

, als f; haben, so tu malen, wic es
ihnen selbst gdllll. aus ihrem Drange heraus, ohne nach
dem Publicum zu fragen. Dann hat das Publicum auf cin-
mal nach ihnen gefragt. Solange die Architekten beim
Bauen fragen massen, wic es das Publicum haben will,
werden wir nichts leisten. Dass wir uns commandieren
lassen sollen, ist unser Unglick, ob es jetzt zur, deutschen
Renaissance* oder zum englischen oder zu einem Oster-
reichischen Stil ist. Wir wollen nicht commandiert wer-
ie:.“Wl’ wollen jeder nach seinem individuellen Stile

al ¢n.“

gen, wie
sich dcnndu mit dem Bedarfni
konne, das doch auch seinen Gmhmuk habe und nicht
nulrbcn wolle: ,Ich will doch in meiner Wohnung

lkhﬂ“ﬂ. i

auch hlncn ;nglhchcn Sﬁl. beide ugu\ uns nichts, son-
dern einen Stil Im Wohnen, der unserem Dialect im
Reden, Musi Tanzen hen warde,
cinen Om"dd\luhmsullwu soll der sein? Der Schwir-
mer gibt zu, das nicht zu wissen, nur zu fuhlen; es lasse
sich etwa durch dic Worte Mozart, Grillparzer, Kahlen-
berg, Prater und Walzer umschreiben.

In meiner Wohnung, das heisst, sic soll so sein,
wie ich es als schon em . Sie aber, Herr Architekt,
wollen nur etwas schaffen, das Sie als schon empfinden.
Das wird dann eben Ihre Wohnung sein. Wenn Sie mir
aber statt meiner Wohnung lhre Wohnung geben, so werde
ich nicht zubdcdcn sein.*

Der A lici wDann gehoren wir zwei
cben nicht zusammen, wenn du. was ich als schon em-

Figure 2.1: H. Bahr: “Der Englishe Stil”, Ver Sacrum no. 7 (1898): 3.
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Figure 2.2: Short obituary of Edward Burne-Jones, Ver Sacrum no. 8, (August
1898): 1.
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Figure 2.3: The cover of Ela’s memoirs with a portrait of her by Max Svabinsky.
Ela Svabinska: Vzpominky z mladi (Praha: SNKLU, 1962)
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Figure 2.4: Dante Gabriel Rossetti, The Blessed Damozel. 1871-1878, oil on

canvas, 136.8 x 96.5 cm

Harvard Art Museum, USA.
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Figure 2.5: Edward Burne-Jones, The Beguiling of Merlin (Merlin and Vivien),
1874-1877, oil on canvas. 186 x 111 cm, Lady Lever Art Gallery, Wirral.
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Figure 2.6: Photograph of Ela, her parents and Max enjoying refreshments during the summer of 1897 in the family cottage in Kozlov.
Reproduced from Ela Svabinska: Vzpominky z mladi (Praha: SNKLU, 1962) fig 6.
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Figure 2.7: Photograph of Max painting near the cottage during one of the
summers in Kozlov around 1897. Reproduced from Ela Svabinska: Vzpominky
z mladi (Praha: SNKLU, 1962) fig 9.
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Figure 2.8: Photograph of Ela posing in the garden at the family cottage in Kozlov in 1897. Reproduced from Ela Svabinska:
Vzpominky z mladi (Praha: SNKLU, 1962) fig 7.
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Portfoive.)

Rosserre: “Eccx Awertia Dosmine™

Uty perminsion of Messrs. T. Aguew & Soms, the owners of the copyright)

576 MODERN PAINTING

the vibrating delicacy
of his distempered,
secthing imagination
that he was able to
give himself a de-
ceptive  appearance
of being a primitive
artist.  The creative

Povtfelio.] G, W Rhwad w.

Rosserri: “ Beara Bearmx.” minded  study of
(By permission of Mr. F. Hollver, the osner af the copyright.)
there is the d and emt of the Q
ad breaking into bl and an emb full
of charm—a romanticism which cherished the yearning for repose
in the childlike and innocent Middle Ages, and clothed it with
all the attractions of mysticism. Holman Hunt, Madox Brown,
and Millais were realists in their drawing, men who wanted to
represent objects with all possible accuracy, to be faithful in
rendering the finest fibre of a petal and every thread in a fabric.
Rossetti's picture was a symphonic ode in pig and he
himself was one of the carliest of the modern lyricists of colour,
This distinction became wider and wider with the course of

time, and as carly as 1858 he found himself deserted by his
carlier comrades. Madox Brown, Holman Hunt, and especially
Millais, in their further development, tended more and more to
become Naturalists, and were finally led to completely realistic

“ Moxxa
By pormission of Mr. W. M. Rosseti

Rosserny Rosa”

Figure 2.9: Reproductions of Rossetti’s paintings in Richard Muther's The History of Modern Painting from 1895, showing paintings
modelled by Elizabeth Siddall next to those modelled later by Alexa Wilding. Reproduced from Richard Muther: History of Modern
Painting (Henry & Co) 1896, Chapter XLVII England. 573, 576, 577.

54



Figure 2.10: Max Svabinsky, Paradisea Apoda, 1901, charcoal on paper, 72 x
50 cm, East Bohemian Gallery in Pardubice (Czech Republic)




Figure 2.11: Dante Gabriel Rossetti, Beata Beatrix, 1864—-1870, oil on canvas,
86.4 cm x 66 cm, Tate Britain, London
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Figure 2.12: Dante Gabriel Rossetti, Proserpina, 1880, coloured chalks on
paper, 120 x 56 cm. Tate Britain, London.
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Figure 2.13: Max Svabinsky, Confluence of Souls, oil on canvas on cardboard,
68 x 46 cm, 1896, National Gallery in Prague, Czechia.
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Figure 2.14: Max Svabinsky, Communion of Souls, 1896, ink drawing, National
Gallery in Prague, Czech Republic.
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Figure 2.15: Max Svabinsky, Study for Communion of Souls, published in
Volné Sméry VIl (1898): 326.
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Figure 2.16: Edvard Munch, Love and Pain (Vampire), 1895, oil on canvas, 101 x 91 cm. Munch Museum, Oslo, Norway.
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Figure 2.17: Edward Burne-Jones, Love Among the Ruins. c. 1873. Watercolour, bodycolour and gum Arabic on paper, 96.5 x 152.4
cm, private collection. Photo © Christie’s Images / Bridgeman Images.
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Figure 2.18: Max Svabinsky, Joy, Joy,
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Figure 2.19: Max Svabinsky, Joy, Joy — Study of Lovers, charcoal sketch on
paper, 1898.
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572 MODERN PAINTING

A direct line passes
from Blake through David
Scott to Dante Gabriel
Rossettt. ~ How  highly

Rossetti honoured Blake
may be gathered from the
sonnet which he wrote
upon this strange mystic,
as well as from other |
sources. With the works
of David Scott he be-

came familiar through his
friendship with that artist's
brother, William Bell Scott.
And under the influence

- o phnse.
Rossermi: Tue T‘m.l-rw: 710 “Tue EarLy Although RM‘
Irauiax Poers,” the soul of the e

(By permission of the Publishers.)

whose temperament was even then essentially different
that of his comrades Millais and Hunt, who. founded
Brotherhood with him in 1848. Even the two works which
exhibited with them in 1849 and 1850 make one feel the
chasm which lay between him and them. In the former
when Hunt was represented by his “Rienzi,” and Millais by
“Lorenzo and Isabella,” Rossetti produced his * Girlhi
Mary Virgin.” In the following, when Hunt painted “Th
Converted British Family sheltering a Christian Missionary
Millais “The Child Jesus in the Workshop of Joseph the
penter,” Rossetti came forward with his “Ecce Ancilla Dor
“The Girlhood of Mary Virgin” was a little plcturc of a
simplicity and ascetic ch 3 it was i
drawing, and possessed a certain arclmc bloom. The Vlrgm,

Portfolio.)
(By permission of Messrs. T. Agnew & Soms, the owners of the copyright)

Rosserri: “Ecce Axcitia Dowint,”

Figure 2.20: The spread of pages 572 - 573 from Richard Muther’s The History of Modern Painting, (Henry & Co, London, 1896)
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Figure 2.21: The spread of pages 470 - 471 from Richard Muther’s Geschichte der Malerei im XIX Jahrhundert, (MUinchen: G. Hirth,
1893)
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Figure 2.22: Dante Gabriel Rossetti, Ecce Ancilla Domini,1850, oil on canvas.
73 x 41.9 cm. Tate Britain, London.
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EAR{Y ITﬁiU\N POETS
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Figure 2.23: Dante Gabriel Rossetti, Study for titlepage of The Early Italian
Poets, 1861. Pen and black ink over graphite on heavy cream wove paper. 15.3
x 9.7 cm. Museum of Fine Arts, Boston.
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Figure 2.24: Jan Preisler, The Kiss, 1895, oil on canvas, 32 x 35cm, National Gallery in Prague, Czech Republic.
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Figure 2.25: The spread of pages 514 - 515 from Richard Muther’s Geschichte der Malerei im XIX Jahrhundert, (Minchen: G. Hirth,
1893)
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Figure 2.26: The George Frederick Watts, Endymion, 1872, oil on canvas, 65 x 52 cm, private collection.
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Figure 2.27: George Frederick Watts, Endymion, 1872, oil on canvas, Watts Gallery Trust.
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Figure 2.28: George Frederick Watts, Orpheus and Eurydice, 1869, oil on
canvas. 71.8 x 48.1 cm, Aberdeen Art Gallery and Museums.
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Figure 2.29: Max Svabinsky, Joy, Joy — Study of Lovers, 1898, charcoal on
paper, 68 x 56 cm. National Gallery Prague (K 42911).
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Pageant.) Swan photo s
Warrs: “Paoro axp Fraxcesca.”

0 (By permission of the Artist.)

1 " VOL. 111 41
|

Figure 2.30: Reproduction of George Frederic Watts, Paolo and Francesca
(1872-75) in Richard Muther, The History of Modern Painting, (London, 1895-6)
633.
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Figure 2.31: George Frederic Watts, Paolo and Francesca, 1872-75, oil on
canvas, 52.4 x 129.5 cm, Watts Gallery — Artists’ Village.
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Figure 2.32: Dante Gabriel Rossetti, Paolo and Fracesca di Rimini, 1855, watercolour on paper, 25.4 x 44.9 cm, Tate, London.
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18 Z0FIE POHORECKA-SEBKOVA: DANTE GABRIEL ROSSETTI.

teprve své pravé prostiedi, a zde uzrdvd a Uménim projevuje se, co je
v dusich jejich nejsilnéj$iho a nejkrdsnéjsiho. Rossetti, tento Anglican
s italskou krvi, je pravym typem tohoto splyvdni a dopliovdni se Anglie
s Italif.

Dekadence, symbolism, mystika, novokfestanstvi a visiondistvi —-
stavy, pro které literatura nalézala vyraz teprve v poslednich létech,
praeformoviny jsou v Rossettim. Byl jednim z prvych brati{ Baudelaira
a Edgara Poea. Typ organismu smysiné nervového a pfi tom vysoce
intelektuelniho, povahy pathologické s mudenickou korunou velké sZiravé
vainé. Jeden z nejictyhodnéjdich hrdin a mudennikil, ryzi, nad viavu

kramdfského stoleti povznesené umélecké ideje.

Zofie Pohoreckd-Sebkova.

DANTE GABRIEL ROSSETTI:

ZESNULA PANNA.

(THE BLESSED DAMOZEL,)

Zesnuld pana hledéla

pfes miiZ nebeskych cest;

v svych oéich méla vétsi hloub,
nez v stichlych tiinich jest,

v ruce tfi méla lilie,

ve vlasech sedm hvézd.

Sat splyvavy ji nezdobil
umélych kvétin jas,

jen bild rbZe, Maria

jiz dala ji z svych krds.
Vlas, jenZ ji padal na rdmé,
byl Zlut jak zraly klas.

Zde v kruhu boZich choristek
den sotva byla jen.

A tichy pohled jeji byl

jesté tak udiven,

aé tém, jeZ v svété nechala,
let deset byl ten den.

(Viak jednomu jak rokli sto.
— — Zde privé v moji lic
vlas jeji padd - zdd se mi...
Ji objimiém — — V3ak: nic. ..
Podzim — to listi spaddvd. —
Rok zmird vic a vic.)

Na ndspu domu boziho

to stala v chvili té,

jejz Bih vystavél nad hloubky
ve Prostor rozlité,

tak vysoko, Ze slunce zfit

div mohla s vyse té.

Ten ndsep v nebi pfes mofe
éthern tvofi most.

A pod nim piiliv — odliv dne
svych ZarQl stiidd skvost,

a zemé hluk, jak bzukot jen
se vzndsi ve vysost.

Kol panny Stastni milenci
zde setkavie se zas,

svou Véénou Lidsku chvalili,
sva jména divnych kris.

A duSe kol ni k Bohu &ly,
jak malych svitel jas.

A ona jen se sklinéla,
nedbala kouzel téch,
aZ zdbradli se zahfdlo
ji fader na kvétech,

" a v spjatych rukou leZely

lilje jak v téikych snech.

Figure 2.33: A page from Rozhledy showing an article on Dante Gabrie Rosetti
by Zofie Pohorecka —Sebkova, featuring a translation of Rossetti’'s poem “The
Blessed Damozel”.

Zofie Pohorecka —Sebkova, “Dante Gabriel Rossetti”, Rozhledy IX, no 1 (1899):
14-20.
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Figure 2.34: Detail from Dante Gabriel Rossetti, The Blessed Damozel. 1871-1878. Oil on canvas. 136.8 x 96.5 cm. Harvard Art
Museum, USA. 1943.202.
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Figure 2.35: Max Svabinsky, The Poor Region, 1900, oil on canvas, 179 x 246 cm, National Gallery in Prague, Czechia.
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Figure 2.36: John Everett Millais, The Blind Girl, 1856, oil on canvas.
83 x 62 cm, Birmingham Museum & Art Gallery.
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Figure 2.37: Reproduction of Edward Burne-Jones’ painting King Cophetua and
the Beggar Maid in Richard Muther’s Geschichte der Malerei im XIX
Jahrhundert, (MUnchen: G. Hirth, 1893) 487.
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Figure 2.38: Edward Burne-Jones, King Cophetua and the Beggar Maid,1884,
oil on panel, 293.4 x 135.9 cm, Tate Britain, London.
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Figure 2.39: Jules Bastien-Lepage, Haymaking (Les Foins), 1877, oil on canvas, 195 x 160 cm, Musée d'Orsay, Paris. © RMN
(Musée d'Orsay) / Hervé Lewandowski
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Figure 2.40: A reproduction of Jules Bastien-Lepage, Haymaking (Les Foins)
1877, in Richard Muther, Geschichte der Malerei im XIX Jahrhundert,
(MUnchen: G. Hirth, 1893) 12.
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VER SACRUM.

Figure 2.41: Photograph ‘Grijetje and Tryntje’

== AUS DEM WIENER CAMERA-CLUB. =

i

H
oy
i

j

by Heinrich Kuhn, Ver Sacrum no. 7 (July 1898): 31
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Figure 2.42: Harald Slott-Mgller, Spring, 1896, oil on panel, 120 x 93 cm, Den
Hirschsprungske Samling.
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Figure 2.43: Max Svabinsky, By the Loom, 1903, iithograph on paper, 56.2 x 67.3 cm, Moravian Gallery, Brno, Czech Republic.
Inv.no. C4079.
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‘““THE MANES” EXHIBITION, PRAGUE GALLERIES ARRANGED BY JAN KOTERA

Figure 2.44: Max Svabinsky, By the Loom, 1900. Reproduced from Ela’s memoirs where the technique is described as ‘drawing with
a brush’. Svabinska, Vzpominky, fig 59; 356. A photograph (right) of the painting was featured in The Studio no. 131 (1904): 85.
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Figure 2.45: Edward Burne-Jones, Caricature of William Morris giving a Lecture

on Weaving, 1888, graphite on embossed notepaper, 22.9 x 17.5 cm, William
Morris Gallery, London

90



Figure 2.46: Edward Burne-Jones, The Garden Court (from the Briar Rose series) ,1894, oil on canvas, 126.3 cm x 237.4 cm. Bristol
Museum & Art Gallery.




Figure 2.47: Edward Burne-Jones, Briar Rose series, sketch for The Garden Court, 1872, pencil and watercolour, heightened with
white gouache on paper, Cleveland Museum.
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Figure 2.48: Alexander Gow and Co., General Union of Associations of Loom
Overlookers’ emblem (detail) ¢ 1980, chromolithograph, 53.5 x 41.5 cm.
Reproduced from Kristina Huneault, Difficult Subjects, Working Women and
Visual Culture, Britain 1880 — 1914 (Ashgate, 2002) 171.
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Figure 2.49: Central panel of the Blackburn and District Weavers’, Winders’ and Warpers’ Association banner, 1901-2, painted silk.
Reproduced from Kristina Huneault, Difficult Subjects, Working Women and Visual Culture, Britain 1880 — 1914 (Ashgate, 2002) 164.
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Figure 2.50: Photograph from Naprstek’s original Industrial Museum display showing technological inventions for housework made by

the Czech engineer FrantiSek Kfizik, 1888. Reproduced from Ondrej Crhak, “Dekolonizace a Naprstkovo Muzeum®, Vesmir 102/ 112,
(02/ 2023).
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Figure 2.51: Dante Gabriel Rossetti, Dante’s Dream at the Time of the Death of Beatrice, 1869-71, oil on canvas, 216 x 312.4 cm.
Walker Art Gallery, Liverpool.
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Figure 2.52: Dante Gabriel Rossetti, Dante’s Dream at the Time of the Death of
Beatrice (1869-71) reproduced in Richard Muther's Geschichte der Malerei im
XIX Jahrhundert, (MUnchen: G. Hirth, 1893) 474.
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Figure 2.53: Jan Preisler, Easter, 1895, charcoal on paper, 54,5 x 16,5 cm, 54,5 x 43,0 cm, 54,5 x 16,5 cm, Olomouc Museum of Art,
Czechia.

98



Figure 2.54: Jan Preisler, Easter, central panel, 1895, charcoal on paper, 54,5
X 43 cm, Olomouc Museum of Art, Czechia.
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Figure 2.55: Jan Preisler, Easter, left panel, 1895, charcoal on paper, 54,5 x
16,5 cm, Olomouc Museum of Art, Czechia.
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Figure 2.56: Dante Gabriel Rossetti, La Ghirlandata, 1873, oil on canvas, 124 x
85 cm, Guildhall Art Gallery, London.
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Figure 2.57: Dante Gabriel Rossetti, The Beloved, 1865, oil on canvas, 82.5 x
76.2 cm, Tate Britain, London.
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Figure 2.58: Edward Burne-Jones, The Golden Stairs, 1880, oil on canvas,
116.8 x 269.2 cm, Tate Britain, London.
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Figure 2.59: Edward Burne-Jones, The Golden Stairs, 1880 reproduced in
Richard Muther, Geschichte der Malerei im XIX Jahrhundert, (Minchen: G.
Hirth, 1893) 498.
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Figure 2.60. Pierre Puvis de Chavannes, Prodigal Son, 1879, oil on wood, 130
x 96 cm. Emil Bihrle Collection, Zurich, Switzerland.
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Figure 2.61. John Brett, The Stonebreaker, 1858, oil on canvas, 51.3 x 68.5 cm, Walker Art Gallery, Liverpool.
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Figure 2.62. Jan Preisler, Wind and Breeze, 1896, charcoal drawing, 40 x 54 cm, National Gallery in Prague, Czechia.
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Figure 2.63. Jan Preisler, Wind and Breeze, left panel, 1896, charcoal on paper, 40 x 54 cm, National Gallery in Prague, Czechia.
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Figure 2.64. Jan Preisler, Wind and Breeze, central panel, 1896, charcoal on paper, National Gallery in Prague, Czechia.
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Figure 2.65. Jan Preisler, Wind and Breeze, right panel, 1896, charcoal on paper, National Gallery in Prague, Czechia.
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Figure 2.66. Gabriel Guay, Poem of the Woods, 1889, reproduced from Bram Dijkstra, Idols of Perversity, (1989) 99.
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Figure 2.67. Alfred Hacker, Leaf drift, 1902, reproduced from Bram Dijkstra, ldols of Perversity, (1989) 100.
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Figure 2.68. Alfred Hacker,The Cloud, 1901- 02, Cartwright Hall Museum and Art Gallery
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Figure 2.69. Jan Preisler, A study for the cycle About an Adventurous Knight, 1897-1998, oil on canvas, 87 x 115cm, West-Bohemian
Gallery in Plzen. Reproduced from Jan Preisler (Obecni Dim, 2003) 46.
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Figure 2.70. Jan Preisler, A study for the cycle About an Adventurous Knight,
1897-1998, dry pastel, 45 x 37.5 cm, West-Bohemian Gallery in Plzen.
Reproduced from Jan Preisler (Obecni Dum, 2003) 47.
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Figure 2.71. Jan Preisler, Studies for the cycle About an Adventurous Knight, 1897-1998. 6 x oil on canvas, 26.5 x 13.5cm; 26.5 x 5.5
cm; 26.5 x 26 cm; 26.5 x 26cm; 26.5 x 13.5cm. National Gallery in Prague, Czechia.
Reproduced from Jan Preisler (Obecni Dum, 2003) 43.
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Figure 2.72. Georges Antoine Rochegrosse, Le Chevalier aux Fleurs, 1894, oil on canvas, 2.3 x 3.7 m, Musée d'Orsay, Paris
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Figure 2.73. Jan Preisler, Study for the cycle About an Adventurous Knight, 1897-1898. Charcoal on paper, 38.5 x 70 cm, National
Gallery in Prague, Czechia.
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J. PREISLER.

OHN RUSKIN. Povistni &inski sed literarni, kterou naSe mild Geskd viast byvala
otedena, pry uk byla zbofena — tvrdil neddvno kdosi. Dovolujeme si zdvofile o tom po-
chybovat, nebo nejrys pFipoudtime, Ze byla zbot jen na hranicich k nékterym ndrodlim,

k. p. francouzskému. Ze viak v piné své slité a dikladné vyspirované solidnosti trvd ddl,
theba naproti kultufe anglické, toho ani nejohnivEjsi sehechvéla neod&ini, Jakd to asi tloudtka
2di Ginské mezi Anglii a Cechy, kdyE prvni zprivy o muii takoyého vyznamu, jako je John
Ruskin, él &inuji k nam dolehat v kusych strinkdch po padesdti letech veliké, slavné
4 hluboké jeho Cinnosti! A Ruskin neni jeding, o temi do vierejika & dokonce do dnedka dobi
Cechitkové nem&i ani tuseni! Jaka Fada wvelkgch lidi je v Anglii poslednich padesiti let —
basniki, filosofd, malifd, socha#, publicistd —, jejich? jmena u nds vilbee jedt® ani nenalezaji
ozvuku v mysli étendfovE! Je primo stradidelné, Ze eanglickda knihovnae u nds zadala ame-
rickym  literdmim pahacou Markem Twainem Ginskd vE je1# tréi okolo Cech do kolika-
patrové vyse a mnoho d8lnikd pilnych bude zapotiebi, mnoho motyk a skbpajicich koledek,
nek ji rozvezeme!

Smrt Clovéka byva silnfm impulsem, aby se znimost o jeho préci Zivotni rozdifila takika
v tydnu. Tak i smrt desitiletého kmeta anglickéh imeno jeho & jakous takous pred-
stavit o jeho usili pllvikovém vic a &F nei phivéku jeho Zivota. Podivahodny viiv s
jez zahajuje v d¥inich myslenky a myslitelli zpravidla novou bohatsi kapitolu! né
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Figure 2.74 Jan Preisler’s illustration in Volné Sméry for Gustav Jaros$’s
obituary of John Ruskin, in Gamma/ Gustav Jaro$, “John Ruskin”, Volné Sméry
IV, no. 3 (1900): 89.

119



J. PREISLER.
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Figure 2.75: Detail of Jan Preisler’s illustration in Volné Sméry for Gustav Jaro$’s obituary of John Ruskin.
Gamma/ Gustav Jaros, “John Ruskin”, Volné Sméry 1V, no. 3 (1900): 89.
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Figure 2.76 Edward Burne-Jones, The Prince entering the Briar Wood, 1869, inscribed in an old hand 'The Knights in "The Briar
Rose" early design painted in 1869', oil on canvas, 107x183cm, private collection.
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Figure 2.77 Edward Burne-Jones, The Prince entering the Briar Wood, from The Legend of Briar Rose, 1870 -1890, Farringdon
Collection at Buscot Park.
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Figure 2.78 Edward Burne-Jones, The Prince entering the Briar Wood, from The Legend of the Briar Rose, 1892, photogravure, 41.5
x 82.7 cm, published by Thomas Agnew & Sons, Ltd. (London). The Elisha Whittelsey Collection, The MET, New York.
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Figure 2.79 Jan Preisler, lllustration for a poem by Jan Neruda, 1901, charcoal
on paper, 40.6 x 36.8 cm, private collection.
Reproduced from Jan Preisler (Obecni Dam, 2003) 59
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Figure 2.80 Arthur Hacker, Percival with the Grail Cup, 1896, oil on canvas, 132.1 x 157.5 cm, Leeds Art Gallery.
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Figure 2.81 Jan Preisler, Sketch for A Fairy-tale, 1901-1902, oil on canvas, 52
x 42 cm, The Prague Castle collection, Czechia.
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Figure 2.82 Jan Preisler, A Fairy-tale, 1901-1902, oil on canvas, 101.5 x 79 cm,
Ostrava Art Gallery, Czechia.
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Figure 2.83 Edward Burne-Jones, The Legend of St George and the Dragon, VI: St George Kills the Dragon’, 1866, oil on canvas,
105.4 x 130.8 cm, rt Gallery of New South Wales.
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Figure 2.84 Edward Burne-Jones, Perseus Slaying the Dragon, 1888, oil on
canvas, Southampton City Gallery.
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Figure 2.85 Jan Preisler, Spring, 1900, oil on canvas, 112 cm x 70 cm, 112 cm x 186 cm, 112 cm x 70 cm, East-Bohemian Gallery in
Plzen, Czechia.
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Figure 2.86 Jan Preisler, Spring — central panel, 1900, oil on canvas, 112 cm x 186 cm, East-Bohemian Gallery in Plzen, Czechia.
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Figure 2.87 Jan Preisler, Spring — left panel, 1900, oil on canvas, 112 cm x 70
cm, East-Bohemian Gallery in Plzen, Czechia.
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Figure 2.88 Jan Preisler, Study for Spring, 1900, charcoal on paper, 61.5 x 47.5
cm, National Gallery in Prague, Czechia.
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XLVIL ExcLaxD 473

als Hunt die »Christ-
lichen Missioniree,
Millais »Christus im
Hause seiner Elternc
gemalt hatte, trat Ros-
setti mit seiner »Ver-
kiindigung« hervor.Die
»Erzichung der Jung-
" frau Maria« war ein
kleines Bild von stren-
ger Einfachheit und as-
ketischem Charakter,
absichtlich eckig in der
Zeichnung und duftig
archaistisch. Die in
graue Gewinder ge-
kleidete Jungfrau sitzt
an einem seltsam ge-
formten Rahmen und
stickt eine Lilie mit
Goldfaden auf rothen
Grund. Vor ihr in Rosselti: Beala Beatrix.
einer Vase steht die
Blume, die sie copirt, und die ein kleiner Engel mit rosafarbenen
Fligeln zaghaft begiesst. Zur Seite der Jungfrau ist die heilige Anna
R AR S T T N

e

Figure 2.89 Reproduction of Dante Gabriel Rossetti’'s Beata Beatrix in Richard
Muther, Geschichte der Malerei im XIX Jahrhundert, (Minchen: G. Hirth, 1893)
473.
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Figure 2.90 Reproduction of Dante Gabriel Rossetti’s study for Beata Beatrix in
Richard Muther, Geschichte der Malerei im XIX Jahrhundert, (Minchen: G.
Hirth, 1893) 477.
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Chapter 3 — Czechness, Britishness and

internationalism — the Czech take on James McNeill

Whistler

Figure 3.1 Obituary of James McNeill Whistler in Volné Sméry VII, no. 5 (1903):

249 - 250.

vie krasng vdd Zivot sdm. A Zwot neméni se
v krisn§ pouze knihami a obrazy, ale kazdfm
Cinem, v ném2 thvi vule a priace po vydsim; a
vy musite viie chtit a k vyai pracovat, abyste
zaopatfili jej sobé a 1é2 jinym. Nebof nebudete
moci 2it krasaé, jest-li jen jeding z bliznich
vagich bude 2it bidné a housné, nebudete podi-
vat dpiného blaha, bude-li mezi tisicl vami je-
ding trpét. A vy musite pomihat cili tomu,
nejvyidimu ze viech, svoji praci a vali pevnou
a nextenienou; a posunete-l snahu tu o jediny
krok k cili, tu vykonali jste to, ol vis prosili
ve svich dilech véichni velici umélei a myslitelé :
JEivot a krdsno budiz jednotou* Tak asi nechl
pravi ku {tendiom katalogu umélec, a on tak
udinf a udinit musi, nebof bez téchto snah a
cili jest pak celé hnuti o uméni pro déti zase
jen chvilkovou hralkou a cetkow, zase jen
Jhluk a dym.* KAREL PELANT,

ZPRAVY A POZNAMKY. ——
JAMES M. A. WHISTLER. 17. fervence t.r.
zemiel v Chelsea u Londfna ve véku 70 let
James M. A. Whistler, umélec, stejné originelni
svfm Zvotem jako svymi vytvory, nad nimiz
strhla s¢ boufe odporu estetickych dogmatika,
a kterd piiviadéla u vytrieni kde jakého kritic-
kého kacife. Pusobila tak cize, vyzyvavé, vie
sméfovalo tak proti srsti té2kopadného, okoralé
pravdy predvykujicibo davu, a tvirce jich, muz
svrchované sebevédomy a co nejhoriiho ~ du-
chaplng, podinal si tak zpurné, byl tak docela
neskromny, mél odvahu opovrhovati piesvédie-
nim jinych a respektovati jen viastoi, azkostlivé
vyhibaje se obvyklému, ve své snaze po ne-
viednim, vzacném, nebyvalém zachizel a2 k vy-
stiednimu - i ve své tolletté i ve svych zpi-
sobech, | ve svich dilech. Té svévole. Jezdil
v koltafe ulicemi oZivenymi Sumem a ruchem
lidu a chodil pésky v ustranni aristokratickych
Stvrti, plati pienesené i o jeho tvorbé, A dodati
I1ze: vstoupil-li mu zde ten neb onen vzneseny
patriclj uméni do cesty jeho uméleckych zajmu,
vyzval jej, piipletl-li se mu onde néktery opo-
vizlivy mnovinafsky plebejtik pod kola jeho
idedlu, toho zkratka picjel. Sam pontifex ma-
ximus anglické kritiky Ruskin pocitil hrot jeho
vtipu, ostfi jeho ducha.

Potom uchyloval se mnohdy na dlouhy das
ve svoji osamocenou pracovou, nepfistupnou
svatyni, kde s horoucim zanicenim oddaval
se kultu bohyné, jejiho2 zastfeného obrazu
v Sais nikdo smrtelny nezahlédne, je2 osle-
puje. — Zda neupominaji Whistlerovy podo-
bizny na bylosti ze zdhrobni fise Isidiny, zda
nejsou  jeho malované krajiny hymnouw na
kriasu jeji boiského znameni — luny? Vidyf

i v postupu jeho tvofeni obrali se cosi ta-
e a e s ¢ Sloddm Zvi

J Afského, prof P

davca  skrytého, obfadného; providi svoje
dila na zikladé zvladtnich osobitych znalosti
pfirody, jako uZivali egyptiti kné2i svych
z Casti po dees zdhadnych védomosti pfirod-
nich k tomu, aby domnélymi divy budili dzas
véficich a dctu k bohum,

Pfiroda ve smyslu realistickém, bezpodmi-
neény, nepiekonateln§ vzor pravdy a krisy,

d pnd modia prerafaclita nez nd pro
Whistlera vice nei pouh§ surogdt, hrubou
litku, které teprve moci genia dostiva se
vy&diho posvéceni, protoZe jen vyjimkou ob-
jevuje se ve stavu dokonalé harmonie, tedy
ve stavu pro obraz se hodicim.

Pravda, toto umélecké kredo neobsahuje nic
nového a nic nového nehlisa zviastni jeho Elanek
o Scravé, na barevné odstiny bohaté poesii ve-
tera, o nichz divno pied nim horoval gigant
renaissance, véevédouci Lionardo. Za to tim ori-
ginelnéji, pfesvédivéji promluvil Whistler ve svich
vitvorech a ukdzal, of mu jde v prvé fadé.

Mnozi, pfemnozi pokouSeli se jiz zachytiti
prehavé okamiiky pfitmi, vystihnouti vzacné pa-
vaby soumraku v hedbav matnych stinu zaha-
lené, opalizujicim tkanivem mésilnich paprska
abestiené, a viichni popadli carovny ten zivoj
noci za jeden — realisticky konec, S témi nemaji
povésind Nokturna* raffinovancého, jak v Patizi,
tak v Load¢n¢ zdomicnélého Ameritana téméfd
nic spoleiného, netaji se v nich ono mystické
kouzlo, kterym méni se mrtvé predméty v Zivé
matohy, nevane z nich nilada snu v noci svato-
janské. Nebasail je malii-poeta, komponoval je
viluény kolorista nahlizejici do nejjemnéjdich
rozmaru té podivné, tékavé, chameleonsky se
pestiici bytosti, které fHka se — barva. Jen tyto
rozmary jej drildily, jen z ohledd (listé opti-
ckych daval pfednost pozdnim hodindm piled
pfikrym osvétlenim slunednim, rovnéi s takou
Ihostejnosti pomijeje  stiizlivé rozstiiklé svétlo
denni, v ném2 hranatost a bfitkost obrysu pfilis
se viird, barevné akordy phHS hlasité nezfidka
barbarsky se¢ ozyvaji.

Teprvé kdyz blizici se noc rouskou svoji ne-
omalenou zietelnost tvaru a toni stird a tlumi,
rozvird umélec své krajné citlivé, skoro vih,
v slunci omrzele m2ourajici oko, aby nyni tim
Ziznivéji zpijel se néinouw jako sordinou duse-
nou melodii, diskretni harmonii ,zpéva soumra-
ku*. Pfipadné tudi2 oznatuje své krajiny hudeb-
nimi nazvy. Barvane jako symbol viéci, ale jako
véc 0 sobé, jeji ton, hloubka, interval tof Whi-
stleruv  malifsky idedl, v barvé — podie slov
Carlylovych, jej2 tak velkolepé na plitné zvédnil
— prozrazuje umélec své srdce a zpusob svého
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VOLNE SMERY.

= [LLUSTROVANY =
MESICNIK UMELECKY.

REDAKCI FRANTY ANYZE, ARNOSTA
HOFBAUERA, JANA PREISLERA A F. X.
SALDY. ROCNIK VIII.

NAKLADEM SPOLKU VYTVARNYCH UMELCU
JMANES“ V PRAZE ROKU 1904.

Figure 3.2 The cover of Volné Sméry VIII, no. 1 (1904): 1.
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F. X. SALDA:
PROBLEM NARODNOSTI V UMENI'.*)

Pani a panové,

nenaleznete tak hned pojmu méné a hufe chapaného, nez jest pojem narodnosti v uméni a na-
rodniho uméni, ackoliv nebo snad pravé proto, ze jim hlaholi nase noviny, hlu¢i nasi kritikové
i umélci a Ze i vy sami obracite je snad nékolikrat do roka na jazyce — Zel, Ze jen na ném a ne
v srdci a mysli: nebof pfihodi-li se jiz ¢eskému Clovéku neStésti, Ze si vzpomene na uméni, nedéje
se to skoro nikdy v tich¢ meditaci samoty, v sebrini mysli, v sabatu duse, nybrz vzdy skoro ve
spolednosti, v marném, lichém a prazdném jejim tlachu, a pak neobejde se to nikdy bez druhého
nesdtésti, ze klade cesky ¢lovék postulaty ne na sebe, jaky by mél byt, aby si uméni zaslouzil,
nybrz na uméni, jaké ma byt, aby si ziskalo jeho pfizei a souhlas: a tu byva postulit narodnosti
na prvnim misté s hotovosti a samoziejmosti, kterd ani netusi, kolik zdhady, bolesti, tizkosti a hriizy
ukrylo se pod toto zprofanované slovo a jesté zprofanovanéjsi cit.

A vsimnéte si hned, Ze nikdy ve star$ich dobach, kdy uméni Zilo vétSinou jesté na dvorech knizat
a v jich sluzbéach, zadny krdl nebyl pretenciosnéjsi nez nas dnesni pramérny a prostiedni ¢lovék:
zdvihl-li Karel V., nad jehoZz fiSi slunce nezapadalo, Tizianovi Stétec, ktery mu nahodou vypadl
z ruky, jest to tak charakteristické pro jejich dobu, jako bude jednou pro nasi, jak v ni kazdy
a kdokoli pod zdminkou postulatu narodniho uméni a jiného, stejné problematického, Ze uméni ma
zrcadliti svoji dobu a spolecnost a byti obrazem jejich mravi, predpisuje a uréuje basniku a umélci
samu tiroven a sam typ Zivota, kterym ma Ziti jeho dilo: totiz pravé ten typ a ten pramér,
kterym zije on, Petr nebo Pavel, ten typ, ktery odpovida potfebé jeho zvyku a pohodli: a to je
troven takové kleslosti, nad niz niz8i nebyla od v&ki znamenana na stupnici kulturnich hodnot.

Vase oficielni kritika, novinafska, literarni i vytvarna, jejiz jedinou charakteristikou jest, Ze nema
charakteru, Ze nevede, nybrZ jest vedena, Ze nejde pfed vami, nybrz kulha s vami a po pfipadé i za
vami a jest jen echem vaSi myslenkové pohodinosti, opakuje vim stokrit do roka, Ze mate od
kazdého uméleckého dila zadat na prvnim misté narodni charakter, a tak neni dnes v pravdé hesla,
které by pustéji a tyranStéji nutilo umélce k sniZeni letu a k uskrovnéni i seskromnéni samé touhy,
s kterou pristupuje k vnitini plnosti a bohatstvi Zivota i dila, svého i ciziho, neZ jest postulat ni-
rodnosti, jak mu rozumi nejvétsi vétSina dnesni kritiky a dnesSniho obecenstva.

Nebof smysl tohoto populdrniho postulatu jest prosté ten: basniku a umélée, bud jako my, zapfi
se a sestup az k ndm — a neni-li ti teba sestupovat a zapirat se, tim Iépe pro nds i pro tebe.
Tak jest to demokratické, tak jest to Ceské a — dodavam ja: tak jest to plebejské predeviim, vy-
nosné, ale i vrazedné pro tebe. Basniku nebo umél¢e, podavej nam nas
Zivot, nic neZ na$ zivot — to znamena: pozoruj bedlivé a trpélive, jak
uboze a male Zijeme, pozoruj to bez omrzeni rok, dva, tfi, Zij pokud

*) Piedneseno v cyklu predndsek Manesovych 27. kvitna 1903. Ba——

Figure 3.3 F.X Salda’s article “The Problem of Nationalism in Art” in Volné
Sméry VIII, no. 1 (1904): 3.
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JAMES MAC NEIL WHISTLER

TEN O'CLOCK.

Diamy a panové:

Jen po velkém vahini a nejistotich obje-
vuju se pfed vami jako kazatel

Souvisi-li néjak bazlivost s cnosti skrom-
nosti a muze-li nalézti pred vami milosti,
prosim vds pro onu c<nost, popfejle mi
krajni shovivavosti,

Omluyil bych se svym nedostatkem cviku,

sSve

kdyby to nebylo protismysiné a kdyby se
dalo kdy soudic podie piedchozich pfi-
pada ofekavati co jiného pii mém pied-
mété nez nejudinnéjsi  nestydatost — nebof

nechci vam skryvati, Z¢ mim v dmyslu mlu-
viti 0 uméni,

Ano, o uméni! — které se stalo v posledni
dobé, pokud je tim muze ucinit mluveni a
psani, jakéhosi druhu obyyklym thematem ho-
vora u ¢ajového stolku.

Uméni jest nad méstem! Svétak, ktery jde
mimo, hiadi je pod bradou, rodiny
lika je do svych dveri ve spoletnosti se
mu lichoti na dukaz kultury a zjemnéni.

Mize-li denni styk zploditi opovrieni, pak
jisté doslo uméni nebo co se vicobeend
za né poklada k nejnizSimu stupni davér
nosti.

Lidé byli mudeni uménim pod kazdou zi
stérou a trdpeni mnohymi methodami, jak je
snaseti. Reklo jim, by méli milovat
uméni a Ziti s nim. Vnikli do jich domu, po-
keyli jich stény Calouny, ano pozastavovali se

otec

s¢ e

i nad jich Saty az posléze vyrudeni, zma-
teni, naplnéni pochybami a rozdilenim, jeZ
vyvolivi bezsmysiné rozvifeni, boufi se proti
takovemu  zasdham pro-
roky, ktefi samo jmeéno kriasy pfivedli v ne-
vaZznost a na sebe sami pfivolali posméch a
opovrzeni.

Ano, zel, damy a pianové, uméni bylo zi-
ludné a Istné ukfivdéno., Nemd nic s tako-
vimi praktikami. Jest bohyni vybiravého pre-
mysleni miceliveho Zivota: zamita vSechnu
dotérnost, nechee nikdy jinych polepsovati

Zameéstndva se vidy
zdokonalovinim nemd touhy uditi — hleda
a naléza krisu viech
vicech dobiach, lak
Rembrandt, kdyz objevil malebnou velikost
a Slechtickon dustojnost v Zidovské  Etwrti
v Amsterodamé a nezaloval, Ze jeji obyvatelé
nebyli Reky. Tak vedli si Tintoretto a Paolo
Veronese mezi Bendtlany, kdy2 nelekali
preméniti klassicke zahyby roucha athénského
v hedvabny brokat. Tak si vedl na dvorfe
Filipové Velasquez, jehoz infantky obledené
v nepékné krinoliny vyrovnaji se jako umé-
lecka dila mramorum Elginovym. Nebyli re-
formatory tito velei muZi, nebyli oprivei Zi-
vota jinych! Jejich vytvory jediné byly jich
zaméstnanim, a naplnéni poesii sv¢ho védou-
ciho  uméni netouzili po tom, aby
okoli — nebof, jak se jim

a zahiné)i falesné

sobecky svym sebe-

ve postavenich

jeji veleknéz

a ve
vedl si

s¢

ménili své
zjevovali zdkony

Figure 3.4. F.X. Salda’s translation of Whistler's 10 O’clock lecture, featuring an
illustration by Jan Preisler. Volné Sméry VIII, no. 1 (1904): 21.
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® JAMES WHISTLER w
NOKTURNO. — MODRA
A STRIBRNA CHELSEA

CAMILLE MAUCLAIR:

JAMES WHISTLER A TAJEMSTVi V MALBE.

Whistler zem#el. Rekli v novinach mnoho véci,
vztahujicich se k jeho Zivotopisu, k jeho hu-
moru, k jeho processim, vesmés véci, jez soudi
s¢, md kronika neodkladné sebrati za rakvi slav-
ného muze, ale o jeho dile, na stésti, nebylo fe-
¢eno skoro nic, tedy skoro Zadny hruby blud.
Zda se, jakoby osoby, ustanovené novinami, aby
miuvily rychle a hned zitra, baly se pohrobniho sar-
kasmu velikého ironika: Whistler nezemfel, uston-
pil spise o krok micky do tajemného stinu, jej2
rad maloval a ktery obtékal celou jeho dusi.
Opustil zivol jako soirée: byl jiz tim elegant-
nim a kradmym navstévnikem, ktery se zjevil a
pak zmizel trochu dabelsky. Slyseli jste jeho
smich, a jiz ho tu nebylo. Newziime hojiz: kdoz
ho milovali, budou musit, aby si ho vyvolali,
zamhoufiti odi — a ve tmé se jim zase objevi
jako na svych obrazech. Od smrti své Zeny
v Chelsea nebo ve svém hotelu ulice du Bac
byl jiz, bolestny a micelivy, tim prizrakem sebe
sama postavenym v tval sobé samému, jejz na-
vitévovaly nevyslova¢ hlasy &isi drahé pii-
tomnosti a ktery jiz skon¢il s nasim svétem a
$ nami viemi.

Denniky nefekly mnoho o jeho uméni: zmi-
nily se o péti neho Sesti ovérenych arcidilech,
citovaly zlomky minéni napsanych slovutnymi

kritiky a nic vic. Nebot Whistler nebyl lat-
kou k uloze*, Slavny a Spatné znam, tvoril ta-
jemstyvi kolem sebe:a bylo tomu konec koncu ne
davno, kdy nebyl jiz prohlasovan v bézne kritice za
nepachopitelného. Mluvilo se o ném trochu jako
o Mallarmém malby s obezietnosti, uchivosti a
nevédomosti.  Jeho slava dosdhla  prive nor-
mdly, kdy i, kdoz nic neznaji, radéji nic nefi-
kaji, ponévadz jest nepopémé znamo, ie muz,
znéhoZz niceho nechapou, jest prece veliky a ze
by jich kritika budila smich. V Anglii bylo na
ného zufive ioceno, ponévadz povstal samoje-
diny proti ctihodné a faledné estefice, ktera
viddla, kdyz byla, i ona, zakusila nespravedi-
nosti. Ve Francii Whistler nevadil nikomu. Ob-
div elity nebyl tu nutné provazen rozdrdzdénim
prostrednich, k jichz nasyceni stacil dplné ten
impressionism, k némuz se od r. 1803 mravné
pripojil Whistler, ackoliv. mél jako Fantin-La-
tour a Legros, estetiku zeela roznow. Teato bo-
haty cizinec, slavay zdmofee, obdvaneho viipu,
neustile na cestich, vystavujici temnd dila, ne-
poskytoval piileZitosti k utokum. Institut doroz.
umél se a zdvorile ho ignoroval a priklizel
klidné, nevyvolav skandalnich scen, jako pri od-
kazu Caillebotové, k tomu, jak za smésnou cenu
byl nabidnut Luxembourgu Portrét pi. Whist-

Figure 3.5A. Article by Camille Mauclair: “James Whistler and the Secret of
Painting” in Volné Sméry VIII, no. 1 (1904): 35.
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Figure 3.5B James McNeil Whistler, Nocturne: Blue and Silver (Battersea Reach), 1872, oil on canvas, 49.9 x 72.3 cm, Freer Gallery
of Art, Washington, DC.

141



JAMES  WHISTLER.
THOMAS CARLYLE,
ARANZMENT V SE-
DE A CERNE.

Figure 3.5C Reproduction of James McNeill Whistler’s painting Arrangement in
Gray and Black No2 — Portrait of Thomas Carlyle in Volné Sméry VI, no. 1
(1904): 39.
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Figure 3.5D James McNeill Whistler, Arrangement in Gray and Black No2 —
Portrait of Thomas Carlyle, 1872 — 73, oil on canvas, 171 x 143.5 cm,
Kelvingrove Art Gallery and Museum in Glasgow, Scotland.
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JAMES WHISTLER
HUDEBNI  POKO)
HARMONIE V ZE-
LENE A RUZOVI

Figure 3.5E Reproduction of James McNeill Whistler's painting Harmony in
Green and Rose: The Music Room in Volné Sméry VIII, no. 1 (1904): 40.
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Figure 3.5F James McNeill Whistler, Harmony in Green and Rose: The Music
Room, 1860 — 61, oil on canvas, 96.3 cm x 71.7 cm, Freer Gallery of Art.
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JAMES WHISTLER
MISS ALEXANDER
HARMONIE V SE-
DE A ZELENE

Figure 3.5G Reproduction of James McNeill Whistler's painting Harmony in
Grey and Green: Miss Cicely Alexander, in Volné Sméry VIII, no. 1 (1904): 41.

146



Figure 3.5H James McNeill Whistler, Harmony in Grey and Green: Miss Cicely
Alexander, 1872 -74, oil on canvas, 190.2 x 97.8 cm, Tate, London.
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® JAMES WHISTLER. w
NOKTURNO. - CERNA
A ZLATA. PADAJIcI
RAKETA

Figure 3.51 Reproduction of James McNeill Whistler’s painting Nocturne in
Black and Gold — The Falling Rocket, in Volné Sméry VIII, no. 1 (1904): 42.
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Figure 3.5J James McNeill Whistler, Nocturne in Black and Gold — The Falling
Rocket, 1872 — 77, oil on canvas, 60.3 cm x 46.6 cm, Detroit Institute of Arts.
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& JAMES WIISTLER w
NOKTURNO - MODRA
A STRIBRNA. OBVOD
BATTERSEASKY.
SOUMRAK V BARVE
PLETOVE A ZELENE.
VALPARAISO.

Figure 3.5K Reproductions of James McNeill Whistler’s paintings Nocturne-
Blue and Silver — Chelsea and Crepuscule in Flesh Colour and Green:

Valparaiso in VoIné Sméry VIII, no. 1 (1904): 43.

150



Figure 3.5L James McNeill Whistler, Nocturne- Blue and Silver — Chelsea, 1871, oil on panel, 50.2 x 60.8 cm, Tate Britain, London.
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Figure 3.5M James McNeil Whistler, Crepuscule in Flesh Colour and Green: Valparaiso, 1866, oil on canvas, 58.6 x 75.9 cm, Tate
Britain, London.
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s JAMES WHISTLER. =
MISS ROSA CORDER. ARANZ-
MENT V CERNE A HNEDE

Figure 3.5N Reproduction of James McNeill Whistler's painting Arrangement in
Brown and Black: Portrait of Miss Rosa Corder, in Volné Sméry VII, no. 1
(1904): 44.
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Figure 3.50 James McNeill Whistler, Arrangement in Brown and Black: Portrait
of Miss Rosa Corder, 1876 — 78, oil on canvas, 192.4 x 92.4 cm, Frick
Collection, NY.

154



®  JAMES WHISTLER. =
ARANZMENT V CERNE DAMA
S HNEDOU POLOBOTKOU. LA
DY ARCHIBALD CAMPBELL

Figure 3.5P Reproduction of James McNeill Whistler’s painting Arrangement in
Black- The Lady in the Yellow Buskin- Portrait of Lady Archibald Campbell, in
Volné Sméry VI, no. 1 (1904): 45.
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Figure 3.5Q James McNeill Whistler, Arrangement in Black- The Lady in the
Yellow Buskin - Portrait of Lady Archibald Campbell, 1882-84,
oil on canvas, 218.4 x 110.5 cm, Philadelphia Museum of Art.
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JAMES WHISTLER

BILE DEVCE. SYM-
PONIE VBILEMC 1

Figure 3.5R Reproduction of James McNeill Whistler’s painting Symphony in
White No.2 — The Little White Girl, in Volné Sméry VI, no. 1 (1904): 46.
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Figure 3.5S James McNeill Whistler, Symphony in White, No. 2: The Little
White Girl, 1864, oil on canvas, 76.5 cm x 51.1 cm, Tate Britain, London.
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®  JAMES WHISTLER. =
PORTRET MATKY MALIROVY
ARANZMENT V SEDE A CERNE

Figure 3.5T Reproduction of James McNeill Whistler’s painting Anna McNeill
Whistler (Whistler’s Mother), in Volné Sméry VIIl, no. 1 (1904): 47.
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Figure 3.5U James McNeill Whistler, Anna McNeill Whistler (Whistler’'s Mother), 1871, oil on canvas, 144.3 cm x 162.4 cm, Musée
d'Orsay, Paris, France.
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s JAMES WHISTLER, =
BALKON. - HARMONIE V PLE-
TOVE BARVE A ZELENE.

Figure 3.5V Reproduction of James McNeill Whistler’s painting Variations in
Flesh Colour and Green—The Balcony, in Volné Sméry VIII, no. 1 (1904): 48.
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Figure 3.5W James McNeill Whistler, Variations in Flesh Colour and Green—
The Balcony, 1864 — 1879, oil on panel, 61.4 cm x 48.8 cm, Freer Gallery of Art.
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JAMES MAC NEIL WHISTLER:

TEN O’CLOCK.

Jsou také takovi, kdoz s ponurou tvari a
moudfi knizni moudrosti navs$tévuji musea a
ryji sev kryptach; sbiraji — srovnavaji — kom-
piluji — klassifikuji a odporuji

Tito védouci, jimz datum je vymozenosti,
znamka v sdle tspéchem! Pedlivi jsou v badani,
svédomiti v dsudku — zdavodiuji s naleZitou
zavaznosti neduleZité signatury — objevuji obraz
po skvrné na zadni strané — poznaji torso po

noze, kterd chybi — vypliuji foliové svazky
pochybami o sméru onoho tdu — prou se a
hAdall A «aAdiXX hanéaladale LA PN PPN P

(Dokonceni.)

Napomina — kara — nafizuje.

PIn hnévu a vaznosti,

Vynaklada mocnosti pfemlouvani, lesk feci —
aby nic nedokézal.

Rozlozen mnohymi naukami — nema co fici.

Plny dojmi — plny dulezitosti — plochy.

Vzdorovity — zarmouceny — zoufaly.

Kri¢i a drasa se — a bozi neslysi.

Nézny knéz filistrovstvi  hopsa vesele na
kazdém bodé a mnohymi svazky a vystiiha se
védeckého dukazu — ,zvast o zelenych polich“.

Figure 3.5X Reproduction of James McNeill Whistler's painting Symphony in
White nr 3, in Volné Sméry VI, no. 1 (1904): 49.
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Figure 3.5Y James McNeill Whistler, Symphony in White nr 3, 1865 — 67, oil on canvas, 51.4 cm x 76.9 cm.
Barber Institute of Fine Arts, Birmingham.
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FRANTISEK SIMON.
STINY BENATEK.

Figure 3.6 Reproduction of Franti$ek Tavik Simon’s The Shadows of Venice in Volné Sméry VIII, no. 1 (1904): 28.
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Figure 3.7 James McNeil Whistler, The Beggars, First Venice Set ("Venice:
Twelve Etchings,"” 1880), etching and drypoint, 31.2 x 22.4 cm.
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Figure 3.8 Frantisek Tavik Simon, Portrait of John Ruskin, etching, 16.6 cm x
16.5 cm, 1903.

167



London, 1905,

tler Exhibition in

IS

imon, At the Whi

iSek Tavik S

9 Frant

3

Figure

ing.

pencil draw

168



Figure 3.10 FrantiSek Tavik Simon: Venetian Nocturne, 34.6 cm x 26.8 cm,
etching, 1904.
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igre 3.11 Frantigek Tavik mon, Gondol etching, 1903.
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Figure 3.12 Franti$ek Tavik Simon: Lagoon in Venice, 1900, etching, 14.3 cm x
9.4 cm.




Figure 3.13 Franti$ek Tavik Simon, Evening Mood in a Lagoon in Venice, 1905, aquatint / etching, 17.4 cm x 31 cm.
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Figure 3.14 James McNeill Whistler, Little Venice, First Venice Set ("Venice: Twelve Etchings," 1880), Etching and drypoint, 18.5 x
26.5 cm.
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Figure 3.15 James McNeill Whistler, Nocturne in Blue and Silver: The Lagoon, Venice, 1879-80, oil on canvas, 50 x 65.4cm, Museum
of Fine Arts, Boston.

174



\g

Figure 3.16 Emil Orlik, From London, plate 4 from 'Kleine Holzschnitte' (Small
Woodcuts), 1898, colour woodcut, 15 x 10.2 cm.
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Figure 3.17 Emil Orlik, On the Victoria Embankment, London, 1898, lithograph
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Figure 3.18 Emil Orlik, London Loafers, 1898, woodblock print, 11.5 x 19.2 cm.
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WILLIAM NICHOLSON.
JAMES MC NEIL WHISTLER.

Figure 3.19 William Nicholson, Portrait of James McNeil Whistler reproduced in
Volné Sméry VIII, no. 1 (1904): 34.
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MILOS JIRANEK
POSLEDNS SNiH. —
U SV. ANTONINKA

Figure 3.20 Reproductions of Milo$ Jirdnek’s paintings The Last Snow and At
St.Anthony’s in Volné Sméry VIII, no. 1 (1904): 20.
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Figure 3.21 Milo$ Jirdnek, Portrait of the artist’s fiancée (Antonina), 1905 -
1906, oil on canvas, 115.5 x 100cm, National Gallery in Prague.
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Figure 3.22 Milo$ Jiranek, Study in White I, 1910, oil on canvas, 75 x 63 cm,
Regional Gallery in Liberec.

181



k

A
"‘ 4

o W sy 3

-

Figure 3.23 Milo$ Jiranek, Study in White 1, 1910, oil on canvas, 103.5 x 77.5
cm, National Gallery in Prague.
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Figure 3.24 Milos Jiranek, Study in White 1ll, 1910, oil on canvas, 99 x 80 cm,
private collection. Reproduced from Tomas Winter, Milo$ Jiranek - Zapas o
moderni malbu (Arbor Vitae, 2012) 126
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Figure 3.25 Milos Jiranek, Sketch for Study in White 11, 1910, pastel on paper,
49 x 42 cm, GAVU Gallery of Fine Arts in Ostrava.
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Figure 3.26 James McNeill Whistler, Symphony in White, No. 1: The White Girl,
1862, oil on canvas, 213 x 107.9 cm, National Gallery of Art, Washington, DC.
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Figure 3.27 John Everett Millais, Somnambulist, 1871, oil on canvas, 154 x 91
cm, Delaware Art Museum.
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Figure 3.28 Fernand Khnopff, Portrait of Madeleine Mabille, 1888, oil and pencil
on canvas, 69.8 x 34.2 cm, Carnegie Museum of Art.
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Figure 3.29 Fernand Khnopff , Portrait of Marguerite Khnopff , 1887, oil on
canvas mounted on wood, 96 x 74.5 cm, Royal Museum of Fine Arts, Belgium.
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Figure 3.30 Gustav Klimt, Portrait of Hermine Gallia, 1904, oil on canvas, 170.5
x 96.5 cm, The National Gallery, London.
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Figure 3.31 James Peder Severin Krgyer, Portrait of Marie Krgyer, 1890, oil on
canvas, 53 x 33 cm, Den Hirschsprungske Samling.
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Figure 3.32 Henry Silkstone Hopwood, Lady in White, 1908, watercolour, 53 X
36.5 cm, private collection.
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Figure 3.33 Jan Preisler, Black Lake, 1904, oil on canvas, 111 x 153 cm, National Gallery in Prague.
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Figure 3.34 Jan Preisler, Study for the header of Whistler’'s 10 o’clock lecture for Volné Sméry 1904 October issue, charcoal on grey
paper, 20.7 x 39.7 cm, Museum of Applied Arts, Prague.
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Figure 3.35 Jan Preisler, Jan Preisler, Blake Lake, 1904, oil on canvas, 100 x 150 cm, National Gallery in Prague.
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Figure 3.36 Jan Preisler, Sketch for the decorative mural for the Regional House in Hradec Kralové, 1903- 04, oil on canvas, 104 x
171 cm, National Gallery in Prague.
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Figure 3.37 Jan Preisler, Study for Black Lake, 1904, oil on board, 50 x 69.5 cm, private collection.
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Figure 3.38 Jan Preisler, A rider on a black horse by a lake, 1903 — 1904, oil on board, 27 x 35 cm, private collection

197



Figure 3.39 Jan Preisler, A study for Blake Lake, 1904, pastels on light-grey
paper, 46 x 31 cm, Olomouc Museum of Art.
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Figure 3.40 Max Svabinsky, Grey Portrait, 1902 ink and watercolour on paper,
64.5 x 53.5 cm, National Gallery in Prague.
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Figure 3.41 Max Svabinsky, The Pink Portrait, 1898, oil on canvas, 152 x 135
cm, Kroméfiz Museum, Czechia.
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Figure 3.42 James McNeill Whistler, Harmony in Pink and in Grey: Portrait of
Lady Meux, 1881-82, oil on canvas, The Frick Collection.
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Figure 3.43 Max Svabinsky, Two Mothers, 1903, ink and watercolour on paper,
140 x 112cm, National Gallery in Prague.
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Figure 3.44 Max Svabinsky, Camelia, 1903-4, coloured ink drawing, 122 x 103
cm, National Gallery in Prague.
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MAX SVABINSKY
8 KAMELIE. =

Figure 3.45 Max Svabinsky, Camelia, coloured ink drawing, 1903-4, in Volné
Sméry VIII, no. 1 (1904): 15.
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Figure 3.46 Max Svabinsky, Ela Wearing a Hat, 1904, pen, ink and watercolour
on card, 69 x 58 cm, West Bohemian Gallery in Pilsen
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Chapter 4 — British Caricature and lllustration Reflected

in Bohemian Art

1y z kréem nejhorsiho druhu, variace na thema lasky a prix fix, studie riznych
Pusobu nasilnébo smilstva, veétdinou motivy  kvalifikované urlitymi §§ trestniho
zakona.

Od této nesmirné, hluéné a prekypujici veselosti je oviem hezky daleko k salonni
uhlazenosti Du Mauriera a Sosické solidnosti Keenové [ tito jsou humoristé,
ale solidniho humoru Dickensovského a mnohé typy z jich kreseb pozdravite jako
staré znamé, Zivé osoby z Pikwickd, aé jsou vesmés z doby mnohem pozddj€i nez
slavny ten roman, Ktery, mimochodem fefeno, dle prvotniho tumyslu nakladatele
iautora, mél byti viastné jen
priuvodnim textem ku kresbam
Karikaturisty Se y moura, nej-
vice vynikajiciho kreslite Row-
landsonovy Skoly, po jehoZ
smrti — (skondil sebevrazdou)
— prevzal illustrovani romianu
Phiz, s J. Leechem nejznd-
méjdi z bezprostrednich pred-
childett mistrt shora jmeno-
vanych

DuMaurier, jak ho znam
z rytin Punche — &asto ne-
dostateénych — je kresliv velké
finessy a velkého dekorativniho
smysiu. Vidél jsem od né¢ho
intericury, které upominaji no-
blessou aranZovani az na Whi-
stlera, a typy salonnich Ivu,
z jichz eclegance se Gibson
mnoho ptiucil. Byl to Sloviék
dobré spoleinosti, Kiery byl
doma v salonech a také nikdy
ani na okamZik nevypadl ze
salonniho tonu — eoipso upjaty
a Casto dost studeny patron,

Takové vyditky by si Ch
les Keene nezaslouzil,

CH. KEENE. =—

G, DU MAURIER.

Figure 4.1 lllustrations by Charles Keene and George du Maurier in Volné

Sméry IV, no.7 (1900): 239.
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slavny ten roman, ktery, mlmochodem fe¢eno, dle prvotnitho umyslu nakladatele
i autora, mél byti vlastné jen
pruvodnlm textem ku kresbam
karikaturisty Sey moura, nej- il
vice vynikajiciho kreslite Row- i 4 l J’J i y ]
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— prevzal illustrovani romanu , i

Phiz, s J. Leechem nejzna- \ 2, \\\x,
mEjSi z bezprostiednich pred- ' ey ' [N
chidei mistri shora jmeno- Y 4 : - \\<
vanych. i d L = LN,

DuMaurier, jak ho znam i} 3 SR :

z rytin Punche — Casto ne-
dostateénych — je kreslit velké $
finessy a velkého dekorativniho

smyslu. Vidél jsem od ného [
interieury, které upominaji no-

blessou aranZovani az na Whi- \
stlera, a typy salonnich v,
z jichz elegance se Gibson N
mnoho priucil. Byl to ¢lovék
dobré spolecnosti, kiery byl
doma v salonech a také nikdy
ani na okamzik nevypadl ze i
salonniho tonu — eoipso upjaty
a Casto dost studeny patron,

Takové vycitky by si Ch

les Keene nezaslouzil. a

G. DU MAURIER.

Figure 4.2 lllustration by Charles du Maurier in Volné Sméry IV, no.7 (1900): 239.
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salonu radéji vyhne; jeho
sympatie se nesou k malému
méstakovi, k malym femesl-
nikim i délnikum, k angli-
ckému lidu, jehoz byl histo-
rikem pétatiicet let, od roku
1854, kdy uvefejnil v Punchi
prvné svou kresbu, az do své
smrti roku 1889.*) Malo komu
vyplnila prace tak zivot jako
jemu. Byl to také Kklidny zivot
maloméstaka, bez bouflivych
vnéjsich udalosti, s nekonec-
nymi toulkami po Londyné,
jesté deldimi hovory s vSe-
moznymi zahaleCi; Keene byl
stary mladenec, dost podivin-
sky, ale dobracky; v prazd-
nych chvilich zabyval se ama-
térsky hudbou a zpévem, byl
Clenem nékolika zpévackych
spolkll a na stara kolena, kdyZ
*) Viz Claude Phillips — Chagles
Keene, Gazette des beaux arts 1

G. DU MAURIER,

Figure 4.3 lllustration by Charles du Maurier in Volné Sméry IV, no.7 (1900): 240.
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THE WAY TO WOO.
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S

Wealthy Widow (in an-
swer to warm Vows of undy-

ST

ing Love and Admiration).
‘““ THEN, DO YOU REALLY
THINK ME BEAUTIFUL, MR,
O0’'Dowp ? — CANDIDLY,
Now ?”

e

77
=z

T

Mr. O'Dowd. *‘BEAUTI-
FUL? INDEED YOU ARE.
Nor, PERHAPS, IN THAT

7=

=

A
2z

s

CUT AND DRIED, REGULAR,
AND INSIPID FASHION THAT
PASSES FOR BEAUTY WITH
THE VvuLeAr HERD; BUT,
O! your FACE HAS A

-
=

7

ol

e ey

SUBTLE CHARM-—A—A—AN
INEFFABLE SOMETHING —A

~—A——A CERTAIN ‘JE NE SAY
KWAW,” YOU KNOW, WHICH
IS FAR MORE RARE AND
MORE PRECIOUS THAN WHAT
THE IeNoraNT WoORLD
cALLs ‘Beaury’!”

e

=

E L

THE WAY TO WOQO. 75

Figure 4.4 lllustration by Charles du Maurier, The Way to Woo, 1875
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etc, 1898

Figure 4.5 lllustration by Charles du Maurier, A Legend of Camelot: Pictures and Poems
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Figure 4.6 lllustration Charles du Maurier, A Legend of Camelot: Pictures and Poems, etc, 1898
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CH, KEENE.

U MAURIER

H. KEENE. ——

Figure 4.7 lllustrations by Charles du Maurier and Charles Keene in Volné Sméry IV, no.7 (1900): 240-41.
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Figure 4.8 lllustration by Charles Keene in Volné Sméry 1V, no.7 (1900): 239.
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CH. KEENE. ——

Figure 4.9 lllustration by Charles Keene in Volné Sméry 1V, no.7 (1900): 240.
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CH. KEENE.

o/

Figure 4.10 lllustration by Charles Keene in Volné Sméry 1V, no.7 (1900): 241.
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Figure 4.11 lllustration by Charles Keene in Volné Sméry 1V, no.7 (1900): 241.
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JOS, MANES

Figure 4.12 lllustration by Josef Manes, originally from the magazine
Erringerungen, reproduced in Volné Sméry IV, no.7 (1900): 266.

217



CH. D, GIBSON. T

radné stinem — a to bych mu skoro nékdy vytykal. Ona presycena eri, které

ziva pri tisku hlavni plotny s kresbou, plisobi ponékud surové. Mame pred sebou
jakousi Cernou Kostru, mfiZovi, skrze které pak teprve ostatni barvy vidime. Jednim
slovem, stin, ktery se v pfirodé naprosto nevnucuje — na japonskych tiscich nim
ani nenapadne, Ze Uplné schazi — u Nicholsona tladi se piilis do popredi.

Hlavné vadi to v jeho albech; jednotlivé exemplary, ruéng tifténé a dvéma, tremi

tony autorem kolorované, které vidite na vystavich, pusobi daleko lehéim a noblejSim
dojmem ne? méné pellivé, pro obchod ve velkém vyribéné tisky.
W. Nicholson proslavil se nejprvé plakity, na kte-
rych pracoval spoleéné se svym piitelem a pozdéji
Svakrem J. Prydem. VSechny jejich price vyzna-
mendvaji se tymiz prednostmi, které Nicholson na
dfevoryt prenesl: technikou v mnohém jemu pfi-
buznou, jednoduchosti, vkusnym, &asto prekvapu-
jicim umisténim — pajiménim vZdy skuteiné umé-
leckym. Sam vydal postupné »Malé album zvifate,
»Abecedus, »Al h sportus; posledni a nejdile-
ZitéjSi jeho publikace jsou »Typy Londynské« a
»Dvanact portraitie, z nichi vybriny také naSe
reprodukee. V obou stoji Nicholson na vySi svého
uméni a posledni ukazuje ho viastné zas jedté s
nové stranky. Je tuSim zcela zbytedno upozor-
fovati jeSté zviasté na jednotlivé prednosti kom-
posic zde otiSténych; noblessa portretd jako je
\\':;stlmw nebo Sary Bernhardtovy miluvi sama za
sl

Posledni, Charles Dana Gibson, mezi An-
glicany viastng nepatfi ; je to Amerikan, o jehoz -
voté nevim niéeho, neZ Ze patii mezi illustratory
New-Yorkského journalusLife«, a Ze je mu dnes 33

z jehoZ dila znam dvé, tfi alba vybranych perokre&

Figure 4.13 lllustrations by Charles Dana Gibson, in Volné Sméry IV, no.7
(1900): 248.
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CH. D. GIBSON.

FBian'rh madarni_amarialrm 2nlicaham Proni on nbi neahliZani isha nrani nanadna a im_

Figure 4.14 lllustrations by Charles Dana Gibson, in Volné Sméry 1V, no.7 (1900): 249.

219



jeété mladého a stojiéi’ho dnes v blné sile svého talentu. Ch. D. Gibson je dnes
jisté nejvyznainéjSi zjev, jaky nam v oboru uméleckého journalismu Novy Svét
presentuje.

Figure 4.15 lllustrations by Charles Dana Gibson, in Volné Sméry IV, no.7 (1900): 249.
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Figure 4.16 Josef Manes, A lithograph, from the magazine Erringerungen.
Reproduced in Volné Sméry IV, no.7 (1900): 267.
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CESKA KARIKATURA. — Nékolik
slov k Ceské karikature. — Ceska
karikatura ? Kdybych mél promluvit
o karikatuie specificky ceské, na-
psal bych kapitolu naramné kratkou.
Zalezela by na vlas jen ze tii slov
a puntiku -— »Neni Ceské karika-
tury.« Rozuméjme si dobre: myslim
zde karikaturu, na niz by byla patrna
jeji Ceskost jako souhrn osobitych
znakl, které by ji odriznovaly od
karikatury francouzské, anglické nebo
némecké. Ale i kapitola o karikature
v Cechach je nad miru struéna,
kdyz mame na zfeteli jeji stranku
uméleckou. Pravda, vyvoj Kka-
zdého naroda nové doby nese nutné
s sebou rozvoj soupericich stran poli-
tickych, ty opét vyzaduji tisk verejny,
a jako dulezita bojovna soulast ve-
fejného tisku objevuje se prirozené
i politicka Kkarikatura. Vedle Zurna-
listy slovem vstupuje do fad novi-
narskych Zurnalista-kreslit. Tento
kreslici Zurnalista vladne mocnou
zbrani, jeji UCinek neomezuje se
pouze na Ctenare jednoho jazy

nybrz i na publikum jinojazyc

== M. ALES

JOS. MANES.
»SOTEK. 1880, =

Figure 4.17 Mikolas Ales, caricature of the artist Josef Manes for the satirical magazine Sotek, 1880
Reproduced in Volné Sméry IV, no.7 (1900): 269.
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& ten kosmopoliticky raz kreslici Zurnalistiky
davé ji dokonce nékdy i prevahu nad Zurnalistikou
picoci, Ona plsobi miikové, bez Sirokych vyklad,
sez okovanych argumentil, strhuje mnohem ry-
chleji. Mame-li tedy pred sebou na ten Gas jen
bilé, nepopsané listy ke kapitole o Ceskeé karika-
tufe o jen tu a tam néjaky drobek ke Kkarika-
tuie v Cechich, snad bychom mohli dvod do té
nejsouci  kapitoly zatim  vyplnit uvahou: Proé
viastné neni Ceské karikatury?

Co je karikatura? Tendenéni kresba, razu po-
sméiného nebo aspon humorného, na niZz jisté
znaky, vlastnosti atd. umysiné byly premrstény
a zveliteny. Komicka nepomérnost jednotli-
vych &asti, ironicka tendence, paskvi-
lantni tmysl — tof priznak karikatury, aspon jak
se nim zda. Nenipochyby, Ze tu rozhoduji znacné
stupné bojovnosti a naturelni britkosti kreslifovy:
nékteré Karikatury jsou jemnéjsi, jiné miuvi od
plic atd., ale vidy, tuSim, musi zde byt jakési

Q. MANES. —
DON QUICHOTE.

minimum anoho ziviu, jenZ pravé karikaturu &ini
karikaturou. Neni-li ani toho minima, pak mame
viastné pred sebou ne kankaturu, nybri obrazek
pouhé veselé, humorné pohody mysli, netendenéni
naturalistickou reprodukei skutenosti atd,, jakoz
myslim, i leckieri ukazka v tomto sefilé predve-
dena neni pravou Karikaturou. Z uvedeného vy-
mezeni pnjmu kariKatury pfirozené plynou dalsi
poZadavky jejiho vzniku a rezvoje: Prostiedi soci-
alni, politické, umélecké, které svymi vystrelKy,
vadami a nerestmi vynucuje si Kritiku & tendenéni

vysméch karikaturistuv; individualitaumél-
cova, nu niz tato prostredi svymi zvrhlostmi
nelibé a drazdivé nard?i a kterd v{idi nému
pravé jako individualita se chee projevit
i uplatnit; potrebna charakternost, od-
vaha a bojovnost této individuality; ko-
neéné jista zralost publika, vrstvy ndroda,
aby karnkaturu jako opravnénou Kritiku
umeélcovu sneslo a uznalo.

Jak daji se pozadavky ty aplikovat na
nase poméry ?

Je, myslim, mimo spor, Ze u nas, v &e-
ském raji i v &irSim okruhu, ve staté ra-
kouském, je az pres miru nahromadéno
latky pro karikaturu, Jsou u nds poméry
— »nemozZné«, fikame! — Které KFidi
karikovani. Kam se podivas, pino z

Figure 4.18 Quido Manes, Don Quichote, reproduced in in Volné Sméry IV,
no.7 (1900): 269.
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Q. MANES, —
DON QUICHOTE.

opatrnge,
i o veci
ovanska
k vaz-
zivota,
re a ka-
sSich, ac
ch malo
Rusové
ponury
sobl.
1& dilezitéjsi a hodnéjsi projednani. Je to pravé po-
otu, jakyz ostatni narod zije. UZ Casto jsem uvazoval
mi jej piné vylozi!? Spatfujeme totiz v literature

Figure 4.19 Quido Manes, Don Quichote, reproduced in Volné Sméry IV, no.7
(1900): 270.
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Figure 4.20 Woodcuts by William Nicholson, in Volné Sméry IV, no.7 (1900): 244 — 245.
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Sir Henry Irving.

Figure 4.21 William Nicholson, Portrait of Sir Henry Irving, from Twelve
Portraits series, 1899, lithographic reproduction of hand-coloured woodcut, 27.7
x 25.1 cm, National Portrait Gallery, London.
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Figure 4.22 William Nicholson, London Types series, 1897-98, lithographic
reproduction of hand-coloured woodcut, 25 x 20 cm, Liss Fine Art.
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W. NICHOLSON.
SARAH BERNHARDT,

Figure 4.23 William Nicholson, lllustration of Sarah Bernhardt by William
Nicholson, in Volné Sméry 1V, no.7 (1900): 303.
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Figure 4.24 lllustrations by William Nicholson, in Volné Sméry IV, no.7 (1900): 246 - 247.
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James McNeill Whistler.

Figure 4.25 William Nicholson, Portrait of James McNeill Whistler from the
series Twelve Portraits, 1899, lithographic reproduction of hand-coloured
woodcut, 27.7 x 25.1 cm, National Portrait Gallery, London
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Figure 4.26 William Nicholson, from the series London Types, 1897 - 98,
lithographic reproduction of hand-coloured woodcut, 25 x 20 cm, Liss Fine Art.
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Figure 4.27 Emil Orlik, From London, 1898, Colour woodblock print
10.5 x 6.1 cm, Verlag Neue Kunsthandlung, Berlin.



Figure 4.28 Emil Orlik, London Loafers, 1898, Woodcut print, 11.6 x 19.2 cm, Verlag Neue Kunsthandlung, Berlin.
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Figure 4.29 Emil Orlik, Blind man in London, 1898, Etching, 17.2 x 10.2 cm,
private collection.
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Figure 4.30 Emil Orlik, Two Japanese rickshaw drivers, originally 1900; later

part of the album From Japan 1902, colour woodcut on paper, 34.9 x 18.2 cm,
Museum of Fine Arts, Budapest.
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Figure 4.31 Emil Orlik, Emil Orlik: Woodblock carver, originally 1901; later part
of the album From Japan, 1902, colour woodcut on paper, 34.9 x 18.2 cm,
Museum of Fine Arts, Budapest.
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Figure 4.32 lllustrations by Randolph Caldecott, in Volné Sméry IV, no.7 (1900): 242-243
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Figure 4.33 Randolph Caldecott, The Fox Jumps Over the Parson’s Gate, in Volné Sméry IV, no.7 (1900): 242.
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Figure 4.34 Randolph Caldecott, Three Jovial Huntsmen, in Volné Sméry IV, no.7 (1900): 242.
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Figure 4.35 Randolph Caldecott, The Mad Dog, in Volné Sméry IV, no.7 (1900): 242.
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Figure 4.36 Randolph Caldecaott, lllustration from the book Queen of Hearts,

1881, New York Public Library.
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lllustration from the book Queen of Hearts,

Figure 4.37 Randolph Caldecott
1881, New York Public Library.
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RICHARD LAUDA.

RADOSTI AALYC

“Q f‘/'/:—" e /)“‘.‘

RADA 24 0BRAZKU
ZE ZIVOTA NASICH
DETI S PROSTONA-
*RODNIMI RiKADLY

(A AATARTALTAY

NAMLADEM CESKE CRAFICIE SPOLECNOSTI=UNIES
V PRAZE N

i

i sl

Figure 4.38 Richard Lauda, Cover of the illustrated book Joys of the Little

Ones, 1903, Ceska graficka spoleénost Unie.
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BREZEN
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dmrinesemze vsi, | Svaly Petr zRima || |
B4 nove lelo do vsi. nese flasiving !

i Aly svala [Markelo, | abychom se riapil|
e nam pozor na Zito. | Pano Boha chwalil

Figure 4.39 Richard Lauda, March from the illustrated book Joys of the Little
Ones, 1903, Ceska graficka spole¢nost Unie.
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CERVENEC

DejFan Bth desticka
na nase policks,
a_by se zdarilo
zito i pSenicka.

Figure 4.40 Richard Lauda, July from the illustrated book Joys of the Little
Ones, 1903, Ceska graficka spole¢nost Unie.
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Figure 4.41 Walter Crane, Flora's Feast: A Masque of Flowers, 1902, Cooper Hewitt, Smithsonian Design Museum.
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TOPICUV SALON YRROZE

| KOHITET PRO ur\Eu:cxou wcnovu m.n DEZE
PORADA L.VYSTAVU VWIVARNEHO umzni

VE DNECH 3.RiJNA— || 0D O.H. RANNI VSTUPN
10. LS'TOPADO | B0 7 w.veeer | veswe.sees }30h

(nn u.mnncl)

Figure 4.42 Arnost Hofbauer, poster for the First Exhibition of Fine Art of the
Committee for Artistic Education of youth held at the Topi¢ Salon, 1906
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Figure 4.43 Walter Crane, A Dream, Voyage de Réve, 1902, pastel on cardboard, 175 x 252 cm, National Gallery in Prague.

248



Figure 4.44 Artus Scheiner, an illustration from The Snake and Other Stories,
1892. Tel&, Nakladem Emila Solce.
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Figure 4.45 Artu$ Scheiner, illustrations for The Mouse King and Prince Junak: Stories of Brave Dwarfs, 1905, National Museum,

Czechia.



s maSlemi a povijan s hedvibnymi

I/ stuhami, uZ byla skoro pilnoc, kdyZ

i/ / se 3la podivat na svoji deeruSku, dit

/ /1] ] ji dobrou noc. Rozhme zdclony u dvefi

v/ a co vidi: chilvy spi v kfeslech, mésic

/ sviti do pokoje, a u kolébky stoji tfi

krisné Zeny, celé bilé. Ta modrookd
povidd:

+Tak krdsnd a $astnd buded, jaké
nebylo druhé na svité&« Ale druhd,
se zlyma, Cernyma olima, jiny osud
ji dala:

«Buded #astnd, dokud price ne-
pozndl. Jak se poprvé jehlou pichnes,
zemfed. -

A ta tieti se sivyma, tichyma

7/ 7/ — ] oima, polibila déitko a pravila:
/ K N »Neumfes na véky, ten t& vzbudi,
- koho, sama 3astnd, Stastnym udinfi.-

"

Figure 4.46. Artu$ Scheiner, Knizka o Ruzence a o BobeSovi (A Book about Rizenka and Bobe$§), 1902 (Prague: J.Laichter), 14-15.
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Kdyz to povédély, zmi-
zely, chilvy se vzbudily, a krd-
lovna, viecka ulekand, zistala
celou noc u své deerusky. Ale
nic se nehnulo, détitko si jen
broukalo ze sna

Na druhy den, kdyZ se
krdl dovédél, co se stalo, dal
vyhldsit po v8f zemi, nikdo
v celém hradE nesmi pracovat,
viichni ti pracovnici musi jen
ve svych domcich byvat, co by
princezna nikdy pracovat ne-
vidéla. Tak potom byly slavné
kitiny, dali déitku jméno Rii-
Zenka. Muziky vyhrdvaly, vino
teklo z kaSen, po celém parku
hotela svétla, viichni lidé jedli,
pili, po nddvofi tancovali, tfi
dny a tfi noci hody nepfestaly.

A to veseli nemélo konce
cely ten &as, co mild RiZenka



From “Echoes /) % o s \
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of Hellas.” SR e R I e I — 2% |
Designed by ! aremare vy \J/ ‘
Walter Crane. : 5 , . . 2

By permission ) I I don’t think I got any further until, happening (about 1874 ‘ )
::::::'Q“d or 1875) to have some decorative panels to do for the frieze of a |
& Co., Ltd. dining-room, it occurred to me to raise and gild parts of them

| somewhat after the manner of the early Florentine school. Even- ‘l
il A tually all the figures were raised in a paste, made of plaster of {
|7 ! Paris and glue, applied to ordinary canvas. !
/ After this a rather extensive piece of decorative work fell in \
my way. The late Dr. William Spottiswoode wished to decorate
the large saloon of his country house, at Combe Bank, Sevenoaks, |
and I drew out a scheme for him. The chief feature was a large |
ceiling, which existing mouldings had divided into five com- \
partments—a large one in the centre, and four squares, with '
corners cut off at the angles. For this ceiling I planned further oy
v subdivisions for a scheme of the Seasons and the Planets, to be
represented by figures modelled in relief, and gilded and tinted ‘
! in various ways. In the centre was the face of the Sun, and |
\ in the compartments of a kind of wheel—to suggest their

S

(

|

\ mer, Autumn, and Winter. The wheel was supported
{ at each end by two winged figures ; in the side panels,
l flanking the centre, were smaller square compartments,
i with figures suggesting the times of day — Morn,
" Noon. Eve, Night—and between them, in circles, the
{

i

|

Moon on the one side, and Mercury on the other. A
repeating design of a chain of figures, supporting
globes, formed a border. In the square panels at the
four corners were figures of Venus, Mars, Urania, and
Neptune; Jupiter and Saturn occupying spheres at
opposite ends of the ceiling.
All the figures were modelled in a gesso of plaster
| and glue, with cotton wadding used as fibre. The
| repeating borders were cast in ordinary plaster, and
i the grounds of the panels were of fibrous plaster.
\ I also designed for the same room a somewhat elabo- }
{ rate chimney breast, containing a modelled group of
‘ the Fates, and modelled pilasters and other ornaments:
|

as well as the enclosing framework of wood, and the
metal work of grate, fire-irons, and standards. The
door and shutter panels of this room were also fitted
with figure designs suggesting welcome and

K7 e \\ 5 farewell, and other figures emblematic of the
- /\' arts and sciences. A stamped and gilded
7 N " paper I had designed just previously for

| .."_j) /',///,( . Messrs. Jeffrey, of an Italian renaissance
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Figure 4.47 Walter Crane, Echoes of Hellas, reproduced in “The Work of Walter
Crane with Notes by the Artist”, The Easter Art Annual for 1898: Extra Number
of the Art Journal (London: J. S. Virtue, 1898):16.
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Figure 4.48. Artu$ Scheiner, Knizka o RuzZence a o BobesSovi (A Book about
Ruzenka and Bobes§), 1902, (Prague: J.Laichter), 9.
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vyriistala v krisné dévidtko.
SlySela jen na harfy hrit, na
hoboe, zpivat a smét se, vidéla
jen na hon jezdit, tangit a plesat,
nikdy price nepoznala. KdyZ
dorostla, byla tak libeznd, Ze
nikdo také krdsy nevidél. V bi-
lych 3atech béhala po parky,
zZlatérudé vlasy ji zdfily nad
Eelem jako korunka, krmila ry-
bitky, vodila psiky se zlatymi
obojky na hedvibnych pen-
tlich, sedala ve vysokych kfe-
slech u barevnych oken Siro-
kych arkyfi a Citala v perga-
menovych knihdch, pomalova-
nych rytifi ve zbroji, poustev-
niky, ptdky a kvétinami, o slav-
nych bojich divokych reka,
o vidénich poustevnikii na
pousti, o utrpeni dobré Gri-
seldy a ob¥#avé lisce libezné

Figure 4.49. Artu$ Scheiner, Knizka o RizZence a o BobeSovi (A Book about
Ruzenka and Bobes§), 1902, (Prague: J.Laichter),16.
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za nim, utekla druzkim, a2
za nim dobéhla k fece, do
toho opusténého kouta. Vidi,
zmizely trivniky, vzicné stro-
my a barevné kvétiny, kolem
samé malini a ostruZini, ri-
2ové kvity Sipkil se plazi po
vihké zdi staré, Germné viZe.
Byl to pro ni novy, cizi svit
Oteviela mald dubovd vritka

az do podsebiti

vée. Vidi tam

malou  svétnicku RiiZenka se podivila, co to d&ld, sedla si k nému na nizkou
| s kamennym ohni- stolitku a divala se, jak naviékd reZnou nit do ucha hrubé jehly
| S&m a s loZem a jak prodivd stehy na otfelé litce. Leskld jehla se ji velice za-
z medvédich koZi, libila, prosila stafetka, aby ji dovolil zkusit tu podivnou véc.
J auokénkavslunci Stafetek sc zasmdl, pdj&l ji jehhy, ale jak podala 3it, zvykld
Rl sedi svrastély sta- nebyla, pichla se do prstitku, aZ vyskolila rudd kapka krve.
fetek, zaSivi mo- Vykfikla, omdlela a upadia na loZe z medvédiny. Ale mily &a-
fd zolnyma rukama rodéjnik vstal, zamra&il se a propovédél hroznd slova, cely zimek
PI*] ziplatu na kabité. zaklel. ;

{d Leklaseho,alesta- S Rizenkou jako by cely zimek umiel Voda prestala
K fedek zasvitil veli- téci, ryby plavati, ptici létati, korouhvicky na bdnich a véZickich
B kyma olima a se zastavily, a kdo co privé konal, v zimku i v podziméi, tak

VLY pravil: také usnul. Krdl s krdlovnou usnuli na triinech pod baldachynem
+Vitej, panenko, pfi hosting, vichni ostatni, ti dvofané a ministfi, ztuhli nahrbeni,

vitej, cos price ne- div &elem podiahu nebili, jak se pred nimi uctivé klonili; Sevci
poznala  Dlouho s dratvemi v zubech, krejéi s jehlou v ruce, nohy kfizem pod

o jsem natebe &ekal sebou ve svych domcich, kuchafi, jak na panvich cukrovi michali,

U

Figure 4.50. Artu$ Scheiner, Knizka o RuzZence a o BobeSovi (A Book about RizZenka and Bobes), 1902, (Prague: J.Laichter), 18-19.
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princeznu dostat a se krd-
lem stit. Jak tak sedi, smutny
pfemysli, vzpomnél si na
svoji lampicku. Vytdhl ji
z truhli¢ky, zakfesal, rozsvitil,
a uZ stdl pfed nim &emny
moufenin, ptal se:
«Pane, co poroudis ?+

A mily Bobes poru-
¢il si krdsné Saty a kong, co
se pro prince sludi, a tolik
téch jablek a hruSek vzicnych, co jich dvanict koni miZe
unést. A moufenin vieho donesl dost, Saty jen se svitily zlatem
a drahym kamenim, a pfed domem uZ &ekali koné s vzicnym
ndkladem, tfeba jen ke krdli jet, fikat o princeznu. KdyZ dojel

ka brilona viachnu cirdda ini vitale hlacitd tranhile muelily na

Figure 4.51 Artu$ Scheiner, Knizka o RuZence a o BobeSovi (A Book about
Ruzenka and Bobes§), 1902, (Prague: J.Laichter), 35.
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Figure 4.52 Artu$ Scheiner

Ruzenka and Bobes§), 1902

257



Figure 4.53 Walter Crane, Design for the cover of the Scottish Art Review,
1890s, watercolours on paper, 36 x 24.5 cm, Scottish National Gallery of
Modern Art.
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Figure 4.54 Walter Crane, Design for a calendar of the Scottish Provident

Institution, 1892, watercolour on paper, 28.7 x 22 cm, Scottish National Gallery

of Modern Art.
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From “ King
Luckieboy’s
Party."”
Designed by
Walter Crane.
Published by
Mr, John Lane

" Friend February was the next
P&~ . to appear,

" With Valentine Day,

-~ Who had plenty to say;
The Fishes in silver to bring
up the rear '

u(l(ﬂ'!\

Mr. March Hare;
And they, both togeth'er&"‘-
Remark'd on the weather, .
ed themselves witha

erv high air. o 0

Figure 4.55 lllustration from “The Work of Walter Crane with Notes by the
Artist”, The Easter Art Annual for 1898: Extra Number of the Art Journal
(London: J. S. Virtue, 1898): 3.
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Figure 4.56 Artu$ Scheiner, illustration for Karel Jaromir Erben: Zlatovlaska
(Goldilocks), 1911, Spisy Dédictvi Komenského, Prague.
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se stalo, rozzlobil se ndramné na svou pani, co to uéinila. o Vidyt
pak jsi mi sam poruéil, abych ho dala s nasi deerou oddat, driv nez
se vratis!" odpovédéla mu kralovda a podala mu psani. Kral psani
vzal, prohlizi pismo, peéef, papir véecko bylo jeho vlastni. I dal
si zavolat zeté a vyptival se, co a jak? a kde chodil?

Plaviaéek vypravoval, kterak Sel a v lese zabloudil a Ze zdstal na
noc u své staré kmotry. — ,,A kterak vypadala?‘ — ,Tak a tak."
A krdl poznal z jeho reéi, Ze to byla taZ osoba, kterd pied dvaceti

9
Figure 4.57 Artu$ Scheiner, illustration for Karel Jaromir Erben: T7i zlaté viasy

déda Vsevéda (Three Golden Hair of Grandfather Know-All), 1914, Spisy
Dédictvi Komenského, Prague.
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