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1 Viz napf. Vojtéch
Volavka, Malifsky rukopis

ve francouzském obraze
nové doby, Praha: Statni
graficka skola, 1934.

2 Viz Eva Pospéchova,
Documenta Bohemiae

Artis Phototypica. ,Vlasti
sluz i svou fotografii® in:

M. Smied - F. Zaruba,

Ve sluzbach ¢eskych

kniZat a krald. Kniha k pocté
profesora Jifiho Kuthana,
Praha 2013, s. 349-357.

3 Srov. Geraldine
Johnson, s. 37 a 44.

Viz také Philippe Jarjat,
Michelangelo’s Frescoes
through the Camera’s Lens:
The Photographic Album
and Visual Identity, Studies
in the History of Art, 201,77,
s.151-172; Dorothea Peters,
Auf Spurensuche. Giovanni
Morelli und die Fotografie,
in: Herta Wolf (ed.), Zeigen
und/oder beweisen? Die
Fotografie als Kulturtechnik
und Medium des Wissens,
Berlin — Boston: De Gruyter,
2016, s. 15—-43; Frederick

N. Bohrer, Photographic
Perspectives: Photography
and the Institutional
Formation of Art History,

in: Elizabeth Mansfield
(ed.), Art History and Its
Institutions: Foundations
of a Discipline, New York:
Routledge, 2002.

4 Dostupné online:
https://hdl.handle.
net/2111153/biblhertz_fo-
tothek_foto_bh062850,
vyhledano 10. 4. 2026; Vaclav
Vilém Stech, Michelangelo.
Poznamky o renesanéni pro-
storové komposici. RozSifeny
otisk XXV. roéniku Volnych
smérd, Praha: S. V. U. Manes,
1928, s. 31.

Z dochovanych fotografii a publikovanych repro-
dukci uméleckych dél z mezivaleéného obdobi

je patrny nebyvaly zajem o detail. Ten neslouZil
pouze k p¥ibliZeni dila, ke zkoumani autorského
rukopisu nebo srovnavaci analyze, ale ¢asto obstal
i jako svébytny obraz zprostfedkovavajici zcela
novy pohled!

Vystava ukazuje, Ze davody pro pouZivani
detailu byly rGizné. Josef Sudek ve svych vzpo-
minkach zminuje vliv filmu, ktery jej privedl k praci
s detailem jako autonomnim obrazem. Podle Emila
Filly a jeho ¢lanku Prace oka mél detail pfispét ke
zméné divackych navykl a naudit publikum ,,znovu
vidét®, A jak dokladaji texty Bohuslava Slanského,
slouzil fotograficky detail rovnéz jako nastroj do-
kumentace restauratorskych zasah. V kontextu
narUstajici hrozby valky se pak stal i prostfedkem
systematické dokumentace kulturniho dédictvi,
napfiklad v projektu Documenta Bohemiae Artis
Phototypica.?

Zajem o detail se pFitom ve fotografii umé-
leckych dél neobjevuje aZ v mezivaleéné dobé. Uz
dfive byly detaily — zejména hlavy a ruce — vyuzZiva-
ny historiky uméni k analyze stylu a vyzdvizZeni jedi-
necénosti autorského rukopisu, ¢i pfimo k potvrzeni
uméleckého génia.? Fotografické firmy jako Fratelli
Alinari, Brogi, Anderson, Braun nebo Bruckmann
systematicky pofrizovaly detailni snimky umélec-
kych dél dlouho predtim, nez detail ,objevila“
avantgarda.

Tyto starsi fotografie pFitom neztratily na
své relevanci ani v novém kontextu. Reprodukci
detailu ruky otiSténou ve dvacatych letech
v Michelangelové monografii od Vaclava Viléma
Stecha, vydané jako specialni &islo Volnych sméri,
Ize na zakladé srovnani s fotografiemi dochova-
nymi v italskych fototékach nejspise identifikovat
jako snimek Domenica Andersona zachycujici nikoli
ruku z Posledniho soudu, jak je uvedené v popis-
ku, ale ruku proroka Ezechiela, navic oto¢enou
o0 90 stupnt doleva.* S nejvétsi pravdépodobnosti
se na reprodukcich ocitly fotografie pfivezené
Z cest po Italii, otisténé bez uvedeni autora i zdroje.



The preserved photographs and published repro-
ductions of works of art from the interwar period
reveal an unprecedented interest in detail. It was not
only used to bring the work closer, to examine the
author’s painterly style or for comparative analysis,
but often also stood out as a distinctive image con-
veying a completely new perspective.

The exhibition shows that the reasons for using
a detail were varied. In his memoirs, Josef Sudek
mentions the influence of film, which led him to work
with detail as an autonomous image. According to
Emil Filla and his article “The Work of the Eye”, detail
was intended to contribute to changing the view-
er’s habits and teach the audience to “see again”.
As evidenced by the texts of Bohuslav Slansky,
photographic detail also served as a tool for docu-
menting restoration interventions. In the context of
the growing threat of war, it then became a means
of the systematic documentation of cultural herit-
age — for instance in the Documenta Bohemiae Artis
Phototypica project.?

The interest in detail in the photography of
works of art did not first appear in the interwar
period. Even earlier, details — especially heads and
hands — had been used by art historians to analyse
style and highlight the uniqueness of the author’s
painterly style or directly to confirm artistic genius.?
Photographic companies such as Fratelli Alinari,
Brogi, Anderson, Braun or Bruckmann had system-
atically taken detailed photographs of works of art
long before the avant-garde “discovered” detail.

These older photographs did not lose their
relevance even in the new context. The reproduc-
tion of the detail of the hand printed in the 1920s in
the monograph on Michelangelo by Vaclav Vilém
Stech, published as a special issue of Volné sméry,
can most likely be identified, based on compari-
son with photographs preserved in Italian photo
archives, as a photograph by Domenico Anderson,
depicting not the hand from the Last Judgment, as
stated in the caption, but the hand of the prophet
Ezekiel, moreover, turned 90 degrees to the left.*
Most likely, the reproductions were photographs
brought back from trips to Italy, printed without
mentioning the author or source.

1 See, for example,
Vojtéch Volavka, MaliFsky
rukopis ve francouzském
obraze nové doby [Painterly
Styles in French Paintings
of Modernity], Praha: Statni
graficka skola, 1934.

2 See Eva Pospéchova,
Documenta Bohemiae Artis
Phototypica. ,Vlasti sluz

i svou fotografii“ [Documenta
Bohmiae Artis Phototypica:
‘Serve the Nation! In Your
Photography, Too!’], in:

M. Smied.- F. Zaruba, Ve
sluzbach ¢eskych knizat

a krald. Kniha k pocté profe-
sora Jifiho Kuthana [In the
Service of Czech Princes and
Kings. A Book to the Honour
of Professor Jifi Kuthan],
Praha 2013, pp. 349-357.

3 ____Cf.Geraldine
Johnson, pp. 37 and 44.
See also Philippe Jarjat,
Michelangelo’s Frescoes
through the Camera’s

Lens: The Photographic
Album and Visual Identity,
Studies in the History of
Art, 2011, 77, pp. 151-172. -
Dorothea Peters, Auf
Spurensuche. Giovanni
Morelli und die Fotografie,
in: Herta Wolf (ed.), Zeigen
und/oder beweisen? Die
Fotografie als Kulturtechnik
und Medium des Wissens,
Berlin — Boston: De Gruyter,
2016, pp. 15-43. — Frederick
N. Bohrer, Photographic
Perspectives: Photography
and the Institutional
Formation of Art History,

in: Elizabeth Mansfield
(ed.), Art History and Its
Institutions: Foundations
of a Discipline, New York:
Routledge, 2002.

4 Available: https://
hdl.handle.net/2111153/
biblhertz_fotothek_foto_
bh062850, accessed:

10 April 2026. — Vaclav
Vilém Stech, Michelangelo.
Poznamky o renesanéni
prostorové komposici
[Michelangelo: Notes

on Renaissance Spatial
Composition]. Rozsifeny
otisk XXV. ro&niku Volnych
smérl [Extended reprint of
the 25th edition of Volné
sméry], Praha: S. V. U. Manes,
1928, p. 31.




VYTVARNE ZJEVY o

IGHELANGE

NAPSAL V. V. STECH

. VYDAL SPOLEK VYTVARNYCH UMELCO MANES V PRAZE, VACLAVSKEN.14

Viclav Vilém Stech, Michelangelo. Poznémky
o renesancni prostorové komposici.
Rozsifeny otisk XXV. roé&niku Volnych smérd,
Praha: S. V. U. Manes, 1928, s. 31

Vaclav Vilém Stech, Michelangelo. Poznamky o renesanéni
prostorové komposici [Michelangelo: Notes on Renaissance
Spatial Composition]. Extended reprint of the XXVth edition
of Volné sméry, Praha: S. V. U. Manes, 1928, p. 31



Detail ruky proroka Ezechiela od Michelangela,
Sixtinska kaple, reprodukovany jako ,Ruka

z Posledniho soudu“v Michelangelové monografii
od V. V. Stecha z roku 1928: Vaclav Vilém

Stech, Michelangelo. Poznamky o renesanéni
prostorové komposici. RozSifeny otisk XXV. roéniku
VoInych smérd, Praha: S. V. U. Méanes, 1928, s. 31.
Foto: Domenico Anderson

A detail of the hand of the prophet Ezekiel by Michelangelo,
Sistine Chapel, reproduced as “Hand from the Last Judgment”
in Michelangelo’s monograph by V. V. Stech from 1928:

Vaclav Vilém Stech, Michelangelo. Poznamky o renesanéni
prostorové komposici [Michelangelo: Notes on Renaissance
Spatial Composition]. Extended reprint of the XXVth

edition of Vo/né sméry, Praha: S. V. U. Manes, 1928, p. 31.
Photo: Domenico Anderson
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Filmovy efekt

Film Effect



5 Malé fotografické
panorama — Hovofime

s Josefem Sudkem.
Rozmlouval Alexej Kusak,
Kultura 11,1959, €. 5, s. 1.

6 Anna Farova,
Rozhovor s Josefem Sudkem,
12.12.1975 - 2. 2.1976,
Camera LV, 1976, ¢. 4,

s. 6-38.

7 Josef Sudek o sobé,
ed. Jaroslav Andél, Praha:
Torst, 2001, s. 43.

8 Ibidem.

9 Jan Mukarovsky,

K estetice filmu, Listy pro
uméni a kritiku 1,1933, &. 4,
s.102-103.

10 Srov. Erwin
Panofsky, Style and Medium
in the Motion Pictures, in:
Daniel Talbot (ed.), Film:

An Anthology, Berkeley:
University of California
Press, 1966, s. 19; Marilyn
Fabe, Closely Watched Films,
An Introduction to the Art

of Narrative Film Technique,
University of California Press
2014,s. 3.

1 Siegfried Kracauer,
Pokusy o pfizptisobeni, in:
Béla Balasz — Jaroslav Broz —
Ljubomir Oliva, Film je uméni,
Praha: Orbis, 1963, s. 270.
12 Ktomuviz Hana
Buddeus, Braun, Brokoff,
Sudek et. al., Czech Baroque
Sculpture in the Light of
Modernist Photography, in:
Hana Buddeus - Vojtéch
Lahoda — Katarina Masterova
(eds.), Instant Presence.
Representing Art in
Photography, s. 178-195.

Josef Sudek vzpominal, Ze na néj mél velky vliv
film, zejména tvorba Chaplina a Griffitha, u kte-
rého ,objevil prvni detail“® V pfipadé diagonalni
kompozice, oblibené ve fotografii ve dvacatych
a tficatych letech, pak zminil vliv sovétské foto-
grafie a filmu.® Jak sam ¥ikal, ,tenkrat se chodilo
na némy filmy skoro kazdej den“’ Kina navsté-
voval pravdépodobné v okoli Narodni tridy, kde
jich bylo v mezivaleéném obdobi hned nékolik.
Vime totiZ, Ze z biografu ¢asto mi¥il do Unionky,
do kavarny v dnes uzZ neexistujicim domé na
naroZi ulic Narodni a Na Perstyné, po dlouha
Iéta oblibeného mista setkavani prazskych
uméleckych a intelektualnich kruh. Sudek se
tam poprvé setkal s FrantiSkem Tichym a dalSi-
mi umélci.?

Inspirace filmem u Sudka nebyla ojedinéla.
Jak napsal Jan Mukatrovsky, detailni pohled
a moznost pribliZzeni se zrodily pravé z filmového
zabéru a zpétné ovlivnily fotografii.® Film naudil
divaka identifikovat se s pohledem kamery
a detail umoznil vétsi emocionalni zapojeni.”®
Siegfried Kracauer na p¥ikladu Griffitha zdlraz-
fuje, Ze zabér zblizka mliZe fungovat nezavisle
na déji a nést vlastni vyznam."

Tuto logiku nachazime i v nékterych
Sudkovych fotografiich uméleckych dél.
Fotograf ¢asto obchazel sochy a hledal ta-
kovy uhel, ktery by zprostfedkoval specificky
divacky prozitek. V pfipadé Braunova sousosSi
sv. Luitgardy na Karlové mosté napfiklad zvolil
netypicky pohled jakoby zevnitf sochy, diky né-
muz se divak mizZe ztotoZnit s pohledem svétice
na Kristovu tvar. Podle Mukafovského spociva
ucinek detailu ve filmu nejen v samotném pfibli-
Zeni, ale také v tom, Ze detail zaplni celé platno.
Podobného efektu bylo mozné u reprodukci
uméleckych dél dosahnout jejich vytisténim
na spad, tj. na celou stranku, bez okraje.”?

Detail se tak stava autonomnim obrazem.



Josef Sudek recalled that he was greatly influ-
enced by film, especially the work of Chaplin and
Griffith, in whose films he “discovered the first
detail”.? In the case of the diagonal composition
popular in photography in the 1920s and 1930s,

he elsewhere mentioned the influence of Soviet
photography and film.¢ As he himself said, “back
then, people went to silent films almost every day”’
He probably visited cinemas in the area around
Narodni tfida, where there were several in the inter-
war period, because we know that he often headed
from the cinema to Unionka, a café in a now-de-
funct building on the corner of Narodni and Na
Perstyné, a popular meeting place for Prague’s ar-
tistic and intellectual circles for many years. Sudek
first met FrantiSek Tichy and other artists there.?

Sudek’s inspiration from film was not unique.
As Jan Mukafovsky wrote, the close-up view and
the possibility of zooming in were born from the
film shot and in turn influenced photography.’

Film taught the viewer to identify with the camera’s
gaze, and the detail enabled greater emotional
involvement.”© Siegfried Kracauer, using Griffith

as an example, emphasises that a close-up can
function independently of the plot and carry its
own meaning."

This logic is also found in some of Sudek’s
photographs of works of art. The photographer
often walked around the statues and looked for
an angle that would convey a specific viewing
experience. In the case of Braun’s sculptural group
of St Luitgarde on Charles Bridge, for example,
he chose an atypical view, as if from inside the
statue, thanks to which the viewer can identify
with the saint’s view of Christ’s face. According
to Mukarovsky, the effect of detail in film lies not
only in the zoom itself, but in the fact that the detail
fills the entire canvas. A similar effect could be
achieved with reproductions of works of art by
printing them full bleed.”? The detail thus becomes
an autonomous image.

10

5 Malé fotografické
panorama — Hovofime

s Josefem Sudkem.
Rozmlouval Alexej Kusak

[A small photographic
panorama — We talk to Josef
Sudek. Interviewed by Alexej
Kusak], Kultura 111,1959, 5,
p.1.

6 Anna Farova,
Rozhovor s Josefem Sudkem,
12.12.1975-2. 2. 1976
[Interview with Josef

Sudek, 12 December 1975-2
February 1976], Camera LV,
1976, 4, pp. 6-38.

7 Josef Sudek o sobé
[Josef Sudek about himself],
ed. Jaroslav Andél, Praha:
Torst, 2001, p. 43.

8 Ibidem.

9 Jan Mukarovsky,

K estetice filmu [On the
Aesthetics of Film], Listy pro
uméni a kritiku | [Newspaper
for Art and Culture 1],1933, 4,
pp.102-103.

10 Cf. Erwin Panofsky,
Style and Medium in

the Motion Pictures, in:
Daniel Talbot (ed.), Film:

An Anthology, Berkeley:
University of California
Press, 1966, p. 19. — Marilyn
Fabe, Closely Watched Films,
An Introduction to the Art

of Narrative Film Technique,
University of California Press
2014, p. 3.

1 Siegfried Kracauer,
Pokusy o pFizplsobeni
[Attempts at Adaptation], in:
Béla Balasz — Jaroslav Broz —
Ljubomir Oliva, Film je uméni
[Film is Art], Praha: Orbis,
1963, p. 270.

12 On that, see Hana
Buddeus, Braun, Brokoff,
Sudek et. Al., Czech Baroque
Sculpture in the Light of
Modernist Photography, in:
Hana Buddeus - Vojtéch
Lahoda — Katarina MaSterova
(eds.), Instant Presence.
Representing Art in
Photography, pp. 178-195.




Matyas Bernard Braun, Christ and St Luitgarde - part

of the group on Charles Bridge. Plaster cast in the

v Lapidariu Narodniho muzea, reprodukovano Lapidarium of the National Museum, in: Arne Novak,

v knize: Arne Novak, Praha barokni, Praha: Praha barokni [Baroque Prague], Praha: Fr. Borovy, 1947,
Fr. Borovy, 1947, obr. 29. Foto: Josef Sudek Fig. 29. Photo: Josef Sudek

Matyas Bernard Braun, Kristus a sv. Luitgarda —
Cast skupiny na Karlové mosté. Sadrovy odlitek



Prace oka

The Work of the Eye



13

13 Viz nap¥. Maria
Morris & Christopher Phillips
Hambourg, The New Vision:
Photography Between the
World Wars: Ford Motor
Company Collection at the
Metropolitan Museum of
Art, New York: Metropolitan
Museum of Art, 1989;
Christine Kiihn, Neues
Sehen in Berlin. Fotografie
der Zwanziger Jahre,

Berlin: Staatlichen Museen
zu Berlin, 2005.

14 Emil Filla, Prace
oka, Volné sméry XXXI,1935,
s.22-24,zde s. 22.

15 Jan Kvét, K obrazim
z evangelistare Vratislavova,
zvaného Kodexem vysehrad-
skym, Volné sméry XXXI,
1935, s. 24-30.

Od konce dvacatych let se ve fotografii prosazuje
dlraz na ,nové vidéni“’® Fotografové uz nemuseli
napodobovat malifské postupy, ale naopak mohli
vyuzivat specifické vlastnosti média — schopnost
divat se pfesné a analyticky. Tyto myslenky se pro-
mitly i do prace s reprodukcemi v ¢asopise Vol/né
sméry.V &lanku Prace oka (1935) §éfredaktor Emil
Filla vysvétluje, Ze fotografie — a zejména zvétSené
detaily uméleckych dél — mohou divaka naucit
vidét jinak:

»sleprve nyni opét jednak s novym duchem
umeéni a jednak s novym pojetim vlastniho smyslu
mechanickych mozZnosti stava se fotografie véc-
nou, dostava jasnost a smysl pro detail, vyraznost
plastickou i prostorovou. Oko se uéi znovu vidét
[...] Pomoci fotografie, pomoci zvlasté zvétSenych
detaild uéi se oko opét vnimat, je vedeno k po-
stfehlm, kterych pfed originadlem svym zkaZzenym
zpusobem prehlizelo“*

Detail zde nefunguje pouze jako vyfrez sku-
te€nosti, ale jako nastroj, ktery aktivné formuje
zplsob, jakym obraz vnimame. Fotografie podle
Filly umozZiuje prekonat ,zkaziené“ vidéni a upo-
zornuje na kvality dila, jeZ pFi pohledu na original
Casto prehlizime. Tento pfFistup se odraZi i pfimo na
strankach ¢asopisu, kde se systematicky pracuje
s detaily reprodukovanych dél. Historik uméni Jan
Kvét v ¢lanku vénovaném stfedovékym miniaturam
napftiklad podotyka, Ze tyto ,,zvétSeniny“ prispély
k pfehodnoceni romanské malby.”® Detail se zde
stava nastrojem poznani i nové interpretace.



Since the late 1920s, photography has been em- 14
phasising a “new vision”® Photographers no longer
had to imitate painterly techniques, but instead
could use the specific properties of the medium —
the ability to see precisely and analytically. These
ideas were also reflected in the work with repro-
ductions in the journal Volné sméry. In the article
“The Work of the Eye” (1935), editor-in-chief Emil
Filla explains that photography — and especially
the enlarged details of works of art — can teach the
viewer to see differently:

“Only now, partly given the new spirit of art
and partly through the new conception of the mea-
ning of its mechanical possibilities, does photogra-
phy become factual, acquiring clarity and a sense
of detail, distinctiveness both in plasticity and
spatiality. The eye learns to see anew. [...] Through
photography, particularly through enlarged details,
the eye relearns how to perceive. It is led to insi-
ghts which, in its damaged state, it has been unab-
le to comprehend when faced with the original.”**

The detail here does not function only as
a segment of reality, but as a tool that actively sha-
pes the way we perceive the image. According to
Filla, photography allows us to overcome “corrup-
ted” vision and draws attention to the qualities of
the work that we often overlook when looking at
the original. This approach is also reflected directly
on the pages of the journal, where the details of the

reproduced works are systematically worked on. 13 See, for example,
For example, in an article dedicated to medieval B s opner
miniatures, art historian Jan Kvét notes that these New Vision: Photography
« " . Between the World Wars:
enlargements” contributed to the reassessment Ford Motor Company
o o 15 . Collection at the

of Romanesque painting.”” Here, detail becomes Metropolitan Museum of

H H Art, New York: Metropolitan
a tool for knowledge and new interpretation. Museum of Art, 1989, ~

Christine Kiihn, Neues
Sehen in Berlin. Fotografie
der Zwanziger Jahre,

Berlin: Staatlichen Museen
zu Berlin, 2005.

14 Emil Filla, Prace oka
[The Work of the Eye], Volné
sméry XXXI, 1935, pp. 22-24,
here p. 22.

15 Jan Kvét, K obraziim
z evangelistare Vratislavova,
zvaného Kodexem vysSe-
hradskym [On the Paintings
of Vratislav’s Evangeliary,
Known as the Vysehrad
Codex], Volné sméry XXX,
1935, pp. 24-30.




deall

Emil Filia: Tdiakl & Blavoe,

Emil Filla, Z&tiSi s hlavou, detail, Volné sméry XXXI, Emil Filla, Still Life with a Head, detail, Volné sméry XXXI,
1935, s. 17. Foto: Josef Sudek (?) 1935, p. 17. Photo: Josef Sudek (?)



Hembrandd: Feditavknd P. Marke, Detabl Obrardrna Spoletnoet] v. po u, ¥ Praze

Rembrandt van Rijn, Zvéstovani Panné Marii, detail, Rembrandt van Rijn, The Annunciation of the Virgin Mary,
VoIné sméry XXXI,1935, s. 87. Foto: Josef Sudek detail, Volné sméry XXXI,1935, p. 87. Photo: Josef Sudek



Fraka, Universitsl kpiveena: Kodes Vylehraduky. Jiddl peiibenim erafuje Keala. (Zvitieny vk
& eolailranniho obrard. Vel srig, B850 cm)

Jidas polibenim zrazuje Krista, zvétSeny vysek Judas betrays Christ with a Kiss, enlarged section
z celostranného obrazu z Kodexu vySehradského, from a full-page image from the Vysehrad Codex.
Volné sméry XXXI,1935, s. 263. Foto: Josef Sudek Volné sméry XXXI,1935, p. 263. Photo: Josef Sudek



Pl

dindtich Styraki; Cerchow, Datakl

Detail dnes nezvéstného obrazu Jindficha Detail of the now missing painting by Jindfich Styrsky
Styrského Cerchov, Volné sméry XXXIl, 1936, s. 107. Cerchov, Volné Sméry XXXII, 1936, p.107.
Foto: Josef Sudek Photo: Josef Sudek



Warel Purkynd: Kowdl, detall Medernl galerie v Prais

Karel Purkyné, KovaF Jech, detail, Volné sméry XXXII, Karel Purkyné, Blacksmith Jech, detail, Volné sméry XXXII,
1936, s. 145. Foto: Josef Sudek 1936, p. 145. Photo: Josef Sudek



Misir rajnradsky. Delnil & obrazu Kristus ns hofe Qlivelské I wiitavy golickébn umdni v Brod

Mistr rajhradského oltare, Kristus na hore Master of the Rajhrad Altarpiece, Christ on the Mount
Olivetské, detail, Volné sméry XXXII,1936, s. 217. of Olives, detail, Volné sméry XXXII,1936, p. 217.
Foto: Josef Sudek Photo: Josef Sudek



Madnna ¥ Veweli. Detall

Madona z Vevefi, detail, Volné sméry XXXII, 1936, Madonna of Veveri. detail, Volné sméry XXXII,1936,
s. 285. Foto: Josef Sudek p. 285. Photo: Josef Sudek



Edouard Manei: Detail = pledeliéhe sbrazu

Edouard Manet, Podobizna Emila Zoly, detail, Edouard Manet, Portrait of Emile Zola, detail,
Volné sméry XXXIV,1938, s. 7. Foto: Josef Sudek Volné sméry XXXIV, 1938, p. 7. Photo: Josef Sudek



Henrl Mousseau: Zaklinatka hadd, Detsll

Henri Rousseau, Zaklina&ka hadd, detail, Volné Henri Rousseau, The Snake Charmer, detail, Volné
sméry XXXIV, 1938, s. 40. Foto: Josef Sudek sméry XXXIV, 1938, p. 40. Photo: Josef Sudek



Pred a po: dokumentace
restauratorskych zasahu

Before and After:
Documentation of
Restoration Interventions
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16 Geraldine Johnson,
»(Un)richtige Aufnahme*:
Renaissance Sculpture and
the Visual Historiography

of Art History, Art History
XXXVI, 2013, 6.1, s.12-51,
zde s. 32.

17 Bohuslav Slansky,
Oprava obrazl z hradu
Karlstejna, Volné sméry XXXI,
1935, s. 205-210; Bohuslav
Slansky, Oprava obrazl

z hradu Karlstejna, Volné
sméry XXXI1I1,1937, s. 26-28;
Bohuslav Slansky, Oprava
tabulovych obraz( v kapli
sv. KfiZze na hradé Karlstejné,
Zpravy pamatkove péce,
1938, s. 24-27.

18 Bohuslav Slansky,
Oprava Votivni desky arcibis-
kupa Jana Oc¢ka z Vla§imé,
Uméni X111, 1940-1941,

s. 401-414.

Je obtiZiné urcit, zda rostouci dostupnost fotogra-
fii — a detaild pfedevsim — na pfelomu 19. a 20. sto-
leti vedla k rozvoji znalectvi, nebo zda se fotogra-
fické detaily zacaly vice pouzZivat teprve na zakladé
objednavky ze strany historikl uméni.'* V kazidém
pfipadé zde existuje uzka vazba. To plati i pro foto-
grafie dokumentujici restauratorské zasahy. V me-
zivaleéném Ceskoslovensku sehral v tomto ohledu
vyznamnou roli restaurator Bohuslav Slansky,
ktery vyuZival fotografii i pro ilustraci argumen-
tace v ¢asopiseckych ¢lancich. Prostifednictvim
fotografickych detail dokumentoval stav v té
dobé restaurovanych vyznamnych pamatek — od
Theodorikovych deskovych maleb po Diirerovu
RliZencovou slavnost.”

Obzvlast nazorny je pripad restaurovani
Votivniho obrazu Jana Oc¢ka z Vlasimi, popsany
v ¢asopise Uméni, kde reprodukovana dvojice
detailnich snimkt hlavy arcibiskupa pfed zasahem
a po ném ukazuje proménu malby po odstranéni
laku, retusi a pfemaleb.”® Detail tady nefunguje jen
jako vyfez, ale jako dlikazni nastroj: umoZiuje pres-
né sledovat zmény, které zasah prinesl. Z dnesni
perspektivy maji tyto fotografie navic hodnotu do-
kumentu — zachycuji podobu dél, jez restaurovanim
nenavratné zanikla. V pfipadé fotografii reproduko-
vanych v Gasopise Uméni se dnes tézko urcuje, kdo
byl jejich autorem. Stocky pro &asopis dodaval sam
editor, nakladatel a maijitel grafickych zavoda Jan
Stenc a konkrétni fotografy, ktefi pro n&j pracovali,
zpravidla neuvadél.
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availability of photographs — and details in parti-
cular — at the turn of the 20th century led to the
development of expertise, or whether photogra-
phic details only began to be used more widely

on the basis of orders from art historians.’® In any
case, there is a close connection. This also applies
to photographs documenting restoration inter-
ventions. In interwar Czechoslovakia, the restorer
Bohuslav Slansky played an important role in this
regard, using photography to illustrate arguments
in journal articles. Through photographic details,
he documented the status of important monuments
being restored at that time — from Theodoric’s pa-
nel paintings to Diirer’s Feast of the Rosary."”

The case of the restoration of the Votive
Painting of Jan Oc¢ko of Vlasim, described in the
Uméni journal, is particularly illustrative, where
a reproduced pair of detailed photographs of the
archbishop’s head before and after the intervention
shows the transformation of the painting after the
removal of varnish, retouching and overpainting.”®
The detail here does not function only as a seg-
ment, but as an evidentiary tool: it allows for the
precise monitoring of the changes brought about
by the intervention. From today’s perspective, these

h 16 Geraldine
photographs moreover have documentary value — Johnson, (Un)richtige
Aufnahme’: Renaissance
they qapture the appearance of work§ that have Soulpture and the Visual
been irretrievably lost due to restoration. In the Historiography of Art History,
. v s Art History XXXVI,2013,1,
case of photographs reproduced in the Uméni jour- pp. 12-51, here p. 32.
oy » e ppe . . 17 Bohuslav Slansky,
nal, it is difficult to determine who their author was. Oprava obrazii z hradu
inti 1 H Karlstejna [Renovation
The pr|nt|.ng plate§ for the journal were suppllefj e e e
by the editor, publisher and owner of the graphic Stejn Castle], Volné sméry
= . XXXI,1935, pp. 205-210. —
works, Jan Stenc, and he usually did not name the Bohuslay Sinsky, Oprava
specific photographers who worked for him. obrazli z hradu KarlSteina,

Voiné sméry XXXIII, 1937,
pp. 26—28. — Bohuslav
Slansky, Oprava tabulovych
obrazl v kapli sv. Kfize

na hradé Karlstejné [The
Restoration of the Panel
Paintings at the Chapel of
the Holy Cross on Karl$tejn
Castle?, Zpravy pamatkové
péce, 1938, pp. 24-27.

18 Bohuslav Slansky,
Oprava Votivni desky arci-
biskupa Jana Oc¢ka z Vlas§imé
[The Restoration of the
Votive Panel of Archbishop
Jan O¢&ko of Vlasim],

Uméni X111,1940-1941,

pp. 401-414.




&, Praba, Stitei galerir,

i it Ve,

Albrecly Direr. Rademoe

Albrecht Diirer, RGZencova slavnost, vysek,
Uméni VII1,1934-1935, s. 187

Albrecht Diirer, Feast of the Rosary. Segment.
Uméni VI, 1934-1935, p. 187
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ménncheo, slavnosnd zdiiciho, Koy jedimyt ma
schogmost & sila vyvolan dojem nermdrne dilioy
bex skutetnd r‘n.!'--i"l.'l\.lll.ll: Woubky pesemakdho
prosbon.

Piv daldi _:-riri I-:.'I:. \!.'lutl_'nq |1|:uu.d|'_j YEsIvVE
ze spodu B mscla, ktery se neoaweroval na
odpadlé plochy, ale prikrival { zlato o malbe,
Témét polovim edkové plochy poradi v horenl
chari obrazy byl mkio odirym. Zdeoved byla
ohjevena i plsvosdnd mitra arcibiskepa Jana (kka
vyhihajici v hrory mhnsed r\-unrl.ml k ose & mod

Srovnani detailu Votivniho obrazu Jana Oc¢ka z Vlasimi pfed restauratorskym zasahem a po ném. Reprodukovano jako
ilustrace k ¢lanku: Bohuslav Slansky, Oprava Votivni desky arcibiskupa Jana O¢ka z Vlas§imé&, Uméni Xlll, 19401941,
s.404 a 405
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Comparison of the detail of the Votive Panel by Jan Oc¢ko of Vlasim before and after the restoration intervention.
Reproduced as an illustration for an article: Bohuslav Slansky, Oprava Votivni desky arcibiskupa Jana Ocka z Vlag§imé
[The Restoration of the Votive Panel of Jan O&ko of Vlagim], Uméni XIIl,1940-1941, pp. 404 and 405
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19 Karel Sourek,
Fotografie a uméni,
Documenta Historiae Artis
Phototypica, Fotografie |,
1945, ¢. 2, s. 26—28; Marie
Kotrbova, Statni fotoméricky
ustav ve sluzbach spolecen-
skych véd a pamatkové péce,
Zpravy pamatkové péce Xlll,
1953, &. 5, s.133.

20 Kristina Uhlikova,
Fotoméricky ustav, in:
Eadem, Zdenék Wirth,

prvni dvé Zivotni etapy
(1878-1939), Praha: Narodni
pamatkovy ustav, 2010,
s.101-104.

2 Viz Hana Buddeus,
Enlarged details and Close-
-up Views: Art Reproduction
in 1930s Czechoslovakia,
Artium Quaestiones XXXIII,
2022, s. 61-86, zde s. 76.

22 Srov. Costanza
Caraffa — Tiziana Serena
(eds.), Photo Archives and
the Idea of Nation, Berlin
2005; Camilla Balbi —
Katarina MasSterova —
Fedora Parkmann,

Shaping Cultural Identities
Through Photomechanical
Reproduction, Photography
& Culture XVII1,2025, &. 2,
s.113-120; viz také Josef
Krasa, Pocta Alexandru
Paulovi, Uméni XXX, 1982,
¢.1,s.63.

Hrozba dalsi svétové valky urychlila potfebu pofidit
dikladnou fotografickou dokumentaci kulturniho
dédictvi. Cinnost Statniho ustavu pro fotografova-
ni, mé&feni a odlévani pamatek (pozdéji Statni tustav
fotoméfricky), zaloZeného v roce 1919 z iniciativy
Zderika Wirtha (a Karla Chytila), véak nebyla dosta-
tec¢na.” Omezené financ¢ni moZnosti znamenaly, Ze
systematické kampané vznikaly jen vyjime¢né a do-
kumentace se opirala spiSe o akvizice pozlstalosti
a dalsi dary.?°

Velkoryse koncipovany projekt Documenta
Bohemiae Artis Phototypica iniciovali Karel Sourek
s Alexandrem Paulem a FrantiSkem lllkem mimo jiné
pravé z potfeby soukromou iniciativou doplnit z je-
jich pohledu nedostate¢nou aktivitu statu. Latinsky
nazev odkazoval k némeckému akademickému pro-
jektu Monumenta Artis Germaniae, viiéi némuz se
zaroven vymezoval: hierarchicky chapané ,,monu-
menty“ proto nahradily horizontalni ,dokumenty“?

Vzhledem k soubéhu se zacatkem druhé své-
tové valky vSak i tento projekt zlistal z velké ¢asti
nerealizovan. Dochovana alba s volné vioZzenymi
fotografiemi presto svédéi o ambici vytvofit co nej-
presnéjsi obraz pamatek — zachytit je pro budouc-
nost a zaroven Sifit povédomi o jejich hodnoté,
a tim posilit narodni uvédoméni.??



It is difficult to determine whether the increasing
availability of photographs — and details in parti-
cular — at the turn of the 20th century led to the
development of expertise, or whether photogra-
phic details only began to be used more widely
on the basis of orders from art historians.”” In any
case, there is a close connection. This also applies
to photographs documenting restoration inter-
ventions. In interwar Czechoslovakia, the restorer
Bohuslav Slansky played an important role in this
regard, using photography to illustrate arguments
in journal articles. Through photographic details,
he documented the status of important monuments
being restored at that time — from Theodoric’s pa-
nel paintings to Diirer’s Feast of the Rosary.?°

The case of the restoration of the Votive
Painting of Jan Oc¢ko of Vlasim, described in the
Umeéni journal, is particularly illustrative, where
a reproduced pair of detailed photographs of
the archbishop’s head before and after the inter-
vention shows the transformation of the painting
after the removal of varnish, retouching and
overpainting.” The detail here does not function
only as a segment, but as an evidentiary tool: it
allows for the precise monitoring of the changes
brought about by the intervention. From today’s
perspective, these photographs moreover have
documentary value — they capture the appearance
of works that have been irretrievably lost due to
restoration. In the case of photographs reprodu-
ced in the Uméni journal, it is difficult to determine
who their author was. The printing plates for the
journal were supplied by the editor, publisher and
owner of the graphic works, Jan Stenc, and he
usually did not name the specific photographers
who worked for him.??
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19 Karel Sourek,
Fotografie a uméni,
Documenta Historiae Artis
Phototypica [Photography
and Art, Documenta
Bohemiae Artis Phototypica],
Fotografie I,1945, 2,

pp. 26—28. — Marie Kotrbova,
Statni fotoméficky ustav ve
sluzbach spolec¢enskych

véd a pamatkové péce [The
State Photo-Measurement
Institute in the Service

of Social Sciences and
Monument Care], Zpravy
pamatkové péce XllI, 1953,
5,p.133.

20 Kristina Uhlikova,
Fotomé&Ficky ustav [The
Photo-Measurement
Institute], in: Idem, Zdenék
Wirth, prvni dvé Zivotni etapy
(1878-1939) [Zden&k Wirth,
the first two life stages
(1878-1939], Praha: Narodni
pamatkovy ustav, 2010,
pp.101-104.

21 See Hana Buddeus,
Enlarged details and Close-
up Views: Art Reproduction
in 1930s Czechoslovakia,
Artium Quaestiones XXXIII,
2022, pp. 61-86, here p. 76.
22 Cf. Costanza
Caraffa — Tiziana Serena
(eds.), Photo Archives

and the Idea of Nation,
Berlin 2005. — Camilla

Balbi — Katarina Masterova —
Fedora Parkmann,

Shaping Cultural Identities
Through Photomechanical
Reproduction, Photography
& Culture XVIII, 2025, 2,

pp. 113-120. — See also Josef
Krasa, Pocta Alexandru
Paulovi, Uméni XXX, 1982,

1, p. 63.
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T¥i pohledy na Theodorikiv obraz sv. Vita z kaple Three views of Theodoric’s painting of St Vitus from

sv. KfiZe na Karlstejné, listy z alba Alexandr the Chapel of the Holy Cross at KarlStejn. Pages from the
Paul - Frantisek lllek — Karel Sourek, Deskové album of Alexandr Paul - Frantisek lllek - Karel Sourek,
obrazy Mistra Theodoricha na KarlStejné z XIV. st., Deskové obrazy Mistra Theodoricha na Karlstejné z XIV. st.
Documenta Bohemiae Artis Phototypica, [The 14th-century Panel Paintings of Master Theodoric at
nedatovano [pravdépodobné 1938-1945]. KarlStejn Castle], Documenta Bohemiae Artis Phototypica,

Foto: lllek & Paul undated [likely 1938-1945]. Photo: lllek & Paul
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Detaily Theodorikovych obrazii z kaple sv. Kfize na Karlstejné, listy z alba Alexandr Paul — Frantisek lllek — Karel Sourek,
Deskové obrazy Mistra Theodoricha na Karlstejné z XIV. st., Documenta Bohemiae Artis Phototypica, nedatovano
[pravdépodobné& 1938—1945]. Foto: lllek & Paul
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Details of Theodoric’s paintings in the Chapel of the Holy Cross at Karl$tejn. Pages from the album of Alexandr Paul -
Frantisek lllek - Karel Sourek, Deskové obrazy Mistra Theodoricha na Karlstejné z XIV. st. [The 14th-century Panel
Paintings of Master Theodoric at KarlStejn Castle], Documenta Bohemiae Artis Phototypica, undated [likely 1938-1945].
Photo: lllek & Paul
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lluminator rukopist kralovny Rej&ky, detail

inicialy S s obrazem stvofeni ptactva a ryb ze
Zaltafe a antifonafe Cod MS 355 knihovny klastera
v Rajhradé, fol. 73, listy z alba Alexandr Paul —
FrantiSek lllek — Karel Sourek, TFi iluminované
rukopisy knihovny klastera v Rajhradé z XIV. st.,
Documenta Bohemiae Artis Phototypica,
nedatovano [pravdé&podobné 1938-1945].

Foto: lllek & Paul

The illuminator of the manuscripts of Queen Elizabeth
Richeza, detail of the initial S with an image of the creation of
birds and fish from the Psalter and Antiphonary Cod MS 355
of the library of the monastery in Rajhrad, fol. 73, pages from
the album of Alexandr Paul — Frantisek lllek — Karel Sourek,
TFi iluminované rukopisy knihovny klastera v Rajhradé

z XIV. st. [Three illuminated 14th-century manuscripts of

the Rajhrad monastery library], Documenta Bohemiae Artis
Phototypica, undated [likely 1938-1945]. Photo: lllek & Paul
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