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Ondrej Pecha

byvaly radni pro kulturu hlavniho
mésta Prahy a soucasny predseda
Vyboru pro kulturu ZHMP

Ondrej Pecha

Former Culture Councillor of the City
of Prague and currently Chair of the
Committee for Culture of Prague City
Council

Magistrat hlavniho mésta Prahy se dlouhodobé snazi o vytvoreni vysokého
standardu kulturnf nabidky v nasem hlavnim mésté, a proto podporuje
zasadnf kulturnf aktivity, které se v ném konaji.

Takovou akci je jisté i vystava Amedeo Modigliani, které jsem jesté jako
radni pro kulturu mohl vyjadrit svou podporu. Dilo tohoto umélce nebylo
jesté nikdy v Praze vystaveno v $ir§im méritku. Nejen obyvatelé Prahy, ale
také celé Ceské republiky a zahrani¢i tak maji kone¢né jedine¢nou moznost
se s touto umeéleckou osobnosti blize sezndmit.

Jsem velmi rad, Ze je tato unikatni vystava umisténa do prostor zcela
jedine¢nych - do galerie Obecniho domu, ktery je vyznamnou ukéazkou
secesni architektury v Cech4ch a svou polohou p#imo v srdci historické
Prahy nabizi této vyjimecné expozici idedlni podminky.

Osobné povazuji vystavu Amedeo Modigliani za jednu z nejdilezitéjsich
kulturnich udalosti v Praze a pevné doufdm, Ze se podobnych vystav bude
v Praze konat ¢im dal vice.

The City of Prague has long endeavoured to establish a high standard for the cultural
activities offered in the capital. Therefore, it supports significant cultural activities that
take place in the city.

One such activity is the Amedeo Modigliani exhibition that I was able to express support
for as the city’s Councillor for Culture. The works of this artist have never before been
exhibited in Prague as such a large collection. Not just the inhabitants of Prague, but the
population of the entire Czech Republic and visitors from abroad finally have the unique
opportunity to learn more about this artist.

I am very pleased that this unique exhibition is taking place in the very special location
of the Municipal House Gallery, which is itself an extraordinary example of Art Nouveau
architecture in the Czech Republic and, given its position at the heart of historic Prague,
offers ideal conditions for this special event.

I personally regard the Amedeo Modigliani exhibition as one of the most important cultural
events in Prague and firmly hope that more such exhibitions will take place in Prague in
the future.

Mgr. Tomas Vacek
generdlni reditel akciové spolecnosti
Obecni diim

Mgr. Tomas Vacek
General Director, Municipal House a.s.

Narodni kulturni pamatka Obecni dim patfi k nejvyznamnéj$im secesnim stavbam
v Praze.

Otevreni Obecniho domu se datuje do roku 1912. Byl vybudovan podle projektu
architektli Antonina Bal$dnka a Osvalda Polivky vletech 1905-1912 na misté nékdejsiho
Kralovského dvora, v némz v letech 1383-1484 sidlili cesti kralové. Na vyzdobé
Obecniho domu se podileli ve své dobé nejvyznamnéjsi ¢esti maliti a sochati - Alfons
Mucha, Jan Preisler, Mikol4s Ales, Max gvabinsk;’z, Frantidek Zenisek, Ladislav Saloun,
Josef Maratka, Josef Vaclav Myslbek a rada dalsich ¢eskych umélcti.

Znacny zajem vzbudila napriklad neddvno zde skoncena vystava ,Alfons Mucha,
Apotedzalasky, porddand u prileZitosti 150. vyro¢i narozeni tohoto svétoveé proslulého
umélce, ktery vytvoril pro Primatorsky sal Obecniho domu pozoruhodné ucelené dilo.
Rok 1912 je pro Modiglianiho vystavu, zda se, magickym datem. V tentyZz rok spolu
vystavovali Amedeo Modigliani a FrantiSek Kupka na Podzimnim salonu v Pafizi. Po
témér sto letech se prostednictvim nékterych svych dél opét setkali, tentokrat ve
Vystavnich sdlech Obecniho domu. Po celé radé ikon vytvarného umeéni, jejichz dila
Obecni diim hostil, nyni nabizi specifické misto také vystavé Amedea Modiglianiho.
Je to myslim setkani velmi plsobivé. Obecni diim mu propdjcuje svou honosnou
architektonickou silu. Amedeo Modigliani patfi k umélctim, jejichz vystava je zcela
unikéatni udalosti. Velmi si vaZime toho, Ze jsou v Obecnim domé vystavena dila pravé
tohoto umélce.

Vystava Amedeo Modigliani pomaha naplilovat ptivodni zdmér hlavniho mésta Prahy
vytvorit pevny bod narodni identity v kontextu kultury svétové.

The Municipal House is a cultural monument and one of the most important examples of Art Nouveau
architecture in Prague. The Municipal House opened in 1912. It was designed by the architects Antonin
Bal$anek and Osvald Polivka and built between 1905 and 1912 on the site of what used to be the King’s
Court, the seat of the Bohemian kings between 1383 and 1484. The most prominent Czech artists and
sculptors of the time contributed the Municipal House’s decorations - Alfons Mucha, Jan Preisler,
Mikol4s Ales, Max §vabinsk)’7, Frantidek ZenfSek, Ladislav Saloun, Josef Matatka, Josef Vaclav Myslbek
and many others.

The Municipal House recently attracted attention for the exhibition ‘Alfons Mucha: The Apotheosis of
Love’ that was organised to mark the 150th anniversary of the birth of Alfons Mucha, the world-renowned
artist who created the extraordinary paintings in the Mayor Hall inside the Municipal House.

The year1912 seems to be a magical date for the Modigliani exhibition. That same year Amedeo Modigliani
and Franti$ek Kupka together exhibited their work at the Salon d’Automne in Paris. Almosta century later
they are coming together again through their works, this time in the Exhibition Halls of the Municipal
House. Following the many icons of fine art whose works the Municipal House has played host to, it now
offers a special place to the Amedeo Modigliani exhibition. It is, I think, a very impressive reunion. The
Municipal House lends it the grand force of its architecture. Amedeo Modigliani is among the artists
whose exhibitions constitute a unique event. We are honoured that the works of this artist are being
exhibited at the Municipal House. The Amedeo Modigliani exhibition helps fulfil the City of Prague’s
original objective of forming a firm point of national identity in a context of world culture.



Jeho Excelence Fabio Pigliapoco,
italsky velvyslanec v Ceské Republice

Prazska vystava o Amedeu Modiglianim je vyjime¢nou udélosti; Modiglianiho
vystava v Obecnim domé ma4 jesté vét$i vyznam diky svému veledspésnému
propojeni obsahu a formy, které bylo mo#né realizovat pravé v Ceské republice.
Genialni a eklekticky italsky umeélec byl schopen svymi dily sdélit podstatu svého
bohémského byti, vSestrannost a zaméfeni, oxyméron povrchnosti a hloubky,
stru¢nost a zdrovenn komplexnost svych kreseb. Zatracovany, a presto milovany
Modigliani je ztélesnénim umeélce prvnich dvou desetileti dvacatého stoleti, doby
beznadéjného hledani ,identity”, zhrouceni tradi¢nich a spole¢nych uméleckych
zésad, tak Ze - o mnoho let pozdéji - slavny italsky basnik Eugenio Montale musel
priznat, ze ,Codesto solo oggi possiamo dirti, cio che non siamo, cio che non vogliamo®
(Jsme schopni #ici pouze to, Ze nejsme tim, ¢im nechceme byt). Jako je Modigliani
prikladem umélce své doby, je prazsky Obecni diim, jako jedna z nejvyznamnéjsich
ukézek secese, stavitelskym i obrazovym vyjadtenim stejného ¢asového rozpéti.
Vystava je velmi zajimava nejen tim, Ze zachycuje Modiglianiho kli¢ové rysy jako
umeélce, ale také proto, Ze ho predstavuje jakoZto muZze, manzela, syna, otce a
pritele. Z tohoto dtivodu je rozsirena o ukazky dél téch, ktefi mu byli blizci. Po¢inaje
jeho milovanou Jeanne Hébuterne (jejiZ skici a malby jsou vystaveny poprvé) a
konée FrantiSkem Kupkou, jehoz mistrovské dilo harmonicky souzni s dilem
Modiglianiho. Vystava pro navstévnika neni ,introspektivni, ale spiSe oteviena
ke sledovdni (nebo otevien4 pozorovateli). SpiSe ukazuje, nez by zakryvala,
nevyhyba se ani nejdiskutovanéjsi a nejméné uslechtilé ¢asti malifova Zivota.
Vystava umoziiuje navstévnikovi uvédomit si, Ze ,uméni®, v jeho nejslechetnéjsim
slova smyslu, miZe také vychéazet z konfliktu mezi moréalkou a konformismem na
strané jedné a intuici, iracionalitou a absenci pravidel na strané druhé.

JakoZto italsky ambasador v Ceské republice musim vyjad¥it sv@ij dik viem, kdo
se zaslouzili o tuto GZasnou a bezpochyby tspésnou udalost. Podékovani patfi
organizatorim, vlastniktim galerii, sbératelim a v neposledni radé i Modigliani
Archives. Védomi toho, Ze italské uméni m4 v Ceské republice takovou odezvu, ve
mné vyvolava hrdost a zadostiuc¢inéni. Modigliani se mtze radit mezi ty umélce,
ktefi jiz od sedmndactého stoleti prinaseji italsky talent do ¢eskych zemi, kde se
setkavaji s hlubokym uzndnim a ocenénim $iroké verejnosti stejné jako vlastniki

jejich dél.

Uspéch, ktery mé dnes Modigliani v Praze a na celém svété, dokazuje, Ze je jednim
z opatrovnikd, svédkd a interpret vSeobecnych a vé¢nych hodnot, které evokuji
surové, nicméné sladké emoce vkazdém z nas. Fakt, Ze tyto pocity byly inspirovany
mysli, srdcem a rukama italského umélce, je pro mé velkym zadostiu¢inénim.

Foreword by H. E. Fabio Pigliapoco,
Italian ambassador to the Czech republic

Original photo of 1900 archives Legales, Rome

An exhibition on Amedeo Modigliani in Prague is an exceptional event; a Modigliani exhibition at the
Municipal House is of even greater importance, representing the most successful mélange of content and
container that could be made in the Czech Republic.

A genial and eclectic Italian artist who was able to convey through his works the very essence of his
Bohemianism, versatile but focused, superficial and, in an paradoxically, deep, concise in his drawings and
yet complex in the message they deliver, maudit though beloved, Modigliani is the quintessential artist of
the first two decades of the twentieth century, a time of a desperate search for ‘identity’, of the collapse of
traditional and consolidated art canons, so that, some years later, the great Italian poet Eugenio Montale
admitted that ‘Codesto solo oggi possiamo dirti, cid che non siamo, cid che non vogliamo’ (We're able to tell you
only what we are not, what we do not want). Whereas Modigliani is the paradigm of an era, the Prague
Municipal House thoroughly fits, as one of the most significant examples of Art Nouveau, architectural and
figurative expression spread through the same time span.

The exhibition is extremely interesting not only because it captures the pivotal features of Modigliani as

an artist, but also because it integrates them with those that characterise him as a man, a husband, a son, a
father and a friend. Hence, it encompasses the production of those who were closer to him, from his beloved
Jeanne Hébuterne (whose sketches and paintings are displayed for the first time) to Frantiek Kupka, whose
masterpieces harmoniously dialogue with Modigliani’s. The visitor is struck by the exhibition not being
‘introspective’, but open towards the observer. It reveals rather than hides, and does not neglect even the
most discussed and less noble sides of the painter’s life. The exhibition leads the visitor to realise that ‘art’, in
the most sublime of its meanings, can also stem from the conflict between morality and conformism on the
one hand and intuition, irrationality and the absence of rules on the other.

As Ambassador of Ttaly to the Czech Republic, I must state my gratitude to all those who made this event

- enjoying an undisputed success - possible. To the organisers, the gallery owners and collectors and to the
Modigliani Archives I owe my votes of thanks. Acknowledging the echo that Italian art maintains in the
Czech Republic fosters my pride and satisfaction. Modigliani could be ranked among those artists who have
been exporting the Italian genius to the Bohemian lands since the seventeenth century, encountering deep
recognition and appreciation from the public as well as from the beneficiaries of their production.

The success that Modigliani has today in
Prague and throughout the world proves

he is one of the depositaries, witnesses and
interpreters of universal and everlasting
values that evoke rough though sweet
emotions in every one of us. That these
feelings are inspired by the mind, the heart
and the hands of an Italian artist, I could not
be more pleased.



Monika Burian Jourdan
Jaakov Levy Moznost zastitit Modiglianiho vystavu, prvni svého druhu v Praze, je ‘If?ictg;fizctoooﬁéggﬁgﬁ
Jeho Excelence Izraelsky jednou z téch jedine¢nych chvil v diplomatickém Zivoté, které mé obzvlasteé

o4

ambasador t881.

Initiator and coordinator of the
PrestoZe spolutfast izraelské strany byla co do mnoZstvi vystavenych Amedeo Modigliani exhibition
obrazi skromn4, kvalita dozajista predéila kvantitu. Izraelské ambasadé
to umoznilo byt soufasti neobycejného momentu umeéleckého Zivota
v tak kradsném meésté, jako je Praha. Podarilo se ji také obohatit Prazany

vyjime¢nymi interpretacemi predniho umélce, jehoz dilo je v Jeruzalémeé
permanentné vystaveno.

Jsme vdé¢ni za prileZitost zicastnit se tak zasadnf a obohacujici kulturni
spolupréice mezi Izraelem a Ceskou republikou.

Yaakov Levy Being able to support the first of its kind Modigliani exhibition in Prague is one of those
H. E. Israeli Ambassador unique moments in diplomatic life from which I draw special pleasure.
to the Czech Republic

Even though the Israeli contribution to the exhibition was modest in so far as the number
of paintings on show is concerned, the value of contributing transcended the quantitative
aspect. It allowed the Embassy of Israel to be part of a special moment in the artistic life of
this beautiful city and to enrich the life of its citizens with an outstanding interpretation of
a prominent artist whose works are permanently displayed in Jerusalem.

We are grateful for this opportunity to participate in the broad and rich cultural
cooperation between Israel and the Czech Republic.

INTRODUCTION

Amedeo Modigliani, 1915
Portrét malite Celso Lagara - Portrait of the painter Celso Lagar
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sporadat v Praze vystavu Amedea Modiglianiho
nebyl a nenf jednoduchy tkol, zaroven to ale
byla vyzva, kterd mne jako galeristku naplnila
vzruSenim a energii. Mrazeni a entuziasmus
mé stt{davé provazely ve vSech fazich pripravy
prazské vystavy Amedeo Modigliani. Byla to
nelehka, nesmirné inspirujici a pou¢né cesta,
ktera rozhodné neskoncila otevrenim vystavy.
Hned na zacatku tohoto Gvodniho slova bych
proto chtéla podékovat vSem, kdo se na pripravé
a organizaci vystavy podileli. Na prvnim misté samozrejmé kuratorce
pani Serené Baccaglini, celému organiza¢nimu tymu, sponzortm i
partnerim vystavy a vSem, kdo ve vystavu vérili a podporovali nas
po strance lidské. V neposledni fadé bych chtéla podékovat vedeni a
pracovnik@im Obecniho domu, ktefi maji velky podil na tom, Ze se vystava
muze poradat v jedine¢nych prostorach této elegantni secesni budovy.
Galerie Vernon se ve své ¢innosti vénuje zejména prezentaci souc¢asného
uméni. Kazdoro¢né porada festival soucasného uméni TINA B., na ktery
zve stovky umélcti z celého svéta.
D4 se Tici, Ze vystava Amedeo Modigliani je v tomto sméru u galerie
Vernon vyjimkou, zdroven vsak i poloZenim zakladniho kamene pro dalsi
jedineéné vystavy velkych jmen. Dila Amedea Modiglianiho maji hlubokou
uméleckou, ale i dusevni hodnotu. Osobné vnimam jejich nad¢asovost.
Jejich sila neztratila na své intenzité. Tvorba Amedea Modiglianiho je
soucasnd.
Myslenka vnimat Modiglianiho jako umélce soucasného prinesla jinak
klasicky pojaté vystavé novy rozmeér. Pro¢ nepropojit pravé Modiglianiho
s ryze soucasnym umeénim?
Proto jsme vymysleli doprovodny program, ktery otevira Modiglianiho
dialog s aktudlnim svétem uméni. Klarinetové kvarteto Clarinet Factory
doplnéné perkusistou Alanem VitouSem stvorilo primo pro vystavu
zvukovy design. Hudba inspirovana Modiglianiho dily dotvari neobycejny
smyslovy zazitek z vystavy. Vzniklo dokonce i hudebni CD s ndzvem Echoes
of Colors - Amedeo Modigliani. Ce$ti vizudlni umélci Daniel Hanzlik a Pavel
Mrkus zase zahali fasddu Obecniho domu uméleckou projeket a rozvibruji
prostor zvukovou linkou.
Myslim, Ze pravé tento esteticky kontakt s dnesni umeéleckou realitou
Modiglianimu svéd¢ci. Jeho energie, vasen a zhava mysl totiz stale Ziji a
provazely mne po celou dobu ptiprav vystavy.

Organising the Amedeo Modigliani
exhibition in Prague is and was no
easy task, but it has been an inviting
challenge, and one that has filled me,
as a gallery operator, with a sense of
energy and excitement. Every stage in
the course of preparing the Amedeo
Modigliani exhibition has been
accompanied by alternating feelings
of apprehension and enthusiasm. It
has been a demanding but extremely
inspirational and edifying journey,
ajourney that did not end with the
opening of the exhibition. At the very
outset of this Introduction I would
therefore like to thank everyone who
was involved in helping to prepare
and organise the exhibition. Above

all thanks are due to the curator,

Ms Serena Baccaglini, the entire
organisational team, the sponsors
and partners of the exhibition,

and everyone who believed in the
exhibition and provided us with
human support. I would also like

to thank the management and staff

of the Municipal House, who were
instrumental in making it possible for
the exhibition to be held in this unique
and elegant Secessionist building.

Vernon Gallery has devoted

itself particularly to showcasing
contemporary art. Each year it
organises the TINA B. Contemporary
Art Festival, to which it invites
hundreds of artists from all over

the world. In this respect, it could

be said that the Amedeo Modigliani
exhibition is something of a departure
for Vernon Gallery, but it is also the
foundation stone for future original
exhibitions of major artists. The
works of Amedeo Modigliani have

a profound artistic and spiritual
value. I personally am struck by
their timelessness. They have lost
none of the force of their intensity.
The works of Amedeo Modigliani are
contemporary.

This idea of viewing Modigliani as a

contemporary artist has added a new
dimension to an otherwise classically
conceived exhibition. Why not link
Modigliani to genuinely contemporary
art? For this purpose we have devised
an accompanying programme that
establishes a dialogue between
Modigliani and the current world

of art. The clarinet quartet Clarinet
Factory and the percussionist Alan
Vitous have created a sound design
just for this exhibition. Music inspired
by Modigliani’s works helps round
out the singular sensory experience
that the exhibition offers. Even a CD
was created, titled Echoes of Colors

- Amedeo Modigliani. The Czech
visual artists Daniel Hanzlik and
Pavel Mrkus are going to blanket the
facade of the Municipal House with
an artistic projection and set the space
vibrating.

This aesthetic communion with the
artistic reality of today in my view
agrees with Modigliani. His energy
and passion and his fiery spirit are
still alive, and they were with me
throughout the preparation of this
exhibition.

Amedeo Modigliani, 1918-1919
Portrét Anny - Portrait of Anna
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MODIGLIANT
A KUPKA, :
AVANTGARDNI
UMELCI

MODIGLIANI E KUPKA,
AVANT GARDE ARTISTS




medeo Modigliani a FrantiSek Kupka

vystavovali poprvé spole¢né v Parizi na

Podzimnim salonu (Salon d’Autumne)

v roce 1912. Modigliani své prvni

sochy a Kupka dvé abstraktni plitna

Warm Chromatics Amorpha (Amorfa

dvoubarevn4 fuga) a Fugue in two colours

(Dvoubarevnd fuga), jeZ jsou povaZovéna

za prvni abstraktni dila v lidské historii.

Rok 1912 je tedy specificky, plny

vyznamnych udélosti, a to nejen z toho divodu, Ze je pro oba
umeélce poc¢atkem inovativni umélecké drahy, jak v jejich osobnim
badani, tak i pro celé moderni uméni, ale rovnéz proto, Ze se
jedna o rok zaloZeni Obecniho domu, ktery ne ndhodou hosti tuto
vystavu! Kupka byl stdlym hostem této budovy a praveé zde potkal
radu umélcti, kdyz se jako host rodiny Waldest vratil pfechodné na
nékolik mésict do Prahy, prestoze jeho bydlisté zstavalo v Parizi.
Modigliani a Kupka jsou dva velci umélci, osaméli ve svém
badani, kteti prozili velkou ¢ast svého Zivota v Parizi, ale kteri
nikdy nezapomnéli na kulturu, ze které pochézeli. Kupka znovu
prehodnotil nékteré z dilezitych aspektl ceské kultury, zejména
co se tyka zdjmu o prirodni svét, télesnost a smyslovost a zajmu
o duchovnéjsi, abstraktnéj$i hodnoty. Tento ndmét je soucasti
¢eské kultury od stiedovéku a% po baroko. (1) Na druhé strané
Modigliani nikdy nezapomnél na sv4 italska studia uméni s mistry
»Macchiaioli“ - jako byl Micheli v Livornu a Fattori ve Florencii,
a posléze v Bendtkach. Toto jeho italské ,zabarveni” bylo velmi
zvlastni, tvofené z miru, fddu, rovnovdhy a harmonie, jakoby
ho italské renesan¢ni uméni a uméni starych mistrd nikdy
neopoustélo, doté miry, Ze onémjeho

H i S ptitel Soutine prohlasil: ,Modigliani

je dusi celé Italie”.

en er Oba byli avantgardnimi umélci,
jez spojoval staly nepokoj a velké

P

umeélecké a intelektualni touhy téch,
kter'i prekrocili dobu plnou vieni a

umeéleckych hnuti a svou vali zistali
a S S 1 O n mimo ni, prestoze se ji nechali

inspirovat. Dva velci inovatori, které

d h]_S ﬁer bylo tézké hodnotit a porozumét

sp1r1t are stlll
alive

Amedeo Modigliani and Frantisek
Kupka exhibited together for the first
time in Paris at the Salon d’Automne
in1912: Modigliani with his first
sculptures, and Kupka with Warm
Chromatics and Amorpha, Fugue in Two
Colours, which are considered the
first abstract pieces in the history of
mankind.

1912 was, then, a special year, full of
significance not only because it was
for both artists the starting point

of an innovative path of individual
exploration for them and all modern
art, but also because it was the

year that Obecni Dum opened,

the Municipal Hall which is also,

and not by coincidence, hosting

this exhibition. Kupka came here
frequently and met many artists when
in 1922, though still based in Paris, he
returned to Prague to stay with the
Waldes family for a few months.

Modigliani and Kupka, two

great artists, solitary in their
experimentation, who lived most of
their lives in Paris, but who never
forgot the cultures they came from.
Kupka revisited some important
aspects of Czech culture, especially
in the contrast between an interest
in the world of nature, corporeality,
and the sensorial, and an interest in
more spiritual, more abstract values,
a theme that is present throughout
Czech culture from the Middle Ages
to the baroque period (1). Modigliani
on the other hand, never forgot his
Italian training with the “Macchiaioli”
masters: Micheli in Livorno, and
Fattori in Florence and then Venice.
This timbre was special, made of
judgement, order, balance and
harmony, as if the art of the Italian
Renaissance and the ancient masters
were always with him, to the point
that his friend Soutine felt compelled
to say “Modigliani, the whole soul of
Italy”.

Both were avant-garde artists, with

Podzimni Salon 1912
Salon d "Automne 1912
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jim: aZ o mnoho let pozdéji vzbudila jejich velikost a originalita velky zdjem a
dostala se jim pozornost, kterou zaslouZili.

Zpocatku byli oba ignorovéni jak kritikou, tak vlivnhymi galeristy a stravili
dlouhé obdobi svého Zivota v hluboké izolaci, mimo konvence kultivované
spole¢nosti té doby, v nepohodlném Zivoté plném nepokoji.

Oba byli vice sklomiovani diky svym Zivotnim pribéhdm neZ diky jejich
umeéleckému vyvoji: nadesSel ¢as se ponotit do historie, opustit legendu; tak jak
si to predsevzala Modiglianiho dcera Jeanne.

Tato vystava touzi dat opét dohromady Modiglianiho a Kupku, poprvé po
témér sto letech. V jejich spole¢ném dialogu budeme mit mozZnost pochopit
jejich Zivotni drahy, jejich tvaréi ndboj, pilné a va$nivé hledani, které oba vedli
smérem ke zjednodusSeni formy a hledani individualnich forem vyjadreni.
Kupkabyljednim ze zakladatel evropské abstraktni malby spolu s vytvarnikem
Wassilym Kadinskym, ale jeho osobni uméleckd dréha byla zcela originalni.
Vydal se odlisnym smérem nez napriklad Pablo Picasso, jez okouzlil po¢atkem
minulého stoleti mnoho umélct v Parizi.

Bylo by zajimavé zkoumat, jak se oba tito umélci - Kupka a Modigliani - rizné
divali na Picassovu tvorbu, prestoze dokazali ohodnotit jeji genialitu.

Jak sam Kupka vypravi v rozhovoru z roku 1936 pro Casopis Svétozor, jeho
neustalé hledani smeérovalo k dosazeni nejvyssich uméleckych tdrovni a
k prekondni figurativniho obdobi, pfestoZze mél nedostatek prostredki: ”
Kresba a ilustrativni prace mého prvniho uméleckého obdobi byla manifestaci
rezignace na malbu z divodu nedostatku finané¢nich prostfedk... Dokonce pro
meé v té dobé bylo nejdilezitéjsi zuistat na nejvyssi mozné trovni umeéleckého
chéapani a estetiky, proto jsem pracoval na nékterych kresbach dvacetkrat, nez
jsem dokond¢il definitivni verzi..” (Svétozor, 9. leden 1936).

Jehobadani, kterémuseplné oddaval, hoprivadélok vytvareninikdynekoncicich
padicich linii, které predstavuji nejcist$i rytmicky a plynuly pohyb. Tento
vysledek sdm nazyva ,nové realita“. Ve svych dalsich dilech experimentoval s
¢asovou posloupnosti hudby pouzitim barevnych ¢ar, vhozenych do prostoru
s kompletné origindlni harmonii. V nasledujicich studiich na stejnojmenné
téma (“lines, planes, spaces” z let 1912 a 1923, a znovu pretvofené v roce 1934)
sméruje jeho badani progresivné ke zjednodusovani forem, osvobozujic se od
v$eho, co neni esencidlni a upinajici se na rytmus, a to vSe s velmi intenzivnimi
zaveéry.

Jeho prichod do PariZze v roce 1896 byl, i pres nejvétsi bidu, pro Kupku
okamzikem novych podnétl a mnohem vétsi svobody, nez skytala videniska
atmosféra. Zac¢ind se priblizovat Saloniim, Montmartru a ,studium minulosti
se stavé vasni“, jak Kupka pise ptiteli Macharovi (11.09.1905), jemu¥ se svétuje

the same kind of restlessness,

and great artistic and intellectual
aspirations, who lived through

an era full of artistic ferment and
movements, but who, despite
responding to the stimuli,
deliberately, kept to the edges.

Two great innovators, difficult to
classify and comprehend: it was
only much later that their greatness
and originality compelled profound
interest and they received the
attention they deserved. At first
they were both ignored by the
critics and the influential galleries,
and they lived periods of their lives
in profound isolation, beyond the
conventions of the polite society of
the time, with great restlessness and
often uncomfortable lives.

Both have had a lot of attention paid
to their lives, rather than the unusual
paths of their artistic evolution: it is
time to go back in history and reach
outside the legend, as Modigliani’s
daughter, Jeanne Modigiliani,
proposed to.

This exhibition aims to bring
Modigliani and Kupka back together,
for the first time in almost 100 years,
in an ideal dialogue that helps us

to understand their path, their
innovative charge, their assiduous
and passionate artistic explorations,
both moving towards the
simplification of forms, and reaching
individually distinctive results.
Kupka was a pioneer of European
abstract painting along with
Wassily Kandinsky, but his path was
completely original and he took a
different direction to, for example,
Picasso’s cubist experimentation,
which seduced so many artists in turn
of the century Paris.

se svym zaujetim abstraktnimi formami. “Zd4 se, Ze je pro mé
nezbytné malovat strom, ackoli lidé na své cesté za vystavou vidi
mnohem hez¢i. Maluji jen koncepty, syntézy, akordy....ackoli
to déldam pouze pro sebe sama, nikomu je netouzim ukazovat”
(Macharovi, 24.4.1905)

V roce 1906 zorganizoval Kupka svou prvni vystavu v Salon
d’Automne, av$ak jeho uméni nenaléza pochopeni u kritiki, kteri
ho shleddvaji ,de mauvais golit“ (§patného stylu) a nechdpou zcela
specigickou cestu, kterou se vydal. Stejné neporozumeéni ze strany
kritikt postihlo zpocatku i Modiglianiho, ale ani jednomu z obou
umélcd nevzal netdspéch motivaci do dal$ich experimentd. Oba
pokracovali ve své umélecké draze, a to s velkou diislednosti. V roce
1909 v dal$im z dopistt Macharovi Kupka pfiznava, Ze se v Parizi i
po mnoha letech préce citi stdle cizincem. Futuristicky Manifest,

Ateliér Modigliani, “Bateau Lavoir” na Montmartru, Pariz
Atelier Modigliani, “Bateau Lavoir” in Montmartre, Paris

It would be interesting to analyse
how both our artists took different
directions to Picasso, despite
appreciating his genius.

As Kupka himself said in an interview
in 1936 for Svetozor magazine, his
constant experimentation was

aimed at reaching higher artistic
levels, despite his difficult financial
circumstances, and to move beyond
the figurative period: "The drawing
and illustrative work of my early
period as an artist was a manifestation
of renouncing the right to paint due
to a lack of financial means... even at
that time it was important to me to
remain at the highest possible level of
artistic comprehension and aesthetic,
and so I worked over some of the
drawings up to twenty times before I
did the definitive version...” (Svetozor,
9 January 1936).

His experimentation, capable of
involving his whole being, led him

to create running uninterrupted
lines, representing a pure, fluid,
rhythmic movement, a result that

he called “new reality”. In other
pieces he experimented with the
temporal progression of music,

using colour lines thrown into space
with a completely original harmony.
In subsequent studies on the same
theme (“lines, planes, spaces” from
1912 and 1923, and taken up again in
1934) his experiments moved towards
a progressive simplification of forms,
freeing them from everything that is
non-essential and pushing onwards
towards a form based on rhythm, with
results possessing great intensity.

His arrival in Paris in 1896 was,
despite his extreme poverty, for Kupka
a moment of stimulation and greater



Nothing

but a mute
irmation of

af]
life

FrantiSek Kupka, 1925-1930
Abstraktni kompozice - Abstract Composition




FrantiSek Kupka, 1951-1952
Kompozice samostatna bila - Composition only white
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publikovany v ¢asopise Le Figaro v inoru 1909 (2), udélal na Kupku
velky dojem. Vyvésil si ho dokonce na dvere své pracovny. Avsak
nikdy se nestal ¢lenem tohoto hnuti, jako ostatné ani Modigliani,
ackoli ten si uchoval katalog Futuristd prezentovanych v Galerii
Bernheim Jeune v Parizi, a nakreslil na néj tvar, pod kterou napsal
se dvéma vyktiéniky “ LES PEINTRES FUTURISTES ITALIENS !!”
(Ital$ti futuristi¢ti maliti).

Futuristé zalozili nové hnuti, které se stavélo proti viem -ismtm,
vyzadujic plnou kreativni svobodu, jeZ nemohla neokouzlit nase
dva umeélce.

Balla (jehoZ jednu vzacnou kresbu vystava obsahuje) byl
futuristickym malifem, ktery oba umélce zajimal: Kupka,
presvédéen, Ze malifstvi by mélo byt abstraktni jako hudba,
obdivoval Ballovu schopnost vyjadrit rytmus a dynamiku velmi
osobitym pouzitim barev. Kupkovo dilo z roku 1909 Piano Keyboard/
Lake zaznamenava vyraznou zménu v jeho stylu: jeho tvorba se
v obdobi 1910-11 stava stile vic abstraktni, odrazi jeho teorie o
pohybu, barvé a vztahu mezi hudbou a malifstvim (orfismus).
“Nechci malovat hudbu, ale tvotit jako hudebnik...”(3)

“ Malovani je ukonc¢enim procesu lidské duse v plastické formeé -
byt basnikem, tviircem, abych obohatil Zivot novymi pohledy..”

V Benatkach se Modigliani setkava s Ballou a Boccionim...

Balla, ktery o dynamismu pfemyslel jiz nékolik let (slavna kniha
Cane al guinzaglio je z roku 1912), se ubir4 jinym smérem ne¥ Boc-
cioniho préce: odvraci se od vizualni podoby, aby zachytil pohyb z
psychologického hlediska. Jeho badani, jak piSe Argan, je pfevazné
lingvistické: snazi se zavést znakové kdédy pro rychlost a dynami-
ku, prechazejic od divisionismu az ke geometrickym konstrukcim
abstrakce.

Pozdéjsi futuristicka dila jako je ,Divka bézici na balkén” a ,Ruka
houslisty“ z roku 1912, ukazuji na nové sméry zkoumani dekon-
strukce pohybu az do posled-

ni fize. Ve stejném roce, kdy 3

byl povéren vymalovat dim Le anlng
Lowensteint, se Balla ode- d
bral do Diisseldorfu, kde za- towar S
hajil sérii abstraktnich dél

s nézvem ,Compenetrazio- What ]_ay

ni iridescenti®, jez sniZovaly

zl'etelnost svétla a rychlost na t 1 d
¢istou hermetiku geometric- Ou S e
kych forem. Prvni “Abstraktni o

rychlosti”, obrazy rychle je- Of tl l I l e
doucich aut a vlastovek v letu,

se objevily na konci roku 1913.

Toto bylo tedy umeélecké klima kolem roku 1912, vyjimeéné pro
oba nase umélce: Kupka vystavuje v Salon dAutomne dvé dila,
ktera vyjadfuji jeho umélecké krédo: Warm Chromatics Amorpha
(Amorfa dvoubarevna fuga) a Fugue in two colours (Dvoubarevnd
fuga), ve kterych predstavuje nové formy, které maji potenciél
vyjadrit nové myslenky. Modigliani, odrazejic stejny neklid, ktery

freedom compared to the Viennese
atmosphere. He began to move
towards the Salons, and Montmartre,
and “the study of the past became a
passion’, as Kupka wrote to his friend
Machar (to Machar 11 September
1905), who he told about his attraction
towards abstract forms “it seems
unnecessary to me to paint a tree
when on their way to the exhibition
people can see much more beautiful
ones. I paint only concepts, syntheses,
accords... however I do it only for
myself, I don't want to show anyone”
(to Machar 24 April 1905).

His first exhibition at the Salon
d’Automne was in 1906, but the critics
did not understand his art, finding it
“de mauvais goiit”, and they did not
comprehend the absolutely original
direction he had taken. Initially
Modigliani received the same kind

of incomprehension from the critics,
but this did not demotivate the urge
to experiment of either of the artists,
who continued along their paths with
great consistency. In 1909, againin a
letter to Machar, Kupka admitted that
he still felt like an outsider in Paris,
even after many years of work.

The Futurist manifesto published in
Le Figaro in February 1909 (2), made a
big impression on Kupka, who hung
it on the door of his studio; he never
became a part of that movement,
neither did Modigliani for that
matter, though he kept a catalogue of
the Futurists presented at the Galerie
Bernheim Jeune in Paris, on which he
drew a face, and underlined with two
exclamation marks “LES PEINTRES
FUTURISTES ITALIENS!!”.

The Futurists constituted a new
movement, it was against all the
-isms, reclaiming the right to total
creative freedom, something that
could not but captivate our two
artists.

Balla (on display one of his rare
drawings) was one of the Futurists
who interested both of them: Kupka,
convinced that painting had to be

as abstract as music, prized Balla’s
ability to communicate rhythm and
dynamism with his very personal way
of using colour. Kupka’s 1909 piece
Piano Keyboard/Lake, marked a net
mutation of style: his work became

FrantiSek Kupka, 1947
Prisme - Prism
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FrantiSek Kupka, 1906
En dégradés - Verticals




Amedeo Modigliani, 1919
Z3k - Lecolier “The pupil”

vidime FuturistQ, se rodi z prazdnoty, z romantické zkusenosti,
kterou si italskd kultura vyfantazirovala. Vystavuje své sochy a
nechava materidl prostupovat inspiraci, vasni, chuti, jeZ ho v jeho
poslednich malifskych dilech vedou k “o¢isténi ” formy samotné.
Dvaumélciovlivnénivienim, které ZiviloPariZnapoc¢atkuminulého
stoleti, jez se ubiraji smérem k novym formdm vyjadfovani, ale
cestou, kterd je drz{ mimo jakékoliv umélecké hnuti, pritahovani k
¢istym formam, které jsou s velkou poezif zjednoduseny.

V roce 1913 je na strdnkach New York Times (4) Kupka povaZovan
za zakladatele Orfismu, myslenkové skoly vytvorené v Patizi, jez
leZi na nasledujici mys$lence: “ barva ovliviiuje smysly jako hudba ...
Stale tdpu ve tmé, ale stdle vé¥im, Ze mohu najit néco mezi pohledem
a sluchem a mohu vytvorit fugu v barvé, tak jako to udélal Bach v
hudb&” (s) “Orfismus uziva k¥ivky, nikoli kubistickych dhld”.
Nepratelska reakce vsak Kupku nezastavila. Ten védél presné, co
potreboval a tiSe pokracoval, svou experimentalni cestou, sledujic
své myS$lenky. “kreativni schopnost umélce je manifestovat, jen kdyz
uspéje v pretvoreni pfirodniho fenoménu v jinou realitu...” (1921).

Amedeo Modigliani
Zak s obrazkovou knizkou - Pupil with a Picture Book

progressively more abstract in 1910-
11, reflecting his ideas on movement,
colour, and the relation between
music and painting (Orphism). “I don’t
want to paint music but to create like a
musician...”(3).

Painting means clothing the processes
of the human soul in plastic forms - to
be a poet, a creator, to enrich life with
new views...”.

In Venice Modigliani encountered
Balla and Boccioni...

Balla, who had already been
meditating on the theme of dynamism
for some years (the famous Dynamism
of a Dog on a Leash is from 1912),

went beyond Boccioni’s work:

almost completely disregarding the
visual image in order to create a
psychological image of movement.
His experimentation, as Argan
wrote, was prevalently linguistic: it
attempted to establish a code of signs
signifying velocity and dynamism,
passing from the subdivision of the
coloured pigments of Divisionism to
the geometrical construction of the
abstract.

The later futuristic pieces such as

Girl Running on the Balcony and The
Hand of the Violinist from 1912, show
anew direction of exploration with
the decomposition of movement into
its successive stages. In the same

year, commissioned to decorate

the Lowenstein house, Balla went

to Diisseldorf where he initiated a
series of abstract pieces, the Iridescent
Interpenetrations that distilled the
effects of light and velocity into the
hermetic purity of geometric forms.
The first Abstract Speeds, images of
speeding cars and swallows in flight,
appeared towards the end of 1913.

This was the climate in artistic

circles in 1912, a special year for both
our artists: at the Salon d’Automne
Kupka exhibited two fundamental
pieces that express his artistic creed:
Amorpha, Fugue in Two Colours and
Warm Chromatics, in which he created
new forms to express new ideas.
Modigliani, who reflects that same
restlessness demonstrated by the
Futurists, born of the vacuum of the
romantic experience, which was
perhaps not lived to the full by Italian



Kupka byl presvédcen, Ze umélec by mél znovuvytvorit vesmir poté co culture, exhibited his sculptures and
pochopil jeho vesmirny #ad. Lidské bytosti byly vyjddfeny v abstraktnich faced the stone he sculpted with an

formach: “roviny , kruhy , linie a &isté barvy ... abychom dosdhli iITSPirafion’,a‘,’f’ﬂhngfless’ that led

s 1.z M P V17 (6 g s , . him to “purify” form itselfin his last
magického vyzatovani z lidského téla” (“ Création dans l'art plastique, o

paintings.

&:',tr‘ 30) . Two artists affected by the ferment
Ctyrijehovelkolepadilapredstavujisyntézuvsechjehostudif, dokon¢enych that animated Paris at the start of the
kolem roku 1912/13: Amorpha, Warm Chromatics, Amorpha, Fugue in two 1900s, who pushed out towards new
colours 1912, Vertical Planes e Organisation of Mobile Graphic (1913). forms of expression, but following
Toto specifické historické obdobi, které uvozuje tzv. “kratké stoleti”, a path that kept them out of every

artistic movement, in an ideal
attraction towards forms that are pure
and simplified with great poetry.

In 1913 in the pages of the New York
Times (4) Kupka was considered as

the founder of Orphism, a school of
thought born in Paris based on the
idea that “colour affects the senses like
music... I am still groping in the dark,
but I still believe I can find something
between sight and hearing and I can
produce a fugue in colours as Bach has
done in music” (5). “Orphism exploited
... curves, not Cubist angles”.

The hostile reaction did not stop
Kupka, who knew exactly what he
wanted and continued silently along
his path of experimentation, following
his ideas. “The creative ability of an
artist is manifested only if he succeeds
in transforming natural phenomena
into another reality...”. (1921)

Kupka was convinced that an artist
should recreate the universe after
having first taken in its cosmic order.
People were translated into abstract
forms “planes, circles, lines and

pure colours... to capture the magic
emanating from the human body”
(Création dans lart plastique, pag. 30.)
Four monumental pieces represent
the synthesis of all his exploration,
completed towards 1912/13: Amorpha,
Warm Chromatics, Amorpha, Fugue

in two colours 1912, Vertical Planes e
Organisation of Mobile Graphc (1913).
This special and historic period,
which initiated the so-called “short
century”, represents in the history of
man perhaps one of the periods of the
greatest acceleration and wealth of
upheavals that we have ever known;
rural life was joined by the acceleration
of machines and smokestacks of
industrialisation exalted by the
Futurists and Impressionists.

In 1912, Paris, London, Brussels, and
the Galerie der Sturm in Berlin,
played host to a number of Futurist

znamend pro lidskou historii moznad jeden z okamzikd nejvétsiho
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Franti$ek Kupka, 1927-1929
Ocel pije II - Steel drinks II

Franti$ek Kupka, 1933
Usmév O - Smile O



FrantiSek Kupka, 1925-1930
Soubor - Ensemble

zrychleni a obrovského mnozstvi prevratd, jeZ jsou ndm znama:
venkov zadinaji obyvat stroje a kominy prumyslové civilizace,
které tak oslavuji Futuristé a Impresionisté.
V roce 1912 v Parizi, Londyné, Bruselu i naptiklad v Galerii der
Sturm v Berliné hostuji vystavy Futuristl. Boccioni rediguje
JTechnicky manifest futuristického sochatrstvi, ktery zasle do
Parize Medardovi Rossimu, zndmému impresionistickému
sochati, obdivovaného Futuristy; Marinetti dokoncuje ,Technicky
manifest futuristické literatury’. Na X Salon dautomne v Grand
Palais v Parizi, se objevuji skupiny dél umeélct: De Chirica,
Martiniho, Andreottiho, Modiglianiho a Boccioniho (autor kresby
,Materia’), v kritickém dialogu s kubismem. Duchamp maluje
,Nudo che scende le scale N 2° Organizuji se prvni vystavy Maxe
Ernesta v Bonnu a v Koliné nad Rynem. U Modiglianiho, ktery se
prateli s nejinovativnéj$imi a nejtalentovanéjsimi umélci, se rysuje
zajimavaumeélecka draha, kterd ukazuje prechod od jednoho sméru,
jesté spojeného s psychologickym opusténim modelu a nejistym
stylem mezi riznymi proudy avantgardy, k osobnimu a strohému
umeéleckému stylu. Jak u Kupky, tak u Modiglianiho jsme svédky
prevratu tradi¢nich reprezentovanych kéda k silnému priklonéni
k abstrakci a zjednoduseni.
0 Dva roky, které Modigliani
NOthlng kompletné vénoval socharstvi,
pohltily veskerou jeho kreativni
but energii (vytvotil zhruba 25 soch
= ve tficeti mésicich). Privedly
urlt ho vsak k tomu, aby od roku
1914 tvoril dalsi dila ojedinélé
N elegance, s dotykem stylu,
11N ar ktery prekvapi svou jistotou a
jednoduchosti, ostrym obrysem,
témér vyrytym. Maximalné zjednoduSend kresba dosahuje
soucasne sofistikované a archaické elegance. V souvislosti s témito
pracemi se mluvilo o ,tiché hrdosti a archaické nevyraznosti® ale
je to pravé v pouzivani linii, kdy Modigliani s ndmahou hledal a
nachézel rovnovahu mezi klasickym a modernim uménim, ldskou
svatou a svétskou, télem a myslenkou. Linie, kterou hledal jiz
od mladi, je umélcovou nezaménitelnou sifrou. V jeho stylu je
mozno rozpoznat pozustatky byzantské ¢i gotické vertikality,
protorenesanéni nebo manyristické élenitosti.(6) P¥i predstaveni
vystavy Modiglianiho na Bendtském biendle roku 1930, napsal
Lionello Venturi: (7): ,Mali¥ Mauroner, s nim% Modigliani sdilel
v Bendtkach pracovnu v roce 1905, mi 'ekl, Ze byl jeho pritel pfimo
posedly dosazenim «liniex»: Linii vSak pro néj nebyla stalost obrysu,
déaval tomu vyrazu ¢isty duchovni vyznam, syntézu, zjednodusent,
osvobozeni od vedlejsiho, vasen pro zaklad.“ Socha, i pres jeji
télesnost a ackoli je vystavena provokativnim zptisobem, vystihuje
mimo ¢as a prostor, télo a krev, dusi a ducha Zeny dohromady,
smyslnost stfidmou, melancholickou, témér abstraktni, druhy
chram krasy, v ném?z predstava krésy je dcerou poezie a ne naopak®.
Toto smérovani k syntéze, ke zjednoduSeni, k osvobozeni od
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exhibitions. Boccioni drew up the
Manifesto of Futurist Sculpture, which
he sent to Paris to Medardo Rosso, the
great Impressionist sculptor admired
by the Futurists; Marinetti completed
the Technical Manifesto of Futurist
Literature. At the X Salon d’Automne
at the Grand Palais in Paris, groups of
work by De Chirico, Martini, Andreotti,
Modigliani and Boccioni (who painted
Matter), appeared in a critical dialogue
with Cubism. Duchamp painted Nude
Descending Staircase N 2. Max Ernst
had his first exhibitions in Bonn and
Cologne. Modigliani, friend of the
most innovative and brilliant artists,
always searching for new stimuli,
marked out an interesting path, clearly
showing the transition from a vision
still bound to the psychological content
of the model and a style that travelled
uncertainly between the diverse
currents of the avant-garde, to an
individual and rigorous language.
In both Kupka and Modigliani we see
a subversion of the codes of traditional
representation, with a strong impulse
towards abstraction and simplification.
Two years devoted entirely to
sculpture absorbed all of Modigliani’s
creative energy (25 sculptures in about
30 months!), but led him to create from
1914 onwards pieces of rare elegance,
with a touch that is surprising for its
confidence and simplicity, with sharp,
almost incisive outlines. The design,
simplified to the limit, reached levels
of elegance that are sophisticated and
elegant at the same time, as some of the
drawings in the exhibition show very
clearly. This work has been referred
to as having “muted pride and archaic
inexpressiveness”, but itis in his use
of lines that Modigliani pursued and
reached a difficult balance between
the classical and the modern, sacred
and profane love, flesh and ideas. A
line that he had searched for from his
youth, which is now the unmistakable
cypher of this artist. In his touch we
can identify echoes of Byzantine or
Gothic verticality, of proto-Renaissance
or mannerist sinuousness (6). On
Modigliani’s presentation at the 1930
Biennale Lionello Venturi wrote (7):
“Mauroner the painter who shared a
studio with Modigliani in Venezia in
1905 told me that at that time his friend



Poznamky:

veve

vedlejsiho, k vasni pro
podstatné, spojuje naSe
dva velké umeélce. Oba
dosdhli intenzivni
poezie, a jak Kupka pise
svému priteli Roesslerovi
do Vidné s.inora 1913,
“ndzvy praci, které jsem
nedavno vystavoval,
jsou Barevné  roviny,
Amorfa, dvoubarevnd fuga,
Tepld  chromatika, ad.
To, co hleddm ted, jsou
symfonie - vzpominds
na “symfonika barev?
Teprve ted jsem se jednim
stal”!

*Kombinace krdsy téla s abstraktnéjsimi formami se objevuje v pracich ceskych autorii,
které Kupka velmi obdivoval, jako napriklad: Josef Mdnes, Josef Vaclav Myslbek a
Vojtéch Hynais , in Modern and Contemporary Czech Art, 1890-2010, Veletrzni Palace

part one

2 Futuristicky Manifest byl vSak publikovdn Arenou ve Veroné 20 dnil pred publikaci le

Figara, 9. inora 1909
3 z dopisu Ceského kritika Nebeského, srpen 18, 1923

+ 1913 vydali New York Times ¢ldnek “Orfismus, Posledni obrazy kultu” s podtitulkem

vov

“Parizskd skola, vedend Kupkou tvrdi, Ze barvy ovlivriuji smysly jako hudba.”

5 Fijen 19 1913 jak se Kupka svéril Warshawskému

¢ M. Fagiolo del”Arco v éldnku Amedeo Modigliani. Autor: Rudy Chiappini, Skira,

Lugano 1999.

71. Venturi, predstavent sdlu 31, v katalogu XVII rocniku Bendtkého biendle, 1930

Amedeo Modigliani, 1912-13
Cariatide - Cariatide (x-ray)

was obsessed by attempting to achieve
the “line”: though by line he did not
mean the solidity of the outline, rather
he gave that term a purely spiritual
value, of synthesis, of simplification,
ofliberation from the contingent,

of passion for the essential. Beyond
time and space, the flesh and blood,
soul and spirit of woman brought
together, almost sculpture, despite the
fleshliness: even though it is displayed
in a provocative way... exhibits a
contained, melancholic, almost
abstract sensuality, a second temple to
beauty where the idea of beauty is the
daughter of poetry, not the other way
around”.

This tendency towards “synthesis,
simplification, liberation from the
contingent, and passion for the
essential” links our two artists and
both achieved results of intense poetry,
and, as Kupka wrote to his friend
Roessler in Vienna on 5 February 1913:
“the titles of works I have recently
exhibited are Planes by Colours,
Amorpha, Fugue in Two Colours,
Warm Chromatic etc. What I am now
seeking are symphonies - do you
remember the “colour symphonist?
Only now I have really become one”!

Notes:
! The combination of the beauty of the body
with more abstract forms is present in the
work of Czech artists that Kupka greatly
admired, such as: Josef Mdnes, Josef Vaclav
Myslbek and Vojtech Hynais, in Modern and
Contemporary Czech Art, 1890-2010, Veltrzni
Palace, part one.
2 The futurist manifesto was published by
LArena of Verona 20 days before it appeared
in Le Figaro on 9 February 1909.
3 From a letter to the Czech critic Nebesky,
18 August 1923.
4 In 1913 New York Times published an
article “Orphisme, the Latest Painting Cults”,
subtitled “The Paris School, led by Kupka,
holds that colour affects the senses like
music”.
5 October 19, 1913 as Kupka confided to
Warshawsky.

Fagiolo dell’Arco in Amedeo Modigliani, by
Rudy Chiappini, Skira, Lugano 1999.
7 L. Venturi, presentation of room 31 in the
Catalogue of the XVII Venice Biennale, 1930.

Bibliography:

Frantisek Kupka from the Jan and Meda Mladek
Collection, published by Museum Kampa,
2007.

Amedeo Modigliani, 1912-13
Karyatida - Cariatide
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Pani Brunova - Femme Brune Portrét Marie - Portrait of Maria



Hébuterne

Amedeo, Zeny, modelky a bohémsky zivot
Amedeo, Women, Models, and the Bohemian Lifestyle
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Jeanne Hébuterne, 1917
Ve svém ateliéru na Montparnasse - In the atelier in Montparnasse

V Parizi se stdvd Modigliani do-
byvatelem fady Zen. Jeho prvni
velkou laskou je Mado, svétlovlasa
pradlena, modelka Picassa a poz-
déji Gilberta. Déle Lola a Elvira,
mladé divky, jejichz Zivot je plny
vystrelklt a pro néz je Amedeo
schopen se prat. Poté, co mu jeho
sentimentalni dobrodruZstvi zpa-
sobi neprijemnosti u ostatnich na-
vstévnika ,Moulin de la Galette”
a ,Lapin Agile®, udéld piruetu a
ztrati se!

V roce 1910 potkavd Modigliani
v Latinské ¢tvrti ruskou basnirku
Annu Achmatovovou, kterda je
v PafiZi na svatebni cesté. Thned
se ji za¢ne dvorit a pozada ji, aby
mu sedéla modelem. Zrodi se
tak nesouvisly milostny vztah
s dlouhymi obdobimi odlouceni a
kratkymi parizskymi setkanimi,
ktery presto trva témér dva roky.
V roce 1914 pozniva Beatrice
Hastings, kterd se stane legendou
coby druhd Lady Brett, sviidnd
a panovacna. Podle nékterych

Modigliani became a conqueror of
women'’s hearts in Paris. His first
great love was Mado, a fair-haired
laundry girl and model for Picasso and
later Gilbert. Then there were Lola
and Elvira, young girls whose lives
were full of excesses, and for whom
Amedeo was willing to fight with a
force that he was extremely proud of.
After one sentimental escapade caused
some trouble for the other visitors to
‘Moulin de la Galette’ and ‘Lapin Agile’,
he span on his heels and was gone!

In 1910, in the Latin Quarter,
Modigliani met the Russian poetess
Anna Achmatova while she was

in Paris on her honeymoon. He
immediately began courting her and
asked her to model for him. Thus
began an intermittent love affair, with
long periods of separation punctuated
by brief encounters in Paris, but which
nonetheless continued for almost two
years.

In 1914 he met Beatrice Hastings,

who became a legend as the second
Lady Brett, seductive and imperious.
According to some sources, she forced
Amedeo to drink and take drugs, but
in reality during the two years they
were together she tried to get him to
slow down and get to work. Around
the same time Amedeo was also
having an affair with Simone Thiroux,
who bore him a son.

On 31 December 1916 Modigliani

met Jeanne Hébuterne, a 19-year-

old student at the Accademia

Jeanne Hébuterne, 1918,
Portrét Amedea Modiglianiho - Portrait of Amedeo Modigliani
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donutila Amedea pit a brat drogy; ve skute¢nosti se ho naopak snazi béhem
dvou spole¢né stravenych let brzdit a vést k praci. Ve stejném obdobi
probihd také Amedelv vztah k Simone Thiroux, kterd mu porodi syna.

31. prosince 1916 potkavd Modigliani Jeanne Hébuterne, devatenactiletou
studentku ,Accademia Colarossi“ na Montparnasse. Prestéhuji se spole¢né
do Rue de la Grande Chaumiére. V roce 1918 se zhor$i Amedetv zdravotni
stav a Zborowski ho presvéd¢i, aby se odebral do Nizzy, kde ziistane
témeér cely jeden rok. BEhem pobytu v Nizze se mu narodi dcera Jeanne.
Na jare 1919 se Modigliani vraci do Parize. Pousti se do intenzivni prace,
ale po kratké dobé ho zastihne smrt, v noci z 23. na 24. ledna 1920. Jeanne
Hébuterne v osmém mésici téhotenstvi s jejich druhym ditétem spaché den
nato sebevrazdu.

Malé Jeanne se ujimé Zborowski, dokud se Amedeovu bratru Emanuelovi
nepodati ziskat pro ni prijmeni Modigliani a vzit ji s sebou do Livorna.
Mezitim se béhem nékolika maélo let uskuteciiuje jedna vystava Amedea
Modiglianiho za druhou. Sklizeji velké uspéchy, které vyvrcholi jeho
slavnostnim oficidlnim pfijetim v Itdlii v roce 1930, pfi vystavé na XVII.
ro¢niku Biendle v Benatkach.

She was gentle,
shy, quiet and

delicate

Colarossi in Montparnasse. They
moved in together on Rue de la
Grande Chaumiére. In 1918 Amedeo’s
health deteriorated and Zborowski
persuaded him to go off to Nice, where
he remained for almost one year.
While in Nice his daughter Jeanne was
born. In the spring of 1919 Modigliani
returned to Paris. He threw himself
intensively into his work, but shortly
after, on in the night of 23 January
1920, he died. Jeanne Hébuterne, eight
months pregnant with their second
child, committed suicide a day later.
Young Jeanne was taken in by
Zborowski until Amedeo’s brother
Emanuel was able to get have the
child officially named Modigliani and
was then able to take her with him to
Livorno. In the meantime, over the
course of just a few years, exhibitions
of Modigliani’s work were being held
one after another. They received an
enormously positive response, which
culminated in his being officially
recognised in Italy in 1930 with an
exhibition at the 17" annual Venice
Biennale.
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Jeanne se svym skicdkem, Montparnasse, 1919
Jeanne with her drawing carnet, Montparnasse, 1919




Jeanne Hébuterne, 1916
Jeanne Hébuterne, 1916 Jeanne Hébuterne, 1916 Portrét matky Eudoxie zezadu
Portrét mladé tane¢nice - Portrait of a Young Dancer Portrét matky Eudoxie zezadu - Portrait of the Mother Eudoxie Portrait of the Mother Eudoxie from the Back



Jeanne Hébuterne, 1916
Druh4 strana obrazi
The back of the paintings
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La Ruche je pro uméni symbolické
misto jiz od roku 1902. Stridaji se zde
umeélci z celého svéta. Nachizi se na
rozhrani Vaugirard a Montparnasse.
Ruche je stara stavba osmihranného
tvaru. Jeji Cetnd studia poskytla
atocisté mmnoha skvélym malifdm
a socharm ze zacatku 20. stoleti.
Nemovitost byla zakoupena
Alfredem Boucherem, patronem a
socharem, béhem demolice parizské
Svétové vystavy roku 1900, a znovu
prestavéna v 15. méstském obvodeé.
Snem Alfreda Bouchera (1850-1934)
bylo pomoci chudym, ale nadanym
umélctim, kteri prijizdéli do Parize
z celého svéta, a mnabidnout jim
atocisté, modely a vystavni prostor.
Ti, kdo Zili v La Ruche, platili nizky
najem. Mladi umélci jej skoro nikdy
neplatili, ale Alfred Boucher nikdy
neplatice neuhanél. Mezi umélce, kteri zde Zili, patfi napt. Alexander
Archipenko, Amedeo Modigliani, Marc Chagall, Lorenzo Viani, Leger,
Soutine, Kremegne, Kikoin, Zadkine, Epstein, Marevna, Diego Rivera,
Ardego Soffici, Lipchitz a mnoho dalsich.

Marevnabyla malitka narozend v Rusku, jeZbyla vroce 1910 prijatana moskevskou
Stroganovovu akademii uméni a o rok pozdéji odjela do Itélie. V roce 1912 prijela do
PatiZe a postarala se o dramatické entrée do umélecké komunity La Ruche.

Je mezindrodné uznévan pro své presvédéivé kombinovani prvkd kubismu (sama
jej nazyvala “dimencionalismus”) s pointilismem. Je povaZovana za prvni Zenskou
malifku kubismu. A¢koli pfevdZnou &8st Zivota stravila v zahraniéf (formativni
roky kubistické malitky ve Francii a léta umélecké zralosti v Anglii), hovot{ se o ni
jako o ruské malifce.

V roce 1915 se sezndmila s mexickym kubistickym malitem a pozdéjsim muralistou
Diegem Riverou. Ackoli byl Rivera tou dobou jesté v pravoplatném manzelském
svazku s ruskou umélkyni Angelinou Beloff, mé&l s Marevnou dceru Mariku (1919
-2010) a prozivali spolu velice boutlivy a komplikovany vztah aZ do jeho navratu
dom v roce 1921.

La Ruche has been a symbolic place
for the arts since 1902. Artists from
around the world passed through
here. Located between Vaugirard
Montparnasse 2 and Ruche is an old
octagonal building; with numerous
studios that were used by many of
the greatest painters and sculptors
of the early twentieth century. The
property was purchased by the patron
and sculptor Alfred Boucher, during
the demolition of the Paris World
Fair in 1900 and rebuilt in the 15th
arrondissement. The idea of Alfred
Boucher (1850-1934) was to help artists
who were poor, but rich in talent, who
came to Paris from all over the world
and offer them a place to stay, models,
and an exhibition space. Those who
lived at La Ruche were supposed to
pay a were supposed to pay a small
rent, but the young artists almost
never paid, and Alfred Boucher never
chased them for it. Some of the artists
who lived here were: Alexander
Archipenko, Amedeo Modigliani,
Marc Chagall, Lorenzo Viani, Leger,
Soutine, Kremegne, Kikoin, Zadkine,
Epstein, arevna, Diego Rivera, Ardego
Soffici, Lipchitz, and many others.
Marevna, was a Russian-born painter
who entered the Moscow Stroganov
Art Academy in 1910 and the following
year went to Italy. She arrived in Paris
in 1912 and made a dramatic entry into
the artistic community of La Ruche.
She is internationally known for
convincingly combining elements
of cubism (which she called
“Dimensionalism”) with pointillism.
She tends to be credited with having
been the first woman cubist painter.
Though she lived the greater part of
her life abroad - her formative years
as a cubist painter in France and her
mature years in England - she is often
referred to as a “Russian painter”.

She met the Mexican cubist painter
and later muralist Diego Rivera in
1915. Although Rivera was still in

a common-law marriage with the
Russian artist Angelina Beloff, he

Marevna, 1918
Pariz - Paris

Amedeo Modigliani, 1919
Portrét Marevny - Portrait of Marevna
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Amedeo Modigliani, 1917
Portrét Marevny - Portrait of Marevna

r w Méla modré o¢i a byla to
' “svétlovlasd  drobnd  div-
ka” - nebyla povaZovina za
bt priumérnou  krasku. Jeji
spoledenskd povaha spo-
lu s prislove¢nou hloubkou
ruské duse ji obdaftila
zvldstnim kouzlem, které
snadno vyvolavalo nadsenou
reakci jejich vrstevnikd. V
roce 1912 jako zaéinajici dva-
cetilety talent pokracovala
Marevna v Parizi ve stu-
diu uméni. V témzZe roce
méla svou prvni vyznam-
nou vystavu v Tuileries.
Pokrac¢ovala v psani knihy
“Life with the Painters of La
Ruche”/"Zivot mezi umélci v
La Ruche” o zivoté v té dobé s
umélci jako napt. Modigliani,
Picasso, Braque, Matisse, Soutine a Rivera.
Marevna méla odvaznou a vad$nivou povahu, hodné cestovala po Evropé a léta
umeélecké zralosti stravila se svou dcerou Marikou v Anglii, kde Zila od roku 1948
do roku 1956 v Athelhampton House. V té dobé Marevna pokracovala v malovani a
jejidila z tohoto obdobi zahrnuji napt. portrét zeté Rodneyho Phillipse. Nékter4 jeji
dila jsou v souc¢asné dobé vystavena v galerii Althelhampton West Wing Gallery.
V té skvélé galerii lidi Marevna predstavuje uméleckou atmosféru Montparnassu
na zacatku 20. stoleti, tudiZ je ji vénovana zvlastni ¢ast vystavy. Pivodni snimek,
na némz ma Marevna na sobé ¢ervenou kosili, ktera se tak libila Modiglianimu,
pripravny navrh a nddherny portrét, ktery ji Modigliani namaloval v roce 1919
a ktery tak pronikavé a pravdivé zachycuje jeji vyraz tvare a priznacné rysy,
dopis od Diega Rivery a unikatn{ fotka mexického umeélce v Parizi nam priblizuji
tyto neuvéritelné, témér legendarni roky, které patfi mezi nejrusnéjsi obdobi
evropského uméni. V tomto okamziku byla zaseta semena dalsiho vyvoje ve 20.
stoleti.

Marevna
Portrét Paula - Portrait of Paul

and Marevna had a daughter called
Marika (1919-2010) and their stormy
and complicated relationship lasted
until he returned to his home in 1921.
Blue-eyed blond and petite, she was
said not to have been a conventional
beauty; but her outgoing nature
paired with the proverbial depth

of the Russian soul, seems to have
given her a special charm that easily
found an enthusiastic echo in her
contemporaries. In 1912, as twenty-
year-old budding talent, Marevna
continued her art studies in Paris and
she had her first significant exhibition
in that same year at The Tuileries. She
went on to write her book Life with
the Painters of La Ruche about her life
during this period with the likes of
Modigliani, Picasso, Braque, Matisse,
Soutine and Rivera to mention but a
few.

An audacious yet charming and

“high spirited” character, Marevna
travelled in Europe extensively. She
spent her mature years living with her
daughter Marika in England and lived
at Athelhampton House from 1948

to 1956. Marevna continued to paint
throughout this period and her work
during this time includes a portrait of
her son-in-law Rodney Phillips. Some
of her work is now displayed in the
West Wing Gallery at Athelhampton
House.

In that great gallery of people,
Marevna is a good representative

of the artistic atmosphere of
Montparnasse in the early 1900s,

so a special section is dedicated to

her in the exhibition. The original
photo where Marevna wears the red
shirt which Modigliani liked, the
preparatory design and the beautiful
portrait that Modigliani painted of
her in 1919, an incisive portrayal

that captured her physiognomy and
essential characteristics, a letter to her
from Diego Rivera and a rare photo of
the Mexican artist in Paris, manage
to give us a sense of these incredible,
legendary years, which were amongst
the most eventful in the history of
European art. During this period the
seeds for further developments in the
twentieth century were sown.
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Amedeo Modigliani, 1915
Portrét malite Celso Lagara - Portrait of the Painter Celso Lagar
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Rudy Chiappini

HLEDANI
NEPOZNANE
PRAVDY
UKRYTE POD
POVRCHEM

SEARCHING FOR THE
TRUTH HIDDEN BENEATH
THE SURFACE

dyz si Amedeo Modigliani uvédomil, Ze k
tomu, aby naplnil sviij osud umeélce, potfebuje
presdhnout sebe sama, necouvl pred silou, o
které si byl plné védom, Ze ho mlZe premoci a
znicit. Nechal se ji posednout a rozvratit, aby se
mohl stat rozhod¢im v zépase, jehoz vysledkem
bylo zcela ojedinélé a osobni umélecké vyjadreni.
Védomeé se vyhyba jakémukoliv stereotypu nebo
systému: dobrému i zlému, naboZenskému nebo
ravnimu. Podrizuje sdm sebe a svou existenci
pouze pozadavkim nezndmého a tajemného impulzu s cilem vytvorit
predevsim privilegované pouto s tvary a jejich poc¢atkem.
Nebojise, Zeby podlehljejichnadvladé, nenechava se strhnoutzideologickych
nebo sociologickych dtivodd, ale pro jediny motiv, ktery povazuje za zivotné
dilezity: aby prezil jazyk uméni.
Jediné v této perspektivé miizeme spravné pochopit a zaradit diivody ,mytu”
o Modiglianim: prokletém malifi, vézni zni¢ené existence a samoucelného
rebelstvi, s vystfednosti na hranici skandalu, alkoholu, drog a Zen; o tom
arogantnim mladikovi z Livorna, ktery priSel do hlavniho mésta uméni, aby
Sokoval parizskou spole¢nost poc¢atku dvacatého stoleti.
Podobné jako jeho pratele, ktefi s nim sdileli stejné dobrodruzstvi, ho na
Montmartre a Montparnasse nepritahly slasti bohémského Zivota. To, co
okouzlilo a ziskalo Modiglianiho, stejné jako Utrilla a Soutina, Kremegne
a Kislinga, bylo néco zcela jiného. Jejich jinakost, zbésilost a existencialni
vzpoura nejsou projevem bourlivého mladi; jsou izkosti Zivota, ktery unika
hore¢natym vnimanim ¢asu, jehoz ubyva, s védomim blizkého konce.
Pro tu chorobnou a roz¢arovanou zarputilost, s jakou se Modigliani krok za
krokem ni¢il, bychom mohli ur¢ité najit historické diivody nebo legitimni
sociologicka vysvétleni. Presto zcela spravné poznamenava Claude Roy, Ze
ten mlady umeélec je poslednim ,dédicem rodu hleda¢ti nekonecna, jejichz
drama nemtize plné vysvétlit mal du siecle; spo¢iva v neklidu, ktery vykreslil
Baudelaire v Les Paradis artificiels a ktery nelze plné objasnit déjinami ani
socidlnim kontextem®.
V téchto textech ndm Baudelaire nabizi kli¢ nejen k pochopeni své osobni
katastrofy, ale i ke dverim, kterymi Modigliani jednoho dne projde,
aby se jiz nevratil zpét: ,frenetickd zaliba ¢lovéka ve vSech zdravych i
nezdravych latkach, které privadi k bujarému nadseni jeho osobnost a
potvrzuji jeho velikost. Vzdy touZzi po tom, aby obnovil své zkusenosti a
pozvedl se k nekone¢nu.”

iyl

When Amedeo Modigliani realised that
in order to fulfil his destiny as an artist
he would have to transcend himself he
did not retreat in the face of a force that
he was well aware could overwhelm
and destroy him. He allowed himself

to be possessed and taken by this force
in order to put himself at the centre of
a struggle whose outcome would be an
altogether unique and personal form of
artistic expression.

He consciously avoided stereotypes
and any system, good or bad, religious
or moral. He subjected himself and his
existence solely to the exigencies of

an unknown and mysterious impulse
with the aim of establishing a special
relationship with forms and their
origins. He was not afraid of succumbing
to their control and would not be swayed
by ideological or sociological motives,
but was guided by just the one motive
that he regarded as vital: the survival of
the language of art.

It is only from this perspective that we
can properly pin down and understand
the reasons behind the ‘myth’ of
Modigliani, the accursed artist, captive
to a life of ruin and rebellion for its own
sake, eccentric to the point of scandal,
and prone to excesses of alcohol, drugs
and women; of the brash young man
from Livorno who arrived in the capital
of the art world ready to shock Parisian
society of the early twentieth century.
Like the friends who shared his
adventure, he was not drawn to
Montmartre and Montparnasse by

the pleasures of la vie bohéme. What
fascinated and captured Modliani, like
Utrillo, Soutine, Kisling and Krémegne,
was something else entirely: their
otherness, their fury, their existential
revolt, driven not by the tempest of an
equally transitory youth, but by the
angst over a life that seems to slip past at
a fevered pace and is soon over.

There may be historical or legitimate
sociological explanations for the morbid
and disillusioned obstinacy with which
Modigliani step by step destroyed




Toward the
eternally

valid and
thus to the

Ale v tomto stavu, v
ném? se zda, Ze duch
ziskdva novou dimenzi
prekracujici vsednost,
»se Modigliani nenaléza
ve chvili, kdy je ponofen
do zavrati jed nebo do
vycerpanosti z no¢nich

)
C].aSSlcal toulek, nybrz v samoté
a v tichu pred platnem
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nebo kusem kamene®,
ve chvili tvorby, kdy znovu ziskal jasné vnimani a je si
védom uplného obnoveni vlddy nad sebou.
Modigliani si tuto situaci plné uvédomuje, jak vysvita z
jednoho jeho dopisu Oskaru Ghigliovi, kde piSe: ,Mame
jina prava nezli ostatni, protoze mame jiné potteby, které
nas stavi nad jejich moralku.“ Odhaluje tim védom{ poslani
umélce jako privilegovaného jedince a tim i nepfimo,
moznd trochu domyslivé, védomi své vlastni hodnoty.
V tomto smyslu je jeho aspirace zcela jasna: ,Jsem jiz
bohaty a plodny zarodky a potfebuji tvorit. Prozivam
orgasmus, ale je to orgasmus, ktery predchazi radosti, po
niz bude nasledovat zavratna ¢innost inteligence®.
Natomtopozadivelkychpredsevzetiapevnychrozhodnuti,
ve kterych je slySet ozvénu Nietzscheho a D’Annunzia,
rozviji Modigliani védomi skutecnosti, ktera neni
podfizena Cirému rozumu, ale je podnécovana skrytymi
vnitfnimi silami. Jeji zobrazeni zapousti své kofeny do
zivého substratu intimity a hloubky Zivota, stejné jako do
nepoznanych pravd ukrytych pod povrchem.
Jiz od pocatku Modigliani velmi dobfe vi, Ze jeho uméni
zavisi jen na ném, na jeho vlastni energii, zkoumani a
¢innosti. Pracuje s tajemstvimi, s mléenim, se zdchvévy
Zivota, které maji své kofeny v hlubinach duse, ale
musi také umét dat hlas tomu, co ho presahuje. S plnym
védomim tvrdi, Ze nejdileZitéjsi ze vieho je styl: definuje
ho jako ,jediny slovnik, ktery je schopen dat tvar idejim"
a ktery urcuje hodnotu dila ,oddéleného od jedince®,
takZe malo zélezi na tom, jakymi cestami bylo vytvoreno.
Na prvni pohled se zd4, jako by Modigliani skute¢né
dospél k presvédceni, ze Udél umélce prochazi pres
nenormadlnosti a neporadek, skrze vydavani se bez miry.
Ve skute¢nosti je jeho uvédoméni jiné, mnohem vice
horké a absolutni. I o tom piSe svému priteli Ghigliovi:
,<Ivou povinnosti je nikdy se nevydat v sebeobétovani.

Amedeo Modigliani, 1908-1911
Akt stojici mladé Zeny, Karyatidy - Standing nude, Cariatide

himself. Nevertheless, as Claude Roy
has rightly noted, this young painter
was also the last ‘heir of a breed of
seekers of the infinite, whose drama

is not fully explained by any mal de
siécle, but stems from the disquiet that
is described by Baudelaire in Paradis
Artificiels and that cannot be fully
elucidated either by history or any
social context’.! Baudelaire’s writings
provide us with a key to understanding
Modigliani’s personal disaster, but also
to the doors that Modigliani passed
through one day and never came back:
‘man’s wild taste for all substances,
healthy and unhealthy, that incite
buoyant enthusiasm in him and confirm
his greatness. He always aims to vivify
his experiences and to rise towards
infinity’.2

But this state of grace in which the spirit
seems to gain a new dimension that
goes beyond the mundane Modigliani
finds ‘not in the giddiness of poisons

or in lonely wanderings to the point

of exhaustion, but in the solitude and
quiet experienced before the canvas

or a piece of stone’? in the moment his
perception became clear again and

he was aware of regaining complete
control over himself.

Modigliani was very conscious of this,
as is apparent in a letter he wrote to his
friend Oscar Ghiglia, where he notes:
‘Our rights differ from those of others
because we have different needs that
put us above their morality.” Here he
reveals an understanding of the mission
of the artist as a privileged individual
and thus indirectly perhaps a somewhat
presumptuous sense of his own worth.*
In this regard, his ambition is very clear:
‘Tam already rich and fertile with seed
now and I need to create. I'm orgasmic,
butitis an orgasm that precedes the
joy that will be followed by staggering
mental activity.s

Against this background of grand
resolve and determination, which
contains echoes of Nietzsche and
D’Annunzio, Modigliani developed a
sense of reality that was not subject to
pure reason but rather was enhanced
by hidden inner forces. His reflections
of reality were rooted in the lively
substratum of intimacy, the inner
reaches of life, and the unknown truths
concealed beneath the surface.

Amedeo Modigliani, 1908-1911
Muzsky akt, Atlante - Young Man Nude, Atlantis
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Tvou skuteénou povinnosti je zachranit svij
sen. Krdsa ma i své bolestné povinnosti, které
ale produkuji ty nejkrasnéjsi ndmahy duse.
Kazda prekonand prekadzka znaci posileni
nas$i vile a vytvafi nutnou a postupnou
obnovu na$ich aspiraci. Uctivej jako svaté
(fikdm to Tobé& i sobé&) vSechno to, co miiZe
exaltovat a vzrusit Tvou inteligenci. Snaz se
tyto plodné stimuly podnécovat a udrzovat,
protoZe jen ony mohou privést inteligenci az
k jeji maxim4lni tvotivé sile. (...) Naué se klast
své estetické potfeby nad lidské povinnosti.*
Je si védom toho, Ze jeho ¢innost je mimoradna,
obtizné definovatelnd, podstatné odlisna
od bézného kondni a délani, protoze tihne k
transcendentnimu a absolutné vzdalenému
ukolu, ktery nakonec ve jménu uméni prekona
a vylou¢i samotného tvirce.

Modigliani prichdzi do PafiZe v roce 1906. Velmi rychle se na
Montmartru - ve ¢tvrti umélct a literatti, prostitutek a podivind
- pripojuje k pocetné skupiné umeélch, ktefi prozivaji stejné
dobrodruzstvijako on a kteff jsou také v té dobé jesté neznami: Utrillo,
Van Dongen, Vlaminck, Braque, Pascin, Max Jacob a za¢inajici Picasso.
Koncemroku1907se Modiglianisetkdva s Paulem Alexandrem, mladym
lékarem nadSenym pro umeéni, ktery zridil v Rue du Delta ttulek pro
malife a sochare. Diky nému oficialné vstupuje na uméleckou scénu
PatiZe, kdyZ je mu umoznéno vystavit dvé olejomalby a pét akvareld
v ,Salon d’Automne” a nésledujici rok pét maleb a jednu kresbu v
»Salon des Indipéndants®.

Jeho ucast zde ale zlstala zcela bez povS§imnuti. Podobné tomu
bylo i na nasledujicim Salonu v roce 1910, kde nevyvolal Zadny
mimoradny zdjem, s vyjimkou drobnych, i kdyz vyznamnych
zminek Apollinaira v ,LIntransigeant a spisovatele Andrého
Salmona v ,,Paris Journal®. Salmon ocenil zdjem mladého umélce z
Livorna o architektonicky smysl pro kompozici a silu cézannovské
kresby. Cézanne byl obdivovan v rozsédhlé posmrtné retrospektivé
usporadané na Salon d’Automne nékolik let predtim.

From the outset Modigliani was well
aware that his art depended solely on
him, on his energy, his searching and
his work. He worked with arcana, with
silences, with the tremors of life that
are rooted deep in the soul, but he was
also compelled to give voice to what
transcended him. With full feeling he
stated that the most important thing of
all is style, which he defined as ‘the only
vocabulary capable of giving shape to
ideas’, and which determines the value
of a work ‘separate from the individual’,
so it matters little by what means it was
created®.

It may at first glance seem as though
Modigliani had really arrived at the
conviction that it is the artist’s lot to
experience the abnormal and chaos, to
surrender himself completely. In fact,
his appreciation was quite different,
more bitter and absolute. To his friend

61

Amedeo Modigliani, 1916
Portrét Hanky Zborowské - Portrait of Hanka Zborowska

Amedeo Modigliani, 1916
Portrét Jeana Cocteau - Portrait of Jean Cocteau
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Modigliani’s
drawings

are suffused
With the utmost vyjddfeni ani  postupné = se

elegance

Vyrazné avantgardni zpUsoby

prosazujici  formdlni spekulace
Modiglianiho nijak nepritahuji,
stejné jako ho mnezajima malba
krajiny nebo atmosféry. Jeho hled4ni
se zaméruje na lidskou postavu,
zachycenou v anonymnich a neurcitych interiérech, pouzitych ¢isté
jako pozadi, jak to dokazuji tfi vyznamné portréty vénované rodiné
Alexandrovych: otci Jeanu-Baptistovi a synim Paulovi a Jeanovi.
Jiz od prvnich mladickych dél, realizovanych na prelomu prvniho
desetileti dvacatého stoleti, je vidét, Ze se Modigliani snazi definovat
charakter svych postav, to, co v nich prekracuje epizodi¢nost
béznych situaci. Nepottfebuje proto popisovat prostredi, ve kterém
ziji, predméty, které je doprovazeji, ani nabytek, jenz je obklopuje.
Nezajimaji ho interiéry, ale vnitfni Zivot.

Protoze jeho malby nevzbudily velky ohlas - ovSem je tfeba objektivné
priznat, Ze bylo nesmirné obtiZzné rozpoznat expresivni potenciél
zaCinajictho umélce v tom velkém uméleckém zmatku, jakym
byl Salon, kde byvaly stény vystavni siné pokryty do posledniho
mistecka stovkami dél - zacal se Modigliani od roku 1911 nadsené
vénovat socharstvi. V tomto novém tkolu ho podpotilo predevsim
setkani s Brancusim a s Anglicanem Jacobem Epsteinem. V hlavach
a karyatiddch, které vytesaval, se ddle prohluboval jeho zijem o
zenskou postavu. Té dava témér archaicky smysl, pri hledani idedln,
posvatné a nadcasové krasy.

V té dobé se zajimd o Cernosské masky. Ty jsou Cerstvym objevem
pro celou generaci umélc a pro Modiglianiho diilezitou inspiraci,
z niz Cerpd podnéty pro prisnou artikulaci tvarti a zdiraznéni
expresivnich prvkd; v tom se lisi od Picassa, ktery v nich zahlédl
prvky zcela nového jazyka. Modigliani se i v tomto projevuje jako
zcelaizolovany umeélec, ktery je mimo umélecké proudy - ne-li primo
nad nimi. Presto se jiz v ramci téchto proud umélecky utvarel. Od
pocatku dal jasné prednost nervézni kresbé Toulouse-Lautreca,
solidni formaln{ struktufe Cézanna a pozdéji bezprostredni malbé
Utrilla a Soutina, pred umélci, jako byli Braque, Picasso (v obdobi
Avignonskych sle¢en), Gris, Léger a Delaunay, kte¥ byli fascinovéni
novymi chimérami fragmentace skutecnosti a extrémnim
modernismem, a pred futuristy. Odmitl se podepsat pod Manifest

Amedeo Modigliani, 1917
Margherita - Margherita

Ghiglia he wrote: ‘Your duty is not ever
to give yourself over to self-sacrifice.
Your real duty is to protect your dream.
Beauty also has painful duties, which
however produce the finest endeavours
of the soul. Every obstacle surmounted
marks a strengthening of our will

and starts the necessary and gradual
renewal of our aspirations. Honour as
sacred (I say this to you and to myself)
everything that can enhance and excite
your intelligence. Try to kindle and hold
on to these fertile stimuli, because only
they can drive your intelligence to its
full creative power. (...) Learn to place
your aesthetic needs before human
obligations”. He is aware that his work
isunusual, hard to define, essentially
distinct from ordinary things that are
done, because it is directed towards a
transcendental and absolutely remote
objective that in the name of art
ultimately surpasses and excludes the
artist himself.

Modigliani came to Paris in 1906 and

in Montmartre - the neighbourhood

of artists and writers, prostitutes and
eccentrics - he very quickly joined the
ranks of the many other artists living the
same adventure as him and who were
at that time still unknowns: Utrillo, Van
Dongen, Vlaminck, Braque, Pascin, Max
Jacob, and Picasso. At the end of 1907 he
met Paul Alexandre, a young doctor with
a passion for art who set up a refuge for
painters and sculptors on rue du Delta.
Alexandre helped Modigliani makes

his official entry into the Parisian art
scene by making it possible for him

to exhibit two oil paintings and five
watercolours at the Salon d’Automne
and then, the following year, to show
five paintings and a drawing at the Salon
des Indépendants.

His participation went entirely
unnoticed, as did his appearance at the
next Salon in 1910, where he failed to
incite any particular interest, except
for small but significant mentions of
him by Apollinaire in L'Intransigeant
and by the writer André Salmon in Paris
Journal. Salmon admired the young
Livorno artist’s architectural sense of
composition and the strength of his
Cézannesque drawings. Several years
earlier Cézanne was honoured in a large
posthumous retrospective organised at
the Salon d’Automne.
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futurismu, zvefejnény v, Le Figaro“ 11. inora 1910 a podepsany mimo
jiné Boccionim, Carraem a Severinim. Obsahoval tvrzeni, kterd byla
v jasném protikladu k Modiglianiho poeti¢nosti, jako napriklad, Ze
ynamalovat pézujici model je skute¢nd absurdita a projev mentaln{
slabosti“ a Ze kontemplaci Zeny by méla nahradit kontemplace stroje.
Obdobi vénované socharstvi, béhem kterého vSak nikdy zcela neopustil
svou malifskou ¢innost, je tfeba chapat jako dileZitou etapu kultivace
jeho poetiky a ziskdvani autonomie vlastniho vyjadreni. Prizptsobuje
vném akademické kdnony svym velmi osobnim diivodiim a osvobozuje
se tak od konvenci realistické tradice ziskanych ve Skole krasnych
uméni, aby objevoval neprozkoumand tizemi a nalézal nové opérné
body. A pravé jeho zkuSenost s plastikami a tvrda disciplina, kterou si
ulozil, kdyZ tesal bez predchoziho modelovani pfimo do kamene, mu
pozdéji umoznily prenést do malifstvi snahu o maximalni formalni
zjednodusSeni a postupné omezovani kompozi¢nich prvka na stavebni
linii, ve snaze dosdhnout neobycejné ¢istoty obrazu.

Az do roku 1915 je Modiglianiho hleddni obraceno k reflexi
strukturdlniho usporaddani Cézannovych dél a je nerozlu¢né spojeno
s hleddnim hodnot svédomi a z nich vyplyvajici specifi¢nosti jazyka.
Presto se na prelomu desetileti v jeho dile objevuji ozvény formalnich
zmén, inspirovanych divisionistickym zptsobem pouzivani barvy,
jako v Ritratto di Frank Burty-Haviland (Portrét Franka Burty-
Havilanda), nebo kubistickym rozkladem ploch v ,Ritratto di Henri
Laurens” (Portrét Henriho Laurense).

Modigliani dosahl plné vyrazové zralosti az v roce 1916, kdy jeho
styl vstfebal a osobnim zplsobem pretvoril vnimavost vazanou
na predchozi zkuSenosti, a vydal se na cestu dobyvani naprosto
origindlnich principt své vlastni poetiky. Na rozdil od maleb z
predchoziho roku, u nichZ byla pozornost umélce koncentrovana v
podstaté na tvar portrétovaného ¢lovéka, se ted jeho hleddni rozsiruje.
Postavy jsou zobrazeny ze tff ¢tvrtin, nehybné, s rukama polozenyma
na kolenou nebo zkriZenyma, s pohledem, ktery je obvykle ztracen
v prazdnu, jako by chtél jesté vice podtrhnout samotu modeld
sizolovanych v melancholii, ze které neni iniku®.

A presto hrdina kazdého obrazu - at uZ je to Paul Guillaume, nebo
Jean Cocteau, pripevnény k platnu frontdlnim zpGsobem, hranatou
kompozici, kterd nabizi velmi Zivy obraz mladého, vyzablého, ale
fascinujiciho basnika, pripadné vyjeveny, nesmély a zarazeny Chaim
Soutine nebo nézna a osameéla Lunie Czechowska, se kterou Modigliani

Modigliani was not attracted to the
avant-garde language of expression or to
any of the emerging formal experiments,
nor was he interest in landscape or
atmospheric painting. His search was
centred on the human figure, captured
in anonymous and undefined interiors
presented purely as backdrops, as is
apparent in the three great portraits he
did of the Alexandre family - the father
Jean-Baptiste and the sons Jean and Paul.
From his earliest works, done in the first
decade of the twentieth century, it is
apparent that Modigliani was trying to
define the character of his figures, what
in them goes beyond the episodic nature
of everyday life. Consequently, he had no
need to describe the setting they inhabit
or the objects or furnishings around
them. He was not interested in interiors,
butin the inner life.

Given the only modest response to his
painting - though objectively it must be
acknowledged that it would have been
extremely difficult in the great artistic
chaos of the Salon, where the walls

were plastered with hundreds of works,
to identify the expressive potential of
an artist just starting out - from 1911
Modigliani began to devote himself
enthusiastically to sculpture, supported
in this new endeavour by his first
encounter with Brancusi and with the
Englishman Jacob Epstein. In the female
heads and caryatids he sculpted his
interest in the female form grew deeper.
He ascribed the female form an almost
archaic significance in his search for the
ideal, hieratic, timeless beauty.

In this period Modigliani was also
interested in African masks, which
represented a new discovery for an
entire generation of artists and were

an important source of inspiration

for Modigliani, providing him with
stimuli for a strict articulation of form
and emphasis on expressive elements.
In this he differed from Picasso, who
found in them elements for an entire
new language. Here again Modigliani
showed himself as an isolated artist,
outside - if not yet above - artistic
currents, within which he nonetheless
made a fundamental decision, from the
start favouring the edgy drawing style
of Toulouse-Lautrec, the solid structure
of Cézanne’s painting, and later the
directness of the painting of Utrillo and

Amedeo Modigliani, 1909
Hlava kariatidy - Head of Cariatide
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Perhaps an artist?

udrzoval milostny vztah - odhaluje svou nezaménitelnou identitu se
silnym vnitfnim nabojem.

Je to pravé tato citova charakteristika, co pritahuje Modiglianiho
zdjem vice nez télesné vlastnosti postavy. Spise neZ o portrétu bychom
tedy méli mluvit o zobrazeni, ve kterém se prolinaji fyziognomické
rysy s niternosti.

Témér maniakalni dpornost, s jakou se vraci k tomuto tématu,
ukazuje jeho silné osobni zaujeti, stilé pokusy vcitit se do lidi, ktefi
ho kazdodenné obklopovali. V pribéhu let rozviji jasné stanovené
a nezaménitelné stylistické struktury, které mulzZeme souhrnné
popsat jako velmi hrubé zjednoduseni v podtrzeni hodnoty linie jako
kompozi¢niho prvku a elegantni prodlouZeni postavy, jejichz tikolem
je vtahnout vyobrazenou osobu do Modiglianiho citového pole, v aktu
sjednoceni mezi umélcem a jeho modelem.

Prelom let 1916 a 1917 je obdobim velkych aktd. Ty vyvolaly znaény
rozruch pri jeho prvni skutecné osobni vystavé, usporadané
Zborowskym v galerii Berthy Weillové, ktera byla na natlak policie
uzaviena jesté v den vernisaze. Tato obdivuhodnd série maleb, mezi
kterymijsouNudosul divano, conle manidietrolatesta (Akt na pohovce
s rukama za hlavou) a Nudo sdraiato, con le braccia dietro la testa
(Lezici akt s paZemi za hlavou), je zcela odpoutana od akademického
a alegoricko-literarniho zobrazeni. Smyslna a na svou krasu hrda téla,
nehybnd ve svych rozkosnickych a zivocisnych pézach, jsou provedena
v teplych ténech a pastéznimi materidly. Zptisob vedeni tah je solidni
a zaroven zivy a nervézni, coZ prispiva k ohrani¢eni tvarti a podtrhuje
jejich plasti¢nost.

Rok 1917 je pro Modiglianiho dileZitym rokem i v jeho osobnim
Zivoté. V1été potkdva v, Académie Colarossi“, kterou sim navstévoval
pri svém prichodu do Parize, Jeanne Hébuterne. Ona dosdhla pred
nedavnem 19 let, jemu je 33. Modigliani s ni navazuje milostny vztah.
V listopadu 1918 se jim narod{ dcera. Jeanne svou néznou a diskrétn{
pritomnosti ovlivnila téch maélo let Zivota, které mu jesté zbyvaly.
V tomto obdobi vytvoril Amedeo asi 20 jejich portrétt v rtznych
postojich, vyrazech a oblecich a nikdy pritom neztratil hlubokou
uctu, védomi vzdjemné soundlezitosti a sdilenf citd.

Modiglianiho paleta v tomto obdobi sméfuje k jasnéjsim a zivéjsim
barvam a i pozadi jsou postupné stile jasnéjsi. Malba je plynulejsi.
Podstatné rysy postav se zmékcuji a prodluzuji. Modely jiZz nejsou
izolované na neutrdlnim pozadi, ale jsou zaclenény do domdciho

Amedeo Modigliani, 1920
Portrét Edmonda See - Portrait of Edmond See

Soutine, over Braque, Picasso (in his
Demoiselles dAvignon period), Gris, Léger
and Delaunay, who were fascinated by
the new visions of the fragmentation

of reality and extreme modernism,

and over the Futurists. He refused to
sign the Futurist Manifesto that was
published in Le Figaro on 11 February
1910 and bore the signatures of Boccioni,
Carra and Severini, among others. The
Manifesto contained statements that
were in stark contrast to Modigliani’s
poetic sensibility, such as ‘to paint a
posing model is genuine nonsense and
a sign of mental weakness’, and that

the contemplation of women should be
replaced by the contemplation of the
machine®.

The period in which Modigliani

focused on sculpture - though he never
completely abandoned painting - should
be understood as an important stage in
the refinement of his poetic expression
and in the process of his acquiring
autonomy over his own expression.

He bent the academic canon to his own
personal motives and thus freed himself
from the conventions of the realist
tradition as learned at the School of
Fine Arts, which allowed him to explore
uncharted territory and find new points
of reference. And it was his experience
with sculpture, the tough discipline
that he imposed on himself when
carving directly into stone without any
prior modelling, that enabled him to
take his striving for maximum formal
simplification and the progressive
reduction of compositional elements

to a constructive level and transfer this
to his painting in an effort to attain an
exceptional purity in his image.

Until 1915 Modigliani’s search was
directed at reflections on the structure
of Cézanne’s works and is inextricably
linked to an effort to find the values of
conscience and the specificity of this
language. Nevertheless, around the turn
of the decade the artist’s work shows
signs of formal changes inspired by

the pointillist use of colour, as in his
Ritratto di Frank Burt-Haviland (Portrait
of Frank Burt-Haviland), and the Cubist
breakdown of planes, as in Ritratto di
Henri Laurens (Portrait of Henri Laurens).
Modigliani reached his full expressive
maturity in 1916, by which time his style
had absorbed and in an original way

&l .
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prostredi. Ragazzo seduto con berretto (Sedici chlapec s éapkou), La bella
droghiera (Kr4sn4 drogistka), Monsieur Baranowsky (Pan Baranowsky),
Jeanne Hébuterne seduta (Sedici Jeanne Hébuterne) a zejména Jeanne
Hébuterne in poltrona (Jeanne Hébuterne na pohovce) jsou dila, ve
kterych Modigliani uskuteéiiuje, prostfednictvim odlisnych postupt a
zdiraznéni, proces stylizace zobrazenych postav. Zd4 se, jako by stéle vice
ztracely svou individualitu a jedine¢nost své existence, ve jménu lyriky,
kterou umeélec rozviji v poslednim obdobi svého Zivota. Tehdy jiz nemoc,
uzivani drog a alkoholu znicily jeho zdravi, jiz od détstvi podlomené
tuberkulézou, ale presto nalezl plnou harmonii se sebou samym a plny
soulad se svou situacilidské bytosti. Vytvarise vném postoj, ktery ho, slovy
Lamberta Vitaliho, vede stale vice k tomu, Ze ,se ztika projeva prekypujici
vitality a tihne k témét andélskému smyslu pro krasu® Jednoduse feceno,
Modigliani dochazi v malbé ke kone¢né syntéze, ve které se zachvévy
existence, hodnoty svédomi a smysl pro transcendenci spojuji v malirském
vyjadreni a rodi se obrazy vznesené a nedostizné krasy.

!Viz Claude Roy, Modigliani, Editions d’Art Albert Skira, Ginevra 1958, s. 26.

* Toto pojeti rozviji basnik v Les paradis artificiels: Du vin et du hashish, Ginevra 1946.
3Viz pozn. 1.

4Viz dopis Ghigliovi z Benatek, 1903.

5 Viz dopis Ghigliovi z Rima, 1901.

© Viz dopis Ghigliovi z Benétek, 1902.

7 Viz dopis Ghigliovi z Benatek, 1903.

8 Tomuto tématu se vénuje Pierre Durieu, Modigliani, Editions Hazan, Paris, 1995, s. 20.

9 Viz Palma Bucarelli, in Modigliani, Catalogo della mostra, Roma 1959, Galleria Nazionale
d’Arte Moderna.

Amedeo Modigliani, kresby na titulni strané italského katalogu Futurista
Amedeo Modigliani, Drawings on the cover of the Italian catalogue Futurista

transfigured a sensibility bound to prior
experience and embarked on a path
towards mastering the principles of his
poetics. Compared to the paintings he
made the previous year, in which the
artist’s attention was focused mainly on
the face of the individual in the portrait,
the scope of his search expanded. The
figures were portrayed in three-quarters
of their form, in a static position, with
their hands resting on their knees or
their arms folded, and usually with a
gaze staring into the distance, as though
to underscore the solitude of his models
‘isolated in a hopeless melancholy’.

Yet the protagonist of each painting -
whether Paul Guillaume Sitting, or Jean
Cocteau, fixed to the canvas in a frontal
layout, in an angular composition that
offers a very vivid depiction of the young
and lanky but charming poet, or the
bewildered, timid, and awkward Chaim
Soutine, or the sweet and lonely Lunia
Czechowska, with whom Modigliani had
an affair - reveals in each case its own
unique and unmistakable identity and a
deep inner strength.

It was these emotional characteristics
that attracted Modigliani’s interest
more than the physical features of the
person. So rather than a portrait we
should speak of a portrayal, in which
physiognomic and inner features are
intertwined. The almost maniacal
insistence with which he returned to
this theme shows his strong personal
preoccupation with and his constant
attempts to identify with the characters
that filled his daily life. Over the years he
developed clearly defined and distinctive
style structures, which as a rough
simplification we could summarily
describe as an emphasis on the value of
the line as an element of composition
and an elegant prolongation of the body,
the purpose being to draw the person
portrayed into Modigliani’s emotional
field, and as the action of unifying the
painter and his model.

Between late 1916 and early 1917 was

the period of Modigliani’s great nudes,
which caused such a buzz at his first real
solo exhibition organised by Zborowski
at the Berthe Weill Gallery that it was
shut down under police pressure on

its opening day. This extraordinary
series of paintings, which includes

Nudo sul divano, con le mani dietro la testa Amedeo Modigliani

Kariatida - Cariatide
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Amedeo Modigliani, 1916

Sed

711N

1C1Z

ena - Seated Woman

(Nude on a Couch) and Nudo sdraiato,

con le braccia dietro la testa (Reclining
Nude), was devoid of any academic or
allegorical-literary images. His sensual
and proudly beautiful bodies, motionless
in voluptuous, carnal poses, are done in
warm shades and layered pigment. The
brushstrokes are solid and yet lively and
nervous, which helps to define the forms
and emphasises their plasticity.

For Modigliani, however, 1917 was

an important year also in his private

life. It was in the summer of that year
that at the Académie Colarossi, which

he began attending upon arriving in
Paris, he met Jeanne Hébuterne. She

had just turned 19, while Amedeo was
33. Modigliani began a love affair with
her. In November 1918 she gave birth

to his daughter. Jeannes sweet and
gentle presence would dominate the

few remaining years of his life. In this
short period he created twenty portraits
of Jeanne in various poses and attire

and with different expressions, but he
never lost his deep respect for her and
his sense of their belonging together and
their shared feelings.

At this point Modigliani’s palette
embraces brighter and more vivid
colours, and even the backgrounds

grow progressively clearer. His painting
becomes more fluid. The figures’
constitutive traits soften and grow
longer. The models are no longer isolated
against a neutral background, but are
placed in a home environment. Ragazzo
seduto con berretto (Boy Sitting with His
Cap), La bella droghiera (The Pretty Grocer),
Monsieur Baranowsky (Mr Baranowsky),
Jeanne Hébuterne seduta (Jeanne Hébuterne
Seated) and especially Jeanne Hébuterne
in poltrona (Jeanne Hébuterne on a Chair)
are works in which, using different
procedures and emphases, Modigliani
engages in a process of stylisation of the
figures, which seem increasingly to lose
their individuality and the uniqueness
of their existence in exchange for

the lyricism that the artist pursued

in the final period of his life. By that
time illness, drug abuse, and alcohol

had destroyed his health, which was
already weakened since childhood by
tuberculosis, and yet he was still able to
be at perfect harmony with himself and
understand his human condition. He
developed an attitude that, in the words

Amedeo Modigliani, 1916
Portrét Jeanne Hébuterne - Portrait of Jeanne Hébuterne

‘ .
Wéﬂt
of Lamberto Vitali, increasingly led him
to ‘renounce expressions of irrepressible
vitality and lean towards an almost
angelic sense of beauty™. Simply put,
in his painting Modigliani attained a
synthesis, in which existential turmoil,
values of conscience, and a sense of the
transcendent came together in his art
and give rise to images of sublime and
unattainable beauty.

Notes

! See Claude Roy, Modigliani, Editions d’Art
Albert Skyra, Ginevra 1958, p. 26.

2 This concept is developed by the poet in Les
paradis artificiels: du vin et du hashish,
Ginevra,1946.

3 See Note 1.

4 See Modigliani's letter to Oscar Ghiglia
from Venice, 1903.

5 See Modigliani’s letter to Oscar Ghiglia
from Rome, 1901.

6See Modigliani’s letter to Ghiglia from Ven-
ice, 1902.

7 See Modigliani’s letter to Ghiglia from Ven-
ice, 1903.

8 This concept is dealt with by Pierre Durieu,
Modigliani, Editions Hazan, Parigi 1995, p. 20.
9 See Palma Bucarelli, in Modigliani, exhibi-
tion catalogue, Rome 1959, Galleria Nazionale
d’Arte Moderna.

10 See Lamberto Vitali, in Modigliani, exhi-
bition catalogue, Milano 1946, Casa della
Cultura.

Vedi Lamberto Vitali, in Modigliani, exhibi-
tion catalogue, Milano 1946,

Casa della Cultura.
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Amedeo Modigliani, 1916
Portrét Fujity / Portrait of Fujita

Amedeo Modigliani, 1916
Portrét Maxe Jacoba / Portrait of Max Jacob

e mr “F‘I ||1| IH | JF il

U I ’T"{l |

|

Amedeo Modigliani, 1916
Portrét Fujita zpét / Portrait of Fujita, found at the back side
of other painting.
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Amedeo Modigliani, 1916
Portrét Maxe Jacoba zpét / Portrait of Max Jacob, found at
the back side of other painting.

CARNET

ARMENIEN

Amedeo Modigliani
Arménsky sesit s pfipravnymi naérty ,,promemoria“ pro olejové malby, zobrazujici muzZe a Zenu, kabalistcké symboly, Pariz,1916, Soukroma sbirka
Amedeo Modigliani, Carnet armenien with preliminary sketches ,,prememoria“ for oil painting, depicting a man, a woman, a Kabbalist symbol, Paris
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MODIGLIANI =
A KUPKA A
POCATKY
ABSTRAKTNIHO
UMENI

MOPDIGLIANI AND KUPKA AND
THE ORIGINS OF ABSTRACT ART




medeo Modigliani, kromé povésti, kterd
zpocatku zastinila jeho osobnost, je jednim z
nejvyznamnéjsich umeélct XX stoleti, vyjimecény
talent, jehoZ touha po pochopeni smyslu lidské
existence se odrdzela v neustdlém vyhledavani
novych inspiraci a podnétl, jez se staly
substratem pro dal$i umélecka dila. Dlouholety
pritel a mecends Paul Alexandre se snazil “..
odhalit skute¢nou osobnost Modiglianiho, ktera
se zdaleka lisi od predstavy, kterou vyvolavaji
¢lanky zvefejnéné ve Franciiavzahraniéi” (1). Lidé, kteff umélcibyli nejbliZsi,
touzili po tom, aby se Modigliani proslavil tim, co skute¢né znamenal pro
PatiZ pocatkem stoleti. Jean Cocteau to vyjadfuje s jasnym uvédoménim:
“Modigliani byl posledni zablesk skvostné elegance na Montparnasse, jen
jsme si toho nevsimli. Domnivali jsme se, Ze to celodenni pézovani u Kislinga,
ty kavarenské vykresy, ty mistrovska dila za pét frankd, ty rvacky a objeti
nikdy neskoné{”.
Osobity styl a linie, které nelze spatfit u jinych umeélcti, schopné vyjadrit
“nebezpe¢nou krdsu” (2), jsou nezaménitelnym uméleckym jazykem
Modiglianiho. Nekoneény zapal, ktery vkladdal do svych nespocetnych
obrazii, schopnost za¢it znovu, pokud nebyl zcela spokojen, znicit dila, ktera
povazoval za zastaral, to vSe vypovida o tom, jak umélec usiloval o absolutni
dokonalost. Postupné priddvani, ubirani... pro dosazeni mimotridné
intenzity zobrazenych postav, které se nakonec jevi prostorové prazdné,
ale naopak plné vybusné metaforické sily. Inovativni naboj tohoto umélce,
talent vytvaret postavy abstraktni a zaroven télesné, primitivni a zaroven
soucasné, inovativni a zaroven tradicni, to vSe diky neustale se vyvijejicimu
osobnimu rukopisu.
Vyrazny tah pro zobrazeni tvafe jako v poetickych “prvcich” Carnet
Armenien, presto se linie jevi jako ¢isté a intenzivni, schopné odhalit lidskou
dusi, plod vasné bez kompromist. “Modigliani vidél jen to, co bylo ¢isté a
krasné...” psala pritelkyné Lunia Czechovska (3).
Odmita nabidku pritele Jeana Alexandra pracovat jako ilustrator stejného
satirického ¢asopisu Lassiette au beurre, pro ktery pracoval i Kupka, protoze
nechtél byt ni¢im odvadén od své tvorby. Jako “meteorit”, jak jej definoval
Paul Guillaume, se vrha do bourlivé atmosféry PariZze na pocCatku stoleti a
béhem své 14leté ¢innosti (od roku 1906 do roku 1920) vytva¥i témét 400
maleb, dvacet soch a nespocet kreseb.
“Divoké nadSeni”, jak jej nazval pritel Lipchitz, vybizi Modigliniho k

Amedeo Modigliani, 1914
Mlad4 Zena - Young Woman

Amedeo Modigliani, beyond the legend
that initially obscured our vision of him,
was one of the most influential artists of
the twentieth century. An exceptional
spirit, he pushed himself to discover the
interiority of being through constant
experimentation in search of new
points of reference and stimuli, which
rather than conditioning him, formed
the substrate and base for new artistic
conquests. Paul Alexandre, his long time
friend and patron, tried to put forth “...an
image of Modigliani that is much closer
to reality and very different from the
idea of him that we get from what has
been written about him in France and
abroad” (1). Everyone close to Modigliani
expressed this desire, that Modigliani
could be known for what he really was
and what he represented for turn of the
century Paris. Jean Cocteau expressed it
with lucid clarity: “Modigliani marked
the end of a profound elegance at
Montparnasse, but at the time we did
not know it. We thought that those long
days of posing with Kisling, those cafe
drawings, those five franc masterpieces,
those bust-ups, those hugs, would last
forever”.

His touch and line, which no other
artist had ever used in the same way,
capable of “a dangerous grace” (2), are
the unmistakable mark of Modigliani’s
artistic language. The tireless
perseverance he applied to his numerous
works, how he would start over if he
was not completely satisfied, how he
would destroy work he considered to be
formally all this show us how intensely
the artist strived towards an absolute,

in a progressive process of taking

away, reducing, smoothing the edges,

in order to achieve an extraordinary
intensity in the figures he portrayed,
which in the end appear to have been
emptied of volume, but on the contrary
are exploding with metaphorical force.
Such was the innovative charge of this
artist that he knew how to create figures
that were abstract and fleshly at the
same time, primitive and contemporary,
innovative and traditional, using a
language that evolved continuously.

A few deft pencil lines to portray a

face, like in the poetic “marks” in the
Carnet Armenien, nonetheless no

other form seems as pure, as intense,

as able to explore the human soul,
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Amedeo Modigliani, 1915
Portrét Beatrice Hastings - Portrait of Beatrice Hastings

socharstvi: v letech 1906 aZ 1914 se
vénoval intenzivnimu studiu, které si
vyzéadalo zvySenou télesnou ndmahu.
Modigliani se rozhodl zdolat kdmen
primym fezem, a proto se také bude
muset proti své vili vzdat socharstvi.
Névrat k malifstvi predstavuje
zrozeni mistrovskych dél. Karyatidy,
z nichZ nékteré vyznamné priklady
jsou ozdobou vystavy, se stavaji
zosobnénim Zzenstvi. Idedlni figury,
Cisté a esencialni linie, schopné mimoradné expresivnosti. Tato dila jsou
dikazem schopnosti Modiglianiho vyjadrit lidskou dusi v tomto vrcholném
obdobf své tvorby.

V poslednich letech svého zivota Modigliani vytvori tvary tak stylizované a
esencialni, Ze budou pusobit abstraktné. To vSe s uvédoménim, Ze vytvoril
nové tvary: "vytvarime novy svét s pouZitim novych tvarti a barev, ale pAnem
tohoto svéta zlistdva myslenka” (4) nebo “snaZim se co nejst¥izlivéji vyjadiit
pravdu o uméni a zivoté ... je zde i zablesk intimnosti, pokusim se ji odhalit,
sestavit - nazval bych to metafyzickou architekturou - a vytvorit mou pravdu
o Zivoté, krase a uméni.”.

I Kupka, jako Modigliani, zaéne vytvaret ¢isté abstraktni formy a “novou
realitu”. Zaéin4 trpélivou praci ilustritora a figurativniho malite, ale bojuje
“proti plebejskému objektivnimu zobrazeni” (s).

Pro Kupku musi barva vytvaret tvar: v letech 1908/9 zadind pouzivat
“barevné plochy”, “dynami¢nost ploch” a py$né se domnivd, Ze je jejich
prukopnikem. Studium tohoto sméru se odrazi v mnoha vykresech, které
nam ¢asto umozni pozorovat vyvoj myslenky od prvniho tahu po dokonc¢ené
dilo. Malba se stavé, jako u Modiglianiho, nastrojem pro vyzkum, “studium
Vesmiru, jeho rytmu a dynamicnosti” a “vyhledavani barev a pohybu
schopnych vytvéaret tvar”. Mnoh4 dila zni¢il sim Kupka, jind nékolikrat
prerusil a v riznych obdobich v nich pokracoval, ze stejnych davodd, které
prinutily Modiglianiho pred svym prijezdem do PariZe znicit mnohd ze svych
mladistvych dél, ktera jej jiz neuspokojovala. Stovky pripravnych vykresi
dila “Dvoubarevnd fuga” jsou po¢atkem evropského abstraktniho uméni, k
¢emuz se Kupka vyjadril nasledovné: “na vizudlnim umeéni je pozoruhodné
to, Ze jej tvori nesouvislé fragmenty, splet forem ¢i barev. Predtim, nez se jich
muiZeme zmocnit a zaznamenat je, musime vést linii mezi nimi a stanovit
strukturalni souvislost.” (6).

Amedeo Modigliani, 1919
Zena s kloboukem - Woman with a Hat

fruit of a passion that never accepted
compromises. “Modigliani only saw what
was beautiful and pure...”, his friend
Lunia Czechowska wrote (3).

So this is why he refused the offer of

his friend Jean Alexandre to work as an
illustrator for Lassiette au beurre the same
satirical magazine Kupka worked for,
because nothing could distract him from
his art, and he moved like a “meteorite”,
as Paul Guillaume described him,
through vibrant, turn-of-the-century
Paris, creating almost 400 paintings,
around 20 sculptures, and innumerable
drawings in 14 years of work between
1906 and 1920.

A “furious” passion, as his friend
Lipchitz described it, pushed Modigliani
towards sculpture: the years between
1906 and 1914 were dedicated to an
intensive exploration involving physical
exertion, given that Modigliani chose to
sculpt stone using the direct cut method,
which later meant he he was forced
against his will to abandon sculpture.
His return to painting marked the birth
of masterpieces. The caryatids - and our
exhibition has some significant examples
of these - became feminine archetypes,
idealised figures in expressionless faces,
depicted with pure, essential forms that
nonetheless possess an extraordinary
expressive force. These pieces
demonstrate the ability Modigliani had
to explore the human soul during this
peak stage in his creative work. In the
final years of his life, Modigliani created
forms of such minimalism and so stylised
that they appeared to be abstract, and he
was fully aware of having created new
forms: “we are building a new world,
using forms and colours, but thought

is the patron of this new world” (4) and
“Itry to formulate with the greatest
lucidity the truths that I have collected
about art and life ... even the intimate
connection has flitted through it, I

will try to reveal it and re-compose its
construction, and, almost, I would say,
the metaphysical architecture to create
my own truth about life, about beauty,
about art”.

Kupka too, like Modigliani, reached

the point where he was creating pure
abstract forms, creating a “new reality”
that had started with his patient work as
an illustrator and figurative painter, but
that required a fight “against plebeian
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Vroce1936 Alfred Barrzorganizoval viznamnou vystavu v Muzeu Moderniho
Umeéniv New Yorku “Kubismus a abstraktni uméni“a velmi vymluvné popsal
dila Kupky, ktera povaZoval za vysoce inovativni a originalni: “Koncem roku
1912 Kupka zacind pracovat na konec¢né verzi Vertikdlnich plant, jejichz
studium zahajil v roce 1911. Chladné, Sedé obdélniky, zvyraznéné fialovym
utvarem anticipuji geometrické kompozice Malevice, Arpa, a Mondriana.
Vertikalni plany byly vystaveny v Salonu nezavislych na jare roku 1913.
Béhem jednoho roku Kupka vytvoril pravdépodobné prvni geometrické,
rovnobézné a zakrivené linie, typické pro Cisté abstraktni modernf uméni.
Po opatrném zvazeni téchto skutecnosti nelze byt s jistotou za pritkopniky
abstraktniho uméni povaZovan Kandinsky a Larionov” (7).

Tato otdzka, ktera je stfedem historie o piivodu evropského abstraktniho
umeéni, kupodivu nikdy nebyla prohloubena a umeélci stejné vyznamni jako
Kupka, dosud nebyly dostate¢né studovani a zhodnoceni. Je fascinujici, jak
se abstraktni uméni vyvijelo spolu s rozvojem vizuélnich véd, coz dokazuje
zajimavd vystava v Musée d’Orsay v letech 2003/4 (8). Nové teorie vnim4ni,
které se objevily v prabéhu XIX stoleti, otviraji brany k prvnim abstraktnim
formam a vedou aZ k rychlé akceleraci v ,rozhodujicich letech” (1912-1918)
pro vznik abstraktniho uméni, v jehoz Cele stoji pravé Kupka.

Abstrakce nabizi alternativni a syntetické zobrazeni skute¢nosti, kdy barva
sama o sobé nic neznamend, ale dtilezita je pouze jeji opticka schopnost. Staci
pomyslet na "“svételnou abstrakci” italskych futuristd, Balla, Severini, na
Orfismus Kupky, Delaunaye, kde zrak stimulovany chromatickymi vibracemi
vnimé zcela abstraktni povrch. Vystava v Musée d'Orsay analyzuje i
rozhodujici roli, kterou méla hudba v pocatcich abstraktniho uménf, protoze
pravé hudba je dokonalym prikladem abstraktniho uméni a mechanismus
Siteni svétla a zvuku je podobny. Z toho je snadné pochopit nejen vyvoj
Kupky, ktery se svymi obrazy snazil o to, co chtél vyjadrit Bach svou hudbou,
ale i vSech malitd, od Friedricha po Mondriana, pro néz je platno partiturou,

preménila v dynamické a
K k ’ k/ .7 l,vt ,, d,
at the Wor]_d, the upky ziskavaji zvlastni, d4

prchavé tvary, jejichz vibrace
° ° i se rict jedineény piavab. V

na které vznikd “chromatick4 symfonie” (9). Hudba stimuluje malbu tak,
barev se bliz{ vibracim
dile “Katedrdla’ se umeélci

aby se ze statického platna

zvuku. Z tohoto pohledu dila

podarilo dokonale spojit
Amedeo Modigliani, 1919

Portrét Madame Tarelli - Portrait of Madame Tarelli

objectification” (5).

For Kupka colour had to create the form:
in1908/09 he started to use “flat planes
of colours”, “the aesthetic of planes”,
which he proudly believed to have
initiated himself. He started studying
movement with numerous sketches,
and these often show us the journey of
the evolution of an idea from the first
sketch to the finished piece. Like with
Modigliani, drawing became for Kupka
a means of research, “an investigation
of the Universe, its dynamic and
rhythm” and “a search for colours and
movement capable of creating forms”.
Kupka himself destroyed many pieces,
others were left and taken up again more
than once, in a process that was very
similar to that which pushed Modigliani
to destroy many of his earlier pieces,
those which no longer satisfied him,
before his arrival in Paris. Around a
hundred were preparatory drawings

for “Fugue in Two Colours” and mark
the beginning of abstract art in Europe,
and in the words of Kupka: “what is
remarkable about the visual arts is that
they create a verification of lines in
space, lines proceeding from point to
point, allowing us to read into them... the
vertical stands for majestic statics, for
heights and depths, contained within it.
It connects them and structures space...
the celebrated vertical is the backbone of
life in space” (6).

In 1936 Alfred Barr organised a major
exhibition at the Museum of Modern
Art in New York, “Cubism and Abstract
Art”, and described Kupka's work with
great eloquence, seeing in him glimpses
of great innovation and originality: “At
the end of 1912 Kupka began the final
version of Vertical Planes, the first studies
for which were made in 1911. Its cold,
grey rectangles, sharpened by a single
violet plane, anticipate the geometric
composition of Malevi¢ Arp, and
Mondrian. Vertical Planes was exhibited
at the Salon des Indépendants in the
spring of 1913. Within a year Kupka

had painted what are probably the first
geometrical, curvilinear and the first
rectilinear pure abstractions in modern
art. In comparison with these conclusive
and carefully considered achievements,
the slightly earlier abstractions of
Kandinsky and Larionov seem tentative”

(7).
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hudbu a architekturu, k ¢emuz se nechal inspirovat gotickymi katedralami, které
jej vzdy okouzlovaly pro “svou zdvratnou hudebnost”, proto se jeho studium stale
vice zamétuje na rytmus a ¢im dal tim vice se priblizuje ,hudebnimu uméni...”.
Linie se tak stavaji “...animovanymi liniemi...“ tvary, dfive neexistujici, se podobaji
vesmirnym oblakiim, neskuteény svét “ktery netvori nic jiného, nez malitova vize”
(10) se stavé absolutnim protagonistou platen pochazejicich z tohoto intenzivniho
tvaréiho obdobi a barva se stdva komunika¢nim nastrojem.

“Z&kladem uméleckého dila je vzdy obrazové vyjadreni, které se stivd harmonickym
a prekvapivym, pokud je prostorovd kompozice dokonald” (11).

Vesmirna energie vzdy byla oblibenym tématem Kupky, jako i mechanicka energie:
dvé vystavena dila, Metal drink z roku 1926 a Smile O z roku 1933 jsou nddhernymi
priklady toho, jak Kupku fascinovalo jeho pratelstvi s Waldesem v letech 1926-1930
a Casté navstévy jeho tovarny. Snaha o vyjadreni krasy a dynamic¢nosti dokazala tato
dila premeénit témeér v poeticka.

Tato nova skutecnost tedy nahrazuje tradi¢ni formy, protoze, jak s presvédcenim
prohlasuje sdm Kupka, “Umélecké dilo, které je samo o sobé abstraktni skute¢nosti,
musi byt soustavou vymyslenych prvkd” a jak napsal priteli Waldesovi v roce 1932
“..Délam jen ¢istou abstrakci”.

1. P. Alexandre, Modigliani inconnu, PariZ 1996, str. 16.

2. ]. Munck, La pericolosa grazia di Modigliani, v Modigliani.
Langelo dal volto severo, napsal M. Restellini, Skira, Mildn 2003.

3. Lunia Czechowska v dopise publikovaném A. Ceroni.

4. Z dopisu pro pritele Oscar Ghiglia.

5. Z dopisu pro belgického malite Peters, 1922.

6. Tvoreni v uméni vytvarném, str. 123-124.

7. Alfred Barr jr, Culture and abstract art, New York 1936, str. 73.

8. Aux origins de labstraction (1800-1914) v Katalogu vystavy
Musée d'Orsay 2003-2004.

9. Ibidem, Katalog vystavy Musée d'Orsay.

10. Edward-Joseph, Dictionnaire biographique des artistes contemporain 1910-1930.

11. Tvoreni v uméni vyjtvarném, str.146.

This question, central to the history of
the origins of European abstract art,
has been left strangely unexplored,

and artists of the importance of Kupka
have not been sufficiently studied and
acclaimed. It is fascinating to investigate
how abstract art was arrived at in
parallel with advances in the science

of vision, as the interesting exhibition
at the Musee d’Orsay in 2003-2004
brought into the spotlight (8). The new
theories about perception that emerged
in the nineteenth century. The new
theories of perception that emerged

in the nineteenth century paved the
way for the appearance of the first
forms of abstraction and in the ‘annees
charnieres’ (1912-1918) accelerated the
birth of abstract art, with Kupka at its
forefront. Abstract art provided a new,
more synthetic interpretation of the
visible world, where colour colour was
no longer valued for itself but for its
optical properties. It is enough to recall
the “luminous abstraction” of the Italian
Futurists, of Balla and Severini, and

the Orphism of Kupka and Delaunay,
where the eye, stimulated by chromatic
vibrations perceives a completely
abstract surface. The exhibition at the
Musee d’Orsay also analysed the decisive
role of music in the origins of abstract
art, because music is the abstract art par
excellence, and the mechanisms of light
and sound diffusion share similarities.
From here it is easy to understand the
path taken not only by Kupka, who
wanted to reproduce in paint that
which Bach had created with music,
but all the artists from Friedrich to
Mondrian, who saw the canvas as a sheet
of music, conceiving their paintings

as “symphonies of colour” (9). Music
stimulated painting to move away from
the inertia of the canvas towards more
dynamic, evanescent forms, where the
vibration of the colours moves closer

to the vibrations of sound. Seen from
this perspective the work of Kupka
acquires a fascination that is very
special, I would say unique. In his piece

Amedeo Modigliani, 1915,
Portrét - Portrait

Amedeo Modigliani, 1917
Portrét Ghitty - Portrait of Ghitta

Amedeo Modigliani, 1915
Kiki v klobouku - Kiki in a Hat

. [
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“The Cathedral” he managed to create an
extraordinary synthesis between music
and architecture, inspired by the Gothic
cathedrals that had always intrigued
him with “their vertiginous musicality”;
his experimentation turned more and
more to rhythm in order to get closer and
closer to music “the art of sounds...”.
In this way the lines became “...animated
lines...”, the shapes, never used before,
became similar to clouds in space, a
bizarre world “created from nothing
except the painter’s imagination” (10)
became the absolute protagonist of the
canvas during this intense period, and
colour became the means of expression.
“It is always the organization of the
picture’s planes which governsina
work of art, whose language is striking
and harmonic if the space has been
beautifully composed”. (11)
The energy of the universe was always
been a theme of great interest for
Kupka, as was the energy of machines:
the two works in this exhibition Metal
Drink from 1926 and Smile O from 1933
are beautiful examples of how of how
Kupka's imagination was kindled by his
friendship with Waldes in 1926-1930 and
his frequent visits to the latter’s factory.
These are his attempts to capture the
beauty and dynamism he saw there, and
he manages to render the subject almost
poetic.
So, a new reality substituted the
traditional forms because, as Kupka said
with great conviction, “A work of art that
isin itself an abstract reality must be a
configuration of invented elements”,And
as he wrote to his friend Waldes in 1932
“...Iam only doing pure abstraction”.

1. P. Alexandre, Modigliani inconnu, Paris 1996,
p-16.

2.J. Munck, La pericolosa grazia di Modigliani,
in Modigliani.

Langelo dal volto severo, by M. Restellini, Skira,
Milano 2003.

3. Lunia Czechowska in a letter published by
A. Ceroni.

4. From a letter to his friend Oscar Ghiglia.

5. From a letter to the Belgian painter Peters,
1922.

6. Creation de IArt Plastique, pp. 123-124.

7. Alfred Barr jr, Culture and abstract art, New
York 1936, p. 73.

8. Aux origins de labstraction (1800-1914) in
Catalogue exposition Musée d' Orsay 2003-2004.
9. Ibidem, Catalogue exposition Musée d Orsay.
10. Edward-Joseph, Dictionnaire biographique
des artistes contemporain 1910-1930.

11. Creation dans lart plastique, p.146.

105



MODIGLIANIHO
PRATELE

MODIGLIANI‘S
FRIENDS

Obé Modiglianiho sestfenice byly umélkyné, hledajici svobodu vyjadreni
ve vlastnim ateliéru na Via Margutta v Rimé&. Bylo tomu tak na za¢atku
20. stoleti, kdy se malovani, kresleni, vytvareni soch a keramiky stalo jejich
Zivotem. Jejich umeélecka cesta vedla k symbolismu a Celila abstraktnim a
geometrickym vzortim avantgardy a futurismu. Spontanni postoj k uméni
se odrdzi v rodinném pristupu, ktery je spojuje s bratrancem Amedeem.
Byly také jedinymi Zenami, které se objevovaly v Zivoté Sestnactiletého
Amedea. Vystavovaly na mezinirodnim veletrhu Expo r. 1911 v Rimé, na
Bienale v Benatkach (1912-1914) a na prvnim Bienale v Rimé r. 1921.

V Obecnim domé je dilo Olgy Modigliani poprvé vystaveno za hranicemi
Italie.

iy

Both of Modigliani‘s cousins were
artists, searching for their own freedom
of expression in their studio on Via
Margutta in Rome. It was in the early
twentieth century that they made
painting, drawing, sculpture, and
ceramic art their life. Their artistic path
led them to Symbolism and to confront
the abstract and geometric models of
the avant-garde and Futurism. They
shared a spontaneous approach to life
with their cousin Amedeo. They were
also the only women to figure in the

life of sixteen-year-old Amedeo. They
exhibited work at the international
Expo in 1911 in Rome, at the Biennale in
Venic (1912-14) and at the first Biennale
in Rome in 1921. This is the first time
the work of Olga Modigliani has been
exhibited outside Italy.

Max Jacob, 1910
Zkouska orchestru
Orchestra Rehearsal
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Profil §lechti¢ny - Profile of a Noblewoman Céret - Céret



Giacomo Balla, 1918
Penetration of light
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Pablo Picasso, 1916 Progetto per abat - jour liberty, kresba
Portrét Maxe Jacoba - Portrait of Max Jacob Project for a liberty lamp, drawings



ESTORICKOVA **
SBIRKA
MODERNIHO
ITALSKEHO
UMENT,

LONDYN

THE ESTORICK COLLECTION OF
MODERN ITALIAN ART, LONDON




WhatI SEEk is
not the real, not
the unreal but the

unconscious

ric Estorick (1913-1993) byl americky spisovatel a
sociolog, ktery zacal sbirat uméni v dobé, kdy po
druhé svétové valce presidlil do Anglie. Ke konci
Ctyricatych a béhem padesatych let minulého stoleti
se svou manZelkou Salome Dessau (1920-1989),
textilni ndvrharkou a podnikatelkou, ¢asto cestoval
do Itélie, kde se setkavali s pfednimi umélci. Jejich
italska sbirka byla ¢asto prezentovana na dtlezitych
verejnych vystavach v letech 1954-1960, a to i v Tate
Gallery v Londyné v roce 1956.
Pred svou smrti se Eric Estorick a jeho rodina rozhodli zaloZit
Estorickovu nadaci, kterd by dohliZela na jeho charitativni odkaz, ¢itajici
na osmdesat uméleckych dél. Budova na Canonbury Square, Islington,
jednom z nejhezé&ich londynskych gregoridnskych ndmésti (z doby krale
Jittho), byla zakoupena v roce 1994 a pfestavéna tak, aby v ni mohla byt
umisténa tato sbirka, uméleckd knihovna, kavdrna a obchod. Muzeum
bylo otevieno v r. 1998 a stalo se centrem italského moderniho uméni v
Londyné. Konaji se tu pravidelné kratkodobé vystavy a je zde umisténa
také stald expozice.
Estorick Collection vlastni kresby Amedea Modiglianiho z tficatych let
dvacatého stoleti. Modiglianiho dila jsou stale populdrni soucasti sbirky,
kterd je zastoupena sérii kreseb a pozdéjsim olejovym portrétem Dr Francois
Brabander. VSechna tato dila jsou vystavena v Obecnim domé. Zfidkakdy
zapujcuje nase sbirka umélecka dila, podporit jedine¢nou vystavu Amedea
Modiglianiho v Praze a pomoci ji vSak bylo pro nas dilezZité, proto jsme se
rozhodli poslat do Ceské republiky nékteré ze svych pokladii.
Estorickova sbirka je charakteristicka svym celkovym zajmem o figurativni
uméniodr.1890 po padesatdléta dvacitého stoleti. Nejranéj$im dilem je socha
z vosku a sadry vytvorend prukopnickym umélcem Medardem Rossem,
jenz byl po smrti Augusta Rodina Guillaumem Apollinairem povaZovan za
,nejlepsiho Zijiciho sochare”. Rosso také ovlivnil spoustu umélct véetné
Boccioniho. Pozdéjsisochy jsou ve sbirce taktéz zastoupeny; jsou zde kresby a
bronzové sochy Emilia Greca, Giacoma Manzuia a Marina Mariniho. Posledni
dva zminéni umélci méli velkou zasluhu na znovuobnoveni italského
socharstvi ve dvacatém stoleti.
Estorick objevil kolem roku
1948 futuristickou malbu,
kterd inspirovala jeho touhu
po modernim italském umeéni a

Eric Estorick (1913-1993)

was an American writer and
sociologist who began to collect
works of art when he moved

to live in England after the
Second World War. Following
his marriage to Salome Dessau
(1920-1989), a textile designer
and businesswoman, the
couple frequently travelled

to Italy throughout the late
1940s and 1950s, meeting and
befriending major artists of the
day. Their Italian collection was
shown in a series of important
public exhibitions between
1954 and 1960, including one at
the Tate Gallery in London in
1956.

Prior to his death, Eric
Estorick and his family decided
to establish the Estorick
Foundation to oversee his
charitable bequest of some

80 works of art. A building in
Canonbury Square, Islington,
one of London’s finest Georgian
squares, was purchased in

1994 and refurbished to house
the collection, an art library, a
café and a shop. The museum
opened in 1998 and since

then has become a centre for
modern Italian art in London,
hosting regular temporary
exhibitions, as well as housing
its permanent collection.
Estorick purchased a drawing
by Amedeo Modigliani in the
1930s, and Modigliani’s works
continue to form an enduringly
popular part of the Estorick
Collection, and are represented
by a fine series of drawings
and the late oil portrait of Dr
Frangois Brabander, all of which
form part of the exhibition

at the Municipal House. We
rarely loan artworks from our
collection, but we wanted to
support and help this unique

predurcila hlavni téma jeho sbirky na
mnoho let. Estorickova naklonnost k
futuristickému uméni se zrodila v
New Yorku vdobéjehodospivani,jez
v ném probudila cit pro urbanismus.
,Chlapecky Zivot v metropolitni odze
New Yorku byl futurismem v akei,”
vzpominal pozdéji.

Futurismus byl zalozen italskym
basnikem F T. Marinettim, jenz
roku 1909 v hlavnich francouzskych
novindch Le Figaro publikoval sviij
Manifest futurismu. Cilem tohoto
hnuti bylo oprostit se od italského
kulturniho dédictvi a rozvijet
estetiku zaloZenou na modernim
Zivoté a technologii, ustfednimi
motivy byly rychlost a stroje.
Marinettiho va$niva polemika okamzité zaujala mladé mildnské malite, jako
byli Umberto Boccioni, Carlo Carra a Luigi Russolo, kter{ chtéli rozsirit jeho
myslenky do vizudlniho umeéni. Giacomo Balla a Gino Severini se setkali s
Marinettim v r. 1910 a spole¢né reprezentovali prvni vlnu futurismu. Mezi
nejznaméjsi futuristickd dila pat¥i Ballova Houslistova ruka, Boccioniho
Moderni idol, Carraovo Opousténi divadla, Russolova Hudba a Severinitiv
Bulvar.

Velkou ¢ast sbirky tvori malby a kresby Maria Sironihoa Massima Campigliho.
Sironi do doby, nez se stal jednim z vad¢ich umélct hnuti Novevecento
béhem dvacétych a tticatych let minulého stoleti, kratce podporoval také
futuristy. Massimo Campigli, umélec samouk, namaloval nad¢asovy svét
zen, ovlivnény estruskym umeénim. Diky malifskym vizim a pratelstvi
s Estorickem ziskalo Campigliho dilo ve sbirce zvlastni misto. Stejné tak
malby Zorana Musice, jehoz atmosférické krajiny z jiného svéta, vznikajici
v padesatych letech dvacatého stoleti, jsou inspirovany jeho cestami po
Italii a Dalmacii.

Estorick také navstivil Giorgia Morandiho v jeho studiu v Boloni na
zaCatku padesatych let dvacatého stoleti. Sbirka zahrnuje vyznamnou
sérii leptt a kreseb z4tisi a krajin, v rozpéti celé umélcovy kariéry. V této
sbirce je také zastoupen Giorgio de Chirico - zakladatel Scuola Metafisica,
ktera hluboce inspirovala surrealisty - a to svym neobycejnym ranym
dilem , The Revolt of the Sage®.

Amedeo Modigliani
Hlava Zeny - Head of Woman

exhibition in Prague so we
sent our big treasures to the
Czech Republic.

The Estorick Collection on

the whole is characterised by
an interest in figurative art
dating from between the 1890s
and the 1950s. The earliest
work is a sculpture in wax
and plaster by the pioneering
artist Medardo Rosso, who,
following the death of Auguste
Rodin, was hailed as ‘the
greatest living sculptor’ by
Guillaume Apollinaire and
who influenced many artists
including Boccioni. Later
sculptors are also represented
in the collection: there are
drawings and bronzes by
Emilio Greco, Giacomo Manzu
and Marino Marini; the latter
two artists are largely credited
with being the source of the
rebirth of Italian sculpture in
the twentieth century.
However, it was Estorick’s
discovery of Futurist painting
around 1948 that inspired his
passion for modern Italian

art and led him to make it the
main focus of his collecting
for many years. Estorick
attributed his affinity with
Futurist art to his New York
upbringing, which instilled

in him a sensitivity for the
clashing, urban rhythms that
the Futurists sought to capture
in their works. ‘A boyhood

life in the metropolitan oasis
of New York was Futurism in
action, he later recalled.
Futurism was founded in

1909 by the Italian poet F. T.
Marinetti with the publication
of his manifesto in the leading
French newspaper Le Figaro.
The movement sought to
throw off the oppressive
weight of Italy’s cultural
heritage and develop an

-
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Amedeo Modigliani,
Portrét Cristiany Mancini - Portrait of Cristiane Mancini

Amedeo Modigliani,
Portrét Madame Eyrand-Vaillant - Portrait of Madame Eyrand-Vaillant

-
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Amedeo Modigliani, 1918
Portrét doktora Francoise Brabandera - Portrait of Dr. Francois Brabander
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Amedeo Modigliani, 1918
Akt s hrnkem - Nude with a Cup

aesthetic based on modern life
and technology, particularly
speed and the machine.
Marinetti’s impassioned
polemic immediately attracted
the support of the young
Milanese painters Umberto
Boccioni, Carlo Carra and
Luigi Russolo, who wanted

to extend his ideas into the
visual arts. Giacomo Balla and
Gino Severini met Marinetti in
1910 and together these artists
represented the first phase of
Futurism. The acknowledged
Futurist masterpieces of the
Estorick Collection include
Balla’'s Hand of the Violinist,
Boccioni’s Modern Idol, Carrd’s
Leaving the Theatre, Russolo’s
Music and Severini’s The
Boulevard.

Alarge number of paintings
and drawings by Mario Sironi
and Massimo Campigli also
form part of the collection.
Sironi had briefly supported
the Futurists before becoming
one of the leading artists of the
Novecento movement in the
1920s and the 1930s. Massimo
Campigli, a self-taught artist,
painted a timeless world

of women, influenced by
Etruscan art. His painterly
vision and friendship with
Estorick mean that his works
occupy a special place in the
collection, as do the paintings
of Zoran Music, whose
otherworldly, atmospheric
landscapes of the 1950s were
inspired by his travels in Italy
and Dalmatia.

Estorick also visited Giorgio
Morandi in his studio in
Bologna in the early 1950s,
and the collection includes
aremarkable series of still-
life and landscape etchings
and drawings spanning the
artist’s entire career. Giorgio
de Chirico - the founder of
the Scuola Metafisica, which
profoundly inspired the
Surrealists - is represented
by his striking early work The
Revolt of the Sage.

»AM EDEO Chustian Pacio
MODIGLIANI

- TRADICE

A KULTURA
UMELCE (

AMEDEO MODIGLIANI - THE
TRADITION AND CULTURE OF AN
ARTIST



istorii rodiny Modiglianii za¢neme sledovat
od chvile, kdy se Abramvita Modigliani usidlil
v centru veskerého zemédélského i dtlniho
podnikani - v Grugue, oblasti Salto di Gessa
(Iglesias) na Sardinii. Jeho syn Flaminio
se zde usadil v roce 1862, Gspésné pozvedl
vynosy statku a zacal rozvijet téZbu nerosta.
Diky podnikatelskému vreni, které ucinilo
z Iglesias centrum investicnich zajmd,
nebylo pro Flaminia tézké dostat se do kruhti
hospodérskych elit, které tahaly za nitky spole¢enského déni celé Itélie.
Se vSemi se Flaminio Modigliani tizce stykal. Mezi vyznamnymi lidmi ze
sféry obchodnikl se Flaminio sezndmil také s Izdkem Garsinem, otcem
své budouci Zeny. V roce 1870 pak na jedné ze svych obchodnich cest do
Marseille potkal svou budouci Zenu - Eugenii.
Eugenie byla zasnoubena s Flaminiem ve svych 15 letech; jemu tehdy
bylo jiz 30. Jejich stiatek nevzesel z lasky, byl zkritka sjednany dvéma
starymi Zidovskymi italskymi rodinami spojenymi tizkymi obchodnimi,
podnikatelskymi a finan¢nimi vztahy.
Mlady par, a¢ se jim jiz podatilo zplodit potomky, zil az do roku 1884
prakticky oddélené. Eugenie pobyvala v Livornu, Flaminio na Sardinii.
V roce 1884 prisla do Zivota rodiny hluboka finanéni krize a vztahy mezi
Eugenii a Flaminiem se zhorsily. Po dvanacti letech manZelstvi, kdy bylo
Eugenii 29 let a Flaminiovi 44, spolu méli tfi déti, narozené v letech 1872-
1878: Giuseppa Emanuela, kterému tehdy bylo 12, devitiletou Margheritu a
Sestiletého Umberta.
Prvorozeny synv té dobé jiz vstoupil do spolecnosti. Jedina dcera Margherita
trpélivé pomdhala matce s vychovou sourozenci a pracovala i ve $kole.
V dospélosti pak pokracovala ve §lépéjich své matky a zcela se vénovala
vyucovani.
Flaminio se ale presto dil vénoval neprili§ uspésnému podnikani na
Sardinii. Eugenie se svéfuje se svymi osobnimi a materidlnimi téZkostmi
v ,Dé&jindch nas$i rodiny“: ,Receno prosté, byl zaldtek naseho manzelského
zivota velmi zakaleny a mohu klidné ¥ici, Ze i béhem 15 ndsledujicich let pro mé
milj manzel neexistoval. Fyzicky byl neustdle nepritomen. Prijizdél na 10 dni o
Velikonocich a na14 dniv lété. NesnaZil se mé pochopit a podobné ani jd jeho. Psala
jsem mu z poslusnosti, stejné jako jsem délala vsechno ostatni. Mé dopisy byly tak
mdlo dilvérné a osobni, Ze se zddlo, jako bychom byli pouzi zndmi. ... Nerikdm to
proto, abych si stéZovala: urcité neprijemnosti se zdaji byt nécim bezvyznamnym,

We can trace the history of the
Modigliani family back to the time
when Abramvita Modigliani settled

in Grugue, a centre of agriculture and
mining in the Salto di Gessa (Iglesias)
region of Sardinia. His son, Flaminio,
settled there in 1862, expanded the
estate’s revenue, and developed a
mineral mining business. Thanks

to the entrepreneurial fervour that
made Iglesias a centre of investment

it was easy for Flaminio to join the
ranks of the economic elites who had
their hands on the strings of society
across Italy. Flaminio Modigliani had
close contacts with all of them. Among
prominent business figures, Flaminio
became acquainted with Isaac Garsin,
the father of his future wife. In 1870, on
one of his business trips to Marseille,
he met his future wife Eugénie, who
became engaged to Flaminio when she
was 15 and he was already 30. Their
union was not based on love but on

a quick arrangement between two

old Jewish-Italian families with close
business and financial ties.

The young couple managed to produce
offspring, but they lived almost
separately until 1884. Eugenie resided
in Livorno, Flaminio in Sardinia. In
1884 the family was struck by a serious
financial crisis, and the relationship
between Eugénie and Flaminio
deteriorated. After twelve years of
marriage, when Eugénie was 29 and
Flaminio 44, they had three children,
born between 1872 and 1878: Giuseppe
Emanuele, who was twelve at that time,
nine-year-old Margharita, and six-year-
old Umberto. At this time their first-
born son was already beginning to enter
society. Margherita, the only daughter,
patiently helped her mother raise her
siblings and even worked at the school;
as an adult she would follow in her
mother’s footsteps and devote herself to
teaching.

Flaminio continued to pursue his not
too successful business projects in
Sardinia. Eugénie confided her personal
and material difficulties in The History
of Our Family: ‘To put it simply, the start
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Pohled od Thora Dardela ,uméleckému maliti“ Modiglianimu, Modiglianiho Institut Archives Légales Rome
A card from Thora Dardel to the “artiste peintre” Modigliani, Modigliani Institut Archives Légales Rome
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of our married life was very troubled,
and I can easily say that for the next
fifteen years to me my husband was
non-existent. Physically he was
constantly away. He would arrive for
ten days over Easter and fourteen days
in the summer. He made no effort to
understand me, nor I him. I wrote him
out of duty, as was true of everything
else I did. There was so little of anything
of an intimate or personal nature in
our letters that it seemed as though we
were just acquaintances. ... I don't say
this to complain: certain annoyances
seem rather meaningless when they are
behind us. I say it to explain why I care
so little for Flaminio.’
Although Flaminio’s mineral mining
business in Sardinia failed, he at least
managed to keep operating some
commercial activities between Sardinia
and Tuscany. The house in Livorno was
put in the name of Mrs Eugénie Garsin.
She supported the family out of the
wages she earned teaching at a nursery
school that she founded herself and
ran in an exemplary fashion. Under
these circumstances it was impossible
for the family to maintain its previous
level of comfort and the wealth it had
accumulated up until 1884 disappeared.
On top of this, the couple were
expecting the birth of their fourth child.
The night of 11 July 1884 was sleepless
and stressful for Eugénie and Flaminio.
At the first light of dawn Margherita
and her two brothers were abruptly
awakened by their father. In a harsh,
troubled voice he told them to collect
all the valuables they could find in the
house as quickly as possible and pile
them on their mother’s bed. All the
other members of the family, rudely
awakened by the commotion, joined the
children in gathering up whatever they
could and storing it under Eugénie’s
bed covers. As Flaminio had expected,
executors soon burst into the home to
do their work. While the first inventory
formalities were under way Eugénie
felt her first contractions. They quickly
sent for Sara, the mid-wife, and
several hours later, before the doctor
could arrive, on the big black-marble
table in the kitchen she gave birth to
Amedeo Clemente. Eight days later,
in conformity with Jewish tradition,
young Amedeo was circumcised
and thus, in year 5644 of the Jewish
calendar, he became a member of the



kdy? u? jsou jednou za ndmi. Rikdm to proto, abych vysvétlila, pro¢ mdm Flaminia
tak mdlo rdada”.

Prestoze na Sardinii zkrachovala téZba nerosti, Flaminiovi se podarilo
udrZet alesponi obchodni aktivity mezi Sardinii a Toskdnskem. Diim
v Livornu byl pfepsan na panf Eugenii Garsin. Ta zivila rodinu z vytézku
materské skoly, kterou sama zaloZila a vzornym zptsobem vedla.

V této situaci bylo nemozné udrzet dosavadni rodinnou pohodu. Také
bohatstvi, nahromadéné do roku 1884, se rozplynulo. K tomu manZelé ¢ekali
narozeni ¢tvrtého ditéte.

Noc z 11. na 12. Cervence 1884 byla pro Eugenii a Flaminia dusné a bezesna.
S prvnimi paprsky svitdni probudil Margheritu a jeji dva bratry néhly
vpad otce. Hrubym a neklidnym kfikem je popohdnél, aby co nejrychleji
shromdazdili vSechny cenné predméty, které byli schopni najit v domé, a
nakupili je na matcino ldzko. I vSichni ostatnf pribuzni, surové probuzeni
povykem, se pridali k détem, aby toho nahromadili co nejvice pod a na
Eugeniiny pokryvky. Podle Flaminiova predpokladu vtrhli brzy do domu
exekutori, aby konali svou préaci. Zatimco probihaly prvni formality
inventarizace, Eugenie zaznamenala prvni bolesti. Poslali rychle pro Saru,
porodni asistentku, a po nékolika hodinéch, jesté nez stacil dorazit1ékar, se
v kuchyni na velkém stole z cerného mramoru narodil Amedeo Clemente.
Poosmidnech, jak to vyZadovala zZidovska tradice, byl maly Amedeo obtezan,
a stal se tak v roce 5644 zidovského kalendate ¢lenem zZidovské komunity.
Hned jak zacal maly Dedo chodit, braval ho déd Izdk Garsin na prochazky
podél pobrezi a na nadrazi. Izdk byl sympaticky chlapik se slabosti pro
filozofii a déjiny. Je pravdépodobné, Ze dédecek nahradil malému Amedeovi
otce a velmi ovlivnil jeho pohled na svét. Amedeo byl fascinovan technikou
a nekone¢nymi rozpravami.

Eugenie pise 17. kvétna 1886 ve svém deniku, Ze maly Dedo je ve svych dvou
letech ,slune¢nim paprskem proménénym v dité. Trochu rozmazleny, trochu
zlobivy, ale nddherny.” Jiz v 5 letech umél ¢ist a psat. Brzy také projevil silny
zajem o krasopis a kresbu. Dosvédc¢uji to jediné dvé knihy, které se dochovaly
z jeho détstvi: ,Jacques de Bossu“ a ,Le Magasin des Enfants®. Zdédil je po
své teté Clementine. Jsou plné kresbicek, ve kterych mazZeme objevit cviceni
v karikature, datovand jeho vlastni rukou mezi 1éty 1893 a 1895. Udivi nas,
jak zru¢né v nich prepsal jméno své tety Clementine, aby z néj vytvoril
,Clemente Amedeo”.

V 1été 1895 onemocnél Amedeo zanétem pohrudnice. Jeho matka to
zaznamenala ve svém deniku v dubnu 1896: ,Dedo mél v minulém 1été velmi
vdzny zdnét pohrudnice. Jesté jsem se nevzpamatovala ze strachu, ktery mi tim

Jewish community.

As soon as young Dedo could walk, his
grandfather, Isaac Garsin, began taking
him on strolls along the coast and to the
station. Isaac was a pleasant man with
a liking for philosophy and history.
Young Amedeo’s grandfather probably
stood in for his father and he had a
strong influence on the boy’s view of
the world. Amedeo was fascinated by
technology and long discussions.

On 17 May 1886, Eugenie wrote in her
diary that young Dedo at the age of two
was ‘aray of sunshine in the form of a
child. A little spoiled, a little naughty,
but delightful’. He was already able

to read and write by the age of five.

He early on also developed a strong
interest in penmanship and drawing.
Evidence of this is the only two books
that survived from his childhood:
Jacques de Bossu and Le Magasin des
Enfants. He inherited them from his
Aunt Clementine, and they are full of
drawings with exercises in caricature
inscribed in his own handwriting as
dating from between 1893 and 1895. It
is astonishing with how skilful a hand
he was able to write over the name

of his Aunt Clementine to turn it into
‘Clemente Amedeo.

In the summer of 1895 Amedeo fell ill
with pleurisy. His mother recorded this
in her diary in April 1896: ‘Last summer
Dedo had a very bad case of pleurisy. I
haven't yet recovered from the fright it
caused me. The boy’s character is not
yet formed enough for me to express
myself to him yet. He behaves like a
spoiled child, but who is not short on
intelligence. We'll see what lies inside
this little nymph. An artist perhaps?’
Amedeo's first great friend was Uberto,
the son of Rodolfo Mandolfi and

seven years Amedeo’s junior. Eugénie
looked on him like her own son. The
two children were inseparable. They
shared adventures and also created
their first ‘works of art’ together, dated
by Jeanne Modigliani as originating

in 1896-1897. They painted the sides of
an old wardrobe. On one side Amedeo
painted the scull and head of a woman
in very sharp colours, and on the other
a portrait of a man with a long beard.
In 1897 Amedeo began attending
Guerrazzi, a gymnasium, where he
was an average student. The marks

in his quarterly reports were only
slightly better than satisfactory. On

zpusobil. Charakter chlapce neni jesté dostatecné zformovany, abych se k nému
uz mohla vyjddrit. Chovd se jako rozmazlené dité, kterému nechybi inteligence.
Uvidime, co se v té larviéce skryvd. Moznd umélec?”

Prvnim velkym Amedeovych pritelem byl o sedm let mladsi syn Rodolfa
Mandolfiho - Umberto. Eugenie ho povazovala za svého dalsiho syna. Obé
déti byly nerozlu¢né. Prozivaly spole¢nd dobrodruZstvi a spoleéné také
realizovaly prvni ,umélecké dilo®, které Jeanne Modigliani datuje do let
1896-97. Pomalovali boky jedné skfintky. Amedeo namaloval na jednom
boku lebku a hlavu Zeny ve velmi ostrych barvach a na druhém portrét
muze s dlouhymi vousy.

V roce 1897 navstévoval Amedeo gymnazium Guerrazzi, a to s velmi
pramérnymi vysledky. Znadmky jeho ¢tvrtletnich vysvédéeni byly jen o
néco malo lepsi nez dostate¢né. 11. Cervence pise Amedeo vlastnoruc¢né
do Eugeniina denfku: ,Skldddm zkousky. Uz mdm za sebou pisemky z latiny
a asi budu mit miniam (miniam, hebrejsky ,deset’, je ndzev Zidovského
obfadu, pfi ném? se recituji modlitby v pfitomnosti deseti muzd). Zkousky
jsou pro postup z kvarty do kvinty. To jen pro presnost domdci kroniky domu
Modiglianiil.“ 31. ¢ervence do didte matky doplnil: , Pred casem jsem napsal
do tohoto rodinného deniku, Ze skldddm zkousky. Dnes k tomu doddvdm, Ze
je mdm tispésné za sebou.” Bylo na matce, aby to uzavtela 10. srpna 1897:
»Dedo nejen, Ze tispésné slozil zkousky, ale bude mit i miniam. Vyborné! Tak
dalsi md vse tispésné za sebou, nebo skoro®.

Ve 13 letech Amedeo naplnil sen svého dédecka Izdka, ktery ho jiz od
raného détstvi uvadél do historie a ndboZenstvi své rodiny, a vstoupil
slavnostné do spolecenstvi dospélych, kdyz prokazal znalosti i praxi
zidovské tradice. Pozdéji se v jeho malbach, zejména na rubu jeho
obrazii, objevovala hebrejskd pismena a kabalistické znaky. Jako by to

Modiglianiho dopis matce, Modiglianiho Institut Archives Légales Rome
Letter from Amedeo Modigliani to his mother, Modigliani Institut Archives Légales Rome
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11 July, Amedeo wrote in Eugénie’s
diary in his own hand: T'm sitting my
exams. ['ve already done Latin, and I'll
probably have a miniam. The exams
are for progressing from the fourth
to the fifth form. This just for the
accuracy of the chronicle of the house
of Modigliani.” On 31 July he added to his
mother’s diary: ‘A short time ago I wrote
in this family diary that I was sitting
my exams. Today I can add that I have
completed them successfully.” It was left
to his mother to conclude on 10 August
1897: ‘Dedo not only passed his exams,
he is going to have a miniam. Excellent!
Another one successfully behind him,
or almost’.
At the age of thirteen Amedeo fulfilled
the dream of his grandfather Isaac, who
from the time Amedeo was a child had
been introducing him to the history
and religion of his family, and Amedeo
ceremoniously entered the community
of adults when he demonstrated his
knowledge and experience of Jewish
tradition. Later on, Hebrew letters and
Kabbalist symbols would appear in his
paintings, especially on the reverse of
the images, like projectiles oflight, the
fruit of a metaphysical passion that
tormented his soul.
The following school year, 1897-1898,
was less brilliant than the one before.
Amedeo’s marks for behaviour were
rarely higher than five or six points,
owing to his constant restlessness, and
he was required to re-sit his exams. On
17 July 1898 Eugénie wrote: ‘Dedo didn't
do too well at his exams, which in no
way surprised me, as he studied very
poorly all year. A drawing course he
haslong been looking forward to starts
on1August. He already sees himself
as a painter. As for me, I don't want to
support him in this too much. I'm afraid
he'll neglect his studies and go chasing
illusions. But I've allowed him to take
the course anyway in order to help lift
him out of the state of gloominess and
low spirits that more or less all of us are
sinking into around now’.
Certain contradictions in his mother’s
words are informative for us: Amedeo
leaned towards painting, towards all
things to do with painting, before he
began to focus on drawing.
In the meantime Amedeo’s siblings
completed their studies with excellent
results. Giuseppe Emanuele obtained
a doctorate of law in 1895, became a
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byly svételné strely, plod metafyzického zaujeti, které trapilo jeho dusi.
Nésledujici skolnfrok 1897 - 1978 byl jesté méné brilantninez ten predchozi.
Znamky za chovani mélokdy presahly 5-6 bodi, coz byl diisledek neustalého
neklidu. Amedeo musel slozit opravné zkousky. 17. ervence 1898 Eugenie
pise: ,Dedo u zkousek moc nezazdril, coZ mé nijak neprekvapilo, protoze se cely rok
ucil velmi Spatné. Prvniho srpna zacne kurz kresby, na ktery se uz dlouho velmi
tési. Uz se vidi malitem. Co se mé tyce, nechce se mi ho v tom prilis podporovat.
Bojim se, ze bude zanedbdvat studium a honit se za chimérami. Presto jsem mu
kurz dovolila, abych ho trochu pozvedla ze stavu skleslosti a smutku, do kterého
v tuto chvili vice ¢i méné vsichni upaddme”.

Ur¢ité protifeceni v maté¢inych slovech nam odhaluje dtleZitou informaci:
Amedeo tihl k malbé, k ,,malifské kuchyni“jesté drive, neZ se zacal vénovat
kresbé.

Amedeovi sourozenci mezitim ukoncili studia se skvélymi vysledky.
Giuseppe Emanuele ziskal roku 1895 doktorat prav, stal se advokatem
a zaroven se pustil do politiky. Umberto dokon¢il studium inzenyrstvi
v Pise a Liegi. Margherita, i pfes svou psychickou nestabilitu a krize
predrazdénosti, ziskala diplom v oboru cizich jazykd. V srpnu 1898,
kratce potom, cozacal v Livornu kurz kresby v ateliéru malire Guglielma
Micheliho, zachvatila Amedea znovu nemoc. Onemocnél btisnim tyfem.
Pro Eugenii, ktera se zoufale potykala s osobnimi i materidlnimi obtiZemi,
to byly tvrdé tydny tzkosti a beznadéje. S pribyvajicim ¢asem zlistavala
stdle vice sama, Flaminio se ukazoval doma jen velmi zfidka, mezi
obchodnimi cestami. K tomu v éervenci 1898 probéhl ve Florencii vojensky
soud, pri kterém byl odsouzen nejstarsi bratr Giuseppe Emanuele.

Dopis matky Eugenie ,dédovi“, Modiglianiho Institut Archives Légales Rome

Letter from Modigliani’s mother Eugénie to “Dedo”, Modigliani Institut Archives Légales Rome
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lawyer, and got involved in politics.
Umberto completed his engineering
studies in Pisa and Liegi. Margherita,
despite her mental instability and
hyperaesthesia, obtained a diploma

in foreign languages. In August 1898,
shortly after the drawing course in
Livorno began at the studio of the
painter Guglielmo Micheli, Amedeo
again took ill. He caught typhoid fever.
For Eugénie, who was struggling
desperately with personal and material
difficulties, these were tough weeks

of anxiety and despair. As time passed
she was more and more alone. Flaminio
only rarely appeared at home in
between his business trips. On top of
this, in July 1898 Giuseppe Emanuel was
tried and sentenced to prison time by a
military court in Florence.

Amedeo was an average or even
outright weak student and he never
returned to Guerrazzi gymnasium.
However, with great determination and
enthusiasm he continued to pursue

his drawing course under Guglielmo
Micheli. On 10 April 1899 Eugénie to
“Dedo”, confided in the family diary:
‘Dedo has abandoned his studies and

is now focusing solely on painting.

But he devotes himself to it all the day
long with an ardour that surprises and
enthrals me. If this is not a way for

him to achieve success then there is no
other. His professor is very happy with
him. As for me, I don't know anything
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Nice ,Hotel Tarelli“ dopis poslan Modiglianim Zborowskému,
Modiglianiho Institut Archives Légales Rome

Nice, “Hotel Tarelli” letter sent from Modigliani to Zborowski,
Modigliani Institut Archives Légales Rome

Modiglianiho svatebni slib Jeanne Hébuterne, Paris, 1919,
Modiglianiho Institut Archives Légales Rome

Modigliani’s promise of marrige to Jeanne Hébuterne, Paris, 1919,
Modigliani Institut Archives Légales Rome

Amedeo byl praimérny, primo slaby student a na
gymnazium Guerrazzi se nevratil. Pokracoval viak
velmi vytrvale a s velkym nadSenim v kurzu kresby
u Guglielma Micheliho. 10. dubna 1899 se Eugenie
svétuje rodinnému deniku: ,Dedo zanechal studii a
jiz se vénuje jen malovdni. Ale vénuje se mu celé dlouhé
dny stakovymzdpalem, Ze mé to prekvapuje a okouzluje.
Pokud toto neni zptisob, jak miiZze dosdhnout tispéchu,
pak uz zadny. Jeho profesor je s nim velmi spokojeny. Co
se tyce mé, viibec se v tom nevyzndm. Ale zdd se mi, Ze
na to, Ze studoval jen 3 nebo 4 mésice, nemaluje viltbec
$patné, a kresli opravdu vyborné.”

V ateliéru mistra Micheliho vladl duch malirskych
dilen Florencie 15. stoleti s jejich intimni a pracovitou
atmosférou. V této dobé zde studovali napriklad
Gino Romiti, Manlio Martinelli, Silvano Filippelli,
Benvenuto Benvenuti, Aristide Sommati, Lando
Bartoli, Renato Natali, Llewelyn Lloyd, Oscar Ghiglia.
Nékteri z téchto mladych malirt se stali Amedeovymi
druhy. O nedélich se mladi umélci setkavali v ateliéru,
kde kreslili akty a délili se o vydaje za modely. Posledni,
kdo se zapsal do kurzu, byl Manlio Martinelli. Prisel
do ateliéru v ¢ervnu 1899, kdy tam Amedeo pobyval
jiz asi 20 dni. Vypravi: ,Kdy? jsem prisel k Michelimu do
ateliéru, Dedo kreslil uhlem na papir napnuty na rdmu.
Bylotozdtisi, nddoba s draperiinapozadi. Protyto kresby se
¢asto uzivala technika, p7i které se polovina papiru spdlila
a okoutend zbyld polovina se pouZivala jako barva pozadi,
polotén. Tu kresbu vidél i Fattori a moc se mu libila.”
Stary mistr Giovanni Fattori mél skute¢né prileZitost
ocenit Amedeovo dilo a vyjadrit mu své uznani. Bylo
to béhem jedné z jeho navstév v Micheliho ateliéru,

kam rad zavital pokazdé, kdyz byl v Livornu. Pri jiné

prileZitosti Martinelli vzpoming, jak vidél Amedea malovat slavny obraz ,Ragazzo
seduto” (Sedici chlapec), pro ktery sedél modelem Micheliho syn.

Martinelli definuje toto obdobi jako ,heroické“. VSichni byli mladi a bez penéz,
a kdyz je Eugenie pozvala na snidani, bylo to pro né jako dar z nebe. Gino
Romiti o téchto navstévach mluvi jako o ,burzoaznim scén
spolefenské urovni“. Podle svédectvi Renata Nataliho ,,Amedeo patfil do rodiny,

Londyn 1907, Beatrice Hastings, Archives Lepales, Roma
London 1907, Beatrice Hastings, Archives Lepales, Rome
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kterd se ndm, chlapciim bez grose v kapse, zddla bohatd, ale pravdépodobné
byla jen mirné movitd“. Podle Silvana Filipelliho plsobil Amedeo jako
dobfe vychovany méstak. V patnicti letech cetl ,Le Vergini delle Rocce*
od D’Annunzia nebo ,Tak pravil Zarathustra® od Nietzscheho. Dobricky
Micheli mu dal posmésné prezdivku ,nad¢lovék”. Amedetv otec Flaminio ho
prezdival shumorem i néZnosti, Botticelli“. Kone¢né Silvano Filippelli mluv{
o tom, ze miloval anglické prerafaelity a Baudelaira. Fotograf Bruno Miniati
o ném mluvf jako o mladiku tryznéném prvnimi bouremi a nesmélosti, coz
jsou bézné a prirozené rysy dospivani: ,Dedo byl velmi introvertni a velmi
nesmely. Zéervenal pri malickosti. Rdd mluvil o Zendch. Jiz od raného mlddi mél
erotickou ndturu. Mél v imyslu ziskat Micheliho guvernantku, malou bledounkou
divenku s oima cernyma jak uhel. Kdyz jsme se ale potom potulovali po ulicich Dei
Lavatori a Del Sassetto, kde se nachdzely verejné domy, ztrdcel odvahu. Stydél se.”
Mezi $alky Caje, které jim uvarila Eugenie, zahlédl Martinelli na zdi v domé
Modiglianiti dila svého mladého pritele. Byl z nich natolik nadSeny, Ze se
rozhodl vSude ho nasledovat. Tak zacaly vylety na toskdnsky venkov, kde
zac¢inali oba malovat. Z téchto vychdzek se ndm zachoval jen jediny obraz,
mozna Ze jeden z prvnich od mladého malite, kterému bylo tehdy jen 15
let, ,,Sottobosco” (Podrost). Jde o velmi maly obraz krajiny (18 x 30 cm),
namalovany v roce 1898. Jsou na ném holé stromy na kvetoucim travniku.
Velmi jednoduse nac¢rtnuta linie horizontu vyvolava pocit velké prostorové
hloubky. Tento nesmirné cenny obrazek, ktery miZeme povazovat za
relikvii, jako jediny vyvazl, a to diky Amedeové sestie Margherité. Chtéla si
ho zachovat jako inspiraci pro vlastni malifské vzdélani. Ostatni dila z mladi
znic¢il samotny Amedeo.

Jakmile padl vecer, setkédvali se vSichni Micheliho Z4ci nad vinem v ,Caffé
Bardi“. Tatokavarna v centru Livorna se stala médnim mistem kulturnich se-

Paul Guillaume ve svém byté, 1915
Paul Guillaume in his apartment, 1915

about it. But it seems to me that having
studied for just three or four months he
doesn't paint at all badly, and he draws
quite exquisitely’.

The studio of Master Micheli was
dominated by the kind of art-workshop
spirit of fifteenth-century Florence,
with the same intimate and industrious
atmosphere. The students there

at the time included Gino Romiti,
Manlio Martinelli, Silvano Filippelli,
Benvenuto Benvenuti, Aristide
Sommati, Lando Bartoli, Renato

Natali, Llewelyn Lloyd, Oscar Ghiglia.
Some of these young painters became
Amadeo’s companions. On Sundays

the young artists would get together

at the studio, where they would draw
nudes and share the expense of hiring
models. The last one to enrol on the
course was Manlio Martinelli. He
entered the studio in June 1899, when
Amedeo had been there for around
twenty days. He said: ‘When I arrived
at Micheli’s studio, Dedo was drawing
with charcoal on paper stretched across
a frame. It was a still life, a dish with
drapery in the background. For these
drawings he used a technique in which
half of the paper was burned, and the
smoked remaining half was used as
background colour, halftone. Fattori
saw this drawing too and he really like
it The old master, Giovanni Fattori, had
the opportunity to assess and praise
Amadeo’s work. This occurred during
one of his visits to Micheli’s studio,
which he liked to visit whenever he was
in Livorno. Martinelli recalled how on
one occasion he saw Amedeo painting
his famous work Ragazzo seduto (Seated
Boy), for which Micheli’s son posed as
his model.

Martinelli called this the ‘heroic’ period.

They were all young and penniless,

and when Eugénie invited them to
breakfast for them it was like a gift
from above. Gino Romiti described
these visits as a ‘bourgeois scene’ at the
‘top end of the social ladder’. According
to Renato Natali, Amedeo belonged

to a family that to us boys without a
penny in our pockets seemed rich but
was probably just somewhat well off.
According to Silvano Filipelli, Amedeo
came across like a well-brought-up
bourgeois. At fifteen he read Le Vergini
delle Rocce by D’Annunzio or Thus Spoke
Zarathustra by Nietzche. The good-
natured Micheli mockingly nicknamed

dankdt. Travili tam dlouhé
hodiny, ve kterych v zivé a
rozjarené atmosfére pili a
diskutovali. Gastone Raz-
zaguta, novinar a malif, o
tom pozdéji napsal: ,V té
dobé byl Amedeo Modigliani
distingovanym, ukdznénym
a studiem zaujatym mladi-
kem z ateliéru mistra Mi-
cheliho. Kreslil velmi peclivé
a bez jediné chybicky. Jeho
zpiisob ztvdrnéni zobrazené
postavy, témér vzdy s ruka-
ma na kolenou, predstavuje
nepochybné prirozeny postoj
odpocinku, ale md v sobé zd-
roveri i néco typicky toskdn-
ského. Tento rys najdemeiu
Fattoriho®.

Jesté téhoZz roku 1899 si
Aristide Sommati, Manlio
Martinelli a Amedeo
pronajali v lidové ctvrti
San Marco ateliér v ulici
Della Scala. Margherita o
tom pise: ,Jeden mlady malir, ktery zemrel na tuberkulézu, zanechal skupince
Micheliho Zdkili sviij ateliér. Pravdépodobné se v téchto prostordch Amedeo nakazil
infekct, kterou od néj pozdéji dostali i dalsi dva ¢lenové skupiny®.

V zari 1900 Amedea znovu zachvétily zdravotni problémy. Velmi vazné
onemocnél. Jako dasledek predchozich infekci mél léze na plicich a
vykaslaval krev. Lékari doporucili pobyt v teplejsi oblasti Stfedozemi.
Jeho stryc Amédée Garsin zaplatil cestu i pobyt. Své sestte napsal: ,Drahd
Eugenie, Tviij syn je pro mé jako miij vlastni. Uhradim vsechny vydaje, které
budes povazovat za nezbytné.“ Nékolik dnf nato, jakmile obdrzZeli penize,
odjela matka se synem do Neapole. Navstivili vykopavky v Pompejich a
Herkulaneu, barokni kostely, muzea, Torre del Greco, Amalfi a nakonec
v lednu 1901 Capri.

Béhem celé cesty se Amedeo zajimal o vykopavky, rimskou archeologii a

Modigliani, Livorno, 1905 Modigliani, 1913

him ‘superman’. Amedeo’s father,
Flaminio, with humour and tenderness
called him ‘Botticcelli’. Finally, Silvano
Filippelli talked about how Amedeo
loved the English Pre-Raphaelites and
Baudelaire. The photographer Bruno
Miniati described him as a young

man tormented by the troubles and
bashfulness that are a common and
natural part of growing up: ‘Dedo was
very introverted and very shy. He went
red over the smallest trifle. He liked

to speak of women. He had an erotic
nature from a young age. He set designs
on Micheli’s governess, a young, fair-
skinned gir] with eyes as black as coal.
But when we later wandered down the
streets of Dei Lavatori and Del Sassetto,
where the brothels were, he lost
courage. He was embarrassed.’

In between the cups of tea served by
Eugénie Martinelli caught sight of
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fresky. Travil hodiny v rozvalinich
rimskych vil a pred klasickymi sochami.
Cesta tak pomalu ziskavala charakter
studijniho pobytu, ktery mu pomahal
zapomenout na nemoc, ale zaroven ho
vyznamné vzdaloval od Livorna a od
ateliéru v ulici Baciocchi.
Korespondence s pritelem Oskarem
Ghigliou, vedenad ve velmi exaltovaném
a romantickém stylu, ndm ukazuje
svét myth a fantazii jeho mladi. Dopisy
Ghigliovi jsou vyznanim viry v hodnoty
zivota, lidské vztahy zaloZené na
Stédrosti a jemnosti citd. Sdilet se
svym pritelem objevy, pocity i vize
uméni bylo pro Amedea dtlleZité. Ghiglia studoval autoportrét ve Florencii
u Giovanniho Fattoriho. Zaviral se na dlouhé hodiny doma a pred zrcadlem
maloval.

Amedeo navstévoval také ateliér Giovanniho Costy, zvaného Nino. Tento
rimsky, ptivodné neoklasicistni malif byl jeden z prvnich, kteri opustili
ateliér a zacali malovat ve volné prirodé. Krajinarstvi vSak bylo pro Amedea
vzdy nudné a nezajimavé.

Uzavieny a provin¢ni horizont Livorna byl nyni daleko. Modigliani
praveé objevil velké italské malirstvi a izasnou atmosféru Neapole. Cesta
v ném zanechala nesmazatelnou stopu a umoznila mu zakusit emoci z
hluboké estetiky. V sofistikované Neapoli Modigliani objevil a ocenil
originalitu dila sienského sochare Tina di Camaino. Tento sochat byl
prvni, kdo ve 14. stoleti vytvarel monumentalni ndhrobky: Jindricha VII.
v Pise, biskupa Orsa ve Florencii, Marie Uherské v kostele Santa Maria
Donnaregina v Neapoli a Karla di Calabria v klastere svaté Klary.

Aby unikl provin¢éni atmosfére Livorna, odebral se Modigliani do
Florencie, kde se 7. kvétna 1902 zapsal na Svobodnou akademickou skolu
aktu. Malif, spisovatel a basnik Ardengo Soffici popisuje tuto instituci
takto: , Tato Skola se veskerému dobre smyslejicimu vykvétu doby zddla byt
zdrojem vsi lenosti a neschopnosti. Pritom se v tom semenisti stupidnich
akademismiljednalo ojedinou uzitecnou instituci. TakZe byla pochopitelné brzy
zavrena.” Zaroven Amedeo navstévoval kurzy Giovanniho Fattoriho. Jeho
ateliér se nachédzel v pobocce paldce Akademie. Byla to Spatné udrzovana
a Spatné vytopend mistnost, s nizkym stropem plnym pavuéin, $pinavymi

Kiki, Patiz, 1919
Kiki, Paris, 1919

work by his young friend on the wall
of the Modigliani home. It thrilled him
so that he started following Amedeo
everywhere. Thus began their trips to
the Tuscan countryside, where they
both began to paint. Only one painting
has survived for us from these trips,
Sottobosco (Undergrowth), perhaps

one of the first by the young painter,
who at the time was just fifteen years
old. It is a very small landscape (18

X 30 cm) painting created in 1898. It
depicts bare trees on a lawn. The very
simply sketched line of the horizon
creates a sense of great spatial depth.
We can regard this extremely valuable
painting as a relic, the only one to
survive, thanks to Amedeo’s sister
Margherita. She wanted to hold on to
it as inspiration for her own education
as a painter. Amedeo himself destroyed
the other works that he created in his
youth.

As soon as evening fell, Micheli’s
students would meet over a bottle at
Caffé Bardi. This cafe in the centre of
Livorno became a fashionable locale
for cultural gatherings. They spent long
hours there, drinking and talking in
alively and exhilarating atmosphere.
Gastone Razzaguta, a journalist and
painter later wrote of this: ‘At that time
Amedeo Modigliani was a distinguished
and disciplined young man from Master
Micheli’s studio and preoccupied with
his studies. He drew with great care
and without a single error. The manner
in which he rendered the figures he
portrayed, almost always with their
hands on their knees, clearly represents
a position of natural repose, but there
was also something typically Tuscan to
it. That's a feature that we also find in
Fattori’.

That same year, in 1899, Aristide
Sommati, Manlio Martinelli and
Amedeo leased a studio in the lower-
class neighbourhood of San Marco on
Della Scala Street. Margherita wrote

of this: ‘One young painter who died

of tuberculosis at a young age left his
studio to a group of Micheli’s students.
That was probably where Amedeo
caught the infection, which the author
two members of the group later caught
from hin.

In September 1900 Amedeo began to
suffer health problems. He became
very seriously ill. He had lesions on

his lungs from previous infections and

Lisette Baranger, Modiglianiho modelka, s vénovanim , Alon quoi! A ce cher Modigliani
bellisimo® PafiZ 1906, Modiglianiho Institut Archives Légales Rome
Lisette Baranger, a model for Modigliani with the dedication “Alon quoi! A ce cher

Modigliani bellisimo” Paris 1906, Modigliani Institut Archives Légales Rome
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was coughing up blood. The doctors
recommended he spend time in the
warmer areas of the Mediterranean.
His uncle, Amedée Garsin, paid for
Amedeo’s trip and wrote to his own
sister: ‘Dear Eugénie, You son is like my
own. I'll pay for all the expenses you
deem necessary.’ Several days later,
as soon as they received the money,
mother and son travelled to Naples.
They visited the excavation sites in
Pompeii and Herculaneum, baroque
churches, museums, Torre del Greco,
Amalfi, and finally, in January 1901,
Capri.
Throughout the trip Amedeo showed
an interest in excavations, Roman
archaeology, and frescoes. He spent
hours among the ruins of Roman villas
and in front of classical sculptures.
The journey thus gradually assumed
the character of a study trip, which
helped him forget about his illness,
but also significantly distanced him
from Livorno and the studio on Via
Baciocchi.
His lofty-sounding, romantically-toned
correspondence with his friend Oscar
Ghiglia provides us with insight into his
youthful world of myths and fantasies.
His letters to Ghiglia are a declaration
of faith in the values of life, human
relationships based on generosity
and gentleness of emotions. It was
important for Amedeo to share his
discoveries, feelings, and visions about
art with his friend. Ghiglia studied self-
portrait in Florence under Giovanni
Fattori. He shut himself up at home for
long hours painting himself in front of
amirror.
Amedeo also attended the studio of
Giovanni Costa known as Nino. This
Roman painter, originally Neoclassicist,
was one of the first to leave the
studio behind and start painting in
open nature. Amadeo always found
landscaping boring and uninteresting.
The closed and provincial horizon of
Livorno was now far away. Modigliani
had just discovered grand Italian
painting and the sublime atmosphere of
Naples. The journey left an ineffaceable
impact on him and gave him a taste
of the emotions produced by intense
aesthetics. In sophisticated Naples
Modigliani discovered and appreciated
the originality of the works by the
Sienna sculptor Tino di Camaino.
This sculptor was the first to create



a rozpukanymi zdmi, kde vladl
nepredstavitelny neporadek. Stary
mistr prichazival po ranu, zahaleny
do plasté z cerné vlny, na hlavé velky
klobouk s Sirokou strechou, a sedéval
pred malifsky stojan do rozbitého
ktesla. Z kapsy vyndéval s teatrdlnim
gestem skicar, bral Stétce a sledovan
nadSenymi pohledy Oscara Ghiglia,
Modiglianiho i vSech ostatnich zak,
kteti pro néj méli bezmezny respekt
a nadSeni, se poustél do malovani.
Kromé malby studoval Amedeo také
architekturu a socharstvi.

I pres svou vaSen pro umeéni a
nezdravou nesmélost mél Amedeo,
pokud médme vérit Margherité,
urazlivy a bouflivy charakter a byl
vzdy prvni, pokud $lo o vyvadéni
hlouposti. Na zac¢atku roku 1903 byl
Amedeo unaven prostfedim $koly , macchiaioli®, které mu asi pripadalo
prilis podobné tomu v Livornu. Uz mu nijak nepomahalo v hledani jeho
osobniho uméleckého rozvoje, a tak se nahle rozhodl odejit z Florencie
do Benatek, kde se pro $kolni rok 1902-1903 zapsal na Svobodnou $kolu
aktu Institutu krasnych umeéni.

Prestoze mél skrovné finan¢ni moZnosti, usadil se Amedeo ve Via 22 Marzo
elegantni ulici Bendtek ve farnosti sv. Marka. Snad aby ziskal vétsi jistotu,
nebo aby ohromil ostatni, pokazdé, kdyz se prestéhoval do nového mésta,
doprdl si par dnf méstanského pohodli. Finanéniho zabezpefeni mladého
malite se pak znovu ujal stryc Amédée Garsin. Ten ho zajistoval i po své smrti
v roce 1905, kdy zanechal své sestfe Eugenii dédictvi. Z néj mohla pokryvat
hmotné potteby svého syna az do roku 1908, kdy mu posilala pravidelné
penize do Parize.

Mésto dézat Amedea okouzlilo. Zapsal se sice na Akademii, ale na
kurzy chodil jen zfidka a radéji kreslil v kavarnach. Jeho pratelé - Fabio
Mauroner, Guido Marussig, Mario Crepet a Guido Cadorin ho ¢asto
doprovazeli pri navstévach kosteli a muzei, kde spoletné objevovali
staré i moderni benatské malirské uméni. V méstském muzeu se Amedeo
zvlast zajimal o etnografické sbirky z Afriky, zejména o drevéné plastiky

Edy Rivolta, tane¢nice a Modiglianiho modelka, Modiglianiho Institut Archives Légales Rome
Edy Rivolta, a dancer and model for Modigliani, Modigliani Institut Archives Légales Rome

monumental tombs in the 14th
century: Enrico VIIin Pisa, Bishop Orsa
in Florence, Maria of Hungary in the
Church of Santa Maria Donnaregina
in Naples and Carlo di Calabria in the
Monastery of Santa Clara.

In order to escape the provincial
atmosphere of Livorno, Modigliani
went to Florence, and there, on 7 May
1902, he enrolled in the Sculoa libera
di Nudo (Free School of Nude Studies).
The painter, writer, and poet Ardengo
Soffici described this institution: “This
school seemed to be a source of all
indolence and ineptitude to all the
well-thinking elite of the time. Yet
that hothouse of stupid academicisms
was the only useful institution. So
understandably it was soon shut
down.” At the same time Amedeo
attended courses from Giovanni
Fattori. His studio was located in
awing of the Academy Palace, ina
badly maintained and poorly heated,
low-ceilinged room full of cobwebs,
dirty, with cracked walls, and in
unimaginable disorder. The old master
used to arrive in the morning, wrapped
in a black woollen cloak, with a large,
wide-brimmed hat on his head, and
he would sit in a broken chair before
his easel. He would pull a sketchbook
out of his pocket with a theatrical
gesture, picked up a brush, and under
the earnest gazes of Oscar Ghiglia,
Modigliani, and the other students,
who held him in immense respect,
began painting. As well as painting,
Amedeo also studied architecture and
sculpture.

Despite his passion for art and his
unhealthy shyness, if we are to believe
Margherita Amedeo had a stormy,
outrageous personality and was always
at the centre of any wild antics. At the
start of 1903, Amedeo was tired of the
environment of the ‘macchiaioli’ school,
which probably seemed too similar

to that in Livorno. It was not helping
him in his pursuit of personal artistic
development, and so he decided to
leave Florence and go to Venice, where
in the 1902-1903 academic year he
enrolled in the Scuola libera del nudo
Academia di Belle Arte (Free School of
Nude Studies at the Academy of Fine
Arts).

Although his financial resources

were meagre, Amedeo settled on Via
22 Marzo, an elegant Venetian street

vy

Paul Guillaume, PariZ, 1914
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in the parish of San Marco. Where to
build up his confidence or to impress
others, whenever he moved to a new
town he would indulge in a few days
of bourgeois comfort. The young
artist’s uncle Amédée Garsin once
again assumed responsibility for his
financial security, and he also provided
for him after his death in 1905, when
he remembered his sister Eugénie in
his will. With this legacy she was able
to cover her son’s expenses until 1908,
regularly sending him money to Paris.
Amadeo was enthralled by the city
of doges. Although he enrolled in the
Academy, he only rarely attended
classes and preferred to draw in cafés.
His friends, Fabio Mauroner, Guido
Marussig, Mario Crepet and Guido
Cadorin, often accompanied him
on visits to churches and museums,
where they together discovered early
and modern Venetian painting. At the
city museum Amedeo was especially
interested in the ethnographic
collections from Africa, particularly
the wooden sculptures and stone
engravings.
In 1903 Ardengo Soffici visited Amadeo
in Venice. He wrote of him: ‘At that
time he was a handsome young fellow,
neither short nor tall, and slim and
moderately elegant in style. His
manners were graceful and calm, like
his person, and his words were inspired
by a great intelligence and calm.’
For Amedeo, Venice was also the first
period of freedom. One young man
from Naples, Baron Croccolo, a member
of the Fantastical Group, who often took
him to gatherings in deconsecrated
churches, where they drank, smoked
hashish, and devoted themselves to
occult practices in the company of new
friends and several women. In Venice
Freud and hypnotism were in fashion at
that time and young ‘entranced’ heroes
like Modigliani surrendered themselves
to the wanton revelry.
In 1905 Modigliani and his friend from
Livorno, Renato Natali, took part in the
Vienna Biennale.
In February 1905 Eugénie Garsin wrote
in her diary: ‘Dedo completed his
portrait of Olper and is talking about
what's he’s going to do next. I don't yet
know what going to become of him,
but because so far I've been thinking
just of his health I can't yet - regardless
of the financial situation - assign any



arytiny do kamene.

V roce 1903 ho v Benatkach navstivil Ardengo Soffici. Napsal o ném: ,V té
dobé to byl mladik hezkého vzezfeni, ani maly ani vysoky, stihly a oblékany
s umirnénou eleganct. Jeho zpiisoby byly ladné a klidné jako jeho osobnost a to,
co tikal, bylo inspirovdno velkou inteligenci a klidem®.

Benatky byly pro Amedea také prvnim obdobim nevéazanosti. Jeden mladik
z Neapole, baron Croccolo, ¢len Krouzku fantasti¢na, ho ¢asto vodil na
sedanky do odsvécenych kosteld, kde pili alkohol, koufili hasis a vénovali
se okultnim praktikdm v doprovodu novych kamaradd a nékolika divek.
V Bendtkach byl pravé v médé Freud a hypnéza a mladi ,,magnetizovani®
hrdinové jako Modigliani se oddavali rozpustilému blaznéni.

V roce 1905 se Modigliani se svym livornskym pritelem malifem Renatem
Natalim ztcastnil Benatského biendle.

V tnoru 1905 napsala Eugenie Garsin do svého deniku: ,Dedo dokoncil
v Bendtkdch portrét Olpera a mluvi o tom, Ze bude délat dalsi. Jesté nevim, co z néj
bude, ale protozZe jsem doposud myslela jen na jeho zdravi, nemohu zatim - bez
ohleduna ekonomickou situaci - priklddat diileZitost jeho budoucimu zaméstndni.
Hluboké zmény, kterymi Bendtky poznamenaly Modiglianiho malbu i
chovani, byly jiz velmi ¢itelné i v jeho dilech. Odhaduje se, Ze Modigliani byl
vdobé, kdy navstévoval kurzy umeélecké skoly, schopen namalovat v primeéru
jeden obraz tydné. Ale skoro vsechna dila jeho mladi jsou ztracena. Nevime

Paul Guillaume, Ms. Rodchenko a Modigliani, Nice, 1919
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importance to his future employment.’
The profound impact that Venice had
on Modigliani’s painting and behaviour
was already palpable in his work. At
the time Modigliani was attending

art school it is estimated that he was
already able to paint an average of

one painting a week. But almost all of
the works from his young years have
been lost. We don't exactly know why.
Whether, as his sister says, Amedeo was
‘never satisfied, constantly consumed
by some new ideal, he destroyed every
new experiment’, or rather that he
cultivated in himself the romantic
outlook of an artist always looking for
something else.

The significance of the time Modigliani
spent in Venice is reflected in the new
approach he took to representation:
the new scenography, influenced

by Renaissance chromatism and

the Viennese Secession. The latter’s
motto, ‘To every age its art, to art its
freedom, inscribed on the fagade of
the Secession Palace in Vienna, was
certainly not alien to Modigliani, nor
was its ornamental, fairy-tale style,
represented mostly by its curved and
stylised forms. Modigliani’s break with
the painters in Livorno may have been
caused by this new artistic expression
and different ideology.

Interesting and informative testimony
about how important the Venice

stage was for Amedeo’s aesthetic
development is provided by Fabio
Mauroner: ‘He spent his evenings,

late into the night, in the most run-
down brothels, where, as he used to
say, he learned much more than at any
academy. ... I later had an opportunity
to show him Vittoria Pico’s “Attraverso
gli albi e cartelle”, the first and perhaps
the only Italian study of modern
engravers and draughtsmen. It had an
incredible effect on him. To the point
where he decided to leave Venice and
move to Paris in order to learn more
about the artists who impressed him
most, in particular Toulouse-Lautrec’.
Moving to Paris was the next step in
Modigliani’s life. Before embarking

presné, co bylo davodem.
Zda to, jak rika jeho sestra, Ze
Amedeo ,stile nespokojeny,
stile prekonany néjakym
novym idedlem, ni¢il kazdy
novy pokus®, nebo spi$ to, Ze
v sobé Zivil romanticky postoj
stdlé nespokojenosti umeélce.
Dulezitostbenatského pobytu
je v pristupu k malifskému
zobrazeni v novém svétle:
v nové scénografii ovlivnéné
renesan¢nim chromatismem
a videnskou secesi. Jeji motto
,Dobé jeji uméni, uméni
jeho svobodu®, napsané na
fasaddé Pal4ce secese ve Vidni,
urcité nebylo Modiglianimu
cizf, = stejné  jako  jeji
ornamentalni pohadkovy styl,
charakterizovany  zejména
oblymi a stylizovanymi tvary.
Modiglianiho rozchod s maliri
z Livorna mohl byt zpiisoben
timto novym uméleckym
vyjadfenim a  odlisnou
ideologii.

O vyznamu bendtské kapitoly pro Amadeovo estetické zrani ndm prinasi
zajimavé a cenné svédectvi Fabio Mauroner: , Trdvil vecery aZ do pozdni
noci v nejzapadlejsich bordelech, kde, jak tikdval, se toho naucil mnohem vice
nez v jakékoli akademii. (...) Mél jsem pozdéji prileZitost ukdzat mu svazky
LAttraverso gli albi e cartelle” od Vittoria Pica, prvni a moznd jedinou italskou
studii o modernich rytcich a kreslitich. Byl ji neuvétitelné zasaZen. Az do té
miry, ze se rozhodl opustit Bendtky a prestéhovat se do Parize, aby mohl lépe
poznat umélce, kteti ho nejvice dojali, zejména Toulouse-Lautreca®.

Odjezd do Parize byl dalsim krokem v Modiglianiho Zivoté. Jesté neZ se pustil
do tohoto velkého dobrodruzstvi, nechal se vyfotografovat - manSestrovy
komplet, ¢erné kozZené holinky ke kotnikdm, Siroka bil4 kosile, okolo krku
Cerveny Satek, klobouk s Sirokou strechou. Jeho zavazadla dopliovala

Eugenia (Tu dobu &ekajici Amadea) a Flaminio, Modiglianiho otec, Neapol, 1884
Eugénie (pregnant with Amedeo at the time) and Flaminio, Modigliani’s father, Naples, 1884

on this great adventure he had his
photograph taken - in a corduroy suit,
black-leather ankle-boots, a sweeping
white shirt, a red kerchief around his
neck, and a wide-brimmed hat. Along
with his luggage he packed boxes
filled with paint and quarto paper

for drawing. He also took with him
several books, including Dante’s Divine
Comedy and Nietzsche’s Thus Spake
Zarathustra, vast passages of which he
knew by heart. He also brought with
him photographs of Italian artworks
that he had obtained from museums
throughout the Italian peninsula, in
particular reproductions of paintings
by Simone Martini, Agostino di Duccia,
Duccia di Buoninsegni, and Vittoro
Carpaccio.

Amedeo arrived in Paris at the start of
1906, while he still had some money. As
was his custom, he began his Parisian
sojourn by lodging himselfin an
elegant hotel in La Madeleine quarter,
posing as a wealthy man. Sometimes
Amedeo would describe himself as
aJewish nobleman. The American
sculptor Jacob Epstein recalled that
‘Modigliani was very proud of his
Jewish background and was capable
with absurd vehemence of arguing that
even Rembrandt was of Jewish origin.
In his view the proof was his profound
humanity’.

Shortly after reaching Paris, Amedeo
enrolled at the Academie Colarossi

on Rue de la Grande-Chaumiére 10

in Montparnasse. The academy was
founded at the start of the eighteenth
century and boasted such illustrious
students as Rodin, Gaugin, and
Whistler. Modigliani only irregularly
attended his courses. He sketched
models in academic poses, and most of
these sketches are in the sketchbook he
later gave as a gift to his friend Joseph
Altounian.

When Modigliani moved to
Montmartre in 1906 he came into
contact with artists who at the start

of the twentieth century were already
at the pinnacle: Picasso, Van Dongen,
Juan Gris, and the writer Pierre Mac



Amedeo Modigliani (vpravo dole), jeho prvni roky obecné $koly v Livornu, 1894
Amedeo Modigliani (bottom right), his first year in public school Livorno, 1894

Modigliani v ateliéru Gina Romitiho s Benventem Benvenutim, Aristidem Sommatim,
Lando Batolim, Livorno, 1900

Modigliani at Gino Romiti s atelier with Benvenuto Benvenuti, Aristide Sommati, Lando
Batoli, Livorno, 1900

Orlan, André Derain, Marie Laurencin,
Georges Braque, Camoin and Demetrius
Galanis, Pascin, Francis Picabia, Gino
Severini and Anselmo Bucci, Raoul
Dufy, Georges Valmier, André Salmon,
and Louis Marcoussis. In December
1906 the painter Anselmo Bucci was
walking past LArt Gallery, a small

shop on the corner of Boulevard Saint-
Germaine and Rue des Saints-Péres
owned by the English poetess Laura
Wylda. Something new in the display
window caught his eye: ‘three pallid
and stunned female faces, almost
monochrome, painted with a soft layer
of green crayon on small canvases’.
When he asked who did them, he was
told they were by Modigliani, ‘an Italian
painter living in Montmartre’. He
immediately decided to go see him.
Anselmo Bucci, who had also arrived in
Prague not long before, accompanied
by two friends, Leonardo Duderville
and Mario Suggelli, described his
arrival in his autobiography Pane

e Luna (Bread and Luna) as follows:
‘Forty-five years ago, in November,

the three of us arrived in Paris at
midnight. ... Leonardo Duderville and
Iinquired about Modigliani at one
hotel café in Montmartre. The owner,
Monsieur Bouscarat, called him ... and
he answered from his room. We then
saw a young man in a red cycling jersey
come bounding down the steep stairs.
He was jovial, not too tall, with a smile
that revealed brilliant teeth. And with
curls all over his head. We immediately
argued ... In Italy there’s nothing! I was
everywhere. There’s not a single painter
worth something ... There’s just Ghiglia,
only Oskar Ghiglia, and that’s all. While
in France there’s Matisse... Picasso...
And he was about to say “and me”, but
he stopped himself...

In1906 Amedeo was renting a

small studio in Paris that before its
‘renovation’ was located in the well-
known area of Maquis full of shanties.
Through some bricklayer friends
Modigliani was able to get hold of
several stones to sculpt with. It is from
then that with certainty we can date his
preoccupation with primitivism, traces
of which can be found in his drawings,
paintings, and sculptures. As soon as
broke free of the canons of Classicism
he began experimenting with entirely
new drawing techniques: Conté sticks,
iron gall ink, blue crayon, keelivine on

krabice s barvami a ¢tvrtky na kresleni. Také nékolik knih, mezi nimi
Dantova Bozsk4 komedie a Nietzscheho Tak pravil Zarathustra, ze kterych
znal obsahlé pasdZe nazpameét. S sebou mélifotografie italskych uméleckych
dél ziskané v muzeich celého apeninského poloostrova, zejména reprodukce
obraziti Simona Martiniho, Agostina di Duccia, Duccia di Buoninsegniho,
Vittora Carpaccia.

Amedeo dorazil do Parize na za¢atku roku 1906 s trochou penéz. Jak bylojeho
zvykem, zacal sviij parizsky pobyt tim, Ze se ubytoval v elegantnim hotelu
ve Ctvrti Madeleine, kde se vydaval za bohatého ¢lovéka. Nékdy se Amedeo
oznadoval za $lechtického Zida. Americky sochat Jacob Epstein vzpomina,
ze ,Modigliani byl velmi hrdy na sviij Zidovsky piivod a byl schopen s absurdni
vehemenci hdjit tvrzeni, Ze zidovského piivodu byl i Rembrandt. Ditkazem byla
podle jeho ndzoru jeho hlubokd lidskost®.

Krétce po svém prijezdu se Amedeo zapsal na ,,Academie Colarossi“ v Rue
de la Grande-Chaumiére 10 na Montparnassu. Akademie byla zaloZena na
zacCatku 18. stoleti a navsStévovali ji vyznamni Zaci jako Rodin, Gauguin,
Whistler. Modigliani chodil na hodiny jen nepravidelné. Kreslil modely
v akademickych pézach, z nichZ vétsina je dodnes shromazdéna ve skicdku,
ktery potom daroval priteli Josephu Altounianovi.

Kdyz Modigliani v roce 1906 dorazil na Montmartre, nasel tam umélce,
kteri se usadili na navrsi jiz zacatkem stoleti: Picassa s Van Dongenem,
Juanem Grisem a spisovatelem Pierrem MacOrlanem, Andrého Deraina,
Marii Laurencin, George Braqua, Camoina a Demetria Galanisovy, Pascina,
Francise Picabiu, Severiniho a Bucciho, Raoula Dufyho, Valmiera, Andrého
Salmona ¢i Marcoussise.

V prosinci 1906 se malif Anselmo Bucci prochézel pred malym obchtdkem
,LArt Gallery“, na rohu Boulevard Saint-Germain a Rue des Saints-Péres,
ktery patril anglické basnifce Laure Wylda. Ve vyloze ho prekvapilo cosi
nového: ,tri bezkrevné a uzaslé, témér jednobarevné Zenské tvdare, namalované
jemnou vrstvou zelenymi hlinkami na malych pldtnech”. Na otazku, kdo je jejich
autorem, dostal odpovéd, Ze Modigliani. ,jeden italsky malir bydlici na
Montmartru.“ Ihned se rozhodl, Ze ho ptijde navstivit.

Anselmo Bucci, ktery také dorazil do PariZe jen kratce pred tim, vdoprovodu
dvou pratel, Leonarda Dudervilla a Maria Suggelliho, popisuje svij prijezd
ve vlastnim Zivotopise ,,Pane e Luna“ (Chléb a Luna) takto: ,Pred ¢tyFiceti péti
lety, v listopadu, jsme o piilnoci dorazili vSichni ti do PafiZe. (...) S Leonardem
Dudervillem jsme se na Montmartru v jedné hotelové kavdrné ptali na
Modiglianiho. Majitel pan Bouscarat ho zavolal... a on odpovédél ze svého pokoje.
Pak jsme spattili rychle sestupovat po prudkém schodisti mladicka v cerveném

Modiglianiho rodné misto na Via Roma 38, Livorno, 1900
Modigliani s birthplace in Via Roma 38, Livorno, 1900

colour paper, ink on drawing paper, and
watercolour.

Max Jacob described Modigliani as
follows: ‘He was curly-haired and
short in stature ... He had a flat, but
handsome profile, a pale, relatively
round face. His laughter was quick,
emphatic, and bitter, and yet childlike.
He was stern, principled, and violent
in a way that owing to his gentle
appearance was unpredictable.
Despite his severity and moments of
indignation, he was sentimental. He
was cynical more for show than in
reality. He was solely and purely an
artist and a poet. He thought of nothing
else but art.” Max Jacob also knew

all the gossip in the neighbourhood.
He was a jester and a chin-wag, read
fortunes from cards and palms, wrote
horoscopes, and told tales about
everyone. Modigliani’s life seemed

to everyone to be full of deviation,
abnormality, experimentation, and the
extremes.

Sometimes Modigliani would join the
painters and poets at Bateau-Lavoir
for a while or at a friend’s party. André
Warnod noted that in his early days

in Montmartre Amedeo did not get to
know many people and no one paid
him much attention. ‘Modigliani,

it should be noted, at that time did

not drink alcohol, and although he
enjoyed wine, he never over-indulged.
He disdained Bacchus, though he
would later be humbled by him, but
by contrast he adored Venus.’ Various
memoirs, biographies and novels, such
as those by Jean-Paul Crespelle, André
Salmon, or others, contain numerous
tales about female conquests. The

first of them was Mado, a fair-haired



cyklistickém tricku. Byl vesely, malého vzriistu, s tismévem, ktery odhaloval
nddherné zuby. A tiplné kudrnaty. Hned jsme se pohddali... V Itdlii neni nic! Byl
jsem vSude. Neni tam ani jeden malif, ktery by za néco stdl... Je tam jen Ghiglia,
jenom Oskar Ghiglia, a tim to hasne. Zato ve Francii je Matisse... Picasso... A uZ se
chystal fici ,a ja" ale zarazil se...”

Amedeo mél v roce 1906 pronajaty v Patizi maly ateliér, ktery se pred
svou ,rekonstrukci” nachdzel na zndmém pozemku Maquis, pokrytém
chatréemi. Diky zndmosti s nékterymi zedniky ziskal Modigliani nékolik
kament, aby se mohl pustit do socharstvi. Od tohoto momentu maZeme s
jistotou datovat jeho zaujeti primitivismem, jehoZ stopy jiz nesou kresby,
malby i plastiky. Od chvile, kdy se osvobodil do klasickych kanond, zacal
také experimentovat se zcela odlisnymi technikami kresby: ty¢inkou Conté,
dubénkovym inkoustem, modrou pastelkou, olivkem na barevném papire,
inkoustem na kreslicim papiru a akvarelem.

Max Jacob popisuje Modiglianiho takto: ,Byl spise malé postavy, s kudrnatymi
vlasy... Mél plochy, i kdyz hezky profil, bledou, pomérné kulatou tvdr. Smdl se
krdtce, ndpadnym, hotkym, a prece détskym smichem. Byl prisny, zdsadovy
a diky svému néznému zjevu nepredvidatelnym zpiisobem ndsilny. Pres svou
prisnost a chvile rozhorleni byl sentimentdlni. Cynicky byl spiSe na odiv nez ve
skutecnosti. Byl jediné a pouze umélec a bdsnik. Nemyslel na nic jiného nez na
uméni.“ Max Jacob byl vzdy informovan o vSech ,drbech® v celé ¢tvrti. Byl
to klaun a klepna, hidal z karet a z ruky, tvoril horoskopy a donésel ¢lentm
party vSechny pomluvy. Samotny Modiglianiho Zivot se ostatnim zd4l plny
uchylek, nenormalnosti, experimentovani a mimoradnosti.

Obcas se Modigliani na chvilku objevil mezi maliti a basniky na ,Bateau-
Lavoir® nebo na nékterém veéirku pratel. Jak fikd André Warnod,
Amedeo se v prvnich dobich na Montmartru nesetkdval s mnoha lidmi
a nikdo si ho prili§ nevsimal. ,Je nutné poznamenat, Ze v té dobé Modigliani
nepil alkohol, a i kdyz mél rdd vino, nepil pres miru. Pohrdal Bakchem, i kdyz
ten ho pozdéji pokoril, ale zato uctival Venusi.“ V rdznych svédectvich a
zivotopisnych vypravénich nebo romanech, jako jsou ty od Jeana-Paula
Crespella, od Andrého Salmona nebo dalsich autord, miZeme nalézt stopy
mnoha pribéht o dobytych Zendch. Prvni z nich byla Mado, svétlovlasa
pradlena, modelka Picassa a pozdéji Gilberta. Nasledovaly ji dalsi modelky
z Montmartru. Byla mezi nimi i Elvira, zvan4 ,Quique” (ze $panélského
Chica), mlad4 divka s ¢ernyma o¢ima a smyslnymi rty, zavisld na kokainu.
Byla to nejspis ona, kdo privedl Amedea k drogadm.

Modigliani se velmi brzy ocitl ve vaznych finan¢nich potizich. Byl témér
bez penéz a prespaval v domech rtiznych pratel.

laundry-girl, a model for Picasso

and later Gilbert. Other models from
Montmartre followed. Among them
was Elvira, known as ‘Quique’ (from
Chico in Spain), a young woman with
black eyes, sensuous lips, and a cocaine
addiction. She was probably the one
responsible for introducing Amedeo to
drugs. Modigliani soon found himself
in serious financial difficulty. He was
almost penniless and was sleeping
nights at various friends” homes.
Amedeo's first contact with the world
of exhibition halls came after he

met Laura Wylda, in whose gallery

he exhibited three small canvases in
December 1906. Another exhibition
was organised in January 1907 in the
studio of his friend Amedeo de Souza
Cardosa from Portugal, also a painter
and a sculptor, who came to Paris in
1906 with the intention of studying
architecture.

We know that in 1907 Modigliani went
to London, but we nothing more of this
trip.

The end of the year 1907 saw winter

set in early. From Paul Alexandre’s
recollections, passed on to us by his son
Noél in the book Modigliani inconnu, we
learn that at that time Amedeo confided
in Doucet that he had spent everything
his mother had given him before
leaving Italy and was penniless. The
studio at Place Jean-Baptiste-Clément
had just thrown him out on the street
and he had no idea where to go. Doucet
suggested that he move in with his
friends, the Alexandre brothers, on Rue
du Delta.

Modigliani arrived on Rue du Delta
with his official lover Maud Abrantes,
a painter, and a very elegant woman.
She left him around a year later when
she left and sailed from Paris to New
York on board the ship ‘Lorraine’. She
was pregnant at the time. Modigliani
was painting and drawing a great deal
during this period, in a style inspired
by the painting style of Toulouse-
Lautrec, Steinlen, and Picasso in his
modern period. Paul Alexandre wrote
that Amedeo ‘for the first time in his
life sold several canvases and drawings’.
Among the parties that took place on
Rue du Delta, two were particularly
memorable - Christmas Eve and New
Year’s Eve 1908. The critic André
Warnod described them: ‘We had a
barrel of wine brought in from some

Modiglianiho ateliér na Campiello Centopietre, Benatky, 1903
Modigliani’s atelier in Campiello Centopietre, Venice, 1903
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winery. Modigliani was the master of
ceremonies... he stood by the door and
everyone invited had to swallow a pill of
hashish under his supervision as soon
as they entered. The drug transformed
the exhilaration of the entire group
- which was already considerably
warmed up with alcohol - into a rave.
Around midnight, a huge volume of
grog in tubs was set alight. Because the
rum didn't burn very well, someone
had the crazy idea to pour in some
lamp kerosene. The fire spread to the
paper flags that festively decorated the
studio. In a short while everything was
ablaze but no one paid it any attention.
What was beautiful about it is that the
damage was completely minor. The fire
engulfed a couple of curtains and then
extinguished itself. The reason is that
there was almost nothing else in that
large studio.” The days on which both
parties took place were highlighted by
Amedeo himselfin his calendar from
1908, on the back of which in 1915 he
painted Donna con tarocco (Woman with
Tarots).
In the spring of 1908 Amedeo signed up
for the Salon des Artistes Indépendants,
where on 20 March he exhibited five of
his works: Ebrea (The Jewess); two nudes
- the bust of a young woman and a nude
of a seated girl, the model for which was
a young patient of Doctor Alexandre
nicknamed ‘young Jeanne’; a study
titled Idolo (The Idol); and one drawing.
It cost him 1.25 francs for an annual fee
and 10 francs for the right to exhibit,
regardless of the number of pieces.
Picasso’s companion Fernande Olivier
noticed Amedeo at Azona on Rue
Ravignan already in the first months
after his arrival in Montmartre: ‘I
caught sight of Amedeo Modigliani,
he was young, full of strength, with
a beautiful Roman head, establishing
himself with strong lines and with
an astonishing innate purity. He
came from Livorno, and before that
he had been discovering the artistic
treasures of Rome, Venice, Naples, and
Florence...."
In 1908 Amedeo usually had difficulty
getting by to the end of the month on
the money he had. He did not fit in with
the Cubists, Fauvists, or Expressionists.
He formed his own group. Many share
the view that he found his real models
and style in Toulouse-Lautrec, Steinlen,
Picasso, and Van Dongen.
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Amedeo Modigliani, Florencie, 1900 (foto vyfotografované Salvinim)
Amdeo Modigliani, Florence, 1900 (Photo by Salvini)

Amedeo Modigliani se stéhuje z ulice Rue Delta ¢. 7 na ndmést{ Place Dancourt na zebfifidku Paula Alexandra, PafiZ, 5. kvétna 1913
Amedeo Modigliani moving from 7 Rue de Delta in Place Dancourt on the wagon of Paul Alexandre, Paris, July 5, 1913




Prvni kontakty Amedea Modiglianiho
se svétem vystavnich sini se vazou
k setkani s Laurou Wylda, v jejiz galerii
vystavil v prosinci 1906 t¥i mal4 platna.
Dalsi vystava se poradala v lednu 1907
v ateliéru jeho pritele, Portugalce
Amedea de Souza Cardosy, také malire
a sochare, ktery dorazil do Parize v roce
1906 s umyslem studovat architekturu.
Vime, Ze v roce 1907 odejel Modigliani
do Londyna, bliz§i okolnosti cesty vsak
nezname.

Konec roku 1907 byl poznamendn
predcasnou zimou. Ve vzpominkach Paula Alexandra, které ndm predal
jeho syn Noél v knize ,,Modigliani inconnu®, najdeme zpravu, jak se Amedeo
tehdy svéril Doucetovi, Ze rozhazel vSechno, co dostal od matky pfi odjezdu
z Italie, a je bez penéz. Pravé ho vyhodili na ulici z ateliéru na Place Jean-
Baptiste-Clément, a nevédél kam jit. Doucet mu navrhl, aby se ubytoval
v Rue du Delta, u jeho pratel, bratrti Alexandrt.

Modigliani dorazil do Rue du Delta se svou oficidlni milenkou Maud
Abrantes. Byla to velmi elegantni Zena, malitka. Opustila ho asi rok poté,
kdyZ definitivné odplula z PatiZe do New Yorku na palubé lodi ,Lorraine”.
Byla v té dobé téhotna. Tehdy Modigliani hodné maloval a kreslil; stylem,
ktery se inspiroval zptisobem malby Toulouse-Lautreca, Steinlena a Picassa
v jeho modrém obdobi. Paul Alexandre pise, ze Amedeo tehdy ,poprvé ve
svém zivoté prodal nékolik platen a kreseb".

Z vedirkd poradanych na Delté zfistaly v paméti dvé oslavy, Stédry vecer
a Silvestr roku 1908. Kritik André Warnod je popisuje takto: , Nechali
jsme donést sud vina, nevim jiz z jaké vinice. Modigliani délal ceremonidre...
stdl u dveri a pod jeho dozorem musel kazdy pozvany hned u vchodu polknout
pilulku hasise. Tato droga proménila rozjarenost celé kumpanie, jiz znacné
rozehtdté alkoholem, v tiplné tresténi. Kolem piilnoci se zapdlilo v jakychsi
neckdch velké mnozZstvi grogu. Protoze rum Spatné hotel, kohosi bez rozumu
napadlo prilit tam trochu petroleje z lampy. Oheri se rozsifil na papirové
vlajecky, kterymi byl ateliér slavnostné vyzdoben. Za chvili vSe vzplanulo,
ale nikdo tomu nevénoval pozornost. Krdsné na tom vsem bylo, Ze skoda byla
zcela mizivd. Pozdr pohltil pdr zdclon a sim vyhasl. Ono totiz v tom velkém
ateliéru skoro nic nebylo“. Dny, kdy se obé slavnosti konaly, jsou zvyraznény
samotnym Amedeem v kalendafi z roku 1908, na jehoz rubu v roce 1915

Basler a Amedeo Modigliani u budovy Rotonde (detail), PatiZ, 1915
Basler and Amedeo Modigliani at the Rotonde (detail), Paris, 1915

Amedeo Modigliani, 1914

His Paris itinerary was full of meetings,
passions, and fleeting relationships.
We can get an idea of his activities by
browsing through his collection of
sketches, which is filled with countless
portraits.

In the summer of 1909, Amedeo
returned to Livorno for the first time

in three long years, ‘tired, ruined,

and undernourished’, as his daughter
Jeanne wrote. His aunt, Laura Garsin,
who had visited him in Paris several
weeks before, wrote to Lamberto Vitali
in1946: ‘T found him there in a very
bad situation, on the first floor of the
so-called “Ruche”, in one of those ten or
twelve cells’.

Modigliani stayed with his mother in
Livorno. He ate and slept well, and far
away from the wild and free Parisian
lifestyle, he soon pulled himself
together again. ‘Dedo stays away all
day, in the home of a friend who has

a studio. Dedo and Laure are together
writing articles on philosophy and live
with their heads in the clouds’, wrote
Eugénie in one letter to Margherita.

In the biography of her father, Jeanne
Modigliani clarified that the studio
Amedeo was spending entire days at
belonged to Gino Romiti. At this time he
created two portraits in red of his sister-
in-law Vera and two studies of Bice

namaloval obraz ,Donna con tarocco” (Zena s taroky).

Na jate roku 1908 se Amedeo zapsal na ,Salon des Artistes Indépendants”
(Salon nezévislych umélcil), kde 20. bfezna vystavil 5 svych dél: ,Ebrea"
(Zidovka); dva akty - poprsi jedné mladé zeny a akt sedici divky, pro ktery
mu byla modelem mlada pacientka doktora Alexandra, prezdivana ,malé
Jeanne“; studii nazvanou ,Idolo“ (Modla); a jednu kresbu. Stélo ho to 1,25
franku ro¢niho prispévku a 10 frankt za pravo vystavovat, bez ohledu na
pocet exponatu.

Picassova druZka Fernande Olivierova si v§imla Amedea u ,Azona“ v Rue
Ravignan, hned v prvnich mésicich jeho pobytu na Montmartru: , Uvidéla
jsem Amedea Modiglianiho, byl mlady, plny sily, s krdsnou fimskou hlavou

Modiglianiho ateliér na Rue Campagne Premiére, Pariz
Modigliani’s atelier in Rue Campagne Premiére, Paris

Boralevi, who was once his schoolmate.
He also painted Il Mendicante di Livorno
(Beggar of Livorno) and La Mendicante
(Beggar Woman).

When Amedeo returned to Paris he
visited Cité Falguiére and began living
there. His primary focus was still
sculpture. ‘He was driven to sculpt

by an overwhelming force), said the
German critic Ernst Stoermer, who
visited Amedeo at his studio in 1909.
‘He had a block of stone brought to

his workshop and sculpted directly

on it. He was entirely fulfilled by

his work, and by all the more orless
productive pastimes he indulged while



prosazujici se vyraznymi liniemi a s udivujici vrozenou Cistotou. Prisel z Livorna a
predtim objevoval umélecké poklady Rima, Bendtek, Neapole, Florencie...“

V roce 1908 Amedeo obvykle jen s obtiZemi vySel s penézi do konce mésice.
Nedarilo se mu zaradit se mezi kubisty, fauvisty ani expresionisty. Vytvarel
vlastni skupinu. Mnozi se shoduji v ndzoru, zZe svtij skute¢ny vzor a styl
nasel v Lautrecovi, Steinlenovi, Picassovi a Van Dongenovi.

Jeho parizsky itinerar je naplnén setkdnimi, vd$némi a prchavymi vztahy.
Chceme-li ho sledovat, staci zalistovat v jeho skicacich, plnych nes¢etnych
portrétd.

V1été 1909 se Amedeo vratil potiech dlouhychletech vParizi domtido Livorna,
Junaveny, zni¢eny a podvyziveny,“ jak pise jeho dcera Jeanne. Jeho teta Laura
Garsin, kterd ho nékolik tydna predtim navstivila v Parizi, piSe v roce 1946
Lambertu Vitalimu: ,Nasla jsem ho tam ve velmi $patnych podminkdch, v prvnim
patte takzvané ,Ruche; v jedné z téch deseti nebo dvandcti cel”.

Modigliani se v Livornu ubytoval u své matky. Hodné jedl, dobte spal a daleko
od bourtlivého a bezuzdného parizského zivota se rychle daval do poradku.
»Dedo ziistdvd cely den venku, v domé svého pritele, ktery md ateliér. Dedo a Laure
piSou spolecné ¢ldnky z filozofie a Ziji s hlavou v oblacich, piSe Eugenie v jednom
dopise Margherité. V Zivotopise svého otce upresiiuje Jeanne Modigliani, ze
ateliér, ve kterém travil Amedeo celé dny, patril Ginovi Romitimu. Vytvoril
v té dobé dva portréty v cerveném své Svagrové Very a dvé studie Bice
Boralevi, kterd byla kdysi jeho spoluzackou. Namaloval také , Il Mendicante
di Livorno“ (Livornsky Zebrak) a ,La Mendicante“ (Zebracka).

Po navratu do PatiZe navstivil Amedeo znovu ,Cité Falguiére® a tentokrat
tam zUstal bydlet.
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,Le Lapin Agile PafiZ - “Le Lapin Agile” Paris

Vchod na,La Ruche’, Pat{Z - The entrance of “La Ruche” Paris

not working. The sound of his chisel
could be heard from dawn onwards.
Figures emerged out of stone without
his having any need to create a clay

or plaster model beforehand. He felt
destined to become a sculptor, and
whenever he was struck by the urge to
sculpt he threw aside his palette and
brush and grabbed his hammer’.

More than the study of art or a genuine
vocation, Modigliani was incited to
sculpt by his encounter with Constantin
Bréncusi, Jacques Lipchitz, Oscar
Mietschaninoff, and by the influences
of Picasso, African art, sculpture from
Oceania, an interest in the esoteric
and Kabbalistic elements of Jewish
tradition, and by memories of Tino di
Camaino. Modigliani was introduced to
Bréancusi in 1909 by Doctor Alexandre.
The two liked each other immediately
and became friends. Brancusi worked
directly with his material, without
plaster models, and created oval and
basic-shaped sculptures that he would
patiently polish for hours. Modigliani
was enchanted by this approach of
working directly with stone, and when
he got a glimpse of the Romanian
sculptor and the force, tenacity, and
talent with which he worked, he
believed that sculpting was his calling.
Bréancusi helped Amedeo, gave him
advice, and even lent him tools and a
workshop.

André Salmon said: ‘Modigliani came

Prvni Amedeovou starosti bylo stile sochatstvi. ,Neprekonatelnd sila ho nutila
tesat,” ¥ika némecky kritik Ernst Stoermer, ktery ho navstivil v ateliéru
v roce 1909. ,,Nechal si prinést do dilny blok kamene a tesal pfimo do néj. Prdce
ho zcela naplriovala, jako vSechny ty vice ¢i méné plodné zdbavy, které si doprdval
ve chvilich necinnosti dohromady, od svitdni bylo slyset hluk jeho dldta. Postavy se
vynotovaly z kamene, aniz by si potreboval predem vytvorit model z hliny nebo ze
sddry. Citil se predurceny k tomu stdt se socharem, a kdyz ho v nékterych chvilich
popadala potteba sochat, odhazoval Spachtle a Stétce a bral do ruky kladivo®.
Vice nezli studium uméni nebo skutetné povoldni podnécovala
Modiglianiho k socharstvi setkdni s Constantinem Brancusim, Jacquesem
Lipchitzem, Oscarem Mietschaninoffem, dale vliv Picassa, afrického
uméni, plastik z Oceédnie, zdjem o ezoterickd a kabalistickd znameni
zidovské tradice a vzpominky na Tina di Camaino.

S Brancusim sezndmil Modiglianiho v roce 1909 doktor Alexandre. Ti dva si
byli hned sympaticti a stali se prateli. Brancusi pracoval pfimo s materidlem,
bez sddrovych modeld a vytvarel plastiky ovalnych a esencidlnich tvart,
které hodiny trpélivé lestil. Tento postup primého opracovini kamene
Modiglianimu ucaroval, a kdyZ uvidél rumunského sochare, s jakou silou,
vytrvalosti a talentem pracuje, véril, Ze sochat'stvi je i jeho osudem. Brancusi
Amedeovi pomahal, radil mu, a dokonce mu ptijéoval i nastroje a dilnu.
André Salmon vypravi: ,Modigliani pfisel do Brancusiho dilny s rukama
v kapsdch svého vécného sametového obleku, pod pazi drzel desky s kresbami na
modrém papite, které nikdy nepoustél z rukou... Brancusi mu neddval rady ani
mu neddval hodiny, a presto si od toho dne Modigliani vytvdrel velmi odlisnou

Ateliér Cité Falguiére na Montparnasse, 1919 - The atelier Cité Falguiére in Montparnasse, 1919

Podnik ,Le Dome" na Montparnasse, Paf{?, 1920 - The Bistro “Le Dome” in Montparnasse, Paris, 1920

to Brancusi’s workshop, his hands in
the pockets of his perennial velvet

suit, carrying under his arm folders
with drawings on blue paper that
he neverlet go of... Brancusi did not
give him advice, did not even give
him any lessons, and yet from that
day Modigliani was creating a very
different spatial geometry than what
is usually taught at school or in the
studios. He was seduced by sculpture
and perfected himself through it. Of the
impressions he gained from his various
visits to Brancusi’s studio, he took away
that of the elongated figure, apparent in
his paintings’.

At the Salon des Indépendants,
which ran from 18 March to 1 May

1910, Amedeo presented six works:
two studies - the portrait of Bice
Boralevi and a portrait of Piquemal; I1
Mendicante di Livorno; La Mendicante;
Lunaire; and Il Suonatore di violoncello
(Violoncello Player), which was
something of a success.

In the morning Modigliani would
awaken early and work on his
sculptures in the courtyard. He lined
up the long-necked heads in front of his
workshop, some of them just roughly
outlined, others fully completed. He
worked on them at different hours of
the day in order to observe the forms in
different light. In the evenings, when
the day was done, he poured water over

them.
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prostorovou geometrii, nez jakd se obvykle uci ve skoldch nebo v ateliérech. Byl
svddén socharstvim a zdokonaloval se v ném. Z dojmil, které sesbiral pri riiznych
prilezitostech v Brancusiho ateliéru, si ponechal prodlouzeni postavy, zrejmé v jeho
malbdch®.
Amedeo prezentoval na Salonu nezavislych, ktery se konal od 18. bfezna
do 1. kvétna 1910, Sest svych dél: dvé studie - portrét Bice Boralevi a portrét
Piquemala; ,Il Mendicante di Livorno“; ,La Mendicante®; ,Lunaire®; a ,Il
Suonatore di violoncello” (Hra¢ na violoncello), ktery sklidil uréity uspéch.
Rano se budil Modigliani ¢asné a pracoval na sochach na dvorku. Hlavy
s dlouhymi krky se postupné radily pred jeho dilnou, nékteré jen zhruba
naznacené, jiné plné dokoncené. Pracoval na nich v rznych hodinach dne,
aby mohl sledovat formy pfi riizném osvétleni. Navecer, kdyZ kon¢il den, je
poléval vodou.
Roku 1910 prijela se svym manzelem, basnikem Nikolajem Gumiljovem, na
svatebni cestu do Parize ruska basnirka Anna Andrejevna Gorenko. Byla
to ruskd knézna, narozend v Odése, znama vice pod pseudonymem Anna
Achmatovova. S Modiglianim se setkala v Latinské ¢tvrti. Amedeo se ji hned
zacal dvorit a setkdvat se s ni.
V ,LEuropa Letteraria“ piSe Achmatovova o Modiglianim: V roce 1910 jsem
ho vidéla jen nékolikrdt. Presto mi psal béhem celé zimy... Zdd se mi, jako by byl
obklopen kruhem osaméni. Nevzpomindm si, Ze by se s kymkoli zdravil v Jardins du
Luxembourg nebo v Latinské ctvrti, kde se znali viceméné vsichni. Nikdy se mnou
nemluvil o zndmém, o priteli nebo umélci a nikdy jsem ho neslysela vtipkovat...
Nekreslil mé v prirodé, ale v mém domé. Tyto kresby mi potom daroval. Méla
jsem jich 16. Chtél po mné, abych je dala zardmovat a povésila si je ve svém pokoji.
BohuZel byly zniceny v mém domé v prvnich letech revoluce”.
Anna Achmatovova se jesté vicekrat vdala, méla mnoho milencd, poznala
barbarstvi stalinismu a pronasledovani kvili své pravoslavné vire. Psala
basné o hrize valky a zpivala o pokornych aspektech lasky, o delikatnich
problémech partnerskych vztahti a Zenském utrpeni. Byla prvni Zenou,
kterd zaujala vyznamné misto v ruské literatufe. O Amedeovi rekla:
»Modigliani je pri¢inou tragickych diisledkii celého mého Zivota“.
Za mnoha mali¥i se v té dobé zacali tdhnout obchodnici s uménim a kritici,
kteti citili prilezitosti k zisku. Odhadovali, Ze budoucnost umélecké
Parize predstavuje Montparnasse, a usazovali se na levém brehu. Daniel-
Henry Kahnweiler, jehoz galerie velmi prosperovala, podepsal s Picassem
a Braquem exkluzivni kontrakty, které jim umoznovaly zit bez probléma.
Modigliani vSak neproddval témér nic, na rozdil od ostatnich malirt,
ktefi byli sice také mimo Siroké proudy, ale dafilo se jim zaujmout urcité

Paul Guillaume ve svém ateliéru pronajatém pro Amedea Modiglianiho na Rue Ravignan,
Montparnasse, 1915
Paul Guillaume in his atelier rented for Amedeo Modigliani in Rue Ravignan, Montparnasse, 1915
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In 1910 the Russian poetess Anna
Andreyevna Gorenko came to Paris
with her husband, the poet Nikolay
Gumilév, on their honeymoon. She was
a Russian princess born in Odessa, and
is better known by her pen name Anna
Akhmatova. She met Modigliani in the
Latin Quarter. Amedeo immediately
began to court her and meet with her.
In L’Europa Letteraria, Akhmatova wrote
of Modigliani: ‘T saw him just several
times in 1910. Nevertheless, he wrote
me all winter.... To me it seemed as
though he was enclosed within a circle
of solitude. I do not recall him greeting
anyone at Jardins du Luxembourg or in
the Latin Quarter, where more or less
everyone knew each other. He never
spoke to me about any acquaintance,
friend, or artist, and I never heard him
joke... He drew me in my home, not in
nature. He then gave me the drawings.
I had sixteen of them. He wanted me
to have them framed and hang them
in my room. Unfortunately, they were
destroyed in my home during the first
years of the revolution.
Anna Achmatova married several
times, had many lovers, and
experienced first hand the barbarity
of Stalinism and persecution for her
Orthodox faith. She wrote poems about
the horror of war and sang about the
humble aspects of love, the delicate
problems of relationships and women’s
suffering. She was the first woman to
occupy a prominent place in Russian
literature. She said of Modigliani:
‘Modigliani is the cause of the tragic
consequences of my entire life’.
At that time many painters began to
be followed around by art traders and
critics sensing an opportunity for gain.
They reckoned that Montparnasse
stood for the future of the Paris art
world and so they settled on the left
bank. Daniel-Henry Kahnweiler, who
had a very prosperous gallery, signed
exclusive contracts with Picasso and
Braque that enabled them to get by
without worries. Modigliani, however,
sold almost nothing, unlike other artists
outside the main streams who still
managed to capture a certain public,
like the customs officer Henri Rousseau
or Utrillo. Except for several friends, no
one wanted Modigliani’s work.
After making a short trip to see his
aunt Laura Garsin in Normandy in
1911, Modigliani moved back and




publikum, jako byl tfeba celnik Rousseau nebo Utrillo. Kromé nékolika
pratel Modiglianiho dila nikdo nechtél.

Po kratké cesté za tetou Laurou Garsin do Normandie v roce 1911 pendloval
Modigliani mezi Montmartrem a Montparnassem. Hledal svou vlastni cestu
osamélého sochate. Inspiroval se pfi tom Brancusiho smyslnosti forem,
linif a objemt. Zaroven se zajimal o africké drevéné plastiky, jako uz pred
nim v roce 1905 Matisse, Derain, Picasso a zejména De Vlaminck, ktery si
osoboval objev ¢erno$ského uméni v ,Portraits avant décés“ (Portréty pred
smrti), publikovanych v roce 1943.

Diky Maxu Jacobovi poznal Modigliani mladého litevského sochare Jacquese
Lipchitze. Max je sezndmil v roce 1912. Lipchitz pricestoval do Parize
v osmnacti letech. Byl si jisty sdm sebou, prestoZe byl o sedm let mladsi nezli
Amedeo.

Od 1. rijna do 8. prosince 1912 se Modigliani ti¢astnil se sedmi kamennymi
sochami desatého Podzimniho salonu. V katalogu vystavy se mtizeme docist:
Amedeo Modigliani, ¢. 1211 - 1217, Hlavy, dekorativni uskupeni. Spolu s nim
vystavovali i dalsi Italové, napt. De Chirico, ktery vystavoval tfi platna, a
Umberto Brunelleschi. V jednom dopise bratru Umbertovi Amedeo piSe:
»Podzimni salon byl relativnim tispéchem; prijeti en bloc je spise fidkym pripadem
u lidi, kteri jsou povaZovdni za prislusniky uzavienych kruhi“.

Od roku 1909 byla na Montparnasse v Rue Campagne-Premiére 3 oteviena
skromnd italskd restaurace, kam se prichazeli levné najist zednici
z blizkych stavenist, hladovi umélci a turisté, pritahovani bohémskym

Modigliani, Picasso a André Salmon, pfed budovou Rotonde, Pariz, 1916
Modigliani, Picasso and André Salmon, outside Rotonde, Paris, 1916

forth between Montmartre and
Montparnasse. He sought out his own
path as a solitary sculptor. He drew his
inspiration from Bréncusi’s sensuality
of forms, lines and dimensions. He

was also interested in African wood
sculpture, as had been in 1905 Matisse,
Derain, Picasso, and especially De
Vlaminck, who claimed the discovery
of African art in his Portraits avant déces
(Portraits before Death), published in
1943.

Through Max Jakob Modigliani became
acquainted with a young Lithuanian
sculptor named Jacques Lipchitz. Max
introduced them in 1912. Lipchitz

travelled to Paris when he was eighteen.

He was confident in himself, even
though he was seven years younger
than Amedeo.

From 1 October to 8 December 1912
Modigliani participated in the Salon
d’Automne with eight stone sculptures.
The exhibition catalogue states:
‘Amedeo Modigliani, nos. 1211-1217,
Heads, decorative group’. Other Italians
exhibited alongside him, such as De
Chirico, who exhibited three canvases,
and Umberto Brunelleschi. In a letter
to his brother Umberto Amedeo wrote:
‘The autumn salon was a relative
success; acceptance en bloc is a rather
rare occurrence among people seen to
belong within closed circles’.

In 1909 a modest Italian restaurant
opened in Montparnasse at Rue
Campagne-Premiére 3. It drew in
bricklayers from local building sites,
starving artists, and tourists attracted
by the bohemian lifestyle and the calls
of the owner Rosalie Tobia, who would
often play the guitar in the restaurant.
Amedeo became a member of the
family. He dropped by to eat and drink,
often running a tab. When Amadeo
was truly broke he paid with drawings,
which Rosalie stored in the cellar.
Utrillo often came from Montmartre to
Rosalie’s and get Modigliani drunk on a
bottle of Chianti. Once, when they had
abad hangover, they left their work on
the wall of the restaurant - Maurice a
landscape that later drew enormous
interest from experts, and Amedeo a
charcoal drawing.

The winter of 1912 was very cold and
harsh, and it was hard on Amedeo,
whose health had gradually been
deteriorating. He ate little. At the end
of summer of that year Ortiz de Zarate

Amedeo Modigliani ve svém ateliéru
Amedeo Modigliani in his atelier

N L}
WM/
found him one morning unconscious
in his small glass studio in the rear
courtyard at Boulevard Raspail 216.
In April 1913 Paul Alexandre wrote: ‘He
came to my house with a wagon full
of around twenty worked stones and
told me that he had to go to away to
Italy for a time'. The painter Augustus
John and his wife Dorelia bought two
sculptures from him. With this he was
finally able to buy train ticket and go
back to Livorno. He was at the end of his
strength.
He was met with a cool reception in
Livorno. The old gang at Caffé Bardi
barely recognised him: ‘His head was
shaven like an escaped convict, wrote
Gastone Razzaguta, ‘it was more or less
covered by a cap, whose peak he'd torn
off, he was wearing a linen jacket and
a colourless singlet. His pants were
held up by a string and he had sandals
on his feet. Another pair of sandals
was hanging from his hand. He said
that he'd come back to Livorno because
he loved this comfortable and cheap
footwear and chickpea puree. He talked
about Paris, his work, exhibitions, and
he pulled some photographs of his
sculptures out of his pocket’. Modigliani
looked for a large studio and found one
on Via Gherardi del Testa, close to the
market. ‘As soon as he found a room and
some stone’, said Silvano Filippelli, he
vanished and no one saw him again for
some time’.
In defiance of the opinion of his
doctor, who could see that Amedeo
was growing weaker, Amedeo went to
Serravezzo and Pietrasant to work on
marble. This was the exact place where
Michelangelo had once had his initials
carved into marble stones, which he
carefully selected before sending them
to Rome. Disappointed by the lack of
understanding he encountered from
his friends and colleagues in Livorno,
Amedeo returned to Paris.
His new neighbours were Soutine and
a Hungarian painter named Czébel,
and on top of his studio lived Léonard
Tsuguharu Foujita, who came to Paris in
1013. After returning from Italy Amedeo
also befriended Ossip Zadkine, whom
he met through Max Jacob. During
1913 he also painted the portrait of
Doctor Alexandre before a window. ‘Tt
was my portrait’, said Paul Alexandre,
‘the third that he had done, and the

only one, which was very unusual for



Zivotem i vyktiky majitelky Rosalie Tobia, kterd v restauraci ¢asto hravala
na kytaru. Amedeo pattil do rodiny. Pfichézel se najist a napit, ¢asto na dluh.
Kdyz byl opravdu bez prostredkd, platil Amedeo kresbami, které Rosalie
ukladala do sklepa. Z Montmartru sem k Rosalii prichazel ¢asto Utrillo, aby
se s Modiglianim opfjeli lahvi Chianti. Jednou, kdyz méli velkou kocovinu,
nechali na sténé restaurace sva dila. Maurice krajinu, kterd se pozdéji stala
predmétem velkého zdjmu znalcti, a Amedeo kresby uhlem.

Zimaroku1912 byla velmitvrdédachladnd a Amedeo, jehoZ zdravi se postupné
zhorSovalo, ji velmi tézce snasel. Malo jedl. Ke konci 1éta téhoZ roku ho
jednoho rana Ortiz de Zarate nasel v mdlobach v jeho malém proskleném
ateliéru v zadni ¢asti dvorku na Boulevard Raspail 216.

V dubnu roku 1913 piSe Paul Alexandre: ,Prisel ke mné domii s vozikem plnym
asi tak dvaceti opracovanych kamenil a fekl mi, Ze musi na néjaky cas odejet do
Itdlie.“ Malif Augustus John se svou Zenou Dorelii od néj koupili dvé sochy.
Diky tomu si mohl kone¢né koupit listek na vlak a vratit se do Livorna. Byl
na pokraji svych sil.

Prijeti v Livornu bylo vlazné. Stafi kumpéani z ,,Caffé Bardi“ ho sotva poznali:
,Mél vyholenou hlavu jako uprchly vézer,“ piSe Gastone Razzaguta, ,vice méné
jipfikryvala Capka, které utrhl ksilt, na sobé mél platéné sako a tricko bez limecku.
Kalhoty mu drzely na provaze a na nohou mél sanddly. Dalsi pdr sanddlii mu visel
vruce. Rikal, Ze sevrdtil do Livorna, protoze miloval tuto pohodlnou a levnou obuv
a taky kasi z cizrny. Hovoril o Pafizi, o své prdci, o vystavdch a vyndal z kapsy
fotografie svych soch®.

Modigliani hledal velky ateliér a nasel ho na Via Gherardi del Testa,

Amedeo Modigliani, Max Jacob, Zarate, Salmon, Pafiz, 1916
Amedeo Modigliani, Max Jacob, Zarate, Salmon, Paris, 1916

him, for which I did notsit forasa
model’. He left the painting with the
porter at the clinic where Paul worked
and immediately left. This portrait,
regarded as the best of the three of
Alexandre, is very reminiscent of
Modigliani’s sculpture.

A trader named Chéron began buying
some of Modigliani’s works around this
time. According to legend, Modigliani
would go to him every morning at

ten, the trader would give him canvas,
brushes, paint, a bottle of alcohol, and
his servant as a model, and would
close him in the cellar to paint there
undisturbed for the rest of the day. In
the evening Chéron would open the
cellar and give Modigliani food and
twenty francs for the painting.

When the First World War broke out
Modigliani wanted to go to the front,
but because of his tuberculosis he

was declared unfit for action by a
committee. For Modigliani this marked
the start of a new period of doubt and
despondency. He was getting into
conflicts with everyone, with police,
waiters, and soldiers on leave. The
police commissioner Zamaron put him
behind bars. Montparnasse became a
bleak place for him.

Modigliani most enjoyed meeting
people at the restaurant La Rotonde,
where he also, very selectively, sought
his models. He began painting again
with live models, the way he used to in
the days when he attended Académie
Colarossi. He again drew pleasure from
drawing, with elegant, airy, essential
strokes.

In the winter of 1914 at Chez Rosalie
Modigliani met Nina Hamnett. She
was an open and self-confident artist.
She liked to be seen with Modigliani
at fashionable locations like Gaité
Montparnasse, Closerie des Lilas, or
the above-mentioned La Rotonde.

She claimed that she was the one who
introduced Modigliani to Beatrice
Hastings: ‘One day Beatrice arrived

in Paris. She was a novelist of great
talents, and a good friend of Katherine
Mansfield. Together with Alfred
Richard Orage ran the magazine The
New Age. The day I introduced her to
Modigliani we spent the entire evening
at La Rotonde.” Beatrice Hastings was
wealthy, educated, and beautiful. She
was born in South Africa in 1879 and

Amedeo Modigliani ve svém ateliéru na fotografii zhotovené Paulem Guillaumem, 1915
Amedeo Modigliani in his atelier a photo taken by Paul Guillaume, 1915




blizko trhu. ,0d chvile, kdy ziskal mistnost a kameny,” vypravi Silvano
Filippelli, ,zmizel a néjaky ¢as ho nikdo nevidél”.

Navzdory minéni 1ékate, ktery vidél jeho oslabeni, odejel Amedeo do
Serravezza a Pietrasanta, aby tesal do mramoru. Bylo to na stejném misté,
na kterém kdysi nechdval Michelangelo oznaCovat svymi inicidlami
mramorové bloky, které predtim, neZ je poslal do Rima, peclivé vybiral.
Zklamany nepochopenim svych kolegti a pratel v Livornu, vratil se Amedeo
do Parize.

Jeho sousedy se stali Soutine, madarsky malit Czébel a nad jeho ateliérem
Léonard Tsuguharu Foujita, ktery prisel do Parize v roce 1913. Po
navratu z Itdlie se Amedeo spratelil také se Zadkinem, kterého poznal
prostrednictvim Maxe Jacoba. Béhem roku 1913 namaloval tfeti portrét
doktora Alexandra pred vitrazi. ,Byl to milj portrét,” ¥ika Paul Alexandre,
Jtreti, ktery vytvoril, a jediny, coz bylo pro néj velmi neobvyklé, pro ktery jsem
nesedél modelem.“ Ulozil obraz u vratného kliniky, kde Paul pracoval,
a ihned odejel. Tento portrét, povaZovany za nejzdartilejsi ze vSech tfi,
velmi pripomina Modiglianiho sochy.

Nékdy v té dobé zacal Modiglianiho dila kupovat obchodnik Chéron.
Legenda vypravi, Zze k nému Modigliani prichazel kazdé rano v deset,
obchodnik mu daval k dispozici platna, stétce, barvy, lahev alkoholu,
svou sluzku jako modelku a zaviral ho do sklepeni, aby mohl malovat cely
den a nebyl vyruSovan. Vecer Chéron sklepeni otevrel, dal Modiglianimu
jidlo a 20 frankd za obraz.

V roce 1914 zacala prvni svétovd valka. Modigliani chtél také odjet na

Amedeo Modigliani a Paul Guillaume na ,Promenade des Anglais®, Nice, 1919
Amedeo Modigliani and Paul Guillaume on the “Promenade des Anglais”, Nice, 1919

was five years older than Modigliani.
She seduced him with her easy-going
and free-thinking outlook, but she

was also very combative. Like most of
the women in Modigliani’s life she too
posed for him.

In the autumn of 1914 Modigliani

the painter was born. He brought

to painting the experiences he

had acquired from sculpture and
demonstrated his artistry in portraits.
One date is of unquestionable
importance for the recognition of
Modigliani’s art: his first meeting with
Paul Guillaume, which was arranged
by Max Jacob some time in 1914. De
Chirico, Severini, Derain and Larionov
exhibited work at Guillaume’s first
gallery. He later acquired a more
spacious gallery on Rue de la Boétie.
Paul Guillaume had difficulty selling
Amedeo’s work. He helped any way he
could, but Modigliani could never hold
on to any money.

In 1915 Modigliani completed the first
of his four portraits of Paul Guillaume.
In the top right corner he wrote the
words ‘Stella Maris’ (Star of the Sea)
and in the bottom left ‘Novo Pilota’ (The
New Helmsman), inscribed as a sign of
gratitude and recognition for his new
admirer and impresario.

Paul Guillaume rented a workshop at
Bateau-Lavoir in order to allow Amedeo
to work undisturbed. There Amedeo
painted La petite Louise (Little Luisa),
Lajolie ménagére (The Pretty Housewife),
Gli sposi (Spouses) and a portrait of Paul
Guillaume in Beatrice’s home on Rue
Norvin. Also dating from this period are
his portraits of Juan Gris, Moise Kisling,
Servante au tablier rayé (Servantina
Striped Apron), Madame Pompadour, and
Lenfant gras (The Fat Child), in which
we can still see the influence of his
sculptural work.

With Beatrice Hastings there was no
shortage of trying surprises. An almost
hypnotic relationship formed between
the model and the painter. Tired of

the free-wheeling lifestyle and of a
lover with whom she was expecting

a child Beatrice left Montparnasse
behind and moved to Montmartre into
a house at Rue Norvins 13. Hysteria, a
life of constant flux, and her militant
feminism led her to decide to have an
abortion. However, Beatrice Hastings
finally left Modigliani for other

male suitors. She never spoke of her

frontu, ale byl komisi prohladsen za neschopného kvuli tuberkuléze. Pro
Modiglianiho tak zacalo nové obdobi pochybnosti a sklicenosti. Poustél se do
sport se vSemi, s policisty, s ¢iSniky, s vojdky na dovolené. Komisar Zamaron
ho dal za mrize. Montparnasse se pro néj stal smutnou ¢tvrti.

Modigliani se nejradéji setkaval slidmi v restaura¢nim zarizeni, LaRotonde®,
kde také, velmi vybiravé, hledal své modelky. Znovu se pustil do malby podle
zivych modeld, jako kdysi v dobach ,Académie Colarossi“. Nachdzel opét
zalibu v kresbé elegantnimi, vzdusnymi, esencialnimi doteky.

V zimé roku 1914 se Modigliani setkal v ,Chez Rosalie” s Ninou Hamnett,
sebejistou umélkyni bez predsudkd. Rada se s Modiglianim nechavala vidét
na médnich mistech, jako byly ,Gaité Montparnasse®, ,Closerie des Lilas” ¢i
zminénda ,La Rotonde“. Tvrdila, Ze to byla ona, kdo sezndmil Modiglianiho
s Beatrice Hastings: ,Jednoho dne prijela Beatrice do PariZe. Byla to spisovatelka
s velkym talentem, velkd pritelkyné Katherine Mansfield. S Alfredem Richardem
Oragem fidila Casopis “The New Age’. Toho dne, kdy jsem ji predstavila
Modiglianiho, jsme strdvili cely vecer v “La Rotonde ™

Beatrice Hastings byla bohatd, vzdélana a krasnd. Narodila se v Jizni Africe
vroce1879 abyla o pétlet starsi nez Modigliani. Svedla ho svymi uvolnénymi
a svobodomyslnymi postoji, ale byla také velmi konfliktni. Jako vétSina
Modiglianiho Zen byla i jeho modelkou.

Na podzim 1914 se ,zrodil“ Modigliani malif. Prevedl do malby své zkuSenosti
ziskané v socharstvi a ukazal své uméni v portrétech.

Jedno datum zistane pro uznani Modiglianiho nepochybné dilezité uméni:
setkani s Paulem Guillaumem, zorganizované Maxem Jacobem nékdy roku
1914. V jeho prvni galerii vystavoval De Chirico, Severini, Derain a Larjonov.
Pozdéji ziskal novou prostornéjsi galerii v Rue de la Boétie. Paul Guillaume
mél potiZe s proddavanim Amedeova dila. Pomahal mu, jak mohl. Ale penize
se Modiglianimu vzdy hned rozutikaly.

V roce 1915 uskute¢nil Modigliani prvni ze ¢tyr portrétd Paula Guillauma
a vpravo nahote pfipsal slova ,Stella Maris“ (Mot'sk4 hvézda) a dole vlevo
,Novo Pilota“ (Novy kormidelnik) jako znameni vdé¢nosti a uznani svému
novému obdivovateli a impresariovi.

Paul Guillaume pronajal dilnu na ,Bateau-Lavoir“, aby umoznil Amedeovi
nerusené pracovat. Namaloval tam ,La petit Louise“ (Mald Luisa), ,La
jolie ménageére (Krasnd hospodyné), ,Gli sposi“ (ManZelé) a portrét Paula
Guillauma v domé Beatrice v Rue Norvin. Ze stejného obdobi jsou i portréty
Juana Grise, Moise Kislinga, ,Servante au tablier rayé“ (Sluzka v pruhované
z4stéte), Madame Pompadour, ,Lenfant gras“ (Tlusté dit&), na kterych jesté
muzeme vidét vliv jeho sochat'ské praxe.
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relationship with Modigliani eve again.
Around the time of the war another
woman entered Modigliani’s life.
After breaking up with Beatrice
Hastings, in 1917 he met Simone
Thiroux from Quebec. She had come
to Paris to study medicine, but she
soon abandoned her studies and
joined the ranks of the bohemians in
Montparnasse. She squandered much
of her money in Modigliani’s company.
‘She tried so furiously to get Modi into
bed that in the end she ended up in
his bed. And she became pregnant.’
In May 1017, at a maternity hospital
in Tarnier on Boulevard di Port-Royal
she gave birth to little Serge-Gérard.
Modigliani refused to acknowledge
paternity. By a twist of fate the young
boy was christened on the same day
as little Jeanne Modigliani was born in
Nice. Simone Thiroux was left alone, ill,
penniless, and without a job. In order to
earn some money she became a model
and later worked as a nurse at the
hospital UH6pital Cochin. Her health
was already damaged, she suffered
from tuberculosis, and she soon passed
away.
In 1916 Libchitz and his wife
commissioned their portraits from
Modigliani in order to help him out
financially. In the summer of 1916 André
Salmon organised an exhibition at
Salon d’Antin. The 164 works exhibited
by 52 artists at this exhibition included
three paintings by Modigliani and
Picasso’s Les Demoiselles dAvignon (The
Young Ladies of Avignon).
Another important place where
avant-garde artists gathered was La
salle Huyghens at Rue Huyghens 6
in Montparnasse. Faithful partakers
in local parties included the poets
Guillaume Apollinaire, Blaise Cendrars,
Jean Cocteau, Max Jacob, Pierre
Reverdy, and André Salmon. They
would all come to read aloud their
poetry. One evening, when the ‘famous
headache’ that Apollinaire suffered as
aresult of a war wound took him away
from the party Cocteau lent him his
voice and Modigliani did his portrait.
Moise Kisling’s return from the front
in 1915 after suffering a serious chest
wound helped Modigliani him out of
the torpor and intellectual despondency
he sank into after all his friends had left
for the front and after his breakup with
Beatrice. Gabriel Fournier said: ‘Kisling



S Beatrici Hastings nebyla nouze o nelehka prekvapeni. Vztah, ktery se
mezi modelkou a malifem vytvoril se stal témér hypnotickym. Unavena
nevazanym zivotem a milencem, od kterého ¢ekala se kterym dité, opustila
Beatrice Montparnasse a prestéhovala se na Montmartre, do domecku v Rue
Norvins 13. Hysterie, zivot pIny neustalych zmén a militantni feminismus ji
vedly k tomu, Ze se rozhodla pro potrat. Brzy vSak Modiglianiho definitivné
opustila kviali dalsim muzskym zdjemctim. O vztahu s Modiglianim uz
pozdéji nikdy nemluvila.

V dobé valky vstoupila do Modiglianiho Zivota dalsi Zena. Po rozchodu
s Beatrici Hastings, v roce 1917, se seznamil se Simone Thiroux z Quebecu.
Prislado Parize, aby studovalalékarstvi, ale velmirychle opustila studium
a vclenila se mezi bohémy na Montparnasse. S Modiglianim rozhazela
velkou ¢ast svého jméni. ,Tak zurivé se snaZila, aby Modiho dostala na liizko,
Ze s nim nakonec skoncila v posteli. A otéhotnéla.“ V kvétnu 1917 v porodnici
Tarnier na Boulevard di Port-Royal porodila malého Serge-Gérarda.
Modigliani odmitl priznat otcovstvi. Ironii osudu byl maly chlapecek
pokrtén v tyz den, kdy se v Nizze narodila malickd nama to byt Jean
Modigliani Jeanne Hébuterne. Simone Thiroux zlstala sama, nemocna,
bez penéz a bez price. Aby si néco vydélala, stala se modelkou a pozdé&ji
pracovalajako zdravotni sestra v nemocnici , LH6pital Cochin®. Jeji zdravi
jiz bylo podlomené, trpéla tuberkulézou a postupné se poddavala smrti.
V roce 1916 si u Modiglianiho objednali své portréty Lipchitz se svou Zenou,
aby mu finan¢né pomohli.

V 1été 1916 zorganizoval André Salmon vystavu v ,Salon d’Antin”. Mezi 164
dily 52 umélct byly vystaveny i tii obrazy Modiglianiho a Picasstv obraz
»Les Demoiselles d’Avignon“ (Sle¢ny z Avignonu).

Dalsim dtlezitym mistem, kde se schazeli avantgardni umeélci, byla, La salle
Huyghens“ v Rue Huyghens 6 na Montparnasse. Mezi vérné navstévniky
mistnich vecert patfili basnici Guillaume Apollinaire, Blaise Cendrars,
Jean Cocteau, Max Jacob, Pierre Reverdy, André Salmon. VSichni pfichézeli,
aby zde Cetli své verse. Jednoho vecera, kdyZ ,slavna bolest hlavy®, ktera
byla disledkem vale¢ného zranéni, vzdalila Apollinaira ze scény, propujcil
mu Cocteau sviij hlas a Modigliani mu udélal portrét.

Névrat Moise Kislinga z fronty v roce 1915 kviili vaznému zranéni hrudniku
pomohl Modiglianimu vyjit ze stavu strnulosti a intelektualni zpustlosti,
do které upadl po odchodu vSech pratel na frontu a po rozchodu s Beatrici.
JKisling byl citlivy, inteligentni, kultivovany, smitlivy, stédry a vrely,“ rika
Gabriel Fournier. Umél Modiglianiho pochopit a chranit ho. Po néjakém

was sensitive, intelligent, cultivated,
conciliatory, generous, and warm.’

He was capable of understanding and
protecting Modigliani. Eventually

the artists signed four major works
together, including Atelier de Moise
Kisling (The Studio of Moise Kisling) and
La Table de [Atelier de Moise Kisling (Table
in the Studio of Moise Kisling).

Friends were welcomed and well-
treated in the Kisling home. Such
friends included the Zborowski family,
which lived opposite them and would
come and go as though the Kislings’
home was their own, as well as Paulette
Jourdain. Modigliani, who was evicted
from studio on Boulevard Raspail, for

a while went to the Zborowski’s hotel
room to paint. Later, Léopold Zborowski
rented a more comfortable attic space
on Rue Racine. Amedeo painted two
portraits of Mrs Zborowski, whose

face reminded him of the madonnas of
Sienna, and he immediately sold them.
Léopold then offered him 20 francs

a day to enable him to work in better
conditions.

When Zborowski and his wife settled
in the flat at Rue Joseph-Bara 3 Amedeo
stayed with them. There he created a
portrait of young Paulette. There he also
created, right on the door of the flat, a
portrait of Chaim Soutine, titled Portrait
of Chaim Soutine, in which the latter
wears a large hat and his eyes are shut,
giving the impression of escape and
madness.

During the New Year's celebrations on
31 December 1916 Modigliani met Jeanne
Hébuterne at the Académie Colarossi.
Jeanne was preparing for a competition
at the Académie des Beaux-Arts. Her
colleagues nicknamed her ‘Noix de
Coco’ (Coconut) for her long chestnut-
coloured braids, which contrasted

with the whiteness of her skin. She

was petite, slim, and had large almond-
shaped eyes. She was shy, reserved,

and melancholy by nature. She had a
weak constitution. She was romantic,
tender, and demure, perhaps as a result
of her small-town, Roman Catholic
upbringing. Her father, Achille Casimir
Hébuterne, was an accountant for Le
Bon Marché, her mother, Eudoxie Anais
Tellier, worked in the home. They were
honourable people with a respect for
moral and religious values, even though
her father came to religion relatively
late in life. Jeanne had a brother

Case oba umélci podepsali spole¢né ¢tyti dilezita dila, mezi nimi i, Atelier
de Moise Kisling“ (Ateliér Moise Kislinga) a ,La Table de I'Atelier de Moise
Kisling“ (Sttl v ateliéru Moise Kislinga).

U Kislingovych byli vSichni pratelé prijati a dobfe pohosténi. Patrila mezi
né rodina Zborowskych, kteti bydleli naproti a prichazeli a odchézeli, jako
by byli doma, nebo Paulette Jourdain. Modigliani, ktery byl vypovézen
z ateliéru na Boulevard Raspail, chodil po uréitou dobu malovat do
hotelového pokoje Zborowskych. Pozdéji pro néj Leopold pronajal v Rue
Racine jednu pohodlnéjsi mansardu. Amedeo namaloval dva portréty pani

Amedeo Modigliani, 1919

named André, who also painted, and
who eventually became an excellent
watercolourist.

Foujita, a painter with whom she was
in a brief relationship before she met
Modigliani, regarded her as depraved
and sexual. When Amedeo met her

he was 33 and disappointed with his
work because his art was gaining

no recognition. Jeanne allowed him

to court her; she was fascinated by
him, and he behaved courteously and
tenderly towards her. In July 1917 Jeanne
Hébuterne and Amedeo Modigliani
decided to move in together and rented
a studio and the second-last floor at
Rue de la Grande-Chaumiére 8. Hanka
Zborowski and her friend Lunia



Zborowské, jejiz tvar
mu pripominala tvare
madon ze Sieny, a
okamzité je prodal.
Leopold mu tehdy
nabidl 2o franktinaden,
aby mohl pokracovat
v praci v lepsich
podminkach. Kdyz se
Zborowski s manzelkou
usadili v byté na Rue
Joseph-Bara 3, Amedeo
se u nich ubytoval.
Vytvoril tam, mimo jiné
portrét malé Paulette.
Tam také namaloval,
primo na dvefe bytu,
portrét Chaima Soutina,
nazvany Portrét
Chaima Soutina s velkym kloboukem a se zavfenyma o¢ima®, které evokuji
uték a silenstvi.

Béhem novoroc¢nich oslav 31. prosince 1916 se Modigliani setkal s Jeanne
Hébuterne v ,Acad.mie Colarossi.“ Jeanne se tehdy pfipravovala na
konkurz na Akademii krasnych uméni. Jeji kolegové z ateliéru ji prezdivali
»Noix de Coco“ (Kokosovy otech) kvili jejim dlouhym ka$tanovym coptim,
které kontrastovaly s bélosti jeji pleti. Byla menstho vzristu, hubend,
s velkyma mandlovyma o¢ima. Povahou byla ostychavd, rezervovana a
melancholicka. Méla slabou konstituci. Byla romanticka a nézna, coz bylo
moznd zpusobeno tzkoprsou maloméstskou a katolickou vychovou. Otec
Achille Casimir Hébuterne byl Géetnim v Bon Marché, matka Eudoxie
Anais Tellier pracovala v domécnosti. Byli to Cestni lidé, ktefi respektovali
moralku a niboZenské hodnoty, prestoze otec prijal naboZenskou viru
pomeérné pozdé. Jeanne méla bratra Andrého, ktery také maloval a pozdéji
se stal skvélym akvarelistou.

Malit Foujita, se kterym méla kritky vztah predtim, neZ poznala
Modiglianiho, ji povaZzoval za nefestnou a smyslnou. KdyZz ji Amedeo
poznal, bylo mu 33 let a byl zklamany svou praci, protoZe jeho uméni nebylo
uznavané. Jeanne ho nechala, aby se ji dvoril; fascinoval ji a choval se k ni
snéznostiaohleduplnosti. V ¢ervenci19i7 se Jeanne Hébuterne a Amedeo

Jeanne Modigliani v ateliéru na Rue J. Bara, Montparnasse, 1919
Jeanne Modigliani in the atelier of Rue J. Bara, Montparnasse, 1919

Czechowska helped them to furnish
itand warm it up and turned it into

an inhabitable and cosy place. They
selected ochre and orange tones in
order to add light to the flat.

Although she lived with her lover,
every evening Jeanne returned home to
her parents, who were very traditional.
However, the situation remained tense.
Her parents were unable to understand
herlove for Modigliani, a sick and
lecherous Jew who was as poor asa
church mouse. Her parents finally
presented her with an ultimatum: stay
or leave. Jeanne decided to definitively
leave the family home and go join
Amedeo. For the first time Modigliani
had the feeling of having a home. He
threw himself into painting and his
work increasingly began to please him,
and it also pleased Zborowski.

The first large Modigliani exhibition
marked the fulfilment of Zborowski’s
dreams. It took place in December 1917
at the Berthe Weill’s at Rue Taitbout

50. He exhibited 32 works. This and

the exhibition in London in 1919 were
the only Modigliani exhibitions in

his lifetime. At that time, it was a
prestigious opportunity to exhibit
work in the renowned gallery of Berthe
Weill. Those who had exhibited before
him there in included mainly Fauvists,
the Parisian Spaniards, Picasso, Utrillo,
Van Dongen, De Vlaminck and Pascin.
The invitation displayed a standing
nude with the words ‘An Exhibition

of the Paintings and Drawings of
Modigliani from 3 to 30 December 1917’
The nudes exhibited in the window,
however, were ultimately removed on
the orders of one overly zealous police
commissioner.

Modigliani’s works at the time were
already moving in the direction of
portraits and nudes. He painted the
portraits of his friends Paul Guillaume,
Kisling, Cocteau, Ortiz de Zarate,
Lipchitz, Soutine, Zborowski, Picasso,
Diega Rivero, Max Jacob, the porter’s
daughter, the maid from Rosalie’s, and
Zborowski.

The first months of 1918 were a

period of prosperity for Modigliani.
Several enthusiasts began collecting
Modigliani’s work.

Doctor Devraigne, to whom Modigliani
had dedicated a portrait, recommended
that he go spend some time by the sea.
Amedeo was completely exhausted.

Modigliani rozhodli bydlet spole¢né
a pronajali si ateliér v predposlednim
patfe v Rue de la Grande-Chaumiére 8.
Hanka Zborowskaajeji pritelkyné Lunia
Czechowska jim pomohli ho zaridit,
vybavily garsonku nabytkem, zatopily v ném a uéinily z néj obyvatelné
a utulné misto. Vybraly okrové a oranzové tény, aby byt prosvétlily.
Prestoze Zila se svym milencem, vracela se Jeanne kazdy vecer za svymi
rodici, kteti byli velmi konformni. Situace vSak byla stile napjatéjsi. Rodice
nemohli pochopit jeji lasku k Modiglianimu, nefestnému nemocnému
zidovi, ktery byl chudy jak kostelni mys. Nakonec ji rodice postavili pred
jasnou volbu: zUstat, nebo odejit. Jeanne se rozhodla definitivné opustit
rodny dtim a odejit za Amedeem. Modigliani mel poprve pocit, Ze ma domov.
Pustil se do malovani a jeho préace se mu zac¢inaly stéle vice libit stejné jako
Zborowskému.

Naplnénim Zborowského snu byla prvni velkd Modiglianiho vystava.
Uskutecnila se v prosinci 1917 u Berthy Weill v Rue Taitbout 50. Vystavoval
vni32dél. Spolusvystavou v Londyneé v roce 1919 to bylajedind Modiglianiho
vystava za jeho Zivota. V té dobé bylo vystavovat v renomované galerii
Berthy Weill prestizni zaleZitosti. Vystavovali tam jiz predtim fauvisté,
parizsti Spanélé, Picasso, Utrillo, Van Dongen, De Vlaminck a Pascin. Na
pozvance byl vyobrazen stojici akt s pripojenymi slovy ,Vystava maleb a
kreseb Modiglianiho od 3. do 30. prosince 1917°. Akty vystavené ve vyloze
byly vsak nakonec na ptikaz jednoho prili$ horlivého komisare odstranény.
Modiglianiho dilo se v té dobé jiz vydalo cestou portrétt a aktd. Maloval
portréty pratel Paula Guillauma, Kislinga, Cocteaua, Ortize de Zarate,
Lipchitze, Soutina, Zborowského, Picassa, Diegy Rivera, Maxe Jacoba, dcery
vratné, pokojské od Rosalie nebo Zborowského.

Prvni mésice roku 1918 byly pro Modiglianiho obdobim prosperity. Nékolik
nadSenct zacalo ziskdvat Jeho prace.

Narozeni dcery

Doktor Devraigne, kterému jiz drive Modigliani vénoval portrét, mu
doporucil pobyt u motre. Amedeo byl zcela vysileny. Leopold Zborowski
se svou zenou mu navrhli, aby si jel odpoéinout na Riviéru. Jeanne byla
téhotn4, a cesta by ji také prospéla. Zaroven se nabizela moznost, Ze by
mohl Zborowski vyuZit této cesty k prodeji néjakych Modiglianiho obraza.

Amedeo Modigliani vedle auta, Orléans, 1919
Amedeo Modigliani next to the car, Orléans, 1919
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Léopold Zborowski and his wife
suggested that he go relax on the
Riviera. Jeanne was pregnant, and the
trip would be good for her too. The
opportunity also arose for Zborowski to
use this trip to sell some of Modigliani’s
paintings.
In the winter 0f 1918 in Nice Modigliani
met Paul Guillaume, Gaston Modot,
Léopold Survage, his fiancée Germaine
Meyer, and Blaise Cendrars, who at that
time was working for the Victorine film
studios. Apparently in 1919 Modigliani
took part in the shooting of the film
Jaccuse by Abel Gance as an extra.
After spending in time in Nice the little
group moved on to Cagnes-sur-Mer.
There Modigliani visited Bar di Rose,
where he exchanged his drawings for
wine, like he was accustomed to doing
in Paris. They then stayed with the
Osterlinds, a family of Scandinavian
painters who had a villa close to the
Renoirs’. Modigliani asked Osterlind
to introduce him to the old painter.
Modigliani, whose production was
very modest in comparison with that
of the great Renoir, behaved like a fool
at the meeting; he probably did not
explain himself well to the old master,
which evoked in him a poorly concealed
display of unexpected pride.
That summer all of Modigliani’s
documents were stolen in a bistro.
Zborowski helped him out financially.
He even went so far as to sell some
personal items and persuaded both his
wife and his friend Lunia Czechowska
to work so that Modigliani would
not be short on money. According to
Arturo Pfannstiel, between 1918 and
1919 Modigliani painted 91 canvases.
According to Ambrogio Ceroni he did
120. Many of them are portraits of
Jeanne.
Modigliani never wrote as much as
during his stay in the south of France.
To his mother he wrote: Tm close to
Nice here. I'm very content. As soon as
Isettle I'll send you the final address.’
In the meantime he fell ill with the
Spanish flu and he stopped drinking.
He worked ceaselessly, creating
portraits of all his friends and three
portraits of Germaine Meyer, the future
Mrs Survage.
In Paris Zborowski’s business began
to do better and he was able to send
Modigliani 600 francs a month.
Amedeo, however, did not know how to



V zimé roku 1918 se Modigliani seSel v Nizze s Paulem Guillaumem,
Gastonem Modotem, Leopoldem Survagem, jeho snoubenkou Germaine
Meyer a s Blaisem Cenrearsem, ktery tam v té dobé pracoval ve filmovych
ateliérech ,Victorine®. V souvislosti s filmem se zda, Ze se Modigliani
zGclastnil v roce 1919 jako komparzista natdéeni dila ,J’accuse” Abela
Ganceho.

Po pobytu v Nizze se mald skupinka presunula do Cagnes-sur-Mer. Tam
navstévoval Modigliani ,Bar di Rose®, kde vyménoval své kresby za vino,
podobné, jak byl zvykly v PariZi. Potom se ubytovaliu Osterlindovych, rodiny
skandinavskych malird, ktefi méli vilu pobliz Renoirovych. Modigliani
poprosil Osterlinda, aby ho predstavil starému malifi. Modigliani, jehoz
produkce byla ve srovnani s kolosalnim Renoirem velmi skromna, se pti
setkdni zachoval jako uplny hlupédk; nejspis si Spatné vysvétlil jednani
starého mistra, které v ném vyvolalo $patné ukryvany projev nenadalé
pychy.

To 1éto ukradli Modiglianimu v jednom bistru vSechny doklady. Zborowski
mu finanéné pomohl. Sel dokonce tak daleko, Ze prodal nékteré své osobni
véci a primél pracovat svoji Zenu a svou pritelkyni Lunii Czechowskou, aby
Modiglianimu nechybély penize. Podle Artura Pfannstiela Modigliani v
letech 1918-1919 namaloval 91 platen. Podle Ambrogia Ceroniho jich bylo 120.
Mnohé z nich jsou portréty Jeanne.

Modigliani toho nikdy nenapsal tolik jako béhem pobytu na jihu Francie.
Své matce napsal: ,Jsem tady blizko Nizzy. Jsem velmi Stastny. Jen co se tu usadim,
napisu ti definitivni adresu”.

Mezitim onemocnél $panélskou chtipkou a prestal pit. Pracoval bez prestani.
Vytvoril portréty vSech pratel a tfi portréty Germaine Meyer, budouci pani
Survage.

V Parizi se zacalo lépe darit Zborowského obchodtim. Mohl si dovolit posilat
Modiglianimu 600 frank mési¢né. Amedeo ale neumél hospodarit s penézi
a vSechno utracel. Od Zborowského se Amedeo dozvédél, Ze se Anglican
Sacheverell Sitwell velmi zajimal o jeho obrazy. Sitwell chtél zorganizovat
v Londyné velkou vystavu parizskych malift. Modiglianimu se podartilo
ziskat pas na kvestufe v Cagnes a 31. kvétna 1919 odejel do PatfiZe. Na
Riviéfe zanechal Jeanne, dcerku a kojnou z Kaldbrie. Predstava, ze by mohl
vystavovat v Londyné, ho nadchla.

V povéle¢né Parizi nabiral kulturni Zivot znovu své sily, salony a ateliéry
znovu ozivaly. Od roku 1917, kdy ho Nina Hamnett uvedla do skupiny ruskych
baletnich tane¢nikd, vytvoril Modigliani olivkem na papife portréty Anny
Pavlovové, Tamary Karsavinové a Nizinského.

save money and he spent everything.
Amedeo found out from Zborowski that
the Englishman Sacheverell Sitwell was
very interested in his paintings. Sitwell
wanted to organise a big exhibition of
Parisian artists in London. Modigliani
went to Paris and left Jeanne and his
daughter on the Riviera. The idea of
being able to exhibit in London thrilled
him.

In post-war Paris cultural life resumed
his strength and the salons and

studios came to life again. From 1917,
when Nina Hamnet introduced him

to a group of Russian ballet dancers,
Modigliani created portraits of Anna
Pavlova, Tamara Karsavinova and
Nijinsky.

Among the last of Modigliani’s models
was also the Swedish sculptress Thora
Dardel.

At the end of the spring 1919 not a day
went by that Amedeo, Zborowski,
Kisling and Soutine did not meet to
develop a strategy for successfully
exhibiting, selling, and publishing
their work. From the time he returned
to Paris Amedeo threw himself into

his work with energy and tenacity.

He painted many portraits of Lunia
Czechowska. His closest painter friends
at the time were Utrillo, Survage,
Soutine and Kisling.

On 24 June 1919 Jeanne sent a telegram
from Nice: ‘We arrive on Saturday on
the express at 8.” She had decided to
return to tell Amedeo the good news:
she was expecting their second child.
Modigliani dreamed of returning to
Italy to buy a home for his daughter.
The exhibition in London organised by
Zborowski at the Mansard Gallery in
August 1919 was a great success. Critics
like T. W. Earp and Gabriel Atkin wrote
enthusiastic reports about it.

In cooperation with Zborowski the
Sitwell brothers organised an exchange
of exhibitions between London and
Paris. The catalogue to the French
exhibition at the Mansard Gallery
contains 177 paintings and sculptures
accompanied by 141 drawings by 39
artists from the Paris School. Arnold
Bennett bought a portrait of Lunia
Czechowska for 1000 francs. Success in
London was soon followed by success
in Paris, where Zborowski received
numerous orders from collectors.

At his gallery in Faubourg Saint-
Honoré, where Guillaume Apollinaire

Mezi poslednimi Modiglianiho modelkami se také objevuje Svédska
socharka Thora Dardel.

Na konci jara 1919 neuplynul den, aby se Amedeo, Zborowski, Kisling a
Soutine nesetkali k vypracovavani strategie, jak uspét ve vystavovani,
prodeji a publikaci svych praci.

Od svého navratu do PariZe se Amedeo vrhl do prace vervou a s vytrvalosti.
Predevsim namaloval mnoho portrétd Lunie Czechowské.

Nejvérnéjsi pratelé mezi malifi byli v té dobé Utrillo, Survage, Soutine a
Kisling.

24. Cervna 1919 telegrafovala Jeanne z Nizzy: , Pfijedeme v sobotu rychlikem
v 8.“ Rozhodla se, Ze se vrati, aby Amedeovi fekla radostnou zpravu. Cekala
druhé dité.

Modigliani snil o tom, Ze se vrati do Itdlie, aby tam koupil dim pro svou
dceru. Vystava v Londyné organizovand Zborowskym v ,Mansard Gallery*
v srpnu 1919 se setkala s velkym tuspéchem. Kritici jako T. W. Earp a Gabriel

Anka a Léopold Zborowskych v ateliéru na Rue J. Bara s Modiglianiho portrétem v zadech,
Montparnasse, 1921

Anna and Léopold Zborowski in the atelier on Rue J. Bara with Modigliani s paintings
behind them, Montparnasse, 1921

had been an artistic advisor for a

while before his death, Paul Guillaume
exhibited some of Modigliani’s
paintings close to works by Matisse,
Derain, Vlaminck, and Picasso. The
period after his success in London, for
which Amedeo was mainly indebted

to intellectuals and critics, marked

the start of a new period of ordinary
everyday life for him. Modigliani signed
a commitment to marry Jeanne. The
document that planned the wedding
for 7 July 1919 was on a chequered
piece of paper and was also signed

by Zborowski, Jeanne, and Lunia
Czechowska.

Zborowski send one of Modigliani’s
nudes and three portraits to the Salon
d’Automne, which took place in the
Grand-Palais and ran from 1 November
to the middle of December 1919. The
canvases found no buyers who would
pay the price in the catalogue. Among
Modigliani’s final paintings are various



Atkin o ni psali nadSené zpravy.

Ve spolupréci se Zborowskym zorganizovali bratfi Sitwellové vyménu
expozic mezi Londynem a PariZi. Katalog francouzské vystavy v ,Mansard
Gallery“ predstavuje 177 maleb a soch doprovazenych 141 kresbami
pochézejicimi od 39 umélct z parizské skoly. Portrét Lunie Czechowské
koupil Arnold Bennett za 1000 frank?. Uspéch v Londyné byl velmi rychle
nasledovan uspéchem v Parizi, kde Zborowski ziskal mnoho objednavek od
sbératel.

Ve své galerii ve Faubourg Saint-Honoré, kde se néjakou dobu pred svou
smrti stal uméleckych poradcem Guillaume Apollinaire, vystavil Paul
Guillaume nékteré Modiglianiho obrazy blizko dél Matisse, Deraina,
Vlamincka a Picassa. Po Gspéchu v Londyné, za ktery vdécil predevsim
intelektudlim a kritikim, nastalo pro Amedea znovu obdobi obvyklého
kazdodenniho Zivota.

Modigliani podepsal zavazek, Ze se oZeni s Jeanne. Dokument, ktery planoval
stlatek na 7. ervence 1919, byl na ¢tvereckovaném listu papiru, podepsany
také Zborovskym, Jeanne a Lunii Czechowskou.

Zborowski poslal jeden Modiglianiho akt a 3 portréty na ,Podzimni{ Salon®,
ktery se konal v Grand-Palais od 1. listopadu do poloviny prosince 1919.
Platna nenasla zajemce, kteti by je koupili za cenu uvedenou v katalogu.
Mezi Modiglianiho poslednimi obrazy jsou rtizné portréty Jeanne, Hanky
Zborowské, Lunie. Déle obraz matef'stvi nazvany ,Sedici Zena s ditétem".
Nésleduji 3 akty, jediné za toto obdobi. Je na nich tatdZ modelka se stejnou
pbzou a gesty: lezici akt s pravou rukou pod hlavou. Pridavaji se nékteré
portréty pratel, elegantni a expresivni.

Modiglianiho ni¢ila horecka, mél zachvaty prudkého kasle a vykaslaval
krev. Prisla zima, leden 1920. ,T7i dni pred svou smrti pracuje. Pred pldtnem
ztrdci védomi. PoraZen - unikd utrpeni. Svét bézi ddl,“ piSe Zborowski.
Zvlastni shodou okolnosti galerie ,Dewambez na namésti Saint-Augustin,
spravovand Chéronovym tchanem, vystavila v den Amedeova pohrbu asi
dvacet jeho obrazi.

Nékolik malo hodin po Amedeové smrti se Jeanne, neschopna pokracovat
v Zivoté sama, rozhodla ho nésledovat a vzala si Zivot.

Pohteb Jeanne byl rodinou stanoven na osm hodin rano, jen v nejuzsim
kruhu blizkych a probéhl skoro tajné, aby se zabranilo pfitomnosti umélci.
Jen mala skupinka nejvérnéjsich doprovazela rakev az na daleky hrbitov
v Bagneux. Jediné gesto, které se jim podarilo, bylo poloZit na hromadu
zemé, jez pokryvala jeji hrob, nékolik bilych kvétin sebranych z vyzdoby na
Modiglianiho hrobé.

Zborowski, Salmon, Kisling, Chana Orloff a Chantal Quenneville pozorovali
scénu z povzdali, Achille a André byli pfimo na misté a v tichu sledovali, jak
se rakev spousti do zemé.

portraits of Jeanne, Hanka Zborowski,
and Lunia. He also did a painting of
motherhood titled Woman Seated with
a Child. This was followed by three
nudes, the only ones he did during this
period, and they show the same model
with the same poses and gestures: a
reclining nude with the right hand
over her head. He also did some elegant
and expressive portraits of his friends.
Modigliani had a terrible fever, bad
coughing bouts, and was coughing up
blood. Winter, January 1920, arrived.
‘Three days before his death he was
working. He was losing consciousness
in front of his canvas. Defeat - he
escapes suffering. The world goes o,
wrote Zborowski.

By strange coincidence the gallery
Dewambez on Saint-Augustin square,
which was run by Chéron’s father-
in-law, exhibited around twenty of
Amedeo’s paintings on the day of

his funeral. Just several hours after
Amedeo’s death, Jeanne, unable to go
on in life alone, decide to follow him
and took her own life.

Jeanne's funeral was set by her family
for eight in the morning, and was for
just a small circle of those close to
them. It proceeded almost in secrecy in
order to prevent artists from attending.
Just a small group of her most faithful
friends accompanied the coffin to the
distant cemetery in Bagneux. The only
gesture they succeeded in making was
to take several white flowers from
those on Modigliani’s grave and place
them in the pile of earth that covered
her grave.

Zborowski, Salmon, Kisling, Chana
Orloffsk4 and Chantal Quenneville
observed the scene from a distance.
Achille and André were close up and
watched in silence as her coffin was
lowered into the ground.
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Italy

Amedeo Modigliani, Mlad4 Zena/Young Woman, 1914, Kombinovan4 technika/Mixed technique, 57,5 x 46 cm, Shirka Alberta
Ohandjanianse/Albert Ohandjanians Collection

Amedeo Modigliani, Portrét Beatrice Hastings/Portrait of Beatrice Hastings, 1915, Tu$ a tempera na kartonu/Ink and tempera
on cardboard, 41 x 26 cm, Soukromad sbirka/Private collection

Amedeo Modigliani, Zena s kloboukem/Woman with a Hat, 1919, Olovéna tuzka na papire/Lead pencil on paper, 30,4 x 22,5 cm,
Podepsano riznymi monogramy/Signed with various monograms, predni a zadni strana/front and back, Sbirka Rosini Gutman/
Collection Rosini Gutman, Podékovani Galerii Rosini, Riccione, Itdlie/Thanks to Galleria Rosini Gutman, Riccione, Italy

Amedeo Modigliani, Portrét Madame Tarelli/Portrait of Madame Tarelli, 1919, Modra tuzka a pastel na mrizkovaném papite
(zeptedu a zezadu)/Blue pencil and pastel on gridded paper (front and back), 33 x 25 cm, Soukroma4 sbirka/ Private collection

Amedeo Modigliani, Portrét/Portrait, 1915, Podepsano, vénovano a datovano, Rytina na tkaném papite s okraji, 41,3 x 33,7 cm,
Soukroma sbirka, Courtesy Galerie David, Bielefeld

Amedeo Modigliani, Portrét Ghitty/Portrait of Ghitta, 1917, Kresba pastelkou na papife/Blue pencil on paper, 38,4 x 27,2cm,
Soukroma4 shirka/Private collection, courtesy of Galerie David, Bielefeld

Amedeo Modigliani, Kiki v klobouku/Kiki in a Hat, 1915, Tempera a ¢ernd tuzka na papire/Tempera and black pencil on paper,
36 x 23 cm, Podepsano a datovano vpravo nahore/Signed and dated in the upper right Corner, Podepsano a vénovano na zadni

strané: ,Modigliani 15, Kiki“/Signed and dedicated on the back: “Modigliani 15, & Kiki”, Soukrom4 sbirka/Private collection

Max Jacob, Zkouska orchestru/Orchestra Rehearsal, 1910, Indicky inkoust na papife/India ink on paper, Soukroma shirka/
Private collection

Olga Modigliani, Profil slechti¢ny/Profil of on Noblewoman, 1906, Malovan4 a glazovana terakota/Painted and glazed terracotta,
21,8 X1 4,5 cm, Sbirka/Flavia Ferrigno Collection

Max Jacob, Céret, 1912, Akvarel/Watercolour on paper, 21,2 x 30,4 cm, Soukroma sbirka/Private collection
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Giacomo Balla, Penetration of Light, 1918, Kombinovana technika na kartonu/Mixed technique on cartboard, 12 x 24 cm,
Soukromad sbirka/Private collection

Pablo Picasso, Portrét Maxe Jacoba/Portrait of Max Jacob, 1916, Kresba tuzkou a inkoustem na papite/Incision retouched with
pencil and ink on paper, 36 x 25 cm, podepsano vlevo dole/signed bottom left, Soukroma sbirka/Private collection

Project for a liberty lamp, Kresba/Drawing, Sbhirka Francesca Albertazziho/Collection Francesco Albertazzi

Gino Romiti, Promenédda mezi Ardenzou a Antignano/Promenade between Ardenza and Antignano, 1905-1910, Olej na kartonu/
Qil on cardboard, 24 x 32 cm, Shirka Luca Vezzoso/Collection Luca Vezzoso

Amedeo Modigliani, Hlava Zeny/Head of Woman, rozmyvana kresba na papife/Ink and black wash on paper, 27,5 x 24,5 cm, ,
Estorick Collection, Londyn/London

Amedeo Modigliani, Portrét Cristiany Mancini/Portrait of Cristiane Mancini, Kresba na papife/Pencil on paper, 49 x 31 cm,
Estorick Collection, Londyn/London

Amedeo Modigliani, Portrét Madame Eyrand-Vaillant/Portrait of Madame Eyrand-Vaillant, Kresba na papife/Pencil on paper,
21 x 15 cm, Estorick Collection, Londyn/London

Amedeo Modigliani, Portrét doktora Francoise Brabandera/Portrait of Dr. Francois Brabander, 1918, Olej na pl4tné/Oil on canvas,
46 x 38 cm, Estorick Collection Londyn/London

Amedeo Modigliani, Akt s hrnkem/Nude with a cup, 1918, Akvarel, rozmyvana kresba na papire/Watercolour, black wash and
pencil on paper, 64,5 x 50 cm, Estorick Collection, Londyn/London

Drawings Insert/ Vlozit Kresby

Amedeo Modigliani, Portrét mladého muZe/Portrait of a Young Man, 1918, Kresba na papife/Pencil on paper, 43 x 26,2 cm, Shirka
Carla Folciho/Carlo Folci Collection

Amedeo Modigliani, Hlava karyatidy/Head of Cariatide, 1909, 27,5 x 24,5 cm, Soukroma4 sbirka/Private collection

Amedeo Modigliani, Profil muze: Portrét Paula Guillauma/Profil d homme: Portrait de Paul Guillaume, 1908 - 1911, Olej na

papire/Oil on paper, 42 x 25 cm, Galerie Brame and Lorenceau, PariZ/Paris

Amedeo Modigliani, Skréeny muz se sklonénou hlavou/Man Crouching with Bowed Head, 1912, Kresba na papire/Pencil on
paper, 35,3 X 25,9 cm, Galerie Brame and Lorenceau, Pariz/Paris

Amedeo Modigliani, Zena se zdvizenymi lokty/Woman with Elbows Raised, 1912, Kresba na papite/Pencil on paper, 35 x 26 cm,
Galerie Brame and Lorenceau, Pariz/Paris

Amedeo Modigliani, Profil Zeny/Woman s Profile, 1912, Kresba na papite/Pencil on paper, 35,3 x 26 cm, Galerie Brame and
Lorenceau, PariZz/Paris

Amedeo Modigliani, 1912
Amedeo Modigliani, Boxer/Boxer, 1912, Kresba na papife/Pencil on paper, 43 x 25 cm, Galerie Brame and Lorenceau, Pariz/Paris

Amedeo Modigliani, Skupina dvou muZi a Zen/Group of Two Man and Two Women, 1912, Kresba na papite/Pencil on paper,
33,3 X 26,1 cm, Galerie Brame and Lorenceau, PariZ/Paris

Amedeo Modigliani, Pravdépodobny portrét Verlaina/Presumed Portrait of Verlaine, 1912, Kresba na papire/Pencil on paper,

42,5 X 26 cm, Galerie Brame and Lorenceau, Pariz/Paris

Amedeo Modigliani, Zena opirajici se o stil/Woman Leaning on a table, 1912, Kresba na papife/Pencil on paper, 33,5 X 26,

Galerie Brame and Lorenceau, PariZ/Paris

Amedeo Modigliani, Dvojity profil/Double profil, Kresba na papie/Pencil on paper, 35,3 x 25,9, Galerie Brame and Lorenceau,
Pariz/Paris
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Amedeo Modigliani is a master of Modern Art, a consummate example of the ‘contemporary artist’, both through his unique aesthetic sign, and the
revolutionary conceptual message represented in his works.

The central subject through which Modigliani expressed his talent is in fact the human being. Even today, more than a century after his unmistakable
style emerged, Amedeo Modigliani’s art, along with the story of his life dedicated to art, continues to attract the press and the public, which show an
interest in ‘his’ art and in the charming and immortal message it contains.

The concept that distinguishes art from any other human discipline is concentrated and synthesised in the incessant and feverish artwork of Amedeo
Modigliani: ‘to make visible a glimpse of the immortal human being through its aesthetic form.

The need to communicate this ‘timeless’ message gave birth to the ‘NewCo’ Modigliani Brand Europe.

Iam happy that Prague was the first step in a new series of international exhibitions devoted to Amedeo Modigliani promoted by the Modigliani Brand,
which is the company founded to be an instrument for communicating the message contained in the cultural, conceptual and aesthetic heritage of
Amedeo Modigliani.

I attended the opening of this exhibition of Amedeo Modigliani in Prague partly on behalf of the Modigliani Institut Archives Legales Paris-Rome,
representing the President Christian Parisot and Director Luciano Renzi, and I was very honoured that the inauguration was attended by His Excellency
Fabio Pigliapoco, the Italian Ambassador in the Czech Republic, and His Excellency, JE Jaakov Levy, Israel’'s Ambassador to the Czech Republic.

Now, a century later, works by Modigliani and Kupka are being shown together again at the marvellous Municipal House and the event has been an
incredible media and public success, achieved through the work of the exhibition’s curator Serena Baccaglini and the organisation of Monika Burian.

This event marked a major new initiative and marked a prestigious start to a series of exhibitions dedicated to the life and work of Amedeo Modigliani
that after Prague will be shown in Taiwan, Korea, China, the USA, Brazil, India and many other countries around the world.

The first event in this series of exhibitions will open in April at the Kaohsiung Museum of Fine Art in Taiwan. The exhibition in Kaohsiung will be
enhanced with the addition of some works and in particular more original documents. In fact, some of the more than 6,000 documents from the
Archives Legal Amedeo Modigliani will be translated into Chinese, posted on line, and made available to the public for consultation from the Archives
Amedeo Modigliani for one-billion Chinese speakers, who until now have been excluded from taking advantage of this valuable study material.

The main objective of the Brand Modigliani Europe is to disseminate the cultural and artistic heritage of Amedeo Modigliani by organising exhibitions
and events and to create ‘Casa Modigliani’ in Italy. Modigliani House will be designed as a place where people can encounter the creative and artistic
excellence that can and will be the future of Italy for its cultural and economic interaction with the world.

The Modigliani Brand Europe took up the challenge that the ‘Great Artist’ left us after his untimely death: the possibility of implementing a reading
of the ‘eternal’ in his ‘sign’ so that new projects can be developed and implemented around the world through the dissemination of the ‘artistic legacy’
of Amedeo Modigliani.

MODIGLIANI
INSTITUT
ARCHIVES

LEGALES
PARIS - ROME

The Archives Amedeo Modigliani possesses more than six thousand documents of the artist: letters, postcards, photographs,notes, family diaries,
exhibition catalogues and the personal items of Modigliani and his family. The Archive was created with a passionate work over a period of thirty years
by the Modigliani Institute Archives Légales Paris - Rome and they moved to Rome. Work on organising the Archives began in 1939 with the arrival of
Modiglani’s daughter, Jeanne Modigliani, in Paris. Jeanne was born in 1918 in Nice. Following the death of her parents, she was raised by her paternal
grandmother, Eugénie Garsin in Livorno. After Jeanne Modigliani returned to Paris, friends of her father and art historians started encouraging her
to collect all the documentation she could find on Modiglliani’s life. Over many years of searching, she collected numerous important documents and
issued a pubblication titled “Modigliani without the Myths” which is the first biography on him without any literary invention. In 1983 she founded
the Archives Légales Amedeo Modigliani, Cultural Association, registered with the Préfecture de Police de Paris and Christian Parisot was appointed
as the Association’s official representative. The Association’s aim is, in accordance with the founder’s wishes, to organise and protect the artist’s work.
The association has been operating for twenty-five years and remains faithful to its initial commitment to protect and support the international
reputation of Modigliani’s works and the historical and aesthetic information relating to them. Christian Parisot maintains the Archive that was
entrusted to him by Jeanne Modigliani and continues the work that she herself started more than seventy years ago.
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