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Obecni duim
Mgr. Tomas Vacek, generalni reditel akciove
spole¢nosti Obecni dim

Obecni diim je narodni kulturni pamatkou a jednou z nejvyznamnéjsich secesnich staveb
v Praze. Od okamziku otevreni v roce 1912 patri k nejddlezitéj$im prazskym vystavnim sinim.
V souladu se svym poslanim jiz od samého pocatku plnil pozadavky obcanské a narodni
svobody a zaroven prezentoval dila nejmodernéjsiho evropského vytvarného uméni.

Po padu komunismu se svym vystavnim programem zameéroval zejména na obdobi konce
|9. stoleti a prvni poloviny 20. stoleti, a to jak v ¢eském, tak svétovém uméni. Nyni jsou
expozice v Obecnim domé koncipovany tak, aby navstévnikim prezentovaly uméni

tematicky a pribliZily jim kulturu rdznych zemi.

Po loriské vystavé vénované italskému malifi Amadeu Modiglianovi, kde byla jeho dila
predstavena vedle obrazli ceského malife Frantiska Kupky, nabidneme i letos diky spolu-
praci s Vernon Consulting navstévnikiim dila vyznamnych svétovych mistrd jakymi jsou Pablo
Picasso, Salvador Dali nebo Francisko Goya. Tyto osobnosti svétového uméni spojuje velké
téma: fascinace bycimi zapasy. Byk symbolizuje silu, statecnost a plodnost. Pro umélce nez-
namenaly byci zapasy pouze vasnivou podivanou na boj clovéka se zvifetem, ale davaly jim
moznost interpretovat nazory. Vystava Tauromagquia: Tvari v tvar byku viibec poprvé ukaze,
jaky vyznam méla tauromaquia pro ¢eské umélce Emila Fillu a Karla Capka ve srovnani s dily
$panélskych mistr(i. Karel Capek vyjadfil sviij obdiv k by¢im zapastm v cestopise Vylet do
Spanél z roku 1930 nasledovné: ,,Poprvé v Zivoté jsem vidél ryti¥stvi: se zbrani v ruce, tvai v
tvar smrti, s nasazenim Zzivota pro Cest hry. Corrida je boj clovéka a zvirete, v podstaté stary

jako pravék; ma viechnu krasu boje, ale ma i jeho bolest...“

Vystava, kterd navstévnikim predstavi $panélskou koridu a by¢i zapasy, prenasi do Obec-
niho domu kus Spanélské tradice. Motivy boje a krutosti se zde misi s mytickou krasou a
jizanskym temperamentem. Tauromagquia prinasi do Prahy impozantni podivanou, kterd, jak

pevné vérim, strhne kazdého, kdo ji navstivi.

OBECNI DUM - MUNICIPAL HOUSE

Municipal House
Mgr. Tomas Vacek, Managing Director,

Municipal House a.s.

The Municipal House is a cultural monument and one
ofthe most important examples of Art Nouveau archi-
tecture in Prague. Since opening in 1912 the Municipal
House has been one of Prague’s major exhibition halls.
In keeping with its mission it has always addressed
the needs of civic and national freedoms, but at the
same time it has been engaged in exhibiting the most
modern European art. After the fall of communism it
turned its exhibition focus towards Czech and world
art of the 19th and first half of the 20th centuries. To-
day exhibitions at the Municipal House apply a the-
matic approach and present visitors with the art and
culture of various countries.

After last year's successful exhibition on the Italian
painter Amadeo Modigliani, exhibiting his works
alongside paintings by the Czech artist Frantisek
Kupka, this year, again in cooperation with Vernon
Consulting, we are presenting visitors with the works
of world masters like Pablo Picasso, Salvador Dali
and Francisco Goya. These international art figures
are here centred on a single theme: the bullfight. The
bull is the symbol of strength, courage, and fertility.
But for the artists bullfights constituted more than
just the passionate spectacle of man against beast
and gave them an opportunity to express their views.
Tauromaquia: Face to Face with the Bull will show for
the very first time what significance the Tauromaquia
held for the Czech artists Emil Filla and Karel Capek
in comparison with the Spanish masters. Karel Capek
expressed his admiration for the bullfight in his trave-
logue Letters from Spain (1930) as follows: ‘For the first
time in my life | have witnessed chivalry: weapon in
hand, looking death in the face, laying down one’s life
for the honour of the game. The bullfight, the struggle
between man and beast, is basically as old as history
itself; it has all the beauty of the fight, but also all its
pain.

This exhibition will introduces the public to the cor-
rida and the bullfight and in doing so will bring a little
piece of Spanish culture to the Municipal House. The
themes of struggle and cruelty mingle here with mys-
tic beauty and southern temperament. Tauromaquia
is bringing an impressive spectacle to Prague, one that
I believe will grip everyone who sees it.
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vystava Tauromaquia
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Uvodni slovo
Monika Burian Jourdan

V loniském roce jsme v Obecnim domé usporadali prvni velkou vystavu Amedea Modigli-
aniho v Ceské republice. A¢koli se nejednalo o jednoduchy Ukol, obstali jsme a rozhodli
jsme se v poradani velkych vystav v prostorach této secesni pamatky v samotném centru
Prahy pokracovat. | tentokrat predstavujeme navstévnikim projekt ambiciézni a v mnoha

ohledech unikatni.

Vystava Tauromaquia, Tvari v tvar byku totiz privede do Prahy dila takovych mistrd, jaky-
mi jsou Franscisco Goya, Pablo Picasso nebo Salvador Dali a predstavi je vedle Ceskych
mezivale¢nych umélct - Emila Filly & Karla Capka. Téma viech téchto autor je pfitom
spolecné — byci zapasy. Vystava Tauromaquia bude mit kromé mimoradného estetického
naboje také funkci edukativni. Koridu a vse, co s touto fascinujici Spanélskou tradici souvisi,
priblizime navstévnikdm nejen za pomoci dél velkych vytvarnych mistr(, ale i skrze tore-
adorské propriety, dobové fotografie, videa, plakaty a podobné. Do Prahy jsme pozvali také

jejich blizké pratele, ktefi s sebou pfivezou své pribéhy a vzpominky na autory.

Tak narocny projekt, jakym vystava Tauromaquia bezesporu je, by se nebyl nikdy uskuteénil
bez téch, kdo se na jeho pripravé a organizaci podileli. Proto bych na tomto misté chtéla
velmi podékovat hlavni kuratorce vystavy, pani Serené Baccaglini. Mé diky patfi i celému
organiza¢nimu tymu, sponzoriim a partnerim vystavy a vibec viem, kdo ve vystavu vérili
a po celou dobu nas podporovali. V neposledni Ffadé bych chtéla podékovat vedeni a
zaméstnancdm Obecniho domu, kteri maji velké zasluhy na tom, Ze se i letos mize vystava

konat v tak jedine¢nych prostorach této elegantni budovy na namésti Republiky.

UVODNI SLOVO - INTRODUCTION

Introduction

Monika Burian Jourdan

Last year we organised the first major Amedeo Mod-
igliani exhibition at the Municipal House in Prague.
Although organising such an exhibition was no sim-
ple task, we succeeded, and we decided that we want
to go on organising large exhibitions in the spaces of
this building, a monument to Art Nouveau right in the
centre of Prague. This time we will again present the
public of Prague with an ambitious and in many ways
unique project.

The exhibition Tauromaquia - Face to Face with the
Bull will bring to Prague the works of such masters as
Franscisco Goya, Pablo Picasso, and Salvador Dali,
and will present them alongside two Czech interwar
artists, Emil Filla and Karel Capek. All these artists are
here united around one theme — the bullfight. As well
as its powerful aesthetic force the exhibition will also
serve an educational function. We want to acquaint
the Prague public with the bullfight and everything
associated with this fascinating Spanish spectacle not
just through the works of the great masters but also
through various bullfighter paraphernalia, clothing,
contemporary photographs, videos, and more. We are
moreover inviting to Prague friends of the great mas-
ters, who will bring their stories and memories of the
artists with them.

An exhibition as sophisticated as Tauromagquia could
never be organised without the work of all those in-
volved in its preparation and organisation. Therefore,
I would like to take this opportunity to thank first of
all the main curator of the exhibition, Ms Serena Bac-
caglini, and the entire organisational team, sponsors,
and partners of the exhibition, and finally everyone
who believed in the exhibition and have supported us
along the way. Last but not least, | would like to thank
the management and staff of the Municipal House,
who have been instrumental in making it possible for
the exhibition to take place in the unique exhibition
spaces of this elegant building on ndmésti Republiky.
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Picasso v Koridé | Picasso at the corrida in Arles
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vystava Tauromaquia

Vernon, pod jehoz hlavickou vystavu poradame, se ve své cinnosti zaméruje zejména na
prezentaci soucasného umeéni, které celoro¢né vystavuje ve dvou vystavnich prostorech: ve
Vernon Projektu na Letné a v nové galerii Vernon Depot v dolnich HoleSovicich. Jiz Sestym
rokem pak Vernon porada mezinarodni Festival souc¢asného uméni TINA B., na ktery se
do Prahy kazdoro¢né sjizdi stovky umélch a to doslova z celého svéta. Vedle podpory
mladych umélch a soucasného uméni se Vernon vénuje také poradani vétsich vystav kla-
sického uméni. Cilem Vernonu je predstavit publiku témata a autory, ktefi dosud v Ceské
republice nevystavovali nebo tu nejsou jesté znami. Zarnym prikladem byla vystava Amedea

Modiglianiho, v soucasnosti je to pravé Tauromaquia. Jakou vystavu chystame pristé? Nech-

te se prekvapit. Vystavou Tauromaquia rozhodné nekoncime.

UVODNI SLOVO - INTRODUCTION

Vernon, the name behind the exhibition, focuses pri-
marily on the presentation of contemporary art - it ex-
hibits work around the year at two exhibition spaces,
Vernon Projekt in Letnd and its new gallery Vernon
Depot in the lower part of the HolesSovice district. For
six years Vernon has also organised the international
TINA B. Contemporary Art Festival, which each year
brings hundreds of artists from around the world to
Prague. In addition to supporting young artists and
contemporary art, Vernon also focuses on organis-
ing large exhibitions of classical art and works of the
great masters. Vernon’s aim is to introduce the Czech
public to themes and artists previously not exhibited
or still unknown in the Czech Republic. A prime exam-
ple was the Amedeo Modigliani exhibition, and now it
is the Tauromaquia exhibition. What exhibition are we
planning next? Wait and see. But be sure, the Tauro-
maquia exhibition certainly won't be our last!
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Byci v Benatkach

Serena Baccaglini

Véasen pro divoké byky pretrvavala v Itali az do konce osmnactého stoleti. Nespocet
vypovédi hovofi o bycich zapasech na ndmésti Piazza San Marco v Benatkach, ve veron-
ské aréné nebo v Arles, kde byli nejslavnéjsimi toreadory 50. a 60. let, Louisem Miguelem

Domingem a Ordonezem, uchvaceni mimo jiné i Picasso a Hemingway.

Na rozdil od Slechtickych bycich zapast na konich, které byly popularni v obdobi baro-
ka, a bycich zapasd, pri kterych stoji zapasnik na nohou, v tomto ritudlu byli divoci byci
pronasledovani psy nebo davem. Tato starobyla tradice byla rozsifena v celém Stredomori

a v nékterych ¢astech Spanélska je stale aktualni.

Predstaveni se konala v témér vSech benatskych oblastech a hovori o nich i benatsti ucenci
Emanuele Antonio Cicogna a Fabio Mutinelli v Lessico Veneto (1851). Vlamsky obraz
pochazejici z Narodni galerie v Praze zachycuje jeden z téchto hond. Dilo popisuje byky
vedené dvorany “cortesiani tiratori” a divoké boje se psy, ktefi byli cvi¢eni specialné pro
tuto pfilezitost. Posledni karnevalovy tyden pak byci volné pobihali i na nadvori vévodského
palace. Hony na byky byly velmi popularni a organizovaly se u mimoradnych pfilezZitosti.

Davy byly jejich atmosférou doslova uchvaceny.

Zda se, ze posledni “Caccia dei Tori” se v Benatkach konal 22. Gnora 1802 v oblasti Santo

Stefano. Od té doby byly hony zakazany z dlivod(i zranéni nespoctu lidi.

Stejné jako tomu byvalo v minulosti, i moderni tauromaquia symbolizuje snahu vymanit se
radu. Dvé bytosti predvadéji spolecny “tanec” - dokonalou harmonii pohybt, kterd ma vsak

pevna pravidla.

Bulls in Venice

Serena Baccaglini

A passion for wild bulls survived in ltaly until the
end of the I8th century. There are countless stories
about the presence of bulls on the Piazza San Marco
in Venice, in the arena in Verona, as in Arles, where
the great toreadors of the 1950s and 1960s Louis
Miguel Dominguin and Ordonez dazzled Picasso and

Hemingway among others.

Unlike the equestrian bullfights popular among the
nobility during the baroque or bullfights on foot, in this
ritual the wild bulls were chased by dogs or a crowd.
This ancient tradition was widespread through the
Mediterranean and still exists in some parts of Spain

today.

The performances took place in almost every part of
Venice and are mentioned by the scholars Emanuele
Antonio Cicogna and Fabio Mutinelli in Lessico Veneto
(1851). A Flemish painting from the National Gallery
in Prague captures one such chase. It shows bulls led
by cortesiani tiratori and wild fights with dogs trained
especially to fight bulls. During the last week of car-
nival the bulls ran freely in the courtyard of the Ducal
Palace. Chasing bulls was very popular and organised
on special occasions. The atmosphere of such events

thrilled the crowds.

The last Caccia dei Tori seems to have taken place
in Venice on 22 February 1802 in the area of Santo
Stefano. Since then the chases have been banned

owing to the high incidence of human injury.

Like in the past, the modern Tauromaquia symbolises
an effort to break free of order. Two beings engage
together in a ‘dance’, movement in perfect harmony,

but with its own fixed rules.

BYCIV BENATKACH - TOROS IN VENEZIA



17.// VLAMSKY MISTR

Festa dei Tori na namésti sv. Marka v Benatkach

1. tfetina 17. stoleti, olej na dievé
Narodni galerie v Praze

17.// FLEMISH MASTER
Festa dei Tori on St Mark 's Square in Venice

1st third of the 17th century, oil on wood
National Gallery in Prague

BYCIV BENATKACH - TOROS IN VENEZIA
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Tauromaquia:
Strhujici svet Spanclskych bycich zapast

Serena Baccaglini

‘Soltanto la morte e la vicinanza a questa,
puo rivelare lo splendore invisibile della vita!’
(G. Bataille)

Zhlédnout dila velkych svétovych mistr( (Pablo Picasso, Salvador Dali, Francisco Goya)
a slavnych ¢eskych mezivale¢nych umélct (Emil Filla, Karel Capek) je okouzlujicim
zazitkem. Vystavena dila téchto umélcd maji spole¢né téma: byci zapasy. Pravé o tom-
to vasni nabitém namétu sugestivné vypovida tato vystava. Kromé mimofadného es-
tetického zazitku pfinasi také atmosféru jednoho z neodmyslitelnych prvk( $panélské
kultury. Vystava stavi vedle sebe dila zminénych autor(, ktefi maji mnoho spole¢ného,
sdilejice charakteristicky imaginativni svét, ktery se rozprostira v fisi neredlného, snu,
nadpfirozené energie a hranici se zavrati. Byc¢i zapasy jsou namétem, ktery prendsi tento

aspekt magického a slouzi umélcdim jako prostfedek prenosu tvirci a Zivotni sily.

Byc¢i zapasy, vzrusujici a okouzlujici Spanélska podivana fascinovala umélce po celém
svété. Byk mél odjakziva zvlastni misto i vyznam v mnoha mistrovskych vytvarnych
dilech a toto téma oslovilo Pabla Picassa, Salvadora Daliho a Francisca Goyu i ceské

tvlrce Emila Fillu a Karla Capka.

V mnoha kulturach je byk, centralni motiv této vystavy, symbolem sily, odvahy a plod-
nosti. Animalni sila, kterou byk vyzafuje, nabyva v dilech téchto umélcl fascinujici
podoby. Pro umélce oviem byc¢i zapasy predstavuji vice, nez jen podivanou, stavéjici

¢lovéka proti zvifeti.

Pablo Picasso, ovlivnén Goyou, Cerpal ze svych

védomosti o tom jak Goya vyuzival chiaroscuro

ve své Tauromaquii a vyvolava v nds pocit, ze byk,

‘I don’t seek
I find.

Picasso

toreador i divaci jsou herci kolektivné prozivaného
predstaveni. Picasso pouzil Tauromaquii jako nastroj
boje proti diktatorstvi generdla Franca. Mnoho
Picassovych kreseb bycich zapasd mélo slouzit
k tomu, aby pfitahly pozornost svéta k bombardo-

vani baskického mésta Guernica. Na vystavé bu-

TAUROMAQUIA

Tauromaquia:
The Fascinating World of the
Spanish Bullfight

Serena Baccaglini

‘Soltanto la morte e la vicinanza a questa,
puo rivelare lo splendore invisibile della vita!
(G. Bataille)

It is a fascinating experience to view works by the
greatest world masters (Pablo Picasso, Salvador Dali,
Francisco Goya) and famous Czech interwar artists
(Emil Filla, Karel Capek). The exhibited works by these
artists share a common theme: the bullfight. It is on
this passion-filled theme that the exhibition will pro-
vide vivid and fascinating testimony. As well as of-
fering an extraordinary aesthetic experience, Tauro-
maquia will convey to visitors the atmosphere of an
inherent feature of Spanish culture. The exhibition
juxtaposes works by the artists named above, who
have much in common, sharing a distinctive imagi-
native world that resides in the realm of the unreal,
dream, supernatural energy, and on the edge of ver-
tigo. The bullfight is a theme that conveys this aspect
of magic and is used by these artists as a vehicle of the
creative and life force.

The bullfight, the exciting and charming Spanish spec-
tacle, has fascinated artists around the world. The bull
has always occupied a special place and meaning in
many of the great master paintings and this theme
appealed to Pablo Picasso, Salvador Dali, and Francis-
co Goya, and to the Czech artists Emil Filla and Karel
Capek.

In most civilisations, the bull, the exhibition’s central
motif, is a mystical symbol that signifies strength,
bravery, and fertility. The animal force that the bull
exudes is given fascinating form in these artists’ works.
But for artists the bullfight constitutes more than just
the passionate spectacle of man versus animal.

Pablo Picasso, who was influenced by Goya, drew on
knowledge of Goya’s use of chiaroscuro in his Tauro-
maquia, and he makes us feel that the bull, bullfighter
and public are actors in a show experienced collec-
tively. Picasso used Tauromagquia as an instrument of
struggle against the dictatorship of General Franco.
Many of Picasso’s drawings of bullfights were intented
to draw the world’s attention to the bombing of the
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Pablo Picasso byci zapas, jaro 1901
olej na platné, 48,5 x 64,7 cm Zervos VI, DB8 IV,6 Palau 559
Sbirka Stavrose S. Niarchose

PABLO PICASSO — LA TAUROMAQUIA
Pablo Picasso, Bullfight (Corrida) Barcelona, spring 1901

oil on carton on canvas, 48.5 x 64.7 cm Zervos VI, 378:DB IV,6,Palau 559
Collection of Stavros S. Niarchos
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dou moci navstévnici spatfit kompletni Picassovu slavnou sérii akvatint ,Tauromaquia®“,
vyznamna dila z keramiky a také ,Carton de Guernica” (pfipravny karton k dilu). Zajem
o byci zapasy a byky ma pro Picassa zasadni vyznam. lkonografie a symbolika byka a to-
rera tvafi v tvar smrti, stejné jako dramaturgie byciho zapasu, zanechaly uz od malifova
ranného détstvi v jeho mysli hlubokou stopu a Picasso je ve svém pozdéjsim bohatém
uméleckém zivoté vyuzil v mnoha ze svych dél. Obdivoval torera pro jeho eleganci,
krdsu a vyraznost jeho uméni, zahrnujici jedine¢né vzruseni a odvahu. Popsal nadlidsky
naboj matadora, jeho hrdinsky pfistup k prozitku krvavé obéti typické pro kazdy byci
zapas a jeho rozhodujici roli v tomto dojemném ritudlu smrti, jeho postaveni
jakoby poloboha. Napfiklad pro Francisca Goyu byla Tauromaquia nejprve prostiedek
k vyjadreni jeho politického nesouhlasu. Vystava predstavi Goyav Uplny soubor leptl

s motivem Tauromaquie, tedy jednu z jeho nejslavnéjsich sérii.

Viystava také pfinese navstévniklim zvlastni sérii péti fantastickych obrazl s tématem
bycich zapast od Salvadora Daliho. Jeho transformace Picassovy slavné ,Suity Tau-
romachia” z let 1957-59, kterou Dali vytvofil v letech 1966-67, byla pokracovanim
celozivotniho tvlrciho dialogu, ktery spolu tito dva umélci vedli. Tato Uzasna dila
prekypuji Daliho nejvyraznéjsi symbolikou. Tauromaquia méla zvIastni vyznam také pro
Ceské umélce. Naptiklad Emil Filla, podobné jako Goya a Picasso, pouzil téma bycich
zépast k vyjadieni hlubokého utrpeni své doby a odporu proti fasismu. Karel Capek,
jehoz obrazy s namétem koridy budou rovnéz vystaveny v Obecnim domé, navstivil

byci zdpasy béhem své cesty po Spanélsku a ve své knize Vylet do Spanél (1930): ,,Cor-

P e

TAUROMAQUIA

Basque town of Guernica. At the exhibition visitors will
be able to view the complete famous series of Picasso’s
sugar aquatints of Tauromagquia, important ceramic
works, and the special ‘Carton de Guernica: His inter-
est in the bullfight and in bulls is fundamental. Since
childhood, the iconography and poetic symbolism of
the bull and the torero face to face with death and the
dramaturgy of the bullfight left such a strong mark in
the mind of the painter that he later used them in a
number of works in his enormous artistic biography.
Picasso admired the torero for his elegance, his beau-
ty, and the plasticity of his art, capturing singular sen-
sations and courage. The painter defined the superhu-
man value of the matador, his heroic attitude in living
the bloody sacrifice typical of every bullfight and his
supreme protagonism in this moving ritual of death,
a condition like that of a demi-god. For example, for
Francisco Goya the Tauromaquia was initially a tool
with which to express his political dissidence. The ex-
hibition will present the complete series of Goya’s Tau-
romagquia etchings, one of his most famous series.

The exhibition will present to visitors a special series
of five fantastic bullfight images by Dali. Dali’s 1966-
67 transformation of Picasso’s famous “Tauromaquia
Suite’ of 1957-59 was an extension of the lifelong ar-
tistic dialog carried out between the two artists. These
astonishing works are teeming with Dali’s most iconic
imagery. The Tauromagquia also held special signifi-
cance for Czech artists. For example, Emil Filla, like

PABLO PICASSO - TAUROMAQUIA
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Corrida toros 1954
Private collection
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rida je boj ¢lovéka a zvifete, v podstaté stary jako pravék; ma viechnu krasu boje, ale ma

i jeho bolest.”

Zapujcky na vystavu Tauromaquia poskytne fada tuzemskych vyznamnych galerii -
Narodni galerie, GASK, Galerie Hradec Kralové, Oblastni galerie v Liberci, Galerie vyt-
varného umeéni v Ostravé, Krajska galerie ve Zliné nebo Severoceska galerie Litoméfice.
Dalsi dila pfiputuji do Prahy napfiklad z Picassova Musea Casa Natal v Malaze, Musée

Réattu v Arles, Musée Picasso v Antibes a ze soukromych sbirek

Tuto vystavu spoluutvafi velmi

vzacny rozmér pratelstvi: nejenze

nam pratelé velkych  mistrd

‘Painting is a blind man’s zaptijéili vyznamna, unikatni dila,
profession: one does not zrozenaz pratelstvi (¢tyfi Picassova
paint what he sees, but what dila vénovana Lucii Bosé, Carton
he feels, what he tells himself  de Guernica, Daliho Tauromaquia,
about what he saw.’ keramika), ale pfivazeji s sebou
Picasso také své pribéhy a svij ojedinély

pohled na zminéné génie, takovy,

jaky nelze nalézt v Zddném muzeu

na svété!

TAUROMAQUIA

Goya and Picasso, used the theme of the bullfight to
express the deep suffering of his age and resistance to
Fascism. Karel Capek, whose bullfight paintings will
also be on display at the Municipal House, attended a
bullfight on his trip through Spain, writing in his book
Letters from Spain (1930): ‘The bullfight is about the
struggle between man and animal, essentially as old
as time itself; it has all the beauty of combat, and also
all its pain.

Items on loan for the Tauromagquia exhibition have
been provided by a number of important domestic
galleries — the National Gallery, GASK, the Gallery of
Hradec Krdlové, the Regional Gallery in Liberec,the
Gallery of Fine Arts in Ostrava, the Regional Gallery
in Zlin, or the Gallery of North Bohemia in Litomérice.
Other works are coming to Prague, for instance, from
Picasso’s birthplace museum, the Museo Casa Natal in
Malaga, the Musée Réattu in Arles, and from private
collections.

There is a very special dimension of friendship in this
exhibition: friends of the great masters in this exhibi-
tion are not only loaning us important, unique pieces,
born out of friendship (four works Picasso dedicated to
Lucia Bosé, Carton de Guernica, Dali’s Tauromaquia,
ceramics), but they are also bringing with them their
stories and their special view of those geniuses, some-
thing that could not be found in any museum in the
world!

PABLO PICASSO - TAUROMAQUIA

1959, rytina, akvatinta
Art Camu, Art Collection

PABLO PICASSO — LA TAUROMAQUIA

1959, engraving, aquatint
Art Camu, Art Collection
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Tauromachie:
Alegorie lidského Zivota

Serena Baccaglini

Ve $panélské kultufe je néco, co je velmi blizké smrti. Kdy?Z jsi ve Spanélsku, viude citi3

pfitomnost smrti — a praveé to té ¢ini jaksi mnohem zivéjsim.”

Byk je zvite, jehoz sila jiz od ddvnovéku imponovala ¢lovéku, jenz se kolektivnimi ritualy

snazil symbolizovat ochoceni divokych zvifat.

V prvopocdatcich, tedy ve stfedovéku, byly hony a by¢i zapasy pofaddany Spanélskou
slechtou, ktera v boji proti bykim pouzivala kopi. V kronice se uvadi, Ze El Cid miloval
tento druh her a pozdéji je Karel V. pofadal na vefejnych prostranstvich pfi oslavach

vitézstvi nebo k vitani vyznamnych osobnosti a hodnostara.

V pribéhu 16. a 17. stoleti byla korida vyhrazena aristokracii, jez na konich zapolila s
byky a kopim se snazila odvadét jejich pozornost; jednalo se o valletti, pfedky dnesnich
picadores. Koncem 18. stoleti se divoci byci t&3ili velké pozornosti nejen ve Spanélsku,
ale i v Italii! Existuji mnohd svédectvi, v nichz se hovofi o bycich na ndmésti Svatého
Marka v Benétkéch, o bojich s byky ve Veronské aréné ¢i o dveé stoleti pozdéji v Arles, kde
Picasso a Hemingway byli fanousky Dominguina a Ordoneze. Tato anticka predstaveni
znovu ozivala ve dvou fimskych amfiteatrech. Ani aristokratickd korida na konich v
barokni epose, ani lidova pési korida — nejpopularnéjsi je dnes klasicka korida s uce-
lenymi pravidly, jez byla kodifikovana v 18. stoleti. Jednalo se o pronasledovani nezkro-
cenych byku stvanych psy nebo davem - tato davna tradice je podobna mnohym by¢im
zapastm, které se rozsitily v celém Stredomofi a a dodnes se provozuji na nékterych
mistech ve Spanélsku. Dva benatsti badatelé, Emanuele Antonio Cicogna a Fabio Mu-
tinelli, popisuji v Benatském lexikonu (Lessico Vene-

toz roku 1851) tato svatecni predstaveni, jez se ko-

nala téméf na vsech benatskych hfistich. Svédectvi

‘Art is the lie
that enables us
to know the
truth.
Picasso

o nich podava také nadherny vlamsky obraz, ktery

je rovnéz soucasti vystavy.

Od 17. stoleti toreadofi pfi zapoleni s byky stoji na
nohou a korida se stava stale popularnéjsi lidovou
zabavou, zatimco aristokracie se postupné stahuje

do Ustrani. Matador se v aréné stava stredem pozor-

TAUROMACHIE

Tauromaquia:
An allegory of human life

Serena Baccaglini

‘In Spanish culture there is something close to death.
When you are in Spain, you feel the omnipresence of
death, which makes you more alive, though.

The bull is an animal whose strength has impressed
man since time immemorial. As early as prehistoric
times man tried to symbolise taming wild animals by
collective rites.

Initially, in the Middle Ages, hunting and bullfighting
were organised by Spanish noblemen who used spears
to fight bulls. Chronicles mention that El Cid loved this
type of game. Later on, King Charles IV organised bull-
fighting in public arenas to celebrate a victory or to
welcome leading personalities and dignitatries.

Throughout the 16th and 17th centuries, the corrida
was reserved for noblemen who fought bulls on horses
and tried to distract bulls’ attention with spears; these
were ‘valletti; ancestors of modern picadores. At the
end of the 18th century, wild bulls attracted considera-
ble attention not only in Spain, but also in Italy!! Many
records mention bulls at St. Mark’s Square in Venice,
and bullfighting in the Verona arena, or, two centuries
later in Arles, which saw Picasso and Hemingway as
great fans of Dominquin and Ordonez. These ancient
spectacles were revived in two Roman amphitheaters.
Neither the aristocratic corrida on horseback in Ba-
roque times, nor the folk corrida on foot - it is the tra-
ditional corrida which is the most popular nowadays,
its comprehensive set of rules were codified in the 18th
century. Itinvolved ‘running’ untamed bulls, chased by
hounds or crowds - this ancient tradition is mirrored
in many bullfights which spread around the Mediter-
ranean and still take place in some regions in Spain.

Two Venetian scholars, Emanuele Antonio Cicogna
and Fabio Mutinelli, depict in the Venetian Lexion
(Lessico Veneto, 1851) such festive performances
which took place at almost all Venetian playgrounds.
The spectacles are captured in a beautiful Flemish
painting, which is also displayed in the exhibition.

Starting from the 17th century, the matadors stood on
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PABLO PICASSO - BYK A KUN V ARENE PABLO PICASSO - BULL AND HORSE IN THE ARENA
Lept na papife Etching on paper
Musée Réattu, Arles Musée Réattu, Arles



nosti a osoby pohybujici se kolem néj pIni pouze roli komparzistd, ktefi mu maji pomoci

usmrtit byka.

Dne 20. listopadu 1975 umird general Franco,
Spanélsko se stava konstituéni monarchii a je znovu
nastolena demokracie, pficemz mnozi se domniva-
ji, Ze to bude znamenat konec koridy, na niz bylo
pohlizeno jako na frankistickou zabavu. Nasledujici
Udaje v3ak svédci o tom, jak hluboké kofeny zapus-
tila korida v dusich Spanél(: v 60. letech se pofadalo
maximalné 400 bycich zapasl ro¢né, v roce 2000 je-

jich pocet stoupl na vice nez 1600 ro¢né!

‘Painting is not
an aesthetic
operation: it is a
kind of magic
intended to do
a work of media-
tion between this
world, foreign and
hostile to us.’
Picasso

—

OROS =\ALARS

TAUROMACHIE

foot during the fight, and the corrida became a more
and more popular form of folk entertainment, while
the nobility gradually retired from the ring. The mata-
dor became the centre of attention, all the others mov-
ing around him fulfilled nothing but the role of extras
who assist the matador in killing the bull.

On November 20, 1975, General Franco died, Spain be-
came a constitutional monarchy again and with the
restoration of democracy many people anticipated
the end of the corrida, which had been considered
Franconian entertainment. However, the following
data prove that the corrida took root in the Spanish
people’s souls: while no more than 400 bullfights a
year took place in the 1960s, in 2000 the number in-
creased to more than 1600 a year!

PABLO PICASSO - BYCI VE VALLAURIS

1954, linoryt
Musée Reattu, Arles

PABLO PICASSO - BULLS IN VALLAURIS

1954, linocut
Musée Réattu, Arles
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PABLO PICASSO — A LOS TOROS 1945-1946

Série 11 litografii: pera a noze

vytisténo na tkaném papife Arches s vodoznakem

papir:. 32,5 x 44,5 cm / kdmen: 29x42cm

z knihy Picasso, Toros - Muzeum Picasso v Malaze, Spanélsko

PABLO PICASSO — A LOS TOROS 1945- 1946

Series of 11 Lithographs: pen and scraper

printed on Arches woven paper, watermarked.

Paper: 32.5 x44.5 cm / Stone: 29 x 42 cm

From the book Picasso,Toros - Museo Picasso Malaga Spain
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Francisco
de Goya

Serena Baccaglini



Francisco de Goya:
Uméni bycich zapasi, Tauromaquia, 1814 — 16

Serena Baccaglini

Francisco de Goya y Lucientes (1746-1828) je malifsky mistr, ktery zaujima specifické

postaveni v srdcich a myslich Spanél. Je pro né kulturnim hrdinou, malifem, ktery sehral

stézejni Ulohu v déjindch uméni a kterému se podafilo oslovit duse a srdce mnoha lidi

tak, jako se to nepodafilo nikomu pred nim ani po ném.V roce 1799 byl jmenovan prvnim

dvornim malifem, coz byla nejvyssi funkce, na kterou mohl aspirovat. Prvni Goyovy por-

tréty se vyznacuji vzdusnosti scény a pastelovymi barvami. Mezi jeho oblibenymi posta-

vami figuruji kral Karel IV. Spanélsky a kral Ferdinand VI., postavy na jeho obrazech jsou

zachyceny na rdznych mistech od festivall po krélovské dvory a dostéavaji se do dobovych

“The fantasy
without the
rudder of reason
creates improbable
monsters:united
with it is the mother
of all art and all
the wonders that
follow from them.’
Goya

historickych kronik, jako je cyklus 80 rytin s naz-
vem Los Caprichos. Poté, co Goya ve stéfi pfisel
o sluch, se radikalné zménily motivy jeho maleb
- obrazy se staly temnéjsimi, hrlzostrasnymi a
zachmurenymi a jejich tématy bylo ¢asto Silenstvi,
posetilost a fantazie. Styl takzvanych cernych
obrazli je predobrazem uméleckého sméru
zvaného expresionismus. Nékteré z Goyovych
nejvyznamnéjsich a nejslavnéjsich obraz(i zachy-

cuji invazi Napoleonovy armady do Spanélska a

Francisco de Goya:
The Art of the Bullfight,
Tauromaquia, 1814 — 16

Serena Baccaglini

Francisco de Goya y Lucientes (1746-1828) is a great
painter whom the Spanish love with their heart and
soul. He is regarded a culture hero, an artist who
played a vital role in the history of fine arts and who
spoke to the minds and souls of people like no one else
before or since. In 1799 he was appointed First Court
Painter, which was the highest position he could as-
pire to. Goya’s early portraits are distinguished by the
airiness of the scene and pastel colours. His favourite
characters include Kings Charles IV and Ferdinand VI,
figures in his paintings are captured in various places,
ranging from festivals to royal courts, and they made
their way into historical chronicles, such as a cycle
of 80 aquatint etchings entitled Los Caprichos. After
Goya lost his hearing, the subject-matter of his pain-
tings changed dramatically, his paintings became
darker, spooky and gloomy; their themes included in-
sanity, foolishness and fantasies. The style of his Black
Paintings is a predecessor of expressionism. Some of
Goya'’s most outstanding and famous paintings depict
Napoleon’s invasion of Spain, and they render the hor-
rors of war in the most accurate and vivid details. Goya
spent most of his adult life in Madrid, and after the
French were forced out of Spain, Goya died, blind and
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ve velice pfesnych a zivych detailech zobrazuji vale¢né hrlizy. Goya stravil prevaznou
st svého dospélého Zivota v Madridu a po vyhnani Francouzi ze Spanélska, jiz slepy
a hluchy, umira v dobrovolném vyhnanstvi v Bordeaux. Podle Roberta Hughese, autora
monumentalni Goyovy biografie, se nikdo pfed nim v celé historii uméni ,ani zdale-
ka nepfiblizil k tomu, co Goya vytvoril ve svych Desastres de la Guerra’, dojemnych a
ponurych rytinach, v nichz umélec ztvarnil nepopsatelné nestésti Spanéld, ktefi pov-
stali proti Napoleonovi. Pravé tyto rytiny udélaly z Goyi prvniho véle¢ného reportéra.
Hughes charakterizuje Goyu jako mistra v zobrazovani ,bolesti, ponizeni a télesného
stradani”. Umélecky kritik listu New York Times Michael Kimmelman v ¢lanku pojednava-
jicim o vyznamu Goyi a jeho uméni pro nasi dobu pise:,Je to ¢lovék nasi doby, velky a
nepoddajny satiricky umélec, jenz kritizoval v3e iraciondlni a absurdni jak v Zivoté, tak

v politice.”

Navzdory relativnimu pokroku bylo Spanélsko koncem 18. stoleti nejzaostalejsi zemi za-
padni Evropy. Spanélsko bylo konzervativni katolickou zemi's monarchistickym zfizenim,
pficemz krél byl pfislusnikem stejného rodu, jako kral francouzsky. Dila velkych filozof(
18. stoleti a epochy osvicenstvi neméla prakticky zadny vliv a nesetkala se s Zddnou
odezvou ve Spanélsku. Inkvizice si stéle udrzovala své neotiesitelné postaveni a pachala

na obyvatelstvu ohromné skody.

Goya mél vyjimecny pozorovaci talent a jak fika ve filmu reziséra Milose Formana Goya's

ghosts (Goyovy ptizraky) —,maluji to, co vidim®, byl jakymsi

‘“There are e o _
1 novinafem nasi epochy. Byl prvnim umélcem, ktery smél
. no .ru .€S s zpodobnit kréle spolu s bohatstvim a sldvou $panélské
1n painting.
P g monarchie, tedy vse, co pfispélo k vytvofeni moderniho
Goya

Spanélska, soucasné viak Goya zachycoval bidu ulice a

deaf, in voluntary exile in Bordeaux. According to Rob-
ert Hughes, the writer of Goya’s monumental biogra-
phy, no artist before him ‘had approached what Goya
created in his Los Desastres de la Guerra; touching and
gloomy engravings, in which the artist depicted the
unspeakable misery of the Spanish who rose against
Napoleon, and it was these etchings that made Goya
the first war reporter. Hughes characterises Goya as
a master in depicting ‘pain, humiliation and physical
suffering’ Michael Kimmelman, an art reviewer for the
New York Times, writes in his article about the impor-
tance of Goya and his art for our times: ‘He’s a man for
our day, the great, unflinching satirist of everything
irrational and violent and absurd in life and politics!
Despite relative advancement, Spain was still the least
developed country of Western Europe at the end of the
18th century. Spain was a Catholic, conservative, mo-
narchial country, where the king was of the same fa-
mily as the king of France. Works of the great philoso-
phers of the 18th century and the Age of Enlightement
had little influence there and did not arouse any
response in Spain. The Inquisition maintained its un-
shakeable position and caused serious suffering for
the Spanish people.

Goya had excellent powers of observation, and as he
says in Goya’s ghosts, a movie made by Milo$ Forman,
‘I paint what | see; he was sort of a modern-day jour-
nalist. He was the first artist allowed to portray the
king, along with the wealth and fame of the Spanish
monarchy, which means everything that contributed
to the creation of modern Spain, however, Goya also
depicted the poverty of the street and the horrors of
his times in the same style and from the same angle as
he portrayed His Majesty.
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hrlizy té doby stejnym stylem a stejnym pohledem, jakym maloval Jeho Veli¢enstvo.
Kompletni série 40 akvatint s nazvem Tauromachie, vytvorena v letech 1814-1816 a
prezentovana na vystavé, predstavuje jedno z vrcholnych dél rytiny. Vytvofil jedny z his-

toricky nejvyznamnéjsich rytin zobrazujicich nejriznéjsi
‘T acknowledge

do té doby znamé techniky koridy: toreadory na nohou
three masters:

nebo na konich, na zidlich nebo na stolech, krouzici

;{ela}s)que(zi,t nad bykem ¢i bojujici se psy. Goya zpodobhuje realis-

cmpran

and nature. tické scény a epizody, které sam prozil, jako napriklad
Goya . smrt velkého Pepeho llla v aréné (obraz 33). Ve stinu ¢i

poloseru jsou ¢asto postavy s vyraznymi rysy zobrazené

pomoci silnych a vyraznych kontur ve stylu typickém pro tohoto velkého mistra.

Goya fikal, ze uznava tfi mistry: Veldzqueze, Rembrandta a pfirodu. Klidné mohl pfidat
také ,lidskou povahu”, Zadny umélec pied Goyou se s takovym vhledem nedokéazal

ponofit do nejtemnéjsich hlubin mysli a duse ¢lovéka.

Vsechna Goyova dila bez ohledu na zobrazovany motiv svéd¢i o jeho hluboké
emociondlni angazovanosti a souciténi. Toto je jedno z nejvyznamnéjsich obdobi
modernich déjin, nebot pravé béhem néj se zhroutily instituce, jez se zdaly byt
neotresitelné a zacaly se prosazovat nové myslenky. Goyu Ize tedy povazovat za prvniho
moderniho malite, spojovaci ¢lanek mezi klasickou a moderni epochou, ktery dokézal
predjimat hrdzy, k nimz doslo v nasledujicich 250 letech. Goya tvrdil: ,Spanek rozumu
plodi pfisery.” (Komentafe k Los Caprichos ¢. 43) Pravé zde jsou kofeny Picassova obrazu

Guernica.

A complete series of 40 aquatints titled Tauromachia,
created between 1814 and 1816, and presented at
the exhibition is one of the masterpieces of etchings.
He created one of the most outstanding etchings, de-
picting all the techniques of the corrida known so far:
matadors on foot and on horses, on a chair and on
tables, spinning above the bull or fighting dogs. Goya
pictures realistic scenes and episodes which he expe-
rienced, such as the Unlucky Death of Pepe lllo in the
ring of Madrid (Plate 33), in the shade or dimness are
often figures with chiseled features portrayed using
strong and distinct contours, in the style so typical for
this great master.

Goya said he acknowledged three masters: Veldzquez,
Rembrandt and nature. He might well have added,
‘human nature; because no artist before Goya had
delved with so much insight into the darkest recesses
of man’s character.

All Goya’s works, regardless of the subject-matter,
show his deep emotional involvement and empathy.
This is one of the major periods in modern history, as
it saw the collapse of many institutions which had ap-
peared to be unshakeable; new thoughts and ideas
were born. Goya can be considered the first modern
painter, a connecting element between the classic and
modern-day era, who managed to anticipate the hor-
rors which were to happen in the next 250 years.

Goya said: ' The sleep of reason produces monsters’
(Comments on Los Caprichos 43). These are the
roots of Picasso’s Guernica.
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Pablo Picasso:

Tauromaquia, 1957

Serena Baccaglini

La Tauromaquia je souborem 26 akvatint, které ilustruji jedno z nejvyznamnéjsich témat

Spanélské kultury, uméni bycich zapasu. Picasso tento soubor vytvofil v roce 1957 jako

poctu knize, kterou napsal slavny matador Jose Delgado v 17. stoleti.

Také Goya vytvoril prvni rytiny jako ilustrace k textu Nicoldse Fernandeze de Morati-

“The worst enemy
of creativity
is good taste.
Picasso

na la Carta Histérica sobre el origen y progresos de
las Fiestas de Toros en Espafia, ktery byl publikovan

vroce 1777.

Picassova fascinace byc¢imi zapasy zapocala v dobég,
kdy jako maly chlapec zil v Malaze. Jeho skolni

sesity byly plné matador(, bycich arén a pikadord.

PABLO PICASSO —TAUROMAQUIA

Pablo Picasso:
Tauromaquia, 1957

Serena Baccaglini

La Tauromaquia is a series of 26 aquatint etchings il-
lustrating one of the most important themes of Span-
ish culture, the art of bullfighting. Picasso created this
body of work in 1957 as homage to the 17th-century
book written by the famous matador, Jose Delgado.

Also, Goya created the first engravings as illustrations
to a text by Nicolds Ferndndez de Moratin entitled ‘La
Carta Historica sobre el origen y progresos de las Fies-
tas de Toros en Esparia’ which was published in 1777.

Picasso’s fascination with the bullfight started when
he was a young boy in Malaga. His childhood note-
books from school are filled with sketches of mata-
dors, bullrings, and picadors. It is a little known fact
that the very first oil ever created by the young master
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PABLO PICASSO - TAUROMAQUIA

27 desek: 26 dél + 1 uvod

TECHNIKA: akvatinta rytiny z cukru

ROK: 1959

VELIKOST LISTU: cm 35,5x50

EDICE: 263 exemplard publikovanych v Pafizi ateliérem Rogera Lacouriéra
desky jsou signované a datované od 11.dubna do 18.srpna 1968, privatni
sbirka

PABLO PICASSO — TAUROMAQUIA

27 plates: 26 works + 1 introduction

Technique: sugar aquatint engravings

Year: 1959

Dimensions: 35.5 x 50 cm

Edition: 263 copies published in Paris by Atelier Roger Lacouriere
the plates are signed and dated from 11 April to 18 August 1968.
Private collection
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Nepfilis zndma je skutecnost, Ze vibec prvni olejomalba mladého malife znazorfovala

matadora (1889-1890). Uméni koridy pro umélce zUstalo dllezitym tématem a Picasso

se jim zabyval po celou dobu svého tvirciho zivota.

‘When I was little,
my mother told
me: ‘if you make

a soldier, you will

be general, if you

make a priest,
you will be Pope’
I wanted to be
a painter, and
became Picasso!.’
Picasso

Picasso k tvorbé pouzival techniku ,cukrové akva-
tinty” Tento slozity a ndro¢ny postup ho naucil Ro-
ger Lacouriere a Picasso jej poprvé pouzil v roce
1933 v souboru grafik Suite Vollard a dale v roce
1936 pii ilustrovani Buffonovy pfirodopisné knihy

Histoire Naturelle.

Sama technika je skvély objev umoznujici dosah-
nout jemnych ténl a rdznorodé struktury. Picasso
nejprve obraz namaloval smési cukru a inkoustu,

kterou nanesl na ¢istou desku. K dosazeni rozma-

nitych efektl pouzival rlizné smési inkoustu a vody. Pokud jde o formu dila, Picasso

dokazal vyuzit techniku vynikajicim zplsobem a prostfednictvim sugestivnich stind a

linii pfenesl na papir vdechno napéti a déj odehravajici se v aréné.

Kdyz Picasso vtélil literdrni prace o bycich zapasech do souboru jednoduchych leptd,

podafilo se mu zachytit samotnou podstatu pravidel a ritudl{, které jsou soucasti bycich

zépast takovym zplsobem, Ze mu kazdy Spanél dokonale porozumél. Tento soubor

grafik je symbolem $panélského narodniho sportu. Picasso vytvoril ucelené a dokonalé

dilo, z néhoz se t&$i miliony Spanéld. Vedle Chagallovy Bible je La Tauromaquia jednim z

nejkrasnéjsich soubort leptd, které kdy vznikly.
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was of a matador (1889-1890). The art of the bullfight
remained an important theme for the artist and was
one that Picasso continued to explore throughout his
creative years.

Picasso used the ‘lift ground aquatint’ technique to
create his portfolio. Roger Lacouriere taught Picasso
this difficult and obscure etching process, first used
in the Vollard suite in 1933, then in 1936 to illustrate
Natural History by Buffon.

The technique itself is a wonderful invention that pro-
duces subtle tones and varied texture. Picasso would
first paint on the clean plate with a mixture of sugar
and ink using variations of ink and water to achieve
different effects. He first used this technique when cre-
ating his 1933 Vollard suite. Formally, Picasso’s use of
this process proved incredibly successful, creating the
tension and action of the bullring through suggestive
shapes and lines.

When Picasso reduced the literary works of Tauro-
maquia into a series of simple etchings, he captured
the essential fundamentals of the rules and ceremo-
nial rituals to be included in the sport of bullfighting
throughout Spain for every citizen to completely un-
derstand. This completed set of work serves as icons
for the national sport of bullfighting in Spain. Picasso
created finished and accomplished works of art for
the masses of the people in Spain to follow. Next to
Chagall’s Bible series La Tauromagquia is one of the fin-
est series of etchings ever created.
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Salvador Dali



Salvador Dali:
Tauromaquia, 1966 - 67

Serena Baccaglini

AZ 227 let po narozeni Spanélského mistra Francisca Goyi prisel Salvador Dali s ndpadem
pretransformovat Goyovy Los Caprichos a predstavit nové dilo. Goyovy Los Caprichos
byl umélecky experiment, ktery se vysmival blaznivym povéram panujicim ve Spanélské
spolecnosti 18. stoleti. V roce 1973 vytvoril Salvador Dali barevnou metamorfézu Goyo-
va souboru leptl — mistrovské dilo surrealismu.

Goya je mistrem, jimz se inspirovali velci Spanélsti
‘T have never seen ve) ) P P

such a prototype of
Spanish. What kind  1,romachie

umeélci Dali a Picasso.

fanatic!’- ‘Dalf’ -. Daliho proména Picassovy slavné série na
Sigmund Freud téma tauromachie z roku 1957, kterou Dali

speaking about vytvofil v letech 1966-1967, byla pokracovanim

‘Dali’ celozivotniho uméleckého dialogu mezi obéma

muzi. Tato ohromujici dila prfekypuji Daliho
povéstnou predstavivosti. Zachycujiveskeré typické rysy bycich zapast naziranych o¢ima
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Photography of Dali in Lucas Old Print House - New York with Mrs Lucas
Fotografie Daliho s pani Lucas v Lucas Old Print House - New York
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Salvador Dali:
Tauromaquia, 1966 - 67

Serena Baccaglini

227 years dfter the birth of Spanish master Francisco
Goya, Salvador Dali had an idea to transform Goya’s
‘Los Caprichos’ and present a new work. Goya’s ‘Los
Caprichos’ was an artistic experiment exposing the
foolish superstitions of 18th-century Spanish society.
In 1973 Salvador Dali created a metamorphosis of
Goya’s suite into a colorful surrealist masterpiece.

Goya inspired the great Spanish masters Dali and Pi-
€asso.

Dali’s 1966/7 transformation of Picasso’s famous
‘Tauromagquia Suite’ of 1957 was an extension of the
lifelong artistic dialog carried on between the two art-
ists. These amazing works are teeming with the most
iconic of Dalinian imagery. Encompassing all aspects
of the sport as seen through the eyes of the Surrealist
master. The aesthetic of bullfighting is based on the in-

SALVADOR DALI

Minotaurus bronz soukroma sbirka
Minotaurus bronze private collection



SALVADOR DALI
By¢i zapas €. 1

1965 kvas
Phyllis Lucas Gallery , New York

SALVADOR DALI
Bullfight No. I

1965 gouache
Phyllis Lucas Gallery, New york
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surrealistického mistra. Podstatou estetiky bycich zapasU je interakce mezi ¢lovékem

a bykem. Korida neni ani tak soutézivym sportem, jako spi$ obfadem zaloZzenym na

uméleckém dojmu a mistrovstvi. Ernest Hemingway o ném pise ve své knize Smrt od-

poledne z roku 1932:,Byci zapasy jsou jedinym uménim, pfi némz se umélec vystavuje

ohroZeni zivota a v némz je Uroven pfedstaveni ponechana cti zdpasnika.”

Soubor vystavovanych obrazi nesoucich umélclv

podpis doklada eleganci forem a kompozice, v nichz ‘IntelligenCC
prevladaji ¢ervena a ¢erna a soucasné svéd¢i o vyrazné without
odlisnosti od Picassa, jenz nékolika pevnymi ¢arami ambition
zachyti celou arénu a dgj, ktery se v ni odehrava. Tyto tfi is like a bird

slavné série Tauromachie v podani tfi nejvyznamnéjsich
$panélskych malitd ndm pomohou pochopit, jak silné je Dali

without wings.’

toto téma uchvatilo a soucasné i to, jak jejich uméni a je-

jichimpozantni schopnosti nasly tak u¢inné a soucasné rliznorodé uplatnéni a vyjadreni.

SALVADOR DALI

Byci zapas ¢.3
1965, originalni litografie, 188/300
Phyllis Lucas Gallery

SALVADOR DALI

Bullfight No. 3
1965, original lithograph, 188/300
Phyllis Lucas Gallery

SALVADOR DALI — TAUROMAQUIA

teraction of the man and the bull. Rather than a com-
petitive sport, the bullfight is more of a ritual based on
artistic impression and command. Ernest Hemingway
said of itin his 1932 book Death in the Afternoon ‘Bull-
fighting is the only art in which the artist is in danger
of death and in which the degree of brilliance in the
performance is left to the fighter’s honour!

The series of exhibited paintings, bearing the artist’s
signature, exhibit an elegance of form and composi-
tion, with prevailing red and black; they also show a
notable divergence from Picasso, who uses a few solid
lines to capture the whole ring and the events taking
place in it. These three famous series of Tauromaquia,
presented by the three most prominent Spanish paint-
ers, help us grasp how strongly the theme enthralled
them, and how their art and their grand skills found
such effective and diverse application and expression.

SALVADOR DALI

Don Escamillo
soukroma sbirka

SALVADOR DALI

Don Escamillo
private collection
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Krev, kultura a zlato
Blood, Culture and Gold

Mario Virgilio Montanez Arroyo,

Picassova nadace / Picasso Foundation, Museo Casa Natal



Krev, kultura a zlato:
PribliZzeni bycich zapast z hlediska Spanélské kultury

Mario Virgilio Montaniez Arroyo, Picassova nadace, Museo Casa Natal

Ve Spanélském regionu Katalansko, kde se narodil Salvador Dali nebo Joan Miré a kde
se jako umélec formoval Andalusan Pablo Picasso byly byci zapasy zakazany. Argu-
mentovalo se moralnimi dlvody a snahou Vatikanu zakazat tuto aktivitu nékolik stoleti
nazpét. Ve Spanélsku se tak rozhotel spor mezi zastanci a odpfirci bycich zapast jakozto
vefejného ritudlu, ktery si v zemi svého puvodu ziskal titul narodniho svatku. Ostatné
Spanélsko je diky svému tvaru odpradavna popisovéano jako ,by¢i kiize”. Uméni bycich
zapasU se vSak odrazi také v kulture. Vice nez o takzvanou, byci kulturu” se jedna o to, co

nas obklopuje mimo zapal diskuse pIné hluku a hnévu, pisku a krve.

Byc¢i slavnosti jsou silné spojovany svou estetickou slozkou a svou podobou témér
posvatného ritualu spojovaného s Mitrovym kultem, ‘tauroboliem’; doslova kitem krvi
v podzemnim chramu. Avsak kromé této interpretace, kde se jako dalsi konstanta ob-
jevuje odkaz na Minotaura a jeho labyrint na Krété, je zde jesté dalsi prvek. Lze totiz
prohlasit, Zze odraz tauromachie nam ve vytvarném uméni zanechal mistrovskd dila
s Sirokym dosahem, ktery v této vystavé spojuje Picassa, Daliho a Goyu s Emilem Fillou
a Karlem Capkem.
Prvni umélecké ztvarnéni byku
se objevuje jiz ve stfedovéku.
‘I never made the painting Napfiklad v kuriéznim vyobrazeni
a work of art.
It’s just research.
When I paint
I feel that
all the artists of the past
are behind me.’
Picasso

z 11. stoleti je zobrazen “Blaho-
slaveny Ferdinand I. a Dofia San-
cha’, kde andél ozbrojeny kopim
Celi bykovi pfedstavujicimu zlo.

Znaméjsi a jiz vice zapasnické
jsou ilustrace ze 13. stoleti k pisni
144 “Byk z Plasencie”Alfonsa X.

Moudrého, ktery ve svych “Sed-

Blood, Culture, and Gold:
Bullfighting in the context of

Spanish culture
Mario Virgilio Montanez Arroyo, Picasso

Foundation, Museo Casa Natal

Bullfighting is now banned in Catalan, the region of
Spain where Salvador Dali and Joan Miré were born,
and where the Andalusian Picasso was formed as an
artist. The arguments employed against it were moral;
references were made to the fact that the Vatican tried
for several centuries to have bullfighting stopped. In
Spain there has been an intensification of the dispute
between supporters and opponents of bullfighting, a
public ritual that has acquired the status of a national
festivity in its country of origin, a country that since
time immemorial has been described as ‘the bull skin’
owing to its shape. Irrespective of the issue of moral
acceptability, however, the art of the bullfight is re-
flected in culture, and it is not so much about a ‘bull
culture; but about what we encounter away from the
zeal of the angry and noise-filled discussion, the sand
and the blood.

The argument often used to justify bullfighting is its
aesthetic quality, its image as an almost sacred ritual,
with links to the Mithraic cult, to the ‘taurobolium,
literally a baptism by blood in an underground tem-
ple. However, besides this interpretation, a constant
feature of which is the reference to the Minotaur and
its labyrinth on Crete, there is something else that is

PABLO PICASSO - MUSEO CASA NATAL



PABLO PICASSO PABLO PICASSO

PICADOR ENTRANDO EN LA ARENA, III PICADOR ENTRANDO EN LA ARENA, I11
Pablo Picasso Pablo Picasso
Bodnuti, IlI Spike, Il

September 2, 1959, Vauvenargues, lithograph and watercolour on paper

2.zari 1959, Vauvenargues, litografie a akvarel na papire,
Fundacién Picasso. Museo Casa Natal, Mdlaga

Fundacion Picasso, Museo Casa Natal, Malaga
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mero ¢astech” vydal prvni pravidla pro plvodni slavnost.

Ve 13. stoleti a na pocatku 14. stoleti bylo v kfizové chodbé klastera svatého Dominika

v Silosu zhotoveno 22 maleb na df

evé, které v linedrnim gotickém stylu zobrazuji presné

scény z bycich zapasu s pésimi zapasniky i jezdci. Pravé zde se objevuje dokonce i tore-

adorska plasténka pouzivana jiz ve stredovéku.

Pfejdéme ohromné dokumentarn

(nékteré jsou v rozkosném naivn

‘One never knows

what one is going
to do. One starts
a painting and
then it becomes
something quite

different.’
Picasso

i bohatstvi ilustraci knih o jezdectvi z 16. a 17. stoleti
im a téméf modernim stylu jako napfiklad sevillské
“Pojednani o jezdectvi”z roku 1678) a rytinz 18.a 19.
stoleti uréenych pro obdivovatele, ktefi si je vystavo-
vali ve svych domech vedle ndbozenskych obrazd
a zaméfme se na Goyovy obrazy. Goylv cyklus
“Tauromachie”, zvefejnény v roce 1816 obsahuje 33
grafik, k nimz se pozdéji pfipojilo dalsich 11 dfive
nevydanych a Ctyii litografie, nazvané “Byc¢i zapasy v
Bordeaux, které byly zhotoveny v exilu v letech 1824

a 1825 a kde ma obecenstvo dokonce vétsi vyznam

PABLO PICASSO

Byk v aréné

Vallauris, zdobena keramika
Fundacién Picasso Museo
Casa Natal Mélaga

PABLO PICASSO

Bull in the arena

Vallauris decorated ceramic
Fundacién Picasso Museo
Casa Natal Mdlaga

consistent, that in art the tauromaquia has inspired
masterpieces with universal reach and which in this
exhibition bring Picasso, Dali and Goya together with
Emil Filla and Karel Capek.

Art

The bull first appeared in art in the Middle Ages, and
it did so in a curious form, such as its 11th-century de-
piction in ‘Beatified Ferdinand | and Dofa Sancha, in
which an angel, armed with a lance, faces off a bull
that represents evil. Better known and more connected
with bullfighting are some 13th-century illustrations
to song no. 144 of ‘El Toro de Plasencia; by Alfonso X of
Seville (known as ‘el Sabio’), who published the rules
of bullfighting in his Siete Partidas (‘the seven-part
code’). Also in the 13th century, or no later than the
14th, 22 paintings on wood were made in the cloister
of the monastery of St Dominic in Silos, which in a line-
ar Gothic style depict specific bullfighting scenes, with
the fighters portrayed on foot and on horseback, and
in which we can even see a toreador’s cape, already in
use in the Middle Ages.

We shall leave aside the enormous documentary
wealth offered by illustrations in 16th- and 17th-
century books on riding (some of which are done in a
charmingly naivist and almost modern style, like the

PABLO PICASSO

Pikador, Zena a kdn

25. zafi 1959. barevny linoryt
Fundacién Picasso, Museo Casa Natal, Malaga

PABLO PICASSO
Picador, Woman and Horse

September 25, 1959, colour linocut
Fundacién Picasso, Museo Casa Natal, Mdlaga
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nez sami zdpasnici a byci. Tyto obrazy (kromé dalsich kreseb a maleb s ndmétem bycich
zapasu tohoto aragonského umélce) sdruzuji Goyovu nejvétsi expresivnost a obsahuji
viechny prvky uméni a barbarstvi, které jsou potifebné k tomu, aby si kazdy mohl

na svét koridy vytvofit vlastni nazor.

Kromé Edouarda Maneta, ktery namaloval portrét mrtvého toreadora ve zkracené
perspektivé a s jistou strnulosti, nebo Salvadora Daliho, ktery pojal svét bycich zapast
Zivé, aniz by pronikl do jeho dramatické hloubky, se k uméni tauromachie véze velké
jméno a to Pablo Picasso. Pravé Picasso byl jejim vekym obdivovatel jiz od détstvi, které
stravil v Malaze. Agonie byku a zapasnikU a krve: Picassovi obrazy bycich zapast nejsou

jen zachycenim scény, nybrz dramatem spojenym s fascinaci.

Hleddme-li fascinujici a nezapomenutelné umélecké dilo spojené s tématem koridy, je
to skulptura, kterou vytvofil Mariano Benlliure pro hrob toreadora Joselita, ktery zemfel
v roce 1920 ve véku 25 let. Ndhrobek byl v roce 1925 umistén na sevillsky hibitov San
Fernando. Télo toreadora (a polstar i plast, ktery ho hali) je vytvoreno z bilého mramoru,
zatimco katafalk neseny prlivodem muz(, Zen a déti je proveden z bronzu. Setkavame

se zde s vrcholem uméni vénovaného bycim zdpastiim.

PABLO PICASSO
Hlava byka hlediciho vlevo a vpravo - listopad 1948 Pariz, litografie a akvarel na papiie
Fundacion Picasso, Museo Casa Natal Malaga

Bull heads facing left and right - November 1948, Paris, lithograph and watercolour on paper

Fundacion Picasso, Museo Casa Natal Malaga

Sevillian ‘Treatise on Riding’ from 1678) and by 18th-
and 19th-century engravings created for aficionados,
who exhibited them in their homes right alongside re-
ligious images, and focus directly on Goya’s paintings,
his ‘Tauromaquia’ series published in 1816. It contains
33 prints, to which a further 11 previously unpublished
prints were added, along with 4 lithographs done in
exile in 1824 and 1825 titled Bullfights in Bordeaux,
in which the public occupies a more significant place
even than the fighters and the bull. These images (as
well as some other drawings and paintings on bull-
fighting by this Aragonese artist) possess all of Goya’s
expressive power and contain all the elements of
artistry and barbarity necessary for anyone to form
an opinion on the world of bullfighting. Alongside
Edouard Manet, who painted the portrait of a dead
toreador in compressed perspective and with a kind
of stiffness (one contemporary was heard to say it
looked more like a toreador carved of wood than a
dead toreador), or Dali, who created an animated
world of bullfighting, but did not penetrate the depths
of its drama, Picasso is the great name associated with
the art of tauromaquia. He was an admirer ever since
his childhood in Malaga, and perhaps more than any
other works on this theme it is his paintings and prints
that give vibrancy to the bloody event. The agony of
the bulls, but also the fighters, the blood, but also the
gold, Picasso’s bullfighting works are not just records
of scenes but capture a mixture of drama and fascina-
tion. However, if we are looking for a captivating and
unforgettable work of art with a bullfighting theme, it
is the sculpture that Mariano Benlliure created for the

PABLO PICASSO

Profil cerného byka

22.unora 1956, zdobend keramika
Fundacion Picasso, Museo Casa Natal Malaga

Profile of a Black Bull
February 22, 1956, decorated ceramic
Fundacion Picasso, Museo Casa Natal Mdlaga
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T¥i Zzeny a torero |l.
17.4anora 1954, Vallauris, litografie na papire
Fundacion Picasso, Museo Casa Natal, Malaga
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PABLO PICASSO
Three Women and a Torero Il

February 17, 1954, Vallauris, lithograph on paper
Fundacioén Picasso, Museo Casa Natal, Mdlaga
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Byci v barvé a na celuloidu

Viztah bycich zapasU a literatury je starodavny a tedy velmi rozsahly. Jiz zminéna pisen
Alfonse X. vypravi, jak se béhem bycich zapas( v Plasencii ocitl muz v aréné a pred smrti
ho zachranila modlitba pfitele, ktera pfiméla Pannu Marii k tomu, aby se zjevila a byka
porazila a zkrotila.

V dobé Zlatého véku nejsou byci zdpasy zminovéany tak casto, jak bychom ocekavali.
Muazeme sledovat jen nepatrné narazky u Lope de Vegy, v Cervantesové Quijotovi:
“"Honak nemél ¢as odpovédét, ani don Quijote uskocit stranou, i kdyby chtél; a tak ho
povalilo stado divokych byk( a vedoucich voll a houf honakd a dalsich lidi, ktefi byky

hnali do ohrady, kde se s nimi dal3i den mélo zapasit".

Francisco de Quevedo jim davéa vyznamny prostor v jednoaktovce “Levoruky kopinik’,
Tirso de Molina v komedii “Vérnost proti zavisti” a Juan Ruiz de Alarcén ve svém “Vse
je Stastna nahoda” Jako vrchol barokni literatury s namétem koridy je treba zd(raznit

Pedra Sota de Rojas a jeho “Chvala slavnosti konanych v Granadé v zafi 1609".

grave of toreador Joselito; who died in 1920 at the age
of 25. In 1925 this funerary monument was placed in
the San Fernando cemetery in Seville. The body of the
toreador (as well as the cape that covers it and the pil-
low) is made out of white marble, while the catafalque
and its pallbearers, among them men, women and
children, are done in bronze. Here we have not just the
height of art devoted to the bullfight, but also a mas-
terpiece of funerary art.

Bulls in colour and celluloid

Bullfighting and literature have also had a long and
variegated relationship. The above-cited song by Al-
fonso X tells of how during a bullfight in Plasencia a
man in the arena finds himself in danger and is saved
from death by a friend’s prayer that so touches the
Virgin Mary that she appears and then defeats and
tames the bull. During Spain’s Golden Age, by contrast,
bullfighting is not mentioned as frequently as one
might expect: just isolated references in Lope de Vega
and by Cervantes’ Quixote, while more space was giv-
en to bullfighting by Francisco de Quevedo in his one-
act play (The Left-Handed Chimney-Sweep), by Tirso
de Molina in his comedy Loyalty against Envy, and by
Juan Ruiz de Alarcén in his Everything’s a Happy Co-
incidence. The highpoint of baroque literature on the
corrida is Pedro Soto de Rojas’ Praise to the Festivities
in Grenada in September 1609.

PABLO PICASSO

Korida na ¢erném podkladu
Vallauris zdobena keramika
Fundacién Picasso, Museo Casa Natal, Malaga

PABLO PICASSO

Corrida on Black Ground
Vallauris, decorated ceramic
Fundacién Picasso, Museo Casa Natal, Mdlaga
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Picador vstupuje do arény I
23.srpna 1959 Vauvenargues, linoryt
Fundacién Picasso, Museo Casa Natal, Malaga

PABLO PICASSO

Picador Enters the Arena lll
August 23,1959 Vauvenargues, linocut
Fundacion Picasso Museo casa Natal Mdlaga
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V 18. stoleti se pfitomnost bycich zdpasl ve Spanélské literatufe omezuje. Vyjimkou je
Nicolds Fernandez de Moratin, ktery si ve své basni “By¢i slavnost v Madridu” dovolil
predstavit Cida jako by¢iho zapasnika v Madridu. Ze se ze zminéné basné zachoval
v paméti jen ohnivy zacatek, je pfiznacné: “Madrid, slavny hrad / co odhani krale maur-
ského strach. / Slavnostné planou jeho arény, / jelikoz je mistem rodnym / Alimenéna z

Toleda”.

V 19. stoleti, které bylo bohaté na lidovou kulturu, je svét bycich zapast pastvou pro
zarzuely, Spanélské lidové zpévohry (patii sem “Chléb a byci” od Barbieriho, nebo obé
zarzuely vénované Curritovi de la Cruz) a dokonce i opery (Bizetova“Carmen®). Frasky od
Arnichese a bratri Alvarez Quintero, dramata “Toreador” od Alfonse Sastra a “Ramirez”
od Jaimeho de Armifdn, stejné jako andaluské hry Salvadora Tavory ukazujici by¢i za-

pasy v divadle.

Popis koridy nalezneme také ve hfe “Mariana Pineda’, jejimz autorem je Federico Garcia
Lorca. Ten slozil i jednu ze tii nejlepsich elegii ve Spanélském jazyce “Plac¢ pro Ignacia
Sancheze Mejiase” (druhé dvé jsou “Pisen o otcové smrti” od Jorgeho Manriqua a “Elegie
na Raména Sijé” od Miguela Hernandeze).

Veskerd symbolika, imaginace a obfadnost bycich zapasl jsou zachyceny v Lorkové
basni: “V pét hodin odpoledne. / Bylo pfesné pét hodin odpoledne. / Dité pfineslo bilé
prostéradlo / v pét hodin odpoledne. / Kosik s vdpnem je jiz pfipraveny / v pét hodin

odpoledne. / Ve byla smrt a jen smrt /v pét hodin odpoledne”.

Fernando Villalon, Rafael Alberti, Cristébal de Morales nebo autor populdrnich romanci
Manuel Benitez Carrasco, to jsou dal$i neopomenutelna jména Spanélské poezie, kterd
byla bohatd na byc¢i a toreadorskou tematiku. V préze je to kromé slavného romanu
“Krev a pisek” (1908) Vicenta Blasca Ibaneze také “Torero Carancho” (1926) od Ramé-
na Gémeze de la Serna, “Smrt odpoledne” a “Fiesta” od Ernesta Hemingwaye (a jeho
reportaz“Nebezpecné |éto” o rivalité mezi Luisem Miguelem Dominguinem a Antoniem
Ordénezem), “Trubky strachu” od Angela Mariy de Lera a spousta dalsich dél. V pos-
ledni dobé upoutala pozornost “Manoletova svita” od Joaquina Péreze Azaustre, kde je
Manolete pfedmétem zkoumani hlavni postavy, které nese zapletku a zaroven naplriuje

roman motivy bykl a bycich zapasu.

In the 18th century bullfighting was a weaker presence
in Spanish literature, but for some exceptions, such as
Nicolds Ferndndez de Moratin, who in his poem Bull-
fight in Madrid took the liberty of presenting El Cid as
a bullfighter in Madrid. It is telling that only the fiery
beginning of the poem has survived in memory: ‘Ma-
drid, famed castle / fear of which staves off the King
of the Moors. / Its arenas area alight with celebration,
/ as it is home / to Alimendn of Toledo.” The unortho-
dox but wonderful 18th-century writer Diego de Torres
Villarroel also counted the toreador trade among his
various unusual occupations.

In the 19th century, a period rich in folk culture, the
bullfighting world became material for zarzuelas
(such as Barbieri’s Bread and Bulls, and two zarzuelas
devoted to Currito de la Cruz) and even operas (Bizet's
Carmen). Farces by Carlos Arniches and the Alvarez
Quintero brothers, Alfons Sastro’s drama Toreador
and Jaime de Armifidn’s Ramirez, and various plays by
the Andalusian Salvador Tdvora staged the bullfight
in the theatre, and a description of the corrida is even
found in the play Mariana Pineda by Federico Garcia
Lorca, who also composed one of the three greatest el-
egies in the Spanish language, Llanto por la muerte de
Ignacio Sdnchez Mejias (Lament over the Death of Ig-
nacio Sdnchez Mejias; the other two are Coplas por la
muerte de su padre / Coplas on the Death of His Father
by Jorge Manrique and La Elegia a Ramédn Sijé / Elegy
for Ramén Sijé by Miguel Herndndez). All the symbol-
ism, imagination, and ceremony of the bullfight are
matrvellously captured in Lorca’s brilliant poem A las
cinco de la tarde / At Five in the Afternoon: It was ex-
actly five in the afternoon. / The child fetched a white
sheet / at five in the afternoon. / The basket of lime
stands ready / at five in the afternoon. / Everything
was death and only death / at five in the afternoon.

Fernando Villalon, Rafael Alberti, Cristébal de Morales
and even popular romance novelist Manuel Benitez
Carrasco are the memorable authors of Spanish poet-
ry filled with bulls and toreadors. In prose, such works
include Vicento Blasco Ibdfez’s novel Sangre y arena
(Blood and Sand; 1908), Torero Caranche by Ramdn
GAmez de la Serno, Death in the Afternoon and Fiesta
by Ernest Hemingway (and his non-fiction work Dan-
gerous Summer about the rivalry between Luis Miguel
Dominguin and Antonio Orddiez), Trumpets of Fear
by Angelo Maria de Lero, and many other works. More
recently, Joaquin Pérez Azaustre’s novel La Suite de
Manolete (Manolete’s Suite) has drawn interest; in it
Manolete is the subject of an investigation by the cen-
tral character, and this forms the basic plot and fills
the novel with bull and bullfighting motifs.

Bullfighting has not fared well in film. An important
turning point was the 1922 silent film adaption of Vi-
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Velka korida
10. brezna 1949, Pariz, litografie, akvarel, kvas a perokresba na papire
Fundacién Picasso, Museo Casa Natal, Malaga

PABLO PICASSO

The Big Bullfight

March 10, 1949, Paris, lithograph, watercolour, gouache and pen
drawing on paper

Fundacién Picasso, Museo Casa Natal, Mdlaga
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Ve filmu nedostal motiv koridy tolik prostoru. Vyznamny meznik predstavuje némy film
z roku 1922 rezirovany Fredem Niblem s legendarnim Rodolfem Valentinem.

Dalsim je adaptace romanu “Krev a pisek” Vicenta Blasca Ibafeze, ktery byl znovu zfil-
movan v roce 1941 Rubenem Mamoulianem a Tyronem Powerem a znovu poté v roce
1989 rezisérem Javierem Elorrietou. Tato posledni adaptace ziskala atraktivni obsazent:
Sharon Stone, José Luis de Vilallongo a Antonio Flores.

V obdobi frankismu se mnoho $panélskych produkci pokusilo vyuzit by¢i zapasy
v dramatu a literature. NeUspésné.

Kniha Muriel Feinerové “Torero! By¢i zapasy ve filmu” poukazuje na nedostatec¢nou
kvalitu film(, které byly vénovany koridé. Film “Matador” (1986) Pedra AlImoddvara, na
jehoZ scénafi se podilel také Jesus Ferrero, znamena estetické pfiblizeni k tauromachii.
Prestoze ma film velmi dobrou zapletku, blizi se spiSe japonskému erotickému dramatu

“Ai no corrida” (1976) Nagisy Oshimy nez uméni bycich zapast jako takovych.
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Woman on a Balcony

January 3 1960 Vauvenargues
lithograph and frontage on paper
Fundacién Picasso Museo Casa
Natal Mdlaga

Zena na balkéné,
Vauvenargues, 3. ledna 1960,
litografie a frotdz na papire
Fundacién Picasso, Museo
Casa Natal, Mélaga

PABLO PICASSO

Pablo Picasso: Tanec banderill,
Vallauris, 17. Gnora 1954,
litografie na papire

Fundacién Picasso, Museo Casa
Natal, Malaga

cento Blasco Ibdriez’s novel Sangre y arena directed
by Fred Niblo and starring the legendary Rudolf
Valentino. The film was remade in 1941 by Ruben
Mamoulian starring Tyrone Power, and then again
in 1989 by director Javier Elorrieta with the attrac-
tive cast of Sharon Stone, José Luis de Vilallongo
and Antonio Flores. During the Franco years many
Spanish productions attempted to employ the bull-
fighting motif in theatre and literature, but were un-
successful. Muriel Feiner’s book Torero! Bullfighting
in Film points out the lack of quality of films devot-
ed to the bullfight. Pedro Almodévar’s film Matador
(1986), with a screenplay by Jesus Ferrero, offers
aesthetic insight into tauromagquia, and although
the plot runs like clockwork, the film is closer to the
Japanese erotic film Ai no corrida (In the Realm of
the Senses; 1976) by Nagisa Oshima than it is to the
art of bullfighting.

PABLO PICASSO

Pablo Picasso: Dance banderilla,
Vallauris, 17 February 1954, litho-
graph on paper

Fundacidn Picasso, Museo Casa
Natal, Mdlaga
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Hra na byka Bull at Play

14.2. 1954, litografie na papire February 14, 1954, lithograph on paper
Fundacion Picasso, Museo Casa Natal, Malaga Fundacion Picasso, Museo Casa Natal, Mdlaga
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P¥iznivci a odpurci

Debata s odptrci by¢ich zapast se ve Spanélsku vede od 18. stoleti, kdy nastoupila
na tran francouzska dynastie Bourbona a Filip V. vydal zakaz, aby se dvorané ucastnili
bycich predstaveni. Pfedtim Filip Il. ignoroval zadost papeze Pia V. formulovanou v bule
“De salutis gregis dominici” vydané v Rimé 1. listopadu 1567, aby byla zakazana “ona
predstaveni, kde béhaji na ndmeéstich byci a divoké selmy”. Nedavno objevena anonym-
ni zprava, datovand okolo roku 1570 a adresovana ¢lenu kralovské rady Juanu Lopezovi
de Velasco tvrdila, ze “Bylo by dobré, kdyby Jeho Svatost uznala, Ze tento zvyk zapasit
s byky na oslavu a pro zabavu je v téchto zemich starodavny, Ize fici, Ze se uziva jiz vice
nez pét set let” Ferdinand VL. jiz v dobé osvicenstvi povolil pofadat byci zapasy pouze
pro dobrocinné Gcely. Jeho naslednik Karel lll. je v roce 1771 dokonce zrusil.

Naposledy se jednalo v parlamentu o zruseni v roce 1877 na névrh markyze de San Car-
los. Smysleni lidu tehdy zachytila fraska “Na koridu!” od Ricarda de la Vega s Chuecovou
hudbou:"Je to Spanélsky svatek / ktery se dédi z pokoleni na pokoleni, / a nezrusi ho ani

vldda / ani ho nezrusi nikdo jiny”.

Této debaté se mohou obyvatelé Spanélska jen tézko vyhnout. Enrique Tierno Galvan
ve své eseji z roku 1951 “Byc¢i zapasy, narodni udalost” prohlasil, Ze “zlstat lhostejnym
vUci udalosti tohoto druhu znamend byt zcela cizi spole¢nému psychologickému
povédomi”. V tomtéz textu zddraznil vychovnou hodnotu slavnosti a vychvalil ji az do
ohromujicich extrém: “Byc¢i zapasy jsou udalost, ktera poskytla nejvétsi spolecenskou
a dokonce politickou vychovu Spanélskému lidu”. Proti jakémukoliv pfizpGsobovani
slavnosti nové dobé se také tvrdé vyjadfil pozdni ¢len skupiny 98 Eugenio Noel, ktery
zemfel vroce 1936 a temperamentni Manuel Vicent, ktery pddné obhajuje konani bycich
zapasl kazdorocné na svatek svatého Izidora v Madridu. Kontrast k nim tvofi patrné esej
“Nesly$na hudba bycich zapasd” od Josého Bergamina, ktery jejich pfiznivcm piicita pod-
smyslnou schopnost vnimani, vyjaddienou aforistickym a pedantskym Bergaminovym
stylem: “Kouzelné a podivuhodné uméni zapasu s bykem ma také svou hudbu (vnitini
i vnéjsi) a to je to nejlepsi, co ma. Hudbu pro zrak duse a pro sluch srdce: coz je to tfeti
ucho, o kterém hovofil Nietzsche: to, které nasloucha vy3si harmonii”. Umélecky ¢i bar-

barsky ritudl pokracuje. A spolu s nim i debaty, které ho provézeji.

Supporters and opponents

A debate has ranged between supporters and oppo-
nents of the bullfight in Spain since the 18th century,
when the French Bourbon dynasty took the throne
and Phillip V issued a ban forbidding members of the
court from attending bullfights. Long before that,
Philip Il had ignored the order Pope Pius V gave in his
papal bull De salutis gregis dominici issued in Rome
on 1 November 1567 requiring the banning of ‘those
performances in which bulls and wild beasts run on
the squares. A recently discovered anonymous re-
port dating from 1570 addressed to a member of the
royal council, Juan Ldpez de Velasco, states: ‘It would
be good if His Holiness recognised that this custom
of fighting with the bulls as a celebration and a pas-
time is an ancient one in these lands, it could be said
that it has been practised for more than five hundred
years. During the Enlightenment, Ferdinand VI al-
lowed bullfighting only for charitable purposes, and
his successor, Charles Ill, banned it entirely in 1771.
Banning the event was considered by Parliament for
the last time in 1877 in response to a proposal from
the Marquis of San Carlos. The public’s attitude at that
time was captured in Ricardo de la Vega’s farce for the
stage A Los Toros (To the Bulls) with music by Federi-
co Chueca that featured one line that was especially
popular among supporters: ‘It's a Spanish festivity /
passed down from generation to generation, / and it
will not be abolished / not by the government or any-
one else’ No Spaniard can easily avoid this debate; in a
1951 essay titled ‘Bullfights, a National Event, Enrique
Tierno Galvdn declared that ‘to remain indifferent to
events of this kind one must be absolutely alienated
from our shared mental awareness. In the essay he
even emphasises the educational value of bullfight-
ing and extols it to the highest extreme: ‘Bullfighting is
the event that has given the Spanish people its great-
est social and political education.’ Eugenio Noel, a late
member of La Generacion 98 who died in 1936, came
out strongly against any modification of the bullfight
to conform to the modern era, as has the tempera-
mental Manuel Vicent, who each year compellingly
defends the bullfight on the feast day of St Isadora in
Madrid. In contrast, in his essay ‘The Inaudible Music
of the Bullfight; José Bergamin accuses supporters of
an extra-sensory perceptive ability, expressed in Ber-
gamin’s aphoristic and pedantic style: ‘The magical
and remarkable art of the bullfight also has music (in-
ternal and external) and that is the best part of it. Mu-
sic for the eyes of the soul and music for the ears of the
heart; which is the third ear, the one Nietzsche spoke
of, the one that listens to a higher harmony. Artistic
or barbaric, the ritual continues. As do the debates. In
the meantime the myths and art endure and are born
again.
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Kvétiny s bycky
29.¢ervna 1959 - 9. dubna 1960 linoryt tfi barvy
Fundacion Picasso, Museo Casa Natal, Malaga
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Bull Flower
June 29, 1959- april 9, 1960 three-colour linocut
Fundacion Picasso Museo Casa Natal Mdlaga
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Pablo Picasso:
Sueno y mentira de Franco, 1937

Serena Baccaglini

Dilo Sueno y mentira de Franco se zrodilo z myslenky finan¢ni pomoci Druhé $panélské
republice, kterd se postavila generdlu Frankovi. Litografické desky byly vytvofeny v
nékolika mdlo dnech mezi 8. a 9. lednem 1937. Zcela

dokonceny byly v kvétnu 1937 po vybombardovani bas-

‘One must
act in painting kického mésta Guernica.
as in life,
directly. Nacisté podporujici generala Franca piedvedli v Guer-
Picasso nice bombardovani civilniho obyvatelstva v dosud

nevidaném rozsahu. Tragédie se stala impulsem pro

Pablo Picasso:

Sueno y mentira de Franco, 1937

Serena Baccaglini

The work Sueno y mentira de Franco was born out
of the idea of providing financial assistance to the
Republic of Spain in its resistance to General Franco.
The lithographic plates were created over several days
in early January 1937. The works were completed in
May, already after the bombing of the Basque town of
Guernica.

Supporting General Franco, the Nazis bombarded
the civilian population of Guernica to an extent never
before witnessed. The tragedy motivated Pablo Pi-
casso to create the painting Guernica. The remarkable

PABLO PICASSO — SUENOY MENTIRA
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8.ledna 1937 January 8,1937
akvatinta Aquatint
31x42cm 31x42cm

Soukroma sbirka Private collection
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Pabla Picassa, ktery vytvofil stejnojmenny obraz. Uchvatné dilo zobrazuje Zenu, byka

a koné jako désivé souputniky. Napadeny byk symbolizuje ohrozeni $panélského lidu a
jeho sily. Beznadéj, bolest a chaos zde Picasso vyjadfil pouzitim cerné, bilé a Sedé barvy.
Béhem druhé svétové valky se pfislusnik gestapa zadival na fotografii Picassovy Guer-
nicy a zeptal se ho:“To jste udélal Vy?”Picasso odpovédél:“Ne, to vy.” Pro svou uméleckou

a symbolickou hodnotu se stal obraz jeho nejslavnéjSim dilem.

General Franco je v Picassovych dilech zobrazovéan jako nechutnd obluda provadéjici
ty nejhorsi skutky. Jedna se o nejsilnéjsi projev proti diktatufe a proti Frankovi, jaky kdy

Picasso vytvoil.

painting portrays a woman, a bull and a horse as fel-
low travellers through the same horrific experience.
Picasso expresses the despair, pain and chaos in black,
white and grey colours. During the Second World War
a member of the Gestapo looked at a photograph
of Picasso’s Guernica and ask him "You did this?, to
which Picasso replied ‘No, you did. The artistic and
symbolic value of this painting has made it Picasso’s
most famous work.

In Picasso’s works General Franco is portrayed as a dis-
gusting monster committing the most horrible deeds.
This is the most powerful and most vivid statement
against dictatorship and against Franco that Picasso
ever made.
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Pablo Picasso:
Guernica — pripravny karton

Serena Baccaglini

Dilo Guernica je monumentalni nejen svymi rozméry, ale i svou symbolickou silou. Pro
Pabla Picassa neznamenaly by¢i zadpasy pouze vasnivou podivanou na boj ¢lovéka se
zvifetem. Davaly mu moznost interpretovat jeho na-
‘MY work is like zory. Tematiku by¢ich zapast vyuzil k vyjadieni postoje
a diaI’Y- To un- k diktatufe generala Franka.

derstand it, you
have to see how

it mirrors life.

Picasso

Obrazem Guernica se Picasso snazil upozornit vefejnost
na bombardovani stejnojmenného baskického mésta
dne 26. dubna 1937. Uchvatné dilo zobrazuje Zenu,
byka a koné jako désivé souputniky. Napadeny byk
symbolizuje ohrozeni Spanélského lidu a jeho sily. Beznadéj, bolest a chaos zde Picasso
vyjadfil pouzitim ¢erné, bilé a Sedé barvy. Dnes je Guernica symbolem miru a jeji ori-
ginal je trvale vystaven v Museu Reina Sofia v Madridu. Diky jedine¢né zapujcce
pripravné kresby se navstévnikim naskytne prilezitost vcitit se do Picassovych pocit(.

Pfipravna kresba ma totiz stejné impozantni rozméry jako vysledna tapiserie (7 x 3,3 m).

Pablo Picasso:

Guernica the Carton

Serena Baccaglini

Guernica is a work of monumental dimensions and
symbolism. For Pablo Picasso the bullfight constituted
more than just a passionate spectacle of a battle man
against beast, it was also an opportunity for him to ex-
press his opinions. He used the theme of the bullfight
to express his view of General Franco’s dictatorship.

In Guernica Picasso tried to draw the attention of the
public to the bombing of the Basque town on 26 April
1937. This extraordinary painting by Picasso depicts a
woman, a bull, and a horse side by side in horror. The
attacked bull symbolises the threat to the Spanish
people and their strength. Picasso expressed despait,
pain and chaos in this work using black, white and
grey colours. Today Guernica is a symbol of peace. The
original painting is a permanent exhibit at the Museo
Reina Sofia in Madrid. Thanks to the special loan of the
preparatory drawing for the painting visitors will have
a unique opportunity to identify with how Picasso felt
at the time he created the painting. The preparatory
drawing has the same impressive dimensions as the
final painting (7 x 3.3 m). One of the reproductions of
the original Guernica, which unlike the original is less
monochromatic, hangs in the building of the United
Nations in New York at the entrance to the Security
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Jedna z reprodukci,tapiserie” Guernica, kterd je na rozdil od origindlu méné monochro-
maticka, je vystavena na sténé budovy OSN v New Yorku u vchodu do mistnosti Rady

bezpecnosti.

Pfed Guernikou byla tvorba Pabla Picassa pomérné apolitickd. Béhem vélky se za-
byval spiSe vnitfni logikou svych uméleckych inovaci. Oviem bombardovani Guerniky
pfimélo Picassa vyrovnat se s politickymi problémy. Pfi praci na malbé Guernica vydal

vefejné prohlaseni

“Spanélsky boj je boj reakce proti narodu, proti svobodé. Cely maj zivot umélce nebyl
ni¢im jinym nez soustavnym bojem proti reakcionafstvi a smrti uméni. Jak by si nékdo
mohl i jen na okamzik myslet, Ze bych mohl souhlasit s reakcionafstvim a smrti? Kdyz
povstani za¢alo, fadné zvolena a demokratické republikénska vidda Spanélska mé zvo-
lila feditelem muzea Prado, na post, ktery jsem okamzité pfijal. Na obraze, na kterém
pravé pracuji a ktery nazvu Guernica a ve viech svych nedavnych dilech, jasné vyjadfuji

svij odpor k vojenské kasté, ktera potopila Spanélsko do oceanu bolesti a smrti..”

PABLO PICASSO — GUERNICA

Council.

Pablo Picasso was relatively apolitical in his work be-
fore Guernica. He was more concerned with the inter-
nal logic of his artistic innovations during the war, but
the bombing of Guernica forced him to confront politi-
cal issues. He made a public statement at the time he
was working on the Guernica mural:

‘The Spanish struggle is the fight of reaction against
the people, against freedom. My whole life as an art-
ist has been nothing more than a continuous struggle
against reaction and the death of art. How could any-
body think for a moment that | could be in agreement
with reaction and death? When the rebellion began,
the legally elected and democratic republican gov-
ernment of Spain appointed me director of the Prado
Museum, a post which | immediately accepted. In the
panel on which | am working which I shall call Guer-
nica, and in all my recent works of art, | clearly express
my abhorrence of the military caste which has sunk
Spain in an ocean of pain and death..!

Six days after the bombing of Guernica Picasso began
work on a mural for the Spanish Pavilion at the Inter-
national Expo in Paris held in the summer of 1937.
The master accepted the commission from the Span-
ish government in January 1937 to paint a mural for
the Spanish Pavilion but no subject was decided upon.
The bombing in April provided him with topic. Painted
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Sest dni po bombardovani mésta Guernica zapo¢al Picasso praci na nasténném platné
pro $panélsky pavilon na Mezindrodni vystavé v Pafizi, jeZ se konala v 1été 1937. Mistr
pfijal v lednu 1937 zakazku Spanélské vlady na nasténnou malbu pro Spanélsky pavilon
na zatim neurcené téma. To mu poskytl dubnovy bombovy utok. Obraz je téméf mono-
chromaticky (odstiny 3edé s nafialovélymi, namodralymi a nahnédlymi tony). Je velmi
dobre zdokumentovan diky 45 pfipravnym studiim a 7 fotografiim dila v rGznych stadiich
vyvoje. Scéna se odehrava v temnoté v otevieném prostoru, obklopeném hoficimi bu-
dovami. Postavy, obéti, jsou rozmistény v trojuhelniku: prchajici Zena, ranény kin, trpici
lidstvo, poskozena socha véle¢nika (klasické zobrazeni, mozna padlych Spanélskych
republikant). Vrchol trojuhleniku “oko” elektrické svételné koule (obraz slunce/oka) a
zena s lampou (svétlo udrzujici temnotu/byka v patficném odstupu). Vpravo hofici bu-
dova s padajici Zenou (mozna trpici Mafi Magdalena). Nalevo bédujici Zena s mrtvym
ditétem, jez vyjadfuje kfikem svou bolest (plivodné na zebfiku, jakoby snimdni Krista
z kfize), za niz stoji byk (ohrozujici ¢i ochranujici Zenu a dité?). Dalsi postavy jsou pték
(stoupajici ¢i padajici, plvodné maly okfidleny kiini/ duse) a kvétina (symbol regenerace

a nadéje.)

almost in monochrome (shades of grey with some
purplish and bluish and brownish tints), it is a very well
documented painting, with 45 preliminary studies
and 7 photographs of the mural at various stages of
development, showing the evolution of the painting.

The scene is set in darkness and in an open space, sur-
rounded by burning buildings. Figures, victims, are
within a triangle: a fleeing woman, a wounded horse,
suffering humanity, the broken statue of a warrior (the
classic image perhaps of fallen Spanish republicans).
At the tip of the triangle is the ‘eye’ of an electric light
globe (an image of the sun/eye) and a woman with
a lamp (light holding darkness/the bull at bay). To
the right is a burning building and a falling woman
(perhaps a suffering Mary Magdalene). To the left is a
wailing woman with a dead baby who shouts her pain
(she was originally on a ladder, as though carrying
Christ down from the cross), behind that stands a bull
(threatening or protecting the woman and child?).
Other figures are a bird (rising or falling, originally a
small winged horse/soul) and a flower (a symbol of re-
generation and hope).
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Glorvina Durrbach Célerier



Pablo Picasso:
Guernica — pripravny karton

Glorvina Durrbach Céleérier

Jacqueline Renom de la Baume (1920 - 1990) se tkani na stavu technikou basse-lice

vénovala jiZz v roce 1950, poté, co se s manzelem,

‘My whole life
as an artist has
been nothing more
than a continuous
struggle against

sochafem René Durrbachem, usadila v Cavalaire
pobliz Saint-Tropez v kubistickém domé, ktery jim

propuijcil jejich pritel, malif Albert Gleizes.

reaction and the Predtim zhotovila tkané verze obrazli Fernanda
égera, Jacquese Villona, Roberta Delaunaye, Alber-
Picasso ta Gleizese, Augusta Herbina a René Durrbacha.

Pablo Picasso:

Guernica the Carton

Glorvina Durrbach Célérier

Jacqueline Renom de la Baume (1920 -1990) was al-
ready weaving on aloom basse-lice in 1950, after hav-
ing settled down with her husband René Durrbach, a
sculptor, in Cavalaire, near-by Saint Tropez, in a cubist
style house lent to them by their friend, the painter Al-
bert Gleizes.

She had previously weaved paintings from Fernand
Léger, Jacques Villon, Robert Delaunay, Albert Gleizes,
Auguste Herbin and René Durrbach. It was at this time
in 1951 in Saint-Tropez, that she met Pablo Picasso,
who had gone there for a stroll with his friend Paul
Eluard.

PABLO PICASSO — GUERNICA
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Pravé této dobé, v roce 1951, potkala v Saint-Tropez Pabla Picassa, ktery se zde prochazel

se svym pfitelem Paulem Eluardem.

Jeji zpUsob interpretace dél prostiednictvim tkani se Pablovi velmi libil a proto ji pozval

k sobé domd, aby si o jejim stylu tkani promluvili.

O dva roky pozdéji na schlizce s Pablem mu René a Jacqueline Durrbachovi ihned
predestreli, Ze by chtéli do podoby tapiserie pfevést jeden z jeho obrazl harlekyn(.
Hotova tapiserie byla Picassovi pfedstavena v roce 1954. Picasso s ni byl spokojen a
navrhl Jacqueline, poté, co ji fekl ,Mam pro tebe prekvapeni’, aby pro jeho pfitele Nel-
sona Rockefellera zhotovila tkanou verzi jeho obrazu Guernica. To bylo opravdu milé
prekvapeni.

‘It is your work
in life that is
the ultimate

seduction.’
Picasso

Obraz Guernica namaloval Picasso pro $panélsky pavilon
na Svétové vystavé v roce 1937, ktera se konala v Pafizi.
Jejim namétem byla dramaticka udalost, k niz doslo dva

mésice predtim: bombardovani $panélské vesnice Guer-

nica.

PABLO PICASSO — GUERNICA

Her interpretation of weaving pleased Pablo and he
proposed she come to visit him at his home to talk
about her method of weaving.

It was only two years later that René and Jacqueline
Durrbach requested, an appointment with Pablo, to
propose that they create a tapestry out of one of his
paintings the Harlequins.

The tapestry, once completed, was presented to Pi-
casso in 1954.

Picasso approved the tapestry and he proposed to Jac-
queline, having previously told her ‘| have a surprise
for you, that she interpret, in weaving, the painting
of Guernica for his friend Nelson Rockefeller. Indeed it
was a gorgeous surprise.

The painting Guernica was achieved by Pablo Picasso
for the Spanish Pavilion at the Universal Exposition of
1937, which took place in Paris. Its subject was a dra-
matic event that had occurred two months earlier: the
bombing of the Spanish village of Guernica.

So, early 1955, Jacqueline and René from the card-
board carton in 6 stripes as large as the loom,started
the realization of the Guernica tapestries.
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‘I don’t own any
of my own pain-
tings because a
Picasso original
costs several
thousand dollars
-it’s a luxury
I can’t afford’’
Picasso

Na pocatku roku 1955 tedy Jacqueline a René stfidavé
pracovali na skice na kartonu, o niz se méla opirat re-
alizace tapiserie. Vedouci Muzea dekorativnich uméni
v Pafizi, Francois Mathey, nechal obraz Guernica pfi
prilezitosti Picassovych 75. narozenin pfivézt z New
Yorku a vystavit v Muzeu.

To bylo poprvé, co byl Pablo osloven, aby vystavoval
v néjakém pafizském muzeu.

Hned, jakmile Picasso schvalil predlohu na kartonu,

zapocala Jacqueline s praci na své interpretaci dila prostfednictvim viny. Byly utkany tfi

exemplare.

Po nasledujici roky az do Pablovy smrti méa od néj Jacqueline svoleni vytvofit tkané ver-

ze 27 jeho obrazu, vzdy ve tfech exemplafich.

V poslednich letech svého Zivota Pablo fikaval: ,Utkej, co chce$, nepotiebujes mj

souhlas!” Ale Jacqueline de la Baume nikdy netkala zadné z Picassovych dél bez

predchoziho rozhovoru s Pablem a jeji specifické interpretace: “Tisser durant vingt ans

un artiste devient une histoire d'amitié.”

The museum keeper Francois Mathey, brought over
from New York, for Picasso’s 75th birthday, the paint-
ing of Guernica, which was then displayed at the Mu-
seum of the Arts Décoratifs of Paris. This was the first
time that Pablo was invited to exhibit in a Parisian
museum. Jacqueline and René Durrbach, started their
work by viewing the Guernica painting in Museum of
the Arts Decoratifs of Paris.

Once Picasso had given his approval of the cardboard
support, Jacqueline started her interpretation of it in
wool.

Three copies have been weaved.

Jacqueline then had until Pablo passed away authori-
sation from him to weave 27 of his different paintings,
in three copies each.

In his last years, Pablo used to say: ‘'Weave what you
want, you do not need my authorisation; but Jacque-
line de la Baume never weaved any of Picasso’s works
without having held previously un jeu de dialogue
with Pablo and her choices of interpretation.

‘Tisser durant vingt ans un artiste devient une histoire
d'amitié’

PABLO PICASSO — GUERNICA
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Pablo Picasso:
Picasso a Luis Miguel Dominguin

Serena Baccaglini

Na knize Toros y Toreros se podilel i Luis Miguel Dominguin, snad viibec nejslavnéjsi
toreador. Pablo Picasso ho o text sdm pozadal, aby tak doplnil jeho tfi seSity inkous-
tovych kreseb. Ty pochazeji z obdobi mezi lety 1950 — 1960, kdy Picasso s oblibou chodil

sledovat Dominguinovy zépasy do arén v Nimes, Arles, Fréjus nebo Vallauris.

V padesétych letech byl Luis Miguel Dominguin jeden z nejvyznamnéjsich toreadori
$panélské “Fiesta” a jednoznacné celosvétové nejzndméjsi osobou pro své uméni bycich
zapasuy, ale také pro svij fascinujici soukromy zivot, ktery vedl; byl zndmy svymi mi-
lostnymi aférami. Do roku 1948 byl oslavovan jako ,cislo jedna” v uméni bycich zapast
a stal v centru pozornosti, ktera silila i v nasledujicich letech, ackoli mezi lety 1953 a
1956 zépasil s byky ¢astéji nez ve Spanélsku v Americe a ve Francii. V roce 1958 potkal
béhem jedné z cest do Francie v Arles Picassa, a jesté tyZ rok pobyval se svou manzelkou,
herec¢kou Lucii Bose, v Picassové rezidenci“La Californie” v Cannes. Pravé tento moment
odstartoval hluboké pratelstvi zalozené na silném obdivu. Lucia Bosé, ktera byla v tu
dobu zndma nejenom jako Zena toreadora, ale také jako velmi Uspésna herecka, byla

dllezitym svédkem setkani téchto dvou génid, uzndvaného umélce azndmého toreadora.

Setkani a nasledna splet vztahG mezi tfemi vyznamnymi lidmi — malifem, toreadorem a
krasnou hereckou - polozila zéklady fascinujicimu ptibéhu. Zrodil se trojuhelnik, ktery
vyzafoval mimoradnost, originalitu a svidnost zaroven. Dikazy o vzajemné svadéni se
vynofuji z jazykové formy, kterou pouzivali jako systém pro svou komunikaci, a to uméni.Pi-
casso oddané obdivoval toreadora pro jeho eleganci, jeho krasu a ladnost, s jakou dokézal

vykondvat své uméni, které se sklddalo z neopakovatelnych zazitkd a neutuchajici odvahy.

Picasso si sdm pro sebe vymezil nadlidskou hodnotu matadora, jeho hrdinsky postoj
v Zivych krvavych obétech tolik typickych pro kazdy by¢i zapas. Picassova nenaplnéna
touha stat se toreadorem ho inspirovala k zhmotnéni postavy Minotaura, imaginarni
shakespearovské bytosti, ve které alegoricky ztvarnil sebe. Dominguin objevil pro Pi-

cassa novy model muzské krasy, archetyp pro jeho dila inspirovand bycimi zépasy.
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Pablo Picasso:
Pablo Picasso and Luis Miguel
Dominguin

Serena Baccaglini

Toros y Toreros is a book furnished with a text by pos-
sibly the most famous torero Luis Miguel Dominguin.
Pablo Picasso himself asked Dominguin for the text
which was to supplement the artist’s three notebooks
of ink drawings. The drawings date back to the period
between 1950 and 1960 when Picasso frequented
with great enjoyment Dominguin’s fights in bullrings
in Nimes, Arles, Fréjus or Vallauris.

In the 1950s Luis Miguel Dominguin was one of the
most important toreros of the Spanish ‘Fiesta’ and
certainly the best known internationally, both for his
ability in the art of bullfighting and because of his
fascinating social life and innumerable love affairs.
By 1948 he had been hailed as the ‘Number One’ in
bullfighting, a fame that grew in subsequent years,
though between 1953 and 1956 he took part in bull-
fights in America and France more often than in Spain.
In 1958, on one of his trips to France, Dominguin met
Picasso in Arles and in that same year the torero and
his wife, the actress Lucia Bosé, stayed at Picasso’s resi-
dence in Cannes, “La Californie’, for the first time. This
started the friendship that was based on strong admi-
ration.Lucia Bosé, who was not only famous for being
the famous torero’s wife, but who also had a very suc-
cessful career as an actress, was the important witness
of this meeting between two geniuses, the established
artist and the famous torero.

The meeting and the ensuing relationship among
the three celebrities — the painter, the torero, and the
beautiful actress - could generate its own fascinat-
ing story.It was a triangle of an extraordinary, original
and seductive force. Evidence of their reciprocal seduc-
tion emerges from the language form they used as a
system of communication: art.

Picasso devotedly admired the torero for his elegance,
his beauty, and the plasticity of his art, which was
made of unrepeatable sensations and courage. The
painter himself defined the superhuman value of the
matador, his heroic attitude in living the bloody sac-
rifice typical of every bullfight and his impassible pro-
tagonism in this moving ritual of death, a condition
like that of a semi-God. Picasso’s unfulfilled hidden
desire to become a torero, had inspired him to invent
the figure of the Minotaur, an imaginary, Shakespear-
ian being in which he wanted to picture himself alle-
gorically. In Dominguin, Picasso met a new model of
male beauty, an archetype for his works inspired by
the bullfight.






Fotky z osobniho alba Lucie Bosé s Picassem, ktery je oblecen jako Photos from the personal album of Lucia Bosé with Picasso wearing
Toreador traje de luz of Dominguin
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Pablo Picasso:
Picasso a Lucia Bose

Serena Baccaglini

Luis Miguel Dominguin a Lucia Bosé se s Pablem Picassem sezndmili na konci padesatych
let. Bylo to v obdobi, kdy byl jiz Picasso povazovan za jednoho z nejdulezitéjsich autort
dvacatého stoleti. V té dobé Zil jiz vice jak rok v jizni Francii, v Antibes, Vallauris, Cannes
a Vauvenargues. Luciinu pfirozenou krasu, spontannost a to, jakym zplsobem davala
najevo svou radost, kdyz zjistila, Ze se stane matkou, Picasso obdivoval a nachéazel v nich
inspiraci. V mnoha aspektech mohla byt Lucia onou‘modelkou; kterou umélec pozoruje
zpovzdali za bozského ticha.V poslednich letech predstavoval tento vizualni vztah mezi
modelkou a umélcem pro Picassa onen inspirativni podnét pro jeho neovladatelné ‘vo-
yeurské'impulsy, skrze které svadél a byl svadén.

Pro umélce bylo $tésti, které z paru Dominguin a Bose vyzarfovalo a to i poté, co pfivedli
na svét tii déti, zdrojem inspiraci, které ho v tomto obdobi ovliviovaly; stejné jako
zvitata a nymfy, vyraz radosti ze Zivota.

Tyto roky radosti, veseli, spontannosti a spoluticasti jsou kostrou praci, které Picas-
so vénoval “la unica’, jak umélec Lucii prezdival. Je to jakasi intimni sbirka, tvorend s
oddanosti k ni i k jeji rodiné. Dila jsou zanesena do netradi¢niho kontextu, coz vsak nic
neméni na jejich dllezitosti; je do nich zanesena umélcova duse, kterd je stvofila a kterd
je neustale pretvafi: vyjimecny darek pro nase odi, které davaji najevo radost z toho, ze
mohou zprostiedkovat pohled na takové mnozstvi kreativity a citlivosti zaroven.
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Pablo Picasso:

Pablo Picasso and Lucia Bose

Serena Baccaglini

Luis Miguel Dominguin and Lucia Bosé met Pablo Pi-
casso at the end of the fifties. In those years, Picasso
was already considered the most important living
artist of the twentieth century. For almost a year, he
had lived in the south of France, in Antibes, Vallauris,
Cannes, and Vauvenargues. Lucia’s natural beauty,
her spontaneity and happiness in becoming a mother
were a source of inspiration and admiration for Picas-
so. In many aspects, Lucia could be ‘the model’ that
the artist observed from a distance, in religious silence.
For the Picasso of later years, the ‘visual’ relationship
between model and painter represented the most im-
aginative expression of his irresistible ‘voyeur’ impulse
that sees and explores everything through the artist’s
glance, that seduces and that is seduced. To the art-
ist, the happiness expressed by the Dominguin-Bosé
couple, even through the birth of their three children,
represented a further source of inspiration, dear to the
Picassian themes of that period: the family of fauna
and nymphs, the expression of the joy of life.

These years of joy, of mirth, spontaneity and involve-
ment are the main fulcrum of these works that Picasso
dedicated to her, la unica’ as the great artist was used
to call Lucia. It is an intimate collection, preserved
with devotion and care by Lucia and her family. The
works were made for special contexts, but are no less
important for this reason; they are impregnated with
the soul of the artist that made them and with the soul
of those that still possess them: a delightful gift for our
eyes, which will be met with admiration for having
seen so much creativity and sensitivity.



PICASSO - BOSE

PABLO PICASSO
Malit Pablo Picasso a modelka v kfesle

1963, linoryt
Sbirka Lucie Bose

PABLO PICASSO
The Painter Pablo Picasso and a Model in a Chair

1963, linocut
Lucia Bosé collection

PABLO PICASSO
Bacchanale: “flétnista a tanecnici s ¢inely

1959 linoryt
Sbirka Lucie Bosé

PABLO PICASSO
Bacchhanal: Flautist and Dancers with Cymbals

1959 linocut
Lucia Bosé collection
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PABLO PICASSO
Kytice ve vaze

1964 linoryt
Sbirka Lucie Bose

PABLO PICASSO

Bouquet in a Vase and Torero Face

1964 linocut
Lucia Bosé collection
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PABLO PICASSO
Bacchhanal: Flautist and Dancers with Cymbals

1964 linocut
Lucia Bosé collection
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Pablo Picasso:
Carmen, 1949

Serena Baccaglini

Sérii Carmen vytvofil Picasso jako ilustraci romanu Prospera Méeriméeho z roku 1847.
Je tvofena 38 rytinami, na kterych jsou zobrazeny tvafe muz{ a Zen, andaluské zvyky a

hlavy byk. Picasso v ni dosahl obdivuhodné stylizace.

Déj se odehrava v prostiedi Zivota andaluskych cikand a obdivuhodné zachycuje jejich

zvyky. Autor vypravi pfibéh osudné lasky Josého ke krasné cikdnce Carmen.

Poutnik bloudici po Spanélsku se seznamuje s banditou José Navarrem a poskytuje mu
sluzbu. Po urcité dobé se s nim znovu setkdva v Cordobé, kde se odehraje zutiva hadka
mezi Navarrem a Carmen. Kratce na to se dozvida, Ze byl bandita José zaten a ¢ekd ho
poprava. Rozhodne se ho navstivit ve vézeni, kde nasloucha jeho vypravéni. Dozvida se,
ze Navarro byval rozvaznym a laskavym ¢lovék, byl ale oc¢arovan Carmen, kvali které se
stal zlodéjem a vrahem. Pfemozen vlastni vasni ji poté, co ho opustila kvli pikadorovi,
zabil. Pfib&éh Carmen oZivil v Picassovi vzpominky na Spanélsko a koridu, které vyjadfil
genialnim zplGsobem na papife a znovu tim dokazal své mimoradné tvirc¢i nadani. Dilo
vydala v roce 1949 Bibliothéque Francaise v Pafizi.V poc¢tu 320 exemplail bylo vytisténo

ateliérem Roger Lacouriere. Vystaveny exemplaf je podepsany autorem.
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Pablo Picasso:
Carmen, 1949

Serena Baccaglini

Picasso created his Carmen series as illustrations for
the 1847 novel by Prosper Mérimée. It comprises 38
engravings depicting the faces of men and women,
the customs of Andalusia, and the heads of bulls. Pi-
casso achieved a remarkable form of stylisation in
these works.

The action of the novel is set among the Gypsies of An-
dalusia, capturing their way of life and customs. The
author tells the story of José’s fateful love for the beau-
tiful Gypsy girl Carmen.

A traveller wandering through Spain meets and helps
a bandit named José Navarro. He later meets him
again in Cordoba, where Navarro and Carmen have
an angry argument. Shortly after it is learned that José
has been arrested and is to be executed. The traveller
decides to go visit him in prison and hears his life story.
He learns that Navarro was once a kind and prudent
man, but he was bewitched by Carmen and for her
became a thief and murderer. Overcome by his pas-
sion for her after she leaves him for a picador he kills
her. The story of Carmen stoked Picasso’s memories of
Spain and the bullfight, which he expressed brilliantly
on paper, and again demonstrated his extraordinary
creative talent. The work was published in 1949 by a
Bibliotheque Francaise in Paris. It was printed by Atel-
ier Roger Lacouriére with a print run of 320 copies. The
exhibited copy is signed by the author.
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38 tabuli + 2 titulni stranky 38 plates +2 title pages

rytiny, 1949 engravings 1949

cm 33x26 33x26cm

320 .VytiSkG vydanych Bi.bliothéque Francaise v Parizi a vytisténe 320 copies published by La Bibliothéque francaise in Paris and printed
Ateliérem Roger Lacouriere by Atelier Roger Lacouriere

série je podepsana autorem The series is signed by the author
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Pablo Picasso:
Le chant des morts (Pisent mrtvych), 1941

Serena Baccaglini

Velmi zajimava je postava Daniela Henryho Khanweilera, velkého obchodnika a vy-
davatele, ktery vyrazné promluvil do uméleckého déni 20. stoleti. Propagoval a pod-
poroval kubistické malite, intuitivné vycitil silu avantgardniho uméni - publikoval
specialni uméleckd vydani a pobizel své umélce k ilustrovani versi novych basnikd,
antikonformist(, jako napf. Guillauma Apollinaira, Tristana Tzary, Pierra Reverdyho a

umoznil tak vytvoreni jedinecné vytvarné sbirky.

D. H.Khanweiler a Vincenc Kraméf, které pojilo dlouholeté pratelstvi, sehrdli klicovou roli

pfi vytvoreni vyznamné Picassovy sbirky v Narodni galerii v Praze.

Uplna sbirka Le chant des morts je pfikladem toho, jak mGze osviceny obchodnik ov-
livnit uméni své doby. Byl to pravé on, kdo motivoval umélce, mezi nimiz byl i Pablo

Picasso, aby ilustrovali dila basnika.

Pierre Reverdy, ktery byl Picassovym pfitelem jiz od ¢ast Bateau Lavoir (v predchozi
vystavé o Modiglianim byla vystavena ojedinéld origindlni fotografie tohoto mista,
které je symbolem zrozeni moderniho uméni v Pafizi), je jednim z nejdulezitéjsich fran-

couzskych basnikl Ctyficatych let.

Picasso sivybral mocné symboly, zdGraznil je ¢ervenou barvou by¢ikrve a nechal je volné

tancit mezi slovy basnika. Ctrnact listd bylo vytvofeno v roce 1941, v Pafizi okupované
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Pablo Picasso:

Le chant des morts (The Song of the Dead),

1941

Serena Baccaglini

Daniel Henry Khanweiler, a great businessman and
publisher who played a prominent role in 20th-centu-
ry art history, is an interesting figure. He promoted and
supported cubist painters, he intuitively recognised
the power of avant-garde art and published special
art issues, encouraged his artists to illustrate verses of
new poets, non-conformists, such as Guillaume Apol-
linaire, Tristan Tzara, Pierre Reverdy, and thus helped
create a unique fine art collection.

D. H. Khanweiler and Vincenc Kramdr, who enjoyed a
long friendship, contributed to the creation of an out-
standing collection in the National Gallery in Prague.

The complete collection of Le chant des morts is an
example of how an enlightened businessman could
influence the art of his times. Kahnweiler succeeding
in getting artists to illustrate works by poets, and in
this case he managed to win over Picasso.

Pierre Reverdy was one of the most important French
poets of the 1940s and was a friend of Picasso’s, da-
ting back to their days at Bateau Lavoir (the Mod-
igliani exhibition last year presented a rare original
photograph of this location, a symbol of the birth of
modern art in Paris).

Picasso used powerful symbols in this work, emphasi-
sing them with the red of bull’s blood, and letting them
dance in between the poet’s words. Picasso created
fourteen lithographs in 1941, in Nazi-occupied Paris,
and they capture the heaviness of the atmosphere at
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nacisty a zachycuji tihu téchto dni. llustrace byly vytvofeny mezi roky 1946 a 1948. Sou- that time. The book were created between 1946 and
1948. The volume was published in 1949 and contains

bor litografii se vaze k roku 1949 a zahrnuje 125 syté rudych grafik, které zapadaji mezi 125 rich red prints in between the words: ‘This makes it

jednotliva slova: “Manuskript je tim iluminovan a to mu dodava ritualni, ndbozensky an illuminated manuscript and adds a ritual, religious
quality to it/ (Goeppert, 50) It is the only illustrated edi-
charakter” (Goeppert, 50). Jednd se o jediné ilustrované vydani, které Picasso vytvofil tion that Picasso created for the publisher Tériade. The

work is a stunning synthesis of Picasso’s key themes:
the female body, fauna, bullfight scenes, eagles, owls
fauna, scény z bycich zapasu, orlové, sovy; to viechno jsou dvojznacné symboly, ve — these are all symbols with double mea-nings domi-
nated by abstraction, but at the same time it is as
though Picasso were sharing his entire world with us.

u vydavatele Tériada. Dilo ohromuje syntézou picassovskych témat: zenské postavy,

kterych prevlada abstrakce a pfitom jako by s nami Picasso sdilel cely svuj svét.

PICASSO: LE CHU
(PISEN MRTVWCE
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Salvador Dali

Michael R. Lucas, Phyllis Lucas Gallery



Dali a Picasso: Dali and Picasso:
Michael R. Lucas, reditel Phyllis Lucas Gallery Michael R. Lucas, Director of the Phyllis Lucas
Gallery

Paralely Parallels

. . oy i . Dali and Picasso had extraordinary artistic careers
Jak Dali, taki Picasso v pribéhu své mimofadné umélecké y

¢ . . that revolutionised 20th-century art and culture. They
DraWIHg is the dréhy zp(sobili prevrat v uméni a kultufe 20. stoleti. Vyni- excelled in drawing, painting, sculpture, stage design,
hOHCSty kali v kresbé&, malbé, sochafstvi, scénografii, uméleckém print making, and inventing experimental art forms.

They both wrote poetry, acquired larger-than-life pub-
lic personas and pursued complex and scandalously
controversial private lives. Both were intensely proud

in art. There is tisku a v objevovani experimentalnich uméleckych
forem. Oba psali poezii, stali se vyraznymi osobnostmi

no possibility

fch . O vefejného Zivota a vedli komplikovany a skandélné kon- of their national heritage as Spaniards and not less so
O. C eatlng. T troverzni soukromy Zivot. Oba byli nesmirné hrdi na of their Catalonian culture and sensibility. Although
is it beautiful své narodni dédictvi jako Spanélé a stejnou mérou na separated in age by 23 years, their ideas, politics and

) i ) o ) Weltanschalungen as young, aspiring artists were
or ugly svou kataldnskou kulturu a citovost. Ackoliv byl mezi nurtured in the same heady, avant-garde milieux of
Dali nimi vékovy rozdil tfiadvaceti let, jejich ideje, politické pre- and post-World War | Barcelona.

presvédceni a vnimani svéta se u obou, tehdy mladych ] ) ) )
adinaiicich umélcii rozviiely ve steind oboiném a avantaardnim spoledenském Dali and Picasso were both passionately driven, dyed-
Zzacinajici u U, rozvijely v ) PO vantg ! P in-the-wool workaholics, and in spite of that -- or

prostfedi pfedvalecné a mezivalecné Barcelony. because of it -- they each had in their childhood and
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Dali i Picasso byli oba vasni pohanéni, zaryti workoholici, avsak navzdory tomu - nebo
snad pravé proto — méli oba v détstvi i ve svém profesionalnim Zivoté jiskrivy a potmésily
smysl pro humor, ktery prostupoval jejich uméni i osobni Zivot. Oba také byli, a¢ kazdy
v jiném ohledu, velci narcisté, ktefi zboznovali, kdyz se na né soustfedila pozornost, byli
fotografovani a kdyz se mohli predvadét v komickych a vystiednich kostymech a bi-
zarnich prevlecich.

Odlisnosti

Picasso se snazil udrzet sv(j soukromy Zzivot skute¢né soukromym, ani pfi volbé té-
mat pro své malby se nesoustiedil na svij psycho-socidlni, osobni vyvoj. Pro Daliho
platil pravy opak. Na zdkladé cetby Freudova Vykladu sn0 vyvinul svoji ,paranoidné-
kritickou metodu”. Jejim prostfednictvim zkoumal vlastni podvédomi a to za ucelem
prekonani svych fobii, zachvatl vzteku a antisocidlniho, sado-masochistického cho-
vani, které mucilo jeho samotného i ostatni v prlbéhu jeho détstvi i dospivani.
Daliho tématika v malbé se soustfedovala okolo nejintimnéjsich detaild jeho
soukromého Zivota: Uzkosti v détstvi, vnitiné pro-
pletené sexuality a dysfukéni rodiny.

‘I do not paint
a portrait that
looks like the
model, rather
it is the model

Intimni vztahy

Béhem své kariéry se Picasso téSil spole¢nosti fady
manzelek, ¢etnych milenek a spolehlivé svity spolu-

pracujicich modelek. Oproti tomu Dali zazil jedno velké who should
milostné vzplanuti, které mélo podobu padesat let trva- look like the
jiciho vztahu s Galou Diakonoff, jeho otrocky oddanou < 9
< . . . portrait.
manzelkou. Na rozdil od Picassovych partnerek, Gala D 1,
all

byla pfitomna ve viech aspektech Daliho zivota i tvorby.
Ackoli ji autoti Daliho biografii nevykresluji odpovida-
jicim zpusobem, Gala byla Daliho hlavnim uméleckym spolutviircem, manazZerkou,
osetfovatelkou, muzou a nejdllezitéjsi modelkou. Gala méla neuhasitelny eroticky
naboj a oplyvala zna¢nou sexudlni kreativitou a obratnosti. Tyto jeji vlastnosti hrély
vyznamnou roli ve zmirnéni Daliho Uzkosti, zabran a fobii souvisejicich se sexem. V
nékolika autobiografiich Dali vyjadfuje, Ze to byla pravé Gala, kdo ho zachranil pred
silenstvim a umoznil mu dosdahnout uméleckych a literarnich dspécha.

Zavér: Daliovska dialektika vé¢ného zatraceni a lehké ironie

Jako predcasné vyzraly adolescent objevujici kubismus mél Dali k Picassovi velky res-
pekt a obdiv. Po kratkou dobu Dali experimentoval s kubistickym stylem Picassa a Juana
Grise. Kdyz prijel Dali poprvé do Pafize, zamifil rovnou do Picassova ateliéru, kde stravil
nékolik hodin nadSenym studiem Picassovych platen. Picassovi se Daliho prace libily a
kdyz se Dali pozdéji do Pafize prestéhoval, predstavil Daliho svym znamym a piatelam,
véetné Gertrudy Steinové. Jak se Dalimu dostalo uznani a slavy, Picasstv vztah k nému

126 PABLO PICASSO — SALVADOR DALI

throughout their professional careers an ebullient and
prankster- prone sense of humor that infused their art
and their personal lives. They both were also, in very
different ways, committed narcissists who adored at-
tracting attention, being photographed, and showing
off in comical, over-the-top costumes and bizarre dis-
guises.

Contrasts

Picasso tended to keep his private life private and his
thematic choices in painting did not focus on his psy-
cho-social, personal history. The opposite was true for
Dali. Having read Freud’s Interpretation of Dreams, he
developed his ‘paranoiac-critical method’ to probe his
subconscious in order to overcome his phobias, tan-
trums, and anti-social, sado-masochistic behaviour
that tormented him and others in his childhood and
adolescence. Dali’s subject matter in painting cen-
tred on the most intimate details of his private life: his
childhood fears, his self-entangled sexuality, and his
dysfunctional family.

Intimate Relationships

Throughout his career Picasso enjoyed a succession
of wives, multiple mistresses, and a steady entourage
of cooperative models. Dali, on the other hand, had
a single great love affair that became a 50-year rela-
tionship with Gala Diakonoff, his slavishly loyal and
devoted wife. In contrast to Picasso’s female partners,
Gala was intimately involved in all aspects of Dali’s life
and work. Although under-illuminated by Dali biogra-
phers, Gala served as Dali’s chief artistic collaborator,
business manager, nurse, muse, and most important
model. Gala was also voraciously erotic and possessed
considerable sexual creativity and finesse. These qual-
ities played a not insignificant role in tempering Dali’s
sexually-related fears, inhibitiions and phobias. In his
several autobiographies Dali credits Gala with saving
him from madness and making possible his artistic
and literary achievements.

Conclusion: The Dalilian Dialectic of Fire-and-Brim-
stone and Tongue-in-Cheek

As a precocious adolescent discovering Cubism Dali
had the highest respect and admiration for Picasso.
For a short period Dali experimented with the Cubist
style of Picasso and Juan Gris. When Dali made his
first visit to Paris he went directly to Picasso’s studio
where he spent several hours avidly studying Picasso’s
canvases. Picasso liked Dali’s work and later, after Dali
would move to Paris, introduced Dali to his contacts
and friends, including Gertrude Stein. As Dali gained
recognition and fame Picasso’s relationship to Dali
cooled. While Dali continued to acknowledge Picas-
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. ] ochladl. Zatimco Dali dal uznaval Picassovu nadfazenost
Picasso is a jakozto malife a stale vice opévoval Picassovu genialitu,
genius, Like zaroven Picassa opakované obvifioval z pokusu znicit
me. Picasso is posvatnou zapadni tradici figurativniho uméni starych
2 communist. mistrd. Dali sam sebe vnimal jako ,ochrance viry” a trval
R na tom, aby Picasso upustil od neustdvajici produkce
I do not. modernistickych experimentd postradajicich realisticky
Dali obsah a hloubku.

Na Daliho hlasité polemiky a donkichotskd tazeni, ktera
proti nému Dali vedl, odpovidal Picasso tak, Ze nereagoval. To Daliho rozcilovalo a
zaroven — v duchu paradoxu vpravdé daliovského - k ironickym dopistim, které svému
souputniku-géniovi posilal a v nichz ho v jedné vété proklinal a ve druhé vynasel do
nebes.

so’s superiority as a painter and would wax poetic in
praise of Picasso’s genius, Dali would also repeatedly
accuse Picasso of attempting to destroy the hallowed
Western tradition of Old Master representational
painting. Dali saw himself as ‘defender of the faith’
and insisted that Picasso desist from his non-stop pro-
duction of Modernist design experiments lacking real-
ist content and depth.

In the face of Dali’s increasingly strident polemics and
quixotic campaigns against him Picasso demurred
and responded by not ever responding. That Picasso
was not bothered infuriated Dali and inspired him to
ever more explosive, over-the-top public outbursts
but also — in true Dalilian paradoxical spirit — to
tongue-in-cheek letters to his fellow genius cursing
him in one sentence and praising him to the skies in
the next.

Salvador Dali in New York at Phyllis Lucas Old Print House
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Tauromaquia

Vaclav Rakos



Tauromaquia:

Od krvavého ritualu k umélecké formé

Vaclav Rakos

Moderni korida je néco docela jiného nez ritudl, jenz inspiroval kuptikladu malife Fran-

ciska Goyu. Korida, jak ji znal a psal o ni Hemingway a jakou miloval a maloval Picasso, je

“The artist is a
receptacle for
the emotions
that come from
all over the pla-
ce: from the sky,
from the earth,
from a scrap of
paper, from a pas-
sing shape, from
a spider’s web.’
Pablo Picasso

navzdory vzitym predstavam o tisiciletych tradicich
mlady umélecky obor ne starsi nez jazz, mladsi nez

film a 0 hodné mladsi nez moderni vytvarné uméni.

At uz budeme za klicovy okamzik zrodu moderniho
vytvarného uméni povazovat rok vzniku Olympie
Edouarda Maneta (1863), dal$iho z génil $tétce in-
spirovaného koridou, ¢i rok vystaveni slavné Im-
prese Clauda Moneta (1874), moderni korida je
mladsi témér o pll stoleti. Jejim otcem je matador
Juan Belmonte (1892 - 1962), jenz do arény v roce
1913 teprve vstoupil.

Goya pfinesl svédectvi o archaické, formélné i es-

teticky jesté zdaleka nevytfibené verzi koridy. |

Tauromaquia:

From Bloody Ritual to Art Form
Vaclav Rakos

Modern bullfighting is something quite different from
the ritual that inspired painters such as Francisco
Goya. Despite established notions of its being a tra-
dition that dates back millennia, the bullfight that
Hemingway knew and wrote about and that Picasso
painted is no older than jazz, is younger than film, and
is much younger than modern art. Whether we regard
the birth of modern art to have arrived with the crea-
tion of Olympia (1863) by Edouard Manet, another
genius with the paintbrush who was inspired by the
bullfight, or with the exhibition of Claude Monet’s fa-
mous Impression: Sunrise (1872), the modern bullfight
is still almost half a century younger. Its father is mata-
dor Juan Belmonte (1892-1962), who walked into the
bullfight arena for the very first time only in 1913.

Goya documented an archaic and not yet
formally or aesthetically refined version of the bull-
fight. Even Manet’s The Dead Toreador and Bullfight
were already completed by the time Belmonte, a con-
temporary of Hemingway and Picasso, was born. Art
provides eloquent testimony to how much the bull-
fight has changed over time.

From prehistoric times wild bulls were hunt-
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Manetova platna Mrtvy matador ¢i Byci zdpas byla hotova, kdyz Belmonte, vrstevnik
Hemingwaylv i PicassQv, jesté nebyl na svété. O tom, jak dikladné se korida zménila,

vytvarné uméni vymluvné svéddi.

Divoké byky lovili, zabijeli (a pojidali) pfislusnici viech civilizaci Iberského poloostrova
uz od pravéku. Obrazy praturl v jeskyni Altamira v severo$panélské Kantabrii byly
namalovany nejpozdéji pred deseti tisici lety a jejich krasa lidstvo pfiméla zménit pohled
na estetické citéni prapredkd. Picasso malby - obdivuhodné anatomicky vérné i
stylizované, provedené s prekvapivym umem i respektem k bykam, znal.“Od chvile, kdy

existuji, je vytvarné uméni zbytec¢né,” fekl.

Obét byka nebo néjaka forma klani s nim byla souc¢asti snad vsech starovékych
stfedomofskych kultur. Nejvyznamnéjsi postaveni byk zaujal v kultufe minojské civili-
zace (asi 2700 - 1450 pt. n. |.) zndmé freskami s obrazy gymnastickych preskok( roht
utocicich bykd. Minojci Stredomofi hospodarsky ovladli — .. )
Painting is
just another
way of keeping
a diary.
Pablo Picasso

a obchodovali i s dne$nim Spanélskem, kde zistala for-
ma bycich zapasl blizkd minojské zachovana ve formé
zvané Concurso de Recortadores. Minojské hry byly
nejspis ritudlem zasvéceni do dospélosti; mladi Spanélé
uskakuji pfed rohy a Iétaji nad nimi v plavnych skocich a

pfemetech i dnes.

Od Il. stol. pt. n. I. postupné ovladl vétsinu dnedniho Spanélska, kam vnesli i svou kul-
turu, Rim. Gladiatofi v fimskych arénach ¢&elili také divokym bykim, jak dokladaji fimské
mozaiky z prvni poloviny IV. stol,, a jednim z typU gladidtord byl retitarius ozbrojeny
trojzubcem a rybaiskou siti. Mozna to byl néktery gladiator, kdo poprvé pfipoutal bykav

utok k pohybu textilie, cozZ je zéklad techniky koridy.

Jako vyznamné obétni zvite byka zmiruje Stary zakon. Pfipomenme, Ze zékladni figura
s plasténkou (suerte, jak Fikaji Spanélé) se jmenuje verénica podle svaté Veroniky, ktera
podle legendy otfela rouskou JezZiSovi na Kfizové cesté zkrvavenou tvafr. Plasténka se pfi
verdnicas drzi tak, jak byvala svata Veronika zpodobovana. Aniz si to kdo uvédomuije,
byk je v onom pojmenovani zprostfedkované ztotozriovan s obétinou v krestanstvi

nejvyssi - s JeziSem.

Rimské hry se zvitaty ptetrvaly do kfestanskych dob, ale pfimy pitedchddce koridy pfisel
az po padu Rima. Jsou jim jezdecké by¢i zépasy provozované ve stfedovéku slechtici

z koriskych sedel na nameéstich a v jizdarnach jezdeckych spolkd. Uz tehdy byli k ruce
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ed and killed (and eaten) by every civilisation that
inhabited the Iberian Peninsula. The beautiful paint-
ings of aurochs in the cave at Altamira in Cantabria
in northern Spain, which are at least ten thousand
years old, forced humanity to change its view of the
aesthetic sensibilities of our distant forbears. Picasso
knew the paintings — anatomically remarkably accu-
rate and stylised, and done with astonishing skill and
respect for the bulls — and said of them: ‘From the mo-
ment they came into being art has been redundant.

Bull sacrifices or some sort of contest with
a bull were a feature of every ancient Mediterranean
culture. The bull occupied the most prominent posi-
tion in Minoan culture (circa 2700- 1450 BC), known
for its frescoes depicting gymnastic leaps over the
horns of an attacking bull. Mediterranean Minoans
economically dominated and traded with what is now
Spain, where a form of the bullfight similar to the Mi-
noan version has survived in the so-called Concurso
de Recortadores. The Minoan games were probably
a ritual of induction into adulthood; even today there
are young Spaniards dodging the bull’'s horns with
graceful leaps and handsprings.

From the 2nd century BC Rome gradually as-
sumed control of most of what is now Spain and intro-
duced Roman culture to the territory. In Roman arenas
gladiators faced off against wild bulls, as depicted in
Roman mosaics from the first half of the 4th century,
and one type of gladiator was the retitarius, who was
armed with a trident and fishing net. Perhaps it was a
gladiator who first directed the bull’s attack towards
the movement of a piece of cloth, the basis of bull-
fighting technique.

The bull is mentioned in the Old Testament
as an important sacrificial animal. It should be re-
membered that there is a manoeuvre that a bullfight-
er makes with his cape (or suerte in Spanish) that is
called a verénica after St Veronica, who is said to have
used her veil to wipe Jesus’ bloody face on the Way of
the Cross. In a verdnica the cape is held in a way that
mimics the gesture of St Veronica. In this way, without
anyone’s awareness, the bull is being indirectly identi-
fied with the greatest sacrificial figure in Christianity
—Jesus.

Roman games involving animals survived
into Christian times, but the direct forerunner to the
corrida emerged after the fall of Rome. These were
equestrian bullfights, which the mediaeval nobil-
ity engaged in on horseback and which were organ-
ised in public squares or in the riding halls of eques-
trian clubs. Back then there were already villagers on
hand with capes, the predecessors of today’s toreros.
These contests were more than just an artistic form of
bloody test of courage and battle and riding skill. The
Moors, who at one time ruled over Spain (711-1492);
the Christian nobility used these contests to practice
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venkované s plasténkami, predchidci dnesnich to-

‘Others have
seen what is and
asked why. I
have seen what
could be and
asked why not.’
Pablo Picasso

reros. Zapasy byly vice nez uméleckou formou krva-
vou zkouskou odvahy a bojového i jezdeckého umu.
Maurové, pod jejichz nadvladou Spanélsko bylo (711
- 1492), i krestansti slechtici se v nich pry cvicili pro
vzdjemny stfet. Pozdéji nabyvaly na vyznamu s tim,
jak se rozpadala Spanélskd zamorskd moc a do vlasti
se z kolonii vraceli vojevldci, ktefi neméli v dobé miru
jak jinak cvicit boj. Takové zdpasy se provozovaly i na
kralovském dvore pii vyznamnych udalostech a ve zjemnélé formé se zachovaly dodnes

v podobé zvané Corrida de Rejones, o niz tak pisobivé pise Capek.

Vynélez koridy pfirkla historie andaluskému tesafi z Rondy Francisku Romerovi (1700 -
1763), ktery se v roce 1726 vrhl na pomoc $lechtici, jehoz byk srazil z koné a byka odlakal
kloboukem. Stal se prvnim matadorem z lidu, stanovil prvni pravidla koridy véetné toho,
podle néhoz byk musi byt zabit v souladu s torerskou cti zepfedu ranou do mista, jez je
schopen chranit si rohy a zalozil vyznamnou torerskou dynastii. Pro nové lidové uméni
se zacaly stavét byci amfitedtry, prvni stadiony na svété od antiky a nasilny stiet se zacal

ménit v rafinovanou uméleckou formu jen velmi zvolna.

Do déje vstupuje Goya (1746 - 1828). Bylo by pfilis snadné fici, ze krvavy ritudl jej
pfitahoval jen jako symbol tragického dramatu. Portréty ¢lenl klanu Romeru a dalsich
matador( maloval se v3i Uctou k jejich stavu. Svéd¢i o tom, ze byl i aficionado ¢ili

stoupenec koridy.

Jednim z portrétovanych matadort byl Pedro Romero (1754 - 1839), jenz na cestu k
moderni koridé postavil vyznamny milnik. Jako prvni umélec mezi matadory tvrdil, ze
kazdy ukon s bykem musi nejen smérovat k jeho zabiti v souladu s torerskou cti, ale musi
byt také esteticky plsobivy. Koridu po inovacich Pedra Romera, jehoz jménem Hem-
ingway prekftil matadora Cayetana Ordoieze ve svém prvnim romanu Fiesta (1926),

poznal Manet, prorok moderniho vytvarného uméni.

Moderni korida se vSak méla teprve zrodit. Pfispélo k tomu mnoho matador(, ale teprve
maly, churavy a nepohyblivy Belmonte z nouze a do dtsledku uplatnil zékladni pravidlo
moderni koridy: matador se pfed bykem nemd pohybovat viibec, ma byka ovladat jem-
nymi pohyby latky, ma své i bykovy pohyby ulahodit, u¢init plivabnymi, aby se zdalo,
Ze nejen pohyb, ale i ttha hmoty a tok ¢asu jsou pod jeho vlddou. Ma za ukol “povznést

byka nad hromadu rozzufeného masa a sebe nad uzlicek nervd,” napsal publicista
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for military conflict. Later, they gained in importance
when the Spanish Empire collapsed and military com-
manders returned from the colonies and in times of
peace had no other way to practice battle. These fights
took place in the royal court on important occasions
and a more moderate version has survived to date
in the form of the Corrida de Rejones, of which Karel
Capek has so memorably written.

History has ascribed the invention of the cor-
rida to an Andalusian carpenter from Ronda named
Francisco Romero (1700-1763), who in 1726 leapt to
the assistance of a nobleman who had been knocked
of his horse by a bull, and Romero used his hat to draw
the bull away. He became the first matador to emerge
from the people, and he established the first rules of
the corrida, including the method by which the mata-
dor is to give the bull an honourable death with a blow
from the front to a spot where the bull is still able to
defend itself with its horns. Romero also founded an
important dynasty of matadors. Bullfighting arenas,
the first stadiums in the world since the classical age,
began to be built for this new folk art, and, very gradu-
ally, a violent conflict began to be transformed into a
refined art form.

Here enters Goya (1746—1828). It would be a
simplification to say that he was drawn to the bloody
ritual for its symbolism of tragedy. He also painted
portraits of members of the Romero clan and other
matadors and with great respect for their status. He
was evidently an aficionado of the corrida.

One of the matadors whose portrait he paint-
ed was Pedro Romero (1754-1839), an important fig-
ure in the evolution of the modern corrida. He was the
first to see the matador as an artist and claimed that
the matador’s every move should not just be aimed at
giving the bull an honourable death, but should also
produce an aesthetic effect. The version of the corrida
encountered by the pioneering Manet was that which
followed from Romero’s innovations, and Hemingway,
in his first novel Fiesta (1926), gave the bullfighter that
he modelled on matador Cayetan Ordoriez the name
of Pedro Romero.

However, the modern corrida was yet to
be born. Many matadors contributed to its develop-
ment, but it was the small and infirm, Belmonte, the
motionless matador, who introduced the basic rule
of the modern corrida: that the matador should not
move around in front of the bull but should direct the
animal with gentle movements of his cape, make his
and the bull's movements look attractive and graceful,
so that not just the movements but even gravity and
the flow of time are under the matador’s control. It is
the matador’s job ‘to elevate the bull beyond a mass
of angry flesh and oneself beyond a bundle of nerves;,
wrote journalist Daniel Deyl in the introduction to the
Czech edition of Hemingway'’s final book The Dange-



EMIL FILLA EMIL FILLA
Heraklés porazi byka, suchd jehla Heracles Struggling with a Bull

Galerie moderniho uméni v Hradci Kralové Gallery of Modern art in Hradec Krdlové
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‘Inspiration
exists, but it
has to find us
working.’
Pablo Picasso

Daniel Deyl v pfedmluvé k Hemingwayové posledni
knize Nebezpeclné léto. “Spini-li jej, mohou pak oba

sehrat ritudl elegance a smrti..”

Byk zustal tragickym hrdinou, ale pocet ran, jez utrzi, se
snizil na nezbytné minimum. Nemaji byka rozzufit, jak se

domnivaji ti, ktefi koridu nikdy nevidéli, ale naopak po-

moci mu soustredit se, zaméfit jeho pfirozenou agresivitu, matadordv skute¢ny nastroj,

na konkrétni cile. Arénni byk je od pocatku XX. stol. jediné zvife z lidského jidelnicku,

jez se chova a zabiji se vSim respektem k jeho pfirozenosti. Jinde vyhubeny potomek

praturd z Altamiry Zije na volnosti a je porazen v boji, ktery povazuje za smysluplny,

v némz neni zlomena jeho nadéje, Ze maze vyhrat, jeho vile bojovat. Takovou koridu

obdivoval Hemingway a zaramoval ji své dilo; podobné i antifasista, pacifista a malif

rous Summer. ‘If he achieves this, then together they
can engage in aritual of elegance and death..!

The bull continued to be a tragic hero, but
the number of wounds inflicted to kill it was reduced
to just the necessary minimum. The matador was not
supposed to enrage the bull, as those who have never
seen the bullfight believe, but rather to help the bull to
focus, to fix its natural aggression, the matador’s real
tool, on a concrete target. Since the start of the 20th
century the bullin thering is the only animal on the hu-
man menu that is raised and killed with full respect for
its nature. This descendant of the aurochs of Altamira,
elsewhere extinct, lives free and then is wounded in a
battle that it regards as meaningful and in which its
hope of winning and its will to fight are never broken.
This was the corrida admired by Hemingway, who
framed his writing in it; the same was true of Picasso,
the anti-fascist, pacifistic painter of peace doves, who
said, ‘When | haven't seen one for a long time, | have to

JAN RAMBOUSEK

Byci zapas, 1926, tus na papire
Galerie moderniho uméni v Hradci Kralové
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JAN RAMBOUSEK

The Bullfight, 1926, ink on paper
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Struggle with the Bull, 1937, bronze
Gallery of Modern Art in Hradec Krdlové

Zépas s bykem, 1937, bronz
Galerie moderniho uméni v Hradci Kralové
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. ] holubic miru Picasso: “Kdyz dlouho Zadnou nevi-
There is no

abstract art. You
must always start
with something.
Afterward you can
remove all traces
of reality.’
Pablo Picasso

dim, musim si ji alespor namalovat,” fekl.

Takova je korida, inspirace a soucast moderniho
uméni, dnes. Je vztah oboustranny, vstoupilo i
moderni uméni do koridy? Samoziejmé. Picasso
na pocatku sedmdesatych let XX. stol. navrhl ko-
stym pro matadora Luise Miguela Dominguina. Na
malifovu pocest se poradaji corridas picassianas,
pfi nichz toreros vystupuji v jeho variacich. Mali¥
je tak svym dilem pfitomen v aréné dodnes. Italsky
navrhaf Giorgio Armani navrhl pro podobné corridas goyescas, pfi nichz matadofi vy-
stupuji v kreacich inspirovanych Goyovymi obrazy, Sat matadora Cayetana Rivery Or-

défeze, pravnuka torera z Fiesty a vnuka hrdiny Nebezpecného Iéta Antonia Ordoiieze...

Ac je tedy dnesni korida veskrze modernim uménim, pfece nese - jako kazdé skutecné
umeéni - stopy viech kultur, z nichz vyrostla a viech historickych obdobi Spanélska, ¢imz
je nejautentictéjsi syntézou $panélské historie a symbolem nejspanélstéjsim. Znamy
Spanélsky filosof José Ortega y Gasset (1883 - 1955) na toto téma fekl: “Nelze pochopit

$panélské déjiny, nepozname-li diikladné historii koridy.”

Vytvarné uméni odrdzi jeji vyvoj. Goya jeji tragiku a dramati¢nost, Manet barvitost a ex-
otiku, Picasso poeti¢nost, pro niz Hemingway popsal uméni moderniho matadora slovy
“prosté jako matematika a vroucné jako milovani”Za poklad Spanélské poetiky povazoval
koridu i basnik a dramatik Federico Garcia Lorca (1998 - 1936). Emoci, kterou pfinasi,
zval nejjemnéjsi vzpourou ¢lovéka, jeho nejjemné;jsi zadumcdivosti a nejjemné;jsim zar-
mutkem. Je to elektrizujici smés pocitu vitézstvi nad smrti, dojeti nad pomijivosti krasy
zanikajici silou téze vainé, kterd ji stvofila, Uzasu nad kontrastem himotné sily a jem-
ného plvabu clovéka, hriizy, napéti, radosti... KdyZ torero opousti sebe sama a zacina
tvofit na samé hrané svych pohnutek i moznosti, fika Garcia Lorca, vzyva skfeta duende,
vlddce stavidel nejsilnéjsich emoci. Duende nepfivadéji k Zivotu ani tak nadani a um,
jako vazba umélcovy krve se zaklady Spanélské kultury a jeho “schopnost odevzdat se

beze zbytku okamziku”

Nelze Iépe popsat, ¢im korida mnohé umélce fascinuje. Dnes tfeba herce Gérarda De-
pardieu ¢i pévce Placida Dominga. Nejlepsi toreros jsou v jistém smyslu sami brilantnimi
vytvarniky, dramatiky, basniky i entertainery. Jejich médiem je elegance tvafi v tvar
smrti, coz na véci nic neméni. “Smrti kon¢i kazdy pfibéh,” fikda Hemingway v reportazi

v vy

Smrt odpoledne (1932), “a vypravé¢, ktery vam to zamlcuje, je Spatny vypravéc:
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at least paint one.

Such is the corrida, an inspiration and a part
of modern art even today. But is the relationship two-
sided, has modern art influenced the corrida? Natu-
rally. In the early 1970s Picasso designed a costume for
the matador Luis Miguel Dominguin to wear. In hon-
our of the painter, corridas picassianas are organised,
at which toreros appear in his creations. The painter is
thus still present in the arena today through his work.
For the similar corridas goyescas, where the matadors
appear in creations inspired by Goya’s paintings, the
Italian fashion designer Giorgio Armani created the
outfit of matador Cayetan Rivera Orddiez, great-
grandson of the torero from Fiesta and grandson of
the hero of The Dangerous Summer Antonio Ordéfiez.

Although the corrida today is a thoroughly
modern art, like every true art it still bears traces of all
the cultures from which it emerged; and all the histori-
cal periods of Spain, which makes it the most authen-
tic synthesis of Spanish history and the most Spanish
of symbols. The well-known Spanish philosopher José
Ortega y Gasset (1883-1955) said: ‘It is impossible to
understand Spanish history if we are not also thor-
oughly familiar with the history of the corrida.’

Its evolution is reflected in art - its tragedy
and drama in Goya, its colour and exoticism in Manet,
its poetry in Picasso, with Hemingway describing the
art of the modern matador as being as easy as arith-
metic and ardent as lovemaking. Poet and playwright
Federico Garcia Lorca (1998-1936) deemed the cor-
rida a Spanish poetic treasure. He called the emotion
that it evokes man’s gentlest revolt, his gentlest mel-
ancholy, and gentlest sorrow. It is an electrifying mix-
ture of a sense of victory over death, being moved by
the transient nature of beauty as it fades beneath the
force of the same passion that created it, wonder at
the contrast between brute force and the gentle at-
traction of man, and horror, tension, joy... When the
torero forgets himself and begins to create on the very
edge of his reason and ability, says Garcia Lorca, he
invokes the duende, which controls the floodgates of
powerful emotions. The duende do not so much ani-
mate an artist’s talent and skill as they do his or her
blood ties to the foundations of Spanish culture and
the ability to wholly submit oneself to the moment.

There is no better description of why the cor-
rida fascinates many artists — nowadays, for instance,
actor Gérard Depardieu or opera singer Pldcido Do-
mingo. The best toreros are in a certain sense them-
selves brilliant artists, playwrights, poets, and enter-
tainers. Their medium is elegance in the face of death,
which does nothing to alter the fact itself. .. all stories,
if continued far enough, end in death,’ wrote Heming-
way in Death in the Afternoon (1932), ‘and he is no
true storyteller that would keep that from you.’

Vdclav Rdkos
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Heraklés porazi byka, sucha jehla

Galerie moderniho uméni v Hradci Kralové
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Heracles Struggling with a Bull

Gallery of Modern Art in Hradec Krdlové
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Emil Filla

Frantisek Dvorak



Emila Filly:

Boje a zapasy Emila Filly

Frantisek Dvorak

V nasem ¢eském uméni, mimo dilo Emila Filly, nemédme umélce, jehoz by mohly tvofivé

vzrusit a inspirovat motivy hry se smrti a napéti téla béziciho o Zivot. To si napfiklad

uvédomoval Milos Jiranek, kdyz u pfilezitosti Roerichovy vystavy usporadané r. 1908

v Praze ve vystavnim pavilonu pod Kinskou zahradou, spatfil soubor Goyovych grafic-

kych Caprichos a Desastros de la Guera a zaznamenal si k tomu s jistym odstupem, Ze

pro Goyu je graficka technika jen a jen prostfedkem, aby ulevil svému zZaru.." a ze v jeho

‘Too much
passion, fury,
derision,
and bitterness.’
Milos Jiranek

cyklech vibec je ,pfilis mnoho vasné, vzteku, posmé-
chu i trpkosti” a navic Ze také ,paleta a stétec jsou mu
Casto pfilis pomalé instrumenty, tfeba i ony se musely
kmitat v jeho ruce zufivé rychle a vzdy jako v chvatu.
Je to zufivé uméni, zpité krvi a vasni, je surové, nekulti-
vované, rabiatské, ale dyse z ného divoky Zivot... kruty

genius Spanélska.”’

Emila Filly:
The Struggles of Emul Filla

Frantisek Dvorak

With the exception of Emil Filla, Czech art has no art-
ist for whom the theme of playing with death and the
tension of a body fighting for its life serves as creative
stimulus and inspiration. Milos Jirdnek, for example,
realised this when, on the occasion of the Roerich ex-
hibition organised in Prague in 1908 in the pavilion
below Kinsky Garden, he first caught sight of a series
of prints by Goya titled Caprichos a Desastreos de la
Guerra and noted, with some remove, that for Goya
the technique of print work is ‘merely a device with
which to ventilate his ardour, that in his series of paint-
ings there is ‘too much passion, fury, derision, and bit-
terness, and moreover that ‘the palette and brush are
instruments often too slow for him, so they must shake
in his hand with a frenzied speed and always in haste.
It is a furious art, drenched in blood and passion, raw,
unrefined, rabid, but it breathes fierce life...the cruel
genius of Spain!

EMIL FILLA

Hérakles zapasi s bykem, cyklus Boje a zapasy I.,
akvatinta - sucha jehla - lept,

Nérodni galerie v Praze
EMIL FILLA

Heracles’ Struggles with a Bull aquatint drypoint on paper

National Gallery in Prague
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EMIL FILLA

Zapas s bykem

1937, tuzka na papire, Galerie vytvarného
uméni v Ostravé

EMIL FILLA
Struggle with a Bull/ Bull Attacked by a Lion
Gallery of Fine Art in Ostrava
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Bil4d noc White Night

1938, olej na platné 1938, oil on canvas

Narodni galerie v Praze National Gallery in Prague
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EMIL FILLA EMIL FILLA
Zapas Hérakla s krétskym bykem, olej na platné Heracles’ Struggle with a Cretan Bull, oil on canvas

Galerie moderniho uméni v Hradci Kralové Gallery of Modern Art in Hradec Krdlové
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EMIL FILLA EMIL FILLA
Zena s by¢i hlavou, olej na platné Woman with the Head of a Bull

1930, Narodni galerie v Praze 1930, oil, enamel mixed technique on canvas
National Gallery in Prague
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Tento svét dramatické a Utocné zanicené tvorby nebyl pro Jirdnka, jako teoretického
mluvciho ¢eského vytvarného uméni, prijatelny. Jak jinde napsal,,,po pUl stoleti Zili jsme
v Cechéch z ohlasd, nebyli jsme v pfimém kontaktu s uménim ostatni Evropy, ... schazelo
nam evropské méfitko pro prace domici” Vysvétloval si to tim, Zze ceské umélce vede

X

pouze,snaha po vécné pravdivosti v motivu i v ndladé” a také ,snivy lyrismus slovansky”.

Naproti tomu také Emil Filla, o celou generaci mladsi nez Jirdnek, vytykal ¢eskému
uméni, Ze ,uvykli jsme si hledat a nalézat jen urcitou jednoznacnost a jednopdlovost

vyrazu a to nejcastéji v poetice a niterné citovosti’, Ze u nds,,typ muzného vzdoru” vzdy

prekryva,divny stesk, stesk jakoby po domové, urcita nostalgie, i kdyz zistavame doma.”

Ohrozovani svéta od poloviny tficatych let némeckym

fasismem hned ze sousedstvi stalo se Fillovi pfevratem

The palette - o
celé jeho tvorby a s novou tématikou i formou
and brush are o o o o
. uplatnéni. Uvédomoval si, ze jeho nové dilo musi byt
Instruments

Jkulturnim Cinitelem®”, cozZ proklamoval stati,O ¢eském

often too slow...
fasismu a jeho poméru k Zivé tradici narodni kultury”.

(1937) Nejvyraznéji vsak svij ukol manifestoval
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This world of dramatic and aggressively passionate
creativity was unacceptable to Jirdnek as the theoreti-
cal spokesperson of Czech fine art. As he wrote else-
where, ‘for a half century we lived in the Czech lands
off reactions, we were never in direct contact with art
in the rest of Europe, ... we lacked a European bench-
mark against which to measure domestic work’ His
explanation for this was that Czech artists are led sole-
ly by ‘the striving for eternal truth in motif and mood’
and by ‘a dreamy Slavic lyricism’

Conversely, Emil Filla, a whole generation younger
than Jirdnek, reproached Czech art for having become
‘accustomed to search and find only a certain unam-
biguous and unipolar form of expression, usually in
poetics and visceral sensibility, adding that in the
Czech lands ‘the defiant male type’ always harbours ‘a
strange nostalgia, a nostalgia it would seem for home,
a certain nostalgia even when we remain at home:

The international threat posed by German Fascism
brewing right next door to Czechoslovakia in the
1930s became a turning point for Filla in his work and
gave it a new theme and application. He realised that
his new work had to be an ‘agent of culture; and he
declared this in his paper ‘On Czech Fascism and lIts
Relation to the Living Tradition of National Culture’
(1937) However, he demonstrated this intention most
emphatically in the large canvases he created for E.
F. Burian Theatre for the matinée performances of

EMIL FILLA
Heracles Struggling with a Bull

Watercolour on paper, 1937, private collection

EMIL FIIL.LA
Zapas Herakla

1937, akvarel na papite, soukromd sbirka

EMIL FILLA
Zapas Herakla se lvem

1936, olej na platné
Narodni galerie v Praze

EMIL FILLA
Heracles Struggling with a Lion

1936, oil on canvas
National Gallery in Prague
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EMIL FILLA
Zapas s bykem

1937, tuzka na papirfe , Galerie vytvarného uméni v Ostravé

EMIL FILLA
Struggle with a Bull

1937, pencil on paper, Gallery of Fine Art Ostrava

EMIL FILLA

Théseus nesouct byka

Kresba na platné, soukroma sbirka

EMIL FILLA
Theseus Carrying a Bull

gouache on canvas, private collection

EMIL FILLA
Theseus a byk

1937, bronz, Narodni galerie v Praze

EMIL FILLA
Theseus and a Bull

1937, bronze, National Gallery in Prague
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v rozmérnych platnech uréenych pro divadlo E. F. Buriana, pro matiné ¢eskych a sloven-

skych basnik. Predstavovaly zépas bezmocnych lidi s krvelacnosti, v némz vitézi zena

- bojovnice nad tupou zufivosti $elmy. To jiz mél Filla zapInény ateliér velkymi kompo-

zicemi motivovanymi nejprve Heraklovymi zapasy se silami temnot a zloby a potom

obrazy na témata Ceskych a slovenskych lidovych valecnych pisni, naptiklad na text

,Bude vojna, bude.. vytvafenymi soubézné s ideové otevienym cyklem ,Boje a zapasy”.

O Fillovych zacétcich ve vytvarném uméni je zndmo, Ze probihaly ve znameni objevu

elementarnich principl vytvarného tvoreni. Filla si tenkrat kladl otazku:,, K ¢emu slouzi

jesté véda o perspektivé, kdyz kazi uméni, na co jsou
poucky o kopirovéni pfirody, kdyz vedou k negaci
kazdé emoce”, k pouhému opakovani spatfené reality

v malbé obrazu.

Nyni, kdyZ podnétem k malbé se Fillovi stala idea,

zvolil si k jejimu uplatnéni protinaturalistické
prostiedky, aby jim vtiskl znak prozité skute¢nosti v
monumentalité, kterd se ale v nicem nepfi¢i oprav-

dovosti gesta nebo pohybu.

EMIL FILLA

Muz s bykem, graficky list, 1937,
Galerie Stredoceského kraje

EMIL FILLA

Man with a Bull, 1937, print

Gallery of the Central Bohemian Region
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It is a furious art,
drenched in blo-
od and passion,
row, unrefined,
rabid but it bre-
athes fierce life...
the cruel genious
of Spain...
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Czech and Slovak poetry. They represent the strug-
gle of a powerless people against blood lust, with a
woman warrior victorious over the blunt ferocity of a
beast of prey. By that time Filla already had a studio
full of large compositions inspired by Heracles’ strug-
gles with the forces of darkness and wrath and images
based on themes from Czech and Slovak folk songs
about war, such as that on the text ‘The army will be,
will be.., created at the same time as the conceptually
open series ‘Battle and Struggles’

Itis known of Filla’s early days in fine art that they were
swayed by the discovery of the elementary principles
of artistic creation. At that time Filla asked: ‘What pur-
pose does the science of perspective serve now that it
spoils art, for what are the axioms about mimicking
nature when they lead to the negation of every emo-
tion; to the mere replication of a glimpsed reality in
the painted image.

Once ideas became Filla’s impulse for painting he
chose for their realisation anti-naturalistic techniques
in order to impress them with mark of reality experi-
enced in monumentality that in no way contradicts
the authenticity of gesture or movement.

With this he became a crusader for creative work on

M fyet e TR
EMIL FILLA

Pfemozeni krétského byka Il., 1945,

Galerie vytvarného uméni v Ostravé

EMIL FILLA

Defeat of a Cretan Bull Il
1945, Gallery of Fine Art in Ostrava
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Perseus a Medusa Perseus and Medusa

1938, olej na platné 1938, oil on canvas
Narodni galerie v Praze National Gallery in Prague
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Zapas lva s bykem a cervenym sluncem, A Lion Fighting with a Bull, with a Red Sun
1939, olej na platné, Narodni galerie v Praze 1939, oil, tempera, scraped on canvas

National Gallery in Prague
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EMIL FILLA
Kun drasany lvem,

olej na platné, 1938
Galerie Stredoceského kraje

EMIL FILLA
Horse Scratched by a Lion

1938, oil on canvas
Gallery of the Central Bohemia Region
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Tim se stal bojovnikem za tvorbu Uto¢nou proti nésili a porobé. Ze zaziti Picassova

kubismu, opfen zaroven o klasické antické vzory, vytvoril si Filla motivy svych bojl a

zapasu pro monumentalni obrazové cykly, fadu velkych grafickych listl i plastiky, aby

¢istou vytvarnou formou mobilizoval lidstvo proti rodici se tyranii. Hovofil tu ale také

symbolikou lidskych osudl a tragédii (Pad Faeton(), i heroickych boja (Zapasy Herak-

lovy a Theseovy). Casovost tohoto dila vyvolana situaci Evropy sklonku tficatych let se

nam dnes jevi jako umélecky trvaly a stale historicky vyznamny projev jedine¢ného

uméni Emila Filly i v kontextu soudobého evropského uméni.

EMIL FILLA
Zapas Selmy s bykem

1938, olej na platné Krajska galerie
vytvarného uméni ve Zliné
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EMIL FILLA
A Beast of Prey Fighting a Bull

1938, oil on canvas
Regional Gallery of Fine Art in Zlin
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the offensive against violence and subjection. From his
experience of Picasso’s Cubism, and drawing on classi-
cal models, Filla developed the motifs of his fights and
struggles for a series of monumental paintings, prints,
and sculptures aimed at mobilising humanity through
pure artistic form against the rise of tyranny. But he
also referenced the symbolism of great human fates
and tragedies (The Fall of Phaeton) and heroic strug-
gles (of Heracles and Theseus). The temporality of this
work, sparked by the situation in Europe in the late
1930s, today strikes us as an artistically enduring and
still historically significant expression of the unique art
of Emil Filla even in the context of contemporary Eu-
ropean art.




EMIL FILLA
Zapas Hérakla s krétskym bykem

1937, akvatinta, sucha jehla na papife
Galerie vytvarného uméni v Ostravé
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EMIL FILLA
Heracles’ Struggle with a Cretan Bull

1937, aquatint drypoint on paper
Gallery of Fine Art in Ostrava
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Karel Capek (1890 - 1938):
Cesta do Spanél

Valerie Dvorakova

Bycim zapas(im se ve své rozsahlé tvorbé kratce vénoval i Karel Capek. PfestoZe to neby-
lo jeho stéZejnim tématem, slouzi ndm dnes jeho kapitoly o koridé jako zajimavy pfinos
do debaty o by¢ich zapasech. Dvé kapitoly ve svém Vyletu do Spanél totiz vénoval pravé
. svym zazitkim ze Spanélské koridy.

‘There is so much Y P Y
here for the eyes to
take in, so much
voltage-like move-
ment, so much dan-
ger and glorious cest. Jednotlivé prispévky, vydavané postupné v Lido-

courage...
Karel Capek

Cestopisy, jejichz soucasti je pravé Vylet do Spanél,

vznikaly jako krétké fejetonové poznatky z Capkovych

vych novinach, byly pozdéji sefazeny do dnesniho

svazku, spole¢né s vlastnimi Capkovymi ilustracemi.

KAREL CAPEK (1890 - 1938): CESTA DO SPANEL

Zigmn + wamd Copeh Cams prewn b com: n.§.
Sl ed b e e

mmam—lg%): LETTERS FROM SPAIN
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Karel Capek (1890 — 1938):
Letters from Spain

Valerie Dvorakova

In his vast body of work Karel Capek wrote briefly
about bullfighting. Although it was not a key theme
of his, today his writings on bullfighting offer an inte-
resting contribution to the debate that surrounds this
activity. Two chapters of Letters from Spain are specifi-
cally devoted to his experience of the Spanish corrida.

Capek’s travelogues, of which his Letters from Spain is
one volume, consisted of short, essayistic notes from
his travels. Individual essays were published over time
in Lidové noviny and later compiled into the volume
we have today, for which he provided his own illustra-
tions.




KAREL CAPEK KAREL CAPEK

Vylet do Spanél, Praha 1930 Trip to Spain, Prague 1930
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Spanélsko byla nejvzdalenéjsi zemé, kterou Capek kvili svym Cestopisdim navstivil, aby
lehkou, sviznou a velmi zanicenou formou popsal nejzajimavé;jsi prvky Spanélského

zivota a kultury tak, jak je vidél o¢ima turisty.

Literaturuy, jidlo, tanec nebo pravé by¢i zapasy Capek pozorné sleduje a své poznatky
predava dal. Navstévuje Toledo, setkava se s dilem El Greca, Vélazqueze, ale i Goyi. O
jeho Tauromaquii heslovité pise jako o,bycich zapasech ve svém rytitstvi, ve své maleb-
né krase, krvi a krutosti” a o jeho dile obecné soudi, Ze ,svét jesté neni prav tomuto

velkému malifi, je$té se mu nenaudil”

Capek nevyuziva motiv byka a zapasd jako metaforu

nebo symbol. Jeho vztah k byku je Zurnalisticky,

‘Corrida...an . . N L
Capek vse pozoruje se zdjmem a upfimnym zaujetim.
unexpected and
. . Poznavé viechny postavy Ucinkujici pfi koridé, chape
irrepressible
fascination.’ jednotlivé etapy pfedstaveni. Pfitom je jeho vlastnim
Karel éapek osobnim Ukolem sam v sobé si rozhodnout, o co se

vlastné pfi koridé jednda. Kontroverze bycich zapasg,
dnes tolik diskutovana, je pravé tim jadrem Capkovych
myslenek. Na jedné strané myslenky citlivého ¢lovéka, milovnika viech zvifat, které ne-
dovoluji schvalovat tak sobeckou a krvela¢nou zédbavu SpanélQ, na strané druhé ale

necekana a neovladatelna fascinace.

Kresby bykd, které ¢rtal moznd ptimo béhem zapast a kterymi pozdéji svij fejeton o
nich doplnil, pasobi stejnym dojmem, jako samotné ¢lanky - rychle, svizné a jednoduse

vyjadfuji silu a graciéznost byka.

Kapitoly o koridé uzavird Capek slovy: ,Je tu tolik pastvy pro od¢i, tolik voltizérskych
pohybl, tolik nebezpedi a skvostné odvahy - ale podruhé bych na corridu nesel. A tu

podotykd pokusitelsky hlas v mém srdci: Ledaze by tam byl dokonaly espada’”

Zépas v aréné Capek ¢asto pojmenovava tancem. Elegance, odvaha a vasen tohoto

tance mu nedavaji jinou moznost, nez chtit ho vidét znovu.

i KAREL CAPEK — TAUROMAQUIA

Spain was the most remote country that Capek vis-
ited in his travelogues. In a light, jaunty, but very ar-
dent tone he described the most interesting features
of Spanish life and culture as seen through the eyes of
a tourist.

Capek would closely take in the literature, food, dance,
and, in this case, bullfighting, and then pass on his
observations. He visited Toledo, and there he encoun-
tered the work of El Greco, Vélazquez, and even Goya,
whose tauromaquia he succinctly described as ‘bull-
fighting as chivalry, as picturesque beauty, blood, and
cruelty, and about the painter he generally concluded
that ‘the world is not yet ready for this great painter, it
has not yet learned to understand him’

Capek did not use the bull or the bullfight as a meta-
phor or symbol. He maintained a journalistic relation-
ship to the subject, observing everything with interest
and sincere fascination. He got to know about all the
actors involved in the corrida and acquired a grasp of
the individual stages of the performance. His personal
task though was to decide for himself what the cor-
rida is about. At the heart of Capek’s thoughts was the
same controversy that surrounds bullfighting today.
On the one hand, his thoughts are those of a sensitive
person, a lover of all animals that cannot approve of
such a selfish and bloody pastime, on the other hand,
however, an unexpected and irrepressible fascination.

The sketches he made of the bulls, perhaps during the
bullfights, and that he later had accompany his es-
says, create the same impression as the articles them-
selves — they briskly and simply convey the strength
and grace of the bull.

Capek concludes the chapters on bullfighting with
the following words: ‘There is so much here for the
eyes to take in, so much voltage-like movement, so
much danger and glorious courage — but | would not
go to the corrida a second time. And then the voice of
temptation touches my heart: unless the perfect es-
pada were there. Capek often referred to the contest
in the bullring as a dance. The elegance, courage and
passion of this dance gave him no other choice but to
want to see it again.
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KAREL CAPEK

Vylet do Spanél, Praha 1930

KAREL CAPEK

Trip to Spain, Prague 1930
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