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Ceska krajina a architektura
v dilech maliru
Prozatimniho divadla

VERA VELEMANOVA

eské divadlo prozatimni tedy jiz stoji. [...] Musime se vyznati, Ze od okamziku, ve
”y kterém se plné osvétleni vSemi mistnostmi rozkladalo, zcela podomacku jsme
se zde jiz citili. Befeme prozatimni divadlo za dobré omen, dobrou propravu k velkému
divadlu narodnimu...“ Takto uvital otevieni Prozatimniho divadla Jan Neruda?* a je nutno
podotknout, Ze navzdory nettulnosti, nepohodinosti a stisnénosti zazemi budovy byla
jeho reakce az prekvapivé vstficna. Prozatimni divadlo vSak vzniklo z velké touhy po kaz-
dodennich predstavenich v ¢eském jazyce, z touhy, kterou uz zdaleka neuspokojovala
nepravidelna Ceska predstaveni ve Stavovském divadle ani vyrazné frekventovanéjsi
predstaveni ¢eského souboru v nové otevieném Novomeéstském divadle (1859). Proto
byla ona radost a tolerance k nedostatkiim vytouzeného divadla zcela pochopitelna.

Realizace mySlenky Prozatimniho divadla od zaméru k hotové stavbé a jejimu slav-
nostnimu otevieni probéhla sice v rekordné kratkém c¢ase (od ledna do listopadu 1862),
vysledky nasledného dvacetiletého trvani az do otevieni Narodniho divadla vSak mély
svou velkou cenu z hlediska vyvoje divadelni kultury.? Potvrdila se tak spravnost rozhod-
nuti z roku 1861.

V Prozatimnim divadle zahajily nebo pIné rozvinuly svou uméleckou drahu vynikajici
umélecké osobnosti z fad hercll (napf. Otylie Sklenafova-Mala, Josefina Cermakova, Jind-
fich Mo3na, Josef Smaha, FrantiSek a Josef Jifi Kolarové ad.) i opernich p&vcl (Josef Lev,
Arnost Grund, Julius Soucek, Josef Palegek, Vojtéch Sebesta, Marie Sittova ad.), z nichZ
mnozi posléze pokracovali v Narodnim divadle. Vedle nemalého poctu ¢inohernich dél
byla v Prozatimnim divadle coby scéné uréené ¢eskym predstavenim poprvé provedena
néktera vyznamna domaci operni dila, ktera zde dostala svij prostor diky dramaturgii
prvniho kapelnika, resp. uméleckého spravce opery Bedficha Smetany. V budové Proza-
timniho divadla a na jeho poboénych scénach zaznéla v premiéfe vétSina Smetanovych
oper, dale opery Karla Sebora, Karla Bendla, Josefa R. Rozkosného a Viléma Blodka.
Prozatimni divadlo uvedlo také néktera operni dila Antonina Dvoraka a Zdenka Fibicha.

1) J.N. [NERUDA, Jan]: Ceské Prozatimni divadlo, Hlas 19. 11. 1862.

2) Shrnujici prace k této problematice viz napf.: D&jiny Seského divadia Ill. Cinohra 1848-1918, red. Franti-
Sek Cerny a Ljuba Klosova, Academia, Praha 1977; Narodni divadlo a jeho pfedchiidci, red. Vladimir Prochazka,
Academia, Praha 1988; SORMOVA, Eva a kol.: Ceska divadla. Encyklopedie divadelnich soubort, Divadelni
Ustav, Praha 2000; HILMERA, Jifi: Ceské divadelni architektura, Divadelni Gstav, Praha 1999; LUDVOVA, Jitka
a kol.: Hudebni divadlo v ¢eskych zemich. Osobnosti 19. stoleti, Divadelni Ustav - Academia, Praha 2006;
STEPAN, Vaclav - TRAVNICKOVA, Markéta: Prozatimni divadlo, Academia - Narodni divadlo, Praha 2006 aj.

Musicalia 1-2 /2012 B 71



Véra Velemanova

Dvacetileti mezi otevienim Prozatimniho a Narodniho divadla vSak bylo pomérné vy-
znamné i z hlediska vyvoje vytvarného umeéni, potazmo jevisStniho vytvarnictvi (i kdyzZ to
dlouho za volnou vytvarnou tvorbou vyrazné zaostavalo a setrvavalo na konzervativnich
pozicich iluzivnich dekoraci).

Béhem tohoto obdobi umélecky vyrostla mimo jiné tzv. generace vytvarnik({l Narodniho
divadla. Dochazelo ke stale viditeln€jSimu sepéti s ostatnim kulturnim svétem, upevno-
valo se umélecké sebevédomi, zvyraznéni umélecké, lidské individuality. Ve vrcholném
obdobi onoho ,narodniho sebeuvédomovani“ plné vygradovala Cinnost Josefa Manesa,
Karla Purkyné, Gabriela Maxe, Josefa Cermaka, Julia Maraka, Vojtécha Hynaise, Vaclava
Brozika, BeneSe Knlipfera, Antonina Chittussiho a dalSich - umélcl s vyraznym presa-
hem smérem do Evropy. Zaroven se zacina prosazovat snaha o readlné zobrazeni urcitého
vyseku krajiny, coz ma velky vyznam i pro jevistni vytvarnictvi.

Tvlrci, jejichZ jména se objevuji pozdéji v ramci generace vytvarnik( Narodniho diva-
dla v souvislosti s vyzdobou nasi narodni scény, sice pfimo vytvarnou podobu budovy
i dekoraéniho fundu Prozatimniho divadla neovlivnili, nebo jen z&asti, ale jejich ¢innost
byla dllezita pro raz jevistniho malirstvi jako takového. Do dé&jin Prozatimniho divadla se
vSak zapsaly dalSi vytvarné osobnosti, z nichZ nékteré znaénou mérou zaroven pozname-
naly vyvoj vytvarného uméni v mnohem SirSich souvislostech.

V dobé, o niz hovofime, v ceském umeéni stale jesté dozniva vliv romantického proudu,
silné vrostlého do védomi ¢eské spolecnosti, ale zaroven i snaha po realistickém pojima-
ni a ztvarnovani vnimané skutecnosti. Uz dfive, nejméné od prelomu 18. a 19. stoleti,
se stava modnim a rozviji se fenomén poutnictvi a vyletll do pfirody, ktery je v obdobi
2. poloviny 19. stoleti uz samoziejmosti. S tim souvisi i ¢im dal markantnéjsi obliba ple-
nérové kresby a malby, postupné nabyvajici na vyznamu (coZ je navic podniceno v letech
1830-1870 cinnosti barbizonské skoly).3

Svou kariéru zahajuji maliti z fady zakd Maxe Haushofera na prazské Akademii vy-
tvarnych uméni (dale AVU). | diky tomuto pedagogovi stoupa zajem o zZanr krajinomalby
a plenérovou praci.

Krajinomalba a viibec romantické malifstvi této Skoly byly bliz§i némeckému nez napf.
francouzskému pojeti, mame-li na mysli rozjimavost, melancholi¢nost a elegicnost, ty-
pické pro némeckou krajinomalbu (ostatné sam Haushofer vnitfné tihl spiSe k rodnému
Bavorsku, prestoze se svymi Zaky véetné Julia Maraka, typického predstavitele ¢eské kra-
jinomalby, mapoval ¢eskou krajinu). Naopak aZ moderné chapana krajina na platnech
Antonina Chittussiho se znacné pfiblizila tomu, co prinesla francouzska malifska Skola
- sili po vyjadreni dojmu, pocitu z krajiny v uréitém dennim osvétleni.

Tak se v Geském vytvarném umeéni zajimavym zplsobem prolinaji ony na prv-
ni pohled protichGdné pUsobici tendence - romantické citéni s touhou po reali-
stickém ztvarnéni krajiny, prvky némecké a francouzské krajinomalby, aby z toho-
to miseni vznikl pozdéji nesmirné Zivotodarny a osobity proud v ¢eském malifstvi,

3) Skupina francouzskych krajinomalifl, usazenych v okoli vesnice Barbizon pobliz Fontainebleau. Okruh
malifd, ovlivnénych holandskymi mistry a anglickou krajinomalbou, vedl malif Théodore Rousseau. Jejich cilem
byl navrat k redlné prirodé, proto uplatiiovali plenérovou malbu.
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vrcholici impresionistickymi dily Antonina Slavicka, MiloSe Jiranka, Antonina Hudecka
a dalsich.?

Miseni romantizujicich ¢i neoromantizujicich tendenci s tendencemi realistickymi se
projevovalo dlouha léta i v divadle. Vyraznéjsi pfiklon k realistickému pojimani dekoraci
a kostymU je podnicen ginnosti Meiningenskych, ktefi navativili Cechy celkem tFikrat, v le-
tech 1878, 1879 a 1883, pokazdé na podzim priblizné na tfi tydny; mimo jiné zde hrali
Shakespearovu Zimni pohadku, odehravajici se ¢astecné v ,ceském prostredi“.®

Dulezitou roli v téchto realistickych snahach sehral i pozvolny nastup fotografie, byt se
zpocatku jeji vliv projevoval samoziejmé predevsim v portrétu.

TrebaZe je volna malifska tvorba vZdy nékolik krokd pred vyvojem tvorby dekoraéni,
prece jen jsou zde nesporné spojitosti a dopad (viz malba v plenéru - jeji plody se
projevuji i v dekoracni malbé). Pfitom dekoracni praxe podléhala po dlouha obdobi
(jesté pocatkem 20. stoleti) zazitému Uzu, ktery byl pozlstatkem barokniho jevistniho
vytvarnictvi - typovym dekoracim a kulisovému zplsobu, nesoucimu s sebou rdzna
pretrvavajici klisé a schémata, jako uzivani stale tychz prvkd (oblouk, postranni kulisy,
sufity, zadni prospekt). Ostatné dekorace v této dobé byla vskutku jen kulisou, pozadim
pro déni na jevisti.

Pfesto maji shahy nékterych jevistnich vytvarnikl Prozatimniho divadla svého pred-
chldce uz na pocatku 19. stoleti. Karel Postl, malif a pedagog krajinarské Skoly AVU, ne-
jenZe vytvoril pro Stavovské divadlo mnozstvi typovych dekoraci, ale pfinesl do dé&jin de-
koracni malby také fenomén zobrazeni realného prostredi, konkrétné ¢asti staré Prahy:
napfiklad ke zpévohte Antona Fischera a Georga Friedricha Treitschkeho Das Singspiel
auf dem Dache (1807) vytvoril dekoraci, zobrazuijici stfechy prazskych domU s pohledem
na Tynsky chram a dale pres Staromeéstskou radnici na petfinsko-hradéanské panorama.

V dobé, kdy se rozbéhla ¢innost Prozatimniho divadla, se uplatioval vyhradné kulisovy
systém a rovnéz prevazoval princip typovych dekoraci. Jiz tehdy vSak na tuto rutinni sku-
teénost reagovala moderni kritika - kupf. Jan Neruda v roce 1864 plédoval pro zmény
v dekoraéni praxi; malované kulisy jsou podle ného statické a viibec nezohlednuji jevistni
akci, spiSe ji potlacuji a negativné ovliviuji.°

Jeho volani bylo bezdéky ,vyslySeno“ jen z¢asti, kulisovy systém z divadel nevymizel
jesté po dlouha léta, avSak uz v pocéatcich provozu Prozatimniho divadla zde probihaly
snahy o modernéjsi pristupy k dekoracni praxi.”

4) Viz napt. BLAZICKOVA-HOROVA, Nad&Zda: Romanticka krajinomalba Haushoferovy $koly, in: D&jiny Geského
vytvarného uméni lll/1, Academia, Praha 2001, s. 358-378; PRAHL, Roman: Malifstvi v generaci Narodniho
divadia, in: D&jiny eského vytvarného uméni Ill/2, Academia, Praha 2001, s. 60-113; VLCKOVA, Lucie: Krajino-
malby v Praze 1840-1890, Stépan Malovec, Praha 2010; ta%: Krajina, obraz, fotografie (kat. vyst.), Kant, Praha
2010; PRAHL, Roman - PETRASOVA, Tatana: Mezi Mnichovem a Prahou: uméni 19. stoleti, Academia, Praha
2012; aj.

5) Viz napf. KLOSOVA, Ljuba: Neruda versus Meiningensti, Divadelni revue, ro¢. 13, 2002, &. 1, s. 3-15.

6) J.N.[NERUDA, Jan]: Realnost na jevisti, Hlas 21. 4. 1864.

7) Viz napf. KLOSOVA, Ljuba: K inscenacnim otazkam opery a éinohry Prozatimniho divadia, Casopis Narod-
niho muzea 135, 1966, s. 212-218; TRAVNICKOVA, Markéta: Prozatimni divadlo 1862-1883: vedlejsi vystupy
grantového Ukolu, in: Sbornik Narodniho muzea v Praze, fada A - Historie LVII/2003/3-4, Praha 2003.
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Vijory so Smetanovy apévahry Tajomstr %o (Kreslil Aut, tiareis,

Antonin Gareis ml. / the younger: vyjevy ze Smetanovy opery Tajemstvi /

scenes from Smetana’s opera The Secret

Podle scénickych navrhl Hugo Ullika, realizace Prozatimni divadlo 1878 /

According to set designs by Hugo Ullik as realized by the Provisional Theatre in 1878

Perokresba / Pen drawing, Svétozor, ro¢. 12, ¢. 42, 18. 10. 1878, s. 521 / Vol. 12, No. 42, 18 Oct. 1878,
p. 521
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Pro mnohé inscenace Prozatimniho divadla vytvofil dekorace prosluly Jan Vaclav
Kautsky, ktery v hojné mire pracoval také na malifské vyzdobé této scény. Pfestoze napr.
v Prodané nevésté &i v Seborovych Templafich na Moravé nalézame jeho dekorace s na-
zvy ,Vesnice“ a ,Krajina u Prahy“, nejde de facto o zobrazeni redlného prostredi ceské
krajiny a dekorace tudiZ nenalezi do okruhu naseho zajmu. Naopak ,Krajina pod Bla-
nikem*, kterou namaloval Josef Haiss k Fibichové opefe Blanik, do naSeho vyctu patfi:
dekorace byla sice puvodné uréena pro Narodni divadlo, ale poté, co scéna v roce 1881
vyhorela, se téhoz roku uplatnila v Prozatimnim divadle. Specifickym pfikladem je pak
wandeldekoration ,Cesta z Plzné do Prahy“ od malife Napoleona Rohmera, ktera byla
vytvofena k zahajeni provozu Zeleznice na této trase (1862) a Prozatimni divadlo ji jen
o malo let pozdéji vyuZilo pro inscenaci vypravné bachorky Eugéna Scriba - Franze
Xavera Tolda Carovny zavoj (1865).

Vytvarnici, jejichz dilo se vazné zabyvalo lokalitou ¢eské krajiny ¢i architektury, byli
vSak v pribéhu aktivit Prozatimniho divadla zejména tfi nasledujici, shodou okolnosti
takrka generacni druhové (s vyhradou, Ze dodnes nezname datum narozeni prvniho jme-
novaného z nich): Josef Macourek, Eduard Herold a Hugo Ullik.®

Josef Macourek, patrné zak malife divadelnich dekoraci Antonina Fingerlanda na
AVU, zacal v 50. letech pracovat pro Stavovské divadlo. V Prozatimnim divadle pUsobil
od roku 1862 do roku 1874, kdy zemrel. Od roku 1864 byl vedoucim zemské dekoracni
dilny a podilel se na tvorbé zakladniho dekoraéniho fundu divadla. Prestoze byl konzer-
vativnim typem vytvarnika, dodrzujicim ony zavedené principy kulisové konstrukce scé-
nického prostoru (pfedevsim oblouk, systém sufit, zadnich prospekt(i, postrannich kulis
atd.), nalezi mu pozice jednoho z prvnich jevistnich malitQ, ktefi vytvareli pro divadlo
individuaIni dekorace, mimo jiné napfiklad pro Seborovu operu Drahomira (1867), pro
niz vytvoril ,Krajinu s pohledem na VySehrad“; tato dekorace byla vymalovana na pro-
spektu, s individualizovanymi soucastmi.® Navrh niéim nevybocoval z Macourkova stylu
a konvencné zvladnuté kresby, styl je ovsem identifikovatelny a do jisté miry osobity, tre-
baze napf. do Ullikovy vysoce vytfibené kresby a malby ma velmi daleko: probleskuje jim
vSak Usili o vyjadreni svételného kontrastu, svételné hry, a tim je jeho kresba ¢i kvaSova
malba, kterou vétSinou pouZzival, Ziva a presvédciva. Uz v predchozich letech ovSem vy-
maloval Macourek okoli Prazského hradu k Templariim na Moravé (1865) a také ve Sme-
tanovych Braniborech v Cechach (1866) se ve 2. d&jstvi objevuje Macourkova ,Krajina
u Prahy*“. Rovnéz pro poboénou scénu Prozatimniho divadla - Letni divadlo na hradbach
(Arénu na hradbach) - vytvoril roku 1869 malovany portal, dekorace a oponu s pohle-
dem na PraZsky hrad v popredi s nékdejsim prazskym Retézovym mostem.

8) Autorka pracovala se souborem scénickych navrh(, které jsou uloZeny v divadelnim oddéleni Historického
muzea NM: J. Macourek: scénické navrhy, sign. SA-IX c-3a, inv. ¢. 12892/33; E. Herold: scénické navrhy, sign.
S-VIl a-16, 1b, 5b; H. Ullik: rizné nacrty, sign. S XV a-1a, inv. ¢. 3350/30 + skicaf, sign. S-VIl a-5 e, inv. ¢. 153/27.
9) Viz SRBA, Borivoj: Vyvojové promény systému kulisové dekorace v Prozatimnim divadle a na jeho filidlnich
scénach 1862-1883, in: Theatralia et Cinematographica, Sbornik praci Filozofické fakulty brnénské univerzity,
Q3, Brno 2000, s. 42. Spolu s dalsimi studiemi vySlo také v publikaci SRBA, Bofivoj: V zahradach Thespidovych,
Janackova akademie muzickych uméni, Brno 2009.

Musicalia 1-2 /2012 B 75



Véra Velemanova

Josef Macourek také vypravil Zivy scénicky obraz Josefa Jifiho Kolara Véstba Libusina,
ktery byl spolu s Gvodni Smetanovou Slavnostni prfedehrou C dur proveden v Novomést-
ském divadle v den poloZeni zakladniho kamene k Narodnimu divadlu (16. 5. 1868).%°
Zde se rovnéz uplatnily obrazy readlné ceské krajiny a architektury. Po tomto scénickém
Cisle nasledovala premiéra Smetanovy opery Dalibor, k niz Macourek vytvoril dekorace
_Nadvofi kralovského hradu“ a ,Zalar“. Dalsi jeho znamou praci, v niZ se pokusil o vy-
stizeni typického razu Ceské krajiny, byly v roce 1871 dekorace k RozkoSného opere
Svatojanské proudy (,Krajina Svatojanskych proud(“ ve 3. jednani), opét v Prozatimnim

divadle.

Po smrti Josefa Macourka nastoupil do funkce $éfa dekoraéni dilny Prozatimniho di-
vadla Eduard Herold (1820-1895), malif a literat, autor dramatu Petr Vok, posledni
zZ RoZmberka. V Prozatimnim divadle zacal pracovat v dobé, kdy se ve shodé s progra-
mem Bedficha Smetany zac¢alo usilovat o vyraznéjsSi prosazeni vytvarné slozky, o jeji mo-
dernizaci ve prospéch vétsi autenticnosti a ve prospéch celistvosti hudebniho dramatu.
Herold ved| dekoraéni dilnu do roku 1876, ovSem i po tomto datu jesté vytvoril pro Proza-
timni divadlo navrhy dekoraci. Vytvarnik s hlubokym zajmem o historii uplatnil své znalos-
ti ve vypravach ke Smetanové Daliboru (1868), pro néjz vytvoril mj. dekoraci Prazského
hradu, v Seborové opefe Nevésta husitska (1868 - dochovala se sklddaci maketa s vo-
zovou hradbou) a v RozkoSného opere Zavis z Falkenstejna (1877), k niz spolu s Hugo
Ullikem navrhl dekorace, jejichz namétem byl mj. i vyrez jihoCeské krajiny. Eduard Herold
prosazoval trojrozmérné feSeni dekorace na Ukor zastaralé plosné perspektivni kulisové,
a v tom - vedle snahy po zobrazovani realného prostredi - tkvi jeho hlavni vyznam pro
dekoracni praxi té doby.

Z vytvarnikl Prozatimniho divadla byl nejtalentovanéjSim krajinafem Hugo Ullik
(1838-1881). Studoval na akademii v Praze a v Mnichové. O tom, Ze je jeho dilo dodnes
s respektem ocenovano, svédéi - kdyz ne usporadani vystavy z jeho dila - alespon uzna-
|é citace jeho tvorby v odborné literature a také zajem o jeho krajinomalbu v fadé aukci
uméleckych dél. Uz ve své dobé byl povazovan za nejlepSiho zaka Maxe Haushofera,
presto vSak zemrel v zapomnéni a stradani. Kratky Ullik(iv Zivot byl po uméleckeé strance
velice intenzivni; jeho dilo obsahuje bezpocet krajin (nékteré z nich se bliZi Zanrovym
vyjevlim s figuralnimi stafazemi), z nichz mnohé se néjak vztahuji k jeho Zivotni cesté
(Berounsko, odkud pochazel, Ceské hrady, alpska krajina).

Ullikovy malby v sobé spojuji znaky romantického citéni s nastoupivS§im realismem.
Doklada to uz volba namétl - oblibil si hrady, zficeniny (viz Bezdéz, ktery ztvarnoval
nékolikrat jako typické romantické misto, kde byl véznén Vaclav Il. a které se stalo ob-
libenou lokalitou romantické literatury). Ctil plenérovou kresbu a malbu: napf. krajinu
s Bezdézem timto zpUsobem maloval 1872 nebo 1873 a svou znalost konkrétni krajiny

10) JIRANEK, Jaroslav: Smetanova operni tvorba I., Editio Supraphon, Praha 1984, s. 325. Divadelni cedule
s Gdaji k provedeni V&stby Libusiny a Dalibora je publikovana, viz BARTOS, Josef: Prozatimni divadio a jeho
opera, vyd. Sbor pro zfizeni druhého Narodniho divadla v Praze, Praha 1938, s. 262-263.
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mohl vyuzit roku 1878, kdyz vytvarel scénické navrhy pro Smetanovo Tajemstvi. Presto
ale znovu vycestoval do této lokality spolu s reZisérem Edmundem Chvalovskym (také
zdatnym kreslifem) a vytvoril dalSi skici jako pfipravné materialy pro dekoraci. Kresebny
prepis téchto nacrtkl provedl Antonin Gareis ml., diky némuz se zachovala pfiblizna po-
doba Ullikovych kreseb.

Hugo Ullik evidentné s nesmirnou odpovédnosti pfistupoval k praci na navrzich: po-
rovhame-li jeho volnou krajinarskou tvorbu (at uz se jedna o malby nebo o kresby) s je-
vistnimi navrhy, rozdil je nékde az prekvapivé radikalni a svédéi to o Ullikové nesmirné
peclivosti, pokore, znalosti a respektovani divadelniho provozu. Zatimco volna tvorba pu-
sobi vzdusné, i pfi vSi peclivosti lehce, ,,atmosféricky”, dochované navrhy k inscenacim
se vyznacuji pfisnou deskriptivnosti, naprostou nazornosti. PfedevSim pak v navrzich in-
teriér(i, které pro Ullika patrné nebyly tak vytvarné zajimavé, nalézame hlavné snahu po
funkénosti, G¢elnosti; s az barokné vzdusnou, mékkou malbou Ullikovou nemaiji takrka
nic spoleéného.

Zda se vsak, Ze Ullikovo kratké plsobeni v divadelnim provozu ovlivnilo zpétné jeho
volnou tvorbu: jeho krajiny z tohoto obdobi jsou plisobivé svou dramati¢nosti a napétim.
Nejde jen o zaznam krajinného celku, jde zde také o atmosféru a prociténi prirodni sce-
nérie. Patrné i proto maji dodnes co fici.

Z hlediska vyvoje ceské scénografie jako celku se zdaji byt snahy malifli Prozatimniho
divadla o vérné zobrazeni Ceské krajiny a architektury pouhym stfipkem, znamenajicim
jen maly posun smérem k individualizaci jevistnich dekoraci a zachycovani realného pro-
stfedi. Ve své dobé vSak byly tyto pociny vyznamnym krokem, ktery tak ¢i onak napomohl
dalsim vytvarnikim k pomalému, ale usilovnému bourani letitého zabéhnutého systému.
Na pocatku 20. stoleti, tedy jen o nékolik desitek let pozdéji, uz ceska scénografie takrka
srovnava krok s volnou vytvarnou tvorbou.
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Czech Landscapes and
Architecture as Portrayed by
Painters of the Provisional
Czech Theatre

VERA VELEMANOVA

he opening of the Provisional Czech Theatre in Prague in 1862 came at a time when

Czech visual art was distinguished by the work of such figures as Karel Purkyné, Antonin
Chittussi, and Josef Manes. Although the stereotypical procedures of visual art applied to
stagings remained strikingly antiquated compared with free art at least through the end
of the nineteenth century, efforts did get underway toward individualization of sets and
costumes, especially in the sense of using different sets for different productions, and also
in depicting particular real environments. This article is focused on those cases where set
designers, in particular Josef Macourek, Eduard Herold, Hugo Ullik, and Josef Haiss, captured
real segments of Czech landscapes and architecture in their sets for the Provisional Theatre.

Provisional Czech Theatre - Czech landscape painting - nineteenth century - theatrical
decorations - sets and costumes - Josef Macourek - Eduard Herold - Hugo Ullik

And so the Czech provisional theatre is now standing. [...] We must confess that since
the moment when the full lighting spread through all its rooms we have felt completely
at home here. We take the provisional theatre as a good omen, a good preparation for
the grand national theatre.

Thus Jan Neruda welcomed the opening the Provisional Czech Theatre.! It must be said
that given its lack of cosiness and comfort, and the tight spaces of the building’s facilities,
his reaction was surprisingly favourable. However, the Provisional Theatre was born
of a great longing for daily performances in the Czech language - a longing that was
far from satisfied by irregular Czech performances in the Estates Theatre, or even the
substantially more frequent ones by the Czech ensemble in the New Town Theatre
following that venue’s opening in 1859. Therefore the joy and the inclination to tolerate
the shortcomings of the longed-for theatre were fully understandable.

Although the idea of a Provisional Theatre was brought from its initial conception to
a finished building in record time (from January to November 1862), the results of the ensuing

1) J.N.[NERUDA, Jan]: ‘Ceské Prozatimni divadlo’ (The Czech Provisional Theatre), Hlas (Voice), 19 Nov. 1862.
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twenty years of its duration until the opening of the National Theatre had great value for the
development of theatrical culture,? and confirmed the wisdom of the decision made in 1861.

It was in the Provisional Theatre that many outstanding actors (e.g. Otylie Sklenarova-
Mala, Josefina Cermakova, Jindfich Mo3na, Josef Smaha, and both Frantisek and Josef
Jifi Kolar) as well as opera singers (Josef Lev, Arnost Grund, Julius Soucek, Josef Palecek,
Vojtéch Sebesta, Marie Sittova, and others) either commenced or fully developed their
careers; many of them later continued in the National Theatre. Besides a considerable
number of spoken plays, some important operas by Czech composers were performed for
the first time in the Provisional Theatre, as the forum devoted to performances in Czech. The
operas received a hearing here thanks to programming choices by the chief conductor and
artistic director of the operatic ensemble, Bedrich Smetana. The building of the Provisional
Theatre and its auxiliary venues saw the premieres of most of Smetana’s own operas as well
as operas by Karel Sebor, Karel Bendl, Josef R. Rozkosny, and Vilém Blodek. The Provisional
Theatre also introduced some of the operatic works of Antonin Dvorak and Zdenék Fibich.

But the twenty years between the openings of the Provisional Theatre and the National
Theatre were also relatively important for the development of visual art - of set and
costume design - even if it lagged far behind that of free artistic endeavours and adhered
to conservative notions of illusory decoration.

One of the groups that emerged during this period was ‘the generation of National
Theatre visual artists’. Their connection to the rest of the cultural world became increasingly
visible, and their artistic self-confidence strengthened as did their artistic and human
individuality. The heyday of ‘national self-awareness’ saw the development of the work of
artists like Josef Manes, Karel Purkyn&, Gabriel Max, Josef Cermak, Julius Marak, Vojtéch
Hynais, Vaclav Brozik, Bene$S Knlpfer, and Antonin Chittussi-artists with strong ties to
other European countries. At the same time efforts were exerted towards realistic portrayal
of a certain segment of a landscape, which held great importance for theatrical sets.

Artists whose names were later included among ‘the generation of National Theatre
visual artists’ in connection with decoration of that building did not directly affect either
the appearance of the Provisional Theatre building or its stage sets, or only in part.
However, their work was important for the character of stage painting in general. Other
artists did leave their mark directly on the history of the Provisional Theatre, and some of
them substantially influenced the development of visual art in a much broader context.

At the time of which we are speaking the influence of the romantic movement, so
deeply rooted in the thinking of Czech society, could still be felt in Czech art, but also

2) For studies summarizing this issue see e.g.: D&jiny Seského divadia lll. Cinohra 1848-1918 (The History
of Czech Theatre IIl: Spoken Plays 1848-1918), ed. Frantisek Cerny and Ljuba Klosova, Academia, Prague
1977; Narodni divadlo a jeho predchidci (The National Theatre and Its Predecessors), ed. Vladimir Prochazka,
Academia, Prague 1988; SORMOVA, Eva et al.: Ceska divadla. Encyklopedie divadelnich souborti (Czech Theatre:
An Encyclopaedia of Theatrical Companies), Divadelni Gstav, Prague 2000; HILMERA, Jifi: Ceska divadelni
architektura (Czech Theatrical Architecture), Divadelni Ustav, Prague 1999; LUDVOVA, Jitka et al.: Hudebni
divadlo v ¢eskych zemich. Osobnosti 19. stoleti (Musical Theatre in the Czech Lands: Outstanding Figures of
the Nineteenth Century), Divadelni dGstav and Academia, Prague 2006; STEPAN, Vaclav and TRAVNICKOVA,
Markéta: Prozatimni divadlo (The Provisional Theatre), Academia and the National Theatre, Prague 2006.
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Nové ceské divadlo / The New Czech Theatre
Fotografie, ateliér neuveden, kolem 1880 / Photograph, name of studio not given, ca 1880
NM-CMH-MBS inv. €. / inventory no. 429

noticeable was an effort to conceive and depict situations and events realistically. Already
much earlier, going back at least to the time around 1800, the phenomenon of excursions
in the countryside on foot had developed and become fashionable, and in the second
half of the nineteenth century it became a commonplace. This was related to the ever-
more-striking popularity of plein air drawing and painting, which was gradually growing in
importance and from 1830 to 1870 was further stimulated by the work of the Barbizon
school.?

Some pupils of Max Haushofer at the Academy of Fine Arts in Prague began there
careers at this time. Haushofer’s influence as a teacher was another contributing factor
to rising interest in landscape and plein air painting.

Landscape painting and the romantic painting of this school in general were closer
to the German conception than, say, to that of the French, as concerns the meditative,
melancholy, and elegiac manner typical of German landscape painting. Haushofer
himself remained inwardly bound to his native Bavaria, even though he mapped the Czech
landscape together with his pupils including Julius Marak, a typical Czech landscape
painter. On the other hand the modern conception of landscape on the canvasses of
Antonin Chittussi came very close to that of the French artistic school, striving to express
impressions of and feelings aroused by a landscape in a certain type of daylight.

Sothese seemingly opposed tendencies overlapped in Czech visual artin an interesting
way - romantic feelings and the desire to depict landscapes realistically, elements of

3) A group of French landscape painters settled in and around the village of Barbizon near Fontainebleau.
Influenced by Dutch masters and English landscape painting, this group was led by the painter Théodore
Rousseau. Their goal was a return to real nature, for which reason they engaged in plein air painting.
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German and French landscape painting. These fusions later led to an immensely vital
and distinctive style in Czech painting, culminating in the impressionistic works of Antonin
Slavicek, Milos Jiranek, Antonin Hudecek, and others.*

This intermingling of romantic or neo-romantic tendencies with tendencies toward
realism was evident for many years in theatre as well. A more striking inclination towards
a realistic conception of decorations and costumes was stimulated by the work of the
‘Meiningeners’, who visited Bohemia three times in 1878, 1879, and 1883, always for
about three weeks in the autumn. Works they presented included Shakespeare’s The
Winter’s Tale, placed partly in a ‘Czech setting’.5

An important role in these strivings towards realism was also played by the gradual
rise of photography, although of course its influence appeared first in portraits.

The development of free artistic painting is always several steps ahead of decorative
art. Yet there are undeniable links and influences, as in the case of plein air painting
whose fruits are reflected in stage sets. For a long time, even into the early twentieth
century, stage decoration was dominated by an established practice carried over from
the Baroque period-standard decorations and a backdrop style including various
persistent clichés and formulas, such as always using the same elements (an arch, side
wings, soffits, and a backdrop). In any case theatrical decoration at this time was really
just a background for happenings on the stage.

Nevertheless, the efforts of some stage designers of the Provisional Theatre had their
precedents going back to the early nineteenth century. Karel Postl, a painter and teacher of
the landscape-painting style at the Academy of Fine Arts in Prague, not only created many
standard sets for the Estates Theatre but made a significant contribution to the history of
stage painting;: the practice of depicting a real environment, especially parts of old Prague, e.g.
in his decorations for the opera Das Singspiel auf dem Dache (The Singspiel on the Roof) by
Anton Fischer and Georg Friedrich Treitschke (1807), depicting rooftops of Prague with a view
of the Tyn Church and across the Old Town Hall to the panorama of Petfin and Hradc¢any.

At the time when operations of the Provisional Theatre were getting underway, the
backdrop system was applied exclusively and the principle of standard stage decorations
prevailed as well. But already then this routine approach was a target of modern criticism-
e.g. in 1864 Jan Neruda advocated changes in the practice of stage decorations, saying
that standard painted sets were static and ignored the action on stage, tending even to
suppress it and influencing it in undesirable ways.®

4) See e.g. BLAZICKOVA-HOROVA, Nadé&7da: ‘Romanticka krajinomalba Haushoferovy Skoly’ (Romantic Landscape
Painting of the Haushofer School), in Déjiny ¢eského vytvarného uméni (The History of Czech Visual Art) lll/1,
Academia, Prague 2001, pp. 358-78; PRAHL, Roman: ‘Malifstvi v generaci Narodniho divadla’ (Painting by the
Generation of the National Theatre), in D&jiny ¢eského vytvarného uméni lll/2, Academia, Prague 2001, pp. 60-113;
VLCKOVA, Lucie: Krajinomalby v Praze 1840-1890 (Landscape Painting in Prague, 1840-1890), Stépan Malovec,
Prague 2010; VLCKOVA, Lucie: Krajina, obraz, fotografie (Landscape, Painting, Photography), exhibition catalogue,
Kant, Prague 2010; and finally PRAHL, Roman and PETRASOVA, Tatana: Mezi Mnichovem a Prahou: uméni 19. stoleti
(Between Munich and Prague: Art of the Nineteenth Century), Academia, Prague 2012.

5) See e.g. KLOSOVA, Ljuba: ‘Neruda versus Meiningensti’ (Neruda vs. the Meiningeners), Divadelni revue
(Theatrical Review), Vol. 13 (2002), No. 1, pp. 3-15.

6) J. N. [NERUDA, Jan]: ‘Redlnost na jevisti’ (Realism on the Stage), Hlas (Voice), 21 April 1864.
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His call was unconsciously ‘heard’ only in part: it took many years for the system of
standard sets to disappear from theatres. However, already in the early years of the
Provisional Theatre there were efforts to conceive stage decorations in a more modern way.”

Decorations for many stagings by the Provisional Theatre were created by the renowned
Véaclav Kautsky, who also contributed numerous decorative paintings in the theatre building
itself. Although for example in Prodana nevésta (The Bartered Bride) and Sebor’s Templafi na
Moravé (The Templars in Moravia) we find his decorations titled ‘A Village’ and ‘Landscape
near Prague’, these are actually not realistic depictions of the Czech countryside, and
therefore lie outside the focus of our interest. By contrast ‘Landscape beneath the Mountain
Blanik’, painted by Josef Haiss for Fibich’s opera Blanik, belongs in our enumeration. This
decoration was originally intended for the National Theatre, but after that building was gutted
by fire in 1881 it was used the same year in the Provisional Theatre. Another good example is
a wandeldekoration called ‘The Route from Plzen to Prague’ by the painter Napoleon Rohmer,
created in 1862 for the opening of the railway on that route and used a few years later by
the Provisional Theatre for the 1865 staging of Carovny zavoj (The Magic Veil), a fairy tale
with impressive staging effects based on Eugéene Scribe’s Le Lac des fées (The Fairy Lake).

During the period of operation of the Provisional Theatre the following three artists,
especially, concerned themselves seriously with the Czech landscape and Czech architecture.
Coincidentally they were almost exact contemporaries (although we still do not know the
precise date of birth for the first of them): Josef Macourek, Eduard Herold, and Hugo Ullik.2

Josef Macourek, apparently a pupil of the theatrical decoration painter Antonin
Fingerland at the Academy of Fine Arts in Prague, began working for the Estates Theatre
in the 1850s. He then worked for the Provisional Theatre from 1862 until his death in
1874. Starting in 1864 he was head of the Provincial Theatre’s stage decorations
shop, and shared in creating the theatre’s basic stock of decorations. Although he was
a conservative, adhering to the established principles of backdrop construction of the
stage space (especially the arch, the system of soffits, rear backdrops, side wings, etc.), he
holds a position as one of the first stage painters who created individual decorations for
the theatre, such as for Sebor’s opera Drahomira (1867), for which he created ‘Landscape
with a View of VySehrad’; this decoration was painted on a backdrop with individualized
components.® The design does not depart in any way either from Macourek’s style or

7) See for example KLOSOVA, Ljuba: ‘K inscenadnim otédzkam opery a &inohry Prozatimniho divadla’ (Staging
Issues in Productions of Operas and Spoken Plays by the Provisional Theatre), Casopis Narodniho muzea (Journal
of the National Museum), Vol. 135 (1966), pp. 212-18; TRAVNICKOVA, Markéta: Prozatimni divadio 1862-1883
(The Provisional Theatre, 1862-1883), auxiliary results of a grant project, in Sbornik Narodniho muzea v Praze
(Compendium of the National Museum in Prague), Series A (History), Vol. LVII (2003), Nos. 3-4, Prague 2003.

8) The author worked with a collection of set designs deposited in the theatre department of the Historical
Museum of the National Museum, comprising: J. Macourek - set designs, shelf mark SA-IX c-3a, inventory
no. 12892/33; E. Herold - set designs, shelf mark S-VII a-16, 1b, 5b; and H. Ullik - various sketches, shelf
mark S XV a-1a, inventory no. 3350/30 and sketchbook, shelf mark S-VIl a-5 e, inventory no. 153/27.

9) See SRBA, Bofrivoj: ‘Vyvojové promény systému kulisové dekorace v Prozatimnim divadle a na jeho filidlnich
scénach 1862-1883' (Developmental Transformations in the System of Backdrop Decoration at the Provisional
Theatre and its Auxilliary Theatres, 1862-1883), in Theatralia et Cinematographica, Sbornik praci Filozofické
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from conventionally-executed drawing, but its style is identifiable and to a certain extent
distinctive. Though no match for such works as the highly-refined drawings and paintings
of Ullik, we see here glimmers of an effort to express contrast in lighting and a play of light,
which makes Macourek’s drawing and gouache painting (the technique he usually used)
vivid and convincing. Already earlier he had painted the Prague Castle and its surroundings
for Templari na Moravé (1865), and his ‘Landscape near Prague’ appeared in 1866 in the
second act of Smetana’s Branibofi v Cechéch (The Brandenburgers in Bohemia). In 1869
he created, for a branch venue of the Provisional Theatre called the ‘Summer Theatre [or
the Arena] on the Ramparts’ a painted portal, decorations, and curtain with a view of the
Prague Castle showing the former Prague chain bridge in the foreground.

Macourek also created sets for a tableau vivant called VéStba LibuSina
(LibuSe’s Prophecy) by Josef Jifi Kolar, performed after Smetana’s opening Slavnostni
predehra (Festival Overture) in C major at the New Town Theatre on 16 May 1868 -
the day when the foundation stone was laid for the National Theatre.’® Here, too, he
applied realistic images of the Czech landscape and Czech architecture. Then came
the premiere of Smetana’s opera Dalibor, for which Macourek created the decorations
‘Courtyard of the Royal Castle’ and ‘Dungeon’. Another known work of his in which he
attempted to express the typical character of the Czech landscape was the decoration
‘The Landscape of St. John’s Rapids’ for the third act of RozkoSny’s opera Svatojanské
proudy (St. John’s Rapids) at the Provisional Theatre in 1871.

After the death of Josef Macourek, his position as head of the Provisional Theatre’s stage
decorations shop was taken by Eduard Herold (1820-95), painter and writer, author of the
drama Petr Vok, posledniz RoZmberka (Petr Vok, the Last of the RoZzmberks). He commenced
work for the Provisional Theatre at the time when efforts began to be exerted, in accord with
the aims of Smetana, towards stronger emphasis on the visual component, towards its
modernization in favour of greater authenticity and integrity of the musical drama. Herold
led the decorations shop until 1876, but he designed decorations for the Provisional Theatre
later as well. Having a deep interest in history, he put his knowledge to use in three operas: in
1868 Smetana’s Dalibor, for which he created the decorations of the Prague Castle, in the
same year Sebor’s Nevésta husitska (The Hussite Bride) with a collapsible wagon barricade,
and in 1877 RozkoSny’s Zavis z Falkenstejna (Zavis of Falkenstejn), for which he and Hugo
Ullik designed sets depicting among other things a section of the landscape of southern
Bohemia. Herold advocated three-dimensional decorations as opposed to outmoded flat
perspective backdrops. This, along with the effort to depict a realistic environment, was his
main contribution to the decorative practice of the time.

fakulty brnénské univerzity (Theatralia et Cinematographica: A Compendium of Studies of the Faculty of Arts
of the University in Brno), Q3, Brno 2000, p. 42. Also published (along with other studies) in SRBA, Bofivoj:
V zahradach Thespidovych (In the Gardens of Thespius), Janackova akademie muzickych uméni, Brno 2009.
10) JIRANEK, Jaroslav: Smetanova operni tvorba (The Operas of Smetana), Vol. 1, Editio Supraphon, Prague
1984, p. 325. The playbill giving information about the performances of V&stba Libusina and Smetana’s Dalibor
is reproduced in BARTOS, Josef: Prozatimni divadlo a jeho opera (The Provisional Theatre and Its Opera), Sbor
pro zfizeni druhého Narodniho divadla v Praze, Prague 1938, pp. 262-63.
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The most talented landscape painter among the artists of the Provisional Theatre
was Hugo Ullik (1838-81), who studied at the Academy in Prague and also in Munich.
The high esteem still accorded his work today is shown, if not by exhibition of his works,
at least by laudatory mentions of them in professional literature and also by interest in
his landscape paintings at many art auctions. Already in his time he was considered the
best pupil of Max Haushofer, yet he died in obscurity and hardship. His short life was
very intense artistically; his work encompasses innumerable landscapes. some of which
approach genre scenes with human figures, and many of which relate in some way to his
own life’s journey (his native region of Beroun, Czech castles, and alpine landscapes).

Ullik’s paintings combine elements of romantic feeling with the emerging realism.
This is evidenced already by his choice of topics - he was fond of castles and ruins, e.g.
Bezdéz, which he depicted several times as a typical romantic venue, where Vaclav Il was
imprisoned, and which became a popular location in romantic literature. He respected
plein air drawing and painting, for instance depicting Bezdéz in this style in 1872 or 1873.
He was able to use his knowledge of this particular landscape in 1878 when creating set
designs for Smetana’s Tajemstvi (The Secret), but nevertheless he travelled there again,
together with the stage director Edmund Chvalovsky (also a skilled drawer) and created
more sketches as preparatory material for stage decorations. The approximate appearance
of these sketches is known thanks to hand-made copies by Antonin Gareis the younger.

Hugo Ullik clearly approached his work on designs with an immense sense of
responsibility. If we compare his free drawings and paintings of landscapes to his set
designs, the difference is sometimes surprisingly radical, attesting to his immense diligence,
his humility, his knowledge, and his respect for theatrical operations. Whereas his free work
is airy and has, despite his hard work, a sense of lightness - something ‘atmospheric’
- his extant designs for stagings are strictly descriptive and absolutely vivid. Especially
in designs for interiors, which seem to have been less interesting for him artistically, we
find mainly a striving to achieve functionality and fulfilment of purpose; they have almost
nothing in common with his airy and soft, at times almost quasi-Baroque, style of painting.

It seems, however, that Ullik’s brief period of theatrical work exerted a reverse influence
on his free work: his landscape paintings from this time are effective in their dramatic
character and tension. They are not just records of sections of landscape, but also works
of atmosphere and emotional response to natural scenery. This is probably one of the
reasons they still speak to us today.

From the standpoint of the development of Czech scenography as a whole, the efforts of the
Provisional Theatre painters towards faithful depictions of Czech landscapes and architecture
seem to be a mere fragment, constituting only a slight shift towards individualization of
stage decorations and capturing of the real environment. In their time, however, these
achievements were an important step which in various ways helped other artists towards
a slow but strenuous demolition of the long-established system. Only a few decades later, in
the early twentieth century, Czech set designs nearly caught up with free artistic work.
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Pohled do hledisté

Narodniho divadla po poZaru,
s pozujicimi hasici / Seating
area of the National Theatre
after the fire, with firefighters
posing)

Fotografie / Photograph, Jan
Mulag, Praha / Prague, 1881
NM-CMH-MBS D XXXVIII/63,
inv. €. / inventory no. 8068

Pohled z balkonu Narodniho
divadla na Retézovy most

s provizornim dfevénym
mostem / View of the Chain
Bridge from the balcony of
the National Theatre, showing
the provisional wooden bridge
Fotografie / Photograph, Jan
Mulag, Praha / Prague, [1897]
NM-CMH-MBS E VIII/38,

inv. €. / inventory no. 8121
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FrantiSek Ondfic¢ek s houslemi / with his violin
Fotografie / Photograph, Jan Mulag,

Praha / Prague, [18837?]

NM-CMH-HHO &. pf. / acquisition no. 18/78

Eugen d’Albert

Fotografie s autogramem / Signed photograph,
Jan Mula¢, Praha / Prague, [1886]
NM-CMH-HHO F 492

Jozio Hoffmann

Fotografie u klaviru / Photograph at the piano,
Jan Mulac, Praha / Prague, [1886]
NM-CMH-HHO F 522
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Camille Saint-Saéns

Fotografie / Photograph, Jan Mulag,
Praha / Prague [18867?]
NM-CMH-MBS D Xll a/67, inv. &. /
inventory no. 9453

Franz Liszt

Fotografie / Photograph, Jan Mula¢ (?), kolem roku
18867 / 1886 or shortly before?
NM-CMH-HHO F 2751

Ignaz Paderewski

Fotografie / Photograph, Jan Mulac,
Praha / Prague, [1888]
NM-CMH-HHO F 2926
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Karel Burian

jako Dalibor / as Dalibor
Fotografie / Photograph,
Jan Mulag,

Praha / Prague, [1903]
NM-CMH-HHO F 3071
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FrantiSek Hynek

jako Escamillo / as Escamillo
Kolorovana fotografie / Coloured
photograph, Jan Mulag,

Praha / Prague, [1883-1884]
NM-CMH-MBS E IX/123

inv. €. / inventory no. 1600

Vilém He$

jako / as Mefistofeles
Fotografie / Photograph,
Jan Mulac,

Praha / Prague [1901]
NM-CMH-MAD 6069 IV



