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V ateliéru

V roce 1978 pfedala Anna Farova na pfani BoZzeny Sudkové, sestry
fotografa, do Ustavu d&jin uméni AV CR vice nez 13 000 negativ(i
Josefa Sudka. Je to jeden z nejvétsich konvolutd Sudkovy Zivnos-
tenské fotografie viibec. Ta je ovSem stale spiSe na okraji zajmu
sudkovskych badatel(l. Patfi sem soubory, které Sudek vytvarel

v letech 1928 -1932 pro Druzstevni praci, ale i série fotografii

z mist zasazenych pfi bombardovani Prahy v roku 1945. Jednim

z nejvétSich souboru této komeréni ¢asti Sudkovy pozustalosti jsou
negativy fotografii obrazd, kreseb a soch témé¥ 800 umélct, af uz
téch, ktefi tehdy zili, nebo jiz mrtvych mistrd, a to i doslova ,starych
mistrd“. Vedle reprodukci uméleckych dél konvolut obsahuje

v nékterych pfipadech i pohledy do ateliérdi a portréty samotnych
umélc, ktefi zde pracovali. Pfedstaveny soubor fotografii doku-
mentuje prazské ateliéry vytvarnych umélct z let cca 1930—1960.
Fotografie v sobé& nesou osobni pfibéhy umélcti i samotného
Josefa Sudka, a pohybuji se tak na pomezi volné a zakazkové
fotografie tohoto autora, coz se ostatné tyka i komerénich fotografii
pro Druzstevni praci.

Josef Sudek byl obklopen prateli pfedevsim z uméleckych kruhd,
jimz na zakazku a ¢asto systematicky dokumentoval jejich tvorbu.
Nejprve pracoval pro zndmé, poté pro jejich znamé, néktefi pozdéji
pfisli za fotografem osobné, a jeho klientela se tak zvétSovala.
Vyznam umeéleckych reprodukci, jak z hlediska divackého, tak
badatelského, zastira popularita znamych Sudkovych zatisi,
pohledd z okna jeho fotoateliéru a krajin. Pfestoze se Sudek
zucastnil fotografovani pro knihu Prazské ateliéry (1961), kde se
objevily jeho fotografie z ateliérl a portréty Josefa Broze, Oty
Janecka, Josefa Lady, Vlastimila Rady, Vaclava Sivka, Jana
Slavi¢ka, Bedficha Stefana, Vladimira Sychry, Otakara Velinského
a Josefa Wagnera, fotografie z ateliérti ze shirky UDU nebyly
reprodukovany. Idea cyklu ateliérd vSak Sudka nejspiSe oslovila
mnohem dfive, na samotném pocatku jeho Zivnostenské kampané
jako reprodukéniho fotografa umeéleckych dél, coz mohlo byt po ote-
vieni Krasné jizby DruZstevni prace, tedy nékdy v letech
1928-1930. Tehdy nejspiSe Sudek zacal fotografovat umélecka
dila a jednim z jeho prvnich zakaznika byl FrantiSek Tichy. ,V té
dobé jesté nikdo obrazy nefotografoval,” fekl Sudek v rozhovoru

s Janem Rezagem, editorem knihy Prazské ateliéry.' Nékdy na
pocatku tficatych let se Sudek seznamil s malifem Emilem Fillou,
ktery jej zahy zaméstnal zakazkami pro SVU Manes a ¢asopis
VoIné sméry. Sam Filla se stal posléze jednim z nejaktivnéjSich
klientl Sudka, ktery mu fotografoval obrazy, kresby i sochy pro
vlastni archivaci. V roce 1933 jej Sudek portrétoval v jeho ateliéru
na Ofechovce. Agkoliv mezi negativy Sudkova souboru v UDU AV
CR tyto zabéry nejsou, je tam velké mnozstvi Fillovych dél, které ve
30.—50. letech Sudek fotografoval systematicky.

Z onéch témér 800 autord, jejichz dila byla zachycena na negati-
vech ve fondu UDU AV CR, jsme pro vystavu vybrali deset umélct
a jejich ateliérd. Ukazujeme ateliéry osobnosti znamych, v nékte-
rych pfipadech Sudkovych pratel, ale i jména stojici dnes mimo
hlavni proud moderniho uméni u nés. Fotografie nejsou pfedstave-



ny v originalnich pozitivech, které se nedochovaly, ale v novych
kontaktnich kopiich, tzv. newprintech, které byly zhotoveny
specialné pro tuto vystavu z originalnich negativ(i Josefa Sudka
fotografem Vliadem Bohdanem z UDU AV CR.

Vybér kombinuje mnozstvi dochovaného materialu s vyznamem
umélcl i s osobnim vztahem Sudka k nim. Tak se vedle sochatt
Bohumila Kafky, Josefa Wagnera, Josefa Maratky a Hany
Wichterlové objevuje ateliér malife Andreje Bélocvétova, jehoz se
Sudkem pojilo pevné pratelstvi, a jsou pfedstaveny i ateliéry
»mensich“ umélcl, pro néz ovSéem Sudek mél vétSinou slabost.
Jde o sochare Jifiho Jasku, malife FrantiS§ka Zikmunda, Viléma
Plocka a Emanuela Famiru. K Sudkovym pfateldm patfil také Ota
Janecek, ktery se snazil vymanit z postkubistické hybridni
manyry, smeéfujici k stylizovanému realistickému modernismu.
Jeho ateliér Josef Sudek vyfotografoval v sérii snimk{ zhotove-
nych pravdépodobné ve ¢tyficatych letech.

Vystava predstavuje divacky atraktivni téma odkryvajici pozadi
tvorby uméleckych dél pfedstavenych umélct. Dava moznost
nahlédnout do intimniho prostiedi jejich ateliérd, kde se rodila
dila, z nichz néktera jsou dnes soucasti narodniho kulturniho
dédictvi a jina upadla v zapomnéni.

Sudk(v vlastni ateliér, schovany na zahradce mezi ¢inZovnimi
domy na Ujezdé, dfevéna bouditka miniaturnich rozméra,
naplnéna chaotickym mnozstvim fotek, fotopapird a rdznych
nalezenych nebo darovanych pfedmétd — Jaroslav Seifert psal
o ,hromadé neprebernych kram(1“2 —, byl oznacen za alchymic-
kou kuchyni jeho tvofeni. Stal se proslulym. Ne nadarmo tam
Sudek vytvoril zasadni cykly své tvorby, jako Okna nebo
Labyrinty. Tajemstvi umélce je zakleto v tajemstvi jeho ateliéru.
Kdyz od tficatych let chodil Sudek fotografovat dila umélcd, je
pochopitelné, Zze se v nékterych pfipadech — pokud k tomu nebyl
pfimo pozadan — zajimal i o kuchyni umélcd, tj. o jejich ateliéry.
Jsou mezi nimi ateliéry uspofadané, ale i stejné chaotické, jako
byl ten Sudkdv.

Sudek zacal fotografovat umélecka dila v dobég, kdy mél za
sebou zkuSenost z fotografovani dostavby chramu svatého Vita,
jehoz vysledkem bylo portfolio vydané Druzstevni praci v roce
1928. Tam jej fascinoval ,vpad vetfelce”, stavebni techniky

a materiald, do sakralnich prostor chramu. Podobné mohl Sudka
zaujmout v ateliéru Bohumila Kafky kontrast leSeni, pomocnych
kladek a nedokonéeného koné k pomniku Jana Zizky. Zaujala jej
také zatisi s hlavou koné a hlavou Iva. Jako by Sudek tusil, ze
plné uchopit dilo umélce je mozné tehdy, ohleda-li jeho kuchyni,
jeho ateliér.

Od tficatych let po setkani s Fillou byl Sudek presvédcen, ze
Ustfednim tématem fotografie je zatiSi. Pro Fillu to byl zakladni
zanr, napsal o ném fadu studii a sou¢asné mu na pfikladu zatisi
vysvétloval principy kubismu. Divame-li se na Sudkovy ateliéry
vybranych umélct, mizeme citit jeho snahu vidét je jako
skrumaz prfedmétl a véci, jako labyrint vnitfniho svéta umélce,



jeho zdroja, napadi a studii. Nékteré ateliéry maji kompozici zatisi
(Plocek, Janecek), fragmenty soch Maratky fotografuje jako zatisi
s kvétinou, u FrantiSka Zikmunda foti jeho Sifkové obrazy jako véci
v zatisi se Staflemi a dalSimi obrazy oto€enymi blindramem

k divakovi. Dokonce nékdy i krajinu fotografuje jako zatisi. Kdyz
Sudek jezdil za Fillou na pfelomu Ctyficatych a padesatych let na
zamek do Peruce, vytvoril tam fadu fotografii zameckého parku,
zaujat jako jiz dfive vzrostlymi starymi stromy. Zfejmé neni
nahodné, Zze Sudek ve svych vzpominkach opét vyzdvihl dilezitost
hledani smyslu a charakteru stromu ve vytvarném dile v diskusi

s Fillou. Teprve tehdy, kdyZ mu Filla ukazal v Rembrandtové
monografii jakousi kresbu, kde byl velky dub a pod nim ,pfikréeny
staveni, uvédomil si pry Sudek, ze strom je ziva véc.®

Josef Maratka, Studie pravé muzské
nohy, 1902, palena hlina. Fotografie
Josefa Sudka, negativ UDU AV CR,

inv. ¢. S 121.

Sudek mél blizko k nékterym malifdm z isté emotivniho naladéni:
nebylo pro néj ani tak dllezité, co a jak malovali, ale jak komuniko-
vali. Byli mu pfitazlivéjsi bud samotafi, ti, co byli mimo hlavni proud,
a to i z hlediska mainstreamu modernismu, pfipadné ti, od nichz
mohl néco pochytit. Ale pfredev§im mu museli byt lidsky blizci.

V Sudkové pfipadé je mnozZstvi fotografickych reprodukci konkrét-
nich malifd pfimo umérna jeho oblibé dila daného umélce. To se
zase projevovalo v poctu dél, které Sudek od tohoto vytvarnika
vlastnil ve své sbirce, ktera po jeho smrti pfesSla do Narodni galerie
v Praze a do Galerie moderniho uméni v Roudnici nad Labem.
Rada umélct se se Sudkem vyrovnavala nejen finanéné, ale také
tak, Ze mu jako protihodnotu za fotografie vénovali své obrazy nebo
kresby. Sudek také néktera dila kupoval a umélce, ktefi mu byli
blizci, i finanéné podporoval. Tak vznikla proslula Sudkova sbirka
¢eského moderniho uméni. V obdobi let 1930-1945 nasbiral vice
nez tisic obrazl, kreseb a soch a mnoha dila mél ozna¢ena
razitkem ,Sudkova galerie®“.* Po zabrani Sudet Némci v zafi 1938
byla na popud historika uméni Vojtécha Volavky, ktery tenkrat
pracoval v Moderni galerii, uschovana nejcennéjsi ¢ast sbirky do
Ukrytu Zemského archivu.® Poet dél zastoupenych umélci
vypovida o Sudkové oblibé jednotlivych vytvarnikd. Nejvice praci
mél od FrantiSka Tichého a Jana Bendy. To se vSak netyka
sochafd, jako byli Josef Maratka, Bohumil Kafka, Bedfich Stefan
nebo Josef Wagner. V jejich pfipadech vytvofil sice desitky
skveélych fotografii soch, nicméné ve své shirce z pochopitelnych
dlvodu socharska dila, zejména kvili nakladnosti bronzu, mramo-



ru, piskovce a dalSich sochatskych materialti — az na sadry ¢€i
kresby —, vétSinou nemél zastoupené. Pokud je vSak mél, jako
bustu Bedficha Smetany od Josefa Wagnera, tu a tam si ji néjaky
host Sudkovych hudebnich soirées vzal a vyuzil ji jako sedacku,
jak vzpominal Jaroslav Seifert.

Josef Sudek, V ateliéru, 1952,
bromostfibrna fotografie (vyfez

s bustou Bedficha Smetany od
Josefa Wagnera), zdroj: Lubomir
Linhart: Josef Sudek, Fotografie.
Praha: SNKLHU, 1956, obr. 189.

Dal§im dokladem tésnych vztahG Sudka s vytvarniky jsou také
Eetné podobizny fotografa od riznych umélcud. Portréty Josefa
Sudka byly vytvafeny od roku 1922, kdy, jak uvadi Sudek,
FrantiSek Tichy namaloval jeho prvni portrét. Poté jich nékolik
namaloval Vlastimil Rada. Sudek s Radou tvofili podivnou
nerozluénou dvojici, chodivali spolu na koncerty; Vlastimil Rada
se na nich objevoval neoholeny v rozevlatém svetru, Sudek ve
svém nezamenitelném baloriaku. Rada byl jednim z prvnich
majiteld stereofonického pfistroje v Praze a Sudek jej brzy
nasledoval.” Vystava Josef Sudek ve vytvarném umeéni v galerii
Fronta v roce 1960 predstavila prace dvaadvaceti autorl, ktefi
Sudka portrétovali. Kromé FrantiSka Tichého a Vlastimila Rady
tam byly Sudkovy portréty od Vaclava Sivka, Andreje Bélocvéto-
va, Josefa Broze, Richarda Fremunda a dalSich.

Andrej Bélocvétov, Josef Sudek,
1952, kresba tuzkou, papir.

Od poloviny dvacatych let pracoval Josef Sudek postupné pro

rostouci mnozinu malif(l a sochafd, ktefi si u néj nechali zhotovo-
vat reprodukce. Kromé jistych preferenci umélct ,na okraji“ nebo
naopak téch, jez si hluboce vazil — vedle Filly bychom sem mohli



zaradit pravé FrantiSka Tichého nebo zminéného Vlastimila Radu,
se kterym jej sblizoval i zajem o hudbu —, pracoval Sudek pro
desitky rdznorodych malifd a sochafd, dnes ¢asto neznamych, jako
fotograf-zivnostnik. Umélci, pro néz pracoval — a vétSinou musela
byt hlavni zasada spoluprace, ze klienti na Sudka nesméli ,tlacit”,
co se tyCe termint —, patfili z vétsi ¢asti do stfedniho proudu
modernismu. AZ na Jindficha Styrského a Toyen nebyli mezi
Sudkovymi klienty fakti¢ti zastupci avantgardy s vyjimkou designé-
rd, ktefi pracovali pro Druzstevni praci a jejichz tvorbu Sudek
fotografoval v ramci zavazk( pro Druzstevni praci (Ladislav Sutnar,
Bohumil Juzni€). Svéd¢i to o tom, jak hluboce Ihostejné byly
Sudkovi hlediska avantgardy, pfipadné konzervativismu. Naopak,
byl schopen vytvofit nékolik desitek fotografii obrazd pro malife v té
dobé nepfili§ znamého, ,zapadlého” realistu FrantiSka Zikmunda,
ktery ovSem mél jednu dobu ateliér vedle FrantiSka Tichého, s nimz
se dobfe znal. Zikmund ve 30.-50. letech maloval staromistrovska
zatisi s mrtvymi ptaky, ale i melancholické krajiny s naladou jako od
Maurice Utrilla. Josef Sudek ho nékolikrat portrétoval v jeho
ateliéru, pokazdé s vyrazem bolestné deprese. V pfipadé zakazek
samoziejméeé mohlo hrat roli Eisté obchodni hledisko, tj. budu
fotografovat tomu, kdo zaplati, ale Ize se spiSe domnivat, ze Sudek
meél slabost pro outsidery umélecké scény, ktefi se prosazovali
obtizné nebo vibec. Vedle ¢lend SVU Manes Sudek fotografoval
také pro nékteré ¢leny Umélecké besedy, zejména pro regionalni
krajinafe Vlastimila Radu a Vaclava Rabase.

FrantiSek Zikmund,
Z4tisi. Fotografie
Josefa Sudka,
negativ UDU AV CR,
inv. ¢. S 2435.

Bizarni a scénicky aranzované jsou fotografie velkého ateliéru
Emanuela Famiry s rozpracovanym obrazem v duchu socialistické-
ho realismu ze stavby dvou lodi v lodénicich v Libni. Fotografie

z doby po uchopeni moci Klementem Gottwaldem jsou datované
pted konec fijna 1950, kdy byla jedna z nich povolena ke zvefejnéni
Ministerstvem narodni obrany.® Vypadaji jako naaranzovana zatisi
z vysokého nadhledu, kde jednou z ,Zivych“ véci je malif sam.

Pocgatkem &tyficatych let piigel do Sudkova ateliéru na Ujezdé
mladi¢ky malif Andrej Bélocvétov. Potomek rodict s lotySskou,
gruzinskou i skotskou krvi si Sudka podmanil, a naopak svérazny
Sudek se stal pro mladi¢kého malife druhym otcem (ten pravy
opustil Bélcvétovovu matku v roce 1926, kdyz byly Andrejovi tfi
roky). Z navstévy se stalo velké pratelstvi k padesatce se bliziciho
Sudka a sotva dvacetiletého malife Andreje Bélocvétova. Co mohlo
Sudka na Bélocvétovovi zajimat? Kromé mladi to byla Zivog€isna



energie a neklidny experimentalni duch mladého malite, ktery
sice kratce studoval Akademii vytvarnych uméni, sam z ni ovSem
sbéhl. Jeho enormni talent uznavali i pedagogové. Spojeni
naturalismu, novoklasicismu a surrealismu a sou¢asné experi-
menty v dripping painting, potvrzujici nejspise nepravdivou
predstavu, ze Bélocvétov v padesatych letech musel znét dilo
Jacksona Pollocka, to vSe byly kédy, které z Bélocvétova
vytvofily jakousi nefizenou sttelu, tviirce pfekvapujiciho,
méniciho styly a pfitom nezafaditelného.

Zvoleny cyklus fotografii ateliér(i tematizuje intimni a ¢asto
tajnosnubny charakter prostoru, v némz se rodi obraz, socha
nebo kresba, v pfipadé Sudka i fotografie. Snimky ateliért se ve
sbirce dochovaly pouze v negativech; originalni pozitivy téchto
fotografii dnes jiz neexistuji. Nové kopie jsou jedinou moznosti,
jak tuto ¢ast dosud skryté Sudkovy tvorby pfedstavit vefejnosti.
Pfiznavame, Ze se nejedna o originalni kopie, a tim se dostava-
me Kk ideji vystavy jako ateliéru, v jehoz ramci poukazujeme na
nedokoné&enost jejich statutu. Nova kontaktni kopie neni origindl,
ale umozni nam zhlédnout, co je na negativu zachycené.

V ateliéru ¢erné komory se po osviceni Sudkova negativu a vyvo-
lani papiru nové objevuje cosi, co je zaznamenano a ¢eka na
svou promluvu. Fotograf naSeho Ustavu musel cely proces
dokon¢it pravé tam, kde Sudek skongil, ve fotografickém ateliéru.
Tento proces resuscitace nafotografované scény se odehrava

v ateliéru, v misté, které Sudka u nékterych umélcu tolik zaujalo.
Tak se téma Sudkovych negativd spojuje s realnou nutnosti jejich
nového zviditelnéni, vykopirovani, mame-li se jimi viibec zabyvat.
Sudkovo jméno je zarukou, ze i v pfipadé komeréni fotografie
+pro obzivu“ Ize vytvofit fotografie, které by obstaly v konfrontaci
s jeho volnou tvorbou. Plati to pravé o souboru ateliér(i v Praze.

Vojtéch Lahoda

Jan Rezag, Josef Sudek. Slovnik misto paméti. Kulturni tvorba IV, 1966,
¢€.10, s. 8-9. Cit. in: Jaroslav Andél, Petr Hron, Adéla Petruzelkova (eds.)
Josef Sudek v rozhovorech a vzpominkach, Praha: Moravska galerie

v Brné — Torst 2014, s. 36.

Jaroslav Seifert, in: Jan Rezag — Jan Mi¢och (eds.), Riize pro Josefa Sudka:
1896-1976 (kat. vyst.), Praha: Sprava Prazského hradu — Uméleckopriimyslové
museum v Praze 1996, s. 204.

Op. cit. pozn. 1, s. 34.

Anna Farov4, Josef Sudek. Praha: Torst 1995, s. 83.

Ibidem, s. 82-83.

Op. cit. pozn. 2.

Op. cit. pozn. 5, s. 135.

Pozlstalost Emanuela Famiry, Archiv Narodni galerie v Praze.
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In the Studio

In 1978, at the request of BoZzena Sudkova, sister of the photogra-
pher, the art historian Anna Farova donated more than 13,000

of Josef Sudek’s negatives to the Institute of Art History of the
Czech Academy of Sciences. It is one of the largest collections of
Sudek’s commercial work. However, this aspect of his work has
mostly been overlooked by scholars. The work includes series
which Sudek created between 1928-1932 for Druzstevni prace
[Cooperative Work] publishing house, but also a set of photo-
graphs from places affected by the bombing of Prague in 1945.
One of the largest series of this commercial part of Sudek’s estate
are negatives of photographs of paintings, drawings and sculp-
tures by almost 800 artists, whether those who were still living at
the time or dead masters, even literally “Old Masters”. In addition
to reproductions of art works, the collection contains views of
studios and portraits of the artists who worked in them. The
presented collection of photographs documents the Prague
studios of different artists from approximately 1930-1960. The
photographs are personal testimonies of the artists and Josef
Sudek as well, thus balancing on the border between art and
commissioned photography, which is also true of Sudek’s com-
mercial photographs for Druzstevni prace.

Josef Sudek was surrounded by friends from artistic circles, and he
documented their work on commission. First he worked for his
acquaintances, then for their acquaintances, some of whom sought
Sudek out in person and so his clientele grew in number. The signifi- 4,
cance of his reproductions of art, from the point of view of both the
public and specialists, is somewhat overshadowed by the popular-
ity of Sudek’s well-known still lifes, views from the windows of his
studio, and landscapes. Despite the fact that Sudek participated in
the production of the book Prazskeé ateliéry (Prague Studios, 1961),
which featured his photographs from the studios and portraits of
the artists Josef Broz, Ota Janecek, Josef Lada, Vlastimil Rada,
Véclav Sivko, Jan Slavi¢ek, Bedfich Stefan, Vladimir Sychra, Otakar
Velinsky and Josef Wagner, photos from the studios deposited

in the collection of the Institute of Art History CAS have not been
reproduced. Sudek may have had the idea to make the studio
series much earlier, at the beginning of his career as a commercial
photographer of art works, which most likely began after the
opening of the Krasna jizba gallery of Druzstevni prace publishing
house sometime in 1928-1930. Sudek probably began to take
pictures of works of art at this time and one of his first customers
was Frantisek Tichy. “Back then nobody was taking pictures of
paintings”, said Sudek in an interview with Jan Rezag, the editor of
the book Prazské ateliéry. Sometime in the early 1930s Sudek met
the painter Emil Filla who employed him with commissions for SVU
Manes and the magazine Volné sméry [Free Currents]. Filla soon
became one of Sudek’s most active clients for whom Sudek
photographed paintings, drawings and sculptures for the archive. In
1933 Sudek took Filla’s portrait in his studio at Ofechovka. Although
these snapshots are not found among the negatives deposited at
the Institute of Art History, there are a large number of Filla’s works,
which Sudek photographed throughout the 1930s to the 1950s.



Of the almost 800 artists whose works are included in the
negatives in the collection of the Institute of Art History CAS we
have selected ten artists and their studios for the exhibition.
The studios of well-known figures are presented, in some cases
they were friends of Sudek, and there are also names that stand
outside of the mainstream of modern art in Czechoslovakia.
The photographs are not presented in original prints which are
not extant but in new prints specifically made for this show from
Josef Sudek’s original negatives by Vlado Bohdan, a photogra-
pher at the Institute.

The importance of the selection consists of the number of
preserved materials, with the importance of the artists involved,
as well as Sudek’s personal relationship to them. Thus in
addition to the sculptors Bohumil Kafka, Josef Wagner, Josef
Maratka and Hana Wichterlova, the studio of the painter Andrej
Bélocveétov is found, who enjoyed a close friendship with Sudek,
and also the studios of “lesser” artists whom Sudek liked.
These are the sculptor Jifi Jaska, and the painters FrantiSek
Zikmund, Vilém Plocek and Emanuel Famira. Another friend of
Sudek’s was Ota Janecek, who tried to move beyond his earlier
post-Cubist hybrid approach and tended toward a stylized
realistic modernism. Josef Sudek photographed his studio in

a series of pictures probably taken during the 1940s.

The exhibition presents an attractive theme revealing the
environment in which the artists worked. It provides insight into
the intimate space of their studios, where the art works came
into being, some of which are now part of the national cultural
heritage, while others fell into oblivion.

Sudek’s own studio hidden in a garden between apartment
buildings at Ujezd, a wooden shed of minimal proportions, filled
with chaotic piles of photos, photographic papers and various
found objects or presents — the poet Jaroslav Seifert wrote of it
as “a mound of endless junk”? — was the alchemical “kitchen”

of his creative work. It became well-known. It’s no surprise then
that Sudek created important cycles of his work there such as
Windows or Labyrinths. The mystery of the artist is concealed
within the space of his studio. When Sudek began photographing
works by artists in the 1930s it is quite understandable that in
some examples, unless he was asked to document them directly,
he also became interested in the “kitchen” of the artists, that

is their studios. These included well-organized studios but also
chaotic ones, like his own.

When Sudek began photographing art works, he already had the
experience of taking pictures of the completion of St. Vitus
Cathedral which resulted in a portfolio, published by Druzstevni
prace in 1928. In these works Sudek was fascinated by the
“invasion of the alien”, the construction machines and materials
in the sacred space of the cathedral. In a similar way Sudek may
have been attracted to the contrast between the scaffolds and
pulleys and the unfinished horse for the monument of Jan Zizka
in the studio of Bohumil Kafka. He was also intrigued by the still
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life with the head of a horse and the head of a lion. Sudek must
have sensed that to understand an artist’s work fully is only possible
by inspecting his “kitchen”, his studio.

After meeting with Filla in the 1930s, Sudek became convinced
that the central theme of photography is the still life. For Filla it was
an essential genre, he wrote a number of essays about it and,
when explaining the principles of Cubism to Sudek, he used the still
life as an example. When we look at Sudek’s photographs of the
studios of selected artists we can sense his effort to see them as
an assemblage of objects and things, as a labyrinth of the inherent
world of the artist, its sources, ideas and studies. Some of the
studios are composed as still lifes (Plocek, Janec¢ek), he portrays
fragments of Maratka’s sculptures as still lifes with a flower, at
FrantiSek Zikmund’s studio he photographs his long horizontal
paintings as objects in a still life, with a ladder and other paintings
turned with their stretcher bars facing the viewer. He even photo-
graphed the landscape as a still life. When Sudek travelled to visit
with Filla in the chateau in Peruc at the turn of the 1940s and
1950s, he created a number of images of the chateau park there,
intrigued, as ever, with the mature and old trees. Perhaps it is no
coincidence that in his memoir Sudek stressed the importance of
his discussions with Filla on the meaning and character of the tree
in the work of art. Only when Filla showed him a drawing in

a monograph on Rembrandt did Sudek realize, as he put it, that

a tree is a living thing.®

Page 6: Josef Maratka, Study of the right

foot of a man, 1902, clay. Photograph by 12
Josef Sudek, negative from the IAH CAS,

inv. no. S 121.

Sudek felt close to some of the painters for purely emotional
reasons: for him what and how they painted was not as important
as how they communicated. He was attracted to either loners,
those who stood outside of the mainstream, including the
mainstream of Modernism, or those who he could learn from.

But primarily they had to share his concern for human values.

In Sudek’s case, the number of photographic reproductions of some
of the painters is directly proportional to his appreciation of their
work, which is in turn reflected in the number of pieces by the
particular artists which Sudek owned in his collection, which was
donated after his death to the National Gallery in Prague and the
Gallery of Modern Art in Roudnice nad Labem. A number of artists
not only paid Sudek for his services with money, but sometimes
they would give him paintings or drawings as well. Sudek also
bought works of art and financially supported artists whom he felt
close to. In this way Sudek’s well-known collection of Czech
modern art was created. In the period of 1930-1945 he collected
more than a thousand paintings, drawings and sculptures and
many of the works in his collection bore the stamp “Sudek’s Gal-
lery”.* After the annexation of the Sudetenland by the Germans

in September 1938, at the instigation of the art historian Vojtéch
Volavka, working at the time in the Modern Gallery, the most
valuable part of the collection was kept in the shelter of the Land
Archive.® The number of works by individual artists in the collection
attests to Sudek’s relationship to them. Most of the works were



by FrantiSek Tichy and Jan Benda. However, this does not mean
the sculptors, such as Josef Maratka, Bohumil Kafka, Bedfich
Stefan or Josef Wagner, were any less important. Although he
took dozens of wonderful photographs of their sculptures,

for obvious reasons, mainly due the cost of bronze, marble, sand-
stone and other sculptural materials, he could not have their
works presented in his collection, except in the case of plaster
casts and drawings. Of the sculptures he actually owned, like
the bust of Bedfich Smetana by Josef Wagner, Jaroslav Seifert
remembered how occasional guests at Sudek’s music soirées
would grab it and use it as a seat.®

Page 7: Josef Sudek, In the studio,

1952, gelatin silver print (cropped with the
bust of Bedfich Smetana by Josef
Wagner), source: Lubomir Linhart: Josef
Sudek, Fotografie. Prague: SNKLHU,
1956, fig. 189.

Further evidence of Sudek’s close relationship with the artists are
the numerous portraits of Sudek by various painters. This began
in 1922 when FrantiSek Tichy painted the first one. Then Vlastimil
Rada made a few. Sudek and Rada made a strange pair attend-
ing concerts together. Vlastimil Rada was unshaven and in

a ragged sweater, Sudek in his own distinctive raincoat. Rada
was one of the first owners of a stereophonic device in Prague
and Sudek soon followed suit.” The exhibition Josef Sudek in
Fine Art in the Fronta Gallery in 1960 presented portraits of
Sudek by twenty-two artists. In addition to FrantiSek Tichy and
Vlastimil Rada there were portraits by Vaclav Sivko, Andrej
Bélocvétov, Josef Broz, Richard Fremund and others.

Page 7: Josef Sudek by Andrej
Bélocvétov, 1952, pencil drawing, paper.

From the mid-1920s on, Josef Sudek worked for a gradually
increasing number of painters and sculptors who had him make
reproductions of their work. In addition to artists “on the cutting
edge” or, on the other hand, those whom he just deeply
respected - together with Filla these include FrantiSek Tichy or
the aforementioned Vlastimil Rada, with whom he had similar
tastes in music — Sudek worked for dozens of diverse painters
and sculptors, often unknown nowadays, as a photographer-
entrepreneur. The artists whom he worked for — and the primary
defining principle of their collaboration was the fact that the
clients could not “push” Sudek in terms of a dead-line — mostly
belonged to the mainstream of Modernism. Apart from Jindfich
Styrsky and Toyen there were no representatives of the
avant-garde among Sudek’s clients, not counting the designers
who worked for the publishing house Druzstevni prace and
whose work Sudek photographed as part of the commission
(Ladislav Sutnar, Bohumil Juznic). It shows the indifference
Sudek felt to terms such as “avant-garde” or “conservatism”.
On the contrary, he took several dozens of photographs of
paintings for a painter who was quite unknown at the time, the
obscure realist FrantiSek Zikmund, who, it must be said, had his
studio next to FrantiSek Tichy’s for some time, and they knew
each other well. In the 1930s-1950s Zikmund painted still lifes
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with dead birds in the style of the Old Masters, but also melancholic
landscapes with an atmosphere similar in tone to the work of
Maurice Utrillo. Josef Sudek took portrait photographs of Zikmund
several times in his studio, every time he has a painfully-depressed
expression on his face. In terms of commissions, business
concerns certainly were a factor, that is, he would take pictures for
paying customers, nevertheless, we can assume that Sudek had

a soft spot for outsiders in the art scene, who had a hard time
gaining recognition or who did not get any at all. In addition to the
members of SVU Manes, Sudek also took photographs for some
of the members of Umélecka beseda, mainly for regional landscape
painters such as Vlastimil Rada and Vaclav Rabas.

Page 8: FrantiSek Zikmund, Still life.
Photograph by Josef Sudek,
negative from the IAH CAS,

inv. no. S 2435.

Bizarre and highly-composed images were taken in the large
studio of Emanuel Famira with an unfinished painting in the style of
Socialist Realism of the construction of two ships in the shipyards
in Liben. The photos, dating from the time after the seizure of
power by Klement Gottwald, before late October 1950, when one
of them was allowed to be published by the Ministry of National
Defense,? look like arranged still lifes viewed from above, in which
the only “living” thing is the painter himself.

In the early 1940s the young painter Andrej Bélocvétov came to
Sudek’s studio at Ujezd. A descendant of parents with Latvian,
Georgian and Scottish blood, Bélocvétov captivated Sudek and 14
vice versa. In a sense, Sudek became a second father for the
young painter (his real father had left Bélocvétov’s mother in 1926
when he was three). The visit resulted in a great friendship between
the almost fifty-year-old Sudek and Andrej Bélocvétov, who was
hardly twenty at the time. What could interest Sudek about
Bélocvétov? Besides his youth it was his primal energy and the
restless experimental spirit of the young artist, who later studied at
the Academy of Fine Arts but dropped out. His enormous talent
was recognized by his teachers as well. Naturalism, Neo-Classicism
and Surrealism, together with experiments in drip painting — which
confirms the rather false hypotheses that Bélocvétov must have
known the work of Jackson Pollock in the 1950s - these were the
elements which made Bélocvétov a sort of maverick, an artist full
of surprises who changed styles yet defied classification.

The selected cycle of photographs of studios presents the theme
of the intimate and often cryptic characters of spaces where
paintings, sculptures or drawings are created, or, in the case of
Sudek, photographs. The pictures of studios survived in the
collection only as negatives. The original positives of these photos
do not exist anymore. New prints are the only possible way to
present this part of Sudek’s work to the public. We admit that they
are not original prints, and that suggests the idea of the exhibition
as a studio, within which we point out the incompleteness of the
objects’ status. A new contact photo is not the original but it allows
us to see what the negative captured. In the dark room, after
exposing Sudek’s negative and developing the print, something
which has been recorded and is waiting to speak makes a new



appearance. The photographer of our institute had to finish
the whole process where Sudek left it, in a photography studio.
The process of breathing new life into the photographed scene
takes place in the studio, in the place where Sudek took an
interest in certain artists. Thus the theme of Sudek’s negatives
comes together with the true necessity to make them visible
again so that we can engage with them. Sudek’s name is

a guarantee that even in the case of commercial photography,
when “making a living” he could create photographs that stand
side by side with his own art work. This is certainly the case with
the collection of studios in Prague.
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Josef Maratka (1874 -1937)

Josef Maratka se narodil v roce 1874 v Praze. Studia sochafstvi
absolvoval v letech 1889—-1899 na Uméleckoprimyslové Skole a na
Akademii vytvarnych uméni u Josefa V. Myslbeka. V letech
1901-1904 bydlel a pracoval v pafizském ateliéru Augusta Rodina,
0 jehoz vlivnou vystavu v Praze v roce 1902 se vyznamné zaslouZil.
Z doby pafizského pobytu pochéazeji Maratkovy drobné studie
rukou i nohou, které Sudek aranzoval s kvétinou. Josef Sudek
fotografoval Maratk(v ateliér v jeho funkcionalistickém domé, ktery
postavil v letech 1933-1934 sochafiv pfitel Pavel Janak v ulici

U paté baterie €. 40 v Praze-StfeSovicich. Zde si v jedné z mistnos-
ti Mafatka vytvofil ,museum®, jak jej sdm nazyval, naplnéné svymi
nejdllezitéjSimi plastikami od Skolnich praci. Sudek fotografoval
Maratkovo dilo systematicky — dodnes se dochovalo az 360
negativld —, a to zejména pro jeho posmrtnou monografii od Masary-
kovy vnucky Anny (vy$la 1958), s jejiz rodinou byl Mafatka davny
pritel. | kdyz Sudka a Maratku nepoijil zadny osobnéjsi vztah, oba
sdileli odpor k zavedeni telefonu a nenechavali se pfi praci

v ateliéru rusit. Na dvefich Marfatkova ateliéru Gdajné visivala
cedule ,Neklepat, nevolat.

Fotografie studii dvou nohou a jedné ruky

od Josefa Maratky (1901, sadra). Inv. ¢. S 143
Photograph of two studies of feet and a hand
by Josef Maratka (1901, plaster). Inv. no. S 143.
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Josef Maratka was born in 1874 in Prague. From 1889 to 1899 he
studied sculpture at the School of Applied Arts and the Academy
of Fine Arts in Prague under Josef V. Myslbek. Between 1901 and
1904 he lived and worked in the studio of Auguste Rodin in Paris,
and he played a significant role in organizing Rodin’s influential
exhibition in Prague. From his stay in Paris Maratka brought back
small studies of hands and feet which Sudek arranged with

a flower and photographed. Josef Sudek photographed Marat-
ka’s studio in his functionalist home, built between 1933 and 1934
by his friend Pavel Janak located at U paté baterie 40 in Prague-
StreSovice. In one of the rooms Maratka created a “museum”, as
he called it, filled with his most important sculptures since his
school days. Sudek photographed Maratka’s work systematically
— up to date 360 negatives are extant — mainly for his posthumous
monograph written by Anna Masarykova, a granddaughter of
President T. G. Masaryk, whose family had been friends with
Maratka for a long time (the book came out in 1958). Although
Maratka and Sudek did not enjoy a more personal relationship they
both agreed in their resistance to the introduction of the telephone
and did not like being bothered while working in the studio.
Supposedly, there was a sign on the door to Maratka’s studio
which read, “No knocking, no calling”.

Ateliér Josefa Maratky, U paté baterie 40, Praha-StfeSovice;

v popredi busta T. G. Masaryka (1920, mramor). Inv. &. S 429.

Studlio of Josef Maratka, U paté baterie 40, Prague-StreSovice;

the bust of T. G. Masaryk in the foreground (1920, marble). Inv. no. S 429.
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Bohumil Kafka (1878 -1942)

Bohumil Kafka se narodil v roce 1878 v Nové Pace. Studoval

v Praze na Uméleckoprdmyslové $kole u Stanislava Suchardy a na
Akademii vytvarnych uméni Josefa V. Myslbeka. Na obou Skolach
pozdéji plsobil jako profesor. V obdobi své pozdni tvorby se stal
autorem Fady vyznaénych pomnikd. Na monumentalni jezdecké
so$e pro pomnik Janu Zizkovi z Trocnova pracoval od roku 1928
az do své smirti 24. listopadu 1942. Pomnik byl nakonec vzty¢en az
roku 1950; prace se protahovala i kvdli vieklému sporu se
senatorem FrantiSkem Udrzalem, ktery mél vytvarné i ideové
vyhrady k podobé koné i jezdce. V roce 1933 si Kafka nechal pro
rozmérnou zakazku postavit novy ateliér v Délostrelecké ulici €. 4
v prazskych StreSovicich, ktery Sudek fotografoval v roce 1942.

Z této Sudkovy fotografické kampané se zachovalo az 87 velko-
formatovych negativl. Ateliér dnes v téméf nezménéné podobé
vyuzivaji studenti socharstvi UMPRUM.

Ateliér Bohumila Kafky, Délostrelecka 4, Praha-StfeSovice, 1942.

V pozadi model koné pro pomnik Jana Zizky z Trocnova. Inv. &. S 1746.
Studlio of Bohumil Kafka, Délostreleckd 4, Prague-Stresovice, 1942.

In the background is the model of the horse for the memorial of Jan Zizka
z Trocnova. Inv. no. S 1746.

Bohumil Kafka was born in 1878 in Nova Paka. He studied in
Prague at the School of Applied Arts under Stanislav Sucharda and
at the Academy of Fine Arts under Josef V. Myslbek. Later he
became a professor at both schools. In his late work he created

a number of outstanding memorials. He worked on the monumental
equestrian sculpture for the memorial of Jan Zizka z Trocnova from
1928 till his death in November 24, 1942 (in the end, the memorial
was erected as late as 1950). One reason the work was delayed
was due to the protracted dispute with Senator FrantiSek Udrzal
who had artistic and ideological objections to the appearance of
the horse and the rider. For this large commission Kafka had a new
studio built in 1933 at Délostrelecka Street 4 in Prague-StreSovice,
which Sudek photographed in 1942. About 87 large-format
negatives have been preserved from this photography session.

In practically unchanged form, the studio continues to be used by
sculpture students at the Academy of Art, Architecture and Design.

Bohumil Kafka ve svém ateliéru, Délostrelecka 4,
Praha-Stresovice, 1942. Inv. ¢. S 1759.

Bohumil Kafka in his studio, Délostrelecka 4,
Prague-Stresovice, 1942. Inv. no. S 1759.
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FrantiSek Zikmund (1893 -1955)

FrantiSek Zikmund se narodil v roce 1893 v Zeleznici nedaleko
Ji€ina. Prvni kresby vytvarel pod vlivem FrantiSka Kavana, ktery

v téZe vesnici néjaky ¢as Zzil. Pozdéji studoval na Uméleckopriimys-
lové Skole v Praze v ateliéru Emanuela Ditéte a Karla Vitézslava
Maska a na Akademii vytvarnych uméni u Maxmiliana Pirnera.
Béhem 20. let proSel existenéni krizi, nemél prostfedky na prona-
jem ateliéru, modely ani cestovani, a maloval proto zejména obrazy
prazské periferie a jejiho okoli. Svou prvni vystavu usporadal az ve
svych 43 letech v Topi¢ové salonu v Praze (1936). Po skon&eni
valky upadl na nékolik let do depresi a témérf netvofil. Bydlel

v Praze v Pafizské ul. 7, kde mél snad i ateliér, v némz fotil Josef
Sudek. V roce 1949 zacala Zikmundovi nova etapa intenzivni
prace, vrcholici v roce 1953, kdy mél rozsahlou vystavu v prazském
Manesu. Vystava dobfe ilustruje umélcovu nekonflikinost a kompa-
tibilitu s tehdejSim oficialnim projevem, jemuz se vSak malif ucelove
nepfizpusoboval. Zikmundovy krajiny a staromistrovsky ladéna
zatisi nikdy nevybocily z disledné dodrzovaného realistického
programu. V Sudkové pozUstalosti se dochovalo az 277 reprodukci
Zikmundovych dél. FrantiSek Zikmund nakonec v roce 1955

v disledku duSevni nemoci dobrovolné ukongil svij Zivot.

Ateliér FrantiSka Zikmunda, snad Paftizska 7, Praha 1,
pravdépodobné kolem roku 1950. Inv. €. S 2469.

Studiio of FrantiSek Zikmund, probably Pafizska 7, Prague 1,
c. around 1950. Inv. no. S 2469.

Franti$ek Zikmund was born in 1983 in Zeleznice near Ji¢in. His first
drawings were made under the influence of FrantiSek Kavan, who
lived in the same village for a while. He later studied at the School
of Applied Arts in Prague in the studio of Emanuel Dité and Karel
Vitézslav Masek and at the Academy of Fine Arts under Maxmilian
Pirner. During the 1920s he suffered an existential crisis, and as he
did not have enough money to maintain a studio, to pay models

or to travel, he primarily painted images of the periphery of Prague
and its surroundings. He had his first exhibition at the age of 43 in
Topi¢’s Salon in Prague (1936). After the end of the war he fell
into depression for several years and hardly made any painting.
He lived in Prague at Pafizska Street 7 where he supposedly

had his studio, which Sudek photographed. In 1949 a new phase of
intensive work began culminating in 1953 when Zikmund had

a large exhibition in Manes in Prague. The exhibition illustrates well
the artist’s conformist approach and compatibility with the then
official guidelines, although the artist did not adapt to it on purpose.
Zikmund’s landscapes and still lifes in the style of the Old Masters
never deviated from a strictly followed realistic approach.

277 reproductions of Zikmund’s works have been preserved in
Sudek’s estate. Due to his ongoing struggle with mental iliness,
FrantiSek Zikmund voluntarily took his own life in 1955.

FrantiSek Zikmund ve svém ateliéru,
pravdépodobné kolem roku 1950. Inv. &. S 2471.
FrantiSek Zikmund in his studio, c. around 1950. Inv. no. S 2471.
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Emanuel Famira (1900-1970)

Emanuel Famira se narodil v roce 1900 v Hlinsku. Vyucil se nozifem
v prazské dilné svého otce a nozifstvim se v jistych obdobich svého
Zivota i zivil. Vénoval se také malbé, sochafstvi, scénografii, reklamé
a vystavnictvi. Draha tanecnika baletu Narodniho divadla, kterou
nastoupil roku 1922, mu umoznila pronajmout si vlastni ateliér

v Primatorské ulici 305 v Libni. Od roku 1929, kdy zahajil tajnou
spolupraci s KSC, fungovala v jeho ateliéru ilegaini tiskarna
osobnich dokladl a dilna pro tvorbu agitaénich materiald. V roce
1933 byl Famira na dva roky uvéznén za pokus vycestovat do
SSSR na faleSny pas. Vyznamnou realizaci z této doby predstavuje
pomnik hospodaiské krize a odboje haviti ve Vranové-Bfasech

u Plzné, na niz Famira pracoval v letech 1931-1933 a ktery v roce
1941 znicili nacisté. Kdyz se v roce 1948 po dvouletce, kdy Zzil

v pohranici, vratil do Prahy, obvodni narodni vybor v Praze 8 mu
pridélil ateliér v budové nékdejsi tovarny na adrese Kandertova 1

v prazské Libni. Prostornou mistnost s okny na tfech stranach
zachycuji Sudkovy fotografie s umélcem pfi praci. O ateliér Famira
pfiSel koncem padesatych let.

Ateliér Emanuela Famiry, Kandertova 1,
Praha-Liben, asi 1950. Inv. &. S 3095.
Studio of Emanuel Famira, Kandertova 1,
Prague-Liben, c. 1950. Inv. no. S 3095.

Emanuel Famira was born in 1900 in Hlinsko. He apprenticed as

a cutler in the Prague workshop of his father and at certain stages
of his life he made his living in this profession. He also devoted his
time to painting, sculpture, stage design, advertising and putting
on exhibitions. A career as a ballet dancer in the National Theatre
in Prague, which he began in 1922, made it possible for him to rent
his own studio at Primatorska Street 305 in Prague-Liberi. From
1929, when he began a secret cooperation with the Communist
Party, his apartment was used an illegal printshop for personal
documents and a workshop for making agitprop material. In 1933
Famira was arrested for two years for trying to travel to the USSR
with a fake passport. An oustanding work from this period is his
monument to the economic crisis and the revolt of the miners in
Vranov-Brasy near Pilsen, which Famira created between 1931 and
1933 and which the Nazis destroyed in 1941. When he returned to
Prague in 1948 after having spent two years in the border zone,
the district regional committee in Prague 8 assigned him a studio in
the building of a former factory on Kandertova 1 in Prague-Liberi.

It was a spacious room with windows on three sides and

Sudek’s photographs capture the artist at work there. Famira lost
the studio at the end of 1950s.

Ateliér Emanuela Famiry, Kandertova 1,
Praha-Liben, asi 1950. Inv. &. S 3096.
Studio of Emanuel Famira, Kandertova 1,
Prague-Liben, c. 1950. Inv. no. S 3096.
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Josef Wagner (1901 -1957)

Josef Wagner se narodil v roce 1901 v Jaroméfi. Pochazel ze staré
kamenické rodiny, v jejiz dilné se v letech 1914-1917 vyucil. Poté
studoval v Hoficich u Quida Kociana, na prazské Akademii u Jana
Stursy a Otakara Spaniela (1922-1926) a studia zakongil v roce
1928 na Uméleckoprimyslové skole v ateliéru Otty Gutfreunda.
Josef Wagner pracoval stfidavé na nékolika mistech. Jeho prazsky
ateliér, plvodné ateliér jeho uditele Otty Gutfreunda i socharl Jana
Laudy a Véclava Zaluda, se nachézel na adrese Jate¢ni 498/39

v Praze na Manindach, v chladné a svétlé mistnosti nejvyssiho patra
budovy, orientované na sever. Dale pracoval v Jaroméfi Ci

v rodinné vile své zeny Marie Kulhankové-Wagnerové v Hoficich.

V Betlémé u Kuksu si Wagner v roce 1935 postavil a do roku 1939
uzival funkcionalisticky srub, kde také tvofil. Usnadnilo mu to
udrzbu nedalekych Braunovych soch, jejichz restaurovani se
vénoval. V chaté jej navstévovali pratelé umélci, mezi jinymi i Josef
Sudek nebo Emil Filla. V dobach pobytu mimo Prahu si se Sudkem
dopisoval, byli pratelé a pravidelné vyuzival Sudkovych repro-
dukénich sluzeb — v Sudkové pozlistalosti je dnes 366 fotografii
Wagnerovych dél. Sudkiv ateliér zdobila napfiklad Wagnerova
busta Bedficha Smetany.

Josef Wagner (vpravo) a Emil Filla (vlevo) na terase

Wagnerovy chaty v Betlémé u Kuksu, 1936. Inv. €. S 5304.
Josef Wagner (right) and Emil Filla (left) on the terrace

of Wagner’s cabin in the Betlém at Kuks, 1936. Inv. no. S 5304.

Josef Wagner was born in 1901 in Jaromé¥. He came from an old
family of stone masons and he apprenticed in the family workshop
between 1914 and 1917. After that he studied in Hofice under Quido
Kocian, at the Academy of Fine Arts in Prague under Jan Stursa and
Otakar Spaniel (1922-1926) and ended his studies in 1928 at the
School of Applied Arts in Prague in the studio of Otto Gutfreund.
Josef Wagner worked alternately at several places. His Prague
studio, originally the studio of his teacher Otto Gutfreund and the
sculptors Jan Lauda and Vaclav Zalud, was located at Jateéni Street
498/39 in Prague in Maniny, in a cool and bright room on the top
floor of the building, facing to the north. He then worked in Jaromér or
at the family villa of his wife Marie Kulhankova-Wagnerova in Hofice.
In the Betlém at Kuks in 1935 Wagner build a small Functionalist
style cabin and worked there till 1939. This facilitated his work
restoring the nearby sculptures by Matyas$ Bernard Braun. His artist
friends visited him in the cabin, among others Josef Sudek and

Emil Filla. While living outside of Prague, Wagner maintained a corre-
spondence with Sudek. They were friends and Wagner regularly
made use of Sudek’s photographic services — there are 366 photo-
graphs of Wagner’s works in Sudek’s estate. Wagner’s bust of the
composer Bedfich Smetana was part of the decor in Sudek’s studio.

Ateliér Josefa Wagnera, Jate¢ni 498/39, Praha-Maniny.

V popredi busta Bedficha Smetany. Inv. €. S 10311.

Studiio of Josef Wagner, Jatecni 498/39, Prague-Maniny.
Bust of Bedfich Smetana in the foreground. Inv. no. S 10311.
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Hana Wichterlova (1903 -1990)

Hana Wichterlova se narodila v roce 1903 v Prostéjoveé. V letech
1922-1925 studovala sochafstvi v ateliéru Jana Stursy na prazské
Akademii spolu s Josefem Wagnerem. Skolni prace dokumentuje
Wichterlové ocefiovana figuralni plastika Udiv (1924), které chtél
profesor Stursa dat hlavni ateliérovou cenu. V letech 1926—1930
bydlela socharka v Pafizi, kde mimo jiné navStévovala i pfednasky
Frantiska Kupky. Uzké sepjeti s pFirodou, studium vychodnich
duchovnich nauk a meditace, z nichz ve své tvorbé tézila, ji nabizel
prostor zahradky kolem jejiho obydleného ateliéru, ktery ziskala

v roce 1935. Tento plvodné fotograficky ateliér se nachéazel

v sousedstvi Seminafské zahrady na svazich Petfina, na zahradé
domu Ujezd &.p. 404/29, pouhych nékolik krokii od ateliéru Josefa
Sudka (¢.p. 432/30). Ten svoji sousedku rad navstévoval, zpo¢atku
ji zakazkoveé fotografoval sochy a v 50. letech zde nalezl autonomni
namét pro svij cyklus Zahradka pani sochafové. Sudek jeji dila
fotografoval v sochaf€iné autorské instalaci na zahradé. Ateliér je
dodnes zachovan v autentické podobé.

Kompozice — Pomeran¢ od Hany Wichterlové

(1929-1930, bronz) na zahradé jejiho ateliéru. Inv. ¢. S 9353.
Sculpture by Hana Wichterlova entitled Composition — Orange
(1929-1930, bronze) in the garden of her studio. Inv. no. S 9353.

Hana Wichterlova was born in 1903 in Prostéjov. In 1922-1925 she
studied sculpture in the studio of Jan Stursa at the Academy of
Fine Arts in Prague together with Josef Wagner. Her school work is
documented by the acclaimed figural sculpture Wonder (1924),
which Professor Stursa wanted to propose for the main prize of the
studio. Between 1926 and 1930 Wichterlova lived in Paris where
she attended FrantiSek Kupka’s lectures, among other things.

The garden around her studio, where she also lived and which she
got in 1935, gave her a close connection with nature, and space
for her studies of Eastern spiritual teachings and meditation.

This space, which had originally been a photographic studio, was
located in the vicinity of the Seminary Garden, on the foothills of
Pettin, in the garden of the house at Ujezd 404/29, only a few
steps from the studio of Josef Sudek (no. 432/30). Sudek liked
visting his neighbour, at first he took photographs on commission
for her and, beginning in the 1950s, he used the space to develop
his cycle entitled Garden of the Sculptor. Sudek took photographs
of her work in her own installation in the garden. The studio is still
preserved in its original appearance.

Ateliér Hany Wichterlové na zahradé domu Ujezd 404/29, Praha 1.

V popiedi socha Udiv (1924, sadra). Inv. &. S 10253.

Studio of Hana Wichterlova in the garden of the house at Ujezd 404/29, Prague 1.
The sculpture entitled Astonishment (1924, plaster) is in the foreground.

Inv. no. S 10253.
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Vilém Plocek (1905—-2001)

Vilém Plocek se narodil v roce 1905 v Brandyse nad Labem. U otce
se vyugil truhlafem a posléze absolvoval statni odbornou $kolu pro
zpracovani dfeva v Praze. Plocek neproSel Zadnou umeéleckou
Skolou. Vyznamny vliv na néj méli malifi Jan Benda a FrantiSek
Tichy, s nimiz jistou dobu dokonce sdilel ateliér v Pafizské ulici

v Praze. Pfes Bendu se seznamil s Josefem Sudkem. Ten ostatné
dila obou Plockovych kolegt sbiral. Plockovi Zivotopisci pfipominaji
vliv Sudka na malifovu tvorbu. Se Sudkem se stykal od roku 1931
do Sudkova jmenovani zaslouzilym umélcem (1961), potom uz do
jeho ateliéru nedochazel tak ¢asto. Plocek, ,malif Labe a Polabi*,
»malif pradlen a rybar(“ v Praze s oblibou maloval liberiska
pristavisté. Byl €lenem spolku spolupracovnikl v uméni a véde
Purkyné, jehoz dalSimi ¢leny byli mimo jiné i Josef Sudek a Emanuel
Famira. V roce 1941 se stal lenem SVU Manes.

Vilém Plocek v jeho ateliéru v Parizské ulici,
Praha 1, 30. léta 20. stoleti. Inv. &. S 8318.
Vilém Plocek in his studio on PafiZskd Street,
Prague 1, 1930s. Inv. no. S 8318.

Vilém Plocek was born in 1905 in Brandys nad Labem. He appren-
ticed under his father as a carpenter and later he graduated from
the State Vocational School of Woodworking in Prague. Plocek did
not go to any art school. He was significantly influenced by the
painters Jan Benda and FrantiSek Tichy, with whom he shared

a studio on Parizska Street in Prague for some time. Plocek’s biog-
raphers mention the importance of Sudek in the artist’s work.

He was an acquaintance of Sudek’s from 1931 until Sudek
received the state nomination as an “artist of merit” in 1961, after
which he did not pay visits to his studio so often. Plocek, “the
painter of the Labe River and the landscape around it”, “the painter
of laundresses and fishermen” liked to paint the waterfront in
Liben, Prague. He was a member of the Association of the
Co-Workers in Art and Science Purkyné, whose members also
included Josef Sudek and Emanuel Famira, among others. In 1941
Plocek became a member of SVU Manes.

Detail z ateliéru Viléma Plocka v Parizské ulici,
Praha 1, 30. léta 20. stoleti. Inv. ¢. S 8321.

Detail from Vilém Plocek’s studio on PariZska Street,
Prague 1, 1930s. Inv. no. S 8321.
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Jifi Jagka (1908-1982)

Jifi JaSka se narodil v roce 1908 ve Vidni. V letech 1924 -1931
studoval na Uméleckoprtimyslové kole v Praze u Karla Stipla

a Josefa Maratky. V letech 1931-1934 absolvoval stipendijni pobyt
v Pafizi, kde kratce bydlel i s FrantiSkem Tichym. Zaujat estetikou
akrobatl a tane¢nik(, zabyval se Jaska v této dobé prfedevsim
sochaiskym ztvarnénim pohybu. Po¢atec¢ni archipenkovska
stylizace se postupné promeénila do klasicizujicich figur blizkych
tvorbé Aristida Maillola. Prvni samostatnou vystavu mél v roce 1934
v Krasné jizbé v Praze, pét let poté pfijal misto profesora na Skole
umeéni ve Zliné a postupné omezil svoji volnou tvorbu. Josef Sudek
se s JaSkou znal od 30. let a nékolik jeho dél ziskal do své sbirky
odmeénou za fotografovani jeho soch. Oba umélci byli pratelé

a jejich korespondence v dobé Jaskova pafizského pobytu byla
velmi ziva. Jaska v dopise z roku 1931 Sudkovi piSe, ze mél ze
zaslanych fotografii velkou radost a hned si je v Pafizi ,prskl na
sténu“. Jaska k Sudkovi vzhlizel jako ke svému vzoru a v jiném
dopisu mu sdéluje, Ze se poklada ,trochu za jeho vyu€ence*. Tehdy
si sam naaranzoval par fotografii a prosil Sudka o jejich zvétSeni

i vytvarné posouzeni. Jaskovou manzelkou byla tane¢nice Tatana
Pexova, kterou Sudek zachytil na svych fotografiich tance.

Ateliér Jifiho Jasky, Pod Zvonarkou 2238, Praha 2,
asi 30. léta 20. stol. Inv. €. S 3700.

Studio of Jifi Jaska, Pod Zvonarkou 2238, Praha 2,
c. 1980s. Inv. no. S 3700.

Jifi Jaska was born in 1908 in Vienna. Between 1924 and 1931 he
studied at the School of Applied Arts in Prague under Karel Stipl and
Josef Maratka. In 1931-1934 he received a scholarship in Paris
where he lived briefly at FrantiSek Tichy’s house. Intrigued by the
aesthetics of acrobats and dancers, at that time Jaska was focused
primarily on the sculptural depiction of motion. His initial work in the
style of Archipenko gradually shifted to a classicist figuration closer to
the work of Aristide Maillol. JaSka had his first solo exhibition in 1934
in Krasna Jizba Gallery in Prague, five years later he accepted the
post of professor at the School of Arts in Zlin and gradually worked
less on his own work. Josef Sudek and JaSka knew each other from
the 1930s and Sudek got several of his works for his collection as

a reward for taking pictures of the sculptures. Both artists were
friends and their correspondence during Jaska’s stay in Paris was
very lively. JaSka writes to Sudek in a letter from 1931 that the
received photographs made him so happy that he immediately
“pinned them on the wall” in his apartment in Paris. Jaska looked up
to Sudek as an example and in another letter he says that he
considers himself to be Sudek’s “apprentice”. Back then he took

a few photographs on his own and asked Sudek to enlarge them and
to comment on them as an artist. Jagka’s wife was the dancer Tatana
Pexova, whom Sudek captured in his photographs of dancing.

Ateliér Jifiho Jasky, Pod Zvonarkou 2238, Praha 2,
asi 30. léta 20. stol. Inv. &. S 3707.

Studio of Jifi Jaska, Pod Zvonarkou 2238, Praha 2,
c. 1980s. Inv. no. S 3707.
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Ota Janecek (1919-1996)

Ota Janecek se narodil v roce 1919 v Pardubi¢kéach. V letech
1938-1939 studoval kresleni a deskriptivni geometrii na Fakulté
architektury a pozemniho stavitelstvi CVUT u Oldficha Blazitka

a Cyrila Boudy az do uzavreni Skol. V roce 1940 zacal studovat
Uméleckoprimyslovou $kolu, v ateliéru uzité malby a textilniho
umeni, aby se vyhnul totalnimu nasazeni, Skolu vSak po dvou letech
dobrovolné opustil. V roce 1941 vystavoval na Prvnim salonu

v chodbé divadla D41 spolu s FrantiSkem Hudeckem, Jifim Kolafem,
Janem Kotikem ¢&i Kamilem Lhotakem. Z jeho dila 40. let Ize vycist
vliv kubismu, ve druhé poloviné 40. let pfechazi umélec postupné od
zatisi a Zen k namétlm pfirody a stale vice se vénuje ilustraci.
Janecek se s Josefem Sudkem stykal zejména v mladi, a to koncem
30. a pocatkem 40. let. Z tohoto obdobi také pochazi snimky z jeho
ateliéru v Bubenskeé ul. 39 v prazskych HoleSovicich a asi 230
fotografickych reprodukci jeho dél. Jane€ek naopak portrétoval
Sudka v roce 1943 a byval hostem jeho hudebnich vecerl ve

40. letech. V nasledujicim obdobi se potkali jesté pfi fotografovani
Janeckova ateliéru pro knihu Prazskeé ateliéry (vysla 1961).

Ateliér Oty Janecka, Bubenska 39, Praha-HoleSovice,

asi 40. léta 20. stoleti. Inv. €. S 3998.

Studio of Ota JanecCek, Bubenska 39, Prague-HoleSovice,
c. 1940s. Inv. no. S 3998.

Ota Janecek was born in 1919 in Pardubice. In 1938-1939

he studied drawing and descriptive geometry at the Faculty of
Architecture and Civil Engineering at the Technical University in
Prague under Oldfich Blazi¢ek and Cyril Bouda until the schools
were closed during the war. In 1940 he began to study at the
School of Applied Arts in the studio of applied painting and textile
art so that he could avoid forced labor, but he left the school
voluntarily after two years. In 1941 he exhibited at the First Salon
in the hallway of Theater D41 together with FrantiSek Hudecek,
Jiti Kolar, Jan Kotik and Kamil Lhotéak. His art work from the 1940s
was influenced by Cubism, in the second half of the 1940s he
gradually switched from still lifes and women to subjects of nature,
with a greater focus on illustration. Jane€ek was acquainted with
Sudek mainly during his youth, in the later 1930s and early 1940s.
From this period come the images from his studio at Bubenska
Street 39 in Prague-HoleSovice and about 230 photographic
reproductions of his works. Janecek, on the contrary, painted a
portrait of Sudek in 1943 and was a guest at his musical evenings
during the 1940s. In the following period they met again when
Sudek took pictures of Janecek’s studio for the book Prague
Studios (Prazskeé ateliéry, published in 1961).

Detail z ateliéru Oty Janec¢ka, Bubenska 39,
Praha-HoleSovice, asi 40. léta 20. stoleti. Inv. &. S 4000.
Detail from the Janelek’s studio, Bubenska 39,
Prague-Holesovice, c. 1940s. Inv. no. S 4000.
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Andrej Bélocvétov (1923-1997)

Andrej Bélocvétov se narodil v roce 1923 v Praze. V letech 1933
az 1938 studoval na prazském ruském gymnaziu, kde se stal
zakem Grigorije Musatova. Po vélce byl pfijat na Akademii vytvar-
nych uméni k Emilu Min&fovi a Vlastimilu Radovi, Sudkovu
dobrému pfiteli, po roce se ale rozhodl $kolu opustit. Bélocvétovova
malifsk& tvorba se vyznacuje ¢astymi a pfekvapivymi proménami
vyrazu. Uz na konci tficatych let se Bélocvétov seznamil s Josefem
Sudkem, ktery se stal jeho mecenaSem a celozivotnim pfitelem.

V letech 1952 az 1962 zil a pracoval v ateliéru v prvnim patfe domu
na Ujezdé &.p. 404/29, na jeho? zahradce stal ateliér Hany
Wichterlové. Pouze nékolik domu pres ulici mél zahradni ateliér
Josef Sudek (€.p. 432/30). Se Sudkem se vzajemné navstévovali;
malif fotografa portrétoval, fotograf pofizoval zatisi v malifové
ateliéru. Jejich sepjeti se projevilo i v blizkosti nékterych namétd

a motivll Sudkovych volnych fotografii a Bélocvétovovych obrazd.
Pratelstvi je poutalo navzdory znaénému vékovému rozdilu.
Bélocvétov Sudkovi vykal, Sudek Bélocvétovovi tykal. Kromé toho
jej, podobné jako dal$i spratelené umélce, materialné podporoval.

Ateliér Andreje Bélocvétova, Ujezd 404/29, Praha 1,
asi 50. léta 20. stoleti. Inv. €. S 7828.

Studio of Andrej Bélocvétov, Ujezd 404/29, Prague 1,
c. 1950s. Inv. no. S 7828.

Andrej Bélocvétov was born in 1923 in Prague. In 1933 to 1938
he studied at the Russian grammar school in Prague, where he
was a pupil of Grigorij Musatov. After the war he was accepted to
the Academy of Fine Arts to study under Emil Minar and Vlastimil
Rada, a good friend of Sudek’s, but after a year he decided to
leave the school. Bélocvétov’s painting oeuvre is marked by
frequent and surprising changes of expression. Bélocvétov met
Sudek as early as the late 1930s, and Sudek became his patron
and lifelong friend. In 1952 to 1962 he lived and worked in the
studio on the first floor of the house at Ujezd 404/29, where Hana
Wichterlova had her studio in the garden. Sudek’s garden studio
was only a few houses away (no. 432/30). Bélocvétov and Sudek
visited each other; the painter painted the photographer, the
photographer made pictures of still lifes in the painter’s studio.
Their bond was reflected in some of their subject matter and use
of similar motifs in their work. They enjoyed a close friendship
despite their considerable difference in age. Bélocvétov spoke to
Sudek using the formal you, Sudek used the informal you when
speaking to Bélocvétov. In addition, Sudek supported Bélocvétov
economically, as he did with many of his artist friends.

Andrej Bélocvétov ve svém ateliéru, Ujezd 404/29,
Praha 1, asi 50. léta 20. stoleti. Inv. ¢. S 7833.
Andrej Bélocvétov in his studio, Ujezd 404/29,
Prague 1, c. 1950s. Inv. no. S 7833.
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