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Kopie a faksimile dél Mistra Pavla z Levoce a jejich funkce
Matéj Kruntorad

Na uvod
Socharska dila vznikla v 1. tfetiné 16. stoleti v dilné Mistra Pavla z Levoce jsou Spi¢kovymi dily
slovenské pozdni gotiky a jednémi z nejvyznamnéjsich a nejznamé;jsich dél vzniklych na
slovenském Gzemi vlibec. Neprekvapi proto, Ze se v pribéhu poslednich padesati let stala
ikonickymi reprezentanty slovenské kultury a uméni ve svété i na samotném Slovensku.
Tento text ma za ukol podrobnéji rozklicovat dlivody, které k této vyjimecéné pozici dél Mistra
Pavla vedly. Zavérec€na Uvaha se zaméfi rovnéz na dlsledky tohoto stavu a na moznosti
divacké recepce kopii a faksimili Pavlovych soch.

Pfedné je tfeba se kratce zastavit nad pouzivanim pojmu kopie a faksimile. Voditkem
k vhodnému oddéleni obou termind je pamatkaiska metodika Miloge Suchomela.' Zabyva se
sice primarné kamenosocharskymi dily, jeho zavéry jsou ale jednoznacné pfrijatelné i pro
drfevéné sochy. Rozdil mezi kopii a faksimile je prozaicky a je mozné jej shrnout pod kratkou
poucku: kopie je skulpturou a faksimile plastikou. Kopie tedy vznika odebiranim hmoty —
tesanim nebo fezbou a faksimile je odlitkem. Na obé tyto reprodukéni techniky jsou kladeny
jiné technologické i vytvarné naroky, svou roli hraji rovnéz finan¢ni moznosti a v neposledni
radé i dlivod pofrizovani reprodukce a jeji funkce. Rovnéz samotny vysledek prirozené nabizi
razné kvality: faksimile dokaze presvédcivé reprodukovat stav sochy v urcité ¢asové fazi,
kopista ma zase moznost dotvofit na kopii detaily chybéjici na originalu.

! Suchomel, Milo$: Zdchrana kamennych soch, dil druhy. Praha 1990, s. 7-43, zejména vsak s. 41-43.
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Obr. 1 Mistr Pavel z Levoce. Hlavni oltar Kostela sv. Jakuba v Levoci
— detail oltarni skriné, detail figury sv. Jana Evangelisty
Po 1508. Foto Archiv Pamiatkového uUradu SR Bratislava

Znovuobjeveni dila Mistra Pavla a Svétové vystavy

Velka vina odborného a verejného zajmu o dilo Mistra Pavla Uzce souvisi s celkovym
naro¢nym restaurovanim hlavniho oltare chramu sv. Jakuba v Levoci, nejznaméjsim dilem
svého tvlrce. V letech 1952 — 1954 byl oltar v rukou bratri Kotrb a jejich spolupracovniki,
ktefi celé dilo rozebrali, usmrtili éervotoce, cely oltar zpevnili, znovupostavili a zrestaurovali.’
Celé akci se dostalo celospoleéenské pozornosti. Kotrbové za zrestaurovani oltare ziskali
Statni cenu Klementa Gottwalda, bezprostfedné po obnové oltare byly vydany prvni odborné
knihy a ¢lanky reflektujici nova zasadni zjisténi a dilo Mistra Pavla se dostalo do hledacku
médii a vefejnosti.> Znovuobjeveni pokladu slovenského stfedovékého uméni se ne zcela

2 0 restaurovani viz: Kotrba, FrantiSek: Konservovani levoCského oltare. In: Zpravy pamdtkové péce, X1V, 1954, s.
99 —110. O bratrech Kotrbech a jejich ¢innosti na Slovensku viz: Kruntorad, Matéj: Bratfi Kotrbové. In: Acta
Musaei Scepusiensis, Levoca 2015, v tisku.

* Prvni slovensky psanou monografii napsali bratfi Kotrbové, dalSiho uméleckohistorického zhodnoceni se po
nékolika letech dilu Mistra Pavla dostalo od Jaromira Homolky: Kotrba, Viktor — Kotrba, Frantisek. Levocsky oltdr

Majstra Pavla. Bratislava 1955; Homolka, Jaromir (ed.): Majster Pavol z Levoce. Tvorca klenotu slovenskej gotiky,
Bratislava 1961.



neocekavané odrazilo v pfipravach na prezentaci Ceskoslovenska na Svétové vystavé EXPO
58 v Bruselu.

Vystavni program pavilonu byl podfizen tématu celé expozice, kterym byl Jeden den v
Ceskoslovensku. Navétévnici pavilonu postaveného dle navrhu Frantigka Cubrta, Josefa
Hrubého a Zderika Pokorného méli moZznost poznat to nejdllezitéjsi v Zivoté socialistického
obcana — préci, odpocinek a kulturu. Spojeni jedinecnych designovych vyrobki(, technického
pokroku statu a veskrze soudobych uméleckych dél pfedurcilo obrovsky tspéch
Ceskoslovenského pavilonu. V zavérecném hodnoceni EXPO ziskaly vSechny pfihlasené
exponaty néjakou cenu (celkem bylo udéleno 170 cen). Pavilon jako celek byl ocenén Zlatou
hvézdou a ziskal rovnéz nejvyssi bodové ocenéni ze véech vystavuijicich statd.* V ramci
vystavniho programu byla jedna mistnost vénovana pamatkovému bohatstvi
Ceskoslovenska. Expozice byla postavena piedeviim na kopiich, modelech, mapéach a
velkoformatovych fotografiich. Ustfednim objektem byl model sklipkové klenby z jednoho ze
slavonickych méstanskych domu a velkoformatova tapiserie s motivy z ¢eskoslovenskych
hrad( a zamka.

V rdmci prezentace stfedovékého uméni byly vystaveny rovnéz kopie a faksimile z
hlavniho oltare levoéského kostela sv. Jakuba. Okolnosti vzniku téchto reprodukci pomohla
osvétlit levocska farni kronika: ,Na Svetovu vystavu v Bruseli, ktord bude r. 1958 rozhodlo
Ministerstvo Skolstva spolu s Pamiatkovym ustavom v Prahe a Bratislave, Ze nds
Ceskoslovensky pavilon maju zdobit kdpie plastik z hlavného oltdra. Pre tento ucel musela sa
zamurovat juznd predsiefi kde sa zriadila akdsi dielfia. Tam potom pracovnici Ustredia
umeleckych remesiel v Prahe zhotovovali kopie podla predl6h origindlnych. Prdce zacali v
septembri a pracovali cez celu zimu. Z majstrov, ktori sa na prdci podielali bol akadem.
sochdr Stanék, Knézkovsky, majster Benes a Boubin. Sadrové odliatky z kridiel zhotovil
majster R. Jedlicka a Frant. Kotrba ich polychromoval.*®

Vytvoreny byly kopie Ustfednich soch oltafe — Panny Marie, sv. Jakuba a sv. Jana
Evangelisty a sddrové odlitky (faksimile) reliéfnich scén flankujicich ustfedni trojici. Byla
vytvorena rovnéz kopie oltarni skiiné véetné zlacené vyzdoby pozadi Ustfednich soch. Pro
vystavu vznikly rovnéz reprodukce soch z oltare Narozeni z levo¢ského kostela, jelikoz dle
zachovalé fotodokumentace vystavniho pavilonu byl v expozici minimalné jeden z pastyra.
Reprodukce Pavlovych soch z bruselského EXPO se staly souéasti shirek Slovenské narodni
galerie, v rdmci jejiZ expozice na hradé Zvolen jsou vyjma soch a kfidel z hlavniho oltare
vystaveny i dva pastyfi a Panna Marie z oltare Narozeni. S velkou pravdépodobnosti se jedna
o cely konvolut dél vytvofenych pro Brusel.

* Dobovy privodce celé vystavy s vybérovou fotodokumentaci viz: Santar, Jindfich: Svétovd vystava v Bruselu,
Expo 58. Praha 1961. Soucasné zhodnoceni ceskoslovenské Ucasti na vystavé viz: Kramerova, Daniela — Skalova,
Vanda: Bruselsky sen. Ceskoslovenskd tcast na Svétové vystavé EXPO 58 v Bruselu a Zivotni styl 1. poloviny 60.
let. Kat. vyst. Praha. Praha 2008.

> Still, Paulus. Chronicon seu Historia Parochiae Liberae et Regiae Civitatus Leutschoviensis. Leutschau 1880
(uloZeno v archivu Rimskokatolického farského tradu v Levo¢i); viz zapis dékana Stefana Kluberta, s. 18 — 19.
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Dalsim dalezitym meznikem v badani o Mistru Pavlovi a ve vzniku faksimilii jeho dél je
rok 1967. Nejen, Zze v Levoci probéhla prvni ucelena vystava jeho dila,® ale vznikl minimalné
jeden dalsi sadrovy odlitek z levocského hlavniho oltare — Posledni vecere z predely. Dalsi
Svétovou vystavu tentokrat poradal kanadsky Montreal na téma Clovék a jeho svét. Scénér
Ceskoslovenského pavilonu ¢astecné stavél na Uspéchu svého bruselského predch(idce,
nejvétsi diraz byl ale kladen na predstaveni statu jako vhodného turistického cile. Hned
nékolik vystavnich prostor bylo vénovano vytvarnému uméni a pamatkam. Byla vystavena
celd rada vyjimecnych original(: Véstonicka venuse, deskové malby Mistra Theodorika,
nasténnd malba z Duchcova od Vaclava Vavfince Reinera nebo Madona z UlozZe. Hitem
vystavy byl rozmérny pohyblivy Tfebechovicky betlém. Pozdné gotické sochafrstvi
reprezentovaly opét kopie a faksimile Mistra Pavla. Pravé pro EXPO 67 vznikl sadrovy odlitek
Posledni velere z predely hlavniho levocského oltare. Odliti skulptury bylo opét dilem
Rudolfa Jedli¢ky, o polychromii se postaral Hefman Kotrba.’

Expozice v Domé Majstra Pavla

V pribéhu nésledujicich let se archivnim prizkumem zjistilo, Ze Mistr Pavel Zil a pracoval v
domé €. p. 20 na levo¢ském namésti. Objekt ziskalo do vlastnictvi SpiSské muzeum a od roku
1976 zde chystalo stalou expozici o Zivoté a dile jeho slavného vlastnika.® Prvni scéna¥
vystavy vypracoval v letech 1976 — 1977 Ivan Chalupecky, ktery si dobfe uvédomoval
specificnost svého ukolu. Dim €. p. 20 totiZ stoji vzdusnou ¢arou jen nékolik desitek metr(
od nejvyznamnéjsich original(i Mistra Pavla v kostele sv. Jakuba. Ukolem expozice proto
mélo byt rovnéZ predstaveni samotného objektu a osobnosti, kterd v ném Zila. Na zakladé
velkého mnozstvi velkoformatovych fotografii a trojrozmérnych reprodukci mélo dojit ke
komplexnimu zhodnoceni Pavlova dila jako homogenniho celku. Nedilnou soucasti expozice
se ma stat dle scénare prezentace restauratorskych praci. Spisské muzeum jiz v dobé pfiprav
expozice vlastnilo celou fadu sadrovych odlitk(i soch z oltafli levoéského kostela. Tyto
nepolychromované faksimile vytvarel Rudolf Jedlicka ve spolupraci s bratry Kotrbovymi, ktefi
v pribéhu nékolika desetileti postupné zrestaurovali prakticky celou tvorbu Mistra Pavla v
Levodi.? Za Géelem vystaveni mély byt tyto vydusky opatieny polychromii. lvan Chalupecky
rovnéz pocital se vypujéenim dalSich kopii a faksimilii od slovenskych muzei a galerii. Jednalo
se predevsim o kopii sochy sv. Jakuba vystavené ve Zvolenu (socha z bruselského EXPO) nebo
o odlitky ve Vychodoslovenském muzeu v KoSicich.

® K vystavé vy3el privodce (spie ne? katalog): Konéekova, ZI. (red.): Pavol z Levoce, jeho dielo a $kola. Bratislava
1967.

7 Vice k celkové koncepci ¢eskoslovenského pavilonu viz: Drazilova, Veronika: MedidIni obraz ¢eskoslovenské
ucasti na Svéetové vystave v Montrealu 1967 v dobovém tisku. Magisterska diplomova prace FSV UK, Praha 2011.
Soudobé reportaze z vystavy viz: Kocourek, Vaclav (red.): EXPO 67. Aktuality Mladého svéta a Mladé fronty —
Svétova vystava Montreal 67. Praha 1967.

® Informace o expozici viz: Archiv SNM — Spiéského muzea v Levodi, karton B — 7/87. Stdla expozicia Majstra Pavla
z Levoce.

? Chronologicky seznam dél zrestaurovanych Kotrby viz Kruntorad 2015 (cit. v pozn. 2).
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Pripravy expozice se vlivem rlznych okolnosti vlekly deset let a scénar proto doznal
finadlni podoby az roku 1986. Urcité zmény si vyzadaly pfipominky architektt Milana Makuly
a Martina Trostera, zohlednén byl rovnéz vznik dalSich faksimilii Pavlovych dél. Nové bylo
pfedstaveno mésto Levoca a samotny d{im, a to na ukor planované fezbarské dilny. Vernisaz
vystavy obsahujici nakonec pres 30 reprodukci soch spojovanych s osobou Mistra Pavla a
jednu originalni skulpturu probéhla 3. 12. 1987 za ucasti ¢etnych hostu. Jiz po péti letech
byla expozice reinstalovana.'® Jednalo se spise o drobné&;jsi Gpravy reflektujici postup
restaurovani soch Pavlova okruhu. Do roku 1997 tak pfibylo nékolik faksimilii vytvorfenych
Stefanem Hudzikem a Marii Spoloénikovou.

V soucasnosti je v Levoci vystaveno néco pres 20 reprodukci, mezi nimiz prevladaji
sadrové odlitky Rudolfa Jedlicky s polychromii od Hefmana Kotrby nebo Marie Spolo¢nikové.
Ta vytvorila i nékteré tesané kopie a plastiky z epoxidové pryskyfice. Zbytky nynéjsi muzejni
sbirky vzniklé v 50. a 60. letech jsou, vyjma Posledni vecete a dvou reliéfnich kfidel z hlavniho
levocského oltare, jesté Ctyti doposud nepolychromované sadrové odlitky — sv. Jan Almuznik,
sv. Leonard a Madona ze Slovenské Vsi. V Levodi tak v pribéhu nékolika desetileti vznikla
unikatni expozice predstavujici dilo Mistra Pavla ce své dosud zndmé celistvosti. Navstévnik
mésta ma jedine¢nou moznost navstivit chram sv. Jakuba s nékolika stézejnimi dily mistra ve
svém takrka pivodnim kontextu, aby je pak mohl podrobnéji prozkoumat, poznat a tésit se z
nich v muzeu.

Vystavy Mistra Pavla v zahranici

Pfihodnym terminem pro expanzi Pavlova dila do zahranici byl rok 1998, na ktery pfipadlo
480. vyroc¢i dokonceni hlavniho oltare v levoéském kostele sv. Jakuba. Pro Slovensky institut
v Budapesti byla na unor a bfezen 1998 pfipravena vystava Pavol —rezbar, kterd
predstavovala dilo slavného sochare pomoci faksimilii a velkoformatovych fotografii z
majetku Spisského muzea.™ Impulz( k usporddani putovni vystavy bylo hned nékolik.
Hlavnim divodem byla snaha naldkat do Levoci turisty z celé Evropy, co vSak mozna prekvapi
je politicky kontext vzniku vystavy patrny z dopisu tehdejsi reditelky SpiSského muzea Jarmily
Marcinkové ministru kultury Ivanu Hudcovi: , VdZeny pdn minister, verime, Ze vystava zohrd
vyznamnu ulohu pri utvdrani pozitivneho obrazu nasej krajiny v zahranici, a Ze bude
politickym prinosem v roku volieb.” Na budapestskou premiéru Pavla — rezbara si naslo cestu
1500 ndavstévniku, coZ pres propagaci v tisku i televizi nebylo pfilis mnoho. Pfesto byla
vystava povaZovdna za Uspésnou a byla naplanovana jeji repriza v nékolika dalSich
evropskych méstech. Z vyjadreni reditelky muzea hodnotici vystavu jednoznaéné vyplyva
vySe naznaceny hlavni davod celé akce: , Takto chceme predstavit Eurdpe nielen tvorbu tohto
najvyznamnejsieho neskorogotického umelca, ale mesto Levocu a Spis. Sme presvedceni, Ze

1% Reinstalaci vystavy se vénuje slozka B — 8-9/1994: Reinstaldcia expozicie Majster Pavol z Levoce / Reinstaldcia
expozicie VKS. Archiv SNM — SpiSského muzea v Levoci.

" pisemnosti k vystavé viz slozka B — 2/98: Rezbdr Pavol — putovnd vystava. Archiv SNM — Spisského muzea v
Levodi.



sa ndm podari zvysit ndvstevnost Levoce. (...) Robime vsetko preto, aby Levoca bola opdt
vyznamnym mestom.”

Reprizy vystavy se konaly aZ do roku 1999 ve Stétin&, Berling, Przemyslu, Jaroslawi,
Lubaczowé a ve Varsavé. Planované pokracovani na velvyslanectvich v Bruselu a ve Vidni
nakonec neprobéhlo. Prezentovano bylo celkem devét faksimilii nejvyznamnéjsich Pavlovych
dél, mezi nimiz nechybéla Posledni vecere z predely hlavniho levo¢ského oltare, ktera byla
ustfednim exponatem. Specidlné pro tuto prilezitost byly vytvoreny nové odlitky z jiz
existujicich forem, o jejichZ polychromii se postarala Maria Spolo¢nikova. Ta v prabéhu
vystavy vytvofila nové faksimilie dvou sv. Jan( z levocského oltare sv. JanU. Vystavy celkové
navstivily pouze 4 tisice lidi, Ize proto pochybovat, zda vynaloZené Usili splnilo svij Gcel pfi

propagaci mésta i regionu.

Pro Uplnost je tfeba doplnit, Ze roku 2004 probéhla ve Slovenském narodnim muzeu
vystava dél Mistra Pavla (respektive jejich faksimilii a kopii), kterd musela byt pro velky zajem
obyvatel a navstévnikd hlavniho mésta dokonce prodlouzena. Zatim posledni vyvoz kopii a
faksimilii Pavlovych soch se uskutecnil pred péti lety v rdmci Svétové vystavy EXPO v
Sanghaji. Tématem vystavy bylo tentokrat Lepsi mésto — lepsi Zivot a slovensky pavilon vsadil
na prezentaci statu jako zemé bohaté na pamatky, pfirodni krdsy a lidové zvyky.

Obr. 2 Pohled do expozice SNG ve Zvolenu s vystavenymi kopiemi a faksimiliemi vzniklymi pro EXPO 58
Foto SNG — Juraj Barto$



Na zavér

Faksimile ve formé odlitku (at uz sddrového nebo z epoxidu) dokaze zakonzervovat
trojrozmérnou podobu sochy v jednom presném historickém okamziku, autenticita
polychromie je ale daleko obtiznéji reprodukovatelna. Barevna povrchova uUprava faksimilii
dél Mistra Pavla je vidy pouze napodobou stavu, ktery byl vysledkem posledniho
restaurovani. Faksmilie proto dokaZou presvédcivé reprodukovat vizualni podobu své
predlohy. Nezastupitelné jsou tézko vyjadfitelna aura originalu, védomi jeho vyjimecnosti a
hodnoty stari. Tyto nedostatky kopii a faksimilii si divak uvédomi az v okamziku, kdy zjisti, ze
se nediva na original. Hypoteticky, ale zcela legitimné, se mizeme ptat, jestli zdanlivé
dokonalé reprodukce neubiraji vylu¢nost originalim. Lehce se mlze stat, Ze navstévnik
muzea kopii ztrati zajem na vlastni oci vidét mnohondasobné cennéjsi a plsobivéjsi predlohy.
Redenim téchto uskali by mohlo byt vystavovani nepolychromovanych odlitkd nebo takovych
faksimilii, jejichZ barevny natér bude experimentalni rekonstrukci pdvodniho stavu bez, u
originall jisté zadané, patiny. Jako kardindlni se v posledni dobé ukazuje otazka, zda je pro
béZného divdka vibec dllezité, zda se diva na origindl nebo kopii. Na pfikladu masové

Obr. 3 Pohled do expozice SNM — Spisské muzeum ,,Dom Majstra Pavla“ v Levo i
s vystavenymi kopiemi a faksimiliemi
Foto SNM — SM Levoca



navstévovanych komercnich vystav pohiebni vybavy faraona Tutanchamona nebo ¢inské
terakotové armady lze lehce ukazat, Ze divak oceni prezentace dokonalych kopii s dobre
cilenym PR vice neZ vystavy v tradi¢nich galeriich a muzeich.

Vyznam jedinecné kolekce reprodukci soch Mistra Pavla neni pouze naucny, ale i
propagacni a politicky. Pavlovo dilo je pfirozené velice obtizné prenositelné, a proto se
existence kopii a faksimilii ukdzala jako pfihodny zpUsob, jak dilo ,slovenského narodniho
umélce” predstavit v zahranici. Jak bylo vySe nékolikrat ukazano, zastupci originalnich soch
se staly vyvoznim artiklem Slovenska predstavujicim vyspélou vytvarnou kulturu pozdniho
stfedovéku vzniklého na Uzemi dnesniho statu. Neutrdlni Pavlovo jméno umoznuje uvazovat
o jeho nositeli jako o etnickém Slovakovi, ktery se tak stdva jednim z dalezZitych predstavitel(
slovenské narodni hrdosti. Dilo Mistra Pavla je nezastupitelnou soucdsti narodniho
kulturniho bohatstvi statu, ale prakticky vidy je prezentovano reprodukcemi, protoze
originaly jsou v naprosté vétsiné pripadl soucasti kostelnich inventara.

Spise usmévnym dusledkem velké obliby dila Mistra Pavla na Slovensku je nabidka
internetového obchodu Umenie srdcom nabizejici Sirokou $kalu faksimilii Pavlova dila ve
formé polychromovaného epoxidu. Plastiky z dilny Viery Smidékové reprodukujici pfedeviim
detaily, busty nebo polopostavy z levoéskych oltafd jsou k mani za 65 — 250 euro.™® Prakticky
kazdy ma proto moznost vlastnit svého Mistra Pavla v podobé ru¢né vyrabéné autenticky
nedokonalé faksimilie.

Matéj Kruntorad

PhD. student Seminare déjin uméni

Filozoficka fakulta, Masarykova univerzita Brno
Narodni pamatkovy Ustav, o.p. Brno

2 Dohledatelné na http://www.umenie-srdcom.sk/sk/umelecke-diela/repliky-maister-pavol, vyhledano 1. 9.
2015.
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Copies and facsimiles of the works of Master Paul of Levoca and their functions
Matéj Kruntorad

The sculptures from the workshop of Master Paul of Levoca, made in the first third of the
16™ century, are exceptional works of the Slovak Late Gothic and one of the most important
and well-known bodies of works made on Slovak territory of all time. As such, it is
unsurprising that in the past fifty years it became an iconic representative of Slovak culture
and art, both in the world at large and in Slovakia itself. The aim of this text is to
comprehensively explore the causes of this, Master Paul’s outstanding position. The final
reflection will also focus on the outcomes of this condition, and the possibilities of public
reception towards copies and facsimiles of Paul’s sculptures.

In the first place it is important to briefly consider the use of the terms copy and
facsimile. A guide to the separation of both terms is the preservationist methodology of
Milo$ Suchomel.™® Although it is primarily concerned with stonemasonry components, his
conclusions are nevertheless surely acceptable for wooden sculptures, too. The difference
between copy and facsimile is a prosaic one, and can be summarised into a phrase: a copy is
a sculpture, while a facsimile is a plastic object. Copies are therefore made by a process of
reduction — carving, while a facsimile is a cast. Both these techniques of reproduction
require different technological as well as artistic demands; a role is also played by financial
means as well the reasons and functions for ordering reproductions. Naturally, the outcome
itself offers different qualities: a facsimile is able to convincingly reproduce a sculpture’s
state at a certain point in time, while the copyist is able to add details to the copy which the
original is currently missing.

B Suchomel, Milos: Zachrana kamennych soch, volume two. Prague 1990, pp. 7-43, but particularly pp. 41-43.
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Fig. 1 Master Paul of Levoca. Main Altarpiece in the Church of St James in Levoca
— detail of the Shrine, detail of the sttue of St John the Evangelist
Photo: Institute of Monument Preservation of the Slovak republic, Bratislava

Rediscovering the work of Master Paul and World Exhibitions

The great wave of scholarly and public interest in the oeuvre of Master Paul is closely linked
to the complete and complex restoration of the main altarpiece in the Church of Saint James
in Levoca, the artist’s most famous work. Between the years 1952 and 1954 the entire
altarpiece was strengthened, rebuilt and restored by the hands of the Kotrba brothers and
their colleagues.’® The entire event enjoyed general publicity. The Kotrba brothers received
the Klement Gottwald State Prize for restoring the altarpiece, and soon after the first
scholarly books and articles were published which discussed the new fundamental
discoveries, and Master Paul’s work came under public and media scrutiny.15 The

1% On restoration see: Kotrba, Frantidek: Konservovani levogského oltafe. In: Zpravy pamatkové péce, XIV, 1954,
p. 99 — 110. On the Kotrba brothers and their activiaties see: Kruntorad, Matéj: Bratfi Kotrbové. In: Acta Musaei
Scepusiensis, Levoca 2015, in print.

> The first Slovak monograph was written by the Kotrba brothers; another art historical re-appraisal of Master

Paul’s work, after several years, was produced by Jaromir Homolka: Kotrba, Viktor — Kotrba, FrantiSek. Levo¢sky
oltar Majstra Pavla. Bratislava 1955; Homolka, Jaromir (ed.): Majster Pavol z Levoce. Tvorca klenotu slovenskej
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rediscovery of a treasure of Slovak medieval art was, with not a little surprise, reflected in
the preparations for Czechoslovakia’s part in the World Exhibition EXPO 58 in Brussels.

The exhibition program of the pavilion was underpinned by the theme of the entire
show, which was One Day in Czechoslovakia. The visitors to the pavilion, which was built
from a proposal by FrantiSek Cubrt, Josef Hruby and Zdenék Pokorny, had the opportunity to
discover the most important aspects in the life of a Socialist citizen — work, rest and culture.
The combination of unique designed products, the technical progress of the country and
generally the contemporary works of art secured the huge success of the Czechoslovak
pavilion. In the final appraisal of the EXPO, all registered shows received some kind of prize
(a total of 170 prizes were given out). The Czechoslovak pavilion as a whole gained the
Golden Star, and it also received the highest number of points out of all the other states.™®
As part of the exhibition program, one of the rooms was dedicated to the wealth of historical
monuments in Czechoslovakia. This exhibition was primarily built with copies, models, maps
and large-format photographs.

The central object was a model of a Gothic diamond vault from a Slavonice burgess
house, along with a large-scale tapestry depicting motifs from Czechoslovak castles and
manor houses. A copy and facsimile of the high altarpiece from the Levoca Church of Saint
James was also exhibited as part of the presentation of medieval art. The Levoca parish
chronicle helps illuminate the circumstances surrounding the making of these reproductions:
“The Ministry of Education together with the Monuments Institute in Prague and Bratislava
decided that, for the World Exhibition in Brussels in 1958, our Czechoslovak pavilion shall be
decorated with copies of sculptures from the high altarpiece. For this purpose the southern
hall had to be bricked up, and a kind of workshop set up there. The employees of the Centre
for Applied Arts in Prague made copies there according to the originals. The work began in
September and continued through the winter. The masters who worked on this included the
Academic sculptors Stanék and Knézkovsky, and masters Benes and Boubin. Plaster casts
from the wings were made by master R. Jedli¢ka, which were polychromed by F. Kotrba.”*’

Copies were made of the central altarpiece statues — the Virgin, Saint James and
Saint John the Evangelist. Plaster casts (facsimiles) were made of the relief scenes which
flank the central three figures. A copy was also made of the altarpiece cabinet including the
gilt decoration in the background of the central sculptures. Reproductions were also made
for the show of sculptures from the Nativity altarpiece in the Levoéa church, since the
surviving photographic documentation of the exhibition pavilion depicted at least one
shepherd. The reproductions of Paul’s sculptures from the Brussels EXPO became part of the
collections of the Slovak National Gallery, whose exhibition in Zvolen castle includes the

gotiky, Bratislava 1961.

® For the contemporary exhibition guide, with selected photography, see: Santar, Jindfich: Svétova vystava v
Bruselu, Expo 58. Prague 1961. For today’s analysis of the Czechoslovak contribution to the exhibition, see:
Kramerova, Daniela — Skalova, Vanda: Bruselsky sen. Ceskoslovenska tGcast na Svétové vystavé EXPO 58 v
Bruselu a Zivotni styl 1. poloviny 60. let. Exhibition catalogue. Prague 2008.

v Still, Paulus. Chronicon seu Historia Parochiae Liberae et Regiae Civitatus Leutschoviensis. Leutschau 1880 (in
the archive of the Roman Catholic parish office in Levoda); see the notes of dean Stefan Klubert, pp. 18 — 19.
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sculptures and wings from the high altarpiece as well as the two shepherds and the Virgin
from the Nativity altarpiece. It is highly probable that this entire convolute was made
specifically for Brussels.

Another important milestone in the research on Master Paul and the creation of
facsimiles of his work is the year 1967. Not only did Levoca witness the first comprehensive
exhibition of his oeuvre,*® but at least another plaster cast was made from the Levoca high
altarpiece — the Last Supper from the predella. Another World Exhibition, this time in
Montreal in Canada, was put on with the theme of Man and His World. The scenario of the
Czechoslovak pavilion built partly on the success of its Brussels predecessor, but the greatest
emphasis was placed on presenting the country as a suitable tourist destination. Several
exhibition spaces were dedicated to the fine arts and monuments. An entire series of
exceptional originals was shown: the Venus of Véstonice, Master Theodoric’s panel
paintings, a wall painting by Wenzel Lorenz Reiner, or the Madonna from UloZa. The
highlight of the exhibition was the large-format, moveable Bethlehem from Tfebechovice.
Late Gothic sculpture was again represented by Master Paul’s copies and facsimiles. The
plaster cast of the Last Supper from the predella of the Levoca high altarpiece was made
specifically for EXPO 67. The casting of the sculpture was once again the work of Rudolf
Jedli¢ka. The polychromy was by Hefman Kotrba."

Exhibitions in the House of Master Paul

Archival research from the past few years has made it clear that Master Paul lived and
worked in house number 20 on the Levoca town square. The Spis Museum gained ownership
of the house, and from 1976 planned a permanent exhibition of the life and work of its
illustrious inhabitant.?’ The first arrangement for the exhibition was made between the
years 1976 and 1977 by Ivan Chalupecky, who was well aware of the particular nature of the
task; for house no. 20 stands, as the crow flies, only some tens of metres from the greatest
originals of Master Paul in the church of Saint James. As such, the aim of the exhibition was
to simultaneously present the house itself as well as the personality of its previous owner.
Through a great volume of large-scale photographs and three-dimensional reproductions it
was supposed to reach a complex appraisal of Paul’s oeuvre as a homogenous unit.
According to the proposal, an indivisible part of the exhibition was to be the presentation of
restoration work. By the time the exhibition was being prepared, the Spi§ Museum already
owned a whole series of plaster casts of the sculptures from the Levoca altarpieces. These
unpolychromed facsimiles were made by Rudolf Jedli¢ka together with the Kotrba brothers,

'8 A guide (rather than a catalogue) was published for the exhibition: Kongekovd, ZI. (red.): Pavol z Levoie, jeho
dielo a Skola. Bratislava 1967.

® More on the overall idea of the Czechoslovak pavilion see: Drazilovd, Veronika: MedidIni obraz ¢eskoslovenské
Ucasti na Svétové vystavé v Montrealu 1967 v dobovém tisku. MA thesis, FSV UK, Prague 2011. For
contemporary reports from the exhibition see: Kocourek, Vaclav (red.): EXPO 67. Aktuality Mladého svéta a
Mladé fronty — Svétova vystava Montreal 67. Prague 1967.

2% Eor exhibition information see: Archive of the SNM — Spisské Muzeum in Levoca, box B — 7/87. Stdla expozicia
Majstra Pavla z Levoce.
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who in the course of several decades gradually restored practically the entire output of
Master Paul in Levo&a.”® In order for them to be exhibited these casts were polychromed.
Ivan Chalupecky also counted on borrowing further copies and facsimiles from Slovak
museums and galleries. In particular, these included a copy of the Saint James sculpture
exhibited in Zvolen (one of the Brussels EXPO sculptures) and casts from the Eastern
Slovakian Museum in KoSice.

Due to a number of circumstances, the preparations for the exhibition dragged on
for a decade and as such the proposal reached its final shape in 1986. Changes were made to
accommodate suggestions by the architects Milan Makula and Martin Troster, and the
production of new Master Paul facsimiles were also taken into account. The city of Levoca
and indeed the house itself was presented with more emphasis at the expense of the
planned carving workshop. The exhibition opened on 3 December 1987 in the presence of
many guests, and it contained in the end more than 30 reproductions of sculptures
connected with Master Paul, as well as one original piece. The exhibition was re-installed as
early as five years later,*? principally in order to accommodate small changes reflecting the
restoration process of sculptures from Paul’s circle. As such, the number of facsimiles
increased until the year 1997, made by Stefan Hudzik a Mdria Spolo¢nikovd. Today, the
exhibition in Levoca contains more than 20 reproductions, mostly the plaster casts by Rudolf
Jedlicka, polychromed either by Hefman Kotrba or Maria Spoloc¢nikova. The latter also made
some carved copies and sculptures from epoxy resin. Apart from the Last Supper and two
relief wings from the Levoca high altarpiece, the remnants of the museum collection from
the 50s and 60s also include four still unpolychromed plaster casts — Saints John the
Almoner, Leonard and the Madonna from Slovenskd Ves. In the course of a few decades,
then, Levoca had cultivated a unique exhibition presenting the work of Master Paul in all its
known breadth. A visitor to the town has a unique opportunity to explore the church of Saint
James with its several seminal works of the master and in its almost original context, and
then to study and delight in them in detail in the museum.

Exhibitions of Master Paul abroad

A convenient time for the expansion of Paul’s oeuvre abroad was the year 1998, which
marked the 480™ anniversary of the completion of the high altarpiece in the church of Saint
James in Levoca. For February and March 1998, an exhibition was prepared for the Slovak
Institute in Budapest entitled Paul — Carver, which presented the work of the famous
sculptor with the help of facsimiles and large-format photographs from the Spi§ Museum.??
The reasons for organising a travelling show were several. The principal aim was the effort to
entice tourists from all Europe to Levoca; but what may cause surprise is the political context

“'Fora chronological list of works restored by Kotrba see Kruntorad (cit. in footnote 2).

22 The exhibition reinstallation is dealt with in B — 8-9/1994: Reinstaldcia expozicie Majster Pavol z Levoce /
Reinstaldcia expozicie VKS. Archive of the SNM — SpiSské Muizeum in Levoca.

2 For writings to the exhibition see B — 2/98: Rezbar Pavol — putovna vystava. Archive of the SNM — Spisské
Muizeum in Levoca.
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behind the exhibition’s birth, evident from a letter of the then director of the Spis Museum
Jarmila Marcinkova to the Minister of Culture, Ilvan Hudec: “Dear minister, we trust that the
exhibition will play an important role in creating a positive image of our country abroad, and
that it will be a political contribution in the election year.” Around 1500 visitors found their
way to the Budapest debut of Paul, not a huge number in view of the press and television
marketing. Nevertheless the exhibition was considered a success, and a tour was planned to
a number of European cities. A statement from the museum director, appraising the
exhibition, makes clear the main purpose of the entire event: “In this way we would like to
present to Europe not only the work of this, most important Late Gothic artist, but also the
town of Levoca and the Spis region. We are convinced that we can increase the visitor
numbers to Levoca (...) We are doing all we can to make Levoca an important town once
again.”

Repeats of the exhibition were made up until 1999 in Szczecin, Berlin, Przemysl|,
Jaroslaw, Lubaczow and Warsaw. The planned shows at embassies in Brussels and Vienna
did not in the end take place. In all, nine facsimiles were shown of the most significant works
by Paul, and included the Last Supper from the predella of the Levoca high altarpiece, which
was also the centrepiece. Specially for this occasion new casts were made from already
existing forms, whose polychromy was produced by Maria Spolo¢nikova. During the running
of the show, she created new facsimiles of two Saint Johns from the Levoca altarpiece of
Saint John. In all, the exhibitions were attended by only four thousand people, which
guestions whether the great effort reached its goal in propagating the town and its region.
For the sake of completeness, we note that an exhibition of Master Paul’s works (facsimiles
and copies, in fact) was put up at the Slovak National Museum in 2004, which actually had to
be extended due to the interest from the people of the capital city as well as its visitors.
Currently the most recent export of Master Paul’s copies and facsimiles occurred five years
ago as part of the World Exhibition EXPO in Shanghai. The theme of the exhibition this time
was Better town — better life and the Slovak pavilion presented itself as a country rich in
monuments, natural beauty and folk traditions.

Conclusion

A facsimile in the form of a cast (whether from epoxy resin or plaster) is able to arrest the
three dimensional shape of a sculpture at one exact historical moment; but it is far more
difficult to reproduce the authenticity of polychromy. The surface colouration on the
facsimiles of Master Paul’s works is always only an imitation of the condition created by the
most recent restoration. As such, facsimiles can convincingly reproduce the visual
appearance of its model. But the inexpressible aura of the original is irreplaceable, and so is
the knowledge of its uniqueness and age. The viewer will only become aware of these
shortcomings the moment when he realises that he is not looking at the original.
Hypothetically, but wholly legitimately, we may ask whether the apparently flawless
reproductions do not diminish the uniqueness of originals. It is very possible that the visitor
of a museum full of copies will lose interest in seeing in the flesh the far more valuable and
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powerful originals. A solution to these difficulties could be the exhibiting of unpolychromed
plaster casts or the kinds of facsimiles whose layer of colour will be an experimental
reconstruction of the original condition without any patina — surely something desirable in
originals. The question whether it is at all important for the average viewer to look at an
original or a copy is becoming a cardinal one in recent times. The examples of mass visiting
figures at the commercial exhibitions of Tutankhamen or the Chinese terracotta army easily
proves that the viewer will appreciate the presentation of perfect copies more, with well-
targeted marketing, than shows in traditional galleries or museums.

Fig. 2 Current exhibition view of the Slovak National Gallery in Zvolen, with exhibited copies and facsimiles
made for EXPO 58. Photo: Slovak National Gallery — Juraj Bartos

The significance of the unique collection of Master Paul’s sculptural reproductions is
not only informative, but also promotional and political. Naturally, Paul’s work is extremely
difficult to move, and therefore the existence of copies and facsimiles was a convenient way
how the work of this ‘Slovak national artist’ can be presented abroad. As was mentioned
several times above, the replacements for the original sculptures are Slovak export articles
presenting a developed artistic culture of the Late Gothic which arose on the territory of the
present-day state. Paul’s neutral name makes it possible to think of him as an ethnic Slovak,
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and who as a result becomes an important representative of Slovak national pride. The work
of Master Paul is an irreplaceable part of the national and cultural wealth of the nation, but

it is practically always presented by reproductions; originals are overwhelmingly parts of
church interiors.

Fig. 2 Current exhibition view of the Slovak National Museum — Spi$ Museum in Levoca,

with exhibited copies and facsimiles.
Photo: SNM — Spisské muzeum Levoca

A rather amusing result of Master Paul’s great popularity in Slovakia is the offering by
Art of the Heart, an internet store selling a wide range of polychromed epoxy facsimiles from
Paul’s workshop. The objects from Viera Smidakovd’s workshop principally reproduces
details, busts of half-figures from Levoca altarpieces, and they are available for around 65-
250 €.% Practically everyone, therefore, can own his or her own Master Paul in the shape of
a handmade, authentically imperfect facsimile.

Matéj Kruntorad

PhD. student at the Art History Institute

Masaryk University Brno

National Institute for Monument Preservation Brno

English by Miroslav Pomichal

** Available at http://www.umenie-srdcom.sk/sk/umelecke-diela/repliky-majster-pavol, retrieved 01/09/2015.
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Bili sloni a Alibabovy jeskyné. Kopie v uméleckoprimyslovych muzeich
Martina Lehmannova

V muzeich se s kopiemi predmétl kulturniho dédictvi setkdvame stéle. Ze jsou véci pomérné
obvyklou, o tom svéd¢i mimo jiné fakt, Ze jim je pozornost vénovand v zakladnim dokumentu
Mezindrodni rady Muzei ICOM, v Etickém kodexu, kde se v bodé 4.7 piSe: ,,Pokud muzea
provadéji repliky, reprodukce nebo kopie sbirkovych predméti, musi respektovat integritu
origindlu. Vsechny tyto kopie musi byt trvale oznaceny jako faksimile.” Rozdil mezi origindlem
a kopii je tedy stanoven, ale opravdu je to s kopiemi tak snadné?

Divody pofizovani kopii byly a jsou rizné a riznd je také jejich legitimita vzhledem
k mozZnostem vystavovani jaké mame. V pocatcich mély kopie za ukol nahrazovat véci
nedostupné. Se zvySovanim mobility toto hledisko odpadlo. Muzea presto s pofizovanim
kopii neustala, objevily se nové divody, predevsim ochrana predméti pred vlivy svétla.
Pokud muzea vytvareji kopie, tak nejcastéji predmétul, které maji ve sbirkach. Roli vlastné
porad hraje otazka zpfistupnéni

Kopie jako zdmér

Uméleckopramyslova muzea byla prvni, ktera promyslené, systematicky a na zakladé
mezinarodnich konvenci sbirala kopie. V roce 1862 bylo zaloZzeno prvni uméleckoprimyslové
muzeum na svété a to South Kensingtom Museum, dnesni Victoria & Albert Museum

v Londyné. Mezi jeho ukoly stdlo na prvnim misté zprostfedkovavani nejkvalitné;si
uméleckoremesiné a uméleckopriimyslové produkce verejnosti. Dobovy pozitivismus stal

v pfimém rozporu s moznostmi muzea. To mélo snahu budovat velkolepé sbirky, ale jeho
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tehdejsi Feditel Henry Cole (1808—-1882)" si byl védom jistych limitd. Vedle pozitiv vnimal i
prekazky, které bylo mozné jen tézko zdoldvat. Tou hlavni byly uzaviené kralovské, Slechtické
a cirkevni sbirky a nemoznost zprostfedkovani verejnosti jejich unikatnich dél s obrovskym
vyznamem pro kulturni déjiny. Dale chapal, Ze néktera vyjimecna dila prosté neni mozné
vytrhnout z kontextu jejich instalace, nebo je neni moZzné mit prosté proto, Ze je majitelé
stdle pouZivaji. Zacal proto systematicky premyslet nad moznostmi multiplikaci uméleckych
dél. Neobjevoval pfi tom nic nového, uz davno pred nim pofizovaly kopie, zejména sadrové
odlitky soch, umélecké skoly pro vzdélavani studentd. Uméleckoprimyslova muzea byla také
spojena se skolami, méla vlastni ateliéry uréené pro vzdélavani studentli i béznych
navstévnikl. Vedle klasického odlévani do sadry Coleovi velmi nahrdvala doba, rozvijely se
nejriznéjsi technologie, diky nimz bylo mozné docela levné poridit presné kopie uméleckych
predméta.

Obr. 1 Victoria & Albert Museum London, The Cats Court, 2013
Foto Martina Lehmannova

» Henry Cole mél pravnické vzdélani a svoji kariéru zahdjil v kancelafi Archivu spojeného kralovstvi a inicioval
jeho proménu smérem k modernimu verejnému archivu. Stal se ¢lenem Spolecnosti pro povzneseni uméni,
tovéren a obchodu a loboval v parlamentu pro nastaveni standard(i primyslového designu. Diky jeho iniciativé
byla planovana vyrocni vystava Spole¢nosti proménéna na prvni mezinarodni prehlidku pramyslové vyroby
(The Great Exhibition of the Works of Industry of Nations), ktera byla oteviena 1. 5. 1851. Z jejiho vynosu

186 000 £ bylo roku 1852 zaloZeno Victoria and Albert Museum (Museum of Manufactures) jehozZ se stal Henry
Cole prvnim feditelem (do 1873). Elisabeth Bonython, Anthony Burton, The Great Exhibitor. The live and work
of Henry Cole, London, 2003.
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Henry Cole tedy zacal systematicky vyjednavat s predstaviteli panovnickych a Slechtickych
rod(, aby otevreli svoje sbirky pro vyrobu kopii predmétu, ktera by mohla do svych sbirek
ziskavat muzea a tim globalizovat vizudlni hodnoty nejvétsich pokladd svéta. Navrhl

z dnesniho pohledu témér nepredstavitelnou dohodu tzv. Convention of 1867 (International
Convention of promoting universally Reproductions of Works of Art)?, kterou podepsalo
béhem navstévy mezindrodni vystavy v PafizZi v roce 1867 patnact zastupcl evropskych
panovnickych rodin. Prvnim signatarem byl prusky korunni princ Friedrich Ill., v zapéti po
ném rusky car Alexandr Il. Nikolajevi¢, sasky korunni princ Albert, za Francii bratranec cisare
Napoleona lll. Napoleon Joseph Charles Paul Bonaparte (predseda komise na pfipravu
Svétové vystavy v roce 1867), za Itdlii syn Viktora Emanuela Il. Umberto Rainer a dalsi.
Analogovy internet mohl byt spustén.

Dnes nejznaméjsi sbirka sadrovych odlitkd se nachazi pravé ve Victoria & Albert
Museum v Londyné. Nejcennéjsi kusy jsou vystaveny ve dvou halach nazyvanych The Cast
Courts.”” Stavba tohoto muzejniho k¥idla probihala v letech 18681873, podle navrhu Sira
Edwarda Burne-Jonese. Haly mély litinovou konstrukci a stény erveno-zelenou barevnost,
kterd se interiéru po rekonstrukci v roce 2014 zase vratila. Muzeum shromaZzdilo obrovské
mnozstvi kopii, z nichz nejvétsi kvality dosahovaly odlitky italské firmy Domenico Brucciani,
Oronzo Lelli, nebo pfimo britské Portico de la Gloria, Franchi and Son, John S. Goodfellow.

Obr. 2 Moravské primyslové muzeum v Brné, foyer, po 1882

Foto Moravska galerie v Brné

% Anna Somers Cocks, The Victoria and Albert Museum. The Making of the Collection, London 1982, s. 11.
%’ Diane Bilbey, The Cast Courts. In: Paul Williamson (ed.) European Sculpture at the Victoria and Albert
Museum, London, 1996, s. 182-185.
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Ostatni uméleckoprimyslovd muzea londynsky priklad nasledovala a to od doby
zajmu, pres jeho upadek az po dnesni snahu o rehabilitaci historickych sbirek kopii. Jako
priklad stfredoevropského pristupu nam poslouzi Moravské primyslové muzeum v Brné.
Muzeum bylo zaloZené roku 1873 a jedna se o jedno z nejstarSich uméleckoprimyslovych
muzei viibec a nejstari muzeum tohoto typu na nasem tzemi.”® Ve svém vzniku a rozvoji
nasledovalo pfikladu Rakouského muzea pro uméni a pramysl, které bylo zaloZeno roku
1863. Sadrovych odlitk(i mélo rozsahlou shirku, dnes z ni bohuzel zbylo pouze torzo. Prvnim
zakoupenym odlitkem byla replika proslulé sochy Mojzise, kterou v letech 1513-1516
vytvofil Michelangelo Buonarrotti jako soucast nahrobku papeze Julia Il. v chrdmu San Pietro
in Vincoli v Rimé&. Socha byla ziskdna roku 1873 jako v potadi dvanacty exponat sbirek. Byla
také prvni z velké skupiny sadrovych odlitkll zakoupenych v Rakouském muzeu pro uméni a
pramysl ve Vidni. Jeji cena tehdy byla 12 zlatych. Muzeum kopilo jesté dalSich 30 kopii a
pfipravilo vystavu tvorby Michelangela Buonarottino. Jednalo se o prvni kratkodobou
vystavu muzea.”’ V letech 1874-1877 jich muzeum pftipravilo devét. Dvé z nich byly vystavy
kopii, ta druhd byla vénovand dilu Albrechta Diirera.*® Ale i na dal3ich vystavach byly ¢etné
kopie, naptiklad v roce 1876 probéhla vystava keramiky a porcelanu, nékteré keramické
predméty bylo mozné vystavit pouze ve formé odlitk(, které provadél brnénsky sochar a
rezbar FrantiSek Dressler, na zdkladé Uspéchu jeho prace bylo zaloZzeno pfi muzeu oddéleni
odlitk(l. Po stavbé nové muzejni budovy v letech 1881-1883 byly socha Mojzise i dalsi odlitky
umistény na ¢estné misto do hlavniho foyer. Roku 1965 byly odlitky vyfazeny a pfevedeny do
majetku dnesni Stfedni Skoly uméni a designu v Brné a na katedru klasické archeologie
Masarykovy univerzity v Brné.

Kritika kopie

UZ v dobé svého vzniku vzbuzovalo pofizovani odlitkl velké vasné. Wilhelm von Bode (1845—
1929) si naptiklad stézoval, Ze tvlrci odlitkd nici polychromie na origindlech a fikal doslova,
Ze maly kousek nedotéeného originalu je cennéjsi nez cely odlitek. Po prvni svétové valce se
zacaly sbirky sadrovych odlitk(i stavat teréem posméchu. Zménilo se paradigma. Zvysila se
mobilita obyvatel svéta a vidét original prestavalo byt obtizné. Ze sadrovych odlitk( se stali
,,bili sloni” muzejnich sbirek se viemi vyznamy tohoto oznaceni. Victoria & Albert Museum
prestéhovalo ¢ast sbirky odlitk(i do nejhorsich moznych depozitafl na bfehu Temze, ktera se
tu a tam pfilis rozlila a ¢ast odlitk(i sebou vzdy splachla. Tato situace byla v muzeu jesté na
po&atku 21. stoleti." Jiné odlitky byly zapomenuty, nebo zni¢eny s plnym védomim a
zdGvodnénim, Ze preci existuji dostupné originaly. To se tykalo hlavné predmétl z tzemi
Anglie, nebyt 20. stoleti tak by dnes mohly existovat doklady o podobé dél, ktera byla
zni¢ena povétrnosti, bombardovanim za druhé svétové valky apod. Néktera dila ale byla

® Martina Lehmannové, Moravské pramyslové muzeum/Mahrisches Gewerbe Museum 1873-1919, in: Petr
Tomasek (ed.), Moravskd ndrodni galerie, Brno 2011, s. 26—31.

*® Moravské primyslové muzeum v Brné. Druhd zprdva podand Feditelstvem roku 1876, Brno 1876, s. 6.

30 Vyrocni zprdva Moravského primyslového musea, Brno 1878.

> Takova byla situace jeité v roce 2002 p¥i moji navitévé depozitafa Victoria & Albert Musea.
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zachovdna a tak klasicti archeologové nejezdi dnes studovat podobu Trajanova sloupu do
Rima, ale do Londyna, kde na rozdil od originalu jsou zfetelné detaily reliéfu.

Druhou skupinou kopii, které také patfi mezi ,infant terrible” muzejnich sbirek jsou
galvanoplastiky, neboli elektrotypy. Princip pokovovani objevil roku 1805 Luigi V. Brugnatelli,
spolupracovnik Alexandra Volty. Princip vyroby galvanoplastiky objevil Boris Jacobi, ale jako
prvni si ho nechal roku 1840 patentovat George Elkington v Birminghamu, ktery koupil ¢ast
informaci od Johna Wrighta. Original se otiskne ve vosku, nebo jiném mékkém materialu,

v 19. stoleti se pouzivala gutaperca. Na otisk se nanese tenka vrstva grafitu. Pripoji se do
obvodu jako katoda. Anodu utvari nejcastéji médénd deska. V roztoku siranu médnatého po
zapojeni do obvodu vznika reakce, pti niz se z médéné desky oddéluji atomy médi a
soustiedi se na anodé&. Vznikly tvar je dokonalou kopii originalu. Casti se opracuji, spoji
dohromady a po té je mozné vysledny vyrobek ponofit do lazné se stfibrnou nebo zlatou
anodou a dotvofit findlni povrch. Z jednoho otisku bylo mozné vytvofit nékolik
galvanoplastik. Galvanoplastiky stale ¢ekaji na svoje objeveni. Uméleckoprimyslovd muzea

je ukryvaji v depozitatich.

Obr. 3 Misa ve stylu 16. stoleti, detail zadni strany
Foto Moravska galerie v Brné
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Tolerance kopie

Pritomnost kopii vyrabénych primo pro uméleckoprimyslovd muzea byla i ddvodem velké
tolerance vici nim ze strany tehdejsich kuratorG. Tak se mohlo stat, Ze do sbirek Moravského
pramyslového muzea v Brné se dostaly kopie fady dél, predevsim v rdmci vétSich akvizi¢nich
celkd dél ze soukromych sbirek. Nutno podotknout, Ze kuratoti Moravského primyslového
muzea v inventafich peclivé uvadéli, zda se jedna o dila renesancni, nebo ve stylu renesance.
Tehdy vsak byly inventare v némeckém Brné psany némecky a ve druhé poloviné 20. stoleti
je nikdo nestudoval, protoze vse bylo prelozeno do cestiny. Pfekladatel vSak ¢asto detailtim,
jako jsou predlozky, nevénoval pozornost. Tak byly v kartach a elektronické databazi ¢asto
uvedeny nesmysly. Typickym pfikladem jsou napfiklad predméty z pozUstalosti Hanse
Makarta (1840-1884). Nejvyznamnéjsi rakousky malif druhé poloviny 19. stoleti kupoval
historické predméty do svého ateliéru, které mu slouzily jako inspirace pro malifskou tvorbu.
Nejednalo se o promyslenou sbirku, nicméné méla svou vyznaénost. Kdyz Makart zemfel,
byla usporadana drazba a také Moravské primyslové muzeum zakoupilo nékolik predmét(
do svych shirek.?? Napfiklad svicen, ktery byl doslova popsany ,Reproduktion eines
pompejanischen Originals“, nebo misa ve stylu 16. stoleti. Na mise je dokonce ze zadni
strany zietelna nepeclivé nanasena falesna patina se zachovanymi tahy Stétcem. Pfi pfipravé
vystavy bylo nutné talif nasilim odebrat restauratorovi, protozZe trval na odstranéni této
umélé patiny. Dilo by tak nendvratné znicil.

Pozoruhodnou ukdazkou je pfiklad barokniho zrcadla inv. €. 4958, které bylo do sbirek
zakoupeno v roce 1885 jako soucast pozlstalosti malife, architekta a pamatkare Friedricha
Wachsmanna (1820-1897), kterého mlzeme oznacit za prazského Hanse Makarta, tedy co
se sbératelstvi ty¢e. Naprosto stejné zrcadlo se nachazi ve stalé expozici MAK,

Viden.V Moravské galerii se automaticky pfedpokladalo, Ze jde o kopii podle videriského
zrcadla, pfi prlzkumu archivniho materialu se zjistilo, Ze zrcadlo ve Vidni bylo zakoupeno
teprve v roce 1891.%

Muzea dokonce nechdvala vyrabét kopie klasickymi fezbarskymi metodami.
Prikladem je napfiklad vertiko (pfibornik) inv. €. 5588. Skfin byla zakoupena roku 1886 od
starozitnika Augusta Hartela v Lipsku. Hned nasledujiciho roku se v Mittheilungen des
Mahrischer Gewerbe Museums objevila informace o tom, Ze mistni fezbafri vytvofili pfesnou
kopii tohoto pFl’borm’ku.34 Dnes, po vice jak sto letech, neni nikdo schopny zodpovédné
rozhodnout, zda v expozici je vystaveny original, nebo kopie.

3> Martina Strakova, Hans Makart, sbératel. Pfiklady uméleckého femesla ze shirek malife v Moravské galerii
v Brné, 64. Bulletin Moravské galerie v Brné, 2008, s.77-86.

*7a poskytnuti informace dékuji Sebastianu Hackenschmiedovi, kuratorovi sbirky ndbytku MAK-Rakouského
muzea uZitého/souéasného umeéni.

**A.P. Zur Mobel-Sammlung des Mahrischen Gewerbe-Museums, in. Mittheilungen des Mdhrischen Gewerbe-
Museums in Briinn, 1887. €. 3, s. 35-36.
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Obr. 4 Rodny diim Josefa Hoffmanna v Brtnici, 2004
Foto Kamil Till, Moravska galerie v Brné

Kopie jako sentiment, byznys a pomocnik

Maji muzea sbirat predméty vyrabéné s odstupem desitek let, které vice ¢i méné vérné
kopiruji tvar a technologické postupy originalu? Do sbirek Moravské galerie v Brné byly v 90.
letech 20. stoleti zakoupeny repliky vyrobkt Prazskych uméleckych dilen (knihovna podle
navrhu Josefa Gocara), kterou vyrabéla spolecnost Artél 11, zaloZzend designéry studia Olgoj
Chorchoj v roce 1993. Jind muzea nakupuji Zidle, kfesla a stolky vyrabéné firmou Knoll podle
navrhd Ludwiga Mies van der Rohe, nebo firmou Wittmann podle navrhi Josefa Hoffmanna.
Je etické predvadét mnohdy nedokonalé repliky jinych proporci, z jinych materiald,
provedené jinymi technologickymi postupy mnohem kvalitnéjsich original( v souvislosti se
jménem tvlrce, ktery by dilo této kvality nikdy nemohl pfipustit? Odpovédi jsou vidy zavislé
na misté a ¢ase poloZeni jim predchdzejicich otdzek. Kdyz byla v roce 2004 po rekonstrukci
oteviena budova rodného domu Josefa Hoffmanna v Brtnici, hrozilo, Ze by dim, mohl zlstat
prazdny bez exponatl. Povédomi o tvorbé tohoto vyznamného architekta bylo velmi malé a
ani muzejni sbirky v Cesku ptiklady jeho tvorby neoplyvaly. Autofi expozice méli nastésti
spasny napad oslovit vyrobce kopii dél Josefa Hoffmanna firem Wittmann, Lobmeyr, Alessi,
Backhausen, Porzellanmanufaktur Augarten a Osterreichische Werkstatten. Viechny firmy
velmi ochotné zapUjcily a Alessi, Backhausen, Wittmann a Osterreichische Werkstatten
dokonce okamzité vénovaly predméty ze své produkce muzeu. Expozice vydrzela v muzeu do
roku 2009, kdy byla nahrazena expozici Josef Hoffmann. Inspirace, kterd soustredila veskeré
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Obr. 5 Vlastni vila Dusana Jurkovic¢e v Brn¢, 2011

Foto Kamil Till, Moravska galerie v Brné
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dostupné origindlni prace od Josefa Hoffmanna ze sbirek ¢eskych muzei doplnéné radou
exponatl ze sbirek MAK—Rakouského muzea uZitého/soucasného uméni. S odstupem vice
jak deseti let mGzeme cist Hoffmannovu expozici v Brtnici z roku 2004 dvojim zplsobem.
Jednak jako znouzecnost. Zaroven ale pro tehdejsi navstévniky méla jesté jedno velmi
dlleZité poselstvi. Pfedstavovala produkci soucasnych firem, které si ceni dila tohoto svétové
uzndvaného tvlrce, na rozdil od jeho rodné zemé, kterd se 40 let snazZila jeho jméno z paméti
¢eského naroda vygumovat. Kopie v tomto pfipadé ptinesly do muzea Zivot.

Velka debata o kopiich probihala na plidé Moravské galerie v Brné také v dobé
pFiprav rekonstrukce vlastni vily Du$ana Jurkovi¢e v Brné — Zabovieskach.> Po sto letech od
jejiho postaveni roku 1906 vilu zakoupil stat a Moravska galerie v Brné ji ziskala do spravy.
Stavebni podstata domu byla témér nedotéena. Hrazdéna konstrukce pobitd korkovymi
deskami na povrchu omitanymi byla v dobré kondici. VSude se také dochovaly ptvodni
dvere, okna. Jurkovic vilu prodal v roce 1919 a dalSi majitelé pouze vrstvili, nové vymalovali
stény, prelakovali dvefe, rakosovym podhledem zatloukli fezbovany krov schodistové haly a
tim ho dokonale zakonzervovali. Rekonstrukce se dockala pouze fasdda, kdy plvodni povrch
byl v 60. letech nahrazen novym. Horsi to bylo s mobilidfem vily. Radu €asti vybaven si
zanechal. BohuZel se z néj dochovalo pouhé torzo. Nastésti v pozlstalosti Dusana Jurkovice
dodnes existuji dilenské vykresy. Podle nich bylo vybaveni haly s maximalni péc¢i obnoveno.
Dokonce se v pripadé gobelint a koberce obnové vénovala Moravska gobelinova
manufaktura, jejiz zakladatel Rudolf Schlattauer pro Jurkovice realizoval gobeliny nejen pro
jeho vlastni vilu. V ptipadé rekonstrukce vily se ale neobnovovaly jen hmotné kusy, ale i idee.
Jurkovic¢ nestavél vilu pouze jako diim, vytvarel jejim prostfednictvim kulturné-spolecensky
koncept. Vila byla ukdzkou moderniho bydleni. Po dokonceni ji oteviel verejnosti vystavou.
Prijimaci salon vedle schodistové haly vybavil ndbytkem, ktery nabizel klientim. Proto i v
dlouhodobé koncepci vystavni ¢innosti se salon stal mistem uréenym pro predstaveni
nabytkovych souboru autord, jejichZ tvorba byla predstavend ve vystavnich prostorach
plGvodni pracovny v patre vily (2011 nabytek Dusana Jurkovice pro Jaroslava Veselého z
Molitorova, 2012 nabytek Jana Kotéry pro Frantu Anyze, 2013 nabytek Miroslava Navrétila a
Zdenka Plesnika pro jeho vlastni byt, 2014 nabytkovy soubor Vrstevnice od Studia Koncern).

Kopie jako koncept

Nase soucasnost se ke kopiim stavi velmi neptatelsky. Alfou a omegou veskerého tvoreni
jsou autorska prava a s nimi spojeny byznys. Je udrzitelny nebo ne? Jakou cenu maji
informace. V dobé internetu se zd3, Zze budeme muset prehodnotit nas vztah k informacim.
Jaké tedy bude informacni paradigma pro nasledujici stoleti? Data nemaji Zadnou cenu, na
rozdil od softwaru, ktery je zpracovava. Tak tomu bylo konec konct i v minulosti. Rozvoj
spolecnosti byl mozny jen tehdy, byl-li volny pfistup k informacim, jejich kopirovani a
pridavani vlastnich myslenek. V déjinach uméni jsme opakované vykradali antické civilizace,
které uz pravda byly mrtvé. Kradlo se v produktech soudobych orientalnich civilizaci. Toto

** podrobné v Martina Lehmannova (ed.), Dusan Jurkovié. Architekt a jeho diim, Brno, 2010.
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vykradani ale bylo z pohledu Evropana legalni. MoZnosti kopirovani se dokonce
prizplsobovala i legislativa. V Habsburské monarchii byly udélovany patenty pouze na dobu
deseti let a po té mohl kazdy patentovanou technologii volné pouzivat. V oblasti vyroby
nabytku bylo nesmirné dulezité uvolnéni patentu Michaela Thoneta na vyrobu nabytku

z ohybaného bukového dreva. Firma Gebrider Thonet sice musela razem celit obrovské
konkurenci, ale nebyt firmy Jacob & Josef Kohn, ktefi kolem roku 1900 zacali systematicky
spolupracovat s modernistickymi architekty a ndvrhafi, mozna by spolec¢nost byla ochuzena o
obrovskou skupinu jedinecnych Zidli, na kterych sedavaly celé generace. Obecny nazor byl
ten, Ze na informace ma pravo kazdy a konkurence je motorem rozvoje spole¢nosti. Jednalo
se o pfirozenou reakci spolecnosti na ochranarstvi cech(, které byly od roku 1791 postupné
v celé Evropé ruseny. S védomim dopadu kopirovani na rozvoj spole¢nosti v minulosti a
vnimani problematiky v sou¢asnosti vytvofili ¢lenové Studia Koncern Martin Imrich a Jifi
Pribyl kolekci predmétd pfimo urcenych ke kopirovani nazvany Fake It Easy! Pfimélo je k
tomu vlastni rozéileni nad zjisténim, Ze jejich vyrobky détskych autosedacek pro firmu Cybex
jsou docela fusersky kopirované v Ciné. Na rozdil od jinych ale nepodali zalobu a hozenou
rukavici zvedli. V roce 2007 vytvofili sklenény servis, jehoz sklenice maji misto noh formy
drzatek motorek, dekoraci vazy tvofi blinkry, pouZzité jsou stejné nepochopitelné, jako v
pripadé Cinskych kopii. Na plose skla jsou vyryté ndpisy v ¢instiné s informaci o urceni
predmétl ke kopirovani. Studio Koncern pfipadnym kopistdm muze vydat i certifikat. Tento

soubor byl v roce 2014 vystaven v Jurkovi¢ové vile.?

Obr. 6 Fake It Easy! Studio Koncern, 2007
Foto Filip Slapal pro Studio Koncern

* Martina Lehmannova, Prechadzka krajinou koncernovaného dizajnu v Jurkovicove;j vile, in: Designum, 2014, ¢.
3,s.42-47.
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Kopie jako princip

Co nds jesté cekd v budoucnosti. Nebude kopie novym paradigmatem? Napovidal by tomu
rozvoj 3D tisk(. Podstatou vyvoje 3D tiskaren je, aby si jednou mohl kazdy uzivatel dle svého
vybéru stahnout a vytisknout pfedmét, ktery chce pouzivat. Rozvoj 3D tiskdren je rychly,
takZe nas to ¢eka pomérné brzy. Uz dnes jsou dostupné obycejné 3D tiskarny, které tisknou
ze zakladniho materidlu. Existuji ale tiskarny, které jsou schopné tisknout v rliznych stupnich
tvrdosti, pruznosti ¢i barevnosti materialt. Ma muzeum sbirat takovéto vyrobky, kdyz jejich

data budou dostupna na siti? Nebo si je ma rovnou vytisknout?

Martina Lehmannova
kuratorka, Uméleckopriimyslové muzeum Praha

—
-
-

.

Obr. 6 Fake It Easy! Studio Koncern, 2007
Foto Filip Slapal pro Studio Koncern
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White Elephants and Ali Baba’s Cave. Copies in Museums of Decorative Arts and Design
Martina Lehmannova

We constantly encounter copies of cultural heritage items in museumes. In addition to others,
the fact that the basic document of ICOM (International Council of Museums) pays attention
to copies is proof that they are a relatively common matter. Point 4.7 of its Code of Ethics,
reads: “Museums should respect the integrity of the original when replicas, reproductions,
or copies of items in the collection are made. All such copies should be permanently marked
as facsimiles.” Despite the fact that the difference between an original and a copy has been
established, is it indeed so simple with copies?

The reasons for making copies were and still are various; the same is true for their
legitimacy regarding exhibiting possibilities. The original role of copies was to replace items
that were not available. This reason became less compelling as mobility increased. However,
museums did not stop making copies; there were other reasons, but most importantly
copies were made for the protection of items from the impact of light. If museums make
copies, most frequently they are of items in their collections. The issue of public accessibility
always plays a role.

Copy as Intention

Museums of decorative arts and design were the first to collect copies coherently,
systematically and based on international conventions. The first museum of decorative arts
and design in the world, the South Kensington Museum, today’s Victoria & Albert Museum
in London, was founded in 1862. Mediating the best quality arts and crafts and industrial art
production to the general public was the first of its tasks. The positivism of that time was in
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direct contradiction to the museum’s possibilities. Its aim was to build grandiose collections,
and its director at those times, Henry Cole (1808-1882),3” was aware of certain limits. Along
with the advantages, he perceived obstacles which could only be overcome with great
difficulties.

Fig. 1 Victoria & Albert Museum London, The Cast Court, 2013
Photo Martina Lehmannova

The main obstacle was the closed royal, aristocratic and church collections and the
impossibility of mediating their unique artwork of huge significance for cultural history to
the general public. He also understood that certain exceptional works could not simply be
taken out of the context of their installation or be obtained because their owners were still
using them. Therefore, he began to systematically consider the possibility of multiplying

7 Henry Cole had legal training and launched his career in the office of the United Kingdom Archive and
initiated its transformation towards a modern public archive. He became a member of the Society for the
Ennoblement of Art, Factories and Commerce and he lobbied in the Parliament for setting the standards of
industrial design. Thanks to his initiative, the planned annual exhibition of the Society was transformed into
first international exhibition of industrial production (The Great Exhibition of the Works of Industry of Nations),
which was opened on May 1, 1851. The Victoria and Albert Museum (Museum of Manufactures) was founded
from the profits of 186 000 £ from this exhibition in 1852 and Henry Cole became its first director (until 1873).
Elisabeth Bonython, Anthony Burton, The Great Exhibitor. The Life and Work of Henry Cole, London, 2003.
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artwork. He did not invent anything new; copies, in particular plaster casts of sculptures,
were made long before his time by art schools for educational purposes. Museums of
decorative arts and design were also associated with schools; they had their own studios
designated for training students and visitors. Along with the classical casting of plaster, the
times were also quite favourable to Cole, as new technologies were developing thanks to
which accurate copies of artwork could be made quite inexpensively. Thus, Henry Cole
began systematic negotiations with representatives of monarchial and aristocratic houses to
open their collections in order to make copies of objects which museums could acquire and
thus globalize the visual values of the greatest treasures of the world. He drew up the
Convention of 1867 (International Convention of Promoting Universally Reproductions of
Works of Art)*®, which was almost unimaginable from the present perspective and which
was signed by fifteen representatives of the European monarchical houses during their visit
to the international exhibition in Paris in 1867. Crown Prince Friedrich Il of Prussia was the
first signatory, immediately followed by Russian Tsar Alexander Il, Crown Prince Albert of
Saxony. Napoleon Joseph Charles Paul Bonaparte, the cousin of Emperor Napoleon I
(chairman of the preparatory commission of the 1867 World Exhibition Paris) signed it on
behalf of France, while Umberto Rainer, son of Victor Emanuel |l signed on behalf of Italy. An
analogue internet could be set into operation.

The Victoria & Albert Museum in London is the home of the most famous collection
of plaster casts today. The most valuable pieces are exhibited in two halls called The Cast
Courts.* The construction of this museum wing took place from 1868 to 1873 according to
the design of Sir Edward Burne-Jones. The structure of the halls was made of cast iron and
the walls, which were originally painted red-green, were restored after the reconstruction in
2014. The museum collected a large number of copies; the best casts were made by Italian
companies Domenico Brucciani and Oronzo Lelli of Italy, and Portico de la Gloria, Franchi and
Son and John S. Goodfellow of England.

Other museums of decorative arts and design followed London’s example, starting
with the period of interest, through its decline and up to present efforts to rehabilitate
historical collections of copies. The Moravian Museum of Decorative Arts in Brno is a good
example of the Central European approach to this issue. It was founded in 1873 and is one of
the oldest museums of decorative arts in general and the oldest of its kind in our territory.40
In its origin and development it followed the example of the Austrian Museum for Art and
Industry, which was founded in 1863. The museum owned a vast collection of plaster casts,
but unfortunately only a torso remains. A replica of the legendary sculpture of Moses
created in 1513-1516 by Michelangelo as part of the tomb of Pope Julius Il in the Church of
San Pietro in Vincoli, Rome, was the first purchase for a price of 12 guldens. It was acquired

*® Anna Somers Cocks, The Victoria and Albert Museum. The Making of the Collection, London 1982, p. 11.
**Diane Bilbey, The Cast Courts. In: Paul Williamson (ed.) European Sculpture at the Victoria and Albert
Museum, London, 1996, pp. 182-185.

**Martina Lehmannovd, Moravské primyslové muzeum/Mahrisches Gewerbe Museum 1873-1919, in: Petr
Tomasek (ed.), Moravska ndrodni galerie, Brno 2011, pp. 26-31.
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in 1873 as the twelfth exhibit of the collections. It was also the first of a large group of
plaster casts purchased in the Austrian Museum for Art and Industry in Vienna. The museum
purchased another 30 copies and prepared an exhibition of the work of Michelangelo. This
was its first temporary exhibition.*! The museum prepared nine such exhibitions from 1874
to 1877. Two were exhibitions of copies, the second of which was dedicated to the work of
Albrecht Direr.** Many copies were also featured in other exhibitions. For example, at the
1876 exhibition of ceramics and porcelain, some of the ceramic items could only be
exhibited in the form of casts made by FrantiSek Dressler, a sculptor and carver from Brno.
As a result of the success of his work, the department of casts was founded in the museum.
After the completion of the new museum building in 1883, the sculpture of Moses and other
casts occupied a place of pride in the main foyer. In 1965, the casts were transferred to the
property of the Secondary School of Art and Design in Brno and the Department of Classical
Archaeology of Masaryk University in Brno.

i

o
=0
D

Fig. 2 Museum of Decorative Arts in Brno, foyer, after 1882
Photo Moravska galerie (Moravian Gallery), Brno

* Moravské primyslové muzeum v Brné. Druhd zprdva podand reditelstvem roku 1876 ( Moravian Industrial
Museum in Brno. The Second Report delivered by its Headquarters in 1876), Brno 1876, p. 6.

2 Vyrocni zprdva Moravského primyslového musea (Annual Report of the Moravian Industrial Museum), Brno
1878.
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Criticism of Copy

Cast making was a topic of emotional debate even at the time of its inception. Wilhelm von
Bode (1845-1929) complained that cast makers destroyed the polychromy of originals and
said that a small piece of an untouched original was of a greater value than an entire cast.
Collections of plaster casts began to be ridiculed after World War |. Paradigms changed. As
the mobility of the world population increased, it was no longer difficult to see the originals,
and plaster casts became the white elephants of museum collections in the full meaning of
the words. The Victoria & Albert Museum moved some of the casts to the worst possible
depositories on the banks of the River Thames which flooded from time to time and washed
away a part of the collection. This situation persisted even at the beginning of the 21°*
century.43 Other casts were forgotten or destroyed with the full awareness and justification
that available originals existed. This especially applied to objects from the territory of
England; if it weren’t for the events of the 20t century, the documents of the appearance of
some works, which were destroyed by weather, bombing during World War Il, etc., could
still exist today. However, some works were preserved and thus classical archaeologists do
not travel to Rome to study Trajan’s Column, but to London, where unlike the original, the
relief details on the cast are visible.

Electrotypes comprise the second group of copies which represent the “enfant
terrible” of museum collections. The principle of electroplating was discovered in 1805 by
Luigi V. Brugnatelli, a colleague of Alessandro Volta. The production of electrotypes was
developed by Boris Jacobi, but it was George Elkington from Birmingham who was awarded
the first patent in 1840 and who bought part of the information from John Wright. First a
mold is formed from the original. The mold is made of wax or another soft material; gutta-
percha (natural latex) was used in the 19" century. The mold’s surface is coated with a thin
layer of graphite powder and wired to the circuit as a cathode. Most frequently, a copper
plate is used as an anode. After the activation of the circuit by electrical current, a reaction
occurs in the copper sulfate solution in which the copper atoms dissolve from the surface of
the copper plate and are taken up by the anode surface. The created shape is a perfect copy
of the original. After the individual parts are refined and connected, the final product can be
submerged in a bath of silver or gold anode to complete the final surface. Several
electroplating sculptures can be created from one mold. Electrotypes are still waiting for
their day in the sun. In the meantime, museums of decorative arts are hiding them in their
depositories.

Tolerance of Copy

The presence of copies made directly for museums of decorative arts explains curators’
tolerance of them. This also explains how copies of many works, particularly within the
larger acquisition units of works from private collections, made their way into the collections
of the Museum of Decorative Arts in Brno. It is worth noting that curators of the Moravian
Museum of Decorative Arts carefully indicated in the inventories if these were Renaissance

*This situation still existed during my visit to the depositories of Victoria & Albert Museum in 2002.
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works or works in the Renaissance style. However, in those days the inventories were
written in German and they were ignored in the second half of the 20" century because
everything had already been translated into Czech. Unfortunately, the translators often
overlooked details such as prepositions and the resulting mistakes were frequently recorded
in cards and the electronic database. A typical example can be found in the items from the
estate of Hans Makart (1840-1884). The most important Austrian artist of the second half of
the 19" century purchased historical items for his studio which then served as inspirations
for his paintings. This was not a thoughtfully developed collection; nevertheless it had its
significance. When Makart died, an auction was held and the Moravian Museum of
Decorative Arts also purchased several items for its collections.** For example, a candle
holder which was literally described as “Reproduktion eines pompejanischen Originals”, or a
bowl in the 16™ century style. On the back side of the bowl it is obvious how the false patina
was carelessly applied with preserved brush strokes. When preparing the exhibition, the
plate was forcibly taken away from the restorer because he insisted on the removal of this
artificial patina which would have destroyed the work.

A noteworthy example, at least regarding collecting, is the Baroque mirror with
Inventory No. 4958, which was purchased for the collections in 1885 as part of the estate of
Friedrich Wachsmann (1820-1897), painter, architect and conservationist, who can be
designated as Hans Makart of Prague. Exactly the same mirror is in the permanent
exposition of MAK (Museum of Applied/Contemporary Arts), Vienna. The Moravian Gallery
assumed that it was a copy made according to the mirror in Vienna; however when studying
archive materials, it turned out that the mirror in Vienna was purchased in 1891.%

Fig. 3 Bowl in 16" century style, detail of the back
Photo Moravska galerie (Moravian Gallery), Brno

* Martina Strakova, Hans Makart, sbératel. Pfiklady uméleckého femesla ze sbirek malife v Moravské galerii
v Brné, 64. Bulletin Moravské galerie v Brné, 2008, pp.77-86.

| would like to thank Sebastian Hackenschmied, curator of the furniture collection at MAK-Austrian Museum
of Applied/Con temporary Arts for this information.
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Museums even had the copies made by classical woodcarving techniques. A vertiko
(sideboard) with Inventory No. 5588 is a good example. This piece of furniture was
purchased in 1886 from antique dealer August Hartel in Leipzig, Germany. In the following
year, an article in Mittheilungen des Mdhrischer Gewerbe Museums stated that local
woodcarvers had created an exact copy of this sideboard.*® Today, more than one hundred

years later, no one is able to determine if the exposition item is the original or a copy.

Fig. 4 House of Josef Hoffmann in Brtnice, 2004
Photo Kamil Till, Moravska galerie (Moravian Gallery), Brno

Copy as Sentiment, Business and Helper

Should museums collect items made after several decades which more or less faithfully copy
the shape and technological methods of the original? The Moravian gallery in Brno
purchased replicas of the products of Prazské umélecké dilny (Prague Art Workshops) (book
cabinet according to the design of Josef Gocar), which was made by the Artél Il company,
founded by the designers from the Olgoj Chorchoj studio in 1993. Other museums purchase
chairs, armchairs and tables made by the Knoll Company according to the design of Ludwig

AP Zur Mobel-Sammlung des Mahrischen Gewerbe-Museums, in. Mittheilungen des Mdhrischen Gewerbe-
Museums in Briinn, 1887. Volume 3, pp. 35-36.
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Mies van der Rohe, or by the Wittmann Company according to the design of Josef Hoffmann.
Is it ethical to present frequently imperfect replicas with different proportions, made from
different materials or by using different technological methods of much higher quality
originals in connection with the name of a designer who would never allow a work of such
poor quality? The answer always depends on when and where the questions were posed.
When the Josef Hoffman house in Brtnice was opened in 2004 after the reconstruction,
there was a real threat that it would remain empty without any exhibits. Not many people
were aware of the work of this important architect and not even the museum collections in
Czech Republic had many examples of his work. The authors of this exposition fortunately
came up with the great idea to address the manufacturers of the copies of the works of Josef
Hoffmann, the Wittmann, Lobmeyr, Alessi, Backhausen, Porzellanmanufaktur Augarten and
Osterreichische Werkstitten companies. All of them were extremely accommodating in
loaning items and the Alessi, Backhausen, Wittmann and Osterreichische Werkstatten
companies immediately donated the items from their production to the museum collections.
The museum exposition lasted until 2009 when it was replaced by the exposition entitled
Josef Hoffmann. Inspirations, concentrated all of the available original works of Hoffmann
from the collections of Czech museums and was complemented by many exhibits from the
collections of the MAK—Austrian Museum of Applied/Contemporary Arts. From a distance of
more than ten years, we can analyze Hoffmann’s 2004 exposition in Brtnice in two ways. On
one hand, it was an example of “making a virtue out of necessity.” But for visitors in those
days it also held a more very important message. It presented the production of
contemporary companies which valued the work of this globally acknowledged designer, as
opposed to his native country which tried to erase his name from the memory of the Czech
nation for 40 years. In this case, copies brought life to the museum.

A great debate related to copies also took place on the grounds of the Moravian
Gallery in Brno during the preparation phase of the reconstruction of the private villa of
Dusan Jurkovic in Brno — 2abovFesky.47 One hundred years after its construction in 1906, the
villa was purchased by the state and placed under the administration of the Moravian
Gallery in Brno. The architectural base of the house was almost untouched. The wattle-and-
daub construction covered by cork board with plastering on top was in good condition and
the original door and windows were preserved. Jurkovic sold the villa in 1919 and all of the
subsequent owners only added extra layers; they painted it anew, put new varnish on the
door, covered the carved frame of the stairway hall with a wickerwork ceiling and thus
perfectly preserved it. Only the facade underwent reconstruction, when the original surface
was replaced by a new one in the 1960s. The condition of the furnishing was worse. Jurkovic¢
took a lot of equipment and furniture to Slovakia. But he left the most important, the built-in
piece in the stairway hall. Although only its torso had been preserved, fortunately the
workshop drawings still existed in Jurkovi¢’s estate and the hall fitment was renovated
according to them with maximum care. The tapestry and carpeting were renovated by the
Moravian Tapestry Manufacturer, whose founder, Rudolf Schlattauer, manufactured

*’In detail in Martina Lehmannova (ed.), Dusan Jurkovié. Architekt a jeho diim, Brno, 2010.
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Fig. 5 Private villa of Dusan Jurkovic¢ in Brno, 2011
Photo Kamil Till, Moravska galerie (Moravian Gallery), Brno
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tapestries for Jurkovi¢, but not only for his private villa. In addition to the material pieces,

the ideas were reconstructed along with the reconstruction of the villa. Jurkovi¢ did not

build it only as a house, he created a cultural and social concept. The villa was an example of
modern housing. After completing the building, he opened it to the general public in the
form of an exhibition. He equipped the lounge next to the stairway hall with furniture which
he offered to clients. Therefore, even in the long-term concept of exhibition activities, the
lounge was designated for presenting the furniture sets of designers, whose work was
displayed in the exhibition spaces of the original work area on the first floor (2011: furniture
of Dusan Jurkovi¢ for Jaroslav Vesely from Molitorov, 2012: furniture of Jan Kotéra for Franta
AnyZz, 2013: furniture of Miroslav Navratil and Zderiek Plesniks for his private apartment,

2014: Vrstevnice set of furniture by Studio Koncern).
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Fig. 6 Fake It Easy! Studio Koncern, 2007
Photo Filip Slapal for Studio Koncern
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Fig. 6 Fake It Easy! Studio Koncern, 2007
Photo Filip Slapal for Studio Koncern

Copy as a Concept

This era is the great enemy of copies. Copyrights and related business are the alpha and
omega of all creation. Is this sustainable? What is the price of information? In this age of the
Internet it seems that we will have to reevaluate our relation to information. What will the
information paradigm for the next century be like? Information has no value as opposed to
the software which processes it. Actually, this is how it was even in the past. The
development of society was only possible when access to information, copying and adding
one’s own thoughts were free. In art history we repeatedly robbed antique civilizations. The
stealing of products of Oriental civilizations continued. But in the eyes of Europeans this
stealing was legal. Even the legislation was adjusted to this possibility of copying. In the
Habsburg Monarchy, patents were granted for ten years, after which the patented
technology could be used for free. In the sector of furniture manufacturing, the release of
the patent of cabinetmaker Michael Thonet for the manufacturing of furniture made of oak
bentwood was extremely important. Although the Gebriider Thonet Company suddenly had
to face huge competition, if the Jacob & Josef Kohn company, which began to systematically
cooperate with modernist architects and designers around 1900 had not existed, society
might have been deprived of a large group of unique chairs on which generations used to sit.
General opinion was that everybody was entitled to information and competition was the
driving force in society’s development. This was the natural reaction of society to the
protectionism of guilds which were gradually abolished throughout Europe from 1791. Being
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aware of the impacts of copying on society’s development in the past and perceiving the
issues today, Martin Imrich and Jifi Pfibyl, the members of Studio Koncern, designed a
collection of items designated for copying entitled Fake It Easy! They came to this decision
after learning to their chagrin that their car seats for children designed for Cybex were quite
unprofessionally copied in China. However, unlike others, instead of filing a complaint, they
accepted the challenge. In 2007, they created a set of glasses with motorcycle handles for
stems, while the vase decorations are in the form of indicators which are used in the same
incomprehensible way as the copies made in China. The Chinese inscriptions on the glasses
indicate that these items are designated for copying. Studio Koncern can even issue a
certificate to anyone who makes copies of them. This set was exhibited in Jurkovic¢’s villa in
2014.%

Copy as a Principle

What does the future hold for us? Will copy become a new paradigm? The development of
3D prints certainly suggests this. The essence of the development of 3D printers is such that
one day everyone will be able to download and print the items they intend to use. The
development of 3D printers is fast so we should expect this relatively soon. Common 3D
printers printing from basic material are already available today. But printers able to print in
various levels of hardness, flexibility or color of materials already exist. Should museums
collect such products when their data will be available online? Or should they just print them
directly?

Martina Lehmannova
Curator, Museum of Applied Arts Prague

English by Paul McCullough

*® Martina Lehmannova, Prechadzka krajinou Koncernovaného dizajnu v Jurkovicovej vile, in: Designum, 2014,
Volume 3, pp. 42-47.
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Oiginal a képia v mlizeu dizajnu — produktovy dizajn
Maros Schmidt

Budovanie zbierok produktového dizajnu v Slovenskom muzeu dizajnu kladie Specidlne
naroky na vytvaranie képii a pracu s nimi. KedZe zbierame uzitkové predmety, ktoré su
charakterizované funkciou a primarnou moznostou poutZitia, je potrebné prezentovat aj
ich funkéné, materidlové, technologické a ergonomické stranky.

Pred par rokmi vznikla iniciativa, ktora si dala za ciel vytvorit v Bratislave Mdzeum
Zivotného stylu. Od inych muzei sa malo odliSovat moZznostou dotykat sa exponatov,
pripadne testovat ich funkcie. Hlavnym mottom iniciativy bolo "ZazZit dizajn". Tato
destruktivna potreba dokonale dokumentuje nepochopenie muzejnictva. Mohli by sme to
smelo oznacit za nelctu k zbierkovym predmetom a histérii, ale rieSenie, ako prezentovat
predmet so vsetkym, ¢o k nemu patri, predsa len existuje. DDR Museum Berlin* pracuje
so sloganom ,,Geschichte zum Anfassen”, ¢o v preklade znamena dejiny, ktorych sa
mbzete dotknut. Velkolepa instalacia premyslene vybera veci, ktoré dava divakovi
k dispozicii na interaktivnu prehliadku, zarovern mu v nich umoini sediet, prezerat, otacat,
stlacat alebo listovat. Zbierkové predmety vsak netrpia, pretoze vyznamnu ulohu pri
kontakte navstevnika muzea s UZitkovym predmetom zohrava képia. R6znorodost
zbierkovych predmetov produktového dizajnu si vyZzaduje odlisSny pristup pri tvorbe képii.
Je ovela jednoduchsie vytvorit képiu stolicky na rozdiel od tvorby kdpie funkéného
radioprijimaca alebo pocitaca. Pre spravne pochopenie funkcie kdpie v produktovom
dizajne je potrebné si odpovedat na zasadnu otazku:

** DDR Museum je berlinske interaktivne muzeum a jedna z najnavstevovanejsich atrakcii nemeckého hlavného
mesta. Napinavo a zabavne sprevadza Zivotom v NDR, jeho vSednym driom a pohladom za kulisy.
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Ak3 je definicia originalu pri predmete, ktory bol sériovo vyrabany?

V Slovenskom muzeu dizajnu zbierame aj prototypy k sériovo vyrabanym vyrobkom, ktoré
dokumentuju proces vzniku produktu. Prototypy mozu byt funkéné, vyrobené vo
viacerych kusoch pre Ucely testovania, alebo nefunkéné makety z r6znych materidlov
vyrobené v jednom kuse. Ten je bezpochyby najcennejsim origindlom. Originalom je aj
kazdy objekt, ktory bol sériovo vyrabany vo svojej dobe. Jeho hodnota je vSak ovela nizsia
ako hodnota prototypu a odvija sa od veku a poctu vyrobenych a zachovanych kusov.
Ziaden zbierkovy predmet by nemal sliZit na testovanie svojej funkénosti navitevnikmi
muzea. Taku ulohu by mala prevziat képia, ktora by bola, v rdmci moznosti, prisp6sobena
na sprostredkovanie Zelanych funkcii. Za uvaZenie stoji, ¢i by sa pri velkom mnozstve
rovnakych vyrobkov jeden nemal "obetovat" ako testovaci.

Obr. 1 Pribor navrhnuty v kovorobnom oddeleni SUR, pod vedenim Franti$ka Trostera. Autor neznamy.
Vyrocnd sprava ucniovskych $kol a skoly umeleckych remesiel 1934-1935, s. 15
Archiv hlavného mesta SR Bratislavy, Fond SUR, Spisy 1928 -1939.
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Edukativna funkcia kopie v produktovom dizajne

NajdéleZitejSim poslanim zbierok je vzdeldvanie. MoZnost zaZit mizeum a realizovat tak
vlastny vyskum sa, paradoxne, ako najautentickejSie javi prostrednictvom vernych képii.
Stale plati, Ze raz zazit je viac ako stokrat vidiet. Do akej miery vytvarat vernost

a funkénost kopii, to je otazka na narocnost vyhotovenia a rozpocet. Cena vytvorenia
kdépie by nikdy nemala presiahnut cenu origindlu. Tato skutoc¢nost je najvacSou brzdou pre
vytvaranie kopii v produktovom dizajne. Kopia dokaze interpretovat ergonomické,
technologické, technické a estetické kvality originalu. V urcitych pripadoch nie je potrebna
dokonald képia, postaci aj zakladny model vyfrézovany do polyuretdnovej peny, dreva
alebo vystup z 3D tlaciarne.

Dopliujuca funkcia képie v produktovom dizajne

NeUplné zbierkové celky produktového dizajnu mézu byt doplnené textovym alebo
obrazovym materialom, no pre komplexnu vypoved série je vhodné realizovat kdpie
produktov, ktoré chybaju. Takato kopia musi byt ¢o najvernejsia. Pre vystavu, ktora bude
mapovat dejiny Skoly umeleckych remesiel v Bratislave,™ pripravujeme zhotovenie képie
Ziackych prac z kovorobného oddelenia skoly (obr. 1). Na zdklade fotografii spracujeme
technicky vykres, podla ktorého bude vyrobend kdpia originalneho, no strateného
vyrobku. Vyhodou pri tomto konkrétnom vyrobku je jednoduchost tvaru, ktora definuje
jednoduchost vyroby. Aj ked'ide o Ziacke prace, vietky vyrobky kovorobného oddelenia
boli, a tym padom aj budu plne funkcéné. Problém so zamierianim kdpie a originalu je
potrebné vyriesit jasnym oznacenim.

JEOMTH e

CRANNSIA SKU

Obr. 2 Fotografia stanku Kablovej tovarne uc. spol. Bratislava. Medzinarodny dunajsky veltrh 1935
Foto: Archiv SMD, pozostalost Ivy MojziSovej

*%3kola umeleckych remesiel v Bratislave vznikla v roku 1928 ako prva skola tohto typu na Slovensku, ktora od
zaciatku vzniku reagovala na aktualne eurdpske trendy vo vzdeldvani. Snazila sa vychovéavat moderne
zmyslajucich, prakticky orientovanych remeselnikov pre priemysel, malé podniky, reklamu a film. Pozri:
Mojzisova, Iva: Skola moderného videnia. Bratislavskd SUR 1928 — 1939. Bratislava 2013.
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Obr. 3 Fotografia stanku Kablovej tovarne uc. spol. Bratislava . Medzinarodny dunajsky veltrh 1935
Foto: Archiv SMD, pozostalost Ivy MojziSovej

Dokumentaéna funkcia képie v produktovom dizajne

Sprostredkovanie dolezitej udalosti v dejinach dizajnu si niekedy vyZzaduje opatovné
vytvorenie celého dobového environmentu, ktory je délezity pre rekonstrukciu vztahov
vyrobku a Specifického prostredia. Napriklad pomocou kdpie vystavného stanku Kablove;j
tovarne z Medzinarodného veltrhu v Bratislave (obr.2 a 3) zhotovime cely stanok

s kompletnou instalaciou vyrobkov. Képia vystavného systému Kéblovej tovarne, ktorého
autorom a realizatorom bola reklamna kanceldria REDOPA,>! nebude vdaka svojej
funkcionalistickej jednoduchosti realizacne zloZitd. Bude dokumentovat dobové
vystavnictvo a zaroven vyriesi inStalaciu objektov svietidiel a elektroinstalacného
materidlu v medzivojnovej atmosfére. Prave rekonstrukcia alebo ndznakova rekonstrukcia
autentického prostredia je dblezitd napriklad pre instalacie bytovych celkov z jednotlivych
obdobi. Navstevnik muzea na chvilu opusti vitriny a vojde do sveta izieb a inStalacii

v kontexte, pre ktoré boli prezentované produkty vyrobené.

Problém s rozliSenim originalu a képie.

Produktovy dizajn tvoria komplexné produkty, ktoré sa casto skladaju z drobnych prvkov.
Tie mdzeme vnimat ako samostatné predmety. Napriklad tladidla radioprijimaca, ktoré
mozu chybat alebo byt nendvratne zni¢ené. Pri sériovo vyrabanom radioprijimadi je
mozné ich v ramci mozZnosti nahradit rovnakymi z iného radioprijimaca rovnakého typu.

> REDOPA bola reklamna agentura v medzivojnovom obdobi so sidlom v Bratislave, ktorej majitelom
bol Antonin Hotej§, jeden zo zakladatelov Skoly umeleckych remesiel.
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Obr. 4 Prototyp radioprijimaca, koniec 80. rokov, dizajn: Pavol Thurzo, Tesla Bratislava n.p.
Foto: Ostblok

Pri funkénom prototype (obr.4), ktory bol vyrobeny v pocte par kusov to vSsak mozné nie
je. Chyba suciastkova zakladna, ktora bola prave pri spina¢och robena na mieru v pocte
kusov potrebnych pre realizaciu prototypov. V takom pripade musi byt takyto ndhradny
diel nanovo vyrobeny ako kdpia. Na vystave v zdkladnom popise vystaveného exponatu
képiu Casti vyrobku neoznacujeme. V dokumentacii k vyrobku je vsak nutné zapisat vietky
dolezité zmeny a to aj v pripade, Ze ide o identicku képiu Casti z rovnakého materialu.
Rovnaky problém nastane aj pri renovacii laku alebo urcitych ¢asti sadrového modelu.
Vela modelov bolo v minulosti zhotovenych zo sadry, ktora bola upravenda tmelenim

a lakovanim. Pri modeli telefénneho pristroja z Tesly Stropkov (obr. 5), ktory v roku 1975
vytvoril Bohumir Prihel, sme zamerne ponechali zoSuchanu farbu na slichadle. Model
nema zZiadne odreniny, ani mu nechybaju Ziadne ¢asti. VySuchana Cierna farba na
slichadle prechadza do bieleho podkladu, nijako vSak nebrani odéitaniu farebného alebo
tvarového rieSenia vyrobku. Na vystavu , Pfedehnat a dohnat” v Mlzeu uméni Olomouc
sme priniesli tento model a umiestnili ho do sklenenej vitriny expozicie teleféonov

k polskému prototypu telefdnneho pristroja, ktory bol nanovo nalakovany tesne pred
vystavou. Pdsobil sice velkolepo, nalestene, ale pod ndanosmi laku sa odrazu stal akoby
képiou strateného originalu. Verejnost tlieskala jeho lesku, no neverila, Ze tento pristroj je
naozaj autenticky. Bol pouZity taky isty lak ako v 60. rokoch? Ocakavala sa menej leskla
renovacia? Ozvali sa hlasy, Ze aj Slovaci si mohli svoj model telefénneho pristroja viac
nalestit. Original v dobrom stave si podla mfa zaslUzi originalny, vycisteny stav a nie
umely lesk.
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Obr. 5 Model telefonneho pristroja, sadra, 1975, dizajn: Bohumir Prihel, Tesla Liptovksy Hradok, n.p.
Foto: Ostblok

Potreba kopie pri opotrebovanom vyrobku

Aka je hranica opotrebovanosti vyrobku, ktora by ho vyradila z vystavy? Ak je nutné
zachovat vzhladové status quo, potom je rie$enim zhotovenie képie, ktora bude dopliiat
inStalaciu. V Bauhaus Dessau vystavuju vo svojej stalej expozicii zni¢ené kreslo MR20,
ktoré v roku 1927 navrhol Ludwig Mies van der Rohe. Je velmi vzacne, pretoZe patri medzi
prvé vyrobené kusy. Prave zni¢ené chrémovanie, rozdriapané sedadlo a operadlo hovoria
cely pribeh dejin Bauhausu az po dnes. Nebolo potrebné vyrabat képiu, kedze
zachovalych kresiel je z tohto typu dostatok. Toto vynimocné kreslo puta pohlady
navstevnikov ovela viac ako zrenovované alebo zachovalé kusy.

Vystavenim oboch produktov (képie i origindlu, alebo zachovalého kusu a
autentického prvého kusu) a ich jasnym oznacenim sa navstevnik mizea dozvie maximum
o danom produkte. Dostane informaciu o pévodnom neposkodenom vzhlade, aj zazZitok
z pohladu na originalny artefakt.

Koépia ako projekt
Dejiny dizajhu na nasom Uzemi st nevelké a dramatické. Pracne musime dohladat aj to
malo, ¢o sa u nas navrhovalo a vyrabalo. Jeden priklad za vsetky je firma EMBO??, ktor

>> EMBO - tovérefi na vyrobu elektrospotrebiov, ktorej vyrobu zacal tovarnik Emil Bojda v roku 1933 v
Trebonicich pri Ostrave a neskor v roku 1946 pokracoval v Hrabovom pri Bytci, kde v roku 1948 rozbehol
prototypovu vyrobu fudovych motocyklov a automobilov pod znackou Sulov.
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v roku 1948 vytvorila nie len funkény prototyp motocykla, ale spustila aj prvu prototypovu
vyrobu malého ludového automobilu na Uzemi Slovenska. Motocykel (obr. 6) sa zachoval,
automobil uz nie. Vyrobit kdpiu motocykla pre potreby Slovenského muzea dizajnu je
taktiez v nasom plane. Motocykel by mal byt funkény, nakolko pouZzival motor Manet z
Povazskych strojarni, ktory sa da aj dnes lahko zadovazit. Velky projekt, ktory planujeme,
je képia automobilu Tatra 603X, ktory bol v jednom funkénom prototype vyrobeny v roku
1966 v bratislavskom zavode Tatry Kopfivnice. Dizajn automobilu je dielom slovenského
karosdra Jana Cinu. Tatra 603X sa nachadza v Technickom muzeu Tatry Kopfivnice a do
Bratislavy sa dostal iba raz, na vystavu do Dopravného muzea.

Uloha képie je v produktovom dizajne vyznamna a nezastupitelnd. Vysokd finan¢nd
narocnost pri realizacii kdpii niektorych zlozZitejsich priemyselnych produktov dava
priestor aj pre jednoduchsie kdpie, ktoré pracuju iba s formalnym rieSenim vyrobku.
Vhodnym zakomponovanim oznacenych kdpii do expozicii vyznamnou mierou stupa
edukativna hodnota vystavného projektu.

Maros Schmidt
kurdtor, Slovenské muzeum dizajnu Bratislava

Obr. 6 Maly ludovy motocykel, funkény prototyp, 1948, dizajn: Emil Bojda, Sufov — EMBO
Foto: Jozef Janis
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Original and Copy in the Design Museum — Product Design
Maros Schmidt

The building of product design collections in the Slovak Design Museum places special
demands on the creation and management of copies. Since we collect practical objects
which are characterized by their functions and the main possibilities for their use, we also
need to present their functional, material, technological and ergonomic features.

The idea behind establishing the Lifestyle Museum in Bratislava, which was born a
few years ago, was to set itself apart from other museums by offering visitors the
possibility to touch the exhibits and test their functions. “To Experience Design” was our
motto. This destructive need perfectly documents the misapprehension of museology.
We could easily call this is a lack of respect for collection objects and history, but there is
a solution for presenting an object along with everything related to it. The DDR Museum
in Berlin® works with the slogan “Geschichte zum Anfassen” which means hands-on
history. Its grandiose installation smartly provides objects at the disposal of visitors for
interactive inspection; they are allowed to sit in them, look through them, turn them
around, press on them or browse through them. Yet the collection objects do not suffer
because copies play a significant role in contact with visitors. The diversity of product
design collection objects requires a different approach when making copies. It is much
easier to make a copy of a chair than a functioning radio or computer. Correctly
understanding the function of a copy in the design of a product lies in the answer to the
following essential question:

> The DDR Museum is Berlin’s interactive museum and one of the most popular attractions in Germany ‘s
capital city. It takes visitors through everyday life in the German Democratic Republic in a thrilling and
entertaining way while also providing behind-the-scenes glimpses.
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What is the definition of original in the case of an object which has been mass-produced?
At the Slovak Design Museum we also collect prototypes for products that were mass-
produced and which document the process of their creation. Prototypes can be functional
and duplicated for testing purposes or a non-functional model which can be made of
various materials. This copy is clearly the most valuable original. Every object that was
mass-produced in its time is also an original. However, its value is much lower than the
value of a prototype and depends on its age and the number of produced and preserved
copies. No “original” collection object should be allowed to have its functioning tested by
visitors. The copy should assume this role, and as much as possible it should be adjusted
to demonstrate its desirable functions. It could be worth considering that with a large
number of the same products, one could be “sacrificed” as a testing object.

Fig. 1 Silverware designed in the metal-work department of the School of Arts and Crafts under the
leadership of Prof. Frantisek Troster. Unidentified artist.

Annual Report of Apprentice Schools and the School of Arts and Crafts 1934-1935, p. 15

City Archives of Bratislava, Capital of the SR, Collection of the School of Arts and Crafts, Files 1928 -1939.
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The Educational Function of Copies in Product Design

The Collection’s most important mission is education. Ironically, the possibility to
experience a museum and thus to do your own research is most authentic when using
true copies. The saying that it is better to experience something once than to see it
hundred times still applies. The faithfulness and functionality of copies is related to the
level of difficulty and cost of its creation. The price of making a copy should never exceed
the price of the original. This is the greatest obstacle to creating copies in product design.
A copy can interpret the ergonomic, technological, technical and aesthetic qualities of the
original, but a perfect copy is not always necessary; in some cases, a basic model made
from polyurethane foam, wood or a 3D printer output can suffice.

Complementary Function of a Copy in Product Design

Incomplete collection sets of a product design may be complemented by texts or visual
material, but for the sake of the comprehensive utterance of the series, copies of missing
products should be made. And they must be as faithful a possible to the original. For the
exhibition that will map the history of the School of Arts and Crafts in Bratislava,* we are
preparing copies of the works of students from the metal-working department (Fig. 1).
Based on photographs, we will prepare technical drawings from which copies of original
but lost products will be made. The simplicity of the shape which defines the simplicity of
the manufacturing is the advantage in the case of a specific product. Although we’re
talking about students’ works, all of the products of the metal-working department were
and will be functional. However, in order to avoid confusion, the copy and original must
be clearly marked.
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Fig. 2 Stand of Kablova tovaren uc. spol. (Cable Factory) Bratislava. International Danube Fair 1935
Photo: Archives of the Slovak Design Museum (SDM), estate of Iva MojZiSova

** The School of Arts and Crafts in Bratislava, the first school of its kind in Slovakia, was founded in 1928. From
the very beginning it reacted to current European trends in education. Its effort was to educate modern
thinking and practically oriented craftsmen for industry, small businesses, advertising and film. See MojziSova,
Iva: Skola moderného videnia. Bratislavskd SUR 1928 — 1939. Bratislava 2013.
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Fig. 3 Photograph of the stand of Kablova tovaren uc. spol. (Cable Factory) Bratislava from the International
Danube Fair in 1935
Photo: Archive of the Slovak Design Museum (SDM), estate of lva MojZiSova

Documentation Function of a Copy in Product Design

The mediation of a significant event in the history of design sometimes requires the re-
creation of the entire period environment, which is important for the reconstruction of
the relationship of the product and the specific setting. For example, when making a copy
of the exhibition stand of Kdblovd tovdreri uc. spol. (Cable Factory) from the 1935
Bratislava Fair (Figs. 2 and 3), we will equip it with the complete range of products. The
implementation of the copy of the Cable Factory exhibition system, which was designed
and implemented by the REDOPA advertising agency,”” will not be complicated thanks to
its functional simplicity. It will document period exhibitions while also resolving the
installation of the lighting and electro-installation material in the interwar atmosphere.
And, for example, it is the reconstruction or notional reconstruction of the authentic
environment that is important for the installation of apartment units from specific
periods. For a moment, the museum visitor will be transported to the world of rooms and
installations in the context in which the displayed products were manufactured.

>> REDOPA was advertising agency in the interwar period with its seat in Bratislava, and Antonin Horejs, one of
the founders of the School of Arts and Crafts, was the owner.
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Fig. 4 Prototype of radio, late 1980s, design: Pavol Thurzo, Tesla Bratislava n.p.
Photo: Ostblok

Distinguishing between the Original and the Copy

Product design is comprised of complex products which are frequently composed of small
components which can be perceived as separate objects. For example, radio dials can be
missing or destroyed beyond reconstruction. If it’s a mass-produced radio, they can be
replaced by dials from another radio of the same type. Unfortunately, this is not possible
in the case of a functional prototype (Fig. 4), of which only a few copies were made. There
are no spare parts because parts were tailor made in the number necessary for the
creation of the prototypes. As a result, copies of such spare parts must be manufactured.
Such parts are not mentioned in the basic description of the exhibit at the exhibition;
however, all of the important modifications must be recorded in the product
documentation, even if it is an identical copy of the part and made of the same material.
The same applies to the re-varnishing or refurbishing of certain parts of plaster models. In
the past, many models were made of plaster which was finished by sealing or varnishing.
For example, we intentionally left the faded paint on the receiver of the model of the
telephone from the Tesla Stropkov plant (Fig. 5), which was designed in 1975 by Bohumir
Prihel. There are no scratches and no parts are missing. The white undercoat on the
receiver is visible, but it does not change the perception of the original color or shape
design of this product. We brought this model to the exhibition entitled “Prfedehnat
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a dohnat” (To Pass and to Catch up) at the Olomouc Art Museum and placed it in a glass
showcase of telephones next to the Polish prototype which had been re-varnished just
before the exhibition. It was magnificent and shiny, but it looked like a copy of a lost
original under all those layers of varnish. Visitors were impressed, but they did not believe
that the telephone was truly authentic. Did they use the same varnish as in the 1960s?
Was a less polished renovation expected? Some visitors suggested that the Slovaks could
have done a better job of polishing their model. However, in my opinion, an original in
good condition should be exhibited in its original, cleaned and not artificially polished
state.

Fig. 5 Model of telephone, plaster, 1975, design: Bohumir Prihel, Tesla Liptovksy Hradok, n.p.
Photo: Ostblok

The Need for Copies of Worn Out Products

When is a product so worn out that it cannot be exhibited? If the original appearance
must be maintained, the making of a copy that will complement the installation is the
solution. A shabby MR20 armchair designed in 1927 by Ludwig Mies van der Rohe is part
of the permanent Bauhaus Dessau exposition. It is very precious because it is one of the
first manufactured pieces. It is the destroyed chrome and torn upholstering that tells the
entire story of Bauhaus up to the present. There was no need to make a copy since there
were a sufficient number of preserved armchairs of this type. This exceptional object
catches the eyes of visitors much more than restored or preserved pieces.
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Exhibiting both products (copy and original or preserved piece and authentic first piece)
that are clearly marked will provide visitors with the whole story. They will receive
information about the original undamaged appearance and the experience of seeing the

original artifact.

E——

Fig. 6 Small affordable motorcycle, functional prototype, 1948, design: Emil Bojda, Sufov — EMBO
Photo: Jozef Janis

Copy as a Project

The history of design in our territory is not grand or dramatic. We’ve had to work hard to
find the few products that were designed and manufactured in our country. The EMBO
Company,56 which in 1948 created a functional prototype of a motorcycle and the first
prototype of a small, affordable automobile in Slovakia, serves as an example. The
motorcycle (Fig. 6) has been preserved, but not the automobile. We plan to produce a
copy of this motorcycle for the Slovak Design Museum. It should be functional, since it
used the Manet motor that was manufactured at the PovaZské strojdrne plant, which is

>® EMBO - factory for manufacturing of electrical appliances, which was founded by Emil Bojda in 1933 in
Trebonice near the city of Ostrava. In 1946, he continued in Hrabové near the town of Bytca, where in 1948 he
launched the prototype manufacturing of affordable Sufov motorcycles and automobiles.
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readily available today. Producing a copy of the Tatra 603X automobile, of which only one
functional prototype was produced in 1966 at the Tatra Kopfivnice plant in Bratislava, is
one of our goals. It was designed by Slovak body designer Jan Cina. The Tatra 603X is on
display at the Tatra Kopfivnice Technical Museum and only made its way to Bratislava
once - for an exhibition at the Museum of Transportation.

The role of copies is significant and irreplaceable in product design. The high
financial requirements in making copies of more complex industrial products create space
for the production of simpler copies which focus only on the formal design. The
appropriate incorporation of marked copies in expositions also raises their educational
value.

Maros Schmidt
Curator, Slovak Design Museum Bratislava

English by Paul McCullough
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