Husitsky kral Jiti z Podébrad a Kunstatu

(Zapas o autoritu - demokraticky kral Jii'i

a teokraticky Rim), 1923
vajecna tempera, olej, platno
405 X 480 CM

The Hussite King Jiii of Podébrady and Kunstat
(The Struggle for Authority - Democratic King Jifi

and Theocratic Rome), 1923

egg tempera, oil, canvas, 405 x 480 cm

Jiri z Podébrad patri v ceské
historické malbé 19. stoleti

k oblibenym postavam, nebot

v roce 1458 se stal ceskym kralem
nikoli podle svého rodu, ale
demokratickou volbou ¢eskych
stavl. Kdyz v roce 1430 ukondil

Rim kirizové vojenskeé vypravy proti
husitlm a cirkevni sném v Basileji
vydal ke sblizeni Cecht s katolickou
Evropou tzv. kompaktata, potvrzujici
liturgické naroky husitl, predevsim
prijimani podoboji — hostii i z kalicha,
kral se vypravil do Rima k papeZi,
aby je oficiadlné uznal. Papez v§ak
kompaktata zrusil, panovnickou moc
kréle neuznal a v roce 1462 vyslal

do Prahy svého legéta, kardindla
Jjménem Fantinus de Valle, aby
¢eskému kréli vyridil pozadavek
podridit se katolické stolici. Kral
vSak odmitl se slovy: ,Na této zemi
neni nikoho, kdo je hoden soudit

mé svédomi.”

Dé&j obrazu vyjadruje dramatickou
scénu setkani kréle Jifiho

s papezskym legatem v dnes jiz
nedochovaném prostoru Kréalova
dvora na Starém Mésté prazském,
na spole¢ném sjezdu kalisnikd

a katolik(l v ¢ele s jejich biskupy.
Prevrzend Zidle za rozhnévanym
krélem Jifim v pravé ¢asti obrazu
znaci, ze legatovi nebude dovoleno
zaujmout vedle ng&j Cestné misto

k jednani. Profil legata nese
charakteristické rysy papeze Pia Il.
a maly chlapec v popredi, drzici

v ruce knihu s ndzvem ,Roma finita”,
symbolizuje stretnuti svétské

a cirkevni moci.

Dominantu obrazu tvori velké
gotické okno s geometrickou
osnovou prostupujicich se kruhd,
Jjimiz do siné pronika slune¢ni svétlo
jako symbol zrozeni nové svobody
a konce nabozenské nadvlady Rima
nad Cechy.

Jiri of Podébrady was a popular
persona in the Czech 19th century
historical painting because he
became king through a democratic
election by the Czech estates and
not through his noble descent. In
1430, the anti-Hussite crusades
were abolished and in order for
rapprochement of the Czechs and
Catholic Europe the ecumenical
Council of Basel issued “Compacts”
granting the Hussites' liturgical
demands, especially Communion
under both kinds - of both the
host and wine. The king travelled

to Rome to have the Compacts
officially approved; however, the
Pope annulled the Compacts, did
not recognize the king's sovereign
power and in 1462, sent Cardinal
Fantinus de Valle as his legate to
Prague to order the Czech king to
subject to the Catholic Holy See. Yet,
the king refused: “There is nobody
on this Earth worthy of judging my
conscience.”

The painting expresses the dramatic
scene of encounter of King Jii and
the papal legate at a convention

of Utraquists and Catholics led by
their bishops at the Royal Court in
Prague’s Old Town, a place which
has not been preserved to this day.
On the right of the painting, a chair,
knocked-over by the angry King JiFi,
signifies that the papal legate, whose
profile bears characteristics of Pope
Pius II's face, will not be offered

the place of honour for the talks.

In the foreground, the clash of the
secular and ecclesiastical powers is
symbolized by a small boy holding

a book entitled “Roma Finita”.

The dominant feature of the
painting is a large Gothic window
with a geometric grid of intersecting
circles through which sunlight
enters the hall symbolizing the

birth of new freedom and the end
of Rome’s religious domination

over the Czechs.
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Posledni dny Jana Amose
Komenskeho v Naardenu
(Plaminek nadéje), 1918
vajeCna tempera, olej, platno
405 X 620 C/MN

The Last Days of Jan Amos Komensky in Naarden

(A Flicker of Hope), 1918

egg tempera, oil, canvas, 405 x 620 cm
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Obraz vénovany ,uciteli narodu
Janu Amosu Komenskému se

v cyklu Slovanské epopeje radi
cenil Sirokého pedagogického
plsobeni a mravnich idealu
Komenského — moudrosti, sily
a dobra - nejen jako Cech a Slovan,
ale i jako svobodny zednar.
Naplnovaly jeho nezlomnou viru

v huméannost a harmonii, jez
povaZzoval za nejvys$si hodnoty
duchovniho programu jak
zednarstvi, tak ¢eské narodni
reformace, se zdkladem bratrstvi
v ndbozenskeé vire.

Po poréazZce ¢eské Slechty v bitvé
na Bilé hore roku 1620 dochazi

ke katolizaci ¢eského naroda

a nucenému odchodu protestantu
do emigrace. Komensky, vidce
bratrské cirkve, horlivy zastance
vzdélani, Skolni vyuky a dobrych
mravu, se ocitl mezi nimi. Po
dlouhém bloudéni Evropou se
uchylil do holandského Naardenu,
kde hodné €asu travil na morském
brehu a pohlizel za obzor smérem
k milované vlasti. Tam také podle
obrazu jednoho vecera, sedici na
zidli a pohrouzeny do sebe, skonal.

Préazdna vodni hladina zna¢i
Komenského uplnou opusténost.
Jen maly plaminek horici lucerny
na pobrezi symbolizuje jeho
neutuchajici touhu po lepSim
zitrku slovanskych narodu. U néj se
modli malé skupina zarmoucenych
moravskych krajant a v popredi,

v levé dolni ¢asti obrazu, jeden

z nich rozpina ruce a sklani hlavu
na znameni hlubokého smutku.
Realistické detaily vyjevu se v malbé
misi s chvéjivou atmosférou
romanticky uvolnéné, svétlem
odlehc¢ené primorské scenérie
impresionistického razeni.

Obraz ideové navazuje na
soudobé humanistické pojeti
deéjin prof. T. G. Masaryka, prvniho
prezidenta samostatného ¢esko-
slovenského statu.

Dedicated to the “teacher of
nations’, Jan Amos Komensky
(Comenius), this painting is
considered to be one of the most
serious works of the Slav Epic

cycle. Mucha, as a Czech patriot,

a Slav and Freemason, highly valued
Comenius’s wide pedagogical
influence and moral ideals — wisdom,
strength and goodness. They
corresponded with his steadfast
belief in humanity and harmony,
which he considered the highest
values of the spiritual programme
of both Freemasonry and the Czech
national reformation grounded in
religious brotherhood.

After the defeat of Czech
aristocracy at the Battle of White
Mountain in 1620, the Czech nation
got catholicized and Protestants
were forced to emigrate. The
leader of the Brethren Church,

an eager advocate of education,
schooling and good manners, Jan
Amos Komensky, was one of them.
After wandering throughout Europe
he eventually found refuge in the
Dutch town of Naarden, where he
spent a lot of time on the sea coast
looking across the horizon towards
his beloved homeland. One evening,
he died there, wrapt in deep
thought, sitting on a chair.

The clear water surface represents
Comenius's solitude. Just a small
flickering flame in a lantern on the
coast symbolizes his unceasing
desire for a better future of the
Slavic nations. A small group of
saddened Moravians is praying
near him and in the foreground,

in the bottom left, one of them is
stretching out his arms, his head
lowered in a gesture of deep grief.
The realistic details merge with the
shimmering atmosphere of the
romantically peaceful, lightened
seaside scenery of Impressionist
character.

The painting ideologically builds

on the contemporary humanist
interpretation of history of

T. G. Masaryk, the first president of
independent Czechoslovakia.
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Svata hora Mont Athos
(Vatikan pravoslavi), 1926
vajeCna tempera, olej, platno
405 X 480 CM

The Holy Mount Athos

(The Vatican of Orthodox Church), 1926

egg tempera, oil, canvas, 405 x 480 cm

Tento obraz maloval Mucha od
roku 1924, nebot prace na ném se
protahla dvouletym prizkumem
zvoleného mista. Byzantsky

chram Mont Athos je prvnim

a nejstarsim nabozenskym centrem
pravoslavné cirkve. Svata hora,

jez se nachazi na nejvychodné&jsim
cipu reckého poloostrova
Chalkidiki, je povazovéna za
nejposvatnéjsi plvodni misto
pravoslavi. V taméjsich klasterech
zili do konce 15. stoleti nejvyssi
cirkevni prredstavitelé pravoslavi

a vénovali se Sifeni slovanské
kultury prostrednictvim jejiho
pisemnictvi. Po rozpadu Byzantské
riSe na pocatku 16. stoleti bylo toto
centrum ucenosti pfreneseno do
carského Ruska.

Obraz zahrnuje dva kompozi¢ni
plany. V prvnim, pozemském,
zalozeném na pUdorysu otevirené
kruznice, kterou obchazeji
poutnici z Ruska a libaji svatou
zem, modli se ¢i klanéji ostatkdim
svatych, se odehrévaly bohosluzby.
Stacejici se skupinu vede chlapec
se slepym starcem a v popredi

na levé strané obrazu vychazeji

z chrdmu. Druhy, nebesky plan
kompozice je predstavovan
cherubiny, ktefi nesou modely &tyr
slovanskych klaster( na Athosu

- dvou bulharskych, jednoho
srbského a jednoho ruského.

V jejich doprovodu jsou zndzornény
podobizny hlavnich patrond,
dobrodinct téchto klastera.
Interiér uzavira apsida s velkou
mozaikou Panny Marie — symbolem
neposkvrnéného poceti - na zlatém
pozadi, pod niz je zobrazen Kristus
obklopeny zarici aurou v harmonii
z&kladnich prirodnich barev.

Zeny mély a maji ve skute&nosti
pristup do chrédmu Mont Athos
dodnes zakazan, avSak Muchovi
vyhovovalo za¢lenéni maridnského
kultu do kompozice obrazu, nebot
v ostatnich malbach cyklu Epopeje
neni dostate¢né vyjadren. Podle
legendy méla Panna Marie na
Athosu dokonce zemfit, spiSe viak
se jednd o poveéru. Jeji obraz byl
pravdépodobné prinesen do chramu
prvnimi Siriteli kirestanského uceni
a nabozenskeé viry.

Mucha started this painting in

1924, since the research of the
chosen location was needed.
The Byzantine temple at Mount
Athos is the first, oldest religious
centre of the Orthodox Church

and the holy mountain located on
the easternmost tip of the Greek
Chalkidiki peninsula is considered
the original place of Orthodoxy.
Until the end of the 15th century,
the highest religious representatives
of Orthodoxy lived in the local
monasteries and dedicated
themselves to spreading Slavic
culture through its literature. After
the fall of the Byzantine Empire in
the early 16th century, this centre
of education was transferred to
tsarist Russia.

The painting consists of two
composition plans. In the first,
terrestrial plan, based on an open
circular floor pattern surrounded
by pilgrims from Russia kissing the
holy ground, praying or bowing

to saints’ relics, church services
take place. The group of pilgrims
is lead by a boy and an old blind
man leaving the temple in the
foreground on the left. The second,
celestial plan of the composition

is represented by cherubs
carrying the models of four Slavic
monasteries in Athos - a Serbian,
a Russian and two Bulgarian ones.
They are accompanied by the
portraits of their main patrons,
worshipping benefactors. The
interior is enclosed with an apse
with a large mosaic of Virgin

Mary - the symbol of immaculate
virginity — on a golden background,
below which Jesus is depicted
encircled by a halo in a harmony of
basic natural colors.

In fact, women have always been
forbidden entrance to the Mount
Athos temple and still are; however
Mucha found it convenient to
incorporate the Marian cult into
this composition since it had not
been expressed sufficiently in the
other works of the cycle. According
to alegend, Virgin Mary died at
Athos, yet that is most probably
just a myth. Her portrait might have
been introduced to the temple by
the first propagators of Christian
doctrines and religion.
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Prisaha Omladiny pod slovanskou lipou
(Slovanské obrozenti), 1926 (nedokonceno)
vajeCna tempera, olej, platno
300 X 590 CM

The Oath of Omladina under the Slavic Linden Tree
(Slavic Renascence), 1926 (unfinished)

V roce 1894 se v ¢eskych
zemich prosadilo vlastenecké
hnuti mladdeze Omladina, které
vystoupilo se Sirokou $kalou
socialné politickych pozadavkd, od
zavedeni vSeobecného volebniho
préva po kulturni obrozeni Slovan(.
Na pocatku 20. stoleti bylo hnuti
potlaceno, avSak Mucha se zaméril
na jeho vyznam v obdobi vrcholeni
narodniho obrozeni, kdy slovanské
néarody usilovaly o osvobozeni

z cizi nadvlady.

Mucha obraz méstu Praze

predal, ackoli nebyl dokoncen.

Dvé osoby v pravé ¢asti obrazu
Jjsou namalovany pouze vaje¢nou
temperou, bez malby olejem. Za
Zivota umeélce nebyl vystaven,

a to ani na slavnostnim uvedeni
celého cyklu Epopeje v roce

1928. Problémem se stal namét
vlasteneckeé prisahy pod staletou
lipou, v jejiz koruné je ukryta Slavie,
bohyné svobody slovanskych
narodu, nebot gesto zdvizené
pravice s natazenymi prsty
pripomina hajlovani némeckych
nacist. Slo viak o obecny projev
vérnosti, plvodné slouzici jako
pozdrav cisari jiz ve starorimském
uméni. Na zidce v Cele obrazu

se mezi zoomorfnimi buzky,
evokujicimi slovansky davnoveék,
nachdzi také dekorativni svastika,
oblibena u Slovanu od 9. stoleti jako
symbol pohybu slunce a uctivana
svobodnymi zednari, avSak

v pozdé&jsi varianté zneuzivana
nacisty jako symbol arijské rasy.
Zajimavymi postavami zobrazenymi
na zidce jsou Muchovy déti, napravo
syn Jifi, pred nimz se chouli
starenka, zndzornujici kontrast
mezi mladim a starim, a nalevo
dcera Jaroslava hraje na harfu.

Obraz ma jedine¢nou osovou
symetrii v prolnuti nékolika plang.
Za zidkou je zobrazena skupina
chlapct, drzicich se za ruce

v pokleku kolem svételného stredu,
pripominajici zednarsky retézec
bratrd, usilujicich o spole¢nou
véc. Za nimi stoji prisahajici muzi
v rlznych uborech, ale nemaji
domalované tvare. V pozadi trani
postava Slavie v koruné rozlozité
slovanské lipy, ackoli Zeny byly

z primé ucasti na slavnostnim
aktu vylou¢eny. Mucha si byl
patrné védom kritiky, jiz by

tento obraz vyvolal, a tak jej
nakonec nedokondil.

egg tempera, oil, canvas, 390 x 590 cm

In 1894, the patriotic youth
movement Omladina gained ground
on the Czech political scene. Its
social claims ranged from the
introduction of universal suffrage
to Slavic cultural revival. It was
suppressed at the beginning of the
20th century; yet Mucha focused
on its importance during the
culminating National Renascence,
when Slavic nations strived for
liberation from foreign supremacy.

The work remains unfinished even
though it had been presented

to the city of Prague. In the right
section of the canvas there are two
figures painted only in egg tempera
without the use of oil paints. The
painting was never exhibited during
the artist’s life, not even at the
ceremonial presentation of the
cycle in 1928. The subject of the
patriotic oath under the age-old
linden tree became problematic,
too, because the raised right arm
gesture resembled the Nazi salute.
This gesture originally symbolized
loyalty to the emperor and dates
back to Ancient Roman art. On

the wall in the foreground of the
painting, among zoomorphic figures
evoking ancient Slavic gods, there

is a decorative swastika, a symbol
popular with the Slavs since the

9th century and also venerated by
the Freemasons, which represented
the moving sun; however, it was
abused by the Nazis in its later form
as the symbol of Aryan race. The
noteworthy figures on this wall are
Mucha’s children: his son Ji on the
right, with an old woman crouched
in front of him representing the
contrast of youth and old age,

and on the left, playing a harp, his
daughter Jaroslava.

The painting has a unique axial
symmetry with several merging
plans. Behind the wall, a group of
youths kneeling down, holding their
hands around an illuminated centre,
is depicted, reminiscent of a chain
of Freemason brothers striving for
a common goal. Behind them, there
are the pledging men in various
outfits; yet, their faces had not
been painted. In the background,
Goddess Slavia, patroness of Slavic
national freedom, sits on a throne
in the crown of the spreading linden
tree despite the exclusion of women
from the ceremony. Mucha was
probably aware of the criticism that
could occur against the spirit of this
painting, so he did not complete it.
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Apotedza z dejin Slovanstva

(Slovanstvo pro lidstvol), 1926

vajeCna tempera, olej, platno
480 X 405 CMN

The Apotheosis of the Slavs
(Slavs for Mankind), 1926

Tento zdvérecny obraz cyklu
je pojaty jako vize slovanského
triumfu, jenz ma byt prikladem boje
za narodni svobodu celému lidstvu.
Déjinny prubéh tohoto boje a jeho
z&kladni vyvojové etapy vyjadril
Mucha ¢tyrmi elementarnimi
barvami. Modra v pravé dolni

¢asti obrazu znaci mytické rané
obdobi Slovanti. Cervena vievo
nahore zastupuje husitské valky

a rozkvét slovanskych statl za
stiredovéku. Cerné postavy na
pokraji obrazu znamenaji nepratele
Slovan( z obdobi nomadskych
néajezd( a poroby v pobélohorském
obdobi. Postavy v barvé Zluté
naopak symbolizuji kone¢né
vitézstvi svobody, miru a bratrské
jednoty ve zrodu samostatného
Ceskoslovenského statu. Atleticky
mladik, umistény doprostred
kompozice, symbolizuje vznik
Ceskoslovenskeé republiky a jinych
narodnich statl po skonceni prvni
svétové valky. Drzi v rozpazenych
rukéch dva zlaté vénce, symboly
svobody a svornosti, jez pod

nim splétaji krojované Zeny se
slavnostnimi girlandami. Omladina
se zelenymi ratolestmi lipy vzdava
hold hrdindm v boji, mezi nimiz

se objevuji i zahrani¢ni legionari

z prvni svétové valky. Do tohoto
vyznamového rdmce zaradil Mucha
radu konkrétnich postav ve vazbé
na urcité dé&jinné udalosti, napr.
Jana Husa, Jana Zizku, JiFiho

z Podébrad, a z davnovéku také
zrece, ktery tu kona zapalnou

obét bohlm, ¢&i jezdce na bélousi

z Arkony a boZstvo Svantovita

se &tyrmi tvaremi. DalSimi
predmétnymi symboly v obraze jsou
kruhy véncu = jednota, holubice =
mir, duha = Stésti nebo Kristus =
poZehnani, ale i vlajky statu Dohody,
jez politicky prispély k ustaveni
samostatného Ceskoslovenska.

Pres znaéné sloZitou stavbu vrcholi
na tomto obraze Much(yv vyhranény
smysl pro dekorativni hodnotu
plochy. Pouzil zde prvku vzestupné
spiraly, propojujici vSechna ¢tyri
historicka obdobi, v rovnovéaze mezi
horizontéalnim stanim a dynamickym
pohybem postav. Timto platnem
uzavrel umélec svou dlouholetou
vycerpavajici praci na dile, jez v roce
1926 prredal zastupcim mésta
Prahy s vénovanim ¢eskému narodu.

egg tempera, oil, canvas, 480 x 405 cm

The final work of the cycle had
been conceived as a vision of Slavic
triumph which should serve as an
example of the fight for national
freedom to all mankind. The
historical progress of this fight and
its four main stages are expressed in
four basic colours. Blue, in the lower
right part of the canvas, represents
the early mythical Slav era. Red,

in the upper left, stands for the
Hussite wars and the expansion

of Slavic states in the Middle Ages.
The black figures near the border
represent Slavic enemies of the
nomadic raids and the times of
national oppression after the Battle
of White Mountain. In contrast,

the figures in yellow symbolize the
final victory of freedom, peace and
brotherhood at the declaration of
independence of Czechoslovakia.
The young athlete in the centre of
the composition symbolizes the
constitution of Czechoslovakia and
other national states after World
War I. In his widely outstretched
arms he holds two golden

wreaths, symbols of freedom and
harmony, which are being woven
together with festive garlands by
women in traditional costumes
depicted below him. Young boys
with green linden branches give
homage to war heroes such as
World War | foreign legionaries.

In his conceptual framework
Mucha also incorporated several
characters referring to specific
historical events, for example Jan
Hus, Jan Zizka, Jii of Podébrady
as well as an ancient pagan priest
performing a burnt offering to the
gods, a horseman from Arkona

and four-faced Svantovit. Other
object symbols in the painting

are the circular wreaths = unity,
dove = peace, rainbow = good luck
or Christ = blessing but also the
flags of WWI Allies which aided

the constitution of independent
Czechoslovakia.

Despite the complex structure

of the painting, Mucha's sense

for the decorative value of space
culminates here. Just like in his
other paintings, he uses a rising
spiral to connect all four historical
periods maintaining balance
between the horizontal standing and
dynamically moving figures. With
this painting the artist completed his
long-lasting, exhausting work which
he presented to the city of Prague
in 1926 dedicating it to the whole
Czech nation.
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Car Simeon 1. Bulharsky
(Jitfenka slovanského pisemnictvi), 1923
vajecna tempera, olej, platno
405 X 480 C/M

Tsar Simeon | of Bulgaria

(The Morning Star of Slavic Literature), 1923
egg tempera, oil, canvas, 405 x 480 cm

Car Simeon |. Bulharsky (také
Symeon), syn cara Borise, pokitény
patrné samotnym Metodé&jem, je
povazovan za zakladatele slovanské
literatury. Ziskal hluboké vzdélani

v Carihradé, stal se mnichem
vychodniho pravoslavi a pUsobil

v armadeé, kde si ziskal zna¢nou
oblibu mezi lidem. Kdyz na zlomu

9. a10. stoleti prevzal trin
bulharskych cart, prived| bulharsky
stat k nejvétSimu mocenskému
rozmachu v jeho dé&jinach. Nejvice
v8ak proslul jako u¢enec, ktery si
predsevzal povznést slovanskou
kulturu na uroven byzantské

a prostredkoval prekladani mnoha
vyznamnych byzantskych textd

do slovanstiny.

Po smrti Metodéje vyhnal knize
Svatopluk jeho zaky, slovanské
knéze a ucence, z Velké Moravy.

Ti nasli azyl v Preslavi, novém
centru bulharské FiSe. Pracovali
na tvorbé staroslovanskych textl
a prekladl u dvora Simeonova

a Sirili véhlas slovanskeé literatury
dale na Balkan, pres Rumunsko az
do Ruska. Na obraze je vyjadiena
scéna, kde panovnik, zobrazen

ve velkolepé bazilice s malbami
svétcl na sténach, inspirovanymi
reckymi ikonami, diktuje z tranu
pod zaklenutym baldachynem
text svému pisarti, zatimco ostatni
ucenci ¢tou, piSou ¢&i rozjimaji. Car,
z néhoz vyzaruje posvatna autorita
a dUstojnost, je stiredobodem
kompozice, v niZ je dirazné
uplatnén kruhovy prvek, zejména
u slunecnich diskd na tring,
korespondujicich s kruhovym
pojetim podlahy, prozarené
svétlem. Poselstvi obrazu viak tkvi
v porliznu pohazenych knihach

a svitcich, jez doprovazeji figuralni
déni a symbolizuji spojeni minulosti
a budoucnosti Slovant.

Tsar Simeon | of Bulgaria (also
Symeon), the son of Tsar Boris,
baptized probably by Methodius
himself, is regarded as the
founder of Slavic literature. He
received profound education in
Constantinople, became a monk
of the Eastern Orthodox Chuch
and served in the army, where he
gained great popularity among
the people. During his reign at the
turn of the 9th and 10th centuries,
Bulgaria experienced its greatest
expansion of power in history.
Nevertheless, he gained greatest
renown for being the scholar who
resolved to uplift Slavic culture to
the level of Byzantium and mediated
the translation of many significant
Byzantine texts into the Slavic
language.

When Methodius died, prince
Svatopluk evicted his students,
Slavic priests and scholars from
Great Moravia. They found refuge
in Preslav, the new centre of the
Bulgarian empire. They worked on
old Slavic texts and translations

at Simeon’s court and spread the
renown of Slavic literature across
the Balkans to Romania and even to
Russia. In the painting, the sovereign
is portrayed on his throne under

a canopy in a spectacular basilica
with wall paintings of saints inspired
by Greek icons dictating a text to his
scribe while the other scholars are
reading, writing or contemplating.
The tsar emanates sacred
authority and dignity. He is placed
in the centre of the composition

in which the circular element is
employed insistently, especially in
the depiction of the solar discs

on the throne corresponding with
the circular rendition of the floor
flooded with light. The message of
the painting is put in the scattered
books and scrolls which accompany
the figures’ action and symbolize
the connection of the past and the
future of the Slavs.
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Kral ¢esky Premysl Otakar II.
(Svaz slovanskych dynastti), 1924
vajecna tempera, olej, platno
405 X 480 C/M

King Premysl Otakar Il of Bohemia

(The Union of Slavic Dynasties), 1924
egg tempera, oil, canvas, 405 x 480 cm

Kral Premysl Otakar Il., jenZ vladl

v Cechéach ve druhé poloviné

13. stoleti, byl v&hlasnym vladarem
a vale¢nikem. Pro své bohatstvi

a politickou moc byl nazyvany
Lkralem zlatym a Zzeleznym”.
Traduje se, Ze kolonizoval Némce

v Cechach, aby ndrodu dopomohl

k rozkvétu remesel a blahobytu.
Svij druhy siatek s mladou

a krasnou Kunhutou Uherskou,
vnuckou mocenského rivala krale
Bély IV., pojal v roce 1261 jako
dulezity poc¢in mirové politiky pro
upevnéni svych statnickych pozic.
Mél v8ak slovanské citéni a dokladal
je umyslem zalozit slovanskou
koalici na obranu proti némecké
riSské Slechté. Mucha pro ucel cyklu
Slovanské epopeje propajil jeho
sfatek s jinou okazalou svatbou,
kterou kral vystrojil své netefi
Kunhuté Braniborské s mlad$im
synem uherského krale, rovnéz
Bélou, v roce 1264. Konala se pod
Sirym nebem pobliz Bratislavy za
ucasti mnoha velmozl, pozvanych
jak z evropského zapadu, tak

z okruhu vychodnich spojenct

na Balkané. Obraz znézorriuje
svatebni stan pred kapli, ozna¢enou
krélovskym erbem orla s rozpjatymi
kridly, kde panovnik vita své
vzne$ené hosty. Setkani velmoz{ na
svatbé chéapal jako dlikaz uzavireni
mirového spojenectvi mezi ceskymi
zemémi a Uhrami. Mucha vS§ak

tuto okolnost zménil na ustaveni
svazu slovanskych dynastU. Chtél
tim posilit myslenku slovanské
vzajemnosti na obranu proti
spole¢nému nepriteli, viozenou do
mnoha historickych scén svého
cyklu. Vypravna figuralni kompozice
slavnosti je v popredi obrazu
podtrzena pouzitim dekorace
ornamentélni a bilé draperie,
prehozené pres hranu stolu.

Oslavovany kral zaplatil uslechtilou
myslenku slovanské koalice svym
Zivotem v bitvé s FiSskym vojskem
na Moravském poli v roce 1278

a jeho nasledovnikem se stal FFi§sky
panovnik Rudolf z rodu Habsburk.

King Premysl Otakar II, also called
the “Iron and Golden King” for

his wealth and political power,
ruled in Bohemia in the second

half of the 13th century. He was

a renowned sovereign and warrior
who colonized Germans in Bohemia
to help the nation’s trade and
prosperity. His second marriage to
the young and beautiful Kunigunde
of Halych, the granddaughter of
his political rival King Béla IV, in 1261
was treated as a demonstrative
act of his peace policy. Still, he

had a Slavic mindset and proved

it in his intent to establish a Slavic
coalition in defence against German
aristocracy. For the purpose

of his cycle, Mucha linked the

king's marriage to the pompous
wedding the king had arranged for
his niece Kunigunde of Brandenburg
with the Hungarian king's younger
son Béla in 1264. It was held in the
open air near Bratislava and was
attended by many noblemen from
both Western Europe and the
Eastern allied areas of the Balkans.
The painting shows the wedding
tent in front of a chapel bearing
the royal crest with a spread

eagle while the king welcomes

his noble guests. He considered
the meeting of noblemen at the
wedding to be evidence of the
peace pact between Bohemia

and Hungary. Yet Mucha changed
this into the establishment of an
alliance of Slavic monarchs. He
wanted to reinforce the idea of
Slavic solidarity in facing a common
enemy, which can be found in
many historical scenes throughout
the cycle. The spectacular figural
composition of the celebration is
accentuated by ornamented and
white drapery placed over a table in
the foreground.

The famous king laid down his life
for the noble idea of the Slavic
coalition while fighting the German
army in the battle on the Marchfeld
in 1278. After that, king Rudolph of
Habsburg became the regent of the
Czech throne.
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Korunovace srbského cara Stépana
DuSana vychodorimskym cisarem
(Slovansky zakonik), 1923
vajecna tempera, olej, platno
405 X 480 C/M

The Coronation of Serbian Tsar Stefan Dusan

as East Roman Emperor
(The Slavic Code of Law), 1923

egg tempera, oil, canvas, 405 x 480 cm

Panovnik St&pan Dusan byl
vyznamnym srbskym vojevidcem,
ktery vyuzil rozkladu byzantskeé rise
ve 14. stoleti, dobyl jeji jizni uzemi

na Balkané a roku 1346 se prohlasil
za cara Srbd a Rekdl. Much(iv obraz
zachycuje vyjev po korunovaci,

kdy se slavnostni priivod ubira

z chrédmu sv. Marka u Skopje a damy
na tribundach i rytifi na konich mu
vzdavaji pozdravny hold. V popredi
vyjadruji slavnostni atmosféru
krojované Zeny a divky s kvétinami

a zelenymi ratolestmi v rukou.

Vedle nich skupina velmoZzl nese

na polstari carovu prilbu a mec.

Za nimi kraci car, obklopen svou
druzinou, nasleduiji je knézi, urozeni
hosté a vyslanci z evropskych dvora.
V pozadi je shromazdén bezejmenny
dav. Folklérnim ladénim plsobi celek
jako scéna z historického velkofilmu.

Téhoz |éta roku 1346 byl zvolen
¢eskym a Fimskym kralem Karel IV.,
ktery byl v roce 1355 prohlasen za
rimského cisare. Po zvlastnim poslu
poslal ze své korunovacéni cesty caru
St&panu Dusanovi list s blahopiranim,
v némz ho nabédal, aby se v boji

s Byzanci spajil s Fimskou cirkvi.
Jako ryzi kosmopolita prosazoval
papezovy politické zajmy. Hiasil se
viak ke svému slovanskému plvodu
po matce i ke slovanskému jazyku

a projevil velké potéSeni nad tim, ze
celd Fimska riSe se nachazi v rukou
dvou Slovanu - Karla IV. jako cisare
zapadoiimského a Stépana Dusana
Jjako cisare vychodorimského.

St&pan Dusan prosadil ve Skopje
roku 1349 Slovansky zékonik,
vymezujici povinnosti $lechty vici
panovnikovi a poddanych vici
Slechté. Ten byl s dodatky z roku
1354 uzivan po celé ;& Rimské jako
zéklad slovanského zakonodarstvi.

Stefan Dusan was an outstanding
Serbian army leader who took
advantage of the decline of

the Byzantine Empire in the

14th century, conquered its
southern territory in the Balkans
and proclaimed himself the

Tsar of the Serbs and Greeks in
1346. Mucha's painting captures

a scene following the coronation
when the procession from

St. Mark’s Cathedral in Skopje

is greeted by ladies on tribunes

and knights on horseback. In the
foreground, the festive atmosphere
is expressed by young women in folk
costumes holding flowers and green
branches. Beside them, a group of
noblemen carry the tsar’s helmet
and sword on a cushion. The tsar
walks after them surrounded by

his entourage followed by clergy,
noble guests and various European
emissaries. In the background, an
anonymous crowd has gathered.
The folkloric spirit of the
composition evokes a scene from

a historical epic film.

In the summer of 1346, Charles IV
was elected King of the Czechs
and Romans and in 1355, he was
crowned Holy Roman Emperor.
From his coronation journey

he sent a special emissary with

a congratulating letter to Tsar
Stefan Dusan appealing to him to
ally with the Roman Church in his
fight with Byzantium. As a genuine
cosmopolitan, he promoted the
Pope’s political interests. However,
he acknowledged the Slavic origins
from his mother’s side together
with the Slavic language and
expressed his great contentment
at the Roman Empire being in the
hands of two Slavs — Charles IV

as the Western Roman Emperor
and Stefan Du$an as the Eastern
Roman Emperor.

In 1349 in Skopje, Stefan Dusan
established the Slavic Code of

Law in which the obligations

of aristocracy towards the
sovereign and of peasants towards
aristocracy were defined. With
amendments of 1354 it was used
across the Holy Roman Empire as
the basis of Slavic legislation.
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Po bitvé u Grunwaldu
(Severoslovanska vzajemnost), 1924
vajeCna tempera, olej, platno
405 X 610 CM

After the Battle of Grunwald

(The Solidarity of the Northern Slavs), 1924
egg tempera, oil, canvas, 405 x 610 cm

Jedna se o jednu z nejvétsich bitev
v dg&jinach stredoveéké Evropy v roce
1410 mezi Radem némeckych rytii-d,
usilujicich o christianizaci Pobalti,

a polsko-litevskou koalici, vyrazné
podporovanou i ¢eskymi vojevidci
Janem Sokolem z Lamberka

a Janem Zizkou z Trocnova. Traduje
se, Ze zde na bitevnim poli mohl
Zizka pirijit o jedno oko. Na po&atku
15. stoleti ¢asto dochéazelo k vybojlim
katolického Radu némeckych rytii-t
do severoslovanskych zemi za
ucelem posileni jejich ndbozenského
a politicko-ekonomického vlivu.

Na obranu proti témto utokiim
uzavreli polsky kral Vladislav Il.
Jagello (Jagellonsky, plivodem

z Litvy) a Cesky kral Vaclav IV.
obrannou smlouvu, jez dopomohla

v bitvé u Grunwaldu k vitézstvi
polské koalice s Litvou, kterou zde
zastupoval bratranec polského
kréle Vladislava Il., litevsky velkoknize
Vitold (Vytautas).

Grunwald (také Grinewald,

z némeckého Gruner Wald,

Zeleny les) se nachéazel v blizkosti
némeckych hranic s Polskem, dnes
je jeho sougasti. R4d némeckych
rytirtl tam po prohrané bitvé
definitivné ztratil sv{j politicky

vliv. Obraz, malovany ve svétlych
studenych ténech, znazornuje
bojisté, poseté tély padlych muzd,
konu, a také bilymi plasti krrizackych
rytirl s emblémem &erného krize

a jejich zbranémi. Mezi nimi se na
vyvyseném pahorku majestatné tyci
postava polského kréle Vladislava Il.
Je zadumany, jako by se tazal,
bylo-li tfeba takového krveproliti
mezi kirestany. Mucha v duchu
svého prislove¢ného pacifismu
pojal tuto scénu po bitve jako
Uvahu nad slozitym udélem vitéz(

a porazenych a nad osobnimi
konfrontacemi jedincl s d&jinami.
Kral, zakryvajici ve smutku svou
tvar, zosobnuje vyzvu k budoucimu
mirovému souziti kirestanli. Koncem
15. stoleti, po smrti ceskych krall
Véclava IV. a Jifiho z Podébrad,
Jagellonci skute¢né usedli nakratko
na Cesky tran.

The battle of Grunwald is
considered one of the greatest
battles in European Mediaeval
history. It was fought in 1410
between the Teutonic Knights
striving to Christianize the Baltics
and a Polish-Lithuanian coalition
strongly supported by Czech
commanders Jan Sokol of Lamberk
and Jan Zizka of Trocnov. It is
believed that Zizka lost his eye at
this battlefield. At the beginning

of the 15th century, the Christian
Order of Teutonic Knights often
attacked Northern Slavic countries,
enforcing its religious, political and
economic influence. In reaction to
these raids, Polish King Wtadystaw I
Jagietto (of Lithuanian origin) and
Bohemian King Véclav IV signed

a defence pact which aided the
victory of the Polish-Lithuanian
coalition at the battle of Grunwald.
Lithuania was represented by
Lithuanian Grand Duke Vitold
(Vytautas), cousin of Polish King
Whtadystaw |I.

Grunwald (from German Griner
Wald, i.e. Green Forest) lays near the
border of Germany and Poland and
now it is part of the latter. After the
battle, the Teutonic Order definitely
lost its political influence. The canvas
painted in cold bright colour tones
depicts the battlefield scattered
with bodies of fallen men, horses,
white cloaks with the black cross

of the Teutonic Knights and their
weapons. Polish King Wtadystaw I
stands majestically among them

on a raised hillock. He is wrapt

in thought as if questioning the
need for such bloodshed among
Christians. Mucha, with his
characteristic pacifist approach,
treated this scene as contemplation
on the complicated fate of winners
and defeated as well as the personal
confrontation of individuals with
history. The king, covering his face
in grief, personifies the call for

the future peaceful coexistence

of Christians. At the end of the

15th century, after the death of
Bohemian kings Véaclav IV and Jiri of
Podébrady, the Jagiettos ascended
the Bohemian throne for a short
period of time.

S

Po bitveé na Vitkove
(Ne v sile Biih, ale v pravde¢), 1923
vajecna tempera, olej, platno
405 X 480 CM

After the Battle of Vitkov Hill

(God Represents Truth, not Power), 1923
egg tempera, oil, canvas, 405 x 480 cm

Malby Slovanské epopeje se
zakladaji na Muchovych idedlech
zednarstvi, tj. na umélcove
pacifismu a kirestanském
predsevzeti nezobrazovat

v historickych scénach nasili, krev
¢i prubéhy bitev. V katalogu vystavy
Slovanské epopeje v Praze roku
1928 Mucha napsal, ze ,se strezil
ve v§ech obrazech vieho, co by
mohlo pripominat strohé spory

a krev v nich prolitou... Uselem
meého dila nikdy nebylo bofrit, ale
vzdy stavét, pokladat mosty.” Tak

i vyznamnou bitvu na hore Vitkov

o kralovské mésto Prahu béhem
husitskych valek, obléhanou v roce
1420 katolickymi vojsky némeckého
cisare Zikmunda, Mucha pojal

jako scénu odehravajici se az po
skonceni vitézného boje husitskych
vojsk a prazskych méstant

s krizaky. Scenérie se odehrava
pod Sirym nebem na uUpati vrchu
Vitkov v prubéhu liturgického
dikuvzdani husitskych bratri.
Zbrané jsou jiz sloZzeny a uprostred
knézi, lezicich v hluboké pokore
tvari k zemi prred polnim oltarem,
stoji knéz a s monstranci sluneé¢ni
svatosti v ruce dékuje Bohu.

Po pravé strané stoji sluncem
ozaireny vojeviidce husitt Jan Zizka
v modlitbé a hlubokém dékovném
zamysleni, za sebou obrysy bojisté
a pred sebou me¢, zapichnuty

do zemé. Nalevo v dali se rysuji
prazské hradby.

V levém popredi obrazu odpociva
statna husitska bojovnice

s trudnomysinym vyrazem

v obli¢eji, po jejim boku pobihaji
déti, jejichz budoucnost je nejista.
Sam zdatny vélec¢nik a vojensky
stratég, jednooky viidce Jan Zizka,
se objevuje v cyklu Epopeje celkem
Ctyrikrat, ale zde je nejvyraznéji
zobrazen jako vyznamna historicka
osobnost, ovlivnéna u¢enim Jana
Husa a plnici své humanni poslani
bojovnika za bozi pravdu.

The Slav Epic paintings are based
on Mucha’s Masonry ideals, his
pacifism and Christian resolution
not to depict violence, blood or
the course of battles in historical
scenes. In the Slav Epic exhibition
catalogue of Prague, 1928, Mucha
wrote that in all his paintings he
tried to avoid “anything that could
remind of austere disputes and

of blood spilled in these... The aim
of my work has never been to
destroy, but always to build bridges.”
Therefore, the significant battle of
Vitkov Hill (1420), when Prague was
besieged by the German emperor
Sigismund’s Catholic armies during
the Hussite wars, was treated as

a scene following the victory of
the Hussite troops and Prague
citizens over the crusaders. It
takes place at the foot of Vitkov
Hill where the Hussite brethren
are performing their liturgical
thanksgiving in the open air. The
arms have been put aside and
amidst the clergy lying face-down in
deep humility in front of a field altar,
a priest carrying a solar sacrament
monstrance is thanking God. The
Hussite leader Jan Zizka stands on
the right: illuminated by the sun,
wrapt in prayer and deep thankful
contemplation, the battlefield
outline behind him and a sword
thrust into the ground before him.
On the left, the Prague city walls
loom in the distance.

In the left front plan of the painting,
a sturdy Hussite woman with

a melancholic expression on her
face is resting while children whose
future is uncertain are romping
around her. Jan ZiZka, the one-eyed
leader, brave warrior and strategist,
was featured in the Slav Epic cycle
four times in total; however, in this
case he is portrayed most distinctly
as a significant historical figure
inspired by the teaching of Jan Hus
and fulfilling his humane mission of
warrior for God's Truth.
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Petr ChelCicky u Vodnan
(Neoplacet zlem za zlI¢), 1918
vajecna tempera, olej, platno

405 X &10 C/M

Petr of Chel€ice at Vodnany

(Do Not Repay Evil with Evil), 1918

egg tempera, oil, canvas, 405 x 610 cm

Tento obraz, vénovany duchovnimu
prredchidci Jednoty bratrské
Petru ChelCickému, je proté&jskem
k obrazu jejiho posledniho biskupa,
Jana Amose Komenského. Mucha
maloval oba obrazy souc¢asné

a odevzdaval je méstu Praze

v roce 1918, tésné pred tim, nez
Ceskoslovenska republika vyhlasila
svou samostatnost. V tomto
smyslu vyjadrily duchovni hold
narodnim dé&jinam.

Kompozice obrazu, ackoli podobna
vyjevu Po bitvé na Vitkové,
zobrazuje ponékud odlisny motiv
husitskych vélek. Vodnany byly
malym opevnénym méstem v jiznich
Cechéch, kde Zili husité a méstané
spole¢né pod zastitou husitské
moci. Kdyz v8ak v roce 1420
vojevtidce Jan Zizka z Trocnova
opustil kraj, aby s vojaky pomonhl
branit hlavni mésto Prahu, vyuzil
situace protihusitsky Slechtic
Oldrich Il. z Rozmberka, aby se
svymi zoldnéri poboril opevnéni
hradeb a husity ve mésté pobil.
KdyZ se o masakru dozvédél Zizka,
vratil se a pomstil se méstu tim,

Ze je zapalil. Méstané utikali a na
hrézi blizkého rybnika ukladali své
mrtvé. Planuli touhou uvédomit
rozmberské Zoldnére a Zizkovi
uder vratit. Tehdy vSak prichazi
Petr Chelcicky, kazatel viry z lidu

a krrestansky filozof, odmitajici
nasili a krvavé boje, a zrazuje
rozhnévany dav od dal$i pomsty.
Zobrazen uprostred obrazu,
Chel¢icky drzi pést muze hroziciho
odplatou a nabizi mu utéchu

bible. Bohaté rozvrzenou scénu
dojimavé doplfiuje v levém dolnim
rohu obrazu divka s koSikem plnym
zachrdnéného kuchyriského nadobi
a s kleci s ptackem, symbolem
ztraty panenstvi. Velikost pohromy
davaji tusit sloupy dymu v pozadi,
zatimco na mrtvé obéti v popredi
dopada slunecni svétlo. Obraz
vyjadruje touhu po miru a je

i alegorii na hrlizy prvni svétové
véalky, béhem niz ho umélec maloval.

Dedicated to Petr Chelcicky, the
spiritual predecessor of the Unity
of the Brethren, this painting is the
counterpart of the portrait of its
last bishop, Jan Amos Komensky.
Mucha worked on both paintings
simultaneously and presented
them to the City of Prague in 1918
just before the declaration of
independence of Czechoslovakia.
In this sense, they were a spiritual
tribute to national history.

The composition is similar to After
the Battle of Vitkov Hill; however, it
captures a different theme of the
Hussite wars. Vodnany was a small
fortified town in Southern Bohemia
where Hussites and its citizens lived
together under Hussite protection.
In 1420, while Jan Zizka and his
soldiers left the region to defend
Prague, the anti-Hussite aristocrat
Oldrich Il of Rozmberk and his
troops attacked the town. They
damaged its fortification and killed
all the Hussites. When Zizka learnt
about the massacre, in revenge, he
burnt the town down. Its citizens
fled and lay their dead on the pond
dam. They were eager to notify

the Rozmberk mercenaries and
take revenge on Zizka. However,
Petr Chelcicky, preacher of the
people and Christian philosopher,
refusing violence and bloodshed,
implored the angry crowd not to
give in to vengeance. Portrayed

in the middle of the canvas, he
holds the threatening fist of a man
and offers him comfort from the
Bible. In the lower left corner, the
scene is poignantly expressed by

a girl carrying a basket with saved
kitchen utensils and a bird in a cage
symbolizing the loss of virginity.

The rising smoke columns in the
background indicate the extent of
the disaster while the dead victims
in the foreground are illuminated by
sunlight. The painting expresses the
desire for peace and allegorizes the
horrors of World War | during which
it was created.




