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Abstract

The figure of Christian Schroder has been the pretext to address the attention to several
problematic in the History of Modern Art in Bohemia. The issues are modelled on the
evolution of the painterds career. Speaking about his beginnings at the service of Count
Slavata, the function of Schreder as court painter has been discussed. The discovery of
archival documents concerning his study trip in Italy opens to the discussion on the
Italian artistic training as a phenomenon common to many painters from Bohemia. After
his return to Prague, Schr@der faced the choice to submit to the guild of painters or to get
the post of court painter of the Emperor, a position that he finally obtained. Shortly after,
he passed to the function of keeper of the Prague Castle picture gallery affirming himself
as teacher of a group of students, among them Petr Brandl. Schr@derds role as teacher is
rethought on the light of the artistic situation of the last decade of the 17th century in
Prague.

The commission entrusted to Schreder by Gundakar Dietrichstein to paint forty-three
copies after original paintings once located at the Prague Castle collections for the
Libochovice Castle has proved to be an help to affirm the presence of important original
paintings at the Prague Castle picture gallery and in few cases to discover the original
appearance of paintings which have been cut or lost. In addition, the Libochovice series
of copies opens the issue concerning the function of the copy in the collections belonging
to the Bohemian and Moravian nobility which has been reconsidered reflecting on the
concepts of fipassion for collectingo and mechanisms of social self-representation.

Abstrakt

Osobnost Christiana Schrodera byla z§minkou pro nasmirovgn2 pozornosti pSedklI§dan®
pr§ce k nNkolika problematickTm oblastem v r8mci djin novovik®ho umnn2 v LeskTch
zemh. Za %lelem jejich objasnin? byl sledov§n vIvoj umileck® kari®ry tohoto mal2Se.
O jeho pol§teln?2m pTsoben? jako dvorn2m mal2Si hrabNte Slavaty nem§me mnoho zpr8v.
Nalezen® archivn? prameny naopak dokl8daj? jeho studijn? cestu do It§lie, kter§ se Yzce
v8ge na fenom®n lesk® mal®sk® scOny v novoviku, kdy umbici hojnd cestovali za
inspirac? a studiem do t@to zemN. Po Schroderovl) n§vratu do Prahy byl postaven pSed
rozhodnut?, zdali se st§t cechovnm mal2Sem nebo zast§vat funkci c2saSsk®ho mal®Se, jZmg
se nakonec stal. NSslednl) z2skal m2sto spr8vce Obraz8ry Pragsk®ho hradu a byl
ulitelem mnoha umiIcT, k nim§ patSil napSklad i Petr Brandl. Pr§ce ve svitle
umileck®ho din? v Praze posledn? dek8dy 17. stolet? pSehodnocuje SchroderTv ulitelskT
viznam.

Objedn§vka Gundakara Dientrichsteina pro z8mek Libochovice, kter§ se tlkala
vytvoSen? 43 kopi2 dle obrazT nach§zej2c2ch se ve sbrk§ch Pragsk®ho hradu, se stala
vIjimelnTm historickTm pramenem vedouc?m k pozn§n2 pTvodn2ch kompozic pl§ten a
vzhledu dnes jig neexistuj’c2ch pl§ten. Libochovick§ s®rie kopi? tak zapad§ do hled§n2
funkc? velmi obl2benTch kopi? viznamnTch maleb v leskTch a moravskTch glechtickTch
sb2rk§ch. Ty spol?vaj? mimo jin® v reflexi nadgen? glechticT pro sbfratelstv? a
mechanismu snahy po soci§In2 prestigi a sebeprezentaci.
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Introduction

The figure of Christian Schreder has been the pretext to address the attention to several
problematic in the History of Modern Art in Bohemia.

Schrderds carrier was basically devoted to the copy. He represents the emblem of new
aspects of artistic training and patronage which developed in Bohemia in the second half of
the 17th century, when the copy was almost omnipresent in the artistic context, leading to
define a iBaroque culture of copyingo.

Like in other artistic centers, especially in Italy, where copy was the basis of teaching
painting, also in Bohemia copying became the main tool of the artistic training.

Christian Schreder made his pupils copy the masterpieces at the Prague Castle picture
gallery in the same way as in Venetian workshops and in Roman academies and private
schools the young apprentices copied paintings by the great masters of the past.

Young Bohemian painters often undertook a study stay in Italy for a period of time more or
less long, in order to learn the painterés profession at art academies or at some renown
masterds workshop. The artistic training in Bohemia was not considered sufficient by an
artist of a certain ambition, so that he preferred to risk facing a long and expensive journey
beyond the Alps without much guarantees of income in exchange for an artistic maturity
and better skills to be used after his return in homeland.

Often, the painterds patron offered himself as financier of the study stay abroad, if the
painter showed enough abilities to deserve it.

The Prague guilds were too rigid and tied to old rules to provide an adequate level of
education and especially freedom of expression necessary for the development of an artist.
The attempt to found an art Academy in Prague on the model of the Italian ones by the
painter Michael V8&clav Halbax, the architect Franz Maximilian KaRka and the sculptor
Frantigek Preiss in 1709 went unfortunately failed, but well testifies the desire to change
and evolve that reigned among Prague artists.

The copy became indispensable also for the art market in Bohemia. With the lack of

original paintings, copy became their direct substitute and painters such as Christian

1 On the guilds of painters in Prague see in particular: M. Gronlk, Praggt? mal2Si 160071656, Praha 1997, pp.
11722; T. Sekyrka, Umin2 a Mistrovstv2. Pragsk§ mal2Ssk§ bratrstva 134811783, Praha 1997, pp. 34742. On
the art Academy in Prague: K. V. Herain, Pokus o zalogen? akademie umin2v Praze. 170971711, in: Za
starou Prahu, 3, 191271913, p. 77.



Schroder adapted themselves to the demand of their patrons, copying art works from the
Imperial collections.

Bohemian and Moravian aristocratic collectors of the Baroque period dis not despite to
commission and purchase copies in order to fill their quadrerie and furnish their
residences. They were attracted in particular by the disire to imitate the Magnificenza and
Grandezza of the Italian palaces they visited during their grand tour in the major Italian
courts. Through the rebuilding of their ancestral residences, both from the architectural and
decorative aspect, noblemen aimed to compete -or better to copy- Italian models.?

After the Thirty Yearsd War, when peace finally allows to invest in new ideas and new
constructions, we assist to the increase of patronage by Bohemian and Moravian nobility.
The ambition to emulate the European courts was certainly one of the most formidable
catalyst for the increment of patronage and collecting in the second half of the 17th-century
Bohemian Kingdom. New buildings were erected, old properties were renovated and with
them their decorations and collections.

In addition, paintings and artefacts by renown masters and luxury items (tapestries, silver,
etc.) were not only an expression of a high level lifestyle, but also a good financial
investment, a safe deposit of capital, which in many cases filled the function of financial
reserves.’

The 17th century was witness of an important transition in the History of Collecting in
Europe and so also in Bohemia. From the collection thought as a Worldos encyclopaedia
where a picture gallery filled with paintings found place next to a Kunstkammer with
objects, naturalia and artificialia, scientific instruments and the more disparate items, the
collecting activity became an end in itself, which means collecting understood as a passion

in the modern sence of the term.*

2 L. Slav2lek, Sobn, umdni, pSatelTm, Kapitoly z ddjin sbdratelstv2 v Lech§ch a na Morav 165071939, Brno
2008; L. Slav2lek (ed.), Artis pictoriae amatores. Evropa v zrcadle pragsk®ho baroknzho sbfiratelstv?, Praha
1993, pp. 3567372.

* P. Vorel, Praha a lesk® zemn ve finanln?m systdmu doby baroka, in: O. Fejtov§ and V. Ledvinka (eds.),
Barokn? Praha T Barokn? Lechie 162011740, Praha 2001, pp. 3417346; Z. Hojda, Aspects @onomiques de
I'histoire des collections aristocratiques en Boh°me ™ I'®poque Baroque, in: Gli aspetti economici del
mecenatismo in Europa, secoli XIV-XVIII, extract from the Conference in Prato 1985, pp. 1130.

* Already in the early decades of the 18th century, Caspar Friedrich Neickel laid the foundation of the
modern museography in a broad treaty (C. F. Neickel, Museografia, Leipzig-Breslau 1727), focused on the
meticulous cataloging of existing European collections, on their different purposes and types (from
kunstkammern and naturalien und raritatenkammem in Germany to the French cabinets, to galleries and

studioli in Italy). For a complete overview on the topic see in particular the fundamental studies of
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New collections of this type were born -the one of the Archduke Leopold Wilhelm in
Brussels, later moved to Vienna, or the one purchased by him for his brother Ferdinand 111
located at Prague Castle- which were important models for Bohemian and Moravian
noblemen who often knew them directly, being themselves Imperial diplomats or officials,
or through the reproductions of the Archdukebs collection made by David Teniers the
Younger and produced especially for the purpose of dissemination and desire for
emulation, which will soon be satisfied.

In these collections, Italian paintings of the 16th and 17th centuries followed by German
and Flemish painters prevailed, so were the content of the collections belonging to
Bohemian and Moravian nobility, which, despite their different stories or purposes,
appeared very similar in the content to each other.

After all, noblemen approaching collecting were pushed by a desire of imitation which -by
definition- does not bring originality.’

From the perspective of the social elite or aspiring dilettante, imitation played an important
role in the consolidation of group identity. Norbert Elias outlined the concept of a "bodily
culture™ situated in the aristocratic courts of the late 16th and 17th centuries, in which the
individual's fear of public shame, transformed itself into a regime of self-regulation and
rigid conformity.® Pierre Bourdieu argued that taste (good/bad, high/low, etc.) is
constructed through social consensus and propagated through education. Thus, for
example, collectors of Venetian pictures would identify with each other as a result of their
shared aesthetic preference. ’

Nevertheless, the financial resources of the nobility was not comparable to that of an
Archduke or an Emperor. The noblemen had to make do with the few original art works
remained on the market and, when these were scarce or were not accessible, they had to
satisfy themselves with copies.

Bohemian and Moravian noblemen, almost without exception, possessed a large amount of
copies, exhibited side by side with the originals. Often no distinction is to be found
between an original and a copy in the inventories, although for certain not all the paintings

could be originals.

K. Pomian, Collectionneurs, amateurs et curieux. Paris Venice XVI XVIII, Paris 1987; O. R. Impey and A.
MacGregor, The Origins of Museums: The Cabinet of Curiosities in Sixteenth- and Seventeenth-Century
Europe, New York 1985.

> Chapter 6 is dedicated to the topic, Cfr. also Slav2lek, Artis pictoriae amatores, pp. 3561372.

®N. Elias, The Court Society, Dublin 20086, pp. 46773.

’p. Bourdieu, Distinction. A social critique of the judgement of taste, Cambridge 1984, pp. 2607267.



The value that the copy acquires in this particular period of the Art History is an important
issue to be discussed that should not be overshadowed by the modern concept of
originality.®

In his letter written in 1681, Filippo Baldinucci made the distinction between three
different types of copies according to their function: 1. the copy that gives back the idea of
a lost original. 2. the copy made with the explicit purpose of pleasing the observers as a
mere imitation finesse. 3. the copy required due to the growing demand of high quality
paintings that are often inaccessible.’

Consequently to better understand the value of the copies in a collection, it is always
necessary to find out what was originally thier purpose.

Although the copies were considered of less value compared to the originals, Bohemian
and Moravian noblemen appreciated them not only for their practical use, but in some
cases also because they enjoyed successful imitation. Jan Rudolf Bys and Johann Adalbert
Angermeyer signed their imitations visibly to show their skills in comparisons with the
model.*

Another issue intimately linked to the concept of copy comes forward: the function of the
picture galleries for the Bohemian and Moravian nobility.

It is necessary to identify two main types of collecting: one tied to a real passion that sees
the continuous research and commission of individual paintings to certain artists
appreciated for their artistic qualities, and one which is rather a gather of a large number of
paintings, often purchased in lot by exploiting the opportunities of the market in order to
conform with a socio-cultural trend.

Without any doubt personality such as Count Humprecht Jan Lern2n belongs to the first

type of collector, whose passion for collecting is testified by the commissions to individual

® Further discussion on the definition of copy and the modern concept of originality is developed in chapter 6.
% F. Baldinucci, Lettera di Filippo Baldinucci Fiorentino nella quale risponde ad alcuni quesiti in materie di
pittura, N. A. Tinassi (ed.), Roma 1681, pp. 3113.

0B, M. Mayer, Johann Rudolf Bys (166271738), Studien zu Leben und Werk, in: Beitrag zur
Kunstwissenschaft, 53, 1994. On Vrjovecis picture gallery see H. Seifertov§and A. K. Gevlk, S
ozvinou starTch mistrT: Pragsk§ kabinetn? malba, Praha 1997, pp. 44750; K. Bott, La mia galleria
Pommersfeldiana. Die Geschichte der Gem&ldesammung des Lothar Franz von Sch®nborn, in: G. Bott (ed.),
Die Grafen von Sch®nborn. Kirchenf;rsten, Sammler, M2zene, N¢;mberg 1989, pp. 1127116; S. Bartilla:
Napodobovgn? stylu v lesk®m a nllmeck®m pozdn2m baroku,in: O. Fejtov§, Barokn? Praha T Barokn? L_echie,
pp. 7057719.
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artists, the insistence of obtaining a certain painting and the enthusiasm clearly shown for
possessing it.*! In the case of Count L_ern2n his picture gallery has to be defined collection.
On the other hand, there are figures such as Prince Gundakar Dietrichstein, whose
relationship with collecting is functional to the need to represent their social status through
works of art rather used as decoration. This is demonstrated by the presence of a high
number of copies commissioned in series to court painters at their service with the aim to
decorate their estates quickly. In the case of Prince Dietrichstein, it is not correct to speak
about collecting and collection, but rather about furnishing and decoration.

In the case of other figures such as Count Jan JSchym Slavata or Bishop Karel of
Liechtenstein-Kastelkorn, the issue becomes more complicated. Although they
commissioned copies to their court painters, they showed the desire and appreciation for
individual paintings or painters. They have to be considered an hybrid as, on the one hand
they used paintings with mainly decorative purpose, but on the other hand their enthusiasm
for collecting has not to be totally excluded.

Differentiating a collection as mere decoration from a collection in the modern sense of the
term, is not always an easy task. However, the idea of collection as affirmed by Prince Karl
Eusebius of Liechtenstein comes to an help, suggesting that real aristocratic collectors
preferred to concentrate paintings and art objects in specific areas specially appointed or
adapted for this purpose, namely on the model of Italian gallerie or inspired by the picture
gallery belonged to Archduke Leopold Wilhelm, where the paintings covered the walls
from the ceiling to the floor. *? This aspect is shown by the inventories, where it is often
specified in which rooms the paintings were located. In Count Lern2nds inventories, it is
recorded that the paintings were concentrate in large number in the so-called fiBig Galleryo
and in the ASmall Galleryo, specially built with the purpose of exhibiting his numerous
paintings.*®

In the case of Prince Dietrichstein, no special room dedicated to the paintings has to be
found in Libochovice Castle. The copies commissioned to Christian SchrPder were
scattered in the Castleds rooms, sometimes installed as supraporta (above the door) like

any other wall painting or stucco, in short, integrated into the decoration of the Castle.

1 On Count Humprecht Jan Lern?n see in particular Z. Kalista, Humprecht Jan Lern2n jako mecen§j a
podporovatel umnn2 v dobf ben8tsk® ambas§dy 166011663, in: Pam§tky archeologick®, 36, 192811930, pp.
53178; L. Slav2lek, Artis pictoriae amatores, pp. 3721386.

12\, Fleischer: F¢rst Karl Eusebius von Liechtenstein als Bauherr und Kunstsammler (161171684), Wien
1910, p. 15; G. Schopfer, Klar & Fest. Geschichte des Hauses Liechtenstein, in: Schriftenreihe der
Arbeitsgemeinschaft f; r Wirtschafts- und Sozialgeschichte, 2, Graz 1996, p. 51.

13 7. Kalista, Humprecht Jan Lern?n, pp. 53178; L. Slav2lek, Artis pictoriae amatores, pp. 3727386.
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No doubt that the situation described was reflected on the tasks entrusted to the painters. A
large number of them were defined court painters, whose duties were often limited to
preserve the picture galleries, writing inventories, restore paintings, produce coat of arms
and paint copies. Freedom of expression was certainly limited by the demands of their
patron and his requests. As a result, artists faced an unsolvable conflict between their wish
to affirm their individuality and the necessity to meet the demand. Many of them ended up
being rather copyists than painters. Among them we find painters such as Christian
Schreder who have to be considered in order to understand the artistic environment in

which the great personalities of the History of Baroque Art in Bohemia stand out.

The work is divided into chapters dealing with different issues brought together by a
common thread: Christian Schreder and his carrier mainly devoted to the copy. With few
exceptions, copying was his main activity. First -as it was costumer- during his artistic
training in Italy, later as court painter at the Prague Castle where he used the copy as main
tool to teach his students, and finally as copyist for the nobility.

The topics are modelled according to the evolution of the painterds career. Speaking about
his beginnings at the service of Count Slavata, the function of a court painter will be
discussed. The discovery of new archival documents concerning his study trip to Rome
gives the pretext to analyze the artistic training in Italy as a phenomenon common to many
painters from Bohemia. Reasons, expectations, ways of living of Bohemian artists in Italy
and the results of their artistic education would be taken into consideration.

After his return from lItaly, SchrPder faced the choice to submit to the Prague guild of
painters or to get the post of court painter of the Emperor, a position that will be granted to
him thanks to the recommendation of Count Slavata. Shortly after, Schreder passed to the
function of keeper of the Prague Castle picture gallery and, despite the prohibition, he soon
affirmed himself as teacher of a group of students, among them important figures of the
Barogue in Bohemia such as Petr Brandl. Schrederds role as teacher has been rethought on
the light of the artistic situation of the last decade of the 17th century in Prague.

The commission entrusted to Schreder by Gundakar Dietrichstein to paint forty-three
copies after original paintings once located in the collection of Prague Castle for
Libochovice Castle has proved to be an help to affirm the presence of important original
paintings in Prague Castle collections and in few cases to discover the original appearance
of paintings which have been cut or lost.

In addition, the series of copies for Libochovice Castle opens the issue concerning the
function of the copy in the collections belonging to the Bohemian and Moravian nobility

12



which has been reconsidered reflecting on the concepts of fipassion for collectingd and

mechanisms of social self-representation.
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Main Literature

The main literature which has been taken into consideration follows different paths of
research.

Christian Schreder is often mentioned in the biography of his most famous student, Petr
Brandl. Franz Martin Pelzel,** Johann Rudolf F¢essli,*®> Gottfried Johann Dlabal,'® Georg
Kaspar Nagler,*” basically limited their annotation to synthetic information on Schroderds
activity at the service of Count Jan J8chym Slavata, his artistic training in ltaly at the
expenses of the Count and his role as court painter and keeper of the Prague Castle picture
gallery when he was Brandlfs teacher. Later, Anton’n Rybylka'® added more details on
Schroderbs artistic activity, mentioning his few original paintings and the many copies he
produced for Count Slavata and for Prince Gundakar Dietrichstein.

In 20th-century literature, first Karel Vladim?r Herain'® and soon after Josef Novgk,*
dedicated their attention to Christian Schr@der. As concerns Slavata familyds patronage and
especially the artistic renovations undertook by Count Jan JSchym Slavata, the studies by
Novgk?* and the more recent ones by Jis? Kubeg,? help to understand the role of the Count

in the development of Schrederds career.

1% F. M. Pelzel, Abbildungen behmischer und m2hrischer Gelehrter und K¢ nstler nebst kurzen Nachrichten
von ihren Leben und Wirken, Prag 177371782, pp. 1147115.

153, R. Feessli, Allgemeines K¢ nstlerlexikon, oder: Kurze Nachricht von dem Leben und den Werken der
Maler, Bildhauer, Baumeister, Kupferstecher, Kunstgiesser, Stahlschneider u.u.; nebst angeh®ngten
Verzeichnissen der Lehrmeister und Sch¢ ler, auch der Bildnisse, der in diesem Lexikon enthaltenen K¢ nstler,
Zirich 1764, p. 75.

®G. . Dlabacg, Allgemeines historisches K¢ nstler-Lexikon f;r Bhmen und zum Theil auch f¢r M2hren und
Schlesien, Praha 1815, Vol. 3, p. 69.

7 G. K. Nagler, Neues allgemeines K¢nstlerLexicon oder Nachrichten von dem Leben und den Werken der
Maler, Bildhauer, Baumeister, Kupferstecher, Formschneider, Lithographen, Zeichner, Medailleure,
Elfenbeinarbeiter, etc., M¢nchen 183571968, Vol. 16, p. 30.

8 A, Rybylka, PomTcky k givotopisn®mu slovn?ku leskich malxT, in: Pam§tky archaeologick® a
mastopisn®, 4, 1860, pp. 31134.

19'K. V. Herain, Lesk® mal?Sstv? od doby rudolf2nsk® d smrti Reinerovy, Praha 1915, p. 62.

20 3. Novgk, Slavatov® a umnn2 vitvarn®, in: Pam§tky archeologick®, 29, 1917, pp. 17736.

2 J. Novgk, DDjiny bTval® hrabic? obraz§rny na Hradlanech, in: Pam§tky archeologick®, 27, 1915, pp. 1237
141.

22 ). Kubeg, S?dla Jana Ji$?ho J§chyma hrabhte Slavaty z Chlumu a Kogumberka (1634/3771689), Pardubice
2003.
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Jarom2zr Neumann?® was the first scholar to put more attention on the role performed by
Schroder as teacher of Petr Brandl. Andrea Steckerov§® contributed to put more light on
Schroderds mediation towards Brandlés knowledge of foreign models. Recently,
Steckerov§ edited Brandlds monograph which Jarom Neumann left unfinished,
integrating the information already underlined by him in his previous works with the most
recent literature.?®

From these studies, emerges the importance of Schr@derds artistic training in Italy and the
free access to the renown works of art preserved at Prague Castle collections that Schroder
provided to Brandl and his other students, in this way contributing to shape the beginnings
of their artistic carriers.

Nov§k?® was the first to mention a core of letters preserved in the archive of JindSichTv
Hradec constituted by the correspondence between Count Jan J§chym Slavata and his
brother, Carmelite Karel Felix Slavata. The direct consultation of the letters at the archive
has allowed to discover more precise information on Schrederds study stay in Rome.

In order to contextualise his activity in the City, where he attended private academies and
he occupied himself in copying selected paintings from Roman collections on demand of
Count Slavata, the studies by Laura Bartoni?’ and Patrizia Cavazzini®® have been
considered. The two scholars provide information on the activities, ways of living,
earnings and major areas of aggregation, reproducing a vivid image on the situation of
foreign artists living in Rome which can be extend to the community of Bohemian painters

that, in the course of the 17th century, counted quite a large number of people in the City.

23 J. Neumann, Obraz§rna pragsk@ho hradu, Praha 1964; J. Neumann, Petr Brandl, Praha 1968.

# A. Rousov§, Petr Brandl: mal2S neSest? pozemskich: ¢&nrov@ malby v tvorbl) baroknzho mistra Petra
Brandla (1668T1735) T Petr Brandl: a painter of worldly vices : genre paintings in the works of the baroque
master Petr Brandl (1668-1735), Praha 2002; A. Rousovs, Petr Brandl T mistr baroknz malby, Praha 2013.

% J. Neumann, Petr Brandl, Andrea Steckerov§ (ed.), Praha 2016. On archival documents concerning Petr
Brandl and partly also Christian Schroder see: J. Prokop, Petr Brandl: Givota do v archivnzch
pramenech a starg? dobove literatuSe, Praha 2016.

?® Novgk, Slavatov®, pp. 17736.

2" . Bartoni, Le vie degli artisti: residenze e botteghe nella Roma barocca dai registri di Sant'Andrea delle
Fratte, 1650171699, Roma 2012.

%8 p, Cavazzini, Painting as Business in Early Seventeenth-Century Rome, London 2008.
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Eva Chodnjovsk§? and Pavel Preiss®® have dedicated attention to the presence of the
Bohemian community (in particular artists and noblemen) in Rome, putting the basis for
further archival researches.

Martin M&dl, Martin Halata, Andrea Rousov§,*! Marjeta Ciglenelki®* and Polona Vidmar®
investigated documents and archival sources concerning Christian Schreder in the studies
dedicated to Carpoforo Tencalla and the group of artists (architects, stucco decorators,
painters and carvers), active in the architectural and decorative renovations undertook by
the Bohemian and Moravian nobility in the second half of the 17th century.

The studies by Marjeta Ciglenelki** are fundamental to define the commission entrusted to
Schroder by Gundakar Dietrichstein for Libochovice Castle. Her researches were
concentrated on the study of archival documentation and above all on the part of copies
today preserved at Ptuj Castle, in Slovenia.

Petr MaSa®, in his important studies on Bohemian and Moravian nobility, has analyzed the
position of Gundakar Dietrichstein in the political environment and his personal
relationship with the Emperor Leopold I.

» E. Chodnjovsks, La gita da Roma a Napoli ¥ una tappa dei viaggi d'educazione nel Seicento, in: Z.
Hled?kov§ (ed.), Praha-r2m: Bollettino dell'lstituto storico ceco di Roma, Roma 2009, pp. 2897302; E.
Chodnjovsk§, HlavnD si nehledej byt pSig bl2zko Piazza di Spagna, Strada di Condotti a podobnTch
ndmeckTch kvartTrT! Cizinci v ¥2ml) ve druh® polovind 17. stolet?, in:V.ViInas and L. Stol§rov§
(eds.), Karel Gkréta: Doba a d2lo, Praha 2010; E. Chodnjovsk§, Santa Maria dellbAnima T chiesa nazionale
dei nobili boemi nel XVII secolo?, in: Santa Maria delldAnima, Pluralit™ sociale e committenza artistica
nelloet” confessionale, Conference at the Biblioteca Hertziana, Roma 2013, unpublished.

%0 p. Preiss, | viaggi dei pittori barocchi boemi in Italia e Wenzel Lorenz Reiner, in: Hled?kov§, Praha-¥2m,
pp. 3231337.

31 M. Halata and A. Rousov§: "da Cristiano Sreder, pittore...", in: M. M&dl (ed.), Tencalla: barokn? nastdnn§
malba v leskych zem2ch, Praha 2012, Vol. I, pp. 3251338.

32 M. Ciglenelki and A. Rousovs, Seznam kopi? Kristi§na Schrodera ze z8mku Libochovice, in: M. M&dl
(ed.), Tencalla: barokn2 nastnn§ malba v leskych zemzch, Praha 2012, Vol. I, pp. 341-350.

33 P. Vidmar, Obrazy a r§my: DSevoSezby Jana Brokofa pro knjata Gundkara a Ferdinanda Josefa z
Dietrichgtejna na z8mku v Libochoviczch, in: M. M&dl (ed.), Tencalla: barokn? nastinn§ malba v leskych
zem2ch, Praha 2012, Vol. I, pp. 355-365.

% M. Ciglenelki, Malby Kristiana Schrodera pro z§mek Libochovice, in: The Herbersteinst art collection in
Ptuj Castle. Cour déhonneur, 1, 1998, pp. 77779; M. Ciglenelki,, Slike iz Libochovic na ptujskem gradu, in:
Acta historiae artis Slovenica, 4, 1999, pp. 871100.

35 P, MaSa, Svit lesk® aristokracie (150011700), Praha 2004; P. MaSa, Mezi dvorem a provinci2. Glechtilt2
objednavatel® maleb Carpofora a Giacoma Tencally v habsbursk® monarchii, in: M&dl, Tencalla, I, pp.1077
110.
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The Libochovice series of copies opens the discussion to the value and function of copies
in Baroque period and in the territory of Bohemian Kingdom.

At first, it was important to define the copy and diversify it from other similar forms of
artistic firepetitiono (imitation, emulation, false, pastiche, etc&).

Andrea Bubenik,* although dealing with a different context and period, gives precise
definitions of the different types of artistic appropriations which can be extended to the
Barogue background.

In order to contextualize the copy and thus clarify its real value in the past, it was
necessary to look back to the old concept of copy. Filippo Baldinucci®” and Giulio
Mancini®® were the first ones to devote their attention to the copy in art, defining different
functions and levels of quality.

Modern scholars debated on the copy and related problematic. In the volume titled:
“Retaining the Original: Multiple Originals, Copies and Reproductions”,* various essays
open the debate on the value and function of the copy in different contexts, from the
Venetian workshops of Cinquecento to the Barogue period.

Far from being an isolated case, the Libochovice series of copies testifies a common
practice among the noblemen who often commissioned copies after renown paintings to
decorate their estates. To understand this phenomenon, the historical, social and economic
background of 17th-century Bohemian Kingdom has been analyzed.

Lubom?r Slav2lek®® contributed to put more light on collecting activity in Bohemia and
Moravia, seeking the cultural features of 17th-century aristocracy. ZdenNk Hojda*
completed the studies conducted by Slav?lek, pointing the attention on the favourable
socio-economic conditions developed after the Thirty Yearsdé War that led to a strong

increment of the artistic patronage in Bohemian Kingdom.

% A. Bubenik, Reframing Albrecht D¢rer. The Appropriation of Art, 1528-1700 (Visual Culture in Early
Modernity), Farnham, Ashgate, 2013.

%" Baldinucci, Lettera di Filippo Baldinucci, pp. 3113.

% G. Mancini, Considerazioni sulla pittura, A. Marucchi (ed.), Fonti e Documenti inediti per la storia
dellbarte, Roma 1956157, Vol. I, p. 134.

% F. Chamoux, Copies, Ropliques, faux, in: Revue de I'Art, 21, 1973, pp. 5V31; M. Muller,
Measures of authenticity, the detection of copies in the early literature on connoisseurship, in: Studies in the
History of Art, 20, 1989, pp. 1417149; E. R. Spear, Notes on Renaissance and Baroque originals and
originality, in: Studies in the History of Art, 20, 1989, pp. 97799; B. L. Brown, Replication and the Art of
Veronese, in: Studies in the History of Art, 20, 1989, pp. 11171124,

0 Slav2lek, Sobn, umnni, pSatelTm; Slav2lek, Artis pictoriae amatores.

*' Hojda, Aspects @conomiques, pp. 1130.
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At last, a catalogue of the copies for Libochovice Castle has been created with the aim to
directly compare the appearance of copies and originals. To do so, the published
inventories of the Prague Castle collections by Karl K°pl* have been taken into account to
trace and to confirm the presence of original paintings in the Prague Castle picture gallery
when Schreder realized the copies.

The most important and recent monographs and catalogues of the painters copied by
Schroder have been consulted together with the studies of Ciglenelki*® and Neumannds

catalogue of the Prague Castle Picture Gallery.**

2 K. Kopl, Urkunden, Acten, Regesten und Inventare aus dem K. K. Statthalterei-Archiv in Prag, in:
Ferdinand Graf zu Trautmansdorf-Weinsberg, Jahrbuch der Kunsthistorischen Sammlungen des
Allerh®chsten Kaiserhauses, 10, Wien 1889.

*3 Ciglenelki, Malby Kristiana Schrodera, p. 77779; Ciglenelki, Slike iz Libochovic, pp. 877100.

* Neumann, Obraz8§rna.
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1. Artistic training in Italy

1.1. Apprenticeship in Rome

Rome, quoted by Karel van Mander in his Schilder-Boeck (1604) as fithe city that seems to
be erected specially for the painterso*s, already at the time of the Flemish painter and
biographer was the favourite destination for the artists coming from abroad, for whom
accomplishing a period of study in Rome was a consolidated custom.*

Many foreign painters who went to Rome and made a living there for a few years or for the
rest of their lives, were attracted by different factors. Studying classical art and the
examples of Raphael and Michelangelo was seen as a fundamental part of an artist's
training.*’ The large papal court offered hope of employment, especially since the time of
Pope Clement VIII, who had originated many decorative enterprises. Moreover Rome, the
centre of Catholicism, seems to have been tolerant of Protestants, especially if they
satisfied the single requirement of taking Communion at Easter.*®

Foreign artists were drawn to Rome also by the lure of Caravaggiods art and by the absence
of a guild of painters that did not restrict access to the profession and to the artistic
production.

Nevertheless a period of study in Rome was really expensive for a young painter. Paying a
rent, the fee for the school, as well as the daily expenses, meant a high cost. Consequently
young painters made a living occupying themselves with a variety of tasks. They might
have been hired daily by other painters who were producing frescoes, even though they
had no particular connection with them, they could even produce canvases on commission
from other painters, presumably by those who owned a workshop, with whom they might

not enjoy permanent relations. Some of them operated mainly as copyists.4®

** K. Van Mander, Het Schilder-Boeck, Haarlem 1604. See also K. Van Mander, Le vite degli illustri pittori
fiamminghi, olandesi e tedeschi, R. De Mambro Santos (ed.), Roma 2000, p. 347.

* Joachim von Sandrart affirms the necessity for a young painter to go to Rome to accomplish an artistic
training. Cfr. M. C. Heck, Th@orie et pratique de la peinture: Sandrart et la Teutsche Academie, Paris 2006.
* Cavazzini, Painting as Business, pp. 43744,

48 G, Passeri, Vite de' pittori, scultori ed architetti che hanno lavorato in Roma, Roma 1772, p. 175.

* Cavazzini, Painting as Business, pp. 13143.
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In some cases the study stay in Italy of foreign painters was financially supported by a rich
patron who expected to be paid back by the enriched artistic skills of the painter or with
some paintings or copies directly purchased or realized in Italy for the his collection.

1.2. Academy of Saint Luke and private academies

In Rome, academies, and in particular fiaccademie dal naturaleo, had a significant role for
an aspiring painter. There, a young artist could acquire what was perhaps the fundamental
skill for a painter: the ability to represent the human figure.

The Academy of Saint Luke was an official institution with intellectual ambitions. In
addition to elevating the social status of the artists, its main goal was the training of young
pupils, providing them with practical and theoretical instruction necessary to their
profession.”® By 1607, the lessons that should have been given to the students in the
Academy had been codified: drawing, painting, anatomy, sculpture, architecture and
perspective.5!

A visual example of the educational practice proposed by the Academy of Saint Luke is
represented in the engraving Academia d 'Pitori by Pietro Francesco Alberti (Image 1), a
painter and engraver active in the first decades of the 17th century between Borgo San
Sepolcro and Rome.

In a large room illuminated by the light coming from an open window on the left, Alberti
represents some young pupils gathered in small groups, intent on following the lessons of
their older masters. Various degrees of the artistic apprenticeship are shown, such as the
drawing of anatomical details, clearly visible on the sheet hold by the older teacher sitting
at the bottom left and by the cast of the leg hanging under the window that a young man is
copying with particular commitment. The teaching of geometry is illustrated by the group
of young pupils gathered around the teacher who is tracing geometric shapes with a wand.
On the right, further stages of learning are represented by two young pupils intent on

studying the skeleton and other two who are shaping little sculptures in clay -exercise for

%0 Cavazzini, Painting as Business, pp. 43748.

> About the academies see in particular: N. Pevsner, Le accademie doarte, Torino 1982, pp. 40754, 3251355;
A. Cipriani, L0Accademia di San Luca dai concorsi dei giovani ai concorsi clementini, in: A.W.A. Boschloo
(ed.), Academies of Art between Renaissance and Romanticism, Leiden 1989, pp. 61776; A. Ferraresi and M.

Visioli, Formare alle professioni: architetti, ingegneri, artisti (secoli XVTXIX), Milano 2012, pp. 25727.
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the training of the sculptors- while the young pupil next to the door is tracking the contours
of a building on a big board, an allusion to the apprenticeships of architecture.

Basically, drawing meant copying. Modern notions of originality and invention played a
relatively small part in an artistds education. In addition to duplicating their mastersd
drawings, students copied engravings. They also spent much time reproducing famous
works of art, generally with red chalk. The master then corrected the apprenticeds
drawings. Finally, a student would approach drawing from life and from a naked model. 53
During academic meetings, a model was set, stand, or hang naked in a posture for two or
three hours in the middle of a room. Students, as well as established artists, gathered
around the model and drew -never painted -from life, fidal vivoo or fidal naturaleo.54
Sessions of drawing after nude models seem to have been held at the Academy of Saint
Luke, especially at its beginnings, but soon they became sporadic. They were held only on
Sundays or feast days, while the private academies held classes from the nude model all
the year, even in winter and especially in the evening.>

As a matter of fact, the word fiaccademiad does not have to be restricted to the Academy
of Saint Luke. In Rome, the teaching of drawing was not the only prerogative of the
official AAccademiao, but from the 16th century its practice was also promoted by private
groups or companies of artists who gather in the workshop or in the house of a renown
master or at the palace of a noblemen. These meetings were also defined fiaccademie di
disegnoo or fiaccademie del nudoo, clear allusion to the presence of the nude model as key
element of the training.*® In private academies, students received lessons and instructions
often for a small monthly fee (for example, Guido Reni's students paid a monthly fee to
attend his school in Bologna).”’

52 Ferraresi, Formare alle professioni, pp. 25727.

>3 Cavazzini, Painting as Business, pp. 64170.

> Ibid, pp. 70775.

> |t seems that the Academy of Saint Luke organized classes of drawing from the nude model only on
Sunday morning after the Holy Mess and only from May to October. Cfr: P. Cavazzini, Pittori eletti e
0Bottegarid nei primi anni delléAccademia e Compagnia di San Luca, in: Rivista déArte, 1, 2011, pp. 79796.
% C. Nicosia, La bottega e l6Accademia. Loeducazione artistica nelléet” de Carracci, in: Accademia
Clementinua, Atti e Memorie, 32, 1993, pp. 20171208.

%" In Rome, the words "school" and "academy" had distinct meanings. The minimal information that can be
gathered about Roman schools suggests that they were more focused on the practical aspects of painting.
Perhaps few painters ran proper schools and the same word might well have been applied to what to us is
little different from a workshop. Relatively well-off youths of good social standing, when training as painters,

might have thought of themselves as students. The fee they paid to the master excused them from physical
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The best-documented private academy in 17th-century Rome is the one of Andrea Sacchi
who held an accademia del nudo in his own house in Via Rasella, certainly from 1630 and
for many years. In Sacchi's house the academic meetings took place every evenings, after
the participants had worked or trained during the day.*®

There were also private academies dedicated to particular nationalities or communities.
The French Academy was founded at Palazzo Capranica in 1666 by Louis XIV under the
direction of Jean-Baptiste Colbert, Charles Le Brunand and Gian Lorenzo Bernini. It
hosted selected French artists who, having won the Prix de Rome, were honoured with a
three up to five-year scholarship.>®

The Accademia Medicea, founded under the wish of the Duke of Florence Cosimo Il in
1673 and held in Palazzo Madama under the direction of Ciro Ferri and Ercole Ferrata, was
dedicated to Florentine artists who could increase their artistic skills at the expenses of the
Duke.®

In Rome, apprentices had much freedom of movement among different masters, as regular
attendance was apparently unnecessary. An apprentice under one master could even attend
the school of another.61

As Passeri and Baglione's biographies refer, some painters were self-taught. They
benefited only from rare contacts with a master who would provide advice and corrections

to their work and especially to their drawings.
1.3. Way of living in Rome
The Tridente area, was notoriously a place of residence of foreigners. Based on church

records (Stati delle Anime) it is possible to notice the presence of conglomerates of artists

tied by common geographic origins especially in this area.

labors, allowing them to claim they practiced a liberal art. Differently from Venice, the word bottega was
rarely used by painters in Rome. Cfr. Cavazzini, Pittori eletti e ¢Bottegarif, pp. 79196.

%8 passeri, Vite, p. 170; Cavazzini, Painting as Business, pp. 767180.

59 About the French Academy in Rome see in particular: A. Franchi-Verney, L'Acad®mie de France *~ Rome.
166611903, Paris 1904.

% K. Lankheit, Florentinische Barockplastik: die Kunst am Hofe der letzten Medici: 167071743, M¢nchen
1962; See also K. Lankheit, Gli ultimi Medici: il tardo barocco a Firenze, 167011743, (exh. cat.), Detroit
1974.

61 Cavazzini, Painting as Business, pp. 53156; R. Vodret, Alla ricerca di fiGhiongrato. Studi sui libri
parrocchiali romani (16007T1630), Roma 2011, pp. 65T84.
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The series of firubricelleo in Stati delle Anime kept at the Archive of Vicariatus Urbis in
Rome, may be considered as a real population register that gathers information on the
characteristics and consistency of the population living in Rome during almost fours
centuries. This register comprehends the period between the end of the 16th century -when
the practice to draw Stati delle Anime started to be systematic- to 1870, when the
annexation of Rome to the Kingdom of Italy lead to the establishment of a Civil Office that
was intended to replace with civilian functions the practice previously carried on by the
priests.

Since its first institution -sanctioned by the norms issued in 1563 by the Council of Trento-
the compilation of Stati delle Anime was entrusted to the priests of the diocese of Rome,
who registered the census of the population residing within the boundaries of his own
parish on the occasion of the celebration of Easter. This census was made by the priest by a
personal visits to each house of the parish of competence and by recording on a
firubricellad the name of the individual residents. Besides the name and the last name of
the head of the family, the priest registered, year by year, his origin, age and profession, as
well as his relationship with the other members of the family or guests of the house:
servants, nurses, labourers, acquaintances or tenants. Usually the list was preceded by the
place of residence, the street and the number of the building. 62

The studies of Laura Bardoni,> who has examined the records of Stati delle Anime,
confirm that the parish of St. Andrea delle Fratte in the years 1650-1699, along with the
neighbouring districts of St. Lorenzo in Lucina, St. Maria del Popolo and St. Nicola in
Arcione, were the first residential areas chosen by painters and sculptors and by a large
number of craftsmen and artists.

The number of artists (architects, painters, engravers and sculptors) achieved the two
highest peaks in the years of 1650 and 1675, respectively, with 52 and 59 appearances. In
particular, the majority of painters, sculptors and engravers residing in St. Andrea delle
Fratte in the second half of the 17th century, lives in the streets between the square of
Trinit™ dei Monti and the area of Capo le Case. A higher number of artists is also registered
in the Gregoriana and Felice streets.

Within this space, it is natural to assume that painters, sculptors and engravers occupied the
same houses, rooms, apartments previously leased by other colleagues.

The reasons behind the choice of St. Andrea delle Fratte as a place of residence for artists

in this period can be varied. In the first place, the whole area of Tridente, between Piazza

82 Cavazzini, Pittori eletti e 6Bottegario, pp. 1077143.
%3 Bartoni, Le vie degli artisti, pp. 15766.
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del Popolo and Piazza di Spagna and between Pincio and Tevere up to the streets around
Trevi, was -at least since the end of the 16th century- a place of dense aggregation of
artists.

The opportunity to enjoy a good lighting as in the buildings in the area of Capo le Case,
which was located in an elevated position, may have had a special attraction for painters.
As demonstrated by the information concerning their dwellings, the studio where the artist
was painting was usually placed on the top floor of the building to ensure the best light for
working.

This area was often chosen also by Bohemian painters during their stay in Rome. They
were often associated with the Flemish and the Germans, sometimes also with the French.
The multinational cohabitation did not impede the contacts between foreigners and Italians
which on the contrary was really common. Foreigners were expected to understand, read
and write Italian language, so the interaction with Italians was basically quite ordinary,

allowing consequent influences and transfers from the cultural and artistic point of view.®*
1.4. Painterbs education in a Venetian Bottega

Even though Rome was usually the main destination for the study trip of foreign artists and
among them the Bohemians, for painters coming from the North of the Alps Venice was

the first and closest most important Italian artistic centre.

The artistic situation in Seicento Venice was quite different from the previous century
when Titian (1480/85- 1576), Paolo Veronese (1528-1588) and Jacopo Tintoretto (1518-

1594) were still alive.

After Tintoretto died, Venice lost the last of its great masters, while the marketds demand
for paintings signed by them or at least by their workshop, was still rising. The artistic
production of the 17th century consisted mainly in reproductions, copies or pastiches very
close in the manner of the great masters of the past. For this reason it has often been

affirmed that the 17th century was a period of stagnation for Venetian painting.®®

Lately, a more critic and objective view has given back the true value to the art of this
century which sees a strong influence of artists coming from other Italian artistic centres

and from abroad. Painters such as the Roman Domenico Fetti (1589- c. 1623), the Genoese

* Ibid.

% p, Zampetti (ed.), La pittura del Seicento a Venezia, Venezia 1959.
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Bernardo Strozzi (1581-1644) and the German Johann Liss (c. 1595-1629), dominated the
Italian artistic panorama, giving rise to florid local workshops.®®

There were multiple reasons why a painter would chose Venice for an apprenticeship in
17th century. Economic and social factors constituted optimal conditions for studying and

living in the lagoon city for a young foreign painter.

If in the 17th century Venice had longer lost its first place as an economic authority, the
internationality and the intellectual freedom, as well as the religious tolerance, were still
guaranteed. A florid market for paintings and artistic goods where the painters themselves
were involved, a multitude of local and foreign buyers, a variegated environment of

patrons, collectors and art dealers still existed in the city.

In late Seicento Venice, an extraordinary demand of paintings of small size, together with
copies after Venetian masters of the 16th century and images of various genre such as
landscape, portrait, seascape, ensured to a crowd of almost unknown painters to make a

living.®’

Concerning the artistic training in Venice, the situation was quite particular and different

from the other artistic centres of Italy.

In Venice, often painting was not carried out by individuals, but by workshops which, as a
rule, were formed by members of a single family who continued their activity through

several generations.

From the Bellini family in Quattrocento Venice the tradition continued throughout the 16th
century. ® In his old age, Titian endeavoured to turn over all his commissions to the son
Orazio. In Jacopo Tintorettods family two sons and a daughter were painters. In Paolo
Veronesebs family, his brother Benedetto, his sons Carletto and Gabriele and his nephew
Alvise del Friso helped in the family workshop. When Paolo Veronese died in 1588, his

brother and sons signed their art works as fiHaeredes Paolio (heirs of Paolo Veronese). ®°

For the average customers, the guarantee offered by the legal successors in the
management of a workshop, seemed sufficient. Customers did not demand works by any

* Ibid.

671, Cecchini, Quadri e commercio a Venezia durante il Seicento. Uno studio sul mercato dell'arte, Venezia
2000; L. Borean and S. Mason, Il collezionismo a Venezia nel 6600, Venezia 2011, pp. 2037215.

% H. Tietze, iMaster and Workshop in the Venetian Renaissanced, Parnassus, Vol. 11, 8, 1939, pp. 347135,
45.

% A. Maronese, La bottega dei Caliari: Haeredes Pauli e altri collaboratori tra Venezia e la Terraferma, Cad

Foscari University in Venice, 2013, unpublished dissertation.
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particular member of the family but wished to acquire paintings for the quality promised

by the good reputation of the workshop. "

This tradition continued also in the following century. The pupils were trained by the
master, learned his special procedure and used the material which was the common

property of the workshop, such as casts, drawings, graphics, sketches and so forth.

In Venice, the delay with which the official academy was born compared to what happened
in other cities such as Bologna, Florence or Rome, had its result in the continuation of the
workshop practices. The foundation of the official Academy of Arts will be formalized
only in 1756."

Famous Venetian workshops were the one of Pietro Liberi’® (1605 71687) and the one of
Pietro Vecchia (160371678) which was settled in Palazzo dei Bellegno ai Santi Apostoli,

in Calle dei Proverbi.”

In Vecchiads workshop fiallo studio del naturale, ossia del corpo umano nudo, il pittore
attendeva insieme a infinit™ de zoveni suoi allievi in quella Academia, che fu eretta da lui

nella propria sua Casao, as refered by Marco Boschini.”

The lease contract to Pietro della Vecchia dated from 1659, was probably renewed until his
death. After the painter death, the contract lease of his house was taken over by Agostino
Letterini, who kept fiquasi di continuo aperta la virtuosa Accademia di Pittura, a Benefizio
ded Giovani Studentio, as his biographer Nadal Melchiori affirms.”

An other florid workshop was the one of Antonio Zanchi (1631 - 1722) which he opened in
1662.”° It seems that Zanchios bottega occupied him so much that Carmelite Filippo

Leonelli, secretary of Count Humprecht Jan Lern2n, at the time Imperial Ambassador in

" Ibid.

™ For a general overview on the history of the Art Academy in Venice see in particular E. Viola,
LéAccademia di Venezia: i maestri, le collezioni, le sedi, Venezia 2016.

2 0n Liberi workshop see: U. Ruggeri, Pietro e Marco Liberi: pittori nella Venezia del Seicento, Rimini
1996.

® V. Dal Canal, Della maniera del dipingere moderno, fiMercurio filosofico, letterario e poeticod, Venezia
1810, p. 5; T. Temanza, Zibaldon, N. Ivanoff (ed.), VeneziarTRoma 1963, p. 75; R. Pancheri, fiiAccademieo
di Pietro Vecchiao, Arte Veneta, 58, 2001, pp. 587164.

74 M. Boschini, La carta del navegar pitoresco, A. Pallucchini (ed.), Venezia-Roma 1966, p. 125.

"> E. Bordignon Favero, fiLa bottega di Pietro Vecchia a Veneziad, Atti e Meomorie delléAccademia Patavina
di Scienze Lettere ed Arti, 97, 1984-1985, pp. 1157133.

® A. Riccoboni, iAntonio Zanchi e la Pittura Veneziana del Seicentod, Saggi e Memorie di Storia dell'arte,
5, 1966, pp. 3119; B. Andreose, Antonio Zanchi pittore celeberrimo, Vicenza 2009, pp. 13731.
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Venice, in a letter dated 21 October 1662 informs Emperor Leopold I that the artist did not
start to colour the paintings which had been ordered to him, because too busy with
teachings: fiquesta mattina sono poi ritornato a fare un giro di tutti quanti li pittori, Il
Zanchi ha principiato in casa sua a fare nella prima stanza una Accademia et perci, non
ha potuto ne meno lui cominciar a colorir il suo quandro. Méha promesso volerlo fare nel

principo dellfaltra settimana, aspettando un modello al natural a modo suo.07”

For painters coming from the North of the Alps the most renown Venetian workshop was
certainly the one of Johann Carl Loth (1632 11698). Son of Ulrich, Loth was born in 1632
in Munich, but he moved to Venice in 1653 where he soon started a flourished bottega. "2
Among his many pupils and helpers from the North, some were more famous. Daniel
Seiter, from Vienna (1649-1705) was initially very close to the work of Loth, before
moving to Rome, to the school of Carlo Maratta and finally, as a protagonist at the Savoy
Court in Turin where he ended his life; Hans Adam Weisskirchner (1646-1695) was court
painter of Prince of Eggenberg in Styria; Peter Strudl (1664-171 1) was the founder of the
Vienna Academy of Fine Arts; Johann Michael Rottmayr (1654-1730), probably the
closest pupil of Loth, came to the masterds workshop in 1674 and remained there for
thirteen years and Michael V§clav Halbax (1661-1711) who was Lothds pupil at least from
1686 to 1690. "

1.5. Artistic training of Bohemian painters in Italy

For the painters coming from Bohemian Kingdom a trip to Italy to accomplish an artistic
training was undoubtedly a form of promotion and represented a presumption of success in
front of their patrons, for whom an Italian name or at least a period of training in Italy was
a guarantee of the quality of their artistic performance.

Only the rarefied mosaic of fragments of archival and biographical documents allow to
know who among the painters considered iBohemiano according to their geographic origin
or because their activity was mainly concentrated in the Czech Lands, went for a study stay

in Italy.

"7 St§tn? oblastn? archiv, TSebon, (From now on quoted as SOA TSebon), Fond Lern?n, VIII F, 1662; Z.
Kalista, Humprecht Jan Lern2n, p. 74.

"8 G. Ewald, Johann Carl Loth 163271698, Amsterdam 1965, pp. 11735.

79 Ewald, Johann Carl Loth, pp. 11735; K. M®seneder, M. Thimann and A. Hofstetter (eds.), Barocke Kunst
und Kultur im Donauraum, Passau-Linz 2013, pp. 2777286.
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We can affirm with certainty that Karel Gkr®ta (1610-1674) was in ltaly between 1629 and
at least 1636 on the basis of the information reported by Joachim von Sandrart® and in
particular thanks to a recently discovered letter dated 8 June 1636 sent from Pistoia where
the painter attested that, after his departure from Venice, he lived two years in Rome.®
Tracing the presence of Bohemian artists who travelled to Italy in the second half of the
17th century has been more difficult so far.

The eldest son of Karel Gkréta, Karel Gkreta the Younger (1650-1691), who like his father
became a painter, after an initial artistic training under the paternal supervision, left for
Italy where he settled in Rome in the years 1673-1675.

In 1943 Godefridus Johannes Hoogewerff publishing a list of Dutch artists active in Rome
between 1600 and 1725, mentioned a painter named fiCarlo Scietao living with fiDaniele
Erso at the parish of St. Lorenzo in Lucina in the year 1673. The painter is without any
doubt Karel Gkr@ta the Younger, while the second painter is to be identified with Daniel
Heintz, grandson of Joseph Heintz who was court painter of Rudolf 11.2?

In the Stati delle Anime, the name of Karel Gkr@ta the Younger is also registered in the
parish of St. Andrea delle Fratte in 1674 and in 1675 where it is reported: iMonsY%: Carlo

Screta Boemo di anni 240.%

8 3. von Sandrart, Teutsche Academie der edeln Bau-Bild-und Malerei Kunste, Vol I, N¢rnberg 1675, pp.
20371204.

81 On Gkrétads trip to Rome see L. Stol§rov§ and K. Holelkov§ (eds.), Karel Gkréta (161011674) T
Studie a dokumenty, Praha 2011, pp. 817100, 2651374. From the letter, it is clear that in 1636 the painter
remained in Rome, from where he travelled to Florence and, after stopping in Pistoia, just a few kilometres
far from Florence, he probably went back again to Venice. The document also mentions Gkr@ta address who
lived in the house of "Marek Sadeler in San Crisostomo" just next to Tiberio Tinelli and the environment of
the Accademia degli Incogniti. Marek Sadeler was the nephew of the engraver Aegidius Sadeler who most
likely was Gkr@tads first teacher. There exist also sporadic traces of Gkrétads name in Venetian inventories
and a group of survived paintings that the painter realized in Italy. On Karel Gkreta in Italy see also J.
Neumann, K ItalskRm zalatkTm Karla Gkrety, in: UmDni, 3, 1955, pp. 3131314; J. Neumann, Karel Gkreta
161071674, Praha 1974; J. Zapletalov§, Karel Gkreta, Notes from the archives in Italy, in: UmDini, 57, 2009,
p. 153; J. Zapletalov§, Gkreta, Sandrart, Oretti, poznamka ke Gkretovu pTsobeni v Italii, in: Umnni, 57, 2009,
pp. 3987402; L. Stol§rov§ and V. Vlinas (eds.), Karel Gkreta 16107T1674: his world and his era, Prague 2010,
pp. 967103.

8 G. J. Hoogewerff, Nederlandsche Kunstenaars te Rome (160071725). Uittrekseks uit de parochiale
archiven, S-Gravenhage 1943, p. 150; Archivio Storico del Vicariato di Roma, San Lorenzo in Lucina, Stati
delle anime, year 1673, f. 88, Vicolo del Bottino. Cfr. J. Zapletalov§, Karel Gkreta, Notes from the archives
in Italy, in: UmNni, 57, 2009, pp. 15571156.

8 Roma, Archivio Storico del Vicariato di Roma, SantdAndrea delle Fratte, Stati delle anime, year 1674, f.
277; year 1635, f. 23.
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Gkréta the Young lived in the neighbourhood of Isola Toscanella in San Felice street at the
Nr. 5 together with other foreign painters, including the French artists Jean Champagne
and Fran-ois Spierre and the German Nicolas Bernard.®!

If the presence of the young Gkr®ta in Rome is still traceable from archival documents, it is
harder to identify the results of the Italian lesson in his painting. His activity was mainly
carried out in the shadow of the father, conforming himself to Gkréta workshopds
production together with a number of pupils and assistants.®®

To confirm the high density of Bohemian artists in the parish of St. Andrea delle Fratte, a
certain Giovanni Spinola fiTodesco, pittore di Praga, anni 300 is mentioned in Strada della
Purificazione in the years 1677 and 1678.%° The painter is fiJohann Spinola, Mahles aus
Prag, um 1647, 1677 in Romo quoted in Allgemeines Lexikon by Thieme and Backer, but
no more is known about him.%’

The fresco painter Fabi§n V&clav Harovn?k (ca. 1637-1683),%% had a son called Karel
Leopold, who remained in Italy because of his art, as the father wrote in his testament. It
seems that Karel Leopold HarovnZk sent often paintings from Italy to Prague.®® From the
fatherds testament we deduce that Harovn2k the Younger returned to Bohemia, but if he
devoted himself to the painting somewhere it is not known.

In the biography of Michael Leopold Willmann (1630-1706), Sandrart refers about the
impossibility of the painter to go to Italy, but he sent there his two sons.*® The first, his
natural son, whose name was also Michael Willmann, died very young without having the
time to produce much as a painter, while the second, Jan Krygtof Ligka (1650-1712),
Willmannos stepson, according to the Sandrartds report, spent six years in Italy between
1674 and 1680.”

% Ibid.

8 J. Neumann, Gkr®tov@. Karel Gkréta a jeho syn, Praha 2000, pp. 1307135; Stol§rov§, Karel Gkreta 1610-
1674, pp. 4207425. Recent attribution of drawings to Karel Gkréta the Younger by Martin M§dl: M. M&dl,
Kresha Stigmatizace sv. Frantigka z Assisi a Gternbersk§ kaple v kostele pragskTch hybernT, in: Ars linearis
1. Grafika a kresba leskTch zem? v evropskTch souvislostech, Praha 2010, pp. 58765.

8 Bartoni, Le vie degli artisti, p. 345.

8 Quoted as fiJohann Spinolad in: Ulrich Thieme and Felix Becker, Allgemeines Lexikon der Bildenden
K¢nstler von der Antike bis zur Gegenwart, Leipzig 2008, Vol. 31, p. 390.

8 p. ZprSvy, Freska Fabi§na VS&clava Harovn?ka v z8mku ve Gthkni SvojanovskT, in: Lasopis st§tn2
pam8tkov® p®le. Praha: St§tn? Ystav pam§tkove p8le, 1997, pp. 797182.

8 K. V. Herain, Lesk® mal?$stv2 od doby rudolf2nsk® do smrti Reinerovy, Praha 1915, p. 62; P. Preiss, |
viaggi dei pittori barocchi boemi, pp. 3237377.

% sandrart, Teutsche Akademie, p. 370.

" Ibid.
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The initial similarity between Ligkads painting to the stepfatherds is significantly attenuated
after his return to Bohemia when Willmann himself started to be more sensitive to the new
pictorial aspects introduced by his stepson. Ligkads canvases for the Church of St. Francis
of Assisi in Prague -which clearly show the influence of his Italian training- represent the
key to understand the evolution of his painting. If the figures of the angels in the
Assumption of the Virgin (1701-1702) (Image 2) and in the Stigmata of St. Francis (1700-
1701) are obviously still closely connected with the art of Willmann, the magnificence of
the figures of the saints and the compositional construction, as well as the combination of
colours, are undoubtedly the result of the Italian influence.®?

Although Sandrart does not specify in which cities of Italy Ligka completed his training,
his painting shows striking similarities with the works of the Genovese school of painting,
especially with Valerio Castello, Gregorio De Ferrari and Giovan Battista Gaulli.*®
Whether Ligka lived for few years in Genoa it hasnit been demonstrated yet. The
geographic position of Genoa, located at the opposite side of Nord-Est Italy, made it hard
to believe that Ligka pushed himself so far in comparison with the path usually followed by
the majority of Bohemian artists. Rather, the painter absorbed the influences of the
Genoese school of painting in Venice and Rome. One should not forget that Genoese
influences were clearly perceptible in Venice where Bernardo Strozzi was active since
1630 and left a fundamental heritage by the mediation of his workshop, while Giovan
Battista Gaulli lived in Rome since 1657 until his death in 17009.

The network of personal and professional relations that gathered around the figure of Ligka
has particular importance for the understanding of the Prague artistic environment in the
second half of the 17th century.

On 12 April 1693 Ligka is mentioned among the people who took part to the baptism of the
painter Vaclav Nosek NoseckTos son Frantijek KristiSn Ezechiel (later called Siard),
together with Christian Schroder and Jan Rudolf Bys.** Ligkads artistic circuit can be
further extended to Jan Jakub Stevens of Steinfels, V&clav VavSinec Reiner, Franz
Maximilian KaRka and Michael V8&clav Halbax, with whom he collaborated on the

realization of few pictorial cycles.®

%2 3. Neumann, Jan Krygtof Ligka 1/11, in: UmNn2, 15, 1967, pp. 1357176, 2607311.

% Ibid.

% K. Plesn%kov§, V&clav JindSich NoseckT (166171732), PalackT University in Olomouc, 2010, unpublished
dissertation, pp. 15T21.

% Neumann, Jan Krygtof Ligka, pp. 1351176, 2607311.

30



On the light of these personal bonds, it is clear that Ligka belonged to the Prague artistic
community that lined up in opposition to the strict regulations imposed by the guild of
painters of Mal§ Strana. The same community tried to establish better working conditions
for the artists, as evidenced by the attempt to found the academy of art in Prague.®® The
main initiator of the project is to be considered Halbax, as confirmed by a letter he wrote
on 10 November 1708 addressed to the fellow student Johann Michael Rottmayr, whom he
met in Lothds workshop. In the letter, the painter already informed his friend of the
intention to establish an academy.?’

The motivation to found an academy certainly came from Halbaxds artistic experiences at
Lothds workshop, where the painter met a creative freedom and pedagogical practices
which were unknown to the Prague guilds still trapped in rigid rules.”

In the workshop of Loth, Halbax learnt to use the light and create chiaroscuro on the
model of Caravaggio, as demonstrated by the series of paintings of the Evangelists and the
Church Fathers in the Archbishopds Palace in Prague. Once back from Italy, Halbax made
full use of the teachings of his master, frequently reproducing Lothds compositional
schemes.

The Venetian experience was crucial for Halbax who, in addition to familiarize with the
great masters of the previous centuries, established strong friendly relationship with the
students of Lothds workshop, apart from Johann Michael Rottmayr, with Peter Strudel who
also had the impulse to found an art academy in Vienna, in his case with success.”

The celebrity of Loth was strongly felt among Bohemian artists who yearn for an
apprenticeship in his workshop. Loth was very known among Bohemian collectors and
painters. Emperor Leopold | and Count Humprecht Jan Lern?n were fervid patrons and
collectors of Lothds paintings as demonstrated by the conspicuous presence of the masterds
paintings in their collections and by the correspondence exchanged between them
concerning the commissions of paintings.'®

Even though Jan KupeckT (1666-1740) belongs to a different background being born in
Slovakia, in Pezinok (a town near Bratislava) as the son of Protestant parents originated

from Mlad8 Boleslav, he was often identified as fipictor Boemuso. He used to copy

% Herain, Pokus o zalogen? akademie umin2, p. 77.

*" Ibid.

% Ewald, Johann Carl Loth, pp. 11735; M. Racek, D2lo mal®Se Michala V&clava Halbaxe v I_ech§ch, Charles
University in Prague, 1950, unpublished dissertation.

% bid.

199 3. Novgk, Dhjiny bTval® hrabic? obraz§my na Hradlanech, in: Pam§tky archeologick®, 27, 1915, pp. 1237
141; Kalista, Humprecht Jan Lern2n, pp. 53778; Slavzlek, Artis pictoriae amatores, pp. 1311143, 3727386.
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paintings by Loth to compensate the apparently unsatisfactory teachings of his master, the

Swiss painter Benedikt Klaus.'®*

When the three-year-long apprenticeship (1681-1684)
with Klaus ended, KupeckT went to Italy. His first destination was Venice where the
painter stopped with a letter of recommendation addressed to Pietro Liberi in order to be
accepted in his workshop. KupeckT was rejected by the old master, who, already in his
70s, did not want to accept any more pupil. %

During the short Venetian stay, KupeckT absorbed the characteristics of the local
portraitists, in particular from Sebastiano Bombelli and Pietro Bellotti.*®® Probably due to
the cold welcoming, KupeckT felt soon dissatisfied by Venice and already in 1687 he
continued his journey to Rome.

With no recommendations, KupeckT met some difficulties in entering into the Roman
artistic environment. Thanks to his meeting with the Swiss painter Matej F¢essli (father of
Johann Rudolf F¢essli who later became his biographer) who recommended him to the
workshop of a mediocre painter, KupeckT could survive for a period of time by painting
copies of portraits. During his stay in Rome he maintained friendly relationships with a
community of foreign artists including the landscape painters Christoph Ludwig Agricola
and Joachim Franz Beich, the still-life painter Franz Werner Tamm and the portraitist
Gottfried Eichler, but above all he met his first major patron, the young Polish Prince
Alexander Sobieski for whom he worked for several years.*

Under the influence of Carlo Marratta and Francesco Trevisani, KupeckTos activity
focused exclusively on portraiture, but his artistic production -that over the twenty years
spent in Italy had to be conspicuous- is still far from being all traced.*®

Peter Keck (? -1730) successor of Christian Schreder in the function of court painter at the
Prague Castle picture gallery, in his request to obtain this position, wrote that after an

ordinary apprenticeship with the painter Christian Dittmann, he spent twelve years in

101 £ essli, Allgemeines K¢ nstlerlexicon, p. 765.

102 7 Orm-s, Kupeczky J§nos mint ember ®s mTv@sz, Temesv&r 1888, pp. 83185; A. Nysri, Der Portratmaler
Johann Kupetzky; sein Leben und seine Werke, Wien 1889, pp. 22736; V. Pilous, Jan Kupeckl poprv® v
Ben§tksch, in: LeskT den, 348, 19.12.1943, p. 4.

19 Ipid.

1% 1bid.

105 E. A. Gafa$%k, Johann Kupezky (166711740), Prag 1928, pp. 15748; F. DvoS§k, Kupeckl, Bratislava 1955.
pp. 18156; E. A. Gafas?k, Johann Kupezky (166671740) Ein Meister des Barockportrats, Prag 2001, pp. 77
32; E. A. Gafa$?k, Johann Kupezky (166611740). Gesamtwerk, Brno 2014, pp. 11713.
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different Italian cities where fiwith assiduous application and tireless effort he served with
his art in that country his Serenity the Duke of Modena.'*

In which Italian cities Keck stopped and how exactly he served the Duke of Modena, we
can not say. Today only few works are attributed to Keck -the Ascension of the Virgin in
the Basilica of St. James in Prague (Bazilika svat®ho Jakuba VNtg?ho) and seventeen large
paintings for the Augustinian Monastery in TSeboR- which do not give the impression that
his long Italian study stay left a strong mark in his artistic production.*®’

Even the fresco painter Jakob Stevens of Steinfels (ca. 1651-1730) must have spent in Italy
quite a long time. The Abbot of Sedlec, JindSich Snopek, in his letter of invitation to
Andrea Pozzo, offered Stevens to work as interpreter, because he fiCallet linguam

italicamo.®

When and where he learned the Italian language and the fresco technique
remains undiscovered. It is difficult to determine from his artistic production what he had

seen in Italy and what he was able to absorb or experiment.

106 M. Horyna and P. Preiss, Z&mek Troja, Praha 2000, pp. 3181319; V. Mixov§, Drobn® dodatky k
givotopisTm nikolika dvorskTch umDIcT, in: Umnn, 3, 1955, p. 353.

107 3. MalT, VlastenskT slovn historickT, Praha 1877, p. 337.

198 b preiss, Pozzo und der Pozzismu in B®hmen, in: Alberta Battisti (ed.), Andrea Pozzo, Milano 1996, pp.
4317432.
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Image 1 Pietro Francesco Alberti, Academia d' Pitori, Etching, 412 x 522 mm,
Metropolitan Museum of Art, New York, Elisha Whittelsey Collection
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Image 2 Jan Krygtof Ligka, Assumption of the Virgin, oil on canvas, 1701-1702,
Church of St. Francis of Assisi, Prague
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2. Searching for 17th century Bohemian painters in Italy. Obstacles to the research

The artistic literature is the starting point to search for Bohemian painters in Italy.

Only Joachim von Sandrart in his Teutsche Academie® informs us about the six-year-long
stay of Jan Krygtof Ligka in Italy. It is known that Karel Gkr6ta the Younger resided in
Rome at least between 1674-1675, by the records of Godefridus Johannes Hoogewerff in
the Nederlandsche Kunstenaars te Rome.*® In his Allgemeines K¢nstlerlexicon, Johann
Rudolf F¢essli*** wrote that Michael V&clav Halbax studied at the workshop of Johann
Carl Loth in Venice between 1686 and 1690. The same biographer tells us about the
sequence of events that occurred to Jan KupeckT during his twenty-year-long stay in
Italy.™? Sporadic and incomplete information can be deduced from official documentation,
like the testament of Fabign V8&clav Harovn?k or the request to the Prague Castle to became
keeper of the gallery by Petr Keck.

The information obtained, are often incomplete and synthetic, but they constitute a valid
proof of their Italian stay for many Bohemian painters.

Enlarging the research to the Italian artistic literature is far from giving better results.

The main Italian biographers and artistic literature do not mention any of the Bohemian
painters who went for certain to Italy according to the foreign literature. *3

Only the most renown Karel Gkreta seems to find a certain place in the Italian artistic
panorama. Marcello Oretti, in his Notizie deb professori del disegno, mentions the presence
of Karel Gkréta in Venice, Bologna, Rome and probably even Florence and Naples.*** Also

Francesco Maria Nicol, Gabburri in his Vite quoted fiCarlo Screta da Praga, si ferm_ gran

199 sandrart, Teutsche Academie.

19 Hoogewerff, Nederlandsche.

11 E essli, Allgemeines K¢ nstlerlexicon.

12 1pid.

3 The main Italian biographers: F. Baldinucci, Notizie de' professori del disegno da Cimabue in qua,
Firenze 1681; P. A. Orlandi, Abecedario contenente le notizie de professori di pittura, scoltura ed
architettura, Napoli 1763; G. Passeri, Vite de' pittori, scultori ed architetti che anno lavorato in Roma. Morti
dal 1641 fino al 1673, Gregorio Settari (ed.), Roma 1772; F. M. N. Gabburri, Vite di pittori (ca.17307
1742), Firenze, Biblioteca Nazionale Centrale, Palatino E. B. 9. 5, ITIV. The main Italian artistic literature: P.
Zani, Enciclopedia Metodica Critico-Ragionata Delle Belle Arti, Fidentino (ed.), Parma 1820; L. Lanzi,
Storia pittorica dell'ltalia (1809), M. Capucci (ed.), Firenze 196871974,

1141t has been demonstrated that Gkr@ta passed also by Pistoia. See the already mentioned letter in Stol§rovs,
Karel Gkrota (161071674) T Studie a dokumenty, pp. 817100; Zapletalov§, Gkreta, Sandrart, Oretti, pp. 3987
402.
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tempo in Venezia, poi in Roma dove si port, léanno 1634, indi alla patria ed in ogni luogo
diede bellissimi saggi del suo alto sapere. Mori ddanni 60.6*

Gaburri mentions again Karel Gkr@ta under the name of fiCarlo Crehen di Praga, stette un
pezzo in Roma, e fu bravissimo nei ritratti. Tanto scrive Jacob Campo Weyerman, nella
parte 11.0"° He probably misunderstood the writing of Weyerman who actually wrote
fiKarel Creeteno (and not Carlo Crehen), who might be identified with Karel Gkréta.

Italian art critics and biographers often limit themselves to repeat the quotations of the
foreign literature (Sandrart was certainly the main source) without particular additions, on
the contrary often committing mistakes due to a not so careful translation.

The archival research seems to be the most satisfactory path when searching for Bohemian
painters in lItaly, but when dealing with foreign artists, even establishing their identity
becomes very difficult. Foreign names are Italianized and not always in obvious ways.

Often artists are distinguished only by their first name and provenience.

The nationality is also complicated to determined, in fact, under the name of Germans, not
only German artists are registered, but also those from other Central European countries,

included Bohemia and Moravia.

When searching for foreign artists in Italy, determined their places of aggregation could be
helpful to find important documentation.

Meeting centres for foreigners were obviously the own embassies, national churches and
hospitals.*"’

Bohemians shared the national Church of St. Maria delldAnima, in the neighbourhood of
Piazza Navona, with the Germans, the Dutch and the Flemish.*®

There existed also an hospice for Bohemian pilgrims called Casa dell'Ospizio dei
Pellegrini Boemi situated at the number 132 of the street ded Banchi Vecchi.*®

The hospice institution dates back to 931, when King Boleslav | of Bohemia went to a
pilgrimage to Rome and founded it for Bohemian pilgrims dedicating it to St. Metodio

apostle. When in 1354 Charles IV, King of Bohemia, came to Rome to be crowned

15 Gabburri, Vite, Vol. 11, p. 24.

116 3. C. Weyerman, De levens-beschryvingen der Nederlandsche konst-schilders en konst-schilderessen, Vol
11, S6 Gravenhage 1729, p. 54.

YA, Koller and S. Kubersky-Piredda, Roma communis patria. Identit”™ e rappresentazione. Le chiese
nazionali a Roma, 1450-1650, Roma 2016, pp. 69777.

18 Chodnjovsks, Santa Maria delléAnima; Vinas, Karel Gkréta: Doba a d?lo, pp. 51767.

119 G, Matteocci, Dellfantico ospedale dei Boemi nella strada deé Banchi, in: Alma Roma, Bollettino
déinformazioni, 31, 3/4, 1990, pp. 1347142.
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Emperor, he granted special funding to the hospice, thanks to which the old building was
demolished and rebuilt a century later as indicated by the inscription in Latin on the
fa-ade: "CAROLUS IMPERATOR IIlIl REX BOEMIE ME FECIT ET H RORAW
PROCURATOR HOSPITALIS PRESENTIS ET NACIONIS BOHEMORUM
RUINOSUM REFECIT ANNO MCCCCLVII*/ '

Immediately in front of the Bohemian hospice stands the Church of St. Lucia del
Gonfalone, which is erected on the side of the street ded Banchi Vecchi. **

In a text written around the mid-17th century entitled Strade principali della Citt™, the
author reminds the crowded street fide Banchi, dove sono diversi Mercanti, Depositarij di
Monti, negozianti, Notarij, Camerati, e dell)Auditore della Camera, Banderari, Trinaroli,
Sarti, Guantari, e Fondachi de drappio.® It is likely possible that the Bohemian
community used the Church of St. Lucia del Gonfalone as place of aggregation together
with the Church of St. Maria delléAnima.

From the artistic literature and from the biographers we are acknowledged that Bohemian
painters went to Rome for a relatively short period of time in order to accomplish their
apprenticeship at the art academy and private schools.

In the Archive of the Academy of Saint Luke, there exist a register of foreign artists who
attended the Academy,*? but none of the Bohemian painters who went to Rome for their
apprenticeship appear in the list, not even under a possible modification or filtalianizationo

of their name.

A fiMons¥ Creti anno 16700 appears in the register.”** Might he be Karel Gkréta the
Younger? Gkréta surname had been modified in different ways: fiScretad was the most
common, but also fiSacretao, fiCretao, fiSaretad have to be found in documents and
inventories. His name appears in the already mentioned register of the parish of St. Andrea

delle Fratte in the years 1674 and 1675, while Hoogewerff affirmes his presence in Rome

120 The building maintains its 15th-century appearance. It was restored in 1988. It has long been intended for
residential use only.

121 The Church appears today in its 19th-century style, due to structural and decorative renovations which
took place under Pope Pius IX between 1863 and 1867. R. De Mambro Santos, fiSanta Lucia del Gonfaloneo,
Le chiese di Roma illustrate, 33, 2001, pp. 7715; D. Ferrara, fiSanta Lucia del Gonfaloned, Roma Sacra,
guida alle chiese della citt’” eterna, 12, 1998, pp. 57163.

122 Quoted in A. F. Caiola, Da via Giulia a Monserrato-Banchi Vecchi. Storie ottocentesche di tre chiese, in:
Roma Sacra, 12, 1998, p. 2.

122 The register is called Schedario XVITXIX sec. and it has been recently digitalized, it is preserved at
Archivio Storico, Accademia di San Luca in Rome.

124 Archivio Storico, Accademia di San Luca in Rome, Schedario XVITXIX sec. Quoted as fiMons Cretio.
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also in 1673. Could Gkrota the Younger be already attending the Academy of Saint Luke in
1670? The information given by the register of the Academy are too synthetic to confirm,
but also to deny, this possibility.

Searching for names of Bohemian painters in inventories of collections belonging to the
Italian aristocracy or investigating in the fiscal archive in Archivio di Stato in Rome where,
among different types of expenses also the commissions given by noblemen or religious
orders to artists are registered, would barely give some results. It is improbable that during
their artistic training the Bohemian painters could have reached such a credibility and
become so renown and appreciated to get any commission by a noblemen or by the
members of a religious order. Only KupeckT , after a not so warmth welcoming in Venice,
decided to move to Rome, where after initial difficulties, was able to affirm himself as a

portraitist and gain important commissions.

Apart from the portraits Eduard A. Gafas?k has identified as the ones realized by the painter
in Rome,'® KupeckTés name appears in the inventory of the collection of Prince Agostino
Chigi Albani. The inventory of the paintings located in Palazzo Albani dated 1818,

mentions fAltro [Ritratto] del Cardinal Piazza di Kupeskio.*?°

In the inventory of Albanifs collection dated 15 November 1852 the same painting is
located in the fi6® Galleria de' Cardinalio and it is mentioned as fAltro [ritratto] del Card.
Piazza di Stupeschio.*?’ The Italianization of KupeckT in the almost unrecognizable name

of fiStupeschio well testifies at which level foreign names could be modified.

Concerning the research in Venice, the absence of an official institution like the Academy
of Saint Luke in Rome and consequently the lack of official documentation, made it even
more difficult to individuate the names of Bohemian painters who might have undertook

an artistic training in a Venetian workshop, especially if only for a short period.

In Archivio di Stato in Venice there exists a register with names of artists who resided in

Venice, but none of the Bohemian painters seems to be recorded.*?

125 Gafa$?k, Johann Kupezky (166671740) Ein Meister des Barockportrats, pp. 7732; Gafa$k, Johann
Kupezky (1666-1740). Gesamtwerk, pp. 11713.

126 See Getty Provenience index: http://piprod.getty.edu/starweb/pi/servlet.starweb?path=pi/pi.web
(20/04/2017).

127 | bid.

128 Alphabetic register with names of artists. Archivio di Stato in Venice.
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For the same reasons as for the aristocracy in Rome, also Venetian patricians would hardly
have addressed to a not well experienced painter from Bohemia intent on accomplish his
apprenticeship in the city for the commission of a painting.

The research of Bohemian painters in the inventories of the Venetian collections published
by Cesare Augusto Levi*?®, by Savini Branca™ and in the Getty Provenience Index** do
not lead to new findings. Only the name of Karel Gkréta seems to have reached a certain

celebrity in the lagoon city to deserve the attention of Venetian collectors.

Ten paintings dated to the time when Gkréta was in Venice had been purchased there by
Count Humprecht Jan Lernin during his stay between 1660 and 1663 when he was
ambassador in the city.*** They were listed in a VVenetian inventory that remains unknown
till nowadays. The name of Karel Gkr®ta has also been found in two Venetian inventories,

the one of the painter Michele Pietra and in the collection of Pietro Curtoni.**®

During the investigation of the inventories of Venetian collections, the name of Karel
Gkréta is appeared in the list of paintings belonged to Giorgio Bergonzi, a patrician whose
collection counted more than three-hundred paintings with particular attention on foreign
painters and genre paintings.***

The inventory of the collection written by the owner himself in 1703, quoted fiun paese
bislongho con marina con sopra le figure di Diana e Polifemo di Carlo Sareta. ducati
20.0™

In a later inventory of the collection dated 22 July 1709, the same painting is mentioned as
ficopia del carrazzi ducati 50."* The painting is the copy of the subject depicting
Poliphemo and Galatea which was part of the fresco decoration by Annibale Carracci in
the Galleria Farnese in Rome. Galatea must have been confused with Diana in the

inventoryds description.

129.C. A. Levi, Le collezioni doarte e antichit ™ dal secolo XIV ai giorni nostri, Venezia 1856.

130's, savini Branca, 1l collezionismo veneziano nel Seicento, Padova 1964.

131 Getty Provenience index: http:/piprod.getty.edu/starweb/pi/servlet.starweb?path=pi/pi.web (20/04/2017)
132 7apletalov§, Karel Gkreta, Notes, p. 153; Zapletalovs, Gkreta, Sandrart, Oretti, pp. 3987402; J. Neumann,
K ItalskRm zalatkTm Karla Gkrety, pp. 3137314; Stol§rov§, Karel Gkreta 1610711674 his world and his era,
pp. 967103.

133 Zapletalov§, Karel Gkreta, Notes, pp. 1531155.

134 On the Bergonzi collection see: Borean, Il collezionismo a Venezia, pp. 2031215.

135 The inventory is transcribed in Borean, Il collezionismo a Venezia, pp. 3621383. Gkrétads painting is listed
at the inv. Nr. 131, p. 369.

138 |bid, inv. Nr. 131, p. 369.
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Karel Gkr@ta was able to affirm himself in the artistic environment of Venice, but

apparently he remained an isolated case.

2.1. The study stay of Christian Schroder in Italy™’

Thanks to the generous support of his first patron, Count Jan J§chym Slavata, Christian
Schroder had the possibility to undertake a study stay in Italy of the duration of three
years.'*®

Schroder was born in 1655 in Goslar, Lower Saxony, where he likely trained under a local
painter. In October 1674, at the age of nineteen, Schroder arrived in Tell where he started
his service for Count Slavata.*** How he came in contact with the Count, is not know. The
literature mentions his activity in Tell, JindSichTv Hradec and in minor Slavatads estates,
where the painter contributed to the rebuilding and refurnishing of the familybs properties.
According to the letter Schroder wrote on 17 January 1684 to ask for the vacant position of
inspector of the Prague Castle picture gallery after the death of Filip Mazanec (1637-1684),
the painter spent several years in Rome and Venice where he studied with different famous
masters and received his qualification: 6Und ich nun mich von meiner Jugend auf dieser
Kunst nicht allein [€] apliciret, soundern nachdeme Ihre Hochgrf Excellenz Herr Graf
Slawata mir die Gnad getan und auf dero Unkosten in W2Ischland raisen lassen, so wohl
zu Rom als Venedig bei verschiedenen ber¢ihmten Kunstmahlern durch etliche Jahrlang

dergestalten qualificit gemacht habe.'*°

37 This chapter has been published in Umini: A. Fornasiero, The study stay of Christian Schroder in Italy, in:
Umbnni, 64/5, 2016, pp. 426-431.

138 3. Novgk, Slavatov®, pp. 17736; J. Kubeg, S%dla Jana Ji$*ho J§chyma hrabite Slavaty, pp. 71781. See also
the letter written by Jan J8chym Slavatabs brother, Karel Felix Slavata, dated 19 February 1678: ice que je
depens pour luy sont douzes escus par mois pour le refrais de la table, et des couleurs ordinaires, et un escu
pour la chambre, [€] etant =~ present trois mois du son sejour sont tous les depens faites pour luy
quarantiescus, et demy, et ayant vous envoy® quatre mille escus, suffiront pour trois autres moisé. SOA
TSeboR, pracovigtd JindSichTv Hradec, RA SlavatT, Rome, 19 February 1678. See also J. G. Meusel, Neue
Miscellaneen artistischen Inhalts f¢or K¢nstler und Kunstliebhaber Erscheinungsdatum, Leipzig 1796, pp.
3077309.

139 A farmer from the village of Markvartice was paid half measure of oats for having ride the painter to Tell
on 6 October 1674. See J. Nov§k, Slavatov®, p. 30.

9 Mixov§, Drobn@ dodatky k givotopisTm, pp. 3521353.
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The letter represents a valid proof of Schrederfs stay in Italy, which is confirmed by the
information contained in a series of letters preserved in the archive of JindSichTv
Hradec.'*!

The letters, written in French, were sent to Count Slavata by his brother, the Carmelite
Karel Felix Slavata from Rome, where he lived from 1662. They contain references to
Schrderds activity and progress while, under Karel Felix Slavatads protection, the painter
lived in Rome.'*?

According to the letter Karel Felix Slavata wrote on 27 November 1677, Schroder arrived
in Rome on November 25 of the same year: 0Hier vostre peintre, qui arriva avanthier, fut
aupr s de moy [&]vous me le recommand@).**®

On his arrival in Rome, Schreder was entrusted to a Bohemian painter, native of Wittingau
(TSeboR), who had to find him accommodation in the neighbourhood of Chiesa Nuova,
well lighted and with every comfort for his profession.*** Karel Felix Slavata writes: 6je
loay addres® =~ un Peintre Bohemois fort honnette, et bien savant, qui est naturel de
Wittingaud and ¢je luy ay donn® la commision, qui luy donn® une chambre bien commode
et de bonne lumiere dont *" propos pour sa Profession, il mda promis de le vouloir faire en
son voisinage, qui est tout pr s de Chiesa nuova.d The same painter ¢le conduir’”™ dans les
academies et luy fera voir toutes les belles peintures et sculptures pour néen avoir selon
son plaisird. 1*°

In the letter dated 19 February 1678, Karel Felix Slavata wrote to his brother that: ¢vostre
peintre, [€] le soir il sten va dans une academie pour se plus perfectionner dans le
desseind.*®

At the Academy of Saint Luke in Rome there is an undated register with names of artists
who entered the academy,**’ but the name of Christian Schroder, or a variation of it, does

not appear.’*® However, the fact that in the letter Karel Felix Slavata specified that

141 Novgk, Slavatov®, pp. 30733. The scholar did not take in consideration some important letters.

142 Unfortunately Count Slavatads letters, which might contain important informations, are not preserved.

143 SOA TSeboR, pracovigt JindSichTv Hradec, RA Slavat]. Rome, 27 November 1677.

144 Chiesa Nuova was part of the parish of St. Maria in Vallicella. It is not possible to trace the presence of
Schreder in the parish from the register Stati delle Anime because only the years 161071617 are preserved.
Archivio Storico del Vicariato di Roma, St. Maria in Vallicella, Stati delle Anime.

145 SOA TSeboR, pracovigth JindSichTv Hradec, RA SlavatT. Rome 27 November 1677.

148 bid. Rome, 19 February 1678.

7 Rome, Accademia di San Luca, Archivio Storico, Schedario.

148 Nevertheless, the name of Christian Schroder appears in F. Noack, Schedarium, Biblioteca Hertziana in

Rome. It is a manuscript which systematically catalogues with shorthand notes the presence of foreign artists
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Schroder practiced drawing in the evening, confirms that he was referring to a private
academy where T in contrast to the Academy of Saint Luke T the meetings usually took
place in the evening.**

A further proof that Schrder attended a private academy is the letter dated 17 December
1678 (Image 3), where Karel Felix Slavata writes that he recommended Schreder to the
painter Ciro Ferri: 6Je fus léautre jour aupr s de Ciro Ferri un des premiers Peinteurs de
cette ville, je lui recomanday vostre Christiand.*

Between 1673 and 1686 Ciro Ferri (1633-1689)'*" was involved in the teaching of drawing
and painting in the Accademia Fiorentina co-directed with Ercole Ferrata and promoted by
Cosimo Il at Palazzo Madama in Rome.* The Academy was mainly dedicated to the
Florentine artists who came to Rome to accomplish their artistic training.

Schreder could not be one of Ciro Ferrids pupils at the Accademia, but he might have
consulted the master regularly, attended private lessons in copying the masterfs drawings
as exercise, shown him his progress and had his works corrected.**

Unfortunately, only painted copies have been safely attributed to Schreder up to the
present. SchrPderds copy after The Baptism of Christ by Guido Reni for the Church of St.
John the Baptist in JindSichTv Hradec (Image 4), the copy after Bernardo Strozzi, The
Sermon of St. John the Baptist today preserved at LitomiSice Cathedral of St. Stephen
(Image 5), and a series of forty-three copies after original paintings from the Prague Castle

picture gallery that Schreder painted between 1688-1689 under commission of Gudakar

in Rome. ¢Schreder, Christian, Maler aus Goslar, wurde nach 1682 von Slawata auf 2 Jahre nach Rom und
Venedig geschickt. Nach seiner R¢ckkehr wurde Schr. b®hmischer Hofmaler und Generalinspektor. (Meusel
Neue Miszellanen, Il Heft.1797. p. 306 ff.)d Noack was not precise indicating the dates. The year 1682 as
starting date of SchrPderds stay in Italy is evidently a mistake as well as the duration of Schrederds stay (only
two years according to Noackds quotation).

%9 Cavazzini, Pittori eletti e fiBottegario, pp. 797T96.

10 SOA TSeboR, pracovigt JindSichTv Hradec, RA SlavatT. Rome, 17 December 1678.

151 Fagiolo Dell6Arco, Cortona e i Cortoneschi, Roma 2000, pp. 85187, 1557161; B. W. Davis, The drawings
of Ciro Ferri, New York 1986, pp. 3, 82798, 110; M. Gregori and E. Schleier La pittura in Italia. Il Seicento,
Milano 1989, p. 736.

152 On the Accademia Fiorentina see: M. Vison”, LoAccademia di Cosimo 111 a Roma (167371686), in: M.
Gregori  (ed.), Storia delle arti in Toscana, Il Seicento, Firenze 2001, pp. 1667170;
K. Lankheit, Florentinische Barockplastik. Die Kunst am Hofe den letzten Media 167011743, M¢nchen
1962, pp. 29737, 2451267.

153 N. Pevsner, Le accademie doarte, Torino 1982, pp. 40754, 3251355; A Cipriani, LoAccademia di San
Luca dai concorsi dei giovani ai concorsi clementini, in: A. W. A. Boschloo (ed.), Academies of Art between

Renaissance and Romanticism, Leiden 1989, pp. 61176; Cavazzini, Painting as business, pp. 64166.
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Dietrichstein for Libochovice Castle, cannot be considered for tracing the features of the
painterts artistic production.*>*

So far, the only known original painting by Schr@der is the altarpiece representing The
Holy Trinity for the Church of the Holy Trinity (Kostel NejsvNtDjg2 Trojice) in Nov§
BystSice (Image 6), whose preparatory drawing was realized by the painter during his stay
in Rome.

On 17 December 1678, Karel Felix Slavata wrote that Schroder dsooffrit de faire un dessein
tresbeau pour le Grand Autel de votre Eglise de la Tressainte Trinit 0.*>®> The drawing sent
to Count Slavata in Prague is not preserved, while the original altarpiece that Schreder
realized after his return, was strongly overpainted in the 19th century making it hard to
recognize the painterés hand.'*®

In the years 1678-79, Ciro Ferri was occupied in the fresco decoration of the dome of the
Church of St. Agnes in Rome representing The Holy Trinity (Image 7), when, according to
Karel Felixds letter, Schroder came in contact with the painter.*®” For the realization of St.
Agnesi fresco, Ferri took inspiration directly from his masters fresco, The Holy Trinity by
Pietro da Cortona for the dome of the Church of St. Maria in Vallicella (Image 8). Ciro
Ferrios drawing A soul presented to the Holy Trinity (Image 9) (Duke of Devonshire,
Chatsworth, inv. Nr. 590) or the drawing The Holy Trinity attributed to Anton Domenico
Gabbiani (or to Ciro Ferri) (Image 10) (Staatliche Graphische Sammlung, Munich, Inv. Nr.
2624) are preparatory drawings and studi on the subject of The Holy Trinity that were

54 Novgk, Slavatov®, pp. 30-32; Ciglenelki, Malby Kristiana Schrodera, pp.77-79; Ciglenelki, Slike iz
Libochovic, pp. 871105; M&dl, Tencalla, I, pp. 325-350.

155 SOA TSeboR, pracovigth JindSichTv Hradec, RA SlavatT. Rome, 17 December 1678: 6il sboffrit de faire un
dessein tresbeau pour le Grand Autel de votre Eglise de la Tressainte Trinit, pourtant vous fer®z grace de
mdenvoyer l6hauteur, et la largeur du tableau, et tout de meme dbaviser la qualit® de la lumiere, = fin quéil
puirr” bien accompagner tout ce que metra en ce dessein, infailliblement vous léapprecier@r forto.

156 The painting was restored in 1888 by Frantigek Mayerhofer; his signature and the date are on the bottom
right of the painting.

57 The contract was signed already in 1670 and it was supposed to be finished by June 1674, but, in April
1676, it was renewed and extended for other four years. The work, closely inspired by Cortonads dome in St.
Maria in Vallicella, proceeded slowly perhaps due to technical difficulties, so that it was left unfinished and it
was ultimated only after the death of Ciro Ferri by Sebastiano Corbellini. Fagiolo DelloéArco, Cortona e i
Cortoneschi, pp. 85-87, 155-161.
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produced in Ferrids workshop and likely belonged to the same group of studi of
composition.**®

Although the subject of The Holy Trinity does not allow large variations in the
composition, it is evident that the frescoes by Pietro da Cortona and by Ciro Ferri, as well
as the mentioned drawing from Ferrios cycle and Schroderbs altarpiece of The Holy Trinity
have common features. Certainly, Schroder had the possibility to see the drawings that
circulated in Ferriés workshop and to take inspiration for his own composition.

In an other letter, Schreder himself proposed to Count Slavata to paint for the Nov§
BystSiceds altarpiece only the triad with God, Jesus and the Holy Spirit. On 21 February
1679 Karel Felix Slavata writes: 6Jéay parl® avec vostre Peinteur de vostre intention quand
au Grand Autel de I6Eglise de la Tressainte Trinit®, il moa dit, quoil estime, quéil soit plus
propre de ndy metre rien autre, que la meme Tressainte Trinit®, qubavec la gloire en haut,
et au milieu et en bas le globe du monde il rempliront tout le ¢ maim e de ce tableau,
pourtant si vous le comamd®r autrement pour la d votion, que vous av@r ~ ses autres
Trinit@s en Terre, il est tout prompt "~ obeir, c@pendant il obeira * vos orders.™®
Originally Schrederos Holy Trinity had to occupy the entire canvas without the bottom part
with the Virgin Mary, Joseph, Anne and Joachim, exactly as in Cortona and Ferrios
compositions. Likely, the architecture on the background that reminds to the polychrome
marble columns decorating the altar, was added to the composition later, when the painter
came back to Bohemia and could personally see the altar in the Church.

Certainly, Schreder could not remain indifferent to the teachings of Ciro Ferri. Even if not
directly visible in his artistic production, the plasticity and chiaroscuro learnt from the
Roman master would become key points of his teaching when later he himself assumed the
role of teacher. Schreder became the means through which his pupils, in primis V8clav
JindSich NoseckT and Petr Brandl, absorbed the features of Roman painting without
crossing the borders of their homeland.*®°

In Rome, apart from improving his painterds skills through the practice of drawing in the
academies and through the direct observation of the paintings and sculptures in the City,

Schrederfs main activity was to make copies for the collection of Count Slavata which

158 On Ciro Ferri as draftsman see in particular: Davis, The Drawings of Ciro Ferri; M. Jaff®, Old master
drawings from Chatsworth, London 1993; S. Prosperi Valentini Rodin_, Pietro da Cortona. | Disegni,
Milano 1997; Fagiolo DelléArco, Cortona e i Cortoneschi, pp. 85-87, 155-161.

159 SOA TSeboR, pracovigt JindSichTv Hradec, RA Slavat]. Rome, 21 February 1679.

0 On the topic see chapter 4. On the painter V8&clav JindSich NoseckT see Plesnzkov§, V&clav
JindSich NoseckT, pp. 15-26.
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were sent to Prague, thanks to Slavatads acquaintances who were travelling from Rome to
Prague and took the copies with them. Karel Felix Slavata was responsible for choosing
the paintings to be copied: dquant moy choisions les meilleures tableaux dbicy déen faire
des copiers pour votre serviced.'®! In the letter dated 19 March 1678, he specified that the
paintings were oquatres tableaux chez Mr. Le Duc Salviati, c'est-""-dire Ste Maddaleine S.
Jean Baptiste, St Catherine, et St Apolonie, et chez Monseig. Saquatti deux autres, le
David, et un bel enfant endormybd and that étous ce six tableaux il vous les envoyer™™ en peu
des jours parmy B. Mathei Architecte du Monseig. Archeveque de Pragued.®? This last
information is particularly important as it allows us to collocate with certainty the date on
which the architect Jean Baptist Mathey first came to Prague. It is usually believed that the
French architect spent two decades (between 1655-1675) in Rome, and that he arrived in
Prague as early as in 1675, when he started the rebuilding of the Archbishopds palace in
Hradlany Square at the service of the Archbishop Jan BedSich of Valdgtejn.'®® The letter
clearly indicates that Mathey was still in Rome on 19 March 1678 and that he would have
left Rome after a few days.

Schroder copied four paintings from the collections of the 6Duc Salviati6, who has to be
identified with Duke Antonio Maria Salviati (1665-1704), the last member of the Roman
branch of the family, a famous collector who played an important role in building the
Salviati collections, in particular the collection of antiquities which was located in Palazzo
alla Lungara in Rome.*®

Another two copies were made after paintings belonging to éMonsignor Saquattid, whose
identity has to be connected with Monsignor Urbano Sacchetti (1640-1705), who was
destined for an ecclesiastic career and for this reason could have easily been an

acquaintance of Carmelite Karel Felix Slavata.*® Schroder also worked for Monsignor

161 SOA TSeboR, pracovigt JindSichTv Hradec, RA SlavatT. Rome, 27 November 1677.

192 Ipid. Rome, 17 March 1678.

163 ). KosSgn, fiProstorotvorn® iluze Anselma Luragad, UmNn2, 21, 1973, pp. 54-65; J. Krop§lek, fiTvorba
architekta Jeana-Baptisty Matheyho pro glikovsk® panstv? veligsko-vokgick®d, Listy starohradsk® kroniky,
16, 1993, pp. 37-44; M. Horyna and P. Paul, Le palais Buquoy, ambassade de France ~* Prague, Paris 2005,
p. 43; G. V&cha, fiMathey delineavit: N§hrobek hrablte Humprechta Jana Lernzna z Chudenic ve svitle
psemnich pramenT (168311688)0, in Ji$? Roh§lek (ed.), Sepulchralia et epigraphica V. F-rum
epigrafickTch a sepulkr§Inzch studi2, Praha 2014, pp. 2197240.

184 For a complete documentation of the Salviati family see P. Hurtbise, Une Famille- T@moin. Les Salviati,
Citt” del Vaticano 1985.

185 Urbano Sacchetti became Apostolic Protonotary in 1661, Cleric of the Camera Apostolica in 1663, its
uditore in 1679, Cardinal in 1681 and Bishop of Viterbo and Toscanella in 1693. L. H. Zirpolo, Ave Papa,
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Sacchettiés brother, Marquise Giovanni Battista Sacchetti.'®® Karel Felix Slavata writes:
0Vostre Peinteur travaille =" present pour le Marquis Saquatti, je léestimois tresjuste, ayant
Monseig. Son frere fait fortes courtoisiesd,'®” but no letter specifies in which activity
Schreder was involved in the service of the Marquise.

In the late 1630s, the Sacchetti family started the construction of the Villa del Pigneto, in
the outskirts of Rome. The architect of the project was Pietro da Cortona who was also
entrusted with the fresco decoration of the interiors. Cortonads frescoes were destroyed in
the late 17th century, but drawings and engravings realized by contemporary artists have
survived.*®

The drawings and engravings realized after Cortonads frescoes of the Villa del Pigneto
allow to determine the subject of the decoration which consisted of four episodes set as
quadri riportati in a quadratura framework reproducing the story of David.

Cortona and his pupils also painted replicas of The David cycle on four individual
canvases, which have survived: two paintings by Cortona are today located in Pinacoteca
Vaticana and they represent David slaying Goliath (Image 11) and David and the lion
(Image 12). Cortonads pupilds replicas in Palazzo al Quirinale are David agreeing to kill
Goliath and The triumph of David.'®°

Considering the popularity of the subjects, we can hypothesize that the fiDavido mentioned
by Karel Felix which was copied by Schr@der in the Sacchetti Palace was one of the
subjects from The David Cycle, likely copied from one of Cortona or his pupilsis replicas.
In the inventory of the Slavata collection of 1689 it is listedfiDavid with the head of
Goliathd. This is with high probability the copy by Schroder.!™

On 29 June 1679, Karel Felix Slavata reported that Schreder was working in the 6Palais du
Prince de Palestrined, from where ¢il y a fait un tres beaux Tableau doun Cardinal de
Titiend.!™ Palazzo Colonna Barberini, called Palestrina, was property of the Barberini
family from 1630. It is possible that dthe portrait of a Cardinal after Titiand copied by
Schroder was the famous portrait of Cardinal Pietro Bembo by Titian today at the National

Ave Papabile: the Sacchetti family, their art patronage, and political aspirations, Toronto 2005, pp. 127-
132. Nov8k did not identify the surname fiSaquattio, which is clearly a modification of Sacchetti. Cfr. Nov8k,
Slavatov®, pp. 30-32.

1 Ipid.

167 SOA TSeboR, pracovigth JindSichTv Hradec, RA SlavatT. Rome, 31 December 1678.

168 3. M. Merz, Barberini and Sacchetti. Die groCen Familien Italiens, Stuttgard 1992, pp. 43-56, 462-463.
189 |pid.

70 The inventory is transcribed in Nov§k, Slavatov®, pp. 24-29, inv. Nr. 10, p. 25.

11 SOA TSeboR, pracovigt JindSichTv Hradec, RA Slavat]. Rome, 29 June 1679.
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Gallery of Art in Washington (Image 13), which at that time was owned by Maffeo
Barberini and located in Palazzo Palestrina.

None of the copies Schreder painted in Rome is preserved or identifiable, but they
certainly became part of Count Slavatads collection in the family palace in Prague. The
inventory written in 1689 after the Countds death, lacks a precise description of the

172 After his death the entire Slavata collection was

paintings and there are no attributions.
split between his wife and daughters, leading to its gradual dispersal and the consequent
difficulty in identifying the paintings.'”® Nevertheless, in the 1689 inventory, three of the
subjects copied by Schreder in Rome are listed side by side in the same room: 6V tabulnici:
Sv. Jan Kétitel, Sv. M. Magdalena, David s hlavou Goli§govoud.'™ It is possible that they
were the paintings copied by Schreder in the palaces of Duke Slaviati and Marquise
Sacchetti.

In a letter dated 15 April 1679, Karel Felix Slavata reported to his brother a request by the
painter to spend at least another year in Rome: évostre Peinteur demeure icy encor pour un
autre An, ce que joespere ser” pour son profit, car il se perfectionner” toujours
davantages, et ce meme ser”” par consequence pour vostre ben®ficed.!” It is not possible to
know for certain whether the request was accepted by the Count or not. The last preserved
record of Schr@derds stay in Rome is a letter dated 29 June 1679, where Karel Felix Slavata
wrote: 0jdespere de le [Schroder] faire travailler en plu des jours dans le Palais du Prince
de Palestrined.*”

Schroder likely left Rome soon after the beginning of 1680, travelling along the Italian

peninsula, probably stopping by Venice before crossing the Alps.

2.2. Christian Schreder in Venice?

The hypothesis that Christian Schroder spent a period in Venice between 1677 and 1680 is
based on the letter dated 17 January 1684, in which the painter asked for the vacant
position of inspector of the Prague Castle picture gallery and wrote that 6zu Rom als

Venedig bei verschiedenen ber¢hmten Kunstmahlern durch etliche Jahrlang dergestalten

172 Nov§k, Slavatov®, pp. 24-29.

173 Ibid.

174 Ibid.

175 SOA TSeboR, pracovigth JindSichTv Hradec, RA SlavatT. Rome, 15 April 1679.
17 1bid. Rome, 29 June 1679.
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qualificit gemacht habed,*’” but no other archival evidence concerning his Venetian stay
has been found so far.

There exists an engraving by Bernhard VVogel made after a portrait that 6Schroeder pinxit
Venetiiso, as reported on the bottom left side of the etching (Image 14). The first to quote
the engraving was Johann Rudolf F¢essli in his Allgemeines K¢ nstlerlexicon, who wrote
about Christian Schreder: ¢Kaiserlicher Hofmaler, und Aufseher ¢ber die Kunstgallerie zu
Prag; lebte um 1675- B. Vogel bat ein Bildnis nach ihm in Schwarzkunst gearbeitetd.!®
The same brief information is reported by Gottfried Johann Dlabal in Allgemeines
historisches K¢ nstler-Lexikon f¢r B®hmen, who in Schr@derds short biography basically
repeats what is already affirmed by F¢essli: 6B. Vogel hat nach ihm in Kupfer
gestochen.o'™® Georg Kaspar Nagler in the Neues allgemeines K¢ nstlerLexicon specified
that 6Vogel stach nach ihm [Schroder] das Bildniss des J.J. Pommer.§*®

The engraving by Vogel reproduces a portrait of Johann Jacob Pommer (1659-1717)
égroste Banquier in Venedigl as reported by the etching. The Pommers were Protestant
merchants from south Germany. In 1665, Johann Jacob Pommer visited the Stuttgart
School and came to Italy probably a few years later. Around 1701 he was mentioned in
Venice as an important banker and member of the Fondaco dei Tedeschi.'®*

Nevertheless, if Christian Schreder was the author of the original portrait engraved by
Vogel, it means that the painter made it when he was in Italy between 1677-80, when
Pommer was only eighteen years old, while the engraving clearly shows an older man.
Consequently F¢essli, followed by the later biographers, must have confused Christian
Schroder with another painter.’® The author of Pommerés original portrait is actually
Georg Engelhard Schreder (1685-1750), a painter from Stockholm who lived in northern
Germany from 1705, before moving to Italy. He spent five years in Venice where he
copied old masters, and painted landscapes and portraits.*** Around 1710 he portrayed

Johann Jacob Pommer, at that moment a renowned forty-year-old banker in Venice.

7 Mixov§, Drobn@ dodatky k givotopisTm, pp. 352-353.

178 £, essli, Allgemeines K¢ nstlerlexikon, p. 1546.

1 Dlabal, Allgemeines historisches, p. 69.

180 Nagler, Neues allgemeines, p. 30.

181 R. Magnus, Zwischen Sklavenkassen und T¢rkenp@ssen Nordeuropa und die Barbaresken in der Frghen
Neuzeit, Berlin 2012, pp. 333-334.

182 The most recent studies on Christian Schroder erroneously quote Vogelos engraving as proof of the
painterfs stay in Venice. Cfr. M8dl, Tencalla, I, pp. 325-326.

183 Thieme - Becker, Allgemeines Lexikon, pp. 294-295.
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Even if Vogelds engraving was erroneously connected with Christian Schr@der and cannot
represent a valid proof of the painterds stay in Venice any longer, he must have spent a
period of time in the Lagoon according to his own words. The question is when and for
how long.

Karel Felix Slavata never refers to Schreder staying in Venice in the letters he sent to
Count Slavata.

In the letter of recommendation that Karel Felix addressed to HeSman Jakub Lernzn on 5
April 1685 (Image 15), the Carmelite just mentions SchrPderds three-year-long stay in
Rome as guarantee of the painterds abilities: fiLa presente sar’™ consegnata a V. S, Ill.ma da
Cristiano Sreder @i~ pittore di mio fratelllo a di cui spese fu tre anni in Roma a
perfezionarsi nella sua arte (&), hora egli ambisse dedicar a V. S, Ill.ma la sua servit: e a
questo fine mi ha pregato di raccomandarglielo. Lo posso far con molto fondamento,
avendo in lui conosciuto sempre un ottimo €, placido, timorato di Dio, e eccellente nella
sua arte, a ciod lo raccomnado a V. S, Ill.ma. spero riportare un favorevole riscontoro. Fr
Carlo Felive Slavata.o'®

As we know, in October 1674, Schreder came to JindSichTv Hradec where he worked for
three years at the service of Count Slavata before leaving for Italy.®*® Assuming that
Schreder arrived in Rome on 25 November 1677, he did not have much time to spend in
Venice before his arrival in the Eternal City. On 15 April 1679, Schreder asked Count
Slavata for permission to spend another year in Rome.™®” We can suppose that he did so.
However, when travelling from Bohemia to Italy, Venice was the first stop for noblemen
and artists whose actual destination was Rome. Schreder must have stopped in Venice
either on his way to Rome or returning to Prague at the end of his Roman apprenticeship.

It is not possible to say for how long Schreder stayed in Venice, probably just enough time
to visit the city and its palaces and churches, but not enough to get into a local workshop.
Whereas in Rome he had the protection of Karel Felix Slavata who introduced him to the
academies and the palaces belonging to the Roman aristocracy, in Venice it would have
been difficult to enter the artistic network of the city without any recommendation. The
easiest way was to get in contact with the community of foreign artists, in particular the
German-speaking painters gravitating around the master Johann Karl Loth, the Munich-

born painter and naturalized Venetian, whose flourishing bottega was a popular choice

184 SOA TSebon. Fond Lern?n. Vienna, 5 April 1685.

185 Rybylka, PomTcky k givotopisn®mu, p. 33; Novgk, Slavatov®, pp. 30-32.

186 SOA TSeboR, pracovigtd JindSichTv Hradec, RA SlavatT. Rome, 27 November 1677.
187 |bid. Rome, 15 April 1679.
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among the artists coming from the north of the Alps. It would not be such a venture to
advance the hypothesis that Schreder set foot in Lothés workshop, at least to attend some
of his lessons, but not for long enough to accomplish his artistic training as did Michael
V&clav Halbax about ten years after Schroderds study trip to Venice.'®®

Schreder must have come back from lItaly at the beginning of 1680 as in March of the
same year he is mentioned in Prague with the title of 6Slawatischer Cammermahlerd.*® In
1681 he was already working on a Castrum Doloris under the commission of Count
Slavata and on the altarpiece of the Church of the Holy Trinity in Nov§ BystSice, which
was finished in 1682.'%

After his return, Schroder was active also in Tell and Gopron for Count Slavata, but in
which activities he was involved is still an open question, the artistic literature is scarse in
information, as is the archival material.

Only analizing the rests of Count Slavatads patronage it is possible to advance some
hypothesis on the role performed by Schreder in the development of the ambitious and

vaste plan of renovation undertook by Count Jan J§chym Slavata.*™*

188 On Lothts bottega see Ewald, Johann Carl Loth, pp. 11-35. On Halbaxds study stay in Venice see F¢essli,
Allgemeines K¢ nstlerlexikon, p. 305; Racek, D2lo mal’Se Michala V§clava Halbaxe, pp. 15-25.

189 Rybylka, PomTcky k givotopisn®mu, p. 33.

199 Novgk, Slavatov®, pp. 30-32; Rybylka, PomTcky k givotopisn®mu, p. 33.

1 1bid.
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Image 3 Letter by Karel Felix Slavata, SOA TSeboR, pracovigtd JindSichTv Hradec, RA SlavatT,
Rome, 17 December 1678
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Image 4 Christian Schroder, Copy after Guido Reni, The Baptism of Christ, oil on canvas, 1677,
Church of St. John the Baptist, JindSichTv Hradec
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Image 5 Christian Schreder, Copy after Bernardo Strozzi, The Sermon of John the Baptist, oil on
canvas, ¢. 1689-90, Cathedral of St. Stephan, LitomNSice
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Image 6 Christian Schreder, The Holy Trinity, oil on canvas, 1679,
Church of The Holy Trinity, Nov§ BystSice
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Image 8 Pietro da Cortona, The Holy Trinity, fresco, dome of St. Maria in Vallicella Church, Rome
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