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prostor atp., p řece jen — p r á v ě pro povahu samotného p ř e d m ě t u — tu existuje u rč i t á 
nejistota interpretace. Cestu k syntéze , k post ižení typů , scén nesoucích vývoj , i celé 
d ivadeln í oblasti v idí Jacquot v oblasti vyloženě kompara t i s t i cké s t ím, že p ř i n á 
p a d n ý c h analogi ích mezi vzdá lenými oblastmi n e s m í m e zapomína t na jejich odl išné 
kontexty. 

Sborn ík obsahuje, jak jsme viděl i , č ty ř ia t ř ice t studil b a d a t e l ů sku tečně z n á m ý c h 
jmen: z oblasti n ě m e c k é Thea t e rwi s senscha í t — Heinz Kindermann, Cař i Niessen, 
mnichovský Gunter Schone, z f rancouzského d ivade ln ího v ý z k u m u vedle z m í n ě n é h o 
Jeana Jacquota, A n d r é Chastel ze Sorbonny aj., objevují se j m é n a p ředs tav i t e lů 
angl ické i amer i cké teatrologie i jejich kolegů z I tá l ie a severských zemí. 

Snad je tato „západní" orientace n e v ý h o d n á v tom směru , že p r á v ě s lavis t ická 
oblast mohla dokreslit tuto problematiku — p ředevš ím v kap i to lách apercepce a 
v las tn ího p ř í s tupu k i t a l ským v l i v ů m jak v oblasti da lma t ské , tak v oblasti česko-
polské. 

Zdeněk Srna, Libor Stukavec 

Tristan R e m y , Klauniády. (Z f rancouzského or ig iná lu En t r ées clownesques přeloži l 
a vysvět l ivky napsal Jan B r a b e c . Praha, Orbis, 1968, 284 strany.) 

Výstupy k l a u n ů pa t ř í k v ý z n a m n ý m p r o d u k t ů m d ivade ln ího charakteru, žij ícím 
mimo oblast divadel. Ce lým s v ý m r á z e m blížily se v y s t o u p e n í m různých kočovníků 
na náměs t í ch a t rž iš t ích. 

Vznikaj íce z n á p a d ů svých in t e rp re tů , dos táva ly výs tupy k l a u n ů defini t ivnější po
dobu v manéž ích c i rkusů. Jejich scenár ia se pak šíř i la , obrušova la a do tvá ře la ú s tn ím 
podán ím, n iko l i n e p o d o b n ý m t r a d o v á n í p ro jevů folklorních (lidových písní , pohádek , 
pověst í atd.). 

Zel , dlouho se nenaše l nikdo, kdo by specifické u m ě n í k l a u n ů , stojící jak na pro
jevu m l u v n í m , tak na projevu ak roba t i ckém, p í s emně zachyti l . Ač šlo leckdy o klauny 
těšící se p l n ý m p r á v e m o h r o m n é s lávě (bra t ř i Fra te l l in i , Enrico Sprocani — z n á m ý pod 
j m é n e m Rhum, Dar io a Manr ico Menchi atd.). Teprve f rancouzský spisovatel Tristan 
R e m y , autor pros lu lé kn ihy o „pos ledním z p ie ro tů" Janu K a š p a r u Debureauovi, 
houževna tým úsi l ím shromáždi l na 150 k l aunovských výs tupů . Z nich pak vybra l 
60 čísel, těch, k t e r á ke s v é m u proveden í po t řebuj í co n e j m é n ě rekvizit , a shrnul je do 
samos ta tné knihy. A tak jsou podklady tohoto své rázného uměn í , k t e r é se víc nežl i 
po sto let dědí od generace ke generaci k l a u n ů a k t e r é p řecház í t aké od n á r o d a k n á 
rodu, konečně zaznamenány . 

Remy př i rozeně věnova l největš í pozornost k l a u n s k ý m v ý s t u p ů m ze zemí z á p a d 
ních. Svědčí o tom i p ř e d m l u v a „Klaunský v ý s t u p " , pokoušej ící se p ředevš ím zachytit 
historii k l aunských scének, žel, jen ve Franc i i , k a m k l a u n o v é př iš l i z Angl ie (napr. 
Andrew Ducrow) po n á v r a t u Bourbonů . Klas ická doba k l a u n ů n a s t á v á ve Franc i i 
rokem 1864, kdy b y l v y d á n zákon o d ivade ln í svobodě, otevíraj íc í cirkus ml u v en é 
komedii. Remy sice p ř i p o m í n á r ů z n é druhy k l a u n ů (humoris t ický, pol i t ický atd.), 
sepětí jejich u m ě n í s t rad ic í komedie delT arte, s mimy, se španě l skými šašky apod., 
i fakt, že s k launer i í souvisí f i lmová groteska, n i c m é n ě obšírněj i a h louběj i tyto 
vztahy nerozebí rá . K tomu, aby vzn ik la t aková to synte t ická práce , bylo by zapot řebí 
předchozích s tudi í o k l aunských výs tupech jednot l ivých ná rodů . R é m y m u náleží 
zás luha za to, že dal ke studiu té to problematiky popud a že k n ě m u svou „antologií" 
poprvé sebral důleži tý ma te r i á l . 

Artur Závodský 

W i l l i a m E . F r e d e m a n , Pre-Baphaelitism. A Bib l iocr i t i ca l Study. (Harvard U n i 
versity Press, Cambridge, Massachusetts, 1965, pp. 327.) 

The Associate Professor of Engl ish at the Universi ty of Br i t i sh Columbia, W i l l i a m 
E. Fredeman, has presented us i n this volume w i t h a rernarkable combination of 
expert bibliography and or ig inál cr i t ical assessment. This comprehensive work is 
the first bibliography of Pre-Raphaeli t ism on such a scale and w i t h such a purpose, 
for as Professor Fredeman stresses i n his Preface, it is not a mere formal descriptive 
bibliography, but is intended as a "cr i t ica l reference guide to the whole subject of 
Pre-Raphaeli t ism". The sub-title, " A Bib l iocr i t ica l Study", though employing an 
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unusual term, describes what P ro íe s so r Fredeman calls his " t r i pa r t i t ě approach". 
He is concerned, that is, w i t h three purposes, to define Pre-Raphaeli t ism and its 
different phases so as to "reflect the complexities involved i n dealing wi th the 
movement cr i t ical ly" , to examine the shifting cr i t ical attitudes by means of a survey 
of selected scholarship, and f inal ly to give an annotated check list of both pr imary 
and secondary sources, covering both l i terary and visual Pre-Raphaelit ism. 

Fundamental to P ro íe s so r Fredeman's purpose is his definition of the three stages 
of Pre-Raphaeli t ism, which as he says has been subject to a cr i t ical confusion be-
ginning, at the very outset, w i th the critics of the 1850s, who failed to make the 
necessary distinction between "Ruskin ism" and Pre-Raphaeli t ism. 

In the Introduction to the Survey of Pre-Raphaelite Scholarship (pp. 1—38), P r o 
íessor Fredeman stresses the three successive phases which the term Pre-Rapha
elite is generally used to cover: the or ig inál Pre-Raphaelite Brotherhood, the pleiad 
of 1848; the Pre-Raphaelite Movement, including, as w e l l as the Brotherhood, " a l l 
later aesthetic influences emanating from the Brotherhood and culminating i n what 
may be called, historically and cri t ically, a schod". The third aspect, Pre-Rapha
elit ism, is the broadest i n application, "essentially a generic usage, including the 
more cornmon characteristics of the art and l i t e ra tu ře of . . . the whole panoply 
of artists and writers for whom, roughly between 1848 and 1882, Pre-Raphaeli t ism 
was the speciál k ind of romantic cornmon denominator." Par t ly because of the 
"cr i t ica l reticence" of the or ig inál Pre-Raphaelite Brotherhood, and the fact that 
much that we know of their ideas we know by hindsight through the mass of me-
moirs and autobiographies wri t ten half a cen tury later, partly because of "the failure 
of critics to examine and explain the basic complexity of a movement which, be-
ginning as a reform i n painting, had its greatest influence i n the field of English 
letters." (p. 2) 

M u c h of the later cr i t ical confusion which surrounded and surrounds the concept 
of Pre-Raphaeli t ism sprang from the association of John Ruskin wi th the movement. 
Ruskin , seeing in the ideas and practice of the or ig inál Brotherhood artists much 
wi th which he could sympathize, was the first wel l -known critic to defend their 
work and standpoint. Whi le his intervention i n 1851 perhaps saved Pre-Raphael i 
t ism from ending i n obscurity through public neglect and the inarticulateness of the 
Brotherhood as to their actual principles, yet "as its formal apologist (he) played a 
role wh ich was ultimately ambiguous" (p. 13). For i n the public mind, Pre-Rapha
elit ism, essentially a doctrine of aesthetics, became associated w i t h a moral , didactic 
and sociál purpose which i n the minds of its founders i t d id not have. Only Rusk in 
and W i l l i a m Morr is , of those directly connected wi th Pre-Raphaeli t ism, were p r i -
mar i ly concerned wi th sociál conditions and sociál theory. O n the other hand, whi le 
Pre-Raphaeli t ism helped to form the English Aesthetic Movement of the end of the 
century, it was by no means identical, i n fact in some ways the very opposite of 
Aestheticism. P ro íe s so r Fredeman's summing-up of the main characteristics of Pre-
Raphaelit ism i n the year 1857 — the year of the Pre-Raphaelite Exhibit ions i n L o n 
don and New York , when the Movement emerged as a recognized artistic school — 
shows the difference between Pre-Raphaeli t ism and the Aesthetic Movement: P r e -
Raphaelit ism was "characterized first, i n subject matter, by the interests of the 
Romantic Movement; second, i n treatment, by its emphasis on the l i terary content 
of pictures and by its own li terary side; and, third, i n technique, by a concern wi th 
visual accuracy and an emphasis on the fidelity of the artist i n depicting natural 
scenes" (p. 16). 

The Survey of Scholarship is ío l lowed by a very exhaustive commented bibl io-
graphy divided into 100 sections i n a l l and including bibliographies of source ma
ter iá l , of individual members and associates, of historical and cri t ical studies and 
other related works, of exhibitions, of collections and of Pre-Raphaelite book i l lus -
trations. The notes preceding the sections on ind iv idua l figures sum up the salient 
points. Perhaps inevitably, in seeking to survey such an unruly and heterogeneous 
mass of ma te r i á l , some of the comments appear as snap judgments which could 
be debated. For instance, to ca l l Ford Madox B r o w n a "plodding competent painter" 
scarcely does justice to the creator of The Last of England and Work (p. 151). The 
comment on Burne—Jones as a painter echoes the generá l opinion of his work as 
vague and nebulous without i n any way accountlng for the hold i t had on the 
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very concrete imagination of W i l l i a m Morr is . In generá l , however, the cr i t lcal com-
ments are objective and serve their purpose of orientation excellently. 

W i t h many figures, such as W i l l i a m Morr is , whose interests and influence go far 
beyond the horizons of Pre-Raphaeli t ism, it must have been a r eá l p rob l ém to know 
what to include and what to reject as irrelevent. One noteworthy i tem which seems 
to have escaped Professor Fredeman's net is the study of Morr is ' s "Guenevere" vo
lume by Dixon Scott, "The Fi rs t M o r r i s " (in a L iverpool Univers i ty publication of 
1912) which gives strong support to Professor Fredeman's conclusion — even a l -
though this conclusion is debatable — that "The Defence of Guenevere was a crys-
tallizatlon of a l l that was best i n the energies generated by the first wave of P re -
Raphaelit ism" and an accomplishment which "Mor r i s n e v ě r quite equaled" (p. 162). 

Natural ly the treatment of figures such as Rusk in and Morr is , whose cen t r á l 
importance for the history and theory of art and society is i n the finál analysis 
much greater than that of Pre-Raphaelit ism, does not stress these wider aspects of 
their life and work. Professor Fredeman's book, however, does give a considered 
basis, hitherto lacking on such a scale, for the assessment on the one hand of the 
part played by these two great 19th-century figures i n the Pre-Raphaelite Move-
ment, and on the other hand of the considerable influence Pre-Raphaeli t ism and its 
tenets exercised on them. 

The illustrations and the whole lay-out of the book make it delightful and 
simple to handle and there can be no doubt that its appearance is a landmark i n 
Pre-Raphaelite studies. 

Jesaie Kocmanová 


