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Uvod / Introduction

Vymezeni problematiky:
zobrazeni odévu ve vizualnich
pramenech

Vizudlni prameny predstavuji jeden ze zakladnich
zdroju ke studiu fady historickych a spole¢enskovéd-
nich obor(." Zejména jsou neocenitelnym pramenem
informaci pro studium déjin odivani, nebot spolu s pi-
semnymi prameny a dochovanymi ukazkami mate-
ridlni kultury tvofi zaklad, o ktery se vyzkum histo-
rickych odévl opird. Pokud materidini artefakty ¢i pi-
semné prameny chybi nebo jsou nedostatec¢né, jsou
jedinym relevantnim zdrojem informaci o tom, jak
odévy vypadaly, kdo a v jakém spolecenském prostredi
je nosil. Analyzou zobrazeni odévu lze interpretovat
Sirsi spolecenské jevy, dobové predstavy o ideologii,
rozvrstveni spole¢nosti a mocenské hierarchii.?

Zéapadni badatelé se hojné zabyvaji historickym odé-
vem v jeho spolecenském kontextu. Rada odbornych
praci zkouma odivani v Evropé od antiky po soucas-
nost. | kdyz se odbornici badatelé mohou opiratio jiné
prameny, popis odévu a jeho zasazeni do dobového
kontextu patfi k béZnym metodologickym pristuptim.?
Cesky psana odborna literatura vychazi z potfeb studia
Ceského kulturniho a historického prostiedi. Milena
Hajna studovala odév zobrazeny v pramenech z ob-
dobi stfedovéku.* Veronika Pilnd a Lenka Vankova
v metodice Narodniho pamatkového Ustavu zpraco-
valy zobrazeni odévu na portrétech ze 16.az 18. stoleti,
pficemz analyzu odévu chapaly jako prostredek, kte-
rym je mozné malby datovat.® Potfeba podobné pra-
covat s historickymi fotografiemi je také zakladem me-
todiky datace pomoci zobrazeného odévu.®

Prace, které by se obdobné vénovaly vizudlnim zdro-
jim ke studiu odivani v Cin&, viak dosud chybi. Po-
mohla by napfiklad datovat odévy, malby i fotografie
z Ciny uchovavané v pamétovych institucich na nasem
uzemi. Chybi ale i v anglickém jazyce, i kdyz je déjinam
¢inské odévni kultury vénovana stéle rostouci pozor-
nost.V anglicky piSicim odborném prostredi v Evropé
a USA se tradi¢ni” ¢inské odivani studuje pfiblizné od

Krizova, 2011: 6.

Hajna, 2016: 13. Mida, 2021: 15.
Hajna, 2016: 13. Mida, 2021: 15.
Hajna, 2016.

Pilna - Varikova, 2013.

Wittlich, 2017. Polach, 2020.
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Definition of the Subject Matter:
The Depiction of Clothing
in Visual Sources

Visual sources are a fundamental source for the study of
a number of historical and social sciences'. They are par-
ticularly an invaluable source of information for the study
of the history of clothing, because they form the basis for
historical clothing research, along with written sources and
surviving examples of material culture. When there are no
material artefacts or written sources, or they are insuffi-
cient, visual sources are the only relevant source of in-
formation about what the clothing looked like, who wore
them, and what social setting they were worn in. An analy-
sis of its depiction allows us to interpret wider social phe-
nomena, contemporary ideas about ideology, social strat-
ification and the power hierarchy.?

Western scholars are extensively studying historical cloth-
ing in its social context. A number of scholarly works exam-
ine clothing in Europe from antiquity to the present. Al-
though researchers can also rely on other sources, the
description of dress and its context are common method-
ological approaches.® Academic research in Czech lan-
guage is based on the need to study the Czech culture and
history. Milena Hajnd studied clothing depicted in sources
from the Middle Ages.* Veronika Pilnd and Lenka Varikova
worked on the portraits from the 16™ to 18" centuries in
the methodology of the National Heritage Institute, under-
standing the analysis of clothing as a means by which
paintings can be dated.” The need to work with historical
photographs in a similar way is also the basis of the meth-
odology of dating using the depicted clothing.®

However, there is still insufficient research dealing with vis-
ual sources for the study of Chinese dress in the Czech lan-
guage, whose results would help to date clothing, paint-
ings and photographs from China stored in museums,
archives and libraries in the Czech Republic. This research
is also lacking in English-speaking countries, even though
increasing attention is being paid to the history of Chi-
nese clothing culture. In Europe and the USA, traditio-
nal” Chinese clothing has been studied since about the

Tradi¢nim” ¢inskym odivanim, kulturou a spole¢nosti je minéno obdobi pfiblizné do padu posledni dynastie v Ciné na po¢atku

20. stoleti. /‘Traditional’ Chinese dress, culture, and society refer to the period until around the fall of the last dynasty in China

in the early 20 century.



poloviny 20. stoleti, kdy se muzejni kuratofi zacali vice
zajimat o ¢inské muzské odévy z obdobi dynastie
Cching (1644-1911) nachazejici se v muzejnich sbir-
kach.V poslednich letech se zajem badatell presouva
k historickému odévu ze starSich obdobi ¢inskych
déjin a k dosud marginalizovanym tématdm zenského
odévu a odivani méné privilegovanych spole¢enskych
vrstev. K tomuto SirSimu pohledu na déjiny odivani
v Ciné a zaroven pod vlivem zvyseného ¢tenarského
zajmu o populariza¢ni prace jsou hojné vyuzivany
k ilustraci dobového odivani ¢etné vizualni zdroje,
které podle obdobi, jehoz odév zobrazuji, obsahuiji tra-
di¢ni svitkové malby a dfevorezy, a dobové knizni
a pozdéji novinové ilustrace.

Obdobnym zptsobem probihalo studium odév(i v Na-
prstkové muzeu v uplynulych letech.® Nejprve se vy-
zkum zaméroval na kolekci asi 30 dracich rouch
zdruhé poloviny 19. stoleti. Vzhledem k tomu, ze v mu-
zejni sbirce se nenachdazeji doplnky, které k dra¢im rou-
chlm patfily a bez nichz by kompletni odév trednika
v cisafské administrativé nebyl Uplny, vyuzivaly se por-
tréty nachdzejici se v muzejni sbirce nejen jako srov-
navaci materidl, ale i jako ilustrace toho, jak ma odév
jako celek vypadat. Podobné slouzily i dalsi vizudlni
zdroje jako dfevorezy a exportni obrazky, které diky
své barvitosti a tematice snadno pfiblizovaly dobovy
odév ¢tenarlim. Jak viak vyzkum postupoval, objevily
se pochybnosti - podnicené téz studiem dé&jin odivani
a mody v globalnim historickém kontextu -, nakolik
jsou tyto zdroje v zobrazeni dobové reality vérohodné.

Odborné prace o ¢inském odivani se vérohodnosti vi-
zualnich prament nezabyvaji, pfipadné pouze pouka-
zuji na nepresnosti v zobrazeni, naptiklad ze dobové
portréty zobrazuji kombinace odévnich prvk, které
by se v dané dobé takto nosit nemély. Nefesi, pro¢ je
tomu tak, zda se jednd o Umysiné zkresleni skutec¢-
nosti, ¢i dobovou uméleckou konvenci. Problematiku
zobrazeni odévu v ¢inském malifstvi nestuduji ani za-
padni teoretici a historici uméni. Ackoli je rozsahlé stu-
dium dobovych zdrojli zadsadni pro jeho pochopeni,
ikonografie zobrazovani odévu nepatfi k prvoradému
vyzkumu. V pracich o ¢inském malifstvi jsou odévy po-
pisovany zbézné a vice se jimi badatelé zabyvaji pouze
v pfipadé, maji-li souvislost s tématem maleb. Lze se
jen domnivat, zda se v tomto pfipadé neopakuje situ-
ace z pocatku studia ¢inského odivani, kdy prvnimi od-
borniky byli muzi, ktefi se zajimali pfedevsim o statu-
sové odévy cisaiského dvora a Ufednictva, avsak

8 Heroldovd, 2010, 2015, 2017.

mid-20t" century, when museum curators became more in-
terested in Chinese scholars-officials’ clothing from the
Qing Dynasty (1644-1911) found in museum collections.
In recent years, the interest of researchers has shifted to
historical clothing from earlier periods of Chinese history
and to the hitherto marginalised topic of women’s clothing
and the clothing of the less privileged social strata. Be-
cause the researchers presented a comprehensive view
of the history of clothing in China to wide readership, and
the readers were interested in popularization books, the
authors widely used numerous visual sources to illustrate
period clothing, which, depending on the period of the de-
picted clothing, include traditional scroll paintings and
woodcuts, period books and newspaper illustrations.

Clothing in the Naprstek museum was studied in a similar
way in recent years.? The research initially focused on a col-
lection of about thirty dragon robes from the second half
of the 19th century. Because the museum does not possess
any of the accessories that belonged to the dragon robes
and without which the dress of an official in imperial ad-
ministration would not be complete, the portraits found in
the museum collection were used as both comparative
material, as well as an illustration of how the dress as
a whole should look. Other visual sources such as wood-
cuts and export pictures served a similar purpose; their col-
ourfulness and subject matter brought the clothing of the
period closer to readers. However, as the research prog-
ressed, the question arose as to how reliable these
sources are in depicting the real dress of the time; the
study of the history of clothing and fashion in a global
historical context contributed to these doubts.

Scholarly studies on Chinese clothing does not deal with
the reliability of visual sources, or they only points out in-
accuracies in the depiction, stating, for example, that the
period portraits depict combinations of clothing elements
that should not have been worn in that way at the time. It
does not address why this is so, whether it is a deliberate
distortion of reality or an artistic convention. The issue of
clothing in Chinese paintings is not even studied by West-
ern theorists and art historians. Although an extensive
study of period sources is essential to their understanding,
the iconography of clothing depictions is not the primary
subject of research. In academic works on Chinese paint-
ing, clothing is described in a cursory manner, and re-
searchers only deal with it if it is related to the subject of
the paintings. One can only speculate whether the situ-
ation we saw in the early study of Chinese clothing is re-
peating itself, when the first experts were men who were



teprve pozdéji, kdy se sbératelkami, muzejnimi kura-
torkami a badatelkami stavaly zeny, se zacaly objevo-
vat prace vénované zenskému odivani. Podobné tak
byli prvnimi zdpadnimi autory-teoretiky, ktefi polozili
zaklady studia ¢inského malifstvi, badatelé muzi, za-
timco nyni, kdyz se vyzkumu ¢inského odivani vénuji
zenské autorky, se objevuji nejen nova témata, ale
i nové metody vyzkumu, kam patii i problematika zob-
razovani odévu v ¢inském uméni.?

Plvodni tivahy nad vérohodnosti vizualnich zdroj pro
studium odévu postupné krystalizovaly do cileného
vyzkumu. Vedle prvotni myslenky, nakolik zobrazeni
odévu predstavuje dobovou skute¢nost a zda je moz-
né povazovat jej za relevantni primarni zdroj, se vyno-
fovaly dalsi otazky. Lze ikonografickym rozborem urcit,
nakolik je zobrazovany odév realny nebo idealizovany?
Jestlize byl zobrazovan idealizovany odév, z jakého du-
vodu se tak délo?

Jiz pfi formulaci téchto otazek se ukazalo, jak zasadni
je vybér studovaného souboru vizualnich zdroj{. Tento
krok se ukazal jako dulezity, ale nesnadny metodolo-
gicky ukol, nebot posléze ovlivnil obsah badani spolu-
autord této monografie. Nejprve bylo tieba vymezit
zkoumané obdobi. Vzhledem k tomu, ze tato mono-
grafie vychazi ze studia sbirky odéva z Ciny v Naprst-
kové muzeu, které pochazeji z druhé poloviny 19. sto-
leti, byl diraz kladen téz na toto obdobi zavéru
dynastie Cching (1644-1911) v Ciné. Jak se v3ak po-
stupné rozsifoval zabér vyzkumu, zasahoval vybér
vizudlnich zdroji hloubéji do vlady této dynastie
a v pripadé ¢chingskych kopii starsich maleb i dale do
minulosti. Starsi obdobi ¢inskych déjin vSak nejsou té-
matem této monografie, a slouzi zde hlavné k vysvét-
leni pozdéjsiho vyvoje. Dalsim krokem byl vybér vizu-
alnich zdroj0."° I kdyzZ se jiz od pocatku nabizela hlavné
malba a fotografie, po urcitou dobu byly zvazovany
i dal$i moznosti. Jednim z moznych zdroju se jevila
sbirka barevnych dievorezu. Tisky z dievénych desek
maji v tradi¢ni ¢inské kulture nékolikasetletou tradici.
V dobé dynastie Cching byla nejznaméjsi dvé centra,
na severu v okoli Tiencinu blizko Pekingu a na jihu
ve mésté Su-¢ou. Obrazky v Zivé barevnosti zachyco-

primarily interested in the status clothes of the imperial
court and officials. Only later, when women became col-
lectors, museum curators and researchers, that works dedi-
cated to women'’s clothing began to appear. Similarly, the
first Western authors-theoreticians who laid the founda-
tions for the study of Chinese painting were male re-
searchers, while now, when female authors are researching
Chinese clothing, new topics and methods of research are
emerging, including the issue of the depiction of clothing
in Chinese art.’

The original reflections on the reliability of visual sources
for the study of clothing gradually crystallised into tar-
geted research. In addition to the initial contemplation of
to what extent the depiction of clothing represents the
reality of the time and whether it can be considered a rel-
evant primary source, new questions emerged. Can an
iconographic analysis be used to determine how real or
idealised the depicted clothing is? If idealised clothing was
depicted, for what reason?

It became clear as these questions were formulated how es-
sential the selection of the studied visual resources is. This
step proved to be an important but difficult methodological
task, as it subsequently influenced the content of the re-
search of the co-authors of this monograph. First, it was
necessary to define the studied period. Since this mono-
graph is based on the study of the collection of clothing from
China in the Naprstek Museum dating back to the second
half of the 19 century, emphasis was also placed on this
period at the end of the Qing Dynasty (1644-1911) in China.
However, as the scope of the research gradually expanded,
the selection of visual sources reached deeper into the reign
of this dynasty and, in the case of the Qing copies of older
paintings, even further into the past. However, the older
periods of Chinese history are not the subject of this mono-
graph, and they are only used here to explain later devel-
opments. The next step was choosing the visual sources.”
Although paintings and photographs were the main options
from the start, other possibilities were also considered for
atime. A collection of colour woodcuts appeared to be a po-
tential source. Woodblock prints have a several hundred-year
tradition in Chinese culture. During the Qing Dynasty, there
were two most famous centres: around Tientsin near Beijing

9 Rachel Silbersteinova se vénovala dobovému odivani z 19. stoleti, pficemz se opirala o analyzu literarnich dél i fady vizudlnich
zdroju. / Rachel Silberstein looked at period clothing from the 19t century, relying on an analysis of literary works as well as

visual sources.

10 Pouzivdm termin vizudlni zdroje nebo vizualni prameny, které obecné zahrnuji malby, fotografie, tisky (mnohocetné kopie)
a v soucasnosti film. Termin ,ikonografické prameny”, s nimz je mozné se setkat v cesky psané odborné literature, zahrnuje
nejen vizudlni, ale i trojrozmérné zdroje. Viz Primary Sources. / | use the term visual sources, which generally includes paintings,
photographs, prints (multiple copies) and film. The term ‘iconographic sources, which we find in academic works in Czech
language, includes both visual and three-dimensional sources. See Primary Sources.
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valy fadu témat, kterd byla vétsinou spojena s cetnymi
svatky béhem roku a s ndbozenskymi a blahopfejnymi
naméty dlouhého a 3tastného Zivota a bohatstvi."
Casto na nich byly zobrazovany krasné zeny v nadher-
nych odévech. Tato zobrazeni studovala Rachel Silber-
steinova v praci, ktera se zabyva modou a jejim Sifenim
prostfednictvim literarnich dél a také popularnich dre-
vorez(.'? Avsak ani zde autorka nezpochybriuje tyto
dfevofezy jako relevantni zdroj ke studiu dobového
odévu a chape je jako realistické zobrazeni dobové
Zenské médy. Po urcitou dobu byly barevné dievorezy
zvazovany jako zdroj vyzkumu, posléze vak od nich
bylo upusténo vzhledem k tomu, Ze patfily spise k Ii-
dovému prostiedi, zatimco odévy a malby ve sbirce
Naprstkova muzea odpovidaji méstskym stiednim
a vyssim vrstvam. DalSim moznym zdrojem byly kan-
tonské exportni obrazky, které zobrazuji scény z mést-
ského a venkovského zivota. Tyto obrazky se zhotovo-
valy v 19. stoleti, byly uréeny jak klienttim v Cing, tak
jako exportni zbozi, a tudiz se v soucasnosti hojné na-
chazeji v muzejnich a knihovnich sbirkach v Evropé
a USA, a jsou zastoupeny téz ve sbirce Naprstko-
va muzea. Zobrazovaly nejriiznéjsi vyjevy od kvétin,
hmyzu, lodi a budov po rGzna povolédni a &innosti.
Znamé jsou napiiklad série obrazkd vyroby hedvabi ¢i
porcelanu, kurakl opia, soudnich fizeni a trest(, ¢i scén
zrodinného Zivota. Obrazky byly malované technikou
podobnou akvarelu ¢i kvasi na papir vyrobeny z bilé
diené stonkU aralie papirodarné, domovem v jizni
Ciné. Na tento papir bylo mozné malovat jemné de-
taily, aniz by se barvy rozpijely. Navic na ném pigmenty
dobre drzZi a i po vice nez sto letech jsou jasné a Cisté.
Vlyjevy jsou dnes cennym zdrojem pro studium do-
bové spolec¢nosti. V nékterych muzejnich sbirkach se
nachazeji velmi kvalitné a detailné provedené malby,
které by byly vhodnym zdrojem ke studiu odévu, toto
vsak neplati az tak o sbirce v Naprstkové muzeu."
Vzhledem k tomu, Ze tato prace se opird predevsim
o sbirky Naprstkova muzea, nebyla vyuzita tradi¢ni
knizni ilustrace ani dobovy novinovy tisk, ackoli oba
tyto zdroje by byly pro studium zobrazeni dobového
odévu téz vhodné. Tradi¢ni knizni ilustrace byly tistény
z dfevénych desek a doprovazely romanovou a povid-

11 Lust, 1996.
12 Silberstein, 2020: 19-35.

in the north, and in the city of Suzhou in the south. The vi-
brantly coloured images depicted a range of themes, mostly
associated with the many festivals throughout the year and
with religious and auspicious themes of a long and happy
life and wealth."" They often depicted beautiful women in
gorgeous clothing. These depictions were studied by Rachel
Silberstein in an article that examines fashion and its dissemi-
nation through literary works as well as popular woodcuts.'?
However, not even she questions these woodcuts as a rel-
evant source for studying period clothing, viewing them as
a realistic depiction of period women's fashion. For some
time, colour woodcuts were considered a research source for
this study; they were eventually abandoned, however, as
they were from a folk environment, while the clothing and
paintings in the Naprstek Museum collection are from urban
middle and upper classes. Cantonese export pictures were
another source depicting scenes of urban and rural life. These
pictures were made in the 19th century, and they were in-
tended for both clients in China and for export; this is why
they are widely found in museum and library collections in
Europe and the USA, and they are also part of the collection
of the Naprstek Museum. They depicted a variety of topics
from flowers, insects, ships and buildings, to various occupa-
tions and social activities. Some well-known examples in-
clude series of images of silk or porcelain production, opium
smokers, court proceedings and punishments, and scenes
from family life. The pictures were painted using a technique
similar to watercolour or gouache on paper made from the
white pith of the stems of the rice-paper plant, native to
southern China. Fine details are painted on this paper with-
out the colours bleeding. The paper also holds pigments well,
which stay bright and clear even after over a hundred years.
Today the pictures are a valuable source for the study of so-
ciety at the time. Some museum collections contain very
high-quality, detailed paintings that would be a suitable
source for the study of clothing, but this is not true of the col-
lection in the Naprstek museum.® Since this work is mainly
based on the collections of the Naprstek Museum, neither
traditional book illustrations nor period newspaper prints
were used, although both of these sources would also be
suitable for studying the depiction of period clothing. Tradi-
tional book illustrations were printed from wooden plates
and accompanied by novels and short story literature, which

13 Poel, 2016. Autorka zkoumala sbirky v holandskych muzeich, nebot v Holandsku byly tyto obrazky médou na konci 19. stoleti
a na pocatku 20. stoleti. V jeji praci je uverejnéna rfada reprodukci kvalitnich maleb zobrazujicich postavy v dobovém odévu.
Exportni obrazky ve sbirce Naprstkova muzea sice zachycuji odév v socidlnim kontextu, samotné odévy jsou vsak na téchto
zobrazenich silné stylizované. / Poel, 2016. The author researched collections in Dutch museums, as these images were fas-
hionable in the Netherlands in the late 19" century and the beginning of the 20t century. Her article includes a number of
reproductions of quality paintings depicting figures in period clothing. While the export pictures in the Naprstek Museum
collection depict clothing in a social context, the clothing itself is heavily stylised in these depictions.

1



kovou literaturu, ktera byla v Ciné velmi popularni
mezi vzdélanymi obyvateli mést."* V poloviné 19. sto-
leti vznikala v pristavnich méstech, kde pUsobili cizinci,
moderni Zurnalistika a zahy se objevily prvni ¢insky
psané noviny a ¢asopisy. Zajem obyvatel budily prede-
vsim casopisy s ilustracemi a reklamami. Noviny a ¢a-
sopisy se hojné nachdazeji hlavné ve francouzskych
a némeckych knihovnach, nebot do téchto zemi mifili
v druhé poloviné 19.a na pocatku 20. stoleti ¢insti dél-
nici a zahrani¢ni studenti, a dnes patii k hojné vyuzi-
vanym pramendm ke studiu c¢inské spolec¢nosti.

Svitkové obrazy se tedy ukazaly byt hlavnimi vizual-
nimi zdroji ke studiu.'® Postupnym vybérem byl bada-
telsky zajem zaméfen na portrétni malbu, a dale na
malby zobrazujici osoby. K portrétni malbé byla pfi-
dana portrétni fotografie. Tomuto vybéru odpovidalo
i slozeni pracovniho tymu, ktery se sklada z odbornikd
z nékolika oblasti. Jejich rozdilné pohledy a metodo-
logické pfistupy se navzajem doplfovaly a obohaco-
valy, diky ¢emuz mohly pfinést komplexni pohled na
danou problematiku. Muzejni kuratorka zkoumala
malby a fotografie jako dobovy dokument historickych
udalosti a ideového kontextu. Dvé historicky uméni
s akademickou prlpravou v ¢inskych studiich postu-
povaly metodou umélecko-historického vyzkumu ma-
litskych dél, pficemz neopomijely ani jejich estetické
kvality. Kurator fotografického fondu Naprstkova
muzea zkoumal fotograficky materidl z pohledu vyvoje
fotografie a historie muzejni sbirky.

Vzhledem k tomu, Ze se malifstvi ukdzalo byt zasadnim
zdrojem pro studium zobrazeni odévu, a svitkové
malby navic staly jiz u jeho pocatku pfi prvnich vyzku-
mech odévl ze sbirek Naprstkova muzea, monografii
otevira kapitola na toto téma od Lucie Olivové. Autorka
zafazuje portrétni malifstvi do souvislosti s vyvojem
malifskych zanrd v tradi¢ni Ciné a definuje typy por-
trétni malby, zejména portréty zemrielych predkd
a dale portréty zivych osob. Portréty predku byly v tra-
di¢ni Ciné povazovany za femeslo, nikoli za uméni. Je-
jich funkce byla ritudini a pouzivaly se pfi obfadech
kultu pfedki. Portréty zachycovaly postavu v bohatém

14 Hegel, 1998.

was very popular in Chinaamong educated urban dwellers.™
In the mid-19* century, modern journalism emerged in port
cities where foreigners worked, and soon the first Chinese
newspapers and magazines appeared. The people were
mostly interested in magazines with illustrations and adver-
tisements. Newspapers and magazines can be found in
abundance in French and German libraries, as Chinese
workers and foreign students travelled to these countries in
the second half of the 19t and early 20t centuries, and today
they are among the most widely used sources for the study
of Chinese society.

Scroll paintings have thus proven to be the main visual
sources for study.” By gradual selection, the subject of the
research was focused on portrait paintings and paintings de-
picting people. Portrait photography was also added to the
portrait paintings. The composition of the work team, which
consists of experts from several fields, corresponded to this
choice. Their different perspectives and methodological ap-
proaches complemented and enriched each other, allowing
them to provide a comprehensive view of the given issue.
The museum curator examined the paintings and photo-
graphs as contemporary documents of historical events and
ideological context. Two art historians with academic training
in Chinese studies followed the method of art historical
analysis of paintings, also analysing their aesthetic qualities.
The curator of the photography collection at the Naprstek
Museum examined the photographic material from the per-
spective of the development of photography and the history
of the museum collection.

Because painting turned out to be an essential source for
studying the depiction of clothing, and scroll paintings were
at the very beginning of the study of Chinese clothing from
the collections of the Naprstek Museum, the monograph
opens with a chapter on this topic by Lucie Olivova. The
author connects portrait painting to the development of
painting genres in traditional China and defines the types
of portrait painting, especially portraits of deceased ances-
tors and portraits of living people. Ancestor portraits were
considered a craft, not an art, in traditional China. They served
a ritual function, and they were used in ancestor cult cer-
emonies. The portraits depicted a richly robed figure sitting

15 Cinské tradi¢ni obrazy se maluji tusi a barvami na hedvébi nebo na velmi jemny papir, které je nutné podlepit pevnéjsim ma-
teridlem. Aby se s obrazem dalo manipulovat, je nutné opatfit ho bordurou (montazi). V horni ¢asti je upevnén zavésny systém
a na spodnim okraji je dfevéna civka, kolem které se da obraz svinout. Proto se o ¢inskych obrazech hovofi jako o svitcich.
Vertikalni svitek ma format obdéIniku zavéseného po kratsi strané, horizontalni svitek naopak spociva na delsim okraji. Napf.
obr. 4.7. Viz Wang, 2008: 98-101. / Traditional Chinese paintings are painted with ink and colours on silk or very fine paper,
which must be mounted on a stronger material. To allow handling the image, it is necessary to add a border (mount compo-
nent). A hanging system is mounted in the upper part, with a wooden spool on the bottom edge around which the picture
can be rolled. This is why Chinese paintings are referred to as scrolls. Vertical scrolls are rectangles hung by the shorter side,
while horizontal scrolls rest on the longer edge. E.g. Fig. 4.7. See Wang, 2008: 98-101.
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rouchu sedici strnule na vystavném sedadle. Muzi maji
na sobé draci roucha nebo dvorské odévy, zeny jsou
obleceny do rudych svatebnich rouch. Opulentnost
odévu a Sperkl vedla evropské sbératele k domnén-
kam, Ze se jedna o portréty cisafl a cisafoven, a realis-
tické zobrazeni odévu zase k Uvaham, Ze tyto portréty
vérné zachycuji dobovy odév. Vedle portrétl zemfie-
lych predkd se ve sbirce Naprstkova muzea nachazeji
téZ portréty zivych, zejména prislusnika elity, nebo ide-
alizované portréty historickych osobnosti, predevsim
slavnych basnikd. Na rozdil od portrétl zemrelych tyto
malby zobrazuji osoby v bézném odévu a v prostredi
zahrady, dvora bohatého domu nebo v pfirodni sce-
nérii.

Druhou kapitolou je stat Heleny Heroldové, kterd uvadi
¢tenafe do problematiky odévu v Ciné jako symbolu
spolecenského postaveni. Zabyvé se dracimi rouchy
a dvorskymi odévy, které byly zobrazovény na portré-
tech zemfelych a jejichz vzhled byl v 18. stoleti prede-
psan v cisarské encyklopedii llustrovand pravidla pro
ceremonidlnivybavu cisafského dvora, Chuang-cchao li-
Cchi tchu $'. Té je kvuli jejimu vyznamu pro studium
odévu a jeho zobrazeni vénovana vétsi pozornost.
Dvorské odévy a draci roucha predstavovaly moc ci-
saiské administrativy a nosila je aristokracie'® a prislus-
nici cisafského Ufednictva. Proto na né autorka nahlizi
ze Siriho pohledu jako na odévy, které definuji pozici
jedince ve slozité strukturované spole¢nosti. Na tuto
kapitolu navazuje dalsi, kterd je vénovdana zobrazeni
valec¢niku, které Helena Heroldova interpretuje jako
idedly maskulinity vladnouci vrstvy.

Obé kapitoly se zabyvaji muzskym odévem vladnouci
vrstvy na pozadi historické skute¢nosti souziti Mand-
zurl a etnickych Cinand (Chan(l)'” v dobé dynastie
Cching. Mandzurové, ktefi tvofili vidadnouci vrstvu, byli
potomky etnik z oblasti, které se rozkladaji na severo-
vychodé Ciny a podél feky Amur, kde Zili hlavné z lovu
a obchodu s mistnimi produkty. Na rozdil od etnickych
Cinant hovofili mandzustinou, kterd pat¥i mezi altajské
jazyky. Organizovali se do skupin vedenych nacelni-
kem, které byly zaloZzené na pokrevnich vztazich. Kon-
cem 16.a pocatkem 17. stoleti se vojenské skupiny za-

rigidly on a ceremonial seat. Men wear dragon robes or court
dress, women are dressed in red wedding robes. The opu-
lence of the clothing and jewellery led European collectors
to believe that these were portraits of emperors and em-
presses, and the realistic depiction of the clothing led them
to believe that these portraits faithfully captured the clothing
of the period. In addition to portraits of deceased ancestors,
the collection of the Naprstek Museum also includes portraits
of the living, especially members of the elite, or idealised por-
traits of historical figures, especially famous poets. Unlike
portraits of the deceased, these paintings depict people in
informal clothing in a garden setting, in the courtyard of
a wealthy house, or in natural scenery.

The second chapter is an article by Helena Heroldova,
which introduces the reader to the issue of clothing in
China as a symbol of social status. It deals with dragon
robes and court dress, which were depicted in portraits of
the deceased and whose appearance was prescribed in the
18 century in the imperial encyclopaedia lllustrations of
Imperial Ritual Paraphernalia, Huangchao ligi tushi, which is
given more attention because of its importance in the
study of clothing and its depiction. Court dress and dragon
robes represented the power of the imperial administra-
tion, and they were worn by the aristocracy'® and imperial
officials. This is why the author views them from a broader
perspective as clothing that defines an individual’s position
in a structurally complex society. This chapter is followed
by another one dedicated to the depiction of warriors,
which Helena Heroldova interprets as ideals of the mascu-
linity of the ruling class.

Both chapters deal with male clothing of the ruling class
against the background of the historical reality of the co-
existence of Manchus and ethnic Chinese (Han Chinese)'”
during the Qing Dynasty. The Manchus, who formed the rul-
ing class, were descendants of ethnicities from areas that lie
in Northeastern China and along the Amur River, where they
made their living by hunting and trading local products. Un-
like ethnic Chinese, they spoke Manchu, which is an Altaic
language. They organized themselves into groups led by
a chief; these groups were based on blood relations. In the
late 16 and early 17*" centuries, military groups began to
unite.In 1616, a chief named Nurhaci (1559-1626) founded

16 Aristokracii jsou minéni pfislusnici rodd, které se Ucastnily na pocatku 17. stoleti vpadu na Uzemi dynastie Ming. Pocet ¢lent
aristokratickych rodi byl statem zamérné kontrolovan a s kazdou generaci klesal stupen hodnosti, s vyjimkou nejvyssi aris-
tokracie. /‘Aristocracy’ refers to members of clans that participated in the invasion of the territory of the Ming Dynasty in the
early 17t century. The number of members of aristocratic families was deliberately controlled by the state, and the rank was
lower with each generation, with the exception of the highest aristocracy.

17  Etnicka skupina Chand ¢ili etnickych Ciiand tvofi vétdinu obyvatel v Ciné. Pfidavné jméno ,chansky” se vztahuje k tomuto
etniku. V této préci autorsky tym pouziva terminy,,chansky” a,etnicky ¢insky” a,Chanové” a,etnicky Cinan/Cifianka” jako sy-
nonyma./ The Han ethnic group, or ethnic Chinese, make up the majority of the population in China. The adjective ‘Han'refers
to this ethnicity. In this work, the team of authors uses the terms ‘Han; ‘ethnic Chinese) and ‘Han Chinese; as synonyms.
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Caly sjednocovat. Roku 1616 nacelnik jménem Nur-
haci (1559-1626) zalozil dynastii, kterou jeho nasle-
dovnik roku 1636 pojmenoval Cching. Mandzuska
vojska dobyla roku 1644 Peking a toto datum se po-
&ita jako zacatek vliddy Mandzud v Ciné. Postupné vy-
tvofili rozsdhlou multietnickou a multikulturni Fisi,
v niz vSak sami pfedstavovali jen nékolik malo pro-
cent populace. Cisafi dynastie Cching ptejali po
pfedchazejici dynastii byrokratické struktury a osvo-
jili si mnohé z kultury a zpUsobu Zivota etnickych Ci-
nand, zaroven budovali a podporovali mandzuskou
kulturni identitu, k niz patfil i styl odivani. Pravidla,
kdo muze nosit jaké odévy a za jakych okolnosti, se
stala soucasti kulturni politiky cisafstvi a tykala se
nejen Mandzu(, ale i etnickych Cifani ve statni
spravé. Zatimco v soukromi mohli etni¢ti Cinané
nosit odévy, na které byli uvykli, pokud $lo o ured-
niky statu, museli pfijmout predepsany odév.

V dobé dynastie Cching byly velmi popularni malby
4krasnych Zzen” odénych do historizujicich rouch minu-
lych dob. Timto figuralnim zanrem se zabyva v dalsi ka-
pitole Petra Pollakov4, ktera definuje typy zobrazeni kra-
savic a odévy, které nosi. Tyto malby maji nejriizngjsi
kvalitu, nebot je malovali jak slavni dvorsti malifi, tak
méststi profesionalni malifi. | kv(li této kvalitativni roz-
tfisténosti a tradicné nizkému postaveni figuralistiky
v ¢inském malifstvi se tomuto zanru zacala vénovat od-
borna pozornost teprve pomérné nedavno, a odévy zob-
razené v rdmci tohoto zanru byly dosud v odbornych di-
lech zminovany jen okrajové. Odévy z dfivéjsich dynastii,
podobné tém, v nichZ jsou krasavice zobrazené, nejsou
soucasti sbirek Naprstkova muzea ani nejsou zastoupené
v jinych evropskych muzeich, proto na rozdil od pred-
chozich kapitol autorka musela pfi analyze odévu postu-
povat metodou vyvoje jejich ikonografie.

Zobrazeni odévu na dobovych fotografiich na prikladu
vyvoje fotografie a historie fotosbirky v Naprstkové
muzeu se vénoval Jan Sejbl. Analyzoval studiové por-
tréty, aranZzované snimky zachycujici ¢inské osoby v lo-
kalnim prostredi a cestovatelské fotografie z druhé po-
loviny 19. stoleti. Upozoriuje zejména na portrétni
fotografii, kterd byla oblibenym zanrem a kterou ve
sbirce Naprstkova muzea zastupuje ¢ast fondu cesto-
vatele E. S. Vraze. Témito fotografiemi se zabyva Helena
Heroldova. Na zakladé zobrazeni odévu identifikuje
nékolik vy3e postavenych mandzuskych rodin véetné
rodiny prince Su, vyznamného politika na konci dynas-
tie Cching. Tato kapitola je ukazkou vyuziti interpre-
zdroje a zaroven ukazuje, jakou zasadni roli vyklad vi-
zualniho sdéleni predstavuje pro vyzkum v oblasti his-
torického poznani.
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adynasty that his successor re-named Qing in 1636. Manchu
troops captured Beijing in 1644, and this date is considered
the beginning of Manchu rule in China. They gradually cre-
ated a vast multi-ethnic and multicultural empire, in which
they themselves only constituted a small portion of the
population. The emperors of the Qing Dynasty inherited the
bureaucratic structures of the previous dynasty and adopted
much of the culture and way of life of the ethnic Chinese,
while building and promoting a Manchu cultural identity,
which included the style of clothing. The rules of who could
wear what clothes and under what circumstances became
part of the cultural policy of the empire, affecting not only
the Manchus, but also the ethnic Chinese in civil service.
While in private, ethnic Chinese could wear the clothes they
were accustomed to, when it came to officials of the state,
they had to adopt prescribed dress.

During the Qing Dynasty, paintings of ‘beautiful women’
dressed in historicizing robes of past times were very popu-
lar. This figurative genre is dealt with in the next chapter by
Petra Polldkovd, who defines the types of depictions of
beautiful women and the clothing they wear. These paint-
ings vary in quality, as they were painted by both famous
court painters and urban professional painters. Also because
of this qualitative discordance and the traditionally low
status of figurative art in Chinese painting, scholars only re-
cently began to pay attention to this genre, and clothing de-
picted within this genre has so far only been marginally
mentioned in scholarly works. Original clothing from earlier
dynasties, similar to those in which the beautiful women are
depicted, are not part of the collections of the Naprstek Mu-
seum, nor can they be found in other European museums.
Therefore, unlike the previous chapters, the author had to
develop the method of describing their iconography when
analysing the very paintings.

Jan Sejbl dealt with the depiction of clothing in period
photographs as an example of the development of pho-
tography and the history of the photography collection in
the Naprstek Museum. He analysed studio portraits, staged
images depicting Chinese people in local settings, and
travel photographs from the second half of the 19t cen-
tury. He particularly draws attention to portrait photogra-
phy, which was a popular genre and which can be found
in the Naprstek Museum in the collection of traveller E.
S.Vraz. Helena Heroldova deals with these photographs of
E. S. Vraz. Based on depictions of clothing, she identifies
several high-ranking Manchu families, including that of
Prince Su, a prominent politician in the late Qing Dynasty.
This chapter is a demonstration of the interpretation of de-
picted clothing for closer identification of a visual source,
and it also shows the fundamental role of the interpre-
tation of a visual message in research in the field of histori-
cal knowledge.



Autorsky tym pracoval s vizualnimi zdroji ze sbirek N&-
prstkova muzea, a to se svitkovymi obrazy z 19. a 18.
stoleti a dale s fotografiemi z druhé poloviny 19. stoleti.
Jiz vzhledem k tomuto vybéru badatelsky zamér smé-
foval ke studiu zobrazeni muzd a Zen ze stfednich
a vyssich méstskych vrstev, jejichz odévy bylo mozné
porovndvat s témi uchovavanymiv Naprstkové muzeu.
Na zakladé tohoto vyzkumu byl stanoven hlavni cil
této prace, jimz je odpovédét na otazku, zda jsou tyto
vizudlni zdroje vérohodnymi prameny pro studium
odivéani v Ciné.

Poznamka k terminologii

Cinské znaky jsou pfepséany do ¢estiny ¢eskou trans-
kripcni abecedou, anglicky preklad pouziva mezi-
narodni transkripci pinyin. Cinské znaky jsou uvedeny
v rejstiiku Terminologie v ¢inském jazyce a rejstfiku
Jmen a mistnich nazvl v ¢inském jazyce.

Autorky pouzivaji spisovné terminy Mandzu, Mand-
Zujka, Mandzusko, mandzusky, i starsi terminy Mand-
zur, Mandzurka, Mandzursko.

Textilni a odévni terminologie vychazi z jiz publikova-
nych praci o ¢inském odivani v ¢eském jazyce.

The team of authors worked with visual sources from the
collections of the Naprstek Museum, namely scroll paint-
ings from the 19" and 18" centuries, as well as photo-
graphs from the second half of the 19*" century. With re-
gard to this selection, the research intention was directed
towards the study of depictions of men and women from
middle and upper urban strata, whose clothing could be
compared to those kept in the Naprstek Museum. The
main goal of this work was based on this research, namely
to answer the question of whether these visual sources are
reliable sources for studying clothing in China.

Note on terminology

Chinese characters are transcribed into Czech using the
Czech phonetic alphabet; English translation uses the in-
ternational pinyin alphabet. Chinese characters are listed
in the Chinese language terminology index and the Index
of names of people and places.

The authors use the terms Manchu, Manchu woman, Man-
churia and Manchurian.

Textile and clothing terminology is based on previously
published works on Chinese clothing in the Czech lan-

guage.
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Kapitola 1/ Chapter 1

Portrét v ¢cinské tradici a umeéni

Lucie Olivova

V této kapitole se zaméfime na ¢inské portréty ze
sbirky Naprstkova muzea a uvedeme je do souvislosti
s vyvojem tohoto Zanru v ¢inském malifstvi. Nejprve
viak poukdZzeme na podstatné odlisnosti v postaveni
portrétu v Evropé a v Ciné. Zatimco v evropském ma-
litstvi predstavuje portrét vyznamny a oblibeny zanr
sekularni povahy, v ¢inském malifstvi byl kultovnim
predmétem, vystavovanym pfi posmrtnych obfadech.
Z tohoto pristupu vyplyvaly pfisné konvence zobra-
zeni. Prevladajici a nejbéznéjsi typ byl portrét zesnu-
Iého predka, zachyceného jako trinici bozstvo. Jeho
primarnim ucelem nebylo ozivit vzpominku prostred-
nictvim uméleckého dila. Slo o formalizovany rituaini
objekt Uzce souvisejici s kultem predk(, pfed nimz se
klanéli potomci. Proto mohly podobizny Zivych sou-
¢asnikll pGsobit nevhodné a na vytvarné scéné jim byl
vyhranén jen omezeny prostor. Sice se také malovaly,
ale zGstavaly v pozadi az do 19. stoleti, kdy je pozvedli
profesionalni mistfi jako Fej Tan-sti (1801-1850), Zen
| (1840-1896), mnich Sii-ku (1823-1896) a dalsi. Teprve
s nastupem fotografie se tento pristup zménil.

Uvedené skutec¢nosti se odrazZeji i v pozornosti, ktera
je portrétu vénovana v uménovédnych studiich. Cinsti
badatelé nepovazuji portréty predkl za tvarci umé-
lecky obor a na portréty Zivych zase pohlizeji jako na
specifickou kategorii figuralni malby, ktera byva rov-
néz na okraji zajmu.'"® Teprve v poslednich desetiletich
se v Ciné zacali portrétu vice vénovat, a to vzhledem
k rozvoji badani o dvorském uméniv 18. stoleti, kde se
portrét prosadil diky evropskym podnétiim.' Naopak
na Zapadé se ¢inskému portrétu vénuje dostatecna
pozornost, coz je ale dano spise zdjmem American(
a Evropani o tento Zanr nez jeho skute¢nym vyzna-
mem v ¢inském malifstvi. V neddvné minulosti tak byly
mimo Cinu uspofadany pozoruhodné vystavy a na-
psany katalogy, které zohlednuji a kriticky zkoumaji jak
portréty predk(,” tak dvorské portréty?’ a v nepo-
sledni fadé portréty soucasnikd, s nimiz si lidé na Za-
padé portrétni zanr nejvice spojuji.?> Vsechny tyto po-
¢iny zna¢né posunuly vpfed nase poznani, soucasné
vsak do problematiky vnesly hlediska zapadni uméno-
védy, ktera mohou byt u ¢inského portrétu ponékud

18  Yuan, 1991.

19 Nie, 1999.

20  Stuart - Rawski, 2001.
21 Rawski — Rawson, 2005.

Portraits in Chinese Tradition and Art

Lucie Olivova

In this chapter we will focus on Chinese portraits from the
Naprstek Museum collection, placing them in context with
the development of this genre in Chinese painting. But
first, we will point out the essential differences in the posi-
tion of the portrait in Europe and in China. While in Euro-
pean painting the portrait is an important and popular
secular genre, in Chinese painting it was a cult object ex-
hibited at posthumous ceremonies. This approach resulted
in strict display conventions. The prevalent and most com-
mon type of portrait was the deceased ancestor portrait;
ancestors were depicted as an enthroned deity. The pri-
mary purpose of these portraits was not to revive a mem-
ory through a work of art, it was a formalised ritual object
closely associated with the cult of ancestors, before which
descendants bowed. This is why producing the likenesses
of living contemporaries could appear inappropriate, and
only a limited space was reserved for them on the art
scene. Although these portraits were also painted, they re-
mained in the background until the 19" century, when
they were brought to the forefront by professional masters
such as Fei Danxu (1801-1850), Ren Yi (1840-1896), monk
Xugu (1823-1896) and others. It was only with the advent
of photography that this attitude changed.

These facts are also reflected in the attention paid to the
portrait in art studies. Chinese researchers do not consider
ancestral portraits to be a creative art field, and they view
portraits of the living as a specific category of figure paint-
ing, which also tends to be of less interest.'® It was only in
recent decades that the portrait has become more popular
in China, due to the development of research on court art
in the 18th century, where the portrait took hold thanks to
European stimuli.’”” On the contrary, in the West, sufficient
attention is paid to the Chinese portrait, but this is due to
the interest of Americans and Europeans in this genre
rather than its real importance in Chinese painting. In the
recent past, remarkable exhibitions have been held and
catalogues have been written outside of China, which take
into account and critically examine portraits of ancestors?°
and court portraits?' and, last but not least, portraits of con-
temporaries, with whom people in the West most associate
the portrait genre.”? All of these achievements greatly ad-
vanced our knowledge, but they also introduced methods

22 Ruitenbeek, 2017.Vinograd, 2022 (v tisku). / Ruitenbeek, 2017, Vinograd, 2022 (forthcoming).
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zavadéjici. V nasledujicim textu se pokusime charakte-
rizovat ¢insky portrét a jeho vyvoj, dokumentovat ho
na obrazech z Naprstkova muzea a poukazat na jejich
pfinos pro studium historickych odévd.

Portréty predki

Portréty predki se obecné nazyvaiji jing-siang, doslova
»zobrazeni stinu”, pficemz,,stin” je zde synonymem pro
zemfielého, nebo také Sen-siang, doslova ,zobrazeni
nadpozemské bytosti“?* Rozumi se portréty pfimych
predkd, zaujimajicich vyznacné misto v rodové hierar-
chii. Jen ti byli posmrtné uctivani pfi pravidelnych ob-
fadech. Nad bezdétnym muzem, vedlejsi manzelkou
nebo ditétem se pfirozené truchlilo, pfi obfadech viak
uctivani nebyli. Portréty se malovaly bezprostfedné po
smrti, aby mohly byt pouzity jiz v pribéhu pohfebnich
obfadl, mohly byt napfiklad neseny v pohfebnim pru-
vodu. Po ukonéeni obfadl byly ulozeny a vyvéSovaly
se nad oltafem pouze pfi periodickych obfadech k uc-
téni predkl, kdy napomahaly komunikaci mezi nimi
a Zivymi potomky, napfiklad ve vyro¢ni den nebo o ur-
Citych svatcich. Jinymi slovy nevyvésovaly se v obydlich
trvale na pfipominku nebo oslavu zesnulého. Je také
tfeba upozornit, Ze pro ritudl nemély portréty az tak za-
sadni vyznam, nebot typicky zastupny predmét, pouzi-
vany pfi obfadech na pamatku predkd, byla drevéna ta-
bulka (ling-pchaj), vystavena na domacim oltéfi. Bylo
na ni uvedeno jméno zesnulého ¢i zesnulé doplné-
né slovy ,trin nadpozemské bytosti” (Sen-wej). Portrét
predka, at jiz provedeny jako malba, dievorez, ¢i
v novéjsich dobéch fotografie, mizeme tedy chapat
jako nadstandardni doplnék, ktery nebyl pro vykon
ritudlu nutny. Presto existenci téchto portrétd za-
znamenaly pisemné prameny jiz v 11. stoleti, zaro-
ven vsak vypovidaly o urcité zdrzenlivosti vici nim.
Napfiklad v pétidilném spise Rodinné obfady (Tia-li),
pFipisovaném neokonfucianskému filozofovi Cu Si
(1130-1200), se uctivani portrét predkd, zenskych
portrétl zejména, odmita.?* Nejstarsi dochované por-
tréty jsou pak mnohem pozdéjsi,azz 15. a 16. stoleti,
kdy uz byly kritické postoje pfekondny a obycej byl
bézné pfijimany.

Z pohledu dé&jin uméni je podstatné, Ze ve zminéném
ritudlnim kontextu portréty predkd nebyly, vlastné ani

of Western art history into the matter, which can be some-
what misleading in the case of the Chinese portrait. In the
following text, we will try to characterise the Chinese por-
trait and its development, document it through the pic-
tures from the Naprstek Museum, and point out its con-
tribution to the study of historical clothing.

Ancestor portraits

Ancestor portraits are generally called ying-xiang, literally
‘shadow image) where ‘shadow’ is synonymous with ‘de-
ceased; or shen-siang, literally ‘image of an otherworldly
being’* This means portraits of direct ancestors who held
a prominent place in the family hierarchy. Only these
were posthumously worshiped in regular ceremonies,
while a childless man, concubine or child was naturally
mourned but not worshiped in ceremonies. The portraits
were painted immediately after death so that they could
be used during the funeral rites, e.g. carried in the funeral
procession. After the ceremonies were over, they were
kept and hung above the altar only during periodic cer-
emonies to honour the ancestors, facilitating communi-
cation between them and living descendants, such as on
an anniversary day or on certain holidays. In other words,
they were not permanently displayed in homes to com-
memorate or celebrate the deceased. It should also be
noted that the portraits were not of such fundamental
importance for the ritual, as the typical representative ob-
ject used in ceremonies to commemorate the ancestors
was a wooden tablet (ling-pai) displayed on the home
altar. It contained the name of the deceased and the
words ‘throne of an otherworldly being’ (shen-wei). An-
cestral portraits, whether they are paintings, woodcuts
or, in more recent times, photographs, can therefore be
understood as an above-standard accessory that was not
necessary for the performance of the ritual. Nevertheless,
the existence of these portraits was recorded in written
sources as far back as in the 11t century, but they also
spoke of certain reservations about them. For example,
the five-chapter discourse Family Rituals (Jiali), attributed
to neo-Confucian philosopher Zhu Xi (1130-1200), rejects
the worship of ancestor portraits, especially female por-
traits.”* The oldest preserved portraits are from a much
later period, namely the 15" and 16" centuries, when at-
titudes were not as critical and portraits were commonly
accepted.

23 Existuje vsak fada dalsich termind, coz doklada, Ze produkce takovych portrétd byla bézna a rozsifend, napfiklad cuej-Zung

N

(,vystihnout tvér"), i-siang (,posmrtny portrét”), tie-po (doslova ,nadzvednout hedvab”), novotvar cu-sien-chua (,portrét
predka”) aj. Ching, 2013: 284. / However, there are a number of other terms that prove that the production of such portraits
was common and widespread, such as zhui-rong (‘to capture a face’), yi-xiang (‘posthumous portrait’), jie-bo (literally to ‘raise
silk’), neologism zu-xian-hua (‘ancestor portrait’), etc. Ching, 2013: 284.

24 Cheng, 2017: 24.Viz téz Kesner, 2015: 123./ Cheng, 2017: 24. Also see Kesner, 2015: 123.
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nemohly byt nahlizeny primarné jako umélecké dilo.
Jejich svébytnd ikonografie a vytvarny styl rovnéz
vychdzely z ritualni funkce. Malovali je profesional-
ni mistfi, jejichZ jména zpravidla nezname, ktefi do-
drzovali vzita pravidla provedeni a na néz se, do
znacné miry pravem, hledélo jako na femeslniky, nikoli
umélce. Je pravdépodobné, Ze tvai maloval jeden
mistr a jiny (jini) zas roucho, kieslo a koberec. Tyto do-
pliujici prvky zabiraji vétsinu vyjevu a je pravdépo-
dobné, Ze na nich pribézné pracovala dilna podle da-
ného vzoru, zatimco specializovany mistr oboménoval
tvar v pripadé konkrétni poptavky.

Typicky portrét predka dodrzuje symetrickou kompo-
zici a zobrazuje celou postavu z ¢elného pohledu (obr.
1.1). Pfedek je v téméf zivotni velikosti usazen ve str-
nulé pozici na kfesle, viceméné zakrytém, a s dustoj-
nym a slavnostnim vyrazem ve tvafi hledi pfimo na di-
vaka. Predpoklada se, Ze puvodné se uctival jen obraz
patriarchy, ktery zastupoval veskeré zesnulé pfibuzen-
stvo. U vyssich spolecenskych vrstev mohl portrét pa-
triarchy doprovazet samostatny portrét jeho manzelky,
vzacnéji se zobrazoval na jednom obraze manzelsky
par, Zena po manzelové pravici, nebo po pravici a le-
vici, jestlize mél muz dvé Zeny (obr. 1.2). BEhem dynas-
tie Cching se zacaly malovat skupinové portréty
predkd, které zobrazovaly nékolik generaci. Souviselo
to s uctivanim portrétd obycejnymi vrstvami spolec-
nosti, které si nemohly dovolit pro kazdého vyznam-
ného predka samostatny portrét. Tyto portréty maji
také mensi format, z ¢ehoz vyplyva, Ze i postavy byly
nutné mensi. Kompozice dodrzovala hierarchické
usporfadani postav, z hierarchie nékdy vyplyvalai jejich
rlizna velikost. Nejvétsi byla postava patriarchy, umis-
téna nejvyse, v generacnich fadach pod nim se tisnili
napravo (z pohledu divaka) synové a nalevo jejich man-
zelky (obr. 1.3).

Malované portréty byly pochopitelné drahé, jejich
cenu dale urcoval material (hedvabi ¢i papir), velikost,
propracovanost roucha a pozadi.V 18. stoleti se cena
portrétu udava v ekvivalentu 600 kilogram0 prosa
nebo 500 kilogram( loupané ryZe a vzhledem k jejich
ritudlnimu vyznamu se o cenu nesmlouvalo.?” Proto
zlstavaly nedostupné pro nemajetné vrstvy, které
mohly zvolit misto malby mnohem Uspornéjsi tisk,
zhotoveny z tradi¢ni difevorezby. V takovém pfipadé
patriarcha s manzelkou nepfedstavovali konkrétni
osoby, ale typy. Rovnéz se vyrabély dfevorfezy, na kte-
rych byla zobrazena ritudIni dfevéna tabulka (obr. 1.4).

25 Yu,2017:59.
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From the perspective of the history of art, it must be noted
that in the mentioned ritual context, the ancestor portraits
were not, and could not be, viewed primarily as a work of
art. Their distinctive iconography and artistic style were
also based on a ritual function. They were painted by pro-
fessional masters, whose names we usually do not know,
who followed established rules of execution and who, to
a large extent, were rightly seen as craftsmen, not artists.
It is likely that one master painted the face while another
(or others) painted the robe, chair and carpet. These addi-
tional elements take up most of the scene and are likely to
have been worked on gradually by artists according to
a given pattern, while a specialist craftsman changed the
face when there was specific request.

A typical ancestor portrait has a symmetrical composition
and depicts the whole figure from a frontal view (Fig. 1.1).
The ancestor, who is nearly life-size, is seated in a rigid posi-
tion on a chair, which is more or less covered, looking di-
rectly at the viewer with a dignified and solemn expression
on his face. It is believed that originally only the image of
the patriarch was worshiped, representing all deceased
relatives. In higher social classes, the portrait of the patri-
arch could be accompanied by a separate portrait of his
wife, and in rare cases a married couple was depicted in
one painting, with the woman on the husband’s right, or
on his right and left, if the man had two subsequent wives
(Fig. 1.2). During the Qing Dynasty, group portraits of an-
cestors began to be painted, depicting several generations.
This was associated with the worship of portraits by the or-
dinary classes of society, who could not afford a separate
portrait for each important ancestor. These portraits were
also smaller in format, and therefore the figures were
necessarily also smaller. The composition followed a hier-
archical arrangement of the figures; sometimes their differ-
ent sizes indicated their position in the hierarchy. The patri-
arch was the largest, placed at the top, with his sons
crowded to the right (from the viewer’s point of view) and
his wives to the left in generational rows below him (Fig.
1.3).

Painted portraits were understandably expensive; their
price was further determined by the material (silk or
paper), size, sophistication of the robe and background. In
the 18™ century, the price of a portrait was established as
the equivalent of 600 kilograms of millet or 500 kilograms
of husked rice, and due to their ritual significance, the price
was not negotiable.?> They were therefore inaccessible to
the poor, who could choose a much more affordable tra-
ditional woodcut print instead of a painting. In that case,



Jméno doty¢ného, ¢i spise pouhé rodové jméno se pfi-
psalo na prazdné misto na tabulce. Tato praxe pro-
kazuje, ze podobiznu malovanou podle modelu mohl
zastoupit symbol ¢&i genericky portrét, pokud to
hmotna situace rodiny vyzadovala.

Mezi odborniky se nadale vedou diskuse o tom, na-
kolik tvafe portrétovanych pfedkd vychéazely ze sku-
te¢nosti, potazmo nakolik mohla byt podoba vérna.
Z rGznych zdrojl vyplyva, ze dokonala podoba byla na-
nejvys zadouci. Napovida tomu i termin sie-cen, do-
slova,,malovat podle skute¢nosti’, ktery je v této sou-
vislosti pouzivan. Panovala obava, Ze by obéti a prosby
smérovaly k nékomu jinému, pokud by se byt jen tro-
chu odlisovala, Zze by ritudl nebyl uc¢inny.?® Odtud
ziejmé vyplynul zvyk, ze malif neportrétoval zivou,
nybrz zemfelou osobu, jak Ize dolozit z vice literarnich
text(.?” Napftiklad ve slavném romanu Slivon ve zlaté
vdze, vydaném na zacatku 17. stoleti, se pise, Ze bez-
prostfedné po smrti konkubiny byl do domu pfizvén
malif, aby zachytil jeji podobu. Tu pak zhodnotili po-
zUstali a doporucili opravy, které malif proved|.?® Rov-
néz hororova povidka z konce 18. stoleti jednoznacné
vypovidg, Ze ,kdyz v jisté rodiné zemfel stary otec, pfi-
zvali malife ze sousedstvi, aby ho namaloval”. Dovedli
jej k lozi, kde neboztik leZel, a nechali ho pracovat.”’
Cinsky portrét tedy priikazné mohl zobrazovat pred-
kovu tvar tak, jak vypadala po smrti. Konotace smrti na
Cetnych portrétech je skute¢né napadna a zjevna, oci-
vidné neslo o idealizované podobizny, jak by se dalo
ocekdvat. Nakolik byly vérné, je pochopitelné tézké po-
soudit.

Na strané druhé je prokdzano, Ze mnozi ¢insti portré-
tisté pouzivali pfi praci vzorniky tvafi (lien-pchu). Ne-
znamena to nutné, Ze doty¢ného nikdy nevidéli, ale je
podstatné, Ze po poradé s pozlstalymi vyhledali ve
vzorniku blizkou podobu a vhodny povahovy typ a na
jejich zakladé zhotovili portrét. Exemplare vzornik,
dochované v rliznych svétovych sbirkach, mizeme da-
tovat k prelomu 19. a 20. stoleti. Mivaji format alba, se-
stavajiciho z nékolika desitek list( s ilustracemi (dievo-
fezy). Jsou mezi nimi jak vzorové typy, tak redlné
portréty, které se nakonec staly pfikladem k napodo-

26 Stuart, 2005: 67. Stuart — Rawski, 2001: 43.

the patriarch and his wife were not depicted as specific
persons, but types. Woodcuts depicting a ritual wooden
tablet were also made (Fig. 1.4). The person’s name, or the
family name, was added to the blank space on the tablet.
This practice proves that a portrait painted according to
a model could be replaced by a symbol or a generic por-
trait if the family’s financial situation required it.

There are still discussions among experts about the extent
to which the faces of the portrayed ancestors were based
on reality, i.e. how faithful the likeness could be. Various
sources show that perfect likeness was highly desirable.
The term xiezhen used in this context, literally meaning ‘to
paint according to reality; indicates this. There was fear that
the offerings and supplications would go to someone else
if the likeness differed even slightly, that the ritual would
not be effective.?® This is probably how the custom of
painting a deceased person rather than a living person
emerged, as several literary works prove.”” For example, the
famous novel The Plum in the Golden Vase, published in the
early 17" century, states that immediately after the death
of a concubine, a painter was invited to the house to cap-
ture her likeness. Her family evaluated the painting and
made recommendations for changes, which were then in-
corporated by the painter.?® A horror story from the late
18" century also unequivocally states that ‘when an old
father died in a certain family, they invited a painter from
the neighbourhood to paint him’ They led him to the bed
where the deceased lay and let him work.?° Chinese por-
traits may therefore definitely depict the ancestor’s face as
it looked after death. The connotation of death in numer-
ous portraits is indeed striking and obvious; they were
clear not idealised likenesses as one might expect. It is
understandably difficult to judge how faithful they were.

On the other hand, it has been proven that many Chinese
portrait painters used face pattern books (lianpu) in their
work. This does not necessarily mean that they have never
seen the person in question, but after consulting with the
family, they looked for a close likeness and a suitable per-
sonality type in the pattern book, using these to paint the
portrait. Pattern books preserved in various world collec-
tions date back to the late 19" and early 20™" centuries.
They are generally in the form of an album, consisting of

27  Cinské literarni texty od poezie pies prozu k dramatu, kde hraje posmrtny portrét urcitou roli, sebral a publikoval Ogawa,
2005. / Chinese literary works from poetry to prose to drama in which a posthumous portrait always plays a role, collected

and published by Ogawa, 2005.

28  V63.kapitole. Cesky pieklad in Jin Ping Mei, 2018: 166-170. / In Chapter 63. See Plum in the Golden Vase ...., 2011: 180--181.
29  Povidka Chua-kung chua tiang-$’ od Jiian Meje (1716-1798). Cesky pteklad L. Olivové in Jiian, 2003: 42-43. / Story Huagong
huajiangshi by Yuan Mei (1716-1798). Czech translation by L. Olivova in Jiian, 2003: 42-43. English translation in Zibuyi 2013,

1:360-361.
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beni, provedené v méfitku asi o polovinu mensim nez
redlnd velikost. Z vepsanych glos vyplyva, Ze objedna-
vatel si vybral urcitou tvéF, upfesnil detaily a dal ji vy-
hotovit jako portrét predka, portrét pro genealogii, ale

osoby.*°

Z mingského a ¢chingského obdobi se ojedinéle za-
chovaly i tisténé metodiky pro malife, kde je vyloZeno,
jak vérohodné a pUsobivé zachytit tvar. Byly to levné,
hojné ilustrované knizky. Uvadély pravidla, jimiz se
mél malif fidit, a zaroven upozornovaly, kdy a jak lze
v zdjmu vérného postizeni psychiky doty¢ného tato
pravidla prekrocit.*' Je zajimavé, Ze pfi strukturdlni ana-
lyze tvafe nékteré texty odkazovaly k pfirodnim jeviim.
Kdyz mély napfiklad stanovit hlavni body na obliceji
(oboci, oci, nos, Usta a podobné), oznacily je nazvy pla-
net, v jiném spisu jsou zas uvedeny nazvy pohofi a fek.
Nazorné to dokladd, Zze zdjem o tvaF a postavu byl
v ¢inském malifstvi vzdy podfizen zajmu o pfirodu
a krajinu a ddvnym kosmologickym predstavam. Po-
uzivani vzornik(i a metodik nebylo vysadou portréto-
vani, v malifstvi bylo bézné pro vsechny naméty.>? Je
nasnadé, Ze takova praxe ubrala portrétu hlubsi psy-
chologii. Tvafe na dochovanych portrétech sice maji
vyrazné individualizované rysy, mnohdy ale postradaji
Citelny vyraz, pfedkové pulsobi spis zahadné. Tvaii se
vazné a nepfistupné, néktefi se mirné usmivaji. Co di-
vaka predevsim pfitahuje, je upfeny pohled portréto-
vaného, ktery propujcuje dilu az magickou silu.

Tolik tvaF, o postavé viak nesdéluje portrét téméf nic.
Je zobrazena v sedu, zahalena do pomérné objem-
ného roucha, které skryva konkrétni télesné tvary. Na
muzskych portrétech zpravidla vy¢nivaji z dlouhych
rukavl konecky prstd, leva ruka pozveda nahrdelnik,
jsou také vidét boty. U zen by ruce ani boty nemély byt
zobrazeny, i kdyz se vyjimecné objevuji. Proto niko-
li télo, ale formalni odév, odznaky uredni hodnosti
a $perky vypovidaji o zesnulém a jeho postaveni vice
nez oblicej, ktery mlze byt stereotypem ze vzorniku.
Odév by se proto nemél povazovat za sekundarni
slozku portrétu. Kvantitativné vzato tvofi nejpodstat-
néjsi ¢ast obrazu, je provedeny detailné a precizné.
Zatim jesté neni vyjasnéno, do jaké miry jsou odévy na
portrétech zobecnuijici, jelikoZ zamérem nebyla realita,
ale zdani vznedenosti a vysokého postaveni. Snad

30  Ruitenbeek, 2017: 65, 72.
31 Klasing Chen, 2017: 76-78.

several dozen sheets with illustrations (woodcuts). These
include both model types and real portraits that eventually
became samples for imitation, done on a scale that is about
half life size. The notes indicate that the customer chose
a certain face, specified the details and had it made as
a portrait of an ancestor, a portrait for genealogy, or a por-
trait for the celebration of a birthday of a living person.*®

Printed manuals for painters from the Ming and Qing Dy-
nasties have also been preserved in rare cases, explaining
how to reliably and impressively capture a face. These were
cheap, richly illustrated booklets. They listed rules the
painter was supposed to follow, also pointing out when
and how these rules could be broken in the interest of
faithfully capturing the mood of the person concerned.*
Interestingly, in a structural analysis of the face, some texts
referred to natural phenomena. For example, when they
were to determine the main points on the face (eyebrows,
eyes, nose, mouth, etc.), they marked them with names of
planets, while names of mountains and rivers are used in
another document. This vividly demonstrates that the in-
terest in the face and figure has always been subordinated
to the interest in nature and landscapes and ancient cos-
mological ideas in Chinese painting. The use of pattern
books and manuals was not a prerogative of portraiture,
in painting it was common for all subjects.> It is obvious
that this practice deprived the portrait of a deeper psychol-
ogy. Although the faces in preserved portraits have dis-
tinctly individualised features, they often lack a legible
expression; the ancestors seem rather mysterious. They
look serious and unapproachable, some have a faint smile.
What attracts the viewer above all is the gaze of the por-
trait subject, which lends the painting a magical power.

So much the face, but the portraits tell us almost nothing
about the body. It is depicted in a seated position, wrapped
in a relatively voluminous robe that hides specific body
shapes. In men’s portraits, the fingertips usually protrude
from long sleeves, with the left hand lifting a necklace, and
shoes are also visible. In women’s portraits, neither the
hands nor shoes should be shown, although they do ap-
pear in rare cases. It is therefore not the body, but rather
the formal clothing, official rank badge and jewellery that
tell us more about the deceased and his position than the
face, which may be a stereotype from a pattern book. This
is why the clothing should not be considered a secondary
component of the portrait. Quantitatively speaking, it

32 Stoji za zminku, Ze velmi podobné tisténé nebo kreslené predlohy tvafi se rovnéz pouzivaly pfi fyziognomii, tj. vésténi z rysh
tvare, tvaru oblic¢eje a hlavy. / It is worth noting that very similar printed or drawn models of faces were also used in physiog-
nomy, i.e. divination from facial features and the shape of the face and head.
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proto ma na vétsiné portrétl v dané sbirce portréto-
vany muz nebo Zena na hrudi ¢tverec s odznakem
uredni hodnosti (pu-c).>* | kdyz si portréty objednavali
bohati lidé, jen tézko Ize uvérit, ze by k jejich zesnulym
patfili sami Ufednici. Zfejmé se stavalo, Ze byl zesnuly
predek zpodoben s odznakem hodnosti, jeZ mu ne-
prislusela, ze jeho kariérni hodnost byla pfidana nebo
navysena.** Malifi mohli k tomu Gcelu vyuzit ¢tver-
cového emblému. Je zajimavé, ze jak na portrétech
predkd, tak na skutecnych ¢tvercich uchovavanych ve
sbirce Naprstkova muzea prevldda pata civilni hod-
nost,* vyjadiena bilym bazantem. Nabizi se hypotéza,
Ze tato hodnost uprostred poradi, ani vysoka, ani nizk3,
nejlépe vyhovovala falesnému pripsani. Na nékterych
portrétech jsou zase Ctverce vyobrazeny tak, Ze nelze
s jistotou urcit, o ktery symbol jde. Mohl to byt zamér,
anebo malif pfesnou podobu symboll neznal.

Typicky portrét (obr. 1.5) ukazuje muzského predka
v tmavém kabaté sahajicim pod kolena (pu-fu). Na
prsou, tedy i na zadech, je nasity urednicky ctverec.
Pod kabatem ma pestré draci roucho, z néhoz jsou
vsak vidét pouze typické manzety (tzv. koriska kopyta,
ma-tchi-siou) a spodni ¢ast dlouhé suknice. K tomuto
formalnimu odévu*® dale patfi klobouk s ¢ervenymi
tfdsnémi upevnénymi na 3pici, Siroky odnimatelny
limec a doplriky: pasek, nahrdelnik a kovova Spicka
s perli, upevnéna na Spici klobouku. Na nohou ma
Cerné latkové boty s tlustou bilou podrazkou. Pro por-
tréty predkdl je typické, Zze urcité detaily je nutné si do-
myslet, napfiklad pravé zminéné vysoké boty sahajici
pod kolena, ze kterych na portrétech vidime pouze
$picky. Obdobné neni vidét urednicky ctverec nasity
vzadu, privésky u pasu z¢asti zakryté rukavy, ¢i dlouhy
cop, ktery muzi splyval po zadech.

forms the most essential part of the picture; it is painted
precisely and in great detail. It is not yet clear to what ex-
tent the clothing in the portraits is generalised, as the in-
tention was not reality, but the appearance of grandeur
and high status. Perhaps this is why in most of the portraits
in the given collection, the man or woman portrayed has
a square badge with the symbol of an official rank (buzi)
on their chest.>* Although the portraits were commis-
sioned by wealthy people, it is hard to believe that all the
deceased were officials. It seems that deceased ancestors
were depicted with a rank badge that did not belong to
them, that their rank was either added or raised.>* Painters
could use the square emblem for this purpose. It is inter-
esting that the 5% civil rank,* represented by a silver pheas-
ant, is prevalent in both ancestral portraits and on real
badges kept in the collection of the Naprstek Museum. It
is hypothesized that this rank in the middle of the order,
neither high nor low, is best suited for false attribution.
Some portraits depict badges in such a way that it is im-
possible to determine with certainty which symbol they
represent. This may be intentional, or perhaps the painter
didn’t know the exact form of the symbols.

A typical portrait (Fig. 1.5) depicts a male ancestor in a dark
coat reaching to his knees (bufu). An official square is sewn
on his chest and back. Under his coat is a colourful dragon
robe, with only the typical cuffs (so-called horse’s hooves,
matixiu) and the lower part of the long skirt made visible.
This formal outfit*® also includes a hat with a tassel at-
tached to the tip, a wide detachable collar and accessories:
a belt, a necklace and a metal tip with a pearl, attached to
the tip of the hat. He is wearing black cloth shoes with thick
white soles. It is typical of ancestral portraits that certain
details are left to the imagination, such as the mentioned
shoes reaching up to the knee, of which we only see the
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Systém Urednich hodnosti, deviti civilnich a deviti vojenskych, vyjadienych na ¢tvercovych emblémech symboly ptakd a my-
tickych zvifat, byl zaveden za dynastie Ming, kdy hodnostem odpovidala i barva ufednikova roucha (Xu - Olivov4, 2000: 69).
Podrobny vyklad je v Priloze, viz téZ kapitola Autorita Ufednika v této knize. / The system of official ranks, nine civil and nine
military, expressed on square emblems with the symbols of birds and mythical animals, was introduced during the Ming Dy-
nasty, when the colour of the official’s robe corresponded to the rank (Xu - Olivova, 2000, 69). You can find a detailed expla-
nation in the Annex; also see the chapter ‘Authority of officials’in this book.

Presvédcivé to li¢i epizoda z romanu Pro vystrahu psany pfibéh o manZelstvich sobé predurcenych (Sing-s’jin-jlian ¢uan) ze 17. sto-
leti. Kesner, 2015: 30./ An episode from the 17-century novel Marriage Destinies to Awaken the World (Xingshi yinyuan zhuan)
gives a convincing account of this. See Kesner, 2015: 30.

Heroldovd, 2015: 117.

Soucasni zapadni badatelé déli odévy muz( a Zen z vladnouci vrstvy a Ufednictva v dobé dynastie Cching do tti skupin: for-
malni, poloformalni a neformalni. Toto déleni vychazi obsahové z popisu odévi v llustrovanych pravidlech pro ceremonidlni
vybavu cisarského dvora, ktera zahrnuji odévy pro dvorské prilezitosti, draci roucha a odévy nosené v soukromi. Poloformalni
odév (draci roucho) bylo mozné pozvednout do formalni roviny doplrky, zejména odepinacim limcem. O llustrovanych pra-
vidlech vice v kapitole 2. / Contemporary Western researchers divide the clothing of men and women of the ruling class and
officials during the Qing Dynasty into three groups: formal, semi-formal, and informal. This classification is based on the desc-
ription of clothing in lllustrated Rules for the Ceremonial Equipment of the Imperial Court, which includes clothing for court oc-
casions, dragon robes, and clothing worn in private. Semi-formal clothing (dragon robes) could be elevated to a formal level
with accessories, especially a detachable collar. Read more on lllustrated Rules in Chapter 2.
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Jen na nékolika svitcich jsou predci zobrazeni v cere-
monialnim dvorském rouchu (&chao-fu) s bohatym
drac¢im dekorem (obr. 1.6a, 1.6b), jaké nélezelo nejvys-
$im hodnostarim a jejich manzelkam.*” Muzské rou-
cho se skladalo z pfiléhavé svrchni haleny s izkymi ru-
kavy, zakonc¢enymi typickymi manzetami, a ze zastéry,
resp. suknice ve dvou dilcich, prednim a zadnim, které
se na bocich prekryvaly. V pase byla uvdzana stuzka
s dlouhym volnym koncem. Neodmyslitelny byl klo-
bouk s tfdsnémi, limec a nahrdelnik. Zensky formalni
sat se skladal z dlouhého roucha (¢chang-pchao), tfic-
tvrtedni vesty bez rukavd, sirokého limce a ¢epce (klo-
bouku) s kovovou $pi¢kou (¢chao-kuan). Zeny nosily
jiné Sperky nez muzi: ozdobné aplikace na ¢epci, naus-
nice, tfi ndhrdelniky. K butonku na prsou byl upevnény
bily hedvabny pruh, splyvajici ke kolentim. Vyse po-
psané typy odévd, které povazujeme za mandzuské,
byly zavazné pro uredniky ve statni spravé a pro ¢leny
mandzuskych prapor( bez ohledu na to, z jakého po-
chazeli etnika. Nicméné zeny z etnika Chan mivaji na
portrétech svatebni odév véetné zdobné koruny na
hlavé (obr. 1.7). Oblékaly jasné ¢ervené svatebni rou-
cho a pres né pestre vysivanou vestu bez rukava (sia-
pchej), s volnym ctyfrohym limcem, zvanym podle
okraju ,oblacny” (jiin-tien). Vesta dosahovala ke kole-
nam, byla Uzka a méla bo¢ni rozparky, cozZ je na por-
trétech dobre patrné. Pokud jde o doplriky, nejdulezi-
t&jsi byl barevny ¢tverec, oznacujici manzelovu Ufedni
hodnost, se zrcadlové prevracenym vyjevem. K obvy-
klym Sperkdim patfily rozli¢cné ndusnice, pas se sponou
a privéskem, jehoz horni ¢ast na portrétu zakryvaji ru-
kavy, a zejména jiz zminéna koruna zdobena fénixy
(feng-kuan) s dlouhymi perlovymi privésky po stranach
(obr. 1.8).

Mandzuské Zeny nebyvaji zobrazené ve svatebnim
saté. Na portrétech ze 17. stoleti maji pomérné jedno-
duchy sat*® (obr. 1.9), pozdéji byvaji zobrazeny ve for-
malnim dvorském rouse, pokud jim pfinalezelo,*
anebo v poloformalnim saté. Jelikoz portréty Zen vzni-
kaly jako proté&jsky muzova portrétu, je i odév slozeny
z komponent( reflektujicich muzsky 3at: u dvorského
draci roucho a klobouk se $pickou (obr. 1.6b), u polo-
formalniho satu jednobarevny kabat s urednickym
¢tvercem obleceny pres draci roucho (obr. 1.10). Po-

tips in the portraits. We also cannot see the official square
sewn on the back of his robe, the pendants hanging at the
waist covered by the sleeves, and the long braid hanging
down the man’s back.

Only a few scrolls depict ancestors in ceremonial court
robes (chaofu) with rich dragon ornamentation (Fig. 1.6a,
1.6b), belonging to the highest dignitaries and their
wives.>” Men's robes consisted of a close-fitting overcoat
with narrow sleeves, with typical cuffs at the end, and an
apron, or skirt, in two parts, front and back, which over-
lapped at the sides. A ribbon was tied at the waist with
alongloose end. A hat with tassels, a collar and a necklace
were necessary accessories. Women'’s formal dress con-
sisted of a long robe (changpao), a sleeveless three-quarter
waistcoat, a wide collar, and a hat (chaoguan) with a metal
tip. Women wore different jewellery than men: decorative
applications on the hat, earrings, three necklaces. A white
silk strip was attached to the button on the chest, flowing
down to the knees. The types of clothing described above
that we consider Manchu were mandatory for civil servants
and members of Manchu banners, regardless of their eth-
nicity. However, Han women in portraits are wearing wed-
ding attire, including a decorative crown on their head (Fig.
1.7). They wore bright red wedding robes with a colourfully
embroidered sleeveless waistcoat (xiapei), with a loose
four-cornered collar, called ‘cloudy’ (yunjian) because of its
edges. The waistcoat reached down to the knees, it was
narrow and had side slits, which is clearly visible in the por-
traits. As for accessories, the most important was a sewed-
on square badge, indicating the husband’s official rank,
rendered in a mirror image. Common jewellery included
various earrings, a belt with a buckle, and a pendant, the
upper part of which is covered by the sleeves in the por-
trait, and especially the above mentioned crown decorated
with phoenixes (fengguan) with long pearl pendants on
each side (Fig. 1.8).

Manchu women are not usually depicted in wedding dress.
In 17™-century portraits they have relatively simple cloth-
ing*® (Fig. 1.9), while later they are depicted in formal court
robes, if they suited their rank,* or in semi-formal clothing.
Since women'’s portraits were created as counterparts to
men’s portraits, the clothing is also composed of com-
ponents reflecting men’s clothing: court clothing consisted

37  Dvorsky odév cchao-fu predstavoval nejvy3$si formalni Grover odévu. Vice v kapitole 2./ Court dress chaofu represented the

highest formal level of clothing. Read more in Chapter 2.

38  Tatojednoduchost se tykala i cisafoven, viz portréty in Stuart — Rawski, 2001: 193, 198, obr. 7, 45./ This simplicity also applied
to empresses, see portraits in Stuart — Rawski, 2001: 193, 198, Fig. 360-361.

39 Ve shirce Naprstkova muzea jsou dva portréty zeny ve formalnim dvorském rouchu, zapsané pod inv. ¢. 17752 (obr. 1.6b)
ainv. ¢. 17897 (reprodukovany in Heroldova, 2021: 69). / The Naprstek Museum collection includes two portraits of a woman
in formal court robes, registered under inv. no. 17752 (Fig. 1.6b) and inv. no. 17897 (reproduced in Heroldova, 2021: 69).
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