Jifi Trnka patfil k tém vyjimeénym umél-
clim, ktefi diky véestrannému nadani nejen
vyznamné ovlivnili fadu oboru, ale doka-
zali je ve své tvorbé stastné skloubit. Na
vybranych prikladech predstavim, jakym
zpUsobem pristupoval k oblibenym pred-
loham, k nimz se vracel v riiznych médiich.
V prispévku se zaméfim na tézisté jeho
dilaisamotného sympozia:ilustraci a ani-
movanou, predevsim loutkovou tvorbu
a poukazu na novatorstvi, s nimz je rozvijel.
Kli¢ova slova: Jifi Trnka, ilustrace,
animovana tvorba

~Malif mlze ke kniZce pristoupit v podstaté
dvojim zplisobem. Bud' vyhledava v prou-
du vypravéni vyrazné a zajimavé situace,
ktere pak nakresli. [...] Nebo se snazi svymi
prostredky, bez ohledu na situace, vyjadrit
atmosféru textu. To je mdj zplsob. Nefikam,
Ze to Ci ono je lepsi. Oboje je dobré, kdyz
se to umi. Ja sam Ctu text, treba nékolikrat,
pak zacnu citit krajinu, denni dobu, prosté

"

vstfebavam do sebe ovzdusi knihy.

Vypoved neni jen své&dectvim o pfistupu
Jifiho Trnky ke zpracovavané latce. Pro-
zrazuje mnohé o velké mife empatie a in-
vence, a zaroven o pokofe a profesionalni
poctivosti, kterou ve svych vzpominkach
ostatné ocenuje fada jeho kolegl a pratel.
A stejné jako nailustraci Ize uvedené slova
vztahnout i na dalsi obory, kterym se tento
vSestranny umélec vénoval — prfedevsim
na loutkarstvi, filmovou tvorbu, scénicke
a kostymni vytvarnictvi, na malbu a sochar-
stvi, ale zaroven na design hragek, nabytku,
bytovych doplikd nebo gobelind, volnou
a knizni grafiku, typografii, vystavni instala-
ce. Ve svéem dile je navic dokéazal provazat
v jeden celek pfi plném respektovani jejich
specifik. Jak konstatuje v rozsahlé studii
Lubo$ Hlavacek, ,do kazdého svého pra-
covniho oboru vkladal vse, co jednotliva

disciplina potfebovala a co on sam pro ni
doved| vykonat”. ?

Literarni predlohy, které si Jifi Trnka
vybiral, totiz nejenze ddkladné znal, ale
utvarel si k nim Uzky, osobni vztah. | to byl
ziejmé jeden z dlvodd, pro¢ se k nim ne-
ztidka vracel, ¢asto navic v jiném mediu.
Karafiatovi Broucci, jejichz knizni vydani
z r. 1941 ilustroval, Jifiho Trnku inspirovali
uz dfive k vytvoreni loutkovych her, které
uved| ve svém Drevéném divadle (1936, 1937),
a ke vzniku dioramatu pro nerealizovanou
¢eskoslovenskou expozici Svetové vystavy
v New Yorku (1939). Vilustraci se k nim potom
znovu vratil na sklonku Zivota (1968). Jina
hra z repertoaru Dfevéného divadla, Men-
zelQiv Vasil a medvéd, se stala predobrazem
Misi Kulicky. Své prvni, jesté kreslené filmy
Zviratka a Petrovsti a Zasadil dédek repu
(1945, 1946) preved! do vytvarného dopro-
vodu Hrubinovy knihy Dvé veselé pohadky
(1957). Po filmu Cisardyv slavik (1948) se vratil
k pfedloham Hanse Christiana Andersena
jako ilustrator jeho Pohadek (1957). Naopak

Shakespearlv Sen noci svatojanské Jifiho
Trnku vytvarné zaujal dlouho predtim, nez
jej pfeved| do pohybové fedi stejnojmenné-
ho filmu - uz v dobé studia na Umélecko-

primyslove skole se mu vénoval v kresbé
a litografii, pozdéji také v suché jehle a mal-
bé. A pravé v prolinani rlznych pfistupt
av komplexnosti dila tkvi jeho jedine¢nost.

Prestoze Trnkovo umeélecké rozpéti bylo na-
tolik Siroke, ze by si pozornost jisté zaslouzily
i dalsi z tvircich oblasti, jimz se vénoval,
zameérim se na dve z nich, ilustraci a animo-
vanou tvorbu. Obé jsou klicové v kontextu
samotného jeho dila i tohoto sympozia.
Nejen co do poctu titull, ale predevsim
novatorskym pfistupem, jimz pfispél ke
svetovemu uznani nasi tvorby a inspiroval
fadu nasledovnikd, kracejicich pak viastni,
osobitou cestou.

1/ CHVOUKOVA, Helena. Jifi Trnka. Plzef: Zapadodeské nakladatelstvi, 1990, s. 79. ISBN 80-7088-009-0.
2/ HLAVACEK, Lubo$ a PAVLUCH, Lev, ed. Jifi Trnka. Praha: Academia, 2002, s. 405. ISBN 80-200-1050-5.
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UZ za okupace se podilel na vzniku
noveho ilustracniho typu zavrSujiciho sna-
hy o ¢eskou krasnou knihu formované od
pfelomu stoleti, ktery se naplno rozvinul
prave v 50. a 60. letech, tedy v dobé vrcholu
Trnkovy tvaréi ¢innosti. Po skon¢enivalky se
stal jednim ze zakladateld vyjimecné ceské
animatorske skoly. Vytvoril tak jedinecny
protipol tehdy dominujicimu disneyovske-
mu pfistupu — vyhnul se situacnim gagim
a naopak akcentoval lyricky charakter déje
spocivajici v podmanivé atmosfére, ktery
mnohdy ovSem nepostrada ani humor.

Vyuzival rozmanitych technik
a pristupl s presahy do jinych vytvarnych
obord. Vilustraci to byla perokresba, pas-
tel, akvarel, kvas, tempera, kolaz, skrabana
i kombinovana technika, v jejichz ramci se
pozvolna posouval od kresebného drob-
nopisu k malifskému pojeti s dirazem na
barvu. RUzné pristupy uplatnil i v kompozi¢ni
roving, pohyboval se v Sirokém rozpéti od
celostrannych ilustraci pfes mensi kresby
vkladané do textu az po inicialy. Vytvarny
doprovod knihy navic novatorsky rozsifil
o prostorove ¢asti, které po jejim rozevieni
slouzily jako scéna s kulisami hlavnim posta-
vam vystfizenym z pfilozeného archu. Reseni,
jimZz do knihy vnesl prvek hry, vyuzil uz r.
1956 v knihach Cervena karkulka a O per-
nikové chaloupce. A prave v pohadkovych
nametech tkvitezisté jeho ilustracnitvorby.
Prestoze se vénovalijinym zanrdm, pohadky
Charlese Perraulta, bratii Grimmu, Karla Ja-
romira Erbena, Hanse Christiana Andersena,
Jifiho Mahena, Frantiska Hrubina nebo Jana
Wericha ma uz nekolik generaci spojené
s vytvarnym doprovodem Jifiho Trnky.

Jako animator pracoval technikou fil-
mu kresleného, papirkového, manaskoveho
a pfedevsim loutkového, v némz uplatnil
dlouholete zkuSenosti s loutkovym diva-
dlem — a obecné silné plastické citéni. Uz
filmem Spalidek reflektujicim lidové tradice

(1947) presvédgil, Zze i v tomto médiu mohou
vznikat umeélecky naroc¢née snimky vyuzi-
vajici specifik montaze, prace s kamerou
nebo stfihu. Propojenim vSech jeho slozek,
od vytvarné stylizace loutek pfes deko-
race az po slozku hudebni dosahl stylove
a kompozi¢né jednotného celku, ktery az na
vyjimky nepotreboval mluveny doprovod.
Vedle lidovych a mytickych namétt (Staré
poveésti ceskeé, 1952) se v nich podobné ja-
ko v ilustra&ni tvorbé& vénoval z velké ¢asti
pohadkam (kromé uz zminénych snimkud
pfedevsim Bajaja, 1950). Inovativné ale zpra-
coval také predlohy uréené dospélym (mj.
Osudy dobrého vojaka Svejka, 1954-1955)
a vyjadroval se i k zavaznym soucasnym
problémum (Kyberneticka babicka, 1962,
Ruka, 1965).

Vyznam tvorby Jifiho Trnky nejen v Ceskem,
ale i mezinarodnim kontextu potvrzuje na
pét desitek vyznamnych ocenéni: pres-
tizni cena Hanse Christiana Andersena za
celoZivotni dilo v ilustracni tvorbé, kterou
ziskal jako prvni Cech (1968), Zlata medaile
MFF v Bergamu tvdrci zaslouzilému o rozvoj
svétoveé kinematografie za souhrnne dilo
v oboru loutkovych filmu (1961), Hlavni cena
MFF v Cannes (1946, Zviratka a Petrovsti),
Zlata medaile za nejlepsi loutkovy film na
MFF v Benatkach (1948, Spalicek), Méliésova
cena za nejlepséi animovany film (1948 Spali-
ek, 1950 Cisarav slavik, 1952 Staré povésti
ceskeé), Zvlastni cena MFF v Cannes (1959,
Sen noci svatojanské), Zvlastni cena poroty
na Mezinarodnim festivalu animovaného
filmu (1965, Ruka) a dalsi.

Kdyz jsem v Uvodu svého pfispévku jmeno-
vala umélecké oblasti, do kterych Jifi Trnka
svou tvorbou zasahl, jednu jsem nezminila.
Je ji oblast literarni, do niz vstoupil pravé
knihou Zahrada — pohadkovym pfibéhem,
znasobenym vytvarnou slozkou. Stejné jako

3/ Film Bretislava Pojara (1978), divadelni adaptace Jindry Delongové (Zahrada, 1976),

Ivy Pefinové (Branka zaviena na knoflik, 1977) a dalsi.

jeho ostatni tvorba je zaloZzen na citu pro
detail a poeticke imaginaci, probouzejici
obrazotvornost ve ¢tenafi a zaroven diva-
kovi, kterému svou metafori¢nosti otevira
prostor pro vlastni interpretaci. Stala se
nejen predlohou stejnojmenného loutko-
vého filmu a nékolika dramatizaci,® ale stale
je —adoufejme, Ze nadale zUstane —inspiraci
dalsim tvaréim generacim, které spojuje
poetické vidéni svéta.

Jiri Trnka's artistic legacy

Jifi Trnka was one of those exceptional
artists who, thanks to his versatile talents,
not only significantly influenced a num-
ber of disciplines, but also managed to
combine them happily in his work. Using
selected examples, | will present how he
approached his favourite subjects, which
he returned to in various media. In this
paper, | will focus on the core of his work
and the symposium itself:illustration and
animation, especially puppetry, and point
out the innovation with which he devel-
oped them.

Key words: Jifi Trnka, illustration,
animation

“There are essentially two ways in which
a painter can approach a book. He can look
for distinctive and interesting situations in
the narrative stream, which he then draws.
[...] Or he can try, using his own means,
without regard to the situation, to express
the atmosphere of the text. This is my way.
I'm not saying that one or the other is better.
They are both good, when done well. | per-
sonally read the text, maybe several times,
and then | begin to feel the landscape, the
time of day, | just ingest the atmosphere
of the book.”"

This account not only shows Jifi Trnka's
approach to the material he illustrated. It
also betrays much about the great extent of
his empathy and invention, and also about
the humility and professional probity that
so many of his colleagues and friends say
in their memoirs that they admire about
him. It is true not only of his illustration but
of the other fields in which this versatile
artist worked — puppetry, film work, set and
costume design, painting and sculpture,
and also the design of toys, furniture, home
accessories and tapestries, graphic art both
freestyle and for books, typography and
exhibition installations. Moreover, he man-
aged in his work to tie them all together
while fully respecting their specific natures.
As Lubos Hlavacek says in his extensive
study, “into each of the areas in which he
worked he put everything that the individual
discipline required and that he himself was
able to do for it"2

Jifi Trnka chose literary works that he not
only knew thoroughly but to which he had
a personal relationship. This was clearly one
of the reasons why he frequently returned
to them, often in another medium. Karafiat's
Fireflies, which Trnka illustrated in 1941, was
a book that had earlier inspired him to cre-
ate the puppet plays that he showed in his
Wooden Theatre (1936, 1937), and to create
adiorama for the unrealised Czechoslovak
exhibition at the World's Fair in New York
(1939). In his illustration he returned to it
again at the end of his life (1968). Another
play from the Wooden Theatre's repertoire,
Menzel's Vasil and the Bear, became the
forerunner for Misa Kulicka. His first, still
hand-drawn animated films The Musicians
of Bremen and Grandpa Planted a Beet
(1945, 1946) he later converted into the il-
lustrations for Hrubin's book Two Cheerful
Stories (1957). After the film The Emperor’s

1/ CHVOUKOVA, Helena. Jifi Trnka. Plzef: Zapadodeské nakladatelstvi, 1990, p. 79. ISBN 80-7088-009-0.
2/ HLAVACEK, Lubo$ a PAVLUCH, Lev, ed. Jifi Trnka. Praha: Academia, 2002, p. 405. ISBN 80-200-1050-5
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Nightingale (1948) he returned to Hans
Christian Andersen as the illustrator of his
Fairy Tales (1957). Shakespeare's A Mid-
summer Night's Dream had captured Jifi
Trnka's artistic imagination long before he
transposed it into the language of move-
ment in his film of the same name. While he
was still a student at the School of Applied
Arts (known today as the Academy of Arts,
Architecture and Design in Prague), the play
had been the subject of his drawings and
lithographs, later also dry needle and paint-
ing work. It is this interweaving of various
approaches and the complexity of his work
that makes Trnka unique.

Although his artistic range was so
broad that other creative fields of his also
merit attention, | shall focus on two of them,
illustration and animated film. Both are of
key importance in the context of his work
itself and also of this symposium. Not only
in terms of the number of works, but above
all for the innovative approach that helped
win world recognition for Czech work and
inspired a number of followers, who then
pursued their own, individual paths.

During the war he helped to create
a new type of illustration that represented
a high point in Czech book design, part of an
endeavour that had been taking shape since
the turn of the century. It then developed
fully in the 1950s and 1960s. After the war he
was one of the founders of the exceptional
Czech school of animation. In doing so he
created a counterpart to the then-dom-
inant Disneyesque approach — avoiding
situational gags, he instead accentuated
the lyrical character of the plot, creating an
atmosphere of enchantment that did not,
however, lack humour.

He used a variety of techniques and
approaches, overlapping with other fields
of art. Inillustration these were pen and ink,
pastels, watercolours, gouache, tempera,

collage, scratched and combined tech-
nique, moving gradually from fine drawings
to a painterly concept with an emphasis on
colour. He also used a wide range of com-
positional approaches, including full-page
illustrations, smaller drawings inserted in
the text and initials. One of his innovative
approaches was to extend the illustrations
to include spatial elements that, when the
book was opened, served as a stage and
scenery for the main figures, cut out of an
attached sheet of paper. This solution, which
brought an element of the theatre into the
book, was one he first used in 1956 in the
books Little Red Riding Hood and Hansel
and Gretel. Indeed, fairy tale subjects were
the mainstay of his illustration work. While
he also worked in other genres, it is the
fairy tales of Charles Perrault, the Brothers
Grimm, Karel Jaromir Erben, Hans Christian
Andersen, Jifi Mahen, FrantiSek Hrubin and
Jan Werich that several generations have
connected with illustrations by Jifi Trnka.
As an animated film maker he used
several techniques — hand drawing, paper
cutout, glove puppets and above all mar-
jonettes, where he made use of his many
years of experience with marionette the-
atre, and in general of his strong spatial
sense. He had already shown in the film The
Czech Year (1947), which reflected on folk
traditions, that even in this medium it was
possible to create artistically-demanding
films using specific montage, camera and
editing techniques. In the combination of
all its elements — the artistic stylisation of
puppets, sets and the musical component
- he achieved awhole that was unified both
in style and composition, and which, bar
a few exceptions, did not need a spoken
accompaniment. As well as subjects from
folk tales and legends (Old Czech Legends,
1952) he made much use of fairy tales,
as in his illustration work (above all the

3/ Bretislav Pojar’s film (1978) and theatre adaptations by Jindra Delongova (The Garden, 1976),

Iva Pefinova (The Gate Closed With a Button, 1977) etc.

film Bajaja, 1950, as well as those already
mentioned). He was also innovative when
creating films from adult books (including
The Good Soldier Schweik, 1954-55) and
also addressed pressing contemporary
problems (The Cybernetic Grandmother,
1952, The Hand, 1965).

The significance of Jifi Trnka's work
not only in the Czech but also the inter-
national context is confirmed by over fifty
distinguished awards: the prestigious Hans
Christian Andersen Award for his lifelong
work in illustration, which he was the first
Czech to win (1968), a gold medal at the
international film festival in Bergamo for his
contribution to the development of world
cinematography in his lifelong work in the
field of puppet films (1961), the main award
at the Cannes International Film Festival
(1946, The Musicians of Bremen), a gold
medal for the best puppet film at the Venice
International Film Festival (1948, The Czech
Year), a Méliés award for the best animated
film (1948 The Czech Year, 1950 The Emper-
or’'s Nightingale, 1951 Old Czech Legends),
a special award at the Cannes International
Film Festival (1959, A Midsummer Night's
Dream), a special jury award at the Interna-
tional Festival of Animated Film (1965, The
Hand) and others.

When in my introduction | listed the
artistic fields in which Jifi Trnka worked,
there was one | did not mention. This is the
literary field, which he entered with his book
The Garden - a fairy tale story heightened
by its artistic component. Like his other
work, it is based on a sense of detail and
on poetic imagination that at the same time
awakens the imagination both of the reader
and the viewer, for whom it opens up, inits
metaphorical nature, space for their own
interpretation. The book became not only
the material for a puppet film of the same
name and several dramatisations,® but it
is—and, let us hope, will always remain —an
inspiration to further creative generations
connected by a poetic view of the world.
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