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ABSTRAKT

V této bakalarské praci se soustiedim na problematiku ptekladu turistickych privodcd,
tykajici se terminologie, intertextuality a kultury. Teoreticka ¢ast obsahuje obecny rozbor
této literatury jako je zanr a typické znaky. V praktické Casti pak na zéklad¢ vlastniho
piekladu casti vybrané knihy rozebiram nékteré problematické rysy tohoto textu, na které

1ze pti prekladu narazit, a jejich mozna feseni.

Kli¢ova slova:
turisticky privodce, pieklad, vychozi text, vychozi jazyk, cilovy text, cilovy jazyk,
terminologie, intertextualita, idiomy, Buckinghamsky palac, historie, architektura, uméni,

jména.

ABSTRACT

In this bachelor thesis | focus on the problematics of the translation of the tourist guide
books — concerning terminology, intertextuality and culture. The theoretical part contains a
general study of the guides, e.g. their genre and the typical features. In the analytical part,
based on my own translation of a part of a chosen book, | analyse the problematic features

of the text that may occur during the process of translation, and their possible solutions.

Keywords:
tourist guide, translation, source text, source language, target text, target language,

terminology, intertextuality, idioms, Buckingham palace, history, architecture, arts, names.
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INTRODUCTION
Translation is like a woman: if she is faithful, she is not beautiful; if she is beautiful, she is
not faithful.

Russian proverb?

Concerning translation of tourist guidebooks, faithfulness and preserving of the
informativeness of the text is crucial. For me, as a non-professional and inexperienced
translator, this thesis was a great challenge. | decided to translate a large part of
Buckingham Palace Official Souvenir Guide to use it as a corpus text for the analytical part
of the thesis.

The source text is published by the Royal Collection and its translation requires
preserving the high level of formality and keeping the standard of the language.

The analytical part of the thesis analysing mainly the translation of terminology is
supplemented with the theoretical part dealing with the theory of guidebooks and its main
features, and translation, translating strategies, terminology, equivalence and
intertextuality.

The major part of the thesis are the two appendices, both containing 19-page texts:
Ad 1 The source text - Buckingham Palace Official Souvenir Guide: | chose chapters
Introduction, Architectural History and The Occupants of the Buckingham Palace, and one
of the rooms concerned in the chapter Tour of the Palace, The Music Room, to show how
the guide informs visitors and other readers of the text.

Ad 2 The target text - Buckinghamsky palac: Oficialni upominkovy privodce: this
is the whole translation analysed in chapters 4 and 5 of the analytical part.

Before | started to translate the corpus text, my first hypothesis was that when |
work with a text introducing foreign history, tradition and culture, | have to translate it
faithfully and preserve the ‘strangerhood’ perspective and all the aspects of the text, i.e. |
cannot use adaptation and include any target culture features into it.

The aim of the thesis is, based on evidence, the process of translation the corpus

text and its analysis, to confirm this hypothesis or disprove it.

! (Language Realm n. d.)
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1 TOURIST GUIDEBOOKS

This chapter analyzes the basics of tourist guidebooks, their characteristics, what genre
they belong to, what register they use and what types of tourist guidebooks exist. A very
important part of the chapter is linguistic means used in the guidebooks to affect the

readers.

1.1  History of tourist guidebooks

Itineraries and road books can be considered to be the predecessors of guidebooks. In the
Roman Empire lists of places near important routes occurred. Later itineraries for
pilgrimages to Compostella, Jerusalem, Rome and other such places were introduced.

In 1552 the first collection of routes for France ‘La Guide des Chemins de France’
appeared. Later similar works concerning other countries started to be printed with details
of fairs and markets and other practical information. Early Grand Tourists often used the
journals and memoirs of previous visitors to help the following ones. Since the twelfth
century, Rome had the Mirabilia, containing the city sights. In the Indulgentiae, there were
churches and relics listed (Jafari 2000, 268).

At the beginning of the eighteenth century the tradition of European cities’
guidebooks spread all around the continent. With the travel boom, the tourists started to
require more data: apart from the basic information, they also wanted to know about the
architecture, nature and art. Later itineraries with transport, accommodation and costs
details appeared in the brochures. In the nineteenth century, two publishers had an
important influence on the development of guidebooks: John Murray and Karl Baedeker.
John Murray was not very satisfied with the current standard of the guidebooks he had used
as a tourist and decided to hire his own writers. ‘Murray Hand-Guides” were designed for
the British middle classe and their limited time and financial resources. Karl Baedeker
followed Murray’s system. In 1827 he established his publishing company and started the
travel guide business. ‘Baedekers’ become very popular and throughout the whole 19th
century and into the 20th and were produced in thirty countries all around the world (Jafari
2000, 267-269). In 1943 the company’s headquarter and archives in Leipzig, Germany
were destroyed by Allied bombers. In January 2008 the Baedeker re-entered the market
with a brand new series of 12 English-language guidebooks and keeps publishing new titles
(The Telegraph, 22 Dec 2007). Until now Baedekers, together with The Lonely Planet,

Rough Guides, National Geographic and DK Eyewitness Travel Guides remain at the top
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of the publishing market. In Czech, ‘bedekr’ is a common eponym used for a tourist

guidebook.

1.2  Characteristic of guidebooks

The aim of guidebooks is to attract people to visit a particular place, and to provide
information and guidance to travellers. They usually combine itinerary and places of
interest with recommendations of accommodation, restaurants and transport.

The target group of the books are non-local people, although the locals sometimes
use them as well, e.g. to learn some more about their surroundings, to plan what places to
show to their visitors.

The guides represent and evaluate geographical areas, such as countries, regions,
counties, towns, nature or attractive individual sites. They can be also focused on a special
interest, e.g. regional cooking, some kind of sports, culture etc. We can find there
accommodation options, main attractions, places where to eat, drink etc.

It is supposed to be helpful for a pre-trip planning and to guide travellers through a
certain place. For this occasion the book usually contains street maps and transport maps.

The larger the area, the more general the information included. The following table
contains the comparison of information in tourist guides about a country vs. a city and a
particular place:

Country — The Rough Guide to Britain (covering the Great Britain and the isles, but
not the Northern Ireland); City — The Rough Guide to London (Czech edition); Place — The

Tower of London: The official guidebook:

Table 1. The comparison of three tourist guidebooks and the information they provide.

The Rough Guide  The Rough Guide  The Tower of London:

to Britain to London The official guidebook
Number of pages 1376 382 + 36 60
Paper size 19.8 x 13cm 19.7 x 13.1cm 29.6 x 18.5cm

Total area covered 230 700 sq km 1580 sq km 18 acres/ 0,0728 sq km
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The Rough Guide to The Rough Guideto  The Tower of London: The

Britain London official guidebook

Transport info v’? v x
Money & Costs v v x
Accommaodation v v x
Food & Drink v v x
Events v v x
Highlights v v v
Arts v v v
Opening hours v v x
History v v v
Architecture v v v
Nature v v x
Period paintings x x v
Photos v v v
Shopping v v x
Sports v v x
Visitors with children x v x
V.isito_r.s yvith v v e
disabilities

Glossary v x v
Maps v v v
Websites v v v

(Andrews 2004; Humphreys 2010a; Encyclopedia of the Nations n. d.; Thurley, Impey and
Hammond 2006; Transport for London n. d.)

According to the data covered in the table, both Rough Guides include basically the
same kinds of information. The Guide to Britain covers a large area and therefore the
limited space does not allow the authors to pay much attention to them and go more to
depth, whereas the Tower of London guide is focused on the sight itself and it does not
include any general information on the entire city. Concerning the London guide, this type

of guidebooks seems to be the most complex out of our three examples. There is enough

2 A tick (v") stands for 'yes', a cross (%) means 'no’ and tell us whether the particular type of
information is included in the book, or not.
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space to introduce all interesting facts and attractions with detailed road maps and useful
information.

The travel guide books are very useful to a large number of tourists, but on the other
hand they brought enormous number of visitors to places special for their atmosphere and

intimacy which was soon destroyed by the crowds.

1.3  Genre, register, text type

This chapter deals with the three basic categories of texts: genre, register and text type.

1.3.1 Genre

Genre is a category of writing. Genres are basically sets of similar works with similar or the
same composition and purpose, and are associated with certain types of social or
communicative situation (Hatim & Munday 2004, 340). Its levels are genre, subgenre
(subordinate) and supergenre (superordinate). The two main groups are fiction and non-
fiction which are further divided into many subgenres.

Tourist guidebooks belong to non-fiction, which is a broad category. The aim of this
genre is to inform, instruct, entertain or persuade the reader. It covers all works based on
truth which are not fictionally modified. This field contains a large variety of texts, e.g.
biographies, autobiographies, textbooks, encyclopedias and travel writing. Interestingly,
travel writing might be considered to belong to both fiction and non-fiction. It depends on
the authenticity. There are fictional travelogues, like Gulliver’s Travels by Jonathan Swift.
Another example is Marco Polo: he is often suspected not to have traveled through China,
though he described it in detail in his Travels and Million.

The non-fictional travel writing has more subgenres; together with guidebooks, there
belong also travel articles, travel journals and travel literature. Travel literature consists of
coherently narrated experiences of travellers, usually called itineraries or travelogues
(WorldLingo).

1.3.2 Register
The difference between genre and register is that register refers to a communicative
situation and its context, independently on the text-level; whereas genre concerns the type
of the communicated message and its socio-cultural aspects. (Ferguson 1994, 20-21)

David Crystal, in his Dictionary of Linguistics and Phonetics, characterizes register

as “a variety of language defined according to its use in social situations, e.g. a register of
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scientific, religious, formal English” (Crystal 2003, 393). The most common known
registers are formal and informal.

Among the number of tourist guidebooks informal or colloquial ones can be found,
but these are rather exceptional. The majority of them is written on a more formal level.
Graham Dann claims that the most frequent registers in tourism are the register of nostalgia
tourism, the register of health tourism and the register of food and drink (Dann 2001, 218).
The guidebooks often use the registers of nostalgia and food & drink.

Michael Halliday in 1960’s introduced three phenomena affecting register: field,
tenor and mode. Field is the subject or topic, tenor describes the relationship between the
speaker/writer and the audience, and mode is the way of communication.

Concerning the tourist guidebooks, the field could be tourism, sightseeing or
accommodation; tenor is a guide/a local person/a traveller to a tourist/another traveller; and

the mode is written.

1.3.3 Texttype
Tourist guidebooks belong to a text type called report. Report is an informative text
describing and classifying a subject. It is well organised into paragraphs and it usually

touches fields like history, science, geography, arts or design.

1.4 Types of guidebooks

There is basically no exact categorisation of tourist guidebooks. Rick Steves claims,
that “[t]here are as many types of guidebooks as there are types of travellers” (Steves
2010). We can sort them by destination, for example. The other categories may be e.g.
traditional, visual, ‘lite’ and specialty guidebooks and combination map-guidebooks.

Guidebooks sorted by the covered area: Travel guidebooks cover almost every area
in the world, though these areas differ in size, which does not necessarily have to be
limited by the borders. The market offers travel guidebooks on the whole continents,
countries, groups of countries (e.g. Scandinavia), regions, areas interesting in some way,
cities, or places like castles or cathedrals. It is up to each traveller to choose the book or
books that suit their itinerary the best.

Traditional guidebooks are the most common in this genre. The typical
representatives of this group are the Rough Guides’ series. There is mainly text printed in

the books, completed by mostly black-and-white photos and maps.
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In visual guidebooks the visual aspect is crucial. Contrary to traditional guides with
mainly black-and-white photos, here are only the colour ones. Together with photos, very
important elements are detailed maps and even cross-section schemes of important sites,
e.g. museums or palaces. The whole buildings are described here, room by room. This type
of guidebooks is represented by DK Eyewitness series. Nevertheless, visual guides have
two major disadvantages: the text had to step aside the illustrations and the informativeness
is not as good as in the traditional guidebooks; the second one is their weight: they are
printed on heavy glossy paper (Steves 2010).

There is a wide range of specialty guidebooks at the market. They include
information for special groups of people (families with children, students, eco-tourists,
wine/beer fans), tips for interesting trips (cruises, safari, wildlife, adventure travel,
weekend breaks), food & accommodation (hotels, youth hostels, camping, restaurants,
pubs), sports, luxurious places, or other specific interests, such as Britain from the rails, on-
a-budget trips or free sights and there are hidden and secret places guides (although, thanks
to the books, they are obviously not secret any more). These guides do not offer much
general information, though they focus on their main topic.

“Concerning types of information sought in guidebooks, the interviews facilitate a
distinction between two types of information: ready-to-use answers and cultural/historical
knowledge” (Therkelsen and Serensen 2005, 54). Ready-to-use information type of
guidebooks introduce to a reader the places of interest, often with their opening hours and
admission fees, and describe the basic information on the particular area, such as
geography, transport, accommodation, restaurants, or leisure activities. General cultural
and historical knowledge can be found in almost every guidebook. It leads the reader
through the development and history of the place and its architecture, mentioning all
important people who influenced the site in some way. Ready-to-use information is
considered more functional, nevertheless the background (i.e. cultural and historical)

knowledge is important to understand the place (Therkelsen and Serensen 2005, 54).

This chapter focused on the introduction of guidebooks, their kinds and contents. The

overview of linguistic issues related to guidebooks follows.
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1.5 Linguistic means used in guidebooks

The function of tourist guidebooks is to inform, instruct, encourage and even persuade the
readers to visit the places. In principle, the purpose is to make tourists out of all readers. To
fulfil the aim the use of various verbal and visual techniques (e.g. the authenticity
perspective, the ‘strangerhood’ perspective, euphoria technique, historic present, contrast
and many others) is essential (Capelli 2007, 50).

Concerning the perspectives of the tourist guides, the authenticity perspective
emphasizes the culture, its tradition, customs and values. The strangerhood perspective
relies on the the desire for change of a tourist who is tired of daily routine and seeks a
different environment and new experience. Speaking especially of food, many foreign
words are used to evoke this. Use of euphoria technique is very frequent. Its features are
positive adjectives, superlatives and pointing out the qualities of the particular place.

The historic present makes the impression of dynamism and immediacy; it wakes
imagination and the reader may have the illusion of being a witness of the particular
moment. Example: “20 June 1837 - Princess Victoria awakes at Kensington Palace to
discover that she is the new Queen* (Historic royal palaces n. d.).

Descriptions are frequently made by contrast or comparison, which helps the
recipient make a better picture by comparing the differences and similarities with a place
he/she knows. Comparison can have a form of simile or metaphor. Example: when a place
is referred to as ‘a little Versailles® or ‘a little Venice®, we can imagine what its attributes
are.

The authors use mainly active voice to strengthen the author-reader relationship.
They also control the recipient through imperatives, like “Take a trip down the rabbit hole
as sweet tea room Bea's of Bloomsbury hosts an 'Alice in Wonderland'-inspired party, [...]
go dressed as your favourite character and enjoy...“ (Time Out). Another technique is ego-
targeting; its aim is to make the reader feel privileged.

A well-proven strategy is to connect the place with a famous person. In advertising a
testimony of a celebrity is very common. In guidebooks famous people are frequently
mentioned, mainly from the past, who (or whose works) are connected with the particular
place in some way, like “Dickens moved here in 1837 [...] shortly after his marriage to
Catherine Hogarth, and they lived here for two years, during which time he wrote Nicholas
Necklehy and Oliver Twist” (Humphreys 2010a, 144).
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2 TERMINOLOGY

Terminology is essential for the needs of the translator. It is a scientific discipline dealing
with terms, their collection, description and presentation. Its aim is to standardize the
concepts and terms within all scientific and other specialized fields. Thus terminology
provides a service to other scientific disciplines (Trippel 1999; Cabré 1999, 9). Apart from
the science, terminology is also a term for a set of specialised vocabulary. The main users
of terminology, apart from other scientists, are governmental institutions, organisations,
companies and translators.

There are three key elements of terminology: concept, definition and term. Concepts
are considered to be “units of thought that are used to organize our knowledge and
perceptions of the world around us” (Baker & Saldanha 2009, 286). They occur in complex
conceptual networks. The concept needs a definition, which is a connection between it and
the term.

For terminologists it is important to be specialists both in language and in the subject
field, and to react to the fast development and changes of many subjects of knowledge.
Their work consists of study, analysis, description and creation of terms. Not infrequently
the terms are taken over from one field into another, which causes the creation of new
homonyms, synonyms and polysemy.

Terminology is concerned with many areas. The main directions are defined by
objectives: terminology adapted to the linguistic system, terminology for translation and
terminology oriented towards language planning (Cabré 1999, 12-14). Terminology
management is an important practical branch of science. It creates subject-field
terminology and records it in various databases, lexicons and dictionaries. The agenda
includes also socio-terminological studies of the acceptance of neologisms (Galinski and
Gerhard n. d.). For terminology, strong emphasis on the word-formation development in
the native language is characteristic instead of import of terminology from foreign
languages.

Whereas lexicology shares a similar science subject with terminology, there is a huge
difference between them. According to lexicology, words are elements of discourse and
they are described with respect to their use in context. Terminology, on the contrary, treats

terms independently of any other elements. Furthermore, lexicology researches both



TBU in Zlin, Faculty of Humanities 20

synchronic® and diachronic* linguistic aspects, whilst terminology relates only to the
synchronic features (Cabré 1999, 33).

Terminology is regulated by ISO standards and also by various institutions. One of
the institutions dealing with terminology is International Information Centre for
Terminology, which was founded in 1971. The Centre has a number of members from all
around the world. It starts new terminology projects and arranges cooperation of all

members in the interest of terminology.

2.1 Terminology schools

The early development of terminology, which started in the 1930’s, proceeded quite
simultaneously in Austria, the former Czechoslovakia and the former Soviet Union. Later it
spread to Canada, Belgium or Scandinavia, etc. (Cabré 1999, 12)

The Prague school and the former Soviet school follow the Saussurian approach’.
Interestingly, the Canadian scholars combine both the Saussarian and the Wiisterian®
conceptions. The Vienna school argues that the concept can exist without language. Both
Prague and Soviet schools endeavour after standardisation and Canadians make prompt
efforts to preserve the French language in the country. All these schools are concerned with
concept systems and all of them create term banks (Temmermann 2000, 18-20; Trippel
1999).

2.2 Terminology and translation

The typical example of a person who needs terminology is a translator. Terms are the
key elements of translator’s work. They are very common users of various termbanks,
dictionaries and databases. In the past, many word lists for translation purpose were
developed (usually consisting of technical vocabulary) to standardize the use of the specific
terms. This helped translators to be consistent in the term usage, and also helped the

recipients to better understand the text. Terminology oriented on translation creates

¥ Synchronic linguistics is the study of language at a particular point in time (in the present or even in the

past).

* Diachronic linguistic is the study of a language over a period of time.

® Saussarian view: The term is a linguistic sign and “the totality of content (concept) and form (name).”
(Temmerman 2000, 19)

® According to Wiister, the term is the ‘sign’ has an abstract level and a number of possible realisations”
(Temmerman 2000, 19). He also claims that a separation of concepts and terms is important.
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terminological equivalents in several languages, which contributes to the quality of
translation (Cabré 1999, 14). Various terminological databanks were established for this

purpose.

2.3 Tourism terminology
Tourism, as well as medicine, sciences, law etc., has its own special terminology. It covers
terms related to transportation (the process of buying tickets, types of tickets,
airport/railway-station-related terms etc.), accommodation (accommodation and room
types, booking etc.), tours, public services, taxes, and many other fields. Tourist
guidebooks contain a large number of terms from many fields, such as law, history,
architecture, arts, natural sciences or cuisine.
Here is an example of a common tourist going to London and just a small part of the
variety of terms he meets on his trip:
At the beginning, he has to book hotel and flying tickets and he usually buys a tourist
guidebook. At the airport he meets check-in, where he shows the ticket and his 1D
and gets his boarding card, and then he goes through a security control to his gate. In
London, he goes through a passport control and customs, picks up his luggage and
catches a coach to Victoria Coach Station. Later he checks in the hotel. When he goes
sightseeing, he either buys one of many city bus tours, Thames river cruises, or he
travels on his own and buys an Oyster. The prizes of public transport, especially the

tube, vary according to peak and off-peak times.
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3 TRANSLATION

The term ‘translation’ may refer either to the process of translation, the actual product (i.e.
the text translated into the target language), or the whole subject field (Munday 2000, 3).

There are many views on translation studies, and about as many various definitions
of this field appeared. Generally agreed is the opinion that translation is a transfer of
meaning between two languages. Importantly, the translated text has to have written form.
Turning oral message into a second language is work for an interpreter, which is a
counterpart of a translator.

The subject field has also its own terminology. The fundamental terms, especially
from the translator’s point of view, are source text/language/culture, which is the original
piece of information, and target text/language/culture identifying the focus or the final
piece of information. Another important term is translatability. It enables people to
describe to what extent it is possible to make a successful translation of the particular text
into the target language (Munday 2000, 3).

Roman Jakobson in his work ‘On Linguistic Aspects of Translation’ defined three
types of translation. He claims that a text can be “translated into other signs of the same
language [intralingual translation, usually represented by paraphrase], into another
language [interlingual translation], or into another, nonverbal system of symbols
[intersemiotic translation].” (Jakobson 2000, 124)

Translators usually try to keep “balance between source text loyalty and target text
effectiveness” (Baker & Saldanha 2009, 154). A good translation makes the impression of
being written originally in the target language.

It is worth pointing out that translation is highly subjective discipline and the final
version of the target text depends on the translator’s interpretation and many other factors.
It is very unlikely to find two identical translations of a source text elaborated by several

different translators independently from each other.

This subject field cannot work on its own, which means that for translation are
necessary other sciences and fields of knowledge; equivalence and terminology in

particular. These two factors will be dealt with further in this chapter.
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3.1 Equivalence

Equivalence is very closely connected with translation and it is necessary for the whole
process. It defines the relationship between two texts and the level of translatability.
Equivalent is a word or a phrase with the same meaning or function; it makes the
translation accurate. It also requires the most important qualities of the source text to be
preserved.

Equivalence is a broad field and each scholar would categorise it in different way. A
simple categorisation would be word-to-word, word-to-phrase, phrase-to-phrase
equivalence or E. A. Nida’s formal and dynamic equivalence. (Nababan 2008) Formal
equivalence is focused on the whole message concerning both its form and content.
Dynamic equivalence bears in mind also the target culture and tries to make the message as
understandable as possible.

Andrew Chestermann argues that “equivalence has been split up into functional,
stylistic, semantic, formal or grammatical, statistical and textual subtypes” (Chestermann
1997, 9), though it is influenced by many linguistic and cultural factors. The principle of
functional equivalence is the existence of referents in the source and target languages
having the same or at least similar function. It appears to be the most suitable translation
method. Formal equivalence is also called ‘linguistic equivalence’ and it appears on word
level, suitable for word-for-word translation. It focuses on the aesthetics of the text.
Stylistic equivalence is related to the lexical choices, e.g. level of formality. The aim of
semantic equivalence is to preserve the semantic structure of the text, i.e. the meaning
(Zakhir 2009).

The translator has to prioritize qualities of the text what need to be preserved in the
target language. Based on this hierarchy, he can derive the equivalence requirements.

There are some factors influencing the specification of equivalence type, such as
connotations, register, text type, the audience (receiver), individual stylistic features and

extralinguistic content of the source text (Koller 1979, 99-100).

3.1.1 Non-equivalence

Non-equivalence is a common problem on a word level. It can be connected with culture-
specific or religious terms, like Boxing Day. Christmas, generally, is a culture-specific
phenomenon and people in many parts of the world are not familiar with it at all. The

cultures celebrating Christmas also differ in the way how they celebrate it, the dates when
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is it held and what they call the days of Christmas. Boxing Day, for example, is held in The
Great Britain, Canada, Australia and New Zealand, and takes place on December 26. In
Ireland and the Czech Republic, the same date is called St Stephen’s Day and Africa has
Day of Goodwill (Baker 2010, 21; Peprnik 2004, 124-125, 280-282).

Sometimes, the non-equivalence is the matter of hyponymy and hyperonymy which
are absent in the target language. It does not have either the subordinate word (hyponym),
which is very common, or the superordinate one (hyperonym). (Baker 2010, 23)

There are also differences in form, when a single English word needs to be translated
as whole phrase or sentence, like ‘trainee’ has no equivalent in Czech, as it is translated as

‘a person who is being trained’ (Baker 2010, 24).

3.2 Translation strategies

Translators may use a wide variety of translation strategies (techniques). This chapter
provides a widely-accepted list of the most common and useful ones. They differ in
importance according to text type and translator’s priorities what elements should be
preserved in the target text.

When structural elements can be transported from source into the target language,
direct translation techniques are used (Bosco n. d.):
Borrowing (also called transference) is translation on word level used in the case when the
target language has no equivalent. The original word is transferred straight into the target
language. This is the way how words like ‘software’ or ‘hamburger’ started to exist in
Czech. Calque, loan or through-translation borrows a phrase from the source language and
translates it word-for-word. By literal translation the nearest equivalents of the
grammatical constructions are found and word-for-word translation is done (Ordudari
2007; Bosco n. d.).

When structural elements cannot be directly translated without change of stylistic
components or meaning, it is time for obligue translation techniques (Bosco n. d.):
To deal with different grammatical structures between two languages translators apply the
technique of transposition. It means different arrangement and use of different parts of
speech. Modulation is more abstract than transposition. The translated phrase is not the
same as the original one, but it carries the same meaning. When dealing with idioms and
such specific texts, like advertising slogans, translator needs to express them in a

completely different way. This strategy is called reformulation or equivalence. The freest
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translational technique, usually used in poetry and also for plays, is adaptation. The
principle is shift from the source language culture into the target language culture.
Generally, when some aspect cannot be translated (which would cause a loss of meaning),
we can make compensation somewhere else. A typical example can be humour in the texts.
The combination of two different strategies is called couplets (Ordudari 2007; Bosco n. d.).

There are, of course, many other translational techniques. The so-called faithful and
semantic translations are the most suitable for translation of tourist guidebooks. The aim of
the faithful translation is to obey the grammatical structure of the target language and to
preserve the precise meaning of the original text. The only difference of semantic
translation is the accentuation of the aesthetic value. However, in some cases a paraphrase
can be useful to explain some specific source-culture-bound elements to the reader
(Ordudari 2007). Adaptation (i.e. cultural transplantation) turns out to be unsuitable for the
need of the translator of a tourist guide. Exoticism (foreignizing translation), on the other

hand, seems to be quite convenient (Dybiec 2008).

3.3 Intertextuality

By intertextuality we describe influences between texts and their meaningful links. This
field covers a wide variety of links and references represented by quotations, citations,
allusions, similes and metaphors, but it also deals with plagiarism, which is either intended
or unintended use of other text without declaring it. Different text types have different
intertextuality. Scientific texts have certain rules, e.g. citations and their forms, which are
not required in literary fiction.

Intertextuality consists of two basic elements: metatext and prototext, whereas
metatext is the reference itself and prototext is the text for what the reference is intended
(Logos 2008).

Referring to other texts or other people’s ideas helps the author to make his work
more reliable and interesting and an allusion to a famous film or a popular book can make
the recipient feel involved.

According to Gerard Genette, intertextuality, together with paratextuality (i.e.
relationship of the whole text and its separate part), architextuality (i.e. connection of a text
and its genre), metatextuality (i.e. commentary of another text) and hypotextuality (i.e.
transformation of a preceding text, including translation), is a subtype of transtextuality,

which is a term used for any textual relation (Chandler 2003).
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3.3.1 Types of intertextuality
We can distinguish two basic types of references: horizontal and vertical. ,,Horizontal
intertexuality involves direct reference to another text. Vertical intertexuality is more an
allusion and can refer to a mode of writing, a style, etc.” (Hatim & Munday 2003, 343)
Horizontal intertextuality contains concrete references and even straight quotations.
Allusion, typical for vertical intertextuality, is a reference to a person, place or event, no
matter if real or fictious, then also religious text, work of art or a historical figure. Allusion
can borrow the entire mode, like ‘Shakespearean tone’ (Hatim & Munday 2003, 86-87).
Intertextuality can be more or less explicit, which naturally means that the more
implicit the reference is, the less recognisable it is for the reader. The explicitness may be

emphasized by use of quotation marks and other graphic or verbal indication (Logos 2008).

3.3.2 Translation of intertextuality
Translation of intertextuality often becomes a challenge for the translator as it requires
considerable creativity of him. During his work various problems of cultural translatability
appear, and it is necessary for him to be familiar with the cultures of both countries. This
type of translation is somehow “situated on the border between the cultures” (Logos 2008)
and allows certain communication between cultures, enriching them both. The more
culturally specific the reference is and the more distant the two cultures are, the more
difficult the translation will be. First, the translator needs to find the intertextual signals
(signs of intertextual reference) which will help him to identify all intertextual references.
Once the references are found, he has to decide if any aspects of the signs could or should
be omitted in translation and identify priorities for translation. The priorities can be to
preserve informational status, semiotic status, extra-linguistic status or linguistic devices.
These aspects are closely related to the required type of equivalence, which also depends
on the purpose of the translation. (Ennis n. d., 7-11)

Examples of explicit intertextuality in a tourist guidebook and their translation in the
Czech edition:
Example 1 — citation from a book

,,The ground was covered, nearly ankle-deep with filth and mire; a thick
steam perpetually rising from the reeking bodies of the cattle, and mingling
with the fog.*

Charles Dickens, Oliver Twist (Humphreys 2010, 196)
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»Zem byla témér po kotniky pokryta Spinou a bahnem, z pachnoucich tél

mrtvych krav stoupala para a misila se s mlhou.
Charles Dickens, Oliver Twist (Humphreys 2010, 144)

This is the best possible form of reference. The author of the tourist guide put the
excerpt in quotation marks and added the name of the book and its author. The only task
for the translator is to find this sentence in the book written in the target language — if such
edition exists, of course.

Example 2 — poem by unknown author

The night before an execution, a handbell was tolled outside the
condemned’s cell, while the jailer recited the Newgate verse, bellowing the
last two lines: “All you who in the condemned hole do lie / Prepare you for
tomorrow you shall die / And when St Sepulchre’s bell in the morning tolls
/ The Lord above have mercy on your souls”. (Humphreys 2010a, 194)

Vecer pred popravou se pted celou odsouzeného zazvonilo na zvonec,
zalainik odrecitoval basen: Odsouzence, co leZi$ tady v dife, / v&z, Ze zitra
zemfes jako zvite. (...) / A az rano zazvoni ti hrana, / tva duse at’ o milost
prosi Pana. (Humphreys 2010b, 143)

The Newgate verse has supposedly no Czech official translation and the translators of the

book had a free hand in this case.

3.4 Idioms
There are more than 25 000 idioms in English and we can find them in almost any kind of
texts, including travel writing.

There are more types of idioms, more or less recognizable. To the more obvious ones
belong those who do not make sense in literal translation, like ‘raining cats and dogs’.
They also look incorrect (e. g. ‘“Truth will out.” or ‘Not in the slightest.”), or have simile-
like structure and start with like (e. g. ‘drink like a fish”). In English, there are many idioms
with both literal and idiomatic meaning. They seem to be clear and can be easily
misinterpreted, because the surrounding text does not have to signal anything. In this case
the translator needs to know the idioms well (Baker 2010, 63-67).

3.4.1 Translation of idioms

When translating idioms, we can meet these three situations:
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3.4.1.1 The idiom has no equivalent in the target language

Idioms, the same like fixed expressions and single words, may be culture-specific. For
example a formula ‘Merry Christmas’ can not be understood in the countries where
Christmas is not celebrated and people are not familiar with them.

Culture-specific phrases are not necessarily untranslatable. Like in the expression ‘to carry
coals to Newcastle’ the translator has to find the meaning and an equivalent, which, in this
case, would be ‘nosit dfivi do lesa’ (Baker 2010, 68).

Strategy: The translator can find an equivalent, if it is possible, like the examples above.
The equivalent does not necessarily have to have the same form. The next strategies are

paraphrasing and omission.

3.4.1.2 The idiom has a similar counterpart in the target language

These two idioms may have different connotations or may be used in different context. The
English expression ‘to be like a bull in a china shop’ refers to a rather insensitive person or
a person who is clumsy. The Czech equivalent can be ‘byt jako slon v porcelanu’, which
has identical meanings to the English formulation. The similar situation occurs when the
expression ‘Mam hlad jako vlk.” is set against ‘I could eat a horse.” Both idioms reflect
hunger of the speaker. (Baker 2010, 74)

Strategy: Using an idiom of similar meaning and form, using an idiom of similar meaning

and dissimilar form.

3.4.1.3 The idiom can be used in the target language both in literal and idiomatic sense
For the translator, this is the best possibility of all. In this case the translator can use the
same idiom in the target language. For example: ‘You can’t teach an old dog new tricks.’
and ‘Starého psa novym kouskiim nenaucis.’, ‘Hunger is the best cook.” and ‘Hlad je
nejlepsi kuchaf.” or ‘to be skin and bone’ and ‘byt kost a ktize’ — in this case skin and bone
switched their places.

Strategy: Using an idiom of similar meaning and form.
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4 BUCKINGHAM PALACE OFFICIAL SOUVENIR GUIDE

Buckingham Palace Official Souvenir Guide serves as a guide and a souvenir to the visitors
of the Buckingham Palace during the Summer Opening, when Her Majesty the Queen
spends about two months at Balmoral in Scotland.

The 96 page book contains a large number of photos of the exteriors and interiors of
the Palace, and also many period paintings and prints.

It starts with introduction of the Palace and its purpose, followed by the Architectural
History, which covers about a third of the whole book. There is also a chapter called The
Occupants of the Buckingham Palace, introducing all monarchs who lived in the Palace
since Queen Victoria, the first royal inhabitant of the Palace. The rest of the book is
devoted to the guide of all rooms open to the visitors, including information about their
function, all pictures, sculptures, other works of art, etc.

The following chapter analyzes the process of translation of this book. As the
translation for the bachelor thesis the text is too long, therefore | decided to translate the
Introduction, the first two chapters (The Architectural History and The Occupants of the
Buckingham Palace) and one of the rooms from chapter 3: Tour of the Palace, The Music
room, just to illustrate how the tour guide is written and how | dealt with its translation.

Anyway, the translation covers over a half of the book.
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5 TRANSLATION PROCESS

The text of the Buckingham Palace Guide is not so easy to translate faithfully. There is
much terminology from various fields used and the level of formality is high. Also many
intertextual references, especially to old texts appeared; some of them are even three
hundred years old. The translator must bear all these aspects in mind, and consequently, he
has to obey the grammatical and formal features of the target language. According to
Douglas Robinson, a reliable translation is read by the recipient as it were the original text
(Robinson 2009, 301). My intention was to produce the so-called fluency, which is a type
of reliable translation that does not make the reader find out that it is a translation.
However, in my opinion, this kind of text does not allow the translator to make such work.
The result of translation of this book is more likely the foreignism, a text with “a slightly
alien feel” (Robinson 2009, 10)

In chapter ‘Occupants of Buckingham Palace’, subchapter King Edward VII and
Queen Alexandra, | found an opportunity to use a strategy of compensation:

Declaring with a characteristic roll of his ‘r’s, ‘I don’t know much about arrt, but |

think I know something about arrangement’, he set about the complete redecoration

of the interior in a universal white-and-gold finish.

Jak se svym charakteristickym vyraznym ‘v’ deklaroval, ,,mozZnd moc nerrozezndam
umeni, ale zato se vyznam V arranzma, pustil se do kompletni obmény vyzdoby

interiéru na univerzalni zlatobilou kombinaci.

First, I watched a video on YouTube, what exactly is rolling of ‘r’, which turned out to
be the alveolar trill characteristic even for the Czech language, but not for English. The
reader will understand that the king’s pronunciation of ‘r’ refers to English and this is only
a demonstration of his speech. The first translation of his quote did not include any word
with ‘r’, therefore I need to transform it and find some suitable words to demonstrate the
feature of his pronunciation. Anyway, it was to compensate it in different parts of the
sentence.

During the process of translation | found out that adaptation is the best possible way
how to translate some specific parts of the text.

Long in waiting as Prince of Wales, the new King Edward VII moved into
Buckingham Palace a short time after his mother’s death in January 1901 and with
an impact that was later described as like that of a Viennese hussar bursting
suddenly into an English vicarage.
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Dlouho cekajici princ z Walesu, novy kral Eduard VII, se prestehoval do
Buckinghamského paldce jen krdtce po smrti své matky v unoru 1901, a to zpiisobem
pozdéji prirovhanym k neuctive barbarskému.

The source sentence contains a culturally specific idiom. The Czech reader is not familiar

with the Viennese hussar’s behaviour in the English vicarage. Therefore I decided to for an

adaptation, and used a Czech expression for disrespectful behaviour.

5.1 Terminology
Terminology is the key stone of translation. In this chapter | focus on the main types of

terminology translation of the Buckingham Palace Guide.

5.1.1 Architecture
The architectural history is one of the most important parts of the Buckingham Palace
Official Souvenir Guide; it covers about a third of the book.

Translation of architectural terminology requires a precise choice of equivalents to
prevent from any shift of the meaning. When translating terms concerning architecture and
history, | drew the vocabulary from my eight-year experience of a summer tourist guide at
Vranov nad Dyji State Castle. | have also read many books and documents on history, arts
and even architecture to be able to answer all visitors’ questions about these fields. The
opportunity of consultations of the terminology with the castellan of the Vranov Castle,
Karel Janic¢ek, was very valuable for me.

As | already mentioned, much space was given to architectural terms. The evolution

of the palace was retold step-by-step, as visible in the following example:

Beginning with the exterior, the King ordered the refacing of the East Front,
removing the more ornate Baroque features, such as Nost’s statues and the fountain
in the forecourt, and substituting a central frontispiece of four fluted pilasters in
place of Talman’s six. Tijou’s extravagant gates and their railings were swept away
in favour of a much simplified, lower arrangement which gave an air of informality
to the front.

Zapocalo se s exterierem, kde kral naridil upravu vychodniho pruceli, odstranéni
zdobnéjsich baroknich elementii, jako Nostovy sochy a kasnu na ndadvori, a dale pak
nahrazeni ozdoby priceli ctyrmi vroubkovanymi pilastry na misto Talmanovych
Sesti. Tijouovy extravagantni brany a jejich mrizovi ustoupily mnohem jednodussim

a nizsim, které dodaly pruceli nadech neformalnosti.
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Except from the consultations of the terminology, also pictures of the particular
places and various English vocabularies and encyclopedias of architecture were helpful.

In the text also some specific terms appeared, requiring to find out more about them.
For example Elgin marbles (sculptural friezes from the Parthenon named after Earl of
Elgin, who brought them to England) are called in Czech ‘Elginovy mramory’, but also the
expression ‘Elginovy plastiky’ is used. I prefer the second one, because the plural form
‘mramory’is not frequent in Czech. Another term used in the book was the Coade stone,
which is explained in the paragraph called ‘New Technology’: “...William Croggon,
successor to Mrs Eleanor Coade in the manufacture of artificial stone.” Therefore I
translated coade stone as ‘umély kamen’, and scagliola panels as ‘imitace kamene’.

The whole book contains a number of architectural terms. Many of them are parts of
common speech, but some are very specific, or even archaic, and the translators need to use
other literature to find a suitable equivalent. It is not the matter only of architecture, but it is
a general need to work with paralel texts and to have the ability to find important

information.

5.1.2 Names of people

Although | wrote in my theoretical part, chap. 3.2 Translation strategies, that adaptation
(i.e. cultural transplantation) is for the tourist guide translation inconvenient, | decided to
make an exception: the names of the rulers. In the Czech literature the appearance of Czech
forms of their names is very common and the readers are used to it. They know who Vilém
Dobyvatel is, but they are often not familiar with William the Conqueror. Therefore |
decided to be consistent in use of the Czech names for the rulers and their family members,
though some of them are the same in both languages. On the other hand, names of some
royal family members are not translated, e.g. Princes Charles and William. Although
during the live broadcast of the Royal Wedding in April 2011, Alexander Tomsky, a
publicist and one of the co-commentators of the broadcast on CT24, repeatedly used ‘princ
Karel’, but this form is rather exceptional. Concerning the names of other people
mentioned in the text, there was no need to change them because they are never translated.

The guidebook contains names of these rulers (and their family members):

Alexandra, Anne (Anna), Charles II (Karel II.), Charlotte (Sarlota), Edward VIl (Eduard
VIL.), Elizabeth (Alzbéta) George II-VI (Jifi 1I1.-V1.), Henry VIII (Jindfich VIIL.), Louis
XVI (Ludvik XVI.), Mary (Marie), Margaret Rose, Prince Albert Saxe-Coburg and Gotha
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(princ Albert Sasko-Kobursko-Gothajsky’), Princess Charlotte of Mecklenburg-Strelitz
(princezna Sarlota Meklenbursko-Stielick4), Victoria (Viktorie), and William 111, 1V
(Vilém II1., 1V).

Some people are referred to by their titles, e.g. The Duke of Edinburgh (vévoda z
Edinburghu) or the Princess Royal (korunni princezna).

An important difference in writing of names is that in Czech a full stop is written
after the ordinal number, but in English only the numeral is written.

Concerning the names of people, Czech language has a very specific feature —
declension. There are certain rules for declension of foreign names and surnames, which
must be obeyed. The results of this process are e.g. Nashiiv, Arlingtonsky, Wynnem,

Tijouovy, Giovannim Battistou Ciprianim, Eleanor Coadeové, etc.

5.1.3 Titles, jobs and positions
Many titles and job names appear in the corpus text. The British nobility played important

role in the past, and therefore its titles make an important feature of the text.

5.1.3.1 Titles of nobility

Unlike some European and especially non-European countries, The British titles of nobility
have their Czech equivalents and a clear hierarchy. Concerning the titles that appeared in
the corpus text, some of them were already mentioned in the previous chapter about
translation of names; however, | would like to list them once more: King George Il (kral
Jifi 1) (and many other kings); Her Majesty The Queen (Jeji Veli¢enstvo kralovna); her
husband HRH (His Royal Highness) The Duke of Edinburgh (Vévoda z Edinburghu); The
Prince of Wales, the first son of the British monarch (Princ z Walesu); Duke of York
(Vévoda z Yorku), the second son of the British monarch; The Princess Royal (Korunni
princezna), the first daughter of the British monarch; Marquess of Normanby (Markyz z
Normanby), who was later created Duke of Buckingham (Vévoda z Buckinghamu); The
Earl of Wessex (Hrabé z Wessexu); Viscount Esher (Vikomt Esher) and a number of Lords,
e.g. Lord Goring (Lord Goring) (Peprnik 2004, 91-95, 264-265).

” (Wasson 2010, 164)
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5.1.3.2 Job titles

In the text, many people looking for building and decoration of the palace and even the
housekeeping appeared. Some of the titles are common in the target language, but many
jobs are unique, and the Czech equivalents do not appear in the literature.

[T]here are those jobs which are uniquely royal, such as the footmen, pages, and
yeomen of the pantries (responsible for the china, glass and silver) and those that
are nowadays uncommon, such as the fendersmith, the pipe major and the two
clockmakers, who maintain more than a thousand clocks in working order.

[Existuji tu] takové prdce, které jsou vyhradné kralovské, jako lokajové, pdzata,
komornici (ti maji na starosti porcelan, sklo a stribro). Jsou zde i dnes jiz ne
zcela obvyklé pozice, jako spravce krbu, kapelnik ceremonidalni vojenské hudby a
dva hodinari, jez maji na starosti udrzet v chodu vice nez tisicery hodiny.

A fendersmith is a person who is in charge of all fireplaces, especially the fenders in
front of them, but in the past, this person was responsible even for the keeping firej,
therefore | decided to call this job ‘spravce krbl’. Neither the pipe major has an official
Czech equivalent, which, with Mr. Janicek’s help, I translated by a paraphrase: ‘kapelnik
ceremonidlni vojenské hudby’, which is quite long, but it describes the job in an
understandable way. The title yeoman does not have a clear equivalent in this context, and
here the second part of the title, (of) pantries, was the key for the translation. Pantry is
‘komora’, which has the same root as ‘komornik’, who is (or were) responsible for china
etc. It might be even a hyperonym, because ‘komornik’ is responsible for many other
objects and tasks. In the last sentence, also the right form of the numeral was necessary to
bear in mind.

The head of the Royal Household is the Lord Chamberlain. Under him are the heads
of five departments: The Private Secretary, who plans The Queen’s programme,
acting as the channel between The Queen and the Government and dealing with
appointments, constitutional and political matters; the Comptroller of the Lord
Chamberlain’s Office, who is in charge of ceremonial; the Keeper of the Privy
Purse, who looks after royal finances, property maintenance and personnel; the
Master of the Household — a position dating back to 1539 — who is responsible for
the organisation of official entertining; and the Director of the Royal Collection,
who is responsible for the care and display of works of art and for managing the
opening arrangemens for the Palace, the Royal Mews and The Queen’s Gallery.

Hlavou kralovské domdcnosti je Lord komori. Pod nim jsou pak hlavy péti sekci.
Osobni tajemnik planuje krdlovnin program, pusobi i jako spojovaci ¢lanek mezi
kralovnou a viadou a ma na starosti jednani, konstitucni a politické zaleZitosti.
Zastupce uradu lorda komoriho je mistrem ceremonialu. Spravce soukromého fondu
se stard o kralovské finance a majetky, a také o personal. Majordomus — urad, jenz
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se datuje od roku 1539 — je odpovédny za organizaci oficidlnich slavnosti. Reditel
kralovské kolekce ma na praci vystavovani a péci o umélecké prdace a také
management otevirani paldce, krdalovské kocarovny a kralovniny galerie.

This paragraph was quite challenging for me, and | spent a lot of time checking the
responsibilities of some people mentioned here to understand their work and to translate
their titles properly. | found out that The Comptroller of the Lord Chamberlain’s Olffice,
whom [ originally wanted to call ‘Ceremoniar Gfadu lorda komotiho’, partly takes over
some responsibilities of Lord Chamberlain, which makes of him Lord Chamberlain’s
deputy. Thus he was translated as ‘zastupce ufadu lorda komotiiho’. The Master of the
Household department is responsible for a wide range of duties, such as preparation and
presentation of food, housekeeping, glass and plate pantries, wine cellars, flower arranging,
etc. (The Royal Household n. d.) The appropriate word for a manager of employees of all

these branches is ‘majordomus’, the highest person of a household.

5.1.4 Names of rooms
According to the Rough Guide to London, the Buckingham Palace consists of 775 rooms
(Humphreys 2010b, 58), but the Guide focus on only about twenty of them, which form the
tour of the Palace.

Some of the rooms are mentioned in the Rough Guide to London and London DK
Eye Witness — both Czech editions (Humphreys 2010b, 58; Svobodova 2007, 94-95).
Surprisingly, they are not very consistent in the translations of the rooms, moreover the
Rough Guide contains some rooms or parts of the Palace translated, and some not, even
though the translation is possible, which does not appear to be the best solution. The non-
consistency between the two guides could be noticed in the Throne Room, which was
translated as ‘trinni sl’ but also as ‘korunni sal’, or the Ball Room, which was referred to
as ‘tanecni sal’ and ‘plesovy sal’. But they were also surprisingly consistent in the State
Dining Room in Czech as ‘kralovska jidelna’. I probably would not use this translation, but
replaced it with ‘statni jidelna’, for instance, however 1 decided to follow the works of
professional translators. Concerning my translation, | applied this strategy whenever it was
possible, and then | translated the rest of the rooms with help of the castellan and my castle
experience.

| chose a few examples of the rooms, whose translation had more possibilities of was
not as easy as some others. Both guides mentioned above confirmed my opinion (inspired

with ‘modry salon’ at the Vranov Castle) about translation of all the Drawing Rooms
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(Green, Blue and White), which in Czech are ‘zeleny, modry and bily salon’. The literal
translation of The Silk Tapestry Room would be too long. In Czech, the names of the rooms
are mainly one or two words long, thus instead ‘pokoj s hedvabnymi tapetami’, ‘hedvabny
pokoj’ would be used, which I did. Although I chose for the Ball Room the name ‘tane¢ni
sal’, which is more natural than ‘plesovy sal’, I translated the Ball Supper Room as
‘plesova jidelna’, as ‘tanecni’ would be inappropriate adjective, it is not possible to
combine the adjective of dancing and the supper room with connotations of sitting and
eating. The Bow Room was a challenge. Although I have seen the translation ‘obloukova
mistnost’, I did not want to use it, because it has the connotation of a room with vaulted
ceiling. However, the Bow Room has a normal straight ceiling, though the name reflects
the ground plan: there is a niche on one side of the room, which serves as the main exit to
the palace gardens. This fact brought me to an idea that it is basically a sala terrena, which
is a large room in the ground floor with the direct access to a garden, usually open by one
side to that garden, but not necessarily (like at Dob#i§ Castle or Bitov Castle, Czech
Republic). I also consulted it with Mr. Jani¢ek, who agreed with me.

There is also a grammatical difference between English and Czech room names; in
English, they are capitalized, whereas in Czech they are not. The translator has to obey the

grammatical rules of the target language to make it natural.

5.2 Translation of intertextuality

The entire book is particularly related to its previous forms of Buckingham Palace guides
and many documents dealing with history of the United Kingdom and the place itself,
architecture, artists working on the decorations of the Palace, documents related to the lives
of its inhabitants, acts of Parliament, and many others.

This chapter focuses mainly on quotations appearing in the text. They were divided
according to their original author, either explicit or implicit. It was also important to
differentiate between quotations, not infrequently expressed by a few words, and
expressions marked with quotation marks to weaken the meaning when e.g. euphemisms or
expressions that are unusual in the particular context were used. This is visible in the
following sentence:

Although this instance of ‘royal recycling” was intended as an economy measure, it
seems in fact to have been more expensive than commissioning new fittings.
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Ackoli tato ‘kralovska recyklace® byla myslena jako ekonomické opatieni, ve
skutecnosti byla drazsi nez porizeni nového vybaveni.
As shown by this example, longer excerpts of the source text will be written in a
block in a smaller font. Their translation into the target language will be written in the same
way, in addition in italics. Shorter examples will have also take the form in italics and the

translation will appear in brackets.

5.2.1 Quotes by anonymous authors or related to unknown texts

When translating this type of quotes, as well as unquoted texts, we cannot check the
original author and translation of his works, speeches and other texts. Therefore we may
apply our own style of translation with help of similar texts in the target language.

Example 1

The first documented building work on the site took place in 1633, when George,
Lord Goring (1608-57), who had purchased it from Aston’s son, built ‘a fair house
and other convenient buildings, and outhouses, and upon other part of it made the
fountaine garden, a Tarris [terrace] walke, a Court Yard, and laundry yard’.

Prvni zdokumentované stavebni prdce na tomto misté jsou datovany rokem 1633,

kdy George, Lord Goring (1608-1657), ktery to tu koupil od Astonova syna, postavil

,wstavni ditm a dalst prihodné budovy, a hospodarska staveni, a na dalsi strane

nechal vybudovati zahradu s vodotrysky, terasovou promendadu, nadvori a dvorek na

suseni pradla. **
The quotation can be found also in Charles Gatty’s ‘Mary Davies and the Manor of Ebury
Part One’ (Gatty n. d.), though the author of the description remains anonymous. It could
be Lord Goring in his letter to someone, but this is only a disputable presumption.

The translation of this reference was not very easy, as there was no picture of the
house and the spelling of some words was different. For example, ‘ffountaine’ seems to
have wrong spelling, but this form appears both in the guide and Charles Gatty’s book.
Concerning the verb in the sentence, an archaic form ‘vybudovati’ was chosen for the target

text to preserve the historicity of the testimony. Names for the buildings and parts of the

grounds were chosen to keep their function.

Example 2:

[The vista] would link Trafalgar Square [...] with Buckingham Palace, ending with
‘some great architectural and scenic change’ in front of the Palace itself.
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Spojila by Trafalgarské ndmeésti [...] s Buckinghamskym paldcem, a byla by
zakoncena ‘jistou uzasnou architektonickou a krajinnou zmeénou” primo pred
paldcem.

From the text is not clear whether the speaker knows what change would be made in front

of the Palace or not. | would say that in that moment it was only imagination and the
person had no exact idea. Nevertheless, | chose the adjective ‘jisty’ which might be quite
neutral in this context. Use of ‘n&jakd zména’ could sound in the text unreliable, not

serious.

Example 3:

In the following excerpt, ‘Castle’ refers to Windsor Castle mentioned previously in the
text; the same type of cohesion may be used in the target text. The same as in the examples
1 and 2 the authors of the quotes could be only guessed.

[i]n February 1834, 120 pieces of furniture and a number of tapestries were removed
from the Castle to London by the royal furnishing firm of Thomas Dowbiggin, and a
further ‘considerable portion of furniture’ was delivered to the Palace from the
Carlton House riding school, which served as a stone following the demolition of
the house itself.

V unoru 1834 firma Thomase Dowbiggina prevezla z hradu do Londyna 120 kusii

nabytku a mnoho tapisérii, a dalsi ,,znacna davka vybaveni* byla dorucena do

palace z jezdecké skoly nalezici ke Carlton House. Ta slouzila po demolici

samotného domu jako skladisté.
5.2.2 Quotes with an authorship
This type of quotes is common in the book. The quoted person is usually a monarch,
architect or a guest in the Palace. As expected, none of these texts has been found in the
Czech translation, but searching for existing translations is important as some of them
could really be found in the target language, and looking for them can bring some
interesting and valuable translations for other parts of the text. When there is no previous
target-text version of the quote, the translator has a free hand in use of his own style.

The historical language is the special feature of the quotes in the book.

Example 1

In September 1674 the house was entirely consumed by fire with, as John Evelyn
recorded, ‘exceeding losse of hangings, plate, rare pictures and Cabinets’.

V zari 1674 dim lehl popelem — podle zaznamu Johna Evelyna - s ,,nesmirnymi

“«

Skodami na tapetach, nadobi, vzacnych obrazech a nabytku “.
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The word ‘Cabinets’ is quite tricky, because the Czech language has many hyponyms for such

piece of furniture. Moreover, other kinds of furniture were not included in the sentence, which was

another reason for using the hyperonym ‘nabytek’ in translation.

Example 2

When, following the deaths of both George Il and Queen Charlotte, decisions
had eventually to be taken about the future of the house, George IV made
clear that there were ‘early associations which endear me to the spot’.

Kdyz se po smrti Jitiho i Sarloty rozhodovalo o budoucnosti domu, Jiri IV.
prohlasil, Ze md s timto mistem spojené vzpominky, jez jsou mu velmi drahe.
The quotation consists partly of an idiom, which emphasizes the strong feelings in the

message. Therefore | decided to paraphrase it and keep the subjectivity.

Example 3

No sooner was the King dead than the Prime Minister, the Duke of Wellington,
intervened to ‘make a Hash of Nash’, and to call a halt to further expenditure.
Sotva krdl zemrel, poZadoval predseda viady, vévoda z Wellingtonu, , udélat

Z Nashe hasé* a ucinit pritrz dalsim vydajum.
The word play ‘Hash of Nash’ is the special feature of this quote. Fortunately, the same

play is possible in Czech and also the rhyme could be preserved together with the meaning.

Example 4

In February 1845 Queen Victoria wrote to the Prime Minister, Robert Peel, about
the ‘urgent necessity of doing something about Buckingham Palace’. She pointed

out:

..the total want of accommodation for our little family, which is fast
growing up. A large addition such as alone could meet the case could hardly
be occupied before the Spring of 1848, if put in hand forthwith, when the
Prince of Wales would be nearly seven, the Princess Royal nearly eight
years old, and they cannot possibly be kept in the nursery any longer...

A room capable of containing a larger number of those persons whom the
Queen has to invite in the course of the season to balls, concerts etc. is much
wanted. Equally so, improved offices and servants’ rooms, the want of
which puts the departments of the household to great expense yearly.

V unoru 1845 psala krdalovna Viktorie ministerskému predsedovi Robertu Peelovi o

., haléhavé nutnosti ucinit néco s Buckinghamskym palacem . Upozoriovala na:

...celkove nedostacujici ubytovani nasi malé rodiny, jez se vsak rychle
rozrusta. Pokud by se s velkou pristavbou zapocalo neprodlené, byla by
obyvatelnd ne drive nez na jare 1848, kdy bude Princi z Walesu jiz témér
sedm let a korunni princezné osm, tudiz jejich soucasné détské pokoje jiz
zacnou byt nevyhovujicimi...
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Velmi potiebny je sdl, jenz by pojal velké mnozstvi hostii, které krdalovna zve
o plesové sezoneé, na koncerty a k podobnym slavnostnim prileZitostem.
Stejné tak je treba prebudovat uradovny a pokoje sluzebnictva, jez si rocné
vyzadaji velkou sumu penez.
This large part of a letter written by Queen Victoria in 1845 is the longest example of

intertextuality in the Buckingham Palace guide. I would like to stress out an interesting
grammatical feature of Queen Victoria’s writing: the Queen refers to herself in 3rd person
singular, but concerning her family (including her), she uses the pronoun ‘our’. The use of
3rd person sg. in the second paragraph, especially when quoted in isolation, could be
misinterpreted and the reader could have no idea that it is also written by the Queen. The

excerpt was translated to look natural and clear in the target language.

Example 5

Writing to Queen Mary from a shooting weekend at Elveden in Suffolk in early
November, [King George V] reflected, ‘I am sure the new front to B. P. looks well,
but suppose it will soon get dirty.’

V dopisu z loveckého vikendu v Elveden v Suffolku na zacatku listopadu se [kral Jiri

V.] zminil krdlovné Marii: ,,Jsem si jist, Ze nové pruceli B. P. vypada dobre, ale

predpokladam, ze se brzy uspini.
In this reference an abbreviation was used, which was originally in the quoted letter, so
there was no reason to change it and ‘B. P.” write in translation in whole words. In the previous
pages of the book, much was written about the front of the Palace, which makes the context clear

for the readers.

5.2.3 Intertextuality in arts

In the book also intertextuality in the names of artistic objects appeared. By intertextuality
in arts 1 mean not only the appearance of the names of artistic objects, like sculptures,
paintings etc., but also the intertextuality in the names themselves.

Concerning intertextuality in arts, the best way how to find out the Czech name of the
object is to find out who is the author and then to find the list of his works in Czech. But in
many cases the translator is familiar with the historical events, myths, etc. appearing in the
names and he also knows their equivalents.

The first one is Cupid and Psyche (Amor a Psyché) by Raphael. This was originally a
story of Cupid and Psyche by Apuleius the 2nd century AD (British Library, n. d.). The
Four Ages of Man (Ctvero vékii), which is a sculptural cresting, can be connected with Of

the Four Ages of Man’, the poem by Anne Bradstreet
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(1612-1672) (Ailia Athena 2008), but it was originally written by Ovidius in his
Metamorphoses. St George and the Dragon (Svaty Jifi s drakem) is based on an old myth.
Napoleon’s Flight from Waterloo (Napoleontiv uték od Waterloo) has a clear connection
with the figure of the famous French military leader and politician, and with his lost battle
at Waterloo. Death of Nelson (Nelsonova smrt) refers to the English admiral, whose statue
is placed on Trafalgar Square in London, and who served during the Napoleonic wars. Arc
de Triomphe du Carousel (Vitézny oblouk) was built after the Battle of Austerlitz to
commemorate Napoleon’s victory.

| decided to add also a quote printed in a magazine to this chapter; it describes the

dome in one of the rooms, using flowery language now absent in this type of magazines.

As described in the architectural magazine The Builder, the central dome was:
...a blue velarium, sown with golden stars, and bordered by
arabesques... it is painted as if the sky was seen beyond,
between the cords which tie it down at the foot ... The walls of
the upper part of the room are divided into panels alternately
painted with arabesques in colour, on a red ground, and the
royal arms in chiaroscuro on a gold ground.

Jak napsal architektonicky c¢asopis The Builder, centralni kopule byla:
...modrym velariem, posetym zlatymi hvézdami a lemovanym arabeskami...
je malovano jako by za nim bylo vidét oblohu, mezi lany spoutavajicimi jej u
paty... Stény horni casti salu jsou rozdéleny panely, jez byly stiidavé
zdobeny barevnymi arabeskami na rudém pozadi, a krdalovskym znakem na
zlatém pozadi.
I found out, that ‘velarium’ was a fabric awning used in Ancient Rome in theatres,

amphitheatres and even in Colosseum. This word originates from Latin, the same as many
similar words from Ancient Rome used in Czech, therefore | decided to use it in the
translation too. It is quite infrequent word in Czech even in the circle of people engaged in

history, but it is suitable for an old text that might contain such archaisms.

5.2.4 Intratextuality

In the book many intratextual references appear. They are the whole sentences or their parts
contained usually on the same page or close to it. In the book these excerpts are written in
different font, size and colour (grey) from the rest of the text and they do not end with a full
stop.

One of these references is a sentence already dealt with in chap. 1.1.2:
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No sooner was the King dead than the Prime Minister, the Duke of Wellington,

intervened to ‘make a Hash of Nash’, and to call a halt to further expenditure

5.3 Foreign words in the source text
In the book many French and other foreign words appear, which is quite common in similar
types of texts. Some of them already entered the English Corpus. | considered translation of
these expressions the only right solution, because Czech readers, in contrast to the English
speaking ones, would not understand, and it would make the text less natural, as this style
Is not used in Czech. However, | made one exception, s. the following example.

The wings enclosed a forecourt or cour d’honneur which would transform the aspect

of the new Palace from St James’s Park, which in George III’s time had been

markedly informal.

K¥#idla uzavrela nadvori, neboli cour d’honneur (Cestny dviir), které proménilo vyraz

nového paldce v St James’s park, jenz byl za doby Jiriho I1l. znacné neformalni.

The same as in the British past and many other parts of Europe, French was
considered to be the language of noble and educated people, and some parts of palaces and
other buildings were also named in French. Therefore | preserved the French expression,
following the Czech name. There was no need to look for the equivalent in dictionaries,
because it is similar to English, and I know the title ‘Cestny dviir’ from the Vranov Chateu,
where the second courtyard is called so.

Another example of foreign words in the texts are Arc de Triomphe du Carousel, in
Czech known as Vitézny oblouk, and Weisser Saal in the Imperial Castle at Berlin,
translated as Bily sl kralovského palace v Berliné.

Foreign words were used not only as names of places or buildings, but also as
average parts of sentences. Example:

A processional frieze became almost de rigueur for new public buildings in the

following decade.

V nasledujicim desetileti se u novych budov podobné figurdlni viysy staly témér
nutnosti.

This expression is an example of a foreign word in the English Corpus. Oxford

Dictionary explains it as an adjective expressing something required by etiquette.
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5.4 Dealing with out-of-date information in the source text
In the book, there can be found some pieces information that are no longer valid, e.g. the
number of the Prime Ministers, who have served during the reign of Queen Elizabeth II. In
the book, there are eleven of them, although to date of publishing there were only ten
people in eleven electoral terms (Harold Wilson served twice). Anyway, this number is
out-of-date. In this case the translator should consult this matter with the submitter of the
work. In my translation, I did not change such outdated information, with one exception:
During the translation of a subchapter ‘The Bromsgrove Guild’, I translated a reference
to lockplates surrounded by cherubs, but when | looked at some photos, there were no
cherubs. Finally, when | found an old picture (de Maré n. d.) of the main gate lockplate,
and compared it with a new one (Serge K 2010), I realised that the cherubs are no longer on
their original place. Therefore in “lockplates are surrounded by...”, I changed the present

time to past simple.

5.5 Extratextual influences — Cultural difference

The main cultural difference found in the book is how Queen Elizabeth Il is titled. The
author expresses the respect to his sovereign by referring to her as Her Majesty the Queen,
or just as Her Majesty. This is characteristic feature of this type of formal texts. In Czech,
on the other hand, she is commonly referred to as ‘kralovna’, but ‘Jeji Veli¢enstvo’ is not
so common; it is usually used to prevent from repetition. In translation, | respected this

feature of the text and decided to preserve it in the target text.
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CONCLUSION

This bachelor thesis was aimed at the translation of the tourist guidebooks and analysis of
the translation process.

The theoretical part of the thesis consists of the theory of guidebooks, their purpose,
audience and main features, and then the translation, terminology, equivalence, translation
strategies and translation of intertextuality and idioms.

The analytical part deals with the process of translation of the source text and its
specific features, the strategies used for the translation, and various strategies used to find
the suitable equivalents. The most important parts are translation of intertextuality
including many examples of quotes, excerpts from letters etc., and terminology, which is
sorted according to fields of the translated terms, e.g. architecture or names of people.

In the analytical part the hypothesis was disproved with examples of the excerpts of
the target text, where the strategy of adaptation was necessary to keep the text
understandable for Czech readers or obey the Czech norms for texts, and form a successful
translation. The adaptation was the best solution e.g. for names of monarchs, titles of
certain jobs or some idioms that would not be understood in the target culture.

At the end, | beg to differ from the Russian proverb that | included into the
Introduction; in my opinion, a professional, experienced translator should be able to
produce both a beautiful and faithful translations of certain texts, for example Buckingham

Palace Official Souvenir Guide.
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APPENDIXP I:
BUCKINGHAM PALACE OFFICIAL SOUVENIR GUIDE

Introduction

Buckingham Palace is one of the most readily recognised buildings in the world. Like the Houses
of Parliament and the red double-decker bus, it stands as an international symbol of London, and
by extension of the United Kingdom as a whole. It forms the hub of a part of London whose very
shape and appearance are the result of long-established ceremonial functions. But unlike many of
the capital’s most famous historic buildings, it is not a museum. The Palace is the working
headquarters of the monarchy, where Her Majesty The Queen carries out her official and
ceremonial duties as Head of State of the United Kingdom and Head of the Commonwealth. The
Queen spends the working week at Buckingham Palace, and is normally at Windsor Castle at the
weekend. It is possible to tell at a glance whether Her Majesty is in residence by looking up at the
central flagstaff; if The Queen is in residence it will be flying the Sovereign’s standard. Otherwise
the Union flag will be seen. On great ceremonial occasions, weather permitting, an especially large
standard is flown.

At Christmas and for the month of January, Her Majesty resides at Sandringham, her private estate
in Norfolk, and the months of August and September are spent at Balmoral in the Highlands of
Scotland. In recent years the summer interval in The Queen’s official programme has enabled
public access to the state rooms of the Palace, the rooms in which official functions and receptions
take place at all other times. To date the tour has been enjoyed by almost four million people from
many parts of the world.

As a constitutional sovereign, The Queen acts on the advice of her ministers. Neverthless, the
Government, the judiciary and the armed services all act in The Queen’s name and the monarch is
the principal symbol of national unity. The Queen is kept closely informed about all aspects of
national life, and each week when Parliament is in session the Prime Minister — eleven have served
to date during the present reign — is received in private audience at Buckingham Palace. The Queen
also has certain residual ‘prerogative’ powers, which include the appointment of prime ministers
and granting the dissolution of Parliament.

Many of The Queen’s duties are ceremonial and reminders of the long history of the United
Kingdom. These include the State Opening of Parliament, The Queen’s Bithday Parade (also
known as Trooping the Colour), Garter Day at Windsor Castle, and state visits overseas. In
between these fixed points in the year, The Queen, The Duke of Edinburgh and other members of
the Royal Family undertake several thousand engagements and visits within the United Kingdom,
acting as patrons of numerous charitable organisations and providing a focus for undertakings of
all kinds on a local, regional and national level. The offices of The Duke of Edinburgh, The Duke
of York, The Earl of Wessex, The Princess Royal and Princess Alexandra are also located within
the Palace.

Buckingham Palace is one of the few working royal palaces remaining in the world today. This
gives it a particular fascination. More than thirty thousand guests from every part of the country



and the Commonwealth, drawn from all walks of life, attend The Queen’s garden parties in July. A
further twelve thousand come as guests or recipients of honours to the twenty investitures which
are held each year, and to the numerous receptions held throughout the year. The largest of these,
The Queen’s Diplomatic Reception, takes place early in November and is attended by
approximately thirteen hundred members of the Diplomatic Corps.

THE WORKING PALACE

Some 450 people work in the Palace. In addition to those directly supporting The Queen in the planning
and management of her official programme and ceremonial duties, there are those responsible for the
maintenance of the building and grounds, for domestic arrangements, for preparing and serving food and
refreshments to The Queen’s guests and staff, for finance, fire safety, information technology, personnel,
communications, and the public opening of the official residences. Most of these are common functions
of any large organisation. Then there are those jobs which are uniquely royal, such as the footmen,
pages, and yeomen of the pantries (responsible for the china, glass and silver) and those that are
nowadays uncommon, such as the fendersmith, the pipe major and the two clockmakers, who maintain
more than a thousand clocks in working order.

The highlight of royal entertaining, however, is the state banquet, usually for 170 guests, given by
The Queen on the first evening of a state visit by a foreign head of state to the United Kingdom.

State banquets are held in the Ballroom, the largest of the state rooms, using magnificent gold plate
from the Royal Collection, much of it made for George IV (1762 — 1830).

The state rooms, which form the setting for The Queen’s
official entertaining, occupy the main (west) block of
Buckingham Palace, facing the gardens. In all, the
Palace has 19 state rooms, 52 royal and guest bedrooms,

THE ROYAL COLLECTION

The entire furnishings of the Palace —
from the chairs and desks used in many
of the offices to the most outstanding

paintings and works of art displayed in
the state rooms — form part of the Royal
Collection, which is held by The Queen
as Sovereign for her successors and the
nation. The revenues from the public
opening of the Palace are received by
the Royal Collection Trust, whose aims
are to preserve and conserve the
Collection and to make it as widely
available as possible.

188 staff bedrooms, 92 offices and 78 bathrooms.

The head of the Royal Household is the Lord
Chamberlain. Under him are the heads of five
departments: The Private Secretary, who plans The
Queen’s programme, acting as the channel between The
Queen and the Government and dealing with
appointments, constitutional and political matters; the
Comptroller of the Lord Chamberlain’s Office, who is in
charge of ceremonial; the Keeper of the Privy Purse,

who looks after royal finances, property maintenance
and personnel; the Master of the Household — a position dating back to 1539 — who is responsible
for the organisation of official entertaining; and the Director of the Royal Collection, who is
responsible for the care and display of works of art and for managing the opening arrangements for
the Palace, the Royal Mews and The Queen’s Gallery.

This official souvenir guide provides an account of the history of the Palace, and a guide to the
state rooms and their use, and to the works of art on display. Further sources of information are
listed at the end of the book.



ARCHITECTURAL HISTORY

The famous east front of Buckingham Palace is less than a
hundred years old, yet it is known throughout the world,
thanks to the twentieth-century expansion of global
communication. The construction of the facade itself in
1913 took advantage of recent advances in building
technology and was one of the most dramatic and efficient have remained in use since the late
building projects ever seen in London, completed in just | 4jeventh century, the Palace of

three months. Holyroodhouse in Edinburgh since

the early fifteenth century, and Henry
The creation of the Mall frontage was in effect a refacing | vyy1°s palaces of Hampton Court and

of the wing that Edward Blore had added for Queen | St James’s since the early sixteenth
Victoria in 1847, enclosing what had until then been an | century.

open, three-sided forecourt. The new wing obscured the
more impressive 1820s fagade by John Nash with its colonnades and porticos. Nash’s Palace was
begun in 1825, but was interrupted by the death of George IV five years later and not completed
until around 1840, in the early years of the reign of Queen Victoria. Nash’s starting-point was a far
less imposing building, Buckingham House, which had been purchased in 1726 by George Ill as a
private residence for his wife Queen Charlotte.

ROYAL PALACES

Among surviving  British  royal
residences, Buckingham Palace has
by some way the shortest history. The
Tower of London and Windsor Castle

At that time, Buckingham House stood on the edge of the city of Westminster, at the western end
of the Tudor hunting park of St James’s.

Earlier buildings

The architectural history of the size of Buckingham Palace reaches back more than a hundred years
before it first became a royal house. It was here that in the reign of James | (1603-25) a plantation
of mulberries was established under royal patronage for the rearing of silkworms. When the garden
was granted by Charles | to Lord Aston in 1628, there was already a substantial house standing.
The first documented building work on the site took place in 1633, when George, Lord Goring
(1608-57), who had purchased it from Aston’s son, built ‘a fair house and other convenient
buildings, and outhouses, and upon other part of it made the fountaine garden, a Tarris [terrace]
walke, a Court Yard, and laundry yard’. In fact, it seems that he was extending the earlier
buildings. By 1668 it had become the home of Henry Bennet (1618-85), Charles II’s Secretary of
State and later Earl of Arlington. In September 1674 the house was entirely consumed by fire with,
as John Evelyn recorded, ‘exceeding losse of hangings, plate, rare pictures and Cabinets’.
Arlington immediately rebuilt, but to a design which from the solitary visual record appears to
have been in the new style of the time, perfected by architects such as Roger Pratt and Hugh May.

In 1698 he house was let on a short lease to John Sheffield (1648-1721), 3rd Earl of Mulgrave and
Marquess of Normanby, who was created Duke of Buckingham in 1703. A year later, Sheffield
acquired the house outright (or so he thought), and recognising its increasingly dated appearance in
an acutely fashion-conscious age, demolished it.



The new house built by the Duke of Buckingham stood exactly on the site now occupied by
Buckingham Palace, and its essential plan and the layout of its essential plan and the layout of its
forecourt dictated all subsequent rebuildings.

In September 1674 the house was entirely consumed by fire. ...exceeding losse of

hangings, plate, rare pictures and Cabinets’
JOHN EVELYN

THE PALACE’S SETTING

Lord Arlington was able to exploit the newly created axial features of St James’s Park, laid out
for Charles Il by the French royal gardener André Mollet to embellish the settings of the palaces
of Whitehall and St James’s. These were the long double avenue along the southern edge of St
James’s Palace, on the line of the Mall, and the long canal extending from Horse Guards to the
western edge of St James’s Park, itself lined with double avenues.

Despite the grandeur of its setting, or perhaps because the new avenue made the site so very
fashionable and exclusive, Arlington house lasted only twenty-five years. Detail from Morgan’s
survey of London, 1682.

This house was conceived on a far more ambitious scale than its predecessors, and was to be much
imitated, particularly by the architects of early eighteenth-century country houses. The first designs
were probably prepared by William Talman (1650-1719), Comptroller of Works to William 111 and
the architect of the interior of his new state apartments at Hampton Court. It seems, however, that
Talman and Sheffield disagreed and — as Sir John Vanbrugh later put it — the house was
‘conducted by the learned and ingenious Capt. Wynne’. This was William Winde (d. 1712), who
unlike Talman held no official position but was responsible for a considerable number of large and
influential houses around the turn of the eighteenth century.

The best contemporary artists and craftsmen were employed on Buckingham House, including the
mural painter Louis Laguerre and the sculptor John Nost, who provided statues of Apollo, Liberty,
Equity, Mercury, Truth and Secrecy for the parapet. The handsome screen and gates in the
foreground were almost certainly made by the Huguenot smith Jean Tijou. At the centre of the
forecourt stood a magnificent fountain with Neptune in Triumph, most probably by the Burgundian
sculptor Claude David.

In his ambition to build what amounted almost to a private palace, the Duke of Buckingham
unwillingly encroached on the former royal Mulberry Garden. This did not become an issue until
much later when, following the death in 1742 of the Duchess of Buckingham, the house was in the
hands of the Duke’s illegitimate son. It was John, 3rd Earl of Bute, George III’s mentor and
adviser, who began in 1761 to engineer the purchase of the house for the King. Sir Charles
Sheffield was obliged to part with for £28,000.

This could not have come at a more fortuitous time, for it was in September 1761 that the new
King George 11l welcomed his bride Princess Charlotte of Mecklenburg-Strelitz to England. The
marriage ceremony took place in the Tudor palace of St James’s which, though modernised under
Queen Anne and George Il, was conspicuously uncomfortable. The acquisition of Buckingham
House instantly provided the King with a more appealing alternative; he explained to Lord Bute
that it was ‘not meant for a palace, but a retreat’. It would become the King and Queen’s London
residence, while St James’s was maintained as the official seat of the court.



Queen’s House

The young George |11 lost no time in taking possession of his new house. In the spring of 1762 he
wrote to Lord Bute:

...there seems to Me but little necessary to make it habitable; as to the Furniture, |
would wish to keep nothing but the Picture in the Middle panel of the Japan Room,
& the four glasses in the Room, they all having Japan frames... All | have to
recommend is dispatch that | may soon get possession of it...

Notwithstanding this initial reaction, considerable amounts of work were put in hand, and between
1762 and 1776 the house was transformed, both inside and out, at a cost of £73,000.

Beginning with the exterior, the King ordered the refacing of the east Front, removing the more
ornate Baroque features, such as Nost’s statues and the fountain in the forecourt, and substituting a
central frontispiece of four fluted pilasters in place of Talman’s six. Tijou’s extravagant gates and
their railings were swept away in favour of a much simplified, lower arrangement which gave an
air of informality to the front. All this work was managed by the Surveyor of the Board of Works,
Thomas Worsley, to designs by the King’s tutor in architecture, William Chambers. In 1775 the
house was settled on Queen Charlotte in exchange for Somerset House, which had been a royal
residence for centuries but was now to be devoted to the use of various government departments.
From this time onwards, Buckingham House became known simply as ‘the Queen’s House’.

GEORGE III’S LIBRARIES

King George 11l devoted an extraordinary amount of space to his collection of books. At the time of his
accession, the royal library was negligible, his grandfather George Il having presented nine thousand
volumes to the British Museum in 1757. In December 1762, in the same year that Buckingham House
was acquired, George |1l purchased a large and significant collection of books, paintings, drawings,
coins and engraved gems from the British Consul in Venice, Joseph Smith. While the paintings, which
included more than fifty by Canaletto, were ideally suited for the walls of Buckingham House, the books
could not be accomodated without further architectural changes. Between 1762 and 1764, a substantial
new room, the Great or West Library, was built on at the southern end of the ground floor to designs by
Chambers; and in 1766-7 two further rooms were added, including a vast octagonal space with
bookshelves on two levels. Yet another rectangular library was built later, as the King’s collection of
books — which he formed as the basis of a national library with the advice of Dr Samuel Johnson and
others — continued to grow. When eventually given to the British Museum by George IV in 1824, the
library comprised 65,000 volumes and 19,000 unbound pamphlets, together with 40,000 cartographic
and topographical items. It was described in the Quarterly Review as ‘the most complete private library
in Europe’.

Adam and Chambers held office as the ‘joint architects’ of the Office of Works, and both had a
hand in the design of new interiors, chiefly those devoted to Queen Charlotte’s use. The King
himself, having studied architecture under Chambers, contributed his own designs for doorcases.
The Queen’s rooms on the principal floor were among the most sophisticated of their date in
London, with ceilings designed by Robert Adam and painted by Giovanni Battista Cipriani, while
the King’s rooms on the ground floor were markedly simple in comparison.

Johan Zoffany’s paintings record the family life that George III and Queen Charlotte valued above
all other things, and of which the Queen’s House was the focus. It was here that all but one of their



fifteen children were born, and here they had their nurseries and governesses. When, following the
deaths of both George Ill and Queen Charlotte, decisions had eventually to be taken about the
future of the house, George IV made clear that there were ‘early associations which endear me to
the spot’.

John Nash and Buckingham Palace

The problem that faced the new King, George IV, in 1820 was to decide where the official
business of privy councils and audiences, and the ever increasing obligations attaching to the
monarchy to entertain and receive large numbers of guests, should take place. His own London
residence, Carlton House, halfway between the Queen’s House and Whitehall along Pall Mall, was
not suitable. Already in the first decades of the new century, the balance had tipped emphatically
away from St James’s Palace and towards the Queen’s House, which had begun to lose all
semblance of the private retreat for which it had fist been intended. Despite this, in George IV’s
coronation year of 1821 the architect John Nash was instructed by the Board of Works to refurbish
the state apartments at St James’s for the use of the new King. These were completed in 1824, at a
cost of £60,000.

This was mere window-dressing, however. As the architect responsible for the maintenance of St
James’s, Nash had repeatedly recommended its demolition after half of the old state apartments
had been destroyed by fire in 1809 and, magnificent as they were, his new apartments comprised
only three principal rooms. Foreign visitors and journalists remarked with increasing frequency on
the fact that in the burgeoning capital city of the greatest power in the world there was no proper
royal palace. A number of speculative designs for a new palace were published in the form of
engravings or pamphlets. Sir John Soane, who held a similar official position as Attached
Architect in respect of the Queen’s House to Nash’s at St James’s, devised a most ambitious plan
in 1817 for a new palace at Hyde Park Corner.

In July 1821 responsibility for Buckingham House was transferred from John Soane to John Nash,
who since 1813 had been engaged on the final transformation of the Royal Pavilion at Brighton,
becoming in the process a close confidant of the new King. More significantly perhaps, in 1820 he
was charged by the Board of Works to relocate the King’s Mews at Charing Cross to a new stable
complex (now the Royal Mews) to be built next to Buckingham House. The choice suggests that
the site was being looked at afresh as the principal seat of the crown. While Nash was occupied on
the Mews and on the new state rooms at St James’s, little was done to Buckingham House itself,
but in May 1825 the architect was instructed by the Chancellor of the Exchequer to prepare plans
for the enlargement and modernisation of Buckingham House for approval by the King. These
having been duly accepted, a Bill was laid before Parliament for the ‘repair and improvement’ of
Buckingham House, proposing the application of Crown
Lands revenues (the income from the Crown estate,
which George Il had surrendered to the Exchequer in  instructed by the Chancellor of
return for an annual grant known as the Civil List).

In May 1825 the architect was

the Exchequer to prepare plans

In fact, before the Bill had passed through Parliament,  for  the  enlargement and
the first contracts were in place for what clearly
amounted to far more than ‘repair and improvement’,
and Nash had taken steps to secure the supply of  House for approval by the King

modernisation of Buckingham



unprecedented quantities of bricks, stone and timber. His first estimate, £252,690, was not
submitted for another year and even then it contained many uncertainties, foreshadowing the
difficulties that would ensue from the confusion over the scope of work and lines of authority.

Nash’s design was essentially an enlargement of the plan of Buckingham House. The central block
was extended westwards and to the north and south, and the two wings to the east were rebuilt in
much the same style as Nash had deployed on the Regent’s Park terraces. The wings enclosed a
forecourt or cour d’honneur which would transform the aspect of the new Palace from St James’s
Park, which in George III’s time had been markedly informal.

When first completed, the wings were a single storey in height, rising to two storeys at their
centres and three at their eastern ends. At the centre of the new East Front was a colossal double
portico supporting a sculptural pediment. These new features were greeted with a furore of public
and official criticism. The outcome was that the wings were rebuilt to the same height as the main
block, and terminated with pedimented porticos that referred back to the centrepiece of the main
East Front. In the centre of the forecourt, between the two wings, there was to be a triumphal arch,
inspired perhaps by that of Constantine in Rome, but no doubt more directly based on the Arc de
Triomphe du Carousel which Napoleon’s architects Percier and Fountaine had recently erected in
a similar position at the Tuileries in Paris. The arch was intended as part of a celebration of recent
British naval and military victories, with friezes in honour of the Duke of Wellington and Lord
Nelson on each side, and surmounted by a bronze equestrian statue of George IV.

The changes and additions to the design added greatly to the cost, which had risen by 1828 to
£496,169. By 1831, the year following George IV’s death, the final cost of the rebuilding was
forecast at £696,353, and by the time the Palace became habitable at the beginning of the reign of
Queen Victoria six years later, approximately £800,000 had been expended.

For all the controversy that surrounded its construction, which to some extent has always
accompanied public building projects on this scale, Nash’s Buckingham Palace was a masterpiece,
exactly answering the need — so long felt and so often expressed — for a palace that reflected
Britain’s standing in the world and provided a suitably
dignified setting for the Sovereign and court. The
ingredients were the advanced, French-inspired
Neoclassical design, the quality of the materials and
detailing, the involvement of outstanding artists and

NEW TECHNOLOGY

Nash was alive to the possibilities
afforded by new technology, such as the
structural use of cast iron. Not only the

craftsmen in all aspects of the work, and what one early
critic termed ‘the impress of nationality’ that was to be
found in every detail.

Among the craftsmen, the metalworker Samuel Parker
exemplifies a particular moment in the history of
British manufacturing when technical innovation was
combined with versatility and enterpreneurial skill. At
Buckingham Palace, Parker’s work can be found in the
finest gilt bronze mounts embellishing a Chinese vase,
in the magnificent gilt-bronze balustrade of the Grand
Staircase, and in the ornaments of the mahogany doors
and the marble capitals. He also supplied the railings of

principal joists concealed within the
structure, but all the Doric columns of the
ground floor were cast in Staffordshire
and brought to London by the newly
available network of canals. Plate glass
for the windows and the mirrorred and
glazed doors was available from suppliers
in Vauxhall using the latest processes,
and for the friezes and external capitals
Nash was able to turn to William
Croggon, successor to Mrs Eleanor
Coade in the manufacture of artificial
stone.




the forecourt and the gates of the Marble Arch.

John Flaxman (1755-1826), Professor of Sculpture at the Royal Academy, was in overall charge of
the architectural sculpture and prepared drawings, but his death only one year into the building
project prevented him from undertaking any of the work himself. Most of the internal plaster
decorations were designed by Thomas Stothard (1755-1834), a versatile painter and book
illustrator. Ever since the Elgin Marbles went on display for the first time at the British Museum in
1817, the Parthenon sculptures had become a touchstone among sculptors and artists, who flocked
to make studies and casts. A processional frieze became almost de rigueur for new public
buildings in the following decade. Stothard’s genius turned Grecian into Gothic for the distinctly
British friezes he designed for the Throne Room at Buckingham Palace, which represent scenes
from the Wars of the Roses. Subjects from British history were also chosen for the friezes on the
West Front and the Marble Arch, while elsewhere a play was made on the themes of procession
and progress, in J. E. Carew’s frieze of The Progress of Navigation (designed by Richard
Westmacott) under the central portico, and William Pitt’s Progress of Rhetoric in the Music Room
and The Origin and Progress of Pleasure in the White Drawing room.

The form of the Corinthian capitals employed by Nash for the principal storey of the exterior and
for most of the interiors was based on an example from the Pantheon in Rome, of which a cast was
obtained for the purpose by Joseph Browne, the stonemason and contractor whom Nash employed
to procure marble for use in the Palace.

National devices also appear in the continuous Coade stone frieze of the Quadrangle fagades,
designed by John Flaxman and made by William Croggon, which incorporates the rose, shamrock
and thistle; and in the plaster ceilings, especially that of the Music Room. The Throne Room is at
once a theatre and national temple, replete with heraldic imagery.

No sooner was the King dead than the Prime Minister, the Duke of Wellington, intervened
to ‘make a Hash of Nash’, and to call a halt to further expenditure

It is striking that the project as a whole was largely undertaken by men over sixty years of age. The
King himself was 62 when work began, while Nash was 73 and Stothard and Flaxman were 70. By
the time of the King’s death in 1830 the Palace was far from finished, and he never made use of it.
Much of the fitting-out of the state rooms — floors, chimneypieces and so on — remained to be
completed. Very little had been done about furniture, and scarcely any progress had been made
with the functioning parts — the ‘necessary offices’ such as the kitchens and laundries that would
make it habitable. No sooner was the King dead than the Prime Minister, the Duke of Wellington,
intervened to ‘make a Hash of Nash’, and to call a halt to further expenditure.

The completion of the Palace

Nash was dismissed, and the task of seeing the palace through to completion fell to Lord
Duncannon, First Commissioner of Woods, who appointed Edward Blore (1787-1879) as architect.
The new King William IV, George IV’s brother, showed no interest in moving from Clarence
House, which Nash had recently built for him within St James’s Palace. Indeed, so little did he
care for his brother’s new Palace that when in 1834 the old Houses of Parliament were destroyed
by fire, the King offered the still-incomplete building as a ready-made replacement. The offer was



respectfully declined, and a sum of £55,000 was voted by Parliament to allow the ‘completing and
perfecting’ of the Palace for royal use.

Unlike Windsor, where George 1V had been rebuilding the old private and semi-state apartments at
much the same time, the furnishing stage was never reached at Buckingham Palace during the
King’s lifetime. What plans there were had been based on the assumption that Carlton House —
which was to be abandoned as a royal residence, and was demolished in 1827 — would contribute
the greater part of the pictures and other furnishings. These where supplemented by some of the
pre-existing contents of the Queen’s House, and by surplus furnishings from Windsor: in February
1834, 120 pieces of furniture and a number of tapestries were removed from the Castle to London
by the royal furnishing firm of Thomas Dowbiggin, and a further ‘considerable portion of
furniture’ was delivered to the Palace from the Carlton House riding school, which served as a
stone following the demolition of the house itself.

Blore’s somewhat thankless work involved the completion of the state apartments to Nash’s
designs, and the provision of all the necessary offices. He extended the east fagade at both ends,
providing a guard room at the southern end and a matching screen at the northern end. Beyond the
guard room to the west, Blore created a new entrance (the ‘Ambassadors’ Entrance’), through
which those with the privilege of entrée would be admitted to Drawing Rooms.

Work on the Marble Arch was halted and Blore made use of those sculptural elements that had
been completed elsewhere. The two largest friezes, Westmacott’s Death of Nelson and Napoleon’s
Flight from Waterloo, were mounted, in truncated form, high on the east elevation of the main
block, to either side of the portico.

‘Headquarters of taste’

Soon after Queen Victoria moved into the Palace at the start of her reign in 1837, Blore was
charged with fitting out the southern of the two conservatories on the garden front as the Private
Chapel. It was consecrated in 1843. In February 1845 Queen Victoria wrote to the Prime Minister,
Robert Peel, about the ‘urgent necessity of doing something about Buckingham Palace’. She
pointed out:

..the total want of accommodation for our little family, which is fast
growing up. A large addition such as alone could meet the case could
hardly be occupied before the Spring of 1848, if put in hand forthwith,
when the Prince of Wales would be nearly seven, the Princess Royal
nearly eight years old, and they cannot possibly be kept in the nursery any
longer...

A room capable of containing a larger number of those persons whom the
Queen has to invite in the course of the season to balls, concerts etc. is
much wanted. Equally so, improved offices and servants’ rooms, the want
of which puts the departments of the household to great expense yearly.



The Queen left it to Peel to decide whether all of these deficiencies should be addressed at once.
Edward Blore was once again consulted, and he advised in favour of this approach, but Peel was
no doubt mindful of a general sensitivity over the cost of public building projects arising from the
comprehensive rebuilding of the Houses of Parliament, which had recently begun. Blore was
therefore instructed to prepare plans for a new wing, enclosing Nash’s forecourt on its eastern side,
to provide the necessary increase in domestic and office accommodation. The project was hedged
about from the start by the strictest economic constraints. Blore would be instructed by the
Commissioners of Woods and Forests, who themselves appointed an advisory group of other
eminent architects including Robert Smirke and Charles Barry (responsible for the British Museum
and the Houses of Parliament respectively). Despite these safeguards, it was decided to face the
new wing in limestone from Caen in Normandy, which had been imported to England for centuries
but had hitherto only been used internally. As early as 1866 it had begun to decay severely in
London’s polluted air, and for the last forty years of the nineteenth century the defects had to be
concealed beneath layer upon layer of paint.

As well as obscuring Nash’s Palace from public view, Blore’s new wing represented a complete
departure in style. The facade was of three storeys, and the central frontispiece had giant
Corinthian pilasters and a sculptural cresting of The Four Ages of Man flanked by groups of St
George and the Dragon and Britannia, all carved by John Ternouth (1795-1849). The new wing
put paid to the two temple fronts with which Nash had completed the north and south wings, and
Blore recycled and reshuffled some of the decorative sculpture from these compositions. By far the
most significant element of Blore’s design was the central balcony, which was incorporated at
Prince Albert’s suggestion. From here Queen Victoria saw her troops depart to the Crimean War,
and welcomed them on their return.

The undertaking of the building work, from 1847 to
1850, was organised on a completely different basis from
was closely connected with  the system in place under Nash twenty years earlier.
Whereas then, each trade had negotiated separately with
the architect for their particular component of the
the Royal Pavilion to the puilding, this time the entire work was put in the hands
Corporation of Brighton in 1846 of a single contractor, who was in turn responsible for
placing subcontracts with the specialist trades. This task
fell to Thomas Cubitt (1788-1855), the enterprising builder and developer responsible for the face
of much of Victorian London as the contractor for the Bedford and Grosvenor estates. He was also
employed at this time by Prince Albert in the construction of Osborne House on the Isle of Wight,
working largely to the Prince’s own designs.

The construction of the new wing

Queen Victoria’s decision to sell

The laying out of a new forecourt was put in the hands of the architect Decimus Burton (1800-
1881) and the landscape designer William Andrews Nesfield (1793-1881). New cast-iron railings
were made by Henry Grissell at the Regent’s Canal Ironworks. The new railings were set between
sculptural piers carved by John Thomas (1813-62), an immensely prolific sculptor and architect
who was ‘superintendent of stone-carving’ on the Houses of Parliament. He later worked for
Prince Albert on several specialist projects at Windsor, including the Audience Room, the Print
Room and the Royal Dairy. The central gates to Buckingham Palace were flanked by colossal piers
surmounted by dolphins and festoons of shells, ornamented on the outside with royal ciphers, two
subsidiary piers with the lion and unicorn (supporters of the royal arms) and relief carvings of the



coronation regalia. Thomas supplied twenty-six lesser piers, some of which were to carry lamp
standards. When in 1913 the forecourt railings were once again rearranged, Thomas’s central piers
were moved to what became the North Centre Gate, and replicated (with the substitution of King
Edward VII’s cipher for Queen Victoria’s) at the southern end.

An inevitable consequence of the insertion of the new wing was the removal of the Marble Arch,
which though it remained in situ during the construction of Blore’s fagade was clearly completely
at odds with it. The task of moving the arch was entrusted to Thomas Cubitt, who installed it at
Cumberland Gate on the north-eastern edge of Hyde Park.

The construction of the new wing was closely connected with Queen Victoria’s decision to sell the
Royal Pavilion to the Corporation of Brighton in 1846. In that year the Queen and Prince Albert
had completed the family pavilion of their new seaside home at Osborne, which offered a far
greater degree of privacy than Brighton. The sale was finally concluded by Act of Parliament in
1850, and the proceeds (£53,000) were directed towards the new wing of Buckingham Palace. The
Board of Works further insisted that the fixtures and fittings removed from Brighton, including
chimneypieces, panelling, light fittings and grates, should be incorporated in the interior. Although
this instance of ‘royal recycling’ was intended as an economy measure, it seems in fact to have
been more expensive than commissioning new fittings. The overall cost of the new wing was
£95,500.

Exotic as they were, it is worth remembering that the main ingredients of the reused Brighton
interiors had been designed for Brighton by John Nash only a few years before his work on
Buckingham Palace. The redecoration of the original state rooms of the Palace, which Prince
Albert had begun before the new east wing was built, was in some ways far more radical. The
Prince was a serious student of Italian Renaissance art, and when travelling in Italy in 1839 he had
met Ludwig Gruner.

Their work at the Palace began with the redecoration of the Grand Staircase which, following the
failure of Joseph Browne’s scagliola panels had been painted a uniform pale ochre shade. In 1846
it was repainted by Charles Moxon in a complex polychrome scheme that can best be seen in
Eugeéne Lami’s watercolour of guests arriving at a ball in 1848. The walls were divided into
rectangular and diamond-shaped panels, and Stothard’s friezes were given brightly coloured
marbled backgrounds. Above, the four spandrels of the dome were painted with figures of
Morning, Evening, Noon and Night amid floral garlands against a gold background. This was part
of Prince Albert’s wider interest in the introduction of fresco painting in modern interiors. In 1843
he had collaborated with Gruner in commissioning William Dyce, Daniel Maclise and Charles
Eastlake to decorate the interior of a specially built pavilion in the garden of Buckingham Palace,
as a preliminary experiment for the great project of decorating the interior of the new Houses of
Parliament. In 1841 Prince Albert had been appointed chairman of the Royal Commission on the
decorations of the new Parliament. The artist chosen for the paintings on the Grand Staircase,
Henry James Townsend, was one of the winners of the competition for the work at the Palace of
Westminster.

The second part of Queen Victoria’s request of 1845, for a suitably large room for grand
entertainments, was finally fulfilled in 1851, when Thomas Cubitt submitted designs to the
Commissioners of Works for a new ballroom on the south side of the Palace. Although the
intention seems to have been for Cubitt to act as both architect and builder, James Pennethorne



(1801-71) was subsequently appointed as architect, completing his own designs in of the century
and had served his apprenticeship in Nash’s office during the original construction of the Palace.
He was responsible for many of the most prominent public buildings in London, such as the Public
Record Office in Chancery Lane, the Inland Revenue offices at Somerset House, and the facade of
Burlington House in Piccadilly.

A secondary requirement (reflected in the original name ‘Ball and Concert Room”) was for a room
in which the Queen and Prince Albert could hold large-scale musical performances. Both were
competent and devoted musicians, and more than one hundred large-scale orchestral concerts were
given at the Palace during Queen Victoria’s reign.

Pennethorne designed two very large new rooms, the Ball and Concert Room and Ball Supper
Room, linked by galleries to Nash’s state apartments at their southern end. Beneath them, enclosed
by a rusticated facade, Pennethorne planned new fully equipped kitchens and the associated
‘offices’. For the exterior of the Ballroom and Supper Room, he returned to Nash’s French-
inspired Neoclassical language, using Bath stone with sculptural enrichments (such as Flaxman’s
scrolling frieze) in Coade stone. For the interiors, Prince Albert called once again on Ludwig
Grunner, who travelled to Rome to make accurate records of the Renaissance mural paintings that
would inspire the treatment of the new rooms. In Rome he met Nicola Consoni (1814-84), who
was working on the decorations of the new church of S. Paolo fuori le Mura, and whom he
persuaded to travel to England to undertake the work at the Palace in collaboration with Charles
Moxon. Prince Albert’s particular interest in the work of Raphael, manifested at this time by his
project to assemble a comprehensive pictorial archive of the artist’s work at Windsor (eventually
comprising 5,000 images), provided the basis for Gruner’s scheme. The ceiling and frieze of the
Ball and Concert Room were ornamented with arabesques derived from Raphael’s Vatican stanze
and on the upper walls the spaces between the windows were painted with twelve dancing female
figures representing the Hours, again derived from Raphael. The lower parts of the walls were
hung with crimson silk woven with the national flowers. The decoration of the Supper Room was
no less sumptuous or striking, conceived as the interior of an exotic tent.

As described in the architectural magazine The Builder, the central dome was:

..a blue velarium, sown with golden stars, and bordered by
arabesques... it is painted as if the sky was seen beyond, between the
cords which tie it down at the foot ... The walls of the upper part of
the room are divided into panels alternately painted with
arabesques in colour, on a red ground, and the royal arms in
chiaroscuro on a gold ground.

For the north and south sides of the room, the sculptor John Gibson devised low-relief plaster
friezes based on Raphael’s Cupid and Psyche, which were executed by William Theed.

As first completed, the Ballroom and Supper Room were the most sophisticated English examples
of the style of decoration perfected by Cornelius in Munich, and by Leo von Klenze for the palaces
of St Petersburg. They placed Buckingham Palace in the avant-garde of decoration in England,
leading the critic of The Builder to designate the Palace as ‘Headquarters of Taste’.



VICTORIAN SMOG

Count Helmuth von Moltke, while in
London in the suite of Prince Frederick
William of Prussia attending the
Princess Royal’s wedding in 1858,
wrote to his wife: ‘Even in Buckingham
Palace there was yesterday a thick fog
consisting chiefly of coal smoke.
Pictures, gold frames, and embroidered
work, must suffer very severely under
it For this reason many of the

These decorations, and the earlier schemes carried out
for Prince Albert, survived for the remainder of the
century. After the Prince’s untimely death in 1861,
Queen Victoria declared that nothing for which he had
been responsible should be touched. During her long
absences from the Palace in the ensuing forty years,
whether at Osborne, Windsor or Balmoral, the effects of
London’s atmosphere — heavily laden with coal dust and
smoke — infiltrated every corner of the building.

It is with this in mind that King Edward VII’s decision
to redecorate following his accession in 1901 must be

paintings in the Palace were glazed, but
the decorations continued to grow
blacker as the century progressed.

understood.

In the Grand Entrance, Marble Hall and Grand staircase,
C. H. Bessant of the firm of Bertram & Son replaced the
Victorian polychrome decorations with the all-pervading white-and-gold scheme that survives
today. The Ballroom and Supper Room presented greater challenges, not least that Queen
Alexandra was said to regard the Victorian scheme in the Ballroom as ‘simply perfection’. It
seems that the King was first shown proposals for the remodelling of the Ballroom in 1901 by
Frank T. Verity, the official architect of the Lord Chamberlain’s Office, whose recent design for
the Imperial Theatre, Westminster, built for Lily Langtry in 1901, had caught the King’s attention.
At the time of the entente cordiale it was natural that King Edward VII should choose someone
whose command of the latest Louis XVI-revival style had been acquired at the Ecole des Beaux-
Arts in Paris.

But any work of a decorative nature was postponed until more pressing improvements had been
made to the heating and ventilation systems of both the Ballroom and Supper Room. When the
redecoration was eventually begun in 1906-7, tenders were invited from the decorating firms of
White Allom and Jackson & Co. without further reference to the architect. The new design for the
Ballroom, which seems to have been inspired by the recent remodelling of the enormous Weisser
Saal in the Imperial Castle at Berlin, entailed refacing the walls with a new skin, articulated by an
order of giant pilasters, and with garlanded oeil-de-boeuf windows in place of Pennethorne’s
clerestory. The central features of the end walls, the organ and the arch enclosing the throne,
remained as Pennethorne had left them, but largely repainted in the ubiquitous white and gold. A
similar simplifying operation was undertaken in the Ball Supper Room, with the removal of
Theed’s friezes and the eradication of the colourful paintwork. Meanwhile Charles Moxon’s airy
trompe-I’oeil arcades in the East or Promenade Gallery were covered with silk hangings, leaving
only Consoni’s grisaille paintings in the frieze as a reminder of the original scheme.

If, in carrying out these extensive works to the interior, King Edward might have seemed to be
acting somewhat hastily to erase his parents’ very considerable contributions to the appearance of
the Palace — a view later expressed in no uncertain terms by Queen Mary — he was quick to lend
his support and patronage to the great scheme of national commemoration known as the Queen
Victoria Memorial. In February 1901 a committee was established under Reginald Brett, Viscount
Esher, Secretary of the Office of Works, to raise funds from all parts of the Empire towards the
completion of a grand processional vista of a kind never before seen in London, but familiar form



other European cities such as Paris and Vienna. It would link Trafalgar Square (originally set out
by Nash and later completed by Charles Barry) with Buckingham Palace, ending with ‘some great
architectural and scenic change’ in front of the Palace itself. The architects Ernest George, Sir
Aston Webb, Sir Thomas Drew, Dr Rowland Anderson and Thomas Jackson were invited to
submit designs in collaboration with a single sculptor, Thomas Brock (1847-1930) proved
inspired. The whole composition, starting with the Admiralty Arch and concluding with the central
statuary group — a worthy Edwardian counterpart to the Albert Memorial in Kensigton Gardens,
surrounded by its great circus of gates and piers evoking the different parts of the Empire —
remains London’s grandest set piece of urban planning. The perimeter gates and piers — funded by
contributions from Australia, Canada and South Africa — provided ceremonial entrances to Green
Park and St James’s Park. They were ornamented with carved animals and devices peculiar to each
realm, executed by Derwent Wood, Henry Pegram and Alfred Drury. Brock himself undertook the
sculptures of the central composition. Carrara marble was used for the centrepiece of the
memorial, in which the Queen appears enthroned, and surrounded by the seas and guarded by eight
colossal bronze figures, Progress and Peace, Manufacture and agriculture, Painting and
Architecture, Shipbuilding and War. Each group is accompanied by a standing lion, perhaps
inspired by Landseer’s recumbent beasts in Trafalgar Square. These bronzes were not yet in place
by the time of the unveiling ceremony on 16 May 1911.

...a grand processional vista of a kind never before seen in London

By the time the statues were finally installed in 1924, an even more significant addition had been
made. Since 1866, the soft Caen stone of Edward Blore’s east wing had been causing concern, and
the sentries often had to shelter in their boxes from the falling fragments of masonry. The balance
of opinion came down in favour of some form of refacing, removing the decayed stonework
entirely. There were many who found the contrast between the gleaming white marble of the
Queen Victoria Memorial sculptures and the blackened, flaking facade behind unacceptable.

That such a drastic measure as refacing could be contemplated was due to the fact that there
remained a substantial balance in the Queen Victoria Memorial Fund. In June 1912, a year after
the coronation of the new King George V, Webb and Brock were again instructed to prepare
designs, but on a strictly limited basis. The funds would allow only a refacing, and any new design
would therefore have to respect entirely the proportions and fenestration of Blore’s original front.

Aston Webb was experienced in the design of institutional fagades, such as those of the Britannia
Royal Naval College, Dartmouth, and Imperial College in South Kensington (he was later
responsible for the new front of the Victoria and Albert Museum). Nevertheless, the constraints of
Blore’s fenestration and the close scrutiny of his proposals by Lord Esher and the King led him
through six variant stages, all of which tended towards simplification. The King’s Private
Secretary, Lord Stafordham, asked Esher to ensure that the central balcony would not be curtailed,
‘as it is used from time to time on occasions when the King and other members of the Royal
Family wish to show themselves to the people’. Once the design was fixed in November 1912, no
time was lost in carrying out the work. The main contractor, Leslie & Co., began preparing the
Portland stone blocks in their yards at Fulham and Vauxhall in October, while Brock embarked on
the carving of the royal arms, which measure 8 metres (25 feet) across, of the central pediment.
The remaining architectural carving was undertaken by William Silver Frith (1850-1924).



THE BROMSGROVE GUILD

The Bromsgrove Guild was founded in 1897 by a visionary craft instructor, Walter Gilbert
(1871-1946), in response to widespread unemployment and poverty among those formerly
dependent on the nail making industry in and around Bromsgrove. The Guild operated until
1966 and was responsible for many distinguished and distinctive examples of iron and
bronze work, as well as joinery, plasterwork, silversmithing and jewellery — including the
‘Liver birds’ on the twin domes of the Royal Liverpool Insurance Building in Liverpool.
Walter Gilbert’s name appears on the lockplate of the central gates, along with that of the
Guild and the Swiss-born designer and modeller of the distinctive royal arms and lockplates,
Louis Weingartner, an exceptionally gifted sculptor whose other works included the reredos
of the Anglican cathedral in Liverpool. The strikingly original lockplates are surrounded by
tumbling cherubs (modelled on Walter Gilbert’s infant daughter) with the keyholes
disguised in the initials GVRI.

The work of refacing was planned to coincide with the royal family’s absence from London during
the summer and early autumn of 1913. The works began on site of 5 August, and were completed
on 7 November. When the scaffolding came down, what struck most people was dramatic
transition from black to white; from the engrained sooty darkness of Blores’s decayed Caen stone
to the hard and reflective surface of the Portland. What had been lost was Blore’s picturesque
skyline and incidental ornaments, but Webb’s fagade was soon regarded as altogether more stately
and dignified, not least because it reinstated Nash’s concept of temple fronts at each end of the
facade with a dominant central pediment. The King laid on a supper to thank the five hundred
workmen who had seen the job to completion, and in particular for their having resisted calls to
join the strikes that had been threatened during the summer. Writing to Queen Mary from a
shooting weekend at Elveden in Suffolk in early November, he reflected, ‘T am sure the new front
to B. P. looks well, but suppose it will soon get dirty.’

As part of the Queen Victoria Memorial project, the forecourt railings were rearranged to provide
just two gates at the northern and southern ends. Not long afterwards it became clear that for
ceremonial purposes a central gate on axis with the memorial sculpture and the balcony of the
Palace was still required, and Webb designed a new, taller pair of piers for the purpose. As the
final component of the memorial scheme, three magnificent pairs of bronze gates were
commissioned in 1905 from the Bromsgrove Guild.

With the Queen Victoria Memorial scheme, the Palace reached its final form. Only a year after the
final completion of the East Front, the central balcony assumed an unforeseen importance when
the King and Queen appeared before massed crowds on 4 August 1914, the day of the outbreak of
the First World War. During the Second World War the Palace itself became a target. In April
1940 and repeatedly the following September, bombs fell on parts of the building, destroying the
south-western conservatory (Queen Victoria’s Private Chapel) and the columned screen at the
north end of the East Front, flanking the Sovereign’s Entrance, together with more than 100 metres
of the forecourt railings. These were remade by the Bromsgrove Guild, but in common with much
of the rest of London, the buildings themselves could not be repaired for some years, taking their
place in the order of priority for materials and labour. When it became possible to devote these
resources to the rebuilding of the Chapel, the opportunity was taken to provide for the first time a
space for the temporary public exhibition of changing selections from the Royal Collection. The
Queen’s Gallery, as it became known, was the brainchild of HRH The Duke of Edinburgh, and



first opened its doors in 1962. Forty years after almost five million visitors had enjoyed 38
exhibitions, the Gallery was redeveloped and considerably enlarged to a new design by John

Simpson to celebrate The Queen’s Golden Jubilee.

The Occupants of Buckingham Palace

Queen Victoria (1837-1901) and Prince Albert (1840-1861)

Queen Victoria succeeded her uncle William IV at the
age of only 18 on 20 June 1837. On 13 July she left her
childhood home, Kensington Palace, and became the
first Sovereign to rule from Buckingham palace.
Although the Palace was habitable, the fitting out and
decoration of the private apartments was far from
complete, and remained so until after the Queen’s
marriage in 1840 to her first cousin, Prince Albert of
Saxe-Coburg and Gotha.

The young Queen determined to make use of the newly
completed, colourful state rooms, and the regular state
and private balls at the Palace became a centrepiece of
the London season. In the first decades of her reign the

FROM THE TIMES,
Wednesday, 13 July 1837

“There are upwards of 300 workmen
now engaged, having commenced on
Monday, completing the fitting-up of
Buckingham Palace. Orders have been
issued that they shall finish by tonight.
All the plate was removed from St
James’s Palace yesterday morning, as
well as the whole of the kitchen
apparatus. On Thursday Her Majesty
will take possession of Buckingham
Palace, and will dine there that day.*

Queen was an enthusiastic dancer, often staying up until

the small hours of the morning. Grand and spectacular as all the occasions were, the conditions in
the Throne Room, Picture Gallery and Blue Drawing Room were cramped, and the numerous
candles gave off both heat and liberal quantities of wax, which stuck to the wigs and heavy velvet
gowns of the guests. In the course of her travels in France and Germany, Queen Victoria had taken
note of the far more ample and suitable accommodation that existed in continental palaces. This
was the primary impulse for the construction of the new Ballroom (originally designated the Ball
and Concert room) which was added to the south side of the Palace in 1855.

To support so much new activity, a radical reform of the Royal Household was required, and in
this as in so many areas, Prince Albert proved an able reformer, guided by his mentor and former
physician, Baron Chrisian Stockmar. In the course of twenty years, Queen Victoria and Prince
Albert transformed what they had taken on as a previously uninhabited and architecturally
incomplete palace into the centre of an energetic, cosmopolitan court. The unceasing round of
ceremonial and state occasions went hand in hand in those years with the complete internal
redecoration of the Palace in an advanced Renaissance revival style, and the introduction of new
technology. In 1856 the future Prime Minister Benjamin Disraeli spoke for many when he declared
after first seeing Pennethorne’s new Ballroom in action, ‘I had never seen before in England
anything which realised my idea of a splendid court. Many of the ingredients of this new court
were continental in inspiration, and specifically German, for example the choice of Ludwig Gruner
as the overseer of the new decorations. In the summer of 1842 the Prussian court goldsmith J. G.
Hossauer was surprised on leaving the Palace, having presented some models to Prince Albert, to
encounter his compatriot Felix Mendelssohn crossing the forecourt in the other direction.



MUSIC AT COURT

During a state ball, two or three orchestras
would be disposed around the state
apartments, and in 1838 — when the
Austrian composer and conductor Johann
Strauss the Elder conducted his orchestra at
the Palace on a dozen occasions — the 19-
year-old Queen was seen pointedly to
remain in his room at the expense of the
other performers, declaring, ‘I have never
heard anything so beautiful in my life as
Strauss’s band.” Strauss composed his
Tribute to Queen Victoria of Great Britain
in that year, including a waltz-time version
of the national anthem. In the previous
year, the 25-year-old Sigismund Thalberg
— ‘the most famous pianist in the world’ as
the Queen described him in her Journal —
had her ‘quite in ecstasies and raptures’ as
she listened to his playing. He was the first
of a lengthy succession of musical visitors
to the Palace. Felix Mendelssohn (1809-
1847) visited on five occasions between
1842 and 1847, each time playing for the
royal couple and sometimes listening to or
accompanying their own singing. During
his last visit, in 1847, he asked the Queen if
he could see the royal nurseries; the request
was immediately granted, and the Queen
‘in her most winning way conducted him...
all the while comparing notes with him on
the homely subjects that had a special
attraction for both’.

Although the series of state concerts continued with
little interruption in the Ballroom after Prince
Albert’s untimely death in 1861, all other
entertainments ceased. As the Queen spent lengthy
periods at Windsor, Osborne or Balmoral, the Palace
fell into a long period of inactivity. The brightly
coloured interiors gradually darkened as the century,
and the reign, drew to a close.

King Edward VII and Queen Alexandra
(1901-1910)

Long in waiting as Prince of Wales, the new King
Edward VII moved into Buckingham Palace a short
time after his mother’s death in January 1901 and
with an impact that was later described as like that of
a Viennese hussar bursting suddenly into an English
vicarage. Declaring with a characteristic roll of his
‘r’s, ‘I don’t know much about arrt, but | think |
know something about arrangement’, he set about the
complete redecoration of the interior in a universal
white-and-gold finish. The Surveyor of The King’s
Works of Art, Lionel Cust, meanwhile saw to the
overhaul of the contents, and improvements were put
in hand to the heating, ventilation and electric
lighting. By March 1902, court life was resumed.
There were some reforms, such as the King’s
abolition of afternoon Drawing Rooms in favour of
Evening Courts, which suited his routine far better
and allowed more grandeur of costume even if still
within strict confines laid down by the Lord

Chamberlain. It was decided that the 60-year-old King should preside at Evening Courts seated on
the throne, and a new dais and canopy were set up in the Ballroom for this purpose. The long
series of state concerts that had taken place in the Ballroom since its completion in 1856 now came
to an end. King Edward had become accustomed to the more cosmopolitan allure of the dance
bands employed by his friends such as Alfred de Rothschild. He abolished the King’s Private Band
and invited outside ensembles, such as Herr Iff’s Orchestra and Gottlieb’s Orchestra, to perform
during Evening Courts and at balls.

King George V and Queen Mary (1911-1936)

For Queen Mary, Buckingham Palace, which she had left on the day of her marriage to the Duke of
York in 1893, was a place of fond memories, but the move from Marlborough House, which she
and her husband had occupied during the reign of King Edward VII, was no less daunting. She
wrote soon after moving in to the Palace, ‘Everything here is so straggly, such distances and so
fatiguing.” She had been anxious when her father-in-law had launched so precipitously on



redecoration, recalling later that ‘many things were changed here much too quickly by our
predecessors’, adding that ‘it is always best to do such things very piano and with much
reflection’. Nevertheless, at Buckingham Palace queen Mary was able to indulge her ‘one great
hobby’, the researching and arranging of the Royal Collection. She was a voracious learner and
receptive to advice, calling on the curators of the Victoria and Albert Museum to arrange her
private rooms and some of the ground-floor apartments with works of art of a specific period or

type.

During the early years of King George V’s reign, the Palace was often the backdrop against which
great issues were played out. In July 1914 the King convened a conference in an attempt to bring
together the parties involved in deciding on the boundaries of what became the province of
Northern Ireland. In December of that year, the long-running campaign for Women’s Suffrage was
given greater prominence by the arrest of its leader Emmeline Pankhurst outside the Palace gates
as she sought to deliver a petition to the King.

Twenty years later, in 1935, the King celebrated hes Silver Jubilee with an exultant nation.
Commemorative events and initiatives were held throughout the country, for which the Palace
once again provided a focus.

King George VI and Queen Elizabeth (1936-1952)

The reign of King George VI was dominated by the Second World War, for the duration of which
the normal life of the Palace was suspended. The King and Queen’s decision to remain in
residence during the intense bombing of London in 1940 was an inspiration to the country. In the
early months of 1940, Queen Elizabeth gave several sittings to the painter Augustus John in the
Yellow Drawing Room on the East Front, but these were suspended because — as the Queen’s
Private Secretary noted — the temperature in the room was ‘indistinguishable to that reported in
Finland’.

During Germany’s night offensive on London, from early September to mid-November 1940,
when London was attacked by an average of 160 bombers per night, the King and Queen left the
Palace each evening for Windsor, returning in the morning. Together they ventured out repeatedly
to visit bomb-damaged communities in east and south London, encouraging those who had lost
their homes in the task of rebuilding.

When the European war finally ended on 8 May 1945, the King and Queen and the Princess
Elizabeth and Margaret Rose appeared on the balcony before unprecedented crowds, returning
eight times during the day and evening, a scene that was repeated when hostilities finally came to
an end in the Far East, on 15 August, VJ Day. As the former routine of the Palace began slowly to
recover, the King broadcast his Christmas message in reassuring terms: ‘This Christmas is a real
homecoming to us all, a return to a world in which the homely and friendly things of life are again
to be ours.’



Her Majesty The Queen and HRH The Duke of Edinburgh (from 1952)

After their marriage in November 1947, The Princess Elizabeth and The Duke of Edinburgh lived
at Buckingham Palace on a temporary basis in a suite of rooms that was made available for their
use while Clarence House was refurbished, following its wartime use by the British Red Cross and
Order of St John. In November 1948 The Prince of Wales was born at the Palace, moving with his
parents to Clarence House in 1949. The sudden death of the King in February 1952 brought the
new Queen and her husband to occupy Buckingham Palace on a permanent basis, which they have
now done for far longer than any other royal couple.

The decisively forward-looking mood of the early years of The Queen’s reign, in the wake of the
Festival of Britain of 1951, and the rapid pace of social change were mirrored in the simplification
of many aspects of court life. In 1958 the practice of Presentation at Court, at which débutantes
were presented to The Queen at receptions in the state rooms, was discontinued. This decision was
taken not because such ceremonies were outdated, but rather because the overwhelming number of
applications meant that some form of selection — which would have been indivious — would have
had to be applied.

The present reign has been characterised by the extent to which The Queen and The Duke of
Edinburgh have travelled out to meet the country and the world in the course of 80 state visits, 160
overseas Vvisits and innumerable journeys around every part of the United Kingdom. Meanwhile,
well over a million people from Great Britain, the Commonwealth and the fifteen other countries
of which The queen is Head of State have attended the annual garden parties during the course of
the reign.

Along with the continuing repair of damage left over from the war, essential works of
modernisation have been accompanied by subtle decorative changes within the Palace. The
fireplaces were converted to electricity in 1956, and the Picture Gallery, Silk Tapestry Room and
State Dining Room were redecorated. In 1962, on the initiative of The Duke of Edinburgh, a new
public gallery, The Queen’s Gallery, was created from the ruins of the former Private Chapel. The
Queen’s Gallery was intended to provide members of the public with opportunities to see works of
art from Buckingham Palace (in addition to what was already on display at Windsor,
Holyroodhouse and the unoccupied royal palaces). In 1993 The Queen decided that the Palace
itself should be opened for the summer months in order to raise funds for the great task of
rebuilding Windsor Castle following the disastrous fire the previous November. Following the
completion of the rebuilding in 1997, revenues from the annual Summer Opening have been
directed to the care and maintenance of the Royal Collection and to major capital projects, chief
among them the comprehensive rebuilding and enlargement of The Queen’s Gallery, completed in
the Golden Jubilee Year of 2002.

The Music Room

The Music Room lies at the centre of the West Front, facing the garden. Ranged around its walls
are sixteen scagliola columns, imitating lapis lazuli. The frieze here and in the two adjoining
drawing rooms incorporates a device formed of a triangle within a garland which is entirely



THE MUSIC ROOM FLOOR
A spectacular feature of the Music
Room is its parquet floor of satinwood,
rosewood, tulipwood, mahogany, holly

Thomas Seddon and cost over £2.000.

is a triumph of English craftsmanship
and one of the finest of its type in the

original and may derive from masonic imagery. Both
Nash and his patron George IV were Freemasons.

Above the frieze are three more plaster reliefs of infants
by William Pitts, representing the Progress of Rhetoric.
and other woods. This was made by | The subjects are Eloquence (opposite the windows),
Pleasure (over the door to the Blue Drawing Room) and
Inlaid with the cipher of George 1V, it | Harmony.

No less impressive than the ceiling but less visible, the
country. floor is an outstanding example of parquetry by Thomas
Seddon, one half of the firm of Morel & Seddon, which

was formed to furnish Windsor Castle at the same time as Buckingham Palace was being built.
Inlaid with holly, rosewood, tulipwood and satinwood, it cost £2,187. In his evidence to the
Parliamentary Select Committee on the Buckingham Palace project in 1831, Seddon proudly
predicted that ,at fifty years hence it would be as good as it is now; you might drive carriages over

it‘.

The Music Room is used occasionally for private recitals, and plays a more general part in royal
entertaining in conjunction with the other state apartments. The room is also used for royal
christenings. The Queen’s three eldest children were all baptised here with water brought from the

River Jordan.

Furniture

Carved and gilt throne chairs made for the
use of King George V and Queen Mary when
Prince and Princess of Wales at the
coronation of King Edward VIl in 1902

Carved and gilt wood armchairs and settees
by Georges Jacob, c. 1786, supplied to
George IV through Dominique Daguerre

Boudoir grand piano by John Broadwood &
Sons, 20th century

Patinated and gilt-bronze vase by Pierre-
Phillipe Thomire (1751-1843) on an ebony

and brass fluted pedestal, early 19th century;
the vase was bought by George IV in 1812

Pair of English chandeliers of cut-glass and
gilt-bronze, early 19th century

Porcelain

Soft-paste Sévres porcelain vases; those on
the left-hand chimneypiece were supplied by
the factory as a ready-made garniture de
cheminée in 1764



APPENDIX P I1l: BUCKINGHAMSKY PALAC: OFICIALNI
UPOMINKO PRUVODCE

UvVOoD

Buckinghamsky paldc patii k tém budovam na svéte, které vétSina z nas neomyln€ pozna. Stejné
jako budovy parlamentu a ¢ervené dvoupatrové autobusy se stal jednim ze symbolii Londyna a
vlastné i celého Spojeného kralovstvi. Vytvaii stied jedné ¢asti Londyna, jejiz tvar a vzhled byl po
dlouhd léta formovan pro reprezentacni ucely. Ale na rozdil od ostatnich zndmych historickych
budov v Londyné to neni muzeum. Je to vykonné ustiedi monarchie, kde Jeji Veli¢enstvo
kralovna, jako hlava Spojen¢ho kralovstvi a Commnowealthu, uskute¢iiuje své oficialni a
ceremonidlni povinnosti. Své pracovni dny v tydnu travi v Buckinghamském palaci, a na vikendy
obvykle jezdi na hrad Windsor. To, zda je Jeji VeliCenstvo v rezidenci, pozname lehce — staci se
podivat na vlajkovy stozar na stfese. V pfipadé, Ze je pritomna, vlaje na ném kralovska standarta, a
kdyz zde neni, je vyvésena statni vlajka Velké Britanie. Pfi obzvlasté slavnostnich pfilezitostech,
pokud pocasi dovoli, vyvésuje se specialni velkd standarta.

O Vanocich a vlednu sidli Jeji Veli¢enstvo na Sandringhamu, coz je jeji privatni rezidence
v Norfolku, a v srpnu a zaii travi ¢as v Balmoralu na Skotské vrchoving€. Kralovnin oficialni
program praveé v tomto letnim obdobi umoziiuje otevieni palace pro vefejnost, a to mistnosti, ve
kterych se jinak odehravaji recepce a jind oficialni setkani. Doposud tuto moznost vyuzily témef
Ctyfi miliony lidi z mnoha koutt svéta.

Jelikoz Britanie je konstitu¢ni monarchii, krdlovna rozhoduje podle doporuceni ministri. Pfesto
vlada, soudni moc a armadni slozky pasobi ve jménu kralovny, jez je hlavnim symbolem narodni
jednoty. Kralovna je stale informovéana o veSkerém déni v zemi a kazdy tyden, kdyz zaseda
Parlament, ptichazi na soukromou audienci do Buckinghamského palace premiér. Téch se za jeji
vladu vysttidalo zatim jedenact. Kralovna ma i jistd “vysadni prava“, jez zahrnuji jmenovani
premiéra a rozpusténi parlamentu.

Mnoho kralovninych povinnosti je ceremonialnich a upomina na dlouhou historii Spojeného
kralovstvi. Patii k nim slavnostni zahajeni nového zasedaciho obdobi parlamentu, velkolepa
pfehlidka na oslavu kralovninych narozenin, jez se nazyva Trooping the Colour, Den
podvazkového fadu na hradé Windsor a statnické navstévy v zahranici. Mezi témito pevnymi body
v ro¢nim programu se kralovna, vévoda z Edinburghu a ostatni ¢lenové kralovské rodiny ujimaji
tisicti zavazkil a navstév v kralovstvi, dé€laji patrony mnoha charitativnich organizaci, a také se
ucastni vSech druhti slavnosti na lokdlni, regionalni i narodni turovni. Pracovny vévody
z Edinburghu, vévody z Yorku, hrabéte z Wessexu, prince a princezny Alexandry jsou také
umistény v palaci.

Buckinghamsky paléc je dnes uz jen jednim z mala fungujicich kralovskych palacii. A praveé to mu
dodava urcité kouzlo. Kralovninych ¢ervencovych zahradnich slavnosti se kazdy rok ucastni pies
tficet tisic hostt kazdé vékové kategorie z kazdé ¢asti zem€ i Commonwealthu. DalSich dvanact
tisic pfichazi jako hosté nebo budouci nositelé vyznamenani pifi dvaceti udilenich za rok. Tim
nejvetsim je kralovnina diplomaticka recepce, konajici se za¢atkem listopadu. Navstivi ji zhruba
tfinact set ¢lent diplomatického sboru.



Nicméné nejvyznamnéj§i udalosti kralovské zabavy je stitni banket (obvykle pro 170 hostd).
Kralovna jej potadda vzdy prvni vecer statni ndvstévy Velké Britanie cizi hlavou statu.

Statni bankety se konaji v nejvétsi z reprezentacnich mistnosti - taneénim sale a pouziva se pfi nich
skvostného zlatého nadobi z krdlovské kolekce, z néhoz byla velka ¢ast vyrobena pro Jifiho IV.
(1762-1830).

PALAC V CHODU

V paléci pracuje kolem 450 lidi. Kromé téch, ktefi pomahaji kralovné pfi planovani a spravovani jejiho
oficialniho programu a ceremonialnich povinnosti, jsou zde ti, ktefi maji na starosti drzbu budovy a
vseho, co k ni patii — aranzovani interiérii, piiprava, podavani pokrmi a obcerstveni kralovninym hostim
a zaméstnancim, finance, pozarni bezpecnost, informaéni technologie, personal, sdélovaci prostiedky a
otevieni reprezentaénich prostor pro veiejnost. Pak tu existuji takova zaméstnani, ktera jsou vyhradné
kralovska, jako lokajové, pazata, komornici (ti maji na starost porcelan, sklo a stfibro). Jsou zde i dnes jiz
ne zcela obvyklé pozice, jako spravce krbl, kapelnik ceremonialni vojenské hudby a dva hodinafi, jez
maji na starosti udrzet v chodu vice nez tisicery hodiny.

Reprezentacni prostory, které tvoii prostor pro vykonavani kralovninych oficialnich povinnosti,
zabiraji hlavni (zapadni) ¢ast Buckinghamského palace, obracenou do zahrad. Palac mé celkem 19
reprezentacnich mistnosti, 52 loznic pro kralovskou rodinu a hosty, 188 pokojt pro sluzebnictvo a
zaméstnance, 92 pracoven a 78 koupelen.

Hlavou kralovské doméacnosti je Lord komori. Pod nim

KRALOVSKA SBIRKA | o pak hlavy péti sekci. Osobni tajemnik planuje

Veskeré zatizeni palace — od stold a
zidli pouzivanych v mnoha pracovnach
pomalby a umélecké predméty
vystavené ve statnickych mistnostech —
tvori cast Kralovské sbirky, kterda je
vlastnéna kralovnou, a to z pozice
zastupce naroda a naslednikl trinu.
Vynosy ze vstupného do palace piijima
The Royal Collection Trust, jehoz
ukolem je chranit a konzervovat sbirku.

kralovnin program, ptsobi i jako spojovaci ¢lanek mezi
kralovnou a vladou a ma na starosti jednani, konstituc¢ni
a politické zalezitosti. Ceremoniar uradu lorda komoriho
je mistrem ceremonidlu. Sprdvce soukromého fondu se
stard o kralovské finance a majetky, a také o personal.
Majordomus — ufad, jenz se datuje od roku 1539 — je
odpovédny za organizaci oficialnich slavnosti. Reditel
kralovske kolekce méa na praci vystavovani a péci o
umeélecké prace a také management otevirani palace,
kralovské kocarovny a kralovniny galerie.

Tento oficialni privodce zahrnuje shrnuti historie palace a privodce reprezentacnimi prostory a

jejich poslani, a neopomiji ani vystavené umeélecké predmety.

HISTORIE ARCHITEKTURY

Slavné vychodni priiceli Buckinghamského palace je méné nez 100 let staré. Svou celosvétovou

slavu ziskalo ve dvacatém stoleti diky rozmachu globalni komunikace. Tvorba fasady samotné

v roce 1913 vyuzila vyhody pokroku ve stavebnich technologiich a byla jednim z nejnapinavéjsich

a nejlépe fungujicich projekta, které kdy Londyn vidél. Byla dokoncena za pouhé 3 mésice.



KRALOVSKE PALACE

Ze  vsech  dochovanych  britskych
kralovskych rezidenci ma Buckinghamsky
palac svym zplsobem nejkratSi historii.
Londynsky Tower a hrad Waindsor
zastavaji svou funkci od konce jedenactého
stoleti, palac Holyroodhouse v Edinburghu
od pocatku patnactého stoleti a palace
Jindficha VIIIL.,

James’s od pocatku Sestndctého stoleti.

Hampton Court a St

Vytvoteni pruceli mélo za cil pfeménu kiidla, které
Edward Blore pfistavél vroce 1847 pro kralovnu
Viktorii,

trojktidlé budovy. Nové kiidlo zastinilo piisobivéjsi
fasadu zroku 1820 od Johna Nashe s arkadami a
sloupovim. Stavba Nashova palace byla zapocata r.
1825, ale po péti letech byla pferuSena smrti Jitiho
IV. a svého dokonceni se dockala az v prvnich letech
vlady kralovny Viktorie, tedy kolem roku 1840.
Nashovym vychozim bodem byla o mnoho méné
impozantni budova — Buckinghamsky dim, jez koupil

aby wuzaviel dosud oteviené nadvofi

Jifi 111 roku 1726 jako soukromou rezidenci pro svou manzelku, krdlovnu Sarlotu.

V té dobé stal Buckinghamsky diim na okraji Westminsteru, na zdpadnim konci Tudorovského
loveckého St James’s park.

Predchozi vystavba

Architektonické d&jiny palace zacinaji jeSté o vice nez 100 let dfive nez se stal kralovskou
rezidenci. Pravé na jeho misté byla za vlady Jakuba 1. (1603-1625) pod kralovskym patronatem
zalozena morus$ova plantaz pro chov bource morusového. Kdyz v roce 1628 zahradu postoupil
Karel I. Lordu Astonovi, jiz zde stal velky dim. Prvni zdokumentované stavebni prace na tomto
misté jsou datovany rokem 1633, kdy George, Lord Goring (1608-1657), ktery to tu koupil od
Astonova syna, postavil ,,vystavni dim a dalsi pfihodné budovy, a hospodarska staveni, a na dalsi
stran¢ nechal vybudovati zahradu s vodotrysky, terasovou promenadu, nadvoii a dvorek na suseni
do majetku Henryho Benneta (1618-1685), ministra zahrani¢i Karla II. a pozdé¢jsiho hrabéte
z Arlingtonu. V zati 1674 dam lehl popelem a podle zaznamu Johna Evelyna s ,,nesmirnymi
Skodami na tapetach, nadobi, vzacnych obrazech a nabytku“. Arlington okamzité zapocal
S prestavbou, ovsem podle vizualni dokumentace (nahote) uz v novém stylu této doby, vylepseném
architekty jako Roger Pratt a Hugh May.

Roku 1698 byl diim kratkodobé pronajat Johnu Sheffieldovi (1648-1721), 3. hrabéti z Mulgrave a
markyzi z Normanby, jez se roku 1703 stal vévodou z Buckinghamu. O rok pozd¢ji si dim rovnou
koupil, a uvédomil si, Ze v dobé, ktera tak dba na modu, stavba zastarava, proto ji nechal zbourat,

Novy dum, ktery nechal vévoda z Buckinghamu postavit, stal piesné v mistech dne$niho
Buckinghamského palace, a jeho zakladni dispozice a feSeni nadvoii diktovaly smér dal§im
piestavbam.

V zari 1674 dim lehl popelem s ,, nesmirnymi Skodami na tapetdach, nadobi, vzdacnych

obrazech a nabytku .
JOHN EVELYN

Tento dim byl koncipovan mnohem ambicioznéji neZz jeho ptredchidci, a byl také hojné
napodobovan, obzvlasté¢ architekty pocatku 18. stoleti. Prvni plany byly pravdépodobné



vyhotoveny Williamem Talmanem (1650-1719), architektem Williama III. pfi tvorbé interiért jeho
novych statnickych apartma v Hampton Court. Nicméné€ to vypadd, ze se Talman a Sheffield
neshodli a — jak pozdé&ji napsal sir John Vanbrugh — ze dim byl ,,zafizen u¢enym a duchaplnym
kapitdinem Wynnem®. To byl William Winde (zemiel 1722), ktery na rozdil od Talmana nezastdval
zadny vysoky uiad, ale na ptelomu 17. a 18. stoleti zodpovidal za zna¢né mnozstvi vyznamnych
dom.

POLOHA PALACE

Lord Arlington dovedl vyuzit nové osové linie St James‘s park, které pro Karla II. vytvofil francouzsky
kralovsky zahradnik André Mollet, aby zkraslil okoli palact Whitehall a St James‘s. Jednalo se o
dlouhou dvojitou alej podél jizni strany St Jamess Palace, linii Mall, a dlouhy kanal rozkladajici se od
Palace jizdni gardy (Horse Guards) po zapadni okraj St James‘s park, taktéz lemovaného dvojitymi
alejemi.

modernim a exkluzivnim, vydrzel zde Arlingtonsky dim pouze 25 let. Detail z Morganovy mapy
Londyna z roku 1682.

Do Buckinghamského domu byli pozvani nejlepsi soucasni umélci a femeslnici. Mezi nimi malif
fresek Louis Laguerre a sochat John Nost, ktery vytvofil sochy Apolona, Svobody, Rovnosti,
Merkura, Pravdy a Tajemstvi na fimsu. Oploceni a brany s nejvétsi pravdépodobnosti vyrobil
hugenotsky kovar Jean Tijou. Ve stfedu nadvoii stala velkolepa kasna s Neptunovym triumfem
pravdépodobné od burgundského sochate Clauda Davida.

Ve snaze vybudovat néco, co se téméf rovnalo soukromému palaci, uéinil vévoda z Buckinghamu
mimodék zasahy i v nékdejsi kralovské morusové zahradé, z cehoz vyplynuly problémy az o
mnoho let pozdé&ji, po smrti vévodkyné z Buckinghamu vroce 1742, kdy byl dim v rukou
vévodova nemanzelského syna. Byl to John, 3. hrabé z Bute, ucitel a radce Jitiho III., ktery zacal
vroce 1761 planovat prodej domu krali. Sir Charles Sheffield jej byl nucen pienechat za ¢astku
28 000 liber.

N 24

nevéstu, princeznu Sarlotu Meklenbursko-Stielickou. Svatba se konala v tudorovském St James’s
Palace, ktery byl i pfes modernizaci za kralovny Anny a Jifiho II. zjevné nepohodlny. Nabyti
Buckinghamského domu poskytlo krali zajimavéjsi alternativu. Lordu Buteovi objasnil, ze sidlo
bylo mysleno ,,ne jako palac, ale jako titoCisté”. Podle n€j se mélo stat kralovou a kralovninou
rezidenci, zatimco St James‘s mél fungovat jako oficidlni sidlo dvora.

Kralovnin diom
Mlady Jiti III. s pofizenim nového domu neztracel ¢as. Na jafe 1762 napsal Lordu Buteovi:

nepripada mi nezbytné jej ucinit obyvatelnym. Co se tyce
vybaveni, prdl bych si nechat jen obraz ve strednim panelu
Japonského salonu, a c¢tyri zrcadla do téze mistnosti, vSechny S
Jjaponskymi rdamy... Ve, co musim obstarat, je preprava, abych je
mohl jiz brzy ziskat...



Svému planu vSak nedostdl. Byl zde proveden velky objem praci, a celd prestavba, vnitini i
venkovni, jez probihala v letech 1762-1776, stala 73 000 liber.

Zapocalo se s exteriérem, kde kral natidil upravu vychodniho priceli, odstranéni vice zdobnych
baroknich elementt, jako Nostovy sochy a kasnu na nddvofi, a dile pak nahrazeni ozdoby pruceli
Ctyfmi pilastry na misto Talmanovych Sesti. Tijouovy extravagantni brany a jejich miizovi
ustoupily mnohem jednodus$im a niz$im, které dodaly pruceli nddech neformalnosti. Veskeré
prace probéhly pod vedenim dozorce stavebniho ufadu Thomase Worsleyho, a to podle navrhta
krdlova soukromého ucitele architektury Williama Chamberse. Roku 1775 se do budovy
nastéhovala kralovna Sarlota — vyménou za Somerset House, ktery byl kralovskym sidlem po cel4
staleti. Ted’ vSak mél ustoupit do pozadi a byl vénovén k dispozici riznym vladnim resortim. Od
této doby byl Buckinghamsky dim znam uz jen jako Kralovnin dim.

KNIHOVNY JIRIHO I1I1I.

Kral Jiti III. vénoval své sbirce knih mimotadné velky prostor. V dobé jeho nastupu na trin byla
kralovskéa knihovna jen nepatrna, jelikoz jeho déd Jiti II. daroval roku 1757, devét tisic svazkd Briskému
Muzeu. V prosinci 1762, tedy v roce koupé Buckinghamského domu, Jifi III. zakoupil od britského
konzula v Benatkach, Josepha Smithe Sirokou a vyznamnou kolekci knih, maleb, kreseb, minci a
vyftezavanych drahych kament.

Zatimco malby, mezi nimiz bylo i vice nez padesat dél Canaletta, byly idealni pro stény
Buckinghamského domu, knihy zde nemohly byt umistény bez dalsich architektonickych zmén. Mezi lety
1762 a 1764 byla Chambersem na jiznim konci pfizemi postavena nova mistnost, Velkd ¢i Zapadni
knihovna, a v letech 1766-1767 piibyly dvé dal§i mistnosti, véetné rozlehlé osmisténné, s policemi ve
dvou patrech. Pozdéji, jak kralova sbirka knih (utvafena na radu dr. Samuela Johnsona a dalSich jako
zaklad narodni knihovny) rostla, byla postavena jesté dalsi knihovna obdélného pidorysu. Nakonec, kdyz
knihovnu pfedal Britskému Muzeu v roce 1824 Jiii IV, ¢itala 65 000 svazki a 19 000 nesvazanych listi,
dohromady s 40 000 kartografickych a topografickych praci. Casopis Quarterly Review sbirku popsal
jako ,,nejkompletnéjsi soukromou knihovnu v Evropé®.

Adam a Chambers se ujali funkce spoluarchitekti stavebniho ufadu a oba se také vénovali
navrhovani novych interiérd, obzvlasté t€ém urCenym ke kralovning uziti. Kral samotny, jelikoz
studoval architekturu u Chamberse, pfispél vlastnimi navrhy dvetnich zarubni. Kralovnina apartma
v hlavnim patie ve své dobé patfily diky stropim navrZzenym Robertem Adamem a malovanym
Giovannim Battistou Ciprianim Kk nejpropracovanéj$im v Londyné, zatimco kralovy pokoje
Vv pfizemi byly v porovnani o poznani jednodussi.

Johan Zoffany na svych obrazech zachytil rodinny Zivot, jehoz si Jifi III. a kralovna Sarlota cenili
nade vSe a ktery byl v krdlovniné dom¢ stfedem zajmu. Pravé zde se narodilo, kromé jednoho,
viech patnact déti a zde mély i své chlivy a vychovatelky. Kdyz se po smrti Jiftho i Sarloty
rozhodovalo o budoucnosti domu, Jifi IV. prohlasil, Ze ma s timto spojené vzpominky, jeZ jsou mu
velmi drahé.

John Nash a Buckinghamsky palac

Problémem nového krale, Jitiho IV., v roce 1820 bylo rozhodnuti, kde by se mély konat audience,
oficiality Statni rady a dalsi a dal$i nové povinnosti tykajici se monarchie a pifijimani a zabavy
velkého poctu hostl. Jeho vlastni Londynska rezidence, Carlton House, na puli cesty mezi
Kralovninym domem a Whitehall podél Pall Mall, nebyla dostacujici. UZ v prvni dekad¢é nového



stoleti se rovnovaha dirazné naklanéla od St James’s Palace a ke Kralovninu domu, ktery zacal
ztracet podobu soukromého utociste, jak byl piivodné zamyslen. Navzdory tomu dostal John Nash
v roce 1821, kdy probéhla korunovace Jitiho IV., za kol renovaci reprezentacnich apartmand v St
James’s Palace ke kralovu uziti. Prace byly dokonceny roku 1824 za celkovou ¢astku 60.000 liber.

Bylo to vsak spise ,,lakovani na rizovo*. Jako architekt odpovédny za udrzbu St James’s Palace
Nash opakované navrhoval jeho demolici po tom, kdyz vice nez poloviny starych reprezentacnich
mistnosti zni¢il v roce 1809 pozar, a at’ byly jeho nové reprezentacni apartmany jakkoli velkolepé,
zahrnovaly pouze tfi hlavni mistnosti. Zahrani¢ni ndvstévy a zurnalisté si zacali v§imat ¢im dal
Castéji faktu, Ze v rostoucim hlavnim mésté€ nejveétsi svétoveé velmoci neni pofaddny kralovsky palac.
Vyslo mnoho teoretickych navrhli nového paléce, a to vétSinou ve forme grafickych listh ¢i letakt.
Sir John Soane, ktery zaujimal podobné oficidlni postaveni stalého architekta Kralovnina domu,

jako Nash v St James’s Palace, navrhl roku 1817 nejctizadostivéjsi plan pro novy palac v Hyde
Park Corner.

v cervu 1§210 lzyla zodpovédnost  za V kvétnu 1825 dal kanclér statni
Buckinghamsky dim pfesunuta z Johna Soanea na
Johna Nashe, ktery se od roku 1813 angaZoval pokladny architektovi pokyn, aby

Vv konecné  preméné¢  Kralovského  Pavilonu

pripravil krali ke schvaleni plany pro
Vv Brightonu a béhem té¢ doby se stal blizkym

dovérnikem nového krale. Vroce 1820 byl rozsireni a modernizaci
vyznamnéji povéien stavebnim ufadem, kdyZ dostal Buckinghamského domu

za ukol premistit krdlovy kocarovny na Charing

Cross do nového komplexu (dne$sni Kralovské

kocarovny), ktery mél vybudovat u Buckinghamského domu. Tento vybér naznacoval, Ze se na toto
misto nahlizelo jako na nové hlavni sidlo kralovské koruny. Zatimco se Nash vénoval konirnam a
novym statnickym mistnostem v St James’s Palace, v samotném Buckinghamském domé bylo
provedeno jen pramdlo. Ale v kvétnu 1825 dal kanclét statni pokladny architektovi pokyn, aby
ptipravil krali ke schvaleni plany pro rozsifeni a modernizaci Buckinghamského domu. Tyto byly
ptfijaty a parlamentu byl predloZzen rozpocet na ,,opravu a upravu®“ Buckinghamského domu,
navrhujici pouziti pfijmi z pidy koruny (vynos z majetki koruny, jehoz se Jifi IIl. vzdal ve
prospéch ministerstva financi vyménou za ro¢ni pfispévek znamy jako Civilni lista).

Ve skutecnosti jesté nez prosSel rozpocet parlamentem, uz byly uzavieny prvni smlouvy, které vSak
pokryvaly daleko vice nez ,,opravu a upravu®, a Nash zajistil dodavky nevidaného mnozstvi cihel,
kamene a dfeva. Jeho prvni odhad na 252.690 liber nebyl na dalsi rok pfedlozen, a i poté obsahoval
mnoho nejasnosti a byl predzvésti potizi, vyplyvajicich ze zmatkli v rozsahu praci a natizeni uradu.

Nash navrhl podstatné zvétSeni ptidorysného planu Buckinghamského domu. Centralni blok byl
roz$ifen na sever a na jih, a dvé kiidla sméfujici na vychod byla pfestavéna ve viceméné stejném
stylu, jaky Nash uplatnil na terasach Regent’s parku. Kiidla uzaviela nadvofi, neboli cour
d’honneur (Cestny dvir), které proménilo vyraz nového palace v St James’s park, jenz byl za doby
Jitiho III. zna¢né€ neformalni.

Po prvnim dokonceni méla kiidla jen jedno patro, uprostied se zvedajici do dvou, a do tietiho patra
na vychodnich koncich. Ve stfedu nového vychodniho priceli se nachazel mohutny dvojity
portikus podpirajici skulpturalni $tit. Tyto nové prvky vzbudily u vefejnosti velky rozruch a
oficidlni kritiku. Vysledkem bylo pfestavéni kiidel do stejné vySky jako hlavni trakt a jejich



zakonCeni portiky se $tity, jez odkazovaly na stfedovou dekoraci hlavniho vychodniho pruceli.
Uprostted nadvoii, mezi dvéma kiidly, byl vitézny oblouk, inspirovany mozna i Konstantinovym
obloukem v Rimé¢, ale nepochybné byl zaloZen na Arc de Triomphe du Carousel, ktery
Napoleonovi architekti Percier a Fontaine pravé vztyCili v podobném umisténi v Tuileriich
v Patizi. Oblouk byl zamyslen jako Cast cesty ceremonidlnich procesi k palaci a také jako oslava
dosavadnich britskych namotnich a vojenskych vitézstvi s vlysy na pocest vévody z Wellingtonu a
Lorda Nelsona na kazdé strané, a s bronzovou jezdeckou sochou Jifiho IV. na vrcholu.

Zmény a prirtstky projektu prinesly i znacny ptirtstek nakladd, které se zvysily v roce 1828 na
496.169 liber. Roku 1831, tedy rok po smrti Jittho IV. ¢inil odhad kone¢nych nakladd na
rekonstrukei 696.353 liber, a o Sest let pozdéji, pocatkem vlady kralovny Viktorie, v dob¢, kdy se
palac stal obyvatelnym, bylo vynalozeno 800.000.

Pres vSechny kontroverze, které stavbu provazely stejn¢ jako vSechny vefejné projekty tohoto
druhu, byl Nashiiv Buckinghamsky palac mistrovskym dilem, pfesné spliujicim tak dlouho
pocitovanou potiebu palace, ktery by odrazel postaveni Britanie ve svété a poskytoval distojné
utociste panovnika a dvora. Kli¢it k uspéchu bylo hned nékolik: pokrokovy neoklasicistni design
inspirovany Francii, kvalita materiald, zapojeni vynikajicich umélct a obecné vSech femeslnikt, a
to, co jeden z prvnich kritikd nazval ,,duchem naroda“ prostupujicim kazdy detail.

Z temeslnikl naptiklad kovodélnik Samuel Parker dokladd urcity historicky moment britské
vyroby, kdy byly technické inovace kombinovany s ptizpiisobivosti a dovednosti. Parkerovu praci
najdeme u nejjemnéjsi aplikace z pozlaceného bronzu instalované na jednu z ¢inskych vaz, dale u
grandiozni balustrddy z pozlaceného bronzu na velkém schodisti, ale také u ornamentl
mahagonovych dveii a hlavic mramorovych sloupti. Dodal i hrazeni naddvoti a brdny Mramorového
Oblouku.

John Flaxman (1755-1826), profesor sochaistvi na Kralovské akademii, mél na starosti veskerou
architektonickou plastickou vyzdobu a navrhy, ale jeho smrt po pouhém roce po zapojeni do
stavby, prekazila jejich realizaci jim samotnym. VétSinu vnitini Stukové vyzdoby provedl
vSestranny malif a ilustrator knih Thomas Stothard (1755-1834).

Od chvile, kdy byly v roce 1817 poprvé vystaveny v Britském muzeu Elginovy plastiky, staly se
tyto parthenonské sochy vzorem sochatti a umélci, ktefi stali v zastupech, aby mohli délat studie a

odlitky. V nasledujicim desetileti se podobné

vlysy pravodd u novych budov staly témeér NOVA TECHNOLOGIE

nutnosti. Stothardv génius zménil pro trinni sal
Buckinghamského palace jasné britské vlysy,
zobrazujici scény z Valek ruzi, z tfeckého na
goticky styl. Témata zbritskych dé&jin byla
vybrana také pro vlysy na zapadnim pruceli a
mramorovém oblouku, zatimco jinde se pohravalo
S tématy pruvod a rozvoj, jako na vyjevu J. E.
Carewa Rozvoj navigace (podle navrhu Richarda
Westmacotta) pod centralnim portikem, na
Rozvoji  rétoriky Williama Pitta v Hudebnim
salonu nebo na v Bilém salonu.

Nash si byl védom moznosti, jez skytala nova
technologie, jako stavebni uziti litiny. Nejen
hlavni nosniky ukryté v konstrukci, ale i
vSechny dorské sloupy z prizemi byly odlity
v Staffordshiru a dopraveny do Londyna nove
pfistupnou siti kanalii. Tabulové sklo na okna
a prosklené ¢i zrcadlové dvefe bylo
k dispozici od dodavateli ve Vauxhall, ktefi
uzivali nejnovéjsi postupy, a pro figuralni
vlysy a venkovni hlavice se Nash obratil na
Eleanor

Villiama  Croggona,

Coadeové pti vyrob€ umélého kamene.

nastupce




Podoba korintskych hlavic, jez Nash zasadil do hlavniho Sotva krdl zemrel, poZadoval

poschodi exteriérti a vétSiny interiérd, byla zalozena na )
pitkladu 7 imského Pantheonu. Odlitky pro jejich Predseda  viady, — vévoda  z
vyrobu ziskal od kamenika a dodavatele Josepha Wellingtonu, ,,udélat z Nashe
Bvr.o?vna, k’te.ry byl zaméstnan, aby opatfil mramor pro hasé™ a ucinit pritrs dalsim
uziti v palaci.
vydajium

Na souvislém vyjevu zumélého kamene na fasadé

nadvoii vytvofeném Williamem Croggonem podle navrhti Johna Flaxmana se objevily i narodni
symboly: rize, jetel a bodlak. Ty najdeme i na Stukové vyzdobé zvlasté hudebniho salonu. Triinni

sal je soucasné divadlo a narodni svatyné prosycena heraldickou vyzdobou.

Je zvlastni, ze cely projekt byl z velké ¢asti realizovan muzi star§imi Sedesati let. Kral samotny mél
v dobé zapoceti ptestavby 62 let, zatimco Nash mél 73 a Stothard s Flaxmanem 70. Kdyz kral
v roce 1830 zemiel, palac byl jest¢ daleko od dokonceni, takze jej jeSté nemohl vyuzit k bydleni.
Uz bylo provedeno mnoho z interiérovych praci, jako podlahy, krbové fimsy a podobné. OvSem co
se ty¢e nabytku, tomu se vénovalo zatim jen malo pozornosti, a st€Zi bylo poznat i néjaky pokrok u
funkenich ¢asti jako ,,nezbytné provozni prostory®, tedy kuchyné a pradelny, které by palac udelaly
obyvatelnym. Sotva kral zemfiel, pozadoval piedseda vlady, vévoda z Wellingtonu, ,,udélat z Nashe
ha$é* a ucinit ptitrz dal§im vydajam.

Dokon¢eni palace

Nash byl odvolan z funkce, a ukol dohlédnout na stavbu palace az do dokonceni padl na lorda
Duncannona, prvniho komisafe ministerstva lesnictvi, jez na pozici architekta dosadil Edwarda
Blorea (1787-1879). Novy kral Vilém IV., bratr Jiftiho IV., nedal najevo zadny zijem o
vystéhovani z Clarence House, ktery mu Nash neddvno postavil blizko St James’s Palace. Vlastné
se 0 novy palac svého bratra zajimal tak malo, ze kdyz byly v roce 1834 budovy parlamentu
zni¢eny pozarem, nabidnul kral nahradou jest¢ stale nedokonceny budovu. Nabidka byla uctiveé
odmitnuta a byla odhlasovana ¢astka ve vysi 55.000 liber zajistujici ,,dokonceni a zdokonaleni‘
palace pro kralovskeé uziti.

Na rozdil od Windsoru, kde Jifi IV. nechal ve stejné dobé prestavét staré soukromé apartmany a
poloreprezenta¢ni mistnosti, v Buckinghamském palaci nebylo za jeho Zivota dosazeno stadia
zatizovani ndbytkem. Bylo v planu, ze Carlton House, ktery ztratil svou funkci kralovské rezidence
a byl zbouran roku 1827, velkou mérou pfispéje obrazy a ostatnim vybavenim. To bylo doplnéno
byvalym mobiliafem z Kralovnina domu, a nadbyte¢nym vybavenim z Windsoru. V tunoru 1834
firma Thomase Dowbiggina pievezla z hradu do Londyna 120 kusti nabytku a mnoho tapisérii, a
dal$i ,,znacna davka vybaveni“ byla dorucena do palace z jezdecké Skoly nalezici ke Carlton
House. Ta slouzila po demolici samotného domu jako skladiste.

Bloreova ponc¢kud nevdécna prace vedla findlni prace v reprezentanich prostorach
podle Nashovych plant a vSech nafizeni ptislusnych ufada. Jizni pruceli prodlouzil na obé¢ strany,
coz poskytlo misto pro straznici na jiznim konci a prodlouzilo sténu na konci severnim. Za



straznici smérem na zipad vytvofil Blore novy vchod (Vchod velvyslanct), kterym mohli
privilegovani vstoupit az do pfijimacich pokojt.

Prace na mramorovém oblouku byly pozastaveny a Blore vyuzil sochaiské elementy vytvofené
jinde. Vysoko na vychodni priceli hlavniho traktu po obou stranach portika byly instalovany dva
nejveétsi vyjevy, Wesmacottova Nelsonova smrt a Napoleoniiv uték od Waterloo, ovsem ve
zkracené podobé.

Centrala vkusu

Brzy po tom, co se do palace na zacatku své vlady v roce 1837 nastéhovala kralovna Viktorie, byl
Blore povéten tim, aby zjizni ze dvou zimnich teras casti palace obracené do zahrad udélal
soukromou kapli. Ta byla vysvécena roku 1843. V inoru 1845 psala kralovna Viktorie
ministerskému piedsedovi Robertu Peelovi o ,,naléhavé nutnosti ucinit néco s Buckinghamskym
palacem®. Upozornovala na:

...celkove nedostacujici ubytovani nasi malé rodiny, jez se vsak rychle
rozrusta. Pokud by se s velkou pristavbou zapocalo neprodlené, byla
by obyvatelna ne drive nez na jare 1848, kdy bude Princi z Walesu jiz
temer sedm let a korunni princezné osm, tudiz jejich soucasné détske
pokoje jiz zacnou byt nevyhovujicimi...

Velmi potiebny je sal, jenz by pojal velké mnozZstvi hosti, které
krdlovna zve o plesové sezoné, na koncerty a k podobnym slavnostnim
prileZitostem. Stejné tak je treba prebudovat uradovny a pokoje
sluzebnictva, jez si rocné vyzadaji velkou sumu penez.

Kralovna nechala rozhodnuti, jestli vSechny tyto nedostatky feSit najednou, na Peelovi. Pozadali o
konzultaci Edwarda Blorea, ktery se vyjadfil pro tuto variantu, ov§em Peel mél na paméti, jak byla
spole¢nost citliva na naklady projekti vefejnych budov, coz zapti¢inila nedavno zapocata rozsahla
piestavba budov parlamentu. Blore tedy dostal za tukol pfipravit plany nového ktidla, které na
vychodni stran¢€ uzavie Nashovo nadvofi. To mélo vyfesit nedostatek ubytovacich a kancelaiskych
prostor. Projekt jiz od zacatku podléhal pfisnym ekonomickym omezenim. Blore byl instruovan
komisati Spravy lesu, ktefi urcili poradni sbor sestavajici z ostatnich eminentnich architektl véetné
Roberta Smirkea a Charlesse Barryho (mél na praci Britské muzeum a budovy parlamentu).
Navzdory t€émto opatienim byl pro fasadu vybran vapenec z Caen v Normandii. Tento vapenec byl
do Anglie importovan po cela staleti, ale dosud byl pouzivan jen pro interiéry. Jiz roku 1866 zacal
kvuli znecisténému Londynskému ovzdusi silné prachnivét, a po poslednich cCtyficet let
devatenactého stoleti se defekty musely skryvat vrstvu po vrstvé malbou.

Kromé toho, ze nové kiidlo skrylo Nashdv palac z dohledu vefejnosti, stavba také predstavovala
naprosty odklon od stylu. Pruceli sestavalo ze tii podlazi; ve stifedu bylo ozdobeno obrovskymi
korintskymi sloupy a skulpturalni vlysy Johna Ternouthe (1795-1849) Ctvero vékii lemovanymi
skupinami Svaty Jiri s drakem a Brittannia. Blore oprasil a zrecykloval zde nékteré dekorativni
prvky z pavodnich dvou Nashovych chramovych pruceli, jimiz zakoncil severni a jizni k¥idlo.
Zdaleka nejvyznamnéjsi element Bloreova designu tvofil centralni balkon, ktery sem byl ovsem
zaclenén z popudu prince Alberta. Odsud kralovna Viktorie pozorovala odchod svych vojsk do
Krymské valky, a pfi navratu je odtud zase vitala.



Stavebni prace v letech 1847-1850 byly organizovany zcela jinak neZ o dvacet let diive za Nashova
pusobeni. Zatimco v minulosti m¢l kazdy tsek stavby svého vlastniho architekta, tentokrat bylo
vSe svéfeno jednomu staviteli, ktery zodpovidal za sjednavani dil¢ich specializovanych
subdodavatelt. Tato tiloha pfipadla Thomasi Cubittovi (1788-1855), ktery mél, jakozto zhotovitel
zastavby v Bedfordu a Grosvenoru, na svédomi podobu velké ¢asti viktoridnského Londyna. Ve
stejné dobé ho princ Albert zaméstnal také na stavbé Osborne House na ostrové Wight, kde
pracoval ve velké mife podle princovych vlastnich navrht.

Vystavba nového nadvoii byla svéfena do rukou architekta Decima Burtona (1800-1881) a
krajindte Williama Adrewse Nesfielda (1793-1881), a nové litinové oploceni bylo zadano
Henrymu Grissellovi z londynské Zelezarny Regent’s Canal Ironworks. Jednotlivé miize byly
zasazeny mezi pilife, sochafsky zdobené velmi plodnym sochafem a architektem Johnem
Thomasem (1813-62), jenz byl ‘superintendantem praci kamenosochaiskych’ na budovach
parlamentu. Pozdéji pracoval pro prince Alberta na nékolika projektech ve Windsoru, tim byl
kuptikladu audiencni pokoj nebo kralovska mlékarna. Hlavni brany Buckinghamského paldce byly
Z obou stran lemovany kolosalnimi pilifi po strandch zdobenymi kralovskymi inicialami a na
vrcholu dekorovanymi delfiny a girlandami s lasturami. Po stranach pak byly osazeny mensi pilite,
jeden se lvem a druhy s jednorozcem podpirajicimi kralovské erby, doplnéné reliéfy regalii.
Thomas vytvoril jesté dvacet Sest mensich piliit, z nichz nékteré byly urCeny jako podstavce pro
kandelabry. Kdyz se oploceni v roce 1913 jesté jednou ptestavovalo, Thomasovy ustiedni pilife se
pfemistily a utvofily severni centrdlni branu. Jejich repliky s inicialami krale Eduarda VII.,
zménénymi namisto inicial krdlovny Viktorie na téch piivodnich, byly osazeny na jiznim konci.
Stavba nového kiidla byla vizce s g piistavby nového kiidla bylo nevyhnutelné
spjata s rozhodnutim krdlovny — nutné odstranit mramorovy oblouk, ktery zistal bchem
. ) ..  prestavby prozatim na misté. Od zacatku ale bylo jasné,
Vikiorie z roku 1846 o prodeji ze by byl s Bloreovou fasadou v rozporu. Slozity ukol
Kralovského pavilonu  ptemisténi oblouku piipadl na Thomase Cubitta, jenz
. . . jej instaloval ke Cumberland Gate do
spolecnosti  Corporation  of
severovychodniho rohu Hyde parku.
Brighton
Stavba nového kiidla byla tzce spjata s rozhodnutim
kradlovny Viktorie z roku 1846 o prodeji Kralovského pavilonu spolec¢nosti Corporation of
Brighton. V tomto roce kralovna a princ Albert dokongili rodinny pavilon u svého nového domu
v Osborne, ktery jim poskytoval daleko vétsi soukromi nez v Brightonu. Prodej byl nakonec
umoznén zakonem parlamentu v roce 1850, a vynos 53.000 liber byl uréen pravé na nové kiidlo
Buckinghamského palace. Stavebni ufad trval na tom, aby se mobiliaf z Brightonu, vcetné krbt,
oblozeni, osvétlovadel a mfizi, instaloval do interiérti palace. Ackoli tato ,kralovska recyklace’
byla myslena jako ekonomické opatieni, ve skutecnosti byla drazsi nez potizeni nového vybaveni.
Celkové vydaje na nové kiidlo palace ¢inily 95.500 liber.

Nutno dodat, Ze hlavni slozky Brightonského inventafe znovu upotiebené v Buckinghamském
palaci navrhl John Nash jen péar let pred svym pusobenim zde. Uprava vyzdoby stavajicich
statnickych prostor palace, kterou zapocal princ Albert pied stavbou vychodniho kiidla, byla
v nékterych ohledech daleko radikalnéjsi. Princ byl vaSnivym obdivovatelem italské renesance, a
prave pfi cestach po Italii potkal v roce 1839 Ludwiga Grunera.



Svou spolecnou praci v palaci zapocali prestavbou Velkého schodisté, které se po netspéchu
imitaci kamene Josepha Brownea, rozhodli jednotné nattit svétle okrovym odstinem. Roku 1846
jej Charles Moxone piemaloval polychromem, coz je nejlépe vidét na malbé Eugéna Lamiho
zachycujici hosty pfichazejici na ples roku 1848. Stény byly rozdéleny do obdélnikovych a
kosoctvercovych panelll, a Stothardovy vyjevy dostaly barevnd mramorova pozadi. Pokud jde o
strop, vSechny ¢tyfi cipy klenby zdobily malované postavy Rdna, Vecera, Poledne a Noci na
zlatém pozadi mezi kvétinovymi girlandami. Jednalo se o ¢ast princova $ir§iho z4jmu o zavedeni
freskové malby do modernich interiérd. V roce 1843 spolupracoval s Grunerem na povéfeni
Williama Dyce, Daniela Maclise a Charlese Eastlakea k dekoraci interiérti pavilonu specialné
postaveného v zahraddch Buckinghamského palace jako ptipravna zkouska pro velky projekt
dekorace interiéri novych budov parlamentu. Roku 1841 byl princ Albert jmenovan ptedsedou
kralovské komise pro vyzdobu nového parlamentu. Umélec vybrany pro vymalbu velkého
schodisté, Henry James Townsend, byl jednim z vyhercii soutéze na prace ve Westminsterském
palaci.

Druhy pozadavek kralovny Viktorie z roku 1845, na dostatecné velky sal pro velkolepé zabavy, byl
konecné splnén vroce 1851, kdy Thomas Cubitt ptedlozil stavebnimu tfadu navrhy na novy
tanecni sal na jizni stran¢ palac. Ackoliv bylo pravdépodobné pomysleno na to, ze Cubitt bude
architektem i stavitelem, nasledné byl na post architekta dosazen James Pennethorne (1801-1871),
ktery dokoncil své vlastni navrhy v roce 1852. Pennethorne studoval na zacéatku stoleti v Pafizi a
Rimé&, a vyu¢il se v Nashové dilng pii jeho rekonstrukci paldce. Byl zodpovédny za mnoho
nejprominentnéjSich vefejnych budov v Londyné, jako Archiv listin na Chancery lane, kancelaie
berniho tifadu v Somerset House nebo fasdda Burlington House na Piccadilly.

Dalsi pozadavek (odrazejici se v piivodnim nézvu ,tanecni a koncertni sal) byl pro mistnost, v niz
by kralovna a princ Albert mohli potadat velkolepé pojatd hudebni predstaveni. Oba byli schopni a
oddani hudebnici, a za celou Viktoriinu vladu se v palaci konalo vice nez sto velkych
orchestralnich koncerta.

Pennethorne navrhl dva nové velké saly, tanecni a koncertni sal a plesovou jidelnu, spojené
s Nashovymi statnimi apartma na jiznim konci galeriemi. Pod nimi, za rustikovanou fasadou,
Pennethorne planoval nové, plné vybavené kuchyné a prilehld pracovisté. S venkovni podobou
tane¢niho salu a jidelny se vratil k Nashovu, Francii inspirovanému neoklasicismu, pouZil zde
bathsky vapenec se skulpturdlnimi detaily (jako napf. Flaxmanovy vlysy) z umélého kamene. Na
interiéry povolal princ Albert jesté jednou Ludwiga Grunera, ktery jel do Rima udélat piesné
zaznamy renesancnich nasténnych maleb, které mély inspirovat zpracovani novych pokoju.
V Rimé potkal Nicolu Consoniho (1814-1884) pracujiciho na vyzdobé nového kostela S. Paolo
fuori le Mura, které¢ho presvédcil, aby cestoval do Anglie a ujal se po boku Charlese Moxona praci
na palaci. Zaklad Grunerova schématu se opiral o konkrétni zdjem prince Alberta o Rafaela, coz
bylo patrné zjeho projektu, tykajiciho se shromazdéni obsahlého obrazového archivu, nakonec
¢itajiciho 5000, umelcovych praci na Windsoru. Strop a fimsy tane¢niho a koncertniho salu byly
ozdobeny ornamenty s arabeskami vychdazejicimi z Raphaelovych vatikanskych Stanzi (komnat), a
horni casti stén byla mista mezi okny vyplnéna dvanacti Zenskymi figurami, predstavujicimi
hodiny, opét vychazejici z Raphaela. Spodni €asti stén byly potazeny karminovym hedvabim
S narodnimi kvétinovymi motivy. Vyzdoba jidelny, pojaté jako interiér exotického stanu, byla
nemén¢ piepychova a nevsedni.



VIKTORIANSKY SMOG Jak napsal architektonicky casopis The Builder,

Pfi své navitdvé svatby kralovské | centralni kopule byla:
princezny roku 1858, kde délal
doprovod pruskému princi Bedfichu | ---modrym velariem, posetym zlatymi hvézdami a
Vilémovi, napsal Hrabé Helmuth von | lemovanym arabeskami... je malovano jako by za nim
Moltke své Zené: ,Dokonce i | bylo videt oblohu, mezi lany spoutdvajicimi jej u paty...
Vv Buckinghamském palaci byla v&era | Stény horni cdsti sdalu jsou rozdéleny panely, jez byly
husta  mlha  skladajici se zejména | gsidave zdobeny barevnymi arabeskami na rudém
z uhelného koufe. Obrazy, zlaté ramy a
zdobeni musi tu velice trpét.*“ Z tohoto
divodu bylo mnoho maleb v palaci
zaskleno, ale dekorace postupem casu
Cernaly.

pozadi, a krdalovskym znakem na zlatém pozadi.

William Theed zhotovil pro severni a jizni strany salu
nizkoreliéfni sddrové vlysy podle Raphaelova Amora a
Psyché podle nédvrhu sochate Johna Gibsona.

Po svém dokonceni byly tanecni sal a jidelna nejvypracovanéjSimi anglickymi ukdzkami vyzdoby
Cornelia v Mnichové a Lea von Klenze v Petrohradskych palacich. Tim se Buckinghamsky palac
stal avantgardou dekorace v Anglii, coz se odrazilo v kritice v The Builder, kde byl palac oznacen
za ‘centralu vkusu’.

Tyto dekorace, i jejich ptivodni navrhy provedené na objednavku prince Alberta, ptezily do konce
stoleti. Po princové predCasné smrti v roce 1861 kralovna Viktorie prikazala, aby se na nic, za co
byl zodpovédny, nesahalo. Po piistich ctyficet let, béhem jejich dlouhych pobyti mimo palac, at’
uz v Osborne, Windsoru nebo Balmoralu, nepfijemné vlivy londynského ovzdusi husté
prostoupeného uhelnym prachem a koutem pronikly do kazdého koutku budovy.

Z tohoto diivodu je rozhodnuti krale Eduarda VII. pro nové vydekorovani ihned po jeho nastupu na
trtin roku 1901 zcela pochopitelné.

C. H. Bessant z firmy Bertram & Son nahradil ve vstupnim séle, mramorové hale a na velkém
schodisti viktoriansky polychrom vSeprostupujici zlatobilou kombinaci, jez pietrvala dodnes.
Tanec¢ni sal s jidelnou piedstavovaly velkou vyzvu v neposledni fadé kvili tomu, ze kralovna
Alexandra pry povaZzovala viktoridnsky styl pro tanecni sal za “naprosto dokonaly”. Vypada to, ze
kral nejdiive dostal navrhy na pted€lani tanecniho salu v roce 1901 od oficidlniho architekta uradu
lorda Chamberlaina, Franka T. Verityho, jehoz nedavny projekt kralovského divadla ve
Westminsteru, postaveného v témze roce pro Lily Langtryovou, vzbudil kralovu pozornost. V dob¢
takzvané “srdecné dohody” s Francii bylo jasné, ze by mél kral vybrat nékoho, kdo se vyucil
nejnoveéjsimu stylu obrozujicimu sloh Ludvika X V1. v patizské Akademii vytvarnych umeéni.

Vsechny dekoracni prace musely nejdfive ustoupit neodkladnym zasahiim ve vytapécim a vétracim
systému tanecniho salu a jidelny. Kdyz mohly v letech 1906-1907 prace zacit, byly bez dalsiho
odvolani na architekta pfijaty nabidky dekoracnich firem White Allom a Jackson & Co. Novy
design tane¢niho salu, jenz byl pravdépodobné inspirovany nedavnou piestavbou bilého salu
kralovského palace v Berling, vyzadoval nové obloZzeni stén, ¢lenéné fadou obfich pilastrii a
kulatych okének zdobenych girlandami namisto Pennethornovych svétlikii. Centralni body ¢elnich
zdi, varhany a oblouk zastfeSujici triin, zlstaly tak, jak je Pennethorne vytvofil, jen ziskaly
vSudypfitomny zlatobily natér. Podobna zjednoduseni se tykala i plesové jidelny, kde se odstranily
Theedovy vlysy a barevna vymalba. Mezitim byly iluzivni arkdady Charlese Moxona ve vychodni ¢i



promenadni galerii zahaleny hedvabnymi tapetami, jez ponechaly jen Consoniho grisailové malby
jako ptipominku ptivodni podoby téchto prostor.

Ackoliv se témito pracemi v interiérech mohlo zdat, jak se pozdéji jasné vyjadtila kralovna Marie,
ze se Eduard rychle snazi vymazat nemaly podil jeho rodi¢i na vzhledu paldce, nevahal kral
podpofit a zastitit velké plany narodni pamatky znamé jako Pamatnik kralovny Viktorie. V inoru
1901 byla sestavena komise vedena sekretafem stavebniho tifadu Reginaldem Brettem, Vikomtem
Esherem, jez méla ze vSech Casti fiSe opatfit prostfedky na vybudovani velké tfidy v Londyné
nevidané, ovSem zndmé z jinych evropskych mést, jako byla Pafiz nebo Viden. Spojila by
Trafalgarské namésti (ptivodné zapocaté Nashem a pozdéji dokoncené Charlesem Barrym) s
Buckinghamskym palacem, a byla by zakoncena “jistou tzasnou architektonickou a krajinnou
zménou” piimo pred palacem. Architekti Ernest George, Sir Aston Webb, Sir Thomas Drew, Dr.
Rowland Anderson a Thomas Jackson byli vyzvani k piedloZeni navrhi, jez mely byt zrealizovany
ve spolupraci se sochafem Thomasem Brockem (1847-1922). Brock, ktery zapocal svou dlouhou
kariéru jako asistent J. H. Foleyho pfi tvorbé Albertova pamatniku v Kensingtonskych zahradéch,
byl pro tento projekt zdaleka nejkvalifikovanéjsi, a jeho spoluprace s vitéznym architektem Sirem
Astonem Webbem (1849-1930) se vyborné osvédcila. Celkova kompozice, pocinajici budovou
Admiralty Arch a kon¢ici centralnim skulpturalnim seskupenim — distojnym protéjskem Albertova
pamatniku v Kensingtonskych zahradach, obklopenym velkou arénou bran a piliit, evokujici rizné
Casti fiSe — zustava londynskym vrcholem méstské vystavby. Obvodové brany a pilite, jez byly
financovany ptispévky z Australie, Kanady a Jizni Afriky, poskytovaly ceremonialni vstupy do
parki Green Park a St James’s Park. Derwent Wood, Henry Pegram a Alfred Drury je ozdobili
vyfezavanymi zvifaty a dal$imi motivy charakteristickymi pro kazdou z téchto oblasti. Brock se
sdm ujal sochaiskych praci na centrdlni kompozici. Na ustfedni cast pamdatniku byl pouzit
Carrarsky mramor. Kralovna zde sedi na trtinu, obklopend vodami a opatrovana osmi kolosalnimi
bronzovymi figurami, Pokrokem a Mirem, Vyrobou a Zemédélstvim, MaliFstvim a Architekturou,
Lodafstvim a Valkou. Kazd4 skupina je doprovazena stojicim lvem, coz vychézelo nejspise
z Landseerovych odpocivajicich Selem na Trafalgarském namésti. Pfi slavnostnim odhaleni 16.
kvétna 1911 vSak lvi jesté nebyli na svych mistech. Nez byli vroce 1924 instalovani, byla
provedena jest¢ jedna velkd zména. Od roku 1866 totiz meékky Caensky vépenec na Bloreove
vychodnim kiidle vzbuzoval znepokojeni, a straze se neziidka musely schovavat pred padajicimi
kusy zdiva ukryvat do svych budek. Rozhodlo se tedy o uplném odstranéni droliciho se kamenného
zdiva. Naslo se mnoho lidi, kterym byl kontrast mezi zafivé bilym mramorem soch na Pamatniku
kralovny Viktorie a z¢ernalou odpryskavajici se fasadou v pozadi trnem v oku.

O takovém drastickém zasahu, jako byla zména fasady, se mohlo uvazovat jen diky skutecnosti, ze
ve fondu na Pamatnik kralovny Viktorie zbyl jesté znacny zistatek. V ervnu 1912, rok po
korunovaci nového kréle Jitiho V., byli Webb a Brock opét pozadani o pfipravu navrhi, ovSem
podle striktnich omezeni. Fond dovoloval jen zménu obloZeni, takze jakakoliv uprava musi zcela
respektovat proporce a rozmisténi oken Bloreova plivodniho priaceli. Aston Webb mél znacné
zkuSenosti s provedenim fasad rtznych instituci, jako naptiklad u Kralovské namotni akademie
v Dartmouthu nebo Kralovské akademie v Jiznim Kensingtonu. Pozd¢€ji mél také na starosti nové
priuceli muzea Viktorie a Alberta. Nicméné omezeni Bloreovym rozmisténim oken a podrobné
prozkoumani jeho navrhi Lordem Esherem a kralem jej provedlo Sesti riznymi variantami, které
vSechny vedly k dal§im zjednoduSovanim. Kraliv osobni tajemnik, Lord Stafordham, pozadal
Eshera aby zajistil, aby nebyl centralni balkon odstranén, “jelikoz Cas od casu slouzi k
prilezitostem, pii nichZ si kral a ostatni ¢lenové kralovské rodiny pteji ukdzat se lidu”. Kdyz byly



v listopadu 1912 plany napevno hotové, ihned se zacalo s pracemi. Hlavni dodavatel, Leslie & Co.,
zacCal pripravovat bloky portlandského vapence, zatimco Brock se pustil do vytesani kralovského
erbu, ktery méfil napfi¢ osm metrt (25 stop), a byl ur€en na centralni $tit. Zbylé fezbaiské prace
provedl William Silver Frith (1850-1924).

BROMSGROVESKY CECH

Bromsgrovesky cech (Bromsgrove Guild) zalozil roku 1897 vizionaisky femeslny mistr Walter Gilbert
(1871-1946) jako odezvu na vysokou nezaméstnanost a chudobu mmnoha lidi dfive zavislych na
hiebikaiském pramyslu v Bromsgrove a okoli. Cech existoval do roku 1966 a mél na starosti mnoho
rozlicnych zakazek v oblasti zpracovani zeleza a bronzu, ale i truhlafstvi, omitaci prace, stfibrnictvi a
Sperkafstvi, i vyrobu médénych ptakli zvanych ‘Liver birds’ na dvou kopulovitych vézich Kralovské
liverpoolské pojistovny. Jméno Waltera Gilberta se objevilo na zamku centralni brany Buckinghamského
palace, a to spole¢né se svym kolegou z cechu, pivodem Svycarskym projektantem a zhotovitelem
charakteristického kralovského erbu, Louisem Weingartnerem, jenz byl neobycejné nadanym sochatem;
vytvoril také napriklad retabl v anglikanské katedrale v Liverpoolu. Piekvapiveé origindlni zamky byly
doplnény inicidlami GVRI a rozvernymi andilky, jejichZ ptedlohou byla malé dcera Waltera Gilberta.

Prace na fasdd¢ pifimo na misté¢ byly naplanovany na obdobi nepfitomnosti kralovské rodiny
v Londyné¢ v pribéhu 1éta a casteéné i podzimu 1913. Zacdaly 5. srpna a byly dokonceny 7.
listopadu. Po tom, co se sundalo leseni, ukdzal se propastny rozdil mezi ¢ernou a bilou, zarytou
sazovitou temnotou Bloreova droliciho se Caenského vapence a témét reflexnim povrchem toho
Portlandského. Byly vSak ztraceny Bloreovy vyrazné obrysy a s nimi souvisejici ozdobné prvky,
ale Webbova fasada byla brzy povazovana za celkové vice majestatni a distojnou, v neposledni
fad¢ diky obnoveni Nashova konceptu chramovych priceli na obou koncich piedni fasady a
dominantnim centralnim S$titem. Kral dokonce zorganizoval recepci jako pod€kovani péti stim
délnikd za to, Ze privedli prace na palaci do konce, a hlavné Ze odolavali hlasim pozadujicim
jejich ucast na stavkach, které hrozily béhem léta. V dopisu z loveckého vikendu v Elveden v
Suffolku na zacatku listopadu se zminil kralovné Marii: ,,Jsem si jist, Ze nové pruceli B. P. vypada
dobfte, ale predpokladam, ze se brzy uspini.*

Jako ¢ast projektu Pamatniku kralovny Viktorie bylo oploceni nadvoti pfed palacem usporadano
pouze se dvéma branami na severnim a jiznim konci. Za nedlouho bylo jasné, ze je pro
ceremonialni Ui€ely nutna centralni brana na ose mezi pamatnikem a palacovym balkonem, procez
Webb navrhl novy, vys$i par pilifi. Posledni soucasti realizace pamatniku byly tfi pary
velkolepych bronzovych bran, jeZz dodal Bromsgrovesky cech roku 1905.

S dokoncenim rozsahlého Pamatniku kralovny Viktorie palac dosahl své finalni podoby. Pouhy rok
po dokonceni vychodniho priceli zaujal centralni balkon duleZitou pozici, kdyz se zde kral a
kralovna 4. srpna 1914, tedy v den vypuknuti prvni svétové valky, ukazali zastupim poddanych.
Za druhé svétové valky se samotny palac stal terCem utokd. V dubnu 1940 a dale pak ptistiho zafi
byly svrzeny bomby na nékteré jeho ¢asti, ¢imz byla zni¢ena soukroma kaple kralovny Viktorie a
také sloupova sténa na severnim konci vychodniho priceli, lemujici panovnikiv vchod, a spolecné
Snimi i vice nez sto metri oploceni nadvoii pfed palacem. To bylo obnoveno Bromsgroveskym
cechem, ovSem stejné jako v celém Londyné se po urcitou dobu samotné budovy nemohly opravit,
pti¢emz material 1 pracovni sily byly pouzity v potadi podle dilezitosti. Jakmile bylo mozné tyto
zdroje vyuZzit na prestavbu kaple, nastala pfilezitost vybudovani prostor pro docasné vetfejné
vystavy pravidelné se méniciho vybéru z kralovské kolekce. Duchovnim otcem kralovniny galerie,
jak byla nazvana, byla Jeho kralovskd Vysost vévoda z Edinburghu; své dvetfe poprvé oteviela



vV roce 1962. Po Ctyficeti letech se pocet jejich navstévnika, kteti shlédli 38 vystav, vySplhal na pét
miliont. Galerie pak byla na pocest krdlovnina zlatého jubilea zrekonstruovana a podstatné
zvétSena podle ndvrhti Johna Simpsona.

OBYVATELE BUCKINGHAMSKEHO PALACE

Krdlovna Viktorie (1837-1901) a princ Albert (1840-1861)

Kralovna Viktorie nastoupila na trin po svém stryci
Vilémovi IV. 20. ¢ervna 1837 ve v&ku osmnécti let.
13. cCervence ponechala své détstvi doma,
v Kensingtonském palaci, a stala se prvnim pracovnikl, kieHi zatali v ponddli
panovnikem vladnoucim v Buckinghamském palaci. | s dokongenim praci v Buckinghamském
Ackoli byl palac obyvatelnym, vybaveni a dekorace | palici. Podle nafizeni by méli byt hotovi
soukromych pokoja byly jesté daleko od dokonceni, a | do dne$niho vedera. Veskeré nadobi bylo
zistaly tak az do kralovnina stnatku s | sem pfepraveno ze St James’s Palace viera

bratrancem, princem  Albertem  Sasko-Kobursko- | rano, stejné jako cela kuchynska vybava.

Gothajskym v roce 1840. Ve ctvrtek Jeji Velicenstvo pievezme
Buckinghamsky palac a té¢hoz dne tu i

DENIiK THE TIMES,
stieda 13. ¢ervence 1837
»Nyni je zde zaméstnano vice nez tfi sta

Mlad4 kralovna uréila kuzivani pravé dokongené | Poveceri”
barevné reprezentacni mistnosti, a statni i soukromé plesy v palaci se brzy staly vrcholem
londynské plesové sezony. V prvnich dekadach své vlady byla krdlovna nadSenou tanecnici a Casto
vydrzela az do brzkych rannich hodin. Jakkoli byly tyto pfilezitosti pompézni, stav trinniho salu,
obrazarny a modrého pokoje odpovidal jejich vyznamu, Cetné svicky uvolinovaly teplo, ale i velké
mnozstvi vosku, ktery se zachytaval na parukach a tézkych sametovych odévech hostl. Pti svych

cestach po Francii a Némecku pak kralovna zaznamenala daleko vhodnégjsi a pohodInéjsi zptisoby
bydleni, jez nabizely kontinentalni palace. Tyto zazitky se staly prvnim impulzem ke stavbé
tane¢niho salu (ptvodné urc¢eného jako tanecni a koncertni sal), ktery roku 1855 pfibyl na jizni
strané palace.

Na podporu novych aktivit bylo tfeba radikalnich zmén v kralovské domacnosti, v ¢emz se princ
Albert, veden svym mentorem a byvalym lékatem, baronem Christianem Stockmarem, projevil
jako schopny reformator. Béhem dvaceti let kralovna Viktorie a princ Albert pietvofili to, co
ptevzali jako diive neobydleny a architektonicky nehotovy paldc do podoby centra ¢inorodého,
kosmopolitniho dvora. Neustaly koloto¢ ceremonialnich a statnickych udalosti Sel v této dobé ruku
vruce scelkovou zménou vyzdoby palice v modernim novorenesannim stylu a také s
predstavenim novych technologii. Roku 1856 budouci predseda vlady Benjamin Disraeli mluvil za
vSechny, kdyZ po prvni navstévé Pennethornova nového tanecniho salu poprvé v provozu prohlasil
»Nikdy predtim jsem v Anglii nevidél nic podobného, co by spliiovalo mou piedstavu
ptepychového dvora. Mnoho soucasti tohoto nového dvora bylo inspirovano kontinentem, zvlaste
Némeckem, napfiklad pfi vybéru Ludwiga Grunera jako dozor nové vyzdoby. V 1ét¢ 1842 byl
prusky dvorni zlatnik J. G. Hossauer pfi odjezdu z palace, kde predvadél nekteré ze svych modelt
Felixem Mendelssohnem. Po pted¢asné smrti prince Alberta v roce 1861 koncerty v tane¢nim sale
s kratkou prestavkou pokraCovaly, avSak vSechny ostatni druhy zabavy utichly. Kralovna travila



HUDBA U DVORA

V pribéhu  statntho  plesu  byly
V reprezentacnich prostorach
rozmistény dva az tii orchestry, a v roce
1838, kdyz rakousky skladatel a
dirigent Johann Strauss star$i dirigoval
pti n¢kolika ptilezitostech sviij orchestr,
devatenactiletd kralovna pry nepokryté
setrvala na ukor ostatnich hudebnikt
pouze v jeho sale se slovy: ,,Ve svém
zivoté¢ jsem nikdy neslySela néco tak
pfekrasného jako Strausstuv orchestr.”
Strauss toho roku slozil jeho Hold
britské Viktorii

s val¢ikovou verzi narodni

kralovné spole¢né

hymny.
V predchozim roce ji 25lety Sigismund
Thalberg,

sveéte”, jak jej kralovna popsala ve svém

,hejznaméj§i pianista na
Zurnalu, privedl svou hrou ,témér
k vytrzeni a blouznéni“. Byl prvnim
z dlouhé tady hudebnikii na navstéve
v palaci. Felix Mendelssohn (1809-
1847) zde byl pétkrat, mezi lety 1842 a
1847. Pokazdé zde hral pro kralovsky
také
doprovazel jejich zpév. V roce 1847,

par, nékdy poslouchal  ¢i
pfi své posledni navstévé, pozadal
kralovnu, zda by mohl vidét kralovské
détské Prosba byla ihned
vyslySena, a kralovna ,jej vitézoslavné
doprovodila... po celou dobu si s nim
poznatky

pokoje

porovnavala tykajici  se
domacnosti, vzbuzujici jejich zvlastni

pozornost.*

mnoho ¢asu na Windsoru, v Osborne nebo na Balmoralu
a palac upadl do dlouhého obdobi necinnosti. Jasné
barevné interiéry postupné potemnély, jak se stoleti i
Viktoriina vlada chylily ke konci.

Krdl Eduard VII. a kralovna Alexandra
(1901-1910)

Dlouho ¢ekajici princ z Walesu, novy kral Eduard VIL,
se prestehoval do Buckinghamského palace jen kratce po
smrti své matky v tnoru 1901, a to zplsobem pozdé&ji
pfirovnanym k neuctivé barbarskému. Jak se svym
charakteristickym vyraznym ‘r’ deklaroval, ,,mozna moc
nerrozeznam umeéni, ale vyznam se v arranzma,™ pustil
se do kompletni
univerzalni zlatobilou kombinaci. Lionel Cust, kralav
inspektor uméleckych praci, mezitim nechal provést
podrobnou prohlidku veSkerého =zafizeni, na jejimz
zaklad¢ se uskutecnily opravy vytdpéni, ventilace a
elektrického osvétleni. Od biezna 1902 pak dvorsky
zivot mohl opét pokracovat. Probéhly i jisté reformy,
jako naptiklad kraldv zadkaz odpolednich sedankt
v salonech ve prospéch vecCernich recepci, které Iépe
vyhovovaly jeho dennimu rezimu a také dovolovaly
honosné odévy, i kdyz stale v ramci striktnich mezi
urenych Lordem Komotim. Bylo rozhodnuto, Ze by

obmény vyzdoby interiéri na

60lety kral mél predsedat veCernim recepcim posazen na
trinu, tudiz bylo pro tento tcel v tane¢nim sale zfizeno
podium s baldachynem. Dlouh4 tada statnich koncertd,
které se zde konaly od dokonceni salu v roce 1856, nyni
skoncila. Kral Eduard si zvykl na lakavé kosmopolitnéjsi
tanecni orchestry, které zaméstnavali jeho pratelé, jako
byl naptiklad Alfred Rotschild. Zrusil Kraliv osobni

orchestr a na své recepce a plesy pozval externi soubory, naptiklad Orchestr pana Iffa nebo

Gottliebtv orchestr.

Kral JiFi V. a krdalovna Marie (1911-1936)

Pro kralovnu Marii byl Buckinghamsky palac, ktery opustila v den své svatby s vévodou z Yorku

v roce 1893, mistem milych vzpominek. OvSem sté¢hovani z Marlborough House, ktery s manzelem

obyvala za vlady krale Eduarde VII. nebylo o mnoho mén¢ skliujici. Brzy po nastéhovani do

palace napsala: ,,VSe je zde tak rozptylené, takové vzdalenosti a tak unavné. Byla znepokojena,

kdyz se jeji tchan tak nahle pustil do zmén vyzdoby, jak pozdé&ji vzpominala, ,,mnoho véci tu bylo

zménéno nasimi predchtdci pfili§ rychle,” a dodavala, Ze ,,je vzdy lepsi Cinit takové véci spise

piano, a velice uvazlivé. Nicméné bylo kralovné Marii v Buckinghamském palaci doptano vénovat

se své veliké zalibé, prizkumu a usporadani kralovské kolekce. Byla nenasytnym Zzakem,



vnimavym k raddm; dokonce povolala kurdtory Viktoriina a Albertova muzea, aby vyzdobili
nekteré apartmany a jeji soukromé pokoje uméleckymi predméty urcitého obdobi ¢i typu.

V prvnich letech vlady krale Jitiho V. byl palac Casto na pozadi velkych zalezitosti, které se v té
dobé odehravaly. V cervenci 1914 kral svolal konferenci ve snaze spojit strany zapojené do
rozhodovani o hranicich provincie Severniho Irska. V prosinci téhoz roku se dostala do popiedi
dlouhotrvajici kampaii za volebni prdva zen, a to diky zatCeni jeji vidkyné Emmeline
Pankhurstové pfimo pted branou palace ve chvili, kdy se snazila dorucit krali petici.

O dvacet let pozd¢ji, roku 1935, kral slavil své stiibrné jubileum s jasajicim narodem. Po celé zemi
se konaly vzpominkové akce, jejichz pozornost byla opét soustfedéna na paléc.

Kral JiFi V1. a krdalovna AlZbéta (1936-1952)

Dob¢ vlady krale Jittho VI. dominovala druha svétova valka, za jejihoz trvani se normalni Zivot
v palaci zastavil. Kralovo a kralovnino rozhodnuti zistat v rezidenci b&hem intenzivniho
bombardovani Londyna v roce 1940 bylo inspiraci pro celou zemi. Na zac¢atku roku 1940 kralovna
Alzbéta nékolikrat sedéla modelem malifi Augustu Johnovi ve zlutém salonu ve vychodnim kiidle,
ale nakonec byla sezeni odlozena, protoZe — jak si poznamenal kralovnin osobni tajemnik — teplota
V mistnosti ,,se neliSila od té ve Finsku®.

Za némeckych nocnich Gtokt na Londyn od zacatku zati do poloviny listopadu 1940, kdy byl
Londyn napaden v priméru 160 bombardéry za noc, kral a kralovna kazdy vecer opustili palac a
odjeli do Windsoru, a rano se vratili zpét. Spolecné se opakované odvazili navstivit
vybombardované ¢asti vychodniho a jizniho Londyna, aby povzbudili ty, ktefi ztratili své domovy,
a dodali jim odvahu k opétovné vystavbé.

Kdyz valka v Evropé konecné 8. kvétna 1945 skoncila, kral a kralovna s princeznami Alzbétou a
Margaret Rose se objevili na balkéonu pied nebyvalymi davy a béhem dne se sem jesté osmkrat
vraceli. Tato scéna se opakovala i 15. srpna, v den, kdy byli poraZeni i nepfatelé na Dalném
vychod¢é. Tento den je znam jako Den vitézstvi nad Japonskem. Kdyz se zivot v palaci pomalu
zaCal dostavat do ptivodnich koleji, kral vysilal sviij vano¢ni projev s ukliditujicimi slovy: ,,Tyto
Vanoce jsou pro nas vSechny opravdovym navratem domt, zpét do svéta, ve kterém nam opét
budou laskavé a pratelské véci vlastni.*

Jeji Veli¢enstvo krdlovna a Jeho krdlovskd Vysost vévoda z Edinburghu (od roku 1952)

Po svém snatku v listopadu 1947 zili princezna Alzbéta a vévoda z Edinburghu docasné
v Buckinghamském palaci v apartma, jez méli k dispozici v dobé renovace Clarence House. Ten
byl za valky pouzivan Cervenym kiizem a fadem Johaniti. V listopadu 1948 se v palaci narodil
princ z Walesu, jez se se svymi rodi¢i nasledujiciho roku pfestéhoval do Clarence House. Nahla
kralova smrt v unoru 1952 ptivedla novou kralovnu s manzelem zpét do Buckinghamského palace,
tentokrat jiz nastalo. Stal se z nich kralovsky par nejdéle obyvajici tento palac.

Vseobecna nalada upirajici se k budoucnosti, jez pievladala v prvnich letech kralovniny vlady a
odvijela se od Britského festivalu vroce 1951, a rychlé spoleCenské zmény se odrazely ve
zjednoduSeni mnoha aspektti dvorského zivota. Roku 1958 byla zruSena predstaveni u dvora, pii



kterych byly v ramci recepci v reprezentacnich prostorach debutantky ptedstaveny kralovné.
Predstaveni nebyla zrusena kviili tomu, ze by podobné ceremonie byly staromodni a ptekonané, ale
hlavné proto, ze ptichazelo takové mnozstvi zadosti, Ze by se muselo pfistoupit k urcité selekei,
ktera by nebyla spravedliva.

Soucasna vlada se vyznacuje velkym poctem kralovninych a vévodovych cest po celém svéte, které
¢italy 80 statnich navstév, 160 zamotskych ndvstév a nespocet cest po celém Spojeném kralovstvi.
Mezitim kralovna také potddala zahradni party, jichz se zcastnilo pfes milion hosti z Velké
Britanie, Commonwealthu a patnacti dalSich zemi pod Britskou korunou.

Spolu s opravou vale¢nych $kod probéhly v palaci i dalsi nezbytné prace na modernizaci, a také
nekteré¢ dekorativni zmény. Krby byly v roce 1956 zménény na elektrické, a obrazarna, hedvabny
pokoj a kralovska jidelna byly znovu vydekorovany. Roku 1962 byla ziniciativy vévody
z Edinburghu na misté znicené soukromé kaple ziizena vetejna Kralovnina galerie. Jejim ucelem
bylo poskytnout vefejnosti moznost shlédnout umélecké piedméty z Buckinghamského palace,
stejné¢ jako Windsor, Holyroodhouse a neobydlené kralovské palace. V roce 1993 kralovna
rozhodla, ze by mél byt samotny palac v 1ét¢ otevien. Tim by se ziskaly prosttedky na opravu
Windsorského hradu, ktery piedchoziho listopadu zachvatil znicujici pozar. Po dokonceni této
rekonstrukce roku 1997 jdou vynosy z letniho otevieni palace na péci a udrzbu Kralovské kolekce
a vetsi investicni projekty, jako byla obsahla prestavba zahrnujici rozsifeni Kralovniny galerie,
ukoncena na kralovnino zlaté jubileum v roce 2002.

Hudebni salon
. Hudebni salon se nachazi ve stfedu vychodniho kiidla
PODLAHA HUDEBNIHO . L ‘e
SALONU oto¢ené¢ho do zahrady. Po obvodu zdi je fazeno Sestnact

sloupti imitujicich lapis lazuli neboli lazurit. Stukova
Velmi  pozoruhodnou  soucasti | vyzdoba zde i ve dvou nasledujicich salonech sestava
hudebniho  salonu je parketovd | zejména z obrazci tvofenych trojuhelnikem obklopenym
podlaha  ze  dfevaatlasoveho, | véncem, coz je origindlni schéma patrné odvozené od

razového, liliovnikového, | sympoliky svobodnych zednéti, k nimz Nash i jeho patron
mahagonového, cesminového, a fady Jif IV. patfili

dalsich. Byla polozena Thomasem
Seddonem a stala 2 000 liber. I diky
intarzovanému monogramu Jifiho

Kromé tohoto Stuku se v mistnosti nachazi 1 dalSi tfi

) ) . sddrové reliéfy malych déti od Williama Pittse, jez
IV. se stala mistrovskym dilem, a . . L. o, . .
. S , reprezentuji Rozvoj rétoriky. Jednotlivé casti  tvori
jednou z nejlepsich praci tohoto

druhu v zemi. Vymluvnost (naproti okniim), Potéseni (nad dveimi do

modrého salonu) a Harmonie.

Nemén¢ plsobivou soucasti salonu nez je strop, ale méné viditelnou, je vyjimecna parketova
podlaha od Thomase Seddona, tedy poloviny firmy Morel & Seddon, kterd vznikla kvili vyrobé
vybaveni na Windsorsky hrad v dob¢, kdy se stavél Buckinghamsky palac. Parkety jsou vylozeny
cesminovym, rizovym, liliovnikovym a atlasovym dfevem piiSla na 2 187 liber. Podle zdznamu
Parlamentni vybérové komise projektu Buckinghamského paldce vroce 1831 Seddon hrdé
pfedpovidal, Ze ,,za padesat let bude tato podlaha stejné¢ dobra jako nyni; miZete po ni jezdit
s kocary.*



Hudebni salon dnes pftilezitostné slouzi k soukromym recitdlim a pfi rtiznych ptilezitostech
zaujima misto soucasti reprezentacnich prostor. Mistnost se také uziva pro kralovské kity. VSechny
tfi krdlovniny nejstarsi déti zde byly pokitény vodou pfivezenou z feky Jordan.

Nébytek

Vyfezévana a zlacend triinni kfesla vyrobena
pro kréle Jititho V a kralovnu Marii, kdyz se
jako princ a princezna z Walesu zaéastnili
roku 1902 korunovace Edwarda VI

Vyfezdvand a zlacend kiesla pohovky, jez
vyrobil Georges Jacob kolem roku 1786;
krali Jitimu IV. je dodal Dominique
Daguerre

Koncertni kfidlo, John Broadwood & Sons,
20. stoleti

Patinovand a zlacena bronzovd vaza od
Pierre-Phillippa Thomirea (1751-1843) na
ebeno-mosazném vroubkovaném podstavei,
pocatek 19. stoleti; vazu koupil Jifi IV v roce
1812

Dvojice anglickych kfistalovych lustrd,
zlaceny bronz, pocatek 19. stoleti

Porcelan

Porcelanové vazy, mékky porcelan Seévres;
vazy na krbové fimse vlevo dodala tovarna
jako kompletni sadu na krbové fimsy v roce
1764



