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SLOVO REKTORA
FOREWORD BY THE RECTOR

Vysoka Skola bariskad - Technicka univer
zita Ostrava, ktera jiz vice nez 165 let méni
soucasnost a budoucnost technickych
a ekonomickych obord, se v pribéhu
let postupné zaradila mezi univerzity
s nejvétSim a nejkomplexng&jsSim kam-
pusem ve stfedni Evropé. Nase alma ma-
ter si zaklada na své vazbé k tradici a his-
torii, ktera vyplyva i ze samotného nazvu
univerzity. Jsme ale také univerzitou
moderni, pFistrojové vybaveni i architek-
tura novych budov je na vynikajici Urovni. Je pfirozenym vyvojem,
Ze budovy a vedkeré déni na univerzité postupné doplnila i fada
umeéleckych dél a expozic. Staly se tak nedilnou soucasti naseho
univerzitniho prostfedi. Nékteré z nich se automaticky staly prvky,
bez kterych si néktera mista neumime ani pfedstavit. Doufam, Ze
i tato kniha, ktera je tematicky zamé&rena na umélecka dila nasi
univerzity, poslouZi jako zdroj inspirace pro dalsi ideje. Po jejim
precteni jisté objevite i umélecka dila nova nebo ta, ktera znate,
uvidite v jiné perspektivé.

VSB - Technical University of Ostrava, which has been changing both
the present and the future of technical and economic fields for more
than 165 years, has gradually become one of the largest and most
comprehensive campuses in Central Europe. Our alma mater takes
pride on its connection to tradition and history, which also arises
from the actual name of the University. But we are also a modern
university with the equipment and architecture of new buildings at
a state-of-the-art level. It is a natural development that a number
of works of art and expositions has gradually supplemented the
buildings and events at the university. They have become an integral
part of our university environment. Some of them have automatically
become elements which some places cannot be imagined without.
I hope that this book focusing on the works of art on our university
campus will serve as a source of inspiration for further ideas. After
reading it you will certainly discover new works of art, or you may be
able to view the ones you already know from a different perspective.

Vaclav Snasel
rektor / Rector
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UNIVERZITA A MESTO
UNIVERSITY AND THE CITY

Dne3ni VSB - Technicka univerzita Ostrava je uZ po pét desetileti usa-
zena ve vlastnim univerzitnim kampusu v Ostravé-Porubé. Studenti
i pedagogové univerzity se v soucasnosti vénuji mnoha rdznym,
zejména technickym oborlm. V tradi¢nim nazvu 3koly se v3ak stéle
ozyva odkaz k historii a tradici baniského vzdélani, které bylo pro
soucasnou univerzitu v historii zakladem. Hleddme-li nejstarsi mista,
kde se banské Skolstvi ve svych zacatcich rozvijelo, musime se podivat
do historickych hornickych mést, protoZe ucilisté vznikala v téZebnich
revirech. V bohatém a vyznamném hornim mésté Jachymové byla
bariska Skola spojena od 16. stoleti se jmény Johannese Mathesia
a Georgia Agricoly.

V Pfibrami byla bariska skola zaloZzena dekretem 23. ledna 1849
jako montannf ucilisté. Z barské Skoly se vyviji v bariskou akademii

VSB - Technical University of Ostrava has a history
spanning five decades on the University campus
in Ostrava-Poruba. Its students and educators are
currently engaged in a wide variety of disciplines,
particularly technical. The traditional name of the
University, however, still evokes the history and
tradition of mining education, which was once its
cornerstone. If we try to find places associated with the beginning of
mining education, we need to peer into historical mining towns, because
mining vocational schools were established in mining districts. In the
wealthy and significant mining town of Jachymov, the mining school
was associated with the names of Johannes Mathesius and Georgius
Agricola from the 16" century.
The mining school in Pfibram was founded by decree on January 23,
1849 in the form of a mining vocational school. The mining school was
transformed into a mining academy with a University-type education,
and from 1904 it was called the Mining University in Pfibram. Since the
beginning of the 20th century, the efforts to divide the University into
a Czech and a German part and put it in the same rank as the Prague

technical universities have been apparent. In 1918, Czech academics
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Jedna z budov Hornicko-geologické fakulty na Slezské Ostravé (ucitelsky ustav) - fotografie z ul. Michdlkovické
(archiv VSB-TUOQ) / The Faculty of Mining and Geology in Silesian Ostrava (Pedagogical Institute) - photos from
Michdlkovickd St. (VSB-TUO archive)

s vysokoSkolskym charakterem vzdélavani a od roku 1904 se nazyva
Vysoka Skola banska v PFibrami. Od pocatku 20. stoleti jsou patrné
snahy Skolu v PFibrami rozdélit na Ceskou a némeckou ¢ast a pfiradit
k prazskym technikdm. V roce 1918 chtéli cesSti profesofi prelozit
Skolu do Prahy, kde byl v roce 1922 jiz zakoupen stavebni pozemek
v rodici se univerzitni Ctvrti v prazskych Dejvicich. Navrh nové budovy
vcetné stavebniho programu pfipravil v roce 1923 profesor archi-
tekt Josef Bertl. Navrh predstavuje blokové usporadani dvou budov
s historizujici fasadou. Ke stavbé vSak nikdy nedo3lo. Vyuka na Sko-
le v PFibrami skoncila s uzavienim Ceskych vysokych kol nacisty
17. listopadu 1939 a béhem druhé svétové valky Skola utrpéla znacné
Skody na sbirkach a majetku.

Hned po skonceni druhé svétové valky na jafe 1945 sice Skola v PFi-
brami obnovila ¢innost, ale soubé&Zzné znovu zesilily hlasy pro pre-
misténi, které podpofil i Spatny stav budov poSkozenych valkou.
Profesorsky sbor uprednostrioval prestéhovani Skoly do Prahy. Stu-

wanted to relocate the University to Prague, where
in 1922 a building site was purchased in Prague's
emerging University district in Dejvice. The design
of the new building including the building timeline
was prepared in 1923 by the architect, Professor
Josef Bertl. The design was a block arrangement
of two buildings with an historic facade. However,
the construction never came to reality. Teach-
ing at the University in Pribram ended with the
closure of Czech universities by the Nazis on No-
vember 17, 1939, and during WWII the University
suffered considerable damage to its collections
and property.

Immediately after the end of WWII, in the spring
of 1945, the University in Pfibram resumed its
activities, but simultaneously the voices for reloca-
tion strengthened, which was also supported by
the fact that the buildings were in poor condition
damaged by the war. The teachers preferred the
relocation of the University to Prague. Students
were afraid of a rapid move that they associated with a deterioration
of their study conditions. For understandable reasons, the County
National Committee of Pfibram also showed its disapproval. The
relocation of VSB also became a political issue. The decision to move
the University to Ostrava was justified by the then Minister of Educa-
tion Zdenék Nejedly, partly for the governmental programme, and
also stating the following: “The difficulties that seem to be so big to the
professors, are of a technical nature and can easily be overcome with some
good will.” The President of Czechoslovakia, Edvard Benes, signed the
decree on relocation of the mining University from Pfibram to Ostrava
on September 8, 1945.

By the summer 1945 intensive negotiations on the location of the Uni-
versity in Ostrava were taking place and some older buildings after the
necessary basic modifications were made available to the University. In
Silesian Ostrava, it was a teacher’s institute and a girls' grammar school,
and in Moravian Ostrava, a former business academy.

District in Ostrava-Poruba (located in the north-western part of the layout plan), elaborated by the Ostrava State Project Institute, 1958, (Eva Spackovd’s archive)

denti méli obavy z rychlého stéhovani, od kterého ocekavali zhorSeni
studijnich podminek. Nesouhlasil z pochopitelnych divod( Okresni
narodni vybor v PFibrami. PFest&hovéni V3B se ale stalo i politickou
otazkou. Rozhodnuti pfestéhovat Skolu do Ostravy bylo tehdejSim
ministrem $kolstvi Zderfikem Nejedlym zdGvodnéno jako soucast
vladniho programu a ,potiZe, které se profesorlim zdaji tak veliké,
jsou jen technického razu a Ize je snadno pfi dobré vili prekonat”.
Dekret o preloZeni Vysoké Skoly barnské z Pribrami do Ostravy po-
depsal prezident republiky Edvard Benes 8. zari 1945.

JiZ v 1été 1945 probihala intenzivni jednani o umisténi Skoly v Ostravé
a byly ji dany k dispozici starsi objekty po nezbytnych zakladnich

Since the early 1950's, negotiations were focused on the construction
of a campus for the University in a newly built district of Poruba. At the
same time, however, reconstructions of some older buildings used by
the University (reconstruction and completion of the Faculty of Metal-
lurgy, the Mining and Geological Pavilion, the so-called a blue pavilion
in Silesian Ostrava, expansion of the Faculty of Mining Engineering)
were still ongoing.

THE UNIVERSITY DISTRICT IN PORUBA
On the site of the original small agricultural village Poruba, located
approximately ten kilometres northwest from the town of Ostrava,

15
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Situace - vysokoskolskd Etvrt'v Porubé, Investi¢ni kol VSB - Ostrava 1962 (archiv VSB-TUO) / A site plan - the
University District in Poruba; the VSB - Ostrava Investment Assignment, 1962 (VSB-TUO archive)

Upravach. Na Slezské Ostraveé to byl ucitelsky Ustav a divci realné
gymnazium a v Moravské Ostravé byvald obchodni akademie.

Od pocatku 50. let se jednalo o vystavbé arealu pro vysokou Skolu
v nové budované Porubé. Zarover ale jeSté probihaly rekonstrukce
starsich budov, které Skola uzivala (rekonstrukce a dostavba Hutnické
fakulty, hornicko-geologicky tzv. modry pavilon na Slezské Ostravé,
rozsifeni prostord Fakulty banského strojnictvi).

UNIVERZITNI CTVRT V PORUBE

Na misté plvodni malé zemédélské obce Poruby, nachazejici se
priblizné deset kilometrd od mésta Ostravy zdpadnim smérem, se
od roku 1952 podle planu stavélo nové, socialistické mésto - Nova
Ostrava. Planované mésto mélo nahradit historické centrum Ostra-
vy, které bylo odsouzeno k likvidaci a obétovano tézbé uhli. Zamér
se v dobé vlady komunistické strany nepodafrilo beze zbytku usku-

a new socialist city - Nova Ostrava (New Ostrava)
began construction in 1952 following a land devel-
opment plan. The planned town was to replace the
historical centre of Ostrava, which was sentenced to
liquidation and sacrificed for coal mining. It should
be noted that the Communist Party was not able
to fulfil the intent completely. From the big plans
of New Ostrava only some section was constructed
and the city's historical centre is still situated in its
original location.

The communist planned New Ostrava became one
of the city districts of Ostrava - today’s Poruba. The
oldest central parts in Ostrava-Poruba are located
along Hlavni Tfida (Main Street), which was formerly
named for Lenin, built in the architectural style of
Socialist Realism. Other parts of Poruba constructed
after 1955 already bear the features of Modern-
ist architecture, although the districts along Hlavni
Trida preserve a dominant axis of the city planning
composition.

In the early 1960's, the V5B University management
intensively tried to solve the unsatisfactory situation of a growing Univer-
sity campus through buildings situated in various locations in Ostrava.
The location of the University campus in New Ostrava was defined by
a territorial plan.

By 1958, VSB assigned the State Project Institute in Ostrava with elabo-
ration of an investment project for the new premises. The preparation
works for the construction of the V5B campus in Poruba were man-
aged and coordinated by Professor Ing. arch. Jaromir Moucka from
the Department of Mine Development under the V5B Mining Faculty.

Despite the fact that mention of the elaboration documents for the
investment project had appeared in archive materials by 1958, other
documents did not confirm the work on the investment project of the
VSB new campus until 1960. The Communist Party Regional Commit-
tee Bureau in its report from February 1960 ordered V3B to submit
an investment plan together with an economic analysis of the current

tecnit. Z velkych plan0 Nové Ostravy
byla vystavéna jen cast a historické
centrum mésta dodnes existuje.

Z komunisty planované Nové Ostra-
vy se stal jeden z méstskych obvod(
Ostravy - soucasna Poruba. Na tzemi
Ostravy-Poruby se nachazeji nejstarsi
centralni ¢asti podél Hlavni (dfive Le-
ninovy) tfidy, vystavéné ve stylu socia-
listického realismu. DalSi ¢asti Poruby
vystavéné po roce 1955 jiz nesou znaky
modernistické architektury, i kdyz do-
minantni osu urbanistické kompozice
obvodu podél Hlavni tfidy zachovavaji.
Vedeni V5B se na pocatku 60. let
20. stoleti intenzivné snaZilo Fesit
neuspokojivou situaci rozrlstajici se
Skoly s budovami situovanymi v rdz-
nych mistech Ostravy. Umisténi aredlu
univerzity do Nové Ostravy bylo vyme-
zeno Uzemnim planem.

Jiz v roce 1958 si VSB u Statniho pro-
jektového Ustavu v Ostravé objednala
podklady pro zpracovani investi¢niho
Ukolu pro novy areal. Pfipravu stavby
aredlu VSB v Porubg v této dobé Fidil
a koordinoval profesor Ing. arch. Jaro-
mir Moucka z katedry vystavby dold
Hornické fakulty VSB.

PFestoZze zminka o podkladech pro se-
staveni investi¢niho Ukolu se v archiv-
nich materidlech objevuje uzZ v roce
1958, dalsi dokumenty potvrzuji praci
na investi¢nim zaméru nového area-
lu VSB aZ v roce 1960. Byro Krajského
vyboru KSC ve zpravé z Gnora 1960

(1897-1961)

Fdil zpracovanf investi¢niho zéméru pro stavbu arealu VSB
v letech 1958-1961 / managed the investment project of
the VSB campus in 1958-1961

Jaromir Moucka se narodil 23. srpna 1897 v Moravskych
Budéjovicich. Vystudoval architekturu na Vysoké Skole archi-
tektury a pozemniho stavitelstvi CVUTv Praze (1918-1923).
V letech 1923-1925 plisobil v Brné, poté uz tvofil pro Mo-
ravskou Ostravu a blizké okoli. Pracoval nejprve jako drednik
mésta Moravské Ostravy, od roku 1929 pak jako projektant stavebniho oddélent Vitkovickych kamenouhelnych
doldi. V race 1955 se jako jiZ dobre zndmy expert na ddiinf poméry stal vedoucim nové vznikajici katedry vystavby
dold (uvddéna jako predchlidce katedry geotechniky a podzemniho stavitelstvi) Hornické fakulty na Viysoké
Skole banské v Ostravé, kde plisobil a7 do své smrti. Dosahl profesorského titulu, vénoval se témat(im, kterd
souvisela s dlilnfvystavbou a vlivy poddolovani. Jaromir Moucka zemfel v roce 1961 ve véku nedofitych 64 let.
Jaromir Moucka jako architekt v prvni etapé své tvorby pred druhou svétovou valkou projektoval nékolik
vefejnych staveb v Moravské Ostravé, napr. Délnickou zaloznu nebo ndvrh Komenského sadd. Pozdéji se
specializoval na projektovanf ddinich staveb, z nichZ nejvyznamnéjsi je aredl Dolu Betyna v Orlové. BEhem
svého piisobenf na VSB Fdil ve funkci prorektora pro vystavbu zpracovanf investi¢niho z&méru pro stavbu
aredlu VSB v Porubeé aZ do své smrti v roce 1961

Jaromir Moucka was born on August 23, 1897 in Moravské Budgjovice. He studied Architecture at the Czech
Technical University in Prague (1918-1923). From 1923-1925 Moucka lived and worked in Brno, then re-
located and started working in Moravian Ostrava and the surrounding area. He worked first as an official of
the town of Moravian Ostrava, and from 1929 as a project architect of the Building Department of Vitkovice
coalmines. In 1955, as a well-known mining expert, he became the head of the newly established Depart-
ment of Mine Construction (listed as the predecessor of the Department of Geotechnics and Underground
Construction) of the Mining Faculty at the VSB in Ostrava, where he worked until his death. Jaromir Moutka
was awarded a professorship, and dedicated his professional career to issues related to mine development
and the effects of undermining. Jaromir Moucka passed away in 1961 at the age of 64.

As an architect, Jaromir Moucka, in the first stage of his work before WWII he designed several public buildings
in Moravian Ostrava, such as the Workers' Savings Bank and the design of the park Komensky Park. Later on,
he specialized in the design of mining structures, the most important of which is the Betyna Mine premises in
Orlové. During his work at V5B Moucka managed the elaboration of the investment project for the construction
of the VSB campus in Poruba until his death in 1961.



(1921-1993)
prorektor pro vystavbu V5B v letech 19611971
Vice-Rector for Construction of VSB from 1961-1971

Radomil Kittrich se narodil 1. cervence 1921 v Petf-
valdu (okres Novy Jicin). Jeho studium na Vysoké
Skole inZenyrského stavitelstvi CYUT v Praze prerusilo
uzavienf Ceskych vysokych Skol nacisty v roce 1939.
B&hem vdlecného obdobf studoval na obchodnf
akademii a wys3si primyslové Skole strojniv Praze.
V letech 1943-1944 byl totdIné nasazen v Rakousku a po Utéku kratce véznén.
Po osvobozeni dokoncil studium inZenyrského stavitelstvi a ndsledné se zabyval
projektovénim primyslovjch zafizeni. Od roku 1955 plisobil na VSB v Ostravé.
Patfil k zaklddajicim clenGim katedry vystavby dold. Ve védecké prdci se vénoval
predevsim problematice poddolovani, mechanice hornin a hornickému stavitelsti.
V oboru vystavba dolli se postupné habilitoval, ziskal védeckou hodnost doktora
véd a byl jmenovan profesorem. Zabyval se tearif stability ddilnich dél, kterou
zpracoval jako jeden z prvnich v CSSR. Po nuceném odchodu z VSB po roce 1972
pracoval v oboru matematického modelovania pozdéji se vrétil k pdvodni profesi
projektanta. Radomil Kittrich zemfel 12. ledna 1993 v Ostravé.

Born in Petfvald (Novy Ji¢in county), Radomil Kittrich studied at the Faculty of Civil
Engineering of the Czech Technical University in Prague until it was interrupted by
the closure of Czech universities by the Nazis in 1939. During the war he studied
at a business academy and the Technical College of Mechanical Engineering in
Prague. From 1943-1944, he was deployed in Austria and briefly imprisoned after
his escape. After the liberation, Kittrich completed his studies in civil engineering
and then worked on the design of industrial facilities. Since 1955 he had worked
at V5B in Ostrava. He was one of the founding members of the Department of
Mine Development. In his scientific work, Kittrich focused mainly on the issues of
undermining, rock mechanics and mining engineering. He dealt with the theory
of the stability of mine works, which he elaborated as one of the first people in
the socialist republic. After his forced leave from VSB following the events from
1968, Radomil Kittrich worked in the field of mathematical modelling and later
returned to his original profession in architectural projects.

state as well as a prospective view, including the construction
timeline up to June 1960. It also required the investment plan
use for the preparation of an architectural competition, which
was supposed to help solve the selection of an appropriate
building site and a volume study of the University. Only after
the competition was finished could a final investment project
be elaborated. Based on the VSB archive documents, the archi-
tectural competition was considered, but there is no evidence
that it was actually organized. All other designing work on the
urban-architectural solution for the V5B campus was prepared
by the State Project Institute in Ostrava (Stavoprojekt). The
investment project was developed in 1962 under the guidance
of doc. Ing. Radomil Kittrich, who was appointed Vice-Rector
for Construction of VSB campus.

It may come as an interesting fact that there was an allocation
in the investment project for an “art decoration” in the amount
of 0.5%, from expenses intended for the University and dormi-
tory buildings, amounting to 3,028,544 CZK. Works of art and
design elements of the structure were detailed in comprehen-
sive art projects. The art projects for individual structures were
developed in the next stages of the project in connection with
the architectural solution and were worked on by architects
and artists, some of whom then successfully utilized their own
works and designs.

After the decision to place a new campus in Poruba, the con-
struction was divided into three stages. The first construction
stage was ceremonially initiated on April 22, 1964, and began
with construction of two new dormitories and a University caf-
eteria for two thousand students. At that time, the University
had a total of approx. 4,000 students.

The initial project for the construction of the University was
approved in 1966. The project was established in Ostrava
Stavoprojekt, Studio 6, led by architect Zdenék Strnadel. The
architects Zdenék Kupka, Vladimir Svoboda, Zdenék Stastny,
and Milena Vitoulova were the team members who worked
on the designs of the University buildings. The project costs

-,

Aredl VSB v 70. letech 20. stoleti (archiv VSB-TUO) / The V'SB campus in the 1970’ (VSB-TUO archive)

uklada VSB predloZit investi¢ni zdmér s ekonomickym rozborem
soucasného stavu a perspektivnim pohledem vcetné stavebniho
programu do Cervna 1960. Dale pozaduje vyuzit investi¢ni zamér
pro pfipravu architektonické soutéze, ktera méla pomoci vyresit
volbu stavenisté a objemovou studii Skoly. Az na zakladé soutéze
mél byt zpracovan definitivné investi¢ni Ukol. O architektonické sou-
t&%i se podle dokument( v archivu V5B uvaZovalo, ale zatim nejsou
7adné doklady o tom, Ze by architektonicka soutéz na feSeni arealu
skutecné probéhla. VSechny dalsi projekéni prace na urbanisticko-
architektonickém FeSeni arealu VSB zpracovaval Statni projektovy
Ustav v Ostravé (Stavoprojekt). Investi¢ni kol byl zpracovan v roce
1962 jiz pod vedenim doc. Ing. Radomila Kittricha, ktery byl jmenovan
prorektorem pro vystavbu VSB.

MUZe nds zajimat, Ze jiz v investi¢nim Ukolu je pamatovano i na umé-
leckou vyzdobu ¢astkou 0, 5% z nékladU na objekty Skolského a kole-

Sl T S Paese o
Prorektor Kittrich (vlevo) na stavbé aredlu VSB v Porubé 1962 (archiv VSB-TUO) / Vice
Rector Kittrich (on the left) at the VSB campus construction site in Poruba, 1962 (VSB-TUO
archive)
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Uvodni projekt auly VSB z Eervna 1989, nerealizovdno, autorka Milena Vitoulovd (stavebni archiv VSB-TUO) / An initial project of the VSB Auditorium from June 1989, not realized,

author Milena Vitoulovd (VSB-TUO building archive)

jového souboru, coz Cinilo 3 028 544 Kcs. Umélecka dila a designové
prvky stavby byly podrobné naplanovany ve vytvarnych generelech.
Generely byly pro jednotlivé stavby zpracovany v dalSich stupnich
projektu v ndvaznosti na architektonické Feseni a spolupracovali
na nich architekti a vytvarnici, z nichZ néktefi potom uplatnili i vlastni
dila a navrhy.

Po rozhodnuti o umisténi nového arealu Skoly do Poruby bylo bu-
dovani rozdéleno do tFi stavebnich etap. Prvni stavebni etapa byla
slavnostné zahajena 22. dubna 1964 a zacala stavbou dvou budov
novych vysokoskolskych koleji a menzy pro dva tisice posluchacd.
Skola méla v té dobé& celkem asi 4 000 posluchati.

Uvodni projekt na vystavbu $kolské ¢asti byl schvélen v roce 1966.
Projekt vznikal v ostravském Stavoprojektu v Ateliéru 6, ktery vedl

for the construction of actual University section were 279 million CZK.
The teaching section included buildings for placing departments, lec-
ture halls and small laboratories, large hall workshops, and a rector-
ate building which was supposed to form the central landmark of the
University district. This stage of construction was completed in 1973.
In that year, most departments of all three Faculties (Faculty of Mining,
Faculty of Metallurgy, and Faculty of Mechanical Engineering) were
moved to Poruba.

The architectural solution of the University district from the turn of
the 1960's and 70's is reflected in publications presenting the archi-
tecture of Socialist Czechoslovakia and its University buildings [2], but
thanks to its scope and significance the VSB campus, it is also recorded
in contemporary literature dealing with the history of architecture in

- -

Budova nové auly VSB-TUO (foto Roman Poldsek, 2017) / A building of the new VSB-TUO Auditorium (photo Roman Poldsek, 2017)

architekt Zdenék Strnadel. V tymu, ktery se podilel na navrzich sta-
veb pro vysokou Skolu, pracovali architekti Zdenék Kupka, Vladimir
Svoboda, Zdené&k Stastny a Milena Vitoulova. Projektové naklady
na stavbu vlastni Skolské ¢asti byly 279 miliond K¢s. Vyukova ¢ast
zahrnovala objekty kateder, poslucharen a malych laboratofi, vel-
ké halové dilny a budovu rektoratu, ktera méla vytvofit Ustfedni
dominantu univerzitni Ctvrti. Tato etapa stavby byla dokoncena v roce
1973. V tomto roce se prevazna cast kateder vSech tfi tehdejSich
fakult (fakulta hornickd, hutnicka a strojni) pfestéhovala do Poruby.
Architektonické FeSeni univerzitni ¢tvrti z pfelomu 60. a 70. let 20. sto-
leti je reflektovano v publikacich prezentujicich architekturu socia-
listického Ceskoslovenska a jeho $kolskych staveb, ale diky rozsahu
avyznamu je areal VSB zaznamenan i v soucasné literatufe vénuijici se

the 2" half of the 20" century. The VSB campus in Ostrava is consid-
ered an example of “late international style”and compared to the range
of the similar Slovak Agricultural University in Nitra campus, designed
by Vladimir Dedecek and Rudolf Mifovsky. However, this Slovak
University campus was designed and built almost a decade earlier in
1959-1965.

The construction of the University campus gradually continued in the
1970's and 1980's, when the next three dormitory buildings and a Uni-
versity fleet, a new cafeteria, a geological pavilion, and a central library,
which was completed in 1989, were built.

After 1989, the centralized state design workplaces (Stavoprojekt and
others) transformed quickly, and centralized planning according to
projects managed in a uniform manner ceased to exist. Other build-
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Fakulta stavebni - dostavba pavilonu velkych posluchdren 2007-2009 (foto Roman Poldsek, 2017) / Civil
Engineering Faculty - completion of the construction of the pavilion with large auditoriums 2007-2009 (photo
Roman Poldsek, 2017)

historii architektury druhé poloviny 20. stoleti. Areal VSB v Ostravé je
fazen k pfikladdim , pozdniho internacionalniho stylu” a porovnavan
s rozsahem obdobnym slovenskym arealem Vysoké Skoly zemédél-
ské v Nitfe autord Vladimira Dedecka a Rudolfa Miriovského (tento
slovensky univerzitni areal byl ovSem navrzen a postaven témér
o desetileti dfive, v letech 1959-1965).

Vystavba univerzitniho arealu postupné pokracovala také v 70.
a 80. letech 20. stoleti, kdy byly postaveny dalsi tfi budovy koleji
a objekt autoprovozu, novd menza, geologicky pavilon a Ustfedni
knihovna, dokoncena v roce 1989.

Po roce 1989 se velmi brzy transformovala centralizovana stat-
ni projekcni pracovisté (Stavoprojekt a dalsi) a zaniklo centralni
planovani podle jednotné Fizenych zamérd. Dalsi budovy v areélu
V3B tak vznikaly jiZ jako jednotlivé solitéry a jejich vazba na oko-
li a respekt k urbanistickému zadméru arealu odpovidaji spiSe
individualnim predstavam autor( z jednotlivych projekénich
kancelaF. Kampus VSB-TUO je a7 do soucasnosti doplfiovan novo-

ings on the VSB campus were thus designed and
constructed individually and their connection to the
environment and the respect for the urban plan of
the campus more likely corresponded to individual
ideas of the authors from various design offices.
The VSB-TUO campus has been supplemented up
to the present day by new buildings that gradually
fill the open spaces on the campus. Architecture
of new buildings is at the local average. A parter is
always designed only in relation to individual build-
ings and some unifying concept that would grant
some character and harmony to the space around
University buildings.

To this day, the expanding Technical University also
uses other buildings in other parts of the city - for
example, the headquarters of the Faculty of Eco-
nomics in the centre of Ostrava, and the buildings
of newly established faculties located in the Ostrava
housing estates (Faculty of Civil Engineering on the
outskirts of the Poruba urban district and Faculty of Safety Engineering
in the Ostrava-Vyskovice urban district). Both latter named buildings
were originally built as primary schools and adapted and completed
for University education.

In the last thirty years, many new buildings have been added to the
VSB-TUO campus and the original buildings have undergone recon-
structions. Completion of the buildings of the Auditorium and the In-
formation Technology Centre (2004-2006, by Idea Studio, architects
Petr Cvanda and Josef Kupka, and structural engineer Ivan Holinka)
were very important for the University, which brought a lacking social
and educational spaces. The architectural solution of the auditorium
resigned from the exceptional building location at the end axis of the
Poruba Hlavni Tfida (Main Boulevard) and did not bring any significant
expression of the importance and self-confidence of the University
in this respect. Other buildings were constructed in the centre of the
campus - the two Centres for Innovation Support (CPI) and Centre for
Innovative Technologies (CPIT) in 2007-2008, guided by the architectural

stavbami, které postupné zaplriuji volna mista v aredlu. Architektura
novostaveb je na Urovni lokalniho prdméru. Parter je fesen vzidy
jen v souvislosti s jednotlivymi objekty a schazi jednotici koncepce,
ktera by prostoru mezi univerzitnimi budovami davala charakter
a soulad.

Rozristajici se technicka univerzita dodnes vyuziva i dalsi budovy
v jinych ¢astech mésta - za vSechny jmenujme sidlo Fakulty eko-
nomické v centru Ostravy i budovy noveé vzniklych fakult situované
v ostravskych sidliStich (Fakulta stavebni na okraji Poruby a Fakulta
bezpecnostniho inZenyrstvi v Ostravé-Vyskovicich). Obé posledné
jmenované stavby vznikly plvodné jako zakladni $koly a byly pro
vysokoskolskou vyuku adaptovany a dostavény.

V poslednich tficeti letech pFibylo v arealu VSB-TUO mnoho novo-
staveb a plvodni budovy prosly rekonstrukcemi. Pro univerzitu byla
velmi vyznamna dostavba budovy auly a centra informacnich tech-
nologif (2004-2006, Ateliér Idea, architekti Petr Cvanda a Josef Kupka,
statik lvan Holinka), kterd prinesla chybéjici spolecenské a vyukové
prostory. Architektonické reSeni auly rezignovalo na vyjimecénou po-
lohu stavby v zavéru osy porubské Hlavni tfidy a nepfineslo v tomto
sméru zadné vyraznéjsi vyjadreni vyznamu a sebevédomi univerzity.
DalSi stavby vyrostly v centru kampusu - dvojice staveb CPI (Centrum
podpory inovaci) a CPIT (Technologicky pavilon) v letech 2007-2008
podle projektu architektonické kancelare OSA Projekt s.r.o. (architekti
Martin Chvalek a Ales Vojtasik). V sousedstvi se nachazi budova IET
(Institut environmentalnich technologii) navrzena architektonickou
kancelafi ARKOS a postavend v roce 2013. Vedle téchto staveb se
objevila i pfizemni budova univerzitni matefské Skoly se zahradou
(2013, Ateliér Tsunami).

Novou budovu dostala v porubském arealu i Fakulta elektrotechniky
ainformatiky (2012). Navrh budovy v€etné prostoru v jejim nejblizSim
okoli vytvorili architekti Jaroslav Dokoupil, Jana Hayekova, Lukas Tetzl
a Radoslav Novotny z projekéni firmy Arch.Design s.r.o.

V aredlu koleji navazujicim na kampus byla postavena v letech
2013-2014 podle ndvrhu OSA Projektu budova superpocitace,
umisténd na hranici mezi kampusem VSB-TUO a navazujicim Véde-
cko-technologickym parkem.

Budova Fakulty elektrotechniky a informatiky z roku 2012 (foto Roman Poldsek, 2017)
/ The building of the Faculty of Electrical Engineering and Computer Science, from 2012
(photo Roman Poldsek, 2017)

Centrum aredlu VSB v Porubé s novymi budovami (foto Roman PoldSek, 2017) / The
centre of the VSB-TUO campus in Poruba with new buildings (photo Roman Poldsek, 2017)

studio OSA Projekt s.r.o. (architects Martin Chvalek and Ale$ Vojtasik).
In the close vicinity, there is the Institute of Environmental Technology
(IET), designed by ARKOS architectural studio, and built in 2013. In ad-
dition to these buildings, the single-story University kindergarten and
garden (2013, Ateliér Tsunami) also appeared.

The new building was also built by the Faculty of Electrical Engineering
and Computer Science (2012) on the Poruba campus. The design of
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Vstup do budovy rektordtu s reliéfem Viadislava Gajdy, skupinou soch Olbrama Zoubka, pitkem ve tvaru sovy Rudolfa Kouby a stopami vyznamnych absolventt umisténymi

v dlaZbé (foto Roman Poldsek, 2017) / An entrance to the Rectorate building decorated with Viadislav Gajda’s relief, a group of statues by Olbram Zoubek, Rudolf Kouba’s owl-shaped
drinking fountain, and foot prints of famous graduates placed in the pavement (photo Roman Poldsek, 2017)

Cely aredl VSB-TUO v Porubé po celou dobu jeho existence doplfiuji
dalsi stavby pro vyuku, védu i doplfujici sluzby pro studenty i peda-
gogy Skoly. Umélecka dila, kterd zdobi tyto budovy a prostory mezi
nimi, byla do roku od pocatku 90. let soucasti stavebnich rozpoctd
avznikala na zakladé spoluprace architektl a vytvarnik{. Z rozpoctu
staveb byly na ,vytvarnou vyzdobu” vénovany prostfedky predsta-
vujici 1-4 % investi¢nich nakladu (tzv. Hlava V stavebniho zakona).
Architekti s vytvarnymi dily zaclenénymi do staveb pocitali a Uc¢astnili
se rozhodovani odbornych vyb&rovych komisi. Marie Stastna kon-
statuje v publikaci Socha ve mésté, Ze ,osazeni celého porubského
komplexu V5B je ¢itankovou ukazkou pladnovani vytvarné produkce
a centralniho rozhodovéni o jeji podob&”. V areélu VSB v &asti vyu-
kové i v aredlu koleji jsou dodnes umisténa vytvarna dila z tohoto
obdobi (1968-1989), ktera vznikla a byla instalovana jako planované
doplnéni architektury.

the building, including space in its immediate vicinity, was created by
architects Jaroslav Dokoupil, Jana Hayekova, Lukas Tetzl, and Radoslav
Novotny from the design company Arch.Design s.r.o.

A supercomputer building, located on the border between the VSB-TUO
campus and the adjoining Science and Technology Park, was built in
the dormitory premises adjoining the campus from 2013-2014 guided
by OSA Projekt design.

The entire VSB-TUO campus in Poruba is complemented by other build-
ings for teaching, science and complementary services for students and
teachers. The works of art that decorate these buildings and spaces
between them were until 1989 part of the building budgets and were
created based on the collaboration of architects and artists. From the
budget of individual buildings, the funds amounting to 1-4% of invest-
ment costs (so-called Chapter V of the Building Act) were devoted to
“art decoration.” Architects used to take works of art integrated in the

Od roku 1990 do arealu pribyla dalsi vytvarna dila, ktera ale uz nejsou
pofizovana podle néjaké predem promyslené koncepce, ale ¢asto
nahodné. VétSinu z nich predstavuji dary univerzité.

Za dobu existence Vysoké Skoly banské v Ostravé jiz tvofi vytvarna
dila umisténa v jejich prostorach sbirku, jejiz hodnota je nejenom
vytvarna a historicka, ale i finan¢ni. Chceme postupné poznat jejich
historii, dolozit genezi vzniku jednotlivych artefaktl a vyhodnotit
jejich soucasny stav. Jednim z postupnych krok( je i pFiprava této
publikace, ktera si dava za cil pfedstavit podrobnéji kolekci vybranych
vytvarnych dél. Smyslem je seznamit vefejnost s témito vytvarnymi
dily, poukazat na nutnost jejich ochrany a Udrzby a inspirovat k dal-
Simu koncep¢&nimu rozvoji univerzitni sbirky moderniho uméni.

buildings into account and participated in determination of expert
selection committees. Marie Stastné states in the publication Statue
in the City (in orig. Socha ve mésté) that “the installations of the whole
Poruba VSB-TUO campus is a perfect example of planning of art produc-
tion and central decision making on its form.” On the VSB-TUO campus,
the works of art from this period (1968-1989) illustrating the era in
which they were created and were installed as planned complements
of architecture are still located both in the teaching section and the
student dormitory section.

Since 1990, other works of art have been added to the campus; how-
ever, they are no longer acquired in connection to a pre-conceived
concept, but mostly by chance. Most of them are donations to the
University.

During the existence of VSB-TU in Ostrava, the works of art located
in its premises have already created an art collection, the value of
which is not just artistic and historical, but also financial. We would like
to explore their history, to document the genesis of individual arte-
facts and to evaluate their current state. One step forward is also the
compilation of this publication, which aims to present a collection of
selected works of art in more detail. The aim is to familiarize the public
with these artworks, to point out the necessity of their protection and
maintenance and to inspire further conceptual development of the
University collection of modern art.

Eva Spackova
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VEREJNY PROSTOR UNIVERZITY A SOCHA V NEM

THE PUBLIC SPACE OF THE UNIVERSITY
AND THE STATUE IN IT

Na samém pocatku Uvah o misté, které svym prostorovym di-
lem v konkrétnim materialu nikoli k praktickému ucelu doplnil
Clovék, se chce pamét opfit o néco moudrého, co uz bylo k této
véci feCeno. KdyZ se vSak stézi rozpomeneme na studii Martina
Heideggera Uméni a prostor z roku 1969, znejistime, nakolik a zda
vibec by mohla byt subtilni filozofickd konstrukce pfi sledova-
ni konkrétniho méstského prostranstvi se sochou vyuzita. Zvlas-
té kdyZ je prostor v jeho pojeti myslen jako filozoficka kategorie.

= S

Vstup do budovy rektordtu s reliéfem Viadislava Gajdy v 70. letech (archiv VSB-TUO) / Entrance to the Rectorate with a relief from Viadislav Gajda in the 1970's (VSB-TUO archive)

When considering a place that has been added to
by a man through his/her physical work created
in a particular material and at the same time not
for any practical function, our memory would like
to rest on something wise that has already been
said for this issue. However, when we barely recall
the study by Martin Heidegger, Art and Space from
1969, we loose our confidence when thinking if, to
what extent, a subtle philosophical structure could
be attained in the consideration of a particular urban open space with
a statue. Especially considering that the space in his concept is thought
to be a philosophical category.

If we are to stay grounded - which is also because the terrain is one
of the conditional given facts in which the sculpture or other object is
found - we will rather recall the statement of the sculptor Kurt Gebauer
in the journal Architekt in 2006. “Esthetical and spatial social quality can be
independent of the quality of the celebrated idea, but what often happens is
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Budeme-li se drzet spiSe pfi zemi - a to i proto, Ze pravé terén je
jednou z podminecnych danosti, v nichz se socha di jiny artefakt
nachazi -, pfipomeneme si radéji vyrok sochare Kurta Gebauera
v ¢lanku Casopisu Architekt v roce 2006. ,Esteticko-prostorové spo-
leCenska kvalita mize byt nezavisla na kvalité oslavované ideje, ale
dost Casto pro blbé ideje vznikne blba socha, anebo kdyz sochu
pro dobrou ideu organizuji kulturni ignoranti, vznikne blba socha,
Vv jejimz stinu skomira i jeji uslechtila idea.” Hned se vSak ocitneme
ve spleti dalSich otazek, které se vazou nejen k idedm socharského
dila. Jsou spojeny se skutecnosti, Ze jde o verejny prostor, tedy mis-
to, které uziva obcan, neproskoleny v oblasti umélecké kritiky, ale
tfeba prirozené citlivy ke tvaru, barvam, méfitkim, materialu. Mél
by byt k nému nebo lidem pohybujicim se ve vefejném prostoru,
ktery se mUZe nachazet i ve specificky utvareném arealu, umélecky
artefakt vstiicny? Tedy cui bono? D4 se vibec urcit, komu prospiva?
Pro¢ a z jakého podnétu socha na takovém prostranstvi vznika? Je
jeji hodnota objektivné méritelna? Existuji parametry, které urcuji
LSpravny” vztah dila k okoli, architekture, pfirodé, k prochazejicim
lidem? Je timto arbitrem pro objektivitu zadavatel dila, umélec, jejich
vzajemna dohoda, nazor odborné ¢i hlas laické verejnosti? Nebo
umeéleckohistorické hodnoceni v podstatném ¢asovém odstupu?
PFedpokladejme, ze nastaly idealni podminky pro praci, kdy se ma
osadit do urcitého mista, jimZ prochazeji lidé, socharsky objekt. So-
chaf rozumi jedinecné povaze lokality, uvédomuije si vazbu na terén
i okolni zastavény nebo volny prostor, zna promény svétla i klimatu.
Jeho navrh pfijal investor, ktery ma nejen smysl pro potfebu kultivo-
vat prostredi, ale také dostatek penéz. Videalnim nebo alespon opti-
malnim pfipadé mlzZe dojit vkonecném provedenik vzacné harmonii,
kdy socha se svym mistem ,mluvi”, komunikuje s pozorovatelem
nebo jakkoli pouta pozornost, vyvola reakci kolemjdoucich, vybidne
je tfeba k zastaveni a - je-li dosazitelna - i k doteku. S takovou situaci
se v3ak setkdvame vyjimecné. V procesu zmén béhem tvorby dila se
nékdy dobfe nacasovany plan, umélecké vize, ale i FemesIné prace na-
rusi, nebo dokonce zvréati - a vysledek se naprosto rozchézi s pvodni-
mi umysly. Cast&ji se viak realizace odehraje jako souhrn pFijatelnych
kompromisU, které uz zpétné Ize jen obtizné rozsifrovat a s odstu-

that for dumb ideas a dumb sculpture is created, or also when the sculpture
fora good idea is organized by cultural ignorants, a dumb sculpture will be
created, shadowing also its noble idea.” However, we end up in a tangle
of other questions that relate not only to the sculptural concepts. They
are linked to the fact that it is a public space, a place used by people not
trained in the field of artistic criticism, but perhaps naturally sensitive to
shape, colours, scales, and material. Should an artistic object which may
be located in specifically designed premises, try to accommodate their
needs or the needs of people spending time in a public space? So, cui
bono? Can anyone tell who is benefiting from this? Why and from what
initiative is the sculpture in such a space created? Is its value objectively
measurable? Are there parameters that determine the “right” relation-
ship of the work of art to the surroundings, architecture, nature, and
passers-by? Is this arbiter of objectivity the contracting authority, artist,
their mutual agreement, opinion of the professional public, and/or the
voice of the general public? Or is it an artistic and historical evaluation
over a substantial time span?

Let us assume that there are ideal conditions for the work where
a sculptural installation is supposed to be situated in a certain place
with some human traffic. The sculptor understands a unique nature
of the location, realizes the connection to the terrain and the sur-
rounding built-up or free space, and also knows the changes in light
and climate. The sculptor’s proposal was accepted by an investor who
not only has a sense of need to cultivate the environment but also has
enough money. In the ideal or at least the optimal case, an ultimate
design of a sculpture can be a rare harmony, where the sculpture “talks”
to its place, communicates with the observer or attracts attention in
any manner, stimulates the reaction of passers-by, encourages them
to stop and, if within reach, to touch it. However, we rarely encounter
such a situation. In the process of making changes and modifications
to a work being created, sometimes even a well-timed plan, artistic vi-
sion, but also craftwork can be disrupted or even reversed - and the
result completely differs from original intentions. More often, however,
realization will take place as a sum of acceptable compromises, which
can be difficult to decode in retrospect, and over time they can be the
subject of expert research of art historians or architects.

pem casu se mohou stat predmétem odborné-
ho zkoumani historik( uméni nebo architektury.
Nova Ostrava, tedy ptvodni venkovska obec Po-
ruba, se méla v povale¢nych vizich o celkovém
usporadani tfetiho nejvétSiho mésta a centra téz-
kého primyslu osvobozené republiky stat jeho
novym spravnim, kulturnim a obytnym stfedem.
K pozvednuti Ostravy ve smyslu civilizacniho po-
kroku spojeného s technickym vzdélanim byla uz
na sklonku roku 1945 zahajena vyuka na Vysoké

5

Skole barské v Ostravé. Jednotny areal se zacal
budovat od druhé poloviny Sedesatych let pravé
v Porubé a postupné se tam mély soustredit pfi-
byvajici fakulty s narlstajicim poctem studentu.
Samozrejmosti pro tuto dobu bylo doplfiovani -
tehdy se fikalo estetizace - architektury volnymi
socharskymi dily, reliéfy, mozaikami nebo jinymi
vytvarnymi objekty, na které byly vyclenény fi-
nance uz béhem vystavby. Takto se planovalo
usporadani vefejného prostoru, v exteriéru i na vnitfnich komunikac-
nich cestach, také ve specifickém arealu této vysoké Skoly. Kazdou
etapu vystavby doprovazel tzv. vytvarny generel s pfesnym urcenim
a podminkami pro umisténi vytvarnych dél. Jednotlivé ¢asové tseky
pred zménami v roce 1989 mély své ideové, v sedmdesatych letech
pak silné ideologické priority, dle nichz se mély exteriéry a interiéry
umeéleckymi dily vybavovat. To samozfejmé neplatilo jen pro areal
VSB. Umélci museli mj. pisemné& vysvétlovat i zd(vodfovat své za-
méry, osvétlovat sva FeSeni pred uméleckymi komisemi, které konaly
v pozici nejvyssiho arbitra pro kone¢ny souhlas. Jenze dnes uz Ize jen
tézko urcit, jaké manévry se v téchto fizenich odehravaly v zakulisi;
leccos je jeSté mozné vytusit z archivni dokumentace...

Sedes4ta |éta byla - i kdy? vétsinou zprostiedkované - zorientovana
v proudech soudobého evropského, eventualné svétového uméni,
i pokud jde o exteriérovou sochu. Umélci mohli mit pfehled o sochar-
skych sympoziich v plenéru a koncem Sedesatych let se socharské
setkani s mezinarodni Ucasti konalo podvakrat i v Ostravé (Mezi-
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Budovy VSB v 70. letech - pohled z tehdejsi tidy Vitézného dnora, dnes 17. listopadu (archiv V5B-TUO) /
The VSB buildings in the 1970’ - A View from Vitézného tnora St. (today’s 17. listopadu) (VSB-TUO archive)

In post-war visions of the overall arrangement of the third largest city
and centre of heavy industry of the liberated Republic, the New Ostrava,
the original rural village of Poruba, was meant to become its new ad-
ministrative, cultural and residential centre. In order to raise Ostrava in
a sense of the civilization progress associated with technical education,
the teaching at the Mining University of Ostrava had already started
in late 1945. The unified campus began to be built in the late 1960's
in Poruba, and the plan was to gradually concentrate an increasing
number of faculties with the increasing number of students there. The
natural thing, for that time, was the supplementing - the term used
back then was aestheticization - of architecture with free-space sculp-
tural installations, reliefs, mosaics, or other art installations to which
the funds had been set aside already during the construction. In this
way, the organization of the public space, both on the exterior and on
the internal communication routes, and also in the specific campus of
this university, was planned. Each stage of the construction was ac-
companied by a so-called general art plan showing exact designation
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Instalace Gajdova reliéfu (stavebni archiv VSB-TUO) / Installation of Gajda’s relief (VSB-TUO building archive)

narodni sympozium prostorovych forem 1967 a 1969). O orientaci
v dobovych uméleckych proudech svédci do jisté miry i Ustfedni reliéf
na hlavnim pricelf rektoratni budovy, pro néjz si sochar Vladislav
Gajda dokonce vypuijcil variantni pojmenovani z antické mytologie
(Prométheus, jinak Rozmach védy, techniky a civilizace).

Méné Uspésna byla dalSi abstraktni kompozice ze Sedesatych let,
kterou provedl v médnim, ale FemesIné nezvladnutém laminatu
Jindfich Wielgus, jehoZ tvorba patfila témér vyhradné lidské postavé.
V normalizacnich sedmdesatych letech se z prvoplanové a ideologii
poplatné popisnosti vymanila plastika Prdce od Rudolfa Svobody,
ktera se kompozi¢né napojila na kruhovou poslucharnu ve vychod-
nim sektoru.

DalSi objekty dnedni Vysoké Skoly banské - Technické univerzity
v Ostravé se stale buduji, v devadesatych letech a po roce 2000
pribyly i socharské prace, pfestoZze vytvarné generely jsou minu-
losti socialistického planovani. Drivéjsi ideovy apel tzv. viajkosla-
vy pred rektoratem potlacila skupina postav od Olbrama Zoub-
ka, kterd se pokousi nastupni prostor humanizovat. Jednotlivych

and conditions for the placement of artworks. The
individual periods of time before political changes in
1989 had their own ideal, and in the 1970's strongly
ideological priorities, on the basis of which the exte-
riors and interiors of buildings were supposed to be
equipped with artworks. This of course did not apply
only to the VSB campus. The artists had to explain
and justify their intentions in writing, explaining their
proposals before the artistic committees that held
the position of the highest arbiter for final approval.

However, nowadays it is difficult to determine what
manoeuvres were taking place behind the scenes;
though some are still possible to detect from archi-
val documentation...

The 1960's were, although mostly indirectly, orien-
tated in the directions of contemporary European,
or world art, even in terms of an exterior statue.
The artists could have knowledge of the sculpture
symposiums in the plenary, and at the end of the 1960's, the sculptors’
meeting with international participation was also held twice in Ostrava
(International Symposium of Spatial Forms, 1967 and 1969). The ori-
entation in contemporary art directions is demonstrated to a certain
extent also by a central relief on the main facade of the Rectorate,
for which the sculptor Vladislav Gajda borrowed a variant name from
ancient mythology (Prometheus, or Expansion of Science, Technology and
Civilization). Another abstract composition from the 1960's, created in
the fashionable but in terms of craft a failure, the laminate by Jindfich
Wielgus, whose work almost exclusively dealt with a human figure, was
much less successful. In the "normalization” 1970's, the sculpture Work
by Rudolf Svoboda, which was in terms of composition connected to
a circular auditorium in the eastern sector, broke free from the original
and ideologically conforming descriptiveness.

Other installations of today's V5B - Technical University of Ostrava
have continued to be constructed, in the 1990's and after 2000 some
sculptural works have been added, although general art plans are now
in the past, of socialist planning. The former ideological appeal of the
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Socha Prdce Rudolfa Svobody na konci 70. let (foto Petr Sikula) / Rudolf Svoboda’s statue in the end of the 1970’ (photo Petr Sikula)

postav se Ize dotykat, pfemyslet nad vyznamem jejich Uspornych
gest a zakouset s nimi spolecny prostor. Kovolijecké dilo Jaromi-
ra Gargulaka Myslitel z roku 2006 pred aulou mize podnitit spe-
kulace o vyznamu i GUvahy o povaze umisténi. Nejméné na dvou
dalSich mistech najdeme socharské prace, o jejichz smyslu by bylo
mozno polemizovat. A pfesné v tomto bodu vyvstava otazka, zda
a nakolik je nutné, potfebné, vhodné, nebo dokonce ekonomické
vklddat do novych prostorovych koncepci a architektonickych rea-
lizaci umélecké dilo. Vzhledem k tomu, co bylo vySe poznamenano
k idealni situaci tykajici se uméleckého dila ve vefejném prostoru,
se rysuje kladna odpovéd, prestoZe idealu asi dosazeno nebude.

so-called ,bunting”in front of the Rectorate was suppressed by a group
of figures by Olbram Zoubek, which strives to humanize the entrance
space. One can touch each figure, think about the importance of their
reserved gestures and experience a common space with them. Jaromir
Gargulak's ironmaster piece Thinker from 2006 situated outside the
auditorium can stimulate speculation about the meaning and con-
sideration of the nature of the location. At least in two other places,
we find sculptural works, the meaning of which could be argued. And
precisely at this point, the question arises whether and to what extent
itis necessary, needed, appropriate, or even economical, to incorporate
artwork into new spatial concepts and architectural realizations. Given
what has been noted above for the ideal situation concerning a work
of art in public space, a positive answer emerges, although the ideal
will probably not be achieved.

Marie Stastna
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DESIGN V ARCHITEKTURE JAKO SOUCAST
UNIVERZITNIHO PROSTREDI

DESIGN IN ARCHITECTURE AS PART
OF THE UNIVERSITY ENVIRONMENT

Ndpisovd sténa s reliéfnim ztvdrnénim drizy v patre Geologického pavilonu od designéra Viadivoje Jindricha

The delimited part of the budget for capital con-
struction, which was intended for fine art addition
to the new premises, did not always need to be
used to only create a work of art such as sculpture,
relief, mosaics, etc. For example, the design deco-
ration of the buildings could also be covered. Even
design elements were often created by the same
artists who also created the works of art, although
there was a group within them specializing in this
— particular fine art industry (graphic designers from
an area of typography, or artists working with metal
as well as glass).
An architectural design can be specified in particu-
lar as a design, but also as an implementation, of
a certain, essential, or desired element of a struc-
ture that looks at both its functional and aesthetic
aspects. So, we can consider quite a wide range of
objects as a design element, of which only a small
part was created in the context of contracts for the
so-called monumental realizations. Architecture is in
fact complemented by a number of design elements
designed by artists working directly for large-scale in-
dustrial manufacturers. These include, for example,
doors and windows, switches, a large proportion of

z roku 1987 (foto Roman PoldSek, 2017) / The inscription wall with the symbol of a druze on the raised floor of

the Geological Pavilion by a designer Viadivoj Jindrich, 1987 (photo Roman Poldsek, 2017)

Z vymezené €asti rozpoctu na danou investi¢ni vystavbu, ktera méla
slouZit k vytvarnému dotvoreni nového objektu, nemuselo vzdy vznik-
nout pouze umélecké dilo typu sochy, reliéfu, mozaiky apod. Z téchto
prostfedkd mohla byt rovnéz hrazena designova vyzdoba objektu.
| designové prvky vytvareli €asto titiz vytvarnici jako umélecka dila,
tfebaZe mezi nimi existovala skupina, ktera se na toto vytvarné od-
vétvi specializovala (grafikové, ktefi byli doma v oblasti typografie, Ci
vytvarnici pracujici s kovem a také sklem).

Design v architekture si mizeme specifikovat zejména jako navrh (ale
i realizaci) urcitého nezbytného, potfebného ¢i poZadovaného prvku

light fittings, furniture, and/or various devices. At the

moment, however, we will be interested in the de-
sign elements that have been created as something unique for a particu-
lar building or structure. The most common are the various inscriptions
on the buildings and in them, information emblems, national emblems,
illuminating elements of the ceremonial spaces, bunting flagpoles, etc.
In the mid-1970's, the Ostrava graphic artist Karel Stétkar (1918-1999)
created designs for the designation of the new building of the Rector-
ate and of individual departments in Ostrava-Poruba, including the
national emblem. He is also the author of a commemorative inscription
on a stone plaque inside the lobby of the building. Both works were
completed in bronze and approved in 1976. In the following year, he
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Viadislav Gajda se synem Janem Gajdou v tfebovickém ateliéru u spolecného dila pro Z5
v Orlové-Lutyni (foto Hana Cihalovd pro GVUO, asi 1985) / Viadislav Gajda with his son
Jan Gajda in the Trebovice studio in front of their joint work for a primary school in Orlovd-
Lutyné (photo by Hana Cihalovd for GVUO, approx. 1985)

stavby, ktery hledi k jeho funkéni i estetické strance. Jako designovy
prvek tedy mizeme chapat pomérné Siroké spektrum predmétd,
z nichZ pouze mensi ¢ast vznikala v ramci zakazek na tzv. monumen-
talni realizace. Architektura je totiz ve vysledku dopInéna rovnéz fadou
designovych prvk(, které byly navrzeny vytvarniky pracujicimi pfimo
pro pramyslové vyrobce produkujici ve velkém. K takovym patfi napf.
dvefe a okna, vypinace, velkéa ¢ast svitidel, ndbytek ¢i rdzné pfistroje.
Nas v3ak v tuto chvili budou zajimat ty designové prvky, které vznikly
jako unikat pro konkrétni stavbu. Nej¢asté&ji jsou to rtizné napisy
na budovach i v nich, informacni emblémy, statni znaky, osvétlovaci
prvky slavnostnéjsich prostord, Zerdé vlajkoslavy apod.

Navrhy na oznaceni nové budovy rektoratu a kateder v Ostravé-Poru-
bé vetné statniho znaku vytvofil v poloviné 70. let 20. stoleti ostravsky
grafik Karel St&tkar (1918-1999). Je také autorem pamétniho napisu

also added an author plaque and a plate showing an origin of the coal
boulder, which was first installed in the lobby of the building (in front of
Gajda’s sandstone relief), later in the middle of the hall of the circular
auditorium. A commemorative inscription with the University emblem
and important dates from the history of Czechoslovak mining education
(since the founding of the Mining School in Jachymov in 1716 through the
establishment of a Mining Academy in Pfibram in 1849 and its relocation
to Ostrava in 1945 to the construction of a new campus in Poruba ended
in 1973) can be found in the lobby to this day. It was only a change of
the political regime in 1989 that caused its modification. Thanks to the
change, today we can no longer read about construction of the campus
being decided only by the government of the Czechoslovak Socialist
Republic, but also by the Central Committee of the Communist Party.
Also, the “heroic Soviet Army” liberating Czechoslovakia was omitted.
The fact is that the commemorative inscription was created for the 30™
anniversary of the liberation.

The building of today's Faculty of Economics on Sokolska trida (Ave.) in
Moravian Ostrava was completed with the inscriptions, emblem and
national emblem by Vladislav Gajda (1925-2010) together with his son
Jan Gajda (1950-2012) in 1980-1981, when the Faculty was moved
there after the relocation of the Faculty of Metallurgy to Poruba. They
were also supposed to be made of bronze, since this durable and solid
material ensured both a high quality result and long life, which was
considered to be important with respect to a social effect. While the
national emblem was changed following the political changes, we find
the University emblem with the inscription can be found on a column
on the right side of the main entrance to the building to this day.

But it was not just the main entrances to the most important buildings
of the University that were completed with inscriptions in the past. Vir-
tually all specialized buildings required a designation. Since 1986, for
example the design of a newly constructed library on the Poruba campus
was addressed, for which designer Boris Holub (*1954), among others,
was commissioned as author of an image of a mobile receiver for the
transport of liquid pig iron (the so-called Veronika), for which Vitkovice
Ironworks won the Award for Excellent Industrial Design in 1984. The
inscription on the University library was placed in 1992, when the origi-

na kamenné desce uvnitf vstupni haly budovy. Oboji bylo provedeno
v bronzu a kolaudovano roku 1976. Nasledujiciho roku jesté doplnil
desku autorl a tabulku oznacujici pdvod uhelného balvanu, ktery byl
instalovan nejprve ve vstupni hale budovy (pfed Gajdovym piskovco-
vym reliéfem), pozdé&ji uprostied haly kruhové poslucharny. Pamétni
napis s emblémem Skoly a vyznamnymi daty z historie ¢eskosloven-
ského bariského Skolstvi (od zalozeni bariské Skoly v Jachymové roku
1716 pres zfizeni montanni akademie v Pribrami roku 1849 a jeji
presun do Ostravy v roce 1945 aZ po zahajeni vyuky v novém arealu
v Porubé v roce 1973) nalezneme ve vstupni hale dodnes. Jen zména
rezimu v roce 1989 vyvolala jeho Upravu. Dnes uZ se tak nedocteme,
e o vystavbé aredlu nerozhodla jen vldda CSSR, ale i Ustiedni vybor
KSC, a také byla vynechana zminka o ,hrdinné sovétské armadé"
osvobozujici Ceskoslovensko. Ke 30. vyro&i osvobozeni totiz dany
pamétni napis vznikl.

Budovu dnesdni Ekonomické fakulty na Sokolské tfidé v Moravské
Ostravé doplnil ndpisy, emblémem a statnim znakem Vladislav Gajda
(1925-2010) spolu se synem Janem Gajdou (1950-2012), a to v letech
1980-1981, kdy se sem fakulta nastéhovala po presunu Hutnické
fakulty do Poruby. | zde mély byt zhotoveny z bronzu, nebot tento
odolny a pevny material zarucoval kvalitni vysledek i dlouhou Zivot-
nost realizace, ktera byla povazovana za zavaznou z hlediska spole-
¢enské pusobnosti. Zatimco statni znak byl po zménach zplsobenych
politickym pfevratem vyménén, emblém Skoly s napisem najdeme
na sloupu po pravé strané hlavniho vstupu do budovy dodnes.
Ovsem nebyly to jen hlavni vstupy nejvyznamnéjsich objektd uni-
verzity, které byly v minulosti doplfiovany napisy. Oznaceni si vyZa-
dovaly prakticky vesSkeré specializované budovy. Od roku 1986 se
napf. Fesilo oznaceni budovy nové budované knihovny v porubském
arealu, kterym byl povéren designér Boris Holub (* 1954), mj. autor
podoby pojizdného misi¢e na pfepravu tekutého surového Zeleza
(tzv. veroniky), za ktery Vitkovické Zelezarny ziskaly roku 1984 cenu
Za vynikajici prdmyslovy design. Napis vysokoskolské knihovny byl
osazen teprve roku 1992, kdy se uz pdvodné zamyslené oznaceni
,UstFedni knihovna VSB” zménilo na prosté ,Knihovna V5B"“. Dnes ho
na preplasténé budové jiz nenalezneme

nally intended designation “VSB Central Library” changed to the simpler
“VSB Library”. Today, it can no longer be found on the insulated building.
The original designed inscription is still located on the building of the
student cafeteria opposite the circle auditorium in Ostrava-Poruba.
The author of the designation and attached artistic emblem is AleS
Stanovsky (*1952), a graphic artist and designer specializing in metal
work. While the modern inscription “Menza VSB" is made of a stainless
steel plate, the attached emblem, portrayed as a pinkish circle (perhaps
symbolizing a plate), from which the cutlery shapes project outwardly,
is cast from aluminium.

An inscription wall inside the Geological Pavilion in Ostrava-Poruba has

a different character. On the first floor of the building there is what could

Oznaceni Ekonomické fakulty VSB s emblémem $koly od Viadislava a Jana Gajdovych (foto
Jakub Ivdnek, 2017) / The designation of the VSB Faculty of Economics with the University
emblem, designed by Vladislav and jan Gajda (photo Jakub Ivdnek, 2017)
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Plvodni designové ztvarnény napis se zato dodnes nachazi na ob-
jektu menzy naproti kruhové poslucharné v Ostravé-Porubé. Au-
torem oznaceni i pfipojeného vytvarné ztvarnéného emblému je
AleS Stanovsky (* 1952), grafik a designér specializujici se na praci
s kovem. Zatimco moderné provedeny napis ,Menza VSB" je vytvoFen
z nerezového plechu, pfiloZzeny emblém, ztvarnény jako narGzovély
kruh (pfedstavujici zfejmé taliF), ze kterého reliéfné vystupuiji tvary
pribord, je odlit z hliniku.

Jiny charakter ma napisova sténa uvnitf Geologického pavilonu v Os-
travé-Porubé. V prvnim patfe objektu se nachazi cosi jako pamétni
deska, ktera je v3ak tvorena bronzovym napisem na kruhovém Utvaru
vystupujicim ze stény. Obsahlejsi népis informuje o plvodu geologic-

kych sbirek Vysoké Skoly banské, jejichZ zaklad poloZil prof. FrantiSek
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Pamétni ndpis ve vestibulu budovy rektordtu od grafika Karla Stétkdre z poloviny 70.
let 20. stoleti, dnesni stav (foto Roman PoldSek, 2017) / A commemorative inscription in
the lobby of the Rectorate building by graphic artist and designer Karel Stétkdr from the
mid-1970’s, today’s condition (photo Roman Poldsek, 2017)

be considered a commemorative plaque, but it is made of a bronze
inscription on a circular object projecting from the wall. A more exten-
sive inscription informs about the origin of the geological collections of
VSB - Technical University of Ostrava, the basis of which Prof. FrantiSek
PoSepny established, and after whom the pavilion also received its
name, mentions other cooperating institutions (Ostrava-Karvina Mines
and ore mines Rudné doly Jesenik), and ultimately proclaims the propo-
sition that all the wealth enriching society comes from the ground. In
the lower part a small circle is separated from a big white circle, which
serves as an emblem with a druse projecting from it. The author of the
entire concept, which was during the approval by an art committee in
1987 marked as very well done, was the graphic artist Vladivoj Jindfich
(1950-2001) from Krnov.

The design elements, however, do not only include inscriptions, em-
blems, and symbols. The object on the border between design and
architecture is the bunting flagpoles, which arose in 1973-1974 outside
the new faculties in Ostrava-Poruba. After all, the architects were primar-
ily the ones to blame. The assignment was assigned to the architect of
Greek origin Koce Krstovsky, who was supposed to cooperate with the
Trinec artist Petr Borecek (*1949), who, however, did not accept the
cooperation. The art committee then commissioned architect Vladimir

Ndpis oznacujici menzu s pripojenym reliéfnim emblémem od grafika a designéra
Alese Stanovského z roku 1987 (foto Roman Poldsek, 2017) / An inscription indicating a
student cafeteria (Menza) with an enclosed relief emblem by a graphic artist and designer
Ale$ Stanovsky, 1987 (photo Roman Poldsek, 2017)

PoSepny, po ném? ziskal pavilon také své jméno, zmirnuje dalsi spo-
lupracujici instituce (Ostravsko-karvinské doly a Rudné doly Jesenik)
a nakonec vyslovuje tezi, ze vSechno bohatstvi zvelebujici spolecnost
pochazi ze zemé&. V dolni ¢asti ze z velkého bilého kruhu vydéluje
maly kruh, ktery slouzi coby emblém s reliéfné zpracovanou drazou.
Autorem celé koncepce, ktera byla pfi kolaudaci uméleckou komisi
v roce 1987 oznacena za zvlast zdarilou, byl krnovsky grafik Vladivoj
JindFich (1950-2001).

Mezi designové prvky ovSem nepatfi jen napisy, emblémy a znaky.
Objektem na pomezi designu a architektury jsou Zerdé vlajkoslavy,
které pred novostavbou fakult v Ostravé-Porubé vznikaly v letech
1973-1974. Ostatné na svédomi je méli predeviim architekti. Ukol
byl pridélen architektovi Feckého plvodu Koce Krstovskému, ktery
sice mél spolupracovat s tfineckym vytvarnikem Petrem Boreckem
(* 1949), ale ten spolupraci nepfijal, a tak komise povéfila spoluau-
torstvim architekta Vladimira Svobodu (* 1934). Umélecky dohled
pak zajiStovali autor vytvarného generelu stavby, malif Martin Sladky
(1920-2016), a povéreny konzultant, sochaf Antonin Ivansky (1910~
2000).

Castym designovym prvkem se stavaly rozli¢né lustry a jina osvétlovaci
télesa (nékdy nazyvany dokonce svételnymi plastikami). | na Vysoké
Skole bariské na minimalné jeden takovy objekt mizeme narazit.
Vznikl patrné na prelomu 80. a 90. let 20. stoleti pro sal, ktery za-
ujal prostor ve tfetim az Ctvrtém podlazi nové zbudované Ustfedni
knihovny v Ostravé-Porubé. EtaZovy lustr z barevného skla je zavésen
v Ustfednim prostoru tohoto dvoupodlazniho salu. Jeho autora zatim
bohuZzel nezname.

Zcela specifickym druhem designu je kachlickové obloZeni budovy né-
kdejSi Hutnické, nyni Ekonomické fakulty v Moravské Ostravé, stavéné
v letech 1954-1956. Obklady jsou klasickym prikladem designového
zboZzi vyrabéného ve velkém, kdy architekt ¢astéji voli z nabidky jiz
existujicich typd. Pro uvedenou budovu Vysoké skoly banské v3ak
vznikly kachlicky atypické, které navrhl pfimo architekt stavby Alois
Houba (1904-1982). Na budové totiz uplatnil nejen klasické podélné
obklady rGiznych rozmér(, ale rovnéz dekorativni prvky ze stejného
materidlu a v téZe barevnosti, které ozdobily zejména Fimsy a parapety

Designové svitidlo v sdlu ustfedni knihovny (foto Roman Poldsek, 2017) / A design pendant
lighting in the main hall of central university library (photo Roman Poldsek, 2017)
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Detail kachlickového obloZeni nékdejsi Hutnické (dnes Ekonomické) fakulty, navrZzeného
architektem Aloisem Houbou, realizace v poloviné 50. let 20. stoleti (foto Roman Pold-
Sek, 2017) / A detail of the tiling on the building of former Faculty of Metallurgy (today's
Faculty of Economics), designed by architect Alois Houba, realized in the mid-1950's. (photo
Roman Poldsek, 2017)
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oken. TytéZ obkladacky (oviem jiz s vynechanim ozdobnych prvkd,
které brzy vysly z mody) pak byly na pocatku 60. let pouZity také pfi
sjednoceni fasad starsich objektd skoly, které pfiléhaji k novostavbé
fakulty na tfidach Sokolské a Ceskobratrské.

Naopak umélec je autorem bfidlicového obkladu stén na galerii
vstupni haly budovy rektoratu a fakult v Porubé. Na pocatku 70. let
20. stoleti, kdy se budova stavéla, byl o tento v podstaté architekto-
nicky Ukol poZadan sochar Vladislav Gajda (1925-2010), a to proto, Ze
jeho reliéfy tvori vlastné dvé rozsahlé dekorativni stény uvedeného
prostoru. Aby byl design okolnich zdi v jednoté s uméleckym dilem,
byla predstava umélce rozhodujici. Dnes by se maloktery architekt
v téchto zaleZitostech obratil na umélce. A to je Skoda.

Svoboda (*1934) with the co-authorship. The artistic supervision was
ensured by an author of the general art plan of the structure, a painter
Martin Sladky (1920-2016), and a commissioned consultant, sculptor
Antonin Ivansky (1910-2000).
Various chandeliers and other illuminating bodies (sometimes also
called light installations) became a frequent design element. We can
encounter at least one such object at VB - Technical University of
Ostrava. It was likely created at the turn of the 1980's-90's for a lecture
hall that occupied space on the third to fourth floor of the newly built
Central Library in Ostrava-Poruba. An elongated chandelier made of
coloured glass is hung in the central area of this two-story lecture hall.
Unfortunately, we are yet to learn of its author.
A quite specific type of design is the tile lining of the building of the
former Faculty of Metallurgy, now of the Faculty of Economics in Mora-
vian Ostrava, built between 1954-1956. Tiling is a classic example of
large-scale design products, where the architect more often chooses
from an array of existing product types. However, for the building of
V3B - Technical University of Ostrava there were atypical tiles used that
were designed directly by architect Alois Houba. He did not just use
typical longitudinal tiles of different dimensions on the noted building,
but also the decorative elements made of the same material and in the
same colour shades, which mainly decorated windows and window sills.
The same tiles (but with omission of decorative elements that were soon
out of fashion) were also used in the early 1960's to unify the facades
of older University buildings that adjoined the new Faculty building on
the Sokolska tfida and Ceskobratrské t¥da.
On the contrary, the artist is the author of the slate lining of the walls in
the gallery of the lobby to the building of the Rectorate and faculties in
Poruba. The sculptor Vladislav Gajda (1925-2010) was commissioned
for this essentially architectural assignment at the beginning of the
1970's when the building was built, and the reason was because his
reliefs actually formed two large decorative walls of that space. In order
for the design of surrounding walls to be in unity with the work of art,
the artist’s idea was decisive. | believe that today few architects would
turn to artists in these matters. And that's a pity.

Jakub Ivanek
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SEZNAM UMELECKYCH DEL NA VSB
LIST OF WORKS OF ART AT VSB-TUO




KAMPUS VSB-TUO KAMPUS VSB-TUO / VSB-TUO CAMPUS / OSTRAVA-PORUBA

VSB-TUO CAMPUS S 1 Gajda, Vladislav: Prométheus (Rozmach védy, techniky a civilizace) / Prometheus (Expansion of Science,
R ) . Technology and Civilization), (exteriérova a interiérova ¢ast/ exterior and interior)
OSTRAVA-PORUBA 1968-1973, vstupni priceli rektoratu a galerie vstupni haly/ The front facade of the VSB-TUO Rectorate and the
gallery lobby

2 Gajda, Vladislav: Uhli a Zelezo (Zrod uhli) / Coal and Iron (The Birth of Coal)
1968-1972, vstupni hala rektoratu / VSB-TUO Rectorate lobby

3 Zoubek, Olbram: Lidé (Pedagogové a studenti) / People (Teachers and Students)
2002, predprostor budovy rektoratu / The space outside the Rectorate building

4  Kouba, Rudolf: Sova (Pitko) / Owl (Drinking Water Fountain)
2002, pred budovou rektoratu / Outside the Rectorate building

5 Cmerda, Lumir: Emblém Hornicko-geologické fakulty (Krajic zemé) / Emblem of the Faculty of Mining and
Geology (Slice of Earth)
1967 (1980), galerie vstupni haly rektoratu / The gallery to the VSB-TUO Rectorate lobby

6  Gargulak, Jaromir: Myslitel / The Thinker
2006, pred novou aulou / The terraced slope below the New Aula

7 Svoboda, Rudolf: Prdce (Novd doba/Novy vék) / Work (New Age)
1975-1977, u kruhové poslucharny / At the circular auditorium

8 Sladky, Martin: Vzlet (Rozvoj lidského mysleni) / Takeoff (The Development of Human Thinking)
1973-1974, hala kruhové poslucharny / Vestibule of the circular auditorium

9 Miklya, Gabor: Polamand kola / Broken Wheels
2016-2017, u vstupu do kruhovych poslucharen / Outside the entrance to the circular auditoriums
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KAMPUS VSB-TUO
VSB-TUO CAMPUS
OSTRAVA-PORUBA

KAMPUS VSB-TUO / VSB-TUO CAMPUS / OSTRAVA-PORUBA

10

1"

12

13

14

15

16

17

18

19

Ivkl’hovsky, Karel: Véda a praxe (Skola a véday) / Science and Practice (School and Science)
1987-1988, vstupni hala UstFedni knihovny; Lobby of the Central University Library

Drda, Pavel: Na zacdtku bylo kolo (Védeckotechnickd revoluce) / In the Beginning Was the Wheel
(Scientific-Technical Revolution)
1987-1990, respirium v patfe UstFedni knihovny / The corridor on the first floor of the Central University Library

Harcuba, Jifi: Pamétni deska Jaroslavu Koktovi / Commemorative Plaque to Jaroslav Kokta
2004, u vstupu do Geologického pavilonu / Near the entrance to the Geological Pavilion

Jindfich, Vladivoj: Pamétni ndpis a motiv mineralogie / Memorial Inscription and Mineralogy Motif
1987, prvni patro Geologického pavilonu / The first floor of the Geological Pavilion

Treuchel, Josef: Geologie (Strom Zivota) / Geology (Tree of Life)
1986-1987, druhé patro Geologického pavilonu / The second floor of the Geological Pavilion

Krystynova, Eva - Krystyn, Bohumir: Mlddi, Zivot, pFiroda / Youth, Life, and Nature
1986-1987, vstupni hala menzy / The entrance hall of the student cafeteria

Krystynova, Eva - Krystyn, Bohumir: Ze Zivota mladych / From the Life of Youngsters
1979-1980, salonek menzy / The lounge of student cafeteria

Reznitek, Lukas: TvdF se slzou (Maska) / Face with A Tear (Mask)
2007, pred menzou / Outside the student cafeteria

Stanovsky, AleS: Ndpis a emblém menzy / Inscription and Emblem for the Student Cafeteria
1987, u vstupu do menzy / Entrance to the student cafeteria (Menza)

Neznamy (odlévali studenti Uméleckého slévarenstvi VSB-TUO) / Unknown author (cast by students of the
VSB-TUO Art Foundry Dept.): Busta Georgia Agricoly / Bust of Georgius Agricola

vstupni hala rektoratu a vstupni prostor Nové auly / The entrance lobby of the Rectorate and the entrance hall
of New Aula
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AREAL KOLEJi

VSB-TUO DORM ITO RIES

OSTRAVA-PORUBA

20

21

22

23

24

25

26

27

Vaclavik, Jan: Ctverce a kruhy / Circles and Squares
1982, diim sluzeb univerzitnich koleji / A service house at the University dormitories

Vavra, Karel: HaviF / Miner
1961, atrium univerzitnich koleji / The atrium of the University dormitories

Wielgus, JindFich: Lidovd piseni / Folk Song, Mlddi / Youth
1981, vstupni hala budovy koleji C / The entrance area of C Block of the University dormitories

Wielgus, JindFich: Hornici (Prdce) / Miners (Work)
1981, vstupni hala budovy koleji D / The entrance area of the D Block of the University dormitories

Wielgus, Jindfich: Rodina / Family, Laska / Love
1981, vstupni hala budovy koleji E / The entrance area of the E Block of the University dormitories

Wielgus, Jindfich - Kudlacek, Jan: Stéla / Stela
1966-1967, pred budovou univerzitnich koleji / Outside the main entrance of the University dormitories

Myszak, Jifi (architektonicka spoluprace Vladimir Svoboda / architectural cooperation Vladimir Svoboda):

Fontdna / The Fountain
1979-1982, atrium univerzitnich koleji / The atrium of the VSB-TUO University dormitories

Martinec, Stanislav: Hornictvi a pfiroda / Mining and Nature

1979-1982, bufet univerzitnich koleji, uskladnéno / A snack bar store at the University dormitories. Stored
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FAKULTA STAVEBNI / FACULTY OF CIVIL ENGINEERING / OSTRAVA PORUBA

21 28 Chraskova, Jana: Svét déti (Strom) / The World of Children (The Tree)
- 1975-1976, atrium Fakulty stavebni/ Near the atrium of the Faculty of Civil Engineering

29 Neznamy autor / Unknown author: Sv. Barbora / Saint Barbara
neznama datace, zasedaci mistnost Fakulty stavebni / unknown dates, Conference room at the Faculty of Civil
Engineering

FAKULTA BEZPECNOSTNIHO INZENYRSTVIi / FACULTY OF SAFETY ENGINEERING

OSTRAVA-VYSKOVICE

30 Krystynova, Eva - Krystyn, Bohumir: U¢ime se od pFirody / We Learn from Nature
1979-1980, u vstupu Fakulty bezpe€nostniho inZenyrstvi / Near the entrance of the Faculty of Safety Engineering
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FACULTY OF ECONOMICS AND VESMIR CINEMA
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FAKULTA EKONOMICKA / FACULTY OF ECONOMICS / MORAVSKA OSTRAVA

31 PeSan, Damian: PFeddvdni zkuSenosti / Transfer of Experience
1956, vstupni priceli Ekonomické fakulty / The front facade of the main entrance to the Faculty of Economics

32 Prazak, Marek: Svétlonos / Torchbearer
2001, konzola zadniho pruceli Ekonomické fakulty / The console of the rear facade of the Faculty of Economics

33 Szpuk, Dobroslav (?): Konstruktivisticka mozaika / Constructivist Mosaic
1962 (?), narozni prdchod Ekonomické fakulty / A corner passage of the Faculty of Economics

34 Janda, Gotthard: Busta Karla Englise / Bust of Karel Englis
1992 (?), vstupni hala Ekonomické fakulty / Entrance Lobby of the Faculty of Economics

35 Neznamy / Unknown author: Supraporty a dvefini vypIlné s hornickymi znaky / The Pediments and Door Panels
with Mining Signs
50. léta 20. stoleti, vstup Ekonomické fakulty / 1950's. The entrance of the Faculty of Economics

36 Kolaf, Josef: Ostrava ve dne a Ostrava v noci / Ostrava in the Day and Ostrava at Night
1960-1961, kufarna kina Vesmir, zamalovano / The smoking room of Vesmir Cinema. Painted over

/,/ / Jirfiskvovc’a
/ namesti
Poznamka autor(: Authors’ note:

Seznam obsahuje viechna doposud znama vytvarna dila v exteri-  The list contains all known works of art in the exteriors and interiors of
érech i interiérech budov VSB-TUO. Tato dila jsou v&tSinou pevné  VSB-TUO buildings. Most works are firmly associated with architecture.
spojena s architekturou. Nejsou v ném zahrnuty drobnéjsi vytvarné It does not include any art artefacts (paintings, art prints, photographs,
artefakty (obrazy, grafické listy, fotografie atd.). etc.).

Masarykovo
namésti
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VIZE VLADISLAVA GAJDY O VELKOLEPEM
ZTVARNEN{ PODZEMNIHO BOHATSTVI

VLADISLAV GAJDA'S VISION OF A MAGNIFICENT

DEPICTION OF UNDERGROUND WEALTH

Vladislav Gajda

Prométheus (Rozmach védy, techniky a civilizace)
Prometheus (Expansion of Science Technology and Civilization)
1968-1973

exteriérova a interiérova cast/ exterior and interior

priceli budovy a galerie vstupni haly rektoratu a fakult VSB-TUO, oboustranny
reliéf z médéného plechu o rozmérech 400 x 1500 cm (vnitfni ¢ast vysoka 250 cm)
The front facade and gallery of the VSB-TUO Rectorate and Faculties lobby. Double-

sided copper plate relief. 400 x 1500 cm (inner side 250 cm high)

Uhli a Zelezo (Zrod uhli)
Coal and Iron (The Birth of Coal)
1968-1972

vestibul budovy rektoratu a fakult VSB-TUO, piskovcovy reliéf, rozmér 240 x 1400 cm
The VSB-TUO Rectorate and Faculties lobby. Sandstone relief. 240 x 1400 cm

Na konci Sedesatych let minulého stoleti pracoval ostravsky sochaf
Vladislav Gajda (1925-2010) na fadé monumentalnich reliéfl i vol-
nych socharskych objektl. O jeho postaveni ve zdejsi vytvarné obci,
vychazejicim z jeho dosavadnich realizaci, svédci i skutecnost, Ze byl
vroce 1968 za kraj nominovan do celostatni soutéZe na vytvarné dilo
pro tzv. prvni stavbu V3B v Ostravé-Porubé. Slo o monumentaini
umélecké ztvarnéni vstupni ¢asti objektu rektoratu a fakult nové
budovaného vysoko3kolského arealu. Ukol byl povaZovan za natolik
vyznamny, Ze byl i v dobé nejsilnéjsiho uplatnéni vlivu architektd
na vybér autord vytvarnych dél pro architekturu fesen formou sou-
téZe, navic s celostatni Gcasti. Kromé Gajdy ji svymi navrhy obeslali
vyzvani sochafi Rudolf Svoboda a Zdenék Palcr a maliti Cestmir Kafka
a Eduard Ovcacek. Navrhy Ovcacka a Svobody byly pro nevhodnost

In the late 1960's, the Ostrava sculptor Vladislav
Gajda (1925-2010) worked on a number of monu-
mental reliefs and free sculptural installations. His
position in the local art community, based on his
previous achievements, is evidenced by the fact that
in 1968 he was nominated as a regional represen-
tative in a nationwide competition for work of art
at the first VSB building in Ostrava-Poruba. It was
a monumental artistic depiction of the entrance
hall to the Rectorate and Faculties offices of the
newly built University campus. The assignment was
considered so important that even at the time of the
strongest exercise of the influence of architects on
the selection of authors of artworks for architecture,
it was decided in the form of a competition, more-
over with nationwide participation. Besides Gajda,
some invited sculptors such as Rudolf Svoboda and
Zdenék Palcr as well as the painters Cestmir Kafka
and Eduard Ovcacek also submitted their propos-
als. The Ovcacek and Svoboda's proposals were ex-
cluded as unsuitable in the first round; Kafka, Palcr
and Gajda’'s commented proposals were shortlisted.
However, only the latter two eventually participated.
Despite the social significance of the contract and the authority of the
nationwide competition, the entire event was devalued through sev-
eral difficulties. Initially, some jury members failed to attend the first
round of the competition. This happened again (though to a lesser
extent) even in the latter round of competition where, paradoxically,
the main architect of the building Zdenék Strnadel was absent. During
the decision-making, the jury first identified Vladislav Gajda‘s proposal
as the winner. But before signing all the protocols, it discovered a seri-
ous misconduct - the jury members overlooked an alternative proposal
by Zdenék Palcr, marked by the letter A. This proposal clearly seemed
to be the best of all submitted proposals, and therefore the selection
committee commission changed its decision announcing Mr. Palcr as
the winner. However, the jury noted that as a cost-effective solution,

53



54

Viadislav Gajda, ndvrh vitraille pro interiérovou stranu reliéfu Prométheus (skica z ar-
chivu Vladislava Gajdy) / Viadislav Gajda, vitraille proposal for the interior side of the
Prometheus relief (sketch from the archive of Viadislav Gajda)

Viadislav Gajda, skici k reliéfu Prométheus (skica z archivu Viadislava Gajdy) / Viadislav
Gajda, mock draft for an alternative Prometheus relief from the competition (archive of
Viadislav Gajda)

vylouceny jiz v prvnim kole, pfipominkované navrhy Kafky, Palcra
a Gajdy postoupily do uzsiho vybéru. Toho se v3ak nakonec zdcastnili
pouze posledni dva jmenovani.

Pfes spoleCensky vyznam zakazky a autoritu celostatni soutéze
byla v3ak celd akce devalvovana hned nékolika potizemi. Tou po-
¢atecni se stala neucast nékterych ¢lent poroty hned v prvnim kole
soutéZe. To se opakovalo (ackoli v mensi mife) i v uzsi soutézi, kde
paradoxné chybél pfimo hlavni architekt objektu Zdenék Strnadel.
PFi rozhodovani porota zprvu oznacila za vitézny navrh Vladislava
Gajdy, nacez ale jesté pred podpisem protokoll zjistila své zavazné

Reliéf po instalaci (archiv Viadislava Gajdy, foto Petr Sikula) / Relief after installation (archive
of Vladislav Gajda, photo Petr Sikula)

the investor could also consider implementing Gajda’s proposal for the
building's interior. Although the proposals of the two sculptors involved
were evaluated by the jury quite positively, and thus both proposals
promised a good result, the competition was eventually rendered
worthless by a subsequent initiative (which had been absentin the lat-
ter round) of the main architect, Strnadel. He did not agree with Palcr's
proposal and, thanks to his then prime role as an architect in selecting
the artwork, pushed through his own vision - the implementation of
Vladislav Gajda’s proposal. The investor - Technical Administration for
Construction of the Ministry of Education - under pressure of the proj-
ect architect ordered the installation of Gajda, and Palcr was forced
to give up his victory in a written statement. Despite all the respect to
Gajda's quality proposal, it is to be noted that Ostrava had lost one
of the possibilities to enrich the public space with the work of art of
a leading non-regional author.

The mentioned problems were still ongoing during 1970, so Gajda did
not start submitting his modified proposals to the art committee until
1971. During the next three years two or three works of art were cre-
ated, which completed the entrance to a modern Rectorate in a well
thought-out, interconnected concept. It is a copper relief of Prometheus,
which in fact consists of two parts - larger in the exterior and smaller in
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pochybeni - prehlédla alternativni navrh Zdenka Palcra pfiznacné
oznaceny pismenem A. Ten se jednoznacné jevil ze vSech predloze-
nych navrhd jako nejlepsi, a proto komise své rozhodnuti zménila
a za vitéze oznacila jeho. Pfitom vSak poznamenala, Ze v pfipadé
financni Uspory by mohl investor uvazovat také o realizaci Gajdova
navrhu reliéfu pro interiér budovy. Ackoli navrhy obou zdcastné-
nych sochard byly porotou hodnoceny velmi kladnég, takZe zdarny
vysledek slibovaly oba dva, soutéz byla nakonec znehodnocena
naslednou iniciativou (v uzsi soutézi nepfitomného) hlavniho ar-
chitekta Strnadla. Ten s Palcrovym navrhem nesouhlasil a prosadil
si (vzhledem k tehdejsi prvoradé roli architekta pfi vybéru umé-
leckych dél nikoli pfekvapivé) svou vlastni vizi - realizaci navrhu
Vladislava Gajdy. Investor - Technicka sprava pro vystavbu Minis-
terstva Skolstvi - tedy pod vlivem projektanta objednal realizaci
u Gajdy a Palcr se svého vitézstvi musel pisemnym prohlasenim
vzdat. Pfes vSechnu Uctu ke Gajdovu kvalitnimu navrhu je nutno
poznamenat, Ze tim Ostrava pfiSla o jednu z moZnosti jak obohatit

Model reliéfu v exteriéru a interiéru (archiv Viadislava Gajdy, foto Petr Sikula) /
Relief model in the exterior and interior (Vladislav Gajda’s private archive, photo Petr Sikula)

the interior of the building (giving the impression of a two-sided relief)
and the sandstone relief Coal and Iron on the wall of the lobby across
from the entrance to the building which, according to the committee,
the author added to the concept later despite that it is obvious that he
had already planned on it in the first sketches in 1968.

The Prometheus relief is portrayed as wings with a drusy structure. It
evokes deeper context and meaning - the ideas of strength of the Ti-
tans, creation, intelligence, courage and strength to resist. The mythical
Prometheus was a descendant of the Titans. Some myths attributed
to Prometheus creation of man in the physical form of the gods. In the
battle of the Titans and Olympians, Prometheus sided with Zeus and
assisted in the birth of Pallas Athena from Zeus' head, for which the
goddess trained him in various arts, which Prometheus later gave to
mankind. However, he ended up being punished for the defiant theft of
divine fire for mankind, and was chained to the Caucasian rock where
an eagle pecked his liver, which repeatedly regrew. Nevertheless, the
mythical hero was finally rescued and became a counsellor of gods.

Ndvrh jedné z medaili Viadislava Gajdy pro VSB vyuZivajici motiv z reliéfu Prométheus,
(pozistalost V. Gajdy v drZeni syna Jakuba) / Design of one of Viadislav Gajda’s medals for
the VSB applying the Prometheus motif (the estate of the deceased V. Gajda, in the possession
of his son Jakub)

verejny prostor uméleckym dilem prfedniho mimore-
gionalniho autora.

Uvedené potize se reSily jeSté béhem roku 1970 a Gajda
zacal své upravené navrhy predkladat umeélecké komisi
azvroce 1971. BEhem nasleduijicich tfi let pak vznikla
dvé, respektive tfi dila, ktera v promysleném koncep-
tu a vzajemné navaznosti dotvofila vstupni prostor
moderni rektoratni budovy. Jde o médény reliéf Pro-
métheus, ktery se sklada vlastné ze dvou casti - vétsi
v exteriéru a mensi v interiéru objektu (budi dojem
oboustranného reliéfu) a piskovcovy reliéf Uhli a Zelezo
na sténé vestibulu naproti vstupu do budovy, ktery
podle slov komise doplnil autor do koncepce az doda-
te€né, tfebaze je zfejmé, Ze s nim pocital uz v prvnich
nacrtech z roku 1968.

Reliéf Prométheus je ztvarnén jako drizovité ¢lenéna
kridla. Navozuje hlubsi souvislosti a vyznamy - myslen-
ku titanské sily, stvofeni, chytrosti, odvahy i sily vzdoro-
vat. Myticky Prométheus pochazel z rodu Titan0, nékte-
ré baje mu pficitaji stvoreni clovéka ve fyzické podobé
boh(. V boji Titand s Olympany se pfidal na stranu Dia
a pomahal pfi zrodu Pallas Athény z Diovy hlavy, za coz
jej bohyné vyucila rdznym uménim, jimiz pak Promé-
theus obdafil lidstvo. Za zpupny Cin kradeZe boZzského
ohné pro lidi byl vSak ztrestan, pfikovan na kavkazskou
skalu a orel mu kloval stale dordstajici jatra... Nakonec
byl bajny hrdina prece jen vysvobozen a stal se radcem
bohl. Dramaticky pfibéh ze sfér antické mytologie se
propojuje s myslenkou moci pfirody a umu ¢lovéka,
ktery dobyva z hlubin zemé energii. Reliéf paralelné
evokuje geologickou strukturu Ostravska. Na prelo-
mu 60. a 70. let 20. stoleti vS8ak nebylo mozno prvotné
projektovat dilo do mytologické roviny, proto se objevil
ponékud explicitni variantni ndzev Rozmach védy, tech-
niky a civilizace. Takto se posilila konkrétnost myslenky
dobyvani uhli, zisk energie pro blaho ¢lovéka.

(1925-2010)

Vladislav Gajda se vyucil kameno-
sochafem na Statni prlimyslové
Skole sochafské a kamenické v Ho-
ficich (1945-1949) a dale studoval
na Akademii vytvarnych uméniv Praze
v ateliéru Jana Laudy (1949-1954).
Po cely Zivot Zil a pracoval v Ostravé.
Soustredil se predeviim na volnou
monumentalnf tvorbu a na spojeni socharského objektu s architekturou. Vijznamnd
je jeho spoluprdce s architekty, zejména s Ivo KlimeSem. Zvolenym tvaroslovim re-
spektoval prostorové dispozice, potfebu vyrazu i obsah sdélenf. Takto absahl formdlni
Skalu od realistické polohy (Dobyvdniuhlf, Slezska Ostrava, 1959) k poloze nefigurativni
(Hibitovni stéla, Ustiednf hibitov Slezskd Ostrava, 1959—1971; Rozmach vedy, techni-
ky a civilizace, priceli budovy rektordtu VSB-Technické univerzity v Ostravé-Porubé,
1968-1973; Kamennd sténa, stanice metra Kacerov, Praha, 1972-1973, ad.). V roce
1964 navstivil spolu s dalsimi ceskoslovenskymi umélci ateliér britského sochare
Henryho Moora, o7 jej vyjrazné motivovalo k redukdi konkrétniho detailu.

Vladislav Gajda was a graduate of the State Secondary School specialized in sculpture
and stonemasonry in Hofice (1945-1949) and the Academy of Fine Arts, the studio of
Jan Lauda (1949-1954). He lived and worked in Ostrava all his life. Vladislav focused
mainly on free monumental sculptures and on the connection of sculptural installa-
tion and architecture. His collaboration with architects, especially with Ivo Klimes, is
significant. By chosen morphology he showed respect for the spatial layout, the need
for expression, and the message content. In this way, he filled a formal scale from the
realistic position (The Coal Mining, Slezské Ostrava, 1959) to a non-figurative position
(Cemetery Stele, the Central Cemetery in Slezskd Ostrava, 1959-1971; Expansion of
Science, Technigues and Civilization, facade of the Rectorate building at VSB-Technical
University in Ostrava, Poruba, 1968—1973; Rock Wall, Katerov metro station in Prague,
1972-1973, etc.). In 1964 Vladislav Gajda visited, together with other Czechoslovak
artists, the studio of the British sculptor Henry Moore, which strongly motivated him
to reduce the specific details.



Je pozoruhodné, Ze Gajdovo dilo navazuje tematicky i svym horizon-
talnim feSenim na starsi reliéfy, v architektonickém i historickém
kontextu stejné vyznamné a podobné dimenzované - jde o Zrozeni
uhli (1940) od Gajdova ucitele Jana Laudy (1898-1959) na plvodni
budové Feditelstvi Severni drahy v Moravské Ostravé a Kosmicky vék /
VyuZiti atomové sily (1959-1963) od olomouckého Vladimira Navratila
(1907-1978). Formalni stranka dila vSak zcela odpovida konstruktiv-
nim tendencim Ceského socharstvi 60. let 20. stoleti. SochaF vyuZzil
moznosti barevného i plastického kontrastu reliéfné zpracované-
ho kovu, vyrazové neutralniho betonového pasu hlavniho priceli,
v ném?Z je reliéf ukotven, a tyrkysové probarvené fasady rytmizované
okennimi pasy. Samotny objekt ¢astecné zasahuje do parteru, jenz
se prahledem otevira do vestibulu. Dnes se jevi na priceli rektoratni
budovy jako dobfe provedené socharské dilo v architekture.
Vnéjsireliéf nadel své ,pokracovani” ve dvou interiérovych realizacich.
Souvislost vnéjSiho reliéfu, jeho interiérové ¢asti i pojednani Celni
stény v interiéru od samého zacatku prace se zdaji dokladat navrhy
s origindlnimi skicami v autorové osobnim archivu. Drobné kresby
predstavuji myslenkové varianty prolnuti exteriéru s interiérem. | fo-
tografie precizné provedeného modelu zobrazuji vSechny tfi ¢asti
dila soucasné a davaji nam presnou predstavu o jejich zamyslenych
souvislostech a propojeni v rdmci architektonického ztvarnéni vstupni
casti budovy.

Téma i silueta Prométhea se pfimo odrazeji na piskovcovém reliéfu
Uhli a Zelezo na Celni sténé v pfizemi vestibulu. Gajda si pro detail

¥ -

-

The dramatic story from ancient mythology is connected to the idea of
the power of nature and the skills of man who draws energy from the
depths of the earth. At the same time, the relief evokes the geological
structure of the Ostrava region. However, at the turn of the 1960's and
70's, it was not possible to design and develop artwork in a mythological
sense, therefore somewhat explicit, variant title Expansion of Science,
Technology and Civilization appeared. This name somewhat strength-
ened the concrete nature of the idea of coal mining, drawing energy
for the welfare of people.

It is notable that Gajda's work follows, with its theme and horizontal
solution, upon the former reliefs that are, in the architectural and
historical context, as important and similarly dimensioned as Gajda'’s
installation - The Birth of Coal (1940) created by Gajda's teacher Jan
Lauda (1898-1959) on a facade of the original building of the Emperor
Ferdinand Northern Railway head office in Moravian Ostrava and Cos-
mic Age / Use of Atomic Power (1959-1963) created by Olomouc native
Vladimir Navratil (1907-1978). However, a formal aspect of the work
fully corresponds to the constructive tendencies of the Czech sculpture
of the 1960's. The sculptor used both the colour and plastic contrast
of the metal processed as a relief, a neutral concrete strip of the main
fagade on which the reliefis anchored, and also the turquoise-coloured
fagade with rhythmic window strips. The installation itself extends par-
tially into the parterre, which is a vista opening into the lobby. Today,
it gives an impression of a well-refined sculpture in architecture of the
Rectorate building facade.

2 S e—— - =TS

Reliéf Uhli a Zelezo - celkovy pohled (foto Roman PoldSek, 2016) / Relief Coal and Iron - an overall view (photo Roman Poldsek, 2016)
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Treti strana rukopisu Viadislava Gajdy vysvétlujici umélecky zamér piskovcového reliéfu Uhli a Zelezo
ve vstupni hale VSB (poziistalost Viadislava Gajdy v drZeni syna jakuba) / The third page of Viadislav
Gajda’s manuscript explaining an artistic intention to create a sandstone relief entitled Coal and Iron in the
VSB entrance lobby (the estate of the deceased V. Gajda, in the possession of his son Jakub)

The exterior relief found its ,continuation” in two inte-
riorimplementations. The designs with original sketches
in the author's personal archive seem to document the
connection between the exterior relief, its interior part
and the concept of the front wall in the interior from
the very beginning of the project. Small-scale sketches
represent mental variants of the exterior intercon-
necting with the interior. Even the photographs of the
precisely developed model show all three parts of the
work, at the same time providing us with a precise idea
of their intended contexts and interconnections within
the architectural design of the entrance of the building.
Both the theme and silhouette of the Prometheus are
directly reflected in the sandstone The Coal and Iron
relief on the ground floor of the lobby's front wall. Gajda
had created a number of study sketches for the relief's
detail ranging from realistic illustrations of prehistoric
plants and animals to their imaginary blending in an
abstract vortex depicting ,rock-forming processes.” The
three-page manuscript, where the sculptor describes in
detail the depicted processes, surprisingly at a high pro-
fessional level, has been preserved. In two sentences in
the corner of one of the sheets, the author expressed in
anutshell the contents of both parts of his artwork: , The
basin symbolizes unity of all natural forces. Fire, the
bearer of energy and life, is brought by Prometheus.”

The author intended to depict the ,geological section of
the Czechoslovak part of the Upper Silesian Basin”in an
artistic way. , Thickness of individual layers and tectonic
elements were generalized in order for the entire profile

reliéfu vytvoril mnoZstvi studijnich kreseb od realistickych ilustraci
prehistorickych rostlin a Zivo¢icht aZ po jejich imaginarni prolnuti
v abstraktnim viru zobrazujicim ,horotvorné procesy”. Ke kresbam
se zachoval i tfistrankovy rukopis, ve kterém sochaf podrobné po-
pisuje zobrazované déje, a to na pfekvapivé vysoké odborné trovni.
Ve dvou vétach na okraji jednoho z papiri autor ve zkratce vyjadril

to be readable on such a large area. The profile thus captures one of
the best-known deep geological sections measured by the years of
intense mining activity and extensive geological survey over the past
years. Still, using this relief | do not only intend to show a realistically (or
even naturalistically) captured geological section, depicting in the west
underlying layers of non-productive carbon, the coal-bearing Ostrava

obsah obou ¢asti svého dila: ,,Panev symbolizuje
jednotu v3ech prirodnich sil. Ohen, nositel energie
a Zivota, prinadsi Prométheus.”

Autor zamysSlel v reliéfu znazornit,,geologicky Fez
Ceskoslovenské ¢asti Hornoslezské panve” v umeé-
leckém pojeti:,,Generalizovany byly mocnosti vrs-
tev a tektonické prvky, a to proto, aby cely profil
byl Citelny na tak velké ploSe. Profil tedy zachycuje
jeden z nejlépe znamych hlubinnych geologickych
ezl méfenych dlouholetou intenzivni hornickou
¢innosti a rozsahlym geologickym prizkumem
minulych let. Pfesto nechci na tomto reliéfu uka-
zat jen realisticky (aZ naturalisticky zachyceny)
zobrazeny geologicky Fez, zachycujici na zapadé
podlozni vrstvy neproduktivniho karbonu, pole
uhlonosné ostravské a karvinské souvrstvi svrch-
niho karbonu s mladotfetihornim prekryvem. Jde
0 to, zachytit na tomto pfikladu jednu z etap vyvo-
je planetarni klry v urcitém prostoru, ¢asu a jejich
dialektické souvislosti.”

Je zfejmé, Ze pred vytvorenim definitivniho navr-
hu a jeho prevedenim do kamene se sochar peclivé seznamil nejen
s geologickymi procesy, ale i s prvky organického Zivota. Tyto prvky
zobrazuje v rlznych méfitcich. Zkamenéliny mdzeme vidét ve sku-
tecné velikosti, zatimco ,mikroskopické zbytky rostlinnych pletiv,
pyll a spor tvoficich uhelnou hmotu jsou mnohonasobné zvétSeny”.
Ve zkratce reliéf zachycuje vyvoj zemské kiry a s nim i vznik zdroju
nerostnych surovin vyuzivanych v prdmyslu.

Zminku si zaslouZzi také technika ztvarnéni dila. Kdmen (nejtvrdsi
Zulu a diorit nevyjimaje) byl Gajdovi vZdy nejblizSim materialem.
V 60. i 70. letech zpracoval pro vefejny prostor Fadu socharskych
projektd, které téZily z pFirozenych fyzikalnich i optickych viastnosti
kamene. Sdm uprednostrioval praci metodou taille-directe, tj. pfi-
mé realizace dila v definitivnim materialu. Piskovcové reliéfni stény
s oblibou opracovaval tryskanim, které provadél sdm v byvalém
zameckém parku v Ostravé-Trebovicich, kde mél ateliér. Do této

Zdbér z autorské vystavy V. Gajdy v ostravském Domé uméni (prosinec 1978 - leden 1979) zachycujici mj.
model reliéfu Prométheus pro V3B (foto Hana Cihalovd pro GVUOQ) / A photograph capturing V. Gajda’s one-
man exhibition in the Ostrava Art House (December 1978 - January 1979), and depicting, among others, a model
of the Prometheus relief created for VSB (photo by Hana Cihalovd for GVUO)

field and Karvina strata series of the upper carbon with the late Tertiary
overlay. Itis about capturing one of the evolutionary stages of the Earth’s
crust in a certain space, time and their dialectical context.”

It's obvious that before the creation of the final design and its conver-
sion into stone, the sculptor thoroughly familiarized himself not only
with geological processes but also with elements of organic life. These
elements are displayed using different scales. Fossils can be viewed
in real size, while ,microscopic residues of plant tissues, pollen and
spores forming coal mass are multiplied.” In short, the relief depicts the
development of the Earth's crust and formation of mineral resources
used in industry.

Also, we should not fail to mention a technique used in creating the
art piece. The stone (the hardest granite and diorite) has always been
Gajda's preferred material. In the 1960's and 1970's, he created an
array of sculptural projects for the public space that benefited both
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Viadislav Gajda, skica k reliéfu (z archivu Viadislava Gajdy) / Viadislav Gajda, a sketch for the relief (from the
archive of Vladislav Gajda)

skupiny Gajdovych praci patfi i Uhli a Zelezo. VSechny vy3e popsané
motivy zkamenélych rostlin a Zivocichl vytvofil v piskovcovych des-
kach pravé timto zplsobem.

Tretim dilem, které Gajda dimysIné projektoval do daného vstupniho
prostoru nové vysoké 3koly, je reliéf, jenz mél plsobit jako prostu-
povani venkovniho mé&déného reliéfu do prostoru haly, respektive
galerie nad schodistém. Ackoli celou realizaci provazely potize se zvy-
Senim cen za zhotoveni v uslechtilém materialu (naklady na vSechna
tfi dila pFesahly 871 tisic K¢s), byla koncem roku 1973 (zhruba rok
po osazeni vnéjsi ¢asti reliéfu) skute¢né dokoncena rovnéz interié-
rova cast dila.

Dle navrhd i chabé dobové fotodokumentace Ize Fict jen tolik, Ze
reliéf v interiéru kopiroval tvary reliéfu venkovniho. Materialem dila
vinteriéru se stal rovnéz médény plech, av3ak realizovalo jej (na rozdil
od venkovniho reliéfu, zhotoveného v brnénskych dilnach Ustredi
uméleckych Femesel) ostravské dievozpracujici druzstvo Dyhor. Vy-

from the natural physical and optical properties
of stone. He himself preferred work by the so-
called taille-directe method, in other words, the
direct implementation of the piece in the final
material. His favourite technique of working with
sandstone relief walls was sandblasting, which
he used to carry outin the former chateau park
in Ostrava-Trebovice, where he had a studio.
This group of Gajda's works also includes Coal
and Iron. All the above-described motifs of pet-
rified plants and animals have been created in
sandstone slabs in this way.

The third art piece, which Gajda sophisticatedly
projected into the entrance hall of the new uni-
versity, is a relief that was supposed to act as
a permeation of the exterior copper relief into

- the hallway space, or rather of a gallery above

the staircase. Although the whole implementa-
tion was troubled by the rising costs associated
with a noble metal design (the costs of all three
works exceeded 871,000 CZK), the interior part of the work was actually
completed in the end of 1973 approximately a year after the exterior
part was mounted).

Based on the designs as well as poor contemporary photographs, it can
only be stated that the interior side of the relief copied the shapes of
the exterior side. The material used for the interior relief was copper,
but it was implemented by the Ostrava based woodworking coop Dyhor
(as opposed to the exterior relief made in the Brno workshops of the
Centre of Art Crafts). The producing company allegedly pointed out to
the author that the artwork should be made of sheet metal at least
2 mm thick. However, the Technical Authorities for Construction under
the Ministry of Education was no longer willing to further increase the
already rising costs and therefore the relief was made of 1 mm thick
sheet metal. This resulted in corrugations on larger surfaces, and thus
optical defects in the form of circular discs. While on the exterior these
problems were soon solved by the emerging patina of material, they

Reliéf Uhli a Zelezo (foto Roman Poldsek, 2016) / Relief Coal and Iron (photo Roman PoldSek, 2016)

rabéjici podnik Udajné autora upozorfioval na to, ze dilo by mélo
byt provedeno z plechu silného minimalné 2 mm. Technicka sprava
pro vystavbu pfi Ministerstvu Skolstvi v3ak jiz nebyla ochotna dale
zvySovat jiz tak rostouci naklady, a proto byl reliéf zhotoven z plechu
o tloustce 1 mm. To ve vysledku zpUsobilo na vétSich plochach jejich
zvInéni, a tim i optické zévady v podobé kruhovych diskd. Zatimco
venku tyto problémy brzy vyFesila patina materialu, uvnitF asi zGsta-
valy patrné nadale. Lze se domnivat, Ze nasledkem nedostatecné
tloustky plechu se stal reliéf také méné odolnym vaci pFipadnym
fyzickym ataklm. V jakém stavu se nachéazel predtim, nez byl nékdy
pocatkem nového tisicileti prekryt sadrokartonovou sténou, ale ne-
vime. Jeho existenci v3ak v ¢ervnu 2016 potvrdila kamerova sonda.
Znovuobnoveni jedinecné tfidilné vytvarné-architektonické koncepce
objektu je tedy stale mozné.

were still quite apparent in the interior. It can be assumed that because
of the thin sheet metal thickness, the relief was also less resistant to
potential physical attacks. In what condition it had been before it was
covered with a plasterboard wall sometime before the beginning of the
new millennium we do not know. However, its existence in June 2016
was confirmed by use of probe. The restoration of this unique three-part
artistic and architectural concept of the installation is thus still possible.

Eva Spackovd, Marie Stastnd, Jakub Ivanek
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PEDAGOGOVE A STUDENTI
ANEB KDO JE KDO?

TEACHERS AND STUDENTS
OR WHO IS WHO?

Olbram Zoubek

Lidé (Pedagogové a studenti)

People (Teachers and Students)

Instalovano / Installed 2002

v prostoru pred budovou rektoratu VSB-TUO v Ostravé-Porubé

skupina sedmi figurativnich bronzovych plastik v mirné nadzivotni velikosti
The space outside the building of the VSB-TUO Rectorate in Ostrava-Poruba, A group

of seven slightly larger than life-sized figures in bronze sculpture

Pedagogové a studenti pribyli pfed hlavni vstup do rektoratu VSB
v roce 2002. Sochar Olbram Zoubek vytvofil modely, které byly
na naklady univerzity odlity do bronzu technikou ztraceného vosku.
Skupinu tvofi sedm postav - tfi muzské, nazyvané Rektor, Docent
A a Student | - a Ctyfi Zenské - Kvestorka, Docentka E, Studentka M
a Studentka E. V Cele skupiny bezpochyby stoji postava Rektora, vy-
razna muzska figura v dlouhé fize s rozpazenyma rukama v zehna-
jicim, pozornost upoutavajicim gestu. Zenska postava po jeho levici
s gestem rukou jiz skromnéji otevienych by mohla byt Kvestorka.
Dlouhovlaséa divka a chlapec v o¢ekavajicim, dychticim naznaku
pohybu stoji pobliz, naslouchaji a mozna vahaji, jestli se mohou
priblizit. MuzZ a Zena v protéjSich rozich skupinu opoustéji, vydavaiji
se na cestu, kazdy jinym smérem, snad do svych poslucharen. Divka
hledici pfimo na budovu rektoratu mozné zvazuje, jestli si poda
prihlasku ke studiu. S&m sochaF povaZoval dilo za volnou skupinu
soch bez vlastniho nazvu. Akademické funkce byly nékterym sochdm
prirknuty dodatecné. Skupina soch je v prostredi technické univerzity
zajimava i tim, Ze v ni pfevaZuje Zensky prvek. To vynikne zejména

People / Teachers and Students first appeared
outside the main entrance to the building of VSB-
TUO Rectorate in 2002. The sculptor created
models that were, at the expense of the University,
cast in bronze using the “lost-wax” technique.
The group consists of seven figures, three male:
Rector, Associate Professor A, and Student J, and four
female: Bursar, Associate Professor E, Student M,
and Student E. The author intended installation as
a group of statues rather than a sculptural group,
and in his personal documentation some of the
statues are named differently (Kuros J., Koré E.,
Eve of Eden, Adam of Eden, Female Student E.,
Rector, Female Bursar).

Undoubtedly, the dominant figure in the group is
the Rector, a prominent male figure in a long robe
with arms outstretched in blessing, a gesture
that draws attention. The female figure to his
left in a gesture with arms opened more modestly could be Bursar.
The long-haired girl and the boy in an expectant, yearning sign of
movement are standing nearby, listening and perhaps wondering
whether they can get closer (according to Zoubek's personal file it is
Adam and Eve of Eden). The man (Kuros J. according to Zoubek) and
the woman (Student E) in opposite corners are leaving the group,
setting out on a journey, each in a different direction, perhaps to
their lecture rooms. The girl looking directly at the building of the
Rector's Office (Koré E.) might be considering if she shall submit an
application form for the study. The sculptor himself considered the
work to be an unnamed, free-standing group of statues. Academic
functions and titles were additionally assigned to some of the statues.
What makes the group of sculptures also interesting is that the
female element prevails in the environment of a technical university.
This is particularly true when compared to the art works designed
and completed for the University in previous decades, where themes
mostly from the work, technical, and scientific areas are symbolized
exclusively by male figures.

TS e it

Slavnostni odhaleni Zoubkovych soch pred vstupem do rektordtu 15. 11. 2002 za pFitomnosti autora (foto josef Poldk, archiv VSB-TUO). / A ceremonial uncovering of Zoubek's
statues outside the entrance to the Rectorate on 15 November 2002 in the presence of the author (photo Josef Poldk, VSB-TUO archive)
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ve srovnani s dily pro vysokou Skolu z prfedchozich desetileti, kde
témata vétSinou z pracovni, technické a védecké oblasti urcuji po-
stavy vyhradné muzské.

Je zfejmé, Ze hru na to, kdo je kdo a odkud a kam mifi, miZzeme se
Zoubkovymi postavami hrat podle libosti a pfemyslet o autorové
sdéleni, stejné jako si autor hraje s nami, kdyz do tvari svych po-
stav sam promita konkrétni osoby (v€etné sebe) a jejich skutecnou
identitu ndm neprozrazuje. OCekdvana setkani a rozchody, mijeni,
potkavani, poznavani a hledani smyslu cesty jako takové je soucasti
naseho Zivota, kterého jsou Zoubkovy postavy odrazem svou tichou
pritomnosti.

Zoubkovy varianty sochy kvestorky - zleva Kvestorka (olovo, bronz, 2001), uprostfed Kvestorka (cement, bronz, 2001), vpravo Kvestorka (bronz, 2002) ze skupiny soch na V$B. /
Zoubek’s variants of the Bursar statue - from the left the Bursar version made of lead and bronze (2001), in the middle the Bursar version made of cement and bronze (2001), and on
the right the version made of bronze (2002) from a group of statues located at the VSB campus.

It is obvious that we can play a game of who is who, from where they
coming, and to where they are going with Zoubek's figures as much
as we like. We can ponder the author’s intended statement just as
the artist plays with us when he projects specific people (including
himself) in the faces of the figures themselves, and does not disclose
their true identity. Expected encounters and breakups, passing,
meeting, exploring and looking for the meaning of the journey itself
is part of our lives, and are reflected in Zoubek's figures and their
silent presence.

Eva Spackova

(1926-2017)

Praisky sochar Olbram Zoubek vystudoval v letech 1945-1952 Viysokou
Skolu uméleckoprlimyslovou v Praze u profesora Josefa Wagnera. Po ab-
solutoriu, v obdobf socialistického realismu, se Zivil jako restaurator,
zejména renesancnich sgrafit. TotéZ se opakovalo po roce 1969, kdy
smél svoji praci verejné vystavovat pouze sporadicky. Zoubek shal po-
smrtnou masku a vytvoril nahrobek Janu Palachovi, studentovi, ktery se
upalil na protest proti vstupu sovétskjch vojsk do Ceskoslovenska v roce
1968. Spolecné s dalSimi umeélci prondsledovanymi ,normalizacnim”
rezimem — Vaclavem Bostikem, Zderkem Palcrem a Stanislavem Podhrdzskym — pak po sedmndct sezon restaurovali sgrafita
na renesancnim zamku v Litomysli. Ve volné tvorbé se Zoubek vénoval zejména lidské figufe, zjiednodusené, ale s expresivné
nadsazenym gestem a vyrazem. Sam svoje sochy povazuje za klasické, inspirované stfedomofskym archaickym sochafstvim
a také Albertem Giacomettim. Sochy modelované z hliny odléval hlavné do cementu, pozdéji do bronzu, mensi do olova
a cinu. Casti soch také polychromoval a pouiival zlaceni. Po roce 1989 se Olbram Zoubek vratil naplno do vefejného dént.
K jeho nejwyznamnéjsim realizacim patfi Pomnik obétem komunismuv Praze na Petiiné (spolecné s architekty Zdefikem Holzelem
a Janem Kerelem). Vystavu celoZivotniho dila pfedstavil na prelomu let 2013/2014 v Jizddrné Prazského hradu. Jeho sochy
jsou soucasti mnoha vefejnych i soukromych sbirek.

The Prague sculptor Olbram Zoubek studied at the Academy of Arts, Architecture and Design in Prague in the years 1945-
1952 under the supervision of Professor Josef Wagner. After graduation, in the period of socialist realism, he worked as
a restorer, especially of Renaissance sgraffito. The same situation repeated after 1969, when he was allowed to exhibit his
work in public spaces only sporadically. Zoubek cast the death mask and created the tombstone of Jan Palach, the student
who burnt himself to death in protest against the entry of Soviet troops into Czechoslovakia in 1968. After that, together with
other artists persecuted by the “normalization” regime, Vaclav Bostik, Zdenék Palcr and Stanislav Podhrdzsky, he spent the
following seventeen seasons restoring sgraffito on the Renaissance Chateau in Litomysl. In his personal work, Zoubek mainly
focused on the human figure, simplified, but with expressive, exaggerated gestures and expressions. He himself considers
his statues classic, inspired by Mediterranean archaic sculptural tradition and Alberto Giacometti. Sculptures modelled from
clay he mainly cast in cement, and later in bronze, smaller ones in lead and tin. He also polychromed parts of the sculptures
and used gilding. After 1989, Olbram Zoubek returned to public life. His most significant achievements include the Memorial
to the Victims of Communism in Prague’s Petfin (together with architects Zdenék Holzel and Jan Kerel). Olbram presented
his lifetime work exhibition at the turn of 2013/2014 at the Prague Castle Riding School. His sculptures are part of many
public and private collections.



NECHT JE VIDET | V NOCI!

MAY IT BE SEEN EVEN BY NIGHT!

Rudolf Svoboda

(architektonicka spoluprace / Architectural cooperation Zdenék Strnadel)

Prdce / Work

1973 soutéz a vybérové fizeni / competition and selection procedure, 1977 kolauda-

ce / final approval, 1978 instalovano / installation

Volna plastika z nerezové oceli, vysoka 460 cm, usazena na betonovém podstavci,

The almost futuristic figure of the steelworker
and experimenter at once shows from all avail-
able sides distinct profiles and material treated
to be high gloss. The steelworker's hands blend in
with the tool touching a surreal object, the coni-
cal apex of which pointing to the sky, turning into
a shooting beam.

In the competitive tendering for the second key
piece of sculpture in the exterior of V3B in late
1973, two artists who were not from Ostrava
(FrantiSek Heinz from Uherské Hradisté and Ru-

vedle cesty mezi rektoratni budovou a kruhovou budovou poslucharen v porub-

ském arealu VSB-TUO

A free-standing sculpture made of stainless steel, 460 cm high, mounted on a con-
crete base, situated next to the road between the building of the Rectorate and the

dolf Svoboda from Prague) participated, in addition
to two local sculptors (Vaclav Uruba and Vaclav
Fidrich). The Work was assigned to R. Svoboda

circular auditorium on the Poruba campus of V5B - Technical University of Ostrava in 1975 (in 1974 he won the national award for

Socha v prostoru vedle kruhové posluchdrny, (archiv GVUO, foto Hana Cihalovd) / Sculpture in the space next
to the circular auditorium, (GVUO archive, photo Hana Cihalovd)

Témér futuristicka postava hutnika a zaroven experimentatora se
ze vSech dostupnych stran pohledové uplatfiuje vyraznymi profily
i materialem zpracovanym do vysokého lesku. Hutnikovy ruce sply-
vaji s nastrojem a dotykem s fantasknim objektem, jehoZ hrot mifi
k obloze, se méni v sr3aty paprsek.

outstanding work, which undoubtedly played a role
in the assignment of significant societal contracts).
After the central Gajda relief Prometheus / Expan-
sion of Science, Technology and Civilization, it was the
second major work which was intended to proceed
from it ideologically, and describe the mission of
the first Technical University in Ostrava, which was
also suggested by the original alternative names
New Age (this name eventually was held for the
Frydek-Mistek sculpture in 1981).

Compared to Gajda’s abstract artwork, Svo-
boda chose a composition with a well readable
figure, "futuristically” moving, whose machine
hands morph into with a surreal technical object.
In archival materials, we can even read about
a requirement that the work “also prove success-
ful in the dark”. Whether it was the original idea of the author, or
the subsequent efforts to meet the recommendations, the material
impression in the form of polished metal underlined the form and
eventually helped the sculpture to stand out even in a less exposed
location beside the circular auditorium.

71



72

Souté&Ze na druhé kli€ové sochaFské dilo v exteriéru VSB se koncem
roku 1973 zucastnili kromé dvou regionalnich socharl (Vaclav Uru-
ba, Vaclav Fidrich) dva mimoostravsti umélci (uherskohradistsky
FrantiSek Heinz a prazsky Rudolf Svoboda). Prace byla pridélena
R. Svobodovi roku 1975. V roce 1974 ziskal statni vyznamenani Za vy-
nikajici praci a to tehdy nepochybné hralo roli také v pridélovani
vyznamnych spolecenskych zakazek. Po Ustfednim Gajdové reliéfu
Prométheus / Rozmach védy, techniky a civilizace se jednalo o druhé
dilo, které na néj mélo ideové navazovat a vystihnout poslani prvniho
vysokého technického uceni v Ostravé, coZ naznacovaly i plvodni
alternativni nazvy Novd doba nebo Novy vék (toto pojmenovani z0-
stalo nakonec v roce 1981 Svobodové frydeckomistecké plastice).
Oproti abstraktnimu Gajdovu dilu zvolil Svoboda kompo-
zici s Citelnou postavou, ,futuristicky” rozpohybovanou, je-
jiz strojové ruce splyvaji s fantasknim technickym objektem.
V archivnich materialech ¢teme dokonce poZadavek, aby se dilo
Luplatnilo i za tmy". At uz slo o pavodni autorovu myslenku nebo
naslednou snahu vyhovét doporuceni, materialovy efekt v podo-
bé leSténého kovu podtrhl formu a nakonec dal plastice vyniknout
i na méné exponovaném misté vedle kruhové poslucharny. Pfi ko-
necném schvalovani dila umélecka komise velmi ocenila ,vychovnou
myslenku”, nebot,,... poslani prace je vyjadfeno na Urovni soucasné-
ho trendu védecko-technického rozvoje” (1977). Zda se, ze v dobé uz
pokrocilé ,normalizace” komise tolerovala formu, vzdalujici se po-
pisnému a oslavnému ztvarnéni postavy délnika, ktera témér stere-
otypné figurovala v pracovnich namétech. Porubska socha zfejmé
podnitila vznik nékolika podobné utvarenych plastik s postavami,
dotykajicimi se rliznym zpUsobem vesmiru a vydobytk( védy (napf.
Ndvrat z vesmiru z roku 1979, plvodné v Praze, dnes v Plzni, nebo jiz
zminéna Novd doba s letici figurou ve Frydku-Mistku.)

i t Lishin ST f ' 11
Model plastiky (reprodukce Vytvarnd kultura 1977, ¢ 6) / Sculpture model (reproduced
by Vytvarnd kultura (Art Culture)), 1977, no. 6

In the final approval of the work, the board appreciated the “educati-
onal idea”, because the "mission of the work was expressed at the level
of the current trend of scientific and technological development” (1977).
It seems that at the time of advanced “normalization,” the committee
tolerated a form moving away from the descriptive and glorified por-
trayal of the worker who was almost stereotypically featured in work-
related topics. The Poruba statue may have inspired the creation of
several similarly shaped sculptures with figures touching the universe
and the achievements of science in different ways (e.g. Return from
the Universe from 1979, originally located in Prague, today in Pilsen, or
the already mentioned New Age with a flying figure in Frydek-Mistek).

Marie Stastn

(1924-1994)

Rudolf Svoboda studoval v letech 1946—1951 na praiské Akademii vytvarnych uménf u Karla
Pokorného a 1947-1948 také na Akademiiv Zahebu. Do poloviny 50. let plisobil jako asistent K.
Pokorného, poté se vénoval samostatné tvorbg. Stal se zaslouzilym i narodnim (1988) umélcem, byl
¢lenem Svazu ceskoslovenskjch wivarnych umélcti, Umélecké besedy a tviiref skupiny Rijen. Jeho
dilaz kovu, kamene i betonu jsou soucdstf vefejného prostoru v fadé ceskych a moravskych mést.
Je jich pres ctyficet. Z viznamnych realizact kromé ostravské v arealu VSB-TUO: fonténa v rajském
dvore Jirského kldstera na tzemi Prazského hradu (1969, spolu s Viadimirem Janouskem) a v tém7
prostoru kineticky casostroj na vézi Mihulka (1982), bronzovy a Zulovy Pamdtnik ¢sl. - sovétského
pratelstviv Plzni (1981), Novd dobave Frydku-Mistku (1981), hodiny pred stanici metra Florenc (1985) aj. V Ostravé se predstavil vystavou
na Cerné louce spolu s malifem Josefem Pecou v roce 1965.

Sochar se dobre vyrovnaval s méstskym prostorem a koordinoval sva dila s architekturou. Byla mu blizka témata, v nichz rozvinul
pohyb, aniZ by prvopldnové popisoval. Tematicky se dotkl fyzického i duchovniho letu-viletu (/karos, Névrat 7 Kosmu, Novd doba),
svobody, matefstvi, napojil se na humanistické kofeny evropského sochafstvi (feckd plastika, Michelangelo, Brancusi, Arp). Pfisné
stylizovanou formou se soustedil na vyraz, aniz by piekroil hranici nefigurativnino projevu (Harlekjn a Smrt, Zonglér; dila burcujici
proti vdlce a genocidé, napfiklad Genocida, 1963; reliéfy Zed; AlZir). Perfektné opracovany kov formalné podpofil témata dotykajicl se
sféry technického a civilizacniho pokroku, jak je tomu pravé u plastiky v Ostravé-Porubé.

Rudolf Svoboda studied in the years 19461951 at the Prague Academy of Fine Arts under the supervision of Professor Karel Pokorny,
and from 1947 to 1948 also at the Academy in Zagreb. Until the mid-1950s, he worked as Pokorny's assistant and then devoted him-
self to his own creations. He became a Meritorious and National Artist (1988); he was a member of the Association of Czechoslovak
Visual Artists, Society of Artists and the creative group October. His works of metal, stone and concrete are part of the public spaces of
many Bohemian and Moravian towns, and number more than 40. In addition to the Ostrava sculpture, important works include, for
example, a fountain in the courtyard of St. George's Monastery in the area of Prague Castle (1969, together with Vladimir Janousek)
and a kinetic time machine in the Mihulka Tower at the same place (1982), the bronze and granite Memorial of the (zechoslovak-Soviet
Friendship in Pilsen (1981), the sculpture NewAge in Frydek-Mistek (1981), the clockin front of the Florenc underground station (1985),
etc. In Ostrava, he presented himself along with the painter Josef Peca in a group exhibition at Cerné louka in 1965.

The sculptor coped very well with urban areas and coordinated his work with the architecture. He liked the themes in which he could
develop movement without superficially describing it. Thematically, he touched on physical and spiritual uplift (/carus, Return from the
Universe, New Age), freedom, matherhood; he connected with the humanistic roots of European sculpture (Greek sculpture, Michel-
angelo, Brancusi, Arp, and others). In strictly stylized form, he focused on the expression, without exceeding the limit of non-figurative
manifestation (Harlequin and Death, Juggler, and works against war and genacide, for example Genocide, 1963, the relief Algiers, and
Wall). Perfectly wrought metal formally supported the themes relevant to the sphere of the progress of technology and civilization, as
is the case in Ostrava-Poruba.



VETRELEC NA KOULI

ALIEN ON THE SPHERE

Jaromir Gargulak

Myslitel / The Thinker
2006

Volna bronzova plastika v nadzivotni velikosti, znaceno na plintu: JG Zn D) 2006,
umisténa volné na zlomu terénu podél ul. 17. listopadu pred novou aulou v Porubé
A free-standing bronze heroic sculpture, marked JG Mark: D) 2006 on the plinth,

Aremarkably disembodied male figure of The Think-
er reminds more of an insect body with a strong em-
phasis on the limbs, "head” and the negative space
inside the body. It is seated on a sphere placed on
a short neck from a plinth that is a plate anchored in
the ground, which is part of the sculpture. According
to the author’s statement, the Brno section of the
international company OHL ZS, a.s. was an ordering
party of the work.

The bronze sculpture The Thinker could evoke a con-
nection with a figure of the same name, which con-

free-standing on the terraced slope along 17. listopadu Street outside the New Auditorium

(in Czech orig. Nova Aula) in Poruba

Napadné odhmotnénad muzska postava Myslitele pfipomina spiSe
hmyzi télo s podstatnym dirazem na koncetiny, ,hlavu” a negativni
prostor uvnitf téla. Je posazena na kouli, vynesené na kratkém krcku
z plintu, tj. desky ukotvené v terénu, ktera je soucasti plastiky.
Bronzova plastika Myslitel by mohla vyvolat souvislost s postavou
téhoz nazvu, do niz se soustfeduje kolotajici vir postav v pfibézich
slavné Brdny pekel od francouzského mistra Augusta Rodina. V so-
charském zpracovani bychom vsak kromé stejného materialu zadnou
souvislost mezi obéma dily nenasli. Garguldkovo rozmérné dilo se
zarazuje do plejady autorovych charakteristickych bytosti, jejichZ téla
se vzdaluji bé€Zné empirické zkuSenosti.

Tésné pred realizaci Myslitele vySla v reprezentativnim vydani objem-
na kniha kreseb Faces/Obliceje. Jako by chtél autor pfipomenout, Ze
vSe ma svou tvar - mozna paradoxné i Myslitelova ruka ¢i lukovité
stoceny trup. Podobné jako je tvarny, ale v naro¢nosti zpracovani
soucasné zradny vosk, tak i postava jako by v sobé nesla schopnost
promény. Ostatné autor ji ob&as oznacuje jako Vetrelce, coz mlze
asociovat i dalSi vyznamové souvislosti. Proménlivost a reversibilita
vla¢nych forem prechazi z materialu také do ideje sochy. PGvodni
projekt pocital s jinym situovanim postavy: méla se ,vznaset" posa-
zena na zlaceném vrcholiku zplostélé koule, ktera bude zapusténa

centrates a gurgling vortex of figures in the stories
of the famous Hell Gate by French sculptor August
Rodin. However besides the same material, we
would not be able to find any connection between
the two artworks. Gargulak's large-scale sculpture isincluded in a variety
of the author’s characteristic creatures, whose bodies diverge from
a common empirical experience.
Just before the completion of The Thinker, a voluminous book of draw-
ings Faces / Obliceje was published in a representative edition. As if the
author wanted to remind that everything had its own face - perhaps
paradoxically even The Thinker’s hand or a bowed torso. Just as wax is
malleable and at the same time treacherous when trying to shape it,
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Kresebné skici pro umisténi Myslitele / Drawing sketches for The Thinker to be positioned
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Plastika Myslitele pFed novou aulou VSB-TUO (foto Roman Poldsek, 2017) / The Thinker sculpture located outside the VSB-TUO New Auditorium (photo Roman Poldsek, 2017)

do prstence zelené. Zménilo se rovnéz zamyslené misto osazeni,
nebot autor projektoval umisténi plastiky tak, aby se v pohledu pro-
mitala pfimo do otevfeného patia pred aulou. Koule vSak zUstala
nepozlacena, zeleri se ani po letech nedoplnila a zamyslena instalace
sochy na misté tak zlstala s obnaZenou spodni podptrnou konstrukcf
vlastné nedokoncena.

so as the figure is, as if it was carrying the ability to transform itself.
Indeed, the author sometimes calls it an Alien, which may also associ-
ate other meaningful context. The variability and reversibility of flowing
shapes are transformed from the material into an idea of the statue.
The original project counted on a different placing of the figure: It was
supposed to “be floating”, set on a golden top of a flattened sphere
that would be embedded in a ring of greenery. The intended place of
mounting was also changed since the author designed the location of
the sculpture so that it would be projected directly into an open patio
outside the Auditorium. However, the ball remained non-gilded, as
greenery has not filled the space even after all these years, and the
planned installation of the sculpture on the site remained unfinished
with a bare lower supporting structure.

Marie Stastna

(*1958)

Jaromir Gargulak se narodil, Zije a pracuje v Brné. K sochafiné se dostal pro-
strednictvim cisté technického, vysoce sofistikovaného technického oboru; vy-
studoval slévarenstvi na VUT Brno a z disciplin, které se zaméfuji na presné litf,
prestoupil do sféry umélecké predstavivosti. Anivolnd tvorba se vSak neabejde
bez znalosti materidld a citu pro jejich fyzikdIni — a nakoneci optické a haptické
—vlastnosti. Pokud jde o prostorové objekty, sochaf pracuje vyhradné s kovem,
a to technikou ztraceného vosku. Ve vosku také modeluje; tento material
uprednostiuje pro tvdrnost, splyvavost, nebot tyto charakteristiky se prendsejf
i do Garguldkova definitivniho autorského rukopisu charakteristického pro jeho bronzy. Viychozi voskovy model pokazdé zanikne, vytavi se
7 formy, a to je také dlivod, proc kazdé dilo existuje pouze v jediném odlitku. Sochar pracuje v mosazi, Zlutém a Cerveném bronzu, olovu a oceli.
Sochar také intenzivné kresli, kresba — nejen sochaf'ska — vypliiuje nescetné listy pIné fantasknich bytosti a objektd, spatfovanych zvnéjsku
i zevnitf. Podstatnym motivem je tvdf' s okem nebo ocima, které udriuji divakovu pozornost, ale také nutf se divat za zobrazené a hledat
zasifrovany vyznam. Uz v rané tvorbé se autor intenzivné zabyval prazdnym, tj. negativnim prostorem uvnitf plastického téla. Gargulakovy
plastiky jsou Casto tvarové i povrchovym zpracovanim efektni, vizudIné byvaji napadné kontrasty lesténych a zdrsnénych patinovanych povrchd.

Jaromfr Gargulak was born, lives and works in Brno. He came across sculpture through a purely technical, highly sophisticated technical
field; he graduated from foundry at Brno University of Technology, and he moved from disciplines focusing on precise casting to the sphere
of artistic imagination. However, even freely expressive works cannot happen without the knowledge of materials and the sense of their
physical, and eventually optical and haptic, qualities. As for spatial objects, the sculptor works exclusively with metal, using the technique of
lost wax. He also uses wax to model his sculptures; he prefers this material for its formable, flowing nature since these characteristics are
also reflected in Garguldk's definitive author's manuscript, characteristic of his bronzes. The initial wax model always perishes, smelts out
of the mould, and therefore every piece only exists in a single cast. The sculptor works in brass, yellow and red bronze, lead, and steel. The
sculptor has also been drawing intensely; the drawings, not just sculptural, fills in countless sheets of surreal creatures and objects seen
both from the outside and in. The main motif is a face with an eye or a pair of eyes that continues to occupy the viewer's attention, but also
compels a look beyond the depicted and to seek encrypted meaning. Even in his early works, the author intensively addressed the empty,
the negative space inside the plastic body. Gargulak's sculptures are often spectacular in terms of both their shape and surface treatment.
Visually, the contrasts between polished and roughened patinated surfaces are usually quite noticeable. sculptural, fills in countless sheets
of surreal creatures and objects seen both from the outside and in. The main motif is a face with an eye or a pair of eyes that continues to
occupy the viewer's attention, but also compels a look beyond the depicted and to seek encrypted meaning. Even in his early works, the
author intensively addressed the empty, the negative space inside the plastic body. Garguldk’s sculptures are often spectacular in terms of bath
their shape and surface treatment. Visually, the contrasts between polished and roughened patinated surfaces are usually quite noticeable.
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NEBESKY STROP
NAD UHELNYM BALVANEM

HEAVENLY CEILING
ABOVE THE COAL BOULDER

Martin Sladky

Vzlet (Rozvoj lidského mysleni)

Takeoff (The Development of Human Thinking)

1973-1974

vestibul kruhovych poslucharen v porubském areélu VSB-TUO

kruhova sklenéna nastropni mozaika ze Stipanych sklenénych smaltd, @ 300 cm
Avestibule of the circular auditorium on the Poruba campus of VSB-TUO
A circular glass ceiling mosaic of chipped glass enamel with a diameter of 300 cm

Akademicky malif Martin Sladky byl autorem vytvarného generelu
1. stavby VSB z roku 1973. Mezi vytvarnymi dily a vytvarné pojatymi
designovymi prvky (napisy, orientacni systém, obklady stén atd.) byl
i zamér na ,maliFské feSeni stropu sdruzenych poslucharen”. Autor
generelu Sladky se sam ujal navrhu na zamysleny vytvarné pojednany
strop ve vstupni hale kruhovych poslucharen. Pod dilo na stropé haly
mél byt instalovan uhelny balvan, ktery se pfedtim nachazel ve vstup-
ni hale budovy rektoratu, kam byl pfemistén na sklonku roku 1972
ze druhého podlazi modrého pavilonu hutnicko-geologické fakulty
na Slezské Ostravé.

Mali¥ Sladky pripravil ndvrh na mozaiku Vzlet starodavnou technikou
enkaustiky (malbou horkym voskem) v roce 1973. Namét a provedeni
prodlo schvalovanim v umélecké komisi Ceského fondu vytvarnych
umeéni, kde byl v zadani poZadovany motiv dila definovan jako Roz-
voj lidského mysleni. Architektka Milena Vitoulova, autorka navrhu
budovy kruhovych poslucharen, se na koncepci vytvarné vyzdoby
a zakomponovani dila do interiéru haly nepodilela, protoZe v té dobé
byla na materské dovolené. Umisténi a vyznéni dila v€etné souvisejici
instalace uhelného balvanu do centra haly pfimo pod mozaiku podle

The academic painter Martin Sladky was the author
of a visual art design of the first VSB building in
1973. There was an intention to “paint the ceiling
of the united auditoriums” among other artworks
and design elements (signs, orientation system, wall
tiling, etc.). The author of the design, Martin Sladky,
himself made a proposal for an intended artistic
ceiling in the lobby of circular auditorium. A coal
boulder, previously located in the entrance lobby
of the Rector's Office building, from where it was
moved towards the end of 1972 from the second
floor of the blue pavilion of the Faculty of Metallurgy
and Geology in Hladnov, was to be installed below
the artwork located on a ceiling in the lobby.
Martin Sladky prepared the design for the mosaic
Takeoff using an encaustic technique (hot wax paint-
ing) in 1973. The theme and design had to be ap-
proved by the artistic committee of the Czech Fund of Fine Arts, where
the theme of the work assignment was defined as the Development of
Human Thinking. The author of the design for the circular auditorium,
architect Milena Vitoulova, did not participate in the selection of the
author of the artwork and its incorporation into the interior of the lobby,
because at that time she was on maternity leave. In her opinion, the
location and impression of the work, including the installation of the
boulder in the centre of the lobby, did not correspond to the original
author’s architectural intent. The architect imagined that the circular
auditorium would become a meeting point where students and teach-
ers could informally gather. In particular, the coal boulder (the second
largest piece of coal mined in the Czech Republic) in a central position
just below a circular mosaic in the centre of the space, however, does
not allow for any free movement and defines the walking paths around
a perimeter of the auditorium space.

Martin Sladky conceived the given topic The Development of Human
Thinking freely, in a decorative and abstract manner, in cool blue, grey
and white tones. The mosaic was entitled Takeoff. In other works of art
by this author depicting the same subject the form of a male figure
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Mozaika na stropé vstupni haly, pod ni instalovdn uhelny balvan (foto Roman Poldsek 2016) / A eiling mosaic

in the vestibule with a coal boulder installed below it (photo Roman Poldsek 2016)

jejiho vyjadreni neni v souladu s plvodnim autorskym architektonic-
kym zamérem. Architektka si pfedstavovala, ze kruhova hala bude
mistem setkavani a neformalnich kontaktl studentl i pedagogt.
Zejména uhelny balvan (druhy nejvétsi kus uhli vytézeny v Ceské re-
publice) v centralni poloze pfimo pod kruhovou mozaikou ve stfedu
prostoru vSak volny pohyb neumoziiuje a vymezuje trasy pohybu
po obvodu prostoru haly.

Martin Sladky zpracoval zadané téma Rozvoj lidského mysieni volng,
dekorativné a abstraktné, v chladnych modrych, Sedych a bilych od-
stinech. Mozaika byla pojmenovana Vzlet. V jinych autorovych dilech
se stejnym tématem je zfetelnéji rozeznatelna podoba muzské po-
stavy vzpinajici se mezi kruhovymi tvary pfipominajicimi vesmirna
télesa. U mozaiky v hale kruhovych poslucharen je motiv postav
méné ziejmy, mlzeme se domnivat, Ze jde o dvé stylizovana muz-
ska téla v nebeském prostoru. Toto vyznéni podporuje i samotny
kruhovy tvar mozaiky a zvolend barevnost. S&m autor v rozhovoru

standing between circular shapes reminiscent of
space bodies is more clearly recognizable. In the
mosaic in the lobby of the circle auditoriums, the
figures’ motif is less obvious, and we can assume
that they are two stylized male bodies in heav-
enly space. This interpretation is also supported
by both the circular mosaic itself and the chosen
colours. The author himself, in an interview about
the mosaic, commented on it this way, “You know,
I wanted the young people who are going to have
something to do with underground to have a lot
of cheerful brightness, and the blue colour in their
school above them.” The author's words relate to
the mining profile of the university at the time of
the mosaic creation (the interview is from 1976).
Only a few of today's undergraduate students ever
work underground.

The passing academics can still look for their own
interpretations in the shapes dynamically swirling
around a circular centre if they raise their eyes to
the ceiling while passing through the lobby. The contemporary text
describes the idea of the work as “trying to express the eternal human
desire to explore the world, to overcome nature, to benefit humanity
- Icarian and Promethean motives” that represented the symbolism
appropriate for the purpose of the space on the university campus. The
reference to Prometheus in an artwork appears in the campus for the
second time. In 1968 it was mentioned by the sculptor Vladislav Gajda,
the author of the relief above the main entrance to the University build-
ing. The fact that Prometheus himself used tricks in favour of humans
when negotiating with the authority of the Olympian deity is the other
side of this legend, the interpretation of which today lies in the hands
of contemporary academia.

k mozaice poznamenal: ,Vite, chtél jsem, aby
ti mladi, ktefi budou mit co délat pod zemi,
méli ve Skole nad sebou hodné veselého jasu
a modri.” Autorova slova se vztahuiji k hornické
profilaci Skoly v dobé vzniku mozaiky (rozho-
vor je z roku 1976), ze soucasnych studentd se
k praci v podzemi dostane uZ jen maloktery.

Kolemjdouci akademici mohou hledat ve tva-
rech dynamicky vificich kolem kruhového
stfedu vlastni interpretace, pokud pfi priicho-
du halou zvednou o¢i ke stropu. Dobovy text
popisuje myslenku dila jako ,snahu vyjadfit
odveéké lidské touhy poznavat svét, pfekona-
vat pfirodu, prospét lidstvu - motivy ikarovské
a prométheovské”, které v aredlu vysoké Skoly
v dobé vzniku dila predstavovaly symboliku
odpovidajici iCelu prostoru. Prométheovsky
odkaz ve vytvarném dile se objevuje v area-
lu vysoké Skoly uz podruhé - jiz v roce 1968
je zminovan sochafem Vladislavem Gajdou,
autorem reliéfu nad hlavnim vstupem do uni-
verzitni budovy.

Skutecnost, Ze sam Prométheus vyuzival pfi
vyjednavani s autoritou olympského boZzstva
ve prospéch lidi Isti, je druhou stranou této le-
gendy, jejiz dneSni interpretace jiz leZi v rukou
soucasné akademické obce.

Eva Spatkova

(1920-2015)

Akademicky malif Martin Sladky, ocenény v roce 1980
titulem zaslouzily umélec, se narodil v Hoficich v Pod-
krkonosf. Béhem valky studoval Uméleckopriimyslovou
Skoluv Praze a po vdlce vstoupil na prazskou Akademii
wytvarnych umént, kde byl Zdkem profesor(i Jakuba Ob-
rovského a Karla Mindre. Po absolutoriu v roce 1950 se
vénoval pro dobu 50. let typickym motiviim zobrazovani
pracujicich délnfkii a prostredf tovdren, huti a dold.
Mezi jeho prvni prdce pro architekturu patff ndvrh kamenné mozaiky, se kterym zvitézil v soutéZi
na vyzdobu nddraznfhalyv Karviné (1961-1962). Zde zatind fada jeho monumentdlnich realizact
v architektufe vytvorenych technikou mozaiky (kamennd mozaika pro Diim sluzeb na sfdlisti
v Praze-Pankrdci v letech 1965-1967 nebo sklenénd mozaika v aredlu krajské nemocnice
v Ostravé-Porubé z let 1967—1970). Mnohé dalSi monumentdini mozaiky autor vytvoril zejména
béhem 70. let pro riizné druhy vefejnych staveb. Do tohoto obdobf Ize zaradit i mozaiku Vzlet
umisténou na stropé haly kruhowyjch poslucharen v aredlu VSB. Na kondi 70. let pak autor zfskal
vyznamné zakazky na wytvarnou vyzdobu prazského metra pro stanici Staroméstskou a Leninovu
(dnes Dejvickd).

The academic painter Martin Sladky, awarded in 1980 with the title of Meritorious Artist, was born
in Horice, Podkrkonosf region. During the war, he studied at the Academy of Arts, Architecture
and Design in Prague, and after the war he enrolled at the Prague Academy of Fine Arts, where
he studied under the supervision of Professors Jakub Obrovsky and Karel Mindr. After graduating
in 1950, he devoted himself to the 1950's era typical motives portraying the working environment
of workers and factories, metallurgical plants and mines. His first works for architecture include
the design of stone mosaics, which won the architectural competition to decorate the railway
station hall in Karvind (1961-1962). Here begins a series of his monumental works for architecture
created by mosaic technique (the stone mosaic for the Centre of Services in a housing estate in
Prague-Pankrac in the years 1965—-1967, and the glass mosaic on the premises of the regional
hospital in Ostrava-Poruba from the years 1967—1970). The author created many other monu-
mental mosaics, especially during the 1970's, for various types of public buildings. This period also
includes the circular mosaic 7ake off mounted on the ceiling of the lobby of the circular auditoriums
on the campus of VSB-TUO. At the end of the 1970, the author received major contracts for the
artistic decoration of the Prague Old Town and Lenin (today Dejvickd) metro stations.



TEZBA UHLi POHLEDEM DUCHOVNIHO

COAL MINING FROM THE PERSPECTIVE
OF A PASTOR

Lumir €merda

Emblém Hornicko-geologické fakulty (Krajic zemé)
Emblem of the Faculty of Mining and Geology (Slice of Earth)
1967 (1980)

plvodné laminatovy reliéf na fasaddé Hornicko-geologické fakulty na Slezské Ostra-
vé (1967), pozdéji reliéf z javorového dfeva v patre vstupni haly budovy rektoratu

a fakult VSB-TUO (1980), @ 115 cm

Originally a laminate relief on the facade of the Faculty of Mining and Geology in Silesian
Ostrava (1967), later a circular relief in maple wood with a diameter of 115 cm; located
on the first floor of the lobby of the building of the VSB-TUO Rectorate (1980)

Vroce 1967 byl na fasadu jedné z budov Hornicko-geologické fakulty
Vysoké Skoly bariské v ¢asti Slezské Ostravy zvané Hladnov zavésen
nevelky laminatovy reliéf predstavujici emblém této fakulty. Jeho
autor Lumir Cmerda (* 1930) byl roku 1954 vysvécen na husitského
knéze a patrné si myslel, Ze jim bude po cely Zivot. Od détstvi ale také
dobre kreslil a vytvarnou €innost zacal na prelomu 50. a 60. let 20.
stoleti zdokonalovat na vecernich kurzech i usilovnou praci. Odejmuti
statniho souhlasu k vykonu duchovenského povolaniv roce 1963 jej
donutilo hledat si nové zaméstnani, které souhrou okolnosti nasel
v Parku kultury a oddechu mésta Ostravy - stal se jeho propagacnim
vytvarnikem. Z autodidakta se nahle zacal klubat velmi slibny umélec,
ktery byl brzy pFijat do progresivni Tvirci skupiny Kontrast a posléze
i do oficidIniho Svazu ¢eskoslovenskych vytvarnych umélcl. V roce
zhotoveni reliéfu pro Vysokou Skolu bariskou pak ziskal zaméstnani
na Utvaru hlavniho architekta mésta Ostravy.

Tvorba Lumira Cmerdy pro architekturu je charakteristicka tim, Ze
jde pFevazné o rozpohybované, naivné stylizované drevéné reliéfy.
Emblém Hornicko-geologické fakulty mél viak viset v exteriéru, a tak

In 1967, the facade of one of the buildings of the
Faculty of Mining and Geology, V5B Technical Uni-
versity in Hladnov, a district of Silesian Ostrava, was
decorated with a rather small laminate relief repre-
senting the emblem of this Faculty. The author, Lumir
Cmerda (*1930), was ordained a Hussite pastor in
1954 and perhaps thought he would stay a pastor
all his life. Since childhood, Lumir Cmerda also drew
quite well, and at the turn of the 1950's and 1960's
he started improving the quality of his art activities
by taking evening classes as well as through his own
hard work. When Cmerda was forbidden spiritual
activities in 1963, he was forced to find a new job,
which he was able to find by coincidence in the Ostra-
va Park of Culture and Rest, and soon he became
a display artist. From a self-taught artist he suddenly
started turning into a very promising professional
artist, who was soon accepted in the progressive
Creative Group Kontrast and later in the official Union of Czechoslovak
Fine Artists. In the year of creating the relief for V5B, he was employed
by the City of Ostrava's Chief Architect Department.

Lumir Cmerda’s works for architecture can be characterized as pre-
dominantly moving, naively stylized wooden reliefs. The Emblem of the
Faculty of Mining and Geology, however, was intended for hanging on
an exterior, so the author was forced to use a more weather-resistant
material, and therefore he chose the then popular laminate. It is likely
his only work made of this material, as he was never satisfied with it.
Perhaps due to this artist refused to move the original work from an
old building in Silesian Ostrava to the new location in Poruba in 1980
and suggested instead that for the same amount he would spend on
moving the art piece, he could make a new relief with the same theme
made of the material which is closer to him, of wood. Subsequently the
new emblem was hung on the first floor of the lobby of the building of
the Rectorate on 17. listopadu Street, where it can still be found today.
And how did it come about that a Hussite pastor gets to be commis-
sioned for a coal mining related relief? Lumir Cmerda tried more during
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Model emblému Hornicko-geologické fakulty VSB (foto archiv Lumira Cmerdy) / Em-
blem model of the Faculty of Mining and Geology (photo Lumir Cmerda’s private archive)

byl autor donucen ho vytvofit z materialu odolnéjsiho povétrnostnim
vliviim - zvolil tehdy populdrnilaminat. Jde patrné o jediné jeho dilo
z tohoto materialu. Nikdy s nim totiz nebyl spokojen. A tak se stalo,
Ze pri stéhovani fakulty ze Slezské Ostravy do Poruby v roce 1980

Detail pracujicich hornikii na reliéfnim emblému pro VSB / Detail of miners working on the relief emblem for V5B

his life than has been revealed. For reasons that led to him to choose
a career as pastor he became suspicious about the regime. After his
studies, he therefore did not take up army service, but was sent to serve
with auxiliary technical battalions, under which he worked in Karvina
mines. As it turned out later, Cmerda made good use of this forced
work when creating the relief with a mining topic. It would be very much
like Cmerda to enrich his work with something else, a certain dose of
national history and geography as well as a spiritual dimension. At first
glance we can see a mine with a mining tower, a pneumatic drill, a wheel
excavator, but also small figures of miners using traditional tools, an
underground rail and a windlass - a piece of history of the mining craft.
In the background of the shaft we can even see a silhouette of a trilobite
- a witness of the prehistory of our Earth. Circular shapes on the right
are somewhat blurred, but apparently in compositional harmony with
the overall shape of the artwork. The circle as a perfect geometric shape
thus dominates the relief. And when knowing other Cmerda’s works, at
least one of them will certainly remind us of a loaf of bread, referring
not only to the livelihood that each work brings, but also symbolizing
Christ's body received in the Eucharist: ,| am the bread of life. Whoever
comes to me will never go hungry.” (John 6:35) Lumir Cmerda entitled
this relief the Slice of Earth.

odmitl jeho pfeneseni na novou budovu a navrhl,
Ze za nabizenou castku, kterou by vynalozil na pre-
sun dila, zhotovi novy reliéf se stejnym namétem,
a to z materidlu, jenz je mu blizsi - ze dfeva. Novy
emblém byl nasledné zavéSen v patfe vestibulu bu-
dovy rektoratu a fakult na ulici 17. listopadu, kde jej
nalezneme dodnes.

A jak se stane, Ze husitsky farar dostane zakazku
na reliéf se vztahem k t&Zbé& uhli? Lumir Cmerda si
za zivot vyzkouSel vice, nez na néj bylo zatim pro-
zrazeno. UZ z principu, Ze se rozhodl pro knézskou
drahu, byl pro rezim osobou pfinejmensim pode-
zfelou. Po studiich tedy nenarukoval k vojsku, ale
byl odveden k pomocnym technickym prapordm
a faral na karvinskych dolech. Tuto nucenou ¢innost
pak mohl v dané tematice zurocit. Nebyl by to vak
Cmerda, aby si do dila nepFidal néco svého - jistou
davku vlastivédy a duchovni nadech. Na prvni pohled
vidime na reliéfu tézni véz s dolem, sbijecku, kole-
sové rypadlo, ale také malé postavicky délnikd s tra-
di¢nim naradim, podzemni kolejnici a vratek - tedy
kus historie hornického femesla. Na pozadi Sachty
se rysuje dokonce trilobit - pamétnik prehistorie
nasi zemé. Kruhové Utvary napravo jsou ponékud
zastrené, ale zjevné jsou v kompozi¢nim souladu
s celkovym tvarem dila. Kruh jako dokonaly geome-
tricky tvar tedy reliéfu vévodi. A se znalosti dalSich
Cmerdovych praci ndm jisté alespori jeden z nich
pripomene pecen chleba - odkazujici nejen k obZive,
kterou kazda prace prinasi, ale symbolizujici téZ télo
Kristovo pfijimané v eucharistii: ,Ja jsem chléb Zivota.
Kdo pfichazi ke mné, nikdy nebude hladovét.” (Jan
6,35) Lumir Cmerda Fika tomuto reliéfu Krajic zemé.

Jakub Ivanek

(*1930)

Lumir Cmerda se narodil roku 1930 v Plz-
ni. Studia absolvoval na Husové cesko-
slovenské bohoslovecké fakulté v Praze
v roce 1954 a stal se knézem Cirkve Ces-
koslovenské husitské. TéhoZ roku ode-
Sel s manzelkou na jeji fararské misto
ve Vratimové a sdm nastoupil vojenskou
sluzbu u pomocnych technickych prapord
v karvinskych uhelnych dolech. Poté byl fardfem na nékolika mistech na Ostravsku, ale
roku 1963 byl zbaven stdtniho souhlasu k wkonu duchovenského povolani. Dosavadnf
vytvarny konicek se mu stdva zdrojem obZivy — v letech 1964—1967 byl propagacnim
wytvarnikem Parku kultury a oddechu mésta Ostravy, 1967—1970 pracovnikem Utvaru
hlavnfho architekta mésta Ostravy. Roku 1964 se stal clenem Tvlrci skupiny Kontrast,
1967 Svazu Ceskoslovenskych vytvarnych umélcd. Roku 1973 se z existencnich divodd
odstéhoval do Prahy, ale swym dilem pro architekturu dale do oblasti Ostravska zasa-
hoval. Kromé destek drevénych reliéfli je také autorem fady kniznich ilustracf, kterym
se vénuje po roce 1989 predevsim.

Lumir Cmerda was born in Pilsen in 1930. He graduated from the Hus's Czechoslovak
Theological Faculty in Prague in 1954 and was ordained a pastor of the Czechoslo-
vak Hussite Church. At the same year, he followed his wife to her pastoral service in
Vratimov, while himself undergoing military service with auxiliary technical battalions
at mines in Karvin. After, Lumir Cmerda served a pastor in several parishes of the
Ostrava region, but in 1963 was stripped of his state approval for the performance of
the pastoral profession. His former artistic hobby became a source of livelihood — from
1964 to 1967 he obtained the position of display artist for the Ostrava Park of Culture
and Rest and between 1967-1970 he joined the Department of the Chief Architect
of Ostrava. From 1964 he was a member of the Creative Group Kontrast, from 1967
a member of the Union of Czechoslovak Fine Artists. In 1973, due to the unfavourable
existential situation, he moved back to Prague but, continued to affect the region
through his further artwork for architecture. In addition to dozens of wooden reliefs,
he is also the author of a number of book illustrations, to which he has devoted most
of his work life after 1989.
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LETICI CI PRESKAKUJICI?

FLYING OR JUMPING OVER?

Pavel Drda

Na pocdtku bylo kolo (Védeckotechnickd revoluce)
In the Beginning Was the Wheel (Scientific-Technical Revolution)
1987-1990

kruhovy reliéf z laminatu s reliéfnimi prvky z pocinovaného médéného plechu

o velikosti zhruba 200 x 260 cm, Ustiedni knihovna VSB-TUO

A remarkable work of art completed in 1990, the
corridor on the first floor of the new building of the
University library. Its author is the Wallachian sculp-
tor Pavel Drda (*1958), who has mostly preferred in
his art to work with clay. His studies at the Ceramic
School of Applied Arts in Bechyné, which preceded
the years he spent at the Academy of Arts, Archi-
tecture and Design in Prague in the studio of Josef
Malejovsky, and perhaps predestined him for this
ancient material of artistic expression. In the ma-
terial aspect, however, the relief for the University

A circular relief made of laminate, with relief elements of tinned copper plate with

dimensions approx. 200 x 260 cm, Central Library of VSB-TUQ, Ostrava-Poruba

Zajimavé umélecké dilo doplnilo v roce 1990 respirium v prvnim
patfe novostavby univerzitni knihovny. Jeho autorem je valassky
sochar Pavel Drda (* 1958), ktery se ve své tvorbé orientuje prevaz-
né na praci s hlinou. K tomuto prastarému materialu vytvarného
vyjadreni ho predurcilo uz studium na Stfedni priimyslové skole
keramické v Bechyni, které predchazelo letim stravenym na Vysoké
Skole uméleckoprdmyslové v Praze v ateliéru Josefa Malejovského.
V materialovém ohledu v3ak pfedstavuje reliéf pro Vysokou Skolu
bariskou vyjimku - je totiz vyroben z laminatu (kruhovy reliéf tvofici
pozadi) a pocinovaného médéného plechu (figurativni reliéfni prvek).
Kvli tomu si Drda k dilu pfizval i spoluautora - Martina Ceplechu.
Volba této materialové kombinace pak byla - soudé dle vysledného
ucinku - Uspésna.

Zadani prace v roce 1987 znélo Védeckotechnickd revoluce. Toto téma,
vyhovujici poslani knihovny technické univerzity, vSak znélo sochafri
prilis oficialné. Nastésti ale bylo také dost Siroké, aby si jeho ob-
sah upravil podle vlastniho naturelu. Drda tehdy casto poslouchal
Voskovce a Wericha. Znal tedy i jejich pisen Civilizace, ktera v dobé
hospodarské krize 30. let 20. stoleti nahliZzela téma lidského pokroku
ponékud kriticky. Na po¢atku byl GZasny vynalez kola (na reliéfu sym-
bolizovany tfemi ozubenymi koly v jeho dolni ¢asti), ale jeho vynalezce

represents an exception in that it is made of lami-
nate (a circular relief creating the background) and
tinned copper sheet (a figurative relief element).
Because of this, Drda even invited the co-author,
Martin Ceplecha, to cooperate. The choice of this material combination
was, judged by the resulting effect, successful.

The 1987 project assignment was entitled The Scientific-Technical Revo-
lution. However, the given topic that suited the mission of a technical
university library sounded too official to the sculptor. Fortunately, it
was also broad enough, so he could modify its content to suit his own
nature. At that time, Drda often listened to Voskovec and Werich (also
as V + W) and he knew their song Civilization, which viewed the topic
of human progress somewhat critically during the economic crisis of
the 1930's. At the beginning, there was the amazing invention of the
wheel (symbolized by three cogwheels at the relief's bottom part), but
its inventor wanted too much for it from the people, so another round
thing that offset its cost emerged - money. Although the song was actu-
ally a criticism of the pre-war world “order”, it is questionable whether
such a thorny and, above all, critically-aimed theme would have been
approved by the artistic committee in the late 1980's. Finally, however,
Flying, which was the name he spontaneously gave to the statue, passed.
But, is it really a flying figure that we could boldly assign to a crowd of
popular astronauts traveling the universe in the state of weightlessness?
In that case, the astronaut would be missing an important attribute -
a space suit! Our “Flying” is clearly naked. He represents more of an
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Relief na chodbé v budové knihovny, celkovy pohled (foto Roman PoldSek, 2016) / Relief in the corridor of the library building, overall view (photo Roman Pold$ek, 2016)

chtél za néj od lidi pFilis mnoho, a tak vznikla jina kulata véc, ktera
jeho cenu vyvarzila - penize. Ackoli pisen byla vlastné kritikou pred-
valecného svétového ,Fadu”, je otazkou, zda by tuto inspiraci, pokrok
vlastné problematizujici, umélecka komise na konci 80. let schvalila.
Ve vysledku v3ak Letici, jak je socha spontanné nazyvana, prosel.
JenZe - jde opravdu o letici figuru, kterou bychom mohli sméle pfifadit
k zastupu tehdy oblibenych kosmonautl brazdicich vesmir ve stavu
beztize? Vzdyt v tom pfipadé by postradal duleZity atribut - skafandr!
Nas , letici” je totiZ zjevné nahy. Jde tedy spiS o sportovce (olympionika
se v3im v3udy) zdolavajiciho latku, ktera je na reliéfu pfitomna jednak
coby prohnuta médéna ty¢, v preneseném vyznamu pak jako Cislice
2000 na draze ztvarnéné v zadnim planu. Drda pomyslel na blizici
se prelom stoleti a milénia, ktery sliboval symbolicky krok kupredu.
Ze tento preskok pomyslné ¢asové latky nakonec nepfines| spinéni
vSech spolecenskych ocekavani, v podstaté jen doklada neustalou
platnost textu pisné dvojice V + W. A tak se Ize i nad reliéfem Pavla
Drdy zamyslet, kam aZ nds to kolo vlastné posunulo...

athlete (an Olympian with all the attributes), who is jumping over the
bar, which is present in the relief on the one hand as a bent copper
rod, and then in a figurative sense as a 2000 figure inscribed on a track
(depicted) in the back design. Drda thought of the approaching turn
of the century and the millennium, which promised a symbolic step
forward. The fact that this jump over the imaginary time bar finally
did not meet all of society’s expectations basically just demonstrates
that the lyrics of the song by the duo V + W are still topical. So looking
at Pavel Drda’s relief, we can ponder how far forward the wheel has
actually moved us...

Jakub Ivanek

(*1958)

Pavel Drda se narodil v Hranicich. Vy-
studoval v letech 1973-1977 Stfednf
primyslovou Skolu keramickou v Bechyni
a roku 1983 absolvoval na Vysoké Skole
uméleckoprimyslové v Praze u Josefa
Malejovského. Ackoli se jeho tvorba
neomezuje na jeden materidl, vidy mu
nejvice vyhovovala prdce s hlinou. Jiz
7a dob studif zaujal plastikami zvifat ¢i dynamicky ztvdrnénymi figurami (napf. Skateboard, 1981).
V dalsf tvorbé prevdzila postava — symbolicky pojatd, nebo az rozverné stylizovand. Jeho realizace pro
architekturu a vefejny prostor nalezneme na nékolika mistech v Cechéch, ale zejména na Vsetinsku
(Karolinka, Vsetin, Francova Lhota, Horni Becva) a v Moravskoslezském kraji (Polanka nad Odrou,
Orlovd, Klimkovice, Ostrava, Koprivnice). Pavel Drda Zije a tvofi v Bystficce nedaleko Vsetina.

Pavel Drda was born in Hranice. In the years 1973-1977 he studied at the Secondary School of Ceramics
in Bechyné, and in 1983 he graduated from the Academy of Arts, Architecture and Design in Prague
under Professor Josef Malejovsky. Although his work does not limit itself to a single material, he has
always preferred to work with clay. Already during his studies, he created impressive sculptures of
animals and dynamic figures (for example Skateboard, 1981). Later in his work, the figure dominates
— whether symbolically conceived, or playfully stylized. His works for architecture and public space
can be found across in several places across the Czech Republic, but most can be found in the Vsetin
area (Karolinka, Vsetin, Francova Lhota, Horni Betva) and in the Moravian-Silesian Region (Polanka
nad Odrou, Orlovd, Klimkovice, Ostrava, Kopfivnice). Pavel Drda has long been living and working in
Bystricka near the town of Vsetin.



STROM ZIVOTA JAKO UKAZ GEOLOGICKY
TREE OF LIFE AS GEOLOGICAL PHENOMENON

Josef Treuchel

Geologie (Strom Zivota)

Geology (Tree of Life)

1986-1987

sklenéna mozaika ze Stipaného hutnického skla o rozmérech 200 x 600 cm
geologicky pavilon prof. Frantiska Poepného v arealu VSB-TUO

A glass mosaic of chipped glass enamel measuring 200 x 600 cm; Geological Pavilion of
Prof. Frantiek Pogepny on the VSB-TUO campus

Jeden z péti ndvrh( predloZenych komisi v fijnu 1986, ktery predstavuje tradicni ztvdrnéni ndmétu s figurdinim
motivem rodiny / One of the five designs submitted to the board in October 1986, which represents a traditional
rendition of the theme with a figural family motif

Geological Pavilion of Prof. FrantiSek PoSepny in
Ostrava-Poruba gathers and keeps mineralogical,
petrographic, paleontological and regional geologi-
cal collections, which serve for teaching, research
and popularization purposes. Although in docu-
ments from the time of its construction it had been
referred to as a “geological documentation”, it is
essentially an exhibition building, where stones and
rocks are the museum exhibits. This special gallery
was supposed to be complemented by a work of art.
The visual design of the building from 1985, drawn
by architect Vladimir Svoboda, intended a popular,
although a variously construed theme at that time,
the Tree of Life. Under this title, the artists presented
many different images. One artist created a stylized
tree with its fruit, another associated the theme
with the motif of the family, the third accepted the
assignment as an environmental issue, and another
remembered the biblical tree of life that referred
to sin and redemption. None of these concepts,
however, quite fit in the geological pavilion. Thus,
when commissioned Koprivnice-based painter, the
already Meritorious Artist Josef Treuchel, prepared
one of the five designs submitted to the artistic
committee, which presented an image of the family
with a tree in the background and prevailing shades
of green associated with the spring, he could not
possibly succeed. By the coincidence, we have pre-
served this design and it has been interesting to
compare it with “option no. 3", which was eventu-
ally selected and implemented. It illustrated the

Geologicky pavilon prof. FrantiSka PoSepného v Ostravé-Porubé evolution of life from the aspect of geological formation of our planet.

schrafiuje mineralogické, petrografické, paleontologické aregionalné Here, Treuchel omitted the figurative motif and the tree in the centre

geologické sbirky, které slouZzi k pedagogickym, védecko-vyzkumnym  of the mosaic adapted more to a volcano with lava flowing from the

i popularizacnim Gceldim. Ackoli v dokumentech z doby jeho vystavby  depths of the earth forming its surface. He tuned the mosaic to bright

se 0 ném hovofi stroze jako o ,skladu geologické dokumentace”, jde  red colour with contrasting bright yellow (especially the large sun on
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Geologie - Strom Zivota, celkovy pohled (foto Roman Poldsek, 2016) / Geology - Tree of Life, an overall view (photo Roman Poldsek, 2016)

v podstaté o vystavni budovu, kde jsou kameny v roli muzejnich ex-
ponatl. Tuto zvlastni galerii mélo vhodné doplnit také umélecké dilo.
Vytvarny generel stavby z roku 1985, zpracovany architektem Vla-
dimirem Svobodou, zamyslel tehdy oblibeny, avsak rdzné chapany
namét Strom Zivota. Pod timto nazvem si vytvarnici predstavovali
ledacos - jeden vytvofil stylizovany strom s plody, druhy si namét
spojil s motivem rodiny, jiny pfijal zadani jako ekologickou otazku
a nékdo si vzpomnél také na biblicky strom zivota, ktery odkazoval
k hfichu i jeho vykoupeni. Ani jedno z téchto pojeti by vSak do geo-
logického pavilonu pfilis nezapadlo. KdyZ tedy zakazkou povéreny
kopfivnicky maliF, tehdy jiz zaslouZily umélec Josef Treuchel zpraco-
val jeden z péti ndvrhl predloZenych umélecké komisi jako obraz
rodiny se stromem v pozadi a pFevaZzujici zelenou barvou asociujici
jaro, nemohl s nim uspét. Shodou okolnosti se nam praveé tento
navrh zachoval a je zajimavé ho srovnat s ,variantou €. 3", ktera byla
nakonec vybrana a realizovana. Znazornila totiz vyvoj Zivota pravé
z hlediska geologického utvareni nasi planety.

Treuchel z ni vypustil figurdlni motiv a strom ve stfedu obrazu pfi-
podobnil vice sopce, kterou proudi z hlubin zemé lava utvarejici

the left, perhaps the only direct link between the two known designs)
and dark blue (the cooled lava). The expressivity is typical for Treuchel,
and one suspects the influence of the Czech painter Jan Bauch and
the Dutchman Vincent van Gogh. Compared to the moderate “fam-
ily" design, selected option no. 3, which we could undoubtedly entitle
Geology, shows more vital and more convincing. Moreover, it is also
a better fit in in Treuchel's work as whole, which is characteristic by
emotional, almost symbolically experienced stylization of reality. Besides
more traditional themes such as the landscape of a Beskydy mountain
area or of boats in harbours, he also painted industrial Ostrava and
its emerging mines as well as bleak dark corners of shafts and coking
plants sharing with viewers the mysterious myth of the birth of coal.
In this point, Treuchel's painting work converges with a mosaic made
for the VSB-TUO. The high-quality implementation of its design was
greatly helped by the use of chipped glass enamel, the most costly and
the most impressive technique that allows for the use of a plethora of
colour shades. As said by the ancient Romans, who were also big fans
of mosaic art: “Finis coronat opus”.

jeji povrch. Obraz vyladil do zafivé Cer-
vené barvy s kontrasty stejné vyrazné
Zluté (predevsim velké slunce nalevo
- asi jediné pfimé pojitko mezi obé-
ma znadmymi navrhy) a tmavé modré
(zchladla lava). Expresivita vyjadreni je
pro Treuchela typicka a dava tusit vliv
Ceského malife Jana Baucha i Holanda-
na Vincenta van Gogha. Oproti umére-
nému ,rodinnému” navrhu se ukazuje
zvolena varianta €. 3, kterou bychom
bezesporu mohli pojmenovat Geologie,
Zivotné&jsi a presvédcivéjsi. Ostatné také
vice zapada do celku Treuchelova dila,
charakteristického emocialni, az sym-
bolicky prozZitou stylizaci skute¢nosti.
Vedle tradi¢négjsich témat, jakymi byla
krajina Pobeskydi ¢i barky v pfistavech,
maloval téZ primyslovou Ostravu se
vznikajicimi doly a syrové temna zakouti
Sachet a koksoven vypravéjici tajemny
mytus o zrozeni uhli. V tomto bodé se
Treuchelovo malifské dilo s mozaikou
pro Vysokou 3kolu banskou v podsta-
té styka. Kvalitni realizaci jejiho navrhu
pak vyrazné napomohlo uplatnéni Stipa-
ného hutnického skla - nejnakladnégjsi
a nejplsobivéjsi techniky, kterd umoz-
nuje vyuZziti nepreberného mnoZzstvi
barevnych odstind. Chtélo by se Fici
spolu se starymi Rimany, ktefi rovné?
mozaikarskému uméni holdovali: ,Finis
coronat opus”.

Jakub Ivanek

(1925-1990)

Josef Treuchel se zprvu vyucil strojnim zdmecnikem
a pracoval jako déInik v kopfivnickém zdvodé Tatra.
Tam zacal navstévovat vytvarny krouzek Zavodniho
klubu ROH, kde poznal malitku Helenu Salichovou, jez
ho privedla k umélecké tvorbé. V letech 1952-1959
pak vystudoval malifstvi na Akademii vytvarnych umé-
ni v Praze u krajindfe Otakara Nejedlého, pozdéji
u Antonina Pelce a Vlastimila Rady. Jiz roku 1959
se stal clenem Svazu Ceskoslovenskych vytvarnych umélcti. VEtSinu Zivota stravil v Kopfivnidi, jejiz
bIiZSt i Sirsi okoli Casto ztvarioval ve svych krajinomalbdch. Druhym charakteristickym ndmétem
Treuchelovych obrazdl jsou pfimorské pristavy s barkami, které poznal na svych cestach po Evropé.
0d 70. let ztvarnioval intenzivné také prdmyslovou krajinu Ostravska. Formalné presel od realismu
k expresivnimu a emociondIné profitému zachycenf skutecnosti. Jeho krajiny (napf. Uvozovd cesta,
Jaro) i syrové priimyslové vyjevy (napr. Koksovna 1. kvétna, cyklus Zrod a dobyvdni uhli) v sobé casto
nesou myticky rozmér. Pro architekturu vytvarel zejména art-protisy (jeho poslednim dilem se stal
art-protis pro Beskydské divadlo v Novém Jicing, 1990), ale je té7 autorem navrhd dvou sklenénych
mozaik. Byl clenem Svazu ceskych wytvarnych umélcli a v roce 1983 ziskal titul zaslouZilého umélce.

Josef Treuchel first completed his apprenticeship as a machine fitter and worked at the Tatra plant in
Kopfivnice. There he started attending an art club run under a Factory Club of Revolutionary Union
Movement, where he met the painter Helena Salichovd, who brought him to the artistic creation. In the
years 1952—1959 he studied painting at the Academy of Fine Arts in Prague under supervision of the
landscape painter Otakar Nejedly, later on under Antonin Pelc and Vlastimil Rada. In 1959 he became
a member of the Union of Czechoslovak Fine Artists. Treuchel spent most of his life in Kopfivnice, the
nearer and wider surroundings of which he often portrayed in his landscape paintings. The second
characteristic feature of Treuchel’s paintings is the sea harbours with boats that he had seen on his
travels across Europe. Since the 1970s, he had also intensively depicted the industrial landscape of
Ostrava. He has formally switched from realism to expressive and emotional capture of reality. His
landscapes (such as the Hollow Way, Spring) or raw industrial scenes (such as the 7. kvétna Coking Plant,
a cycle the Birth and Mining of the Coal) often bear a symbolic dimension of a myth. For architecture
Josef Treuchel created mainly art-pratis (his last art-protis work is the one for the Beskydy Theatre in
Novy Jicin, 1990), but he is also the author of designs of two glass mosaics. He was a member of the
Union of Czech Fine Artists and in 1983 he was awarded the award and title of a Meritorious Artist.
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FRAGILE VERTICAL

KREHKA VERTIKALA

JindFich Wielgus, Jan Kudlacek

Stéla / Stela
1966-1967

abstraktni vyrazné vertikalni plastika z epoxidové pryskyfice ukotvena
na betonovém podstavci vysoka cca 8 m, v travniku pred hlavnim vstupem
do budovy vysokoskolskych koleji navazuijicich na areal VSB-TUO v Porubé

Stela by the sculptors Jindfich Wielgus and Jan
Kudlacek from 1966-1967 sits in the courtyard area
outside the entrance to the main building of the
University dormitories. It forms a vertical accent,
alandmark or a signpost between individual dormi-
tory blocks. The surface of Stela is dark, castellated,
wrinkled and supplemented with symbolic technical
details, which are not at all visible from a distance,
such that most passers-by perceive the installation
simply as an erected pole. Stela was made of lami-
nate that is not considered to be a durable material

An abstract, significantly vertical sculpture made from epoxy resin mounted on a concrete

base, 8 m high, located on the lawn outside the main entrance to the University

dormitories connecting to the VSB-TUO campus in Poruba

Stéla od JindFicha Wielguse a Jana Kudlacka z let 1966-1967 stoji
v prostoru nadvori pfed vstupem do hlavni budovy studentskych
koleji. Tvofi vertikalni akcent, orientacni bod nebo rozcestnik mezi
jednotlivymi bloky koleji. Povrch stély je tmavy, prolamovany,
zvrasnény a doplnény symbolickymi technickymi detaily, které
ale nejsou z dalkovych pohledl vibec viditelné, takze vétsina
okolojdoucich vnima stélu prosté jako vztyceny sloup. Stéla byla
vytvofena z laminatu jako malo trvanlivého materialu, a proto
trpi poSkozenim jiz od doby instalace ve druhé poloviné 60. let.
Problematické bylo jak statické zajisténi vysokého sloupu, ktery
pfi vétrném pocasi trpél vibracemi, tak odolnost pomérné kreh-
kého materialu. Dodatecné opravy jsou na povrchu materialu
jasné patrné.

V dile Jindficha Wielguse je abstraktni stéla dilem vymykajicim
se hlavnimu sméru jeho tvorby, ktery tvofily figurativni naméty
v plastikach i reliéfech. Figuralni motivy charakteristickych obje-
mu s tématy rodiny, mladi a prace jsou pfitomny i na reliéfech
od téhoz autora v interiéru hlavni chodby koleji.

and therefore it has suffered from damage since
its installation in the second half of the 1960's. The
problem was both from the static securing of the
tall pole, which suffered from vibration in windy
weather, and the resistance of relatively fragile ma-
terial. Additional repairs are clearly visible on the surface of the material.
In the work of Jindfich Wielgus, this abstract, Stela is a work outside
the main direction of his works, which were represented by figura-
tive themes in sculptures
and reliefs. The figurative
motives of characteristic
volumes on family, youth,
and work are also pres-
ent on the reliefs by the
same author in the interi-
or of the main dormitory
hallway.

Eva Spackové

B M

Vstup do studentskych koleji s Wielgusovou stélou
(foto Petr Sikula) / Entrance to the student dormito-
ries decorated with Wielgus's Stela (photo Petr Sikula)

B o
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ZTRACENI V DLOUHEM KORIDORU

LOST IN A LONG CORRIDOR

JindFich Wielgus

TFi reliéfy / Three Reliefs
1981

Reliéfni dFfevéné desky ve vstupnich prostorach jednotlivych blokl studentskych
koleji VSB-TUO v Ostravé-Porubé& / Wooden relief panels in the entrance areas of

individual blocks of the VSB-TUO dormitories in Ostrava-Poruba

blok C/ C Block - Mlddi / Youth, 98 x 90 cm, Lidovd pisen / Folk Song, 98 x 180 cm;
morené dievo; znaceno na levé desce v levém hornim rohu ve vyrytém kruhu JW
stained wood; marked on the left panel in the upper left corner in the engraved JW

circle

blok D / D Block - Hornici (Prdce) / Miners (Work), 152 x 295 cm; morené drevo;
znaceno v levém hornim rohu ve vyrytém kruhu JW / stained wood; marked in the

upper left corner in the engraved JW circle

blok E / E Block - Ldska / Love, 97 x 180 cm, Rodina / Family, 97 x 90 cm; dfevo
bez mofeni; znaceno 1) na pravé desce v levém hornim rohu ve vyrytém kruhu
JW, 2) na levé desce dole uprostfed vyryto vrapovanim ve struktufe reliéfu JW
plain wood with no staining; marked 1) on the right panel in the upper left corner
in the engraved JW circle, 2) on the bottom left panel in the middle engraved by the

wrapping in the relief structure JW circle

Trojice nizkych reliéfd s figuralni kompozici zahrnuje faze Zivota odvi-
jejiciho se od mladi, pfes praci k harmonické roding. V levé ¢asti dvoj-
reliéfu Mlddi a Lidovd pisefi je zobrazen akt divky zasnéné vzhliZejici
ke slunci, v pravé ¢asti sedi proti sobé v profilu dvojice jinocha-piStce
a divky laskajici se snad s rzi. Reliéf Hornici/Prdce postihuje dvojici
muzl pracujicich v dole; levy hornik polosedé nabira lopatou uhli,
postava vpravo pololeZe dobyva uhli sbijeckou. Posledni dvojreliéf
Rodina a Ldska zUstal oproti predchozim deskam bez polychromie.
Cast vlevo zachycuje k sobé se priklangjici dvojici muZského a Zen-
ského aktu, prava deska sedici matku s ditétem.

Trio of low reliefs with a figural composition include
the stages of life unfolding from youth through work
to a harmonious family. On the left side of the
double relief Youth and Folk Song, there is a nude
rendition of a girl dreamily looking up towards the
sun, and on the right side there is a couple sitting
across from each other shown in profile - a young
man-piper and a girl biting an apple. The Miners/
Work relief depicts a pair of men working in the
mine; @ miner on the left is shovelling coal, half-
sitting; the figure on the right, half-lying, is mining
coal with a pneumatic drill. The remaining double
relief, Family and Love, remained, compared to other
panels, without polychromy. The left part shows
anude couple leaning towards each other; the right
part shows a mother sitting with her child.

After rather unfortunate attempts of non-figurative
work (including Stela from 1966-1967 in the en-
trance courtyard of the V5B dormitories, in coop-
eration with Jan Kudlacek), Wielgus returned to the
modelled human figure. This work also includes
wooden reliefs, five of which found their place in the
entrance vestibules of interconnected VSB dormi-
tory buildings. In the 1980s, the author draws on
past certainties, especially in relation to the human
body. The figures, especially women in his wooden
paintings, are mostly modelled in low relief (bas-relief). However, the
shade effects in sharply undercut contour lines evoke the illusion of
a high relief (haut-relief) and a deeper space than is in the carving
material.

The same technique was also used in the reliefs located at the premises
of university dormitories. All of them have a similar overall format, with
the exception of Miners/Work relief where both panels are combined
into one complex of images. Otherwise, other double reliefs depicting
more intimate subject matter, Youth with Folk Song and Family with
Love, are composed of two separate parts, aligned in a 2:1 format. Al
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Fotografie ateliéru JindFicha Wielguse z tinora 1988 zachycujici variantu reliéfu Lidovd piser, ktery osadil jiZ roku 1981 na kolejich VSB, zdd se dosvédcuje, Ze stejny motiv uplatnil Wielgus
pozdéji jesté jinde (foto Hana Cihalovd pro GVUO) / A photo showing Jindfich Wielgus's studio in February 1988 depicting the version of the Folk Song relief, which he had installed at the VSB
dormitories in 1981, it shows that the same motif was used by Wielgus later, somewhere else (GYUO archive, photo Hana Cihalovd)

Po nepfilis Stastnych pokusech o nefigurativni tvorbu (patfi k nim
i Stéla z let 1966-1967 ve vstupnim nadvofi koleji VSB, ve spolupréci
s Janem Kudlackem) se Wielgus vraci k poctivé modelované lidské
postavé. K této vrstvé se fadi i dfevéné reliéfy, z nichz tfi kompozice
nasly misto rovnéz ve vstupnich vestibulech na sebe napojenych
jistot, pfedevsim ve vztahu k lidskému télu. Postavy, zejména Zeny
na jeho drevénych obrazech, jsou vétSinou modelovany v nizkém
reliéfu (basreliéfu). Stinové efekty v ostfe podfezdvanych obryso-
vych liniich v8ak vyvolavaji na pfislusnych mistech iluzi vysokého
reliéfu (hautreliéfu) a hlubSiho prostoru, neZ je ve hmoté rezby.

three works of art are set on a white background and united in simple
non-profiled frames. Although separated from each other by intercon-
necting corridors, they connect with each other through the subject,
which lies within the socialist realism doctrines: happy youth age full of
promise, as well as work and family, are perceived as the perspective of
socialist society. In the normalization period, however, the author failed
to fulfil the ideological direction with a formal elaboration. He skipped
a detailed description, shaped the bodies in uniting curves, and lyricizes
the connection between figures - with the exception of the work theme.
In the case of a musical thematic, the poetic aspect is intensified us-
ing a staining technique accentuating the red sun and apple. The last

Pravd cdst dvojreliéfu Middi a Lidovd pisefi (foto Roman Poldsek, 2017) / The right section of a double relief entitled Youth and the Folk Song (photo Roman Poldsek, 2017)

Takto jsou zpracovany i reliéfy v prostorach studentskych koleji.
VSechny maji podobny celkovy format, jen v reliéfu Hornici/Prdce
jsou obé desky spojeny do jednoho obrazového celku. Jinak dalsi
dvojreliéfy s intimné&jSimi ndméty, Mlddi's Lidovou pisni a Rodina s Lds-
kou, jsou sloZeny ze dvou oddélenych ¢asti, sladénych ve formatu
2 :1.VSechny tfi celky jsou umistény na bilém pozadi a sjednoceny
v jednoduchych neprofilovanych rdmech. PfestoZe od sebe vzdaleny
propojovacimi chodbami, navazuji na sebe namétem, ktery patfi
do schémat socialistického realismu - Stastné a nadéjné mladi, prace
a rodina jsou chapany jako perspektiva socialistické spolecnosti.
V obdobi ,normalizace” vak autor vyZzadovany ideovy smér nenapl-
nil formalnim zpracovanim. Pomiji detailni popis, utvaritélo ve sce-

third relief, for some reason, was never depicted in a colour version.
Adreamy girl figure, a mother with her child, or a music theme repeats in
Wielgus's work. The similar relief panels can be found in the Prague City
Gallery, where the Mother with Her Child or the Song of Rose are genetic
predecessors of the Poruba collection. Similarly, Healthy Environment
(1986) in the neighbouring premises of the University Hospital repeats
the connection of a mother and a child in a full-dimensional form as
a stone sculptural group.
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Reliéf Hornici/Prdce (foto Roman Poldsek, 2017) / The Miners/Work relief (photo Roman Poldsek, 2017)

lenych oblinach a spojeni postav - vyjma pracovniho
nameétu - lyrizuje. V hudebnim namétu se poeticka
stranka zesiluje jesté morenim s akcentem rudého
slunce a kvétu. Zda se, zZe v poradi poslednimu reli-
éfu se uz z néjakého dlivodu barevného zpracovani
nedostalo. Zasnéna divei postava, matka s ditétem
nebo motiv hudby se ve Wielgusoveé tvorbé opakuiji.
Podobné reliéfni desky bychom nasli napf. v Galerii
hlavniho mésta Prahy, kde Matka s ditétem nebo Piseri
o riZi jsou genetickymi predchldci porubskych praci.
Stejné tak Zdravé Zivotni prostredi (1986) v sousednim
arealu Fakultni nemocnice opakuje v plné objemové
formé spojeni matky s déckem v kamenném sousosi.

Marie Stastna

Umisténi dvojreliéfu na sténé v aredlu koleji (foto Roman Poldsek, 2017) / Location of the relief on the wall
in the area of the students’ dormitory (photo Roman Poldsek, 2017)

(1910-1998)

Studoval na Akademii vjtvarnych uménfv socharském ateliéru Karla Dvofaka (1931-1934) a v medailérské
specidlce Otakara Spaniela, ktery se vénoval také kresbé, grafice a ilustracim. U swjch prazskych uiteld se
setkal s velkodechym idealizujicim realismem myslbekovské a lyrismem Stursovské tradice. Poznal antiku
i renesanci, sochu harmonicky komponovanou, logicky stavénou a pevné modelovanou. Z klasického
socharstvi pochopil také princip monumentality, jenZ nespocivd v méfitku, nybrz v utvafeni sochy. BEhem
studijniho pobytu v Rimé& dokonce v roce 1938 vystavoval.

Diky podstatné casti svého dila je Wielgus povazovan za regiondlniho autora svdzaného bytostné s Ostravskem,
prestoze prevdznou cast Zivota — od studif aZ do smrti — strdvil v Praze. Na Ostravsko se v3ak opakované
vracel, a to jak tematicky, tak fyzicky. Byl clenem Moravského sdruzenf vytvarnych umélcd, spolupracoval
s moravskymi umélci Zijicimi v Praze a soustredénymi ve spolku Ales, v ostravském Domé uméni opakované
vystavoval. A tak jako v Praze patfil ke generaci sochaf(, kteff se zapsali do Ceskych déjin uméni (Karel Hladfk, Alois Sopr, Jan Kavan ¢i Ladislav Zivr), ve svém rodném
kraji se setkdval se sochafskymi vrstevniky, kteff naopak region neopustili (Antonin Ivansky nebo Karel Vavra). Podstatné bylo patrné i setkanf se starsim Augustinem
Handzelem, s nim? sdilel nepatetické, ale monumentalni socharské ztvarnéni téZce pracujictho muze. Wielgusovy sochy mézeme najit v Ostravé, Opaveé, Havitové,
Orlové, Karviné nebo Frydku-Mistku. Pracujici a socialné urceny clovék, jakym je napf. ikonicky Havif's kvddrem (1942—1945), vsak nebyl jedinym tématem jeho tvorby;
v jeho portfoliu nalezneme rovnéZ mnohokrat ztvarnénou Zenskou postavu — tu v plnych barokizujicich tvarech, jindy zase subtilngjsf s lyrickym pfidechem. Stejné
jako u jinych umélcd, kteff pracovali v padesatych a Sedesatych letech, se otisklo u Wielguse poznani tvorby Henryho Moorea. Volné se mu pfiblizil v sousosf sedicf
dvojice Podvecer (1963) na porubské Hlavnf tiidé, které patfi k jeho nejlepsim vykonlim pro méstsky exteriér.

JindFich Wielgus studied at the Academy of Fine Arts at Karel DvoFak’s sculpture studio (1931-1934) and Otakar Spaniel’'s medal specialist course, who also devoted himself
to drawing, graphics and illustrations. With his Prague teachers, Wielgus met with the traditions of grandiose idealistic realism with Myslbek, and lyricism with Stursa.
He studied both the Antique and Renaissance, the statue harmoniously composed, logically sculpted and firmly modelled. Regarding classical art of sculpture, Jindfich
Wielgus also learned the principle of monumentality, which does not lie in scale, but in statue creation. During his study stay in Rome in 1938 he had his own exhibition.
Thanks to a substantial part of his work, Wielgus is regarded as a regional author essentially tied to the Ostrava area, despite the fact that he spent most of his adult life,
from his studies to his death, in Prague. However, he repeatedly returned to Ostrava, both thematically and physically. He was a member of the Moravian Association of
Fine Artists, cooperated with Moravian artists living in Prague and associated with the AleS Association. He had repeatedly exhibited in the Art House in Ostrava. And so
as in Prague he belonged to a generation of sculptors who gained a place in Czech art history (Karel Hladik, Alois Sopr, Jan Kavan, and Ladislav Zivr), Wielgus continued
to cooperate with sculptural peers who never left the region (Antonin Ivansky and Karel Vavra). His encounter with the older Augustin Handzel, with whom he shared
an authorship of non-pathetic but monumental sculptural representation of a hard-working man, also seemed to be essential for him. Wielgus's statues can be found
in Ostrava, Opava, Havifov, Orlovd, Karving, and Frydek-Mistek. Working and politically determined people, such as are the iconic 7he Miner with The Block (1942—1945),
were not the only subject theme of his works. In his portfolio we also find an oft portrayed female figure, one with sometimes corpulent baroque shapes, and sometimes
with a more delicate built and a lyrical touch. Similar to other artists who worked and created in the 1950's and 1960's, Wielgus shows some influence by Henry Moore's
work. He was freely approached in the sculpture of a sitting couple entitled Podvecer (Farly Evening) (1963) on Poruba’s district Hlavni tfida (Main Avenue), which is one
of his best works created for the urban exterior.



OBLE TVARY BEZ VODY

ROUND SHAPES WITHOUT WATER

JiFi Myszak
(architektonicka spoluprace / architectural cooperation Vladimir Svoboda)

Fontdna / The Fountain

1979-1982

fontana z glazovaného Samotu tvorena Sesti segmentovymi sloupky v odstinech
okrovych a modrych o vysce od 127 do 223 cm umisténymi v kruhové vodni nadrzi
o prliméru 5m, v atriu arealu vysoko$kolskych koleji VSB-TUO v Ostravé-Porubé

A fountain made of glazed fireclay consisting of six segmented columns in ochre and blue
shades, with a height ranging from 127 to 223 cm placed in a circular water tank with
a diameter of 5 m; located in the atrium of the VSB-TUO dormitories in Ostrava-Poruba

The Fountain installation is a group of six profiled
columns made up of differently shaped ceramic
discs. The columns are irregularly placed in a cir-
cular tank with a raised curb and paved ceramic,
blue glazed bottom. The individual segments of the
columns are placed on top of each other and inside
are joined and reinforced with concrete filling; their
surface is glazed in creamy, ochre, and blue shades.
The water was originally running down from the
tops of the columns and was collected in a tank.

The Fountain belongs to Myszak's ceramic art col-
lection. It is a purely decorative work which was
supposed to complement an atrium at the student
dormitories, and to liven up the atmosphere of the
space with the presence an area of flowing water.
Today, the building is no longer connected to an

Objekt Fontdany tvori Sest profilovanych sloupkl slozenych z réizné  element of water, and the work revives a pass-through courtyard mostly

tvarovanych keramickych diskd. Sloupky jsou nepravidelné rozmisté-  through its shape and colour. As for its creation in terms of time, the

ny v kruhové nadrzi se zvySenou obrubou a dlazdénym keramickym,  piece went through similar delays as many other art pieces: Jifi Myszak

modre glazovanym dnem. Jednotlivé segmenty sloupkd jsou nalo-  won the selection procedure by beating a design by Karel Vasut in the

Zeny na sebe a uvnitf spojeny a zpevnény betonovou vyplni, jejich  autumn of 1979. The deadlines for the work delivery to the site, the

povrch je glazovan ve smetanovych, okrovych a modrych odstinech.  finances, as well as the handicrafts workshops that were expected to

M

5 Y

Ndcrtek pro kompozici sloupkd fontdny / A sketch for the composition of fountain columns  J. Myszak s pomocnikem pfi pracich na osazeni fontdny / J. Myszak with his assistant
during installation of his fountain
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Voda plvodné stékala z vrcholl sloupkd po jejich
povrchu a byla zachycovana v nadrzi.

Fontdna patfi do souboru Myszakovy keramické
tvorby. Jde o dilo Cisté dekorativni, které mélo
doplnit atrium studentskych koleji a zpestFit
atmosféru prostoru pfitomnosti vodni plochy
a proudéni vody. Dnes zlstal objekt jiZ bez ono-
ho spojeni s vodou a prichozi nadvofi oZivuje
predevsim tvarové a barevné. Pokud jde o historii
realizace, prochazelo dilo podobnymi Casovymi
skluzy jako fada jinych: Jifi Myszak vyhral vybé-
rové fizeni proti navrhu Karla VaSuta na podzim
1979; ménily se terminy dodani dila na misto,
finance, stejné jako dilny uméleckych Femesel,
které mély keramiku glazovat a vypdlit. Kasna
se po dalSich obtiZich s instalacemi kolaudovala
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v [été 1982. Fontdna v 80. letech 20. stoleti, (archiv AMO, foto Petr Sikula) / The Fountain in the 1980’s, The City of Ostrava
Archive (photo Petr Sikula)

Myszakovo dekorativni dilo je pfes svou jednodu-

chost dokladem jeho zakladniho citéni socharskeé-

ho tvaru. Pro autora je charakteristicka splyvava, hladka modelace,
bez ohledu nato, jde-li o obliny Zenského téla, nebo vyduté &ivypouklé
obliny nefigurativnich forem. Rada jeho $amotovych praci cti surové
zabarvenihliny, umivsak pracovativjemnych barevnych kompozicich.
Na préaci v porubském arealu koleji viak z(istava jesté jedna nevyjas-
néna skutecnost: prostor mél byt soucasné s kaSnou osazen osmnacti
kusy kvétnikd s plasticky dekorovanym povrchem. Dnes je zahadou,
zda bylo toto soubé&zné vznikajici dilo viibec dohotoveno a osaze-
no. Pamétnici uz mlci a na dobovych fotografiich figuruje pouze
fontana.

glaze and fire the ceramics, changed several times. After other dif-
ficulties with the installation, the fountain was finally approved in the
summer of 1982.

Myszak's decorative work is, despite its simplicity, a proof of his elemen-
tal sense for sculptural shape. The author's work is characterized by
a flowing, smooth modelling, regardless of whether the curves of the
female body or the concave or convex shapes of non-figurative forms.
Many of his fireclay works respect the raw colour tones of clay, but he
can also work in fine coloured compositions.

However, one more ,invisible” work remains on the Poruba campus:
the space was supposed to be, together with a fountain, fitted with
eighteen planters with some plastic decorated surface. Today, it remains
a mystery whether this concurrently created work has ever been made
and fitted. The witnesses can no longer speak, and the fountain is the
only object found in period photographs.

Marie Stastn

(1925-1990)

Sochaf Jiff Myszak pochazel ze severnich Cech, narodil se v pevnostnim mésté Terezin. Absolvoval studium na praiské Akademii vy-
tvarnym umeéni (1945-1950) v ateliérech Karla Pokorného a Jana Laudy. Takto se mu dostalo klasického socharského vySkolenf, jimz
byly poznamenany i jeho pocatecni prace. Tésné pred absolutoriem pfisel do Ostravy (1949). Bylo tov dobg, kdy se zacalo uvazovat
0 mohutné povalecné vystavhé mésta, kterd navazovala na rekonstrukci a rozsitenf tradicniho tézkého primyslu. Jifimu Myszakovi
se naskytla velkd pracovni prilezitost — spolu s Vladislavem Gajdou sphnili jeden z prvnich monumentdInich tkold a osadiliv nejstar-
$fm porubském obvodu d{im na Hlavni tfidé alegorickymi postavami Prdmyslu, Kulturya Zemédelstvi. S Gajdou je navic pojilo spolec-
né wychodisko — oba vysliz Laudova ateliéru. DalSim korunnim kolem bylo pro Myszaka spolu s Vlastimilem Vecefou osazent atiky
na prlicelfnové zbudovaného Domu kultury Vitkovickych Zelezdren (dnes Dim kultury mésta Ostravy) Sesti postavamiv letech 1959-
1960. Ndsledovaly dalSi monumentaini socharské prdce, at uzv kameni, nebo stdle castéjiv Samotu ¢i jemnéjSi keramice. V Sedesatych letech se vedle jasné citelné figurdinf tvorby zacal
vénovat také abstraktnim formém — zdrocoval viak stdle citéni piného objemu a velkoryse modelovaného, vétSinou hladkého tvaru. Jak jeho pojeti Zenskych tl, tak objektli nefigurdlnich.
Ostrava se stala hlavnim Myszakovym plisobistém a do doby, kdy byl v sedmdesétych letech pro svou ideovou nepfizplisobivost z podstatnych zakdzek pro vefejny prostor
wyloucen. Rodina vzpomind, Ze v té dobé se mu ani nechtélo vychdzet z jeho domu-ateliéru v Ostravé-Zabrehu. Pokud se mu podafilo préci ziskat, Slo — v duchu normalizacni

feci — o ,neideové”, tedy dekorativni nebo Ucelové objekty. Nejcastéji to byly Zardiniéry, coz na druhé strané svédcii o ubyvajicich prostredcich na sochafské prace v méstském
prostoru. V osmdesatych letech se Myszak pokousel znovu o lidskou postavu ideové motivovanou (Zenskd postava Objevy naseho véku / Atomovy vék, cca 1986), je v3ak zfejmé, Ze
slo o diktat, ktery se autorovi nepodarilo naplnit. Dnes uz musime oZelet néktera Myszakova dila, zvIasté ta ze Samotu; tam, kde nasla misto ve vefejném prostoru, byla mnoha
7 nich poSkozena nebo doslova rozbita.

The sculptor Jiff Myszak (1925-1990) was born in the fortress town of Terezin in the northern Bohemia. He graduated from the Academy of Fine Arts (1945—1950) in Prague
under supervision of Karel Pakorny and Jan Lauda. In this way, he received a classical sculpture training that marked his initial work. He moved to Ostrava just before his
graduation (1949). It was at a time when the massive post-war development of the city was being considered, which followed upon the reconstruction and expansion of the
traditional heavy industry. Jiff Myszak had been given a great job opportunity, and together with Vladislav Gajda they were asked to complete one of the first monumental tasks
that consisted of the fittings on a building of flats on Hlavni tfida (Main Boulevard) in the oldest district of Poruba, with allegorical figures entitled /ndustry, Culture and Agriculture.
Also, he and Gajda something in common — they were both Lauda's students. And also, both Myszak's teachers worked on the decoration of important public buildings in
Ostrava at the time of the First Republic. Another principal task for Myszak and Vlastimil Vecefa was a fitting of an attic on the front facade of the newly built Vitkovice Ironworks
House of Culture (now the City of Ostrava House of Culture) with six figures in 1959—1960. Other monumental sculptural works of art followed, either in stone or increasingly
more often in fireclay or finer ceramics. In the 1960's and in addition to clearly readable figural works, he started to devote himself to abstract forms — but he continued to
make good use of the full volume and generously modelled, mostly smoath shape. This ethos is common for both his cancepts of the female body and non-figural objects.
Ostrava became Myszak's main place of life and work until he was excluded from participation in major public space contracts in the seventies for his ideological unwillingness
to submit. The family members recall that at that time he did not even feel like to leaving his house-studio in Ostrava-Zabreh. If he managed to get some work, it was — in the
spirit of normalization — some ,non-ideological,” decorative or for utilitarian objects. They were most often jardinieres, which, on the other hand, is evidence of the decreasing
funds for sculpture in the urban space. In the 1980's, Myszak attempted to recreate an ideologically motivated human figure (the figure of a schoolgirl Discoveries of Our Age /
Atomic Age, approx. 1986), but it is obvious that it was a dictate that the author failed to fulfil. Today, we must do without some of Myszak's works of art, especially those made
of fireclay; many of those that found their place in public space were damaged or literally smashed.
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Podloubi Domu sluZeb v aredlu koleji se tfemi mozaikami Jana Vdclavika (foto Roman PoldSek, 2017) / An arcade of the House of Services in the dormitories complex with jan Vé-
clavik's three mosaics (photo Roman Poldsek, 2017)

kompozici architektury budov koleji ozivuje hrava geometricka sklad-
ba mozaiky. Autor vyuZil dva zakladni tvary kruh a Ctvereg, s jejichz
stfidanim si vystacil na vSech tfech plochach. Jednotlivé ¢asti mo-
zaiky vymezuji vstupni dvefe do budovy, dynamizuji a ozvlastruji
jinak nepfili$ atraktivni prostor. MaliF si pohral s proménami tvarQ
vytvorenych délenim Ctvercl a kruh0, které nechal tvarové a ba-
revné prolinat a vytvofil tak s pomoci pouze dvou zakladnich prvka
mnoZstvi variant.

Veskerého uUcinku je dosazeno velmi jednoduchymi prostfedky pou-
ze s pomoci dvou barev pfirodniho kamene a s vyuZitim rliznych
sméra kladeni drobnych podélnych kamennych dilkd. Krémové
bilad a rezavé hnéda barva kamene byla v harmonickém souladu
s plvodni koncepci barevnosti aredlu koleji v mékkych béZovych
a okrovych ténech. Zvolena barevnost spojovala a podporovala
vyznénivsech prvkl architektury koleji. Kromé fasad budov, dlazby

The whole effect is achieved with very simple means, using only two
natural stone colour tones and by placing small rectangular stone pieces
in different directions. The creamy white and rusty brown, stone colour
was in harmony with the original colour concept of the dormitories in
soft beige and ochre tones. The selected colouring combined and sup-
ported the final impression of all elements of the dormitory architecture.
In addition to the facades of buildings, paving and other construction
elements, it was also other works of art, such as the ceramic fountain
by Jiff Myszak, completed in 1982, and the Vaclavik's mosaics that were
concentrated in the atrium of the dormitories.

The pleasant and timeless original colour solution was, unfortunately,
during recent reconstructions of the dormitory buildings, damaged by
sharp tones of contemporary facade paints applied to the polystyrene
foam insulation system without any respect for the original authors'
intentions.

a dalsich stavebnich prvkd to byla i dalsi vytvarna
dila soustredéna v atriu koleji, nap¥. keramicka fon-
tanaJifiho Myszaka, dokoncena v roce 1982 stejné
jako Vaclavikovy mozaiky.

Pfijemné a nadcasové plvodni barevné reseni bylo
bohuzel pfi nedavnych rekonstrukcich budov koleji
naruseno ostrymi odstiny soucasnych fasadnich
barev nanesenych na polystyrenovém zateplova-
cim systému bez respektu k zdméru plvodnich
autord.

Eva Spackové

(1941-2001)

Jan Vaclavik byl ostravsky rodak po cely Zivot
spjaty s Ostravou, malif a pedagog. V letech
1962-1968 studoval na Akademii vytvarnych
uméniv Praze figurdlnf malbu u Amosta Pader-
lika. Jeho dfla se uplatnila ve vefejném prosto-
ru, zejména mozaiky (mozaiky pro hotel Kala¢
v Novém Jicing, 1980, polikliniku v Kopfivnici,
1987, ti monumentdIni mozaika Hrdinstvi prdce
v Ostravé-Hrabdvce, 1985) a prace z betonu (Rdst na sfdlisti Salamouna v Moravské
Ostravé, 1971, Jaro 30. dubna v Moravské Ostravé, 1988 kombinace s mozaikou,
nebo plastika A7idla, 1972, s Vaclavem Fidrichem.) Velmi zajimava je jeho tvorba
na pomezi wtvarného dila a architektury (betonové autobusové zastavky v Ostravé
Kuncicich), kdy vyuziva zjednodusenych tvarli a kompotzic z geometrickych prvkd, se
kterymi souvisi i motiv mozaiky v areélu kolejf VSB.

Jan Vdclavik is a native of Ostrava living and warking all his life in this city, a pa-
inter and teacher. Between 1962—-1968 he studied figurative painting at the Aca-
demy of Fine Arts in Prague under Arnost Paderlik. Vaclavik's works of art, espe-
cially mosaics, found place in public space (e. g. mosaics for the hotel Kala€ in
Novy Jicin, 1980, for the polyclinic in Kopfivnice, 1987, or a monumental mosaic
The Heroism of Workin Ostrava-Hrabiivka, 1985) and concrete works (reliefs The Growth
in the Salamouna housing estate in Moravska Ostrava, 1971, The Spring April 30th
in Moravska Ostrava, 1988, combined with mosaic, or a sculpture The Wings, ibidem,
1972, in collaboration with Véclav Fidrich). His works on the borderline between
fine artand architecture (e.g. concrete bus stops in Ostrava Kuncice) where he uses
simplified shapes and compositions from geometrical elements, to which a motif
of the mosaic in the Technical University student dormitories is also connected, are
very impressive.



MODERNITY IN MEDIEVAL ATTIRE

MODERNITA VE STREDOVEKEM HAVU

Karel Vavra

Havif / Miner

realizace 1961/ Implemented in 1961, transfer 1982 / moved in 1982
(architektonicka spoluprace pro nové umisténi / architectural cooperation for the

new location: Zdenék Kupka.)

Reliéf z hoFického piskovce, 197 x 185 cm, znacen a datovan v levém dolnim rohu
VAVRA 61, na vné&jsi sténé prosklené spojovaci chodby mezi I. a Il. blokem koleji

VSB-TUO v Porubé

A relief from Horice sandstone with dimensions: 197 x 185 cm; it's marked and dated
in the lower left corner 'VAVRA 61'; an outer wall of the glass-walled corridor connect-
ing Block | and Il of the atrium of the VSB-TUO students' dormitory in Poruba

VavrQv Havif predstavuje velmi kvalitni reliéf, v architektufe ne zcela
béZného, témér kvartového formatu. Postava kleciciho havire s pra-
covnimi nastroji je lapidarné pojata v ostrych zafezech a promitnuta
proti naznaku uhelné sloje v pozadi. Skulptura pfechazi od nizkého
k vysokému reliéfu.

Celou plochu reliéfu vyplfiuje muzska postava v hornickém habitu
s kapi; drzi kylof a hornicky kahan. Sochar ve zjednoduSenych ob-
jemech kontrastné odstinil ve vySSim reliéfu tvar a ruce s atributy,
zatimco Sat a pozadi vyzniva ploSnéji. Vavra vychazel ze zkuSenosti
ve zpracovani architektonické skulptury, kterou jeSté obohatil moder-
nistickou stylizaci ostfe Fezanych forem. Detaily postavy - vrchol kapé,
ruka se svitilnou, kylof nebo klecici noha pfesahuji do oramovani
obrazu - a posiluji takto monumentalitu reliéfu. | vtomto pro Ostravu
tradi¢nim namétu se prosadily doboveé charakteristické rysy tzv. bru-
selského stylu, ktery ovladl umeéni po svétové vystaveé Expo 58. Vavra
se k nému pfiklonil formou jasnych linii, komponovanych v soustavé
napadnych diagonal. Pro ostravské prostredi vSak zvolil nezvykle
historizujici pojeti havife; oblékl jej do podobného odévu, jaky najde-
me tfeba v malbé z konce 15. stoleti v Hadplifské kapli v chrdmu sv.

Vévra's Miner is a high-quality relief, in the architec-
ture an unusual, nearly quarter format. The figure
of a kneeling miner with working tools is tersely
conceived in sharp cuts and projected against the
hint of coal seam in the background. The sculpture
transforms from a low to high relief.

A male figure in miner’s attire with a hood, hold-
ing a miner'’s pick and a miner’s lamp occupies the
entire area of the relief. In contrast, the sculptor
highlighted the face and hands with the attributes
in higher relief in simplified volumes, while the
clothing and the background appear flatter. Vavra
proceeded from experience in the processing of
architectural sculpture that he enriched with more
modernistic stylization of chiselled forms. As for
the figure details - the top of the hood, the hand
with the miner's lamp, the pick, or the kneeling leg
project beyond the frame - thus reinforcing the monumentality of the
relief. Even in this, for Ostrava, traditional theme, some features char-
acteristic of the Brussels style, which dominated art shortly after the
world exhibition, Expo 58, were emphasized. Vavra leaned towards it in
a form of clear lines, composed in the system of noticeable diagonals.
For the Ostrava environment, the sculptor chose an unusually histori-
cist approach to the miner - he clothed him in a hooded cowl similar
to that which can be found, for example in the painting from the late
15th century in Hasplifska Chapel at the Church of St. Barbara in Kutna
Hora. Vavra's interpretation of the subject, but also its form, makes this
work different from the similar period portrayals of a miner represent-
ing the former working-class of the socialist society. He replaced the
descriptively realistic form with monumental stylization and moved
away from his more traditional approach, which can be found in the
figures related in an iconographic sense, also from the early 1960's,
on the facades of the residential buildings in Sokolska Street or in the
Salamouna housing estate.

In 1982, the relief was moved from its original location on the outer wall
of the building of the Faculty of Mining and Geology in Silesian Ostrava
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Umisténi reliéfu na sténé v aredlu koleji (foto Roman Poldsek, 2017) / Location of the relief on the wall in the area of the students’ dormitory (photo Roman Poldsek, 2017)

Barbory v Kutné Hore. Zpracovanim namétu, stejné jako i formou, se
tato jeho prace odliSuje od podobnych dobovych zobrazeni hornika,
ktery reprezentoval tehdejsi pracujici tfidu socialistické spole¢nosti.
Realisticky popis nahradil monumentalizujici stylizaci a vzdalil se
ficky pfibuznych postavach, rovnéz z pocatku Sedesatych let, na fa-
s&dach obytnych domd v Sokolské ulici nebo na sidlidti Salamouna.
Reliéf byl v roce 1982 premistén z plvodni lokace na vnéjsi sténé
budovy Hornicko-geologické fakulty ve Slezské Ostraveé (dfive budova
Ucitelského Ustavu, strzena po roce 2000). Autor se na transferu jiz
nepodilel, nutné opravy a nové upevnéni zajistil Alois Hlubek.

Marie Stastné

(formerly the building of the Teachers' Institute, demolished after 2000).
The sculptor did not participate in its transfer. The necessary repairs
and new mounting were ensured by the restorer Alois Hlubek.

ﬂu e
| .
Detail se signaturou a dataci (foto Roman Poldsek, 2016) / Details with signatures and
dates (photo Roman Poldsek, 2016)

(1914-1982)

Karel Vavra pokracoval v profesi svého otce Rudolfa, ktery plisobil v Ostravé jako kamenosochar. Na po-
¢atku tricatych let se femesiné zdokonalil ve Statnf primyslové skole socharské a kamenické. V letech
1932-1936 studoval na prazské Akademii witvarnyjch uméni v ateliéru Otakara Spaniela. Tam diky svému
uciteli zfskal podstatnou prdipravu pro zpracovani reliéfu (1936 diplom v medailérské specializaci),
zejména ve figurdlni kompoxzici a v portrétu. Od roku 1938 pracoval v otcové kamenosocharské dilné
v Ostravé. BEhem povalecné vystavby Ostravy se Vavrovy kamenné reliéfy uplatnily na radé vefejnych bu-
dov i obytnych dom(i: v padesatych letech pfipravil 12 piskovcovych reliéfdi zodiaku ve formé nadpraznich
klendkd nad domovnimi vstupy na Gajdosové uliciv Moravské Ostravé; s dalSimis motivem Dne a Noci
tamtéZ slouzily na nové postavenych bytovych domech jako domovni znament. Figurdini i emblematické reliéfy zdobi dodnes domy v Moravské Ostrave,
ale i prlcelf kulturnich stank® a administrativnich budov (Divadlo Antonfna Dvordka nebo byvaly Stavoprojekt v Maridnskych horach). Druhym vjznamnym
polem jeho sochaiského pdsobeni byly pomniky pfipominajici vyznamné osobnosti nebo historické udalosti. Nékolik z nich vzdava hold vdlecnym obétem.
Nejvyraznéji se podepsal dvéma kvalitnimi bronzovymi reliéfy na kifdlech Pomniku osvobozeniv Komenského sadech v Moravské Ostravé (1945—1947),
a tove spoluprdci s architektem Janem Jirovcem a autorem hlavniho sousosi Konradem Babrajem. Jeho tvorba zahrnuije také nahrobky, mramorové oltare
a portréty; je zastoupena ve shirkach Galerie vjtvarného umeéniv Ostravé.

Karel Vavra (1914-1982) continued the profession of his father Rudolf, who worked as a monumental mason in Ostrava. At the beginning of the 1930's,
he developed his craftsman skills at the State Secondary School of Sculpture and Stonemasonry. Between 1932-1936 he studied at the Prague Academy
of Fine Arts in the studio of Otakar Spaniel. There, thanks to his teacher, he received substantial training on creating reliefs (1936 Diploma in Medallist
specialization), especially in figurative composition and portraiture. From 1938 he worked in his father's workshop of monumental masonry in Ostrava.
During the post-war construction of Ostrava, Vavra’s stone reliefs were used for a number of public buildings and residential houses. In the 1950's, he
created, for example, 12 sandstone reliefs of the Zodiacin a form of door-head arch keys above entrance ways off GajdoSova Street in Moravian Ostrava,
together with others, with a motif of the Day and Nigh,t at the same place they served on newly built blocks of flats as house signs. Figurative and emblematic
reliefs still decorate the blocks in Moravian Ostrava, but also the facade of cultural facilities and administrative buildings (Antonin Dvofdak Theatre and the
former Stavoprojekt in Maridnské Hory). The second major scope of his sculptural work activities were memorials commemorating significant personali-
ties or historic events. Several of them pay tribute to war victims. The most significant are two high-quality bronze reliefs on the wings of the Liberation
Monument in Komensky Park in Moravian Ostrava (1945—-1947); they were created in collaboration with the architect Jan Jirovec and the sculptor Konrdd
Babraj who is also an author of the main sculptural group. Vavra's work also includes tombstones, marble altars and portraits. It is represented in the
collections of the Art Gallery in Ostrava.



UMENI PRO MALE | VELKE DETI

ART FOR LITTLE AND BIG CHILDREN

Jana Chraskova

Svét déti (Strom) / The World of Children (The Tree)
1975-1976

reliéf a sousosi z glazované keramiky, rozmeéry reliéfu 300 x 900 cm, v atriu
nékdejsi zS v ulici Ludvika Podé&té v Ostravé-Porubg, dnes Fakulta stavebni
VSB-TUO / A relief and a sculptural group made of glazed ceramics; relief dimensions:

Together with the development of VSB - Techni-
cal University of Ostrava, the University campus
inevitably expanded, not only through extensions of
new buildings, but also extensions of existing build-
ings that had previously lost their original purpose.
Since the actual school building is not necessar-
ily determined by the level of education attained
in it (every school consisting mainly of corridors
and classrooms), the conversion of lower-primary
schools into a university building seemed the least
problematic. V5B-TUO thus acquired the premises

300 x 900 cm; located in an atrium of the former Ludvik Podésté Primary School in

Ostrava-Poruba, today the Faculty of Civil Engineering, VSB - Technical University of

Ostrava

Eva a Bohumir Krystynovi

Uc¢ime se od pfirody / We Learn from Nature
1979-1980

keramicka sténa o rozmérech 220 x 600 cm, nékdejsi ZS Lumirova, dnes Fakulta
bezpe&nostniho inZenyrstvi VSB-TUO / A glazed ceramic wall; mosaic dimensions:
220 x 600 cm; located in a former Lumirova Primary School, today the Faculty of

Safety Engineering, VSB - Technical University of Ostrava

S rozvojem Vysoké Skoly baniské se univerzitni areal nutné rozsifoval,
a to nejen pfistavbami novych budov, ale téZ do stavajicich objektq,
které predtim pozbyly svij pdvodni tcel. ProtoZe Skolni budova jako
takova neni nutné determinovana stupném vzdélani, ktery je na ni
dosahovan (kazda je tvofena predevsim chodbami a ucebnami),
zdala se pravé konverze Skol nizSiho stupné na univerzitni budovu
nejméné problematickou. Vysoké skola barské timto zplsobem
ziskala objekty dvou nékdejSich zakladnich Skol. Budova zakladni
Skoly na ulici Ludvika Podésté v Ostravé-Porubé se roku 1998 zmé-
nila ve Fakultu stavebni (kterad byla pozdéji rozSifena pristavbami)
a budova zakladni Skoly na ulici Lumirova v Ostravé-Vy3skovicich se
v roce 2002 stala sidlem Fakulty bezpecnostniho inZenyrstvi. Pro
obé tyto Skoly byla pfitom vytvofena umélecka dila jiz v dobé jejich
vystavby - vznikala tedy s ohledem na to, Ze tam budou dochézet

of two former primary schools. The building of the
primary school at Ludvik Podésté Street in Ostrava-
Poruba changed to the Faculty of Civil Engineering
in 1998 (later was expanded by the extensions) and
the primary school building at Lumirova Street in
Ostrava-Vyskovice became the seat of the Faculty
of Safety Engineering in 2002. Nevertheless, works
of art were created for these two schools already at
the time of their construction - their creation was
connected with the fact that children aged 6 to 15
would be educated here. However, after changing
the use of premises, the relatively older “children” started attending
them - the youngest of them are 19 years old. What is the function of
works of art in this new situation?

The school building at the westernmost tip of Ostrava-Poruba was
decorated with a relief and sculptures by Opava artist Jana Chraskova
in 1975-1976. Chraskova always focused on working with ceramics. She
is the author of a series of reliefs, sculpture and jardiniere that reveal
awoman's perception of the world, are characterized by a lyrical touch
and smooth transitions of colours that often originate from glaze spray-
ing. She seems to prefer warm, earth tones that combines with gentle
or blurry, cooling colour tones (especially blue). In terms of the subject,
the author usually stays within the limits of civilian sculptural themes of
the second half of the 20th century (flowers and crops, animals, female
faces and figures). Such works also include, in essence, a relief mosaic
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Plvodni podoba reliéfu se sousosim Svét déti pro ZS Ludvika Podésté v Ostravé-Porubé (foto Petr Sikula, 80. léta 20. stoleti) / An original design of the relief mosaic together with a
sculptural group entitled The World of Children for the Ludvik Podésté Primary School in Ostrava-Poruba (photo Petr Sikula, 1980')

Soucasny stav reliéfu (foto Roman Poldsek, 2017) / The state of the relief today (photo
Roman Poldsek, 2017)

za vzdélanim déti ve véku od 6 do 15 let. Po zméné uZivani objekt
sem v3ak dochazeji ,déti” pomérné vétsi - nejmladsi z nich maji
19 let. Jak v této nové situaci dana umélecka dila fungu;ji?

Skolni budova v nejzapadné&j$im cipu Ostravy-Poruby byla v letech
1975-1976 vyzdobena reliéfem a plastikami opavské vytvarnice Jany
Chraskové. Chraskova se vzdy zamérovala zejména na praci s kera-
mikou. Je autorkou rady reliéf(, plastik a zardiniér, které prozrazuji
Zenskou vnimavost ke svétu, jsou charakteristické lyrickym naddechem

accompanied with a sculptural group for the primary school in Ostrava-
Poruba, which represent her first work for architecture.

The wall-mounted art for the enclosed atrium by the entrance to the
schoolis on the boundary between the mosaic and the relief. Itis rather
flat and composed of smaller ceramic pieces (which corresponds to
the mosaic concept), but because it does not cover the entire wall,
and projects outward from it as a bas-relief (later Chraskova's works
have in most cases the surface of the ceramics embossed, so they are
pure reliefs). The work of art is a stylized tree with two round red fruits
and a ball of the same colour, which at first glance looks like the third,
somewhat larger fruit. Another complementary circular maotif is the
sun in the background of the tree. A stylized sculptural family group
cast in ceramics situated on the right side in front of the areal element
on the wall, contrasted with it in its plasticity. The figures are shown in
totally traditional roles - a father-mechanic with a double-sided key,
a mother-breadwinner with a basket of fruit and vegetables and a baby
with a ball. The growing and fruit-bearing tree illuminated by the sun
shining in connection with the ball, the child, and the family referred not
only to its natural archetype, but also suggested one of the favourite
children’s playgrounds, symbolizing the development of the child and

Keramickd sténa manZelt Krystynovych na dnesni Fakulté bezpecnostniho inZenyrstvi (foto Roman Poldsek, 2017) / The ceramic wall by Krystyns’ at today’s Faculty of Safety Engi-
neering (photo Roman Poldsek, 2017)

a plynulymi pfechody barev vznikajicimi casto nastfikem glazury.
Zrejma je preference teplych, zemitych odstin(, které se kombinuji
s jemnymi ¢i zastfenymi tény studenych barev (pfedevsim modré).
Namétove se autorka vétsinou drzi v mezich civilnich témat socharstvi
druhé poloviny 20. stoleti (kvétiny a plodiny, zvifata, Zzenské tvare
a postavy). K takovym pracim v podstaté patfi i reliéf se sousoSim
pro Skolu v Ostravé-Porubg, které predstavuji jeji nejstarsi praci pro
architekturu vibec.

Nasténné dilo pro uzaviené atrium u vstupu do Skoly se pohybuje
na pomezi mozaiky a reliéfu. Je spiS ploSné a slozené z menSich
keramickych dill (coZ by odpovidalo mozaice), oviem nepokryva
celou plochu zdi, a tak z ni vlastné vystupuje jako basreliéf (pozdé;j-
Si prace Chraskové uz maji vétsinou plasticky zpracovan i povrch
samotné keramiky, a jde tak jiz o ryzi reliéfy). Pfedstavuje stylizo-
vany strom se dvéma kulatymi ¢ervenymi plody a mi¢em stejné
barvy, ktery na prvni pohled vypada jako tfeti, ponékud vétsi plod.
Dalsi komplementarni kruhovy motiv tvofi slunce v pozadi stromu.
S ploSnym prvkem na zdi kontrastovalo ve své plasticité stylizované
sousosi rodiny z to¢ené keramiky stojici napravo pred nim. Ve zcela
tradi¢nich rolich se tu pfedstavoval otec-mechanik s oboustrannym

the family tree of life.

Following the change in building use, this situation was disturbed by
removal of a figurative element, which perhaps seemed unsuitable to
a new user in connection with the university facility. Thus only the wall
element remained in the atrium - the tree with the ball, whose role in
the composition suddenly seemed surrounded by mystery. In connec-
tion with the conversion of the atrium into a small garden, however,
the natural element on the wall does not deviate in any way, and by its
formal design does not appear to give an infantile impression in the
university environment. On the contrary, it continues to refresh the
University's reserved architecture with its organic shapes and spring
colours.

A slightly different case is a ceramic wall for a former primary school
building at Lumirova Street in Ostrava-Vyskovice. It was created between
1979-1980 and its authors are a ceramist Eva Krystynova and painter
Bohumir Krystyn. The married couple together created a number of
ceramic walls for architecture in the Ostrava region. Their designs
popularized the naive stylization of themes from the world of people
and animals, worked with the principle of collage of motifs, and of-
ten amazed with their colour combinations. It comes as no surprise
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Detail keramické stény (foto Roman PoldSek, 2017) / Detail of the ceramic wall (photo Roman Poldsek, 2017)

klicem, matka-Zivitelka s koSikem ovoce a zeleniny a dité s balbnem.
Rozr(stajici se a plodici strom ozareny slune¢nimi paprsky ve spojeni
s mi¢em, ditétem a rodinou odkazoval nejen ke svému pfirodnimu
predobrazu, ale naznacoval téz jedno z oblibenych mist détskych
her, symbolizoval rozvoj ditéte i rodinny strom zivota.

Tato situace byla po zméné uzivani budovy narusena odstranénim
figurativniho prvku, ktery se patrné zdal novému uzivateli v ramci
vysokoskolského zafizeni nevhodnym. V atriu tak zUstal pouze na-
sténny prvek - strom s mi¢em, jehoZz roli v kompozici nahle jako by
obestrelo tajemstvi. V souvislosti s pfeménou atria v malou zahradu
ovsem pfirodni prvek na zdi nijak nevybocCuje a svym formalnim
provedenim ani neplsobi v prostfedi univerzity nijak infantilnim
dojmem. Naopak strohou architekturu Skoly nadale vhodné osvézuje
svymi organickymi tvary i jarni barevnosti.

Trochu jinym pripadem je keramicka sténa pro nékdejSi budovu
zakladni Skoly na ulici Lumirova v Ostravé-Vyskovicich. Vznikala
v letech 1979-1980 a jejimi autory jsou keramicka Eva Krystynova
a malif Bohumir Krystyn. ManZelé Krystynovi spolu vytvofili pro ar-
chitekturu na Ostravsku Fadu podobnych dél. Jejich navrhy s oblibou

since Eva Krystynova came from the folklore rich
Moravian-Slovak border (born in Skalica), whose
folk art expression resonated throughout her life.
Besides between 1950-1960 she worked as an
art designer for the Children’s House in Prague,
where she encountered and learned from a puppet
theatre environment. The highest percentage of
monumental implementations made by the couple
can be found in the interiors and exteriors of the
buildings designed for youth - in kindergartens and
primary schools.

Thisis also the case with a work in Ostrava-Vyskovice
district mosaic entitled We Learn from Nature, which
at first glance captures a viewer's attention with
- its colourfulness and thickening of the elements
spread on differently sized rectangular tiles. There
are also children playing and learning using objects
reflecting phenomena occurring in nature (a boat and fish in the river,
a paper swallow or an airplane and birds, or butterflies, care of flowers
and their breeding as well as care of bird offspring by their parents, and
the variety of their species). As a goal of this endeavour, the achieve-
ments of modern age by which humans actually imitate nature (means
of transport, balloons, airplanes, and satellites), but also the scientific
basis of all knowledge (the girl taking notes of her observation of na-
ture) are depicted on the wall. The direction of the scenes towards
scientific and technological progress is not so far away from the efforts
of a university of a technical character, which today uses this premises
and work of art in it. And although the formal appearance of the work
piece may seem too colourful for a university institution, this fact will
not be so surprising after reading the next chapter.

uplatiovaly naivizujici stylizaci ndmétd ze svéta lidi
i zvirat, pracovaly s principem koldZe motiv( a Casto
prekvapovaly barevnymi kombinacemi. Neni divu,
kdyz Eva Krystynova pochazela z folklorem prosy-
ceného moravsko-slovenského pomezi (narodila se
ve Skalici), jehoZz lidové vytvarné vyjadreni v ni cely
Zivot rezonovalo. Navic v letech 1950-1960 pUsobi-
la jako navrharka vytvarné tvorby pro Détsky diim
v Praze, kde poznala prostfedi loutkového divadla.
Nejvétsi procento monumentalnich realizaci manzel(
Krystynovych z téchto ddvodl nalezneme v interi-
érech i exteriérech objektd urcenych nejmensim -
v matefskych a zakladnich Skolach.
Je tomu tak i v pfipadé vyskovické mozaiky s nazvem
Uc¢ime se od pfirody, kterd zaujme na prvni pohled
svou barevnosti i zahusténim prvk{ rozprostienych
na rlizné velkych obdélnych dlaZdicich. Pfitomny jsou
na ni déti, které si hraji a vzdélavaji se, a to s pomo-
ci predmétl zrcadlicich jevy vyskytujici se v pfirodé
(lodicka a ryby v Fece, papirova vlastovka Ci letadyl-
ko a ptaci ¢i motyli, péce o kvétiny i jejich Slechténi
a péce ptakl o mladata i pestrost jejich druhd). Jako
cile tohoto snazeni jsou na mozaice vyobrazeny vy-
dobytky moderni doby, kterymi clovék vlastné napo-
dobuje pfirodu (dopravni prostfedky, baldn, letadlo
i druzice), ale také védecky zaklad veSkerého poznani
(divka zapisuijici si své pozorovani pfirody). Smérova-
ni vyjevd k védecko-technickému pokroku nakonec
neni tolik vzdaleno snaham vysoké Skoly technického
charakteru, ktera dnes objekt s timto uméleckym di-
lem vyuZiva. A ackoli se mGze zdat formalni tvarnost
dila pro instituci univerzity jako pFilis pestra, ani tato
skutecnost nebude po precteni nasledujici kapitoly
jiz tolik prekvapuijici.

Jakub Ivanek

(*1948)

Jana Chraskova se narodila v Opa-
vé. V letech 1963-1967 studovala
keramiku na strednf Skole umé-
leckoprlimyslové v Uherském
Hradisti u Stanislava Mikulstika.
Pokracovala pak na Vysoké sko-
le uméleckoprdmyslové v Praze
u Otty Eckerta, kde absolvovala roku 1973. V. jeji tvorbé prevazuiji lyricky zpracované
pfirodni ndméty, ale objevuiji se té tvafe a postavy z tocené keramiky. Dila vétSinou
zdobf glazurou (nékdy stfikanou) v pfirodnich pastelovych barvach. Realizace pro
architekturu tvofi od roku 1973. Patfi mezi né zejména reliéfy (napF. Beskydy na 75
v Celadné, 1977, Ptdci pro postu v Ostravé — Maridnskych Hordach, 1977, MuZ a Zena
v obFadni sini ve Vitkové, 1980, i Ostravav Hornickém Ustavu CSAV v Ostravé-Porubg,
1985), ale i dekorativni plastiky (Zardiniéry Ptdci pro VIII. obvod Ostravy-Poruby, 1977,
Pohddkovy svét déti na zahradé MS ve Vitkové, 1981, Ci Rostlina v Ostravé-Zabrehu,
1982). 0d roku 1974 je ¢lenkou Svazu ceskych vytvarnych umélcd.

Jana Chraskova was born in Opava. Between 1963 and 1967 she studied ceramics at
the Secondary School of Applied Arts in Uherské Hradisté under Stanislav Mikulastik.
She continued her studies at the Academy of Arts, Architecture and Design in Prague
under Otto Eckert, from where she graduated in 1973. Her artwork is characterized
by predominant lyrical, natural themes, but also by some faces and figures made
of potter's ceramics. Most of Chrdskovd's work is decorated with glaze (sometimes
sprayed) in natural pastel colours. The realization for architecture dates back to the
year 1973. These include, in particular, reliefs (e.g. The Beskydy Mountains at the
Celadna Primary School (1977), The Birds for the post office in Ostrava — Maridnské
Hory (1977), Man and Woman in the Ceremonial Hall in Vitkov (1980), or Ostrava in
the Mining Institute, the Czechoslovak Academy of Sciences in Ostrava-Poruba (1985),
but also decorative sculptures (jardinier The Birds for the Ostrava-Poruba District VIII
(1977), The Fairy-tale Children’s World in a garden of the Vitkov kindergarten (1981),
and The Plant in Ostrava-Zabreh (1982). Since 1974 she has been a member of the
Union of Czech Fine Artists.



MLADI A PRIRODA
V PODAN{ MANZELU KRYSTYNOVYCH

YOUTH AND NATURE
AS VIEWED BY MR AND MRS KRYSTYN

Eva a Bohumir Krystynovi

Ze Zivota mladych / From the Life of Youngsters
1979-1980

pét kruhovych reliéfd z glazované keramiky, kazdy o @ 60 cm, plivodné v baru
vysokoskolskych koleji v Ostravé-Porubg, dnes v salonku menzy VSB-TUO

Five circular reliefs made of glazed ceramics, each 60 cm in diameter, originally located
in the student dormitory bar in Ostrava-Poruba, today in the VSB-TUO student cafeteria

Mladi, Zivot, pfiroda / Youth, Life, and Nature
1987

keramicka sténa, rozméry 210 x 980 cm, na Celni sténé ve vstupni hale menzy

VSB-TUO

A ceramic wall, 210 x 980 cm), located on the front wall in the entrance hall of the

VSB-TUO student cafeteria

Keramicka mozaika na Fakulté bezpecnostniho inZzenyrstvi v Ostravé-
Vyskovicich vznikla plvodné pro zakladni skolu, nicméné manzelé
Krystynovi svym osobitym stylem plnym barev a naivni stylizace
vyzdobili i nékolik budov projektovanych pfimo pro Vysokou Skolu
banskou. Ackoli byla jejich dila s nejvétsi oblibou uplatfiovana v ma-
tefskych a zakladnich Skolach, své misto nasla i tam, kde dostaval
prednost pred praci a vaznymi tématy odpocinek - v tzv. vladni vile
Vitkovickych Zelezaren, rekreacnim stfedisku ROH, v restauracich
a cukrarnach. A rovnéz na Vysoké Skole bariské nasli Krystynovi
uplatnéni v podobné orientovanych objektech.

Starsi jsou keramické reliéfy Ze Zivota mladych, které vznikly pro
bar na univerzitnich kolejich v Ostravé-Porubé v letech 1979-1980,
ackoli pro nepfipravenost stavby byly instalovany teprve roku 1982.

The ceramic mosaic at the Faculty of Safety Engi-
neering in Ostrava-Vyskovice was originally created
for a primary school, but Eva and Bohumir Krystyn
also decorated, using their own authentic style full
of colours and naive stylization, several buildings
designed directly for VSB-Technical University of
Ostrava. Although their works of art were most
popular in kindergartens and primary schools, they
found their place anywhere where they preferred
the rest to work and serious topics - in the so-called
Vitkovice Ironworks villa, the ROH recreation centre,
restaurants and sweet shops. And this was also the
case with the VSB-Technical University of Ostrava
where Krystyn's found their use in facilities with
a similar purpose.

The older ones are the ceramic reliefs from the
Life of Youngsters, which were created for the bar
at student dormitories in Ostrava-Poruba between
1979-1980, although they were not installed until
1982 because of unreadiness of the building. Origi-
nally, five circular reliefs were hanging next to each
other on the wall behind the bar counter, where
the university students came to recreate in their
leisure time. Simple puppet-like figurines therefore reflect the leisure
activities of youngsters - hiking trips to nature, cycling trips, literary
encounters, discos as well as dating and hanging out in a park. When
the reliefs from the undetermined causes (probably already at the end
of the 1980's) were moved to a small lounge in the cafeteria building,
in which the teens rarely visit, and they lost their original connection
to the student environment.

It was in 1987 when the Krystyn's created the last of their joint imple-
mentations for the new building of a student cafeteria. Initially, Eva
Krystynova was awarded the contract for a large-sized decorative wall
(almost 10 m long) with the subject of Youth, Life, and Nature for the
entrance hall of the building. However, she had passed away before
completing the contract, and therefore her husband Bohumir had to
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Soucasné umisténi reliéfii Ze Zivota mladych v salonku menzy VSB-TUO (foto Roman
Poldsek, 2017) / Current location of reliefs in the VSB-TUO student cafeteria lounge (photo
Roman Poldsek, 2017)

Plvodné viselo pét kruhovych reliéfli vedle sebe na zdi za barovym
pultem, kam univerzitni mladez ve volnych chvilkach chodila za za-
bavou. Jednoduché figurky pfipominajici loutky proto zrcadlily pravé
volnocasové aktivity dospivajicich - péSi vylety do pfirody, vyjizdky
na kole, setkavani nad literaturou, diskotéku i randéni a posedavani
v parku. KdyzZ byly reliéfy z dosud nezjiSténych pFicin (asi jiZ koncem
80. let) preneseny do malého salonku v budové menzy, do néjz se
mlédeZ dostane uz jen zfidka, svou plvodni vazbu na studentské
prostfedi vlastné ztratily.

finish the implementation. While the small reliefs for the bar on the
university dormitories had a direct relationship to the subject of youth,
the ceramic wall in the cafeteria, although it has the word “youth”
already in its name, does so indirectly. Only four scenes - swimming
by the sea, windsurfing and meeting in nature with a book or a guitar
- have a direct relationship to teens’ lives. But they are obviously tied
to nature, which has become the main theme.

An irregular horizontal composition that may resemble waves on the
surface of the sea or lake is unified by the central circle. It captures sev-
eral birds (such as a turkey or a rooster with some hens and chickens)
in a lush flora environment with sunshine in the background. Various
birds and their offspring also occupy many other places on the wall.
However, an undersea world full of bizarre fish and other creatures
from the ocean depths, and here and there also some other animals
such as a flying lizard, a hedgehog, a snake, or a resting little fawn keep
them company. If not for some specific animals, we might think that the
artwork presents a rich selection of poultry for a local cafeteria or, on
the contrary, intends to discourage a particularly sensitive diner from
eating meat. The colourful wall with a purely summer tone captivates
(in the end result) by its overall appeal and holiday mood rather than
by mirroring university life in some way.

Pravé pro novostavbu menzy pak vytvofili v roce 1987
manzelé Krystynovi i posledni svou spole¢nou realizaci
vibec. Zakazku na rozmérnou dekorativni sténu (o délce
skoro 10 m!) s namétem Mlddi, Zivot, pfiroda do vstupni
haly objektu ziskala nejprve sama Eva Krystynova. OvSem
jeSté pred dokoncenim dila zemfrela, a proto musel reali-
zaci dotdhnout jeji manzel Bohumir. Zatimco malé reliéfy
pro bar na kolejich univerzity mély pfimy vztah k tematice
mladi, keramicka sténa v menze, ackoli ma slovo ,mladi”
jiz v ndzvu, tak cini spi$ nepfimo. K Zivotu dospivajicich
maji totiZ pFimy vztah jen Ctyfi vyjevy - koupani u more,
windsurfing a setkavani v pfirodé u knihy ¢ u kytary. | ty
jsou vsak zjevné svazany s pfirodou, ktera se tu stala
hlavnim namétem.
Nepravidelnou horizontaini kompozici, kterd mize pfi-
pominat snad viny na hladiné mofe ¢i jezera, sjednocuje
Ustfedni kruh. Ten zachycuje nékolik ptakd (je tu napf.
krocan ¢i kohout se slepici a kufatky) v prostfedi bujné
kvéteny a na pozadi slunce. Rozlicné ptactvo i se svymi
mladaty zaujalo misto také na mnoha dalSich mistech
stény. Spolecnost jim vSak déla i podmofrsky svét plny
roztodivnych ryb a jinych tvord z hlubin ocednl a tu
a tam rovnéz dalsi zvifata, jako tfeba létajici jeStérka,
jezek s hadem &i odpodivajici kolouSek. Nebyt nékterych
specifickych zvifat, mohli bychom se domnivat, Ze dané
dilo prezentuje bohatou nabidku driibeze mistnf jidelny,
nebo chce naopak k pfirodé zvlast citlivého stravnika
od konzumace masa odradit. Pestrobarevna sténa s ryze
letnim nadechem tedy ve vysledku zaujme spiSe svou
celkovou plsobnosti a prazdninovou naladou neZ tim,
Ze by néjak zrcadlila univerzitni Zivot.

Jakub Ivanek

(1922-1987)

Eva Krystynovd se narodila
ve slovenské Skalici. V letech
1942-1948 studovala Vysokou
Skolu uméleckoprlimyslovou
v Praze u Karla Svolinského.
0d roku 1950 pak pisobila jako
navrharka wtvarné tvorby pro Détsky diim v Praze. Na Ostravsko pfisla s manzelem
roku 1960 a do roku 1968 pisobila jako vyjtvarnice Kulturniho domu v Ostrave-
Porubé. Pozdéji se stala vyjtvarnici ve svobodném povoldni. Ve svém dile vychdzela
7 lidovych tradic moravsko-slovenského pomezi a tvorby pro déti. Ve spolupraci
s manZelem Bohumirem vytvorila také fadu realizaci pro architekturu. Své neza-
ménitelné keramické (nékdy reliéfné provedené) stény uplatnili v budovach skol,
at uz matefskych (napr. Ostrava-Zabreh, Ostrava-Lhotka, Havifov, Frydek-Mistek),
zékladnich (Ostrava-V{Skovice, 2vl&stni Skola Fulnek), stfednich (SS chemickd v Os-
travé-Zabiehu) ¢ vysokych (VSB), déle v restauracnich zafizenich (Ostrava — Mari-
anské Hory, Opava), obchodnich strediscich (Klimkovice), v rehabilitacnim dstavu
v Hrabyni aj.

Eva Krystynovd was born in Skalica, Slovakia. From 1942 to 1948, she studied at the
Academy of Arts, Architecture and Design in Prague under Karel Svolinsky. From
1950, she worked as an art designer for the Children’s House in Prague. She moved
to Ostrava with her husband in 1960 and until 1968 she worked as an art designer
in the community centre in Ostrava-Poruba. Later, she became a freelance artist.
Her work was inspired by the folk traditions of the Moravian-Slovak borderland
and the children’s art. In cooperation with her husband Bohumir she also created
a number of works for architecture. Their unmistakeable ceramic (sometimes in
relief) walls have been used to decorate the building interiors of kindergartens
(e.g. Ostrava-Zabreh, Ostrava-Lhotka, Havitov, Frydek-Mistek), primary schools
(Ostrava-ViySkovice, Fulnek Special School), secondary schools (Secandary School
of Chemistry in Ostrava-Zabreh, restaurants (Ostrava — Maridanské Hory, Opava),
shopping centres (Klimkovice), the Hrabyné rehabilitation centre, and others.
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Dva z péti reliéf(i z glazované keramiky na téma Ze Zivola mladych, o priméru 60 cm (foto Roman Poldsek, 2017) / Two of the five reliefs made of glazed ceramics, with a diameter

of 60 cm (photo Roman Poldsek, 2017)
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Pavodni umisténi keramickych reliéfd manZel( Krystynovych v bufetu vysokoskolskych
koleji (foto Petr Sikula, 80. léta 20. stoleti) / The original location of Krystyn's ceramic reliefs
at the University's snack bar (photo Petr Sikula, 1980's)

Na éem pracuji manielé Krystynovi

SPOLECNE DILO

Byl jednou maly domelek, v
tom domedku dvé wvelilké skPind
& ¥ thoh skfinich hilinéné kra-
lovsivi, PandCal & panenky, bab-
ky ¥ Sdtcich, vodnicl | Zblabuib-
kové, rohaté kory 1 roztodivnid
eviFitks na hlininfch nofkich.
A jJak tohle krilovstvi venikio?

Plenesome =8 ¥ pohidky do
reality — vEechny tyto poetické
figurky se narodily z fantazie &
l1asky ke keramlcké pocl aba-
demické mallfky Evy Krystyno-
v, KdyZ fsme za ni do Krésné-
ho Pole pHjell ¥ neddvofch
doech, neylgovala se viak tvop-
bé figurek, ole oblemn docela
findmuo. Spolefnd =e svym man-
falem akademickym mallfam Bo-

Clének o prdci na mozaice manZelii Krystynovych pro menzu V3B otistény v Ostravském
vecerniku 12. listopadu 1986 / An article about works on Krystyn's mosaic printed in the
Otravsky vecernik daily on November 12, 1986

humilem EKrystynem diskutovall
nad phrovsk{m panslem, pokres-
lentm kvidtinami, ptilky a drob-
n¥ml figurkaml, Eva Krystynové
pém prozradila, 3o se jednd o
nivrh, kiter§ bode slou¥it jeko
predigha pro keramickou std-
o, ne nfd spolefnd s mante-
lem v soufasnd dob@  pracull
Podle pland InXenyra architek-
ta Viadimira Svobody buda ba-
ravnd mozaika dloohd desst &
Slrokd dva a pil metro slougit
jako wvizdoba nové mengy Vyso-
Wit Hkoly bafiské v Osiravi. Ba-
roynost & hravd postika

lefného diln obon mankeld I:Et:

pilspdil ke zkrifleni celkového
interiéry. {&ih)

(1919-2010)

Krystynova studia na Skole uméleckych femesel v Brné byla roku
1944 prerudena totdlnim nasazenim v prazské tovdrné. V Praze pak
roku 1945 nastoupil na Vysokou skolu uméleckopriimyslovou, kde
v ateliéru monumentalni malby Emila Filly absolvoval roku 1950.
V 50. letech malifsky zachytil vystavbu Nové huti Klementa Gottwalda
a portrétoval jeji prvni zaméstnance. Ryze realistickou malbu postupem
¢asu zbavoval detailli a dodaval ji impresionisticky nadech. Jeho krajiny
i kytice zaujmou pestrou, aZ nadsazenou barevnosti. Vedle malifstvi se
vénoval také keramice. Kromé fady realizaci vytvorenych s manzelkou Evou spolupracoval také s keramikem Luborem Téhnikem
(mozaika Rodina pro kulturni stfedisko Pozemnich staveb v Moravské Ostravé, 1961; délici sténa pro hotelovy diim Nové huti
v Ostravé-Zabrehu, 1965). Se skldfem Benjaminem Hejlkem navrhl dekorativni sklenéné stény pro feditelstvi Viystavby Ostrav-
sko-karvinskych dold (1965). Sam je autorem dekorativnich mifzi v hotelovém domé Vitkovickych Zelezdren v Ostravé-Zabrehu
(1970 a 1971) CivitraZe pro diim Petr Bezruc v Laznich Jesenfk. Byl clenem ostravské i prazské pobocky Svazu ceskoslovenskych
vytvarnych umélcd. Podnikl fadu zahranic¢nich studijnich cest.

Krystyn's studies at the School of Arts and Crafts in Brno were interrupted in 1944 by deployment to a Prague factory. In 1945,
Krystyn enrolled in the University of Applied Arts in Prague, where he graduated in the studio of the monumental painting under
Emil Filla in 1950. In the 1950's he painted the construction of the ironworks Klement Gottwald Nova Hut and portrayed its first
employees. He gradually stripped his purely realistic painting style of details and gave it a significant impression. His landscapes
and bouquets of flowers engage our attention by its multi-coloured, almost exaggerated colouring. Besides painting, he also
devoted himself to ceramics. In addition to a number of works together with his wife Eva, he also cooperated with ceramist
Lubor Téhnik (a mosaic Family for the Cultural Centre of the company Pozemni stavby in Moravian Ostrava; a dividing wall for
the Novd Hut in Ostrava-Zabreh, 1965). Together with glassmaker Benjamin Hejlk, they designed decorative glass walls for the
headquarters of the Ostrava-Karvind Mines (1965). Krystyn himself is the author of decorative grids in the apartment hotel
owned by Vitkovice Ironworks in Ostrava-Zabreh (1970 and 1971) or stained glass for the Spa House Petr Bezru¢ in Jesenik
(Spa). He was a member of the Ostrava and Prague branches of the Union of Czechoslovak Fine Artists. He has participated in
a number of foreign study internships.



UCITEL A STUDENT ANEB DIDAKTIKA RELIEFEM

TEACHER AND STUDENT

OR THE DIDACTICS AS A RELIEF

Damjan (Damian) PeSan

Preddvdni zkuSenosti / Transfer of Experience

1956

Tri piskovcové reliéfy o rozmérech 120 x 90 cm, stifedni deska znacena v pravém
dolnim rohu rdmu PESAN 1956, nadpraZi hlavniho vstupu Ekonomické fakulty
VSB-TUO na Sokolské ulici 2416/33 v Moravské Ostravé

Three sandstone reliefs, 120 x 90 cm, a central panel marked in the lower right corner
of the frame PESAN 1956, located on the door head of the main entrance to the
Faculty of Economics, VSB-TUQ at Sokolska Street 2416/33 in Moravian Ostrava

Damjan / Damian PeSan seems to be an artist ori-
ented towards woodcarving, church themes, and as-
sociated primarily with prominent First Republic ar-
chitect Joze Ple¢nik. That is why it is quite remarkable
- and perhaps slightly mysterious - how he managed
to receive the sculptural contracts in Ostrava, or
more precisely in Poruba. There, in 1956 he created
a group of four statues of children, Young Pioneers
on a portico ledge of an apartment building.

In the same year PeSan completed reliefs on the
front facade of today’s Faculty of Economics at So-
kolska Street in the centre of Moravian Ostrava.
Each of the three stone panels captures a couple
of half-figures, of which the elder one always rep-
resents a professional experience, and the other

Damjan (Damian) Pe3an se jevi jako umélec orientovany na dfevo-
fezbu, cirkevni témata a spojeny predevsim s prominentnim prvo-
republikovym architektem JoZe Ple¢nikem. Je o to pozoruhodnéjsi
- a mozna lehce zdhadné -, jakou cestou se dostal k socharskym
zakazkam v Ostravé, resp. v Porubé. Tam totiz v roce 1956 vytvofil
soubor Ctyf soch détskych postav - pionyrd - na fimse portiku by-
tového domu.

V témZe roce realizoval reliéfy na hlavnim praceli dneSni Ekonomic-
ké fakulty na Sokolské ulici v srdci Moravské Ostravy. Kazda ze ti
kamennych desek zachycuje dvojici polopostav, z nichz vzdy starsi
predstavuje profesni zkuSenost, druha pak studenta, ktery se vzdéla-
va - postupné v oboru hornictvi, geologie a hutnictvi. Plastické obrazy
prechazeji od nizkého do vysokého reliéfu a v obrysu jsou shodné
formatovany jako velké klendky umisténé v mohutném nadprazi
vstupu do vestibulu budovy. Lze postfehnout, Ze autor tentokrat
pracoval v kameni podobné jako dfive v fezbé, prestoZze témata
vsech tfi reliéfli jsou s ohledem na jejich umisténi ryze civilni. Ackoli
v duchu tradi¢ni ostravské ikonografie, vybocuji z dobovych popis-
nych schémat pravé zplsobem zpracovani. Sochar pojal jednotlivé
postavy, pfestupujici rdm, témér monumentalné, bez drobnopisné

a student who is being educated - first in the field
of mining, then geology, and finally metallurgy. The three-dimensional
images transition from low to high relief, and in the contour are identi-
cally formatted as large voussoirs located in the massive door head

Reliéfy na hlavnim priceli dnesni Ekonomické fakulty na Sokolské tfidé (foto Roman
Poldsek, 2017) / Reliefs on the main facade of today’s Faculty of Economics at Sokolskd
trida (photo Roman Poldsek, 2017)
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Reliéfy na hlavnim priceli dnesni Ekonomické fakulty na Sokolské tridé (foto Roman Poldsek, 2017) / Reliefs on the main facade of today’s Faculty of Economics at Sokolskd tiida
(photo Roman Poldsek, 2017)

modelace a schematickych gest, jak umélcim velela tehdejsi dobova
ideologie. Takto ma jeho prace daleko bliz k prvorepublikové tradici
monumentalizovanych postav havif a tavi¢l z repertoaru tvorby
ostravského sochafe Augustina Handzela nebo v Ostravé na cas
pracujiciho brnénského sochare Josefa Kubicka nez k sochafskym
reprezentantlim prace v pojeti tzv. socialistického realismu. Ostatné,
pravé socharské tvorbé na ostravskych administrativnich palacich
z dvacatych a tficatych let je mistné blizko.

above the front entrance to the building's vestibule. It is noticeable that
this time the author worked with stone similar to the way he did with
carving before, even though the themes of all three reliefs are purely
civilian with regard to their location. Though in the spirit of traditional
Ostrava iconography, they go against the historical descriptive schemes
through the method of their creation. The sculptor carved each figure,
extending beyond the frame, almost monumentally, without any min-
iature modelling and schematic gestures, as ordered by the period's
ideology. Thus his work is much closer to the First Republic tradition
of the monumentalized figures of the miners and smelters from the
repertoire of the work of the Ostrava sculptor Augustin Handzel, or in
Ostrava temporarily based sculptor Josef Kubicek from Brno, rather than
to the sculptural representatives of the work in the so-called Socialist
Realism style. After all, PeSan is locally close to the sculptural work at
the administrative palaces of Ostrava from the twenties and thirties.
Marie Stastna

(1887 — presné datum Gmrti neznamé, udava se po 1969/ precise date of death unknown, assumed after 1969)

0Osobnost tohoto umélce plisobi v ceském prostredi zvidstné. Narodil se v Praze a béhem svého tvlirciho Zivota se osvédcil jako
sochar a fezbdr. Vzdélani ziskal na Uméleckopriimyslové Skole v Praze (1908-1914 a 1920-1923), a to pod vedenim Emanuela
Novaka, Jana Kastnera, Celestyna Kloucka nebo Josefa Drahofiovského. Skoleni znamenalo jedine¢nou pripravu pro designérstvi
a zisk femesIné zdatnosti, které se mohly uplatnit v oblasti uméleckoprimyslové vyroby. Jednim z hlavnich cilli vjuky bylo vypéstovat
cit pro materidl a schopnost stylové skloubit jednotlivé umélecké obory. Pfed prvni svétovou valkou byla skola vjznamna i jako
vychodisko umélecké avantgardy. To v3e, stejné jako prace pod vedenim architekta Jozeho Plecnika, bylo podstatnym vkladem
do Pesanovy umglecké kariéry. Presto o umélci uménovédna literatura mlci, najdeme jen nedplné slovnikové informace a jeho
prdce se pfipomind pouze v souvislosti s Ple¢nikovou architekturou. V aredlu Prazského hradu vytvoril na prelomu 20. a 30. let
20. stoletf bronzové plastiky dvou bykd nesoucich baldachyn na tzv. Bycim schodisti, které spojuje prlichad z I1l. nddvorf do zahrady
Na valech, a o sedm let pozdéji zpracoval ve dFevé postavy Krista a Sesti Ceskych patrond pro Plecnikdv kostel Nejsvétéjsiho srdce
Pané na praiskych Vinohradech. Ve tficatych i Ctyficatych letech je s dfevorezbou spojena i jeho prdce pro loutkdrfe, a to v dobé,
kdy ucil na Statnf dstredni Skole bytového priimyslu v Praze (v roce 1921 zaloZena jako Statni Skola pro zpracovani dfeva, dnesnf
Vyssi a Stiedni uméleckopriimyslova kola v Praze-Zizkové). Tam je dodneska dochovan pivodni dievény mobiliai knihovny
a feditelny, do néjz Pedan spolu s Frantiskem Kmentem vclenili i své drevéné sochy.

The personality of this artist gives a somewhat strange impression in the Czech environment. Damian PeSan was born in Prague
and during his creative life worked as a sculptor and a woodcarver. He received his education at the School of Applied Arts in
Prague (1908-1914 and 1920-1923), under a supervision of Emanuel Novak, Jan Kastner, Celestyn Kloucek, and Josef Draho-
fovsky. The training provided him with a unique preparation for the design and craftsmanship that could later apply in the field
of applied art industry. One of the main objectives of the education was to create a sense of material and the ability to combine
individual art disciplines. Before the First World War, the school was also important as a starting point for artistic avant-garde.
All this, combined with the work under architect Joze Plecnik, was a substantial contribution to PeSan’s artistic career. Still, thwe
art history literature is quiet about this artist; we can find only incomplete glossary information and his work is only reminded in
connection with Plecnik’s architecture. At the turn of the 1920°s and 1930's, PeSan created a bronze sculpture of two bulls carrying
a canopy on the so-called Bulls Staircase, which connects the passage from the third courtyard with the Na valech Garden (in
(zech On A Fortified Line) at the Prague Castle, and seven years later wood carved the figures of Christ and six Czech patrons for
Plecnik's Church of the Sacred Heart of the Lord in Prague’s district Vinohrady. In the 1930's and 1940's, PeSan‘s woodcarving
was also associated with the work for puppeteers, which was at the time when he taught at the State Central School of Housing
Industry in Prague (it was established in 1921 as the State School for Wood Processing, today's the College and Secondary School
of Applied Arts in Prague-Zizkov). There one can find original wooden furniture in the library and the principal’s office, where
Pedan and FrantiSek Kment have also incorporated their wooden statues.
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(PADLY) ANDEL S KAHANEM

(FALLEN) ANGEL WITH MINER'S LAMP

Marek Prazak

Svétlonos / Torchbearer

2001

figurativni plastika z epoxidové pryskyfice na ocelové kostfe s mosaznymi kridly
nesouci hornicky kahan s osvétlenim, vysoka 400 cm, na konzole zadniho priceli
Ekonomické fakulty do ulice Dr. Smerala v Moravské Ostravé

A figurative sculpture made of epoxy resin on a steel frame with brass wings carrying
a miner's lamp with illumination, 400 cm high, located on the console of the rear facade
of the Faculty of Economics into Dr. Smerala Street in Moravian Ostrava

S

Svétlonos v kontextu architektury zadniho praceli univerzitni budovy (foto Roman Poldsek, 2017) / Torchbearer
in the context of the back facade architecture of the University building (Photo: Roman Poldsek, 2017)

Marek Prazak found a place for his statue on his
own. For many years he felt provoked by an empty
ledge on the ceramic facade of the Faculty of Eco-
nomics, VSB-TUO. The building was built thanks to
the extension of the older part of the former Faculty
of Metallurgy in the middle of the 1950's in the style
of classical Socialist Realism. The individual buildings
today form the whole city block, surrounded by busy
streets of the centre of Ostrava.

The sculptor thought of the variants when creating
the design. He imagined a vertical, provocative stat-
ue - from the initial motif of a woman walking off the
ledge into the street space (Step), the author gradu-
ally reached the idea of a figure with a miner's lamp
illuminating the city from above with protective light.
From the typical Ostrava depiction of lamps on the
hands of miners on the facades of the surrounding
buildings in the centre of Ostrava, he advanced to
the idea of a lamp shining in the hands of an angel.
The angel Torchbearer took the form of a vague an-
drogynous being provocative through its obscurity
and incomprehensibility. Unlike other stone lamps
in the hands of stone miners, the Torchbearer's lamp
was supposed to be lit by electric light.

The ambiguous appearance of a statue with wings,
a pointed cap and a bright blue body provokes
various interpretations. Are we standing in front of
a proud angel cast from heaven and condemned
to an eternal precarious perch above the depths
of a street, or a mining sprite? The Torchbearer is
a Czech version of the name Lucifer. Does the Torch-
bearer’s lamp illuminate the way home for pilgrims,
or does it shine somewhere up in the dark to mis-

Misto pro svoji sochu si nasel autor Marek Prazak sdm. Dlouhé roky lead the pedestrians from their proper way on the pavement?

ho provokovala prazdna fimsa na keramické fasddé budovy Ekono-  When the statue was placed on the ledge in 2001, the lamp in the Torch-

mické fakulty VSB-TUO. Budova vznikla pFistavbou starsi €asti plivod-  bearer's hand actually shone. Because the electrical installation in the
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Nocni pohled na Svétlonose béhem slavnostniho rozsviceni v prosinci 2013 (foto Roman PoldSek) / Night view of the Torchbearer during the ceremonial lighting-up in December

2013 (photo Roman Poldsek)

Pracovni voskovy model sochy (foto archiv Mar-
ka PraZdka) / Working wax statue model (photo
Marek PraZdk archives)

né Hutnické fakulty v polovi-
né 50. let 20. stoleti ve stylu
klasicizujiciho socialistického
realismu. Jednotlivé stavby
dnes tvori cely méstsky blok,
obklopeny rusnymi ulicemi
centra Ostravy.

Sochaf pfi navrhu premys-
lel postupné o rdznych va-
riantach. Predstavoval si
vertikalni, provokativni so-
chu - nejdFive postavu Zeny
vykracujici z Fimsy do vol-
ného prostoru ulice (Krok).
Postupné se dostal aZ k po-
stavé s hornickym kahanem
osvétlujici mésto z vysky

burner at an unreachable place high above the heads of pedestrians
was not properly maintained, the Torchbearer's light went out over time.
The embellishing association For Beautiful Ostrava decided to restore
the lighting; its members together with the author of the sculpture took
effort to repair the lamp (in collaboration with the Faculty of Economics
of VSB-TUO and the Municipal District of Moravian Ostrava and Pivoz).
In December 2013, on the winter solstice, the Torchbearer’s lamp was
lit again ceremoniously.

ochrannym svétlem. Typické ostravské sochy s kahany
zobrazuji tradi¢né postavy hornikd. Od tohoto zobrazeni,
které najdeme na mnoha budovach v blizkém okoli v cen-
tru mésta, postoupil autor k predstavé kahanu sviticiho
v rukou andéla. Andél Svétlono$ dostal podobu neurcité
oboupohlavni bytosti provokujici svou nejasnosti a ne-
uchopitelnosti. Svétlonosdv kahan na rozdil od ostatnich
kahan( v rukou kamennych havifd mél skutecné svitit
elektrickym svétlem.

Nejasna podoba sochy s kFidly, Spi¢atou Cepickou a jasné
modrym télem provokuje k riznym vykladdm. Mame pred
sebou pySného andéla svrzeného z nebe a odsouzeného
k vé¢nému balancovéni nad hlubinou ulice, nebo ddliniho
skritka? Svétlonos je prece Ceskou variantou jména Luci-
fer. Osvétluje Svétlonosiv kahan poutnikdm cestu domd,
anebo sviti kdesi nahofe ve tmé, aby sved| chodce z jeho
radné cesty po chodniku?

KdyZ byla socha na fimsu v roce 2001 umisténa, kahan
v ruce SvétlonoSe svitil. ProtoZe o UdrZzbu elektroinstalace
v kahanu na nedostupném misté vysoko nad hlavami
chodcl nebylo pecovano, SvétlonoSovo svétlo po Case po-
temnélo. Obnovu osvétleni inicioval okraSlovaci spolek
Za krasnou Ostravu, jehoZ ¢lenové se spole¢né s auto-
rem plastiky postarali o opravu kahanu (ve spolupraci
s Ekonomickou fakultou VSB-TUO a Mé&stskym obvodem
Moravska Ostrava a Privoz).

V prosinci 2013 v den zimniho slunovratu se Svétlonostv
kahan nad Ostravou znovu slavnostné rozsvitil.

Eva Spatkova

(*1964)

Ostravsky umélec Marek Prazdk
studoval v letech 1986-1992
na Vysoké Skole uméleckopri-
myslové na katedfe tvarovani
strojli a ndstroji ve Zliné design
u profesorti Pavla Skarky a Zdefi-
ka Kovare. Zabyva se volnou i uzi-
tou tvorbou a vyuzivé k tomu Siro-
kou Skdlu médif od tradicnich materidld pres zvuk, slova a texty aZ po pohyb
a akci. Stejné Sirokd je i oblast jeho uméleckého vyjadfovani — socharstvi,
kresba a malba, design a performance, hudba a zpév. Vytvoril vytvarna dila
jako soucast architektury pro soukromé i instituciondlni zadavatele, pracoval
pro divadlo, televizi i film. Pro Fakultu bezpecnostniho inZenyrstvi VSB-TUO
vytvoril slavnostni vysokaskolské insignie z mosazi, bronzu a stffbra.

Ostrava artist Marek Prazak (= 1964) studied in 1986—1992 at the Academy of
Arts, Architecture and Design, the Department of Machine and Tool Shaping
in ZIin under the supervision of the Professors Pavel Skarka and Zden&k
Kovar. He deals with free and applied art, utilizing a wide range of media
from traditional materials through sound, words and lyrics to the movement
and action. The scope of his artistic expression — sculpture, painting and
drawing, design and performance, music and singing — is equally broad. He
has created works of art as part of architecture for private and institutional
clients, and worked for the theatre, television, and film. He created the
festive University insignia of brass, bronze and silver for the Faculty of Safety
Engineering of VSB-TUO.



We can find the remarkable, but somewhat mysteri-

ous mosaic on the corner of today's passage of the

Faculty of Economics in the city centre. Although

- TAJEMSTVI KONSTRUKTIVISTICKE MOZAIKY

=5 ; THE MYSTERY OF CONSTRUCTIVIST MOSAIC

the building in which it is located looks quite mod-

ern now, itis, in fact, the oldest building in the block

i Autor neznamy / Unknown author (Dobroslav Szpuk?)

of buildings of the former Faculty of Metallurgy,

asi 1962 / Approx. 1962

which is bordered by Ceskobratrska, Sokolska,

sklenéna mozaika ze sintrovanych kostek o rozmérech 477 x 352 cm, v naroznim Mati¢ni and Smeralova streets. Originally, it housed

podchodu budovy dfive Hutnické, dnes Ekonomické fakulty VSB-TUO v Moravské

the business academy, and was built in the late Art

Ostravé

Nouveau style in 1907. When modernist buildings

A glass mosaic made from prefabricated sintered bricks, 380 x 270 cm, located in

were gradually built around it, which culminated in

a corner passage of the building of today’'s Faculty of Economics (formerly Faculty of

the construction of a new main building of the Fac-

2 Metallurgy) of VSB-TUO in Moravian Ostrava

|

ulty of Metallurgy of V5B designed by the architect

5| Alois Houba in the years 1954-1956, it no longer

! i Na pozoruhodnou a ponékud tajemnou mozaiku narazime v na-

roznim prichodu dnesni Ekonomické fakulty Vysoké skoly bariské
v centru mésta. Ackoli budova, na které se nachdzi, vypada dnes
pomérné moderné, jedna se v jadru o nejstarsi stavbu v bloku budov

suited this context. During extensive reconstruction of the Faculty in
the years 1960-1963, it therefore underwent a major modernization
process during which the outer shell was unified by facing tiles with
Houba's new Faculty building in the style of modern classicism.

-1
ca nékdejsi Hutnické fakulty, ktery je sevien ulicemi Ceskobratrska,

z Sokolsk4, Mati¢ni a Smeralova. Jde o plvodni obchodni akademii,

ktera byla vystavéna ve stylu pozdni secese roku 1907. Kdyz byla

postupné obestavovana modernistickymi objekty, coz vyvrcholi-

lo vystavbou nové hlavni budovy Hutnické fakulty podle projektu

architekta Aloise Houby z let 1954-1956, zacala v tomto kontextu

pUsobit nepatfi¢né. PFi rozsahlé prestavbé budov fakulty v letech

1960-1963 proto doslo k jeji vyrazné modernizaci, pfi niz byl vnéjsi

plast sjednocen kachlickovym obkladem s novou fakultni budovou

|
- 3 =y I 1
S it ve stylu moderniho klasicismu.
- D HE

V té dobé vznikl také narozni podchod, na jehoz zed vedle vcho-

dovych dvefi bylo zamysleno vytvarné dilo (snad reliéf ¢i malba).

Z téchto plant ale seslo a na zacatku roku 1963 archivni materialy

pouze konstatuji, Ze byl podchod dopInén o sklenénou mozaiku.

Kdo je autorem jejiho navrhu, uz se nikde nepisSe. Jistou indicii ale

mUZe byt jméno architekta této prestavby, jimz byl Dobroslav Szpuk
(1930-2014), tehdy pUsobici v ostravském Stavoprojektu. Ten byl
profesi architekt, ale vénoval se rovnéz malbé. Je tedy docela mozné,

e

Celkovy pohled na budovu s mozaikou (foto Jakub Ivdnek, 2016) / Overall view of the
building with the mosaic (photo Jakub Ivdnek, 2016)
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Ze ve chvili, kdy se potfebovalo uSetfit vypusténim vytvarné vyzdo-
by, navrhl snadnéji realizovatelny vytvarny prvek sam. Stacilo by
nakoupit potfebné mnozstvi prefabrikovanych sklenénych kostek,
které pak podle navrhu mohli na zed' instalovat pfimo pracovnici
na stavbé. Pouzita byla zakaleng, tzv. sintrovana mozaika, vznikajici
tavenim skelné smési ve formé, ktera se Cast€ji nez na vytvarna dila
uZivala pravé k dekorativnim obkladdm stén bazénd, nadrazi apod.
Navrh mozaiky je ovSem velmi zajimavy uz tim, jak doplfiuje vizaz
stavby. Oproti uméfenému vyrazu klasicizujici architektury 50. let se
mozaika stavi zcela sebevédomé jako geometrizovana kompozice
zarivé barevnych ploch, ktera jiz zcela odpovida konstruktivistickym
tendencim ¢eského uméni 60. let. To navazovalo na domaci i svétové
trendy geometrizujiciho uméni a designu mezivale¢né doby. V nasi
mozaice mUZeme najit inspiraci pralomovymi abstraktnimi obrazy
FrantiSka Kupky z desatych az tficatych let 20. stoleti, ale zejména
designem nizozemskych umélcli z uskupeni De Stijl, jimZ se blizi
rovnéz zvolenou barevnosti.

Ne kaZdy se vSak spokoji s vysvétlenim, Ze jde o nadSeni geometrii
a hru barev, a tak nékteri kolemjdouci hledaji v mozaikovém obrazci
na sténé rovnéz vécné inspirace. Zdalo by se, Ze Uspornost tvard
to témeér znemoznuje, ovsem nazor, ze jde o stylizovany portrét
(tedy vlastné hlavu), nelze jen tak smést se stolu. Dovolme si tuto
neurcitost pricist k celkové zahadnosti onoho kouzelného zakouti
ostravské architektury.

At that time, also the corner passage was built, on wall next to the
entrance door a work of art (perhaps a relief or a painting) was in-
tended. These plans, however, were not realized, and in early 1963,
the archival materials only stated that the passage was decorated with
glass mosaic. There is no mention of the author of its design. However,
a certain clue may be the name of the architect of this reconstruction,
Dobroslav Szpuk (1930-2014), who was working for Ostrava Stavopro-
jekt at that time. He was an architect, but he also devoted himself to
painting. Itis, therefore, quite possible that he designed a more easily
realizable art element himself as it was necessary to save by omitting
the art decoration. He would have bought the necessary amount of
prefabricated glass cubes, which could have been installed directly on
the wall by workers at the construction site according to his design.
Tempered, so-called sintered mosaic was used, made by melting of
glass mixture in the form that was used for the decorative wall cladding
of pools, stations, etc., rather than for works of art.
The design of the mosaic motif is of course very interesting if we con-
sider the way it supplements the appearance of the building. Compared
to the moderate expression of classicist architecture of the 1950's,
the mosaic appears entirely confident as a geometrized composition
of brightly coloured areas, which completely corresponds to the con-
structivist trends in Czech art of the 1960's. It followed the domestic
and global trends of geometrizing art and design of the inter-war pe-
riod. In our mosaic, we can find inspiration by breakthrough abstract
paintings by FrantiSek Kupka from the 1910's to 1930's, but especially
by the design of the Dutch artist group De Stijl, which is also close to
the selected colours.
But not everyone is satisfied with the explanation that it is a passion
for geometry and a play of colours, so some passersby are also look-
ing for factual inspiration in the mosaic pattern on the wall. One could
seem to think that the economy of shapes almost makes it impossible,
but the opinion that it is a stylized portrait (that is the head) cannot be
easily dismissed. Let us add this uncertainty to the overall mystery of
this charming corner of Ostrava's architecture.

Jakub Ivanek

Celkovy pohled na mozaiku (foto Roman Poldsek, 2016) / Overall view of the mosaic (photo Roman Poldsek, 2016)
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SKRYTE VRSTVY
HIDDEN LAYERS

Stanislav Martinec

Hornictvi a pFiroda / Mining and Nature

1979-1982,

reliéf z glazované keramiky o rozmérech 200 x 400 cm, v bufetu univerzitnich koleji
v Ostravé-Porubé (dnes bar Vrtule) / A relief made of glazed ceramics, 200 x 400 cm,
located at a convenience store of the University dormitories in Ostrava-Poruba (now
the Vrtule Bar)

Josef Kolar

Ostrava ve dne a Ostrava v noci / Ostrava in the Day and Ostrava at Night
1960-1961

dekorativni vymalba dvou stén provedena zfejmé latexovou barvou o rozméru

8 m?, v nékdejsi kurarné kina Vesmir / A decorative painting of two walls, 8 m?in size,
in the former smoking room of Vesmir Cinema

Reliéf Stanislava Martince v bufetu vysokoskolskych koleji (foto Petr Sikula, 80. léta 20. stoleti) / Stanislav
Martinec’s relief at the University’s snack bar (photo Petr Sikula, 1980's)

When documenting artistic realizations for the ar-
chitecture of the second half of the 20t century,
we very often encounter a saddening reality, where
we cannot manage to find the documented work of
artin its place. Unfortunately, only in some cases it
is discovered that it was moved to another place,
stored, or sold... In large part the search ends with
stating that the work has been removed and de-
stroyed. And this happens not only in the case of
works conforming to ideologies of that era, but also
here and there in the case of quality works, the
value of which would consist not only in the number
of zeros with which the current financial valuation
would end, but particularly in the irreplaceability
and unrepeatability of the original art. Fortunately,
there is no such case documented at VSB - Techni-
cal University of Ostrava. Still, even here we can talk
about works of art whose existence is in some way
hidden. Already in the chapter about the entrance
facade of the Rectorate building, we mentioned cov-
ering the interior part of the relief by Vladislav Gajda.
Now, we will continue with adding some stories of
how the relief was stored and the wall is missing.

The work that is physically present at VSB - Techni-
cal University of Ostrava, although no one can see it
at present, is the ceramic relief called South Bohe-
mian Ceramics by Stanislav Martinec. It was created
in the early 1980's for the convenience store located
at the student dormitories in Ostrava-Poruba, and
according to its theme, it can be called Mining and
Nature. Perhaps this is due to the nature of material
that a large proportion of artists working with ce-

PFi dokumentaci uméleckych realizaci pro architekturu druhé polovi-  ramics lean toward lyricism and romanticism in their works. This is also

ny 20. stoleti naraZime velmi ¢asto na smutny fakt, kdy dilo doloZzené  visible the discussed relief, where our attention is immediately caught

prameny na jeho misté nenalezneme. BohuZel jen v nékterych pfi- by a big butterfly hovering over a fertile landscape. But it would not be

padech se zjisti, Ze doslo k jeho pfesunu jinam, uskladnéni, prodeji...  a relief for V5B - Technical University of Ostrava if it did not also cover
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Z velkeé Casti pak konéi patrani konstatovanim, ze
dilo bylo odstranéno a zni¢eno. A stava se to nejen
u praci poplatnych dobovym ideologiim, ale tu
atam rovnéz v pripadé kvalitnich dél, jejichz hod-
nota by spocivala nejen v poctu nul uzavirajicich
¢astku soucasného financniho ohodnoceni, ale
zejména v nenahraditelnosti a neopakovatelnosti
umeéleckého originalu. | na Vysoké Skole bariské
narazime na dila odstranéna, nebo takova, jejichz
existence je oku soucasnika néjakym zplsobem
skryta. Jiz v kapitole o vstupnim praceli rekto-
ratni budovy jsme hovofili o zakryti interiérové
Casti reliéfu Vladislava Gajdy. Nyni pfidame jeSté
pribéhy uskladnéného reliéfu a pohreSované
malby.

Dilem, které je na Vysoké Skole bariské fyzicky
pritomno, ackoli ho v soucasnosti nikdo nemUze

spatfit, je keramicky reliéf jihoCeského kerami- Cdst vyjevu z malby Josefa Koldfe Ostrava ve dne v kufdrné kina Vesmir (pfetisténo z periodika Cerveny

ka Stanislava Martince. Vznikl na pocatku 80. let
20. stoleti pro bufet studentskych koleji v Ostra-
vé-Porubé a dle jeho namétu je mozno jej oznacit
nazvem Hornictvi a pfiroda. Asi je to dano materialem, Ze velka ¢ast
vytvarnikd pracujicich s keramikou tihne k lyrickému, az romanti-
zujicimu pojeti. To je znat i na diskutovaném reliéfu, kde pozornost
Clovéka na prvni pohled upouta veliky motyl vznasejici se nad urod-
nou krajinou. Ale nebyl by to reliéf pro Vysokou Skolu bariskou, aby
nezrcadlil rovnéz hornictvi jako odvétvi tézby charakteristické pro
Ostravsko. V druhém planu (tom podzemnim) se nam oteviraji geo-
logické vrstvy zemé provrtané Sachtami, kterymi se pohybuji havifi,
podobné jako krtci rozryvajici pldu svymi chodbami. Je moZné, Ze
pravé k tomuto skloubeni pfirody s téZbou smérovalo doporuceni
umeélecké komise pfi predlozeni navrhd v roce 1979, které znélo:
"...autor uplatni prvek Zivota a prace ¢lovéka a zvyrazni lokalni ba-
revnost”. Kazdopadné je to pravé skloubeni tézké prace v dole se
sentimentalni krajinkou nahore, které dodava dilu zvlastni plvab
a vtip. Dle pochvalného vyjadreni komise pfi kolaudaci dila v roce

kvét 2/1962) / A section of the painting by josef Koldr Ostrava in the Day in a smoking room of Vesmir Cinema
(reprinted from the periodical Cerveny kvét (Red Flower) 2/1962)

coal mining as a field of mining characteristic for the Ostrava region.
In the second plan (the underground one), the geological layers of the
earth drilled by shafts through which the miners move, similar to the
moles uncovering the earth while moving through corridors, opens up
to the eye of an observer. It is possible that this combination of nature
and mining was aimed at by the artistic committee through their rec-
ommendations at a time of the proposal submission process in 1979,
which stated: “... The author shall apply the element of life and man’s
labour and emphasize local colouring.” In any case, it's the combination
of hard work in the mine and a sentimental landscape painting above,
which grants a special grace and humour to the piece. In reference
to a statement of praise by the committee during the final approval
of the work of art in 1982, it seems that the author also respected
that “local colouring.” Unfortunately, we cannot verify this. Since the
last reconstruction of the so-called Old Cafeteria (Stard menza), later

1982 se zd4, Ze autor dodrzel také onu ,lokalni barevnost"”.
To nyni bohuzel neovéfime. Od posledni rekonstrukce
tzv. Staré Menzy, pozdéji klubu Vrtule, v roce 2011 totiz
leZi reliéf rozebran a peclivé zabalen ve sklepé koleji, kde
¢eka na svou pfristi Sanci.

Tretim z vefejnosti odstranénym uméleckym dilem je na-
sténna malba v byvalé kufarné kina Vesmir v Moravské
Ostravé. Slo vlastn& o malby dvé - jedna predstavovala
stylizovany obraz Ostravy ve dne, druha (na prot€jsi zdi)
zobrazovala mésto v noci. MaliF Josef Kolar je vytvofil v le-
tech 1960-1961, kdy kino prochazelo rekonstrukci pro-
jektovanou brnénskym architektem Luborem Lacinou
(1920-1988). Dilo tedy nevzniklo pfimo pro Vysokou Skolu
bariskou, které objekt kina Vesmir patfi teprve od roku
2003, ackoli silueta primyslového mésta piného téznich
véZi, huti a hald by k tomu mohla svadét. Na vzhled dila
vlastné usuzujeme jen z jediné znamé (a nekvalitni) cerno-
bilé fotografie, jez prozrazuje pouze namét (Ostrava ve dne)
a zpUsob zpracovani charakteristicky sumarni stylizaci
s imaginativnim pfistupem a jistou davkou dekorativismu.
Zda se malby jeSté porad pod nanosem novéjsSich vrstev
ukryvaji, neni vlibec jisté. Jiz roku 1966 sam autor komisi
upozornil na Spatny stav vytvarné vyzdoby a rozhodl se ji
upravit tak, aby odpovidala funkci mistnosti. Co tim minil,
a zda tak ucinil, nevime. DalSi osudy téchto maleb, jejichz
umeéleckou Uroven v roce 1962 ocenil i kunsthistorik Petr
Holy, neznéme. Casem se dokonce ztratilo i pov&domi,
ktera z mistnosti kina vlastné jako kufarna slouZzila.

(*1938)

Stanislav Martinec se narodil
v Ceskych Budgjovicich. V letech
1953-1957 vystudoval Stfednf

- - priimyslovou $kolu keramickou
o “ v Bechyni a v letech 19591973

4 — byl zaméstnancem umélecké vy-
roby KERAMO v Praze. Od roku
1973 se vénuije volné tvorbé. Keramiku zpracovava témér vyhradné sochai-
skymi postupy (modeluje tzv. z ruky) a tematicky sméfuje k surrealistickému
imaginativnimu vyjadreni. Ve své tvorbé rad ztvariiuje stavby, casto antické
pamatky zrcadlici pomijivost. Na realizacich pro architekturu spolupracoval
mnohokrat s keramikem Ctiradem Stehlikem. Na Ostravsku spolu vytvorili
napr. keramické reliéfy pro hotel Palace (1968), cukrarnu v VII. obvodu
Ostravy-Poruby a objekt Budoucnosti v tamnim IV. obvodu (1971) ¢ mfize
do vinarny hotelu Vicina ve Frenstaté pod Radhostém (1975). DalSf Martincovy
realizace nejdeme v Praze a na Karlovarsku.

Stanislav Martinec was born in Ceské Budgjovice. Between 1953-1957 he
studied at the Secondary Technical School of Ceramics in Bechyné and from
1959 to 1973 he was a member of the KERAMO artistic production in Prague.
Since 1973, he has been involved in free art creation. He almost exclusively
uses sculptural methods to work with his ceramics (he is modelling from hand,
asitis called) and thematically focuses on surrealistic imaginative expression.
In his work, he likes to portray buildings, frequently ancient monuments,
mirroring transience. He has often collaborated with the ceramist Ctirad
Stehlfk on architectural realizations. For example, in the Ostrava region, they
together created ceramic reliefs for the Hotel Palace (1968), a sweetshop in
the Ostrava-Poruba District VIl, and a building of the Budoucnost cooperative
in the District IV (1971), or bars at the VI¢ina Hotel wine cellar in the mountain
town of Frenstat pod RadhoStém (1975). Other of Martinec's projects can be
found in Prague and the Karlovy Vary area.



(1913-2004)

Josef KolaF tésné pred valkou
navstévoval rok Grafické speci-
alky Akademie vytvarnych uménf
v Praze u Frantiska Simona Tavika,
po vdlce navdzal studiem malby
u Jakuba Obrovského a znovu
grafiky u Vladimira Silovského.
V povdlecném obdobi procesto-
val fadu zemi Evropy i Blizkého vjchodu. Zil a pracoval stfidavé v Praze, Ostravé
a Havifové. Jeho malifsky vyraz se pohyboval od stylizovaného krajindfstvi pres
sumarizacia dekorativismus aZ k imaginativni abstrakci. Je autorem nékolika mozaik
(ZdtisTna samoobsluze v Rychvaldu, 1973, Geologické vrstvy na 15 Krestova v Ostravé-
Hrabdivce, 1975, Ci Hryna MSv Orlové-Lutyni, 1976), ale téZ napr. kreshy v kameni
pro restauraci Praha v Karviné (1964, spolu s Drahoslavem Beranem a Miroslavem

Ctvrnikem) ¢i dekorativniho zévésu pro pavilon C na ostravském vystavisti (1964).
Byl clenem Spolku vytvarnych umélcti Ales, Svazu ceskych vytvarnych umélcti a ne-
formalniho sdruzenf wtvarnik{i Karvinska Susskd paleta.

Shortly before the outbreak of the war, Josef Kolar attended for one year Special
Graphic Courses under the Academy of Fine Arts in Prague led by Frantisek Simon
Tavik. After the war he continued studying painting under Jakub Obrovsky, and again
graphic design under Viadimir Silovsky. In the post-war era he went travelling and
visited many European and Middle Eastern countries. Josef Koldf lived and worked
alternately in Prague, Ostrava, and Havifov. His painting expression ranged from styl-
ized landscaping through summarization and decorativism to imaginative abstraction.
He is an author of several mosaics (Still-lifein a self-service shop in Rychvald (1973),
Geological Layers at the Krestova Primary School in Ostrava-Hrablvka (1975), and
Games at the Orlovd-Lutyné Kindergarten (1976)), as well as drawings in stone for
the Praha restaurant in Karvind (1964, together with Drahoslav Beran and Miroslav
Ctvrtnik) and a decorative curtain for Pavilion C at the Ostrava Exhibition Grounds
(1964). He was a member of the Association of Fine Artists called Ales, the Union
of Czech Fine Artists, and the Informal Association of Karvind Region Artists called
Susska paleta.

renamed Vrtule Club, in 2011 the relief was dismantled
and carefully wrapped, and is now sitting in the dormi-
tory cellar, waiting for its next chance.

The third ‘invisible’ work of art is a mural painting in
a former smoking room at the Vesmir Cinema in the
district Moravian Ostrava. It was actually two paintings
- one representing the stylized image of Ostrava in the
daylight, the other (on the opposite wall) showing the
city at night. Painter Josef Kolar created it between 1960
and 1961, when the cinema was undergoing a recon-
struction designed by the Brno architect Lubor Lacina
(1920-1988). The work was thus not created directly
for the VSB - Technical University of Ostrava, which has
owned the Vesmir Cinema only since 2003, although
the silhouette of an industrial city full of mining tow-
ers, ironworks, and slag heaps could instigate it. There
is only one known (and low-quality) black-and-white
photograph that serves to infer the appearance of the
painting only revealing a theme (Ostrava in the Day) and
a method of processing characterized by a summary
stylization with an imaginative approach and a certain
amount of decorativism.

Whether the paintings still hide under the cover of some
newer layers is in fact uncertain. As early as in 1966,
the author himself drew attention to a poor state of art
decoration and decided to adjust it to fit the functions of
the room. What he meant by it, and whether he did so
or not, we do not know. The future fate of these paint-
ings, art value of which was appreciated in 1962 even
by an art historian Petr Holy, is unknown. Over time, we
even lost the awareness of which of the cinema rooms
actually served as the smoking room.

Jakub Ivanek




PRAMENY / SOURCES

Institucionalni archivy:
Archiv VSB-TUO.

Zemsky archiv v Opavé, fond Dilo, podnik Ceského fondu
vytvarnych uméni - oblastni stfedisko Ostrava (1957-1995),
nezpracovano (v soucasné dobé se porada): zapisy uméleckych
komisi, slozky dokumentl k jednotlivym realizacim,
fotodokumentace vytvarnych dél realizovanych v letech 1973-
1985.

Osobnf archivy:

Osobni archiv Lumira Cmerdy, Praha.
Osobni archiv Marka Prazaka, Ostrava.
Osobni archiv Olbrama Zoubka, Praha.
Osobni archiv Jaromira Gargulaka, Brno.

PozUstalost Vladislava Gajdy v drZeni syna Jakuba Gajdy, Ostrava-
Trebovice.

Oralni prameny:

Rozhovory s autory (Lumirem Cmerdou, Pavlem Drdou, Markem
Prazakem).
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