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Publikace SKLENENE ROZHOVORY
je fotografickym setkanim s vytvarniky, osobnostmi ¢eského sklarstvi,
které svym myslenim, souborem vlastnosti, jednanim a vysledky své prace
ovlivnily vyvoj sklarského umeéni
a prispély k osobitosti a vysoké Urovni ceského sklarstvi.

The publication GLASS DIALOGUES
is a photographic encounter with artists, prominent figures in Czech glassmaking,
who have influenced the development of the art of glass by their thinking,
personal qualities, activities and by the results of their work, and have contributed
to the distinctiveness and high standard of Czech glassmaking.
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Prolog

...Nemyslim, Ze bych nékdy pfedtim, ale ani nikdy potom, ucinil tak bleskové rozhodnuti.

V roce 1961 oslavovalo mésto Humpolec, kde jsme tehdy s rodici Zili, s velikou okazalosti pétisetleté vyroci trvani sou-
kenictvi. Mezi celou Fadou akci pofadanych pfi té pfilezitosti mé tehdy upoutala zprava, Ze na vystavé vytvarnikd po-
chazejicich z Humpolce bude také vystavovat fotograf Jindfich Brok. Jeden znamy mého otce byl navic velkym pritelem
tohoto uznavaného vytvarnika a protoze védél o mém zajmu o fotografii, nabidl mi mozZnost sledovat pana Broka pfi
instalaci jeho vystavy. Byl jsem tehdy uz druhym rokem ¢lenem mistniho fotografického krouzku a v ném jsem potka-
val velice zruc¢né fotografy, ktefi mladé kluky s velkou radosti vyucovali praci s fotografickymi aparaty i s fotografickou
chemii (o odborniky s chemicko-technologickym vzdélanim v soukenickém mésté rozhodné nebyla nouze). Ti lidé uméli
vyborné fotografovat portréty, reportaze, krajiny i zatisi, ale to, co jsem vidél na pfipravované expozici Jindficha Broka,
to se jenom tézko dalo popsat slovnikem Ctrnactiletého kluka. Zasah byl okamzity a stejné okamzité bylo rozhodnuti:
“...Budu fotografem...”.

Nemohu uZ dnes fici, jestli vedle omradujici Grovné Brokovych fotografii nezaplsobil velkou mérou fakt, ze mdj idol
mél v té dob€, na venkoveé zcela nevidané, postaveni vytvarnika na “volné noze” a neodchazel tedy kazdé rano do za-
méstnani jako drtiva vétsina viech dospélych muzd okolo nas. Kdyz jsem ale po navratu z “exkurze” na pfipravované
vystavé sdélil otci mé rozhodnuti, jenom se pousmal a trpélivé rekl - pfi védomi, Ze takovych rozhodnuti uz par slysel
("...budu slavnym fotbalistou, jako Pelé nebo Eusebio..., budu principalem loutkového divadla jako Mat€&j Kopecky...”,
apod.) - “...no, ano, ja vim, budes fotografem...”.

Na rozdil od predchozich, tohoto snu jsem se ale nevzdal, vyucil se nejprve fotografem, poté absolvoval obor uzité
fotografie na Stfedni primyslové $kole grafické a b&hem dal$ich tfech let proZitych ve fotografickém ateliéru reklam-
niho podniku Merkur a v postaveni svobodného povolani se na treti pokus probojoval pres pfijimaci komisi FAMU a jeji
kadrovaci orgdn stranického dohledu ke studiu na této - ve své dobé unikatni - vysoké Skole zejména diky porozuméni
a manévrovacimu uméni prof. Jdna Smoka. Stal jsem se poslucha¢em a posléze dokonce externim pedagogem FAMU.
Nékde uprostfed tohoto snazeni, jesté ve fotografickém ateliéru grafické Skoly v Hellichové ulici, se odehrala neoby-
¢ejna prihoda: dostali jsme Ukol vyfotografovat sklo a ja se této Ulohy chopil s veSkerou vervou: “Kdyz fotografie skla
rozhodla o tom, Ze budes fotografem, musiS udélat néco jako bombu...”. Bomba to tehdy rozhodné nebyla, i kdyz fo-
tografie asi nebyly Uplné Spatné, protoze asi po dvou tydnech za mnou pfisel pan ucitel Gétz, podal mi maly papirek
a s potutelnym usmévem fekl: “...Tady mas telefonni Cislo, zavolej tam, oni by od Tebe chtéli néjaké fotografie nové
navrzeného napojového skla...”.

Tehdy, v neslavném roce 1968, to vSechno zacalo.

Stal jsem se fotografem skla...



Prologue

...I think that never before nor ever after did I make such a split-second decision.

In 1961, the town of Humpolec, where I then lived with my parents, was very pompously celebrating the 500th
anniversary of cloth manufacturing. Among all the events held on this occasion, I was attracted by the announcement
that the photographer Jindfich Brok would participate in the exhibition of works by artists native to Humpolec.
An acquaintance of my father was moreover a great friend of this renowned artist, and because he knew about my
interest in photography, he offered me the opportunity of observing Mr Brok during the installation of his exhibition.
By then, I had been a member of the local photography club for two years, where I met very skilful photographers for
whom it was pleasure to teach youngsters how to handle the camera and work with photographic chemicals (there was
no shortage of experts in the fields of chemistry and technology in a town with a cloth-making tradition). Those people
excelled in portrait, reportage, landscape and still-life photography, but the exhibits I saw being prepared for Jindfich
Brok “s exhibition were almost beyond description in the vocabulary of a fourteen-year old boy. It was a bolt from the
blue, and I decided in a split second:"...I will become a photographer...”

Today I can’t say whether, apart from the stunning impact of Brok "s photographs, what also greatly impressed me
was the fact that my idol had an occupation, at that time unheard-of in rural regions, as a free-lance artist, who did
not leave home every morning to go to work, unlike the overwhelming majority of adult men around us. But when,
after returning from this “excursion” to the artistic world (as I saw the preparation of the exhibition), I informed my
father of my decision, he just smiled, and remembering the number of similar statements I had made before (*...I'll be
a famous footballer, like Pelé or Eusebio..., I'll own a travelling puppet theatre, like Matéj Kopecky..." etc), he answered
patiently: “...Oh yes,I know, you ll be a photographer...”

Contrary, however, to previous dreams, this dream I did not give up. First I got a training job as a photographer, then
attended and graduated from the Secondary Vocational School of Graphic Design where I studied applied photography.
After spending the three subsequent years in the photographic studio of the Merkur advertising company as a freelancer,
I managed (at the third attempt) to fight my way through the admission commission of FAMU (Film and Television
Faculty of the Performing Arts Academy), and most importantly, to persuade its “vetting” body supervised by the
Communist Party to let me study at this institution of higher learning, in its time unique. All particularly thanks to the
understanding and manoeuvring skills of Professor Jan Smok. Later on I even became a FAMU external lecturer.
Sometime in the middle of these endeavours, when I was still working in the photographic studio of the graphic
design school in Hellichova Street in Prague, an unusual thing happened: we were tasked with photographing glass
products, and I took up this assignment with enormous gusto: “As photographs of glass decided that you d become
photographer, now you must produce something akin to a bombshell...” Well, it definitely was not a bombshell, though
my photographs probably were not too bad - because about two weeks later our teacher Mr Gétz handed me a scrap
of paper, and said with a furtive smile: “...Here s a phone number, call them, they "d like you to do some photographs
of a newly designed drinking glass...".

And that s how it all started in the inglorious year of 1968.
I became a photographer of glass ...
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Ludvika Smrckova

1903 - 1991

Myslim, Ze pfed zadnou zkouskou na Skole se mi tak neklepala kolena, jako kdyz jsem zvonil u dvefi prvni damy Ceského skla,
Ludviky Smrckové. Bylo mi tehdy zhruba osmadvacet a byl jsem o Sest let starsi nez byla ta subtilni Zena otevirajici dvere svého
bytu, kdyZ v roce 1925 sbirala své prvni vaviiny na nezapomenutelné Mezinarodni vystavé moderniho dekorativniho a priimyslové-
ho uméni v PafiZi. Pfitom bylo jasné, Ze ja jsem v tom véku nedokdzal ani maly zlomek toho, co dokdzala ona. VZdyt jeji st¥ibrna
medaile z prelomové vystavy vyvolala veliké nadsSeni, zaloZila sldvu stylu Art Deco a jevila se jako pohadkovy Uspéch mladé Zeny,
kterd se pomérné rychle i diky tomuto Uspéchu stala jednim z iniciatord jasné formulovanych vytvarnych trend sklafské tvorby
nejenom v nasi zemi.

Mimochodem, jednalo se o ten ro¢nik slavného patizského veletrhu, ze kterého si ¢esky fotograf Franti$ek Drtikol odnes| “Cestny
diplom” a kde americky architekt William Van Alen nasel inspiraci pro sv{j slavny mrakodrap spoleénosti Chrysler.

Pani profesorka vsak ukoncila rdzné moje preslapovani u dvefi slovy: “Pane Vojtéchovsky, je to velmi drahé, nesmi se to rozbit...”.
Hlavou mi prolétla désiva myslenka, Zze po takovém uvitani moje mise nejspise skonci krachem, ale pani profesorka ihned opustila
mentorskou dikci a kdyz jeji starostliva sestra pfinasela ¢aj a kavu, byla uz ve svém Zivlu a vypravéla o svych nékdejsich snech
a planech a o tom, co vse jesté hodla udélat.

Kdyz jsem ji po letech zastihl v roce 1982 v Novém Boru, jak vyryvala svij podpis do sklen&ného globusu pfi pfilezitosti prvniho
mezinarodniho sklafského sympozia, byla stejné svézi a veseld, jako pred lety, kdy jsem stanul u dvefi jejiho bytu...
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I think that never, even before some dreaded school exam, did my knees shake so much as when I rang the bell at the door of
Ludvika Smrckova, the first lady of Czech glass art.

I was twenty-eight years old then, six years older than the slight woman answering the door was in 1925, when she was winning her
first laurels at the unforgettable International Exhibition of Modern Decorative and Industrial Art in Paris. Needless to say, by that
age I had not achieved even a small fraction of what she had. Her silver medal from that significant exhibition, which aroused great
enthusiasm and established the fame of the Art Deco style, appeared as a fabulous success for the young woman. Also thanks to that
success, Ludvika Smrékova became relatively quickly one of the initiators of those clearly formulated artistic trends in glassmaking
in our country and beyond.

By the way, it was the year of the famous Paris fair from which the Czech photographer Frantisek Drtikol brought home a “Diploma
of Honour”, and where the American architect William Van Alen found inspiration for his famous skyscraper built for the Chrysler
company.

But Professor Smrckova resolutely cut short my feet-shuffling at her door with a warning: “Mister Vojtéchovsky, it s very expensive,
it mustn "t be broken...” A scary thought flashed through my mind: after such a welcome, my mission would in all likelihood fail. But
the professor immediately stopped using that pedantic diction, and when her solicitous sister brought us tea and coffee, she was
already in her element, talking about her dreams and plans of times past and present.

When in 1982 I saw her in Novy Bor engraving her signature into a glass globe on the occasion of the first international glassmaking
symposium, she was just as cheerful and lively as she had been all those years before when I stood at the door of her flat...

11
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Véra Liskova
1903 - 1991

Podobné jako velké vétsiné kolegd v jeji generaci i pro Véru Ligkovou na pocatku tvarei drahy pFichazela prevaha pracovnich tkol{
z potfeb primyslové vyroby, byt se jednalo o exkluzivni, ru¢né vyrabéné ndpojové soupravy nebo domacnostni sklo. Navrhy pro
Lobmayerovu sklarnu v Kamenickém Senové a od konce 40. let pro karlovarskou sklarnu Moser akcentovaly kiehkou jemnost skle-
néného predmétu. Setkavani s tvarovou dokonalosti tenkosténného skla Véry Liskové bylo povznasejici.

Podobnou kiehkosti se vyznacovaly i rozmérné plastiky vytvarené z borosilikdtového skla nad plynovym kahanem v autorciné do-
maci dilné. Ty se staly prubifskym kamenem trpélivosti v hledani vhodného Uhlu pohledu. Bylo se proto tfeba vyzbrojit znacnou
davkou trpélivosti a otacet plastikou po milimetrech tam a zpét, dokud nebylo nalezeno uspokojivé postaveni, vystihujici jedinym
pohledem objektivu autorcin zamér.

Na druhé strané odménou fotografovi byl dlouhy vyklad tviréich Gmysld pani Liskové, jaky Ize jenom tézko dostat na sebeslavnéjsi
Skole. Fotografovani tak prechazelo do neobycejné zajimavych a originalnich lekci praktické estetiky.

Like most her colleagues of the same generation, Véra LiSkova started her creative career charged predominantly with tasks satisfying
the needs of industrial production; the hand-made drinking glass sets or household glass were, however, exclusive. Designs for
the Lobmayer Glassworks in Kamenicky Senov, and from the late 1940s for the Moser Glassworks in Karlovy Vary, accentuated the
fragile fineness of the glass objects. Encounters with the formal perfection of thin-walled glass were uplifting for Véra LiSkova.

Similar fragility was also characteristic of the large sculptures which she made from borosilicate glass over the flame of a gas blast
lamp in her home workshop. She had to be equipped with a considerable amount of patience, turning the sculpture millimetre by
millimetre to and fro, until she found the right position for the lens of the camera to capture the author’s intention in a single
take.

On the other hand, the reward for the photographer was Ms LiSkova s lengthy explanations of her creative intentions, the like of

which any school, no matter how renowned, would find it difficult to provide. Photography thus became a remarkably interesting
and original lecture on practical aesthetics.
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Stanislav Libensky & Jaroslava Brychtova

1921 - 2002 1925

Mimoradné tastné spojeni dvou vzajemné se doplfiujicich uméleckych talentd. Zatimco profesor Stanislav Libensky byl virtuosnim
kreslifem a sou¢asné konceptudlnim tvircem, Jaroslava Brychtova, pochazejici z rodiny proslulého sklafského pedagoga Jaroslava
Brychty, dokazala genialné rozvijet kresebné pfedstavy svého druhého manzZela do sochafskych kompozic. Diky takovému tvdréimu
rozsahu vytvofili spole¢né soubor praci nemajici ve svétové sklarské tvorbé obdobu. Rozvijejice Uchvatny soubor az do krajnosti ten-
kosténnych véz Stanislava Libenského, propojujicich kresebnou jedine¢nost s braviirné zvladnutou kombinaci techniky leptu a praci
s emaily z druhé poloviny 40. let a7 k tavenym plastikam “zoomorfnich kamen(” usazenych do délici stény bruselského pavilénu se

stali spolutvdrci “¢eského sklen&ného zazraku” na Expu 1958, navazujiciho jeété vyrazn&jsim gestem na Uspé&ch Ludviky Smrékové
z parizské mezinarodni vystavy dekorativniho a primyslového uméni v roce 1925.

Neni pochyb, “Brusel 1958” se diky manifestaci moznych forem zpracovani skla, vnimaného jako socharska hmota obohacena ne-
kone&nymi moznostmi svételné hry, stal odrazovym mistkem nejenom pro ¢eské tvirce, ale obecné pro svét sklaFské tvorby. Pro
dvojici Libensky & Brychtova se timto uspéchem otevrel svét témér neomezenych moznosti. Od kovovych nebo betonovych stén se
vsazenymi sklenénymi plastikami vedla poté jejich cesta az k rozsahlym solitérnim sklenénym plastikam v architektonickém prosto-
ru a nakonec az ke sklenéné fasadé Nové scény Narodniho divadla v Praze.

Profesor Libensky si nikdy nemohl nafikat na nezajem fotografu. Jeho fotografy byla takova esa, jako George Erml & Gabriel Urbanek
a presto na vlastni zadost pana profesora vyslo i z mého ateliéru nékolik fotografii, které s velkou radosti zafazuji do tohoto vybéru.
Dluzno fici, e pan profesor mé na oplatku honoroval celou fadou poznatkd k principim sklaiské tvorby, ale také radou zkueného
pedagoga pedagogickému elévovi: “...My tu nejsme, pane kolego, proto, abychom znamkovali, my jsme tu proto, abychom dovedli
nasSe studenty k jednicce, protoze dvojka na umélecké Skole znamena, ze pedagog nebyl schopny studenta dovést k jednicce...".
Tato rada mé velmi silné oslovila, ale mnohokrat jsem si pozdéji uvédomil, ze dosahnout tohoto cile neni nic lehkého.

22

An extraordinarily fortunate fusion of artistic talents, each complementing the other. While Professor Libensky’s drawings were
masterly, he was at the same time a conceptual creator. Jaroslava Brychtova, descended from the family of the renowned glassmaking
educator Jaroslav Brychta, excelled in developing the graphic ideas of her second husband into sculptural compositions. Thanks to
this creative range, together they produced a set of works unparalleled in glassmaking globally. Proceeding from Stanislav Libensky "s
fascinating set of extremely thin-walled vases, connecting the singularity of the drawing with the brilliantly mastered combination of
the etching technique and work with enamels from the second half of 1940s, to the fused sculptures of “zoomorphic stones” set in
the partition of the Brussels pavilion, they became co-authors of the “"Czech glass miracle” at Expo 1958, an even more distinctive
follow-up to Ludvika Smrckova s success at the Paris international exhibition of decorative and industrial arts in 1925.

Thanks to their demonstration of the potential forms the processing of glass offered, perceived as sculptural material enriched by
the infinite possibilities of the play of light, "Brussels 1958” undoubtedly served as a springboard for not only Czech artists but the
glassmaking world in general. For the Libensky - Brychtova duo this success opened a world of almost unlimited opportunities.
From metal or concrete walls fitted with glass sculptures, the path of their creation then led to large solitaire glass sculptures in
architectural space, and finally to the glass fagade of the Prague National Theatre New Scene.

Professor Libensky never had reason to complain about any lack of interest on the part of photographers. “His” photographers
were aces such as George Erml and Gabriel Urbanek, and several photographs more came from my studio, at the request of the
professor himself; I am happy to include them in this selection. It needs to be said that in return Professor Libensky honoured me
by sharing with me a number of findings regarding glassmaking principles, adding a piece of advice from an experienced teacher
to a pedagogical apprentice: “...0ur role is not to deal out marks, my colleague; it is to guide our students to getting the best mark,
because at an art school the second best means that the teacher has has been unable to lead the student to the best”. This advice
made a very strong impression on me, but many times since then I have realised that attaining this goal is far from easy.
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René Roubicek

1922

Vstoupil do ateliéru neobyéejné skromné a témé&F s omluvou prinadel nékolik predmétl vytvoFenych jeho pani pro novoborské me-
zinarodni sklarské sympozium, jakoby chtél dat najevo, ze ¢im vyznamnéjsi ¢lovék je, tim se chova skromnéji. Chtél jsem se zeptat
na par detail( k jeho fenomenalni G¢asti na bruselském Expu v osmapadesatém roce, ale on jenom mavl rukou a fekl, Ze neni tak
moc o ¢em hovorit...

Ale bylo a je stéle, ted' mozna jesté vice nez dfive, tfeba hovofit pravé o zminéné (asti ¢eskoslovenskych sklafi na svétovém Expu
1958 v Bruselu. Nebot pravé diky jejich netradi¢nimu chdpdni sklenéné hmoty jako sochafského materidlu, a nikoliv jenom jedné
z prvnich hmot vytvorenych &lovékem k vyrobé& domécnostnich predmétd, bylo sklo revoluéné postaveno na rovinu dieva, kamene,
udlechtilych kovd & palené hliny.

Tak jsem se vlastné az pozdéji a jakoby oklikou dozvédél, ze v pripadé profesora Roubicka tehdy neslo jenom o prosazeni sklenéné
hmoty jako sochafského materidlu. Slo také o vyuZivani vedlejéiho produktu, recyklovaného odpadu hutniho procesu jako sta-
vebniho prvku socharské prace. V dobé, kdy svét uméni nabira dech po otfesu druhé svétové valky a kdy pochybuje a polemizuje
o smyslu a spolecenské funkci umélecké tvorby, prichazi ¢eskoslovensti tvirci s novymi podnéty vytvarného zpracovani tisice let
znamé hmoty. Neni proto divu, Ze rozmachlé umélecké gesto Ceskoslovenského pavilonu v Bruselu vyvolalo tak nadSenou reakci
mezinarodniho fora, kterd mimo jiné pfinesla René Roubickovi hlavni cenu vystavy.

Pro tvorbu profesora Roubi¢ka je oviem také piiznaéné, e vice nez plistoleti po tomto slavném vystoupeni ho mizeme zastihnout
v pilné praci ve sklafské huti.

32

He entered the studio unpretentiously, bringing several objects made by his wife for the international glassmaking symposium in
Novy Bor - as if he wanted to apologise and make it clear that the more eminent one is, the more modestly one should behave.
I wanted to ask him a few details about his phenomenal participation in the Brussels Expo in 1958, but he just waved that aside and
said that there"s not much to talk about...

But there was, and still is, perhaps even more now than before. For instance, about the triumph Czechoslovak glassmakers achieved
at the Brussels World Fair. Because it was precisely thanks to their non-traditional perception of glass as a sculpting material, not
just as one of the first substances created by man for the production of household articles, that glass was revolutionarily raised to
the level of wood, stone, noble metals and burnt clay.

Not until later on did I learn, in a roundabout way, that Professor Roubicek did not only then seek to promote glass as a sculptural
material. He also concerned himself with the use of the by-product, the recycled waste of the metallurgical glass process, as
a structural element in sculpting work. At a time when the arts world was recovering its breath after the shock of the Second World
War, doubting and polemicizing about the sense and social function of artistic creation, Czechoslovak glass designers and makers
brought new stimuli to the artistic processing of that familiar substance, already known for thousands of years. No wonder that
the sweeping artistic gesture of the Czechoslovak Pavilion in Brussels aroused such an enthusiastic reaction from the international
forum, which inter alia rewarded René Roubicek with the main prize of the exhibition.

It is of course also typical of Professor René Roubicek that more than half a century after that famous event we can find him hard
at work in a glassmaking workshop.
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Miluse Roubickova

1922 - 2015

Milue Roubitkovéa se narodila jenom o par mésicl pozdé&ji ne? jeji manzel a cely svij Zivot od studentskych let stravila po jeho boku.
Jejich tvorba se po celd desetileti vinula soubézné, nepochybné ve vzajemném ovlivnéni, nicméné jejich pfistup ke sklu byl vzdy
u kazdého osobity. To také jisté bylo pFicinou toho, Zze kazdy z nich byl ocefiovan jak doma, tak v zahranici. Miluse Roubickova svou
pozornosti kazdodennim vécem a jejich transformaci do umélecké podoby se sobé vlastni velkorysosti a hravym humorem nastar-
tovala pop art ve sklarské tvorbé vnimané jako prostfedek sebevyrazu. Neni bez zajimavosti, Ze vstoupila do svéta mezinarodnich
ocenéni o rok pred legendarnim Bruselem, v roce 1957, na XI. Trienale v Milanu, kde zaujala osobité zvladnutou klasickou disciplinou
a obdrzela stfibrnou medaili za likérovou soupravu s optickym dekorem.

Miluse Roubickova was born only a few months later than her husband, and throughout her life from student years on she stayed
at his side. For many decades their creation unfolded concurrently. No doubt influencing each other, both nevertheless approached
glass in their own distinctive way. This was certainly why each of them was highly regarded both in their own country and abroad.
Through attention to everyday things and their transformation into artistic objects with her typical magnanimity and playful humour,
Miluse Roubickova started pop art in glassmaking, perceived as a means of self-expression. It is of some interest that she gained
international acclaim one year prior to the legendary 1957 Brussels world exhibition at the 11th Triennial in Milan, where she attracted
attention by a peculiar approach to the classical discipline and won a silver medal for a liquer glass set with optical decoration.
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Jiri Harcuba

1928 - 2013

Traduje se, Ze Jifi Harcuba v roce 1983 pro sebe objevil Ameriku, aby poté objevil pro Ameriku rytecké uméni a tato “legenda” neni
smyslenkou. V tom pripadé mohu dost nafoukané prohlasit, Ze Jifi Harcuba mné pomohl objevit nadheru rytého skla témér o deset
let dfive. Vzdy jsem povazoval ryteckou praci za neobycejné narocnou dfinu, ale jeji estetické kvality mne moc neoslovovaly. Rytiny
Jifiho Harcuby, to byla laska na prvni pohled. Jestlize v oblasti vizualnich uméni, alespon po formalni strance, hovofime o pohybu po
ose stylizace (tedy rozrusovani fetézce spojujiciho realitu s jejim obrazem) a po ose individualizace (¢imZz myslime hledani osobniho
vyrazu), potom toho druhého je u Jifiho Harcuby dosahovano zcela nezaménitelnym zplsobem. Nejedna se jenom o jasné vyslo-
venou linedrni a tvarovou zkratku, ale také o praci s predpoklddanym osvétlenim umozfiujicim rlizné varianty v jednom modelu:
v pripadé ukazek se jedna o bézné osvétleni portrétu “odshora” (K. H. Borovsky) nebo o psychologicko-magické spodni osvétleni
historickych divadel (F. Kafka)...

Tradition has it that in 1983 Jifi Harcuba discovered America for himself, subsequently discovering the art of engraving for America.
This “legend" is not a figment of the imagination. In this case I can conceitedly declare that Jifi Harcuba had helped me discover the
beauty of engraved glass nearly ten years earlier. I had always regarded the engraver s work as extraordinarily demanding drudgery,
but its aesthetic qualities did not appeal to me very much. Until I fell in love at first glance with the engravings of Jifi Harcuba.
If in the sphere of visual arts, at least from the formal aspect, we speak about motion along the axis of stylisation (breaking up the
chain connecting reality with its image), and the axis of individualisation (by which we mean a search for personal expression), then
Jifi Harcuba achieved the latter in an absolutely unmistakable manner. We are faced with not only a clearly pronounced concision of
linearity and form, but also work with implied lighting, making it possible to create different variants in a single model: examples
are the common lighting of a portrait “from above” (K. H. Borovsky), or the psychological-magical lighting of historical theatres from
below (F. Kafka)...
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Frantisek Vizner

1936 - 2011

V Uvodu své monografie dékuje sklafsky vytvarnik Petr Hora “pfiteli a kamaradovi FrantiSku Viznerovi” za vSe, cemu se od moudrého
starsiho kolegy naucil a prostymi slovy tak vyjadril, co porota ocenila v zastoupeni odborné verejnosti uvedenim Frantiska Viznera
do Siné slavy prestiznich cen designu Czech Grand Design rok, pied jeho Umrtim.

Frantiek Vizner projevoval smysl pro $tavnaté lidskou filozofii Zivota, stejné jako bohatou invenci v monumentalnich kompozicich
architektonickych feseni (napf. sklenéné obklady stanice prazského metra “Karlovo nameésti”), ale na druhé strané az tryznivou se-
bekézefi v hledani funkcionaln&-minimalistického kone&ného tvaru vytvarnych objektd, u nich? dokonalosti bylo dosahovano v tom
momentu, kdy - jak mi jednou prozradil: “...uz z véci nejde nic odebrat...”.

In the introduction to his monograph, the glass artist Petr Hora thanks his “friend and pal FrantiSek Vizner " for everything that he
has learned from his wise older colleague. In this plain language, he expresses what the jury appreciated, on behalf of the expert
public, by inviting him, a year before his death, to enter the Hall of Fame and join the holders of the prestigious Czech Grand Design
prize.

FrantiSek Vizner displayed a sense of a racy human philosophy of life, as well as rich inventiveness in monumental compositions in
architectural designs (such as the glass facing at the Charles Square station of the Prague metro). On the other hand, he showed an
almost agonising self-discipline in his search for a functionally-minimalistic final shape in objects of art, the perfection of which was
attained at the moment when - as he confided to me once - “...nothing could be removed from the thing any longer...".
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Jirina Zertova

1932

Jifina Zertovéa byla jednim z prvnich sklaFskych umélcl, pro néz jsem mél tu cest fotografovat jejich prace. Tehdy vytvarela veliké
foukané plastiky, které jsme se v té dobé jesté s mym byvalym kolegou Karlem Suzanem, snazili konfrontovat s pfirodnimi materialy
a tak jsme vynaseli rozmérné, ale velice kiehké plastiky na vielijaké deponie $t&rkd ¢i pisk{ a prozivali strastiplné momenty obav,
Ze tu kirehkou nadheru zni¢ime. Nastésti jsme si tehdy zcela neuvédomovali, jakou cenu mohly prace této noblesni vytvarnice mit.
Asi by se ndm mnohem vice klepala kolena, kdybychom si uvédomili, Ze tato ddma byla spolu s dalSimi tfemi Ceskoslovenskymi
umélci v roce 1957 ovéncena mimofadnym mezindrodnim ocenénim, stfibrnou medaili z XI. Triendle v Mildnu. Archiv s riskantné
pofizenymi fotografiemi nebyl, bohuZel, po kradezi v mém tehdejsSim ateliéru zachovan, takZze mohu moje vzpominani doplnit pouze
snimky objektd, které pani Zertové vytvofila v poloviné osmdesatych let, kdy sama dotvarela své prace neprihlednymi barvami a
také dalSimi materialy, aby posléze - v devadesatych letech - presla od foukaného skla na vrstveni plochych tabuli.

Jifina Zertova was one of the first glass artists who honoured me by having her works photographed by me. At that time she was
making large hollow glass sculptures, which I and my colleague Karel Suzan tried to confront with natural materials. And so we
were moving the sizeable but very fragile sculptures on to all sorts of gravel or sand beds, experiencing distressing moments of fear
lest the brittle beauty be destroyed. Fortunately we were not quite aware then what value the works of this classy artist probably
had. I guess that our knees would have been shaking much more if we had realised that this lady, together with another three
Czechoslovak artists, had been crowned with the extraordinary international award of a silver medal at the 11th Triennial in Milan
in 1957. The archive of the photographs taken so hazardously unfortunately fell victim to a burglary in my studio, so that all I can
do is complement my reminiscences with photographs of the objects which Ms Zertova created in the mid-1980s, when she gave
her works finishing touches by using opaque colours and other materials, before she finally moved in the 1990s from hollow glass
to multilayered sheets.
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Pavel Hlava

1924 - 2003

“Vy ty snimky nasich objektt délate moc osobit&, my potiebujeme spie fotografie pofizené tak dokumentaéné, pro galerii nebo Iépe
pro muzeum...”, fekl jednou pan Hlava a mé to docela rozladilo. VZdy jsem usiloval o to, aby i obycejna sklenka byla vyfotografovana
jako malé sochaFské dilo, aby sklen&na plastika nezlistala némym dilem, ale expresivnim objektem. JenomzZe pozdé&ji, uz s chladnou
hlavou, jsem mu musel alespon v né¢em dat za pravdu. Fotograf by se mél snazit vyjadfit ty myslenky, se kterymi sklar vytvari své
dilo a proto je tfeba mnohem pozornéji naslouchat jeho nazordm, aby se fotografie mohla alespori pokusit letmému pohledu divéka
vizualizovat skryté vyznamové roviny a zaroven pokud mozno dokézala vyjadfit i to, co tfeba nebylo zamérem sklare, ale co se
nabidlo objektivu fotografického aparatu ve specialnim ateliérovém osvétleni. Byla to cenna lekce...

“You make the photos of our objects too distinctive, while what we need more are photographs of a documentary nature, for
a gallery or even better, for a museum...,” Mr Hlava told me once, which quite annoyed me. I always strove to present even an
ordinary drinking glass as the small work of a sculptor, to photograph a glass sculpture as not a dumb piece but as an expressive
object. But later on, by then more level-headed, I had to admit that there s some sense in what he "d said. A photographer should
seek to express the ideas with which the glassmaker creates his work, and therefore he needs to listen to the maker s views much
more carefully. Through the photograph he can thus at least try to visualise the latent semantic levels for the viewer’s cursory
glance, and if possible, to express even what was not intended by the glassmaker but offered itself to the camera lens in special
studio lighting. He taught me a valuable lesson...
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Vladimir Kopecky

1931

"...A nezapomente, Ze také existuje néco jako intelektualni kyc..."”, podotkl a vhodil tak do jediného “balicku” ke véem obvyklym
formam laciné podbizivosti také vSechnu fale$ pfedstirané intelektualnosti a spoleCenského pretrasani chytlavych, le¢ stejné prazd-
nych, médnich frazi.

Vladimir Kopecky se tak dostal az na samotnou dfen své promyslené a stfidmé neokazalé tvorby: prosté sklenéné desky pokryvané
jednoduchymi geometrickymi tvary nasobenymi do iluze téméf nekonecného prostoru...

Neni divu, Ze po tichém obdobi az Rothkovsky kontemplativni tvorby asi musela pfijit éra nahlych explozi tvofivych sil, kdy Vladimir
Kopecky zaznamenaval metodou Jacksona Pollocka proces vzniku svého uméleckého dila...

Doba proménila nasi pracovni naplii, Vladimir Kopecky prevzal kabinet Séfa ateliéru, ve kterém dlouha |éta tvofril Stanislav Libensky
a tak prestal mit ¢as i na mnohem zajimavéjsi véci nez bylo povidani s jednim fotografem, ale i se mnou si ¢as pohral stylem dabel-
ského Zertére. Ty chvile rozhovorl napinénych predevsim dlouhym mic¢enim ovéem ob&as postradam.

....And don’t forget that there also exists something like intellectual kitsch...," he remarked, thus adding the duplicity of fake
intellectuality and the social thrashing-out of catchy, but just as hollow fashionable phrases to the “bundle” of all the common forms
of cheap pandering. Vladimir Kopecky thus got to the very marrow of his thoughtful and moderately unpretentious creation: ordinary
glass panels covered with simple geometrical shapes, multiplied and combined into an illusion of almost infinite space...

No wonder that the quiet period up to the time of Rothkovsky "s contemplative creation was necessarily followed by an era of sudden
explosions of creative forces, when Vladimir Kopecky charted, using Jackson Pollock s method, the process of creating his works of
art...

Time changed the substance of our work, Vladimir Kopecky took over the post of head of the studio in which Stanislav Libensky
had worked for many years, and he no longer had time even for things any more interesting than chatting with a photographer. But
time played a game with me, too, in the style of a devilish joker. I still miss now and then the discussions, interspersed with long
silences.
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Oldrich P

1946

Prisel do mého miniatelieru na zacatku sedmdesatych let spolu s Marianem Karlem a vedle podobného pracovniho programu - zkou-
mani optickych vlastnosti sklenéné hmoty, transformované do architektury zékladnich geometrickych tvarl - méli jednu spole¢nou
vlastnost, které si neslo nevsimnout: nerekli jediné vazné slovo, vSechno se snazili pretavit do humoru, i kdyz jejich prace byly
v podstaté velice seriozni, prodchnuté filozofickymi Uvahami. Byli o par let starsi, vlastné jsme genera¢nimi souputniky a v sedm-
desatych letech byli prvnimi sklaiskymi vytvarniky, s kterymi jsem mohl hovofit v roviné kamaradskych vztahl a presto jsem vzdy
citil, Ze z kazdé vzdjemné debaty odchazim velmi obohacen: poznatky z rozdilného Skoleni pfinasely své ovoce. Odtud pfichazely
signaly, Ze je tfeba hovofit s lidmi pracujicimi se zcela odliSnymi médii, Ze je tfeba rozrusovat mezioborové hranice.

Na rozdil od Mariana se Oldfich stale drzi skla, i kdyz vytvarel soubézné plastiky z betonu nebo zuly. BEhem let postupné zacal sklo
konfrontovat s odliSnymi materidly, at uz prostym stavénim do protipoloh ¢ zahalovanim a poté ¢asteénym odkryvanim. I tento
obrat v jeho tvorbé byl signalem k nevyhnutelnému boreni bariér.

He came to my mini-studio at the beginning of the 1970s together with Marian Karel, and apart from very similar work programmes
- namely exploring the optical properties of the glass mass, transformed into architecture of basic geometric shapes - they had
in common one quality which could not go unnoticed: they did not say a single serious word, tried to turn everything into humour,
though their work was very serious in its essence, and inspiried with philosophical contemplations. They were a few years older than
me, but in fact we are of the same generation; and in the 1970s they were the first artists of glass with whom I could converse at
the level of friendship, while always feeling that each of our debates enriched me: knowledge from different sources of schooling was
bringing fruit. This is where the signals were coming from that it was necessary to talk with people working with different media,
to cross the borders between different disciplines.

Unlike Marian, Oldfich has always been “keen of glass”, though concurrently sculpting from concrete or granite. In the course of
years he gradually started confronting glass with other materials, if by simple counterposing or enveloping followed by partial
uncovering. This turn in his creation, too, was a signal of unavoidable knocking down of barriers.
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Dana Zamecnikova

1945

Dana Zame¢nikova je plvodnim vzdélanim architektka, kterd okamzité po zavrdeni studia na fakulté architektury pokracovala ve
studiu scénografie v ateliéru profesora Svobody na VSUP a tyto dvé orientace se vyraznym zplsobem promitaji do jeji tvorby. Autor-
ka buduje z vrSeného tabulového skla specifické prostory, v nichz scénuje své podmanivé pribéhy a s rutinou zkuseného divadelniho
vytvarnika rozehrava virtualni prostor svych scén.

Do mého uvazovani, jak fotografovat ta mala “divadélka” s netusenym prostorem, se - myslim, ze to mohu fici - promita urcita
zkusenost s inscenovanou fotografii, to jest s tim druhem fotografie, kde autor buduje viceméné vlastnoru¢né scénu pro “oko”
fotografického pfistroje a tak dokaZi ocenit, jak sofistikovanym a pritom velice imaginativnim zplisobem stavi Dana Zame¢nikova
dramatické pfibéhy do universa jejich nekonec¢né prostorovych jevist. Fotografovat, stejné jako vnimat dynamiku téchto jenom na
prvni pohled mélkych scén, je neobyCejné zabavné, ale rozhodné to neni jednoduché...

Originally an architect by training, immediately after graduating from the Faculty of Architecture Dana Zamecnikova continued at
the Applied Arts College, studying scenography in the studio of Professor Svoboda. Both these specialisations are markedly reflected
in her creations. From multilayer sheet glass she builds specific spaces, in which she stages her captivating stories, and with the
dexterity of an experienced dramatic artist ripples the virtual space of her scenes.

Projected into my deliberation about how to photograph these “small theatres” is - I think I can say - a certain experience with
staged photography, that means the kind of photography where the author builds, more or less with his or her own hands, a scene
for the “eye” of the camera. Therefore I can appreciate how sophisticated and at the same time very imaginative is the manner
in which Dana Zamecnikova places the dramatic stories in the universe of her infinitely spatial stages. Photographing, as well as
perceiving the dynamics of these scenes, shallow only at first sight, is unusually amusing, but definitely far from simple...
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Jitka Forejtova

1923 - 1996

Jitka Forejtova by byvala uméla - jestli si mohu dovolit malou nadsazku - vytvaret své dekorativni misy, talife ¢i reliéfy snad i v tro-
chu vykonnéjsi domaci pecici troubé. Tak byla technologicky zdatnou, femesiné erudovanou a vytvarnymi napady bohatou umélkyni.
Pozorovali jsme ji se Zenou, jak dovedné odfezdvéd diamantem tenoucké tycinky z tabulového skla a klade je na formu budouciho
talife. Mnohokrat jsem to zkousel, ale nikdy jsem ji nedokazal napodobit, diamant si délal v mych rukou co chtél.

V roce 1959 ziskala Jitka Forejtova po zasluze Ceskoslovensky patent na zdobeni skla technologii zataveného dekoru a béhem let
dovedla tuto techniku k mistrné dokonalosti...

Jitka Forejtova would have been able to make her decorative bowls, plates and reliefs even in a ,higher duty" kitchen oven...
I believe that I can afford this small exaggeration, as she was was an artist brimming with ideas, as well as an erudite craftswoman
adept at modern technologies. I and my wife observed her when she was skilfully cutting with diamond thin sticks from sheet glass
and placing them on the mould of a plate-to-be. I had tried it myself many times, but never managed to imitate her: the diamond
in my hands didn "t obey me at all.

In 1959 Jitka Forejtova deservedly received the Czechslovak patent for decorating glass by means of the sealing-in technique, which
in the course of years she brought to masterly perfection...
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Dalibor Tichy

1950 - 1985

Dalibora jsem potkal na nejnemoznéjSim misté - na kasdrenské osetfovné, kde jsme si odbyvali rok povinné vojenské sluzby.
Dalibor nebyl zdravotné v poradku a vlastné nam bylo zahadou, Ze byl nucen na vojnu nastoupit. Uz tehdy jakoby tusil, Ze nema
vyméren pfilis dlouhy &as k Zivotu, snazil se neztracet ani minutu a z nejlevnéjsiho dostupného materialu - tabulového okenniho
skla - vytvarel sférické modely svého vlastniho svéta. Pravy vyznam téchto miniaturnich plastik jsem pochopil az mnohem pozdéji.
Mezitim, uz par rok{ po vojné, prisel ke mné s tatinkem a prinesli nékolik stejné drobnych plastik, do kterych jsem se zamiloval na
prvni pohled. Dalibor je vytvarel jeho vlastni metodou, neodborné fe¢eno: vytahovanim zhavé skloviny ze zakladni formy. Kontrast
masivniho bloku a témé&F nitkovych vystielk{ byl fascinujici a ja si povaZoval za ¢est, Ze Dalibor pFidel s témi plastikami za mnou,
i kdyz prace s tenouckymi sklenénymi vldseCnicemi byla velmi nebezpecna a ja se hodné bal, abych néjakou sosku neposkodil, pro-
toZe u nékterych plastik bylo slySet jemné Susténi skla i v privanu. Kladl jsem si pfitom otazku, jak dlouho vydrzi Dalibor pFichazet
s novymi napady pro jeho technologii, ale ta otazka z{stala nezodpovézena...

I first met Dalibor at the most impossible place - the sick bay in the barracks where we were doing a year of compulsory military
service. Dalibor was far from healthy, and it was in fact a mystery for us that he was conscripted at all. Already then he seemed to
suspect that he was not allowed to live much longer. He strove not to waste a single minute, and used the cheapest material available
- sheet window glass - to create spherical models of his own world. I did not grasp the real meaning of these miniature sculptures
until much later. In the meantime, a few years after completion of the military service, he visited me with his father, bringing several,
just as tiny sculptures, with which I fell in love at first glance. Dalibor made them using his specific method, inexpertly describable as
pulling molten glass out of a basic mould. The contrast between the massive block and the almost threadlike extracts was fascinating
, and I felt honoured that Dalibor came to show me the sculptures, though handling them was very tricky and I was afraid lest some
get damaged, because some gently rustled when exposed to draught. I asked myself - how much longer will Dalibor be able to be
coming with new ideas for his technique... but this question has remained unanswered.
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Ivo Rozsypal

1942

Neobycejné dynamicky muz vtrhl do mého ateliéru jako sympaticky dravy proud a v okamziku ho bylo vSude plno, jakkoliv to byl
neporovnatelné nejvétsi ateliér, v jakém jsem kdy pracoval. Poznali jsme se kratce predtim, pfi prvnim z legendarnich mezinarod-
nich sklarskych sympozii v Novém Boru (1982), ale za vznikem zardiniéry, kterou tehdy pfinesl k fotografovani, byla citit atmosféra
jeho francouzského studijniho pobytu v letech 1968-69. Osmasedesaty rok byl ve Francii neméné revolucni a pfelomovy jako u nas
a Ivo Rozsypal byl tehdy zjevné ve Francii v pravy ¢as na pravém misté. Stretnuti dokonalosti geometrické formy Zardiniéry s zi-
vocidné dravymi prirodnimi liniemi svitivé Zlutého dekoru pak odrézelo nejenom spoledensky kvas doby, ale také kultovni Zlutou
ponorku Beatles, o niz v souvislosti s knihou a kreslenym filmem na téma Yellow Submarine Ivo s jiskficima o¢ima hovofil.

“Pfival slov” se ovéem pomérné rychle uklidnil a bylo jasné, ze Ivo Rozsypalovi nadale nepljde ani tak o prostou predmétovou foto-
grafii, ale mnohem spide o koncepéni praci pti vytvaieni jakychsi specifickych sklen&nych urbanistickych modeld, v nichz dynamicky
muz pouzival kombinace ¢erného a bilého opaxitu. Udélali jsme na to téma v nasledujicim ¢ase nékolik fotografii technikou klasické
montaze, z nichz nékteré byly v Glass Review pouZity, ale vSechny podklady k témto fotografiim se nékde v tiskarné ztratily, takze
mi zbyla jen ta Uplné prvni montdaz z nasi spoluprace, pouzita pro obalku ¢asopisu v roce 1983.

The remarkably dynamic man burst into my studio like a pleasant torrent, and though the studio was incomparably the largest I
have ever worked in, it was immediately brimming with his presence. We had met shortly before, during the first of the legendary
international glassmaking symposia in Novy Bor in 1982, but perceptible behind the jardiniere which he then brought to be
photographed was the atmosphere of his study stay in France in 1968-1969. The year of 1968 was just as revolutionary, just as
important landmark in France as it was in Czechoslovakia, and Ivo Rozsypal then evidently was at a happy place in a happy time.
The clash between the perfection of the geometrical form of the jardiniére and the animality of the fierce natural lines of the brightly
yellow decoration reflected not only the social turmoil of that period, but also the cult of the Beatles " Yellow Submarine, about which
Ivo spoke with sparkling eyes in connection with the book and cartoon on that theme.

But the “verbal surge” calmed down quite quickly, and it was clear that Ivo Rozsypal would not pursue a career of simple object
photography but much rather that of conceptual work, creating a sort of specific glass urbanistic models, in which this dynamic man
combined black and white opacite. Subsequently we produced several photographs on this theme, using the technique of classical
montage. Some were used in the Glass Review, but the source materials got lost somewhere in the printing works, and all I have
left of the products of our cooperation is the first montage, used for the magazine cover in 1983.
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Pavel Jezek

1938 - 1999

Pavla Jezka jsem poznal pfi praci na specialnim Cisle ¢asopisu Glass Review vénovaném ceskoslovenskym sklafskym a keramickym
Skoldm a bylo to shledani neobycejné poucné: stal jsem tvari v tvar clovéku, ktery chapal svou praci nikoliv jako zaméstnani, ale
jako poslani Sifit tvorivost mezi mladymi lidmi. Byl v dobé naseho setkani uz patnact let vedoucim oddéleni hutniho skla na proslulé
Stiedni odborné sklarské Skole v Zelezném Brodé a s nadSenim se vénoval ptipravé vznikajicimu tiskovému materidlu nejenom
v tom, co se tykalo jeho oddéleni, ale celé Skoly. Kdyz jsem se pfi té prilezitosti zeptal na jeho vlastni tvorbu, mavl s nepfedstiranou
skromnosti rukou a fekl, ze jednou pfijde s “né&jakymi vécickami”...

Ono “jednou” se uskute¢nilo az po velmi dlouhé dobé& nékolika rokd a tak vznikly fotografie mile technicistnich objektd, které zde
mohu prezentovat.

A mimochodem, potkal jsem se s celou fadou absolventd, ktefi prosli Zeleznobrodskou $kolou at uz p¥imo oddélenim vedenym Pav-
lem Jezkem nebo &kolou po roce1990, kdy byl Pavel JeZek jejim Feditelem, ale nikdy jsem nesly&el o jeho plisobeni nic jiného nez
nadsenou chvalu...

I got to know Pavel Jezek when I was working on a special issue of the Glass Review, devoted to Czechoslovak ceramics and
glassmaking schools, and it was an immensely illuminating encounter. I was facing a man who perceived his work as not ,employment®
but a mission of spreading creativity among young people. By then he had been head of the offhand glassmaking section at the
renowned Secondary Vocational School of Glassmaking in Zelezny Brod for fifteen year already, and was enthusiastically preparing
printed materials on everything concerning not just his section but the whole school. When I asked him about his own creation, he
modestly brushed my question aside and said that one of these days he would with come “some little things”...

The “one of these days” had not come until several years later, when the photographs of the nicely “technicistic” objects that I can
present here were taken.

And by the way, I have met a number of graduates of the school in Zelezny Brod, some Pavel Jezek s pupils, others attending the
school in the 1990s when he was its headmaster, and never heard anything but enthusiastic praise of him...

88

89



91

90



Frantisek Janak

1951

Frantigka jsem poznal u? jako studenta v ateliéru profesora Libenského na prazské VSUP a bylo zajimavé sledovat, jak se v jeho
pristupu k préci misi vliv hodné zndmé a historicky vyznamné sklaiské $koly v Kamenickém Senové s hvézdnym prostiedim prazské
Skoly. Z té smésice vlivd si oviem Frantidek jasnozfivé vybiral jenom to dobré a tak stal pevné na svych nohach, co? se zacalo pro-
jevovat zejména v situaci, kdy zacal ucit na stfedni skole, v niz se on sdm seznamoval se zasadami sklarského femesla. Najednou
pochopil, jak bylo dileZité dodrzovat elementarni pravidla poctivého piistupu ke studiu a tvorbé. Mé&l jsem dokonce chvilemi pocit,
e musi na své zaky plsobit hodné staromilskym zplsobem a trochu jsem se bal, jestli se jim tim padem pro né nestane nepfijatel-
nym ¢&i nesrozumitelnym, ale jeho vira v dobro poctivého pfistupu ho zfeteln& prenasela pres bariéry médnich a chvilkovych trendd
k mystériu tvorby a ¢inila z n&j Uspésného pedagoga at uz doma nebo v zahranidi.

I got to know FrantiSek when he was still a student in the studio of Professor Libensky at the Applied Arts College in Prague.
It was interesting to observe his approach to work in which the influence of the renowned and historically significant Secondary
Vocational School of glassmaking in Kamenicky Senov mingled together with the star-studded environment of the Prague college.
FrantiSek of course clear-sightedly drew only the good elements from both, while firmly standing on his own feet. This was getting
evident particularly when he started himself teaching at the same vocational school where he had been learning the principles of
the glassmaking craft. That was when he grasped the importance of adhering to the elementary rules of honest attitude to studies
and creation. At some moments I even had the impression that he approached his students in a a bit conservative manner, and
I was afraid lest his teaching therefore become unacceptable or incomprehensible for them. But his faith in the goodness of
honest approach clearly carried him over the barriers of fashionable and passing trends to the mystery of creation, and made him
a successful pedagogue in his country and abroad.
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Jifi Suhdjek

Ceské sklo je bohaté tim, ze mé celou fadu velmi talentovanych tvircd a je asi bez pfehanéni mozno konstatovat, 7e k tém nejre-
spektovanéjsim patti pravé Jifi Suhdjek, ktery dovede nejenom navrhnout primyslové vyrabéné uzitkové predméty, luxusni deko-
rativni vazy pro Moser & objekty autorské sebereflexe, v Zaru sklaFské huti ale umi pied zraky nad$enych divakQ zruéné vyfoukat
Zenskou postavu v zivotni velikosti.

Jifi Suhajek je nelinavnym ve vyhledavani novych postupd & revitalizaci postupt davno opusténych nebo zapomenutych.

Kdyz mé pired mezindrodnim sklafskym sympoziem, poradanym pocinaje od roku 1982 kazdé tfi roky v Novém Boru, oslovil s népa-
dem, Ze bychom mohli spole¢né vytvotit plakat na toto vrcholné setkani sklafl s tim, Ze on by “kreslil” zhavou sklovinou na specialné
pripravenou kovovou desku a ja bleskové provadél co nejkvalitnéjsi dokument tohoto “happeningu”, netusil jsem, jak podmaniva to
bude prace a tim méné mne mohlo napadnout, Ze dnes, po vice ne? pétadvaceti letech bude jesté Jiti povaZovat tento zplsob prace
za pritazlivy impuls hodny dal$iho tvdréiho rozvijent...

The richness of Czech glass art is underpinned by the a large number of its talented designers and makers, and it is certainly no
exaggeration to rate Jii Suhajek among the most respected of them. He not only excels in designing utilitarian articles produced
for the industry as well as luxurious decorative Moser vases or objects which reflect his own creativity, but also has no problem in
skilfully blowing a life-sized female figure in the blazing heat of the glassmaking workshop.

Jifi Suhajek unrelentingly searches for new procedures or a revitalisation of techniques abandoned or forgotten long ago.

When he approached me before the international glassmaking symposium in Novy Bor, first held in 1982 and subsequently every
three years, and proposed that together we could design a poster to promote this glassmaking summit meeting - he “drawing” the
molten glass on a metal plate, I in a flash producing top-quality documentation of this “happening”, I had no idea how captivating
our collaboration would be. All the less could it have occurred to me that today, more than twenty-five years later, Jifi would still
regard this manner of working as an attractive stimulus, worthy of further creative development...
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Dana Vachtova

1937

Jestlize jsem se pii vzpominani na spolupréci s pani Zertovou musel pfiznat, ze ponejprv nebyla nijak zvIast nadSena napadem
fotografovat sklo v pfirodé, pani Dana Vachtova byla, zda se, touto myslenkou nadsena az tak, ze byla zklamana mymi obavami
pustit se znovu do tak riskantni prace. Cyklus “Zivly”, na kterém tehdy pracovala, si navic o takové prostiedi doslova zadal... Je-
nomze, fotografovani se mélo z praktickych ddvodt odehrat uprostfed zimy a j& jsem se zcela neskryvané bal. Na takovou akci by
bylo potfeba docela rozséhly $tab spolupracovnikd. Takovy kolektiv jsem ale tehdy nemél k dispozici a komplikovana situace zimni
pfirody byla silnym argumentem proti takové nerozvaznosti. S odstupem let se mi zda, Ze abstraktni prostredi ateliéru sehralo svou
stimulujici roli a bylo svym zplisobem vyhodn&jsi pro vnimani rozboufenych linii dravych sklen&nych objektd. U t&ch plastik, které
autorka vkladala do pfisnych tvarl kovovych sokll, by uz jakykoliv dalsi material byl spide degradaci jiz tak dost komplikovaného
objektu. PFi této spolupréci vSak vznikla jedna z prvnich fotografii pro pozdéjsi, deset let trvajici projekt obalek Casopisu Glass Re-
view a urcila jednou pro vzdy jejich styl.

If when recalling my cooperation with Jifina Zertova I had to admit that at first she was not very enthusiastic about the idea of
photographing glass objects amidst nature, Dana Vachtova was thrilled by it so much that she was disappointed by my hesitation
to address myself to a project so risky. The “Elements” cycle on which she was then working moreover literally demanded such
environment... But for practical reasons the photographing was to take place in the middle of winter, and I did not hide my misgivings.
Such project required a sizeable team of collaborators which I did not have at my disposal then, and the complicated conditions for
outdoor work in winter were a strong argument against such adventure. In retrospect it seems to me that the abstract environment
of the studio played a stimulating role, and in a way was more suitable for the perception of the turbulent lines of the bold glass
objects. Using any other material for the sculptures which their author installed in the strict shapes of metal plinths would have been
a degradation of the objects, already complicated enough. But this cooperation resulted in one of the first photographs for the later,
ten-year project of covers for the Glass Review, once and for all determining their style.
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Vladimir Prochazka

1947

Mnohem dFive neZ jsem se s Vladimirem Prochdzkou setkal osobné, fotografoval jsem jeho ndpadité realizace v architektufe, at uZ
to byl svételny objekt v Prazské Loreté nebo geometricky objekt ze svétlovodivych tyci prechazejici z fasady do vstupniho prostoru
palace KOVO v prazskych HoleSovicich.

Kdyz si pozdé&ji nasel cestu do mého ateliéru, prekvapil mé jasnym vykladem kazdé plastiky, kterou pfinasel. Jeho zdanlivé abstrakt-
ni sklenéné objekty mély vzdy verbalné vysvétlitelny zaklad nebo dokonce maly pfibéh. Jestlize se umélci mezivalecné avantgardy
uchylovali ke stylizaci, tedy pretrhdvani pouta mezi realitou a jejim obrazem predevsim proto, aby nebyli neustéle konfrontovani
s realitou, kterou zobrazovali, Vladimira Prochazku t&si, Ze mlze tyto spojitosti odhalovat a myslim, Ze ho dokonce bavi, kdy? se
s jeho postupy obeznameny divak sam pokousi ony myslenkové spojitosti hledat.

A long time before I met Vladimir Prochazka in person, I had been photographing his resourceful architectural installations, be it
the luminous object in Prague Loretto, or the geometrical object composed of light-conducting rods passing from the facade into the
lobby of the KOVO Palace in the district of HoleSovice. Later on, when he found his way to my studio, he surprised me by perspicuous
explanation of each of the sculptures he was bringing. His seemingly abstract glass objects always had a verbally explainable basis,
or even a small story. While artists of the interwar avant-garde resorted to stylisation, breaking the bond between reality and its
image mainly in order to be constantly confronted with the reality they were portraying, Vladimir Prochazka enjoys the possibility
of revealing these connections, and I think that he is even amused when viewers acquainted with his procedures themselves try to
discover the thought context.

110

111



112 113



114 115



Jaroslav Svoboda

1938

Na rozdil od mnohych sklaFskych vytvarnikl nesméfoval Jaroslav Svoboda po Zeleznobrodské stfedni $kole na prazskou VSUP, ale
vystudoval historii na Filozofické fakulté Univerzity Karlovy. Jeho pohled se v celé Fadé smérd stal odlisnym a nikoliv nezajimavym
a co se tyka poctivosti v pFistupu ke sklafskému femeslu, se kterym se seznamil v brusi¢ské dilné svého otce, patfi k tém nejvse-
strannéj$im a také nejpracovitéjsim ¢eskym sklaFskym tvirclim. Uz jako vedouci skldFské huti ve Skrdlovicich se intenzivné staral
o technicky rozvoj sklarny, ale stejné dllezitou se mu jevila péée o vytvarnou Uroven produkce huti a tak zval prostfednictvim sym-
pozii ke spolupraci pfedni sklafské tvirce.

Pocinaje 90. Iéty zacal v Karlové nedaleko Skrdlovic budovat sklarnu AG Svoboda. Tim si nejenom splnil sen snad kazdého sklaie mit
moznost vzorovat a produkovat své dila ve vlastni huti, ale také se mu daii pomahat k zachovani sklaiské tvorby na Ceskomoravské
vysocing.

Unlike many other glass artists, Jaroslav Svoboda did not continue his studies after graduation from the Secondary Vocational School
in Zelezm'/ Brod at the Applied Arts College in Prague, but studied history at the Philosophical Faculty of Charles University. His view
was in many respects different, and not uninteresting; and as regards honesty of approach to the glassmaking craft, with which
became acquainted in the glass-cutting workshop of his father, he ranks among the most versatile and hardworking Czech glass
artists. Already as manager of the Skrdlovice glassworks he took great care of its development, while paying equal attention to the
artistic quality of its output - and so he often invited to cooperation leading glass artists whom he was meeting at glass symposia.
In the 1990s he started building AG Svoboda Glassworks in Karlov near Skrdlovice, thus making true the dream
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Petr Hora

1949

V medailonku vénovaném Frantisku Viznerovi jsem si dovolil citovat vyznani Petra Hory, ktery se s diky obraci ke svému starSimu
kolegovi jako ke svému guru a kdyz se zadivame na prehlidku praci Petra Hory v mimoradné vkusnych a vytvarné Cistych publika-
cich, mdZzeme ony stopy vlivu neomylné odhalit, ale mdZeme také rozpoznat, v kterych momentech se Petr Hora vydava na vlastni
drahu.

Jakkoliv by se zdalo nemoznym jit jesté dale ve “viznerovském minimalismu”, u Hory se tak déje, a jesté vyraznéjsim se stava u Pe-
tra aplikovany princip barevného kontrastu. Johannes Itten, predni ucitel legendarniho Bauhausu, hovofi ve své teorii sedmi barev-
nych kontrast{ o kontrastu barvy na svétle a ve stinu a Petr Hora dokazuje, jak Ize rozzafit barevnou paletu jeho praci zesilovanim
¢i naopak ztencovanim hmoty. Gradaci svétla prichazejiciho z jediného svételného zdroje, lhostejno jestli se jedna o svétlo slunecni
nebo umélé, Hora moduluje silou hmoty a to celé drama barevné hry umociiuje neobycejné precizni dokonalosti.

In the profile of FrantiSek Vizner, I took the liberty of quoting a declaration in which Petr Hora turns with thanks to his older colleague
and guru. And when we look at Petr Hora s works as presented in extraordinarily tasteful and artistically pure publications, we can
unmistakeably identify the traces of that influence, while recognising at which moments Petr Hora embarks upon his own career
path.

However impossible it might seem that the “Viznerite minimalism” could ever be exceeded, Petr Hora is doing exactly that, moreover
further accentuating the applied principle of colour contrast. The theory of Johannes Itten, the leading teacher of the legendary
Bauhaus school, defines seven colour contrasts in light and shadow, and Petr Hora demonstrates by his works how the colour palette
can be lit up by thickening and, on the contrary, the thinning of the material. Through the thickness (or thinness) of the material
Hora modulates the gradation of light coming from a single source, no matter whether natural, such as sunshine, or artificial, and
intensifies the drama of the colour play by unusually precise perfection.
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Jaroslav Bejvl st. & Jaroslav Bejvl ml.

1941 1967

V (trzkovité vypravéném pribéhu skla na Gzemi Ceské republiky nelze pominout rodinnou tradici jako Zivnou pddu zdravého vyvoje
kazdého odvétvi lidského pocinani. Dlouholety pfirozeny vyvoj byl pferusen udalostmi druhé svétové valky, stejné jako vyvojem po
Unoru 48, ale dnes je mozno konstatovat, Ze pohyb skldFské produkce v druhé poloviné minulého stoleti postupné zacelil rany trhlin
generacniho vyvoje. Snad v kazdé sklarné se najde néjaky priklad takového rodinného predavani talentu, zkusenosti a hlavné Ucty
k oboru sklarské tvorby.

V tom smyslu se mi jevi sympaticky silnym ptibéh rodiny Bejvld. Je to vlastné pfib&h hodny roméanového zpracovéni: Oba Jarosla-
vové, otec i syn, spojili své Zivoty a vrozeny talent se spoleCnosti Preciosa a oba si také predali “Zezlo” jejiho kreativniho feditele.
Zatimco otec sbiral slavu navrhovanim svételnych objektl a vyznamné se vyslovil k vyvoji ¢eské medailérské tvorby, Bejvl junior se
stale vice, zejména diky &tastnému nalezu zapomenutého archivu vzord, vraci ke kofenim kdysi proslavené jizerskohorské krysta-
lerie. Vychazi z ndpadité tvorby svého predchidce - vynikajiciho sklaFského vytvarnika Véaclava Hanude (1924 - 2009), ktery daval
v Sedesatych az osmdesatych letech tomuto zajimavému odvétvi sklaFské tvorby novy smysl a vyznam. Bejvl tak tvdréim zptsobem
transformuje prameny minulosti do své soucCasné tvorby. Teoretik by patrné hovofil o prolinani tradice a inovace ¢i o postmodernich
apropriacich nebo dokonce o palimpsestu. J& v té tvorbé Jaroslava Bejvla mladsiho vidim prostou, ale za to hluboce lidskou Uctu
k praci predchozich generaci, stejné jako pochopitelnou snahu opfit se ve vlastni tvorbé o nezpochybnitelné hodnoty minulosti.

Jaroslav Bejvl junior tak vedle Uspésné praxe na mezinarodni designérské scéné prodluzuje zajimavy pFibéh Ceské sklarské skoly.
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When telling the disjointed story of Czech glass, it is impossible to disregard the role of family tradition as a nutrient medium for
the sound development of every field of human activities. The natural evolution of many years was interrupted by the Second
World War and subsequently by the events after February 1948, yet it can be stated today that the progress of glass production
in the second half of last century gradually healed up the wounds and mended the cracks in the process of one generation passing
its talents, experience and most importantly, the respect for the glassmaking craft to the next one. Examples of such “handovers”
within families can probably be found in all glassworks.

In this sense I regard the story of the Bejvl family as a pleasantly strong one. It is in fact a story worthy of becoming the basis for
a novel: both Jaroslavs, father and son, linked their lives and innate talents with the Preicosa joint-stock company, and the senior
passed the sceptre of its creative director to the junior. While the father was winning glory by designing luminous objects and
markedly contributed to the development of Czech medal design, the son is returning, especially thanks to the fortunate find of
a forgotten archive of models, ever closer to the roots of the once renowned crystal glass manufacture in the region below the
Jizerské Mountains. He proceeds from the resourceful output of his predecessor - the outstanding glass designer Vaclav Hanus
(1924 - 2009), who gave between the 1960s and 1980s a new sense to this interesting glassmaking line. He is thus projecting, in
a creative manner, the sources of the past into his present-time creation. A theoretician would probably speak of a mingling of
tradition with innovation, of post-modern appropriations, or even of palimpsest.

What I see in the works of Jaroslav Bejvl junior is a simple, but all the more profound respect for the work of the previous generations,

as well as an understandable effort to base his own creation on the indisputable values of the past. Apart from successful practice
on the international designing scene, in this way he is adding new chapters to the story of the Czech glassmaking school.
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Milan Holubek

1952

Milan Holubek se vyucil ryteckému femeslu ve sklarné Moser u véhlasného rytce Ivana Chalupky a ve vytvarném ateliéru firmy
Moser pracuje od té doby az do soucasnosti, prodluzuje tak vyznam tohoto pracovisté pro vyvoj Ceské sklarské rytiny.

Jeho prace se vyznacuje velikou pokorou k umélecké predloze - nejCastéji pracuje s grafickym dilem vytvarnika, sochare Karla Bec-
vare. Diky bravirné zvladdnuté technice rytiny dokdze M. Holubek intepretovat dilo tohoto umélce, at uZ se jedna o jeho kresby ¢i
sochafskou podobu tvorby. Specificky citlivym je Milan Holubek ovSem také ve schopnosti transformovat s mistrovskou dovednosti
rozloZeni svétla a stinu v “jevisti” BeCvafem navrzeného sklenéného bloku.

Milan Holubek learned the engraving craft in the Moser glassworks, under the guidance of the renowned engraver Ivan Chalupka,
and since then has been working in the Moser artistic studio, augmenting the importance of this workplace for the development of
Czech glass engraving.

His works are characterised by a great, humble respect for the model - most frequently the works of the graphic artist and sculptor
Karel Becvar. Thanks to his masterly grasp of the engraving technique, Milan Holubek can interpret them, be they drawings of
sculptures. But particularly fine is of course his ability brilliantly to transform the array of light and shade within the ,stage" of the
glass block designed by Becvar.
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Petr Novotny

1952

PFi prvém setkani jsem vlastné nefotografoval sklo, ale sklare pfi praci v huti a bylo to fotografovani velice symbolické: Petr Novotny
pfi prvnim IGS v Novém Boru (1982) pracoval pod pfisnym dohledem svého legendarniho ucitele, Mistra Josefa Rozinka. Bylo to vel-
mi promyslené divadlo. Tficetilety sklaf rozhodné zadny dohled nepotfeboval, sdm uz v té dobé rozdaval své zkuSenosti na sklarské
Skole, ale pred zraky navétévnikd to vypadalo jako predavéani symbolického generaéniho Stafetového koliku.

Prace v huti Petra Novotného vzdy velice bavila, vzdyt uZ jako ucer potaji tavil sklo ve své domaci picce a zkou$el se dokonce i po-
hybovat v zakazané zéné podnikani a tak nebylo ani divu, Ze hned po revoluci zaloZil s kolegou, technologem Liborem Fafalou, velmi
dobre vedenou skldrnu AJETO, plsobici na Sirokém a promysleném programu. Pres ndro&nou praci manazéra je na Petru Novotném
znat, ze kdyz jde sam do huti pracovat, jde tam predevsim proto, aby si udélal radost, stejné jako za mlada . . .

When I met him for the first time, I did not photograph glass objects but glassmakers at work, and the photographing was very
symbolic: during the first International Glass Symposium in Novy Bor (1982) Petr Novotny was working under the strict supervision
of his legendary teacher, master Josef Rozinek. It was a very elaborate performance. The thirty-year-old glassmaker definitely did
not need any supervision, and by then he was already sharing his experience with students of the local glassmaking school, but
before the eyes of of the audiences it looked like passing of the symbolic relay baton by one generation to the next one.

Petr Novotny has always enjoyed making and working with glass; already as an apprentice he secretly melted glass in his home
oven. He even tried to step in the then prohibited zone of private enterprise, and so it was no wonder that immediately after the
velvet revolution he together with his colleague, technologist Libor Fafala, founded the excellently managed AJETO glassworks, with
a broad and well-thought-out production programme. Despite the demands put on him by his managerial position, whenever Petr
Novotny comes to the workshop to “put his shoulder to the wheel,” it is obvious that he does it mainly to please himself, as he did
when young ...
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Jiri PacCinek

1972

Jako symbolicky paradox zni, Ze snad nejmladsi sklaF v nasem vybéru zacal po ukonceni novoborského Stfedniho odborného udilisté
pracovat v Chibské, nejstarsi sklarné na teritoriu Ceské republiky, fungujici od roku 1414, ale dnes, bohuzel, zaniklé.

KdyZ jsem vstoupil do sympaticky renovované historické budovy v Kunraticich, pfekvapil mné nejenom pdvabné upraveny interiér
sklafské huti, ale predevéim neuvéfitelnd préatelska a odlehéend atmosféra pracovisté, kde se déla dfina pravych chlapd s fantazii,
citlivyma rukama a vnimavou dusi.

Jirka Pacinek je “srdcaf”, rekl mi kamarad, kdyZz mne za sklafskym kouzelnikem na sever do sklarského distriktu posilal a ja jsem od
prvniho okamziku nepochyboval. Tak délnou a pfijemnou atmosféru dokaze vytvorit jenom velka osobnost. SklaF, ktery se zamiloval
do svého budouciho povolani diky mimoradnému vykonu vynikajiciho ¢eského herce a chlapa s citlivou dusi v docela obycejném
televiznim serialu, takovou osobnosti je.

I sounds like a symbolic paradox that the youngest art glassmaker in our selection started his career after graduation from the
Secondary Vocational School in Novy Bor in Chribska glassworks, the oldest in the Czech Republic, active from 1414 but today
unfortunately extinct.

When 1 entered the nicely renovated historical building in Kunratice. I was surprised not only by the charming interior of the
glassworks, but above all by the incredibly friendly and relaxed atmosphere of the workplace where hard manly work was done by
sensitive hands with imagination and perceptive soul.

Jifi Pacinek is a hearty man, said my friend when sending me after the glass magician to the traditionally glassmaking district in
North Bohemia, and I bore him out from the first moment. Only a great personality can create an atmosphere so pleasant and
conducive to work. The glassmaker who fell in love with his future profession thanks to the extraordinary performance of a brilliant
Czech actor and man with a sensitive soul in an ordinary television serial is such personality.
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Borek Sipek

Ke sklu se Borek Sipek dostal prostfednictvim prof. Reného Roubitka, ktery se stal jeho poru¢nikem poté, co postupné oba Borkovy
rodiCe predCasné zemreli. Profesorova osobnost vyrazné nasmérovala pocéinani mladého talentovaného muze k velikému rozletu,
ktery uz v roce 1968 rychle prekonal hranice armadami “sbratfenych statd” okupovaného Ceskoslovenska a spolu se sestrou emi-
groval do Némecka. Zde vystudoval architekturu a soucasné filozofii, studoval jazyky a v roce 1979 ziskal doktorat na Fakulté ar-
chitektury na Technické univerzité v Delfach. V osmdesatém tretim roce odesel do Amsterdamu, kde zalozil vlastni architektonické
a designérské studio a zacal spolupracovat s nabytkarskou firmou Driade.

Do Ceskoslovenska vstoupil snad okamzité v sametové revolu¢nich dnech a plsobil zde jako sympaticky “zlobivé dité”, otiasajici
Mél jsem moznost sledovat ho pii nékolika pracovnich cestach do sidla VW ve Wolfsburgu v souvislosti se stavbou pavilonu Skoda
(v rdmci Expa 2000 v Hannoveru) a nemohl jsem si nevsimnout, jak si ziskaval svymi zkugenostmi, vytvarnou erudici a konec koncl
i vyjednavacimi schopnostmi respekt a Uctu pracovnikl hlavni architektonické kancelare.

Jeho sklo je hravé a tsmévné, pIné napadl a piekvapeni a témito prvky hojné obohatil i ¢eské sklafstvi. Nejvétsi mira jeho pozitiv-
niho vlivu ovSéem byla v tom, Zze pomahal smérovat Ceské sklarské podnikani do svéta...

Borek Sipek owed his choice of glass as the material for the objects of his design to Professor René Roubicek, who had become his
guardian after the premature death of first one and then the other of his parents. The professor’s personality contributed a large
share to directing the talented young man towards a grand flight, which already in 1968 carried him, together with his sister, over
the borders of Czechoslovakia, then occupied by the armies of the “allied states”, to Germany. There he studied architecture and
concurrently also philosophy and languages, and in 1979 completed a doctoral degree course at the Faculty of Architecture at the
Delft Technical University. In 1983 he moved to Amsterdam, where he founded is own studio of architecture and design and started
cooperating with the Driade furniture manufacturing company.

He returned to Czechoslovakia immediately, at the very beginning of the “velvet revolution, and behaving like an enfant terrible, he
challenged the limits and canons of art glassmaking. While at home he was still often received reservedly, abroad the opposite was
true. I had an opportunity to observe him on several business trips to the VW headquarters in Wolfsburg, in connection with the
construction of the Skoda pavilion at Expo 2000 in Hannover, and I could not fail to notice what respect he was winning among the
staff of the architectural office by his experience, artistic erudition, and last but not least, by his negotiating skills.

His glass is playful and cheerful, brimming with ideas and surprises; by these elements he has abundantly enriched the Czech
glassmaking. But the highest measure of his positive influence lied in the fact that he helped in directing the Czech glassmaking
business to the world markets ...
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Marian Karel

1944

Marian Karel prohlasil v jednom rozhovoru, Ze sklo “moc nemusi”, a laskavy Ctenar se nejspise ptda, pro¢ mu délam misto v knize
rozhovord se sklaFskymi vytvarniky. Odpovéd na to je snadnd. U Mariana obdivuji pravé tu schopnost piechazet od jedné socharské
materie ke druhé a z{stat stale svym. Kdysi, ve Vojanovych sadech na Kampé, dokazal pomoci nékolika tabuli plochého skla vytvoFit
fiktivni prostorova télesa proménujici se podle toho, z kterého sméru pfichazelo denni svétlo a vzapéti na to vytvofit obfi minimalis-
tickou, az puristicky Cistou kovovou plastiku, aby posléze prekvapil promyslené ztiSenou “Iluzivni krychli”, vystupujici z optické hry
dovedné sestavenych tabuli v ploché skladbé (dnes trvale instalovéna v prostorach Fakulty architektury CVUT). Mimochodem, druhd
iluzivni krychle Mariana Karla - vystupujici jako vrchol sklenéné véze v kovové konstrukci nad Muzeum Kampa - ta, jenz pred léty
rozpalila prazské pamatkare, ze malem nechali celou rekonstrukci Sovovych mlynl zastavit, proménila svymi brilantnimi myslen-
kovymi podnéty scénické pojeti celého levého vitavského brehu do podoby hledajici vazby mezi historickou minulosti a jiskfivymi
idejemi moderny.

In one interview Marian Karel said that he s “not all that keen” on working with glass, and the kind reader is probably asking why
I am awarding him a place in my book of dialogues with artists of the glass. The answer is simple: what I admire most about Marian
is precisely his ability to pass from one sculpting material to another and still stay himself. Some time ago, he needed just several
sheets of glass for creating, in the park on the Kampa Island in Prague, fictitious three-dimensional bodies transformed by daylight
depending on which direction it was coming from. Soon afterwards he created a giant, minimalistic, almost puristically clean metal
sculpture, followed by a surprise in the form of a thoughtfully calm “Illusive Cube”, emerging from an optic play of the skilfully
arranged flat composition of glass sheets (today permanently installled in the premises of the Faculty of Architecture of the Czech
University of Technology). By the way, another illusive cube by Marian Karel, rising from the top of the glass tower in the metal
structure above the Kampa Museum - years ago inflaming Prague conservartionists to such degree that they nearly had the whole
renovation of Sovovy Mlyny (Sova Mills - housing the Kampa Museum) stopped - transformed by its brilliant thought stimuli the
scenic comception of the entire left Vltava bank, making it a link between history and the sparkling ideas of modernity.
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Vaclav Cigler

1929

Tvorba Véclava Ciglera se nese ve dvou hlavnich, vzajemné se proplétajicich liniich: Na jedné strané stoji tvorba objektl, jejichz
prizmatem Ize nazirat v nejrlznéjsich rovindch optickych jevl okolni svét, a na strané druhé objekty, které vedou od pozorovani
k promysleni nasich vztahl k okolnimu svétu.

Mél jsem moznost sledovat tvirei osobnost Vaclava Ciglera pfi porizovani dokumentace jeho tvorby a zcela jisté nejzajimavéjsi pro
mne byla prace na fotografickych podkladech pro navrhy a projekty exterierovych realizaci v rdmci soutéze, v niz $lo o problematiku
vody jako jednoho z hlavnich prvk{ existence Zivota na modré planeté. Tak jsem se setkal s ideou “Ctvercovych studanek”, instalace
plochych tabuli z ¢erného opaxidu a fotograficky tak asistoval pfi pofizovani jejich zaznamu. Fotografie tady ovSsem nestacila zachytit
magicky moment této instalace, totiz propojeni reflex(i pfirozeného vlani vétvi v krajin& rostoucich strom{ s travnikem prosvicenym
luénimi kvéty, obojim jako symbolem vé&&ného pirodniho pohybu. Stal jsem nad tim malym zazrakem tviréiho zasahu vedouciho ke
kontemplativnim Gvaham o smyslu lidské tvorby i o smyslu lidské existence a uvédomoval si, kde je ona hranice oddélujici smyslové
postizitelnou krasu od néceho, co je nad krasnym, od néceho co nas svou vznesenosti katapultuje do nadzemskych vysin a oslovuje
tak v roviné transcendentalni.

The creation of Vaclav Cigler follows two principal, intertwining lines: on one side stand objects through the prism of which we
can observe the surrounding world at a variety of levels of optical phenomena, on the other such that lead from observation of to
reflection on the world around us.

I had the opportunity of observing the creative personage of Vaclav Cigler when I was compiling documentation of his output, and
definitely most interesting for me was work on the photographic materials for designs and projects of exterior installations in the
frame of a competition with the central theme of water as one of the chief elements of existence of life on the blue planet. That
was how I encountered the idea of “"Quadrate Wells”, an installation of black opacid glass sheets. Thus I helped to produce the
photographic evidence, yet the photograph could hardly capture the magic moment of this installation, namely the link between the
reflections of natural fluttering of branches in the landscape of upright trees and the lawn lit up by meadow flowers, both symbols
of everlasting natural motion.

I stood there looking at that small miracle of creative intervention leading to contemplations on the sense of human creation and
the very human existence, aware of the boundary separating the beauty that can be grasped by our senses from something above
beauty, something that catapults us by its sublimity to divine heights and appeals to us at the transcendental level.
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Snazili jsme se projit krajinou sklai'ské tvorby na Uzemi Cech, Moravy a Slezska a véimali si zdan-
livé nejprostSich sklenek az po dila monumentalniho charakteru. Nemohli jsme si nevSimnout ra-
zantniho vstupu domaci sklarské tvorby na mezinarodni socharské kolbisté, sledovali jsme hravost

7 v 7 ] o . v . v v v 7 O . .vO ]
sklarskych tvurcu, stejne jako remesinou zrucnost a dovednost delniku v huti, brusicu a rytcu,

o v 7 Vé . O Vv a.vrs - v . 7 V. . 7 v 7
zaznamenali jsme Cetné pokusy ubirat se nejruznejsimi smery k hranicim Ci za hranice sklarskeho
umeni, k prostoram ni¢im nelimitované tvorivosti a vSude se setkavali s onou schopnosti umélecké-
ho dila uchvatit divaka a povznést jeho mysl do nadoblaénych vysin, abychom mohli v zavére¢ném
souctu frici:

Ano, sklaFstvi na Gzemi Cech, Moravy a Slezska umi byt vznegené.

When trying to map out the landscape of the glass art output in Bohemia, Moravia and Silesia,
our attention was attracted by the wide range of products , from the seemingly ordinary drinking
glasses to works of monumental character. We could not fail to notice the bold entry of Czech glass
into the international sculpting arena, observed the playfulness of the glass designers as well as the
craftsmanship of the workers at the furnace, the cutters and engravers, registered the numerous
attempts to proceed in a variety of directions with the aim to reach or cross the limits of the art of
glass, towards the spaces of limitless creativity. And everywhere we met with the capability of the
work of art to grip the audiences and uplift their minds to the divine heights, so that, after the final
summarisation, we could say:

“Yes, the glassmaking in Bohemia, Moravia and Silesia knows how and is able to be sublime.”

Miroslav Vojtéchovsky






Miroslav Vojtéchovsky (1947)

Vyucil se fotografem, poté absolvoval grafickou skolu v prazské Hellichové ulici a studium fotografie zakoncil na Filmové
fakulté AMU v roce 1976 autorskou publikaci Hledani tvaru a dekoru v ¢eském skle a zavéreCnou teoretickou praci na
téma Vyvoj teorie v Ceské fotografii. Obé tyto ¢asti naznadily jeho pfisti vyvoj.

Od roku 1978 pdsobil jako pedagog na katedFe fotografie FAMU - své Alma mater - kde vyucoval Skladbu a stavbu
fotografického obrazu a Fotografii skla.

Spolupracoval s ¢eskym a slovenskym sklaFskym priimyslem a v nemalé mite se v&noval fotografovani sklaFské studiové
tvorby.

B&hem vice nez desetileté spoluprace s mezinarodné publikovanym Casopisem Glass Review, ktery propagoval produkci
Eeskoslovenského sklafského primyslu stejné jako tvorbu samostatnych sklaiskych ateliérd, publikoval krom jiného
rozsahlou sérii 118 obalek tohoto ¢asopisu.

V lednu roku 1990 byl M. Vojtéchovsky ustaven vedoucim Katedry fotografie FAMU, kterou ved| nepretrzité celd 90.
léta. Hlavnim centrem jeho pozornosti zde bylo zaloZeni paralelniho studia akreditovaného programu v anglickém
jazyce. Poté pracoval jako prorektor AMU pro pedagogicky a védecky rozvoj. V letech 1999 - 2003 plsobil jako Artist-
In-Residence na School of Communication of the American University, Washington, DC.

V souvislosti s pedagogickym plsobenim usporadal celou Fadu verejnych prednadek a workshop( a publikoval dlouhou
Fadu odbornych stati a pfispévkl do odbornych publikaci.

V soucasné dobé& vede prof. Miroslav Vojtéchovsky svij ateliér Aplikované a reklamni fotografie na Fakulté uméni
a designu UJEP v Usti nad Labem, kde je soucasné garantem doktorského studijniho programu FUD a na &eskych
vysokych $kolach vyucuje predméty Vizualni komunikace, VizudlIni kultura, VizuaIni gramotnost a Uvod do sémiotiky
vizualnich komunikaci.
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Miroslav Vojtéchovsky (1947)

He was apprenticed for photography, subsequently attended a Prague secondary vocational school of graphic design,
and completed his studies at the Film and Television Faculty of the Academy of Performing Arts (FAMU). He graduating
in 1976 with the publication Hledani tvaru a dekoru v ¢eském skle (Search for Shape and Decoration in Czech Glass),
and a thesis on Development of Theory in Czech Photography. Both these works anticipated the path of his career.

From 1978 he was active as lecturer at the Photography Department of his Alma Mater, teaching the subjects of
Composition and Structure of Photographic Image and Photography of Glass.

He cooperated with the Czech and Slovak glassmaking industry, devoting no small attention to studio production.
In the course of the more than ten-year cooperation with the internationally distributed Glass Review, promoting the
production of the Czechoslovak glassmaking industry as well as the output of independent studios, he published inter
alia an extensive series of 118 covers for this periodical.

In January 1990 Miroslav Vojtéchovsky was appointed Head of the FAMU Department of Photography, to lead it
without interruption for the whole decade, focusing mainly on the establishment of parallel studies of the entire
accredited programme in the English language. Subsequently he became Pro-Rector (Vice Chancellor) of the Academy
of Performing Arts (AMU) responsible for pedagogic and scientific development. Between 1999 and 2003 he was active
as Artist-In-Residence at the School of Communication of the American University in Washington, DC.

In connection with his pedagogical work, he organised a series of public lectures and workshops, and wrote a large
number of articles and contributions to specialist publications.

Currently Professor Miroslav Vojtéchovsky leads his Applied and Advertising Photography Studio at the Faculty of Arts
and Design of Purkyné University in Usti nad Labem. At the same time he is guarantor of the Faculty 's doctoral study
programme, and teaches the subjects of Visual Communication, Visual Culture, Visual Literacy and Introduction to the
Semiotics of Visual Communication at a number of Czech university-level institutions.
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Cormorant with flowers / 2006

Petr Novotny: Pelikdn Maly / Pelican Minor / 2006

Jifi Pacinek: Amfora (spoluprace s rytcem Jifim Tesarem) /
Amphora (in colaboration with engraver Jifi Tesar) /2015
Jifi Pacinek: Vaza /Vase / 2015

Jifi Pacinek: Objekt / Object / 2015

Borek Sipek: Alter ego / Alter Ego / 1991

Borek Sipek: Vrabcova / 2000

Borek Sipek: Saral / 1990

Marian Karel: Rubinové véze (model z olovnatého kfistalu) /
Ruby towers (model from leaded crystal glass) / 1980
Marian Karel: Pooteviena krychle / A cube ajar / 1982
Marian Karel: Hranol / Prism / 1984

Marian Karel: Pyramida (model do architektury) /
Pyramid (model for architecture) / 1983

Marian Karel: Iluzivni télesa / Illusive bodies / 1985
Véclav Cigler: 2 Disky z optického skla/

Optical glass discs / 1967

Véclav Cigler: Objekt s konkavnimi plochami /

Object with concave surfaces / 1963

Véclav Cigler: Kompozice dvou tabuli skla/

Composition of two glass panes / 1982

Véclav Cigler: 4 zrcadlové tabule, detail, 1980/

4 mirror panes, detail / 1980

Pavel Hlava: Napojovy soubor Gina /

Drinking glass set, Glass Review / 80. léta /1980s

Dana Vachtova: Zivly/The elements, Obalka /

Cover Page Glass Review 1/1981



Podékovani

Tato kniha je vénovana nejenom otci a vSem ¢tyfem Zenam mého Zivota, matce Lydii, manzelce
Daniele a dceram Martiné a Ruth, ale také pamatce mého fotografického guru - Jindricha Broka...

Kniha by ovsem nemohla nikdy vzniknout, kdyby nebylo inspirativniho napadu a vSestranné podpory
hybatele celé akce, ing. Ladislava Kopeckého, jehoZ vira v mozny Uspéch se zdala byt nezdolnou.
Stejné infekén& pak plsobila prace pani grafi¢ky, Yvety Absolonové, zmahajici jakakoliv Uskali
redakéni ¢i nakladatelské praxe s Usmévem a odzbrojujicim klidem. Oba jmenovani tak v kazdém
aspektu prace na projektu délali Cest své agenture Createam.

Za véestrannou, predevsim moralni podporu vdé&im Mgr. Jifimu Rihovi, a v tomto vy&tu nemohou
chybét mladi, pro svou praci zapaleni, kolegové FrantiSek Nikl a Emil DrahoS, zmahajici vSechny
zaludnosti fotografické techniky a pro mne nedostupné detaily digitalnich technologii s klidem
rozpoustéjicim jakékoliv mozné nejistoty.

Svym dilem také prispéla ke vzniku této knihy moje zena Daniela, ktera po celou dobu prace na
tomto dile nejenom zaskakovala ve vSech moznych profesich, ale byla trpélivym hromosvodem
vdech nezdar( ve snaze vytvofit co mozna nejklidn&j&i pracovni prostredi...

VSem jmenovanym ze srdce dékuiji...

Miroslav Vojtéchovsky

Thanks

This book is dedicated not only to my father and all the four women of my life - my mother Lydia,
wife Daniela and daughters Martina and Ruth - but also to the memory of my photographic guru
Jindfich Brok...

Of course it couldn’t have ever come into being but for the inspirational idea and the all-round
support of Ladislav Kopecky, the moving spirit of the whole project, whose faith in possible success
appeared to be indomitable. Equally contagious was the way in which graphic artist Yveta Absolonova
was surmounting all the pitfalls of the editorial and publishing practice with a smile and disarming
calm. The work of both these colleagues on the project did credit to their Createam Agency in all
respects.

I am grateful to Jifi Riha for his general and particularly moral support. And the list of those to
whom I owe thanks would not be complete without the names of my young colleagues FrantiSek
Nikl and Emil Drahos, so zealous for their work, so well coping with all the snags of the photographic
techniques and the (for me inaccessible details) of the digital technologies with an equanimity
dissolving all potential uncertainties.

A noteworthy share has been contributed to the existence of this book by my wife Daniela, who not
only stood in for all sorts of professionals throughout the work on this project but also served as
a patient lightning conductor for all setbacks in an effort to create the calmest working environment
possible...

My warm-hearted thanks go them all...

Miroslav Vojtéchovsky
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