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Ostravskeé kresby

Umélecka produkce z prelomu padesatych a Sedesatych let 20. stoleti

meéla na severni Moravé sva specifika. Zajimaveé to vystihl Petr Holy, ktery
nezamenitelnou syrovost a primocarost Bhmovy ostravske tvorby oznadil
terminem ,neorealismus”. Z let 1962-1964 pochazi cyklus tusovych kreseb
nazvany ,Z Ostravska a Karvinska“, v nichZz umélec zachytil atmosfénru
prumyslovych oblasti a téZzebnich zén. Pracoval priimo v terénu a nechal se
vtahnout do bezutésného svéta Sedivych hald, Sachet a kaligt, aby jejich syrovost
transformoval do expresivniho kresebné-maliriského zaznamu. Tvrdymi dernymi
liniemi stylizoval tvary vézi, drat(, zeleznic, zatimco sypké masy hald ¢asto
vyplhoval jemnym kresebnym srafovanim nebo mékkou malirskou strukturou.
Napétim mezi pevnym a rozpusténym tvarem a jasné definovanou a naznac¢enou
formou umeélec stuprioval opravdovost téchto drsnych koncin, v nichz neni
namiste nic predstirat ani phikraslovat.

Paralelné s tusovymi kresbami vznikaly cykly drevoriez(, v nichz umélec vedle
motivU zatisi rozvijel taktéz témata huti, Zzelezaren a industrialni ostravské
krajiny. Technika drevorezu, zalozena na odryvani hmoty, a tim padem
prekonavani urditého silového odporu, umeélci otevirala dalsi cesty vytvarného
vyrazu. Linie, khivky a plochy ziskavaly vétsi autonomii a sou¢asné dochazelo

k razantnéjSimu revidovani prostoru i zachazeni se svétlem. Bilé kontunry
obryvajici derné plochy spole¢né s poli tvorrenymi nepravidelnou ¢ernobilou
sSrafurou fungovaly nejen jako stavebni prvky tvaru, ale i jako nositelky
nardstajici expresivity (,Huté“, 1961, ,0Ostravska krajina“, 1962).

Snaha o zvécnéni a elementarizaci vytvarného tvaroslovi, motivovana

stale silngjsim dlrazem na vnitrni obsah zobrazovaného, umélce privadéla

k malitskym kompozicim, v nichz vidény model — nebo, presnéji reCeno, jeho
phimy prozitek — transformoval do systému geometrizovanych ploch a forem.
V tomto momentu se B6hmova rana tvorba ocitala na prahu bezpredmétné
tvorby a stala se dUlezitym vyvojovym predstupném drievénych reliéfd, které
umeélec zacal rozvijet jedté pred polovinou Sedesatych let.

Ostrava Drawings

Anrtistic production of the turn of the 1950s and 1960s in North Moravia was
specific in certain ways. This was aptly captured by Petr Holy, who termed the
unmistakable crudity and bluntness of the artistic production of the Ostrava
region ‘neorealism’. In his series of ink drawings from between 1962 and 1964
titled ,Kresby z Ostravska a Karvinska“ [Drawings from the Ostrava and Karving
Districts] the artist captured the atmosphere of industrial areas and mining
zones.14 He painted en plein air and let himself get lost in the bleak world of grey
refuse piles, shafts, and sumps to transform their crudity into an expressive
drawing-painting record. He used bold black lines to stylize the shape of derrick,
wires, and railroads, capturing the friable bodies of the piles by fine hatching

or soft painting structure. The artist used the tension between sharp and loose
shapes, a clearly defined and sketchy forms to intensify the genuineness of this
desolate region where pretending and embellishing is inappropriate.

Concurrently with the ink drawings, the anrtist created series of wood canrvings
in which he developed still-life motifs as well as those of smelter shops,
inonworks, and the industrial landscape of Ostrava. As the technique of wood
carving is based on cutting matter away and thus on forceful overpowering
certain resistance, it opened further ways of expression for the antist.

The lines, curves, and planes gained greater autonomy. Concurrently, more
strict revision of space and work with light occurred. White lines carving

out black planes togethenr with areas formed of irregular black and white
hatching worked not only as the constituents of shapes but also as the bearers
of growing expressiveness (“Huté” [Ironworks], 1961; “Ostravska krajina”
[Ostrava Landscape], 1962).

The effort for concretization and elementarization of the anrtistic morphology
motivated by still growing emphasis on the intrinsic content of what was
depicted drew the artist towanrds painting compositions in which he transformed
the observed model, or rather the direct experience of it, into a system of
geometrized planes and forms. At that moment, B6hm’s early work was

at the edge of non-objective art and became an important early stage in

the development of the wood reliefs that the artist started developing even
before the mid-1960s.
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Drevene reliety
V roce 1963 Svatoslav B6hm navstivil krnovskou tovarnu na vyrobu varhan
a drobné drevéné formy — Spali¢ky, hranolky a odrezky —, které zde objeuvil,
uchopil jako ,stavebni“ material k definovani obrazového pole. Zajimaly jej
principy serielniho razeni prvkd v plose, kombinatorika rozvijend v rémci
stanoveneého systému, ale i drobné odchylky, které pri procesech skladani
samovolne vznikaji. Pravé témito dily se Svatoslav B6hm prezentoval na
vystavach Klubu konkretistl a uvadél je do konfrontace s tvorbou domacich
souputniky i zahrani¢nich hostl. Svou Ucéasti na ¢etnych zahrani¢nich

prehlidkach klubu dokladal, ze jeho vytvarny nazor v Sirokém mezinarodnim
kontextu nejen obstoji, ale ma potencial jej v mnoha aspektech i obohatit.

Bohmovy diievéné reliéfy ze Sedesatych let byly predstaveny i na umeélcoveé
prvni samostatné vystave, ktera se uskutednila v nijnu 1968 v galerii Kuni rynek
v Ostraveé. Uvodni slovo pro katalog pripravil vyznamny novinark a spisovatel lvan
Kubic¢ek pUsobici v ostravském deniku ,Nova svoboda“. Soubézné s textem pro
svého pritele Svatoslava Bohma Kubi¢ek sepsal ¢lanek ,Co mlzeme a musime®,

v némz vyzyval k narodni jednoté. Jesteé téze noci, kdy jej publikoval (13. zani 1968)
byl lIvan Kubi¢ek deportovan na sovétske velitelstvi v Trenciné a nasilné donucen
ukong¢it novinarskou Ginnost. Postavime-li do souvislosti smutny osud lvana
Kubi8ka a fakt, ze B6hmova prvni samostatna vystava se uskutednila kratce

po vpadu okupacnich vojsk, aby verejnosti priedstavila nejlepsi umélcovy prace
vzniklé v atmosférie svobodnych Sedesatych let, uvédomime si, Zze v daném
kontextu musel tento vystavni podin rezonovat nejen jako revolta proti silici
zlovUli okupantl a proruskych kolaboranty, ale také jako tiché varovani pried
blizici se normalizaci.

Wooden Reliefs

In 1963, Svatoslav B6hm visited a factory in Krnov that produced organs and
small wooden moulds: he then seized on the blocks, chips, and shavings that he
discovered here as “building” material to define the visual field. He was interested
in the principles of the serial arrangement of elements within the surface,
combinatorics developed within the established system, but also small deviations
that arise spontaneously during the composition processes. Svatoslav B6hm
presented these very works at a Concretists’ Club exhibition and featured them
in confrontation with both the creations of his domestic peers and those of
foreign guests. By participating in numenrous international exhibitions of the club,
he proved that his artistic expression not only stands up in a broad international
context, but has the potential in many aspects to enrich.

B6hm’s wooden reliefs from the nineteen-sixties were introduced

at the antist’s first solo exhibition, which was held in October 1968 at the Kuni
rynek gallery in Ostrava. The forewonrd for the catalogue was prepared by the
renowned journalist and writer lvan Kubi¢ek, who was working for the Ostrava
newspaper “Nova svoboda” (New Freedom). Concurrently with the text for his
friend Svatoslava B6hm, Kubi¢ek wrote the anrticle “What we can and must

do”, in which he called for national unity. The very night after it was published
(13 September 1968), lIvan Kubitek was deported to the Soviet headquarters in
Trenc&in where he was forcibly made to stop his journalistic activities. If we look
at the sad fate of lvan Kubic¢ek in context with the fact that B6hm'’s first solo
exhibition took place shonrtly after the invasion of the occupying forces in order
to present the public with the best works of art that originated in the liberal
atmosphenre of the sixties, we realize that, given the situation, this exhibition
event had to resonate not only as a revolt against the growing malice of the
occupiers and pro-Russian collaborators, but also as a silent warning against
the impending era known as normalisation.
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Tiskarskeé experimenty, Printing experiments, graphical
gnafické upravy knih a ilustrace book editing and illustrations

Panralelné s drevénymi reliéfy rozvijel Svatoslav B6hm knizni a uzitou grafiku,
kam patii knizni obalky, ilustrace, grafické upravy knih, plakaty, orientaéni
systémy a znacky podnikU. Poc¢atky Bohmovy knizni grafiky, spadajici na prielom
padesatych a Sedesatych let, vyznamné ovlivnilo umélcovo plsobeni v redakci
Sasopisu ,Cerveny kvét” (1960-1962) a praxe Vv tiskarenském prostredi. Zajem
o tehdejsi tiskarské postupy totiz umelce privedl k progresivnim vytvarnym
experimentim. Hotové desky napriklad tiskl z rubové strany nebo z prokladd
pro sazby sestavoval vlastni matrice a ty otiskoval na papir. Vysledkem jsou
cernobilé abstraktni kompozice z roku 1962, jejichz obrazoveé pole je zaloZzeno na
stridani vertikalnich a horizontalnich paskl nebo na organizaci jednoduchych
forem do rad. Tyto experimentalni grafickeé listy fungovaly jako volné prace
(soubor ,Bez nazvu“ z roku 1962) nebo byly vyuzity jako podklady pro knizni
ilustrace (basnicka sbirka Miroslava Stonise ,Pisery o tobé*, 19686). Vedle
experimentalnich tisk{ vznikaly také tuSové kresby — ilustrace, z nichz je trieba
phipomenout tvaroslovné radikalni neokonstruktivni kompozice vytvorene

pro basnickou sbirku Wiadystawa Sikory ,Lato” (1966) nebo minimalistické
opartoveé struktunry otisténé v almanachu ,,Rosny bod“ (1964). Kdyz s nastupem
normalizace umélec rezignoval na volné drievéneé reliéfy, sousthedéné pokracoval
v rozvoji grafickych Uprav knih, ilustraci a pfeseni kniznich obalek (mj. basnicka
sbirka Dusana Cveka ,Jediné misto®, 1976), aniz by v politicky nepriznivé dobé
jakkoli slevil ze svého vytvarneého nazonru.

In parallel with the wooden reliefs, Svatoslav B6hm developed book graphics
as well as applied graphics, which included book covers, illustrations, graphic
layouts of books, posters, signs, navigation systems and business signs.

The beginnings of B6hm’s work in book graphics began at the turn of the
fifties and sixties and were significantly influenced by the antist’s work in the
editing of the magazine “Cerveny kvét” (Red Blossom) from 1960 to 1962 and
in practice at a printing press. Interest in the printing processes of the time
led the artist to progressive creative experiments. For example, he printed
the finished plates from the reverse side or assembled his own matrices from
the liners for typesetting and printed them on papenr. The result are these black
and white abstract compositions from 1962, their image field being based on
alternating venrtical and horizontal strips or the organisation of simple forms
in rows. These experimental prints functioned as free creations (“Without

a hame” collection from 1962) or were used as the basis for book illustrations
(collection of poems by Miroslav Stonis “Piser o tobé&” [Song about you], 1966).
Besides the experimental prints, ink drawings also emerged — illustrations,
from which we can mention the morphologically radical neo-constructionist
composition created for the poetry collection by Wladyslaw Sikora “Lato” (1966)
or the minimalist op-art structures printed in the almanac “Dew point” (1964).
With the onset of normalisation, the artist resigned from wooden reliefs and
concentrated on the continued development of the graphic design of books,
illustrations and designs for book covers (e.g., a collection of poems by Dusan
Cvek “Uediné misto” [The only place] 19786), without compromising his artistic
expression in any way during these politically unfavourable times.
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Vytvarneé ukoly v architekture Creative tasks in architecture

Béhem druhé poloviny Sedesatych let se Svatoslav B6hm zacal vénovat
vytvarnym ukollm v architekture. K vyraznym prikladdm se rradi dva drievéné
reliéfy z roku 1967, které vznikly jako navrhy pro velkoformatovou realizaci

na budové Ceskoslovenské televize v Ostravé. Jde o jednoduché socharské
formy, které maji potencial vizualné transformovat abstraktni enenrgii — vysilané
kody zvuku a obrazu — do konkrétniho pravouhléeho tvaru. Oproti tomu prace

z nasledné normaliza¢ni dekady prokazuji pozvolné zmekéeni vytvarného
systému a posun k lyrické formé (reliéf ,Slunce, voda, vzduch” vytvoreny v roce
1977 pro budovu provozu Lazni Jesenik nebo reliéf ,Voda“ zhotoveny v letech
1982 a 1983 pro vstupni prostor &istirny odpadnich vod v Bruntale). Na sklonku
osmdesatych let zacal vznikat doposud nejpozoruhodnéjsi ukol Svatoslava
B6hma v architekturie, totiz dekorativni reseni prostoru tunelu preéerpavaci
stanice vodni elektrarny Dlouhé strané (dokon&eno po roce 1989), které uchvati
nejen monumentalitou, ale i pouzitim netradi¢niho materialu — barevnych

leteckych folii.

B6hmovy prace v architekturie dokazuiji, Ze umélec ve svém uvazovani
pracoval se silnym architektonickym citénim, diky kterému své vytvarné
formy nevnimal jako samostatné prvky aplikované do prostoru, ale jako
kompaktni soucasti architektonického celku. Bez ohledu na to, zda vznikaly
ve svobodnych Sedesatych letech, nebo v nepriznivych dobach normalizace
a komunistického rezimu, B6hmovy realizace v architekturie svym prostorovym
resenim a vytvarnou citlivosti dosvédcuiji, Zze umélec pristupoval k zadanému
ukolu s respektem k jeho SirSimu kontextu jak ve smyslu zadlenéni do
architektonického konceptu, tak ve smyslu dodrzeni funkénosti a ucelu dila.
Konkrétnost zadani vsak pro néj neznamenala limit a omezeni invence, ale
naopak vyzvu pokracovat v hledani novych vytvarnych moznosti a pristupd.

During the second half of the nineteen-sixties, Svatoslav B6hm began to focus
on creative tasks in architecture. Significant examples can be found with two
wooden reliefs from 1967, which originated as proposals for a lange-scale
implementation on the Czechoslovak Television building in Ostrava. These are
simple sculptural forms that have the potential to visually transform abstract
enenrgy — transmitted codes of sounds and images — into a specific rectangulanr
shape. In contrast, the works of the subsequent decades of normalisation show
a gradual softening of the creative system and a shift to a more lyrical form the
“Sun, waten, air” (Slunce, voda, vzduch) relief created in 1977 for the Jesenik
Spa building and “the Water” (Voda) relief created in the years 1982 and 1983 for
the entrance area to the waste water treatment plant in Bruntal). At the end of
the 1980s, Svatoslav B6hm’s most remanrkable work in architecture came into
being, namely the decorative designh of the pumping station tunnel at the Dlouhé
strané hydroelectric power station (completed after 1989), which captivates
not only with its monumentality, but also with the use of hon-traditional

matenrial — coloured aircraft foil.

B6hm’s works in architecture prove that the artist worked with a strong
architectural feeling in his thinking, thanks to which he did not penrceive his

art forms as sepanrate elements applied to the space, but rather as compact
parts of the architectural whole. Regardless of whether they originated in the
liberal 1960s or in the unfavourable times of nhormalisation and the communist
regime, BOhm'’s realisations in architecture, with their spatial design and artistic
sensitivity, testify that the artist approached the given task with respect to

its broader context, both in terms of inclusion into the architectural concept,
and in the sense of maintaining the functionality and purpose of the work.

The specificness of the task, howevenr, did not mean limits and restriction on
invention for him, but rather a challenge to continue the search for new creative
possibilities and approaches.
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