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Prolog

Petr Novy



Ceskoslovenské uzitkové a dekorativni lisované sklo
obdobi socialismu je mezi sbérateli vyhledavanou
komoditou, o ¢emz svéddi i fada prehledovych zahra-
ni¢nich publikaci. Pfestoze tyto edi¢ni pociny obsa-
huji mnoho dilezitych a relevantnich informaci, jde
vétsinou o deskriptivni identifika¢ni sumare, nikoliv
analyticko-syntetické prace prinasejici nové poznatky
v kulturné-historickych a estetickych souvislostech.
Pozornost sbératell je téz logicky selektivné upfre-
na zejména na navrhy konkrétnich designéri, niko-
liv na obor jako celek. Stejny pfistup je dnes vlastni
i fadé kuratort a teoretikl designu, ktefi k socialistic-
kému lisovanému sklu s oblibou pfistupuji témér jako
k autorském artefaktu. Jednim z divodi této praxe
je nedostatecna odborna literatura k tématu, kterou
supluji ¢asto nekriticky a bez souvislosti prejimané
dobové propagacni texty a vystavni katalogy vénova-
né jednotlivym designérdm.

Tento specificky stav byl motivaci autort k vy-
tvoieni specializované odborné monografie o cesko-
slovenském lisovaném skle let 1948-1989, ktera bude
nejen sumarizovat a kriticky hodnotit soucasny stav
poznani, ale pfinese i nové poznatky opiené o primar-
ni vyzkum. Publikace vznikla v rdmci grantového pro-
jektu Programu na podporu aplikovaného vyzkumu
a experimentdlniho vyvoje narodni kulturni identity
naléta 2016 az 2022 (NAKI Il) Ministerstva kultury CR
Design ceskoslovenského skla a bizuterie 1948-1989
(DG18P020VV031).)Jehoresitelemje Muzeumsklaabi-
Zuterie v Jablonci nad Nisou.

O literature k tématu

Dé&jiny i vyvoj lisovaného skla v ¢eskych zemich a na Slo-
vensku zlstdvaly mimo zorné pole historik( a teoreti-
ki az do 60. let 20. stoleti. Do té doby se objevovaly
jen soucasnou vyrobu popularizujici a propagujici tex-
ty v Casopisech Tvar, Domov a zejména Czechoslovak
Glass Review / Tschechoslowakische Glasrevue.! Jejich
autory byli vétSinou zaméstnanci Skloexportu nebo
vyrobnich podnikd, at jiz referenti nebo navrhafi (Jifi
Zejmon, Robert Havel, Vaclav Hanus).

Teprve roku 1962 vysly v Tvaru studie Olgy Dra-
hotové (Lisované sklo v minulosti) a Aleny Adlerové
(Soucasné lisované sklo), pripravené k iniciacni te-
matické vystavé v prazském Umeéleckopriimyslovém
museu. DUlleZitou pavodni praci otiskl pod nazvem
K problematice soucasného lisovaného skla FrantiSek
Stehlik roku 1966 ve sborniku Ars vitraria. Do diskursu
o0 podobé soucasného lisovaného skla se zacali v od-
bornych a propagacnich casopisech vyraznéji zapo-
jovat téz navrhafi a teoretici z roku 1959 zalozeného
prazského Ustavu bytové a odévni kultury (UBOK; ze-
jména Adolf Matura), jenz navazal na Ustfedni vytvarné
stfedisko primyslu skla a jemné keramiky (1951).

Pomysinym vrcholem prvni faze teoretického
zajmu o Ceské a Ceskoslovenské lisované sklo byla vy-
stava a konference Ceské lisované sklo uspotadana jako
soucast lll. celostatniho sympoézia primyslového navr-
hu roku 1972 v Gottwaldové (dneSnim Zling€). Vystavu,
k niz vznikl i katalog, spole¢né pfipravili Alena Adlerova



a Dugan SindeladF. Konference se aktivné zucastnili jak
kuratofi, tak navrhafi, vytvarnici a lidé z vyrobni praxe
(Alena Adlerova, Zdenék Balling, Vaclav Hanu$, Karel
Hette$, Antonin Langhamer, Stanislav Libensky, Adolf
Matura, Jitina Medkova, Karel Peroutka, Jifi Zejmon).
VSechny prispévky byly poté publikovany ve sborniku.

Dusan Sindelaf se k tématu soucasného liso-
sklarské tvorby (obsahla kapitola Estetika lisovaného
skla). Rok predtim byla v némeckych Drazdanech re-
alizovana prvni zahrani¢ni vystava vénovana vyhrad-
né ceskému lisovanému sklu. Nové se tématu zacali
na strankach ceskoslovenskych dobovych casopist
ideové vénovat Andrea Bohmannova, Pavla Drdacka
(Rossini), Vratislav Sotola ¢i Jarmila Vamberecka.

V osmdesatych letech teoreticky zajem o liso-
vané sklo ponékud stagnoval. Objevily se v3ak jako no-
vinka bilan¢ni autorské vystavy jednotlivych navrhara,
které i s katalogy pfipravovala zejména Alena Adlerova
(pro spole¢nost SKLO UNION, dominantniho vyrobce
v zemi). Roku 1981 byla téZ oteviena stala expozice li-
sovaného skla na zamku v Libochovicich, dva roky poté
usporadaly spole¢né SKLO UNION, Uméleckopriimyslo-
vé museum v Praze a Moravska galerie v Brné pod ve-
denim kuratorky Aleny Adlerové pfehledovou vystavu
Soucasné lisované sklo.

Z historického hlediska se tématu podnét-
né vénoval Karel Hette$ ve své studii Skldrstvi otis-
téné v publikaci Studie o technice v ceskych zemich
1800-1918 IV. (1986). Vedle toho se misto zasadnich

bilan¢nich praci znovu objevuji v prvé fadé propagac-
ni texty, a to pfedevsim v Glass Review / Glassrevue.
Kuratorky Dufia Panenkova a Jana Urbancova sice roku
1984 v jabloneckém Muzeu skla a bizuterie pripravily
prvni vystavu vénovanou jizerskohorské krystalerii, ale
publikace k ni bohuZel nevznikla. To z ¢asti napravil az
katalog Christiane Sellner k vystavé na shodné téma
vzamecku Theuern u Ambergu vroce 1986 (Glas in der
Verfielfaltigung).

Zejména pro rozvoj sbératelského zajmu v dal-
Sich letech se jako dllezita ukazala roku 1988 v se-
veroamerickém Las Vegas ustavena International Perfu-
me Bottle Association (IPBA) sdruzujici zajemce o tento
sortiment, z nichz mnozi se zacali vénovat téz akvizicim
¢eskoslovenského lisovaného skla z obdobi pred rokem
1948 (od roku 2009 dokonce porada antikvar Ken Le-
ach z New Yorku ve spolupraci s IPBA aukce specializo-
vané na Ceskoslovenské toaletni sklo).

Ani devadesata léta v Ceskych zemich pfilis
novych impulzd do badani o tématu nepfinesla. Navic,
soucasné s Utlumem vyroby uzitkového rucniho a au-
tomatického lisovaného skla ve vétsiné privatizovanych
statnich podnikd, ubyly i katalogy vénované designériim
¢i sklarnam. Vyjimkou byla vystava s katalogem Riedel -
10 generaci sklara ptipravena roku 1991 v jabloneckém
muzeu Janou Urbancovou a Ladislavem Zakem (repriza
dopInéna o dalsi exponaty a rozsifeny katalog se ko-
nala tfi roky nato v rakouském Innsbrucku), kde bylo
pfimérené misto vénované i jizerskohorské krystalerii.
Podrobnéji se vsak timto specifickém typem uzitkového



skla zabyval az vystavni projekt s doprovodnou publi-
kaci Schranky vani z roku 1999 realizovany Jitkou Lné-
nickovou a Petrem Novym taktéz v Jablonci nad Nisou.
Mezitim se profily nékolika jizerskohorskych vyrobné-
-obchodnich firem z pera Christiane Sellner a Durly Pa-
nenkové objevily roku 1995 v Sestidilné publikaci o sbir-
ce Glasmusea Passau Béhmisches Glas 1700-1950
(1995). V roce 1999 pak vySla pfehledova monografie
Antonina Langhamera Legenda o ceském skle, ktera se
kontextualné vénuje téz lisované produkci.

Pfestoze lisované sklo zdstavalo i po roce
1989 na okraji zajmu kurator( a teoretik(, byla deva-
timentu, a to prfedevsim v USA, Velké Britanii, Némecku
a Rakousku. Zacaly proto vznikat sbératelské pfrirucky
zamérené na jednotlivé typy skel (a jejich hodnotu
na trhu se staroZitnostmi), ale i firmy nebo designé-
ry. Mapuji ¢asto zajimavé soukromé kolekce, pficemz
jejich hlavnim znakem je velké mnozstvi fotografii
konkrétnich predmétd a vétSinou kompilacni textovy
doprovod vychazejici z dostupné cizojazy¢né odborné
literatury a propagacnich ¢asopisd.

Ceskym sklem obecné se mezi prvnimi v USA
zabyvali Robert a Deborah Truittovi v oblibenych, le¢
z hlediska hodnoty informaci diskutabilnich publi-
kacich Collectible Bohemian Glass (dva dily, 1995
a 1998). Konkrétnéji k tématu ceského lisovaného skla
a krystalerie vysla jiz v roce 1990 v mnoha ohledech
objevna knizka Jacquelyne Y. North-Jones Czechoslova-
kian Perfume Bottles and Boudoir Accessories, ktera se

stala v USA zakladni sbératelskou pfiruckou (roku 1999
vyslo doplnéné vydani). Pfedevsim pro sbératele z né-
mecky hovoficich zemi zacal v roce 1998 Siegmar Gei-
selberger vydavat na CD Casopis Pressglas-Korrespon-
denz. Jeho jednotliva &isla méla béZzné nékolik set stran
pfispévkl od vydavatele-editora a dalSich sbératelt do-
plnénych nejen fotografiemi dochovanych vyrobkd, ale
i reprodukcemi dobovych firemnich vzornikd a obrazo-
vych materiald. Znac¢na - a fundovana - pozornost zde
byla vzdy vénovana i ¢eské produkci.

V poslednim dvacetileti se v rdmci Ceské re-
publiky ceskym lisovanym sklem a krystalerii soustav-
né zabyva Petr Novy z Muzea skla a bizuterie v Jablonci
nad Nisou. K tématu publikoval fadu odbornych studii
a nékolik publikaci, ¢asto spojenych s vystavni prezen-
taci a opfenych o archivni vyzkum. V roce 2002 vysla
monografie Lisované sklo a krystalerie v Jizerskych
hordch, ktera se navzdory nazvu kontextualné vénuje
produkci nejen tohoto regionu. Jedna se o prvni syn-
tézu problematiky lisovaného skla vénujici se minulos-
ti i soucasnosti, kterd se objevila na trhu. S vystavami
v jabloneckém muzeu pak byly spojeny odborné publi-
kace akatalogy Uméniviedniho dne - Vidclav Hanus aji-
zerskohorskd krystalerie (s Dagmar Havlickovou, 2007;
repriza v Narodnim muzeu v Bukuresti, 2008), Ingrid -
vic nez jen znacka (2012), Sklo z Desné 1847-2017
(2017) a Dva v jednom - Design ceského a slovenské-
ho skla 1918-2018 (s Milanem Hlavesem a Patrikem
[llem, 2018; repriza v Historickém muzeu Slovenského
narodného muzea v Bratislavé, 2019).



Z dalSich ¢eskych kuratord vénovali ¢eskému li-
sovanému sklu obdobi socialismu pozornost Milan Hla-
ves (rozhovory s FrantiSkem Viznerem a Rudolfem Jurnik-
lem publikované na www.glassrevue.com, 2005-2006)
a Jan Mergl (vystava vénovana Frantisku Pecenému
a jeho pracim v Zapadoceském muzeu v Plzni, 2017).

V ramci vysokoskolského prostiedi pak vznikly
dvé zajimavé diplomové prace, a to autorld Klary Hege-
rové (Ceské lisované sklo pro roce 1945, Katedra dé-
jin uméni a estetiky, VSUP Praha, 2012) a Jana Opély
(Pavel Panek a ceské lisované sklo sedesdtych a sedm-
desdtych let 20. stoleti, Filozoficka fakulta, Ustav pro
déjiny uméni, UK Praha, 2013).

Po roce 2000 vysSlo téz nékolik praci, které se
lisovanému sklu vénuji okrajové nebo v rdmci Sirsiho
tématu. Z hlediska vyrobné-technologického a obec-
né historického je téma zpracovano v trojici zasadnich
publikaci Historie skldrské vyroby v ceskych zemich,
jejichz editory byli Roland Kirsch a Olga Drahoto-
va (2003, 2005). Na trhu se v roce 2002 objevila téz
ambiciézni, avsak obsahové velice sporna prehledova
prace Vlastimila Vondrusky Skldrstvi. Na vychod Ces-
ké republiky upreli svou pozornost Jiti Mana (Historie
skldren na Moravé, 2006) a Markéta Vejrostova (Sklo
luxusni a dekorativni. Produkce Reichd a Schreiber(
1850-1918, 2010; vetné vystavy v Moravské galerii
v Brné). Pro Slovensko jsou nezastupitelné publikace
Krasa slovenského skla (Pavol Hlodak, Julius Krizani,
2015) a Zrod a vyvoj slovenského skla. Skldrne stred-
ného Slovenska (Jan Zilak, Pavol Hlodak, b. d.).

V navaznosti na déni devadesatych let byla
pozornost ¢eskému lisovanému sklu nadale vénovana
v zahranici. A nové, i kdyz jen okrajové, téz ze strany
sklafskych teoretikd. V Londyné spatfila roku 2000
svétlo svéta prehledova publikace Lesley Jackson 20%
Century Factory Glass o evropském a americkém uzit-
kovém skle, pét let poté pfipravil Helmut Ricke jako
editor publikaci a vystavu Czech Glass 1945-1989. De-
sign in an Age of Adversity, ktera se konala v DUssel-
dorfu s reprizou v prazské Narodni galerii a danském
Koldingu. Praci Tschechisches Glas - Klnstlerische
Gestaltung in Sozialismus, vydanou v roce 2016, zavr-
Sila své doktorské studium Verena Wasmuth.

Konkrétnéji na ceské lisované sklo zamérené
publikace vSak zlstaly vysadou sbératelského trhu.
Zasadni pro popularizaci ¢eskoslovenského lisovaného
skla obdobi socialismu je edi¢ni poc¢in Brita Marcuse
Newhalla Sklo Union. Art before Industry. 20% Centu-
ry Czech pressed glass z roku 2008, na néjz navazal
- avsak nejen se zietelem na lisované sklo - taktéz Brit
Marcus Hill (Hi Sko Lo Sklo, 2008; Sklo: Czech Glass De-
sign from the 1950s-70s, 2017). Dilezité je zde zminit
téz podil sbératele Jindficha Patika, jenz s obéma au-
tory aktivné spolupracoval. Mezivale¢nému ceskoslo-
venskému toaletnimu sklu je vénovan znacny prostor
v obsahlé publikaci Ameri¢anky Verny ). Kocken Perfu-
me Bottles for Purse and Dresser (2006).

Fenoménem posledniho dvacetileti jsou we-
bové stranky, internetové casopisy a socidlni sité,
z nichZz se fada vénuje i Ceskému lisovanému sklu
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a krystalerii. Zde zminime jen ty nejzasadnéjsi. Velmi
aktivnim na poli popularizace ¢eského lisovaného skla
20. stoleti je sbératel Jindfich Pafik provozujici weby
Ceskoslovenské sklo (www.cs-sklo.cz) a Czech Glass
Guide (www.czechglassguide.cz), kde jsou dostupné
napfiklad dobové vzorniky, ¢asopisy, katalogy a profily
navrhard. Produkci firmy Sklo Union, a s ni spojenych
navrhard, se vénuje stranka www.sklo-union.eu sloven-
ského shératele Martina Hattase. Rada populariza¢nich
textd o lisovaném skle vznikla mezi lety 2001 az 2008
pro internetovy Casopis Glassrevue (www.glassrevue.
cz; autor Petr Novy). K dohledani jsou téz hesla rizné
kvality na internetové encyklopedii www.wikipedia.org
a jejich jazykovych mutacich.

Vymezeni pojmu

Definice lisovaného skla (némecky das Presglas; an-
glicky pressed glass, molded glass, moulded glass;
francouzky verre pressé, verre comprimé) se v pribéhu
20. stoleti, kdy se stalo na trhu béznym, ménila jak
v pracich sklarskych praktikd, tak teoretikd. Kazda
z téchto profesi samoziejmé reflektovala aktudlni stav
a tomu popis uzplsobovala.?

Z vyrobniho hlediska pojem lisovani skla vysti-
huje definice z Technického nauc¢ného slovniku (1962).
Jde o ,zpdsob tvarovdni dutych i plnych sklenénych
predmeéta tlakem razniku na ru¢né nebo strojné od-
délenou ddavku skloviny ve formé (...) Nekdy se [sklo]

pouze predlisuje a vyrobek se v dokoncovaci formé do-
foukne.”* Novéjsi publikace Sklarské nazvoslovi (2010)
tento proces popisuje stru¢né jako ,zpdsob tvarovdni
vyrobku, pfi kterém se ziskdvd Zadany tvar v jedné ope-
raci tlakem razniku. (...) PouZzivd se k tomu lisovaci for-
ma, do které zajizdi raznik, a kterou na hornim okraji
uzavird krouzek.” Specifickym postupem je lisofouka-
ni, kdy se sklo ,pouze predlisuje a vyrobek se v dokon-
covaci formé dofoukne.”

Tento zplsob se vyuzival zejména v krystalerii.
V 70. a 80. letech 20. stoleti se ve vyrobé lisovaného
skla ,uplatnily téz nové technologie: lisovdni bez krouz-
ku, odstredivé liti, dotvdareni predlisovanych pfedmétd
volnym propaddvdnim nebo svésovdnim.

Podle typu mechanizace lze lisované sklo délit
na zhotovované pomoci jednoucelovych stroji s rué¢ni
obsluhou (ru¢ni lis, lisostfikovy stroj, odstredivka skla)
nebo poloautomatickych zarizeni (poloautomaticky
lis, poloautomatické sacofoukaci stroje) a automatic-
kych linek.” Dalsi moznosti je ¢lenéni na mackané (li-
sované pomoci Zeleznych klesti), lisované s pouZitim
raznikd a tvarované s vyuZitim lisofoukacich stroji
(strojné lisované sklo), pfipadné vyrobu pomoci jedno-
dilnych nebo vicedilnych forem.® Typy lisovacich stro-
j0 popisuje Sklarské nazvoslovi takto: ,V rucni vyrobé
uZitkového skla se pouZzivaly pfedevsim jednoduché
pdkové (vystiednikové nebo pruzinové) lisy, pozdéji lisy
pneumatické nebo hydraulické, zprvu s jednou formou,
pozdeji s vice formami.” Nezbytnou soucasti vyrobni-
ho procesu lisovaného skla jsou sklarské formy ,liti-



nové, z hlinikového bronzu a ze Zdrovzdornych oceli,
pripadné z niklu a jeho slitin.”1°

Typologicky se v pfipadé naseho badatelského
zajmu jedna o duté lisované sklo (uzitkové a dekorativ-
ni), tedy nikoliv bizuterii, lustrové dily nebo technické
sklo." Svébytnym druhem dutého lisovaného skla je
krystalerie spojujici v sobé estetiku lisovaného a brou-
Seného skla. Vyrobky byly lisovany v kovovych formach
a poté dobrusovany (nebo lestény v ohni ¢i kyseling,
pripadné dale zdobeny). Uzivaly se jak formy s vnitinim
dekorem, tak hladké a nezdobené (k vyrobé tzv. hra-
novky). ,Kvalita takto zuslechténého vyrobku - na roz-
dil od typického dutého lisovaného skla - odpovidala
drahému brousenému sklu, ale jeho cena byla nizsi.”1?
Ve druhé poloviné dvacatych let 20. stoleti se na trhu
objevila Ceskoslovenska produkce lisovaného skla s bo-
haté profilovanymi reliéfnimi dekory oznacovana jako

umélecka krystalerie, protoze jeji tvar Casto urcovali
profesionalni vytvarnici.”

Po roce 1948 se v ramci znarodnéného sklar-
ského primyslu zacali vzorovani dutého lisovaného
skla systematicky vénovat akademicky vzdélani navr-
hafi, at jiz jako interni zaméstnanci nebo externi spo-
lupracovnici vyrobnich firem. Tento typ vyrobkd byva
oznacovan jako umélecké lisované sklo. Jeho navrhafi
totiz méli prinaset inovacni postupy do jeho tvaroslovi,
nové promyslet funkcni urleni predmétd ci esteticke
prvky dekoru, v ¢emz je podporovali i soudobi teore-
tici, napfiklad estetik Dugan Sindela¥: ,Stroj miaZe chr-
lit pfesné rozméry, volby méfitka vsak neni schopen.
To musime stanovit my. V lisovaném skle to znamend
nové domyslit nasi ndrodni tradici, tj. hlavné zplisob
naseho myslenkového a citového zaujeti.”'*

TCasopis vychazel v nékolika jazykovych verzich, dlouhodobé zejména anglicky a némecky, jako Czechoslovak Glass Review /
Tschechoslowakische Glasrevue (1946-1967), Glass Review / Glassrevue (1968-1991), New Glass Review / Neue Glasrevue (1992-1999).
2Srov. napf. PROKOPR, Miloslav. Tfidéni a ndzvoslovi skla. Praha, 1939, 1952; PARAUBEK, F. N. Skidrské besedy. Praha, 1944;

VOLF, Milog Bohuslav. Sklo. Praha, 1947; KOTSMID, Frantisek. Vyroba lisovaného skla. Praha, 1957.

3Technicky slovnik nauény G-L. Praha, 1962, s. 643.

4HAIS, Rudolf a kol. SkidFské ndzvoslovi aneb Co je co ve skldrstvi. Teplice: Vydavatelstvi €SS, 2010, ISBN 978-80-904044-2-7, s. 84.

5Technicky slovnik nau¢ny G-L, s. 643.

SNOVY, Petr. Lisované sklo a krystalerie v Jizerskych hordch. Desna: Ornela, 2002, ISBN 80-86397-01-7, s. 81.

’KIRSCH, Roland a kol. Historie skldské vyroby v ceskych zemich II/2. Academia: Praha, 2003, ISBN 80-200-1104-8, s. 59-63.

8Srov. NEUWIRTH, Waltraud. Glas 1905-1925 IV. Kleine Technologie. Wien, 1988, s. 186-189; SCHMITT, Eva. Glas - Kunst - Handwerk
1870-1945. Glassammlung Silzer. Freiburg, 1989, s. 380. Zde rozsahly pfehled zahrani¢ni technologické literatury k tématu.

°HAIS, Rudolf a kol., s. 39.
OHAIS, Rudolf a kol., s. 39.

VIPRYL, Karel. Ruéni vyroba dutého skla. Praha, 1965. Soucasti publikace je kapitola Zpracovani skloviny lisovanim, s. 100-102.
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2NOVY, Petr. Sklo z Desné 1847-2017, Desnéa - Preciosa Ornela, 2017, s. 108. ISBN 978-80-86397-28-3.
BNOVY, Petr. Lisované sklo, s. 9.
T4SINDELAR, Dusan. Estetika skldi'ské tvorby. Praha, 1974, s. 92.



Prologue
Petr Novy



14

The Czechoslovak utility and decorative pressed glass
from the socialist era is a sought-after commodity
among collectors, as evidenced by several foreign
survey publications. Although these series contain
a lot of important and relevant information, they are
mostly descriptive summaries, not analytical-syn-
thetic documents containing new knowledge in cul-
tural-historical and aesthetic contexts. Therefore, it is
only logical that the collectors are selectively focused
on the design by specific designers, not on the field
as a whole. Today, many curators and design theo-
rists have the same approach and see the socialist
pressed glass almost as “an author’s artefact’. One
of the reasons for this practice is the lack of special-
ized literature on the topic. This literature was often
replaced by period promotional texts and exhibition
catalogues dedicated to individual designers.

This specific situation motivated us to create
a specialized professional monograph on Czechoslo-
vak pressed glass between 1948-1989. It will not only
summarize and critically evaluate the current state
of knowledge but will also bring new findings based
on primary research. The publication was created as
a part of a grant Programme for Applied Research and
Development in National and Cultural Identity from
2016 to 2022 (NAKI Il) of the Ministry of Culture of
the Czech Republic, The Design of Czechoslovak Glass
and Jewellery 1948 - 1989 (DG18P020VVO031). The
researcher is the Museum of Glass and Jewellery in
Jablonec nad Nisou.

The Literature on the Topic

The history and development of pressed glass in the
Czech lands and Slovakia remained out of the interest
of historians and theorists until the 1960s. Until then,
only texts promoting the current production appeared
in magazines, such as Tvar, Domov and notably Czech-
oslovak Glass Review/ Tschechoslowakische Glasre-
vue.! The authors were mostly employees of Skloex-
port or production companies, clerks or designers (Jifi
Zejmon, Robert Havel, Vaclav Hanus).

Only in 1962, the studies by Olga Drahotova
(Lisované sklo v minulosti / Pressed Glass in the Past)
and Alena Adlerova (Soucasné lisované sklo / Contem-
porary Pressed Glass) were published in the magazine
Tvar. They were prepared for the initiating thematic ex-
hibition in the Museum of Decorative Arts in Prague. In
1966, Frantisek Stehlik published an important origi-
nal piece of work entitled K problematice soucasného
lisovaného skla / On the Contemporary Pressed Glass
as a part of an anthology Ars Vitraria. Designers and
theorists from the Prague Institute of Housing and
Clothing Culture (UBOK, founded in 1959, following on
the Central Art Centre of the Glass and Fine Ceramics
Industry, est. 1951) started to be more involved in the
discourse regarding contemporary pressed glass (es-
pecially Adolf Matura).

The imaginary culmination of the first phase
of theoretical interest in Czech and Czechoslovak
pressed glass was the exhibition and the conference



Ceské lisované sklo / Czech Pressed Glass organized
as a part of the 3 national symposium of industrial
design in 1972 in Gottwaldov (today’s Zlin). The exhi-
bition, including the catalogue, was prepared by Alena
Adlerova and Dusan Sindelat. The conference was at-
tended by curators, as well as designers, artists and
people from the production (Alena Adlerova, Zdenék
Balling, Vaclav Hanus, Karel Hette$, Antonin Langham-
er, Stanislav Libensky, Adolf Matura, Jifina Medkova, Ka-
rel Peroutka, Jifi Zejmon). All contributions were then
published in the yearbook.

Dusan Sindelaf revisited the topic of pressed
glass in 1974 with his book called Estetika skldrské
tvorby / Aesthetics of Glassmaking which includes
a comprehensive chapter called Estetika lisovaného
skla / Aesthetics of Pressed Glass). The year before, the
first foreign exhibition dedicated exclusively to Czech
pressed glass was held in Dresden, Germany. Andrea
Bohmannovd, Pavla Drdacka (Rossini), Vratislav Sotola
and Jarmila Vamberecka also started to contribute, ide-
ologically, to this topic on the pages of Czechoslovak
period magazines.

In the 1980s, theoretical interest in pressed
glass somewhat stagnated. However, the author’s exhi-
bitions of individual designers started to appear. These
exhibitions, accompanied by catalogues, were pre-
pared by Alena Adlerova (for the company SKLO UNION,
a dominant producer in the country). In 1981, a perma-
nent exhibition of pressed glass was also opened at
the castle in Libochovice. Two years later, SKLO UNION,

the Museum of Decorative Arts in Prague and the
Moravian Gallery in Brno, led by curator Alena Adler-
ova, organized an overview exhibition called Soucasné
lisované sklo / Contemporary Pressed Glass.

From a historical point of view, Karel Hettes
stimulatingly addressed the topic in his study called
Sklarstvi (Glassmaking) printed in the publication
Studie o technice v Ceskych zemich 1800 -1918 IV. /
Study of Technology in the Czech Lands 1800-1918 IV
(1986). In addition, instead of major balancing pieces
of work, promotional texts reappeared, especially in
the Glass Review / Glassrevue. Curators Duria Panen-
kova and Jana Urbancova prepared the first exhibition
dedicated to the Jizera Mountains crystalware in 1984,
which took place at the Museum of Glass and Jewellery
in Jablonec nad Nisou. Unfortunately, no publication
was created regarding this event. This was partially
corrected by the Christiane Sellner’s catalogue for an
exhibition on the same topic. It was arranged in the
castle of Theuern near Amberg in 1986 (Glas in der
Verfielfaltigung).

In 1988, the International Perfume Bottle As-
sociation (IPBA), based in Las Vegas, proved significant,
especially for the collector’s interest. This association
brings together those interested in this assortment,
many of whom also began to acquire Czechoslovak
pressed glass from before 1948 (since 2009, the anti-
quarian Ken Leach from New York, in cooperation with
IPBA, organizes auctions specialized in Czechoslovak
toilet glassware).
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There were not many new impulses in the 90s
regarding research on this topic. Besides, along with
the decline in the production of hand-made and au-
tomatic pressed glass in most privatized state-owned
enterprises, there were fewer catalogues dedicated to
designers and glass companies. An exception was the
exhibition and the catalogue Riedel - 10 Generations
of Glassmakers prepared in 1991 in the museum in
Jablonec by Jana Urbancova and Ladislav Zak, where
the attention was also paid to crystalware from the
Jizera Mountains (the rerun of the exhibition supple-
mented by other exhibits and an extended catalogue
took place three years later in Innsbruck, Austria). The
exhibition project accompanied by the publication
called Schranky vani (The World of Toilet Glass) from
1999 dealt with this specific type of utility glass in
more detail. This project was realized by Jitka Lnénick-
ova and Petr Novy. Meanwhile, profiles of several Jizera
Mountains manufacturing and trading companies ap-
peared, in 1995, in a six-volume publication by Christi-
ane Sellner a Duna Panenkova on the collection of the
Glasmuseum Passau Béhmisches Glas 1700-1950. In
1999, Antonin Langhamer's review monograph Legen-
da o Ceském skle / The Legend of Bohemian Glass was
published, which also dealt contextually with pressed
production.

Although pressed glass remained out of the
interest of curators and theorists after 1989, the
1990s were the times of flourishing of this kind of
assortment, especially in the USA, Great Britain, Ger-

many and Austria. Thus, collector's manuals started to
emerge focused on individual types of glass (and their
value on the antique market), as well as companies or
designers. They often map interesting private collec-
tions. Their main feature is a large number of photo-
graphs of specific objects and mostly compilation text
based on available specialized foreign language litera-
ture and promotional magazines.

Among the first to focus on Bohemian and
Czech glass in the USA were Robert and Deborah Tru-
itt. They wrote a favourite publication called Collectible
Bohemian Glass (two volumes, 1995 and 1998), which
was, however, quite debatable in terms of the value
of information. The book called Czechoslovakian Per-
fume Bottles and Boudoir Accessories by Jacquelyne Y.
North-Jones in 1990 dealt more with the topic of Bo-
hemian and Czech pressed glass and crystalware. This
book became the essential collector’s guide in the USA
(the extended edition was published in 1999). In 1998,
Siegmar Geiselberger started to publish a CD magazine
called Pressglas-Korrespondenz intended especially for
German-speaking collectors. Individual issues usually
contained several hundreds of pages of contributions
from the publisher-editor and other collectors. They
were supplemented not only by pictures of preserved
objects but also period company samplers and pictori-
al materials. Considerable and well-founded attention
was paid to Bohemian and Czech production as well.

In the last twenty years, Petr Novy from the
Museum of Glass and Jewellery in Jablonec nad Nisou



has been systematically focusing on Bohemian and
Czech pressed glass and crystalware. He has published
several expert studies and several publications on this
topic, often associated with an exhibition presenta-
tion based on archival research. In 2002, the mono-
graph called Lisované sklo a krystalerie v Jizerskych
hordch / Pressed Glass and Crystalware in the Jizera
Mountains was published. Despite its name, the mon-
ograph focused on the production outside of this re-
gion. This is the first synthesis dealing with the subject
of pressed glass that focuses on the present and the
past. Exhibitions at the Jablonec Museum were asso-
ciated with professional publications and catalogues
called Umeéni vsedniho dne - Vdclav Hanu$ a jizerohor-
ska krystalerie / Everyday Art - Vidclav Hanu$ and Crys-
talware from Jizera Mountains (with Dagmar Havli¢-
kova, 2007, rerun at the National Museum in Bucharest,
2008), Ingrid - vic nez jen znacka / Ingrid - more than
aBrand (2012), Sklo z Desné 1847-2017 / Desnd Glass
1847-2017 and Dva v jednom - Design ceskosloven-
ského skla 1918-2018 / Two as One - Design of Czech
and Slovak Glass 1918-2018 (with Milan Hlave$ and
Patrik Illo, 2018, rerun in the Historic museum in the
Slovak National Museum in Bratislava, 2019).

Among other Czech curators focusing on Czech
pressed glass from the socialist era was Milan Hlaves
(conversations with Frantisek Vizner and Rudolf Jurnikl
published on www.glassrevue.com, 2005-2006) and
Jan Mergl (the exhibition dedicated to FrantiSek Peceny
and his works at the Museum of West Bohemia, 2017).

Within the university environment, two inter-
esting diploma theses were created by authors Klara
Hegerova (Ceské lisované sklo po roce 1945 / Czech
Pressed Glass after 1945, The Department of Theory
and History of Arts, Academy of Arts, Architecture and
Design in Prague, 2012) and Jan Opéla (Pavel Pdnek
a Ceské lisované sklo Sedesatych a sedmdesdtych let
20. stoleti / Pavel Pdnek and the Czech Pressed Glass
of the Sixties and Seventies of the 20™ Century, the
Faculty of Arts, The Department of Art history, Charles
University, 2013).

After 2000, several works were published,
which dealt with pressed glass only marginally or with-
in a broader topic. From a production-technological
and general historical point of view, the subject was
elaborated in three fundamental publications Historie
skidrské vyroby v Ceskych zemich / The History of Glass
Production in Czech Lands, edited by Roland Kisch and
Olga Drahotova (2003, 2005). In 2002, Vlastimil Von-
druSka published his ambitious, yet very controversial in
content, work called Skldrstvi (Glassmaking). )ifi Mana
(Historie sklaren na Moravé / The History of Moravian
Glassworks, 2006) and Markéta Vejrostova (Sklo luxux-
sni a dekorativni. Produkce Reich( a Schreiberti 1850~
1918 / Luxury and Decorative Glass. The production
of the Reichs and Schreibers 1850-1918, including the
exhibition in Moravian Gallery in Brno, 2010) turned
their attention to the east of Czech Republic. The pub-
lications Krdsa sklovenského skla (The Beauty of Slo-
vak Glass) (Pavol Hlodak, Julius Krizani, 2015) and Zrod
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a vyvoj slovenského skla. Skldrne stredného Slovenska
(Birth and Development of Slovak Glass. Glassworks
of Central Slovakia) (Jan Zilék, Pavol Hlodak, b. d.) are
irreplaceable for Slovakia.

Following the events of the 1990s, attention
continued to be paid to Czech pressed glass abroad.
Glass historians also began to address this topic,
which was something new. In London in 2000, Lesley
Jackson published her overview publication called The
20th-century Factory Glass that dealt with European
and American utility glass. Five years later, Helmut
Ricke edited the publication and organized an exhibi-
tion called Czech Glass 1945-1989. Design in an Age
of Adversity, which took place in Dusseldorf and was
reprised in Prague National Gallery and Danish Kold-
ing. In 2016, Verena Wasmuth completed her doctoral
studies with her work called Tschechisches Glas - Kiin-
stlerische Gestaltung in Sozialismus.

However, the publications closely focused on
pressed glass remained the prerogative of the collec-
tor’'s market. The publishing work by the Brit Marcus
Newhall called Skio Union. Art Before Industry. 20th
Century Czech Pressed Glass from 2008 was crucial for
the popularization of Czechoslovak pressed glass from
the socialist era. Marcus Hill (Hi Sko Lo Sklo, 2008; Sklo:
Czech Glass Design from the 1950s-70s, 2017), who
was also British, followed up on the publications but
did not focus solely on the pressed glass. We also have
to mention the contribution of Jindfich Pafik, who ac-
tively cooperated with both of the authors mentioned

above. Considerable space is devoted to interwar
Czechoslovak toilet glass in the extensive publication
by Verna ]. Kocken called Perfume Bottles for Purse
and Dresser (2006).

The phenomenon of the last twenty years is
websites, internet magazines and social networks.
Many of them also deal with Czech pressed glass and
crystalware. We will mention only the most important
ones. The collector Jindfich Pafik, who runs the web-
sites Ceskoslovenské sklo (www.cs-sklo.cz) a Czech
Glass Guide (www.czechglassguide.cz), is very active
in the field of popularization of the 20 century Czech
pressed glass. On his websites, we can find, for ex-
ample, period samplers, magazines, catalogues and
designer’s profiles. Martin Hattas's website (www.
sklo-union.eu) focusses on the production of the com-
pany Sklo Union and its designers. Several populari-
zation texts on pressed glass were created, between
2001 and 2008, for the internet magazine Glassrevue
(www.glassrevue.cz; the author is Petr Novy). We can
also find terms of various qualities on the online ency-
clopedia www.wikipedia.org and its language versions.

Definitions

The definition of pressed glass (German: das Presglas;
English: pressed glass, molded glass, moulded glass;
French: verre pressé, verre comprimé) varied through-
out the 20™ century, when this glass became available



on the market, in works of glass practitioners, as well
as theorists. Of course, each of these professions re-
flected the current situation and adapted the descrip-
tion accordingly.?

From a production point of view, the term glass
pressing is described in the Technicky naucny slovnik /
Technical Scientific Dictionary (1962). It is “a method
of shaping hollow and solid glass objects by pressing
a plunger on a manually or mechanically separated
batch of glass in a mould (...) Sometimes [the glass]
is only pre-pressed, and the product is blown in the fin-
ishing mould”.> The more recent publication Skidrské
ndzvoslovi / Glass Nomenclature (2010) describes this
process as “a method of shaping a product in which
the desired shape is obtained in a single operation by
a plunger. (...) A pressing mould is used for this. The
plunger enters the mould that is closed by a ring in
the upper edge”* A specific procedure is press blow-
ing, where the glass is “only pre-pressed and the prod-
uct is blown in the finishing mould"> In the 1970s
and 1980s, “new technologies were also used in the
production of pressed glass: ring-less pressing, cen-
trifugal casting, finishing of pre-pressed objects by
free-falling or hanging”.®

Depending on the type of mechanization,
pressed glass can be divided into manufactured by us-
ing manually operated single-purpose machines (man-
ual press, stretch blow moulding, glass centrifuge),
semi-automatic devices (semi-automatic press, suck-
and-blow machine) or automatic production lines.” We

can also divide them into pressed (pressed with iron pli-
ers), pressed with the use of a plunger and shaped with
the use of press-and-blow machines (machine-pressed
glass), or production by using one-piece or multi-piece
moulds.® The types of pressing machines are described
by Sklarské ndzvoslovi / Glass Nomenclature as follows:
“In the manual (handmade) production of utility glass,
simple lever (eccentric or spring) presses were used,
later pneumatic or hydraulic presses, first with one
mould, later with more moulds”® An essential part of
the production process of pressed glass is glass moulds
made of “cast iron, aluminium bronze and heat-resist-
ant steels, or nickel and its alloys”."°

Typologically, our research interest is focused
on hollow pressed glass (utility and decorative glass),
not jewellery, chandelier components or technical
glass.”" A peculiar type of hollow pressed glass is crys-
talware combining the aesthetics of pressed and cut
glass. The products were pressed in metal moulds
and then ground (or polished in fire or acid, or fur-
ther decorated). Both moulds with an interior decor
and smooth and unadorned ones were used (for the
production of the so-called panel-cut). “The quality of
such a refined product - unlike typical hollow pressed
glass — corresponded to expensive cut glass, but the
price was lower”.'? In the second half of the 1920s,
a Czechoslovak production of pressed glass with richly
profiled relief decors appeared on the market. It was
known as artistic crystalware, because it was often de-
termined by professional artists.™
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After 1948, within the nationalized glass in-
dustry, academically educated designers started to
systematically focus on the design of hollow pressed
glass, either as internal employees or external collab-
orators of production companies. This type of prod-
ucts is often referred to as art pressed glass. The de-
signers were to bring innovative methods into their
morphology and rethink the functional determination

of objects or aesthetic elements of decor. They were
supported by period theorists, such as the aesthe-
tician Dusan Sindelat: “The machine can spew exact
dimensions, but is not able to choose the scale. We
have to determine that. In the context of the pressed
glass, this means that we have to imagine our natio-
nal traditions, i.e., the way of our mental and emo-
tional interest”.™*

"This magazine was published in several languages. In the long term, especially in English and German as Czechoslovak Glass
Review - Tschechoslowakische Glasrevue (1946-1967), Glass Review - Glassrevue (1968-1991), New Glass Review - Neue Glasrevue

(1992-1999).

2For comparison PROKOP, Miloslav. T¥idéni a ndzvoslovi skla. Praha, 1939, 1952; PARAUBEK, F. N. Skidf'ské besedy. Praha, 1944; VOLF,
Milo§ Bohuslav. Sklo. Praha, 1947; KOTSMID, Frantisek. Vyroba lisovaného skla. Praha, 1957.

3Technicky slovnik nauény G-L. Praha, 1962, p. 643.

4HAIS, Rudolf a kol. Skidrské ndzvoslovi aneb Co je co ve skidistvi. Teplice: Vydavatelstvi €SS, 2010, ISBN 978-80-904044-2-7, p. 84.

STechnicky slovnik nauény G-L, p. 643.

SNOVY, Petr. Lisované sklo a krystalerie v Jizerskych hordch. Desna: Ornela, 2002, ISBN 80-86397-01-7, p. 81.

’KIRSCH, Roland et al. Historie skidFské vyroby v ¢eskych zemich Il/2. Academia: Praha, 2003, ISBN 80-200-1104-8, pp. 59-63.

8Srov. NEUWIRTH, Waltraud. Glas 1905-1925 IV. Kleine Technologie. Wien, 1988, pp. 186-189; SCHMITT, Eva. Glas - Kunst - Handwerk
1870-1945. Glassammlung Silzer. Freiburg, 1989, p. 380. Here you can find an extensive overview of the topic.

°HAIS, Rudolf et al., p. 39.
19HAIS, Rudolf et al, p. 39.

TIPRYL, Karel. Ru¢ni vyroba dutého skla. Praha, 1965 Part of the publication is the chapter Processing of Glass by Pressing, pp. 100-102.
12NOVY, Petr. Sklo z Desné 1847-2017, Desna - Preciosa Ornela, 2017, p. 108. ISBN 978-80-86397-28-3.

NOVY, Petr. Lisované sklo, p. 9.
T4SINDELAR, Dugan. Estetika skldi'ské tvorby. Praha, 1974, p. 92.
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Od po¢atka do vzniku Ceskoslovenska

Duté lisované sklo se zacalo v Ceskych zemich vyra-
bét v pribéhu 18. stoleti. Jednalo se o velmi popularni
flakénky na parfémy a cichaci sole, nebo lékovky, je-
jichz produkce se podle dosud znamych skutecnosti
soustredila v severnich Cechach, zejména v Jizerskych
horach a Krkonosich." Velky zajem o tento typ sorti-
mentu trval po celou tfeti Ctvrtinu ,stoleti filosofie”
a pokracoval i po vyrobné-obchodnim utlumu na pfe-
lomu 18. a 19. stoleti v disledku francouzské revoluce
a napoleonskych valek. Sortiment dutého lisovaného
skla se vSak stale omezoval na flakonérii a |ékovky.
Nové impulzy pfinesly az vynalezy, s nimiz pfisli Fran-
couz Ismaél Robinet (lisofoukané sklo, 1821) a Ame-
rican Deming Jarves (kovova forma s raznikem, 1827),
které se rychle rozsitily.? Americky zplsob pfitom v Ev-
ropé zdomacnél nejdfive v Anglii (1831) a po roce 1835
ve Francii, Belgii nebo Ceskych zemich, kde se jako prv-
ni tomuto sortimentu vénovala sklarna Johanna Meyra
v Adolfové u Vimperka na Sumavé (1836). Datilo se téz
tradi¢ni jizerskohorské flakonérii, ktera byla na rozdil
od Meyrova dutého lisovaného skla, které se prodavalo
po monarchii, ur¢ena pro zahrani¢ni zakazniky.?

Dalsi vyrobci dutého lisovaného skla se v Ces-
kych zemich zacali postupné prosazovat az po polo-
viné 19. stoleti.* V 50. letech to byly sklarny Chribska
(Borskogenovsko), Nova Hut (Mladoboleslavsko), Cer-
né Udoli, Jitikovo Udoli a Janovy Huté (jizni Cechy).’ Ji-
zerskohorska flakonérie se spolecné s lustrovym sklem

v 60. letech stala zakladem krystalerie (dale zejména
drobné stolni, kancelarské sklo, ale i vazy ¢i misy).®

Krystalerie byla téz dle Olgy Drahotové z hle-
diska exportu jedinym vyznamnym typem ceského li-
sovaného skla, protoze jeho vyroba byla po celou treti
Ctvrtinu 19. stoleti ,pouze okrajovou zdleZitosti. Pre-
vdzné se lisuji stdle jen drobné a ploché predméty jako
privésky k svicnim, talife, misky a figurky, které byvaji
dodatecné jesté prebrusovdny. V sedmdesdtych letech
také jesté trvaji stiznosti na nevhodnost tvrdé draselné
skloviny pro lisovdni. Tim je také vysvétlen hojny vyskyt
levného reliéfné zdobeného skla foukaného do kovo-
vych forem, jeZ na ceském trhu lisované sklo do znac-
né miry nahrazuje.”

Skutecny rozvoj vyroby dutého lisovaného skla,
odbyvaného predevsim v ramci monarchie, pfinesla te-
prve posledni tfetina 19. stoleti, kdy se ji zacali vénovat
nejvétsi rakousko-uhersti producenti uzitkového sorti-
mentu - Josef Inwald (1878 Praha-Zlichov), Josef Schrei-
ber & Neffen (po 1880 Velké Losiny a Rapotin, 1895
Lednické Rovne) a Samuel Reich & Co. (po 1880 Velké
Karlovice, 1883 Kyjov, 90. [éta Karolinka). Mezi vyznamné
vyrobce se zaradily téZ firmy St. C. Kuchinka und Sohn
v Malinci (1881), Carl Stoélzle’s Séhne v Chlumu u Trebo-
né (1895), Adolf Richter ve Vrbné u Bruntalu (1895) a Jo-
sef Zahn ve Zlatné u Luc¢ence (1895).8

RozSiteni produkce se v 80. a 90. letech dockala
téZ exportné zamérena jizerskohorska krystalerie, kdyz
sklarsky podnikatel Wilhelm Riedel pfisel s patentova-
nou technologii tzv. predlisovani (1879). ,Tento zplsob



tvarovdni umoZzrioval lisovdni vétsich kusa uZitkového
skla s dokonalym obtiskem reliéfni stény tvdrnice. De-
kor pak stacilo pouze dobrousit nebo dolestit.” Jednalo
se i diky tomuto vynalezu o tak vyznamny obor, Ze pod-
le némeckého odborného ¢asopisu Sprechsaal nemél
koncem 19. stoleti na svété v kvantité konkurenci.'

.Na pocdtku 20. stoleti jiz tvofilo duté lisova-
né sklo vyznamnou vyrobni polozku rakousko-uherské-
ho skidrstvi, kterd vsak byla stdle urcena zejména pro
konkurence v USA, Anglii, Francii, Belgii a od konce 19.
stoleti téz v Némecku. Vkus a méritko kvality urcovaly
v prvé fadé americké a francouzské firmy, které byly
téz nositelem technologickych inovaci. (...) Na domd-
cim trhu dalsimu rozvoji vyroby dutého lisovaného skla
brdnila rozlicnymi zpldsoby zvyhodriovand Zalitavskd
konkurence (napfiklad veskeré sklo v uherskych re-
stauracich muselo byt vyrobeno v tamnich skidrndch
a opatreno znackou).”"

Pfesto diky strmé rostouci domaci i zahranici
poptavce v Cechach a na Slovensku stoupal pocet skla-
ren zabyvajicich se vyhradné dutym lisovanym sklem.
Vinzenz Schreiber uved| do provozu Nemsovou (1901),
Josef Inwald Rudolfovu hut v Dubi u Teplic (1905), Carl
Stolzle’'s Séhne Hefmanovu Hut u Plzné (1906, lisova-
né sklo od 1910) a spole¢nost Libochovické sklarny
Libochovice (1911). Zostrfena konkurence - v pfipadé
exportu nové zejména némecka - ale do oboru vnase-
la neustalou hrozbu nadprodukce vytvarejici enormni
tlak na prodejni ceny. S tim $la ruku v ruce téz setrva-

Ia snaha o zlevnéni vyrobnich postupd, a to i za cenu
snizeni kvality produkce. Velkou roli v tom samoziejmé
sehravala téz interni uherskd konkurence, kde k roku
1907 vyrabélo lisované sklo celkem ctrnact sklaren
(na Slovensku Utekac, Zlatno a Nemsova). Krystalerie
se s témito negativnimi tendencemi dokazala v prvnim
desetileti 20. stoleti vyrovnat nepomérné lépe.’

Prvni republika, protektorat
a prvni povalecna léta

Se vznikem Ceskoslovenska v roce 1918 se situace
pro vyrobce dutého lisovaného skla ztizila, protoze jiz
dfive nedostatecné velky domaci trh se jeSté zmensil
a na mezinarodnim poli se producenti tradi¢né prosa-
zovali jen obtizné. Sklafskému podnikani jako celku ne-
pomahalo ani zna¢né nepfimé darnové zatizeni, které
patfilo k nejvyssim v Evropé (uhelna dan, prepravni tari-
fy apod.). Na rozdil od krystalerie se proto obor od prv-
nich povale¢nych letech nachazel v neutéseném stavu
a fada sklaren byla nucena omezovat provoz. V jizers-
kohorské krystalerii se Utlum projevil az v roce 1923,
mél vsak ijiné davody.

Po celé obdobi prvni republiky zistaly nejvétsi-
mi vyrobci dutého lisovaného skla stejné sklarny, které
se tomuto sortimentu ve velkém vénovaly jiZz pred val-
kou - Josef Inwald (Praha-Zlichov - do 1933, Rudolfova
hut), Josef Schreiber & Neffen (Rapotin), Samuel Re-
ich & Co. (Krdsno nad Becvou) a Carl Stélzle’'s Séhne
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(Hefmanova Hut).™ Pokracovala téz vyroba lisovaného
skla na Slovensku - v Nemsové a Malinci. Pretrvala pro-
to i nékterd specifika. Napriklad hospodarska histori¢-
ka Auguste Mitscherlichova oznacila v publikaci z roku
1930 za svétovy unikat, Ze ¢eskoslovensti vyrobci liso-
vaného dutého skla byli vétsinou totozni s producenty
ru¢niho dutého skla.”™ Mimo region Jizerskych hor, kon-
krétné na BorskoSenovsko, se ve velkém rozsifila pro-
dukce krystalerie - zejména flakénu a toaletniho skla.™®

Z navrhard tohoto obdobi se nejvyraznéji
do historie moderniho ¢eskoslovenského dutého liso-
vaného skla zapsal Rudolf Schroter plsobici mezi lety
1912-1958 v Rudolfové huti firmy Josef Inwald v Dubi
u Teplic. Navrhl vice nez 6 000 predmétd konvenuijicich
jak historism0m, tak art-decu a funkcionalismu. Sou-
bor LORD z roku 1921 se zafadil ke komer¢né vibec
nejuspésnéjsim ceskoslovenskym sklarskym vyrob-
k(m."” Respektovana teoreticka Alena Adlerova jeho
prvorepublikové prace vystizné oznacila za ,zdvazné
prikopnické prdce naseho sklarského designu.”®

Dalezitym meznikem pro rozvoj ¢eského duté-
ho lisovaného skla a krystalerie byla oficidlni ceskoslo-
venska ucast na Mezinarodni vystavé moderniho deko-
rativniho uméni a prdmyslu v Pafizi roku 1925. Nejen
vyrobci, ale i Ceskoslovensti teoretici se zde poprvé
seznamili s moderni evropskou sklafskou produkci -
afenoménem René Lalique. Tento francouzsky sklarsky
podnikatel, navrhaf a Sperkal svymi monumentalnimi
fontanami, uméleckou krystalerii a béznymi vyrobky
z lisovaného skla vystavu doslova ovladl.™

Nejrychleji na francouzské podnéty reagovala
jizerskohorska krystalerie. Jako prvni se této produkci
zacala od roku 1926 systematicky vénovat firma Hein-
rich Hoffmann z Jablonce nad Nisou. Od pocatku pfi
vzorovani spolupracovala s navrhari Adolfem Becker-
tem, pozdéji Frantiskem Pazourkem (1929-1931 do-
konce interné) nebo Alexanderem Pfohlem. Na tento
pfistup v roce 1934 pfistup navazala, a dale jej rozvi-
nula, taktéz jablonecka firma Curt Schlevogt Hoffman-
nova zeté Henry G. Schlevogta (kolekce Ingrid). Ta jako
prvni v oboru tiskla katalogy s uvedenim jmen navr-
hard, at jiz se jednalo o zavedené umélce, nebo jen
studenty (na jedné strané Vally Wieslethier, Mario Pet-
rucci ¢i Enna Rottenberg, na druhé Josef Frendlovsky).
K hlavnim spolupracovniklm firmy v prvnich letech
patfil Artur Pleva. Laliquem se inspirovaly i dalsi jizers-
kohorské firmy, v€etné sklaren Jos. Riedel z Dolniho Po-
lubného. Vytecné se tyto vyrobky prodavaly predevsim
v USA a zapadni Evropé.?®

,Vedle tohoto typu umélecké krystalerie naby-
la od konce dvacdtych let 20. stoleti znovu na vyzna-
mu téz vyroba luxusniho predlisovaného brouseného
skla bez dekord, s hladkymi sténami (tzv. hranovka).
Nejvyznamnéjsimi producenty tohoto sortimentu
byly jiz od pocatku 20. stoleti firmy Eduard Dressler
a Schindler & Co. Jablonec nad Nisou, Gebrtder Feix
Albrechtice v Jizerskych hordch ¢i Johann Umann Po-
tocnd. | zde se typové jednalo zejména o toaletni sklo,
psaci a kurdcké sety, a navic pak stolni sklo (karafy,
soupravy na likéry, pivo, vino atd.).”*'



Francouzska estetika se brzy objevila téz v pro-
dukci dutého lisovaného skla firmy Josef Inwald, a to
v Schroterové kolekci dekorativniho a uzitkového skla
BAROLAC (BAROLAQUE). ,Prvni ndvrhy moznd vznikly jiz
ve druhé poloviné 20. let, jednotny ndzev vsak kolekce
na prdni obchodnich zdstupcd firmy dostala aZ na jare
roku 1934. Stejné jako umeéleckad krystalerie se designo-
vé inspirovala v prvé fadé tvorbou Francouze René La-
liquea. Z vytvarného hlediska se jednd o technicky doko-
nalé, avsak nepfilis origindlni, se secesi a art decem tu
s vétsi, tu mensi mirou vkusu koketujici solitéry.

Doba prosperity vsak trvala jen par let, na pod-
zim roku 1929 krach newyorské burzy spustil svéto-
vou ekonomickou krizi, ktera proexportné orientova-
né Ceskoslovenské sklarstvi srazila na kolena. Tradi¢ni
odbératelské zemé se opevnily hradbami ochrannych
cel a obchod s nimi se stal - bez zasadni statni pod-
pory - velmi obtizny. Ceskoslovenskym vyrobcim ne-
pral ani dobovy trend, jenz upfednostfioval barevné
sklo pred bezbarvym kristalem, ktery lisovanému sor-
timentu, vcetné krystalerie, dosud dominoval. Na trhu
se ale objevily téz nové typy Ceskoslovenského dutého
lisovaného skla - riedelovské strojni sklo LUXUSGLAS
(na poloautomatech lisofoukané stolni a toaletni sklo,
které se jiz nemuselo dale opracovavat) a kolekce in-
waldovskych nerozbitnych sklenic DURIT navrzenych
Rudolfem Schroterem.?

Léta ekonomické deprese byla paradoxné
obdobim Uspéchl prezentaci ceskoslovenského skla
na svétovych vystavach. V Bruselu (1934/1935) a Pa-

rizi (1937) ziskalo fadu prestiznich ocenéni. Lisované
sklo v téchto soudobymi Ceskymi teoretiky a vytvar-
niky vybiranych kolekcich zastupovala umélecka kry-
stalerie.?* Ta se i diky tomu dostala do zorného pole
dalSich ceskoslovenskych vyrobcd, at jiz zavedenych
sklaiskych velkofirem jako Ceskomoravské sklarny, d¥-
ve Samuel Reich & Co. nebo Carl Stélzle's Sohne, tak
mensich vyrobct (Vogel & Zappe, Jablonec nad Nisou;
Rudolf Hlousek, Zelezny Brod; Frantisek Halama, Ze-
lezny Brod).»®

Na podzim roku 1938 ¢eskoslovenska prvni re-
publika po akceptaci zavérl Mnichovské dohody zanik-
la. To mélo pro osud sklafstvi v zemi fatalni nasledky,
protoze dvé tretiny Cinnych sklaren zlstaly na dzemi
postoupeném Némecku. Situace se jesté zdramatizo-
vala po vyhlaseni Slovenského statu a vzniku Protek-
toratu Cechy a Morava na jafe 1939. Definitivni konec
vsem nadéjim na moZnou stabilizaci hospodarskych
a obchodnich pomérQ pfinesla druha svétova valka.
Duté lisované sklo a krystalerie se sice nadale vyra-
bély a vzorovaly jak v tzv. Protektoratu, tak Sudetech
a na Slovensku, avsak jen v omezené mife. V pribéhu
roku 1943 pak doSlo v souvislosti se zavadénim valec-
né vyroby, nedostatkem surovin a vojenskym nelspé-
chdm nacistického Némecka k dalsi redukci.?®

Brzy po konec¢né porazce Treti fiSe a obnove-
ni demokratického Ceskoslovenska na jafe roku 1945
nasledovaly zasadni majetkové presuny, kdy némeckeé
a madarské podniky propadly statu a vSechny sklarny
byly znarodnény. Nasledné se jednotlivé firmy staly
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soucasti nové ustavenych narodnich podnik. Cent- vzemisestalojizvlednu 1946 vPraze zfizené General-
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From the Beginning to the Establishment
of Czechoslovakia

In the 18" century, hollow pressed glass started to be
produced in Bohemia. These were mainly perfume and
smelling salts bottles or medicine bottles. The produc-
tion, according to facts, was located in northern Bohe-
mia, specifically in the Jizera Mountains and The Giant
Mountains.! Great interest in this type of assortment
lasted throughout the third quarter of the “century
of philosophy”. It continued even after the decline in
production and trade at the turn of the 18™ and 19"
century due to the French Revolution and the Napole-
onic Wars. However, the assortment of hollow pressed
glass was still limited to perfume and medicine bot-
tles. New impulses came with inventions by French
Ismaél Robinet (Robinet pump - press and blow glass,
1821) and American Deming Jarves (metal mould with
a plunger, 1827). These inventions spread rapidly.? The
American method was first adopted in Europe in Eng-
land (1831) and after 1835 in France, Belgium or Bo-
hemia. In Bohemia, Johann Meyr’s glassworks (1836)
in Adolfov near Vimperk in the Bohemian Forest was
the first to focus on this kind of assortment. The tradi-
tional perfume bottles from the Jizera Mountains also
prospered. Unlike Meyr’s hollow pressed glass, which
was sold around the monarchy, these bottles were in-
tended for foreign customers.?

Other hollow pressed glass producers start-
ed to promote themselves after the mid-19%™ century.*

In the 50s these were glass factories in Chribska (the
area of Novy Bor and Kamenicky Senov), Nova Hut (the
area of Mlada Boleslav), Cerné Udoli, Jitikovo Udoli and
Janovy Huté (south of Bohemia).® The perfume bot-
tles from the Jizera Mountains became, together with
chandelier glass, the basis of crystalware in the 60s
(then it was mainly small tableware glass, office glass,
as well as vases or bowls).%

According to Olga Drahotova, crystalware was
the only significant type of Bohemian pressed glass
intended for export. It was because, throughout the
third quarter of the 19% century, the production was
only “marginal interest. Mostly, only small and flat ob-
jects are pressed, such as candlestick pendants, plates,
bowls and figurines, which are additionally ground. In
the 1870s, there were also some complaints about the
unsuitability of hard potassium glass for pressing. It
also explains the high occurrence of cheap embossed
glass blown into metal moulds, which largely replaces
the Bohemian pressed glass on the market.”

The real development in the production of hol-
low pressed glass, which used to be quite neglected
within the monarchy, came in the last quarter of the
19% century. At that time, Austro-Hungarian produc-
ers of utility assortment - Josef Inwald (1878 Prague-
Zlichov), Josef Schreiber & Neffen (after 1880 Velké
Losiny and Rapotin, 1895 Lednické Rovne) and Samuel
Reich & Co. (after 1880 Velké Kralovice, 1883 Kyjov,
the 90s Karolinka) started to focus on this type of
glass. Other significant producers were companies St.



C. Kuchinka and Sohn in Malinec (1881), Carl Stoélzle’s
Sohne in Chlum u Treboné (1895), Adolf Richter in Vr-
bno near Bruntal (1895) and Josef Zahn in Zlatno near
Luc¢enec (1895).8

The crystalware from the Jizera Mountains also
broadened its production in the 80s and 90s, when
the glass businessman Wilhelm Riedel came up with
patent technology called pre-pressing (1879). “This
way of shaping made it possible to press larger pieces
of utility glass with a perfect imprint of relief side of
a plunger. The decor then only needed to be ground
and polished.” Thanks to this invention, it became
such a significant field that, according to the German
professional magazine Sprechsaal, it had no compe-
tition in quantity in the world at the end of the 19%
century.”®

“At the beginning of the 20" century, hollow
pressed glass was a significant production item of
Austro-Hungarian glassmaking. However, it was still
intended mostly for a domestic market. The export
was hindered by better and more flexible competition
in the USA, England, France, Belgium, and, since the
end of the 19 century, also Germany. The taste and
quality were determined primarily by American and
French companies, which also came with technolog-
ical innovation. (...) In the domestic market, the fur-
ther development of the production of hollow pressed
glass was slowed down in many ways by favoured
competition from eastern part of the Monarchy (for
example, all glass in Hungarian restaurants had to be

produced in local glass companies, and had to come
with a tag).”

Nevertheless, thanks to the rapidly growing
domestic and foreign demand in Bohemia and Slova-
kia, the number of glassworks dealing exclusively with
hollow pressed glass increased. Vinzenz Schreiber
launched NemsSova (1901), Josef Inwald Rudolfova hut
in Dubi u Teplic (1905), Carl Stolzle’s S6hne Hefmano-
va Hut near Plzen (1906, pressed glass since 1910)
and the company Libochovické sklarny in Libochovi-
ce (1911). However, intensified competition - in the
case of export, especially German - created a constant
threat of overproduction, creating enormous pressure
on sales prices. It also went hand in hand with a con-
stant effort to reduce the cost of production process-
es, even at the expense of reduced quality of produc-
tion. The internal Hungarian competition also played
a huge role. In 1907, there were a total of fourteen
glass factories producing pressed glass (in Slovakia, it
was Utekac, Zlatno and Némsova). Crystalware coped
with these negative tendencies disproportionately
better in the first decade of the 20* century.'

The First Republic, The Protectorate
and the First Post-War Years

After the establishment of Czechoslovakia in 1918,
the situation became more difficult for producers of
hollow pressed glass. The previously insufficiently large
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domestic market had shrunk even further, and it was
difficult for producers to succeed on an international
scale. The glass business was damaged by the signif-
icant indirect tax burden, which was one of the high-
est in Europe (coal tax, transport tariffs etc.). Unlike
the crystalware, this sector was, in the first post-war
years, in a bad state. Several glassworks had to limit
the operations of their companies. The decline in the
Jizera Mountains crystalware did not manifest itself un-
til 1923. However, there were other reasons for this
decline.”

Throughout the period of the First Repub-
lic, the largest producers of hollow pressed glass re-
mained the same as before the war - Josef Inwald
(Prague-Zlichov - do 1933, Rudolfova hut), Josef
Schreiber & Neffen (Rapotin), Samuel Reich & Co.
(Krasno nad Becvou) a Carl Stolzle's Séhne (Hefmano-
va Hut).™ The production of pressed glass also contin-
ued in Slovakia — in NemSova and Malinec. Therefore,
some specifics persisted. For example, the economic
historian Auguste Mitscherlich described in her publi-
cation from 1930 that those Czechoslovak producers
of pressed hollow glass were mostly identical to pro-
ducers of handmade-hollow glass.”™ The production of
crystalware, such as perfume bottles and toilet glass,
has expanded outside of the Jizera Mountains, specifi-
cally in the region of Novy Bor and Kamenicky Senov.'

As one of the designers of the period, Ru-
dolf Schroter has made the most significant mark in
the history of modern Czechoslovak hollow pressed

glass. He worked between years 1912-1958 in Rudol-
fova Hut for the company Inwald in Dubi u Teplic. He
designed more than 6.000 objects conforming both
Historicism, Art Deco and Functionalism. The glass set
called LORD from 1921 was one of the most commer-
cially successful Czechoslovak glass products.’” Alena
Adlerova, a respected historian, marked his work as
“serious pioneering work of our glass design”.'®

The official Czechoslovak participation in the
International Exhibition of Modern Decorative Arts and
Industry in Paris in 1925 was an important milestone
for the development of Czechoslovak hollow pressed
glass and crystalware. Here, Czechoslovak manufac-
tures, as well as theorists got introduced, for the first
time, to modern European glass production - and the
phenomenon called René Lalique. This French glass
businessman, designer and jewellery maker dominat-
ed the exhibition with his monumental fountains, art
crystalware and ordinary pressed glass products.™

The crystalware from the Jizera Mountains re-
sponded the fastest to French stimuli. In 1926, the
company Heinrich Hoffmann from Jablonec nad Nisou
was the first to focus systematically on this produc-
tion. From the very beginning, the company cooperat-
ed with a designer Adolf Beckert, and later Frantisek
Pazourek (1929-1931 internal designer) or Alexander
Pfohl. In 1934, another company from Jablonec nad Ni-
sou followed up and further developed this approach.
It was the company Curt Schlevogt owned by Henry
G. Schlevogt (the collection Ingrid), the son-in-law of



Hoffmann. This company was the first in the industry to
print catalogues with the names of designers, whether
they were established artists or just students (on the
one hand, it was Vally Wieslethier, Mario Petrucci or
Enna Rottenberg, and on the other hand Josef Frend-
lovsky). In the early years, one of the main co-opera-
tors of the company was Artur Pleva. Other companies
from the Jizera Mountains got inspired by Lalique, in-
cluding the glass factory Jos. Riedel from Dolni Polub-
ny. These products were sold primarily in the USA and
western Europe.?®

“At the end of the 1920s, apart from this
type of art crystalware, the production of luxurious
pre-pressed cut glass without decor and with smooth
walls (so-called panel-cut) also gained importance.
At the beginning of the 1920s, the most significant
producers of this assortment were companies Edu-
ard Dressler and Schindler& Co. Jablonec nad Nisou,
Gebrider Feix Albrechtice in the Jizera Mountains or
Johann Umann Potocnd. They produced mainly toilet
glass, writing and smoking sets, as well as table glass
(cardfes, liqueur, beer and wine sets, etc.)”.?

French aesthetics soon appeared in the pro-
duction of hollow pressed glass by Josef Inwald - in
Schroter’s collection of decorative and utility glass
called BAROLAC (BAROLAQUE). “First designs were cre-
ated in the second half of the 1920s. However, in the
spring of 1934, the collection was given a collective
title at the request of the company’s business repre-
sentatives. As well as art crystalware, the collection

was inspired design-wise by the work of French René
Lalique. From the artistic point of view, it was techni-
cally perfect, yet not very original, solitaires, flirting
more or less with Art Nouveau and Art Deco.” *

However, the time of prosperity lasted only
a few years. In the fall of 1929, the collapse of the
New York Stock Exchange triggered a global economic
crisis that brought pro-export-oriented Czechoslovak
glassmaking to its knees. The traditional consumer
countries were protected by tariffs. With no substan-
tial state support, the trade became difficult. The pe-
riod trend favoured coloured glass before colourless
crystal, which dominated the pressed assortment, in-
cluding the crystalware. It was not a very good situa-
tion for Czechoslovak producers. However, new types
of Czechoslovak hollow pressed glass appeared on
the market. They were Riedel’s machine glass LUXU-
SGLAS (semi-automatic production of the press and
blown table and toilet glass, which did not need any
additional processing), and the Inwald’s collection
of unbreakable DURIT glasses, designed by Rudolf
Schroter.?

Paradoxically, the years of economic depres-
sion were a period of success of the presentation of
Czechoslovak glass at world exhibitions. Czechoslova-
kia won several prestige awards, for example, in Brus-
sels (1934/1935) and Paris (1937). In these collec-
tions, picked by Czech theorists and artists, pressed
glass was represented by art crystalware.?* Thanks to
this, other Czechoslovak producers got interested in
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crystalware, such as already established companies -
Ceskomoravské sklarny, formerly Samuel Reich & Co.
or Carl Stélzle's S6hne, or smaller producers (Vogel &
Zappe, Jablonec nad Nisou; Rudolf Hlousek, Zelezny
Brod; Frantisek Halama, Zelezny Brod).?

In the fall of 1938, the Fist Czechoslovak Re-
public ceased to exist. It was due to the implemen-
tation of the Munich Agreement. It was fatal for the
fate of glassmaking. Two-thirds of functioning glass
factories were located in the territory ceded to Ger-
many. The situation got even more dramatic with the
proclamation of Slovak State and the establishment
of the Protectorate of Bohemia and Moravia in the
spring of 1939. The definitive end to all hopes of a pos-
sible stabilization of economic and trade conditions
brought the Second World War. Hollow pressed glass
and crystalware were still produced and decorated in

the Protectorate, Sudetenland and Slovakia, but the
production was limited. During the year 1943, other
reductions came with the war production, shortages
of raw materials and military failures of Nazi Germany.*

Soon after the final defeat of the Third Reich
and the re-establishment of Czechoslovakia in the
spring of 1945, property transfers followed. Bohemi-
an German, as well as Hungarian companies, became
state property, and all glassworks were nationalized.
Subsequently, individual companies merged into new-
ly established national companies. In January 1946,
the General Directorate of Czechoslovak glassworks in
Prague (Generalni feditelstvi ¢eskoslovenskych zavodU
sklafskych) became the central governing body of the
entire glass industry.?’
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Ideje, ambice a iluze (1948-1970)

Na rozdil od udalosti po konci druhé svétové valky, ano-
rovy prevrat v roce 1948 a nasledné znarodnovani jiz
nemély na smeéfrovani ceskoslovenského sklafstvi jako
Zestatnéni samoziejmé tvrdé dopadlo na zbylé privatni
Cechy a Slovaky vlastnéné rafina¢ni zavody a obchodni
firmy, které ale v oblasti dutého lisovaného skla a kry-
stalerie nikdy nehraly zasadni roli. Monopolizaci poté
logicky neusel ani obchod, kdyz byla vyhradnim expor-
tem povétena Ceskoslovenska akciova spole¢nost pro
vyvoz skla v Praze, pfejmenovana roku 1949 na Skloex-
port (od roku 1960 sidlici v Liberci).

Cetné organiza¢ni zmény od slu¢ovani po deli-
mitace, zarputile hledajici efektivni zptsob vedeni ob-
fich narodnich podnikd, patfily ke koloritu komunistic-
ké vlady. Pro pocatek 50. let byla typicka centralizace
vychazejici z ideje, Ze potreby Ceskoslovenského sklar-
ského priimyslu - navrhovani, vyrobu i export - je moz-
né nejlépe koordinovat z jednoho mista, a to hlavniho
mésta Prahy. Na Generalni feditelstvi Ceskoslovenskych
zavodU sklarskych v roce 1951 navazala Hlavni sprava
skla a jemné keramiky a bylo zfizeno Ustfedni vytvar-
né stredisko pramyslu skla a jemné keramiky, ,které
se v padesdtych letech stalo nejddlezitéjsi instituci
ovliviiujici vytvarnou podobu soudobého skla a porce-
Idnu.” VystiZzné atmosféru a ambice komunistickych
elit 50. let shrnul navrhar Vaclav Hanus: ,Skldrskému
primyslu byl vytycen cil dosdhnout v nékolika mdlo

letech drovné zahraniéni produkce, coz bylo zakotve-
no do usneseni nejvy$Sich stranickych a stdtnich or-
gana.”

Na pocatku tohoto obdobi sklarny v dutém
lisovaném skle i krystalerii nabizely ¢asem provéfeny
sortiment, tedy mix historizujicich vzord s moédnimi
styly prvni republiky od art deca po funkcionalismus.
Nepfirozenost a dlouhodobou neudrzitelnost toho-
to stavu si jako prvni uvédomil Karel Peroutka, reditel
narodniho podniku Sklarny Inwald v Teplicich, nejvétsi-
ho producenta dutého lisovaného skla v povale¢ném
Ceskoslovensku.* ProtoZe se mohl v praxi opfit o ko-
Némce Rudolfa Schrotera, jehoZ si ve firemni Rudol-
fové huti v Dubi ponechal, navazal spolupraci s praz-
skou Vysokou $kolou uméleckopriimyslovou (VSUP),
zejména sklarskym ateliérem prof. Karla Stipla (ved! jej
mezi lety 1938-1959), odkud do Teplic zamifili prvni
studenti.® ,Profesor Stipl chdpal sklo jako sochaf a ar-
chitekt; vidél v ném materidl, jemuz Ize i pfi zachovdni
komornich rozmérd vtisknout architektonickou monu-
mentalitu proporci. (...) Hlavni poslani svych absolven-
ta vidél v jejich spoluprdci se skildf'skym primyslem a ji
podrizoval svou odbornou pripravu.”

S Peroutkovou snahou na pocatku 50. let ideo-
vé souznéli i néktefi vytvarni teoretici, zejména kurator
Karel Hettes s bohatymi zahrani¢nimi zkusenostmi.”
Toho dokonce nevahala historicka Verena Wasmuth
oznacit za klicovou osobu v propagaci nutnosti novych
vzorl ¢eskoslovenského skla.®



V roce 1953 Karel Peroutka ve Tvaru publikoval
manifestacni text o lisovaném skle, kde mimo jiné pise,
Ze ,tento obor vyroby znamenal pro stdt v kazdém ob-
dobi také znacny devisovy prinos. Zasluhuje si tudiz
tato vyroba pro svij velky vyznam prdvem pozornou
péci jak po strdnce vyrobni, tak hlavné po strdnce vy-
tvarné. Nutno vsak s politovanim Ffici, Ze aZz na nepa-
trné vyjimky tomu tak témér neni a Ze skidrny jesté
dnes prevdzné vyrdbeji zbozi, které tvarem, vzorem,
velikosti i obsahem bylo jiz pred 15 i vice lety znacné
zastaralé a pfezité. Priciny tohoto stavu nutno hledati
ve skldrndch samotnych, ale i v nezdjmu nasich vytvar-
nikd, a to proto, Ze vyrobek z lisovaného skla je po-
kldddn za ménécenny, nendrocny na dovednost sklidre
a tudiz méné hodnotny... ™

Ajak si Peroutka podobu moderniho lisované-
ho skla predstavoval? ,V zdsadé ma miti lisované sklo
svdj vlastni charakter. Nemd tudiz v Zadném pripadé
vyslovené napodobovati brousené sklo ani miti neo-
jsou mnohdy pfimo nevhodné pro sklo. (...) Vyjimku
z této zdsady cini casto ony pfipady, kdy z ryze ob-
chodnich zdjmd, hlavné exportnich, nutno vyrobky pfi-
zpUsobovati poZzadavkim zdkaznika, odpovidajicimu
vkusu jeho zemé.""°

Tomuto pozadavku odpovidaly i prvni pova-
le¢né soubory Rudolfa Schrotera, vyjma toho uUplné
prvniho nazvaného ROMA z roku 1946, vychazejiciho
z estetiky brouseného olovnatého kfistalu. Nasledova-
ly ,SWIRL (1947) s vyraznymi stylizovanymi volutami

a zejména komercné velmi uspésny PERFORAL (prvni
miska 1946, soubor 1948) s intaktnim dekorativnim
prstencem sestavenym z malych krouzkd po obvodu
jinak nezdobenych tvard, evokujici hutni ozdoby ces-
kého barokniho skla (vyrdbél se az do roku 2006).""

Prvni navrhy moderniho ru¢né lisovaného skla
v socialistickém Ceskoslovensku, vze$lého ze spolu-
prace s VSUP (respektive jeji predchadkyni), nevznikly
v Teplicich, ale ve sklarné Hefmanova Hut (postupné
n. p. Spojené ceské sklarny a n. p. Sklarna), kde jiz od
roku 1947 pasobil navrhar Frantisek Peceny, absolvent
prazské Uméleckoprimyslové skoly. Jeho prvni realiza-
ci ve sklarné byl funkcionalisticky stolni set HALIFAX
(1947). O rok pozdéji zavod uved! do vyroby ,velmi
jednoduché soubory mis a talik(G s mélce Zebrovanymi
desény, ve kterych vyuZival optické kvality skla v soula-
du se specifikou lisu.1?

Jesté pred polovinou 20. stoleti zde vznikl téz
kompotovy soubor Jifiho Zejmona, absolventa VSUP."
Mezi lety 1953-1954 byl pak v Hefrmanové Huti prove-
den dezertni a kompotovy stolni soubor talifd a mis
s jednoduchym linearnim dekorem, vcetné nékolika
vaz a doz, jehoz autorem byl Jozef Soukup, Stiplav asi-
stent. Tato kolekce byla ,prikladem, ktery jesté v Sede-
satych letech ovliviioval vytvarny vyvoj a vyrobu ceské-
ho lisovaného skla.”™

Na Moravé, ve sklarné v Rosicich u Brna, zacle-
néné do n. p. Ceskomoravské sklarny, Kyjov, byly taktéz
vroce 1953 realizovany aktualni navrhy Frantiska Zemka,
absolventa Stiplova ateliéru z po¢atku 40. let. Jeho so-
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chafsky pfistup vyzdvihl v Tvaru FrantiSek Marek: ,Snad
nikdo jiny z naSich sklarskych vytvarniki nemd takové
predpoklady k vytvoreni ndvrha pro lisované sklo, jez by
byly novou vyvojovou etapou jak v krystalerii, tak v li-
sovaném skle normdlnim, pokud ma jakostni sklovinu
(v hmoté i barve).” )iz mezi lety 1947-1949 pritom Ze-
mek plsobil jako designér ve Sklarnach Inwald, kde na-
vrhl i nékolik vzorl lisovaného skla pro Rudolfovu hut.’®
Zde vroce 1953 vznikly téZ kompotové soupravy absol-
ventky VSUP tehdy jiz samostatné vytvarnice, Jitky Forej-
tové (soucasné navrhla lisovany set pro Libochovice).

Vroce 1950 byl ze Sklaren Inwald vyclenén sa-
mostatny narodni podnik Podébradské sklarny, kde se
zacalo dva roky poté experimentovat - po vzoru Spol-
kové republiky Némecko, Francie a Belgie - s vyuZzitim
olovolisu v dekorech imitujicich tradi¢ni bohaty brus.™
Navrhovani i tohoto sortimentu se od roku 1954 ve fir-
mé vénoval designér Jiti Repasek, a to spole¢né s ex-
ternisty Oldfichem Lipskym a Kvétou Karouskovou.™
Mezi lety 1952-1959 v Podébradech jako interni na-
vrhar plsobil téZ Jifi ZouZzela. Na Slovensku se ru¢ni
a automatické sklo vyrabélo ve sklarné v Nems3ové, kte-
ra byla soucasti n. p. Spojené sklarne Lednické Rovne.

Centrum vyroby krystalerie zlstalo i po roce
1948 v Jizerskych horach, kdyz zde k roku 1951 vznikl
narodni podnik Jablonecké sklarny, Dolni Polubny, ktery
sloucil zdejsi sklarskou prvovyrobu. Po dvou letech se
jeho soucasti stal i narodni podnik Krystalerie, zahrnu-
jici vétSinu rafinerii tohoto sortimentu. Vedle tradicni-
ho mezivalecného zbozi, vychazejiciho z imitace brou-

Senych dekorl, se na trh postupné dostavaly i nové
vzory vznikajici ve spolupraci se Skloexportem.? Velmi
Zadana zlstala umélecka krystalerie, ktera se v 60. le-
tech vratila ke znacce Ingrid.?!

Z kritické reflexe soudobych prezentaci je
zfejmé, ze teoretici nebyli s vytvarnou uUrovni Ceské-
ho lisovaného skla poloviny 50. let spokojeni, proto-
Ze v nabidce prevladaly vzory z obdobi pfed druhou
svetovou valkou. Napfriklad Karel Pryl v Tvaru nabadal,
ze lis je ,stvoren k tomu, aby pfindsel motivy, které
nelze vybrousit, nebo kde vybrus by byl velmi obtizny
a ndkladny. Zdsadné chybné reseni je lisovanym sklem
imitovat brousené sklo, nebot vede ke znehodnoco-
vani vyrobki a ke klamdni neznalého spotrebitele.”?
Optimismus ale presto neztraceli. ,Pocind byt jasné,
Ze mdme nejen moZznosti, ale vzhledem k dosazenym
vysledkiim i pfedpoklady vytvofit novou epochu v této
tradi¢ni vytvarné a vyrobni discipliné. To pochopitelné
vede k rdstu sebedivéry jak u sklard, tak i u vytvarnikd
a exportéri”, napsal vroce 1955 Zdenék Severa.?

Naopak obchodnici stav v podstaté kvitovali,
protoze komercné fungoval. Zdenék Vodicka vyjmeno-
val na strankach Glasrevue deset dlvodd, proc je Ceské
lisované sklo v zahranic¢i opét popularni - dokonald imi-
tace brusu, cenova dostupnost, vysoka jakost, kvalitni
rafinace, prakti¢nost, jednoduché cisténi a myti, vysoka
dekorativnost, velka variabilita vzor(, exkluzivni baleni
pro export a rychlé vyfizovani objednavek.?

Vroce 1955 vzniklo pfi Peroutkou vedeném na-
rodnim podniku Sklarny Inwald v Teplicich Technicko-vy-



tvarné stfedisko pro lisované sklo, které mélo zasadni
vliv na budouci podobu moderniho ¢eského lisovaného
skla. Ale jednoducha ani pfimocara cesta to rozhodné
nebyla. Navrhafi Vaclav Hanus, a rok poté Jifi Zejmon,
oba absolventi Stiplova ateliéru na prazské VSUP to-
tiZ nastoupili k praktikovi Rudolfu Schroterovi, jenz jim
mnoho prostoru nedaval. Navrhy mladych vytvarnikd
se proto realizovaly spiSe v Hefmanové Huti i Rosi-
cich. Zde mohli uplatfiovat své predstavy o lisovaném
skle téz externi designéfi Jitka Forejtova, Rudolf Jurnikl,
FrantiSek Zemek nebo Edwin Downey, zaméstnanec
londynské obchodni spole¢nosti Vitrea vlastnéné Sklo-
exportem. Naopak pfimo v Rudolfové huti byly roku
1956 provedeny prvni navrhy Milose Filipa.®

Vaclav Hanu$ sv(j pohled na specifickou si-
tuaci v teplickém stredisku po letech popsal takto:
,Pan Schréter byl némeckého ptvodu. (...) On a jeho
technicti pracovnici vytvorili z primérné vyroby liso-
vaného skla renomovanou inwaldovskou kolekci sou-
meéritelnou v kvalité technologie i tvarové s nejlepsimi
kolekcemi vyrobcd francouzskych. Byl tedy uzndvanou
autoritou, avsak mél také své problémy, které souvise-
ly s jeho Zddosti o vystéhovdni i blizicim se odchodem
do dichodu. Pro oba mladé vytvarniky nebylo tedy
prdvé snadné presvedcivé dokdzat, Ze néco znaji, néco
dovedou a vibec prosadit své myslenky az do vyroby.?®

Kdyz se roce 1958 Sklarny Inwald preméni-
ly na narodni podnik Obalové a lisované sklo - OBAS
a jeho soucasti se staly téz sklarny v Hefmanové Huti
a Libochovicich, Vaclav Hanus jiz v Technicko-vytvar-

ném stfedisku nepracoval. Jeho novym pUsobistém se
roku 1957 stal Skloexport, kam brzy zamifil i Jifi Ze-
jmon. Teplické stredisko tak v podstaté prestalo exi-
stovat a oziveno bylo az roku 1960 ,za lepsich pod-
minek a za plné podpory nového hospoddrského ve-
deni” s nastupem Rudolfa Jurnikla a pozdéji Vladislava
Urbana, Frantiska Viznera a Ladény Viznerové.?’ Hanus
a Zejmon zatim ve Skloexportu pokracovali v navrho-
vani lisovaného skla a nové - spolecné s Karlem Kora-
kem - i tradi¢ni krystalerie realizované v Jabloneckych
sklarnach. Vyrazné nové estetické podnéty do tohoto
sortimentu ale pfinesl az vytvarnik Vaclav Platek, v le-
tech 1957-1960 interni navrhar Jabloneckych sklaren.?®

Z3sadni vliv na dalsi osud leskoslovenského
lisovaného skla méla decentraliza¢ni ekonomicka re-
forma statniho podnikani v roce 1958, kdy z narod-
nich podnikd vznikly tzv. vyrobné hospodarské jednot-
ky (VH)). Veskeré Fizeni, vCetné vytvarného vyvoje, se
pfesunulo na jednotlivd oborova feditelstvi. Ustfedni
vytvarné stfedisko nahradil Ustav bytové a odévni kul-
tury (UBOK, 1959), kde pasobil jako vedouci vytvarnik
v oboru skla Adolf Matura.?® Pfi VH] vznikaly téz vytvar-
né rady, v nichz hrali zamé&stnanci UBOKu vyznamnou
roli — v Teplicich napriklad pravé Matura.®® ,Hlavni vy-
znam oborové vytvarné rady spocivd v tom, Ze je dui-
sledné koncipovdna jako prdce tymovd - jako aktivni
a vyznamem rovnocennd spoluprdce vytvarnikd, tech-
nikd, konstruktérd, technologl i pracovnikG prodeje —
Skloexportu. Clenstvi a pfimd Gcast fediteld zdvodd
v oborové vytvarné radé prinesla Gcinné prohloubeni
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a zkonkretizovani prace na tomto useku”, uved| poz-
déji Matura.3! Zasadni byla pro dalsi rozvoj moderni-
ho vzorovani téz aktivita Zderika Ballinga, jenz se stal
po Peroutkové odchodu do penze ,hlavnim organizad-
torem vyvoje lisovaného skla.

Po poloviné 50. let si ¢eskoslovenské duté li-
sované sklo a krystalerie vedle Evropy (tradi¢né Velka
Britanie, Francie, Italie) znovu oblibily i USA, které pred
druhou svétovou valkou patfily mezi nejvétsi zakazniky.
Poté, co se politicko-ekonomické poméry mezi sociali-
stickym a kapitalistickym blokem stabilizovaly, zamiftily
za Atlantik z Ceskoslovenska znovu ve velkém menaz-
ky, flakonérie a umélecka krystalerie, tedy sortiment,
jenz americti zakaznici davérné znali z mezivale¢nych
let. Tradi¢ni Ceské lisované sklo a krystalerie byly ob-
libené téz v zemich Jizni Ameriky, Stfedniho vychodu,
Jihoafrické republice ¢i Australii.®

Pfes nesporné uspéchy moderniho ¢eskoslo-
venskéhodutéholisovanéhosklanebokrystalerienapres-
tiznich zahrani¢nich vystavnich akcich (XI. Trienale v Mi-
lané, 1957; Svétova vystava v Bruselu, 1958; Ceskoslo-
venské sklo v Moskvé, 1959; XII. Trienale v Milané, 1960)
byly zakazniky stale poptavany zejména historizujici
vzory.>* To samozrejmé vytvarnikm ani teoretikim ne-
bylo Ihostejné. , Sirsimu uplatnéni vytvarné prdce schazi
i v oblasti zahrani¢niho obchodu jeji zastoupeni v expo-
sicich zahrani¢nich veletrhi. Sezndmeni zahrani¢niho
zdkaznika i spotrebitele s nasi novou formou vytvarné-
ho projevu je psychologicky nutné a potreba dokazovat
v zahrani¢i vyspélost skldrského pramyslu i v péci o sou-

doby vytvarny projev, tfeba experimentdlniho charakte-
ru, je velmi aktudlini. Nelze se zbavit dojmu, Zze v tomto
sméru zdstdvda Skloexport mnoho dluZen kulturnimu
vyznamu skldrského pramyslu (...)", vycital v Tvaru Adolf
Matura.®

Pfestoze se tedy podle Aleny Adlerové ,lisova-
né sklo stalo jako jeden z prvnich obord naseho desig-
nu pfedmétem programové prdce a ctiZzddosti uplatnit
se na i mezindrodnim kolbisti”*®, na vyrobné-obchodni
realitu mély tyto skutecnosti jen omezeny vliv. Vysled-
kem snazeni vytvarnik( byly casto pouze prototypy
prezentované a oceriované odborniky na domadcich
i zahrani¢nich nekomercnich vystavach, o které vsak
zdkaznici nejevili predpokladany zajem.?” Jak vystizné
napsal Karel Hettes$: ,Zatim co na zdpadé vyvoj byl vic
v rukdch zkusenych a casto obchodné velmi zdatnych
praktikd, u nds se vic teoretisovalo nebo jesté spis fi-
losofovalo. MoZnosti experimentace ve vyrobé a pro-
sazovdni vytvofenych prototypl se pfitom po urcitém
pocdtecnim a velmi slibném rozmachu kolem poloviny
50. let pak stdle vic a vic zmensovalo."*®

Rozpor mezi pfedstavami navrhard a obchod-
nikd se vystuprioval v 60. letech. Odrazem tohoto jevu
byly ¢eskoslovenské prezentace skla na Svétovych vy-
stavach v Montrealu (1967) a Osace (1970).%° Praveé
proto je toto desetileti podle Antonina Langhamera
~obdobim rozchodu skildrského primyslu s vétsinou
svych vytvarnikd - ndvrhdrd.”® Vliv na to méla i mo-
dernizace sklafskych provozd v Ceskoslovensku, jejimz
cilem bylo zefektivnéni vyroby, navyseni produkéni ka-



pacity a udrzeni konkurenceschopnosti. Mezi vyznam-
né a v praxi etablované inovace patfily po roce 1964
experimentalni tavici zlaby na barevné sklo*' zavedené
v Rudolfové Huti a poté Rosicich, ¢i prvni celoelektricky
otapéna vana v Rudolfové huti (1965).#? | proto mohly
sklarny Uspésné zameéfit svou pozornost na rozsireni
barevné palety sklovin pro lisované sklo, coz fada navr-
har( dokazala efektivné a efektné vyuzit. Tlak na prode-
je velkych objemu lisovaného skla vsak diky vlozenym
investicim samozfejmé stoupl a prostor pro vytvarné
experimenty v bézné produkci se logicky zmensil.** To
designéry v podstaté donutilo k tomu, Ze navrhovali
predevsim solitéry v podobé vaz nebo zardiniér nezli
celé kolekce, kde se stale preferovala zakazniky po ce-
lém svété oblibena imitace brusu.*

Sloucenim VHJ Obalové lisované sklo a Ploché
sklo vznikl roku 1965 v Teplicich oborovy podnik Sklo
Union-OBAS. Duté lisované sklo se v ramci spolecnosti
vyrabélo v Rudolfové huti v Dubi u Teplic (hlavni zavod),
Libochovicich, Hefmanové Huti a nové pficlenénych
Rosicich.*> Z hlediska sortimentu se z poloviny jednalo
o historizujici produkci, z poloviny o moderni vzory, coz
zcela jisté neni - pres stesky vytvarnikd a teoretik( -
Spatny pomér.*®

Navrhovani pro teplicky podnik se v 60. letech
interné vénovali Frantisek Peleny (od 1947), Rudolf
Jurnikl (od 1960), Vladislav Urban (1962-1970), Fran-
tiSek Vizner (1962-1967), Jiti Brabec (od 1965), Pavel
Panek (od 1969) a externé Milo$ Filip, Adolf Matura,
Jifi Zejmon ¢&i Vratislav Sotola. ,Mezi spolupracujicimi

vytvarniky nechybél ani Vaclav Hanus, jenZ se v ramci
Jabloneckych skildren tspésné vénoval téZz navrhovdni
novych tvard jizerskohorské hranované krystalerie.”

V Dolnim Polubném Vaclav Hanus$ roku 1961
vystridal jako hlavni vytvarnik Vaclava Platka, ktery ode-
el na VSUP Praha, kde se po prof. Stiplovi ujal s Jo-
zefem Soukupem vedeni ateliéru skla.*® Hanu$ z{stal
v Jabloneckych sklarnach az do roku 1985. Zde ,se stal
prototypem designéra-vytvarnika respektujiciho v prvé
fadé moznosti skidrny a pozadavky trhu. Podarilo se
mu vytvdret komercné uspésné nabidkové kolekce slo-
Zené jak z vlastnich novinkovych ndvrhd, tak z pred-
métd, které vznikaly s vyuZitim skladu predvalecnych
forem v aredlu polubenské skldrny.“® Vaclav Hanus
externé spolupracoval téz se sklarnou ve slovenské
Nemsové, kde se interné navrhovani lisovaného skla
vénoval I. Trnka. Realizovany zde byly téz navrhy Karola
HoloSka a Frantiska Viznera. V roce 1965 vsak tento
sortiment v zavodé nahradilo obalové sklo a formy byly
prevezeny do Rosic.>®

Zajimavou ideou byla v dobovém kontextu
snaha o tzv. uslechtilé lisované olovnaté sklo, jimz
se v ramci Sklaren Bohemia v Podébradech mezi lety
1964-1969 interné zabyval vytvarnik Ladislav Oli-
va spole¢né s Jifim Repaskem, externé Vaclav Cigler
(do 1965) a Vaclav Horacek (do 1966). Prvni Oliviv
navrh lisované vazy z olovnatého kristalu pfitom vzni-
kl jiz roku 1959 a byl v Podébradech proveden o dva
roky pozdéji>’ Celkem vzniklo 490 autorskych navr-
ha, ve skle ale byl realizovan jen zlomek. Do sériové
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vyroby se vytvarné pozoruhodné prototypy nedosta-
ly viibec, prfestoze Slo o iniciativu akciové spolecnosti
Skloexport, ,kterd se pokousela uspokojit ndrocné zda-
kazniky exkluzivhim lisovanym sklem zhotovovanym
v malych a autorem kontrolovanych sériich (¢islované
a signované vylisky)."?

Normalizace a ustup ze slavy (1970-1989)

70. a 80. léta 20. stoleti byla obdobim normalizace ne-
jen z politického hlediska, ale i v oblasti dutého liso-
vaného skla a krystalerie. PfestoZze spor mezi navrhafi
a obchodniky o to, co by se mélo zakaznikdm pred-
nostné nabizet, rozhodné nezmizel, politicka situace
a spolecenska atmosféra po potlaceni Prazského jara
otupily hroty. Na svych postech ve sklarnach zGstali
jen ti designéfi, co neméli ambice byt volnymi tvdrci,
a zaroven prosli komunistickymi provérkami. Stejné tak
tomu bylo i v pfipadé vytvarnych rad UBOKu ¢i Skloex-
portu. Vyrazné proto na strankach oborovych ¢asopist
ubylo steskl nad obchodni preferenci mezivalecnych
vzorQ na zahrani¢nich trzich, coz bylo prosté akcepto-
vano (alespon navenek) jako fakt vychazejici z dlouho-
dobé poptavky, aniz by kdo popiral pfiméfenou potre-
bu novych modernich navrha.

Pfikazem doby se navic stala automaticka pro-
dukce, zatimco ceSti navrhafi tradi¢né preferovali varia-
bilngjsi ru¢ni lisovani. Ostatné i kuratorka Alena Adlero-
va si jiz na pocatku 70. let uvédomovala, ze tato tech-

nologie je ,dnes uz ponékud antikvovanou, malosério-
vou a relativné ndkladnou.” Proto povazovala za logic-
ky posun pojeti a funkce moderniho lisu od bézného
$an SindeldF pak tento stav z pozice estetika definoval
takto: ,Predmeéty z lisovaného skla, zvldasté ty pfedme-
ty, které jsou urceny do nasich interiérd, vsak maji byt
zvestovateli lidskosti. Nemaji byt objekty technickymi,
protoZe také funkce, které maji pinit, nejsou povahy
technické. Naopak, mélo by jit o stdlé polidstovdni
funkci, o jejich novou sensibilitu a novou ctnost.™*

Viytvoreni ,nové kategorie” uméleckého lisova-
ného skla bylo proziravé - zarucovalo pozornost teo-
retik(, kuratord a estetikd bez ohledu na vyrobné-ob-
chodni sektor, ktery nevédél, komu a za jakou cenu ma
takové zbozi nabizet. Rozhodné se vSak o to snazil,
o Cemz svéddi i Cetné reklamy a texty otisténé béhem
70. let v Glass Review / Glasrevue, propaga¢nim ca-
sopisu vydavaném Skloexportem zejména v anglické
a némecké verzi pro zahrani¢ni zakazniky a profesni
zajemce o Ceskoslovenské sklo.

Pfesto zni ponékud nadnesené bilan¢ni pasaz
z proslovu Zdenka Ballinga z teplického Sklo Unionu,
predneseného roku 1972 na lll. celostatnim sympoziu
pramyslového navrhu: ,V kostce se dd rici, Ze se v liso-
vaném skle podarilo protlacit se mezi $pickové vyrob-
ce uzitkového lisovaného skla jeho pojetim, kvalitou
a vytvarnou hodnotou, kterd sehrdvd stdle vetsi roli
v dnesnim technizovaném svété. Pomdha vytvdret Zi-
votni styl. Dle nazoru nasi prodejni organizace [Skloex-



portu] uddva vytvarné pojeti Cs. lisovaného skla tén, je
kopirovano a ptsobi kladné v komerci a docilovanych
cendch v ostré konkurenci.”™®

Produkci lisovaného skla a krystalerie podnikd
Sklo Union-OBAS se sidlem v Teplicich a Jabloneckych
sklaren, Dolni Polubny (od roku 1972 Desnd), vyva-
zel Skloexport na pocatku 70. let do zhruba 65 zemi
svéta - zejména lItalie, USA, Velké Britanie, Spolkové
republiky Némecko, Francie, §v§/carska, Kanady, Nizo-
zemska a Belgie (tedy zemi demokratického, nikoliv
socialistického statniho zfizeni). Na celkovém objemu
skla exportovaného z Ceskoslovenska se lisované sklo
podilelo zhruba 10%. Na zapadnim trhu se vSak po-
tykalo s fadou prekazek - silnou zahrani¢ni konkuren-
ci, vysokym celnim zatizenim (20% i vice) a v pfipadé
expedice do vzdalenych teritorii téZ znacnymi naklady
na dopravu.>®

Zatimco pravodnim znakem 60. let byla mo-
dernizace vyrobniho zazemi, nasledujici desetileti pfi-
neslo nové technologie a jejich praktické vyuZzivani -
presné liti kovovych forem podle autorského modelu
(po 1968)*’, lisovani bez krouzku (1971 Libochovice,
1972 Rosice), odstiedivé liti (1976-1977 Libochovi-
ce), automatické lisovaci linky (1974 Libochovice),
dotvareni predlisovanych predmétd volnym propada-
vanim nebo svésovanim a renesanci lisofoukani. Timto
zpUsobem, typickym pro jizerskohorskou krystalerii,
se zacaly v ramci teplického Sklo Unionu zhotovovat
vazy, misy ¢i kuracké sety.®® To vse ¢eskému sklu zjis-
tovalo konkurenceschopnost na svétovém trhu, ale jen

do konce 70. let. Poté zacala poptavka klesat, proto-
Ze nejen lisovany sortiment, ale Ceské uzitkové sklo
obecné ,zaostdvalo v cistoté skloviny i v prezentaci ho-
tovych predmétd a nékteré zahranicni zdkazniky od-
razovalo pomalym vyfizovdnim objedndvek.”° Tvrdou
konkurenci se sklu stavaly téz plastické hmoty, z nichz
se v zavratném mnozstvi vyrabély stolni soubory, kde si
oblibu rychle ziskaly podnosy s dekory imitujicimi brus
a podobné zbozi.

.Jednim z charakteristickych znakd sedmdesd-
tych let byly rozlicné motivalni celostdtni, regiondlni
a vnitropodnikové soutéZe o nejlepsi vyrobky. Nejpres-
tiznéjsi z téchto akci — o nejlepsi ceskoslovensky vyro-
bek roku - organizoval v ramci podpory ceskosloven-
ského primyslu jiz od roku 1966 poradni orgdn viddy,
tzv. CID [Czechoslovak Industrial Desing]. Vybér pred-
métd do soutéze zajistily firmy - tyto vyrobky obdrzely
titul Vybréno pro CID - a z nich pak rada vybrala ty
nejlepsi v ramci jednotlivych obord. Poprvé v roce 1970
se o tento titul uchdzelo téz vétsi mnozstvi skidrskych
praci, celkem kolem triceti kusd."®°

Ani v 70. letech pfitom neustaly snahy statu
o zefektivnéni skla¥ské vyroby, které se projevovaly dal-
simi reorganizacemi jednotlivych firem. V roce 1974 se
zmeénila vnitfni struktura Jabloneckych sklaren v Desné
a oborovy podnik Crystalex v Novém Boru zastresil do-
sud samostatny narodni podnik Sklarny Bohemia v Po-
débradech. Z oborového podniku Sklo Union-OBAS se
roku 1977 stal koncern pro vyrobu pridmyslového skla
SKLO UNION k. p. OBAS.®1
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Na domacim trhu se v tomto obdobi z nabidky
teplického Sklo Unionu prosadily automaticky vyrabé-
né masivni pivni sklenice s uchem vzor 13321 (1972,
Rudolfova hut) a 5215 (1981, Rosice) navrzené Jifim
Brabcem, které nechybély témér v zadné restaura-
ci. Alena Adlerova z jeho tvlrcich schopnosti vystihla
,vrozeny smysl pro tektoniku uZitkového skla, pro jeho
jasnou stavebnost a proporcni vytfibenost. Dovede dat
levnym, sériové vyrdbénym predmétim perfektni uzit-
kové kvality, a soucasné i punc nekonvencnosti.®?

Autory i v zahrani¢i komer¢né velmi Uspésnych
vzor( byli Adolf Matura a Rudolf Jurnikl. Maturdv set
PRAHA (1971, Rosice u Brna) a Jurniklovy OSAKA (1969,
Libochovice, plvodné nazvanda SLUNCE, prejmenova-
na pro prezentaci vzoru na Svétové vystavé v japonské
Osace) aLOTOS (1970, Libochovice), zhotovené ru¢nim
lisovanim, vychazely dokonale vstfic volani Skloexportu
po domaci verzi skandinavského designu, jenz byl teh-
dy jiz témér dvé desitky let celosvétové oblibeny. Za-
timco Maturovi neslo pfi ,ndvrhdrské prdci o chladnou,
neosobni designérskou polohu, jeho lisované sklo md
individudlni punc autorova sochafského projevu a emo-
ciondlni pasobivost,” tak ,tvary Jurniklova lisovaného
skla jsou jasné, harmonické a plasticky vyrazné: v inte-
riéru pusobi velmi dekorativné a zajimaveé.

Cesti navrhafi pfitom byli ovlivnéni zejména
modernim finskym sklem a jeho viad¢i osobnosti Ta-
pio Wirkkalou. Siréi vefejnost se s jeho tvorbou mohla
v Ceskoslovensku poprvé seznamit na profilové praz-
ské vystavé roku 1968, pricemz oficialni studijni vypra-

va Ceskych vytvarnik( do zemé tisicl jezer probéhla jiz
osm let predtim.®*

Vétsi prostor pro realizaci svych ideji v ramci
Sklo Unionu dostali v 70. letech i dalsi designéfi, kte-
i s podnikem zacali spolupracovat na konci 60. let.
V prvé fadé to byl interni ndvrhar Pavel Panek, od roku
1971 hlavni vytvarnik podniku a vedouci vytvarného
stfediska. Zatimco pozornost teoretikd i zakaznik( si
ziskal kolekci BOUTIQUE (1972, Rudolfova hut, ru¢ni
lis), na domacim i zahrani¢nim trhu se vyrazné zapsal
téZz obchodné UspéSnym stolnim souborem s celoplos-
nym ornamentem odkazujicim na slavny porcelanovy
cibuldk (1977-1979, Rudolfova hut, ruc¢ni lis).%> ,Pdnek
pracuje zejména s plasticnosti: modelace jeho tvart
md mnoho z organické samozfejmosti prirodnich,
zejména vegetabilnich tvard. (...) Md podivuhodnou
schopnost uchovat svym pracim svéZest a bezpro-
stfednost prvotniho ndpadu. Dari se mu nesetrit ten-
to punc i presto, Ze velmi ukdznéné dodrzuje vsechny
funkéni a vyrobni zfetele, které limituji lisované sklo,”
charakterizovala jeho praci Alena Adlerova.®®

Pro koncern pracoval téz Vaclav Zajic, jesté
student prazské VSUP (spolupracujici s Adolfem Matu-
rou; interné od 1978), jenz mél podle Aleny Adlerové
.vSechny pfedpoklady zddrné pokracovat v dobré tra-
dici ¢eskoslovenského lisovaného skla. Jeho navrhy
byly realizovany zejména v Libochovicich, kde se téz
podilel na vyvoji technologie lisovani bez krouzku.®®
Do Hefmanovy Huté v roce 1975 nastoupil Miloslav
Kubinec, aby zde dva roky poté zaujal post hlavniho



vytvarnika, a konecné Vratislav Sotola z prazského
UBOKu, jenz se po Maturové pred¢asném umrti v roce
1979 stal hlavnim vytvarnikem-teoretikem moderniho
Ceskoslovenského lisovaného skla, coz se projevilo
i vjeho nastupu do SKLO UNIONU a nasledném jmeno-
vani prfedsedou vytvarné rady podniku.

Stejné jako Brabec, i Sotola se vé&noval napfi-
klad navrhovani pivnich sklenic pro automatickou vyro-
bu, masovou oblibu si ale vzory 5213 (1978, Rudolfova
Hut) a 5224 (1981, Rosice) neziskaly. Naopak jeho uni-
verzalni sklenice 3493 (1972, Libochovice) s dekorem
imitujicim diamantovy brus se stala v Ceskoslovensku
hitem. ,Sotoldv pfinos v lisovaném skle neni pocetné
rozsdhly; jeho vdha lezi ve schopnosti jasné, adekvdtné
formulovat a resit diferencované typologické skupiny
spadajici do oblasti lisovaného skla. Je to pfinos indivi-
dudlné profilovany a umeélecky zraly.”®

Bez novych jmen se v 70. letech obesli dalsi vy-
robci lisovaného sortimentu. V Jabloneckych sklarnach
nadale pUsobil Vaclav Hanus, ve Sklarnach Bohemia se
olovolisu vénoval Jifi Repasek.”” Novym hra¢em v obo-
ru se v ramci Ceskoslovenska pocatkem 70. let staly
dvé nové sklarské tovarny. V ramci narodniho podniku
Sklarny Bohemia vznikl nejvétsi zavod na ru¢ni a me-
chanizovanou vyrobu brouseného olovnatého kfistalu
v zemi ve Svétlé nad Sazavou (1967-1970) a moderni
zavod s vice nez 800 zaméstnanci vyrostl ve sloven-
ském Poltaru (Stredoslovenské sklarne, n. p., 1966-
1971). Vyrabét se zde od roku 1975 zacalo i uzitkové
strojné lisované olovnaté sklo urc¢ené jak na domadi,

tak zahranici trh (hlavnimi zakazniky byly Sovétsky svaz
a Jugoslavie). Designu lisovaného i brouSeného skla se
zde vénoval Juraj Steinhubel.”!

V 80. letech, kdy si Ceskoslovensko stale drze-
lo pozici sedmého nejvétsiho vyvozce uzitkového skla
na svété, lisované sklo a krystalerie obchodné stagno-
valy. Negativni tendence z minulého desetileti se jesté
prohloubily, coz se projevilo i v klesajicim poctu realiza-
ci novinek. Pfestoze SKLO UNION stale interné zamést-
naval Sest designér(l (Panek, Brabec, Kubinec, Jurnikl,
Sotola, Zajic) - a pfedsedou koncernové vytvarné rady
byl svétoznamy vytvarnik a pedagog Stanislav Libensky
- nova jména se v souvislosti s lisovanym sklem témér
neobjevuji.”? Napfiklad do podniku Sklarny Bohemia
k Jitfimu Repaskovi nastoupili jako navrhati Jan Chlad
a Zdené&k Zanda, do Jabloneckych sklaren k Vaclavu
HanuSovi absolvent odborné sklafské Skoly v Kamenic-
kém Senové Josef Kruml (ten se ale ani po Hanu$ové
odchodu do penze roku 1985 ke skute¢nému navrho-
vani nedostal). Ojedinélym pocinem byla kolekce skle-
nénych nadob BOHEMIA PRESTIGE vzniklych odstredi-
vym litim, kterou v roce 1986 pro novoborsky Crystalex
navrhl )i Suhajek.”

Jakou roli hralo moderni lisované sklo v socialis-
tickém Ceskoslovensku vystizné shrnula syntéza o ¢es-
kém designu 20. stoleti editorll lvy Knobloch a Radima
Vondracka: ,Lisované sklo svou hutnosti a castym uzi-
tim strukturdlnich dekort spoluvytvdrelo dobové tren-
dy ve vybaveni domdcnosti i vefejného prostoru. Dnes
je proto vnimdno jako typicky reprezentant vkusu sede-
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satych az osmdesatych let. Stalo se samozfejmou sou-
cdsti Zivotniho prostredi, kdyz jako jeden z mdla pro-
duktd bylo za prijatelné ceny bézné dostupné v domdci
maloobchodni siti. Mélo i vyssi vytvarné ambice, a to
v programu exkluzivnéjsiho lisovaného skla, z néhoz se

vsak do vyroby dostaly pouze nékteré ndvrhy.*

Epilog - Zasla slava (1989-2020)

Pfestoze Ceskoslovenské sklaFstvi zazivalo na konci 80.
let jednu z nejvétsich odbytovych konjunktur ve své
historii, dutému lisovanému sortimentu a krystalerii
se pfilis nedafilo. To se projevilo i po privatizaci stat-
nich podnikl, které se timto sortimentem zabyvaly.
Vliv na dalsi osud této vyroby samozfejmé mél i rozpad
Ceskoslovenska (1993), zanik Skloexportu (2001), te-
roristické Utoky na USA (2001) a svétova ekonomicka
krize (2008-2010).7®

SKLO UNION se jiz v roce 1990 zacal rozpadat
na fadu soukromych firem, které se postupné prestaly
uzitkovym lisovanym sklem zabyvat. Vyroba byla zasta-
vena v Rosicich u Brna (1996), Hefmanové Huti (2002)
a Libochovicich (2006), novy program - pouze lahvové
a obalové sklo - dostala Rudolfova hut v Dubi u Teplic
(1996). Zpocatku to vsak na utlum nevypadalo. V Rosi-
cich nechal novy majitel, novoborsky Crystalex, v roce
1995 instalovat moderni vyrobni linku a investoval téz
do vzorovani, kdyz oslovil MiloSe Jankd, Jifiho Brabce,
Vladislava Urbana a Evu Svestkovou.”® V Hefmanové

Huti zase firma SHH, pobocka némecké spolecnosti
Sahm, vedle mezivale¢né inwaldovské kolekce (BARO-
LAC a dalsi Schroterovy navrhy véetné souboru LORD)
v ramci kolekce nazvané BOHEMIA LINE zafazovala jes-
té na konci 90. let do vyroby i novinky navrzené Janem
Maresem, Otou Mackem, Ladou Semeckou, Pavlem
Kopfivou a Karolinou Kopfivovou.”” Kdyz byla vyroba
v Hermanové Huti zastavena, zamirila fada forem do Li-
bochovic, vlastnéné taktéz koncernem Sahm. V zavodé
se vyuzivaly i nékteré formy z Rosic a vznikaly nové vzo-
ry (designér Rony Plesl, 2003).78

V produkci mezivale¢né krystalerie, umélecké
krystalerie a navrhd Vaclava HanuSe pokracovala akcio-
va spole¢nost Ornela, ktera roku 1992 ziskala areal by-
valych Jabloneckych sklaren v Desné. Od pocatku roku
2000 dokonce zacala své vyrobky signovat znackou
DESNA a jiz od konce 90. let se snazila spolupracovat
s externimi designéry (Rony Plesl, IRDS, llona Stariko-
va aj.). Po osmi letech v3ak byla tato produkce zasta-
vena. Roku 2009 vznikla nova firma Preciosa Ornela,
kterd se tomuto sortimentu vénuje v omezené mire
dosud. Napfiklad v roce 2017 vznikla limitovana kolek-
ce DESIGN DESNA sloZend z Gspé&énych navrh(i Vaclava
Platka a Vaclava Hanuse a mezi lety 2019-2020 firma
realizovala i nové navrhy, napfiklad vazu Josefa Krumla.
Vyhradné produkci mezivalecné umélecké krystalerie,
pripadné vyrobk( ze 40. let, se zabyvaji firmy Frantisek
Halama v Zelezném Brodé&, TOM v Bé&lé pod Bezdézem,
JaS Schubert v Jablonci nad Nisou a Glass Pesnicak v Jo-
sefové Dole.



Vyrazné pestrejsi je z hlediska vzorovani nové-
ho sortimentu situace v oblasti lisovaného olovnatého
kristalu a obdobné efektnich ,nahrazkovych” bezolov-
natych sklovin, které jsou reakci na pfisnou ekologic-
kou politiku v Evropské unii i USA. Mezi lety 1993-2007
se touto produkci zabyvala akciova spolecnost Jihlav-
ské sklarny Bohemia (dfive soucast n. p. Sklarny Bohe-
mia) se sklarnou v Antoninové Dole, ktera je ale dnes
jen obchodni firmou. Navrhoval pro ni napfiklad Milos
Jankd. Ve velkém automaticky lisované olovnaté sklo
vyrabéla sklarna v Poltaru vlastnéna firmou Slovglass,
jez zkrachovala v roce 2008. Vyroba naopak stale po-
kraCuje v ramci akciové spole¢nosti Crystal BOHEMIA
v Podébradech (do roku 2008 soucast Crystalexu), kde
se vzorovani automaticky tvarovaného olovnatého skla
interné vénuje designér Josef Seveik a externé Pavel
Nedvera s Lenkou Husarkovou. Bezolovnatou sklo-
vinu firma Crystal BOHEMIA automaticky zpracovava
ve Svétlé nad Sazavou (do roku 2009 byla sklarna sou-
¢asti Crystalexu, poté ji az do roku 2020 provozovala
akciova spolecnost Crystalite Bohemia). Na podobé
portfolia svételské sklarny se vyrazné podilel navrhar
Martin Fait (dnes vede vlastni obchodni spole¢nost
FMF Bohemia).

Kdysi vykladni skfifn Ceskoslovenského sklafstvi, de-
monstrujici pfes vsechny potiZze nezbytnost spolupra-

ce vyrobnich podnikl a obchodnikl s profesionalnimi
designéry, je dnes rozbita na tisice kouskd. Duté lisova-
né sklo a krystalerie let 1948-1989 se vSak postupné
staly sbératelskym fenoménem rozsifenym zejména
v zapadni a stfedni Evropé. Pritazliva je jeho vysoka
a neotfeld vytvarna hodnota. Snaham dobovych cesko-
slovenskych teoretik( a ndvrhard se tak zpétné dosta-
va zadostiucinéni, které jim bézny komerc¢ni trh z roz-
licnych ddvodu pfiznaval jen vyjimecné.

Jak vystizné napsal britsky badatel a popula-
rizator Mark Hill: ,povdlecné ceskoslovenské lisované
sklo ma v ramci designu skla zvldstni misto. Nejen, Ze
se odvrdtilo od historickych, tradi¢nich forem a vzord,
jakymi je imitace brusu, ale pfineslo nové propojeni
mezi designéry a prumyslem. Lisované sklo prestalo
byt levnou ndpodobou brouseného nebo foukaného
skla, ale stalo se svébytnou podobou uzitého uméni.””
A kde se ta svébytna podoba vzala? Dusan Sindelat ji
pfipisuje jednoznacné designérim. Kazdy z nich ,vne-
sl v ceské lisované sklo osobitou notu prosazujici se
jak v pojeti tvaru, tak dekoru, co se tykad plasticnosti,
strukturdIni bohatosti, opti¢nosti reliéfa. Avsak prdve
v téchto individudlinich polohdch, v kazdé tvorbé tak
nedocenitelnych, je markantné citit spolecnd, cesky
specifickd poloha, (...) kterd by se dala shrnout v po-
jem citu pro umérenost.°
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Ideas, Ambitions and lllusions
(1948-1970)

Unlike the events after the end of the Second World
War, the February coup in 1948 and the subsequent
nationalization had no longer any significant influence
on the direction of Czechoslovak glassmaking - glass-
works were already state property. Nationalization hit
very hard the rest of the privately-owned Czech and
Slovak production and trade companies. However,
these small companies have never played any signifi-
cant role in hollow pressed glass and crystalware pro-
duction. Logically, trade did not escape either, and the
Czechoslovak Joint-Stock Company for Glass Export in
Prague was entrusted with the exclusive export. The
company was renamed Glassexport (Skloexport) in
1949 (since 1960, based in Liberec).!

Numerous organizational changes from merg-
ers to delimitations, stubbornly seeking an effective
way of running giant national enterprises, were part
of the process of the communist government. At the
beginning of the 1950s, the centralization was based
on the idea that the needs of Czechoslovak glassmak-
ing — design, production, and export - have to be co-
ordinated from one place - the capital city of Prague.
In 1951, the General Directorate of the Czechoslovak
Glassworks (Generalni feditelstvi ceskoslovenskych
zavodu sklafskych) was followed by the Main Admin-
istration of Glass and Fine Ceramics (Hlavni sprava
skla a jemné keramiky). The Central Art Center of the

Glass and Fine Ceramics (Ustfedni vytvarné stiedisko
pramyslu skla a jemné keramiky ) was established,
“which in the 1950s became the most important insti-
tution influencing contemporary glass and porcelain.”
Vaclav Hanu$ summed up, aptly, the atmosphere and
the ambitions of communist elites of the 1950s as:
“The goal of the glass industry was to reach the level
of foreign production in just a few years, which was
rooted in the resolution of the highest communist par-
ty and state bodies.”?

At the beginning of this period, glassworks
in hollow pressed glass and crystalware offered
a time-tested assortment of designs, i.e., a mix of his-
toricizing patterns with fashion styles of the First Re-
public - from Art Deco to Functionalism. Karel Perout-
ka was the director of the National company Sklarny
Inwald in Teplice, the biggest producer of hollow
pressed glass in post-war Czechoslovakia.* He was the
first to realize the unnaturalness and long-term unsus-
tainability of this situation. He could rely on the most
commercially successful designer of this assortment,
German Rudolf Schréter (who remained in Rudolfo-
va hut in Dubi). He established cooperation with the
Academy of Arts Architecture and Design in Prague,
specifically the glass studio of professor Karel Stipl (he
led it between 1938-1959). Students from this atelier
then headed to Teplice. “Professor Stipl understood
glass as a sculptor and an architect,; he saw in it a ma-
terial which can be imprinted with an architectural
monumentality of proportions while maintaining its



dimensions. (...) He saw the main mission of his grad-
uates in their cooperation with the glass industry. He
then adapted his training accordingly.”

At the beginning of 1950s, some art theorists,
such as Karel Hettes, with his rich foreign experience,
resonated with Peroutka’s efforts.” The historian Vere-
na Wasmuth did not hesitate to identify him as a key
person for the promotion of the necessity of new pat-
terns of Czechoslovak glass.®

In 1953, Karel Peroutka published a manifes-
tation text on pressed glass in Tvar magazine, where
he writes, among other things: “In every period, this
kind of production also meant a significant foreign
exchange benefit for the state. Due to its great im-
portance, this production deserves great care, both
in terms of production and especially in terms of art.
However, with a few exceptions, this is not the case,
and glassworks still today mainly produce goods that
are, by shape, pattern, size and content, considered
obsolete and were obsolete 15 or more years ago. We
have to look for the reasons in glassworks, as well as in
the disinterest of our artists. They consider the pressed
glass product to be inferior, not demanding the skill of
the glassmaker, and therefore less valuable... ™

And how did Peroutka imagine the form of
modern pressed glass? “The pressed glass should
have its own character. It is not, by no means, explic-
itly imitating cut glass or having unjustified shapes,
seemingly pleasing designs and decors that are often
directly unsuitable for glass. (...) An exception was

usually made in cases where out of purely commer-
cial interests, mainly export interests, it was necessary
to adapt products to customer’s requirements. These
requirements had to correspond to the taste of his
country.”°

Rudolf Schréter's first post-war collections
also met this requirement, except for the very first one
called ROMA from 1946, based on the aesthetics of
cut lead crystal. It was followed by “SWIRL (1947) with
distinctively stylized scrolls and especially the com-
mercially successful PERFORAL (the first bowl in 1946,
set 1948). It had an intact decorative ring composed
of small rings around the perimeter of otherwise un-
adorned shapes, evoking Bohemian Baroque glass or-
naments (produced until 2006)."™

The first designs of the modern hand-pressed
glass of socialist Czechoslovakia, based on the co-
operation with the Academy of Arts Architecture and
Design in Prague, were not produced in Teplice, but
in the glassworks Hefmanova Hut (gradually became
the national enterprise Spojené Ceské sklarny a nation-
al enterprise Sklarna). The designer FrantiSek Peceny
worked there from 1946/1947. He was a graduate of
the Academy of Arts Architecture and Design in Prague.
His first realization at his glassworks was a functional-
ist table set HALIFAX (1947). One year later, the com-
pany launched the production “of very simple sets of
bowls and plates with shallowly ribbed patterns, where
he used the optical quality of glass corresponding to
the press’s specifics.”?
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Before the mid-20th century, a new compote
set was created here by Jifi Zejmon, a graduate of the
Academy of Art Architecture and Design in Prague.’
A new dessert and compote table set of plates and
bowls with simple linear decoration was produced in
Hefmanova Hut between 1953-1954. The collection
included several vases and boxes by Jozef Soukup, Sti-
pl’s assistant. This collection was “the example, which
influenced the artistic development and production of
Czech pressed glass still in the 1960s.1*

In Moravia, in the glassworks in Rosice near
Brno, which was a part of the national enterprise
Ceskomoravské sklarny in Kyjov, there were in 1953 im-
plemented the new designs by FrantiSek Zemek, the
graduate of Stipl’s atelier in the 1940s. In the magazine
Tvar, FrantiSek Marek emphasized Zemek’s sculptural
approach: “Perhaps, there is no other glass artist, who
would have such preconditions for creating designs for
pressed glass (if he has quality glass - in mass and col-
our), which would be a new stage of development for
crystalware, and normal and pressed glass.””® Between
1947-1949, Zemek already worked as a designer for
the Sklarny Inwald. Here he also created several designs
for Rudolfova hut.’® In 1953, the compote sets by the
independent artist Jitka Forejtova (at the same time,
she designed a pressed set for the glassworks in Libo-
chovice), the graduate of the Academy of Art Architec-
ture and Design in Prague."’

In 1950, the national enterprise Podébradské
sklarny emerged from Inwald company. Two years later,

they started to experiment - following the model of
the Federal Republic of Germany, France and Belgium -
using pressed lead crystal glass for decorations imi-
tating the traditional rich cut.’® Designer Jifi Repasek
was designing this assortment in the company since
1954, together with externs Oldfich Lipsky and Kveé-
ta Karouskova."” Between 1952 and 1959, Jifi ZouzZela
also worked as an internal in Podébrady. In Slovakia,
hand-made and automatic glass was produced in the
glassworks in Nemsova, which was part of the national
enterprise Spojené sklarne Lednické Rovne.

The centre of the crystalware production re-
mained in the Jizera Mountains even after 1948. In
1951, the national enterprise Jabonecké sklarny, Dol-
ni Polubny, was established here merging the primary
production of glass. Two years later, the national en-
terprise Krystalerie became a part as well, including
most refineries of this kind. Apart from interwar goods
based on the imitation of cut decoration, new designs
were hitting the market, produced in cooperation with
Glassexport.?® Art Crystalware remained very popular,
and in the 1960s, returned to the brand - Ingrid. '

From the critical reflection of contemporary
presentations, it is clear that theorists were not sat-
isfied with the artistic level of Czech pressed glass in
the mid-1950s because the offer was dominated by
designs from the period before the Second World
War. For example, Karel Pryl proposed in Tvar that the
pressed glass is “created to bring motifs that cannot
be sanded, or where cutting would be very difficult and



expensive. A fundamentally wrong solution is to imi-
tate cut glass with pressed glass, as it leads to the deg-
radation of products and deceives the inexperienced
consumer.?> However, they did not lose optimism. “/t
is becoming clear that we have not only the opportu-
nities but also the prerequisites to create a new era in
this traditional art and production discipline, given the
results achieved. This, of course, leads to an increase
in the self-confidence of both glassmakers, artists and
exporters”, wrote Zdenék Severa in 1955.%
Nevertheless, the traders acknowledged this
situation because it worked commercially. Zdenék
Vodicka stated, in Glass Review, ten reasons why is
Czech pressed glass so popular abroad - perfect im-
itation of cutting, affordability, high quality, excellent
refining, practicality, easy cleaning and washing, high
decorativeness, high variability of designs, exclusive
packaging for Glassexport and fast order processing.?*
In 1955 in Teplice, a Technical and Art Center
for Pressed Glass was established at the national en-
terprise Sklarny Inwald run by Peroutka. It had a fun-
damental influence on the future image of modern
Czech pressed glass. But it was certainly not an easy
or straightforward path. The designers Vaclav Hanus,
and a year later Jifi Zejmon, both graduates of Stipl's
atelier at the Academy of Arts, Architecture and De-
sign in Prague, joined the practitioner Rudolf Schroter.
He, however, did not give them much space. Therefore,
the designs produced by young designers were mostly
implemented in Hefmanova Hut or Rosice. Here, exter-

nal designers Jitka Forejtova, Rudolf Jurnikl, FrantiSek
Zemek or Edwin Downey, an employee of the London
business company Vitrea owned by Glassexport, could
also implement their ideas about pressed glass. On
the contrary, the first designs by Milo$ Filip were pro-
duced in Rudolfova Hut in 1956.%

Vaclav Hanus described his view on this spe-
cific situation in the Technical and Art centre in Teplice
like this: “Mr. Schréter was of German origin. (...) He
and his technicians changed the average production
of pressed glass into a renowned Inwald collection. It
was comparable, in quality of production and shape,
to the best collections of French manufacturers. He
was thus a recognized authority. However, he also had
problems related to his application for eviction and
his impending retirement. Therefore, it was not easy
for both young artists to convincingly prove that they
know something, they can do something, and to push
their ideas into production.”®

When the national enterprise Sklarny Inwald
was transformed into the national enterprise Oba-
lové a lisované sklo - OBAS in 1958, the glassworks in
Hefmanova Hut and Libochovice also became part of
it, Vaclav Hanus no longer worked at the Technical and
Art Center. In 1957, he started to work in Glassexport,
and Jifi Zejmon soon went there as well. The centre
in Teplice practically ceased to exist and was revived
in the 1960s - “under better conditions and with the
full support of the new economic leadership“- with the
arrival of Rudolf Jurnikl and later of Vladislav Urban,
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Frantisek Vizner and Ladéna Viznerova.?” Meanwhile,
Hanu$ and Zejmon continued designing for Glass-
export pressed glass and newly - together with Ka-
rel Konak - also traditional crystalware produced in
Jablonec glass factories. However, new distinguished
aestheticimpulses were introduced to this assortment
by the artist Vaclav Platek. He was the internal design-
er of Jablonec glassworks between 1957-1960.%

The decentralization economic reform of state
enterprise in 1958 had a major impact on the further
fate of Czechoslovak pressed glass. The national enter-
prises turned into so-called production and economic
units (VH)). All management, including artistic devel-
opment, was transferred to individual directorates in
the field. The Central Art Center was replaced by the
Institute of Housing and Clothing Culture (Ustav by-
tové a odévni kultury - UBOK, 1959). Adolf Matura
worked there as a leading artist in the field of glass.?
Art councils were also formed at the VHJ, and UBOK
employees played an important role - in Teplice, it
was, for example, Matura.?® “The major importance of
the professional art council lies in the fact that it is
conceived as teamwork. It is active and equal cooper-
ation of artists, technicians, designers, technologists
and sales staff — Glassexport. Membership and direct
participation of business directors in the professional
art council brought about an effective deepening and
concretization of work in this area” said Matura later.!
Zdenék Balling’s activity was also crucial for the fur-
ther development of modern patterning. He became

the main organizer of the development of pressed
glass after Peroutka’s retirement.3?

In the mid-50s, the USA, apart from Europe
(traditionally - Great Britain, France and Italy), once
again, started to favour Czechoslovak hollow pressed
glass and crystalware. When the political-economic
relations between socialist and capitalist block stabi-
lized, large cruet sets, flacons, and artistic crystalware
started to be exported again from Czechoslovakia over
the Atlantic Ocean. It was an assortment that Ameri-
can customers knew from the inter-war period. Tradi-
tional Czech pressed glass and crystalware were also
popular in South America, The Middle East, the South
African Republic and Australia.

Despite the undeniable success of modern
Czechoslovak hollow pressed glass and crystalware
at prestigious foreign exhibitions (XI. Triennial in Mi-
lan, 1957; World Exhibition in Brussels, 1958; Czech-
oslovak Glass in Moscow, 1959; XlI. Triennial in Milan,
1960), the customers still demanded mostly histori-
cizing patterns.3* Of course, artists and theorists cared
about this. “The wider application of artwork also
lacks its representation in expositions of foreign trade
fairs in the field of foreign trade. To introduce our new
form of artistic expression to foreign customers was
psychologically necessary. The need to prove abroad
the maturity of the glass industry, and care for con-
temporary artistic expression, such as experimental
character, was very urgent (...)" reproached Adolf Ma-
tura in Tvar.®®



Although, according to Alena Adlerova, “pressed
glass became one of the first fields of our design to be
the subject of program work and the ambition to suc-
ceed in the international arena”, these facts had only
a limited effect on the production-commercial reality.*
Artists’ efforts often ended up as prototypes present-
ed and appreciated by experts at domestic and foreign
non-commercial exhibitions. However, the customers
did not show the expected interest.3” As Karel Hettes
aptly wrote: “While development in the West was more
in the hands of experienced and often commercially
very skilled practitioners, we have theorized or philos-
ophized more. After a certain initial and very promising
boom around the mid-50s, the possibilities of experi-
mentation in the production and promotion of pro-
duced prototypes were diminishing more and more."®

The contradiction between the ideas of de-
signers and retailers intensified in the 1960s. The
Czechoslovak presentations of glass at the World
Exhibitions in Montreal (1967) and Osaka (1970) re-
flected this phenomenon.*® That is why, according to
Antonin Langhamer, this decade “is a period of separa-
tion of the glass industry with most of its artists and
designers.”® It was influenced by the modernization
of glass operations in Czechoslovakia. The aim was to
streamline production, increase production capacity
and maintain competitiveness. Significant and well-es-
tablished innovations after 1964 included experimen-
tal melting troughs*' for coloured glass introduced in
Rudolfova hut and then Rosice, or the first fully elec-

trically heated bath in Rudolfova hut (1965).? This is
one of the reasons why the glassworks were able to
successfully focus their attention on expanding the
colour palette for pressed glass, which many designers
could use efficiently and effectively. However, the pres-
sure on sales of large volumes of pressed glass has, of
course, increased due to the investments made. The
space for art experiments in everyday production has
logically decreased.*® Essentially, the designers were
forced to design solitaires in the form of vases or jar-
dinieres rather than the complete collections. Custom-
ers around the world still preferred the popular collec-
tions imitating cut glass.*

By merging the production and economic unit
Obalové lisované sklo and Ploché sklo in 1965, a new
branch company was established in Teplice called Sklo
Union-OBAS. Hollow pressed glass was produced with-
in the company in Rudolfova hut in Dubi u Teplic (the
main production), Libochovice, Hefmanova Hut and
newly in joined Rosice.* Half of the assortment was
historicizing production and the other half modern
patterns. It really was not, despite the lamentations of
artists and theorists, a bad ratio.*®

In the 60s, FrantiSek Peceny (since 1947), Ru-
dolf Jurnikl (since 1960), Vladislav Urban (1962-1970),
Frantisek Vizner (1962-1967), Jifi Brabec (since 1965),
Pavel Panek (since 1969), and the externs Milo$ Filip,
Adolf Matura, Jifi Zejmon or Vratislav Sotola were all
designing for the company in Teplice. “Vdclav Hanus$
was also among the collaborating artists, who also
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successfully designed new shapes of the Jizera Moun-
tains crystalware within the Jablonecké skidrny com-
pany.”™

In Dolni Polubny, in 1961, Vaclav Hanus repla-
ced Vaclav Platek as the main artist. Platek headed to
the Academy of Art Architecture and Design in Pra-
gue, where he, together with Jozef Soukup, took over
professor Stipl’s atelier of glass.*® Hanu$ remained in
Jablonecké sklarny company until 1985. Here, “he be-
came the prototype of designer/artist respecting the
capabilities of glassworks and the market’s demands.
He managed to create commercially successful collec-
tions consisting of his new designs, as well as objects
created by accessing a warehouse of pre-war moulds
(in the area of glassworks in Polubny).”® Vaclav Ha-
nu$ also cooperated externally with the glassworks
in Slovak Nems&ova, where I. Trnka was also designing
pressed glass. The designs by Karol Holosko and Fran-
tiSek Vizner were also implemented. In 1965, this kind
of assortment was replaced with packaging glass, and
the moulds were transferred to Rosice.®

In the context of the time, an interesting idea
was to develop so-called noble pressed lead crystal
glass. Between 1964-1969, Ladislav Oliva, together
with Jifi Repasek and externally also Vaclav Cigler (until
1965) and Vaclav Horacek (until 1966) engaged in the
development of this kind of glass within the Sklarny
Bohemia company in Podébrady. The first design of
a pressed lead crystal vase by Oliva was created in
1959 and produced two years later' A total of 490

author’s designs were established, but only a fraction
was actually implemented in the glass. Artistically re-
markable prototypes did not get into series produc-
tion at all, despite the initiative of the joint-stock com-
pany Glassexport, “which tried to satisfy demanding
customers with exclusive pressed glass produced in
small and author-controlled series (numbered and
signed pressings).”?

Normalization and Decline of Fame
(1970-1989)

The 1970s and 1980s were the time of normalization,
both in the sphere of politics and hollow pressed
glass and crystalware. Although the dispute between
designers and retailers over what should be offered
to customers as a matter of priority has certainly not
disappeared, the political situation and social atmos-
phere after suppressed Prague’s Spring have cooled
down the disputes. Only those designers who did not
have the ambition to be free creators remained in their
positions in the glassworks. They also had to pass the
communist inspections. The same was true of the
artboards of UBOK or Glassexport. There were signif-
icantly fewer and fewer cries for the business prefer-
ences of inter-war patterns at foreign markets, which
was accepted (at least seemingly) as a fact, based on
long-term demand. Nobody denied the average need
for new modern designs.



The leading force of this time became auto-
matic production, while Czech designers traditionally
preferred more variable hand-pressing. Even the cura-
tor Alena Adlerova understood at the beginning of the
1970s that this technology “is quite antiquated, small
series and relatively expensive.” Therefore, she saw it
as logical to move their concept and function of mod-
ern press from general goods to more demanding ta-
ble and interior accessory.53 Dusan Sindelaf described
it from the point of view of an aesthetician as: “The
pressed glass objects, especially the ones intended
for our interiors, should be heralds of humanity. They
shouldn't be technical objects because their function
isn't technical also. On the contrary, it should be about
a continuous humanisation of function, about their
new sensibility and virtue”.>*

The creation of a “new category” of pressed art
glass was far-sighted - it guaranteed the attention of
theorists, curators and aestheticians, regardless of the
manufacturing sector that did not know to whom and
for what price should offer such products. However,
the sector really tried and as an example can be seen
numerous advertisements printed during the 1970s in
Glass Review - the promotional magazine published
by Glassexport, especially in English and German. It
was intended for customers and professionals inter-
ested in Czechoslovak glass.

Nevertheless, the passage from Zdenék Ball-
ing's speech from Teplice Sklo Union delivered in 1972
at lll. National Industrial Design Symposium sounds

a little exaggerated: “Overall, we can say that we have
managed to get among the top producers of utility
pressed glass due to its concept, quality and artistic
value, which plays a more significant role in today’s
technical world. According to our trade organization
(Glassexport), the artistic concept dictates the tone of
Czechoslovak pressed glass, is copied and has a pos-
itive effect on trade and achieved prices with fierce
competition.”™>

The production of pressed glass and crystal-
ware by Sklo Union-OBAS, based in Teplice and Jablo-
necké sklarny, Dolni Polubny (Desna since 1972), was
exported by Glassexport to about 65 countries in the
early 1970s. They exported mainly to Italy, the USA,
Great Britain and the Federal Republic of Germany,
France, Switzerland, Canada, the Netherlands and Bel-
gium (democratic, not socialist countries). Pressed
glass accounted for about 10% of the total volume
of glass exported from Czechoslovakia. However, it
faced several obstacles in the western market, such as
strong foreign competition and a high customs duty
(20% or more). In the case of shipments to distant
territories, the transport costs were also significant.>®

While the accompanying feature of the 1960s
was the modernization of production facilities, the fol-
lowing decade brought new technologies and practical
use - the precise casting of metal moulds according
to the author’s design (after 1968)°’, ring-less press-
ing (1971 Libochovice, 1972 Rosice), centrifugal cast-
ing (1976-1977 Libochovice), automatic pressing lines
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(1974 Libochovice), finishing of pre-pressed objects by
free sinking or hanging and renaissance of press-blow-
ing. In this way, which was typical for the Jizera Moun-
tains crystalware, vases, bowls, and smoking sets be-
gan to be made within the Sklo Union.*® All this de-
fined Czechoslovak competitiveness regarding glass in
the world market, but only until the end of the 1970s.
After that, demand began to decline. The reason was
that the pressed assortment, as well as the utility
glass, were generally “behind in the purity of the glass
and the presentation of finished items. Some foreign
customers were also discouraged by slowly process-
ing orders.”™® Plastics also became a fierce competi-
tion. Tables made of plastic were produced in dizzying
quantities, as well as popular trays imitating cut glass.

“One of the hallmarks of the 1970s was the
various motivational national, regional and in-house
competitions for the best products. The most prestig-
ious of these events was the Best Czechoslovak Prod-
uct of the Year. It was organized since 1966 by the
government’s advisory body, so-called CID [Czechoslo-
vak Industrial Desing], as support of the Czechoslovak
industry. The selection of items for the competition
was provided by companies. These products were ti-
tled ‘Selected for CID’, and a board then picked the
best one for each category. For the first time in the
1970s, a large number of glass products competed for
this title, a total of around thirty pieces.

Eveninthe 1970s, the state’s efforts to stream-
line glass production continued, which manifested it-

self in further reorganizations of individual companies.
In 1974, the internal structure of the Jablonecké sklarny
in Desna changed, and the Crystalex branch company
in Novy Bor covered the hitherto independent national
company Sklarny Bohemia in Podébrady. In 1977, the
branch company Sklo Union-OBAS became a concern
for the production of industrial glass - SKLO UNION
k. p. OBAS.®

During this period, automatically-produced
massive beer glasses with an ear - model 13321
(1972, Rudolfova hut) and 5215 (1981, Rosice), de-
signed by Jifi Brabec, established themselves on the
domestic market. These beer glasses were in almost
every restaurant. Alena Adlerova explained his artistic
capabilities as “an innate sense for the tectonics of
utility glass, for its clear construction and proportion-
al sophistication. He can give cheap, mass-produced
items a perfect utility quality, and at the same time
a touch of unconventionality.”®?

The authors of commercially very successful
patterns were Adolf Matura and Rudolf Jurnikl. Mat-
ura’s set PRAHA / PRAGUE (1971, Rosice near Brno)
and Jurnikl’s set OSAKA (1969, Libochovice, originally
called SLUNCE / SUN, renamed after the presentation
of this pattern at the World Expo in Japanese Osaka)
and LOTOS / LOTUS (1970, Libochovice) were hand-
pressed and met perfectly with Glassexport’s call for
the domestic version of Scandinavian design, which,
at that time, had been popular worldwide for almost
two decades. Regarding design, Matura wasn't inter-



ested in “cold, impersonal designer’s position, and his
pressed glass has an individual hallmark of author’s
sculptural expression and emotional impact.” On the
other hand, “the shapes of Jurnikl’s pressed glass are
clear, harmonious and plastically expressive: they look
very decorative and interesting in the interior.”®

Czech designers were influenced mainly by
modern Finnish glass and its leading figure Tapio Wirk-
kala. The general public was able to get acquainted
with his work for the first time in Czechoslovakia at the
profile exhibition in Prague in 1968, while the official
study trip of Czech artists to the land of thousands of
lakes had taken place eight years earlier.%*

In the 1970s, other designers who began
working with the company in the late 1960s were giv-
en more space to realize their ideas within Sklo Union.
First of all, it was the internal designer Pavel Panek,
since 1971 the main artist of the company and the
head of the Art centre. He managed to get the atten-
tion of theorists and customers with his collection
BOUTIQUE (1972, Rudolfova Hut, hand-press). He also
managed to establish himself on the domestic and
foreign market with his table set with an all-over or-
nament referring to the famous CIBULAK / ONION PAT-
TERN (1977-1979, Rudolfova hut, hand-press).® Alena
Adlerova characterized his work: “Pdnek works primar-
ily with plasticity: modelling of his shapes has many of
the organic naturalness, especially plant shapes. (...)
He possesses a wonderful ability to keep, in his work,
the freshness and immediacy of the original idea. He

manages not to lose this hallmark, even though he
very strictly obeys all functional and production con-
siderations that limit pressed glass.”®®

Vaclav Zajic, a student of the Academy of Art
Architecture and Design in Prague (cooperating with
Adolf Matura; as an intern in 1978), also worked for
the concern. According to Alena Adlerova, he had “all
the prerequisites to successfully continue the tradition
of Czechoslovak pressed glass.”’ His designs were im-
plemented primarily in Libochovice, where he also par-
ticipated in the development of ring-less press tech-
nology.®® In 1975, Miloslav Kubinec started to work in
Hefmanova Hut. Two years later, he took on the position
of the chief artist. Vratislav Sotola also started to work
there, who, after Matura’s premature death in 1979,
became the chief artist-theorist of modern Czechoslo-
vak pressed glass, which was reflected in his entry into
the SKLO UNION and the subsequent appointment as
chairman of the artistic council of the company.

Like Brabec, Sotola also designed beer glasses
for automatic production, but his models 5213 (1978,
Rudolfova hut) and 5224 (1981, Rosice) did not gain
mass popularity. On the other hand, his universal glass
3493 (1972, Libochovice) with a decor imitating a di-
amond-cut became a hit in Czechoslovakia. “Sotola’s
contribution for pressed glass is not as extensive in
number, its value lies in the ability to clearly, adequate-
ly formulate and solve differentiated typological groups
belonging to the field of pressed glass. It is a benefit in-
dividually profiled and artistically mature.”®
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In the 1970s, other producers of pressed as-
sortment managed without new names. Vaclav Hanus
continued working in Jablonec glassworks, and |Jifi
Repasek worked with pressed lead crystal in Sklarny
Bohemia.”? At the beginning of the 70s, two new
glass factories in Czechoslovakia became new players.
Within the national enterprise Sklarny Bohemia, the
largest factory in the country for manual and mech-
anized production of cut lead crystal was established
in Svétla nad Sazavou (1967-1970). The other facto-
ry, with more than 800 employees, was established in
Slovak Poltar (Stredoslovenské sklarne, the national
enterprise, 1966-1971). There, in 1975, they started
to produce also machine-pressed utility lead crystal
glass intended for domestic and foreign market (the
main customers were the Soviet Union and Yugosla-
via). Juraj Steinhubel was designing pressed and cut
glass there.”

In the 1980s, when Czechoslovakia still held
the position of the seventh-largest exporter of utili-
ty glass in the world, pressed glass and crystalware
stagnated commercially. The negative tendencies from
the last decade deepened even more. It was reflect-
ed in the declining number of new developments. Al-
though SKLO UNION still employed six designers as
interns (Panek, Brabec, Kubinec, Jurnikl, Sotola, Zajic),
and the chairman of the concern’s art council was
the world-famous artist and mentor Stanislav Liben-
sky, new names, connected to pressed glass, hardly
appeared.”? For example, Jan Chlad and Zdené&k Zan-

da joined Jifi Repasek in Sklarny Bohemia; Josef Kruml,
the graduate of secondary glass school in Kamenicky
Senov (he did not get to design, not even after Hanu$'s
retirement in 1985), joined Vaclav Hanu$ in Jablonecké
sklarny. A unique achievement was the collection of
glass containers called BOHEMIA PRESTIGE created by
centrifugal casting, which was designed by Jifi Suhéjek
in 1986 for the company Crystalex in Novy Bor.”3

What role did modern pressed glass play in
socialist Czechoslovakia was aptly summarized in the
synthesis about the 20" century Czech Design by
editors Iva Knobloch and Radim Vondracek: “Pressed
glass, with its density and frequent use of structural
decors, co-created contemporary trends in household
equipment and public space. Therefore, it is perceived
today as a typical representative of the taste of the 60s
to 80s. It became a natural part of the environment
when, as one of the few products, it was commonly
available in the domestic retail network at affordable
prices. It also had higher artistic ambitions, namely in
the program of more exclusive pressed glass. However,
only some designs got into production.”*

Epilogue - Faded Glory (1989-2020)

Although Czechoslovak glassmaking experienced one
of the largest sales booms in its history at the end of
the 1980s, hollow pressed assortment and crystalware
did not do so well. It manifested itself even after the



privatization of national businesses that produced in
this kind of assortment. Of course, the disintegration
of Czechoslovakia (1993), the breakdown of Glassex-
port (2001), the terrorist attacks on the USA (2001)
and the World Economic Crisis (2008-2010) also had
an impact on the future of this production.”

Already, in 1990, SKLO UNION began to dis-
integrate into a number of private companies, which
gradually ceased to produce pressed glass commer-
cially. Production stopped in Rosice near Brno (1996),
Hefmanova Hut (2002) and Libochovice (2006), a new
program - regarding only bottle and packaging glass
- was given to Rudolfova hut in Dubi u Teplic (1996).
However, at first, it did not seem like a decline. In
Rosice, the new owner, Crystalex from Novy Bor, had
a modern production line installed in 1995 and also
invested in patterning by approaching Milo$ Jankd,
Jiti Brabec, Vladislav Urban and Eva Svestkova.”s In
Hefmanova Hut, the company SHH, a branch of the
German company Sahm, in addition to the inter-war
collections (BAROLAC and other Schroter’s designs,
including the LORD collection) included, at the end
of the 1990s, into the collection called BOHEMIA LINE
new products designed by Jan Mares and Ota Macek,
Lada Semeckd, Pavel Kopfiva and Karolina Kopfivova.”’
When the production in Hefmanova Hut stopped, sev-
eral moulds went to Libochovice, also owned by the
Sahm concern. Some moulds from Rosice were also
used in the factory, and new patterns were created
(designer Rony Plesl, 2003).78

The production of interwar crystalware, artis-
tic crystalware and designs by Vaclav Hanus continued
by the joint-stock company Ornela, which in 1992 ac-
quired the premises of the former Jablonecké sklarny
in Desna. Since the beginning of 2000, the compa-
ny even started signing its products with the DESNA
brand, and since the end of the 1990s, it tried to coop-
erate with external designers (Rony Plesl, IRDS, llona
Starikova, etc.). However, after eight years, this pro-
duction stopped. In 2009, a new company - Preciosa
Ornela, was established. So far, it has been focusing on
this kind of assortment to a limited extent. For exam-
ple, in 2017, a limited collection called DESIGN DESNA
was created, consisting of successful designs by Va-
clav Platek and Vaclav Hanus. Between 2019 and 2020,
the company also implemented new designs, such as
the vase by Josef Kruml. The companies Frantisek Hala-
ma in Zelezny Brod, TOM in Béla pod Bezdézem, JaS
Schubert in Jablonec nad Nisou and Glass Pesnicak in
Joseflv DUl deal exclusively with the production of in-
terwar art crystalware or products from the 1940s.

The situation in the area of pressed lead crys-
tal glass and similar lead-free melts, which are a reac-
tion to the strict environmental policy in the Europe-
an Union and the USA, is significantly more diverse in
terms of patterning a new assortment. Between 1993
and 2007, the joint-stock company Jihlavské sklarny
Bohemia (formally a trading company) dealt with this
kind of production. For example, Milos Jankd made
some designs for this company. The automatically
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pressed lead glass was produced in large quantities
by the glassworks in Poltar owned by Slovglass, which
went bankrupt in 2008. However, production still con-
tinues by the joint-stock company Crystal BOHEMIA in
Podébrady (until 2008 part of Crystalex), where Josef
Sev¢ik (internally), Pavel Nedvera and Lenka Husarko-
va (externally) design the automatically shaped lead
glass. Lead-free glass joint-stock company Crystal
BOHEMIA automatically processed in Svétla nad Saza-
vou glassworks (until 2009, the plant was a part of
Crystalex, then, until 2020, it was operated by the
joint-stock company Crystalite Bohemia). The designer
Martin Fait (today he runs his own business - company
FMF Bohemia) played a significant role in the portfolio
of this glassworks.

Once a showcase of Czechoslovak glassmaking, de-
monstrating - despite all the difficulties - the necessi-
ty of cooperation between manufacturing companies
and traders with professional designers, is today bro-
ken into thousands of pieces. However, hollow pressed
glass and crystalware from 1948-1989 gradually be-

came a widespread collectable phenomenon, especially
in Western and Central Europe. Its high and unique ar-
tistic value is very attractive. The efforts of contempo-
rary Czechoslovak theorists and designers are getting
the satisfaction that the ordinary commercial market,
for various reasons, granted them only exceptionally.

As the British researcher and populariser, Mark
Hill aptly wrote: “Postwar pressed glass in Czechoslova-
kia holds a special place within glass design. Not only
did it move away from historic, traditional forms and
patterns, such as those imitating cut glass, but it also
allowed for new links between designers and industry.
Pressed glass was no longer a cheap replacement for
cut or hand blown glass, and became a decorative art
form of its own.””® And where did the peculiar shape
come from? Dusan Sindelaf unambiguously attributes
it to designers. Each of them “brought a distinctive
note in Czech pressed glass, asserting itself both in
the concept of shape and decor, in terms of plasticity,
structural richness, and the optics of reliefs. However,
it is precisely in these individual positions, and every
work so invaluable, that a common Czech-specific po-
sition can be clearly felt. (...) that could be summa-
rized in the notion of feeling for moderation.”®°

1Generally, to Czechoslovak glass 1948-1989 see: LANGHAMER, Antonin. Legenda o ceském skle, Zlin: Tigris, 1999. ISBN 80-86062-02-3;
JACKSON, Lesley. 20 Century Glass, London: Rizzoli International Publications, 2000, ISBN 1-85732-267-3; RICKE, Helmut a kol. Czech
Glass 1945-1980. Design in Age of Adversity. Stuttgart: Arnoldsche, 2005. ISBN 978-3-89790-217-6; WASMUTH, Verena. Tschechisches
Glas. Kunstlerische Gestaltung im Sozialismus, K8In-Weimar-Wien: Béhlau, 2016. ISBN 978-3-412-50170-9; NOVY, Petr, HLAVES,

Milan, ILLO, Patrik. Dva v jednom. Design ceského a slovenského skla 1918-2018, Jablonec nad Nisou: Muzeum skla a bizuterie, 2018.



ISBN 978-80-86397-31-3; HLAVES, Milan. Ceskoslovenské sklo na stil i do vitriny. In: KRAMEREOVA, Daniela (ed.). Retromuseum

Cheb - Zivotni styl a design v CSSR, Cheb: GAVU, 2016, pp. 157-172. ISBN 978-80-87395-23-3; NOVY, Petr. Vzlety a pady sklaiského

a bizuterniho prdmyslu v obdobi socialismu. Skldi a keramik. 2013, 93(7-8), 163-167. ISSN 0037-637X.

2KNOBLOCH, Iva, VONDRACEK, Radim (eds.). Design v ¢eskych zemich 1900-2000. Instituce moderniho designu. Praha: Academia, 2016,
p. 359. ISBN 978-80-200-2612-5.

3HANUS, Vaclav. Ceské lisované sklo. In: Ceské lisované skio. Ill. celostdtni sympdzium primyslového ndvrhu. Gottwaldov: Oblastni
galerie vytvarného uméni, 1972, p. 18.

“*Karel Peroutka joined the Inwald company before the First World War. Closer to his person see: NOVY, Petr. LORD - Rudolf Schréter

a lisované sklo firmy Inwald. Skldr a keramik. 2017, 66(5-6), 106. ISSN 0037-637X; PEROUTKA, Karel. Ceské lisované.

In: Ceské lisované sklo. Ill. celostdtni sympdézium primyslového ndvrhu, pp. 45-47.

SLANGHAMER, Antonin. Profesofi Stipl a Kaplicky na Viysoké $kole uméleckopriimyslové v Praze. Skidr a keramik. 2004, 54(11), 319-324.
ISSN 0037-637X; MATURA, Adolf, Ceské lisované sklo. In: Ceské lisované sklo. Ill. celostdtni sympdzium pramyslového ndvrhu, pp. 39-42.

SLANGHAMER, Antonin. Profesofi Stipl a Kaplicky, 323.

HETTES, Karel. Nové moznosti lisovaného skla. Tvar. 1953, 5(8), 200.

8WASMUTH, Verena, p. 65. About the influence of Czech theorists on the modern form of Czech pressed glass see: HEGEROVA, Klara.
Ceské lisované sklo pro roce 1945. Praha: 2012. Diploma thesis. Vysoka $kola uméleckopriimyslova. Katedra d&jin uméni a estetiky.

SPEROUTKA, Karel. Lisované sklo. Tvar. 1953, 5(3), 75.

9PEROUTKA, Karel. Lisované sklo, 77.

"INOVY, Petr. LORD, 106-107.

12ADLEROVA, Alena. Frantisek Pe¢eny. Teplice: SKLO UNION K. P. OBAS, 1983.

3Das Pressglas aus der Glashiitte Hefmanova Hut. Glasrevue. 1976, 31(8), 18.

T"LANGHAMER, Antonin. Glyptik, sklaf a sochat Jozef Soukup. SkidF a keramik. 2014, 64(3-4), 97. ISSN 0037-637X.

SMAREK, Frantigek. Franti¢ek Zemek. Tvar. 1955, 7(3), 85.

T8HETTES, Karel. Sklafské dilo Frantiska Zemka. Tvar. 1960, 11(7), 204.

7L ANGHAMER, Antonin, ADLEROVA, Alena. Jitka Forejtova 1984-1986, Jablonec nad Nisou: Muzeum skla a bizuterie, 1996.

8HAVEL, Robert. Perspectives of Bohemian Pressed Lead Crystal. Czechoslovak Glass Review. 1964, 19(11), 382-383.

T9VAMBERECKA, Jarmila. Gepresstes Bleikristall. Glasrevue. 1976, 31(10), 18-23; PTACEK, Ivan. New style in pressed lead crystal.
Czechoslovak Glass Review. 1957, 12(2), not paged.

2ONew Jablonec Flagons. Czechoslovak Glass Review. 1953, 8, 18-19.

2INOVY, Petr, HAVLICKOVA, Dagmar. Umeéni vSedniho dne, Jablonec nad Nisou: Muzeum skla a bizuterie, 2007. However, it was not only
the products of Schlevogt but also other interwar refineries and trading companies from Jablonec and Zelezny Brod region dedicated
to this range.

22pRYL, Karel. Ceské sklo a sklaisky pramysl. Tvar. 1954, 6(5), 131-132.

23SEVERA, Zdenék. Tri vystavy soudobého skla. Tvar. 1955, 7(10), 305, 309.

2%VODICKA, Zdenék. Why just czechoslovak pressed glass? Czechoslovak Glass Review. 1955, 10 (11), 25-30.

25NOVY, Petr. Lisované sklo a krystalerie v Jizerskych hordch. Desna: Ornela, a. s., 2002, p. 67. ISBN 80-86397-01-7.

ZBHANUS, Vaclav, pp. 18-19. Schroter retired in 1958, but even then he took part in Rudolfova hut as consultant, see: NOVY, Petr,
LORD, 107.

2THANUS, Vaclav, p. 19.

69



70

ZNOVY, Petr. Lisované sklo, p. 72.

29LANGHAMER, Antonin. Vzpominka na sklafského vytvarnika Adolfa Maturu. Skid# a keramik. 2011, 61(5-6), 144-145. ISSN 0037-637X.

30ADLEROVA, Alena. Soucasné lisované sklo. Tvar. 1962, 13(10), 272.

3TMATURA, Adolf. Ceské lisované sklo. In: Ceské lisované sklo. ll. celostdtni sympdzium pramyslového ndvrhu, p. 41.

32MATURA, Adolf. Ceské lisované sklo. In: Ceské lisované sklo. lll. celostdtni sympdzium pramyslového ndvrhu, p. 41.

33NOVY, Petr. Lisované sklo, p. 71

34NOVY, Petr. Lisované sklo, pp. 72-73: ‘At the XI. Triennale of Applied Art in Milan in 1957, where Czechoslovakia presented only
glass products - this was the first foreign presentation of our glassmaking since the communist coup - attention was paid to
utility pressed glass from Rudolfova hut. It was made according to the design by Vdclav Hanus$ (bowl, jar with lid). However,

a representative collection of pressed glass was missing. According to the magazine Tvar, in the studio of prof. Karel Stipl, several
models were produced at the Academy of Arts, Architecture and Design in Prague, but due to the complexity of mould production,
the implementation was postponed. At the following prestigious exhibitions of the 50s, pressed glass formed a significant part of the
glass collections. In 1958, pressed glass and crystalware from the national companies OBAS Teplice (Milos Filip, Frantisek Peceny) and
Jablonecké skidrny Dolni Polubny (Vdclav Platek — honourable mention) attracted visitors to the Czechoslovak exposition at the EXPO
World Exhibition in Brussels. There was a show of Czechoslovak glass held in Moscow in 1959. It presented internationally successful
models of Czechoslovak glass since 1957. The pressed glass represented the designs of Jozef Soukup, Frantisek Peceny (Hefmanova
Hut), Milo$ Filip (Rudolfova hut), Vdaclav Hanus (Rosice) and Jiti ZouZela. Timeless ashtrays by Vdclav Pldtek (Jablonecké skidrny) were
also on display. His ashtrays and smoking sets also formed part of the collection for the XII. Triennale in Milan, which took place in
1960. “ For closer look at presentations of Czechoslovak glass cf. HLAVES, Milan. Od XII. Triennale po EXPO v Montrealu - design skla
na zahrani¢nich vystavach 60. let. Skldar a keramik. 2016, 66 (3-4), 55-59. ISSN 0037-637X.

35MATURA, Adolf. Tti roky prace Vytvarného strediska primyslu skla. Tvar. 1956, 8(5), 149.

38ADLEROVA, Alena. Rudolf Jurnikl, Teplice: SKLO UNION k. p. OBAS, w. d.

370 lisovaném skle na vystavach 60. let blize: HLAVES, Milan. Vystavy Bilance a dal$i prezentace designu skla 60. let 20. stoleti.

Sklar a keramik. 2017, 67(5-6), 105-108. ISSN 0037-637X.

38HETTES, Karel. 1945-1965. Uvahy o vyvoji nageho uZitého uméni a primyslového vytvarnictvi. Tvar. 1966, 17(7), 204.

39Milan HLAVES, Od XII. Triennale, 55-59.

40 ANGHAMER, Antonin. Sklo Pavla Wernera. SkiGF a keramik. 2002, 52(7-8), 177.ISSN 0037-637X.

#lIt is a specific type of continuous melting unit enabling frequent changes in glass colours.

42KIRSCH, Roland a kol. Historie sklarské vyroby v Ceskych zemi 1l/1. Praha: Academia, 2003, p. 402. ISBN 80-200-1069-6; GRISA, Miroslav.
100 let sklarny Rudolfova hut v Dubi u Teplic. Skldar a keramik. 2006, 56(12), 333. ISSN 0037-637X.

“3Introduction of heating of glass furnaces with natural gas, installation of bath furnaces, new automatic machines, semi-automatic
machines and production lines, cf. e.g., OBAS Teplice (Rudolfova hut - 1964, forming machines, electrically heated bath unit;
Hefmanova Hut - after 1960, a machine for the production of small packaging glass, line for the production of castings; Rosice - 1966,
gas-electric trough for the production of coloured glass).

44STEHLIK, Frantiek. K problematice soucasného lisovaného skla. In: Ars vitraria 1. Jablonec nad Nisou: Muzeum skla a bizuterie, 1966,
p. 108.

45Sklo Union. Z ohné a potu. Teplice, 1974.

46STEHLIK, Frantidek, p. 99.

4’NOVY, Petr. Lisované sklo, p. 77.



“8HOLUBOVA, Miloslava. Dnegek VSUP v zrcadle jubilejni vystavy. Tvar. 1961, 12(4-5), 123-159; LANGHAMER, Antonin. Vzpominka
na docenta Vaclava Platka. Sklar a keramik. 2012, 62(3-4), 99-100. ISSN 0037-637X.

4NOVY, Petr, HAVLICKOVA, Dagmar, not paged.

50NOVY, Petr, HLAVES, Milan, ILLO, Patrik, p. 148; NEWHALL, Marcus. Sklo Union. Art Before Industry: 20th Century Czech Pressed Glass.
Braintree: Hope Fountain Books, 2008, p. 15. ISBN 978-0-9560623-0-7.

STOLIVA, Ladislav. Sklo Ladislava Olivy. Zelezny Brod, 2019, p. 21 and next.

52NOVY, Petr. Lisované sklo, pp. 76-77.

53ADLEROVA, Alena. Uvodni text. In: ADLEROVA, Alena, SINDELAR, Dusan. Ceské lisované sklo. Katalog. Gottwaldov:

Oblastni galerie vytvarného uméni, 1972, p. 6.

S4SINDELAR, Dugan. Hodnoty ¢eského lisovaného skla sou¢asnosti. In: ADLEROVA, Alena, SINDELAR, Dusan, p. 12.

S5BALLING, Zden&k. Ceské lisované sklo. In: Ceské lisované sklo. lil. celostdtni sympézium primyslového ndvrhu, p. 14.

56ZEJMON, Jifi. Postaveni ¢s. lisovaného skla na zahrani¢nich trzich. In: Ceské lisované skio. Ill. celostdtni sympézium primyslového
ndvrhu, p. 48.

5"To introduce this technology, and the dispute over its authorship, closer OPELA, Jan. Pavel Pdnek a ceské lisované sklo. Praha, 2013.
Diploma thesis. Univerzita Karlova v Praze. Filozoficka fakulta. Ustav pro d&jiny uméni, pp. 26-33.

8ZEJMON, Jifi. Neue Technologie, Neues Nutzglas. Glasrevue. 1970, 25(11), 315-316; NEWHALL, Marcus. pp. 43-44.

59LANGHAMER, Antonin. Legenda o ceském skle, Zlin: Tigris, 1999, p. 189.

8ONOVY, Petr. Lisované sklo, pp. 76-77. CID followed up on the competition for the Excellent Product, first announced in 1964.

STLANGHAMER, Antonin. Legenda, p. 189.

52ADLEROVA, Alena. Jiff Brabec, Teplice: SKLO UNION k. p. OBAS, w. d.

63ADLEROVA, Alena. Adolf Matura. Teplice: SKLO UNION k. p. OBAS, 1979; ADLEROVA, Alena. Rudolf Jurnikl; HLAVES, Milan.

Za designérem Rudolfem Jurniklem. Skiar a keramik. 2010, 60(5-6), 144-145. ISSN 0037-637X.; LANGHAMER, Antonin.
Vzpominka na sklarského vytvarnika Adolfa Maturu, 144-145.

S4HETTES, Karel. Tapio Wirkkala v Praze. Tvar. 1968, 20(1), 4-5. For example, Matur's PRAGUE collection was significantly influenced by
the appearance of BAROKKI collection which was designed by Erkkitapio Siironen (1967-1969) for the Finnish glassworks Riihimaen
Lasi Oy. Further on the topic HEGEROVA, Klara, Ceské lisované sklo po roce 1945; OPELA, Jan. Pavel Pdnek a ceské lisované sklo
sedesdtych a sedmdesdtych let 20. stoleti.

655MRCEK, Antonin. Pavel Panek a ¢eské lisované sklo. SkiGr a keramik. 2005, 55(11-12), 304-305. ISSN 0037-637X.

66ADLEROVA, Alena. Pavel Panek. Teplice: SKLO UNION k. p. OBAS, 1982; Jan OPELA, Pavel Pdnek a ceské lisované sklo.

SADLEROVA, Alena. Vdclav Zajic, Teplice: SKLO UNION k. p. OBAS, w. d.

88Written communication of Ing. Vladimir Medek from 21 April 2020. Between 1973 and 1987, Medek worked as the sales manager
of the Libochovice glassworks.

89ADLEROVA, Alena. Vratislav Sotola, Teplice: SKLO UNION k. p. OBAS, 1981.

"ONQVY, Petr. Lisované sklo, pp. 82-85.

7THLODAK, Pavol, KRIZANI, Julius. Krdsa slovenského skla. Kalinovo: Kermat, 2015, pp. 118-119, 143-156. ISBN 978-80-971599-2-4;
ZILAK, Jan. HLODAK, Pavol. Zrod a vyvoj slovenského skla. Skidrne stredného Slovenska, Kalinovo: Kermat, w. d., pp. 206-210. ISBN
978-80-971049-0-0; KALABISOVA, Zdenka. Glashutten Stredoslovenské sklarne gestern und heute. Glasrevue. 1988, 43(10), 2-15.

7250TOLA, Vratislav. Kinstlerische Entwicklung im Konzernunternehmen Sklo Union OBAS, Teplice. Glasrevue. 1983, 38(11), 10.

73NOVY, Petr, HAVLICKOVA, Dagmar; NEWHALL, Marcus, p. 44; Frihling bei Bohemia Podé&brady. Glasrevue. 1984, 39(5), 2-8.

71



72

7*KNOBLOCH, Iva, VONDRACEK, Radim, p. 383.

’>Closer to the situation of Czech glassmaking after 1989 see: NOVY, Petr, HLAVES, Milan, ILLO, Patrik, pp. 235-246; NEWHALL, Marcus,
pp. 14-27.

76pPOKORNY, Petr. Pressed Glass Rosice u Brna. New Glass Review. 1995, 50(2), 9-12.

"INOVY, Petr. Lisované sklo, p. 88.

78NEWHALL, Marcus. p. 21. In 2014, Bohemia Machine from Svétla nad Sazavou (Bomma brand) launched one of Plesl’s designs
for Libochovice under the original name BUBBLES but made of pressed lead glass.

"®The same text printed in: HILL, Mark. Hi Skio Lo Sklo. Post War Czech Glass Design. From Masterpieces to Mass-Produced. London:
Mark Hill Publishing, 2008, p. 71. ISBN 978-0-9552865-3-7; HILL, Mark. Sklo = Czech Glass Design from the 1950s-70s, London:
Mark Hill Publishing, 2017, p. 101. ISBN 978-0-9929689-2-2.

80SINDELAR, Dusan. Hodnoty ¢eského lisovaného skla souc¢asnosti. In: ADLEROVA, Alena, SINDELAR, Dusan. Ceské lisované sklo, p. 13.



1948-1960



74

1T Design Frantisek Peceny, 1948, Hefmanova Hut,
No. 19612 (GR 1978)



1T Design Frantisek Zemek, 1954, prototyp / prototype,
Skldrny Inwald (Tvar 1955)

~ Design Frantisek Zemek, 1954, brouseny prototyp
lisované détské soupravy / cut prototype of pressed set
for children (Tvar 1955)

<« Design Frantisek Zemek, 1954, prototyp / prototype,
Skldrny Moravia, Rosice (Tvar 1955)
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1T Design Frantisek Zemek, 1955,
Heimanova Hut (Tvar 1960)

{ Design Ludvika Smrckovd, 1955, brouseny prototyp
pro olovolis / cut prototype for pressed lead glass
(Tvar 1955)




{ Nemsovd, pred / before 1958,

No. 5095, (GR 1958)
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1 Design Karel Koridk, 1957, Jablonecké skldrny,
Dolni Polubny (GR 1957)

<« Design Karel Koridk, 1957, Jablonecké skldrny,
Dolni Polubny (GR 1957)




- Design Jan Schmid.
Libochovice, 1960,
No. 3223 (GR 1976)

« Design Vdclav Hanus, 1960, Rudolfova hut,
Dubi u Teplic, No. 13096 (Domov 1964)
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< NemS3ovd, pred/ before 1960,
No. 5108 (GR 1961)






1T Design Rudolf Jurnikl, 1964, ? Design Jiri Repdsek, 1964,
Rudolfova hut, Dubi u Teplic, Skldrny Bohemia, Podébrady,
No. 13237, 13236 (GR 1968) No. 80098 (GR 1970)
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« Design Jiri Repdsek, 1966,

Skldrny Bohemia, Podebrady,
No. 2120/80125 (GR 1970)

- Design Jifi Repdsek, 1965,

Skldrny Bohemia, Podébrady,
V3151/80117 (GR 1970)
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1 Design Jiri Repdsek, 1967, Skldrny Bohemia,
Podebrady, No. 80146 (GR 1970)



? Design Jiri Repdsek, 1969,
Skldrny Bohemia, Podébrady,
No. 80210 (GR 1970)

- Design Vladislav Urban, 1967,
Rosice, No. 3386 (GR 1970)
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1 Design Jiri Zejmon, 1967,
Libochovice, No. 3338
(GR 1970)

{ Design Vladislav Urban, 1969,
Libochovice, No. 13253, 13267
(GR 1971)
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« Design Frantisek
Vizner, 1966, Libochovice,
No. 3390, 3392 (GR 1971)

{ Design Frantisek Peceny, 1968, Hefrmanova Hut,
1968, No. 20177, 20161, 20160, 20179,
CID 1971 (GR 1972)
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1T Design Frantisek Peceny, 1971,
Hermanova Hut, No. 3464 (GR 1972)

1T Design Pavel Pdnek, 1970,
Libochovice, No. 3429 (GR 1972)
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1972, Libochovice, No.
3447 (GR 1972)
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1 Design Adolf Matura, 1970, Libochovice,
No. 3428, CID 1971 (GR 1972)

< BOUTIQUE, design Pavel Panek, 1972,
Rudolfova hut, Dubi u Teplic, No. 13302-4, 13307-9,
13312, Vynikajici vyrobek / Excellent Product 1972,
Zlatd medaile / Gold Medal JABLONEC 73,
Gute-Industrie Form, Hannover 1974 (GR 1973)



< Design

Pavel Pdnek, 1971,
Hermanova Hut,

No. 20218, CID 1971
(GR 1973)
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1 Design Jiri Brabec, 1972,
Rudolfova hut, No. 13318,
Nejlepsi vyrobek oboru /

The Best Product in the Field
1974 (GR 1975)

< Design Jiri Brabec, 1970,
Rosice, No. 5149 (GR 1974)
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« Design Jiri Repdsek, 1974-1975,
Skldrny Bohemia, Podébrady,

No. 92/809/051, 92/858/026

(GR 1976)

\ Design Pavel Pdnek, 1974,
Libochovice, No. 3480, 3481,
3497, S3498, Vynikajici vyrobek /
Excellent Product 1974 (GR 1975)
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« Design Vratislav Sotola, 1972,
Hermanova Hut, No. 2026
(Domov 1983)
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SITUTE L

1 Design Jifi Repdsek, pred / before 1976,
Skldrny Bohemia, Podébrady,
No. 92/70061, 92/80138 (GR 1976)

2 Design Dagmar Kudrovd, 1978,
Skldrny Bohemia, Podébrady (GR 1978)

- Design Jiri Repdsek, pred / before 1976,
Sklarny Bohemia, Podébrady, No. 92/60502
(GR 1976)
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1 Design Adolf Matura, 1976, Libochovice, No. 3444-3446,
Zlata medaile / Gold Medal JABLONEC 1976 (GR 1980)
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1 Design Jiri Brabec, 1976, Rosice, No. 5169, Vynikajici vyrobek /
Excellent Product 1976, 1979, Zlatda medaile / Gold Medal
JABLONEC 79 (GR 1980)

- Design Pavel Pdnek, 1988, Rudolfova hut, Dubi u Teplic, No. 13582,
Vynikajici vyrobek / Excellent Product 1988 (GR 1989)




* KASKADA / CASCADE, Design Jifi Repdsek, 1987, Skldrny
Bohemia, Podébrady, No. 92/813/398 (GR 1989)

K Design Juraj Steinhiibel, Poltdr, pred / before 1988, No. 171/88
(GR 1988)

< Design Jiri Brabec, 1978, Rosice, No. 5201 (GR 1980)
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-- Design Jiri Suhdjek, Crystalex, 1986, Novy Bor.
No. 50009/56185, Vynikajici vyrobek / Excellent
Product 1987, 1989, Gute Form 1987,

Frankfurt am Main (GR 1990)

1 Design Miloslav Kubinec, 1988, Hermanova Hut, No. 20442, 20444,
Vynikajici vyrobek / Excellent Product 1988 (GR 1989)
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1 Design Vratislav Sotola, 1978, 1 Design Jiri Suhdjek, Crystalex, 1986, Novy Bor, No. 50009/56174, Vynikajici vyrobek /
Rosice, No. 5192, (Domov 1983) Excellent Product 1987, 1989, Gute Form 1987, Frankfurt am Main (GR 1990)
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< Design Jiri Brabec, 1978,
Rosice, No. 5207 (GR 1980)
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Design
ceskoslovenského
lisovaneho skla

v letech 1945-1989.
Estetické souvislosti

Jaroslav Polanecky

1945-1989
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Piedehra

Ceskoslovenskému lisovanému sklu z let 1945-1989
je minimalné od pocatku 21. stoleti dopravana stale
vétsi pozornost nejen historikd a kurator( skla. Stalo
se zajimavym tématem pro teoretiky a historiky prd-
myslového designu a uzitého uméni, inspiraci pro sou-
¢asné designéry a v neposledni fadé stale vyhledava-
néjsim sbératelskym artiklem. Tento zvySeny zajem je
do znacné miry zplsoben skutecnosti, ze vyvoj sklar-
ského designu v obdobi socialismu zasluhuje nejen po-
drobnéjsi zmapovani, ale pfedevsim zhodnoceni, které
nam historicky odstup dnes umoZznuje. Jista fascinace
lisovanym sklem vyrab&nym sériové v dekadach plano-
vané ekonomiky a zaroven v prostfedi deformovaném
politickymi zasahy do vSech sfér zivota vSak neni jen
splacenim dluhu, ktery odbornda komunita stale vni-
ma jako aktudlni. Stejné tak pravdépodobné nejde
z pohledu zasvécenych milovnikd designu a sbérateld
o pouhou nostalgii vyvolanou médni vinou s vseobji-
sovaného skla byl pfinejmensim v obdobi od 50. do 70.
let v Ceskoslovensku fenoménem ptinasejicim pozoru-
hodné estetické podnéty charakterizujici dobu vzniku
a zaroven zasobarnou nadcasovych vizualnich forem,
pficemz obé linie Ize povazovat za reprezentativni rov-
néz v mezinarodnim kontextu.

Vyvoj uzitého uméni a designu je prostorem,
kde se permanentné setkavaji technické a technolo-
gické inovace, které se objevuji od pocatkd femesiné

a tim spiSe prdmyslové vyroby, s dobovymi esteticky-
mi tendencemi. Vzajemny vliv téchto sfér je provazen
Cetnymi paradoxy. Progresivni technologie umoznujici
produkci nadcasové tvarovanych vyrobk( jiz v pocat-
cich industrializace v 18. a 19. stoleti byly vétsSinou
poplatné dobovym estetickym kanondm vyzadujicim
eklektickou stylizaci hledajici oporu ve slozich minulos-
ti nebo napodobu femeslnych vyrobkd. Jen vyjimecné
v té dobé dochazelo ke spojeni nové technologie s de-
signem presahujicim ramec klasicismu, resp. navraty
ke gotice, renesanci a baroku.

Vynalezy sklafskych technologl nejednou pod-
pofily vznik nové estetiky zpracovani skla, jako tomu
bylo napfiklad v pfipadé vynalezu olovnatého skla, jez
umoznilo novy pfistup k rafinacnim technikam, zejmé-
na k brouseni skla. Jedine¢né materialni a optické vlast-
nosti olovnatého skla byly zdrojem inspirace pro navr-
hovani novych typ0 brusd, které se staly evergreenem
prezivajicim Uspésné az do soucasnosti. O brouseném
skle nehovofime nahodou, nebot pravé ono bylo jed-
nou z primarnich inspiraci pro navrhy skla lisovaného,
které se v prvni poloviné 19. stoleti objevilo jako novy
industrialni obor s mimorddnym potencidlem. Rozpo-
znat jej se v3ak podafilo az mnohem pozdéji a cesta
k modernimu tvaroslovi lisovaného skla byla dlouha
a spletita.

Katalogy lisovaného skla 19. stoleti, bez ohle-
du na zemi vyroby, nabizeji predevsim vice ¢i méné vy-
darené imitace skla brouseného. Z pohledu marketin-
govych strategii je to zcela pochopitelné, nebot jednim



z poznavacich znakd sériové vyroby, bez ohledu na to,
jde-li o strojovou produkci nebo o vyrobu s vysokym
podilem rucni prace, je od jejich poc¢atkd snaha vyplnit
mezery na stale se zvétsujicim trhu ekonomicky vstfic-
nymi derivaty luxusnich ru¢né vyrabénych produktd.
Rlst odbytu byl dan nejen zvySovanim populace, ale
rovnéz postupnym zlepSovanim ekonomickeé situace
ve vyspélych zemich vedouci k vy$Si poptavce po Siro-
kém sortimentu uzitného zbozi a v neposledni fadé
po reprezentativnich pfedmétech. Pokrocilé techno-
logie ve spojeni se vznikem novodobého marketingu
dovedly tuto praxi témér k dokonalosti, pficemz od 19.
stoleti je stale patrnéjsi pfevis nabidky nad poptavkou,
pfinejmensim v zemich s fungujici trzni ekonomikou.

Jednou z nejnosnéjsich komer¢nich linii desig-
nu nejen skla je uz po staleti pragmatickd tendence
zasobovat co nejsirsi spektrum zdkaznik( cenové do-
stupnym zbozZim disponujicim uspokojivou funkénosti
a zaroven nabizet rlznorodé objekty libovolného urce-
ni pfipominajici svym vzhledem Zivotni styl ekonomic-
ky Uspésnych vrstev populace nebo evokujici osvédce-
né formy minulosti. Tato tendence v5ak nebyla pouze
docasnym Ukazem poplatnym dobé bouflivého rozvoje
masové vyroby a konzumnich mechanizmud. Vzdyt po-
ptavka po lisovaném skle, imitujicim vice ¢i méné véro-
hodné sklo ru¢né brousené, se stala jakymsi zaklina-
dlem pronasledujicim vyrobce a marketingové experty
dodnes.

Z tohoto pohledu nelze vnimat ¢innost vyrob-
cl a designérd minulosti jako selhani. Dnesni optikou

pouceného teoretika a historika si lze jisté snadno
predstavit osviceného navrhare, ktery doda vyrobkim
z lisovaného skla moderni tvaroslovi a programové se
vymezi k dobovému opojeni historizmem a zalibé v ne-
invencni napodobé femeslnych technik. Tento pohled
je vsak do znacné miry zkresleny a zaroven svym zp0-
sobem unfair. O prosazovani novatorského tvaroslovi
lisovaného skla se pracné pokouseli navrhafi po celé
20. stoleti a jde ve skute¢nosti o nekonecny boj.

Jiz v druhé poloviné 19. stoleti se progresiv-
né uvazujici osobnosti nasly. MGZzeme jmenovat na-
pfiklad skotského designéra Christophera Dressera
(1834-1904), ktery fadou svych navrh skla predbéhl
a zaroven ovlivnil pfinejmensim secesi a kazdopadné
modernu 20. stoleti. Tento vSestranny vizionarf se sice
nevénoval navrhovani lisovaného skla, ale jednou z li-
nii své designérské cinnosti oteviel cestu k novému
uvazovani o tvaroslovi ru¢né a prlimyslové vyrabéného
skla oprosténého od historizujicich reminiscenci.’

Majoritni produkce lisovaného skla se od zave-
deni jeho vyroby nicméné pohybovala v nekonecnych
obménach tvaroslovi minulosti, byt v leckdy prekva-
pivych technickych provedenich. Jistym osvézenim se
na prelomu 19. s a 20. stoleti staly do té doby technicky
bezprecedentni vyrobky souvisejici s rozvojem zelezni-
ce, Skolstvi, moderni armady a novodobé byrokracie,
s elektrifikaci a plynofikaci mést, jakymi byly napftiklad
zarovky a stinidla lamp, masové vyrabéné inkoustove
kalamare a dalsi civiliza¢ni vydobytky. | tyto vyrobky se
vSak utapély v fecisti napodoby a Ipéni na vizualnich
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formach minulosti, v€etné bizarniho tvaroslovi a pre-
bujelych dekort. Jistou vyjimku predstavuji ty nejlev-
néjsi masové produkty z lisovaného skla pro bézné vy-
uziti napf. ve Skolach, na civilnich a vojenskych ufadech,
vrestauracich apod. Pravé tyto levné a Ucelné navrzené
pfedméty plsobi z dneSniho pohledu vesmés prekva-
pivé moderné a tato sféra designérského plsobeni se
nastésti ukazala byt Zivotaschopnou.

Znacné oziveni pfinesla na pocatku 20. stole-
ti secese a nasledné art deco ve 20. letech. Prestoze
oba styly jsou charakteristické svym bujnym tvaroslo-
vim a zalibou v dekoru, objevuje se zde programova
stylova linie moderniho designu Cerpajiciho z tehdy
aktualnich vytvarnych trendd (kubismus, expresionis-
mus) a inspirujici se v mimoevropskych kulturach (ze-
jména v kultufe japonské). Inspirace secesi a art deco
se dodnes periodicky vraci at jiz pfiznané nebo v rafi-
nované interpretaci. Vedle toho se od 20. let 20. stoleti
ve sklafstvi stale vice prosazoval funkcionalismus a or-
ganicky design, ke kterym se fada designérd dodnes
hlasi. Vsechny tyto trendy jsou v navrhovani Ceskoslo-
venského lisovaného skla v letech 1948-1989 dobfe
vysledovatelné.

Vyzvy

Pfed navrhafi lisovaného skla se ve 20. stoleti otevre-
ly skvélé a dodnes trvajici vyzvy proménit tuto zdan-
livé neatraktivni technologii ve stylotvorného nositele

specifické estetiky, jejiz ambici neni jen imitace jinych
materiald a styld minulosti, ale svébytny vyraz zalozeny
pravé na technologickych moznostech lisovaného skla.

Opticky mulze lisované sklo imitujici brus
na prvni nepouceny pohled zdanlivé jen stézi konkuro-
vat sklu ru¢né foukanému a ru¢né brousenému. Poku-
sy vzhledové priblizit lisované sklo brousenému nebo
rytému sklu jakéhokoliv chemického slozeni se zprvu
zdaly byt predurceny k vizudlni prohte, na kterou vsak
nemald ¢ast potencialnich zakaznikd ochotné pfistou-
pila. CoZ je dalSim paradoxem, byt pochopitelnym. Nic-
méné rezistence vyrobcl zasobujicich trh imitaci brou-
Seného skla pretrvala s pozoruhodnou Zivotaschop-
nosti i ve 2. poloviné 20. stoleti, kdy se technologim
velice Uspésné dafilo pfiblizit lisované sklo ru¢né brou-
Senym pfedloham jak po strance optickych kvalit skla
samého, tak po strance vizualni napodoby femeslnych
technik. Svym zpldsobem tak vyspéla technologie pfi-
blizujici k dokonalosti lisované imitace ve srovnani s fe-
meslInymi origindly podrazela nohy elitnim designérdim,
ktefi se naopak od této praxe distancovali a usilovali
o svébytné originaini navrhy vyuzivajici jedine¢ny cha-
rakter lisovaného skla. Zarover se vyskytly kritické hla-
sy poukazujici na to, ze napf. lisované olovnaté sklo
degraduje exkluzivni postavéni brouseného olovnaté-
ho kristalu.2

Nejde pouze o lisované sklo. S analogickymi
procesy se setkavame u dalSich segmentd sklarské vyro-
by a samozfejmé i mimo oblast sklarstvi. V této souvis-
losti Ize napfiklad zminit vyrobu plastd, kde se s imitaci



brouseného skla od 2. poloviny 20. stoleti setkavame
rovnéz. To by mohlo pdsobit az tsmévng, kdybychom
si neuvédomovali devastujici ddsledky na hmotnou
kulturu, kterymi tyto neestetické paskvily degradovaly
noblesu brouseného skla mnohem hufe nezli poctivé
vyrobené lisované sklo. Pfitom nejde o plasty samotné.
V druhé poloviné 20. stoleti vznikl bezpocet skvélych
modernich designl plastovych vyrobk( konkurujicich
nejen vdomacnostech sklu a dalsim materialdm. Jejich
designéfi a producenti pfitom s pochopenim novych
moznosti vychazeli z technického a vizualniho potenci-
alu syntetickych materiald bez jalové imitace a predsti-
rani, Zze nejde o plasty. Stejnym zplasobem bylo tfeba
uchopit navrhovani lisovaného skla, coz nastésti rada
Ceskoslovenskych designéri pochopila. V pfipadé li-
sovaného skla Slo predevsim o to, proménit zdanlivé
banalni vyrobni technologii ve zdroj inspirace ctici jeji
specifika a zaroven vyuZzivajici jejich unikatnich vlast-
nosti. Zde je namisté dlrazné podotknout, Ze vyro-
ba lisovaného skla v zadném pfipadé neni podfadnou
technikou ve srovnani s ,uslechtilou” ru¢ni vyrobou.
Dodnes se mulZeme setkat s nazory, Ze jde
o jakousi pramyslovou nahrazku a lacinou (v doslov-
ném i preneseném smyslu slova) alternativu ruéni vy-
roby vhodnou pouze k masovému Sifeni v lepSim pfi-
padé primérnych produktd. Naopak. Jde o technicky
mimoradné naroc¢nou oblast sklarské produkce s velky-
mi naroky na dokonale zvladnutou technologii v€etné
navrh{ a finan¢né nakladné vyroby forem, bez ohledu
na to, jde-li o pIné industridlni produkci s vyuzitim au-

tomatickych provozl nebo o produkci s vysokym po-
dilem ru¢ni prace v pfipadé ru¢niho lisovani. Je tfeba
zdUraznit, Zze ru¢ni lisovani bylo ve sledovaném obdobi
1948-1989 v Ceskoslovensku zcela b&zné.

Kromé toho v designu nejde jen o vyuzité tech-
nologie. Jde rovnéz o to, jak jsou tyto technologie ade-
kvatné vyuzivany, jak jsou designéfi schopni reagovat
na stylové promeény, jak jejich originalni navrhy korespon-
duji s obecnou recepci téchto promén a zdali se jim dari
posouvat nové esteticky normy tak, aby se staly soucas-
ti hmotného mainstreamu. Pokud se podafi zbavit urdi-
tou technologii stigmatu ,lacinosti” a zjevné nahrazky,
otevira se pro ni bezbrehé pole Uspésného uplatnéni,
je-li zaroven provazena atraktivnim tvarovanim vice ¢i
méné respektujicim (v optimalnim pfipadé predjimaji-
cim a urCujicim) aktualni trendy. Jakoukoliv technologii
a jakykoliv material mdze degradovat nikoliv jejich vécna
podstata, ale spiSe funkcné a esteticky defektni design.
Pfitom je z komer¢niho hlediska vzdy pfitomna pocetna
skupina klientl bez rozvinutych rozliSovacich schopnos-
ti, ktefi kreativni pfistup k designu nikterak neocenuji,
a smérodatna je pro né pouze cena vyrobku.

Vyrobu sériovych produktl s vyuzitim jakékoliv
technologie a v jakékoliv dobé nelze oddélit od feme-
sinych tradic minulosti a zaroven trend( dané doby.
Trendy minime nejen v dané dobé dominantni vizualni
inovace nebo retrospektivy predevsim v architekture
(kde jsou nejmarkantnéjsi), ale rovnéz aktualni vydo-
bytky vyvoje vytvarného uméni. Vytvarné uméni mélo
ama natrendy v designu zasadni vliv v podobé pfimych
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a nepfimych intervenci do tvorby nejprogresivnéjsich
designér, pficemz ovliviiuje celkovou atmosféru obo-
ru. Stylova cistota novych vytvarnych smérd se v desig-
nu projevuje rovnéz, ale mnohem typictéjsi je prolinani
vlivd, které komercni designéfi nejen 20. stoleti ¢asto
ad hoc prejimali s pragmatickou snahou vytvofit ,mo-
derni” vyrobky bez ohledu na jasné stylové vymezeni.
Pfikladem mohou byt avantgardni abstraktni dekory
reagujici na kubismus ¢i expresionismus na viceméné
tradi¢nich tvarech vramci art deco a ¢etné hybridni de-
signy implementujici funkcionalismus bez ambici na je-
jich puristické vyznéni. Dédictvi téchto dynamickych
procesU je stale zivé.

Teoreticky diskurz

Pro 20. stoleti je v Ceskych zemich charakteristicky
permanentni diskurz o smyslu a roli uzitého uméni
a designu vedeny nikoliv pouze na akademické urovni,
ale i na strankach odbornych ¢asopisd, kulturnich pfi-
loh novin a v ¢etnych publikacich.?

Vyjimkou nebylo ani obdobi od roku 1948
do roku 1989. Do tohoto diskurzu se zapojili nejen te-
oretici, historici uméni a pedagogové uméleckych skol,
u kterych bychom to zakonité ocekavali. Velmi aktiv-
ni roli sehraly texty renomovanych architektd, umélcd
a designérl, ktefi se do debat o smérovani hmotné
kultury zapojili; leckdy s pozoruhodnou erudici a pfe-
hledem a v neposledni fadé s mimoradnym intelektu-
alnim nasazenim.

Ze zjednoduSeného a schematického pohledu
ovlivnéného soucasnym vnimanim situace v Ceskych
zemich, resp. Gzemi byvalého Ceskoslovenska 40. az
80. let, mimo odbornou komunitu historikQ a teoreti-
kG uzitého uméni a designu casto vznika dojem, Ze
tento odborny diskurz byl utlumen na dlouha deseti-
leti v disledku némecké okupace v letech 1939-1945
a od roku 1948 komunistickych rezimem, aby se v 60.
letech nakratko intelektualni atmosféra ozivila, nasle-
dovana vseobecnou stagnaci let 70. a 80. doprovaze-
nou pro zménu okupaci sovétskou.

Ve skutecnosti se v dochovanych tiskovinach
a dokumentech ze 40. a 50. let, tedy z doby, ktera je
povazovana za v mnoha ohledech mimoradné temné
obdobi Ceskych dé&jin, setkavame s velmi kvalifikova-
nymi nazory na roli prdmyslu, uzitého uméni a desig-
nu. Bez ohledu na némeckou okupaci Ceskych zemi
v letech 1939-1945 a uzavfeni Ceskych vysokych skol
v roce 1939, intelektualni proces zkoumajici moznosti
rozvoje technickych a estetickych aspektd umeélecko-
pramyslové sféry probihal oficialné nadale na pidé Ba-
tovy Skoly uméni ve Zliné a Uméleckoprimyslové skoly
v Praze. Tyto Skoly nebyly uzavieny nacisty, nebot ne-
mély status vysokych Skol a diky tomu se staly ddlezi-
tymi centry umélecké edukace a odborného diskurzu.*

Pokud dnes nezaujaté posuzujeme Uroven
odbornych teoretickych debat z dokumentd, které se
zachovaly ze 40. let napt. z okruhu zlinské Skoly uméni,
je s podivem, jak malo se v nich projevuje vSeobecné
panujici ideologicky dohled nacistickych okupantt.



Po roce 1948 se naopak ideologizace vSech
oblasti zivota intenzivné promitla do diskurzu o posla-
ni znarodnéného primyslu a tim padem také do ob-
lasti navrhovani prdmyslovych vyrobkd. Nikoliv vsak
s predpokladanym devastujicim dopadem. Konec 40.
let a zejména 50. léta 20. stoleti jsou ve skutecnosti
obdobim, kdy cetné polemické strety teoretikl a inte-
lektualné zdatnych vytvarnikd probihaly v leckdy pozo-
ruhodné kvalité na strankach cetnych odbornych ca-
sopisU a periodik, o jejichz existenci dnes vesmés védi
jen odbornici. Zasadnim periodikem byl Casopis Tvar,
ktery vydavalo Ustredi lidové a umélecké tvorby v Praze
(ULuv) 5

Prekvapujici neni jen mimofadna intenzita této
odborné diskuze, ale jeji kvalita a kvantita. Je5té vice
z dnesniho pohledu udivuje pravé mnozstvi odbornych
periodik, publikaci, bulletin( apod., zabyvajicich se pro-
blematikou uzitého uméni, prdmyslového navrharstvi
a hmotnou kulturou, které vznikaly (a nasledné zanika-
ly) od 50. let. Pozoruhodné je rovnéz mnozstvi institu-
ci, které se touto problematikou zabyvaly.

Ideologicka schémata komunistického rezi-
mu v pozadi téchto instituci a jimi vydavanych tisko-
vin predstavovala na jedné strané omezujici osnovu,
na strané druhé to byla vyzva pro vSechny zGcastnéné.
Pfesvédceni nebo oportunisticti (a vice ¢i méné dog-
maticti) zastanci vladnouci ideologie méli dostatek
prostoru, aby prosazovali své nazory obhajujici zasad-
ni zmény vyrobniho a vizudlniho prostredi prdmyslové
akulturné vyspélé zemé zapadniho typu, kterou Cesko-

slovensko bylo. Levicové orientovani teoretici a umélci,
ktefi nicméné nepodléhali primitivnim dogmatickym
nazordm politickych apardtd, méli moznost v novych
pomérech prosazovat své pohledy na humanizaci ma-
teridlniho a vizualniho prostfedi a aplikovat své nazory
v ramci moznosti novych socialistickych vyrobnich me-
chanizmd. Pro vytvarniky a teoretiky nezatizené komu-
nistickou ideologii, snazici se udrzet kontinuitu a pre-
devsim kontakt s aktualnimi tendencemi ve svété, byl
tento diskurz zkouskou intelektualni zdatnosti a cha-
rakterové odolnosti, odvahy a schopnosti manévrovat
v proménlivych pomérech ve snaze zachranit, co se d3;
v lepSim pfipadé vyuZzit situace a iniciovat projekty ob-
tizné realizovatelné v trznim prostredi.

K nejvyznamnéjsim ucastnikdm tohoto diskur-
zu v 50. a 60. letech patfili vytvarnici Milo$ Filip, Josef
Kaplicky, Jan Kotik a Adolf Matura; dale teoretici Alena
Adlerova, Olga Drahotova, Karel Hettes, Jindfich Cha-
lupecky, Miroslav Klivar, Milena Lamarova, Josef Raban
a Dusan Sindelat. Aktéti téchto debat mj. ,opakované
zddrazriovali dspéch kvalitniho lisovaného skla na sve-
tovych prehlidkdch a jeho ekonomicky potencidl pro
Ceskoslovensko. "

,Dobovy odborny tisk je plny povzdechd vy-
tvarnika a teoretikG nad neochotou pracovniki expor-
tu nabizet ve svété moderni ceské sklo, a také reakci
z druhé strany, jeZz hovofi o tom, Ze zdkaznik je nds
pdn, jeho vkus je specificky, casto nostalgicky, a neod-
povida vizim vytvarné vzdélanych intelektudli.”” Cha-
rakteristicky je povzdech Josefa Kaplického o tom, ze
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.0 trovni naseho skla rozhoduje casto néjaky zahranic-
ni objednavatel..., ktery bez vkusu a kultury si vyZddd
veci, které jen mohou vrcholné mdst orientaci naseho
skla.”®

Z pohledu sklarského prdimyslu vsak polemika
vedena navsech moznych Urovnich nardzela na skutec-
nost, Ze planovana Ceskoslovenska ekonomika v ranych
50. letech pracné hledala zplsob, jak vyuzit potencial
znarodnéného sklarského priimyslu, pricemz byl dlraz
zpocatku kladen predevsim na rucni vyrobu skla a jeho
exportni moznosti. A to za situace, kdy se Ceskoslo-
vensko stalo do zna¢né miry izolovanou zemi s ome-
zenymi kontakty, pokud jde o zemé mimo komunis-
tickou sféru. Bylo by ovsem chybou pfinos dobovych
nazorovych strfetd odsunout do archivl. V segmentu
lisovaného skla je zasadni a stale inspirujici pfinos ku-
ratora prazského Uméleckoprimyslového musea Karla
Hettese, ktery ovliviioval vystavni projekty zamérené
na prezentaci ¢eskoslovenského skla, ale ¢etnymi in-
tervencemi rovnéz aktivné a Uspésné vstupoval do for-
movani designérského pristupu a snazil se o propojeni
vytvarné sféry s pramyslem.

Centralizace a dohled

Jednim za charakteristickych rys socialistického pfistu-
pu k aplikacim designérskych postupl a strategii byla
tendence vytvaret oficidlni instituce ovliviujici centralné
fizenou planovanou ekonomiku, vyrobu a obchod pro-

stfednictvim nejrdznéjSich uUstavl, komisi a poradnich
organ(. Mechanismus jejich vzniku a fungovani v Cesko-
slovensku od konce 40. let 20. stoleti do roku 1989 byl
dostate¢né popsan v dostupné literature.®

Tyto instituce nicméné nebyly nutné prekaz-
kou rozvoje designu. Je dobfe znamou skutecnosti,
Ze i v ramci prostfedi do znac¢né miry zdeformovaného
direktivné vytvofenymi strukturami bujicimi v prostredi
totalitnich rezim0 vznikly Zivotaschopné a vlivné orga-
nizacni Utvary, jejichz pdsobeni nelze vnimat jako nega-
tivni. Vliv Ustavu bytové a odévni kultury (UBOK) mGze
poslouzit jako dobry priklad Ustavu vytvoreného ve sna-
ze zajistit jakysi centralné fizeny organ, zajistujici dohled
nad kvalitou produkce znarodnéného prdmyslu garanto-
vany kvalifikovanymi odborniky.

Zaroven mélo jit o centrum zprostredkujici ko-
munikaci a vazby mezi experty, navrhafi a zastupci pra-
myslu. Koordinace téchto procest probihala ve spolupra-
ci s odbornymi stfedisky, vytvarnymi radami a komisemi,
v ptipadé lisovaného skla konkrétné napt. s Ustfednim
vytvarnym strediskem prlmyslu skla a jemné keramiky,
Technicko-vytvarnym stfediskem v Teplicich, Vytvarnou
radou pro lisované a obalové sklo pfi VH] OBAS v Dubi
u Teplic.”®

Kromé téchto instituci sehrdli dudlezitou roli
konkrétni lidé spjati s vyrobnim prostfedim. Zde je tfeba
jmenovat ,osviceného manazera” Karla Peroutku, redi-
tele narodniho podniku Sklarny Inwald (Rudolfova hut
v Dubi u Teplic). ,Podle feditele ndrodniho podniku Skldr-
ny Inwald Karla Peroutky, jenz byl po roce 1945 hlavnim



organizdatorem vyvoje lisovaného skla v Ceskoslovensku,
Ceské skldrny na poldtku padesdtych let 20. stoleti vy-
rabély - i diky nezdjmu vytvarniki - v podstaté pouze
predvdlecnou produkci, tedy ruc¢né lisované sklo, jehoz
dekory vesmés imitovaly brousSené sklo. Peroutka proto
navdzal spoluprdci s Vysokou skolou uméleckoprimy-
slovou v Praze (VSUP; ateliéry prof. Josefa Kaplického
a zejména prof. Karla Stipla). Podporu pro své snazeni
ziskal i mezi vytvarnymi teoretiky.”

Instituce, jejichz ¢innost byla garantovana ve-
skrze kompetentnimi odborniky, byly postaveny pred
velmi obtizné feSitelny problém zahrnujici zcela proti-
chidné tendence, které se specialné lisovaného skla do-
tykaly velmi intenzivné. Pfedevsim zde byla nepochybné
dobfe minéna snaha vtisknout prdmyslové produkci
novy esprit nezatizeny historizujicimi repeticemi osvéd-
¢enych designl a prosazovat moderni pojeti lisovaného
skla, které by vyuZilo jeho technicky a vytvarny poten-
cial. S tim do znacné miry kolidovala potfeba uspokojit
exportni ambice statu, ktery dychtil pfedevsim po volné
sménitelnych devizach bez ohledu na to, zdali je smé-
rem na ,zapad” (tj. do zemi s trzni ekonomikou) ziska
vyvozem progresivné navrzenych produktd nebo vysoce
poptavanymi imitacemi brouseného skla.

Realita byla totiz takova, Ze po roce 1948 bylo
Ceskoslovensko zemi s centralné fizenou ekonomikou,
s ménou, kterd nebyla volné sménitelnd, a s tzv. pétile-
tymi plany rozvoje prdmyslu a ekonomiky (zvanych téz
.pétiletky”). Zaroven bylo v zahrani¢nim obchodé treba
operovat z velké ¢asti v proménlivém prostredi trzni eko-

nomiky, jejiz flexibilita a efektivita byla garantovana pre-
devsim soukromymi obchodnimi subjekty.

Tyto zahrani¢ni subjekty reagovaly na trendo-
vé promény a vykyvy trhu pruzné bez ohledu na pred-
stavy svych ceskoslovenskych partnerl o planovaném
hospodarstvi a implementaci design(, které prosly dd-
myslnymi schvalovacimi procesy. V neposledni fadé je
tfeba vzit v Gvahu konkurenci soukromych zahrani¢nich
vyrobcl aplikujicich moderni designy bez nekone¢ného
teoretizovani, dohadovani s oborovymi komisemi a bez
dohledu odkudsi shora. K tomu viemu vétsina mezina-
rodnich kontaktd probihala z ceskoslovenské strany jen
prostfednictvim vyvolenych jedincd, kterym bylo umoz-
néno cestovat do ,kapitalistické ciziny” za ucelem ob-
chodu nebo za Ucelem seznameni s aktualnimi trendy
v ramci mezinarodnich prehlidek. Vycestovat do nesoci-
alistickych zemi rozhodné nebylo jednoduché ani proveé-
fenym jedincdm, ktefi tuto moznost vnimali jako dnes
nepochopitelné privilegium.

s s

Role uméleckopramyslového vzdélavani

Uzemi byvalého Ceskoslovenska bylo v 19. a 20. stoleti
politické diskontinuity. Na vyvoji sklarského pramyslu
se tyto turbulentni vykyvy nesmazatelné podepsaly, at
jiz v.dobrém nebo ve zlém. Pokud chceme vysledovat
dlvody, proc¢ si Ceské a Ceskoslovenské sklarstvi ve sle-
dovaném obdobi 1948-1989 udrZelo stabilné vysokou
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uroven bez ohledu na zna¢nou miru mezinarodni izo-
lovanosti a direktivni zasahy statu, je tfeba zminit roli
uméleckopramyslové edukace s prihlédnutim k odbor-
nému sklafskému vzdélavani. Predevsim je tfeba vzit
v Uvahu, Ze jiz v 19. stoleti byly vybudovany jeho kvalitni
zéklady. Je dobfe znamou skute¢nosti, ze v Ceskych ze-
mich v druhé poloviné 19. stoleti vznikly dodnes funguiji-
ci stfedni sklaiské odborné skoly v Kamenickém Senové
av Novém Boru avroce 1885 Uméleckoprimyslova sko-
la v Praze (dnes VSUP/UMPRUM). V roce 1920 byla za-
lozena mimoradné vlivna sklarska skola v Zelezném Bro-
dé&. Sklarské gkoly na uzemi dnesni Ceské republiky se
nachazeji v neustale se ménicim geopolitickém ptdory-
su (Rakousko-Uhersko, Ceskoslovensko, Némecka Fise,
resp. Protektorat Cechy a Morava a opét Ceskosloven-
sko). Tyto Skoly vSak funguji dodnes pres veSkeré zmény
narodnostnich, politickych a ekonomickych poméra.'?

Po 2. svétové valce byly stfedni sklarské skoly
lotvorné Zeleznobrodské skoly, ktera byla od svého za-
loZzeni v roce 1920 jednoznacné ,Ceska”, to byly Skoly
v Kamenickém Senové (Steinschénau) a v Novém Boru
(Haida), nachazejici se na Uzemi Sudet, jez byly v le-
tech 1938-1945 soucasti Némecké fise.

Z nich po roce 1945 odesla vétSina studentd
a pedagogl némecké narodnosti v disledku povalec-
ného odsunu, ¢imz se uvolnil prostor pro nové pojeti
edukace. Na drive ,némeckych” Skolach po roce 1945
pUsobili mladi vytvarnici jako napt. René Roubicek (Ka-
menicky Senov) a Stanislav Libensky (Novy Bor).

Vétsina Uspésnych navrharl lisovaného skla
studovala prevazné pravé na stfednich $kolach v Zelez-
ném Brodé&, Kamenickém Senové a Novém Boru, kde
ziskali nesporné vytvarné kompetence a zaroven Uctu
ke sklafskému rfemeslu. Chtéli bychom zd0raznit pravé
ony vytvarné kompetence, nebot pro povale¢né sklar-
ské vzdélavani v Ceskoslovensku byl pfizna¢ny znacny
podil kreslitské, malifské a socharské prlpravy provaze-
né dobrymi znalostmi dé&jin vytvarné kultury a v ramci
moznosti teoretickou reflexi dobovych trendd, pficemz
byl kladen dlraz na navrhovani; a to i na Urovni stfedni-
ho vzdélavani. Pfi v5i Ucté k minulosti oboru zde byl jas-
né patrny odklon od rutinniho kopirovani historickych
sablon a pfiklon ke kreativnimu pojeti vzdélavani. Absol-
venti stfednich sklarskych Skol tak diky tomu byli dob-
fe vybaveni pro dalsi vytvarné studium na akademické
urovni (které bylo v letech 1948-1989 dopfano jen je-
jich malému zlomku) a stejné tak pro sklarskou praxi.

Absolventi stfednich 3Skol disponovali nejen
femeslnym zakladem, ale predevsim rozliSovacimi
schopnostmi a diverzifikovanym myslenim umoznuji-
cim kritickym a tvdréim zpUlsoben nahlizet na vizualni
a hmotnou realitu. Rada z nich se diky tomu od 50. let
dobre uplatiovala na rlznych urovnich sklafské praxe
i bez absolvovani VSUP.™

Prazskda VSUP a stfedni odborné sklarské skoly
byly v pribéhu 50. let a zejména od pocatku 60. let
progresivnimi pracovisti, kterd se stala jakymisi oaza-
mi ,zdravého rozumu” a relativné liberalnim tvircim
prostfedim, coz plati také pro dekady tzv. stagnace



v 70. a 80. letech. Zde je namisté pfipomenout, ze
az do pocatku 90. let 20. stoleti méla prazska VSUP
de facto monopolni postaveni ve sfére vysokoskolské
sklarské edukace uméleckoprimyslového charakteru.
Rada absolvent( stfednich sklafskych $kol byla nucena
hledat uplatnéni v raznych sférach sklarstvi, studovat
na technickych nebo humanitnich oborech tehdejsich
vysokych Skol, nebo na uplatnéni v oboru rezignovala.

Design skla v roli zprostfedkovatele
vizudlnich forem, stylti a kanont

Jednou z nepochybnych vyhod primyslového desig-
nu a uzitého umeéni je skute¢nost, Ze ideologické vlivy
se na jejich fungovani promitaji jen v omezené mife,
pokud jde o vlastni podobu navrhid a jejich nasledné
praktické a komerc¢ni uplatnéni. Navrhovani uzZitnych
a dekorativnich vyrobk{ sice nabizi urcity prostor pro
explicitni aplikaci vizualnich atributl spjatych s ideo-
logii jakéhokoliv typu, ale zpravidla jde o specifické,
zakazkové a de facto akciden¢ni zalezitosti, nastésti
bez SirSiho dopadu na prlmyslovy vyrobni mainstre-
am. Podoba designu masové vyrab&nych produktd je
v zasadé rezistentni vici ideologiim, vyjma specifickych
excesl vnimanych dnes jako dobové kuriozity.
Znarodnény cCeskoslovensky sklarsky pramysl
byl od druhé poloviny 40. let podroben nikoliv jedné
zatézkavaci zkouSce, ale pfimo sérii tlakd ze vSech
smérl, pficemz stav vyrobniho a vzdélavaciho prostre-

di po roce 1945 mj. vyznamné poznamenal povalecny
odsun vétsiny odbornikd némecké narodnosti. Po roce
1948 by teoreticky mély prevladat tlaky ideologic-
ké. Pfedpokladali bychom, ze na navrhovani skla byly
predevsim v 50. letech vznaseny pozadavky na novou
podobu designd, které by byly v souladu s tzv. socia-
listickym realizmem, jehoz direktivné vynucovany vliv
je pritomny v dobovém malirstvi, uzité grafické tvorbé,
sochafstvi a architekture. S tim vSak do znacné miry
kolidovala potfeba uspokojit potfeby exportu zejmé-
na do ,kapitalistickych” zemi (ktery byl prioritou) a za-
roven nasytit bézny domaci trh prakticky tvarovanymi
a dostupnymi uzitnymi vyrobky kazdodenni potteby.

Od poloviny 50. let zde byl zasadni tlak sfé-
ry zahrani¢niho obchodu distribuovat ¢eskoslovenské
sklo na trzich ,zapadnich” zemi platicich volné sméni-
telnymi ménami.

Ti, kdo sklo prodavali v kapitalistickém zahra-
nici, sledovali zcela jiné ukazatele nezli poplatnost
ideologickym Sablonam pfichazejicim z komunistic-
kych sekretariatl a zaroven projevovali zna¢nou skepsi
smérem k vizionafskym predstavdam mladych vytvar-
nikd sledujicich vlastni cile. Nebot zde byl trvaly tlak
vytvarnikQ a designérQ samotnych, ktefi méli uprimné
ambice vytvaret zcela novou prlmyslovou estetiku
osvobozenou od podbizivého eklekticizmu a trznich
mechanizmi sazejicich na jistotu prdmérného vkusu
vice ¢i méné konzervativnich konzument( preferujicich
osvédcené kanony minulosti; nebo konzumentd vyhle-
davajicich povrchni médni viny.
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Design vétsiny pramyslovych vyrobkl vzdy
sledoval nejen dobové moznosti v oblasti technologii
a starSich femeslnych technik ve snaze o vyuziti jejich
tvarového a dekorativniho potencidlu. Nedilnou sou-
Casti designérské praxe je reflexe aktualnich umélec-
kych sloht a smérd, tvaroslovi architektury a technic-
kych vytvor(, stejné jako percepce vizualnich podnétd
z prostredi prirodni morfologie. Pfiroda a jeji kreativni
transformace jsou ostatné nedilnou soucasti navrhar-
ské praxe od nepaméti.

Ve sledovaném obdobi od konce 40. do konce
80. let doslo ve svété v oblasti vizuadlniho uméni k vel-
mi dynamickému vyvoji uméleckych smérd, pficemz
od konce 40. let 20. stoleti bylo zjevné, Ze odlisny po-
liticky vyvoj na obou stranach ,zelezné opony” bude
mit fatalni dopady i na vyvoj uméni. Ruku v ruce s po-
litickym vyvojem byla v komunistickych zemich patrna
snaha ideologickych autorit o vytvoreni zavaznych vi-
zualnich kanonu. Tyto autority sledovaly vytvarné ten-
dence na zapad od Zelezné opony pouze jako pomy-
sIné bitevni pole, na které je tfeba reagovat v podobé
jediného spravného vytvarného nazoru.

V komunistickych zemich se vedle oficialni
doktriny socialistického realizmu stala jakymsi zakli-
nadlem ,lidovost” a panujici ideologie prostfednictvim
svych kulturnich predstaviteld vyhlasila boj ,formali-
smu” a individualismu. Za formalismus bylo povazo-
vano de facto vse, co se vymykalo nepfilis rozvinuté
predstavivosti komunistickych funkcionarll nedotce-
nych vyvojem moderniho uméni. Tito samozvani ar-

bitfi naopak vyzdvihovali folklor jako vrchol vytvarného
vyvoje. Umélecké vyboje odehravajici se ve svobodné
Casti svéta, napf. v podobé dalsi viny nefigurativniho
¢ili abstraktniho uméni po 2. svétové valce, byly tudiz
shledany formalistickymi a protilidovymi. Ponékud pa-
radoxné nebyl pfiznivé pfijiman ani funkcionalismus,
pres veskeré progresivni a levicové konotace z predva-
le¢ného obdobi, nejspise pro jeho vazby na abstraktni
umeéni a puristickou architekturu. Svou roli vtom moh-
lo sehrat to, ze v Sovétském svazu se funkcionalismus
ve vyznamném méfitku neujal a od 30. let tam bylo
abstraktni uméni v klatbé, prestoze ruska avantgarda
sehrala v prvnich dvou dekadach 20. stoleti pfi jeho
vzniku zasadni roli.

Uplatnit ideologické ramce na prdmyslové
vyrobky a jejich design znélo zdanlivé lakavé. Ve sku-
tec¢nosti je oblast pramyslového designu i v totalitnich
rezimech natolik specifickou oblasti, Ze je pro jejich
proponenty neni snadné jasné formulovat ¢i definovat
to, co pfrislusnd ideologie povazuje za spravny design.
Zejména v 50. a 60. letech se na toto téma vedla v Ces-
koslovensku zajimava a ziva debata, diky mnoha za-
svécenym teoretikim a praktikdm ze sféry vytvarného
a uzitého prekvapivé plodna a podnétna. Do znacné
miry vagni proklamace o humanizaci prdmyslu a po-
slani designu jako vyslance nové estetiky obohacuji-
ci a zaroven funkéné uspokojujici domacnosti vSech
vrstev lidu se stfetavala s pragmatickym uvazovanim
obchodnikd. To se zaroven ¢asto mijelo s predstavami
pramyslovych designér( snazicich se prosadit novou



tvar vyrobkd, které mély zajistit ekonomicky udrzitel-
nou masovou produkci, v pfipadé sklarského primyslu
rovnéz s maximalnim vyvoznim potencialem.

Rada designéra pfislib v podobé& nové tvar-
nosti prdmyslovych vyrobkd nebrala na lehkou vahu
a snazila se poctivé tuto spolecenskou zakazku vyplnit.
Néktefi se s ideou nového sméfovani oboru ztotoznili
a vnimali specifické pomeéry socialismu jako $anci. Je
viak pfiznacné, Ze jejich chapani nové estetiky bylo
vesmeés na hony vzdaleno tupym vizualnim Sablonam
socialistického realizmu a pozadavkim na halasné
protezovanou lidovost, jez méla byt zaru¢ena mecha-
nickym prejimanim folklornich atributd. Tim neni fece-
no, ze oblast folkloru neméla modernimu designu co
nabidnout. Napadité vyuziti lidovych tvar( a dekord
Ize od 70. let vysledovat v repertoaru rady svétovych
navrhara nejen skla, od citlivého pfejimani folklérniho
dédictvi az po jeho vtipné a potouchlé postmoderni
citace.

U designu skla bylo teoreticky pole pdsobnos-
ti jakkoliv definovanych novych estetickych kanon( ne-
pochybné mnohem SirSi nez u designu dopravnich pro-
stredk(, nabytku, elektrospotrebic¢l, odévd, kancelar-
skych potfeb apod., coz jsou sféry designu, kde bylo
ideologické plsobeni na vzhled vyrobkd jen proklama-
tivniho charakteru. Komunistickd moc do nich vstupo-
vala spise v podobé direktivné planované ekonomiky,
mnohdy absurdnich rozhodnuti odkudsi shora a z da-
leka, proménlivych geopolitickych a internich priorit,
a predevsim v ramci permanentni neschopnosti uspo-

kojivé zasobit domaci trh vieobecné poptavanym spo-
tfebnim zboZim vieho druhu. Ale samotny design napf.
tramvaji ¢i vysavacl nebylo prakticky mozné zatizit ka-
nony socialistického realizmu a folklorniho tvaroslovi.
Nastésti se vymkl z rukou ideologl také design skla,
vcetné skla lisovaného.

Sklafstvi bylo v Ceskoslovensku od 50. do 80.
let v mnoha ohledech zajimavou estetickou laborato-
fi, kde se odehravaly procesy, které diky tomu ucinily
z Ceskoslovenska jedno z center progresivniho desig-
nérského vyvoje. Ceské sklafstvi se v prvni poloviné 50.
let oficialné do zna¢né miry izolovalo od mezinarodni
konfrontace v podobé Ucasti na zahrani¢nich vystavach
designu. Proto by se mohlo zdat, Ze Uspésné prezen-
tace na mezinarodnich prehlidkach datujici se od roku
1957, s pomyslnym vrcholem v podobé svétové vysta-
vy Expo 58 v Bruselu, byly vysledkem unikatniho vyvoje
garantovaného jedine¢nym ceskoslovenskym prostre-
dim. Toto tvrzeni mZe mit jistou oporu ve skute¢nos-
ti, Ze navrhovani skla bylo do zna¢né miry centrdlné
fizené a byla mu vénovana znacna pozornost. Realita
vsak byla podstatné pestrejsi.

Pfes mezinarodni izolaci proudily uz v 50. le-
tech do Ceskoslovenska vizuélni informace bez ohledu
na fyzicky peclivé stfezené statni hranice. Tento pro-
ces byl jeSté intenzivnéjsi v 60. letech a neustal ani
v 70. a 80. letech. Diky omezenym mezinarodnim kon-
taktldm Slo predevsim o aktualni katalogy zapadnich vy-
robct a dal3i podnéty zprostfedkované pracovniky pod-
nik( zahrani¢niho obchodu. Nelze vsak podceriovat ani
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vizudlni informace z oblasti vytvarného uméni proudi-
ci do Ceskoslovenska véemoznymi zplsoby v podobé
katalogl vystav, uméleckych a designérskych ¢asopis(,
jejichz pfisun nebyl tak striktné kontrolovan jako v pfi-
padé tiskovin s prevahou verbalnich informaci.

Dllezitou roli sehraly vystavni prezentace
Ceskoslovenského skla v zahrani¢i (nékteré nasledné
prezentované na domaci padé), které umoznily ,vy-
volenym” reprezentantim cCeskoslovenského sklarstvi
vycestovat. V omezené mife pak vystavy zahrani¢niho
designu v Ceskoslovensku. Vyznam téchto vystavnich
aktivit vyzdvihl Milan Hlaves.™

Diky tomu se fada umélcd a navrhard sezna-
movala s aktualnimi vytvarnymi sméry vcetné pova-
le¢ného abstraktniho uméni. Abstraktni uméni bylo
v komunistickém Ceskoslovensku 50. let v nemilosti,
pokud 5lo o malifstvi a sochafstvi. V pfipadé dekorativ-
nich aplikaci abstraktniho charakteru na vyrobcich uzi-
tého umeéni a primyslovych produktd byl dozor pod-
statné shovivavéjsi. S estetikou vymykajici se kanondm
socialistického realismu se setkdvdme u dobového gra-
fického designu, potisku textilii, u dekorativnich ploch
na nabytku a svitidlech.

Kromé novatorskych dekorl se uplathova-
lo rovnéz tvarovani vyrobkl v duchu organické este-
tiky inspirované skandinavskym a italskym designem
a v neposledni rfadé zde byla stale pfitomna stfidma
geometricka estetika funkcionalismu, ktera méla v Ces-
koslovenském prostfedi velmi kvalitni predvalec¢né
vzory. Uzitné vyrobky se diky tomu staly jakymsi zpro-

stfedkovatelem progresivnich uméleckych tendenci.
Médiem, které pfinaselo vydobytky abstraktniho ex-
presionismu, informelu a moderniho socharstvi do do-
macnosti, kancelafi, ubytovacich zafizeni a restauraci.
Totéz platilo v oblasti sklarského designu. V souladu
s ddrazem na ru¢ni vyrobu Slo v 50. letech predevsim
o vyrobky z foukaného, brouseného, resp. rytého skla,
nicméné sklo lisované se role zprostfedkovatele zahy
zhostilo mimoradnym zpdsobem.

Pro kreativni vytvarniky bylo nejen v 50. letech
navrhovani spadajici do oblasti uzitého uméni a pra-
myslového designu vitanym atocistém, kde bylo moz-
né prakticky realizovat progresivni vytvarné tendence
do znacné miry svobodné bez zhoubné supervize. De-
sign nabidl zazemi kreativité navrhard hledajicich pro-
stor oprostény od ubijejici konkrétnosti socialistickeé-
ho realizmu. V druhé poloviné 50. let se tyto vytvarné
podnéty zacinaji objevovat v designu lisovaného skla.
Od 60. let pak byla tato progresivni linie jednou z jeho
nosnych poloh.

Kromé pronikani aktualnich vytvarnych smérd
a designérskych trend( ceskoslovensky design lisova-
ného skla jiz od konce 40. let navazoval na osvédcené
tvary a dekory minulosti. Nejde jen o jiz zmihovanou
vice ¢i méné zdafilou napodobu brouseného skla, jiz
Ize vystopovat do pocatku 19. stoleti. Puristicka este-
tika funkcionalismu navazujici na sklafskou designér-
skou tvorbu Wilhelma Wagenfelda, Ladislava Sutnara
a dalsich designérll mezivale¢ného obdobi, povazova-
nych dnes za klasiky, byla a stale je nadc€asovou jisto-



tou; stejné jako od 20. let rozvijena organicka estetika,
jejimZz Celnym predstavitelem byl finsky designér a ar-
chitekt Alvar Aalto.

V 50. letech jsou stale patrnéjsi vlivy nové viny
skandinavského organického designu, zejména finské-
ho. Kromé vyrobkd, jejichz styl je v zasadé definova-
telny, pfiznany a s nimz se autofi designt identifikuiji,
je zde ponékud opomijeny, ale o to vlivnéjsi segment
masoveé vyrabénych predmétd kazdodenniho vyuziti,
které vychazeji z nadcasového utilitarniho tvaroslovi
a zaroven disponuji specifickou estetickou nadstav-
bou, jez ma kofeny ve védomé nebo intuitivné ad hoc
prejimanych vzorech typickych pro dané obdobi. Tato
extenze je o to nendpadnéjsi, o¢ vice ji vnimame jako
samoziejmost.

Ve 40. a 50. letech je zde jasné patrna snaha
o udrzeni kontinuity ¢eskoslovenského lisovaného skla
nejen pokud jde o osvéd¢enou napodobu zavedenych
pramyslovych vzord. Ve skutecnosti se fada navrhard
lisovaného skla byla schopna jiz v mezivale¢ném ob-
dobi oprostit od napodoby brusu a vytvofit segment
produkce disponujici specifickou podobou lisovaného
skla sazejici na konzervativni kontinuitu zalozenou pra-
vé na moznostech technologie lisu a zaroven nenapad-
né implementujici moderni tvaroslovi.

Zajimavym trendem se od 70. let stal priklon
nékterych designérd k bohaté dekorativnimu tvaroslo-
vi povrchového zpracovani s vyuzitim pdvabnych vege-
tabilnich ornament( evokujicich art deco. Tyto dekory
dobfe souznély s relativné konzervativnimi formami

nadob, a kromé jisté nostalgie umoznily ddmysiné
ukryt pripadné nedokonalosti skloviny. Nenasilné tak
doslo k vyuziti dekord vychazejicich z tradi¢nich pred-
loh, aniz by $lo o prvoplanové komer¢ni zadani nebo
snahu o lidové vyznéni produktl. V kazdém pripadé
Slo o trend, ktery byl zajimavou alternativou k abstrak-
ci a biomorfni moderné ¢&i pretrvavajicimu tvaroslovi
funkcionalismu.

DUmyslny teoretik soucasnosti by mozna doka-
zal zaradit tyto tendence do fecisté mezinarodni desig-
nérské postmoderny, kterd si v podobnych postupech
libovala a v 70. letech nabirala na sile. Kazdopadné ten-
to dekorativni smér v 90. letech chapavé a zaroven zfej-
mé ironicky reflektovala fada ceskych designér( ovliv-
nénych postmodernim uvazovanim ve snaze kreativné
recyklovat pozoruhodna zakouti ¢eskoslovenského de-
signérského odkazu.

Jednou z velmi vlivnych linii designu lisované-
ho skla bylo masové vyrabéné napojové sklo urcené
pro stravovaci zafizeni a restaurace, pficemz béhem
dekad budovani komunizmu byl jejich sortiment redu-
kovan na nabidku napojd, ve které dominovalo to¢ené
pivo. Sklenice na pivo ur¢ené pro restaurace byly, jsou -
av Ceskych zemich pravdépodobné nadéle budou - z4-
sadni polozkou lisované sklarské produkce ovliviujicim
materialni kulturu sdilenou Sirokymi masami obyvatel-
stva. Esteticky dopad tohoto segmentu nelze preceno-
vat, ale ani podcenovat, nebot pivni sklenice jsou hro-
madné sdilenym estetickym poselstvim. Od 50. do 70.
let v restauracich dominovaly v zasadé konzervativné
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tvarované pivni sklenice navrzené spole¢né Rudolfem
Schroterem a Vaclavem Hanusem, které byly postupné
vytésnovany progresivnéji pojatymi sklenicemi, jejichz
design navrhl Jifi Brabec.

Brabcovy pivni sklenice ctily nejen vyrobni
moznosti producentd, ale zaroven nendpadné zpro-
stfedkovavaly aktualni vytvarné tendence evokujici
napf. op-art. Plosné celostatni Sifeni unifikovanych piv-
nich sklenic do zna¢né miry usnadnovala typicky soci-
alisticka anomalie, kdy pivovary byly nuceny rezignovat
na korporatni design vlastniho napojového a obalové-
ho skla v dlsledku direktivné fizené distribuce jejich
produkce, jeZz byla omezena na konkrétni okresy. Kaz-
dopadné pivni sklenice predstavuji svébytny fenomén,
se kterym byly a jsou konkrétné v nasi zemi ddvérné
obezndmeny v masovém méfitku generace obyvatel;
a dnes, vice nez kdy jindy, je design pivnich sklenic
a pivnich lahvi prestizni designérskou kategorii pravé
diky snaze pivovar( o korporatni identitu a tvar firem-
niho skla.

Pfes veSkeré snahy teoretik( a designérd se
v socialistickém Ceskoslovensku nepodatilo vytvofit
vytvarné kompaktni a funkéné komplexni designové
soubory masoveé vyrabéného lisovaného skla, které by
pfihlizely k potfebam hromadného stravovani v restau-
racich, jidelnach, kantynach a bufetech, skolnich jidel-
nach a dalSich stravovacich zafizenich. Lisované pivni
sklenice se diky tomu staly jednim ze zprostredkova-
teld kvalitniho designu ovliviujiciho Siroké vrstvy po-
pulace. Samoziejmé nikoliv jedinym. Ve skutecnosti se

tuzemskeé lisované sklo stalo neodmyslitelnou soucasti
domacnosti a vefejné gastronomie bez ohledu na vyse
zminénou absenci komplexnich soubor(. Svébytnou
vizualni kvalitou disponovalo také obalové sklo na na-
poje a potraviny, které se ¢asto dockalo druhotného vy-
uziti. ,Na rozdil od ru¢né vyrabéného ceskoslovenské-
ho uzitkového a dekorativniho skla se lisované sklo -
véetné automatiky - vyraznéji uplatriovalo na domd-
cim trhu.””

Otazka stylu

Pokud se mél povaleCny design Ceskoslovenského li-
sovaného skla vymanit z (vytvarniky a teoretiky oprav-
néné kritizované) zavislosti na imitaci brouseného skla
diktované komercnimi hledisky a pfinést nové vizualni,
resp. technické podnéty, byla zde otazka, jakou cestou
by se méli designéfi vydat. Pozadavky na originalitu
a svébytnost domaciho designu mohly velmi dobre re-
zonovat se sebevédomim designérd disponujicich kva-
litnim stfedoSkolskym odbornym vzdélanim a ve vét-
siné pfipadd vynikajicimi vytvarnymi kompetencemi
ziskanymi na VSUP. Dlouhodob4, ne viak uplna, izolace
od déni ve vyspélych zemich teoreticky mohla nahravat
hledani specificky ceskoslovenské cesty a vytvareni no-
vych styl& nezavislych na aktudlnich zahrani¢nich tren-
dech a zaroven explicitné nenapodobujicich osvéd-
¢ené postupy z minulosti. V predstavach ideologl se
zaroven nepochybné nabizela inspirace v podobé lido-



vého uméni povazovaného za Zivotodarny zdroj lido-
vé-demokratického kulturniho milieu. Jaka tedy méla
byt vychodiska pro neotfely a moderni pdvodni design
prichazejici z Ceskoslovenska?

Pokud jde o mezinarodni dobovy kontext
padesatych az sedmdesatych let, pak jde predevsim
o konfrontaci se skandinavskym designem, konkrétné
predevsim finskym. Védomé a zfejmé do znacné miry
nevédomé prekryvani designérskych postupl v Ces-
koslovensku a ve Finsku bylo zpUsobeno specifickymi
kulturnimi podminkami v obou zemich. Finové vSak
méli nespornou vyhodu v tom, Ze Finsko bylo po 2.
svétové valce mezinarodné otevienou demokratickou
zemi s trznim hospodarstvim a od padesatych let se
postupné profilovalo jako designérska velmoc. Zaro-
venl jako politicky neutrdlni zemé bylo v komunistic-
kém Ceskoslovensku brano viceméné na milost a diky
tomu bylo mozno realizovat spolupraci alespori ve for-
mé vystav.

Ani ten nejoriginalngjsi design vsak zpravidla
nevznikne jen zazra¢nym vnuknutim. Vlivy styld mi-
nulosti jsou stejné pfitomné jako aktualni styly doby,
bez ohledu na miru dobrovolné nebo nedobrovolné
klauzury. Funkcionalismus byl na konci 40. let nejen
v designu skla stale zivym smérem a nic se na tom
v zasadé nezménilo dosud. Organicky design defino-
vany finskym designérem Alvarem Aaltem ve 30. letech
jeho zasadnimi sklafskymi navrhy kolekce Savoy nabral
po 2. svétové valce novou dynamiku ve tvorbé Tapio
Wirkkaly.

Role designéra

vy

Jednim z nejtézSich Ukold, se kterymi se musi vypo-
radat primyslovy designér snazici se posouvat hrani-
ce estetickych kanond, je navrzeni sériovych a cenové
pfiznivych produktd pro majoritni zdkazniky, aniz by
se jim pfimo podbizel; a zaroven plné vyuzil dostup-
né a ekonomicky vstficné technologie, aniz by oslabil
jejich potencial. Kromé toho je neustdle konfrontovan
s pragmatickym uvazovanim téch, kdo se snazi jim na-
vrzené produkty uplatnit na trhu. Pokud je presto jeho
ambici prosazeni specifického vytvarného nazoru, pak
jde o udél vpravdé heroicky.

Kreativita designéra je bez ohledu na jeho
kompetence a schopnosti limitovana vyrobnimi moz-
nostmi a obchodnimi zajmy, jak jiz bylo naznaceno. To
neznamena, ze designéfi nemohou soustavnym Usi-
lim posouvat hranice technologii a estetickych kano-
nG do sfér, které si vyrobci a prodejci skla nedovedli
predstavit a ani o to neusilovali. Imaginace designérd,
pokud se jim podafi prekonat vyrobni a marketingové
stereotypy, mUze pfinést vysledky v podobé estetiky
vyrobkl, ktera se stane novym trendem a obchod-
nim hitem. Jde o pracny a narocny proces, ktery vsak
jiz dlouhodobé pfinasi pozoruhodné vysledky, byt je-
jich dopad mudze byt ocefiovan az s jistym zpozdénim
(nékdy v radech dekad), ale o to horlivéji pak vzyvan.
Kromé kazdodenni pokorné sluzby produktovému
mainstreamu jsou pravé tyto vyboje jednim z poslani
¢innosti designérd. Bez ohledu na okolnosti je vsak
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i ten nejkreativnéjsi designér soustfedény na hledani
originality svych navrh( obklopen pocetnou konkuren-
ci designérl po celém svété, usilujicich o totéz.

V podminkach jisté izolace zpisobené bud ob-
jektivnimi okolnostmi (v pripadé rfady Ceskych designé-
rd, ktefi neméli moznost cestovat a méli omezeny pfi-
sun informaci) nebo subjektivnimi preferencemi (po-
kud se designéfi programové distancovali od sledovani
zahranicnich trendd), hrozilo nemalé nebezpedi vzniku
obdobného tvaroslovi v zahrani¢i, kde byly podminky
pro flexibilni implementaci originalnich designd pfrizni-
véjsi. MGZzeme se proto setkat s navrhy, jejichz vizualni
pfibuznost je zcela zfejma.

Ceskoslovenské lisované sklo mélo kazdopad-
né Stésti na vyrazné designérské osobnosti. )iz zde byl
zminén Rudolf Schréter, jehoZ ¢innost v 50. letech na-
vazovala na predvalecné plsobeni ve sklarné Inwald.
Schroter nepochybné patfil k designérim, ktefi k de-
signu lisovaného skla jiz ve 30. letech pfistupovali s po-
chopenim jeho specifickych moznosti, byt se v jeho
pfipadé nejednalo o avantgardni vyboje, ale o solidni
a v zasadé konzervativni pfistup v ramci moderované
modernity. K nespornym prednostem tohoto pfistu-
pu patfi jista nadcasovost tvarovych feSeni nabizeji-
cich dalsi vyvoj v podobé redesign( navozujicich pocit
kontinuity. Od 50. let vSak do designu lisovaného skla
vstupovala generace mladych navrhard nezatizenych
reminiscencemi na predvale¢né obdobi.

Pro nékteré designéry bylo lisované sklo spise
epizodni zalezitosti, nicméné jejich pfispévek byl pfi-

nosem, v mnohych pfipadech zasadnim. Rada designé-
rd dala po zkusenostech s fizenou ekonomikou a pra-
myslem, resp. jejich rozhodovacimi a marketingovymi
mechanizmy, pfednost individualni studiové tvorbé,
diky ¢emuz vnikl cenény fenomén Ceskoslovenského
ateliérového skla.

Podstatna je skutecnost, Ze se navrhovanim
lisovaného skla zacaly zabyvat skute¢né osobnosti vy-
bavené kvalitnim vytvarnym vzdélanim odhodlané pro-
ménit tento proud sklarské produkce ve skutecné re-
prezentativni ukazku schopnosti ceskoslovenského
sklarského pramyslu a spojili s nim své vytvarné ambice
a schopnosti.

VyCet jmen viech designérl zabyvajicich se
v letech 1948-1989 lisovanym sklem je dlouhy. Zmini-
me zde predevsim osobnosti, které daly ¢eskosloven-
skému lisovanému sklu v tomto obdobi jeho charakte-
ristickou tvar. Dobrym voditkem mdze byt série neda-
tovanych katalogl lisovaného skla z pfelomu 70. a 80.
let s kratkymi, ale vystiznymi texty Aleny Adlerové. Ka-
talogy vydal SKLO UNION k. p. OBAS se Skloexportem
ajsou vénované témto designérdm (uvadime abecedni
poradi): Jifi Brabec, Rudolf Jurnikl, Adolf Matura, Pavel
Panek, Frantisek Peceny, Vratislav Sotola, Vaclav Zajic.

Ve vyctu ovsem nesméji chybét ani dalsi dile-
Zité designérské osobnosti: Milos Filip, Jitka Forejtova,
Vaclav Hanus, Karel Koridk, Miloslav Kubinec, Ladislav
Oliva, Vaclav Platek, Jiti Repasek, Rudolf Schréter, jozef
Soukup, Vladislav Urban, Frantisek Vizner, Jifi Zejmon
a Frantisek Zemek.



Role Skloexportu

Zazemi vzniku novych designl a uplatnéni jejich auto-
ra v komplexnim procesu zahrnujicim technické a v ne-
posledni fadé marketingové procesy odhaluji do znac-
né miry neformalni rozhovory s vyznamnymi navrhafi
lisovaného skla, které publikoval Milan Hlave$ na stran-
kach internetového magazinu Glassrevue.'®

Ve vétsiné rozhovorl je opakované zminovana
role podniku zahrani¢niho obchodu Skloexport. Jeho
Ulohu jako monopolniho exportéra zminuji téz autofi
textd vénovanych ceskoslovenskému lisovanému sklu
ve sledovaném obdobi. Zpravidla v nich figuruje jako
viemocna instituce ovliviiujici podobu produkce smé-
fujici na vyvoz, ktera byla do zna¢né miry smérodatna.
V odborné literature je zmifiovana dulezita cinnost vy-
tvarnikll zaméstnanych primo ve Skloexportu a jejich
role prostfednikl mezi designéry, vyrobci a obchod-
niky. Vysoce hodnoceno je zejména pUlsobeni Jifiho
Zejmona, ktery byl Skolenym vytvarnikem a navrharem
a ve Skloexportu nastoupil po roce 1958.

Ponékud opomijen je pohled z druhé strany,
tedy z prostredi Skloexportu a z pozice odbornikd
s ekonomickym vzdélanim, ktefi od 60. let s Ceskoslo-
venskym lisovanym sklem obchodovali na zahrani¢nich
trzich. V tomto kontextu je nepochybné zajimavy roz-
hovor s Ivanou Mizerovou, dlouholetou pracovnici Sklo-
exportu v letech 1964-1996, ktery vznikl specialné pro
tuto publikaci. lvana Mizerova vyzdvihuje kompetentni

a uzite¢nou cinnost Jiffho Zejmona a zaroven pripomi-
na praci Karla Konaka, ktery se Zejmonem ve Skloex-
portu spolupracoval.

Pokud jde o estetické a stylové aspekty urcuji-
ci exportni Uspésnost lisovaného skla, Mizerova uvadi
velmi odlisné preference konkrétnich trhd a korelace
mezi kvantitou vyvozu a pozadavky na vytvarnou ori-
ginalitu designu. Vizualni a technickou podobu sorti-
mentu skute¢né zasadnim zplsobem urcovala zahra-
ni¢ni poptavka a zaroven pragmaticka vyvozni strategie
socialistického Ceskoslovenska, které bylo zemi s vel-
kym exportnim potencidlem smérem na ,zapad”, a za-
roven bylo do roku 1990 ¢lenem Rady vzajemné hos-
podarské pomoci (RVHP) se sidlem v Moskvé sdruzujici
zemé pod komunistickym vedenim cili tzv. ,vychod".
Zapadnimi trhy je tfeba rozumét viechny zemé s trzni
ekonomikou (bez ohledu na jejich geografickou polo-
hu) platici za zboZi volné sménitelnymi devizami, za-
timco ,vychodni” ¢ili komunistické zemé v ramci RVHP
fungovaly ve specifickém rezimu.

Zatimco trhy komunistickych zemi byly v zasa-
dé vSeobecné méné narocné a odebiraly lisované sklo
v masovém meéfitku s cilem uspokojit obrovsky a per-
manentné nenasyceny trh, poptavka ze zemi s trzni
ekonomikou byla zna¢né diverzifikovana. Z rozhovoru
nicméné vyplyva, Ze od pocatku 60. let byla nejvétsi
poptavka po lisovaném skle ze zahrani¢i sméfovana
na imitaci brouseného skla bez ohledu na ekonomic-
ké Ci politické pomeéry panujici v zemi, kam export
sméroval. V tomto bodé Ize konstatovat, Zze poptav-
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ka po eklektické historizujici produkci byla zfejma i ze
strany zahrani¢nich trhd nezatizenych anomaliemi ko-
munistické ekonomiky. To do zna¢né miry umozriovalo
Ceskoslovenskym vyrobclm navazovat na osvédcenou
.predsocialistickou” produkci, ale zaroven $lo o zasad-
ni prekazku rozvoje novych ptdvodnich design( lisova-
ného skla. Zejména obchodni partnefi v Jizni Americe
vyzadovali, pokud mozno, rozmérnéjsi kusy s imitaci
brusu ve velkych poctech, které by uspokojily pocet-
nou masu zdkaznik( nizsi stfedni tfidy poptavajicich
.reprezentativni” objekty vdomacnostech.

Z hlediska dobového ceskoslovenského zahra-
ni¢niho obchodu orientovaného predevsim na masovy
export nebyly progresivni designy ,uslechtilého lisova-
ného skla” ceskoslovenskych navrhard pres marketin-
gové Usili Skloexportu nikdy tak zadané jako ,poklesla
vyroba imitujici brouSeny kfistal”. Obchodni partnefi
v zemich s trzni ekonomikou ceskoslovenskou ,mo-
dernu”, Cili progresivné navrzené vyrobky z lisovaného
skla, poptavali jen v omezeném mnoZzstvi, z¢asti hlavné
proto, aby méli ve svych vzorkovnach kompletni sorti-
ment nabidky.

Vyznamnou vyjimkou byli v 60. a 70. letech
partnefive skandinavskych zemich a v Italii, kde byl sku-
te¢né moderni design v kurzu. Designy lisovaného skla,
které dnes povaZzujeme za zasadni pfinos ¢eskosloven-
ského sklafského primyslu, nachazely ve Skandinavii
vstricné pfijeti diky specifickému estetickému zazemi
kultivovaném puUsobenim progresivnich domacich na-
vrharl a osvicenych vyrobcd. Lze jen s litosti konstato-

vat, Ze populace Danska, Finska, Norska a Svédska do-
hromady ¢ita necelych 17 miliond obyvatel. Z hlediska
trend a mezinarodniho vlivu $lo a stdle jde nepochyb-
né o referencni trh, bohuzel, z obchodniho hlediska,
jde zaroven o odbytisté s limitovanym mnozstvim za-
kaznik(. Vedle toho Italie pfedstavovala velky, svétové
vlivny, naro¢ny a pruzny trh otevieny novym trenddm,
pficemzZ je nutno konstatovat, Ze podnéty pfichazejici
z Ceskoslovenska byly vnimany spise jen jako dil¢i obo-
haceni Siroké domaci a zahrani¢ni nabidky."

Produkci rovnéz ovliviiovaly v zahrani¢i pUso-
bici afilace, coz byly akciové spolecnosti spoluvlast-
néné Skloexportem, kde kromé zahrani¢nich partnerd
pUsobili zaméstnanci Skloexportu a zastupci cesko-
slovenskych vyrobnich podnikd. V pribéhu 70. let se
stale vice zvySovala poptavka po lisovaném olovnatém
skle vyrabéném v Podébradech a Svétlé nad Sazavou
na ukor lisovaného skla sodnodraselného. V pfipadé li-
sovaného olovnatého kfistalu pak $lo opét o napodobu
brouseného skla; to byl z hlediska plvodniho moderni-
ho designu nepochybné krok zpét. Vyvoj specifického
designu lisovaného skla negativné ovlivnilo slouceni
vsech oblasti exportu urcitého typu sortimentu do celni
kategorie duté sklo v roce 1972 bez ohledu na techno-
logii. Do té doby spadalo lisované sklo do samostatné
obchodni skupiny, kterd se jim systematicky zabyvala.

V 80. letech se exportni strategie Skloexportu
stale vice soustfedovala na jiné oblasti nez progresivné
navrhované lisované sklo, pficemz se tato oblast pro-
dukce stale vice potykala s technologickym zastarava-



nim. Pocit Upadku arezignace z pohledu mezinarodniho e

obchodu bohuzel souvisel s redlnymi moznostmi cen- Soucasny pohled na vyvoj designu ¢eskoslovenského

tralné fizené ekonomiky, kterd v pribéhu 80. let stale lisovaného skla veskrze dava za pravdu historikiim po-

vice ztracela konkurenceschopnost, pfes usili a schop- vazujicim obdobi od 50. do 70. let 20. stoleti za éru,

nosti ¢eskoslovenskych designér( lisovaného skla. ve které bez ohledu na viechny myslitelné potize bylo
Pfesto na konci 80. let vykazovala produkce dosazeno mimoradné pozoruhodnych vysledkd diky

lisovaného skla rast. ,jesté v poloviné 80. let patrila pfiznivé konstelaci lidského potencidlu na strané de-

Ceskoslovensku pozice sedmého nejvétsiho vyvozce signérd a technologd.
dekorativniho a uZitkového skla na svete.®

"WHITEWAY, Michael (ed.). Christopher Dresser: A Design Revolution. London: Victoria & Albert Museum, 2004. ISBN 978-1-85177-428-9.
2NOVY, Petr. Lisované sklo a krystalerie v Jizerskych hordch. Desna: Ornela, 2002, ISBN 80-86397-01-7, s. 70.
3Vynikajici prehled o tomto diskurzu ptinesla publikace: HUBATOVA-VACKOVA, Lada, PACHMANOVA, Martina, PECINKOVA, Pavla (eds.).
Véci a slova. Umélecky primysl, uzité umeéni a design v ceské teorii a kritice 1870-1970. Praha: Vysoka Skola uméleckoprémyslova
v Praze, 2014. ISBN 978-80-86863-69-6.
4Tuté? roli v omezené mite plnily stfedni odborné ékoly se zamérenim na umélecky préimys| na izemi protektoratu, zejména sklarska
3kola v Zelezném Brodu. Sklaiské gkoly v ¢eském pohrani¢i (Kamenicky Senov, Novy Bor), které se v dasledku mnichovské dohody
po roce 1938 ocitly na Uzemi Némecké fiSe, rovnéz pokracovaly v edukaci. Jejich povale¢ny vyvoj po roce 1945 nabral v disledku
odsunu vétsiny némeckych pedagogt a studentd velmi specificky smér pod vedenim mladych ceskych vytvarnikd. Viz Role
uméleckopriimyslového vzdélavani. Vice in: POLANECKY, Jaroslav. Design v Usti nad Labem. In: KOLECEK, Michal, KOLECKOVA, Zdena
(eds.). Design Usti. Usti nad Labem: Fakulta uméni a designu Univerzity Jana Evangelisty Purkyn& v Usti nad Labem, 2015, s. 34-43.
ISBN 978-80-7414-964-1; POLANECKY, Jaroslav. Priimyslovy design 1945-1960. Ideologie versus kontinuita. in: JANOVSKY, Igor,
KLEINOVA, Jana, STRITESKY, Hynek (eds.). Véda a technika v Ceskoslovensku v letech 1945-1960. Praha: Narodni technické muzeum
2010, s. 231-238. ISBN 978-80-7037-197-8.
SVy¢et dobovych periodik je mimotadné bohaty. Uvadime alespori vybér nejvyznamnéjsich: Clovék a byt, Domov, Estetika, Glassrevue,
Kultura bydleni a odivani, Technicka prace, Tvar, Tvorba, Uméni a femesla, Vytvarna prace. Vedle vyslovené odbornych ¢asopist
a bulletinG 8lo o reprezentacni periodika (Glasrevue / Glas Review) nebo ,¢asopisy Zivotniho stylu” (Domov).
SHEGEROVA, Klara. Ceské lisované sklo pro roce 1945. Praha: 2012. Diplomova prace. Vysoka &kola uméleckopriimyslova.
Katedra déjin uméni a estetiky, s. 1.
’NOVY, Petr, HLAVES, Milan, ILLO, Patrik. Dva v jednom. Design ceského a slovenského skla 1918-2018. Jablonec nad Nisou:
Muzeum skla a bizuterie, 2018, ISBN 978-80-86397-31-3, s. 135-136.
8KAPLICKY, Josef. Sklo. Tvar. 1953, 3(3), 15-16; HEGEROVA, Klara, s. 37.
9KIRSCH, Roland a kol. Historie skidfské vyroby v ceskych zemi II/1. Academia: Praha, 2003, ISBN 80-200-1069-6;
KIRSCH, Roland a kol. Historie skidrské vyroby v ceskych zemi Il/2. Academia: Praha, 2003, ISBN 80-200-1104-8.

123



124

19VHJ je zkratka pro Vyrobné hospodatskou jednotku. VHJ vznikly v roce 1958 jako obdoby koncernti. V 80. letech byly VHJ organiza¢né
nahrazeny statnimi podniky.

TINOVY, Petr. Z historie ¢eského lisovaného skla VIII. Hledani cest 1948-1955. Glassrevue. 2004, (26). [online]. (cit. 20. 1. 2020).
https://www.glassrevue.com/news.asp@nid=3214.html

2yedle uméleckopramyslového vzdélavani samoztejmé sehralo zasadni roli rovnéz sklafské odborné technické vzdélavani
na stfedoskolské a vysokoskolské Urovni, bez kterého by byl rozvoj ¢eskoslovenského designu skla nemyslitelny.

13y 50. letech doslo k do¢asnému ruseni sklatskych $kol, resp. jejich slu¢ovani a restrukturalizaci obord. 60. |éta byla naopak ve znameni
jejich obnovy a zakladani novych. Do zna¢né miry Slo o dlsledek zmén strategie statu, pokud jde o roli skladfského primyslu.

T4NOVY, Petr, HLAVES, Milan, ILLO, Patrik, 5. 137-141.

1SNOVY, Petr, HLAVES, Milan, ILLO, Patrik, s. 137.

T8HLAVES, Milan, Romantické pocinani Frantiska Viznera. Glassrevue. 2005, (13). [online]. (cit. 20. 1. 2020).
Dostupné z http://www.glassrevue.cz/news.asp@nid=4011.html; HLAVES, Milan. Byl to zlaty vék lisovaného skla. Rozhovor s Rudolfem
Jurniklem. Glassrevue. 2006, (20). [online]. (cit. 20. 1. 2020). Dostupné z http://www.glassrevue.cz/news.asp@nid=5187.html;
HLAVES, Milan. Ot4zka budoucnosti nejasna. Rozhovor se sklafskym vytvarnikem ak. soch. Vaclavem Hanusem, 1. ¢ast. Glassrevue.
2007, (7). [online]. (cit. 20. 1. 2020). Dostupné z http://www.glassrevue.com/news.asp@nid=5633.html; HLAVES, Milan. Hrozny
galimatyas. Rozhovor se sklarskym vytvarnikem ak. soch. Vaclavem HanuSem, 2. cast. Glassrevue. 2007, (8). [online]. (cit. 20. 1. 2020).
Dostupné z https://www.glassrevue.com/news.asp@nid=5661.html

Jako ptizna¢nou kuriozitu uvadi Mizerova piiklad brazilského podnikatele, ktery do Brazilie ve velkém dovazel ¢eskoslovenské lisované
sklo v podobé osobné vybranych findlnich vyrobkd, ¢asto nikoliv prvotfidni kvality, které ovsem v Brazilii deklaroval jako sklarské
polotovary s cilem vyhnout se celni povinnosti na hotové vyrobky. Tyto produkty nasledné v Brazilii nechal brousit a distribuoval je
na tamni trh jako brazilskou produkci.

'8NOVY, Petr, HLAVES, Milan, ILLO, Patrik, s. 137.



Design of
Czechoslovak
Pressed Glass
between 1945-1989.
The Aesthetic
Context

Jaroslav Polanecky

1945-1989



126

Prelude

At least since the early 21st century, Czechoslovak
pressed glass from 1945-1989 has been receiving in-
creasing attention not only from historians and cura-
tors of glass. It has become an interesting topic for
theorists and historians of industrial design and ap-
plied art, an inspiration for contemporary designers,
and, last but not least, an increasingly sought-after
collector commodity. The increased interest is largely
due to the fact that the development of glass design
in socialism deserves not only more detailed mapping
but, above all, the appreciation that is only possible
today with the historical distance. However, a certain
fascination with pressed glass produced in series in
the decades of the planned economy and at the same
time in an environment distorted by political interven-
tions in all spheres of life is not just the repayment of
the debt, which the professional community still per-
ceives as current. From the point of dedicated design
lovers and collectors, it is not about a mere nostalgia
caused by a fashion trend with an all-embracing ‘retro’
sticker. It is becoming increasingly clear that the de-
sign of pressed glass in Czechoslovakia was, at a very
least in the 50s and 70s, a phenomenon bringing re-
markable aesthetic stimuli characterizing the time of
origin and, at the same time, a storehouse of timeless
visual forms. Both lines can be considered representa-
tive also in the international context.

The development of applied art and design is
an area where technical and technological innovations
meet all the time. These innovations have appeared
since the beginning of craft and even industrial produc-
tion with contemporary aesthetic tendencies. The mu-
tual influence of these spheres is accompanied by nu-
merous paradoxes. Progressive technologies enabling
the production of timelessly shaped products were, at
the beginning of industrialisation in the 18" and 19
century, mostly true to contemporary aesthetic trends.
These trends required eclectic styling seeking support
in styles of the past or the imitations of crafted prod-
ucts. At that time, only exceptionally was there a con-
nection between new technology with design reaching
beyond the framework of classicism, more precisely the
return to gothic, renaissance and baroque style.

The inventions of glass technologists have re-
peatedly supported the emergence of a new aesthetic
of glass processing, as was the case, for example, with
the invention of lead glass, which allowed a new ap-
proach to refine techniques, especially glass cutting.
The unique material and optical properties of lead glass
have been the source of inspiration for designing new
types of cutting techniques, which have become an
evergreen that has survived successfully to the pres-
ent day. It is not a coincidence that we talk about cut
glass, as it was one of the primary inspirations for the
design of pressed glass, which appeared in the first
half of the 19" century as a new industrial field with
extraordinary potential. However, this potential was



recognized as much later, and the path to the modern
morphology of pressed glass was long and complex.

Regardless of the country of production, the
catalogues of the 19% century pressed glass offer more
or less successful imitations of cut glass. From the
point of view of marketing strategies, it is quite under-
standable. One of the hallmarks of series production,
whether machine production or production with a high
share of manual labour, has been, since its beginning,
the effort to fill gaps in the ever-expanding market with
economically friendly derivatives of luxury handmade
products. Sales growth was due to the increase of pop-
ulation, as well as a gradual improvement of the eco-
nomic situation in developed countries. It led to high-
er demand for a wide range of consumer goods and,
last but not least, for representative items. Advanced
technologies, together with the emergence of modern
marketing, have almost perfected this practice. Where-
as, since the 19" century, the excess of supply over
demand has become increasingly apparent, at least in
countries with functioning market economies.

One of the most lucrative commercial lines of
design, not only glass, has for centuries been the prag-
matic tendency to supply the widest possible range
of customers with affordable goods with satisfactory
functionality and offer a variety of objects reminiscent
of the lifestyle of economically successful popula-
tions or evoking proven forms of the past. However,
this tendency was not a temporary phenomenon of
the time of rapid development of mass production

and consumption mechanisms. After all, the demand
for pressed glass, which more or less imitates hand-
cut glass, has become a kind of a curse that has been
haunting manufacturers and marketing experts to this
day. From this point of view, we cannot see the work
of producers and designers as a failure. Through the
eyes of today’s enlightened theorist and the historian,
we can easily imagine an enlightened designer who
would supply pressed glass products with a modern
morphology and would programmatically define one-
self against the period intoxication by historicism and
a passion for non-inventive imitation of craft tech-
niques. However, at the same time, this view is quite
distorted and, in a way, unfair. Throughout the 20%
century, designers have been trying hard to promote
the innovative morphology of pressed glass, and it is,
in fact, an endless struggle.

Already in the second half of the 19%" century,
personalities with progressive thinking emerged each
other. We can name, for example, Scottish designer
Christopher Dresser (1834-1904), who preceded and
at the same time influenced at least the Art Nouveau
and, in any case, the modernism of the 20% century
with a number of his designs. Although this versatile
visionary did not design pressed glass, one of the lines
of his design work opened the way to a new reflection
on the morphology of hand-made and industrially pro-
duced glass - free from historical reminiscences.’

The majority production of pressed glass has
fluctuated in endless variations in the morphology of
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the past - sometimes surprising technical designs. At
the turn of the 19 and 20™ centuries, technically un-
precedented products were quite innovative, connect-
ed to the development of railways, education, modern
armies and bureaucracy, electrification and gasifica-
tion of cities (such as light bulbs and lampshades),
mass-produced ink inkwells, and other civilization
achievements. However, even these products were
drowning in the riverbed of imitation and clinging to
the visual forms of the past - including a bizarre mor-
phology and exuberant decors. As an exception can
be seen the cheapest mass-produced pressed glass
products for general use, for example, in schools, civil
and military offices, restaurants etc. These cheap and
purposefully designed objects look surprisingly mod-
ern from today’s point of view. Fortunately, this sphere
of design has proved to be viable.

At the begging of the 20™ century, Art Nou-
veau brought a significant revival and Art Deco in the
1920s. Although both styles are characterized by their
lush morphology and fondness for decor, there is a pro-
grammatic style line of modern design drawing inspi-
ration from the current art trends (cubism, expression-
ism) and inspired by non-European cultures (especially
Japanese culture). The inspiration of Art Nouveau and
Art Deco has periodically returned, either admittedly
or in a refined interpretation. Besides, from the 1920s
onwards, functionalism and organic design became
more and more popular in glassmaking, and many de-
signers are still true to it today. All these trends are

traceable in the Czechoslovak pressed glass design in
the years 1948-1989.

Challenges

The 20%™-century designers were facing great and still
lasting challenges to turn this seemingly unattractive
technology into a stylistic bearer of specific aesthetics,
whose ambition is not only to imitate other materials
and past styles but a distinctive expression based on
the technological possibilities of pressed glass.?

At the first sight, optically, pressed glass imi-
tating cutting cannot compete with hand-blown and
hand-cut glass. Attempts to bring pressed glass clos-
er to cut or engraved glass of any chemical compo-
sition seemed, at first, destined for visual loss. How-
ever, a large number of potential customers willingly
accepted it. That is another paradox, which is under-
standable. However, the resistance of manufacturers
supplying the market with imitation of cut glass per-
sisted with remarkable viability even in the second half
of the 20% century. Technologists were very successful
in bringing pressed glass closer to hand-cut originals,
both in terms of optical qualities of glass and visual
imitation of craftsmanship. In a way, the advanced
technology approaching the perfection of pressed
imitation, in comparison with handcrafted originals,
stood in a path of designers, who, on the other hand,
distanced themselves from this practice and sought



original designs using the unique character of pressed
glass. At the same time, critical voices were pointing
out that, for example, pressed-leaded glass degraded
the exclusive position of cut lead crystal.

It is not only pressed glass. We encounter
analogous processes in other segments of glass pro-
duction and, of course, outside of glassmaking. In this
context, we can mention, for example, the production
of plastics, where, since the second half of the 20%
century, we have also encountered imitation of cut
glass. It might seem almost ridiculous if we did not
realize the devastating consequences for material cul-
ture. These anaesthetic caricatures degraded the no-
bility of cut glass much more than fairly made pressed
glass. At the same time, it is not only about plastics.
In the second half of the 20™ century, countless great
modern designs of plastic products were produced,
competing, not only in households, with glass and
other materials. At the same time, the designers and
producers, with their understanding of new possibil-
ities, relied on the technical and visual potential of
synthetic materials. They were not merely imitating
and pretending that the products were not plastics.
The design of pressed glass had to be approached in
the same way, which fortunately many Czechoslovak
designers understood. In the case of pressed glass, it
was primarily a matter of transforming a seemingly ba-
nal production technology into a source of inspiration,
respecting its specifics and at the same time using its
unique properties. It should be emphasized that the

production of pressed glass is by no means an inferior
technique compared to “noble” manual production.

Even today, we can find opinions that it is
a kind of industrial substitute and a cheap (literally and
figuratively) alternative to hand-made production suit-
able only for mass distribution of, in the better case,
average products. On the contrary. It is an extremely
technically demanding area of glass production with
high demands on perfectly mastered technology, in-
cluding design and costly production of moulds, re-
gardless of whether it is fully industrial production
(automatic operations) or production with a high
proportion of manual labour, such a manual pressing.
We should emphasize that manual pressing was quite
common in Czechoslovakia in the period between
1948-1989.

Besides, design is not just about technology. It
is about how these technologies are adequately used,
how designers can respond to stylistic changes, how
their original designs correspond to the general recep-
tion of these changes, and whether they succeed in
shifting new aesthetic norms - so they could become
part of the material mainstream. If a certain technol-
ogy can get rid of the stigma of “cheapness” and an
obvious substitute, a boundless field of successful ap-
plication opens up if it is accompanied by attractive
shaping more or less respecting (optimally anticipating
and determining) current trends. Any technology and
any material can be degraded not by the substance
but rather by a functionally and aesthetically defective
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design. At the same time, from a commercial point of
view, there is always a large group of customers with-
out distinctiveness who do not appreciate a creative
approach to design and only care about the product
cost.

The serial production using any technology at
any time cannot be separated from the craft traditions
of the past, as well as, the current trends. The trends
are not only the dominant visual innovations or retro-
spectives - especially in architecture (where they are
most striking) but also the current achievements of
the development of fine art. Fine art has always had
a major influence on design trends. It was in the form
of direct and indirect interventions in the work of the
most progressive designers while influencing the over-
all atmosphere of the field. The stylistic purity of new
artistic directions is also reflected in the design. Much
more typical is the intermingling of influences that is
often adopted by commercial designers (not only of
the 20™ century) ad hoc with a pragmatic effort to
create “modern” products regardless of clear stylistic
definition. As an example, we can see the avant-garde
abstract decors responding to cubism or expression-
ism with more or less traditional forms of Art Deco and
numerous hybrid designs implementing functionalism
without ambitions for purity. The legacy of these dy-
namic processes is still alive.

Theoretical Discourse

The 20™ century in the Czech region is characterized
by a permanent discourse on the meaning and role of
applied art and design. The discourse was guided not
only at the academic level but also on the pages of
professional journals, cultural newspaper attachments
and numerous publications.?

The period between 1948 and 1989 was not
an exception. Theorists, historians and art school
teachers joined this discourse, which was to be ex-
pected. Also, a very significant role played the texts by
renowned architects, artists and designers, who took
part in the discussion on the direction of the material
culture, sometimes with remarkable erudition and in-
sight and, last but not least, with extraordinary intel-
lectual commitment.

The simplified and schematic point of view in-
fluenced by the current perception of the situation
in the Czech territory, respectively in the territory of
the former Czechoslovakia of the 1940s and 1980s,
outside the professional community of historians and
theorists of applied art and design, often gives the
impression that this professional discourse was sub-
dued for many decades due to German occupation
in 1939-1945 and from 1948 by the communist re-
gimes to briefly revive the intellectual atmosphere in
the 1960s followed by the general stagnation of the
1970s and 1980s accompanied by Soviet occupation.



In fact, we encounter highly qualified views
on the role of industry, applied art and design in the
preserved prints and documents from the 1940s and
1950s - a time that is considered, in many respects, to
be an extremely dark period in Czech history. Regard-
less of the German occupation of the Czech territory
between 1939-1945 and the closure of Czech univer-
sities in 1939, the intellectual process examining the
development of technical and aesthetic aspects of the
arts and crafts formally continued in the Bata School
of Art in Zlin and the Academy of Art, Architecture and
Design in Prague. These schools were not closed by
the Nazis, as they did not have the status of universi-
ties. Therefore, they became important centres of art
education and professional discourse.*

If we today impartially evaluated the level of
professional theoretical debates from documents that
have been preserved from the 1940s (for example,
from the Zlin School of Art), we would be surprised
how little the general ideological supervision of the
Nazi occupiers is reflected there.

On the other hand, after 1948, the ideologi-
zation of all areas of life was intensely reflected in the
discourse about the mission of nationalized industry,
therefore, also in the field of industrial product design.
However, it didn't have the expected devastating im-
pact. The end of the 1940s and especially the 1950s
are, in fact, a period when numerous polemical clash-
es between theorists and intellectually capable artists
took place in sometimes remarkable quality on the

pages of numerous professional magazines and peri-
odicals, the existence of which is now generally known
only to experts. The essential periodical was the mag-
azine Tvar, which was published by the Centre for Folk
Art Production in Prague (Ustfedi lidové a umélecké
tvorby - ULUV).®

Very surprising is not only the extraordinary
intensity of this professional discussion but its qual-
ity and quantity. What is even more astonishing from
today’s point of view is the number of professional
periodicals, publications, bulletins, and other materi-
als, dealing with the issues of applied art, industrial
design and material culture that have been produced
(and subsequently disappeared) since the 1950s. The
number of institutions that have dealt with this issue
is also noteworthy.

The ideological diagrams of the communist
regime behind these institutions and the publica-
tions they published were, on the one hand, a restric-
tive outline and, on the other hand, a challenge for
all involved. Believers or opportunistic (and more or
less dogmatic) proponents of the ruling ideology had
enough room to put forward their views advocating
fundamental changes in the production and visual en-
vironment of the industrially and culturally advanced
Western-type country which Czechoslovakia was.
However, left-oriented theorists and artists, who were
not subject to the primitive dogmatic views of polit-
ical apparatuses, had the opportunity, under these
new conditions, to promote their opinions about the
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humanization of the material and visual environment
within the possibilities of new socialist production
mechanisms. For artists and theorists unburdened by
communist ideology, seeking to maintain continuity
and, most of all, contact with current trends in the
world, this type of discourse was a test of intellectual
ability and character resilience, courage and ability to
manoeuvre in these changing conditions to save the
most, and in the best case, take advantage of the sit-
uation and initiate projects that are difficult to imple-
ment in a market environment.

One of the most famous participants of this
discourse in the 50s and 60s, were artists Milo$ Filip,
Josef Kaplicky, Jan Kotik and Adolf Matura, and theorist
Alena Adlerova, Olga Drahotova, Karel Hettes, Jindfich
Chalupecky, Miroslav Klivar, Milena Lamarova, Josef Ra-
ban and Dusan Sindelat. The actors in these debates
were ‘repeatedly emphasizing the success of quality
pressed glass at world expositions and its economic
potential for Czechoslovakia.”®

“The contemporary professional press is full
of sighs of artists and theorists over the reluctance
of exporters to offer modern Czech glass in the
world, as well as reactions from the other side, which
say that the customer is our master, his taste is spe-
cific, often nostalgic and does not correspond to vi-
sions of artistically educated intellectuals.”” Very char-
acteristic was the sigh of Josef Kaplicky saying that
“the level of our glass is often decided by a foreign
customer..., who without taste and culture demands

things that can only confuse the orientation of our
glass.”™

However, from the point of view of the glass
industry, the argument, led at all possible levels, ran
into the fact that the planned Czechoslovak econo-
my in the early 1950s laboriously sought a way to use
the potential of the nationalized glass industry. It all
happened when Czechoslovakia has become a largely
isolated country with limited contacts regarding coun-
tries outside the communist sphere. Nevertheless, it
would be a mistake to move the benefit of contempo-
rary clashing opinions to the archives. In the segment
of pressed glass, there is the fundamental and still in-
spiring contribution of the curator of the Museum of
Decorative Arts in Prague - Karel Hettes. He influenced
exhibition projects focused on the presentation of
Czechoslovak glass. He also actively and successfully
entered the design approach and tried to connect the
art sphere with industry.

Centralization and Supervision

One of the characteristics of the socialist approach to
the implementation of design procedures and strate-
gies was a tendency to create official institutions influ-
encing the centrally managed planned economy, pro-
duction and trade via various institutes, commissions
and advisory bodies. The mechanism of their origin
and functioning in Czechoslovakia from the late 1940s



to 1989 was sufficiently described in the available lit-
erature.®

However, these institutions were not neces-
sarily an obstacle for design development. It is a well-
known fact that even within an environment distorted
by directive-created structures emerging in the total-
itarian regimes, viable and influential organizational
units emerged, and their influence cannot be perceived
as negative. The influence of the Institute of Housing
and Clothing Culture (UBOK) can serve as a good ex-
ample of an institution established to ensure a certain
centrally-managed body, providing supervision over
the quality of production of nationalized industry and
guaranteed by qualified experts.

At the same time, it was to be a centre medi-
ating communication and links between experts, de-
signers and industry representatives. The coordination
of these processes took place in cooperation with pro-
fessional centres, art councils and commissions. In the
case of pressed glass, it was with the Central Art Cen-
tre of the Glass and Fine Ceramics Industry (Ustiedni
vytvarné stfedisko primyslu skla a jemné keramiky),
Technical and Art Centre in Teplice (Technicko-vytvarné
stfedisko), Art Council for Pressed and Packaging Glass
at VH] (production and economic unit) OBAS in Dubi
u Teplic (Vytvarna rada pro lisované a obalové sklo).™

In addition to these institutions, specific peo-
ple connected with the production environment also
played an important role. Here, we have to name the
“enlightened manager” Karel Peroutka, the director of

the national company Sklarny Inwald (Rudolfova hut
in Dubi u Teplic). “According to Karel Peroutka, direc-
tor of the national enterprise Skldrny Inwald, who was
the main organizer of pressed glass development in
Czechoslovakia after 1945, in the early 1950s Czech
glassworks produced - also due to the lack of interest
of artists - basically only pre-war production, i.e., hand-
pressed glass with decors imitating cut glass. Therefore,
Peroutka established cooperation with the Academy of
Arts, Architecture and Design in Prague (VSUP; ateliers
of Prof. Josef Kaplicky and, especially, Prof. Karel Stipl).
His efforts were supported also by art theorists.”"

Institutions whose activities were guaranteed
entirely by competent experts faced a problem that
was very difficult to solve, with contradictory tenden-
cies, which significantly affected pressed glass. Above
all, there was undoubtedly a well-intentioned effort to
bring new life, unburdened by historicist repetitions
of proven designs, to industrial production, and pro-
mote new a new approach towards the pressed glass,
which would realize its technical and artistic potential.
It was accompanied by the need to satisfy the export
ambitions of a state that was eager for freely convert-
ible foreign exchange, regardless of whether it was
obtained from the ‘west’ (i.e., market economy coun-
tries) by exporting progressively designed products or
highly demanded cut glass imitations.

The reality was that after 1948, Czechoslova-
kia became a country with a centrally controlled econ-
omy, a currency that was not freely convertible, and
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with so-called five-year plans for the development of
industry and the economy. At the same time, foreign
trade had to operate largely in the changing environ-
ment of a market economy, the flexibility and efficien-
cy of which were guaranteed primarily by private busi-
ness entities.

These foreign entities responded flexibly to
trend changes and market fluctuations, regardless of
the ideas of their Czechoslovak partners about the
planned economy and the implementation of designs
that have undergone sophisticated approval processes.
Last but not least, it is necessary to take into account
the competition of private foreign manufacturers im-
plementing modern design without endless theorizing,
arguing with professional commissions and without
supervision from above. Besides, most international
contacts from the Czechoslovak side happened only
through selected individuals. These individuals were al-
lowed to travel to ‘capitalist foreign countries’ for trade
or getting acquainted with current trends in interna-
tional shows. Travelling to non-socialist countries was
certainly very difficult, even for “approved” individuals
who perceived this possibility as, from today’s point of
view an incomprehensible, privilege.

The Role of Applied Arts Education

The territory of former Czechoslovakia was in the 19t
and 20t centuries a scene of permanent social change

and geopolitical discontinuity. The development of the
glass industry has been irrevocably affected by these
turbulent fluctuations, whether for better or worse. If
we want to trace the reasons why Czech and Czecho-
slovak glassmaking maintained a stable high level in
the period 1948-1989, despite a considerable degree
of international isolation and directive state interven-
tion, it is necessary to mention the role of industri-
al education - especially vocational glass education.
Above all, we have to take into account that its strong
foundations were laid in the 19* century. It is a well-
known fact that in the second half of the 19% century,
in the Bohemia, vocational glass schools were estab-
lished (still operating today) in Kamenicky Senov and
Novy Bor. In 1885, The Academy of Art, Architecture and
Design in Prague was established (VSUP / UMPRUM).
In 1920, a very significant glass school was founded in
Zelezny Brod. Glass schools in today’s Czech Republic
are located in an ever-changing geopolitical plan (Aus-
tria-Hungary, Czechoslovakia, the German Empire, or
the Protectorate of Bohemia and Moravia and again
Czechoslovakia). Despite all the changes of national-
ities, political and economic conditions, these schools
are still operating today.'

After World War 1l, secondary glass schools
were increasingly significant centres of education.
In addition to the fundamentally stylistic school in
Zelezny Brod, which was, since its establishment in
1920, “purely Czech”, there were the schools in Kamen-
icky Senov (Steinschénau) and Novy Bor (Haida), locat-



ed in the Sudetenland, which was part of German Em-
pire between 1938-1945. After 1945, most students
and teachers of German nationality left these schools
as a result of the post-war expulsion. It freed space
for a new concept of education. After 1945, young
artists such as René Roubi¢ek (Kamenicky Senov) and
Stanislav Libensky (Novy Bor) worked there.

Most of the successful designers of pressed
glass studied at secondary schools in Zelezny Brod,
Kamenicky Senov and Novy Bor. There, they acquired
indisputable artistic skills and, at the same time, re-
spect for the glass craft. We would like to emphasize
these artistic skills, as post-war glass education in
Czechoslovakia was characterized, even at the second-
ary level, by a significant share of drawing, painting and
sculptural training accompanied by a good knowledge
of art history and, as far as possible, theoretical re-
flection on contemporary trends - with emphasis on
design. With all due respect to the past of the field,
there was a clear departure from the routine copying
of historical templates and a tendency towards a crea-
tive understanding of education. As aresult, secondary
glass schools graduates were well prepared for further
art studies at the academic level (between 1948 -
1989, it was only granted to a few of them), as well as
the practice in the field of glass.

Graduates of these secondary schools had
strong craft skills, but above all, distinctive abilities
and diversified thinking, enabling them to look critical-
ly and creatively at visual and material reality. Thanks

to this, from the 1950s, many of these graduates were
successful in practice, even without graduating from
the Academy of Art, Architecture and Design."

The Academy of Art, Architecture and Design
in Prague and the vocational secondary glass schools
became in the 1950s and especially in 1960s very
progressive workplaces, which became certain “oasis
of common sense’ and relatively liberal creative envi-
ronment in the field of university glass education of
an artistic and industrial character. Many graduates of
secondary glass schools were forced to seek employ-
ment in various disciplines of glassmaking or to study
technical fields or humanities at universities, or they
resigned and didn't seek employment in the field.

Design as Mediator of Visual Forms,
Styles and Canons

Undoubtedly, one of the advantages of industrial de-
sign and applied art is the fact that ideological influ-
ences are reflected in their functioning only to a limit-
ed extent when it comes to the actual form of designs
and the subsequent practical and commercial applica-
tion. While the design of utility and decorative prod-
ucts provides some space for the explicit application
of visual attributes associated with the ideology of any
type, usually, these are specific, custom-made and de
facto accidental matters, fortunately without a greater
impact on the industrial manufacturing mainstream.
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Basically, the design of mass-produced products is
fundamentally resistant to ideologies, except for spe-
cific excesses perceived today as period curiosities.

Since the 1940s, the nationalized Czecho-
slovak glass industry was subjected to not one but
several stress situations from all directions. The state
of the production and educational environment after
1945 was significantly affected, among other things,
by the post-war expulsion of most experts of German
nationality. Theoretically, after 1948, political pressure
should prevail. We would presume that the design of
glass, especially in the 1950s, would demand a new
form of design, which would be in accordance with the
so-called socialist realism, whose directive-enforced
influence is present in contemporary painting, applied
graphics, sculpture and architecture. However, this col-
lided with the need to satisfy the needs of exports,
especially to “capitalist” countries (which was a priori-
ty), and, at the same time, to supply the ordinary do-
mestic market with practically shaped and affordable
everyday utility products. Since the mid-50s, there was
a fundamental pressure from the foreign trade sphere
to distribute Czechoslovak glass to ‘western’ countries
paying in freely convertible currencies.

The design of most industrial products has
always followed the period possibilities in technolo-
gy and older craft techniques to use their shape and
decorative potential. An integral part of design prac-
tice is the reflection of current artistic styles and di-
rections, the morphology of architecture and technical

products, as well as the perception of visual stimuli
from the environment of natural morphology. After all,
nature and its creative transformation have been an
integral part of design practice.

In the period from the late 1940s to the late
1980s, in the world of the visual arts, artistic styles de-
veloped dynamically. Whereas, from the late 1940s, it
was clear that different political development on both
sides of the ‘lron Curtain” will have a fatal effect on
the development of art. Hand in hand with political
development in the communist countries, the effort of
ideological authorities to create binding visual canons
was evident. These authorities saw the artistic tenden-
cies on the west of the Iron Curtain only as an imagi-
nary battlefield, where it is necessary to respond in the
form of a single correct artistic expression.

In communist countries, in addition to the of-
ficial doctrine of socialist realism, ‘folksiness” became
a kind of a spell. The prevailing ideology, via its cultural
representatives, declared war against ‘formalism” and
individualism. De facto anything that deviated from
the underdeveloped imagination of communist func-
tionaries untouched by the development of modern
art was considered formalism. On the other hand,
these self-proclaimed arbitrators highlighted folklore
as the pinnacle of artistic development. Artistic out-
bursts taking place in a free part of the world after
World War Il, for example, in the form of another wave
of non-figurative or abstract art, were, therefore, found
formalistic and anti-people. Paradoxically, function-



alism was not favourably received either, despite all
the progressive and left-wing connotations from the
pre-war period. It was probably for its links to abstract
art and purist architecture. The fact that functionalism
did not catch on until the 1930s and abstract art was
forbidden in the Soviet Union also played a significant
role. However, the Russian avant-garde played a crucial
role in the origin of abstract art in the first two dec-
ades of the 20% century.

Applying ideological frameworks to industrial
products and their design was seemingly tempting. In
fact, even in totalitarian regimes, industrial design is
such a specific area that it is not easy for its propo-
nents to clearly formulate or define what the relevant
ideology considers a proper design. Especially in the
50s and 60s, there was an interesting and lively de-
bate on this topic that took place in Czechoslovakia.
Thanks to many dedicated theorists and practition-
ers from the field of art and applied art, this debate
was surprisingly fruitful and stimulating. Largely vague
proclamation of the humanization of industry and the
mission of design as an ambassador of a new aesthet-
ic enriching and, at the same time, functionally satis-
fying households of all social strata clashed with the
pragmatic thinking of traders. At the same time, this
often didn't meet the ideas of industrial designers,
who were trying to promote a new face of products,
which were to ensure economically sustainable mass
production, in the case of the glass industry also the
maximum export potential.

Many designers did not take the promise of
a new form of industrial products lightly and, honestly,
tried to fulfil this social contract. Some identified with
the new direction for the field and perceived the spe-
cific conditions of socialism as an opportunity. How-
ever, what is significant is that their understanding
of the new aesthetics was far from the blunt visual
patterns of socialist realism and the requirements for
favoured folksiness, which was to be guaranteed by
the mechanical imitation of folklore attributes. It is not
to say that the field of folklore had nothing to offer
to modern design. This imaginative use of folk shapes
and decors can be traced back to the 1970s in the rep-
ertoire of many world designers, not only glass design-
ers, from the sensitive acceptance of folklore heritage
to its humorous and sly postmodern quotations.

Theoretically, the scope of any new aesthetic
canons defined in glass design was much wider than
with the design of vehicles, furniture, electrical appli-
ances, clothing, office supplies, etc. These are spheres
of design where the ideological effect on the appear-
ance of products was only proclamatory. Communist
power got to them in the form of a directive-planned
economy, often absurd decisions from above and far,
changing geopolitical and internal priorities, and es-
pecially the permanent inability to satisfactorily sup-
ply the domestic market with universally demanded
consumer goods of all kinds. But it was practically im-
possible to burden the design of, for example, trams
or vacuum cleaners by canons of social realism and
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folklore morphology. Fortunately, the glass design, in-
cluding pressed glass, also got out of the hands of
ideologists.

From the 1950s to the 1980s, in Czechoslo-
vakia, glassmaking became an interesting aesthetic
laboratory, where processes took place, which made
Czechoslovakia one of the centres of progressive de-
sign development. In the first half of the 1950s, Czech
glassmaking officially isolated from international con-
frontation - in the form of participation in foreign
design exhibitions. Therefore, it might seem that the
successful presentations at international exhibitions,
dating back to 1957, culminating at the world exhibi-
tion Expo 58 in Brussels, were the result of a unique
development guaranteed by the unique Czechoslovak
environment. This statement might have some sup-
port in that the glass design was, to a large extent,
centrally controlled and received great attention. How-
ever, the reality was much more colourful.

Despite international isolation, visual informa-
tion flowed into Czechoslovakia in the 1950s, regard-
less of the physically carefully guarded state borders.
This process was even more intense in the 1960s and
did not stop in the 70s and 80s. Thanks to the limit-
ed international contacts, it was mainly about current
catalogues of Western manufacturers and other ideas
mediated by employees of foreign trade companies.
However, the visual information from the field of ap-
plied art, floating to Czechoslovakia, couldn't be un-
derestimated either. These were exhibition catalogues,

art and design magazines, and the supply was not as
strictly controlled as in the case of printed materials
with a predominance of verbal information. An impor-
tant role played presentations of Czechoslovak glass
abroad (some subsequently presented at home), which
enabled the ‘chosen’ representatives of Czechoslovak
glassmaking to travel. To a limited extent, exhibitions
of foreign design in Czechoslovakia. The importance of
these exhibitions was emphasized by Milan Hlaves.™
Thanks to this, many artists and designers got
acquainted with current artistic directions, including
post-war abstract art. In Czechoslovakia in the 50s,
abstract art was not favoured, especially painting and
sculpting. In the case of decorative applications of ab-
stract character on the utility and industrial products,
the supervision was much more lenient. We can see
the aesthetic defying the canons of socialist realism
in contemporary graphic design, textile printing, and
decorative surfaces on furniture and lighting fixtures.
In addition to innovative decors, the shaping
of products in the spirit of organic aesthetics inspired
by Scandinavian and Italian design was also used.
Last but not least, the simple geometric aesthetics of
functionalism was still present, which had in Czech-
oslovakia very high-quality pre-war patterns. As a re-
sult, utility products have become a kind of mediator
of progressive artistic tendencies. It was a medium
that brought the achievements of abstract expres-
sionism, informalism and modern sculpture to homes,
offices, accommodation facilities and restaurants. The



same was true for the field of glass design. Follow-
ing the emphasis on manual production, in the 50s, it
was mainly products made of blown, cut, or engraved
glass. However, pressed glass soon took on the role of
mediator in an extraordinary way.

It was not only in the 50s that creative artists
appreciated design in the sphere of applied art. There,
they could implement progressive artistic tendencies
mostly freely without harmful supervision. The design
offered a background for creativity for designers look-
ing for a space free from the depressing specificity of
social realism. In the second half of the 50s, these ar-
tistic stimuli began to appear in the design of pressed
glass. From the 60s, this progressive line became one
of its supporting pillars.

In addition to the penetration of current ar-
tistic directions and design trends, the Czechoslovak
pressed glass design was building, already in the late
1940s, on the proven shapes and decors of the past.
It was not just about the already mentioned more or
less successful cut glass imitation, which we can trace
back to the beginning of the 19% century. The purist
aesthetics of functionalism following the glass design
work of Wilhelm Wagenfeld, Ladislav Sutnar and oth-
er designers of the interwar period (today, considered
classics), was and still is a timeless certainty, as well as
the organic aesthetics, which started to develop in the
1920s, led by Finnish designer and architect Alvar Aalto.

In the 50s, the new influence of Scandinavian
organic design, especially Finnish, became more and

more visible. In addition to products with definable
style, acknowledged and endorsed by many designers,
there is a somewhat neglected but even more influ-
ential segment of mass-produced everyday objects. It
is based on timeless utilitarian morphology and with
specific aesthetic structure, rooted in consciously or
intuitively ad hoc adopted patterns that are typical of
the relevant period. This extension is all the more in-
conspicuous, the more we take it for granted.

In the 40s and 50s, there is an evident effort
to maintain the continuity of Czechoslovak pressed
glass — not only in terms of the proven imitation of
established industrial designs. In fact, in the interwar
period, many designers of pressed glass were able to
break free from the imitation of cut glass and create
a production segment with a specific form of pressed
glass betting on conservative continuity based on the
possibilities of press technology and inconspicuously
implementing modern morphology.

Since the 1970s, an interesting trend became
the inclination of some designers to a richly decorative
morphology of surface treatment using charming vege-
table ornaments evoking Art Deco. These decors harmo-
nized well with the relatively conservative forms of the
vessels, and apart from a certain nostalgia, they made
it possible to cleverly hide any possible glass imperfec-
tions. Thus, decors based on traditional designs were
used, without any pressure, and without it being a first-
class commercial assignment or an effort to make the
products popular. In any case, it was a trend that was
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an interesting alternative to abstraction and biomorphic
Modern or persistent morphology of functionalism.

An ingenious contemporary theorist might be
able to assign these tendencies to the international
design post-modern, which had similar practices and
was growing stronger in the 70s. Anyway, this decora-
tive style was in the 90s understandingly and, at the
same time, ironically reflected by several Czech design-
ers, who were influenced by post-modern thinking to
creatively recycle this remarkable part of Czechoslovak
design legacy.

One of the very influential lines of pressed
glass design was mass-produced beverage glass in-
tended for catering facilities and restaurant, while
during the decades of building communism, the range
was reduced to the offer of beverages dominated
by draft beer. Beer glasses designed for restaurants
were, are, and probably will be in the Czech lands, an
essential item of pressed glass production influenc-
ing the material culture shared by the broad masses
of the population. The aesthetic impact of this seg-
ment cannot be overestimated or underestimated, as
beer glasses are a shared aesthetic message. From
the 1950s to the 1970s, conservatively shaped beer
glasses, designed jointly by Rudolf Schroter and Vaclav
Hanu$, dominated the restaurant. They were gradually
replaced by more progressively conceived glasses de-
signed by Jifi Brabec.

Brabec’s beer glasses honoured not only the
production possibilities of producers but also subtly

mediated current artistic tendencies evoking, for ex-
ample, op-art. The widespread nationwide distribution
of unified beer glasses was helped by a typically so-
cialist anomaly. The breweries were forced to resign
from the corporate design of their own beverage and
packaging glass due to the directly controlled distri-
bution of their products, which was limited to specific
districts. In any case, beer glasses represent a peculiar
phenomenon. Generations of people in our country
have been familiar with this phenomenon on a mass
scale. Today, more than ever, the design of beer glass-
es and beer bottles is a prestigious design category
precisely thanks to the effort of breweries to create
a corporate identity and shape of the glass.

Despite all the efforts of theorists and design-
ers, socialist Czechoslovakia failed to create artistical-
ly compact and functionally complex design sets of
mass-produced pressed glass, which would take into
account the needs of mass catering in restaurants,
canteens, buffets and cafeterias, school cafeterias and
other catering facilities. Thanks to this, pressed beer
glasses have become one of the mediators of quali-
ty design influencing a wide range of the population.
However, it was not the only one. Domestic pressed
glass has become an integral part of households and
public gastronomy, despite the above-mentioned ab-
sence of complex sets. The packaging glass intended
for beverages and food, which often received a sec-
ondary use, also had a distinctive visual quality. “Unlike
hand-made Czechoslovak utility and decorative glass,



pressed glass - including automation - applied widely
on the domestic market.”"

The Question of Style

If the post-war design of Czechoslovak pressed glass
was to break free from (rightly criticized by artists and
theorists) dependence on the imitation of cut glass
dictated by commercial aspects and bring new visual
- technical incentives, the question was, which way
should the designers go. The requirements for origi-
nality and distinctiveness of home design could very
well resonate with the confidence of designers with
the quality secondary school education and, in most
cases, with excellent artistic competencies acquired
at the Academy of Arts, Architecture and Design in
Prague. Long-term, but not complete, isolation from
events in developed countries could theoretically sup-
port the search for the specific Czechoslovak path to
create new styles independent of foreign trends and,
at the same time, not explicitly imitating proven prac-
tices of the past. The ideas of ideologists undoubtedly
offered inspiration in the form of folk art, considered
to be the life-giving source of the people’s democratic
cultural milieu. So, what were the starting points for
a new Czechoslovak modern original design?

As for the international-contemporary con-
text of the 1950s and 1970s, it was primarily a con-
frontation with Scandinavian design, specifically Finn-

ish. The conscious and probably largely unconscious
overlapping of design practices in Czechoslovakia and
Finland was caused by specific cultural conditions in
both countries. However, the Finns had the undeniable
advantage that, after World War Il, Finland became an
internationally open democratic country with a market
economy. Since the 1950s, it has gradually established
itself as a design power. At the same time, as a po-
litically neutral country, communist Czechoslovakia
more or less tolerated Finland, and thanks to this, it
was possible to cooperate - at least in the form of
exhibitions.

However, even the most original design is usu-
ally not only created by miraculous inspiration. The in-
fluences of past styles are as present as the current
styles, regardless of the degree of voluntary or invol-
untary seclusion. At the end of the 1940s, functional-
ism was still very much alive, not only in glass design.
So far, this hasn't changed. The organic design defined
by the Finnish designer Alvar Aalto in the 1930s (with
his significant glass designs of the Savoy collection)
took on a new dynamic, after World War Il, in the work
of Tapio Wirkkala.

The Role of a Designer

One of the most difficult tasks facing an industrial
designer trying to push the boundaries of aesthetic
canons is to design serial and cost-friendly products
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for the major customers without directly encouraging
them. At the same time, he/she should fully use the
available and economically-friendly technologies with-
out undermining their potential. Moreover, he/she is
constantly confronted with the pragmatic thinking of
those who try to apply the products he designed to
the market. If the designer truly wants to enforce his/
her specific artistic vision, it is really a "heroic task’.

As already indicated, the designer’s creativity
is, regardless of his/her competencies and capabilities,
limited by production capabilities and business inter-
ests. It does not mean that designers cannot, with
their constant efforts, push the boundaries of technol-
ogy and aesthetic canons into realms that glass pro-
ducers and sellers could not imagine or did not even
strive for. The imagination of designers, if they manage
to overcome production and marketing stereotypes,
can result in product aesthetics, which will become
a new trend and a business hit. It is a laborious and
demanding process, which has been producing re-
markable results for a long time. Although, the impact
could be appreciated only with time (sometimes in the
order of decades). But all the more enthusiastically, it
was called. In addition to daily humble service to the
product mainstream, these shocks are one of the mis-
sions of designers. Regardless of the circumstances,
even the most creative designer, focused on finding
the originality of his designs, is surrounded by a great
competition of designers around the world striving for
the same.

In the conditions of certain isolation caused
either by objective circumstances (for example, many
Czech designers who did not have the opportunity to
travel and had a limited supply of information) or sub-
jective preferences (if designers purposely distanced
themselves from foreign trends), there was a signifi-
cant risk creating a similar morphology abroad. There,
the conditions for flexible implementation of original
designs were more favourable. Therefore, we can come
across designs, which clearly visually related.

However, the Czechoslovak pressed glass was
lucky when it came to great designers. We have al-
ready mentioned Rudolf Schroter, who continued the
pre-war tradition of glass company Inwald. Schroter
was undoubtedly one of the designers who, in the
1930s, approached pressed glass with an understand-
ing of its specific possibilities. Although, in his case,
it was not an avant-garde conquest but a solid and
fundamentally conservative approach within moderate
modernity. One of the indisputable advantages of this
approach is a certain timelessness of shape solutions
offering further development in the form of redesigns
that evoke continuity. Starting in the 50s, a new gen-
eration of designers entered the scene, who were not
burdened by the reminiscences of the pre-war period.

For some designers, pressed glass was only
an episode, but their contribution was a benefit, in
most cases a major one. After their experience with
controlled economics and industry, more precisely its
decision-making and marketing mechanisms, many



designers preferred individual studio work. Thanks to
this, the phenomenon of Czechoslovak atelier glass
was born.

Important is the fact that real personalities
equipped with quality art education started to focus
on pressed glass. They were determined to change this
way of production into a truly representative demon-
stration of the capabilities of the Czechoslovak glass
industry, and so they combined their artistic ambitions
and abilities with it.

The list of names of all designers dealing with
pressed glass between 1948-1989 is long. We will only
mention personalities who imprinted Czechoslovak
pressed glass with a characteristic form. A good hint
can be a series of dateless catalogues of pressed glass
from the turn of the 1970s and 1980s with short but
concise texts by Alena Adlerova. The catalogues were
published by SKLO UNION k. p. OBAS with Glassexport
(Skloexport). And are dedicated to the following de-
signers (listed in alphabetical order): Jifi Brabec, Rudolf
Jurnikl, Adolf Matura, Pavel Panek, Frantisek Pecleny,
Vratislav Sotola, Vaclav Zajic.

However, we cannot forget to mention other
significant designers. Without them, the excellent lev-
el of Czechoslovak pressed glass would be unthink-
able: MiloS Filip, Jitka Forejtova, Vaclav Hanus, Karel
Konak, Miloslav Kubinec, Ladislav Oliva, Vaclav Platek,
Jiti Repasek, Rudolf Schréter, Jozef Soukup, Vladislav
Urban, FrantiSek Vizner, Jiti Zejmon and Frantisek Ze-
mek.

The Role of Glassexport

The background of new designs and their authors’
success in a complex process involving technical and,
last but not least, marketing processes was revealed in
informal interviews with famous pressed glass design-
ers, which were published by Milan Hlaves in internet
magazine Glassrevue.®

The role of the foreign trade company Glass-
export is repeatedly mentioned in most interviews. Its
role as a monopoly exporter is also mentioned by the
authors of texts dedicated to Czechoslovak pressed
glass in this period. Glassexport figures there as an
omnipotent institution influencing the export-orient-
ed production, which was, to a large extent, measur-
able. The professional literature mentions important
activities of artists employed directly by Glassexport
and their role as intermediaries between designers,
manufacturers and traders. For example, the work of
Jiti Zejmon, who was a trained artist and designer and
worked at Glassexport after 1958, is especially highly
valued.

The other view is somewhat neglected, i.e,,
from the point of the environment of Glassexport and
from the position of experts with economic education,
who have been trading in Czechoslovak pressed glass
on foreign markets since the 1960s. In this context,
there is undoubtedly a remarkable interview with lvana
Mizerova, a long-time employee of Glassexport, be-
tween 1964-1996. This interview was taken especially
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for this publication. Ivana Mizerova highlights the qual-
ified and useful work of Jifi Zejmon and, at the same
time, reminds us of the work by Karel Konak, who co-
operated with Zejmon in Glassexport.

Regarding the aesthetic and stylistic aspects
determining the export success of pressed glass, Miz-
erova states very different preferences of specific mar-
kets and correlations between the number of exports
and the requirements for artistic originality of design.
The visual and technical form of the assortment was
really determined by foreign demand and, at the same
time, the pragmatic export strategy of socialist Czech-
oslovakia, which was a country with great export po-
tential to the ‘west” and was a member of the Mos-
cow Mutual Economic Assistance Council (CMEA) (until
1990), including countries under communist leader-
ship or the so-called “east’. Western markets are to be
understood as all market-economy countries (regard-
less of their geographical location) paying for goods in
freely convertible foreign exchange, while the “eastern’
or communist countries within the CMEA operated un-
der a specific regime.

While the markets of communist countries
were usually less demanding and inquired pressed
glass on a mass scale to satisfy a huge and perma-
nently unsaturated market, the demand in the mar-
ket economy countries was considerably diversified.
However, the interview shows that since the early
1960s, the highest demand for pressed glass from
abroad was directed to imitation cut glass, regardless

of economic or political conditions prevailing in the
destination country (to which export was directed). At
this point, we can state that the demand for eclectic
historicizing production was also evident from foreign
markets unburdened by the anomalies of the commu-
nist economy. To a large extent, this allowed Czecho-
slovak producers to continue the proven ‘pre-socialist
" production. At the same time, it was a major obstacle
to the development of new original designs of pressed
glass. In particular, business partners in South America
required, if possible, larger pieces with cut imitation
in large numbers, which would satisfy the large mass
of lower-middle-class customers and their demand for
‘representative’ household objects.

From the point of view of contemporary
Czechoslovak foreign trade, focused primarily on mass
exports, the progressive designs of ‘noble pressed
glass’ by Czechoslovak designers have never been, de-
spite the marketing efforts of Glassexport, as popular
as ‘declining production of cut crystal imitation’. Busi-
ness partners from countries with market economies
demanded Czechoslovak ‘Modernity’, i.e., progressive-
ly designed pressed glass products, only in limited
quantities, mainly to have a complete assortment in
their showrooms.

As a notable exception, in the 1960s and
1970s, we can see partners in the Scandinavian coun-
tries and Italy, where truly modern design was popular.
The pressed glass designs, which we consider today
to be a fundamental contribution to the Czechoslo-



vak glass industry, became very popular in Scandinavia
thanks to a specific aesthetic background cultivated
by the work of progressive domestic designers and en-
lightened manufacturers. We must state here that the
populations of Denmark, Finland, Norway and Sweden
together have a population of less than 17 million. In
terms of trends and international influence, they were
and still are undoubtedly a reference market. Unfortu-
nately, from a business point of view, these countries
also are a market with a limited number of customers.
On the other hand, Italy was alarge, globally influential,
demanding and flexible market open to new trends. It
should be noted that the stimuli coming from Czech-
oslovakia were perceived more as only a partial enrich-
ment of the wide domestic and foreign offer.’”
Production was also influenced by foreign af-
filiates operating abroad. These were joint-stock com-
panies, co-owned by Glassexport, where, apart from
foreign partners, also worked the employees of Glas-
sexport and representatives of Czechoslovak manufac-
turing companies. During the 1970s, the demand for
pressed lead glass, produced in Podébrady and Svétla
nad Sazavou, increased at the expense of pressed so-
dium-potassium glass. In the case of pressed lead crys-
tal, it was again about the cut glass imitation. It was
a step backwards from the original modern design. The
development of the specific pressed glass design was
negatively affected, in 1972, by the merging of all areas

of export (of a certain type of assortment) into the cus-
toms category of hollow glass, regardless of technol-
ogy. Until then, pressed glass belonged to a separate
business category, which systematically focused on it.

In the 80s, Glassexport export strategy fo-
cused more on other spheres than progressively de-
signed pressed glass, and this sphere was increasingly
faced with technological obsolescence. Unfortunately,
the feeling of decline and resignation from the point of
view of international trade was connected to the real
possibilities of a centrally controlled economy, which,
in the 80s, started to lose more of its competitive-
ness, despite the efforts and abilities of Czechoslovak
pressed glass designers.

Nevertheless, at the end of the 1980s, the
production of pressed glass showed growth, “In the
mid-80s, Czechoslovakia was the seventh-largest ex-
porter of decorative and utility glass in the world.”'®

The current view of the development of the design
of Czechoslovak pressed glass agrees with historians,
who see the 1950s and 1970s as an era, when, de-
spite all possible difficulties, remarkable results were
achieved, thanks to a favourable constellation of hu-
man potential - on the part of designers and technol-
ogists.
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2NOVY, Petr. Lisované sklo a krystalerie v Jizerskych hordch. Desna: Ornela, 2002, ISBN 80-86397-01-7, p. 70.
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As a characteristic curiosity, Mizerova cites the example of a Brazilian businessman who imported large-scale Czechoslovak pressed
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1T Design Rudolf Jurnikl, 1969 1 Design Adolf Matura, 1971
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1T Design Pavel Panek, 1972 1T Design Adolf Matura, 1972
Reklama / Advertising (GR 1974) Reklama / Advertising (GR 1975)
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1 Design Jiti Zejmon, 1967
Reklama / Advertising (GR 1975)

2 Design Jiri Brabec, 1976
Reklama / Advertising (GR 1976)

2 2 Design Jitka Forejtovd, 1967
Reklama / Advertising (GR 1976)
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1 Design Jiri Repdsek, pred / before 1976
Reklama / Advertising (GR 1976)

<« Design Frantisek Peceny, 1954
Reklama / Advertising (GR 1976)
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1 Design Zdenék Zanda, pred / before 1976
Reklama / Advertising (GR 1976)
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< Design Adolf Matura, 1977
Reklama / Advertising (GR 1978)
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1 Design Jiti Brabec, 1974 1 Design Jifi Repdsek, 1971/1975
Reklama / Advertising (GR 1976) Reklama / Advertising (GR 1975)

1 Design Adolf Matura, 1973
Reklama / Advertising (GR 1975)
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1 Pohdr a ¢iSe, po 1880 | S. Reich & Co., Viden — patrné
skldrna Velké Karlovice | Rucné lisované sklo, malba zlatem,
v. 9,5-17cm | MSB 195/2020, 188/2020, foto AK,

sbirka A. Berana

1 Cup and beaker, after 1880 | S. Reich & Co., Vienna -
probably Glassworks Velké Karlovice | Hand-pressed glass,
gilded, h. 9,5-17cm | MSB 195/2020, 188/2020, photo AK,
A. Beran collection

1 Pohdry, po 1900 | C, Stélzle’s Sohne, Videri - skldrna
Chlum u Treboné | Rucné lisované sklo, malba zlatem,
v. 13,5cm | MSB 291/2020, foto AK, sbirka A. Berana

1 Cups, after 1900 | C, Stolzle’s Sohne, Vienna — Glassworks
Chlum u Treboné | Hand-pressed glass, gilded, h. 13,5cm |
MSB 291/2020, photo AK, A. Beran collection



1 MILENCI, po 1880 | Jos. Riedel, Dolni Polubny |
Rucné lisované sklo, mat, brus, v. 15cm, | MSB S1224,
foto AK

1 LOVERS, after 1880 | Jos. Riedel, Dolni Polubny |
Hand-pressed glass, matte, cut, h. 15cm, | MSB S1224,
photo AK

2 Parfémové flakény, 1900-1930 | Gebrtider Feix,
Albrechtice v Jizerskych hordch | Sklo foukané do kovové
formy, brus, v. 14,5-16cm | MSB S4541, S6947, S4475, foto AK

2 Perfume bottles, 1900-1930 | Gebriider Feix, Albrechtice
v Jizerskych hordch | Glass blown to the metal mould, cut,
h. 14,5-16cm | MSB S4541, S6947, S4475, photo AK
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1t SIGURD, 1925-1926 | Design Rudolf Schréter |
Skldrny a rafinerie Josef Inwald, a. s., Praha - zdvod
Rudolfova hut, Dubi u Teplic | Rucné lisované sklo,
strikdni barvou, o 16cm | MSB S10122, foto AK

1 SIGURD, 1925-1926 | Design Rudolf Schréter |

Skldrny a rafinerie Josef Inwald, a. s., Prague — Glassworks
Rudolfova hut, Dubi u Teplic | Hand-pressed glass,

colour spraying, e 16cm | MSB S10122, photo AK

2 ORLOW, 1931-1932 | Design Rudolf Schroter | Sklarny
a rafinerie Josef Inwald, a. s., Praha - zdvod Rudolfova hut,
Dubi u Teplic | Ruéné lisované sklo, 8 17cm | MSB S10112,
foto AK

2 ORLOW, 1931-1932 | Design Rudolf Schroter | Skldrny

a rafinerie Josef Inwald, a. s., Prague — Glassworks Rudolfova
hut, Dubi u Teplic | Hand-pressed glass, 8 17cm |

MSB S10112, photo AK
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1 DURIT, od 1934 | Design Rudolf Schréter | Skldrny

a rafinerie Josef Inwald, a. s., Praha - zdvod Rudolfova hut,
Dubi u Teplic | Ruc¢né lisované sklo, tvrzené, v. 8-10cm |
MSB S10121, foto AK

1t DURIT, from 1934 | Design Rudolf Schréter | Skldrny

a rafinerie Josef Inwald, a. s., Prague — Glassworks Rudolfova
hut, Dubi u Teplic | Hand-pressed glass,

hardened, h. 8-10cm | MSB S10121, photo AK

< LORD, od 1921 | Design Rudolf Schréter | Skldrny

a rafinerie Josef Inwald, a. s., Praha - zdvod Rudolfova hut,
Dubi u Teplic | Ruéné lisované sklo, v. 8-20,5cm |

MSB S10113, foto AK

< LORD, from 1921 | Design Rudolf Schréter | Skldrny

a rafinerie Josef Inwald, a. s., Prague — Glassworks Rudolfova
hut, Dubi u Teplic | Hand-pressed glass, h. 8-20,5cm |

MSB S10113, photo AK

1 ARGOS, 1934 | Design Rudolf Schroter | Skldrny

a rafinerie Josef Inwald, a. s., Praha - zdvod Rudolfova hut,
Dubi u Teplic | Ruéné lisované sklo, d. 28,5cm | MSB S10124,
foto AK

™ ARGOS, 1934 | Design Rudolf Schréter | Skldrny

a rafinerie Josef Inwald, a. s., Prague — Glassworks Rudolfova
hut, Dubi u Teplic | Hand-pressed glass, I. 28,5cm |

MSB S10124, photo AK
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1 BOULE, 1935 | Design Rudolf Schroter | Skldrny

a rafinerie Josef Inwald, a. s., Praha - zdvod Rudolfova hut,
Dubi u Teplic | Ru¢né lisované sklo, o 23cm | MSB S10144,
foto AK

1t BULL, 1935 | Design Rudolf Schréter | Skldrny a rafinerie
Josef Inwald, a. s., Prague — Glassworks Rudolfova hut,

Dubi u Teplic | Hand-pressed glass, o 23cm | MSB §10144,
photo AK

1 BAROLAC, kolem 1935 | Design Rudolf Schroter | Skldrny
a rafinerie Josef Inwald, a. s., Praha - zdvod Rudolfova hut,
Dubi u Teplic |

Rucné lisované sklo, v. 26cm | MSB S10145, foto AK

™ BAROLAG, around 1935 | Design Rudolf Schroter |
Skldrny a rafinerie Josef Inwald, a. s., Prague — Glassworks
Rudolfova hut, Dubi u Teplic | Hand-pressed glass, h. 26cm |
MSB S10145, photo AK



1 POLLAX, 1937 | Design Rudolf Schréter | Skldrny

a rafinerie Josef Inwald, a. s., Praha - zdvod Rudolfova hut,
Dubi u Teplic | Rué¢né lisované sklo, v. 9cm | MSB 36/2019,
foto AK

1 POLLAX, 1937 | Design Rudolf Schréter | Sklarny

a rafinerie Josef Inwald, a. s., Prague — Glassworks
Rudolfova hut, Dubi u Teplic | Hand-pressed glass, h. 9cm |
MSB 36/2019, photo AK
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1 Karafy, 1930-1940 | Gebriider Feix, Albrechtice v Jizerskych hordch | Sklo foukané
do kovové formy, brus, v. 10-32cm | MSB 5§6392, S6029, S6214, foto AK

1 Carafes, 1930-1940 | Gebriider Feix, Albrechtice v Jizerskych hordch | Glass blown

to the metal mould, cut, h. 10-32cm | MSB §6392, S6029, S6214, photo AK

1 Pohdr, 1928-1929 | Design Frantisek Pazourek | Heinrich Hoffmann, Jablonec nad Nisou |
Rucné lisované sklo, mat, v. 13m | MSB S8687, foto AK

1 Cup, 1928-1929 | Design Frantisek Pazourek | Heinrich Hoffmann, Jablonec nad Nisou |
Hand-pressed glass, matte, h. 13m | MSB S8687, photo AK



1 Plastika, 1936/1937 | Design Vally Wieselthier |
Curt Schlevogt, Jablonec nad Nisou | Rucné lisované
sklo, mat, brus, v. 18cm | S5666, foto AK, kolekce Ingrid

1 Sculpture, 1936/1937 | Design Vally Wieselthier |
Curt Schlevogt, Jablonec nad Nisou | Hand-pressed
glass, mat, brus, h. 18cm | §5666, photo AK, Ingrid
collection

¢« Vdza, po 1930 | Jos. Riedel, Dolni Polubny | Ruc¢né
lisované sklo, mat, v. 32,5cm | MSB SR372, foto AK

« Vase, after 1930 | Jos. Riedel, Dolni Polubny |
Hand-pressed glass, matte, h. 32,5cm | MSB SR372,
photo AK
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T ROMA, 1946 | Design Rudolf Schréter | Josef Inwald, n. p.,
Praha - zdvod Rudolfova hut, Dubi u Teplic | Rucné lisované
sklo, o 16cm | MSB S10123, foto AK

1 ROMA, 1946 | Design Rudolf Schréter | Josef Inwald, n. p.,
Prague - Glassworks Rudolfova hut, Dubi u Teplic |
Hand-pressed glass, 0 16cm | MSB S10123, photo AK

T PERFORAL, 1946-1948 | Design Rudolf Schroter |
Sklarny Inwald, n. p., Praha - zdvod Rudolfova hut, Dubi
u Teplic | Ruc¢né lisované sklo, @ 32,5cm | MSB S10147,
foto AK

1t PERFORAL, 1946-1948 | Design Rudolf Schroter |
Sklarny Inwald, n. p., Prague - Glassworks Rudolfova hut,
Dubi u Teplic | Hand-pressed glass, 0 32,5cm | MSB S10147,
photo AK



1 PERFORAL, 1946-1948 | Design Rudolf Schréter |
Skldarny a rafinerie Josef Inwald, a. s., Praha / Skldrny Inwald,
Praha, n. p. - zdvod Rudolfova hut, Dubi u Teplic |

Rucné lisované sklo, o 14,5cm | MSB S10115, foto AK

1 PERFORAL, 1946-1948 | Design Rudolf Schréter |
Skldrny a rafinerie Josef Inwald, a. s., Prague /

Skldrny Inwald, Prague, n. p. - Glassworks Rudolfova hut,
Dubi u Teplic | Hand-pressed glass, o 14,5cm |

MSB S10115, photo AK
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- Déza s vikem, 1957 |

Design Vdclav Hanus |

Skldrny Inwald, n. p., Teplice - zdvod
Rudolfova hut, Dubi u Teplic |

Rucné lisované sklo, v. ¢. 13093,

max. $. 15cm | MSB S5112, foto AK |
EXPO Brusel 58

- Box with lid, 1957 |

Design Vdclav Hanus$ | Skldrny
Inwald, n. p., Teplice — Glassworks
Rudolfova hut, Dubi u Teplic |
Hand-pressed glass, No. 13093,
max. w. 15cm | MSB S5112,
photo AK | EXPO Bruxelles 58

<« Soubor;, 1953-1954 |
Design Jozef Soukup
Skldrna Hermanova
Hut, n. p. | Ruc¢né
lisované sklo, v. ¢. 19793,
0 13-28,5cm |

MSB 54431, foto AK

<« Set, 1953-1954 |
Design Jozef Soukup |
Skldrna Hefmanova
Hut, n. p. |
Hand-pressed glass,
No. 19793,

@ 13-28,5cm |

MSB 54431, photo AK

" —




1t Parfémové flakoéony, 1959 | Design Vdclav Pldtek | Jablonecké skldrny, n. p., Dolni Polubny | Sklo foukané do kovové formy,
mat, brus, v. 12,5 cm | MSB 4802, foto AK

1 Perfume bottles, 1959 | Design Vdclav Pldtek | Jablonecké skldrny, n. p., Dolni Polubny | Glass blown to the metal mould,
matte, cut, h. 12,5 cm | MSB 4802, photo AK
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« Vdza, 1959 | Design Milos Filip | Obalové a lisované sklo-
OBAS, n. p., Teplice - zdvod Hefmanova Hut | Ruéné lisované
sklo, v. & 20055, v. 20 cm | MSB §5189, foto AK

« Vase, 1959 | Design Milos Filip | Obalové a lisované sklo-
OBAS, n. p., Teplice - Glassworks Hermanova Hut |
Hand-pressed glass, No. 20055, h. 20 cm | MSB S5189,
photo AK

4 Vdzy, 1955 | Design Rudolf Schréter | Ceskomoravské
skldrny, n. p., Kyjov - zdvod Rosice | Ru¢né lisované sklo,
v. ¢. 914, v. 15-20 cm | MSB S§10148, S10149, foto AK

{ Vases, 1955 | Design Rudolf Schréter | Ceskomoravské
skldrny, n. p., Kyjov — Glasswork Rosice | Hand-pressed glass,
No. 914, h. 15-20 cm | MSB S10148, S1049, photo AK




- Vdza a misa, 1957-1959 |
Design Frantisek Zemek |
Skldrna n. p., Hermanova Hut |
Ru¢éné lisované sklo |

v. €. 19880 (vdza), v. 23,5 cm,

v. €. 19879 (misa), v. 13 cm |
MSB §5225, S5226, foto AK

- Vase and bowl, 1957-1959 |
Design Frantisek Zemek |
Skldrna n. p., Hermanova Hut |
Hand-pressed glass,

No. 19880 (vase), h. 23,5 cm,
No0.19879 (bowl), h. 13 cm
MSB §5225, $5226, photo AK

- Misa na noze, 1959 |
Design Edwin Downey |
Obalové a lisované sklo-
OBAS, n. p., Teplice - zdavod
Heimanova Hut |

Rucné lisované sklo, v. 17 cm |
MSB 56559, foto AK

- Bowl on the leg, 1959 |
Design Edwin Downey |
Obalové a lisované sklo—
OBAS, n. p., Teplice -
Glassworks Hermanova Hut |
Hand-pressed glass, h. 17 cm |
MSB 56559, photo AK
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- Vdza, 1959-1961 | Design Ladislav Oliva | Skldrny
Bohemia, n. p., Podébrady | Rucné lisované olovnaté sklo —
uslechtily lis, v. 32 cm | Vzorkovna Crystal BOHEMIA, a.s.,
Podébrady, foto AK

- Vase, 1959-1961 | Design Ladislav Oliva | Skldrny
Bohemia, n. p., Podébrady | Hand-pressed lead glass -

“noble press”, h. 32 cm | Sample room Crystal BOHEMIA, a.s.,
Podebrady. Photo AK

\ Déza, 1959 | Design Vdclav Pldtek | Jablonecké
skldarny, n. p., Dolni Polubny | Ruéné lisované sklo, mat, brus,
$. 21,5 cm | Prototyp, MSB §5017, foto AK

{ Box, 1959 | Design Vdclav Pldtek | Jablonecké
skldrny, n. p., Dolni Polubny | Hand-pressed glass, mate,
cut, w. 21,5 cm | Prototype, MSB §5017, photo AK




1 Parfémové flakoéony, 1959 | Design Vdclav Pldatek | Jablonecké skldrny, n. p.,
Dolni Polubny | Sklo foukané do kovové formy, mat, brus | v. & 272 (velky),
273 (maly), v. 8-14 cm | MSB S3852, foto AK | Ndvrh do soutéze

pro Ceskoslovenskou prezentaci na XI. Triendle v Mildné roku 1960

1 Perfume bottles, 1959 | Design Vdclav Pldtek | Jablonecké skldrny, n. p.,
Dolni Polubny | Glass blown to the metal mould, matte, cut | No. 272 (big),
273 (small), v. 8-14 cm | MSB S3852, photo AK | Design for the competition
for the Czechoslovak presentation at the XI. Triennial in Milan in 1960
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« Figura, pred 1958 | Design Jitka Forejtovd | Skldarny Inwald, n. p.,
Teplice - zdvod Rudolfova hut, Dubi u Teplic | Ru¢né lisované sklo,
v. ¢ 13170, v. 15,5 cm | Soukromd sbirka, foto AK

« Figure, before 1958 | Design Jitka Forejtovd | Skldrny Inwald, n. p.,
Teplice — Glassworks Rudolfova hut, Dubi u Teplic | Hand-pressed
glass, No. 13170, h. 15,5 cm | Private collection, photo AK

¥ Popelniky, 1957-1958 | Design Vdclav Pldtek | Jablonecké
skldrny, n. p., Dolni Polubny | Rucné lisované sklo, brus, v. ¢. 32731,
d. 11-20,5 cm | MSB §8024 (¢erveny), S3854 (¢iry), S8022 (Zluty),
foto AK | Cestné uzndni EXPO 58 Brusel

V Ashtrays, 1957-1958 | Design Vdclav Platek | Jablonecké
skldrny, n. p., Dolni Polubny | Hand-pressed glass, cut, No. 32731,
d. 11-20,5 cm | MSB 58024 (red), S3854 (clear), S8022 (yellow),
photo AK | Honorable Mention EXPO 58 Bruxelles




1 Vdza a miska, 1955 | Design Frantisek Pec¢eny | Skldrna Hefmanova Hut, n. p. |
Rucné lisované sklo, v. ¢. 19973 (vdaza), v. 15 cm; v. ¢. 19986 (miska), o 15 cm |
MSB 55201, foto AK

1 Vase and bowl, 1955 | Design Frantisek Peceny | Skldrna Hermanova Hut, n. p. |
Hand-pressed glass, No. 19973 (vase), h. 15 cm; No. 19986 (bowl), & 15 cm |
MSB §5201, photo AK
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1 Vdza, 1962 | Vladislav Urban | Obalové a lisované
sklo-OBAS, Teplice - zavod Hefmanova Hut |

Ru¢éné lisované sklo, v. & 20048, v. 19,5cm |

MSB S6333, foto AK

1 Vase, 1962 | Viadislav Urban | Obalové a lisované
sklo-OBAS, Teplice - Glassworks Hermanova Hut |
Hand-pressed glass, No. 20048, h. 19,5 cm |

MSB 56333, photo AK

1 Vdza, 1968 | Design Jiii Brabec |

Sklo Union-OBAS, o. p. Teplice - zdvod Rosice |
Ruéné lisované sklo, v. ¢. 482, v. 21 cm |

MSB S10155, foto AK

1 Vase, 1968 | Design Jiri Brabec |

Sklo Union-OBAS, o. p. Teplice — Glassworks Rosice |
Hand-pressed glass, No. 482, h. 21 cm |

MSB S§10155, photo AK



1 Svicny, 1966 | Design Vdclav Hanus |
Jablonecké skldrny, n. p., Dolni Polubny |

Lité sklo, v. ¢. 28036, v. 6,5-20 cm | MSB §5647,
55650, S5124, §5125, S5126, foto AK

1 Candlesticks, 1966 | Design Vdclav Hanus |
Jablonecké skldrny, n. p., Dolni Polubny |

Cast glass, No. 28036, h. 6,5-20 cm | MSB S5647,
85650, S5124, S5125, S5126, photo AK |
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1 Vdza, 1971 | Design
Frantisek Vizner |

Sklo Union-OBAS, o. p.,
Teplice — zdvod Libochovice |
Ruc¢né lisované sklo, v. ¢. 3431,
v. 27 cm | MSB S5220, foto AK

1 Vase, 1971 | Design
Frantisek Vizner |

Sklo Union-OBAS, o. p.,
Teplice — Glassworks
Libochovice | Hand-pressed
glass, No 3431, h. 27 cm |
MSB §5220, photo AK

+ MORAVA, 1969 | Design
Vladislav Urban |

Sklo Union-OBAS, o. p.,
Teplice — zdvod Rosice |

Rucné lisované sklo, v. ¢. 1502,
v. 20cm | MSB 85216, foto AK

+ MORAVA (MORAVIA), 1969 |
Design Vladislav Urban |

Sklo Union-OBAS, o. p., Teplice -
Glassworks Rosice | Hand-pressed
glass, No. 1502, h. 20cm |

MSB §5216, photo AK |

1 Vdza, 1965 | Design
Frantisek Vizner |

Sklo Union-OBAS, o. p., Teplice -
zdvod Hermanova Hut |

Ru¢né lisované sklo, v. ¢. 20082,
v. 20 cm | MSB S§5243, foto AK

1 Vase, 1965 | Design

Frantisek Vizner |

Sklo Union-OBAS, o. p., Teplice -
Glassworks Hermanova Hut |
Hand-pressed glass, No. 20082,
h. 20 cm | MSB §5243, photo AK



1 Vdza, 1962 | Design Viadislav Urban | Obalové a lisované
sklo-OBAS, Teplice - zdvod Hefmanova Hut | Ruéné lisované
sklo, v. ¢. 20064, v. 15 cm | MSB 55224, foto AK

1 Vase, 1962 | Design Vladislav Urban | Obalové a lisované
sklo-OBAS, Teplice - zdvod Hefrmanova Hut | Hand-pressed
glass, No. 20064, h. 15 cm | MSB S5224, photo AK

1 Vazicka, 1961 | Design Adolf Matura |
Ceskomoravské skldarny, n. p., Kyjov — zdvod Rosice |
Ruéné lisované sklo, v. ¢. 722, v. 9cm | MSB §10158, foto AK

1t Small vase, 1961 | Design Adolf Matura |
Ceskomoravské skldarny, n. p., Kyjov - Glassworks Rosice |
Hand-pressed glass, No. 722, h. 9cm | MSB S10158,
photo AK
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1 Vdza, 1963 | Design FrantiSek Vizner |
Ceskomoravské skidrny, n. p., Kyjov - zdvod Rosice |
Ruc¢né lisované sklo, v. ¢. 1102, v. 21 cm | MSB §5219, foto AK

1 Vase, 1963 | Design Frantisek Vizner |

Ceskomoravské skldrny, n. p., Kyjov - Glassworks Rosice |
Hand-pressed glass, No. 1102, h. 21 cm | MSB §5219,
photo AK

- Vdza, 1973 | Design Jifi Repdsek | Skldrny Bohemia,
Podebrady | Ruc¢né lisované olovnaté sklo, v. ¢. 813/257/255 |
v. 26 cm | MSB 31/2019, foto AK

- Vase, 1973 | Design Jifi Repdsek | Skldrny Bohemia,
Podebrady | Hand-pressed lead glass, No. 813/257/255,
h. 26 cm | MSB 31/2019, photo AK |
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1 Vdza, 1974 | Design FrantiSek Peceny |

Sklo Union-OBAS, o. p., Teplice - zdvod Hefmanova Hut |
Ruc¢né lisované sklo, v. ¢. 20243, v. 17,5cm |

MSB 33/2019, foto AK

1 Vase, 1974 | Design Frantisek Peceny |

Sklo Union-OBAS, o. p., Teplice - Glassworks Hermanova Hut |
Hand-pressed glass, No. 20243, h. 17,5 cm |

MSB 33/2019, photo AK

M LILLA, 1971 | Design Frantisek Peceny |

Sklo Union-OBAS, o. p., Teplice — zdvod Libochovice |
Rucné lisované sklo, v. ¢. 3460, v. 26,5 cm |

MSB $5203, foto AK

M LILLA, 1971 | Design Frantisek Peceny |

Sklo Union-OBAS, o. p., Teplice - Glassworks Libochovice |
Hand-pressed glass, No. 3460, h. 26,5 cm |

MSB §5203, photo AK
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- Déza, 1968 | Design Vladislav Urban |

Sklo Union-OBAS, o. p., Teplice- zdvod Rosice |
Rucné lisované sklo, v. ¢. 3406 | MSB §5215, v. 10 cm,
foto AK | Vybrdno pro CID 1970

- Box, 1968 | Design Vladislav Urban |

Sklo Union-OBAS, o. p., Teplice- Glassworks Rosice |
Hand-pressed glass, No. 3406, h. 10 cm |

MSB S5215, photo AK | Selected for CID 1970

« Vdza, 1972 | Design Vdclav Zajic |
Sklo Union-OBAS, o. p., Teplice - zdvod
Hermanova Hut | Ru¢né lisované sklo,
v. & 20240, v. 18,5 cm | MSB S5245,
foto AK

¢« Vase, 1972 | Design Vdclav Zajic |
Sklo Union-OBAS, o. p., Teplice -
Glassworks Hermanova Hut |
Hand-pressed glass, No 20240,

h. 18,5cm | MSB §5245, photo AK




- Misa a svicen, 1965-1967 |
Design Ladislav Oliva |

Skldrny Bohemia, n. p., Podébrady |
Ru¢éné lisované olovnaté sklo -
uslechtily lis. v. ¢. 92/615/093 (misa,
1965), 8 24,5 cm, 92/949/093 (svicen,
1967),v.17cm |

Vzorkovna Crystal BOHEMIA, a.s.,
Podebrady, foto AK

- Bowl and candlestick, 1965-1967
| Design Ladislav Oliva |

Skldrny Bohemia, n. p., Podébrady |
Hand-pressed lead glass -

“noble press”, No. 92/615/093

(bowl, 1965), @ 24,5 cm, 92/949/093
(candlestick, 1967), v. 17 cm |
Sample room Crystal BOHEMIA, a.s.,
Podeébrady, photo AK

- Zardiniéra, 1965 | Design
Ladislav Oliva | Skldrny

Bohemia, n. p., Podébrady |

Rucné lisované olovnaté sklo -
uslechtily lis. v. ¢. 92/601/093,

$. 30 cm | Vzorkovna Crystal
BOHEMIA, a.s., Podébrady, foto AK

- Jardiniére, 1965 | Design
Ladislav Oliva | Skldrny

Bohemia, n. p., Podébrady |
Hand-pressed lead glass - “noble
press”’, No. 92/601/093, w. 30 cm |
Sample room Crystal BOHEMIA, a.s.,
Podebrady, photo AK
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- BERAN / SOB, 1971-1972 | Design
Pavel Panek | Sklo Union-OBAS, o. p.,
Teplice - zdvod Rudolfova hut, Dubi u Teplic
| Rucné lisované sklo, v. ¢. 13290 (Beran,
1971), 13313 (Sob, 1972), v. 9,5-13,5cm |
MSB S5196, $5198, foto AK | Vybrdno

pro CID 1971 (Beran)

- RAM / REINDEER, 1971-1972 | Design
Pavel Panek | Sklo Union-OBAS, o. p.,
Teplice - Glassworks Rudolfova hut,

Dubi u Teplic | Hand-pressed glass,

No. 13290 (Ram, 1971), 13313 (Reindeer;
1972), h. 9,5-13,5cm | MSB S5196, S5198,
photo AK | Selected for CID 1971 (Ram)

« Talir; 1967 | Design Frantisek Peceny |

Sklo Union-OBAS, o. p., Teplice — zdvod Hefmanova Hut,
konstruktér H. Karl | Ru¢né lisované sklo, v. ¢. 20142,
s.28cm | MSB 85277, foto AK

« Plate, 1967 | Design FrantiSek Peceny |
Sklo Union-OBAS, o. p., Teplice - Glassworks
Hermanova Hut, mould engineer H. Karl |
Hand-pressed glass, No. 20142, w. 28 cm |
MSB S§5277, photo AK

- Déza, 1971 | Design Vratislav Sotola |
Sklo Union-OBAS, o. p., Teplice — zdvod Libochovice |
Sacofoukané sklo, v. ¢. 3438, v. 20 cm | MSB 55208, foto AK

- Box, 1971 | Design Vratislav Sotola |

Sklo Union-OBAS, o. p., Teplice - Glassworks Libochovice |
Suck-and-blown glass, No. 3438, h. 20 cm | MSB S5208,
photo AK



> Vazy, 1966 | Design

Vdclav Hanus | Jablonecké
skldrny, n. p., Dolni Polubny |

Sklo foukané do kovové formy,
mat, brus | v.17,5-28cm |

MSB §5120, S5121, S5119, foto AK

> Vase, 1966 | Design

Vdclav Hanus | Jablonecké

skldrny, n. p., Dolni Polubny |

Glass blown to the metal mould,
matte, cut | h. 17,5-28cm |

MSB S§5120, S5121, S5119, photo AK
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4 Zardiniéra, 1962 | Design Frantisek Vizner | Obalové a lisované sklo-OBAS, n. p., Teplice - zdvod
Rudolfova hut, Dubi u Teplic | Ru¢né lisované sklo, v. ¢. 13163, v. 11 cm | MSB §5218, foto AK

1 Jardiniére, 1962 | Design Frantisek Vizner | Obalové a lisované sklo-OBAS, n. p., Teplice — Glassworks
Rudolfova hut, Dubi u Teplic | Hand-pressed glass, No. 13163, h. 11 cm | MSB S5218, photo AK
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1 OSAKA, 1969 | Design Rudolf Jurnikl |

Sklo Union-OBAS, o. p., Teplice - zdvod Libochovice,
konstruktér H. Karl | Ruéné lisované sklo, v. ¢. 3403
(Zardiniéra), d. 18 cm, 3405 (vdza), v. 23 cm |

MSB S5195, foto AK | Vybrdno pro CID 1970

1 OSAKA, 1969 | Design Rudolf Jurnikl |

Sklo Union-OBAS, o. p., Teplice - Glassworks Libochovice,
mould engineer H. Karl | Hand-pressed glass, No. 3403
(jardiniere), 1. 18 cm, 3405 (vase), h. 23 cm | MSB §5195,
photo AK | Selected for CID 1970

1 Vdza, 1968 | Design Frantisek Peceny |

Sklo Union-OBAS, o. p., Teplice - zdvod Hefmanova Hut,
konstruktér H. Karl | Rucné lisované sklo, v. ¢ 20156,

v. 18 cm | MSB 585273, foto AK

1 Vase, 1968 | Design Frantisek Peceny |
Sklo Union-OBAS, o. p., Teplice - Glassworks
Hermanova Hut, mould engineer H. Karl |
Hand-pressed glass, No. 20156, h. 18 cm |
MSB §5273, photo AK
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1 Vdza, 1963 | Design Rudolf Jurnikl | Obalové a lisované
sklo-OBAS, n. p., Teplice - zdvod Rudolfova hut,

Dubi u Teplic | Ru¢né lisované sklo, v. ¢. 13191, v. 14 cm |
MSB 56298, foto AK

1 Vase, 1963 | Design Rudolf Jurnikl | Obalové a lisované
sklo-OBAS, n. p., Teplice — Glassworks Rudolfova hut,
Dubi u Teplic | Hand-pressed glass, No. 13191, h. 14cm |
MSB 56298, photo AK

1 Vdza, 1970 | Design Adolf Matura | Sklo Union-OBAS o.
p., Teplice - zdvod Rudolfova hut, Dubi u Teplic |

Rucné lisované sklo, v. & 13284, v. 16 cm | MSB S10154,
foto AK | Vybrdno pro CID 1971

1 Vase, 1970 | Design Adolf Matura | Sklo Union-OBAS o.
p., Teplice — Glassworks Rudolfova hut, Dubi u Teplic |
Hand-pressed glass, No. 13284, h. 16 cm | MSB S10154,
photo AK | Selected for CID 1971




4 Pohdr, 1961 | Design Jan Schmid | Ceskomoravské 1 Vdza, 1972 | Design Pavel Pdnek |

sklarny, n. p., Kyjov - zdvod Rosice | Rucné lisované sklo, Sklo Union-OBAS, o. p., Teplice - zdvod Rosice |
v. ¢. 974, v. 15cm | MSB 326/2020, foto AK Rucné lisované sklo, v. & 5135, v. 14,5cm | MSB §5199,
. . , foto AK
1 Cup, 1961 | Design Jan Schmid | Ceskomoravské
skldrny, n. p., Kyjov - Glassworks Rosice | Hand-pressed 1 Vase, 1972 | Design Pavel Pdnek | Sklo Union-OBAS, o. p.,
glass, No. 974, h. 15 cm | MSB 326/2020, photo AK Teplice — Glassworks Rosice | Hand-pressed glass, No. 5135,

h. 14,5 cm | MSB S5199, photo AK
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1 Vdza, 1961 | Design Milos Filip |
Ceskomoravské skldarny, n. p., Kyjov - zdvod
Rosice | Ruc¢né lisované sklo, v. ¢. 882, v. 12,5 cm
| MSB 55188, foto AK

1 Vase, 1961 | Design Milos Filip |
Ceskomoravské skldarny, n. p., Kyjov — Glassworks
Rosice | Hand-pressed glass, No. 882, h. 12,5 cm
| MSB 55188, photo AK

1 Vdza, po 1970 | Design Jaroslav Taraba |
Spojené skldrne Lednické Rovne, Slovensko |
Sklo foukané do kovové formy, v. 26,5 cm |
MSB S10151, foto AK

1 Vase, po 1970 | Design Jaroslav Taraba |
Spojené skldrne Lednické Rovne, Slovakia |
Glass blown to the metal mould, h. 26,5 cm |
MSB S10151, photo AK



1 Vazy, 1963 | Design Vdclav Hanus | Jablonecké skldrny, n. p., Dolni Polubny |
Sklo foukané do kovové formy, mat, brus, v. &. 25526, 25527, 25528, v. 21,5-27 cm |
MSB 53859, §5623, §5622, foto AK | Cestné uzndni — Liberecké vystavni trhy (LVT) 1963

1 Vase, 1963 | Design Vdclav Hanus | Jablonecké skldrny, n. p., Dolni Polubny |
Glass blown to the metal mould, brus, mat, No. 25526, 25527, 25528, h. 21,5-27 cm |
MSB S3859, §5623, S5622, photo AK | Honorable Mention — Liberec Exhibitions (LVT) 1963
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- Dézy, 1961 | Design Vdclav Hanus | Jablonecké

skldrny, n. p., Dolni Polubny | Sklo foukané do kovové formy,
mat, brus, v. ¢. 50456, 50457, v. 9-17 cm | MSB S3850, S3851,
foto AK

- Jars, 1961 | Design Vdclav Hanu$ | Jablonecké
skldrny, n. p., Dolni Polubny | Glass blown to the metal
mould, matte, cut, No. 50456, 50457, h. 9-17 cm |
MSB §3850, S3851, photo AK

« Misa, 1967 | Design Jitka Forejtovd | Sklo Union-OBAS, o. p.,
Teplice - zdvod Hermanova Hut | Ruc¢né lisované sklo,
v. ¢. 12986, 06 28 cm | S5187, foto AK

« Bowl, 1967 | Design Jitka Forejtovd | Sklo Union-OBAS, o. p.,
Teplice — Glassworks Hefmanova Hut | Hand-pressed glass,
No. 12986, o 28 cm | S5187, photo AK



1 Vdza, 1961 | Design Jan Schmid | Ceskomoravské skldrny, n. p., Kyjov - zdvod Rosice |
Ruéné lisované sklo, v. ¢ 1032, v. 15cm | MSB §10161, foto AK

1 Vase, 1961 | Design Jan Schmid | Ceskomoravské skldrny, n. p., Kyjov - Glassworks Rosice |
Hand-pressed glass, No. 1032, h. 15cm | MSB S10161, photo AK
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- PRAHA, 1971 | Design Adolf Matura |
Sklo Union-OBAS, o. p., Teplice - zdvod
Rosice | Ruc¢né lisované sklo, v. ¢. 1628,
1629, 1625, v. 8,5-19,5cm |

MSB §5228, S5227, §5231, foto AK |
Wynikajici vyrobek 1971 | Vybrdno

pro CID 1971 | Nejlepsi vyrobek

oboru 1974

- PRAHA (PRAGUE), 1971 | Design
Adolf Matura | Sklo Union-OBAS, o. p.,
Teplice - Glassworks Rosice |
Hand-pressed glass, No. 628, 1629, 1625,
h. 8,5-19,5cm | MSB §5228, §5227,
55231, photo AK | Excellent

Product 1971 | Selected for CID 1971 |
The Best Product in the Field 1974

« Misa, 1964-1965 | Design Vladislav Urban |

Obalové a lisované sklo-OBAS, n. p., Teplice - zdvod
Hermanova Hut | Rucné lisované sklo, v. ¢. 20123, 6 37 cm |
MSB S5211, foto AK

< Bowl, 1964-1965 | Design Viadislav Urban |

Obalové a lisované sklo-OBAS, n. p., Teplice — Glassworks
Hermanova Hut | Hand-pressed glass, No. 20123, o 37 cm |
MSB §5211, photo AK



1 Misa, 1974-1975 | Design Jifi Repdsek | Skldrny
Bohemia, n. p., Podébrady | Rucné lisované olovnaté sklo,
v. ¢. 20/813/280, o 25 cm | Vzorkovna Crystal BOHEMIA,
a.s., Podébrady. foto AK

1 Bowl, before 1974-1975 | Design Jiti Repdsek | Sklarny
Bohemia, n. p., Podébrady | Hand-pressed lead glass,

No. 20/813/280, ¢ 25 cm | Sample room Crystal
BOHEMIA, a.s., Podébrady, photo AK

4 Talit; 1967 | Design Jiri Repdsek | Skldrny Bohemia, n. p.,
Podébrady | Ruéné lisované olovnaté sklo - uslechtily lis,

v. €. 92/657/032, 0 27,5 cm | Vzorkovna Crystal

BOHEMIA, a.s., Podeébrady, foto AK

4 Plate, 1967 | Design Jiti Repdsek | Skldrny
Bohemia, n. p., Podébrady | Hand-pressed lead glass -
“noble press”, No. 92/657/032, 6 27,5 cm | Vzorkovna
Crystal BOHEMIA, a.s., Podébrady, photo AK
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4 Vdza, 1971 | Design Vratislav Sotola |

Sklo Union-OBAS, o. p., Teplice - zdvod Hefrmanova Hut |
Rucné lisované sklo, v. ¢. 20232, v. 17,5 cm | MSB §5206,
foto AK | Nejlepsivyrobek oboru 1974

1 Vase, 1971 | Design Vratislav Sotola |

Sklo Union-OBAS, o. p., Teplice - Glassworks Hermanova
Hut | Hand-pressed glass, No. 20232, h. 17,5cm |

MSB §5206, photo AK | The Best Product in the Field 1974

- LOTOS, 1970 | Design Rudolf Jurnikl |

Sklo Union-OBAS, o. p., Teplice — zdvod Libochovice |
Ru¢éné lisované sklo, v. & 3425, v. 21 cm | MSB 55192,
foto AK | Vybrdno pro CID 1971

- LOTOS (LOTUS), 1970 | Design Rudolf Jurnikl |

Sklo Union-OBAS, o. p., Teplice - Glassworks Libochovice |
Hand-pressed glass, No. 3425, h. 21 cm | MSB §5192,
photo AK | Selected for CID 1971




1 Talii; 1961 | Design Rudolf Jurnikl | Obalové a lisované sklo-OBAS, n. p., Teplice - zdvod Libochovice |
Ruéné lisované sklo, v. & 3304, 0 32,5 cm | MSB §5191, foto AK

1 Plate, 1961 | Design Rudolf Jurnikl | Obalové a lisované sklo-OBAS, n. p., Teplice - Glassworks
Libochovice | Hand-pressed glass, No. 3304, 32,5 cm | MSB S5191, photo AK
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1 Vdza, 1962 | Design Milos Filip | Skldrny Moravia n. p.,
Kyjov - zdvod NemsSovd | Ruc¢né lisované sklo, v. ¢. 2002,
v. 25,5cm | S6331, foto AK

1 Vase, 1962 | Design Milo$ Filip | Sklarny Moravia n. p.,
Kyjov - Glassworks Nemsovd | Hand-pressed glass,
No. 2002, h. 25,5 cm | S6331, photo AK
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{ Vdza, 1963 | Design Vdclav Hanus | Obalové a lisované
sklo-OBAS, n. p. Teplice - zdvod Hermanova Hut |

Rucné lisované sklo, v. & 20036, v. 20 cm | MSB S10156,
foto AK

{ Vase, 1963 | Design Vdclav Hanus | Obalové a lisované
sklo-OBAS, n. p. Teplice — Glassworks Hefmanova Hut |

Hand-pressed glass, No. 20036, h. 20 cm | MSB S10156,
photo AK




- Vdzy a popelnik, 1965-1966 |
Design Vdclav Hanus | Jablonecké
skldrny n. p., Dolni Polubny |

Sklo foukané do kovové formy, mat,
brus, v. ¢. 25543 (vdza vlevo), 32811
(popelnik), v. 5,5-17,5cm |

MSB S5113, S5114, S8768, foto AK |
EXPO 67 Montreal

- Vase and ashtray, 1965-1966 |
Design Vdclav Hanus | Jablonecké
skldarny n. p., Dolni Polubny |

Glass blown to the metal mould, cut,
matte, No. 25543 (vase left), 32811
(ashtray), v. 5,5-17,5cm |

MSB S5113, S5114, $8768, photo AK |
EXPO 67 Montreal
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¢« Vdza a svicen, 1971 | Design Frantisek Peceny |

Sklo Union-OBAS, o. p., Teplice - zdvod Hefmanova Hut |
Rucné lisované sklo, v. & 20211 (svicen), v. 7,5 cm, v. ¢. 20209
(vdza), v. 23 cm | MSB S5204, foto AK | Vybrdno pro CID

« Vase and candlestick, 1971 | Design Franti$ek Peceny |
Sklo Union-OBAS, o. p., Teplice — Glassworks Hermanova Hut
| Hand-pressed glass, No. 20211 (candlestick), h. 7,5 cm,

No. 20209 (vase), v. 23 cm | MSB §5204, photo AK |

Selected for CID

2 Vaza, 1972 | Design FrantiSek Peceny |

Sklo Union-OBAS, o. p., Teplice - zdvod Hefmanova Hut,
konstruktér H. Karl | Rucné lisované sklo, v. & 20245,

v. 23 cm | MSB 55272, foto AK | Nejlepsi vyrobek oboru 1974

7 Vase, 1972 | Design Frantisek Peceny |

Sklo Union-OBAS, o. p., Teplice — Glassworks Hefrmanova
Hut, mould engineer H. Karl | Hand-pressed glass,

No. 20245, h. 23 cm | MSB S5272, photo AK |

The Best Product in the Field 1974

N Vdza, 1965 | Design Ladislav Oliva | Skldrny Bohemia, n. p.,
Podebrady | Rucné lisované olovnaté sklo — uslechtily lis,

v. €. 24460/80131, v. 26 cm | Vzorkovna Crystal BOHEMIA, a.s.,
Podébrady, foto AK

N Vase, 1965 | Design Ladislav Oliva | Skldrny Bohemia, n. p.,
Podébrady | Hand-pressed lead glass - “noble press”,

No. 24460/80131, h. 26 cm | Vzorkovna Crystal BOHEMIA, a.s.,
Podebrady, photo AK



V Lahev, 1971 | Design Vratislav Sotola | Sklo Union-OBAS, o. p.,
Teplice - zdvod Libochovice | Sacofoukané sklo, v. ¢. 3439, v. 19,5cm |
MSB §5207, foto AK

\ Bottle, 1971 | Design Vratislav Sotola | Sklo Union-OBAS, o. p.,
Teplice — Glassworks Libochovice | Suck-and-blown glass, No. 3439,
h. 19,5cm | MSB S5207, photo AK
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\ Pivni sklenice, 1972 | Design Jiii Brabec |

Sklo Union-OBAS o. p., Teplice - zdvod Rudolfova hut,
Dubi u Teplic | Automaticky lisované sklo, v. ¢ 13321,
v. 14 cm | MSB S10160, foto AK

\ Beer glass, 1972 | Design Jiii Brabec |

Sklo Union-OBAS o. p., Teplice - Glassworks Rudolfova hut,
Dubi u Teplic | Automatically pressed glass, No. 13321,

h. 14 cm | MSB S§10160, photo AK

1 BAROLACG, 1969 | Design Jiri Brabec |

Sklo Union-OBAS, o. p., Teplice — zdvod Rosice |
Rucné lisované sklo, v. ¢. 5126, 8 36 cm | MSB S5185,
foto AK | Vybrdno pro CID 1971

1 BAROLAC, 1969 | Design Jiri Brabec |

Sklo Union-OBAS, o. p., Teplice — Glassworks Rosice |

Hand-pressed glass, No. 5126, 0 36 cm | MSB S§5185,
— photo AK | Selected for CID 1971

- Popelnik, 1962 | Design Rudolf Jurnikl, |

;/,r'.l Ceskomoravské skldrny, n. p., Kyjov - zdvod Rosice |
il Ruéné lisované sklo, v. ¢ 1045, 8 17,5 cm | MSB §5190,
foto AK

- Ashtray, 1962 | Design Rudolf Jurnikl, |
Ceskomoravské skldarny, n. p., Kyjov - Glassworks Rosice |
Hand-pressed glass, No. 1045, 0 17,5 cm | MSB §5190,
photo AK
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- Misa a vdaza, 1981 | Design Vdclav Zajic | SKLO UNION k. p.
OBAS, Teplice - zdvod Libochovice | Odstredivé lité sklo, v. ¢. 3659
(misa), o 15cm, v. ¢. 3670 (vdza), v. 21cm | MSB S6428, S6431,
foto AK | Nejlepsi vyrobek oboru 1981

- Bowl and vase, 1981 | Design Vdclav Zajic | SKLO UNION k. p.
OBAS, Teplice - Glassworks Libochovice | Centrifugal casting glass,
No. 3659 (bowl), @ 15cm, No. ¢. 3670 (vase), v. 21cm | MSB S6428,
S§6431, photo AK | The Best Product in the Field 1981

« Vdza, 1979 | Design Adolf Matura | SKLO

UNION k. p. OBAS, Teplice - zdvod Rudolfova hut, Dubi
u Teplic | Rucné lisované sklo, v. ¢. 13416, v. 16cm |
MSB S6360, foto AK | Nejlepsi vyrobek oboru 1980

« Vase, 1979 | Design Adolf Matura | SKLO
UNION k. p. OBAS, Teplice - Glassworks Rudolfova
hut, Dubi u Teplic | Hand-pressed glass, No. 13416,
h. 16cm | MSB S6360, photo AK | The Best Product
in the Field 1980




4 LYRA, 1984-1993 | Design Jiti Repdsek | Sklarny
Bohemia n. p., Podébrady | Automaticky lisované
olovnaté sklo, v. ¢. 92/537/385, v. 5,5-15cm |
Vzorkovna Crystal BOHEMIA, a.s., Podébrady,

foto AK

 LYRE, 1984-1993 | Design Jifi Repdsek | Skldrny
Bohemia n. p., Podébrady | Automatically pressed
lead glass, No. 92/537/385, h. 5,5-15cm | Sample
room Crystal BOHEMIA, a.s., Podébrady, photo AK
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1 Stolni souprava, 1984 | Design Vdclav Hanus | Jablonecké skldrny, k. p., Desnd |
Sklo foukané do kovové formy, brus, v. 6-24,5cm | MSB S§7721, foto AK | Grand Prix Brno 1985

1 Table set, 1984 | Design Vdclav Hanus | Jablonecké skldrny, k. p., Desnd | Glass blown
to the metal mould, cut, h. 6-24,5cm | MSB S7721, photo AK | Grand Prix Brno 1985



1t Dézy, 1983 | Design Vdclav Hanus$ | Jablonecké skldrny, n. p., Desnd |
Automaticky lisované sklo, v. 3-11cm | MSB §7723, foto AK

1 Boxes, 1983 | Design Vdclav Hanus | Jablonecké skldrny, n. p., Desnd |
Automatically pressed glass, h. 3-11cm | MSB S7723, photo AK

219



220

- Karafa, 1981 | Design

Pavel Pdanek | SKLO UNION

k. p. OBAS, Teplice - zdvod
Libochovice | Sacofoukané sklo,
v. ¢. 3643, v. 23cm | MSB S6442,
foto AK | Nejlepsi vyrobek
oboru 1981

- Carafe, 1981 | Design

Pavel Pdnek | SKLO UNION

k. p. OBAS, Teplice - Glassworks
Libochovice | Suck-and-blown
glass, No. 3643, h. 23cm |

MSB S6442, photo AK | The Best
Product in the Field 1981




1 Korenky, 1979 | Design Pavel Pdnek | SKLO UNION k. p.
OBAS, Teplice - zdvod Libochovice | Sacofoukané sklo,

v. ¢. 3582, v. 16-18cm | MSB 56446, foto AK | Nejlepsi
vyrobek oboru 1980

1 Spice jars, 1979 | Design Pavel Pdnek | SKLO UNION k. p.
OBAS, Teplice - Glassworks Libochovice | Suck-and-blown
glass, No. 3582, h. 16-18cm | MSB S6446, photo AK |

The Best Product in the Field 1980

OO000000000000

1 CIBULAK, 1977-1979 | Design Pavel Pdnek |

SKLO UNION k. p. OBAS, Teplice - zdvod Rudolfova hut, Dubi
u Teplic | Rucné lisované sklo, v. ¢. 13421 (cukienka, 1979),
13365 (miska na noze, 1977), v. 6,5-14cm | MSB S6351,
S6447, foto AK | Nejlepsi vyrobek oboru 1977, 1980

4 CIBULAK (ONION PATTERN), 1977-1979 | Design

Pavel Panek | SKLO UNION k. p. OBAS, Teplice — Glassworks
Rudolfova hut, Dubi u Teplic | Hand-pressed glass,

No. 13421 (sugar bowl, 1979), 13365 (bowl on the leg, 1977),
h. 6,5-14cm | MSB S6351, S6447, photo AK |

The Best Product in the Field 1977, 1980
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1 Popelniky, 1978-1981 | Design Vdclav Hanus |
Jablonecké skldrny, n. p., Desnd | Ruéni vyroba, sklo
lisované bez krouzku, v. 6-10,5cm | Prototypy, MSB S8440,
§7757, 87759, foto AK

1 Ashtrays, 1978-1981 | Design Vdclav Hanus |
Jablonecké skldrny, n. p., Desnd | Hand-pressed glass,
ring-less pressing, h. 6-10,5cm | Prototypes, MSB $8440,
§7757, 87759, photo AK

2 Souprava na bowli, 1985 | Design Vdclav Zajic |
SKLO UNION k. p. OBAS, Teplice - zdvod Libochovice |
Sacofoukané sklo, v. ¢. 3692 (nddoba), v. ¢. 3693 (cise),
v. 7,5-22,5cm | MSB S6968, foto AK | Nejlepsi vyrobek
oboru 1985

2 Wassail-bowl set, 1985 | Design Vdclav Zajic |

SKLO UNION k. p. OBAS, Teplice - Glassworks Libochovice |
Suck-and-blown glass, No. 3692 (vessel), No. 3693 (beakers),
v. 7,5-22,5cm | MSB S6968, photo AK | The Best Product
in the Field 1985

- Svicen, 1980 | Design Pavel Pdnek | SKLO UNION k. p.
OBAS, Teplice - zdvod Rudolfova hut, Dubi u Teplic |
Rucné lisované sklo, v. & 13472, v. 18,5cm | MSB S6359,
foto AK | Nejlepsi vyrobek oboru 1981

- Candlestick, 1980 | Design Pavel Pdnek | SKLO UNION k. p.
OBAS, Teplice — Glassworks Rudolfova hut, Dubi u Teplic |
Hand-pressed glass, No. 13472, h. 18,5cm | MSB 5§6359,

photo AK | The Best Product in the Field 1981



1 Svicen, 1979 | Design Pavel Pdnek | SKLO
UNION k. p. OBAS, Teplice - zdvod Libochovice |
Rucné lisované sklo, v. & 3589, v. 25cm | MSB S6427,
foto AK | Diplom JABLONEC 79 | Nejlepsi vyrobek
oboru 1980

1 Candlestick, 1979 | Design Pavel Pdnek |
SKLO UNION k. p. OBAS, Teplice - Glassworks
Libochovice | Hand-pressed glass, No. 3589,

h. 25cm | MSB S6427, photo AK | Diploma
JABLONEC 79 | The Best Product in the Field 1980
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4 JEHLICKY, 1981 | Design Pavel Pdnek | SKLO UNION k. p. OBAS, Teplice - zdvod Libochovice |
Rucné lisované sklo, v. ¢. 3666, o 24cm | S6437, foto AK | Nejlepsi vyrobek oboru 1982

1 JEHLICKY (NEEDLES), 1981 | Design Pavel Pdnek | SKLO UNION k. p. OBAS, Teplice — Glassworks
Libochovice | Hand-pressed glass, No. 3666, o 24cm | S6437, photo AK | The Best Product in the Field 1982
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+ MESTO, 1976 | Design Vdclav Zajic | SKLO UNION k. p. OBAS, Teplice - zdvod Libochovice | Ruéni vyroba,
sklo lisované bez krouzku, v. ¢. 3559, o 25cm | MSB S6453, foto AK | Vybrdno pro CID 1976

1+ TOWN, 1976 | Design Vdclav Zajic | SKLO UNION k. p. OBAS, Teplice — Glassworks Libochovice |
Hand-pressed glass, ring-less pressing, No. 3559, 0 25cm | MSB S6453, photo AK | Selected for CID 1976
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1t JUTA, 1977 | Design Pavel Pdnek | SKLO UNION k. p. OBAS, Teplice — zdvod
Rudolfova hut, Dubi u Teplic | Rucni vyroba, sklo lisované bez krouzku, v. ¢. 13370,
2 30cm | MSB S6452, foto AK | Nejlepsi vyrobek oboru 1977

1t JUTA, 1977 | Design Pavel Pdnek | SKLO UNION k. p. OBAS, Teplice - Glassworks
Rudolfova hut, Dubi u Teplic | Hand-pressed glass, ring-less pressing, No. 13370,
0 30cm | MSB S6452, photo AK | The Best Product in the Field 1977

\ Svicen, 1985 | Design Rudolf Jurnikl |
SKLO UNION k. p. OBAS, Teplice - zdvod
Libochovice | Ru¢né lisované sklo,

v. & 3706, v. 20cm | MSB S6965,

foto AK | Nejlepsi vyrobek oboru 1985

{ Candlestick, 1985 | Design

Rudolf Jurnikl | SKLO UNION k. p.
OBAS, Teplice - Glassworks Libochovice |
Hand-pressed glass, No. 3706, h. 20cm |
MSB 56965, photo AK | The Best
Product in the Field 1985




4 Tali¥, 1978 | Design Vratislav Sotola | SKLO UNION, k. p. OBAS, Teplice - skldrna Libochovice |
Ruc¢ni vyroba, sklo lisované bez krouzZku, v. ¢. 3572, 8. 28 x 29,5cm | Soukromd sbirka, foto AK |
Vynikajici vyrobek 1978 | Zlatd medaile JABLONEC 79

1 Plate, 1978 | Design Vratislav Sotola | SKLO UNION, k. p. OBAS, Teplice - Glassworks Libochovice |
Hand-pressed glass, ring-less pressing, No. 3572, w. 28 x 29,5cm | Private collection, photo AK |
Excellent Product 1978 | Gold Medal JABLONEC 79
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4 Pivni sklenice, 1981 | Design Vratislav Sotola | SKLO
UNION k. p. OBAS, Teplice - zdvod Rosice | Automaticky
lisované sklo, v. ¢. 5224, v. 14-16cm | MSB S10159, foto AK |
Vynikajici vyrobek 1981 | Nejlepsi vyrobek oboru 1981

4 Beer glass, 1981 | Design Vratislav Sotola | SKLO UNION
k. p. OBAS, Teplice - Glassworks Rosice | Automatically
pressed glass, No. 5224, h. 14-16cm | MSB S10159, photo AK
| Excellent Product 1981 | The Best Product in the Field 1981

- Vdza, 1982 | Design Jiri Brabec | SKLO UNION, k. p. OBAS,
Teplice - zdvod Rosice | Ru¢né lisované sklo, v. ¢. 5235, v.
16cm | MSB 334/2020, foto AK | Vynikajici vyrobek 1983

- Vase, 1982 | Design Jiii Brabec | SKLO UNION, k. p. OBAS,
Teplice - Glassworks Rosice | Hand-pressed glass, No. 5235,
h. 16cm | MSB 334/2020, photo AK | Excellent Product 1983




\ Vdza, 1985 | Design Rudolf Jurnikl | SKLO
UNION, k. p. OBAS, Teplice - zdvod Libochovice |
Ru¢éné lisované sklo, v. ¢ 3701, v. 25cm |

MSB S6961, foto AK | Nejlepsi vyrobek oboru 1985

\ Vase, 1985 | Design Rudolf Jurnikl | SKLO
UNION, k. p. OBAS, Teplice — Glassworks
Libochovice | Hand-pressed glass, No. 3701,
h. 25cm | MSB S6961, photo AK | The Best
Product in the Field 1985

1 PERLICKA, 1979-1985 | Design Adolf Matura -

Vdclav Zajic | SKLO UNION k. p. OBAS, Teplice - zdvod
Libochovice | Ru¢né lisované sklo, v. ¢. 3750 (pohdr - Zajic),
3576 (¢ise — Matura), 3739 (dzbdn - Zajic), v. 8,5-26cm |
MSB 56969, foto AK | Medaile JABLONEC 79 |

Nejlepsi vyrobek oboru 1980, 1985

1 PERLICKA (SMALL BEAD), 1979-1985 | Design

Adolf Matura - Vdclav Zajic | SKLO UNION k. p. OBAS,

Teplice — Glassworks Libochovice | Hand-pressed glass,

No. 3750 (cup - Zajic), 3576 (beaker - Matura),

3739 (jug - Zajic), h. 8,5-26cm | MSB S6969, photo AK |
Medal JABLONEC 79 | The Best Product in the Field 1980, 1985
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« Talir; 1981 | Design Rudolf Jurnikl |
SKLO UNION k. p. OBAS, Teplice - zdvod
Rudolfova hut, Dubi u Teplic | Rucné
lisované sklo, v. ¢. 13486, 6 42cm |

MSB 56356, foto AK | Nejlepsi vyrobek
oboru 1982

<« Plate, 1981 | Design Rudolf Jurnikl |
SKLO UNION k. p. OBAS, Teplice -
Glassworks Rudolfova hut, Dubi u Teplic |
Hand-pressed glass, No. 13486, o 42cm |
MSB 56356, photo AK | The Best Product
in the Field 1982

« Talir; 1981 | Design Pavel Pdnek |
SKLO UNION k. p. OBAS, Teplice - zdvod
Rudolfova hut, Dubi u Teplic | Rucné
lisované sklo, v. ¢. 13487, 6 41cm |

MSB 56358, foto AK | Nejlepsi vyrobek
oboru 1982

« Plate, 1981 | Design Pavel Panek |
SKLO UNION k. p. OBAS, Teplice -
Glassworks Rudolfova hut, Dubi u Teplic |
Hand-pressed glass, No. 13487, o 41cm |
MSB 56358, photo AK | The Best Product
in the Field 1982



4 Zardiniéra, 1976 | Design Rudolf Jurnikl | SKLO UNION k. p. OBAS, Teplice - zdvod Rudolfova hut, Dubi u Teplic |
Rucné lisované sklo, v. ¢. 13360, v. 18cm | MSB S6459, foto AK | Vynikajici vyrobek 1980 | Nejlepsi vyrobek oboru 1980

1 Jardiniére, 1976 | Design Rudolf Jurnikl | SKLO UNION k. p. OBAS, Teplice — Glassworks Rudolfova hut, Dubi u Teplic |
Hand-pressed glass, No. 13360, h. 18cm | MSB 56459, photo AK | Excellent Product 1980 | The Best Product in the Field 1980
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Ji¥i Brabec (1933-2005)

Po ukonéeni studii na odborné $perkatské $kole v Turnové (1948-1952, ryti drahokama), VSUP v Praze
(1953-1959, ateliér prof. Karla Stipla) a kratkém pedagogickém plisobeni na jedné z prazskych zakladnich
Skol (ucitel vytvarné vychovy) nastoupil roku 1963 jako navrhar do narodniho podniku Sklarny Moravia

v Kyjové. V roce 1965 predel do Rosic u Brna. Tehdy se tento provoz stal soucasti oborového podniku
Sklo Union-OBAS Teplice.

Jitka Forejtova (1923-1996)

Po studiu na Statni grafické skole v Praze (1942-1943) absolvovala VSUP v Praze (1945-1950, ateliéry

prof. Antonina Strnadela a prof. Karla Stipla). Od roku 1951 pdsobila jako samostatna vytvarnice skla,
porcelanu a keramiky. V letech 1952-1958 spolupracovala s Ustfednim vytvarnym stfediskem pramyslu

skla a jemné keramiky v Praze. Prvni navrhy lisovaného skla provedla v roce 1953 pro sklarny Rudolfova hut
a Libochovice. Pracovala téz pro Borské sklo, Moser, zavody ve Svétlé nad Sazavou, Podébradech a Chribské
¢i porcelanky v Duchcové a Némecké demokratické republice. Od konce 60. let se vénovala autorskému sklu
a keramice, pozdéji téz restaurovani a realizaci vitrazi.

Milos Filip (1926-1966)
Absolvent odborné sklaFské gkoly v Kamenickém Senové (1947-1950) a prazské VSUP (1950-1955, ateliér
prof. Karla Stipla). Mezi lety 1955-1966 pdsobil jako vytvarnik UBOKu.

Vaclav Hanug (1924-2009)

Mezi lety 1939-1943 vystudoval odbornou Sperkarskou Skolu v Turnové (ryti drahokam), a poté absolvoval
VSUP v Praze (1943-1949, ateliér prof. Karla Stipla). Jiz mezi lety 1947-1948 pobyval na praxi v Rudolfové
huti v Dubi u Teplic, kde se seznamil s technologii vyroby lisovaného skla. Po absolutoriu kratce plsobil jako
asistent v ateliéru uzité plastiky a skla¥ského vytvarnictvi VSUP (1949-1951), kde stravil nasledujici tfi léta
jako umélecky aspirant. V roce 1955 nastoupil na misto navrhare lisovaného skla do narodniho podniku
Sklarny Inwald v Teplicich a stejné problematice se od roku 1957 vénoval v ramci Skloexportu. Mezi lety
1961-1985 pUlsobil jako hlavni vytvarnik Jabloneckych sklaren. Zejména v pribéhu Sedesatych let téZ externé
spolupracoval s VHJ OBAS Teplice.
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Rudolf Jurnikl (1928-2010)

Studoval - jiZ jako vyuceny brusi¢ plochého skla (firma KaMa - Karel Matusek, Frydek-Mistek, 1942-1943) -
na odborné sklafské skole v Kamenickém Senové (1945-1948, ryti skla, praxe v ateliéru Lobmeyr vedeného
Stefanem Rathem) a na VSUP v Praze (1948-1953, ateliér prof. Karla Stipla), kde pokra¢oval aspiranturou.

Od roku 1955 pracoval jako sochaf a keramik. V roce 1960 se stal internim designérem lisovaného skla ve VH)
OBAS Teplice, kde pusobil az do roku 1988. Vedle lisovaného skla se Jurnikl Uspésné vénoval téz navrhovani
brousenych interiérovych zrcadel, plastickych vitrazi a komornich brousenych objektd.

Karel Konak (1926-2003)

Absolvent odborné sklaFské gkoly v Zelezném Brodé (1940-1943) a mistrovského ro¢niku odborné bizuterni
Skoly v Jablonci nad Nisou (obor pasil, 1945/1946). Mezi lety 1946-1974 pracoval ve Skloexportu, kde

se vénoval navrhovani drobné krystalerie pro n. p. Jablonecké sklarny, Dolni Polubny. Jednalo se napfiklad

o popelnicky ve stylizované formé zvifat - ryba, Zelva, motyl; popelni¢ky s malovanymi narodnimi motivy

¢i karetnimi symboly (1957) nebo tradicionalistické navrhy vazicek, sldanek a peprenek s vicky v podobé
muchomtrek a slepic (1957-1959). V letech 1974-1989 ve Skloexportu zastaval post obchodniho referenta
pro italsky trh.

Adolf Matura (1921-1979)

Absolvoval odbornou sklafskou gkolu v Zelezném Brodé (1938-1940, ryti skla) a VSUP v Praze (1940-1947,
ateliér prof. Karla Stipla). Po ukon¢eni studii pasobil jako vytvarnik v Ceskoslovenskych sklafskych zavodech,
ve Svazu ¢eskoslovenskych vytvarnych umélct (SCSVU) a od roku 1954 v Ustfednim vytvarném sttedisku skla
ajemné keramiky (1958 zruseno a za¢lené&no pod UBOK). Zde pracoval aZz do konce svych dnu jako vedouci
vytvarnik v oboru skla. Od roku 1959 byl predsedou Vytvarné rady oborového podniku OBAS Teplice, kde byly
jeho navrhy lisovaného skla realizovany. Plsobil téz ve vytvarné radé narodnich podnikd Borské sklo, Novy Bor
a Lustry, Kamenicky Senov. Vyznamné funkce zastaval i v rdmci SCSVU.

Ladislav Oliva (*1933)

Absolvent odborné sklafské skoly v Kamenickém Senové (1948-1951, obor malovéni a leptani skla) a prazské
VSUP (1951-1957, ateliér prof. Josefa Kaplického), jenZ pro$el praxi v n. p. Borské sklo, Novy Bor (1957-1964)
a Sklarny Bohemia, Podébrady (1964-1969). V roce 1969 ode$el do Zelezného Brodu, kde ptsobil jako
pedagog na tamni odborné sklarské skole (do 1991). Mezi lety 1991-1994 pak pedagogicky pUlsobil

i na sklafské skole v Kamenickém Senové.




Pavel Panek (1945-2008)

Absolvoval odbornou sklafskou $kolu v Zelezném Brodé (1961-1965) a poté plsobil jako ucitel kreslent,
modelovani a technologie v odborném ucilisti narodniho podniku Sklarny Bohemia ve Svétlé nad Sazavou.
Jako navrhar lisovaného skla nastoupil do firmy Sklo Union-OBAS Teplice roku 1969, dva roky poté se stal
vedoucim vytvarného strediska. Po roce 1989 presel na zavod Rudolfova hut v Dubi u Teplic a s nim pak
do a. s. AVIRUNION, kde pracoval do jara roku 1995.

FrantiSek Peceny (1920-1977)

Absolvent odborné sklafské skoly v Zelezném Brodé (1936-1939) a prazské Uméleckopramyslové skoly
(1939-1943, ateliér Frantiska Kysely a Josefa Novaka). Po kratkém plsobeni v teplické keramické tovarné
Amphora (1945-1947) nastoupil ve sklarné Hefmanova Hut u Plzné, kde pUlsobil jako navrhar plnych
tricet let (1947-1977).

Vaclav Platek (1917-1994)

Absolvent Zeleznobrodské sklarské skoly (1932-1935) a Uméleckoprimyslové Skoly v Praze (prof. Frantisek
Kysela, 1935-1940). Po roce 1948 zastaval post vedouciho vytvarnika postupné v narodnich podnicich Borské
sklo, Zeleznobrodské sklo a v Ustfednim vytvarném sttedisku pro prmysl skla a keramiky. Roku 1954 se

stal aspirantem pro obory krystalerie a bizuterie na prazské VSUP, mezi lety 1957-1960 pracoval jako interni
vytvarnik n. p. Jablonecké sklarny, pro ktery navrhoval krystalerii (popelnik z brouseného skla byl ocenén
Cestnym diplomem na vystavé EXPO 1958 v Bruselu). Po odchodu z Jabloneckych sklaren pGsobil jako docent
na VSUP v Praze, kde vedl sklafsky ateliér (1960-1977). Roku 1982 byl jmenovan zaslouzilym umélcem.

Jiti Repasek (1927-2010)

Absolvent odborné sklaiské skoly v Kamenickém Senové (1946-1947) a VSUP Praha (1947-1952, ateliér
prof. Karla Stipla) Mezi lety 1954-1990 pdsobil jako interni navrhar n. p. Podébradské sklarny, pozdéji
Sklarny Bohemia, v Podébradech.
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Rudolf Schréter

Rodak z Freitalu nedaleko Drazdan v Sasku (*1887). K firmé Inwald zamifil z proslulé sklarny Rheinische
Glashutten v Koliné nad Rynem-Ehrenfeldu, kde v letech 1904-1912 pracoval poté, co absolvoval tfiletou
pokracovaci skolu pro kreslice (1901-1903). Mezi svétovymi valkami zastaval post hlavniho navrhare

a vedouciho zavodu Rudolfova hut v Dubi u Teplic. Po roce 1945 v zavodé jako nepostradatelny odbornik
zUstal a interné zde plsobil az do svého odchodu do dlichodu v roce 1958. Poté se odstéhoval do Némecka.
Presny rok jeho odchodu ani misto pobytu ¢i umrti nejsou znamy.

Jozef Soukup (1919-2011)

Absolvoval odbornou sperkarskou skolu v Turnové (1933-1937, ryti drahokamu) a prazskou
Uméleckopramyslovou $kolu (1937-1941, ateliéry prof. Frantika Kysely a prof. Karla Stipla). Po skon¢eni
svétové valky pokracoval ve svém vzdélavani na parizské Akademii (ateliér prof. Féliciena Favrata a Frangoise
Goerga, 1947-1950) a poté nastoupil jako asistent (od roku 1959 odborny asistent) do sklarského ateliéru
prof. Stipla na VSUP. Na stejné pozici pokracoval i v letech 1960-1972 po boku doc. Vaclava Platka. Od roku
1973 Ctyfi léta s Bedfichem Hanakem vedl specidlni ateliér tvarovani uzitkovych pfedmétd, poté se stal
vedoucim, a nasledné profesorem, ateliéru sklarského vytvarnictvi - oddéleni Sperku, glyptiky a skla

v architekture (1977-1985).

Vratislav Sotola (1931-2010)

Po absolvovéani odbornych sklafskych $kol v Kamenickém Senové (1946-1948), Novém Boru (1948-1949)

a prazské VSUP (1949-1954, ateliér prof. Josefa Kaplického) pracoval jako vytvarnik v narodnim podniku
Borské sklo, Novy Bor (1958-1962). Poté plisobil jako vytvarnik a teoretik v UBOKu (1962-1979), kde se
vedle dutého skla od roku 1964 zabyval téz vzorovanim sklenénych objektd a svitidel ur¢enych do verejnych
interiérd. Navrhovani lisovaného skla se zacal vénoval az od roku 1969. Deset let poté nastoupil jako navrhar
do koncernového podniku SKLO UNION OBAS Teplice, kde zastaval téz post predsedy vytvarné rady podniku
a byl ¢lenem vytvarné rady koncernu.

Vladislav Urban (*1937)

Absolvent odborné $perkatské gkoly v Turnové (1952-1956) a prazské VSUP (1956-1962, ateliér prof. Karla
Stipla, od 1960 vedeny doc. Vaclavem Platkem a Jozefem Soukupem). Mezi lety 1962-1970 interni navrhar
oborového podniku Sklo Union-OBAS Teplice, poté externi spolupracovnik. Od roku 1973 plsobil v oddéleni
designu Vyzkumného a vyvojového Ustavu nabytkarského v Brné.




Frantisek Vizner (1936-2011)

Absolvent sklafské gkoly v Novém Boru (1951-1953, malovani skla) a odborné sklaiské skoly v Zelezném
Brodé (1953-1956, tavené sklo, modelovani a sklenéna mozaika). Ve studiich pokra¢oval na VSUP v Praze
(1956-1962, ateliér prof. Karla Stipla, od 1960 vedeny doc. Vaclavem Platkem a Jozefem Soukupem).

Ve vytvarném stredisku oborového podniku Sklo Union-OBAS Teplice plsobil mezi lety 1962-1967.

Vaclav Zajic (*1951)

Absolvent odborné $perkafské $koly v Turnové (1966-1970, brouseni a ryti drahokama) a VSUP v Praze
(1971-1977, ateliéry prof. Stanislava Libenského i doc. Vaclava Platka a doc. Jozefa Soukupa). Poté pasobil
jako vytvarnik UBOKu (1977-1978) a v roce 1978 nastoupil do koncernového podniku SKLO UNION OBAS
Teplice (interni designér). Soubézné se vénoval téZ pedagogické ¢innosti (1979-1989, SOS éperkarska,
Turnov - odborné kreslenfi). Navrhovanim lisovaného skla pro teplicky Sklo Union se zacal zabyvat jiz béhem
studif roku 1969.

Ji¥i Zejmon (1925-1987)

Absolvent odborné $perkafské skoly v Turnové (1939-1944) a VSUP v Praze (1945-1950, ateliér prof. Karla
Stipla). Od roku 1956 se vénoval navrhovani lisovaného skla v n. p. Sklarny Inwald v Teplicich, odkud kolem
roku 1958 odesel do Skloexportu, kde i nadale pusobil jako designér (vedouci vytvarnik useku lisovaného
skla). V 70. letech ve firmé plsobil na marketingovém oddéleni. V roce 1985 odesel do dlichodu.

FrantiSek Zemek (1913-1960)

Vyucil se brusi¢em v rafinerii firmy Sklarny a rafinerie Josef Inwald v Dobroniné, kde pracoval az do roku 1938.
Poté absolvoval odbornou sklafskou $kolu v Zelezném Brodé (1938-1940) a studoval na Uméleckoprimyslové
gkole v Praze (1938-1943, ateliér prof. Karla Stipla). Nasledné az do roku 1946 navrhoval duté sklo pro
Ceskomoravské sklarny, dfive Samuel Reich & Co., Krasno nad Beévou, a brusirnu firmy Ba¢ik v Karlové.

V roce 1947 nastoupil jako designér do narodniho podniku Josef Inwald, Teplice (realizace: stolni sklo pro
Dobronin a MstiSov). Mezi lety 1950-1955 pUlsobil v nové zaloZzeném Vyvojovém stredisku narodniho podniku
Zeleznobrodské sklo v Zelezném Brodé, kde se zabyval zejména brousenym sklem a krystalerii.
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Teoretici

Alena Adlerova (1922-2011)

Rodacka z Uherského Brodu, absolventka Masarykovy univerzity v Brné (déjiny uméni a klasicka archeologie,
1945-1949). Radi se k nejvyznamné&jsim osobnostem teorie a vyzkumu dé&jin ¢eského uzitého uméni

a designu 20. stoleti, zejména uzitkového a uméleckého skla. Je autorkou fady odbornych a populariza¢nich
publikaci, text( a vystav zejména o ¢eském skle 20. stoleti. Plsobila ve Slezském muzeu v Opavé (vedouci
uméleckohistorického oddéleni, 1949-1953), Moravské galerii v Brné (feditelka, 1953-1961) a zejména
Umeéleckoprimyslovém museu v Praze (1961-1988, od 1962 do druhé poloviny 80. let vedouci odboru
soucasného uzitého uméni), S muzeem odborné spolupracovala az do konce 90. let. V roce 2010 byla
uvedena do Siné slavy cen Czech Grand Design.

Karel Hette$ (1909-1976)

Prazsky rodak, vlivny sklarsky historik, kurator, teoretik a popularizator, vytvarny redaktor a plodny autor
publikujici nejen v Ceské republice, ale i v zahrani¢i. Mezi svétovymi valkami studoval d&jiny uméni v Mnichové
a Pafizi (mj. Ecole de Louvre a Ecole des Sciences Politiques, 1931-1934). Od roku 1938 plsobil jako redaktor
v Bruselu a Praze, byl tiskovym referentem ministerstva pramyslu (1945-1948) a poté séfredaktorem casopist
Tvar a Svét véci. Mezi lety 1953-1969 pusobil jako odborny pracovnik Uméleckoprdmyslového musea v Praze,
poté byl redaktorem ¢asopisu Vytvarna prace (1969-1971), nasledné odbornym pracovnikem Slovenské
narodné galérie v Bratislavé. Vyznamny byl jeho podil na ¢s. expozicich v ramci svétovych vystav v Bruselu
(1958) a Montrealu (1967). Za svou publika¢ni ¢innost obdrzel zlatou medaili na EXPO'58 v Bruselu.

Karel Peroutka

Vroce 1911 nastoupil ve svych patnacti letech (*1896) na inzerat misto praktikanta ve firmé Sklarny a rafinerie
Josef Inwald, v niz stravil Sedesat let Zivota. BEéhem své praxe ziskal detailni znalosti o vSech aspektech
fungovani sklafského podniku. Jeho plsobeni je spojeno zejména s Rudolfovou huti v Dubi u Teplic. Roku
1930 byl jmenovan disponentem a Sest let poté prokuristou. Jiz od roku 1932 spole¢nost Inwald zastupoval
v predsednictvu kartelu pro duté sklo (DUTA), od roku 1934 predsedal sdruzeni sklaren vyrabéjicich olovnaté
sklo. Pri prileZitosti 25 let ¢innosti ve firmé Inwald ziskal diplom a stfibrnou medaili prazské Obchodni

a zivnostenské komory. Mezi lety 1938-1945 pdsobil jako Feditel obchodniho oddéleni firmy Ceskomoravské
sklarny v Praze, protozZe byl kv(li svému ¢eskému pUlvodu nepfijatelny pro tehdejsi némecké vedeni
spolecnosti Inwald. Po druhé svétové valce byl jmenovan narodnim spravcem Rudolfovy huté, v roce 1946
vrchnim reditelem vsech inwaldovskych zavodl a pét let poté téz zastupcem reditele Hlavni spravy skla

a jemné keramiky v Praze. Roku 1952 byl jmenovan vedoucim Ustfedniho vytvarného stiediska pramyslu skla
a jemné keramiky. Jiz v roce 1948 inicioval spolupraci s ateliérem skla prof. Karla Stipla z prazské VSUP

pfi vzorovani moderniho ¢eskoslovenského skla.
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Designers

Jifi Brabec (1933-2005)

After graduating from the Secondary Jewellery School in Turnov (1948-1952, gem engraving), the Academy

of Arts, Architecture and Design in Prague (1953-1959, prof. Karel Stipl's atelier) and after a short pedagogical
career at one of Prague’s primary schools (art teacher), he started in 1963 as a designer for the national
enterprise Sklarny Moravia in Kyjov. In 1996, he transferred to Rosice near Brno. At that time,

this operation became a part of the branch company Sklo Union-OBAS Teplice.

Jitka Forejtova (1923-1996)

After studying at the State Graphic School in Prague (1942-1943), she graduated from the Academy of Arts,
Architecture and Design in Prague (1945-1950, the ateliers of prof. Antonin Strnadel and prof. Karel Stipl).
From 1951 she worked as an independent artist of glass, porcelain and ceramics. In the years 1952-1958,
she collaborated with the Central Art Center of the Glass and Fine Ceramics Industry in Prague. She created
the first designs of pressed glass in 1953 for the Rudolfova hut and glassworks in Libochovice. She also
worked for Borské sklo, Moser or the plants in Svétla nad Sazavou, Podébrady and Chribska or porcelain
factories in Duchcov and in the German Democratic Republic. From the end of the 1960s, she was focusing
on original glass and ceramics, and later also on the restoration and realization of stained glass.

Milo$ Filip (1926-1966)

He was a graduate of vocational Secondary Glass School in Kamenicky Senov (1947-1950) and the Academy
of Arts, Architecture and Design in Prague (1950-1955, the atelier of prof. Karel Stipl). Between 1955-1966,
he worked as an artist for UBOK.
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Vaclav Hanus (1924-2009)

Between 1939-1943, he graduated from Vocational Jewellery School in Turnov (gem cutting) and

the Academy of Art, Architecture and Design in Prague (1943-1949, the atelier of prof. Karel Stipl).
Between 1947-1948, he spent his practice in Rudolfova hut in Dubi u Teplic, where he became acquainted
with the technology of pressed glass production. After graduation, he worked briefly as an assistant

for the studio of applied sculpture and glass art at the Academy of Arts, Architecture and Design in Prague
(1949-1951). There he spent the next three years as an artistic aspirant. In 1955 he joined the national
enterprise Sklarny Inwald in Teplice as a designer of pressed glass, and from 1957 he was doing the same
for Glassexport. Between 1961-1985, he worked as a chief artist in Jablonecké sklarny. Especially during
the 60s, he also externally cooperated with VH] OBAS Teplice.

Rudolf Jurnikl (1928-2010)

Studied - already as a trained flat glass cutter (KaMa company - Karel Matusek, Frydek-Mistek, 1942-1943) -
at the Secondary Glass School in Kamenicky Senov (1945-1948, glass engraving, internship in the Lobmeyr
studio led by Stefan Rath) and at the Academy of Arts, Architecture and Design in Prague (1948-1953,

prof. Karel Stipl's atelier), where he continued his postgraduate studies. From 1955 he worked as a sculptor
and ceramicist. In 1960, he became an internal designer of pressed glass at VH] OBAS Teplice, where

he worked until 1988. In addition to pressed glass, Jurnikl also successfully designed cut interior mirrors,
plastic stained glass and gentle cut objects.

Karel Konak (1926-2003)

The graduate of the Vocational Glass School in Zelezny Brod (1940-1943) and the master's year

at the Secondary Costume Jewellery School in Jablonec nad Nisou (specialization: metal costume jewellery
maker, 1945/1946). At the end of the 1950s, as an employee of Skloexport, he devoted himself to designing
small crystalware for the national enterprise Jablonecké sklarny, Dolni Polubny. These were, for example,
ashtrays in the stylized form of animals - fish, turtle, butterfly; ashtrays with painted national motifs or card
symbols (1957) or traditional designs of vases, salt and pepper shakers with lids in the form of toadstools
and hens (1957-1959). From 1974 to 1989, at Glassexport, he worked as a sales clerk for the Italian market.
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Adolf Matura (1921-1979)

He graduated from the Vocational Glass School in Zelezny Brod (1938-1940, glass cutting) and the Academy
of Art, Architecture and Design in Prague (1940-1947, the atelier of prof. Karel Stipl). After he graduated,

he worked as an artist in Czechoslovak Glass Plants, the Union of Czechoslovak Fine Artists (SCSVU)

and from 1954 in the Central Art Centre of Glass and Fine Ceramics (1958 abolished and incorporated

under UBOK). Here, he worked as a chief artist in the field of glass until his death. From 1959, he was

the chairman of the Art Council of the branch company OBAS Teplice, where his designs of pressed glass
were implemented. He also served on the art board of the national companies Borské sklo, Novy Bor

and Lustry, Kamenicky Senov. He also held important positions within the SCSVU.

Ladislav Oliva (*1933)

Graduate of the Secondary Glass School in Kamenicky Senov (1948-1951, painting and glass etching)

and the Academy of Arts, Architecture and Design in Prague (1951-1957, the atelier of prof. Josef Kaplicky).
He completed an internship at Borské sklo, Novy Bor (1957-1964) and Sklarny Bohemia, Podébrady
(1964-1969). In 1969 he went to Zelezny Brod, where he worked as a teacher at the local Secondary

Glass School (to 1991). Between 1991 and 1994, he also taught at the Secondary Glass School

in Kamenicky Senov.

3)
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Pavel Panek (1945-2008)

He graduated from the Secondary School in Zelezny Brod (1961-1965), then he taught drawing, modelling
and technologies at the Vocational School at the national enterprise Sklarny Bohemia in Svétla nad Sazavou.
In 1969, he started to work for the company Sklo Union-OBAS Teplice as a pressed glass designer. Two years
later, he became the head of the art centre. After 1989, he transferred to Rudolfova hut (Dubi u Teplic)

and then to join-stock company AVIRUNION, where he worked until 1995.

FrantiSek Pe¢eny (1920-1977)

The graduate of the Vocational Glass School in Zelezny Brod (1936-1939) and the Academy of Art,
Architecture and Design in Prague (1939-1943, the atelier of Frantisek Kysela and Josef Novak).

For a short period, he worked in the company Amphora in Teplice (1945-1947), and then he started to work
in the glassworks in Hefmanova Hut near Plzen, where he worked as a designer for thirty years (1947-1977).




Vaclav Platek (1917-1994)

The graduate of the Vocational Glass School in Zelezny Brod (1932-1935) and the Academy of Art,
Architecture and Design in Prague (atelier of prof. Frantisek Kysela, 1935-1940). After 1948, he gradually
worked as a chief artist for the national enterprises Borské sklo, Zeleznobrodské sklo and the Central Art
Centre for the Glass and Ceramics Industry. In 1954 he became an aspirant for the fields of crystalware and
jewellery at the Academy of Arts, Architecture and Design in Prague. Between 1957 and 1960, he worked
as an internal artist at the Jablonecké sklarny. There he designed crystalware (an ashtray made of cut
glass, which was awarded an Honorary Diploma at the EXPO 1958 in Brussels). After leaving the company
Jablonecké sklarny, he worked as an associate professor at the Academy of Arts, Architecture and Design
in Prague, where he led the atelier of glass (1960-1977). In 1982 he was named a Merited Artist.

Jifi Repasek (1927-2010)

The graduate of the Secondary Glass School in Kamenicky Senov (1946-1947) and the Academy of Art,
Architecture and Design in Prague (1947-1952, the atelier of prof. Karel Stipl). Between 1954-1990,

he worked as an internal designer for the national enterprise Podébradské sklarny, later Sklarny Bohemia,
in Podébrady.

Rudolf Schroter

He was originally from Freital near Dresden in Saxony (*1887). He transferred to the company Inwald

from the renowned glassworks Rheinische Glashutten in Cologne on the Cologne-Ehrenfeld, where he
worked between 1904-1912 after graduating a three-year continuing school for draftsmen (1901-1903).
Between the world wars, he held the position of chief designer and head of the Rudolfova hut in Dubi

u Teplic. After 1945, he remained in the factory as an indispensable expert and worked there internally until
his retirement in 1958. He then moved to Germany, and the exact year of his departure and his place

of residence or death are not known.
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Jozef Soukup (1919-2011)

He graduated from the Vocational Jewellery School in Turnov (1933-1937, gem engraving) and the Academy
of Art, Architecture and Design in Prague (1937-1941, the ateliers of prof. Frantisek Kysela and

prof. Karel Stipl). After the end of the world war, he continued his studies at Paris Academy (the atelier

of prof. Félicien Favrat and Francois Goerg, 1947-1050). Then he became an assistant (from 1959 assistant
professor) for the atelier of glass led by professor Stipl (at the Academy of Art, Architecture and Design

in Prague). He continued as an assistant between 1960-1972 alongside associate professor Vaclav Platek.
From 1973, he and Bedfich Hanak led a special atelier for shaping utility objects. They did it for four years,
then Jozef Soukup became the head of the atelier, and then a professor of the glass art atelier -

the Department of Jewellery, Glyptics and Glass in Architecture (1977-1985).

Vratislav Sotola (1931-2010)

After he graduated from the Secondary Glass Schools in Kamenicky Senov (1946-1948), Novy Bor
(1948-1849) and the Academy of Art, Architecture and Design in Prague (1949-1954, the atelier

of prof. Josef Kaplicky), he worked as an artist for the national enterprise Borské sklo, Novy Bor (1958-1962).
Then, he worked as an artist and theorist for UBOK (1962-1979), where he focused, apart from hollow glass
(from 1964), also on the patterning of glass objects and lighting fixtures for public interiors. He started to
design pressed glass in 1969. Ten years later, he began working as a designer for the group company

SKLO UNION OBAS, Teplice. There he also held the position of chairman of the company’s artboard and

was a member of the group’s artboard.

Vladislav Urban (* 1937)

He was a graduate of the Secondary Jewellery School in Turnov (1952-1956) and the Academy of Art,
Architecture and Design in Prague (1956-1962, the atelier of prof. Karel Stipl, from 1960 led by the associate
professor Vaclav Platek and Jozef Soukup). Between 1962-1970, he worked as an internal designer

for the branch company Sklo Union-OBAS Teplice, and later also externally. From 1973 he worked

in the design department of the Furniture Research and Development Institute in Brno.




Frantisek Vizner (1936-2011)

The graduate of the Secondary Glass School in Novy Bor (1951-1953, glass painting) and the Secondary
Glass School in Zelezny Brod (1953-1956, casting, modelling and glass mosaic). He continued his studies
at the Academy of Art, Architecture and Design in Prague (1956-1962, the atelier of prof. Karel Stipl,

from 1960 led by the associate professor Vaclav Platek and Jozef Soukup). Between 1962-1967, he worked
in the art centre of branch company Sklo Union-OBAS Teplice.

Vaclav Zajic (* 1951)

He is the graduate of the Secondary Jewellery School in Turnov (1966-1970, gem cutting and engraving)

and the Academy of Art, Architecture and Design in Prague (1971-1977, the atelier of prof. Stanislav Libensky
and the associate professor Vaclav Platek and Jozef Soukup). Then, he worked as an artist for UBOK
(1977-1978). In 1978, he started to works for SKLO UNION OBAS Teplice (internal designer). Simultaneously
he also focused on teaching (1979-1989, Secondary Jewellery School, Turnov - professional drawing).

He started designing pressed glass for Sklo Union in Teplice in 1969 while he was still a student.

Jifi Zejmon (1925-1987)

He was a graduate of the Secondary Jewellery School in Turnov (1939-1944) and the Academy of Art,
Architecture and Design in Prague (1945-1950, the atelier of prof. Karel Stipl). From 1956, he was designing
pressed glass for the national enterprise Sklarny Inwald in Teplice. Around 1958, he headed to Skloexport,
where he worked as a designer (the chief artist for pressed glass). In the 70s, he worked for the marketing
department. In 1985, he retired.

FrantiSek Zemek (1913-1960)

He trained as a grinder in the refinery of the Sklarny a rafinerie Josef Inwald in Dobronin, where he worked
until 1938. He then graduated from the Vocational Glass School in Zelezny Brod (1938-1940)

and studied at the School of Applied Arts in Prague (1938-1943, the atelier of prof. Karel Stipl). Until 1946,
he designed hollow glass for the Ceskomoravské sklarny, formerly Samuel Reich & Co. Krasno nad Beévou,
and the cutting shop of the Bac¢ik company in Karlov. In 1947, he started to work as a designer for the
national enterprise Josef Inwald, Teplice (realization: table glass for Dobronin and MstiSov). Between

1950 and 1955, he worked at the newly established Development Centre of the national enterprise
Zeleznobrodské sklo in Zelezny Brod. There he focused mainly on cut glass and crystalware.
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Theorists

Alena Adlerova (1922-2011)

She came from Uhersky Brod, and she was a graduate of Masaryk University in Brno (Art History and Classical
Archeology, 1945-1949). She was one of the most significant figures in the theory and research of the history
of Czech applied art and design of the 20™ century - especially utility and art glass. She was the author

of several professional and popular publications, texts and exhibitions, especially on the Czech glass

of the 20t century. She worked at the Silesian Museum in Opava (head of the Department of Art History,
1949-1953), the Moravian Gallery in Brno (director, 1953-1961) and especially at the Museum of Applied Arts
in Prague (1961-1988, from 1962 to the second half of the 1980s - the head of the contemporary utility art).
She collaborated professionally with the museum until the end of the 1990s. In 2010, it was inducted into
the Czech Grand Design Awards Hall of Fame.

Karel Hette$ (1909-1976)

Originally from Prague, an influential glass historian, curator, theorist and populariser, art editor and prolific
author publishing not only in the Czech Republic but also abroad. Between the world wars, he studied art
history in Munich and Paris (including the Ecole de Louvre and the Ecole des Sciences Politiques, 1931-1934).
From 1938 he worked as an editor in Brussels and Prague. He was a press officer of the Ministry of Industry
(1945-1948), then a chief editor for the magazines Tvar and Svét véci. Between 1953 and 1969, he worked

as a specialist at the Museum of Applied Arts in Prague, then as an editor of the magazine Vytvarna prace
(1969-1971), and subsequently as a specialist at the Slovak National Gallery in Bratislava. Very significant was
his contribution to Czechoslovak expositions at the world exhibitions in Brussels (1958) and Montreal (1967).
For his publishing work, he was awarded a gold medal at the EXPO’58 in Brussels.

Karel Peroutka

In 1911, at the age of fifteen (* 1896), began working as an intern at the Josef Inwald company, where he
spent sixty years of his life. During his practice, he gained detailed knowledge of all aspects of the operation
of a glass company. His work was mainly connected to Rudolfova hut in Dubi u Teplic. In 1930 he was
appointed manager and six years later procurator. In 1932, he started to represent the company Inwald

in the bureau of the hollow glass cartel (DUTA), and from 1934 onwards, he chaired the association of
glassworks producing lead crystal glass. On the occasion of the 25% anniversary of the company Inwald
activity, he received a diploma and a silver medal from the Prague Chamber of Commerce and Trade.
Between 1938 and 1945, he worked as the director of the sales department of Ceskomoravské sklarny

in Prague because he was unacceptable due to his Czech origin in the then German management of Inwald
company. After the Second World War, he was appointed national administrator of Rudolfova hut, in 1946
chief director of all Inwald operations, and five years later also deputy director of the Main Administration



of Glass and Fine Ceramics in Prague. In 1952, he was appointed head of the Central

Art Centre of the Glass and Fine Ceramics Industry. In 1948, he initiated cooperation,
regarding modern Czechoslovak glass, with the glass atelier of professor Karel Stipl from
the Academy of Arts, Architecture and Design in Prague.
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