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TO TMHMA APXITEKTONON MHXANIKON ToU EBvikoU MetooBiou MoAutexveiou
B£\ovTag va TpoPodOTEL CUVEXWG TNV EKTIAIDEUON TIOU TIAPEXEL PE TIG VEEG
Béoelg kal andyPelg yipw and tnv apyitektovikn Bewpia kat mpagn, opya-
VWVEL KABe Xpdvo KUKAO OLOAEEEWY Dlakekpipévwv Eévwv kal eEMvav
apxtektdvwy ol omoiol Tapouatalouv To mPAoPATo EPYO TOUG OTOUG POLTN-
TEG KAl OTO EUPUTEPO KOWVO.

O1 S1aAéEeIg Tou akadnuaikoU £Toug 1999-2000 Ttapouatalovial oe
pla oglpd mévie pIkpWv diyAwoowv autoteAwyv eKOOCEWYV, OL OTIOIEG
mpoomabolv va Kataypayouv To TEPLEXOHEVO, TO UPOC Kal TOV TIPOoWTIKG
AGYyo ToU KGBe opAnTH.

3’ autd to telXog, EXw TNV TIUN va mapouctdow tnv optAia tou
kaBnyntr Vladimir Slapeta, mou mpayparomolriBnke oTiG 4-4-2000, yla TOV
Toex00AoBdxiko povElovaAiopd pe Bépa “H Movtépva ApITEKTOVIKA oTnv
ToexooloBakia 1900-1940”.

0 lMpoedpog tou Turjparog Apxitektovawv EMIT
KaBnyntijs 1. MoAddog



THE SCHOOL OF ARCHITECTURE NTUA aims to enrich its academic curriculum with
the current debate on architectural theory and practice. Therefore every
year distinguished architects from Greece and abroad are being invited to
present their recent work to both the students of architecture and to a
wider audie-nce.

The lectures given during the academic year 1999-2000 are pre-
sented into a series of five bilingual publications aiming to hold the ideas
and something of the personal aura of each speaker.

Therein | am glad to present you the lecture by Vladimir Slapeta
professor of Architecture, on the Czechoslovak Functionalism. The lecture
took place on 4-4-2000 with the subject “Modern Architecture in Czecho-
slovakia 1900-1940”.

The President of the School of Architecture NTUA
Professor Y. Polyzos






O VLADIMIR SLAPETA YEVVIBNKE TO
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N HOVIEPVA APXLTEKTOVIKN
otn ToexooAoBakia 1900-1940

FIA MOAAOYZ KAI AIAOOPOYZ AOTOYE Ol OXEOELG TNG TOEXIKNG APXITEKTOVIKNAG HE
n 81£0vr| paypatikotnTa, dlakomnnkav Petd to Asltepo Maykoopto MoAe-
po. Karola mpoc@ara yeyovota, v ToUtolc, éotpedav ava tnv poooxn
0TnV MOAITIOTIKI TtEpLoXn TnG Mpdyag wg pntpdmoAng tng Kevipikng Eupw-
TiNG. A pou emitparei Eekivivtag va avapépw Tpia amnod autd ta yeyovota
KaBéva amd ta omoia ouvdEeTal, e TOV TPOTIO TOU e To B€pa autng tng
OldAeEnc:

Mpwrtov, o Christian Norberg Schultz urtoypappioe to “rvetpa tou
tomou” tng MNMpayag wg éva amod ta mAéov afloonueiwta yeyovota
rtoAeodopikoU oxediaopou. To ékave axplBwg Tn OTLypr| TOU ApXLOE va
oulnuiétal maykoopiwg to mpoPAnua tou mepLBEAOVTOG HEoa OTO OTOoio
KATL UTIapXEL.



modern architecture
in czechoslovakia 1900-1940

DUE TO A NUMBER OF REASONS, the contacts of Czech architecture with the inter-
national context and with the international debate were broken after the
second world war. Some recent events, however, have turned attention
again to the cultural region of Prague as a Central European metropolis.
May | mention at the beginning of my paper three of them, each related to
our topic in one way or the other.

Firstly, Christian Norberg Schultz stressed the “genius loci” of Prague
as one of the most remarkable town-planning events. He did so at the time
when the problem of context started to be discussed all over the world.

Secondly, the Czech film director Milos Forman disclosed in his
film Amadeus another aspect of Prague by using the city as a background



Asltepov, o Toéxog oknvoBétng Milos Forman amokdAuye atnv
tawia tou Amadeus pia &N 6N T Mpdyag XpnoLUoToLVTaAg TV TOAN
w¢ POVIO TNG TPAYIKAG oTopiag Tou BoAykavyk Apavigoug Motoapt
Kal TNE pouaikAg tou. Ta eploadtepa mAdva Tpaprxtnkav otnv idla autn
TOAN 6mou 0 MOTOoapPT YVWPLOoE TepdoTia emituxia pe tov Aov TClopav
©updpat, CUYKEKPLUEVE, TNV TIPWTN oknvr Tng tawviag: O Jahiépt mepratda
0T0 pakpy, Aeukd d1adpopo Karolou acUAou, avapeoa o€ AAUCODEUEVOUG
Tpeholic, Kat praivel oto keAi 6mou apyidel tnv eEopoAdynon tou. To ktiplo
mou mapouctaletat oty tawia eivat to Noookopeio Avamripwv ATopwy
otnv Mpéya, mou xtiotnke and tov Dientzenhofer kat oteyadel to Turua
Apyxttektovikiig Tou EBvikoU Mouoeiou Texvoloyiag. Mepratnoa oto idlo
QuTO PEPOC Yia TPWTN POPd TpLV dekagvvéad Xpovia Kat armé TOTE MeEPTIATw
ekel kaBnpepvd. YrmpEav popég Tou pavtalépouv Tov EQUTO pou—Katd
n SidpKela g SUOKOANG TEPLOdOU PETA TN €L0BOAN TwWV 0BLETIKWYV—
4Tav OUYKEVTpWVA Kal EPEPVA OTO PWG OTOIXEIA Yia TNV TOEXOCAOBAKIKN
APXITEKTOVIKF TIPWTOTOPia, T000 Tapappova 600 ot YEIToveg Tou 2allEpL.

Kat tpitov, o Klaus Wagenbach, ouyypagéag kat ekd6tng mou (et
oto BepoAivo, Snpocicuce—pe apoppr Ta 100 xpévia amoé t yEvvnon tou
Opavtg Kapka—£va BiBAio pe pwtoypadikd UAIKO armod Ta HEPN TOU EiXe
emoketel 0 Kagka. Mpwrtaywviotikoé péAo otn Baupdota autr €MTopN
kpatd n MNpaya, 6nwe v €ide o Kagpka, ota téAn Tou dekdtou-evarou
awwva, 6tav n Biopnxaviki Emavaoctacn odnyoloe oe pla paydaia
£MEKTAON TNG TIOANG Kal 0€ pL{oomacTikég aAayé¢ Tou LoTopIkoU opyavi-
opol e. O Kagka, pélog tng eBpaikric pHELOVOTNTAG OTO YEPUAVIKO TUFUA
NG TOEXIKNG TpWTEUOUCAE, aloBavotayv oAU anopovwpévog. Hrav exeivn
TNV EMOXH TOU 0 TO£XIKOG TANBUGHOG cuveldnTomoloUoE TNV IBlatepoTNTa
Tou Kal apxloe va malevel yia v €6viki tou tautétnta. ‘Onweg frav
avapevOPEVo, autog 0 aywvag eixe avtavakiaon Kat otnv apXITEKTOVIKI].

3ta téAn tou BeKATOU-EVATOU alva, N TOEXIKN APXITEKTOVIKH
emnpeddetal anod tpelg Bacikég Taoelg. H mpwtn ATav n epappoyn
KavoupyLwy TEXVIKMV Kal VEWV UNKWV, 6Tiwg 0 XaAuBag Kal To OTAIOHEVO
okup6depa. Autd 0dfynoav otnv eRPAvVION VEWV KATAOKEUAOTIKWV
Texvohoyllv. YrpEav epnveucpéva emtelypara, onwg to Crystal Palace
tou Aovdivou kat n Maykéopia ExkBeon Tou 1889 oto Mapiol, Twv omoiwv

VLADIMIR SLAPETA

H MONTEPNA APXITEKTONIKH
$TH TIEXOSAOBAKIA 1900-1940

=
(=)



for his dramatic story about Wolfgang Amadeus Mozart and his music.
Most of the shots were made n this city where Mozart saw the great
success of his Don Giovanni. | particularly remember the first sequence of
the film: Salieri walks through a long white corridor in an asylum where
lunatics are in iron chains, and enters the cell where his confession be-
gins. The building where the sequence was taken is the Hospital for Disa-
bled Persons in Prague, which was built by Dientzenhofer and which
houses the Department of Architecture of the National Museum of Techno-
logy. | walked in the same place for the first time nineteen years ago and
have since walked there every day. | have often imagined myself — during
the hard time after the Soviet invasion — as insane as Salieri’ s neighbours,
when collecting and disclosing documents related to Czechoslovak archi-
tectural avant-garde.

And thirdly: Klaus Wagenbach, a writer and publisher living in
Berlin, published on the occasion of Franz Kafka’s centenary a book with
photographs of places which Kafka had visited during his life. Role number
one in this admirable compendium is played by Prague as seen by Kafka
in the late 19" century when the Industrial Revolution brought about a
rapid expansion of the city and radical changes in its historic organism.
Kafka, member of the Jewish minority in the German section of the Czech
capital felt very lonely and solitary here. It was at that time that Czech popu-
lation became aware of their individuality and started fighting for na-
tional identity. This, of course, found its reflection also in architecture.

In the late 19" century Czech architecture was affected by three
main trends. First, it was the application of new construction methods
and materials, such as steel and reinforced concrete. This resulted in the
appearance of new construction technologies. There were inspiring feats
like the Crystal Palace of London and the 1889 Paris World Fair, whose
reflection at the Jubilee Exhibition in Prague was the Industrial Palace by
Bedrich Munzberger. The exhibition was the very first review of new techno-
logy and architecture in the Czech Lands.

Another feature of architecture at that time was the interest in
national traditions and folk architecture. The leading representative of
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avravakAaon ritav 1o Industrial Palace tou Bedrich Munzberger otnv
mavnyupikr 500t EMETELO TNG EkBeoNG otnv Mpdya. 2tnv ékBeon auth
TIAPOUGIACTNKE Yl TPWTIN Popd n véa texvoloyia Kat n apXITEKTOVIKH
otn Toexia.

‘Eva GMo XapaktnploTikd tng OUYKEKPLUEVNG TTEPLODOU amoteAei
T0 evilaPEpov yia TG eBvikég mapadoaoelg kat tnv napadoaoiakn apyt-
TekToVIKH. KUplog eEKMPOOWTOG auToU TOU KIVARATOG OTNV aPXITEKTOVIKA
eivat o Dusan Jurkovic, autodiBaktog apxITéKTovag, TouU £€pya TOU PIopEi
va 6&l kaveic otn ouvoplakn meptoxn Mopafiag kar 2Aofakiag kat oto
BopetoavatoAiko tprpa tng Bonpiag. O Jurkovic apopoiwaoe pe oAU Eexw-
PLOTO TPATIO TNV EMPPON TNG TOTIKIAG, Baclopévng ato EUAO, PXITEKTOVIKIG
UE Ta Xpwpard tng, 600 kat T apxég twv Charles Rennie Mackintosh,
Baillie Scott, kaBw¢ emiong kat twv OwAavdwv apxitektévwv Saarinen,
Gesellius kat Lindgren. H douleld tou xapaktnpiletal amd 1dwaitepn
£QEUPETIKOTNTA Kal yvriola yonteia, Wiaitepa otn AoutpdmoAn Luhacovice
Kal o€ oplopéva omitia otnv Mpaya kat tnv Mmpvo. To 31k6 Tou OTtiTL 0T
Mmpvo eykawvidotnke 1o 1906, pe €kBeon tng douAeldg tou, n omoia
AoKnoE €viovn EMIPPON OTN VEQ YEVIA APXITEKTOVWV.

Tpito Kal onpavtikdtePo otolxeio mou cuvéBale otn dlapdpewan
NG VEQG TOEXIKNG APXITEKTOVIKIG, €ival n 2xoAr tou Wagner. O Auatplakog
10TOPIKAC apxitektovikng Friedrich Achleitner éypaye 61t n MopaBia
umip€e yn apxItektovwy kal ta Adyia tou dev améxouv TOAU amd tnv
aAnBela Ekei yevviibnke o Adolf Loos, kat o Josef Hoffman mou umrpge
ouppadntig tou otn Blopnxavikr 2xoAn tou Mmpvo. MoAloi amd toug
@oltntég tou Wagner katayovtav and tnv Togxia, dlaitepa amnd tn
Mopapia, 6nwg ot Hoffman, Olbrich kat Bauer, kat ta épya toug — Wdiaitepa
Ta MpWIa — ouvéBalav onuavtikd atnv EEAIEN TNG APXITEKTOVIKIG TOU
Tomou.

0 paypatikeg Oepe MW TG OUYXPOVNG TOEXIKNG APXITEKTOVIKAG
rtav o Jan Kotera. Exovrag tiunBei pe to Pwpaiké BpaBeio tng Akadnpiag
¢ Biévvng, npbe otnv Mpdya 1o 1898 amd tn 2xoAn tou Otto Wagner wg
TIPOOKEKANKEVOG TNG 2X0ANG Blopnxavikwyv Texvwv, yia va diadexBei tov
Friedrich Ohmann. MoAU oUvtopa €yive opyavwtig VO VEOU KviiHatog
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this movement in architecture was Dusan Jurkovic, a self-made man and
no architect by education, whose works can be found in the border area
between Moravia and Slovakia and in the north-eastern part of Bohemia.
Jurkovic absorbed in a very special way the influence of local wood-based
architecture with its colours, as well as the principles of Charles Rennie
Mackintosh, Baillie Scott and also the Finnish architects Saarinen, Gesel-
lius and Lindgren. His work displays much invention and original charm,
particularly in the spa in Luhacovice and in some houses in Prague and Brno.
His own house in Brno was opened in 1906 by a demonstrative exhibition
of his work which had a strong influence on the young generation of archi-
tects.

The third and most important element contributing to the forma-
tion of new Czech architecture was the Wagner School. The Austrian histo-
rian of architecture Friedrich Achleitner wrote that Moravia was a land of
architests, and his words were not far from the truth. Adolf Loos was
born there and Josef Hoffman was his classmate at the Industrial School
of Brno. Many of Wagner’s pupils came from the Czech Lands, mostly
from Moravia like Hoffman, Olbrich and Bauer, and their works — particularly
the early ones — contributed considerably to the development of archi-
tecture here.

The real founder of modern Czech architecture was Jan Kotera. He
came to Prague in 1898 from Otto Wagner’ s School, having been awarded
the Roman Price of the Academy of Vienna and having been invited to
succeed Friedrich Ohmann at the School of Industrial Arts. Very soon he
became the organizer of a new movement in Czech fine arts. With his
slogans “Open the window to Europe” and “Catch and overtake Europe”
Kotera oriented the Czech art of the Manes artist’ group. He was the chair-
man of the group and built for it an exhibition pavilion on the occasion of
an exhibition of Auguste Rodin. He followed the modern ideas of the west,
such as the Arts and Grafts in England and, later on, the movements in
the Netherlands and the United States of America. From 1900 to 1906, his
style developed rapidly from the Vienna Secession, from the local folk
tradition and from Baillie Scott to an individual conception of architec-
ture based on unplastered brickwork and on dynamic three-dimentional
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OTIC TOEXIKEG KAAEG TéxveG. Me ta oAdykav Tou: “AvoiEte ta mapabupa
otv Euparn” kat “MpogBacte kat mpoonepdote v Eupwnn”, o Kotera
gykaviaoe TV TOEXIKN Téxvn G KaAAitexvikig opddag tol Manes. ‘Eyive
TPOEPAC TNG Kal £KTIOE Yid AUTAY — PE TNV Eukaipia piag ékBeong tou
August Rodin — éva mepintepo ekBéoewv. AkohoUBNOE TiG OUYXPOVEG
anoyelg ¢ diong, 6w rtav to kivnpa Arts and Crafts otnv AyyAia kat,
apyotepa, ta kwipara g OMavdiag kal twv Hvwpévwy MoAttetmv
ApepIKAC. ATI6 TO 1900 éwG TO 1906, N TEXVOTpOTia Tou egeiooetat
paydaia aré to Kivnua Secession tng Biévvng, TNV TOTIKI Adiki mapadoon
kat tov Baillie Scott o€ pia MPOOWTIKF apXIteKToVIKN avtiAnyn, Baciouévn
otnv acoBdtiotn MAvBoSopr Kat Toug duvapikolg 6YKouG. XapaktnpLoTiko
napadetypa eival o Mouoeio tng MoAewg tou Hradek Kralove (1906-12),
TOavov To TPWTo olkodopNpa atnv Euptrn Omou EpappoaTnKay oL IOEEG
tou Frank Lloyd Wright. To apXITeKToviko Kal EKaideuTiko £pyo Tou Kotera
otdbnke Baupdoio mapddelypa yla toug pabntég tou. MOpQwWaE TG
KUBLOTIKEC Kal POVEIOVAALOTIKEG YEVIEG TwV ToEXwV apXITektovwy. O o
agootwpévog padntrig tou fitav o Otakar Novotny, o omoiog To 1909,
akolouBwvtag To mapadetypa tou Berlage kat tng OMavdiag, oxediace
éva omitL yia Tov €kdOTn Jan Stene, e IPOCEYPEVEG AETITOUEPELEG Kal
averixptota toUBAa. O Kotera kataokelaoe €va KTiplo yia TOV HOUOLKO
€kd6tn Urbanec, Tou ovopaotnke “The Mozarteum?”, €va TTOAU-AEITOUPYIKO
oiKnpa oTo KEVIPO TNG TOANG, TOU omoiou N TpdooPn PEPEL TNV EMLPPON
ToU TIPWIPOU KUPBLopoU. To KTiplo gival onpavIiké kat yia évav akoun Adyo:
otéyaoe To EAeliBepo Oéartpo tn dekaetia Tou 1920 Kat ot ).J.P. Oud, Walter
Gropius, Le Corbusier, Ozenfant kat Adolf Loos édwoav ekei dlaAEEELG,
0Ta 1924-25.

Mipw 0Ta 1910, HIa VEA YEVLA HaBNTWV KaL OUVEPYATWY Tou Kotera,
émnwe ot Pavel Janak, Josef Chochol kat Vlastislav Hofman, kavouv tnv
(00006 TOUC OTOV apPXITEKTOVIKO KOGHO, duoapeotnpévol pe Tov opBoho-
YIOHO TNG VEAG apXITEKTOVIKNAG Tou amethodtav amoé tov Kivduvo ng
opolopop@iac. To KUBLOTIKG Toug TPdypappa avalntouoe TNV TVEUUA-
TIKOTNTA TNG APXITEKTOVIKAG HEGa amod v dlepelivnon Tng MAACTIKOTNTAG
NC. “Mia wa kalrf Karaokeurj eival GQpKETd owoTij pia mopeia aro 10 oKord
070 VEVIKO aXEDI0, TNV EMAOYI] KATAOKEVAOTIKITG HEBOOOU Kal UAIKWY Kal
v eneEepyaoia twv Aemropgpeldyv. 20T600, 1 APXITEKTOVIKT], OVIAG TEXVI]
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volumes. This is exemplified in the City Museum of Hradek Kralove (1906-
12). Probably the first structure in Europe where Frank Lloyd Wright's ideas
were applied. Kotera’s architectural and educational work was an excel-
lent example for his pupils. He educated the cubist and functionalist gen-
erations of Czech architects. His most faithful pupil was Otakar Novotny
who in 1909, following the example of Berlage and the Netherlands, de-
signed a house for the publisher Jan Stenc with noble details and un-
plastered brickwork mansory. Kotera constructed a house for the music
publisher Urbanek, called “The Mozarteum”, a polyfunctional downtown
house whose facade shows the influence of early cubism. The house is
significant for another reason, too: the Liberated Theatre had its seat
there in 1920s and J.J.P. Oud, Walter Gropius, Le Corbusier, Ozenfant and
Adolf Loos gave lectures there in 1924 - 25.

About 1910 a new generation of Kotera’s pupils and collabora-
tors, such as Pavel Janak, Josef Chochol and Vlastislav Hofman, entered
in the architectural world. They were dissatisfied with the rationalism of
new architecture which was threatened by the danger of uniformity. Their
cubist programme required a spiritualization of architecture by means of
plastically shaped mass. “Proceeding from the purpose to the general
layout, to the choice of construction and material and to the elaboration
of details is good enough for a good building craft. Architecture, how-
ever, needs more: architecture is a sort of art that derives from the inner
need, from the feeling. As a matter of fact, contemporary architecture is
not confined to the mere purpose, material and construction, but creates
abstract forms standing over these elements. Every art ... can find suit-
able soil only if the basic needs have already been met”, said Pavel Janak
in one of his lectures. In a critical review of the book “Modern architec-
ture” by his teacher Otto Wagner, titled From Modern Architecture to
Architecture, he continued: “Creative work where artistic thinking and
abstraction will take the lead instead of the principle of purpose will
continue striving for a plastic form and for a plastic realization of archi-
tectural ideas. This is in accordance with the creative energy which
results from the development and which, now being stronger, is able to
penetrate more deeply into architectural problems and go more deeply
into the mass to generate form from it”,
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anoppéovoa and eowrepikri avdyki, and ouvaiodnua, anairel mepLo-
O0tEPQ. STV 0Uoia, ) OUYXPOVI] QPXITEKTOVIKI] OEV TEPIOPICETaAl OTOV anio
oKOITO, TO UAIKO Kal TNV Karaokeurj, pa Onuloupyel I0£atég HOPPES TToU
unepPaivouv aurd ta groixela. H omowadrinote TExv UITOpEL, mpdyuar,
va Ppet mpdogopo £0apog uovov drav ol Pacikes avdykes Exouv EKTIAR-
pwBei” Aésl o Pavel Janak o pia and i dlaAé€eis tou. O log, o€ pua
KpLTIKIf TOU pIE TiTAo ATTO T ZUyxpovi] APXITEKTOVIKI] 0TIV APXITEKTO viKkrj
nou avagpéperai aro BifAio tou daokdAou Tou Otfo Wagner Zuyxpovi
Apxirektovikii, Aget: “H dnpoupyikri dovAeid otnv orola n KaAATEXVIKi]
oKkEWn kat apaipeon Ba dpouv To poPdoloua and o okord, 6a ouveXiZel
va pdxetal yia trv nAQoTiKOTITa TG HoPYIi¢ Kal yia rAaotikotnTa oty
UAOTTOINON TWV QXITEKTOVIKWY 10EWV. AUTO OUUPWVEL LIE T1 OnHIOUPYIKI]
EVEpYEIQ ITOU IPOKUTTTEL arTd TV EEAIEN Kat o, BvTag Twpa duvarotepr,
elvai oe Béon va gufabuvel ota apxirektovikd mpoPAruara kai va l00UE!
Baburepa otnv UAn yia va napdyet and autriv poperi”.

Auté mou o Pavel Janak mpostoipace oe Bewpntikd eminedo
Tpaypat®dnke arné tov Josef Chochol ota kuploTika Tou omitia katw and
10 Kdotpo tou Vycehrad, kal ané Tov Josef Cocar oto omitt tng Madpng
MapBévou Mapiag, otnv aid oAn g Mpdayag. Ot KPITIKEG amOYEL TwV
kuBlotv e MNpdyag yia tov opbohoyiopd Baciotnkav gtov avalutiko
KuBLop6 TIoU EMIKPATNOE otn {wypadiki Kat tn YAuTttikn oto Mapiol, otnv
awdnukr tne Oswpiag e Evouvaiodnong (Theorie der Einfuhlung), mou
avantuxdnke amd Toug emotrpoveg Tou Movdaxou Theodor Lipps kat
Wilhelm Worringer, otnv gyxwpla napadoon twv poppoedwv 86Awv
‘Oypou TotBikou pubpou, kaBwg Kat oto YPeudo-yotdiké Mrapok tou
Giovanni Santini- Aichel (mapekkAfiol kat kowuntrpto atov Mpdaivo Adgo,
Mopapia, 1722). H enagr pe autég Tig mahiég mapaddoel anoteAeoe évav
axképn A6yo yla tov oroio ot KuBLoTéG Tng Mpayag, iaitepa o Cocar oto
omitt tng Maupng NapBévou Mapiag, katapepav pe iaitepn emruxia va
Bpouv pia appovia avapeoa ota ciyxpova KTipia Kat To ITOPIKG Toug
mepIBAAAov.

Aut6 n oAU oOvtopn aAAd oAU onpavtiki Tepiodog oTnv LoTopia
NG GUYXPOVNG TOEXIKNG APXITEKTOVIKIG KOpUPWONKE Aiyo miptv Tov Mpwto
Naykéopio MoAepo, otn cuvepyaosia tng Bepohvelikng Embewpnong Der
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What Pavel Janak theoretically prepared was realized by Josef
Chochol in his cubist houses under the Vycechrad Castle and by Josef
Gocar in his Black Virgin Mary house in the Old Town of Prague. The
critical views of the Prague cubists on rationalism were based on the
analytical cubism prevailing in the painting and sculpture of Paris, on the
“Theorie der Einfuhlung  aesthetics developed by the Munich scientists
Theodor Lipps and Wilhelm Worringer, and the domestic tradition of Late
Gothic diamond vaults and on the pseudo-Gothic Baroque style of Giovanni
Santini-Aichel (chapel and cemetery at Green Hill, Moravia, 1722). The
contact with these old traditions was another reason why the cubists of
Prague, particularly Gocar in his Black Virgin Mary house, were so suc-
cessful in seeking a harmony between modern building and their histori-
cal environment.

This very short but interesting episode in the history of modern
Czech architecture culminated shortly before the first world war in the
collaboration with the Berlin review Der Sturm and its editor-in-chief
Herwarth Walden, and in the Czech Pavilion at the 1914 Werkbund Exhibi-
tion in Cologne, designed by Otakar Novotny.

The Czech cubists did not follow the German expressionists in
their architecture “von Innen nach Aussen”. They focused on the problem of
plasticity in the facade, whereas the ground plant continued displaying the
traditional scheme.

This brought about a deadlock in the development of cubism. Janak
and Gocar made an attempt during the fist world war to create a monu-
mental national style. After the 1918 revolution which brought forth an
independent Czechoslovakia, several representative buildings conceived
in this style were constructed in the city of Prague, for example the Legio-
bank, dynamically decorated with sculptures by Jan Stursa and Oto
Gutfreund. However the young generation of architects, guided by the
theoretician Karel Teige and entering the architectural arena after 1920,
rejected this concept. As a result, a new style of the spirit of international
avant-garde was developed in 1920-1923: constructivist architecture, in
opposition to the academic national style (also referred to as “rondocubism”).
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Sturm kat Tou apylouvtaktn tng Herwarth Walden kai oto To€xiko Mepimre-
po otnv ‘EkBean tng Werkbund otnv KoAwvia to 1914, TTOU 0XEBGLAOTNKE
a6 tov Otakar Novotny.

01 Toéxol kuPiotég dev akoAouBnaoav toug Feppavolc eEmpeato-
VIOTEG OTNV apxItektoviki amoyn “and Méoa mpog ta ‘EEw” (von Innen
nach Aussen). EmikevtpwOnkav oto mpopAnua tng MAAoTIKATNTAG TNG
pogoYng, eV n Katoyn Twv KTpiwv ouvexioe va akoAouBei mapadoaotaka
oxédla.

Autd €pepe Tov KUBLOpd oe mArpeg adiéEodo. Ot Janak kat Cocar
amomelpwvTal, katd tn diapketa tou Mpwtou Maykoopiou MoAépou, va
Onuoupynoouv éva €Bvikd OTUN pe otolxeia pvnpelakotntag. Metd v
emavdotaon tou 1918, ou dnulolpynoe pa aveEaptntn ToexooloBakia,
TTOAAG QVTIMPOCWTIEUTIKA KTipla autou Tou TUTIOU KATAOKEUAOTNKAV oTnv
TIOAN NG Mpadyac, onwg yia mapadetypa n Legionbank, mou diakoopnOnke
pe yAurtd twv Jan Stursa kat Oto Gutfreund. Qot600, n véa yevid apyite-
KTOVWV, TIOU UTaivel oTnV apXITEKTOVIKN apéva PeTd to 1920, kabodnyou-
pevn amo tov Bewpntiko Karel Teige, anéppie autr tv avtidnyn. Etal,
oto mvelpa Tng maykooplag mpwrornopiag, avamtixdnke, ota 1920-23, N
KOVOTPOUKTIBLOTIKA apXITEKTOVIKY, O avtiBeon pe To akadnpaiko e0viko
OTUN TOU €ixe ovopaotei kal “povtokuBlopog”.

0 Josef Chochol Atav o pévog NG yeviag Twv KUBLOTWY ToU OV
OUUHETEIXE OTIG TPOOTIABELEG TV CUVAdEAPWY TOU Yla Tn dnpoupyia eveg
“gBvikoU OTUN”. To 1914 TIPOXWPA O€ Hia EMITAEOV PEIWON TWV OUUBATIKWY
péowv, €wg 6Tou PBAvel ot €va amépitto, kaBapoAoyikd oxipa, Tou
potdlel va amnxei g 10€eq mou dakfiputte o Adolf Loos otig SlaléEelg
TOU, 0L oTIoieg IpaypatornotOnkav otnv Mpdya to 1911 kat 1913. Apyotepa,
o0 Chochol datunwvel Tig andyelg tou oto pavigéoto: Oc usiluji? (Na
Héxopat):

“H pdpua npenet va ivar aAnbuvij, povadixrj, avburapktr, kai va
HIAG pE Olauyri, kataAnmro Adyo. llpenel va sival Ekppaon Tou okomou,
Tou onolou, otnv oudia, anotelel To npdowno. [penel va neplopileral
ornv kaBapij Asitoupyia tou okomod, EAeUBepn and dida, avapela
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Josef Chochol was the only one of the cubist generation who did
not join his colleagues in their efforts aimed at a “national style”. In 1914,
he made a further reduction of formal means, arriving thus at an austere
purist shape that seemed to echo the ideas professed by Adolf Loos in
his lectures held in Prague in 1911 and 1913. Later on, Chochol formulated
his views in the manifesto Oc usiluji? (What am | striving for?)

“Form should be a true living being individually defined, speak-
ing with a clear and easily comprehensible speech. It should be an ex-
pression of the purpose whose face it in fact is. It should be reduced to
the pure function of the purpose, free of any useless elements. Its sim-
plicity should result from the conscience of an inner life rich in compl-
cated and busy activity. The classical subtlety of its plainness should not
be spoiled by artificial scratches and wild paintings. Like the faces of
lroquois chieftains. Its traunquil surfaces should be subordinated to a
transcentent an even mystical idea and obediently ordered according to
its law. And finally, it should be freed from any elements of anarchism,
epigonship or eclecticism and should never be touched by the poisonous
smell of disintegrating corpses of the past styles. It should be the strong-
est and clearest exponent of modern ideological currents in the world”.

By saying this, Josef Chochol became — together with Bedrich
Feuerstein who in the early 1920s responded in his Nymburk Cremato-
rium to revolutionary French architecture professed by Boulle and Ledoux
— the spiritual leader of the new post-war generation architects.

In the early 1920s, three parallel currents of evolution can be ob-
served: the first one was represented by the second generation of Kotera’s
pupils (Josef Stepanek, Bohuslav Fuchs, Adolf Bens) as well as some other
architects, such as Franticek M. Gerny and Jiri Kroha. They had all gained
expressionist experience and responded to the legacy of Czech cubism.
Architecture did not mean to them the mere problem of surfaces and
facades, but above all, like in the group “Die Claeserne Kette” headed by
Bruno Taut, the problem of interior space and of its expression from in-
side to outside (“von lnnen nach Aussen”). Rondocubist details were
only applied in a small degree, as for instance in a villa and a power
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orowxeia. H Aitdtntd tn¢ np€mel va amoppéEel and tn ouveionon uiag
EowrtepIKIiG {wrig, mAovolag o ouvBetn kal dpaotripia aragxoinon. H
KAaoikij Aentornta g kaBapdrntds tne Oev nMpEmel va pOeiperal ye
rexyvintd okalioyara kar eEwgpevikii {wypagikii mou Buuidouv npdowna
Ivoidvwv apxnywv.

O 0TQOepEG EMPAVEIES TNC MPETEL va vurmordagovral o€ ula
unepfariki, lowg kal HUOTIKIOTIKI] I0£a, Kal UrtdKoua va OULopPawvovTal
LE TOUG VOLOUS T116. TEAOG, MPETIEL va armodeoUEUTEl amo Ta orola orolxeia
avapxIouoU, HIUNTIOUOU 1f EKAEKTIKIOUOU, Kal va UElVEL avEyyixTn and Tn
onAntnpt@on oouri mou avaduouv ta anooabpwusva nrwuara twv
TTEPAOUEVWY TEXVOTPOTIIAV.

[pEmel va yivel o duvarorepog Kal OlauyETTEPOG EKPPATTIG TG
adyxpovig 10e0loyiKri¢ mopeiag tou koouou.”

Midwvtag €tol, o Josef Chochol, éyiwve padi pe tov Bedrich
Feuerstein — o omoiog, oTig apx€g Tng deKAETIAC TOU 1920, AVIATIOKPIONKE
ue to Kpeparoplo ato Nymburk otnv emavaotatikr YOAAK apXITEKTOVIKT
mou didaokav o Boulle kat o Ledoux — o mveupatikog kabodnyntng g
VEQG, UETATOAEUIKAG YEVIAG APXITEKTOVWV.

311G apx€q tng dekaetiag Tou 1920 mapatnpoulvral TPELG apdAAn-
Ae¢ eEEAIKTIKEC TAOEIC:

H mpwtn exmpoowmneital amd tn deutepn yevid Twv pabntwv tou
Kotera, (Josef Stepanek, Bohuslav Fuchs, Adolf Bens), kaBw¢ kat dAoug
APXLTEKTOVEG, OTwG ot: Franticek M. Cerny kau Jiri Kroha mou, €xovtag 6Aot
TOUG pla eEMPEOLOVIOTIKN epmelpia, avtamokpibnkav BeTikd otnv KAnpo-
VopLd Tou To€Xikou KuPlopou. H apyitektoviky dev orjpave yia autoulc
(6nwg kat yia Tnv opdda “Die Glaeserne Kette”, ue emke@alric tov Bruno
Taut) to amA6 MpERANUA TWV EMPAVELDV Kal TTPOGOYEWY Hd, TTIAVW ard
6Aa, To IPOPANUA TOU ECWTEPIKOU XWPOU Kal TNG EKPPAOTIG TOU Ao uéoa
npog ta £Ew (“von Innen nach Aussen”). Ol pOVTOKUBIOTIKEG AETTTOUEPELEC,
epapuootnkav og Pikpd povo Babuod, Omwe T o€ pia €mMauAn kat éva
otadpo nAektpomapaywyng Twv Bohuslav Fuchs kat Josef Stepanek, 1
oto O¢atpo g Oatpafa tou Fuchs, kat ixav deutepeliovia poAo uTooTn-
piCovtag to duvaplkod Xapaxktipa tng apxLteKToVIKnG. Apyotepa, €Ea-
AelpBnkav eviedwg, 6w  T.x otn Blopnxavikr 3xoAr otn Mlada Boleslav
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station by Bohuslav Fuchs and Josef Stepanek or in the Ostrava Theatre
by Fuchs, and they had a secondary role supporting the dynamic feature
of architecture. Later, they disappeared completely, as for example in the
Industrial School in Mlada Boleslav by Jiri Kroha. These architects gathe-
red around the review Stavitel (The Builder).

The second group included graduates from the Czech Technical
University of Prague (Oldrich Tyl, Oldrich Stary, Ludvik Kysela, Jan Visek)
who arrived at constructivism mostly though a logical evolution of the
constructive and technological aspects of architecture. They were members
in the Club of Architects and their review was Stavba (The Building). The
most important works of this group are the Trade Fair Palace in Prague
by Oldrich Tyl and Josef Fuchs (this building was laconically commended
by Le Corbusier as being “...a good structure, but not yet architecture”,
and several department stores in Venceslas Square in Prague by Ludvik
Kysela from the mid-1920s (rs. 1).

The lecture series called “ For New Architecture “ that was organ-
ized in winter 1924-1925 in Prague and Brno by the Club of Architects
with excellent lectures like Oud, Cropius Le Corbusier, Ozenfant and Loos,
contibuted to open discussion and to the introduction of constructivism
and functionalism as leading currents in Czechoslovak architecture in the
mid-1920s.

The most radical by their views and the youngest by their age
were the architects of the third group, members of the artists’ associa-
tion Devetsil, which was founded in 1920 and headed by Karel Teige.
Guided by Teige, they proclaimed the programme of Czech purism and
poetism. Josef Chochol and Bedrich Feuerstein, who were older than the
others, were regarded as the doyens of the group whose most important
members were “The Four Purists” (Jaroslav Fragner, Eugen Linhart, Karel
Honzik and Vir Obrtel) and Jaromir Krejcar. The Four Purists became known
to the public by sketches of purist facades displaying the evolution from
plastic surfaces to clear forms, free of every decorative ballast. Jaromir
Krejcar, the only “enfant terrible” of Kotera’s school, started his career
by an austere plan of the villa for the writer Vladislav Vancura and by the
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Tou Jiri Kroha. Ot apyttéktovec autoi eEédwoav v EmBewpnon Stavitel
(O Owodo6poC).

H deltepn opada oupmepAdppave anopoitoug Tou MoAutexveiou
e Mpdyag (Oldrich Tyl, Oldrich Stary, Ludvik Kysela, Jan Visek), mou
£QTacav 0TV KOVOTPOUKTIBLOHO Kupiwg péoa armo pia Aoyin eEENEN TV
KOTAOKEUAOTIK®OV KAl TEXVOAOYIKWY TTAEUPEG TNG APXITEKTOVIKIG. ‘Htav
pHEAN Tng Aéoxng Apxitektovwy kat n EmBewpnon toug ftav n Stavba (To
Ktiplo). Tnpavtikdtepa €pya autig tng opddag amoteholy 10 Méyapo
AeBvouc Epmopikric ExkBeong otnv Mpdya, twv Oldrich Tyl kau Josef Fuchs,
(to ktipto oxohdotnke Aakwvika amé tov Le Corbusier wg “KaAn pev
Kataokeur, aM\d 6L aképa apxITEKTOVIKA), Kal TTOAAG TToAukataotipata
otnv mAateia Venceslas tng Mpayag, tou Ludvik Kysela, amo6 ta peoa tng
dexaetiac tou 1920 (EK. 1).

H oelpd dialéEewv e Titho “Mept Tng NEag ApXITEKTOVIKAG”, TTOU
SlopyaviBnKe To XEIHWVA ToU 1924-1925 otnv lMpdya kat v Mmpvo anod
N Aéoxn ApXITEKTOVWY, pE £EoxouG opANTEG, omwg ou: Oud, Gropius, Le
Corbusier, Ozenfant kat Loos, ouvetéAeoav otnv avoixtr oudAtnon Kai
TNV E10ayWYT TOU KOVOTPOUKTIBLOKOU Kal Tou (povEIoVaMIoHoU wg KUpiwy
TACEWV TNC TOEXOOAOBAKIKNG APXITEKTOVIKIG OTa PEoa TG OEKAETIAg TOU
1920.

Ot mo pifoomacTikoi, 600V agopd oTLG amOYELG TOUG, Kal oL
vebTEpOL, 600V agopd oTnV NAKia Toug, HTav ot apxITEKTOVEG TG TPitng
opadac, péAn tou kaMtexvikou ouvdéapou Devetsil, mou 1dpUBnke to
1920, pe emikepahic tov Karel Teige. KaBodnyouuevol arné tov Teige
SakipuEav To TPOYPAuKA TOU TOEXIKOU TTIOUPIGHOU Kal TotnTiketntag. Ot
Josef Chochol kat Bedrich Feuerstein, peyaAUtepot o€ nAiia arnéd toug
utéhotrouc, BswpriBnkav TPECPRUTEPOL TNG OPASAG TIOU CNHAVTIKOTEPA
péAn e Atav “O1 Téooepig Mouplotég”, (Jaroslav Fragner, Eugen Linhart,
Karel Honzik kat Vit Obrtel) kat o Jaromir Krejcar. Ot “Téooepiq Mouplotéc”,
£yvav yvwotoi 6To Koo ard oxédla kabapwv 6Yewy mou paptupoioav
v €EENEN amod TIC TAAOTIKEG ETUPAVELEG OTIG KaBapéq PpOpeC, amal-
Aaypévec amé KaBe diakoopntikod Bdpoc. O Jaromir Krejcar, To pdvo “tpo-
pepd Tadi” g oxoMrG tou Kotera, Eekivnoe v kaplépa tou pe Eva

eik. 1: Katdotnpa BATA,
Npdya, 1929-30,
APXiTEKTONEZ: Ludvik
Kysela kat to apxttekto-
VIKO ypageio g
etaipeiag BATA

fic.1: BATA store, Prague,
1929-30, ARCHITECTS:
Ludvik Kysela and the
architectural office of
the BATA company
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auatnpo oxedio pag €maving yia to ouyypagéa Viadislav Vaneura kat pe 1o
OAupriakd MOAUKATACTNHA TIOU KT{OTNKE TO 1923, TO TTPWTO KOVOTPOUKTL-
Blotikd ktiplo otnv moAn g Mpdyag. Ot deopoi tng opddag Tou Teige pe
Toug GMoug KAAdoug NG TEXVNG ekppdotnkav otnv oYn tou OAupriakol
ToAukataotiparog: ta ypdupara T.S.F otnv mAdivii mpéooyn dwagruiav
otnv oucia T véa TownTikf oUMoyn tou Jaroslav Seifert (lou TiurRBnKe pe
10 BpaBeio NopmeA otn dekaetia tou *80), pe TitAo: ta Kupata tou T.S.F.
0 Eugen Linhart apopoiwoe téAela kat ypriyopa To mpwipo AeENo-
yto tou Le Corbusiere, kal 10 1927 oxediace pia €mauAn yla Tov eautd
TOU, ekBETovtag OAa ta TUTIKA XapaKTNPLOTIKA TNG TOUPLOTIKNG apXITE-
KTOVIKNAG, OTIWG TNV TpocoYn HE TG avaloyieg XpUor¢ TOUNG, To dWHaA Kal
TNV avn@opLKr papma mou aviikablotoloe To KAIUAKOOTAGLO Kal EVWVE
ta 0o emimeda tng katoikiag (ek. 2).'Hrav éva pdM\ov damavnpo neipapa.
o Linhart avaykdotnke va VOLKIAOEL TO OTITL yla apKeTd Xpovid WOoTE va
uropéaoel va EEMANPWOEL TA XPEN TOU TIPLV TO KATOIKNOEL, OUWG To Teipapa
a€1e Tov komo. ‘Onwg €Aeyav ol apyaiot Pwuaiot: “Exempla trahunt”.

H veapn toéxikn kat cAoBdkikn aotikr Té&n kat ot diavooUupevol,
ot véol Tagxol kat AoBaxol TeAATEC TaUTioTNKAV |E TO VEO OTUA ApXITEKTO-
VIKNG Kal To véo Tpomo {wr¢ o omoiog, dnw¢ mioteuav, cupBOAle pla
piloomaotikr alhayn kateuBuvong amo tov Tpomo (wrig tng Auotpo-Ouy-
YPLIKri¢ Autokparopiag, ekppdlovtag To ouvaiodnua Twv PakpLvwy TeEPLo-
XWV KAl TwV HAKpIVWV 0pLlovIwy, TOV KOGUOTIOALTIONO Kal To OleBviopd
pe pla oAU Betikf onpacia autwv Twv AéEswy, dnwe eEicou Kal to
ouvaioBnpa tng veéag atolodotiag yia tn Lwr). ‘Hrav kupiwg ot veapoi Taéxol
dlavooUpevol auTtoi Tou TPowOnoav To VEO OTUA apXITEKTOVIKIG.

Ztnv ToexooloBakia ftav Kupiwg n pecaia ta€n mou ennpéace
TOV KATAUEPLOUO ONUAVTLKWY KPATIKWY OUUBACEWY, TIG TapayyeAieg peyd-
AWV EUMOPIKMY ETAIPIWV KAl WOIWTWV ETIXEIPNUATIWV TIPOG XApn TWV €K-
TIPOCWTIWV TNG OUYXPOVNG APXITEKTOVIKAG. To VEO OTUA €yive aUBoAO €BvI-
KNG TautotnTag, “sikdva” tou VEou KPAToug Kal, akopa — Omwe oupBaivel
T.X. ofpepa otn OwvAavdia — onpavriké ototxeio Tng eBVIKAC pomayavdac
oto eEwteptko. Qg amotéAeopa, moAAd peyaha dnudola Kripla Kriotnkav
otnv MNpaya, ota téAn NG dEKAETIAG TOU 1920, HE TN VEA TEXVOTPOTIA,
TIOU avapead Toug aplatoupynpara anoteAolv ta MNpageia tng HAeKTpIKIG
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Olympic department store built in 1923, the very first constructivist build-
ing in the city of Prague. The links of Teige’s group with the other branches
of art were expressed in the perspective of the Olympia department store:
the letters T.S.F. on the side facade were in fact advertizing the new col-
lection of poems by Jaroslav Seifert (who was awarded the Nobel prize in
the 80s), entitled On the Waves of T.S.F.. Eugen Linhart, soon mastered
Le Corbusier’s early vocabulary, and in 1927 he realized a villa for him-
self, exhibiting all the typical features of purist architecture, such as the
front wall with the golden section proportions, the roof terrace, and the
rising ramp replacing the staircase and connecting the two levels of dwel-
ling space (fie. 2). It was a rather expensive experiment: Linhart had to let
the house for several years in order to be able to pay his depts before he
could move in, but the experiment was worth the trouble. As the ancient
Roman used to say: “Exempla trahund”.

The young Czech and Slovak bourgeoisie and the young intelli-
gentsia, the young Czech and Slovak clients identified themselves with
the new style of architecture and with the new way of life which, in their
opinion, represented a radical diversion from the way of life of the Austro-
Hungarian Empire, expressing the feeling of remote regions and remote
horizons, cosmopolitanism and internationalism in a very positive sense
of these words, as well as the feeling of new optimism in life. It was
primarily the young Czech intelligentsia that promoted the new style of
architecture.

In Czechoslovakia, it was mostly the middle class whose mem-
bers influenced the distribution of large state contracts, orders of large
commercial corporations and orders of private entrepreneurs in favour of
the representatives of modern architecture. The style became a symbol
of national identity, an “ image “of the new state and even - as is the
case today in Finland, for example — an important element of national
propaganda abroad. As a result, a number of large public structures were
built in Prague in the late 1920s in the new style, the masterpieces being
the office building of the Electric Works by Adolf Bens and Josef Kriz and
the General Pensions Institute by Josef Havlicek and Karel Honzik (riG. 3).
These signalled the renunciation of the traditional block which was re-
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eIk, 2: Owia Linhart, Npdya, 1927, apxitektonas: Eugen Linhart
fiG. 2: Linhart’ s house, Prague, 1927, arcuitect: Eugen Linhart



Etaipeiag twv Adolf Bens kat Josef Kriz kat to IvotitoUto Mevikiv Zuvid-
Eewv Twv Josef Havlicek kat Karel Honzik (ei. 3). Ta ktipia auta onuaro-
détnoav v amokripuén twv mapadoclakwy PEYAAwv Ktipiwy, Tou
aviikataotddnkav amd pia ehelBepn oe oxfpa otaupol kdtoyn e
aElonpooekTeg 0plloviieg Awpideg mapablpwy, dnAadn pia allayn
KateUBuvang mpog to déypa tng opdadag tou CIAM.

H olyxpovn apxITEKTOVIKI} EMEKTABNKE ETiONG OTNV Mapxia, 6mwg
anodelkvUel To Tapddetypa tou Jaroslav Fragner, Tou amokaA£oTnke “o
Toéxoc Gropius”. KataokeUaoe éva otabpé nAektpomapaywyrg kat éva
Kataotnpa MwARoewy autokwvitwy Tatra, otnv KoAiv, kovtd otnv Mpaya.
To kaBapo, KopPod APXITEKTOVIKG TOU OTUA ival évag ouvauacuodg Hikpou
KataotApartog i ypageiou kat karolkiag tou ISLOKTATN, TUTIKOG HAAAov
ouVOUAOPOG OTIG MIKPEG TIOAELG.

Me 1o téAo¢ g Sekaetiag Tou 1920, TV ipwtoPoulia otnv eEENEN
NG TOEXIKNG APXITEKTOVIKNG avéAaBe n Mmpvo, n mpwtelouoa tng
MopaBiac. Av kat n AN amokaléotnke kAmote “rpodotio tng Biévwvng”,
fi “Mavtoeatep tng Auotpiag”, ouvtopa anaAlayxBnke amod Tov enapylw-
TIOpO TNE KAl UETATPATINKE OE ONUAVTIKO OIKOVOHIKS Kl TIOMTLOTIKO KEVTIPO
¢ veoalotatng ToexoohoBdkikng Anpokpatiag. Ot véol apXITEKTOVEG,
mou fipBav €6 t600 amd tnv Mpdya 600 kat amd tn Bievvn, cuveldnto-
noinoav kai dpragav tn omoudaia gukalpia TOU TOUG TPoaPEpovTav. To
napa€evo peiypa tng olyxpovng mapadootokpartiag tng Biévvng kat tou
nipooavatoAlopol oto AieBvég 2TUl Tou mip€aPeue n 2xoAr tng Mpdyag
KatéAnEe otnv OpoLoYEVH apXITEKTOVIKY TG MTpvo, TTou o €vag tng oAog
eKkmpoowrouvTav amo tov diadoxo tou Adolf Loos, Arnost Wiesner, evi o
@M\\o¢ am6 tov Bohuslav Fuchs, mou mpotipotoe tn diebvry avant-garde.
To 1925, ot Wiesner kat Fuchs npBav tautdxpova avripétwmol pe d0o
napopola poBAnuata: o Arnost Wiesner k€pdloe To dlaywviopo yia éva
ONUOTIKO KPEUATOPLO, eV 0 Fuchs oxediaoe éva mapekkArol yia to idlo
KOLUNTAPLO. 2T0 Kpepatoplo tou Wiesner, To Aeukd, dpolo pe okdAa Ktiplo
¢ aiBouoag teAeTwv mMou okemaletal and pia YudAvn opo@ri Kat
TAQIOLOVETAL amd pia mupapida pe KoAwveg amd Tpafeptivn, uPwvetal
arnd pia Baon mKAAUPPEVN HE KOKKIVO KEPAHIKO UALKO, EVW €va TEPACTIO
KAILOKOOTAGLO0 TN GUVAEEL e TO TieplBAMAov. AuTH n mpwtotumn olvBeon,

EIK. 3: lvotitodto levikwv
Zuvtagewv , Mpaya-Zizkov,
1929-33, APXITEKTONES:
Josef Havlicek kat

Karel Honzik

Fie. 3: General Pension
Institute, Prague-Zizkov,
1929-33, ARCHITECTS: Josef
Havlicek and Karel
Honzik
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Tou potadel pe Meoomotapiako Jtykoupdr, ATav pia EKppacn e avriAngng
tou Wiesner yia t oUyxpovn mapadootokpatia.

0 motntri¢ Jakub Deml, mpttog meAdtng tou Bohuslav Fuchs, tov
anokd\eoe “avBpwrio Tng dpdons”, yiati o Fuchs gixe to xdpiopa va pEpveL
el épag otdrimote avehdppave. To Zevodoxeio Avion (1926-1928) ktiotn-
ke o€ pia oAU 3UokoAn TomoBeaia oTo LoTopiKo KEVIPO TG Mmpvo. O
eNeUBEPOC XWPOC EIXE HOAIG 8,40 W. TTAATOG Kat 34 Y. BGBog, kat o Fuchs
KaTaQepe va PTIAEEL eKel €va amod Ta ONUAVTIKOTEPA APXITEKTOVIKA
dnpioupyruata e enoxic. Me t BoriBela piag £gumvng toroBétnong
KALHaKooTaciwy kat TNy 31acTopd dwHATiwY, EVOG AmOTEAECHATIKOY
QwTIoPoU amd TNV 0po@n Kat TG Meupég He Yudhiva mAakdakia, Kt evog
naixvidlou pe kaBpEQPTeg, dNuULoUPYNOE £va OUVEXOHEVO XWPO 0patd armod
6\a Ta matwpata pPEXpL kdtw v kupia gicodo.

To ouykpoTnua Ktipiwv tng SXoAig OnAéwv VESNA kal n Eotia
OnMéwv fitav dMo éva pvnueio tng Mpwromopiag Tou Mmpvo, amé Tov
Bohuslav Fuchs (e. 4). H mpéoodn tng oxoArig, oxedlaopévn oto oTul Tou
Le Corbusier, mepiékhele éva oUvolo dladpopwy kat aidoucwv didackahiag
pe petaBAnTéC KatdYELg, Tou pmopoloay, av XpelaZotav, va enektadouv.
H epappoyr evoc eykdpolou UTIOOTNPLKTIKOU ouoTApatog otnv Eotia
OnAéwv UTIOYPAPIOE Tov JOUIKO Xapaktiipa TNG apXITEKTOVIKAG Tou. To
ktiplo autd eviunwoiace avaplafrtnta tov Giuseppe Terragni, Tou
oxediaoe, Tpia xpévia apyotepa, to mepipnpo Casa del Fascio oto Képo.

H mp@tn £kBeon katoikiag tng ToexoohoBdxikng Werkbund, mou
ovopdotnke “Néa Katowkia”, opyavwbnke to 1928, padi pe tnv ‘EkBeon
S0yxpovou MohmiopoU. Hrav otnv oucia pla amopipnon tng £kBeong otn
Stuttgart-Weissenhof, xwpig OHwG TNV OLKOVOULKT} UTIOOTAPIEN TWV TOTIKWY
apxwv. To GUYKPOTNHA KATOWKIWV KATAOKEUAOTNKE amd TNV OIKOJOULKN
etaipeia Uherka and Ruller tou Mmpvo (eik. 5). Apéowg petd tnv €kBeon
emnABe xpeokoria, apol TmouAnBnke pdvov éva omitt. Ot evdexduevol
ayopaoTEC Oev ATaV aKOUA TIPOETOLHACHEVOL Yid QUTOV TOV TUTIO apXITE-
KTOVIKAC Kal ol dlavoolpevol TG peoaiag Tagng eixav Mo TPOOWTTIKEG
TPOTIPAGELG. TO OTIITL TTOU TIPOOEAKUCE TN PEYAAUTEPN TIPOCOXH ATav éva
KTiplo Tou oXedIAaTnKe amnd U0 VIOMIOUG OTIOUDAOTEG TNG APXITEKTOVIKIG,
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placed by a free cross-shaped ground plan with a marked horizontality of
strip windows, i.e. a shift towards the doctrine of the CIAM group.

Modern architecture expanded also to the province, as evidenced
by the example of Jaroslav Fragner who was called “ the Czech Gropius “.
He constructed a power station and a sale house of Tatra cars at Kolin
near Prague. Its pure, architectural style shows a combination of a small
shop or office and the dwelling rooms of the owner, which was a rather
typical combination in small towns.

By the end of the 1920s the initiative in the evolution of Czech
architecture was taken by Brno, the capital of Moravia. Although the city
had once been called “a suburb of Vienna” or “an Austrian Manchester”,
it soon got rid of its provinciality and became an important economic and
cultural centre of the new-born Czechoslovak Republic. Young architects
who came here from both Prague and Vienna became aware of the great
chance that was on offer, and they took it. The odd mixture of the modern
traditionalism of Vienna and the International Style orientation of the
Prague School resulted in a homogeneous Brno architecture whose one
pole was represented by Adolf Loos’s successor Arnost Wiesner won the
competition for a municipal crematorium, while Fuchs designed a chapel
for the same cemetery. In Wiesner’s crematorium, the steplike white build-
ing of the ceremonial hall covered by a glass roof and surrounded by
pyramidal travertine columns grows up from a tranquil foundation coated
with red ceramic material and connected with the environment by a huge
staircase. This original composition, resembling the Mesopotamian zig-
gurat, was an expression of Wiesner’s concept of modern traditionalism.

The poet Jakub Deml, the first client of Bohuslav Fuchs, called
him “the man of action”, because Fuchs was able to resolutely carry out
almost everything he had undertaken to do. The Avion Hotel (1926-1928)
was built on a very difficult site in the historical centre of Brno. The va-
cant space was only 8,40 m wide and 34 m deep, and Fuchs succeeded in
making here one of the most remarkable architectural creations of that
time: By means of an ingenious location of staircases and diffusion of
rooms, an effective top and side illumination through glass tiles, and a

EIK. 4 (zEA. 32-33): ZX0Agio
VESNA, Mripvo, 1929-30,
APXITEKTONAZ: Bohuslav
Fuchs. Miow n Eotia
OnA€wv. APXITEKTONES:
Bohuslav Fuchs pe tyv
ouvepyacia tou Josef
Polasek.

FiG. 4 (p. 32-33): VESNA
School, Brno, 1929-30,
ARcHITECT: Bohuslav Fuchs.
At the background the
Girl’s Home. ArcHiTeCTs:
Bohuslav Fuchs with

the collaboration of
Josef Polasek.
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toug Miroslav Putna kat Hugo Foltyn, 22 kal 24 €T1dv aviiotoixwc.
Epdppooav otn peAETN TOUG T TEVIE onueia TG oUYXPOVNC APXITEKTO-
viknig tou Le Corbusier, 6nw¢ mapouoidotnkav oto Weissenhof, dnAadn
KOAWVEG, OKEAETAG, EAeUBEPO OXEDLO, EAUBEPN TTpOTOYN LE JWVEC TTIapa-
BUpwv Kal kAo otny Tapdroa. Evw o Putna eMKeEVIpWONKE Kal Katdpepe
va Bpel pla kaBoAwr Adon oto mpdBAnpa thg kabaprg katoync, o Foltyn
eMixeipnoe va QTiagel éva duwpoPo KaBLOTIKG e E0WTEPIKO EWOTN Kal
€AKOEIOEG KAluakootdolo. Qotdoo, N HIKPY €KTacn mou KataAdBave To
oritt, anodeixtnke oofapd mpoPAnua ou dev prmopouoe va AuBei elkoAa:
€ylve anapaitnto va cUPTEPIANPOEL éva €181k6 KAMLAKOOTAGIO Yia TO TPiTo
UTIVOOWHATLO KAl TO MIAVIo, KAl 0 XWPog Umvou ntav POAG 135 €K. O€
0yoG. 2€ aUTA Ta ONpeia €0TLIAOTNKAV Ol LOXUPOTEPEG JLAPWVIEG TWV
KPLTIKWV.

To Ttevixpo oKovouLKO amotéAeopa tng €kBeong tng Mmpvo odn-
ynoe v toexooloBakikn Werkbund otnv anégaon va opyavwoel pia
napopola kBeon otnv Mpdya pe 61apopeTikd tpdmo. To Bacikod oxédio,
Tou €ylve amnd tov Pavel Janak, épotale oAU pe exeivo tou Weissenhof.
Ta omitia Atav tomoBetnpéva otn vétia mAayld tou Adpou Mmdurma, pe
pla oAU 6popen Béa tou Kdotpou tng Mpdyag (Ek. 6). AvtiBeta pe tnv
£kBeon oto Weissenhof kat kamola GA\a yeyovota mou opyavimbnkav anoé
v Werkbund oto MmnipioAdou, tv KapAapoun, t Biévvn, tn Zupixn kat
v Mmpvo, ta omitia dev mpotibeviav va gival pavigpéota, ald Ktiotnkav
otn Baon evog dlaAdyou PeTakl apyitéktova kat tehdtn. OUTe kat o€ autiv
v nepintwon dev dlatéBnke kpaAtkr 1 SNUOTIKA EMIXOPrYNON Kal n
15loktnoia ayopdotnke amno WLwteg meAdteg, uéAn tne Werkbund, ot oroiot
eméNegav TOUG apyITEKTOVEG TIoU roav, emiong, péAn ¢ Werkbund. Ta
0X€01a TIPOOapPUOOTNKAY £T0L WOTE VA LKAVOTIOLOUV TIG ATOUIKEC ATIAITAOELS
Kal TO KOOTOG TWV OTITIOV KaAUPOnKe amd Toug meAdtet. To GUYKpOTNHa
oto Mnapra, mou KTioTnNKe avapeoa ota 1932-33, ATav UVETWC AlyOTEPO
ETOEIKTIKOG Kat AlydTepo doyHaTiko amo Tig AAeg katolkieg tng Werkbund

Kat n evrUmwon mou TpokaAel, (Tapd v XapaktneLotiky Tautdtntd o)

eivat o aveEdpTnTn Kat Puolkr. Ot MEPLOGOTEPOL amd Toug MEAGTEC Tav
Togxol dlavooupevol. avapead Toug o dleuBuvtrig Tou EBvikol Osdtpou,
OUYYPaQeiG, dLOIKNTIKA OTEAEXN, TAVETMLIOTNHLAKOL, KABNYNTEG pEONC
eknaideuvong, K.A.m. Aképa kat o apxitéktovag Pavel Janak €ktios ekei éva

EIK. 5: TpumAoKatowia otnv
£€k0eon tng ToexooAoPd-
KiknG Werkbund “H véa
Katowkia”, Mrmpvo, 1928,
apxiTekTonaz: Bohuslav Fuchs
fiG. 5: Triple house at the
exhibition estate of the
Czechoslovak Werkbund
“The new House”, Brno,
1928, ArcHITECT: Bohuslav

Fuchs
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Eik. 6: EkBeon tng Toexoohopakikng Werkbund, BABA, Mpdya, 1932, 3XEAIO FENIKHE AIATAZHE: Pavel Janak.
Fi6. 6: Czechoslovak Werkbund exhibition Colony, BABA, Prague, 1932, MasTeR pLAN: Pavel Janak.



ortiTt Tipog, BTk Tou Xprion. H Marie Palickova, oxediaotpla UQaopaTwy,
TipookdAeoe Tov Mart Stam an6 v OMavdia wg To pévo §Evo apxITEKTova TTou
nipe pépog atnv €kBean.

0 onpavtikéTepog apyitéktovag oty ékBeon tng Mpdyag frav o
Ladislav Zak. 3¢ pia 6€1pd TPLOV OTITLOV avéMTuEe évav TUTo UECOUOTIKIG
OVOKaTOIKiag, ToU fBEAE va uhoTioLoEL O€ OUYKPOTHHATA KATOLKIWY TTOU
va Bupigouv Ti¢ oAukartolkieg tou Le Corbusier. Eixe ypayel pe tov Karel
Herain, 8ieuBuvtr Tou Mouosiou EQappoopévwy TeEXVRV Kal Tp@To TeAdtn
Tou, éva OXeTkd BLBAio. To Tp@To omitt gixe pia SUTAY oTPOYYUAT okdAa
TTou &vwve Touc dUo 0péPOUC Kal dnpoupyoUoe €va SuvVapiko amoTte-
Aeopa. O Zak gixe €MOKEPTEL TO OTEYAOTIKO OIKIOHO WUWA oto Mmnpeo-
Adou 6rou gixe Baupdosl To Wohnheim tou Scharoun, Tou o oxoAiaoce
Aéyovrag: “Bev EXEL TITOTA YEPHAVIKG”. 3TO EMOHEVO OTIITL O Zak avémtuge
éva ox£010 e povr okala kat éva palov otevo, HOAG 95 £KATOOTA
TAQToUC, TIEPAOHA a6 OTIOU PITOPOUCEG Va PIElG ota dwpdtia. To tpito
omitl ATav To TeAeuTaio OTABIO TNG EMEKTAONG. EIXE OHOLA HE KAMTIVEG
UTIVOBWHATLA, EVM TO KABLOTIKO eiXe dlaPOPETIKA eTtineda avahoya peE TG
XPHOELG TOU.

H povokarolkia, ftav medio MEPapATwY yia Toug TOEXoUg APXITEKTO-
veg Katd Tn Slapkela tng dekaetiag Tou 1930. ‘OAeg ol ATOXPWOELG TOU
OVEIOVAMOpOU EPAPUOCTNKAY OE AUTO TO GUYKEKPIUEVO nedio NG
APXITEKTOVIKAG, MO TNV KATAOKEUAOTIKS AOYIKN TOU paclovailopou
(émtauln Oscar kau Elly Oecler otnv Mpdya amo To 1931), £wG Tig agpoduva-
HIKEC KAl OPYAVIKEC TAGELG TIOU avartixbnkav amoé Toug adeApoug Slapeta,
oto epyaotnplé Toug. O matépag pou, Lubomir Slapeta epydotnke yia
TIOAU katpd oTo oToUVTL0 Tou Hans Scharoun oto MmpeoAdou Kat to Bepo-
Aivo, Tipdypa Tiou 0KOA pavtelel Kaveig korragovtag ta Ktipla tou ot
dekaetia Tou 1930. To omitt Tou Ktnviatpou Ap. Kremer otn XAouoiv (EK. 7),
TI0U XTIOTNKE QvAPEDa OTA 1933-34, HOLALeL va £xel Slapopewbei oav owpa
QUTOKIVATOU 0TO dgpoduvapikéd mvedpa. Na umevbupiow 8w tn HOpPYr|
Twv autokvATwy Tatra eKeivng TG EMOXAG TTOU TIPOKAAETE TNV TTPOCOXT
g d1eBvolc oknvrig. To ottt Tou Kremer £xeL T omovOUAIKT Tou oTiAn
otn BOpela TTpOTOYN, Ao TV OToia avoiyeTal 08 SUVAHIKEG YPAUHEG TIPOG
Tov A\0. Apyotepa, oto ottt Tou Ap Liska otnv ‘OotpaBa, mou KTioTnke
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play of mirrors, he created a continuous space with views through all
storeys down to the entrance.

The complex of VESNA Girl’s School and Girl’s Home was another
monument of Brno avant-garde by Bohuslav Fuchs (Fic. 4). The front wall
of the school, designed in Le Corbusier’s style, enclosed a set of corri-
dors and classrooms with variable ground plans and which could be en-
larged if necessary. The application of a traversal supporting system in
the Girl’s Home stressed the structural character of its architecture. This
building has certainly impressed Giuseppe Terragni, who designed his
famous Casa del Fascio in Como three years later.

The first housing exhibition of the Czechoslovak Werkbund (fc. 5), called
“New Home”, was organized in 1928 in connection with the Exhibition of
Contemporary Culture. It was in fact an echo of the exhibition in Stuttgart -
Weissenhof, but without financial support from local authorities. The
housing estate was constructed by the building company Uherka and
Ruller from Brno immediately after the exhibition it became bankrupt,
since only one house was sold. The potential buyers were not yet pre-
pared for this type of architecture, and middle-class intellectuals had more
individual tastes. The house that attracted most attention was a semi-
detached house designed by two local students of architecture, Miroslav
Putna and Hugo Foltryn who were 22 and 24 years old. They applied in
their project Le Corbusier’s five points of modern architecture as pre-
sented in Weissenhof, i.e. pillars, skeleton, free plan, free elevation with
strip windows, and garden on the roof. While Putna focused on and succeeded
in finding a universal solution to the problem of a clear ground plan,
Foltryn made an attempt at making a two-level living room with a gallery
and a spiral staicase. The limited floor area of the house, however, proved
to be a rather difficult problem to solve: it was necessary to include a special
staircase arm for the third bedroom and bath, and the sleeping recess
was only 135 cm high. These facts were the strongest arguments of the critics.

The poor economic result of the Brno exhibition made the Czecho-
slovak Werkbund decide to organize a similar exhibition in Prague in a
different way. The master plan, designed by Pavel Janak, was very similar
to that of Weissenhof. The houses were situated on the southern slope of
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T0 1935, TO OX£010 QVTATIOKPIVETAL TAPWE OTO TIVEU|A TOU CUYKEKPLUEVOU
TOTOU. TO KaBLOTIKO IPOOPEPEL Ula BEa 0TO Blopnxavikéd KEVTPO Tng moAnG,
€VW TO OIWTIKO TUAPA Tou otutiol BAETEL oToV KHTo. To id10 TO KABLOoTIKG,
e To eAeUBEPO Oxrpa Tou, gival éva eidog tomiou.

Ev ot dtavooUpevol kat ol KAAATEXVEG PETaKIVOUvVTav o oUY-
xpoveg Bideg kat moAuteAn diapepiopata, o Karel Teige ovelpeudtav
pla kaBoAik AUon oto MPOPANUA TNG OTEYAONG TWV PTWXWV TAEEWY.
Me to Té)Aog Tou 1929, 0pYAVWOE £€va APXITEKTOVIKO TUfua tng Mpoo-
deutikig Aplotepdg Kat, apéowg PeTd, o ovopace CIAM tng Toexo-
ohoBakiag. MéAn autnig Tng opddag ouppeteixav oe Slaywviopoug yia
UIKpda dapepiopata mou opydvwoe n oA tng Mpdyag ota 1930 Kat
1931. [Napouciaoav pia véa 1d€a yia va AUGoUuV To 0TEYAOTIKO TPOBANuUa
“otolxetwdoug Umap&ng”. To kowvdBlo KOLDOM eumvelotnke amod tnv
gumnelpia Twv POOWV KOVOTPOUKTLBLOTWY Kal amd auto Tou €l0fyaye o
Karel Teige, mou ekeivn tnv emoxr €0lve SlaAEEELC yia THV  KOWVW-
vioAoyia Tng katotkiag oto Mmaxdoug kat Tig dnpocicuce o” éva BipAio
pe titho “Nejmensi Byt”. (To pipdtepo Siauépioua). O Teige unootrhpile
TNV 10£a TwV CUAAOYIKWYV KATOLKLWY 0Ta otoia n olkoyévela Ba katap-
youlvtav Kat n ekmaideuon Twv madlwv Ba Kolvwvikorolodvrav. Kapid
péviun oupBiwon duo avBpwnwy dev avapevotav. ‘ONEC ol KOWWVIKEC
Kal TTOAITLOTIKEG Bladikaoieg Ba mpayparomolouvtav og dnuoota Kripia.
H Baoiki povada autwv twv KowvoBiwv ftav éva pikpd Swudtio yia
NV 0BWTIKA {wr} Tou KABe atépou. To APXITEKTOVIKO UPOC AUTWY TWV
OTITIWV OKOTIEUE, OMwG analtibnke amoé tov Karel Teige, otn diapdyn
Tou pe tov Le Corbusier, 6xt va dnuloupyrioel pvnueia alAa opyava.
Ta ox£d1a Twv GUANOYIKWY OTILTLWY TIOU TIPOETOLUATTNKAV and ta péAn
NG opadag g Mpoodeutikig APLOTEPAG, He eTKEQAARC Tov Jan Gillar
BewpriBnkav amd tov Karel Teige wg Ta Mo onuavtikétepa pavigéota
NG VEQG TOEXIKNG apxLTekTovikiG. Qotdoo, av KoltdEoups orfpepa autd
Ta ox€dla, TPEMEL va mapadexToUpe MwG ol KAAUTEPEC POVADEC
ghaxiotng Katoiknong dev dnuloupyrndnkav amd tnv opdda tng Mpoo-
deutikng Aplotepdc tou Jan Gillar, aAAd@ amé tov Ladislav Zak, tov
apxItektova moAAWV emalAewy yia péAn e moAttoTikig eAit tng Mpd-
yag. TouAdylotov n pikpr kouZiva aut®v Twv KATOIKIOV avapepoviav
OTIG povadeg eAAXLOTNG KATOIKNONG.
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the Baba Hill with a very nice view of the Prague Castle (6. 6). Unlike the . 7 (zEA. 42-43): Owkia
Weissenhof exhibition and some other events organized by the Werkbund  tou ktnvidrpou k. Kremer,
in Breslau, Karlsruhe, Vienna. Zurich and Brno, the houses were not in-  Hiucin, 1933-34, APXITEKTO-
tended to be manifestoes but were built on the basis of a normal dia-  was: Lubomir Slapeta
logue between architect and client. No state or municipal subsidy was  ric. 7: (p. 42-43) Villa for
available in this case either, and the estate was purchased by private veterinary physician
clients, members of the Werkbund, who selected the architects who were  Mr Kremer, Hlucin, 1933-34,
also members of the Werkbund. The plans were adjusted to meet indi-  arcuirecr: Lubomir Slapeta
vidual demands, and the costs of the houses were paid by the clients.

The Baba Estate, built in 1932-33, was therefore less demonstrative and

less doctrinaire than the other Werkbund housing estates, and its im-

pression, in spite of the unity of spirit , is more independent and more

natural. Most of the clients were members of the Czech intelligentsia;

among them were the director of the National Theatre, writers, manag-

ers, university and grammar school professors, etc. Even architect Pavel

Janak built there a house for himself. Marie Palickova, a textile designer,

invited Mart Stam from the Netherlands as the only foreign architect to

participate in the exhibition.

The most important architect of the Prague exhibition was Ladislav
Zak. In a series of three houses he developed a type of middle class one-
family home, which he later wanted to apply in housing reminiscent of Le
Corbusier’s Maison Habitations. He had written a book on this topic to-
gether with Karel Herain, director of the Museum of Applied Arts and his
first client. The first house had rounded double-flight stairs that created a
dynamic effect. Zak had visited the Werkbund housing estate WUWA n
Breslau where he very much admired Scharoun’s Wohnheim, which he com-
mented by saying that “it had nothing of German nature”. In the next house
Zak developed a plan with narrow single-flight stairs and with rather nar-
row, just 95 cm wide passage from which the dwelling rooms could be
entered. The third house was the last stage of the development: it had
cabin-like bedrooms, and the living room had different levels according to
function.

The villa, i.c. the one-family house, was a field of experiment for
Czech architects during the 1930s. All nuances of the functionalist style
were applied in this particular field of architecture, from the structural
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To Anpotikd 2upBoUAlo améppLPe TIG TTPOTATELG TWV APLOTEPWV
APXITEKTOVWY Kal apxXLCe va KTiCeL TTOAUKATOLKIEG [E TUTILKA OLKOYEVELAKA
dlapepiopara TwV 40 TETPAYWVIKWY, TTOU cuumepAduBavay KabioTiko,
KouCiva kat utvodwpdrtto. TETOLEG TTOAUKATOIKIEG KATAOKEUAOTNKAV GTNV
Mpaya kat tv Mmpvo (Ek. 8). 3tov 8eltepo KUKAO TwV SlaywVIoUWY yia
pikpd dapepiopara mou mpayparonolibnke otnv Mpdya kat tv Mmpvo
10 1936, kavéva KOLDOM dev napouctalotav mAéov, Kal o idlog o Karel
Teige petaxkiviBnke o€ pia dikr) Tou €mauln, TOU OXEDLAOTNKE ATO TOV
lan Gillar.

Me 10 mépaopa tng OEKAETIAC TOU 1920 KAl 1930, £€va TPITO KEVIPO
oUyXpovnG apxLTEKTOVIKAG EPXETAL OTO TMPOOKAVLO, HETA TNV Mpdya Kat
v Mmpvo: n méAn ZAw, €8pa tng Etaipeiag Ymodnudtwy Bat’a. O Tomas
Bat’a avalitnoe tnv €UMVEUOn yla TO KOWVWVIKO TOU TIPOYpaupa otnv
ayyAkn 10€a tng KNMoUToANG Kal OTOV TEXVOKPATIKO TPAYUATIGUO.
1davikr yla autév ftav pia knmoUmoAn W’ éva €pyooTdcto Kdl 10.000
nepinou katoikoug. Alaknputroviag to cAoykav: “ZRote Xwplotd,
epyaoteite padi”, Apnoe TOUG EPYATEG TOU va (OUV GE LOVOKATOIKIEG )
o€ OuTAokatolkieg” povov ol epyévndec epydreg @iAoEevolvrav os
Eevvee. ‘OAeg oL kataokeugg otn ZAlv xapaktnpifovrav amd tolxomotia
pe acofariotn mAvBodopr], aviavakA@viag tnv emppon tng AyyAiac.
Ta dnpdoia kat Brounxavikda ktipla eixav okeAeTd amo OMALOUEVO
OKUPOOENA, KUKALKEG KOAWVEG (PTlayuévec amd ouptd mavtZolpla) Kal
mapanéta pe toupAa.

O mio diakekpluevog apyitéktovag tng Etalpeiag Bat’a ftav o
Vladimir Karfik, orfjpepa 9o etwv. ‘Exel epyaotei yia tov Le Corbusier kat
tov Frank Lloyd Wright kat eivat o dnptoupyog duo ktipiwv pe deontolouoa
B€0n 0To KEVIPO TNG TOANG, TO Zevodoxeio Social House kal Ta dekaspraw-
poga Kevrpikd ypageia tng eraipeiag Bat’a, Tou mpwtou oupavoElotn
otnv ToexooAoPakia. Mia apketd evdlapépouoa 0€a Atav To ypapeio
Tou levikoU AteuBuvrr (Jan Bat’a) ou tomoBetriBnke o’ évav aveAkuoTrpa.
O Jan Bat’a pmopouUoe va otapatnosl o€ OmoloVONTIOTE 6POPO Yid va
eNéyEel av ol epydreg Tou epyddovtav yia Tnv etaipeia fi didBalav epn-
pepideg. Qotdoo, onwe to mapouciace Aakwvikd o Vladimir Karfik, “aro
TNV GAAn, PopoUoapE va Tov mapatnpoupe Ki EUeic”.
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conception of rationalism (villa by Oscar and Elly Oehler in Prague from
1931) to the aerodynamic and organic trends developed by the Slapeta
brothers in their atelier. My father Lubomir Slapeta worked for a long
time in Hans Scharoun’s studio in Breslau and Berlin, which can be easily
guessed looking at his buildings from the 1930s. The house of the veterinary
surgeon Dr. Kremer at Hlucin (6. 7), built in 1933-34, seems to have been
shaped like an automobile body in the streamlined spirit. May | call to
mind here the body of the Tatra automobiles of that time which attracted
much attention on the international scene. The Kremer house has its spine
in the northern front wall which it opens in dynamic lines towards the
sun. Later on, in Dr. Liska’s house in Ostrava, built in 1935, the plan fully
corresponds to the genius loci of the given situation: the living room offers
a view of the industrial centre of the town whereas the private part of the
house is turned to the garden. The living room itself, in its free form, is a
short of natural scenery.

While members of the intelligentsia and cultural elite were moving
into modern villas and luxurious apartments, Karel Teige dreamed of a
general solution of the dwelling problem of the poor classes. By the end
of 1929 he organized an architecture section of the Left Front and soon
afterwards, he declared it to be the Czechoslovak CIAM group. Members
of this group participated in three competitions for small flats organized
by the City of Prague in 1930 and 1931. They presented a new idea of
solving the “Existenzminimum” housing problem: the collective house
KOLDOM was inspired by the experience of the Russia of the Russian
contractivists and by the programme introduced by Karel Teige, who at
that time gave lectures on the sociology of dwelling at the Bauhaus in
Dessau and published them in a book titled “Nejmensi byt” (The Smallest
Flat). Teige proclaimed the idea of collective houses where the family
would be abolished and the education of children would be socialized.
No permanent living together of two persons was expected. All social
and cultural processes were to take place in public buildings. The basic
unit of the collective house was a dwelling cabin for the private life of
each individual. The architectural style of these houses was expected, as
required by Karel Teige in his controversy with Le Corbusier, to create not
monuments but instruments. The collective house projects prepared by

EIK. 8 (sEA. 46-47):

Kowvwvikég katoikieg,

Mrpvo, 1930,

APXITEKTONAS: Josef

Polasek

FIG. 8 (PAGES 46-47)

Social Housing, Brno,

1930, ARCHITECT: Josef

Polasek
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0 Karfik oxediaoe ta meplocdTepa amd Ta KATAOTAHATA TIOU 1)
etaipeia £kTioe o OAGKANPN T XWpa, o KaBe oxedov TOAN tng Toexo-
ohoBakiac. Ta Bpiokoupe Ty oTig Mmpvo, MratioAaBa Kat Aipmepex. Autd
1a payadid, mou dev ouAouoav pévo umodripata aAAd TIPOCEPEPAV OAEG
TIC UTINPEGieg TToU oxetifoviav pe Ta modia, frav eEalpéoelg otnv
APXITEKTOVIKY TNG €TalpEiag, ATav acBectwpéva, Kat ot TIPOCOYELG TOUG
xapaktnpiovrav aroé peydia opiZévria mapdbupa.

H etatpeia emekTdOnke Kal 0TO EEWTEPIKO, KAl EPYATOUTIOAELG
xtiotnkav oty AyyAia (Avatohiké Tilbury), otnv OMavdia (Mrmeot), T
eppavia (Otpoud), tv EABetia (MoxAiv), MoAwvia (ToeApék), Kpoartia
(Mrop6Bo), Ouyyapia (Maktgou), Omwg kat otnv A@piki, TV AHEPIK,
kat T Ivdiec. ‘Otav n evdexopevn tomoBeaia evog peMovtikoU Kataotr-
patog umodnudtwv Bat’a (emiong oxedlaopévo amd Tov Karfik) oto
Apotepvtap Bplokdtav umo oulitnon, o Bat’a eire: “Kat ToU eival o oikog
Salamander; O d1K6¢ pac Tpémel va kriotel dima tou. Ot TIUEG pag Ba
efval xapn\oTepEC kat Ba KepSIOOUPE TOV avTaywviopd”.

To 1935, 0 Jan Bat’a mpookdAeoe tov Le Corbusier otn ZAwv. Hrav
n tétaptn emiokeyn tou Le Corbusier otnv ToexoohoBaxia. H mpdtn nrav
10 1911 0TN SIAPKELQ TNG TEPLODELAG TOU 0TN voTloavatoAikr Eupdrmn. Tov
lavoudplo Tou 1925 gixe dwoel SlaAégelg otnv Mpaya kal tv Mmpvo, Kal
Tov OKT@PPEN ToU 1928 €ixe £pBet yla Tpitn Popd yia va napeupebei oto
TayKOOUIO OUVESPLO TWV JLaVOOUNEVWY TIOU Opyavwonke otnv Mpaya.
Tdhpa Arav péAoG TG KPLTIKAG EMITPOTAG Tou dlebvoug dlaywviapou
karotkiac Tou Bat’a. O Bat’a tov pookdAeoe yia va TPOETOUAoEL Eva
pUBIOTIKG OXEBL0 Yyia TV Teplox} avdpeoa otn ZAwv kat t Bat’ov, €va
ox£610 yla ™ Blopnxaviki moAn Hellocourt otn FaAAia, oxédia yia ta
TuToToINpéva KataoTrhpata Bat’a, kat pia HEAETN yia To mepinTepo EkBeng
Tou Bat’a yia tn AleBvr ‘ExBeon Mpoidviwy Tou 1927 oto Mapiol. Qotdoo,
TOAU oUvTopa, TpoékuPav Bacikég dlagwvie. O Le Corbusier ABele va
TIPAYHATOTIONOEL OTa Bikd TOU TIOAE0OOHIKA OXEDta To MaAd Tou Gpapa
¢ MoAukatolkiag, ev o Bat’a EMEUEVE OE OIKOYEVELAKA OTITIA Yld TOUG
£PYATEC TOU. AeUTEPOVY, N TPAYHATOTOINGN TWV MEAETWV Tou Le Corbusier
fitav pdov damavnpr, kat tpitov, n apoiBr mou gntoloe BewpriBnke
ané tov Bat’a oAU ugnAr. Q¢ amotéleopa, Oev £ylve kavéva oupBolaio
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members of the Left Front group headed by Jan Gillar were regarded by
Karel Teige as the most important manifestoes of new Czech architec-
ture. However, if we look at these plans today, after many years, we must
admit that the best minimal dwelling cells were not designed by the mem-
bers of Jan Gillar’s Left Front group but by Ladislav Zak, the architect of
many villas for members of the cultural elite of Prague: at least the small
kitchen of these villas referred to the cells ...

The municipal Council rejected the proposals of the leftist archi-
tects and started building blocks of normal family flats of 40 sq. meters,
containing a living room, kitchen and bedroom. Such blocks of flats were
constructed in Prague and Brno (ric. 8). On the second round of small flat
competitions held in Prague and Brno in 1936 no KOLDOM was presented
any more, and Karel Teige himself moved to a small villa on his own
designed by Jan Gillar...

At the turn of the 1920s and 1930s a third centre of modern archi-
tecture emerged — after Prague and Brno: the town of Zlin, seat of the
Bat’a Shoe Company. Tomas Bat’a sought inspiration for his social pro-
gramme in the English idea of a garden city and in technocratic pragma-
tism. His ideal was a garden city with one factory and with approximately
10 000 inhabitants. Proclaiming the slogan “Living separately, working
together” he let his workers live in one-family houses or in semi-detached
houses; only single workers were accommodated in hostels. All the
structures at Zlin were characterized by unplastered brickwork masonry,
reflecting the influence of England. The public and industrial buildings
had a skeleton of reinforced concrete, circular columns (made by means of
sliding shuttering), and parapets filled with brickwork.

The most outstanding architect of Bat’a Company was Vladimir
Karfik who is now 9o years old. He had worked for Le Corbusier and Frank
Lloyd Wright and he is the author of two dominant buildings in the centre
of the town. The Social House Hotel and the 17-storey headquarters of
the Bat’a Company, the first skyscraper in Czechoslovakia. A quite inter-
esting idea was the General Manager’s (Jan Bat’a) office, which was placed
in a moving elevator. Jan Bat’a could stop on any floor to inspect person-
ally whether his workers were working for the company or reading news-
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avapeoa otov Bat’a kat Tov Le Corbusier “Tdpa emrédous karadaBaivw”,
Ba el kanoia pépa o nAiwpévog Ta Bat’a, “u eivar o apyirékrovac.
Eivar Evag dvBpwitog mou BEAeL va KTioe! ta Oikd Tou pviueia LE ta ypripara
wv dAwv”.

‘Exovtag avagépel toug Bat’a kat Le Corbusier, ¢ptavoups oto
npdPAnua Twv d1EBvvV oxéoswy, TOU ftav MOAU GNUAVTIKEG yid TNV
€EEMEN NG TOEXOOAOBAKIKNG APXITEKTOVIKAG KAl TN CUHHETOXH THE oTa
61e6vr} dpwpeva. To XELPOTEPO TTOU UMOPOUOE Va GUUBEL FTav n MIVEURATIKE
aropdvwon. H moMtikr g mpdokAnong EEvwv  apxITEKTOVWY yid TIC
OlaAEEelg Eekivnoe otn dekaetia tou 1920 pe toug Henry van de Velde,
Berlage, Theo van Doesburg, Le Corbusier, Ozenfant, Oud, Gropius k.&
Kal OUVEXIOTNKE oTn OeKAETia TOU 1930 PE EMAVEIANUUEVEC ETIIOKEPELC
Twv Hannes Meyer kat Mart Stam, mou akoAouBrBnkav amé touc Andre
Lurcat, Victor Bourgeois kat Auguste Perret.

Ta ox€dia kat Ta Ktipla mou oxedidotnkav anod EEvoug apxXITEKTOVES
ftav To {610 onpavtikd pe TiG SIaNEEELG TouG. EmtpéYte pou va avapépw
gv ouvtopia kdmola ané autd. H duvapiki Tdon TG apXITEKTOVIKAG Tou
BepoAivou kal Ttou MrmpeoAdou exmpoowreital anéd to moAukataostnua
Tou Erich Mendelsohn otnv ‘OotpaBa kat ané tg enavlelg tou Heinrich
Lauterbach otn Bopela Bonpia. O 3€pBog apxitéktovac Nikola Dobrovic
oxediaoe pia eotia yia Toug MouykooAdBoug gortntég e Mpdyac, oto
nveUpa tou Le Corbusier. Kat teAeutaieg alAd 6xt AtyOTepo onuavrikég,
avagépw duo emavlelg yia to “npdPAnpa peyiotng karoiknone” tn Bika
Tugendhat tou  Ludwig Mies van der Rohe otnv Mrmpvo kat tn Bida twv
Muller tou Adolf Loos otnv Mpaya.

‘Hrav atnv avoixtr maykdéopia atpéopatpa tng Sekaetiag tou 1930
TIOU N QOVEIOVAAIOTIKY apXITEKTOVIK €pTace oto Levib tng otnv Toexo-
oMoBaxia. 'Eva oAU uynAo eminedo emtetxOnke oe TTOAOUC TopEic. Oa
nBeAa va avapépw €566 TOV TUTTO TOAUKATACTAUATOG Kal TO KTiplo ypa-
Qeiwv pe ™ yuahivn TpOoOYN, TIOU EKTIPOCWIEITAL Yia TAPASEYHA OTO
noAukardotnua Asukog Kikvog twv Josef Kittrich kat Josef Hruby, kat otig
OTOEG ToU Malpou Podou kat to omitt tng Werkbund ato kévtpo tng
Mpayac.
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papers. However, as Vladimir Karfik laconically pointed out, “on the other
hand, we could observe him, too”.

Karfik designed the largest of the shops which the company built
all over the country, in almost every Czechoslovak town. They are found
for example in Brno, Bratislava and Liberec. These shops, which not only
sold shoes but offered all services related to feet, were exceptions in the
company’s architecture: they were plastered and their facades were char-
acterized by large strip windows.

The company expanded abroad, and factory towns were built in
England (East Tilbury), the Netherlands (Best), Germany (Ottmuth), Swit-
zerland (Moehlin), Poland (Chelmek), Croatia (Borovo), Hungary (Maltfue),
as well as in Africa, America and India. When the location of a future
Bat’a shoe shop in Amsterdam, also designed by Karfik, was discussed,
Bat’a said “And where is the Salamander house? Ours must be next to it.
Our prices will be lower and we shall win the competition”.

In 1935, Jan Bat’a invited Le Corbusier to Zlin. It was Le Corbusier’s
fourth visit to Czechoslovakia. The first time had been in 1911 during his
travel to southeastern Europe. In January 1925 he had given lectures in
Prague and Brno, and in October 1928 he had come for the third time to
attend the international congress of intellectuals organized in Prague.
Now he was a member of the Jury of Bat’a’s international housing com-
petition. Bat’a invited him to prepare a regulation plan for the region
between Zlin and Bat’ov, a plan of the industrial town Hellocourt in France,
plans for standarized Bat’a shops and a project for the Bat’a pavilon for
the 1927 World Fair in Paris. Very soon, however, fundamental contradic-
tions appeared: Le Corbusier wanted to realize in his town planning
schemes his old vision of the Unite d’ Habitation, whereas Bat’a insisted
on family houses for his workers. Secondly, the realization of Le
Corbusier’s projects was rather expensive, and thirdly, the fees he re-
quired were considered by Bat’a too high. As a result, no contract was
made between Bat’a and Le Corbusier. “Now it is clear to me”, said the
old Bat’a one day, “what the architect is like. The architect is a man who
wants to make his own monuments on other people’s money”.
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2ta téAn tng dekaetiag Tou 1930, £va £idog moAutelolc Siape-
piopatog aglomoiiBnke otnv Mpdya. Ta ktipla autd krioviav cuvABwc
yia va kaAiyouv toug padAov Babeig avoixtolc XWpoug, TIou Xpovo-
AoyoUvtav amé tnv emoxr “Grunderzeit”. To ax£dio cuMapBavotav €10t
TOU vVa UTIAPXEL PLa E0WTEPLKNA YUAAVN aiBouca oTo KEVIPO Tou Olaje-
piopatog kat caAévia otnv kabe mAeupd tou. H mpdoodn eixe ite Lwveg
pe mapdBupa rj éva cuvduacud BEPUOKNTiWY Kal avOIXTWV OTOWV TTAVW
amnd auAr, 6mwg otnV epimtwaon tng moAukatoikiag tng Emapxiakng Tpd-
nedag tou Richard Podzemmo, fi tng SumAi¢ moAukartotkiac tou Eugen
Rosenberg. 'EEoxa amoteAéopata emiteuxdnkav, €miong, 0To XWPO TWV
VOOOKOEIWY Kal Twv Xwpwv avayuxng, Twv oxoAsiwv, yia mapddetypa
ekeivwy Tou oxediaotnkav amd tov Bohuslav Fuchs 1} cuykekpipéva,
tng FaAAikng 2xoAng tou Jan Gillar, cuvduacuo mepIMTéPwY yid To vNia-
YwYEio Kal TG PIKPOTEPEG TAEELG, €va EeXwpLoTd KTiplo yia TI¢ peya-
AUtepeg Tagelg kat Wiaitepoug GYKOUG yia To auplOéatpo Kat 1o yupuva-
otnplo.

TeAewbvovrag, Ba 1BeAa va avapEpw TPELG APXITEKTOVEG TIOU, KAtd
TN YVW@WN pou, givat ol KAAUTEPOL EKTIPAGWTIOL TNG TOEXIKNG APXITEKTOVIKIG
oTIG deKaeTieg Tou 1920 Kat 1930. O TPWTOG, 0 Jaromir Krejcar, fjtav éva
€idog “ekkevipikol maidio”. O deltepoc, o Bohuslav Fuchs, amoka-
Aéotnke “avBpwrog tng 5pdonc” amd Tov TPWTOo TEAATN TOU, TOV ToINTH
Jacub Deml, evd o tpitog, o Kamil Roscot, fitav o MAdtwv g TO£XIKNG
APXLTEKTOVIKAG.

O Jaromir Krejcar (1895- 1949), T0 “ckkevipikd maidi” Eekivnoe
TNV Kaplépa tou we péAoG Tou PLZooTIacTIKOU apLoTEPOU KIVARATOC Kal
WG KUPLog EKPOOWTIOG TG opddag tng mpwromnopiag Devetsil. Apydtepa
eKAEXTNKE WG 0 ToexooAoBdKog aviimpoowmog oto CIAM. ApoU avipel-
TnKe TNV Milena Jesenka, dnpoctoypd®o kal kamota emoxr epwpévn Tou
Franz Kafka, n 6ouAeid tou kopupwBnke oto Savatdpio Machnac (ek. 9-
10), otn ZAoBakia.'Htav éva €idog tou mpwtotimou KOLDOM, kat képdioe
To TPWTO Bpapeio otTo dlaywviopol otov omoio umoBArOnKav 61 cup-
HETOXEG. To €pyo OTO OTOUVTIO TOU fiTav To0 ToAunpo6 6oo Kai n {wA
Tou. “Av daveloteite xpripata”, ouvnBile va Aéel 0TOUG GUVEPYATEC TOU,
“pn daveloteite 50 1} 100 KOPOVEC, AAAA TOUAGXIOTO 20 1} 50 XIMAdEC. Ta
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Having mentioned Bat’a and Le Corbusier, we are getting to the
problem of international relations, which were very important for the de-
velopment of Czechoslovak architecture and for its participation in the
international debate. The worst thing that could happen was intellectual
isolation. The policy of inviting foreign architects to give lectures, started
in the 1920s with Henry van de Velde, Berlage, Theo van Doesburg, Le
Corbusier, Ozenfant, Oud, Gropius etc., continued in the 1930s with re-
peated visits of Hannes Meyer and Mart Stam, who were followed by
Andre Lurcat, Victor Bourgeois and Auguste Perret.

The plans and buildings designed by foreign architects were as
important as their lectures. Let me mention briefly some of them. The
dynamic trend of the architecture of Berlin and Breslau is represented by
Erich Mendelsohn’s department store in Ostrava and Heinrich Lauterbach’s
villas in northern Bohemia. The Serbian architect Nikola Dobrovic designed
a home for Yugoslavian students in Prague on a Corbusian spirit. And
last but not least, | mention two villas for “Existenzmaximum”: the
Tugendhat house by Ludwig Mies van der Rohe in Brno and the Muller
house by Adolf Loos in Prague. It was in the open international atmos-
phere of the 1930s that functionalist architecture teached its zenith in
Czechoslovakia. A very high level was achieved in many fields. | wish to
mention in this connection the type of the department store and office
building which has a glass facade, represented for example by the White
Swan department store by Josef Kittrich and Josef Hruby, or the Black
Rose arcades and the Werkbund house in the centre of Prague.

In the late 1930s a type of luxurious apartment was developed in
Prague. These were often built to fill in the rather deep open spaces dat-
ing back to the “ Grunderzeit “ era. The plan was usually conceived so
that there was an inner glass hall in the centre of the flat and living rooms
on either side. The front wall had either strip windows or a combination
of strip windows, winter gardens and loggias, as in the case of the Pro-
vincial Bank apartment house by Richard Podzemno or the double apart-
ment house by Eugen Rosenberg. Excellent results were also achieved in
the fields of hospitals and recreation buildings, schools, for example those
designed by Bohuslav Fuchs, or in particular the French School by Jan
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Gillar, a combination of pavilions for the Kindergarten and lower classes,
a monoblock for higher classes and separate volumes for the auditorium
and gymnasium.

In conclusion, | would like to mention three architects who, in my
opinion, are the best representatives of the Czech architecture of the 1920s
and 1930s. The first one, Jaromir Krejcar, was a short of “enfant terrible”.
The second, Bohuslav Fuchs, was called “the man of action” by his first
client, the poet Jacub Deml; while the third one, Kamil Roskot, was a
Plato of Czech architecture.

Jaromir Krejcar (1985-1949), the “enfant terrible”, started his career
as a member of the radical leftist movement and as a leading representa-
tive of the Devetsil avant-garde group. He was later elected the Czechoslo-
vak delegate to the CIAM. After he had married Milena Jesenska, a journal-
ist and one-time girlf-friend of Franz Kafka, his work culminated in the
Machnac Sanatorium in Trencianske Teplice, Slovakia (fig. 9-10). It was a
sort of KOLDOM prototype and won first prize in a competition in which 61
entries had been submitted. The work in his studio was as adventuresome
as his life. “/f you borrow money”, he used to say to his collaborators,
“don’t borrow 50 or 100 crowns, but at least 20 or 50 thousand. Your debts
must be so big that the insurance companies and banks themselves will
take care of your contracts so that you can pay your debts”.He has a pent-
house flat and a studio in Prague in the house he designed for the Union of
Private Clerks. In 1934, shortly after his monograph had been published by
Teige, he left Prague for Moscow where he worked for two years together
with Moisei Yakovlevich Ginsburg on a sanatorium for Kislovodsk. Disap-
pointed at the beginning of the historicism in the Soviet Union, he retutned
to Prague. He won first prize in the competition for the Czechoslovak Pavil-
ion for the 1937 World Fair in Paris. His proposal may be the first manifesto
of high-tech architecture 40 years before the Centre Pompidou, and it was
awarded the Grand Prix. After the war Krejcar was a professor at the Tech-
nical University, but his career ended at the Architectural Association School
in London, where he died in October 1949.

Bohuslav Fuchs (1895-1972), “ the man of action”, had a special
innate ability to realize almost all his ideas. He constructed nearly 200

EK. 9: Zavardpio Machnac,
Trencianske Teplice,
1929-32, APXITEKTONAS:
Jaromir Krejar

fG. 9: Machnac Sanato-
rium, Trencianske Teplice,
1929-32, ARCHITECT: Jaromir

Krejar

IN CZECHOSLOVAKIA 1900-1940

MODERN ARCHITECTURE

VLADIMIR SLAPETA

1%,
(%, |



XPE€n 0ag TPEMEL va eival 1600 peyaAa mou ol {lEG Ol AOPUALOTIKEG
etalpeieg kal ot Tpamneleg va avaldafouv ta cuppoAald oag yia va
mAnpwoouv ta xpén oag”. Eixe pia pikpr cogita kat éva otouvIlo otnv
Mpaya, otnv eotia mou oxediaoe yia tnv Evwon I0iwtikwy YaAAfAwy.
To 1934, ap€owg PETA TNV €KdOON TNG Hovoypagiag tou amd Tov Teige,
apnoe tnyv Mpdya yia tn Méoyxa 6mou epydotnke yia 600 Xpovia LE ToV
Moisei Yakovlevich Ginsburg yia éva ocavatdpio oto Kislovodsk.
ATIOYONTEUPEVOG, OTNV apxr Tou LOTopLKIouoU otn 2ofletikn ‘Evwon,
enéatpePe otnv Mpdya. KEpdioe to mpwto BpaPeio oto dlaywviopd yia
1o ToegxooloBdkiko Mepimtepo yia tnv NMaykdopia 'EkBeon Tou 1937 01O
Mapiot. H mpotaon tou iowg va Atav to mMpwWIo HavipECTo yia pid
apxttektovik uPnAng texvoAoyiag, 40 xpovia mplv to Kévipo Pompi-
dou, kat képdioe to Grand Prix. Metd tov méAepo, o Krejak ritav kabn-
yntig oto Texvoloyikd Mavemotnplo, pa n kaplépa tou éAn€e otnv
Architectural Association oto Aovdivo, 6mou éBave tov OKTWRPN Tou
1949.

O Bohuslav Fuchs (1895-1972), 0 “avBpwrtog tng dpdong”, cixe
pla €UQuTn 1Kavoetnta va mpaypatomnolel 0Aeg Tou oxedov TIG IOEEC.
Kataokelaoe oxeddv 200 ktipta. To d1k6 Tou omitl amo To 1928 Atav pia
napaMayn g 1€ag tou Loos yia tov KUBIKG OYKO, TIOU EKPPACTNKE
oto AeElAdylo tou Le Corbusier. 3 auté to omitt o Fuchs xpnotpomoinoe
yla mpwtn gopd 1o Bépa Twv duo KALpakooTaciwy” utrpxav eubuypap-
UEG OKAAEG TIOU XPNOLUOTIOOUVTIAV Ao EMIOKEMTEG KAl TIOU GUVEDEQV
TNV €i0080 pPE TO OTOUVTLO, KAl EANIKOELDN OKAAOTIATIA Yl TNV LOLWTIKN
XPNon tng olkoyeveiag. 2tn deKkaetia Tou 1930, N TéXvn Tou eEehixBnke
oe €va eidog opyavikng apxLTEKTOVIKNG Ue eAelBepeC HOPPEC, TIOU
eQapudotnke ota Lapatika Aoutpd “Mpdoivog Batpaxog” otnv Tren-
cianske Teplice. Htav o deUtepog ToexooAoBAKOG avIIMPOOWOC TOu
CIAM. MapakoAoUBnoe to 2uvédplo oto Bridgewater to 1947 kal ftav
kalnyntrg ato Texvikd Mavemiotiuio teg Mmpvo. To 1958 diwxdnke and
TOUG KOMHOUVIOTEG amo To Ivotitouto MoAsodopiag kat Bprike TNV IKavo-
noinon to 1968 pe 1o Bpapeio Gottfried von Herder mou tou amoveurBnke
otn Biévvn.

0O teAeutaiog, o Kamil Roskot, (1886-1945), “o MAdtwv tng oly-
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XPOVNG TOEXIKNG APXLTEKTOVIKNAG”, €uolale va ayvoei MARpwE ta Kauta
TpoBANpaTa Twv OEKAETIWV TOU 1920 Kal 1930. EmikevipwOnke oe Bépata
KouAtoUpag Kkat mMoAtiopoU, ateviovtag To PéANOV PEoa amd TiG eKTE-
Tapéveg MOAE0DOULIKEG OOUAELEG TOU ME TIG PVNUELOKEG APXITEKTOVIKEG
QoOppeG. MNEpav Tou yeyovotog OTL Ta €pya Tou ekTipriBnkav dlaitepa
Kat képdioe Bpapeia oe 6Aoug oxedOV Toug dlaywviopoUg OTOUG OTI0iouG
OuppETEiXE, TOTE OeV Ipaypatomnoinoe kavéva peydho dnpoéato €pyo. O
Roskot ftav 0eBactdg améd Toug GUYXPOVOUC TOU WG N o nOikn au-
Bevtia. Eixe to xaplopa va dnpoupyei aiobnpa pvnpelakdtnrag akopa
Kal oe paAov pikpd kripla, dnwe oe €va Bepivo mepimTePO KNTOU, Kal
urmopouoe va TomoBeTAOEL Eva KawvoUplo KTiplo O€ €va LOTOPIKO TIEPL-
BaAov pe To owotd TpoTo. AvEAaBe Tig SUO TTLO ONUAVTIKEG TTapayyeAieg
tou péow tou Kabnyntr Cibulka, iepéa kat otevol @idou. Kar ta d0o
KTipla xtiotnkav ota péca tng dekaestiag tou 1930. O Tupfog Twv
Bao\iddwv tn¢ Bonpiag otnv kpumtn tou Naou tou Ayiou Vitus otnv
Mpaya, divel tnv Yeudaiobnon plag mapélaong BaciAiadwy e TN
umpolvtdivn “unxavn” tou Autokpdtopa KapoéAou tou IV va akolouBei-
Tal amd tnv mopmn dAAwv Baciléwv Kal Tiq Téooeplg aullyoug Tou,
TomoBeTnUEVeEG OAEG O pia Kowvrj aapko®ayo. To Ogatpo tng MoAng
tou Usti nad Orlici, otnv AvatoAikri Bonpia, eivat éva yonteutiko
KTiplo PE pla 1ooppotia Twy auotnpwyv OYKwy Tng aiboucag Bedtpou
Kdl TNG OKNVrG mou ouvdedTtav e TIG NOUXEC OPLLOVTLIEG YPAUHEG TWV
napdmAeupwy otowv. To teAeutaio tou KTiplo, To ToexooAoBdkiKo
Mepintepo otn MNaykdéopia EkBeon tou 1939 otn Néa Ydépkn, kata-
OKEUAOTNKE TN OTlyun mou n ToexoohoBdakikn Anpokpartia eixe fdn
mdyel va unapyxel. H tpayikn oup@wvia tou Movdyxou, Tou utoypd-
PINKE TO 1938, onpave 1o TEAOG PLag ONUAVTIKAG TEPLODOU TNG TOE-
XIKNG APXITEKTOVIKAG HeTA TNV Tepiodo TG MothIKAg TéXVNE UTO TOV
Autokpdtopa Kdapoho IV kat petd tn pirloonactikn emnoxr Mmapok, n
Toexla €ixe yia tpitn @opd otnv 1oTopia TNG PTACEL €va MAYKOOULO
emninedo apXITEKTOVIKIAG Kal E(XE AMOOTIACEL TNV TAYKOOULA TTPOCOXH. ..
‘Htav 1o téAog piag Outomiac.

Twpa, 50 xpovia petd, ta Adyia tou Togxou pithdco@ou Comenius,
mou mapatédnkav otnv kUpla mpdécoyn tou Mepimtépou Tou otn Néa
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buildings. His own house from 1928 was a variation of Loos’s idea of
cubic volume, expressed in Le Corbusier’s vocabulary. In this house Fuchs
used for the first time the theme of two staircases: there where single-
flight stairs meant for visitors, connecting the entrance with the studio,
and spiral stairs for the private use of the family. In the 1930s his art
developed towards a sort of organic architecture applying free forms, as
proved in the Green Frog thermal bath in Trencianske Teplice. Bohuslav
Fuchs was the second Czechoslovak delegate to the CIAM. He attended
the Bridgewater Congress in 1947 and was a professor at the Technical
University of Brno. In 1958 he was kicked out by the Communists from his
Institute of Urban Planning and found satisfaction in 1968 in the Gottfried
von Herder Prize awarded to him in Vienna.

The last one, Kamil Roskot (1886-1945), “a Plato of modern Czech
architecture”, seemed to totally ignore the hot problems of the 1920s and
1930s. He focused on tasks of cult and culture, looking ahead towards the
future in his extensive town-planning works with monumental architectural
forms. In spite of the fact that his works were highly appreciated and gained
prizes in almost all the competitions he took part in, he never realized any
major project. Roskot was respected by his contemporaries as the highest
moral authority. He was able to create a feeling of monumentality even in
rather small structures, such as a summer house, and he could place a new
building in historical context in a correct way. He got his two most impor-
tant commissions through Professor Cibulka, a clergyman and a close friend
of Roskot. They were both built in the mid-1930s. The Tomb of Bohemian
Kings in the crypt of St. Vitus Cathedral in Prague gives an illusion of a
parade of Kings with the bronze “engine” of Emperot Charles IV followed
by the procession of other kings and his four wives all placed in one sar-
cophagus. The City Theatre of Usti nad Orlici, East Bohemia, is a charming
structure with an equilibrium of the austere volumes of the auditorium and
stage connected by the tranquil horizontal lines of lateral loggias. His last
building, The Czechoslovak Pavilion at the 1939 World Fair in New York,
was constructed at the time when the Czechoslovak Republic had already
ceased to exist. The tragic Munich agreement, signed in 1938, put an end
to a great period of Czech architecture: after the period of Gothic art under
Emperor Charles IV and after the radical Baroque era, the Czech Lands had
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Yopkn, ekppalouv oAU kaAd tnv mapoloa KATAoTAGH HAG:
“Otav n BUeMa NG opyng mePAOEL, N Kuplapxia tng xwpag oou,
Ba yupioel oe oéva, w Aag tng Toexiac™.
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for the third time in their history reached an international level of architec-
ture and attracted international attention... It was the end of one Utopia.

Now, 50 years later, the words of the Czech philosopher Comenius,
quoted by Roskot at the main facade of his New York Pavilion, express
very well our present situation: “After the tempest of wrath has passed
the rule of the country will return to the Czech people”.
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