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Venované Marii Uhrovej, ktord bola sochérovi oporou po cely jeho Zivot
To Mdria Uhrova, the sculptor’s devoted wife



Sochar/Sculptor, 1972
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Slovensky sochér Rudolf Uher (1913-1987) patri medzi popredné
osobnosti umenia druhej polovice 20. storocia. Datumom
narodenia patril (podla periodizacie slovenského umenia)
ku Generacii 1909, zaciatok jeho samostatngj tvorby ho vSak
skér zaraduje k odliSne orientovanej generéacii 40. rokov. Napriek
veku, naopak vdaka umeleckym skusenostiam, paradoxne
nezatazeny akademickym Studiom sa da najskér zaradit do
ramca mladSej generacnej vrstvy, ktora radikalne nastupovala
na vytvarni scénu na prelome 50. a 60. rokov konfrontaciou
svojho prejavu s aktualnymi prudmi svetového umenia,
rozvijajucimi dedi¢stvo avantgardy. Tvorivi autoritu mu v prvom
rade zaistoval prinos k slovenskému socharstvu, ktoré vinou
okolnosti diho zaostavalo za rozvojom malby. V tomto zmysle ho
pravom pokladaju za tvorcu, ktory po Jozefovi Kostkovi prevzal
postavenie zakladatela novej socharskej tradicie. Obdiv
si zasluhovala Uhrova dosledna vazba na fudove inSpiracie
rodnej zeme, ktoré vo svojom vyraze prepojl so sucasnou
koncepciou foriem, ktorymi Zila svetova plastika. Nemalou
mierou bola ocenovana Uhrova nezistna podpora mladych
umelcov. ReSpekt vzbudzovala nazorova zasadovost a otvo-
renost, ktorou sa riadil nielen vo svojej tvorbe, ale aj vo vztahu
k prejavom inych. Uznavana bola aj Uhrova schopnost priznat
omyly vo viastnej praci ¢i postojoch. Platilo to o obdobi, ked' uveril
moznostiam podriadenosti umenia vo vztahu k utopickym
idedlom socialnym. V ozvene svojich vychodiskovych plas-
tickych predstav dospel ku osobitosti socharskeho vyjadrovania
a koSatostou tvorivych vysledkov odpovedal sam sebe i publiku
na poziadavku spolo¢enského zmyslu umenia. Svojim habitom,
vonkajsimi prejavmi i vnutornou stavbou, lahodnostou redi
I citovymi vazbami bol ozajstnym synom svojho naroda.
PresvedCenie o narodnej svojbytnosti slovenskej tvorby mu
nikdy nebranilo pokladat za jej zisk spoluzitie s ¢eskou kultirou
v ramci spolo¢ného statu, v ktorom preZil prevaznu ¢ast svojho
Zivota. Mozno aj preto sa okolo neho stretavali mnohi slovenski
a Ceski umelci, ktorych okruh sa Coskoro rozsiril aj o dalSich
tvorcov z rdznych krajin. Ucte sa teSila nielen jeho tvorba, ale
aj jeho osobnost nezlomnej vole, ktora mu od mladosti
pomahala prekonavat zivotné a pracovné Uskalia. Nestacila
vSak uz uniest dosledky osudovych ran, ktorym bol vystaveny
v zavere svojho zivota. Marne prekonaval v tizbe po praci choré
telo a pocitu zo zrady jeho celozivotnych idedlov nezabranila ani
starostlivost jeho najblizsich, ani naklonnost hrstky priatelov, ktori
mu zostali. Jednym z poslednych povzbudeni Ruda Uhra bolo
vydanie jeho monografie v roku 1969, ktoru napisal L'ubor Kara.
V nasledujucich rokoch sa plnym pravom objavovali Uvahy
o novom monografickom zhodnoteni umelcovho uzavretého
diela, ktoré by zaroven pripomenulo socharovu osobnost
a mladym fudom priblizio uplynuly ¢as revokaciou Uhrovych
zivotnych osudov. Publikécia, ktoru Citatelom predkladame, sa
zaroven pokusa v suvislosti s tvorivou cestou vyraznej osobnosti
rozsirit pohlad na stale nedpinu panoramu eurdpskeho umenia
a neprehliadnutelné postavenie, ktoré v fiom zaujma vklad
slovenskej tvorby. Editori zvazku cheud vyslovit Uprimnud vdaku
vSetkym, ktori jeho vydanie podporil. Zviastna vdaka patri vsetkym
autorom, ktori sa na knine podielal, alebo umoznil pouZit svoje texty.

Jifi Setlk Michal Uner

The Slovak sculptor Rudolf Unher (1913-1987) is one of the leading
artists of the second half of the twentieth century. Although he was
a contemporary of the “Generation 1909", his early work of art
ranks him among a differently oriented generation of the 1940s.
Despite his age and thanks to his artistic experience, paradoxically
unburdened with academic studies, he can be included mare in the
younger generation whose radical emergence on the art scene at
the turn of the 1960s brought their artistic expression to a direct
confrontation with the current streams of world art developing the
avant-garde. The sculptor's authority was ensured by his
contribution to Slovak sculpture which, as a result of
circumstances, lagged behind the development in painting. In this
sense, he is rightly considered the artist who assumed the role of
the founder of new sculptural tradition after Jozef Kostka. Uner's
consistent links with the folk inspirations of native land, merged in
his expression with the contemporary concept of form current in
world sculpture, deserve admiration. The sculptor's selfless
encouragement to young artists was highly appreciated as well. He
won respect for his high-principled, open views, which guided his
own work as well as for his esteem for the artistic expression of
other artists. Uher's ability to admit mistakes in his own work or
attitudes was highly appreciated. This was particularly true about
the period when he believed that art could be subordinated to
utopian social ideals. In his commitment to his initial sculptural
concept, he achieved a unique sculptural expression. Through his
diverse creations, he responded - to himself and to the public - to
the requirements of the social sense of art. His style, outer
expression and inner structure, delightful language and emotional
bonds, made him a true son of his nation. Having spent most of his
life in a common state, the conviction of national independence of
Slovak art never restrained him from appreciating the benefits of
co-existence with the Czech culture. Perhaps this was the reason
why numerous Slovak and Czech artists gathered around him, their
circle soon broadened to include a number of artists from different
countries. Not only was his work highly recognised, but also his
personality of unbroken will, which helped him from a young age to
overcome obstacles in life and work, was held in high regard.
Nevertheless, all this did not suffice to carry the blows of fate Uher
faced towards the end of his life. In his vain desire for work, he
forced his sick body, however, the feeling of betrayal of his life-long
ideals could not even be prevented by the care of his closest
relatives and the few friends who remained. The publication of
Uher's monograph in 1969, written by Lubor Kara, was his last
encouragement. In the following years, articles appeared,
emphasizing the need for the publication of a new monograph
evaluating the artist's complete work of art. This would recall the
memory of Uher's personality and evoke the elapsed time through
the sculptor's destiny, bringing it closer to young contemporary
people. At the same time, in connection with the creative path of
this major artist, this book aims to broaden the view of a still
incomplete panorama of new modern European art and the
irreplaceable position occupied by Slovak art. The editors of this book
are grateful to all those who made this publication possible. We are
especially thankful to all authors who took their share in this book as
well as to those whose texts could be used with their kind consent.

Jifi Setlik Michal Uner
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Popredny kritik slovenského vytvarneho umenia,
redaktor umeleckych ¢asopisov a organizator nes-
pocetnych vytvarnych aktivit Lubor Kara (1928-1994)
venoval jasnozrivo pozornost dielu sochara Rudolfa
Uhra. Robil tak s odvahou v dobe, ked zdaleka nebol
doceriovany jedine¢ny socharov prinos k slovenske-
mu a svetovému umeniu. V zavere 60. rokov sa Kdra
rozhodol napisat monografiu umelca, s ktorym sa
priatelil. Vydal ju v nakladatelstve SFVU Pallas v Brati-
slave v roku 1969 (v ramci edicie Sucasné profily,
zvdzok 19) pod titulom Lubor Kara: Rudolf Uher.
Podarilo sa mu s neobycajnou presnostou vysledovat
vyvoj sochdrovej tvorby a zaradit ju do suvislosti
slovenskej vytvarnej kultury. S potrebnym nadhladom
dospel k syntetickému pohladu na sledované dielo,
ktorého vyznam zhodnotil objavnymi postrehmi vo
vyklade jednotlivych diel, ako aj charakteristikou
uzlovych obdobi Uhrovej tvorivej cesty.

Platnost Karovej monogratfie je trvald a zostdava vycho-
diskovym Kritickym a umelecko-historickym zakladom
pre interpretaciu diela Rudolfa Uhra. Aj ked' je uzavre-
tym celkom, pokladali editori tejto monografie za
potrebné ju pripomenut aspori vybranymi citatmi
textu Lubora Karu. Jednak k tomu vedie ucta ku
neprekonanej hodnote Kadrovej monografie a zarover
sa ponuka prilezZitost znovu ocenit jej autora. Naviac
vybrané useky z Kdrovho textu (oznaceng strankami
uvedeného vydania knihy) sa stdvaju vhodnym tuvodom
k nasledovnym Studiam a obrazovej dokumentacii.

Jiri Setlik

The leading Slovak art critic, the editor of art journals and
the organiser of numerous events, Lubor Kdra (1928-1993)
devoted his attention to the sculptural work of Rudolf Uher.
In doing so, he displayed his courage at a time when the
sculptor’s unique contribution to Slovak and international
art was far from being appreciated. In the late Sixties, Kdra
decided to write a monograph on the artist whom he
befriended. The book was published by Pallas, the publishing
house of the Slovak Fund of Visual Artists in Bratislava in
1969 (as part of the series Contemporary Profiles, volume
19) under the title Lubor Kdra: Rudolf Uher. He was able to
trace, with great precision, the development of the sculptor's
work and classify it in the context of Slovak art. With an
indispensable overview, he reached a synthetic view of the
examined work whose significance was evaluated in the
sharp perception of his interpretation of individual pieces
as well as in the characteristics of the major periods of
Uher’s creative path.

The validity of Kara's monograph is permanent and therefore
it remains the initial critical and art history basis for the
interpretation of Rudolf Uher’s oeuvre. Though the text by
Lubor Kdra was published before the sculptor’s work was
completed, the editors of the new monograph considered it
essential to recall it in a few selected quotations. This is
done with all due respect for the lasting value of Kdra's
monograph, offering, at the same time, the opportunity to
appraise its author. Moreover, the selected passages from
Kdra’'s text (marked by the pages of this publication) are an
appropriate introduction to the following Studies and
illustrations.

Jiri Setlik



Lubor Kara:
RUDOLF UHER

Kazda uvaha pred socharskymi dielami Rudolfa Uhra,
ranymi i su¢asnymi, smeruje k jednému ubeznikovému prob-
lemu, ktory sa v nich rieSi, nahlas alebo stajene vyslovuije:
k problému jednoty myslienky a tvaru, Sloveka a kozmu.
Preto v nich tazko najdeme prosty senzualizmus, preto sa
v nich takmer nestretneme so suchym racionalizsmom.
Aj v dielach najmene] zobrazujlcich vonkajsSiu tvar sveta,
aj v skulpturach nefigurativnych, vyjadrujucich vnutorne
pramene zivota, akeé vydala jeho nova tvorba, ma pinu ucast
kozmogonicka idea a realny fudsky zmysel. | v krajnych
redukciach objemov a vo vysokych abstrakciach tvaru zije
vaha obsahovej vypovede o ludskych hodnotach a viziach.
Znak a vyznam sa nerozisli, ziju jednotne v tvare a vyraze
diela. Nedostava sa k slovu studena formova Spekulacia,
odludstenost hmoty. Myslitelska mySlienka - ako dobré
ludske slovo - vzdy pritomna pri zrode socharskej predstavy.
V Uhrovej tvorbe ma obrazotvorne i formotvorne klucovy
vyznam pocit zeme, idea Zeme a epikurejsky zdravy rozum,
veduca predstava ludskych cnosti spatych so zdravym
zivotom. Tie davaju vsetkym vzruchom dramatickej doby
uslachtilu, mocnd mieru. Aj mocnost objemov, monumen-
talna aktivita tvarov vychadza myslienkovite z obrazov a pred-
stav o zemi. O mohutnosti, vecnosti zeme, o jgj zvukoch,
dychu, o vahe, ktori ma, o sile, ktorou pritahuje. Socharska
praca vychadza z verneho vztahu k nej, z dévernych Uvah
onej. V tom vztahu je pokora prystiaca z vedomia kozmogo-
nickej predstavy o prevahe zeme nad ¢lovekom, ale aj dyna-
mika z pocitu zeme ako zdroja sily. Objavenej sily, spolocnej sily.
Odtial prameni aj jeho vztah k archetypom. Rozborom diela
mozno Zistit sochérov hibkovy, znaly vztah k prasilam doma-
cej tradicie, k starej egyptskej skulptire i k predkolumbov-
skym vytvarnym kulturam. Odttial' vyrasta aj jeho duchovny vztah
k Brancusiho dielu. Pre tuto tendenciu je typické Uhrovo
socharske zameranie skor ku skulpture nez k plastike. Teda
skér k dobyvaniu tvaru v hmote nez k vyhneteniu tvaru
z hmoty. Aj jeho inklinovanie predovsetkym k praci rezne;
a menej k praci modelacnej.

V jeho tvorbe sa osobitne spaja robustnost s jemnostou.
Robustnost nie silacka, jemnost nie artistna. Mohutnost
stavby i jemny dotyk ruky. Monumentalita tvaru aj intenzita
nehy. Chveijivy detail v masivnom bloku. Ziva truktdra na pris-
nych formach. Intimne vyznanie vo velkorysych hmotach.
Zézrak chvile i trvanie vekov. Cyklus Cloveka a Zeme.
Rudolfa Uhra diho pokladali za mélo, ba takmer za ni¢
v slovenskom socharstve. Jeho ranné diela z rokov
1943-1947 boli donedavna ak nie polozabudnuté, tak
celkom urCite zvacSa nepochopené, nedocenenée v ich
hodnote a vyvinovom vyzname. Dostali sa do hlbsej fosilng]
vrstvy pozabudnutia aj zasluhou retardujucich nazorov
estetickeho militarizmu, pre ktory boli neprijatelné. A navyse

Lubor Kara:
RUDOLF UHER

Every reflection on the sculptures of Rudolf Uher, whether his
early or late pieces, leads to one converging problem, examined
and expressed aloud or silently: the unity of concept and form, of
man and the universe.

Therefore we can hardly encounter simple sensualism or dry
rationalism. Even in the works least depicting the outer image of
the world, in his non-figurative sculptures expressing the inner
sources of life as manifested in his new work, the cosmogonic
idea and the real human sense fully participate. In the extreme
reductions of volumes and highly abstracted form, we can feel
the weight of the contentual message about the human values and
visions. Symbol and significance do not separate, they live in the unity
of form and expression of work. The cold formal unpredictability of
dehumanized mass does not come to the fore. The thinker's idea is
always present at the birth of the sculptor's conception.

In the work of Rudolf Uher, the key significance of image and
form creation is reflected in the feeling of earth, the idea of Earth,
and epicurean common sense. His main conception of human
virtues is linked to healthy life. These aspects endow all
commotions of the dramatic period with a noble and powerful
expression. The vigour of volumes as well as the monumental
animation of shapes issue, in idea and image, from the
conception of earth: from its immensity and eternity, from the
sounds, breath and weight it possesses, from the power by which
it captivates. Sculptural work originates in a true relation to
intimate reflections on the earth. This relationship involves the
humbleness springing from an awareness of the cosmogonic
conception of the dominance of earth over man, but also from
the dynamism derived from the feeling of earth as the source of
power that is revealed and common to everything.

And this is where Uher's relation to archetypes originates. The
analysis of the sculptor's work reveals his deep intimate relation
to the primeval domestic tradition, to old Egyptian sculpture and
the sculpture from the pre-Columbian era. From there derives his
spiritual relationship to the work of Brancusi. This tendency in
Uher's sculptural inclination is more typical of sculpture than of
plastic art: heading to the conquest of form in mass rather than
to kneading from mass. And so is his inclination to cutting rather
than to modelling.

His work uniquely blends robustness with subtlety. His robustness
is not based on sheer strength, his subtlety is not artificial. The
immensity of structure and a gentle touch of the hand. The
monumentality of form and the intensity of gentleness. The
vibrating detail in a massive block. The living structure based on
strict forms. An intimate confession in grand mass. The mystery of
moment and the endurance of ages. The cycles of Man and Earth
For a long time, Rudolf Uher was considered to be of little if any
importance to Slovak sculpture. Until recently, his early works
from 1943-1947 were, if not almost forgotten, then quite
ungrasped, underestimated in value and evolutional significance.



v tomto obdobi umeleckej krizy sam autor, pliniac krizovo
Ulohy dna, v ich koncepcii nepokracoval. Tieto faktory (a dalSie
Ciastkove osobné i spolocenske priciny) dostatocne nevysvet-
[uju miesto outsidera, na ktoré bol diho odstréeny. Ani vekovy
rozdiel od generacnych druhov (s ktorymi sa v generacne
podstatnom, t. j. ndazorovom aspekte nerozlu¢ne spojil
tvorbou i akciou), ani rozleptavanie dévery v jeho socharsky
talent (markantny v osobitosti videnia sveta i tvar jeho
ranych diel) nemohli spdsobit dost diho tradovany atmo-
sfericky verdikt o jeho nevelkom vyzname v slovenskej so-
charskej tvorbe. Nazdavam sa, ze prava a hlavna pricina
bola prave v jeho osobitosti, v jeho vynimoc¢nosti. V tom, ze
bol skuto¢ne mimo hlavného prudu a svojho ¢asu sam
mimo hlavného prudu. Ze bol iny, prili§ iny, diametraine
odiisny od toho, ¢o sa pokladalo za slovensku plastiku, za
profesionalnu plastiku, za skuto¢nu plastiku. Popri osobnych
a umeleckych komplikaciach vo vinobiti doby i v nepriaz-
nivych proporciach kratkeho, pretatého obdobia siného
nastupu a dheho, zlozitého znovuzrodenia bol, zda sa, na
pricine predovsetkym jeho vytvarny nazor. V prvom i trefom
dejstve jeho dramatickej cesty. V druhom len Ciastocne, lebo
vtedy - v prvej polovici patdesiatych rokov - sa socharsky
nazorove stracal sam sebe (hoci aj vtedy v prevaznej Casti
svojich diel - teraz v&ak bez Uvahy o socharskej kvalite - bol iny..).
Nesmeroval umeleckym naturelom k analytickej linii, ale
zaradil sa do brancusiovskej linie modernej socharskej
tvorby. Myslitelskou orientaciou, priklonom k archetypu,
skulpturnym programom. Ako prvy v dejinach slovenskeho
socharstva. (str. 7-8)
Hlava je vajce. Vznikla roku 1945. Je z pieskovca. Z ovoidu sa
vynara, v ovoide zostava. Zozadu absolutny vajcovy tvar
ostrej kontury, necleneného objemu, zdrsneného povrchu.
Spredu kompaktny vajcovy obrys, zopakovany vpisanou
tvarou. Prisne zdvojeny. Vajce vo vajci. Masivna forma
lapidarnej tvare ma jemné zrno, kontrastné s brazdkovou
Struktirou okruhu vlasov. Splyvavy rukopis je v napati
s delenym. Tesne prilahla ovoidna gloriola viasov spada do
masivnej obliny krku, podobratej v loZznej hmote, podomletej
na dokoncenie ovoidného behu, Sistoty tvaru. Uzatvara sa
v nej, ziednocuije sa s nou. Pokracuje s nou v rotacii. Z profilu
sa dviha krk ako kopec, jeho silokrivka sa smerove sklada
s oblukom tvare a spatne zas milostne prijme obeznu drahu
obrysu hlavy. Aj stopy dlata a kresbovost Skrabaného vrypu
v partii viasov zo vSetkych pohladov idu po forme, sleduju
verne zakon obrysu i objemu. Az na obCasné zamerné
vychylenie alebo prekrizenie Ciar, ktoré odstrariuje mecha-
nickost, Stylizatorsku pasivnu dekorativnost. Az na miesto
v zadnej partii, kde sa nastavované stopy diata zastavuju
v prieCnom hieroglyfe zasekov, kde sa v zamerngj tvarnegj
a vyrazovej protikladnosti s jednosmernym kruzenim Srafury
objavil zahadny znak uprostred vesmirnych drah nepres-
tajnej rotacie tvaru. Zo vSetkych stran a v spolupraci vset-
kych zloZiek stavby a vyrazu - vajce. Princip davno znamy,
ale novo a svojsky vyuzity. Figuralne tvar nenasilne vpisany,
programovo obsiahnuty v pieskovcovom objeme ovoidu.

This deeper ‘lapse” of memory was also due to the distorted
opinion of aesthetic militarism which refused to accept his works.
Moreover, in this critical period of art, the sculptor himself, fulfilling
the tasks of the day, did not continue with this conception. These
factors (and other reasons, partially personal and social) do not
sufficiently explain the position of an outsider who was long kept
in obscurity. Neither the age difference in respect to his
contemporaries (in his creation and activities he was inseparably
linked with the views of this generation), nor the intentional
distrust of his sculptural talent (displayed in his unigue vision of
world and the form of his early works) could result in the
long-declared verdict that Unher is of minor significance to Slovak
sculpture. Rather it seems to me that the true reason for such
labelling rested in his individuality and uniqueness: he was really
outside the main stream, essentially different from what was
considered Slovak, professional and genuine sculpture. As it
seems, apart from his personal and artistic perplexities of the
turbulent time and the adverse circumstances of a brief,
interrupted period of his striking emergence and difficult,
complicated rebirth, the reason particularly lies in his artistic
conception. Especially in the first and third periods of his dramatic
path. And partially in the second period because at that time - in
the first half of the 1950s - his sculptural conception lost its way
(the majority of his works from that period - regardless of their
sculptural quality - were different...).

Uher’s artistic nature was not directed to the analytical, but to
Brancusi's line of modern sculptural creation: in his thinking, in his
inclination to the archetype and in his sculptural programme. He
was the first artist in the history of Slovak sculpture to openly
manifest his inclination. (pp. 7-8)
The Head is an egg. It originated in 1945 and is executed in
sandstone. It emerges from an ovoid form and remains that way.
From the rear, an absolute egg-shaped form of sharp contour,
inarticulated volume and rough surface. From the front, a
compact egg-shaped contour, expressed in wrought face. Strictly
doubled. An egg in an egg. The massive form of the monumental
face reveals fine-grain texture in contrast: the wrinkled texture of
hair. A merging style in tension with a divided one. The tight ovoid
gloriole of hair falls to the massive round neck grappled in the
base of mass undercut to accomplish the ovoid line, the purity of
form. It closes and unites within itself. It continues rotating. From
the profile the neck rises like a hill-top, its line integrates with the
arch of face and retrospectively it is integrated into the orbit of
the contour of head. The traces of chisel and the drawing nature
of scratched indents in the area of hair follow the form from all
angles, faithful to the laws of contour and volume, apart from a
few intentional digressions or crossed lines which eliminate the
mechanical character and stylized passive decorativeness, up to
the place in the rear part, where the traces of chisel are halted in
the transverse hieroglyph of cuts, where in intentional chiselling
and profound contrast of expression with a one directional
circling of hatched lines, a mysterious symbol is revealed amidst
the cosmic tracks of steadily rotating form. An egg from all sides,
in cooperation with all elements of structure and expression. The
long-known principle used in an innovative and individual
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