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“Ornament is a crime” such seemed to be the position taken by the early 20" century architect Adolf Loos, who
introduced a new order to architecture. Ornament was expelled from art as something redundant, inappropriate,
decadent, mere decoration. While we understand Loos and his abomination of meaningless and tasteless decoration,
he was wrong as far as ornament in its original form and meaning is concerned. Ornament is, first and foremost, an
orderly arrangement, a structure (as the word’s origin indicates: ornament comes from ornare, to adorn, but the actual
root of the word is ordo, order). Loos was the founder of a new arrangement and order. His buildings became an
ornament of modern time.

Ornament in Czech art was rehabilitated by Petr KviCala. Let me ask a question: How is it possible that his ornaments
cannot be imitated (you can have a try)? How come that we can unmistakably recognise them at first glance — just
as, for example, any work by the painter Josef Capek or the writer Vandura — and with equal confidence can spot an
attempt to imitate? It is the same as with style. While considered an adornment by many (the sentence “l am not a good
stylist” almost always means “I have nothing to say”), it is an important (if not the all-important) semantic tool. However,
since style is unutterable (more precisely, utterable only using style), an attempt to do so must result in nonsense.

Ornament is said to be (mere) decoration. It is suspicious that a sentence like this is taken for granted although it
implies a very serious and difficult question. How is it possible that we consider a regular arrangement of patterns
a decoration? In other words, why do we understand ornament to be a decoration? One of the answers might be
provided by biology but let us turn to the language: ornament, pattern, patterning. The word has its origins in patron
— protector (we may be assigned a patron saint at baptism); It is something that protects us from chaos, danger, not
understanding. It is an order behind things, invisible, yet effective. Identification of repeated patterns, an order behind
external phenomena is the basic mission of science.

Let us take a look at an example of a relationship between ornament and science. Having not enough time for an
elaboration on the subject (in a dedicated article), | must rely on the fact that the reader will be able to guess at deeper
meanings including the question what it means to know something (and whether Arabs knew then what we know only
now). So, the Alhambra palace and fortress was built in the 13" century and in the next century it was decorated (!) with
beautiful mosaics. The mosaics were not made open to the public until 1943 and twenty years later mathematicians
began to notice the complicated structure (patterning) of the mosaics. In the 19th century a concept of a very abstract,
mathematical object (structure) started to emerge in algebra and was named the group. The end of the 19" century
saw the discovery of a, (now well-known), relationship between group theory and crystallography with different types of
crystal symmetry. A difficult and complete classification of all groups of plane and space symmetries was established.
In a plane there are exactly 17 groups. In 1965 Edith Miller identified 11 of those groups in the mosaics at the Alhambra.
Later, a renowned geometrician Coxeter found another two. The remaining four were commonly thought to be too
complicated to exist in the mosaics at the Alnambra. However, in 1986 Rafael Pérez Gémez spotted the remaining four
groups (in international coding referred to as p2, pg, pgg and p3m1) in the mosaics. This means that Arabs knew (?)
the complete classification of the groups of plane symmetry.

Is ornament mere decoration? What is “mere” and what is “decoration”? How can decoration become decoration and
how can it decorate? And what does decorate mean?
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»Ornament je zlo¢in,“ napsal na za¢atku tohoto stoleti jeden z nejvyznamnéjSich architekt( dvacatého stoleti Adolf
Loos, zakladatel nového fadu v architekturfe. Ornament byl vykdzan z uméni jako néco nepatficného, nevhodného,
pokleslého, jako pouha ozdoba. Rozumime Loosovi a jeho odporu k nesmysIinému a nevkusnému zdobeni, ale
u ornamentu v jeho plvodni podobé a vyznamu se mylil. Ornament je totiz pfedevSim Fad, struktura (i plvod slova to
naznacuje: ornament pochazi sice z ornare, zdobit, ale toto slovo ma plvod ve slové ordo, fad, poradek). Loos vnesl
do architektury novy rad a porédek. Jeho stavby se staly ornamentem nové doby.

V nasem umeéni rehabilitoval ornament Petr Kvi¢ala. Polozim otazku: Jak je mozné, Ze jsou jeho ornamenty
nenapodobitelné (mlzZete si to zkusit)? Jak je mozné, Ze je nezaménitelné pozname na prvni pohled - tak jako pozname
treba Josefa Capka nebo Vanduru — a pravé tak bezpe¢né pozname pokus o napodobeninu? Je to stejné jako se
stylem (slohem). Ten mnozi rovnéz pokladaji za ozdobu (véta ,nejsem dobry stylista“ znamena témér vzdy ,nemam
zadnou myslenku, nemam co fici“), ackoli je to vyznamny (ne-li nejvyznamnéjsi sémanticky prostredek. Styl je vSak
nevyslovitelny (presnéji je vyslovitelny opét jen stylem), pokus o jeho vysloveni musi skoncit nesmyslem.

Rika se, Ze ornament je (pouhd) ozdoba. Podezielé je, e takovou vétu prijimame jako samozfejmost, agkoli v sobé
skryva velice zavaznou a tézkou otazku, jak je mozné, Ze néjaké pravidelné usporadani vzorl pokladame za ozdobu.
Jinak fec¢eno, jak je mozné, ze ornamentu rozumime jako ozdobé? Jeden typ odpovédi bychom mohli hledat v biologii.
Obratme se ale k jazyku: ornament, vzor, vzorovani, v angli¢tiné (zdanlivé) obtizné prelozitelné slovo pattern. Toto slovo
pochazi ze slova patron — ochrance (pfi kitu je nam pridélen patron); patrona pak neni patronova druzka, ale Sablona
(nebo ochranny obal streliva). Je to néco, co nas chrani pfed chaosem, nebezpec¢im, nerozuménim. Je to fad za vécmi,
za svétem, neviditelny, ale G¢inny. Vyhledavani opakujicich se vzor(, fadu za vnéjsimi jevy, je ale i zakladnim poslanim
védy.

Uvedu ted jeden priklad souvislosti ornamentu a védy. Na podrobné rozvinuti (tfeba v samostatném ¢lanku) nemam
(dost ¢asu), a tak se musim spolehnout na to, ze hlubsi souvislosti vytusite sami, véetné otazky, co to vlastné znamena
znat (a zda Arabové kdysi znali to, co my zname az nyni). Nuze, palac v Alhambre byl vystavén ve 13. stoleti a ve stoleti
nasledujicim byl vyzdoben (!) pfekrasnymi mozaikami. Mozaiky byly zpfistupnény verejnosti az v roce 1943 a o dvacet
let pozdéji si matematici zacali vS§imat komplikované struktury (vzorovani) téchto mozaik. V devatenactém stoleti se
v algebre zacal postupné vynorovat pojem velmi abstraktniho matematického objektu (struktury), ktery dostal nazev
grupa. Koncem devatenactého stoleti byla objevena nyni dobfe zndma souvislost teorie grup s krystalografii, s riznymi
typy symetrii krystall. A byla provedena naro¢na Uplna klasifikace vSech grup symetrii v roviné a v prostoru. V roviné
je takovych grup presné 17. V roce 1965 odhalila Edith Millerova v mozaikach Alhambry 11 téchto grup. Pozdéji pak
vyznamny geometr Coxeter nasel dalsi dvé. O zbyvajicich ¢tyfech panovalo shodné presvédcéeni, ze tak komplikované
grupy se v mozaikach Alhambry nevyskytuiji. Jenze v r. 1986 odhalil Rafael Pérez Gomez v mozaikach i tyto Ctyri
zbyvajici grupy (v mezinarodnim znaceni nesou kédové oznaceni p2, pg, pgg a p3m1). Takze Arabové znali (?) Uplnou
klasifikaci grup symetrii roviny.

Je ornament pouhou ozdobou? A co je to «pouhou» a co je to «ozdoba»? Jak mize ozdoba byt ozdobou, jak mize
zdobit? A co je to zdobit?
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