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TEKA 2022, Nr 1
Komisji Architektury, Urbanistyki i Studiéw Krajobrazowych
Oddziat Polskiej Akademii Nauk w Lublinie

Architektura domow opieki
w wybranych krajach Europy

Rafat Strojny
https.//orcid.org/0000-0002-2451-9152
r.strojny@pollub.pl

Katedra Architektury, Urbanistyki i Planowania Przestrzennego,
Wydziat Budownictwa i Architektury, Politechnika Lubelska

Streszczenie: Artykut porusza tematyke architektury wspétczesnych doméw opieki w wybranych krajach europejskich. Ba-
dania maja na celu okreslenie czynnikéw majacych istotny wptyw na ksztattowanie przestrzeni w domach opieki i w duzym
stopniu determinujacych rozwiazania przestrzenno-funkcjonalne, materiatowe, kolorystyczne oraz aranzacyjne. Materiat do
badan stanowia wybrane domy opieki z Austrii, Francji i Hiszpanii. Szczeg6lng uwage poswiecono pokojom pacjentéw oraz
strefom wspolnym, ktére stanowia przestrzenie w duzej mierze definiujgce domy opieki. Dokonano takze przegladu litera-
tury o podobnej tematyce, aby okresli¢ najczesciej poruszane aspekty dotyczace projektowania przestrzeni dla oséb star-
szych wymagajacych opieki. Na tej podstawie sprawdzono czy badania z ostatnich lat majg odzwierciedlenie w projektach
wspodtczesnych domow opieki.

Stowa kluczowe: domy opieki, projektowanie dla senioréw, architektura obiektéw stuzby zdrowia

Wprowadzenie

Europa z racji postepujacego starzenia sie spoteczenstwa wymaga coraz czesciej ksztattowania przestrzeni do-
stosowanych dla oséb starszych. Obecnie dominujace trendy dotyczace opieki nad osobami starszymi stanowi
udzielanie pomocy w miejscu zamieszkania." W Polsce jak i w innych krajach europejskich powstaja na razie
nielicznie oddziaty oraz szpitale geriatryczne. Starzenie sie spoteczenstwa wiaze sie takze z chorobami cha-
rakterystycznymi dla danej grupy wiekowej. Szczegdlnie typowa choroba wystepujaca czesto u oséb starszych
jest choroba Parkinsona oraz Alzheimera. Choroba Alzheimera prowadzaca do demengji jest jedna z gtéwnych
przyczyn niepetnosprawnosci oraz Smierci osob starszych. Rozwéj demencji prowadzi do ostatecznej utraty
funkgji poznawczych i fizycznych.? Osoby dotkniete tego typu chorobami potrzebujg catodobowego nadzoru
i opieki. Zdarza sie, ze osoby te nie majg nikogo bliskiego, kto mdgtby poswiecic tak wiele czasu na opieke nad
nimi. W takim przypadku alternatywe stanowig domy opieki. Wsréd wspotczesnych rozwigzah mozna spotkac
zarébwno domy opieki jak i dzienne centra dla os6b starszych. Niektére z dziennych osrodkéw przeznaczone
sa tylko dla 0séb z choroba Alzheimera.

Artykut porusza tematyke doméw opieki w wybranych krajach Europy Zachodniej. Obiekty te moga stanowic¢
w pewnym stopniu reprezentantow wspdtczesnych doméw opieki ze wzgledu na wysoka jakos¢ architektury,
oryginalne rozwigzania funkcjonalno-przestrzenne, materiatowe, aranzacyjne oraz konstrukcyjne. Literatura
dotyczaca pokrewnych zagadnien stanowita pomoc dla szerszego spojrzenia na spektrum aspektéow wptywa-
jacych na komfort uzytkowania przestrzeni przez osoby starsze.

1 1. Benek, Poprawa jakosci zycia oséb starszych w Srodowisku ich zamieszkania na przyktadzie Doméw Seniora, [w] Staro$¢. Poznad, przezyc,
zrozumied. Pod red. M. Halickiej, J. Halickiego, E. Kramkowskiej, Wydawnictwo Uniwersytetu w Biatymstoku, 2016, s. 341-356.

2 C.Olsen, . Pedersen, A. Bergland et al., Differences in quality of life in home-dwelling persons and nursing home residents with dementia —
a cross-sectional study, "BMC Geriatrics”, 16, nr 137, 2016, https://doi.org/10.1186/s12877-016-0312-4.
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Stan badan

Tematyka zwigzana z geriatrig, osobami starszymi oraz roznymi aspektami wptywajacymi na ich komfort zycia
zyskata na popularnosci w szczegdlnosci w XXI wieku. W literaturze polskiej mozna znalez¢ publikacje na tema-
ty miedzy innymi: poprawy jakosci zycia i potrzeb senioréw w domach opieki (I. Benek, 2016; E. Niezabitowska
i inni, 2017), architektury domdw seniora w kontekscie dyspozycji spoteczno-kulturowych (. Benek, 2015) oraz
zagadnien ergonomii w tychze obiektach (I. Benek, A. Szewczenko, 2015). Pojawity sie takze tematy pokrewne
zwigzane z aspektami ksztattowania przestrzeni dla senioréw (l. Benek, A. Szewczenko, 2014; |. Benek 2016,
I. Benek; J. Poplatek (Red.), 2018). Istotne z punktu widzenia architektury sa takze publikacje dotyczace miedzy
innymi geriatrii (A. Barton, G. Mulley, 2003; S. Grund i inni, 2019), dziennych szpitali geriatrycznych (D.A. Black)
i oddziatéw geriatrycznych (A. Szewczenko, A. Weber, 2013; A. Szewczenko, I.D. Benek, 2015).

W ujeciu ogdlnym istnieja publikacje dotyczgce miedzy innymi jakosci zycia w domach opieki oraz proble-
mow z tym zwigzanych (G.H. Ice, 2002; A. Slettebg, 2008; O.R. Burack i inni, 2012; J.E. Morley, 2013; CJ.M.L. van
Dijck-Heinen i inni, 2014; L. van Malderen i inni, 2016, T. Zittoun i inni, 2021), a takze aspektéw psychologicz-
nych (J. Yoon i inni, 2015). W kontekscie architektonicznym badacze w swoich publikacjach poruszali tematyke
zwigzana z zapobieganiem upadkom w domach opieki (M. Quang Vu i inni, 2006), kolorystyka (I.J. Fine, 1993)
oraz $wiattem (M.M. Sinoo i inni, 2011). Pojawita sie rowniez tematyka dotyczaca dezynfekcji w domach opieki
(C.R. Kovach i inni, 2017), rozwigzan technologicznych i architektonicznych (J. van Hoof i inni, 2014, S. Braedley,
2019) oraz elementéw istotnych w domach opieki z perspektywy pensjonariuszy (J. van Hoof i inni, 2014). Po-
nadto niektoérzy badacze poruszyli w swoich publikacjach zagadnienia z zakresu czynnikéw tworzacych poczucie
domowej atmosfery w domach opieki (A. Eijkelenboom i inni, 2017), satysfakcji oséb starszych z przebywania
w ogrodach bedacych czesciag domu opieki (E.T. Eren i inni, 2020) oraz wptywie projektowania architektonicz-
nego i urbanistycznego na integracje przestrzenng pensjonariuszy doméw opieki (J. Andersen i inni, 2021).

W literaturze zagranicznej czesto poruszana jest tematyka zwigzana z demencjg oraz jej wptywem na ksztat-
towanie przestrzeni dla oséb starszych, w tym doméw opieki. Powstaty publikacje miedzy innymi o oddziatach
w domach opieki dla oséb z demencja (V.L. Philips, 1998; D.G. Morgan i inni, 2004), problematyce zwiazanej
z jakoscig zycia oséb z demencjg w domach opieki (C. Olsen i inni, 2016; R. Palm i inni, 2016). W szerszym
ujeciu poruszone zostaly zagadnienia zwigzane z przestrzenia dostosowana dla oséb z choroba Alzheimera,
w tym aspekty psychiatryczne (C. Steele i inni, 1990), wayfindingu (R. Passini i inni, 2000), potrzeb tej grupy
0s6b (J. van Hoof i inni, 2015) oraz wptywu temperatury powietrza na pensjonariuszy z demencja (F. Tartarini
i inni, 2017, J. Gong i inni, 2022).

Metodologia

Badaniu poddano cztery domy opieki w trzech wybranych krajach Europy (Austria, Francja, Hiszpania). Kryteria
wyboru stanowity miedzy innymi: rok powstania (po 2014 roku); funkcja budynku; wysokie walory estetyczne;
oryginalne rozwiazania architektoniczne oraz konstrukcyjno-materiatowe. Badanie uwzglednia catos¢ zatozen
a w szczegolnosci pokoje tézkowe oraz strefy wspdlne w domach opieki. Zbior informacji niezbedny do prze-
prowadzenia badan uzyskano na podstawie publikacji oraz stron internetowych zawierajacych zdjecia i opisy
wybranych obiektow. Dokonano takze wnikliwego przegladu literatury zwigzanej z badang oraz pokrewnga te-
matyka, aby wstepnie okresli¢ czynniki wptywajace na ksztattowanie srodowiska domoéw opieki oraz odniesé¢
sie do nich w prowadzonym badaniu. Celem badan byto sprawdzenie czy w wybranych wspdtczesnych rea-
lizacjach aspekty te brane sa pod uwage a jesli tak, to w jakim stopniu. Wyrdzniono szereg czynnikoéw, ktore
nalezy sprawdzi¢: rozwigzania urbanistyczne (forma budynku, otoczenie, zielen), rozwigzania architektoniczne
(materiaty, kolorystyka, swiatto, uktad funkcjonalno-przestrzenny) oraz aspekty zwigzane z potrzebami danej
grupy wiekowej (m. in. funkcje wystepujace w badanych obiektach, rozwigzania majace na celu poprawe kom-
fortu psychicznego i fizycznego pensjonariuszy, przystosowanie przestrzeni dla konkretnych grup pacjentéw,
np. oséb z choroba Alzheimera).


https://journals.sagepub.com/action/doSearch?target=default&ContribAuthorStored=Sletteb%C3%B8%2C+%C3%85shild
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Tabela 1. Zestawienie domoéw opieki objetych badaniem. Oprac. R. Strojny 2022

. h’lr/ Nazwa obiektu M',aSto' Projektant qumrzc’h.nla/ i .
zrédto panstwo liczba t6zek powstania
. Pont-Sur-Yonne, Dominique Coulon 5395 m%/
e eeer Moy o Francja & Associés 92 t6zka UL
Residential Care Home . Dietger Wissounig 6950 m?/
243 Andritz Graz, Austria Architekten 105 tozek 2015
Home for Dependent - 2
3 [47] Elderly People and Orbec, Francja Dominique ;pulon 5833,m / 2015
. & Associés 115 tézek
Nursing Home
Nursing Home Camarzana de . 820 m?/
o kel Passivhaus Tera, Hiszpania C30 Uil ez 16 t6zek el
Rezultaty

Rozwigzania urbanistyczne

Badane domy opieki stanowig $redniej wielkosci placowki na okoto 100 tézek. Wyjatek stanowi dom opieki
w Camarzana de Tera (Hiszpania, 2018), ktéry jest niewielkim obiektem na 16 tzek. Srednia powierzchnia ba-
danych doméw opieki wynosi 4750 m?. Budynki sg usytuowane na osi pétnocny-zachdd — potudniowy-wschéd
lub poétnoc-potudnie, zapewniajac tym samym dobre oswietlenie swiattem dziennym w pokojach pacjentéw
oraz strefach wspolnych. Cecha charakterystyczng badanych obiektéw jest usytuowanie na obrzezach miasta
lub w srodowisku o wiejskim charakterze w otoczeniu terendw zieleni, dzikiej przyrody oraz w mniejszym stop-
niu zabudowy. Jest to typowe rozwiagzanie, aby umieszczac tego typu placdwki w cichych lokalizacjach, jednak
w niektorych miejscach moze to byé postrzegane jako wykluczenie przestrzenne i wspélnotowe.? Wedtug ba-
daczy dunskich srodowisko fizyczne ma bardzo duze znaczenie dla dobrego samopoczucia oraz jakosci zycia
seniorow. Dlatego wazna jest mozliwos¢ kontaktu z lokalnym obszarem, w ktérym mieszka sie oraz poczucie
bycia czescig spotecznosci. W zwiagzku z tym przyktadowo w Danii zmieniono system domow opieki tak, aby
stanowity one ogdlne mieszkania socjalne z powigzanymi funkcjami opiekunczymi i ustugowymi. Zamiast po-
koi sa mieszkania z sypialnia, niewielkim salonem, aneksem kuchennym i tazienka. Strefy wspdlne stanowia
jadalnie, a mieszkancy maja dodatkowo dostep do obiektéw z kawiarniami, sitowniami oraz réznego rodzaju
zajeciami. Osoby te sg cze$cig wiekszej spotecznosci.*

Badane domy opieki posiadaja rozbudowane formy, ktére dzielg obiekt na mniejsze segmenty, w ktérych
mieszcza sie skupiska kilku lub kilkunastu pokoi pensjonariuszy. Kolejna ceche stanowia zielone atria zapew-
niajace przestrzen rekreacji i odpoczynku a takze zapewniajag dodatkowe oswietlenie wnetrzom budynkow.
W przypadku oddziatéw dla oséb z choroba Alzheimera, atria oraz wydzielone dziedzifice zapewniaja bez-
pieczna przestrzen rekreacji dla tych oséb. Rozwigzanie to mozna spotkaé miedzy innymi w domach opieki
w Pont-Sur-Yonne oraz Orbec we Francji.

3 J.Andersen, A. Bilfeldt, M. Mahler, L. Sigbrand, How Can Urban Design and Architecture Support Spatial Inclusion for Nursing Home Residents?,
[w] Social Exclusion in Later Life. Interdisciplinary and Policy Perspectives, K. Walsh (Ed.), T. Scharf (Ed.), S. Van Regenmortel (Ed.), A. Wanka
(Ed.), 2021, s. 397-408, https://doi.org/10.1007/978-3-030-51406-8_31, s. 397-398.

4 |bidem, s. 400-401.


https://doi.org/10.1007/978-3-030-51406-8_31
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Ryc. 1. Schemat rzutéw badanych domoéw opieki przedstawiajacy ich ksztatt, umiejscowienie w przestrzeni oraz udziat zieleni
w otoczeniu. Oprac. R. Strojny 2022

Celowym zabiegiem architektonicznym jest rozbudowanie, a niekiedy ,rozrzezbienie” formy obiektu tak, aby
placdwka tego typu nie wywotywata poczucia instytucjonalnosci oraz zeby nie przyttaczata pacjentéw. Obiekt
sktadajacy sie z mniejszych czesci, zapewniajacy niewielkie oddziaty kreuje bardziej kameralng i przyjazna prze-
strzen, w ktorej trudno bytoby sie zgubic. Jest to szczegdlnie wazne dla 0s6b starszych z choroba Alzheimera,
ktore nie powinny zy¢ w srodowisku, w ktorym mogtyby sie tatwo zgubié lub czu¢ niepokdj. Wysokos¢ domow
opieki oscyluje w granicach 1-2 kondygnacji, co takze dostosowuje skale obiektu do skali cztowieka. Badane
obiekty zapewniajg widoki na zielen ze wszystkich czesci budynku. Strefy wspdlne najczesciej lokalizowane sa
w taki sposob, aby dostarczy¢ jak najwiecej energii ze swiatta potudniowego. W domu opieki w Pont-Sur-Yonne
(Francja, 2014) w celu utatwienia orientacji na zewnatrz, bryly posiadaja akcenty kolorystyczne. Na przyktad
jedno atrium jest w catosci wykonczone kolorem rézowym a inne biatym. Ma to takze odzwierciedlenie we
wnetrzu, ktére jest kompozycyjnie powigzane z zewnetrzem.

Badane obiekty cechuje nieinstytucjonalny charakter oraz ,domowy"” klimat wnetrz. Jest to celowe dziatanie
projektantéw, ktére ma swoje odzwierciedlenie w badaniach dotyczacych potrzeb oséb starszych oraz percepgji
przestrzeni domu opieki. Wedtug niderlandzkich badaczy do czynnikéw, ktére tworza poczucie domu naleza
miedzy innymi: przestrzen prywatna oraz publiczna, rzeczy osobiste, wyglad i klimat, technologia a takze lo-
kalizacja i otoczenie.’

Funkcje i uktad przestrzenny

W domach opieki mozna wyrézni¢ miedzy innymi funkcje takie jak: administracja, oddziaty t6zkowe (na kilka/
kilkanascie t6zek), punkt pielegniarski, strefa konsultacji medycznych, strefy dzienne, jadalnia, kuchnia, zielone
dziedzince, ogrody. Funkcje dodatkowe moze stanowic¢ ogréd zimowy (szklarnia do uprawy owocdw, warzyw
i rodlin), fryzjer, kawiarnia. Uktady wewnetrzne w domach opieki najczesciej rozpoczyna strefa wejsciowa w for-
mie nieduzego holu z recepcja na otwartym planie. Wokot niej znajduja sie strefy wspdlne i administracyjne.
W poblizu zazwyczaj znajduje sie takze punkt pielegniarski i strefa konsultacji medycznych. Oddzielna stre-
fe stanowia oddziaty t6zkowe w poblizu ktorych znajdujg sie kuchnie, jadalnie oraz strefy dzienne, w ktérych
pensjonariusze moga wspolnie spedza¢ wolny czas. W przypadku oddziatéw dla oséb z chorobg Alzheimera
przestrzen taka posiada w pewnym stopniu wydzielenie od pozostatych stref, aby zapewni¢ bezpieczenstwo
pacjentom i tatwiej sprawowaé nadzo6r nad nimi. W tym przypadku oddziat posiada zamkniety dziedziniec lub
atrium, ktore stanowi gtdwna przestrzen na zewnatrz do ktérej moga wychodzi¢ pacjenci.

5 M.D. Rijnaard, J. van Hoof, B.M. Janssen, H. Verbeek, W. Pocornie, A. Eijkelenboom, H.C. Beerens, S.L. Molony, E.J.M. Wouters, The factors
influencing the sense of home in nursing homes: a systematic review from the perspective of residents, "). Aging Res.”, 2016, s. 169.
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Rozwigzania architektoniczne
Kolorystyka

Obiekty dla oséb starszych wymagaja indywidualnego podejscia projektowego i zwrdcenia uwagi na szereg
czynnikdw mogacych odpowiednio poprawiac lub pogarsza¢ komfort zycia pacjentéw. Jednym z takich czyn-
nikow jest kolor, ktory jest niezwykle wazny w przypadku oséb starszych. Wraz z wiekiem osoby te sa podatne
na réznego rodzaju choroby oczu, ktére moga pogarszaé widzenie. Wedtug badan E. Niezabitowskiej i innych
w przypadku obiektow dla os6b starszych wazne jest unikanie we wnetrzach wzorzystego wykonczenia. Powin-
no sie takze stosowac skontrastowanie kolorystyczne w taki sposéb, aby wyraznie rozréznic sciany, posadzki,
meble itp. Najlepsza jest kolorystyka pastelowa, ktére nie meczy oczu. Matowe wykonczenie stanowi dodat-
kowe zabezpieczenie w przestrzeni, gdyz potysk moze wywotaé poczucie niebezpiecznej i $liskiej powierzchni.
Dodatkowo niefortunne jest potaczenie koloru zielonego z niebieskim, poniewaz osoby starsze moga miec
problemy z rozréznieniem tych koloréw.® Badania przeprowadzone w domach opieki w Hiszpanii wykazaty
preferencje kolorystyczne pensjonariuszy w zaleznosci od funkcji pomieszczen. Wyniki tych badan dowiodty
miedzy innymi, ze w pokojach preferowane sg chtodne kolory natomiast w salach do ¢wiczen ciepte kolory.”
W badanych domach opieki widoczne sa powyzsze zaleznosci, gdzie widaé wyrazne rozréznienie powierzchni,
pastelowe barwy oraz akcenty kolorystyczne utatwiajgce orientacje w budynku.

Pokoje pacjentéw

Pokoje pacjentow, w przewazajacej liczbie jednoosobowe, sg zaaranzowane w sposéb nadajacy im domowa
przytulna atmosfere, niezaleznie od charakteru wykonczenia innych stref w budynku. Kolorystycznie przewa-
za biel komponowana czesto z delikatnymi akcentami tworzgc przestrzen kameralng i pozbawiong monoto-
nii. Wnetrza ,ocieplajg” takze na przyktad zastony oraz elementy wyposazenia jak roslinnos$¢ czy przedmioty
codziennego uzytku. Dodatkowo indywidualno$é pokoi zapewniaja prywatne przedmioty pensjonariuszy. Na
przyktad w domu opieki w Graz (Austria, 2015) umozliwiono umieszczanie w pokojach wtasnych mebli, pa-
miatek rodzinnych, zdje¢, obrazéw itp. Aby maksymalnie zapewnié prywatnos$é w trzech z badanych obiektéw
wystapity tylko pokoje jednoosobowe.

Ryc. 2. Wnetrza pokoi t6zkowych w wybranych badanych domach opieki: 1. Pont-Sur-Yonne, fot. David Romero-Uzeda;
2. Graz, fot. Paul Ott; 3. Camarzana de Tera, fot. David Frutos. Zdjecia udostepnione przez wiascicieli

W wiekszosci przypadkéw wnetrza pokoi wykohczone sg standardowymi materiatami jak tynk, farby specja-
listyczne oraz wyktadziny PVC. Warto zwréci¢ uwage, ze w domu opieki w Camarzana de Tera (Hiszpania, 2018)
zdecydowano sie na zastosowanie bardziej ,domowych” materiatow jakimi sa drewno naturalne oraz lastryko.

6 E. Niezabitowska, A. Szewczenko, |. Benek, Potrzeby 0sob starszych w obiektach z funkcjq opieki. Wytyczne do projektowania, Wydawnictwo
Politechniki Slaskiej, Gliwice 2017, s. 62-63.

7 A Torres, J. Serra, J. Llopis, A. Delcampo, Color preference cool versus warm in nursing homes depends on the expected activity for interior
spaces, "Frontiers of Architectural Research”, Vol. 9, Issue 4, 2020, s. 739-750.
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Pokoje posiadaja widoki na otaczajace budynki zielen i przyrode. Zapewniony jest dobry dostep do $wiatta
dziennego przy jednoczesnej ochronie przed jego nadmiarem i przegrzewaniem sie pomieszczen. W przypadku
pokoi dla oséb z chorobg Alzheimera okna byty mniejsze, aby nie narazac uzytkownikdé4w na nadmiar bodzcow.

Ryc. 3. Uktady pokoi pacjentéw w badanych domach opieki przedstawiajace sposdb aranzacji przestrzeni oraz przestrzenie
manewrowe. Oprac. R. Strojny 2022

W badanych domach opieki w pokojach pacjentéw oraz tazienkach zapewniona zostata przestrzen manewro-
wa dla 0s6b poruszajacych sie na wdzkach inwalidzkich lub korzystajacych z balkonika lub chodzika. Wnetrza
zostaty zaaranzowane w taki sposob, aby zapewni¢ wrazenie przestronnosci oraz swobody ruchu. W pokojach
moga znajdowac sie takze réznego rodzaju pochwyty utatwiajgce poruszanie sie, szczegdlnie przy tézku oraz
w fazienkach. Dodatkowo przy t6zku oraz w tazience moga znajdowac sie urzadzenia przyzywowe zapewnia-
jace pomoc pacjentowi, w przypadku gdyby dziato sie co$ niepokojacego. £6zka w domach opieki nie musza
mie¢ dostepu z trzech stron, tak jak w szpitalach, przez co w niektérych obiektach zdarza sie usytuowanie t6zek
wzdtuz dtuzszej krawedzi przy Scianie. Zapewnia to wiecej przestrzeni w pokoju i mniej ,szpitalny” uktad aranzagji.
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Tabela 2. Zestawienie wybranych czynnikdéw wptywajacych na ksztattowanie pokoi w badanych domach opieki.
Oprac. R. Strojny 2022

Nr/ Materiaty Kolorystyka Swiatto Elementy Dodatkowe
zrédto wyposazenia elementy
DomlqaCJa Bl plamae, to6zko, szafka Rzeczy pryyvatne
Tynk, farby bieli / nocna, szafa (np. rosliny,
1 - . zastony — forma . .
specjalistyczne, Akcenty: szary, w zabudowie lampki, elementy
[43], [44] . ., .. ochrony przed L .
wyktadzina PVC  zétty, rozowy, ; statej, biurko codziennego
storncem . .
czerwony z krzestem uzytku itp.)
Rzeczy prywatne
Dominacja Okno pionowe, t6zko, szafka (np. rosliny,
Tynk, farby - .
2 specialistyczne bieli / portfenetr, zastony nocna, szafa, obrazy, fotografie,
[45], [46] peq . Y ! Akcenty: — forma ochrony komoda, stolik elementy
wyktadzina PVC . ; . .
jasnobrazowy przed storncem z krzestami codziennego
uzytku itp.)
Okno pionowe, to6zko, szafka Rzeczy pr}/watne
Tynk, farby L nocna, szafa (np. rosliny,
3 - Dominacja zastony — forma . .
specjalistyczne, - w zabudowie lampki, elementy
[47], [48] . bieli ochrony przed L. .
wyktadzina PVC , statej, biurko codziennego
stoncem . .
z krzestem uzytku itp.)
Okno na catg
Tyr]kf Erty Dominacja szerokos¢ to6zko, szafka Rzeczy prywatne
specjalistyczne, I . . (np. rosliny,
4 bieli i jasnego pomieszczenia, nocna, szafa,
drewno . . : elementy
[49], [50] brazu / zaluzje wewnetrzne  komoda, stolik .
LRI, Akcenty: szar — forma ochron z krzestami B IS
lastryko y: y y uzytku, meble itp.)

przed storicem

Strefy wspolne

Poza pokojami pacjentéw druga wazna przestrzenig w domach opieki sg strefy wspdlne, w ktérych pensjona-
riusze moga spedzad wolny czas. Miejsca te najczesciej zaaranzowane sa w taki sposéb, aby pobudzac i wzmac-
niac¢ wiezy spoteczne pomiedzy pensjonariuszami. Przyktadem tego sa skupiska wygodnych foteli ze stolikami
kawowymi przy ktérych osoby starsze moga rozmawiaé z innymi osobami, ogladac telewizje, wspdlnie zjes¢
positek lub poczytac ksigzke. Do stref tego typu naleza miedzy innymi jadalnie, pokoje dzienne, tarasy widoko-
we, dziedzince porosniete roslinnosciag oraz ogrody. Moga one takze wystepowac na przyktad w formie ogrodu
zimowego. Rozwiazanie takie zastosowano w domu opieki w Camarzana de Tera (Hiszpania, 2018), w ktérym
niezaleznie od pory roku pacjenci moga hodowac i pielegnowac¢ rosliny w wolnym czasie. W domu opieki w Graz
(Austria, 2015) do stref wspolnych mozna zaliczy¢ kawiarnie, salon fryzjerski oraz kaplice.

W domach opieki w Graz (Austria, 2015) i Camarzana de Tera (Hiszpania, 2018) zastosowano konstrukcje
drewniang, ktorej elementy stanowia swego rodzaju dominanty w aranzacji wnetrz. Widoczne jest to zaréwno
w pokojach tézkowych jak i strefach wspolnych. Drewniane belki na suficie ,ocieplaja” wnetrze i rbwnowazna
bardziej surowe wykonczenia we wnetrzach, jak na przyktad lastryko na podtodze.
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Ryc. 4. Wnetrza stref wspdlnych w wybranych badanych domach opieki: (1. Pont-Sur-Yonne, fot. David Romero-Uzeda; 2. Graz,
fot. Paul Ott; 3. Camarzana de Tera, fot. David Frutos. Zdjecia udostepnione przez wiascicieli

Podsumowanie

Domy opieki stanowia specyficzne obiekty wymagajace szczegdlnego podejscia projektowego dostosowanego
do ich uzytkownikow. W szczegdlnosci wiagze sie to z rozwigzaniami poprawiajacymi komfort zycia w przestrzeni
oraz uwzglednieniem wptywu choréb charakterystycznych dla danej grupy wiekowej. Do czynnikdéw majacych
wptyw na jako$¢ zycia w domach opieki oraz odbieranie przestrzeni przez osoby starsze nalezg miedzy innymi:
skala obiektu, uktfad funkcjonalno-przestrzenny, funkcje znajdujgce sie w obiekcie, kolorystyka, odpowiedni
udziat $wiatta dziennego we wnetrzach, rozwigzania materiatowe nadajace ,domowa” atmosfere wnetrzom.

Nieuwzglednienie powyzszych czynnikéw moze utrudni¢ funkcjonowanie osobom starszym w domach
opieki i narazac je na poczucie niepokoju oraz inne zagrozenia. Z tego wzgledu istotny jest wiasciwy dobor
koloréw oraz materiatdw we wnetrzach a takze zapewnienie réznorodnych funkcji w obiekcie wzmagajacych
poczucie wspodlnoty, ale zapewniajacych takze duza doze prywatnosci oraz indywidualnosci. Wazne jest row-
niez otoczenie i lokalizacja, ktore takze wptywaja na wysoka jakos$¢ zycia w domach opieki. W szczegdlnosci
istotny czynnik stanowi dostep do zieleni oraz widoki na nig. Wszystkie z tych cech mozna znalez¢ w badanych
obiektach, ktére stanowia dobre przyktady projektowania wspdtczesnych domoéw opieki.
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Architecture of nursing homes in
selected European countries

Abstract: This paper deals with the architecture of contemporary nursing homes in selected European countries. The research
aims to identify factors that have a significant impact on the design of nursing home spaces and that largely determine the
spatial-functional, materials, colour and arrangement solutions. The study material consists of selected nursing homes from
Austria, France and Spain. Special attention was paid to patients’ rooms and common areas, which are spaces that largely
define nursing homes. A literature review on similar topics was also carried out to identify the most frequently addressed
aspects concerning the design of spaces for older people in need of care. On this basis, it was examined whether research
from recent years is reflected in the design of contemporary nursing homes.

Keywords: nursing homes, design for older adults, health care architecture
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Abstract: The article analyzes photographic objects, trying to propose a classification method in terms of their creation
strategy, taking into account, first of all, the relationship between photography and an object. The author of the article dis-
tinguishes and defines four main strategies based on the analysis of selected photographic objects, as well as his own imple-
mentations. The main thesis is the existence of various creative strategies in which artists implement execute their concepts
by using complementary features of objects and images. According to the author of the article, the analysis and appropriate
classification of photographic objects may lead to the development of photographs’ usage and knowledge about the per-
ception of a photographic image in the context of architectural space.
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Introduction: Features of photography, features of a photographic object

When considering the relationship between a photographic image and a photographic object, one should start
with an attempt to find their distinguishing and common features. Probably the most accurate definition of
photography was created by professor Stefan Wojnecki, who stated that it is an image made of a priori data
factors [1], i.e. containing selected, predetermined patterns of shape and colour. According to such understand-
ing of photography, an interesting context is also added by Jacek Dukaj in his essay After writing (Po Pismie),
stating that photography is the first technology of direct transfer of experiences [2] and that photographic images
look not so much as (...) interpretation, but fragments of the world, miniatures of reality that everyone can make
or acquire. [3] On the other hand, when trying to look at the photographic image from the viewer's point of
view, you can see that he has a unique trust in it. Even in case of viewers who are aware of the subjectivity of
the image inherent in the fact of using a small angle and a specific viewing direction, as well as stopping time,
there is a confidence that what they see in the photograph actually has existed in front of the camera lens at
the moment the shutter button was pressed. So we are dealing with a kind of contract between the photogra-
pher and the viewer, under which the photographer presents a priori factors, and the viewer believes that he
is looking at a fragment, a miniature of reality. It can be said that the inscribed feature, the most characteristic
of the medium of photography, is its ability to present parts of reality, or more precisely: parts of reality that
have passed. These clippings, although they do not look like an interpretation, are in fact exactly interpretation,
and the Dukaj's direct transfer of experiences is the view of the viewer who believes in the intentions of the
photographer and the photographer who wants to pass on, how he perceives what he saw from his prospects.
Thus, the viewer of the photograph interacts not so much with the image, but with the past world presented,
with the angle of view, the moment and the period of stopping the photographed event, characteristic of the
physical and psychophysical frame of reference of a particular observer.

The above features seem to apply to the photographic image presented in a way abstracted from the envi-
ronment, not taking into account the method, time and place of presentation. It should be noted how important
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for any contacts of the viewer with photography is their context, namely: time, space and the method of pres-
entation, which may support or disrupt it. Thus, it seems that the concept of a photographic object is a conscious
attempt by the creator to direct the context of the presentation of photography or to plan its complementary
coexistence with the object in a way that creates a new quality, combining them into an artwork of a completely
new character and meaning. In such a case, photography becomes part of the object, one of its most important
and not necessarily the most important element and the object, being part of space, introduces photography
into architectural context. In such a form, photography is not in direct relation to space, but coexists with it
as part of an/the object. This relationship is especially visible in the case of site-specific projects created in
interiors, where the artist uses the features of space as part of his implementation, thus shaping the dialogue
between art and architecture. At this point, it is noteworthy that one can imagine architectural projects that
are created in such a way as to use the specificity of a photographic image similarly to photographic objects.

It is also possible to create an object that interprets photography, i.e. reinterprets the photographed reality,
presenting its features in a spatial form in absentia, i.e. without the physical presence of the image. In this case,
we are dealing with a meta-message that paradoxically develops a photograph into a spatial presentation, which
previously closed a different space in terms of width and height. Such an object becomes an intermediary in
understanding the image, the feature of which is an mediation [4][5] between the presented world, the sender
of the message, a set of cultural meanings and the recipient, but also an intermediary between the photogra-
phy itself and the recipient. Thus, it subjects to viewer's interpretation what the author of the object interpreted
from the original photograph. It should also be noted that spatiality is not the only feature explored by artists
creating photographic objects. Their creators also use sensory activities aimed at senses other than sight: they
encourage to touch, sound their objects, expose recipients to heat, cold, smell or moisture. In other words, by
creating an object, they have the ability to influence the recipient by means of direct targeting of specific sens-
es, shortening the way to his mind. When working with the image only, to reach the goal, and in a much more
individualized way, it is only possible to influence associations. This remarkable feature of objects also affects
the relationship between the viewer and the creator. It is exceptionally interesting, precisely with reference to
artist photographers who use objects in their practice. So far, the viewer has treated the artist as a mediator
between him and reality. His trust moves from what he sees to what he experiences, although he knows that
this time he is experiencing the transmission of concepts to a much greater extent than reality. Touch, taste,
smell, warmth, coldness, spatiality — all this makes the viewer perceives the artwork with the senses, which in
most cases are not questioned and the author’s concept, is experienced more fully. While it is commonly known
that the viewed image can be manipulated, is it possible, for example, to manipulate the touched structure? In
this way, the viewer, instead of looking at the world, looks into the artist's mind. At this point, his trust is not
directed to the world represented, but rather to the world experienced, and trusting what he experiences, he
no longer considers the a priori data factors in the photograph, but directly the artistic c oncept.

Feature Photography Photographic object
form two-dimentional image spatial object

existing in nature, a prori data in a

transmitted factors .
moment of shooting

imagined by the author

time received present recorded in the past present
point of view, exposure time,
creation factors depth of field, creative methods space, colour, sound, smell,
(not disturbing the understanding texture manipulation

of the image as a photograph)

sight + freely selected by the

sensuousness sight
9 author

viewer's trust to diegetic/ presented the world to your senses
role of image central depended on creative strategy
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Classification method

In the article, the author uses the method of analysis and logical construction, trying to analyze selected ex-
amples of photographic objects and propose their classification by making a synthesis. Later in the article, four
strategies for creating photographic objects will be distinguished: the strategy of extension, complementarity,
dissonance and reinterpretation. It should be noted that the list is not exhaustive and will probably need to be
supplemented in the future. It would be arrogant to assume that the creativity of artists can be arbitrarily and
definitively closed within the classification. Decisions about assigning to a specific strategy were made on the
basis of the dominant feature, defined as a clear, meaningful and intentional relationship of the spatial form
with the image. In this sense, the author of the article tries to look at the problem holistically and not to favor
either the author’s or the recipient’s perspective. However, the article assumes that the dominant feature is the
result of an aware author's creation. For this purpose, the discussed examples have been selected so that the
intentionality of the main feature raises as little doubt as possible, but also that it is possible to discuss them
from both perspectives — with the help of sources, directly by the author or by observing recipients’ reaction
during the presentation of objects. Among the selected examples, there are the author’s realizations whose pur-
pose is to deepen the analysis below based on his own experience. A significant problem that had to be faced
when creating the following classification is that the features assigned to distinguished strategies often coexist
in one object. In this case, the dominant feature will be the one that defines the understanding of the object.
Hence, the nomenclature of strategies comes from the features distinguished on the basis of this reasoning.

In the study, the author decided not to include the strategy of creating objects that interpret photography
as a medium, and do not use or do not refer to specific photographic images, is intentionally not included.
The decision is dictated by the reasons resulting from the lack, in such cases, of a relationship between a spe-
cific image and a specific form. Moreover, from the point of view of semantic possibilities, each medium can
describe another, and it never has been the basis for considering such a relationship as a synthesis of both.

An important observation for further considerations is that the relations between the photographic image
and the object as well as the described strategies using them may be a guideline for the creative use of pho-
tography in an architectural interior. One can imagine hypothetical architectural realizations using the features
of photography in a way similar to the way artists create photographic objects, and even spaces designed as
their large-scale counterparts. Therefore, the proposed classification focuses on the features related to the
reception and understanding of the photographic image on the one hand, and the spatiality of the objects
themselves, which is correlated with the image itself, on the other hand. In this approach to the problem, the
essence of classification is to find universal features that can be scaled to an architectural object. This will apply
to both the situation where the image works with the object and where they are opposed to each other. More-
over, taking into account the definition of photography by Stefan Wojnecki and the fact that it also contains an
ephemeral image such as film or projection, the classification may also provide guidance on the coexistence
of such images with architectural space.

Amplification

The most popular and conceptually simplest strategy for creating photographic objects is amplification. It is
a situation in which the author of an object extrapolates his understanding of photography to its exhibition
environment, adding supporting elements or non-linguistically guiding understanding. The amplification can
start trivially when the author selects the type of frame that supports the meaning of his photographic image.
For example, wanting the recipient to be able to see himself in it and to comment on the human condition, he
frames the photograph in a highly glossy material, thus giving an additional, extra-photographic feature to the
image and expanding its intangible field of influence. Another example may be the interaction with the environ-
ment obtained by simply presenting a photograph in such a way that it gives the impression of not a window
to the world, but an object placed in space. An excellent example of such action is the work by Wiodzimierz
Kowalinski entitled Wrapped Madonna, presented by the curator Dr. Tomasz Jedrzejewski at Brand New Man 1.2
exhibition at the Art Gallery in Ptock, framed in a black, aluminum frame with a simple white passe-partout
however not hung on the wall, but leaning against it, standing on the floor. The curator’'s assumption was to
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Fig. 1. Wiodzimierz Kowalifski
— Wrapped Madonna, exhibition
Brand New Man 1.2, Ptock Art Gal-
lery, photo by Krzysztof Slachciak

Fig. 2. Krzysztof Slachciak — Principle of Mediocrity, Fig. 3. An attempt to photograph through a mirror image, exhibition
exhibition It's more likely we're not special, Pusta It's more likely that we;re not special, Spectrum Galerie, Fankfurt (O),
Art Gallery, Katowice, City of Gardens, photo: Labyrinth New Art Festival 2021, photo: Krzysztof Slachciak

Krzysztof Slachciak

refer to the picture itself, showing the work as if it had been taken off the wall and prepared for taking it out.
This seemingly simple curatorial decision resulted in the content of the photography being transferred into
the space and context of the presentation. The viewer was not supposed to look inside the image, but to treat
it as an object coexisting with the gallery space. In this case, the connotations [6] of the photography were
emphasized by the method of presentation.

Another example of amplification is the author’s work entitled Principle of mediocrity, which presents a
multiplied portrait of a woman and is presented at exhibitions in the format of 20x30 cm in a black, wooden
frame, the dimensions of which are matched to the pedestal on which the work lies. According to the author’s



22 KRZYSZTOF SLACHCIAK

assumption, it is to give the impression of a continuation, that the photography is embedded in the pedestal.
The image of a female portrait, multiplied and presented with its upper edge to the recipient, is additional-
ly extended by a mirror placed at an angle to the edge of the work surface, and it is there that the image of
the work is viewed by the viewer. The form of the object was to present a de-individualized, neutral face as
an element of the most numerous category from the title Principle of Mediocrity, which says that if we choose
an element from a random category, it is most likely that it will come from the most numerous category. In
addition, the use of a mirror introduced additional images that made the object immaterial. They can also be
interpreted as things always seen in some reflection, always projected by something. Conversations with reci-
pients and observed reactions, in particular frequent attempts to photograph an image multiplied by the angle
of reflection of the mirror, seem to confirm the author’s assumptions. In the case of this work, the extension is
not only metaphorical, where the meaning is emphasized by the form of the object, but even physical, because
the mirror twice enlarges and spatializes the image presented in the photograph.

The advanced form of the enlargement strategy can be seen in the works by Wojciech Beszterda from the
series entitled Antinomies. The author, considering the problems of understanding the image and cognitive bias,
closed ambiguous photographic images into black objects covered with glass, while placing a magnifying lens
on their surface. By the description of the works, Beszterda provokes an in-depth look at the presented imag-
es, which is exceptionally well legible in the 1920 photo by Eugene Falleni from the Sydney police station. The
woman transformed into a man so successfully that she managed to marry twice. Her first wife — Annie Birkett
was murdered, what was the cause of the arrest. The recipient of the object can explore with a magnifying glass
how successful the transformation recorded in the photo was on his own. In this way, the author encourages the
exploration of the main, bothering feature of photography, and thus places it in the role of a research object.

Fig. 4. Wojciech Beszterda — Falleni (object date: 2014) from
the Antinomies series, exhibition: Work Show, BWA in Pita,
2016. Photo by Wojciech Beszterda, courtesy of the artist

Complementarity

While the feature of complementarity should be characteristic of every successful photographic object, the crea-
tive strategy based on it is distinguished by the intentional creation of a new quality detached from the original
overtone of the photography. In this approach, photograph, which forms an element of the whole object, is
not the subject, but a part, and only when interacting with the form creates a ready, new work. It can therefore
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be said that the artist's main task is to create a relationship between photography and spatial form in such a
way that they create connotations that will not be noticed in a form devoid of photography and formless pho-
tography. This requires the artist to be highly aware of his own works, working on associations, and referring
to iconography known to his viewers. In the complementarity strategy, photography loses its central role, and
the viewer perceives not so much the a priori factors, i.e. a fragment of reality mediated by photography, but
the harmonious form and image here and now. Thus, his assessment is less affected by the way in which a sec-
tion of the past is presented and selected, and to a greater extent by the artist's creative thought. Features of
this strategy can be seen in the famous works by Jézef Robakowski, which the author calls interactive objects.
It applies in particular to Rollers (1970) and Blown-up Head (1971). In both cases, photography seems to play
an auxiliary role, using its representational features for the meaning of the object, but not having the decisive
meaning of what specific portraits are presented in them.

Fig. 6. Jozef Robakowski — Blown-up Head, 1971, source:
Fig. 5. J6zef Robakowski — Rollers, 1970, source: https:// https://culture.pl/pl/galeria/prace-jozefa-robakowskiego-ga-
fototapeta.art.pl/2002/jro.php access: 21.08.2022 leria access: 21.08.2022

The work entitled Apnea (Bezdech) is the project by article’s author from 2021 presented at the Rozruch Art
Gallery at the photographic and sculptural exhibition entitled Impermanent. The object consists of a pedestal
placed on it, an illuminated, water-filled aquarium with a photo of a woman printed on the bottom and water
dripping from the ceiling into it. The conceptual assumption was to find a method to appeal to the feeling of
discomfort associated with being under water and the lack of air. The dripping water symbolized the passage
of time, but was also interpreted by viewers as a reference to the so-called Chinese water torture. In the case of
this object, all its elements were created for the purpose of cooperation and complementarity of existence. The
photograph itself makes no sense without water, and the object of this photograph will not be understandable.
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Fig. 7. Krzysztof Slachciak -
Apnea, 2021, the Impermanent
exhibition, Rozruch Art Gallery,
Poznan, photo: Krzysztof Slachciak

Dissonance

According to the PWN Dictionary of the Polish Language, a dissonance is a discordance of the sound or conso-
nance of two notes of different pitches or a gross disturbance of harmony. By adopting this term to understand
the strategy of creating photographic objects, we can say that it is a deliberate juxtaposition of photography and
form in such a way that their connotations create a semantic conflict with each other. We can guess that Jézef
Robakowski's Chair may be an example of the application of this strategy. The artist covered the surface of the
chair with images of people, making the original function of the chair questionable by the recipient. Everyday
object has been changed into a place for presenting human images, which in common understanding can be
realized by a photograph hanging on a wall, placed in a newspaper, on the Internet. There is also a dilemma
whether it is appropriate to sit on a chair whose surface is filled with human images. Isn't that disrespectful?

Fig. 8. Jézef Robakowski — Chair, 1970, source: https://artinfo.pl/dzielo/krzeslo-1970-r
access: 21.08.2021
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Wojciech Beszterda's Pillows from Bad Dreams are an excellent example of an implementation based on a dis-
sonance strategy. The artist placed on the pillows his pictures of animals killed by cars and left by the road,
forcing viewers to confront positive associations of an object on which, in order to rest and relax, we put our
heads, with the image that causes at least discomfort. The exceptional strength of this juxtaposition is based
on the highly opposing vector of both factors. These objects make us reflect on our attitude to nature, looking
away from the suffering of animals that are not ours and the fate of homeless beings.

Fig. 9. Wojciech Beszterda — Pillows from bad dreams, 2014, photo: Wojciech Beszterda courtesy of the artist

Reinterpretation

Another possible strategy is Reinterpretation. An example may be the original object entitled The Pale Blue
Dot, which was originally presented at the exhibition entitled Cosmic perspective, for which the ideological
starting point was the photograph taken by the Voyager 1 probe, whose title was transferred to the object.
The aim was to create the focal point in the exhibition space around which it would take place. The original
photograph showing the Earth from a distance of 43 AU is understandable to the viewer only after explain-
ing what he is looking at. Therefore, it was necessary to create a situation in which he would be intrigued and
give him a chance to reach this conclusion on his own. The result was an object in the shape of an elongated
pyramid with a cut off top, through an opening where you could look inside. Inside, shifted along the axis of
symmetry, a blue dot pulsed slowly. The object was enriched with sounds coming from it, which came from
the so-called Voyager Golden Records — gilded disks placed on the probes containing the sounds of the Earth,
greetings in 55 languages and our address in the galaxy mathematically written. The object did not use the
original photograph at all, but only its connotations. Therefore, it can be said that he reinterprets what the
original photograph interpreted. Visitors of the exhibition and the following ones where the object was pre-
sented, sometimes spent several minutes constantly looking through the opening of the pyramid. Of course,
one can argue whether such an object is even photographic. However, it can be postulated that it is because,
despite the fact that photography does not appear in it in a material way, it is the subject and the basis for the
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creation of the object, and the object itself, as a rule, does not go beyond the meaning of photography. From
the point of view of the adopted methodology for classifying photographic objects, it can be stated that the
reinterpretation strategy is a specific, developed type of amplification strategy. In fact, the vector of the ob-
ject-to-photography relation is directed at the photograph, but at the same time it cannot be said that it itself
is in any relation to the object.

Fig. 10. Krzysztof Slachciak — Pale
Blue Dot, 2020, exhibition Cosmic
perspective, Rozruch Art Gallery,
Poznan, photo: Krzysztof Slachciak

Fig. 11. Observation of the interior of the object, exhibition It's
more likely we're not special, Spectrum Galerie, Fankfurt (O),
Labyrinth New Art Festival 2021, photo: Krzysztof Slachciak

Summary

Considering the features of the distinguished strategies, it can be concluded that in some cases they consti-
tute a set of coexisting features, with some of them assuming the role that defines their understanding. Some
objects may not show particular features clearly indicating the strategy; in others we may have a problem with
distinguishing them. At first glance amplification and dissonance seem to be mutually exclusive, but we can-
not conclusively state that it is impossible to create an object that connects them together. Complementarity,
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i.e. coexistence for a coherent, synthetic work, will be a feature of all strategies, on the other hand, an object
built according to the complementarity strategy may not have features of either dissonance or extension. By
contrast, reinterpretation appears to be an advanced form of amplification strategy. Each of the distinguished
strategies seems to display features that enable their use in architectural space. Using amateur examples, it
can be said that the expansion strategy is often implemented in apartments by using a photo wallpaper and
comparing it with houseplants. On the other hand, the projection of fire or a fireplace from YouTube, which
changes the character of the leisure space into a “fireplace room”, where the TV set has been in the center so
far, coexists with the space and, to some extent, implements the complementarity strategy.

The classification proposed in the article is open-ended, and its legitimacy is based on the assumption that
systematizing knowledge about the relationship between a photographic image and a spatial object may lead
to their more aware use. This may be important both for interior design objects and for architectural interiors
themselves, in which photographs, as defined by Stefan Wojnecki, of images composed of a priori data factors,
can interact with space in a way that is characteristic only for photography.
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Strategie tworzenia obiektéw
fotograficznych — préba klasyfikac;ji

Streszczenie: Artykut analizuje obiekty fotograficzne starajac sie zaproponowa¢ metode klasyfikacji pod katem strategii ich
tworzenia, biorac przede wszystkim pod uwage relacje miedzy fotografig a obiektem. Autor artykutu wyrdznia i definiuje
cztery gtdwne strategie na podstawie analizy wybranych obiektéw fotograficznych, a takze wiasnych realizacji. Gtéwna teza
jest istnienie réznych strategii tworzenia, w ktérych artysci, realizujgc swoje koncepcje, wykorzystuja komplementarne cechy
obiektéw i obrazéw. Zdaniem autora artykutu analiza oraz odpowiednia klasyfikacja obiektow fotograficznych moze prowa-
dzi¢ do rozwoju wiedzy o postrzeganiu i wykorzystywaniu obrazu fotograficznego w kontekscie obiektow przestrzennych,
a takze wnetrz architektonicznych.

Stowa kluczowe: obiekt fotograficzny, fotoobiekt, fotografia w architekturze, Beszerda, Kowalinski, Robakowski
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Streszczenie: W niniejszym artykule przedstawiono wyniki badan prowadzonych na Wydziale Architektury Politechniki Bia-
tostockiej przez zespdt w sktadzie: dr inz. arch. Andrzej Tokajuk i student Mateusz Juszkiewicz w latach 2020-2021. Celem
badan byto opracowanie koncepcji jednorodzinnego domu dostepnego, przy zaimplementowaniu modutowej metody rea-
lizacji. Jako metode pracy przyjeto ,research by design”, ktéra poprzedzono szeroka analiza literatury dotyczacej wspotczes-
nych doméw modutowych. Wybor technologii modutowej byt podyktowany koniecznoscig obnizenia kosztéw wznoszenia
budynkéw oraz aspektami energooszczednosci i zrdwnowazonego rozwoju.

Stowa kluczowe: dom dostepny, modut, architektura

Wstep

Sytuacja na rynku mieszkaniowym w Polsce w ciggu ostatnich dwdch lat pogorszyta sie. W zwigzku z pande-
mia, wybuchem konfliktu w Ukrainie, a takze sytuacja makroekonomiczng wzrosty koszty energii, materiatow
budowlanych, robocizny, a co za tym idzie ceny doméw i mieszkan. Wzrost inflacji spowodowat niedostepnosé
kredytéw, zwtaszcza dla os6b miodszych, rodzin z dzie¢mi, ktérych zdolnos¢ kredytowa gwattownie spadta.
| chociaz w roku 2021 wybudowalismy w Polsce duzg liczbe mieszkan — 235 tysiecy, to jednak spadt odsetek
0s06b, ktére moga sobie pozwoli¢ na zakup domu lub mieszkania. Ceny bowiem bardzo wzrosty. Do tego trzeba
doda¢, ze w Polsce na 1000 mieszkancow przypadajg 393 mieszkania, gdzie $rednia Unii Europejskiej wynosi
450 mieszkan'. Od kilkunastu lat w Polsce wdrazane sg rézne programy mieszkaniowe, np. program dla os6b
kupujacych pierwsze mieszkanie, mieszkanie na wynajem (w ramach TBS — program wystartowat pod koniec
lat 90.) [Tokajuk, 2017], czy mieszkanie ,+". W 2021 roku wszedt w zycie program budowy domdw dostepnych,
0 uproszczonej procedurze, ktéry obejmuje budynki o powierzchni zabudowy do 70 metréow kwadratowych,
realizowane na wiasne potrzeby — jest to jeden z elementéw Nowego Polskiego tadu. Na Wydziale Architektury
Politechniki Biatostockiej prowadzono od kilku lat prace badawcze dotyczace zagadnienia doméw dostepnych
(w tym w zabudowie jednorodzinnej), w zespole kierowanym przez dr arch. Andrzeja Tokajuka i studenta Mate-
usza Juszkiewicza w latach 2020-2021. Zespot zdecydowat sie na implementacje technologii modutowej, opra-
cowujac koncepgje takich budynkéw. Powodem byta konieczno$¢ obnizenia kosztéw takich przysztych budyn-
kéw. Celem artykutu jest syntetyczna prezentacja tych badan. Jako metode pracy przyjeto ,research by design”,
ktéra poprzedzono szeroka analiza literatury dotyczacej wspdtczesnych jednorodzinnych doméw modutowych.

1 Zrédto: Gethome.pl, na podstawie danych Deloitte(2021), [w]: https://bank.pl/drogie-i-przeludnione-mieszkania-w-polsce-na-tle-innych-
krajow-unii-europejskiej/, [dostep dnia 20.08.2022].
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Wyniki badan
Analizy wstepne: rodzaje, technologie i zalety doméw modutowych

Uprzemystowienie budownictwa mieszkaniowego ma swojg bogata tradycje, siegajaca dziewietnastego wieku,
chociaz w niektorych zrédtach znajdziemy odniesienia nawet do siedemnastego stulecia. Jednak to w dziewiet-
nastym i dwudziestym wieku gtéwnie w USA rozwineto sie na masowa skale budowanie doméw przy uzyciu
elementéw zmodularyzowanych i prefabrykowanych [Tofiluk, 2019]. Stosowanie modutéw i prefabrykacji w bu-
dowie domoéw jednorodzinnych w ostatnich kilkudziesieciu latach w Polsce nie byto popularne. Trzeba jednak
pamietal, ze pewne materiaty budowlane byty zmodularyzowane od dziesiecioleci (np. cegty, dtugosci nad-
prozy, belek, stropow, itp.). Jedna z pierwszych koncepcji domu modutowego w 20. wieku byt Dom-Ino-House
opracowany przez Le Corbusiera [Jencks, 1987]. Byt to system oparty na standaryzowanych belkach i stupach.
Taki szkielet konstrukcyjny mozna byto uzupetniac prefabrykowanymi seryjnie modutami elewacyjnymi z oknami
i drzwiami. Byty to jednak realizacje prototypowe. Wyrdzniamy trzy gtdéwne typy domédw szkieletowych: domy
w systemie ramowym, modutowe systemy tréjwymiarowe oraz systemy panelowe [Matysiak, 2022]. Systemy
ramowe oparte sa na kolumnach i belkach. Konstrukcje ramowe projektowane sa gtownie z drewna, stali lub
aluminium, niekiedy spotykane sa z betonu. Modutowe systemy tréjwymiarowe sg projektowane rzadziej. Znane
z historii architektury eksperymenty to budynki modutowe Habitat 67 oraz Nakagin Tower [Frampton, 2007].
Obecnie do$¢ czesto spotyka sie systemy modutowe tréjwymiarowe prefabrykowane do budowy miasteczek
lub struktur mieszkalnych dla studentéw. System panelowy to typ bazujacy na konstrukgji prefabrykowanych
ptaskich elementach $ciennych i stropowych. Moga by¢ one drewniane, stalowe, zelbetowe, warstwowe lub
mieszane. Oryginalnym przyktadem domu jednorodzinnego zaprojektowanego w tym systemie jest obiekt
Furniture House architekta Shigeru Bana (dom weekendowy niedaleko Tokio)?. W Polsce systemy prefabryka-
¢ji panelowej byty stosowane po Il wojnie swiatowej do realizacji budynkéw wielorodzinnych (systemy OWT).
Obecnie w naszym kraju kilka firm z powodzeniem projektuje i buduje domy modutowe — np. Danwood, Simple
House, BXB studio, Moduo Fabryka Doméw?. Znane sg zagraniczne przyktady takich konstrukgji, np. Modu-
lar 4 zaprojektowany przez Studio804 w USA czy Rucksack House zaprojektowany przez Stephana Eberstadta
w Niemczech jako modut do powiekszenia istniejgcych budynkéw, mocowany na elewacjach lub dachach [Ser-
rats, 2014]. Formy architektoniczne produkowanych doméw modutowych sa zazwyczaj prostopadtoscienne,
kubiczne. Wynika to gtéwnie z procesu technologicznego ich wytwarzania. Architekci staraja sie rekompenso-
wacé prostote form detalami i kolorystyka.

Domy modutowe posiadaja wiele zalet. Naleza do nich: szybkos¢ realizacji budowy, sg tafnsze, ekologicz-
ne, mozna je wznosi¢ na trudnych warunkach gruntowych, a nawet na dachu istniejacego budynku. Mozna je
fatwo przenosi¢, rozbudowywaé, demontowac i przenosi¢. Domy modutowe szkieletowe w 90% przygotowuje
sie w fabryce, dowozi i montuje w catos¢. Posadowienie takich budynkéw najczesciej projektuje sie na pod-
murdwce opartej na fundamentach stupowych zagtebionych w gruncie. Elementy nosne $cian i stropéw sa
projektowane albo z drewna — suszonego komorowo, struganego i fazowanego oraz impregnowanego — albo
ze stali ocynkowanej. W domach o szkielecie stalowym wypetnienie $cian i stropow tworza ptyty warstwowe
z izolacja termiczna z pianki poliuretanowej. W domach o szkielecie drewnianym wypetnienie jest wykonywa-
ne z wetny mineralne;j.

Koncepcja autorska domu wykonana przez zesp6t badawczy

Po przeprowadzeniu analiz wstepnych przystapiono do drugiego etapu prac badawczo-projektowych dotyczacych
opracowania modutowego domu dostepnego. Uwzgledniajac aspekty architektury zréwnowazonego rozwoju,
aspekty technologiczne, zespét badawczy zdecydowat o podjeciu préby ksztattowania formy architektonicznej

2 Na podstawie: https://www.architectmagazine.com/project-gallery/furniture-house-1 [dostep z dnia 11.06.2022].

3 Na podstawie: https://finanse.wp.pl/modulowe-domy-podbijaja-polske-kawalerka-za-35-tys-zI-dom-rodzinny-za-120-tys-6438208429930113a
[dostep z dnia 15.09.2022].
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domu koncepcyjnego korespondujacej z tradycyjna forma domu jednorodzinnego Podlasia. Przyjeto nastepu-
jace zatozenia badawczo-projektowe do prowadzenia dalszych badan:

B szerokos¢ opracowywanego modutu koncepcyjnego bedzie wynika¢ z pewnych ograniczen przyjetej

technologii konstrukgji i mozliwosci transportu modutéw;

B zastosowanie w koncepcji technologii drewnianej do konstrukcji modutow;
odejscie od modutu prostopadtosciennego na rzecz modutu z dachem wysokim z mozliwoscia organi-
zacji antresoli;
modut podstawowy powinien zawiera¢ ukfad funkcjonalny otwartej przestrzeni dziennej na parterze;
nalezy zastosowanie kompaktowe przestrzenie kuchni, fazienki i WC;
nalezy przewidzie¢ mozliwosci transportu modutoéw, ich montazu i demontazu na placu budowy;
jako zasade nalezy przyja¢ mozliwos¢ taczenia modutéw — umozliwi to wieksze mozliwosci kompozycji
rozwigzan funkcjonalnych mieszkan;
proces faczenia modutéw bedzie sprzyjat réznicowaniu przysztych form architektonicznych domoéw mo-
dutowych.

Konstrukcja — efekty badan

W efekcie badan sformutowano koncepcyjny modut podstawowy przysztego domu dostepnego w technologii
szkieletu drewnianego. Przyjeto nastepujgce wymiary rzutu poziomego modutu:
B wewnetrzne: szeroko$¢ 362 cm, dtugos¢ 779 c¢cm, co dato powierzchnie uzytkowg modutu podstawowe-
go 28,2 metréw kwadratowych;
B zewnetrzne: szeroko$¢ 403 c¢cm, dtugos¢ 820 cm, co dato powierzchnie zabudowy 33,04 metréw kwa-
dratowych.

Osie konstrukgji rzutu modutu podstawowego zostaty rozmieszczone w rozstawie 794x377 cm.

Sciany zewnetrzne skonstruowano w oparciu o stupy konstrukcyjne drewniane 5x15 cm o rozstawie 40 cm.
Pomiedzy stupami konstrukcyjnymi zaprojektowano warstwe ocieplenia. Od strony zewnetrznej dodano jeszcze
5 cm izolagji termicznej miedzy tatami, nastepnie ptyty OSB, wiatroizolacje i taty drewniane, do ktérych zamoco-
wano drewniane elementy wykonczeniowe elewacji. Pomiedzy tatami i deskami finiszowymi znajduje sie pustka
wentylacyjna. W efekcie tego uzyskano 20 cm grubosci izolacji termicznej, co daje prawie pasywny standard
budynku. Od wewnatrz zaprojektowano folie paroizolacyjng i wykonczenie pomieszczen ptytami kartonowo-
-gipsowymi. Finalnie grubos¢ Sciany zewnetrznej modutu wynosi 29 cm. W pewnych okreslonych miejscach
stupy konstrukcyjne $cian zewnetrznych posiadaja haki, ktére pozwalaja na wymiane elementéw elewacyjnych.
W ten sposdb uzyskano szkieletowo-panelowy schemat konstrukcji modutu.

Sciany wewnetrzne zaproponowano o grubosci 8 cm, wykonane w lekkiej technologii szkieletowej (drew-
nianej lub aluminiowej). Strop modutu zaprojektowano jako drewniany — elementy konstrukcyjne to belki
o wysokosci 18 cm, ktére zwigzano podwojna warstwa ptyt OSB utozonych krzyzowo. Rozpietosé stropow nie
przekracza 400 cm, jest to realnie dopuszczalna rozpietosé w technologii drewnianej. Dach rozwigzano w kon-
strukgji drewnianej, zastosowano krokwie o wymiarach 7x16 cm (nieco mniejsze od standardowych z uwagi na
niewielka rozpieto$¢ modutu). Za pomoca fat i kontrtat uzyskano warstwe ocieplenia dachu réwniez na poziomie
co najmniej 20 cm. Pokrycie dachu zaplanowano wariantowo — mozliwe jest zastosowanie lekkich dachéwek
bitumicznych, blachy, gontu drewnianego ale réwniez pokrycia ciezszego (np. dachu zielonego).

System grzewczy ma funkcjonowaé w oparciu o instalacje fotowoltaiczna paneli na dachu domu. Mozliwa
jest instalacja niewielkiej pompy ciepta. Dom bedzie wyposazony w rekuperator.

Rozwigzania funkcjonalne — typy modutow
W wyniku badan rozwigzano dwa typy modutéw. W module podstawowym zostata zaplanowana przestrzeh

dzienna domu. Znajdziemy tutaj pokdj dzienny z kuchnia i miejscem do spozywania positkdw, maty hall wejscio-
wy, fazienke, pomieszczenie techniczne oraz niewielka szafe. Powierzchnia uzytkowa 28,2 metréw kwadratowych



MODULOWY DOM DOSTEPNY - NOWOCZESNOSC | TRADYCJA 31

takiego modutu umozliwia dobre warunki do rozwigzania tej funkcji (Ryc. 1). Z uwagi na zaprojektowanie wy-
sokiego dachu — stworzono realne mozliwosci do usytuowania antresoli z miejscem do spania. Mozliwe jest
zastosowanie drabinki lub jednobiegowych lekkich drewnianych schoddw.

Dodatkowo zaprojektowano modut nocny — jako standard przyjeto w nim usytuowanie dwéch sypialni
i klatki schodowej na pietro. Sypialnie posiadaja powierzchnie uzytkowe — 13 i 9,2 metréw kwadratowych.
Autorzy koncepcji zminimalizowali powierzchnie komunikacji (klatka schodowa o powierzchni 6 metréw kwa-
dratowych, szerokos¢ korytarza 90 cm). Wydaje sie, ze przyjete rozwigzania spetniaja minimalne wymagania
funkcjonalne (Ryc. 2).

Ryc. 1. Modut podstawowy — rzut parteru. Zrédfo: autorzy Ryc. 2. Modut sypialny — rzut parteru. Zrodto: autorzy M. Jusz-
M. Juszkiewicz i A. Tokajuk kiewicz i A. Tokajuk

Ryc. 3. Przekréj przez modut — fragment. Zrédto: autorzy M. Juszkiewicz i A.Tokajuk

Forma architektoniczna - taczenie modutow

Zespdt badawczy proponuje oryginalng forme architektoniczng modutu, utrzymana w tradycji doméw regionu
Polski wschodniej. Jest nig asymetryczna forma z dachem wysokim (Ryc. 3), o nachyleniu ok. 35 stopni. Dach
moze by¢ prefabrykowany, mozliwa jest wersja modutu z antresola lub bez stropu wewnatrz. Tak zdefiniowana
forma architektoniczna powoduje, ze pojedynczy modut moze juz petni¢ funkcje domu jednorodzinnego dla
2 0sOb. Bardzo wazne jest, ze taka asymetryczna forma umozliwia taczenie modutdw w rézny sposéb. Mozemy
uzyskac budynek ztozony z dwdch modutéw — potaczonych w sposéb symetryczny lub asymetryczny z przesu-
nieciem lub odsunieciem dla maksymalnie 4 os6b (Ryc. 4, 5i 7). Mozemy tez uzyska¢ dom 3-modutowy (Ryc. 6).
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Ryc. 5. Dom skomponowany z dwéch modutdw ta-
Ryc. 4. Dom skomponowany z dwoch modutdw faczonych od czota. czonych symetrycznie. Zrodto: autorzy M. Juszkiewicz
Zrodho: autorzy M. Juszkiewicz i A. Tokajuk i A. Tokajuk

Ryc. 7. Dom skomponowany z dwdch modutéw taczonych
Ryc. 6. Dom skomponowany z trzech modutéw. Zrédto: autorzy wzdtuznie i przesunietych. Zrédto: autorzy M. Juszkiewicz
M. Juszkiewicz i A. Tokajuk i A. Tokajuk

Ryc. 8. Wybrane formy kompozycji modutéw -
szkic. Zrodto: autor A.Tokajuk

W trakcie badan okazato sie, ze mozliwosci jest duzo, wysoki dach nie jest tutaj ograniczeniem. Wrecz przeciw-
nie — architektura budynkéw wydaje sie byc¢ zréznicowana, co jest bardzo istotne dla przysztej serii obiektow.
Dodatkowo istniejg mozliwosci zastosowania réznych detali i rozwigzan kolorystycznych. Potencjalne kompo-
zycje budynkéw i form sg oryginalne, a sama koncepcja daje wiele mozliwosci (Ryc. 8). Bardzo interesujgce sa
rowniez mozliwosci zestawiania asymetrycznych modutdéw o réznej wielkosci. Pojedyncze moduty moga stuzyé
rowniez jako garaze lub wiaty postojowe.
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Podsumowanie

W efekcie przeprowadzonych badan uzyskano bardzo interesujace rezultaty. Opracowano koncepcje pod-
stawowych typéw modutdédw — modut podstawowy oraz modut z czedcig sypialng, a takze z klatka schodowa
i antresolg. Zaproponowano sposoby faczenia modutéw w wieksze domy. Potgczenie dwdch modutdw spetnia
warunek domu dostepnego — powierzchnia zabudowy w tym przypadku nie przekracza 70 metréw kwadrato-
wych. Wykonano koncepcje modutu z wysokim dachem (jest to pewien eksperyment). Taka forma doskonale
wpisuje sie charakter tradycyjnych doméw drewnianych regionu Polski wschodniej. Zaproponowany asyme-
tryczny dach daje duzo mozliwosci tworczych w zakresie uzyskania réznorodnych form przy kompozycjach zto-
zonych z r6znej ilosci modutdw. Wyniki prac badawczych sg bardzo obiecujgce. Wydaje sig, ze prace powinny
by¢ kontynuowane, m.in. w celu opracowania szczegétow technologicznych, rozwiazan infrastruktury budynku
oraz wykonania domu — prototypu.

Badania zostaty wykonane w ramach pracy badawczej Nr WZ/WA-1A/4/2020 finansowanej ze srodkéw Minis-
terstwa Edukacji i Nauki RP na Wydziale Architektury Politechniki Biatostockiej.
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Affordable modul house — modernity and tradition

Summary: This article presents the results of research conducted at the Faculty of Architecture of the Biatystok University of
Technology by a team consisting of: Dr Eng. Arch. Andrzej Tokajuk and student Mateusz Juszkiewicz in 2020-2021. The aim
of the research was to develop the concept of an accessible single-family house, implementing a modular implementation
method. As a working method, ,research by design” was adopted, which was preceded by a broad analysis of the literature
on modern modular houses. The choice of modular technology was dictated by the need to reduce the costs of erecting
buildings and the aspects of energy efficiency and sustainable development.

Keywords: affordable house, module, architecture
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Abstract: During the communist era, neon signs were something Poland could boast of. At that time, the streets were drowning
in luminous advertising, which was impossible not to notice. Recent years have brought disastrous quality of urban advertising
and the prevailing arbitrariness has contributed to the degeneration of urban spaces. Colourful neon signs once prevailed
in Polish streets, serving as a model example of advertising whose impact was crucial in the perception of urban space. To-
day, neon signs are considered works of art, and the most valuable achievement of Polish 20*" century design, which we can
mainly admire today in museums. In the last decade, we have been reminded of their existence and efforts have been made
to save them and return them to urban spaces. The purpose of the article is to draw attention to the extraordinary value of
neon signs as an important building block of urban space and to highlight their artistic and social functions. The undertaken
research includes material on neon signs from the communist era as well as those newly designed, based on the city of Lublin.

Keywords: the space of the place, neon signs, illuminated advertising, design

Introduction

The impulse for writing this article was a desire to draw attention to the aesthetic and artistic value of neon
signs, which, once extinguished and dismantled, are beginning to return to the streets of Polish cities in a new
guise. The reappearance of neon signs represents a trend that few are now opting for. They are not used sole-
ly, as signage or advertising, but are an element of art woven into the cityscape that delights passers-by with
their unusual form, aesthetics, colour and finesse.

Neon sign, once popularly known as the discharge lamp, was discovered in 1910 by Frenchman Georges
Claude and first used in outdoor advertising in the early 20* century [1]. The first neon sign used commercially
lit up the facade of a hair salon in Paris. However, it did not gain much recognition at the time, probably due
to its high price. The outbreak of World War | thwarted any possible development of neon signs in Europe. It
was only after World War | that neon signs became popular in Paris, Berlin and the United States. Mostly asso-
ciated with the United States, where the nocturnal scenery of the metropolises of Las Vegas, Chicago or New
York became an icon of the American lifestyle. All over the world, they were used to create colourful pictures
and advertising signs that illuminated the streets of the cities. In the 1920s, neon was first used for non-adver-
tising purposes by the painter and designer Sonja Delaunay [2].

In 1929, the first neon sign in Poland appeared in Warsaw, lighting up the city streets in an unusual way.
Over time, more and more were added. Unfortunately, the destruction after the Second World War was so great
that no neon signs survived. The streets were dark and grey and the capital no longer resembled a typical Eu-
ropean city. In order to spruce up the capital, the communists allowed new trends in art in 1956. This let artists
express themselves, which contributed to the creation of a state-owned advertising company. It embarked on
the mass design of neon signs, which played both informative and decorative roles. There were neon signs
distinguished by finesse and modern lettering with a simple message such as florist’s or library [3]. From the
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beginning of the appearance of neon signs in Poland, it was popular to create them on request, which signif-
icantly affected the originality of the design, just like when making posters and typography [2]. Neon signs
peaked in popularity during the 1960s and 1970s, where they were mainly used in outdoor advertising and ef-
fectively lit up dark streets devastated by war [4]. Many of them had extremely sophisticated forms, were true
works of applied art, and were permanently inscribed in the landscape of Polish cities.

The twilight of neon technology came with the economic collapse in the 1980s, the introduction of eco-
nomic freedom and the development of other outdoor advertising techniques. The end of the neon era came
after 1989 when they were identified with the old regime [4]. They were considered unnecessary, so they were
dismantled en masse and ended up in warehouses or on scrapheaps. The political and economic crisis contrib-
uted to a lack of interest in the city’s infrastructure and the once extinguished neon signs were of little, if any,
interest to anyone. Imperceptibly, neon signs disappeared from urban spaces and were replaced by cheaper
LED signs from China [5].

For more than 100 years, the neon production process has remained virtually unchanged. A heat-shaped
glass tube is filled with a noble gas — mostly neon (hence the name) — and then fitted with electrodes and partly
coated with dark paint. The luminous colours depended on the composition of the gas, the colour of the glass
and the use of a suitable fluorescent agent [6]. In the past, the neon material was imported from abroad. The
first ones were very high quality, but the others were much worse because they were often made from different
leftovers. Maintenance was also difficult when some letters stopped lighting up or the electricity had failed [5].
The design of a neon advertisement consisted of three stages: artistic design, electronics and construction.
The artistry of the design depended largely on the virtuosity of the glazier, who was able to create works of
art. The work on the advertisement included building condition survey and then application of the art design
in the form of a sketch. The neon sign not only had to convey the content well, but also fit in with the build-
ing and neighbouring advertisements, and be visible both day and night. The advertisement could not stand
out against the background of the building, but needed to work harmoniously with it. Of utmost importance
was the typeface, colour scheme and selected lettering underlays, which ensured the proper legibility of the
neon. The colour of the lettering was not random, but often assigned to a particular industry (red — butcher's,
purple — jeweller's, green — greengrocers’, white or blue — public buildings). Neon signs were designed to be
lightweight, aesthetically pleasing and compatible with the architectural surroundings [7].

The fluorescent tube, from which neon signs were made, is a simple source of light that also became a me-
dium of art thanks to the knowledge, curiosity and creativity of the artists. Neon as an artistic material opened
up a new way of expressing creativity and inspired a whole new genre of art “luminism”, while the gas that
filled it paved the way for new types of lighting in the 20t century. The history and functions of neon signs as
an art medium show how many alternative arts have influenced the world, where the word, as part of the social
experience, creates an appropriate artistic theme and becomes a vehicle for personal expression [8].

Neon signs in city spaces used to be a sign of modernity and elegance, and their warm light gave Polish
cities a unique charm. Currently, they have made a fashion come-back and new ones are appearing. After many
years, their artistic value was recognised, as a way of aesthetic and original advertising. Neon signs make spaces
unique, especially when passers-by are able to recognise a specific sign of a specific place in them. It is text-
based art, it is signs that are not just decoration, but carry social value and hidden creative potential [9]. Neon
signs were once a symbol of the urban life of the time, but now they give a particular place the mark of elitism.

Objectives and scope of the study

The purpose of this article is to analyse the main design trends of neon signs from the 1960s and 1970s in the
Lublin area and contrast them with their current situation. For the purpose of this article, an archival search was
conducted at the Department of Bibliography and Knowledge of the Lublin Region at the Hieronim topacinski
Library in Lublin and the NN Theatre's Multimedia Library. The basis of the study was a comparative analysis of
the neon signs that once lit up Lublin’s streets and those currently functioning in the urban space from tech-
nical, artistic and social perspectives.
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Research status

The topic of neon signs in urban space globally has received little attention in scientific articles. One of the
most comprehensive publications attributed to this issue is Hong Kong Neon Sign Artworks — Vol. 1 Restaurant
by Sze Hang Kwok [10]. The scientist and his Information Design Lab team researched and described from an
aesthetic point of view the design of visual communication based on observation and analysis of 218 restaurant
neon signs. The book is one of an ongoing research projects on neon signs located in Hong Kong and Singa-
pore. The topic of neon signs was described in his article, Precarity and Enterprising Selves: The Resemiotization
of Neon Language Objects, by Andre Joseph Thenga [11], who focused on neon signs as vehicles of movement.
Another interesting publication on the importance of neon as a value of light and contribution to the art world
is Neon & Luminescence: The Illuminated Meme [8] by DeBord, Scherrie, and Visual Art Intermediate Grade. On
the subject of neon design criticism, Peter A. Hall wrote in his book The Routledge Companion to Criticality in
Art, Architecture, and Design [12]. A unique history of neon from novelty to decline was presented by Carolyn
L Kane in her publication Neon visions: from techno-optimism to urban vice [13], in which she shows the impor-
tance of neon signs to urban visual cultures on the basis of light and color.

The issue of Warsaw neon signs is discussed in his publication The only such Museum in Poland — The Neon
Museum [14] by Zygmunt Jagodzinski. He focused mainly on the removal of old neon signs, the lack of respect
of these works of art by the city authorities and their preservation. The problem of Warsaw’s neon advertise-
ments from the time of the People’s Republic of Poland’s rescue and exhibition of neon signs in museums was
addressed by Agnieszka Balcerzak in an article entitled The Charm of the PRL. Memory Culture, (Post) Socialist
Nostalgia and Historical Tourism in Poland [15].

No scientific articles dealing with neon problems in the Lublin area were found. However, a survey of the
Lublin press made it possible to find many valuable newspaper articles dealing with the subject, which were
very useful while writing this article.

The importance of neon signs

Neon signs were once part of the landscape of major cities like Paris, London, Hong Kong and New York. They
were a sign of modernity and elegance, and their warm light gave cities a unique charm. They functioned as
symbols of urban modernity [16], becoming part of the visual culture and global cityscape [17]. They lit up the
signs of restaurants, hotels or pharmacies, drawing attention and lingering in the minds of passers-by.

Many years ago, French engineer Georges Claude saw the potential of the nature of gases, which was used
to produce advertising media, called neon signs. Their appeal lay in their ability to create the art of sign design,
different and so unique that they became urban landmarks. They were described as a living flame, a symbol of
energy and ingenuity used to express a sense of well-being [18]. In the course of time, neon signs could no longer
be found only on city streets, but became an artistic medium, which was also used in their works by artists,
i.e. (Tracey Emin, Olivia Steele, Joseph Kosuth and Bruce Nauman) who created real works of art out of them.

In the first quarter of the 20* century, luminous neon signs paved the way for multi-screen aesthetics, setting
trends in metropolises around the world. Neon boomed, as a symbol of glamour and modern progress. After
the great popularity of neon signs in the United States and France less than 10 years after Poland regained its
independence, neon signs came to Warsaw. The first signboard was designed for the Haberbusch and Schiele
brewery, which depicted a bottle and colloquially known as the Philips neon sign [19]. The new technology rev-
olutionised the handmade storefront market of the time by illuminating street tracts. Over time, the illuminated
advertising became more sophisticated and surprising. Neon signs were placed on the facades of hotels and
restaurants, high-rise buildings and historical buildings. They were mainly used for pharmacy, confectionery
and jewellery services. In the late 1930s, neon signs were attached to almost every building, regardless of the
type of activity and the size of the premises.

In the post-war period, neon signs were a significant accent in the skyline of war-ravaged cities. In the 1930s,
they were considered unnecessary and were often seen as antagonistic to the socialist system. In 1933, Warsaw
approved regulations governing store windows and street advertising. According to them, illuminated adver-
tisements were to be designed so as not to detract from the appearance of the facades of houses and streets.
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Care was taken to make them safe for traffic — flickering light (but not intermittent light) and the colour red
were banned as harmful to the eyes [2]. The end of the 1950s was declared the time of the great neonisation
campaign, where prominent architects (i.e., Eleonora Sekrecka, Zygmunt Stepinski) and visual artists designed
advertisements for entire buildings and street sequences. Neon signs served the purpose of prestige and the
transmission of information, and were characterised by artistic freedom, freshness and variety. At the time,
yellow and red were used for neon signs with complex shapes, while simple ones were meant to glow blue or
purple. Contrasts of yellow-black, white-green or white-red were used for greater visibility. The colour blue, on
the other hand, was avoided for neon signs placed on the roofs of buildings and in gastronomy. Only white,
light blue and light purple were used for historic buildings and sites, maintaining a uniform style for the entire
street. When designing the neon letters, the artists followed the principle that block letters were used only
for rooftop advertisements, while those with finer shapes were left for the facades of buildings. The content
was always intended to be short and concise. The neon signs owed their lightness to the use of an openwork
structure and an appropriately chosen backing background [15]. After Stalin’s death in 1956, the thaw came
and neon signs once again graced the city’s streets. At the time, they served to revitalise the city's dead spac-
es. At the time, neon signs were designed by well-known artists from the Polish Poster School (Jan Mucharski,
Jan Bogustawski, Bohdan Gniewiewski, Tadeusz Rogowski, Maksymilian Krzyzanowski, Zbigniew Labes, Marek
Brudnicki, Stefan Bernacinski or Ryszard Lech). They created the most iconic signs that began to function, as
logos, some of which still function today. This period has been called the golden age of Polish neon. The 1970s
brought mass production of neon signs, which introduced a bureaucratic mess to state control, which until
then had watched over the character and appearance of illuminated ads. The economic crisis in the 1980s and
the extinction of neon signs ended their splendour. At the time, many of them disappeared from the streets
or fell into disrepair as they were associated with the socialist period, with only a few remained on city streets.

Once neon signs were an attempt to realise the dream of economic and business catching up with the West.
They expressed the longing for all that is new and worldly. They were a symbol of the pursuit of modernity,
where colourful, flashing commercials were to surpass Western culture. That is why they were designed with
great attention to detail and the craftsmanship of the workmanship was evident in every small element. The
design of neon signs from the applied arts became a quintessence of aesthetics and art, and the technique in
which they were executed was a symbol of modernity and technological progress. In the course of time, how-
ever, the usual illuminated signs and inscriptions were supplanted by glowing images and lettering in almost
all the rainbow colours, the form of which could take previously unimaginable shapes and sizes. Over time,
however, it was discarded in favour of cheaper and more efficient illuminated, plastic, fluorescent elements,
LED substitutes.

In recent years neon signs have again become an objet de désir. This is favoured by Polish design from the
50s and 60s. It turned out that the design rules have not changed significantly over the decades. The chemical
processes have remained the same and the equipment used, apart from the use of a better material, is not
significantly different from those used 30 to 40 years ago. Nowadays, old, large neon signs are hard to find
on the streets of Polish cities, but new ones are added year after year, which stand out from the mass of other
advertising. Their reappearance in the streets of the cities creates a metropolitan atmosphere through their
elegance, aesthetics, functionality and exceptional design.

Neon Museums have been set up in many Polish cities to document, store and display the saved neon
signs as well as their restoration at their original locations. The attempt to reinstate the neon signs in the plac-
es where they were originally located helps to preserve the memory of the city and strengthen the identity of
future generations of residents [20].

Lublin Neon Lights (yesterday and today)

Today, there have been no continuous illuminated signs on the streets of Lublin since 1989. Even those that
can be found today had to be renovated and were temporarily dismantled. The neon lights of the People’s
Republic of Poland illuminated Lublin’s main artery, Krakowskie Przedmiescie, giving the city a metropolitan
touch. They were systematically introduced into the streets in accordance with a development plan imposed
from above. They were designed at once for a whole row of buildings or several blocks. They delighted with
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their originality and unique craftsmanship. They were often located above the main entrance to restaurants,
hotels or shops to attract the attention of passers-by. They were lit up even when the store was out of stock
and the shelves were empty. Some original examples include a cup and the kettle with rising steam mounted
above a shop with household appliances, or a ball falling into a basket above a sports shop [21]. The neon signs
ordered at that time were often large and expensive, but they were financed by the city. On the roof of one
of the townhouses on the corner of Zwirki i Wigury Street and Krakowskie Przedmiescie Street was the neon
Lubgal sign. It showed a boy and a girl with blocks around them glowing as if children were throwing them
at each other. At the corner of Krakowskie Przedmiescie Street and Osterwa Street (now Kapucynska Street)
above the entrance of one of the shops was a large neon Stodycze [Sweets] sign. Across the street you could
see the characteristic white neon Chemia [Chemicals] and Rybny [Fishmonger’s], which was popular at the time.
In the neighbourhood there was an iconic sports shop, which occupied one of the houses on the corner with
the inscription Sport and a flickering orange basketball. It flickered on and off, so it seemed as if someone was
throwing a ball into a basket. On Lipowa Street there were eye-catching, rhythmically extinguishing and illu-
minating neon letters with the inscription Sam spozywczy [Self-service grocery store] and a huge inscription
on the roof reading PZU ubezpiecza ciebie i twoje mienie [PZU insures you and your property]. There was also
an interesting neon sign that glowed as if a man was greeting passers-by [5].

In the last decade, the old style of lighting has begun to be appreciated and there has been a gradual return
to neon signs. Since the beginning of the 20* century, in Lublin there were more than 300 of them including
30 before the Second World War. During the People’s Republic of Poland, the presence of neon signs testified
to the modernity of the city. Currently in the space of Lublin we can find a former neon sign remaining from
the cult cinema Kosmos. The post-war modernist building, on which it was once located, was recommissioned
a few years ago for an apartment building and the distinctive Kosmos neon sign was destined to disappear
along with it. It is linked to the inseparable history of cinema [22] of the 1960s, a flagship of the city and a
symbol of good and modern architecture. In the 1970s the cinema was very modern for the time, as it had a
panoramic screen, the largest number of seats and was one of the first cinemas in Lublin with Dolby Digital
sound. In the 1980s and 1990s, the cinema began to decline. After unsuccessful attempts to rent and sell, it
was finally decided to demolish it. In 2012, the new owner planned a commercial building on the site. At the
request of the citizens and the city administration, the inscription Kosmos was saved and handed over to the
city administration. Thanks to the initiative of the European Foundation for Urban Culture [Europejska Fundac-
ja Kultury Miejskiej], it underwent renovation, undertaken by Adam Brus. Although the neon sign, which had
been on the building for 50 years, was in very poor condition, it was possible to preserve the original holes
for the electrodes, which made it easier to install, and to recreate the exact colour in which the neon sign had
once shone. [23] In the situation faced by the neon sign of the Kosmos cinema — the demolition of the build-
ing — the city authorities decided that it would be temporarily placed on the building of the Labyrinth Gallery
[Galeria Labirynt] on Popietuszki Street where it could be admired there in all its glory from 2013 to this day.
[Fig.1] Today the inscription no longer serves its original function, as its role vanished along with the demoli-
tion of the cinema building, but the new location provides a reminder. For many residents, the cinema was an
integral part of their lives, so preserving its memory is part of local history.

In 2013, a neon sign was commissioned with the slogan All My City In, which was the title of the Brain
Damage Gallery exhibition. Two years later, a neon sign Lublin Metro was produced for the exhibition of the
Lublin metro, designed by Michat Lewkowicz. Unfortunately, both neon signs were stolen and can no longer
be admired in the urban space [24]. In the Lublin area we can currently find a very interesting neon sign of the
Lublin café Zielony Talerzyk, by Jarostaw Kozyra, Szybka setka bar, with an animated glass, designed by Michat
Lewkowicz (Endiesonix.net), a neon sign of ice-cream Bosko or bakery W Chlebaku. Recently, in Lublin on Zam-
ojska Street there was also a neon sign promoting the typical Lublin term Brejdaki (meaning brothers) [Fig. 1]. It
symbolises brothers and sisters and at the same time refers to mutual respect, regardless of origin or religion.
Tomasz Pienczak’s neon sign was selected and hung in the city, the only one among 13 in a NeonArt compe-
tition that was crowned with an exhibition at the Meeting of Cultures Centre [25]. Another interesting neon
sign hangs above the student canteen at Langiewicza Street with the inscription Tréjka. [Fig.1] The place refers
to the famous canteen number 3, which has served the academic community of the UMCS since the 1970s.
What remains in memory of those who visited the canteen in those years, is not only the smell of the food
being served, but also the distinctive neon inscription placed on the building. There was a great excitement



NEON SIGNS IN URBAN SPACE, YESTERDAY AND TODAY. A CASE STUDY BASED ON LUBLIN 39

in 2017 over the plans to put up two neon signs in Lublin, Szacun na miescie [Respect in the city] and Szacun
na dzielni [Respect in the Neighbourhood] on the railroad overpass above Droga Meczennikéw Majdanka.
After all, for a while there was only one Szacunek na miescie, with fading, every now and then selected letters,
that we can no longer admire nowadays. The inscription was created in honour of the district, stood out and
quickly became a trademark of the city. Another interesting neon project by Jakub Stepien was created during
last year's NeonArt Festival, which follows the name and history of Zmigrdd — the medieval hill in the Lublin
castle complex and today one of the streets in the city centre. The graphic design is a stylised letter alluding
to representations of mythical vipers or dragons was intended to draw attention to the history of this place
[Zmigréd literally means “the town of the viper”, and in Old Polish — “the town of the dragon” — trans.]. The
author of the neon sign wanted it to become a signpost that invites visitors to explore the place and a source
of pride for the street’s residents.

Today, on the facade of the Centre for Culture [Centrum Kultury, CK] at Peowiakéw Street, we can admire a
neon bust of the Greek god Apollo [Fig. 1] with a baseball cap by Joanna Dudon. The project won a competition
for a neon sign for the facade of the Centre for Culture. The author wanted to capture the history of the building,
its essence and function. Conceptually, the neon symbolises seriousness and solemnity, presented with humour
and grotesque. The design easily and simply comments on contemporary, postmodern and critical perceptions
of reality [26]. On the same building, next to the main entrance, there is a second neon sign with the inscrip-
tion Centrum Kultury. The simple, elegant letters, illuminated with white light, perfectly match the character
and role of the building as well as the architecture itself. Since 2020, on the building of the UMCS Chatka Zaka
Academic Culture and Media Centre a new neon sign has been displayed: Chatka Zaka by Agnieszka Dudek.
In the new edition, it visually ties in with the era of modernism and at the same time follows current trends.

The above situation of the Lublin neon signs shows that only a few of them have been rescued, restored
and installed in the new urban space. The rest of the survivors were sent to a museum or warehouse.

Fig. 1. Neon signs currently functioning in the area of the city of Lublin: Kosmos, Brejdaki, Tréjka, Apollo. Phot. by author.

In Lublin a few years ago, the NeonArt, community Lublin Neons was founded on Facebook, which saw neon
signs as works of art and took steps to save them and spread knowledge about them. Another important
project related to neon signs was undertaken by the and Studio of Socially Engaged Art “Rewiry” [Pracownia
Sztuki Zaangazowanej Spotecznie — Rewiry], Cultural Education Association and the Centre for Culture in Lu-
blin — which ran the project NeonArt — Festival for Art and Design of Neon Advertising. This project is unique
in Poland and in the world, involving 18 artists who designed neon signs for the city of Lublin. Some of the
best Polish artists of typography, graphics, illustration and design were invited to join the project: Edgard Bak,
Katarzyna Bogucka, Patryk Hardziej, Senna Collective (Piotr Jakowenko, Agata Korba, Sebastian Kucharuk, Na-
talia Romik), Michat Lewkowicz, Michat Loba, Olek Modzelewski, Tomasz Pienczak, Jacek Rudzki, Pawet Ryzko,
Konrad Smolarski, Studio Full Metal Jacket (Jerzy Gruchot, Wojciech Koss) and Studio UYMW (Robert Mendel,
Jacek Walesiak, Edgar Bak, Katarzyna Bogucka). The result of their creative work was the creation of 13 neon
signs, some of which were displayed in the urban space and all of which were displayed in the exhibition at
the Centre for the Meeting of Cultures in Lublin.

Nowadays, one will not find large, artistically rich, elegant neon signs with sublime shapes that illuminate
the urban space and are reminiscent of those from earlier times. Unfortunately, they were largely bombarded
with a plenty of cheap advertising signs that disfigure the historic houses of the city. However, there are also
brand new neon signs, perhaps not as big and magnificent as those years ago, but so original and unusual that
they stand out from the rest and create a whole new space.
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Results

In the 1950s and 1960s, neon signs were considered an important element in shaping the urban landscape.
Their designs were commissioned to outstanding visual artists who were willing to show off the synthesis skills
required to work with a medium such as a tube of gas. They were designed by renowned Polish designers
and architects such as Tadeusz Kryszak, Piotr Mtodozeniec, Eryk Lipinski, Tadeusz Gronowski and many, many
others [24]. Earlier neon signs showed a high degree of exquisite typography and design. They had both an
informative and a decorative function. In a strong and dynamic way, they attracted the attention of customers.
They offered a good view regardless of the time of a day and weather conditions. They promoted brands of
different products and services in an original and decorative way. They were distinguished by their colouring
and their unique shape, which was due to the fact that they were made to the buyer's special order. Each project
had to be large, magnificent and monumental. Even small shops had big neon signs back then, and that was
not surprising. The process of making neon sign was very laborious and sometimes lasted up to three years,
as in addition to the actual project, it was also examined how it would harmonise with the existing architec-
ture and other neon signs in the neighbourhood. Every project used to be different; everything was painted
on paper, and then it was art. The entire advertisement consisted of three basic documents — art, construction
and electrical planning.

The above study on Lublin’s neon signs [Tab. 1] shows that its main location was in the city centre, Krakowskie
Przedmiescie. The situation is similar with the new designs, only a few of which are located outside the centre.
In the past, neon signs were hung on a building’s facade, above the main entrance or on the roof in the form
of monumental capital letters. Most often they were in the form of inscriptions compiled from large block let-
ters, in which the tubes were used either as a compact filling for the letters or to highlight them [Fig. 2]. At that
time, a unique neon advertising style was created, in which humorous graphic elements were often merged
with finesse lettering. Written letters were often introduced alongside the block letters, whose typeface was
invented by visual artists. The font designs of that time were so refined and original that they resembled an
ornament, which astonished passers-by.

Table 1. Summary and comparison of selected neon signs of the old days and newly designed ones in the Lublin area

Neon’s name Place Author.of e Characteristic features
the design scheme
Leszczynkiego « cinema’s own name
street currently LR - handwritten font, italics
Kosmos Cinema Popietuszki Street  restored by blue ) '
— The Labyrinth Adam Burs - font design and colour refers to
Gallery Building the function of the building
 name of the Lublinianka
Lublinianka Krakowskie Hotel placed on the facade,
Hotel, currently Przedmiescie Unknown  blue /white  handwritten font
Grand Hotel Street « large block letters Hotel placed
on the roof of the building
Europa Hotel, Krakowskie * name of the Europa Hotel
formerly Przedmiescie Unknown green « simple, block, large letters
European Hotel Street placed on the roof
« large inscription of Poczta
Pt ol Krakowskie Polska placed on the roof
oczta mo'sxa Przedmiescie Unknown white simple, printed letters
[Polish Post Office] .
Street * two smaller neon signs Poczta

placed on the facade



NEON SIGNS IN URBAN SPACE, YESTERDAY AND TODAY. A CASE STUDY BASED ON LUBLIN 41

Neon’s name

PKO [Polska Kasa
Oszczednosciowa;
Polish Savings
Bank]

Lubgal Company

Stodycze [Sweets]

Chemia [Chemicals]

Ryby [Fishmonger's]

Sport

Chatka Zaka
[Chatka Zaka
Academic Culture
and Media Centre]

Totalizator Sportowy

[Sports Lottery]

Place

Krakowskie
Przedmiescie
Street

Zwirki Wigury
Street

Krakowskie
Przedmiescie
Street

Krakowskie
Przedmiescie
Street

Krakowskie
Przedmiescie
Street

Krakowskie
Przedmiescie
Street

Akademicka Street
Above the main
entrance on the

facade

Krakowskie
Przedmiescie
Street

Author of
the design

Unknown

Unknown

Unknown

Unknown

Unknown

Unknown

Agnieszka
Dudek

Unknown

Colour
scheme

white

white /
different
colours of

spikes

white

white

white

yellow

white letters
on a black
background

white

Characteristic features

- large inscription of PKO Twoja
Kasa Oszczednosciowa [PKO —
your savings bank] enclosed in
a rectangle placed on the roof
of the building, aligned

simple, light font

printed letters

a boy and a girl with scattered
coloured blocks that lit up and
went out in different sequence

« the neon sign gave the
impression of being animated

placed on the roof

inscription of Stodycze placed
above the main entrance

font design and colour related
to the function of the building

inscription of Chemia placed
above the entrance

font design and colour related
to the function of the building

inscription of Ryby placed
above the entrance, advertising
a fish store

font design and colour related
to the function of the building

inscription of Sport advertising
sports store

additionally protruding from

the facade colourful Olympic

circles referring to the activity
carried out

inscription of Chatka Zaka
placed on the main facade of
the building

* light, printed letters on a dark
background

font related to type of business

printed capital letters with
inscription Totalizator Sportowy
placed on the facade of the
building
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Neon’s name Place Author.of Galn Characteristic features
the design scheme
« restaurant name Zielony
Talerzyk placed above the main
) ) entrance
Krakowskie white, one of . . .
. L Jarostaw .« |etters with an interesting cut
Zielony Talerzyk Przedmiescie - the letters in .
Koziara cutlery referring to the type of

Street green .

business conducted
- one letter in green in the shape
of the plate
 pub name Szybka setka placed
T i white above the main entrance and in
rakowskie Michat inscription, the interior
Szybka setka Przedmiescie kowi bl | . . .
Street Lewkowicz ueglass .« handwritten font, light referring
graphic to the type of business
conducted
* premises name PixDrzwi
. * particular letters in different
L@l red, yellow, colours (blue, green, red)
PixDrzwi Przedmiescie Unknown 24 ' R green,

Street e » font design and colour related
to the type of business
conducted

« blue inscription of Brejdaki
placed on the side elevation of
the building

Brejdaki Zam.OJska Street, Torpasz white — blue printed letters
side street Pienczak + in addition, above the
inscription there are two
identical figures of brothers in
white
« large white inscription of
. L Droga Szacunek na miescie placed on
S e T & Ll white the railroad overpass
[Respect in the city] . Pietrusiewicz . .
Majdanka « handwritten font referring to
the proclaimed slogan

- green ethnographic sign

referring to a viper and dragon
. . Jakub placed on the side elevation of
Zmigréd Zmigrod Street Stepier green the building

« the project refers to the former
function of the Zmigréd district
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Neon’s name Place Author‘of iy Characteristic features
the design scheme
- inscription of Centrum Kultury
w Lublinie, placed on the left
side above the main entrance
« individual letters of the
Gt Flis Peowiakéw Street, white with a  inscription go from top to
Y facade at main Unknown  black border  bottom
[Centre for Culture] . .
entrance at the back  « printed light letters on a dark
background
- printed font, simple referring to
the function of the building and
architecture
« neon sign of Apollo placed on
ok Joanna the side of the building in red
Peowiakow Street Duboh blue and with a blue baseball cap on his
Apollo from Hempel . [
Krzysztof white ea
Street . .
Chiel « the design relates to the
function of the building
« inscription of Dom Handlowy
Dom Handlowy placed on the facade above the
Rusatka Thisiscreative Unknown blue and main entrance
[Water Nymph Company white « in addition, a blue graphic of a
Trading House] dancing water nymph Rusatka
girl projecting above the facade
* the ice-cream shop’s own name
) Bosko
Bosko Krakovysllqg Unknown blue * handwritten font
Przedmiescia o
« inscription placed above the
main entrance
above the « large inscription of Wtoski
. entrance Koper placed above the main
Wioski Koper Nadbystrzycka Unknown yellow e
Street « large single handwritten letters
) Ractawicka Street Piotr « inscription of Lublin
Lublin interior of CSK S blue . .
Lublin Hajdziej « light, handwritten font
« inscription of Tréjka placed
above the main entrance and
UMCS Student from the sides of the building
Trojka Canteen, Unknown blue « handwritten font, initial letter

Akademicka Street

capitalised

- inscription is the name of the
canteen

The design process for neon signs was often long and tedious. The projects were designed for whole streets
or adjoining venues to ensure a uniform and aesthetic appearance. They were designed by well-known artists
of the time, visual artists and architects, which ensured their uniqueness and non-repeatability. These were
mostly inscriptions in different layouts and original fonts. Neon inscriptions often appeared in one colour,
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alongside which there were graphic constructions protruding over the facade, with the same patterns and
people who were often animated (individual elements flashed on and off in a certain order, which created an
illusion of motion). They were placed almost on each building, often advertising products that were in fact
unavailable. Their impact against the grey of the People’s Republic of Poland was unparalleled, giving beauty
and incredible splendour to the streets where they were located. They glowed in pure, pleasant colours, which
today cannot be replicated.

Fig. 2. Photographs of Lublin's neon signs from the 1960s and 1970s by Wojciech Turzynski

Nowadays, there are no neon signs from the old days in the area of Lublin that would remain at their original
location. Today, their main role is not to advertise a product or service, but embellish and complete the space
in which they are placed. In recent years, several newly designed neon signs have appeared, both outside and
inside buildings [Fig. 3]. However, they these neon signs not as big and glamorous as in former times. They are
increasingly seldom designed by artists and visual artists, more often by advertising companies. In the past,
neon signs were only made of solid steel structures, which are no longer usable. The fixtures themselves were
also different, as they required special constructions to secure them. Today, glass, which is the most important
raw material for neon sign production, is also expensive. As a result, few entrepreneurs invest in them. Newly
designed neon signs are often made in just one colour. The font is designed by hand and adapted to the type
of business being conducted. We no longer find animated neon in the Lublin area, with individual elements that
would glow in a different order and set the image in motion. There are currently few neon advertising signs in
the city, but those that do exist stand out from the crowd of other ads and grab the attention of the passers-by.

Fig. 3. Neon signs currently in Lublin. Photographs by the author
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The former neon signs were artistically more magnificent than those currently operating in urban spaces. They
were focused mainly on visual impact and not on sales efficiency. Neon tubes provided a better visual effect,
which once brightened up the gloomy lives of the inhabitants. Neon lights were above all a kind of visual pleas-
ure for the eyes and a balm for the soul, whereby the sparkling street offered an unforgettable experience.

Summary

Once upon a time, illuminated advertisements were an expression of a strong trend in Polish design in the
1950s and 1960s, where a kind of interplay between typography and typewriting was invented by artists for
the needs of particular cities. With impressive freedom, the neon designers used both block and font letters to
create compositions that matched the scale and style of a building’s facade. In the past, neon signs served pri-
marily an informative and decorative function rather than advertising, and their art went far beyond the usual
schemes. Properly chosen colours, composition, size, detailing and the impressive sizes of the signs would en-
tice visitors to visit modest, often obscure places. The neon designers understood that creativity in art requires
knowledge and curiosity, not just skills, and so they focused on the right composition with existing architec-
ture and neighbouring neon signs. Neon light is the least invasive and at the same time the most effective
way to attract attention. It is the easiest way to transform a natural landscape into a sculptural landscape that
represents a different shape of the environment. Light art uses mainly written text that communicates with the
environment. Adhering to the principles of composition, feeling and aesthetics, neon signs enjoy a growing
interest once again.

After many years of absence, the special value of neon signs in the urban space as an element of visual
image culture has been acknowledged. They appear more and more frequently in contemporary art galleries
and museums as elements of art and history. Their unique creativity potential, originality and high standards
of execution were appreciated. Their important role in the design of cities and their preservation as cultural
heritage has been recognised. All of this has contributed to a growing interest in saving old neon signs and de-
signing new ones over the past ten years. Warsaw is home to the largest Museum of Neon Signs, which holds
about 200 neon signs from all over Poland in its collection. Visitors can see and feel how much buildings and
streets have gained from neon lighting. In many other cities as well as in Lublin, initiatives arose to reinstall
neon signs where they were originally located or to install new ones. The aim is to preserve the memory of the
city and strengthen the identity of the next generations of residents.

Interest in neon signs in Lublin is slowly returning, and is already well developed in the larger cities. Own-
ers of pubs, cafés or pastry shops are increasingly investing in stylish neon signs. Nowadays, anyone can own
one. It is not only advertising or a form of lighting, but above all personalises and decorates the room where
it is located. Neon is characterised by a form of identification and marking of a place, symbolizing a trend that
is the quintessence of all urbanity, the epitome of elegance and fragility compared to the concrete buildings
on which it is installed [27]. The main feature of the neon signs is the fact that they belong to a certain place.
They are an integral part of the building on which they are located, together with the surrounding landscape.
Irrespective of their function, the neon signs do not exist without their background, which is the quintessence
of the assumptions of the designer and architect, creating a harmonious whole. Neon lights shape the charac-
ter of a building, a street and even an entire city, making it lively and active even at night.

The presented information and examples clearly show that neon signs played an important role both for
the building on which they were placed and for the community of the city where they were located. Therefore,
any action to protect, preserve and make them accessible to the public is of the utmost importance. Although
the former neon signs were not designed for exhibition in a museum (they lose their lightness and charm), to-
day this is how they can be mainly admired. Just a few return to the facades of the buildings and can be seen
outdoors from a reasonable distance. The return of neon signs to the streets of Polish cities can be a step to-
wards changing the urban space, taking a certain path of development and bringing a breath of fresh air to
the urban space.
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Nony w przestrzeni miejskiej, wczoraj i dzis.
Studium przypadku na przyktadzie Lublina

Streszczenie: W okresie PRL-u neony byty czyms, czym Polska mogta sie pochwali¢. Wéwczas ulice tonety w Swietlistej rekla-
mie, obok ktdrej nie sposdb byto przejsé obojetnie. Ostatnie lata przyniosty fatalna, jakos¢ reklamy miejskiej a panujaca w tym
zakresie samowola, przyczynita sie do degeneracji przestrzeni miast. Kolorowe neony niegdys dominowaty na polskich ulicach,
stanowigc wzorowy przyktad reklamy, ktérej wptyw miat zasadnicze znaczenie w odbiorze przestrzeni miejskiej. Obecnie ne-
ony uwazane sg za dziefa sztuki, i najcenniejszy dorobek polskiego, designu XX wieku, ktéry gtéwnie mozemy podziwiaé dzi$
w muzeach. W ostatnim dziesiecioleciu przypomniano sobie o ich istnieniu i podjeto dziatania polegajace na ich ratowaniu
i ponownego umieszczania w przestrzeni miejskiej. Celem artykutu jest zwrdcenie uwagi na niezwykta warto$é neonéw, jako
istotnego elementu budujacego przestrzer miejska oraz podkreslenia ich funkgji artystycznych i spotecznych. Podjete bada-
nia objety materiat dotyczacy neondéw z czaséw PRL-u jak réwniez tych nowo projektowanych na przyktadzie miasta Lublina.

Stowa kluczowe: przestrzen miejsca, neony, reklama swietlna, design
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